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A museum exists to disseminate knowledge. The basis of any museum is its collections.
This is conserved, catalogued, stored, and finally, following study, research, and the creation of a
story or concept, displayed and exhibited to the public as a vehicle by which to introduce
knowledge. When a museum does not have a strong collection, it has to rely on collectors or other
museums to aid in its mission.

Exhibitions are ephemeral in nature, but their messages should reverberate beyond their
lifetime. Museum publications help to serve this purpose. Not only do they publish research
results, they also reveal different approaches. So while the work of a museum may seem to be
exhibition-based, it is actually very much connected to collecting, research, teaching and publishing.

The University Museum and Art Gallery has evolved from its origins as the Fung Ping Shan
Museum, founded in 1953. Over nearly fifty years, we have tried to contribute to our field and
continue to persevere in achieving our goals.

Our latest challenge is to produce a bilingual museum journal which aims to gather together
the research of scholars in the fields of Chinese art history, early Hong Kong culture, and
museology, in a single volume.

The University Museum and Art Gallery is grateful to its friends, students and public for
their continuing support and looks forward to contributing to the world of knowledge through

The University of Hong Kong Museum Journal.

YEUNG Chun-tong
Director

University Museum and Art Gallery
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In this first issue of The University of Hong Kong Museum Journal we begin where we hope
to continue with articles on museological issues, Chinese art history, the history and archaeology
of Hong Kong, and articles reflecting our recent exhibition activities. As a bilingual publication,
the aim is to provide a forum for dialogue between Chinese and Western scholars.

Barbara Isaac’s paper discusses cultural preservation, an issue that concerns museum
workers, archaeologists, anthropologists and art historians, among others. Museums preserve
objects through conservation, and by presenting them for study, research and education. But what
happens when objects in museums occupy iconic or mythic status within the culture that they
were made? Should they then be returned to their place of origin? Isaac presents a number of case
studies from North America, principally of Native American cultures, where items of cultural
patrimony, or objects defined as sacred, housed in museums, have been ‘repatriated’. Most
museums accept the ethical arguments for returning items of great cultural importance to their
place of origin, particularly as many were acquired under dubious circumstances, yet many fear
that to do so would “open the floodgates”. One prominent example is the annual request from the
Greek government to the British Museum for the return of the Parthenon marbles.

However, Isaac’s article is instructive in that following the implementation of the 1990 North
American Graves Protection and Repatriation Act, the number of objects for which repatriation
has been sought fall far short of floodgate-opening numbers.

How can these North American case studies inform us in thinking about Chinese antiquities
in museums? The Chinese government is a signatory to the 1970 UNESCO convention outlawing
the illicit import, export, and transfer of cultural property, and has been gently negotiating for the
return of looted artworks since the 1950s. Some museums have voluntarily arranged for the return
of artworks to China,! while others have decided to consider objects in their collections as long-term
loans from China.? Hong Kong complies with the international convention on national treasures,
but only in the event of war, and is not governed by national legislation under the Basic Law.

There have been some discomforting signs of nationalism surrounding the return of
other antiquities returning to China, even when by market means. In May 2000, the Beijing-
based commercial arm of the People’s Liberation Army (PLA), known as the Poly Group,
purchased three bronze animal heads originally used as architectural fittings on a fountain at

the Yuanming Yuan.
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Introduction

Before the auction took place in Hong Kong, the Chinese government requested that the
international auctioneers, Christie’s and Sotheby’s, cancel the sales, and return the objects to China.
The request was rejected. Many considered the return of the heads of great national importance
and ugly scenes ensued outside the auction venues between the police and members of the April
5t Action Group, demanding the return of the objects.

The heads were originally taken from the Yuanming Yuan by Anglo-French forces in 1860
before they systematically destroyed it. Ironically, the heads were made by the Italian Jesuit,
Father Giuseppe Castiglione (1688-1766), who also designed the fountain on which they were
fitted. Castligione trained as a painter and architect, and went to China as a missionary at the age
of 27, where he was summoned to the palace as a court painter. Since their return to Beijing, the
heads have been exhibited at the Poly Art Museum in Poly Plaza.

Regardless of whether China will make overt requests for the repatriation of artworks, such as
that made by the Greek government, museums and other bodies would benefit from a culturally
sensitive definition of objects central to the national or cultural life of a country. This would give clear
guidance to museums as to which objects may be governed by that definition, and advise in the
purchasing of objects, as well as in the ethics of accepting donations that cannot demonstrate provenance.

The Yuanming Yuan is also the subject of Cary Y. Liu’s detailed account of the emergence of
architects as professional, and holistic, building designers in China. The Yuanming Yuan was
important in defining a new architectural typology, that of the “garden-palace”. The garden was
given to the future Yongzheng emperor by the Kangxi emperor in 1709 who expanded it to become
his main residence when he ascended to the throne. Kangxi’s tour of southern China and his
subsequent interest in garden design influenced imperial gardens in focusing less upon buildings,
and more upon gardens. The Yuanming Yuan continued to grow during the Qianlong reign, with
the addition of Western style palaces, built by Jesuits, such as Giuseppe Castiglione.

Liu is associate curator at one of the most impressive university museums in the United
States, the Princeton Art Museum.? University museums are the subject of Stacey Pierson’s article
on the institutional framing of collections of Chinese art. How art is displayed does not just affect
how it is perceived but, in the case of the art of other cultures, reflects how that culture is perceived
and so re-presented to the public. Pierson discusses different approaches to China and her art in

the displays of British institutions, with a particular emphasis on university museums.
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As part of educational establishments, university museums, more perhaps than others, are
regarded as having a strong educational mission, and are particularly sensitive to public
perception. Often university museums specialise in a particular field or discipline, leading
sometimes to the assumption that they are open only to scholars or students. Among some of the
best examples are, the Percival David Foundation of Chinese Art in London, and the Pitt Rivers
Museum in Oxford. Others such as the Princeton Art Museum have extensive collections that
encompass ancient and contemporary art from regions around the world. All serve a dual purpose
in being open to the public as well as fulfilling their educational function. This usually includes
using the collections in teaching, allowing students to work on the collections as part of their
studies, and presenting the results of collections-based research.

In some institutions, the roles of curators and art educators occasionally overlap, as educators
are encouraged to use museum collections, and curators become educators, which has enriched
both fields enormously.* Many university museums serve their institutions well, often being its
only public face, and so an immediate and obvious contribution to their communities. In Hong
Kong, there are two university museums, The Art Museum of the Chinese University of Hong
Kong, and the University Museum and Art Gallery at The University of Hong Kong. Regardless
of the quality or content of their exhibitions, both are perceived as being more serious than their
government counterparts, and difficult to find, considerations that affect visitor numbers.
Nevertheless, it is interesting to note that since Hong Kong has grown from being a city with a
single university, to one with eight, that each higher education institution has a gallery, or at
least an area in which it can display exhibitions.

Unlike national institutions that are funded by government, university museums are funded
by their parent institutions. Increasingly, however, they also depend on private and in some case
corporate sponsors. With the financial, and in some cases ethical, difficulties of building up a
good collection of artworks, it has become important for museums that do not have strong
collections, to develop relationships with private collectors who are usually happy to show objects
from their collections in exchange for the research that museums can offer in the process of
mounting an exhibition of scholarly or educational value.

The University Museum and Art Gallery once held an important collection of early stamped

pottery finds excavated by Father Daniel Finn in Hong Kong during the 1930s. These have since



been transferred to the Hong Kong Museum of History but are the focus of Yeung Chun-tong’s
paper on the motifs used on pottery found in Hong Kong, from the Neolithic period through to
the Han dynasty. While to the untrained eye, many of the motifs are geometric or abstract
decorative designs, Yeung argues that they are expressions of the primary concerns of the day.
These include the male and female order of the world (yin-yang cosmology) the worship of totems,
and wonder at the miracle of procreation. Many of the motifs are recognisable transformations of
those used by the cultural systems of southern China and the Central Plains, thus linking the
early culture of Hong Kong to that of greater China.

Each year the University Museum and Art Gallery endeavours to present at least one major
exhibition where it holds a symposium to share the researches of invited scholars. In 2001, we
held an exhibition of Ming and Qing figure paintings from the Shanghai Museum. The articles
included here by Hou-mei Sung and Shan Guolin were presented at a symposium to accompany
that exhibition.’ Shan’s paper is a general survey of the developments in Ming and Qing figure
painting while Sung’s concentrates on three artists of the mid-Ming period. Sung discusses now
the works of these artists show how the language of figure painting transformed from one of
historical realism, to one in which the Confucian values of the Ming period were conveyed.

In 2003 the Museum celebrates its 50" anniversary with two large exhibitions in the spring.
The first will be on Taoist Art from the Shanxi Provincial Museum, and the second will focus on
the China Trade and Chinese Export Art. We look forward to presenting papers from those activities

in the second University of Hong Kong Museum Journal.

Notes
1 Isaac cites the example of the National Gallery of Canada.
2 The private Miho Museum on the outskirts of Kyoto now considers a sixth century bodhisattva in its

collection to be on long term loan from China.
3 See www.princetonartmuseum.org.

4 See for example Wu Hung's recent exhibitions at the University of Chicago’s Smart Museum of Art,
which are not of ancient Chinese art or architecture, which is a field he has published extensively in, but
in experimental Chinese art. See www.smartmuseum.uchicago.edu for past exhibitions entitled
“Cancelled” and “Transience” presented in 2000/ 2001 and 1999 respectively.

5 See the catalogue, Ancients in Profile: Ming and Qing Figure Paintings from the Shanghai Museum. University
Museum and Art Gallery, The University of Hong Kong, 2001.
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Cultural Patrimony: Case Studies in
Repatriation

Barbara Isaac
Former Assistant Director, Peabody Museum of Archaeology and Ethnology, Harvard University

Possession and control over human remains and important cultural objects has become a
matter for increasing public debate. From skeletal material obtained by anthropologists to artworks
taken by the Nazis, museum collections are being subjected to a high level of scrutiny as to how
they were originally acquired. This is resulting in changing standards of responses to claims for
repatriation, as well as the actual return of culturally important objects and human remains,
appropriated without the permission of those most closely related to them. This short article will
limit the discussion of repatriation to those objects often referred to either as cultural patrimony
or sacred, or those that sometimes fall into both categories. It is these that have been subject to
repatriation particularly within the United States, Canada and Australia.

It should be noted here that repatriation in the United States as well as elsewhere is not
understood as a geographic relocation so much as a return to a lineal descendant or a people
(who are recognisable as a culturally-affiliated political entity) of culturally important objects.
Thus repatriation may take place both across international borders, or within national boundaries,
as it does in the United States to federally recognised Native American tribes, many of whom no
longer inhabit their aboriginal or native territories. Within national boundaries, repatriation may
be legislated. This is the case in the United States, where it is seen as a human rights issue. Or it
may be recommended in professional museum practise, as it is in Canada and Australia.
International repatriation has proved more difficult to regulate, given the problems associated
with the drafting and signing of treaties between national governments.

Integral to the concept of repatriation is the recognition that the objects under consideration
were inappropriately removed from their place of origin, that is, the context which gave them
their original meaning and value. They have also been taken without the permission of those who
had created them or who, by traditional law or custom, acquired, owned or had control over
them (Echo-Hawk 1986). Thus under the 1990 Native American Graves Protection and
Repatriation Act (NAGPRA), an object that can be demonstrated to be cultural patrimony by a
federally recognized Native American group is not considered to be in the rightful possession
of an institution unless that institution can show that the people affiliated gave their consensual

permission for removal.
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Since I am best acquainted with the process of repatriation within the United States, I will
concentrate my remarks on what has happened there and then look briefly elsewhere. Even before
legislation, artefacts had already been returned to Native American tribes. There are two
outstanding examples: the Zuni Pueblo of New Mexico who succeeded in reclaiming many of
their Ahayu:da (war gods) from several institutions, and the Omaha of Nebraska who persuaded
the Peabody Museum of Archaeology and Ethnology at Harvard to return their Sacred Pole. In
each case, there had been long, steady but polite pressure exerted by the tribe, with the implicit
expectation that the institutions would respond at the highest ethical level. The Zuni first contacted
the Denver Art Museum and the Smithsonian Institution about the Ahayu:da in their possession
in 1978. It took the Denver Art Museum two years, and the Smithsonian nine to return the artefacts
- a delay which probably reflects the weight of bureaucracy in the larger, national institution. By
the end of 1989, twenty-six Ahayu:da had been returned by 14 institutions (Merrill et al 1993). The
authors write that “Zuni leaders decided to pursue the recovery of the images in a culturally
appropriate manner by phrasing their requests in nonconfrontational terms and relying on moral
and religious arguments to persuade others to comply with their requests.”

The Omabha tribe had approached the Peabody Museum and the Harvard authorities with
similar respect and commitment: in 1988, tribal officials and elders visited the museum to open
discussions on ownership and to hold a ceremony for their Sacred Pole. The Pole together with
other sacred objects, had been transferred to the Peabody in 1888, ostensibly for safe-keeping
after the death of the last keeper, and after the disappearance of the buffalo which had sustained
the religious and economic life of the Plains Indians. However, contrary to expectations, at the
end of the twentieth century, the Omaha had not vanished as had the buffalo, and in 1988 it
became of primary importance for the spiritual life of the tribe that the sacred objects be returned.
It took the museum and tribal officials over a year to work out a solution, but eventually the Pole
was returned to Nebraska to become once more central to the religious life of the Omaha (Ridington
1997).

Successful requests such as these, as well as the shocking discovery that the Smithsonian
Institution held Native American human remains collected during military campaigns set the
stage for legislation. The statute was signed into law in November, 1990, and was seen as a
compromise between the interests of Native American tribes and those scholars who wanted to
continue to have access to collections for study purposes (Kintigh 1999). Regulations clarifying
the statute were not issued until 1995 (43 CFR Part 10) and in some sections remain incomplete,
much exploratory discussion followed. Arguing that the definitions of sacred objects and cultural

patrimony were ambiguous and vague, both the institutions and tribes feared that claims would



end up in court, with expensive litigation. A National Review Committee, appointed to review
and advise on disputes did little to clarify the language used. Yet, contrary to widespread fears,
only two legal cases between institutions and tribes - The City of Providence vs. Hui Malama Na
Kupuna O Hawai’i Nei, and The American Museum of Natural History vs. The Grande Ronde -
have so far ensued, each of which have been settled out of court. Generally a steady series of
claims has resulted with an increasingly sophisticated approach to implementation, particularly
at institutions where staff members are trained as ethnographers, who are knowledgeable about
material culture and skilled in communicating with different peoples.

The process used at the Peabody Museum hinged on our interpretation of “sacred” as defined
in the statute: a sacred object being “evoted” (i.e. exclusively dedicated) to a religious ceremony or
ritual. It was therefore necessary to gain some understanding of the role played by the object
claimed when it was still a part of the religious life of the tribe. This involved discussion with
spiritual leaders, and a sympathetic exploration of the knowledge made available to us, without
intruding too far into esoteric matters. This is a difficult balancing act which requires trust and
respect on both sides. To date, the Peabody has returned a Zuni Ahayu:da, a Beaver Bundle to the
Blackfeet, a cache of wooden sunflowers to the Flute Society of Walpi, in Hopi, Arizona, and
dance regalia to the Hupa of northern California (Fig. 1). The last two claims were the most difficult
to assess and serve to highlight some of the limitation of legislation and challenges posed by each
individual case. The Flute Society jealously guards the secret knowledge associated with its
ceremonies and two years were spent in discussion and with visits between the Pueblo and the
museum for consultation before the museum reached a decision. The situation of the Hupa regalia,
was complicated in that many of them had been sold by their owners to dealers acting on behalf of
the museum, thus giving the museum right of possession under the law. However, a close
examination of Hupa creation stories revealed that a number of the items claimed should not only
be regarded as sacred, but also as cultural patrimony. This is defined as an item or items of ongoing
historical, traditional or cultural importance, that could only be transferred by permission of the
group to which they belonged. In the case of the Hupa this permission, even if they were willingly
sold by their owners, had not been given, and as a result 15 items were returned to the tribe in
1997. 1t is clear that the Hupa will continue to claim more items and that there will be ongoing
discussions with them and other Californian tribes about which objects qualify as cultural
patrimony. Under the rubric of cultural patrimony, the museum has only returned one item, a
Tlingit memorial pole, and has refused a claim for other objects, as their specific history could not
be demonstrated. In the case of the memorial pole, it was removed without permission from a

village no longer inhabited (Fig. 2), but within the traditional territory of the original makers who
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today are represented by the Alaskan Native Cape Fox Corporation (Fig. 3).

During the eleven years of interaction between the Peabody Museum and native American
tribes, the most significant problem encountered is that, of a more practical nature. As in all
museums with collections made in the nineteenth and early twentieth centuries, various pesticides
were applied in unknown amounts to objects during storage in the museum. Now that the objects
are to be handled much more intensively, potential deleterious health effects are being investigated.
This issue is being taken extremely seriously by all parties involved at a nation-wide level.

Ultimately the success of legislated repatriation in the United States will be judged by whether
its intent has been achieved. In all of the returns made by the Peabody mentioned above, the
objects have been reincorporated into the cultural and spiritual life of the tribe.

NAGPRA (Section 12) does not set a precedent for the return of objects to entities outside
the United States. Nonetheless the standards that it sets, the objects that are affected, and the
ethics implicit in its writing echo developments in the wider arena. In Australia, ancestral human
remains have been returned to the aboriginal inhabitants. Sacred objects are often kept in tribal
cultural centres, or in state museums, such as Museum Victoria in Melbourne, from which they
are taken by elders when needed for ceremonies, and to which they are returned after use for
safekeeping. While they are under the control of the elders, they are housed in the museum. In
Canada, repatriation from museums to the First Peoples is a standard practise. In the United
Kingdom in 1996, the Queen and her ministers decided to return the Stone of Scone to Scotland
from where it had been taken in 1296 by Edward the First.

These repatriations have all taken place within national borders and honour the special
relationships and common law that exist therein. As other national minorities become more active,
their claims are more likely to be heard by their own governments. However, in cases involving
more than one country, the return of artefacts is more arbitrary, depending either on international
treaty, where both parties are signatory, and the objects concerned have been acquired under
certain prescribed conditions. Or if they were acquired in the more distant past, claims appeal to
the ethical code of the present possessor. The present UNESCO convention applies to objects
illegally obtained from archaeological sites if they have been looted and traded after the originating
country passed its own legislation outlawing such activities. In 1991, a British court ruled that a
twelfth century south Indian bronze image of Siva, had been stolen, and the image was returned
to its homeland (Davis 1997). In a recent court case in the United States, the collector of a hammered
gold Sicilian platter looted from an excavation in 1994 argued that it need not be returned to Italy
as he had bought it in good faith, even though Italian antiquity protection laws prohibit export.
The judges however ruled that the platter should be returned. |



The United States has enacted temporary property agreements with Bolivia, Cambodia,
Canada, Cyprus, El Salvador, Guatemala, Italy, Mali, Nicaragua and Peru. These agreements
address the matter of proper title, rather than repatriation, and are directed towards preventing
further illegal removal, rather than the repatriation of objects removed in the more ancient past.
Although beyond the scope of this paper, it would be informative to follow more closely the
development of these particular arrangements.

But what of those objects, important enough to be regarded as cultural patrimony, that
were appropriated in the years of imperial expansion and opportunism? In'1998 the Glasgow
City Council allowed the Hunterian Museum to give back a shirt collected from Wounded Knee
in 1890 to the Lakota Sioux; in 2000, the Australian Museum returned historic cultural objects
collected by a missionary to the city of Chennai, India; and the National Gallery of Canada in
2001 returned “for ethical reasons” an eighth century Tang dynasty cave sculpture to China.
However, the British Museum steadfastly refuses to return the Parthenon marbles, also known as
the Elgin marbles, to Greece, arguing that the sculptures are now as much a part of British history
as they are of Greece’s. In this, the British Parliament so far agrees. The matter however will
remain an ongoing debate particularly with the Greek anthorities exerting greater pressure prior
to the 2004 Olympic Games to be held in Athens. All the objects mentioned above were acquired
before the development of international treaties protecting against looting and theft. They were
therefore not covered by such agreements, and it seems unlikely that any comprehensive
agreements will be developed given the complex cross cultural nature of the collections in the
great museums of the world. Moreover to return everything to its place of origin would be a
reductio ad absurdam. Is there a solution? The British Government'’s response to the claim for the
Elgin Marbles is instructive. To return them, it is argued, would open the floodgates, and set a
precedent for innumerable requests and repatriations. Yet if we look at the effect of the law in the
United States, only Notices of Intent to Repatriate objects of cultural patrimony to more than 500
tribes have been published. The definition is self-limiting as there are only so many objects of
ongoing historical, traditional and cultural importance that are central to any one group or nation.
These are effectively objects of an iconic or mythic status that relate to the genesis of the identity
of a people, or that endow a ruler or government with legitimacy, or the absence of which are a
continual and abrasive reminder of former subjugation. Such objects are often qualitatively different
from those that instruct the museum visitor in the richness of cultural life across the world.

In a 1978 ICOM study report, it was noted that “The legality of a claim is not necessarily
determinative. In order to accept this premise, it must be accepted that certain important elements

of a nation’s cultural heritage belong with that nation, whether or not the object in question left
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the country or its people legally.” The implication of this recommendation is that there are ethical
expectations that are higher than and therefore not met by present legal standards. If each nation
were asked to draw up a shortlist of patrimony that fell within a carefully crafted definition, then
the fears of major institutions and governments might be allayed, rather as the fears of American
museums have decreased as NAGPRA has been implemented. For instance, what objects of primary
importance would China consider so integral to its history that their lack of presence within the
nation lessens its sense of identity? One possibility comes to mind: the seventh century bas-reliefs
of two horses originally placed with 4 others at the sacrificial altar of the tomb of the Tang dynasty
Emperor Taizong, that were illegally removed in the early twentieth century (Xiuqgin 2001) and
are now in a museum in the United States.

I will end where I began, with the example of Zuni Pueblo: the Zuni have so far limited their
repatriation requests to one type of object, the Ahayu:da; and although they have intimated that
there may be a few other kinds of items that they would like to see returned, no requests have
been made, to my present knowledge. Their approaches were conducted with the utmost restraint,
diplomacy and persistence, creating a model process which endowed the institutions rendering
up the war gods in their possession with a sense of enhanced ethical standards and practical
magnanimity. Furthermore, future relationships and transactions between the tribe and the

institution, such as loans and co-curated exhibits have become more likely, to the benefit of all.



Bibliography Z#%3#H

Davis, Richard H, Lives of Indian Images (Princeton NJ: Princeton University Press, 1997).

Echo-Hawk, W. R., “Museum Rights vs. Indian Rights: Guidelines for Assessing Competing Legal
Interests in Native Cultural Resources”, Review of Law and Social Change (1986), 14: 437-453.

ICOM, Study on the Principles, Conditions and Means for the Restitution or Return of Cultural Property
in View of Reconstituting Dispersed Heritage, Ad Hoc Committee appointed by the Executive Council
of ICOM (1978).

Kintigh, K. W., ” A Delicate Balance: The Society for American Archaeology and the Development
of National Repatriation Policy”. Paper presented at the Clovis and beyond Conference, Santa Fe,

October 1999.

Merrill, W. L., E. ]. Ladd and T. J. Ferguson, “Lessons for Repatriation from Zuni Pueblo and the
Smithsonian Institution”, Current Anthropology 134, (1993), No. 5: 523-567.

Ridington, Robin, Blessing for a Long Time: the Sacred Pole of the Omaha Tribe (Lincoln NE: University
of Nebraska Press, 1997).

Xiugin, Z., “Emperor Taizong and his Six Horses”, in Orientations (February 2001).

