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    Anonymous, The Kangxi Emperor (1654-1722)

    A Tang poem about the lotus in bloom, c. 1703.


    Hanging scroll, ink on silk, 186.7 x 85.3 cm.


    Palace Museum, Peking.


     


     


    Historical Introduction


     


     


    The study of any branch of art requires some acquaintance with the history of the people among whom the art was practised. This applies with additional force to China and to Chinese art, a still more distant and less familiar field of study. The native story of the development of Chinese culture makes it nearly as old as the civilisations of Egypt, Chaldea, and Susiana. These empires have long since culminated and disappeared below the horizon, while China has continued to exist, to work out its own ideas of art and ethics, and to elaborate the peculiar script which it retains today. The characters of the ancient Chinese script appear to have originated and developed in the valley of the Yellow River, and no connection has hitherto been satisfactorily traced with any other system of picture writing.


     


     


    1. - Ancient Era


     


    Our knowledge of the ancient empires of Western Asia has been widely increased by recent discoveries due to exploration of the ruins of cities and temples. There are undoubtedly many such relics of ancient China awaiting the spade of the future explorer along the course of the Yellow River and of its principal affluent, the Wei River, which runs from west to east through the province of Shensi, where the early settlements of the Chinese were situated. But they lie deeply buried beneath piles of river silt, blown to and fro by the wind to form the thick deposits of yellow loess which are so characteristic of these regions. It happens only occasionally that a site is laid bare by the river changing its course, or during the digging of canals for irrigation or other purposes, a fruitful source of the discovery of bronze sacrificial vessels and other antiquities. The Chinese attach the highest value to such relics of the ancient dynasties, although they are generally averse, for geomantic reasons, to any intentional disturbance of the soil for their discovery.


     


    The legendary, not to be confused with the purely mythical, period begins with Fu Hsi (c. 2800 B.C.), the reputed founder of the Chinese polity. The second of the three ancient sovereigns, Chu Yung is chiefly celebrated as the conqueror of Kung Kung, the first rebel and the leader of a titanic insurrection in times of old, when he well-nigh overwhelmed the earth with a watery deluge. The third of the San Huang is Shen Nong Shi, the Divine Husbandman, who first fashioned timber into ploughs, and taught his people the art of husbandry. He discovered the curative virtues of herbs, and founded the first markets for the exchange of commodities. With the emperors Yao and Shun we stand on firmer ground, as they are placed by Confucius at the head of the Shu Ching, the classical annals compiled by him, and idealized as perfect models of disinterested rule for all time.


     


    Yao set aside his own son, and called on the nobles to name a successor, when Shun was chosen; and Shun, in his turn, passing by an unworthy son, transmitted the throne to an able minister, the great Yu. Yu departed from these illustrious precedents and incurred the censure of “converting the empire into a family estate,” and since his time the hereditary principle has prevailed. Yu gained his great reputation by the success of vast hydrographic works which continued for nine years until the country was rescued from floods and finally divided into nine provinces. His labours are described in the Tribute of Yu which is found with some modifications in the Shu Ching compiled by Confucius, and in the first two of the dynastic histories - the Historical Memoirs of Ssu-ma Ch’ien (85 B.C.), and the Annals of the Former Han Dynasty by Pan Ku (92 A.D.). He is said to have cast nine bronze tripod vessels (ting) from metal sent up from the nine provinces to the capital, situated near Kaifeng Fu, in the province of Honan. These were religiously preserved for nearly 2,000 years as palladia of the empire. The great Yu is the former of the Hsia Dynasty in company with Chieh Kuei, a degenerate descendant and the last of the line, a monster of cruelty, whose iniquities cried out to heaven, until he was overthrown by Tang, “the Completer” and the founder of the new dynasty of Shang. The Hsia Dynasty was succeeded by the Shang, and the Shang by the Chou.


     


    The Chou Dynasty, which began gloriously with the statecraft of King Wên and the military prowess of King Wu, was consolidated in the reign of King Ch’êng. The last was only thirteen years old when he succeeded, and the regency fell to his uncle Tan, the Duke of Chou, one of the most celebrated personages in history. Tan is ranked in virtue, wisdom, and honours as yielding place only to the great rulers of antiquity, Yao and Shun. He drew up the ordinances of the empire, directed its policy, and acted generally as guardian and presiding genius of the newly created line, during the reign of his brother King Wu, who conferred on him the principality of Lu, and during the first part of that of his nephew King Ch’êng.


     


    The division of the country into hereditary fiefs, conferred upon scions of the royal house and representatives of the former dynasties, led to ultimate disaster. As the power of the surrounding feudatories increased, that of the central kingdom waned, until it was unable to withstand the assaults of the barbarous tribes on the south and west. King Hsüan, a vigorous ruler, resisted the invaders with success; but little more than ten years after his death, the capital was taken by the barbarian tribes, and in the year 771 B.C., his son and successor, King Yu, was slain. The reign of King Yu is memorable for the record in the canonical Book of Odes of an eclipse of the sun on the 29th of August 776 B.C, the first of a long line of eclipses, which give points of chronological certainty to subsequent Chinese history.


     


    His son and successor reigned at the new capital, Lo Yang, and the dynasty, known henceforward as the Eastern Chou, remained there, although its authority gradually dwindled to a shadow, in spite of all the efforts of Confucius and Mencius to reassert its rightful claims. The barbarian invaders were meanwhile driven out by a combination of the two feudal States of Chin (Tsin) and Ch’in, and the old capital was ceded to the latter, which was destined in time to supplant the Chou.


     


    During the seventh century B.C., the power of the empire was swayed by confederacies of feudal princes, and the period (685-591 B.C.) is known in history as that of the Wu Pa, or “Five Leaders,” who figured in succession as maintainers of the Government of the Son of Heaven.


     


    This system of presiding chiefs, or rather of leading States, checked for a time the prevailing disorder; but it was succeeded by the period of the contending States, when the country was again devastated by civil wars, which continued for more than two centuries, until King Nan, in 256, surrendered finally to the Prince of Ch’in and brought the Chou Dynasty to an end.

  


  
    [image: ]


     


    Anonymous, Qin Shi Huang,


    From a 19th c. Korean album, 19th c.


    Paper, Folio. British Museum, London.


     


     


    2. - Imperial Era


     


    Qin Dynasty


     


    King Cheng succeeded to the throne of Ch’in in 246 B.C., and in 221 B.C., after he had conquered and annexed all the other States, he founded a new and homogeneous empire on the ruins of the feudal system. He extended the empire widely towards the south, drove back the Hiung-nu Turks from the north, and built the Great Wall as a rampart of defense against these horse-riding nomads. He tried to burn all historical books, declared himself the First Divus Augustus and decreed that his successor should be known as the Second, the Third, and so forth, even down to the ten-thousandth generation. But his ambitious projects came to nothing, as his son, who succeeded as Erh Shih Huang Ti, or Emperor of the second generation, in 209 B.C., was murdered by the eunuch Chao Kao two years later, and in 206 his grandson, a mere child, gave himself up to the founder of the House of Han, Liu Pang, bringing with him the jade seals of State, and was assassinated a few years later.


     


    The civilization of China during the three ancient dynasties would appear to have been, so far as we know, mainly, if not entirely, an indigenous growth. Towards the close of this period, in the fifth and fourth centuries B.C., the Ch’in State (Shensi Province) extended its boundaries towards the south and west, and from its name was undoubtedly derived that of China, by which the country generally became known to the Hindus, Persians, Armenians, Arabs and Ancient Romans. About the same time or somewhat earlier, signs of an overland traffic with India, by way of Burma and Assam, appeared in the south-west, started by traders of the Shu State (Szechuan Province), by which route Hindu ideas of forest seclusion and asceticism penetrated and gave a marked colour to the early Taoist cult which sprang up in these parts.
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    Anonymous, Kublai Khan’s armies

    lay siege to the Chinese fortress O-Chou,


    Illustration 14th c.Book c. 1590. Paper, Folio.


    Golestan Palace, Teheran.


     


     


    Han Dynasty


     


    The next dynasty, the Han, was the first to open up regular communication with western countries by sending Chang Ch’ien on a mission to the Yueh-ti, or Indo-Scythes, whose capital was then on the northern bank of the Oxus River. The envoy started in 139 B.C., was kept prisoner for ten years by the Hiung-nu Turks, who ruled Eastern Turkestan, but at last reached his destination through Ta Yuan (Fergana). Travelling through Bactria, he tried to return by the Khotan Lobnor route, but was again stopped by the Hiung-nu, until he finally escaped and got back to China in 126 B.C., after an absence of thirteen years. Chang Ch’ien found bamboo staves, cloth, and other goods offered for sale in Bactria, which he recognised as products of Szechuan, and was told that they were brought there from Shên-tu (India). He reported to the emperor the existence of this southwestern trade between China and India, and also the name of Buddha and of Buddhism as an Indian religion. The grape vine (pu-t’ao), the lucerne (Medicago sativa), the pomegranate from Parthia (Anhsi), and several other plants were introduced into China by him, and were cultivated in the Shang Lin Park at the capital.


     


    The Emperor Wu Ti subsequently sent friendly embassies to Sogdiana, and to Parthia in the beginning of the reign of Mithradates II., and sent an army to Fergana in 102-100 B.C., which conquered the Kingdom of Ta Yuan, and brought back in triumph thirty horses (of classical fame). In the far south, Kattigara (Indochina China) was annexed in 110 B.C., given the Chinese name of Jih Nan, “South of the Sun,” and a ship was dispatched from that port to get a supply of the coloured glass of Kabulistan, which was becoming so highly valued at the Chinese court.


     


    The official introduction of Buddhism followed in the year 67 A.D. The emperor Ming Ti, having seen in a dream a golden figure floating in a halo of light across the pavillion, was told by his council that it must have been an apparition of Buddha, and at once sent a special mission of inquiry to India. The envoys returned to the capital, Lo Yang, with two Indian monks, bringing with them Sanskrit books, some of which were forthwith translated, and pictures of Buddhist figures and scenes, which were copied to adorn the walls of the palace halls and of the new temple which was built on the occasion. This was called Pai Ma Ssu, the White Horse Temple, in memory of the horse which had carried the sacred relics across Asia, and the two Indian sramana lived there until they died. The subsequent influence of Buddhist ideals on Chinese art has been all-pervading, but there is no space to pursue the subject here.


     


    In 97 A.D., the celebrated Chinese general Pan Ch’ao led an army as far as Antiochia Margiana, and sent his lieutenant Kan Ying to the Persian Gulf to take a ship there on an embassy to Rome, but the envoy shirked the sea journey and came back without accomplishing his mission. Roman merchants came by sea to Kattigara (Indochina China) in 166 A.D., appearing in the annals as envoys from the emperor Marcus Aurelius Antoninus, and later arrivals of Roman traders were reported at Canton in 226, 284. Meanwhile, the overland route to the north, which had been interrupted by the Parthian wars, was re-opened, and many Buddhist missionaries came to Lo Yang from Parthia and Samarkand, as well as from Gandhara in Northern India.


     


    Southern And Northern Dynasty


     


    During the period of the “Northern and Southern Dynasties,” when China, from the beginning of the fifth to nearly the end of the sixth dynasty, was divided, Buddhism flourished exceedingly. The Toba Tartars, who ruled the north, made it a state religion, and their history devotes a special book (Wei Shu, Ch. CXIV) to the subject, which gives an interesting account of the monasteries, pagodas, and rock sculptures of the time; with a supplement on Taoism under the heading of Huang Lao, i.e., the religion of Huang Ti and Lao Tzu. In the south the emperor Wu Ti of the Liang dynasty, who reigned (502-549) at Chien K’ang (Nanking), often put on the mendicant’s robes and expounded the sacred books of the law in Buddhist cloisters. It was in his reign that Bôdhidharma, the son of a king in Southern India, the 28th Indian and 1st Chinese patriarch, came to China in 520 A.D., and after a short stay at Canton settled at Lo Yang. He is frequently represented in glyptic art carrying the famous pâtra, the “Holy Grail” of the Buddhist faith, or pictured crossing the Yangtze on a reed which he had plucked from the bank of the river.


     


    Tang Dynasty


     


    In the Sui Dynasty the empire was re-united, and under the Great Tang Dynasty (618-906), which followed, it attained its widest limits. The Tang ranks with the Han as one of the great “world-powers“ of Chinese history, and many of the countries of Central Asia appealed to the Son of Heaven for protection against the rising prowess of the Arabs.


     


    A Chinese general with an army of Tibetan and Nepalese auxiliaries took the Capital of Central India (Magadha) in 648, and fleets of Chinese junks sailed to the Persian Gulf, while the last of the Sassanides fled to China for refuge. The Arabs soon afterwards came by ship to Canton, settled in some of the coastal cities, as well as in the province of Yunnan, and enlisted in the imperial armies of the north-west for service against rebels. Nestorian missionaries, Manicheans, and Jews came overland during the same period, but the Crescent prevailed in these parts and has lasted ever since, the number of Chinese Muslims today being estimated to exceed 20,000,000.


     


    Buddhist propagandism was most active early in the Tang after the headquarters of the faith had been shifted from India to China. Hindu monks, expelled from their native country, brought their sacred images and pictures with them, and introduced their traditional canons of art, which have been handed down to the present day with little change. Chinese ascetics, on the other hand, wandered in successive parties to India to investigate the holy land of the Buddha and burn incense before the principal shrines, studying Sanskrit and collecting relics and manuscripts for translation, and it is to the records of their travels that we owe much of our knowledge of the ancient geography of India.


     


    Stimulated by such varied influences, Chinese art flourished apace, the Tang Dynasty being generally considered to be its golden period, as it certainly was that of literature, belles-lettres, and poetry. However, the Tang power during its decline was shorn, one by one, of its vast dominions, and finally collapsed in 906. The Kitans, who gave their name to Marco Polo’s Cathay, as well as to Kitai, the modern Russian word for China, were encroaching on the north, a Tangut power was rising in the north-west, a Shan kingdom was established in Yunnan, and Annam declared its independence.


     


    Of the five dynasties which rapidly succeeded one another after the Tang, three were of Turkish extraction, and they may be dismissed as being of little account from an artistic point of view.


     


    Sung Dynasty


     


    In 960, the Sung Dynasty reunited, the greater part of China proper, shorn of its outer dominions. The rule of the Sung has been justly characterised as a protracted Augustan era, its inclinations being peaceful, literary, and strategical rather than warlike, bold, and ambitious. Philosophy was widely cultivated, large encyclopedias were written, and a host of voluminous commentaries on the classics issued from the press, so that the period has been summed up in a word as that of Neo-Confucianism. The emperor and high officials made many collections of books, pictures, rubbings of inscriptions, bronze and jade antiquities, and other art objects of which important illustrated catalogues still remain, although the collections have long since been dispersed. During this time, the Chinese intellect seems to have become crystallised, and Chinese art gradually developed into the lines which it still, for the most part, retains.

  


  
    [image: ]


     


    Anonymous court artist, Portraits of the

    Kangxi Emperor in court dress (1662–1722),


    early 18th c. Hanging scroll, ink and colour on silk,


    278 x 143 cm. Palace Museum, Peking.


     


     


     


    Yuan Dynasty


     


    The Yuan Dynasty (1280-1367) was established by Kublai Khan (1215-1294) a grandson of the great Mongol warrior, Genghis Khan. The Mongols annexed the Uigur Turks and destroyed the Tangut kingdom, swept over Turkestan, Persia, and the steppes beyond, ravaged Russia and Hungary, and even threatened the existence of Western Europe. China was completely overrun by nomad horsemen, its finances ruined by issues of an irredeemable paper currency, and its cities handed over to alien governors called darughas. A Chinese contemporary writer describes the ruin of the porcelain industry at Ching-tê Chên at this time by exorbitant official taxation, so that the potters were driven away from the old imperial manufactory there, to start new kilns in other parts of the province of Kiangsi.


     


    Marco Polo is astonished at the riches and magnificence of the great Khan, who was really a ruler of exceptional power and made good use of his Chinese conquests. But the culture which surprised the Venetian traveller was pre-Mongolian, and its growth was due mainly to Chinese hands. Even the wonderful cane palace of Marco Polo was actually the old summer residence of the Sung emperors at Kaifeng Fu, in the province of Honan, which was dismantled and carried away piece by piece to be built up again in the park of the new Mongolian capital of Shangtu, outside the Great Wall of China.


     


    The Mongolian era is responsible for some of the remarkable similarities that have been noticed in industrial art work of Western and Eastern Asia, which were then for the first time under the rule of the same house. Hulagu Khan is said to have brought a hundred families of Chinese artisans and engineers to Persia about 1256; and similarly, the earliest painted porcelain of China is decorated with panels of Arabic script pencilled in the midst of floral scrolls, strongly suggestive of Persian influence.


     


    Ming Dynasty


     


    The Mongols were driven out of China to the north of the Gobi Desert in 1368, in which year the Ming Dynasty was founded by a young bonze named Chu Yuan-chang. They raided the borders for some time, and even carried off one of the Chinese emperors in 1449, who, however, was liberated eight years later, to resume his reign under the new title of T’ien Shun, as may be seen in the accompanying list. This is noticeable as being the only change of nien-hao (reign name) during the last two dynasties, whereas in previous lines changes were very frequent.


     


    The early Ming emperors kept up communication with the West by sea, and the reigns of Yung Lo (Zhu Di) (1360-1424) and Hsüan Te are especially distinguished by the career of a famous eunuch admiral, who went in command of armed ships to India, Ceylon, and Arabia, down the African coast to Magadoxu, and up the Red Sea as far as Jiddah, the sea-port of Mecca. Celadon porcelain (ch’ing tz’u) is included in the list of articles taken to Mecca in the reign of Hsüan Tê (1426-35), and it was perhaps one of these expeditions that brought the celadon vases sent by the Sultan of Egypt in 1487 to Lorenzo de Medici. In the next century, Portuguese and Spanish ships appeared for the first time in these seas and Chinese ships were seen no more.
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    Giulio Aleni (1582-1649),


    Complete Map of All Nations, c.1620.


    Paper. British Museum, London.


     


     


    Chronology


     


     


    Qing Dynasty


     


    The Qing Dynasty also known as the Manchu Dynasty, was the last ruling dynasty of China from 1644 to 1912. Starting in 1644 it expanded into China proper and its surrounding territories, establishing the Empire of the Great Qing. During its reign, the Qing Dynasty became highly integrated with Chinese culture.


     


    However, its military power weakened during the 1800s, and faced with international pressure, massive rebellions and defeats in wars, the Qing Dynasty declined after the mid-19th century. The collapse of the Qing Dynasty in 1912 brought an end to over 2,000 years of imperial China and began an extended period of instability of warlord factionalism


     


     


    
      
        	
          Name of Dynasty

        

        	
          Duration of Dynasty.

        
      


      
        	
          Hsia

        

        	
          2207-1765 B.C.

        
      


      
        	
          Shang

        

        	
          1765-1122 B.C.

        
      


      
        	
          Chou

        

        	
          1122-256 B.C.

        
      


      
        	
          Qin

        

        	
          221-207 B.C.

        
      


      
        	
          Han

        

        	
          206 B.C. - 220 A.D.

        
      


      
        	
          Three Kingdoms

        

        	
          220-265

        
      


      
        	
          Jin

        

        	
          265-420

        
      


      
        	
          Southern-Northern Dynasties

        

        	
          420-589

        
      


      
        	
          Sui

        

        	
          589-618

        
      


      
        	
          Tang

        

        	
          618-906

        
      


      
        	
          Five Dynasties

        

        	
          907-960

        
      


      
        	
          Sung

        

        	
          960-1279

        
      


      
        	
          Yuan

        

        	
          1279-1368

        
      


      
        	
          Ming

        

        	
          1368-1644

        
      


      
        	
          Qing

        

        	
          1644-1911

        
      


      
        	
          Republic of China

        

        	
          1912

        
      


      
        	
          People’s Republic of China

        

        	
          1949
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    Map of China.
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    Wang I-p’eng (15th c.), Inscription on

    Wu Chen’s Manual of Ink Bamboo, 15th c.


    Album leaf, ink on paper, 38 x 53.1 cm.


    National Palace Museum, Taipei.
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    Juyong Pass, 15th c.


    50 km northwest of Peking.
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    Qi Nian Dian (Altar of Prayer for Grain)


    Dragon Phoenix caisson, 1420. Wood. Peking.


     


     


    I. Architecture


     


     


    China, in every epoch of its history, and for all its edifices, civil or religious, public or private, has kept to a single architectural model. Even when new types have been introduced from the west under the influence of Buddhism and Mohammedanism, the lines have become gradually toned down and conformed to his own standard by the levelling hands of the Chinese mason. It is a cardinal rule in Chinese geomancy that every important building must face the south, and the uniform orientation resulting from this adds to the general impression of monotony.


     


     


    1. - Roof


     


    The most general model of Chinese buildings is the t’ing. This consists essentially of a massive roof with recurved edges resting upon short columns. The curvilinear tilting of the corners of the roof has been supposed to be a survival from the days of tent dwellers, who used to hang the corners of their canvas pavilions on spears; but this is carrying it back to a very dim antiquity, as we have no records of the Chinese except as a settled agricultural people.


     


    The roof is the principal feature of the building, and gives to it its qualities of grandeur or simplicity, of strength or grace. To vary its aspect, the architect is induced occasionally to double, or even to triple it. This preponderance of a part usually sacrificed in Western architecture is justified by the smaller vertical elevation of the plan, and the architect devotes every attention to the decoration of the roof by the addition of antefixal ornaments, and by covering it with glazed tiles of brilliant colour, so as to concentrate the eye upon it.


     


    The dragons and phoenixes posed on the crest of the roof, the grotesque animals perched in lines upon the eaves, and the yellow, green and blue tiles which cover it are not chosen at random, but after strict sumptuary laws, so that they may denote the rank of the owner of a house or indicate the imperial foundation of a temple.


     


    The great weight of the roof necessitates the multiple employment of the column, which is assigned a function of the first importance. The columns are made of wood; the shaft is generally cylindrical, occasionally polyhedral, never channelled; the capital is only a kind of console, squared at the ends, or shaped into dragon’s heads; the pedestal is a square block of stone chiselled at the top into a circular base on which the shaft is posed. The pedestal, according to rule, ought not to be higher than the width of the column, and the shaft not more than ten times longer than its diameter. Large trunks of the white cedar (Persea nanmu) from the province of Sichuan are floated down the Yangtze river to be brought to Peking to be used as columns for the palaces and large temples.


     


    The cedar is the tallest and straightest of Chinese trees. The grain improves by age, and the wood gradually acquires a dead-leaf brown tint while it preserves its aromatic qualities, so that the superb columns of the sacrificial temple of the Emperor Yung Lo, which date from the early part of the fifteenth century, still exhale a vague perfume.
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    The Chinaberry (nanmu wood)

    pillars in the Ling’en Hall of Changling,


    1450-1500. The Royal Mausoleum of Ming.


    Changling, North-West of Peking.
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    Mufu (Mu family mansion), 13th-14 th c.


    Lijiang old town. Lijiang.
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    Small figures on the ends of roofs on Chinese temples,


    17th c. The Royal Mausoleum of Ming.


    Changling, North-West of Peking.


     


     


    The pillars are brightened with vermilion and gold; but it is the roof which still attracts most attention, in the interior as well as outside, the beams being often gorgeously inlaid with colours and the intervening ceiling geometrically divided into sunken panels worked in relief and lacquered with dragons or some other appropriate designs.


     


    The stability of the structure depends upon the wooden framework; the walls, which are filled in afterwards with blocks of stone or brickwork, are not intended to figure as supports. In fact, the space is often occupied entirely by doors and windows carved with elegant tracery of the flimsiest character.


     


    The Chinese seem to be aware of the innate poverty of their architectural designs and strive to break the plain lines with a profusion of decorative details. The ridge poles and corners of the sagging roofs are covered with finial dragons and long rows of fantastic animals, arranged after a symbolism known only to the initiated; the eaves are underlaid with elaborately carved woodwork brilliantly lacquered; the walls are outlined with bands of terracotta reliefs moulded with figures and floral sprays; but in spite of everything, the monotony of the original type is always apparent.


     


    Chinese buildings are usually one-storied and are developed horizontally as they increase in size or number. The principle which determines the plan of projection is that of symmetry. The main buildings and the wings, the side buildings, the avenues, the courtyards, the pavilions, the decorative motifs, all the details, in fact, are planned symmetrically. The architect departs from this formal adherence to symmetry only in the case of summer residences and gardens, which are, on the contrary, designed and constructed in the most capricious fashion. Here we have pagodas and kiosques elevated at random, detached edifices of the most studied irregularity, rustic cottages and one-winged pavilions, all placed in the midst of surroundings of the most complicated and artificial nature, composed of rockeries, lakes, waterfalls, and running streams spanned by fantastic bridges, with an unexpected surprise at every turn.
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    The Ancient city of Lijiang,


    13th c.-14th c. Lijiang old town. Lijiang.
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    The Great Wall of China

    stretching over the mountains, 16th c.


    North of Peking.


     


     


    The Old Town of Lijiang, a well-preserved old city of ethnic minorities with brilliant culture, is a central town of the Lijiang County of the Naxi Ethnic Minority in Yunnan Province. As a result of the combination of the multinational culture and the progress of Naxi ethnic minority, the buildings in the town incorporate the best parts of the architectural traits of Han, Bai, and Tibet into a unique Naxi style. All temples are built on the most favourable site according to Fung shui, a geomantic system followed by even the most sophisticated Chinese. Architecturally the roof is a dominant feature, usually made of green or yellow rounded tiles and steeply raked. The ridgepole is decorated with porcelain figures of divinities and lucky symbols, such as dragons and carps.


     


    Ruins in China are rare, and we must turn to books to get some idea of ancient architecture. The first large buildings described in the oldest canonical books are the lofty towers called t’ai, which were usually square and built of stone, sometimes rising to the height of nine meters, so that they are stigmatised as ruinous follies of the ancient kings. There were three kinds of t’ai; one intended as a storehouse of treasures, a second built within a walled hunting park for watching military exercises and the pleasures of the chase, and a third, the kuan ksiang t’ai, fitted up as an astronomical observatory.


     


     


    2. - Military


     


    The Great Wall of China is a series of stone and earthen fortifications in China, built, rebuilt, and maintained between the 5th century B.C. and the 16th century A.D. to protect the northern borders of the Chinese Empire. The most famous is the wall built by the first Emperor of China, Qin Shi Huang, of which little remains, and which was much farther than the current wall, which was built during the Ming Dynasty.


     


    The Great Wall stretches over approximately 6,700 km from Shanhaiguan in the east to Lop Nur in the west. At its peak, the Ming wall was guarded by more than one million men. It has been estimated that somewhere in the range of 2 to 3 million Chinese died as part of the centuries-long project of building the wall. The height of the wall is generally from 6 to 9 meters and at intervals of some 180 meters are towers about 12 meters high. Its base is from 4 to 7 meters thick and its summit 3.5 meters wide. The wall is carried over valleys and mountains, and in places is over 1200 meters above sea level.
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    The Great Wall at Badaling, 16th c.


    North of Peking.
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    Xian city wall of the old Tang imperial city,


    1370-1378. Qian (Xian). Xian.
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    The Panmen Water Gates as seen

    from outside the city walls, 1333-1370.


    Suzhou. Suzhou, Jiangsu Province.


     


     


    Before the wall was built by using bricks, it was created by earth, stones and wood. During the Ming Dynasty bricks were heavily used in many areas of the wall, as well as materials such as tiles, lime, and stone. Bricks were easier to work with than earth and stone as their small size and light weight made them convenient to carry and augmented construction speed. Consequently, stones cut in rectangular shapes were used for the foundation, inner and outer brims, and gateways of the wall.


     


    Among the later representatives of the t’ai are the towers of the Great Wall, which are built of stone with arched doors and windows – the Chinese seem always to have employed the arch in stone architecture – the storied buildings dominating the gateways and angles of the city walls, often used to store arms; and the observatory of Peking, which is also a square tower mounted upon the city wall. When the tower is planned out as an oblong, broader than it is deep, it is technically called a lou.


