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Archaism in Jao Tsung-i’s Painting and Calligraphy

On the sad day of February 6, 2018, Professor Jao Tsung-i (1917-2018) passed away in Hong Kong, which

is a bereavement to not just academia but also the world of painting and calligraphy. The esteemed doyen of
Chinese studies contributed widely and immensely to the fields of oracle bones, manuscripts on bamboo slips
and silk, Chinese classics, religious studies, historiography, Dunhuangology, Chaozhou studies, bibliography,
Chinese literature, etc.' Scholar aside, he was also a passionate painter and calligrapher who believed in what
he called the “mutuality between art and learning” and personally evinced it by espousing the dual importance
of art and scholarship all his life.> As a matter of fact, the intrinsic value of his painting and calligraphy lies in
the learning embedded. In light of this, this e€ssay aims to conduct a general survey of the characteristics of his

art with special reference to archaism,which-originates from his profound knowledge and scholarship.

Archaism as essentials of painting

As early as the infancy of the Yuan dynasty, Zhao Mengfu (1254-1322) asserted archaism as the touchstone of
a good painting, saying that a painting however fine is worthless if it lacks archaism.® The fundament of this
assertion is the importance of history and tradition. It follows that modelling on past masters is not only the
proper approach to learning painting but also the basis for building one’s individuality. From then on, archaism
was looked upon by literati as a yardstick for measuring a painting. Wen Zhengming (1470-1559) of the

Ming period, for instance, lauded Zhao Mengfu’s Nymphs of the Xiang River for its exceptionally archaistic
palette and brushwork while chided those by his contemporaries for being fine yet lacking in archaism.* In
re-examining the history of Chinese painting, Dong Qichang (1555-1636) of the late Ming put forward his
famous theory of the Southern and Northern Lineages to revere the former as orthodox, generating in time a

passion for revivalism that was to consume the entire Qing dynasty.’

Much as it is encouraged, embracing the past does not mean being enslaved by it as far as Chinese tradition
and culture are concerned. On the contrary, it acts as a key for unlocking the future so that tradition and
innovation can conjoin. To achieve archaism, a painter must be conversant with not only the development
of ancient painting but also the brush and ink techniques of ancient masters, and be able to apply them for
his own use. The same goes for calligraphy. Since ancient times, studying and copying model-calligraphies
have always been a matter of course for any learner and practitioner of the art. The aim is to ground one’s
calligraphy firmly in traditional rules and ancient brush methods. Slavishness is as undesirable as defiance,
however, and it is imperative to gain considered insights from the past so as not to be shackled by it. Thus,
archaism in calligraphy consists in identifying with the ancients through subtly mediating likeness and
unlikeness. This guiding principle remained more or less unchanged even when calligraphers began copying

fragmented steles instead of works by established masters in the late Qing under the influence of the Stele

1 For Prof. Jao’s academic works, see Rao Zongyi Ershi Shiji Xueshu Wenji (Taipei: Xinwenfeng chuban gufen youxiangongsi,
2003).
Xueyi Shuangxie: Rao Zongyi Yishu Tiandi (Hong Kong: Xianggang guoji chuangjia xuehui, 2002), Preface.
See Peiwenxhai Shuhuapu (Zhongguo Jiben Guji Ku: Wenyuange Siku Quanshu version; Beijing: Airusheng shuzihua jishu
yanjiu zhongxin, 2009), juan 16, lunhua 6, 350.
See the inscription of Wen Zhengming’s Nymphs of the Xiang River collected in The Palace Museum, Beijing.

5 For a discussion of the revivalism from Zhao Mengfu to the Qing dynasty, see Shih Shou-ch’ien, ““Heng Guren Bujianwo
Ye’: Gudian de Yanxu yu Zaisheng: Cong Zhao Mengfu dao Dong Qichang yu Wang Yuanqi,” Shu yu Hua, no. 3 (2019):
32-37.
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Archaism in Jao Tsung-i’s Painting and Calligraphy

School. The only difference is the references they now drew from date from the Northern Wei or even the pre-

Qin periods instead of the Jin and Tang.

Without a profound understanding of the history of painting and calligraphy, a remarkable mastery of the
ancient masters’ techniques, an accurate perception of the characteristics of various masters and schools, and
an analytical ability to connect the past with the present, archaism can never be achieved. In our time and age,
painters and calligraphers who are learned enough in this regard are few and far between. Dually proficient as

a scholar and artist, Professor Jao is no doubt singularly unique.

