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Three Generations of Tshun-Guian Art Studio
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The present era is one in which folk customs
and religious artworks are deeply valued. It is
also an era in which people are striving to find
stability and a sense of belonging within the
flow of history. Where do we come from, and
where should we be going? Over the past
hundred-or-so years, from within the context
of the development of temple craftsmanship,
local painters from one generation to the next
have passed on their artistry, wielding their
brushes, continuously sketching, applying
gold, and layering colors. Together, they have
paved the roads leading into the future, en-
riching their Sinological value and imbuing
them with contemporary local perspectives.

As the number one city for temples in Taiwan,
Tainan not only expands cultural heritage and
popular tastes through religious beliefs, but
also offers a unique aesthetic experience with
local characteristics, making it a favorite place
for those seeking a sense of identity and a
refined, aesthetic lifestyle. The exhibition Cre-
scendo: Three Generations of Tshun-Guén Art
Studio takes a brand-management approach
to showcasing the studio’s creative splendor,
which spans 115 years and three genera-
tions of artists. These artists include Pan
Chun-yuan (1891-1972), Pan Li-shui (1914 -
1995), Pan Ying-chou (1916-2004), and Pan
Yueh-hsiung (1943 -). This exhibition presents
the rich and diverse creative footprints of
these interdisciplinary artists, who not only
served as folk painters but also had multiple

identities. Through the mural paintings in the
mansions of prominent families, the colorful
depictions of temple gate gods, paper-based
figure and landscape paintings, and related
extended art pieces, this exhibition allows the
public to gain a deeper understanding of the
unique artistic, commercial, and aesthetic ex-
changes that undergird religious folk beliefs.

The English exhibition title is based on the
musical notation ‘Crescendo.’” In music, a
crescendo deepens the sense of rhythm
within a set of musical phrases and gradu-
ally reveals the vitality of the melody. This
theme echoes the ever-growing spirit of the
Tshun-Guan Art Studio family brand over the
course of a century. Through the production
of sound artist Wu Tsan-cheng, incorporating
everyday sounds with musical elements,
the audience is invited to imagine the suc-
cessive owners of the studio as symphony
musicians, passing through time, working
in harmony and filial piety to keep up the
quality and efficiency needed to sustain the
family business. The exhibition also offers a
glimpse at the resilient mindset of the family
in seeking opportunities and undergoing
transformation amidst difficulties and hard-
ships, and uses a modern perspective to
explore their networks of relationships and
inherited ways of thinking from the late Qing
Dynasty through to the present day.
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The door gods painted by the three genera-
tions of the Tshun-Guan Art Studio family are
often inscribed with: ‘“Tshun-Guan Art Studio,
Embedded in Tainan,” or: “Yunshan Art Stu-
dio.” Among the hundreds of existing temples
in Taiwan, these creations have become a
distinct brand identification symbol. If we
consider clothing as the smallest space that
accommodates the human body, the gar-
ment’s pattern, design, and embellishments,
the luster of its fabric, its natural contours
and the way it hangs off the body will be
important indicators of a person’s character
and a symbol of their identity.

From this, it can be seen that the door gods
are not merely architectural paintings, but
a representation of the painter’s artistic
knowledge, philosophy and brand style. As
time passed, the family’s extensive artistic
knowledge and capabilities continued to
progress. They moved from using simple red
and green coloring or gold leaf as the basis
for their decorative effects, to employing high
color saturation and a combination of warm
and cool tones in their palette. Through these
techniques, they were able to discern the
new aesthetic standards and popular trends
of each era. Although the specifications of
the door gods commissioned by temple

administrators (such as door panel dimen-
sions, characters, hand-held items, and
facial expressions) may be similar, viewers
can still clearly distinguish their differences
through the design details, particularly in
the depictions of flowers and plants. These
high-standard, custom-made artworks are
the treasures of the temples they belong to.
Not only do they convey religious symbolism
and fulfill the educational, inheritance, aes-
thetic, and material protection requirements
needed for such products; they also highlight
the religious values and the unique aspects
of each temple through their aesthetic cre-
ation. Descendants of the family of painters
bear the heavy responsibility of ensuring the
continuity of this unique style, becoming irre-
placeable successors to the studio’s legacy.