     


    The Xi’an City Wall is not only the most complete city wall that has survived in China, but it’s also one of the largest and most complete ancient military systems of defense in the world. The construction of the City Wall of Xi’an was initiated by Zhu Yuanzhang, the first emperor of the Ming Dynasty (1368-1398). The circumference of the city wall is 14 km long. The military defense facilities here including the city wall, city moat, drawbridges, watchtowers, corner towers, parapet walls and gate towers once made up a complete city defense system. The wall now stands 12 meters tall, 12-14 meters wide at the top and 15-18 meters thick at the bottom. Every 120 meters, there is a rampart which extends out from the main wall. On the city wall there is a range of outward parapets interrupted by as many as 5984 crenels, and there are altogether protruding ramparts. On each of the four corners of the city wall there is a watchtower. The city wall is surrounded by a moat, which is 18 meters wide and 6 meters deep.
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    The Great Wall at Badaling, 16th c.


    Badaling. North of Peking.
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    Arrow Tower (Jian Lou), Dongbianmen,


    Ming city walls. It used to be southeast tower


    of the four corner towers of the city walls,


    1419-1435. Peking.


     


     


    Panmen City Gate was first built during the Wu Kingdom of Spring and Autumn Period (770-476 B.C.) and it is the only well preserved water-and-land city gate in the world now. The current gate was reconstructed in 1351. It consists of water and land gates, the city gate tower and city walls at both sides. Panmen Gate is part of the ancient city wall built in 514 B.C. that surrounded and protected Suzhou.


     


    The city wall of Peking was a fortification built around 1435. The architect Kuei Xiang constructed nine gates and five fortresses, a design which symbolized the Emperor’s divinity of both the Nine and the Five. It was 23.5 km long. The wall was 15m high, 20m thick at ground level, and 12m thick at the top. It had an extensive fortification system, consisting of the Palace city, the Imperial city, the inner city and the outer city. Specifically, it included many gate towers, gates, archways, watchtowers, barbicans, barbican towers, barbican gates, barbican archways, sluice gates, sluice gate towers, enemy sighting towers, corner guard towers and moat. It had the most extensive defense system in Imperial China. The terre-plein was well and smoothely paved, and he is defended by a crenellated parapet. The outer faces of the walls are strengthened by square buttresses built out at intervals of 60 meters, and on the summits of these stand the guard houses for the troops on duty.


     


    The massive 30-meter-high Dongbianmen Tower is a 568-year-old arrow castle dating from 1436. It is the largest and oldest corner tower along a city wall in China. With its 144 arrow holes helping to protect the city, it also looked over the link with the Grand Canal. It is located at the southeastern corner of the outer city walls. There was also a watchtower was built during the Qianlong era (1735-1796), with two levels of arrow windows, four windows per level on the northern side, and two windows per level each on the eastern and western sides.
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    Map of Peking, 1917.
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    The Gate of Supreme Harmony, 15th c.


    Forbidden City, Peking.
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    Xu Yang, Bird’s eye View of the Capital, 1767.


    Hanging scroll, colour on silk, 255 x 233.8 cm.


    Palace Museum, Peking.
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    The Throne hall, 1420.


    Imperial Palace (Forbidden City). Peking.


     


     


    3. - Civil


     


    Lying at the center of Peking, the Forbidden City was the imperial palace during the Ming and Qing dynasties. Rectangular in shape, it is the world’s largest palace complex and covers 74 hectares. Surrounded by a six meter deep moat and a ten meter high wall are 9,999 buildings (today 8,662 are still intact). Construction of the palace complex began in 1407 and was completed fourteen years later in 1420.


     


    The Hall of Supreme Harmony is at the heart of the immense Forbidden City palace complex. It is the grandest and the most important building in the nation. The Hall of Supreme Harmony is also known as the “Throne Hall.” Covering a floor area of 2,377 square meters, the grand hall is the largest wooden structure in the world. No building in the empire was allowed to be higher than it during the Ming and Qing Dynasties, because of its symbol of imperial power. The hall is 35 meters high, 64 meters wide, and 37 meters long, respectively. There are a total of 72 pillars, in six rows, supporting the roof. The doors and windows are embossed with clouds and dragons. The Hall was used for grand ceremonies such as the Emperor’s enthronement ceremony and the Emperor’s wedding.


     


    Since yellow is the symbolic colour of the royal family, it is the dominant color in the Forbidden City. Roofs are built with yellow glazed tiles; decorations in the palace are painted yellow; even the bricks on the ground are made yellow through a special process. However, there is one exception. Wenyuange, the royal library, has a black roof. The reason for this is that it was believed that black represented water, and could therefore extinguish fire. The Wenyuange was build to house 36,000 volumes.
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    Bird’s eye View of the Forbidden city,


    15th c. Forbidden City, Peking.
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    The pavilion of Literacy

    Profundity (Wenyuange), 1420.


    Imperial Palace (Forbidden City), Peking.


     


     


    The Hall of the Classics, called Pi Yung Kung, was built after an ancient model by the emperor Ch’ien Lung in Peking, adjoining the national university called Kuo Tzu Chien. The emperor goes there in state on certain occasions to expound the classics, seated upon the large throne within the hall, which is backed by a screen fashioned in the form of the five sacred mountains. It is a lofty square building with a four-sided roof covered with tiles enamelled imperial yellow, and surmounted by a large gilded ball, encircled by a pillared verandah under a second projecting roof of yellow tiles. Each of the four sides consists of seven pairs of folding doors with tracery panels. It is surrounded by a circular moat with marble balustrades crossed by four bridges leading to the central doors. On the sides of the courtyard in which it stands are two long, cloistered buildings sheltering 189 upright stone steles covered with inscriptions over the front or back.


     


    The inscriptions comprise the complete text of the thirteen “classics,” and were engraved by the emperor Ch’ien Lung, in emulation of the Han and Tang dynasties, both of which had the canonical books cut in stone at Si An Fu, the capital of China in their time. The text is divided on the face of the stone into pages of convenient size, so that rubbings may be taken on paper and bound up in the form of books. It was the custom, as early as the Han Dynasty, to take such impressions, a practice which may possibly have first suggested the idea of block printing.


     


    The name of the lake K’un-ming Hu, near Si’an Fu, once the leading metropolis in the province of Shensi, comes down from the Han Dynasty, when Emperor Wu Ti had a fleet of war ships maneuvering to exercise his sailors for the conquest of Indochina China.


     


    The marble bridge of seventeen arches in the picture is a remarkable example of the fine stone bridges for which the neighborhood of Peking has been celebrated since Marco Polo described the many arched bridge of Pulisanghin, with its marble parapets crowned with lions, which spans the river Hunho, and is still visible from the hills which form the background of the summer palace. The bridge pictured above, which was built in the twentieth year of Ch’ien Lung (1755 A.D.), leads from the cemented causeway to an island in the lake with an ancient temple dedicated to the dragon god and called Lung Shên Ssu, the name of which was changed by Ch’ien Lung to Kuang Jun Ssu, the “Temple of Broad Fertility,” because the Emperor, as a devout Buddhist, objected to the deification of the Naga Raja, the traditional enemy of the faith.
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    The Hall of Supreme Harmony, 1406.


    Imperial Palace (Forbidden City), Peking.
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    Pi Yung Kung (Biyong),


    Imperial Hall of the Classic,


    1784. Peking.
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    Seventeen arch bridge, 18th c.


    Summer Palace, Peking.


     


     


    4. - Funereal


     


    The Terracotta Army is one of the most significant archeological excavations of the 20th century. The site, dating from 210 B.C., was discovered in 1974 by several local farmers near Xi’an, Shaanxi province. The Terracotta Army was buried with the first emperor that united China in 221 B.C., Ying Zheng (260-210 B.C.), who declared himself as Qin Shi Huangdi, meaning the first emperor. Their purpose was to help rule another empire with Shi Huangdi in the afterlife.


     


    The terracotta figures vary in height (184–197cm) according to their role, the tallest being the Generals. Only about 1,000 soldiers have been excavated so far; archaeologists estimate that there are over 7,000 soldiers (infantry to generals), 130 chariots with horses, and 150 cavalry horses. The terracotta figures were manufactured both in workshops by government labourers and by local craftsmen. The head, arms, legs and torso of each figure were created separately and then assembled.


     


    Then a fine clay slip was added, and details such as eyes, mouth, nose and details of dress were carved into the clay while it was still pliable. Additional pieces such as ears, beard and armor were modeled separately and attached, after which the whole figure was fired at a high temperature. [1, 2] The statues were vividly painted; and although most of that paint has worn away, traces of it may be seen on some of the statues.


     


    The imperial tombs of the Northern Sung Dynasty (960-1127), the Sung Mausoleums, are in western Gongxian County, Henan Province. The stone statues guarding the gates are finely sculpted, demonstrating that Sung Dynasty stone sculptures had gradually discarded a pronounced mythical air and begun to display a sense of real life. These reflected the artistic creativity of Sung Dynasty laboring people and the unified system of stone sculpture of the Northern Sung period. Emperor Zhen Zong was buried in 1022. Scattered around his mausoleum are sixteen mounds, sites of structures long vanished. In front of the mausoleum, the spirit path is lined with 48 stone sculptures. On each side are fourteen human statues, two sheep, two tigers, two horses, a unicorn, a phoenix, an elephant and an ornamental pillar, and in front of the mausoleum is a stone altar.
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    Baocheng, Minglout and

    Five stone altar of Chongling, 18th c.


    The Royal Mausoleum of Qing, Changling.
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    Terracotta Army, Qin Dynasty, A charioteer

    with outstretched arms that once held the reins

    of his steed, 210 B.C. Terracotta, height 187 cm.


    Tomb of Qin shi Huang Di, Xianyang.
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    Terracotta Army, Qin Dynasty,


    A standing archer, 210 B.C. Terracotta,


    height 187 cm. Tomb of Qin shi


    Huang Di, Xianyang.
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    Terracotta Army, Qin Dynasty,


    Generals are the tallest and


    Heaviest members of the army,


    210 B.C. Terracotta, height 202 cm.


    Tomb of Qin shi Huang Di, Xianyang.
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    Terracotta Army, Qin Dynasty,


    A dismounted cavalryman and his horse,


    210 B.C. Terracotta, height 186 cm.


    Tomb of Qin shi Huang Di, Xianyang.
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    Stone figure of a military guarding

    the sacred way of the Royal Mausoleum

    of Ming, 15th-16th c. Stone, height 210 cm.


    The Royal Mausoleum of Ming. Changling,


    North-West of Peking.


     


     


    The Ming Dynasty Tombs, also known as “Thirteen Ming Tombs,” are north of Peking. The location of the Ming Tomb was chosen based on the theory of geomancy and Feng Shui. The layout of the mausoleum is closely combined with natural environment factors such as mountains and rivers, with each tomb built against the mountain and facing the river. The sacred walkway that leads to the Ming Tombs is flanked by giant stone statues, leading to the Changling, which is the tomb of Emperor Yongle. The Eastern Qing Tombs were first built in 1663, following the model of the Ming Tombs. A twelve-meter-wide “sacred way of the spirit” is paved with bricks and lined by stone statues of animals, soldiers.


     


    There are no relics of carved stone in China to be compared in importance or antiquity with the ancient monuments of Egypt, Chaldea, and Susa. The chief materials of Chinese buildings have always been wood and bricks, so that stone is generally used only for architectural accessories and for the decoration of interiors. The origin of sculpture in stone, like that of many other Chinese arts, is very obscure, in spite of all that has been written on the subject in native as well as in foreign books. In Chinese books, its indigenous origin and development are always taken for granted, and it seems natural to accept such views until the contrary be proved.


     


    The treatment of the human figure in sculpture of a later period is indicated in the photograph of one of the colossal men in armor which guard the entrance of the mausoleum of the emperor Yung Lo (1403-24), about twenty-five miles north of Peking.


     


    Another figure appears in the background, and two of the three gates leading to the tomb are seen in the distance. The avenue of approach is lined with monoliths of men and animals carved in blue limestone. The military mandarins, six in number, have mailed coats reaching down below the knees, close-fitting caps hanging over the shoulders, a sword in the left hand and a marshal’s baton in the right. The civil officials have robes with long hanging sleeves, tasselled sashes, bound with jade-mounted belts, embroidered breastplates, and square caps. The animals which follow, facing the avenue, include two pairs of lions, two of unicorn monsters, two of camels, two of elephants, two of kilin (mythological monsters) and two of horses. One pair of each animal is represented standing, the other seated or kneeling.
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    Stone elephant at the tomb

    of the Zhezong emperor, 1022. Stone,


    height 240 cm. Tomb Zhezong emperor, China.
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    Chariot with a three-man team

    including the charioteer, 210 B.C. Terracotta,


    height 190 cm. Shaanxi Museum, Xi’an.
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    Changling, Ming Tombs.


    The Ling’en Gate, 1450-1500.


    The Royal Mausoleum of Ming, Changling.


     


     


    A good illustration of the t’ing, which is so characteristic of Chinese architecture is the large sacrificial hall of the emperor Yung Lo. The tombs of the Ming Dynasty, called colloquially Shih san Ling, “Tombs of the Thirteen (Emperors),” are, as the name indicates, the last resting-places of thirteen of the Ming emperors. The first was buried at Nanking, his capital; the last near a Buddhist temple on a hill west of Peking, by command of the Manchu rulers when they obtained the empire.


     


    The emperor Yung Lo (1403-1424), who made Peking his capital, chose this beautiful valley for the mausoleum of his house. It is six miles long, thirty miles away from Peking to the north, and the imperial tombs are in separate walled inclosures dotting the slopes of the wooded hills which skirt the valley with its rows of colossal stone figures.


     


    At the end of the avenue one comes to a triple gateway, leading to a court with a smaller hall, and passes through to reach the main courtyard with the large sacrificing hall, where, by order of the Manchu emperors, offerings are presented to the long-deceased ruler of a fallen dynasty by one of his lineal descendants selected for the purpose.


     


    The hall is mounted upon a terrace with three balustrades of carved marble extending all around, ascended by three flights of eighteen steps in front and behind, leading to three portals with folding doors of tracery. It is 70 meters long by 30 meters deep, with a massive tiled roof supported by eight rows of four pillars each. The columns, of persea nanmu wood, are 3.5 meters around at the base and over 20 meters high to the true roof, under which there is a lower ceiling, about 10 meters from the floor, made of wood in sunken square panels painted in bright colours.


     


    The ancestral tablet is kept in a yellow-roofed shrine mounted upon a daïs, with a large, carved screen in the background, and in front stands a sacrificial table with an incense urn, a pair of pricket candlesticks and a pair of flower vases arranged in a line upon it.


     


    Leaving this magnificent hall and passing through another court, planted like those preceding with pines, arbor vitæ trees and oaks, one comes to the actual tomb. A subterranean passage, forty yards long, leads to the tumulus, the door of which is closed by masonry, but flights of steps, east and west, lead to the top of the grave terrace. Here, in front of the mound, and immediately above the coffin passage is the tombstone an immense upright slab, mounted upon a tortoise, inscribed with the posthumous title, “Tomb of the Emperor Ch’êng Tsu Wen.” The tumulus is more than half a mile in circuit, and, though artificial, looks like a natural hill, being planted with trees to the top, which include the large-leafed oak (Quercus Bungeana).


     


     


    5. - Religious


     


    One of the grandest and most interesting sights of Peking is the Temple of Heaven, which is within the southern city, surrounded by stately cypress trees in the midst of a walled park over three miles in circumference. Heaven is not worshipped alone; the ancestral tablets of four of the imperial forefathers are always associated with the tablet of Shang Ti, the supreme deity, followed by those of the sun, moon, planets, and starry constellations, while the spirits of the atmosphere, winds, clouds, rain and thunder are arranged in subordinate rank below. Heaven is distinguished by the offering of blue jade pi, a foot in diameter, round and with a square hole in the middle, like the ancient mace-head symbols of sovereignty, and by sacrificing a whole bullock as a burnt offering.


     


    The jade and silk are also burnt: twelve rolls of plain white silk and hempen cloth are sacrificed for Heaven, one for each of the other spirits, and the banquet piled on the altar in dishes of blue porcelain is proportionately lavish.


     


    The Great Temple of Heaven, T’ien T’an, is the most sacred of all Chinese religious structures. It consists of three circular terraces with marble balustrades and triple staircases at the four cardinal points to ascend to the upper terrace, which is 30 m wide, the base being 80 m across. The platform is laid with marble stones in nine concentric circles and everything is arranged in multiples of the number nine. The emperor, prostrate before heaven on the altar, surrounded first by the circles of the terraces and their railings, and then by the horizon, seems to be in the centre of the universe, as he acknowledges himself inferior to heaven, and to heaven alone. Around him on the pavement are figured the nine circles of as many heavens, widening in successive multiples until the square of nine, the favourite number of numerical philosophy, is reached in the outer circle of eighty-one stones. The great annual sacrifice on the altar is at dawn on the winter solstice, the emperor having proceeded in state in a carriage drawn by an elephant the day before, and spent the night in the hall of fasting called Chai Kung, after first inspecting the offerings. The sacred tablets are kept, during the remainder of the year, in the building with a round roof of blue-enamelled tiles behind the altar which is seen on the right of the picture. The furnace for the whole burnt offering stands on the southeast of the altar, at the distance of an arrow flight; it is faced with green tiles, and is 2.75 m high, ascended by three flights of green steps. The bullock is placed inside upon an iron grating, under which the fire is kindled. The rolls of silk are burned in eight open-work urns, stretching from the furnace eastward; an urn is added when an emperor dies. The prayers written upon silk are also burned in these urns after they have been formally presented in worship before the tablets.


     


    To the north of the great altar, which is open to the sky, there is a second three-tiered marble altar conceived in similar lines, but somewhat smaller, called the Ch’i Ku T’an, or “altar of prayer for grain.” This is dominated by the imposing triple-roofed temple which is covered with tiles of deep cobalt blue shining in the sunlight so as to make it the most conspicuous object in the city. The name of this edifice, as set forth on the framed plaque fixed under the eaves of the upper roof, in Manchu and Chinese script, is Ch’i Nien Tien, “temple of prayer for the year.”


     


    The emperor goes there early each year in spring to make offerings for a propitious year. It is thirty meters high, the upper roof supported by four stately pillars, the lower roofs by two circles of twelve pillars, all straight trunks of nanmu trees brought up from the south-west.
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    Imperial Vault of Heaven

    (Huang Qiong Yu) Here the tablets of

    the Emperor’s ancestors were kept,


    1530. Peking.
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    The Putuozongcheng Miao, Chengde,


    c. 1771. Chengde (Rehe), China.


     


     


    Originally founded by the emperor Ch’ien Lung, it was rebuilt in every detail after the old plan. During the ceremonies inside everything is blue; the sacrificial utensils are of blue porcelain, the worshippers are robed in blue brocades, even the atmosphere is blue. Venetians made of thin rods of blue glass, strung together by cords, being hung down over the tracery of the doors and windows. Colour symbolism is an important feature of Chinese rites. At the temple of earth, all is yellow; at the temple of the sun, red; at the temple of the moon, white, or rather the pale greyish blue which is known as yueh pai, or moonlight white, pure white being reserved for mourning.


     


    The altar of the earth, Ti T’an, is on the north of the city outside the city wall, and is square in form; the offerings are buried in the ground instead of being burned. The temples of the sun and moon are on the east and west and are also outside the city wall of Peking; the princes of the blood are usually deputed by the emperor to officiate at these.


     


    The Yonghe Temple also known as the “Lama Temple” is a temple and monastery of Tibetan Buddhism located in Peking. It is one of the largest and most important Tibetan Buddhist monasteries in the world. The building and artworks of the temple combine Han Chinese and Tibetan styles. Building work on the Yonghe Temple started in 1694 during the Qing Dynasty. After Yongzheng’s ascension to the throne in 1722, half of the building was converted into a lamasery, a monastery for monks of Tibetan Buddhism. The other half remained an imperial palace. After Yongzheng’s death in 1735, it was donated for use as a lamasery. As a result of the ancient architecture, every element of the temple is entirely symmetrical, with main halls on a north-south axis and wing halls on both sides. Along the axis, there are five main halls which are separated by courtyards: one of them is the Pavilion of Ten Thousand Happinesses (Wanfuge).
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    Altar of Heaven (Yuan Qiutan),


    Temple of Heaven, 1530.


    Temple of Heaven, Peking.
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    Hall of Prayers for an Abundant Harvest.


    (Qi Nian Dian), 1420. Peking.
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    Lama Temple

    (Yonghe Lamaserie),


    1694. Peking.


     


     


    The general plan of a Buddhist temple resembles that of a secular residence, consisting of a series of rectangular courts, proceeding from south to north, with the principal edifice in the centre and the lesser buildings at the sides. A pair of carved stone lions guard the entrance, flanked by lofty twin columns of wood which are mounted with banners and lanterns on high days and holidays. The gateway is large and roofed to form a vestibule, in which are ranged, on either side, gigantic figures of the four great kings of the devas, Ssu ta t’ien wang, guarding the four quarters. In the middle are generally enshrined small effigies of Maitreya, the Buddhist Messiah, conceived as an obese Chinaman with protuberant belly and smiling features, and of Kuan Ti, the State god of war, a deified warrior, represented as a mailed figure in the costume of the Han period, seated in a chair.


     


    Passing through the vestibule one sees on either side of the first court a pair of square pavilions containing a bronze bell and a huge wooden drum, and in front the main hall of the temple, called Ta hsiung pao tien, the Jewelled Palace of the Great Hero, that is to say, of Sakyamuni, the historical Buddha. He is always the central figure of an imposing triad enthroned upon lotus pedestals inside; the two others are usually Ananda and Kasyapa, his two favourite disciples. Along the side walls are ranged life-size figures of the eighteen Arhats (Lohan) with their varied attributes, disciples who have attained the stage of emancipation from rebirth.


     


    Behind the principal court there is often another secluded courtyard sacred to Kuan Yin, the “goddess of mercy,” where Chinese ladies throng to offer petitions and make votive offerings. Avalokitesvara (Kuan Yin) is installed here in the central hall, often supported by two other Bodhisattvas, Manjusri (Wên-chu), the “god of wisdom,” and Samantabhadra (Pu-hsien), the “all-good.” The surrounding walls are usually studded with innumerable small figures of celestial bodhisats, tier upon tier, moulded in gilded bronze or clay and posed in niches. The wing buildings in this court are devoted to the deceased inmates of the monastery and contain portraits and relics of bygone abbots and monks. The side cloisters are two-storied in the large temples, the treasures of the monastery being stored above, as well as libraries, blocks for printing books, and the like.


     


    An outer wall encircles the whole, also inclosing besides a stretch of the hill slope, which affords ample space for the separate accommodation of the higher dignitaries of the establishment, for kitchens and stables, store-houses of fruit and grain, open pavilions for sipping tea and enjoying the view, and secluded quarters in terraced villas for the residence of occasional visitors.
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    Bronze temple. Summer Palace,


    17th c. - 18th c. Summer Palace, Peking.


     


     


    The difference between Lamaism and the ordinary form of Chinese Buddhism is shown most strongly by their discordant conceptions of Maitreya, the coming Buddha. His Chinese statuette, under the name of Milo Fo, is placed in the vestibule of a temple, and he is also worshipped in many private houses and shops, so he is almost as popular a divinity among men as Kuan Yin, the so-called “goddess of mercy,” is among Chinese women. In Japan, Hotei, the merry monk with a hempen bag, is claimed by some to be an incarnation of the Bodhisattva Maitreya, and is there endowed with traits in the spirit of playful reverence which characterises the Japanese artist.


     


    The Lama conception of Maitreya, on the contrary, is that of a dignified and colossal figure robed as a prince with the jewelled coronet of a bodhisattva, in a ring above the other crests of the roofs of a lamasery, or occasionally carved on the face of a cliff. There is a gigantic image of Maitreya in the Temple of Yonghe, at Peking, made of wood, over twenty-six meters high, the body of which passes through several successive storeys of the lofty building in which it is installed. The devout votary must climb a number of winding staircases to circumambulate the sacred effigy in the orthodox way, until he finally reaches the immense head. Yung Ho Kung was the residence of the Emperor Yung Cheng before he came to the throne, and it was dedicated to the Lama church, in accordance with the usual custom, when he succeeded in 1722. When the Emperor visits the temple a lamp is lit over the head of Maitreya, and a huge praying wheel on the left, which reaches upwards as high as the image, is set in motion on the occasion. The resident lamas, mostly Mongols, number some 1,500, under the rule of a Gegen, or living Buddha, of Tibetan birth, who rejoices in the title of Changcha-Hutuktu Lalitavajra.


     


    Lamaism may be said to rank as the State church of the reigning Manchu dynasty. No other Buddhist temples are permitted to be built inside the walls of the imperial city, and bands of Lama priests are admitted into the palace on various occasions, when evil spirits have to be exorcised, or when music is required at imperial funerals.


     


    The Lama temple was built by the Emperor K’ang Hsi, in the vicinity of the summer residence at Jehol, outside the Great Wall of China.


     


    The temple is built in the style of the famous palace-temple of Potala at Lhasa, the residence of the Dalai Lama. Built in 1771 Putuo Zongcheng Temple in Chengde, imitating the style of the Potala Palace, the temple is also named Little Potala Palace. This temple was built for celebrating the emperor Qianlong’s birthday. But the resemblance is only superficial; deceptive as it may be when seen at a distance from one of the pavilions in the imperial park, on closer inspection the apparently storied walls prove to be a mere shell, with doors and windows all unperforated. The temple buildings erected upon the hill behind, the double roofs of which appear above the walls in the picture, are really planned in the conventional lines of the t’ing and finished after the ordinary canons of Chinese architecture.
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    The Flower Pagoda at

    the Liu Rong (‘Six Banyan Trees’), 1097.


    Guangzhou, Guangdong (Kwangtung).


     


     


    The Temple of the Six Banyan Trees is an ancient Buddhist temple built in Guangzhou in 537. It was originally called the Baozhuangyan Temple, but today it carries the name given by the great writer Su Dongpo in the Sung Dynasty (960-1279). It is said that he visited the temple while returning to the north. During his visit, he found six particularly striking banyan trees there. The temple burned down and was rebuilt in the Northern Sung Dynasty. Flower Pagoda, the main structure of the temple, was built in 1097 and named for its colorful exterior. It was rebuilt again 1373 A.D. after another fire and restored in 1900.


     


    A bronze temple stands on the southern slope of the hill of Wan Shou Shan, standing 7.55 meters tall and weighing more than 200,000 kilograms. Every adornement was executed with the lost wax method. Inside is a list of the craftsmen who took part in its construction. Every detail of the temple is executed in bronze, the pillars, beams, tiles, tracery of doors and windows, and all ornamental appendages having been previously moulded in metal. This is one of the few buildings which defied the fire in 1860. It stands on a marble foundation with carved railings and steps. The miniature stupa, or dagaba, which crowns the crest of the roof, is an attribute of a Buddhist building, and this one, in fact, is intended to be a shrine for the historical Buddha, as it contains a gilded image of Sakyamuni enthroned on a lotus calyx, with the usual set of utensils for burning incense.


     


    Taoist temples are built upon the same general plan as the temples dedicated to the Buddhist cult. The adherents of Lao Tzu have borrowed from the Buddhist monks the interior decoration of their sacred halls, as well as the plastic representation of divinities, the worship of idols, and many of their ritual ceremonies. In Taoism, the Buddhist triad is replaced by an imposing triad of supreme deities called Shang Ti, who preside over the jade paradise of the Taoist heavens; statues of Lao Tzu, and of the eight immortals, called Pa Hsien, are posed in prominent places; and there are separate shrines for the three star-gods of happiness, rank, and longevity, and for a multitude of lesser lights of the faith whose name is legion. The sacrificial vases, candlesticks and incense burners, as well as the other ritual accessories, bear distinctive Taoist symbols and emblems.
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    Xuanwu statue, 15th c. Bronze and gold.


    Hubei Museum, Xingmen, Hubei.

  


  
    II. Carving and lapidary arts


     


     


    1 - Carving


     


    A - Wood


     


    B - Bamboo


     


    C - Ivory


     


    D - Bronze


     


     


    2 - Lapidary arts


     


    A - Jade


     


    B - Hard Stone


     


    C - Jewellery
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    Brush pot, 17th c. Bamboo,


    height 15.4 cm. Shanghai Museum, Shanghai.


     


     


    II. Carving and Lapidary Arts


     


    1. - Carving


     


    A. - Wood


     


    Wood-carving is one of the most important of the industrial arts of China and is alluded to in some of the earliest records


     


    Chinese architecture can be traced back to a period when the structure was entirely built of wood, and even in the present day, when the walls of a building are filled in with stone and brick, the decoration of the interior of the hall is still entrusted to the wood-carver. He fills in the skeleton outline of beams and pillars with delicate tracery, supplies movable partition screens of elaborately carved woodwork, lines the walls and ceiling with ornamental panels, and decorates the doors and windows with characteristic trelliswork designs.