21



22

Vb st

RRARREIVAFH -
e B A2 g P A 25 ol B I {1 77 A i B B A B

IR B IR S R B SR PR A HIAE - AR AN S Fak o YRR - SR R
(LB RTE RS - BRI BT RS R MR E— R ETNEN - ZiELE
TR BHHREXY) > RYVERERRLHRA L FEEmARNEE XS - BIEAESEEDNE
A o AR B AR E SO ECEY) o BRSO B IR R - UHAESEE ~ KRR
I b BOE R SER ©

FESRAE LB B LA T - BRI IR R — B R S — R - SRR EE XY
ME R B ASAR (RISt EAHRRI B ) o B SCYIRT o3 2 B8 BUME A AR R o ERE RN
& 0 EFATHE SR AT BN 43 - R AR R o BINRAN TERER R SCY) » w] LLAZB
U o B EEEIGEN - WEAMERE o MmAEiSARFIRN » s YR P o BREE
BRI IR Y - R R A B 2 BRI S 5 TR A IR - B R R A -

SRR SRS HTEE » BRSO It R e 2 - BB T IR RS %ﬁfﬂﬁg@%%fﬁ s Ml
HR AR S BUE AOE RN A A I T S - RGEEA SR AR R TE 5 BGE (Echo-Hawk
1986) o [RIBL » HRAEZ19904F SE P 4 5 B /TPRGE K BRI A S » I a2 Rl A 28 W) » BRIERS
BRIN B - (TS S RRE&EER -

ANPGRS B A BB RSO E D o BAESLELDIRT - SS9 TR X E R R o
Hor o W R SR AT AR B F T R TR N AV EDAS 2 1.3 Zuni % (Zuni Pueblo) BCENHGE 3 T HEMEEY
[0 % 24 Ahayw:da (BERFH) 2+ NARRZETI0IN P Omaha FEHLIE T WS B AR B[ By 1 48 55 Bl A 1)
fifi (Peabody Museum of Archacology and Ethnology ) Bif#ig fEE .2 A1 » R BEAGEE RTW » FEAKE
RE 1A A e R > IR B 7 AR PR R AR BIFE o 5000 1978 54 » Zuni H#& FHB S 8
(Denver Art Museum) FIS & #HEYIEE (Smithsonian Institution) » F8RE [ 8 AT sl Ahayu:da R °
WA REAE AR IR A VBRI . S R R R A L R VR [ A R B e o 8 R R AR BISE
PR > TR A R R W B R R R R B R o R 1989 AR » O T IEME M B R T
H T AHISEE Ahaywda fR (Merrill et al 1993) o Merrill EHFPEETRL @ "Zun HELE T EHIVRE
FERAa s R o RIS B B AN S IR TR » AR T IR ETEN R HE - & IRy
B o

Omaha 15 3 [ AR B5CRURD (8 Ay 0 ik R TR I AR RIS 00 =) » 1988 4% » IRrf ABAITRE
FHTEYIRE o B E R E B AR EE AR o I A AR B TR K o 1888 A TEE A& 123 Plains
Indians /5 IVRIAR I AL 35 2 AT "R R 42 - T — AR AR )ﬁﬁuﬁﬁﬂ_t%ﬁ“%ff@



F o PR R LAt B YT 45 R PR )RR © PRI - T AD R Omahalfe A HE-FERHIIZ B REE
UK TIE AR o TR 19884 - BEYIEIET ¢ IE ¥ Omaha ARSI A TE B G IE R = » MY aHEEA
FAL T — R AR T 2+ B R AR R AR HOIN Y Omaha » BRI R A S A TS
fu0s (Ridington 1977)  ©

LAt ECEO BT DA BB S AR M RN SR T BN R R N LB T 5| BT HEST
SEFERERE o 1990511 H » SEIN A 5 R ORGE R B R iR R R A i - (Rt il T S BE SRIT 5T
TR EE 2 IR S (Kintigh 1999) o 19954 » 5 BB EAGRE 4 BEMEETE (43 CFR Part 10) »
FEETEREEARTEE S  BrRE—2 5 o BN EESCYSEYNEER » 2B D53 - &
RN 3 F RIS LR RSO » AT BCEEAR - AR EINFLAE - RBEIZEgHEAA
BT AR B A 4D BISREEE TIEMILS o A - HIRHITET A IGIE B RN - 25 H#E
R RE R AR E BT ¥ Hui Malama Na Kupuna O Hawai’i Nei » DL SE[E] 5 2R FE o Y i
The Grande Ronde ° FRERRERE/F I o HE b » AL IRH R » AEEEE RN EI TS R
RlE— LB MR B Al A RAG BB B 5 IR B IR E UL B8 A - SUE R B [F] - 228 o

Fe YA S Wmie o SRR THET —FN e YL R SRR
e A A (B IEEH ) 1Y o &SSO E A E R RIE AT 6 - REAFBFE - fi
FIRE R T SE T3 - AL OB A - B E Y RS &R - FEERTEAIaI Z FEUE T
fr > S VEARGEMNEE - HESH - REHEYIECEIE T AhayudaREGZuni ik - WHERE
(Beaver Bundle ) %7 Blackfeetlfg + REEK G FEAS REF AL Hopi BERYER & (Flute Society of Walpi)
BREELCAT (B—) %5 InAIEJE i AL AR Hupa 1% o s EEE R A A2 Flute Society of Walpi B Hupa HY B
R > WA EE RN FRERREIFIPRE - PI{EEEE o Flute Society of Walpi AR A BHBER
PIBLE R > 45 SR e AL A T B AR R AR () RN T ol ~ ALS s - TEE AR IR GE « BN

PIEEEA A o A FHE%EANIE Hupa F BRI @ (EEIREMNMEEEY) - H2HEEXY -
JE SRS b T TR R e i - BRIFB B IE AR » BRI © SR esEh Y T HEE
H o HATAR LR AL o A58 > Hupa i 1097 S AL ERF IR | S K AT o Hupa GBS HERHE L XY ©
R RZ i AL M F R JE RE N BB v AR SOV AN E 3% » BAR G H T Faw o MHESCIRITE
51 YRR T —HE Tingit A0S o EREAMYIMA - R RIERI » 2 25E o Tlingitid
SRR RASHAENERT - B ERBEAEIER (8 Z) o ZRE SRR KA & 1 Bt
i A BT Jr i 53 Cape Fox Corporation (& =) &g o

R YA+ — F A BN LY » BEEHFMIEEAREEHEIEL - LE
YIERAE L~ I AS I RS AL, - AR R A A A AR AR B R o BIRHEREIE S
AR e F RO AARS > BEMECS 2B ERZEE

EELHIEBISCYIERR - BRI E R AR A H Y o YHE H A B {5 2 () B B R ) 5
X 0 BT B R Y S AT A AR

23



24

FEUN 1 B R KRR (55 128))) IR B M ERE XA LB LIS R B RS o (H3EEET
SEAAEHE > SRR RSO - DARGERE S G S B TR D - BLSEE LIS YR AR R EIR 2
H R o TR A RLEE T EHER » HIWEY—RERO EE S b D alEE
AAE 2 R AR SR B BT o BB TR R R R R o [ A e B R B R R R
oo RAEMEELEFIME - BEFEYIEEER - EEX - XYREFERCZIEBEERNS - fER
B 1996 42 BRI R A vk 7 f0 25 f e — 0 1206 SRS TR I ZI A (Stone of Scone) %5 [B]#F
Rl o

AR SO R R AR B AT o RSP AH R AR B B RN Ak o AEHAMh B - & RHERY
BUR H S - B BUN T REEARMTR R o (HESEITER SXYIER - FIREHER B HEERY o
FERABTEDE » I 7 # 2 BB W A A A B - T SOV — AR E I TE I T k8l
YITERUE RS HEE DUE TEA SRR H Al KOs B BRR o BRI S RBRCHS R EE - |
FEEE ST R LART » REBCEEES LR EH RIS o 1991 F » KEEEHE—E+ 2
AR EN RS A 2 (Siva) SHEREMY) - LEEHRYI T (Davis 1997) o ITHIH EBEE W Rk —H
19944F- 75 75 5L 85t - sl s N s B AR R Y iy R e B 2 2R 1 H IRy (HIORR Ee 2
EEIERE > TEARIER » 45 55 B o K G -

SERJ BTG HIMERT ~ RAZE - NEA ~ BHIEKET - BE# L% ~ EEA - %ﬁjﬁﬂ ~JEHE - JEm
LIV B 45 2 E R R 55T TR R B M EE A - M2 XXYER - Hi AE
IR SCIRE » TNEE R R ER BN o &7 BN SRR - (HiE i an o
B RSTHSFEEDN -

0T (B4 R I o 1 3 PR O AR R A A SO SCGRZ AN R BRI 7 19984 » Sl AR Hir & T o
@4t Hunterian Museum B2 72 1890 fE 1 Wounded Knee BV # K 4F Lakota Sioux 5 2000 4 » M
TEE) B R R B0 IR T — LR S SCW4A ETRE Chennai T3 1 2001 4F » ISR K B S BT REAK "I )R
R — 2\ 4O R AU R R G OR R R B o SR+ RS ) B EX T A B DR e KRB A (X
# Elgin Marbles) #8751 » B RMERE S EB R AR - IR 2B L —EB () o BB & 5A iR
TERGE  HFRIR RN - 0 _E 2004 57 BUE &R AR AR SLERT - SIRBUN LT IR R E XY - £
FIER IR # R TER ISR B S Rl SOV B BB W s A R AR R R 1Y » R AS 2 3R T IR R AR
o T B0 M BRI R T - R R R MR R » R eEERNWAERI R REE K » 2
RAESCYIZRBEFR IR A - R TS HEAER » Ftr B A MR IRENE ? SEERBUN S R B
BERHE AL A (O] JE - R EBEHRE o RUNERERMAE - BIakp—B - & EEEMmERY B R
R o EBANEZRERE - AR XN ERBRAESESE - REHEEB a2 EEE - BRE
RHBEREAREN  REEE SRR ST A EEESE - RV EERNSCY B
HER » MM REFRNERSF RS « BERYRE—FERENHEAE » S0 72 B ElE
BUNHEST » BB R ECYE ARBEPAEIRFAREE o 2 1Y) R & B CEBAMTE 2R LD
B 8 SRR E 2207 T B AN BEAHEE L A o |



1978 FE R F S (ICOM) Bttt et @ "WIREM AR R EEER A LA » £
FEMELSY  BEAR X GEEFNE TEE TR EBZRERE » RS 8EHRZERARE
B o TiEEUT R TR T e BN BT A AR SR HANA R R ED o RUEHE R EE RE
FERER Y A E SRS B > — S RS I BUR I L ] REAT 48 T2k » BREN T EFE T URE R
FiRiA B R - SRV 2 EHIRERD T o B » —E R B EARE EEE - BRE
TER BN 0 BRI R T AC R A R R A = M I R 0 BRI E R
AW ER (Xiugin 2001)  » BRER EFR—EHEYE -

[EEA S B LA RS | BT EY Zuni Pueblo fEARAS o Zuni B BRI H R Ahayu:da —FE#I{R - BEAR
APt e o oy B 2 LA - (HIB IR AN » B EWEIERERE o« Zuni IR B~ [ERE T EER
R TOW » IR REEE N, — (A - LR AT R R ETENR & JEEATE » $ Ahayu:daf®
VIRIR T » RN HE - SEAMKEEE T B RIFREF - AEAR 5 DEERSEIEEBTE
B o TR RS B AT o |

W
R
il
juni|
peti
mj
o

25



26

Chinese Art and the Institutional Framing of
University Collections

Stacey Pierson

Curator, Percival David Foundation, the University of London

The interpretation of museum collections has been the subject of much scholarly activity in
the past ten to fifteen years. Studies such as Museums, Objects and Collections by Susan Pearce
(1992) or Civilising Rituals: inside public art museums by Carol Duncan (1995), have raised issues
about how objects in museums are presented and contained and further how the museum
environment provides a framework for those objects which engages the visitor. By virtue of their
existence, all museums frame their collections; that is, they both contain and present them within
a designated space that imparts meaning.! However this framework can be both physical and
intellectual. The physical framework, the museum architecture, is invariably different for each
museum but the intellectual framework tends to reflect the history of the museum and its
collections, its location, as well as the categorisation of the museum facility. In this respect, large
national museums are rather different from local authority (municipal) or university museums
although all three are usually publicly funded. A national museum represents the art belonging
to a country or a state and is there to present these objects to the general public. A local authority
museum will usually present the art or artefacts of a particular area or region and tries to reflect
the interests of the local community. A university museum, on the other hand, very often puts
internal audiences first: students, academics and researchers, and its collections may not be
available to the general public at all.

In practice this can mean that national museums place a greater emphasis on access and
interpretation than those university museums that are open to the public as well as students and
researchers. By virtue of their association with higher education, university museums attract
specialists and their collections are often very specialised, sometimes focusing on perhaps one
type of object or the material culture of one country. The intellectual framework of these museums
is therefore very different from that of the nationals and the ways in which they present art objects
to visitors is both a function of their often narrow focus and their identity as part of a larger
institution.

The differences between the framing of collections in national museums and university
museums is worth examining closely, particularly when, as in the case of London, similar

collections are presented in very different ways that are imparting different meanings to similar



objects. In London this is particularly notable with Chinese art collections. Here one can see
important Chinese art in two national museums, the Victoria & Albert Museum (V&A) and the
British Museum, and one university museum, the Percival David Foundation (PDF) at the
University of London. Both the national museums have special galleries devoted to the presentation
of Chinese art in a thematic manner. In the V&A one can see displays devoted to Burial, Food and
Drink and Ritual, among others. In the British Museum, there are cases which show the
development of Chinese writing, objects for the export market and Buddhist artefacts. In contrast,
in the Percival David Foundation only one type of Chinese art is represented, Chinese ceramics,
and these are displayed simply by type and in chronological order. The thematic display in the
V&A’s Tsui Gallery of Chinese art reflects the overall presentation of the museum as the national
museum for art and design. The catalogue of the Tsui Gallery is titled, Chinese Art and Design,?
and in presenting their Chinese collections, the focus is therefore on material, form, decoration
and function.

At the British Museum, the display of Chinese art in the Hotung Gallery is somewhat different
in that it is generally chronological, but is categorised in a way similar to the V&A. Generally, the
British Museum displays are limited to one type of material such as ceramics or metalwork,
although some displays are mixed. For example, there is a case with the theme of the “Neolithic”
in which jade, ceramics and stone artefacts are displayed together. Further on in the gallery there
is a display of “Collecting” with bronzes, porcelain and jades. In the V&A, however, most of the
displays show objects from different media together. For example, in the “Ruling” section, one
can see furniture, textiles, paintings and decorative arts which together give an impression of a
ruler’s living space.

In both national museums, Chinese art is separated from the other museum collections both
physically and by culture. In the British Museum, this conforms to a general display policy for the
whole museum where galleries are devoted to single cultures, such as Japan or Africa, whereas
the V&A has a mixture of culturally specific galleries as well as galleries devoted to one time
period or material including the Glass Galleries and The Renaissance in Italy. The presentation of
Chinese objects is therefore framed somewhat ethnographically in both institutions. Visitors are
encouraged to engage with “China” as well as “Chinese art”. This is taken a step further in the
V&A where the architecture of the gallery is in Chinese style thus creating an architectural
framework for a mixture of objects which are seen to represent China.

At the Percival David Foundation, the collection is limited to Chinese ceramics which are
presented simply in chronological and typological order. For example, the ceramics on the first

floor represent wares dating from the 10"-14" centuries and each display case houses a single
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type of ware. Here only one aspect of Chinese culture is presented and there is no attempt to
present the collection as representative of Chinese material culture. Instead, the name of the
museum tells the visitor that it is associated with a person and didactic materials present the
history of the collector as well as the “story” of Chinese ceramic technology, thus reinforcing the
narrow focus of this museum. With such a specialised collection, the museum attracts specialist
visitors but it is also a teaching institution and the collection is “used” by numerous students and
researchers. General visitors to the Foundation who are not familiar with the collection may be
surprised to find that only ceramics are represented since the name of the museum is Percival
David Foundation of Chinese Art. Sir Percival David had originally intended to give his other
Chinese objects as well as the ceramics to the University but due to limited space, this proved to
be impractical. The name of the museum was not then changed because its current facility was
seen as temporary and when a larger space could be found or built, other Chinese objects such as
paintings or lacquer would then be acquired. The use of the word “Foundation” in the name of
the museum instead of gallery, as at the V&A and the British Museum, or even “museum”, can
further be misleading for visitors as “foundation” is not synonymous with “museum”. Some
visitors are surprised that the Foundation is open to the public at all.

All three museums, the V&A, the British Museum and the Percival David Foundation thus
provide a physical and conceptual framework for their Chinese collections which is manifested
and experienced differently by their visitors. In practical terms, their respective displays present
a localised view of China and Chinese things which is removed from their original context. These
are Chinese things displayed in Britain and as such reflect a British view of how such things
should be displayed and interpreted. There is also a temporal element here in that these things
are displayed in 21* century Britain and thus they are also a reflection of late 20" to early 21
century ideals. “Museums embody and shape public perceptions of what is valuable and important
at each period of their existence.”® They also reflect changing intellectual currents in art history.
In Chinese art, as in other related fields, linear progression is no longer the paradigm for the
presentation of Chinese art history. Today the approach is broader and less formalist and the
importance of other non-Han cultures within the Chinese geographical region is recognized, for
example the Chu culture of the Warring States period. Thus Chinese art is now studied as “Art in
China” *

In this respect, the Percival David Foundation is typical of many smaller university museums
in that its collections are so specialised that it would be difficult to participate fully in this new
approach to art history. The nature of the collection therefore somewhat dictates the approach to

presentation in the museum. Without borrowing from other institutions, it would be impossible



to present general thematic displays in this museum. The PDF is not unique in this respect however.
Small university museums often tend to specialise in a particular culture or type of object because
they originated as collections of teaching material. The Petrie Museum at University College
London has a wide range of objects that relate to Egyptology, for example and the Pitt Rivers
Museum at Oxford is a museum of Anthropology. Both museums were formed from teaching
collections that were acquired by archaeologists and anthropologists working in the field. In general
terms, the PDF is therefore closer to the Pitt Rivers Museum at Oxford and its approach to
presentation and display than the Chinese galleries of the large national museums in London.> At
the Pitt Rivers, the exhibits are also arranged typographically, by material, and both the PDF and
Pitt Rivers collections are used extensively for teaching. This is important because, in many respects,
a typographical display is ideal for teaching as this is the way in which most teaching of art and
material culture is organised. When studying the history of Chinese ceramics, for example, a
lecture might be given on Longquan wares or Jun wares and this can be reinforced by single case
displays of these wares. A lecture on the role of ceramics in Chinese culture might be more difficult
to pursue at the PDF whilst the displays in the British Museum would be more instructive. By
framing its collections in this manner, the David Foundation presents to the visitor a linear view
of objects which is very much contrary to the modern “thematic” display trend in local authority
and national museums but appropriate for the history of Chinese ceramics which is based on
traditional Chinese methods of connoisseurship.

Architecturally, the Pitt Rivers Museum and the Percival David Foundation are also both
separate, free standing facilities which can be visited without recourse to the host institution. In
this they are similar to the other major University of London museum, the Courtauld Galleries,
which are the public face of the Courtauld Institute, Britain’s foremost institute for the study of
art history.® All three museum collections are used for teaching but the visiting public is not
generally aware of this as the collections are presented in facilities that are museums in their own
right. The museums can therefore function as public spaces separate from universities but their
display policies still reflect the needs of the host institution. One exception to this can be found in
the new “Marvels of China” gallery at the Oriental Museum, Durham University.” This museum
actively participates in the teaching of Chinese art at the University through its MA in Chinese
Art and Archaeology but its new gallery also appears to be aimed at the general public, rather
than students and researchers. Its displays are themed and divided into four sections:
Contemporary Society, Ancient Civilisation; Imperial Decorative Arts; The Emperor and His Court;
and Exploring the Silk Route. This themed approach is similar to that of the V&A and the gallery

has been designed to “look” Chinese, with red walls and strategically placed Chinese furniture.
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But this is a museum with British collections of Chinese art so, like the V&A and the British
Museum there is a distinct colonial flavour to the objects presented. The view of China in each
case is constructed around the objects available and thus cannot be a true representation of China,
however that is defined. In spite of its very contemporary display policy, as a university museum,
the Oriental Museum, like many others, is somewhat constrained by its association with a larger
institution. In physical terms, the entrance to the building is difficult to find and intellectually,
there is resistance from the public to university collections in general which are seen as inaccessible.

This public perception is a particular problem for university art museums and is a direct
result of framing, both physically and intellectually. Physically, many university collections are
not separately housed from the college to which they are attached and thus they are associated
with the university in the first instance. A good example is the Petrie Museum at University
College London. Here the name suggests a separate facility but in fact it is very difficult to find
the Petrie as its galleries are housed within a main college building.® At present, the museum’s
objects are displayed together in a rather confusing jumble. A visitor with little or no knowledge
of the objects would be disappointed. As this museum is not accessible from the street, it receives
relatively few visits from passers by and is therefore visited by specialists or those who already
know of its existence. In order to find the museum, one would have to know where University
College London is located and then in which building the museum can be found. In this it is
typical of many university museums that are perceived as inaccessible and unwelcoming.’

This inaccessibility often means that University staff and students who study these collections
will be familiar with them but the general public is not aware of their existence. The close association
with the educational establishment can also be a problem with freestanding university museums
whose identity is not separate from the university in the museum sphere. The Sainsbury Centre
for the Visual Arts at the University of East Anglia, for example, is housed in a Norman Foster
designed building and is a fully functioning public museum. However, one must visit the campus
to see the museum and the museum name suggests that it is a department of the university,
rather than a freestanding museum.

It should be noted that many university museums do not see the lack of a separate identity
as a problem. University collections and museums will have varying remits depending on such
factors as funding, accessibility, use for teaching and the terms of the original gift of the objects.
The problem arises with those collections that are also open to the general public as these museums
will need to satisfy the needs of both the university and the public. These two audiences often
have very different needs and many university museums struggle with the reconciliation of these

needs. One of the main problems in this respect is staffing. University museum curators often



have teaching duties and thus cannot devote the time necessary to such areas as outreach or
social inclusion. In Britain, there is also pressure on university museum staff to regularly publish
scholarly work but often this conflicts with the need to produce accessible information about
collections and exhibitions. In some cases, university collections are not managed by curators at
all, but academics, who may not have the necessary knowledge or training in collections
management to provide for the long term care of objects or their interpretation for a wider audience.
A final problem which is perhaps most noticeable to visitors is the fact that few university museums
have design or exhibitions departments, as are commonly found in large national museums, and
thus university museum exhibitions are often scholarly but not presented in a visually exciting
manner. When funding can be found for this, the results are worthwhile as can be seen in the
Chinese gallery at the Oriental Museum, Durham.

In a recent study of the collections of the University of London, Kate Arnold-Forster
highlighted some of the problems inherent in the presentation of university museums and
collections, “The existence of the majority of these collections is hardly recognized beyond those
who are directly involved with their care and use, even within the colleges and schools to which
they belong or among those responsible for the administration of the University. Few of the
collections are known by other academic institutions to whom they may be of interest or
significance, even fewer among the wider museum community of public collections.”" In a
statement issued by the Museums Association in 1987, three key limiting factors of university
collections were identified including the lack of knowledge by universities of their holdings, the
lack of understanding by staff and administrators and, crucially, the lack of resources available
for the care of these collections." Funding is often the deciding factor in determining whether a
university collection has a public profile or not. University museums and collections in the UK
are funded in various different ways. Some are entirely funded by their host institution. Others
are funded publicly. The Barlow Collection of Chinese art, at the University of Sussex, for example,
has a gallery which is open to the public two days per week and is located in the campus library
building. It receives no external funding and is entirely reliant upon the generosity of the University.
At present, the collection is used for teaching but as a Chinese art collection, its uses are limited
unless there is teaching in the subject. In contrast, the Percival David Foundation has a separate
facility in Bloomsbury and is almost entirely funded through public grants from the Arts and
Humanities Research Board (AHRB). As long as it fulfils the terms of this grant, the Foundation
will remain open to the public and to students five days per week and the funding, at least in

some part, will continue.
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The limitations and problems associated with university museums have been discussed
above but it should be noted that there are distinct benefits to this type of institutional framing of
works of art that are not always appreciated by those who work in such museums or their users.
The primary benefit of university museums is their role in teaching. Whether they are open to the
public or not, university collections play a strong part in shaping the views of today’s students.
Another less obvious benefit is ironically related to funding. Whilst publicly funded university
museums in the UK must now meet performance indicators set by a research and teaching body,
these museums are lucky to have access to such funding as it is much less dependent on the
whims of government ideology than the funding for national museums. By extension, university
museums also have access to grants limited to higher education institutions which other museums
cannot utilise. Finally, for those university museums that are also open to the public, the teaching
activities of their staff ensure that the public is presented with the latest research and developments
in critical approaches to art history and other disciplines. The Chinese gallery in the Oriental
Museum is a perfect example of this. My own knowledge of critical theory and Chinese art history
has enhanced my ability to present to visitors more diverse ways of seeing the objects at the

Percival David Foundation.
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Architects and Builders of the Qing Dynasty

Yuanming Yuan Imperial Garden-Palace’
Cary Y. Liu

Associate Curator of Asian Art, Princeton University Art Museum

The emergence of the “architect” (jianzhu shi) as holistic designer, planner, and builder in
China roughly coincides with the construction of the Qing dynasty Yuanming Yuan imperial
garden-palace (ligong xing huangjia yuanlin),> in the outskirts of Beijing (Figs. 1-3). In the early
Qing period, imperial building agencies were established on an ad hoc project-by-project basis
under the supervision of the Ministry of Works (Gong bu), the Imperial Household Agency (Neiwu
fu), or a combination of the two, depending on the scope of the project and financial expense.
Prior to the Qing, as evidenced by the construction of the imperial palaces at Beijing during the
Yuan and Ming dynasties, the building bureaucracy and building process were generally organized
according to the three divisions of craftsmen, supervisors, and planners.?