EER (R -~ REESS) (E9F)
Pan Chun-yuan, Qin Shu-bao and Yuchi Gong (Middle picture)
1958

F A8 AR Painting on wooden board
R TN E ~ AT IR Collection of Tainan Hexu Hall, Zi-zhu Museum
270x 82 cm (2 pieces)

10 11

EER (B (BE-H)
Pan Chun-yuan, Palace maid (Left and right picture)
1958

A8 AR Painting on wooden board
R T E ~ AT IR Collection of Tainan Hexu Hall, Zi-zhu Museum
260%53.5 cm (2 pieces), 259 X 52 cm (2 pieces)
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The Western conception of sketching became
a compulsory subject in Shanghai’s official
Western-style educational institutions in the
1860s. In the 1890s, numerous introductory
painting textbooks emerged, and the modern
concept of fine art gradually expanded to Tai-
wan in the 1920s through the ‘New Art Move-
ment,” which aimed to reform the traditional ink
painting styles of the literati. During the same
period, many Taiwanese artists went to Japan’s
Kawabata School of Painting and the Tokyo
School of Fine Arts for further studies. Howev-
er, Pan Chun-yuan (1891-1972)—originally
named Lian-ke and also known as Ke-si, with
the courtesy names of Cun-yuan and Jin-ying
and the alias Chun-yuan—chose to study
human-figure charcoal portraiture and ink
painting in the Xiamen and Chaoshan regions
in the early 1920s. He also studied local artists'
depictions of door gods, wall murals, and lintel
beam paintings, extensively researching tradi-
tional Han art styles and materials such as ‘The
Shanghai Lithography Manual.’” This opportu-
nity became a significant turning point for his
future career development and achievements
in art competitions.

In the era when Chinese and Japanese cul-
tures integrate and constant clashes between
tradition and modernity, Pan Chun-yuan al-
ways pursued innovation and breakthroughs.
The Tshun-Guan Art Studio was initially
located next to the Kaiji San Guan Temple on
Zhongyi Road, Section 2 in Tainan.

Initially, the studio was commissioned to
carry out architectural paintings for the Wudi
Temple on the mainland. Pan Chun-yuan,
who had enjoyed observing and learning
from Master Tangshan’s artwork since child-
hood, gradually embarked on a career in
temple painting. Driven by his interests, Pan
Chun-yuan joined the Jingwen and Yihe
Societies at the Tiangong Temple (now the
Tiantan Tiangong Temple), and achieved
increasing recognition across the island by
participating in six consecutive sessions of
the Taiwan Fine Art Exhibition between 1928
and 1933. Subsequently, he joined the Chun-
meng Art Association and was invited to join
the Zhandan Society. Through interactions
with refined scholars and local elites, he was
able to take on board a rich cultural essence,
laying the foundation for his knowledge and
talents in poetry, calligraphy, painting, and
music, as well as establishing important so-
cial networks.

This section showcases the mounting tools
used by the Tshun-Guan Art Studio; the
seals, household screens depicting figures,
flowers, and birds; couplets; poetry; and ar-
chived documents. It presents the methods of
survival that were used during the early stag-
es of the studio’s entrepreneurship, and how
the ways in which Pan Chun-yuan aimed to
enhance his personal skills, meet social de-
mands, and establish the family brand.