Calligraphy: The importance of copying the past

When recounting how he has modelled on Tang, Wei and Han steles, model-calligraphies, and Han bamboo
slips, Professor Jao stresses that one can attain a vigour of one’s own only after familiarizing oneself with
diverse calligraphic forms through copying a multitude of masters.® In other words, he considered copying

to be a gateway to breadth. Naturally, copying is nothing new. Throughout the ages, it has been a means to
learn from the past and, more importantly, to contemplate for enlightenment. Once enlightenment is reached,

innovation from the past knows no bounds.

Inspired by Laozi (Version B), a bundle of inscribed bamboo slips excavated from a Chu tomb in Guodian,
Hubei, Professor Jao created the work Calligraphy after the Chu Bamboo Slips from Guodian (Plate 1) in
two short columns. In the inscription, the expert in inscribed bamboo and wooden slips shares his scholarly
observation that there are quite some variant characters in the slips, which predate those unearthed from
Mawangdui, Hunan, besides recommending the relic for calligraphic modelling for its unusual stroke
beginnings and innate strength. The piece is a case in point that he practiced what he preached by copying the
original text on an enlarged scale to explore its calligraphic peculiarities. Apparently, he was interested in all

kinds of calligraphy that have survived the ravages of time and was all-encompassing in his choice of models.

Writing in a wide variety of script forms, the professor is most noted for his ancient ones. An example in
oracle bone script is a five-character couplet, (Plate 2) which brings to mind his related researches. Regarding
the clerical script, there is the couplet (Plate 3) with characters assembled from Stele of Mount Sangong,
(Plate 4) which was carved in the 4™ year of the Eastern Han reign of Yuanchu (117) and discovered in the
Yuanshi county, Hebei, in the 39" year of the Qing reign of Qianlong (1774). Resembling neither the seal nor
clerical script, the calligraphy of the stele was admired by Qing calligraphers for its quaint simplicity. As for
assembling characters from surviving steles and model-books, it was a Qing mode for composing couplets

to showcase one’s poetic flair and one’s affection for a certain calligraphic relic.” In perpetuating this Qing
practice and retaining the unassuming character of the original stele, Professor Jao succeeded in connecting

with history despite the lapse of more than a millennium.

6 Prof. Jao’s self-discourse of calligraphy learning is recorded in Collected Art Work of Jao Tsung-i Volume 9 Calligraphy
(Hong Kong: Jao Tsung-I Petite Ecole, The University of Hong Kong, 2006): 68.

7 For a discussion of assembling bei and tie characters for couplets, see Harold Mok, “Dazi, Jilian, Chouying: Lechangzai
Xuan Canglian Xuanlun,” Journal of Chinese Studies, no. 65 (July 2017): 215-247.
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Jao Tsung-i, Five-character Couplet in Oracle-bone
Script, ca. 1961, ink on paper, 114 x 23 c¢m each.
Image provided by Jao Tsung-I Petite Ecole, The
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Jao Tsung-i, Calligraphy after the Ci oo Slips from

Guodian, 1999, ink on paper, 138f m. Collection of
ivers

of Hong Kong.

Jao Tsung-I Petite Ecole, T &
Image provided by J ung-I Petite Ecole, The University
of Hong KCO University of Hong Kong.
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Jao Tsung-i, Five-character Couplet
in Seal Script, 1984, ink on paper,
135 x 35 cm each. Collection of
Jingjinge. Image provided by Jao
Tsung-I Petite Ecole, The University
of Hong Kong.
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Stele of Mount
Sangong (detail), Eastern Han

dynasty, ink rubbing, stone
erected in 117.