     


    The motifs employed in the designs depend on the type of building, but the groundwork is generally composed of floral scrolls taken from nature. In imperial buildings the floral scrolls are accompanied by bands and panels of dragons in clouds, phoenixes flying in couples and other mythological monsters, and the carving is executed in the dark, heavy, precious tuz-tan wood, derived from different species of Pterocarpus, which is prescribed for the purpose by sumptuary laws. For ordinary use, there is a choice of many richly grained woods of almost equal beauty, such as the hua-li, the rose-wood of the Portuguese, the t’ieh-li, a variety of ebony, the hung-mu or “red-wood,” which are produced in the south-western provinces of the empire and are also imported from Indochina. The prevailing floral grounds are filled in with panels of figure scenes from history and romance, birds and animals, butterflies and other insects, emblems of riches and happiness, or with some other of the many motifs generally employed in Chinese art.


     


    For Buddhist and Taoist temples, the woodwork is sculptured with sacred scenes and figures enclosed in scrolls of flowers, intermingled with the series of conventional emblems distinguishing the two religions. The introduction of Buddhism soon after the Christian era had a profound and far-reaching influence on the glyptic art of China. The earliest Buddhist pilgrims, who came overland from India, are said to have brought with them images of Buddha, as well as pictures of saints and Sanskrit manuscripts, and these images were taken as models, in connection with sketches drawn from measurements recorded in the ancient canon upon spaced diagrams with square-inch sections.


     


    The early missionaries coming from northern India introduced what is known as the Gandhara school of sculpture with its joint contribution of Persepolitan and ancient Greek influences, and Chinese Buddhist figures have retained to this day a marked Aryan physiognomy and an arrangement of folds in their drapery suggestive of their origin.


     


    They were made of gold, gilded bronze, jade, ruby, coral, and other precious materials, but the first Buddhist image is said by early tradition to have been carved in white sandalwood, and the fragrant wood of the Santalum album is still imported from India into China for the purpose. Its old Chinese name chantan, derived from the Sanskrit chandana, is now generally contracted as tan hsiang, or “sandal perfume,” and it is offered in a pile of aromatic chips on the Buddhist altar, burnt as incense, or pounded into dust to be moulded into the perfumed joss sticks which are periodically lighted at every sacred shrine. The art of sculpture in China was born, cherished, and developed in the service of religion. Buddhist and Taoist shrines are lavishly decorated from end to end, and the demand for idols and images, for private homes as well as temples, gives occupation to a special class of workmen throughout the country.
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    Wood carving of a lohan scratching his back,


    17th-19th c. Wood, height 4.4 cm.


    National Palace Museum, Taipei.


     


     


    China possesses a rich and abundant flora, the wild and cultivated varieties of which supply the favourite art motifs of the carver. Some of the flowers are selected for their religious associations. The lotus, or lien hua, a rose-coloured variety of the Nelumbium speciosum, is sacred to Buddhism. It is the hieratic emblem of purity as it develops its delicious jade-white rhizomes under the mud and lifts its rosy blossoms unsullied in the air. The happy entrant into paradise is seated upon its broad calyx; it therefore forms the resting-place of Buddha. Its peltate leaves are usually gemmed after every shower with sparkling rain drops, which are taken by the devout Buddhist as emblematic jewels of his enlightenment, although the Japanese poet protests.


     


    “Oh! Lotus leaf, I dreamt that the whole earth held naught more pure than thee, held naught more true:


    why, then, when on thee rolls a drop of dew


    pretend that ‘tis a gem of priceless worth?”


    Heuzen, 835-856.


     


    The Taoists take as their sacred plants the manifold floral emblems of longevity, the summum bonum of their mystic cult. The most prominent position is given to the peach, the tree of life of their Kun-lun paradise, whose fruit, ripening but once in 3,000 years, is celebrated as conferring on mortals the coveted gift of immortality. Another constant emblem is the sacred branching fungus called ling chih, the Polyporus lucidus of botanists, distinguished by its brightly variegated colours and by its durability. Next come the grouped trio Sung, Chu, Mei, the Pine, Bamboo, and Prunus, the first two because they are ever green and flourish throughout the winter, the prunus because it throws out flowering twigs from its leafless stalks up to an extreme old age.
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    Lacquered wood box, 14th-15 th c.


    Wood, diameter 12.5 cm, height 8 cm.


    British Museum, London.
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    Polychrome wooden reliquary from Soubashi,


    unknown. Wood. Musée des Arts


    Asiatiques-Guimet, Paris.
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    Table screen, 18th c. Lacquer,


    49.3 x 58.2 cm. Palace Museum, Peking.
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    The Taoist Genii Worshipping the God

    of Longevity, 1625-1650. Wood, 250.4 x 587.5 cm.


    Victoria and Albert Museum, London.


     


     


    This magnificent screen would have been prominent in one of the reception rooms in a Chinese mansion. Its position may have varied according to the nature of the occasion, for it has designs on both sides. Such brilliant and impressive pieces were frequently presentation items.


     


    Here, the celebratory theme is the popular scene of the birthday party of the Royal Mother of the West, (Xi Wang Mu), who is being given the peaches of everlasting life by the Eight Immortals.


     


    The technique is one peculiar to China, used during the 17th century but not often after that. The picture elements were carved through the built-up coats of dark lacquer on each wooden screen panel. Tinted lacquer and oil paints were then applied to the cut areas, producing a polychromatic effect on a black ground.


     


    The wild plum, Prunus Mumei, is the ordinary floral emblem of winter; the tree peony, Pœonia Mutan, of spring; the lotus, Nelumbium speciosum, of summer; and the chrysanthemum, C. indicum, of autumn. These flowers are constantly associated in decorative work as the Ssu Chi Hua, “Flowers of the Four Seasons.” So, again, are the “Flowers of the Twelve Months,” although this group varies in different parts of China. One series of these monthly emblems is artistically rendered in the floral sprays which decorate the lower border of the lacquered screen, the tale of which, proceeding in Chinese fashion from right to left, is:


     


    1. February. Peach Blossom. Tao hua. Amygdalus persica.


    2. March. Tree Peony. Mu tan. Pæonia Mutan.


    3. April. Double Cherry. Ying t’ao. Prunus pseudocerasus.


    4. May. Magnolia. Yü lan. Magnolia Yulan.


    5. June. Pomegranate. Shih liu. Punica granatum.


    6. July. Lotus. Lien hua. Nelumbium speciosum.


    7. August. Pear. Hai t’ang. Pyrus spectabilis.


    8. September. Mallow. Ch’iu k’uei. Malva verticillata.


    9. October. Chrysanthemum. Ckü hua. C. indicum,


    10. November. Gardenia. Chih hua. Gardenia florida.


    11. December. Poppy. Ying su. Papaver somniferum.


    12. January. Prunus. Mei hua. Prunus Mumei.


     


    Another series of these floral emblems is displayed in a corresponding position on the back of the screen.


     


    There are two of these screens, of similar character, which are magnificent examples of Chinese decorative art of the 18th century. Both are of lacquered wood, in twelve folds largely decorated on both sides with incised and raised details painted with coloured and gilded lacs, set in a background of lustrous black.


     


    The rest of the broad border is filled with vases and baskets of flowers and fruit, interspersed with censers, bells and sacrificial vessels shaped after ancient bronze models. The border is defined around the edge of the screen by a running line of rectangular fret, succeeded by a narrow band of floral diaper; and, inside, by a band of trellis interrupted by medallions containing alternate phœnixes and longevity (shou) characters. This last band, which suggests a conjecture that the screen was made for an empress of the period, serves as a frame for the central picture, which is a Taoist scene representing the well-worn theme Chu Hsien Citing Shou, “The Taoist Genii worshipping the God of Longevity.”
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    A Chinese lacquer coffin decorated with

    birds and dragons, from the State of Chu, 4th B.C.


    Wood, length 184 cm x 46 cm. Hubei Museum,


    Xingmen, Hubei, China.
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    Carving of an immortal in a raft,


    17th c. Bamboo, 15 x 26 x 13 cm.


    Palace Museum, Peking.
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    Gourd shaped box, 18th c. Bamboo,


    length 17.6 cm. Palace Museum, Peking.


     


     


    The two central panels of the screen show Shou Lao with protuberant brow. A deification of Lao Tzu, the founder of the Taoist cult, he holds a jui sceptre tipped with an effulgent jewel. Three youthful attendants stand near by, holding his pilgrim’s staff, book, and towel. Close at hand are a handmill for pounding the elixir vita, a dish of peaches, a vase of branched coral, and a clump of fungus (Polyporus lucidus) growing on the rocks. A pair of deer and of storks, his familiar animals, stand in front. The two figures in friendly conversation in the middle of the panel represent the familiar Arcades ambo of the cult, the “Twin Genii of Union and Harmony,” one holding a palm-leaf with a gourd tied to his girdle, the other with a manuscript roll and a besom. Below them stands the shepherd hermit Huang Ch’u-p’ing changing stones into sheep with his magic wand for the edification of his brother, who is leaning on his staff behind.


     


    The group at the top of the right-hand panel seems to be Lao Tzu with pilgrim’s staff, Buddha holding a book, and Confucius in front, with a fourth figure in a questioning pose at the side. Below that, we see the well-known group of the eight genii, Pa Hsien, so constantly depicted in Chinese art as the eight Taoist immortals, the members of which are distinguished by their attributes. Among these attributes, the feather fan of Chung-li Ch’uan, the sword of Lü Tung-pin, the gourd of Li “with the iron crutch,” and the basket of flowers held up by Lan Ts’ai-ho are conspicuous in the picture.


     


    The reverse of the screen is decorated in the same artistic style with a succession of oblong panels containing landscapes, scenes with figures, pictures of birds, flowers and fruit; the apparatus of the four liberal arts, writing, painting, music, and chess; and sacred relics and emblems of the Taoist and Buddhist religions.
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    Tang Ying, Bamboo brush pot, 1714.


    Bamboo, height 13.2 cm. Hong Kong


    Museum of Art, Hong Kong.
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    Zhu Sansung, Bamboo brush

    pot carved with ladies, 17th c. Bamboo,


    height 13.5 cm. National Palace Museum, Taipei.
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    Brushpot with the Seven

    Sage of the Bamboo Grove, 18th c.


    Bamboo, 17.3 cm. Palace Museum, Peking.
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    Brushpot carved in the form

    of bamboo, 18th c. Bamboo, 15.5 cm.


    Palace Museum, Peking.
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    Carved olive stone boat, 17th c.


    Stone, 3.4 cm. National Palace Museum, Taipei.
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    Rhinoceros horn dragon cup, 18th c. Ivory, 21 cm.


    Asian Civilizations Museum, Singapore.
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    Model of a buddhist temple,


    1790-1800. Ivory, height 104 cm.


    Victoria and Albert Museum, London.


     


     


    B. - Bamboo


     


    In addition to ordinary woods, bamboo is much used for carvings throughout the Far East. The jointed, hollow stem is worked, which is smooth and straight, as well as the roots, which are knotted, distorted and compact in structure.


     


    The nature of this wood, which is hollow in the interior, limits it to a certain variety of forms, although the graceful curves of its outline appeal strongly to the artistic eye. The most common objects in collections carved in bamboo are pi-t’ung, “brush pots,” and chên-shou, “hand-rests.”


     


    The brush pots are cylinders made by a cross-section of the stem, cut in such a way that the natural partition at the knot between two joints forms the bottom of the barrel-shaped receptacle which holds the brushes. The decoration is carved in open-work or in high relief, in the firm, fibrous structure of the wood, which is occasionally two inches in thickness.


     


    Sometimes sprays of flowers wind round the circumference of the cylinder, sometimes dragons or phoenixes; usually we find figure scenes from ancient Chinese history or mythology, accompanied, perhaps, by literary quotations in verse. The typical hand rest is an oblong section of one side of a joint cut longitudinally so that the hand of the writer may be guided by the straight edge while his wrist is supported by the convexity, which is lightly incised with some simple decoration. The shape is cherished as a survival from ancient times, when such slips of bamboo were in common use for writing and were strung together into books, before the introduction of woven silk and paper as more convenient materials for the scribe.


     


    C. - Ivory


     


    The Chinese have the highest appreciation of ivory as a material for glyptic work. The connoisseur always looks at the intrinsic properties of the medium and its effects in bringing out the skill of the craftsman who ennobles it. There is no material more satisfying to a delicate and refined taste than ivory, with its seductive body of translucent hardness passing into paler but warmer and softer tones, a milky transparent substance reflecting all the varied play of colour of a piece of amber. The clever workman in China, as in other countries, strives to give full value to the grain, the polish and the veins, and to endow the harder cortical layer with a bright lustre of mellow finish.


     


    The Imperial Ivory Works was founded within the palace at Peking towards the end of the seventeenth century in connection with the Kung Pu, the official “Board of Works.” It is on record that the Emperor K’ang Hsi established, in 1680, a number of factories, tsao pan chu, and brought up practised craftsmen for the various branches of work from all parts of the empire. The list comprised the following departments: metal foundries; fabrication of jui sceptres; glass works; clock and watch manufactory; preparation of maps and plans; fabrication of cloisonné enamels; fabrication of helmets; work in jade, gold and filigree; gilding; ornamental chiselling of reliefs; manufacture of ink-stones; incrusted work; works in tin and tin-plating; ivory-carving; wood-engraving and sculpturing; fabrication of lacquer; chiselling movable type; fabrication of incense burning sets; manufacture of painted boxes; joiners and carpenters; lantern manufactory; artificial flowers; works in leather; mounting pearls and jewels; chiselling metals; armourers; manufacture of optical instruments. These ateliers, which lasted for a century or more, were closed, one by one, after the reign of Ch’ien Lung, and what remained of the buildings was burned down in 1869.


     


    Canton is another well-known centre of ivory workers, but its productions, although marvels of technical ingenuity and patient workmanship, are more distinguished for bizarre complexity of pattern than for artistic feeling. One of their elaborately carved balls is composed of a number of concentric spheres. The crude ball of solid ivory is first pierced in several directions through the centre, and then divided into spheres by means of cutting tools with stops on the handles introduced into the holes; these spheres are next revolved in turn to be cut in openwork into various patterns. The ball before us, crowded outside with garden pavilions and bridges, trees and flowers, is mounted with a cover of floral design, topped with a snake for suspension, and hung with two pendants. The upper depicts the old story of the statesman Hsieh An, who refused to interrupt his game of chess to listen to the urgent report of a general waiting with saddled horse behind him, while the lower pendant is carved with a trellis-work of grape vines and squirrels.
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    Rhinoceros horn cup, 1736-1795. Ivory,


    height 15.8 cm. Musée George Labit, Toulouse.
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    Ivory food case, 17th-19th c. Ivory,


    height 45.4 cm. National Palace Museum, Taipei.

  


  
    [image: ]


     


    Cup on a wooden stand,


    1600-1800. Ivory, 15.8 cm.


    Victoria and Albert Museum, London.


     


     


    Canton is in all probability the source of the many imposing architectural models executed in ivory and other precious materials which are exhibited in the galleries of the Victoria & Albert Museum.


     


    One of the pieces represents a Buddhist temple, picturesquely posed on the slope of a steep hill, with pavilions, pagodas, bridges, gates and other details delicately carved in ivory and enclosed within an ivory railing of floral design. Mandarin visitors are wandering through the grounds, or drinking tea and playing chess in the garden kiosques. The trees are made of gilded metal with coral blossoms and jewelled fruit; the birds, insects and flowers are worked in filigree inlaid with kingfishers’ plumes. There are storks shaped in mother-of-pearl, and ponds with waves cunningly worked in the same material containing clumps of lotus, ducks and fish, with anglers on the banks. It is evidently a fete day, and shaven monks are seen officiating as hosts for the occasion.


     


    Passing on to industrial art work in horn, the only branch that need be alluded to here is the carving of rhinoceros horn. This is chiefly done at Canton, the horns of the one-horned Indian rhinoceros and of the two-horned Sumatran rhinoceros being imported by sea for the purpose. In former times, the material was obtained by hunters in Yung Ch’ang Fu and other parts of the province of Yunnan, and also in the borders of Annam and Siam, where both of the above species were found. Marsden, in his History of Sumatra, states that the horn is esteemed there as an antidote against poison, and on that account is made into drinking cups.


     


    This belief in the peculiar virtues of the horn is ancient and widely spread. Ctesias, writing in the 5th century B.C., describes the great one-horned Indian rhinoceros and the wonderful medicinal properties of the cups made from its horns. These horns were brought to China, we are told, as early as the Han Dynasty, and the old Chinese writers praise on the prophylactic power of the material as well as its decorative value. During the Tang Dynasty, the official girdle of the period was studded with carved plaques of rhinoceros horn in amber or golden-yellow transparent tints veined with black. These were the colours most highly esteemed for art work generally, red grounds coming next, while black, opaque horns were only used to make shavings for medicine. The presence of poison was said to be revealed by the exudation of a white humour from the cup, or from the surface of a rod of rhinoceros horn put into the liquid to test it.
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    Bronze ritual vessel (ding),


    12th c. B.C. Bronze, height 20.3 cm.


    British Museum, London.


     


     


     


    D. - Bronze


     


    From the earliest antiquity, the Chinese are recorded in their annals and traditions as being acquainted with the art of moulding and chiselling bronze, and the examples which have survived to the present day reveal something of their archaic history and primitive superstition. During the half-mythical period of the third millennium B.C., the technical methods were gradually improved, until the reign of the great Yu, the founder of the Hsia Dynasty, who is recorded as having cast the metal sent up as tribute from the nine provinces of his empire into nine tripod caldrons (ting) of bronze.


     


    These tripods are said to have been carved with maps and illustrations of the natural resources of the provinces. Other traditions say that the all-wise Emperor had them carved with representations of the evil spirits of storms and of the malignant demons of the woods and wild places, so that the common people might recognise and avoid them. The nine tripods were long preserved as treasures of the kingdom until they were lost in the troubles which ushered in the close of the Chou Dynasty, the conqueror of which, Ch’in Shih Huang, tried in vain to recover them.
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    Fang ding with human faces,


    14-13Ith B.C. Bronze, height 38.5 cm.


    Hunan Museum, Changsha, Hunan.
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    Wine vessel, 1111-771 B.C.


    Bronze, height 22.8 cm.


    Museum of Chinese History, Peking.
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    Bronze ritual wine vessel, 10th c. B.C.


    Bronze, height 24.8. British Museum, London.


     


     


    Copper was highly valued during the three ancient dynasties, and it is often referred to in the older books under the name of chin, or “metal,” being the metal, par excellence, of the period. The distinctive name of ch’ê-chin, or “red metal,” is also occasionally used.


     


    Gold, huang chin, or “yellow metal,” and silver, pai chin, or “white metal” were principally employed in these early times for the decoration of bronze, being inlaid or incrusted on the surface of the red metal.


     


    Chinese bronzes have always, from the earliest record, been executed by the cire perdue process, and finished, when necessary, with the hammer, burin, and chisel.


     


    The largest pieces have been produced by this method. In the Annals of the Wei dynasty, for example, it is recorded that in the 2nd year (467 A.D.) of the T’ien An period, the emperor had a standing figure of Sakyamuni cast for a Buddhist temple, composed of 100,000 catties (the catty = 600 grams) of copper, overlaid with 600 catties of gold – a worthy forerunner of the Dai-Butsu, or Great Buddhas of Japan, the earliest of which is attributed to the eighth century. The five colossal bells at Peking, which were cast in the reign of the emperor Yung Lo (1403-1424) weigh about 46,500 kg each, are 4.6 meters high, 10.3 meters in circumference at the rim, and 22 cm thick. They are covered, inside and outside, with voluminous Buddhist scriptures in Chinese script, interspersed with Sanskrit formulae.
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    Bronze vessel with bird legs,


    12th-11th B.C. Bronze, height 20 cm.


    Shanghai Museum, Shangai.
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    Bronze bell, 5th B.C. Bronze,


    height 54 cm. British Museum, London.
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    Bronze ritual wine vessel.


    Pair of rams supporting a jar, 13-12th c. B.C.


    Bronze, height 43.2 cm. British Museum, London.
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    Ritual vessel, 9th-8th B.C. Bronze,


    diameter 30.3 cm. Palace Museum, Peking.


     


     


    Ancient bronzes are divided by Chinese archaeologists into two great classes, the first class including the relics of the three ancient dynasties Hsia, Shang and Chou, the second class including those of the Ch’in, Han and later dynasties. The year 221 B.C., in which Ch’in Shih Huang proclaimed himself “the first Emperor,” is the dividing line between the two classes.


     


    The high value attributed to bronze in ancient times is proved by Yuan Yuan in the introduction to his book referred to above, with a long string of references to the nine canonical books. One of the lost books of the Shu Ching was called Fen Ch’i, the Distribution of the Vessels, and is referred to in the preface, attributed to Confucius, in these terms:


     


    “When King Wu had conquered Yin, he appointed the Princes of the various States, and distributed among them the vessels of the ancestral temple. With reference to this there was made the Fen Ch’i.”


     


    King Wu was the founder of the Chou Dynasty (1122-249 B.C.), to which period most of the ancient bronzes with inscriptions are attributed by archaeologists of the modern school in China.


     


    A smaller number belong to the Shang Dynasty with short inscriptions of archaic pictorial script, in which the name of the deceased to whom the piece was dedicated is generally one of the cyclical characters. The preceding Hsia Dynasty is still unrepresented, as no bronze work in modern collections can certainly be attributed to it.


     


    The author of the Shuo Wên makes a reference in the preface of his dictionary, written in the year 99 A.D., to the bronze caldrons (ting) and sacrificial vessels (yi) which were frequently discovered, he says, in his own time in the hills and valleys of the various provinces, and which contained inscriptions showing the development of the written script during the older dynasties. Many such discoveries are recorded in the annals of the Han and succeeding dynasties, with the occasional crude attempt at the decipherment of the inscriptions by the literati of the time.


     


    The discovery was always regarded as a felicitous omen, and recorded by the historiographer in the book devoted to sacred prodigies. In the fifth month of the year 116 B.C. a tripod caldron was dug up on the southern bank of the river Fen in the province of Shansi, and the title of the reign of the emperor Wu Ti was changed to Yuan Ting (116-111 B.C.) in honour of the event. During the Tang Dynasty, when a bronze caldron was unearthed in the tenth year of the K’ai Yuan period (722 A.D.), the name of the city of Yung Ho, on the left of the Yellow River, where it was found, changed to Pao Ting Hsien, City of the Precious Tripod, to mark the occasion. After the accession of the Sung Dynasty in 960, old bronzes were no longer regarded as sacred, the tombs of noble families were excavated for private collections and imperial museums, and epigraphic studies were industriously carried out, as proved by the many illustrated catalogues of period which have been already referred to.


     


    Bells (chung) and caldrons (ting) come first on the list of ancient Chinese bronzes, and their use is suggested in the old saying, Chung ming ting shih, “The bell sounds food is in the caldron,” which dates back to patriarchal times.
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    Kneeling buffalo,


    481-221 B.C. Bronze, height 5 x10cm.


    Museum of Chinese History, Peking.
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    Vessel in the shape of

    an elephant, unknown. Bronze,


    height 26.6 cm. Hunan Museum,


    Changsha, Hunan.
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    Bronze tripod with crested birds,


    11th B.C. Bronze, height 55 cm.


    Sumitomo Museum, Kyoto.


     


     


    The typical figure of the latter, with a rounded swelling body posed on three curved legs and two upright handles, or “ears,” is seen on the bas-reliefs of the Han Dynasty, where it is often placed in a prominent position on the mat around which guests are gathered for a banquet.


     


    The word ting is occasionally rendered “tripod,” but this is hardly applicable to a second not uncommon form of the caldron which has a rectangular body of oblong section supported by four legs.


     


    To call them “censers” would be an anachronism, as the Chinese rarely burned incense before the introduction of Buddhism; and besides, the early Buddhist urns were modelled in the shape of peaks of the sacred Sumeru mountains before the Chinese ting was adopted by Buddhists for burning incense. Today, it is the orthodox censer for the altars of all religions in China, a receptacle for the ashes of the “joss-sticks” of fragrant wood which are burned before every sacred shrine, in private houses as well as in temples.


     


    The bell (chung) in ancient times used to be suspended in front of the banqueting hall, and it was sounded to summon the guests, either alone or in accompaniment with other musical instruments in a band. In the ancestral temple, it called the spirits to the funeral meats offered to them by the living. It was clapperless and was struck outside near the lower rim by a wooden mallet.


     


    The motifs of decoration of Chinese primitive bronzes are of two kinds, geometric and natural. The geometrical motifs, simple or complex, symmetrical or asymmetrical, consist of scrolled grounds and bands of varied design, the most common being the rectangular scroll known as the meander pattern, which is also frequently found also on Greek and Etruscan pottery. In China, this is called lei wen, or “thunder scroll,” and it often represents a background of clouds enveloping the forms of dragons and other stormy powers of the air. Stylistic inclinations of this kind occur in the primitive art of all countries and they afford no evidence of communication between Greece and China in ancient times.


     


    The natural forms of the second category are of more interest, from an artistic point of view, because they give an idea of the early Chinese interpretation of nature. The human figure never occurs in these primitive bronzes, and vegetable forms are very rare as motifs of decoration; we see only sparse outlines of hills and clouds and occasional sketches of animals such as tigers and deer. The artist, in fact, neglects the ordinary animal world to revel in a mythological zoology of his own conception, peopled with dragons, unicorns, phoenixes, and hoary tortoises. The Chinese genius is unrivalled in its original composition of monsters, fantastic and gigantic beings more powerful than man, resembling the most fearful visions of a bad nightmare.
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    Ritual wine vessel, 5th c. B.C. Bronze,


    height 30 cm. Hubei Museum,


    Xingmen, Hubei.
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    Wine Vessel in the Form of a Buffalo,


    475-221 B.C. Bronze, height 27.4 cm.


    Museum of Nanjing, Nanjing.
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    Jue vessel, 1100-1000 B.C.


    Bronze, height 21 cm.


    Museum of Chongqing, Sichuan.
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    Bronze ritual food vessel,


    11th c. B.C. Bronze, height 42 cm.


    British Museum, London.
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    Vessel in the shape of an ox, 18th c.


    Bronze with enamels, 19 x 8 x 22 cm.


    Palace Museum, Peking.


     


     


    Perhaps the most malignant of these beings is the t’ao t’ieh, or gluttonous ogre. It is seen in its most conventionalised form in this bronze tripod.


     


    This libation cup (chuo) (dated between 1100 and 1000 B.C.) is of conventional shape, with a helmet-shaped bowl standing on three curved feet fashioned like spear heads, encircled by a band of archaic scroll ornament. It has a loop handle springing from a dragon’s head, and two stems rising from the rim, terminating in knobs. Inscribed, in archaic script, under the handle is Fu Ssu, (Dedicated to a) father (named) Ssu.


     


    The carved wood stand is mounted with a medallion of old jade veined with black. This libation cup was mainly used during the Shang (1700-1050 B.C.) and Western Chou (1050-771 B.C.) dynasties during the ritual celebrations of the ancestors. Bronze vessels were considered an important symbol of status and authority during the same period and were buried in the graves of their owners.


     


    Another class of sacrificial vases is modelled in the shape of animals, like the elephant vases (hsiang tsun) and the rhinoceros vases (hsi tsun), some of which are hollow inside to hold wine, while other, less ancient vessels are solid and carry ovoid wine vases on their backs.


     


    This vase is an ancient form shaped like a buffalo standing with ears erect and a collar around his neck, and it is equipped with a hinged cover at the back and a spout at the mouth.


     


    In ancient China, metalworkers made a great variety of food and wine containers in bronze for ritual use. Each vessel had a specific name according to its shape and function.


     


    The vessels were buried with the dead. When they were accidentally unearthed centuries later, they became treasured objects of antiquarian study and collection. The next utensil for meat offerings is attributed to the Chou Dynasty (1122-249 B.C.)