ERK (FIRTERE)
Pan Li-shui, The portrait of Pan Chun-yuan
1960

KE A Ink on paper
12 5 SO Courtesy of Pan Yuch-hsiung
59.5 %28 cm

BER (RETS)

Pan Chun-yuan, Travelling Through the Snows of the Qinling Mountains

1909

R ARA
18 i) 2 AR

Color ink on paper
Courtesy of Pan Shang-an
33x115cm
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Pan Li-shui (1914-1995, also known
as Yunshan) was the eldest son of Pan
Chun-yuan and the most prolific temple
painter in Taiwan. He officially began
learning painting from his father in 1929
and made his professional debut in 1934,
achieving great success and taking the
family business to new heights. In the late
1970s, descendants of Chen Yu-fong
including Chen Shou-yi and Tsai Tsao-
ju—members of one of the two major
painter families in the capital city—grad-
ually withdrew from the temple-painting
field as they focused on improving their
skills in paper-based still-life drawings.
In contrast, Pan Li-shui remained devoted
to the belief that ‘humanity is paramount’
in his artistic expression, and with his
reputation, status, and painting skills, he
became the most representative temple
painter in Taiwan.

However, it was Pan Li-shui's collabo-
rations across different fields that were
particularly remarkable. The novel Peach
Blossom River, published in 1956, origi-
nated from a romantic novel written by Wu
Man-sha during her tenure as co-editor
of the Wind and Moon magazine. Pan
Li-shui created a series of screen-tone
illustrations for the novel, showcasing an

almost realistic comic book style. Through
his illustrations, he depicted the emotional
relationships between men and women of
the time, the appearance of modern wom-
en, and fresh, original, slice-of-life scenes.
This visually expressive technique, with all
its contemporary appeal, may have been
influenced by Pan Li-shui's work in the
1940s when he created advertising bill-
boards for movies at theaters such as the
Ebisu-Za (renamed to the Chikan Theater
in 1946) and Miyako-Za (renamed to the
Yanping Theater in 1948). These illustra-
tions each displayed Pan Li-shui’s wide
dramatic range, nimble line artistry, and
bold use of color.

This exhibition area showcases the lega-
cy painting albums Eighteen Arhats and
Thirty- Six Heavenly Officials, illustrations
from the novel Peach Blossom River, em-
broidered fan paintings, painted bottles,
sketchbooks, and a documentary on the
restoration of the mural Yunshan Lishui
in the Hamasen Dei Tian Gong Temple
in Kaohsiung. It presents not only temple
paintings but a variety of Pan Li-shui’s
creations, including those influenced by
Western artistic trends and the interaction
between local traditional aesthetics.




EROK  (BRTEIL) E5EEm)
Pan Li-shui, 7he cover of Peach Blossom River
1956

P2 %N Color ink on paper
RE IR Collection of AURAE CO., LTD.

EREERHRED 36.6x24.4 cm (3 pieces)
The author of this novel is Wu Man-sha
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Pan Ying-chou (1916-2002), the second
son of Pan Chun-yuan and the younger
brother of Pan Li-shui, was passionate
about poetry, literature, traditional opera,
and sketching from an early age. He main-
ly focused on producing and mounting
Buddhist paintings, carrying on the family
tradition. In contrast to his brother, Pan
Ying-chou paid more attention to depicting
the daily lives of common people, as he
did in the works Autumn Courtyard, which
received an award of excellence at the
Provincial Exhibition in 1966. This was also
true of the series of deity statues Five Ti-
ger Generals, a work that depicted operatic
characters and employed amusing per-
spectives to lend itself a theatrical charm.
After joining a theater troupe in 1938, he
took on responsibilities such as creating
advertising billboards, writing scripts, and
serving as a rhetorician. These endeavors
revealed his talents for writing and oral
performance. He won the first prize in an
island-wide playwriting competition, and
was subsequently invited to become one
of the exclusive playwrights for the Taipei
Jing-jiang-yueh Theater Group.

Unfortunately, during this era when play
scripts were not yet valued, many docu-
ments have been lost. In this exhibition

area, the artists Wu Tsan-cheng and
theater performer Kao Ming-chien invite
audiences to trigger their auditory senses,
transporting themselves back to the 1950s
to experience the theatrical splendor of the
playwright Pan Ying-chou.