Craftsmen determined built-form through a workshop system involving the trades of tile-
workers, carpenters, and masons. This tripartite division of labor reflected the vertical divisions
of Chinese buildings—roof, body, and foundation—and their cosmological correlation to heaven
on top, man in the middle, and earth below—the Three Powers (san cai).* The three-part
organization probably derives from the division of the building trades in traditional wood-frame
construction. The roof required the expertise of tile workers, carpenters erected the timbers and
columns of the building proper, and the foundations involved stone and earth work. This
specialization is also reflected in Northern Song building manuals such as Yu Hao’s Mu jing (Classic
of Wood) and Li Jie’s Yingzao fashi (A Treatise on Architectural Methods), and various editions of
the Gongcheng zuofa zeli (Examples of Engineering Rules) imperial manual in the Qing dynasty.®
In imperial building projects, master craftsmen operating in such trade workshops were only
allowed a certain degree of latitude in the creative design of buildings. Their ability to affect the
final appearance or form of a structure was mainly limited to construction techniques and methods,
and they were severely restricted by the ritual, sumptuary, and financial parameters set by planners
and imposed by supervisory officials.

Supervisors administered and coordinated the work of the various skilled craftsmen and
unskilled laborers, and were sometimes promoted from the ranks of master craftsmen with building
experience. More commonly, however, supervisors were chosen for their skills at labor

management and financial administration. Military officials experienced in dealing with unskilled



conscript, convict, and military laborers on civil and hydraulic engineering projects were well
trained to oversee labor management, while palace eunuchs, with their control of imperial
household funds, were well suited to assume responsibilities for administering construction costs.
The participation of military officials and palace eunuchs as supervisors in the construction of the
imperial palaces at Beijing in the early Yuan and Ming dynasties is well documented.® A major
difference separating this supervisory group from craftsmen was literacy. It can be expected that
it was the supervisors who used imperial building manuals such as the Song dynasty Yingzao
fashi and the Qing dynasty Gongcheng zuofa zeli for the purposes of estimating labor requirements,
construction budgets, and scheduling.

Planners, usually well-educated ministers or imperial advisors, were appointed to formulate
the underlying ritual design of imperial buildings, palaces, gardens, and cities. Such planners,
however, should not be viewed as “architects” in the modern sense; instead, their role was mainly
limited to devising schematic or ideal plans that translated imperial demonstrations of political
and dynastic legitimacy into building symbology,” cosmology, numerology, and other ritual forms
that often had roots in ancient models. For example, in the building of the Yuan capital of Dadu,
parallels were drawn between 1) the plan of Dadu and the “Princely City” (Wang cheng) outlined
in the “Kaogong ji” (Records of Works Examination) section of the Zhou li (Rites of Zhou),
2) between the Yuan rulers and those of the Zhou dynasty, and 3) between Liu Bingzhong
(1216-1274), most probably the chief planner of Dadu, and the Duke of Shao (Shao Gong) who
played a key role in building the Zhou capital.® Actual building appearance and construction
would have relied heavily on the craftsmen and supervisors following the ideal guidelines set
by the planners in the name of the sovereign. In truth, imperial building was a ritual act of
imperial legitimization where the chief planner can be tacitly understood to be the emperor himself.

The actual participation of Yuan and Ming emperors in imperial building varied from ruler
to ruler, but during the early Qing dynasty, especially the Yongzheng and Qianlong reign periods,
increased imperial attention resulted in changes to the standard three-division building process.
During these periods, presentation plans, drawings, and models were regularly submitted to the
emperor for review and approval. Such a mode of operation mirrors the Qianlong emperor’s
personal involvement in other artistic and scholarly projects, such as in the production of court
paintings where preliminary sketches were presented for approval, or in the compilation of the
Siku quanshu (Complete Library in Four Divisions) imperial manuscript library where the emperor
supposedly inspected and approved each volume. Although increased Qing imperial involvement
may have influenced a greater use of presentation drawings and models in the preliminary design

stage, there were more fundamental changes during this period that both affected the building
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design process and altered the institutional structure of the imperial building bureaucracy. It is
on these changes that I want to focus in a preliminary investigation of the architects and builders
of the Yuanming Yuan imperial garden-palace.

The hypothesis I am proposing is that in the early Qing period, imperial building interests
shifted from formal palaces in crowded cities to less formal garden-palaces in scenic rural settings.
With this shift came changes in the building process that affected the institutional organization of
the imperial building bureaucracy, and created the need for a group of professional building
designers, or, what may loosely fall under the rubric, “architects.”

There was a preference on the part of the Manchu rulers to escape the noise and clamor of
Chinese city palaces, and to reside in the quietude and scenery of outlying imperial garden-palaces.
After his southern tours in the 1680s, the Kangxi emperor returned north and directed Ye Tao, a
court landscape painter, to assist in building or designing the Changchun Yuan garden so as to
imitate favorite southern sites encountered on his travels.” From the sparse material that survives
about this garden, it is extremely difficult to pinpoint what role Ye Tao may have actually played
in building the Changchun Yuan. It is likely that he only painted impressions or views of the
southern scenery to serve as visual guides for the planners, supervisors, and craftsmen. If this
was indeed the case, then this represents an early instance where the final appearance of an
architectural project was artistically visualized in advance of construction. As we will examine
later, during the Kangxi reign period, informal design offices (yang fang), including that of the
famous Lei family, were already employed in similar roles on imperial building projects.
Alternatively, Ye Tao may only have been commissioned to paint scenic spots (jing) around the
Changchun Yuan garden much like the 1744 paintings of forty scenic spots in the Yuanming Yuan
painted by Shen Yuan and Tang Dai (Fig. 4)."

The Changchun Yuan occupied an eighty-hectare site located in the western outskirts of Beijing
in a low-lying area long known for its abundant waters and scenic charm (Fig. 1). Since the Liao and
Jin dynasties, many small private gardens had been built in this area, and in the early Qing period,
several surviving private gardens were consolidated under the jurisdiction of the Imperial Household
Agency. Subsequently, some gardens were bestowed on various imperial relatives, nobility, and
high officials. One of the “bestowed gardens” (si yuan) was granted in 1709 to Yinzhen, the future
Yongzheng emperor, and given the title “Yuanming” by the Kangxi emperor, who also wrote
calligraphy for a title-board hung in the Yuanmingyuan Dian residence hall, built on an island in the
princely garden. In the Kangxi period, the Yuanming Yuan occupied a square precinct covering
roughly forty hectares. The central feature of this precinct was a large lake ringed by nine islands.

The Yuanmingyuan Dian hall was located on the south center island, which was later named the



Jiuzhou Qingyan (Peace and Quietude in the Nine Divisions) (Figs. 4-6).

Very little is known about the builders of the princely Yuanming Yuan during the Kangxi
period, or exactly how much may have survived from an earlier garden, or when it was built.
About all that can be said for sure, was that it was essentially complete by 1709 when it was
bestowed to Yinzhen. With Yinzhen’s accession to the throne as the Yongzheng emperor in 1723,
the new emperor decided to retain the Yuanming Yuan as his principle garden residence. The
subsequent elevation of the Yuanming Yuan princely garden to imperial status had a serious
impact on the future planning and building at the site. Imperial regulations during the Kangxi
period stipulated that no garden could be larger than the emperor’s Changchun Yuan garden of
eighty hectares. At the time of Yongzheng's accession, the Yuanming Yuan was only about forty
hectares. A determination was made to expand the garden. Work conducted from 1724 to 1725
added formal audience halls and administrative offices at the south end of the garden. Next, an
L-shaped zone was added to the north and west sides of the early garden, followed by the
excavation of the large Fu Hai lake and its scenic views to the east. The final enlargement in the
Yongzheng period was the addition of a narrow walled strip across the north end of the garden
(Figs. 2-3).

In 1725 when Yongzheng returned to take up residence in the Yuanming Yuan as emperor,
newly constructed formal palaces and offices built by the southern gate formed an area for
conducting state affairs. The need for such a duplicate palace was essential, since from this time
forward the Qing rulers would spend the majority of each year in residence at Yuanming Yuan.
This made the garden unique in Chinese architectural history. Granted, many imperial gardens
and hunting parks had existed in earlier periods, but they were primarily viewed as attachments
to palaces or temporary residences (xing gong) and never the chief residence or center of
government. It can be argued that the Yuanming Yuan helped mark the beginning of a new
architectural typology, that of a “garden-palace” (ligong xing huangjia yuanlin) with formal palace
halls at the front, followed by a more informal imperial residence compound, and then the
landscaped grounds of the garden at the rear. This same formula was followed at other roughly
contemporary garden-palaces, such as the earlier Bishu Shanzhuang at Rehe, or later at the Yihe
Yuan outside Beijing.

Besides their similar large size and organizational layouts, the new Qing garden-palaces
also shared the need for a design concept worthy of their imperial residence and administrative
functions. Here we need to return to the role of the planners in devising schematic or ideal plans
that symbolized imperial authority and legitimacy. At the Yuanming Yuan the decisive moment

came with the garden’s transition from princely to imperial stature. The Rear Lake (Hou Hu) with
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its nine islands formed the early nucleus of the garden, and provided the conceptual symbology
(Figs. 2-3). The number nine identified the site with the emperor—"nine in the fifth place, a dragon
flying in the heavens” (jiu wu long fei zai tian)—while the arrangement of nine islands around a
lake referred to the Nine Divisions (jiu zhou) of all under heaven as outlined in the Great Plan
(hong fan) outlined in the Book of Documents (Shu jing). This latter allusion to the Nine Divisions
was made explicit at Yuanming Yuan with the naming of the main island as Jiuzhou Qingyan
(Peace and Quietude in the Nine Divisions) (Figs. 4-6), and is clearly outlined in a 1724 report in
the Imperial Household Agency archives on the geomantic features of the Yuanming Yuan."

The association of the nine islands with the Nine Divisions allowed the Yuanming Yuan to
be perceived as a microcosm of the nation with the emperor in his palace residence surrounded
by the garden grounds filled with a panoply of scenic spots inspired by legendary immortal realms,
fanciful sites depicted in landscape paintings, and scenic views loosely copying famous locations
from around the country. In essence, images of China in myth, story, and memory were re-built,
or re-presented, within the garden-palace walls. This microcosm of all under heaven did not stop
at the walls. When the Yuanming Yuan was elevated to imperial rank, eight bannerman garrisons
were constructed around the garden-palace in a fan-shaped arrangement to the west, north, and
east sides (Fig. 1)."? Though ostensibly built for protection, the garrisons also had a symbolic
purpose. Arranged in the directions of China’s frontiers, they could also be interpreted to represent
Qing domination over its frontier foes. This interpretation finds agreement with a similar design
at the Bishu Shanzhuang garden-palace at Rehe. There, China proper was again represented within
the protective walls of the garden. Outside were the Eight Outer Temples (Wai Ba Miao) built in
imitation of the architecture of different subjugated frontier peoples.”

Another shared characteristic between the Yuanming Yuan, Bishu shanzhuang, and Yihe
Yuan garden-palaces, was their use of water as a central motif. Although architectural historians
have tended to stress the infatuation of the Manchu rulers with the cultivated taste of southern
garden planning with its abundant use of water, there may also have been a more ritual and
symbolic reason. In Manchu foundation myths as studied by Pei Huang and Pamela Crossley, the
element of water had special meaning to the Manchu rulers who interpreted their rise to dominance
over the Ming dynasty as a suppression of elemental fire by water. This correlation is evidenced
by their 1635 change in self-appellation from “Jurchen” (Niizhen) to “Manchu” (Manzhou), and
their 1636 selection of “Qing” (Pure) as a new dynastic title. The character “Ming” (Bright) contains
the “sun” (ri) radical and is linked to fire, while the characters “Qing,” man, and zhou all have the

“water” (shui) radical."*



In the case of the Yuanming Yuan, water may also have been important because of the name
“Yuanming” chosen for the site by the Kangxi emperor, the chief planner. In a calligraphic couplet
by the Kangxi emperor hung in the Yuanmingyuan Dian hall, the title “Yuanming” is associated
with “heavenly benevolence” (tian en) and “divine virtue” (di de).’> After the elevation of the
Yuanming Yuan to imperial status, the Yongzheng emperor composed additional hall couplets
and a record (ji) for the garden in which divine benevolence and virtue are the qualities that
enable the Son of Heaven to lead by example and empathize with the people.’® In its name, as in
the garden layout, therefore, the Yuanming Yuan was seen as an ideal microcosm of the Chinese-
Manchu world in total harmony. The name “Yuanming” also had certain poetic associations with
water in the form of a dewdrop as a symbol of purity and unity."” In the Qianlong period, a
Divine Dew Terrace (Lushuishen Tai) was erected in the Wanchun Yuan garden section of the
Yuanming Yuan. On the terrace stood a large bronze sculpture with its arms extended upwards
holding a basin for collecting dew (cheng lu tong ren).

Here we must highlight that the Yuanming Yuan, like almost all gardens, was a dynamic
entity that grew and changed over time. It developed from a princely to an imperial garden under
the reign of the Yongzheng emperor, and in the Qianlong period four adjoining gardens were
annexed. The added gardens were the Changchun Yuan (built 1749-1751), Qichun Yuan (built by
1772; name changed to Wanchun Yuan in the Tongzhi reign (1862-1874)), Xichun Yuan, and the
Chunxi Yuan.” Collectively, these five gardens were known as the “Yuanming Wu Yuan”, and
were administered by the Imperial Household Agency. But essentially the Yuanming Yuan’s design
symbology was set in the early Yongzheng period with the elevation of the site to become an
imperial garden-palace. Afterwards, the addition of adjoining gardens, scenic spots (jing), and
changes within the garden-palace grounds played on this theme. For example, in the Qianlong
period, besides the continued expansion of the garden-palace, numerous scenic spots were built
in imitation of famous locations and scenery that the emperor had taken a fancy to in the south
and elsewhere. Granted such architectural copying had much earlier precedents, but never in
such great numbers, or so explicitly. Copied were sites from southern gardens as well as famous
landscapes like all ten scenic spots of the famed West Lake in Hangzhou. In so doing, the Qianlong
emperor, as the imperial planner, transported sites from across the country, along with more
generic scenes from everyday life, such as a market street and farm lands, and recreated them
inside the garden-palace walls. This same imitative design strategy was also evident in the
Qianlong-period building at Bishu Shanzhuang; and in both instances helped reinforce the

symbolism of the garden-palaces as microcosms of the nation.
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This imitative design strategy also signals a new attitude toward building design that began
after imperial interests shifted from formal urban palaces to scenic garden-palaces. With this shift
came changes to the building process that affected the institutional organization of the imperial
building bureaucracy. The traditional construction of formal palace halls and ritual buildings
was heavily regulated from the use of materials, bracketing (dougong), proportional module, size
and decoration, as well as by many other factors determined by ritual or conventional
interpretation. What little was left to the artistic imagination was primarily limited to variations
in construction techniques and craftsmanship. Under these circumstances, the traditional
relationship between planners, supervisors, and craftsmen was particularly well suited. Supervised
craftsmen could be relied upon to build according to age-old practices transmitted generation by
generation through a workshop system.

In contrast to formal palace construction, building work in the Qing imperial garden-palaces
called for innovation and the construction of structures ranging from fanciful mountain and lakeside
villas drawn from legend or myth, to foreign-styled halls and waterworks, as well as scenery and
gardens the emperors’ had encountered on their southern tours. Symbolic of this shift from a formal
palace to a freer garden style was the omission of bracket sets (dougong) in most of the Yuanming
Yuan structures, except for the main audience halls and ancestral temples.' Moreover, the traditional
tripartite division of planners, supervisors, and craftsmen was no longer adequate to provide for
the freer and innovative building plans and landscaping that were now desired. Planners still
controlled the overall design and symbology of the garden, but skilled craftsmen trained in
workshop systems needed additional guidance in building structures with which they had no
prior experience. For this purpose, the final appearance of a project had to be artistically visualized
in advance of construction, and an apparatus for communicating with the craftsmen had to be
devised. As discussed earlier in relation to the building of the Changchun Yuan garden by the
Kangxi emperor, the landscape painter Ye Tao was commissioned to help in the design work,
possibly painting views of the intended garden or scenery from actual sites to be copied. During
the Qianlong emperor’s southern tours, he was often accompanied by court painters who recorded
scenic sites to serve as blueprints for imitation in the imperial garden-palaces. Additionally, the
Qianlong emperor was known to have sent agents to survey famous buildings to provide measured
blueprints and models for imperial buildings. In building the four northern imperial library halls
to house the Siku quanshu encyclopedia, Yinzhu, an official in the Imperial Household Agency,
was sent to investigate the Tianyi Ge private library hall in Ningbo. The Tianyi Ge was believed
to be the oldest surviving wooden library structure, and, by imperial order, was to be emulated

in the design of the Siku library halls. Yinzhu surveyed the Tianyi Ge hall and submitted models



and drawings with careful measurements that were supposed to reflect that hall’s numerological
efficacy against fire. The first of the Siku library halls, the Wenyuan Ge, was erected at the Yuanming
Yuan.?

Besides resorting to the use of court painters and officials to record and survey sites for
imitation, a new bureaucratic apparatus was beginning to take shape from as early as the Kangxi
period with the establishment of design offices (yang fang or yang shi fang). Using new design and
planning methods that involved a systematic use of cut-away models and several stages of
construction drawings, these design offices came to function as so-called “architects.” The
implications of this change in the building process can be examined from numerous surviving
models and drawings for the Yuanming Yuan produced by the Lei Family Design Office (Yang shi
Lei or Yang fang Lei or Yang zi Lei) (Figs. 3, 5-7).?' Starting in the Kangxi period, seven generations
of the Lei family worked as imperial designers, and were involved in the planning for both the
Chinese- and Western-style buildings in the Yuanming Yuan, as well as at other imperial sites.
The Lei family was famous for its integrated use of drawings and models in the design process.
An overall site plan was drawn with dimensions. Keyed to this base drawing, rough drawings
(cu tu) were drafted, then revised to produce final presentation drawings (jing tu).> This process
allowed for both imperial review, and produced graphically understandable blueprints that could
be followed by workmen.

While simple architectural plans like the Zhongshan Kingdom “Zhaoyu tu” bronze plaque from
the Zhou period, or topographic drawings like those found in gazetteers or carved on stone stelae
dating from the Tang period onwards, were used in earlier periods, the Lei family developed a system
of detailed drawings and models all keyed to an overall site plan.?* The drawings included area plans,
raised-view projections similar to perspective renderings, and detail drawings. The building models
were fabricated using a pressed or molded cardboard technique (tang yang) and were made so that
they could be taken apart to reveal the interior rooms and construction (Figs. 6-7).

While most of the surviving Lei family drawings and models for the Yuanming Yuan date
from after the Qianlong reign period (most date to the Tongzhi period reconstruction effort), similar
drawings and models were being produced in the Yongzheng and Qianlong periods, and probably
as early as the Kangxi period with the first generation of the Lei family at court.** As recorded in the
Qing shilu, when Yinzhu surveyed the Tianyi Ge private library in Ningbo, he submitted measured
drawings and models—to be specific, tang yang molded-cardboard models. Additionally, it is
recorded that a 1737 presentation drawing of the overall site plan—the Yuanmingyuan quan tu
produced by Shen Yuan, Tang Dai, Guiseppe Castiglione and others—was kept in the Qinghui Ge
hall in the Yuanming Yuan, but was destroyed with parts of the garden in 1860.
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There are many archival records and building manuals that relate to, or were produced by,
the Lei Family Design Office. As research is only beginning on these materials, it is hoped that
more details will be uncovered about the early workings of the design offices and their financial
counterparts, the accounting offices (suan fang). Mention of the design offices in standard court
records like the Qing shilu (Veritable Records of the Qing) or Da Qing huidian (A Collection of
Laws and Decrees of the Qing) are rare. This was due to the ad hoc character of the building
agencies, which were set up on a project-by-project basis under the supervision of the Ministry of
Works, the Imperial Household Agency, or combination of both. The design offices were not
included in the official bureaucratic statutes (bu zai bian zhi). Regardless of their official position,
the building duties and operations of the design offices were fully entrenched by the Qianlong
period, if not earlier. They served as intermediaries between the planners and supervisors on the
one hand, and the craftsmen on the other. Through their system of drawings and models they
provided an institutional apparatus by which new and innovative designs could be built by former
workshop craftsmen. This apparatus was in place for the imitative and fanciful garden designs in
the Qianlong period, as well as for the building of the Western-styled palaces at Yuanming Yuan,
by the European Jesuits working at court from 1745-1759. A closer inspection may reveal that the
design offices played an important role in the construction of the Western palaces. Indeed, records
now indicate that Western-styled structures were already being built at the Yuanming Yuan from
as early as the Yongzheng period when the Jesuits were out of favor at court.” Western architecture
was already illustrated in the painting of “The Twelfth Month” in various sets of the Activities of
the Twelve Months paintings, one in the collection of the National Palace Museum, Taipei, and
another in the Palace Museum, Beijing.* While each set shows slight discrepancies and are dated
to the Yongzheng or Qianlong periods, it is likely that they were all modeled after a Yongzheng
period composition. If this is the case, then the painting of “The Twelfth Month” may be a visual
record of a Western-style building erected by Chinese builders in the Yuanming Yuan during the

Yongzheng reign period (Fig. 8).
Conclusion

The scenario of the imperial building bureaucracy involved in the building of the Yuanming
Yuan imperial garden-palace presented in this paper is preliminary and requires further research.
Attempting to place this scenario within a larger historical conteext, it is possible to speculate that
the development of a garden culture in southern China during the Ming dynasty led to a greater

emphasis on the garden as a social and architectural unit, reversing the traditional relationship



between gardens and buildings. Whereas buildings had previously been the primary focus, and
gardens secondary, with the rise of a garden culture in the Ming, gardens became the central unit
of architectural design, and buildings located within the garden walls became subordinate. It is
this architectural relationship that is envisaged in the eighteenth-century novel Dream of the Red
Chamber (Hong lou meng) where the Daguan Yuan garden forms its own walled setting, a world
within a world with its own time and place. Though a fictional account, this story reflects the
pivotal role of gardens in the social fabric of the early Qing, and highlights the new role of gardens
and garden-palaces, not buildings or palaces, as the focus of architecture.

