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PREFACE

THE increasing interest in and understanding of Chinese Art is evidenced by the
remarkable development in the last two or three decades in the published works
an the subject, which now disposes of  literature that has atmained considerable
propaortions in remarkable ramifications. Works have appeared both in the Orient
and Occident, in various languapes, ranging from cursory handbooks of a general
character to elaborate monographs on special aspects of the subject and expensive
de luxe catalogucs devored to the illustranon of imporant prvate 1ans.

It is the intention in the present volume to steer 2 middle course by providin
an informative yet Pn[mhrirmndlmﬁm to the stady of this vast kingdom, w’mr_ﬁ
shall deal briefly wirth the historical side and indicate the chicf types which have
been produced in its main divisions, in 2 serics of well-illustrated essays con-
tributed by some of the foremost authorities on their subject. This plan, though
it might be thought to have slight thearctical drawbacks, is sttended with
substantial advantages, because the growth of knowledge malces a comprehensive
survey of the whale subject beyond the scope of any one scholar, and it is obvious
that economic conditions preclude for the present the undertaking of a monu-
mental work, which undoubtedly the importance and schievements of Chinese
Art would warrant.

The present work is based upon the Barlingron Magazine Monograph entitled
“ Chinese Art,” issued in 1925, long since out of print and af a decided preminm.
[n preparing this new edition the main lines of the earlier work have beea
followed: Thus Me, Laurence Binyon, late of the British Museum, has written
on Painting ; Dr. Osvald Sirén on Sculpture; Mr, Bernard Rackham,
of the Department of Ceramies at the Victoria and Albert Museum, is re le
for Pottery and Porcelain; and Me. A. F. Kendrick, late of the Victoria and
Albert Museum, for the survey of Textiles. It was most unfortumate that Dr, W
Perceval Yetts, who rendered invalusble help in the prepamtion of the former
volume, was on this occasion umble to revise hi¢ article on Bronzes for the

resent issue,  Dr. Sirén, also, through absence in the Far East, could not give
Eiﬁﬁtﬂdnﬂumiﬁiunwhichhisﬁ:mmthemluﬁnnﬁfﬂh&m ture
now tequire. M. W. W. Winkworth has prepared an entirely fresh article on
Brotizes, with which he has incarpomied in rewritten form the section be con-
tributed to the Monograph on the Minot Arts—Jade, Enansels, Lacquer, etc. The
articles on Painting, Ceramics, angd have been revised by their authors, and
the billio ies brought up to and one or two others added. A number of
the original illustrations have been utilized, whilt advantage has been taken of the
o'rlpurmnitg to introduce numerous fresh examples, and largely to increase the
5 tes in colour by the inclusion of an impormant series on Ceramics, Textiles,
tonzes and Lacquer from the Lady Lever collection, the Leonard Gow collec-

tion, and from various Continental Musenms and ather sources. It has heen felt
that, however illuminating the text, the most enlightening and satisfactary method
of ripmchﬂng Chinese Art is by the study of comparitive examples, and especi-
ally by presenting these in the beauty of their n:i[i_iml colour, which it is possible
to record o a large extent by modetn methods of reproduction.

The format of the book has been altered to a more handy size; and advantage
has been taken of the International Exhibition of Chinese Art at Burlington House
to include a selection of the masterpicces there exhibited for the first time.

Noevember, 1935. THE PUBLISHERS.



NOTE TO THE THIRD EDITION
The prepamtions for = new edition had to be carried through towards the
end of the second World War. It is regretted that Mr, Laurence Binyon and
Mr. Roger Fry are no longer with us ; but Mr, Bernard Rackham and Me. A. F.
ick have kindly revised their sections, A slight extent of substitution
in the lllustrations may, it is prove advantageous, and the opportunity
has been taken to include 2 of minor corréctions and adjustments.
THE PUBLISHERS.
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INTRODUCTION

FORTY CENTURIES OF CHINESE ART
A Brier ReEViEW
By Madame Owo Tai-Chi

(IFife af tha Jute Chilnse Amiarsador to Great Briizin

THE International Exhibition of Chinese Arr, which opened in London
on November 27th, 1935, formed one of the most remarkable collections of
art treasures ever scen. It illustrated the culture of my country over 2
period of neatly go00 years.

of these treasures are priceless; their value has never been
considered in terms of money, for we look upon a beautiful object of art
as something to be cherished 2s we would 4 valued friend. China gave
art to Japan. Iis powerful influence is impressed throughout the Hast
in Java, Burma, Sinm and Indiz.

Art began in China with primitive sculpture in stone, and the origin
of this is very obscure. lLarge carvings were carried out by Elm.i.Eﬂ
rather than one armist, and sometimes scveral generations passed before
the work was completed.

Among the most cherished relics of the Chou Dynasty (1122-249 8.C.)
are ten drums, afterwards installed in the two side halls at the entrance o
the Temple of Confucius in Peking. Our finest sculprure was exccuted
during fourth and fifth centuries. These carvings of pure Buddhist
inspiration ase very sare. The name of Baddha was first heard in China
after the retumn of the Chinese :nisg' Chang Ch'ien from an adventurous
voyage in Central Asia in 126 B.c—but the religion did not receive official
recogmition until Aip. 67, and the Tartar Dynasties were its chief patrons.
The ideal Buddha of boundless age and “ Light in the Western Heavens ™
is represented in works of that time as sitting upon a lotus pedestal with a
i canopy above hin.

Cavrprons or Brosze

In my country bronze has been moulded and chiselled from the earliest
days, and many which have been preserved reveal their archaic
origin. During the mythical period of the third millennium ».C.,
c:chniml methods steadily mmproved until the time of the great Yu,
founder of the Hsia Dynasty :jucgr;gﬁy B8.C.), who is recorded to hvae
cast the metal sent up as 4 tribute the nine provinces of his Empire,
mto nine tripod cauldrons of bronze.* One teadition says these were
carved with maps and pictures of the products of the provinces, another

*Vida p, 51,
xiii



that “ an all-wise Em}!mor"hndthﬂndmﬁmmdwithcﬁldmmnfﬂn
storm and Narure spirits,
e S Ay g A e W T
4t the close o o 5 18 in i
in the courtyard fth:fl'::“?[’n]max[’nkmg. T'here were over a
ﬂmumdtrmmfmm&;]ﬁpmalmhmmbemm London, smong
thiem some sacrificial bowls, of which so few have been preserved. Marco
Palo speaks of these bowls when describing his visit to the Court of
Kublai Khan, and the bowls of gold and silver filled with Kumiss which
adumndth:hmqumng table.
Aﬁxmusongismlghtofsdmh:thc of a hollowed tree

one Pishan by name, in the cy Imm-dfmu of
tlmpmod&ﬁxc}mng(am 1361). Ithmth:halfw “ Hua yu”
flowering jade. A rhyming verse makes 2 curious inscription under the

cup
“A hundred cups inspired the poer Li Po,
it jar-inromicated the Taokst Lin Ling;
uﬁibm;m:lugdﬂlghmﬂuwiu

That their firmous names have come down to us.™

I think some of the most interesting relics of primitive times are the
orscle bones, which date back three or four thousand years Thzr
mscribed with anclent &c:nngm]:ha From these much lost knowledge
of the carliest forms of mrmghsbnmuhumnd,thnughm}
characters huve not yet been identified.

Divinanon by omcle bones, which were made of tortoiseshell or
sheep’s blade bones, was the method of deciding futare conduce by con-
sulting one's illustrous ancestoss,

SoME SACRED EMBLEMS

A knowledige of some of the old tmditions adds to the enjoyment
of the bmuufuﬁwb;m it wll be ﬂ;mnmd that ﬂ:m&n ;}mcfs Mddl
occur i and = in carvings of wood, ivory and | as well as in
hn:[rnmk, lﬁs snd embroiderics

sacred Inrus is: well known, and perhaps nearly as familiar are
the Taoist sacred plants—the peach, which is the tree of Life in the Kun-

Lun Paradise, the fuit according to mdition i once in three
thauunrl ears und immoraliry all those who eat of it ;
fﬁm ~D‘1ﬂ“sl cmh[:l:u_as'm:lleﬂ

ung, Chn Im.E:c. , the first two because
:’jk:‘ymﬂﬂgmnmd it still flourishes in

ﬁmﬁmmmgmiﬁmtw?ﬂr
appeat. wild plam takes o prominent we know it is
‘winter-time, the tree “mgm spring, and the lotus, reminding us of drowsy
‘witers overshado d:mpmgwdlnw,mﬂrﬂ of summez ;
autumn iy aptly mf.uumud by the chrysanthemum, ln the decorative
wmis&&ucﬂﬁmthn:ﬂumdthfnurmm&n[umﬂy:{:pu:

xiv



DETAIL OF A PICTURL OF PARATISE any '
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On many of the old lovely lacquer twelve-fold screens the idea is
carried further, with 4 Hower for every month. January—prunus,
February—the peach blossam, March—tree peony, Apal—double cherry,
May—magnolis, |June—pomegmanate, July—lotus, August—pear, Sep-
rember—mallow, October—chrysanthemum, November—gardenis, and
December—poppy- .

These flowers are much used in embroideries. We have zlways
excelled in portraying birds and flowers in this way, and modern embroidery
is still done accotding to the tradidonal designs.

I was glad to learn that among the uiﬁ—?;tuﬂqncmptﬁﬂﬁadc,
there was the rarest piece of all from the Peking collection. It consists of
three seal blocks joined t and cut from a single block of the rarest
colcured jade of all—golden vellow. -

In China jade is looked upon not only as @ precious stone, but is
believed to have magical and curative properties. It was the traditional
food of the Taoist genii. Called Yu, there are three 1 varicties
obtainable in different districts, A Manchu author describes jade in
Eastern Turkestan as mountains of jade.

There arte still 8 number of Western people who imagine that jade is
always green, wheteas it is found in many shades, and purest white is
still, #s 1t used to be, in greatest demand for carving.  Kingfisher feather
and beeswax yellow is how we destribe somie of the tones, but the rarest
Eful ﬁlm are mutton-fat white with veemilion spots, and spinach-green with

TS,

_}:dcpnhas not only held an important position for cenmuries, but some
objects made of it have become world-famous. A tmveller, Friar Oderic,
in A.D. 1318, describes a jade cistern at the Imperial Palace, lavishly
decorited with pearls and gold. This disappeared at the fall of the Mongol
Dymnstir, but was found later by the Emperor Chiien Lung, & patron of
arts and a gifted peinter and poet (two of his paintings will be seen in the
exhibition), in o Buddhist mﬂms::?-, whiere ignorant monks had been
using it, now stripped of its pearls, for storing salt mear. The Emperor
was 30 overjoyed at the restoration of this Jovely cistem that he immediately
composed an ode, which he had engraved inside it

i rinese pictorial arr, 1 think one may say, commenced with our
w1

reiting, of which no scholar can give the exact origin, though p
belief is that it gmduslly developed Ermn pictures af thmim to pmé
sounds representing then,

Out perspective is metrical, there are no shadows, and reflections are
rlways perfect repetitions. _

Painting is said to have been invented by a minister of the legendary
Yellow Emperor, Shih Huang, Many of our Emperors were artists of
no mean achievement, among them Luan-Ti of the Liang
Dynasty (AD. j03-357). The Sung, Yiun and Ming Dynasties all pro-
duced Tmmt artisrs, among them Chiu Ymg,ogrut master of the last
period, who was famous for his life-like groups pc:.l;p!c iy p:cmrug::
surroundings. Chao-Mangfu was the master of the Yian DEI::II}"{. _
a picrure which will arouse great interest i London is Hsia Kuei's
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s:mﬂlﬂﬂpamﬂng. *Ten Thousand Miles of the Yangrze," which is 38
feet long.
Durgﬂzﬁsm studied the objects they depicted with great attention to
detail, and often took a long time to complete a work, but an excaption
to this was Liu Liang, 4 native of Kuanting, who flourshed in the middle
of the fifteenth century, and was famous for his birds and Bowers. Women
artists were not much to the fore. Almost the only one who has her
name - immorralized, icalarly for her ink bamboos, is Kuan-Tao-
Sheng, who lived m the Yian penod.
Purposely I have refrained until the end from mentioning China’s
E:nmtﬂst art medium, poreelain, which was, of course, invented in my
d—hence your term ** china " for all crockery ware.

It is on record that Wa Wang, founder of the Chou Dynasty in the
twelfth century B.c., sought out a descendant of the conquered €Tt
Shin because of his skill in pottery, but porcelain was not made until the
Han Dynasty (206 a.¢.). What beaury has been enshrined upon its fine
hard-grained surface!  How many lovely examples have been ¢herished
by their owners for centuries, preserved in many cases hidden in silken
w:-nplﬁrifs, anly to be exposed to the eyes of true connoisseurs, Ous
porcelain reached perfection dusing the Northem Sung Dynasty, bur the
dynasty which has gained the most world-wide fame is the Ming (a.n.,
1369-1644), The Ming Dynasty acrually comprises thirteen dynasties,
and continued until Manchu rule began in China, and decadence i art
followed. The richest colours are to be seen in the Ming, Hsuan-Te
(An: 1426-1435) ware, a rich, glowing ruby-red ; the Kuang Yao, a soft
5:::5', like a pigeon’s breast; Chien Yao, velvety white ; but the rarest

¢ Chia Cheng, * blue of the sky afier rain” This colour, which took
vears to produce, was made according to Imperial order, * as blue 28 the
sky, ﬁ;!ﬂﬁiﬁ uIrrg.:rm,, as thin as p;ﬁx:tandﬂi :és—:m;:xmmd mitiml as a
stone Of jade.”™ Tt far eclipsed ev iex porcelain in delicacy. The green
glaze of the Sung Dynasty has n::it been equalled for its c?:zr dark grass-
green tone.  Turquoise, sapphire, amethyst, all the colours of precious
E:‘mm._:s: megged in our parcelains, some so Jovely that they can never

copicd.
Despite political and other troubles, we still love beauty, and even
at Shanghai m-dﬂi' we can buy the Yi-Ksieng-Ho potzery reapots which are
on the shores of T'ai Hui, This fine ware is decorated with birds,
owers and . and 15 still believed 1o be the best for brewing
tea. If muchof China’sart is lacking ro-day, it is not lost, only sleeping.
Some day we shall carry on o tmadivion which has made the world mnr;-ﬁ,

The & arucle was spocully eomedbured so The Gurew newapaner, Qg oth; 1935, sod &
hete reprintsd by permibslon of i surhor and by the connesy of the Eﬂﬂdﬂm?&mﬁi
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THE SIGNIFICANCE
OF CHINESE ART
By Raoger Fry

THERE are, 1 believe, many pecople well inted with some RSE:CLS
of European art who still feel that the are of Chuna is sirange to them.
For them to come upon a book like this is to come upon a world o which
they have no key, They may know but little of Christian hagiology,
bur at least the names of the Chiristian Pantheon ate familiar to their
ears, whereas they have no feclings at all about Avalokitesvaras, Amidas
and Arhats, Again, the whole of Chinese symbolism will be unintelligible
to them, They know, perhaps, that the dsagon is symbolical of the
lmwns,:;in they do not feel any point in the sg.:i:ijlab:ﬂ,ﬁ being Familiar with
in quite other serrings, It may well e this remoteness
m mﬂl:i:n.:.1:q:t':m-l Chinese ::T;&g:kcs them feel it & closed book to them.
They muay feel v enough in the presence of the trifling bibelots, the
“ Chinoiseries,” of later periods, which have become acclimatized in our
drawing-rooms, bur the great art, above all the carly religious art, will
repel them by its strangeness. _
Now, I believe this is @ mistaken fear. Chinese art is in reality extremely
accessible tothe European sensibility, if one approaches it in the same mood
of attentive passivity which we cultivate betore an Fralian masterpicce of
the Renaissance, or a Gothic or Romanesque scul A man need
not be a Sinologist 0 understand the wsthetic a of a Chinese statue.
It may represent some outlandish divinity, but it is expressed according
to certain principles of design and by means of 4 definite thythm, And
it 50 hap that both ﬂm'pﬂnﬂglc.s of Chinese design the mature
of their rhythms are not half so iliar to the Luropean eye as Chinese
musical rhythms arc 10 our ears, On the contragy, they are so similur
that 1 could point to cermin much-beloved Buropean artists who ase
nearer in this respect to the Chinese thun they are 10 certain other great
European ariists. Chinese ant is nothing like so difficult of access as
Hindu are. It has, to begin with, colour schemes that are pre-eminently
harmonious to the E 1 cye; it has the same genemal notions of
a stmilar equilibrium and it does not allow the elaboration of deril o
destroy the general structure ; whereas in mach Hindo st and in some
of the art of the Near Fast we must, [ think abandon some of these
demands and content ourselves with other, and to our feelings, less
important qualities, with mere diversiry, multiplicity and inrricacy.
Still, there is & difference. We do recognize some peculiar Savour in



almost any Chinese work of art; although it would not be hard to find
specimens that might puzzle 2 connoisseur as to whether they were zeally
Chinese or nor. There can be little doubt that the jdea of what was
characteristically Chinese was mmch clearer to our minds even farty years
apo than It is to-day, It was sull clearer to our eighreenth-cenmmry
ancestars who collected * chinoiseries,” snd had Chippendale furninure
or Huet decoritions ** in the Chinese manner.”

The ides of a typical Chinese object has grown progressively vaguer
in proportion as our knowledge has advanced, Tt is not so many years ago
that & piece of Sung pottery was an extmaordinary rarity. 1 xememiber that
when the magnificent Morgan collection of porcelain was first installed
in the Metropolitan: Museum, New York, there was 4 single Sung piece
pointed out, perhaps with pardonable exaggerstion, as an slmost unique
object. Chinese art ‘was still mainly the art of the Ming and still more
of the K‘ang Hsi and Ch'ien Lung periods. Now we go back in pottery
to Han times at least, and in bronzes much further, and with our Ecﬁtﬂ'
knowledge much of thar specially Chinese character 1s seen to belong
rather to a period than to 2 people, and one is hard purto it to say what
special common quality unites 2 Ch'ien Lung figusine with a Buddhist
statue of the Wei dynasty and a sculpture or bronze of the Chow At
one point we find Chinese art merging inseasibly into Scythisn ; at
another Greco-Indian influences predominate, It would indeed be
surprising if one could generzlize readily about the art of so vast a territory,
extending through such long perods oghumn history, 50 that if T do now
atternpt to make cermin generalizations, it is rather with 2 view to poiatin
out certain lines along which our attention may profitably be dJ.:ccraE
than in the hope of establishing any important general truth,

The first thing, 1 think, that stmkes one is the immense part played
in Chinese art by linear shythm. The contour is always the most important
fearure of the form.

Next we note that that thythm is almost always of a Howing, continuous
character,

Finally, T would note a pecubarity in their plastic feeling which ir is
difficult to describe clearly, It is not that they are lacking in the imagina-
tive grasp of three-dimensionul forms, but that the mental schema on
which they are constructed differs from the characteristic mental schema

v workers in the round. When the Chinese conceive solid

of Burg
forms, myt:k:an_tl}cirpuimsofd?nmmﬁm here, the and the
cylinder, whereas the greawer pant of Burop su?ipnu: and crﬁ.ghttin , i
so far as it creates ideated plastic forms, mkes its point of departure from
the cube or at least from some simple polyhedron.
Th:ﬁrstnfmmchmcrmmwgidt.lhw:m&nﬂdisll'think,
sufficiently obvious: To take their painting, to begin with: No doubr
Furopean painting started on a linear basis, and no doubt it fr
returns to i, but from very early times the linear rhydhm began to be
influenced by other considemtions, and as our knowledge of external
appearance progressed, or rather as we absorbed more of 1t mto the
material of the painter’s expression, the linear thythm became more and
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more subordinate to other considerations. When we come to Rembrandt
it is hard to say that any lincar basis survives. Now a Chinese picrure,
even Of the later and more highly sophisticated periods—and by the way
Chinese ast scems to have been sophisticated from the remotest antiquity
—never loses the evidence of the linear shythm as the main method of
expression. And this is only natural, the medium used being always some
kind of water—colour and the art of painting being always it:gm:gdas-a
part of the arr of calligraphy. A painting was always conceived as the
visigic m of a thythmic gesture. It was the graph of a dance executed
by the

This predominance of linear rhythm is felt in all Chinese decomtion,
and even in sculprure. In sculprure it makes itself felt in the emphatic
continuity and How of the contour and in the treamment of drapery, which
is siten rather inscribed on the form than modelled as a separate plastic
element. And wherever such drapery is inscribed or however it 1s
indicated, the direction of the folds takes on the character of a hinear
thythm.

Secondly, the linear chythm of Chinese art is peculiarly continuous
and flowing, It is never so flaccid as Hinda rthythms, nor is it ever so
hasshly staccato, jerky and broken as certain rhythms with which Europe
is farufiar, These is nothing in Chinese arr as ungracious and literally
shocking as the shythms of fftcenth-century sculpture in Germanic lands
and the contemporary painting of the Nethedands. It hardly ever attains
quite the refinement and nervous subtlety of the shythms of cermin catly
Persian draughtsmen, bue it is more closely akin to that than any other.
Certainly to our eyes the linear rhythms uf‘: the Clunese artist present no
difficulty. We are Fimiliar with very similae ones in much Imalian art.
The contour drawing of certain pictures by Ambrogio Lorenzewi comes
very close indeed to what we can divine of the painting of the great periods.
Borticelli is another mt; of an essentially * Chmef'l'lmgi; H&uﬂ tuh?;
relies entirely on linear rhythm for the organization of his design, is
thythm hnsy' t thar Howing continuity, that melodius ease which we
find in the finer cxamples of Chinese painting. Even Ingres has been
claimed, or denounced, as the case mxy'll:. as 4 “* Chinese ™ painter ; and
with some teason, for he, too, holds intensely to his linesr scheme, and,
however plastic the result, aven the plasticity is effecred more by the exace
tlamun' g of the linear contour thm%ynﬂy of the other means which the

‘uropean painter can rely on.

It would be a mistake to suppose that because the Chinese rely on their
linear shythms, their paintings are flar, like the works of some modern
pre-Raphaclites. On the contrary, they have a keen fecling for the volumes
which their contours evoke, and avoid anything either in the narure of
the rhithm or In the manner of drawing it, which will check the idea of
plasticity, will bring us up, as it were, with 2 jerk on the surface of the
pictuse.

Finally, I come to the nature of the plasticity of Chinese art—whether
it is suggested on 4 flat surface by line or executed in solid relief. When
we Eurapeans refer to plasticity wo tulk, naturally, in tesms of planes,
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but T doubt if the Chinese artist has ever conceived of this method of
handling plastic forms. I do not know what language lie uses, but 1
suspect he would, even in speaking, refer shapes to cvlinders, spheres and
ipsotds.

C]Lplf I am right, we touch here on some profound difference in the
creative methods and in the imaginative habits of European and Chinese
attists, but though they affect the crearive atist profoundly, these differ-
ences hardly ever form a bartier to our appreciation and understanding
of the other method.

Tn its formal sspects, then, Chinese art presents no serious difficulty
t&s our European sensibility. T have admitted that much of its content is
inspired by feelings which are not easily sccessible to us, but it is really
very di to us to enter Into the psychalogy which lies behind much
of our own medizval art

Another point of difficalty may well be their attitude to the human
figure, We inherit from the a peculiar arrogance about the species
of animal to which we happen to belong, We have, therefore, devated 2
quite special and intensive stdy to the forms of our own kind ; we have

eveloped thereby many specialized sensibilitics and 4 mass of associated
idess which we carry in our “ unconscious,” ready 1o vibrdte in response
tor the slightest suggestion on the part of the arust. The Chinese have
neves apparently focused their attention so narrowly on theit own specics.
They have never lost sight of its relative position in the scheme of nature,
As a result we are likely often to feel the inadequacy, and from our point
of view, the relative insignificance of their figure imagery, though in
their sculptuse they could at times attain o a noble impressiveness in
their hurmn form.  Bur what may well counterbalance this Jufect is the
relatively greates sense in the Chinese of the significance of animal and plant
forms.. mere absence of that special human armogance of the Buropean
has allowed the Chinese to retain much of that peculiar intimacy with animal
life which characterizes primitive man ind persists in our own childhood.
They undesstand the lite of animals from within and by & sym tie
intuition, not by an external and merely cusious observation, Tt is this swhich
gives the peculiar vitality to their animal forms ; the pasts where by reason
of the innet life which the artist has divined and expressed. [t is much the
same with their treatment of plant forms. These are treated with a certain
grave respect, which our own flower ﬁmm- have rarely possessed.

In anuther point the content of Chinese art muy strike a note that is
strange 10 Western minds, and that is the absence of the tragic spirit.
Whilst their fun is sometimes almost childishly naive and exuberant, their
gravity is never altogether untouched by humouwr. A Michelangelo is
unthinkable in the atmosphere of Chinese art; still more E-.dups; a
El Greco letting himself go whithessoever the exaleation of his fovered
imagination carried him. This kind of exaltation, as well as dramatic
intensity of human feeling, scem unknown, Their most exalted religious
feeling leads them into 4 more contemplative mood, and one more remote
from possible action than ours; It is 4 mood, wo, which admits of a
certain playful humour which 15 stange to our feelings.
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But allowing all due weight ro such considerations, it is, T think,
surprising how nearly akin to the finest European feeling is that which
inspires the great creative art of China. Chinese art appe to Westem
nations: originally almost entirely in virue of its technical ingenuity,
its brilliant and tasteful exccution, and the *“quaintness” due to its

. As we get to know it better, as we explore more and
more the great classic periods, we are led ro trest it with the same respect
and the same concentrated attention which we have 1o devote to our own
great masters 1f we would spprehend the nature of thicir states of mind.
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PAINTING
By Lawrence Binyon

FORTY-FIVE years ago, if one talked of the beanty and grandeur of
Chinese painting, people stared and looked incredulous. Englishmen
who had pas_sc-f their lives in Shanghai would become quite heated in
their denials of the very existence of this arr.  Bur'in the short interval
all has been changed. "The names of Chinese masters do not yet, it is
true, come readily to the lips of their Western admirers : bur Chinese
painting is in fashion, and examples attributed to the most famous names
of all the classic periods are to be seen in the Western world, This material
uires to be severely sifted. What we know for certiin amounts to Very
lirtle. Bur how to sift it ?  There is the radical difficulty of this study,

For the student of European are there are any number of documented
works which may be selected 2s stasting-points.  Yet in the days before
photography made rigorous camparisons possible, how easily were
casual ascriptions accepted | Chinese art has suffered from untold destruc-—
tion, At Tun-huang, on the Westemn frontier, frescoes dating from the
sixth century onwards still exist, but the three hundred -paintings
by the greatest of Chinese masters, Wu Tao-tzit, were all destroyed long
ago—as wexe thousands of others—and the vast Imperial collection of
tEc finest of the silk-paintings of the splendid Sung period was burned
by the Tartars. Luter times have witnessed similir holocausts,

The Exhibition at Burlingron House wus membsable, becuse for the
fist time a selection of the treasures preserved in the national collections
at Peking was disclosed to Western students, In apan is o be found
a splendid array of old Chinese paintings, especialiy of the sung period.
But even ln the case of these pictures there is seldom any complete certainty
as to date and authorship,

All we ean attempr at present is to acquire a sound coneeption of the
style of each epoch; and to establish 4 standard of quality from the best
of the known examples.