* the sound script is authorized by the
"Golden Bough Theatre".




EIBM CRREE )
Pan Ying-chou, Autumn Courtyard
1966

Fa o~ A Color ink on paper
12 I SRR Courtesy of Pan Shang-wen
78 x99 cm
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"As long as my hand can still hold a pen, I will
continue to draw.’

— Pan Yueh-hsiung

As an awareness of the need for cultural
preservation rises, door gods that were origi-
nally placed at temple entrances for warding
off evil and praying for blessings have now
become portable artworks, appreciated purely
for their artistic merit. Through the use of vi-
brant costumes, dramatic facial expressions,
dynamic gestures, and flowing beards, Pan
Yueh-hsiung (1943-) has established his own
personal style, thus giving a touch of addition-
al brilliance to the door-god masterpieces of
the enduring Tshun-Guan Art Studio brand,
with its hundred-or-more years of history.

Pan Yueh-hsiung, the eldest grandson of Pan
Chun-yuan and the eldest son of Pan Li-
shui, is the current owner of Tshun-Guan Art
Studio. After being discharged from the 6th
Infantry Training Center of the Army in 1966,
he joined the United States Navy Welfare So-
ciety at the Tainan Air Force Base as a graph-
ic designer. The Western culture and graphic
design concepts he encountered during the
following decade became new sources of
inspiration for his future creations. In 1976, he
officially started working on temple paintings
with his father, and has since then been solely
responsible for the temple painting works.

In 2001, Pan Yueh-hsiung founded the Tainan

Traditional Arts and Cultural Heritage Society
(now known as the Fu Cheng Traditional
Arts Society), bringing together experienced
Taiwanese artisans and craftsmen, and in
the past has led society members on cultural
diplomacy trips to Australia and Japan. A re-
cipient of the Global Chinese Culture & Arts
Award, he has also taught mural painting
techniques at the Tainan National University
of the Arts, Shu-Te University, and various
community event centers, passing along the
family’s creative spirit to others. Through his
efforts, he has successfully trained numerous
apprentice painters to independently carry out
temple mural paintings, and has also ignited
the determination of students from interest
classes across the country to learn and pass
on folk culture and mural painting techniques.

This exhibition area showcases scrolls of the
door gods Qin Shu-bao and Yu Yuchi Gong;
the Fortune, Prosperity and Longevity (Sanx-
ing) lantern, created in collaboration with the
Taiwan Lantern Festival, the Mazu Ascend-
ing to Heaven wine vessel, made in collab-
oration with Matsu Distillery; various painted
bottles, and related archival documents.
These exhibits highlight the contemporary
owner of Tshun-Guan Art Studio’s cross-dis-
ciplinary collaborative artworks, and the ways
in which his teaching methods and spirit of
inheritance differ from those of his ancestors.




EEHE CEM
Pan Yuch-hsiung, Heavenly Official
2007

B¥ £ B Color ink, gold leaf on silk
BT K B Courtesy of the Artist
55.5x53 cm
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When a painter begins to create archi-
tectural murals, their first consideration
is often the sense of space, perspective,
and the painting’s auspicious symbolism.
At this point they resemble a curator,
attempting to plan the overall viewing
experience and establish a contextual
relationship between the artworks. Draw-
ing upon their knowledge, their aesthetic
tastes, and their painting skills, they draw
on creative ideas from poetry, calligraphy,
and painting to elevate a sense of warmth
and elegance to the grand residences.

