influence is often present, an example from the first half of the nineteenth century being the portrait of the heroic admiral Kuan T'ien-p'ei, of which the arresting head is dustrated in Figure 47.
Certain eighteenth-century court painters, notably Leng Mei. Tsou I-kuei
and Shen Yuan, show unmistakable signs of Western influence in their work.
There were other seventeenth-century painters, such as Shang-kuan Chou, Lu
Wei and possibly the curious Fa Jo-ch'en, in whom Western influence is less obvious but still discernable. In the handscroll by Lu Wei in the Tokyo National
Museum (Figure 48), the definition of continuous ground surfaces by means of
gradations of shading is something quite new in Chinese landscape painting that
must have been stimulated by contact with Western art. Such borrowings are
elusive and difficult to substantiate; they need to be further investigated.

The Eighteenth Century
With the arrival in Peking, in December 1715, of Giuseppe Castiglione, a young
Milanese Jesuit trained in Genoa, the court at last acquired a European painter of
some quality-a man who was destined to have a considerable impact on Chinese court taste for over half a century. En route, he had spent four years in Portugal, where he had decorated the chapel of the Jesuit novitiate in Coimbra with
frescoes of the life of St Ignatius Loyola. But if he imagined that his career in
China would likewise be dedicated to the decoration of Christian churches, he
was in for a cruel shock.
Within a short time of his arrival in Peking, Castiglione, now bearing the
Chinese name Lang Shih-ning, found himself at the workbenches in the dismal
atelier that occupied one corner of K'ang-hsi's huge, rambling country palace,
the Yiian-rning-yuan. In these crowded, malodorous workshops, 'full of corrupt persons', as one of the Jesuits put it, Lang Shih-ning and Father Matteo
Ripa, another recent arrival, slaved away at enamelling on porcelain. The Jesuits
were prepared to do almost anything to further the aims of the mission-'tout
pour l'amour de Dieul-but this was too much. They petitioned to be excused,
and succeeded only by painting so clumsily that the emperor reluctantly released
them, though not to the kind of freedom that they had hoped for.
Jean-Denis Attiret, who joined Lang Shih-ning in 1738, complained bitterly
that they were forced always to work in the Chinese medium and never had the
time or the energy for the devotional pictures they longed to paint. Though
loaded with honours, Lang Shih-ning and Attiret found no relief from unremitting labour. In 1754, when he had been working night and day for several weeks
in Jehol, painting portraits and commemorative pictures for the emperor, Attiret
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wrote to Father Amiot in Peking, 'Will this farce never come to an end? So far
from the house of God, deprived of all spiritual sustenance, I find it hard to persuade myself that all this is to the glory of God'.
Lang Shih-ning spent the rest of his life in the service of three emperors,
K'ang-hsi, Yung-cheng and Ch'ien-lung, gradually perfecting a synthetic style
in which, with taste, skill and the utmost discretion, Western perspective and
shading, with even on occasion a hint of chiaroscuro, were blended to give an
added touch of realism to paintings otherwise entirely in the Chinese manner.
In April 1723, Father Amiot reported:
O u r most dear Castiglione has been daily occupied in the Palace, with his art . . .
which has been thoroughly investigated by the Emperor [Yung-cheng], first in
enamel painting, then in the usual technique, whether in oil o r in water-colour. By
imperial order he had to send the ruler whatever he did. It can be said that his works
have succeeded in winning the Emperor's favour, for he has on various occasions
benignly praised the artist, and sent him gifts even to a greater degree than his deceased parent. Frequently, . . . dishes were sent from the Imperial table; again, the
Emperor rewarded him with twelve rolls of the best silk, accompanied by a precious
stone, carved in the shape of a seal, with the effigy of Christ our Saviour, on a cross.
Latterly, he was presented with a summer hat, which gift denotes great honour.

The Ch'ien-lung emperor (1736-96) was as lavish in his praise of Lang
Shih-ning as his father and grandfather had been before him-and was as exacting in his demands. Before long the Jesuit found himself appointed chief architect for the new complex of buildings in the northeast corner of the Yiian-mingyiian, Ch'ien-lung's 'Garden of Everlasting Spring' (its earlier name having been
Ch'ang-ch'un-yiian). There Lang Shih-ning designed a series of palaces, pavilions and terraces in an ornate pseudo-Rococo style that delighted the emperor
(Figure 49). These structures-the product of the Jesuit's fertile imagination,
lack of professional training and remoteness from any possible critics-must
have given him enormous pleasure too, for this seems to be the one occasion
in his career at court when he was able to do exactly what he pleased. Between
his pavilions stood huge fountains worked by machinery designed by Father
Benoist that were Ch'ien-lung's special pride.
Ch'ien-lung filled these remarkable buildings with furniture, clocks, pictures and mechanical toys that had been sent as gifts to the court by Louis XIV
and Louis XV. O n the walls he hung tapestries designed by Boucher, the Teintures Chinoises, which were said to have been based on sketches made in the Forbidden City by Lang Shih-ning's young Jesuit colleague, Attiret, though this
seems rather unlikely. Could Ch'ien-lung have imagined that these charming
chinoiseries were meant to depict his own court? Perhaps he thought they repre-
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scnted Versailles. Another pavilion was built to accommodate the set of Gobclins
tapcstries scnt out by Louis XV in 1767.
Just as it amuscd Louis X V to attire his court on occasion in Chinese dress,
so, in rcversc, with Ch'icn-lung. H c had himsclf and his lovcly Mongolian consort, Hsiang Fci, paintcd drcssed up in European armour and hclmct, and thcrc
exists a charming portrait o f thc 'Fragrant Concubine', as she was callcd, drcssed
cn p y s a w c , with a shepherd's crook and baskct of flowcrs-a figurc straight out
o f Bouchcr, possibly paintcd by Attirct o r one o f his pupils (Figurc SO).

