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This thesis is an enquiry into the conditionsvimch various understandings of the
newly introduced but vaguely grasped Western nadiofart’ emerged and sustained
themselves in the name of cultural reproductioeary twentieth-century China. This
Western concept of art was translated into Chiassmeisht, a neologism originally
coined in Japanedanji, and regarded as the embodiment of the ‘natiosseree’.
Through a close examination of five art-relatedl@hing events—the publication of
the nationalistic journaGuocui xuebapthe launch of the art periodic&henzhou
guoguangji the endeavours to compile a book collection anMeishu congshuhe
making of the texZhonguo yishujia zhenglighich claimed to be a history book of
Chinese meishi and an example of image appropriation from Se&piBushell’s
Chinese Awr-this thesis explores the ways in which differentedlogistic
imaginations’ of the termmeishu were constructed through publishing practices
attempting to preserve and reproduce the ‘nati@ssence’, by creating from the
existent tradition a category of ‘art’ equivalentthat in the European West. Unlike
previous scholarship, which deems any understanafingeishtthat deviated from
the ‘authentic’ European model a ‘misconceptiohistthesis sees these disparate
understandings ofmeishu as equally valid statements competing for domagaim
the discursive field of art. This thesis thus asytieat there existed at least three
modes of utterances regarding the notiomugishuin early twentieth-century China,
and that the success of any such given utterarqended upon the acceptance of the
authentic quality argued in its strategy of cultueproduction. This thesis hence not
only offers a detailed analysis of each publishexent, but also provides an
interpretative framework within which the recogaiti of these utterances can be
analysed by their strategic approaches to clairoudigiral authenticity.
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This thesis examines art publishing practiceseamly twentieth-century China
through an attempt to map out the discursive f¢l@hinese art as it was perceived at
the time. The publishing projects to be discussedude those of photographic
reproductions of art, of a book series which gatieilogether texts on art already
existent in China, and of a book that strove tedBhinese art a proper history of its
own. They are approached in this thesis as endes\aducultural reproduction, as
they sought to preserve and valorise the importarickne new concept of ‘art’ in
China at this period by multiplying and promulgatitexts about, and images of,
Chinese art. Issues to be explored in this thesislve around how the authenticity of
these reproduced traditional art values was argaued, at the same time, was
refashioned by the people who initiated these phbig activities during this time of
great transition, in which China was no longer l&yfsovereign entity, but rather was
the victim of imperialism, being forced to partiatp in a world system composed of
nation-states. This thesis hence sees these pulgligiojects as expressive of desires
to reposition artistic culture in China with refece to the ‘rest of the world’,
principally the West, and hence to negotiate a wapugh the vaguely, and
sometimes not so rightly, perceived imported Wesidea of ‘art’. However, this
thesis does not intend to give a concrete defmitibthe concept of art which would
embrace all the various practices of art-relatenviies at the time, but instead hopes
to reconstruct the conditions of existence in wriloh fluidity of the discourse of art
in China came into being. It therefore takes intwoant not merely statements
explicitly declared in the written texts but aldeetactual practices regarding the
presentation and categorisation of these textdraades. This emphasis on practices
of publication distinguishes this thesis from poes studies, and proposes three
modes in which one can observe how Chinese intaliéc at this period approached
the newly introduced idea of ‘art’ as well as hoarigus conceptions of the category
of ‘Chinese art’ were formed accordingly.

Framed by an ‘Introduction’ and ‘Conclusion’, thee chapters of the thesis are
designed to give a thorough discussion of four ijpabbns and one example of



image-appropriation; they are: the jourr@locui xuebadsf£2E; (‘Journal of
National Essence’, 1905-1912); the art periodi&iaénzhou guoguangffi/Ji[=&]>-E
(‘Collected National Glories of the Divine Land’9@8-1912); the book seridéeishu
congshu 1l £ (‘Book Series on Art’, 1911-1918); and the texhongguo
yishujia zhenglue |5 257737 #% (‘Attested Biographical Sketches of Chinese
Artists’, 1914). Also discussed is the Chinese appation of the Victoria and Albert
Museum’s handbook,Chinese Art (1904, 1906), written by Stephen Bushell
(1844-1908) and arguably the first book titled ashsin English. Each chapter centres
on one of these publishing events that are, ado@ilinravelled, in one way or another
related to each other.

The ‘Introduction’ presents the problematics,npisees, and methodology of this
thesis. It should be noted that the European natidart’ began to be known in China
from the late nineteenth century through writingsGhinese travellers to Japan. The
idea was first translated into Japanese and reddereanji, the Chinese characters
employed in the Japanese language, as efltijatsu Z1fi;’ or ‘geijutsuzifiy’, which
arrived in China asmeishuand ‘yishu, respectively, without alteration in form or
much explanation of meaning. Consequently, it ia@ssemantic form of the idea that
was firmly grasped, while the semantic field renedirfiuid. The category of ‘Chinese
art’ thus became from the very outset a contesteld, f contingent upon each
individual’s understanding and cultural aspiratiowhen the idea of art was
subsequently associated with a then heightenednaditm, one aimed against
Western powers, the work of art obtained the statusational patrimony, believed to
embody the nation’s pride and glory and deservinge appreciated and preserved.
Such a nationalist connotation affiliated to theigmw of art thus gave rise to the art
publishing projects in question and encourageddfection on, and reproduction of,
artistic culture in China.

The first three chapters centre on the publiskemgrprises undertaken by the same
publisher, the ‘Society for Preserving National érsse’, through whose practices the
problems and ironies entailed in the unconsciodsgnation of the long-existent,
art-related practices in China with the Europeamcept of art will be demonstrated.
Chapter 1 focuses on the jourr@liocui xuebaand looks at how ‘art’ came to be
allied with nationalism, as well as at how throubl publication of this journal there
came into being the enterprise of photographicagyetions of art, through the art
periodical Shenzhou guoguangjChapter 2), and how it also engendered the book
seriesMeishu congshyChapter 3). The journal itself was the site whiam#' first
emerged as an independent field within the diseoafsational learning, and where
it acquired its status as ‘national essence’. \Wighrise of ‘art’ as a subject of learning,



two tendencies can be observed in the journat; tine emphasis on the importance to
the consolidation of nationalism of beholding higtavhich, thanks to photographic
printing methods, soon developed into a flourishergerprise of art reproduction;
second, the desire to incorporate ‘art’ into the@wledge system in China, which
prompted the compilation of the book series of §gecial attention is paid in this
chapter to the material structure of the journalgd @& the network of readership
established through the distribution of the journal order to illustrate how the
subsequent art publishing projects initiated by shene publisher both owed their
inception to the management of the journal anti@same time enjoyed the resources
facilitated by the Society’s operation.

Chapter 2 takes the art periodi&flenzhou guoguangjs an example to probe into
the multifaceted aspirations implicated in the adtiction of modern photographic
reproduction, then associated with traditional pcas of copy-making. By
examining the rhetorical strategies in the advemisnts for these mechanical
reproductions, together with the materiality ofdbesame reproductions, this chapter
argues that the attempt at reproducing Chinesebgetts at this time was not merely
aimed at faithful copying of images, but also iredlian effort at authentically
replicating traditional cultural practices. Howevsimce our evaluation of different
reproductive means more or less mirrors that ofwtbeks of art reproduced by these
methods, a shift of value in the hierarchy of Cemart forms at this time can also be
discerned, which presents the most intriguing iranythe practice of cultural
reproduction, as the tradition to be reproducedenmdnt a fundamental change
precisely through the very endeavour of reprodudingqually ironic is that the lofty,
nationalistic sentiments with which these art rejpiciions were highly charged did
not preclude these reproductions from being usedctommercial purposes, but
instead facilitated the then booming market foicargs.

Chapter 3 discusses the same publisher’'s engagesi text, looking into the
publication of a book series on *arMeishu congshuwhich gathered together from
various sources existent treatises on art, and osezp a general scheme of
categorisation for the selection and categorisatibthese texts. As it was the first
text collection that had been compiled under tharicuof ‘art’, the principles by
which these texts were categorised become all tbee rmportant for gauging the
horizon of ‘art’ as a discursive field, providing wvith a precious insight into the
discontinuity that sets this project apart from iamattempts in the past as well as in
the present day. It becomes clear that the notibiClonese art manifested and
represented in this book series, and as perceiwedhbé publisher and other
like-minded people, was a result of the accommodati the literati’s leisure pursuits



and of their cultural practices around antiquasanto the new semantic field of ‘art’.

It is by no means the intention of this thesiptomote an idyllic picture in which
the notion of art in China naturally evolved wiime, coalescing at the turn of the
twentieth century into a more concrete shape, amohtaally arriving at what we
perceive it to be today. Instead, it is hoped teedoound the multiple approaches
existent almost concurrently in the crucial perid®05-1918, approaches which also
strove to demarcate this new field called ‘art’.efdfore, Chapter 4 turns to a now
almost forgotten attempt to historicise ‘Chinesé&, dhe book Zhongguo yishujia
zhengluesince this book by Li Fang (1884-1926) also suhtitle claims itself to be
a ‘History of Chinese Art’ Zhongguo meishushifF[]Z57iir5), although in a less
assertive manner than some subsequent and moresstudctexts. The chapter
explores the distinctive way in which ‘history’ waerceived by Li Fang, and the way
in which the book presents itself and organisefemdint forms of art objects, as well
as the book’s inevitable fate of oblivion. Accorglito the author, ‘art’ was understood
as the demonstration of intricate techniques, sieki of not only what we regard
today as artworks such as lacquer, but also maghared civil engineering. As the
study shows, however weird, useless, or out-ddtedbok may seem to our modern
eye, it was actually perfectly acceptable as ortengial ‘History of Chinese Art’ to
its contemporaries at its time of appearance. Tdak'b ultimate fate as falling into
oblivion is hence regarded in this thesis as audssee repression, which can be
revealed by juxtaposing the book with other perhaguse loudly-proclaimed (and
consequently better-studied) statements of thag,tstatements that approached the
notion of ‘art’ by resorting primarily to how thiglea had been perceived in the
European context.

The final chapter places the quest for markingtbe category of Chinese art into
the context of cultural encounter and appropriatitsranalysis is made possible by
my discovery in the journabuocui xuebamf hitherto unnoticed reproductions of
some of the illustrations in Stephen Bushelhinese Art Since Bushell was a
long-time resident in Beijing, and acquired his wfexge of Chinese art through the
local practices of art collecting and appreciatitioe chapter centres on how he
presented, or Orientalised, his knowledge to thasBraudience, and whether or not
the Chinese editors necessarily received this Weste Orientalist point of view
when the book, the synthesis of Bushell's knowledggquired in Peking, ‘travelled
back’ to China a decade before it was fully trareslainto Chinese. This chapter
argues that the category of Chinese art so pemtdiyethe Chinese publisher was
more or less informed by such a cultural encountiile at the same time some of
the emphases in Bushell's book were also subtyedtin the act of appropriation.



To conclude, this thesis reflects upon the wawysvhich authenticity to tradition
was stressed and reiterated in process of cultefaoduction. It shows how the
attempt at preserving cultural traditions endedngvitably transforming that which
was intended to be preserved. It demonstrates hewdiscourse of art in China
should be understood within the trilateral relasioip between China, Japan, and the
European West. This thesis argues that the interplahe three coexisting modes
deployed in early twentieth-century China to apphothe notion of art, (namely: art
as the elegant lifestyle of the literati; art as tlemonstration of human skills of
object-making; and art as whatever was definethenWestern Enlightenment model
as ‘art’), is the key to categorising and underditag the diverse motivations which
informed the development of art-related reprodectactivities at this time. These
different approaches to the notion of art, whiclrelterised the period, can only be
understood by situating them in relation to onetla®o even though history has
subsequently seemed more or less to follow thd thirad as dominant, and consign
the others to marginality and oblivion.
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Introduction

The present thesis examines some of the arecklgublishing projects and
practices in early twentieth-century China, whigdwsChinese objects and Chinese
traditions of object-making and appreciation frohe tspecific perspective of the

newly introduced idea ofmeishuEEfly’, an idea designating the so-called Western

notion of ‘art’. The five chapters in this thesise adesigned to give a thorough
discussion of four publications and one examplenafge-appropriation, as well as an
analysis of the conceptions aféishu embodied in their very materiality. These

publishing events are: the journ@luocui xuebadZ|f#£4; (‘Journal of National
Essence’, 1905-1912); the art periodicBhenzhou guoguangjiii MY 7] Y £&

(‘Collected National Glories of the Divine Land’9@8-1912); the book seridéeishu

congshu Z£fliE £ (‘Book Series on Art’, 1911-1918); and the texhongguo
yishujia zhenglue P[4l 52 #i (‘Attested Sketches of Chinese Artists’, 1914).

Also discussed is the Chinese appropriation of ftitoria and Albert Museum’s
handbook,Chinese Art(i: 1904; ii: 1906), written by Stephen BushelB4#-1908)
and arguably the first book titled as such in EsfgliThese examples existed more or
less concurrently, related to each other in one wragnother, and each displayed a
distinct way of grouping Chinese objects under rihigric of ‘meisht as well as a
different degree of comprehension of the Westerionoof ‘art’. They are thus
regarded as attempts at creating in China a catejoart’ parallel and comparable to
that in Europe. Nevertheless, they are also viewddis thesis as efforts of cultural
reproduction, since this new categomyeishuwas seen at that time as embodying the
national essence. This aspiration to reintroduGhimese tradition of ‘art’ under the

new framework of meishuhence implied a certain degree of negotiatiorhyand



even local imagination about, a foreign concepshibuld therefore be stressed that
not all of these attempts followed the Europeandhteénment model of ‘art’ in the
strictest sense, and some of them might even hatreng to do with this European
notion.

The present thesis argues that the sense ofaludtuthenticity reiterated in the act
of cultural reproduction not only interacted witach aspiration to create a category
of ‘art’ in China equivalent to that in the Westutbalso greatly affected the
recognition of such an aspiration in the discurdigtl of ‘meishi By proposing an
analytical framework focusing on cultural reprodoistand authenticity, it is hoped
that these attempts at projecting Chinese refrastod the Western notion of ‘art’ onto
the Chinese tradition can be explained as competomgdominance over the
discursive field of meishu It also aims to give a fuller account of the toudl
aspirations embodied in the materiality of thesblighing practices, which are often

ignored, unstudied, or unnoticed in previous saisbii@.

The complexity of the issues involved in the ques a category of ‘art’, parallel
and comparable to that in the West, is best iltstt in the following comment on the

European category of ‘art’ by Lin ShiikfT (1852-1924), the acclaimed translator,

painter, and ancient-style prose writer in Chinthatturn of the twentieth century:

The ‘Fine Arts meishil so-called by the Europeans are those [practiogd
carpenters, artisan painters, stone carvers, aciérdarstyle prose writers. | was
amazed at their idea at first, wondering why suetients as Han, Liu, Ou, and
Wang would possibly be grouped together with busdeho play with earth and
water. After learning the reasons, | came to agmeaet. ... That the Westerners
would group the four incompatible matters togetbaiso a weird wondér.

! Lin Shu,Chunjuezhai lunhugs& 75542 ‘Comments on painting from Studio of Spring
Awakening’, in Yu AnlanT-Z7§ (ed.),Hualun congkarg&:##s T ‘Collected writings on painting’(6
vols., Beijing, 1937), v, individually paginatedy.dl-39 (1b-2a). The ‘Han, Liu, Ou, and Wang’ ie th
text refer to the celebrated ancient-style proseeverin the Tang and Song periods, Han Yu, Liu
Zongyuan, Ouyang Xiu, and Wang Anshii [\ .~ Zh2E07% > KIEH - 2 T4 ZIAH - 5054 -
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For English readers, Lin Shu’s perception of theogaan concept of ‘Art’ (or ‘Fine
Arts’), originally written in the early years of @éhRepublican era (1912-1949) and
here translated ‘back’ into English, must be nos lextraordinary than the first
impression Lin had had of the same European corfc&peir amazement would
probably be augmented by the fact that Lin Shdetlas the most popular translator
of his day, knew no foreign language at’aMevertheless, a close examination of
Lin’s own description of the four arts (omitted timée above quotation) suggests that
those rendered literally in Chinese as ‘carpentéastisan painters’, ‘stone carvers’,
and ‘ancient-style prose writers’, most likely nefespectively to ‘architects’, ‘artist
painters’, ‘sculptors’, and ‘writers of belle-le#8’ in the European context.
Regardless of how Lin got this idea and how aateuhis perception was as to the
‘authentic’ European concept of ‘Art’, this shoragsage showcases the problems
involved in the emergence of the category of ‘art’‘China. Firstly, although the
nineteenth-century neologismeishun Lin’s writing is translated here as ‘Fine Arts’
it should be noted that the notion of ‘Art’ withcapital A, or ‘Fine Arts’, which not
only assumes an aesthetic sense but also implescamuncepts of modern aesthetics
as genius, originality, and disentanglement fromftsy did not have an equivalent
entity in the Chinese consciousness before thetietarcentury? Although it is now

a common practice to translate this nineteenthucgnheologism rmeishu into

AAIGEMEZR - 555 ALENIECE - SRTEe/KITRRE 2 #EmE oG - R - .. Y
FHAAHEE P A& —Z » WioRarR - ]

2 Some of the contents Ghunjuezhai lunhuaad been published in a newspaper in Beijing in the
early years of the Republican before the wholewead put into print in 1935; see Gu TingldfgEFHE,
‘Ba ' (Afterword [to Chunjuezhai lunhug, in Hualun congkanv, individually paginated, p. 1b.

% For Lin Shu and his translations, see Qian Zhong&tE =, ‘Lin Shu de fanyffiTo#IzE (Lin
Shu’s Classic Translations), @izhuit=#z£ ‘Collection of the miscellaneous’ (Hong Kong, 1996p.
81-120; Ying Hu, ‘The Translator Transfigured: [$hu and the Cultural Logic of Writing in the Late
Qing’, positions: east asia cultures critiqu&.1 (Spring, 1995), pp. 69-96; and ‘Transplantimg Lady
of the Camellias’Tales of Translation: Composing the New Womanhim& 1899-1918 (Stanford,
2000), pp. 67-105.

* For the development of ‘Art’ with a capital A, sReG. Collingwood;The Principles of ArfOxford,
1938), pp. 5-7; Paul Oskar Kristeller, ‘The Mod&ystem of the Arts’, ilRenaissance Thought and
the Arts: Collected EssayPrinceton, 1980), pp. 163-227.
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English as ‘Fine Arts’, what this term really meansthe texts produced in early
twentieth-century China is not always easy to deitee. In fact, the cases to be
studied are all publishing projects which were iresp by this vaguely grasped and
not so accurately perceived European concept, ‘Betit ‘Fine Arts’, ‘art’, or merely

‘arts’. It should be stressed that this paralletl amomparable, if not equivalent,

category in China took on the semantic form misht or ‘yishuziff;’, while its

semantic field remained highly contested. Since @enese conceptions of ‘art’
discussed in this thesis hardly aimed at imitatorg faithfully reproducing the
European model established in the eighteenth cedund this thesis does not intend
to chronicle the evolution of Chinesméishutowards the European notion of ‘Art’),
this European notion is hereafter referred to megal as ‘art’ to avoid confusion.

Secondly, it is worth noting that this Europeation of art first struck Lin Shu as a
particular way of grouping, and, indeed, a rathepnceivable one. As Paul Kristeller
has aptly demonstrated, the European classificaifatie arts is a specific way of
grouping which was not established until the eightk century, with the five arts of
painting, sculpture, architecture, music, and poes its irreducible nucledsLin
Shu’s amazement at the European grouping of ‘astiftes how incompatible the
Western notion must have seemed to Chinese intadliscin the early twentieth
century. As such, the cases to be studied preseimvaluable corpus of material for
understanding the conditions in which a seemingipgarable category of ‘art’ was
deliberately forged by means of grouping and repcody texts and images.

The third aspect revealed in Lin Shu’s passadfeegproblem of translation, which,

as Lydia Liu argues, is a kind of translingual piGcbased on hypothetical and often

® Kristeller,op. cit, pp. 164-165.



problematic ‘tropes of equivalenc®'The seemingly ridiculous equivalence between
‘architect’ and ‘carpenter’ was not made withoubnds. Given that traditional
Chinese architecture was generally constructedoodwand hence architects in China
were all carpenters, Lin Shu's understanding of Emeopean grouping of ‘art’ does
not seem too wrong.Similarly, those ostensibly absurd understandafgsneishtito

be discussed in this thesis may also have beeml lzaseertain tropes of equivalence
and had reasons for their absurdity, as part ohtk®rical experiences of the time.
This thesis thus hopes to examine the conditionswhith these seemingly strange
understandings were made possible.

The issue of translation also points to the moblentailed in the transcultural
transmission of any conceptual category in thagnethough on a certain level the
transmitted idea is properly understood, the iastihal weight originally placed on
certain elements of the transmitted idea tendsetamiisplaced to something else
during the process of transmission. How this acto$placement’ operates is to be
analysed in this thesis as a strategy of cultuegkaduction, a strategy occurring
during the process where ideas and cultural pestare transmitted not only from
one culture to another but also from the past ésgmt. This strategy of reproduction
reorganises the precedence and priority of a reyoexd idea, shifts its source of
authority and eventually redefines its cultural heumticity. In Lin Shu’s case, the

‘original’ and ‘authentic’ meaning of this foreigdea and the cultural context behind

® The idea is originally proposed by Douglas Robinsn hisThe Translator’s Turr{Baltimore, 1991),
elaborated in Lydia H. Liu, ‘Translingual Practidene Discourse of Individualism between China and
the West' positions 1.1 (1993), pp. 160-193 (166 and 190 n. 12); Emadslingual Practice:

Literature, National Culture, and Translated Modigyn- China, 1900-193¢Stanford, 1995), pp. 3-10.
" As Lin’s explanation shows, the equivalence betwearpenter’ in Chinese and ‘architect’ in
European languages was grounded on the fact tatihbuild great mansions. See Lin Sap, cit,

p. 1b. Interestingly, in late nineteenth-centunyala the introduction of the Western architectural
profession prompted the collaboration between tects mastering Western building techniques and
traditionally-trained master carpenters, which sgg that in terms of social function, ‘architeatt
‘carpenter’ were perceived as parallel and comparedtegories also in Japan; see Cherie Wendelken,
‘The Tectonics of Japanese Style: Architect andp&ater in the Late Meiji PeriodArt Journal 55.3
(Fall 1996), pp. 28-37.



it did not matter at all. Lin, consciously or nagjopted a strategy which gave more
authority to a Chinese point of view. He first l@okfor great carpenters in China
comparable to such great prose masters in Chiftdaas Liu, Ou, and Wang’, found
no Michelangelo to support the assumed comparalbltween these two groups
suggested in the European model he understoodamived at the conclusion that
this European notion was a bit strange. He appe@aredidress a European concept
but in fact projected a Chinese situation onto eeigm land. What was also
reproduced and even reiterated in Lin’s passadleeihinese value which deemed
architects, professional painters, and sculptaremparably inferior to prose writers,
and by this way of reproduction, the European motibart was also ridiculed.

This issue of cultural reproduction is even mpegtinent and complicated in the
various endeavours to establish a category of imi€hina, since they concerned not
only how to engage with the new idea of ‘art’ bigoahow to preserve the Chinese
tradition of ‘art’ (the meaning of the term ‘ars icontingent upon each individual’s
perception of it). As will be elaborated in Chapfierthe semantic formmeishu
emerged in China and was endowed with great clilagancy through the discourse
of ‘national essence’, then associated with thengtth, nature, and survival of a
nation. Nevertheless, while the semantic form eftdrm meishuwas firmly grasped
and linked to the national essence and natiorahgth, the semantic field of the same
term remained contested, and subjected to, as Uydigouts it, each individual’s
‘neologistic imagination®. Insofar as the ‘neologistic imagination’ ahéisht was
mostly inspired in this period by the desire tosgr@e the national essence of China,
a certain degree of cultural authenticity had tavi@@ntained in the acts of engaging

with the foreign concept of ‘art’. Therefore, tharius conceptions of ‘art’ seen in

8 Lydia Liu, Translingual Practicep. 40; and ‘Legislating the Universal: The Ciatidn of
International Law in the Nineteenth Century’, indig Liu (ed.),Tokens of Exchange: The Problem of
Translation in Global CirculationgDurham, 1999), pp. 127-164 (137).
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this period cannot be reduced to merely a mattetrarislation, but should be
approached as efforts at cultural reproduction,relye certain authentic qualities of
the native culture would also be stressed and prede Through the practice of
replication and reiteration, a certain cultural heuticity was thus argued in each
claim to creating a Chinese tradition ehéisht, and would in turn serve as the
source of authority to sustain such a claim insgutisive field. Therefore, the success
of these various statements aféishuin a discursive field also depended upon the
acknowledgement and recognition of this claimeducal authenticity. As we shall
see, the termmeishtwas not entirely understood in that period frdme perspective
which saw the ‘authentic’ European notion of ‘Artith a capital A as the absolute
arbiter of the meaning, and the term was even oamesoccasions approached purely
through the literal meaning suggested by the idgagc construction of the term

itself without in any sense alluding to the concapdf ‘Art’ in Europe.

The quest for the semantic origin afeéishuin China and its evolution in meaning
towards that which it is generally understood todeas appeared in separate fields in
Chinese studies on translation, aesthetic theong art historiography. The
occurrence in Chinese texts of the termweishu and ‘yishu has been carefully
located in the scholarship on translation studigleishu is identified as a neologism
originally coined in Japaneseanji (Chinese characters appropriated in Japanese
language) agbijutsu, which arrived in China as early as 1880 throtrgivel writings
by Chinese travellers back from Japan, and whos# coonmon dictionary definition

is ‘fine-arts’? The term Vishu is labelled as a return loan of Japanegeijtitsu,

° The earliest occurrence aheishtiknown so far is in the travel journal written hiyXiaopu 27 ]
where it is seen in the compoumdeishuhuiggfiiier” (literally, ‘gallery of meisht) referring to the

Ueno Museum in Tokyo which would become the Impgdviaseum in 1889. See Frederico Masini,
The Formation of Modern Chinese Lexicon and Itsl&ian toward a National Language: The Period

7



which was originally a Chinese term denoting ‘Skaiid returned to China as early as
1890, referring to ‘art’ under Japanese influetfcélevertheless, although the focus
of the study of translation has now shifted to posver struggles expressed in the
appropriation, manipulation and negotiation of megin the process of translatioh,
there has been little scholarship concerning tmepticated ‘conditions of translation’
of these two terms.

Also, such identification of occurrences by sen®lof translation has not been
adopted by the research in art theory and art iogp@aphy, which has placed the
origin of ‘meishtiin the 1890s and 1900%. The pioneering work in this regard is by
Chen Zhenlian who tries to establish the trajectoyywhich the ideographic term
‘meishatravelled from Japan and eventually arrived aesided in Chind® He not
only incorporates studies by Japanese scholardh@rcdinage of and the politics
behind bijutsu, but also examines the texts by celebrated astiuich he considers
important in the dissemination of the notion oft*am China. Furthermore, he also
looks into different institutions where the termméishu was invoked and used,

including the book collectioMeishu congshand the Nanyang Industrial Exposition

from 1840 to 1898Berkley, 1993), p. 188-189. See also Li XiaoRiben jiyouH A<#CiF ‘A trip to
Japan’, collected in Wang Xigi§%iiil (ed.),Xiaofanghu yudi congchad: /7 5% B i 3% §0

‘Xiaofanghu collection of writings on geography&Yols., Taipei, 1962), xiv, pp. 8125-8138 (8134,
8136).

10 Th)e earliest use of such known by far is seer8#01 see Masinipp. cit, p. 213.

1 Lydia Liu, Translingual Practicepp. 26-27; Theo Herman, ‘Cross-Cultural Tranelattudies as
Thick Translation’Bulletin of the School of Oriental and African Segl66.3 (2003), pp. 380-89.

12 For example, Chen Zhenlian sees the temmishufirst used by Wang Guowei in 1904, while Shao
Hong provides an even earlier usage by Wang in 1806@ther scholar Li Xinfeng suggests the first
occurrences ofmeishube seen irRiben shumuzhil &£ H7& (‘Bibliographic record of Japanese
books’) written by Liang Qichao and published i®I8See Chen Zhenlidfifizj&, ‘Meishu yuyuan
kao: Meishu yiyu yinjin shi yanjui 35l | BIE%: " %4k | 2%:65 ¥4 1% (The etymology of
‘meishu a study on the introduction ofifeishtias a translated term{eishu yanjjiusEfisffze ‘Art
Research’, 2003.4, pp. 60-71 (64-65), and 2004114-23; Shao Hong}7=, ‘Xixue meishushi
dongjian yibainiangg 2" &4l 5" B — EH 4 (Western ‘art history’ in China: 100-years’ exjgarce),
in Wenyi yanjiusZ 25/5¢ ‘Literature & Art Studies’, 2004.4, pp. 106-114@); and Li XinfengZ=.[»
l&, ‘Xiandai yishu gainiadR{CEiirfit-= (Modern concept ofishu[art]), in Li Xinfeng (ed.),Ershi
shiji zhongguo yishu lilun zhutisBD {H#0 HH 2 B Es ERES ‘Thematic history of the art theories
of twentieth-century China’ (Shenyang, 2005), pfi43(8-9).

13 Chen,op. cit.



of 1910 (which will also be discussed in this tkasi Chapters 3 and 4, respectively).
Nevertheless, in Chen’s eagerness to see throughdéey of statements a concrete
shape of that which is understood today as ‘adf aneisht, there lies a problem:
there are still a vast array of irregularities whicannot be confined to a clear,
evolutionary trajectory on which the Western notadrifine arts’, carried in Japanese
‘bijutsu, eventually became Chinesmeisht Even in the important texts listed in
his article, subtle differences from today’s corta@p of the term still exist. To get
away from this problem, Chen focuses his discussidn on those which fit into this
supposed picture ofmeisht and neglects or plays down the presence of the
differences. Although Chen suggests thaeishtwas still a fluid concept in early
twentieth-century China, the coexistence and caticgls between these subtly
different understandings of the term are regardech@rely a result of the fact that the
translated ideas had not been fully grasped in ti@ssitional period. However,
exactly what foreign concept was the tenrmeishu intended to convey in the first
place?

Chen’s approach traces the origin of a now segimiifixed’ concept of meishu
only by, to quote Michel Foucault, ‘a retrospectiwgothesis’, and by an interplay of
‘semantic resemblance¥’. The term meishtiis now, in Chen’s work, definitively
defined as ‘visual arts’, and thus the historylo# brigin of meishuis a history of
how the meaning oMmeishucomes to denote ‘visual arts’ alone. Howevethattime
when the termrheishufirst appeared in China, it probably meant, orsweerceived
as, something else. The terrméishu is now widely inscribed in the titles of

institutions such as art academies (engeishu xueyuagfiiZi[E"), particularly in

mainland China, while the closely related, somesis@emingly interchangeable term,

14 Michel FoucaultThe Archaeology of Knowledgeans. A.M. Sheridan Smith (New York, 1972), p.
22.



‘yishu, comes to be understood as a broader conceptrbfranging from ‘skills’ to
all that which in its practice and performance irsfy or works against, an aesthetic
sense and is not just confined to visual &ttslevertheless, despite the fact that it
seems possible to solicit a difference betweenretthes terms as described by Chen,
such a clear-cut distinction betweene€ishu and ‘yishu, | believe, exists perhaps
mostly in dictionaries and institutional definit®of art history. Even the discipline of

‘art history’ can be described in Chinese as eithwishushi&ffii 5’ or ‘yishushizt
fiisk without causing any difference in meanitffgThe latter expression is even

more frequently seen in the titles of Chinese tedims of Western art historical
works. This is not to say that it is pointless tstidguish between these two terms, but
to point out that even today there is a gray ameahich yishu and ‘meishuconflate
with each other. If, after more than a hundred-§/egsidence and coexistence in
China, a considerable interpenetration betweerethes terms still exists, there was
very likely a certain degree of confusion in megnaaused by the similarity of the
ideographic construction of these two terms ingbdy twentieth century. However,
no recent scholarship has focused on the condiiionvghich the old Chinese term
‘yvishu and the neologism meishu shaped each other’s meanings in early
twentieth-century China. In addition, the approaepresented by Chen Zhenlian’s
work also fails to take into account the conditiamsvhich a certain set of statements
and practices emerge to be taken as the norm wdilers are consigned to
marginality and oblivion in a discursive field.

Another approach to understanding the perceptibrimeishu is based on the

!5 Li Xinfeng, op. cit, pp. 3-14; and Tang Xiaobin@rigins of the Chinese Avant-Garde: The Modern
Woodcut MovemeriBerkeley and L.A., 2008), p. 13.

6 My own education background also suggests theoisymous’ character of these two terms, as the
official title of the graduate institute at Natidfaiwan University from which | received my MA
degree describes its discipline gishushi, while the academic journal published by the samsétute
uses meishushHiin its title.
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assumption that the terrmeishuis coined to translate the European conceptingé‘f
arts’ or ‘beaux arts”’ The notion that reishti denotes ‘beaux arts’ (and hence
‘visual arts’), is now treated as a historical fachose foreign origin was first
pronounced in a text of 1913, published in the gnaal issue of a communiqué of the
Ministry of Education, entitled ‘Draft Proposal dhe Dissemination of Art’, by a

>

young writer, Lu Xun#3/ (1881-1936), who would become one of the most

influential writers of twentieth-century China:

The term meishudid not exist in ancient China, and is a translabf the English
word ‘aite &t (Art or fine Art) [original translation]. Aite’ is a word originating
in the Greek world, denoting ‘skillsy[ %] which were controlled by nine deities
who were worshipped by the ancient people in hdpebtaining mastery and
deftness [in arts], a practice similar to the offgs and prayer performed by
artisans in Chin&®

According to Lu, meishuis viewed as a term translated from the Westemcept of
‘Art’ or ‘fine art’. However, the same term seems to ob&more specific meaning
in an essay entitled ‘Revolution of Art’ published 1918 in a radical-intellectual

magazineNew Youthby a young writer Li Cheng & (1896-1989):

Things embodying beauty can be cali@dhu Art, in which category painting,
architecture and sculpture, the three whose foroesi@y a certain space, can be
alternatively termedmeishu Fineart [original spelling]. This is the common
distinction™

" This approach is most pronounced in Ogawa Hiramit$![#7g, ‘Bijutsu $sho no kank ni tsuite:
Yoroppa no gainerfFine Arts” to nihon no yakugo “bijutsu” no éhyii ZEfliiis =D TFHTIZ DWW 3
— O v \Dfffa & HARDESE £l D3 A (Regarding the Publication dMeishu Congsh{Fine

Arts Series]: Introduction of the European ConcEpte Arts’ and the Japanese Translated Term
‘Bijustu’), Bijutsushi rong Z&fiif 52 &%, 20 (2004), pp, 33-54.

18 | u Xun, ‘Ni bobu meishu yijian shieE el = 7.2 (Draft proposal on the dissemination of art),
originally published inliaoyubu bianzuanchu yuek&h s 3 m%5E H 1] ‘Editorial Department of the
Ministry of Education Monthly’, 1 (1913), reprintéd Lang Shaojuli$f&7; and Shui Tianzhondk kX
1 (eds.)Ershi shiji Zhongguo meishu wenxuan-{##2 HH[EZETiT 35 ‘Selected 20 -century
essays on fine arts’ (2 vols., Shanghai, 199¢).i,10-14 (10). B » HEEFTNE @ L2 T

M EEIZEZWN (Artor fine art)e B2l FUHAAIE - HEERE - B2Eu - el - B
BT B » VL TR SRR RS -

19 Lu Cheng, Meishu geming&fiif &5’ (‘Revolution of art’), originally published iXingingnian %7
B ‘New Youth 6.1 (1918), reprinted in Lang and Shui (ed&khi shiji, i, pp. 26-28 (26). [L15
R Phar = B Ry Art Horper e A SRt 0 — & W —E TP G R 22 0 » AT 3R B3 55 lr Fineart,
BT @RI - ]
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In this text, meishunow denotes ‘fine arts’ only. The designation‘fofe arts’ to the
term ‘meishu thus appears to have arisen more from the needifferentiate the
Chinese meaning betweemeishtand ‘yishu (as ‘mei can be translated as ‘fine’)
than from the necessity to address the differenegvden ‘art’ and ‘fine arts’.
Moreover, both Lu Xun and LU Cheng had studiedapah; Lu was a medical student
from 1902 to 1909, and Lu studied aesthetics fogrear in 1915. However, their
experiences in Japan did not guarantee a fixed imgarh the Japanese coined term
‘meishu As such, to regardmeishtias a term to translate specifically the Western
concept of ‘fine arts’, or to consider all the ceptions in any degree departing from
this Western notion as ‘misconceptions’, is inajppiate, as it fails to pay, as Edward

Said puts it, a ‘critical attention to history atdsituation’®

The present thesis acknowledges the plurality seéhis period around the various
understandings ofmeishu, but refuses to subscribe to the linear narrati@ch
isolates a particular idea and traces by semaasiemblances this idea’s evolution
towards what it is today. Instead, this thesis Bapepresent a discursive field where
different utterances ofmeish(, or, broadly speaking, of the imported European
notion of ‘art’, existed concurrently, competing fdominance. Such an approach is
obviously indebted to Foucault's view on ‘discouimed Pierre Bourdieu’s theory on
the field of cultural productiof® This thesis will thus identify three modes of
utterances, of approaches to the imported Westemoept of ‘art’ in the discursive

field of ‘meishu, in contrast to the situation where the positi@presented by Lu

2 Edward Said, ‘Traveling Theory’, ifihe World, the Text, and the Criticondon, 1984), pp.
226-247 (237).

2 Foucaultop. cit; Pierre BourdieuThe Field of Cultural Production: Essays on Art driterature
(Cambridge, 1993).
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Xun and LU Cheng (which gets studied most) ascémggominence, and the others
are consigned to marginality (Chapter 3 and 4).sThiulti-threaded way of
conceiving history is also inspired by Presenjitaias idea of ‘bifurcated history’,
although this thesis does not relate the pluraftytterance to different conceptions
of nation-state or nationalisff.

This thesis also places the different interpretat of ‘meishuin the translingual
practice of translation, but hesitates to desigm@aténeishu any specific European
notion of art (be it ‘Art’, fine arts’, or ‘visuahrts’) as its ‘original’ idea from which
the term was translated. As stressed above, alththegterm meishuwas regarded
as something originated from the European Westotiggnal and authentic content of
this imported foreign notion probably did not matte most contemporary Chinese
intellectuals who had their own cultural concerbgdia Liu’'s idea of ‘neologistic
imagination’ thus helps to bring out the agencyreised by the ‘host’ of the ‘target
language’ in the process of translatibh.What conditioned the ‘neologistic
imagination’ is that which matters here. Hence thissis ponders the relationship
between the meaning of the traditional tegnshu and the neologistic imagination of
the new termrheishg, and looks into the ways in which their meaningsre shaped
by their mutual penetration and exclusion. As wallskee, meishtiwas seen in this
period as a term not only translating a Europeartept of art, but was also believed
to be a modernised and superior semantic formhitriaditional meaning ofishu,
i.e. ‘skills’, or ‘accomplishments’ (see Chapter 4)

Since these two terms in modern Chinese are ofigad up and used to describe

22 presenijit DuaraRescuing History from the Nation: Questioning Néires of Modern China
(Chicago and London, 1995).

% In order to place more emphasis on the mediattise language to be translated into in the
construction of meaning, Lydia Liu proposes thdarobf ‘host language’ and ‘guest language’ to
replace the traditional theoretical terms ‘targetjuage’ and ‘source language’, respectively; see L
Translingual Practicep. 27.
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each other, this thesis puts a particular emphasts analysis on material practices,
such as the practice of text selection, exclusind elassification, as well as the
materiality of art reproductions. This methodol@jiapproach is encouraged by the
studies of material culture and book history. Therfer sees objects not only as
carriers of ideas but also as forces to shape huhwarmghts and behaviouf$;and the
latter argues that the material form of a book ‘isomplex system of signs’, in which
‘the publisher’s imprint, typographical layout addsign, paper, binding, illustrations,
and the text itself’, all relate to the construntiof meaning, and contribute to the
fashioning of the reader’s expectatidisThis thesis also pays attention to the
‘paratext’ of each publishing project to look irttee ways in which the discussed text
is framed?®

Although the neologismmieishubegan to be used in Chinese texts as early a3,188
this thesis starts with the publishing event in 3%thich marks the launch of the
journal Guocui xuebao This event manifested the linkage between theueigg
grasped European category of ‘art’ (presented is jiurnal as meisht) and the
discourse on national essence and national learrvMaivated by the call for
preserving ‘national essence’ which was believedb& embodied in ‘national
learning’, of which meisht was considered a part, the publisher of this palir
embarked on publishing enterprises which aimedufitii@l reproduction engaging
with both image and text. This cultural aspiratited to the launch of the art
periodical Shenzhou guoguang(il908-1912) featuring reproductions of Chinese

works of art, and, subsequently, the book collectibeishu congshy(1911-1918),

24 Chandra MukerjiFrom Graven Images: Patterns of Modern Materiali@ew York, 1983), p. 15.
% ‘Book history’, in Dinah Birch (ed.JThe Oxford Companion to English Literatuih edn(Oxford,
2009), p. 143. The same approach applied to Chimagerials is seen, for instance, in Robert Hegel,
Reading lllustrated Fiction in Late Imperial Chi{gtanford, 1998).

% For the idea of paratext, see Gerard GenBaeatexts: Threshold of InterpretatiqCambridge,
1997).
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collating existent Chinese texts on ‘art’. The sadesire to valorise the Chinese
‘tradition’ of ‘art’, or ‘meisht, was also shared by other contemporary publishing
practices which approached this notion afeishu rather differently. Li Fang’s
Zhongguo yishujia zhengliisubtitled ‘History of Chines#leishd, is thus brought
into the discussion. It provides the third modeaittérance proposed in this thesis, an
utterance different from those seen in the writinfsu Xun and Lt Cheng, or in the
text selection and classification of theishu congshuAll these efforts at promoting
a Chinese tradition of ‘art’ inevitably prompt us tontemplate the conditions in
which ‘Chinese art’ as a category was formed. FesMfn audiences, this category
was created in the nineteenth century in Europe Noidh America, with a strong
implication of an Orientalised perception which aetpd this body of material as
being not only different from that which had beeagiced in the Western tradition
but also homogeneous in time and space within érdtdry of China?’ My
‘discovery’ that the illustrations in BushellShinese Artwere appropriated by the
journal Guocui xuebaothus serves as a good example of how this Orisathl
Western perception was met by the Chinese audience.

The idea of ‘cultural reproduction’ is signifidindifferent from the notion ofugu

181, or ‘return to the past’, which has been not amlgtrong strand in Chinese art

historiography, but also a persistent trope donmgagrtists’ imagination. As an
interpretive mode the notion ofugu positions artistic innovations and individual
artists’ creativity in a non-historical continuunh toadition?® Nevertheless, such an

interpretive approach highlights the ‘originality’ each event of artistic return to the

%" Craig ClunasArt in Ching 2nd edn (Oxford, 2009), pp. 9-12. For the comsion of ‘Chinese art’

in Britain, see Clunas, ‘Oriental Antiquities/ Haastern Art’, in Howard Morphy and Morgan Perkins
(eds.),The Anthropology of Art: A Read@xford, 2006), pp. 186-208 (originally published i
positions 2.2, Fall 1994, pp. 318-355).

%8 Wen C. Fong, ‘Archaism as a “Primitive” Style’, @hristian F. Murck (ed.Artists and Traditions:
Uses of the Past in Chinese Cult@iRrinceton, 1976), pp. 89-109 (89).
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past, and falls short of paying attention to thadittons in which the restored past
gained discursive weight as ‘the’ truth to art. Tidea of ‘cultural reproduction’
proposed in this thesis thus takes into account wags in which ‘cultural
authenticity’ is argued in each act of reproductionthe hope of bringing to light the
power struggles occurring at all levels during thproductive process. As such, the
idea of ‘cultural reproduction’ includes also th&canscious reiteration of the
self-perceived ‘authentic’ practices of the reproehliculture.

Insofar as the issue of ‘cultural reproductioxisés not only on the level of verbal
utterance but also in the very materiality of thublgshing practices discussed in this
thesis, each of the following chapters will dealhaone publishing event, regarding it
as an independent object of study, and examinimgriaictices of production and
rhetorical strategies of self-positioning. Chapiethus probes the impact that the
introduction of the idea ofmeishuin the journalGuocui xuebadad on the grouping
of illustrations in the same journal, and the netwof readership upon which the
proliferation of the idea ofmeishu depended. Chapter 2 not only investigates the
appropriation of the traditional discourse on copgking seen in the publishing
practices of photographic reproduction of Chinede and establishes the relation
between printing technologies and the culturaldrigry between different art forms
reproduced in the art periodic&®henzhou guoguangjbut also touches upon the
antique market behind the practices of art reprboic My attempt to clarify the
hopelessly entangled two termashu and ‘meishuis made in Chapter 3 where the
classifying systems aroungishd in an eighteenth-century imperial book collection
and aroundrheishuin the book seriesMeishu congshiare examined. In the hope of
redressing the oblivion of Li Fang’s book in thedirsive field of ‘art’, Chapter 4

therefore gives a detailed description and analysis this book’s physical
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characteristics, along with a discussion on itapwe and extant editions. Chapter 5
not only scrutinises the ways in which ‘Chinesé wads Orientalised in Bushell's
Chinese Artand the ways in which the journdbuocui xuebaoinscribed Bushell’s
illustrations in a Chinese context, but also sutgaestrilateral relationship between
China, Japan, and the vaguely perceived West, irchwkhe enterprise of art
reproduction in early twentieth-century China waedm possible.

All these enquiries into practices and mategahill be succinctly reviewed in a
‘Conclusion’ from the perspective of ‘cultural repluction’, to analyse the
mechanism conditioning the consecration and rejaess different statements in a

given discursive field.
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Ch 1 Art as National Patrimony: Guocui xueba 1905-1912

The Western concept of ‘art’ as a category fauging certain types of objects—as
a category conceived as something that ‘could the"“should be’ applied universally,
and therefore to China—did not enter the Chiness@ousness painlessly or without
causing any confusion. Nor did its value and eifectess as a cultural category
defining a nation’s character gain wide recognitimril the early twentieth century. A
crucial transformation took place in the early ttieth century as this foreign concept
made its formal entrance into China and began tmre incorporated within the
existing artistic tradition in China; objects tradinally treasured for the enjoyment of
the literati, such as calligraphy and painting, eveonceptually converted into and in
a sense promoted to ‘national patrimony’ and lagke#s ‘art’. Such a transformation
was closely related to the then-prevailing natimbatliscourse against Western
powers. ‘Art’, then usually translated in Chinese‘raeisht, arose as a category of

knowledge precisely defined within the broaderdfief ‘national learning’uoxuez]
£1), and the venue for the union of ‘art’ and thesrgce of the nation’ was a journal

promoting the preservation of the national esser@eocui xuebao(Journal of
National Essence, 1905-19T2)Meishuwas thus in the very beginning placed at the
intersection where ‘art’ as a form of expressiort mi¢h nationalism, where ‘art’ as a
field of knowledge coalesced with national learniagd where new and foreign ideas
clashed with all things traditional.

The impact of the patrimonialisation of objecfs'meishtwas profound. It not

only allowed the tropes and rhetoric of nationaligmenter into the discourse of

1 All analysis of the journaBuocui xuebadn this thesis is based on the edition collecteS@AS
Library (London), which, unlike those commonly séemodern libraries, still retains its original
binding, except the volumes published after 1911.
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‘meisht but also prompted the endeavour of mapping big hitherto undefined
new category using objects and ideas already prese@hina. Furthermore, the
overwhelming desire for preserving the nationaleess also lent the act of
reproduction the most legitimate means of achietrag aim. It hence brought about
the unprecedented publishing enterprise of phopgcareproductions of art and the
publication of collections of ancient texts on dth conceived as means of cultural
preservation. In the succeeding chapters, we shalthat the double dimension of the
term ‘patrimony’, as both collective heritage ant/ate enjoyment, is crucial to our
understanding of the entangled relationship betw#®n preservation and the
consumption of ancient art objects—a relationsimpwhich the latter was to be
justified in the name of the form&rHowever, in this chapter we shall begin with a
discussion of where and how all these changes Wwegrn: the journalGuocui
xuebag its aspirations, and its own confusion about #walisation (initially
promoted by the journal itself) between ‘art’ andtional patrimony’.

In Shanghai in 1905, the journ@uocui xuebaovas founded by the Society for

Preserving National LearningGloxue baocun hulE 2 {3 1%, hereafter, the

Society), an organisation which has long been caised in previous scholarship as

having been affiliated with the pro-revolutionamtiaManchu group. Following its

2 The use of the term ‘patrimony’ is borrowed frornpBie Maisonneuve, ‘Between History and
Commodity: The Production of A Musical Patrimonyabgh the Record in the 1920-193(getics

29 (2001), pp. 89-108 [89-90, 95, 103].

% For studies on the National essence movement inaClsee Laurence A. Schneider, ‘National
Essence and the New Intelligentsia’, pp. 57-89; &fattin Bernal, ‘Liu Shih-p’ei and National
Essence’, pp. 90-112, both in Charlotte Furth (ethe Limits of Change: Essays on Conservative
Alternatives in Republican Chingambridge, MA, 1976); and Lydia H. Liu, ‘Rethinkj Culture and
National Essence’, iffranslingual Practice pp. 239-256 (240-46); Zheng ShicfififiZg, Guocui,
guoxue, guohun: Wan Qing guocui pai wenhua sixigangiu [ B[22 - B#l : BE BIEIR LR
FRHZE ‘National essence, national learning, and natispiit: studies on the National Essence group
in the late Qing period’ (Taipei, 1992), pp. 10-Mang Dongjie -}/, ‘Oumei fengyu zhong de
guoxue baocun hEEEEFE A EER{7 & (Facing the threat of the Euro-American West: the
Society for Preserving National Learning)angan yu shixugsZ<Eis2 ‘Archives and history’,
1999.5, pp. 33-39. For other recent works on thiéoNal Essence group, please refer to Luo Zhifian
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launch, the journal released eighty-two issuesl|uhi 1911 Revolution finally
realised the journal's unspoken dream of overthngwthe Qing government. After
that, the journal ceased publication, yieldingtsction as the organ of the Society to

a new journalGuxue huikart 2811 (‘Collected works of ancient studies’), from

1912 onwards to 1914.

It should be noted that it was not until 1907t thrmeishtbegan to appear in the
journal as an independent subject of ‘nationalreay’. Its relatively late inclusion in
a journal overtly aimed at the preservation of tla@ional essence suggests a new
interest at that point in incorporating artisticltate within Chinese nationalist
discourse, where ‘art’ had originally had no place.

Such incorporation had undeniable significanterompted the patrimonialisation
of objects of meishu, leading to an awareness of the problem of erléangnt of the
historical and the aesthetical approaches to g@regmtion, and eventually opened up
the booming age of the art publishing enterprisewéler, previous studies on the
journal and the National Essence group have tretitisdaspect only in a passing
manner, as if ‘art’-related publishing activitieen® merely superficial ornaments for
the nobler ambition to which the Society aspired,, ipromoting the studies of
Chinese philosophy, history, and literat@irén fact, as we shall see in Chapters 2 and
3, ‘art’- related publishing enterprises were tmdyccultural projects initiated by the
Society that successfully sustained themselvesnantial terms and grew into a

separate branch of their own, developing variowslpction lines in order to supply

&=, ‘Qingji baocun guocui de chaoye nuli jigi guannidtong J& 2517 BIFEHEHE 4% & H A

£ [d]" (Endeavours by the court and provincial elitepteserve the national essence in the late Qing,
and the similarities and differences between thwéws), Jindaishi yanjiu T2 ‘Modern
Chinese history studies’, pp. 28-100, esp. 28 nl.

* See Ni tuiguang benhui zhi zhiyugdkft i 4.2 £ (Proposal for promoting the society’s
resolutions), in ‘Report No. 60GX, 7.8 (1911), p. 1b.

® For example, Laurence Schneider considers paimtitlg ‘to a lesser degree’ in comparison with
traditional scholarship and poetry as a viable miedthrough which Chinese national essence was
believed to manifest itself. See his ‘National E&sg, p. 59.
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varying demands. Hence, this chapter will approactishiias a subject within the
rising discourse of nationalism, and place theteelart publishing projects within the
whole cultural scheme proposed by the Societyetol®ow the high-minded cultural
aspirations of this group of people and the jowwnlalgistical setup and networks
contributed to the art publishing enterprises, ptigd to be in the service of cultural

reproduction.

Art and guocui (national essence)guoxue(national learning)

Although translation does not necessarily implgoaplete transplantation of the
tropes and connotations associated with its origoraign concept, the entry of ‘art’
into the nationalist discourse in China did beamesofeatures which had also

characterised its Japanese predecessors. The sgerfieant of ‘guocuilZf%’ came

from the Japanese tetokusuj rendered in the ideographic form of Japarnesg as
‘national essence’, and was originally coined tanslate the Western concept of
‘nationality’ during the National Essence Movemanfapan in the 1880s and 18§0s.

As suggested in the catchy Japanese sldgausui hozolgf%{+1%’ (‘preserving the

national essence’), this movement sought to ret®iioe conflicting needs of cultural
borrowing with Japanese national pride, followinge t sweeping wave of
Westernization during the first half of the Meijegiod (1868-1912). Amidst such

nationalist sentiments, ‘art’ gradually came to kegarded as embodying the
uniqueness of Japanese character and was thersbgisased with the national

essence of Japaran association which eventually led to the esshbtient in 1889

® Martin Bernal, ‘Liu Shih-p’ei’, p. 100-103.

’ For the National Essence movement in Japan, seedfte PyleThe New Generation in Meiji Japan,
1885-1895Stanford, 1969), pp. 4, 52-71.

8 For the relationship between art and nation, awl &rt came to be associated with national essence
in Japan, see Christine GutKokuhy: From Dynastic to Artistic TreasureZahiers d’Extréme-Asj&
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of three institutions whose proposed methods obgkeng the Japanese artistic
tradition would serve as potential models for samiéttempts in China: the Imperial

Museum Teikoku Hakubutsukan [ {##76E), the Tokyo School of Fine Art3 ¢kyo
Bijutsu Gakk H57Eir#4%), and the scholarly art journ&lokkalg]#E (literally,

‘nation’s efflorescence’ or ‘national glory’, andsificantly, as pointed out by Alice

Tseng, a homophone for ‘natiorkdkka®%Z]).° The art journal’s publication of

in-depth scholarship and high-quality photograptand coloured-woodblock
reproductions of Japanese artwotksand the training offered by the art school—in
the virtuoso skills required for making faithful gies of the masterpieces housed in
the imperial museum$—were all methods regarded as viable for achiettieggoal
of preserving and promoting the Japanese artigtidition. The practice of
reproduction, whether by making exact copies or dapturing the original in
photographs, played an important role in these m&@thods. As the national essence
could in a way be materially appreciated through nltion’s ‘art’, the conservation
and reproduction of art objects also came to ba asehe most concrete realisation
of the aspiration to preserve and protect the natiessence.

Although in China meishtuwas to be likewise regarded as one of the materia
forms of the national essence, the link betweethaad the ‘national essence’ was to

be fulfilled in the journalGuocui xuebaon the name of ‘national learningyoxug.

(1996-1997), pp. 313-322Art, Tea, and Industry: Masuda Takashi and the Mi@Gircle (Princeton,
1993), pp. 162-167; and Alice Y. Tsefidhe Imperial Museums of Meiji Japan: Architecturelahe
Art of the Nation(Seattle, 2008), p.82-85.

° Alice TsengThe Imperial Museum®p. 84-85.

10 ‘Kokka[E#E’, Kokka 1 (1989), pp. 1-4.