In this exhibition area, we take as exam-
ples the Ou family house in Tainan’s An-
ping District, and the Huang family house
in Kaohsiung’s Yong’an District. Through
interviews with the descendants of these
two prominent families and the restoration
of partial wall paintings, visitors are guid-
ed to explore the structure of the architec-
tural space and the details of the intricate
murals created by the Tshun-Guan Art
Studio family within the entrance halls.
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Pan Chun-yuan

Ou family house in Tainan’s Anping District

ZFRER 1947 FHEFRYECEEE > %1% 2006 FXERKELE > HER
Y 0 7 SR K B ol D A R T S TS AT IS AR TAE -

The Ou family house in Tainan's Anping District was adorned with wall paintings
by Pan Chun-yuan in 1947. Subsequently, in 2006, it was commissioned by his
family and restored by the Graduate Institute of Conservation of Cultural Relics
at National Tainan University of the Arts.

BEHER  ERK ~ BT

KERE

Pan Chun -yuan, Pan Li- shui, Pan Yueh - hsiung
Huang family house in Kaohsiung’s Yongan District

FHEKREE » N 1920-1938 FRBEHFRF G CEEE > BN 1962 FHHE
THEBAREREEHERER -

The Huang family house in Kaohsiung's Yong'an District was adorned with wall
paintings by Pan Chun -yuan approximately between 1920 and 1938. In 1962,
his son Pan Li-shui and grandson Pan Yuch-hsiung re-painted the house.
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Since the Japanese colonial period, political
and regional barriers have lessened the
opportunities and incentives for Chinese art-
ists to come to Taiwan. This barrier allowed
Pan Chun-yuan and Chen Yu-feng to in-
dependently develop a unique local style of
architectural mural painting.

In folk deity halls, the main images wor-
shiped are usually Guanyin, the Bodhisat-
tva of Compassion; Guan Yu, the Saint of
War; and the Heavenly Official bestowing
blessings. Symbolic representations and
auspicious meanings are essential ele-
ments in religious art. Such symbols in-
clude the ‘Four Gentlemen’: plum blossom,
orchid, bamboo, and chrysanthemum,
which represent traditional virtues. Other
symbols include grapes and squirrels,
which symbolize having many children
and grandchildren; and the purple wisteria
flower and magpies, representing auspi-
ciousness and the arrival of good fortune.
These have become popular themes for
artists commissioned to create wall murals
or hanging scrolls in households.

In this exhibition area, we showcase the
collaborative works of Pan Li-shui and
Xie Jin-sheng (Huang Ai) from the 1930s.
These works include the door gods Qin

Shu-bao and Yuchi Gong; statues of the
Bodhisattva Guanyin created by three
generations of the Tshun-Guan Art Studio;
and a variety of works in the Confucian,
Buddhist, and Taoist styles featuring the
traditional folk themes of human figures,
flora, and fauna.
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BER (AEBRE)
Pan Chun-yuan, Guanyin Carrying a Fish Basket
1948

[Z2-- R %N Color ink on paper
ERWAME ~ EITEIBOR Collection of Tainan Hexu Hall, Zi-zhu Museum
151 %65 cm

ERK (BEAK)
Pan Li-shui, Zhe Assumption of Mary

1979
R ARA Color ink on paper
EPRFHEFHA B M Collection of Cathollic Taichung Diocese

146 x79 cm
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From 1890 to 1926, the Hai Shang Ti Jin
Guan Painting and Calligraphy Association
helped traditional painters transition from
the economic and professional models
of the Qing Empire to more modern, ur-
ban-centered models. After the abolition of
the imperial examination system, painters,
calligraphers, seal engravers, and art enthu-
siasts gathered in meetings to continue the
exchange of hard-to-access classical liter-
ary knowledge. Similarly, during the same
period, various folk organizations in Taiwan
also served as platforms for social interac-
tion and artistic dissemination. Examples
include the Yihe Society of Thirteen-tone
Gagaku group, where Pan Chun-yuan par-
ticipated in playing Nanguan music as well
as traditional societies such as the Jingwen
Society and even the Yanping Poetry So-
ciety. According to documentary evidence,
Pan Chun-yuan published as many as sev-
enty classical poems in the Shi Bao news-
paper from 1939 to 1944.