It is this new conception of architectural gardens that may have caught the eye of the Qing
emperors on their imperial southern tours as much as any aesthetic concern for picturesque views
and idyllic scenery. When the Qianlong emperor copied scenery from around the nation and
rebuilt them in the Yuanming Yuan and other imperial garden-palaces, he was not just imitating
their outward appearance. Instead he was capturing self-contained worlds embodying
geographical sites, different peoples, mythological lands, immortal realms, as well as sites of ritual,

religious, and political power.
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Glossary @

Bishu Shanzhuang
bu zai bian zhi
Changchun Yuan
Changchun Yuan
cheng lu tong ren
Chunxi Yuan

cu tu

da mu zuo

Da Qing huidian
da shi

Dadu

Daguan Yuan

di de

dougong
Fengshan Shi

Fu Hai

Gong bu
Gongcheng zuofa zeli
hong fan

Hong lou meng
Hou Hu

ji

jianzhu shi
Qichun Yuan

Jin

jing

jing tu

jiu wu long fei zai tian
jiu zhou

Jiuzhou Qingyan
Kaogong ji

li gong xing huangjia yuanlin
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55 B (Kangxi period)
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LiJie

Liao

Liu Bingzhong
Luo Yin
Lushui Shen Tai
Manzhou
Ming

Mu jing
Neiwu fu
Niizhen

Qing

Qing shilu
Qinghui Ge

Qinzheng Qinxian

Qiu ji hou

Re He

ri

san cai

shang fen

Shao Gong
Shen Yuan

Shu jing

shui

Shuimu Mingse
si yuan

Siku quanshu
suan fang

Tang Dai

tang yang

tian en

Tianyi Ge

Wai Ba Miao
Wanchun Yuan

Wang cheng
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Wenyuan Ge (in Beijing)
Wenyuan Ge (in Yuanming Yuan)
xia fen

xiao mu zuo

xiao shi

Xichun Yuan

xing gong

Xuan Wu

yang fang

Yang fang Lei

yang shi fang

Yang shi Lei

Yang zi Lei

Ye Tao

Yihe Yuan

Yingzao fashi

Yinzhen

Yinzhu

Yu Hao

Yuanming San Yuan
Yuanming Wu Yuan
Yuanming Yuan
Yuanming Yuan quan tu
Yuanmingyuan Dian
Zhaoyu tu

Zhen Wu

zhong fen

Zhongshan

Zhou li
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The Development of Figure Painting during
the Ming and Qing Dynasties

Shan Guolin
Head, Department of Painting and Calligraphy, Shanghai Museum

Chinese figure painting reached its peak during the Tang and Song dynasties, which saw
several innovative painters establish their signature styles and, in the process, form the major
technical principles of figure painting. In general, there are three main techniques: a meticulous
style of painting using rich colours known as gongbi, line painting or baimiao, and a simplified
freehand style of painting known as xieyi. This period is regarded as one in which there was great
progress in Chinese figure painting, and many talented painters emerged.

During the 100-year rule of the Yuan dynasty figure painting declined. There were few
significant innovations or achievements in either subject matter, technique, form or style. This
was in marked contrast with the splendid developments in landscape painting at the time.

It was not until the 600-year period spanning the Ming and Qing dynasties that figure painting
experienced a revival. There were several noteworthy developments such as the modification of
traditional techniques; the enriching of literati painting in subject matter; the qualities,of brush
and ink; the emphasis on individual expression and spirit; and an appreciation of the visual impact
and aesthetic functions of painting. These factors contributed in making this period one in which
figure painting thrived.

The development of Ming and Qing figure painting can be divided into three stages. The
first stage was during the mid-Ming period, between the Chenghua and Jiajing reigns (1465-
1566), and is represented by artists such as Guo Xu, Du Jin, Tang Yin and Qiu Ying. These artists
transformed the gongbi technique, popular during the Tang and Song dynasties, to depict the life
of leisure of the literati and scholars. The style of painting shifted from the flamboyant to precise,
and showed a literary inclination. The second stage occurred during the transition between the
two dynasties, from the Ming Tianqi to Qing Shunzhi reigns (1621-1661). Representative painters
were Ding Yunpeng, Wu Bin, Chen Hongshou and Cui Zizhong, who often painted figures with
distorted forms to express greater individuality. It was a period of anarchy and disorder. Forms
are decorative, in contrast with those of court and literati paintings, and reflect a move against
tradition and towards self-expression. The third stage was during the late Qing period, which is
represented by the artists Ren Xiong, Ren Xun, Ren Yi and Qian Huian. By exploring new themes

in figure painting, from traditional historical events, myths and legends, and literary themes, to



scenes of ordinary life, and celebrations and greetings. This group of artists introduced
representations of secular and civil themes. Innovations in painting techniques also occurred as
the influences of anatomical correctness and Western watercolour painting techniques were

absorbed. This style of figure painting is characterised by its striking visual effects.

1. A Combination of Court Painting and Literati Taste

During the early Ming period, court painters adhered to the Northern and Southern Song
academic style of gongbi painting, and the schools led by Li Tang, Liu Songnian, Ma Yuan and Xia
Gui. Representative works include paintings of the Xuande period, such as Ni Duan’s Ping Pong
tu (Employment of Pong), Shang Xi’s Guan Yu ginjiang tu (Guan Yu Capturing a General), Liu
Jun’s Xueye fangpu tu (Visiting Pu on a Snowy Night), Li Zai’s Qin Gao chengli tu (Qin Gao Riding
on a Carp), and Xie Huan’s Xingyuan yaji tu (Literati Gathering in the Apricot Orchard). The
figures are meticulously painted, precise and fluent. The foreground of rich and bright colours
contrasts with a background landscape depicted with carefree and expressive brushstrokes. This
new interpretation of Northern and Southern Song court painting styles is known as the Ming
academic painting style.

The mid-Ming period is generally taken to be between the Chenghua and early Jiajing reigns
(1465-1545). During these decades, the Song academic style, and the Zhe School (Zhejiang school
of painting that modelled itself on Southern Song Academy painters) declined in popularity. The
Ming emperors Xianzong and Xiaozong considered the civil examinations to be very important,
thus encouraging the rise of the literati Wu School. This led to a shift in taste in figure painting.

An early Wu School painter, Guo Xu (1456-after 1528), active during the Chenghua and
Hongzhi reigns, was a native of Taihe in Jiangxi province, and travelled widely to Nanjing and
Beijing. Using the line drawing technique of Li Gonglin and Yuan-style brushstrokes, Guo excelled
in painting literati themes. His elegant style earned him a reputation comparable with that of his
contemporaries, Du Jin and Wu Wei (Fig. 1). In the Ming publication, Siyouzhai cong suo
(Commentary on the Four Friends’ Collection), by He Liangjun, he writes that “Du Jin’s painting
is too fine-looking and lacking in antiquity; Wu Wei’s painting is expressive but poor in detailed
drawing”. By contrast, Guo Xu excelled in painting in both expressive and meticulous manners,
as recorded in a colophon by Wu Yusheng in the back of Guo Xu'’s Za hua ce (Album of Miscellanous
Painting), “...the meticulous parts are not too delicate, the carefree parts are not wild and hasty,

his painting is divine and spontaneous”. A literary man talented in literature, Guo once served in

court but found his unrestrained character incompatible with court conventions. He introduced |
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casual and carefree elements into his work, reflecting a subsequent shift in style in figure painting.

Guo’s contemporary Du Jin, a native of Dantu, also lived in Beijing. He was knowledgeable
in classical and historical texts, and accomplished in poetry and prose. He painted in the Southern
Song academic style, which is close to that of court painting. His brushwork is strong and fluent,
with a more gentle and lucid appearance than that of Liu Songnian and Li Tang, thus it was
considered “delicate” by critics. His favourite themes were those depicting scholars and literati
gathered together for cultural or literary appreciation (Fig. 2).

Tang Yin and Qiu Ying further perfected this combination of meticulousness and spontaneity
after Guo Xu and Du Jin. Their teacher, Zhou Chen, had a solid and spontaneous style of figure
painting which can still be regarded as a continuation of the Southern Song academic style.
However, their students used a totally different language of painting. Tang Yin, a scholar of
literature and calligraphy, was a student of Zhou Chen’s but surpassed his master in painting.
Tang’s figure painting features the influence of the coloured gongbi style shuof the Tang and Song
periods. Among his works are Tao Gu zengci tu (Tao Gu Presenting Poems) and Mengshu gongji tu
(Court Ladies of the Later Shu Kingdom). His line drawing is detailed and fine, with a literary
flavour, using beautiful and elegant colours. Tang’s figure paintings in ink were dynamic and
carefree. By using a calligraphic style in these works he was able to convey his literary character.
He was further able to express himself through paintings such as Qiufeng wanshan tu (Lady with
a Fan in Autumn Wind) (Fig. 3), depicting a lady pensive at the abandoning of fans in zlmtumn.
This painting reveals the artist’s sadness at having no opportunity to use his talents.

Qiu Ying was originally a lacquer painter. He only later learned to paint from Zhou Chen,
thus his figure painting is linked to the Song academic painting system. When middle-aged, Qiu
was an employee of the famous collector Xiang Yuanbian in Jiaxing. Qiu lived in Xiang’s home
copying his vast collection of Tang and Song paintings. This was a great opportunity for Qiu to
study the works of the ancient masters and learn the skills of figurative painting. In the Ming
publication, Ming Hualu (Paintings of the Ming Dynasty), by Xu Xin, Qiu was regarded as,
“...excelling in painting figures, especially in depicting meticulous and graceful hair and garments.
His skills are comparable to those of the ancient masters”. “Even if Zhou Fang came back, he
could not surpass Qiu”. Qiu was able to depict complex narrative compositions, and large-scale
scenes such as, Hangong chunxiao tu juan (The Han Court on a Spring Morning), Zhigong tu juan
(Foreign Envoy Arriving with Tribute), and Chunye yan taoliyuan tu (Banquet in the Garden of
Peach and Plum on a Spring Night). Qiu was also influenced by a group of literati in Suzhou,
among whom were Wen Zhengming, Wen Jia, Peng Nian and Lu Shidao. In his old age, Qiu

combined the dense composition popular during the Song, with the expressive brushwork of the



Yuan into a carefree and casual style, as seen in Liuxia miangin tu (Sleeping with a Guqin under
the Willow Tree) (Fig. 4), Tongyin ginghua tu (Chatting under the Shelter of a Firmiana) and Jiaoyin
jiexia tu (Summertime under the Shade of Banana Leaves).

The ladies painted by Tang Yin and Qiu Ying are characteristically graceful and slender.
They have heart-shaped faces, delicate eyes and rosebud lips, gently sloping shoulders and slender
waists. The depiction of feminine beauty during the Ming showed a new appreciation of the
female form differing from the full, rounded forms of the Tang period and the beautiful and
refined Song standard. This influence continued into the Qing period with figure painters such as

Yu Zhiding, Min Zhen, Gai Qi and Fei Danxu.

2. The “Distorted” Painting Style

During the late Ming period, a “distorted” style of figure painting was prevalent. Artists
working in this style, including Ding Yunpeng, Wu Bin, Chen Hongshou and Cui Zizhong,
distinguished themselves both from the nobility of court painting, and the literati style of the Wu
School. Through their pursuit of exotic representations of the figural form and antiquariarism in
the use of brush and ink, a technique of exaggeration was used to convey the spirit and character
of figures, as well as of the artist himself. A wave of Rationalism during the late Ming period
caused crisis in society by triggering the pursuit of individuality and personal development which
may have influenced artists. The literati became more self-reflexive about tradition and the chaotic
world around them.

Ding Yunpeng, a native of Xiuning in Anhui province, excelled in painting Taoist and
Buddhist images. He adopted the techniques of Wu Daozi and Guanxiu in painting figures that
are archaically elegant, unique and naive, in strong and solid brushwork. His trees and rocks are
richly decorative while his figure painting style contrasts with the gentler style of the Wu School.
Ding transformed the ancient classical Tang tradition into a new style. He was a proud character
whose innovations were before their time (Fig. 5).

Wu Bin was a native of Putian in Fujian province. He lived in Nanjing and was an official
until he was dismissed for criticising a more senior official. Regarded as a virtuous figure, he
excelled in painting Buddhist images, often with unusual expressions of obstinacy and
intransigence. Wu painted with orderly and expressive brushwork emphasising line quality, in a
style similar to that of Ding Yunpeng (Fig. 6).

Chen Hongshou, a native of Zhuji in Zhejiang province, was known for his “erratic

behaviour”. He disdained power, and acted regardless of others’ opinions. A staunch supporter
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of the Ming dynasty, he became grief-stricken and indignant when it fell to the Manchu Qing.
Once a monk, Chen had the given name “regret being too late”. During the Southern Ming period
(1644-1662), Emperor Lu and Emperor Tang wanted Chen to become an official but he declined.
Proud and aloof, chaste and righteous, Chen'’s fervent patriotism was explicit in his figure painting,
often depicting themes such as Qu Yuan and Tao Yuanming. He was also adept at depicting the
life of both the literati and ordinary people. He adopted the classical painting methods of the
Tang and Song dynasties, especially the styles of Wu Daozi and Li Gonglin and also learned the
techniques of painting wood-carvings in Zhejiang province.

Using strong and classical lines, Chen’s painting style is open and solid. His figures are
vividly depicted in unusual forms with exaggerated body shapes to show a strong character, and
can be regarded as exotic or ugly at times. This reflected his own character and position as a misfit
in society. Chen emphasized the importance of line in representing form and strength. He
contrasted square and round brushstrokes, strokes with distinct rising and falling tones, and
alternated short abrupt strokes with curving lines. His brushwork is vigorous and graceful,
combining strength and fluidity. Chen was also excellent in his use of colour, choosing rich and
bright pigments to create profound, dense effects reminiscent of folk art. His resentment of the
world in which he lived, and carefree character were realized in his classical, exotic, quiet and
spontaneous painting style (Fig. 7).

Cui Zizhong, a native of Laiyang in Shandong province, was a successful candidate in the
entry level civil service examinations under the Ming. He lived in Beijing. Cui was a strong but
eccentric person who suffered great poverty and sorrow during his lifetime. He excelled in painting
Buddhist images and figures but refused to paint for the wealthy who offered to pay him in gold
and silk. After the fall of the Ming dynasty, he retreated to a secluded house and starved to death.
The figures in his paintings were described as having “...exotic and classical faces, and garments
depicted using lines in “iron-wire” strokes. However Cui’s style is not that of the Tang or Song
periods, but unique in its own way”, as recorded in Tuhui baojian xu zuan (A Sequel to the Treasury
of Diagrams and Drawings). Chen painted mainly Buddhish images and scenes of literati life. His
style, characterized by the use of triggering strokes, followed that of Li Gonglin, Wu Daozi, and
Zhou Wenju. His figures are monumental and elegant (Fig. 8).

The painting of distorted figures with tense, classical, strange and exotic features during the
late Ming period heralded a new wave of individual expression. This new style showed an aloofness
towards the world and was more decorative, suggesting a desire for greater secularization in art
appreciation in contrast with the aesthetics of literati painting, which were superficially scholarly

and refined, but fundamentally weak.



3. The Reformation of Figure Painting in the Late Qing period

In the mid-19% and early 20* century, Shanghai developed from a coastal town into an
international financial centre and industrialized metropolitan city with a modern economic and
cultural society. The new Shanghai attracted many painters to the city who earned a living by
selling their paintings. The cultural atmosphere of Shanghai also spread to the nearby areas of
Suzhou, Jiaxing and Hangzhou. A new trend towards the popularization and urbanization of art
arose giving birth to a group of innovative painters known as the “Shanghai School”. Also known
as the “Tong (Tongzhi) and Guang (Guangxu) School”, the Shanghai School, led by Ren Xiong,
Ren Xun, Ren Yi and Qian Huian, peaked during the second half of the 19" century.

The influence of the Shanghai School led to the reformation of figure painting. This was first
seen in subject matter, particularly in the work of the “Three Rens” which covered a wide range
of topics. Besides historical events, myths and legends, and literature, everyday life was also
depicted. More traditional themes were represented in a secular manner with greater simplicity
in tone, and liveliness in the depiction of figures (Fig. 9). This trend encouraged the use of strong
visual effects. Furthermore, the growing tendency towards secularization made blessings of fortune
and wealth, and longevity and prosperity, such as those illustrated in “Three Stars of Happiness,
Wealth and Longevity”, “A Female Immortal Presenting Longevity”, “Immortals Celebrating
Longevity”, “A Surge of Good Luck”, “Zhong Kui” and “Zhao Gongmin”, popular themes.

Of the three Rens, Ren Yi was the most distinguished. At an early age, he studied the style of
Fei Danxu. Between the ages of 25 and 30, he learned painting from Ren Xun who followed in the
style of Chen Hongshou. From 30 to 40 years of age, Ren combined the sketchy style of Hua Yan
with strong and fluid lines. Powerful square sketch lines were contrasted with fluent expressive
lines. Ren’s figures are vivid and detailed in facial expression. He also adopted anatomical precision
learned from western painting, to give a three-dimensional effect to the facial features of his figures.
This is particularly noticeable in Ren’s portraiture and figural forms which are accurate, realistic
and vivid (Fig. 10). It is also said that Ren even attended sketching classes at the Tushanwan
Painting Workshop at Xujiahui Cathedral in Shanghai. By the time he was middle-aged, Ren had
learned to use brush and ink in the style of Bada Shanren and Shitao, strengthening his combination
of line and ink. Ren’s work during this period shows simpler and more precise forms, as well as
more rhythmic and interesting brushwork. He also adopted watercolour painting techniques in
his use of colour. By diffusing colour with water and white lead powder he was able to increase
its transparency or brightness. This technique ensured that colour was neither too rich nor too

plain as in literati painting, but crisp and intense. This style was in keeping with popular taste.
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Qian Huian, a native of Shanghai, was a contemporary of Ren Yi’s. He shared many
similarities with Ren in his choice of subject matter and method of representation. However,
Qian’s line drawings are formal and less spontaneous. He tried to introduce three-dimensional
modelling into the facial expressions and form of his figures. However, as Qian was not trained in
anatomy, they appear stiff and unconvincing, thus affecting their vividness.

The transformation of figure painting is represented by the work of the Three Rens who
made it more popular and secular. These artists were pioneers in transforming Chinese figure
painting from a classical art form into a modern one by exploring new styles while at the
same time using traditional elements. Their works heralded the dawn of modern figure

painting in China.



Wi N P 1 U A e A
R FR
EEmEYIaEEEV S T

o A 470 2 Y v A SR A R AR IR — U SR M A SR S R A A RS R AT B - K
BB T AIER E B R BITEER - O - MERRE SR - BEAHE A AY)
BEIEIEE ~ HHREHAIH -

NEATTAR—EF BRI - SR TN - Boksl S MRS ST H - AR
BB ZE AR - FERE ST AU LR S A BRE B ES T  BE iR o

BRI AN E R AE R BUE R RTE - H2epy st BB 8 5 AR
DLAE BSR4 ¢ IR A BRI (B EENERER) © miREEN R ERAEBEN
BRI » (TR T M B G R i () AP R LA o

RS B B S = RBOR SE R R T » B85 — RO A 8 A A W o 3 Bl AL 22 38 T 4
(1465—1566) » REBR A ~ 2 ~ FEH - LEFA o PG RETH TEEYAYHE
7O I FI SO AR BRI A - B R T BRI A TR - B
— RS ACHE A - B T ORSERURTE RIS » BIRECEE IR ERM (1621 —1661) » LUT EHE -
S~ BROLAT BT AR o M A PIERLS AT - 1k I AR I - R
AR - T A B B AR RSO A R R S A B RS o SOBRAE AL — R
47 ~ BRI A BB o B = RS H BRAE T O - Dl bR (AR ~ (R
(TR ~ 5B A AR o MMBRIAYEREN WA - BREMIELEEE  EHES AR R
FRES - R RAGENE BOUREEN - AUHE L - TRALAIER o BMFENR
o PY PR AR N IR A5 R AR B R T 1 BE AR R S SR B MR A\ AR R

—  CEHEEENSCN MRS

BRETHA » B AR R F B AR BB - DULERECBGEME RS ~ SRS
B - BHEBIRA B o MEERGRN (EERE) - mEN (RRSKEE) - Bk (S
) - AR (EETRAE) R (R ERERE) & o MMZET SR T - R T
BHMSRISAS S —H - CRIERE - TRMILNISIE AR AR EERT7 5 - MRS It
SRANF R E E BB - R A BB s A o

R AR KB B B BB HTIA (1465 — 1545) B4R - BeBR AIWIRAS & H Wil - &5¢
SR EAGR - DUOCAER A F 09 5 M IS0 BUE - 5 Y B SR o R

67



68

AL ~ SAGEEIREEEY - ILPEREAA - SR RIS ISR - (RSB NEEREM » B0R
e B2 BERY P - SOREOT A BRI R - RS R o M R R A AR A
(B—) > WA Bl (PUACE#ES) #Pilk 0 CARHRIBIR TSR - MZEE  RAREMEETR ° 7
BOSRESE P AR - AN AR TS R o T (PR CREE) AT A
AL ) SRS B SCER AR o HESR T — I AETAE » RN AR (E B T R A e
R - A SO BEBLE R E T - BURH AP ERE AR

RIREAR RO FHE AR g 8 Aot - JEaAC s » TRs o Ml RGER R - Bs
FEEE o EHEAISF) » ERBIZBIRAGFMHE 5 FE 2R EEXASLRE B
B R o E N — R R () -

BB~ 2 BB E AL - AR LRSS & 18 T A FIRERI B » AR S
T A8 4 B B A » S ST R R B R S A P A » IO MR ZE R AAR - AU HIRTA ©
A G R — AR RSB R & 1 i A i R 0 o R AW — R AR R T
ok o i (RS IE ) (EEEEE) & AR A WS E XFHEHAER > SR
RS o IBE—EAKBEEAY - EFREHER  AEREER - BREXAS THERERRE © [
W MRS AR E B  (REREED) (B=) - #TEBUCRAB AR AR E
it B { SR A BRI ER - BA XA LSRN - '

I SRR T B A E A - SO A E R B R B E AR o R
A2 IR B LR R BT EHREERRERAE - WNESIEERE - BEEYREE
HERTS o BIRID( IS R - T Y - HESESS  HFHER - RIREE - EEH AT
CREIWEAL  TRRAEIE” o MR SRS MR - B AR - A (HEEBEES)
(BEEE) - (BRENRZEE) % > BN LHBENREER « R - fUESERNEL -4
+ o WSO~ CE SR~ BRATE A > 2 ESOAEHI ORI - R - R AN RS
BRI A HOR S BB AE AR - B — R AL R A A o CHD T HRERR) (B ~ (HRBRESE
B o (ERASEED) & Fii R R R B R

PR A S I LR & > 65 05 - IVTIRRE - MEV/ND » BB - BERERE UL
R » RN SRR RS » BNIHT L F S o EE A — R ERIE N E
Ko WMSHZE - ME - B0 > BFHEEA -

— #pEENEE

B R S R MBS A A A E R RERERE TEM - S B BT
s A o PB4 B L AR I RO A R A B RIB T IR - B RIP R AT AR R SR
(BT R - LSRN M A YRR E - WE RSN E R ot R SR I B B
A fa i~ B SRE M B R R AT AL G e E N - R A SO AT R



AR AL DT A — B R R R RIS

EE > ZEAEA - BEEBAY - BRET - XBEK  BREETH > EHE B
FERENEEANE o M A B R RIREMEE I AR EEBON — R - it ERESHER
{450 A A BE - AN DAL > DAs o A A S AR AR - S H B R U AR A AT G R (fE

) o
WL EEEHA - BRS SEERES A RFTBULEERE - BHRER - S SR
APy SR > AEIERE  PRAEYRERZ R o EHETE  ERARNESET > BTE

MEH AR RIS (18 75) »

PR - WITLEEREA - HATEZMR T o TRMmE - MR - WITRE - TRZE - BEE
o —EHRAN 5 IR 0 ABAERER - EMUHEH (1644 —16062) B > BT~ TR
AR BB o MRS RN - BREIEE - WAEGRIINEEERE - E T AP
B~ BB AR o IR LR R SR BIS AR RS o MZERCHk BRI A R T -
B IEE o RO LARZI AR E R % » B RAE) ~ AR GRRBUCR « MR
TG I R BN I BURTEY - TIPSR » NREREMEEEIEE - Gl EE B - Ll
HAVIREHRE - 8 — RN RRR A AR o [FRF - fisRsAR G BRI I % ST
RE R SR BIEG R EAS S TE L - TR BRI 4 ~ PR NEE AR ISR B A - {227 SR
SR o SEERMIFZ 2 o MBS RERE TR B R o A RN - ERE
o~ Bitn - (AXCONREE - YIRS A RHEBER O G - s S a  #FERE
BV B B IR TR~ (SRS BB R AR 1 (BT o