EarLy Prtons.—When Chinese painting emerges into oue view from
the ages of conjectuzed history in o tangible example, we are surprised to
find how little it has of primitive chatacter. Tn the British Museum is
i painting attxibuted to Ku K'ni-chib, one of the most famous of all
Chincse nusters [Prate 3], Whether actually by his hand or not, this
pitture undoubtedly represents the design of period of the Chin
dynasty (4.0, 26§—420), and is, therefore, 2 document of capital importance.
It is a long roll of silk on which are painted illustrations 1o 2 prose
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composition entitled “ Admonitions of the Instructress in the Palace,”
by a third-century writer. In one scene a lady of the fisst centuey refuses
to ride with the Emperor in his palanguin: * In the old pictures,” she
says, “ only ministers ride with the Emperar” And, no doubr, that
age seemed to itself very modern, with <o immense a past stretching behind
it Confucius was already as far away as William tg:ﬁ Con is from
us in England now, Everything in this picture betrays tEc refinement
of an old and great civilization.

To a casual glance Ku Ki<hil’s painting vields but little of its
beauty and signiticance, After twenty years” familiarity I have found i
every day more wonderful. Whar is the secret of this compelling
attraction ? It is, 1 think; a very profound and subtle sense of life. It is
exquisitely humane. You feel a whole race, with irs gradually attained
victories over instinct and circumstance, its security of fine habit, behingd
the artist ; just as you feel all the artist’s finely organized narure in every
turn of the brush as it trm:? thgc delicate lines on the silk, and (as if it
were something quite si ne) creates 4 sensitive human form in
its natural dignity, theﬁslun;g ¢ movements of hand and wrist, a discreer
look in the eves, or the intimacy of glunces exchanged.

Thinking for a moment of the painting of other countrics, we tealize
at once one iar mark of this Chinese art, Painting for the Chinese
ts 1 braach of handwriting. No European can ever appreciate like a native
the innermost subtleties of their calligraphy ; but m distinguishing the

ity of a painting we have to tmun oursclves to be sensitive to the

of every brush-stroke, which in & master’s work is alive—still

giving out the life-force put into it—to every least blor.  In Ko Kfai-chily’s

inting this side of Clinese art is fully seen.  The artist has a-vision in

Em’mﬂ of the forms he means ro depict, and writes them down ; his

hand, with the writing-brush in ir, is impelled to continnous lines, avoiding

the abruptness and broken shapes of actual appearances ; its tendency is
to take long curves ; always to flow.

On many of the figares we notice scarves which ripple out from the
form as if buoyed on a breeze.  Are these merely for the joy of the calli-
grapher 2 Not wholly, T think. They belong rther to that delight in
maovement which seems innate in Chinese art. We find it easlier in the
incised stone friezes of Han times, which have the appearance of being
copied from paintings. It is wonderfully displayed in the other * Ku
K'ui-chih ™ painting extant {in the Frees Collection at Washington) which
is by & different, a dricr, and cerminly a later hand, and hus 2 legendary
subject. There & fairy-chariot dmwn by six dragons moves glorious)
thtough the air, (A rwelfth or thirteenth-cenrury vession of W
i in the British Musewm.)  But this joy in expressing movement is manifest
in &ll typical Chinese decoration. How it loves the forms of flame, of
wave, of cloud, of flymng bird and dragonl Western decoration, when
we put typical ::xump{cs side by side, seems frozen by contrast. But this
comes from the deepest intuitions of the race, from its very conception
of the universe.

In the sixth century the Chinese view of artistic excellence was crystal-
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lized in the famous Six Canons of Hsich Ho, himself @ painter,  Interest
centres in the first of these canons, translated literally by Mr. Waley,
* Spirit-harmony ; life's monon.” The precise meaning of this hag been
disputed by scholars. Ms. Waley deprecates the use of the word rhythm
(as in Prof, Giles® condensation ** Rhythmic Vitality™"), because ** nothing
like symmetry of design o balance of forms is meant,” is indeed
loosely used by critics as equivalent to * repetition ™ but its pro
meaning has nothing to do with symmetry or balince, and refers to related
movements ( sed with completeness only in the dance) ; it is only
by analogy of painting, the forms in which, though stationary, can
convincingly suggest movement.  And the natural movement of life is
shythmical. It seems clear that the ideal aim of the arist is to ler the
cosmic energy which animates the living world stream through his work.
When we use terms like “ inspiration,” * demonic,™ * creative,” we are,
no doubt, making a similar :cciummm in-art.

Chinese legends of grear patnters tell us that their creations, as the final
touch was put to them, sssumed acmual life: horses galloped away from
the wall on which they were painted, deigons soared through the celling,
Ku Kfai-chih, when some paintings disappeared—they had really been
stolen—remarked thar they were in the nature of spitits and had no doubt
rejoined the immortals. This view, that 4 great work of art shares the
energy of the universal spirit, is in murked antithesis to the modem
Western view that it is the expression of an individual personality, * The
operations of the ;pmm&mmng life’s motion ™ is Mr, Waley's translation,
approved by Prof. Pellior. Since the expression of movement, especially
of flowing, undulating movement, is peculiarly charctenstic of Chinese
design, we may be allowed to emphasize also the last part of the canon
a hietle ;. bur 1t is the * operations of the spirr ** which is the phrase of
paramount significance.

Aftet the two paintings attributed to Ko K'ai-chih, our next documents
are certain frescoes at Tun-huang of about the sixth century, reproduced
by M. Pelliot in his great work, of which six volumes of plates have been
published, Animated as these are, they are obviously of 4 loeal school,
though we cannot well judge of them in the photographer’s rather faint
translation,

Tre T'anc Drynasty—Of the seventh century, by which time the
Empire was consolidated afresh under the Thing Er rs, the most
famouns master is Yén Li-pén, Ascnﬁl-p:iﬂﬁngl-:?ﬁiﬂg hirteen Emperors,
was recently acquired by the Boston Museum, The emperors are portrayed
singly, each with attendants. It is a virle work, importane for its eatly
dare. The same muscum has & fine copy after Yén Li-pén by 2 Sung
artist, Schalars Collating Texts, notable as a complex figure composition.
From his third expedition to Central Asia, Sie Aurel Stein brought
fragments of & sk paintin dan'nﬁ from the early eighth century. The
fragments are now in the Delhi Museum, and were mp:oducc& n the
Burfington Magazgine, June, 1925. The district, now desent, whete they
were found, was sertled by the Chinese, and the painting {s entirely Chinese
in style. It appareatly Li;:pfx:ted 4 festival in honour of spring.  Ladies
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and their attendants stand under trees, some green, others scatrering
their blossom, and watch dancers dancing to music, It is unfortunately
in'a very fragmentary state, but whit, remuins js as fresh in colour as when
painted. The r%g;;shnw the T*ang ideal ; 2 more massive than the
¢l m:ndcr s of the preceding age; 2 full, rounded ; curved
cyeh s hair hesped in a mass sround and above the head ; full lips,
and a serene expression.  The affinities with the earliest Japanese paintings,
modelled on contemporary 'I"mnﬁm, are remarkable. '

Of T'ang painting has perished, though this, according
to all tradition, was the grandest age of arr. i this epoch grear changes
were wrought in the art of China. The Empire vastly expanded irs
dominion westward ;3 henee the Chinese becime interested in foreigners
from the West, their strange types and costume, and the act ﬂﬂhﬁ‘ough:
with them. There was much intercourse with India, for Buddhism now
had strong hold of the Chinese mind, colouring though not supplanting
the indigenons conceptlons of life and the universe, and giving a world
of motives to artists. The greatest works of the period were probably
Buddhist, and the greatest of the Buddhist painters was Wu Tao-tzil
[see Praves 2 and 4]

Among the very fow authentic specimens of T ang painting are five
portraits of saints (mostly much dumaged) painted by Li Chén about
A.D, Boo and preserved in {:;Em These are in a careful sryle ; they show
nothing of the impetuous, vehement brush-work described as charscteristic
nf-Wll?gtm-uﬁ’s mature manner znd doubiless imitated by many followers,
Nor do we find this influence in such of the Buddlist paintings from
Tun-huang, now in the British Museum, the Delli Museum and the
Louvre, ss may be classed as Chinese ; though In some of these a rathes
coasse execution is combined with really grand design.  This series of
pamnngs constitutes, however, 2 most precious docwment, since they are
indisputable works of the ninth century and give us some idea, obrainuble
nuwlpmﬁ else, of what Chinese Buddhist art of Tang times was like, if
only in a provincial form. The imagery and formula are Indian, whese
the pamter depicts a vision of Paradise or of the Bodhisattvas and
their attendants : but rthe arosuc idiom is Chinese. And in the scencs
from the Buddha legend, or from Jataka stories, everything 13 Chinese.
Also thete are many portraits of donors, showing contemporucy
costume,

Fihioes of a rarer beauty and a grander style are ro be found in the
carly Buddhist paintings of Japan, deriving from the central T"ang wradition.
In Jupay, two, is a set of three pictures, 4 Buddhist trinity, long sccepeed as
the work of Wu Tao-tzi himself, In these there is the broed and beld
hrush-stroke, and something of the amplimade 6f form, whieh the records
of the master Jead us to expect : but they do not convince us as supteme
crestions, Other pictures still extant ate asceibed to him ; but it is
certain that nothing from his hand sarvives, Those who saw him at wor
were amazed st the economy of means by which—using no * heavy ink

ng "—he s red the volume of 2 form, its saliences and hollows;
He worked * as if a whirlwind possessed his hand.” He seems to have

o 9



bad all the creative energy of & Michelangelo or & Rubens, and, like them,
to have transformed the tuditions out of which he came.
But in China the formed styles of all the t masters are piously
ted. so that none is wholly '.it.t;::-m:scc!ccf.“ail Side by side with the
impassioned visions of the Death of Buddha (2 coneeption and compo-
sition which tnay be divined &umj:;panm imitations, such 25 the one
in the British Museum) and scencs of Purgatory, and majestic Spirits of
Compassion, there was an ant of gewre, delicate and intimate in style.
The Listeners fo Masic, by Chou Fang, reproduced in the Burlington
Muzazina, Vol. XXX, p. 210,! Is a beautiful example of T ang genre. More
than one vession exists of this picture, the far-away Eg::)tu of Japanese
Ukiyo-yé. How dominant a part is played in this desi the spacing |
OF the formal elements of design this gift of spacing s China's greatest
contribution to the world's arr. It is something original and unique.
The opening of T'ang tombs has made us familiar with the immensely
vigorous pottery figures of horses and camels, with or withour riders,
which were favourite subjects of the artists of the nme. Han Kan was
the most famous of all the T ang painters of hotses ; but nothing of his
work survives. The Chinese had a passion for fine horses ; and painters
d:hﬁhtod to depict them in their native wildness—symbols of speed and

And now, too, landscape began to be seriously developed. The Ku
K::]airchih roll in the British Muscum contains a landscape which is the
only primitive in it. But the T ang painters set themselves 1o e
'“'itlthﬂprﬂhlﬁt}f ﬂngdiﬁzguccanddt:rdaﬁvt ) gimf
objects in space. Cuu]md we see specimens of this lost arr, they would

seem still relarively ““ primitive,” compared with the copies and
imitations of thet made in later times ; but we cannot be sure, Li Ssi-hsin
and Wang Wei were leaders of rival schools. The style of Li Ssii-hstin
may be seen in an albam of small paintings of imperial palaces in the
British Musenm : one of these is :cproduc:‘:ﬁ? in colour 35 the frontispiece
to Mr. Waley’s book ; also in other derivative paintings. It is 2 formal
style, designed in blue and green with gold lines emphasizing the forms
and fissures of mountsins and rocks. Long horizontal scrolls weee
painted with panoramas of jagged pesks and ranges rising from lake or
sea. Wang Weil's was 4 more melting and romantic ast.  One of his
most famous scrolls depicted the scenery about his home. It was engraved
on stone, and rubbings from the stones have been published by the late
Prof, Laufer. A free copy of the picture, avributed to Chao Méng-fu,
is in the British Museum.

_ Tae Sune Dyvasty—With the Sung dynasty we reach at lust some-
thing more ible and concrete than the fragments, vestges, and literary
secords which leave us still hungry for 4 sight of the lost glories of T ang
painting.  Yet we have to recognize that genuine Sung pictures are
zelatively very mare.  Jupan happily had a passion for the art of the later

! Bee el=articke In that anmber on dic sanry of Anclent Chinese Painin by Asthur Waley, Tn the
E::i:':: ﬁ:ﬂﬂﬁdw-u:mﬁ'mmr af Chiness %, My, Walay show
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or ** Southern ™ Sung, and still preserves 2 number of fine examples,
which bave been teproduced in various Japanese publications. These
possibly give us 2 one-sided norion of Sung art as 1 whole ; nevertheless,
the art of this age has a definite character which makes its productions,
whether in paintings or ceramics, recognizable.

The Sung age is divided into two periods by the Tartar conguest of
Nogthern China, In r1z7 the Emperor Huwi Tsung was carried into
cnipuwty Hangchou, in the south, the marvellous t:‘lll;y described by
Marco Polo, became the new capital of © Southem Sung.’

Hui Tsung, himself an artist, was an enthusiastic collector and parron
of arists. Pictures of eagles and falcons, ascribed to him, are fairly
common, but need not be seriously considered in connection with lis
name.  Under him the Academy ui: Painting rose t0 great importance,
For s time there was 4 resction against the subservience to tradition wlich
pessists through Chinese art. * Bird and flowers ” wese a very favourite
theme, and close observation of nature, combined with simplicity and
nobility of line,” was officially: inculcated.?

Among the painters of Northern Sung, Li Lung-mien is the most
renowned name. The veneration mrdcdg him by his countrymen scems
to spring hot only from admitation of his art but still more from the fact
that he represented in 2 consummate degree the traditional calture of China,
He was 2 most distinguished connoisseur of old works of art, and s poer.
As an artist he was an enthusiastic follower of tadition, and much of his
acHivity was gi to. copying former masterpicces. He copied Ku
K'aichib’s “ Admonitions,” and seems to have worked chiefly in an
archaic style with a fine outline and no colour. Many ink-paintings
ascribed to him are extant, and 2 few may be otiginals. Mrs, Bugene
Meyer's book on Li Lung-mien %iw:s an Inferesting account of his friends
and surroundings. He retired from Court just at the time when the
reaction against tradition inspired the above-mentioned Instructions o the
painters of the Acadetny,

A rather older contemporary was Kuo Hsi, who was famous for his
panormic landscapes and wrote an essay on landscape.

It is in landseape art indecd that the Sung age found the peculiar
expression of its penius and reached its test achicvements. Those
works which survive belong almost whelly ro Southem Sung.

Buddhist art was undergoing a tansformation, with the rise to pre-
domiinance of the Zen secr, which set no value on rites and ceremontes
or even the sacred scriptures, as such ; recognizing how casily the human
spirit, in comncipating itself from (he obvious forms of idolatry, can
become ensluved 1o subtler and less rangibic forms of the same thing. Tt
telied on an interior discipline, on intuirion, and cn wordless commiinica-
tion of the rrath.

Religious painting tended now to be less and less occupied with
beatific visions of majestic divinities gnsidiﬂg aver & remote patadise.
The Achats {the immediate disciples of Buddha), seated it intense contem-
plation in ‘solitary recesses of the mountains, were favourite themes,

3 Bee the chaprer o0 this peood tn M. Waley's bouk.
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congenial to that side of the Chinese mind which finds expression in Taoist

mysticism ; and the Arhats seem sometimes to tike on attributes of the

Taoist * Immortals,” the mountmin-dwellers who live on dew and float

in air. Portraits of saints and patriarchs began to be more frequent than
mtings of the Bodhisartvas. Sakva-muni was less often the glorified
ddha than a suffering man among men.

Of the ostensibly religious ar of Sung, however, so lirtle survives that
we cannot discuss it to much profit. Whar is impormant o note is that a
suffusion of the religious spirit informs also the painting of landscape, as
of birds and flowers. A famous set of three paintings (cnm‘sgnndjug to
the “triptych ™ of Europe) by a late Sung master, is preserved in Japan.
The -:cm?.rﬂal piece is & R\E:ﬂ}"il{; on one side 1s a2 crane, on the other side
monkeys hanging to 2 bough. The collocation is typical of an artitude
of mind which saw the universe of life as a whole and did not Sf%rﬁg'.ltt
the world of feligion as something to be kept sacred and aloof from
common things, Rgt'mmdﬁng of the spirit which made Blake ay, ** Every-
thing that lives is holy,” seems to animate the Sung paintings; even when
their suthors may sametimes have seemed to thamselves 1o be precccupied
only with intent fideliry to nature.  For even the “ realism ” of & certain
phrase of Sung art is not cur realism. Look at the lirtle alhlun-‘l\]icm.tc
i the Eumarfopoulos collecrion which we reproduce [PraTe 6],  Narure
ts mot * idealized * 1n this bird on & bough : yer it is much more thana
reficerion of nature, or whar mere observarion can do.  Arr is concerned
with relarions rather than with objecrs. By plicing an object in relation
to another object, or to mere space, the abject becomes transformed ; it
can change its colour, modify its shape, receive an access of significance.
It is a passage from the world of fact into the world of idea. Bur there
;:fc t;l:t only ﬂlm:ﬂrelatiuns “;ilfm the picture ; tﬁm also the relation

painting to the painter and to the spectator, What is in the paintet’s
unconscious mind guﬁm into his work end passes from that into the
mind of the spectator.. Thus when we pass from a typical Sung painting
of a flower to a Ming painting, though on the surface there may be no
tangible difference to seize, we feel the difference, the loss of import, st
onge.

I have already alluded to the spacing of Chinese design as its most
otiginal factor. Lao Tzd's dwelling on the power of emptiness—the
hollow of a clay vessel alone malkes it serviceable—gives explicit expression
to an inbred tendency of the Chinese mind, which discovered in painting
and in poetry the value of reserves and silences, the invitation to imagina-
tion in the thing left unexpressed.  As formal design we find this developed
into a system of spucing which makes of the empty part of a picture not
something left over but a vital, an integrul element. And along with this
we notice that the principle of symmetry is desertesl. Westem art is
haunted by the human form, our supreme motive, with its symmetrical
members : but the Chinese, with their eyes turned outward on the world
m which man is placed, have looked rather ar the tree which, unsym-
metrical in its growth, stands in perfect poise.

Landscape, then, in all its implications, becomes the master-motive
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of Sung arr. Bur both matter and design differ in the Sung type of land-
scape from the Furopean type:  The Chinese term for Jandseape, * moun-
tain and water picture,” indicates the elements specially chosen from the
whaole field of nature as themes for contemplation by the artist. We might
have expected something different from a people devoted o agriculrure
from time Immemorial. Bur, whatever the explanation, what we find in
their art is a love of wild solitudes, of plunging streams and soaring peaks,
with perhaps a few contemplative figures enjoying the wide prospecy
from their secluded pavilions or mountain retrears, Peuks and torrents
seem to fll these painters with a kind of intoxication, as if their spirits
were buoyed on the stream of universal life pervading all things, and
the transitions of homan existence were gladly accepred as part of the
flowing, ever-chungmy world. Hence a singular exhilaration combines
with the sense of peace and amplitude induced by these landscapes.

In Furopean art, the spectator is imagined to be on level ground ; the
mid-distance is cut across by the hortzon-lme ; and ro brezk this, and unite
sky and earth, masses of trees, broken ground, distant hills, supil ¢ lines
of vertical or diagonal direction. Thc Chinese convention f‘B the
spectator above the carth ¢ the high horizon is nearly always filled with
mountain-forms, often towering over mist. ‘There is no teasing of detail
in the foreground. The eye is led 1o the grander shapes, the libesating
spaces, The mood is lofrier than we are wont to ﬁ:ﬁx landscape art,
These charcteristics are specially the mark of the later Sung painting,
when s0 many spirits, oppressed by the material misfortunes of the empire,
tumed inward to reverie and solaced themselves with the delights of
solimade. _

Ma Yian and Hsia Kuei are the two landscape mastess of Southern
Sung who are best known, because the Japanese of Ashikaga rimes
especially admired and collected their works, and these have been religiously
preserved and have been reproduced in Japancse publications. But very
likely we should still sccord them pre-eminence even If we knew the works
of their contemporaries, some of whom pursaed the old style in blue,

reen and gold.  Ma Yitan painted in ink or in the slightly-coloured stvle,
%n the Freer collection at Washingron is 3 magnificent roll [Prats 8] ;
some critics pronounce it to be a Ming copy ; if so, the original must
have been even more marvellons, One of Hsia Kuei's masterpicces, o
long roll depicting scenes on the Yang-tse, the  River of a Myriad Miles,”
was lent to the Butlingron House Exhibition by the Chinese Goven-
ment. There are splendid examples both of Ma Yian sand of Hsia Kuei
in Japan ; and though there is no absolute certainty as to the authenticity
of these, we can form from them an adequate idex of the glories of Sang
landscape art.

On a more prosaic plane there were long panoramic rolls, of which
(hang Tsé-tuan’s Appraach ro the City may be taken as a type. Numerous
copies of this picrure exist ; it particularly appealed to the Chunese of
later times, as depicting the capital just before its destruction.

Side by side with landscape themes, all kinds of subjects were pursued.
Of thirteenth-century postraiture an example is in the British Museum ;
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unforrunately the contours of the dress have been heavily gone over, so
that they no longer the form within. There were slso groups of
sapes of poets ; episodes from hi 5 and many other types of figure-
subjects, which survive in c&pm or derivative versions,

Genre subjects and still-life pictutes were also much painted.

Later Awrt—The Yilan or Mongol dynasty seems to have been
marked by 2 revival of the cult of the antique. The life of art falls to 2
lower temperature, The accomplished Chao Méng-fu was an academic
artist, who prided himself on his close following of ancient models.
There is a fine picture of tethered hogses in the British Museumn which
has been attributed to him, but is probably of later date. Pictures of
horses are commeonly ascribed to Chao Méng-fu; these abound in
Western collections ;. bur Mr. Waley bas pointed out that he painted
all kinds of subjects, and other contem ies were quite a5 distinguished
for their horses. Yen Hul painted Buddhist end Taoist pictures, and
stands somewhat apart. To him is ascribed the romantic picrure of Sages
whicli we reproduce on PraTe 1 (Frontispiece).

This following of old models was even more prevalent in the Ming
dynasty ; but we miss ﬂmﬂ:‘l;nublc simplicity * © S:img, the force and
breadth of Tang. 5dll, there were inters during this period.
The British Mws%um has 4 masterly mcm:xg:uu::]e picture of Wifgcaean
by @ Monntain Stream, by Lin Liang, E:haps the greatest of the early Ming

inters, In the same collection is the Fairy and Phenix [Prats 13], by
Vi Wei, who Is recorded to have modelled his style on Wu Tao-tzi.

The vast majority of Chinese pictures which ane sces date from the
Ming period or later. Yet our interest centres on the carlier periods,
because the later work is so derivative, so dependent on the nspiraton
of & past time. Beautiful design, exquisite colour, charming maotives,
have transmitted ; but not the interior life which, even from the
litele left 1o us, the older arr exhales. The later ant has given o Eutﬁ
almost all of the floral motives in decorarion that it knows; and t
recent years it was the decorative element in Chinese art which alone
was appreciated, and the influence of which pervades Westem * applied
art” to an extent not generally realized. Now, when we know thar this
felicity of design is but the sediment, so 10 spek, of a crearive and ex-
pressive art tesponsive to the movements of the mind and the
;ﬂgu]scsnfiuugimﬁon,wcmmnﬁmmiwiﬂith:wmsnfhis

with but 4 few wonderful relies from which to divine that lost world.
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CHINESE SCULPTURE
By Osvald Sirén

1. InTrODUCTION

WHEN we approach Chinese Sculpture we axe &EE[ to do it in a way which
was quite foreign to the people who created this of art. We ase
accustomed to luok upon sculptute as tridimensional representations of
hutnan beings, animals or other manifestations of objective life, and we
expect that they should be presented in such a way that they transmir
convincing impressions of arganic forms and movements. Even if the
works are not naturalistic in the narrowest sense of the word, their signifi-
cance is dependent on their relation 1o the forms of the objective world,
and they are appreciated according to our sensory of material experience.
The haman shape became naturally the ideal monf for this kind of plastic
art, the highest standard of beauty and organic life of which the sculptors
WETE COnsCions,

Such ideals were practically unknown to the Chinese. The human
form was never & motif of paramount importance to them. Their greatest
sculptures wese not done as glonfications of individual beauty, of physical
movement or other motives based on materisl experience, Even when
they introduced clements of form drawn from the objective wozld, their
creations wete not done in competition with acrual living organisms, bur
a4 projections from theic own minds intended to express or evoke ideas
of 2 more general or spiritual scope.