     


    The earliest mirrors in China were made of bronze, and are referred to in the ancient dictionary Shuo Wen under the name of ching. Their manufacture under the Chou Dynasty has been already noted, and the white colour of the alloy which generally distinguishes them was attributed to the fact, cited in the records of the time, that the alloy contained as much as 50 percent of tin. The mirror has a peculiar sanctity in the far east. The spiritualistic mirror and the demon-compelling sword are the most powerful symbols of the Taoist cult, and they have been adopted as the principal insignia of the regalia in Japan. The magic mirror makes hidden spirits visible and reveals the secrets of the future. Pure solar fire is obtained for the Chinese nature worshipper by the use of a concave bronze mirror, and the Taoist herbalist fancies that he distills drops of dew from the full moon upon the face of the plain, circular mirror which he ties at nightfall to a tree for the purpose.


     


    The metal mirrors, which are generally circular in form, are moulded on the back with mythological figures, animals, birds, floral scrolls, and other ornamental designs, executed in strong relief. Some of them have the curious property of reflecting from their faces in the sunlight on a wall, more or less distinctly, the raised decoration on their backs.


     


    Chinese books on bronzes always include a section devoted to the illustration and description of ancient mirrors of bronze and iron, which supplies valuable material for the chronological study of Chinese art, as many of the mirrors have inscriptions or marks of date. The relief decoration on their backs reveals the favourite mythological cult of the time. In the Han Dynasty, we find Taoist divinities, grotesque monsters, happy omens from the natural world like those on the contemporary bas-reliefs on stone, astrological figures of the four quadrants of the uranoscope, and the twelve animal signs of the solar zodiac. The mirrors of the Tang Dynasty (618-906) are mainly astrological, displaying the twenty-eight animals of the lunar zodiac, the asterisms to which they correspond, and other stellar signs, in addition to the above.


     


    The description of one of these, 38 cm in diameter, illustrated in the Chin Shih So, may be given here. The moulded decoration is spaced in a succession of concentric rings, the centre of which is the usual umbo, perforated for a silk cord. The first ring contains the four figures of the uranoscope, the azure dragon of the eastern quadrant, the sombre tortoise and serpent of the north, the white tiger of the west, and the red bird of the south; the second ring has the pa kua, the eight trigrams of broken and unbroken lines, used in divination; the third ring displays the twelve animals of the solar zodiac; the fourth, the ancient names of the lunar asterisms in archaic script; the fifth, the figures of the twenty-eight animals of the lunar zodiac, followed by their names, the names of the constellations over which they rule, and of the seven planets to which they correspond. The planets are arranged in the same order as in our days of the week, and the Chinese are presumed to have derived from the west their first knowledge of the division of the periods of the moon’s diurnal path among the stars into weeks of seven days, in about the eighth century, when they also obtained the animal cycles, which had been previously unknown to them. Their knowledge of the twenty-eight lunar mansions is, however, far more ancient, and it has long been a disputed question whether these were invented in Chaldea, India, or China, or derived from some other common source in Central Asia.


     


    After the tenth century the mirror backs were moulded with decoration of more ordinary character, including sprays of natural flowers with birds and butterflies, conventionalised garlands of ideal flowers like the pao hsiang hua, or “flowers of paradise,” fish swimming in waves among moss and water-weeds, men with trained lions, naked boys waving lotus blossoms, dragons and phoenixes frolicking in the midst of floral arabesques, and similar designs, the usual motifs used in Chinese art of the period.


     


    Some of the motifs of decoration were introduced from the Græco-Bactrian kingdom as early as the second century B.C., after the Emperor Wu Ti had sent envoys to Central Asia, who penetrated to the Persian Gulf, and returned with some knowledge of Grecian and Indian civilisation to China.


     


    Chang Ch’ien, the celebrated envoy of the Emperor Wu Ti in the second century B.C., is stated in his biography to have brought back reports of India and of Buddhism, but it was not until the year 67 A.D., in the reign of Ming Ti, that Buddhism was officially recognised in China. In this year the Emperor, after dreaming of a golden figure of supernatural proportions with a shining halo round its head, sent an embassy to India, which returned with two Indian monks bringing sacred books, paintings, and images. The long succession of Indian Buddhist missionaries which followed the emperor Ming Ti’s embassy from India after 67 A.D. gradually established a new school of art, which has more or less retained its canonical lines.
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    Bronze mirror with sea animal,


    7th-9th c. Bronze, diameter 17.7 cm.


    National Palace Museum, Taipei.
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    Mirror with eight bosses,


    206 B.C. - 220 A.D. Bronze, diameter 21 cm.


    National Palace Museum, Taipei.


     


     


    This is strikingly apparent in the modelling of Buddhist bronze figures, which are generally gracefully outlined, with flowing drapery and Aryan features, contrasting strongly with the Turanian physiognomy and heavy lines of the orthodox Taoist type. Gilded bronze is a favourite traditional material for the images of Sakyamuni, the historical Buddha.


     


    Bôdhidharma is another Buddhist saint often moulded in bronze, the twenty-eighth and last of the line of Indian patriarchs and the first Chinese patriarch. The son of a king in southern India, he came by sea to China in 520, and settled in Loyang, where be is said to have sat still the whole time absorbed in silent meditation and to have earned the title of “The Wall-gazing Brahman.” He is figured crossing a river on a reed plucked from the bank, or carrying in his hand a single shoe on his legendary spirit journey back to his native land after his death at Loyang in 529.


     


    The most popular of all Buddhist divinities in China is Kuan Yin, often called the “Goddess of Mercy,” who also ranks as a Bodhisattva, and is identified with Avalokita, “The Keen-seeing Lord” and spiritual son of the celestial Buddha Amitâbha, who shares with him the dominion of the Paradise of the West.


     


    The bronze effigy of Avalokita takes many forms. The four-handed form represents him as a prince sitting in the Buddha posture, with one pair of hands joined in devotional attitude, the others holding a rosary and a long-stemmed lotus flower. Another form has eleven heads, piled up in the shape of a cone, and eighteen, or even forty hands, grasping symbols and weapons, and stretched out in all directions to rescue the wretched and the lost. Still other manifestations are endowed with a thousand eyes ever on the look-out to perceive distress.


     


    The various processes of incrusting and inlaying the precious metals on bronze have long been known in China. From their earliest history, the Chinese, like the other nations of the east, have sought to enrich the surface of bronzes in this way and have been at least as successful as the Persians and Arabs, but there is no space here for a full discussion of all their methods.

  


  
    [image: ]


     


    Table screen with bronze miror,


    c. 1776. Bronze and wood, height 92 cm.


    Palace Museum, Peking.


     


     


    The process of inlaying gold and silver wire in ornamental designs chiselled out for the purpose, which is commonly called niellé, is known to the Chinese as chin yin ssu, gold and silver threadwork. The author of the Ko ku yao lun, a well-known book on ancient art, published in 1387, carried back gold niellé work to the distant era of the Hsia, the first of the three ancient dynasties, and said that some of the spear hafts and other bronzes of that time were beautifully inlaid with the precious metal in delicate lines as fine as hair. The finest silver niellé work known in China is attributed to a clever craftsman named Shih Sou, a Buddhist monk, who lived in the fourteenth century. He made small vases for flowers and artistic bijoux for the scholar’s writing table and usually inscribed his name underneath inlaid in silver wire.


     


    Incrustation, the application of the ductile metals on spaces scooped out and roughened by the graving tool on the surface of the bronze which is about to be incrusted, also goes back to the seventh century B.C.. Some of the old bronzes are so richly inlaid with gold and silver that the play of colour of the metallic surface almost attains to that of the finest porcelain : the brilliancy of the metals, softened and toned down by time, blends harmoniously with the deep shades of the patina, enchanting the eye with a wonderful effect of vibrating splendour.


     


    Some idea of the general style of the incrusted bronzes may be gathered from the two ancient wine vessels which have been selected for illustration. The first is moulded in the conventionalised form of a duck, the neck and beak serving as a spout, inlaid with gold and silver scrolls of mythic type, and ornamented in relief with beaded bands and rosettes. The second is an archaic, kettle-shaped vessel with a flattened globular body incrusted with triangularly spaced bands inclosing spiral designs with dragons’ heads. The pierced handle is the serpentine body of a monster; the spout has the form of a phœnix head, with a small four-footed monster on the top and the three feet shaped phoenixes like with outstretched wings; three small phoenixes are posed on the lid, and the movable knob in the centre is in the figure of a monkey.
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    Miror with design of three dragons,


    475-221 B.C. Bronze, diameter 11.2 cm.


    Miusée Georges Labit, Toulouse, France.
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    Wine vessel with pattern of dragons,


    14th c. Bronze, height 23 cm.


    National Palace Museum, Taipei.
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    Wine vessel modelled in the form of a duck,


    960-1279. Bronze, height 16.5 cm.


    Victoria and Albert Museum, London.


     


     


    The Chinese make much use of gilded bronze. It is the traditional material of Buddhist images, but there is reason to believe that the art of gilding was known even before the introduction of Buddhism. The usual process is to soak the object to be gilded in a decoction of herbs and acid fruits to which saltpetre has been added to clean the surface; then to heat the metal, rub it with mercury, and to apply the gold in the form of leaf on the surface thus amalgamated; the mercury is finally volatilised by fire and the work is finished by burnishing the gold that remains adherent so as to give it the required polish.


     


    Bronze has long been used in China for the fabrication of astronomical instruments. The Peking observatory was built by Kublai Khan, the first emperor of the Mongol dynasty, on the eastern wall of his new capital, the modern Peking, In the year 1279, the bronze instruments were erected there which had been made for the purpose by Kuo Shou-Ching, the celebrated astronomer and hydraulic engineer.


     


    The Mongol instruments were modelled after those of the Sung Dynasty, which had been set up at K’ai Fêng Fu, in the province of Honan, in about 1050 A.D.. In the beginning of the Qing Dynasty, when the Jesuit missionaries were promoted to positions in the Astronomical Board at Peking, Père Verbiest reported them to be worn out, cumbersome, overlaid with ornament, and hard to turn, and in the ninth year of the reign of K’ang Hsi, the year 1670, the learned Jesuit was commissioned to make six new instruments.


     


    These instruments are of the same general character as the old Mongol instruments, but are more accurate in their construction and easily adjustable. They were evidently made after the model of Tycho Brahé’s instruments. The circles are all divided into 360°, instead of into 365 ¼° , and each degree into six parts. The observer could read to fifteen seconds by means of the diagonal scale and a movable divided scale.
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    Armillary sphere,


    1669.Silver gilt and sandal wood,


    height 37.5 cm. Palace Museum, Peking.
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    Arc quadrant, late 17th c.


    Bronze, height 66 cm, rad. 35 cm.


    Palace Museum, Peking.
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    Astronomical instrument,


    18th c. Bronze, height 72 cm.


    Palace Museum, Peking.
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    Jade phoenix ornament, 10th-11th c.


    Jade. British Museum, London.


     


     


    2. - Lapidary Arts


     


    A. - Jade


     


    Jade is ranked by the Chinese as the most precious of precious stones. The character yü, composed of three horizontal lines united by a central perpendicular line, originally a picture of three pieces of jade strung together by a cord, is the radical of a natural group of compounds relating to gems and their attributes.


     


    The material, with its finely polished surface and varied tones of colour is idealised as the quintessence of creation, forged from the rainbow into thunderbolts for the storm-god, to whom are attributed the weapons in the shape of jade axes which are occasionally laid bare by heavy rain on the surface of the ground. It is also the traditional food of the Taoist genii, and it is endowed by the Chinese with many magic and curative properties, as it was by other ancient nations.


     


    The name jade is derived from the Spanish piedra de hijada, or “stone of the loins.” The term “jade” refers to two distinct minerals recognised by scientific mineralogists, as well as by the Chinese. The first, known as nephrite, is a silicate of lime and magnesia belonging to the amphibole or hornblende group of minerals. The second, called jadeite, is essentially a silicate of sodium and aluminium, belonging to the pyroxene group.
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    Jade boulder with two ladies at moon gate,


    c. 1773. Jade, 15.5 x 25 x 10.8 cm.


    Palace Museum, Peking.
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    The nine elder of Huichang, 1787.


    Jade, 114.5 cm. Palace Museum, Peking.
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    Carving of two crabs,


    18th c. Jade, height 13 cm.


    Palace Museum, Peking.
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    Nephrite basin, 1774. Jade, length 50.8 cm.


    Metropolitan Museum of Art, New York.


     


     


    The Chinese classify jades under three headings: the first, under the general name of yü, comprises nearly all nephrites, wherever obtained; the second, pi yü, “dark green jade,” resembling somewhat deep green serpentine, includes nephrites brought from Barkul and Manas in Sungaria and from the vicinity of Lake Baikal, as well as jadeites of somewhat similar tint said to come from the mountains of Western Yunnan; the third, fei ts’ui originally applied to the emerald green variety, is now extended to all other jadeites, most of which are imported from Burma, with the exception of the dark green variety alluded to above.


     


    Most of the nephrite carved in China comes from Eastern Turkestan. It is either quarried in the mountain ranges of Khotan and Yarkand, where it is found in situ, or picked up as water-worn pebbles from the beds of the rivers which flow down from these mountains. The most productive primary deposits are in the Belurtág, the “jade mountains” of the Chinese, on the upper waters of the Tisnab river about eighty miles from Yarkand.


     


    The Manchu author of the Hsi Yü Wên Chien Lu, a description of Chinese Turkestan written in 1777, says that the precipitous mountain sides are here entirely made of jade, and describes how the Mohammedan natives ride up on yaks beyond the snow limit, light fires to loosen the jade, and dig out large blocks with their picks, which are rolled down the precipice into the valley below. In the twenty-ninth year (1764) of Ch’ien Lung the governor of Yarkand forwarded to the emperor thirty-nine large slabs of this jade, sawn on the spot, weighing altogether 2400 kg, to make sets of twelve musical stones called ch’ing used in imperial ceremonies. He also sent a quantity of smaller pieces for the ordinary stone chimes, which are made of sixteen “carpenter’s squares” of graduated thickness hung in two rows on a frame and struck with an ebony mallet.
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    The „Pi“ (Shape disc with the hole in the center)

    was used as a funerary object to guide the spirit

    to heaven as well as an emblem of nobility,


    206 B.C. - 220 A.D. Jade, diameter 13.9 cm.


    Museum of Art, Tientsin.
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    Jade vessel with design of insects

    and dragons, 17th - 18 th c.


    Jade, height 28.8 cm.


    Museum of Art, Tianjin.
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    Nephrite brush pot, 18th c. Jade,


    height 19 cm. Field Museum, Chicago.


     


     


    Nephrite has been found to occur in many of the other rivers flowing from the K’unlun Mountain, the traditional source of jade, as far east as Lake Lob. It was discovered by Russian geologists in situ in 1891, still further east in the province of Kansu on the north of the K’unlun range, between Kuku Nor and the Nan Shan mountains, where the nephrite was cloudy to translucent and of light green, milk-white, or sulphur-yellow colour. This is interesting as the first record of the discovery of yellow jade in an undisturbed, natural position. Chinese books give Lan-t’ien in the adjoining province of Shensi as one of the sources of jade, but the supply seems to be exhausted as it is said to be no longer produced there.


     


    With regard to the colours preferred by the Chinese, the Manchu author cited above says in his description of Yarkand:


     


    “There is a river in its territory in which are found jade pebbles. The largest are as big as round fruit dishes or square peck-measures, the smallest the size of a fist or chestnut, and some of the boulders weigh more than five hundred pounds. There are many different colours, among which snow-white, kingfisher-feather green, beeswax yellow, cinnabar red, and ink black, are all considered valuable; but the most difficult to find of all are pieces of pure mutton fat texture with vermilion spots, and others of bright spinach green flecked with shining points of gold, so that these two varieties rank as the rarest and most precious of jades.”


     


    In the imperial ritual worship of heaven, earth, and the four quarters, votive objects of jade are always used, arranged after an elaborate colour symbolism which reminds one of that of the ancient Babylonians. A perforated round symbol (pi) of cerulean tint is used in the worship of heaven, an octagonal symbol (tsung) of yellow jade for earth, an oblong pointed tablet (kuei) of green jade for the east quarter, a tablet in the form of half of the last (chang) of red jade for the south, a tiger-shaped symbol (hu) of white jade for the west, and a semicircular symbol (huang) of black jade for the north quarter. The jade worn by the emperor who officiates as high priest must always correspond in colour, and so must the silks and the animals sacrificed before the altars.


     


    In The Ritual of the Chou Dynasty, jade is constantly referred to as the material used for precious vessels of all kinds, for insignia of rank worn by the sovereign and conferred by him on the feudal princes, for votive offerings and presents, and for many other objects. Special officials were appointed in charge of the jade treasury. For a royal funeral, they had to provide food jade (fan yê), a bowl of pounded jade mixed with millet for the chief mourner, (han yü) a carved piece of jade to put in the mouth of the corpse, and jade offerings (tsêng yü) in the shape of a number of perforated medallions, which were placed inside the coffin.
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    Jadeite cabbage,


    19th c. Jade, height 18.7 cm.


    National Palace Museum, Taipei.
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    Pair of Mandarin Ducks.


    Lapis Lazuli, 18th c. Lapi lazuli.


    Victoria and Albert Museum, London.
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    Monkeys in a Cave, 18th c. Chalcedony.


    Victoria and Albert Museum, London.


     


     


    The Mongol emperors of Hindustan were also very fond of jade, and it is well known that beautiful carvings were produced under their patronage in white and sage-green nephrites, and often incrusted with rubies, emeralds and other precious stones, for which the soft tints of the jade afford a most effective background. The jade materials were originally imported into India from Eastern Turkestan, and were derived probably from the same districts from which the Chinese get their supplies of crude jade. After the Chinese conquest of Eastern Turkestan, many of these Indian carvings were imported into Peking, and it is not uncommon to find such a piece in a European collection of characteristically delicate and graceful Indian work incised with a Chinese inscription in verse attesting to its origin, and with the imperial seals of Ch’ien Lung attached. Much of the finest Chinese work was executed in the palace at Peking during his reign, and we are told that the imperial workshops of the period included a special branch called Hsi Fan Tso, or “Indian School,” which was devoted to the reproduction of Indian work. The jewelled jades of China mostly date from this period, and were perhaps mainly inspired by the same source. They are usually flat plates, intended to be mounted as small screen pictures, and carved out of white jade, incrusted with figure scenes or other details, inlaid in rubies, amethysts, lapis lazuli and emerald-green jadeite, cut in thin slices or set en cabochon, and etched with gilded lines to complete the designs. The soft looking jade ground makes an inimitable foil for the brilliant colouring and flashing sheen of the inlaid jewels.


     


    The Chinese have always drawn their chief supplies of jadeite, including the precious emerald green fei-ts’ui, from Burma, where it is found in abundance about the headwaters of the Chindwin and Mogaung tributaries of the Irrawaddy river. It is mined by Kachins, bought by Chinese dealers and shipped to Canton to be carved by Chinese lapidaries. The value of the stone depends on the colouring, and especially on the lustre and brilliancy of the bright green, which is irregularly distributed in flecks or veins through the white matrix, although it sometimes occurs in sufficient quantity to furnish a bead of purest emerald tint. Lavender jadeite is almost as highly appreciated, whether of uniform tint, or flecked with green; and so is red of a translucent tone, when it occurs in a band or stratum which can be carved in openwork like a cameo to reveal and contrast effectively with a background of typical shade. Another variety of Burmese jadeite is called poetically hua hsüeh tai tsao, “moss entangled in melting snow,” by the Chinese, as its white, crystalline matrix looks like frozen slush veined with clouds of shaded greens.


     


    The Chinese lapidary has all the tools of his art, an art which seems to have spread at some unknown period westwards to Europe, southwards to India, and eastwards to China. The modern lapidary has invented no new tools.


     


    The tools of the craft are many, but the Chinese say that they owe their efficiency to the biting power of the abrasives with which they are anointed. These abrasives are prepared by various preliminary processes of pounding, grinding, and sifting, and are made into pastes with water ready for use. Four kinds are used in Peking, which are, in order of increasing potency: yellow sand, quartz crystals; red sand, garnets or almadin, used with the circular saws; black sand a kind of emery, used with and jewel dust, ruby crystals from Yunnan and Tibet, with which the leather wheel is smeared to give the final polish to the jade.
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    Torque made of gilt bronze with

    lapis lazuli, turquoise and coral plaques,


    19th c. Bronze and precious stones.


    Chris Hall Collection Trust, Hong Kong.


     


     


    The crude block of jade is first sawn around with a four-handed, toothless iron saw worked by two men, to “strip off the peel.” It is next roughly shaped with one of the circular saws, a graduated series of round discs of iron with sharp cutting edges, fitted to be mounted on the wooden axle of the treadle and put into vertical revolution. The prominent angles left by the saw are ground down, and the piece is further shaped by a set of small, solid iron rings, mounted on the end of the same horizontal spindle, after which the striated marks of the grinding are removed by a set of little polishing wheels, worked in similar fashion by the rocking pedals.


     


    The object is now ready to be carved in artistic relief with the lap wheels, or to be pierced through and through with the diamond drill and subsequently cut in open fret-work designs with the wire saw, the wire being inserted into holes pierced by the drill for the purpose.


     


    The fabric of the piece of jade has been fashioned and carved with relief designs and openwork decoration, but it still requires a prolonged polishing of the surface to bring out the intrinsic merit of the material. The harder the jade, the greater it will reward the patient handiwork of the craftsman.


     


    Carvings in jade and their uses cover a wide range in Chinese art. A native writer, after a description of ancient jade objects, of imperial patents and historical seals, insignia of rank, girdle buckles and other details of a historical mandarin’s costume, proceeds with a further summary of modern carvings which may be briefly cited here.
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    Golden belt with precious stone, 8th c.


    Gold and precious stones, 4.8 x 3 cm.


    Jilin Museum, Changchun.
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    Hairpins of gold and champleve enamel,


    unknown. Enamel. Private collection.


     


     


    Among the large things carved in jade, he says, we have all kinds of ornamental vases and receptacles for flowers, large round dishes for fruit, wide-mouthed bowls, and cisterns; among smaller objects, pendants for the girdle, hairpins and rings. For the banquet table there are bowls, cups, and ewers for wine; as congratulatory gifts a variety of round medallions and oblong talismans with inscriptions.


     


    Beakers and jugs are provided to be frequently replenished at wine parties, a wine pot with its prescribed set of three cups for bridal ceremonies. There is a statuette of the Buddha of long life to pray to for length of days, a screen carved with the eight immortal genii for Taoist worship. Jui sceptres and fretwork mirror-stands are highly valued for betrothal gifts; hairpins, earrings, studs for the forehead, and bracelets for personal adornment.


     


    For the scholar’s study, the set of three (san shih), tripod, vase, and box, is at hand for burning incense; for more luxurious halls, sculptured flowers of jade and jewels in jade pots are arranged in pairs, displaying flowers appropriate to the current season of the year. Combs of jade are used to dress the black tresses of beauty at dawn, pillows of jade for the divan to snatch a dream of elegance at noon. Rests for the writer’s wrist lie beside the ink pallet, weights are made for the tongue of the dead laid out for the funeral. Rouge pots and powder boxes provide the damsel with the bloom of the peach, brush pots and ink rests hold the weapons of the scholar in his window. The eight precious emblems of good fortune - the wheel of the law, conch-shell, umbrella, canopy, lotus-flower, jar, pair of fish, and endless knot - are ranged on the altar of the Buddhist shrine; pomegranates bursting open to display the seeds, sacred peaches, and Buddha’s hand citrons, appear as symbols of the three all-prayed-for abundances - of sons, of years, of happiness. Linked chains of jade are tokens of lasting friendship, jade seals attest the authenticity of important documents. There are beads for the rosary to number the invocations of Buddha, paper-weights for the writing-table of the scholar, tassel ornaments for the fan screen hiding the face of the coquette, and keyless locks of jade for clasping round the necks of children.


     


    Among other things may be mentioned mortars and pestles for pounding drugs, thumb-rings for protecting the hand of the archer from the recoil of the bowstring, jade mouthpieces for the pipes of tobacco smokers, and jade chopsticks.


     


    The work of the glyptic artist in jadeite, the fei-ts’ui of the Chinese, covers much the same ground, but the objects produced are smaller and rarely measure 30 cm either in height or breadth. Snuff bottles are cunningly cut, cameo fashion, out of pebbles with variegated layers into designs suggested by the natural veining of the stone, and stoppered with buttons of a contrasting tone, fitted underneath in the usual way with little spoons of ivory.


     


    The eighteen small beads and other appendages of the official rosary are preferably made of jadeite, as is the tube for the peacock’s feather worn in the hat of the decorated mandarin, and hairpins of infinite variety, which figure in the headdress both of Manchu and Chinese ladies, next to flowers and butterflies of fei-ts’ui sewn on bands of velvet.
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    The Phoenix Coronet, Empress’s hair

    piece from the Ding Ling Tomb, 1620.


    Gold and precious stones. Ding Ling


    Tomb Tomb 10, Changling.


     


     


    B. - Hard Stones


     


    The subtle attractions of nephrite are not so apparent to the European eye as they are to the Chinese. The purest jade intrinsically possesses neither the brilliancy of rock-crystal, nor the varied colouring of carnelian, nor the rich tints of the sardonyx, nor the luminous iridescence of the onyx and oriental agate. The waxy lustre, which is its peculiar quality, lends, to the most delicate and finished work, a certain vague translucency, which leaves it dull beside the quartz stones with their rich varied tones and vibrating play of colour.


     


    These last stones, it may be added, are by no means unappreciated by the Chinese, who work them on the same treadle bench and in the same lines of glyptic art as jade.


     


    C. - Jewellery


     


    For jewellery of a more decorative character, the Chinese employ most of the technical methods known in the West, and supplement the simple tools at their command with infinite patience and dexterity.


     


    Thus, plates are pressed in moulds, hammered in repousse style, carved in elaborate openwork designs, and finished with the graving tool, to be fashioned into earrings, hairpins, and the many other articles of personal adornment. In the art of filigree work, the Chinese jeweller has attained such proficiency that the craft has become characteristic of the country.


     


    The hair ornament known as the Phoenix Coronet was worn by Chinese royalty during the Ming Dynasty (1368-1644). The elaborately decorated piece is made of silver and gold, with blue enamel work and precious gems and pearls. The piece pictured above was found in a tomb in Beijing.
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    Pictorial panel of red lacquer, 18th c.


    Lacquer. Birmingham Museum of Art,


    Alabama, Birmingham, USA.

  


  
    III. Manufactured materials


     


     


    1 - Porcelain


     


    2 - Enamel


     


    3 - Lacquer


     


    4 - Glass


     


    5 - Snuff Bottles


     


    6 - Dress
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    Double-gourd vase,


    1465-1487. Porcelain,


    height 45cm. Private collection.


     


     


    III. Manufactured Materials


     


     


    1. - Porcelain


     


    Porcelain was certainly invented in China. This is acknowledged in England by the adoption of the word “china” as equivalent to porcelain. Even in Persia, the only country to which an independent invention of the material has been attributed by some writers and where Chinese porcelain has been known and imitated for centuries, the word chini carries a similar connotation.


     


    For the creation of a scientific classification of ceramic products, it may be necessary to define here the distinctive characteristics of porcelain. Porcelain ought to have a white, translucent, hard paste, not to be scratched by steel, homogeneous, resonant and vitrified, exhibiting, when broken, a conchoidal fracture of fine grain and brilliant aspect. These qualities, inherent in porcelain, make it impermeable to water and enable it to resist the action of frost even when uncoated with glaze. Among the characteristics of the paste given above, translucency and vitrification define porcelain best. If either of these two qualities is absent, the material is considered a different kind of pottery. If the paste possess all the other properties, with the exception of translucency, it is stoneware; if the paste is not vitrified, it belongs to the category of terracotta or of faïence.


     


    The Chinese define porcelain under the name of tz’u, a character first found in books of the Han Dynasty (206 b.c. - 220 A.D.), as a hard, compact, fine-grained pottery (t’ao), and distinguish it by the clear, musical note which it gives out on percussion, and by the test that it cannot be scratched by a knife.


     


    They do not lay so much stress on the whiteness of the paste, nor on its translucency, so that some of the pieces may fail in these two points when the fabric is coarse; and yet it would be difficult to separate them from the porcelain class.


     


    Porcelain may be divided into two classes: Hard paste, containing only natural elements in the composition of the body and the glaze. Soft paste, where the body is an artificial combination of various materials fused by the action of the fire, in which a compound called a frit has been used as a substitute for a natural rock.


     


    All Chinese porcelain is of the hard paste variety. The body consists essentially of two elements, the white clay, or kaolin, the unctuous and infusible element, which gives plasticity to the paste, and the felspathic stone, or petuntse, which is fusible at a high temperature, and gives transparency to the porcelain.