1 Christine Guth, Kokuhy’, pp. 319-320; Alice Tsend;he Imperial Museumgp. 91-92, 239 n. 38.
As pointed out by Alice Tseng, in addition to treewf photography, ‘painted copiesigsha# %) and
‘sculpted copies’thoz f5i3%) were also recognised as viable for recordingederving the
collection. For modern copies of ancient art waakd issues about the collaboration between the
museums and the Tokyo School of Fine Arts in tharmoéssioning of copies, please refer to the
exhibition catalogue, SaDoshin (ed.)Mosha, moz to Nihon bijutsu: Utsusu, manabu, tsutad¥ies .
gL HAREN - o9, £725,. D7z % ‘Passing Traditions in Japanese Art: Study, Copy,
Create’ (Tokyo, 2005).
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Both the term itself and the ideag@iiocui ‘national essence’, had been picked up by
the Chinese intellectuals sojourning in Japan endarly twentieth century. It gained
currency in China even before the establishmenthef Chinese national essence
society, and it seems to have been closely assdcigith ‘national learning’ at the
outset? The Japanese National Essence movement was bgaesmnknown to the
group of people who were to start in China the &gcior Preserving Naitonal

Learning and the journdbuocui xuebapsuch as Huang Jig&ffi (1873-1935) and
Deng Shi&iE (1877-1951)° As Martin Bernal has pointed out, the National

Essence group in China agreed with their Japaneske@essors in the idea that the
survival of the nation depended on the survivatational culturé? The inextricable
relationship between the ‘national essence’ andidnal learning’ was readily
suggested in the name of the Society itself as aslthe journal title, and national
essence came to be seen as being embodied inalddaming. It was also reasoned
in the abstract that when national learning wetd axtinction, so did the nation and

the race’™® The idea of protecting ‘national learning'—sometsntermed ‘old

2 The term was first seen in 1901 in the writingsLéfng Qichao 2f&itH (1837-1929; see Ling
Qichao, Zhongguoshi xulunf 52 FFEs", in Yinbingshi wenjikykzE 3742 ‘Collected writings of
Tasting Ice Studio’ (16 vols., Shanghai, 1936),Gjp. 1-12 (8). Liang’s use of the term in thistamce
is identified by Zheng Shichu as the earliest eXamp the Chinese context; see Zhe@yocui,
guoxue, guohunp. 4. In the autumn of 1902, Liang even starteshart-lived National Learning
Newspape(Guoxuebao|Z#f;) to promote the preservation of national essewtich for the first
time associated ‘national learning’ with ‘natiomsisence’. See Bernal, ‘Liu Shih-p’ei’, pp. 103-104.
13 See Huang JieGuocui baocun zhuyd#5-77 335’ (Movement for preserving the national
essence)Zhengyi tongbad@ZuEs#y ‘Journal of politics and arts’, 1 (1902), photagjni reprint in
Shen YunlongtZE#E (ed.),Jindai zhongguo shiliao congkam{t, - 52kl # T ‘Collected sources
for Chinese modern history’ (1181 vols., Taipei7/&9 cclxvii, pp. 180-181. However, Huang was not
the first to have introduced the Japanese NatiBas¢nce movement to a Chinese audience. Early in
the same year, an anonymous author had publishadiele titled Riben guocui zhuyi yu ouhua zhuyi
zhi xiaozhand ] A B#: + 2 BLE L £ 252 18" (The tension between the National Essence
movement and Europeanization in Japan) in the gieabYishu huibiariZEESE (Assorted

collection of translated texts), cited in Zhefgocui, guoxue, guohupp. 5-6. Huang’s ‘Preface to the
Guocui xuebamf 1905, also alluded to the Japanese movemednthashows a relationship of
appropriation between the National Essence movesmei@€hina and Japan; see Huang Iidcui
xuebao xUE[IFE##L (Preface to thé&uocui xuebap GX, 1.1 (1905), p. 1-4a (3b)

14 Bernal, ‘Liu Shih-p’ei’, p. 105

5 Huang Jie,Guocui xuebao Xup. 2a.

23



learning’ {iuxue£2 or ‘guxuet£’) vis-a-vis the imported Western ‘new learning’
(xinxuejE)—was thus embraced with great urgency, and eviiyt@sulted in the

launch of the journalGuocui xuebadn 1905. By 1907, the slogan ‘preserve the
national essence’ had won over most Chinese intalds and provided a common
ground on which people across the political spectoould unite. National learning
came to be perceived as the embodiment of Chinglseres as the essence of the
nation*®

However, it should be borne in mind that befo®@7. there had been no place for
‘art’ in this entity of ‘national learning’, whictwas broken down into different
sub-areas in th&uocui xuebaoAs listed in its ‘Inaugural Statements’, the joair

originally comprised seven parts:

e ‘Criticism at large’ 6heshugit-zt)

e ‘Politics’ (zhengpiant(i&)

e ‘History’ (shipian4 %)

e ‘Approaches to studiesk(epianZfs)

e ‘Literature’ (wenpians )

e ‘Assorted notes’d¢ongtanzs i)

e ‘Writings and manuscriptszuanlu $25%).Y

Among these divisions, only four sections (thoserfrPolitics’ to ‘Literature’) had a
clear disciplinary orientation, none of which aceoadated the visual and material
aspects of Chinese culture. The subjdtishu, along with the subjecBowuf# ¥y’
(‘natural history’, or literally, ‘broad [knowled@e@bout things’), was added into the

journal only after theSuocui xuebadad been in production for two yeafsThese

new sections,Bowd and ‘Meishu, contained both articles and illustrations. I th

6 Martin Bernal, pp. 107-111.
17 «Guocui xuebao fakan GiEE s #EHER] (Inaugural Statement of tHBuocui xuebap GX, 1.1

(1905), p. 2a
18 «Guocui xuebao zengguang merlgfr 2 ia 9% (New subjects added into ti@uocui

xuebag, in ‘Report No.5",GX, 2.12 (1906), p.1b. Also, from Issue 4.2 (1908) jdurnal introduced
another new subject ‘geographgil{ #E2H).
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‘Bowd section, Society member Cai Youshotk {5 <F (1879-1941) painted

illustrations of animals and plants,some of which have been identified in recent
scholarship as having been copied from illustratiam Western books on natural
history?® Insofar as both articles on and illustrations lmtpgraphic reproductions of
Chinese artworks were published, thdeishu section seems to have echoed the
Japanese art journdokka in the chosen methods of preserving the natiartedtic
tradition; however, the exact relationship betwterse two publications is difficult to
characterise precisely, a phenomenon which willdisgussed in further detail in
Chapter 2. Nevertheless, such engagement withitmathes and text within the newly
added subject ofMeishd, one the visual knowledge of art and the other tixtual
knowledge of art, later developed into two indiatllbut co-related enterprises,
through which the publisher believed the natiordistic tradition could be better
preserved and propagated.

The inclusion of the subjecMeishu on the one hand indicated that ‘art’ at that
point had acquired a new status as part of ‘natilmaaning’, and hence became part
of the ‘national essence’. Such placement not enigbled meishtto share all the
tropes, connotations, and significance exclusiaslsigned to the broad area known as
‘national essence’, but also designated worksne¢ishu as part of the ‘national

patrimony’ to be preserved as part of China’s caltineritage and appreciated for

19 See Guocui xuebao tianru bowu meishu tuhua zhi EBREELER R A Y2500 B &2 F
(Features of the newly added illustration8BofvuandMeishuin theGuocui xuebap in ‘Report No.
10, GX, 3.5 (1907).

2 For the life of Cai and pictorial sources of thepitted animals and plants from the West, see Cheng
Meibaof22E=, ‘Wan Qing guocui dachao zhong de bowuxue zhishiGluocui xuebao zhong de
bowu tuhualf& B A HH Y A7 ER R SR B A i R T &5 (Knowledge of Natural
history in the late-Qing tide of national learnirgstudy of théowuillustrations published iGuocui
xueba9, Shehui kexugt&F}E& (Social Science), 2006.8, pp. 18-31, aRdzhi zhishi: Guocui
xuebao bowu tuhua de ziliao laiyuan jigi caiyongyihshua jishu& E2403%: BRI 2R Y B ERE
Bl K FoAR 2 BRI (Reproducing knowledge: sourceshmfwupictures in theGuocui
xuebaoand the applied printing technologieZhongshan daxue xuebsgoi [ AE2EEE (Journal of
Sun Yat-sen University, social science edition);342009), pp. 95-109.
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private enjoyment and cultivation. On the other djamowever, this inclusion also
suggests that a new space had been deliberatelyedpagp within the field of
‘national learning’, a phenomenon which entailedoaceptual negotiation with the
existing conceptions of traditional artistic cutuas well as the existing knowledge
system—for the rubriceisht, through which ‘art’ as a concept took on its mieg

in China, was a term never before seen in thisittomd The integration and
negotiation of the new, European-informed concept'meishu with both the
traditional Chinese artistic culture and the priwgidiscourse of national essence can,
whether consciously or not, be observed in thegreed functions of the illustrations
in the journal, which serve in part as a visualaeeent to history. As the importance
of ‘beholding history’ became more pronounced ia tfationalist discourse through
the use of photographic illustrations, the editefforts to insert the distinctive, new
subject of Meishu further brought upon themselves considerable usioh between
‘cultural relics’ and ‘works of aesthetic value’u& confusion was precisely the

milieu where the negotiation between the old amd#w ideas took place.

The importance of beholding history

Even before the inclusion of thé&léishu section in the journal, photographic
reproductions had been regarded by the editorsapabte of inspiring readers’
nationalist sentiments. Ever since the inceptiothefGuocui xuebaoa section had
been included covering the ground which would ldterof interest to the subject

‘Meishu; that is, the section of ‘Picturesuhualz &), dedicated to portraits of not

only cultural heroes and famous scholars, but pidots and loyalists of the Song

and Ming dynastie$: Also displayed in this section, before the additip 1907 of

2L The ‘Pictures’ section was not mentioned in tmatlgural Statements’, but was listed in the
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the ‘Meishd section, are images of the handwriting (or rulgisirof the handwriting)
of famous patriots of past dynastic periods, andreage of a double-lined copy of an
ancient stone inscription (Figs. 1-1 to 1-4). listperiod, each portrait is generally

accompanied by a eulogistic inscriptiopaf #), giving an introduction to the

subject’s life and his most significant achieveméntthe cases where the portrayed
figure is a loyalist or patriot, the eulogy wouldnsetimes be substituted with the
dying testament or one of the man's famous quatati@s can be seen with the

portrait of Yue Fei:jf§ (1103-1142), a renowned military general of theitBern

Song dynasty (Fig. 1-5). Obviously, pictures irsteection served to kindle a passion
for the pursuit of national learning, and to enegé the nationalist sentiments which
were considered to be desperately needed in teigfmirmoil.

It was held firmly by the journal that viewing ages of past cultural and patriotic
heroes was an experience almost equivalent to dahdteholding history itself.
Therefore, unlike the illustrations in other conpamrary magazines, which presented
a variety of subjects with the aim of broadening teader’s mind? illustrations in
the journal were restricted to portraits of anci€hinese figures who enjoyed great
cultural significance, including great thinkers sues Confucius, Lao-tzu, Mencius,
ancient sage kings (e.g., the Five Emperors), apaikts who had refused to submit
to foreign rulers.

Interestingly, images of these men’s handwritamgl of the objects used by or
associated with them were also considered to Ha/edme agency as portrait images

and were believed to invoke the material presemhdtkeodeceased heroes and to have

‘Contents’.

22 such as th®ianshizhaiPictorial Dianshizhai huabadif575#£#;). See Rudolf G. Wagner,
‘Joining the Global Imaginaire: The Shanghai llilagtd Newspapdbianshizhai huabaoin Rudolf G.
Wagner (ed.)Joining the Global Public: Word, Image, and Citygarly Chinese Newspapers,
1870-191Q(Albany, 2007), pp. 105-173; and Rania Huntingtdhe Weird in the Newspaper’, in
Judith T. Zeitlin, Lydia H. Liu and Ellen Widmerdg.), Writing and Materiality in China: Essays in
Honor of Patrick Hanar{Cambridge, Mass. and London, 2003), pp.341-396.
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the capability of inspiring nationalist and patitosentiments. As such, the editor
Deng Shi commented on the rubbing of the handwrithYue Fei (Fig. 1-2) that one
would surely be immersed in the thought of protegtthe race and nation when
viewing Yue’s portrait, reading hig poems, and appreciating his ‘ink tracesbfi
1#%).2® The righteousness and heroic bearing of Wen Taanyiz K1t (1236-1283),

loyal official of the Southern Song dynasty, wasoathought to be revealed and
preserved in his ‘remnant ink tracé8’In the same vein, the ‘ink traces’ of Shi Kefa

trrlyE (1601-1645), a Ming official famous for his resiste against the Qing

armies in Yangzhou, was thus urged to be treastimedsame ‘as his portrait and
family letters’ (Fig. 1-3F°

Apparently, each image in the ‘Pictures’ sectainthe journal was reproduced
because of its association with a particular histbgure, whether the image was a
pictorial representation of the person (e.g., arpiy or a reproduction of the things
he had left behind (e.g., a piece of his handvg)tiin other words, these images were
valued not for their aesthetic value, but for ti&dry or historical meaning invoked
by their subject matter. However, the exact physapgearance (as reproduced in a
photographic illustration) of the things made oedidy these past heroes or cultural
figures seems to have been regarded as the pridnaagg force for motivating the
viewers to relate themselves to the history of stadies behind the objects that had
been reproduced in this way. Therefore, letters arahuscripts handwritten by
renowned scholar-officials and patriots were delbsly reproduced photographically
in lithography and published in book form well befothe Society began the

enterprise of ‘art’ reproduction, even though théblsher could have had these

% gee Deng Shi's comment on Yue’s handwritin@gX 2.3 (1906).
2 See Deng Shi's comment on Wen’s calligraph@) 2.5 (1906).
% See Deng Shi's postscript to Shi's calligraphyiX, 2.9 (1906).
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manuscripts edited and printed in movable typeheratthan printing them in
photolithography to retain the original appearafice.

This attitude towards the purpose of reprodustiean attitude which assumes that
reproductions embody the evocation of history—cartdsmed the ‘approach of the
antiquarian’. It was entangled with and (especiafter the addition of theMeishu
section to the journal) attempted to be differaatiafrom the ‘approach of the
connoisseur’, who sees reproductions as a meangreslerving the formal and
aesthetic quality of the objects. In fact, the egtament of these two attitudes
towards material objects (one historical, and ttieeloaesthetical) had been seen in
China before, not least in the time-honoured diss®wn calligraphy; for a piece of
calligraphy is also a piece of handwriting, or ‘itdaces’, of the maker—which is
regarded as a record of the calligrapher’s moveraedtthe embodiment of his virtue
and personality, in addition to its artistic meffsHowever, the fact that the
traditional discourse had not called for a disioct between these two
approaches—and that it was not until the subjectMishu joined the Guocui
xuebaothat the problem of the entanglement of these aftibudes became more

pronounced—reveals the negotiating process throwgjich the new concept,

% ‘Ming er daru shiwu wanren moji shoutie — A fE+F 52 A\ EEEFME (Ink traces and handwritten
letters by two great Ming scholars and fifteen ctatg@men of the Ming), inGuocui congshu disanci
chuban guangga@|i%# £ 5 =X R E S (Advertisement for the third release of tBeocui

book series)GX, 2.8 (1906), inside back cover. This practice tw@d even after the periodical
Shenzhou guoguarhad been released. S&éncheng Mingxian chidu moji gizhofgjBAEf X g2
-7’ (Seven pieces of handwritten letters by Ming w@s), in ‘Report No. 22'GX 4.5 (1908),

p.1b; Huiyin xianru shouxie yizhggF15:{ET- 55353 (Collection of handwritten manuscripts by past
scholars) in ‘Report No. 27GX, 4.10 (1908), p. 1b. The Society even claimed ttheteproductions

of handwritten manuscripts were more precious thaee of calligraphy and painting. The efficacy of
this statement will be elaborated in Chapter 2.

2" For the specific aspect of Chinese culture in Wigiersonal letters were treasured as calligraphic
works, see Qianshen Bai, ‘Chinese Letters: Privteds Made Public’, in Robert E. Harrist Jr. and
Weng C. Fong (eds.Jjhe Embodied Image: Chinese Calligraphy from tHenJB. Elliott Collection
(Princeton, 1999), pp. 381-399. For the theoryadligraphy which sees ink traces as the embodiment
of the writer, see John Hay, ‘The Human Body asiecddosmic Source of Macrocosmic Values in
Calligraphy’, in Susan Bush and Christian F. Mwek<.),Theories of the Arts in Chin@rinceton,
1983), pp. 74-102; and Wen Fong, ‘Chinese Calligyaf heory and History’, in Harrist and Fong,
op.cit, pp. 29-84 (31-37).
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informed by the European notion of art areisht, was being incorporated into the

Chinese nationalist discourse. These negotiatmswllated between a Western

sense of ‘art’ (which emphasises the formal rathan historical aspects of the object),
and the traditional Chinese view, which embracesabsthetic quality as well as the
historical value of the object as a whole.

However, once theMeishu section was added into the journal, the editoesew
immediately forced to define the nature and fumctmf the illustrations in the
‘Meishu section as being different from those in the tBres’ section. Such a
necessity could not have been overlooked becausse tthwo sections had been
physically separate from each other prior to 19&strations of artworks were then
put altogether with articles about art in tihdeishu section, which was placed at the
end of all the other disciplinary sections of naiblearning (Fig. 1-6), while the
‘Pictures’ section always occupied the opening pagehe journal. The editors hence
found themselves in the position of having to decidhether an illustration should be
categorised in theMeishu section or not.

It seems obvious from the outset that the ‘Pegusection was meant to inspire
patriotic sentiments, and hence was confined tdrguts of cultural and patriotic
figures, as well as to images of things associaftiéd them, such as their ‘ink traces’;
whereas the illustrations in th&léishu section were included for the purpose of
demonstrating the Chinese artistic tradition, andoedingly contained rubbings of
objects of meishu (such as bronzegyin zithers, and stone inscriptions), as well as
painting and calligraphy by renowned artists. Hogrevthe problem of image
categorisation occurred nonetheless with a ponpeitting of a celebrated essayist of

the late Ming period, Hou Fangyfs 51 (1618-1654) (Fig. 1-7). The portrait,

painted by Gu YunchengiZZ#£ (1606-?), was originally placed in the ‘Pictures’

30



section but was later relabelled (in a notice afetion) as an illustration of a work
of ‘meisht1?® Although binding workers were publicly blamed fhe ‘mistake’, this
change of label was not simply a correction of adi@ss error, but an index to the
editors’ own confusion over the different nature‘lmstorical paintings’ (i.e., those
which belong in the ‘Pictures’ section) and ‘artigtaintings’ (those which belong in
the ‘Meishu section). Apparently, this portrait of Hou Fangiad originally been
intended for the ‘Pictures’ section because conggrally, this section contained at
least two images of admirable historical figuregad af this painting had been
withdrawn, only one image would remain, which cobktdly form a section on its
own. However, the editors still decided to re-labtieé painting as an object of
‘meishuand apparently considered such redefinition ar@ction’, which suggests
the ongoing confusion over what should be defiretneishu

A comparison of this painting with other exampieay lead to a possible reason
for such a shift in conception: unlike most of thémer portraits in the ‘Pictures’
section, where the sitter is normally situated mgfaan empty background to convey a
documentary sense (Fig. 1-5), the distinctive dttaraof the portrait of Hou is
manifested in its setting of ‘landscape’. As ‘lacalse’ has been a subject matter
traditionally regarded as most expressive of a tpes artistic merits, a portrait
painting such as this one—inclusive of a landschpekground—is more than a
portrait, and hence its aesthetic aspect shouldididighted by locating the painting

into the Meishu section?® However, the criteria by which a portrait paintings to

% ‘Tuhua dengzheng guangg@be 5 [Fi&<’ (Correction notice on picturesgX, 3.9 (1907), inside
front cover.

% The change of its categorisation might have atsnia result of the possibility that the illustcate
painting itself was a painted reproduction by Shang (the reason will be given in the main text
below). Nevertheless, given that the mastery ohStang’s copying skill had never been the focus of
the comments, the illustrated work was most likelype approached as if it were the original, rather
than a work by Shen. The original painter Gu Yumghealso known as Gu Jianlof§i= #E, seeZMRG
p. 1536.
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be deemed a painting or merely a portrait wereaiwys unequivocal. It is perfectly

understandable why a portrait of Dong Qichahgl =, (1555-1636, attributed to a
famous painter You Qiui;>Kk, active 1570s-80s) was placed in tMeishu section,

even though the painting has no background afal (L-8). However, it is less clear

why the portrait painting of Ming loyalist Chen Gyyin [#i/%F (1631-1700, by an

anonymous artist}—depicting his listening to thesoreance of a sword with an
attendant against a void background—should haven paced in the Meishu
section (Fig. 1-9).

Such entanglement of the historical and aesthigberceptions of reproduced items
can even be observed within tieishu section itself, where some of the illustrated
objects were selected not as much for their agsth@ue as for their association with
famous historical figures. The rubbing of thim zither once owned and played by
Chen Gongyin (Fig. 1-10) and a painted reproduatibtihe inkstone believed to have

been collected and used by the late Ming scholarZangzhou|5=)E (1578-1645,

Fig. 1-11) are such cases; the editorial commezgmgo dwell more on the patriotic
passion these images may have kindled rather thgradistic quality they might
have possesséd.

Even the calligraphy and painting reproducedhea Meishu section could be
approached in a non-aesthetical way since, as waaieed earlier, the reproduced
works were regarded not only as a material anditicstt testament to the artistic
temperament inherent in the Chinese people, batadsthe material embodiment of
the maker’s life, character, and of history—and deemwere meant to be seen by

extension as a material continuation of the malkdesand destiny. Thus, the editor

%0 See Huang Jie’s comment on the rubbing ofjihezither owned by Chen GongyiGX, 3.9 (1907);
and Deng Shi’s long inscription on the painted ogjpiction by Shen Tangif# of the inkstone used by
Liu ZongzhouGX, 3.2 (1907).
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Deng Shi still viewed the album leaves attributedofigly!) to the Ming official

Huang Zunsus£r (1586-1626)—who died as a result of his refusallip himself
with the then-powerful eunuch Wei Zhongxidf £ & (1568-1627)—as the

remaining traces of loyalty and integrity, whiclwi&s thought had attracted some sort
of divine protection allowing it to have survived Deng’s time* The Chinese
tradition of collecting was also praised in therfml’'s rhetoric, as can be seen in the

editorial comment on a piece of calligraphy by tireat calligrapher Mi Fokif;

(1051-1107): the editor reasoned that the factdahatwas still able to view Mi’s work
hundreds of years after it had been created wasda pf the refined nature of the
Chinese people, who obviously knew the importariceeasuring and appreciating
art®

Although in 1907 ‘Pictures’ and/teishu were physically two separate sections and
thus demanded distinct approaches (historical asthatical, respectively) to the
selection of illustrations, the entanglement ofsthéwvo approaches was both evident
and persistent. Ultimately, however, the historizedaning of the reproduced objects
was clearly the prime concern in the act of repotidn. As discussed earlier, the
perceived historical dimension of the artworks wagefold: they were themselves
historical evidence of the artistic achievementtlug nation; they were historical
testaments to the civilised culture of art apptemnain China; and finally, they served
as material indices to the lives and histories & artists and their time. Such a

multilayered historical dimension not only enabled’, or ‘meisht, to enter the

nationalist discourse—to be studied as nationahleg, to be preserved as national

31 See Deng Shi's comment on Huang’s album lea®&s3.10 (1907). However, the editor’s
identification of the painter was wrong. Accorditagthe seals on the album leaves, the maker should
be named as Wang Zunsu& 3%, a painter active during the late Ming and eariggdynasties; see
ZMRC p. 106.

32 See Deng Shi's comment on Mi's calligrapBy, 3.7 (1907).
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essence, and to be handed down as national patrirmnt also endowed the
reproductions of artworks with unparalleled impaode, relative to illustrations of
‘Pictures’ and those of animals and plants in tBewd section. This newfound
significance eventually led to the development gadsformation of the illustration
of art objects into the independent enterprisertofegoroduction.

Furthermore, it was the availability of photodnapreproductive technologies that
made the beholding of history possible, leadingato increasing interest in and
elevation of visual perception. The editors thugarded the illustrations of artworks
as a ‘treat’ for readers and increased the numb#rese illustrations to celebrate the
third anniversary of the journal in Issue 4.1, iB083® This celebratory issue
contained thirty-three pages of art objects, inicigdeleven pieces collected in
museums in Britain at the time. The sources ofeahkgstrations and the historical
significance of their appropriation will be discadsn Chapter 5.

Also in 1908, illustrations in thévieishu and ‘Bowu sections were detached from
the sections to which they originally belonged amdved forward, nearer the
‘Pictures’ section at the front of the journal, endhe headings oMeishu tuhua
(‘Art Pictures’) and Bowu tuhua (Pictures of Natural History), respectively (Fig.
1-12). The ‘Pictures’ section was further renameel ‘Portraits’ section huaxiang

=14)) beginning in the fifth issue of that year. Howeuhe heading ‘Art Pictures’
was soon abandoned in 1909, and was replaced bgra detailed grouping that
sorted illustrations into ‘Metal and Stone [instidps]’ (jinshi<{5), ‘Ink Traces’
(moji), ‘Painting’ (hua &), and ‘Objects of art’ Nleishupin Z&7iiyY,) (Fig. 1-13).
Henceforth, illustrations other than those of ‘mattnistory’, including portraits, were

no longer differentiated by their historical or thesical orientation—as had been seen

33 ‘Guocui xuebao juxing disan zhounian dazhudigeERE1 745 = SE4E A HL' (Celebration for
the third anniversary of thBuocui xuebal in ‘Report No. 15'GX, 3.10 (1907), p. 1b.
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in the original distinction between ‘Pictures’ af&t Pictures’—but were instead
differentiated by the category of ‘art’ into whidhey were now sorted. In other words,
the sections ‘Pictures’ andVeishu (which had initially been separated) were now
collapsed into each other, and portrait paintingldmow be perfectly accommodated
in its own section of ‘Portraits’ without any detent to its symbolic meaning or
aesthetic value. One case in point is the paimngpdoduction of the portrait of Xue

Shiheng ¥ (1617-1686), copied by Cai Youshou with a backgcbpainted by
Huang Binhongi £ (1865-1955)—who was at that time one of the editdrthe

journal but later became one of the most celebradters in twentieth-century
China (Fig. 1-14). Now, the categorisation of théksstrations seems to have been
made mainly for the purpose of sorting art objestsgygesting that by 1908, the
aesthetical approach to reproduction had come &wvajir’* Nevertheless, this
aesthetical approach still lay ultimately withiretiramework of the national essence,
inextricably intertwined with the original histoacapproach. All these illustrations
were thus viewed both as visual evidence of art ahdhe same time, as material
evidence of China’s history.

The year 1908 also saw the same publisher latimehart periodicalShenzhou
guoguangjj featuring reproductions of Chinese art objecterkivig from the success
of this art periodical, the publisher soon devetb® enterprise in its own right
dedicated to the publication of reproductions ofciamt rubbings, celebrated
calligraphic works, and well-known paintings. Thectty’s innovative investment in
the market of photographic art reproduction sodnaetied the attention of other
publishers and eventually inaugurated an age ofogin@phic reproduction of art in

China (see Chapter 2). Nevertheless, such an eistenpith such wide recognition

34 The question of why there was still a categorgntst ‘Objects of Art’ in this categorisation of ‘art
will be addressed in Chapter 5.
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and such an enthusiastic reception could not hastised itself simply by resorting
to rhetoric on the importance of beholding hist@ypport from and participation of
the readers also played a crucial role in openmthis brand new market. Therefore,
it is necessary to carry out an overall surveylbfre Society’s cultural projects into
which the attempt to publish Chinese art had be&rgrated, as well as to examine
the circulation of the journal, the social and liketetual background of its readership,

and the ways in which the journal encouraged aslees to take part in its enterprises.

The function of the network of readership
The journalGuocui xuebaonvas not only a site where ‘art’ was first seenb®

associated with the nationalist discourse; thenalualso functioned as the organ of
the Society for Preserving National Learning. Saaklationship is evident in the fact
that the journal began in 1906 to publish in easlué a report on the management of
the Society, which would normally include a listimj names of the Society’s
‘patrons’, as well as of the amounts of moneyesitbf books, and names of objects,
that these patrons had contributed. Also reportedewmportant announcements
about both the Society and the journal, and sonesticorrespondence from read®rs.
Contributions, whether of money or of books or otgewas vital to the operations
and publishing endeavours of the Society, sinceSthaety still intended to establish

a Library Cangshuloyi 44, thereafter ‘the Library’) for the ambitious puges of

collecting and reprinting ancient texts in a Na#ibiEssence book serie§yocui

congshusi##%2); compiling textbooks of National LearninGoxue jiaokesh
BRI, starting a National Essence AcadenBuécui xuetanggffrEs4t); and

establishing its own publishing firm, the ‘Nation&lories Press’ Guoguang

% The Report first appeared in Issue 2.8 (1906)camdinued for the duration of the journal’s
publication.
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yinshuasud®S¢F1IFT).3° These projects, particularly the ones of the Lipend of

reprinting ancient texts, required a great numipenaariety of texts and books which,
as was understood by the publisher, could not heen assembled simply through
the editors’ own efforts. As such, appeals to readier contributions of rare books
appeared every now and then in the RepBrRequests for contributions of ‘art
objects’ (eishupif were also presented, breaking down art objecte ten

categories:

¢ rubbings of metal and stone inscriptions

e Dbronze ritual vessels

¢ calligraphy and painting by the culturally renowned
e portraits of the culturally renowned

e seals and seal albums

e old books of the Song and Yuan

e verse, prose, and andqu poems

e music

o textiles and embroidery

e porcelain and lacqu&t

Once collected, the objects (it was said) wouldtoeed and most likely displayed in

the ‘Art Room’ fneishushi&ffiy=) in the Society’s library, which suggests thathsuc

% These projects are seen Bidnji guoxue jiaokeshu guangg#gifis B2 2Rl & EE 5
(Advertisement for the National Learning textbookdX, 1.8 (1905), inside back cover; and
‘Guoguang yinshusuo jigu zhangcheBg:E1E FTEfz =2 (Guidelines on investment in the
National Glories PressiX, 3.3 (1907), unpaginated advertisement. Howekierattempt to establish
a National Essence Academy was abandoned in 19%dhe lack of means, seguoxue jiangyi
zhanting chuban guanggd®Z 527 {=H K& 5 (Lecture notes on national learning ceased
publication),GX, 3.1 (1907), back cover.

3" The practice of asking for donations was also Umethe Nantong Museum, the first museum in
China, established by Zhang Jian (1853-1926) irb19@e Lisa Claypool, ‘Zhang Jian and China’s
First Museum’.The Journal of Asian Studie®4.3 (2005), pp. 567-604 (570). In fact, theocui
xuebaoalso published in theMeishu section an article by Zhang Jian listing the isewanted by the
Nantong Museum. See Zhang Jidfgrigzhou bowuguan zheng xianbei shiwenji shuhjrssfii guqi
mulusE N Y e LR EEE RS2 E #F (Tongzhou museum’s wish list of writings,
calligraphy and painting by elder generations afngpigraphic inscriptions and ancient objectX,
4.2 (1908), pp. 6-9.

3 «Zheng meishupin zhong 5 fii 5 fE4E’ (Types of art objects requested), in ‘Report 1o GX,
2.8 (1906), p. 2b- -k ~ —SilERds ~ = ANFE -~ U AER - TIEIERRE ~ /R
JUEEHEEAE « LRrsGaHh ~ JUREERAn ~ JURBRIE TR ]
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objects were regarded as samples of Chinese wbdes8

These appeals for contributions proved to be edigctive, particularly those for
books, as can be observed from the contributids irs the Reports. Given that the
journal printed only 3000 copies per issue in 190%, four months after its launch
raised that number to 5000 in order to meet thexpeeted demant—not to
mention the fact that the journal had distributaayents all over China and even in
Tokyo, Japafi—the journal was not only a members’ magazine bas \Wnstead
aimed at a much wider audience of those who sh#redsame aspirations of
preserving China’s national essence, even thosgtirtulation number was relatively
small compared with the foremost daily publicatiomsShanghat? For instance, Su

Shichangix {5, a reader from Keelung, Taiwan (then already aroplof Japan),

contributed a book and a celebratory photograph p&inting by a French artist to
mark the third anniversary of the journal (Fig. 3% Another reader, Xu Hongbao

£RpREF (1881-1971), also offered to hire people to camytfie Society’s Library the

eighteenth-century imperial book collectidrgur Treasuriesof the edition housed in

39 *Zhenggqiu neidi bowu wuchan ji meishupin shumuahizinangf&isk Py Rt K 25052 5
S =" (Brief statement about the requested items afinaithistory and local produce as well as art
objects and books), in ‘Report No. BX, 3.2 (1907), p. 1b. There was another ‘Naturatdtis
Room’ bowu meishushi#=) for housing samples of natural history. As subh,two rooms were
sometimes referred to collectively as ‘Natural Biigtand Art Room(s)’lfowu meishushif¥)=£1ilir =).
40 “Guoxui xuebao di yier sansihao zaiban chuban guaa@@ 23R8 — — = PUsR PR R EE 2
(Advertisement for the reprints of Issues 1-@, 1.5 (1905), inside back cover; argehguan
guanggaof g &' (Publisher’'s announcementpX, 1.11 (1905), inside front cover. However, the
circulation number was reported to have gone dowiP08; see ‘Report, No. 115X, 3.6 (1908), p.
1b.

“l Sixty-one news agents and book shops were recasldibtributing the journal across China, as
well as two bookshops in Tokyo. S&&ehbao daipaichu Lk’ (Distribution agents for the
journal),GX, 1.9 (1905), 2.5 (1906), 3.4 (1907), back cover.

2 For exampleShibaoif; (Eastern Times) had a circulation at 17,000 ingl@®dShenbadad
14,000 in 1907. However, the circulation numberstie Guocui xuebaavere still slightly higher than
that of the dailyzhongwai ribag which was at 4,000 in 1909. See Joan Judgets and Politics:
Shibao and the Culture of Reform in Late Qing CH®&ianford, 1996), pp. 40-41.

3 ‘Report No. 3',GX, 2.10 (1906), p. 1a ; and the illustrati¢taitian shuguangs KEZ (The sun
rising from the sea);GX, 4.1 (1908).
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the Fengtian Palace in Liaonifit.Still another reader, Huang Zunquah&f#,

volunteered to gather for the journal bibliograpimiormation on Chinese books held

in the ‘Ueno Library’ Ueno toshokant-#7[& £ £E) in Tokyo® Furthermore, not all

these contributors and patrons—a group composattdofidual readers and of other
societies and publishéfs—were in a strict sense ‘members’ of the Societyictv had
only 26 registered members that can be identifiethy’’ Hence, editors, registered
members of the Society, readers who might or mightt have had a personal
connection with the Society, and people who wereplr in sympathy with the
Society all formed an invisible and loosely-definedmmunity that shared the
common goal of building up a reservoir of China&ional essence. Their collective
efforts would later facilitate the publication diet art periodicaBhenzhou guoguangji
and the book collection on aMeishu congshu

Such means of involving readers in the Societylural projects were probably
conceived by the chief executive editor, Deng $hmiwhom most correspondence
from readers was addressed and who was withoutibt dioe central figure in all the

Society’s endeavours. Born into a wealthy familySimundé(£{%, Guangdong, Deng
had studied under the local Confucian master Jiaaollangfjgf| 5= (1851-1933),

along with Huang Jie, also from the same countyarather key figure in the Society
(Fig. 1-16). It is clear that the Society was mgaifthanced by Deng and Huang; the

former contributed more than anyone éfS& considerable portion of the books in

4 “Tongxuniii3|(Correspondence from [Xu Hongbao]), in ‘Report ¥q.GX, 2.12 (1906), p. 1b.

For the compiling history of theour Treasuriessee R. Kent Guythe Emperor’s Four Treasuries:
Scholars and the State in the Late Ch’ien-lung &ambridge, 1987).

5 “Tongxuniii3|(Correspondence from [Huang Zunquan]), in ‘Repéot 13, GX, 3.8 (1907), p. 1b.
“® For example, see ‘Report No. BX, 3.2 (1907), p. 1a.

" Wang Dongjie, Oumei fengyi p. 34. However, the Society considered itselfizme only 21
members by 1907, seBuqi [ff’ (Postscript), in ‘Report No. 12GX, 3.7 (1907), p. 1b.

8 ‘Kuaiji baogaorz 1474 (Accounting Report)GX, 3.1, 3.7 (1907), 4.1, 4.7 (1908), 5.1, 5.7 (1909)
6.2 (1910).

39



the Library also came from Deng’s personal colttand new acquisitions. Deng
also acted as chief editor for t&denzhou guoguangind theMeishu congshuand

he also invited Huang Binhong to work on these prajects!® Deng was himself an
art collector and would later become a dealer;abjrom his ‘Chamber in the Winds

and Rains’ Fengyulouff\F¥y##) collection were sometimes published in Steenzhou

guoguangji where he started two editorial columns: ‘Talks e topic of the

editorial work’ @ilu yutaniiggkagi%) and ‘True Knowledge of Connoisseurship in
Painting’ Jianhua zhenchuaff:Z £%).>° Through the management of the Society

and the journal, Deng also extended his personmahexiions, which would in turn
help him assemble and circulate even more worlkstof

At the nascent stage of the journal, illustrasiai artworks were indeed acquired
from people directly associated with the editorsr Example, the two Shens from

Wujiang%yT., Shen Zhilugk/£)E and Shen TangilE (?-1921), were friends of

Deng Shi’s and played such a contributory rol&hen Zhilu supplied the journal
with photographs of the art objects from his ownweaedl as others’ collectiorsnd

later contributed an ancient ruler for measuring timensions of original objects
published in the art periodic8henzhou guoguanggee Fig. 2-6j° Shen Tang was
in charge of painting illustrations in the ‘Art Rices’ section; the painted
reproduction of the inkstone believed to have beehected and used by Liu

Zongzhou was made by him (Fig. 1-£%)he also contributed photographs of the

%9 See Wang Zhongxit- 175, Huang Binhong nianp@&Z i 42 ‘Chronicles of Huang Binhong’s
life’ (Shanghai, 2005), pp. 52-53, 61-3, 68-69.

%0 SeeSG 19, 20 (1911). Deng’s essay ‘Notes of the Charitbéite Winds and Rains on Reading
Paintings’ Fengyulou duhua xiaoji\fyt#E:E==/]\et) is also published i8G 9 (1909).

L For Shen Tang’s biography, sBRIRG pp. 434-435.

2 For example, the calligraphy by Mi Fu mentionedabwas photographed and posted by Shen
Zhilu, GX, 3.7 (1907). He would also bring art objects tar®fhai in person, such as the calligraphic
work by Mi Youren illustrated G X, 3.10 (1907).

%3 ‘Guocui xuebao tienru bowu meishu tuhua €% 3.5 (1907).
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artworks in other private collections to which hadhaccess, as in the case of the

illustration of the horse painting by Qian Feig® (1740-1795), which was then in
the collection of the Chen family of QisHiii/k (Fig. 1-17 a}*

There are reasons to believe, however, thatlthsration of the so-called ‘Qian’s
horse painting'—which Shen did not own but had seers in fact an illustration of
Shen’s copy of the original. He described his aemli concerning the illustrated

paintings asroying rutonggisZ A #i’, which could have meant ‘photographed for

printing’. However, although the expressiondying could have simply denoted the
act of photograph-taking (since photography thers weetorically analogous with

‘writing/painting pictures’, orxietu %5 [&>°), what was more likely in this case is that

Shen ‘re-traced’ o) the original painting and had the painted repobidn
photographed ying) for printing futong. A comparison with a photographic
reproduction of the painting of the same title, mideely from the same collector,

published in another art periodicalhiongguo minghug[#|#, &, see Chapter 2)

confirms that the one in th&uocui xuebaowas a painted copy, as conspicuous
differences can be observed between the two ifltistrs in the treatment of horse
tails and the muscles of the right-fore leg (Figl7). That is probably why the
advertisement announcing the launching of 8tenzhou guoguangparticularly
stated that all illustrations in the art periodisadre photographed ‘from the originals’,
since some of the illustrations in the jourr@bocui xuebaohad actually been

photographed from painted reproductiofis!

** See the description of this particular illustratio GX, 3.5 (1907). For Qian Feng’s biography, see
ZMRC p. 1438.

5 For example, the contributor of the photograptheftree in front of the tomb of Zigong & (one
of Confucius’s disciples) says that he used Wegibotographytoyingfalfii i) to ‘write (paint)

the picture’,GX, 5.10 (1909).

% ‘Fakan Shenzhou guoguang§iTi#iNE YL’ (Releasing théShenzhou guoguangijin ‘Report
No. 18',GX, 4.1 (1908), p. 2a.

41



The publication of th&henzhou guoguanggeems to have slightly changed the
editors’ attitude towards copy-making. It shouldrimed that until 1908, illustrations
made from painted reproductions did not distinguisemselves in the title from
illustrations made from originals. In an earlieripd, the title in the journal gave only
the name of the original artist, while informatiabout the illustration’s true nature
(i.e., that of a painted copy) was hidden in thee'fprint’ of the images’ commentary
descriptions, as can be seen in the case of thee lpainting | have just discussed.
Such a practice seems to have been replaced Iss anisleading one beginning in
1908, when the editors began to specify the narhbsth the original author and the
copyist in the title, as can be seen with a reptodn of Li Gonglin’s ‘Mafijuri
Bodhisattva’, copied by Cai Youshou, an artist ner@d above who was also
responsible for drawing illustrations of naturastbiy for the journal (Fig. 1-18). In
a later issue, an illustration of a horse paintomminally done by Qian Feng also
clearly stated that the illustration was produaeanf a copy of the original painted by
Shen Tang (Fig. 1-19F.

This change is significant in terms of the attéitowards art reproduction. First, it
suggests that in an earlier period, these pairgptbductions were treated as if they
had been the originals, and that the copyist's atemi was regarded as transparent
and could be disregarded. Second, insofar as th@ége in attitudes occurred
precisely at the time when the publisher begaretelbp an independent, large-scale
enterprise of art reproduction using photomechameeting methods, it is very
likely that the publishing of theéShenzhou guoguangmot only prompted the
differentiation between human and mechanical remtons, but also raised

awareness of the mediating role played by the sbpyiartistic reproductions.

" SeeGX, 4.5 (1908).
8 See the title and caption of that illustrati@¥, 6.12 (1910).
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Shen Tang’s introduction of objects owned by otwlectors who might not have
direct personal connections with the editors reveale of the ways in which the
network of the journal’'s readers and contributoesevable to be extended. One such
case is the ‘Portrait of Hou Fangyu’ (Fig. 1-7), i@thwas then contained in the

collection of the renowned connoisseur Li Baoxifi|fj (1859-1915), who had
never contributed to the journal of his own accdrmdBaoxun’s son Li Fang&fii

(1884-1926) and the book that Li Fang compil@hongguo yishujia zhenglie
(‘Attested Sketches of Chinese Artists’, 1914),Iwi¢ the focus of Chapter 4. Such
cases suggest that at first, the journal reliedredpton the editors’ own personal
connections; however, these connected associatalsl ween support and extend the
cultural enterprises of the Society through theiwno personal connections.
Nevertheless, anonymous readers could also becaswciated with the journal
through their contributions of money, books, afjects, or photographs of art objects,
or even their own scholarly writings; once a cornioec was formed, these
contributors would also assist the Society’s calt@nterprises and expand the social
network by introducing their own personal connatiio

The Society made more of such connections diterdlease of the inaugural issue
of the art periodicabhenzhou guoguangp 1908, with the most notable assistance of

Luo Zhenyusffiz = (1866-1940)—one of the most influential scholard aollectors

in early twentieth-century China, whose name betmnappear in the list of
contributors beginning in 1908. 1t is very likely that through Luo, the journal

recruited Wang Guowet- g5t (1877-1927), eminent scholar in Chinese history,

literature and ancient scripts in the early twehtieentury, to write articles for the

%9 ‘Report No. 24’ GX, 4.7 (1908), p. 1a. Luo’s writing began to be sieethe journal from Issue
4.10.
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journal; and probably also through Luo that thepalmade an association with Pang

Laichen [fEZKE (1864-1949), a wealthy merchant and celebratech@tw-based

collector who also contributed images of some ef dbjects in his collectioff. In
addition, insofar as many of the listed membershef Society were also associated

with the pro-revolutionary societies such as Tongghei[&] B (‘Revolutionary
Alliance’) and Nan Shegjit (‘The Southern Society’), this network of patromag

would probably be enlarged through such extendeialsgroups’® Moreover, even
high officials who had been suspicious of the Syciéor its anti-Manchu

propositions—such as Sheng Xuanh@&is % (1844-1916) and Duanfanigy; 5

(1861-1911)—also contributed to the journal somtheir books or objects from their
own art collections, most likely in hopes of soathpolitical tension§?

However, although the network of readership alldwthe journal to form a
community that seemed to transcend personal caonscind political propositions
in order to reach out to a wider audience and t@cit more contributors, such a
network itself also created an atmosphere of atusxe, insiders’ community where
members and collections were known by their coyrtemmes, which would make
sense only to people already associated with fieRor example, Shen Zzhilu's

collection was often referred to merely as thiangqu shuzhuang jiiZ:#t (Book

0 Wwang's articles began to appear in the journahftssue 4.10. Pang’s collection was illustrated in
GX 6.4, 6.12 (1910), and 7.2, 7.6 (1911).

®1 See Zheng Shichop. cit, pp. 15-18.

%2 1t has been pointed out that the Society was bathBy the authorities; see Wang Dongj@yrei
fengyu, pp. 38-39. Sheng Xuanhuai donated a set of béroks his collection; see ‘Report 415X,

5.12 (1909), p.1a. Objects in Duanfang’s collectizede their appearanceSig at least in No. 2 and 4
(1908). For Duanfang’s life as a collector, seermie LawtonA Time of Transition: Two Collectiors

of Chinese Ar{[Lawrence], 1991), pp. 5-63. Jason Steuber aNtilson-Atkins Museum of art,

Kansas City, is now developing an internationajgubfor the former collection of Duanfang’s; fdwet
holdings of Duanfang’s collection in the Nelson-ifstk Museum, see Steuber, ‘Politics and Art in Qing
China: The Duanfang CollectiorApollo, 525 (Nov. 2005), pp. 56-67.

83 Such a sense of exclusivity would probably havenbenhanced by the esoteric and abstruse nature
of the published articles. See the discussion®fdhrnal’s reception among people of a younger
generation, such as Gu Jiegang and Hu Shih, iniRernal, ‘Liu Shih-p’ei’, pp. 111-112; and Wang
Dongjie, ‘Oumei fengyup. 39.
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Villa of River Turns) Collection of the Shen of Viang’, and Shen Tang’s collection

was simply known as theShuanglu shanguaftfE|[jgE (Mountain Lodge at Twin
Foothills) Collection’ or the Chakan &g (Niche for Tea) Collection’. Such

descriptions gave no indication of the collect@e’sonal names, by which they were
probably more familiar to the journal’s subscribarsl readers. As such, a reader who
was not in any way personally connected with thenimers of this exclusive ‘club’,
and who had nothing to contribute apart from higetity and desire to preserve the
national essence, would probably have no way te fat in this ‘core’ network.
There is nothing new about this phenomenon in viéwhe traditional patterns of
social intercourse between the literati in Chinavéltheless, in the age of mass
media in which anyone is able to approach the pheétifor soliciting information of
and even patrticipating in this network, the pubhghhouse became the centre of this
social network. As in the case of tBBenzhou guoguangggny enquiries about the
published artworks could be made to or throughpthielishing house, and the latter
would in turn facilitate any transactions betweehectors who had kindly published
their own collections in either the journ@8uocui xuebaoor the art periodical
Shenzhou guoguangjirhe commercial side of this publishing practibewever
high-minded the journal may have alleged itselb¢o had already become embedded

in this network.

Art publishing as an enterprise

It should be borne in mind that art publishing aseaterprise had not yet been
attempted when the Society was first establishedvelheless, most of the
publisher’s endeavours came to be focusednmishuas a subject, which helped to

distinguish it from all the other subjects of naab learning, and subsequently, the
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entirely new independent enterprise of art publighivas born. Previous discussions
have by and large focused on the various aspe@d ofproduction, and have strived
to give a full picture of how the perceived importa of beholding history not only
contributed to the idea of establishing an ‘Art Ro@ the Society’s Library to house
samples of Chinese artwork, but also gave risbdédtisiness of art reproduction. As
we shall see in Chapter 2, the business of artodetion included not only the
monthly art periodical Shenzhou guoguangji which featured photographic
reproductions of Chinese works of art, but alsoradpctions of single pieces of
rubbing, calligraphy, and painting printed and se&parately for the purposes of
interior decoration or personal collecting.

Equally important in this art publishing entegeriwas the text compilation project,
the book collectionMeishu congshuwhich is the subject of Chapter 3. It can be
argued that this project would not have been grehfferentiated from more generic
text compilation projects such as the National Bsséook series had the publisher
not been slightly aware of the ‘newness’ of thejscttimeishuwithin the traditional
Chinese knowledge system. However, one should sgtmaea priori, that texts on
art ought to have all been published in this boallection on art. It was only through
the practice of publishing the reprints of anciéts that the publisher came to
realise that the texts on the subject of art shdwdde been given more focused
attention. In an earlier period, books about artehsasRecords on the Calligraphy

and Painting Encountered in the Region Wu and (Wagyue suojian shuhualte ik
FrRES=SE) by Lu ShihualEli{l, (1714-1779);Jiangcun’s Records on Passing
Summers(Jiangcun xiaoxiald Tl = &%) by Gao Shiqis 1@ (1645-1704); as
well asRecords on Paintings | Have Ref@uhualuiE = %), andBiographies of Seal

Carvers (YinrenzhuanE[l A {#) by Zhou Lianggongf&] s 1. (1612-1672)—were
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published in the book collection of the ‘Chambetha Winds and RainsFengyulou

congshu#fyf##5E), a book series named after the editor Deng Stiislio and

begun just half a year before the first volumeMgishu congshwas released. Some
of the books were even advertised originally asinégp of ‘one-and-only old texts’
(guben jiuji IAEEEE), without being named as belonging to any spedifiok
series* The undertaking of the publishing endeavour to itera book collection on
‘Meishu and titled as such suggests not only an unpretedescholarly interest in
this new subject, but also the attempt to creapaze within the traditional Chinese
knowledge system in whichrmeishu was taken as an approachable, proper, and
sufficiently serious branch of knowledge.

All in all, the Society and the network of thaujoal’s readership all cooperated in
this art publishing enterprise; the former supplieel ideas, presented a portion of the
contents, and diffused the products, while theetagtipplied the remaining portion of
the contents and consumed the ideas conceptuallyraterially embodied in these
products. The concept ofmeishy, together with its nationalist connotations atsl i
hierarchical structure, was thus propagated thrahgltonceptual inculcation and the
materiality of these products aimed at reprodu@ng thereby preserving China’s

artistic culture and heritage.

8 “Xinchu jingyin guben jiujigiHAEFIAIAEE 28 (Latest fine reprints of one-and-only old bookS),
6.4 (1910), [adv.] p. 2b. THeengyuloubook series was applied to these texts fadmocui xuebap6.5
(1910).

47



Ch 2 Art in the Age of Photographic Reproduction: Shenzhou guoguangji
1908-1912

The year 1908 witnessed the birth of the bimognthait periodical Shenzhou
guoguangji(‘Collected National Glories of the Divine Landfjg. 2-1), which was

launched by the publisheBhenzhou guoguangshé [ ¢t (House of the

National Glories of the Divine Land; hereafter, ldeuof SG), the art publishing
department of the Society for Preserving Nationahrhing. Motivated by a strong
desire to preserve, protect, and promulgate themsdt essence believed to be
embodied in works of art, thBhenzhou guoguanggeems to have been the first
attempt in China specifically to employ the halfoand collotype processes to
reproduce images of Chinese art; and indeed, theketafor photographic
reproduction of Chinese art subsequently began rasper. Further endeavours
modelled on the example of th®henzhou guoguanggame one after another
(Appendix 2-1), all of which appeared in the fordperiodicals being released at
regular intervals and claiming to propagate thersgdurs of Chinese art. In addition
to these routine publications were a great numbeemroductions devoted to single
works and published in various formats, from albuimghose suitable for interior
decoration; in the latter cases, customers wera abte to choose from mounted and
pre-mounted option5.These facts all suggest that reproducing art bynseof
modern printing processes had at that time becorgewaing enterprise in China,
profitable enough to attract investment from a eftgriof different companies; a
booming age of photographic reproductions of Chenag was henceforth begun.

After the Republic of China was established in 19hB periodical changed its name

! See Shenzhou guoguangji jiwai zengkan siwuchi dahuapiahu i)\ B EEE £S48 FIPY F N A
Fr H##% (Catalogue of 4- to 5-foot high oversized scraitst included in th&G), SG 19 (1910), inside
back cover.
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to Shenzhou daguanifg/i{ X#ig% (‘Collection of the Grand View of the Divine

Land’, Fig. 2-2)* continuing to publish collotype reproductions migiges of Chinese
art until late 1922. Shortly thereafter, the publishing house passerh fthe owner

and chief editor Deng Shi to Chen Mingshig#f# (1889-1965), who would later

become the chairman of the Guangdong ProvinciakGowent:

Since most images published in tBeenzhou guoguangjas well as in other
similar art periodicals, were those of works inaened private collections of the late
nineteenth and early twentieth centuries, thesedegtions have long been regarded
by modern scholars as visual evidence of the ctsmtdrthese early twentieth-century
collections before they were dispersed by the lats and turmoil in China and have
served as historical evidence supplementary to maccessible public collections
today. As a result, these art reproductions haes lnsed by art historians merely as
raw pictorial data, transparent and free from argppcupations of the time in which

they were created, rather than as a ‘text’ in thein right?

2 The period immediately after the 1911 Revolutiaw s prevailing uncertainty about the fate of the
newborn Republican China, which inevitably intetagbthe regular release of the periodical.
Consequently, th8henzhou guoguandjalted its publication (after releasing Issue f20n the eighth
lunar month of 1911, and the last issue (21) wénighed only in October 1912 when the overall
situation became more stable. SBeanggad# t5'(Announcement)SG 21 (1912), inside front cover.
3 SOAS Library has the first twelve volumes (1912-7pof theShenzhou daguanliicame across
vols. 13 to 16 (1918-1922) in the Art Museum of @lginese University of Hong Kong.

* Due to his deteriorating health, Deng Shi soldHloeise of SGo Chen in 1923. See Wang Zhongxiu,
Huang Binhong nianpyp. 186-187. Chen entrusted the art divisiorhefgublishing house to Huang
Binhong, who from 1928 started a new art period&tenzhou daguan xubigifiN A& E R
(Continuing Series of thBhenzhou dagugmo continue publishing art reproductions. By Ja@e9,

the publisher had released 6 volumes. Howeves still uncertain when this periodical ceased tgtex
and how many volumes were put out in total. Theéeophave encountered are the ones collected in
the library of the Chinese University of Hong Kong.

® This attitude is best illustrated in James Cahisponse to Cheng-hua Wang’s draft on new pgntin
technology, heritage preservation, and reproduaifamtiquities in early twentieth century China, i
which he says, ‘This [article] is less a reminiszn.. than a guide to researchers on the whereabouts
of collections of collotype reproduction books @hinese painting. ...[T]hey make up a huge archive
of reproduction materials for Chinese paintinginga Cabhill, ‘Chinese Ptg Collotype Reproduction
Books’, online texthttp://jamescabhill.info/r11.336.159.shtnalccess date, 1 July 2010. However,
recent scholarship have begun to consider theofgdaotographic art reproductions in the formatidn
new cultural practices; see Suzuki Hiroy@kik% .~ , Kokoka tachi nogku seiki: bakumatsu meiji ni

okeru ‘mono’ no arukeorojiff % 7z & DL RARIIBIC BT 2 (P)) O7 v rAuy—
‘Antiquarians’ nineteenth century: the archaeolofjjthings” in the late Edo and Meiji periods’
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However, the historical significance of these a&gproductions is far more
complicated; they provide not only photographicdevice of contemporary visual
knowledge, but also valuable insights into the wayswhich traditional cultural
practices are reproduced through, and integratdd wiodern technologies—insights
concerning the different loci where cultural autihaty is asserted. It should be borne
in mind that reproducing paintings and calligrapiag been practiced in China since
at least the fourth century, and it was certaidynovelty to the Chinese people of the
early twentieth-century. Although modern printingchnologies incorporating
photography eventually made possible what Willianmd calls ‘exactly repeatable
pictorial statements, this alone cannot explain why these methods wereraced
with such great enthusiasm in China, where theceah@ady existed time-honoured
practices revolving around the making and collecbh copies. Moreover, the advent
of printing technology alone did not guarantee fifastomechanical processes would
become the preferred method for making art repribaiog. For instance, in Europe,
even in the 1850s—by which time photography haeaaly become widely available
for the purpose of reproducing artworks—reproductwngraving was still thought to
be the more preferable method of art reproductiming widely admired for its
capability of ‘translating’ the spirit of the oriwgl.” Therefore, the convergence of
photographic printing technology and the enterpoisart reproduction is not simply a
guestion of grabbing and adopting the latest prgntnethods, and perhaps this issue

can be better understood as a culturally condidarteice.

(Tokyo, 2003). | am grateful to Cheng-hua Wang \imally gave me part of her manuscript entitled
‘New Printing Technology and Heritage PreservatiRaprodoction of Antiquities in Early
Twentieth-Century China’, which contains her iritlroughts on the relationship between collotype
reproductions, heritage preservation and the etibitziry culture in early twentieth-century China.

® William Ivins, Prints and Visual Communicatiq@ambridge, MA, 1953), p. 3.

" Trevor Fawcett, ‘Graphic versus Photographic & Nlineteenth-century ReproductioArt History
9.2 (June 1986), pp. 185-212 (192-193). lvins iedalhis book that even in the 1910s some
highly-placed persons in American museums stiikbesl that the best and the only truly dignifiedywa
to reproduce important paintings and sculpture byasieans of traditional manual reproductions
executed by recognised painters and engravers, Rimts and Visual Communicatippp. 130-131.
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As one of the pioneers in the field of mechanmalduction of art reproductions,
the Shenzhou guoguangyas the one which inspired most of the other coptaary
publishing houses not only to emulate its prinfimgctices, but also to subscribe to its
rhetoric on reproduction. The thriving market it sgproductions also suggested a
wide and positive reception for such rhetoric amdcpces. Why did such a great
demand for art reproductions exist during this q#?i Why should the printing and
advertising practices set up by the Society coméeofollowed by later, similar
attempts? Did these reproductions help to shapedht&emporary understanding of
‘Chinese art’, at a time when the term ‘artigish) as an integral concept grouping
objects of different materials was still new to @f?

To explore these questions, it is important notydol examine the rhetorical
strategies deployed in the advertisements for tipésgographic reproductions, but
also to take into consideration the materialitytloé same reproductions on which
such advertising rhetoric centred. As such, theptér will first give a brief account
of the contents and physical form of this periodiaad the printing methods it
employed, followed by an introduction to the traahtl and contemporary practices
of art reproduction from which th&henzhou guoguanginay have acquired its
physical features and rhetorical vocabulary. Alegl descriptions and historical
constructions lead to an analysis of the intergdajween the trope of the copy in
China, the hierarchical values projected onto thasedern printing techniques, and
the materiality of the reproductions publishedhis tperiodical. It will be argued that
the attempts at reproducing Chinese art objecthigttime were not merely aiming
for a faithful copying of images, but also impliesh effort to replicate cultural
practices and translate them into a modern artdvéiihally, in order to address the

multilayered historical milieu within which the pedical established itself, the
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market for and behind this enterprise of art repobidn will also be discussed, in
order to see how the lofty, nationalistic sentirsewith which these reproductions
were so highly charged did not preclude them froemdp used for commercial

purposes, but instead actually facilitated the themming market for antiques.