Their art was essentially conventional, The sculptors felt no ambition
to breek the traditional symbols or to distlpla}' some kind of personal
originality, but sought rather to enter into the accepted formule a5 com-
pletely as possible, 20d to Gl them with the greater significance which
depends on the intimate consection between the single individual and
the univesal life, We kaow this type of art from some of the medizval
sculpture of Europe, but it was carried further in China ; the Chinese
weze quite free fram the rendency rowards antheopomorphic idealization
so characterstic of Buropean att, and they had a sronger feeling for the
caain_:;cn:[n] unity which underlies all the changing manifestations t‘.ttB mmaterial

ife.

The great mass of Chinese sculpture ﬁ-grueuxs religions motifs,
mainly nfg;iuddkust ongin and not infrequently in hu.:.muuE form. The
16
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Buddha and Bodhisattva ideas are expressed with many variations in the
s]:‘mpenfdﬂgmphmdin ; of symbolic significance, intended to
convey rent aspects of 4 spiritual comsciousness which pervades the
whole umiverse. They are not to be interprered as individual beings in
the ordinary sense of the word, nor as memory images or idealizations
of actual persons who may have existed at some time or other, but as
portzayals of comsciousness or symbolic indications of the successive
stages by which the buman narure spproaches the divine. In order to
become intelligible these symbolic figutes had to be made in accordance
with certain iconographic formule which the artist must accepe if he
wished to be understood.  But in the trearment of these traditional motifs
he could display something of his own sensibility and feeling for decorative
beauty, a more or less free rhythmic transeription of the particular theme,
He was at liberry to modify the form, to emphasize cermain lines, and
particularly to stylize the wide and rich garments in which the figuses are
draped. The trestment of the mantle folds became of greatest importance
from the decomative point of view; they reflect betrer than any other
element the stylistic development, i.c., the more or less manneristic conven-
tions of the successive periods. The facial types and the modelling of
the figures were indeed also modified from time to ume, bur the most
definite critenion for a chronological classification of the sculprures is to
be found in the design of the folds and the hems of the garments. Yer,
however interesting this may seem from the are-historian’s point of view,
it must be remem that the decorative transcription was néver an
end in itself for the Chinese sculptors, or a oritetion for the Importance
of their works, This was rather sought in the reflexion of the spiritual
idea or state of consciousness which the work was intended to transmit,

To what extent Chinese sculptors actually succeeded in conveying
such immarerial reactions is not for us to decide 5 the verdict must largely
depend on our own attitude towards the problems of religion und art.
Formal analyses are here no longer of value ; they must give way
to an inmuitive penetmtion similar to that which may be obsetved among
the Orientals themselves. But nobody counld deny that this are, when at
its best, has the power of awakening 1 response in unprejudiced beholders

uite independent of their knowledge of its historical or iconographic
significance.,

The above remarks apply of course pre-eminently to the religious
statuary, which forms GE bulk of Chinese sculpture still existing,
lut besides this there existed n]ﬁ m:ldsdi F e of smﬂﬁgt:!htjw
sculpture quite independent ist ideas, Foremost within this

stand the representations of animals, which were executed during
all petiods in practically every style, from the most archaic to the most
florid, and in metal n:ﬂi wood just as well 25 ﬁ s;;n: or clay, These anizald
sculptures were indeed not so ol 84 iconographic rules
formule as the Buddhist statues. W{;Fw left a nmchuﬁgr scope to the
artist’s creative interpretation, his search for adequate sculptural renderings
of form and movement, but it would be wrong to imagine that they were
based on the same kind of close study of Nature as the animal sculprures
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of the Renaissance or later times. The Chinese animal sculptures are
not natugalistic in the ordinary sense of the word, particaluly dorng
the early periods. Most of these animals never existed in the objective
world, yet they contain convincing representations of living 1SS,
They are imbued with the essential ideas of ficrceness, watchfulness,
strengrhy, agility, or whatever ial quality that the case may require,
rendered with a sense of style that make them more significant than any
naturalistic replicss of urdim animals. They too are symbolic or
expressionistic, though in a different way from the religious sculprures,
because their inherent ideas are of the physical or animal world, which,
however, also forms pact of the great mechanism of Nature, and conse-

tly may be represented in a genetalized ot rypical way, The best of
ﬁf; animal scolptures rank as great works of art, not because of any
striking resemblance to such smmals as we know, but because they
take us bevond the confines of our ordinary experiences and observations
of Nature.

Another cluss of secular sculprures i China is made up of minor
statuettes in clay, wood or btonze, representing human beings, which
were pliced in the rombs, Their purpose wis to serve as substitutes for
relations or retainers of the depared, and they were tly formed
in cluser adherence to actual living people than any of the lisge stone
sculptures. Yet most of them ure not, stictly s'pcuL'Lug, individualized,
but characterized s types o representatives of diffesent classes of people,
such as dancers, musicians, grooms, falconers, soldiets and the HE:. and
they often form striking illustrations of the dally life and occupa-
tions of the Chinese. e majority of the clay statueries were cast in
moulds and produced in series, but there are exceptions which appasently
were modelled by hand or ar lesst serouched by an ardse after casung,
and these inly reach the level of real plastic art. They are the best
examples of how far the Chinese were able to use the plastic form as a
means of spontaneous artistic expression and individual characterization,
und they are certainly not inferior in this respect to corresponding clay
figurines from any Western country. They wete not made sccording o
definite iconographic formule like the religions sculprures, yet their very
striking naturalistic fedtures are subjeet to a stylization which reflects the
genius of the Chinese in much the same way that we find it expressed in the
Buddhist higures and the animal seatues.  The development of style is
just as evident within this group of minor sculptures as in the lirger
works mentioned :bﬂﬂ'c,_miﬁ[ the best among them could be enlarged
almost to life size wirhout loss of armistic signihcance. It 1s interesting to
note here o cermin similarity berween the latter group of figures and the
“ Ushabris ™" which were g:ctd in the Egyptian tombs. These served
much the same purpose as the Chinese figures and were, no doubt, evolved
ﬂﬂﬂﬁmy simular lines.

additon to the different kinds of sculpture mentioned sbove it
should be remembered that the Chinese also made certain portrait statues
of priests or holy men [Prate 16,8] intended to represent, or even to
act as proxies, for these venerable characters at the oceasion of memorial
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as religious sculprures, but they are individually characterized and not
subject to the traditional Buddhist formule, Sometimes they were made
in stone, but more often—purticularly during later periods, when they
became more frequent—in wood, clay or dry lacquer, marerials which
evidently were better suited than stone for obmining striking naturalistic
effecrs.  They do occasionally approach Western sculpture more than
any other kind of Chinese statues, yet they have little in common with
those heroic statues or busts of emperors and statesmen which hold such
a prominent place in European art. Here again it is less the -
ufPthc departed which Is perpetuated than certain typical features or jdeas
for which he stands 2s a symbol, and it sometimes happens that the
countenance of 2 historical person is used for the representation of a
divine or a sremi-ci_ivir:i% being. - :

The difficulty for Westerners to apprediate Chinese sculprure d 5
not enly on its highly conventionalized characrer and its backgmtﬁﬁn of
quite foreign religious or culmural traditions, but also on what might be
called the spiritus locd of the Chinese monuments. Most of the larger
stone sculprures were made for definite places and meant to be scen in
certain archi | or natral surroundings. The Buddhist figuses were
hewn oat of the living rock in the cave-temples or m dimly
lighted sancruaries, if not in outside niches on the pago They were
rarely seen in a sharp light or at close range, but more or less as apparitions
produced by Nature and man in conjunction. The large animal statues
stood as guardians at the gateways or along the “ spirit paths "' leading
up to the enclosures of kingly tombs, They were seen against the hu
pyramidal mounds or the wide horizon of open lun e, Where LE:
shifring light and shadows imbued their Fantastic forms with 2 mysterious
life. Nobody who has seen one of these wi lions or chimeras [Prate
16,A] tising out of the high grass of the ficld, twinkling and grinning as
the sun passes over its cyes, could deny that its meaning and life are
enhanced by its situstion in the landscape,

When these ancient monuments, be they guardian animals, Buddhist
cave sculprures or large memorial stele, are removed from their original

ing for which they were created and in which they lived, they are
mt} not only murilated bur also divested of their original )
Most of them do not fit into the cold and even %:l:;ht of modem
museums. Something of their original significance vanishes, and they
become simply more or less interesting examples of the stonemason’s
craft. They impress us by their style, but seldom by any such refinement
of modelling and rechnical execution as we are wont to find in the classic
sculprures of Furope,. No wonder then that they often disappoint the
Western beholder, who looks upon them from his own habi int of
view. But those who have seen these sculptures in their homel. in
the mountuin caves, at the abandoned tombs or in the dilapidated temples,
will admit that they signify infinitely more at those distant places than in
Western museums or private collections, It is a matter of deepest regret
to all friends of ancient China thut so many of these original homes or
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refuges of ea:I? Chinese sculpture are nowadays completely emptied of
their rreasures | _

The case is of course quite diffcrent in regard to the minor le
sculptures in bronze, clay or wood. They did not grow out of definite
surroundings in the same strict sense as the stone monuments, and
they can consequently be shown to advantage even in modem interiors.
Their technical execution is often very fine; some of the small
Buddhist sraruettes and animals in gilt bronze may almost be co
to jewellers” works. They are cast and chiselled and bumished with gold
amIl often have mken on & very rich and beautiful patina. The
or purity of their style is heightened by exquisite decomative ities,
which appeal to the modern beholder, The clay on the other
hand, are as 4 rule more mechanical producs ; only the very best among
them, 4s said before, can be classified as works of art. These may be
fresh and spontaneous like skerches in clay (as d by some specimens
of the Han period), or very carefully worked like models for jgreat monu-
ments (as may be seen in some riders of the Tan ;Emzw TE 17]),
and they can hardly fuil to interest students whn[i for frce and an-
restrained expressions of movement and form.

[l Historicar DevELOPMENT

The hustorical evolution of Chinese sculpture may be followed through
a great abundance of monuments spread aE over Northern China and
many collections in Japan, America and Burope. The material is so rich
and many-sided that it is impossible to give even the barest outline of it
i & few pages; we can do no more than mention a few examples of the
successive periods which may serve to illustrare the main stages in the
stylistic evolution.®

The catliest Chinese sculptures known to-day are somebirds and animals
and a fragmentary human figure in whitish limestone which have been
excavated at An-yang in tombs of the Yin d (¢a. 1200 n.c.). They
wiay have served as parts of sacrificial objects or of the architecraral fitting
of the tombs, The plastic treatment is quite summuary, yet the forms and

postures emerge quite ssively our of the block-like masses,  Maost
remarkable is thtcl:uuman (9 inches high) which is represented in a
squatting posture with the arms mtmdtheimzs s the head, which now
15 missing, rose evidently above this rather cubic form which gives the
impression of some sort of 4 support of & pedestal.. There are other more
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ly ormarmental carvings in stone from the same place representin
%" [Prate 18,4 and 8] or t'ao t'ich heads, which i bubly EIVE‘ bec%
attached to large vessels. They form close pamllels to similar motifs
exccured in-high relief on many of the bronze vessels excavated at An-yang.

The sculptures made ar rguﬂ carly period were evidently subservient
to decorative purposes, and iff one wants to study ﬂm&gﬁﬂc motifs and
their stylistic interpretation one lias 10 turn to the sacrificial vessels which
form the bull of the amistic legacy of the Yin and Chou periods. They
are decorated with geometrically conventionalized zotmorphic designs,
sometimes provided with animal statuettes, such as tigers and bulls,
resting on the lid or the handles of the vessel. But there are also complete
vessels formed into the shape of highly expressionistic animals or birds
clephants, thinoceroses, tigers and owls, which, in spite of the facr that
they are coveted by convennonalized ornaments, retain a strong sculptural
character. They reflect the essential ideas of these various motifs: the
monumental massiveness of the elephant, the sinuous agility of the niger,
the haughry bearing of the owls, etc., rransformed by a structural stylistic

Besides such representations of animals in bronze there are also human
figures, sometimes in combination with the beasts and sometimes free-
standing., They are usually represented in a kneeling posture haldi
with both hands in front of them small rubes which apparently have serv
for supporting candles or torches to light the tombs [PrATe 18,c]. The
figures are completely covered by long and tight garments, and there is
hardly any insistence on the organic stucture, but cermain details, such as
the feet and the belt with hook and dagger, may be quite exact, and the
heads are interesting by their mmngi: facial types, so uniik&lthc oj
later Chinese representations. round protruding eyes, the very
nose end the thun mouth are more like the E‘:ﬂtl.l.[uﬁ of certain esrly Central
American figures than Clunese, stricty speaking, a correspondence which
may be counted among the many signs which point towards @ common
uﬁginﬂfmﬂy'ﬂtinmmd(]mnjﬁmmmm As these Chinese
statucttes may be dated four or five hundred years B.c. and the American
sculprures known et present are hardly older than the third or fourth
centusy &.0., all arterfipts to explain the correspondence by 4 direct contact
or influence seem futle, We are thrown back on the mpﬁjtitm that
similar traditions of style or artistic disposition prevailed in these parts of
the world up to a certain date,  But the question of their cammon otigin
is a5 yer beyond the range of our historical icnuwlcd%:.

In China these eatly tmditions were gradually lost and su ded
by more powerful mfluences at the beginnmng of the Han peri China
came then into closer contact with the Western world, the Greco-Scythian
arr and whatever remained of the old civilizations of Assyria and Babylonia,
The animal sculptures of the Han period, whether small bronzes or large
stofne monuments, feveal an entirely new approach to the arnstic problems,
& stylistic interpretution which has lirtle in common with the style of the
Yin and Chou animals, The Han lions [Prare 19-',&{ are late descendants of
those proud beasts which stood at the palaces in Babylon, in Susa and Per-
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sepolis. The influence may have been trunsmirted by minor Bacrrian sculp-
rurcs in bronze or clay, and also by those zodmorphic bronze ornaments
which weze produced by the nomadic tribes of Central Asia,

There must have existed & great number of such stone lions placed as
puardians at the princely tombs of the Han period,. The only anes which
still yemain iz gife, though tumed over in the mud, are the lions at the
tomb of the Wu family, near Chia-hsiang, in Shantung, erected about
AD, 147, More important from an artistic point of view are, however,
the somewhat larger lion statues belonging 1o Ms. Edgar Worch [Prars
19,4] and tm the ltilian Government (formesly in the Gualino Collection).
All these lions and many smaller ones in bronze may be said to continue
the Assyrio-Babylonian wadition of style. Their proud and monumental
appearance d s primdrily on the immense neck, which is camied so
far forward to the head thar it slmost appears tb continue into the open
jaws. The legs are hroken, bur by the excellent modelling of the body and
the emphasis on the joints of the shoulders and loins one gets 4 convincing
impression of the muscular strength and mobility of the animal.

The somewhat later disn animals in the shape of winged lions
and clumzeras which smﬁnnl: stood) at the tombs of members of the Ch'i
and Liang dynastics, in the neighbourhood of Nanking and Tan-yang,
and consequently date from the end of the fifth and beginning of the sixﬁ-n
centuries, show a more fantastic, purcly decorative interpretation of the
motif in closer accordance with Chinese madiions. The supple winged
bodics, high curving necks and homned dmgon heads of the chimers
are all covered by ommamental scales and feathers as if they could soar
through the air just as well a5 speed over the earth, but their artistic
expression depends mainly on the energy and tension which pervade the
linear rhiythm of the bodies. The curve of the high neck and the bulging
chest together with the huge wide-open jaws give them an alr of incom-

ble proudness and ferocity. The winged lions at the tombs of some
ﬁﬂng dukes at Yao Hus Mén [PLATE 19,8] and Kan Yu Hsiang (near
Nanhmﬁ? are of heavier build, more massively momunental but never-
theless also expressive of animal power in a state of highest tension. It
seems as if they had come to 2 sudden stndstill in their majestic gair ;
the colossal head is thrown back, and out of the open jaws hangs an
enormous tongue ready to lick blood. The lion character is emphasized
h;- the short mane, which is treated like 3 solid curving wing on both
sides of the head. Whatever foreign influences may have inspired the
Chinese to such monumental creations, it is evident that these were
thoroughly digested and combined with the indigenous traditions of
style.  Few monuments offer more convincing evidence of the artistic
genjus of the Chinese in the field of sculprure.

A ing to 2 statement in the Annuls of the Former Han Dynasty,
Buddhist sculprures wete produced in China sr the beginning of the third

, when Emperor Hsien Ti (190—220) ordered the erection of some
temples and theit decoration with gilded statues, but no such early works
have been preserved. The carliest dated examples of Buddhist imagery
in China known at present are some bronze statuettes: of the years 429,
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437, 444 and 451 and two slightly lurger votive stelie in stone dated 457
and 460. They represent seated ox standing Buddhas according to a xather
schemutic formmly derived from Indisn images of the Kushana and Gupta
periods. But this influence from the homeland of Buddhism was truns-
mirred to China mainly by the people of Cenrral Asia; who had no great
artistic ambition ; the models seem to have been of a very simple timi.
Others—possibly more artistic models—may have been brought in by
the southern sea-route through Funan (Kambodia), but their importance
for the development of Chinese sculpture is nowadays difficule to gunge,
since the Buddhist images fram southern China have been destroyed with
onc or two rathet insipnificant exceptions, The eatliest religlous sculprures
that still may be seen in China are 81l products of an drt that was trans-
formed in Central Asia; the closest parallels to them are clay and wooden
i found in ancient Bactris (Afghanismn) and ot the oases of the
Gubi desert.

This Central Asian style is also Euﬂnnﬁmdﬂg in same of the earliese
scalprures in the cave temples at Yin-kang, in northern Shansi, which
were executed about the middle of the fifth century. The great Buddha,
who rose to a height of almost 15 metres over the ground [PLaTE 20], is
an enormous enlargement of the same type that may be observed in the
small hronze statuettes ; the face is quite conventional, the stylization of
the mmantle folds, m creases which spread like forks over the arm, is ex-
memely schematic and gives the impression of a rather senseless rrans-
formation of a mode of deaping that may originully have been devcloped
in Indian wooden images. Several large figures at Yin-kang are execured
4 ing to the same pattern, but there are ulso representatives of 4
different style, thinner and frailer figures enveloped in wide mantles with
plaited folds drawn out in wing-like lobes, ‘The contrast between the two
r'lgf is quite striking, although they may be ]Lrncduﬁlly of the same date.

lareer figures reveal a feeling for linear rhythm and sbstract expres-
sionistic beauty which muy be found in all the best Chinese sculptures of
the fifil and sixth centurics, and thus may be considered A most essential
featute of the ndigenous Chinese style.

The same abstract linear mode of rransmitting sculptural form may
alst be seen [n some of the famous cave temples at Lung-mén, in Honan,
which, howevet, have been so thoroughly vandalized during the last
twenty years that very few of the original statues romain ju sitw. - Formerly
there were some extremely fine archaic sculptures in the Lao-chin cave,
at Lung-mén, exccuted in a harder stone than ot Yin-kang: tall and
elegant Bodhisattvas with nurrow waists, long necks and Jarge crowned
heads, draped in muntles which spread our like pointed wmﬁ on . the
sides, accentuating rathes than concedling the angular forms of the bodies.
These exquisite creations may indeed be compared with the best archaic
sculptures from the Western warld, and they have the additional charm of
an inscrutable introspective expression.

Besides these cave sculprures, which were hewn our of the living rock,
a great number of votive stele were made at this ealy epoch and placed
In temples or pagodas. Their size is varying (the largest being 5 to 6
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metres high), and the figures are mote or less free-standing in front of
niches or omamental haloes in low relief, The genefil characteristics to
style are the same as'in the contemporary cave sailptures, Le., 2 vety strict
linear tansformation of the mantle folds in accordance ‘with a rather
definite pattern of long concave curves snd zig-zag ormaments (at the
hems). The Framing borders around the Agures are filled with acmthus
scrolls or palmette, probably derived from Graco-Iranian sources, whereas
the large haloes usually have Haming border-omaments reflecting & very
energetic thythm. The most definitely Chinese elements on many of these
votive stele are, however, the intercoiled d which form an arch
over the top.  Their ancestors are not to be found in Indian Buddhist
art, but in the earlier omnamental art of China.

The archaic style prevailed in the religions sculpture of China until
the middle of the sisth century, Then, with the beginning of the Northern
Ch'i (55¢—577) and Northern (hou (557-581) dynastics, certiin stylistic
‘moditications set in, and these were carried still further during the short
Sui dynasty (589-618), when 4 great quantity of Buddhist sculprure was

uced. It may be that the modifications to some extent were con-
nected with the palitical changes and the w ing of the inter-communi-
cations with Central Asia, they wete also result of a
maturing of Chinese scolprural arr, & growing m and self-
consciousness.  In ag:rmlmyitmybcsaidﬂmﬂ;iﬁ'msmqﬂm
more roundness and body, the linear stylization is rel though the
contours znd mantle folds still retain a definite decorative rhythm and
the archaic smile is more or less relaxed. As this process comes to
maturity the archaic reminiscences are gradually lost and the plastic form
acquifes a growing importance at the expense of the linear thythm, as
becomes evident in the seul of the Spuindymm

Prominent eximples of the transition style may be seen in some of the
cave temples at T'ien-lung Shan, in Shansi, if these have not been mutilated
in the last three ar four years, when desouctive activity has been particulatly
rife at this place. The enthroned Buddhus in cave X1V [Prate 25,4) are
well-modelled figures draped in thin mantles sccording to Indian fashion
with the one shoulder bare. Their heavy bodics, narrowing at the waist
and full faces zemind us also of Gupsa sculprures more than of eraditional
Chinese Buddhas ; it seems almose s if some direct influences had found
therr way from India o Tien-lung Shan. The Bodhisarrvas and monks
who stand in adoranion on both sides of the Buddha are more simple
pillar-like figures of Chinese tﬁe.

Another important group of sculptures in the transition style is made
up of the marble statues from the westemn part of Hupeh, Their well-
rounded forms are enveloped in mantles which fit the body closely, while
the folds ate rendered as very thin long, diagonal areases. The most
beautiful among them, which may be dated into the Sul period, are no
longer pillar-like or cylindrical, but slightly ovoid ; the contours swell
somewhat over the hips and elbows and are grudually drawn together
towards the feet and the head. The oveid formula is also to some extent
visible in the armngement of the mantle-folds, and is repeated on a smaller
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scale in the heads. These marble statues from Hupeh, which nowadays
ate to be seen in many Western collections, arc technically as well as
il_'{;]ﬂi-.:ﬁml[}'_ rypieal representatives of the Sai formula for plastic art. Some-
what different interpretations of the same decarative device may be studied
in the cave scalptures at T*0 Shan and Yiin-mén Shan, in Shantang, also
executed during the Sui dynasty. ‘The T‘0 Shan soulpruses are relatively
waditional in accordance with the above-mentioned formuly, but those
at Yin-mén Shan constitute something of 4 surprise, because the plastic
form is here treated in a broader munner with stronger contrasts of light
and shade than we find in other scalprures of the same tlmiﬂd. [Prate 23,8].
They lead quite narurally over to the mature arr of the T'ang dynasty
(618-g06), which, however, seldom reveals the same degree of purcly
suﬁfmnl beanty.

t may thus be said that there is no very definite line of division berween
the art of the Sui and of the TVing period, ver a certain modification of the
sculptural style gradually becomes evident—a growing dependence on
Indian models. These may have entered in increasing n with the
Chinese pilgrims who undertook the Jong journey ovesland to Indis and
back, Most famous among them was the Buddhist monk Isiian Chuang,
*the Master of the Law,” who rerumed (645) to the Chinese capital,
bringing with him from Indit 4 load of sacred writings and seven images
in gold and sandalwood which were reproductions of funous Buddhy
statues. And there were many other images of u similar kind which
served as models to the Chinese sculptors,

Their influence may be observed in some Chinese sculptures from the
middle of the seventh century, as, for instince, 4 pair of Bodhisartvas in
the Philadelphia University Museum. These figures stand no longer in
a stfl posture with the weight of the body equally distributed on both
feet, as formerly was the case, but slightly bending one leg and lesning
over to the side so that the body forms a double curve, a movement:
which is caught up in the inclination of the head. The waist is quire
narcow and the customary erown is replaced by a high headdress whereby
the figures acquire 2 feminine _.Ep:mum, although  iconographically
t ent male creatures, ¢ same clegant posmure still further
developed is characteristic of some Bodhisartva statues fromy the caves
at Lung-mén, whete the activity was continued during the latter half of
the seventh century, They are Indian jn benring and dress, but rtheir
facial rypes are rather Chinese, expressing more power than grace.