Subsequently, in the 1930s, he joined the
Zhantan Society, initiated by Gobara Kot6;
and the Chunmeng Painting Society, led
by Lin Yu-shan. In 1964, he also joined the
Tainan National Painting Research Society
(a.k.a the Guofeng Painting Society), ini-
tiated by Tshua Tshau-ja. Through these
and other social organizations, he cultivated
deep friendships with local elites, cultural

creators, and individuals from different
backgrounds, thereby enhancing his literary
and artistic talents and expanding his net-
work of social relationships. His son, Pan
Li-shui, not only followed in his father's foot-
steps but also served as the president of
the Jingwen Society, elevating the family's
brand vision and visibility through a diverse
set of perspectives and a foundational
social network. In Pan Chun-yuan's exten-
sive list of contacts recorded in the Family
Register, one can also find the address of
the paper-cutout artist He Jin-long (1880-
1953, a.k.a. Xiang Yun), with whom he be-
came acquainted during his learning period
in Chaoshan.

This section showcases various paintings
by Pan Li-shui, including The Jade Em-
peror, as well as Pan Chun-yuan’s gifts
to Taiwan’s Tian Tan Tian Gong Temple,
such as The Roar of the Cold and Billow-
ing Wind Among the Pine Trees, the Song
of Righteousness, and The Three Holy
Disciples of Sakyamuni Buddha. It also
features handwritten scriptures collected
by the temple and other related materials,
outlining the social development path and
artistic footprint of Tshun-Guan Art Studio
from its inception.
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Pan Chun-yuan, Zhe Roar of the Cold and Billowing Wind Among the Pine Trees

1952
BB~ A
EEEERETREE MR

Color ink on paper
Collection of Taiwan’s Very First Temple Tiantan Tiangong Temple
66.7x125.7 cm

BEK (EE2LF)
Pan Li-shui, 7he Supreme Jade Emperor
FHAFF Age unknown

R ARA Color ink on paper
2 5 SR Courtesy of Pan Yuch-hsiung
131.5x66.5 cm
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In 1934, just as Pan Li-shui officially em-
barked on his career, he faced severe
repercussions from Japan’s policy of
assimilation (Kdminka). The ‘Temple Con-
solidation Movement,” the ‘Eradication of
Buddhism Movement,” and the ‘Household
Shrine Removal Campaign’ served to sup-
press Taiwanese religious activities, lead-
ing to a near halt in temple painting com-
missions. Faced with no other options, Pan
Li-shui turned to painting advertisements
for theaters, educational illustrations for
public housing, and a few small-scale proj-
ects such as family portraits, deity images,
folk paintings, and architectural murals.
At one point, he even resorted to selling
sweet potatoes in rural areas to make ends
meet and support his family. It wasn’t until
Taiwan’s liberation in October 1945 that
the situation began to gradually improved
for him.

The post-war period brought with it a
surge of temple construction and renova-
tion projects, which provided numerous
opportunities for temple painting projects.
In addition to utilizing new combinations
of materials and manpower, Pan Li-shui
began to incorporate into his work the
three-dimensional perspective and dra-
matic composition techniques he learned

during his time painting advertisements,
giving the temple paintings of that era a
fresh visual style.

Previously, artists would manually mix
pigments with tung oil for hand coloring.
Boiling tung oil was a time -consuming pro-
cess, and without thermometers, artists re-
lied on their experience and sense of touch
to achieve the right consistency. However,
the appearance of the new brand of ce-
ment paint allowed artists to break through
time limitations and spatial limitations, uti-
lizing its pure colors, high saturation levels,
quick-drying abilities, and other properties.
Collaborating seamlessly with the team of
painters, the Tshun-Guan Art Studio family
significantly improved their work efficiency,
enabling them to quickly undertake numer-
ous temple painting projects across Taiwan
including door gods, lintels, and wall mu-
rals, all within a short period of time.
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Pan Li-shui, The Eight Immortals Battle the East Sea (Mural of Dalongdong Baoan Temple)