The contents and materiality of theShenzhou guoguangji

Given that this periodical was aimed at ‘celebganational glories and promoting
meishu, it is not surprising that th8henzhou guoguangg considerably larger (22 x
29.8 cm) than its immediate predecessor in thetipemof art reproduction, the
journal Guocui xueba@13.5 x 20.2 cm, Fig.2-3).The editor-cum-manager Deng Shi
began his ‘Preface’ to this art periodical withraebintroduction to the importance of
meishuin its own right, and described the studyna¢ishuas the only disinterested
learning in the world. He acknowledged the higlmdwrable status ofeisht, and
referred to the idea of an unnamed German philesofitatmeishuwas the creation
of genius and had no practical purposes, for beaag/the only end of art and existed
within the art itself. The disinterestedness of \aes regarded as being precisely
where the value aheishulay, for a viewer would become absorbed in art &odld
hence forget other worldly interests. Thereforeishu—unlike politics and science,
which dealt with physical desires—answered onlgrie’s soul, and was the means of
escape from human sufferifig.

This German philosopher in question is very k&b be Arthur Schopenhauer
(1788-1860), whose ideas of genius, of disintecesiesthetic appreciation, and of

absorption in art as a means of alleviating humadfesngs, were applied to Chinese

8 ‘Fanli JLff'(General Remarks)$G 1 (1908), p. 4. Observations of tBeenzhou guoguangjre
made primarily based on the copies held in theiParDavid Foundation, unless otherwise specified
as the copies collected in the Fu Ssu-nien Librargdemia Sinica, Taipei.

° Deng Shi, Xu 2 (Preface [to thesd), SG 1 (1908), pp. 1-3 (1).
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materials by Wang Guowei, then only in his late ritaes, in a celebrated essay
‘Commentaries ormhe Dream of the Red Chambdirst published in 1904 in the

journal Jiaoyu shijie#{& 5L (World of Education), founded by Luo Zhenfu.

Given that Luo and Wang were both involved in tkeénork of readership/patronage
of the Society after 1908, it is more than likelyat Wang's essay may have
contributed to the notion ofMeishuembodied in this publishing project. However, it
should be noted that ‘poetry, dramas, and novedsewegarded in Wang’'s essay as
the pinnacle ofrheishuin China, which suggests that ‘literary arts’ wezonsidered
to be one of the components afeishy, a conception not only different from what is
to be seen below in the practices of art reproda¢ctbut to be modified in the
undertaking of the compilation of texts on afeishu congsh{Chapter 3}
Nevertheless, all the aesthetical reasoning | ‘tPreface’ led readers to a
nationalist concern. According to Deng, China was é¢arliest civilised nation in the
world, and thus had a long tradition of art productwhich in recent years had
attracted the pursuit of and studies by Europeamh American connoisseurs.
However, the Chinese people did not seem to halesed the true value of their own
treasures, a sad reality which, Deng believed,ltex$drom the fact that the original
works ofjinshi (metal and stone inscriptions, or metal and stasects themselves),

as well as those of calligraphy and painting, haénbcirculated only among the

19 Wang Guowei, Hongloumeng pinglufil 222554’ (Commentaries oithe Dream of the Red
ChambeJ, in Luo Zhenyu (ed.}aining Wang Jingan xiansheng yist#EE T 4o 4 8E

‘Collected works by the late Mr. Wang Jingan fromiiing’ (48 vols., Changsha, 1940), xiv, pp.
40b-62a. The relationship between this essay ahdg@nhauer’s aesthetics is explored in Ye Jiaying
2L, Wang Guowei jigi wenxue piping Bl 5z HACEHEET ‘On Wang Guowei and his theory of
literary criticism’ (Hong Kong, 1980), pp. 12-1348-211; and Guo Yuwe# %32, ‘Wang Guowei
Hongloumeng pinglun yu Shubenhua zheXiBB#EH 2 7 2 B A TESTEY (Wang Guowei's
‘Commentaries oifhe Dream of the Red Chamband Schopenhauer’s philosophiflanxue yanijig#
B52 (Chinese Studies), 19.1 (June 2001), pp. 277-308.

1 See Wang Guoweip. cit, p. 44b.

12 Here, Deng referred to books on Chinese art writie French and American authors without giving
any bibliographic information for their identifigah. Deng Shi, Xu, p. 2.
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wealthy and the powerful since ancient periodsoffasas these art objects were
inaccessible to a wide audience, they had suffei@d a kind of ‘imprisonment’

(youqiuB4[A]) which would lead to their eventual extinction. #sch, this periodical

aspired to bring together the images of these puscivorks in hopes of ‘publicising
to all the lovable substance of the nation, the aaithent of the national glories of
the divine land®®

Such strong nationalist sentiments were readdffected in the title of this
periodical, for the termguoguangcan be literally translated as ‘national gloriesnd
the term Shenzhoy meaning ‘divine land’, is a metonym for ‘Chinaused most
often in contexts expressing the loss of one’s ttguar the will to salvage the
motherland. Preserving national art was in a wapnmhéo protect and glorify the
nation, so the publisher found modern printing texdbgies particularly helpful, since
the image of the original piece could be replicatgthout ‘a hair’s difference’. The
latest halftone and collotype printing processegarted from Japan were thus
employed to reproduce objects of Chinese art, hadize of the periodical was also
said to have been carefully contrived to provideeaving experience in which all the
brushwork of the original could be duly appreciatddvas also stressed that each
reproduction was made ‘from the original’, rathban from a painted copy—a
statement most likely made to distinguish the rdpotive practices of th8henzhou
guoguangjifrom those of the journabuocui xuebapwhere some illustrations were
actually based on painted copies (see Chaptér Cpunterfeit items were guaranteed
to be excluded from this art periodical, as thecedil board was supported by many
established connoisseurs who not only contribubesdr town collections, but also

helped to seek out works worthy of reproduction gdblication. These experts

13 1bid., pp. 2-3.
14 Fanli’, p. 4.
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included Luo Zhenyu, Shen Tang, and Shen Zhilu—tkinee patrons mentioned in

Chapter 1—as well as Zheng Wenzhi@6: ks (1856-1918), a renowned poet;
Yang Baoyond%; & (1869-1917), an acclaimed collector; and Wang Bgg6.{H
=1 To be sure, théShenzhou guoguangfperated in a fashion similar to that

established by the journ&uocui xuebapand shared the same network of readers and
contributors (see Chapter 1), a network which wod@ibtlessly have extended
beyond the listed names.

This art periodical is highly ‘visual’, in the rsge that its textual contents are not as
much a feature of th8henzhou guoguanggs its pictorial ones. The physical form of
the periodical can be roughly divided into two parthe text—which comes
first—and the images, which serve as the main lwddire periodical. From an early
stage, both sections were printed on Western pagpeitsis periodical was also bound
in the Western style. The text section was printeanovable type on a kind of
yellowish western paper (Fig. 2-4) and comprisedniyiaadvertisements for other
publications from the same publisher, in additioneditorial announcements and
short biographies of the artists and of the acddiroollectors related to the works
published in that same issue. The rest of the geabwas composed of photographic
reproductions of various works of art, with an agg number of thirty-two plates per
issue. These images were printed on two kinds dét&vie papers according to the
printing methods applied to each reproduction, # lve discussed below. Each
image page was separated by a thin, translucem¢qbinee sheet. Each image was
accompanied by a short caption stating the nantleeoitem, its attributed maker, and
its current owner, as well as the dimensions ofadhginal object (Fig. 2-5), which

were measured specifically using a system baseahcencient bronze ruler, then in

5 Deng Shi, Xu, p. 2.
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Shen Zhilu’s collection, in an attempt to solvetaer problems over disagreements

between various measuring systems in China atinfe (Fig. 2-6):° The provision
of the dimensions of the original object was beadbto be able to help readers feel ‘as

if they were facing the originals in the fleshijian zhenmian| 7 & f, literally, as if

seeing the true face [of the object]y'.

Despite having a structure which separated thx¢ &md the image, this art
periodical appears to have placed a strong empluasigisual information, as in
general not much description was given for eaclviddal object. Although at certain
times—when it was deemed necessary to provide metals about the published
objects—yellowish paper (on which the additionak t®as printed) would be inserted
between pages of images, such cases occur in dhlycakes throughout the
periodical’s publication histor}? Before Deng Shi started his editorial column “Ealk
on the Topic of Editorial Work’ Jilu yutar) beginning in Issue 19 (1911), such
additional information about the reproduced objdutsl only been found in the
advertisements for past issues, which appeared tjgte in the periodical’'s
publication'® As such, th&henzhou guoguangjiearly remained image-orientated.

The ‘national glories’ deemed worth publicisingene broadly divided by the

editors into two categoriesShuhua®Zz’ (Calligraphy and Painting) andlinshi

(Metal and Stone), although the ‘objects of arte{shupih requested by the Society

for Preserving National Learning also included oags, textiles, lacquers, and

16 Shen Zhilu, Jin tongchiz 4 X’ (Bronze ruler of the Jin dynasty [286-385$)G 1 (1908),
individually paginated, pp. 1-2.

7 Fanli’, p. 4.

18 3G Issue 1, 4 (twice), 6 (twice, 1908), 7, 9, 1009 16 (1910), 20 (1911).

19 *Shenzhou guoguangji wushen yichu liuji guanggasHue iR HGE [k H B H 7S5 B g 2Ry
(Brief accounts of the past six issues of @#@published in 19085G 7 (1909), no pagination; and
‘Shenzhou guoguangiji digiji zhi tegg/EDGEES-EEEZ Kt (Features in Issue 7 of 185, SG 8
(1909), [adv.] p.1.
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ceramics®® The category Jinshi was basically composed of objects made of
materials of metal and stone, such as bronzesesstahd stone inscriptions;
nevertheless, its application was also meant tdfldable, sometimes including
ancient seals, coins (Fig. 2-7) and ‘miscellanealgects’, such as musical
instruments (Fig. 2-8). It should be remembered thhbings of all these objects
were also reproduced in the same way as the originjacts themselves and were
placed in the group afinshi which can be seen in their order of appearandaan
periodical. Although in the first seven issues fhable of Contents’ (on the inside
front cover) did not try to group the publishedmte objects ofJinshi always came
first, followed by those ofShuhu& Within each category, the objects were generally
arranged by their periods of production; therefanethe first six issues, works of
calligraphy and of painting were not grouped sefjglyaand were sometimes seen
mixed with one another, since they were arrangedrding to the period of their
makers. The ‘Table of Contents’ also gave sucairformation on the importance and
whereabouts of the objects (Fig. 2-9).

However, a further breaking-down of these twegaties was attempted beginning
in Issue 8 (1909, Fig. 2-10) onwards, and, hentefareproduced objects were
generally grouped by the materials with which thvesre made. Jinshi was thus
broken down intojin’ (metal), and shi (stone), with new (but not regularly present)

categories added in, such as thosenofg’ (‘clay’, Fig. 2-11), tao 4’ (‘pottery’),
‘zhuan t#’ (‘brick’, Fig. 2-12), ‘wa I’ (‘tile’, Fig. 2-13), and zaoxiangifif4’

(‘sculpted images’, Fig. 2-14), as well agiquani; L’ (‘ancient coins’) and Zajian

20 ‘Guoxue baocunhui jingzheng bowu meishupier & 77 Er & sy 2E 4T 5% (The Society for
Preserving National Learning sincerely ask for dbation of objects of natural history and of agf3
1 (1908), no pagination.
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HEPE or ‘zaqiZfEEy (‘miscellaneous objects’, Fig. 2-8, 2-1%).‘Shuhuawas further

divided into shu (‘calligraphy’) and hua (‘painting’), which were sometimes joined

by an irregular categonytié i5’ (‘model-letters’, or ‘model calligraphic worksFig.

2-16), placed before the category shti—which was in the ‘Contents’ always
followed by that of hua.? Although these new categories were still basedhen
original two groupings, objects of various matesjdunctions, and values, and hence
requiring different ways of handling and appreciatiwere all grouped under the
same heading aheishy and came to be known collectively as the ‘natigharies’.
However, no articles on the artworks illustrated; any critical studies on ‘Chinese
art’ were to be found in the periodical. Such aragerorientated character of the
Shenzhou guoguangguggests the significance of the reproductionmfiedves. No
wonder the methods of reproducing high-quality iesagvere highly stressed in the
rhetoric of its advertising.

Two kinds of printing processes were used ingiteeluction of this periodical: one
is the halftone processliangi tongbanfais & dilfifi, or wangmubardfd Hfil); the
other is collotypeKeluoban fi[4fifz or boliban IEEkK). Since they both are able to
keep not merely the outline form of images, bub d&e gradations of tone, they were
regarded at the time as the most suitable methmdeproducing works of art. The
editors thus believed that the subtle changes kncolour within the all-important
brushwork,bimo 4%, could be well preserved, and hence immense ergpheas

placed in the advertising rhetoric on the effecvefisimilitude. However, there were

some restrictions on the type of paper to whichheaethod was most effectively

% The categoryrii’ appears irSG 9, 10, 11, 13;ta0 in SG 11; zhuanin SG 12, 14, 16, 17wa in
SG 18, 21; zaoxiangin SG 21; ‘guquanin SG 18; ‘zajian in SG 14 ; zaqiin SG 19, 20, 21
(1911).

2 There is only one exception, occurring in Issue8ere a page printed in collotype shows both
calligraphic and painted works by Dong Qichang. ideer, the order oshu coming before hud
remains unchanged in the ‘Table of Contents’ ofdhume issue.
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applied, and each technology had deficienciessobwtn, facts which might not have
been explicitly expressed in the advertisements.

The halftone process was invented in 1882 andecanbe used in China in the
1900s?® To register the tonal gradation of the photogrdpimage, this method

involves placing inside the camera a specially mMadeen’ (vangi{g) on which there
are innumerable minute, square openings [{]) to split into units the light passing

through (which is probably why the halftone processs also called in Chinese
wangmubah As a result, these units appear to the eyegigsfve ‘dots’ of different
sizes and cover the printing surface of a halftonage (Fig. 2-17). Since these
minute dots must be printed on a very smooth pdperpaper used for the halftone
process needed to be coated with china-clay todillthe slightest unevenness on the
surface of the paper, or must at least have bealeridared’ (pressed between
rollers)?* All these aforementioned features of the halftprecess can be observed
in the materiality of the halftones in tBéenzhou guoguandffig. 2-8a, 2-18f> The
paper used for halftone process in this periodgahiny and white with a smooth

texture, and looks a bit like the paper used fdajs calendars. It was called by the

% See He Shengn#iZ#, ‘Sanshiwu nian lai zhongguo zhi yinshua sk 42 82 FRIT,
(Printing technology in China during the past 3&rg, inZueijin sanshiwu nian zhi zhongguo jiaoyu
B =+HF 2 PEZE ‘Education in China during the recent 35 yearfig$ghai, 1931), pp.
178-202 (184).

24 Jan PoortenaafheTechnique of Prints and Art Reproduction ProcesgeStudyof Technical
Process with 45 Specimens and 90 lllustratirendon, 1933), pp. 113-120, 159.

% The halftone process was also known in contempavetings on modern printing technology as
‘zhaoxiang tongxin bafEAHAEEN’ (‘photographic copper/ zinc plate processiyangmu tongbaff
HéflK' (‘'screened copper plate’)wangmu bah(‘screened plate’),dianqgi tongbaris @k’
(‘electronic copper plate’) or simplydngbangifz (‘copper plate’). However, the various Chinese
terms of the same method also leads to confusiontdabe exact terminology for this process in
English, particularly the termdiangi tongbat which is often mistaken for another terdidndu
tongban E#EHiRR’, denoting the method ‘electrotype’, which is usadst often for making movable
type. Christopher Reed translates the tezhabxiang tongxinbaas ‘photoengraving’ (which in
English denotes a process of engraving using phapbical processing techniques) probably because
he thinks this Chinese term refers to a categdfgrént from the ‘halftone’ process which he has
introduced in the previous paragraph as a sepeatdgory; see Christopher Re@ijtenberg in
Shanghai: Chinese Print Capitalism, 1876-19%@ncouver, 2003), pp. 59-60. However, a close
examination of the original Chinese texts from vihiReed acquires his knowledge reveals that the
so-calledzhaoxing tongxinbais actually what in English is commonly known ke halftone process.
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editors ‘waxy-bright paper’laguangzhifigit, and was a kind of paper not native

to China?® Upon careful examination of this periodical, orendndeed perceive
some fine dots on the edges of some images prmiddthe halftone process. The
Chinese editors were well aware of such defects @mzk instructed readers (in
response to the prevalent fraudulent replacementolibtype reproductions with
photolithographic and halftone ones) that in atbal reproduction, ‘there are still

screen patternsvangwenigi) to be found’ even though this process was able to

preserve the gradations of the téheTherefore, the halftone process was not ideal in
terms of its quality.

However, collotype has no such problems and wegsrded as the remedy for
problems found with other photomechanical printingrocesses such as
photolithography and halftone. Since a plate obgleoated with gelatine is used to
make the most delicate-grained printing surfacéotype is generally regarded as
unequalled among all the photomechanical procdssésgh-quality reproduction
In printing high-quality collotype prints, the cook of the dampness during the
printing process is of great importance, so a Isardd paper is generally preferred,
since an absorbent paper extracts too much damgnoesshe gelatine on the plate
and affects the final results. In addition, unlié&ter mechanical printing methods
such as halftone, collotype-printing must be atéehth at all times during the process
of printing, and hence its production times are paratively slow. Furthermore,
insofar as the surface of a collotype plate is slicdte, large numbers of editions
cannot be printed from the same plate. Accordingdan Poortenaar, five hundred

good prints may perhaps be obtained from a sintdee;pbut for a thousand, the

% ‘Benji zhiban yinshua zhi tese£2 B FIRI2 ' (Special features regarding the print-making of
this periodical) SG 4 (1908), inside back cover.

27 ‘Tebie guanggadiBIlfiE<’ (Special announcemen$G 9 (1909), inside front cover.

% Jan Poortenaafhe Technique of Print. 146.
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quality becomes compromiséd.If large numbers of prints are needed, new plates
made from the same negative must be prepared.

The editors of theShenzhou guoguanggould hardly avoid these technical
limitations. They even claimed that each of thellatype plates was able to yield
only 200 prints® Such low manufacturing output may have been cimmditl by the
particular brand of printing machine the compangdjsas the publisher told the
reader that the collotype technology they employ@d not the ordinary ‘collotype’

(keluo taibu IM¥&Z4=AR’, transliteration of ‘collotype’), but the one t&d ‘yatu taibu
i 284 (transliteration of ‘Artotype’, a type of collope)—a technology which

was, the editors believed, the most refined reprtvde method of all, and with which
‘the textural brushstroke within the depiction ofrepuntain, the delineation of the
branches and foliages of trees, the dry/wet, dal&/pnk effects, as well as the
strength and the route of the mark left by a bioesh are clearly registered without a
slightest difference from the spirit of the origiflig. 2-5).3' The product of this
collotype process was so fine that it was pricedehimes as high as a halftdhend

was often praised as ‘second only to the origiffaia zhenji yideng| E & —
2:)33_3 phrase which had previously been used most dfté@hinese criticism in

the appreciation of a tracing copy, originally oélligraphy, to celebrate its
verisimilitude with regard to the original. The paused for collotype printing in the

Shenzhou guoguangj the beginning also reflected the technicalrietsbns of this

% |bid., p. 147.

30 Jingao gohua zhujupiE 2 2% " (To respectful buyers of [reproductions of | piigs),SG 9
(1909), [adv.] p. 4.

* *Benji zhiban yinshua zhi tés&G 4. [FLILIZ & » IH2RHE » 0715 - vk ~ % ~ 2 > 53
B 5 RS 1A 5]

32 ‘Guanggao erf#4: —. (Announcement I)’'SG 1 (1908), inside back cover.

33 +Zi benii qi gaiyong xuanzhi lingzhuan yinhua guaagg] <800 = AR BT E L (The
periodical has now begun to usganpaper and silk to print reproductions of paintirigs 19 (1911),
inside front cover.
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printing process, as collotype worked best on hatiffened, non-absorbent paper.
This kind of paper is not native to China eitherd avas referred to by the editors as
jade-plate paperyubanzhi it

Although in the advertisement the halftone primtghis art periodical were also
praised as being ‘compatible to those in collotypas the screen the publisher
employed for making the halftone print was saidhtve extremely fine openings
which distinguished the halftone products of theust from ordinary ones on the
markef°—it is clear that in théShenzhou guoguangjtollotype was regarded more
highly than the halftone process; the halftone @ssowvas, nevertheless, still viewed
as superior to photolithograpf§. The hierarchy among these photomechanical
printing processes was so firmly established andistemtly reiterated in
advertisements that it can be argued that piecesechto be reproduced in collotype
were those which were more valued at that time.thes halftone and collotype
processes were applied to different kinds of pagbesvalue the editors imposed on
the reproduced objects was thus embodied in therrabtty of the reproduction,
which was not only visible in the quality of thedage®’ but also manifested in the
material of the paper and thus tangible to the eeadthose viewing experiences
involved both seeing and turning pages. As teclyyltmntinued to advance, colour
printing in both the halftone and collotype proesssvas also introduced in the
Shenzhou guoguanijor a short period, during which time each isswild contain
one colour print either in the halftone or in cojiee; the paper used for these colour

prints still depended on the respective printingttroé used® Nonetheless, as we

34 ‘Beniji zhiban yinshua zhi tés&G 4.

% |bid.

% ‘Tebie guanggdp SG 9.

37 In addition to the difference in quality, a hatfeoillustration is generally framed by black border
lines (Fig. 2-18), while this feature is absenaioollotype illustration (Fig. 2-5).

3 Colour prints were introduced in Issue 9 (1909) appeared in issues 9, 14 (in collotype), and 12,
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shall see below, in the rhetoric on art reprodurciio the early twentieth century,
‘colour’ printing itself was never able to competéh the black-and-white collotype
process.

Although collotype was a photographic printing@gess invented in the late 1860s
in Europe and was said to have been used in Chitteeiearly years of the Guangxu
era (1875-1908), it was probably not until the yanentieth century that this method
was considered in China to be a strong vehicledplicating images of art works.
However, questions still remain, such as: what m#ude photographic printing
methods be applied to reproducing images of arksyawvhy such a practice would
have become accepted as a means of preservingalagiiories and have sustained
itself in market terms; why preserving the origiaal work to such a degree of visual
exactitude would be considered so important topthielisher. Furthermore, the fact
that these printing processes were able to repeodttevorks ‘photographically’ does
not automatically explain away all these questiqust, as a photographic image itself
does not stand as evidence without its being iatedr into a discursive system
incorporating practices and institutions throughickhthe photograph can take on
meaning and exert what Barthes calls ‘evidentiatdt' Therefore, we must also
turn to the contemporary and traditional practioesrt reproduction to explore the
discursive system in which these photographic mypcbons were able to enjoy their

Success.

13, 15, 16, 17 (in halftone). See al3ebie guanggdpSG 9.

%9 The pioneer in collotype in China was said toleernissionary print shop Xujiahui Tushanwan
Press, which used this process to reproduce in@gls Virgin Mary. It was also reported that in0R29
Zhao HongxugfyE=5, a member of staff at Wenming Books (WenmshgjusZ B /5), succeeded in
printing with collotype. See He Shengn&@anshiwu niai p. 192. However, there seems no mention
in the extant sources about the exact date bef38 Wwhen this process was first used in the inglustr
of art reproduction.

0" John TaggThe Burden of Representation: Essays on Photogeapdnid Historie§London, 1988),
p. 4.
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Possible prototypes

The Shenzhou guoguanginay have been the pioneer in China in applying the
halftone and collotype processes to the preservatidhe national artistic tradition;
however, it was by no means the first such atteimgisia. Modern scholars often
compare the Chinese periodical to #akka (26.6 x 28.5 cm) in Japan, a prestigious
art periodical inaugurated in 1899 and featuringthbdigh-quality collotype
reproductions and research into visual art. In,fédoe Kokka itself recognised the
Shenzhou guoguangji 1909, after the Chinese periodical had beesirgulation for
one year. In this short Japanese introduction, résemblance between the two
periodicals was acknowledged: thiehenzhou guoguangjwas described as a
‘Kokkailike’ art magazine in Qing China, one launched asponse not only to the
call for preserving the national essence, but &tsdhe nationalist movement to
reclaim national rights from foreign forces. Thetexs of theKokkawere also aware
of the separately-issued reproductions of individaraworks published by the same
Chinese publishing house, but pointed out that @higese art periodical lacked the
academic and critical studies of art featured mKbkkaitself (Fig. 2-19* These
are fair comments, for tfehenzhou guoguamgesembles thEokkanot as much in its
material form as in its aspiration to promote nagioart, since the former centred
more on illustrations and the latter on research.

Although a direct model on which the reproductimeactices of theShenzhou
guoguangjiwas based remains undiscovered, perhaps a lik@tptgpe for this
Chinese art periodical can be found in another rdeg® art publication, th8hinbi

taikan ELZE K% (original English title, Selected Relics of Japanese’ A2%7.5 x 41.2

*1 ‘Shinsti kokls shi #iM[E]£2" (Shengzhou guoguanyjKokka 226 (1909), p. 242.
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cm)* It was a bilingual (Japanese-English), twenty-uwdupublication aimed at
publicising reproductions in either collotype ora@mo-xylography, consisting in total
of a thousand objects of sculpture and paintingemoy old temples, noble families,
and private collectors from all around Japan (Big0)** Like theKokka the Shinbi
taikanwas launched in order to introduce ancient Japamge the rest of the world
and to supply materials for the study of Japaneseit the collotype reproductions
are in black-and-white; and chromo-xylography, adkof colour wood-engraving,
was said to be applied only to objects where tHeutavas essential to the original
work, or those which were difficult to photografhEach volume is composed
entirely of illustrations, each separated by a,thianslucent sheet of protective paper
on which was given a brief introduction of the psbéd object, written in both
English and Japanese (Fig. 2-21).

The Shinbi taikan like the Shenzhou guoguangjvas a publication that strove to
promote the art of a natidn. The fact that its release spanned from 1899 t®B190

made it seem like a periodical; and its large sind emphasis on illustrations as

2. 3. Tajima (ed.)Shinbi taikanEL 2% A #1 ‘Grand view of true beauty’, delected Relics of Japanese
Art (20 vols., Kyoto, 1899). The contentsStinbi taikanhave been digitalised from a photocopied
reproduction and made accessible online by theoNatiDiet Library, Tokyo. | am indebted to Prof.
Toshio Watanabe for this information.

3 | have not yet come across a complete originabketis exquisite publication My observations are
based on the copies held in two libraries: onéaéreading room of the Graduate Institute of Art
History, National Taiwan University, Taipei, whatrere are only the first ten volumes; the othaha
Sackler Library, Oxford University, which, in faé$, a complete collection of the ‘protective sheiets
the original publication, on which individual obje@re introduced in both Japanese and English;
however, there is no illustration in the Oxford golp is very likely that the illustrations of th@xford
copy were detached by the original owner to foroedain picture archive of Japanese art. This
hypothosis is further supported by the preseng@le$ of reproductions of Japanese art in the
Ashmolean Museum, which, sorted by artists, archites, or artistic shools, are clearly put togethe
from various publications; however, the originabfication from which a reproduction is separated
from is, without exception, not indicated. Somehafse reproductions can be identified as being
detached from the first ten volumesSifinbi taikan and, like the protective sheets in the Sackler
Library, they all bear the stamp ‘Cohn Library afférd University’, a stamp probably used by the
former library of the Department of Eastern Artteé Ashmolean Museum, created by William Cohn
(1880-1961), before it was later integrated in® $ackler Library. | am indebted to Prof. Craigr@ls
who suggested this possibility, and to Dr. Clar&aRb curator of Japanese art at the Ashmolean
Museum, who facilitated my viewing of these repratibns and brought the library stamp to my
attention.

* S, Tajima, ‘Editorial Notice’, in S. Tajima (edShinbi taikani, no pagination.

%> Hoever, it should be noted tHahinbi taikanalso includes non-Japanese objects of art.
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opposed to text is echoed in the image-orientatadacter of th&henzhou guoguaniji
The use of protective sheets between illustrat{angractice also seen in tK@kka
can be observed in tf&henzhou guoguandpo, in spite of the fact that the latter did
not print onto such sheets information about th@aduced object. In addition, the
Shinbi taikanlisted not only the item’s current owner, but alke dimensions of the
original object— a practice absent in tekka(which did not give the dimensions of
the art work) but adopted in the Chinese periodjathough it should be noted that
the provision of the dimensions was also a comnractjge in China in cataloguing
one’s own collection of painting). Given that thdiese publisher’'s network of
readership had extended to Japan (Chapter 1),sitn@bentirely impossible that the
editorial board of theShenzhou guoguanjhad in mind these Japanese art
reproductions when they endeavoured to conceivie then version. An even more
compelling association between tB&inbi taikanand the Chinese periodical may
perhaps be reflected in the fact that 8feenzhou guoguangjvas succeeded by a
periodical titled Shenzhou daguanlwhich shared the same Chinese characters

‘daguan i’ (‘ taikan in Japanese) with the Japanese publication.

However, there are reasons to believe that thkgsanese periodicals and
publications were not the only sources from whioh$henzhou guoguangjerived
its form, structure, and publishing practices. Kmtance, theShenzhou guoguanii
structured its contents by the categories of objeghile theShinbi taikanorganised
illustrations by the date of the artworks. It sltbble noted that although tiShinbi
taikan had originally arranged reproductions in an orddferent from the later
chronological one— an order in which the works oeliced in chromo-xylography
came first, and the rest were arranged accorditigeio subject matter— this practice

was quickly abandoned and hence can hardly beasebaving been a model for the
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Chinese art periodical (Fig. 2-2%).Furthermore, the term ‘art’ as interpreted in the
Chinese periodical was considerably different friti@ interpretation in the Japanese
publication; the latter celebrates mainly religiaeulptures and paintings and does
not contain any of what would be categorised inShenzhou guoguangs Jinshi
(metal and stone), nor does it include calligraphiorks or rubbings of stone
inscriptions. In other words, notwithstanding tlaetfthat an increasing number of
Buddhist icons and sculptures are found in latsuas of theShenzhou guoguangji
the perception of ‘art’ exemplified in thghinbi taikandid not seem to have had a
significant impact on the Chinese editors, who r@sbto propagate a purely Chinese
artistic tradition. Other possible sources from abhthe Shenzhou guoguaninay
have appropriated the publishing practices of gptaduction and the conception of

‘Chinese art’ will be dealt with in Chapter 5.

Contemporary practices of photomechanical art reprauction

If in contemporary practices of art reproductiodapan one finds that high-quality
reproductive printing processes were used to presand promote national art, one
also sees that in China a growing market for gmta@uctions was striving to achieve
better effects of verisimilitude to the originaBefore the halftone and collotype
processes were introduced for art reproduction tghiisography had already been
employed for the purposes of venturing into thig/ eaterprise in China no later than
1879, as seen in an advertisement placed by thewgB8habased Dianshizhai

Lithographic Studio Dianshizhai shiyinju®fi {5755 Ffs5) for photolithographic

8 This practice was abandoned soon after the fistree was released, and hence the arrangement in
the latter five hundred copies of vol.1 was chantgegse a chronological ordering. The information
about the change is given in a detachable smalemé paper found in the copy in the Graduate
Institute of Art History, National Taiwan UnivergitTaipei, vol. 2.
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reproductions of model-letters, pillar couplets,d apaintings?’ The Studio was
owned by the British entrepreneur Ernest Major (t&908), whose publishing
enterprises also included two of the most widebdrepublications in late

nineteenth-century Shanghai: the newspapleenbadi#; (launched in 1872) and

the Dianshizhai Pictorial (1884-1898¥® Photolithography was used by the Studio
not only for producing art reproduction, but also ffeprinting old books, classics, and
preparatory materials for the civil service exartiora(abolished in 1905)—a practice

similar to the photolithographic reprints of themaacripts handwritten by celebrated
writers issued by the Society for Preserving Natidrearning (Chapter 1).

While the attraction of a photolithographic reprof an old book may have lain in
the low price resulting from mass production (anthstimes in the convenience lent
by its portable size when printed in reduced siZehe rhetoric on photolithographic
art reproductions had always revolved around theiisimilitude to the original. In
this 1879 advertisement, the studio’s newly acgupenting machine was praised as
being capable of replicating works of calligraphydapainting ‘with an effect not
slightly different from, and even more lively thathe original’. Each advertised
product was issued on its own and was priced seghardor mounted and
pre-mounted formats; one could even choose a raptioth of a pair of couplets
printed on coloured paper, or a hand-coloured dymtion of a painting. These

formats themselves to some extent determined fresumed function, that is, for

“" ‘Dianshizhai shuju yinshou shuiji tuhua beitie yiagljiamui 75 fa) A1 2 2 [E 2 Fhh R E
H'’ (Price list for the books, paintings, model-legteand pillar couplets printed by tBeanshizhai
Books’, Shenbapreprint (Shanghai, 1983), 27 July 18Ban 1. See also the discussion in Wu
Fangzhendi 5 1F, ‘Wanging sishinian Shanghai shijue wenhua de jigeriangfif i35 P-4 iR
B R (Aspects in Shanghai visual culture during thé 4@syears of the Qing dynasty),
Guoli zhongyang daxue wenxue yuan renwen xutao1 i kB8 57 B4z A s7E2%3 ‘Journal of
Humanities East/West’, 26 (2002), pp. 49-95(56-88). also notices some traces of evidence
suggesting an even earlier date of photolithograpfimployment in China.

“8 For the history and development of Bleenbapand theDianshizhaiPictorial, see Rudolf G.
Wagner, ‘Joining the Global Imaginaire’.

9 Christopher Reedsutenberg in Shanghapp. 99, 110-111.
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public display or decoration. However, up to thamp, little had been said on the
association between photolithographic reproductafrest and the preservation of the
national essence. This early advertisement heno®migrates that the practice of art
reproduction did not necessarily have to find @ison d’'étre by allying itself with the

nationalistic discourse; rather, it had been aepetdent field with its own principles

and criteria. The alliance formed in the early tueth century between art

reproduction and the idea of preserving nationarigé was therefore a new
phenomenon, one suggesting the integration betwedénnalist discourse and the
tradition of copy-making in China.

This 1879 Dianshizhai advertisement also presemtse features that differ greatly
from the rhetorical strategies in advertising séll by the publisher of tighenzhou
guoguangji First, the 1879 advertisement placed little ensghan the provenance or
the ownership of the reproduced work, particul&olyworks of model-letter form and
ancient rubbings; these works were only mentionetgrims of the title of the original.
This practice contrasts strongly with that of tieenzhou guoguangjwhich was
explicit about both the current ownership and tmevenance of the reproduced
original; sometimes, a reproduction would be s#dsss having been made from the
‘initial rubbing’ of a certain stel&’ The lack of provenance information in early
advertisements suggests that the market at theswas not aware of the importance
of the origin of ‘the original’, and that the buess of art reproduction had not yet
started to seek out the canonical ‘original’ of atjgular work. A market obsessed
with the origin of the original was only to comeftaition in a later period, when the

artistic and antiquarian culture enjoyed and pcadiby the literati came to be

0 For example, for the same rubbing title, ‘Thirtaénes of Wang Xizhi's calligraphy on jade plates’
(Yuban shisanhang:fjx+=17), theShenzhou guoguangjiaimed their reproduction was made from
the initial rubbing, while in the 1879 advertisern@anShenbaponly the title was mentioned. S8& 2

(1908), ‘Contents’.
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regarded as the very essence of the nation, oh@dleded to be preserved by means
of reproduction.

Second, the juxtaposition of reproductions of kgorby both ancient and
contemporary artists in the 1879 advertisement—herks by the most celebrated

Shanghai painter of the day, Ren Bonf@arfi- (1840-1896), and by the acclaimed
Ming painting master Tang Yigi& (1470-1524) are both present— also suggests

that a market dedicated solely to the reproductibmancient arts had not yet been
established in the late 1870s. It was not until decades later, when art reproduction
had come to be associated with the preservationabbnal artistic culture, that a
market specifically devoted to reproducing imagésamient art was developed, in
spite of the fact that reproductions of contemppeatists had never ceased to exist in
the meantime.

Nevertheless, some of these early practicesto€production still found resonance
in later periods, particularly in the manufactufereproductions of single artworks.
The same publisher of ti&henzhou guoguangiso released reproductions of single
works of art in various formats: in addition to $leoin portfolio or album form, there

were alsosuch products amngfuififi (wide scrolls for hanging in the centre of a
hall), lizhou 7§ili (hanging scrolls)hengfuf#iii (short handscrolls for hanging),
shoujuanT%: (handscrolls),pingtiao f#{5 (sets of narrow hanging scrolls to be
displayed as screens or for screen panels)jiagping $%5¢ (works for mirror/glass

panels); among these, only portfolios atwujuanwere not in themselves a format
meant for public display or interior decoratich.Most of these ‘decorative’
reproductions were those of painting. In light bede facts, it can be said that

reproductions sold in portfolio or album form weleus produced more for the

®1 ‘Shenzhou guoguangji jiwai zengkan siwuchi dahuapiahi, SG19.
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purpose of preserving the visual knowledge of #y@aduced originals than for that
of exhibiting and decoratind.

Whether these early photolithographic reprodusticof art were meant for
exhibiting purposes or as pedagogical means ohilegrhow to write and painit,
there was a growing tendency to treat these phapbge reproductionas if they were

the‘originals (‘ zhenjiEL &, literally, ‘real/genuine/true traces’). Such attitude was

P

manifested in the application to the reproductidnttee practices—the ‘cult’ in
Benjamin’s sense—associated with the handling gmiesiation of the originaf¥.
In a 1905 advertisement for the photolithographeproductions published by

Wenming Books, a collection of calligraphic worksitten by Wu Zhiying=. = B
(1868-1933)—wife of Lian Quanifi i (1868-1832), the owner of that same

publishing house—these photolithographic produasewsold in the same way as if
they were the originals: they were said to be pdnin photolithography with the

finest ink, carefully mounted, and, most importgnitinpressed with real seals by the
lady herself. Hence, they became ‘not differentrfrihe original’. Hundreds of sets
were said to be ‘mounted with silk of tributary ttyaand cased in boxes for

customers to hang on the wall whenever pleases, thieto present as a gift™.

When the original maker authorises a reproductatih his/her own seals, the

2 An example of advertisements for these portfatiars be seen also 8G 19, back cover.

%3 Instances can be found in the advertisemeniShiyin Tongcheng Wu Ziying niishi Xiao Wanliutang
xizitie 45 F Ak S L85 7z s NE IR 222 (Photolithographic models-calligraphy of the letHall
of Ten Thousand Willows by Ms Wu Ziying from Tonggety’, Shibag 19 February 190%han 1.

** Benjamin argues that the aura of a work of addiits expression in cult as the earliest art works
originated in the service of ritual. However, asht®ological reproducibility emancipates the work of
art from its ritual context, cult value (of a waskart) is also replaced by exhibition value. Sestey
Benjamin, ‘The Work of Art in the Age of Its Techogical Reproducibility: Second Version’, ithe
Work of Art in the Age of Its Technological Repmtility and Other Writings on Media: Walter
Benjamin eds., Michael W. Jennings, Brigid Doherty and s Y. Levin (Cambridge, MA., 2008),
pp. 19-55 (23-27). For a better known but for Bemjaprobably much compromised ‘third’ version,
see ‘The Work of Art in the Age of Mechanical Regwotion’, inllluminations trans., Harry Zohn
(London, 1973), pp. 219-253 (225-228).

% *Shiyin Tongcheng niishi Lantingxu ba pifge AR 22 55 #6152 ik 57 (Photolithographic screen
panels of calligraphy by Madame Tongcherg}ijbag 30 July 1905ban4.
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reproduction begins to claim the same position tiihe original has long occupied.
The reproduction is thus viewed as a real workrpfes the equivalent of the original,
deserving likewise to be preserved and colletted.

Such a tendency in the early twentieth centurglested with the new attitude
which regarded ‘art’ as national patrimony, as boahective cultural heritage and a
source of private enjoyment. Art reproductions prasly meant for private use or
personal enjoyment were now endowed with a new mgarthat is, the
reproduction of the very essence of the nation—asulired a noble connotation of
cultural preservation. The consumption and, mor@oirtantly, collection of art
reproductions also became a kind of endorsementhraspiration to salvage the
nation, a trend which converged with the tendemcynarket practices encouraging
potential customers to collect and appreciate phethanically reproduced copies as
if they were the originals. It is not surprising find that at the very beginning, the
so-called ‘art—the national glories to be presenamd promoted—meant primarily
those works which had already been frequently iiyoced in photolithography, such
as model-letters, rubbings, calligraphy, and pag#i More important,
commoditisation and consumption of art works andirtireproductions did not
contradict the noble idea of nationalism, and la#l tommercial concerns behind the
enterprise of art reproduction were perfectly fuesdi.

Furthermore, the desire to prevent the cultummfrextinction also prompted

reproduction of the whole cultural practice of appreciation in China— established

% A parallel phenomenon was found in Europe at laastarly as the first half of the twentieth ceptur
after photography came to be used in reproducingaiks. As observed by Poortenaar, ‘many
oil-paintings and water-colours have been reprodingecertain mechanical processes based on
photographs of the originals, and of these repriiolug there have been issued editions of a hunoired
more numbered impressions, signed by the artistpealiated the original’. However, a reserved, or
negative, attitude towards such a contemporarytipeapervades Poortenaar’s writing. See Jan
PoortenaarTheTechnique of Print9.169. It should be pointed out that such resema (about
applying the ‘cult’ originally associated with tbeginal to a reproduction) were absent in China.
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mainly by the literati— in which the making and leating of copies also played an
important part. As verisimilitude to the originalbws considered from the outset the
most important quality of a copy, the search soegaln for photomechanical printing
processes even more sophisticated than photoldpbgr processes which were
rapidly adopted upon their discovery. A year beftite launch of theéShenzhou
guoguangi—when an attempt to publish a monthly art periodié@aturing

reproductions of Chinese art was first proposedbBaoxianfk{45E (1873-1921)
in the Shanghai newspapeShibao ¢ ¥ (Eastern Times, 1904-1939)

>"_photolithography was criticised as being inadeguat art reproduction. In his

‘Preface tdNewspaper of Chinese ArDi highlighted the importance of reproduction

to the preservation of national art, and drew amanson with the same practices in

the West:
There are in general four methods used for highiguart reproduction [in
Europe]: printing with chemical solutions, thredexo photographic printing,
five-colour engraving, and collotype. All these hwmds are capable of
replicating faithfully and transmitting vividly thespirit of the original.
Compared with them, the photolithography used in country lacks the
ability to reproduce the gradation of tone. Thefeddnce between their
methods and ours is as great as that between tifneaeal skyt®

Di Baoxian—who also founded the publishing housei2teng Books (Youzheng

shujufF IFE ), which would eventually become the greatest rofalhe House of
SGin the enterprise of art reproduction—was probahéyfirst person to have openly

proposed publishing art reproductions in periodicain; this endeavour, however,

was to be first undertaken by the publisher of$Shenzhou guoguangjhe House of

*" For Di Baoxian an®hibag see Joan Judgerint and Politics esp. Chapter 2.

%8 *Zhongguo meishubao xpEZ1i 5 (Preface taChinese Art NewspapeiShibag 27 February
1907. [HAERIZ 3 - F9atE M - HLEOKEE - FLUI=O8ERANE - AU OREZIRAE - &
DIBHERRENE « NLEEtE IR HEDMES - IR - [T BEBIAHNE R MREE - BEEE
ZFHH]
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SG.*® Di's proposed periodical, the ‘Newspaper of Che&eArt’ (Zhongguo

meishubaof[#]Z£7i7#), never came out. Instead, four months afterdnadh of the

Shenzhou guoguangjDi published under the auspices of his YouzhengkB a
periodical entittedZhongguo minghua'Famous Chinese paintings’, or, as the
publisher called it, ‘Specimens of Old Chinese d&tial Art: A Monthly Journal of
Oriental Art’, Fig. 2-28), a periodical similar tthhe Shenzhou guoguangin the
employment of halftone and collotype processesafbreproduction, but different in
that it was solely devoted to reproductions of antiChinese paintingS. Before the
end of the Qing dynasty, the competition betweentito publishing companies, the
House of SG and Youzheng Books, would become mudenzore fierce, as can be
seen in their advertising campaigns, many of whacimounced the advent of a
booming age of photographic reproduction of ai€mna.

However, the cultural significance of the intdgma between contemporary
practices in art reproduction and the aspiratiorefdicate the ‘essence of the nation’
cannot be fully understood without looking into ttraditional discourse on, and
practices of, the tradition of copy-making in Chinghis tradition served as the
discursive foundation for all the aforementionediatercial and nationalistic rhetoric
on and practices of art reproduction, and it woeNéntually affect how the cultural
authenticity of these reproductions was to be dised. As we shall see below, the

reasoning behind applying the most refined prinfangcess to replicating works of

%9 According to the advertisement®hibag the inaugural issue of ti8henzhou guoguangjias

actually released in July 1908 instead of the s@donar month of the same year, as stated in the
imprint page of the same issue; &w8baq 3 July 1908banl. The same can be said of other issues of
the same periodical, since most of them did notecont on the date given in the periodical itself.
However, for the convenience of citation, they@ferred to in this thesis by their putative ddte o
release.

' The inaugural issue of tihongguo minghuaame out in November 1908; see its advertisenent i
Shibaqg 25 November 190&an 1. A whole set of forty volumes are collected hagghai Library and
the library of Hong Kong University; the first twigreight volumes are also accessible at Bodleian
Library, Oxford.
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art was derived from the traditional discourse drreproduction in China; and even
the equation of the fate of the national art olgjesmd the fate of the nation was
embedded in this tradition of art appreciation.

A brief look at the contemporary reception of fggvaphic art reproduction in
Europe will perhaps highlight the uniquely discuesipower of the tradition of
copy-making in China in the early twentieth-centunythe first half of the twentieth
century, some European critics, particularly astdrians, still held the view that
paintings were better reproduced by means of rejatoge engravings rather than
photography, on the grounds that only a good emgrevable to capture the spirit of
the original and to translate it into the syntaxenfjraving’ Conversely, the editors
of the Shenzhou guoguangjere convinced that these photographic processes w
sufficiently able to capture and transmit the $mfithe original since the brushwork,

bimoZE2E, its outline form and its tonal effects, coulddreserved in a photographic

reproduction. Such a conviction comes from an tactisadition that celebrates traces

of the brushbimao.

The trope of the copy in early twentieth-century Clmna

Brushwork bima denotes the effect which a brush pmaobiF2£, renders on the

surface, be it paper or silBimois the basic unit in constructing a piece of gadiphy
or painting and was considered in pre-modern afitreriting as having recorded the
presence of the maker and his spontaneity in acksimmpy the present work. The

earliest attempt to make an exact copy in Chinaeafgpto have been made in

1 The ambivalence in the late nineteenth and eaeytieth centuries towards the use of photographs
as visual facts related to works of art in artdngthas been explored by Wolfgang M. Freitag, ‘arl
Uses of Photography in the History of Ai&rt Journal 39.2 (Winter, 1980-1979), pp. 117-123;
Anthony Hamber, ‘The Use of Photography by Nineteeentury Art Historians’, in Helene E.
Roberts, ed Art History through the Camera’s Lens (Documenting Image, II) (n.p. 1995), pp.
89-121.
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response to the desire to reproduce calligraphychwhas long been regarded as the
highest art form in China, and from this impeting whole tradition of copy-making
and copy-collecting appears to have developed.

The history and legend of thentingxufi=*F¢, ‘Preface to [the poems composed

at] the Orchid Pavilion'—the most celebrated pietealligraphy in Chinese history
of all times—well epitomises the trope of the capyhina (Fig. 2-24). Its original is

believed to have been written in 353 AD, by thelli@ephy Sage’, Wang Xizhil- =g
< (303-361), to conclude the pleasant wine-gathehelgl at the Orchid Pavilion

where the poems were composed. This piece of iy is said to have been made
when the calligrapher was in an exceptionally jbyfwod, and its perfection was
thus brought about through the calligrapher’'s tapbntaniety at that particular
moment. The ‘Preface to the Orchid Pavilion’ written that occasion was so brilliant
that even Wang Xizhi himself was unable to maketlarocopy to surpass the divine
quality found in the original version: he is saml have re-written the same text
hundreds of times, but none of these later repasitwas comparable to his original
work. The fleeting, felicitous moment had gone fee? It is in the drive to

perpetuate that specific moment of creation that ieed for the most scrupulous
method of making exact copies was born. This metBochlled ‘double-lined and

filling-in" method (shuanggou kuotiar¢h2E4E), in which the outline of each

brushstroke is first traced and then filled in wirtlk to recreate the ink tone seen on
the original. This tracing technique takes intocast the most trivial details; even the

drying-off effect and the split ends of certain smges of brushwork are deliberately

%2 The most important and widely cited source forhtsory ofLantingxuis ‘Lantingji &=z’ (The
story ofLangtingxy, written in 714 by He Yanchi[#E,~. The text is compiled by Zhang Yanyuan in
juan 3 of Fashu yaolu%:ZE %k (Essential records on calligraphy [ca. 847]), ectkd inWangshi
shuyuant-[&E36 ‘Mrs Wang’s book collection on calligraphy’ (18sfz@cles, Shanghai, 1922), ii, pp.

28b-34a. See also Lothar LedderddeFu and the Classical Tradition of Chinese Caltighy
(Princeton, 1979), p. 19.
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reproduced (Fig. 2-25). Good copies of this kind ba recognised as reproductions
only upon close examinatif. Therefore, one may argue that before the age of
photomechanical reproduction, the ‘double-lined &lidg-in’ method was the most
refined technique available in China for making aka repeatable pictorial
statements.

TheLantingxuis without a doubt the most eminent work in thstdny of Chinese
calligraphy. However, its original is believed tave been buried along with the
Emperor Taizong (r.626-649) of the Tang dynastythe mid-seventh century.
Fortunately, it is said that the Emperor had thigimal Lantingxu not only traced
using the ‘double-lined and filling-in’ method batso engraved on stones so that
rubbings could be taken and dissemindfe@ased on these Tang dynasty copies, or
even on later copies of these primary copies, thiestsc tradition of Wang Xizhi's
calligraphy was eventually established. For ceayrcalligraphers of later dynasties
studied the ‘Preface to the Orchid Pavilion’ withegt effort and reverence, while
ironically no one had actually seen the originee knowledge of it, and of Wang’s
calligraphic style, could be obtained only thoudle tcopies. Indeed, it is in this
context that the expression ‘second only to thgioai’ (xia zheniji yidengappears?

In the literal meaning of this expression, ‘setdo the original’, the original
remains in the highest position, and the copy setnse slotted and fixed in the
secondary place. Nevertheless, insofar as thenatigs definitively lost and utterly

unattainable, the best that one can possess, emdyearn from is the copy: ‘second

83 Lothar Ledderosap. cit, pp. 34-35.

® Ho Chuen-hsing, ‘The Ting-Wu Rubbing of the Prefém the Orchid Pavilion Gathering in the
National Palace MuseunNational Palace Museum BulletiB4.4 (September/ October 1999), pp.
1-25(1).

% The earliest use of this phrase known today taénwriting of Mi Fu (1051-1107), a famous
calligrapher, art collector, and connoisseur offMloethern Song dynasty, in which it is used to désc
the finest tracing copy dfantingxuhe had ever encountered. See MiSshiZ & ‘History of
Calligraphy’,MC, 2.1, p. 8.
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only to the original’. In other words, copies candonsidered almost as ‘effective’ as
the original. ‘Second only to the original’ is henan expression of high regard, rather
than an idiom of dismay, and it appears quite oiftethe context where copies are the
objects of viewing and appreciation. In China, untlee circumstances that the
original work no longer exists or is nearly or cdatply unattainable, copies are
collectable and sometimes treated as if they weretiginal®®

To the editors of th&Shenzhou guoguangjphotographic printing processes in
general, and collotype in particular, must havenbeegarded as the ultimate
refinement of the ‘double-lined and filling-in’ nteid. These modern methods could
be perfectly integrated with the traditional preetof copy-making, and indeed they
were considered to have been even better tharrdtgidnal ones, since the use of
modern technology brought with it a touch of modgrrwhich was thought at that
time to be lacking in China. The collotype printsade by modern, Western,
electrically-powered machinery was also believedbéo far better than the ones
manually printed, as the ink colour on the prodimgtshe former techonology would
‘remain consistent throughout a print run of thaws®’ Moreover, the rhetoric used
for advertising these photographic reproductiorso appropriated the traditional
patterns of connoisseurship related to copies.dusts were urged to collect these
photographic reproductions, and to treat them #sely were the original. Given the

situation in China during that period, the origimas thought likely to be facing the

% There are types of copies other than the one tpdeeans of ‘double-lined and filling-in’ method,
such as free copies and rubbings. Insofar as mauertographic printing processes acquired their
discursive power mainly from the tradition of makicopies using the ‘double-lined and filling-in’
method, these other types of copies will not beutised in this chapter. However, it should be paint
out that a large number of photographic reprodustivere taken from fine, or even the ‘initial’,
rubbings of the original metal and stone inscripiowhich suggests that rubbings were also tresged
the original. For a discussion on rubbings as Esgg the character of both the original and the
reproduction, see Wu Hung, ‘On Rubbings’, in Lytia and Judith Zeitlin (eds.)\Vriting and
Materiality in China: Essays in Honor of Patrick Han Harvard-Yenching Institute Monograph
Series 58 (Cambridge, MA, 2003), pp. 29-72.

87 ‘Beniji zhiban yinshua zhi tés&G 4.
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danger of extinction, just like China itself. Thaglication was that if that time had
really come, these photographic copies would betite things from which people of
later generations could imagine what the originayrhave looked like. Consequently,

it was reasoned and advised that these reprodsctinould be viewedsthe original.

The interplay between technology, materiality andhe hierarchy of art

By the early twentieth century, when China waststg to reproduce artworks by
means of halftone and collotype processes, phqtbgraeproduction had become the
norm in Europ€® However, the Chinese publishers currently undscudision were
not simply picking up on what was most up-to-ddténa time; rather, they had their
own concerns, which could not be addressed simplyhle visual verisimilitude
brought about by photographic printing technolog@se may find in the rhetoric of
advertisements emphases not merely on technologthelncement, but also on the
guality of paper and ink used for printing. Thedgaplate paper’ used for collotype
printing in this periodical was said to be ‘strangexture, delicate, and clean, with an
antigue colour and smooth, silky touch’, while tivaxy-bright paper’ chosen for the
halftone was ‘thick as a coin, clear as a mirrdhe camera used to photograph art
works was said to be the one of the finest foundthe West, equipped with
three-colour lenses and able to capture the wehaesitk surface, even of the oldest
paintings whose surface had turned dark throughagfes. The ink used for printing

had been specially selected as well, being ‘evejured and refined, black while

% Photography reproducing works of art in the 18&0$ 1860s came to be regarded as a legitimate
mode of reproduction, and began to dominate in8%0s. See Fawcett, ‘Graphic versus Photographic’,
pp. 200-208; Hamber, ‘The Use of Photography’,5.&tephen Bann, ‘Photography by Other Means?
The Engravings of Ferdinand Gaillarért Bulletin, 88.1 (2006), pp. 119-138 (127). The struggles of
graphic arts against photography as a reprodunta@ns are explored in Gordon Fyfe, ‘Art and
Reproduction: Some Aspects of the Relations betweanters and Engravers in London, 1760 to
18507, inArt, Power and Modernity: English Art Institutioris/50-1950 Contemporary issues in
museum culture (London, 2000), pp. 101-119; Stejfdam,op. cit; andParallel Lines: Printmakers,
Painters and Photographers in Nineteenth-Centurgriee(New Haven, 2001).
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bright’. Even the size of each print was laborigusisted in order to present properly
the effect of the brushwofR. All these concerns were drawn from the long-peacti
tradition of connoisseurship in calligraphy andnpaig which incorporates every
material aspect of the original—such as the textdiqgaper, the quality of ink, and its
overall preserved condition—into the ultimate apmgon of brushwork. These
indispensable elements in the traditional critdoa art appreciation would later
become the centre of debates over the authentitigproductions.

Moreover, from the 19th issue (1911) onwards, phélisher of theShenzhou

guoguangjidecided to make collotype reproductionsxoan paper,xuanzhis#%, a

kind of traditional Chinese paper used for writengd painting, sometimes known as
‘mulberry paper’ in Englisi® Given that ‘hard-sized’ paper is generally prefdrfor
collotype printing, this use ofkuan paper is really an unusual choice. This
unprecedented innovation seems to have been adhmwecessfully in technical
terms by Youzheng Books in late 1910, but it wadely accepted as one of the
established practices for printing collotype reprcttbns of painting only after the
Shenzhou guoguangjitegrated it into the rhetoric on the cultureaof appreciation

(Fig. 2-26)"* According to theShenzhou guoguangjihis unprecedented innovation

%9 ‘Beniji zhiban yinshua zhi tés&G 4.