The seated Buddhas of this period are somewhat heavier and broader

, enveloped in wide nmﬁg which fall down in copious folds over
the high lotus pedestals.  Most of them are rather conventional and lacking
ity struceural form, but sometumes the modelling of the body as well as the
m:nt revedl great tactile beauty. As an example may be mentioned the

ess Buddha in the Boston Muscum executed in yellowish marble
[Prave 25,4]. The mantle is draped in Indian fashion over the one
shoulder; the soft doth lies close upon the ample torso and the crossed
legs, The folds ate sliphtly conventionalized, but in a very soft and
fluent fushion, There is a suggestion of quivering light and shide which
15



seemn 1o pencrrate into the weathered surface of the yellowish marble,
It is the work of an artist who really felt the beaury of the seated body in

lete repose.

mﬂ%ﬁ: ty large statues on the open terrace rising shove the river ar
I.lmg-m;t?{xprcas in the most monumental form the religions pathos of
mature Tang art. This applics especially to the central figure, u colossal
Vaiuﬁ:hulgnﬁuddhn [PraTe 24.8], which according to the inscription was
exeouted berween 672 and 676, The laersl figures, twio Bodhisattvas, two
hikshus (monks) and four guardians, are somewhar shorr and dumsy
with disproportionately large heads. The great cenrrul figure has suffered
nuch from the mveges of time and muan, the hands have been broken
off, and the lower past of the body is wom and chipped, but one wonders
whether it ever made a more majestic impression now, when It rises
quite frec on the terrace, uncovered by any eave. The destruction
has not yet rea the shoulders, the head is still (or was a few years
ago) well preserved, dominating more than ever. But for how long ?
Practically all the other figures of some artistic merit at Long-mén have
been destroyed or mutilated.  When the head of this giant falls the grandest
symbuol of the religious fervour which inspired the creation of the numer-
ous cave temples, with their imposing array of Buddhas and Bodhisattvas
will be gotie, They wese made as monsmenta aere pirenning, but even such
moenwments are no longer safe when cupidity grows stronger than man's
faith in spirirual ideals,

The sculprural activity of the Tang period was by no means confined
to religious subjects |« great deal of profane scalprure was also produced,
and one may speak about 2 growing tendency to treat the religious starues
inva less hietatic manner than previously had been the case.  The resemaine
and screnity of the Buddhas and Bodhisattvas give way t a striving for
movement and expression, the figures begin o to turn on the hips,
to lock si ‘and upwards, even o move forward, to act and look
more like beings of the human world. A certain amount of naturalism
filters into the religious sculprure during the eighth century, but it finds,
of course, still more evident expression in the portrait statues of priests,
in the animal sculprures and in the clay statuettes of servanes and musicians
made for the tumbs, There aré heads characterized with almost the same
Incisive realism as we know from Roman busts and figures n
the fashion of classical orators, Chinese sculpture might indeed have
achieved similar results to Buropean st of antiguity if it had followed
such lines of development more consistently and not devored its best
encrgies to more abstracr modes of representation. When, s in these
partrait statucs of in such animal sculptures as the six large reliefs repre-
senting the Emperos T'ang Tai Tsung’s battle chargers, the abstraction
gave way 1o & more immediate :[H::cm:htu Nature, the results became
unerringly true and convincing, style is still of a deasively monu-
mental type, the shapes are unified and’ the naturalistic fearures subject
t0 & definite devorative thythm or design ; it is only in the later works that
the scul form becomes dissolved into more fleeting effects of light
and shade and the style takes on a more baroque sspect, It may be said
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that sculprure loses more and more of its ongimal importance and becomes
subservient o the arr of pamting. _

This change takes place z[m:inﬁ the Sung dynasty (gbo-1280), and

i y in the northern part of the country, which since the beginning
of the twelfth cetitury was under the sway of the Chin ar Tartar dynasty.
A great deal of religious sculprure was Emdum:l here at the nme, though
less in stone than in wood, clay, dry lacquer and iron, materials which
more easily yielded to the striving for pictorial effecrs, particularly when
they were treated with colour. co::lg:ni:ions are evidently oftent
derived from paintings, as, for instance, the very populur Bodhisattyas
seated on rocky ledges in the so-called falitu—rana posture (with one knee
raised), or the figures placed against backgrounds, which sre treated like
‘mountain landscapes, with trees, buildings, snimals and small human
figures. In compositions of this type the approach to painting is danger-
ously close, and even when they are skﬁﬁﬂﬁr executed—which is by no
means always the case—it may be said thae they no longer reveal any such
qualities 45 are essential to real sculpture,

* For a brie] mote of the peincipal Reference Works o9 CHINESE JCULP-
TURE, ». jfootuste ta p. 10,
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CERAMICS
By Bernard Rackham

IT is probably no exaggeration to say that, during the present century,
knowledge of China and its people and understanding of their philosophy
and art have made preater progress in the West than in the whole course
of the ages that went bdj:}l‘ﬂ. The history and affairs of the Middle
Kingdom were formerly the concern of none but a few travellers or
speciallsts, Now they are a subject of interest to an ever-growing number
of eager investigators, This change has come about chiefly as 4 resule
of the rapid development of intercourse between China and the Wese
which followed the opf:ning of the overland route through Siberiz. This
event not only made it passible for 4 greater number of Western travellers
:E;iﬂit'th: Far East than :&aﬂ' bﬂfﬂé\\; Ir.w:l:-ri the cause also of a remarkable

idiary cons nce, due to . of railways in Ching jself,
Satticulsririn the Nor e putiice, which wers e S sf e Eaopics
in early rimes. The disturbance of the soil occusioned by engineer
works yielded & wealth of tangible evidence of a culmure formerly known
almost exclusively from literary sources. It now became possible to
appreciate as never before, not only the literatare, philosophy and history,
but also the art of ancient China.

Western connoisseurs were not slow to recognize the opportunities
thus afforded of surrounding themselves with works of beauty of a kind
until then almost wholly unknown to them, and the plundering activities
of those who cater for their rastes threatened to leave China, like Greece,
Egypt and othier homes of ancient civilization, stripped almost bare of
the finest works of her eraftsmen of old, The words of an Eg?'ptian
statesmun to his cicerone in the galleries of a famous museurn—= Que
vous avez volé mon pays! “—might well be echoed by Chinese lips.
Deplorable as, from some points of view, this tam of events might seem,
it seemed at times doubtful whether these treasures of ancient art
would be as carefully and safely preserved in China itself as they are in
the hands of Western collectors and museums,

Of all branches of Chinese art from the Han petiod onwasds, that is,
from abour the zgilming of the Christian e, pottery is that which

rovides 1o the s t the fullest and most readily procurable material,
in tangible form, for following the changing phuses of Chinese thought.
Architecture and sculptuse ate difficult of access, and have, to a lurge
extent, ﬁmshnd with the lapse of years. Latly paintings, still more
destructible must be studied, generully sﬁuciklng, from 'r.upics.
Bronzes and other wotks in metal survive, but are too severely contined
by technical limitations to illustrate freely the spitit of their time. Pottery,
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PILATE 37,

VASE, EARTHENWARE, WITH DECORATION INCISED THROUGH A WHITE 2L1P
AND PAINTEDR M COLOURED CGLAFES Tang Dy
{Britind Adscerss )



(tara gy S B AN
Aremodey Bung "oy s O TysEDNGN RN L HLLS OISy T2y o5 o NOLLVL I NENYILE » HETM SNIVTADEON T ETOH

L [



(" Hgr LA pan pdoi, |
H ) ; L 3Tk AuUTg A
(i “prospedivyg amasgy Jo wotssaggo) - 4 v g i
.m..:r._____"_.n_ LELTE ..E_..J___:.,,_._t:..—t.._ﬂ.‘__m ey CCHSYA TTVHERO = uud_nﬂ N YINET LM IERINONE QU] Hvl "

—————

T L



Clrny pwrey] amargy b e Cmkey Buong gy o
Atninsg] Hung mrpeDEg, ™ apEy WP RRE TR Sappi Ay ALEARD PRI fapuin
"o o Tmep e e o IR YA ALY TEEEM OG- i owyga 8 w0 sjpeplusoag wr paed Syl SRV AIINGLS

_ -. — ; - ———————

OF LT



on the other band, is as durable as it is easy to obtun and carry. Aan
earthen vase is casily broken, but Its material with difficulty destroyed.

Pottery is, moreover capable of almost infinite vasiety of treatment
in form and decoration. As a means of expressing the sense of beauty
in shape, it is akin to sculpture, or rather to that part of sculpture that
ought rather to be called ™ plastic ™ (it is characteristic of the Iinglish
attirude towards are that whereas “ logic,” * rheturic,” “arithmetic” and
a fow others have lung been naturalized strangers, * plastic ™ 4s 4 noun
still lingers without our gates). Whether the hands alone are used in the
fashioning, or the wheel is called to their aid, pottery remains first and
foremost a plastic are, no less than that representational craft of the modedler
in day or wax which is so commonly thought of 45 sculpture. Nowhere can
beauty of form be berter seen than m the subtle loveliness of carve which,
lettet than any other, the seasitive Chinese potter had the skill to translute
iito visibile and tangible form.  In his wonderful romb figures, moreover,
—children of the g.nmcc no less than the food vessels and ewers with
which they are found interred—we come to the very border-line of
scul L

ut it is not by form alone that pottery makes its effect.  The sense of
colour also finds in it satisfaction for all its moods, The quiet and sombre
serenity of bronze can be matched in the soft browns and greys among
the early monochrome glazes, whilst no picture or fresco can offer rich
harmonies of colour so splendid or so lasting as those of the Ming glaze-
painted porcelains. This splendour of hue became, as the means of
achieving it were sought for and mastered; the chicf glory of Chinese
pottery ; the resuleant ties came to replace the qualities of mere form
and line which are the means of appeal in the earlier wares.

It is curious to reflect that the supremacy in their are which few would
deny to the pottefs of Cluna was r-::w:.ht:d:ﬁy them at a late stage in the
history of civilization. The wares made in Ching before the time of the
Christian era belong to the category of what is termed ** primitive,” and
are often passed over as being merely of ethnographical interest.  Variety
they certainly do not show, but such simple forms as are exhibited by the
unglazed ash-grey wares of the Chou dynasty are dignified and pure, and
it may be questioned whether the collector, as a rule, does justice to their
qualities. As far a5 pottery rechnique is concerned, however, they are not
of a very advanced order, and it was only in the succeeding Han per
that any grear artistic progress was made by the Chinese potters. By this
ume their fellow-craftsmen of Western Asia, Egypt and Greece had already
behind them many cenmuries of accomplishment, whilst other amificers of
their own country, norably the workess in bromze, had also a long priority
in technical attainment, This being so, 1t 1s not surpnsing that the carlier
Chingse earthenwares from Han onwards show marked traces alike of
Western influence and of metal technique.

The wares of the Han dynasty, even if we do not accept the views of
certain scholars who would give to a later date those green and brown
glazed warés which have hitherto generally been classed as Han—are not
of the greatest interest from the putely ceramic point of view, for the
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wvery reason that they are so strongly influenced by bronze [Prate 29,8L
[:{? their mussive hﬂ?-i noble forms, however, they already display the
dignified ions and beauty of contour which are the mark of the more
mpmm% trery vases even down to the times of decadence.
The same is true of « small class of wares which ire generally artributed
to & pesiod about the end of the Han dynesty or immediately after,
exemplified by a vase [Prate 26,4] in the Victoria and Albert Museum,
Technically these wares are of impomance, as they mark the first advance
rowards porcelain. ‘The material 1s here no longes the sed or grey earthen-
ware, with or without a lead glaze, familiar in the generality of the Han
pottery ; it is & hard-fired n:sg‘ﬂam bulf;ly in Whjih twmhf of
parcelain have already appeared, rusty-brown on the ce W not
protected by glaze. ”;:EB shape is essentially a potter's shape, with
strongly accented honzontal wheel-marks, T the handles are & take-over
from bronze, the wavy combing in the neck and the continuous swaying.
lines of the bird’s-head motives scratched on the shoulder are a most
legitimate form of pottery decoration.

Figure-modelling in pottery, in which the Chinese have never been
surpassed, begins already in the Han times, To the Northem Wei dynasty,
which came to an end in §j0, are ascribed certain figures in ed grey
earthenware which, for all their naivety, often show a won ess
of observation and skill in the seizing of cssentials; a small figure of 2
running litter-bearer in the Victoria and Albert Museam well iilustmates
these exeellencies. When the classic period of T ang is resched, the potters
are working with the easy mastery of artists in their craft.  From the scores
of genuine specimens that have been bro out of China we have
becomie so familiar with the tomb-figures of this period that we are ape
to forget the extraordinary level of attsinment which they indicate.
Some are ps clumsy and ungainly, few have any special pretensions
1o be singled our as great ieces of art, buta large proportion
are entitled to the respect with which, when they were fist revealed to us,
they were hailed as works of uncommon power and distinetion.  If these
fipures of men and demons, horses, camels and cartle were all that was
left to us of T'ang are, they would alone be enough to stamp their era
as ome in which artistic conception and crafismanship stood at a level
attained omly here and there in the history of human

Much has been written of the statues of Lohan in portery, of
which the finest is now in the Brrish Museum, and would be no
occasion 10 add to these references here, were it nor that the suthenticity
of these statucs a5 examples of T'ang art has been ioned 1 favour of
-anattribution tothe Ming period.  No shred of evidence has been brought
forward in of what is no more than an opinion. Unprejudiced
judges will ﬁni{ on the other hand, much that is in favour of the earljer
dating. Tf these statues are to be transferred to Ming, so also must the
would-be T'ang vesscls as well as the Bgures that have come o s from
tombs. All show the same technique, the same colourings, cven
the same patterns (witness the flowers on the drapery of the British
Museum Loban, which can be closely paralleled on many vases and dishes
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A MINTATURE TAR AND ENOQCHOEWITH BROWN AND GREEN Gl
Tianp. Dhymusty,
B—-BOTTLE MOULDED WITH BACL HANALIAN FIGURES, GREENISH-BROW ™ GLAYE
Tang Dynastv
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Ting type. Sang Dynaaty. Dizmeter 114 In.
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from the tombs). On rthe other side, we have many inscribed tablets
said to have been found in the same tomb with sets of & (we need
mention only thar in the British Museum from the orfopoulos
Collection with the name of Chancellor Liu T*ing-hslin, who died in 728),
and even if the statements as to such association are not to be accepred
as worthy of belief, we have still the wares,—identical in type with the
romb-wares,—deposited at Nata in Japan in the eighth century. We have
the close similarity in style between the pottery Lohan and sculpture in
stone of unquestioned T'ang origin, We have amongst the yield of the
tombs, pottery vessels such as the miniatate awochoe ﬁ form is precisely
indicated by this name) and the pilgrim-botide with Bacchanalian figures
among vines [PLaTE 51,4 and 8}, in which Hellenistic influences are plainly
& influences which would be incredible if they first becamie manifest
a5 late as the fourteenth century, The nearest Ming pamullel to the figutes
m dispute is perhaps to be found in two larpe statusties of standing
Buddhist priests fommerly in the Benson Collection. These have a digniry
of bearing and a reticence in their rendering which set them far above the
average of portery figures of their time. They also show the green and
vellow colouring which predominates in the tomb figures. But their
material, a5 well as the quality of their glazes, differs entirely from that
of their analogues, 25 indeed docs the whole spirit tn which they are
conceived.

With the Tang period comes for the first fime in Chinese
a wider range of colour, To illuserate this a piece from the British Muscam
has been chosen for reproduction [Prate 27]. It exemplifies 4 technique
which hos been effectively used in glazed pottery in widely distant times
and places, as in the later Chinese wares of the Ming dynasty, in medizval,
Persian ware and in the Flafnerkoramik of the Gemman renaissance, Glazes
used as pigments are kept to their appoi places in a design by the
simple expedient of smtc%ﬁnﬁctlm mes deeply into the soft clay, and
thus providing bounds by wiuch the Iﬂﬁllaza:s, as  rule, were satisfactorily
confined during their fusion in the kiln.

A further wide expansion of craftsmanship 1s shown by the manifold
variety of wares of the Sung period. Nor did techaique advance at the
expense of wsthetic worth. It would be hard to point to a Sung pot that
could be called ugly, The craftsmen of this age must have been encom-
passed by beaury as by the air they breathed. To thml‘)guﬁtjr of curve,
well-ordered balance of proportion, and fresh vigour of drawing were
as easy and narural as practicl good craftsmanship in their iwork,
They may have been half savages, as we reckon things in these materialistic
days ; l':Eni.r tahle manners doubtless i:.ﬁ much to be (lsasnrdﬁ But
spiritually they were . Their work remains to prove it Ting
bowl [PraTe 32,C] mﬂ%{hm vase [PrATe 34) ﬁdhﬂws the same {;lmms
of conceprion, the same sincerity, unetring ease, and cconomic employment
of mc:vzsPﬂin translating it for the eye to see, that strikes the beholder in
the best work of Christian art in its great phases.

In dealing with the Sung wares we are confronted with a multiplicity
of texts from which we learn much 2s to the sites of kilns and even the
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pames of those who operated them. But when the archzologist tries to
matel with these names the wares thar have been preserved to our time
his difficulties begin, The riddle propounded by Monsicur Paul Pellior
with repard to the femmofs or Thien«mu tea-bowls, assumed ro come from
Fukien, is typical. He tells us that he can find no T'ien-mu in Fukien and
that a T¥ien-mu in Chekiang province was famed for its tea, but it is not
recorded to have made bowls to contain it, Questions such as these,
however, would be quite beyond the scope of this article and have,
fmmatzl:‘v, linle besring on the msthetic appreciation of the wares
concerned,

It is by their perfect sense of shape and line that the Sung pottets
make their first claim on our amig): and wonder. Extreme dg(l)l:m:jf
of poise and unfailing sureness of band are the smking quality of some
classes of their work. Perhaps in the exquisite cream-white wares of
Ting-chou and its imitators this is most apparent, as in the pierced lid of
an incense-burner—a marvel of cutting in soft clay—shown in PLate 32,8
The bowl of Ko poreelain, which was among the fisst arrivals of Sung
wiare in Europe [PLATE 4 s,ﬁl:—it-ﬁ:tund a resting-place at South Kensingron
in 1883—is a simple thing, bur the modermn porter is 4 happy man whe can
rival the perfection of contour shown in that sober grey-white vesscl
with its confining line of soft dark brown at the rim, In some of the wares
a é_n the porters have worked with greater freedom, but never with loss
{znity.

Sf:lnt by side with the more refined types of Sung ware represented by
the delicate Fén Ting %.‘m:clnin or the exquisite bowls of the ying eb'ing
class, there are many robust types of ware dating from Sung times, Some
collectors, for all their admiration of the finer porcelains, will gain no less
satisfaction from the wares made for orxd use, with little or no con-
scious thought of decoration. Prave 29,4 shows such a piece, which is
of no great rarity, being chosen from the large number avaabie of these
more or less or wares, It s of a coarse deab porcellanous body,
with eream-coloured plaze, stopping some way short of the foor—a rype
of ware which has been found especially in excavations ar Chii-lu-hsien,
in Chihli provinee, a site overwhelined by a flood in 1108, that is, a shart
time before the auuﬂmzih fighe of the Sung courr. This :}-mscl ﬁ;ulws

ities which are 4 delight to the practising potter who undesstands his
ﬂ; it is seen at first glance to be made uf:ghymd thrown un the wheel,
Nﬂﬂtt:‘l:ILFt has been made to give it a shape which the material will not
ite easily and naturally tale. The jar is of '[;lcusing 5 approaching
:Lcaﬂrmfanfthzﬂmrfnﬂnndlml . Irs lower part has been cut, as
it rurned on the wheel, into a serics of receding ridges 5 a2 few lines have
been lightly scored, first horizontally, then wvertically, in the surface,
ps s a rough decoration, bur with the resalt of giving a bettes
purchase for the in holding.

The carved decomtion whidlf we see In s simplest form in this jar
ts a fearure of many of the Sung porcelaing, such as the Lung-ch'iian
celadons and the Ting wares, We have a good example in a celadon vase
[PraTe so0.8] and & Ting bowl [Prate 32,¢], carved on the cutside in rough
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VASE WITH DECORATION CUT THROUGH A THICK CRE
i e 5 CUT THROUGH A THICK CREAM.WHITH SUIp
EXPOSING THE WARMN BUFF BODY A5 A GROUND FOR '|1I\|i I|~| 1'-i'\

[¥i-choy wase. Sung Dynasty



STATUETTE OF A JUDGE OF HELL.

Glized stonewars.  Tleighe, 4 fr.6an,  Mliddle Ming perenl,
Clesidneh Mmrnion.)



B ATT 36,

VASE, MORCELATN PAINTED ONTHE BISCUIT.
Fiesernith costiuty.

(Lanely Laver Are Gativer.)
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PI_4TE 3#

VASE, FAMILIE NOIRE. K'ang Hsl period (1862-1724)

(Lany Larir ~irs Craiivey.)



PLATE wo.

VASE. FTORCELAIN, FAMILLE VERTT. Krmp Hu perh il [ iffe-1721),

(Fady Lomr At Galiorr.)



PLATE §ix

BOWL, PORCELAIN, PAINTHD IN ENAMEL COLOURS OF THE FAMILLE VERTE

Perind of Khnge Fla) {1o6a-1rza)

(Lewarid Coow Coallaction, )
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BOTTLE, FORCELAIN, WITH FAMILELE FERETHE DECORATION ON-A FOWDER BLUE
ROLN. koang Hel peziod (1b6ba-17z22).
{ Lanly Lbrer A3rr Coallery.)



simulation of a lotus flower. Carving and engraving in a vasety of forms
is the method followed in &um:uhfrg lwﬂﬁmm at
T'z'a-chou, which are foremost among the heavier group of Sung dynusty
pottery. In one Tz'i-chou class the technique is isely that of the
sgraffiato wares of the Near Fast and Furope. A design is execured by
cutting through a white slip coating to an tlying body of darker colour,
and a glaze either colourless or stained with a colouring oxide is then laid
over the whole, Mare often, howeves, the Tz'i-chou portters adopred a
variation of this technique ; an opaque laze, either white or brown, was
first laid on the body and through this the design was scratched—or often
deeply cut into the body—before the glaze was fired. When fired in the
kiln, the glaze tended to heap itself up in a thick hillow along the edges of
these incised lines and spaces, as may be seen especially in the kuge jars
and vases with 4 frieze of omament reserved on & ground of dark meacle-
brown glaze. OFf this class, which probably lasted inta the time of the
Yiian emperors, if not even into the Ming period, the vase shown in
PLATE 33,4, Is an example of unusually fine qualicy.

In the band of incised fishes and loms-flowers with which this vase is
decorated, the potter has carried his work precisely as far as was needful
for explanation, and no further. Iis procedure is of the simplest—a
series of continuois scalloped lines renders ‘the scales of the fishes, the
carved outlines of their bodies and of the petals of the Howers are well
set off by a background of hatched strokes, which are saved from monotony
by wrmangement in groups of varying ditection. 1In this unhesitating
sureness with which a decorative effect is obtained, the mastery of the
early Chinese potter is apparent, It shows itself no less in extreme sim-
plicity of shape, as in the perfect grace of the vase in PLaTE 34, un example
of the Tz'ti-chou sgraffare techmique.  Rarely did a Sung or Yian porter
allow himself to be tempted beyond the forms which could be armained
without strain by methods legitimate to the crufr. Their struightforward
shapes are a rebuke to modern potters, who too often doom themselves
to Eﬁm in their anxious search for originality in this respect.

If the Sung potters have left us little to prove their love of colour,
this means nor that they were deficient in it, but sather that they lacked as
ret the means to give it expression, The Chiin wire [PraTe 28] with its

ues of fiery crimson and purple and blue, the strong rich browns of
Tz'ti-chou and Chien, the delicate ercam and ivory tones of the Ting wares
and the quict greens of the Lung-ch'iian celadons [PrATe 30,8] betoken
a very real sppreciarion of colour, These Sung wares often have, more-
aver, a quality of glaze all their own which we miss in the later porcelaini—
a silky or unctuous surface which commends thesn to the touch no less than
to the eye.  Despite their undeniable beauty, however, it may be that these
colour-glaze Sung wares—especially the Chiin—are rated roo highly by
collectors. They owe their qualities, in some measure, to chances
of the kiln, and not to human agency, and their beaunies are displayed
on shapes which, though irreproachable, are too often somewhat tedious
and lacking in vitality, They escape the excellences as well a5 the
failures that are possible where the porter has wken the glorious nsk
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of adding decorative design, by painting or engraving, to help or mas

his shape.

Cngu- is, howeyer, the master quality which dis Chinese
porcelain from all other in the world, and its full glory was only
reached under the ule of the Ming emperors. The development, in the
curly years of the dynasty, of glaze pigments fusible at 2 moderare tempera-
ture and applied &"mgv_ on the — s bisenit—allowed 2 wealth of
harmonious colour unknown before. ‘There can be no doubt that the
effect of this splendour of colour i the Ming porcelains is enhanced by
their substantial and well-balanced shapes, wisibly the produces of a
pm.-iticmus and ordered realm. The vase in the Saltinl:‘e_ Collecrion at
South Kensington, reproduced in PLATE 33,8, is a5 good an exumple as
could be found to illustrate this point. Its decoration, drawn in slip in
mised outline and painted on &:mlimﬁt in soft hu;-‘:ch glaze pﬁmrz::ds
against a deep blackish-blue gro is perfect in htsmanship
in cloulated balince of colour, filling g‘ﬁ"lﬂfhﬁﬂt ::mwufmg the surfice,
Tts shape shows the same good sense for pottery form that we have daimed
as chamcreristic of the c“:]:lli;m mﬂmlmd se WH?E ﬁ.:'m example of sjt}llzue SAme
rechnigue s the fine vase with hgures of sages shown on
Pmmq;; whilst in dmgtﬁi-]; PraATE 57 the outlines for the pigﬁ:cms. Instead
of being raised, are lightly engraved in the paste before firing. The same
solid proportions which we notice in picces such as these are chamcteristic
of the Ming figures, whether of porceluin or in coarser material, Not all
the many examples thar have come into Western possession ar¢ of
merit, but the statuette of o Judge of Hell in the Brinsh Museum [PraTs
35] Is worthy of comparison with its grear T ang O?rcc[nccssm.

It was with the more extensive importation of cobalt from Western
Asia in early Ming times that painting, or rather drawing in colour with
the brush as distinct from the laying on of coloured washes, came to
hold in Chiny, as elsewhere, a foremost place In the decaration of pottery.
Herein lay seeds of disaster, destined to spring up in crops of hideousness
in the Chinese porcelain, and still more in the European wares, of modem
times; but in disciplined and sober hands this method has won for pottery
some of its most glorious trwmnphs, Tum a deaf ear to academic pleas
a5 to the wickedness of pai ingﬂmmnpnt,mdwm will come
1o agree that such & work as the blue-and-white bowl in PLATE 45,8 is
its own [ustification. The tender blue pigment is lovely in isell. The
drawing of plants; birds and other creatures is 4s perfect 48 any engraved
design of g 3 rendered, as it 1s, before g,lazin on the absorbent
biscuit—onee drawn, drawn beyond recall—ir is no less searching a test
of the power and cousage of the armist. The shape of the bowl, too, is
clear testimony to the fine fecling of the early Ming potrers—far there
is good reason to sccept as authentic the mark of Hstlan T€, with which
it Is inscribed, ‘The vase of the Wan Li period, reproduced in PLaTe 46,4,
shows the tendency to ungainliness of form into which dignity was apt
to fall sway in lster Ming times, but its painting of figure subjects and
peach-trees Is full of vitality and enjoyment.