BT (LA 4 BREALST o A MR - —E RN MG A
BEALIE B BTEES o TR ALEERMI - M AYE WHA S - KEGER - JFE
FER  HRHEHR” (EATEEE)) o MSBMEISONLRE - BiASAE REF > 2HBEX
ML D FEE - PRAEHE - B H RS EETER (/L) ©

HAR 22T 3 A\ Y)W o BRI H — R 3 PR A R, - PSR E -~ SRR ENE
HrRAE - MR T XA A Y s R L AR T A B BRI B AR R  #EE T —RE R R - ]
WP IR EE A SRR OR » B F RAGAYICEL LR o

= HERWAYEEEE

FAAAC R TE R T A AN - e — (A VA SRR B R s BB M Y Rk rp D R TR S
BERIAET - BREBERARLER AL g » Fr B B mks e N EFOR L E SR
EER LR B A TR © B BUNER - EBEEE T R R ~ AT AT
B BEH—HERETRE I ER - B B2 A EEIRT o i L EIReY B R R AE U

69



70

MTHIE > BRE R (3B) ot (48) HJIRT - DUERE (£ - (B - BRLEANBHAY -

Wy s S RO A R O T8 SRS WA - bR TR R R SRS
RS RIEARITHH R A - BMERNE - BIE AR - KRRt JIRIGETES 5
- AR ABTER - ARIRIREBIEE (B o A - BB REENER - EiNTRE
YRS EHEAIE R E RN 1 o AR R IR  BRILRES - =GR - e -
NHERR - HIRB TR o

A DUTRE AR B 2 28 H o R RN EFE R E SRR TR A B
ERBLERE D o =+ B REIEHRR R - M O R A EROE - AR o 18
o~ HYNAENBB RGN EEE R S AR - RSB ZIE] o FR - ST
PR BT IR AR - AT I ZIEIE ML R R ER UETE B R E IR T E AT
HCE PaPEEE AT BN (B ) o Bt 5 B AR SR RE R 32 ATk L | L SR R LR SR R - B
fih pr B AR RE R S B MR ~ EERIAEBIVRRES » LR - MG/ URILA ~ BERFAN
VS SEIE B R S R » NISRARIRRIK BINAS S - ST GO L AR - I SRR AT 22 SRR
R o A o (EEELE GO AR UK R R O i 0 BRFIRK ~ R - CURTRERE 0 JE
BBEYR o (B RS - MR R A B AT - Wi BB IR e - TR T REE
TAr Y K

BERE IR g R R fEEMERRI T S BRI AR 2 ELZ5E © 28T
SRR R IR E ~ 2R - FHEROKE » AT SRR 20 H i 77 SR 2R L RS ST e
BRI T g A BAEENTER - BREBTER BT -

DA AR A S SR SO B4 - SR CRTRGABRY 75 [m) 8 e T{M‘F’ﬁﬁﬁ?ﬁﬂjﬁ?ﬁ
(AR A+ [FIRER SO R EE Y R AR Y BRI 22 AP v B et oy B e B R T L I g R 2
AW AR B E T B AR o



Glossary ##R#

Bada Shanren
Chen Hongshou
Cui Zizhong
Ding Yunpeng
Du Jin

Fei Danxu
Gai Qi
Guanxiu

Guo Xu

He Liangjun
Hua Yan

Li Gonglin

Li Tang

Li Zai

Liu Jun

Liu Songnian
Lu Shidao
Ma Yuan

Min Zhen

Ni Duan
Peng Nian
Qian Hui’an
Qiu Ying

Qu Yuan

Ren Xiong
Ren Xun

Ren Yi

Shang Xi
Shitao

Tang Yin

Tao Yuanming

Wen Jia

AWNIIPN
PR 4%
ErE
TER
HE
#FHE

U
W S Ho
B

4t
Y

ER
=
i
E
P vl B
pE

(1626-1706)
(1598-1652)
(1574-1644)
(1547-1626)

(15"—early 16™ century)

(1801-1850)
(1773-1828)
(832-912)
(1456-after 1528)
(1506-1573)
(1682 -1756)
(1049-1106)

(c. 1066—-1150)
(?-1431)

(15™ century)

(c. 1155-1218)
(1517-2)

(c. 1170-1260)
(1730-after 1788)
(15" century)
(1505-1566)
(1833-1911)

(c. 1500-1552)
(c. 340 B.C.-278 B.C.)
(1823-1857)
(1835-1893)
(1840-1895)

(15" century)
(1642—c. 1718)
(1470-1523)
(365-427)
(1501-1583)

71



72

Wen Zhengming
Wu Bin

Wu Daozi

Wu School

Wu Wei

Wu Yusheng
Xia Gui

Xiang Yuanbian
Xie Huan

Xu Xin

Yu Zhiding

Zhe School
Zhou Chen
Zhou Fang
Zhou Wenju

SHRAE
THILTT
B R
TR
)
RIS
JE
JE W5
D& E

(1470-1559)
(1573-1620)

(7-792)

(c. 1506-1620)
(1459-1508)
(1854-1940)
(1195-1224)
(1525-1590)

(14™-mid 15" century)
(late Ming—early Qing)
(1647-1716)
(1368-1566)

(15*-16" century)
(8h—early 9™ century)

(c. 917-975)



Chinese Figure Painting of the Mid-Ming Court

Hou-mei Sung

Research Associate, Cleveland Museum of Art

In recent years, scholars have become increasingly conscious of the important contribution
of Ming court painters to the development of Chinese painting. Studies reveal not only that the
two leading landscape schools of the Wu and Zhe were rooted in the Ming court, ' but also that
major trends of flower-and-bird and figure paintings began there as well.? In this paper, I will
focus my discussion on three mid-Ming court painters: Yin Shan, Liu Jun, and Zhu Duan, and
how they transformed many historical didactic figure paintings from a realistic, and narrative

depiction of the past, into new Confucian images of the Ming era.
Yin Shan (1410s-1460s)

Until recently Yin was a little known artist from Jiangning. No information was available
concerning his dates or paintings. However, all this changed in 1982 with the discovery of a
masterpiece by him in the early Ming tomb of Wang Zhen (1424-1495) in Huaian, Jiangsu.> A
great deal of progress was also made concerning Yin Shan’s dates and career. In fact, Yin Shan’s
prominent career in court was succeeded by his son, Yin Xie and grandson, Yin Hong. A de‘tailed
discussion of the three generations of Yin masters has been published in another article.* Here
only Yin Shan’s biography will be briefly introduced.

Yin Shan came from a military family registered in the imperial guard unit of Fujun gianwei
(Front Guard Unit of the Imperial Garrison). His career very likely started in the Xuande
(1425-1434) era. In 1452, he was promoted from the rank of Qianhu (Battalion Commander) to
Zhihui jianshi (Assistant Commander). Yin’s next recorded promotion occurred in 1459, when he
was promoted from Zhihui jianshi to his final rank of Zhihui tongzhi (Vice Commander). He served
only one year in this final rank because, in 1460, he requested that the emperor let his son, Xie,
replace him and inherit his title. Despite protests from the Ministry of War and other officials, the
emperor granted his wish. Based on the active dates for Yin Shan and those of both his son and
grandson, he can be estimated to have lived between the late 1410s and 1460s.

The uncovered painting by Yin shan is a short handscroll depicting Zhong Kui chulie tu (Zhong
Kui’s Hunting Excursion) (Fig. 1). Zhong Kui is the legendary god, who rules the underworld of
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ghosts and helps to eliminate evil spirits. In order to fully appreciate Yin’s innovative approach,
it is necessary to trace briefly the historical evolution of the Zhong Kui theme.

Although portraits of Zhong Kui can be traced to Wu Daozi of the Tang dynasty (618-906),
no extant example of Zhong Kui’s hunting excursion can be traced to the pre-Yuan era. Recorded
paintings of this theme reveal that the earliest depiction of Zhong Kui faithfully follows the
legendary dream of the Tang Emperor Minghuang. It typically depicts Zhong Kui seizing the
captured ghosts with his hands. This is indicated by the description of Wu Daozi’s painting of
Zhong Kui in Tuhua jianwenzhi (Experiences in Painting):

“Zhong Kui appeérs in a blue robe wearing only one boot, and is blind in one eye. With his
official tablet on his waist, scarf on his head and disheveled hair, he uses his left hand to seize the
ghost and his right to tear out one of its eyes.””

Wu's design continued to be practiced by Wang Daogqiu of the Five Dynasties (907-960), as
evidenced by Wang's Xiagui Zhong Kui (Zhong Kui Seizing the Ghost).® Another theme evolved
from the early image of Zhong Kui is Wu Zhong Kui (Dancing Zhong Kui). A painting of this
theme by monk Zhiyun was presented to the ruler of Houzhou era (951-960).” The image of a
dancing Zhong Kui was inspired by his legendary dancing performance in Emperor Minghuang’s
dream, which warded off the evil spirit and cured the emperor’s illness.

By the Five Dynasties, the depiction of Zhong Kui had elaborated to include a large entourage
of ghosts and attendants. A number of themes featuring Zhong Kui’s procession began to emerge.
One of them was Zhong Kui xiaomei tu (Zhong Kui and His Younger Sister) depicting Zhong Kui
accompanied by his younger sister. Despite its obscure origin,® the theme can be traced to a
recorded work by Zhou Wenju.’ Unfortunately, no information is available on how the theme
was portrayed in the early stage. A later variation of the theme is Zhong Kui yijia tu or Zhong Kui
yigui yijia tu (Zhong Kui Employing the Ghosts to Move His Household).'” One extant example
evolving from this theme is Gong Kai’s Zhong Kui Travelling in the Freer Gallery."

An even more elaborate pageant is Zhong Kui’s yuanye chuyou tu (The New Year’s Eve
Excursion), which depicts Zhong Kui’s exorcism of demons on New Year’s Eve. As pointed out
by Sherman Lee, the theme can be traced to the Southern Song dynasty.’? A well-known example
is Yan Hui’s painting of this theme in the Cleveland Museum of Art (Fig. 2). Yan’s demons
brandishing exotic implements and performing acrobatic acts are clearly modeled after the parade
and festivities featuring Zhong Kui on New Year’s Eve. By the early 14" century, the demon or
figure types of the various Zhong Kui themes were often mixed or combined, as evidenced by Yan

Geng’s Drunken Zhong Kui and His Sister in the Metropolitan Museum of Art."



A third variation of the Zhong Kui theme is the depiction of his hunting excursion. The most
distinctive feature of paintings of this theme is the combination of Zhong Kui with a long
procession, including the hunting animals of hawks, tigers, and dogs. The basic design of the
hunting procession itself (without Zhong Kui) can be traced to the Han Dynasty as seen in a stone
relief excavated from Weishan, Shandong (Fig. 8). Yet no extant paintings of Zhong Kui’s hunting
excursion can be dated prior to the Ming era. In the early Ming, other than Yin Shan’s excavated
painting which will be discussed shortly, two scrolls of Guilie tu (Ghost Hunting) were recorded
by Ling Yunhan. One of the two is attributed to Yan Hui and has a detailed description by Ling.
According to Ling, Yan was depicting a long parade of ghosts with their hand held weapons or
implements (gong, axe, bow, swinging hammer, long knife, shield, etc) accompanied by hawks, a
donkey, a dog, and a black tiger." Ling’s description closely matches the design of the two extant
paintings of this theme, one attributed to Yan Hui in the former Zhang Congyu collection," and
the other, to Gu Hongzhong (active 943-960) in the National Palace Museum (Fig. 3)."® Except for
a minor discrepancy in the sequence of ghosts, the two scrolls share an almost identical design,
which incorporates part of the demonic procession of Zhong Kui yuanye chuyou (The New Year’s
Eve Excursion of Zhong Kui). Both handscrolls exhibit the hunting animals of three hawks, a
tiger, and a dog. Although both are most likely Ming copies modeled after a work by Yan Hui,
they did preserve the established design of this theme.

The conventional design seen in the two handscrolls apparently inspired Yin Shan’s Zhong Kui
chulie tu. However, instead of faithfully following the old design, Yin reduced the long procession of
ghosts to only five and eliminated the tiger altogether. Holding a scroll and a brush, Zhong Kui
appears ready to take an inventory of the captured demons. Each ghost is assigned a duty. The one
next to Zhong Kui is carrying his sword, the following two are in charge of the hunting hawk and
dog, and finally the two lagging behind are weighed down by the captured demons. The delineation
of Yin’s ghosts, marked with a distinct anatomic and muscular pattern, can be traced to that of the
Tang Buddhist tianwang (Vaisravana) or the deva-kings, who guard the world against evil spirits.
The Tang prototype is best represented by a mural found at the Foguangsi Temple in Shanxi (Fig. 9).

Yin also replaced the blank background of the conventional design with a full-scale landscape
setting. All these changes transformed the conventional scene of the remote underworld into a
mundane human world. Also bringing Zhong Kui closer to the real world is Yin’s sensitive
depiction of his individuality. In the past, Zhong Kui was portrayed with little distinction other
than being a tall, dark figure dressed in an official robe and attended by ghosts. The conventional
approach typically stresses the terrifying and non-human aspects of the ghosts and the underworld.

Never before have Zhong Kui and his ghosts been depicted with such colorful personalities.
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Here in Yin’s scroll, Zhong Kui appears as a weathered old man whose face is touched with
the hardship of dealing with wild and evil forces. At the same time, it is a face full of wisdom &
humanity. The attending ghosts, despite their grotesque and crude features, also remind us of the
suffering lower classes in the human realm. In fact, Yin’s depiction of Zhong Kui’s excursion here
easily evokes the image of a Touring Censor (Xunan Yushi) of the Ming government, who tours
the country to rid its people of corruption, suffering, and injustice.”” Considering the active and
influential role of the Censorate in the mid-Ming government, both Yin’s new image of Zhong

Kui and the implied message are indeed true reflections of his time.

Liu Jun (1430s-1490s)

Liu Jun was a younger contemporary of Yin Shan. His career stretched from the Tianshun
(1457-1464) to the Chenghua (1464-1487) eras. Liu was perhaps the single most innovative and
influential figure painter of the mid-Ming court. Yet, in spite of his great achievements, he has
been poorly represented in Ming painting history. Little information is available on either Liu’s
dates or his official status. Fortunately, on a few of his paintings, Liu signed his honorary military
title, Jinyi duzhihui (Commander of the Jinyiwei)."® The title clearly indicates that Liu had reached
the highest position available for a court painter.

After searching through official and unofficial records, I have found more detailed information
on Liu’s dates and career and reconstructed his biography. A full discussion on Liu and his paintings
has been published in an recent article,"” so only a brief summary of Liu’s biography will be
included here.

Liu came from a military family registered in the Jinwuuwei of the imperial guard unit. He probably
started his career as a military artisan around the 1450s through the military merit earned by his
father. By the early Chenghua era, Liu Jun had reached the rank of Jinyiwei baihu (Platoon Commander
of the Jinyiwei). His first documented promotion was in 1477, when he was promoted from Baihu
(Platoon Commander) to Fugianhu (Vice Battalion Commander). In only three years (1480), he became
Zhenggianhu (Battalion Commander). Within a year or so Liu must have gained the even higher rank
of Zhihui jianshi (Assistant Commander), because in 1482 he was promoted from Zhihui jianshi to
Zhihui tongzhi (Vice Commander). He received no further promotions during the Chenghua era.
Therefore the title found on some of Liu’s masterpieces, Jinyi duzhihui, must be a title he received
during the early years of the Hongzhi era, most likely between 1488 and 1489 when Liu was due for
promotion. Based on the above dates and information, it is reasonable to estimate Liu’s career in court

as between the 1460s and 1480s, and the dates of his life between the 1430s and 1490s.



The best-known historical painting by Liu Jun is Xueye fangpu (Visiting Pu on a Snowy Night)
in the Beijing Palace Museum (Fig. 4). In the lower right corner, Liu signed both his name and his
official title, Jinyi duzhihui. This indicates that the painting was completed after 1485, at the height
of Liu’s career. The superior quality of the brushwork, the formal signature, and the political and
didactic nature of the theme all suggest that the painting was an official work made for the emperor,
Xianzong.

Xueye fangpu depicts the legend of the first Song Emperor, Taizu (927-974) and his trusted
Minister, Zhao Pu (922-992).2° According to the legend, Emperor Taizu frequently sought Zhao's
advice in the evening by visiting Zhao’s home. So Zhao would not take off his official robe after
returning home for fear of the emperor’s unannounced visit. On a particular stormy winter night
after a blizzard kept most people stranded indoors, Zhao decided that the emperor probably
would not visit him that evening and changed into his casual clothes. Yet the emperor arrived as
usual.

Here, we can see Liu placed the focal point of the painting in the mid-distance, where the
emperor is seen sitting in the center of the room against a large screen of a misty landscape and
engaged in conversation with Zhao. Despite the relaxed manner of the emperor, the frontal view,
the larger size, the prominent features, and the outstanding brightness of the imperial white robe
all contribute to the aura of the imperial presence. In contrast, Zhao, dressed in gray and diminished
in size, is respectfully kneeling on the emperor’s right and shown in profile. Half hidden behind
a sliding door on the emperor’s left is Zhao’s wife, who keeps a pot of wine warm, ready to serve
any moment. The chilly night is evident from the dark sky, the snow covered landscape, and the
four attendants huddled around the imperial horse outside the front gate.

Liu’s paintings encompass a wide range of subject matter including figure, flower-and-bird,
horse, and landscape are well demonstrated here. But what truly distinguishes Liu from his peers
is his ability to bring historical themes to life through innovative interpretations of the events.
The meticulously defined facial features of Liu’s figures reveal not only their personalities, but
also the roles they played in the historical drama. The dignified and thoughtful emperor, the
faithful and cautious minister, the respectful yet nervous wife, and the four shivering imperial
guards and attendants all breathe life into this intimate scene.

What is the message conveyed here? Although portraits of the Song emperor Taizu must
have been made earlier, the depiction of Taizu’s visit to Zhao's residence was an unprecedented
theme. Since the Song emperor Taizu was one of the most admired Chinese rulers and Zhao Pu, a
meritorious Minister, the painting could be viewed as a complementary reference to the current

ruler. But I believe that the theme was motivated by a more specific and urgent political need of
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the Chenghua court and the message was more in the nature of admonition than flattery.

The Ming emperor, Xianzong, for whom this painting was created, was often criticized by
historians for relying heavily on eunuchs as messengers or even advisors in the daily operations
of court affairs. The eunuchs” abuse of their illegitimate power reached the most destructive stage
when the notorious Wang Zhi gained control of the Western Depot (Xichang), a secret service
agency in Beijing, from 1477 to 1481. Wang harshly persecuted any official who stood in his way
and generated a great deal of outrage and protests from court officials. Yet the protest failed to
impair the emperor’s trust in Wang, who remained in power until his downfall in 1481.%' With
this political setting in mind, one may then fully appreciate the carefully designed theme and
message of Liu’s Xueye.

The second historical painting introduced here is Suojian tu (Admonishing in Chains) (Fig. 5).
It depicts the legend of Chen Yuanda, a courageous censor-in-chief in the court of Liu Cong, the
Turkic ruler of the State of Han, in the early 4™ century. In this historical incident, Chen chained
himself to a tree in order to admonish the ruler’s extravagant plans to expand the palace.? |

Once again, Liu sets the scene in the middle ground, where the emperor is seen seated in
front of a landscape screen in the garden. An armed military official stands to the right of the
screen and three escorts to the left. On the right and only a few steps away from the emperor is
Chen Yuanda chained to the pine tree. While Chen is raising his official tablet high in front of him,
a military guard is holding on to the chain around Chen’s waist from behind. Meanwhile, two
officials are pleading for Chen in front of the emperor.

According to written records, this theme was painted earlier by Yan Liben and Chang Can
of the Tang dynasty.” One extant example, attributed to Yan, is in the Freer Gallery.* (Fig. 6)
Although the Freer handscroll is probably a later copy, it provides us with invaluable information
on the original design of the historical theme. In the Freer work, the handscroll format, the
composition of carefully grouped figures against a blank background, and the realistic and narrative
depiction of the event all reveal the typical characteristics of early Chinese historical figure painting.

A comparison between the Freer work and Liu’s Suojian tu demonstrates how Liu succeeded
in transforming the old theme into a new expression. Not only did he present the scene in a
different format and style, but he also modified the perspective of the narration. In the Freer
version, the depiction faithfully follows the original historical account, which describes the angry
confrontation between the ruler and Chen and the later intervention and rescue of Chen by the
empress.

In Liu Jun’s painting, he presented the event in a totally different light. First of all, he

eliminated the empress, who played a crucial role in the original incident. Instead, he accredited



the merit to the emperor, no longer the barbaric Liu Cong, but an idealized Confucian ruler -
calm, wise, and patiently listening to the pleas of the two officials and the courageous censor.
Liu’s modification of the design to compliment the ruler is understandable considering that the
painting was intended for the Ming emperor.

Yet, once again, Liu’s painting alludes to the turbulent political power struggles in the late
Chenghua court. While Liu’s Xueye advocates the Confucian duty of a ruler to seek wise council
from his ministers, his Suojian tu illustrates the equally important duty of court officials to admonish
the ruler and the courage needed for carrying out such a duty.

Faced with widespread corruption, the Confucian virtues of the Ming court officials were
constantly being put to the ultimate test. Thus Liu’s depiction of the courageous censor and the

ruler, who heeded the admonition, is indeed an inspiring and pertinent theme of his time.

Zhu Duan (active first half of the 16™ century)

Zhu Duan, a native of Haiyan, Zhejiang, entered the court in 1501 during the late Hongzhi
era. In the Zhengde era (1506-1521), he was honored with the high salary of a Jinyi zhihui and an
official robe reserved for those of only the highest rank.”

Like Yin and Liu, Zhu also employed a revived historical theme, Duhu tu (Tigers Crossing
the River) (Fig. 7), to convey the Confucian message promoted in the mid-Ming court. This painting
refers to the legend of the benevolent rule of Liu Kun, who served as the governor of Hongnong
in the Han dynasty. It was recorded that, when Liu first came to Hongnong, life within the district
was paralyzed by a large population of tigers roaming freely on major roads. After three years of
Liu’s good administration, many tigers were seen crossing the river and leaving the district. Later,
when Liu became an official in court, the emperor, who was informed of Liu’s reputation, asked
him how he had achieved such an amazing feat. Liu answered that it was merely a coincidence.
Everyone laughed at Liu’s artless reply. But the emperor, impressed by Liu’s modesty, said: “These
are the words of a true leader” and ordered that Liu’s legendary rule be recorded.?

Although the legend of Duhu can be traced to the Han dynasty, its depiction in painting was
unknown until the early 13* century. The earliest recorded example is Sanhu duhe (Three Tigers
Crossing the River) by Li Yii of the Jin dynasty.” Zhu’s Duhu tu is the only extant example of this
theme.?®

Zhu also sets the focal scene in the middle ground where a tiger can be seen swimming
across the river with a cub on its back. On the riverbank, an official on horseback and his three

attendants are led by a villager to witness the exotic sight. Through Zhu’s skillful arrangement of
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the gathered figures and their focused attention as they follow the guide’s gesture, the viewers
are invited to participate in the same excitement. Even the swinging vines above point in this
same direction enhancing the dramatic atmosphere.

The scene apparently refers to both the legend of Liu Kun and the didactic message which
states that when a region is presided by a good ruler, even tigers learn to leave. The message
perfectly suited the political climate of the mid-Ming court, when scholar officials enthusiastically
pursued Confucian ideologies in their struggle against the increasing corruption in court as well
as in local administrations. It is thus not difficult to imagine how Zhu's Duhu tu was used as a
palace decoration to compliment the emperor’s benevolent rule or to encourage a district official
for good administration.

In conclusion, I believe the mid-Ming court painters played an especially important role in
the development of Chinese figure painting. Stimulated by the political and social climate of their
time, the mid-Ming court painters transformed many historical figure painting themes into new
expressions. Whether it was Yin Shan’s Zhong Kui chulie tu, Liu Jun’s Xueye fangpu and Suojian tu,
or Zhu Duan’s Tigers Crossing the River, they are no longer depicting the historical realism of the
past. At the core of each painting, there lies a message connected directly to the mid-Ming court.
Despite the diversity of their individual styles, the three mid-Ming figure painters all created a
rich and complex language through their figure painting. The new and unprecedented language
articulates not only the rising trends of the Ming figure painting, but also the unique political and

social aspects of the mid-Ming court.
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Abstract Meanings: Stamped Pottery
in Hong Kong and its Motifs

Yeung Chun-tong
Director, University Museum and Art Gallery, The University of Hong Kong

Introduction

Seventy to eighty years ago scholars believed that the first Chinese peoples were active
around the Yellow River region, the so called Central Plains, based upon the many archaeological
finds from sites in the northern provinces of Shaanxi and Henan. However, in the last fifty years
many Neolithic finds, such as pottery and stone and bone implements, from other regions of
China indicate that Chinese culture is in fact, made up of diversified subcultures.