---'E>
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C,:

Anonymous follower of L m g Shih-ning
(Giuscppc Castiglionc: 1688- 1766). Tlrc.
Bdvederr ( F a t q w n i krratr), itr rkr Yiintr111ir;y-yiiatr. Engraving. 1793. Bibliothc-

que Nationalc. Paris. By the tirnc thcsc
engravings were made. Castiglionc's Chir~cscpupils had begun to forgct sornc of
what he had taught thcm. partici~larlyin
drawing trccs; perhaps also they found
the European idea OFthe Formal garden
unnatural, cvcn ridiculous.

50.
A n o n y l n o ~ ~follower
s
of Lang Shih-ning.
Porlrtrit qf H s i n q Fe;, the 'Frfl,yrnrrt Cottilrbitlu'. Eighteenth century. Palacc Mu-

scum. Peking. This charming figurc,
possibly inspired by Boucher. was popular in China where it was copicd in
carvcd and painted ivory.

5 1.

Lang Shih-ning (Giuscppc Castiglionc;
1688- 1766). L n r ~ b q i ,Ink
, and slight
colour on silk. National Palace Museu~n,
Taipci. A brilliar~tcscrcisc in the acndctnic rnnnrier o f Wang Hui (1632-1717).
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Detail of Figurc $1. Lmg Shih-ning
shows his Wcstcrn training only in the
drawing of thc littlc thatchcd pavilion

arid of the young gentlcrnan reclining
in thc window.

Whcn not cmployed in painting portraits of thc enipcror or of historical
evcnts in his rcign or dccorating thc walls of thc Yuan-rning-yuan, Lang Shihning devotcd liirnsclf to painting scrolls dcpicting thc crnpcror's favourite pets,
horses and auspicious plants. Occasionally, he painted landscapes, and his tall
Iandscapc in thc National Palace Muscum, Taipci, is, exccpt in somc details, a
clever pastiche of thc manner of thc scventccnth-century orthodox rnastcr Wang
Hui (Figurcs 5 1 and 5 2 ) . Pcrhaps his most successful blcnding of Chinese and
Western mcthods was achieved in thc long handscroll. A Httndred Horses in a
Lnndscaye, which he painted for Yung-chcng in 1728 (Colour Platc j). T h c continuous pcrspcctivc, rcquired by thc handscroll format, is of coursc Chincsc, but
thc depth achieved by mcans of a continuous ground planc is Westcrn, as are thc
rcflcctions and shadows. But thc cxtrcmc rcstrairit with which thcy arc used is a
conccssion to Chincsc tastc, while Cliincsc convcntions for mountains, rocks
and trces arc transformed by a quitc Western rcalisrn in thc drawing. In all, this
is a brillidnt synthesis, clcvcrly calculated to givc thc enlpcror cnough of Western realism to delight him, but not cnough to disconcert.
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The large panel on silk from a private collection in London seems to belong
to this group of courtly portraits painted by the Jesuits and their pupils (Colour
Plate 6 ) . An elegant young lady sits in a foreign chair, wrapped in velvet, with a
fur-trimmed muff, looking tranquilly down at the little servant girl warming
her hands at the charcoal brazier, while another brings what looks like a Dutch
coffee pot, jug and teapot on a tray of mother-of-pearl. The setting is subdued
Rococo; the painting of many details-such as the glass bulb-bowl, the landscape over the door, the furniture and brackets, and above all the lively, delicate
treatment of the lady's face, with its deft highlights and shadows-proclaims the
hand of a European, possibly working with Chinese assistants.
Who this European was is not known. The peculiar charm of the figures is
French rather than Italian. In a letter of November 1743 Attiret wrote that he
painted chiefly in watercolours on silk, or in oil on glass, and seldom in the European manner, except for his portraits of 'the brothers of the Emperor, his wife
and several other princes and princesses of the blood, and certain favourites and
other seigneurs'. Not only is the central figure disproportionately large, but her
face is painted with a care and realism not devoted to the others. This suggests
that it is a portrait, and not merely a decorative composition, though whether it
is indeed by Attiret, we cannot of course be certain.
In his large compositions Lang Shih-ning sometimes cooperated with a Chinese court painter, the Jesuit putting in the figures, the Chinese the landscape.
Among Lang Shih-ning's known collaborators were Ting Kuan-p'eng, Ch'in
K'un and T'ang-tai. There was formerly in the Imperial Palace collection an album of illustrations to a section of the ancient Book of Odes, in which the landscapes are by T'ang-tai, the buildings by Lang Shih-ning and the figures and
animals by Shen Yiian, one of the artists who produced a series of forty views of
the Yiian-ming-yiian.
Perhaps it is the hand of T'ang-tai, collaborating with Lang Shih-ning, that
we see in a huge and remarkable painting now hanging in the Stanford Museum,
known as Night Market at Yang-ch'eng (Figure 5 3 ) . The picture is signed with
53.