Underglaze brushwork mmust always hold the place of honour in
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tery painting techiniques; the work of the enamel-painter can never
E?al it, if only because it makes so much less demand on the calibre of
the artist, It can, however, produce effects of colour which are equal
to the finest obtainable in any form of ast whatsoever, and when com-
bined with sensitive drawing, ss on the jar of middle Ming times shown
in PLATE 32,4, it must be allowed 2 high place in order of merit. A qui
cmnmdinnrychrunmicfﬂrmismﬂjﬂﬁdinsﬁmﬂfthnhtmm
porcelains, ﬁpcuullgathm: of the reign of Chia Ching, in which two or
three colours only have been used—purple with green or yellow, yellow
or green with iron-red, blue and yellow—and the finer pleces of the Bve-
'mln;rﬂ;ij of Chia Ching and Wan Li show a rich harmony of colour
comm with a delicacy of drawing which could not easily he surpassed.
The breadth and dignity which characterize all the best Ming design

passed away with the close of the dynasty. Only rarely, s in some of
the Kfng Hsi bluc-and-white landscape vases and in the best of the
famille verte and famille noire floral designs, do we find anything like the
same quality. As 4 rule, the porcelains of Kfang Hsi lis sucerssors
t;ive an impression of great dexterity and bragsra without any deep under-
ying feeling, Mere elegance and charm of colour become ever more
and more their chief recommendation. But a very real charm there is
abour such pieces as the figures and vessels with ** three-colour ' panting:
“on the hiscuit  [PLATES 41, 47], ot the square vase in the Leverhulme
Colleetion [PraTe 38], with ** Flowers of the Four Seasons ™ in shades
of green; yellow and mauve, contrasting with 4 ground of intense lustrous
black. In the powder-bine bottle [PraTe 42| and the baluster vase [PraT
39] the overglaze enamels of the famille perie arc scen at their best in the
exquisite drawings of flowers and ladics in gardens ; another admirable
example of the same class is the bowl in PraTe 40. The K'ang Hsi blue-
and-white of which PLATE 46,8 shows an ¢ e has qualities of its own
rivalling those of the Ming blue. The same skiﬂin the choice and handli

of colours is shown even in the best examples of the more luscious famille
ruse, as in the large dish with the favourite “ longevity " motives of

and bats and the mark of Yung Chéng shown in PLaTe 48,8, The ents
of the desipn are admirehly distributed over the surface, and although the
fowers and fruits are rendered so faithfully that their species could be
named with precision by s botanist, their armangement hus been rigidly
controlled. There is 2 great gulf between such measure of realism as we
have here and the soulless namralistic flower paintings thut were thought
suitable decoration for Emnra.n porcelain in the aineteently century.
Eves where this high level of decorative design is not maintained there
are often co sations i delicacy of dmughtsmanship and extreme
daintiness of colour, as in the famous rby-back eggshell plates and other
less sssuming members of the family [Praves 48,A, 45 We must
remember too that concurrently with t wonderful exhibitions of
virtuosity in overglaze enamel paintng, the i il kilns at Ching-t@
Chén were passing through what may be the Chinese * classical
revival ” movement. Efforts, often neardy successful, were being made
to reproduce the masterpieces in porcelain of the carlier dynasties. Great
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care wis being bestowed on the imitation not only of the painted designs
but also of the various coloured glazes of the and the results, in the
latter category e ly, have often undeniable beautics of their own.
New glazes were being invented such 2s the sang-de-besf and apple-green
[PraTes 44, 9], which su.rgass in rich splendour of colour anything
produced under the eatlier dynasties. 1t is in the matter of shape that
these wares generally fall short, We miss in them the simplicity and the
vital besuty of contour seldom wanting in the early protorypes.

It may be of interest to give, in closing, & short survey of the history
of the collecting of Chinese porcelain in I . The earliest pieces to
arrive in the West were a few surays, such as the Warham eup at Osford
and a silver-mounted bowl at Cassel, which found their way o Europe
as princely gifts or among the artcles brought home as things of wondrous
ranity by travellers in the East, They were generally of the class of
mlm’t;ms ot blug-and-white, made for export to the Mohammedan countries
of Southern and Western Asia. It was with the growth of the Dutch
Eastern trade io the seventeenth century thar collecting, as we understand
it, may be said to have begun. 'The taste of the Dutch merchants seems
to have been almost entirely in the direction of painted porcelain, and

icularly of blue-and-w which their own potters ar Delft soon
%ﬂ to imitate, abandening the bright and gay maiolica colouring which

formerly been in vogue amongst them.

The Chinese were not slow to note certain tendencies in the Dutch
choice of decoration and ro develop, in res to the demands of their
clients, those peculiar types of design which we class as chinoirerier. At
the same time, however, there were princely collectors in Enrope, such
as Augustus the Strong of Saxony and, in lesser degree, cur own Queen
Mary, who could appreciate the finest work of the painters of Ching-té
Chén. About the middle of the eighteenth century, doubtless 4s a result
partly of the successes of the new art created by Kindler ar Meissen, the
teste for Chinese porcelain seems 1o have abated, except only in France,
It is, perhaps, typical of thar country that the beauty of ecladon, mrquoise,
:mch]ed white and other single-colour glizes, appealed strongly to the
taste of French amateurs of arr,  From the time of Louis XIV uanl the
Revolution; the foremost drelanrs devoted their best skill ro the mountin
in chased ommolu of these beauniful wares. Elsewhere, through the pcuug
of the classical revival, things Chinese were ed as unworthy of
serions attention, and an interest in them as betokening a frivolous raste
for whar was deemed outlandish and grotesque.

It was after the middle of the nineteenth century that a return to sanet
judgments came about. French collectors were seeking eagerly for the
enamel-painted ins of the previous century, when the * Histolre
de la Porcelaine™ of Jacquemuart and le Blant made its appearance, with
its verbose criticisms and elaborate clussification, originating the famous
nppcllatimg;mﬂk verte and famille rose. In England admirers were found

pecially bluc-and-white, Among the leaders of the cule w
Whistler, Dante Gabriel Rossetti and James Orrock; who, as urtists,
saw the value as deconation of the sapphire tones of “old Nanking.”
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FIGURE, PORCELATN, KEANYIN O THE HEAD OF A DEAGON EMERGING FRLOM
THE WAVES, Scventeenth century.

(1ady Lover Are Ceatlery.)




PLATE S

i—BOWE, FAMILLE ROSE PORCELAIN, Ymg Chéng perdod (r723-1738).
(Lasly Lavr ird Gl

£—DISH, PORCELAIN, PAINTEDIN ENAMEL COLOURS OF THE FAMILLE ROGE
AMark und period by Yung Chéng (172a-1738) (1 'itiris wnd dihers A luieoum,)
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Where wsthetic judgment led the way, fashion followed, blind and un-
discriminuting ; the tns with their pretty but formal and often
tedious repetitions, which were devised to please the Dutch of an earlier
day, were belauded as if they had been serious works of art of 2 high order,

The phase which followed, typified by the names of Sulting in England,
Grandidier in France, and Walters in America, saw the ascendancy of
the ename! painting of the eighteenth century, with its brilliant blends of
colour and highly atcumplisEcd, if superficial, techniques. At the same
time there was 10 lick of admiration for the single-colour glazes, especially
the sang-de-beuf and the turquoise-blue, both deriving their distinctive
colouting from copper in different forms.

The discoveries which astonished the world of connoisseurs in the
beginning of the twentieth : brought about a revolution in the
aims and ideas of collectors. In 3-: wave of enthusiasm which greeted
the masterpicces, now newly mevealed, of the classic ages of Chinese art,
there was 4 danger that the real merits of later works would be forgotten
or overlooked 3 but a rruly catholic taste will find something of good in
the best art of most pexiods, snd room will be found by the collector for
chosen pieces of Ch'ing craftsmanship in company with the great achieve-
ments of T*ang, Sung and Ming.
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TEXTILES
By A. E. Kendrick

TO the Western mind, from its early contact with the Fur Fast down to
times within living memory, China has been the home of strunge and
eccentric idess and ways. Irs works of art hmve had an air of singulirity,
which has probably done more than anything else to give rise fo an ever-
increasing popular voguc for things Chinese, or at least faran de la Chine.
“I'he ancients had heard of the Chinese, but they had a very hazy ides s
tn where they lived, and some even thoughe that they dwelt at the sources
of the Nile. They were known by more names than one. That of the
Seres was the most widely used, and it deserves norice because it has to
do with the present subject.  From Seres was formed the term Sersca,
Seric garments, and thence came the word “silk " in its various forms
o E languages, In this strin of associated words there lics
3 hine that the ancients connecred the Chinese moge’ with the fine texule
matezial they produced than with anything else. In the eyes of the world
they were the silk-gﬁﬁdiulf p;(.ul'hplg:, and the need for securing this traffic
gave tise to many formidable ity expeditions.

The carliest silk smffs brought to the West have all perished, aad we
should be very much in the dask as to what they were like, were it not for
the tions of Aurel Stein, Pellior, Von le Coq, Kozloff and others
in the buried sites of Cenrral Asia. EvenE which has provided more¢
matesial for the history of early texule art ¢ all the rest of the word,
has yielded no Chinese weavings atribatable o an earlier period than the
thirteenth century.

The earliest Chi silk weavings we know were found by Sir Aurel
Stein dusiag his third Central-Astan expedition in the yeir 1914. They
WELE \iesr lnnznm:qmt:,nuwpunnf:imLopdmn,inmmz
Turkessan, They wese found on the roure opened out for the silk trade
with the West by the Chinese late in the second century 8.C., and finally
clmadcaﬂyiuth:f(mnhcmm?m.*ﬂfmlmmgmmhofiumﬂi:
by the discovery of an easicr route two cenruries carhier. These silk
Eu%;mcr. have been described in the Burlington Magazine (Vol. KXKVII;
by the dis‘;:;m and his assistant, Mr. F, H. Andrews, whntl;d i
them wings (fig., p. 46), From considerations s Iy
site mﬁymmmsfuﬁﬁf Em&q’ﬁgi;mu'f Sir Aurel s mdlnﬁgt:: place them
it the first century 5,0, In any case the argument that they cannor be laver
than the fourth century A.D, appesss canclusive. Tlic tendcity with which
the Chinese have held to their maditional motives of design is nowhere
more plainly demonstrated than in these silks. The deugons, antmals and
bitds, cloud-scrolls, floral stems and dizpers have thelr counter-
‘parts in Chinese art of the twentieth century, althouph modifications in
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form, due to the lapse of two thousand years, were inevitable, The
dislike of the Chinese for innovations is not the sole cause.  The motives,
and even the colours, they used were closely linked with their pthLm‘):Ehm
and religious beliefs, and the craftsman was not at Hbﬂ?ixm select them
at random. Omaments were tabulated into scries with their appropriate
uses, and colours used on one occasion were not admissible on another.
Some were reserved for the impenal family alone; others were the
prerogative of the higher nobility, and g0 on through 2 score ot more of
stiges. These ficts go 4 long way towards explaining the contmst of
symbolism and naturalism which characterizes the repettory of the Chinese
weaver and embroiderer.  In the delineation of nature he is nimirable,
and yet in matters of mythology and symbolism he does not care to leave
the road of tradition. "What he sees with the inward and the outward
eye is harmonized in a way hard for us to understand.

“The four centuries following the end of the Han dynasty have lirtle
or nothing to show in the way of testile art. When we come to the period
of the Trang m&-goﬁ A.0.) the textile marerisl is more abundant,
By this time the Chinese fleets were not infrequently seen in the Persian
Gulf, and the effects of tafficking with Western Asia begin to show them-
setves, The Arab chronicler, Mas‘di, writing rowards the end of this
period, speaks of the unsurpassed skill of the Chinese arrist. The justice
of tlis criticism is evidence that the writer had some familianty with
Chinese work at the time, The bond of sympathy berween the Chinese
and the other people of the Asiatic continent was then greater than at
any later period, The affinity is obvious in many of the stuffs of Tang
times. Motives of decoration ate sometimes shared with Persia and its
neighbours, and it Is not always the West which is the borrower. The
intercourse between India and China was emphasized by the Chinese
acceptance of Buddhism, Testimony to this associution is borne by an
embroidered silk hanging of the Tlang Eﬂ}d in the British Museum,
representing. 2 standing figure of Bud attended by disciples and
Bodhisatrvas. This unique work of art was found by Sir Aurel Stein
in the year 1go8 in the Cave-temples of the Thousand Buddhas at Tun-
husng, Kansu province: A conspicuous illustration of Chinese relations
with Persia 1s Ec woven silk banner formerly in the Horu-ji monastery
ar Nara, the old capital of Japan, and now in the Tokyo Muscum. The

attern Is disposed in large circles, each containing four men on winged
Etszs' diming arrows at lions. It is a typicdl Ssssanian hunting-scene,
with the king as the hero, but the craftsman has recast it in a mould of
hiz own. The banner is said to have been used by Prince Shotoku (572-
623 AmD.) at the conquest of Shimgi in Kores, and deposited in the
monastery é}il;ht Emperor Keka (884-887 An.). The delineation of the
subject is Chinese in feeling, and Chinese characters (for * Happiness ™
and *' Mountain ™) are marked on the flanks of the hosses in plice of the
royal brand of the Sassanian kings. The Arst of these characters is also
to be seen on # silk ent found by M. Pelliot in the deserts of Central
Asia, and now in the Musée de I'Extréme Orient in the Louvre. It has
a representation of & cock standing on ane leg, enclosed by a circle of
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A 0 G D—SILK WEAVINGS OF THE YUAN QR EARLY MING DYNASTY, FOUND IN EGYPT
ESILK DAMASK, MING DYNASTY. Length, seshow, 15 in
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vine foliage, a design obviously influenced by Sassanian woven silks.

The same motive, rendered somewhat differently, is 1o be found on a silk

weaving in the great treasure-house at Nara (the Shosh-in), forming part

of thie collection dedicared by the widow of the | Emperor Shonn,

shortly after her husband’s death in 748 ap. Much of this treasure is
y of Chinese workmanship.

The gradual advance of the Arabis easrwards no doubt did more
than anything else towards checking the assimilative rendencies in the
art of Fastern and Western Asia.  The artists of the succeeding Sung

iod were more conservative in their outlook.

Inder the Yilan dynasty, founded by the Mongolian Kublai Khan
about 1280, relations with the West wete revived., Chinese junks inaamd
in the ports of India and the Red Sea. Kublai's sway estende sight
across the breadth of Asia into Europe, and the dread inspired by lus
‘government established a respect for law which gave confidence to
travellers, The Venetian, Marco Pola, and many ethers less renowned,
faced the hardships of the journey, and gstonished their countrymen by
their storics of the skill, the industry and the greamess of the Chinese

ople, It is largely to this time that the mansport of numbers of curly
Chinese silks still to be seen in medieval church treasures of Europe
may be ascribed. One example from the Cathedral of Halberstadt has a
pattern of palmettes enclosed by floral stems ia flac gold strips on a red
satin ground. This brocade is probably of the period of the Ytan dynasty.
The well-known black and gold brocade in St, Mary’s Church at Danzig
is certainly of that time, The pattern of large polygons (intended for
circles) enclosing patrots, with dragons in the mmrvcnm& Eﬁu:cs, is
partly denved from Western sources, but there can be no do about
the nationality of the craftsman. . It has an Ambic inscription in honour
of En Nsir ; the most celebrited tuler bearing this name wus Muhammad
ibn Quli'un, Mamluk Sultan ubeEiy-pt, who reigned from 1293 to
1341 A.D., and the brocade was pro WOVEr. 48 _allpram.t'fnr him.

The sille damaslk illuscrated TE §1,0] also records the name
of this gu]l:ﬂﬂ. It was found in a burying-ground at El A%zim, near
Asyiir, in Upper Egypt. Chinese influence in the design is evident, but
it is doubiful whether the weaver was of that nationality, Two other
«ilk 4t ffs from the same site are shown in the asccompanying illustrations,
The fitst [PLATE $3,4] is in pale blue on a buff ground. The
each bear a form of the Chinese longevity (shou) characrer. The Chinese
script is not simple enough to invite imitations by foreigners ignorant of
the fan andl where the characters are rendered in intelligible form
there need be lirrle doubt (as a rule) about the nationality of the craftsman.
The pattern in this instance entirely confirms that view., A comparnison
with the damask just described points to the conclusion that the two
stuffs are contemporary, or nearly so. This silk weaving may therefore
be ascribed to the period of the Yian dynusty. The second fabne [PLaTe
‘;I,Ciis in the same colours as the first. It has no inscription, but the
¢bi-lin, an animal belonging only to Chinese mythology, is shown in the
repeating circles. There arc traces of the influence of Muhammadan
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arabesque in this stuff, There were millions of Chinese adherents to that
faith at the time, and this silk may have been woven by or for Chinese
Muhammadans, but there is some probability that it is an ¢ le of the
catering for the foreign market which has been a conspicuous feature of
Chinese craftsmanship for many centuries. All three stuffs had been made
into garments worn during lifctime in Egypr.

In dealing with these medieval Bibrics, it is not always easy to draw the
line between the Chinese stuffs made for home use or for export, and those
made elsewhere under Chinese influence, The silk damask illustrated
on PLATE 31,8 is in pale bloe and boff, with a form of the show charecrer
in the heart of each flower. This feature confirms the evidence of the
texrure and design as o the nationality of the stuff. Other sruffs showing
similar motives have Western features as well, and there is much to be said
in favour of the view that they are really Chinese wares made for export.

The advent of the native Ming rulers in the year 1568 brought nm
a change in fumlﬁ relarions, Outside Intercourse waned, and the Chinese
were content to leave the rest of the warld alone.

The Pormuguese, the first Buropeans 1o reach China by sea, drrived at
Canton in 1y17. Traffic, which had timi:ped considerably under the
eatlicr Ming emperors, now revived in the hands of Europeans. During
the short interval of hardly more than 4 century Europe had had time to
forger China and the Chinese almost entirely, In the first half of the
sixteenth centuty Ramusio writes that the story of his countrymun Marco
Polo had come to be regarded as fabulous ; * howbeir, during the last
hundred yeats, persons acquainted with Persia have begun ro recognize
the existence of Cathay.”

Had we no other means of mucing the history of Eur intet-
course with the Far East from this time onwards, the textiles e would
provide many a useful clue.

The opentng-out of the sea route 1o the Fast brought Chinese works
of art to Europe in quantities never known before.  Other nations followed
1.1":_: Il:-"ﬂrmg.wsc, and a craze for chinoiserie swept over the seafating countries
of Lurope,

In the first instance works of art such as the Chinese used themselves
were hmu#hl ﬁt::mml:g c:m:t_a::f uﬁ tmifﬁ:: Eocr:utcdﬁa demnand which
was met by -up of speci ies for export wares in the
neighbourhood of ﬂt:: Ln]l.liﬂg pgzr:;mﬁ’r};n ﬂ;-fc the effores tEf Western
craftsmen 1o meet the prevailing i in the Chinese
easte. Chinese wotks of art are referred to in Canmimgﬁifzsarin’s inventory
of 1649, four years later there are entries farom de la Chine, faiter i Parzs,
Occasionally a stuff obviously Chinese seems to imitate Buropean
chinoiserie. Perhaps in these cases the crafisman failed to realize that bhe
was copying his own work st second-hand.

A good deal of ecclestastical embroidery was done in China fos the
Portaguese. At times such work is most incongrious, Figures of saints
of the Christian Clurch are set among the - heenixes, the spotred decr,
the fantastic rocks and the floral motives of ghma. '

Inn the representation of St. Anthony of Padus with the Infant Saviour
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[Prate §2], the central group and the cherub-heads axe based on a
Furopean drawing or engraving, but the details are everywhere Chinese,
as well as the flowers and folisge. The work is in coloured silks on & white
mﬁwﬂni It was probably made for a mative Christian community,
ile the Pormugucse sailed eastwards, the Spanisrds took the wester
mmnﬂdr:admd(:lﬂmbym}-nf&wﬁpmishmlnmdﬂmﬁnmﬁ
American ports. 1o the Phi%whim thev occupied on the way,
a distincrive style of Chinese embroidery was done for them,  The hanging
illustrated in PLATE $8 is @ rypical example. The type is so obvious that
Mr. Van de Put, Libratian g}Pthc Vicroria and Albert Museum, hazarded
the conjecture that the somewhat complicited heraldry might refer to
a Spanish govemor of Manila. He found the design of the arms to be
practically identical with the armonal \-ifgrmte signed ** Nicolaus a Crace ™
painted upon the dedication of Villavicencio's “ Demonstracion
del de Cargos,” printed at Manila in 1737. The arms arc those
of Don Femnando Valdes Tumon, Knight of Santago, Governor and
Captain-General of the Plﬂlippinc Islinds. The work 15 in coloared
silks on a white satin ground. Tt was probsbly the alrar-frontal of the
Govemor's chapel, Tt now belongs to Lady Laura Hampron.

Two embroideries 4re here reproduced in colours. The first is the
corner of 4 silk robe embroidered with Howers, peaches, bats and burter-
flies. The other is 2 hanging, with peonies and magnolias [Praves §5, 561,
Two smaller floral embroideries are shown on PLATE 54,C.D,

Latge numbers of Chinese testiles were brought to England by the
ships of the East India Company. Sometimes the directors at home,
wiiting to the factors in the East, described to them the colours and the
kind o% wark most in favour. Occasiomlly definite commissions for ﬁ[rudnl
work were sent out, An embroidery here reproduced [PLate y7,8] bears
the wms of the first Duke of Chandos, “ the princely Chandos,” vne of
the foremost patrans of the arts of his time.  His anms impale thise of his
second wife, thereby dating the wotk berwcen the years 1719 ancl 1753,
'The embroidery is in coloured silks on a yellow satin ground, with &
framework of Furopean blue velvet.

Painted silks were produced in great quantitics in China, generlly in
lengths made up in Europe into costumes and hangings. Even vestments
meant for Christian use were somerimes painted rather than embroidered,

All through these times the Chinese seem to have been able to meet
the enormous Buropesn demand without Fhr:ﬁuding foreign styles as
anything more than & vencer to be applied merely to articles for

1t.

The long strip shown in PLATE §7,C is 3 ical esample of Chinese
velver-weaving for the market at home, A single colour i the wile, and
red (as in this ease) is the favourite, The contrast is obtained by cutting
parts to form 4 pile, which stands out in a darker rone than the rest In
which the Joops of thread are left uncut. The diffezence in tone obtained
by this simple device is amazing. The panel depends entitely on this
method for the salience of the parem from the ground. These long
strips are quite common in Chinese textiles, whether brocudes, embroiderits
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tapestries or velvers, They are used as chair-covers in China, The fnm:l
for the seat is generally emphasized ; bere jt is marked out by « lobed
framework surrounding the lotus fower. The part below hangs down
in front. The deviee immediately above is for the back, and thar at the
top hangs over behind and is reversed for that reason. The way in which
these panels were used is shown in an engravin representing a dinner

arty in & mandorin’s house in T. Allom and G. N. Wright's * China

ustrated,” published in 1843 (Vol. 1, E 93).

The Chinese appear to have learned the art of velvet-weaving from the
West ; their velvets are often very decorative, but in texrure they will not
bear comparison with the best work of Ttaly. The case is different when
we coine to tapestry-weaving. The process is the same in principle as
that followed in the West, The Chinese weaver carries it 1o the lnst degree
of techuieal sccomplishment. The warp threads are of very fine silk,
and the weft of silk often enhanced by the lavish use of gold thread, These
tapestries known by the name of £'9-ts#, are perhaps the best known
and the most highly apprecisted of all Chinese textiles, The use of sach
fine threads in the warp, while exacting the urmost skill and patience
from the weaver, gives to the finished web the greatest attainable brilliance
of effect. This type of work has an ancestry reaching back as fac gs the
T'ang dynasty, and probably much euarlicr. Examples of the T ang

tod found by Sir Aurel Stein and Dr. von le Coq in Central Asia are
remarkably like the work of modern times. A piece found in the Caves
of the Thoosand Buddhas has a pattern of flowers and key-omament
[Verindra, Prate 106]. One specimen from Kara-khoja represents a
tiger, and another stems and foliations [Chotsche, Prate 49).

By far the larger number of the weavings of this class are hangin
and robes made in the eighteenth or nincteenth century, No duuthEj:
tradition was continuous, but their fragile nature must be held to account
for the disappearance of most of the earlier specimens,

A series of pictures, of which that shown in PLATE 5o is one, is remark-
able among tapestry-weavings. Although detsils are hei ed here
and there with the brush (in accordance with custom), in the main these
elaborate picces are the work of the loom. The four panels composing
the series were intended to_be hung on the walls of the tion-room.
The subject 1s the Doagon Procession, one of the chief festivals of the
Chinese ¢, held every year on the fifth day of the fifth month in
memory of the mintster Ch'th Yidan, a statesman and poet of the kingdom,
who drowned himself in the Mi-lo River in the year 29¢ B.C. The ritusl
ceremony at the Dragon-Boat festival involves a search for the miinister’s
body and ends with o pr{_i}%::inﬂuﬂ of his spirit by casting into the tiver
tubes. contiining rice. procession is shown in an engraving in
Allom’s book mentioned shove (Vol. IV, p.z1), _

Andther example here reproduced in mll;un [PLATE §3] is a remarkably
decorative £'¢-tri hanging partly in gold. OF the two phenixes, one flies
in the clouds over the tocky landscape relicved by the polyporus fangus,
peonies, lotuses, and other flowers, -

The panel shown in Prate 59 represents a landscape with grotesque

44



4 PLATE 77

BACK OF AN IMPERIAL ROBE (hien Limg poriold.
Sive 1 Bov i bw g 5% in.
(1 hcrrng amd” Allwrr VMioras

EMBROIDERY. Arm of the Dhike of Chandios A VELVET CHAIR COVER,
Early eightesnth century, Eighreenth eenmiry

Size, 4 0 6 in by 10 8 in
(Bath fa Firtarda pad Afbwrd Nuseww,
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rockery and blossoming trees—the magnolia, peach, and tree-peony.
The ground is Alled with dﬁiﬁﬁd}gﬂ of bamboo, and a branched stem
‘of the sacred fungus, against a dark blue background.