0 Zi benii gi gaiyong xuanzhi lingzhuan yinhua guaaggSG 19.

" Youzheng Books’ innovation was mentioned in theeatisement, Gailiang xuanzhiyin keluoban
zhongtang Tang Liuru nanzhou jiesuotafu ci 5 5 AR I R 52 /A0 R N £ i e Rl
(Innovated collotype printing oxuanpaper of a big-sized hanging scroll by Tang Y8hjbaq 2
December 191(anl. The application atuanpaper to collotype printing originally seems tovda
been merely a discovery by chance, resulting fiogretttempt to solve some technical problems. As
stated in thisShibaoadvertisement, Tang'’s original painting was tagéato be printed; not untiuan
paper was used was the collotype reproduction sstéy made. The House of SG began to adopt
this practice in early 1911, first applying to thetproduction of single paintings; s&thenzhou
guoguangshe xinhai xinchupin huace sizh@ng| &>t 2 g AL E T PUFE’ (Four painting
albums newly released in 1911 by the House of §X),76 (1911), [adv.] p.1a. Due to the positive
reception of the products atmanpaper—one of a painting by Wu l.JfZ2 (1632-1718), and the other
of a painting by Wang HuiEZ (1632-1717) ; both artists were celebrated as gntioa ‘'Six [painting]
masters of the Qing’—, the publisher replaced pade-plate paper’ for printing collotype
reproductions in the periodical completely witlanpaper, and attached to the innovation a deeper
meaning concerning the authenticity of the tradaigoractice of art appreciation; se& benji qi
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was believed to bring several advantages thatateegh (\Western) paper could never
provide. The reasons given in this periodical are:

e The original of an old Chinese painting has alwlagrsn painted on native
paper; foreign paper does not go well with Chinpa@tings if the
former is to be used for printing the latter. Nd@hinese paper can be
employed to print Chinese paintings. The flavoufstloe two are
naturally in tune with each other.

e Foreign paper is too stiff and too thick for tramlital mounting. Now,
since paintings can be printed xuranpaper, an experienced connoisseur
can select works of his own preference and havea ttunted into an
album to pass around for generations to come.

e The ancients put particular efforts into paintingntiscrolls. However,
lengthy handscrolls are often so long that theyeht be reproduced
section by section in this periodical. Now, sinagan paper is used,
published sections can be pieced together and mduntthe way the
original looks. This periodical is hence more alile introduce
handscrolls painted by acclaimed artists.

e A connoisseur tends to leave his appreciation sealsaccomplished
works he encounters. However, foreign paper islessyg and smooth
that it is unable to absorb ink paste; as sucleah zan easily be wiped
off even if it has been imprinted on foreign pa@&@ncexuan paper is
used now, this deficiency no longer exists.

e The ancients were keen to have the paintings tdeyeamost inscribed,
whether by themselves or by famous people. Howeeeeign paper
dose not suit Chinese pen brushes. Now stoespaper is used, there is
no danger that the added inscriptions will appearbé blurred or
smudged?

How xuan paper could be applied to such a printing pro@ssollotype, which

requires ‘hard-sized paper’ to work on, is stillngstery, at least to nié. The

gaiyong xuanzhi lingzhuan yinhua guangg&G 19.

2 +7i benji qi gaiyong xuanzhi lingzhuan yinhua guaaggSG 19. [ - & & HF A EAR .
A% » 2 FHANBLZ ARED  MEB AN TS - S5 TP BIZ AREN R Bl 35 SR H ARETS - — S MBI R
NReSR - 5 HEM  MERTTLIETEEEEEM - DI GE - — S  MFEETELRRESY
o RFBBRERREANTERAZ » S HEMRT IR R IREE - IWRAESHUATE
& —HEFGERECIE  BIFNOEEEFREE - SMNEROCEANZVeE] » SR —EEEAN -
S ERR AT LA - — 5 OB O i IS5 IR 8R4 N AR FR B S MBI
T - 5 FEARIRARDTE - ]

3 According to print artist Weimin He (personal commitation), thecuanpaper would have to be
dampened before being used for collotype printindact, usingcuanpaper for collotype reproduction
seems to cause the glass plate to wear out evemguakly than using a standard kind of paper
designed for collotype printing (such gsibanzh), as the grain okuanpaper is rougher. It is said that
in general the maximum print run for collotype irig is about 1000, but wheauanpaper or silk is
used, the number would be reduced to 300 to 5@0Faa Muhant & (ed.),Zhongguo yinshua
jindaishi chugaof B FIRIT S FFE ‘Draft of a history of modern Chinese printing'€iing, 1995),
p. 571.
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previously used Western ‘jade-plate paper’ is thic&rd, and non-absorbent. These
characteristics are exactly the opposite of thditps that xuan paper can claim,
since it is thin, soft and absorbent. However, @lth it is still not clear how the
problem with paper was eventually sorted out, tladenmlity of this periodical tells
us that the publisher had deliberately made thmicelh and this fact only makes
explicit their determination to bring traditiondements of art appreciation into their
efforts at art reproduction. Such fastidious purstiimitation of the materiality of the
original finally went to the extreme of bringindksinto this publication as the surface
to be printed on, as we can see in the 19th ard i&8ties (Fig. 2-27). Both of these
cases are collotype reproductions of paintingsited on silk.

The application ofxuan paper further strengthened the argument that the
reproductions were meant, at least by the editorise real works of art, which should
be appreciated and even collected in the same hayahcients did, such as by
mounting them into an album or scroll and impregsseals, as well as writing
inscriptions on them. By usinguan paper to make reproductions, the periodical not
only publishes the images of artworks, but alsoaghmes the traditional way of
handling and collecting art objects. What was reproduced in th8henzhou
guoguangjiwere not just ‘images’ of Chinese art and anticalese; a replication of a
time-honoured cultural practice was also achieved.

It would be extremely naive to assume that aesopbrary audience would do

exactly as the editors expected them to, and wienallv advertising plays more with

™ It is worh noting that most of the black-and-whitglotype reproductions in the Japanese
publication,Shinbi taikan are printed on a kind of Japanese paper, whiobtisery absorbent and has
a texture resembling ricepaper. The paper is foldétlf with a piece of thick paper inserted in
between. It is uncertain whether this kind of J&sapaper was used specifically for printing, arldo
also be used for painting, and hence it remainteanevhether traditional art appreciation cultur@sw
deliberately integrated into the practice of aprogluction that this Japanese publication adoptach
indebted to Lu Hsuan-fei, a Ph.D. student at Nafidaiwan University, for checking some of the
material characters which had escaped my attemtiwm | first came cross this publication.
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rhetoric rather than reality. Nevertheless, thetateal tactics used in the
advertisement to attract potential readers did gotosome of the contemporary
sentiments in a period when China was forced toraogbthe ‘real’ world in which

European values seemed to be the norm. Throughisuparticular advertisement, the

dichotomy between ‘the Chines&hongguo'[&£]) and ‘the Foreign’Waiguo#}[s])

was constantly referred to. ‘The Foreign’ here deddthe West’, where paintings
were not made orxuan paper,where paintings needed no mounting, and where
paintings would in no way be inscribed with viewarsmments or impressed with
seals. The distinction between the Same and ther@tkre ‘the Same’ denoted China
and ‘the Other’ the West), was here differentiabedthe practice of the making,
viewing, handling, as well as collecting of Chingsenting; and such differences can
be expressed only in the materiality of photographproductions. Previous attempts
to combine the two painting traditions—such as w@ppl the ‘Western’ method of
perspective to Chinese paintings like some Qingrtcpainters did, or by adding
colophons on a Western engraving mounted in Chirstgle’>—seemed to be
considered of less importance in this advertisemant in the rhetoric of this
advertisement, Chinese painting and Western paintiere distinguished from each
other as if they were considered to have their adistinct domains. Such an
awareness of the difference between the Same andDther, of the distinction
between the Chinese and the Foreign, perhaps p#wedway for the long
development in China in establishing the concepnaftional-style paintingguohua

|E5)’, a term believed to have evolved from anothemténational-essence painting

(guocuihuad#:2)' °, and, as Aida Yuen Wong has so fittingly noted; ipdbute to

5 ‘Chushou minghua gaohaitE 4,24 [5’(Famous paintings for sale$henbap7 June 187&an1.
® Mayching Kao, ‘Preface’, in Mayching Kao (edljyentieth-century Chinese Paintifidong Kong,
1988), pp. ix-xxxii (xxi). See also Kong Lingwgli7{#, ‘Guocui yu guocuihu@l R’
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“Chineseness” by its medium of ink and mineral paégrts on silk or paper, age-old
stylistic models, and traditional formats of moungti’’

Although the photographic reproduction of art wasant to replicate traditional
practices, we may still discern a shift of valuakirtg place here. In this periodical,
Shenzhou guoguangjall the collotype reproductions printed ocman paper are
exclusively of the ‘painting’ genre. The focus bist new system of art appreciation
had moved from the traditionally prioritised sphefecalligraphy to painting. The
concerns surrounding the high-quality replicatidnnoages, as demonstrated in the
advertisement in thBhenzhou guoguangjvere all conceived from the point of view
of the connoisseurship required in the case oftipgnnot calligraphy, in spite of the
fact that the whole trope of copy-making in Chingually originated from the
attempt to immortalise the art of calligraphy. F&r29 is a chart showing the
proportions of painting, calligraphy, and othereaitg with regards to the total number
of collotype reproductions in this periodical, wiet onxuan paper or not. We can
see that collotype, the most refined and expensieans of photomechanical printing
method at the time, was used mainly for reprodugiamtings’® Even though the
periodical had adopted an eclectic approach tostiection of Chinese artworks,
underneath the surface of this inclusiveness d{iatls of art objects, there was a real

theme celebrating the advent of the aesthetic damem of the ‘painting’ category.

(National essence and national-essence painfitgshu yanjiusEfiirhHse (Art Research), 2007.1, pp.
83-98.

" Aida Yuen WongParting the Mists: Discovering Japan and the Ris&lational-style Painting in
Modern ChinaHonolulu, 2006), p.xxiii. The ternguohuacame into general usage no earlier than the
1920s; see Won@p. cit, pp. 12-13. For further discussion on the meaaimgj connotations afuchua
see Julia F. Andrews, ‘Traditional Painting in N&wina:Guohuaand the Anti-Rightist Campaign’,
Journal of Asian Studieg9.3 (August 1990), pp. 555-586 (555-559)

8 The calligraphic works reproduced in collotype fimend inSG issues 4, 5 (1908), 8 (1909); they
are a piece attributed to Wen Zhengming (1470-1588})ten in small script; a piece of sutra writing
attributed to Yu Hegiyf1 (active in mid-14 C.), written after the styleZtiao Mengfu; a handscroll of
poems lamenting the death of Wang Shimiitiff&% (1592-1680), written by Yun Shouping (see
below); and a hanging scroll by Dong Qichang (13636) written in running script, respectively. The
nine items that are neither painting nor callignapitiude 6 pieces of rubbings and model-lettens, a
one musical instrument, found 8G issues 5 (4 items), 6 (1 item), 12 (3 items), 20d1 item).
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Inevitably, subsequent debates on the future ofrfi€de art’ almost all took place in,
and indeed were largely confined to, the realmaofiting.

Despite all the grandiloquent boasting by theiqoical on the verisimilitude of
collotype reproductions to the originals, thoserodpctions printed oruan paper in
the Chinese periodical do seem to me to have camped the quality of the
reproduction when compared with the fine collotyppmts in Japanese art periodicals
printed on the kind of paper most suitable foragibe printing. Nevertheless, the use
of xuan paper was widely adopted in the early Republican which suggests that
reproducing the traditional cultural practices sedrnto be more important, even at the
expense of the quality of the image itself. Thiagiice was subsequently taken up by
many a publishing house. Not only did t&henzhou daguanluhe immediate
successor of th8henzhou guoguanggifter 1912, publish objects of different genres
and materials all in collotype omanpaper, but the same practice was also picked up
by the periodical's greatest competitaghongguo minghuahereatfter, ‘Famous
Chinese Paintings’), published by Youzheng Bookisictv began to usguan paper
from Issue 17 onwardS. This practice was also adopted by other publishiogses
such as the Commercial Press, which started toxuaa paper to print collotype
reproductions in their ‘Paintings and Calligraphy the Acclaimed’ Klingren

shuhuajizfg A\ EE£E, initiated in 1916) beginning with Issue 9 in 19118 addition,

all collotype reproductions in the periodical ‘Trégpreciation in the Field of Art’

(Yiyuan zhenshanggisi H 5 £E, launched in 1915) were without exception printed

~ =

on xuan papef® Even well into the 1940s, there were still pubiimas printing

" The exact publication date of Issue 17 has nat ientified yet; however, one thing is for certain
that before the establishment of the Republic dh&hyouzheng Books published only 15 issues of
Famous Chinese Paintings other words, Issue 17 must have been publisfted 1912.

8 The library of the Chinese University, Hong Korglds a set of ‘Paintings and Calligraphy by the
Acclaimed’; and a set of ‘True Appreciation in thield of Art’ can be found in the library of the Hg
Kong University. However, it is still unknown wheththese collections are themselves complete sets
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collotype reproductions omuan papeff’ The wide use ofxuan paper therefore
demonstrates a shift in the locus of debates owtreaticity, from the quality of the
image and the verisimilitude to the original to theegrity of the cultural practices of
art appreciation. And the popularity of this preetalso shows that not only was the
use ofxuanpaper recognised as a viable and legitimate mearetf reproduction at
that time, but the rhetoric deployed by the editfrthe Shenzhou guoguangjvhich
attached great cultural connotations to this pcactivas also accepted and embraced
altogether.

The knowledge of Chinese art cannot be reducdd/dedimensional images; the
whole practice of handling and engaging with afeots is also an indispensable part
of the discipline’s discourse and is essentialh® retention of an artwork’s original
meaning. This idea prompts us to revisit WalterjBerin’s sharp insight on the ritual
basis of the authentic work of art as describetisncelebrated essay, ‘The Work of
Art in the Age of Its Techonological Reproducibjiljtin which he writes that
techonological reproducibility is hailed as beirapable of emancipating the work of
art ‘from its parasitic subservience to ritufl’ However, the real situation seems to
be more complicated. In the case of these art degtmons made in early
twentieth-century China, we see that mechanicalodrction is not used merely to
reproduce the work of art itself, but also to refree the ritualistic context in which
the work of art had originally found itself; in gtoto reproduce its cult value. This

latter reproduction was made possible by the usaiah paper, an endeavour which

or not.

8L For example, in 1947 Zheng Zhendi§z$% compiled a collection of ancient paintings,
Yunhuizhai cang tangsong yilai minghudfiBi75 = R LI 4 2E£E “Yunhui Studio’s Collection of
famous paintings from the Tang and the Song eS&®lifighai, 1947), where illustrations were all
reproduced in collotype axuanpaper. Copies of this catalogue can be found an§hai Library and
the library of the Chinese University, Hong Kong.

82 Walter Benjamin, ‘The Work of Art in the Age oBIReproducibility’, p. 24; or ‘The Work of Art in
the Age of Mechanical Reproduction’, p. 226.
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was driven by the desire to continue certain oaboultural practices through these
art reproductions, such as the impressing of sealghe addition of inscriptions. And
by reproducing the ritualistic context, the aurdhs work of art was also believed to
have been remade; customers were therefore urgeallént, appreciate, and handle
these art reproductions as if they were the origina

However, the fact that ‘painting’ was the catggof art which got reproduced most
frequently in theShenzhou guoguangglso leads to an historical irony, in which
‘painting’ was eventually crowned in the hierarabfyall Chinese art forms precisely
through the endeavour of cultural reproduction. tBfmechanical printing
technologies in a sense allowed the realisationwloét the Chinese discourse on
copy-making had always hoped for: reproductionhef original to visual exactitude.
While using these modern printing processes toodkpre traditional Chinese art
objects, the publisher came to be aware of cemmigue aspects of Chinese art
media which could not be replicated simply by adapthe most up-to-date practices
in the enterprise of art reproduction at the tirlational identity was therefore
embodied in an ideological awareness of the diffegein the character of art
appreciation from that of the ‘Other’ (in this cabe ‘West’), and was embodied and
represented in the endeavours to make these repi@osiequivalent to their
originals in aspects other than just those of regrtational verisimilitude. The very
photographic reproduction used to reiterate thdittcaal value of art appreciation
and to raise the awareness of heritage preservatiotih all of its particular
materiality and the discourse surrounding it—evaltyubecame the means by which
national identity could also be expressed. Thengiteto reproduce Chinese art
objects in the early twentieth century thereforglied an effort to replicate cultural

practices, while ironically, the traditional valggstem for art appreciation seems to
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have undergone a fundamental change via the velgasour of reproducing it—an
endeavour in which ‘calligraphy’ no longer seemsjugstionably to have occupied
the highest position in the hierarchy of Chinege ar

Nevertheless, the statement that ‘calligrapitheshighest art form in China’ is still
constantly repeated up to the present day, arehat bn a rhetorical level, calligraphy
remains in public consciousness one of the mogtctexistic genres of Chinese art.
The observation of the shift in hierarchy betweatligraphy and painting which
occurred in the early twentieth century seems tatredict our present discourse of
Chinese art, which still maintains a tight grip e authentic ‘traditional’ value in
which ‘calligraphy’ is still regarded as the highes$ all art forms. This phenomenon
demands no defence, from either side, of ultimeggtimacy for the position of the
highest art form in Chinese art, as both claimsvaled and true in our historical
experience; what should be noted is that one ohtbperates on the level of verbal
statement, the other on the level of practice. Sachnsistency between statement
and practice indicates nothing more than the coxiyleof a discourse in which
seemingly contradictory positions can co-exist péadty with one another. Similar
disagreement between statements and practicesls@arba seen in the rhetoric of
advertising for the&shenzhou guoguangjvhere Jinshi was said to be the subject to
which the periodical had devoted most of its attentto the extent that the standards
for this category were particularly high and thepet Luo Zhenyu had been
appointed to be in charge of its selection pro€&ssithough the use of collotype in
printing images of rare rubbings was also praisedeang able to present as sharp an

effect as seen on the original rubbing of the eveplaoutlines of characte?$,only

8 ‘Fugaolff£:'(Notice), SG 5 (1908), [advance adv.] p. 1.
8 *Benji zhiban yinshua zhi tegefE 812 F (7 (Special features regarding the print-making of
this periodical) SG 8 (1910), inside back cover.
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nine collotype reproductions of rubbings were pded throughout the publication
history of this art periodical. A further exampliesoich benign contradictions can also
be found in the Society’s claim that photolithodrap reproductions of original
manuscripts by famous writers were more valualda tieproductions of calligraphy
and painting by celebrated artists, as one is @bproduce in a life time hundreds of
pieces of painting and calligraphy, but only a favbstantial writing&>

This thesis is not intended to argue that prast@re ‘more true’ than statements;
rather, it aspires to address the disagreemeninatdiscourse by acknowledging the
existence of different voices and assessing thailividual efficacy within the
discursive field in which they establish themselv@alligraphy is hence still the most
highly esteemed art form in China today becauss ihdeed ‘esteemed’ as such;
nevertheless, it is also true that the attentiod pa ‘painting’ as a medium in the
modern discourse on art has exceeded that whighidsto ‘calligraphy’. It is difficult
to account for such incongruities and developmdnéshaps one may argue that the
elevation of the status of ‘painting’ had begunlater than the Ming dynasty and was
nothing new by the early twentieth century. Howetteshould be borne in mind that
only through the modern photographic printing pss&s introduced into early
twentieth-century China—with their specific matétiaand the values attached to
them—was the rise of ‘painting’ able to manifestlf in such a tangible manner. We
may also consider the ascendance of ‘paintingeamibe of the results of the impact
of the introduction of the Western concept of ‘ant’ the conception of ‘Chinese art'.
By applying this new concept, ‘art’, to its owndigon, China became involved in a
world system of art where ‘painting’ was the comniiehd for dialogues and debates

which would take place between cultures of différartistic traditions; as such,

8 ‘Huiyin xianru shouxie yizhuGX, 4.10 (1908).
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‘painting’ then came to be regarded as the targatedorm for promoting ‘national
essence’. And it was also within this new framewatk meishu, which brings
different genres of art together at the same tihmegt, the ascendance of ‘painting’ and
its subsequent dominance in the hierarchy of Ckirmgswas made most explicit, as
demonstrated in the advertising rhetoric and theerradity of theShenzhou guoguang
ji.

Perhaps even the practice of ‘reproducing thaliticmal practices of art
appreciation’ was also in itself a kind of rhetanahe original market setting of these
art reproductions. Insofar as ancient Chinese tbjeicart were regarded as national
patrimony (i.e., not only as components of a calMecheritage but also as something
for personal enjoyment), one can hardly neglectctmamercial aspect of these art
reproductions. Although it is far beyond the scajfethe present thesis to give a
comprehensive account of the market for and bethiade art reproductions, a brief
look at the commercial practices relating to therketfor art reproduction—most
pronounced in the competition between the House®fand Youzheng Books—will
enrich our understanding of the complexity of asproduction in early

twentieth-century China.

The market for and behind art reproductions

The relationship between the House of SG and YouzlBooks was an amicable
one in the beginning. The Shanghai-bagfdbao (co-founded by the owner of
Youzheng Books, Di Baoxian) even dedicated a ‘gpecolumn’ in 1905 to the
release of the journd@buocui xuebapas an endorsement from the newspaper of the

journal’s proposition of cultural preservatith Advertisements for new publications

8 «ZhuanjianZ4-'(Special column)Shibag 2 March 1905ban 7. The ‘Inaugural Statements’ and
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from the House of SG, and for the latest issuebodi theGuocui xuebaand the
Shenzhou guoguangjvere also seen regularly 8hibao However, the relationship
between the two companies gradually turned sowr afbuzheng Books launched
their own periodical of art reproductiorfamous Chinese Paintingsn late
1908—four months after th&henzhou guoguangpad successfully opened the
market for collotype art reproduction in the nanfepoeserving national artistic
culture®” Like the Shenzhou guoguangjramous Chinese Paintingdso employed
collotype and halftone processes for printing thasons, and succinct information on
the provenance and current ownership of the repeiwork was also given in this
periodical. However, the similarities between the two soon teadonfusion among
contemporary readers, many of whom even made ieguio Youzheng Books about
the Shenzhou guoguanjirather than about their own produeamous Chinese
Paintings Such cases happened so frequently that Youzheo§sBhad to run an
advertisement in an attempt to clear up the miststaleding®®

Being a latecomer to the market in art reprodunctspiring to preserve national
artistic culture, Youzheng Books came up with sgas slightly different from those
deployed by the pioneer of this field, the Hous&& Unlike the latter, which placed
great importance on the quality of reproduction,ufteng Books strongly
emphasised the authenticity of the reproduced ralgn its advertising rhetoric. In
one advertisement from 1909, potential customerse wasked four rhetorical
guestions regarding the rarity of extant genuinatpays, the difficulty of identifying
a genuine work from forgeries, the merits of viegvanfine collotype reproduction of

a genuine work which shows no difference from thggioal, and the evils of

the ‘General Remarks’ of the jourraliocui xuebaavere published word for word in this column.
87 +Zhongguo minghua diyiji quanji zhuangcheng chubjals| &4 25— 2 855 H 1 (Release of
Famous Chinese Paintinggol. 1),Shibaq 25 November 190&an 1.

8 ‘Gouhuaji zhujun jiafi 2 F42(To all those who would buy collected reproductaf
painting),Shibag 15 February 1909, adv.
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circulating reproductions of fakes. It was subsetlyeclaimed that all paintings

reproduced and published by the Youzheng Booksblead authenticated by many a
true, famous connoisseur; ‘even if a painting wasend to be questionable in

authenticity after its being etched onto a printpiate, this finished plate would still

be destroyed immediately to prevent further cirtataof the image and the harm it
may do to students of paintin{y.

As the authenticity of a reproduced original vgaserally believed to be more or
less guaranteed by the reputation and prestigetsotallector, Youzheng Books
managed to secure contributions from the most kedlwn collectors at the time. The
publisher established a network of ‘core patronshposed of high officials (e.g., Fan

Zengxiang®#ttats, 1846-1931) and wealthy merchants (e.g., Panghkeaic who

would frequently, if not regularly, contribute imegy of paintings from their own
collections for reproduction and publication. Thestnnotable and powerful among
these core patrons of Youzheng Books was Duantheg, the Governor-general for
Jiangsu and Jiangxi. Duanfang seems to have granéeg@ublisher a monopoly in
reproducing works in his collection (including tleosf rubbings, model-letters, and
paintings), since advertisements for photograplejgraductions of his collection,
published by Youzheng Books, were so frequentlyn saeShibaountil 1911%° Di
Baoxian was himself also born into a family with extensive art collection; his
‘Pavilion of Equilibrium’ (Pingdengge had once housed one of the greatest
masterpieces in Chinese painting history, a workhieyrenowned painter Wang Meng

+ZZ (1308-1385), who was one of the ‘Four Masters’painting of the Yuan

8 ‘Ganwen gouhua zhujuifili& 27" (Questions for those who would buy [reproductiofis
paintings),Shibag 16 March 1909, adv.

%" Although works from the collections of Duanfangid@®ang Laichen appear from time to time in the
Shenzhou guoguangjnost of these reproduced works are rubbingserdttan paintings. In addition,
the frequency of the appearance of their collestiarthis periodical is far lower than that in the
publications released by Youzheng Books. For Duagiédife as a collector, please refer to Chapter 1
n. 62 (p. 44).
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dynasty (Fig. 2-30§* Di's ‘Notes in the Pavilion of Equilibrium’Ringdengge biji
NEEREEED), originally a column irShibaq also serialised some selections from the
‘Poetical Comments on Painting Composed in the iStud the Profitless and
Beneficial’ Wuyi youyizhai lunhuashift?i {57825 i ey )—a piece written by the
acclaimed connoisseur Li Boxun, who had been appdiby Duanfang to organise
and record his painting collection—where works mi#d in Famous Chinese
Paintingswere referred t8° In comparison, the patrons of the House of SG angue

to be less grand; in fact, Luo Zhenyu seems to lh@em the only core patron of the
House who was comparable to the patrons of YouziBmwks in terms of his fame
and the extent of his collection.

The battles fought out in advertising campaigeisvieen the two publishing houses
became more and more intense, even though both iseer openly pointed out their
real targets. Youzheng Books waged war againstatapetitor by putting out an
advertisement defending their collotype reprodungi@gainst complaints of their
being too dark and ill-reproduced. In defence dirttown collotype products, the
publisher insinuated that the company which produegroductions of better quality
either must have been cheating their customerseoe gimply incapable of telling the
genuine from the fake. Youzheng Books explained fiha paintings from the Song
and Yuan periods were mostly painted on silk, whirchiself gets dark easily as time
goes by; since the original was already dark affiicalt to photograph clearly, its
reproduction naturally looked darker. The publistitean admonished the reader that
one should not care more about the quality of thgraduction than about the

authenticity of the reproduced original, since asglplate could yield at least five to

1 The painting ‘Retreat in Mt. Qingbiar@Q{ngbian yinjutus ~[&=[&) is now in the collection of
Shanghai Museum.

92 Part of Li's writing was published in three instagnts in Di’s column; se8hibag 11-13 June 1909,
p. 4. For a relevant discussion, see Chapter 4.
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six hundred prints, or thousands at best, and aist@mt printing performance was
hard to achieve—which was why the first printingeof appears very dark while the
second printing gets better and clearer. Youzheyak8then instructed the reader that
‘paintings with clean surfaces are forgeries nine af ten’, and that without careful
connoisseurship, ‘it is of course an easy thingetease within a year hundreds and
thousands of items of art reproduction which ar@sed by non-experts as having
been well-reproduced’. However, when one ‘spendaaywm®n useless reproductions
of a fake, and even treasures them as rare jadtatiing after these forged paintings,
one is indeed cheated and fooled’. Youzheng Bobks tdvised the customer that
one should always judge collectors or connoissthesiselves before following their
opinions: ‘if the collector does not have a goo@,ey is for certain that out of a
hundred items [in his collection] not a single asegenuine’. The publisher even
warned that ‘there are one or two collectors whailvdhave their fake collections
reproduced and published by a third party in otdesell them for a high pricé® It
is difficult to imagine that the House of SG wag noe of the ‘cheating’ companies
referred to in this passage, as it released nedugts of reproduction every so often.
Three months later, when the much delayed Issoé tBe Shenzhou guoguangji
finally came ouf* the House of SG dedicated three quarters of @diiesl page to
an announcement reiterating the importance of igddity art reproduction, in which

the authenticity of the reproduced original wasoalsuched upon. The publisher

% ‘Gougua zhujun buke bukan ci gaoB&EE % H A 1] R & 25 19'(A must-read announcement for
those who would buy [reproductions of] paintingahjbag 2 August 1909, adviik F JikET < {4F 8
JEEATL AR B T R T - ORISR - H IO M T N TR BRI U
AT R AET R HEEE - R LIRS o IEERREEFTEE Z )R ~ SUREFTER I R
BHZR o VA RO R EEUETARED - BRI 58 H 5K fE]

% |ssue 9 was released in November, 1909, five nsoaftier the previous issue came out on the
market; seeShenzhou guoguangji dijiuji chubaii/\ R SEEE S LEEH R (Issue 9 of SG is released),
Shibag 19 November 190%an 1. The delay resulted from the publisher’s moviegses and their
experimenting in colour printing, which is probakify the House of SG did not fight back
immediately. SeeTebie guanggdpSG 9.
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guaranteed all their published works to be gensinee these paintings were coming
from families with a long tradition of art collengg and were being authenticated by
famous connoisseurs before being recommended tedita's for selection. Needless
to say, the publisher claimed, works of disputaistevenance would never be printed;
even doubtlessly genuine works were not alwaysodgpred, since ‘a painting must

possess altogether the qualities of being “genu{@beng.), “fine” (jing #&), and
“fresh as new” Xin ) to be qualified for reproduction’. The publishirther

explained that ‘families good at preservation wolive had their ancient paintings
kept as white as jade through hundreds of yedrssd paintings ‘are not only genuine
and fine, but also fresh as new, qualities whiclkenthese paintings precious’. As
such, ‘one should not simply regard the paintiregedered and dyed dark by artisans
of forgery as really old® In other words, the age of a reproduced origires wot an
excuse for bad reproductions, since the so-catédl (and therefore dark) paintings
were more likely to have been forgeries delibeyataiade old’ by counterfeiters. The
editors of theShenzhou guoguangglso argued that ‘the initiator of an enterprise
tends to be the best performer, while the followages inferior—which is because the
initiator aspires to prestige, regardless of thset @and labour invested, whereas the
followers aim only at profits and cannot care ledsout the quality of their
products’® It is almost certain that Youzheng Books was ohehe ‘followers’
referred to in this passage, since this companyclached outright that old paintings
often looked ‘dark’. Moreover, it was in this sanssue that the publisher of the
Shenzhou guoguanggvealed that their Artotype reproductions weredblproduce

only 200 prints per plate (which must have beenreatgcontrast to the massive

% “Jingao guohua zhujunSG 9. [AHIELEUREHT = FHRHELY . KBS 1 H
HEMMREAIER R > DULRERTIRE - KEIMHT - #O03R » JRRLUS T E R SRR - ]
% Ibid. [LZEAIAEKE - B ES - BEEH T TA » MORERILAE  BRETHERH > Al
RNatcfgs -
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productivity of Youzheng Books, which claimed tlzatollotype plate of theirs was
able to yield 500 to 1000 print%).Also in the same issue, the reader was instructed
in how to distinguish reproductions in collotyperfr those in photolithography and
halftone?®

The criticisms made by both companies are natedyunfair®® However, what is
more intriguing is thevay in which the authenticity of their art reproductsowas
argued. Youzheng Books drew its rhetoric from thaditional practice of art
collecting, in which the authenticity of the origihnwas highly stressed, and it
considered the commodity value of a reproductiohaee been acquired solely from
its relationship to the reproduced work. On thesothand, the House of SG embraced
not only the traditional culture of art collectilmyt also that of art appreciation, in
which a copy under some circumstances could alsiwela¢ed as the original. While
the authenticity of the reproduced works was alsomed as being prerequisite for
any activity of art reproduction, the House regdrtlee commodity value of an art
reproduction as also existing within itself, in tipeality of its execution, as well as in
the authenticity of the original from which it isproduced. Consequently, the idea of
treating a finely made reproduction as if it wdre briginal was strongly encouraged.
Within the discourse where art reproduction waswrégd as one of the best means of
preserving the national essence, it is not surgishat the rhetoric and practices of
the House of SG—such as the prevailing useusin paper and the association of

such a use with the preservation of traditionakticas of art appreciation—found

" bid.

% ‘Tebie guanggdp SG 9.

9 Although both periodicals contain paintings whiebuld be regarded by modern scholars as fake or
not as old as claimed, there are indeed more pgmtiegarded today as masterpieces foulimous
Chinese Paintingthan in theShenzhou guoguang|n addition, by my impressiofkamous Chinese
Paintingsalso seems to have employed cheaper printing methiech as photolithography and
photogravure, which may have contributed to ther@oquality of the illustrations. However, this is
only my own speculation and requires further inigggton.
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more resonance in the market than those of YouzBengs.

The competition between the two companies alsotribmted to unexpected
technical innovations, in addition to the usexafn paper. Just as the House of SG
claimed to be able to print 4-foot high hangingoisrin May 1909, Youzheng Books
also advanced its printing techniques in Novembethe same year by releasing a
new product of reproduction: ‘extremely big hangsgolls, twice as large as the
previously claimed viable three/four-foot oné¥. Their rivalry in the market for art
reproduction seems to have reached a point wheredwertising campaign for the
Shenzhou guoguanggould no longer be tolerated 8hibag a newspaper affiliated
with Youzheng Books; the advertisement for theltassue ofShenzhou guoguangji
was the last one for this art periodical that waensin Shibaq although the
newspaper still occasionally accepted advertisesnfemtother publications from the
House of SG** The battlefield between the two publishing housiss extended to
products other than art reproduction, as can be isene publication of the reprint of
Jiangcun's Records on Passing Summ@iangcun xiaoxialyy a catalogue of the
paintings collected by the renowned seventeentlucgrcollector Gao Shigi. The
book was first reprinted by the House of SG in Mat®10*°? however, Youzheng
Books issued their own edition in April 1911 andvexdised it with a comment
remarking: ‘This kind of book allows no errors; ettvise it would cause infinite
harm to learners. Accordingly, [we] publish its tiai edition in

photolithography...please take a look and [you] wiibw our words are true’, which

190 “shenzhou guoguangshe xinyin sichi dafu bolibantmuabazhongi N B S¢:iit ZHIPY R A lEHE
FaEhREE )\ fE'(Eight newly printed 4-foot sized big hanging dtsdy the House of SGghibag 29
May 1909 ,ban1; and Keluoban yin dazhongtang chubBfggER 1A a2 AR’ (Big hanging scrolls
in collotype),Shibaqg 23 November 190%an 1.

101 “shenzhou guoguangji dishiji chub@i S¢S HEH R (Issue 10 ofSGreleased)Shibag
16 December 190®an1.

192 *shenzhou guoguangshe jingyin jiuji guang@iéH B FEFE1ES 252 5 (Advertisement for
finely printed old books released by the House®§,Shibaqg 21 March 1910ban1; and Xinchu
jingyin guben jiuji, GX, 6.4.
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can be understood to imply that the edition regeptlblished by the House of SG
was full of errors:®

Competition for commercial success suggests thstemce of a considerable
market for products of art reproduction. It is diffit to assess how many copies of
Famous Chinese Paintinggere ever produced, since reprinting informationearly
issues is generally absent in extant specim®nissue 19 is an exception, recording
its release in late 1916 and first reprinting ir219if one assumes that each edition
comprised 500 to 1000 copies (based on the numbagriots Youzheng Books
claimed a collotype plate was able to produce)etheould have been between 1000
and 2000 copies of this issue circulated by 19ZltocAtheShenzhou guoguangpne
can only estimate the number of copies in circafatby assuming that only 200
copies were produced for each edition (as it wasngd that an Artotype plate could
only yield 200 prints), and depending on the lu¢kcleancing upon a late edition.
Based on the information given in the copies helthe Fu Ssu-nien Library, Taipei,
the first issue of th&henzhou guoguangjent through 5 reprints within a span of
three years, from 1908 to 1911; in other words,cae estimate that there were at
least 1000 copies of Issue 1 being circulated emthrket by 1911.

The market for art reproductions was not confinedChinese territories, but
extended to an international level. The House of G&med that a lot of their

products of art reproduction had been purchasegdnpple from ‘Japan, Britain,

103 « Jiangcun xiaoxialu zhao chuban jingyiffdilEs B $:E#IfR A F’ (Fine reprint after the first

edition ofJianzhun xiaoxialyy Shibaq 26 April 1911 ban1.

194 | have consulted the copieskdmous Chinese Paintings the Shanghai Library, the library of the
Hong Kong University, and the Bodleian Library, ©sd. The reprinting information referred to below
is found in the edition in Hong Kong. It shouldalse noted that these copies sometimes present
conspicuous differences in presentation even afi@espainting, as seen in Fig. 2-30 (a, b). Sindy ea
issues do not contain information about the editowhich they originally belong, it is hard to kmo
which copy comes first, and why there would be dlifferences.
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France and Germany® and for this foreign market, the publisher eveovjited an
English description of the company in late 1909(F-31)°® This practice could
not have escaped the attention of Youzheng Books;hnater released a bilingual
edition (Chinese-English) of some issues of their periodical Famous Chinese
Paintings (Fig. 2-28b)!°” Such engagement with the foreign market would seem
have contradicted th8henzhou guoguangjialleged reason for its launching, which
was to raise awareness among Chinese people ofatienal art’s ‘suffering from
exportation day by day®® Indeed, the purchase of art reproductions by dowsis
was understood to fulfil one of the stated missiohthe Shenzhou guoguandji.e.,
to ‘propagate to the world the precious jewelshs divine land and to display the
characteristics of our nation’s art’). As a mattérfact, the publication—with its
provision of images of art objects, along with tuerent owner of the original clearly
being specified and the publisher serving as thddlmman—could hardly avoid
being used to facilitate both domestic and inteomal transactions in the antique
market. Wrapped in the high-minded, nationalisttahie of cultural preservation,
these art periodicals could still be used in a asart dealers’ sale catalogues.
In fact, the House of SG started dealing in amggjitself in late 1909, as announced
in Issue 10 of th&henzhou guoguangji
Since the Society launched tBldenzhou guoguanggind asked for contributions
from within the seas of famous art objects by theients, such works have piled
up. As Shanghai is well-located, people from foireations can easily approach
the House to have the old paintings in their calbes sold or authenticated; such
cases happen ten-odd times each month. Although afithentication the House
would select from these works the finest ones foliotype reproduction, the

originals, whether on loan to the House for phapfing or for sale at a fixed
price, continue to accumulate, to the extent thatHouse can no longer afford the

105 «Jingao guohua zhujunSG 9.

1% However, this ‘business card’ in English appeanly i SG 10 (1909).

197 The bilingual version is seen only from Issuesdl15 (according to the advertisementShibag
they were released between June 1910 to Augus).1batvever, it is uncertain whether there also
existed an edition ‘only in Chinese’ for these &su

1% Deng Shi, Xu, SG 1, p. 3.
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deposit on them. The House hence comes up withudasofor putting them into
circulation: all these works, whether having be&otpgraphed by the House or
not, will be exhibited and priced at their costcps for purchase. Great collectors
who wish to put out their own collections can asnd and entrust the originals to
the House for that purpose. However, no forgery bdladmitted?®
Lists of the objects for sale (including rubbings|ligraphy, paintings, and some
three-dimensional objects)—along with their prieesl a mark distinguishing those
which had been previously reproduced by the Horma those which had not—were
published in the&shenzhou guoguandjiom Issue 12 onwards. This practice strongly
reminds us of the warning given by Youzheng Bookkjch implies that some
cunning collectors would like to have their ownleotions published by a third party
in order to get a better market price. However, lHorse of SG emphasised that,
unlike ordinary antique shops, which would delibela raise the asking price for
customers to bargain over, their list price was thiginal cost price and hence
allowed no room for discount$’ After the Republic of China was founded in 1912,

the Society for Preserving National Learning, rumgarily by Deng Shi, went so far

as to establish a ‘Department for Circulating Angg’ Guwu liutongchuy 737 5 5%)
as part of their project of ‘disseminating anciégdirning’ (iutong guxuejiif &
£4) 11 The fact that a nationalist organisation so dedit#o elevating the status of

‘art’ to that of national patrimony turned out tave a hand in antique dealing is not
SO surprising; even after ‘art’ was widely recogaisas national patrimony, it still

retained its original function as a class of olgeatended for personal enjoyment.

199 «Jishou ji chenlie mingren shuha@& & &[54 A £25'(Sale and displaying calligraphy and
paintings by the acclaimed}G 10 (1909), [bio.] p.4 48 HAITIHNEDLEE » TREIRN T A
5 WEEHTS - TLNE FERTIEASE & - PUTT 2 LA NEE S R F BT 2t R E 555
BB HATEGE > At AR E - SIS HERSENR » (BRI EA R - AibEEE
o HEMZ At geEREE > NES 82 NIRRT 2 SRS #Ee o
—{HBRY] > BHBHEE > DIt FEEREE - AWK B X GAGE P > IRl RRES
it e o MEESRI—REA I - ] Perhaps it was also because the House of SG lakgdimg in
zlalrgtiltz)ggs that the advertisement for 8fenzhou guoguandjecame intolerable t8hibao

id.
M1 “Nj tuiguang benhui zhi zhiyuarGX, 7.8.
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One only wonders whether or not the DepartmenCiorulating Antiques would sell

Chinese objects to foreign buyers.

Art reproductions produced and circulated in yedawentieth-century China had
multifaceted cultural functions and significancejieih cannot be approached purely
from the perspective of nationalism or of markethaisms. In a letter addressed to
Luo Zhenyu, then residing in Japan, Wang Guoweitioes his recent acquisition of
art reproductions, in a statement which demongratee importance of art
reproductions in facilitating the study of Chinésarning:

... | have bought the photographic reproduction ef tilbbing collected by Duan

Zhongmin [Duanfang] of the remnant characters ef 8tone Classics. | knew

Huang’s copy had been published in 8teenzhou guoguangjput did not realise

[until now] the reproduction of Ruan’s copy was calprinted and published

separately. The copy once collected by Meixi [Sumg¥anf2 &£ i1, 1753-1818] is

without a doubt a fake; the problem that remainshs forged it..}*?

The rubbing of the Stone Classics in Duanfang'¢ectibn is the one once collected

by the scholar Ruan Yudn ot (1764-1849), hence called ‘Ruan’s copy’, and was

published on its own by Youzheng Books in Augu09¥*® The so-called ‘Huang’s
copy’ refers to the rubbing of the same Stone @laghat used to be in the possession

of the scholar Huang Yig%; (1744-1802), and was serialised in t8henzhou

guoguangjiin 1908'** For a scholar-buyer, the photographic informatinculated
on the market must have been a great help in hsugwf knowledge and even in
allowing him to realise his dream of beholding algehe had only read about but had

never seen. At least for Wang, then, the originappse of these art reproductions,

12 \Wang Guowei, ‘Letter of 7, 8 July 1916’, in Wu Z&= (ed.),Wang Guowei quaniji shuxify i
24 FE(5 ‘Collected works of Wang Guowei: Letters’ (Taip&985), p. 88. i iR T 5
AROHEE > [ HEATIRNBDEES > NEIBAHE BEATEIAR - MRRRAFIRIG TS - R
AR EIRE A o ]

113 ‘Han shijing canzi f7#&%% 7" (Remnant characters of Stone Classics of the Haitipag 13

August 1909panl.
14nsG 1, 3, 4, 6 (1908).
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that of promulgating and promoting traditional l@ag, was duly fulfilled.

However, without either the overwhelming disceuo$ nationalism—within which
art was equated with the national essence to besrkadwn and protected from
extinction—or the commercial competition betweeffedent publishers, so many
works of great cultural and historical significarprebably would not have been made
visible through publication. With the help of modgyhotographic printing methods,
the nationalist discourse encouraged collectoshéwe visual images of their precious
collections, while the commercial competition betwepublishing houses also
prompted rival publishers to find more works of agréame for printing. The noble
ideals of not only promoting national learning, lalgo preserving and reproducing
the traditional artistic culture were thus realigg@cisely through the commercial
practices of publishing, advertising, and compatitiwhile at the same time, the
financial prosperity of the same market in art ogjoction was also facilitated by
such a nationalist discourse. The market for arunideart reproductions did not
render the ideal of preserving national artistidtuze less sincere, but instead
depended upon the sincerity of this ideal for #sysuccess™ The prevailing use of
xuan paper is one of the examples in which the seriessrand sincerity of the
proposition of cultural reproduction was expresS&dif these periodicals of art
reproduction were meant only to be dealers’ salelegues, whethetuan paper was
used or not would have made little difference ® phblisher or the buyer, and such a
practice would not have been followed quite so Wity other publishers.

By contrast, colour printing did not receive asadm attention in the rhetoric of

115 pierre Bourdieu describes such ‘sincerity’ of &gin a cultural field as one of the preconditioris
symbolic efficacy which allows a certain culturabguct to establish and sustain its position in the
field. See Bourdieu, ‘The Production of Belief: @dlpution to an Economy of Symbolic Goods’, in
The Field of Cultural Productiarpp. 74-111 (77-81, 95-97).

116 1 xuanpaper really causes the glass plate to wear oret maickly, as Fan Muhan maintains (see p.
81 n. 71), the cost of production for collotypenahictions orxuanpaper (or on silk) would probably
have been considerably higher than that for nooolidtype prints.
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advertising as did the use afian paper, even though it was more advanced in
technological terms and its eye-catching effectenetuited for promoting the sale of
certain artworks. Apart from the fact that coloumpng itself was too time- and
labour-consuming to be frequently applied, thetnetdy less frequent mention of the
technological features of colour printing was alse to the fact that the method itself
had not become integrated into the perceived dirseoon art collection and art
appreciation in China. As such, colour printing wass reduced to a mere advertising
device. Perhaps this is why most of the colour adpctions in theShenzhou
guoguangjiare of works of lesser known artists, and almdisexcept the colour
collotype print in Issue 12 of a painting then inatg Binhong’s collection, painted

by the famous Qing flower painter Yun Shoupijiig=Z>, 1633-1690) are from the

collection of ‘Chamber in the Winds and Rains’,drgling to the editor Deng Shi,
who was by all accounts in charge of dealing inoajects on behalf of the HouSE.
This demonstrates that not all of the latest Wastrchnologies were either
appropriated or welcomed in China with the samd aad rhetoric. And a colour
print, whether produced in the halftone or coll@yprocesses, and however much
more eye-catching than an exquisitely-made blackvanite collotype reproduction,
was thus more associated with commercial gain thdaral fame.

While the editors of thEBhenzhou guoguandgmposed, whether consciously or not,
their value judgements on the reproduced worksutiitadifferent printing methods,
these art reproductions also silently shaped acwalgated such values in the reader’s
conception of ‘Chinese art’ through their specthateriality, in which ‘painting’ was

to replace ‘calligraphy’ as the crowning pinnacfeath Chinese visual arts. Although

17 Deng’s dealing in antiques is also recorded inetters written by Wang Guowei, who used to buy
paintings for Luo Zhenyu from Deng Shi; see Wan@wei, ‘Letter of 27 August 1916°, in Wu Ze
(ed.),op. cit, p. 109.
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the ‘imagery ofmeishiseemed to be confined only tdinshi and ‘calligraphy and
painting’, the Society’s engagement with the Cheneextual tradition on art embraced
more art forms, attempting to mark out the bouregaaf the knowledge aoheishuin
the Chinese knowledge system by integrating the Nésstern concept of ‘art’
(represented by the neologismeéisht) with the traditional Chinese notion of ‘arts’
(known as yishu). The next chapter will thus focus on this negbtig process, in
which the knowledge originating in the antiquariand material culture of the
Chinese literati was brought together to map ooewly-structured ‘Chinese art’ that
not only reiterates the prominence of ‘paintingit lalso transformed the traditional

notion of yishu.
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Ch 3 Art as the Intersection of Leisure Pursuit andAntiquarianism: Meishu
congshy 1911-1918

In the attempt to propagate ‘specialised knowdgdghuanmen zhixugL['],” )

on ‘meishy, the Society for Preserving National Learningnienl its eyes to the

traditional practice of publication afongshugz = (‘collectanea’) and launched the

Meishu congshuor ‘Book Collection on Art’.Congshuis a publishing practice
operating in a way similar to today’s book series lfook collection), which groups
and publishes under the same series title textsngheertain commonalities, be it a
particular theme, ownership, or authorshifssued by the House of SG, thteishu
congshucame out before the downfall of the Qing dynaaiy its life continued well
into the first decade of the Republican period.oke of the company’s two major
enterprises in art publishing, th®eishu congshuengaged specifically with
‘knowledge ofmeishuand was arguably the first attempt in China tplgghe new
framework of meishuto the practice of text collecting and groupingwas also
considered by the editors to be complementarymetfan to its sister publication, the
art periodicalShenzhou guoguangjpvhich featured only the images of ‘objects of
meisht(Chapter 2Y

The Meishu congshwvas therefore a result of the aspiration to createw field
equivalent to that of ‘art’ in European culture. Wwhver, the texts selected to

substantiate this ‘specialised knowledge’ were lyarew; rather, the majority of

1 In fact, the ‘Preface’ to thileishu conghselaimed that previously the texts itangshthad been
those either coming from the same collection ofain bibliophile, or being written by an indivialu
author or by authors originating from the same glaarely was there seen any ‘thematmngshul

like theMeishu congshuwhich featured a specific, specialised subjeee Beng Shi,Xulle i’
(Preface)MC, 1.1 (1911), individually paginated, pp. 1-2 pr congshuas a publishing practice, see
Craig ClunasSuperfluous Things: Material Culture and Socialt@san Early Modern China
(Cambridge, 1991), pp. 10-11.

2 ‘Lieli Z4'(General RemarksMC, 1.1 (1911), individually paginated, pp. 1-2a (2a)

105



them were, by the early twentieth century, existamgl even well-known (although
sometimes rarely seen) texts written by authormfprevious generatiorisSuch a
combination of the old (texts) and the new (framamgcept) might have been made
possible on the grounds that they were assumede toompatible and negotiable.
However, the selection of old texts also suggdstspossibility that this seemingly
new look might have been little more than a newgulise for an old concept. Was the
Meishu conghsuaimed at appropriating the new concepeishy or merely at
rebranding the old conceptioyishu with a new label? Was theneishuin this book
collection aspiring to introduce the authentic \Westidea of ‘art’, or attempting to
smuggle the authentic Chinese notion of ‘art’ irite modern age? Questions
concerning the exact designation of the categomgishtuand its validity as a ‘new’
concept hence arise.

The Meishu congshunot only collated existing texts relevant to thabjsct

‘meishg, but also proposed, initially, five categoridsi ) by which texts were to be

selected (or excluded) and grouped. The House ghBBshed in total three series of

the Meishu congshuEach series comprises ten volunjess); each volume contains
four fascicles ¢effft), which are bound in traditional sewn-book styled gpacked
together in a cardboard casinghi(lt) (Fig. 3-1)* Originally, the publisher had

planned to publish only the first series, which waleased volume by volume every

month from the second to the eleventh lunar moati911, to make up a complete

® Most of the texts in the first three series of Meishu congshwere writings of the Ming and Qing

periods. The most recently composed texts are Xoefly T~ #7(1877-1935), Yinliuzhai shuocfx
Vs 2’ (Studio of Drinking Stream on the subject of pdaie), MC, 3.6 (1916); and Deng Shi,
‘Tanyilu7%2$% (Notes on art)MC, 3.10 (1918). My own impressions are that theesaaconsiderable
number of texts prefaced after 1840; however, sirotell the texts retain information of completion
date, it is difficult to give a precise figure here

* The physical condition of tHéleishu congshdiscussed in this chapter is based on the obsenvatt
the copy of the first edition collected in the SORiBrary.
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set of ten volume.Nevertheless, since the first series was abledoramodate only
a limited number of the texts already availablehe editorial board, the publisher

decided to compile a ‘Continuing Seriestji &%) in 1913 and 1914, to follow the
first ‘Primary Series’zhengjiiF#2).> Due to the unexpectedly enthusiastic reception

from within the country and abroad (mainly Japaaordpe, and North America), a

third ‘Latter Series’ ifouji #%%%2) was therefore released between 1915 and 1918.

Thus, the publication of the first three serieghef Meishu congshstretched over a
period of seven years from 1911 to 1§18bviously, it would not be surprising if the
selecting and classifying principles of the booklemtion, as well as the editors’
conception of meishy, had undergone certain changes during this period

Central to this newly-created discursive spacs tha tension between the old and
the new framing concepts, as the Western notionnaishu was introduced to
reframe the existing texts in China. Such tensi@s Wwest manifested in the mutual
penetration of the meanings of the two termweishu and ‘yishu (‘ geijutsu in
Japanese) —the latter can be translated as ‘ad;, dnd was an established term
existing in China at least since the fifth centliriy late nineteenth-century Japan, the
term was applied to translating the Western conadpiart’ (like ‘bijutsu), and
subsequently travelled back to the modern Chinasguiage as a return loan from
Japanes& The present chapter hence endeavours to map @utoilmdaries of the

category of meishuas it was perceived by the editors of the Hous8®, as well as

® ‘Xinhainian xinchu jingkan Meishu congshu guanggags FF-7H ks T 25 fii s £ g 4
(Advertisement for the new productionXinhai year of exquisitely editeileishu congshy GX, 6.11
(1910), [adv.] p. 1b.

¢ «zaichu Meishu congshu xuiji shiji guangg@iH 5% EE e 4% 4 (Advertisement for the
10-volume continuing series dfC)’, MC, 1.10 (1911).

" «zaichu Meishu congsthouji shiji guanggadH 25l E % EEREL" (Advertisement for the
10-volume latter series of tideishu congshy, MC, 2.10 (1914).

8 For the publishing date of each volume, see Oddin@mitsu, Bijutsu $shd, p. 49.

® One of the earliest usages of the teyisHu is found in Fan YeukE (398-445)Hou Han Shy% i
= ‘History of the Later Han’ (12 vols., Beijing, 19§ i, juan5, p. 215.

19 See Frederico Masirithe Formation of Modern Chinese Lexicpn213.
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to examine the differentiation in publishing praes between the concept aféishu
in the Meishu congshand the category ofyishu as seen in the eighteenth century

imperial book collectiolComplete Library of the Four TreasuriéSiku quanshiiyJg
42 hereafter, therour Treasuries™ The bibliographical classifications in the

Four Treasuriesserved as the most prevalent model for later bamlections and
thereby offered the most widely-accepted, impegrsttuctured (but of course not
absolutely definitive or stable) view of the orgsation of the Chinese knowledge
system as it was before Western learning had ntagdeeérwhelming impact on China
from the second half of the nineteenth centdrt is hoped that a comparison
between Meishu and ‘Yishu will shed light on questions such as: how thddfief
‘meishuwas defined through the practice of text groupingthe book collection;
whether or not this new framework ahéishuwas really modelled on a translated
and specific Western conception of ‘art’ or ‘fing’;aand whether or not the whole
corpus of these reproduced texts on ‘knowledgenefshu could still occupy its
original position in the Chinese knowledge system.

However, it should be borne in mind that therestetoday in total six series of the
Meishucongshuin which only the first three series were put butthe House of SG
when the publishing house was still run by Deng'8t8ince this thesis is concerned
mainly with the publishing enterprises in the fidgicade of the twentieth century, and
with those particularly undertaken in hopes of preiig Chinese artistic culture, the

discussion of the present chapter will focus omltite first three series.

1 Ji Yun et al. (eds.)ingyin Wenyuange Siku quansRiiI =74 EIPUEE=2 ‘Complete library of
the four treasuries in the Wenyuan Hall’, phototiapeprint of the 18th century edition (Taipei 369.
For the compiling history of theour Treasuriessee GuyThe Emperor’s Four Treasuries

12 Chang Bide=i {1745 and Pan Meiyu%=% H, Zhongguo muluxug [ [ $%£ ‘Chinese bibliology’
(Taipei, 1986), p. 216.

13 The fourth series was compiled from 1928 to1936érahe publisher was taken over by Chen
Mingshu in 1928, and the fifth and sixth serieseveublished in Taiwan after 1949. A more detailed
publishing history of these three later series bdligiven below.
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An alternative approach

The question of whether thenéishu in the Meishu congshwas really a new
framing concept or was simply an old conceptiontdigbwith a new name points to
the contested nature of this category of knowledyel hence has attracted much
scholarly attentiod? As a graphic loanword from Japanese, the ten@ishtiseems
to have a meaning dependent on the fusion of theetlelements: the original
European concept of art, the European conceptt ohediated by Japanese language,
and the existent Chinese concept of ‘art’ (for s#ake of convenience, we may
perhaps assume this traditional Chinese concept'yistsu). Scholars thus tend to
grasp at the meaning of this neologism by payimjqudar attention to the degree to
which the original idea (i.e. the Western conceptant’) was through translation
brought in to China as a package of ideas, fotehma ‘meishuis generally accepted
as a translation of a foreign concept.

Such an approach is exemplified in articles by rChghenlian and Ogawa
Hiromitsu® Both scholars have traced the usage of the ter@hina and striven to
capture the fluid conception of the terméishuas it would have been understood by
contemporary authors in its original context. Hoem\particularly in the case of the
publication ofMeishu congshuboth scholars place this publishing event innadr
development in which the European concept of ‘fares’ — understood by both

scholars as the idea from which the temmeishtl was translated and hence was

4 1n addition to the two articles to be discusseldlveShao Hong also writes briefly about #eishu
congshuHe maintains that the categories seen irMbishu congshwere not so much different from
the Western classification aieishtintroduced by Wang Guowei, and implies that thdeavour of
compiling Chinese texts on art echoed the latete@rgh-century European practices such as
Quellenschriften fur Kunstgeschichte und Kunsttdctias Mittelalters und der Neuz¢it871-1908),
edited by Rudolph von Eitelberger. However, Shaives at his conclusion without pondering the
fluidity of the meaning of the ternmieishdat that time, and his suggestion of Eitelbergarffuence,
although interesting, not only lacks substantiadiernce but also neglects the role played by the
traditional practice of text compilation in Chirdee ShaoMeishushi dongjiah p.109.