1973

BT E
RHEMR R % = $R 3

Digital print
Provided by Dalongdong Baoan Temple
113 x300 cm

ERK REM=BEM (KEIRARZEEE)

Pan Li-shui, 7he Three Brothers Battle Lii Bu at the Battle of Hulao Pass
(Mural of Dalongdong Baoan Temple)

1973

BUATE Digital print
RRENR PR % B 1R 13 Provided by Dalongdong Baoan Temple
121 %300 cm
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During the Japanese colonial period, the
Taiwan Fine Arts Exhibition (1927 -1936)
played a significant role. New art concepts
promoted by the Japanese authorities fo-
cused on a pursuit of modernization, includ-
ing with regard to perspective, decorative
elements, bodily proportions and realistic
depictions of modern lifestyles. These de-
velopments posed a challenge to the tradi-
tional ink paintings of the contemporary lite-
rati. Many artists, including those engaged
in mounting paintings, temple painters, and
art creators, had to transforms their styles
and use of materials in order to meet the
demands of the market and these new poli-
cy requirements.

At this time, the Taiwan Fine Arts Exhibition
became an accelerator for artists to estab-
lish their reputations and showcase their
artistic achievements while fulfilling the au-
thorities’ goal of using Eastern art as a tool
to counter the West. Being selected for the
exhibition brought with it potential business
opportunities. It facilitated the operation of
personal brands.

Pan Chun-yuan’s final exhibited works
include Emperor Wu and Dawn Colors in
the Mountain Village. These artworks deal
with traditional themes and utilize traditional
ink painting forms, but break away from the
style of meticulous copying found in painting

manuals. They incorporate elements of life
drawing and perspective concepts, aiming
to embody artistic modernity while proclaim-
ing their mission to return to a focus on
the continuation of Han culture. They also
reflect anti-colonial sentiments, resisting the
colonial concept of modernity.

In this exhibition area, the remaining
award-winning work from the Taiwan Fine
Arts Exhibition Ox Cart is presented using
the FindARTs Total Solution provided by
the AUO Corporation. The original artwork
of Pan Li-shui's only Nihonga painting en-
tered into the exhibition, Painting Tools, is
also on display. Additionally, thanks to the
restorative efforts of this Museum’s Art Con-
servation and Scientific Research Center,
a draft of the lost work Dawn Colors in the
Mountain Village is displayed, showcasing
the artistic expressions of the Tshun-Guan
Art Studio family in their commitments both
to tradition and innovation.
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Pan Li-shui, Painting Tools

1931

B# - A
120 7 ZE 14 35 B 78R

Gouache paint on silk
Collection of National Taiwan Museum of Fine Arts
71 %100 cm

EHEIR QUBEE)
Pan Chun-yuan, Dawn Colors in the Mountain Village
1933

K&~ A Ink on paper
1 18 ST Courtesy of Pan Shang-wen
117 x231 cm

47



48

449)

A

7k « &S ftE « 3E=E A Landscapes, Scholars, and Beauties

%

XARMIKE » BEESHERLTARRE
BEAREOE - SRUREERENFFE AR
RIS - FEX2 E TXDUESD »
EMNEER) ARE BARERERIEN
FEFERBEEFNEERE - £5H -
EXMEERBMAREMS - FEHNE
MERRENSHESLSR  EEEAR
AIFAOILKEIR -

FERT 2R BRREESITIERINEN
WAKEEZS - INRR IR A BIAT
RUNSITHEANE ; FAERF—RNE
(=itE) =H "ERES MEEED -
FRESE  BREKERFAAAEEE - B
AR BRERKKEMAEE - B8
ERERERHMARIIRE - HEE
1EI1EARTE -

The landscape paintings typically ex-
pressed by ancient scholars often portray
their inner sentiments or depict an ideal
world as a means to escape from bu-
reaucratic power struggles. Aesthetically,
such paintings adhere to the principle of
“expressing one’s heart through literature
and one’s will through painting,” mixing re-
alism and suggestive freehand brushwork
to present the charms of ink and brush.
In modern times, artists are even more
skilled at incorporating life drawing con-
cepts, creating a more realistic sense of
spatial perspective that better reflect the
landscapes in question and really capture
their true ambiance.