Attributed to Lang Shih-ning. Night Marker at Yang-ch'eng. Detail. Hanging scroll
on silk. Dated 1736. Stanford University
Art Museum, Stanford. Although the
landscape in the background of this fascinating picture may be by a Chinese artist,
the drawing of the buildings and figures
and the handling of light and shade show
the unmistakable hand of a European.
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Lang Shih-ning's name and the date 1736, but this may have been added later.
The Night Market depicts with a wealth of fascinating detail the life along a riverbank outside a city wall on a summer night. There are pedlars and boatmen,
wine shops and roadside stalls, drawn in the Chinese medium yet obviously by a
European who had exchanged his pen for a Chinese brush. His handling of light
and shadow, of human anatomy and the very texture of walls and roofs could
not have been learnt in Peking, and there are details, such as the gentleman stepping ashore from a sampan and a girl in a boat drawing water from the river,
which look very French, as though the painter had studied engravings after
Watteau and Boucher. In the distance, however, there rises a mountain landscape bathed in moonlight, executed, unlike those in the Hundred Horses scroll,
by an unmistakably Chinese hand. It may be that the Night Market represents no
actual place, but was painted to give Ch'ien-lung an idea of how hls subjects
might spend a hot summer night. The origin and history of this painting before
the twentieth century are a mystery. It bears no imperial seals, and, like many of
the works of the court painters, may have been painted simply as a wall decoration for one of the pavilions of the Yuan-ming-yuan. If so, it must have been
taken down long before that great, rambling complex of buildings and gardens
began to decay, for it is stdl in very good condition.
In 1762 Ch'ien-lung completed the conquest of Turkestan, and his generals
returned in triumph to Peking. The Jesuits had shown him engravings after the
panoramic battle pictures of Georges Philippe Rugendas of Augsburg (16661743) and possibly also others after Jacques Courtas, le Bourguignon (1621-76),
and these seem to have inspired the emperor to celebrate his own victories in a
similar fashion. Sixteen pictures were executed under the direction of the Jesuits,
who presumably made the preliminary drawings and supervised the making of
the enlarged colour versions. In addition to Lang Shih-ning and Attiret, the
work was directed by Ignace Sichelbarth (1708- 80), who had arrived in 174s (a
few of whose wretched Castiglionesque paintings survive in the National Palace
Museum), and by Jean-Damasctne Sallusti, an Augustinian father who became
bishop of Peking after the suppression of the Jesuit order in 1773. The sixteen
huge battle paintings were hung in the Tzu-kuang-ko, a hall in the western part
of the Forbidden City where foreign ambassadors were received. Above them
were arranged the portraits of fifty victorious generals, mostly painted by
Attiret.
In July 1765 the emperor ordered the Jesuits to make ink copies of the battle
pictures to be sent to Europe to be engraved. Lang Shih-ning intended them for
Rome, but when the first batch of four reached Canton, the French mission
there intercepted them and persuaded the viceroy to direct them to France,
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Anonymous. Ch'icwl~rt~.y's
Cotrqwsr qf
T~rrkcsm11.British Museum, London.
Onc of a set of sixtcen engravings made

in Paris bctwecn 1767 and I 77.4 after
paintings by Jean-lhmasc2tic Sallusti
and other missionary artists in Pcking.

whose cngravcrs, thcy said, wcre thc best in Europc. T h c drawings arrivcd in
Paris in thc autunm of 1766. Bcrtin, ministcr to Louis XV, saw that they werc
put into thc hands of the dircctor of thc Royal Acadcrny, thc D u c d c Marigny.
who, on secing thcni, wrotc to Attiret that his drawing was vcry much in thc
Chinese nlanncr. This must havc pleascd the Jesuit, for he had said of hin~self
that his own taste, sincc hc had bccn in China, had b c c o n ~ c'a littlc Chincsc'.
T h c remaining twelvc drawings reachcd Paris by 1772 and thc set of sixtcen
magnificent plates, n~eticulouslycngravcd by Lc Bas, Saint-Aubin and others
undcr the dircction of Cochin, was complcted two years later. B y this timc thc
stylc had, apart from a vaguely cxotic trcatmcnt of thc mountains, lost all its
Chinese flavour (Figure 54). With the cxccption o f a fcw sets kcpt in Paris, thc
wholc edition of two hundrcd impressions, with thc original drawings and thc
platcs, was, at the exprcss ordcr o f Ch'icn-lung, sent back t o Pcking in Dec c n ~ b e r1774.
T h c cnlperor prcscntcd sets to imperial rclatives and descrving subjccts, and
thcy wcrc imrncnscly adrnircd. H c thcn set out to show that his o w n cngravcrs
could d o just as well. H c can hardly havc bccn awarc of how littlc dcvclopcd the
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Mattco Hipa (1682-1765). O n c o f thc
Thirty-six I~irivsoj-fhr S I I I I I I Palacr
I I C ~ (Pisltir latr-cl~untq)at Jehol. Copperplate cngraving. 1712-14 Herc, by contrast, thc
European artist is trying to make his cngraving look like a Chincsc painting,
even to thc cstent ofdistorting the pcrspcctivc and imitating the tier1 (dots)
along the cdgcs o f thc hills. Thcsc were
thc cngravings that Ripa showed to Lord
Burlington i n 1724.