15 Chen zhenlian,Meishu yuyuan kap2004.1, pp. 18-19; and Ogaw&jjutsu $isho.
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believed to have centred on the ‘visual arts’, ey ‘architecture’, ‘sculpture’ and
‘painting’'— would eventually be received in its gaty in China. With such a
teleological view in mind, one can hardly avoid msmg views which are taken for
granted today (i.e., our own conception of ‘artfome arts’) upon materials which
were not necessarily produced out of these sameecos

As such, Chen approaches this book collectiorhighlighting only the part in
accordance with what he regards as today’s unahelisig of the termrheisht, which,
he maintains, takes ‘painting’ as the highest ammf and also embraces other
categories of visual art, such as sculpture, saalirtg, etc. He is thus amazed at the
striking resemblance of theneishuseen in theMeishu congshto the final definition
of the term meishutoday and concludes that the conceptragishuin the Meishu
congshuwas ‘ahead of its time'—since, he argues, the nmgaof the term had
apparently been quite ‘clear’ to the editors of flw®k collection (in the sense that it
was very close to today’s understanding) while sagne term was still causing
conceptual confusion among most people at the ¥in®uch an interpretation focuses
only on the similarities between the idea ofeishuthen and in the present and
ignores the incongruence, as we shall see belovwghwdets the concept at that time
apart from the way it is conceived of today.

The same can be said of Ogawa’s endeavour. Havingnd the fact that the term
‘fine arts’ is now generally rendered in modern ii&se asrheishy, Ogawa takes this
Chinese term to be equivalent to the European gargéfine arts’, which he regards
as having been established at the time of Giorgsax (1511-1571) and composed of

three categories: ‘architecture’, ‘sculpture’, anpainting’. '’ Based on this

16 Chen Zhenlian,Meishu yuyuan kappp. 18-19.

17 Ogawa, Bijutsu $shd, pp. 38, 40. However, Ogawa’s understanding f thestern concept of
‘fine arts’ is also different from the canonicaéw proposed by Paul Kristeller that the modernesyst
of the fine arts—uwith five major arts of paintiregulpture, architecture, music, and poetry as its
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hypothetical equivalence between the two termsd‘farts’ and rmeishu), which he
holds as the premise of his argument, he seesotheilation of the first three series
of the Meishu congshas being situated somewhere along the course ahite
specific meaning and connotations of this Europeancept would ultimately be
imported as a whole to take up residence in itsn€de equivalent. Therefore, he
examines the aforementioned three categories dfitigearts’ in relation to the texts
selected and the categorisations proposed iMisishu congshand concludes that
the idea of meishuin this book collection is still based on theditgonal notion of
‘yvishu. He assumes this notion to have been representetie bibliographical
classification of the eighteenth-century imperiabk collection the~our Treasuries
an argument based on the dissimilarity of tmeishuin the Meishu congshtio the
European concept of ‘fine arts’. Ogawa notes thatMeishu congshstill includes
treatises on ‘music’ and ‘crafts'—categories that,his opinion, should not have
appeared in this book collection since they are gurtsidered to be ‘fine arts’ in
European consciousness; he also points out theabdsgethe first three series of texts

of ‘sculpture’, or tiaokeff%'— a category which he believes should have been

included, for it is one of the European categooe$ine arts’. Similarly, the lack of a
category on ‘architecture’ in this book collectiaas thus attributed to the Japanese
mediation, as ‘architecture’ was not mentionedlatvhen the European concept of
fine art was first introduced to Jap&n.

Ogawa’s approach is to a certain degree justdiab the hypothetical equivalences

between languages ‘tend to be makeshift inventianthe beginning and become

nucleus components—was not established until tigt@enth century; see Kristeller, ‘The Modern
System of the Arts’, pp. 163-165. Kristeller’s vidwas recently been challenged by James Porter, who
denies the ontological existence of this modertesygssee Porter, ‘Is Art Modern? Kristeller’'s

“Modern System of the Arts” ReconsidereBtjtish Journal of Aesthetic€9.1 (January, 2009), pp.
1-24.

18 0gawa, Bijutsu $shd, pp. 40-41.
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more or less fixed through repeated use or comeetsupplanted by the preferred
hypothetical equivalences of a later generatidnThe reason why Ogawa has
specifically examined the concept oheishuin relation to the European concept of
‘fine arts’ is precisely because the former is ngemerally used to translate the latter.
However, such an approach in the case oMbeshu congshis, | argue, in itself an
attempt to assess the extent to which this pulblistproject had ‘fulfilled’ and
‘realised’ the very end of an established and dixXéuropean concept of ‘fine arts’
eventually being imported in its entirety into ChinThis approach thus fails to
guestion in the first place whether the temeishtwas used in th&leishu congshu
to a greater degree with the intention of introdgcithe’ European concept of ‘fine
arts’. If the meishuin this Chinese book collection was not intendedlesignate the
pre-existing, well-established, and specific comaapthe European notion of ‘fine
arts’, one is of course unlikely to see this boakection bearing any significant
resemblance within its framework to the Europeamcept on which it is assumed the
former would have been modelled.

Before deciding what exactly the termmeishi meant to contemporary authors,
one should not assume that all the uses of thislated term in the early twentieth
century were in the hopes of introducing the sanesté/n concept or that which was
mediated by Japanese interpretation, for the siuas exceptionally complicated. In
theory, the termrheishu itself is undeniably a neologism coined in areatpt to
translate a foreign concept; however, its semamg@aning did not depend on the
concept it was originally aimed at translating, as instead contingent upon the
interaction between the three elements that mag bhaen involved in the formulation,

transmission, and reception of this translated t¢he perceived original concept (say,

19 Lydia Liu, ‘Legislating the Universal’, p. 137.
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‘the’ European concept of ‘fine arts’), the appiapgd meaning in the mediated
language (i.e., the Japanebgutsu), and the ‘neologistic imagination’, as Lydia Liu
puts it, in the host language (i.e., the Chineseisht).?® Notwithstanding, we
immediately find ourselves facing methodologicalrilpefor even the Japanese
‘bijutsu was originally coined in 1872 not to translateet concept of ‘fine arts’;
rather, it was seen in the same document as ttangslawo German terms:
‘Kunstgewerbg'art and craft’) and bildende Kunsi(‘pictorial art’), neither of which

is the German equivalent of ‘fine arts's¢héne Kun$t®' Furthermore, ‘the’
European concept of ‘fine arts’, against which Ogalgvelops his arguments, had in
itself been undergoing a great change since thendetalf of the nineteenth
century?” Under such circumstances, to regard the temeisht as destined to
designate a ‘fixed’ European concept of ‘fine aidgh itself an ahistorical conception
of the conditions in which the ternmeishu emerged as one of the most powerful
tropes in the nationalist discourse.

Not knowing exactly the targeted concept of whinh Japanese terrijutsu was
rendered as a translation in the first place, ansure of which foreign idea the
Chinese term rheishu intended to address, perhaps we should firstrdiee the
concept of neishufrom this presumed translingual context, leavihg quest for its
‘original’ European and ‘mediated’ Japanese coregside for a while. Instead, |
propose that we placeneishuin the cultural field where it appeared as a maade

of representation and rose, to borrow Bourdieugajds a ‘position-taking’ in a given

20 |bid.

2 Kitazawa Noriaki] 272, Me no shinden: ‘Bijutsu’ jugshi noto IR o i 2572 255+ — b
‘Temple of the eye: on the receptionkojutsu (Tokyo, 1989), pp. 139-145, cited in $ddoshin {4k
JE{Z, ‘Nihon bijutsu’ tanp: Kindai nihon no ‘kotoba’ to senryakg H AZE i YFt4&—ITCHADT Z
ElL ) LHEEE ‘The birth of “Japanese art”: “vocabulary” andaségies of modern Japan’ (Tokyo,

1996), pp. 34-35.
22 gee Larry ShinefThe Invention of Art: A Cultural Histor§Chicago and London, 2001), pp.
225-301.
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cultural field, eventually challenging the positiohan established concept.n this
particular case, the most likely candidate whiameishi was to confront is the
concept of yishd in China, for its position in the Chinese knowdedsystem would
have been immediately seen as ‘traditional’ by s$lmeple appropriation of the new
framing and grouping concept ofmeéishu Therefore, instead of looking for the
meaning of meishuin the middle zone between the term itself anel phesumably
targeted foreign notions, we should situate thiscept in relation to the similar,
established concept in Chinayishu, whose semantic contents and discursive
position were to be shifted and transformed by itttieoduction of a new mode of
representation. As such, the question of whetherobithe notion ofrmeishuin this
publishing project was differentiated from that‘gishu in the Four Treasuriesin
both its meaning and its position in the knowledystem, becomes all the more
important. Only once this question is sufficiengiffended to can we properly assess
how new and how foreign the concept ofeishiseen in theMeishu congshwvas
and how it differs from the past and our presentgmions of ‘art’.

To probe this question, it is important to vidve trelationship between a ‘semantic
form’ (the characters as a form without meaninge limeisht) and its assumed
‘semantic field’ (the designation of meaning) ag emutually constructed and defined,
rather than one dependent upon the meaning of dnifdurth parties (such as ‘the’
original European concept of ‘fine arts’). Thatiis,the case of theishu congshu
the ‘semantic form’meishuwill be approached in this chapter as being defify
the texts selected for inclusion in this collectidns these texts that constituted the

‘semantic field’ and gave meaning to the ‘semafdrn’, ‘meishi Meaning resides

% Bourdieu,The Field of Cultural Productigrpp. 131-141. The idea of ‘positions’ and
‘position-takings’ refers originally in Bourdieu&nalysis to the structural relation between
position-occupants and position-seekers withireltl fivhere strategies of competition are mediated by
individuals’ dispositions, or ‘habitus’. Here thiea is appropriated to address a situation in fvhic
yishuandmeishusought to differentiate from one another in a dtisive field.
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precisely in the practices of text collecting amduping, not in a presumed notion of
European or Japanese concept of ‘art’.

This is not to say that the concept wieishuin early twentieth-century China had
nothing to do with any European or Japanese id@ase the contrary, foreign ideas
were shadows of transformation too great to be aggtred without pondering how
exactly they had been perceived by the Chineselpewpo had appropriated these
translated terms. As we shall see in this chaptdrGhapter 4, the ternrmeeishuwas
by no means meant to designate a fixed Europeacepomf ‘fine arts’ centring on
‘architecture’, ‘sculpture’, and ‘painting’. Rathehere was more than one possible
way in which the Chinese people were able to egertheir imagination with regard
to this neologismreisht, and attach the semantic forméishuto more than one
type of the ‘semantic field’. However, these senm@imnaginations’ were not strictly
defined nor confined, and their variations canneteshausted either, as they were
invoked according to each individual's own perceptof how the valorisation of the
concept of meishumight be able to help China escape her predicamerlation to
the imperial powers of Japan and the West. Neviedke although each person’s
understanding of this idea may have differed, isti possible to observe in them
modes of tendency with which the terméishuwas perceived and appropriated. The
grouping concept meishu seen in theMeishu congshuvas only one of these
tendencies; and, as will be elaborated on below,particular concept was perceived
to be those things that the cultivated literati \Woappreciate and indulge in, which is
different from the previously established categbyishu, denoting the skills and
accomplishments one was able to acquire and masterformer refers to splendours
of the visual and the material in the world outsithe latter pertains to the abilities

and accomplishments possessed in oneself. To exfhle question, it is necessary to
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examine the overall categorising principles, anastmimportant, the position of

‘meishuin the knowledge system in which it was situated.

Classification in theMeishu congshu
The bibliographical classification of this bookllection is clearly stated in the

‘General Remarks?*

e ‘Calligraphy and Painting'shuhua leiz &%H)

e ‘Carving and Seals, with Objects of the Studio Apged’ diaoke moyin
lei FEZIZ:E1%H, wenfang gepin fuZ 525 k)

e ‘Ceramic, Bronze, Jade, and Stor@tdqng yushi leki i & 41%H)

e ‘Literary Art: Ci, QuPoems an€huangiDrama’ (venyi leis 444, ciqu
chuanqiza] i {#+7)

e ‘Miscellaneous NotesZaji #t:r)

These five categories served not only as princifpdestext selection but also for
demarcating the scope and boundaries of this bolbkction. It was promised in the
‘General Remarks’ that there would always be texésvn from at least three to four
of these categories in each volume; and the caté@ailligraphy and Painting’ was
explicitly specified as the category into which timost effort would be invested.
‘Painting’ was even regarded as ‘the finest amdhfpans of Meishuof the Divine
Land’, a statement that echoes the publishing jpesbf the art periodic@henzhou
guoguangji However, ‘Metal and Stone [inscription]ir(shi) as a category of study
was, as specified, to be excluded, for the publisleeided that a specialised field as
this deserved a book series of its Gwnreven though jinshi’ was placed in the

domain of meishtiin some of the publisher’s other projeétsin addition, as these

2 ¢ jel?, p. 1b.

% «Lijel?, pp.1b, 2a.

% For instance, rubbings of stone or bronze insionigt objects for the study ofihshi, are
reproduced in the art periodicahenzhou guoguangflso, the change in structure of the journal
Guocui xuebadrom 1910 appendedihshi to the subject ofMeishu, an arrangement which is
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five categories might not always be present altugyethe ‘Table of Contents’ in each
volume listed only the title and author of eachttesthout grouping it under a
heading corresponding to the category to whichxaweas considered to belong (Fig.
3-2). As such, a few texts do cast questions aladwt they were selected and to
which category they were considered to belong, susctine text ‘Manual on Growing
Orchids’, which may appear to us to be out of piadis classification systef.
Although this bibliographical classification iarffrom a ‘system’ ofeishuas a
field of study which would have had clear boundariend fixed components
universally agreed to and abided by, it nevertlseldsmonstrates the publisher’s
aspiration to establish an independent space ferngew subject. This classification
system can thus be approached for gauging the boesdf the field ofrheishuas
they were conceived by the Society for Preserviagiddal Learning at that time.
However, some problems remain unnoticed in previegsarch, such as the fact that
even after the ‘General Remarks’ had been releas®d]l adjustments were still
made to this classification system, which reveals process through which the
conception of meishuwas constantly being modified and revised in phblishing
process of this book collection. As such, the cdatipin and publication of this book
collection was in itself an ongoing process, ondctwhs best exemplified in the
development of ‘Literary Art’ as a category in tloiassification—a development still
being ignored today, since all scholarly atteni®mvithout exception focused on the
other components of the classification system wigebm to be closer to today’s
conception of meisht, commonly regarded as being composed only ofaliarts?®

In addition, the seemingly established terms usdtese five categories also tend

different from the bibliographical classificatiofitbhe Four Treasurieswhich sorts Jinshi under
‘History’. See Diliunian Guocui xuebagengding limuZs /S B4 242 (Change in
structural classification from thd"&ear of theGuocui xuebag, GX, 6.1 (1910), p. 1 (1b).

27 Liu WenqiZ(=23, Yilanji 230, MC, 1.1 (1911).

% Chen Zhenlian,Meishu yuyuan kappp. 18-19; Ogawa Bijutsu $shd, p. 37.
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to blind us to the fact that some of these famileams may not have meant at that
time the same as we generally understand them ,t@d#gct which could greatly
affect our understanding of ‘their’ conception aféishit This is particularly true of

the use in this classification of the Chinese tediaoke (written as JH%I" in the
‘General Remarks’ but also written in the form @iff%]’ elsewhere in théMeishu

congshi literally, ‘chiselling and carving’, which is mogenerally understood as its
modern meaning of ‘sculpture’, rather than with drginal meaning as intended by
the editors. This is why Ogawa maintains that is ook collection there is no text

on ‘sculpture’, a term now normally translated ittbinese asdiaokef#t %'.%° While

it is correct to say this if one assumes tloke denotes ‘sculpture’, as in Ogawa’s
argument, it is problematic to believe that theseno text on diaoke in the sense
understood by the editors.

As such, how do we categorise some of the odd iaxthis book collection, such
as ‘Manual on Growing Orchids’? How can we expldia presence of the category
‘Literary Art’ in this bibliographical classificatn of ‘meishy if * meishu was
supposed to include only visual arts? And what tatid ‘diaoké mean to the
editors? In fact, all these questions can be areshey examining the original state of
the first edition, in which there still exist onmgil advertisements and editorial notices
which were removed in later reprints.

The original scope of the project of tMeishu congshwas made clear in the
announcements of the titles of the texts that tiéoes wanted to publish in the

successive volumes; such an announcement wasséest in the inaugural volume

29 Ogawapp. cit, p. 41.

% The following observation is based on the editibossed in the SOAS Library and the Hong Kong
University Library. | am convinced that both anesfieditions, as the advertisements and editorial
notices are unseen in later reprints. HoweverHikesdition was rebound, probably before its entgrin
the library, while the SOAS edition has retainedatiginal form, even including the casing for each
four-fascicle volume (Fig. 3-1).

118



(Fig. 3-3)*! These titles, along with their attributed autharg arranged more or less
in accordance with the order of the five categopiegposed in the ‘General Remarks’,
even though they are not formally sorted underlaadings. Apart from these lists of
titles to be published, there is also an editonatice in Vol. 1.3 requesting
contributions of the texts desired for the compitaf? All these lists hence constitute
the original publishing plan for thileishu congshu203 titles in total, inclusive of
the desired one8. Apparently, the plan was too ambitious for a tetume series,
and the Second Series had to be launched soorntladtétirst Series was completed.
Another long list (presented on a folded page) hd text titles intended to be
published was likewise advertised in the first vo&uof the Second Series (1913), a
list which serves as an important source of infdroma for understanding the
categorising principles of this book collection.€eThst not only includes all the text
titles that had appeared in previous advertisemauttbad not yet been published, but
also adds some new ones for a total of 224 tidkepugh only about 36 percent of
them were eventually printed in later volumes oriesg* Titles that were still
unavailable to the editorial board at the time lev@&ked with &’ (Fig. 3-4). Most
important of all, all of the titles are categoriseader the headings of ‘Calligraphy’
(29 titles), ‘Painting’ (109 titles), ‘Carving anSeals’ (24 titles), ‘Ceramic, Bronze,
Jade, and Stone’ (17 titles), ‘Objects of the Siu@BO titles), and ‘Miscellaneous

Notes’ (15 titles)—which gives us a clearer ideatlodé sorting principles of the

31 ‘Meishu congshu daikan shurfii £ T2 F '(List of book titles to be published in the
Meishu congshyMC, 1.1 (1911), pp. 1-4a. In the First Series adsertients as such also appeared in
volume 1.3 and 1.4. Sebleishu congshu xu daikan shupiiiiyis &= & 712 H '(Continuing list of
book titles to be published in tivdeishu congshyMC, 1.3 (1911), p. 1;Meishu congshu sanxu daike
shumusEfiress £ =85 %& H’ (Second continuing list of book titles to be pishked in theMeishu
congshy, MC, 1.4 (1911), p. 1a.

32 ‘Meishu congshu zhengkan shughiiis £ &2 H’ (List of book titles desired for publishing the
Meishu congshyMC, 1.3 (1911), pp. 1b-2.

3 There are 133 titles iMC 1.1; 28 intended titles and 30 wanted titleMi@ 1.3; and 16 titles iMC
1.4. However, 4 titles iMC 1.4 overlapped with those which had already amguesrMC 1.3.

34 On this list there are only 80 titles which wevemtually released in the Second and Third Series.
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Meishu congshé?

First, one can hardly fail to notice the abseoicthne category ‘Literary Art’ on this
list. In fact, texts orthuangidrama (considered to belong to the category détary
Art’) which had been listed in the first ‘List ofitles To Be Published’ came to be
regarded in a later editorial notice of the samer y&911) as improper for the present
project since, according to the editors, they wereature not as much characteristic

of ‘meishtias of ‘wenxues 2’ (Iiterature).36 Given that the editors of the Society

had been exposed to the aesthetic ideas proposé&tlabhy Guowei—that ‘poetry,
dramas, and novels’ were the pinnacle of all afisapter 2)—such abandonment,
first of the texts orchuangidrama and then of the whole category of ‘Literany A
was a deliberate choice meant to differentiateiShufrom the generic sense of ‘arts’
inclusive of forms of visual, literary, and perfdng kinds. This view differed from
the one still held in 1913 by Lu Xun (1881-193@)el to become an renowned writer
and powerful cultural figure in China, who treatbd term meishtias a generic term
for painting, sculpture, music, and literature m essay much discussed by modern
scholars’” The awareness of such a differentiation on the larel demarcated the
domain of meishuin relation to other fields within a broader autl field as being
related to things visual, tangible, and non-textaad narrowed it down as a subject
parallel to, rather than inclusive of, ‘Literaturen the other hand, this awareness also
implies that the discursive space afenxuéhad been sufficiently established to the
extent that it seemed improper to some peoplesouds it indiscriminately along as,

or even alongsidemeishut *®

% «Zaichu Meishu congshu xuji shiji guanggegtH &% £ 554 (Advertisement for the
10-volume continuing series of theishu CongshyMC, 2.1 (1913).

% ‘Fugaolff£’ (Appended notice [tdleishu congshu sanxu daikan shiipMC, 1.4 (1911), p. 1b.
This notice is not seen in the reprints.

37 Lu Xun, ‘Ni bobu meishu yijian shupp. 10-12.

% The modern meaning ofvenxuéas ‘literature’ does not seem to have been widelyepted until
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The revision of these categories itself demotetrahe publisher’s continuous
efforts to grasp and present a ‘proper’ understapddf ‘meishu The editors’
willingness and flexibility to revise their concept of the term makes all that
remains unchanged in this book collection more régdeto the concept ofmeishu
as it was actually maintained by the publisher. Wi existed after the exclusion of
‘Literary Arts'—in particular the book titles whicht first glance seem odd to our
modern eyes but were still published in this caitee—defined how such a concept
was understood by the publisher, for the remairsategories had survived the
editors’ constant revisions of their own conceptdnmeishu

Furthermore, a close look at the text titlesetistn this advertisement under the
heading ‘Carving and Seals’ also suggests a diffegperspective of the meaning of

the term diaoke (Fix1 or %], both forms existing in the first edition of tMeishu

congshy, which is now almost a standard translation foe MWestern notion of
‘sculpting’ or ‘Sculpture’ and which may thus miatkus into thinking that the texts
grouped under this category would have been aliatites, statuettes, and high- and
bas-reliefs. While diaoke literally means ‘the skills of carving and chisedy’, it
became a categorical heading no later than thesiateenth century in China. It
refers primarily to small carved statuettes in es stone, wood, bamboo, ivory,
silver, etc., and the carvings worked into dailyjeabs and even on walnut stones.
More important, grand statues or reliefs in ardtiieml settings are hardly ever

mentioned in the context of this categdtyTherefore, when one is to translate the

the first decade of the twentieth century; see @ibe® HutersBringing the World Home:
Appropriating the West in Late Qing and Early Rdma#m China(Honolulu, 2005), pp. 76-80.
However, howwenxuécame to be perceived as being different froneishustill awaits further
exploration.

3 For examples, see Zhang Yingwi& =z, ‘Lun diaokefiEZ]’ (On carvings), imQingmizang&iil
y ‘Pure and Arcane CollectingSikuedition, vol. 872juan 1, pp.26b-27a; Gao Lig#j&, ‘Lun
tihong woqi diaoke xianggian qimigZiE &G EZ5ER% 23 101'(On carved red lacquer, Japanese
lacquer, carvings, and inlayed objects and vessel&unsheng bajiag@4E /\JE ‘Eight discourses on
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term ‘diaoke in its traditional sense into English, it is maaecurate to render it as
‘carving’ rather than ‘sculpture’. This traditionalnderstanding of diaoke still
persisted in thdleishu congshuas evidenced by the inclusion of the title ‘Reksoof

Bamboo Carvers’, originally prefaced in 1807, by Viianyii: T.5%.*°

Nevertheless, it is the listing of the text ‘Mahdor Formulating Movable Types’,
prefaced in 1774, that sheds light on a particuteaning of the term which
completes our picture of the range of the things ttrm was able to signify, a
meaning that has ceased to exist in modern veraaQllinese; that is, to denote the
act of ‘book printing** This signification is not at all absurd, giventtttae making
of xylographic books entails the carving of woogemt blocks. One of the earliest
examples of such usage is found in the title afta-hinth-century text, a work about
raising funds for printing monastic codes, whickesighe termdiaoke to express the
meaning, ‘putting into print*? Similar examples are never lacking in later pesfd
This neglected aspect of the terdiaoke not only explains why a text on
movable-type book printing could be grouped under tategory of Diaoke and
Seals’, but also shows how inappropriate it isdsuane the terrdiaokein theMeishu

congshumeant in the early twentieth century exactly theme as its modern meaning,

which is regarded as being very close to the Westetion of ‘sculpture’.

the art of living’,Sikuedition, vol. 874juan 14, pp. 73-78; and Wen ZhenhexgiZ=*, ‘Hailun tongyu
diaoke yaoqifgafish THtZ22%%" (General views on bronzes, jades, carvings almddbjects), in
Zhangwuzhi£¥)& ‘Superfluous Things'Sikuedition, vol. 872juan 7, pp. 23-25.

0 Jin YuanyuZhuren lufr A%, MC, 2.5 (1913).

1 Jin Jiang:f#, Juzhenban chengsB 2 fiifE =, MC, 3.8 (1917).

2 Sikong TuE]Z<E (837-908), YWei dongdu Jing'ai si jiangliiseng Huique huamu it shus &
FA T A SR L S 2R (Statements written for Monk Huique, who preackesmya at
the Jing'ai Temple in eastern capital on raisingtdbutions for carving monastic codeSikong
Biaosheng wenjii|ze #8222 ‘Collected Works by Sikong Biaoshen@ikuedition, vol. 1083juan
9, p. 4.

*3 For example, seBiku quanshu zongmu tiy#Bdi % & 44 5221 (Annotated Catalogue of the
Complete Collection of Four Treasurigseds. Yongrong et al. (4 vols., Shanghai, 1983)an 86, p.
1793, where the author uses the expressieiji‘diaoke R &[4’ (‘has yet to be carved’) to indicate
that a certain text){ang tie pingfiiiZ~) had not ever been published in print form by @ade time.
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While placing a text ondiaokeas book printing’ in the domain oMeishu might
seem bizarre to our modern eyes, it was, nonethdbgsall means consistent with the
publisher’s conception ofrieish(y, a fact which can be easily seen in their rheton
publishing practices. The photolithographic repahthe bookComplete Works of Xie
Xifa was advertised as preserving the ‘essence of a@tion’s meishuas it retained
the appearance of each carefully printed page ebtiginal book** articles on the
history of book printing were also sorted in thdeishd section in theGuocui
xuebao®™ The appreciation of ‘book printing’ should not bastily assumed to be a
sign of the elevation of ‘Crafts’ into the realm @&rts’, as one might expect in
European art history of the same period, when the &and Crafts movement called
for overcoming the separation between arts andtsctafRather, it should be
understood within the context of the traditionahgiice of book collecting in China,
in which not only is the age and rarity of a bo@tuwed, but the style and quality of
the block-carving also mattets.Hence ‘Old Books of the Song and Yuan' was
among the ten groups of ‘Objectsméishtadvertised for contribution in th@uocui
xuebao™

The culture of book collecting and connoisseuyashibook printing in China not
only earned ‘printing’ and rare books a place ia field of ‘meishuin the Meishu

congshu but also echoed the contemporary fascination withdern printing

technology introduced in Chapter 2. Hence the pigntirm ‘National Glories Press’

* ‘Xie Gaoyu xifa quanjiif 5% #7552 % £2’(Complete works of Xie Gaoyu), irGuocui congshu
disanci chuban guangga® % s =25 — X k& 25 (Advertisement for the third release of the book
seriesGuocui congshy GX, 2.8 (1906), inside back cover.

% Such as Huang Jie'Banjikaol5ZE3%'(On printed books)GX, 4.10, pp. 1-5; and 4.12 (1908), pp.
1-4.

% Shiner,The Invention of Artpp. 227-228; 234-245; see also Elizabeth CummaiyWendy Kaplan,
The Arts and Crafts Moveme(itondon, 1991).

" The concerns about the style of carved charadesmsut, and paper used for printing a book
involving connoisseurship in rare books are bestrglified in Ye DehuiEf=#E, Shulin ginghuagZ
1&ah ‘Elegant talks on books’, prefaced by the authat911, published in 1920 (edition collected in
the Chinese Studies Library, Oxford), egan 6.

8 *Zheng meishupin zhongleGX, 2.8.
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was established for, among other things, the adramnt of the study ofmeishi*
similarly, the renewal of the movable types used ganting the journalGuocui
xuebag along with the self-acclaimed high quality ofithealftone printing, was also
considered worthy of mention in an advertiseminithe attention paid to book
printing eventually led to the invention of Chings@nting ink specifically designed
for printing books on Chinese paper, an achievemdmth was thus perceived as a
proof of the progress ofrieishtt >*

The list of books to be published in the SecoedeS also shows that the category
‘Miscellaneous Notes’ not only accommodated (as teading literally suggests)
texts consisting of assorted notes on connoissgunstyeneral—on subjects such as
antiques, books, and various ‘superfluous things’,well as on the collecting of
them—>but also included treatises on specific subjatich were not covered in the
other categories, such as the text entitled ‘Onnggdncense without Producing
Smoke’? Therefore, the text ‘Manual on Growing Orchids’shhave been selected
for this book collection out of the same concerd amuld have been grouped under
the category of ‘Miscellaneous notes’, since itldonot be attached to any of the
other categories but was still regarded as relewarthe knowledge ofmeishu
Similarly, texts ongin zithers should also be grouped under this catedorythey
were out of place in any of the other proposedgmates in this book collection.

In fact, even after the editors had been madeewnfathe inappropriateness of the

presence of texts on ‘Literary Arts’ in this bookoject, ‘odd’ texts whose subjects

9 ‘Guoguang yinshuasuo jigu zhangcher@X, 3.3.

0 ‘Benbao tebie guanggad i Al £ (Special announcement of the journ@)x, 4.3 (1908),
inside back cover.

®1 ‘Guoguang yinshuasuo xinzeng putong/ jingliangiarjiing yong zhongguomo yinshua guanggao
RS G I P 8 3 S s 3300 R 28 HH F HP R 2R EI RIS 25 (Announcement for the newly established
‘general’ and ‘advanced’ printing divisions in tNational Glories Press and the invention of Chinese
printing ink), MC, 1.4 (1911), [adv.] p. 3. The same advertisen®atso seen inGuanggag GX, 79
(1911), p. 2; andGuanggag SG 19 (1911), p. 4.

°2 Dong Yue# i (1620-1686)Feiyan xiangfal {717, MC, 2.4 (1913).
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ranged from dresses to accessories for Tidrpm making tea to making sweéfs,
from flower arrangement to keeping pet fishwere still published throughout the
first three series of thieleishu congshuln other words, these titles never came to be
considered irrelevant or inappropriate to this rfi@hd of ‘meishu While other more
established categories such as ‘Calligraphy andtiRgi, ‘Diaoke and Seals’, etc.
may have served as the core elements by whichatheept of meishuwas meant to
be grasped by and registered in readers’ minds, these ‘odd’ texts—in the sense
that they are both unusual by today’s conceptionnuisht as well as related to
various subjects and not really matching any pregogrouping category except
‘Miscellaneous Notes'—that mark out the very bouretaof the idea ofrheishu, as
it was understood by the editors and embodiedamvikishu congshu

These ‘odd texts’ all concern the material enjeyits in which a person of refined
tastes might indulge, which to a greater extentdsfwhat meishuis all about to the
editors of this book collection and which, as welkkee below, gives this concept of
‘meishua unique character which differentiates it froatt of yishu. The subjects
and objects addressed by these texts are notctedttpd visual culture alone (as using
incense without causing smoke reduces the visdactethat the act of incense
scenting can offer); rather they also bring in pheasures belonging to senses other
than vision, such as smell, taste, and hearingsd péeasures exist in various aspects
of material life and are only deemed worth pursuingen someone holds an

appreciative attitude towards the world surroundimgm. As shown in the selected

3 Such as Zhang Chai -, YefukadiF =% Studies in the Garments for the WilIC, 2.10 (1914),
on the sartorial styles and accessories for resj®al Wang Tingding-4E 5, Zhangshan xinldst 55
#Hrék ‘New Notes on Canes and FandC, 2.8 (1914), documenting various styles of camekfans.

** Such as Zhang Qiang@ifi%, ChajingZ<#& ‘Book of Tea’,MC 2.10 (1914), on the production and
the making of tea; and Wang Zhdé/4), Tangshuangpi#EzE:l? ‘Treatise on Frost-like Sugam|C,

3.5 (1916), on making white sugar.

5 Such as Yuan Hongda& 7238, Pingshijfiis? ‘History of Vase Flowers’MC, 1.6 (1911), on flower
arrangement; and Zhang Qiandbusha yupWfid@zL: ‘Treatise on Vermilion Fish'MC, 2.10

(1914), on how to keep a kind of small red fishhwathint of yellow colour as pets.
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text titles, such pleasures lie not only in thenghitself, but also in the relationship
between the person and the thing (as in the cadee@bing pets). This intimate

relationship did not present any contradiction te bther groupings in this book

collection, as the texts in these categories drabalut the ‘things’ outside of the self
to be enjoyed, and more or less correspond to thtermal culture created and

indulged in by the cultivated literatiMeishu in this book collection can hence be
understood as the incarnation of the literati'gald, sensory leisure pursuits in the
material world.

From the perspective which takesieishu as things to be enjoyed with an
appreciative mind, the inclusion of the texts qin zithers in this book collection
poses an intriguing question as to the extent twhvtihe concept ofmeishuas seen
in the Meishu congshuesembles the existent idea and grouping prin@plgishu,
particularly the one exemplified in the imperialolzocollection theFour Treasuries
which also accommodates textsgin zithers. Do these texts @mn zithers appear in
the Meishu congshdor the same reason as they do inFoer Treasurie® Does the
conception of meishuin the Meishu congshby and large reproduce the hierarchical
structure of knowledge proposed in #heur Treasurieswhere the category ofishu
is situated? To probe these questions, it is nacgsst only to trace the semantic
development of both terms, but also to examine @mdpare the positions occupied
by the categories ofyishu and ‘meishu within the knowledge systems evident in

these two book collections.

Positions of yishu and ‘meishd in Chinese knowledge system
The preference for the terrméishuover ‘yishu in the title of theMeishu congshu

was more likely a decision intended to differesidihe contents and concepts of

126



‘meishu from those of yishu (particularly as seen in thEour Treasurie} than an
attempt to rebrand the old concepishu with a fancy new name. Compiled in the
1770s and 1780s, the bibliographic classificatidnth® Four Treasuriesenjoyed
paradigmatic importance since the time of its 864 Its significance was so great
that the editors of the Shanghai-based jouGabcui xuebadelt the need to explain
why the new journal’s structure did not adherehi® inodel set forth by this imperial
book collection, which treatginshi’ as a category under the branch of ‘Histaty’'.
The editors’ awareness of this predominant bibapdic classification thus implies
that the use of the ternmeishuin the Meishu congshwvas a deliberate departure
from theFour Treasuriedradition: an attempt to open up a new discurspa&ce no
longer subject to this tradition.

Differentiation sometimes implies a certain degid resemblance between the
things to be differentiatedMeishd and ‘yishu bear similarities to one another in
more than just their similar semantic constructain’x+shu (skills, or methods)'.
Like ‘meishu, the categoryyishd in theFour Treasuriess broken down into several
subcategories, such as ‘Calligraphy and Paintir@in Zither Music Scores’, ‘Seal
Carving’, and ‘Miscellaneous Skills’ (includinge drum beatingjiegu #&&%, andgo
game playinggi ££).>® Two of these same subcategories yiisHu also appear as
grouping categories in the classification of Meishu congshgi.e., ‘Calligraphy and
Painting’ and ‘Seal Carving’); and texts oQin Zithers’ are incorporated into this
early twentieth-century book collection as wellthaugh not as an independent
category of its own. In addition, thgishu in the Four Treasuriesalso significantly

distinguished itself from not only the field of W@nhation’ (shushuiiy#) but also

% Chang and PaZhongguo muluxye. 216.
" ‘Diliunian Guocuixuebagengding limt) GX, 6.1, p.1b.
%8 Siku quanshu zongmu tiya, juan 112, p. 2321juan 3, pp. 2364-2370.
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practical skills and abilities such as ‘Gardeniragid ‘Medicine’, which might
otherwise have been accommodated within the categdyishu if one considers the
comprehensive meaning of the term, which embraltdsnals of skills and abilities
(like ‘arts’ in English in the sense of ‘skills’j. The fact that theyishu in the Four
Treasuriescentres only on the kinds of accomplishments madawy a man of leisure
further enhances the impression that the two tenmmth contexts seem to address
the same thing.

However, Yyishu and ‘meisht are in fact different in meaning as well as ireith
positions within the knowledge system. First, &lé tsubcategories iryishu are
grouped on the grounds of their being the manyoagidishments’ pursued by the
literati, skills to be mastered and abilities to pessessed; whereas the texts that
appeared in th®leishucongshuas discussed above, are more on the topic ofgshi
outside the self, things intended to be enjoyech \aih appreciative mind. Such a
distinction can be explained by the fact that ndstengo games or drum beating
were published in thdeishu congshuThe ‘skill-orientated’ meaning of the term
yishu can also be observed in its subcategory, ‘Misnebaisskills, which is for
accommodating ‘odd’ texts relevant yeshu but unable to form a characteristically
distinct group of their own. A look at the histousage of the charactefishows its
association with the acquired abilities relatedeisure pursuits of intellectuals, as in
the catchy phrase extracted from Confucidgialects ‘to ramble amongi ' (youyuyi

R ER). Theyi here refers to the ‘six artslifyi /<2%) practices in ancient times

which were supposed to be mastered by a cultiyagtesbn, practices including rituals,

%9 The termyishu in pre-Song texts generally means the abilitptophesy about the future or the
skill to employ forces ofin andyang This usage is apparent in the standard histoaewiled before
the Song in whichyishu is used to group biographies of people who passtsuch an ability or skill.
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music, archery, charioteering, language, and asttaf’ However, these are skills to
be acquired by an individual through constant amrdsiptent practice, rather than
‘things’ situated in the outside world that are mtefor us to appreciate, to form a
relationship with, as are the subjects includeth@Meishucongshtf*

Second, the classification in tHeour Treasuriesalso demonstrates a highly
hierarchical structure in whiclyishu occupies a rather low position, a fact which was
best demonstrated in the ‘Complete Annotated Cati@oof theFour Treasuries
This document, compiled by the editors of this ingdebook collection, gives a
lengthy exposition of the hierarchical order of thassification and the principles for

grouping individual text§® ‘Classics’ {ing %), the first branch in this knowledge

system, was by all accounts the highest and mested, whereas the category of

‘yishd, placed in the third branclzi'-1~, is defined in a negative tone as being for

texts on insignificant but pursuable subjects. iRstance, gin music’ is included in
this category because it was considered inappitepf@ inclusion in the higher
category of ‘Music’ under the branch of ‘Classicatcording to the editors of the
imperial book collectiongin music had by that time been abused by the fredicnea
of the commoners and therefore no longer qualdi®telegant music’, as that suitable
for State rituals and grouped under the ‘Musicegaty. It was also argued that the
various kinds of game playing—in spite of their ilmgvbeen mentioned i€lassic of
Rites—were not really about rituals and should be ‘ddgca [from ‘Classics’] to

‘yishd (tuilie yishusE%1[Z4f7). As for gambling, dancing, etc., the editorstud Eour

8" chichung HuangThe Analects of Confucigsun Yu): A Literal Translation with an Introduction
and NotegNew York, Oxford, 1997), ‘Book 7 (Yong ye)’, p78

1 For example, although ‘Manual on Growing Orchispears at first glance to be a text on
gardening, in the text the orchid is treated dsvifere a real human being to be taken care of and
loved.

%2 *Siku quanshu fanliUEE 22 [ 5] (General remarks of theour Treasurie in Siku quanshu
zongmu tiyapi, pp. 1-7. See also Guhe Emperor’s Four Treasuriepp. 108-111, 114,
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Treasuriesregarded these as multifarious trivial skills amdintained that simply
grouping them together under ‘Miscellaneous skiWsjuld save a great deal of
trouble. Even the presence of ‘Calligraphy’ andalS€arving’ in yishu was also

justified by stressing how improper it would haveeb to have put them in the

category of xiaoxue/[NE', the study of the origin and development of wonaisder

the branch of ‘Classic§® In other words, from the point of view of thesdtexs,
‘yishu consisted merely of minor skills—those not asngigant as those which
constituted real learning, such as ‘Classics'—whicimetheless were considered to
be acceptable as a kind of knowledge.

This depreciating attitude towardgshu did not cast a shadow omeishuas seen
in the Meishu congshulargely because the termishu was not appropriated in this
early-twentieth-century book collection. Perhaps tise of meishuwas a deliberate
challenge to the hierarchical structure of knowkedgtheFour Treasuries—in which
‘meishuhad no place (and would not have been regardegr@sus learning even if it
had)—given both the high position ‘Classics’ engya&nd the slighting references
‘yishu received in this Imperial book collection. Empiog the neologismmeishu
was probably a better way to introduce a new canedypch would not have to be
subject to the previously superior position of ‘€d&s’, and would more easily have
addressed the needs of the time as representingsiemce of the nation. In fact, in
the Meishu congshu meishuwas praised even more highly than ‘Classics’ aras
regarded as the only subject of learning that ceuldthe competition for survival
against the West. As Deng Shi stated in the ‘PeetacheMeishu congshu

When European learning began to have an effectrmmaCthe traditional learning

of our nation also suffered from decline. The tirhese changed, and so has the

trend. Six Classics have now become no more than unwanted dregs, and
Confucius’s thinking seems like empty promises.yJour] learning of meishu

8 Siku quanshu zongmu tiyai, juan 112, p. 2321.
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has been universally recognised as unique andgss&tl

This is not to say thatmeishuhad truly risen even above the ‘Classics’ to tibye of
the Chinese knowledge system. Nevertheless, thssage reveals the freedom
granted by the neologismmeishu to the reasoning by whichmeishu as a new
subject of learning was able to emerge, while & $slame time the traditional
knowledge system and its hierarchical structuranseto have remained intact. It
should be borne in mind that the specific aspedhefnewness of the learning on
‘meisht—such as how it differed fromyishu, as discussed above—was never
clearly expressed in this book collection, while #ttual contents ofrieishuseem to
be undoubtedly old, as all the texts except thes tayeDeng Shi and Xu Zhiheng were
written by the ancients. Consequently, although éheloyment of the neologism
‘meishuliberated this new concept from being subjedhi® inherent hierarchy of the
tradition, the presence of these old texts enabiegishito be incorporated into a
project aimed at preserving the national essena though the grouping concept
was actually new and fundamentally different frdra traditional yishu.

Moreover, the discursive power ofmeishu was acquired largely through its
alliance with the predominant nationalist discoursghich rendered it of
indispensable importance to the nation. Hence, Dagged thatrheishuwas the
only comfort one could still turn to in this timé great turmoil, and such comfort was
the key to keeping one’s love for the nation alive:

Were there none aheishts comforts, the hearts of the nation’s people woul
surely die. While a perished nation may still bstored, a dead heart can never
be brought back to life. These books of dozenguah, which make worries

forgotten and anger appeased, are merely hopirestme the dying hearts of the
people of such a natidn.

* Deng Shi, Xulii€, p. 1b. [HEREL ST > BEIEEA 2 EESRLITR - RErEss - @Ik - A8
Fky > FRIRMZES o 1S SR R ER AT HE S ]
® lbid., p. 2b. BEEEAT IR EGRE Y > BB A0IER - BISERT{EEL » LIEHE(ET » R0
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In other words, the significance ahéishulay also in the fact that it was believed to
be able to help China out of her predicament iati@h to the imperial powers, for it
kept hope alive. As ‘things’ to console one’s miraahd with the strong support of
nationalist discoursemeishtiwas no longer a depreciative, insignificant sabjée
‘yishu, but was elevated to the point of being not oahe of the most important
subjects of national learning, but also one ofrtiost attractive tropes in the discourse
on national essence. Therefore, art publishingrpnses stood out from all the other
cultural projects attempted by Deng Shi and thaebgcand became the endeavours
which received the most investment and broughhéerhost profits, as discussed in

Chapter 2.

Imagery of meishuand knowledge ofmeishu

Keeping in mind the distinction betwegnshu and ‘meishuin terms of both their
meanings and their positions in the respective kadge systems, it is now clear that
the texts omgin zithers appearing in thieleishu congshwvere not selected for the
same reasons as those on the same subject kotinelreasurieswhich were seen as
something inappropriate for the nobler branch obvdedge, ‘Music’. In addition,
most of the texts onin zithers in theFour Treasuriesaregin music scores fogin
playing, while those in théMeishu congshuare more about thegin zither as a
collectable object® whose material properties, rather than musicalspman be
photographically reproduced (Fig. 3-5). In factyvds stated in the ‘General Remarks’

of theMeishu congshthat this book collection should be regarded ascttimpanion

I EESE RS CE WK —BITTERIEZ L]
 However, not all texts ogin zithers in theFour Treasuriesare music scores; there is one on
‘History of Qin’ (QinshiZ=45) by Zhu Changwed£37. Texts omgin zithers as collectables can be

seen in Tu Longg[%, Qinjian Z22& ‘Discourse ofQin zithers’,MC, 1.6 (1911).
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for the journalShenzhou guoguangwhich had been launched three years prior to the
time theMeishu congshiirst came out. Everything included in the artipdical was
said to be ‘genuine works by the ancients’, andrygheng included in this book
collection was regarded as the ‘spirit of the ams®e it was thus reasoned that the
two publications should be consulted side-by-side #at neither of them should be
neglecte’ However, ‘objects omeishti—that is, those reproduced in t&enzhou
guoguangj—and the ‘learning omeisht—or that which was gathered in tiMeishu
congshu—did not always match up exactly. For example, nudpd of stone and
bronze inscriptions, as well as bronze objects,eweproduced frequently in the
Shenzhou guoguangjwvhile the studies onihshi’ were considered too specialised to
be included in theMeishu congshuSimilarly, many a text on ceramics appeared in
the book collection, whereas very few illustratiaiseramic objects appeared in the
Shenzhou guoguarif

As such, a discrepancy seemed to exist at that thetween the ‘imagery of
meisht and the ‘knowledge ofmeishi the former was exemplified by the
photographic images of art, and the latter by éxéstcollected in the book collection.
The art periodicaBhenzhou guoguangives most of its space to images. Although
brief and succinct comments sometimes appeared taftetitle of an object in the
‘Table of contents’ related to the whereabouts al as the importance of the item,
these passages are too short to form a narrataenvbuld supply the reader with the
background knowledge required to appreciate fulgy alue of the published objects
(Fig. 3-6). Hence, the editors of the Japanesgarhal Kokkafelt that this Chinese

art periodical fell short in terms of providing easch data on and criticism of the

67 o sali

Laelr, p. 2a.
% Interestingly, there are no pictures of ceramitsymo vases illustrated in this art periodicalpaght
immediately spring to our mind when we think of taegory of ‘Ceramics’.
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published works in the iss§&.Such laconic descriptions of, and often complaté |
of information about, the reproduced objects atsplies that the target readers of this
art periodical were supposed to have certain kndgdeabout the published works
already. Therefore, even though the publisher hgthad cultural aim of preserving
Chinese artworks by raising public awareness ofviilae of these national glories,
there existed little pedagogic effort to lead tlmtual reader—who may or may not
have been as cultivated as the ideal reader gpe¢hiedical—to engaging fully with
these works of art. Therefore, the periodical ftséll for the most part retained its
practical function as a dealer’s catalogue for @tayin the game of exchanging and
accumulating art collections.

By contrast, the book collectioMeishu congshucentred predominately on
knowledge presented in textual form, to the exthat, for example, the original
illustrations for the text ‘lllustrated Records Té#apots’, prefaced in 1874 and written
in Chinese by the Japanese author Oku Gesmte completely stripped out. According
to the editors, the reasons were twofold: firsivés not so convenient to print the
graphical illustrations of the book together wikie ttext; second, since the text itself
gave the dimensions of these teapots—includinglilmeters of the lids and bodies,
the capacities of the containers, and the sizélseo§pouts and handles—the forms of
these teapots were thus vividly recorded ‘as if abgect were right in front of our
eyes’’® Despite the limitations imposed by the letterpasisting technology of that
time, an attitude which assumed that a verbal gasun alone could sufficiently
replace illustrated examples and even functiohasttual presence of an illustration,

perhaps reveals the deeply-rooted separation in ctheceptual framework of

% ‘Shinsti koklo shi #fiNEYEEE’, Kokka 226 (1909), p. 242.
" The editor's comment is seen in Oku Gefhz 2, Minghu tuluZ; 7% & %%, MC, 3.3 (1915), p. 13a.
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knowledge in China between texts and images, figony the former over the latté.
The separation between the visual and the testen in the physical arrangement
of theShenzhou guguangps well as in the very fact that the publicatwdnhe visual
and the textual were assigned separately to diftgreblishing projects (the former to
the Shenzhou guoguanggind the latter thé/leishu congshunot only reveals this
polarity in the conceptual framework of mind at tti@e, but also tells us how
difficult it must have been to conjure up what amaow so accustomed to in terms of
the modern art history book, in which the texts supposed to be accompanied by

illustrations.

Although the attitude that holds texts in highegard than images still existed in
the Meishu congshuthe advancement and availability of photograppimting
technologies had nonetheless piqued an interegsual perception, which is evident
from the fact that the launch of tHgéhengzhou guoguangior reproductions of
Chinese works ofmeishucame three years prior to the textual compilabonthe
subject of art. Not only was the priority of textger images gradually revised during
this period, but a balance between the two was ialsoduced. The release of the
Meishu congshean thus be viewed as an attempt to overcome #akness of the
Shenzhou guoguangjeen in its lack of exposition on the publishedges, although
the two publications by no means provide one-to+@ferences to each other. Also,
perhaps the art publishing enterprises establishethe Society—which engaged,
although separately, with both texts and images-mpted the possibility of bridging
the gap between these two genres via publicationarb Therefore, a new editorial
column written by Deng Shi, ‘Talks on the topictb& editorial work’ Jilu yutar),

was added to thBhenzhou guoguandjiom the 14 issue (1911) onwards, right after

" Such downplaying of illustrated books, as welillastrations, was not new in China; see Craig
Clunas,Pictures and Visuality in Early Modern Chirfaondon, 1997), p.164.
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the Meishu congshwas launched, giving the editors a forum in whiobytwere able

to explain the intentions behind the selection tijeots and provide relevant
anecdotes to stimulate the readers’ inter&sthe contents of this column are similar
to those brief entries for exhibited objects founda modern exhibition catalogue,
although the column was still kept physically ire thont of the publication, away

from the images of the objects about which thermgtion is provided.

The contested status of the categgnghi’ within the knowledge system and in the
territory of ‘meishucan also be understood in terms of this dichotarhyext and
image. Reproductions of images of inscribed objectd rubbings were no doubt
reproductions ofmeishy but when it came to texts ojinshi’, the massive bulk of
records and research on this subject soon becaméuge for a project like the
Meishu congshuthe topic soon found itself transformed into pesialised field’
which required another separate book series tonataulate it. This ‘double attitude’
towards jinshi' positioned the conception ofmeishu at the intersection of the
literati’s leisure pursuits and antiquarianism, wehpart of the antiquarian tradition of
the Chinese literati did not convert into the neject meisht The study of finshi’
inevitably split into two fields: one remained dgswithin the reach of ‘History’ and
‘Xiaoxué, mainly the aspects related to the decipherinqient scripts and the
critical comparisons of different versions of rufs, as well as the ways in which
the findings from such an approach could be usedistorical writing; the other field
veered away only to find a home within the domdinhe study of ‘art’, concerning
primarily the visual properties of objects in brenand aiming to elucidate their
transformations in form through the ages. The dditanch of scholarship eventually

gave rise to the new field of study in Chinesehastory in the 1920s: the study of

2 Zi benii gi gaiyong xuanzhi lingzhuan yinhua guaaggSG 9.
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bronzes, or the study of three-dimensional objéf:p't/sa;uxue%%'flﬁ@%”).73

Meishu and the Western concept of Art

An investigation into the framing principles dketbook collectiotMeishu congshu
reveals differences between the traditional concept'yishu and the newly
introduced concept oimeishi The former, exemplified in the classification thfe
Four Treasurieswas concerned more with the accomplishments iohwdn cultivated
person should apply himself, while the latter addeel the things outside the self
from which a cultivated person could derive pleasuMeishu was therefore not
modelled on the traditional paradigm gishu, but instead was a new category which
endeavoured to embrace the sensuality of matefel Ih this particular respect,
‘meishuin this book collection may have sprung from Eugan aesthetic theory of
the eighteenth century, when a work of art begarmdoviewed as an object for
disinterested contemplatidf. This ‘contemplation model’ of aesthetic theoryMas.
Abrams calls it, was touched upon in Wang Guowessay ‘Commentaries drhe
Dream of the Red Chambevhere the relationship betweeméishtiand a perceiver

was described as that between ‘thingsii ) and the ‘self’ Wwo¥).” Since the

‘Preface’ to theShengzhou guoguangjvritten by the executive editor Deng Shi,

3 Shi Shougianf5F:, ‘Qingshi shoucang de xiandai zhuanhua—ijianlun ghangguo meishu shi
yanjiu fazhan zhi guanxig == [ B U b —Sfes HC B Fh i S50 S e 8 fre 2 BRIR (The
transformation of the Ch’ing imperial collectiontime early twentieth centurygugong xueshu jikan
W= EiiZET) ‘National Palace Museum Quarterly’, 23.1(Sep. 20pp. 1-33(19-23); Cheng-hua
Wang, ‘Luo Zhenyu, His Collection, and the CategalriFormation ofQiwu in the 1910s’, paper
presented at the workshop ‘Lost Generation: Luon¥beQing Loyalists and the Formation of Modern
Chinese Culture’, hosted jointly by School of Ot@rand African Studies, University of London and
Christie's Education London, 28-29 August 2008.

™ Jeremy Stolniz, ‘On the Origins of “Aesthetic Disirestedness™The Journal of Aesthetics and Art
Criticism, 20.2 (winter 1961), pp. 131-143; M.H. Abrams,dfr Addison to Kant: Modern Aesthetics
and the Exemplary Art’, iDoing Things with Texts: Essays in Criticism andti€al Theory(New

York and London, 1989), pp. 159-187.

> The first chapter of Wang’s essay centres on homeeishy is able to transcend mundane
relationships between ‘things’ and the ‘self’; $#ang, Hongloumeng pinglunpp. 40a-44.
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demonstrates an ideological connection to thisqdsar essay of Wang’s (Chapter 2),
it can therefore be argued that the very ideameishy as presented in the text
selection of theMeishu congshuas something outside of the ‘self’, something to
engage with and comfort the soul, had in fact appated part of European aesthetics.
As such, the appropriation of the Western concépttpin the case ofmeishuin this
book collection, did not lie in the reproduction tife subcategories within the
European concept of ‘Fine Arts’, but in its coneeptof ‘arts’ which pertained no
longer to the deployment of human skills, but te things situated in the outside
world to be engaged with and from which comfortiddee sought.

The fact that the subcategories withmeishu bore little resemblance to those
which we would regard as indispensable in the Eemomotion of ‘Art’ or ‘Fine Arts’
indicates the complexity of cultural exchange, whdid not always operate on a
wholesale basis. Although the Chinese editors migive had a rough idea of what
‘art’ meant in the European sense, the classiboatand the hierarchy in this
appropriated discourse either was not really rexkior was simply neglected.
Perhaps a comprehensive transplantation of thepEaroconcept of art was never
attempted in this publishing project; rather, tagniChinese cultural tradition into a
category equivalent to that of European ‘art’ whshat mattered at the time. Hence,
all the efforts at appropriation were centred oframaing what already existed in
China into this new framework ofmfeishy, even though many of this new
framework’s elements were not to be found in theopean model. Nevertheless,
what existed in both the Chinese and European gtioos of ‘Art’ would rise above
all and become the most important and powerfuldropthe discourse of art. This
perhaps accounts for the discursive power ‘Paihtiag enjoyed since this time.

Despite all these efforts made to appropriate \Western concept of art, the
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conception of meishuin this book collection was merely one of the wag which
contemporaries were able to understand the terra. fabt that the conception of
‘meishuin this book collection still incorporated bookaking, fish keeping, orchid
growing, incense using, amgh playing makes it seem odd from today’s point @wi
Its deviation from our present understanding oftéren suggests a lack of recognition
in later periods of the conception ofmeishu seen in theMeishu congshu
Nevertheless, such a conception was still valid arkly accepted in its time, and
evidence for this acceptance can be seen in tleptien of the book collection at the
time and the inspiration it provided for other psbing enterprises.

We have no idea how many copies were originatlydpced for the first three
series. However, a decade after the first editiad been published, a newly edited
republication came out in 1928 to meet market demarby which time the
publishing house had been taken over by Chen Mingstth Huang Binhong being

appointed the chief editor of the art departmenthef company?

It is claimed that
the pre-orders for this republication had exceetiedplanned quota of 1000 copies,
which prompted the publisher to release 500 mopeesofor pre-order customers.
In the meantime, a fourth series under the samessttle was also compiled under

78

the supervision of Huang Binhong with the assisgtanicSun Tagonggi&/y,”® who

would continue this project after Huang left théjishing house in 1931 and bring
it to completion in 1938 These four series were later published as a whmle

Western binding in 1947 and would become the onielwis now generally regarded

® Deng Shi was too ill to run the publishing housent See Wang Zhongxiduang Binhong nianpu
pp. 186-187.