When this tapestry-work is used for garments the gx_mds are ially
woven for the purpose. The back of 2 tobe in the Victoria and Albert
Museum is illustrated in PLATE §7,4. It was made at one of the imperial
factories, perhaps at Suchou or Hangchou. The wearer was the emperot
or a prince of the blood. Three five-clawed dragons rise from the waves
of the sea, encircled by clouds. Some of the * Twelve Omaments,”
which legend dates bac{: more than 4,000 years ago, appear here. The
full set is fiputed in Professor Yett's * Symbolism in Chinese Ar.™ Three
stars are to be scen just above the upper dragon’s head, and the hatchet
and “ symbol of distinction ™ are on either side of its body. In the lower
comers ate the aquatic grass and sacrificial cups, The upper dragon is
coiled round a medallion with the show character in the centre surrounded
by vatious emblems of long life and felicity. The pair of dragons below
grasp the flaming jewel. The cloud-spaces are hllctlji* in with forms of the
shou character, flying bats, and floral sprays. The material is silk and gold
thread on a yellow silk ground. This garment may be attributed to the
period of the Emperor Chien Lung (r736-1793) _

The next illustrations show examples g? Chinese carpet-knotting.
The most highly-prized Chinese , woven in silk and %Inid, ate some=
Umes attributed to medieval times, Eu{ few hitherto brought to light can
safely be ascribed to an earlier date than the seventeenth century. Frag-
ments of pilecirpets found in Chinese provinces of Central Asia b
varicus archeological expeditions during recent years were brought to
ight in circumstances which point to an almost incredibly eatly origin.

ntil the problem raised by them is cleared up, the history of Chinese
carpet-weaving cannot be satisfactorily treed.

The Chincs::d c:rpf:tb weaver likes, when he rlz;m, Jo twt;::um: th:.
angularity of & desi cutting slantwise into the pile with a pair o
shears, l:';"his Pmctitcgnwj]rmns the texture considerably, while the resulting
improvement of the design is a macter of opinion. The effect of the
practice of clipping round the design is seen plainly in PrATE 6o, repre-
senting 4 woollen pile carpet woven almost entirely in shades of blue and
white. The design when so treated has an appearance of hardness which
suggests an inlaid Felt rather than a pile surtace. The use of the carper-
knotting process is extended in Chinato other stuffs besides loor coverings.
A small mat [PraTe 14,8] has a fret-pattern.

The carpet illustrated on PLATE 54,4, was used in o way peculiar to the
(hinese peoples. It was intended to be wrapped round a pillar in a
Tibetan temple ; when so placed the two long sides come together and
the patiern is continuous, It represents o Lama surrounded by clouds and
emblematical objects. Below are sea-waves breaking in spray over the
rocks, and above is a frieze of festoons of jewels.
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BRONZES AND THE MINOR ARTS:
JADES, LACQUER, ENAMELS, ETC.
By W. W. Winkworth

THE enormous amount of important archeolagical work which is now
being done on all Chinese subjects, both in the Far East and in our own
m}u.m:i'f, mist give us cause to reflect on the kind of results we are likel
to achieve within our own lifetime, and the hopes which 1t is wo
fostering of a more or less immediate condition of order, of a relinble
scheme of chronology which will give us 2 working basis.

Tt must be confessed thar, in spite of the fact that the subject of Chinese
archeeology is more and more attracting the best minds of the age, both
in England and elsewhere, we must be prepared, if—as some of us are
necessarily doing—we are approaching the subject for the first time,
for a state of affairs which would drive the Egyptologist, and still more
the classical Archmologist, to frenzy. But worse than that: we must
face the possibility that with regard to the Far Fast we may perhaps
never reach a position at all comparable with that which has won
in other ficlds. We must ask ourselves, indeed, whether we ought to
hope to reach such a position. It is as well, before preparing as it were
a curriculum of future studies in a new subject, to inquire whether the
methods which have served us so well elsewhere—on which we have
indeed come to rely—will serve us as well, or even at all, on unfamiliaz

To those who have glanced superficially—and that is all that
present writer can claim to have done—at the monuments of erudition,
which huve already mounted high enough ro make it a little difficule to
take any sort of general view of the field, the question will naturally occur :
Why is there as yer no easily accessible handbook of Chinese mj;.isturj- ?
Why is there not at present any simplified scheme, chronological and
historical, at which the beginner glunce in the hope of gaining an
orenmtion 7 What advances have been made in these smg; :ﬁ\ia:h
are perceptible to the ordinary man ?

This lust question is a fortunate one; We can point with satisficrion
to tangible cvidence of a real improvement in some directions. For the
ordinary man, if he is prepared to ke a broad view, there is plenty of
evidence available to prove that research has not been idle and has, better
still, not been unrewarded by results. The learned world, always prone
to suspect, always inquisitive about essentials and inrolerant of vagueness,
has agreed 1o respect the labours of the pioneers in the Far Easc. That
fact alone will perhaps be enough to reassure one type of sceptic. The
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Courtauld Institute, for example, 35 a body armached w London Uni-
versity, has appointed 2 professor; students are being trained in the
new methods, It is ¢s yet uncermin what the results. of this

evidence of faith will be. 1 cannot help myself wondering whether the
student—in the ordinary sense of the word indicating one who is seeking
a degree—is the right person to whom the as yet scarcely incandescent
spatk can safely be entrusted, T sometimes wonder whether, when a
science is in its infancy, the right atmosphere is not rather that in which
we encourape research in the more abstruse branches of specialized
knowledge ; whether a professor surrounded by pupils is not in these
marters an anomaly. [ feel that no man should be required to pass on
& flame which is not yet a flume at all, and that the co ion of Chinesc
studies as part of a curriculam in' the ordinary sense of the word may
prove to be ane which will tequite considerable modification if Chinese
studies are to advance; and surely it is the putpose of bodies such as
universities to be the guardians of culture, not primarily spreaders of
interest in it, or purveyors of useful instruction of the kind required by
the beginner.

I am not at all well acquainted with the conditions prevailing in the
institution to which I refer, and I speak narrally wath diffidence. But
I cannot help wondering whether the primary object of the authoriries
cught not rather 1o be to enconrage and assist a of research workers
under the direction of a4 professor rather than a class under a lecturer.

indeed that is acrually the view thar is now wken ; a5 one com-
pletely outside the academic world, T can only s what goes on,

it to say that, while research is going on, the ordinary man
the results attained during the last twenty years are nxrre:n.::llf striking.
The difference between the status of Chinese archaology and art stu
then and now is one whose measure can be taken by consulting, for
instance, the 1911 edition of the Encydlopadia Britanrica and comparing
it with the present edition, We have adyanced in thinty years or so
from a stage of ignorance in which the utmost sophistication passed for
the grandeur of barbarity ; when what was really comparuble to 2
Wedgwood red-figure vase }::s_ed for an Attic masterpiece of the fifth
century before Christ. We have left that stage of ignomnce far behind
and have advanced from it 16 & new position which, when it is consolidated,
1 believe will prove 1o be the final one.

It is when the sceptic inquires further that he will find marter for the
exercise of his powers of ridiculeand his zest for the exposure of inadequacy.
He will be one, probably, who 15 accustomed to the methods of the
exploters of antiquanian sites in Europe; he will expect to find the
archeological cerminues ro which he is accustomed, A scheme of
chronology in particular will seem to him a sive gua non. Excavation
under the most ideal conditians, under the direct ision of those
who have all 1he possible clues st their Bngers’ ends, ::Efttmkm systemati-
cally with all the tesources of modem science, lias given the srchaology
of the Mediterranean hasin, of Chaldaea and of Hungary and
Macedonia, a respectable basis of verifiable fact. the inquirer is
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PLATE 6a

TRIPOD OF BRONZE : DARK PATINA, Chou Dyt
Helghi,  in

(Collertion of Prof, LN Colle, FRY)



PLATE 6.

H

— —_—

A—SOUANE BRONZE TING, Shang or begmning of Choe Dynasey.
Helghe, 11 in.
(C iy Watfomal Mo s AAnitigeer.)
B—BRONZE PO, Period of Warring Sczres
(Callection of Prof, C. €. Seligwam.)



PLATE b4

GILT BRONMIE FIGURE OF BEAR, Chm




told that # bronze like the four-handled piece from the Eumorfopoulos
collection [Prate 61] is one of the principal objects of intercst i our
collections, and is famous alike in China and Japan, when he is told that
the long inscription which it bears has been the subject of detailed
correspondence between experts and has been subj to the closest
scritiny by trained students of ancient seripts, he will expect also to be
told st ing fairly definite about the contribution which this impressive
object has to our knowledge. 1t is not as though the ancient Chinese
script, like that of the Gretans or the Hittites, has been until now a complete
mystery and is still only discussible in terms of conjecture. On the contrary,
in C;dunfr;llisdf it has been the subject of a mimnhfuu};lit?mmre for a

i onger than that during which the hier Egypt have
?:::]upiad the sttention of those whao share the u&mrzgnﬁhe Mediterranearn.
And yet he will find not only that no certain date within several hundred
years can be ascribed to this object ; he will find that the inscription irself
admirs of such wide divergences of int ion that it may actually
be debated, far instance, whether one of the words is a verb or proper
name. Again, although the point about the name is perhaps of slight
importance in this case, since it does not affect the assocation of the
bronze with a2 M is Hsing, it still remains uncertain which Marquis
Hsing s meant, while Professor Yetrs, with commendable caution,
points out that it might indicate a holder of that ritle who may have lived
as Jate as 634 B.C., there is the alternative possibility thar the first marquis
is indicated, who may have lived some time during the cleventh cenrury
BC. As for the provenance of the bronze vessel (an object 50 remarkable
that in Burope its place of discovery would probably be impossible
to keep sccret even if this were desired), it is completely uncertain, and
the Bratirh Museum Quarterly (Vol. X, No. 1) is reduced to the indication
of a conjectural site based on the probahility that the tetritory of the
Hsing family seems to have been in the neighbourhood of the modern
Shun te Fu, in the province of Chihii.

It will thus be seen that even an example such 2s this, fumished with
an elaborate and clearly-written inscription which hes suffered hardly
at all from corrosion, cannot be accurately dated. Sall less can the
ornamentation be accounted for or explained in any satisfactory way.
Professor Yetts, who discusses it at great length in the Introduction to
the Eumorfopoalos Catalopue of Bronzes, does not shirk the identificanion
of the ani on its sides, He accepts them as elephants.
But archwologists are at a loss to explain the presence, still more the
significance, of the elephant in carly Chinese art, Some even—and
Professor Sirén is among them—though admitting its occurrence where
its admission is unavoidable, as in the case of the model of the gnimal
in the Camondo collection, in the Louvre, seem to shrink from its
identification where it occuss, as it seems to in the example we illus-
trate from the Eumorf os collection, 45 a motive in the bHeld of
decorstion. Professor Sirén in the volume of “ A History of Early
Chinese Axt " devoted to * The Prehistoric and Pre-Hun Periods,™ refers
to it as a “ large conventionalized animal of which the head terminates
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m 4 snout of trunk.”  Me. Jenyns, in the British Museun _Qﬂa'rﬂr&r, ACCEpts
the elephant motive on the body of the vessel, but doubts it in the appen-
dages of the handles, It is thus clear that even in the identification of so
characteristic a form as that of the elephant there is room for doubr.
The interpretation of the decorative motives on early bronzes will thus
seemns to the eritic to be still in the ralm of conjecture,

What can we glean on the subject of some of the other representations
of animals, birds and insects on the bronzes of the primitive periods ?
One of the most siriking of these is the owl. . The bronze owl from the
Eumorfopoulos colleaion is an objece which at once arouses intense
curtosity, It Is an amazing compromise between naturalism and conven-
tion, The feer are extremely lifelike 1n companson with those of the
only other known example, from :i_m Sur?;:iﬂmufmﬂccuggh But gmm

n we have so little background of know of ear] inese cu
ﬁ it is extremely hard for us 1o know in whngt?liglrt turlmk on such an
object as this. We arc loath to think of it as merely a quaint toy, like the
curious pottery birds made by the Martin brothers in Southall in the
Iﬂlgo’s,'whi-:h are of similar construction, and ap?a.rcnrly equally unrelated
either to utility or mythology. Here again Professor Yetts has )
with his usual exhaustive industre, to find something, and something
very interesting, 1o say ; In his remarkably thorough Tatroduction to the
Bumodopoulis Catslogue, the [msa%c on the uses of owl soup is pethaps
as curious and fuscinating as any ; the difficulty is to be sure that refer-
ences in Chinese lirerature have uny vital or real connection with archeo-
logical remains such 4s are represenred by this owl. Indeed, onc of the
most difficelt and responsible tasks of the Chinese archeologist is to
investigate Chinese literary sources and collate them with archzological
data § itis a task to which Professor Yetts brings an appararas of criticism
deawn from the most widespread and diverse sources of interest. Dut
when, s here, we approach the territory of the sinologue the questions
invalved become so technical that 1 feel disinclined not only o discuss

em, for that is our of the question, but even to allude to them. What
1 do wish to point out is that those who are attempting this tesk—and there
are many others, of all petionalities, besides Professor W. P, Yetts—are
doing something which, however slight the results that seem st first
sight to rewird their labours, is an absolutely essential sk, not only for
the furtherance of the immediate purposes, the satisfaction of the direct
curiosities of those in Europe who ke an interest in the subject, but also
for o much wider purpose.  The whole relationship of Western scholarshi
to that of the East is involved, A contact between two cultures of su
very different antecedents is & matter not only fraught with consequences
for & small body of scholars or curio collectors. It has a significance for
civilization as a whole. The sceptic, the reasonsble doubrer who finds
the stzueture of carly Chinese Ari-history at present very little advanced,
wha finds irs architecrs at present indeed occupied chiefly in the search
for foundations, must remember that all xho[;rship depends on com-
munication, aod that in the Far East there are, and have been for centuries,
devoted workers in the field we ate now approaching for the firse time.
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In Far Eastern matters we are new-comers, uniayited putses ; we have,
a8 it were, arrived half-way through 2 conference, and any mude or abrupt
attempt to thrust the methods to which we have been accustomed on the
assembled company would be disastrous, It is for the thoroughness
with which Professor Yetts and his fellow research-workers, including
Mr. L. C, Hopkins and others, are reconnoitring this already occupie
field that they deserve our respecr; for in order to find themselves in a
position to co-operate in the work gomg on there they have first had ro
earn the respect of the age-long occupants of the site,

[t is very important o remember thar, although it may be perfectly
possible to approach the classification of eatly Chinese broazes in the same
way as we approach, for instance, Celtic art or the remaing of primitive
man and achieve real results by chemical research, analysis of style and the
scientific investigation of sites, there is anocher side to the matter, Chinese
bronzes of the early periods have probably in no case survived by being
handed down intact, as for instance some of our early Biblical manuscripts
have. These have in every case of which we know, with a few possibly
exceptions recorded by sinologues, passed through periods during which
they have disappeared, cirl]chw}' being accidentally lost and buried or be
being actually immured in fomb chambers. But certainly as early as the

4

Unstrerssful wremmpt ¢ hanl & Sacred Bronre Tripod oot-of the Ss v, 826 315
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Han dynasty their resppearance, through chance discovery (seldom, it
seerms, thic intentional excavation), has sroused enormous interest
among the Chinese. The finding of ancient bronzes has actually been
recorded in monumental sculpture (see illustration on p. §1), and refecences
in literature also testify to the reverence felt for such relics of antiquity.
Bur the chief interest for the Chunese in these discoveries has lain in
the value they have possessed for those mga%cd in the study of the Chinese
seript. This face has produced a host of problems with which the sinologue
is competent to deal.  Certainly one of the most complete trestments
of this aspect of the subject in any European language is that embodied
in the Introduction and text of the Catalogue of Chinese Bronwes in the
Fumorfopoulos Cuollection by Professor Yetts. So lucid is the trestment
of the technical tions involved in these studics by Professor Yetts
that 1 can confidently recommend those who are even superficially
interested 10 the subject to glance at these volumes, The forms of eurly
Chinese script have tlmmsc‘fvcs an & not only to curiosity, but to
the xsthetic sense, which makes even a slight acquaintance with them a
matter of absorbing interest. Even those who are perhaps not interested
in bronzes in particalar, but merely in Chinese art as 2 whole, wall find
it impossible to avold noucng am; feeling the importance of this aspece
of the subject. As writing is for the Chinese not only 4 means of com-
munication, but an are, the most uneramned eye will itself following
with ever-increasing fascination the varied rhythms, the intricate designs,
ot symbols whose meaning has no concemn for them. It will not be long
betore the difference between genuinely ancient writing and the subsequent
efforts of epigraphic revivalism becomes susceptible, even for the com-
letely :f,uunﬂl:, not pethaps of detccrion, but at sny rate of appreciation.
'hen this appreciation has been reached the would-be connoisseur is
well on the way to an understanding of the nature of one of the cssential
features of his subjecr, The sceptic who doubts the achievements of the
F!Qﬂ:l:ll in this new field must st least grant that the standard of caticism
5b‘cunpll;raucdh}r these investigations, if it is being raised by sny; and
he come to perceive, I think, that their value is not confined to
epigraphical specialization alone, bur has a bearing on the whole subject,
Vi even trom the most generalized @sthetic standpoint.  The associ-
ation beiween the fine sres im general and the specialized st of calligra
has in China been so close that not only dawing and ﬁmm ing, but desi
and modelling, the whole architeetuce Of form in art, has been affected by
it. L even believe that the development of design in what for want of a
better phrase we must call Chinese lettering will in the furure, a5 the
studies of the proceed, be found to involve wstheric principles
which may here be seen in their clearest form, principles which students
of European typography will recognize as germane to their own closest
concerns, and capable perhaps of revealing to them aspects of that general
art of graphic dispositon of Lype-spacing und of page planning wﬁnch is
becoming so imponant in the present age, The merest beginner, who has
just leamed to recoprize the familiar reign-matk on porcelain of
the Ch'ien Lung period, or has noticed the artistic effect with which seals
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are attached to inscriptions on paintings, is conscous of clements of
design in Chinese art which are inherent in the res for ancient
charcters : elements of symmetry and asymmetry, of the relation of
curve to angle, of detil to spacing, which are to be found in the art of
no other conntry. Chinese design has gained from its relation to writing
what no other art can boast in equal degree, except our own and, of course,
thar of Japan—a sense of relative speeds, The mnumenble stages of the
vast interval which separates the archaic and seatic forms of script from
the carsive have provided Chinese dmiﬁn with a range of elements, each
perfectly autanomous and distinct, which offer possibilitics of recombima-
tion only comparable to those of the notes in the seale of a keyboard
instrument. The Chinese draughtsman or designer inherits by virtue
of his training the disposal of a choice of variations of fempo to which
even the artists of the Near East can scarcely ever achieve access ; and
when, as has ned occasionally in the history of the art of these
two extremities of Asia, reciprocal influences have ocourred and supplied
China or Peesia with the key to each other’s music, 4 perfection and richness
of harmony has resulted whose echoes seem to challenge the most classically
organized polyphonies of design which European civilization can boast.
In trxmﬁm’ g here for a moment on the splendours of the T ang Empire
—for natusally it is to this phase of art that we have been alluding—
reference may pethaps be made, not inapproprately, to & characteristic
of Chinese and Japanese art which to the observer schooled in Hellenic
canons is strikingly evident. T refer to the tonlly different conceptions
of modelling in the round which prevail among those who have been
affected by these canons, and those who have not. It is u conception
of modelling which does not only affect human or animal figures, but is
fﬁ;.\:hjreﬁ it in the design of & handle or the attachment of a spout.
interest of the Huropean has concentrated on the discrete, that of the
Oriental on the concrete.  The separation of the arms of 3 stnding E.lv;u.rc
from its trank was a problem which the Greek sculptor scems to have
attacked with the conscious itch of 2 sympathetic naturalist who helps u
butterily to Ernmitsdw.\iinh_ alis, ‘To divest the living form of all
thﬂiﬂl:idﬁr&m freedom, all blt raufﬂclz it up and mnm{;.f it from the
sun air, is & gesture recognizably Greek. Itis a gesture the athlete,
and the athlete as an ideal in art is not 2 Chinese phenomenon. T refuse
to believe that there is anything inhereatly impossible in supposing that
it ever will be; but in the past, as we know it, admiration for victars in
athletic contests is not a subject familiar in poetry, and still less onc
discernible 25 a theme in art, The Chinese vase, whether of bronze, jade
or E;m:Lun, has almost never the character or associations of a troph
in the proper sense of the word, as far as we know at present. Re
for service on hunting expeditions are recarded, it is true ; but such events
as Marathon raees, or indeed any competitive athletics, seldom appeir to
be recorded, though there is no reason to suppose that they may not
have occurred.  Charlor races are more in keeping with the spirit of the
age. In fact the horse plays an extremely important part in eatly Chinese
art, and it is in relation to the homse mther than the human hgure that
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Chinese powers of modelling in the round emerge in 4 form which permits
comparison on & fair footing with Western art] we notice in this con-
nection those features even more obviously underlined than in other
branches of ar, features for which Chinese art had become famous long
before the present age, and for which we shall continue, no doubt, as long
as interest in the subject persists, to look to Chinese rather than any other
art,

What I refer to, of course, Is a quality which we all recognize in Chinese
art, but do not always trouble to attempt to specify except in terms either
of condemnation or appraisement. It is in terms of value that we usually
consider what is really at present for the enormous majority 2 plaything
ruther than a serious concern. But those who have thought more on
the subject than T can claim to bave done, occupied as 1 have been with
minor problems of connoisseurship, wirh the insignibcant preferences of
a diletrante, have pointed out to me that in all those arts where there
prevails what one might describe a5 a medizzval situation, several common
characters can be found which may form the subject of a theorerical
estmate. One of these is absence of analytic nterest. It is a quali
evident in most Chinese plastic art except for a few brief phases, of whi
the * horse periods " ate instances ; i::zl]]m:t, it is hardly, perhaps, too much
to say that in no srts except calligraphy and Igamtluﬁ did the analytic
attitude bnd expression comparable to that with which we are familiar
in those periods of Huropean art which have been regarded as enlightened.
The mere charms, the very mesnts of Chinese art, are evidence of this,
What you do not take to pieces you cannot put together badly,

When the Chinese are forced for 2 moment into logic by r{c imperious
demends of trade, a5 in much of the design of those later objects which
formed articles of export, such as the enamels of Canton, we see that they
are sublimely inconsiderate.  That things do not quite fir is merely un-
fortunate ; 1o regard such a thing as worth troubling about would be
absurd—this one imagines is their aritude. How delightful ]l We are
spared the horrors of mechanical exactiude which make the products
of our own age so repellent. We are spared the atmosphere of the
mgiﬂcmng shop, the hidcous intricacies and precisions of the blue-print
and the diagram ; the mathmmﬂf]mi;olﬂms which bristle on every side
as soon as one allows ancself 1o w why diameters and circumferences
are not entirely compatible. One makes the exciting discovery in fact,
at an eatly stage of one’s acquaintance with Chinese art, thar not only is
there no Chinese Pindar, no Hercules, no Panathenaic champion, no
"varsity sports, no Fugene Sandow, but also there is no Chinese Huclid,
no Chinese oncmetry, oo Chinese conie sections! Unless we
misintespree Nightingale,” Hans Andersen’s best and most Chinese
story, there is also no Chinese pf, The Chinese craftsman therefore has
very oftent to do by feeling what we do by messurement and conscious
plan. He may therefore produce—and often does—objects of a hideous
monstrosity which are s frightening as any of the abortions of Nature,
forms all the more terrible in that they have not even the spice of malice,
not even a saving humour of ingenuity,  But, on the other hand, we are
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seldom so bored and disgusted even with the most obvious examples
of Chinese mass production as we are with our own mechanized att.
The Chinese bogy may frighten the child or the neurotic; it does not
insidiously affect the very texture of our thoughts. We do not find that
the images we meer have that appallingly clinging quality which is so
distressing a fearure of our own art, so that almost any of us can
mentally construct with shocking fidelity the most nauseatingly senti

picrures, the exact look of a hotel boudoir, the very linoleum patterns of
provincial bathrooms, When we say there is always smmetﬁug weak
about Chinese design we are only expressing the absence of these qualities
which have so double a character in our own art, which are capable of
raising it to heights and sinking it into abysses which are unknown to the
more equable Chinese. It is now the fashion to apply the adjective
“ strong ** to all Chinese objects which are considered good. 1 have
on the whole chosen for the illustrations to this article few objects which
I think are not in their way masterpieces, and fewer still to which 1 think
the epithet “ strong ™ can be rightly applied. 1 could have even further
emphasized this point were I anxious to argue it.

At any rate, it will be agreed that the ﬁfd and barbaric aspect of the
subject has been given bue 2 small place in these pages. Perhaps one of
the few exceptions might be considered to be the grear wipod [PLaTe 62]
from the Collie collection, There is 2 columnar massiveness gbour its
legs, a decision about its ears, which give it the air of a vetitable Clydesdale
among vessels of ritual. But those who have read the brilliant piece of
analytic cxiticism to which Mr. Koop has subjected the construction of
the design in the description of specimens which forms so interesting 2
pare of the text of his book on Chinese Bronzes, where this piece was
first illnserated, will immediately recognize that even here the Chinese
artist has not subjected the geometric elements with which he has had w
deal—the three feer, the circle formed by the top, the symmetry imposed
by the ogre masks on part of the side-surface—to the same sort of perhaps
rather brutal discipline which we feel 2 Greek would not have spared them,
We must look, in Chinese art, rather for imagination and profusion
than for what we are accustomed to regard as logic. We must expect 10
find only at rare intervals, during brief moments of intellectual freedom
and activity, that true classicism, that perfect control, of which we have,
wrongly, I think, but comprehensibly, lately got a little tired in some
phases of our own art, notably that of the Renaissance and the seventeenth
century.