Archaism in Jao Tsung-i’s Painting and Calligraphy



{8 5% I o O R

[E Ti. Plate 5

R EE CHEBEREREG) > 1995
A - 4137 x 350K o B A
B R B B B AT i 4 1t o

Jao Tsung-i, Seven-character
Couplet in Regular Script, 1995,
ink on paper, 137 x 35 cm each.
Image provided by Jao Tsung-I
Petite Ecole, The University of
Hong Kong.
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Archaism in Jao Tsung-i’s Painting and Calligraphy

There is yet another noteworthy couplet, with seven-character lines this time. (Plate 5) In a form midway
between the regular and clerical scripts, the fourteen characters that make'up the couplet are enchantingly
blocky and vigorous and stand out with their steely strokes. From the self-inscription, it can be learned that
the style is derived from the lacquer script created by Jin Nong (1687-1763) on the basis of stone carvings and
likened complimentarily by Zheng Xie (1693-1766) to have been carved from rocks in the remotest mountains,
and that it owes its charm to its departure from existing norms and rules and goes from strength to strength to
culminate in robustness.® Once again, the inscription contains the professor’s observations and elucidations in
relation to calligraphy. It goes without saying that calligraphy was much more than a brush-and-ink pursuit in

his eyes.

More than just one, quite a number of the professor’s works are inspired by Qingtian Ge (Song of the Blue
Heaven) in the Daoist canon. This exposition on the principles of inner elixir and refinement was composed by
Qiu Chuji (1148-1227),an adept of the Daoist Quanzhen School in the late Song and early Yuan. A namesake
calligraphy (Plate 6) signed by Xu Wei (1521-1593) was unearthed from Cao Cheng’s (18 century) tomb in
Wuxiany Jiangsu, in 1966, and later published in 1978 but its authenticity became a bone of contention in the
scholarly community.” At the time, Professor Jao ascribed the song to Qiu Chuji in an essay about the then
newly discovered artefact.' And, although he agreed with Xu Bangda (1911-2012) that it was a fake and
further suggested that it probably dated from the Ming dynasty, he deemed it to be a worthy model because

of its unimpeded and dynamic brush strokes.!! A survey of his extant works has found that the professor has
made quite some copies of the song. His familiarity with its style has allowed him to achieve vivid resemblance
without any stiltedness. (Plate 7) Besides copying it, he adopted the rhymes of the song to compose a poem to
compare the ink, brushwork, composition and resonance of the suspected fake against rules governing qin-
zither playing in his belief that the underlying principles are common to both.'? This rhyme-matching poem
features in quite a number of the professor’s calligraphic works, including the one dated 1993. (Plate 8) The
robustness and spontaneity exuding from the unevenly sized characters rival those in the purportedly Xu Wei’s
piece. In short, instead of discrediting Song of the Blue Heaven for its dubious authorship, Professor Jao drew
from it insights and inspiration, and in turn centered his discussions and creations of calligraphy on it. All this

could not have been possible without vision, open-mindedness and scholarship.

8 The relevant poem by Zheng Xie is recorded in Zheng Xie, Bangiao Ji Bangiao Shichao (Zhongguo Jiben Gujiku: Qing
Qinghui Shuwu carved version), 17.

9 For the debates, see Xu Bangda, “Tan Gushuhua Jianbie,” Gugong Bowuyuan Yuankan, no. 2 (1979): 3-13; “Zailun Xu Wei
Qingtiange Juan de zhenwei,” Gugong Bowuyuan Yuankan, no. 4 (1981): 78-83; Zheng Wei, “Xu Wei Qingtiange Juan de
Zhengwei Wenti,” Wenwu, no. 12 (1980): 71-75.

10 Jao Tsung-i, “Guanyu Qingtiange Zuozhe,” in Jao Tsung-i, Rao Zongyi Ershi Shiji Xueshu Wenji, vol. 18, 91-95.

11 Ibid; Jao Tsung-i, “Lunshu ci Qingtiange Yun,” Shupu, no. 6 (1987): 21.

12 Jao Tsung-i, “Lunshu ci Qingtiange Yun,” Shupu, no. 6 (1987): 21.
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Jao Tsung-i, On Calligraphy with Rhymes Matching Song
of the Blue Heaven in Running-cursive Script (detail), 1993,
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ink on paper, 138 x 50 cm each. Image taken from Tang
Wai-hung ed., Collected Calligraphic Works of Jao Tsung-i
(Volume 3) (Hong Kong: Jao Tsung-I Petite Ecole, The
University of Hong Kong, 2012), Plate 85, 111.
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Jao Tsung-i, Excerpt from Song of Blue Heaven, ca. 1978, ink on paper, 136 x 71 cm. Collection of New Asia College,
The Chinese University of Hong Kong. Image provided by New Asia College, The Chinese University of Hong Kong.