" Advertisement originally published Bhenbap22 August 1929, cited in Wang Zhongxap. cit,
p.237.

8 Wang Zhongxiupp. cit, p. 232.

9 Ibid., p. 268.

8 bid., p. 377.

139



in mainland China as the ‘complete’ set of tfleishu congshé® They were thus
re-issued in 1986 and 1997 by the Nanjing-bakadgsu guji chubanshe #f L & H,
Bt (Jiangsu Publishing Company of Old Boofs)Nevertheless, the allure of this
series title did not cease to exist with the redaafsthe 1947 edition; instead, it clearly
attracted further efforts to continue and evendawriplete’ this book collection on
‘meisht A fifth and sixth series were compiled and pshid along with the first

four series in Taiwan in 1964 and 1975, respegtjv®} Yiwen yinshuguad <7 13

g8 (Yee Wen Publishing Company), which had no conaectith the original
publisher$?

The favourable reception of tiveishu congshunay itself have caused the fusion
of ‘yishu into ‘meish(; beginning in the mid-1910s, there arose a tengdn see
‘yvishu as addressing things appreciable, rather thaeri tdenoting ‘skills’ and
‘accomplishments’. This fact is evidenced by twdlptations: ‘Book Collection of

Yishud (Yishu congshugifiiii#E), published by the Hall of Preserving the Essence
(Baocuitang ff¢1E) in 1916, and ‘Compendium ofishd (Yishu congbiad iz

#i), released from 1916-1920 by the University of #age Cangjie of Brightness and
Wisdom Cangsheng mingzhi daxgeg:HA % K #). These two book collections were

published while theMeishu conghswvas still releasing new volumes; as a result, a
distinction in series title was necessary, evemughothe nature of the contents was
more or less the same as those ofMleeshu congshuThe former was a selection of

texts from the zi ' section of the ‘Book Series of the Chamber of &r&amboos’

(Cuilanggan guan congsh&?IRiffEiE =), published also in 1916 by the same

8 |bid., p. 486. SOAS library has a copy of the 1@diition.

82 The publisher has now changed its namé&&nghuang chubansh@ & ki’ (Phoenix
Publisher).

8 Both editions can be found in National Taiwan Wmaity Library.
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publishing house; it excluded texts on medicine gaglaying in its original book
series ( i.e., ‘Book Series of the Chamber of GrBamboos’) and covered roughly
the same subjects as those covered inMleeshu congshé® The other example,
‘Compendium ofYishu, was more like a scholarly periodical which pshied not
only studies but also reproductions of inscribeshes, bronzes, and their rubbings, as
well as of paintings and Buddhist sculptufesThis periodical was proposed by
Wang Guowei, and was used as a venue for publistinagcollection owned by
Wang’s patron, Luo Zhenyii. Although it was titled Yishu congbian its contents
were often referred to ameishuin the epistolary correspondence between Luo and
Wang®’ The three categories published in this periodicdiashi, ‘Calligraphy and

Painting’ 6huhud, and ‘Ancient Objects’'duqi %)% —were not so different from

those which were released in the periodiSalengzhou guoguangja fact which
further demonstrates the strengthening fusion eftito term$® The fusion of the
meanings ofmeishuand ‘yishu may also be attributed to Japanese mediatioresin
the term Yyishu is now regarded as a ‘return loanword’ importextlbinto China at
the turn of the twentieth century from Japan, whayth terms had come to be used
interchangeably to designate the Western concepttaf The fact that Luo and Wang
both had resided in Japan for a period may alseesas a support for such an
attribution. Interestingly, Wang Guowei, consideneanany modern scholarly works
to be responsible for the introduction into Chirfatlee neologism meishu as the

Western concept of ‘art’, now in the 1910s usedse¢hewvo terms almost without

8 Seezhongguo congshu zongliE# £4:4% ‘Comprehensive records of the compendia in China’,
ed. Shanghai Library, new'edn (3 vols. Shanghai, 1982), i, pp. 223-224, 748.

% This periodical can be consulted in the libraneSOAS, Oxford and Cambridge Universities.

8 For Wang and Luo’s involvement in the publicatigfrthe Yishu congbiansee Wu Ze (ed.)Vang
Guowei quanji shuximp. 53.

8 Ibid., pp. 52-53.

8 |bid., p. 56.

8 |n Wang's letters to Luo, there are plenty of epén in which the two terms were interchangeable.
See ibid., pp. 50, 52, 53,77.
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differentiation.

Nevertheless, in the aforementioned cases, teechangeability between the two
terms was based on the fact thgishu was no longer understood solely by its
original meaning as embodying skills and accomptishts, but was instead
perceived as being related to the things meanetappreciated and collected, which
brought its meaning closer to that afeishu However, in the following chapter, we
shall examine another text which desperately wartteapply the semantic form of
the neologismreishuto the traditional conception ofishu, which clearly denoted
manual skills and abilities—an endeavour which destrates yet another attempt in
early twentieth-century China to exert the ‘neadbigiimagination’ with respect to the

new term meish
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Ch 4 A Road Not Taken:Zhongguo yishujia zhengliel914

Endeavours to reproduce old texts within the riemmework of ‘art’ in early
twentieth-century China were by no means monopwlisethe Society for Preserving
National Learning (Chapters 1-3); a similar apploa@s also seen in a text entitled
Zhongguo yishujia zhenglier ‘Attested Sketches of Chinese Artists’ (heteraf
Zhenglue Fig. 4-1). This book was published in 1914 ineavly-Republican China,
and was in itself composed of excerpts taken froinerotexts—a feature not exactly
the same as th&leishu congshuwhich mainly comprised complete individual
writings. Zhengliiewas compiled, organised and authored by Li FaB§441926, Fig.
4-2), son of the renowned late Qing connoissetohese painting, Li Baoxun. The
Lis believed they were descended from a familyih¥u /| (Liaoning province),
in Manchuria, where the Qing ruling Manchus alsaimmkd to have originated.
Perhaps for this reason, although his true ethnigdas not specified in records, Li
Fang clearly self-identified more with the ‘bannemh(giren f£ \), a term referring
to the group of people organised under the militarigs ‘Eight Banners’, which had
become an ethnic identity by the nineteenth cerftury

Zhenglués relevance to our discussion of the concept nodishu in early
twentieth-century China lies in its use of the tenshy embedded within the term

‘yishujiaZ4{ii13Z’, now normally translated into English as ‘arti3t( Because of the

way in which this Chinese term is constructedshu (art) jia (person or

! The ‘Eight Banners’ comprised not only Manchus &lab Mongols, the Turkic and Tungusic peoples
of Manchuria, Koreans, and the Chinese who migraidéte Jurchen territories. The Eight Banners
served as the foundation for the unified identityh@ conquest elite in the early Qing period, gimg

not only state stipends but also social prestegdihg a life separate from the Han Chinese. As
Manchus became increasingly identified as ‘peoptd®banners’, the ethnic categories of ‘Manchu’
and ‘bannermen’ became conflated. See Pamela Kyss@y,Orphan Warriors: Three Manchu
Generations and the End of the Qing WdRdinceton, 1990), pp. 13-30; and Mark C. Ellidthe

Manchu Ways: The Eight Banners and Ethnic Ideimityate Imperial ChingStanford, 2001), pp.
14-17.
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master)—yishu, or the author’s conception ofyishujia (‘makers of art’) was
inextricably associated with his perception of sterims asyishu, ‘meishq, or ‘art’.
Oddly enough, from today’s point of view, the tegishujia in this book refers to
people who are skilled workers adept at making beenjades, ceramics, lacquers,
bamboo, and wood carvings; famous makersquof zithers, embroideries, and
miniature carvings; or specialists possessing tihesMedge and skills necessary for
making astronomical instruments, military equipmemd architectural constructions.
Their biographies are further sorteddhengliieby the materials they were known to
have mastered. In other words, these ‘artistspa@ple who in the present time are
more likely to be categorised as ‘artisans’, ‘@afen’, or even ‘technicians’, rather
than ‘artists’.

Li Fang's perception ofyishu—a traditional term in the Chinese language
denoting ‘skill" and ‘accomplishment’ that one ibl@ to acquire and master (see
Chapter 3)— would appear less strange had he opoped an ‘alternative title’ to

this book, ‘History of Chines®leishu (Zhongguo meishushji g7y 5), found on

the first page of the book’s ‘Complete Contentsg(F-3). This alternative title not
only indicates the author’s own historical ambitibat also suggests a certain
equivalence and interchangeability between the twerms Yishu and
‘meishu—which inevitably provokes questions such as whig tbbook might have
needed an alternative title, and on what groundsagtsumption of an equivalence
between these two terms may have been establisMdt exactly made the
alternative title not appropriate enough to be tbfficial’ title? Why did the
inappropriateness of the alternative title not lu@e its having been omitted
completely? Was the presumed equivalence rootadbiglief that the traditional term

‘yishu had now acquired the meaning of the new Westentept of meishi; or that
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the neologismrmeishiwas considered by the author not to differ gieatl meaning
and conception from that of the traditiongishu, and was hence an already existent
tradition long before Western powers marched irhan€?

Li Fang had good reason to name this book a aristgiven that most historical
writings in China took the form of biographies, amtounts of the lives of important
historical figures have always been a predominaasence in standard historfes.
The practice of historicising the past in the fieldcalligraphy and painting was no
exception® However, to write a history of Chinesmeéishtiwas unprecedented. This
is not merely becauseneishuwas then a new concept just introduced into Claina
still had taken up no particular space within treglitional knowledge system at the
time, but also because most of the so-called tatrtshosen for representation in
Zhengltuewere people (mostly artisans and craftsmen) witbHaadly been deemed
worth documenting as practitioners within the mabrghly-regarded sphere of art
creation: namely, calligraphy and painting. Accauaot these ‘unworthy’ people, of
their arts, skills, and lives, were hence scattaagtbng all kinds of writings and
records; not to mention that no specific historyl lever attempted to group these
people together under the rubricye$hujia and to celebrate the activities for which
they had once been famous. The fact that therenbatbeen a specific field within
which these records might be presented as a wh@weidenced in the great variety of
the sources cited iZhenglie Against the backdrop of this value system and the

scattered state of the source materials, the aligentitle of Zhengliie—"History of

2 This tradition of biographies as a predominantgén official historical writings and its
transformation in the twentieth century are expdareBrian Moloughney, ‘From Biographical History
to Historical Biography: A Transformation in Chimelistorical Writing’,East Asian History1992:4,
pp. 1-30.

3 For exampleRecords of Famous Paintings through the A@gédai minghua jifg{t42:E0) by
Zhang YanyuafE =% (active in mid 8 C. A.D.), a work as canonical in China as Vasaiikesin
Europe, also devotes a large section to paintergtaphies. Entries labelled as ‘history of paigtin
calligraphy’ in pre-modern China are almost all pmsed of biographies.
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ChineseMeishu—not only legitimises and elevates the statushafse ‘artists’ as a
subject worthy of historical inquiry but also prges an attitude different from the
traditional one towards the makers of ‘things’.

However, the fact thafhenglleis not approached today as an historical writing
with a unique point of view, but is instead usedniyaas a reference book for looking
up biographies or written records of ‘artists’—ret® which are otherwise scattered
or buried within a great array of sources—desemasattentiorf. Apparently, the
historical dimension thathengliieonce claimed to have embraced seems now to have
faded into complete oblivion. Consequently, the kba® hardly thought of as an
extraordinary example embodying a particular hissdtrmoment when the concept of
meishuwas still subject to each individual's neologistitagination. With the benefit
of hindsight,Zhengliés effort to engage with the traditional practiagsart’-making
from the point of view of the so-called ‘conceptrakishu may be viewed in our
modern eyes as an unsuccessful attempt, sincded fio gain wider acceptance in
later periods. Indeed, shortly before the book \pablished, the very agenda Li
proposed inZhengliiehad been implicitly ridiculed by some of his manduential
contemporaries. Nevertheless—although the projattagked upon byhengliewas
followed by no successors in any sense—it is exaletbugh the book’s failure to be
accepted as the norm not only that the clashe®mipeting voices concerning the
definition and connotations of the neologismeishucan be most vividly perceived,
but also that the power relations operating withi@ process towards a standardised
understanding of the conceptragishuis most clearly demonstrated.

HenceZhenglieboth allows us to probe the range of the meaninthe term

‘meisht and the boundaries of the discourse on ‘arthat time, and illustrates the

4 Zhengliies regarded as ‘one of the key reference works@garly Republican period, to which
recourse is often made when confronted with a sigigect’ in Craig ClunasChinese Carving
(London, 1996), p. 6.
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power struggles between different, contemporanegmiisions onmeishuthat were
competing for legitimacy in the early Republicarripé. Its importance, therefore,
lies not in the book’s influence on shaping theteomporary conception of art, but
precisely in the book’s very failure to have iteadofmeishy and of the ‘history of
Chinese art’, be accepted as the norm. This bo@kngpkfies not merely another
attempt at incorporating into the conceptadishuthe material achievements existing
on Chinese solil, but also the repression, whetbesaously or not, of opinions that
had taken root during the process of the appropniaand domestication of the
Western concept of art. This book’s oblivion, oeewbsolescence, is hence my point
of departure; and this chapter intends to investighae conditions under which
Zhenglie was first compiled, in the conviction that it cdukerve more than
adequately as a complete history of Chineseshy but which subsequently fell out
of sight in the discursive field ofmeishuin China. By investigating this book’s
material character, text selection, and the aushmwn statements on art in relation to
other contemporary opinions on the same subjed, dhapter explores how the
concept of meishuin Zhengliefound itself losing ground within the very fieldhad

striven to honour.

Enquiry into the front matter

As an object, the earliest editiondifengliigs a two-volume book of fivpuan 4,
string-bound and printed in movable lead typgaityingifll). These features are

significantly different from those in the editioqsoduced after Li Fang’s death,
which are composed of sjqan, printed in xylography, and divided into threefour

volumes (Appendix 4-1).

® Unless otherwise specified, the following obseprat on the fivguan edition ofZhengliieare based
on the copy owned by Prof. Craig Clunas.
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Apparently, the people associated with the prodocof Zhengliewere without
exception men who lived in or travelled to Tianjimhere the book was published.

The book title on the front cover was inscribedMy Bin“%&.A5 (juren 1893, Fig. 4-1),
whose father Wu ChongkitHi & (1838-1918) was the writer of the inscription on

the following ‘title page’ (Fig. 4-45. Wu Chongxi himself was the second son of Wu

Shifen&. 7% (1796-1856, an acclaimed official and epigraphast)l a close friend

of Li Baoxun’s. He had been a high official in tQgng government, and, after the
establishment of Republican China in 1911, ledeadf retreat in Tianjin, where the
Li family also resided. Based on information printed on the imprint pagkengliie

was published in Tianjin in the tenth lunar montHl®14 (Fig. 4-5). A photographic
portrait of the author Li Fang is also includedsreunded by printed colophons
composed by Li himself in 1914 to commemorate higy-first birthday (Fig. 4-2).

The portrait is followed by four prefatory piecélstee of which were written by Wu

Chongxi, Di Yu2kfl, and Jin Shouxiz#%Et during the period from the mid-seventh

to eighth lunar months of 1924The last preface was by the author, originallytteri
in 1911 and revised in 1914. These prefaces, ashak see below, suggest that the
presentZhengliieis only one component of a bigger project that waxbably never

fully completed.

® Some scholars of bibliography might call this paajeng with the ‘imprint page’ referred to below,
the ‘cover page’, in order to distinguish it inffiofrom the ‘title page’ in Western books; see Séren
Edgren, ‘TheFengmianygCover Page) as A Source for Chinese Publishirsgolri’ in A. Isobe (ed.),
Higashi Ajia shuppan bunka kenkNiwatazumigt 7 > 7 AV —I2 b 12§ A4 ‘Studies of
Publishing Culture in East Asia’ (Tokyo, 2004), 261-267. However, for the convenience of the
discussion below, the terms ‘title page’ and ‘imppage’ are still used to address the compleXith®
production ofZhenglie

" For Wu's biography, see Zhang ¥k, ‘Haifen Wu fubu muzhiming; 22 S 25584 (Tomb
inscription for Mr. Wu from Haifeng), iSidangzhai jiu’ s 254 ‘Collection of SidangStudio’,
collected in Shen YunlongzZE#%E (ed.),Jindai zhongguo shiliao congkan disanbjarf < H [ 5kl 5%
FIZE=#% [Collection of historical materials on Chinese raodhistory, series 3] (10 vols., Taipei,
1989), iv,juan 8, pp. 4b-6a.

8 As indicated at the end of their prefaces, Di Wd din Shouxi were both then sojourning in Tianjin.
Wu’s and Di’s prefatory pieces were both writtertie seventh lunar month, and Jin’s in the eighth
lunar month of the same year 1914. All the prefazesndividually paginated.
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The purposes ofhenglieand the presentation and categorisation of enttes
‘artists’ are to be found in the ‘General Remair(gsy. 4-6). It was specified in this
section that the original source for each excemuild be provided at the end of each
entry for readers’ reference, a practice that eshioe meaning of the charactehéng

£’ in the book title, indicating that all the accdsingathered in the book were

credible and could be ‘attested’ to. As also byi@fidicated in the ‘General Remarks’,
ZhenglUewas divided into 15 categories; it first employbd existing system of the

‘eight sounds’payin /\#%, originally used to classify Chinese musical instents’

e metal fin 5]

e stone fhi{q]; jade materials are appended

o silk [si %%, originally referring to string instruments]; hambroidery is
appended

e bamboo ghu/7, originally referring to reed instruments]

e gourd pao#y]

e earth [or clayfu {-]; ceramics and earthenware are appended

e skin [ge#, e.g. drums]; feathers and horn material are aggabn

e wood [muK]

The skills and materials which were not able to &erommodated in this

‘eight-sound’ system are further divided into secategories:

e calligraphy and paintingshuhuaZZ=]
e astronomy fianwenk 3]

e wheels and axlesunlie #iifx]

e mounting ghuanghuand ]

e carving diaokeHH 4]

e lacquer kiuqi £2i%)

e miscellaneous skillszpji 4]

The lives of artists are arranged chronologicaliyhin these 15 categories. It can

® ‘Liyan #§|="(General Remarksyhengliiep. 1. For the ‘eight-sound’ musical system, sedt&V
Kaufmann Musical References in the Chinese Clasdietroit Monographs in Musicology No. 5
(Detroit, 1976), p. 157.
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therefore be concluded that ‘material’, as wellsddl’, served as the two structural
principles of grouping, and likewise through ‘maérand ‘skill’ each individual’s
achievement was focused upon and valuethenglie

The section of front matter ends with a detaitatle of contents, where the
alternative name of the book, ‘History of Chinddeishu, is presented right beneath
the heading ‘Complete Contents’ (Fig. 4-3). Ovet-laindred ‘artists’ in total are

listed within the rubrics of the fifteen categor{@able 4-1).

Chl | Artists in | 62 Ch3 | Earth 64 Chs Carving 46
general
Metal 56 Skin 8 Lacquer 21
Stone 53 Wood 73 Miscellaneous skills 44
Silk 16 [Cha | Calligraphy [ 3210 | | Addition of omissions. | 1 |
& Painting Calligraphy & Painting
Ch2 | Bamboo 97 Astronomy 23 Addition of omissions_ 4
Wheels& Axles
Gourd 4 Wheels & 19 Total: 635 (including those in ‘Artists if
Axles general’ which may have also appeared]| in
Mounting 12 their respective categories)

Table 4-1 The numbers of artists listed in the ‘@tete Contents’ under each
category

However, six short sections ‘Artists in Generathaned independent from, and thus
were placed in front of, the categorisation; th&igesections give general accounts of
artists in China through the prism of time and spas exemplified by the sections
‘artists in the Tang, Song and Ming dynasties’ amtists of Jinlings:[% [present
Nanjing]'.

However, it should be pointed out that the hegsliof these six sections do not use

10" Although listed in the ‘Complete contents’, thergrior Wang Changt 7, is absent in the main
text. Therefore, the actual number of artists an¢htegory of ‘Calligraphy and Painting’ should3ie
™ The ‘Addition of omissions’ is not listed in th€dmplete contents’, but seen in the main text.
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the termyishujig as is used in the official book title, but ingteslhow a preference for

the termmeishujia Z£ffij5Z, a form derived from the termmeishy as used in the

alternative book title (Fig. 4-3). The choice toeua term consistent with the
alternative book title rather than with the offic@ne is worth pondering. Does it
mean that these two termgishujid and ‘meishujiahad exactly the same meaning to
Li Fang? If so, why was the temyshujig having been legitimised as the term used in
the official book title, not given preference withithe headings for general
discussions on Chinese artists?

Another equally important question—that concegniwhether Zhenglieis a
completed publication on its own or a part of ageigproject that was only partly
realised—is presented in the prefatory writingscdxding to Wu ChongxiZhenglie
was composed of a fivieran ‘primary compilation’ ghengbian-#) and a onguan
‘supplementary compilationfibian[ff#), which, along with the twg@uan ‘Attested
Sketches of Chinese ArtworksZlfongguo meishupin zhenglirg s € fili L 20,
hereafter,Sketches of Artworksconstituted Li Fang’s ambitious publishing patje
which | will refer to as the ‘Attested series’ (Fi7). Wu’s preface is the only text in
ZhenglUethat mentions the overall project, a project whadttempted to gather these
three components (containing two book titl&senglieand Sketches of Artworks
into ‘one compilation’ kewei yibianZ 5—##).*> However, other prefatory writings
seem to concern onlghenglie Di Yu's preface describeZhenglieas having a
five-juan ‘primary compilation’ and a ongran ‘supplementary compilation’,

constituting sixjuan in total’® Li Fang’s own preface and the ‘General Remarlsi al

12 wu Chongxi, Zhongguo yishujia zhengliie meishupin zhenglds gRIZS i 52 BiHS ZE i T EES 7
(Preface toAttested Sketches of Chinese Artistdof Artworkg, Zhengliep. 1 (1a).

™ Di Yu, ‘Xu [5*'(Preface) Zhenglilepp. 1-2a (1). AR L4 .. M. L%, 42 FIpas
TR HS]
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refer only to the book titleZhenglieas containing the ‘primary compilation’ and
‘supplementary compilatiort”

As such, the book titles written on the front eooy Wu Bin (which clearly
specifies the book is the ‘primary compilation’dfenglie Fig. 4-1) and on the title
page by Wu Chongxi (which states that there arejtian in the book, Fig. 4-4), as
well as the section entitled ‘Complete Contentshi¢h covers only the contents in
the ‘primary compilation’), all suggest that thedijuan edition available today is
merely the ‘primary compilation’ oZhengliieand only part of the original scheme.
This observation is further confirmed by the listaehed to the 1915 edition of
ZhenglUe advertising the book titles to be published, whére ‘supplementary
compilation’ of Zhengltiieand Sketches of Artworksere promised for release in due
course (Fig. 4-8).

However, the remaining two components of Li Fan@ttested series’, to my
knowledge, are unknown today, and for such an alesea explanation was given in
either later editions aZhengltieor other bibliographic records. Is this simply hese
these two parts failed to survive after their reésa Or were these ‘missing parts’
never actually published? If they were never phigids why was the original
publishing plan for these two parts eventually exhlbff? Was their absence in the
extant editions oZhengliea deliberate omission made by the author himself t
reconcile his own perception of ‘art’ with more wlg-recognised views on the same
concept?

Before returning to these questions, it is neargst construct a general idea of
what exactly Li Fang meant by the tergishujid and on what grounds this particular

term was perceived as being interchangeable wigishujia

14 ‘Liyan, Zhengluep. 1a, Item 2.
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The so-called ‘artists’

Zhengliieseems to be the first Chinese book which had egb its title the term
yishujia a term generally regarded today as the equivalerdrtist(s)’ in English.
The book’s alternative title also makes it thetfiksistory of Chinese Art’. However,
when examining the composition of each categoryZirenglie one constantly
encounters things unexpected or beyond the imagmat signal indicating the
clashes between different ways of thinking, betwibernpast and the present.

The first category, ‘metal’, contains not only kees of objects constructed of
materials such as bronze, gold, silver, iron, pevated cloisonné> as well as makers
of statues of gold and bronZ&it also included those who were brilliant at fakin
ancient coins/ imitating ancient bronze$, and casting iron pictur&s wrought
iron,° and iron seals. Even those who were said to know o make weapons and
artillery were also included in this categétyThe objects they made could also be
ordinary things, as long as the object’s intrictestified to the maker’s craftsmanship,
as in the case of a certain Wang, who specialisethaking ball-shaped incense
containers and locks and was celebrated by an ateeethout his unique ability to
open an intricate foreign lock imported into Chasatribute?? It did not matter either
whether or not the skill to be glorified in the lkdead originated in China, as long as

the maker mastering the skill was exceptionallytel®us. Thus a certain Pan from

5 Such as Wang Shixiong: i/, Zhengliiejuan 1, p. 13a.

6 Such as AniguéT/EEF and Liu Zhenfu|EH; ibid., pp. 3b-4a, 8b-9a.

A certain Xue (Xue M@k, aka. Xue Chongquati:Ei ;i) and Li BaotaiZ=g5+4 were famous for
faking ancient coins; see ibid., pp. 12b-13a.

18 For example, Hu WenmingfiszBH, Xu Shousu$=FZ, and those recorded in the entry ‘Famous for
making bronzes’, ‘Famous for carving pewter workisig., pp. 6, 7b-8a.

'® Such as Tang Pengffl, Liang YingfengZZJ#i% and Zhuge Shengh#4:; ibid., pp. 9b-10.

% Such as ‘the person from a Wang family (Wang xiat:)’, Zhengliiejuani, p. 12b.

21 Such as Yang Gong; &, Yisu mayinREE A, Alao wadingff[Z F. T, Lin Junfif, and Pang
BingquanfEs=f#; ibid., pp. 2b, 3, 7, 12a.

22 “Wang mo %, ibid., p. 5b.
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Zhejiang is selected for inclusion ithengliebecause he was said to be adept at
making Japanese-style utensils, such as a kingdle@fwhich contains in one piece ten
writing accessories and a pair of folding scissaasskill he learned during his
captivity at the hands of Japanese pirates.

The second category, ‘stone’, to which jade niateare also appended, is mainly
dedicated to accounts of famous makers of inksioae®ng whom a person who
specialised in repairing broken inkstones is atsmrded™ In addition, there are nine
‘artists’ adept at carving ‘seal knobginniu E[J¢ft: (the carved decoration at the top of
a seal® and eight known as remarkable architects of rockvin gardeng® The
acclaimed Ming jade carver, Lu Zigafig-fid, is of course listed in this categdty,
while lesser-known craftsmen such as Xi Shanigjim#f—said to be able to carve
dragon-shaped stone pillars effortlessly withouhgisany preparation drawings—is
also given a plac® Extraordinary examples are particularly worth ngtiPan Feng
#EJEL, known as a dexterous makerliabsidengflii/s (glass material lanterns), is
categorised here because the material he usedakingilantern containers was said
to be extracted from minerals such as agate anet\joartzZ2° A superb maker of Go
game piecesqf tH), Li DezhangZ{#i=s from south Yunnan, is also found in this

category because his manufacturing process invammelling minerals (‘stones’ in

Chinese concept) such as violet quartz, nitratd, laad, a technique known as the

% ‘pan moiE i, Zhengligjuani, p. 6b.

24 ‘Han Weni# =", ibid., p. 14a.

% |bid., pp. 19b-21.

2 They are Lu Dieshd#/&|1], Zhang LianEj#, and those recorded in the entry ‘famous archutett
rockwork’; see ibid., pp. 14a, 21b-23a.

27 |bid., p. 14.

% |bid., p. 21b.

2 |bid., p. 14b-15a. Fdiaosi lanterns, see Wu Shda!| et al. (eds.)Zhongguo gongyi meishu

dacidian 4[5 T #ZEffii AFtHE ‘Dictionary of Chinese industrial arts’ (Nanjing988), p. 887.
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‘firing method’ (shaoqi zhifak;%tH\Zii)?o A certain Akoul[[1, known only by his
nickname, is recorded for his expertise in faking patina on ancient jad&sThese
cases also show that as long as the relevanceeom#nufactured product to the
material (to which the category is dedicated) colid established, makers could
acceptably be positioned in this category.

The third category, ‘silk’, is occupied predommtig by females, for it
accommodates makers of textiles, clothing, and eideries’® Nevertheless, there
are still two male makers listed hefepne of whom even specialised in hair
embroidery, a skill normally associated with woniérthe fourth category, ‘bamboo’
is for ‘artists’ skilled at carving on the bamboarface of arm-rests, brush-pen
containers, fan ribs, etc., or good at carving baondeals or making bamboo objects,

such as bird cagés,and musical instruments like bamboo flageoldtmgxiaoji
#%,%® and bambogjin zithers®’ The ‘gourd’ is seen as the smallest groughengliie

containing those who are said to be skilful eithemaking containers with the shell
of the gourd or at decorating such containers byirg designs or inscriptions on
their surface. The ‘earth’ as a category, howeskows a greater variety: the most
common are makers of ceramic and pottery objecis as tea sets, cricket pots, and

vessels in ancient styles; it also includes peaaliel to specialise in painting or

% Zhengliiejuan1i, p. 15.

3L |bid., p. 23a.

32 Grace S. Fong, ‘Female Hands: Embroidery as a Kedrye Field in Women’s Everyday Life in
Late Imperial and Early Republican Chingjte Imperial China25.1 (June 2004), pp. 1-58.

3 Tao Cheng#j#’ and ‘Xia Yong & 7k’, Zhengliiejuani, p. 23b.

3 yuhang Li, ‘Communicating with Guanyin through Hatair Embroidery in Late Imperial China’,
paper presented at the Annual Meeting of the Aasioci for Asian Studies, Chicago, March 26-29,
20009.

% Zhan ChengZs’, Zhengliigjuan2, p. 1a.

% “Wang Shangliant: fij§&’, ‘Ge Luting %247]” (including Hu Jiefanif+ 1), and ‘Che Guriizs’,
ibid., pp. 1b-2a, 17b-18.

¥ 'Pan Xigeng#PE/E., and ‘Liucheng niziZls 47 (A women from Liu towny’, ibid., pp. 19b, 21a.
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carving inscriptions on pottefy as well as those who were able to sculpt statnés a
figurines in clay’® Other less conceivable objects in this categoeypmttery seals,
inkstones, andjin zithers?® as well as tea pots moulded in clay and coatetl wit
pewter ghatai xihufibfi&s57).4

The seventh category, ‘skin’, including such mate as feathers and animal horn,
lists mainly people adept at carving seals and aupgory or horn. In addition, Hu

Chuniii#, who ‘uses goose quills to make flute pipgsgguan zuo xiaodil ff &4
i), and Sun Weffjz;, known to be the maker of the famous feather-krath
armour (inggen tijin kai#WiElkf6y), are both registered in this categbryThe

category ‘wood’ is the last one in the ‘eight-soucidssification, containing famous
makers ofqin zithers?® wood carvings, wood seals, wood statues, and nratta
objects A number of ‘artists’ in this category are recatdas being brilliant at
carving olive or peach stones, particularly of sdbject matter ‘Su Dongpo on an
outing to Red CIiff ’, in which the whole tiny kezhis carved into a boat on which Su
Dongpo, his friends Monk Foyin and Huang Tingjilmeir boatmen and servants, as
well as the architectural and interior settingstio@ boat, are all said to be vividly
represented (Fig. 4-9% However, many ‘artists’ listed in this categoryear

themselves in fact carpenters who had contribudgaliblic constructions like palaces

3 For example, ‘Chen Chéfii=’, ‘Meng ChenZ [5’, and ‘Xue Huai#[5"; seeZhengliiejuan 3, pp.
10b, 12b, 14b.

39 ‘Tian Qi FH¥", ‘“Yuan Yuchangz:i# £y, ‘Ma Tianlai JE KER, ‘Liu Yuan 25t ‘Jiang Yougong/T.
AT, Jiang Minggag/ THE S, ‘Zhong Shend} |, ‘Huang Shuyuan®f7t’, and ‘Niren Zhangg
NiE (the Zhang specialising in making clay figurine#id., pp. 1-2, 15.

0 For pottery seals, see ‘Zhou Shichgf[5’ and ‘Jia Xuargg#f, ibid., pp. 3, 12b-13a; for pottery
inkstones andjin zithers, see ‘Qi Na-afEs#%’ and ‘Kang Gadgzt', ibid., pp. 3b-4a.

1 Zhu JianZ£EY’, ibid., p. 14b.

2 |bid., p. 16.

3 |bid., pp. 18-19a, 24b.

* \Wu Ruzi B7£ 7, ibid., pp. 23b-24a.

S bid., pp. 21-23a, 25-26. For nut-carving, see [Baifen £ 745, ‘Hezhoujif%ftEd’ (On carved
olive-stone boatsjzugong wenwu yuekafi{ = =2%7H T ‘The National Palace Museum Monthly of
Chinese Art’, 23 (Feb. 1985), pp. 75-77.
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and bridge® or had been expert in interior decoratiéhsurniture making’® and
miniature architectural modefs.

From the survey of the people grouped in thesegoaies, as well as of the objects
they are recorded to have made, it is clear thratdight-sound’ classification system
in Zhenglle functions as a conceptual framework within which category
accommodates objects or skills in a broad senseciassd with the designated
material. For instance, the category of ‘silk’ doed apply only to objects made with
silk, but also to those in a broader sense relabecthreads’, namely, textiles.
Similarly, the category ‘skin’ pertains to the aul@yer of the animal body, be it horns,
feathers, or the skin itself. Such flexibility isost observable in the category of
‘stone’, where objects involving a variety of hardnerals in their production are
included. The principle of ‘classification by magdr inevitably grouped together
different skills that could be applied, broadly aki@g, to the ‘same’ material, such as
in the case of the category ‘bamboo’, where th# gkimaking musical instruments is
listed along with the skill of carving on bamboafages, skills which are by nature
fundamentally different. As such, an emphasis wasady being placed on the
material aspect of the object, rather than on gezific skill possessed by the artist;
and such focus on materials also gives more pramae the object itself than to the
maker of the object whordhengliepurported to valorise, for it is only through the
fields—created by an awareness of the diversitynaferials—that ‘artists’ listed in
Zhengliewere supposed to be commemorated and glorified fEsults of this

approach are twofold: first, it creates an impm@sdhat the ‘art works’ and ‘artists’

4 ‘Cai Xin (2", ‘Yang Qing 55", ‘Xu Gao &, ‘Zhao Dexiuifi575’, and ‘Huang Panlong
#g’, Zhengliejuan 3, pp. 19b-20, 24b.

47 ‘Kuai Xiang ffil%¢’, ibid., p. 19b.

8 Xiao He/]N&’, and ‘Da Shank:jlr, ibid., pp. 20b-21a, 28b.

49 ‘Emperor Xi of the Ming’, ‘Liang JiuZ /', and ‘Wang ShumingE£{BH’, ibid., pp. 19, 24a, 29.
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listed inZhenglieare mutually defined; for instance, one tendsetgard the intricate
lock made by that certain Wang as, to the authoFdng, also a work of art, and
Wang was thus being identified as an artist. Sectirq@rompts a shift in context in
which some of the makers featuredZinengliieare perhaps meant to be viewed in a
way very different from how they used to be, améswe shall return to below.

Since the ‘eight-sound’ classification cannotammodate all materials and skills,
another seven categories were introduced to compleFang’s scheme. As these
seven categories do not reflect such an existeagived classification system as the
‘eight-sound’ system, their inclusion shows how tparameters ofyishd and
‘yishujid in this book extended beyond any known framingtesn.

According to the ‘General Remarks’, ‘Calligraphgd painting’ along with ‘seal
carving’ were the fields that had been come todrarmonly viewed in recent times as
representing rheishi. However, since too many masters existed withirese

categories to be exhaustively registered, onlygpecial and extraordinarysuyivf
%) were selected and recorded h&rén contrast with the opinion probably most

commonly held at the time, the conventional promunctof these art forms, with
which we are now more familiar, were Zthengliienot intended to be regarded as the
most highly valued forms omeishu To Li Fang, perhaps only those ‘special and
extraordinary’ works of calligraphy and painting fnore into his conception of
meishu For instance, most calligraphers selected foftugion in Zhengliewere
believed to be able to write characters in a sitteeeextremely small or exceptionally
large, as demonstrated by such feats as writingraker more characters on a single

sesame sedt or writing characters on such a massive scalettfgatexture of each

0 ‘Liyan, Zhengliiep.1a, Iltem 3.
51 ‘Song LianZKjE’, ‘Weng Tanxi£ &2, ‘Dong Wengongg 3Z4%', ‘Ji Wengongf&=Z7%’, ‘Ru Rui

e

#1i58’, ‘Dong Yao &', ‘Wang ChaozhongF g E’, ‘Tong Xinyan#.[,5", ‘Chen Bunong#ififi’
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brush stroke would appear like the patterns of $6KA certain Huang Dashen§k:
7 is listed for being able not only to write withshieft hand, but also to do mirror

writing, which would look from the reverse sideifathe writing had been done in the
normal way’® As for ‘painting’, there is even greater variégize’ is still a concern,
as the lives of six artists of miniature paintingre selected” ‘Style’ is also a
criterion, for those who were able to paint in astéen style are also includéd.The
ability to form an image of the Immortal of Longgrwith its outline made up of a
number of the characteshouzZ’ (longevity)—a visual effect which is probably
similar to an image of the Bodhisattva Guanyin whttre deity’s robes are formed
from tiny characters which make up the text of apthar of the Lotus Sutra (Fig.
4-10)—is no doubt exceptional enough for the attisbe selected for inclusiof.
However, many entries are about people who maderpig with devices or media
other than brush pens: such as painting with thik bftaof; (mallotus japonicus)

andhuafif (a type of birch, betula alba var. vulgan§)‘plucking’ images out of the

paper with nails and need[®s knitting paper strips into picturé$,and making

and ‘Zhu Yuchengjl £f%’, Zhengliejuan4, pp. 1-3a, 4.

%2 *Ning Xungong#gi#.y, ibid., p. 3.

%3 |bid., p. 3b.

** |bid., pp. 3b-5a.

> Such as ‘Liu Biri2[#%’ and ‘Huang Shiling#1-[%’, ibid., pp. 5b, 7b. Paintings of Western style are
also mentioned in entries of ‘Chen M&if4’ and ‘Yao Songgk &', ibid., pp. 4b.

% ‘Zhang HengiEfH’, ibid., p. 5a.

" ‘Tian SoufH ", ibid., p. 1a. It should be noted that there tg@o in this entry irZhenglilevhere
the original characteéno 7 is mistaken fodao#s (rice), and hence the name for this kind of
‘painting’, ‘tachuaffi=’, is wrongly put asdaohuaffi=’. Many later books have inherited the
mistake in failing to crosscheck the original s@jiio Yuan Haowent41 [, Xu yijianzhifgs5 EXE,
collected inBiji xiaoshuo daguad&st/Naft A#H (17 vols., Yangzhou, 1984), juan 1, p. 5a. An
example of such an error can be found in Zhou Nan@iFg & and Feng Nai'ef§/5 & (eds.),
Zhongguo gudai shougongyijia 2zl 53 T 8577 ‘Records of ancient Chinese
handicraft-persons’ (Beijing, 2008), which, writtenvernacular Chinese, is clearly basedZbenglie
(p.364). Perhaps in finding the terdabhuain Zhenglieunintelligible in the context, Zhou and Feng
further changed it intagiahua#52’ in the main text, although the original (and emt) text inXu
yijianzhiis also appended (p. 668).

8 Wang Qiushant-fk[L1", Zhengliigjuan4, pp. Sb-6a. This kind of painting is callgduhuaZ &
(pounded painting).
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pictures by pasting fabrics of different coloursma silk surfac8” Also included are
artists who made pictures on surfaces other thagerpar silk, artists such as Pan

Yunke k324, who is said to have been able to paint on thersevside of gla§§.

Although some of the aforementioned skills and cigsjemay seem difficult to
understand only by textual descriptions, in additio the fact that no samples remain
to prove their existence, none of them is as mloasuas that which is described in
the entry ‘mouth painting'—the practice of a persdiorming images of buildings,
birds and animals, or flowers and trees on a walllanr by spitting on the surface
pieces of various colours of paper that had beemwet in his moutf?

The category of ‘astronomy’ contains people wlerevable to make astronomical
instruments and instruments for measuring timeh sag clepsydrae, sundials, and
hourglasses. ‘Wheels and axles’ is a category fakars of mechanical instruments or

objects, such as ‘novel instrumentgidi Z272%), wooden oxefi® dogs®* roosters?
little boys® small models of the demon-queller Zhong Kiifi,%” and small

boats®® all of which had certain mechanical devices ingtugr bodies that enabled
the objects to move around by themselves withoettetal power. In addition to
things so marvellous that the accounts of them sesher ridiculous, there were

other less extraordinary objects included in tlasegory involving the use of wheels

%9 ‘Lu XianghuanEifi%z’, Zhengliiejuan 4, p. 8a; and Li’'s note in p. 6a. The skill seembave been
known aszhihuafk== (knitted painting).

60 yWu Shenrongi[E %y, and ‘Qiao Xiaohongg/\4[”, ibid., p. 7b-8a. Although the names for the
skills in these two entries are different (the ferris calledduibohualff 52, and the lattetieronghua
HE#E), they seem to have come from a similar concept.

1 Zhengliigjuan4, p. 5.

62 ‘Kou Hual1%", ibid., p. 8.

83 ‘Xie Chunz#ti’, “Jiang Yong/T 7’ ‘Cheng Jiayinf2 %", ibid., pp. 13a, 16-17a.

% Such as ‘Zhang MoiE%:", ‘Huang Lizhuang&@it’, and ‘Zhong Yixig#&41, ibid., pp. 14b-16a,
17a.

% ‘Mou Bibu LS (a certain official)’, ibid., p. 17a.

% ‘Bo zili ¥, ibid., p. 13.

87 Lj ShushiZffif1-', ibid., pp. 12b-13a.

88 \Wu Woyao '2%22', ibid., p. 17b.
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and axles, such as guns, self-chiming clocks, macigis for mills® and irrigation
equipment?

The category ‘mounting'—a specific skill applied works of calligraphy and
painting as a final touch for future display an@garvation—shows that mounters
were included in a relatively homogenous groupthg;same applies to the fourteenth
category, ‘lacquer’, in which only lacquer makers ecluded. However, the eleventh

category, ‘carving’, seems to be more contestec fEmm ‘carving’,diaokeff§%I,
with the charactediao of the radicalyu % (jade)—a term which also appears in the

categorisation oMeishu congshin Chapter 3)—refers to the technique of carving o
objects made by the act of carving, and hence eaapplied to various materials,
even including those categorised otherwise withen‘eight-sound’ system. Although
its contents more or less overlap with those inghevious categories, this category
does not seem to have been entirely repetitiousdundant. Although this category
includes carvers of stone inscriptions, of woodkéodor book printing, and of
calligraphic model books (and was similarly pereeivby the editors oMeishu
congshuas including these subjecfd)jt is dedicated mainly to seal carvers, or
simply carvers who were able to work on more thae material, or those whose
specialised material was not clearly recorded.Heunhore, the termdiaoke as it is
used inZhengliealso means ‘incision’, or ‘engraving’. A certainuGFuhengS#& s

is recorded in this category—rather than, like othén the category of ‘wood?
Given that it is particularly specified in the teékat he carved the plum kernels with a

kind of stick-like device used for smoking opiulyafqgian/#s, whose edges are

% ‘Qiaogong Qushi’j T # [X’, Zhengliigjuan 4, p. 13a.
0 ‘Shan Junliangg £ £, ibid., p. 13a.

" Zhengliiejuan5, pp. 1, 7.
72 |bid., p. 9b.
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unlikely to have been sharp enough for chiselling® product is unlikely to have
been the kind of curio-like, round, sculpturediditboat that we have come across
elsewhere in the category of ‘wood’ (Fig. 4-9), lmstead an engraving on a plum

kernel. Such understanding also makes the inclusfowu Fengziz{ )il 1~ in this

category appear less strange: he was known to I able to ‘paint’ on bamboo
chopsticks with red-hot coaf.Given the parameters of this category as suggested
by other entries, those fire-kissed chopsticks niaste had the sunken, depressed
effect found in intaglios. In addition, the act sé¢al-carving can also be broadly
perceived as ‘engraving’, which probably accoumtsthe presence of a relatively
larger number of seal carvers in this group.

The last category iZhenglieis dedicated to ‘miscellaneous skills’, pertaintag
civil engineering fumu - K, ‘earth and wood’Y* or making things such as
lanterns’® fans’® and paper (including paper fifes, or pagergame pieces), in
addition to the skills of making composite-rubbins fabricating antiqueg?
culturing pearl$® and designing gardens and architectir&ome rarely-seen skills
are also included, such as moulding figurines ix,Waainting’ images with incense,
and ‘branding’ pictures with red-hot iron wires akind of fan made with the sheaths
of bamboo shoot¥. Still a few entries are of versatile people, spksing in more

than one type of craft, adept at music, embroidgagtronomy, ceramics, and so

3 Zhenglilejuan 5, pp. 3-5a.

™ Such as ‘Zhang Zhongyadf 12", ‘Niu Cunxi 4-~{7%", ‘Xie Shenguari#iZJ#’, Zhengliiejuan5,
pp. 14-15a, 19a; in addition, ‘Yao WeidHiigfit’', ‘Gu Licheng & EEdk’, ‘Wen Qi 3Z#E’ can also be
labelled as such; ibid., p. 19.

> |bid., p. 15.

® |bid., pp. 15b-16a.

" Ibid., p. 14b; and ‘Pan JunzhofgE fifr, p. 17b.

8 ‘Da ShouE=', ibid., p. 18.

9 ‘Ba Weizu /\ &', ibid., p. 17a.

80 ‘Lin Mou #£%=', ibid., pp. 17b-18a.

8. ‘Dao Hengiffy’, ‘Yao Weichi’, ‘Gu Licheng’, ‘Wen Qi’ and ‘Xu Lian#:@%, ibid., pp. 18a, 19.
8 ‘Laji 47 and ‘Hu YunfengifZZii&’, ibid., pp. 18b-19a.

162



forth;®® or of people whose specialty cannot be named rimsteof the materials
designated in the ‘eight-sound’ system or of thilsslescribed in other categori&s.

The most extraordinary is the entry for ‘Xie Sheasfif &[]’ who is said to have

been able to make moist earth balls that he theéropuwamboo sticks; these balls
were then made to appear to fly as swallows and®ps, which may seem more like
the practice of magic or illusion than anythingeéfs

In all the early editions | have consulted, fallog the last category is a section

entitled ‘Addition of omissions’ uyi #i;&), which is not listed in the table of

‘Complete Contents’'(Fig. 4-11). This section wapmsed to have added to the
categories of ‘calligraphy and painting’ and ‘wheelnd axles’ new entries which
were thought to have been left out in the initiditien*® However, | have not come
across any edition which does not contain the ‘Addiof omissions’ section, and it
is thus more likely to be a section of the iniedition.

All in all, without a relatively complete picturef the semantic range of the
Chinese termsyishujid and ‘meishujia as they are seen idhenglie it would be
impossible to get a sense of what these terms c¢auidhave meant to the author Li
Fang. The diversity of their contents and theiredgence from our understanding of
the terms today all point to the question posethatbeginning of this section: is
‘yishujid, as referred to iZhenglie a translation of the Western concept ‘artists’, o
a Chinese term that is now conventionally trandlads ‘artists’? Or, to put it in
another way, should we translate the tefighujia not as ‘artist(s)’, but instead as

‘artisan(s)’, as suggested by the social identitshe subjects selected in this book?

8 “Wan Shouqi# =i, ‘Zhu Yijian 28482, ‘Lu ShoushifZEfZ2% and ‘Sun Yijunigz%$9’, Zhenglie
juans, pp. 16b-17. In addition, there are still maepple mentioned before as having specialised in a
particular craft, who are also said to have be@alske of other skills.

8 Zhou Qizeng® 75" and ‘Cheng Ruorongt %y, ibid., pp.16, 17a.

& bid., p. 20a.

8 Zhengliiejuan5, p. 20b.
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Given that what is recorded in the book is whatmay term today as ‘crafts’, and
whose semantic range went even beyond what themmodecepts of ‘decorative art’
or ‘industrial art’ may suggest (@henglieeven includes engineering in its scheme),
it seems reasonable to translageshujid as ‘artisans’. However, such a translation,
although accurate in meaning, would inevitably taiicknowledge the most fervent
aspiration of the author Li Fang, which was to m#ieChinese tradition giishuas
relevant to the modern world asishuwas believed to have been at the time.

The situation we are facing here is similar to tegperienced by the English
translators and scholars of Georgio Vasdriges of the Artistswho learned that
Vasari did not employ the contemporary Italian woadista (‘artists’) in his book,
nor did he use the termartigiano (‘artisan’) consistently; rather, he prefers therd
‘artificer’, often used in theoretical writings to refer todsthe Creator. It is precisely
through such usage that Vasari registered his uéoeolry interpretation of the artist’s
stature in the Renaissance and transformed thel status of the people recorded in
Livesfrom that of a mere craftsman into that of a diviyenius’

As we shall see below, the employment of the tgremujia or meishujiain
Zhenglie was also an endeavour more or less as noble aari¥asise of
‘artificer—that is, to elevate the status of ‘nobody’ to ttled ‘somebody’, even
though the social, historical and religious comsh§ at Li Fang’'s time were
completely different from those of the Renaissamc® such, | propose to translate
both of the termsyishujid and ‘meishujia as they are used iBhenglieinto English
as ‘artists’ in order to do justice to the histafiaspiration behind the compilation of

Zhenglie At the same time, however, it should be bornmind that the meaning of

87 Julia Conaway Bondanella and Peter Bondanellzptiuction’, in Giorgio VasariThe Lives of the
Artists trans. Julia Conaway Bondanella and Peter E. 8osith. (Oxford, 1991), p. xii. See also
James V. Mirollo, ‘Vasari's Language and ThoughthiaLives, Mannerism and Renaissance Poetry:
Concept, Mode, Inner DesigdhMew Haven, 1984), pp. 4-10; and T. S. R Bo&iergio Vasari: The
Man and the BookPrinceton, 1979), pp. 124-128.
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‘artist’ in Zhengluas not quite the same as that in the Western gonte

In the name of ‘history’

Given the conception of historiography of hisdinki Fang had every reason to
believe he was compiling a historical book on Cheart; the problem is why his
historical aspiration was only humbly suggestedhia alternative title of the book,
placed inside the book and printed in a smallee gizig. 4-3). Another equally
important question is why we, the people of modanes, no longer regaidhenglie
as a legitimate history.

Gathering together excerpts of artists’ biographaccountsZhengliietook a form
similar to traditional historical writings in Chinalt is widely accepted that
biographies were one of the most persistent writargs in which official dynastic
histories took shape. As dynastic histories serasdthe model for a variety of
historical writings—having been produced eitheroffecial commissions or private
endeavours—biographies likewise became the mostmnway in which historical
materials were presented. Emulating the structur@ farm of official dynastic
histories, Zhang YanyuanRecords of Famous Paintings through the Afyestten
around 847) is composed mainly of biographies ahtpes arranged in dynastic
chronological order, except for the opening thrdmpters on general subjects
regarding the historical production, appreciatiamg collection of paintin’

By grouping together biographies according tocsmethemes, a discursive field

was also created. Although Zhang's book titleRecords of Famous Paintings

8 See Zhang Yanyuahjdai minghuaiji in Yu Anlan (ed.)Huashi congshui, pp.1-126. For an
annotated English translation of Zhang’s text,\&@éam R. B. Acker,Some T'ang and Pre-T'ang
Texts on Chinese Paintin@ vols, Leiden, 1954 and 1974), i, pp. 59-382 &n

8 Such a way to invent a tradition by creating repextively a new category and lineage in historical
writings is discussed in Mark Csikszentmihalyi, f@tructing Lineages and Inventing Traditions
through Exemplary Figures in Early Chin&'pung Pao(Leiden), 89 (2003), pp. 59-99.

165



mentions only ‘paintings’, the book actually incasdtexts about both paintings (the
objects) and painters (the makers); the latter egenipied the majority of the book.
This case demonstrates how a specific type of blgac be used to represent an
entire discursive field. In the case of Zhang'ddrig of painting, not only the famous
paintings but also the human agents who made pginéi subject worthy of
historicisation are justly treated. Since occupyangiche in history was considered to
be one of the ways to achieve immortality, creatynguped biographies of these
human agents—in whose hands a specific field wasgitit to have been able to come
into being—was also a means by which a new fielghmiegitimise itself and
perpetuate its existence within the Chinese cdltoatext. Although historians were

endowed with the power to exert ‘praise-and-blathabbian#gll?), the creation of a

new thematic history was often a positive recognitof a new field, rather than a
listing of the blameable. In this sense, groupembtaphies and the discursive field
they represented were in a reciprocal relationsimpwhich the valorisation of a
specific field was realised in the very documentaighe people categorised in this
field; and through this specific field and its dawentation, an individual was thought
to obtain his/her historical immortality.

As such,Zhengliewas made in an attempt to valorise the new fidlaneishu
Starting with overviews of theneishujia (‘artists’) and followed by biographical
accounts of individual artistsZhengliemore or less echoes the structure seen in
Zhang's Records of Famous Painting&gainst the backdrop of the tradition of
historical writing outlined above—to whicthenglieclearly attached itself—the two
titles of the book, the wording, and the use of ¢tbhacepts ofyishujia and meishu
together make Li Fang's historical intention alétimore explicit. The ‘official’ title

followed the precedent set by the boAltested Sketches of Poets of the Current
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Dynasty(Guochao shiren zhengl i@z A &i%)°° and turned the people listed in

the book into a meaningful group of individualyighujid) worthy of historical
treatment.Zhengliés ‘alternative’ title further makes it explicit & the book was
created for the new fieldrieishu In this sense, the compilation of the biograghoé
yishujia, however sketchy it may seem, was simultaneousgcagnition of the new
field calledmeishu

To recognise the new fieldeishu—thus elevating its status and tracing the origins
of its indigenous tradition in China—was, Li Fanglibved, an urgent need in China.
This point of view was also shared by the authdrshe prefaces t@henglie in
which the polarity betweedaoj& (the ‘Way’, the ‘Principles’) andji 75 (‘object’,
‘utensil’ or ‘tool’)—not to mention the long-stanmdj neglect of the latter in Chinese
culture—was singled out in order to account forr@re lack of competitiveness when
confronting the Euro-American powers in the coustngcent history. They argued
that such a separation was only a recent phenonmembhad never been intended by
the ancients. As Wu Chongxi states in his prefaldee ancients put equal emphasis

on dao and qi, regarding them a$ #& (‘substance’)and yong /i (‘function’)

complementary to each other. Since in later gelo@igtmorals were more revered,
people of our nation stopped working on matterdiwithe form fi]’.°* The same
opinion can be found in Di Yu’s preface, where haintains that ‘Abandoning the

matterto explore the idea, and forsaking tfi¢o enjoy the pleasure of the Way, is the

% Zhang WeipingE#7£, Guochao shiren zhengli{#830), collected ixXuxiu siku quanshiF{&pu e
=2 ‘Continuing compilation of th&our Treasurie§1800 vols., Shanghai, 2002), vol. 1712-3. This
text gathers from a variety of sources biographacabunts of poets of the Qing up to the year 1830,
with references to the source materials from wilhghexcerpts are taken; these are features also see
in Zhenglue

*" Wu Chongxi, XU, p. la. 883 » 553 A\ WE(RE » BEEH.C AR - iteFEg &

B ETEIP T 2 5H]
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flaw of contemporary China. Our ancestors would eneiave done sd” They
believed that this unbalanced emphasis betwissnand gi had led to the difficult
situation in which China then found herself. As Whongxi pointed out, ‘After the
West found their way to China and demonstratedr thwrivalled mastery of
navigation, land transportation, aviation, and srattrelating to sound, light,
chemistry, and electricity, we began to feel irdefto them] in intelligence®

An emphasis on the significancegdfand a rediscovery of China’s long tradition of
the making ofji was therefore brought forth. In order to re-evaduae importance of
crafts, Li criticised the long-established prejwd&gainst craftsmanship, a prejudice

regarding dexterously-made objects as ‘the worlenfils’ (Quigong’i T-) produced
by ‘devil barbarians from the Western langiy{ gui zug/tiiak /. {F)'— objects which

could never have been made by people of an unspiodture. Li believed it was this
prejudice against ‘the works of devils’ that undered the development of crafts and
industry in China, and thus he drew examples frioenWwest:

Countries in the West and East give a special weighgong T. [‘crafts’,
‘industry’, or ‘labour’]. In these countries, peepivho created novel instruments
would be knighted or awarded with medals, issuetth watents, or supported in
marketing and selling; bureaus of standarkizofongchangj% T35, ‘place to
inspect works’] are established to determine whrette products are neat or rough;
and expositionsholanhuif#i& ] are held to examine whether the objects are
refined or crude. All those we have derogated aasfering] curious techniques
and fiendish skills, viewed as devil makers froma iWestern lands, are in these
countries regarded especially highly, lauded with hamemeishujia[‘artist’];
their works are calleaneishupin[‘works of art’] and are stored in specifically
constructed halls (foreign countries have theishuguas&ffygE ['museum’, or
‘hall of meisht]). Most of these measures taken to encouragerespect [industry]
indeed correspond to those found in our own ancigstent?