But ] think that we shall come to técognize more and mate clearly as
our ﬁ:ﬁ pl‘l:];';:l:td that the Chinese have had a m:é of uniquﬁlinm%r,
to which no European parallel is perhaps genuinely applicable. The
phase of Europeun art which we can loosely eall, without fear of misunder-
standing in these days of enlightenment, when u book like Mr. Roges
Hinks’s * Carolingian Art™ can almost be described 2s a popular work,
the Gothic phase, has had a very brief period of supremacy and reached
but 4 very minor degree of complexity compared with that which was
achieved by the analogous, and indeed cognate, phase of Chinese art,
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a phase which is indeed extended over so lasge a section of the past of
China and comes down so near to the present, with so few intervals of
intermission and distorbance, that it may properly be thought of as
describing and including the complete orbit, and as constituting no more
@ phase of Chingse art than classicism in the Mediterrnean area. It
was indeed only during those epochs of Chinese history during which a
litan and eclectic culture had some chance of Hourishing—chiefly

in the first millennium of our era and during the two or three centuries
which preceded it—that China succeeded in creating what one may
describic 3s the classicism of the Gothic motive. Before that time feudal
China was as remote and perhaps as provincial as fendal Russia or feudal
Scotland. After thar, circumstances g;md her own coritrol shut her off
from all but her own preoccupations until the first emissaries of Western
confusion and Western enterprise attracted her unwilling and supercilious
artention.

But during that period, which we my haps extend not illegitimatel
10 cover ﬁn hunpzrncd ears, China ﬁgﬂmf to perform ]:Jffak Whicg
may well fill us with wamfcr. Not only did she incorporate themes which
she drew fram Western and Indizn sources, themes of the widest calraral
import, but she was able consciously to impose on the meanders of the
Gothic porth, on the labyrinthioe mterlacements and mvolutions of
that vast Northern Asian repertory of design whose character has been so
brilliantly established by Professor Strzygowski, a potentiality of dlassic
tepose which is the antithesis of chacs. It was during this glotious fifteen
hundred years that China attained once for all what all the subsequent
centuries never succeeded either in inducing her weakly to adulterate or
passionately to sacrifice—the inaliensble, the sovercign heritage of her
dignity. Professor Sirén, in the first volume of his “ History of Early
Chinese Art,” has well pointed our the analogies, not necessarily, perhaps,
anthropologically certain, but cerrainly m&mﬂy-ﬁi&tﬁmm of the earliest
Chinese art with that of the Maya. The earliest Chinese ar, like the art
af all peoples in a state of inapient development, is impressive because it
1s designed to impress ; it is never trul ?ﬁPgniﬁl:d, because whar we now
regard as orue dignity 1sa conception foreign to eurly peoples, and only
perfected by the Chinese, a5 by oursclves, at 1 stage when philosophy had
arisen and statesmanship began to be the conscious preoccupation of the
E;vwmﬁﬂ. It is significant that, just a5 in the Ch'in and Han dynasties we

d for the first time a decorative, playful, and even humorous, note in
design, so o we also find that it is at this time that the perfectly plain
picce, relieved only by 4 few mouldings, becomes an obviously intentional
crearion, snd not merely the result of leaving 4 piece unomnamented.
“ Dislike of a blank space Is marked,” says Professor Yetts of the primitive
style in bronze, But this could not be said of Han are; it is here that we
meet for the first time in unmistakable form thar elegant simplicity which
i5, in our eyes, by now fr more definitely assocmted with the word
“ Chinegse "' than ever before,

We have leamned to know those aspects of Chinese art which are not
grotesque ; we have leamed also to secognize as manifestations of the
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clagsic spirit those adaptations of primitive designs, those softenings of
primitive & . which at first we could hardly distinguish, so unfamiliar
was our subject-matter, from the originals.

But what Is really so interesting about the study of early Chinese art,
especiglly of bronzes and jades, is that we have so lirge 2 number of
specimens to illustrate 2 phase of culmuml development about which
curiosity is at present particularly keen, a phase about which we have
very little evidence in materizl form and in literature other than Chinese—
far too lLirle. Professor Sirén has com the forms and spirit of the
carliest Chinese art-traditions to those of the Maya people. Tt is possible
that there is a similarity, not necessarily, as I have said above, racial, but
developmental. Bur though I am not one of those who wish to prove
that the Chinese have been Confucian gentdemen from time immemorial,
though I amas well ed to contemplare the use of the word * savage ™
inn telation to the Chinese as in relation to the followers of Boadicea, 1
believe that it is probable that Maya art should be regarded with wholly
different feelings Eﬂm those which we reserve for all early Chinese works,

perhaps the neolithic pottery discovered by Professor Andesssen
in Karisu province, The Chinese were different not only from the Maya
peaples, who had sfrer all ceminly no acquaintance with bronze, but
even from our own Celtic smeestors, in this respect, that they very catly
adopred written signs and inscribed them both on bone and on metal.
When we reflect on what we know of eatly Westem culture we shall find,
1 think, thar the phase represented by these inscribed bronzes is one for
which no parallel has been found in Western art or epignuphy which: is
at all comparable in completeness. Bur more than this: ﬂl:Ij‘ Chinese
philosophical literature, of which in the early Taoist books quoted by
Mt. Waley in his recent book, * The Way and Tes Power,” and in Mencius,
we have valuable remains, puce a phase ﬂlit;lmught which, by its
nezrness in time, but not in feeling, to 2 completely primitive stage of
mentality such as that of which we read in the Book of History, especially
in the passage quoted by Mr., Waley in his Introduction, constitutes 2
unique document for the study of the development of man’s moral con-
SCIOUSTIESS.

The subsequent history of China offers, it is true, no Plato to our
expectation, no Athens. But these were churacteristically Mediterranean
phenomena. Their bexuty is &nculm , and its very intensity deprives
it of general validity. The problems faced by the Chinese race, the con-
ditions From which they forged their culture, are, in that they affected so
latge amctiuu'dmmiind, perhaps a5 peculiar as those which we find
inn Greece, where the scale is so incomparably diminutive ; and we must
seflect that with the development of civilization it is unwise to deal as
though we had any scale of relative time-values. Itis often lightt assumed
that the Chinese race and its culture Is necessarily and mh«::emi;r inferior
to that of the Mediterranean, But we are looking at a picture, perhaps,
in the case of China, where the scale is wholly different. With our eyes
accustomed to the clear outlines of our tiny Mediterranean patterns,
where onder is 50 clearly perceptible and brilliance so readily enjoyed, we
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must not judge a le so vast In extent vet so closely bound together
‘28 the Chinese, With our sense of time accustomed to what seem to us
(often from too optimistic a standpoint) to be the regular rhythms of the
West, we must be careful before we commit ourselves to a judgment
about the evolution of a civilization where all the units not only of space,
but also necessarily of time too, are different. * Betrer fifty years of
Eurppe than a cycle of Cathay,” Tennyson said.  But whar is a cycle of
Cathay ? Chinese histary has never been remarkable for smoothness ;
far more sudden storms have swept over those vast plains, far more
violent torrents have swept down from those mountains, than any of
which we can conceive. Nature i1 China is not our nature, time not ous
time, or space our space. The only constant factor 15 man. Here we are
on safe ground. Nawure may have been in China something wholly
dlien to us ; humen nature has not.  If we reflect for 2 moment what is
unique ghout any of those achievements of our civilization which we
may be tempted to show with proprietary pride to the Chinese as evidences
of our superiority, we shall diseover that it is not in any sense their content,
There 15 nothing in them that the human mind in China has not also met,
any more than in a Chinese landscape there are moon-mountains. The
difference is in the synthesis, in the dexterity with which the ingredients
are combined, in the speed with which they are cooked, in the tosal and
unique effect of their flavour, They have nourished us, and we live,
think, and praise God. We think there is no table in all the world
like ours; that foreigners live on toads, dogs, birds"-nests and other
such rubbish, But we are wrong. The Chinese eat differently, but
eat; and man does not live by bread alone. We think that the banquet
of Plato was a more clegant symposium than China’s luxury could ever
bave devised ; we hate the Hastetn appararus of her feasts, What would
our manners have looked like at her dinner-parties ? Do we really think
that the aristocracy of Ch'ang-an lived on chop-suey and thought of
nothing but mah-jong ? Chinese literature ha to revedl something
to which the different lens of our own is ill adjusted. Few E
have much ides what Chinese books are about. 'l'lhc process of interpreta-
tion by which we may eventually come to understand them 4s we under-
stand French literature will take centuries, A few pioneers only have as

yet mﬂut the land,

did Horace learn his art?  May we not ask ourselves whether
until contact between twi les is established, as it was berween Greeks
and Romans, the pmnim of either have been fully revealed? A

apanese translation of Shakespeare which can be read intelligently by

wonder how many Europeans has been praised in the hearing of the
present writer, and pruised by one whose words are seldom spoken in
vain, us the best translation in any foreign language of our poet. The
exploration of our literarure by Chinese has hardly yet begun. There are
those who hope it never may, What would Rome have been like if
Athens had not happened to be near? How shall we say there may or
should be barriers between Europe and Asia? Look at the map; one
day people will bicycle to Peking, China may soon be our neighbour ; she
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is closer to us now than ever before, but when she is closer still not only will
the magnetic field which includes us both be larger, but it will be different.

I have written so far as though our chief interest in Chinese art cenired
necessarily round the eatly periods down to the end of the T ang dynasty,
Tt is with that epoch that Professor Sirén closes his study.  But the Trang
dynasty, which ended in A.p. go7, was only the beginning, just as from
one point of view it was the end, of 2 sequence. Trwould be idle to precend
that T'ang art itsclf had the same connection with rhat of the h,
sixteenth and seventeenth centurics as, for instance, our own Renaissance
art had with the eighteenth century. Actually its influence survived far
more, in design at any rate, in the conservative stmosphere of fapan,
where Buddhist are, which reached its height in early T'ang, sorvived so
much longer. 1 could show Japanese porcelain with designs in the
me Tranp taste as late as the eighteenth century, But traces can be
ound in the minor arts—always the last to lose their connection with the
past—even in China. The pheenix design on the lacguer box [PLATE 80,8
15 an example, So too, in shape and design, is the cloisonné en
vase [PraTE 79]. But the art of the Ming dynasty on the whole, though
it gained qualities of its own, reflects its vividness with the dim softening
effecr of 31111 silver. The change began under the Sung dynasty (A,
960-1279), and under the Yﬂimricu: began « new phase, * Yian reaction
against the brmdm& mysticism of the Southem Sung,” says Mr, Waley
(** Introduction to the History of Chinese Painting,” 1923), “ continued
under the Mings, who, amused by the glittering surfaces of life, did not
desire to probe them. The Ming dynasty, with its passion for the tangible,
is 4 revival of the Trang; but it was a T'ang without verve, without
grandeur, Under the Mongols, Chuna had been cosmopolitan. Now,
just as fast friends, after a stranger has left their company, draw up again
round the fire to enjoy the pleasures of exclusion, so China withdrew mto
the comfortable glow of her own self-sufficiency.”

How well the last phrase of this beautiful sentence reflects the spirit of
the later art of China P Only In painting, among the mujor ares, was there
an occasional stirting, Sculpture and bronze casting, to us amang the
chicf drrs of early Ching, became mere crafts, Bur painting did not. It
is because of this that T haye been careful to indude some specimens
of sixteenth and seventeenth-century art in the form of painted by
celebrared masters [PraTes 83-85]. It is true that among us fan painting
was seldom more than a mere decomtive art. Very few grear masters
—Fragonard is perhaps one of those few—ever drew or panted on fans
in Furope. But neither painting i1 general nor fan painting were either
decadent or mesely decorative arts i later China. It is true that the tra-
ditions: of the T‘ang dynasty were In the sixteenth century quite lost,
were indeed 25 unknown to those times as the art of Zeuxis or Apelles
to the Renaissance—not that that prevented their being solemnly discussed
either in China or Europe. But art in Ching had in the sixteenth century
become & private preoccupation of the educated man, as indeed it might
have in Europe but for the Flemings, the Dutch and other Northemners.
The monasticism and the grand public life of the T'ang dynasty produced
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an art which disagvmmd with Buddhism and a cosmopolitan upper class,
The arts which the changes of successive rimes ced, though not
by any mezns unintiuenced by Persia, by the West, have never again
anti] the present day been deeply, been spiritually influenced. The art
of the Far East is not over, but it is in a stage of transition,
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BRONZES AND THE MINOR ARTS:
JADES, ENAMELS, LACQUER, ETC.
By \E. W, W inkworth

CRITICAL DESCRIPTION OF PLATES

Prate 61.—This remarkable bronze, with its elephant designs and its
extraordinary inscription inside, is so fully discussed In Professor Yett's
Introduction to the * Catalogue of Bronzes in the Eumorfopoulos
Collection ™ that it seems out of place to attempt to add to that leamed
exposition, It is possible that this specimen dates as carly as 1100 B.C.
It may, on the other hand, possibly be as late as the seventh century B.C.
It has been buried, or was more probably found in 2 tomb, It is not very
heavily encrusted ; the surface 15 smooth, the detail sharp, showing the
finc quality of the bronze. The composition of these early picces includes
nothing but copper and tin, with 2 high percentage of the latter. This
gives 4 heauu'fuplpepm bronze, not lisble to decay to the same extent as
the bronzes of slightly later times, such as the Han dynasty (206 B.G.—
An, 220). The later bronzes usually contained a certain percentage of
lead, which made them easier to cast, because the meral, when alloyed
with lead, fuses at a lower temperature.  The best collection of anctent
bronzes in the world is probably that of Baron Sumitomo at Osaka.
It is probable that this piece would have gone to Japan if it had not been
acquired for the nation with the rest of the Humorfopoulos collection,
It would no doubt have been sold at a high price. 1 think 1 am divulging
no official secrets when 1 say thar Mr, Eumorfopoulos 1Fmid for it,
It is probably one of the most impormnt bronzes of the eatly period in
existence.  1ts four handles are & rare feature ;s I know of no othess,
From the point of view of the scholar, Chinese, Japanese, or Westem,
its inscription in ancient characters, incised on the bottom inside, is a
great feature of interese. Its shape is that known to Chinese cataloguers as
"l It formed part of the Chinese Exhibition ar Burlington House,
winter 1935-36.

PLATE 62, —This bronze in real life has an absolutely different appear-
ance from the last, Instead of the light green colour which gives the
last le the appedrance of being made of dull green jade, this mipod
has' ¢ dark brownish tone. It was no doubt excaviated some time ago,
and the incrustations which ps formerly covered it have been care-
fully removed to show the design of T'ao Tich ogre-faces. It probably
dates from at least as early a period as the last picce. Where the original
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surface is left it has a smooth blackish patina, another evidence of rhe
fine bronze of which the early pieces were cast. Professor Collie, who
is 2 well-known collector of Chinese and other mrties, has been able,
fram his knowledge of chemistry, to andlyse many of these early bronzes,
Mr. Koop, in whose bool this piece Is illustrated, has uﬂpoinmd put the
curious fact thar, although the design is perfectly satistactory, it is by
nn means regular by our standards. There are three * ogre faces ™ ; the
side we see in the photogmph shows parts of two, The third appeass
complete on the other side. The two loop handles, with their strong
form tapering from a thick top to 4 narrower base where they join the
tim, do not, therefore, correspond with the ridges which form the central
line of each face berween the eyes (which can be seen on ﬂ](;nﬂ;th and
left bottom comers of the design), With its massive legs strong
rim, this vessel Is one of the most splendid examples of the Ting or tripod
form known to me.

Prate 65 (A)—The bronze mirror from the Victoria and Alben
Museum here shown was not seen ar Burlington House, 25 loans from
this museum were kept as few in number as possible, In spite of a'few
incrustations, the smoath sutface of the metal is evident in the photograph,
[t is of quitc a different alloy from the ing pieces, containing as
it does antimony and silver to make the mirror (on the other side)
brighter. ‘This other side is very slightly convex, to give the mirror the

rer of diminishing what is reflected in it like some of our own small

anging mirrors of glass, which will reflect 2 whole room, as this would
e pincipal feauure of the desi duin-duck, a specics much

cipal fearure of t iz 1§ o mandario- 4% i

mpﬂn&pml The i ﬁ:k with its mate is the Chinese love-
hird, Tt has a beautiful crest and gay plumage and may be seen in real
life in many of our public gardens, where it acclimatizes well. Its webbed
feet are well shown on the mitror back. A smaller flying duck of the same
kind is seen on the rim just above it to the right, E'llg: the right again,
and below it, is 2 bird of some species T cannot identify catching 1 bee
or wasp. By tuming the plate upside down another mundarin-duck
will be seen. Hcl_'cl:ﬁ: little Feathers which stick our below the wings
just above the tail are well shown. ‘These are a feature of this bird. These
naturalistic bird-forms on T*ang mirrors are by no means the commonest.
The more common desigos represent the flying phenix and other myrhical
creatures.

Prate 65 (B).—This covered box is a typical product of the Han
dynasty, when the variery of shapes was very great, and shows a much
more conscious artistry than is to be found in the art of earlier periods,
The design painted on the inside of the lid is reproduced in colour [PraTe
72]). Very few of these painted bronzes are known.

Praye 66—The sc form of this piece is typical of the Han dynasty
(206 B.c~A.D, 220), It is even found in the tomb-pottery of that date.
The gold and silver inlay is of unusual beauty, The studenr of Celric art
will observe with Interest the analogies between a design of this rype and
that of the famous mirror in the Gloucester Maseum. These resemblances
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PLATE 13.

A =JADE CUP, Third or fourtll eemuury,
(Tmrperiad Pafuce, Pesin.)

B—JADE ROCE, Sile of
Sunie Thyhisiy,
{lmpierial Palice, Pedin.)




PLATE 74

(Emrperial Palery, Pabir)

A—INK STONE. Sune Dynasty.

B—BACK VIEW OF JADE ROCK (Prare i),



PML.ATE 71.

A=JADE RING, one #ide browmn, the other side gresn (s Text).
[iameser, s4 In
{ Brreeck: Nesesme,)

B—LACQUER BOX, dated Yung-Lo. Yung-Lo Period [an. rdoj-1424)
Diameter, § i

{ Provaste Codlarmm.)



M_ATE 76,

-HOWL OF MUTTON-FAT JADE IN THE FORM OF
A BUDDHIST ALMS BOWL.  Chliien Limg periosd
Digmerer, 6§ i

ALY LINDRICAL VASE DF WHITE 1ADE.  Eighteenth cennirs
Dhamete:, ®in

I rrdnria g Albwed Nlirisess



are by no means accidental. China at this date was open to many in-
fluences, and it is impossible not to conclude that these beautiful C-shaped
curves derive from the same sources as inspired the Celtic artist.

Similar designs are seen on Han lacquer, and important excavations
in the north of China and in- Corea have lately been made by Professor
Umechara, of Jal’I“‘}i: which have revealed snalogous examples.

Puate 67—The Buddhist art of the Tang dynasty and just before is
one of the most interesting to Duropeans of all Far Easrern art.  The very
similar art of Japan is also ificent, Professor Langdon Wamner has
written 2 splendidly illusteated monogruph on the work of this period
in Japan called “ Japancse Sculpture of the Suikd Period”

ngnpmsm‘r writer made a large drawing of this piece in Chinese ink,
which he sent 1 the late Professor Roger Fry, who did so much to spread
an interest in early Chinese sculpture in this country at a time when it
was hardly yet known. Professor Roger Fry was ill at the time, and the
author hoped that the drawing of this benign figure would aid in his cure,
which did indeed shortly follow. But it is to be suspected that the authot’s
shocking draughtsmanship was perhaps more effective than anything else
inruuﬁiﬁ.gﬂmnﬁicwdzr?tdsmﬁmgumhisbﬂi .

The little ornament like # series of upturmned- fleurs-de-lis on the Dase
of this figure is a specially charming fearure, The similarity of this form
to the fleurs-de-lis of Furopean heraldry is not accidental. They both
have a common origin in the art of Persia and carly Greece, like the
heraldic eagle of Prussia and the fiying bird or pheenix with upturned wings
seen on T'ang p'mt?%'Ll )

PraTe 69 (a)—This square block with a round hole in the middle is
4 mysterious object, about which Chinese archzologists are at T
still unable to tell us much that we should like to know. The }nrm is
indeed obviously so ancient that it is possible we shall never know what
it was originally intended for. Bur it has been known in China, doubtiess
from pieces at some time gccidentally found, ar least as early as the Sung
dynasty (A.D. gbo-1279). At this ume there was keen interest in eurly
bropzes and jades. "Ris particufar form, or mather a variant of it, was
actually rendered in the poreellimous stoneware of the Ko kilis of that
time.. There is 4 particulatly fine example in the British Museum, The
variant usually seen in poscelain imitations, which, though uncommon
in the Ming dynasty, one often sces in the revivalist porcelain of the &y
eighteenth century, has little notches on the cormers, and sometimes other
omament. Old pieces of jade of this form are slso sometimes recarved
with these notches. A specimien is in the British Museum, but it is not
usually exhibited. This specimen, which has unusually beautiful markmgs,
is quite small and quite plain. There are some fascinating facts in ﬁ'lc
book on Chinese Art published abour 1935 by Kegan Paul abour this
sort of object, and a one is illustrated.

Prare 69 {131.:— is remarkable object has been described in various
ways; but in opinion of the author no cermin theory of its original
use is at present forthcoming. It has been called an axe-bead, but this
seers unlikely, The design 1s one of thuse adsptations of eacly ormament
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such s is found on bronzes and jades of the Chou dynasty. It is of
amazing delicacy and beanty ufwn:Emnship; the low relief is beaunifully
varied only at onc point by a grooved motive which seems analogous to
that scen on some bronzes of the third century 8,., one of the best periods
of Chinese art. DPicces of jade such as this are now very mare. 1hey are
much admired among the Chinese : :L;g Gﬂé}f Icﬂi:h Europe, if ‘::ﬂ all, st
very high prices. An inspection of this and similar specimens will soon
t;?_'h r:l'hgt LE'.Iui:.iEﬁti}r how to 2void the many imitations of this work which
are available at more moderate prices, and are of much more recent date,

of them—indeed the majority—no more than fifty years old. They
are still made in large quantities to-day, and ** ancient " still forms a
large item in the rt trade of China. Bronzes and eatly pottery are
much safer ground for the European collector, who may obrain genuine
examples of early date from many relisble dealers.

PLATE 1:.—6111: of the chief beauties of this hronze is the colour of
its incrustations, which form a combination of green and red like a beech-
wood in spring. 1n later time in China, bronzes were not used for
their original purposes, whatever those may have been. Plants were
actually grown in them ; they becamie simply decorative vases. For such

a piece like this would be ideal. T 'wish that present-day collectors
would take & hint from the Chinese of past times and use bronzes in this
way again, .Ithqﬁfcmmhawnmﬂ or glass liners fitted to them.

This piece probably belongs to 4 slightly later age than our first two
illustrations, although the type of design is the same. There Is an artisery
about the disposal of the hieads of monsters in relief—purely decoratve
features of course—and the contrast of plain and omamented surfaces
which shows 2 conscious feeling for beauty. However, the dating of
bronzes on msthetic grounds is at present far too unsafe for an opinion
to be ventured. Tt is only when we come to a piece like the nest that we
can say with perfect confidence, “ Here, archaology apart, is the art of
a nation where elegance and simplicity were understood.” This growth
of a respect for simplicity 1 attribute—1 have no safe grounds for doing so,
1 admit—to the inftuence of Taoism. * Give them simplicity to look at :
give them the Uncarved Block. to hold,” says the anthor of the Tao Té
Ch'ing, trnslated by Mr. Waley., (See * The Way and Irs Power: A
Study of Tao Té Ch'ing,” by A. D. Waley. Allen and Unwin, 1934.)

Prate 72—This plate represents 4 painted design on the inside of the
lid of the covered box represented on PraTe 65 {;S). This graceful bird
represents & type of design which was new in the Han dynasty, The
pigments ?-Tm.r to be = sort of body-colour. Painting was aleeady an
art in the Han dynasty, and information about it, largely through recent
excavations, is gradually sceumulating. We do not, howevet, yet know
enough to identify the work of any individual artist.

Prate 73 (A)—The date of this beautiful jade cup is difficulr to
determine. It muy well be as late &5 the T'ang dynasty. But 1 think it
is probably rather earlier. The reproduction is taken from a co

late in the Ku Kung, a canlogue of objects in the collection of
te Imperial House of China. The shape of the handle is certainly found
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PLATE 74,

CLOISONNE ENAMEL.  Tiltceruh eenpury
Height, &] in

[Bronlid Mearews,)



Ineised Mark &f Ching Tai period

CLOISONNE ENAMEL,

(Private Calledtiom,)

Height, 14 in



on Tang picces, and also occurs cadier ;. [ know of it on bronzes of the
Han dynasty. 1 do not know the size of the piece, but it is probably only
a little larger than the size of the photograph.