. IR N [ [ o XN Sk 2

iy
w5

134



58 5% B PR R

BB 2 W DABERR S > WO (B RICE) MEBL - ik Wik RS TE S EEER - 12 @A
M CITHEGRER (FRBO ) REA1993FHE » 2HTEDM - FIRK/NEE » BokZ BB (FRTE) K
BE RO AE AT R AR ERE R o T R > CGF RIRE) MO DEBEARBIEA EA MRS - IEZEE RN ER
T - (ABEAR A P8 €~ BUL > HATA B A KBRS - KR mw ELR > MEEEHR S U
HEBERWEERE -

Mk Jelm s
BEAM ARHERE © [RIELUAZZINGE - REIRATTRESE - R FE G B > DU RIZ R rs - M
KR ZH o | B Al RAEBEA IR - R E BN 2 MR AR o MR T SRR - SR - AET o R

B> BRI BRI BT A A E iR T AR AR SR SO EARE g R - H B R

Gy (B REBEAR1992F TR HOMBENSfh—% B\ LT UTERS REBREZ LK) -
PR MR T > e b 1505 55 B R S 1Y R T R0 A AR R A R o (] ) FEBURELA BT b RS ) A
mhoe b AR DR EE S BB IR IR AT FEAT AT AL o 1R R AF R G R RO U > R By R b ok
fii'd - EAER TAEE  BEMUAFEDT £ L TARK > RN TREAMERAN - RMEEA R ZTE
ek WA O o B EE R O FIRME  HEEFE AR M ENRCR  m EEm LI g E b
&) > HEASE > MUHEMIECASE o BEAF T ROR A AT A R R EAORIE OB
BB > B B HA ) E A

RN CILAFRED) (B —) & 00— SO MRS ] o 7 A > AR (723-787) A (HAE) (B =

> SETRZEA > AAEENII RS > KRR AN 2% IEmEEA A EEEE o Bl S
e R L o SRR B RS TR B TR E] o v A AMEENREZ L ES g
B CHARED) - SO E 2 B AR eSS o 16 SR - MESRBEAAIME (R B0 I REGL & > R
FERR AT o A E RN [ R I > R T BB R AT | et A R an el O IR A R
mﬁ%aﬁﬁmﬂ@%§$m¢%%%aﬁ%@ﬂr£¢EJowﬁﬁmﬁﬁz%:%w£¢>ﬁﬁ%¢ﬁﬁ’
Sy PR B > B YR RS R A 249% - MIAREE2S T - Hm 3605 ~ ARSI - S e 1R o dstn]
A BEAR) CHARRED) BR T m e AR o B R L R RE ) PR B 4

12 SRR GREW GERE) ) o [\ B -

13 BEoRERY S E Aak i Gk » EH86 o

14 W% CHER) BUBL ik = MY bE o

15 G R IR R 4R A RE B

16 BEAEGZEEN CHFR) > W CRIEHTE) (BB aIERESE - - 2SS &% - FIB XS EE BT > 2006 ) >
H3F4 -

136

Archaism in Jao Tsung-i’s Painting and Calligraphy

Painting: The importance of a developmental perspective

According to the Professor himself, he undertook painting with the same attitude as he did studying: in the case
of painting schools, their origins and development must be thoroughly traced; in the case of painting methods,
they must be explored to the fullest. Building a deep and solid foundation is a prerequisite for modelling on
past masters, he added.'® In other words, what underpins both painting and studying is a resolution to uncover
the beginnings, to strive for reinvention and to investigate assiduously. Undisputedly a typical scholar-painter,
Professor Jao informed his painting with his scholarship in Chinese studies such that the archaism of his

painting is inseparable from his researches.

Dated 1992, Tathagata Outlined in Gold (Plate 9) is an image of Shakyamuni beneath an inscription of the
Heart Sutra. From the inscription on the left, it is learned that the image is a copy of Sakyamuni Preaching

on the Vulture Peak (Plate 10) an embroidery in color housed in the British Museum, which is a depository

of research materials of paramount importance in Dunhuangology. In fact, the painting is derivative of

the painter’s Dunhuangological research. In the original embroidery and flanked by two disciples and two
Bodhisattvas on each side, Sakyamuni stands on a lotus pedestal in the center underneath a canopy. At the top
of the hanging on either side are apsaras whereas the bottom, donors. In singling out the Buddha for outlining
in gold, the painter has substituted simplicity for the opulence of the original to emphasize the bone method of
the brushwork. The inclusion of the Heart Sutra in running script serves to unite painting and calligraphy into
one, adding a literary flavor to the Buddhist theme. Thus, Professor Jao has ingeniously bridged the Dunhuang
murals datable to the Tang dynasty with the present.