% DiYu, ‘X, p. la. FEHIMEEE - SE a2 - IrhBRTAC AR S H AR 2]

% Wu Chongxi,op. cit, p. 1a. [EZEPE:E:E » B LRI TR CIL B B HE » B A B IR 2]
% Li Fang, Zhongguo yishujia zhenglile ziXuEZiiZ2 0% E 17 (Self-preface t&Zhengliig,
Zhengliie pp. 1-3a (Lb). M sRpE# B » iR TG » FLASAIMEZ Se » o0 PRI A5 - s LI -
BREFECER] » SRBNEATEY © TR TR T AR5 - ST & LR i AR - ERRS
TR - HEERIEE » SRS UE - EEHAEENE - FETEEIZE, - TR
DU (ORBIRIE i) - HATDBR s % - SHE S -« ]
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Judging from the use of the temmeishuand of its associated compounds, it is clear
that Li Fang regardegheishujiaas the highest honour a man of skills could betghn
andZhenglue the ‘History of Chines&leishu, was compiled to grant such honours.
To Li Fang, calling these exceptionally dexteroasgle meishujiawould have been
a way to exert his own power of ‘praise’ as andrian®®

Nonetheless, the mentality of the scholar-officim China, Li Fang observed,
devalued the objects made in China and embraces thh@de by foreign hands. As
such, even though they had been both told about stwdvn intriguing objects
produced domestically, these people were still isims of and not impressed with
Chinese objects—an attitude which, Li believed, Mounake other countries
wealthier and stronger and China poorer and wedakaretheless, Li was convinced:

[T]he dexterity found in foreign countries is mgsthat of the machinery, which
appears marvellous at first glance but can be éshquickly by all; the dexterity
found in China is all that of humans, which canyoble mastered but not
transmitted, even between fathers and sons. Thasidevis that they [the foreign
countries] save more efforgdng ‘labour’] and gain more results, whereas we put
in greater effort but get less reward. Neverthelssge there is a difference in the
effort put in, there is also distinction in theinefiment ofyi [‘'skills’, ‘arts’]. The
antiques of our Three Dynasties and Qin and Haiogemlone, which cannot be
replicated, even today, in addition to the carvadquers made in the capital
[Beijing], the ceramics in Raozhou, and the silk Jiangzhe region, are also
praised by Westerners as the ‘three specialties’Chinese gongyi T. %%
[‘handicraft’, ‘industrial art’], which even theyhémselves are unable to rival.
Should the authorities adopt a bit more of the emcsystem to encourage and
inspect [the arts], even though a revival of thetgannot be achieved, such an
endeavour would surely result in great rewardssAV@hy on earth are the roots
forgotten and neglectedl!

What exactly the ‘ancient system’ had been in th&t s not clearly elucidated in the

% However, this assumption also makes Li Fang’s exmise in the official book title of the term
yishujia, instead oMmeishujia(a term in his mind probably of a higher statesgn more puzzling.

% Li Fang, Zixu, p. 2a RN 2 T 561 TR0 - Hahste » DI eSS - HI A FETTAE
2 TP T. » BEMERE - BN RAEEEE T - B0 - X H 1A T2 » FR5F o
M TAE - 72 SUEETK - HIBLS RERITR S « AT =2 Y JEILATRERS - BIAnSH
SHT S ~ BEIN.S 2R S VLU s AES R HAES B TS =B MiE BT « #E -
HEFR A A LAY AIMERASE I - RIRE AT - 252 MBS HA 2
ARl
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book; however, the main purpose Bhengliewas clearly to revive the serious
attitude towardsdong and to re-establish the mentality in whiajohd was valued
as highly as the ‘Principlesdéo). The way to achieve this purpose, Li Fang believe
was through the power of history, in which the veslation of a group of people was
at the same time the recognition and celebratiahefield in which that same group
of people had established themselves. This is vieyltook was officially titled

‘Attested Sketches’zhengluefgli%): because there were disbelievers in Chinese

yishumeishy because a history of Chinegeshujia had yet to be composed; to
demonstrate that there was indeed a traditiomefghuin China; and because there
were people who were indeed accomplishechaishu Therefore, ‘the practitioners
[of yishy will be encouraged to improve themselves day &y dhusdao andqi will
both blossom, and the Euro-American countries wol longer monopolise the
advancement of technolog}/.’ In the name of nationalism, by the token of relir,

a history of Chinesmeishuwas thus created, and a tradition invented.

The individuals gathered iBhenglie labelled asyishujia or meishujia (artists),
were thus treated as a subject worthy of hist@ims and able to testify to the value
of the field they represented. As Wu Chongxi patsihis preface, ‘through [this
book] each individual and each skill, however huerdnhd trivial it may seem, will be
remembered forevef® It should be noted thathengliid@ncludes a lot of entries even
of those ‘artists’ who are known only by their fdagnnames, such as ‘a certain Yang

(Yangshengi4:)'; or by the nicknames associated with their teades in the cases
of ‘Lu Dieshanfz4&[| (the Lu who piles up fake mountains)’ and ‘a dertatficial

(mou bibuX:LEES)’; or by the places they had lived, such as ‘akcliem Canton

*" Wu Chongxi, XU, p. 1b. [RELEAFT.2 4 HIEIT H RS « SEELSH M - A HECE. S E I
-1
% Ibid., p. 1b. fi— A—HLZ > HEAFEEKA]
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(Guangdondi &) %

The lack of certainty in identification of thesartists’ on the one hand
demonstrates the intention of this book to turnaaiybinto somebody, a hero worthy
of historical commemoration. On the other hand, éwsv, it also reveals that
Zhenglie—a book aimed at providing evidence to testifyhe fact that China had
had great ‘artists’ long before the Western powenpressed China with their
advanced skills—is composed of accounts of peoplese identities cannot even be
certain. Consequently, it is necessary to examiow Hhenglie a self-described

history book, was made, and also what it was méade o

Citations as ‘attested’ accounts

Comprised of 541 entrieZhengliecites a total of 185 book titles and personal
sources (Appendix 4-2° A reference to the source material is providethatend
of each entry in a smaller font size (Fig. 4-1%) For the convenience of discussion, |
have grouped these source materials by their texgeare into five groups: I.
‘thematic record’, featuring a particular subjeatls as ‘pottery’, ‘jades’, etc., but not
written in the form of biographies; Il. ‘thematigography’, such as biographies of

painters, etc.; lll. ‘gazetteer’; IVbiji Z£5¢ (brush notes)’, which forms the largest

group; and V. ‘personal source’, where the refeegmaints to a person rather than a

book—which also means that the quotation mightexegt in textual form.

% Zhenglilejuan1, pp. 11b, 14guan4, p. 17-18.

190 For the sake of convenience, the book titles ditéthengliiewill be referred to by their
numeration in Appendix 4-2 in brackets [# number].

191 These 541 entries do not include Li Fang’s owresiowvhich often start with ‘Faran 5% ([Li]
Fang comments...). There are in total 189 book tilesi inZhengliie however, four titles among
them are variations on their official titles, whiohrrows the exact number of cited book titles ddavn
185. These four titles atdechao shizhua@l|§fz5{# [#176] (a shorthand fdriechao shiji xiaozhuan
FIsAEFEE/ME [#175]); Mingren xiaozhuarg A /)ME# [#178] ( a shorthand fathodai mingren
xiaozhuaniB 4 A/ ME [#177]); Moyu luZEER$% [#125] (a shorthand fdduishan shuwu moyulif
[LEEEAR$% [#61]); anddiaoxuan zalFE#THEsk [#128] (a variation ofiaoxuan suilUE#fTFEsk
[#127))
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Despite its attempt to position itself within tigenre of ‘history’,Zhenglieis
hardly a work executed with the skills that a ttiatial Chinese historian would be
expected to have mastered. The basic skills ofsein—such as distinguishing
facts from hearsay, verifying the materials gatdeend presenting an individual or
an event in a coherent way in order to exert hiwgvoof praise-and-blame—are
absent in the compilation @henglie The lack of verification is also manifested in
the fact that records of a ‘certain Wang'—i.e.jradividuals whose identity cannot be
sufficiently proved—are still ubiquitously presetitroughout this book. As such,
Zhenglie appears more like a scrapbook into which numeranscdotes and
fragments of hearsay from various textual sourcerepasted and organised without
any formal process of verification.

Furthermore, it should be noted that the authioFang, did not always gather his
materials directly from the books to which he reddras the source material; rather,
he cited writings from other thematic anthologieseacyclopaedias where original
sources are also provided. In other words, Li Faray have taken passages from
various existing anthologies and encyclopaediashthd been compiled and edited by
other authors, rather than from the original tetemred to at the end of each entry.
This is why the same texts are often referred tonsistently in different places in
Zhenglie(see p.170 n. 101): because the same text isredfdo differently in
different anthologies (or encyclopaedias) from wahi¢ Fang cited the accounts. As
such, accounts referred to Ztengliileas coming from the same ‘original’ text might
have actually been drawn from different source @lotlies or encyclopaedias.
Moreover, although the excerpts gatheredengliemore or less retain the textual
features of the ‘actual’ source materials from Whi¢ Fang quoted the passages (such

as typos, ellipses, or specific wordings), it i dtfficult to establish (even by careful
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textual comparison) Li Fang’s textual borrowing nfroother publishing projects,
especially thevieishu congshu

Twenty-one book titles published in the firstetarseries of thikleishu congshare
cited in Zhenglie nineteen of which were released befdieenglie Insofar as
variations in wording and ellipsis may still havecarred even if Li Fang had cited
passages from thleishu congshdition, the textual relationship between them is
extremely difficult to determine. This is exemyadi by the case afiading zhurenlu

S ENTT N$% (‘Records of Bamboo Makers in Jiading’ [#1By Jin Yuanyu, an

independent text in its own right published in kheishu conghsut is also one of the
two texts whose section of biographies is fullyeditin Zhengliie®®® A comparison
between the text in thBhenglieand theMeishu congshedition shows only a few
variations; nevertheless, since tleishu congshedition seems to be the only early
edition still available today, the differences beén these two versions, however
minor, might still be attributed to another (how famger extant) version which
served as the actual source materialZloengliie’® Therefore, such a comparison is
still insufficient to establish the direct relatginp between the two versions.

Even under circumstances where more than ong earsion of the text is
available for comparison, and where textZengliedo exhibit more resemblance to
the Meishu congshwersion than to others, the situation is still pdicated by the
possibility that bottzhengliieand theMeishu congshare based on the same original
text—and hence a direct borrowing Ziengliefrom theMeishu congsheannot be

adequately established. For instance, the entrmdes makers ofjin zithers’, cited

102 jin's Jiading zhurenlwappears iZhenglilejuan 2, pp. 3b-17b. The other book whose biography
part is fully cited inZhengliigs Yangxian mingtaoliiG4FM$% (‘Famous potters in Yangxian’ [# 2])
by Wu Qiank2.%&, appearing irZhengliejuan 3, pp. 4-13a, from the entry ‘Yangxisaoreni5 i i N’
to ‘Zheng NinghoWi &z, without specifying that the whole section wadérd taken from Wu'’s
book.

193 Zhongguo congshu zongii p. 799.
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in Zhengliieas having been drawn from the te¥tinyan guoyanlu= s gk

(‘Records of the works passing by the eye as clam$ mists disperse’ [#115]),
demonstrates more deviation from the edition ct#i@éan theFour Treasuriesthan
from that in theMeishu congsh{®® However, it is still possible that another early
edition had existed, one serving as the sourcerrabfer both Zhenglieand the
Meishu congshuConsequently, Li Fang’s practice of ‘citationrfraitations’ and his
approach of ‘copy-and-paste’ inevitably hinders attempt to map out either the
exact source materials involved in the makin@gbénglieor the textual relationship
betweenZhenglieand other major contemporary publishing projedisctv were also
endeavouring to reorganise old, existent textsiwite new frameworkmeishu

Nevertheless, it is certain that the excerptsftbe article Si giaogong zhuapi’s

T{#’ (‘Biographies of Four Ingenious Artisans’ [#259)y Huang Zhiai®= (better

known as Huang Binhong, a renowned painter in tisdntentury China) must have
been cited directly from the edition originally pished in theGuocui xuebaan 1909,
where the essay was listed under Huang's pseudofiymijang [’ %° This
argument is supported by the fact that this sarsayesas reprinted and credited to an

anonymous author in the art supplementSifibag Meishu zhoukanZe fiiy /8]

(‘Weekly Meishu), in 1919, five years aftefhengliiehad come out’® Given that the

194 See Zhuogin mingjia% %45, Zhengliiejuan 3, p. 18a, and the same passagéiimyan guoyan
lu, MC, 2.2,juan 2, p. 23, and in th8ikuedition, vol. 871juan 4, pp. 3b-4.

195 yuxiang (Huang Binhong)Si giaogong zhuanin ‘History’ section,GX, 5.7 (1909), pp.1-2.
Excerpts from this essay are found at entries & Qian%Zgl’, ‘Wang Fuqingi¥185', ‘Zhang Lifu
5E17 R, and ‘Cheng Yifarf2 DI7&', Zhengliejuan 1, pp. 9, 16b; anfian 5, pp. 7, 13a.

1% This essay was reprinted on 26 August and 2 Sémte@®19. See Wang Zhongxi&uluyi: Huang
Binhong shiwen zhuzuo xinig&& il 5532 {E % (Appendix | Chronology of Huang Binhong'’s
writings); and Fulu’er: Huang Binhong zhuzuo yinan wenti kaobjieds — : 55 20 & F Rt [ %
¥ (Appendix II: Studies into questions about Huarigh®ng’s writings) in Wang Zhongxiu (ed.),
Huang Binhong wenjig g1 24 ‘Collected writings of Huang Binhong’ (6 vols., &fghai, 1999),
vi, pp. 3-49 (28) and pp. 50-86 (62-65), respetyida Wang’s article, it is pointed out that thense
essay was also reprinted in 1914, in the coluBinghong zalwKkalt#Es% (Assorted jottings by
Binghong) inShenzhou ribagf/{H#; ‘Divine Land Daily’, where the author was credit@s ‘Hong
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essay was originally credited to Yuxiang rathemtkuang Zhi, the fact that Li Fang
clearly knew that the author was Huang suggestsrsopal connection between the
two people, although the exact details of the sitnaare far from clear. Nevertheless,
the direct textual relation betwe&menglieand theGuocui xuebaandicates that Li
Fang was by no means unaware of the cultural agemtttee publishing endeavours of
the Society for Preserving National Learning. Nahder the first item in the ‘General
Remarks’ in Zhenglietook the promotion ofmeishuas the primary means of
preserving national essence:

This book is aimed to promoteeishu[arts], preserve the national essence, honour

talents of the past, and encourage people of #eept. All those, within the reach

of my reading, among recorded acclaimed craftsmermngenious skills and
objects for leisure pursuits, which are deemediapand extraordinary, worthy of
the name ofmeishy are hereby recordéd’
This is indeed the kind of rhetoric expressed mestently by the Society for
Preserving National Learning (see Chapter 1).

Furthermore, the fact thahengliiedid not rely entirely on the texts published in
the Meishu congshalso suggests that the latter was not only a grajedicated to
re-arranging existent texts within the frameworkradishi but also an effort to make
more accessible the knowledge previously limitedht privileged social stratum of
literati to which Li Fang also belonged.

Apart from an awareness of contemporary publghendeavours aimed at

preserving the national essence, Li Fang's book misorporates a great number of

Qing and more recent texts. Excerpts taken fromgdrae ofbiji had been written

At (p. 62). However, theBinghong zaly collected by Wang itHuang Binhong wenyjiii, pp. 35-213,
does not contain the essay in question. Althougtetindeed is a short piece of writing similartieti
‘Xinan giaogonggtZ¥; 1" (Ingenious artisans in Xinan) ilBinghong zalu(pp. 86-87), this text is
not the same as the essay cited by Li Fang. lethad been no reprints of the essay in questicardef
1919, it can be certain that Li Fang cited the gxsefrom theGuocui xueba@dition. The complete
text of the essaySi quigong zhudrtan be found irHuang Binhong wenjiv, pp. 488-489.

17 ‘Liyan', Zhengluep.1a. FEARIRSIENT » (RAFBIRE - REATE - SREHS A FSETE - 2Lk
FTRe LY5 34 S sE Dol aaty) - HAATRE SR - PIRSENn . AR - BIREAT & - REFS S8R
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predominantly by Qing authors; only 28 out of 11@k titles in this group are

pre-Qing texts. Among thenl,uochuang xiaodu##i/|\iE (‘Notes Taken at the

Window Where Creepers Grow’ [# 3]) is of particularportance, for it provides
sources for 36 entries henglieand hence is the most prominent contributor of all
except for the two texts fully cited iBhenglie(#1 and 2). Moreovel, uochuang
xiaoduwas by all accounts a contemporary text availabwlie Fang, since it includes

a renowned contemporary writer, Wu Woyagkz: (1866-1910), who died only 4

years beforezhenglilewas releasetf® However,Luochuang xiaodiseems to have
completely faded into oblivion, and the same casdid of many a book listed as the
source material farhengliie"®®

However, it is the ‘personal sources’ citedZhenglie(#26, 184-188) that best
exemplify the ‘hearsay’ nature of Zhenglie The approach of
‘copy-and-paste’—which suggests that the text ctdié in Zhengliehad already
gone through numerous instances of transmissiooréeft came to be found
there—together with the almost unavoidable typosleny anonymous typesetters
(see p. 159 n. 57), all undermine the reliabilify Zzhenglieas a history book.
However, not all of Li's contemporaries seem to éhaveen bothered by its
unreliability. In fact, this approach of ‘copy-apaste’ was praised by Wu Chongxi,
because ‘every word is drawn from established baokknot a single sentence shows
off [the author’'s] own witty mouth’. As such, Wu waconvinced thaZhenglie

‘deserves its name of attested accourteiigi)’. **°

To Wu Chongxi, and many of Li Fang’s contempasyi‘citing’, rather than

‘writing’, seems to have been the more acceptableiple for historical objectivity.

198 Zhengliigjuan4, p. 17b.

199 Sych assengyantian zhai bijiffff[HZE30 [# 64] andBixi caotang shiga@2i& it 55k
[#118], to name just a couple.

1% Wu Chongxi, XU, p. la. [EA e » 8205 ALIER - AR
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Therefore, what we might deride today as a lackriical thinking may have been
the legitimately prevailing episteme at that tinme China. As such, a book like
Zhengluewould not have seemed at all eccentric or abswrd & contemporary point
of view; rather, such a textual form was believedhtive been able to alter the
contemporary prejudice against Chinese art. Acogrdo Wu Chongxi, written
records were powerful evidence that were able tkenp@ople believe:
Modern new inventions—such as the cloisonné of @apital [Beijing], the
innovative ceramic industry in Liling, the lacqudng Shen Shaoan in Fuzhou, the
cast seals by Xu Jitang in Weixi&H, the inlaid silver works by Tian Liangfan,
and the portrait of the Italian queen and the blaa#-white hair embroidery of
Guanyin bodhisattva by embroiderers—all causedaag®n at the time. However,
since they have never been recorded, there argetiple who do not believe in
them, for they are not supported with written reisat*?
If the reason why there were ‘disbelievers’ (whal Im@ trust in the craftsmanship of
Chinese ‘artists’) was thought to be the lack ofttem records of these artists, it
seems perfectly reasonable that Li Fang, in thes ladpaltering his contemporaries’

‘wrong’ perception, took the ‘copy-and-paste’ ammib in order to realise his

ambition of writing a history of Chineseeishu

Shifts in context

As Li Fang laid out the new field that he peregivasmeishy a conceptual
configuration was also introduced, in which a feselaimed cultural figures were to
be viewed from a completely different perspecti&s.in the case of Wu Woyao, best
remembered for his satirical nov@izarre Happenings Eyewitnessed over Two
Decadesreaders of the twenty-first century would haverbamazed to discover that

Wu had been placed in the category of ‘Wheels atelsafor his ability to make a

11 Xu also appears iBhenglilejuan 1, p. 11b.

"2 Wu Chongxi, XU, p. 1 [ BEsIH3% » SRiRESS - BEbs 2 ol A% ~ N B -
R Y g0l RIS B8R ~ DUl TATE S e AFIE 4 ~ S Sehiill s 4 - el —i
PRGN ESE  BIEEREE LA - ].
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boat that could sail on its own, while his literaaghievement was completely
unmentioned iZhengliie™*?

Although the practice of ‘citation from citatidredften lent to a single entry more
information than that which Li Fang had wished @ous on, the categories by which
the cited texts were sorted Zhengliemanage to remedy this drawback by directing
the reader’s attention to a single, specific asg@aeth shifts in context occurred most
prominently in people who would normally be groupetthin the category of
‘Calligraphy and painting’, the most persistent amg¢hallenged sphere in the modern

construction of the discourse omeishu For example, Dai Jifii# (1388-1462), a

famous painter of the Ming dynasty and reveredaditst master of the Zhe painting
school, was celebrated #hengliieas an ingenious silversmith, placed in the categor
of ‘Gold’. Albeit the cited text in this case is@li Dai's abandonment of his career as
silversmith to become a painter, the position @ #ntry still highlights the fact that
Dai had been an adept silver maker, an aspectghrathich Dai had hardly been
focused upon before? The same is true of Gao Fengh&ifEl#; (1683-1748), who

is now best known as one of the ‘Eight Eccentnic¥angzhou’ for his idiosyncratic
style of painting and calligraphy (done with hidt leand). However, his talent in
engraving inscriptions on ink stones is highlighte@hengliieand placed within the
category of ‘Stone’, although the cited text alsaiges his painting and calligraphy.

The acclaimed poet and literati painter of the Miag dynasty, Li Liufang2yi75

(1575-1629), is positioned within the category B&dmboo’ for his gift in bamboo

carving, which he took to be one of his leisure spits™'® Even Shitaof;j

113 Zhengliigjuan 4, p. 17b. For Wu Woyao'’s s literary achievemeag Theodore HuterBringing
the World Homgpp. 123-172.

14 Zhengluejuan 1, p. 5b.

15 1pid., p. 16a.

18 Zhenglugjuan2, p. 1a.
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(1642-ca. 1707), one of the most celebrated pantérthe early Qing dynasty, is
found within the category of ‘Stone’ and mentionedether with other famous
architects of garden mountains, rather than beitaged in the category of
‘Calligraphy and painting’, where he might otherevisave been positionétf. The
contexts in which the aforementioned people hadieed their reputation as painters
and were commemorated as such are no longer of egpartance; instead, it is
proposed inZhengliethat these figures be seen as an ingenious sihtrsan
ink-stone engraver, a bamboo carver, or an ard¢hiteéake mountains, even if the
excerpts themselves still insist on treating thempainters.

The category of ‘Calligraphy and painting’ #henglieis also not what would
normally have been expected. The painters andycabiners listed here are no longer
those whose works were believed to possess arcextsithetic quality; rather, they
are people who could do tricks through that sameliune—the brush pen—or

through the same actions of painting and writingg #uch, Song Liarf Jf

(1310-1381), an established official and scholartloé early Ming, and Weng

Fanggangg; /4l (1733-1818), an influential scholar and epigraphehe late Qing

period, are featured idhenglieas incredible calligraphers who were able to write
minuscule characters on seeds of millet or sesaie.

Such a shift in context is a shift in emphast thvould necessarily occur in the
introduction of a new discursive field. Although [Eang still agreed that ‘calligraphy,
painting, and seal carving are generally regaradehyt asmeishy, the fact that he
recorded only ‘the special and extraordinary’ dtsghlights that it was the unusual

aspects of calligraphy and painting, the aspecisiwiiad been neglected for so long,

17 Zhengluejuan 1, p. 22b. For Shitao’s life and paintings, seeafioan HayShitao: Painting and
Modernity in Early Qing ChingCambridge, 2001)
18 Zhengluejuan4, p. 1.
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that Li genuinely believed were worthy of the nameishu *°

Based on this observation, one could have coedulat theneishuperceived by
Li Fang actually meant ‘crafts’, or ‘handicrafth@ the Yyishujid in Zhenglieshould
be understood as ‘artisans’, ‘craftsmen’, or—asgested by Japanese bibliographer
Harada Kinjio J& [ 2E K EE (1882-?)—kogeika T.#8%7" (industrial artists):?°
However, given that civil engineering, astronomicatruments, artillery, machinery,
and even magic were all includedZhengliieas the epitome oheishu the range of
‘meishuas perceived by Li Fang was wider than the teferafts’, ‘handicrafts’, or
‘industrial arts’ could accommodate; rather, itraseto have been understood as the
utmost exertion of one’s manual skills with regayabject making, manifested in the
advancement of a nation’s ‘industry’. Althougmeishu still retained the old
connotation of yishu, of technical skills, it also excluded such skiths medicine,
geometry orgo game playing, and seems to have focused solelskitis of object
making.

In hindsight, it is easy to dismiss Li Fang’'s geption of meishu as a
misconception; but this definitive, clear-cut carsbn would only obscure the
situation which people in the early twentieth ceyptmust have faced. Such a view
not only oversimplifies the struggles towards tlenstruction of a more or less
consensual discourse omeishy but also takes the eventually triumphant opirasn
having been historically inevitable, and fails &ié into consideration the conditions
in which the dominating idea rose to acquire itamimg seat, silencing other equally
prevalent, simultaneously existing opinions. On ¢fi@er hand, a conception is only

deemed a misconception after another point of \tiemes to be recognised as the

119 ¢ iyan', Zhengliiep. 1a.

120 Harada Kinjib [ FHEEZC A, Chigoku gagakusho kaidajis] & £ #8H ‘Descriptive
bibliography of books on Chinese painting’'(Kyot®75), reproduced frorf8hina gagakusho kaidaf.
HiEEEAERE originally published in Tokyo, 1938, pp. 455-6.
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only one which is legitimate and correct. Beforatttime, opinions that will later find
themselves obsolete may still have considerableéecay in society and attract
supporters who are willing to see the world in weey dictated by these very views.
As such, identifying a ‘misconception’ is only af questions such as how such a
misconception might have occurred and how it finddist its grasp on the public

consensus probably reveal more of the real circamests of the time.

The conflation of yishuand meishu
The ‘misconception’ that caused the teryishiu and ‘meishuto be conflated was
probably held in the early twentieth century by pledlike Li Fang, who had been
brought up in a traditional environment and hadelifirsthand knowledge of the
outside world. By all accounts, the approach opicand-paste’ and the practice of
‘citation from citations’ seem to have been theyowhys that Li, and people of a
similar upbringing, believed historical writing altcart ought to have been conducted.
Born into a cultivated family, Li Fang had easy egx to various collectables and
developed a lifelong interest in these ‘works df, avhich eventually mad&henglie
possible. As he recounted in his prefacghenglie
| have been following my father’s instructions fr@auch an early age that, apart
from studies, | also take an obsessive interestarks such as metal and stone
inscriptions, calligraphy, painting, objects madeni materials such as rhinoceros
horn, jade, ivory, ceramics, bamboo, wood, gourtti @alabash shell, as well as
engraved objects and lacquers. Whenever | encoantebject, | would seek my
father’s opinions on its origin and history; iflsmot satisfied, | would consult
records and accounts to testify to what | had keéh As my memory is not
especially good, | always take notes in case | ddalget later on. As the years

have gone by, more than ten piles [of notes] hasenbaccumulated. | have
therefore tidied them up and made them into thakd&"

121 i Fang, Zixu, p. 2 [MESIREE] » BTSN L AR E R E TR AR R R & -
BEF NG o 9 H 25— BIEE B AR LTl  FighaEss S EsEHEL S0 - e dhheniat
W2 AR DUHES - FgFaEk o e EEmEY - TR - ).
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He seems to have lived with his father, Li Baoxamg followed his father wherever
life took him until the older man died in 1915. 8ux life trajectory was not greatly
different from Li Baoxun'’s.

In the ‘Preface’ to hi¥Vuyi youyizhai lunhuasl{iPoems commenting on paintings
at the Studio of the Profitless and Beneficial’ ydadter, Lunhuashi), Li Baoxun
recalled how his personal interest in paintings tedeloped when he was still being

tutored at home by his father, Li Henig#fE4F. (jinshi 1845; d. 1890), who had at

one time been the governor of Henan provitféethe father would hold essay
competitions between his sons, with works of cedldyy and painting as coveted
prizes. Li Baoxun also accompanied his father thhawt his career moves back and
forth between northern and southern China, an expe which gave him great
opportunities to become acquainted with renownezhllaollectors, such as Lu

Xinyuan [ 5 (1834-1894), and to obtain access to their precamilections. His

much acclaimed knowledge of connoisseurship intpegrand calligraphy was thus
built up, and his reputation as a connoisseur vesgbéshed no later than the late
1880s'*

After his father died, Li Baoxun managed to eaiiving as an advisor to a couple

of governors?* until the Boxer Rebellion (1898-1901) drove hirtoithe south. His

122 Qingshigao jiaozhu® s etk ‘Annotated Draft of the Qing History'(Taipei, 198§uan 457, pp.
12546-12547.

123 | i Baoxun, Xu, in Wuyi youyi zhai lunhuashpp. 1-4 (Bodleian edition). The text was probably
first put into print by the author, and soon puidid inHuaibin zazu congshi@p#HiHEE &= ‘Book
collection of Huaibin’s’ by the author’s friend, Xaichang& /55, in 1909 (a copy of this edition is
in the Chinese Studies Library, Oxford, and Bodidiarary, Oxford); a new edition was published in
1916 by Li Fang under the titiWuyi youyizhai duhuastitzi 5 1525 i85 ‘Poems commenting on
paintings read at the Studio of the Profitless Badeficial’, in Li Fang (ed¥izhou lishi congkagg /!
ZC#ETI ‘Collected works of the Li from Yizhou’ (a copy dfis edition can be found in Fu Ssu-nien
Library, Taipei). Part of its contents were sesiadl in Di Baoxian's newspaper column; see below.
124 Chen Sanlpfi =17, ‘Yizhou Lijun mubiagg/I|Z=7 525’ (Tombstone inscription for Mr. Li from
Yizhou), in Wang ZhaoyongtJk#i (ed.),Beizhuanji sanbiafi#{#i£ =% ‘Collected biographical
and funerary writings, 3rd series’, publishedJimg beizhuan hejig#{# &% ‘Collection of
biographical and funerary writings of the Qing&ls., Shanghai, 1988), pjan 41, pp. 9-10.
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own collection was destroyed and dispersed duhegyears of turmoil; and his book
manuscript also went missing—a book recording #ikgtaphy and paintings he had
come to appreciate; the book was entittaiwang cun suojian shuhua ¥+ fi
HFEE$k (‘Calligraphy and painting viewed in the Haiwanglage’) and was
already in the process of publication in 1899. Nthadess, in the autumn of 1908 in
Nanjing, Li Baoxun met with Duanfang (1861-1911peoof the most important
collectors at the turn of the twentieth centuryowhen recruited Li to compile, along
with others, a catalogue of his painting collecti®enyin xiaoxia jiT-EH#E i
(‘Records of whiling away the summer of the yesmyin [1902]').}% It was in that
same autumn in Nanjing that Li Baoxun made the aicqance of Di Baoxian,
founder of both the newspap8hibaoand the periodicadFamous Chinese Paintings
(see Chapter 2). Given that Duanfang was by abb@aats the most important patron
supplying Di Baoxian with paintings for reproductjoLi Baoxun and Di Baoxian
probably met at a social event organised on befid@uanfang.

There is little doubt that Li Fang had accompdries father until the latter passed
away in 1915; at least, in 1909 Li Fang helped makelear copy by hand of
Lunhuashi a copy probably then used for printitf§.Li Fang later recalled that only
approximately one hundred copiesLefshashivere printed to give out to friends.
Di Baoxian received a copy, and in June 1909 halssrd part of it in his own
newspaper column i8hibaq called*Pingdengge biji The part of the text concerns

the paintings which had been reproduced in theogmal Famous Chinese

125 For Duanfang’s life and art collection, see Thoraston,A Time of Transitionpp. 5-63.

126 | i Baoxun, Xu, p. 3a.Li Fang is referred to by his father as ‘Chonggti’, his original name;

however, in the edition re-carved by Li Fang (etlig, Fu Ssu-nien edition), Li Fang is referredgo a
‘Fang il

127 See Li Fang's epilogue @uhuashi(1916 edition collected in the Fu Ssu-nien libjajyan xia p.

14.
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Paintings™?®
Like the majority of the traditional literati—twhom education meant Confucian
classics and poetry the ticket to social networks+~dng had never been abroad, and
all his knowledge about the present came from repdooks and newspapers written
in Chinese. The connection betwe&hengliie and the journalGuocui xuebao
suggests that Li Fang must have been aware ofthetlart reproductions published
either in the Shenzhou guoguangjor Famous Chinese Paintingand, more
importantly, the rhetoric concerning the preseoratof national essence and of
‘meishu Although the compilation oZhengliewas to a great extent in agreement
with his own personal interests, Li Fang—like mantger traditional literati in that
time of such political and cultural turmoil (whidiegan in the second half of the
nineteenth century)—could not resist aligning hexspnal hobby with the larger
nationalist agenda. Hence he concluded his pretatkengliieas below:
If gong[‘industry’, ‘craft’, or ‘labour’] were not valugchow would trade develop?
If trade were not developed, how would the natioguire wealth and the people
become stronger? In this sense, this unworthy lodaleverajuan, although it has
already been criticised by the learned, might motlismissed by the ambitious. As
to those scholar-officials who admire new and ausithings, hopefully the book
might make them realise that, even though othemttms$ have intricate and
guality objects, it is improper to deprecate owssg] or to say that others’ works
are always better than ours. This is the purposeyofvriting!**°
The statements that China had had a great tradifiarts which were admired by
foreigners, and that China would be strong agaitoag as she revived her own
history, weretopoi already commonly seen in the literature of therl&ing period.

Such sentiments were still visible and of greatseguence well into the Republican

era, as evidenced by Li Fang's and other authoesapes.

128 pj Baoxian, Pingdengge bijj Shibag 11 and 16 June (1909), p. 4. This part is also & Di's
bookPingdengge bij(4 vols., Shanghai, 1922), i, pp. 13b-21a.

129 i Fang, Zixu, p. 2b. [ffE T2 ek » FIlig ] p B o B R L > R A] i 2] E i 2SR
EEHAE  MOSEEFNTR AT BELFEEMET - RUGRR BRI Ak » B
SIMBER T 8T  SREEE - RS IR » SR Tt - BRI S Mt k).
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Such an understanding, which collapsed artstsgrahd industry together, was
probably an impression one would have had as dt r@fstihhe organisation of the first
nationwide industrial exposition ever held in Chindbe Nanyang Industrial
Exposition Nanyang quanyehuigytiEZEer, hereafter, ‘the Exposition’), held in
Nanjing in 1910 The Exposition was intended to encourage industria
development in China, and the result was a masksgay of the goods and products
available all over the country, including both matyproducts and man-made artefacts.
Out of more than a million exhibits, 5269 were stdd to be awarded with prizes
divided into six classes, and the six-month eveas said to have attracted a total of
200,000 visitors™*

The idea of having a national industrial expositwas inspired and facilitated, if
not initiated outright, in 1908 by Duanfang, thee Governor-general for Jiangsu and
Jiangxi and Grand Minister for the Southern SeasmF1905 to 1906, he had been
abroad on an investigating mission to Europe aeduhited States, where he visited
many Western museums and other modern publicutistis and was very impressed
with the role expositions played in the developmehthese nations’ industrie&?
However, his proposal to hold a nation-wide expositvas to be realised only by his

successor, Zhang Renjudgk A £, as Duanfang was soon promoted to

Governor-general for Zhili and Grand Minister ftietNorthern Seas, in the fourth

lunar month of 1909.

130 The exposition lasted for nearly six months, ffledune to 29 November 1910. See Lin XidhfF
H, ‘Guanyu Nanyang quanyehui zhi yarifAE e EhE2E € .2 #52 (About the Nanyang Industrial
Exposition),Zhejiang gongyi meishigfi/T. .24l ‘[Journal of] Zhejiang Industrial art’, 1997.4, pp
25-29. Lin’s paper also introduces important priynauaterials for research into this event.

131 This figure is given in secondary literature withoeferring to the primary source; for example,
Wang Chuanruif-{#3, ‘Qingmo Nanyang quanyehui de chansheng yu yingxismtra L824 &Ry
A B2 25 (The causes and influences of the Nanyang IndligExposition in the Late Qing),
Anging shifan xueyuan xuebéhehui kexuebanZzFEElEiE 2R (it RHEERR) ‘Journal of
Anqing Teachers’ College (social science editiob§,1 (Feb. 1999), pp. 46-49, 54 (49).

132 Thomas LawtonA Time of Transitionpp. 5-11.
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It is not clear whether the Li family had follow@®uanfang’s move to Beijing or
was still in the South when the exposition tookcplaHowever, wherever they were,
this event was unlikely to have escaped Li Fang&n#on, since the Exposition had
attracted nationwide attention and enjoyed a gdeal of media coveradé® It is
very likely that Li Fang’s perception of the idefanoeishuseems to have been shaped
by the scope and inclusiveness of the Expositiovengthat many of the kinds of
exhibits seen in the Exposition were also foundlrenglie—such as finely-carved
wooden combs, ivory balls with multi-concentric spks, carvings of peach kernels,
and paintings made with coloured cottdffslt also seems likely that the rhetoric of
encouraging industry through the establishment mpositions and museums
mentioned in Li Fang’s ‘Preface’ tdhengliewas an exact representation of the
ideology that had made this Exposition possible.

Of the thirty-two exhibition halls of the Expasi, nine were dedicated to themes
of ‘Education flaoyu #{7)’, ‘Medicine (yiyao%&k)', ‘Aquatic animals $huizuzk
%), ‘Agriculture (nongyei:zE), as well as ‘Industrial artsgbngyi T.2%)’, ‘Art
(meishu = 1l ), ‘Weaponry (vubei &l fii)’, ‘Machinery (ixie % %), and
‘Communication and transportatiotoggyunii;i)’. **> Objects belonging to any of

these nine categories could also be seen in otdabigon halls, presented by

133 For example, media based in Shanghai and alsgiagja national readership, such as the monthly
magazineEast MiscellanyDongfang zazhif 775:5E) and the newspapeg&henba@ndShibag all
reported this event with great enthusiasm. Thetfadtmany newspapers, suchBasjing shibaolt ¥
F7k (Beijing Times), and publishers, including the Bogcfor Preserving National Learning, set up
book stalls at the venue to promote their own malibns also contributed to the visibility of the
Exposition. See, Lin XidanGuanyu Nanyang quanyehui zhi yahjju 28; He Jiawei{r[ 37 {&,
‘Shenbao yu Nanyang quanyeRuR i g e #2E 2 (Shenba@nd Nanyang Industrial Exposition),
Shixue yuekas 2 F 1] ‘Historiography Monthly’, 2006.5, pp. 125-128 ()26ndSG 13 (1910),
advertisement unpaginated.

134 Lin Xidan, op. cit, p. 28.

%5 Hong Zhengiangit#E i, ‘Nanyang quanyehui yu wanqing shehui fazif #2% & Bhi & it €
Z¢f%’ (Nanyang Industrial Exposition and the developimafiate Qing society)Jiangsu shehui kexue
TTEfTiE e 2 ‘Social Sciences in Jiangsu’, 2007.4, pp. 204206].
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regional governments or institutions. Among theatgories, the last five thematic
halls were clearly devoted to man-made objects.

It was these thematic halls that found resonancki Fang’'s Zhenglie as the
coexistence of crafts, arts, and machinergZmengliebore a striking resemblance to
the coexisting categories of man-made objects fedtin the Exposition. Although
these individual categories were not at all stramgthe context of an exposition, it
must have been a compelling experience when oneednbbom the thematic halls
into aregional exhibition hall (focusing on the goods and prodata specific area)
and then saw things belonging to different categpodisplayed side-by-side. Even
though each of the exhibits had been registereda tepecific category, the
juxtaposition of items from different categoriesh® regional halls must have created
a connection between them which suggested a sdnsanmeness that might have
made the boundaries of these categories seem s@nkesh imperative.

On the other hand, the thematic exhibition halso inspired disputes over the
boundaries between the defined categories, paatiguhose concerning the Art Hall

(meishuguahp™*®

One ofShibads reports maintained that some paintings hanging i
the Art Hall should not have been displayed thére,as tomeishy those which are
not works of the finest quality do not deserve thisne’>*” The same newspaper
published an image of an embroidered portrait atddbin the Capital Hall, one of

Elena of Montenegro (1873-1952), then Queen oy th900-1946) (which is also the

same work referred to in Wu Chongxi’s ‘Preface’ Zbenglii¢. This newspaper

136 The confusing state of the categorisation in tkedSition is explored in Xie Yijing# &%, ‘Gong
yu mei: Nanyang quanyehui meishu gainian de faeyitwl Bt 25  ma e & S i e n s i i’
(GongJcraft] andmei[beauty]: problems of translation concerning tbacept ofmeishuin the
Nanyang Industrial Expositionyyenhua yanjiu yuebagt {52 A #x ‘Cultural studies
monthly’(online journal), 45 (April 2005),
http://hermes.hrc.ntu.edu.tw/csa/journal/45/jourpark349.htm access date 23 June 2010.

137 “Nanijing jinxinfg 543/T{Z" (Recent news of NanjingBhibag 7 June 1910, p. 3 H2EM IR LA
REw I ]
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illustration was accompanied by a description jmgishe maker Shen Shguz=

(1871-1921) for her mastery of embroidery skillsl aagretting that the portrait, and
other embroidered items, had not been displayddei\rt Hall, which seemed to be a
more appropriate place to house such works (Fif3)4%® Shen Shou was also
admired by another newspap8henbaoas a greatmeishuijia (artist).*° Judging
from these opinions about what should, or should Io® exhibited in the Art Hall, it
seemed that the termeishuwas applied at that time generously to man-magkects
of the highest quality, to objects executed witltrexxe dexterity, rather than to a
limited number of specific categories deemed ohgeesthetic value. In this sense,
the coexisting termgishu and meishuin Zhengliewere not really interchangeable,
but implied a value judgement that placedishuat a position higher thayishu In
this conceptionyishustill referred to all kinds of ‘skills’ as traditially understood
(see Chapter 3), whilmeishuwas considered the superlative achievemegisbiy as
‘fine skills’. Furthermore, it seems that Li Fangstraordinary reading aheishuwas
made possible by a collapsing of the meanings efdfmaractersgong (‘labour’,
‘craft’, ‘industry’), ‘yi’ (‘skill’, ‘technique’, ‘art’), ‘ shuffiy’ (‘method’, ‘art’), and mei
£’ (‘beautiful’, ‘fine’, ‘aesthetic’)—since these dhnacters also form the three

compoundsdongyi, ‘yishu, and ‘meishy, which are so frequently associated with
one another it is as if they were semanticallyrecitangeable.

There were of course other ways of understanthegerm meisht, such as the
one exemplified in thdleishu congshuwhich viewedmeishuas the leisure pursuits
of the literati (see Chapter 3). Neverthelesshaudd be borne in mind that Li Fang’s
reading was perfectly valid and reasonable at thee tand was not necessarily

contradictory to other ways of reading. The likeynditions under which Li Fang

138 Shibag 3 October 1910.
139 Shenbap31 July 1910, cited in He JiaweShenbao yu Nanyang quanyehpi 127.
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acquired such an understandingmdishu—such as hearing about the Exposition and
making connections between these individual Chirdseacters—suggest that this
sort of a view oimeishuwas probably shared by a group of people who, likéang,
had been raised and educated in a traditional weyhad little knowledge of foreign
languages, with which they might have been ablevestigate the origins of the
neologism. Their understanding and perception @f te¥ms could easily have been
directed by the semantic connections between tiae ageenpounds made up of the
Chinese characters whose individual meanings veendir to them. Most important,
an understanding acquired in this way was seerhat ttme as being legitimate
enough, and was not perceived as a misconception.

Given the rhetoric in Li's ‘Preface’ Bhengliieit can be certain thatrieishuwas
regarded by Li as the highest achievementyighu. However, much as Li Fang
wanted to praise the best Chingsshu as meisht, why did he not use the term
‘meishujiaor ‘meishuin the official title of Zhenglie to make explicit his intention
to valorise the tradition of Chinesaéishi? Equally puzzling is the fact that the term
‘yishujid (seen in the official title) was used only in tlsguation (such as in the
prefaces) where the official book title was to Ineeg, while the termrheishujiawas
preferred in the main body of the book (Fig. 4-8) that even in the ‘General
Remarks’ it wasrmeishu, rather thanyishu, that readers were urged to promote (Fig.
4-6). Li's insistence on proposing an alternatiitke tfor Zhenglieprobably betrays
his true intention; however, if this were reallgtbase, it would probably also be true
that he would not have hesitated to use the teneishuin the official title of the
book. Then, why did he lack such confidence indvis; perception of the term; why
did he have to concede and not to use the tensishu in the official title of

Zhenglu@ Before looking into these questions, it is neagst turn to the ‘missing
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parts’ ofZhenglue

The ‘missing parts’

Given that none of the extant editions contalmes‘supplementary compilation’ of
Zhenglueand Sketches of Artworksor is there any comment lamenting their loss, i
is very likely that these two sections were neveblighed; and it is the eventual
abandonment of this promised publishing project thguires our attention. Due to
the lack of information, one can only speculateutlibe state of Li Fang’s ‘Attested’
series, but a probable situation can still be mldogether by investigating the written
records and the physical features seen in extatnbes

A sketchy publishing history athenglieis preserved in some precious material

found in a copy of Li Fang'Baqi hualu/\[fZ5$% (‘Records of Painters of the Eight

FANI==N

Banners’, 1919), where a dedication addressingraineMr. Dingshengg4f: (or
Dingwengi£ %) was handwritten by Li Fang’s son, Li Dachofgh /i

... Among the oeuvres of late Tongzhenggong [Li Fatigg most popular should
be Yishu zhengliePublished in three editions, all five-thousangbies have all
sold out. Those purchased by Japanese peopleltn skdpan numbered about
two-thousand copies. Even though the book was ghateix Japanesgeneach, it
was still in great demand. The book was originplinted in lead type. Last spring,
Chong [Li Dachong] especially ordered a woodblodkien to be made, which is
now still a work in process. Once it is finished,cauple of copies will be
presented to yotf°

This publishing information corresponds more oslegth the extant editions, which

can be divided into two groups by their printingthuels: Group A, those printed

140 “Tongzhenggong' is probably Li Fang’s posthumousdrific title. This copy oBagi hualuis now

in the library of the Freer Gallery of Art, Washtog D.C. | am most obliged to the librarian, YuauSh
who kindly sent me an image of this piece. Thari&s & Dr. Jan Stuart and Prof. Craig Clunas, who
helped me in getting in touch with the library. iinportant material came to my attention through
Nixi Cura, ‘Luo Zhenyu, Li Fang, and Qing Loyalilues’, a paper presented at the workshop
organised by Christie’s Education London and SOR&st Generation: Luo Zhenyu, Qing Loyalists
and the Formation of Modern Chinese Culture’, 28ARgust 2008. 3@ /& 1 DU EHS B
BT ZARETER - E—MF - EE A B AR F R T30 A H 87570 » kR
FAAE o MIEREN > PR RR LA - fRR S - REDEE DI, - ]
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using movable lead type; and Group B, those prindg xylography. However, it
should also be noted that the ‘extant editions’ ‘@udative editions’ described by Li
Dachong do not match perfectly (Appendix 4-1).

As shown in Group A, only two distinguishable at editions represent the three
‘putative editions’: the 1914 edition and the 19%dition. Each of the two extant
editions is bound in two volumes and contains fwan, with a front imprint page
claiming that the book was published in the tentmal month of 1914 (Fig. 4-5). The
only difference between them is that a back imppage (inserted after the text
proper) is found in the 1915 edition, specifyin@gtthhe book was published by

Mochuang StudioMlochuang jingshé&iigfE+) in the first lunar month of 1915 (Fig.

4-14). Unless a distinct third edition in Group Asheluded me, it can be certain that
two of the three putative editions are identi¢alThe 1915 edition is less likely to be
the putative third edition, as it was unlikely thatbook would run through three
printings within four months (and only three prirgs in total, for a book said to be in
such great demand). Hence, this 1915 edition wase ti@ly to have been the second
edition, and it can be certain that at least in5LBilFang still harboured the hope of
publishing the ‘supplementary compilation” @henglieand Sketches of Artworks
because these two text titles were advertised endherse side of the back imprint
page (Fig. 4-8). Therefore, the fact that the aibenent was discontinued in the
following edition suggests that the plan to conmpléhe ‘Attested’ series was
abandoned sometime after 1915.

The two extant editions in Group B give us littiepe of recovering the ‘missing
parts’ either, as thpian 6 found in these editions has nothing to do witlFang, or

even Li Dachong, and is by no means the joa&-‘supplementary compilation’ of

141 As the 1915 edition is even more rarely seen thari914 edition, it is likely that the third putet
edition would have looked like the earliest edition
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Zhenglie Although the exact publisher is not indicatedeither of the two extant
editions in Group B, both editions were very likely have been published by

Wenyoutangi & 4% (‘Hall for Literary Friends’)—one of the biggesbékshops in
Liulichang ¥ ¥z, a district in Beijing famous for its old book arahtique
market—since the compiler gian 6 (as listed in these editions), Wei WenBfigZ

|5 (aka Wei Jingydi#&fis), was the owner of this bookshop (Fig. 4-1%) The two

Wenyoutang editions are printed using xylographjeature corresponding with Li
Dachong’s description. Both editions contain gilan without the photographic
portrait of Li Fang and replace the original tiflage (inscribed by Wu Chongxi, Fig.

4-4) with the one inscribed by Feng RujigZtt (active 1910s-1930s) (Fig. 4-16);

this replacement indicates that the book contaitega of sixjuan, rather than five,

as seen in the original title page inscribed by @ongxi. However, ‘Wenyoutang A

is bound into three volumes, andjitgn 6 has only three entries (which suggests an
earlier publishing date); at the same time, ‘Wenigng B’ is bound into four volumes
with its juan 6 containing 11 entrie¥® The actual publishing date is also not
provided in either of these two editions. Neveriss| the 4-volume ‘Wenyoutang B’
edition is advertised in the bookshop’s catalogtiet@d in 1936, which suggests a
publishing date no later than that y&4r.

The newly addeguan 6 is so irrelevant to the previous fijean that it must have

142 For a concise introduction to Wenyoutang and hoseiived as a hub for book collecting, see Li
XiaowenZ/]\32 and Sun Jug&fzz, ‘Wenyoutang suocang Fu Zengxiang shouszha & fiff i (F e i
FAL'(Letters by Fu Zengxiang collected in WenyoutaMygnxiansZ gt ‘Archives’, 4 (Oct. 2007), pp.
153-160 (esp. 153 and n. 4).

143 It is learned by visual examination that the fligtof the additional eight entries in the ‘Wenymga
B’ in the ‘Complete Contents’ was carved on the savwodblock as ‘Wenyoutang A, which supports
an earlier dating of the latter.

144 Wenyoutang shumil & it ‘Catalogue of books published by Wenyoutang’, (B&ijing,
1936), in Wei Li&: JJj(ed.),Zhongguo jindai guji chuban faxing shiliao congkarbian - £
HRRZE T SRl R TSR ‘Supplement to the collection of archives of bguaiblishing history of
modern China’ (24 vols., Beijing, 2006), iv, pp218 (99).
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been included in an attempt to make the book appwasistent with the description in
the ‘General Remarks’, rather than based on angireng manuscripts written by the
original author Li Fang and provided by his sonDiaichong**> Nor was it compiled
according to the general principles Li Fang had et for the book. Taking
‘Wenyoutang B’ as an example (Fig. 4-18), the avaince ofjuan 6 can be readily
appreciated by considering its contents, whichudela list of the taboo characters in
the Song dynasty (960-1205); neologisms coinedndutine reign of Empress Wu

Zetiang{HIPK (r. 690-705); a biography of the influential tharlof the late Ming, Li
Zhi Z# (1527-1602); a description of the imperial encpaedia of the Ming
dynasty, Yongle dadian/k Z% & #i; etc. Only some of these entries provide

documentation of the original sources of the infation, and all of the referenced

excerpts seem to have come from a single &xanzhi chujil ;g (‘The initial
volume ofRecords in Mountainsby Wang Hongt-5/ (1622-1702). Given that the

kind of information included and the reference estiyl juan 6 are both significantly
different from those in the previopsgan, it is almost certain thatuan6 was compiled
completely by Wei Wenhou.

It seems reasonable to assume that ‘Wenyoutanga&' the woodblock edition
commissioned by Li Dachong; however, it is stillspible that there had been a ‘Li
Dachong edition’ upon which the present two Wengagt editions were modelled.
However, what is more unusual is that neither Lciimng nor Wei Wenhou took the
opportunity to lament the loss of the ‘missing parbr even the abandonment of their

release. In fact, Wei's effort to agishn 6 to Zhengliieand to remove the original title

145 It is a common practice in China to make a seelyidefective book appear to agree with the
existing contents of the book. See James S. Ed{rea Authentication and Dating of Chinese Rare
Books’, in Ming Wilson and Stacey Pierson (ed§he Art of the Book in Ching.ondon, 2006),
pp.193-205(196-202).
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page (inscribed by Wu Chongxi)—which clearly woulthve betrayed the
incompleteness and incoherence of the book (Fig)—4enly makes even more
probable the prospect that the ‘missing parts’ weseer put into print and were a
project which remained uncompleted.

Nevertheless, additional text appears in the Wenyoutang editions which is
absent in the earlier 1914 and 1915 editions, ahdhwmight be the text that had
been put together by Li Fang f@ketches of Artworksas its approach to text
selection is very similar to Li Fang’s. This additiwas silently attached foan 5 in
both of the Wenyoutang editions (figs. 4-17, -1&)d was placed in the main text
immediately after the ‘Addition of omissions’ asitifwere part of this section (Fig.
4-19). This addition is unlikely to have been colegiby Wei Wenhou, who would
have put it intojuan 6, which he made to ‘complememthenglie Therefore, this
silent addition was very likely to have been présenhe putative Li Dachong edition
which served as the model for the present Wenygugdition(s).

This additional section is presented under trealimg either of ‘Brocadejiflei &
%H, in the ‘Contents’) or of ‘Brocade and Embroidefjynxiulei $i##i%H, in the main
text), a subject that was already covered by thegoay ‘Silk’ in the ‘eight-sound’
system. Insofar as this additional four-page textcerns not so much the biographies
of ‘artists’ as the famous ‘artworks’ seen in werittrecords, it echoes the theme of
Sketches of Artwork3 he section begins with a short general intradacéxplaining
the terms ‘brocade’ and ‘embroidery’, followed bysabsection entitled ‘Famous

brocades through the agedidéi mingjin & {X 44 ##), which includes short

descriptions of brocades that had acquired a speddntity in the records and even
served as literary allusions. Except for the la& entries, which list only the names

of the textiles of the Song dynasty, each of theeokighteen entries are provided
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with a brief description of their names and theis®behind them. These entries are
presented in roughly chronological order: the festry is for a piece of brocade full
of patterns of the fabulous bihdan (luanzhangjini#&§7), a piece used to decorate a
pavilion by King Ling of the Zhou dynasty (Zhou lgwang/&|gz 1, r. 571-544 B.C.).
This was followed first by famous brocades of thanHdynasty, such as the
‘diagonal-patterned brocade&iéwenjing} s 5) used by Emperor Xuai (r. 73-49
B.C.) for wrapping his precious mirror from Indand then by celebrated brocades of

the Tang dynasty (618-907)—including several brouighto China from foreign

countries as tributes, such as the waterprooftégiitg brocade’ fuguangjiniz>t:

ﬁ)_uﬁ
Indeed, these descriptions are in nature clogefictional tales than verified
historical records, and this characterisation igpsuted in the source materials for
these entries. All the passages found in this ehdit section were clearly taken from
existing writings; however, unlike the other figan in Zhenglie no references were
provided for these excerpts mentioning their respeoriginal sources. Nevertheless,
with the help of the digital database of theur Treasuriesit is now possible to
identify most of the original sources. Only two tbese entries came from standard

histories: one is for the brocade of the ‘interthceagon patternjigolong weniZHe
#7) that the Wei regime gave to the Japanese emaresad 237 to 239 A.D.; and the
other is for the brocade embroidered with a lonlindeome poem Huiweniils.) to

express how the maker, a wife, missed her husbangieea that had since become

well-known as a literary allusiolf’ Other entries were originally from the books

146 Zhengliig\Wenyoutang B editionjuan 6, pp. 21-25.
147 SeezhengliilgWenyoutang B editionjuan 5, p. 22b. The ternjiaolong Z2E’ was misprinted in
Zhenglueas wenlongaZFg'. The former is originally recorded Ban guo zhiZ &£ ‘Records of the
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regarded by the editors of tk@ur Treasuriesas being composed of anecdotes that
were either groundless or in conflict with histaticecords, including three texts from
the third centuryXijing zaji P& 5L, Dongming jifld =5 andShiyi ji }53EEd; two
texts from the ninth centurfuyang zabiarkt-[5 4, Yuefu zaldg)i74EEk; and one
text from the seventeenth centuBgwu yaolaney i 148

Nonetheless, most of these stories and talesthteg with the references to their
original sources, can be conveniently found in acyelopaedic bookGezhi jingyuan

gl (‘Probing into knowledge and reflecting on thegarl) by Chen Yuanlong
fHOTHE (1652-1736), where one can even find the exactingrof the headings of

the last two entries in this additional secttéhEven if this additional text had not
been compiled by Li Fang himself, it is conceivatilat an encyclopaedic book like
Chen’s must have been a great help for Li Fangmpiling Zhenglie

It should be noted that the approach taken by uheamed compiler of this
additional section to assembling excerpts abouin€de artworks’ was very similar
to Li Fang's approach to the compilation Ztiengliie as this person was concerned
more about the recorded marvels related to an othjan the reliability of the records
themselves. Instead of giving a ‘history’ of manmy extant artwork (such as looking
into its provenance and technical achievementsodey’s art historians would do),
this author presented in this additional sectian‘tinstorical’ artworks of China, those
recorded in written texts as having amazed the dvalfhether these objects really

existed did not bother this author at all, nor kédfeel it necessary to provide visual

Three Kingdoms' (5 vols., Beijing, 1959), iilWWeishu i’ (Book of the Wei) juan 30, p. 857; and
the latter in Fang Xuanlindgz 35 et al.,Jinshu &3 ‘History of the Jin’ (10 vols., Beijing, 1974),
viii, juan 96, p. 2523.