     


    It is generally agreed that porcelain was first made in China, but authorities differ widely in fixing a date for its invention. The Chinese attribute its invention to the Han Dynasty when a new character tz’u was coined to designate, presumably, a new substance. The official memoir on Porcelain Administration in the topography of Fou-liang, the first edition of which was published in 1270, says that, according to local tradition, the ceramic works at Hsin-p’ing (an old name of Fou-liang) were founded in the time of the Han Dynasty, and were in constant operation for centuries.


     


    This is confirmed by T’ang Ying, the celebrated superintendent of the Imperial potteries, appointed in 1728, who states in his autobiography that the result of his research shows that porcelain was first made during the Han Dynasty at Ch’ang-nan (Ching-tê-chên), in the district of Fouliang. The industrial environment of the period lends a certain plausibility to the theory, as we know that quantities of glass vessels were being imported at the time from the workshops of Syria and Egypt, and it seems natural that experiments should be made to fabricate something similar at the Chinese potteries.


     


    The eminent Japanese art critic, Kakasu Okakura, in his Ideals of the East, suggests that the alchemists of the Han Dynasty, in their prolonged research for the elixir vitae and the philosopher’s stone, may have somehow made the discovery, and he arrives at the conclusion that “we may ascribe the origin of the wonderful porcelain-glaze of China to their accidental discoveries.”


     


    In the Wei Dynasty (221-264), which succeeded the Han, we read of a glazed celadon ware made at Lo-yang for the use of the palace, and in the Chin Dynasty (265-419), we have the first mention of blue porcelain, produced at Wên-chou, in the province of Chehkiang, the progenitor of the sky-blue glazes tinted with cobalt which afterwards became so famous. The short-lived Sui Dynasty (581-617) is distinguished for a kind of green porcelain (lu tz’u), invented by a President of the Board of Works named Ho Chou, to replace green glass, the composition of which had been lost after its introduction by artisans from Northern India about 424 a.d.


     


    Meanwhile, much progress must have been made in the ceramic production of the province of Kiangsi, as it is recorded in the topography of Fou-liang, referred to above, that in the beginning of the reign of the founder of the Tang Dynasty, T’ao Yü, a native of the district, brought up a quantity of porcelain to the capital in Shensi, which he presented to the emperor as “imitation jade.” In the fourth year (621 a.D.) of this reign, the name of the district was changed to Hsin-p’ing, and a decree was issued directing Ho Chung ch’u and his fellow potters to send up a regular supply of porcelain for the use of the imperial palace.


     


    The simile of “imitation jade” is significant, and almost proves that it must have been genuine porcelain. White jade has always been the ideal of the Chinese potter, whose finished work actually rivals the most highly polished nephrite in purity of colour, translucency, and lustre, while the egg-shell body attains the same degree of hardness (6.5 on Moh’s scale), so that it can be scratched by a quartz crystal, but not by the point of a steel knife.


     


    There are abundant references to porcelain in the voluminous literature of the Tang Dynasty (618-906). The official biography of Chu Sui in the annals recounts the zeal which he showed, while superintendent of Hsin-p’ing, in obeying a decree issued in 707 that ordering sacrificial utensils for the imperial tombs. The Ch’a Ching, a classical book on tea, describes the different kinds of bowls preferred by tea drinkers, classifying them according to the colour of their glaze in enhancing the tint of the infusion. The poets of the time liken their wine cups to “disks of thinnest ice,” to “tilted lotus leaves floating down a stream,” and to white or green jade. A verse of the poet Tu (803-852) is often cited in reference to white porcelain from the province of Ssuch’uan: “The porcelain of the Ta-yi kilns is light and yet strong. It rings with a low jade note and is famed throughout the city. The beautiful white bowls surpass hoar frost and snow.”


     


    The first line of this verse praises the fabric, the second the resonance of the tone, the third the purity of the white glaze.The bowls most highly esteemed for tea were the white bowls of Hsing-chou, now Shun-têfu, in the province of Chihli, and the blue bowls of Yueh-chou, the modern Shao-hsing-fu, in Chehkiang. They both rang with a clear musical note and are said to have been used by musicians, in sets of ten, to make chimes, being struck on the rims with little rods of ebony.


     


    Arab trade with China flourished during the eighth and ninth centuries, when Mohammedan colonies settled in Canton and other seaport towns. One of the Arabian travellers, Soleyman, wrote an account of his journey, which has been translated into French, and which gives the first mention of porcelain outside China. He says: ‘‘They have in China a very fine clay with which they make, vases which are as transparent as glass; water is seen through them. These vases are made of clay.”


     


    The Arabs at this time were well acquainted with glass and could hardly have mistaken the material, so their evidence is of particular value.


     


    Under the Emperor Shih Tsung (954-959) of the Posterior Chou, a brief dynasty established at K’ai-fêng-fu just before the Sung, we have a glimpse of a celebrated production known afterwards as Ch’ai Yao, Ch’ai being the name of the reigning house. The porcelain was ordered at this time by imperial rescript to be: “As blue as the sky, as clear as a mirror, as thin as paper, and as resonant as a musical stone of jade.”
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    Ewer decorated with dragons,


    1465-1487. Porcelain, height 21.6 cm.


    Private collection.
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    Pear shaped vase,


    17th c. Porcelain, height 34 cm.


    Palace Museum, Peking.
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    Porcelain Tea cup,


    17th-18th c. Porcelain, height 6.1 cm.


    National Palace Museum, Taipei.
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    Ewer with arched base,


    1465-1487. Porcelain, height 40.6 cm.


    Private collection.


     


     


    Classification of Chinese Porcelain.


     


    A correct classification should be primarily chronological, and the specimens should be secondarily grouped under the headings of the localities at which they were produced. Thirdly, each group may be subdivided, if necessary, according to the fabric, technique, and style of decoration of the pieces of which it is composed.


     


    a. - The Sung Dynasty (960-1279) and the Yuan Dynasty (1280-1367)


     


    Beginning with the Sung Dynasty, which reigned from 960 to 1279, when it was overthrown by Kublai Khan, the grandson of the famous Genghis Khan and the founder of the Yuan Dynasty, which ruled China until it was in its turn succeeded by the native Ming Dynasty in the year 1368, we have a ceramic period marked generally by the primitive aspect of its productions.


     


    The productions of the Sung Dynasty come generally with glazes of single colours, either of uniform or mottled tint and exhibiting either plain or crackled surfaces. Among the monochrome glazes are found whites of various tones, greys of bluish or purplish tints, greens from pale sea-green celadon to deep olive, browns from light chamois to dark shades approaching black, bright red, and dark purple. Especially notable are the pale purple, often splashed over with red; the brilliant grass-greens of the Lung-ch’uan porcelain, called ts’ung-lü, or “onion-green“ by the Chinese; the yueh-pai, or “clair de lune,” a pale grey-blue, and the deep purple, or aubergine (ch’ieh tzu), of the Chün-chou wares. These last kilns were also remarkable for the brilliance of their yao-pien, or “transmutation“ mottled tints, due to the varied degree of oxidation of the copper silicates in the glaze.


     


    Polychrome decoration at this period was rare, as it consists of different colours applied on biscuit. Painted decoration was still more sparingly employed, although we learn from the Ko ku yao that in the province of Chihli, both the Ting-chou and Tz’u-chou porcelains of the time were occasionally painted with ornamental designs in brown.
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    Blue dish, 1465-1487.


    Porcelain, diameter 27.4 cm.


    Private collection.
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    Jar with design of peony,


    1465-1487. Porcelain, height 14 cm.


    Private collection.


     


     


    Cobalt blue, according to the annals, was brought to China by the Arabs as early as the tenth century, and was first used, probably, in the preparation of coloured glazes, as we know nothing of painting in blue under the glaze until the Yuan Dynasty. The earliest “blue and white” dates from the thirteenth century, when the technical process of painting in cobalt on the raw body of the porcelain seems to have been introduced. The technique was perhaps borrowed from Persia where it had long been used in the decoration of tiles and other articles of faience, although porcelain proper was unknown to the Persians, except as an importation from China.


     


    There were many potteries in China during the Sung Dynasty, but Chinese writers always refer first to four houses of ceramic production (yao) as the most important: Ju, Kuan, Ko, and Ting. The celadon ware of Lung-ch’uan and the flambe faïence of Chun-chou are less prominently featured in record.


     


    The Ju-Yao was the porcelain made at Ju-chou, now ju-chou-fu, in the province of Honan. The best was blue, rivalling, we are told, the azure-tinted blossoms of the Vitex incisa shrub, the “sky blue flower” of the Chinese, and carrying on the tradition of the celebrated Ch’ai Yao of the preceding dynasty, which was made in the same province. The glaze, either crackled or plain, was often laid on so thickly as to run down like melted lard and end in an irregularly curved line before reaching the bottom of the piece.


     


    The Kuan Yao was the “Imperial ware” of the Sung Dynasty, kuan meaning “official,” or “imperial,” and the name is applied to the productions of the imperial potteries at Ching-te-chên. The first manufactory in the Sung Dynasty was founded early in the eleventh century at the capital Pien-chou, the modern K’ai-fong-fu. A few years later, the dynasty was driven southward by the advancing Tartars, and new factories had to be founded in the new capital, the modern Hang-chou-fu, to supply table services for the palace. The glazes of the early Kuan Yao were rich and unctuous, generally crackled, and imbued with various monochrome tints of which yueh-pai, or clair de lune, was the most highly esteemed of all, followed by fên-ch’ing, “pale purple,” ta lu, “emerald green” (literally gros vert), and lastly hui-sê, “grey.” The Hang-chou Kuan Yao was made of a reddish paste covered with the same glazes, and we constantly meet with the description of bowls and cups with iron-coloured feet and brown mouths where the glaze was thinnest.


     


    A curious characteristic of all the above glazes is the occasional blotches of red due to oxidation in the kiln, which contrast vividly with the colour of the surrounding ground. These blotches sometimes accidentally take on the shape of butterflies or some other natural form, and then they are classified as a result of yao-pien, or “furnace-transmutation.” The ordinary Yuan Tz’u, or “Yuan (Dynasty) Porcelain” of Chinese collectors generally resembles the imperial ware of the Sung Dynasty, as it is fashioned in the same way and differs only in comparative coarseness and inferior technique, so that it need not delay us further.


     


    The Ko Yao of the Sung Dynasty was the early crackled ware fabricated by a potter named Chang the Elder, a native of Liu-t’ien, in the jurisdiction of Lung-ch’üan-hsien, in the twelfth century of our era. The early Ko Yao was distinguished especially for its crackling, looking as if it were “broken into a hundred pieces” (po-sui), or “like the roe of a fish” (yü-tzu) - the French truitée. The principal colours of this crackled glaze were fên-ch’ing, or “pale purple,” due to manganiferous cobalt, and mi-sê, or “millet-coloured,” a bright yellow derived from antimony.


     


    Such was the original Ko Yao. The name has since been extended to include every kind of porcelain covered with crackled monochrome glazes in all shades of celadon, grey, and white.
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    Bowl with boys playing, 1465-1487.


    Porcelain, height 9.5 cm.


    Private collection.
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    Pear-shaped vase with

    a pair of ducks, 1465-1487.


    Porcelain, height 37.5 cm.


    Private collection.
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    Vessel. A scene of wedding,


    18th c. Porcelain, height 44.8 cm.


    Shanghai Museum, Shangai.
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    Basin with design of mounted horseman,


    1465-1487. Porcelain, height 15.8 cm.


    Private collection.


     


     


    The Ting Yao was made at Ting-chou in the province of Chihli. The main product was white, but one variety was dark reddish-brown, and another, very rare, as black as lacquer. The white was of two classes.


     


    The first was called Pai Ting, or Fin Ting, and was as white as flour: the second called T’u Ting, and was of a yellowish, clay-like tint. This porcelain, usually of delicate, resonant body and invested with a soft-looking, fluent glaze of ivory-white, is probably more common in collections than any other of the Sung wares. The bowls and dishes were often fired bottom upwards, and the delicate rims, left unglazed, were afterwards mounted with copper rims to preserve them from injury. Some were clothed in plain white, the glaze collecting outside in tear-drops; others had ornamental patterns finely engraved in the paste; a third class was impressed inside with intricate and elaborate designs in pronounced relief, the principal ornamental motifs being the tree peony, lily flowers, and flying phœnixes.


     


    The Limg-ch’iian Yao, which is also notable, is the far-famed celadon ware made at this time in the province of Chekiang, the ch’ing tzu, or “green porcelain,” par excellence of the Chinese, the seiji of the Japanese, the mariabani of the Arabs and Persians. The Lung ch’üan porcelain of the Sung Dynasty is distinguished by its bright grass-green hue, which the Chinese liken to fresh onion sprouts, a more pronounced colour than the greyish-green, or “sea-green,” of later celadons.


     


    The Chün Yao was a kind of faience made at Yü-chou, in the province of Honan. The glazes were remarkable for their brilliancy and for their manifold varieties of colour, especially the transmutation flambés, composed of flashing reds and passing through every intermediate shade of purple to pale blue, which have hardly been equalled since.


     


    b. - The Ming Dynasty (1368-1643)


     


    The Ming Dynasty is famous in the annals of Chinese ceramic art, which made such great advances under its rule that in the reign of Wan Li, as the native writers say, there was nothing that could not be made of porcelain. The censors of the time indited a series of urgent protests against the expenditure by the emperor of so much money on mere articles of luxury, which are preserved in the ceramic archives. The court indents were truly conceived on a magnificent scale: 26,350 bowls with 30,500 saucer-dishes to match, 6,000 ewers with 6,900 wine-cups, and 680 large garden fish bowls costing forty taels each were requisitioned, among a number of other things in the year 1554.


     


    These indents, taken from the archives of Ching-tê-chên and all dated, are a mine of exact knowledge for the investigation of glazes and styles of decoration, now that Chinese ceramic terminology is becoming better known. In the year 1544, for example, we find an order for 1,340 table services of twenty-seven pieces each; 380 to be painted in blue on a white ground with a pair of dragons surrounded by clouds; 160 to be white, with dragons engraved in the paste under the glaze; 160 coated in monochrome brown of fond laque, or “ dead leaf” tint; 160 monochrome turquoise-blue; 160 coral or iron-red (fan hung), instead of the copper-red (hsien hung) of the grand feu previously required; 160 enamelled yellow; and 160 enamelled bright green.


     


    In the face of these documents, it is no longer permissible to stigmatise any of the above single colours as subsequent inventions, although Père d’Entrecolles did so in the case of the fond laque, the tzu-chin (or bruni) of the Chinese, a glaze affording all shades of brown from chocolate to “old gold.”


     


    Hung Wu, the founder of the Ming Dynasty, rebuilt the imperial manufactory at Ching-tê-chen in the second year of his reign (1369), and the production was concentrated at this place and gradually developed under the direct patronage of the later emperors.
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    Blue and white jar, 17th c.


    Porcelain, height 77 cm.


    Palace Museum, Peking.
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    Moonflask with Design of Dragons,


    1465-1487. Porcelain, height 27.3 cm.


    Private collection.

  


  
    [image: ]


     


    Bottle vase with design of fruits,


    1465-1487. Porcelain, height 38.5 cm.


    Private collection.


     


     


    From this period on, artistic work in porcelain became a monopoly of Ching-tê-chen, in the province of Kiangsi. All the older glazes of repute were reproduced here in succession, and many newer methods of decoration have been invented and distributed from its kilns throughout China and sent by trade routes to all parts of the non-Chinese world. The other factories have either disappeared altogether or degenerated to provide a coarser ware adapted only for local consumption.


     


    The one exception to this general rule is the factory of Têhua, in the province of Fuchien (Fuhkien), where the white Chien Tz’u is produced. The potteries were established here early in the Ming Dynasty. Their characteristic production is the pai tz’u, the “white porcelain“ par excellence of the Chinese, the blanc de Chine of the older French ceramic writers. It differs widely from other Oriental porcelain, the paste of smooth texture being of a creamy-white tint resembling ivory, while the rich thick glaze, which has a satiny aspect, like the surface of soft paste porcelain, blends closely with the paste underneath.


     


    During the Ming Dynasty, these potteries were celebrated for their well-modelled images of Buddhist divinities, such as Maitreya, the coming Buddha; Avalokitesvara, the Goddess of Mercy; the Buddhist Saint Bôdhidharma; the immortals of the Taoist cult and many others.


     


    The decoration of Chinese porcelain in under-glaze cobalt blue, as well as in under-glaze copper red, both colours of the grand feu, was already in full vogue in the first half of the fifteenth century, during the reign of Hsüan Tê. The adoption of enamels identical to those used in cloisonné enamelling on metal was a later development of the art.


     


    The enamel colours were first employed as ground washes to relieve and heighten the blue, then used in combination, until they gradually predominated in the scheme of coloured decoration typical of the reign of Wan Li, which was generally known to the Chinese as that of the “Wan Li Five Colours.”


     


    Large quantities of Chinese porcelain were made for exportation in the kilns of Jingdezhen in Jiangxi Province and traded through south-east Asia and by an overland route through Turkey and into Europe.


     


    In 1557, the Portuguese established a trading base in Macau, in southern China, and began to deal in porcelain. As much of this porcelain went directly to Lisbon, it was still extremely rare and highly prized in England, although the activities of English pirates did increase the supply somewhat. The founding of the Dutch East India Company in 1602 led to greater quantities of porcelain entering the market, with a consequent drop in its status and value.


     


    The octagonal melon-shaped wine-pot in the Museum collection decorated with Chinese boys playing and conjuring is mounted in Elizabethan silver-gilt with hallmarks of the year 1585.


     


    Pictured nearby is a porcelain ewer of not especially high quality. It was made in Jingdezhen, a city in central southern China that mass-produced thousands of similar pieces. Some were for the home market and some for export. Chinese porcelain was an exotic and highly valued product in 16th-century England. Porcelain was often considered in the same way as such natural curiosities as ostrich eggs, nautilus or trochus shells, serpentine (a hard green stone), coconut or gourd cups, and given expensive silver or gold mounts. Many people were still not certain what it was. Some said it was a precious stone, or a composite material made from crushed shells. The possession of such items made of hard, white, translucent material and decorated in fine detail, denoted wealth and high social standing. For this reason such ‘exotica’ were often enhanced with metal mounts.


     


    This bowl is made of Jia Jing porcelain painted with underglaze blue peonies and fish. The silver-gilt mounts are of high quality, chosen to enhance the value of the piece. It would have made a handsome sideboard ornament or could have been part of a collector’s “cabinet of curiosities.” By tradition, this bowl was a gift from Philip the Fair, Duke of Burgundy (1478-1506), and his wife Joanna ‘the Mad’ to Sir Thomas Trenchard of Wolverton, Dorset, in gratitude for his hospitality after their ship was wrecked off Weymouth in 1506. In fact, we can tell from the date of the mounts and of the porcelain that it reached England much later, during Elizabeth’s reign (1558-1603), probably as part of a load of porcelain seized from a Spanish ship.
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    Bottle with design of dragons,


    1465-1487. Porcelain, height 46.5 cm.


    Private collection.
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    Blue and white Porcelain Bowl, 1599-1600.


    Porcelain, height 13.9 x diameter 23.6 cm.


    Victoria and Albert Museum, London.


     


     


    c. - K’ang Hsi Period, extending from the fall of the Ming Dynasty through the reign of K’ang Hsi (1644-1722)


     


    The brilliant renaissance of the art which distinguishes the reign of K’ang Hsi is shown in every class: in the single-coloured glazes, “la qualité maîtresse de la céramique”; in the painted decorations of the grand feu, of the jewel-like enamels of the muffle-kiln, and of their manifold combinations; in the pulsating vigour of every shade of blue in the inimitable “blue and white.”


     


    Lang T’ing-tso was viceroy of the united provinces of Kiangsi and Kiangnan in the beginning of the reign, and his name has come down to distinguish two glazes, both derived from copper silicates: the rare apple-green Lang Yao, and the still more celebrated ruby-red Lang Yao, the sang de bœuf of the French, which was really a revival of the “sacrificial red” glaze of the reign of Hsüan Tö and a precursor of the costly peach bloom, or peau de pêche, which was fired from the same elements later in the K’ang Hsi Period.


     


    The brilliant renaissance of ceramic art during the reign was mainly, however, due to Ts’ang Ying-hsüan, a secretary of the Metropolitan Board of Works, who was appointed in 1683 to be superintendent of the imperial factories of Ching-tê-chên, which had lately been rebuilt. For all the new monochrome glazes introduced under his rule and for his other ceramic triumphs, there are many books on Chinese porcelain available for reference, which also describe the characteristics of the famille verte which pervades the reign, and of the famille rose which ushers in its close.
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    Blue and white porcelain wine pot with

    Elizabethan silver-gilt mounts of the year 1585,


    1560-1585. Porcelain, height 25.6 cm.


    Victoria and Albert Museum, London.


     


     


    d. - Yung Chêng and Ch’ien Lung Period (1723-1795)


     


    The two reigns of Yung Chêng and of his celebrated son, Ch’ien Lung, who succeeded his father in 1736, are taken together on account of the general similarity of their ceramic productions. Ching-tê-chên and its imperial manufactory still monopolise our attention, its official directors being Nien Hsi-yao, who was appointed to the post early in the reign of Yung Chêng, and Tang Ying, who was made assistant-director in 1728, became director in 1736, and retained sole charge up to 1749, when a successor was appointed, of whom we know nothing but his name.


     


    Tang Ying was a prolific writer, as well as an enthusiastic cultivator of the ceramic art, and much of our exact knowledge is due to his pen. The two directors devoted their powers to the reproduction of archaic wares, specimens of which were sent down from the palace at Peking for the purpose, as well as to the invention of novel methods of decoration. The Chinese classify them in order under the distinctive headings of Nien Yao and Tang Yao.
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    Tang style amphora,


    1680-1735. Porcelain, 51.8 cm.


    Palace Museum, Peking.
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    Vase with butterflies and peach branches,


    1680-1735. Porcelain, 38 cm.


    Palace Museum, Peking.
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    Flask with dragons, 18th c.


    Porcelain, height 49.5 cm.


    Palace Museum, Peking.


     


     


    2. - Enamels


     


    Enamelling has been described by enthusiastic admirers as the “master art craft of the world.” An enamel may be best defined for the purposes of this chapter as a vitreous glaze, or combination of vitreous glazes, fused to a metallic surface. When enamelling is artistically employed, it is usual to speak of the finished works of art as “enamels” and this usage is followed here.


     


    Cloisonné enamels, or cell enamels, are made by soldering to the metal foundation a narrow band or ribbon of copper, silver, or gold, following all the intricacies of the decoration, so as to parcel out the field into as many cells or cloisons as there are colours to be filled in. The cloisons map the surface about to be decorated into a trellis-work of metal, and the craftsman proceeds to fill the cells with the moistened enamel colours, which have been previously ground down to a fine powder. The piece is usually fired in the open courtyard, protected only by a primitive cover of iron network, the charcoal fire being regulated by a number of men standing around with large fans in their hands. Several firings are necessary to fill up the cells completely and to avoid pitting of the surface, which must then be patiently polished with pumice stone and thoroughly cleaned with charcoal. Finally, the copper at the foot and lips of the vase has to be gilded, as well as that of the free edge of the metal bands which runs all over the field like a network of threads defining the details of the decoration in coloured enamels.


     


    Champlevé enamels, or pit enamels, are also known sometimes as “imbedded,” to distinguish them from cloisonné enamels, which are defined again as “incrusted.” In champlevé enamels, the cell walls inclosing the enamel colours are fashioned in the ground of the bronze itself, being either modelled in the original casting, or subsequently hollowed out with graving tools. The art of imbedding enamels is more primitive in most parts of the world than that of incrustation, and some of the most ancient pieces in China certainly belong to the former class, but we have no data to fix the exact period of its introduction.


     


    The strange-looking object which looks at first like a sarcophagus is an ice-chest from the Chinese summer palace, fashioned to hold block-ice to keep the air cool in the hot season. It is held up by two kneeling, turbaned figures with protruding eyes and perforated ear lobes and surmounted by a grotesque lion of gilded bronze. The cover is pierced with a gilded band of dragons in pursuit of flaming jewels with a circular shou character on either side. The floral scrolls which cover the rest of the surface, as well as the dress of the supporters, are conventional sprays of the Hsi fan lieu, or Indian lotus, designed in the ornate style of the Ch’ien Lung period.


     


    Painted enamels on copper are generally known to the Chinese as Yang Tz’u, literally “foreign porcelain,” indicating the introduction of the art from abroad. They are also often known as “Canton enamels,” the city of Canton being the great centre of their manufacture. Porcelain as well as copperwas decorated in the workshops of Canton, brought overland “in the white” from Chingte-chên, to be painted with the same palette of enamel colours. But this, curiously, is not called Yang Tz’u; it is known by the distinctive name of Yang Ts’ai, literally “foreign colours,” the word porcelain being understood.
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    Blue and white porcelain flask,


    1736-1795. Porcelain, height 47 cm.


    Asian Art Museum, San Francisco.
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    Vase of celadon porcelain,


    18th c. Porcelain, height 42 cm.


    Baur Collections, Geneva.
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    Porcelain vase with maroon glaze,


    18th c. Porcelain, height 25.5 cm.


    Tokyo National Museum, Tokyo.
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    Porcelain vase with enamel decoration,


    1736-1795. Porcelain, height 32.4 cm.


    Asian Art Museum, San Francisco.
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    Vase with birds, 18th c.


    Porcelain, height 63 cm.


    Private collection.
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    Gourd shaped vase

    decorated with bats, 18th c. Porcelain,


    height 33.3 cm. Palace Museum, Peking.
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    Dish painted in twelve colours,


    1661-1722. Enamel, diameter 17.2 cm.


    Palace Museum, Peking.


     


     


    The Chinese technique of painting enamels on copper is similar to that of Limoges enamels in France. Limoges enamels were actually taken to China by early French missionaries to be copied, and the decorative motifs used in the Chinese enamels often betray signs of their influence.


     


    The epoch refered to is that of Louis XIV, who was a contemporary of the Emperor K’ang Hsi. From 1685 to 1719, during the period of the Compagnie de la Chine founded by Mazarin, table services and a quantity of other objects bearing the arms of France and de Penthièvre, among others, were commissioned by the French to be executed at Canton. Many similar commissions were sent out about the same time for services of “armorial china” from England, Holland, and other countries, which were crafted with conscientious care by the Cantonese workmen and brought to Europe on the ships of the Dutch and English East India Companies.


     


    The Chinese themselves consider copper a far less noble object for the art of the decorator than porcelain. The copper body, however thin, gives out a metallic ring when struck, instead of the clear musical note produced by porcelain.


     


    The surface, moreover, is rarely flawless, and the colours, brilliant as they may be, have a garish quality. These traits make copper enamels less pleasing to the Chinese, and they find them appropriate only for the decoration of the inner apartments.


     


    The author of the Wên fang ssu ka’o, a well-known book on the apparatus of a writer’s study, published in 1782, speaking of the Yang Tz’u, says:


     


    “One often sees incense-urns and flower vases, wine-cups and saucers, bowls and dishes, ewers for wine, and round boxes for cakes and fruit, painted in very brilliant colours; but, although vulgarly called porcelain, these things have nothing of the pure translucency of true porcelain. They are only fit for use as ornaments of ladies’ apartments - not at all for the chaste furniture of the library of a simple scholar.”


     


    Enamel painting on copper was stigmatised from its introduction as a foreign art by the Chinese, and it has never taken firm root in the country. Even in Canton it has gradually died out, so nothing of any importance has been produced since the reign of Ch’ien Lung, which ended in 1795. All the specimens pictured here were therefore created prior to this date.


     


    This water jug, like many other pieces evidently belonging to this reign, has the fictitious mark, under its foot, of Ta Ming Ch’ êng Hua nien chili. “Made in the reign of Ch’êng Hua of the Great Ming.” It is a typical example of the san ts’ai, or “three-coloured,” decoration on biscuit of a fish-shaped water pourer, which is painted with the brownish-purple, green, and yellow enamels of this genre. This jug was a water-pourer, a writing implement that a Chinese scholar could not do without. In ancient China, scholars wrote with brushes, producing ink by grinding an ink-stick on an ink-stone and occasionally adding small amounts of water.
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    Ice box, 18th c.


    Cloisonné Enamel, Length 117 cm.


    Victoria and Albert Museum, London.