art of copperplate engraving was in Chma. Very shortly after arriving in Peking
in 171I , Father Matteo Ripa had been obliged by K'ang-hsi to execute some
Chnese landscapes in oils, for which he was ill-fitted. 'I recommended my
efforts to the direction of God', he wrote, 'and began to do what I had never
before undertaken'. The emperor was satisfied. 'Thus I continued to paint till
the month of Apnl, when His Majesty was pleased to command that I betake
myself to engraving'. O f this latter art Ripa knew even less. When called upon
to engrave the huge maps prepared by the Jesuit fathers, he had to build h s
own press and make his own ink. K'ang-hsi was so pleased with the result
that he ordered Ripa to make thirty-six engravings, after paintings by court artists, of the summer palace at Jehol (Figure 55). In these, the first copperplates
(apart from the maps) engraved in China, Ripa with naive and cunning charm
manages to convey something of the quality of the Chinese brush technique.
When these engravings later appeared in England, they, and Ripa's descriptions,
exerted a major influence on the revolution of English garden design initiated by
William Kent.
Ripa left for Europe in 1723, but Lang Shih-ning kept the craft going in the
Imperial Printing Office (Ts'ao-pan ch'u) and supervised the delightful set of
plates of his fantastic Sino-Rococo pavilions in the Yiian-ming-yiian, engraved
in 1786. In Ch'ien-lung's lifetime five more sets of campaign engravings were
produced by his Chinese craftsmen. One set, cut between 1798 and 1803 after
paintings by Feng Ning, depicts the ruthless campaign to exterminate the rebellious Miao aborigines (Figure 56). These later plates, by many hands, are varied
in style and sometimes awkwardly composed, but they show a determined attempt to follow the model of the original Conquest series, even using the same
landscape elements over and over again. Interesting as they are, however, they
represent a stream in eighteenth-century court art that had little influence outside the palace and soon dried up altogether.
The halcyon days of the Yiian-ming-yiian ended with the abdication of
Ch'ien-lung in 1796. By then Father Benoist had long been dead, and his defunct mechanical fountains were being supplied, on special occasions only, by
chains of men with buckets. Ch'ien-lung's successors continued to use the royal
apartments of the Yiian-ming-yiian, but Chia-ch'ing (r. 1796-1820), weighed
down with debts, was rigidly economical, and there were no more extravagances. Already the Yiian-ming-yiian was becoming a place of ghosts and memories, while neglect and pilfering were beginning to take their toll.
When Lord Elgin's punitive force put it to the torch in October 1860, only
the royal apartments were in decent order. In fact, contrary to popular belief, the
British and French managed to destroy only a small part of this vast complex of

j6.

Anonymous. Tlrc Stt6jr~~qnfinri
nfrlre 11,linn
Ahori,qirrcs it1 1795. O n e of a set of s i s t c c ~ ~
engravings made by Chincsc artists in
Peking bctween I 798 and I 803 after
paintings by the court artist Feng Ning.
Forrrlcrly llichard B. Arkway, Inc., New
York. A cornparison bctwccn this cngraving and that in Figure 5 5 shows how
much, by the end of the eighteenth ccntury. Chincsc engravers had modified.
stiffcncd and fornlaliscd the European
style. while still kccping some Western
flavour in the figures and the shading.

over two hundred buildings. In spite of the looting that went on for years afterwards, there was enough still standing for the empress dowager to embark in the
early 1870s on a costly restoration. But in the face of popular protests this was
abandoned in 1874, and the dismantling was resumed; even the wooden piles
were dug up and sold for fuel. Today Ch'ien-lung's great fairy palace, in which,
long ago, the Jesuits had staged an Italian light opera and Hsiang Fei had dressed
up as a French peasant girl, has almost disappeared. Only the ruins of the marble
buildings survive.
In 1772 Father Giuseppe Panzi arrived from Paris as a replacement for
Attiret. Though his patron dismissed him as obsequious, he sounds from his
letters a delightful man, charitable, modest and gay. 'Tout pour l'amour de
Dieu!', he wrote home. 'Je suis le peintre, ou mieux le serviteur de la mission
pour l'amour de Dieu'. He painted a portrait of the emperor soon after his arrival and other portraits of high officials and Jesuit missionaries, but little is
known about hls work, and it is doubtful whether, with Ch'ien-lung old and
tired and his successor, Chia-ch'ing, immersed in his inherited problems, Panzi
was able to sustain his enthusiasm. He died, very old and obscure, in Peking in
about 1812 or a little earlier. We hear of two more European painters in the service of the Chinese court before the curtain descends: Joseph Paris, a mechanic,
clockmaker and painter of sorts sent out by the Lazarists in 1784, who worked in
Peking for twenty years; and Father de Poirot, who lingered on till 1814.
This is a good moment to ask ourselves what the missionary artists accomplished during their two hundred years of dedicated work in China. When we
think of the intense interest that they aroused in the seventeenth century, we
cannot help being surprised that their ultimate achievement was so meagre. Although in the eighteenth century they painted only for the emperors, many
scholars and officials at court must have seen their work. Yet hardly one thought
it worth mentioning. The influence of Western art, if it did not peter out altogether, trickled like sand to the lower levels of the professional and the craftsman
painters, where it stayed till modern times.
The explanation is not far to seek. In the late Ming period some enlightened
intellectuals-as in Japan a century later-looked to the Jesuits for leadership or
support, and Western culture was eagerly studied. This was the only time that
the literati took Western art seriously. But with the reestablishment of stable authority under the Manchus they no longer needed, or perhaps no longer dared,
to associate too closely with the foreigners. From the time of K'ang-hsi until the
Opium War, China felt it could afford to ignore European culture. As Ch'ienlung made plain in his celebrated letter to George 111, China needed nothing
from the 'Outer Barbarians'. Western thought was almost unknown, Christian-
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ity was kept very firmly in its place, and Western technology and the Western
arts were confined to serving Ch'ien-lung's own domestic and courtly needs.
Besides, Western painting had one fatal flaw, whlch the court artist Tsou I-kuei
summed up in these words:
The Westerners are skilled in geometry, and consequently there is not the slightest
mistake in their way of rendering light and shade [yang-yin] and distance (near and
far). In their paintings all the figures, buildings, and trees cast shadows, and their
brush and colours are entirely different from those of Chinese painters. Their views
(scenery) stretch out from broad (in the foreground) to narrow (in the background)
and are defined (mathematically measured). When they paint houses on a wall
people are tempted to walk into them. Students of painting may well take over one
or two points from them to make their own paintings more attractive to the eye. But
these painters have no brush-manner whatsoever; although they possess skill, they
are simply artisans [chiang] and cannot consequently be classified as painters.

'No brush-manner whatsoever'-there is the key. To the Chinese gentlemanpainter who aimed at a triple synthesis of painting, poetry and calligraphy, what
had the laborious realism of Western oil painting to do with fine art?