In southern China, encompassing the present-day provinces of Zhejiang, Jiangxi, Fujian,
Hunan, Guangdong, Guangxi and Taiwan, there existed many ethnic minorities from the beginning
of the Neolithic period onwards. These peoples were known collectively as the Yue culture and
were further divided into Eastern, Southern and Western Yue tribes and were known as The
Hundred Yue. They are characterised by their use of stepped adzes and double-shouldered axes,
soft and hard pottery with impressed designs, rice cultivation, maritime skills and pottery pile-
dwellings.

The powerful Eastern Yue tribe who lived along the south-eastern coastal areas of China
were the core of The Hundred Yue. They were skilled ship builders and craftsmen of stamped
hard pottery, bronze axes and swords. The Western Yue tribe were concentrated mostly in Guangxi
province but were also active in the south-western region of China that includes present-day
Yunnan, Guizhou, Hunan and the western part of Guangdong province. Subsequent developments
saw them evolve into the present-day Zhuang tribe. They produced mainly bronzes, particularly
drums, and some stamped pottery. The Southern Yue tribe, also known as the Yue of Lingnan
were active mainly in Guangdong province. Their culture was influenced by the Eastern and
Western Yue tribes. They were skilled in bronze casting and pottery making.

From the Northern and Southern Dynasties period onwards, China was politically,
economically and culturally unstable. Northern China was constantly threatened by nomadic
tribes known as the Five Barbarians (Xiongnu, Xianbei, Jie, Di, Qiang), causing many Han Chinese
to migrate southwards. This had a tremendous social and cultural impact on southern China

resulting in the loss of Yue regional characteristics through assimilation and population growth.
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During the Han dynasty the centre of Southern Yue activities was Guangzhou, then known
as Panyu. Hong Kong's proximity to Panyu meant that its inhabitants up to the Han dynasty
were related to the SouthernYue. Stone adzes, stamped pottery, pile-dwellings, and other artefacts
excavated at early sites in Hong Kong are Yue in style. Neolithic period skulls discovered at a site
in Ma Wan Tung Wan Tsai in Hong Kong had their incisors extracted which is characteristic of the
ancient Yue people.!

Of all the archaeological finds, stamped pottery is by far the most important since its study
can reveal the relationship between the early inhabitants of Hong Kong and the culture of southern
China. Stamped pottery, in the form of potsherds and near complete vessels come mainly from
the following sites in Hong Kong, Chek Lap Kok, Sha Lo Wan, Pak Mong, Shek Pik Tung Wan, Tai
Long Wan, Man Kok Tsui, Penny's Bay and Hai Dei Wan on Lantau Island, Nam Wan, Sha Po
Tsuen, Tai Wan, Lo So Shing, Yung Shue Wan and Sham Wan on Lamma Island, Yung Long, Lung
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Fig.1 Archaeological sites in Hong Kong with stamped pottery remains

1. Chek Lap Kok 7. Man Kok Tsui 13. Sha Lo Wan 19. Tai Long Wan
2. HaiDei Wan 8. Nam Wan 14. Sha Po Tsuen 20. Tai Wan

3. Kau Sai Chau 9. PakMong 15. Sha Tsui 21. Tung Wan Tsai
4. Lo So Shing 10. Penny’s Bay 16. Sham Wan 22. Yung Long

5. Lung Kwu Sheung Tan 11. Po Yue Wan 17. Shek Pik Tung Wan 23. Yung Shue Wan
6. Ma Wan 12. Sai Wan 18. Tai Kwai Wan



Kwu Sheung Tan, Sha Tsui in New Territories, Tai Kwai Wan, Po Yue Wan and Sai Wan in Cheung
Chau, Kau Sai Chau and Ma Wan Tung Wan Tsai (Fig. 1). The early research by Reverend Fr.
Daniel J. Finn S. J. (1886-1936) on the archaeology of Hong Kong is also an invaluable source of

information.

Impressed motifs

The development of early pottery in Hong Kong shows that there was cultural interaction
between different regions of China. The decorative motifs used in Hong Kong reveal traits of
southern Yue culture, itself influenced by the Central Plains culture of northern China.
Consequently, the impressed decorations on early pottery in Hong Kong are, in many ways,
similar to the designs on pottery in other parts of China. One of the main differences between
these two major cultural systems is that painted pottery was popular in northern China, while in
the south, stamped pottery was favoured.

In ancient times, hand-building techniques of pottery making made it hard to produce a
smooth-bodied vessel. By impressing motifs onto the vessel’s surface, potters were able to decorate
it with designs in relief. The textured surface also made tying with cord for carrying purposes
more effective.

In addition to their decorative function, most Chinese motifs are also symbolic. Many abstract
or geometric motifs are in fact representations of popularly-recognised themes that might include
scenes from life, expressions of religious faith or auspicious wishes, and the meanings of which
were retained in the transformed or abstracted motif. Through the study and analysis of stamped
pottery motifs found in Hong Kong, the origins of these motifs can be traced to reveal the meanings
underlying their creation.

The stamped pottery found in Hong Kong shows the use of over twenty decorative motifs
commonly seen on stamped pottery in southern China: cord, net or square, mat, chevron, rhombus,
double-circle, whorl, multi-concentric circle, leaf-vein, double-f, seal, asterisk, dot, comb, triangle,
rectangle, cloud-and-thunder, stripe, wave, basket, interlocking-hook, regular-meander,
overlapping square-meander with intersecting diagonal, raised- and sunken-rhombus with stud,
multi-layered grid, oblique-broken-stripe, and shell motifs (Fig. 2). Hong Kong and southern
China must therefore have belonged to the same cultural system. Examples date from the early
Neolithic period (c. 4500-4000 B.C.), the middle Neolithic period (c. 4000-2500 B.C.), the late
Neolithic period (c. 25001500 B.C.), the Bronze Age (c. 1500-200 B.C.) to the Han dynasty
(206 B.C.—A.D. 220). Southern Yue culture itself was not isolated from the influences of the Central
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Fig. 2 Stamped pottery motifs found in Hong Kong
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shell (Journal of the Hong Kong Archaeological Society, v. V, p. 31)

Fig.2 Stamped pottery motifs found in Hong Kong

99



100

Plains culture of northern China, thus the stamped pottery of Hong Kong also shares characteristics
with other regions of China.

Stamped pottery found in Hong Kong can be classified into three categories by material:
coarse tempered pottery, soft, and hard pottery. Low-fired coarse tempered pottery has a grey-
black or brown body which is occasionally coated with slip on one or both sides. Despite being
found in great numbers, the decorative motifs on coarse pottery are often difficult to determine
because of the small size of the sherds and the loose brittle nature of the material making it
susceptible to erosion. At present, the most common recognisable motif is the cord motif. Other
frequently seen motifs are the net or square, leaf-vein, chevron, stripe, and mat motifs. Rare ones
include the cloud-and-thunder, triangle, rhombus, multi-concentric circle and rectangle motifs.
These coarse potsherds of the later Neolithic period are among the earliest examples of stamped
pottery found in Hong Kong.

Soft pottery has been found at many sites, in smaller quantities than that of coarse pottery.
It has a thin light body pale brown, pale red or grey in colour. With the exception of the triangle
and dot motifs, all the imp essrd esignds found on coarse pottery are also found on soft pottery.
The rhombus motif is more often seen than the cord and mat motifs.

Hard pottery has a light grey body and has only been found small quantities. No hard
pottery has ever been found at the Sha Lo Wan and Shek Pik Tung Wan sites on Lantau Island nor
at the Nam Wan, Tai Kwai Wan and Sai Wan sites on Cheung Chau. Hence the types of motifs
known for hard pottery are quite limited. They include the net, double-f, rhombus, seal, and
asterisk motifs. The seal motif has been found only in Kau Sai Chau, Ma Wan Tung Wan Tsai, Sha
Po Tsuen on Lamma Island, and Pak Mong on Lantau Island. The double-f motif has been found
only at Lo So Shing, Sham Wan, Po Yu Wan, Sha Po Tsuen and Tai Wan sites on Lamma Island;
Hai Dei Wan, Pak Mong, Man Kok Tsui, Chek Lap Kok and Shek Pik Tung Wan sites on Lantau
Island; Tai Kwai Wan site in Cheung Chau; and Lung Kwu Sheung Tan and Ma Wan Tung Wan
Tsai sites in the New Territories. The asterisk motif has been found at Lung Kwu Sheung Tan site
in the New Territories and Chek Lap Kok Sham Wan Tsuen site on Lantau Island. In addition to
these, the chevron, leaf-vein, cloud-and-thunder, and comb motifs also occur on hard pottery.

Archaeological finds from the lower stratum at Hai Dei Wan, and the sites at Yung Long,
Shek Pik Tung Wan, Lung Kwu Sheung Tan, Fu Tei Wan, and Kwo Lo Wan in Chek Lap Kok, all
include early Neolithic painted pottery and coarse tempered pottery. While complete vessels
have not been found, potsherds clearly show the cord motif. Early artefacts with impressed motifs
have been found at all of the sites.

Middle Neolithic period stamped pottery has been found at the Fu Tei Wan site at Chek Lap



Kok, and the Sham Wan site on Lamma Island. In addition to the impressed cord motif, incised
lines on the upper half of pottery vessels were also used. Occasionally a wave motif was incised
inside of the mouth rim of vessels. During this period, it was common to use comb-like tools to
create wave motifs on the shoulders of vessels. Other geometric decorations include the half-
circle, circle-with-dot, and comb muotifs. Generally horizontal grooves are incised around the vessel
to separate each motif. The leaf-vein, multi-concentric circle, and dot motifs gradually became
popular during the middle to late Neolithic period. The main vessel type is a soft pottery pot with
a long straight neck and a short ringed foot, examples of which have been found at Yung Long,
and Sha Lo Wan. In these cases, the body is impressed with the cord and dot motifs, while the
neck is decorated with other motifs.

The late Neolithic period saw the emergence of other types of motifs on soft pottery. Vessels
found at the Lo So Shing site are decorated with the net, leaf-vein, and chevron motifs. Those
found at sites in Po Yue Wan, and Tai Kwai Wan, are decorated with the rhombus and cloud-
and-thunder motifs.

The most unique impressed motif of the Bronze Age is the double-f motif. Other popular
motifs include the chevron, rhombus, triangle, cloud-and-thunder, multi-concentric circle, and
leaf-vein motifs. The double-f motif is often found in combination with the net motif. Hard pottery
dates to this period, with vessels being found at sites in Sha Po Village, Tai Long Wan, Lo So
Shing, and Tai Kwai Wan. Han period sites in Hong Kong have only yielded a few examples of
stamped pottery, which are mostly decorated with the seal and asterisk motifs. At this stage, the
production of stamped pottery began to decline, eventually ceasing altogether.

Complete vessels with stamped motifs excavated in Hong Kong are extremely rare, as are
those that can be restored. Those that do exist are mainly pots with flared mouths, and can be
dated according to their form and decoration. The scarcity of complete vessels makes the study
and analysis of decorative motifs the only way in which their development can be revealed.

In ancient China, certain animals such as fish, birds, frogs, snakes and tortoises had a special
significance. Fish, for their mastery of the sea; birds, for their ability to fly; and frogs, snakes, and
tortoises for their ability to live both in water and on land. These animals were worshipped as
taotie or totem, and gradually became defined as ancestral guardians. Each ethnic group had its
own totems which depicted in abstract or symbolic form, the animals with which they identified.
As ancestors, these animals were not killed unless sacrificial rituals stipulated it.

The worship of totems transformed images of animals and natural phenomena into mystic
motifs, having auspicious connotations. When the worship of totems declined, their design became

more and more abstract, finally becoming geometric forms.
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The worship of totems is inseparable from the worship of procreation and the reproductive
organs. From the beginning of the Neolithic period, male and female characteristics have been
depicted in pictorial or symbolic form, appearing as decorative motifs on pottery and other
handicrafts. Some motifs of animals or other natural phenomena may be interpreted as symbols
of male and female, and their procreative power. The development of these motifs is similar to
that of totemic motifs - from realism to abstraction. With the passing of time, their original forms

have become unrecognisable.
Cord motif

Before the invention of writing, the Chinese knotted woven cord to record events and transmit
messages. The cord motif is the most commonly impressed design used on pottery. It was used
by many different ethnic groups and has been found at early sites throughout China.

Stamped pottery with the cord motif is, by far, the most numerous. Very often found on
coarse tempered pottery, the motif, usually impressed to a depth of 1 to 2 mm, covers the whole
body of the vessel, or the lower half leaving the mouth rim plain. On some vessels, the upper half
of the body is decorated with horizontal or vertical arrays of the motif, while the bottom half is
decorated with an irregular cord motif. The upper half of the vessel may also be decorated with a
combination of the paddled cord and incised wave motif, and horizontal grooves. The cord motif
may be arranged horizontally, vertically or overlapping. It has been found on pots, bowls and

larger fu-shaped vessels with straight mouths, and flat, rounded bottoms.
Net motif

The net motif, like the cord motif, is commonly found on early Chinese pottery. Restored
vessels with the motif have been found at sites at Man Kok Tsui, Sham Wan, and Hai Dei Wan
while other sites have yielded only pottery sherds. It appears as the main motif, as well as in
combination with others such as the double-f, rhombus, and comb motifs. Generally the motif is
impressed onto the lower half of the vessel. It is usually vertically oriented but sometimes occurs
diagonally at 45 degrees.

As the name implies, this motif resembles a fishing net, woven fish basket or the scales of a
fish. The painted pottery of the late Neolithic period in northern China reveal many painted
versions of the net design. The net motif may be taken as a simple decorative geometric design

when used on pottery, however, it may also be understood as a transformation of the fish and



bird motifs, symbolizing the male and female, and fertility.

The totemic fish motif has been discovered on painted pottery at Banpo, Xi'an. Tracing
the evolution of the motif at this site, the triangle, rhombus, net, large and small triangles,
triangle-with-dot, and intersecting-oblique-line motifs are all abstractions of the head, eye or
body of a fish (Fig. 3).

Li Dingzuo, in his commentary on the chapter on wells in the Yi jing, or Book of Changes,
points out that fish belong to the category of feminine things. In the ancient Shi jing or Classic of
Poetry, fish suggest the pleasure of sex. Section 935 of the Taiping yulan, quotes the Huainanzi’s
assertion that the moon is the quintessence of femininity; when it wanes, the brains of fish weaken.
Furthermore, the triangular or rhombic outlines of fish resemble the female pubic area, and female
fish carry large numbers of eggs, symbolizing fertility. These texts all suggest that the fish and the
moon are symbols of the female or things feminine.

The ancients worshipped the sun and the moon. The net motif enclosed by a circle may
symbolise the sun which represents the male gender or things masculine. According to the Shan
hai jing or Classic of Mountains and Seas, each day the sun rises and sets on the back of a bird. In
the chapter on Jingshen in the Huainanzi or Master in the Kingdom of Huainan, it also states that
the juan bird resides in the sun. The juan bird is both a three-legged bird and the male penis.
'Three-legged' actually indicates the bird's two legs with male genitalia. Hence the bird symbolises
the penis and the male gender. Furthermore, in his commentary, Wang Yi interprets the chapter
on self pity in the Chu ci or Verses of Chu as meaning that the bird represents masculine things.

Neolithic painted pottery excavated at Miaodigou in Henan province is decorated with the
three-legged, and other bird motifs (Fig. 4). When the motif becomes abstracted, the bird's body
simplifies to an arc. In its abstract form, the bird motif resembles the petal, leaf-vein, and net

motifs.

Fig. 3 Banpo type painted pottery bowl and jar

(Zheng Wei, Zhongguo caitao yishu, pp. 1, 5)
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Fig. 4 Three-legged bird Fig. 4 Bird design on painted pottery
(Wang Dai You, Lungfung wenhua yuanliu, p.310) (Gu Fang Song, Fengniao tu’an yanjiu, pl. 3)

Mat motif

The mat motif is derived from plaited or woven material. It was used mainly on coarse
tempered pottery with most examples found at sites in Lo So Shing. Other sites have only
yielded a few examples. In addition to pottery, woven fabric is one of the earliest handicrafts
made by mankind.

Unlike the net motif, the mat motif does not explicitly symbolise male or female attributes.
However, mats were used for sitting and sleeping upon, and as surfaces for sexual intercourse.
The use of the mat motif is suggestive of many things, such as the desire for procreation, abundant

harvest and domesticated animals.



The lines forming the mat motif may also be significant. The ancient symbols for yin and
yang helped to inspire different line combinations. Yin is represented by two dotted lines, yang by
a horizontal line. A chapter on topography in the classic Huainanzi mentions that the supreme yin
generates femininity and the supreme yang, masculinity. The chapter on Xici in the Yi Jing or
Book of Changes, states that gian represents things masculine, and kun, things feminine. "Qian,
when reposing, is soft, when moving, is erect; kun when reposing, is closed; when moving, is
open". The passage describes gian or the penis, becoming flaccid or erect and the vulva, kun,
opening and closing, according to physiological conditions. A solid line represents the erect penis,
and a dotted line, the vulva. Xici emphasizes that with the union of heaven and earth, and with
copulation, all things reproduce.

When the impressed decoration of a vessel contains a set of parallel lines including solid and
dotted components, the solid line symbolizes yang while the dotted line symbolizes yin. If the motif
is a combination of only solid horizontal and vertical lines, then it is hard to determine yin and yang.
It may be reasonable to suggest that the horizontal line represents yin and the vertical line yang
because of the erect pictography for the penis. It may also be inferred that dotted lines composed of
dots or small circles represent yin. A line whether it is horizontal or vertical, solid or dotted, suggests

the union and procreative power of yin and yang, heaven and earth and man and woman.

Chevron motif

The chevron motif appears on pottery found at many sites but is less frequently seen than
the net motif. It generally covers the body of the vessel in vertical arrangements and is seldom
combined with other motifs. It is incised to a depth of about 3 to 5 mm and is relatively large in
size. So far only one vessel at the Sham Wan site decorated with the chevron and cloud-and-
thunder motifs exists.” The motif is rarely found on hard pottery. Another rare example is a soft
pottery dish found at the Lo So Shing site, where only the inside of the dish is decorated with the
motif while the outside of the dish has been left plain.’

The chevron motif is a transformation of the sun motif. Originally it consisted of zigzag
lines, examples of which can be found on Banpo type painted pottery of the Neolithic period. Its
precursor is the abstracted fish motif in the form of a triangle and zigzag lines. Viewing a chevron-
decorated pot sideways, the motif resembles arrays of undulating curves. Viewing from above
shows the circular plan of the mouth resembling the sun, and the chevron motif, its radiating
rays. The star motif seen on the painted pottery of Miaodigou and Damenkou types is also clearly

derivative of the sun motif (Fig. 5).
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The chevron motif may also have derived from the frog motif. Recognisable frog motifs
have been found on Majiayao type Neolithic painted pottery. The simplified frog motif found on
the painted pottery of the Banshan and Machang types has a vertical line representing the frog's
body with the limbs and feet transformed into a chevron motif. Further abstraction simplifies the
frog's body and limbs into a zigzag line. The frog becomes an recognisable geometric motif of
angled lines (Fig. 6).

The frog is symbolic of the vulva. In Chinese mythology, the Goddess Nuwa was the creator
of mankind. The three interchangeable homonymic characters for "Wa" mean goddess, girl, and
frog. Nuwa may also be understood as the personification of the frog god, and their worship is
equivalent to the worship of female reproductive organs. The chevron motif may therefore
symbolise the male (the sun) and female (the frog god).

Bronze drums, popular in the south-western region of China, are often decorated with a

radiating sun and a frog motif in relief. These two motifs represent the harmonious union of yin

Fig. 5 Miaodiguo and Dawenkou type painted pottery
(Zheng Wei, Ibid., pp. 39, 171)



Fig. 6 Banshan and Machang type painted pottery jar
(Zheng Wei, Ibid., pp. 111, 129)
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Fig. 6 Banshan and Machang type painted pottery jar
(Zheng Wei, Ibid., pp. 111, 129)
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and yang and may be a pictorial prayer for rain and thus abundant harvest.
A modified form of the chevron is the wave motif which resembles moving waves.
The mysterious world of water symbolises the joy of sex with the wave motif suggesting

the energy of life.
Rhombus motif

The rhombus motif is often found on soft or hard pottery, usually as the main decorative
motif. It can be arranged horizontally or vertically and can be further subdivided into four types:
the single-, double-, triple- and quadruple-line rhombus motifs. The motif also appears in
combination with the net and double-f motifs. Vessels with this combination have been found at
sites in Ma Wan, Sha Chau and Sha Po Tsuen.*

The rhombus motif is actually a modified form of the net motif. Consequently, like the net
motif, it also suggests the fish and bird, symbolizing yin and yang. However, the rhombus is also
made up of two triangles in form. In bronze inscriptions the character di ( \/ ) symbolizes the
female vulva, with zu (ﬁ) symbolizing the penis. The female reproductive organs are the origin
of life, consequently, the character di also means the supreme ruler of all things. The triangle
motif resembling the female pubic area, also represents female sexual characteristics, as
consequently does the rhombus motif. Combined with the net motif, it represents the harmony of

yin and yang, and heaven and earth.
Whorl motif

The whorl consists of overlapping circles and is found on both soft and hard pottery, examples
of which have been discovered at sites in Sham Wan® and Po Yue Wan.® Many motifs resemble the
whorl motif. Besides the overlapping motif, variants include the spiral, cloud-and-thunder,
meander, and interlocking-hook motifs.

The interlocking-hook and related motifs are abstractions of the frog motif where the limbs
of the frog are transformed into horizontal and vertical lines. The spiral motif is also derived from
the frog motif where its limbs are replaced by arcs. The whorl motif on Banshan type painted
pottery is also a modified frog motif where each frog is joined together to form a wavy whorl
motif which is a modified form of the chevron motif (Fig. 7). This transformation from recognisable
images to geometric designs occurs over a long period of time. Although the frog image has lost

its original form, it retains the symbolic shape of the vulva.

109



Fig. 7 Banshan type painted pottery jar, Neolithic period
(Zheng Wei, Ibid., p. 93)

In contrast, on Majiayao type painted pottery, the whorl appears as a simplified bird with
energetic swirling lines representing its wings and body. As above, the bird and frog represent
the male and female respectively. The motif therefore strongly suggests the procreative power of

nature.
Multi-concentric circle motif

This multi-concentric circle motif has been found on both soft and hard pottery vessels.
Usually it consists of units of five to nine concentric circles applied overlappingly to form irregular
designs. At present, restored vessels decorated with the multi-concentric circle motif have been
found at sites in Tai Wan and Yung Long. Early examples show the motif arranged regularly,
separated by lines. Single circle and double circle motifs all belong to this category. The motif also
occurs combined with the net motif where it is usually decorates the upper half of a vessel with
the net motif on the lower half .

The pictograph of ri, meaning day, is a circle with a large dot in the centre. The concentric

circle motif not only resembles this pictograph but also looks like the female breast and is even
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considered to symbolize the female genitals in many places. In particular the motif resembles the
vulva. Neolithic painted pottery of the Machang type is decorated with a concentric oval design
derived from floral origins which also suggest the shape of the vulva (Fig. 8).

The motif not only resembles a brilliant vibrant sun, it also implies worship of female

reproductive abilities and thus, the continuing cycle of life.

Leaf-vein motif

The leaf-vein motif is not as popular as the chevron or net motifs. It was used on all types of
pottery vessels but is seldom seen on hard pottery. The motif resembles the veins of a leaf but is
derived from the bird motif which features heavily on Neolithic painted pottery of the Miaodigou
type. The simplified bird motif resembles a petal composed of arcs and curves. When this is
modified to a rectilinear motif, it has the appearance of the veins of a leaf (Fig. 9) or bird feathers.