     


     


    3. - Lacquer


     


    Lacquer is one of the earliest industrial arts, and has been a prized material of the Chinese for at least 3,000 years, but we have no exact records of its origin, nor of how it developed from a mere preservative coating for woodwork to its culminating point as a medium for artistic work of the highest order.


     


    Lacquer is not like our copal varnish, an artificial mixture of resin, fatty oils and turpentine, but a ready-made natural product. It is obtained mainly from the Rhus vernicifera, the lac tree or ch’i shu of the Chinese, which is cultivated throughout Central and Southern China for the purpose. This tree, when the bark is cut or scored with a pointed bamboo scalpel, exudes a white resinous sap, which rapidly turns black when exposed to the air. The sap is drawn from the tree during the summer at night, collected in shells, and brought to market in a semi-fluid state or dried into cakes. The raw lac, after pieces of bark and other accidental impurities have been removed by straining, is ground for some time to crush its grain and give it a more uniform liquidity. It is then pressed through hempen cloth and becomes a viscid, evenly flowing liquid ready for the lacquerer’s brush.
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    Charcoal stove, 18th c.


    Cloisonné Enamel, height 83 cm.


    Palace Museum, Peking.
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    Mandala, 18th c.


    Cloisonné Enamel, height 56 cm.


    Palace Museum, Peking.
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    Enamelled tea pot,


    1662-1722. Porcelain, height 8.8 cm.


    National Palace Museum, Taipei.
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    Porcelain plate enammeled,


    1662-1722. Porcelain, width 25.1 cm.


    Percival David Foundation of


    Chinese Art, London.
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    Bowl enamels, 1723-1735. Porcelain,


    width 14.4 cm. Staatliche Museen, Berlin.


     


     


    There are three processes in the manufacture of lacquer. The first is the preparation and coloration of the lac; the second is its application by spatula and brush in successive layers, never fewer than three or more than eighteen, each layer permitted to dry before the next is applied; the third is the decoration of the lacquered surface with artistic designs painted with the brush, worked in sensible relief, or carved and modelled in the soft ground before it has cooled. Wood is the usual basis of lacquered articles, well seasoned and carefully prepared, so that the shaped object is sometimes as thin as a sheet of paper. Any joints or accidental cracks are filled in with a lute composed of chopped hemp and other materials, then a sheet of blackberry bush paper or silk gauze is pasted on, coated with a mixture of burnt clay and varnish, and the surface is smoothed down with a whetstone.


     


    The process of lacquering now commences, but the numerous details connected with the applying, polishing, and drying of the different layers of lac until the final coat is reached need not be described here. They are the work of the skilled artisan, whose business it is to produce a smooth, dark-gray, lustrous background for the superstructure of decoration which has yet to be added by the artist. The artist having selected for the motif of his design a landscape, birds and flowers, fishes and waterweeds, or a figure scene, outlines it with a paste of white lead, fills in the details with gold and colours, and superposes a coat of transparent lacquer. If parts of the design are to be in relief, they are built up with a putty composed of lacquer, coloured and tempered with other ingredients. In all fine lacquers, gold figures so largely in the decorative scheme that the general impression is one of glow and richness. The finest gold lacquers are left undecorated and owe their beauty to a multitude of tiny metallic points shining from the depths of a pellucid ground.


     


    The raw lac is coloured with a variety of materials in China, used singly or in combination. The finest transparent, yellow lac, called chao ch’i, used as a medium for metallic gold in imitations of aventurine and other grounds and by the decorators as a final coat for their pictures, is coloured with gamboge. Another yellow, the hua chin ch’i, “painters’ golden lacquer,” of amber tone, which is chiefly used to mix with pallet colours, owes its tint to an addition of pig’s-gall and vegetable oil. The best red lacquer is chu ch’i, “cinnabar lac,” made by grinding native cinnabar (chu sha) with the raw lac; an inferior red colour is produced by the substitution of sulfate.
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    Vase with enamel decoration,


    1736-1795. Porcelain, height 52 cm.


    British Museum, London.
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    Fish-shaped porcelain water pourer,


    1662-1722. Porcelain painted, 13.3 cm.


    Victoria and Albert Museum, London.
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    Incense burner, 1750-1800.


    Cloisonné enamel, height 100 cm.


    British Museum, London.


     


     


    The many varieties of black lacquer, hei ch’i, are all prepared by adding iron sulphate, or iron filings mixed with vinegar in different proportions, to the purified raw lac, and stirring the mixture to expel the excess of water. Different grades of chestnut brown, li sê, are made by mixing together the cinnabar and black lacquers. Golden yellow, chin sê, is made with powdered gold, or its brass substitute; silvery white, yin sê, with silver dust. A greenish-yellow is derived from orpiment, the yellow sulphide of arsenic; a deeper and fuller green by the mixture of orpiment with indigo from the Polygonum tinctorium; a carmine red from the safflower, the Carthanms tinctorius; blacks from different kinds of charcoal, animals and vegetables. The inner layer of the haliotis shell furnishes mother-of-pearl for inlay of iridescent plates and for flecks of glistening dust. Gold, gold alloy of graded silver tone, and tin foil are also among the materials commonly used for incrustation.


     


    Chinese lacquer is divided into two classes : painted lacquer, hua ch’i, and carved lacquer, tiao ch’i. Carved lacquer was made principally at Peking and Soochou, but nothing of any artistic value has been produced at either of these places since the reign of Ch’ien Lung. Both kinds of lacquer are occasionally inlaid, or incrusted, with mother-of-pearl, ivory, jade, lapis lazuli, and other materials.


     


    Canton has long been celebrated for its lacquer. The Arabian traveller Ibn Batuta, who was in Canton around 1345, noticed the lacquer made in the city at the time. He admired its lightness, brilliancy, and solidity, and told us that it had already been exported in large to India and Persia.


     


    Today, the successive coats of lac are applied too hurriedly, so modern work is not remarkable for its solidity. The chief aim of the modern artist seems to be to cover the whole surface with figures and floral scrolls, brushed on with gold and silver, so that the decoration is profuse and over-elaborate rather than artistic in its character. The ground is often nearly black, and the gold used in the decoration is toned down to a paler shade when required by alloying the precious metal with silver.


     


    The second kind of lacquer is the carved lacquer tiao ch’i. The finest specimens of this carved work having been the productions of the imperial factories in the palace at Peking, it is commonly known to collectors as “Peking lacquer.” The prevailing colour is a vermilion red derived from finely ground cinnabar, the red sulphide of mercury found in many parts of China, hence the alternative name of “cinnabar lac,” which is often applied to it.


     


    The Emperor Ch’ien Lung had a special fancy for carved lac and commissioned various objects for the palace during his reign: large screens, fêng-p’ing, with twelve folds 2.5 m high; spacious couches or divans, ch’uang, fitted with small tables; larger tables and chairs of formal outline for the reception hall; and an infinite variety of smaller objects, useful and ornamental. Some of the finest of the small art objects produced in his reign were chiselled in a soft buff-coloured lac; in other works, the buff was used in a patterned background as a foil for the principal decoration which was made to stand out effectively in vermilion relief.


     


    In some cases, the ground of cinnabar lac is covered with several shades of brown applied in even layers, and the crust is carved with a sharp knife while still warm, resulting in several distinct layers of colour in the finished work.


     


    The Emperor Ch’ien Lung had a series of pictures carved in this style in 1766, with battle scenes commemorating the victories of his generals in Eastern Turkestan, some of which have found their way to European collections.


     


     


    4. - Glass


     


    The Chinese themselves do not claim the invention of glass, and there is no reason to attribute any great antiquity to its manufacture in their country. There are two Chinese names for glass : P’o-li, applied to colourless, or nearly colourless, transparent varieties; and liu-li, applied to opaque varieties of all shades of colour, including coloured glazes used in the fabrication of tiles and architectural ornaments, as well as enamels for cloisonné and painted work on copper and porcelain.


     


    Both of these names may be traced back to Sanskrit, occurring frequently in early Buddhist books, and confirming the derivation of the art from foreign sources. Po-li, also written occasionally p’o-ti, comes from the Sanskrit sphatika, which seems originally to have meant “rock crystal.” Liu-li is a contraction of pi-liu-li, otherwise fei-liu-li, which is a transliteration of vaidurya, the Sanskrit name of lapis-lazuli. The names are applied in the older Chinese books to obsidian or natural glass, to amethysts and other varieties of rock crystal, and to various semi-precious stones besides lapis-lazuli, but the secondary sense of “glass” is universally understood in the present day, and the only one that concerns us here.


     


    The Chinese records of the Han Dynasty (206 b.c. - 220 A.D.) give the earliest account of the Roman empire under the name of Ta Ch’in, by which it was then known to the Chinese, and refer to the importation of glass among other products brought to the Far East at this period, when trade was carried on by land as well as by sea. The coloured and variegated glass vessels imported into China seem to have come from the glass works of Alexandria, which we know from Strabo and Pliny was the great centre of manufacture at the time.
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    Lacquered cranes and serpents,


    4th B.C. Lacquer, height 132.2 cm.


    Cleveland Museum of art, Cleveland.
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    Carved red lacquerware vase,


    1359-1424. Ceramic ware, height 16.4 cm.


    National Palace Museum, Taipei.


     


     


    The Wei Luo, a Chinese historical work based on the records of the three kingdoms of the period 221-264 a.D., enumerates ten colours of opaque glass (liu-li) imported from the Roman Empire at this time: carnation, white, black, green, yellow, blue, crimson, azure or grey-blue, red and purplish brown.


     


    These records tell us that the Chinese became well acquainted with glass around the time of the Christian era. It was not, however, until the fifth century that they learned how to make it, according to precise data furnished by the historians both of Northern and Southern China, as the country was divided into two kingdoms at the time.


     


    According to the northern history, Pei Shih, it was during the reign of T’ai Wu (424-452) of the northern Wei Dynasty that traders came to the capital of Wei from the country of Ta-yueh-ti, the Indo-Scythian kingdom on the north-west borders of India, claiming that, by fusing certain minerals, they could make liu-li of various colours. They found the materials required in the mountains near the capital and made glass there which surpassed in colour and brilliancy any brought from the West. The historian adds that after this time, glass became very much cheaper in China.


     


    The southern histories accredit Wen Ti of the Sung Dynasty, 424-454 a.D., the contemporary and rival of the above T’ai Wu, with introducing the craft to China and bringing it by the sea route from the Roman empire of the east to the Sung capital, the modern Nanking. They say that the sovereign of Ta Ch’in sent to the Emperor Wen Ti of the Sung a large variety of presents made of glass of all colours; and, some years later, a workman in glass who was able to change in the fire stones into crystal, and who taught his secret to his pupils, whereby great glory was acquired by all those coming from the West.


     


    The glass industry, established in two separate localities in the ways described above, has been carried on with indifferent success ever since.


     


    We are told of mirrors 30 cm in diameter made of green glass (lü po-Ii), and liu-li burning glasses for lighting touch-paper and drawing “pure fire” from the sun, both imported from Indochina; of large, brown, globular bowls, light as goose-down, and of wine coloured lanterns clearer than the best native horn lanterns, brought from Korea. The Chinese themselves are said to have made bowls and wine cups of imitation crystal (chia shui-ching), and to have copied small objects of art carved in jade, agate, and other hard stones in the new and cheaper material, appropriately tinted.


     


    The Chinese have, however, always been comparatively careless in the manufacture of glass, preferring their own ceramic wares, unlike the Romans, whose glass was superior to the Samian ware, their best pottery.


     


    When the Arabs settled in the coast towns of southern China in the ninth and tenth centuries, a certain renewal of interest was paid to the art, but it was transient. A single possible relic has been preserved in Japan in the treasure of Nara, the ancient capital of the Mikados, which is said to have been deposited there in the eighth century and entered in the original list of the time. It is an ewer of colourless glass about 30 cm with a coloured glass cover, and it is in all probability of Chinese make, fashioned by the artist along Persian lines.


     


    A glass factory was established in the palace at Peking in the year 1680, among the ateliers founded by the Board of Works under the patronage of the Emperor K’ang Hsi. A good number of vases were made every year, some requiring great labour because nothing was blown; but the manufactory was only an appendage to the imperial magnificence, and the production was intended only for the use of the palace and for imperial presents.
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    Lacquerd box, 100 B.C.


    Lacquer, height 21.5 cm.


    Private collection.
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    Lacquer panel painted in gold,


    early 19th c. Lacquer, height 203 cm.


    Museum für Kunsthandwerk,


    Frankfurt-am-Main.


     


     


    The productions of the imperial factory are generally known as kuan liao, or “imperial glass.” They comprise all varieties of work, including monochrome pieces coloured in mass, pieces made of layers of different colour superimposed and subsequently carved, and pieces of either clear or opaque white material, decorated with painted designs in translucent enamels.


     


    A director of the imperial factory named Hu became celebrated for the excellence of his work in the beginning of the reign of Ch’ien Lung, and some of his pieces were sent down to Ching-tê-Chên to be reproduced by Tang Ying in porcelain, which was considered by the emperor to be a more noble material than glass. The studio name of Ku Yüeh Hsüan, “Chamber of the Ancient Moon,” was adopted by Hu, by the curious conceit of splitting his surname into its two component parts (ku yueh), and this is often inscribed on his work as a trademark, pencilled underneath a piece in red or in one of the other enamel colours used in the decoration of the piece.


     


    Hu produced two kinds of glass: a clear glass of greenish tint with an embossed decoration executed in coloured glazes of soft tone; and an opaque white glass, engraved with etched designs, or decorated with brushwork in colours. The former is most highly appreciated by Chinese collectors today, and the latter was the type copied in porcelain. The articles manufactured were usually of small dimensions, such as vases for single flowers, snuff bottles, wine cups, brush washes for the artist, and pendants.


     


    Occasionally, the ground emerges crackled after the firing necessary to fix the enamel colours. The alkali, which is an essential ingredient of glass, is generally furnished by nitre, which forms as an efflorescence on the soil of the plains of Northern China. Ferns are also burnt for the purpose, and potash is obtained by lixiviating the ashes, hence their common name of litt-li-tsao, or glass plants. On the seacoast, soda is used instead, extracted from the ashes of seaweeds.


     


    The other ingredient, silica, is supplied by sand, or, in a purer state, by pounding quartz rocks mined in the neighbouring hills. The body is coloured by the addition of small percentages of mineral oxides to the mass. The three most common colours are the deep, purplish blue derived from a combination of cobalt and manganese silicates, the rich green afforded by copper silicate, and the imperial yellow approaching the full tint of an egg yolk, obtained from antimony.


     


    A brilliant sang de boeuf red is obtained from copper mixed with a deoxidising flux, and a charming turquoise blue of softest tone from the same element in the presence of an excess of nitre. Opaque white owes its tint to arsenic, iron gives a grey-green celadon as well as dark, brownish reds, while gold affords graded rose pinks deepening to crimson. The intensity and purity of the colouring can make the material appear like a hard stone, a flawless oriental agate. The Chinese are skilful in fusing together glasses of different colours, either without mingling them, or by introducing into the mass itself one of the component materials in the form of spots, veins, or ribbons.


     


    All the technical processes, in fact, used in the West in the working of glass have been employed in their turn in China. Blowing, pressing, and casting in moulds have long been known in the east. But it is by cutting, and especially by deep chiselling and undercutting of pieces made of several layers of different colour that the Chinese have created their most original productions. In this technique, they have attained a surety of touch, refined taste, and the perfect finish of fine craftsmanship.


     


    Chinese carvers in glass have always been inspired by glyptic work in jade and other hard stones, and they use the reciprocating treadle wheel and all the other lapidary tools. Their work in these lines is comparatively easy, as no glass is so hard as nephrite, jadeite, and rock crystal, not to mention precious stones like the ruby and emerald, which are also sculpted into small images of Buddha and other icons by the Chinese lapidary working with the same lapidary tools.


     


    The glass objects made by the Chinese are generally of small dimensions, not larger than the jadeite or agate carvings which are posed as models. The ground is either translucent or opalescent, and it is tinted to give an illusory resemblance to the model of which it is a counterfeit presentment; to be detected only by a minute examination, or by tapping it, in Chinese fashion, with the fingernail, so that its characteristic ring may betray it.


     


    The little vases and shaped cups and dishes that are often moulded in this material are intended to stand beside the ink palette of the scholarly writer, and are specially designed to please his fancy. They are fashioned in the shape of an egg, of a magnolia blossom, or of a tilted lotus leaf, and decorated in relief on the outside, with an archaic dragon, a phœnix, a spray of prunus or some other emblymatic flower, or with an appropriate monogram or sacred Buddhist or Taoist symbol.
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    Vase - red glass, 1700-1800. Glass,


    height 48.9 cm. The Corning Museum


    of Glass, Corning, NewYork State.
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    Blue bowl, 1723-1735.


    Glass, diameter 17.3 cm.


    Asian Art Museum,


    San Francisco.
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    Glass bottles

    (Qing Dynasty), 1644-1912. Glass.


    Victoria and Albert Museum, London.
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    Fish-shaped snuff bottle, 18th c.


    Glass, 7.5x3 cm. Palace Museum, Peking.
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    Peacock tail shaped snuff bottle, 18th c.


    Enamel on copper, 4.6x3.7 cm.


    Palace Museum, Peking.
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    Gourd-shaped snuff bottle, 18th c.


    Glass and painted enamel, 6.4x3.2 cm.


    Palace Museum, Peking.
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    Snuff bottle with mask designs,


    1700-1900. Glass, height 6.7 cm.


    Field Museum, Chicago.
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    Ivory snuff bottle carved with Lohan figures,


    1750-1850. Ivory, height 7.6 cm.


    Private collection, England.
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    Green overlay white glass snuff bottles,


    1800-1850. Glass, height 5.7 cm.


    Seattle Art Museum, Seattle.


     


     


    5. - Snuff Bottles


     


    Snuff is powdered tobacco, usually blended with aromatic herbs or spices. The habit of snuff taking spread to China from the West during the 17th century and became established in the 18th century. People generally carried snuff in a small bottle. By the 20th century, these bottles had become collectors’ items, owing to the great variety of materials and decorative techniques used in their production.


     


    Snuff bottles are more varied in their sculptured designs than the scholar's tools, being decorated according to the fancy of the glyptic artist, with flowers, animals, familiar scenes, or landscapes, lightly projected on a ground of contrasted shade.


     


    A snuff bottle of plain glass is occasionally painted by hand with the picture pencilled in sepia or filled in with colours.


     


    In this case, the colours are painted on the inside to preserve them from friction. The execution of the brushwork through the narrow opening of the bottle on the inner surface of the glass is a marvel of skill and patience triumphing over self-imposed restrictions, such as only a Chinese artist could delight in and bring to a successful result.


     


    The technique of these little bottles is the same as that of the celebrated Portland vase in the British Museum, which dates from classical times and is undoutedly a production of the school from which the Chinese learned their first lesson, whether directly or indirectly.


     


    However, carved glass objects of such large size as the Portland vase are very rare in China. The smallest pieces of old work, when artistically finished, are costly enough.


     


    The most highly appreciated of these are carved, cameo-fashion, in many jewel-like tints, the coloured glasses being dotted in molten drops over the field, to be shaped afterwards on the lapidary’s wheel into the general, detailed scheme of decoration.
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    Porcelain snuff bottle,


    18th c. Snuff bottle, height 7 cm.


    National Palace Museum, Taipei.
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    Porcelain snuff bottle carved

    with flower design, 19th c. Snuff bottle,


    height 7.3 cm. Seattle Art Museum, Seattle.
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    Lacquer snuff bottle, 18th c.


    Snuff bottle, height 6.8 cm.


    National Palace Museum, Taipei.


     


     


    6. - Dress


     


    Silk is by far the most important material used in China, where many species of wild silkworm are used, in addition to that of the common mulberry-feeding species, the Bombyx mori.


     


    The art of sericulture originated in China, and its origin is traced back by the Chinese to the most ancient times. The Empress Hsi Ling Shih, wife of Huang Ti, is said to have introduced the art of rearing silkworms three thousand years ago, and the invention of the loom is generally attributed to her.


     


    The Chinese name is chin, a character compounded of “silk” and “gold” because, they say, the labour expended on it makes it as costly as gold.


     


    The Chinese name for embroidery is hsiu, which includes all kinds of work executed with the needle, where the designs are filled in with coloured silks, in connection occasionally with gold and silver.


     


    Gold is also often interwoven with silks on the loom, the usual process being to use gold thread prepared by twining long narrow strips of gold foil round a line of silk. The same method was followed in the older methods of embroidery, when metallic spangles of gold or copper were sewn on in the intervals.


     


    The designs used in weaving and embroidery vary, and can be traced back to ancient times. An account of their origin and development would provide a complete idea of Chinese art, since its application to the decoration of silk textiles is one of its most important branches. The woven textiles have always supplied motifs for the decoration of other materials, such as metallic enamels and porcelain, accounting for the frequent arrangement of the ornamental designs in foliated panels and medallions on brocaded grounds encircled by bands of pattern.


     


    The constant occurrence of such terms in the description of the decoration of porcelain reveals its textile origin. A Chinese ceramic author estimates that no fewer than two-thirds of the designs during the Ming Dynasty were taken from ancient brocades or embroidered silks, the remaining third being either derived from nature or copied from old bronzes. Some ten percent of modern porcelain is still ornamented only with brocade patterns.


     


    There are many references in the ancient classical books to embroidered designs on flags, banners, official robes, and imperial paraphernalia. A series of symbols frequently met are the twelve Chang or “Ornaments” with which the sacrificial robes used to be embroidered. There are referred to in the Shui Ching, the “Classical History,” when the Emperor Shun wishes "to see the emblematic figures of the ancients.” The robes of the emperor, we are told, had all the twelve figures painted or embroidered upon them. The hereditary nobles of the first rank were restricted from the use of the sun, moon, and stars; those of the next two degrees were further restricted from mountains and dragons; and by a continually decreasing restriction, five sets of official robes were made to indicate the rank of the wearers.


     


    The work is all done by hand with the needle, without the aid of the loom or any other kind of machinery. The Chinese are skilful embroiderers and devote infinite patience and ingenuity to the task, stretching the material upon a frame which is placed on pivots, after the design is sketched on the plain surface.
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    Emperor court robe,


    18th c. Silk satin, length 143 cm.


    Palace Museum, Peking.
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    Child’s maroon satin

    dragon robe, early 19th c. Satin.


    Teresa Coleman Fine Art, Hong Kong.
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    Noblewoman’s surcoat, early 19th c.


    Satin. Private collection.
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    Woman’s jacket in turquoise satin, 1850-1900.


    Satin. Teresa Coleman Fine Art, Hong Kong.


     


     


    There are many materials for the work, including silk thread, braid, or floss silks, and several varieties of stitch, plain or knotted. In one of the most finished styles, the design is made the same on both sides of the fabric, and the ends of the threads are neatly concealed. There are books prepared for the use of the embroiderers, with woodcuts of conventional designs and patterns, which contain all the ordinary decorative motifs with their technical names attached.


     


    The embroidered robes worn by the emperor, the empress, the princes, princesses, and other court ladies, at the different seasons of the year and on various ceremonial occasions were all remodelled in the reign of Ch’ien Lung. Court dress provided infinite opportunities to pay reverence to the emperor, exalting him as the representative of the divine on earth. The Qing emperors designated the color yellow and the dragon emblem on traditional Chinese imperial dress as an exclusive affirmation of their power.
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    Robe for a woman, 18th c. Silk,


    height 134 cm. Palace Museum, Peking.
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    Dragon robe in blue satin, 19th c.


    Satin. Chris Hall Collection Trust,


    Hong Kong.
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    Stone inkwell, unknown.


    Hardstone. Anhui Museum,


    Taiping, Hefei.

  


  
    IV. Pictorial art


     


     


    1 - Primitive period up to 264 A.D.


     


    2 - Classical period and the Dunhuang Caves 265-960


     


    3 - From Sung to Ming Dynasty 960-1368


     


    4 - Ming Dynasty 1368-1643


     


    5 - The early Qing Dynasty 1644-1755
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    Ho Shao-chi (1799-1863), Screen format

    Clerical Script Imitating the Chang Ch’ien Stele, 19th c.


    Four hanging scroll, ink on paper, 124.6 x 31.2 cm.


    National Palace Museum, Taipei.


     


     


    IV. Pictorial Art


     


     


    In the study of Chinese painting, the westerner must forget his own preconceptions and discard his artistic education, critical tradition, and all the aesthetic baggage that he has accumulated from the Renaissance to the present. He must specially refrain from comparing the works of Chinese painters with any of the famous canvases which cover the walls of western collections, public or private.


     


    The Chinese point of view differs essentially from that of the occidental, and the wide abyss which divides them is demonstrated by the story of the two Jesuits, the Pères Attiret and Castiglione, who were attached as painters to the Imperial Court early in the eighteenth century. They tried hard to make the Chinese accept European art, with its science of anatomy, its modelling, and its effects of light and shade. Astonished at first, the emperor let them go on, and they painted portraits of him, the empress, the princes of the blood, and many high mandarins of the court, then decorated the palace with allegorical pictures of the four seasons and finished more than two hundred pictures altogether. However, after some time, a singular change came over the spirit of the emperor, and, therefore, of the court.


     


    The style of the Jesuit fathers was found to be too European; the modelling of the flesh tints, the chiaroscuro, and the projection of the shadows were declared to be shocking to Chinese eyes. The emperor afterwards imposed on the missionaries the traditional routine of Chinese painting, and even forced on them Chinese collaborators, until the Père Attiret wrote to Paris on November 1st, 1743, saying:


     


    “ ll m’a fallu oublier, pour ainsi dire, tout ce que j’avais appris et me faire une nouvelle manière pour me conformer au goût de la nation… Tout ce que nous peignons est ordonné par l’empereur. Nous faisons d’abord les dessins ; il les voit, les fait changer, reformer comme bon lui semble. Que la correction soit bien ou mal, il faut passer par là sans oser rien dire.”


    - (Lettres édifiantes.)


     


    When Lord McCartney came to the court of the same emperor some fifty years later, bringing with him several pictures as presents from George III, the mandarins-in-waiting were again shocked by the shadows, and they asked gravely if the originals of the portraits really had one side of the face darker than the other: the shaded nose was a grave defect to their eyes, and some of them even believed that it had appeared in the paintings accidentally.


     


    The Chinese tendency has always been to return to the vision and method of their old masters, somewhat within the lines of our own pre-Raphaelite movement. The noble simplicity of their compositions, the subtlety of their colour schemes, and the intensity with which they aim at the most direct and explicit expression of their theme are in many respects akin to the aims of the best Japanese school, and to the genius of Whistler, it may be added, among western masters.
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    Anonymous, Willow from

    the Luoxuan series, 17th c. Print, 21 x 14 cm.


    National Palace Museum, Taipei.


     


     


    Throughout the development of Chinese painting in its succession of epochs and phases, amid a great variety of styles and different schools, it is possible to detect from the earliest times a certain unity and harmonious arrangement of details, prompted by a kind of instinctive accord among the artists in their manner of interpreting the material properties of things and living beings, so that they always seize the essential points to express the sensations and ideas brought to their minds, and translate, so to speak, a kind of inner vision which they have idealised. Among the most striking characteristics of Chinese paintings, and the trait which has prevailed most strongly throughout its long historical evolution, is the graphic quality of the painting: Chinese painters are, first of all, draughtsmen and calligraphists.


     


    Chinese script, in fact, was originally ideographic, the earliest characters having been more or less exact reproductions of objects. The phonetic element was not adopted until much later, in the same natural course of development which analogous scripts have undergone in other parts of the world.


     


    This is indicated by the name of wên, “picture of the object,” given to the primitive characters, which are said traditionally to have been invented by Ts’ang-hsieh, and to have replaced the knotted cords and notched tallies, like the quippus of the ancient Peruvians, previously used for recording events.


     


    The reputed inventor of painting in the mythical period of antiquity was Shih-huang, a contemporary of Ts’ang-hsieh, and like him a titular minister of the legendary Huang Ti, the “Yellow Emperor“ of Chinese mythology. Some mythologists apply the two names to the same personage, who is supposed to have reigned as an emperor in succession to Fu-Hsi. The different legends all carry out the leading idea of the common origin and essential unity of writing and painting, and this unity is constantly insisted upon by Chinese critics of the two arts.


     


    The picturesque nature of Chinese writing, which persists even in the modern script, demands of learners who wish to excel in its practice a similar education and course of study of eye and hand as are required of draughtsmen.