In this section, apart from showcasing the
landscape paintings of the Pan family as
expressions of sentiment and as products
for sale, there are also portrayals of noble
scholars and beautiful women depicted
with modern proportions. Of particular
note is the collaborative work Portrait of a
High Official, created by members of the
Guofeng Painting Society including Tsai
Tsao-ju, Chen Shou-yi, Pan Li-shui, and
Su Zi-jie. This demonstrates the close
interaction and mutual admiration that ex-
isted between the authoritative Pan and
Chen families through their participation in
painting societies, their exhibition events,
and their exchanges of knowledge with
each other.
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WEREK ~ BRESE ~ FEW - FRTH (RLEE)
Pan Li-shui, Chen Shou-yi, Tsai Cao-ju, Su Zi-jie, Portrait of Courtier
1976

B R Color ink on paper
T 18 U Courtesy of Pan Shang-an
68x33.5 cm

EHEIR (BRAErR)
Pan Chun-yuan, Peach Blossom Village
FHAFF Age unknown

(2R %N Color ink on paper
U Courtesy of Huang De-sheng
120 x 67 cm
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Flowers and plants (hue-tshau) serve as
decorative patterns for the attire of door
gods and the borders of mural paintings.
Initially, they were applied with lacquer on
wooden boards for protective purposes, but
with the evolution of painting techniques, the
depiction of flowers and plants has become
increasingly diverse and innovative. This has
allowed painters and artists to develop their
own individual styles using floral and plant
symbols. Imagery of flowers and plants also
symbolizes growth, vitality, and the continu-
ity of life, reflecting the developmental and
heritage spirit of the Tshun-Guan Art Studio
family brand.

As the current owner of the Tshun-Guan Art
Studio, Pan Yueh-hsiung plays a significant
role as a successor within the contemporary
Pan family. He has maintained a strong
mentor-disciple relationship and developed
a teaching system that ensures that their
traditional craftsmanship, imbued with val-
ues of ‘respecting heaven, respecting the
gods, and respecting one’s ancestors,’ can
be passed down through generations. With
today’s rising awareness of cultural heritage,
architectural mural works are often sought
out for exhibitions. In cases where there is no
team of colorists to assist in the foundational
painting or the design of the borders, the

painters themselves must create the flower-
and-plant patterns. The Pan family’s mural
paintings are renowned for their intricate,
magnificent, and auspicious style. However,
one can observe that Pan Yueh-hsiung’s
pattern design, color selection, and composi-
tion display a noticeable departure from the
framework of his predecessors and show-
case his own personal style and creativity.

This section concludes with Filial Piety as
the final chapter of the exhibition, embody-
ing Pan Yueh-hsiung’s past creative stage,
which was limited due to the legacy and
mission of his predecessors. It has only been
in his old age, while enjoying the company of
his grandchildren, that he could find the tran-
quility to pursue his true artistic inspiration.
Through the expressive techniques of narra-
tive art, he showcases his aspiration and filial
piety as the third-generation successor of
the family.
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Pan Yuch-hsiung, Kai Kung Leng
2018

weE Gold powder on wood
T 5 HEUR Courtesy of Pan Yueh-hsiung
118.5%36.5 cm

BERE (CHME-FF)
Pan Yuch-hsiung, The Twenty-Four Filial Examplars in the Character Siao’
2022

P2 %S
T £ MU

Color ink on paper
Courtesy of Pan Yuch-hsiung
130 x 80 cm
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