Five Oxen (Plate 11) is another splendid example, which immediately brings to mind the namesake painting
by Han Huang (723-787) of the Tang dynasty that strikingly portrays five oxen, in different poses, one next
to another against a blank background, providing posterity with an important specimen for understanding
the painting of the period.!* (Plate 12) Described as lifelike and a rare masterpiece by Zhao Mengfu in his
collector-colophon, ' it was one of the many ancient paintings that the professor has copied.'® In spite of a
possible intention to pay a tribute to the Tang master, the inspiration of his own painting in fact arose from a
visit to India, as told in the inscription. While he was there, he noticed that oxen were revered as deities and
were allowed to stroll freely among men in the streets. So, he committed the impression to painting by borrowing
from representations found in Dunhuang murals. Like Han Huang’s painting, the oxen are laid out horizontally
across the painting surface. Unlike it, to the left of each animal is an inscription giving the respective sources that
include Mogao Grottoes Cave 249, Yulin Grottoes Cave 25, Mogao Grottoes Cave 360, Yulin Grottoes Cave 3,
and Mogao Grottoes Cave 61. Thus, the painting is not only a tribute to Han Huang but also an indication of

the professor’s interest in and familiarity with Dunhuang murals.

13 For Jao Tsung-i’s self-discourse of learning painting, see Jao, Collected Art Work of Jao Tsung-i Volume 9 Calligraphy, 86.

14 Han Huang’s Five Oxen is in the collection of The Palace Museum, Beijing.

15 See Zhao Mengfu’s colophon on Han Huang’s Five Oxen.

16 Jao Tsung-i’s copy of Han Huang’s painting can be found in Collected Art Work of Jao Tsung-i Volume 1 Paintings in
Ancient Style (Hong Kong: Jao Tsung-i Petite Ecole, The University of Hong Kong, 2006), 3-4.
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Jao Tsung-i, Tathagata Outlined in Gold,
1994, color on silk, 177 x 85 cm. Image
provided by Jao Tsung-I Petite Ecole,
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Sakyamuni Preaching on the Vulture Peak, Tang dynasty, embroidery, 241 x 159 c¢m. Collection of

The University of Hong Kong. British Museum. Image provided by British Museum.
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Jao Tsung-i, Five Oxen, 20 ilk, 30 x 110 ¢cm
Image pr0v1ded by] -I Petite Ecole, The University
of Hong K
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Han Huang, Five Oxen, Tang dynasty, color on hemp paper,
20.8 x 139.8 cm. Collection of The Palace Museum, Beijing.
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Archaism in Jao Tsung-i’s Painting and Calligraphy

Archaism remains to be a defining attribute even if the painting is more light-hearted ‘and smaller in size. An
example is found in Huaisu’s Bitter Bamboo Shoots, (Plate 13) the signature inscription of which divulges that
Huaisu’s calligraphic work is copied here with a painting. The eleven-character inscription that occupies the
upper half of the painting is an excerpt from the rare masterpiece, (Plate 14) containing fourteen characters in
total, by the Tang monk-calligrapher of the wild cursive script. In"adding an illustration of two bamboo shoots
in front of a kettle on the boil to the somewhat reinterpreted copy reading “Both the bitter bamboo shoots and
tea are extraordinary. Better come right away,” Professor Jao has turned an ancient masterpiece of calligraphy
into a delightful painting. This secret message hidden'in plain sight inevitably belies those who are untrained in

the history of Chinese calligraphy.

Emulation of the past is manifested in a completely different fashion in Grapes, (Plate 15) which is declared

in the inscription to-have adopted Wen Riguan’s (?-after 1291) poem and Xu Wei’s style. The poem is the late
Song and early Yuan monk-painter’s self-inscription on an unembellished painting of the fruit, (Plate 16) which
the Professor never-grew tired of copying.!” While the motifs are similar to Wen Riguan’s, the greater expressive
style is indebted to Xu Wei of the Ming dynasty, who has also left behind a painting of grapes in ink, which is
distinguished by its splashy washes.'® The Professor’s reinvention of the past is further achieved by using color

in place of ink for his boneless leaves.