     


    The strokes of the ordinary characters are replete indeed with light and supple touches, sudden stops, graceful curves, waxing energies, and gradually waning lines, qualities only a long apprenticeship to the brush could bring to the art. The Chinese scholar is firmly convinced that the characters of a perfect writer lend something of their graphic beauty to the ideas they express, and give a delicate intrinsic shade of meaning to every thought enshrined in them.


     


    Drawing is taught in China by the same methods as writing. Each motif in the composition is divided into a certain number of elements which the artist is made to treat separately, in the same way the writer is taught to trace individually the eight different kinds of strokes used in the formation of the characters. Take, for example, the human face. The pupil will not be taught to study it as a whole; he will be shown first that there are eight ways of drawing the nose, and he will patiently reproduce each of these ways on the page of his copy book; he will proceed next to the study of the mouth, eyes, eyebrows, which, as seen from the front or in profile, comprise a certain number of types; he will be taught next that the beard is composed of five parts, and, finally, that there are in every man’s face five culminating points which must be more or less accentuated according to the age of the sitter. The grouping of these elements and the proportions of the composition are carefully arranged in accordance with certain canons.
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    Yu Xing (1692- after 1767),


    Cranes against sky and waters, c. 1747.


    Hanging scroll, ink and colour on paper,


    82.7 x 95.6 cm. Palace Museum, Peking.
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    Gao Keming (11th c.), First snow on the river, 1035.


    Part of handscroll, ink and colour on silk, 41 x 242 cm.


    Metropolitan Museum of Art, New York.
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    Yun Shouping (1633-1690), Flowers and

    plant leaf one : Japanese pomegranate, 1685.


    Album, ink and colour on paper, 25.5 x 34.8 cm.


    Palace Museum, Peking.
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    Yun Shouping (1633-1690),

    Flowers and plant leaf seven: Wisteria, 1685.


    Album, ink and colour on paper, 25.5 x 34.8 cm.


    Palace Museum, Peking.


     


     


    The same methods apply to students of all subjects: figures, scenes and landscapes, animals and flowers. The favourite flowers of the studio are the wild prunus and the orchid, the tree peony and the chrysanthemum. A separate volume, printed in colours, is devoted to the composition of each of these four flowers, a succession of pages being filled with studies of single petals, leaf blades, and twigs, until at last the flower is allowed to appear as a whole, built up like a mosaic of its component parts.


     


    Their conception of the representation of the figures of things has induced the Chinese to attribute an extreme importance to the line in pictorial art. Bodies appear to them not as they are in reality, round and with light playing about them, but as if circumscribed by a precise line, defined visibly from the ambient air.


     


    So the painters of the East have never appreciated the real substance of things in modelling or relieving the surface; even at the finest epochs of their art they have remained incapable of representing solid and living forms, and after some twenty centuries of production they are still where Italian painting was in the time of Giotto and of Simone Memmi. They have not aspired to anything further.


     


    If the clear vision of plastic form has been denied to Chinese painters, they have at any rate a fairly just feeling of linear perspective; they have observed, in fact, that distance modifies the apparent dimensions of objects and that their size changes to the eye at an inverse ratio to their distance from the observer. But they have not attained to the knowledge of a correct vanishing point, or of the exact laws of the foreshortening of figures.


     


    When Chinese painters intend to give the impression of distance to their field, they go through a peculiar process. They place the point of view of their composition very high, and arrange in groups, one above the other, the objects or persons represented; the dimensions of the figures or objects become smaller and smaller in proportion as they approach the upper border of the framework; essentially, what a western painter would put in the far distance of his picture, the Chinese artist places at the top of his.


     


    From the point of view of composition and proper arrangement of subjects, some Chinese paintings reveal a keen sense of the general harmony which ought to pervade a work of art, in the combination of the principal lines, the distribution of the figures and the balance of mass. Symmetry appears to have been the first principle adopted in the scheme of composition; its symmetrical disposition gives occasionally to the composition an air of hieratic stiffness, mystic solemnity, and a grave and still character which is not ill suited to the sacred themes which inspired the early Buddhist religieux.


     


    In later times, when movement and life were introduced into painting, the equipment of the general mise en scène was more perfectly presented. Amid the apparent disorder of the groups one perceives a bond of union, as well as the intention of filling in gaps between the groups with telling accessories.


     


    Among the methods of composition attempted by the Chinese, the most notable is that of representing simultaneously all the phases of an action – the process which was adopted by some primitive painters of the Italian and German schools when they placed on the same canvas the successive scenes of the Passion or the Adoration of the Magi.
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    Fang Yizhi (c. 1611-1671),


    Landscape in Ni Zan Style, early 17th c.


    Ink on paper, 44.1 x 29.1 cm.


    Museum of History, Osaka.
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    Wen T’ung (1018-1079),


    Ink Bamboo, 11th c. Hanging scroll,


    ink on silk, 131.6 x 105.4 cm.


    National Palace Museum, Taipei.
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    Anonymous, Portrait of the

    Yongzheng Emperor enjoying himself

    throughtout the twelve months: first month,


    early 18th c. Hanging scroll, colour on silk,


    187.5 x 102 cm. Palace Museum, Peking.
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    Anonymous, Portrait of the

    Yongzheng Emperor enjoying himself

    throughtout the twelve months: ninth month,


    early 18th c. Hanging scroll, colour on silk,


    187.5 x 102 cm. Palace Museum, Peking.
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    Yuan Jiang (c.1690- c.1730),


    The Penglai Isle of the Immortals, 1708.


    Hanging scroll, ink and colours on silk,


    160 x 97 cm. Palace Museum, Peking.


     


     


    A serious criticism of modern Chinese artists in the matter of composition is that they hesitate to resign themselves to the sacrifice of details for the unity of a subject. Their secondary parts are created with as much care as the principal part. This fault is nowhere more pronounced than in their portrait painting, where every detail of the official costume, the embroideries on the robe, the plaques of jade suspended on the necklace or girdle, the trimmings and button of the hat, are made as important as the face and hands.


     


    Apart from the qualities of the design, Chinese painters have had from the first a fine feeling for colour; even if they have not formulated the laws scientifically, they have applied the colours, by intuition, with perfect sureness and delicacy. It is especially by mastering the application of colours that seem to vibrate that the Chinese have revealed their power as colourists. Instinct and observation have taught them that by modulating the tones upon themselves, a singular depth is imparted to each tint, an intense strength.


     


    In the decoration of porcelain, even more than in their paintings on silk, they have made the colours vibrate and pulsate by putting blue upon blue, red on red, pink on pink, yellow on yellow, passing from the clearest to the deepest of shades in each single colour.


     


    The laws of the effects of light and shade have also not been laid down in China, but in their interpretation of the truly picturesque, the Chinese have occasionally attained, in landscape painting, a mastership of the most delicate effects of chiaroscuro.


     


    The grand landscape school of the Tang produced some perfect works in this line, and their successors during the Sung Dynasty were hardly inferior in the harmonious breadth of colouring in their wide stretches of reed-clad plain charged with groups of waterfowl, either flying or at rest.


     


    There is no genre that the Chinese artist has not attempted. They have treated in turn mythological, religious and historical subjects of every kind; they have painted scenes of daily familiar life, as well as those inspired by poetry and romance; sketched still life, landscapes and portraits.


     


    Their highest achievements, perhaps, have been in landscapes, which reveal a passionate love for nature, and show with how delicate a charm, how sincere and lively a poetic feeling, they have interpreted its every aspect.


     


    They have excelled, too, at all periods in the painting of animals and birds, especially of birds and flying insects in conjunction with flowers. These are reproduced with much feeling and fidelity, in styles varying with the epoch, but always exhibit a mastery of the brush such as only constant practice could give.


     


    Some artists have concentrated all their power in one direction, devoting their lives, for instance, to ideal outlines of the graceful bamboo in every phase of movement in black and white, or, again, to pictures, in colours, of the regal blossoms of the many varieties of the tree peony, a favourite garden flower in China.
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    Zhang Zongcang,

    Cloudy peak and beautiful trees,


    early 18th c. Hanging scroll, ink on colour on silk,


    182.2 x 133 cm. National Palace Museum, Taipei.


     


     


    The introduction of Buddhism in the first century of our era was an influential event of Chinese art, although it can hardly be said to have created pictorial art, as some have held. The important role of Buddhism has been the endowment of an æsthetic art already existing with the processes, principles and canonical models of a new religion inspired with novel motifs and fantastic ideals.


     


    The first Buddhist painters, who were either Indian pilgrims or Chinese monks trained by them in the early monasteries, devoted themselves to painting as a work of piety, and their productions, imbued with religious feeling, pious simplicity, and mystic candour, were veritable acts of faith and adoration.


     


    Although strictly religious, they thus reached a high poetic standard, and penetrated far into the realms of morality by the sincerity of the emotions they sought to depict, their heartfelt earnestness, and their nobility of thought and ideal detachment. But the naiveté, lofty aspiration and divine feeling required for religious art were soon found to be lacking. The scenes in the life of Sâkyamuni, which had been a source of pure inspiration to the artists of the first epoch, became pretexts for studied compositions or brilliant displays of figures. Religious thought was absent from the art's themes, and among all the sentiments conveyed by the artist, none was supernatural.


     


    Historical painting has generally confined itself to the anecdotic point of view, demonstrating no curiosity about local colour, differences of date, race, sentiment, or costume. The Chinese artist does not pretend to resuscitate the moral or physical aspect of the time, and there is neither epic exaggeration nor heroic embellishments in his historical compositions.


     


    Literature has always been, after religion, the most prolific source of inspiration. One of the causes of this rests in the particular Chinese conception of the goals and responsibilities of the painter. Before becoming an artist, the aspirant is a man of letters, a poet, or a writer of romance; the arts of design and of painting are only means of expression by which every cultivated mind should know how to give to his thought a more exact turn, a more delicate shade of meaning.
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    Ch’dn Ch’ung (16th c.),


    Handscroll painting from life, 16th c.


    Handscroll, ink on paper, 34.9 x 253.3 cm.


    National Palace Museum, Taipei.

  


  
    [image: ]


     


    Tang Di, Returning fishermen, 1342.


    Hanging scroll, ink and colour on silk, 134 x 86.2 cm.


    Metropolitan Museum of Art, New York.


     


     


    1. - Primitive Period up to 264 A.D.


     


    The invention of painting is generally attributed, as we have seen, to Shih Huang, a minister of the legendary Yellow Emperor, but we know nothing of the actual work of such remote antiquity.


     


    He is supposed to have been a contemporary of Ts’ang Hsieh, who first taught the art of tracing the earliest pictographic script with a style, and so invented Chinese writing.


     


    The earliest official robes and hats provided for sacrificial and court ceremonies and the symbolical banners and flags used on such occasions are said to have been painted in colours on plain silk, as well as woven and embroidered in textile stuffs, but the two arts are not always clearly distinguished in early documents. The Chou Li, or “Ritual of the Chou Dynasty,” may be referred to for a set of conventional rules on the application and arrangement of colours, as laid down by the Chinese in the twelfth century b.c.


     


    The decoration of the interior walls of buildings was one of the earliest branches of pictorial art. The Chinese annals refer frequently to ancient emperors who had the audience halls of their palaces covered with mural paintings.


     


    The Life of Confucius, ascribed to one of his disciples, describes a visit of the sage in the year 517 B.C. to the palace of Ching Wang of the Chou Dynasty at Loyang. It relates how he saw, on the Walls of the Hall of Audience, portraits of the ancient emperors Yao and Shun, and the figures of the tyrants Chou and Chieh, the last degenerate rulers of the Chou and Shang dynasties, distinguished by their virtuous and evil characteristics and labelled with appropriate words of praise or blame. On the south side of the screen behind the throne the Duke of Chou was depicted sitting with his infant nephew, the King Ch’êng, upon his knees, giving audience to the feudal princes. Confucius surveyed it all, we are told, with silent delight, and then turning to his followers said:


     


    “Here you see how the house of Chou became so great. As we use a bronze mirror to reflect a present scene, so antiquity may be pictured as a lesson for posterity.”


     


    Among the motifs of these early times, we find the tiger and dragon already in full evidence. The tiger was painted on the screen of masonry before the door of the magistrate’s hall to strike beholders with awe. We meet in the ancient odes (Shih Ching, 1., XI., 3) with a pair of shields emblazoned with dragons set up in the front of the war chariot, to protect the riders from the missiles and arrows of the enemy.


     


    The phoenix followed later, being first figured as a colossal eagle carrying large animals in its formidable claws, like the Greek gryphon, the Indian garuda, or the Persian rukh, to be later endowed with peacock’s plumes and become the typical feng-huang, the peculiar badge of the Empress of China.


     


    Architectural drawing was not neglected, as it is recorded in the Shih Chi, in the biography of Ch’in Shih Huang (221-210 b.c.), that “the first universal emperor,” when he overthrew the feudal princes in rapid succession, had drawings of all their palaces made, in order that he might build them up again on the northern slopes of the grounds of his own new palace at Hsienyang.
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    Anonymous, Portrait of

    the Yongzheng Emperor enjoying himself

    throughtout the twelve months: fifth month,


    early 18th c. Hanging scroll, colour on silk,


    187.5 x 102 cm. Palace Museum, Peking.


     


     


    During the Han dynasties which succeeded the Ch’in, there was marked development of pictorial art in all its branches, as shown by many quotations in the encyclopedia from the contemporary annals, referring to galleries filled with pictures of celebrated ministers, famous generals, distinguished ladies of the court, learned scholars and Taoist divinities. Buddhist pictures are first noticed in the reign of Ming Ti (58-75 a.d.) when the earliest types of a new art were brought overland from India by an envoy from the Chinese emperor.


     


    Most of the early pictures were painted on the walls of the palaces and temples and have long since perished with the buildings they were intended to decorate, so we only have literary evidence of their existence. They were generally executed by artists attached to the palace, who were also expected to provide coloured illustrations for classical and historical books, drawings of ritual vessels and war tactics, maps, and astrological and astronomical diagrams.


     


    Among the historical paintings, an interesting portrait is alluded to in the Han annals in the biography of Su Wu: “During the reign of Hsüan Ti of the Han Dynasty, in the third year (51 b.c.) of the Kan-lu epoch, the Shan-yu (ruler of the Hiung-nu Turks) first came to Court. The emperor, admiring the magnificent frame of the warrior, had his picture painted in the Unicorn Pavilion of the Palace. It was an artistic likeness of his form and features, and was labelled with his rank and dignities as well as his tribal and personal names.”


     


    The same chieftain came again for audience in the year 33 b.c. and was given in marriage the beauty of the imperial seraglio, named Chao Chün, a favourite heroine of later drama. The encyclopedia sketches it under the heading of Mao Yen-shou, the portrait painter, whose name has come down to us in connection with it.


     


    The Emperor Yuan Ti had so many concubines in his harem that he never even saw some of them. He commissioned his artists to paint their portraits, and favoured them accordingly. The ladies of the palace all bribed the painters, with the exception of Chao Chün, who refused, and who consequently never saw the emperor. Afterwards, when the Hiung-nu chief came to Court to seek a beauty for his bride, the emperor chose Chao Chün from her portrait, but repented when she came for farewell audience and he saw for the first time her peerless charms. The articles were signed, and it was too late to draw back, so he sent Mao Yen-shou and his corrupt confederates for trial, and they were executed in the market-place on the same day.


     


    The two most renowned painters of the second century a.d. were Ts’ai Yung (133-192), who was at the same time a high official, a fine musician, and a poet, as well as a calligraphist and artist, and painted figures of celebrated people for the Emperor Ling Ti which he presented with commemorative verses of his own composition; and Liu Pao, who rose to be governor of the province of Ssuch’uan, and was a skilful landscape painter, so it was said, “His pictures of misty plains made men feel hot, while those swept by the north wind made them shiver.”


     


    Next came Chu-Ko Liang (181-234), the conqueror of the southwestern borderlands of China, who introduced a new civilization to the wild Tibetan and Shan aboriginal tribes by means of pictures, painted by himself, which are said to have impressed them greatly. His varied subjects were: the heavens and the earth, the sun and moon, the sovereign and his ministers, cities and palaces; celestial gods and dragons, domestic animals like the ox, horse, camel and goat; processions of the viceroy accompanied by a retinue of horsemen carrying flags and banners; and parties of foreigners leading oxen laden with wine, bringing gold and precious things.
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    T’ang Yin (1470-1523),

    Sound of Pines on a Mountain Road,


    15th-16th c. Hanging scroll, ink and


    color on silk, 194.5 x 102.8 cm.


    National Palace Museum, Taipei.
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    Yun Shouping (1633-1690), Magnolia and peony,


    late 17th c. Hanging scroll, ink on colour on silk,


    116.5 x 54.2 cm. National Palace Museum, Taipei.
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    Wang Shimin (1592-1680),


    Scenes described in poems of Du Fu, 1666.


    Album, ink and colour on paper, 38.8 x 25.6 cm.


    Palace Museum, Peking.
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    Wang Shimin (1592-1680),


    Scenes described in poems of Du Fu, 1666.


    Album, ink and colour on paper, 38.8 x 25.6 cm.


    Palace Museum, Peking.
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    Wang Shimin (1592-1680),


    Scenes described in poems of Du Fu, 1666.


    Album, ink and colour on paper, 38.8 x 25.6 cm.


    Palace Museum, Peking.


     


     


    Ts’ao Fu-hsing, a more noted artist than the last, with whom he was nearly contemporary, is generally ranked as the first of the early masters of Chinese art, and this is the name which is placed by the Emperor K’ang Hsi, in the preface quoted above, at the head of his list. A native of Wu-hsing, the modern Hu chou-fu in the province of Chekiang, he was attached to the court of Sun Ch’üan, the ruler of the principality of Wu, one of the three into which China was divided at this epoch. He was famous for his delineations of dragons and of wild and domestic animals, as well as for figure scenes, and there are many legends of his marvellous skill. Commissioned to paint a screen, he accidentally made a blot and turned it into a fly so cleverly that the emperor, when he saw it, tried to flip it off with his sleeve. Another myth relates that in the tenth month, in winter of the year 238, a red dragon was seen to swoop down from heaven and swim about in the lake, so that the artist was able to outline its form, and the emperor wrote an appreciative inscription on the picture. Two centuries later, after a prolonged drought and many unavailing prayers, when the picture was at last brought out and unrolled over the water, clouds immediately gathered in the sky, followed by an abundant fall of rain, as though evoked by a living dragon.


     


    The material generally used at this time for watercolour pictures was silk. Ku K’ai-chih, whom we shall discuss further, describes in a treatise on painting, written in the fourth century, the care he always took in selecting a close, evenly woven texture that would not warp, about 1 meter in breadth, for his own use. When finished, the picture was pasted on thick paper, with borders of brocade, mounted at the ends with rollers of wood tipped with metal, and when rolled up it was tied round with silk cords fastened with tags of jade or ivory. The usual form was the chüan or volumen, the Japanese makimono, ranging in length from 30 cm to 50 or more meters, the length of a full piece of silk. It was laid horizontally on the table to be painted with one or several scenes, spaces being left at the ends for seals, inscriptions, and critical appreciations. A second form was the hanging scroll, the Japanese kakemono, generally of shorter length, and painted vertically.
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    Yun Shouping (1633-1690),


    The Enjoyment of the Fisherman


    in the Water Village, 17th c.


    Ink and colour on paper, 116.2 x 56 cm.


    Private collection.


     


     


    2. - Classical Period and the Dunhuang Caves (265-960)


     


    The Chin Dynasty began its rule in the year 265 and moved its capital to Chien-yeh, the modern Nanking, in 317, where it reigned until 419 under the title of the Eastern Chin. The scene of Chinese art and culture now shifted to the south, while the north came under the sway of invading Tartars of alien blood. The latter were subject to a new wave of Buddhist influence coining overlast and developed a new school of art under the changed conditions. Thus Chinese art was divided into norther and southern schools, whose different characteristics were destined to become still futher pronounced in Japan.


     


    Wei Hsieh was a pupil of Ts’ao Fu-hsing. The figures that he painted were so replete with life that it was said he dared not give the final touch of dotting in the pupils of their eyes lest they should rise from the canvas. He excelled in the representation of Taoist and Buddhist divinities and was the first Chinese artist to sign his name to a Buddhist picture. His masterpiece was a picture of the seven ancient Buddhas, culminating in Sâkyamuni Buddha; he also painted the banqueting of Mu Wang of the Chou Dynasty in the jade lake paradise of the west, and, later, a series of historical scenes to illustrate the Shih Chi annals.


     


    Ku K’ai-chih was a native of Wu-hsi, near the modern Nanking, and was famous for his scholarship as well as for preeminent artistic power, surpassing even his teacher Wei Hsieh. His range was wide and comprehensive, including portraits of emperors, statesmen and ladies of the court; historical scenes; tigers, leopards, and lions; dragons, and other mythical beasts; wild geese, ducks, and swans; stretches of reed-clad plain and mountain landscapes. Most of his work was executed on silk, but he occasionally used white paper made of hemp. A screen painted with a lake scene and waterfowl is particularly striking, as are his fans painted with the graceful figures of highborn damsels. He also painted Buddhist subjects, and a record remains of the opening of the Wa Kuan Ssu, a newly built monastery, in the Hsing-ning epoch (363-365), when crowds flocked in myriads to see a mural picture by him of Vimalakîrti, the glory of which filled the temple and drew a million into the treasury. The artist had put his name down for the amount on the subscription list, and when the monks came to collect the money, he said, “Prepare a wall, shut the door for a month, and wait.” He had first attracted notice by placing a lifelike portrait of a young girl, with whom he had fallen in love, on the village wall. The story goes that the artist, learned in folklore, struck a thorn into the picture through the cardiac region; the girl instantly suffered from pain in her heart, which stopped when he removed the thorn, and she forthwith yielded to his plea.


     


    Ku K’ai-chih interests us especially because a roll of brown silk 25 cm wide, 3.5 m long, painted by him, is now in the British Museum and a most important artifact in the history of pictorial art.
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    Wang Gai (active c. 1679-1705),


    From the Manual of the Mustard Seed Garden,


    Jieziyuan Huazhuan, 1701. Colour print, 30.5 x 37.3 cm.


    Victoria and Albert Museum, London.
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    Guiseppe Castiglione (Lang Shining)

    (1688-1766), Birds and flower, c. 1724-1730.


    Hanging scroll, colour on silk, 63.7 x 32.3 cm.


    Palace Museum, Peking.
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    Ku K’ai-chih (344-406),

    The Admonitions of the Court Instructress,


    original 4th, 6th c. copy. Handscroll,


    ink and colour on silk, height 25 cm.


    British Museum, London.


     


     


    There is no reason to doubt the genuineness of this picture, which is signed by the artist and authenticated by a series of seals of imperial collections and certificates of celebrated critics through whose hands it has passed. It is entitled “Illustrations of the Admonitions of the Lady Historian,” referring to a well-known work by Pan Chao, the learned sister of Pan Ku, who lived in the first century A.D.. It is included in the Hsüan ho hua p’u, the catalogue of the twelfth century, in the form of nine pictures by Ku K’ai-chih in the imperial palace at K’ai-fêng-fu at that time, and comes recently from the palace at Peking, as shown by inscriptions made and sealed by the Emperor Ch’ien-lung himself, dated 1746.


     


    The long roll of dark brown silk is painted in colours with eight scenes to illustrate the “Admonitions” of Pan Chao, labelled with appropriate extracts from her work, pencilled apparently in the script of the period, although perhaps retouched with a later brush. At the end of the roll is the signature Ku K’ai-chih.


     


    One contains only a single figure to indicate the delicacy and fine rhythm of the brush line characteristic of the artist. It represents, according to the label attached, the lady historian Pan Chao, clad in court costume with long flowing skirts, a brush pencil in her right hand, writing her admonitions to the imperial concubines. Two seals stand out prominently on the plate: an imperial seal in the upper left-hand corner inscribed Tien Tzu Ku Hsi, “An Ancient Rarity among the Sons of Heaven;” and the private seal below, on the right, of Hsiang Yuan-p’ien, the celebrated art writer of the sixteenth century, inscribed with his literary title, Mo-lin Shan jên, “A dweller in the hills of Mo-lin.”
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    Ku K’ai-chih (344-406), The Court Instructress writing

    the Admonitions scene 15, original 4 th, 6 th c. (copy).


    Handscroll, ink and colour on silk, 133 x 74 cm.


    British Museum, London.


     


     


    We have here the work of a great painter who flourished 900 years before Giotto. There is nothing primitive about him, and his art is of an age that is quite mature. It is obvious from history that it was an age of refinement, leisured thought, and civilised grace. The complete technical mastery illustrated by the picture presupposes not two or three but very many centuries of previous artistic evolution. The phrase which the artist used himself to describe the aim of painting – “to note the flight of the wild swan” – already shows the preoccupation of Chinese art with the motion and breathing life of animals and plants, which has given their painters so clear a superiority over Europeans in such subjects.


     


    The famous six canons (liu fa) of Chinese pictorial art were formulated a little later by the critic-painter Hsieh Ho, during the Southern Ch’i dynasty (479-501 a.d.). The six laws are: rhythmic vitality, anatomical structure, conformity with nature, harmonious colouring, artistic composition, and finish.


     


    We find expressed and accepted in China a theory of the essential laws of pictorial art which no other age or nation in the world seems to have perceived so clearly or followed with such fidelity. These six canons of the fifth century only crystallised ideals which had inspired previous artists; and their ready and universal acceptance proves them to have been natural and appealing to the Chinese mind.


     


    That Chinese painting owed its existence to the inspiration of Buddhist images and pictures imported from India is entirely untenable. The existence of such views about art as expressed in the six canons would alone have made the supposition improbable; but with the tangible evidence of Ku K’ai-chih’s painting, it becomes absurd. Indian work, like the wall paintings of the Ajanta caves, imposing as they are, lack the precise artistic qualities which have always distinguished the Chinese: rhythm, design, and synthetic unity.
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    Yang Shoyo (12-13th c.), Pink flowers, 12th- 13 th c.


    Hanging scroll, ink and colour on silk, 324 x 24 cm.


    Jilin Museum, Changchun.
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    Tai Chin (1388-1462),

    Returning Late from a Spring Outing,


    14th c. Hanging scroll, ink and color on silk,


    167.9 x 83.1 cm. National Palace Museum, Taipei.
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    Attributed to Wang Wei

    (701-761?), Detail of snowscape scroll, 8th c.


    Hanging scroll, ink and colour on paper.


    Academy of Arts, Honolulu.


     


     


    Lu T’an-wei was the most distinguished artist of the earliest Sung Dynasty (420-478). He excelled in portraits, was attached to the Court, and painted emperors, princes, and other celebrated personages of the time. He is also recorded as having painted with vigorous brushwork, “clearly defined as if chiselled with an awl,” groups of horses, monkeys, fighting ducks, and other birds and insects, besides boldly-drawn landscapes and figure scenes.


     


    The Hsüan ho hua p’u, which describes him as singularly proficient in all the six canons of art, classes him as a painter of Taoist and Buddhist subjects, and gives a list of the titles of ten of his pictures then in the palace (twelfth century). These were “Amitâbha,” “Buddha’s Country,” “Manjusri,” “Yimalakîrti,” “Pagoda-holding Devarâja,” “Devarâja of the North Gate,” “Devarâjas,” “Portrait of Wang Hsien-chih,” “Five horses,” and the “Bodhisattva Marichi.”


     


    This was the period of the “Northern and Southern Dynasties” in China, during which the North was ruled by the Tartars from Toba, under the Chinese dynastic title of Wei (386-549), who were then succeeded in turn by two minor Tartar dynasties, the second of which was overthrown by the founder of the Sui Dynasty in 581.


     


    Buddhism flourished exceedingly under the Tobas, who made it their state religion. But these are mere fragments when we think of the gigantic bas-reliefs and elaborate mural decoration of the monasteries described in the Wei Slut, the official history of the dynasty.
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    XU Yang active ca.

    (1750-1776), Luxury and prosperity,


    1750-1776. Hanging scroll, ink and


    colour on paper, 1239.3 x 35.8 cm detail.


    Museum of Chinese History, Peking.
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    Zha Shibiao (1615-1698),


    Landscape in the manner of Ni Zan,


    17th c. Ink on silk, 172 x 50 cm.


    Chazen Museum of Art,


    Madison, Wisconsin.