Early Nineteenth-Century Contacts in South China
While the foreigners and foreign art were slowly but surely losing their foothold
at court, they were beginning to make a very different kind of impact on the
South China coast. Macao, larger and much more accessible than Deshima, had
been the centre of Portuguese influence in South China since early in the sixteenth century. In the eighteenth century foreign ships were trading directly
with Canton. The Cantonese craftsmen were immensely skilled in imitating and
adapting European styles and techniques to textiles, screens, furniture, porcelain
and a dozen other products made for the European market. This export art,
however, which has been exhaustively studied, made almost no impact on what
we may call 'fine art' in South China. The gentleman-amateurs continued to
paint in the traditional style, being if anything less curious about Western painting than had been some of the seventeenth-century literati who had consorted
with the Jesuits. A good deal of semiforeign painting, however, was produced in
Canton from about I750 onwards, some of it of great charm and delicacy (Figure 57) and much of it wrongly attributed by dealers to Lang Shih-ning and his
pupils.
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Henri de Toulouse-Lautrec (1864- 1901). Miss Loei Fuller Performing
Her Fire Dance. Lithograph. 1893.
Paul Klee (1878-1940). Sonne im Garten. Watercolour.

.

Figures

Anonymous. Portuguese and Catholic Priests. Detail from a Namban
screen. Ink, colour and gold on paper. Momoyama period; late sixteenth or early seventeenth century.
Anonymous. Horsemen at the Battle of Lepanto, 1571. Detail from a
Namban screen. Ink and colour on paper. Momoyama period; late sixteenth or early seventeenth century.
Anonymous. Shepherd and Sheep, with Other Figures. Half of a Namban screen. Ink and colour on paper. Late Momoyama or early Edo period; seventeenth century.
Anonymous. Lutanist and Admirer. Detail of a Namban screen of Western social customs. Late Momoyama or early Edo period; early seventeenth century.
Attributed to Emonsaku. Kneeling Angel. Detail of the banner said to
have been carried by the Christian rebels at Shimabara in 1637-38.
Attributed to Hiraga Gennai (1728-79 or -80). Young European
Woman. Colour on canvas.
Maruyama Okyo (1735-95). Studies of Running Men. Ink on paper.
Maruyama Okyo (1735-95)- Sketches of Animals, Plants and Insects.
A page from an album. Ink and colour on paper.
Maruyama Okyo (1735-95). Pine Trees in the Snow. One of a pair of
folding screens. Ink, colour and gold on paper.

X

FIGURES

Anonymous. A Page of Figure Studies from the Groot Schilderboek of
GCrard de Lairesse (1712).
Anonymous. A Page from the K6m6 Zatsuwa by Morishima Chury6
(1787).
Shiba Kokan (1747- 1818). Barrel Makers.Oi1.
Odano Naotake (1749-80). Shinobazu Pond, Edo. Ink and colour on silk.
Shiba K6kan (I 747- I 8I 8). The Serpentine, Hyde Park. Hand-coloured
etching.
A6d6 Denzen (1748-1822). The Queen of Spain Granting an Audience to
Columbus. Etching.
Watanabe Kazan (1793 - 1841). Portrait of Takami Senseki (1785- 1858).
Ink and colour on silk
Kawahara Keiga (c. 1786-c. I 860). The BlomhoJFamily. Free-standing
single-panel screen. Colour o n silk.
Attributed to Okumura Masanobu (1686-1764). A Game of Backgammon in the Yoshiwara. Hand-coloured woodblock print.
Utagawa Toyoharu (I 738- 18 14). The Roman Forum. Colour woodblock print.
Utamaro (173 5- I 806) Gathering Shells along the Shore of Shinagawa
Bay. From the Gifis of the Ebb Tide series of colour woodblock prints. c.
1790.
Katsushika Hokusai (1760-1849). A Page from the Simplified Lessons in
Drawing (Ryakuga Haya Oshi; 1812). Woodblock reproduction of brush
drawing.
Katsushlka Hokusai (1760-1849). Spectral Face. Brush drawing.
Katsushika Hokusai (1760-1849). View ofjunis6 in Yotsuya. Colour
woodblock print.
Katsushika Hokusai (1760- I 849). Mount Fuji j o m Nihonbashi. From
the Thirty-six Views of Fuji. Colour woodblock print. c. 1822.
Katsushlka Hokusai (1760-1849). The Rape. Brush drawing with
pentimenti.
Utagawa Kuniyoshi (1798- 1861). S6san Returning to His Mother. Colour
woodblock print. c. 1860.
Yoshltoshi Tais6 (1839-92). Yama-uba and Kintar5. Colour woodblock
print. 1873.
Ando Hiroshige (1797-1858). Sudden Shower at the Great Bridge at
Atake. From the Hundred Famous Views of Edo. Colour woodblock
print. 1856-58.
Braun and Hogenberg. Mount St. Adrian. Engraving from Civitates
Orbis Terrarum (Cologne, I 572- 1616).