Showing a partial view of a cliff with an old tree hanging down, the painting Ancient Tree on a Clitf (Plate

17) is a further case in point. It can be learned from the signature inscription that the poem preceding it was
composed by Zheng Xie, one of the Eight Eccentrics of Yangzhou, that the calligraphic style is derived from
Jin Nong’s lacquer script, and that the painting style is borrowed from the early Qing monk-painter Jianjiang
(1610-1664). Without a doubt, the inscribed poem corresponds to a known piece by Zheng Xie; the calligraphy
to Jin Nong’s quaint and blocky script; and the scene, composition and jaggy brushwork to Jianjiang’s
paintings.!” The combination is by no means arbitrary. All three of them were unconventional for their time,

in the professor’s view. To avail oneself of ancient master’s idiosyncrasies in art-making requires profound

knowledge and insight, a feat that obviously evades anyone who is less initiated.

Supplementary observations

The traditional literati’s penchant for embracing the past is ubiquitous in Professor Jao’s paintings and
calligraphies. From subjects and contents through brush and ink and style to spirit and aesthetics, there is
always the presence of ancient masters and the tradition they expound but not without adaptation to suit the
modern artist’s purposes. Thus striking a subtle balance between absolute attachment and detachment, the
works in fact bespeak the literati scholar’s commitment to delving deep into history and to upholding what
Chinese culture and tradition connote. Since the 20™ century, western culture has had a pervasive influence
on the development of Chinese art. Swept off their feet, many contemporary painters and calligraphers have
preoccupied themselves with innovation to the extent of defying and subverting the tradition. They turn a
blind eye to the facts that Chinese painting and calligraphy are steeped in history, and that revisiting the past
and artistic reinvention are not mutually exclusive. Professor Jao’s works have proven beyond doubt that

reinterpreting the classic can lead to innovation while connecting with the past. Naturally, such archaism in art

17 An example can be found in Jao, Collected Art Work of Jao Tsung-i Volume 1 Paintings in Ancient Style, 43.
18 Xu Wei’s Grapes is in the collection of The Palace Museum, Beijing.
19 See Zheng Xie, Bangiao Ji Bangiao Shichao, 76.
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Jao Tsung-i, Huaisu’s Bitter Bamboo Shoots, 1992,

138 x 35 cm. Image provided by Jao Tsung-I Petite Ecole,
The University of Hong Kong.
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Huaisu, Bitter Bamboo Shoots, Tang dynasty,
ink on silk, 25.1 x 12 ¢cm. Collection of
Shanghai Museum.
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Plate 15 Jao Tsung-i, Grapes, ca. 1985-1986, hanging scroll,
ink and color on paper. 138.5 x 34.5 cm. Gift of Prof.
Jao Tsung-i. Collection of the Art Museum, The Chinese
University of Hong Kong (Acc. no. 1986.0035). Image
provided by the Art Museum of The Chinese University of
Hong Kong.
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Wen Riguan, Grapes, Song dynasty, ink on paper, 154 x 42 cm. Private collection.
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requires an awareness of how history has taken its course as well as an aspiration to preserve and renew the

tradition. To the greatly learned Professor, the past must have been an inexhaustible source of inspiration for

creating paintings and calligraphies. From the few examples cited above, the materials available for evoking

archaism are wide-ranging, including oracle bones, bronze inscriptions, bamboo slips, stele carvings, model-

calligraphies, Dunhuang murals, literati paintings, and Chinese literature. Anyone who cares to thoroughly

investigate his works will certainly marvel at the generous bounties the past and the tradition have bestowed

on Chinese art. Traditional painting and calligraphy consist in modelling on the past before following one’s

heart. Modelling on the past leads to mastery of the methods, and following one’s heart to transformation. It

is from this perspective that the archaism in Professor Jao Tsung-i’s painting and calligraphy should be viewed

and understood.

Editor’s note: Professor Jao Tsung-i passed away in Hong Kong in 2018. His contribution is hereby remembered.
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Jao Tsung-i, Ancient Tree on a
Clitf, 2004, ink and color on paper,
138 x 68 cm. Image provided

by Jao Tsung-I Petite Ecole, The
University of Hong Kong.
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