Both motifs are derived from the bird motif and so may also symbolize the sun, or male gender.

Kui or double-f motif

As early as the 1930s , Father Finn had discovered pottery decorated with the kui,” also known
as the double-f motif in Hong Kong. Subsequently, pottery vessels and potsherds with this motif
have been found at sites in Lo So Shing, Tai Long Wan, Sham Wan, Hai Dei Wan, Tung Wan Tsai, Tai
Wan, Sha Lo Wan, Chek Lap Kok, and Man Kok Tsui. Nevertheless, examples of pottery found with
the motif are rare in Hong Kong. It was used mainly on hard pottery, and dates to the Bronze Age.
Few examples of coarse pottery with the double-f motif have been found at sites in Lo So Shing and
Man Kok Tsui (Fig. 10), while complete vessels have been excavated at sites in Hai Dei Wan and
Chek Lap Kok. These are mainly globular pots with a round bottom and collared mouth.

The double-f motif is often combined with the net and rhombus motif. Either the net motif
is impressed on the lower half of the vessel, and the double-f motif on the upper half; or bands of the
double-f, net, and rhombus motifs are used together, separated by incised horizontal lines (Fig. 11).
The motif is most often found as an incised (yin) motif, or occasionally as a relief (yang) motif.
Variations include the round-, point-, hook- or bead-headed f motifs.

At the Hai Dei Wan site, six complete pots and a partial vessel with double-f decoration
have been found so far. The necks are decorated with a comb or net motif, and the base with a net
motif. The body has four or five rows of the double-f motif which are indistinct because of

overlapping impressions. The double-f motif found on these five examples incline mostly towards

111



:
i

Fig. 8 Machang painted pottery jar

(Zheng Wei, Ibid., p. 139) Fig. 9 Miaodiguo painted pottery
(Zheng Wei, Ibid., p. 32)

Fig. 10 Rubbings with double-f motif from sherds
excavated from Lo So Shing and Man Kok Tsui
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Fig. 11 Rubbings with double-f, net-and-rhombus

motifs from sherds excavated from Lo So Shing
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the left with one example that inclines towards the right.

While no complete vessels with the double-f motif have been found at Lo So Shing, a large
number of potsherds with the point-headed variation of the motif have been found. The motif
inclines, and is found combined with the net and rhombus motifs. Similarly no complete vessels
with the motif have been found at Tai Long Wan, where only a small number of hard pottery
sherds have been found. The mouth rims of some sherds are decorated with a comb motif, below
which is a band of the double-f and rhombus motifs.

Only a few potsherds with the double-f motif have been found at the Sham Wan site. One
noteworthy example is composed of a single, not double, f. Only a few examples of the motif
have been found at the Man Kok Tsui site, including a rare sherd where the motif is combined
with two rows of angular gravel embedded in a net motif.

The kui motif derives its name from that used on bronzes of the Shang and Zhou dynasties.
Examined carefully, however, the kui motif used on bronzes and the double-f motif used on
stamped pottery do not completely correspond. Kui means, "a small one-footed dragon". The
ancient Yue people worshipped the snake totem and called themselves "sons of the dragon".
Legend has it that the dragon is a transformation of the snake. In the chapter on envoys in the
Shuo yuan or Garden of Explanations by Liu Xiang, the Yue are described as people who tattooed
their bodies to look dragon-like. The power of the dragon could thus protect them from the water
god and other creatures.

The chapter on cong in the Shuo wen jie zi or Analytical Dictionary of Characters by Xu Shen,
describes the Man people, or barbarians of the south, as descendants of the snake. The totemic art
of the Yue people included an adulterated dragon and snake design. Since the double-f motif
resembles a small snake or worm, some scholars have called it the small dragon or kui motif. The
Kui tribe of the pre-Qin Kui state, at the border of Sichuan and Hubei provinces, are unrelated to
the double-f motif.

The snake is considered to possess mysterious powers because it can move freely both on
land and in water, and sheds its skin to renew it. It has been worshipped since the beginning of
the Neolithic period and has always been a popular motif. Its phallic form has made it a symbol
for male genitalia. The dragon motif is derived from the snake, therefore it also represents the
masculine principle. Ancient mythology describes the creation gods Fuxi and Nuwa as creatures
having a human head and snake- or dragon-like bodies.

The ancient character for snakeis " E.". The pictograph of " £ " has appeared on Dasikongcun
type Neolithic painted pottery. These vessels are painted with the ( ¢(Jy 6 JU, ) motif (Fig. 12),

resembling the penis and testicles. This type of snake motif is called the cloud scroll motif.
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The double-f motif bears no likeness to the cloud scroll motif and is therefore not considered
a snake motif.

In addition to worshipping the snake, the ancient Yue tribe also worshipped the bird totem.
The ancient bird motif has many abstract transformations. For example ( | @ 6o f;@ ). All
of these transformed motifs represent a bird flying with out-stretched wings. The Wu yue bei shi or
History of Wu Yue mentions a Loping bird on whom the fortune of the Yue people depends. By
treating it well, one will have good fortune; treat it badly and misfortune will ensue. Consequently,
its likeness was worshipped. Moreover, chapter 40 of the Shui jing zhu or Commentary on the
Classic of Rivers records that birds helped Yue farmers to cultivate their crops, weeding the fields,
killing insects and rats, and fertilizing the soil. As a result, the county official prohibited harming
birds, infringement of which incurred severe punishment. Birds were therefore worshipped and
admired in addition to the snake.

Could the double-f motif with ( f <, Lf ) designs represent a bird with two out-stretched
wings (Fig. 13)? Or could it be that the modified forms of frog motif, the meander ( g2 ) (Fig. 14)
or swastika ( Q?, ) (Fig. 15), degenerated further during their development into the modified
double-f motif?

The double-f motif resembles a creature with a head, a tail and two limbs. The snake has no
limbs while the dragon has four. The kui has only one limb. It follows then that the double-f motif
does not represent either the snake, dragon or kui, instead seeming to resemble a flying bird with
two out-stretched wings. The bird, snake and dragon, all represent the male principle. Very often
the double-f motif is combined with the rhombus or net motifs, both of which symbolise female
sex organs. This is consistent with the union of yin and yang that results in procreation. This is

why the double-f motif may be considered the kui bird motif.
Seal motif

The seal motif is mainly found on the pottery of southern China, especially Guangdong and
Hunan provinces. Potsherds with the motif have been discovered on hard pottery vessels at sites
in Pak Mong, Kau Sai Chau, and Tung Wan Tsai.? It is usually square but occasionally occurs in
rhombic or circular form. The rhombic and square versions found in Hong Kong are similar to
those of Guangdong and Hunan provinces in style. No examples of the round version have been
fond in Hong Kong. There are nine or more variations of the seal motif (Fig. 16). It is mostly occurs
on the upper half of hard pottery vessels, where the bottom half is left plain. No more than two

variants of the motif appear on each vessel. It was not only used on pottery, but also on bronze



Fig. 12 Dasikongcun painted pottery
(Zheng Wei, Ibid., p. 44)
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Fig. 13 Double-f motif on Hong Kong stamped pottery

Fig. 14 Machang painted pottery jar Fig. 15 Machang painted pottery jar
(Zheng Wei, Ibid., p. 154) (Zheng Wei, Ibid., p. 151)
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Fig. 16 Seal motif

Fig. 17 Miaodiguo painted pottery
(Zheng Wei, Ibid., p. 35)
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vessels and mirrors. The motif was very popular during the Western Han dynasty, but had
disappeared by the end of the Eastern Han dynasty.

While no complete pottery vessels with the seal motif have been found at the Pak Mong site,
the Kau Sai Chau site has yielded 41 potsherds and 7 nearly complete vessels. These have a short
neck, straight body, slightly flaring mouth, and a flat base. The decoration is usually concentrated
on the upper part of vessels while the lower part is left plain. When combined with the rhombus
and net motifs, the seal motif is often subsidiary. The motif found on potsherds at Tung Wan Tsai
and Kau Sai Chau are similar.

Although there are many variations of the motif, they all suggest the yin and yang
symbolism implied by the sun and the bird. The seal character represents brightness, with the
centre of the seal motif representing the rays of the sun. However, the development of the bird
motif on Neolithic painted pottery, suggests that these radiating designs are often a simplified
bird motif (Fig.17). Duing the Qin and Han dynasties, a large number of tile-ends were impressed
with decorations similar to the seal motif. At the centre of the tile-end is a circle inside which
are chevron, triangle, whorl, and leaf-vein motifs (Fig. 18). The outside of the circle is decorated
with the cloud scroll or interlocking cloud motif. The cloud scroll motif is a variant of the snake
form and so suggests male genitalia. The circle represents the sun. Other motifs used within a
circle, such as bird, fish and frog, and their abstract transformations, all suggest yin and yang.
Therefore, the decoration on the tile-ends represent heaven and earth, yin and yang and their
implicit procreative power. The seal motif resembles a small tile-end which, when stamped

onto pottery vessels, functions as an auspicious symbol.

Asterisk motif

In Hong Kong, potsherds found with the asterisk motif are rare with only two examples
discovered in Lung Kwu Sheung Tan,” and another at Sham Wan Tsuen in Chek Lap Kok." The
asterisk and seal motifs mark the final stage of the development of stamped pottery decoration.

The asterisk is actually an abstracted bird motif (Fig. 19). In ancient mythology, the sun rises
and sets on the back of a bird. The sun and bird are also among the most common decorative
motifs. While a single bird may be abstracted to take the form of ( ¢» ), two birds can resemble
a double-s, cross, petal or cloud scroll motif. If the asterisk motif is enclosed in a circle or square,

it conveys the legend of the sun and the bird.



Fig. 18 Tile-end

(Xu Xi Tai et al., Zhou Qin Han wadang, pp. 72,122,134, 234)

Fig. 19 Machang painted pottery jar
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Concluding Remarks

A large number of stamped pottery vessels dating from the Neolithic period to the Han
dynasty have been found in southern China with each region developing its own distinctive
characteristics. In Guangdong and Guangxi provinces, the chevron motif is the earliest motif
used, developing through the double-f, to the asterisk motifs. In Fujian province, the regular
meander motif (a modified form of the thunder motif) is the earliest, developing through the
square and finally, the mat motifs. In Jiangxi province the net or square, chevron, circle-and-dot,
and thunder motifs are used during the early period while later, the asterisk motif is introduced.
Towards the end of the Warring States period and throughout the Qin and Han dynasties, China
underwent a period of unification leading to the gradual assimilation of regional decorative styles
used on stamped pottery.

Of all the motifs used, the cord motif has the longest history, and is the most common. It
occurs in variants including coarse, fine and intersecting cord marks. These motifs clearly belong
to a time when stamped pottery was first created, during the Neolithic period flourishing until
the Shang and Zhou dynasties. The later decorative motifs also have a long history of development.
The most popular is the net or square motif. Variants include the double-liné lattice and double-
line lattice with enclosed stud motifs. The basket motif, achieved by impressing fabric onto the
vessels, is also considered a type of net motif. Towards the end of the Neolithic period, the chevron,
rhombus, and leaf-vein motifs were introduced successively.

The period from the Western Zhou dynasty to the early Warring States period is the golden
age of geometric motifs, and of the creation of the unique double-f motif. Although highly
interesting, pottery finds with the double-f motif are rare in Hong Kong. Other popular motifs
inspired by bronze motifs include the rhombus with central studs, square with studs, square-
meander, and interlocking-hook motifs.

The final years of the Warring States period saw a gradual decline in the production of
stamped pottery. The asterisk and seal motifs are typical of this period. With motifs becoming
further simplified, the asterisk motif becomes a square with intersecting diagonals ( [X] Q} ), and
the chevron of the early period becomes a wave motif.

The technique of impressing designs is well adapted for pottery produced by the mould
method because it conceals the uneven surfaces of the vessels. From the Warring States period
onwards, pottery production was made more efficient with the introduction of the wheel method
and the replacement of shaft kilns with dragon kilns. The potters” wheel produces vessels with a

smooth body which does not require decoration to hide its defects. The method of impressing



decorative motifs onto vessels was unable to meet the demands of large scale pottery production
by the wheel. Instead simple decorations of incised groove and wave motifs were adopted so that
by the end of the Han dynasty, ceramic innovations such as the introduction of green lead-glazed
pottery and high-fired green feldspathic glazed stoneware, saw incised decoration replace
impressed decoration altogether.

Stamped pottery found in Hong Kong clearly belongs to the regional cultural system of
Guangdong province. Motifs belonging to different periods provide us with clues in the dating of
the sites where they are found. Many stamped pottery kilns have been discovered in Guangdong
province but none so far in Hong Kong. The question of whether the early people of Hong Kong
were indigenous inhabitants or immigrants from southern China, and whether stamped pottery
was made in Hong Kong or imported are topics for future research. However, it is clear that the

early culture of Hong Kong shares regional cultural characteristics with Guangdong province.
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1 Mo Jun-ging, pp. 306-323.

2 William Meacham, 1978, p. 152.

3 Journal of the Hong Kong Archaeological Society, vol. VII (1976-1978), p. 23.
4 William Meacham, 1978, p. 141.

5 Journal of the Hong Kong Archaeological Society, vol. IX (1980-1981), p. 18.
6 Daniel J. Finn, p. 180.

7 Journal of the Hong Kong Archaeological Society, vol. X1I (1986-1988), p. 20.
8 Journal of the Hong Kong Archaeological Society, vol. XIII (1989-1992), p. 18.
9 William Meacham, 1994, p. 240.

10 Pamela Rumball Rogers, et al., p. 84.

(See references on p. 143)

(See illustrations on p. 185)
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References on archaeological sites in Hong Kong 7 % i i 1l 22 % & Bl

Chek Lap Kok 7ifififf
Meacham, William, Archaeological Investigations on Chek Lap Kok Island (The Hong Kong Archaeological
Society, 1994).

Hai Dei Wan %31

Bernard Williams, “Hai Dei Wan”, Journal of the Hong Kong Archaeological Society, vol. VIII (1979),
pp- 27-51.

—, "Hai Dei Wan”, Journal of the Hong Kong Archaeological Society, vol. VII (1976-1978), pp. 14-16.

—, “Excavation of Site 39 at Hai Dei Wan”, Journal of the Hong Kong Archaeological Society, vol. II (1970),
pp- 13-17.

Kau Sai Chau &4
Report on an Archaeological Survey and Excavation of Northern Kau Sai Chau, The Hong Kong Archaeological
Society, December, 1993—February, 1994.

Lo So Shing i&5%5

Cameron, Hugh, “Lo So Shing”, Journal of the Hong Kong Archaeological Society, vol. VII (1976-1978),
pp- 125-129.

Meacham, William, Ibid., pp. 16-26.

Lung Kwu Sheung Tan #E5% F#
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pp- 58-60.

Meacham, William, “Po Yue Wan”, Journal of the Hong Kong Archaeological Society, vol. IX (1980-1981),
pp- 14-21.
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Meacham, William, “Sha Po Tsuen”, Journal of the Hong Kong Archaeological Society, vol. XIII (1989-
1992), pp. 33-54.
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pp- 28-31. '
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Meacham, William, Sham Wan, Lamma Island : an archaeological site study, Hong Kong Archaeological
Society, 1978.
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Archaeological Society, vol. XII (1986-1988), pp. 45-69.
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1978), pp. 33-35.
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Barbara Isaac ~ Cultural Patrimony: Case Studies in Repatriation

Fig. 1

Hupa regalia — open work headdress

(Peabody Museum of Archaeology and Ethnology, Harvard
University)

i —
Hupa 75 Bk % 7< ff
(WA Hh R AR iy 1 5 o B R Y8
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Fig. 2
Photograph of Gash Village, Cape Fox, AK
(Peabody Museum of Archaeology and Ethnology, Harvard

University)
1
BT A0 -3 Cape Fox B3 JE Y Gash #

(M PR 52 B il 225ty B R AR )R
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Barbara Isaac Cultural Patrimony: Case Studies in Repatriation

Fig. 3
Ceremony at Ketchikan to return Tlingit memorial pole in Civic Center
(Peabody Museum of Archaeology and Ethnology, Harvard University)
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Fig. 1

Site map of the western outskirts of Beijing showing the
mid-Qing period location of the Yuanming Yuan, eight
bannerman garrisons, and area gardens

(Yuanming Yuan, Hong Kong: Joint Publishing

Co. Ltd., 1985, p. 67, fig. 7)
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Cary Y. Liu  Architects and Builders of the Qing Dynasty Yuanming Yuan Imperial Garden-Palace

. 1 f
s
E

152

=
- -
¥ io
ezl
. e
L o - -
- e
g 8 e

{ e

]
:ﬁ'
B
=)

1

)
:‘:‘:

i
ﬂ

| .
n

4

|

= R -'.'_; iy o
Gz “ b pooe
= Sl vt T =Tt
N | =
IJL"} e !“l' 'f' T -l - l:lf-.l-' LJ l -l:
= 2 2 ’,: { --— - _:-T—-_v = - 2 -’_\ l_.—_-]
n b i -]||I— -
sl . e -
= Jl 5
i = |

#E

-
1
¥ ¢ )
. *

bE |
o
- 1
y1 %
-
= L
- v
| =—=s
merelll 31 £
) w il
RN
- -
.
o
' -
'.. .-
%7 v
’ ‘lj
52 Ii
B
I b
" 5
- 5 ‘
po i
~ =5
P o 1 o



{5 U 5K 2 B A el ) S R AR A

ElIEE

Les Palais euvopéens

3 e =
] £ % = BE B O
%
5
|
b4
T
1 L
- §iE
) -
i

T o
Wl e
: ' II ah E%E
aed/ o
(T e
'_: &7 R ook
-. I. .
] L.——
i - o~
41 9
o= -‘ et
- bl g

1000 m

.

e LE S

)

'l x

Le Changchunyvu

—he

Fi

Fig. 2
Yuanming Yuan. Plan drawing

(Michele Pirazzoli-t'Serstevens, gen. ed., Le

Yuanmingyuan: jeux d’eau et palais européens du

XVllle siecle & la cour de Chine, Paris: Editions
Recherche sur les civilisations, 1987, p. 5)
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Cary Y.Liu  Architects and Builders of the Qing Dynasty Yuanming Yuan Imperial Garden-Palace




HEREF AR R EMASE A BRR

Fig.3

Yuanming Yuan. Lei design office plan
drawing, 1873

Ink and light colour on paper

134 x 182 cm

Musée Guimet, Paris

(Che Bing Chiu, Yuanming Yuan: Le jardin
de la Clarté parfaite (Besangon: Editions de
I'imprimeur, 2000, p. 99) '
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Cary Y.Liu  Architects and Builders of the Qing Dynasty Yuanming Yuan Imperial Garden-Palace

Fig. 4

Shen Yuan (active 2" half of 18" century) and Tang Dai (b. 1673)
“Scene of Jiuzhou Qingyan” in Yuanming Yuan sishi jing tu, 1744
Album leaf, ink and colour on silk

Bibliotheque Nationale, Paris

(Che Bing Chiu, Ibid., p. 188)
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Fig. 5

Jiuzhou Qingyan island, Yuanming Yuan

Lei design office plan drawing, 1837

(Liu Dunzhen, “Tongzhi chong xiu Yuanming
Yuan shi liao”, Zhonggquo yingzao xueshe hui kan 4
no. 2 (1933), fig. 11)
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1837 AT (HHEAMER) EE
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Cary Y.Liu  Architects and Builders of the Qing Dynasty Yuanming Yuan Imperial Garden-Palace
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Fig. 6

Jiuzhou Qingyan island, Yuanming Yuan

Lei design office model, Tongzhi reign, Qing dynasty
(Liu Dunzhen, Ibid., fig. 15)

BAE (EHEWERE) =
HRERREH
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Cary Y.Liu  Architects and Builders of the Qing Dynasty Yuanming Yuan Imperial Garden-Palace

Fig.7

Qinzheng Qinxian halls, Yuanming Yuan
Lei design office model, 1873

Palace Museum, Beijing

(Che Bing Chiu, Ibid., p. 98)
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Shan Guolin

The Development of Ming and Qing Figure Paintings

162

Fig. 1

Wu Wei (1459-1508)
Songxia guanbu tu
(Watching the Waterfall
under the Pine Tree)
Hanging scroll

Ink on silk

Ming dynasty

157 x 96 cm

Qingdao City Museum

Iﬁé

A (1459 —1508)
CRATERRE)

AR 2R

BAR

157 x 96 JE K

i H &Y
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Fig. 2

Du Jin (15"—early 16™ century)
Shinu tu (Lady Figure)
Handscroll

Ink and colour on silk
Ming dynasty

30.5 x 168.9 cm
Shanghai Museum

H#E (15 L — 1648 9))
(HEZE) &

A KBRS

B

30.5 x 168.9 [EK

B i YR
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Shan Guolin  The Development of Ming and Qing Figure Paintings

Fig. 3

Tang Yin (1470-1523)

Qiufeng wanshan tu

(Lady with a Fan in Autumn Wind)
Hanging scroll

Ink on paper

Ming dynasty

77.1x39.3 cm

Shanghai Museum

)

e

FEE (1470 — 1523)
(PRSI )
AR R

AR

77.1 x 39.3 E kK
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Fig. 4

Qiu Ying (c. 1500-1552)
Liuxia miangin tu
(Sleeping with a Gugin
under the Willow Tree)
Hanging scroll

Ink on paper

Ming dynasty

176.2 x 89.3 cm
Shanghai Museum

I Y

L (49 1500 —1552)
CONTIRE:E ) Hh
AR

AR

176.2 x 89.3 [EK

B s YIRE




Shan Guolin

The Development of Ming and Qing Figure Paintings
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Fig. 5

Ding Yunpeng (1547-1626)
Shijiamouni xiang tu
(Sakyamuni)

Hanging scroll

Ink and colour on paper
Ming dynasty

140.7 x 58 cm

Tianjin City Art Museum

& 1

TEM (1547 —1626)
(remA e fE) #h
AR ER O

BAA

140.7 x 58 [EHk

PR R T i YRR
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Fig. 6

Wau Bin (1573-1620)
Foxiang tu

(Buddhist Figures)
Hanging scroll

Ink and colour on paper
Ming dynasty

127.6 x 66 cm

Palace Museum, Beijing

lu P 759

21N

B (1573 —1620)
(o fRIE )

#E

AR
127.6 x 66 JE kK
PR AL SRR TR
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Shan Guolin

The Development of Ming and Qing Figure Paintings

168

Fig. 7

Chen Hongshou (1598-1652)
Shinu foxiang tu

(Lady and Buddhist Figures)
Hanging scroll

Ming dynasty

fipt4z (1598 — 1652)
CH:ZeffiE ) il
AR
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Fig. 8

Cui Zizhong (1574-1644)
Fusheng shoujing tu

(Fu Sheng Teaching Sutras)
Hanging scroll

Ink and colour on silk
Ming dynasty

184.4 x 61.7 cm

Shanghai Museum

TZITAN

B (1574 —1644)
(IRAER2ZCE ) Hh
HBA KB

BRAR

184.4 x 61.7 JE ¥

B S YA
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Shan Guolin

The Development of Ming and Qing Figure Paintings

170

Fig.9

Ren Xiong (1823-1857)
Yaogong qiushan tu
(Lady with a Fan)
Hanging scroll

Ink and colour on silk
Qing dynasty

85.2 x33.5cm
Shanghai Museum

il 1

fERE (1823 —1857)
(HE etk e )
RIS -Eac

I

85.2 x 33.5 JHK
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Fig. 10

Ren Yi (1840-1895)

Gao Yongzhi xiaoxiang tu
(Portrait of Gao Yongzhi)
Hanging scroll

Ink and colour on paper
Qing dynasty

130.9 x 48.5 cm

Shanghai Museum

A
130.9 x 48.5 JE>K
R Matisae X0
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Hou-mei Sung Chinese Figure Paintings of the Mid-Ming Court

172

Fig. 1

Yin Shan (1410s-1460s)

Zhong Kui chulie tu (Zhong Kui’s Hunting Excursion)
Handscroll

Ink and color on paper

Ming dynasty

242 x112.8 cm

Museum of Huaian County, Jiangsu

#

B%3E (1410 8 — 1460 F£1X)
(slEtRE) &
AR B A

BAA

24.2 x 112.8 JEk

PR AR A L TH A A
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Hou-mei Sung  Chinese Figure Paintings of the Mid-Ming Court

Fig..2 B

Yan Hui Ryl

Zhong Kui's yuanye chuyou tu ot e ) &
(The New Year’s Eve Excursion of Zhong Kui) ABAIKERT i)
Handscroll, ink and slight colour on silk TefL

Yuan dynasty, 24.8 x 240.3 cm 24.8 x 240.3 JEK
The Cleveland Museum of Art T s R T 2

Fig.2 (Detail)
Z(EEs )
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Hou-mei Sung

Chinese Figure Paintings of the Mid-Ming Court

176

Fig. 3 (detail)

Gu Hongzhong (active 943-960) (attributed)
Zhong Kui chulie tu (Zhong Kui’s Excursion)
Handscroll, ink and color on silk

Five Dynasties

28.7x372.1 cm

National Palace Museum, Taipei

BE= (/i)

BERI ({#) (VEEER 943 —960)
(EEHHE) &

BAKEHE

=R !