Prate 73 (8)—The landscape carving of this jade rock is typical
of the painting of the Sung and Yiian dynasties, The contours of the
mountain forms are rendered with painter-like skill. Chinese arrists
attached much importance to the rendeting of these contour lines in
lands Are these in the style of Tung Yian (tenth century) or Fan
Kuan (eleventh century)? Few certain works by these artists survive,
though numerous existing pictures are ascribed to them, 1 feel sure
myself that the carver of this piece knew about such matters, even if
he was not the contemporary of the artists [ mention. The same cannot
be said for the carvers of most of the jade landscape pieces one sees,
charming though they often are. The rendering of the pine trees is also
extremely learned. That, T think, is the proper espression here. The
Chinese became very conservarive about such matters. Mr. Waley, in
his * Introduction to the Stady of Chinese Painting,” translates a passage
from the writings of Tung ChY5-Ch'ang (AD. 1554-1636): * It is said
that in tree-painting one is free to make one’s own style.  Nothing could
be more untrue, For willow trees Chao Po-chil is the s ; for
pines, Ma H-::-—chihd; for withmdbc ":hmtr;:], hﬁ?ﬁ:&&@?me laws are ::E

t antiquity and cannot [ i ifications L
Eﬁﬁ;, beqimt;ndm:c&, rovided they do not impinge on the cs?]fmftinls.
How absurd to speak of changing the ﬂlﬂl:l]l:tbﬂgl:nd cmnn[i anewl”

PuaTe 74 (A)—I bave no authority for attributing this ink-stone to
the Sung dynasty. It bears an iusn‘ij)ﬂon by the Emperor Chtien-Lung
(AD. 1735-1795), to whom it belonged. But tg: design of swuns swimming
on a l:d:.e under willow trees seems to me full of the elegant precision
of the renth century, and I cannot help hoping that we have preserved
in stone a specimen of the design of this date; of which nothing survives
in' painting except perhaps the wall paintings on tombs of Liang
dynasty, which part of China at that time. These wall paintings are
much decayed, but they are mgiodumd very well in a fairly recent number
of the Kokka magazine, I should be pleased to tell aayone who writes
to me, care of the publishers, which volume they are in. T-am perhaps
quite wrong in attributing the actual workmanship of this stone to so
early a date, Tt may merely reproduce a painting which reproduces the

original.

?ﬂkm were used to rub sticks of ink on, being previously wetted
from a water-dropper. They were then used like 4 painter’s e for
writing or deawing. [ hope the sight of this object will stimulate art
lovers to obtam copies of the Ka Kung where, like many other rare things,
it is reproduced. Oriental booksellers, like Messts. K Paul, Great
Bussell Streer, and Messrs. Goldstone, Museum Streer, or Messrs.
Quaritch, Grifton Street, can obtain them.

Prate 74 (8)—The back of the jade rock in the preceding plare. The
figure is 2 Loban. I quote again from Mr. Waley’s * Introductioa to
the History of Chinese Painung™: * The Lohans (* worthy ones —
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Sanskrit Arban; Japanese Rakan) were the original disciples of
Sakyamuni. In a wider sense 2 Lohan is an ascetic ripe for annihilation
(* Buddhists,” says Mr. Waley, ‘ object to this term: I do not use it in
any technical sense "), enc who is about to escape from the Wheel of
Life and Death, whose present incarnation is an ante-chamber o Nrt:hm"

Prate 73 (A)—It is, again, very difficult to date this piece with any
accaracy, It ](:m certainly never been buried or walled u;:z:u @ tomb. It
may well be no older thun the Sung dynasty, if as old. But that does not
prevent its being in its way & masterpiece, The large spines of the animal
are particularly impressive. It is impossible to prove that it is not
cighteenth-century. We know, curiously enough, far less sbout the
dating of jades after the Han dynasty than during it and before. * Ming ™
jades dre usually merely 50 called because they seem old and are nor
excavated picces. Curiously enough, pieces of good quality which are
neither eig century nor * early " are rare,

75 (B)—ZLacquer is made from the juice of a4 special tree (Rbws
wernicifera). It is known in China from the Han dynasty onwards, Yian
examples (fourteenth century) are also known. This Eﬂ.l:l‘l-})h‘.' shows the
smooth rounded relief characteristic of the lacquers of the Yian and early
Ming dynasties. The design, of interlacing narcissus flowers and leaves,
has an unmistakably eatly flavour. Designs of such beauty are seldom seen
in the eighteenth century, if ever. The is the usual red, coloured
with cinnabar, This specimen was originally in the collection of Mr.
Bradley, an American, which was sold at Christic’s a year or two ago,
and consisted chicfly of fine Ming and later poreclain,

PraTE 75 é;}).—'!’his is a specimen of the well-known * mutton-fat ™
jade. The well-distributed design consists of bats among donds.

Prate 76 (8)—This would probably be culled 2 writer's brush-pot
by dealers. Tt forms an interesting contrast with the jade rock illustrated
on PLATeS 73 and 74. Though a beautiful picce of stone and well-carved,
it has none of the scholarly accumacy and venerable aspect of the other
picce. It is cerminly a specimen of the jade work produced in compara-
tively large qluunntms for the palaces of the Emperor Ch'ien Lung (A
173 j—t}'gjg. 15 carver wis obviously 2 good craftsman; it is more
deeply undercut than the piece illustrated earlier, and is indeed in some

luces pierced right through. The besutiful polish to which every
Fms been subjected gives it almost the appearance of being made of ice.

Prate 77.—This cupboard front has been made from the leaves of a
large eighteenth-century incised lacquer screen. ‘This style of lacquer
is learnedly discussed in the * Dictionary of English Furniture,” by Percy
Macquoid and Ralph Edwards. Tts chief interest for us is its use in the
splendid fumiture of the late seventeenth century in England and France,
where it was often a to form part of chests and commodes, It is
known as * Coromandel  lacquer, doubtless because it was imported
into Europe from this region.

Prare 78.—Cloisonné enamel was inrroduced into China from the
West, probably about the fourteenth centary. Whether the * fox and
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grapes ™ pattem as seen in this vase is also a novelty of the same date T
am not sure, but T suspect it. It is also called “ squirrel and vine™ A
feature which enables us to distinguish Ming cloisonné from that of the
eighteenth century is clearly scen in the photo, The squirre] itself, and
also the larger bunch of grapes (right middle), will be seen to have a
speckled a , rather ltke a section of sausage. This is simply a
way of m paler effect by mixing little bits of white 4nd purple
enamel. In the eighteenth cenmzlpink and purple cnamels were available,
so there was no need to use this meth Another thing is that the
grape-vine's tendrils are indicated by actual metal lines. In later enamels,
these lines {which are necessary to keep the colours and to give
the pattern precision) arce usually arranged parallel to each other, forming
little canals, This produces rather & dull mechanical effect ; no line is
allowed tuw:ndr.rnimu&aﬂyﬂnitsmuitishtm

PraTe 79.—The fine vase here shown bears the date Chiing-tai (A0,
1450-1456). This period was celebrated for enamel. Other pieces are
known to the author ; one in the British Museum, and two in the Victoria
and Albert Museum, There is also a third piece in the latter museum,
illustrated in Bushell’s “ Chinese Art,” Vol. I1, Fig. 86. This is obviously
of the Ch'ien Lung period. The shape slone would point to & late date ;
though very elaborate pieces were made in early times, there is frankly
a weakness and over-prettiness about this design that stamps it as the
product of an inferior period of taste in enamels. The tell-tale cnamel
of pink colour {du:ivnfzf course, from gold) is also |}:lrt5m1

see nio reason to doubt the authenticity of any of the few pieces of
obviously Ming enamel T have seen with Ch'ing-tai marks. But it is, of
course, essential that the mark should bear signs of being contemporary
with the piece itself, 2nd not the addition of a subsequent owner. The
jece here illustrated is a pood example. The base is thickly gilded.
here it is wom at the cd? the gilr is absent, and a slightly c{':fa
bronze is visible, ‘The mark, however, which is deeply cut, is fille ﬂ
the same gilding which covers the test of the base. The gilding on the
base is evidently original. On the neckband it is almost all wom away
the piece has been much handled. The other important thing is that the
mzuIﬂ:'15 should be cut with decision, in good regular, neat calligraphy, 25 in
ece.

IHl.er Ro.—These two pieces of lacquer richly inlaid with chips of
mother-of-pear] illustrate a style of lacquer known as * lac burgaaté ™
when it Gecurs, as it sometimes does, on poreelain, 1 admire ther bold
style. Much finer work was done in this technique both in China and
Japan ; but the bold specimens, when early, are also very fine and give
the beauty of the pearl a different effect.  The lower picee is the lid of &
box containing an ink-stone,

PraTe 81 (A)—The type of enamel here shown is associated with
Canton; but it was also probably made elsewhere. Indeed, we know

little about it at present. It was obviously introduced from Europe,
mm‘m specimen is specially interesting because the flower-wreath on
the foot is so obviously a copy of a seventeenth-century German design,
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as indeed are the figure ponels. This gives one the impression of being an
early piece, under direcs European influence. Most of the European desigas
one sees afe very second-hand, though always charming, The tree-
branch, with its effect of relief and its shadow cast on the treetrunk, is
an cffect which is not seen on the usual sort of European-taste picee,
where the tree-drawing usually remains Chinese.

Prate 81 (8)—The narcissus, which we saw so beautifully used on
the lacquer box [PLATE 75 8], appears again here in enamel, on the left-hand
of the two cups.  These cups are tiny and should be seen to be sppreciated.
They bear the mark in blue enamel of the Chfien Lung Eﬂin& (a.n.
173 5—:7&}. The style of painting is unusually naturalistic, but remains
purely Chinese.

Pun:h.—'mcrmmdedmginsnfﬂ:csme:immonﬂﬁsmd

uer box are characteristic of Chinese ar, q[nc!-c the soft rounded
edges of all the corving here are in excellent taste, far superior to the
sharp-cut though skilﬁ effects of carving on the lucquer of the Ch'ien
Lung period, which is the sort one usually sees.  There is nothing uglier
than snuzl?tcimms of this. The famous throne of Ch'ien Lung in the
Victoria and Albert Museum seems to me an unpamalleled example of the
hideous elaboration to which the unforranate Chinese craftsman had to
tesort to please the taste for luxurions novelty which prevailed ar that
decadent Court. As a document in the history of bad taste the famous
throne is, of course, priceless. The fundamental decency of the Chinese,
so evident in the quiet breadth of this dignified box, maintained itself
wonderfully in the Ch'ien Lung period; but the mass production of
bibelots and expensive farnirure %’s so revolting an idea in itself that even
the Chinese were not proof against its inherent vileness. Tt is not so bad
with pottery ; here the scale of production is naturally large, and certain
effects are nimmh‘ le only by collaboration.  Also the pottery works were
far away from the Court, and had, moreover, an 1 trade to Europe,
which kept their ideas fresh.  But the munntmryc:fpfha lncquer, enamel,
and jade produced in the Court workshops of Peking is unrivalled.  Fven
then, to the cedit of the Chinese craftsman, an occasional piece is really
quitc nice. But there is never the faintest sign of individuality; an
interminable opulence prevails. This sort of thing fulfils very well,
pethaps as as the poreelain of Sévres, the function of looking ex-
pensive..  But it must not be mistaken for art.

Faxns

Fans are considered in Europe 2 very minor sort of art objecr.  But
in China and Japan they were one of the principal vchidﬁ] of good
painting, It is true that many very pretty examples were made, mostly
in Canton, for export to Eurape, especially in the early eighteenth cenrury.
These fans have elaborately pierced ivory sticks and handles, and are
painted in bright colours by persons who would not have been considered
artists at all in China,
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PLATE 1,

A—VASE OF CANTON ENAAEL
Hidpehe, = i,
{Braniet Nwrewor,)

B—TWO CUPS OF CANTON ENAMEL.
Height, 1} in.

( Britfih Alisesos, )



PLATE %2,

OCTAGONAL BOX AND COVER OF CARVED RED LACQUER

Laie sinvecnih cotittiry



PLATE 8.

EAN PAINTINGS BY YUN NAN-T1EN (fo Texr),  Eaiee seventeetith cenmary,



Exactly when the folding fan came into China seems a little uncertain ;
it is said to have been introduced, curiously enough, from Japan. But
itmcerminlym:dﬂafmundﬁnr inting on by many of the best
artists of the sixteenth and seventeenth centuries. ese fan-paintings
were serious works of art, not aiming at mere decoration.
~ The three fans on Prate 83 are all by Yan Nan-t'len, also called Yiin
Shou-ping.

I feel it would be impossible to do better here than quote the words of
Mr. Arthur Waley on the subject of this artist. Mr. '-ﬁfualcy’s essay deals
first with a remarkable sereen by another artist, Shén Ch'dan, in an English

tivate collection, exhibited at Buwrdington House and here illustrated
T2 14]. But his words apply equally to these fans; for, though
the scale here is smaller, the same remarks apply. What Mr, Wa
says about the beauty of the colour of the screen and the way it is u:scg
not to make 4 flat pattern merely, but to suggest solidity and the i.u.u:lﬂzln}'
of tones and lights in a rounded form, would obvicusly apply particularly
well to the fan Prars 83 (ntuwhm the red seeds of the open pomegranate
are rendered with just the skill he describes—ir is possible even in a photo-
raph to see that. The handwriting of Yiin -tien’s is particularly
Ec:aunﬁﬂ and is seen to advantage on these fans, It has great precision,
yet also a certain largeness and dignity which are recognizable even
to those who do not understand the meaning,
Here is the essay, from the “ Year-book of Oriental Are ™ :

YUN SHOU-PING, CALLED “ NAN-T'IEN,” 1633-1690
By Arthar Waley

Goop Chinese paintings of the later periods are almost 28 rare in Europe
as are puinringspncjf ::mg; times. 'I'iuspcdics not mean that they are scarce
in China, but only that dealers have not considered it worth while to
import them. That this is a tEit"r.' will I think be recognized by anyone
;hﬂ has seen the original® of the piece which s rtpmduc:ul:l ﬂgec LATE 14.
No photograph can give any idea of this painting, partly because just
r_hmf qun.E:::s wh'ichg dtat:mgyuuh it from mmg (rtgnr appatently
similar works do not show in reproduction, partly because its effect
depends so hﬂ upon colour. The difference between this i
and the bogus Cﬁ‘ﬁm: in Buropean collections is very hard to define.
The technical procedure is exactly the same. The composition is adequate,
but quite conventional. The whole beauty of the screen lies in the way in
wi:ii:gl the colours are used to build up an undulzting interplay of surfaces
and tones. The effect is not in the least thar of g flar patchwork of eoloured
spaces, as seen, for example, iniﬁp&nn&c colout-prints and ordinary modern
inese flower-picces.  But I doubt if it is use talking about pictures
and shall therefore say something abouta painter of this time, Yiin Nan-t'ien,

e 19 a0 Jarge oie-fold scecen pamred oo silk:: bere teptiduced by kind pectmislion of My, Mortdn
Saiuln, 16 whom it belemgn.  Aacie by gheesd he taale of photsgmphing |t was very difficali.
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a little later in date. What follows has of course a certain cultural and
literary interest, but has nothing to do with art.

“ He was a native of Wu-chin in Kiangsa, He cane of good family.
... He had a tm for painting landscape, but so soon as he saw Wan
Hui's work, he knew thar he had not the talent to compete with him
said to Hui, * Brother, 1 leave this branch of the art to you, for it would

in me to be known as the second landscapist in China.” Upon this

quitted landscape and became a flower-patater . . . yet he did occa-
sionally paint landscape, as, for example, small views of the Red Hills,
capies of Chan Meng-fu’s “Water-village*; * Slender Willows and
Withered Oziers * and the like, These were all works of great distinction
-and refinement, impregnated with the ngid and exotic spirit of the
Yiian masters. But having resigned his ambitions as a landscape-painter
he seldom brought himself o experiment in this direction. He once
wrote to Wang Hui : * In landscape I doubt whether T should ever break
down the flimsiest barrier. The difficulty comes from my being trussed
up in the rules and regulations of the Old Masters.”

“ His flower paintings were simple, lucid, vigorous and solid; his
colouting bright and elegant. The very workings of Heaven and moods
of all things on eatth seemed to cluster at his brush-point ; and is not a
great master measured just by this 2

“__ . He was by nature fastidions and discriminating, If be met
a friend he would spend 2 whaole month painting for him.  But
o somenne he did not like he would not sell a single leaf or blossom,
and from such a one he regarded an offer of 100 pieces of gold . . . as
lightly as 2 grein of mustard-sced. Thus when he had already been
practising his are for a score of so of , be was still a5 poor as at the
start. But in his family life he never showed bitterness or t, but
was always singing poems to himself, writing or painting, just for his own
pleasing. He called his house the Ou-hsiang-kuan (* Tea-por Erqaiv-tm
Lodging "); from herc he exchanged poems with all the notables of
the day, and here at sixty-odd he died. His sons could not afford to
m Elum with propet ceremony and Wang Hui took charge: of the

ral . ..

“When Mr. Censor Ch'a of Ching-kou in Kiangsu was going to
Pekirﬁgfmg Hui escorted him. They moored their boat at a certdin
river-bank and in the course of drinking healths and saying farewell

fell to speaking of the Six Component Parts of palating. Hui,

ing to the autumn wood on the far side of the river, said to the
Censor : * Surely the uneven lines of the trees, now close-set, now strag-
g!ing,:hcnitmmtingmnmnfmi.md , form into a natural picture 7°
and to please the Censor he pnmmigrgc scene,  Next morming Yiin.
Nan-tlien also came that way and was so much enraprared by the view
that be wmm%gl,ll;: poems, and even the Censor commemorated it in &
- is incident was frequently referred ro at the time as @

notable artistic conj re, Those were times of peace and prosperity ;
courtiers and were able to make agrecable excursions, cultivate
their raste, and promote the hine arrs, An anecdote such as the above
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feelings on such occasions.
*As a man he was so perdfectly loyal and affectionste both to his
-and to his friends that he did not seem o belong to the presént
age. He had indeed the ways of an old-fashioned Confucian o
“When 1 visited Yiin Nan-t‘ien and was going up to the 1 found
courtyard and gate hushed in deep stillness and chrysanthemums growing
thick upon the steps. Here indeed was one who was not ashamed to
proclaim himself an msthete.”™

Nan-tien was author of the Ow-briang Evan Hua Po, 2 series of notes
written as appreciations of various paintings which he had seen. It is
reprinted in valumes 5 and 6 of the Hea Hudeh Hsin Yin. It contains
accounts of many conversations with Wang Hui and other great figures
of the day, From the remarks contained in this book we see that his
models were the great flower-painters of the Sung dynasty. For the
Ming masters with their impressionistic and transeendental interpretation
of nature* he had nothing but contempt, Afier secing some flower-
studies by Ch'en Shun (14835-1544) and Lu Chil (1495-1576) he writes :
“ They seem to have thought that art consists in altering nature. 1 on the
other believe that it is only by pushing truthful representation to its
absolure limits that one can transmit E:“mm:r essence of a flower's being.™

Prate 83 (A). Chrysantbemums. By Yin Nan-tfien. Seventcenth
century, (See text above.)—This artist was celebrated for his chrysanthe-
mums ; to this day they are copied, and “ Chrysanthemum picces ” sigaed
Yiin Nan-t'ien, can be bought in China now anywhere, They are all,
of course, forgerics. Real pictures by this artist are very valuable, and
would never be shown ro anyone with a view to sale unless he was a
well-known collector known to be prepared to give a big price, and
known, morcover, to be able to tell tue from false. That is not so casy
unless you have scen genuine examples. The handwriting here
seen is also by the artist. first column on the right is the first nine
words of a ; the tenth word is by itself. Thiat iz merely done, 1
imaginc, to look nice. The nine words and one over are then
again, (Chinese writing begins at the right-hand top comer.) The poem
would be in four lines of five words each if written down according to
our system of writing verse, | sum,:.

Prate 83 (8). A Rase Bash. artist—This is the best Chinese
rose picture I know. You should look at iy closely ; the derail has been
marvellously preserved. This kind of painting is called by a special
Chinese pame, indicating that there are no outlines to the leaves. The
veins are shown, but no edges; the edge is given by the wash. Thus
effect was sometimes imi on the porcelain of the Yung-Chéng period
(x722-1735 AD.). Yim Nan-t'ien was 2 master of it. How much he would
have admired some of his Dutch contemporaries | Alas, he certainly never
knew any good European artists ; they equally certainly never knew hum,

b Ch'exp L, 11, 5. = Cileny-nan T g G54, quonesd I Kee CU' o Has Cldh, LV, 4,

¥ Frodn the §bwe Shiv T ang Chf, quored iid, )
§ Thiy applies 4o (b fiywes-paintees, not to the popuiler suliect-insrraroes stk as Ch'la Ying.
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PraTE 83 (¢).—This is rather queer-looking. At least you can tecognize
the grapes, though to their right is a pomegranate split open to show the
seeds in their red trans capsules, full of wine-coloured juice. The
things with thick dotted stalks are lotus flower seed pods.  There is a dim
lotus-bud too., The grapes, especially the way they are attached to their
stalks, are miracles of accurate; intelligent drawing : not niggled any more
than the letters of the poem, and like them quite sure of themselves,

Prare B4 (a)—Landscape by Yin Nan-t'ien—What a wonderful
tangle of trees | Pines, 1 think. How gracefully the wreaths of mist float
S mﬂrg:f : I the reproduc small

This is a famous painting, T am sorty the r tion is so :
it is'also less good in other ways than the uthmcﬁcm it Is taken from
a coloured reproduction. It has also been reproduced, however, in the
Kokka ma . 1 think, A wonderful publication ; which can or
could be obmined from Messrs. Quaritch, Grafton Street. [t is fir the
best way to learn about Chinese painting to do this. The Kokfz cun
also be studied at the Victoria and Albert Museum Art Library. It
is full of wonderful Chinese works of arr, and Japanese too. This picture
is now in a Japanese collection. It was sold for L300, and cheap
at thae T shonld say. If T were the Briush Govemnment 1 d write
and offer the owner [3000. 1 suspect he would not part. Thtlg;pms&
are fond of Chinese art, The Chinese painter Mr. Ju Pé-on; Professor
of Art at Nanking, told me 2 lot about the Chinese collection from which
this fan came.

PrATE 84 (B{J.:;L(mklm:d and long at this, Ttis also by Yin Nan-t'ien.
You will see it has amazing effects of recession, Itisinink. Notice how
the Chinese indicate the horizon, bur don’t 53011 the picrure by cutting it
in half with a straight line, as ours sE often do. The right-hand bottom
comer is nearest the specrator.  Take a big reading-glass,

Prate 84 (C)—By an artist of about i: same tﬁmc Who is he?
Don’t let's bother about that. Ask a Chinese in the tube (he will rumn
out to come from Siam, and will answer in American). Tlike the manage-
ment of the cliffs on the umim shore, and the way they disappear out
of the picture. A lady in China called Mrs. Wu Chang-hsien J:}Bﬁ good
fans in this style to-day, (See The Studio, November, 1935.) She is not
a professional, but she Is & great artist evidently.

Prate 85 (A)—This is a wondetful landscape, I think, as good as
any other I know in the same style, of whatever date. The style is very
much that of the Ydan dynasty, (See present writer’s article in the
Listener, November 27th, 1935.) There is, of course, no trace of Enropean
influence, The originator of this rype of drawing was Mi Fei (1051-1107)

no picuures really by him survive, though many in his style).  Then in the
tan dynasty Kao Ko-kung and Fang Fang-ho did it very well. The
resent artist is Wu Li.  He lived in the late seventeenth cenmry. He
& Christian and was called Father Alunha. 'What o pity he did not
ﬁmmcofﬂspicmﬁtalﬁs European friends! He , alas|
they would not appreciate them.
Prate 85 (8)—This is by Wang Hui. (See Mr. Waley’s essay, quoted

i |
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in full) It is one of the best 1 have seen of his: so the firther
: 50 massive the near ravine. Touch after touch here tells like the
notes of 2 clavichord. Wang Hui is sometimes said to have over-produced
and got mechanical : not here. How dry yet how telling his strokes |
They are like the ﬁﬂﬁ ing of Casals,

Prate 85 (€)— ﬁwﬂy tans away from us to a little cluster of
houses, leaving a lake on its left, hills to its right. Near us is a bridge :
there is & rocky promontory near it, on which two landscape painters are
sitting, They will go home Jater and do some painting : they do not care
for sketching out of doors ; anyone with a lictle practice can remember
what he sees well enough to tam it into a picture. I think this picture is
signed Wen Chia, whose sixteenth-century uncle, Wen Chén Ming, was
so famous. To me it seems as good as a Cézanne, though nothing could
be less like one.  But whar is the use of looking at Chinese paintings unlcss
vou know something sbout Earopean om:s% Cfzanne’s water-colours
are better than anything I have ever scen in Chinese art, nc%:pqulmps
some paintings by Chu ta teproduced in Japan, Moreover, the Chinese are
as keen on Cézanne as we are when they see good specimens. Professor Liu
Hai-su, formerly Director of the Ecole des Beaux-Ants of Shanghai, was a
'gn(-d]udwf such muitters ; he was himself 2 good painter in all styles, and
wrote 2 book which was to appear in Eng]jaﬁ. So has Mr. Chiang Yee.
It is possible for such men to have some idez about whether Chinese
pictures are good or bad, or by this or that arrist,

I hape 1 mg&m impression in these notes that, unlike many
other writers on Chinese painting, 1 cannot even read Chinese; my
opinions are usually quite valucless unless 1 have fortified myself by
reference to someone ic My feelings about Chinese picrures, however,
mdmym'uymxafﬂamfhur:gmdmﬂytumﬁnn *The heart 1
can use ; head I can borrow,
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THE REIGNING CHINESE DYNASTIES

THE legendary period of Chinese listory (2s distinct from the purel

mythical ages which preceded, and which, according to the more ex[iﬁvnj—r
gant chronologers of the country, reach back some two or three millions
of years to the creation of the world) begins with Fa-#7, the reputed founder
of the monarchy, the first year of whose reign is placed in 2852 n.c. He
is the st of the [P T%, or Five Rulers, who are succeeded by the Emperors
Yao (2356 ».c.) and Shun (2255 B.¢.), with whose reigns the Shu Ching,
or * Historical Classic,” opens. Fub-hi's immediate successors were
Shen-pang, the Divine Husbandman (2757 8.c.); Hlwang-#i, the Yellow
Empetor (2697 8.6.); Shao-bao (2597 8..); and Chuan Hsd (2513 B.C.),
The Emperor Shan was succeeded by the Great Y# (2205 8.c.), the founder
of the g?:f the rwenty-four dynasties which have ruled the empire in
succession down to the advent of the reigning Manchu dynasty in A.D. 1644.
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