FIGURES

Adrien Collaert. Mundatur Leprosus (Healing the Leper). Engraving
from Nadal's life of Christ, Evangelicae Historiae Imagines (I 593).
A Page from the T'ien-chu chiang-sheng yen-hsing [hi-hsiang, Showing
Three Scenes from the Temptations in the Wilderness. Wood engraving, published in Foochow in 1635-37.
Nadal. Evangelicae Historiae Imagines ( I 593). The engraving that is included in the Chinese woodcut in Figure 3I.
Chang Hung (1577-after 1652). Whole View of the Chih Garden. Album leaf. Ink and slight colour on paper.
Anonymous. View of Frankfurt. Engraving from Braun and Hogenberg, Civitates Orbis Terranrm (Cologne, I 572- 1616).
Anonymous. Nuestra Setiora de I'Antigua. Chinese woodcut copy after a
Japanese engraving based on a print by Wierix of the painting in the Cathedral of Seville.
Unknown Chinese artist. The Colossus of Rhodes. Brush drawing. Early
seventeenth century.
Anonymous. How to Set Out a Cupola from Below. An illustration
from Nien Hsi-yao (d. 1738), Shih-hsueh (revised edition, 1735)~prepared with the help of Giuseppe Castiglione ( I 688 - I 766).
Andrea Pozzo (1642-1709). HOW to Set Out a Cupola from Below.
From the Perspectiva Pictonrm et Architectonrm (1693 edition).
Chiao Ping-chen (active c. 1680- 1720). Landscape with Cottages. Ink and
colour on silk.
Kung Hsien (c. 1617-89). A Thousand Peaks and Myriad Ravines. Ink on
paper.
Wu Pin (c. 1568-1626). Record of the Year's Holidays. Detail of a handscroll. Ink and colour on silk.
Wu Pin (c. 1568- 1626). Record of the Year's Holidays. Detail of a handscroll. Ink and colour on silk.
Fan Ch'i (1616-c. 1694). Landscape on the Yangtse River. Handscroll.
Ink and colour on silk.
Ting Kuan-p'eng (active c. 1714-60). Toy Seller at New Year. Detail of
a handscroll. Ink and colour on silk.
Yiian Chlang (active c. 1690-1724). Carts on a Winding Mountain
Road, in the Manner of Kuo Hsi. Detail of a hanging scroll. Ink and
slight colour on silk. 1694.
Georg Hoefnagel. Aquapendente and Tarvisi. Engraving from Braun
and Hogenberg, Civitates Orbis Tewanrm (I 572- 1616).
Anonymous. Portrait of Kuan T'ien-p'ei (1780-1841). Detail. Ink and
colour on paper. About 1835-40.
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FIGURES

Lu Wei (active c. 1700). Landscape. Detail of a handscroll. Ink and
slight colour on paper. Dated 1697.
Anonymous follower of Lang Shih-ning (Giuseppe Castiglione; 16881766). The Belvedere (Fang-wai kuan), in the Yiian-ming-yiian. Engraving.
I793 Anonymous follower of Lang Shih-ning. Portrait of Hsiang Fei, the 'Fragrant Concubine'. Eighteenth century.
Lang Shih-ning (Giuseppe Castiglione; 1688- 1766). Landscape. Ink and
slight colour on silk.
Detail of Figure 5I .
Attributed to Lang Shih-ning. Night Market at Yang-ch'eng. Detail.
Hanging scroll on silk. Dated 1736.
Anonymous. Ch'ien-lung's Conquest of Turkestan. One of a set of sixteen engravings made in Paris between I 767 and r 774 after paintings by
Jean-Damasckne Sallusti and other missionary artists in Peking.
Matteo Ripa (1682-1765). One of the Thirty-six Views of the Summer
Palace (Pi-shu shun-chuang) atJehol. Copperplate engraving. I 712- I 4.
Anonymous. The Subjugation of the Miao Aborigines in 1795. One of a set
of sixteen engravings made by Chinese artists in Peking between r 798
and 1803 after paintings by the court artist Feng Ning.
Anonymous. Page from a Set of Albums of Chinese Landscapes. Made
in 1794 for A. E. von Braam Houckgeest, Dutch ambassador to the
court of Ch'ien-lung.
Anonymous. Portrait of a Chinese Girl. Oil. Early nineteenth century.
Lamqua (first halfof nineteenth century). SeZJportrait. Oil. About 1854.
Lamqua (first half of nineteenth century). Riverside at Canton. One of a
pair of landscapes. Oil. About 1830.
Rembrandt van Rijn (1606-69). Mughal Noblemen: Man with a Falcon
and Abd al-Rahim Khan with Bow and Arrow. Pencil and ink with touches
of chalk gouache on Japanese paper. c. 1654- 56.
Rembrandt van Rijn (1606-69). Winter Landscape. Reed pen and bistre
ink with added wash. c. 1647.
Anonymous. Chinese Deities. Engraving from Athanasius Kircher,
China Illustrata (1665).
Anonymous. Lady with a Bird. Engraving from Athanasius Kircher,
China Illustrata (1665).
Anonymous. Higiemondo (or Higiemonte). Engraving from Joachlm
von Sandrart, Teutsche Academie der Bau-, Bildhauer- und Malerkunst
(1675).

FIGURES

C. Aubert. Panel from the Decorations for the Chlteau de la Muette.
Engraving after a lost painting by Antoine Watteau (1680-1721).
C . Aubert. La Deisse Ki M2o Sa'o dans le Royaume de Mang au Pays des
Laos. Engraving after a lost painting by Watteau in the ChSteau de la
Muette. c. 1719.
Antoine Watteau (1680-1721). Chinoiserie. Panel from a harpsichord.
Oil. 1708.
Pierre Giffart (1638- 1723). Empereur Chinois. Engraving from Joachim
Bouvet, L'Estat prisent de la Chine enfigures.
Anonymous. A Page from the Collection pricieuse et enluminie desjeurs
les plus belles et les plus curieuses. Hand-coloured engraving. Eighteenth
century.
J. A. Fraisse. Etching from the Livre de desseins chinois tiris apr2s des origineaux de Perse, des Indes, de la Chine, et dujapon. 173s.
Chetqua (or Chitqua; d. 1796). Portrait Model of D r Anthony Askew.
Coloured clay. About 1770-71.
Plan of the Ou-yiian (Double Garden) in Soochow. Seventeenth
century.
F. M. Piper (1746-1824). Plan of Stourhead, Wiltshire. From a sketchbook of 1779. Pencil and watercolour.
Thomas Gainsborough (1722-88). Mountainous Landscape with a Boat on
a Lake. Grey and grey-black washes on buff paper heightened with
white. Late 1770s.
G. L. le Rouge (eighteenth century). Rocks in the Forest of Fontainebleau and Ideas for Rocks in an English Garden. Engraving from Le
jardin anglo-chinois ( I 786).
How to Paint a Rock in the Manner of Liu Sung-nien. Woodcut from
the Painting Manual of the Mustard-seed Garden (Chieh-tzu-yiian huachuan). Modern reprint from 1679 edition.
Robert Jones. Chinoiserie Decoration in the Interior of the Royal Pavilion, Brighton. 1820-22.
Kawakami Togai (1827-81). A Page from the Seiga shinan (Guide to
Western Painting).
Takahashi Yuichi (1828-94). Portrait of the Meiji Emperor. Oil. 1870.
Takahashi Yuichi (1828-94). Salmon. Oil. About 1877.
Asai Chii ( I 856- 1907). Bridge at G r i z . Watercolour. 1902.
Photograph of Ernest Fenollosa.
Shimomura Kanzan (1873- 1930). Sketch for a Portrait of Okakura Kakuz6. Ink and colour on paper.