     


     


    The contemporary of the Wei, the Liang Dynasty, which ruled Southern China with its capital at Chien-k’ang (Nanking) from 502 to 556, was also distinguished for its devotion to Buddhism. Wu Ti, the founder of this dynasty, welcomed many missionaries, who came to his court from India by sea, including the famous Bâdhidharma, the twenty-eighth Indian and first Chinese patriarch, who arrived in the year 520.


     


    The reign of Wu Ti was made illustrious by the artist Chang Sêng-yu, Choosooyu of the Japanese. He was attached to the Court, and painted many pictures for the Buddhist temples founded by the devout monarch.


     


    Chang Sêng-yu commonly ranks among the early masters, although his name is absent from the short imperial list of names before us. He was eclectic in his sympathies, and once painted a figure of Locana Buddha in company with Confucius and the ten sages of the Confucian school in the “arbor vita,” the hall, of an old temple at Nanking.


     


    The emperor, astonished, asked him why he had painted Confucius and the sages inside the gates of a Buddhist monastery; he replied, “They will be of service later.” Four centuries afterwards, when the later Chou Dynasty condemned Buddhism and destroyed every monastery and pagoda in the kingdom, this was the only temple spared on account of its Confucian frescoes.


     


    A celebrated picture entitled “A Party of Drunken Monks” proves that the artist was not blind to the foibles of the religieux of the time. Fable-mongers tell many legends of his wondrous skill in the delineation of dragons. It was his practice to leave the monsters incomplete by not touching in the eyes, and once, the story says, when dared by the incredulous to dot in the pupils of the eyes of a pair of dragons on a fresco, the walls were rent and the creations of the pencil, becoming instinct with life, soared into the clouds with peals of thunder and lightning.


     


    Yuan Ti, a later emperor of the Liang Dynasty, who reigned 552-554, was himself an artist. When governor of Ching-chou, before he came to the throne, he painted the “Pictures of the Tribute Bearers” (Chih kung t’ou), in which over thirty foreign nations were represented in succession, the first mention of a subject which has occupied many painters in China since his time.


     


    The Sui Dynasty (581-618), under which the empire was re-united, with the capital at Ch’ang-an, the modern Si-an-fu, in the north-west, is distinguished by four artists. Two of the four, Tung Po-jên and Chan Tzu-ch’ien, who came together to the new capital of Ch’ang-an, one from Hopei, the other from Chiangnan, were forthwith given appointments at court and founded a new school, which was destined to produce its highest achievements in the next dynasty. They are generally known as the progenitors of Tang Painting.


     


    The first artist, Tung Po-jen, painted hunting scenes and pictures of country life, as well as palace pavilions, portraits, and transformations of Maitreya Buddha; the latter, Chan Tzu-ch’ien, produced genre pictures of history and legend and views of contemporary life, his most famous pictures, painted on white hempen paper, which were representations of scenes at the capital, with chariots, horses, and processions of officials and citizens in gala dress. The third notable artist, Sun Shang-tzu, was less generally known, and painted pictures of graceful damsels, elves and sprites from the woods and waters, Vimalakîrti and other Buddhist saints.
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    (Formerly Attributed to

    Emperor Huizong 1082-1135),


    White falcon, 12 th c. Hanging scroll,


    ink and color on silk, height 122 cm.


    British Museum, London.


     


     


    Yang Ch’i-tan, the last of the four, painted the “New Year’s Audience at the Palace,” an “Imperial Journey to Loyang,” and many other pictures of the kind. The naturalistic character of his work may be inferred from a story told of him, which says that while painting the frescoes of a pagoda one day, a fellow artist, asking to see the designs and sketches he was working from, was taken presently to the palace and shown the terraced pavilions, the brocaded robes and hats, the chariots and horses, and told to his great astonishment: “These are my only models.”


     


    The Buddhist monasteries had become at this time a great school of art, inspired by the idealism of a new religion, whose earlier productions were works of faith rather than art. The pious artists figured on silk a mystic dreamland through which their thoughts wandered, landscapes peopled with divine spirits that had been revealed to no ancestor of their own race. The Indian traditions were kept alive by a stream of missionaries from the west, several of whose names may be found in the Chinese lists of artists in the encyclopedia.


     


    Of these, we may mention Chi-ti-chu and Mo-Io-p’u-t’i (Mara Bodhi), who came from India in the Liang Dynasty (502-556); Ts’ao Chung-ta, a celebrated painter of Buddhist figures, a native of the Ts’ao country in Central Asia, near Samarkand; Wei-ch’ih Po-chih-na and his son Wei-ch’ih I-sêng, the “Elder and Younger Wei-ch’ih,” scions of the royal house of Khotan in Eastern Turkistan; the Indian Buddhist monk Dharma Kuksha, whose name is transliterated in Chinese as T’an-mo-cho-cha; and his colleague Kabodha (Ka-fo-t’o), an artist honoured by the Wei emperor as well as by the founder of the Sui Dynasty, who built the mountain temple of Shao-lin-ssu for him. Kabodha was celebrated for his pictures of the men and scenes of the Byzantine Empire, under the name of Fu-lin, as well as for his drawings of strange animals and spiritual beings (kuei shên) terrestrial and celestial.


     


    We come now to the Tang Dynasty (618-906 a.d.), when China attained its greatest height as an Asiatic power, literature and poetry flourished apace, and the sister arts of painting and design arrived at their highest perfection. Yen Li-tê and Wu Tao-tzu are named by the Emperor K’ang Hsi in his preface as representative artists of this dynasty, and he names none other after them.


     


    Yen Li-tê, who flourished in the seventh century of our era, was a high official at the court of the founder of the dynasty, and he was appointed President of the Board of Works in the year 630. His younger brother, Yen Li-pên, also an artist of repute, succeeded him in the Board of Works in 657 and became a chief Minister of State during the reign of Kao Tsung in 668.


     


    Yen Li-tê painted Taoist pictures such as the “Immortals Gathering the Polyporus Fungus of Longevity,” the embodied “Spirits of the Seven Planets;” historical scenes, the most celebrated of which was the “Marriage of the Chinese Princess of Wên-ch’êng to the Tibetan King Srongtsan“ in the year 641; drawings of strange people and foreigners bringing tribute, in which he surpassed his predecessors of the Wei and Liang dynasties; pictures of palaces and Imperial sacrificial ceremonies; and fighting cocks and wild geese intended to illustrate the poems of Ch’ên Yo. His brother was a still more prolific artist, working in much the same lines, according to the list of forty-two of his pictures enumerated in the Hsüan-ho catalogue (twelfth century).


     


    Wu Tao-Yuan, generally known by his literary title as Wu Tao-tzu (Japanese Go Dooshi), stands by universal consent at the head of all Chinese painters ancient and modern. He was born at Loyang in Honan, the eastern capital of the time, and was appointed court artist by the Emperor Ming Huang, who reigned in 713-755. In style, he followed the masterpieces of Chang Sêng-yu, whose merits he acknowledged and with whom he has even been identified by metempsychosis. In landscape, however, he is said to have founded a school of his own.
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    Qiu Ying (1494-1552),


    Discussion at the Pine valley, 16th c.


    Hanging scroll, ink and colour on silk,


    105 x 60 cm. Jilin Museum, Changchun.
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    Mural of horsemen, 6th c.


    Wall painting, height 100 cm.


    Tomb of Loui Rui, Shanxi.
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    Anonymous, Portrait of

    the scholar Fu Sheng, 9th-10 th c.


    Hanging scroll, ink and colour on paper.


    Museum of Art, Osaka.


     


     


    When he painted the portrait of a famous general, he made him dance a sword dance, instead of sitting in the usual way, and the result was a perfect marvel of life and movement. His Buddhist pictures, one of the most famous of which was “Sâkyamuni Buddha Entering into Nirvana,” inspired the early religious artists of Japan, and he was no less renowned for his Taoist divinities, including several representations of Chung K’uei, the great exorcist and queller of malignant demons.


     


    The encyclopedia gives the titles of ninety-three of his pictures, quoted from the Hsüan ho hua p’u, the catalogue of the imperial collection of the twelfth century, and many more might be cited as examples of the wide range of his art work. His skill is attested by many mythic stories, one of which relates:


     


    “In the palace of Ming Hwang, the walls were of great size and upon one of these the Emperor ordered Wu Daozi to paint a landscape. The artist prepared his materials, and concealing the wall with curtains commenced his work. After a little while he drew aside the veil, and there lay a glorious scene with mountains, forests, clouds, men, birds, and all things as in Nature. While the Emperor gazed upon it with admiration, Wu Daozi pointing to a certain part of the picture, said: ‘Behold this temple grotto at the foot of the mountain; within it dwells a spirit.’
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    Anonymous, Propserity in Nanjing,


    17th c. Hanging scroll, ink and colour on silk,


    350 x 44 cm. Museum of Chinese History, Peking.
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    The Buddha Sakyamuni

    Values Living Beings Cave 275, c. 385.


    Wall painting. Dunhuang, China.
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    Sakyamuni’s walk outside

    the palace, Dunhuang cave 275, 5th c.


    Wall painting. Dunhuang, China.


     


     


    “Then clapping his hands, the gate of the cave suddenly opened. ‘The interior is beautiful beyond conception,’ continued the artist; ‘permit me to show the way, that your Majesty may behold the marvels it contains.’ He passed within, turning around to beckon his patron to follow, but in a moment the gateway closed, and before the amazed monarch could advance a step, the whole scene faded away, leaving the wall white as before the contact of the painter’s brush, and Wu Daozi was never seen again.”


     


     


    Among the lesser luminaries of the Tang Dynasty were Wang Wei and Han Kan. Wang Wei (699-759) was a great poet and equally famous as a painter; it was said of him that “his poems were pictures, his pictures poems.” He attained high official rank as Minister of State, and is chiefly remembered as a landscape painter, rivalling nature itself in idealist force and suggestiveness.


     


    Han Kan, a protégé of Wang Wei, was also a portrait painter of a high order, although his forté was horses. When he was summoned to court, the emperor assigned him a teacher, but he replied : “The horses in your Majesty’s stables are my teachers.” The picture in the British Museum of a “Boy-Rishi riding on a Goat” is considered to be an example of Han Kan’s work, and is described by L. Binyon as a “pictorial vision of one of the Taoist genii in boyish form riding a monstrous goat on the hills, a bird-cage slung on a plum-branch over his shoulder, while goats and rams of a small terrestrial tribe gambol in delight around, probably a genuine work of Han Kan.”


     


    The art of the Tang Dynasty, so far as we can ascertain, was marked not only by masculine, vigourous drawing, but also by an interest in action and movement which seems to have died out in later Chinese art, bequeathing its tradition to the great early painters of Japan. Han Kan has been a congenial model for the Japanese, and the vivacity and power of draughtsmanship shown, for instance, in these gambolling goats, inspired them with many a picture.


     


    The division of Chinese painting into two great schools, Northern and Southern, was generally recognised during the Tang Dynasty. The northern school flourished in the valley of the Yellow River and its great tributaries, the classical home of the Chinese as an agricultural race with communistic sympathies and the early site of development of their peculiar cult.
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    Dunhuang cave 272, 5th c.


    Wall painting. Dunhuang, China.
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    Dunhuang detail ceiling of cave 249,


    5th c. Wall painting. Dunhuang, China.
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    Dunhuang cave 285 Conversion

    of the Five Hundred Bandits, 5 th c.


    Wall painting. Dunhuang, China.
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    Dancer Dunhuang cave 217,


    7th c. Wall painting.


    Dunhuang, China.
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    Image array with linear draperies,


    Dunhuang cave 112, 7 th c.


    Wall painting. Dunhuang, China.
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    Anonymous, Scholars collecting classical texts,


    8th c. Hanging scroll, ink and colour on paper.


    Museum of Fine Arts, Boston.


     


     


    The southern school was developed in the valley of the Yangtze River, especially in its upper reaches, a picturesque land of hills and valleys, peopled by men of kindred blood who later joined the rest of the Chinese.


     


    The northern school maintained all the traditions of the academic style and required of the painters the most finished technical mastership of the brush. The southern school, however, granted more independence and fancy to the inspiration of the artist and permitted more freedom of work, a less strict observance of classical rules, perhaps even a certain tendency towards naturalism.


     


    Wang Wei, one of the most distinguished exponents of the southern school in his writings on landscape painting as well as his actual work with the brush, founded a new style which discarded many of the old formal rules and perfected its methods by direct inspiration from nature. Many of his pupils have been natives of Chengdu, the capital of Sichuan, a province where nature is manifested in its grandest forms, framed in mountain ranges alive with torrents and waterfalls worthy of the highest efforts of the landscape painter.


     


    Caves of Dunhuang


     


    The Mogao Caves, also known as the Caves of the Thousand Buddhas and the Dunhuang Caves, form a system of 492 temples built on five levels containing more than 2000 sculptures carved out of the rock walls, fifteen and a half miles southeast of Dunhuang in the Gansu province. The caves hold some of the finest examples of Buddhist art, spanning a period of 1,000 years.


     


    According to legend, the first cave was established in 366 A.D. by the Buddhist monk Lie Zun (or Lo-tsun), who had a vision of a thousand Buddhas. He convinced a wealthy Silk Road pilgrim to fund the first temple, and many followed his example. The murals were originally designed to assist devotional contemplation, but eventually acquired a narrative purpose as well.


     


    Huge numbers of artists and craftsmen came to be employed at the caves, painting by the dim light of oil lamps. They usually lived in tiny caves in the northern section of the complex, sleeping on brick beds and paid next to nothing.
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    Sun Kuo-T’ing,


    Essay on Calligraphy (detail), 687.


    Handscroll, ink on paper, 26.5 x 900.8 cm.


    National Palace Museum, Taipei.
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    Su Shih (1037-1101),


    The Cold Food Observance, 11th c.


    Handscroll, ink on paper, 34 x 119.5 cm.


    National Palace Museum, Taipei.
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    Anonymous, Crossing the frozen river’

    a poem, unknown. Hanging srcoll,


    ink on silk, 131.2 x 53.3 cm.


    Palace Museum, Peking.
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    Anonymous, The Kangxi Emperor

    (1654-1722) A Tang poem in praise

    of chrysanthemums, 1703. Hanging srcoll,


    ink on silk, 186.5 x 83.5 cm.


    Palace Museum, Peking.
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    Anonymous, Arhat, 10th-11th c.


    Hanging scroll, ink and colour on paper.


    National Museum, Tokyo.


     


     


    The number of temples eventually grew to more than a thousand. As Buddhist monks valued austerity in life, they sought retreat in the remote caves to further their quest for enlightenment.


     


    From the fourth until the fourteenth century, Buddhist monks at Dunhuang collected scriptures from the west while many pilgrims passing through the area painted murals inside the caves.


     


    The cave paintings and architecture served as aids to meditation, as visual representations of the quest for enlightenment, as mnemonic devices, and as teaching tools to inform illiterate Chinese about Buddhist beliefs and stories. The murals cover 42,000 square miles and include many masterpieces of Chinese art.


     


    The early caves were carved out and decorated in the fourth and fifth centuries during the Northern Wei Dynasty. The Sui Dynasty (581-618) was short-lived but dynamic, and the caves of this period show a marked decrease in Western influences. There was a surge in Buddhism and Buddhist art in this period, and more than seventy caves were carved out at Mogao in its last four decades. The art of the Dunhuang Caves reached its peak under the Tang Dynasty (618-906).


     


    Subjects drew on both past traditions and real life. Tang murals range from huge paintings depicting scenes from the sutras (contained in one composition instead of the long narrative strip of earlier dynasties) to vivid portraits of individuals.


     


    Soon thereafter, new sea routes gradually replaced the Silk Road and Mogao became increasingly provincial. Sometime in the fourteenth century, the caves were sealed and abandoned.


     


     


    3. - From Sung to Ming Dynasty (960-1368)


     


    The five dynasties which succeeded the Tang were short-lived, but distinguished by a number of painters. The Sung Dynasty arrived in 960 after some three hundred years of literary and artistic glory, and has a long record of painters, extending to over eight hundred names, in the encyclopedia.


     


    The Sung, however, never ruled the whole of China, but was gradually forced southwards by the encroachments of the Tartar races, one of which, the Mongol, was destined to supplant it finally in the year 1280. The capital, first established at K’ai-fêng-fu in Honan, was moved to Hang-chou-fu in 1129, after which date the latter place, the Kingsai of Marco Polo, became the greatest art centre in China.


     


    When the Mongols were driven out in 1368, the first Ming emperor had his capital at Nanking, but it was transferred in 1403 by his son Yung Lo to Peking (Beijing), where it has remained to the present day.
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    Anonymous, A boy sage riding

    on a goat and carrying suspended from a branch

    of plum-tree a cage containing a black bird, 17th c.


    Hanging scroll, ink and color on silk, height 102 cm.


    British Museum, London.
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    Guiseppe Castiglione (Lang Shining) (1688-1766),


    The Qianlong Emperor hunting hare,


    1755. Hanging scroll, colour on silk,


    115.5 x 181.4 cm. Palace Museum, Peking.
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    Qin Xuan (1235-after 1301), The Emperor Minghuang

    and Yang Guifei starting on a riding tour, 1235-after 1301.


    Short handscroll, ink and colour on silk, 29 x 118 cm.


    Freer Gallery of Art, Washington D.C.
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    Mou-Lan (1736-1796),


    Voyage of Emperor Qianlong, 1736-1796.


    Scroll painted silk. Musée Guimet, Paris.
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    Wu Wei, Perfect Gentleman

    of the Northern Seas, 15th-16th c.


    Hanging scroll, ink and color on silk,


    158.4 x 93.2 cm. National Palace Museum, Taipei.
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    Anonymous, Buddhas of the Five Directions

    and the 35 Buddhas of Confession (detail),


    c. 1772. Hanging scroll, colours and gold


    pigment on cloth, 137 x 51.5 cm.


    Palace Museum, Beijing.


     


     


    The Sung Dynasty was literary and artistic rather than warlike, and under its rule the Chinese intellect seems to have solidified, and Chinese art developed the fundamental rules and aesthetic that it retains today. It was a period of catalogues, encyclopedias, and voluminous classical commentaries, classified as the era of Neo-Confucianism.


     


    Buddhism was neglected and attacked by the Confucian literati as well as by the Taoists, under whose auspices new systems of natural philosophy were elaborated.


     


    In the realm of art it is in landscape, without question, that Chinese painting under the Sung attains its highest point. The poets of the period wrote their verses with the same brush which afterwards drew the picture of the scene which had inspired them. There was hardly a poet who was not also a painter. Painting was not a special profession; it was a means by which every cultured writer was able to express his thought and illustrate his genius. True artists were at once statesmen, men of letters, historians, mathematicians, poets, painters, and musicians.


     


    In their passion for nature, they did not care for the full light of summer or noon, or for exuberant vegetation; they preferred the delicate, fresh hues of spring, the deep melancholy of autumn, light mists rising from the rice fields at summer sunsets, the pale, clear tones of an October moonlight view, and the still sadness of a winter scene covered with its mantle of snow.


     


    Pictured nearby is a white falcon from the Anderson collection, now in the British Museum, which is attributed in the catalogue to the Emperor Hui Tsung of the Sung Dynasty, but bears no seal. It is drawn in a simple but masterly style. The feathers are touched at their extremities with white and stand out boldly from the dark brown background of the silk.


     


    This emperor, who reigned 1101-1125, signalised the first year of his reign by establishing an imperial academy of calligraphy and painting, the members of which were selected by open competition. He was a great collector of antiquities and art objects, but his collections were all dispersed in 1125, when the emperor was imprisoned in Tartay until his death in 1135. A clever artist himself, he was famed for his pictures of eagles, falcons, and other birds, on one of which a critic wrote, “What joy to be painted by a divine hand!“ No collection of any significance in China is complete without a falcon drawn by Hui Tsung, but they are not all genuine, even when adorned with a full array of seals.
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    Wang Shimin (1592-1680),


    For dragon boat festival, 1676.


    Hanging scroll, ink on paper,


    100.8 x 40.1 cm. Palace Museum, Peking.
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    Yun Shouping (1633-1690),


    Magnolia and peony, late 17th c.


    Hanging scroll, ink on colour on silk,


    116.5 x 54.2 cm. National Palace Museum, Taipei.
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    Jean Denis Attiret (Wang Zhicheng) (1702-1768),


    The Emperor Qianlong at archery, c.a. 1750.


    Screen, oil paint on paper, 95 x 213.7 cm.


    Palace Museum, Peking.


     


     


    4. - Ming Dynasty (1368-1643)


     


    The genius and glory of the Tang was succeeded by the refinement and technical perfection of the Sung and Yuan, and we now pass to the Ming Dynasty (1368-1643 a.d.), which had another long list of painters, of which over 1200 are noticed in the P’ei Wên Chai encyclopedia.


     


    They worked more or less in the style of the old masters and carried on their traditions with careful industry and studied brushwork, but they lacked creative power, and towards the close of the dynasty, decadence had begun to take over. A native critic, after describing how writing had developed from pictures of ideas and things, says of pictorial art, which he holds to be the same as the art of writing, that the earliest painters illustrated the Odes and other sacred classics, and from the Han to the Liang dynasties (sixth century), the best artists furthered the lofty moral tone of Confucian doctrines by providing pictures for books on ceremonial rites, distinguished ministers, and virtuous women.


     


    Their successors gradually lowered their standard when they painted street scenes in the capital, imperial processions of chariots and horsemen, soldiers in armour, and beautiful women. The next further debased their ideals when they devoted their powers to birds and fishes, insects and flowers, and gave full play to their emotions in fanciful representations of mountains and forests, streams and rocks, until the old conception of art was altogether lost.


     


    As examples of the first period, he cites Ku K’ai-chih and Lu T’an-wei; of the second, Yen Li-pen and Wu Tao-tzu; and of the third, Kuan T’ung, Li Ch’êng, and Fan K’uan.


     


    The Ming artists might not satisfy the high classical aspirations of the above literary critic, but their qualities appeal to the ordinary mind, although they devote their main attention to the amenities of social life and the beauties of nature.


     


    Their best work is remarkable for its technical finish and soft, harmonious colouring. Although the style is not distinguished by marked originality or inspiration, it is characterised at least by other qualities of the first order: force and neatness of conception, clear definition of forms, sobriety of composition, just sentiment of decorative effect, rare knowledge of design, decision and suppleness in the stroke of the brush, fine taste in the selection of vivid, clear colours, and their harmonious combination. It is the style of a healthy and fertile art at the beginning of the dynasty, although it was destined to become “déjà froid et bientôt stérile” before the close.


     


    This picture is an example of a Buddhist religious picture, a conception of Bôdhidharma, on his journey from Canton to Loyang in 520, as he is miraculously crossing the great Yangtze river standing upon a reed plucked from the bank. It is in the Anderson Collection, and is of late Ming date, the first half of the seventeenth century, being attributed to Mu-An, a Chinese monk who lived at a Buddhist temple in Japan.

  


  
    [image: ]


     


    Anonymous, Ladies in the shade

    of a phoenix tree, early 18th. Oil paint on silk,


    128.5 x 326 cm. Palace Museum, Peking.


     


     


    5. - The Early Qing Dynasty (1644-1755)


     


    The painting scene in the early Qing Dynasty was dominated by two groups of painters : the “Traditionalists,” who represented the orthodox school of art, with the connotations of correct and authentic, and the “Individualists,” who rebelled against many of the traditional rules of painting and found ways to express themselves more directly through free brushwork.


     


    The four masters of the Yuan Dynasty represented the orthodox side of the early Qing. The “Four Wangs” were four traditionalists Chinese painters : Wang Shimin (1592-1680), Wang Jian (1598-1677), Wang Hui (1632-1717) and Wang Yuanqi (1642-1715); sometimes Wu Li and Yun Shouping are added to this group to form the “Six Masters of the Early Qing.”


     


    They were influenced by the theories of Dong Qichang (1555-1636) of the late Ming Dynasty and one of China’s greatest landscape painters, calligraphers and art theorists. They developed a theory of painting based on a study of the old masters, such as the famous Sung painters (960–1279) with the calligraphic brushwork of the Yuan Dynasty (1279–1368).


     


    The copying of earlier masterworks was the normal way to learn painting. Then they tried to incorporate these stylistic traditions into their own work.


     


    The other dominant group, the “Individualists,” was a group of men largely made up of loyalists to the fallen Ming Dynasty. They often removed themselves from society, occasionally by becoming Buddhist monks. The four great monk painters are Hongren, Kuncan, Ba Da Shanren and Shitao, progressive artists who broke the old conventional rules and brought Chinese landscape painting to yet another climax.
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    Kuncan (1612-1673),


    Landscape after night rain shower, 1660.


    Hanging scroll, ink and colour on paper,


    96 x 58.5 cm. Palace Museum, Peking.
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    Jin Nong (1687- c.1764), Plum blossom,


    early 18th c. Hanging scroll, ink on silk,


    138 x 65.5 cm. Shanghai Museum, Shangai.
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    Guiseppe Castiglione (Lang Shining) (1688-1766),


    Pine, Hawk and Glossy Ganoderma, 1724.


    Hanging scroll, colour on silk, 242.3 x 157.1 cm.


    Palace Museum, Peking.
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    Hua Yan (1682-1756),


    Squirrels competing for chestnuts, 1721.


    Hanging scroll, ink and colour on paper,


    145.5 x 57.4 cm. Palace Museum, Peking.


     


     


    The art of the individualists is full of emotion and vitality. Since they were not confined to copying old masters and old modes of brushwork, they were free to experiment and develop unique painting techniques. They show no or very little loyalty to the visual appearance of nature. Instead, they painted impulsively without following accepted dogmas.


     


    In the 1700s and 1800s, great commercial cities such as Yangzhou and Shanghai became art centers where wealthy merchant-patrons encouraged artists to produce bold new works.


     


    Another notable group of artists, later known as the “Eight Eccentrics of Yangzhou,” specialized in figural subjects or auspicious flower and bird images. Jin Nong was one of them. He was a nonconformist, and he generally painted more traditional images laden with symbolism (such as orchids, bamboo, chrysanthemums, and plum blossoms).


     


    However, Jin was the first artist in the Chinese tradition to paint a large number of self-portraits. Hua Yan’s (1682-1756) work is also within the tradition of the Yangzhou school, and he is often named as one of the Eight Eccentrics of Yangzhou. A last group of Qing artists were employed by the imperial court to produce documentary, commemorative, and decorative works for the imperial palaces. The finest craftsmen were recruited to serve in the palace workshops, including a number of European Jesuit missionaries.


     


    One of the most famous Jesuits was the court artist Lang Shining, known by his Western name of Giuseppe Castiglione (1688-1766). Castiglione worked with Chinese assistants to create a synthesis of European methods and traditional Chinese media and formats.


     


    In the late 1800s and 1900s, Chinese painters were increasingly exposed to the Western art. Some artists who studied in Europe rejected Chinese painting; others tried to combine the best of both traditions.
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    Seventeen arch bridge


    Small figures on the ends of roofs on Chinese temples


    Snuff bottle with mask designs


    Sound of Pines on a Mountain Road, Tang Yin


    Squirrels competing for chestnuts, Hua Yan


    Stone elephant at the tomb of the Zhezong emperor


    Stone figure of a military guarding the sacred way of the Royal Mausoleum of Ming


    Stone inkwell
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    Table screen


    Table screen with bronze miror


    Tang style amphora


    The Taoist Genii Worshipping the God of Longevity


    Terracotta Army, Qin Dynasty, A charioteer with outstretched arms that once held the reins of his steed


    Terracotta Army, A dismounted cavalryman and his horse


    Terracotta Army, Qin Dynasty, A standing archer


    Terracotta Army, Qin Dynasty, Generals are the tallest and heaviest members of the army


    The Throne hall


    Torque made of gilt bronze with lapis lazuli, turquoise and coral plaques
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    Vase - red glass


    Vase of celadon porcelain


    Vase with birds


    Vase with enamel decoration


    Vase with butterflies and peach branches


    Vessel in the shape of an elephant


    Vessel in the shape of an ox


    Vessel. A scene of wedding


    Voyage of Emperor Qianlong, Mou-Lan


     


    W


    White falcon, Formerly Attributed to Emperor Huizong


    Willow from the Luoxuan series, Anonymous


    Wine Vessel in the Form of a Buffalo


    Wine vessel


    Wine vessel modelled in the form of a duck


    Wine vessel with pattern of dragons


    Woman’s jacket in turquoise satin


    Wood carving of a lohan scratching his back
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    Xian city wall of the old Tang imperial city


    Xuanwu statue
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