28.7 x 372.1 [Ek
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Hou-mei Sung  Chinese Figure Paintings of the Mid-Ming Court
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Hou-mei Sung  Chinese Figure Paintings of the Mid-Ming Court

Fig. 4

Liu Jun (1430s-1490s)
Xueye fangpu tu (Visiting
Pu on a Snowy Night)
Hanging scroll

Ink and color on silk
Ming dynasty

143 x 75 cm

Palace Museum, Beijing

iU

2 (1430 FAR— 1490 FAL)
(EBER7ERE)
BAKEHRE

BEfR

143 x 75 [EK
WL R = b




Fig. 5

Liu Jun (1430s-1490s)
Suojian tu (Admonishing
in Chains)

Hanging scroll

Ink and color on silk
Ming dynasty

165 x 106.5 cm

C. C. Wang collection

Bk (

AR BB
BEAR

165 x 106.5 JEk
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Hou-mei Sung  Chinese Figure Paintings of the Mid-Ming Court

Fig. 6 (section 1) &7 (
Yan Liben (?—673) (attributed), Suojian tu (Admonishing in Chains), handscroll B (&
Ink and color on silk, Tang dynasty, 36.9 x 207.9 cm, the Freer Gallery of Art B 369

BE—E)
) (?7—673) (EHFHE) #  BAKBHE
x 207.9 [EK » B F H TR

Fig. 6 (section 2)
B (3R )

Fig. 6 (section 3)
7S (=8 )




Fig. 7

Zhu Duan

(active first half

of 16" century)
Duhu tu (Tigers
Crossing the River)
Hanging scroll

Ink and color on silk
Ming dynasty

174 x 113.3 cm
Palace Museum, Beijing

e

G (R 16 4D EaEsE)
CERE) #h

HAKEZE

BAFR

174 x 113.3 [Ek
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Hou-mei Sung  Chinese Figure Paintings of the Mid-Ming Court

PN DAY Sk Con e

S

Fig. 8

Anonymous Rt

Hunting Scene (P #E&A

Stone relief excavated from Weishan, Shandong R

Eastern Han period 53.5 x 180 JEK

53.5x 180 cm HH T LR R LR LR

Qufu Confucius Temple, Shandong

Fig. 9 & Fu

Anonymous (=2

Deva King Vaisravana painting on the pedestal of Buddha CRESHIK) Hhrekes

Tang dynasty R

Great Eastern Hall, Foguangsi Temple, Shanxi ILPEE LA L EEE T RAR
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Hard pottery pot with lozenge and

raised dot pattern

Bronze Age, c. 1500-500 B.C.

Excavated from Sha Po Tsuen, Lamma Island
Height: 24.5 cm Body diameter: 28 cm
(Collected Essays on the Culture of

the Ancient Yue People in South China

Hong Kong Museum of History, 1993

p. 221, fig. 166)

ZE N5 ™ B AU HE e

FHHA AR - YA TCHET 1500 —HiT 500 4
Y BIHiIR H
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( sEm S bsm &)

AR > 1993

H 211 0 [E 166 )

Hard pottery pot with concentric ring pattern
Bronze Age, c. 1500-500 B.C.

Excavated from Tung Wan, Lantau Island
Height: 26 cm Body diameter: 49.7 cm
(Collected Essays on the Culture of the

Ancient Yue People in South China

Hong Kong Museum of History, 1993

p. 221, fig. 167)
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Yeung Chun-tong  Abstract Meanings: Stamped Pottery in Hong Kong and Its Motifs

Soft pottery jar with concentric ring pattern
Neolithic period, c. 2200-1500 B.C.
Excavated from Tai Wan, Lamma Island
Height: 26.8 cm Body diameter: 29.5 cm
(Collected Essays on the Culture of

the Ancient Yue People in South China

Hong Kong Museum of History, 1993

p. 210, fig. 130)

T B AT S W i
B e RE R A2 ICRET 2200 —HIT 1500 5
MY BREH L

B 268 X IE

*

Soft pottery pot with concentric rings pattern
Neolithic period, ¢. 2900-2200 B.C.
Excavated from Yung Long, Tuen Mun
Height: 13.6 cm Body diameter: 13.5 cm
(Hong Kong Heritage: A History of

6,000 Years, Hong Kong Antiquities and
Monuments Office, 1998)

S P

A R A9 ICRT 2900 —HIT 2200 £
AP R H

B o136 BK JERC D135 [EK

( (HFEEXYRTED)

F ok R R 0 1998 )
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Soft pottery pot with leaf-vein pattern
Neolithic period, c. 2900-2200 B.C.
Excavated from Yung Long, Tuen Mun
Height: 23 cm Body diameter: 25 cm
(Collected Essays on the Culture of

the Ancient Yue People in South China
Hong Kong Museum of History, 1993
p. 198, fig. 92)
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Hard pottery pot with double-f pattern
Bronze Age, c. 1500-500 B.C.

Excavated from Hai Dei Wan, Lantau Island
(Hong Kong Heritage: A History of

6,000 Years, Hong Kong Antiquities and
Monuments Office, 1998)

TR 2o i ]
FHHAEA » 2924 TCHT 1500 — /I S00 4E
R LB b

( (FHEXNTE)
FRGYEEBERE » 1998 )
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Yeung Chun-tong  Abstract Meanings: Stamped Pottery in Hong Kong and Its Motifs

Hard pottery pot with double-f pattern

Bronze Age, c. 1500-500 B.C.

Excavated from Kwo Lo Wan, Chek Lap Kok

Height: 21.5 cm Body diameter: 21 cm

(Hong Kong Heritage: A History of 6,000 Years

Hong Kong Antiquities and Monuments Office, 1998)
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Hard pottery pot with seal pattern

Han dynasty

Excavated from Kau Sai Chau, Sai Kung

Height: 25.5 cm Body diameter: 26 cm

(Hong Kong Heritage: A History of 6,000 Years

Hong Kong Antiquities and Monuments Office, 1998)
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University Museum and Art Gallery Exhibitions 1976-2002

FHRBEMHEYHEEE 1976-2002

Dates Exhibitions
2 RE
1976 | 1 30/11-19/12 Art ‘76 : Hong Kong Contemporary Art
TR
1977|2 |5/2-6/3 Ching Polychrome Porcelain
HREE
1978 | 3 18/3-31/5 Carved Porcelain and Other Carved Objects
e 25 e LA 2 T2
4 |2/12-19/1/79 Art ‘78 : Hong Kong Contemporary Art
#fE
197915 5/10-19/12 Shiwan Wares
19801 6 |11/7-6/8 Student Ceramic Art
B PES
7 |18/10-12/11 Photographs of Chinese Gardens by Chung Wah-nan
i 5 R B
1981| 8 |24/1-25/2 Art ‘81 : Hong Kong Contemporary Art
2/
9 10-30/6 Paintings by Pau Siu-yeu
10 |16/9-31/10 Ceramic Finds from Ancient Kilns in China
T SRR A
11 |12/12-6/1/82 Paintings by Shao Yu
AR A
198212 |12/1-7/2 Contemporary Currents in American Art
RSB
13 |30/3-19/4 Proverbs : Art Works by Yip Po-hoi
EEh RS
14 |11/5-9/6 Paintings by Li Xiong-cai
15 |15/12-31/1/83 Students’ Ceramic Art with Works by Teachers and Potters
E2p B ah B M BB R M dh
1983| 16 |12/3-30/4 Paintings by Four Masters of Lingnan School
S
17 |27-29/10 Paintings by Chow Chian-chiu and Chow Leung Cheng-ying
AT REEER
18 129/11-30/12 Modern Sculpture
HLACHEE
1984| 19 |17/2-31/3 Art ‘84 : Hong Kong Contemporary Art
SR/




20 |23/3-31/5 Jingdezhen Wares : The Yuan Evolution
(L P8 SR ZE A
1985| 21 |10/1-9/2 Canadian Painter : Alex Colville
NIEPN: - E QLN Fideer s
22 16-8/3 Oil Painting of The Martyrs of Nagasaki
R 2
23 129/3-4/5 Hong Kong Ceramic Art ‘85
Rl E e WA
24 |8/10-5/12 Ceramic Finds from Tang and Song Kilns in Guangdong
R BRI L
25 |8/10-13/12 Hong Kong in Ink Moods: Landscape Paintings by Lui Shou-kwan
A o AEHRIKE
1986 | 26 |11/1-14/2 Hong Kong Sculpture ‘86
EHEREE /S
27 120/2-13/3 The Drawn Image : Facsimile Drawings from the Albertina
Collection of Graphic Art, Vienna
2 AR SURR S Bl 2 H R
28 |8/4-17/5 University Art Collection
29 |19-30/6 Tibet Through My Eyes : Photographs by Wang Miao
HARTPHIPER - LR
30 |8/7-7/8 Hong Kong Painting 1986
FE— LN
31 |13/8-6/9 Chung Fung Art Club
32 |16/9-11/10 Paintings by Irene Chou
33 |24/10-13/12 Arts from the Scholar Studio
XIEE
34 |5/11-6/12 Science Applied to Art
B BT
35 |18-31/12 Soul and Beauty : Photographs by Wong Yin-wah
1987 | 36 |23/1-18/2 Paintings by Li Ku-chan
RN L AR
37 125/2-14/3 Contemporary Japanese Prints
A H AR
38 |25/3-25/4 Visual Art ‘87
ME BT\
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39 |9-30/5 Contrasts : Works on Paper by Seven Artists from Northern Ireland
LR MBS R L AE
40 |9-27/6 Chinese and Korean Sutra Manuscripts
41 |24-30/9 Philippe Charriol Foundation : Modern Art Exhibition 1987
J\E BT
42 |10/10-7/11 German Graphics of the 70s
R C AR E
43 |17/11-5/12 Chinese Painting by Au Ho-nien
B E
44 |15/12-9/1/88 Contemporary Prints from China
AU
1988 | 45 |19/1-29/2 Over and Yonder : Paintings by Hon Chi-fun
Bl @S HEE |
46 |8/3-7/4 Chinese Painting : Lingnan School
S [
47 |14/4-14/5 British Drawings 1961-1975
48 19/7-6/8 The Art of Qian Jun-tao
49 123/8-10/9 Graphic Works by Max Klinger
SRS ET R
50 |24/9-5/11 Paintings by Fang Zhao-ling
HmER
51 (15/11-7/1/89 East and West : Potters from Brazil, Britain, Japan,
Sweden and U.S.A.
7. [ i 2
1989 | 52 [28/2-28/3 Australia Beyond the Mudane : Australian Contemporary Art
PR 5 5 Al
53 |3-23/11 Huang Po Chan / Obaku Zen Calligraphy and Painting
g
54 |5-22/12 Hong Kong Visual Arts Society Annual Exhibition
TSR R G F R
1990| 55 [19/1-17/3 Seals by Qian Jun-tao
ESEEE Al
56 [25/5-30/6 Acrylic-Batik-Crayon Paintings by Janet Echelman
EHEPL . WS SUeE
57 |17/10-13/12 Dehua Wares
BZ
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23/10-24/11

Chinese Snuff Bottles
o o] 2 45

199159 |6/3-20/4 Works by 11 “Art Action” Artists
CEMTTE) & BAEM
60 [26/9-18/10 Painting and Calligraphy by Jao Tsung-I
BEREEE &
61 |24/10-23/11 International Ex-Libris Exhibition
o R e 2
62 |24/10-30/11 Paintings by Yank Wong
E{ A E
63 |6/12-15/1/92 Hong Kong Sculpture
v
1992 64 |19/2-24/3 Japanese Contemporary Clay Works
HARE Py 2
65 |1-30/4 Chen Chi-kwan Retrospect
BRHE - E B R
66 |8/4-19/6 Ceramic Finds from Jingdezhen
SEELREFIHLEEE
67 |7-30/5 Portuguese Decorative Tiles (17" and 18" Centuries)
RS+ EE /A AHLES :
68 (29/6-3/7 Graduation Art Exhibition of Northcote College of Education
F0 AR AT R BT R R R AR
69 |7/7-28/8 Two-dimensional Works by Secondary School Students
o B2 A ST Al
70 |9/9-3/10 Art Works by Leung Kui-ting
REZHE
71 |10-31/10 Art Works by College Lecturers
FH BB AT I &
72 |11-28/11 The Earth Elements : an Installation by Tetsunori Kawana
=R oyt 30
73 4/12-10/12 Painting and Calligraphy by Fang Zhao-ling
7 A s
74 116/12-16/1/93 Hong Kong Visual Arts Society 19" Annual Exhibition
HFHEAREMHERE T EER
199375 |1/2-8/3 Japanese Dolls
HANT
76 |25/3-24/4 The Emerging Harmony of Forms : Paintings by Nancy Chu Woo
&M © RIEEREE
77 |26/5-19/6 China in the Thirties : Photographs by Pierre Verger

THERTE | AEREEE
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78 |30/10-15/1/94 Green Wares from Zhejiang
WLEE

79 |3/11-4/12 Paintings by Henry Wu Yue-kee
TS

80 |6-22/12 Sand Mandala by Rv. Monks from Nepal
il

1994 | 81 [12-29/1 Clayworks by Hong Kong Contemporary Ceramics Society

FHENEEGEEEG BIEME

82 |2-22/2 Paintings and Sculpture by Norman Ko
EEE TIN5

83 |19/3-14/5 Engaging Tradition : Violation
2HEH R (REZMW)

84 |15/4-2/7 Traditional Wood Carving from Fujian
TR AR

85 |21/5-2/7 China in the Thirties : Photographs by Pierre Verger
EHEATE C ERERY

86 [9-23/7 Window on Singapore Art
RIERZE - B A

87 16-9/9 Interaction of Science and Art
FHZ i

88 124/9-31/10 Graphic Works by M. C. Escher
158 T AT

89 |11/11-10/12 Contemporary Chinese Oil Paintings
E AR

90 |16/12-21/1/95 Works by the Hong Kong Visual Arts Society and the Meeting
Point Artists Association, Canada
A B BT 15 & M IR B g T R

19951 91 |11/2-18/3 Photographs of Ajanta Murals by Benoy Behi

B g P BE 2R M R

92 |29/3-6/5 Chinese Snuff Bottles from the Collection of Mr. Yeung Tat-chi
151 78 P B B R

93 |18/5-30/6 French Contemporary Pottery
BRI

94 |24/5-2/9 Hong Kong : A Micro Vision—Photographs by Sun-chang Lo
MEREE - BEEEY

95 |12/9-5/10 Painting, Sculpture, Design and Architecture of Tao Ho
(TE-£ 300

9 |4/11-6/1/96 Chinese Folk Art
PP B Al
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6/12-6/2/96

Exquisite Jade Carving
BRI

1996 | 98 |30/1-29/2 Engaging Tradition II : Relocation

R EASCIRE (HE )

99 (18/3-29/3 Japan Visual Art
SRTh =& 3]

100 |9-30/4 Capital Works : Contemporary Art from The Australian
National Capital
BRI AR R A

101 |11/5-1/6 The Architecture of Christian De Portzamparc

102 |26/6-23/8 Works by Art Teachers in Hong Kong
T HE LA

103 |25/9-12/10 Hong Kong Visual Arts Society 23" Annual Exhibition
FHEHRBMIHER -+ = EER

104 |23/10-16/11 Paintings and Calligraphy by Jao Tsung-I
VAN BT

105 |9/11-25/1/97 Art Treasures from Shanghai and Hong Kong
BHRE

106 |4/12-10/1/97 Paintings and Writing by Wan Qing-li
HEEE ,

1997 | 107 |15/1-15/2 Hong Kong : A Macro Vision - Drawings by Sun-chang Lo

HEE . AEERAELR

108 20/2-22/3 Oil Paintings by Li Zongjin
IR

109 |26/2-15/3 Innovative Australian Architecture
BRI R BT A 2

110 |15/3-24/5 Ceramic Finds from Henan
W EE

111 |9/4-15/5 Chinese Calligraphy by Delegates of the Chinese People Political
Consultative Conference Beijing and Hong Kong Jiazi Society of
Chinese Calligraphy
RS L B EEREFET T EH SR E MR

112 |17/4-5/5 Mario Botta Architecture : a Photographic Retrospective
by Pino Musi 1980-1995
J5 L B ) 2

113 |10/5-24/5 The Way of Wood : French Sculptor Christian Renonciat
veEa AR | RAVEUT

114 |23/5-14/6 Geometric Paintings by Aurelie Nemours

SR AR A T
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115 {6/8-4/9 The Unending Path : Paintings by Harold Wong from 1957-1997
SRERIEE B - s 5 U i [m] A

116 [13/9-18/10 Mexican Prints
B VGF i EE

117 |31/10-15/12 Heavenly Horses
THE

1998 | 118 |6/2-5/3 The New Face of Hong Kong

A HERTHL

119 |18/2-21/3 An Urban Experiment in Central Berlin : Planning
Potsdamer Platz
FEAHMR PR E T B B - B O R

120 |25/2-23/5 Hunan Colours : Ancient Ceramics of Hunan Province
MRERT - #Eh A E

121 [18/3-29/4 Flow : Paintings by Joseph Lee
WARHEE - FiEkas

122 |1/4-25/4 Elegant Beauties : Paintings by Annie Wong
KLEPE  REBELE

123 |7/5-6/6 Figuration Narrative
it EIE - LB E

124 |24/6-1/8 Between the Sky and the Earth : 5 Contemporary Chinese
Artists Around the World
KEHT - BRSNS EFEMNRK

125 |4/7-22/8 Works by Art Teachers in Hong Kong
HEWE - AR5

126 115/8-18/9 25 Years of Hong Kong Visual Arts : Hong Kong
Visual Arts Society Jubilee Anniversary Exhibition
FHRB A FEAREMNH FIRER

127 |26/9-15/12 In the Footsteps of the Buddha
AR - d Bl

128 |14/10-5/12 Gems of Ancient Chinese Zithers
HEEE

129 |31/10-28/11 Design as Strategy : Works by Four Argentine Artists
R R - FIARE S R YA AFSL R

130 |17/12-19/1/99 Artistic Boundaries : Paintings by Feng Yeh
RENH - HIEEHE

131 |23/12-2/2/99 Paintings by Huang Yong-yu
TR A B EEE

1999 | 132 |27/1-28/2 Chinese Calligraphy by Ambrose So

aRf S
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134

135

136

137

138

139

140

141

142

143

144

145

146

147

12/2-14/3

13/3-11/8

24/3-1/5

19/5-13/6

23/6-25/7

31/7-26/9

16/8-28/11

1/9-28/11

1/9-3/10

13/10-9/11

23/10-21/11

17/11-5/12

1/12-2/1/2000

15/12-20/2/2000

18-21/12

16 Lessons in Lines : 50™ Anniversary Exhibition of Architecture
Department
A+ E  ERALHEER
Adornment for the Body and Soul : Ancient Chinese Ornaments
from the Mengdiexuan Collection
BERTT | BURER R B A
Art Fashion : Originals by Famous Fashion Illustrators of the
20th Century Zahm Collection
BEROL - AR AR E
Long March of the Jeans : Bronze and Ceramic Sculptures
by Tomek
FFRAL - AR AT
Lyrical Vision : Paintings by Liew Come-tong
AEAUE | Bl Ae
Dreamscapes : Paintings and Calligraphy by T. C. Lai
{LILEAE © JEIE B EE
Legacy of a Golden Age : Ceramics of Tang China from the Tsui
Art Foundation ’
BB - R R R AP A
Heavenly Earth : Ceramics of Ancient China from the Tsui
Art Foundation
SR PRI R S P B U A
Fragrance of Ink and Vermillion : Calligraphy and Seal Carving
by Hong Kong Artists
KRBT | HHEE LB
The Art of Gao Jianfu
A he
Portraits of Feelings : Paintings by Chan Hoi-ying
RELE | BisEeE
Reverie : the Art of Marina Pang
KEIE | PEE S
Recent Journeys and Interludes : Paintings by Hon Chi-fun
ATHRERMAE - wE B e
Passion of Collecting : The Oriental Ceramic Society of Hong
Kong 25" Anniversary Exhibition
AL HERTWESE _+IBELORE
Angkor : Photographs by Peter Yung
WA SIMERERY

2000
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19/1-12/3

Hong Kong Poster League Episode 1 : People
WEE— A
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149 |22/3-20/4 Megacities Now ! Asian Vision
FpRHET - EINATHE

150 {8/4-30/7 Ming and Qing Bamboo from the Kwan Collection
R/ - B ECEAE T

151 |5-28/5 Painting by Szeto Lap
Bz Wb - FIEILAEE

152 |1-4/6 Paintings and Calligraphy by Leong Weng-kee

153 |16/6-23/7 Paintings by Shi Hu
fRiaE

154 |17/6-16/7 “All Is Well” 2000 Ju-I Exhibition
REWE

155 |2/8-30/9 Paintings by Xu Xi

156 |16/11-30/12 The Art of Polish Posters
5 v R Al

157 |22/11-7/1/2001 City Life : Paintings by Fong So
WAER iRk E

2001 | 158 |10/1-18/2 Tradition and Innovation : Prints from Post-Independence India

ENE R - B

159 |17/1-6/3 A Life in Art : Paintings by Ng Po-wan
HE—4 MY ERE

160 |14/2-13/5 Vitrified Colour : Chinese Glass through the Ages
SR T B U

161 |24/3-10/6 Ancients in Profile : Ming and Qing Figure Paintings from
the Shanghai Museum
EAWE | LEEYEEAE A E

162 |1/6-8/7 Enlightened Blackness : Ink Paintings by Yang Jiechang
ZYWERE G EaE ‘

163 |10/7-31/8 Bits of YOU, Bytes of ME and Echo Bits
01 8 01 % | FHEMH T ASERE AN R

164 |18/7-12/8 A Love of Ink : Works by HKU SPACE Chinese Art Lecturers
THEHEEE | HWREE I 2 Lo P B SEHTE AN F

165 [22/8-30/9 Octopus : The Hong Kong Visual Arts Society
28" Annual Exhibition
BN - BEREREMRES _+/VBFE

166 |15/9-21/10 Paintings by Hu Zhenyu
IR AEE

167 |27/9-8/1/2002 The Musical Arts of Ancient China

HERE - T EEAE X
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169

1/11-31/12

14/12-19/03 /2002

Dreamscapes : Paintings by Antonio Saliola

BEhEE  DleREgE

Past Visions of the Future : Some Perspectives on the History
of the University of Hong Kong

RO | HR KRR A

2002
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172

173

174

175

176

177

27/3-5/5

27/3-5/5

12/4-3/7

8/5-30/6

15/5-16/6

26/6-11/8

25/7-15/9

16/8-8/9

Carnival Shore : Paintings and Poems by Chung-hing
FERENR | R LEE

Carefree Sojourns : Sculpture by Tong King-sum

R © RS

Gems from the South : Traditional Crafts of Guangdong Province
MY | ERERTE

Building Images : Photographic Perspectives on HKU
BRI @ F R

Images of South Africa : Photographs by Claude Ho
FAFEREE © EEREE

A Love of Art : Works by HKU SPACE Western Art Teachers
REEE | FHEREEEB RGN 77 EMEaE &

Forest of Moods: Oil Paintings by Sun Yun-tai

KT - REAHE

Calligraphy of Heart Sutra by Jao Tsung-I

DEEERE - BRI DAE R
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