...

Xlll

X ~ V

FIGURES

Takamura K6un (1852- 1934). O l d Monkey. Wood. 1893.
Takamura K6taro (1883- 1956). Hand. Bronze. 1923.
Hashimoto Gah6 (1835-1908). White Clouds and Red Trees. Ink and
colour on silk. 1890.
Takeuchi Seih6 (1864- 1942). Dutch Windmill in a Landscape. Part of a
screen. Ink on gold paper. 1902.
Kobayashi K6kei (1883-1957). The Tale of Kiyohime: Scene III, In the
Bedroom. O n e of eight framed panels. Ink and colour on paper. 1930.
Nakamura Osabur6 (1898-1947). A t the Piano. Four-fold screen. Ink
and colour on silk. 1926.
Kuroda Seiki (1866- 1924). A t the Lakeside. Oil on canvas. 1897.
Aoki Shigeru (1882- 191I). Ladies of the Nara Court, Tempyo Era. Oil on
canvas. 1904.
Yasui Sotar6 (1888- 1955). Roses. Oil on canvas. 1932.
Kishida Rytisei (1891- 1929). Reiko at Five Years O l d . Oil on canvas.
1918.
Umehara Rytizabur6 (1888- 1986). Chang-an Street, Peking. Oil on canvas. 1940.
Kitawaki Noboru (1901-51). Spikenards. Oil on canvas. 1937.
Yokoyama Taikan (1868- 1958). Wheel of Life. Detail of a handscroll.
Ink and a little gold on silk. 1922.
Kud6 K6jin (b. 1915). Hands and Eyes of Earth. Colour on paper. 1964.
Oyamada Jir6 (b. 1914). Sketch of an Ossuary. Oil on canvas. 1964.
Kazuki Yasuo (191I -74). TOthe North, to the West. Oil. 1959.
Hashimoto Meiji (b. 1904). Portrait of Marichiyi. Ink and colour on
paper. 1954.
Yoshiwara Jir6 (1905-72). Circle. Oil on canvas. 1968.
Inoue Yuichi (b. 1916). Shu (Chinese character for 'to belong': in Japanese, shoku). Ink on paper. 1967.
Yamaguchi Takeo (b. 1902). Turn. Oil. 1961.
Miki Tomio (b. 1917). Ear. Cast aluminum. 1964.
Kobayashi Kiyochika (1847- 191S). Ry6goku after the Fire of 1881.
Colour woodblock print.
Yamarnoto Kanae (1882-1946). Breton Woman. Colour woodblock
print. 1920.
Onchi K6shiro (1891- 1955). Poem Number Nineteen: The Sea. Colour
woodblock print. 1952.
Sait6 Kiyoshi (b. 1907). Wall. Colour woodblock print.
Sugai Kumi (b. 1919). Snow. Copperplate etching. 1965.
Isamu Noguchi (b. 1904). Black Sun. Tamba granite. 1969.

FIGURES

Isamu Noguchi (b. 1904). Water Source Sculpture. Red granite. 1965.
Nagasawa Hidetoshi (b. 1900). Colonna. Eleven different marbles. 1972.
Wu Yu-ju (late nineteenth century). Queen Victoria Being Advised by Her
Prime Minister, Lord Salisbury. A page from the Tien-shih-chai hua-p'u,
September 1885.
Hsii Pei-hung (189s- 1953). Rabindranath Tagore. Ink and colour on
paper. 1940.
Hsii Pei-hung (1895- 1953). The Foolish O l d Man Removes the Mountain.
Handscroll. Chinese ink on paper. c. 1940.
P'ang Hsiin-ch'in (1903-8s). Portrait of the Artist's Son. Chinese ink on
paper. 1944.
Kao Ch'i-feng (1889- 1933). The Bridge in Drizzling Rain. Chinese ink
and colour on paper. 1932.
Jung K'o (b. 1923). Kathe Kollwitz. Woodcut. c. 1940.
Ku Yiian (b. 1909). Demanding a Rent Reduction. Woodcut. c. 1950.
Wu Tso-jen (b. 1908). Camels. Ink on paper. 1977.
Ting Ch'ung (Hsiao Ting; b. 1916). Life Today. Handscroll. Chinese
ink and colour. 1944.
Group of anonymous Szechwan artists. The Mother Imprisoned. Section
of a life-size tableau, The Rent-Collection Courtyard, modelled in clay at
Ta-i, Szechwan. 1965.
Chu Ming (b. 1938). Single Whip. Bronze casting from wood carving.
1985.
P'an Yii-hang (1905-83). Still-life. Oils. 1944.
Zao Wou-ki (Chao Wu-chi; b. 1920). Landscape. Watercolour. Exhibited in Pans, 1948.
Lui Show Kwan (Lii Shou-k'un; 1919-76). CliB and Rocks. Ink on
paper. 1962.
Wang Wu-hsiu (Wucius Wong; b. 1936). Cloud Harmony. Hanging
scroll. Ink and colour on paper. 1978.
Hung Hsien (b. 1933). C l i f w i t h Clouds. Ink and colour on paper. 1970.
Ch'en Ch'i-k'uan (b. 1921). Street. Ink and colour on paper. 1952.
Ch'en Ch'i-k'uan (b. 1921). Chungking Steps. Ink and colour on paper.
c. 1954.
Tseng Yu-ho (b. 1923). Landscape 11 in the Spirit of Hung-jen. Ink and
colour on paper. 1958.
Yang Yen-p'ing (Yang Yanping; b. 1934). Paddy Field. Chinese ink and
colour on paper. c. 1984.
Wang K'o-p'ing (Wang Keping; b. 1949). Crouching Woman. Wood.
About 1983.
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Katsushika Hokusai ( I 760- I 849). A Page from the Manga. Woodblock
print.
Persons of Distinction Crossing the Oho-e-gawa. Copy of a print by Kunisada. Illustrated London News, 13 December I 856.
Camille Pissarro (1830- 1903). Chelsea Bridge. Oil on canvas. 1871.
Edouard Manet (1832-83). La Chanteuse des Rues. Oil on canvas. 1863.
Kaigetsud6 Anchi (active 1704- 16). A Beauty ofthe Day. Colour woodblock print.
Edouard Manet (I 832- 83). Portrait of Emile Zola. Oil o n canvas. About
1868.
Edouard Manet (1832-83). Page o f a Letter Decorated with Sprays of
Bindweed. Watercolour.
Edgar Degas (1834-1917). Mary Cassatt at the Louvre. Chalk, aquatint,
drypoint and pastel. 1880.
Koryiisai (active c. 1764-88). T w o Geisha. Woodcut print. c. 1776.
Edgar Degas (1834-1917). M m e Camus. Oil on canvas. 1869-70.
Edgar Degas (1834- 1917). Bains de Mer: Petite Fille Peigniepar sa Bonne.
Oil on paper mounted on canvas. c. 1866-67.
Claude Monet (1840- 1926). La Japonaise. Oil on canvas. I 876.
James Abbott McNeill Whistler (1834-1903). T h e Golden Screen: Caprice in Purple and Gold. Oil on canvas. I 865.
James Abbott McNeill Whistler (I 834- 1903) Cecily Alexander. Oil on
canvas. 1874.
And6 Hiroshige (I 797- I 858). Bamboo Bank, Kyobashi Bridge. Colour
woodblock print from the Hundred Views of Edo. 1857.
Vincent van Gogh (1853-90). Copy of Hiroshige's Sudden Shower at the
Great Bridge at Atake. Oil on canvas. I 888.
Vincent van Gogh (1853 -90). Le PPre Tanguy. Oil o n canvas. 1888.
Vincent van Gogh (1853 -90). T h e Plain of La Crau, Arles. Pen and sepia
ink. 1888.
And6 Hiroshige (1797- 1858). Cherry Blossoms at Koganei. Detail from a
colour woodblock pnnt. Late 1830s.
Prince Siddhiirta Cuts His Hair, Signifying His Retreat from the World.
Relief panel from the great stiipa at Borobudur, Java. Eighth to ninth
century.
Paul Gauguin (1848- 1903). Where D o W e Come j o m ? What Are We?
Where Are W e Going? Oil on Canvas. I 897-98.
Paul Gauguin (1848-1903). T h e Vision afier the Sermon. Oil o n canvas.
1888.
Henri de Toulouse-Lautrec (1864- 1901). Jane Avril au Jardin de Paris.
Coloured poster. 1893.
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Pierre Bonnard (1867- 1947). Promenades des Nourrices, Frise des Fiacres.
Four-panel screen. Colour lithograph. 1899.
Maurice Denis (1870-1943). Procession under the Trees. Oil on canvas.
I 892.
Vasily Kandinsky (1866-1944). Light Picture N o . 188. Oil on canvas.
1913.
Naum Gabo (1890-1977). Construction in Space with Balance on T w o
Points. Plastic, glass, metal and wood. 1925.
Wang Yiian-ch'i (1642- 1715). Landscape in the Style of N i Tsan. Detail.
Ink and light colour on paper.
Tung Ch'i-ch'ang (1555-1636). Mountain Landscape for Sheng-pei. Detail. Ink on paper.
Jackson Pollock (1912-56). N o . 4. Oil, enamel and aluminum paint
with pebbles on cut canvas on composition board. 1949.
Shih-t'ao (1641-c. 1717). A Man in a Hut beneath a Cliff. Album leaf.
Ink and colour on paper.
Attributed to Ying (?) Yii-chien (thirteenth century). Mountain Village
in Clearing Mist. One of the Eight Views of Hsiao and Hsiang. Handscroll. Ink on paper.
Pa-ta Shan-jen (Chu Ta; 1626-after 1705). Little Fish. Album leaf. Ink
on paper.
Chang Tse-tuan (active c. I 100- I 130). Going U p River at Ch'ing-ming
Festival Time. Detail of a handscroll. Ink and slight colour on silk.
Mark Tobey (I 890-1976). Soochow. Chinese ink on paper. 1934.
Mark Tobey (I 890- 1976). Broadway. Tempera on fibreboard.
Mark Tobey ( I 890- 1976). Composition. Chmese ink. 1957.
Henri Michaux ( I 899- 1984). Painting. Chinese ink. 1960-67.
Pa-ta Shan-jen (Chu Ta; 1626-after 1705) Little Birds. Album leaf. Ink
on paper.
Morris Graves (b. 1910). Wounded G u l l . Gouache on paper. I 943.
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