148 Comments on these books can be found irStke quanshu zongmu tiyg, juan 140, pp.
2882-2884juan 142, pp. 2943-2944, and 2949-29h&in 113, pp. 2368-2369; ardan 130, p. 2716.
149 Chen YuanlongGezhi jinyuani&zi45/5, Sikuedition, vol. 1050juan 27, pp. 5-13, 15-17.
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evidence of the appearance of these objects. The that their unbelievable
magnificence had had a presence in ‘records’ seerasd of itself to have been the
point. Such historical mentions proved that Chisaduto have the ability to make
beautiful and unusual things and that the textpesduced in China had been
sophisticated enough that certain types of brocades acquired names of their
own—even though one cannot help but notice that wiathe Tang brocades listed in
this additional section were not actually made mn@ but were tributes from foreign
countries.

The hypothesis that this additional text is thé/dext remaining of that originally
compiled by Li Fang for th&ketches of Artworkis further supported by the fact that
this additional text was added silently int@an 5, and presented as if it were part of
the section ‘Addition of omissions’. If authors wesupposed to have been unfailingly
credited, then the way this additional text wasg@gnated in the book does suggest that
it had been compiled by the author Li Fang and prabably inserted int@henglie
by his son Li Dachong, on the occasion of his miog the book in woodblock
format. If this had really been the case, this toldal text was probably the only part
of the original manuscript which still survived thie time the putative Li Dachong
edition was commissioned. Still, however, one camxalude the possibility that this
additional text was compiled by Li Dachong himself,perhaps even had nothing at
all to do with the Li family. Nonetheless, whetl@rnot this additional text was the
surviving manuscript of Li Fang, it is certain tHatFang, during his lifetime, had
given up the idea of publishing the remaining pafrthis ‘Attested’ series, even
though he had previously promised to do so. As siicis nearly certain that the
‘missing parts’ were never published; otherwiseDachong would have had them

likewise carved into the woodblock edition, and Wé¢enhou would not have had to
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clumsily insertjuan 6 in order to make the book appear more like vidiengliehad
been intended to be.

If the ‘missing parts’ were never published, thvemy was the original publishing
project stopped when it was already half way cotepknd had been quite well
received at the time? Lack of money is probablyastfficient answer, since at least
two further publications were issued by Li Fangha 1910s: first, the book series of

Li Baoxun’s writings, entitled¥izhou lishi congkagg/| 2= [ 11] (‘Collected works

of the Li from Yizhou’), published in 1916, follomg the father’s death in 1915; and
secondBagi hualy which had been compiled by Li Fang himself andtfreleased

on its own in 1919.

Sinking into oblivion

Apart from the possibility of an idiosyncrasy the part of Li Fang (for which we
have little evidence), perhaps the obscurity of‘thissing parts’ and Li's concession
in using the ternmeishuin Zhengliés official title can also be explained by a cugtlr
climate in which Li Fang’s perception aheishuand his exceptional way of
presenting ‘history’ would have been deemed ridiaaland absurd, and in which the
historical aspiration embodied #henglievould inevitably sink into oblivion.

In 1913, Lu Xun (1881-1936)—Ilater to become ohé&ie most influential writers
in twentieth-century China—published in the iniiséue of a Ministry of Education
communiqué an essay entitled ‘Draft Proposal on Diesemination of Art’ (see
‘Introduction’), which not only provided a defiritn of ‘meishtbut also a criticism
of the prevailing ‘misconception’ of the term aettime:

... The term is now perceived to carry the meanindgbetutiful’, which is not

exactly what meisht means ... There are three essential elementsnefshu

‘nature’, ‘idea’, and ‘aesthetic transformation’s At must possess these three

elementsmeishuis strictly distinct from other things. The leavesved in jade, or
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the lacquer ware coloured to imitate real goldhalgh bearing great resemblance
[to nature], cannot be calledeishu A square inch of ivory on which thousands of
characters are written, or a tiny walnut kernelvedrinto layers of terraces and
buildings, although extremely intricate, cannotdadled meishu Foldable tables,
or portable utensils, although convenient to usenot be calledneishu Objects
handed down from the remote past, or novel instnisnerought back from distant
territories, although rare, might not be callegishu The dazzling radiance of
heavy green and flamboyant red, although gorgemighit not be calleaneishu
One should never fail to tell the differencé.
The examples of ‘nomeishulisted in this passage were exactly the objeotsd in
Li Fang’s Zhenglie and were also the kind of objects displayed areheawarded
with prizes at the 1910 Exposition. One anecdotelwmentioning is that in 1910,
when Lu Xun was still teaching at the Shaoxing Gpuiddle School, he organised
a school trip to Nanjing to visit the Exposition iain had caused such a sensatitn.
Given that this essay was written in 1913, threaryeafter he witnessed his
contemporaries’ ‘misconception’ ofmeishu manifested in the exhibits of the
Exposition, it is not surprising that he would haaeticularly singled out these items
to express his disapproval.
One can hardly know how heavily Lu Xun’s opiniuitered in his early twenties)
weighed with the general public at the time; non ame accurately assess the
institutional power this nascent governmental jalinvas at that time able to exert.

Equally unknown is whether or not Li Fang had altyueead this particular essay.

However, Li Fang seemed to sense that his viemashuwas bound to become out

130 |y Xun £33, ‘Ni bobu meishu yijian shup.10-11. fifES %% HEAMEH LRSS JLEER
DAL o R AR —ERY) > HEIEEL =S - BREMNE L=
A SRR - ZIEIREBEE - SRR BRELE - PR AR Kl - BT T
TE kR IR R R SRR ST o JLFE AT LIt - (s (E 2
MANGEE L Iy - Kb 8 > #@lus ards » 285 FELRESETT - BEAR - PEEEBEEL - DU
sl - |AENE - Bz o MIELRSEN - BT - ]

51 Shao Luzh@& 4, ‘Lu Xun shuai Shaoxingfu zhongxuetang shishengrig tdinguan Nanyang
quanyehui shime AE BT s (AL e S5 2 FEPE B4 O 145K (About Lu Xun's taking the
staff and students at the Shaoxing County Middleo8tto visit the Nanyang Industrial Exposition), i
Lu Xun shengping shiliao huibisf 7\ 47~k MERR ‘Collected sources of Lu Xun's life’ (6 vols.,
Tianjin, 1981), i, pp. 448-454.
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of date; he did not fit the type of intellectuahthwas about to lead public opinion.
The view represented in Lu Xun’s essay—which idesttimeishuas a borrowed term
whose meaning should be gauged in its original edntn the West and was
fundamentally different from that of the exhibitstlae Exposition—was probably the
opinion that emerged forcefully to claim its domrmoa. Hence the sentence Li Fang
put in his ‘Preface’, saying th&@henglie'has already been criticised by the learned’,
was probably not merely conventional rhetoric dlitpoess, but a sign of his lack of
confidence™>
Although the semantic fields of the Chinese tefmsishtand ‘yishu had not yet
been clearly differentiated in Lu Xun'’s essay, iegjation of the view that people like
Li Fang would have held was echoed by an importagsay entitled ‘Revolution of
Art’, published in 1918 by LU Cheng (1896-1989)t fang after his having studied
aesthetics in Japan in 1915 and 1916. In this egsayfurther clarifies the
contemporary meaning ofishu and ‘meishy, which defined yishu as a generic
term for all that embodies beauty anmeishi as denoting spatial arts such as
painting, architecture and sculpture which occupedain space (see Introduction).
He then criticises his contemporaries:
However, most of our fellow countrymen do not umstiend this [i.e. the
distinction betweenyishu and ‘meishtj, viewing all that which is deftly-worked
and intricate ayishu and regarding both spatial and tempagfiahu as meishu
Such a perception is still understandable. As &ubkage which combingshua
[picture] andmeishuinto one term tuhua meishuliterally ‘pictorial fine arts’],
one really has no idea what it mears.
This description of and distinction between the tewms is probably the one closest

to the modern dictionary explanation, althoughphbsition of ‘Chinese art’ within the

universal framework of ‘art’ was still to be heavdebated.

%2 |i Fang, Zixu, p. 2b.
'3 L Cheng, Meishu geming p. 26. BRI A ZHRFALE - & DL—Y) TI5 EREEHT » TR 22 Rk
BT 2EMT - B  REEEEEMRSE  MEAHRZR ]
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It should be stressed that not before Li Chemgsay had the necessity to
distinguish betweelyishu and meishubeen strongly felt. Lu Xun and LU Cheng’s
essays demonstrate the different stages in disshmg betweenyishu and ‘meishu
which implies that the differentiation itself wasanstructed idea and was made not
only in hopes of more firmly grasping the Westeamaept of ‘arts’ and ‘fine arts’
(which has its own complicated history, and is gdietill changing), but also in an
attempt to reconcile the confusing coexistence hifsé two Chinese terms by
designating to each a distinctively different notio

Perhaps using the termpishujid instead of meishujiain Zhengliés title was a
way to avoid such criticism as had been voicedunXun’s essay. Perhaps Lu Xun
would have had little objection if those eye-plegsbbjects at the Exposition had
been viewed by his contemporariesyashu rather thamrmeishu Similarly, Li Fang
probably felt more comfortable with the tewishujia for it is free of any foreign
connotations, of which he had little idea. Nevdehs, he seems to have also hoped at
the same time that his historical aspiration, emdxbdnd preserved in the alternative
book title, would still manage to find some resar&n

In the newly-established Republican China, caltpower was gradually shifting
to those who were able to learn about the Westtl@dnodern world through their
knowledge of foreign languag&¥. Who were ‘the learned’ to whom Li Fang referred?
Had the opinions of ‘the learned’ eroded Li Fangmfidence in using the term
‘meishu straightforwardly in his book title, perhaps eveausing him to put off the
publishing plan for the ‘supplementary compilatiohZhengliieand Sketches of Art
Works, two texts which would have appeared even mateuious to ‘the learned’?

There are probably no answers to these questianseter, in the context where the

154 This is particularly true of the intellectual neili after the May Fourth Movement (1919). See Wang
Fan-senFu Ssu-nien: A Life in Chinese History and Polif{€ambridge, 2000), p. 33.
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concept of art was being gradually institutionaliseultural consensus was more
likely to have been given to the opinions whichvided a proper provenance rooted
in the West. Most importantly, under the circumsmwhere Li Fang’s ethnic and
social identity seemed to become more and more inadiged in the nascent
Republican ChinaZhengllés historical aspirations and its approach to wgtan art
history book was inevitably destined to becomeocadrnot taken’. As such, viewing
Zhenglueas the first ‘history of Chinese art’ would seemnfi today’s point of view
to be an absurd idea, even though such a propositas still regarded as legitimate
enough by not just a few people in the early twethtcentury.

Historical records do not present Li Fang’s fanais having been registered to any
of the Eight Banners, not even to the Chinese-addranners. However, Li’'s strong
ethnic self-identification with the Manchus and bammen was still manifested in his
works. Most of his extandeuvreis devoted to lesser known artists, to bannermen i

particular. In addition t&hengliie(1914), he also compileBuochao shushik|gHE:

gt (‘Calligraphy History of the Current Dynasty’), wah no longer exists today;

Bagi hualy first published in 1919; and, later in his lifédyang Qing shushig & &

gt (‘Calligraphy History of the Great Qing’, 1924-2&8hdHuajia zhixilu &3 A4

% (‘Records of the Painters Rarely Known’, 1923)thbpublished posthumously by
Jin Yufu£:fiiil (1887-1962) in the 1930s in the book setie®hai congshi& ki

& (‘Collectanea of the Liao region’, completed ir369—a book series dedicated to

the Manchus’ place of origift®> Li Fang'sBagi hualuwas republished by his friend

1% These two texts can be found in Jin Yufu (eddphai congshy(10 vols., 1933-1936) , v; a copy of
this book series is collected in the Chinese Stubierary, Oxford. The manuscript bfuang Qing
shushihad been found in Li's former residence by Tang & (1901-1979, aka Tang Li'af# 7 &,
an acclaimed scholar of bronze inscriptions) loafplke the text was put into print. Sédéaohai
congshu zongmu tiya® 5 =14 H #2322 (Notes on the books collected in thimohai Collectaned,

in Liaohai congshpx, pp. 1-15 (6).
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Yang Shoudant7;Z=4/1(1868-1948) in 1928 in the book seri¥sinzai shanfang
congshuZEfE|l|FiE# (‘Collectanea of the Mountain Dwelling [where] Qlis
Reside’), with a preface to Li's book written byn¢aZhongxitsfizs (1865-1939),

himself a Chinese-martial bannerman and a friend &aoxun’s. Yang recounted in
this ‘Preface’ that Li Fang's ‘teeth and hair hdceady become aged’ when the two
people re-established their acquaintance in 1928aag accompanied the abdicated
emperor Puyi (1906-1967) in repairing to Tianjity;, that time, Li Fang was only in
his early forties. Yang was thus not surprised thatnext year (1926) would see the

‘chaolin zhitongdi & 2 Jrg’ (literally, ‘the pain of renting out the nestappen to Li,

which | believe refers to his dedf}. Li Fang seemed to have been ill for years,
according to Yang's ‘Preface’, but even in his atears, Li Fang still continued to
compile artists’ biographies and accounts as ecelérby the two works that were
published posthumously.

It seems understandable that Li Fang would hdegatified himself more with the
people of banners than with the Han Chinese, diecgaimed Yizhou as his family’s
place of origin—a place somewhere outside the Shdpdiss, which was traditionally
regarded as marking the boundaries between thee§hiand the northern ‘barbarian’
tribes. As the 1911 Revolution by and large exphbithe racial rhetoric that blamed
the predicament of China on the Manchus and praptteeracial expulsion, and even

extinction, of the ‘barbarians’, the aftermath bé trevolution inevitably involved an

1% No reference book to my knowledge explains thisipaar expressionchaolin zhitongi &7 5.
Judging from the textual context, | believe thigmeirefers to Li Fang’s death. See Yang Zhongxi,
‘Preface toBagqi hualy, in Yang Shoudan (ed.Yunzai shanfang congskili928), pp. 1-2 (1b); a copy
of this book series is in the Chinese Studies Irihr@xford. My speculation over Li Fang’s death yea
(which is still a mystery to many authors of biggnacal dictionaries) corresponds to the year predos
in Wang Qingba T4 (ed.),Qingdai renwu shengzu nianbigi{t A\ ¥)2EZ24E3% ‘Chronological
table of the birth and death dates of Qing figu(Bgijing, 2005), p. 262, although the editor dfth
reference book is unaware of Li’s birth year.
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increasing sense of isolation for bannermen in esp&?’ Their difficult social
situation might have contributed to Li Fang’'s amyxiabout the disappearance from
the historical horizon of his own marginalised ethgroup and his insecurity about
his social position.

In Huangqging shushione can find printed in the first column of eashthe
thirty-five juan the compiler’s name in a specific style—startinghw.i Fang’s place
of origin, birth name, and one of his alternativmrtesy names, as in the example
‘Yizhou Li Fang Chaokeuanlu 35 N2 4 %8k (compiled by Li Fang, ‘Nesting
Guest’ from Yizhou’). These courtesy names, 35oitalf make up an extraordinary
display of the compiler’s self-image, as only twictttem are repeated; that is to say,
Li Fang deliberately presented thirty-three altém@anames for himself in a single
book!*® Most of these names portray the image of a rechditferent to politics, as
shown in ‘Juexiangi 4’ (‘fern village’); or a free-minded person beyoride
confines of society’s understanding, such as ‘LamggiE /)y’ (‘wandering and
self-abandoning person’); or a leftover of the pras dynasty, as in the case of
‘Shengsharl| (| (‘remaining mountains’}*® Such a display of multiple selves is
also seen irzhengluesurrounding his photographic portrait, which wakeh on his
thirty-first birthday, in the colophon questioninghat a person he really was: ‘A

Confucian scholar, like an immortal, living amorge tmountains and waters with a

thin appearance? An alcoholic from Gaoyang? A dagher in the city of Yan?’ (Fig.

157 The alienating social situation in which a Mant&tamnnerman would have found himself in early
Republican China is best illustrated in the lifelofliang; see Crossle@rphan Warriors pp. 162-213.
138 The book claimed to have thirty-gixan but actually has only thirty-fiviian. The thirty-sixthjuan
was intended to be a bibliography of cited books,i® found to be absent in the manuscript.

159 seeHuang Qing shushjuan 13, 2, and 29, respectively. ‘Juexiang’ literathgans ‘fern village’,
alluding to the story of Boyi and Shuchi who hiddalie mountains and eat only ferns to avoid what
they regarded as the injustice of the authorities.
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4-2)1%° i Fang seems to have had an unsettled imageyfdii. He would probably
have hoped to identify himself with a Confucian @eh who leads a transcendental
life like an immortal; however, social realities wad hardly have prevented him from
feeling alienated from the rest of society. Theng®in a bannerman’s social position
silently taking place at that time must have cdntied to Li Fang’s insecurity about
his ‘self’ and his own relationship with the nati@amd the world. His insecurity
probably made him wonder how he was perceived bgret as an eccentric, or as the
lowest of the low in society? The more need hettelfisplay his own perceptions of
himself along with his various other names, the eramxiety he seems to have had
about the effacement of himself as a worthy indmaidn society.

Perhaps it was Li Fang's insecurity about his @eial position that led to his
compromise in the book title, where he concededidle@ of making explicit his
aspiration for rebranding the Chinese conceptyahu with a modern neologism,
‘meishu As the opinions of those such as Lu Xun and lhe gradually came to
hold more and more sway, Li Fang also became isorgly silent about the issue
involving these two ideas. Neither of these twanterwas mentioned again in Li
Fang’s later works; and he seems to have madesumimd to avoid the battlefield
debating in which direction Chinese arts shoulddh@ad he was afterwards content
to confine his scholarly endeavours to the receiwedlitional fields such as
calligraphy and painting. Moreover, as Li Fang foummself socially alienated from
the China he used to believe he was entitled tabithand to identify with as a

Chinese, he probably soon became convinced thatalseno longer in a position to

180 The first two sentences feature the literary adlugstablished by Sima Xiangrd 5 4H%[; see
Sima QianShiji 52 ‘Records of the Historian’ (6 vols., Beijing, 1959i, juan 117, p. 3056. The
term ‘Gaoyang jiuttiin the third sentence originally refers to Li Vi X and is later used to denote

people who take great pleasure in drinking and hewaly manners; seghiji, v, juan 97, pp. 2691-3.
The last allusion is used today to refer to peoplew social status, originally found Bhiji, v, juan

86, p. 2522 U521 L= 2 o L W 2 T F 2]
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write a history of ‘Chinese’ artists. As such, mostis later works were devoted to
the Manchus and bannermen, and we have no evidleactée ever aspired to write
another book about ‘Chinese’ art.

Nevertheless, the failure ghenglieas a ‘history’ of Chinesmeishuwas not just a
matter of the institutional construction of the mieg of the termmeishuy or of the
power relationship between those who had knowleddereign languages and those
who did not; nor was it simply Li Fang’s own marglised social and ethnic identity
that precluded him from being a cultural arbiten épistemological change was also
taking place. Without exception, all the books lang had compiled were made by
the means of ‘citation from citations’ and appearadthe form of individuals’
biographies, without any third-person narrationillmstrations. The new art history
books do not look like this; they were written walthird-person narration and strove
to show the development in, changes in, and coityioé the history; and most of all,
they all include pictures—as seenTiext Book of Art History for Normal Schoolkse

first text book of art history written in Chineseritten by Jiang Danshg& )&

(1885-1962) and published in 1917 (Fig. 4-28)The assumption that art history
books should provide illustrations to demonstraie appearance of the ‘art’ was to
become the norm in the second half of the 1910sh &ypremise was partly prompted
by the booming enterprise of art reproduction, aadly inspired by the Western
model of art history writing, such as Stephen Blsh€hinese Art(see Chapter 5).

As such, books compiled in the manner &fengliecan now be used only as

reference books, as biographical dictionaries widohnot endeavour to present a

181 Jiang Danshushifan xuexiao xinjiaokeshu meishufifii E2f5: 87T Bl 2477 5, originally
published in 1917, 9th edn (Shanghai, 1923); a ojityis collected in the Library of Institute of
Chinese Literature and Philosophy, Academia Sirliamei.
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coherent, linear historical narrativ¥.

Nevertheless, the ‘absurd’ perception ofieishu in Zhenglie has not really
disappeared entirely from our sight. Although thadept at making machines in the
categories ‘Wheels and axles’ and ‘Astronomy’ se®mrionger to have been viewed
as ‘artists’ or meishujiafollowing LU Cheng’s essay of 1918, some of th&g#sts’
in Zhengluestill silently found their way into th®ictionary of Chinese Meishujia

compiled by Yu Jianhugy#i|#E (1895-1979) in 1963—where, for example, a woman
named QushiE £, who designed a clever mill for flour productiomas still granted

an entry'®® Clearly then, the institutionalised, dominant épin did not entirely
purge the ‘unwanted’ views, and the vague and candudistinction betweegishu
andmeishustill persisted, even after the construction ohmeg seems to have been
completed. However, as the episteme of historia#ting about art has changed, no
one on earth would look up a ‘nobody’, an unimpatrtértist with no proper

identification—such as Qushi—in a dictionary oftigtis’ such as Yu’s.

182 For a discussion of the Chinese historiograph@luihese art, see Aida Yuen WoriRgrting the
Mist, Chapter 2, pp. 35-53.
183 Zhenglugjuan 4, p. 13a; Yu JianhuZMRG, p. 1488.
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Ch 5 Chinese Art under the Orientalist Gaze: Stephe W. Bushell's Chinese Art
(1904, 1906) and Its Appropriation in China

As shown in previous chapters, the categorymaishuwas conceived rather
differently by Chinese intellectuals in the eanlyentieth century than it is today;
however, none of these endeavours to create inaChioategory equivalent to ‘art’
were made without reference to what were perceagd=uropean practices. The
origin of the idea of ‘art’ seems to have been Widgeknowledged as being located in
the European West, and such awareness made possililaina every utterance
concerning ‘Chinese art’. Nonetheless, did Westsrisee Chinese art in the same
way that the Chinese intellectuals viewed their owanmtistic culture? Did the
construction of the Chinese category of ‘art’ featliin the previous chapters in any
way relate to Westerners’ understanding of Chiras2 If so, how and to what extent
did Chinese awareness of the gaze from the ‘Ottwntribute to the construction of
the category of ‘Chinese art’ in China?

Stephen Wootton BushellGhinese Artthe first book written in English dedicated
to the category of ‘Chinese art’ (Fig. 5-1), pragda precious doorway into an
investigation of these questions. Bushell (18448)90as a physician at the British
Legation in Peking (Beijing), where he resided forore than thirty years
(1868-1899). During his long residence, he not only acquiregriessive proficiency
in Chinese but also developed an interest in Chiaegfacts that eventually led to his
becoming an expert in that area. Despite the faadthie was not really an orientalist
by institutional definition, he was commissionedetain his life by the Board of

Education in Britain to write the two-volun@hinese Arffor the Victoria and Albert

! See Nick Pearc®hotographs of Peking, China 1861-1908: An Inventd Description of the
Yetts Collection at the University of Durham: ThgbuPeking with A Camer@ew York, 2005), p. 44.
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Museum’s handbook seriésThe first volume of the book was published in 120w
the second in 1906, with a revised second editteased in 1909. By the mid-1920s,
the first volume had undergone six reprints and dbeond volume had undergone
four, a fact which suggests its popularity at iheetamong art lovers and collectors in
Britain and, indeed, across Europe.

It is known that the Chinese translation of Blish€hinese Artwas first issued by
the Commercial Press in 1923 and reprinted in T9B#wever, cultural encounters
do not necessarily occur at the places where faaask are readily available. In fact,
as we shall see below, as early as 1908, some eofilltistrations exclusive to
Bushell'sChinese Artvere ‘silently’ (i.e., without acknowledgement)pappriated by
the journalGuocui xuebapone of the pioneering publications in China whagplied
the category omeishuto Chinese objects (see Chapter 1). The presdnBashell’s
Chinese Artn China, whether in its entirety or not, hencevies a backdrop against
which we can observe how the interplay betweereuwdfit cultures might have taken
place, and whether the category of ‘Chinese ad’lbeen conjured up and constructed
jointly by both China and the ‘West'.

Central to this cultural encounter and priorhe Chinese translation of Bushell’s
book is the way in which the Western representatioiChinese art’ was received in
China, which at this time inevitably involves ttssue famously proposed by Edward
Said (1935-2003): ‘Orientalism’, by which Said msfdo a manner of regularised

writing, envisioning, and study, or a set of repreations, via which the Orient is

2 The Victoria and Albert Museum, previously caltkeé South Kensington Museum, was then put
under the control of the Board of Education, frolmck Bushell received the request for writing ‘a
handbook on the art and industries of China’. Sepl&n W. Bushell, ‘PrefaceChinese Artlst edn
(2 vols., London, 1904, 1906), i, p. 3.

% Bushell,Chinese Artreprint of the 2nd edn (2 vols., London, 192§, imprint page in each
volume.

* Aida Yuen WongParting the Mistspp. 38-39.
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always brought into the Western consciousness peasing weaker and inferior.
One should bear in mind that it was the ‘authetyfi¢in the sense of creating the
impression of being closer to the native practiaesl conceptions) of Bushell's
understanding of the indigenous practices of dleciing and appreciation in China
that granted him a perceived authority over Chinggiects within the institutional
framework of the museufhHowever, his being the author of a book addressing
field of knowledge whose geographic location washi far Orient would inevitably
place his book within the boundaries of contempofriental scholarship, and him
among other orientalists.

In all likelihood, Bushell acquired his knowledgé connoisseurship in Chinese
artefacts by exposure to the antiquarian milielPeking in the latter half of the
nineteenth century.His personal experiences in China, first-hand enters with the
locals, and exposure to the native value syste@haiese material culture in turn lent
him a certain authority, which enabled him to ecta agent in Peking for purchasing
specimens on behalf of the Victoria and Albert Mumsen the 18805 and finally to
be charged with the writing of the museum’s handtboo Chinese art. Of course, as
Edward Said argues, residence in the Orient ingtwdly personal experience and
personal testimony of the region; contributionsht® library of Orientalism and to its
consolidation depend on ‘how experience and testyncan be converted from a

purely personal document into the enabling code3rizntal science’.

® Edward W. SaidQrientalism(London, 2003), pp. 203-204.

® For a discussion on the discursive authority akercollecting of Chinese art between private
collectors and public museums, particularly the be®veen Bushell and the Victoria and Albert
museum, see Judith Tybil Green, ‘Britain’s Chin€sdlections, 1842-1943: Private Collecting and the
Invention of Chinese Art’ (University of Sussex DPthesis, 2002), pp. 213-214.

" Nick Pearce, ‘Collecting, Connoisseurship and Cemue: An Examination of the Life and Career of
Stephen Wootton Bushell (1844-1908)fansactions of the Oriental Ceramic Socjét9 (2005-2006),
pp. 17-25 (20).

% See Pearc®hotographs of Pekingp. 49-50; and ‘Collecting, Connoisseurship aot@erce’,

p.21.

° Said,Orientalism p. 157.
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Although, as Craig Clunas has pointed out, Bu'shability to use Chinese sources
for his study ‘gave his work an orientalist authgr® he was after all not an
orientalist by training. His command of Chinese nhaye made him appear to be a
reliable orientalist, but he still needed to becofamiliar with the ‘the enabling
codes’ of Oriental science in order to be acceptdtie field of Oriental scholarship.
Furthermore, hiChinese Artwas by no means addressing a field which had never
been written about. Prior to his endeavour, as Blustimself acknowledges in the
preface to the first edition, there had been acegfta sketch entitletl’ Art Chinois, by
M. Paléologue [1859-1944]", published in 1887, thatl already covered ‘more or
less the same ground. Under such circumstances, could Bushell's ‘auibent
knowledge about Chinese art be acknowledged ifigleeof Orientalism without his
subscribing to any existent framework that had aalye structured the Orientalist
representation of China? Whaerethe enabling codes of Oriental science?

It is unlikely that Bushell'sChinese Artwas a transparent representation of what he
had learned from his Chinese friends and from dgakith antique shops during his
thirty-year residence in Peking. However, few madecholars have questioned how
Bushell's seemingly ‘authentic’ understanding ofiri&se material culture was to
converge with the then-established Orientalistespntation of China, and how this
encounter might be presented in this museum hatdbatere Bushell inevitably
faced the dilemma of how to structure and filtes hauthentic’ knowledge in
accordance with the expectations of the then-emegrgicholarship on the same
subject. His endeavour @hinese Arto lay out the field of Chinese art using almost
exclusively the holdings in British national museumm generally believed to have

made possible, in Clunas’s words, the ‘distincgiv@8ritish official definition of

19 Craig Clunas, ‘Oriental Antiquities/ Far Eastent’ Ap. 206, n. 45.
1 Bushell, ‘Preface’, p. 3.
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Chinese art? Consequently, previous studies have centred kargal Bushell's
importance to the formation of the category of @sm art within the framework of
the museum institution, and, accordingly, on trenstruction of his life and his role
as a collector and an art agent for individuals amstitutions*®> However, little
concern has been expressed about how Chineseeprésented by Bushell.

Hence, this chapter intends to illuminate someotined aspects concerning the
way in which Bushell wrot€hinese Artand the book’s subsequent appropriation in
China. It will first point out ‘the codes of Oriealism’ included in this book by a
long-time foreign resident in China and then dentrams how this Orientalised
conception of Chinese art came to be involved,oalgih in a rather oblique way, in

the conception of the category of ‘Chinese arCimna itself.

Orientalising Chinese art

Being an orientalist, that is, an expert who saltee Orient as the object of study,
does not necessarily make one an Orientalist; sibiosg to, whether consciously or
not, the normalised, internalised, and institutlmeal intellectual style termed by Said
as Orientalism—in which the Orient is representedaa object for the West to
dominate, restructure, and have authority over—mateee an Orientalisf. The
‘Orientalist gaze’ highlighted in this chapter igicly confined to representations
which perceive the difference seen between Chiadsand its European counterpart

as having been generated by the weaker natureeofCtiinese people and hence

12 Craig Clunas, ‘Oriental Antiquities/ Far Eastemt’ Ap. 195.

13 For Bushell’s life, collecting activities, and gificance in the institutionalisation of Chinese iar
Britain, see Clunas, ‘Oriental Antiquities/ Far Eaa Art’, pp. 194-195; Nick Pearce, ‘Soldiers,
Doctors, Engineers: Chinese Art and British Collegt1860-1935'Journal of the Scottish Society for
Art History, 6 (2001), pp. 45-52 (47-48photographs of Pekin(R005), pp. 43-62; ‘Collection,
Connoisseurship and Commerce’, pp. 17-25; Judider'Britain’s Chinese Collections, 1842-1943’,
pp. 97-119.

14 Edward SaidQrientalism p. 3.
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imposes on it a derogatory view that at the same tasserts the superiority of
European values.

Bushell's particular experience in China—in pautar his transformation from a
non-specialist in Chinese language to an expert, @havas observed by one of his
contemporaries, Edward Parker (1849-1926), ProfesédChinese at Manchester
University, ‘contributed more to accurate sinoldggn some others who profess too
much™>—provides a neat example for observing the waysthiith the knowledge he
acquiredin situ in the Orient was transformed through the procdsgpresentation
into tangible knowledge that could be perceivedisyfellow countrymen, add to the
existent scholarship on the addressed area, and enakbstantial contribution to the
broader European discipline of Oriental studies.

Although a physician by profession, Bushell erabththe language, history, and
culture of China from the moment of his arrivaltla British Legation in Peking in
1868. His broad interests in things available inn@lsoon turned him into an erudite
expert, one whose speciality seems to have traversade range of Chinese material
culture. Soon after his arrival, he was electedeaiver of the North China Branch of
the Royal Asiatic Sociely and began his collecting activity almost immediaté
Bushell's collecting activities, whether personalan behalf of institutions (most
notably the Victoria and Albert Museum) are regdrds one of the key factors that

have contributed to the appearance of the new eatenf ‘Chinese art’ in Britain.

Nevertheless, there is a difference in Bushell®ecting that separates his personal

15 Edward H. ParkeChina(London, 1901), ‘Preface’, cited in Pearce, ‘Caileg, Connoisseurship
and Commerce’, p.19.

16 As early as 1873, he had presented a paper sothety entitled ‘Stone Drums of the Chou
Dynasty’, later published in thiournal of the North-branch of the Royal Asiaticigty, N.S., VIII
(1874), pp. 133-81, cited in Green, ‘Britain’s Céée Collections’, p. 101. The title, ‘Member of
Council of Royal Asiatic and Royal Numismatic Saygigis even placed above his once actual
profession, ‘Late Physician to H.M. Legation, Pekjron the title page of the first edition of his
Chinese Ar{Fig. 5-1).

I In his second year in Peking, he acquired thrbbings of inscriptions on a stone monument in the
Dazhaosi temple, in Lhasa. See Green, ‘Britain';m&$e Collections’, p. 99.
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pursuits from what he perceived as the interesteemuseum. As Judith Green aptly
observes, Bushell’s personal interests lay in Ghgct as the evidence of history, and
the object as the surface for text’, a preferehe¢ was ‘modelled to some degree on
the Chinese antiquarian collectind®. While his personal collection centred
particularly on ancient bronzes, the purchases aéenon behalf of the Victoria and
Albert Museum were chiefly of porcelainS. His personal collecting thus
demonstrated a great contrast with his collectmgtiie museum, which tended to
seek out specimens of Chinese workmanship, nottsbjehich documented histofy.
Such different approaches to personal and ingditaticollecting were thus reconciled
in Bushell’'sChinese ArtThe new category of ‘Chinese art’, as Green aafed, was
‘firmly associated both with typologies and antiqaaism’, as knowledge that ‘on
the one-hand ultimately aspired to organise Chinglsiects according to some
rational schemes of classification, and on the rptieked objects with the singular
history for which they stood™

If a great difference between Bushell’s privatiecting and his collecting for the
Museum can be observed, his knowledge of Chindsgaa very likely to have been
adapted for producing the museum handbook, andese the illustrated examples.
Although most of the illustrations i€hinese Artwere drawn from pieces in the
collections of the national museums in Britfinthere are chapters in which no

illustrations can be found of pieces from the haidi in these British museums; that is,

18 |bid., p. 107.

9 Ibid., pp. 110-112; Stacey Piers@yllectors, Collections and Museums: The Field bin@se
Ceramics in Britain, 1560-196@xford and New York, 2007), p. 79.

% For an in-depth discussion of the emphasis omuiesain Bushell’s collecting for the Victoria and
Albert Museum, see Judith Green, ‘Britain’s Chin€sgdlections’, pp.112-115.

2 1bid., p. 120.

%2 Most of the illustrated objects are in the collestof the Victoria and Albert Museum, while the
examples of painting are drawn from the British Bus'’s collection. See Clunas, ‘Oriental
Antiquities/ Far Eastern Art’, p. 194-195. Cluna®sses the absence of private holdings in Bushell’
Chinese Arthowever, a few illustrations of pieces were therloan to the Museum from George
Salting (i, Fig. 99; ii, Figs. 9, 26-27, 35-37, 40Q; 44, 47-49, 51-52, 56-57, 59) and Pierpont Morga
(ii, 21-24).
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chapters on ‘Sculpture’ and ‘Architecturé’. The proposal by Craig Clunas
suggesting that Bushell€hinese Artpresumes, although never openly states, that
‘the collection of the South Kensington Museum stand practically for the totality
of Chinese art’ makes the existence of these tvaptelns, in which Britain’s museum
objects are nowhere to be found, even more inmigtfi Clearly, there seems to have
been a certain framing principle, one so great @retpowering that such temporary
disengagement with the Museum objects in the mushandbook was deemed
acceptable. This is not to say that the state @fCGhinese collection in the Victoria
and Albert Museum then did not matter as much asgipusly believed in shaping this
‘distinctively British official definition of Chinee art’; rather, the intention is to direct
attention to a more powerful discourse with whickere the Museum’s grouping of
their own objects should negotiate. Thereforesinecessary to look at Bushell’s
Chinese Artalong with earlier endeavours that were known ito land actively
contributed to Bushell’s framing of the categoryGifinese art.

Bushell started the first volume of the book hyirgg the reader an ‘Historical
Introduction’ to China, a practice acknowledgedhasing followed the example of
The Art of the Saracens in Egypy Stanley Lane-Poole (1854-1931). This volume
was published in 1886 as one of the series of th@hSKensington Museum Art
Handbooks, later to become the Victoria and Albduseum Art Handbook Series, of
which Bushell’s book was a p&n.Bushell then breaks down the various categories
of Chinese art with chapters on ‘Sculpture’, ‘Atelgiure’, ‘Bronze’, ‘Carving in

Wood, Ivory, Rhinoceros Horn, etc.’, ‘Lacquer’, ail@hrving in Jade and Other Hard

% Twenty-two illustrations appear in Chapter 2, ‘®ture’, of which none of the original pieces is
held in any museum collection. Plate 43 in Chapt&rchitecture’, which displays 17 illustrationis,
an image of an item collected in the Victoria arldekt Museum, but the image was used to
demonstrate the impact of Islamic culture on Chéres, not to give an example of a Chinese
architectural model.

24 Clunas, ‘Oriental Antiquities/ Far Eastern Art,, }94.

% Bushell,Chinese Ar(1st edn), i, p. 3.
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Stones’. The narration continues in volume Il vattapters on ‘Pottery and Porcelain’,
‘Glass’, ‘Enamels: Cloisonné, Champlevé and Paintdewellery’, ‘Textiles: Woven
Silks, Embroidery, Carpets’, and, finally, ‘Pictalriart’, a practice not without
precedence either. Except for the chapters on aweand ‘Textiles’, which seem
to have been derived from tiatalogue of Chinese Objects in the South Kensmngto
Museum—written by Chaloner Alabaster (1838-1898) and fshigld by the Science
and Art Department of the Committee of Council odu&ation at the South
Kensington Museum in 1872 (which gives a generahidf the types of the museum
holdings of Chinese objects at that time and hownéXde objects were categorised in
the Museum before Bushell's book)—most of the clpstructuring the category of
Chinese art in Bushell's book find antecedentk’Art Chinois. Published in Paris in
1887, this was one of the series of art books @Bibliothéque de Enseignement des
Beaux-Arts, Paris, by Maurice Paléologue (1859-19®4whom Bushell gives credit
in the preface. As we shall see, Paléologuéft Chinois is the most important
model for Bushell in which Chinese art was ‘Oridised’. Table 5-1 juxtaposes the
contents of Bushell's book with those of the otlieree books, which not only
preceded it but also, to various extents, had fameince on it.

Among the three books referred to and cited istll’s book, PaléologuelsArt
Chinoisappears to have been the closest model for Biskiddinese Arin terms of
the subject and the types of objects that were redyesven its title seems to have
been the prototype for Bushell's. Maurice Paléow@li859-1944) is best known as
the French ambassador to Russia (1914-1918) duAbdd War | and also a
celebrated writer whose works range from essayselapand memoirs to literary

criticism. However, little has been written by lisans about his activities in China,
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Bushell (1904, '06)

Alabaster (1872)

Lane-Poole (188¢

) Paléologue (1L8¢

37

1.1 Historical
introduction

1.2 Sculpture

1.3 Architecture

1.4 Bronze

1.5 Carving in wood,
ivory, rhinoceros
horn, etc.

1.6 Lacquer

1.7 Carving in Jade
and other hard
stones

2.1 Pottery and
Porcelain

2.2 Glass

2.3 Enamels:
cloisonné,
champlevé and
painted

2.4 Jewellery

2.5 Textiles: woven
silks,
embroidery,
carpets

2.6 Pictorial art

Introduction

I. Porcelain

Il. Glass

Ill. Enamels

IV. Woodwork,

Lacquer, &c

Ivory Cravings

Carved Stone,

&c.

VII. Jewellery

VIII. Metal-work

IX. Musical
instruments

X. Textile Fabrics
and Embroidery

XI. Engravings and
Wall paper

V.
V1.

I. The Saracens of
Egypt

[I. Architecture

[ll. Stone and Plaste

[1l. Mosaic

IV. Wood-work

V. lvory

VI. Metal-Work

VIl. Glass

VIIl. Heraldry on
Glass and Metal

IX. Pottery
X. Textile Fabrics
XI.  llluminated

Manuscripts

[1] Le Bronze

[2] L Architecture

[3] La Pierre
Sculptée

[4] Le Bois et
L'ivoire Sculptés

[5] Les Pierres
Dures

[6] La Céramique

[7] Le Verre

[8] Les Emaux [les
emaux
champlevé et
cloisonnés]

[9] La Peinture

[10] Les Laques

Table 5-1 List of the contents in Bushe@hinese Art(1904, 1906), Alabaster,

Catalogue of Chinese Objec(¢872), Lane-PooleThe Art of Saracens in Egypt
(1886), and Paléologuk’Art Chinois (1887).

where he was sent after a post in Rome, which hieihe8852° The publishing date
of L’Art Chinois suggests that he was only twenty-eight years didnahe wrote the
book and had been in China for no more than thesesy Although the exact length
of his stay in China is not clear, it is certaiattthe times during which Bushell and
Paléologue resided in Peking overlapped for somimgeBut no further evidence
suggests that the two were at all acquainted wite another. Bushell described
Paléologue in his first preface only as the ‘sometiSecretary of Embassy at the
French Legation at Peking’, information that ha@rb@rovided on the title page of

the French book (Fig. 5-2), and Bushell probably niot know know Paléologue in

% gpencer Tucker and Priscilla Mary Roberts (edf¥0xld War I: Encyclopaediés vols., Santa
Barbara, 2005), iii, pp. 889-90.
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person.

Nevertheless, in addition to naming Paléologbesk in the preface to the first
edition of his Chinese Art Bushell also cited the French writer's words, hwit
acknowledgement, in nine places throughout the walames of hisChinese Art’
The similarity between the two books is most easblgerved in the types of objects
that were discussed, and from the similar ways Inickv they broke down the vast
domain of Chinese art, although the order of tk&ngs and the wording of some
chapters may differ. They both divided their chapt® terms of the material of
objects and designated each of them as a legitimudteategory to be understood on
its own within the field of Chinese art. Howevenetmost striking resemblance,
which will be elaborated upon below, lies in th@ettion of sentences about the
representation of Chinese art, which betrays i lpetblications the ways in which
the Chinese art came to be Orientalised in thetipeaof book writing.

If the affinity in categorisation between these tbooks entitled ‘Chinese Art’
reveals the scholarly lineage with which Bushdljraéd himself in dealing with this
particular subject, it is their divergence that destrates how this practice was
domesticated within a distinctly British institutipthe Victoria and Albert Museum.
Bushell started his book with a chapter called tétisal introduction’ (to China),
which finds no parallel in Paléologue’s book. Thegter begins with the sentence
‘The study of any branch of art supposes, as MmI8Yy Lane-Poole justly observes
in his handbook on thart of the Saracens in Egyptome acquaintance with the
history of the people among whom the art was madti Apart from the attributing

phrase, this sentence is exactly the same as theingpsentence of Lane-Poole’s

27 Bushell, ‘Preface’, p. 3; an@hinese Ar(1st edn), i, pp. 130, 150; ii, pp. 66, 75, 104,134, 142.
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book?® The book cited by Bushell is a part of tBeuth Kensington Museum Art
Handbookseries, which changed its name to Wetoria and Albert Museum Art
Handbookwhen the museum renamed itself in 189%Giving a general introduction
to the history of the ‘Other’ whose art was to batlired seemed a common practice
among these museum handbooks, although this inttiodudid not always take the
form of a whole chaptéef’

Interestingly, Bushell’'s ‘borrowing’ of Lane-P&kentence also places him in the
lineage of Edward Said’s Orientalism, for Stanlegnke-Poole (1854-1931) was not
merely an acclaimed Orientalist in his own rightt blso from a family with a strong
Orientalist tradition. His uncle was Edward Willidmane (1801-1876), author of the
influential An Account of the Manners and Customs of the Modgggptians
(Modern Egyptians1836), which earned him great reputation as aimem figure in
Orientalist scholarshipt Lane-Poole’s father, Edward Stanley Poole (183§7).8
once worked in the Museum’s Science and Art Depamtmand compiled the
Appendix to the fifth volume of LaneMlodern Egyptians-which in 1886, according
to Lane-Poole, was still ‘the best authority on subject of the sources of Arabian
architecture® Said saw Lane’s work as corresponding to the as®d specialisation
and institutionalisation of knowledge about theedtj and Lane’s importance lies in

the fact that he was able to ‘domesticate’ thisvdedge for the West, making it

2 Bushell,Chinese Ar(1st edn), i, p. 11; Stanley Lane-Podle Art of the Saracens in Egypt
enlarged edition (London, 1886), p.1.

2 Anna Somers Cock3he Victoria and Albert Museum: The Making of tleél€tion (London,

1980), p. 13.

% For instance, George C. M. Birdwoodke Industrial Arts of Indig2 vols., London, 1880), first
attributes the arts of India to the illustrationtloé religious life of the Hindus, and hence sttrés

book with a lengthy introduction to the history aetlgion in India; see i, p.1. Augustus W. Fraakso
claims in hisJapanese Pottery: Being a Native Regadndon, 1880) that before observing the history
and ornamentation of this branch of decorative"ad, must consider some national peculiarities and
customs which have had great influences on theoatapan, and especially its pottery’; see p. 1.

31 See Lane-Pool@he Art of the Saracens in Egypp. Vii-ix.

% Ipid., p. viii.
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adaptable to Orientalisi?. Although Bushell's appropriation of that partioula
sentence was probably just a coincidence, it neglass gives us an idea of the
intellectual milieu of the Orientalist scholarshpwhich Bushell was encompassed.

The two separate chapters on ‘Jewellery’ andtilex, also absent in Paléologue’s
book, seem to have been included to reflect the stathe Museum collection. This
is particularly true of the chapter on ‘Jewelleryy, which Bushell admitted the
subject itself was ‘scarcely of sufficient imporntanto figure under a separate heading
in a little handbook on art’, but conceded thatsihot unrepresented in the Museum’.
And to make ‘Jewellery’ a subject worthy of pursuit an independent chapter,
Bushell turned to the authority of C. Alabaste€aitalogue of Chinese Objects
(1872)3* Having acknowledged Alabaster’s work in the figsragraph, Bushell then
paraphrased some of the expressions, sentencesleasdn the former’s catalogue in
order to compose his own chapter without havingpzat the reference.

It is not difficult for a reader to appreciateetlsincerity with which Bushell
endeavours to present the best side of his sulijéthese art; nevertheless, Bushell
still makes some unflattering comments, particylabout the architecture, bronze,
and painting in China. He admits that the first iregsion one might have of a Chinese
city was that of monotony and wonders even the €larthemselves seemed to have
a feeling of the ‘innate poverty of their architeetl designs®> He thought that the
bronzes of antiquity revealed something not onlgualithe archaic history but also
about the ‘primitive superstition’ of China, andnuments that, despite the fact that
some of the vessels had ‘a certain grace of forchpanity of outline’, the majority

were ‘heavy, barbaric, [and] of ill-balanced prapms’, and that even ‘the happiest

¥ See SaidQrientalism pp. 164, 166.
34 Bushell,Chinese Ar(1st edn), ii, p. 88.
% Bushell,Chinese Ar(1st edn), i, pp. 49, 51.
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models’ were ‘not free from a vague impressionlofrsiness, of hieratic stiffnes®.
However, as to painting, he makes it explicit—byting a certain M. R.
Marguerye—that ‘to appropriate Chinese paintingpprty the westerner must forget
his own mental preconceptions, and must throw dwerartistic education, every
critical tradition, and all the aesthetic baggapatthas accumulated from the
Renaissance’. Consequently, it seems to be moee dikfair comparison than a
deliberate derogation when Bushell remarks that @menese painters remained
‘incapable of representing solid and living form&’Nevertheless, he still regarded
the painting of the Ming as having been ‘destinedbecome déja froid et bientét
stérileé before the dynasty closed, and that the geneeahdence of the art was
declared to have becomen fait accompliin the Qing dynasty®

Amazingly, the same pejorative passages quotedveabfrom Bushell’s
book—which treat China as an object for the Wesbliserve, assess, and deem as
inferior—appear in PaléologuelsArt Chinois as well. However, Bushell did not
refer back to Paléologue when citing these passagggshese points of view, as he
had done elsewhere in his book. In fact, a compariztween the two reveals that
Bushell's version is nearly a word-for-word trarigla of Paléologue’s words, a
translation presumably performed by Bushell himdédre is an example taken from

the opening paragraph of both English and Frenepteins on ‘Architecture’

Bushell,Chinese Ar(1904) | Paléologud,'Art Chinois (1887)

The first impression given by the view Le premiere impression qui se dégage
of a Chinese city from the parapet of thee la vue d’une ville chinoise — que ce
city wall — whether it be Tientsin, withsoit Tien-tsin, avec les 150,000 maisons
the 150,000 houses of its population| oe sa population bourgeoise et ouvriére,
shopmen and artisans, or Peking, with it&1 Pékin, avec ses temples, ses palais
temples, its imperial and princelympériaux ou princiers et ses edifices

% \bid., i, pp. 71, 88-89.
37 Bushell,Chinese Ar{1st edn), ii, pp. 105-106, 109.
% \bid., pp. 143, 144.

221



palaces and its public buildings — is thaublics — est celle d'une certaine
of a certain monotony, resulting from thenonotonie resultant de la prédominance
predominance of a single type [ofi’'un type architectural unique. Apres un
architecture. After a long residence thisng séjour, cette impression persiste
impression still remains, and it is vergncore, et quelques constructions
rarely that a building stands out which| iseulement paraissent irréductibles a la
not reducible to one general formula. (flormule générale. (p. 82)

49)

Passages of the same nature—that is, word-for-w@naslations of Paléologue’s
writing without giving any acknowledgment of theiginal source—can be found
sporadically in the chapters on ‘Architecture’, d8ze’, and quite often in the chapter
on ‘Pictorial Art’; and all the derogatory remarkbserved in Bushell’s book, as
mentioned above, can be found.iArt Chinois.

It is not surprising that Bushell should haveoresd to appropriating Paléologue’s
voice when he found himself having to write a gahentroduction to Chinese
architecture and painting—or, in his words, ‘pi@bart'—for his speciality lay more
in bronzes and ceramics, rather than paintingsbaiidings. While Bushell appears to
us today to be an all-round specialist in Chinetetlze unacknowledged repetition of
Paléologue’s words in a sense exposes some of hisaknesses.
Furthermore—although a close look at the ‘borrowsassages shows that some of
them also served the purpose of structuring thgestln question, or of defining
what one perhaps ought to know about this type mEat—a representation of
‘Orientalised’ Chinese art, as seenlrt Chinois, was also reproduced @hinese
Art.

Not only did the text in Paléologue’s work cobtrie to Bushell’s book, but the
illustrations in the French book, all in engravia¢go served as models for Bushell to
select his own. An illustration identical to the eorappearing on page 122 in

Paléologue’sL’Art Chinois (Fig. 5-3), an engraving made after John Thomson’'s
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photograph, appears in Bushell's chapter on ‘Asghiire’.*® Another four
illustrations are also of the same sites as aresishie the French writer’s book, most
of which were done from angles similar to thosé’#rt Chinois (Figs. 5-4 to 5-7§°
Both books feature a stone statue in the area ofjMobmbs, although the statues
illustrated are not the same and are not seen édntly the same angle (Fig. 58).
Perhaps these pictures are simply those of somst-sae’ tourist attractions, and the
repetition of illustrations found in Bushell's bookly speak to the popularity of these
sites at the time. But a specimenDuble Vase de Cristal de Rochveuld not have
been as accessible as those tourist destinatiaveever, Bushell seems to have
managed to find an object from the Museum collectdhich represented the same
type of piece as that illustrated in Paléologu@sky and he labelled it with the same
name in English, ‘Double Vase of Rock Crystal’ (Fg9)*

As our travel experiences are more or less siredtby the ‘must-sees’ recited over
and over in the various tourist guidebooks put bwtdifferent publishers, this
repetition seen in Bushell€hinese Ar—whether in the form of illustration or of
text—serves the same purpose. It not only revealg Bushell’sChinese Artwas
structuredoy an antecedent example, but also suggests hdwmust-knows' in this
handbook were meant to structure the readers’ eqma and expectations when they

encountered Chinese art objects. However, whatrejasated in Bushell'Shinese

39 Bushell,Chinese Arti, Fig. 44; Paléologué,Art Chinois (Paris, 1887)p. 122; Pearce,
Photographs of Pekingp. 74-6, and PI. 8.

0 Bushell,Chinese Atti, Figs. 28, 31, 36, 38; Paléologl#Art Chinois, pp. 91, 111, 109, 117. In fact,
the illustration inL’Art Chinois, p. 111, is also an engraved reproduction of Jdtomson’s

photograph, which, according to Nick Pearce, was alailable to Bushell as it is found in the
Durham collection. However, Bushell eventually ahas extremely similar photograph by an
anonymous photographer, probably John Dudgeongasc® argues), instead of the original one by
Thomson; see Peardehotographs of Pekingp. 81-85, and Pls. 10-11, the latter of whichsed in
Bushell's book. Given that the photographs in Blish€hinese Arbf the sites that also appear in
Paléologue’s book were almost all taken by thatesamonymous photographer, it seems possible that
Bushell commissioned these photographs to be nmadecordance with the illustrations in the French
book.

“1 Bushell,Chinese Arti, Fig. 19; Paléologué,Art Chinois, p. 143.

2 Bushell,Chinese Arti, Fig. 102; Paléologué Art Chinois, p. 173.
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Art is not merely transparent knowledge speaking drdyn a point of view of
scientific neutrality, but also an attitude with ialn things were observed and
perceived—particularly when these repeated poihtgiew were presented not by
referred citations or paraphrases, not by polenaggments, but by unacknowledged,
word-for-word translations of large portions of smone else’s text. A direct result of
such unacknowledged citation is the reproductiothefrhetorical paradigm through
which Chinese art was approached: as a subject uihelebservation of a far more
civilised westerner, and found to be both monoterend barbaric.

We should not regard Bushell’s translations asgoéess genuine than his own
sentences would have been. After all, he was thigoawho authorised the entry of
Paléologue’s words into his book and their transtfiogtion into his own voice.
Whatever his reasons were, Bushell must have detipelled to present the subject of
Chinese art in this way, as if the words had oatljnbeen uttered in his voice.
However, it is exactly the incongruence of the twamces coexistent in Bushell’s
books—Bushell’s and that which originally was P#&§oe’'s—that leads to my
discovery of Bushell’s ‘silent repetition’.

It is understandable that Bushell would have iregu recourse to another
‘authority’ in order to write chapters on architée and painting. However, even in
the chapter on ‘Bronze’, a subject in which he \wasacknowledged expert and of
which his personal collection was largely compos#te derogatory voice of
Paléologue was also introduced—as if without some df criticism, true authority
could not be established. Was he not able to speRaléologue’s voice? Indeed, he
could; the descriptions of the stone statue (fi®) % a good example, where, after
introducing basic information about the object,é@fgue remarked that ‘this is an

art incomplete, without elevation, ideal, or imagion, incapable of interpreting the
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forms of the physical and moral aspects of lifgliffierent to the beauty of modelling
or powerless to extract it’; while Bushell, in lesvn book, ‘replaced’ Paléologue’s
remark with more detailed information about thetust® surroundings and other
similar statues placed thefeHe not only had full control of his writing buteglrly
also had opinions different from Paléologue’s. Nthaless, in many instances, he
still chose to let Paléolouge’s voice reside inbosk, and in these instances assumed
it as his own.

There is nothing special about finding tracestbier authors’ voices and points of
view in a singly-authored book; after all, thisthe way in which academia operates.
Nevertheless, by citing and referring to other atghone is not only amalgamating
and producing new knowledge about certain objdmis,also attaching oneself to a
particular discursive field and indicating membd@pstherein by demonstrating that
one shares its collective attitudes towards theatlgtudied. This is also the way in
which the intellectual style of Orientalism regisas and reproduces itself. As Said
succinctly puts it, ‘Orientalism is after all a s for citing works and author¥'.
Hence, the repetition found in Bushell's book isthmog but one of many such
examples. However, what is most striking in Bustielhse is that the reproduction of
Orientalism itself was not achieved by open refeesnand citations alone, but, to a
great extent, by what might by today’s standardeleed ‘plagiarism’.

As we have seen, Bushell did openly acknowledg&digue’s work in the
preface of his book and did refer to it in ninegalg where he cited the French writer’s
passages. Perhaps in the early twentieth centuci fsfequent acknowledgment was
considered more than adequate and Bushell's free afsthe translations of

Paléologue’s words would not have been regardedusside the boundaries of

3 paléologuel’Art Chinois, p. 143; BushellChinese Ar(1st edn), i, p. 43.
4 Said,Orientalism p. 23.

225



academic decorum. Whether or not Bushell’s ‘sileraghslations of some passages
from Paléologue’s book had, by the contemporarpdsted, violated the academic
rules at that time, we should not forget that nedghese transplanted, word-for-word
translations are passages in which Chinese arpresented as monotonous, barbaric,
or at least rather peculiar from a European poinview. Of all the passages in
Bushell’'s book, these translations by far refldet tost Orientalist gaze, and this
quality more or less distinguishes these passages the rest of the book. The
guestion of why Bushell felt the need to adoptpghsesages Orientalising Chinese art,
and, more importantly, why he ventured to use theseslations without referring to
their true author—not to mention how his consciewas able to remain clear even
when he knew his book was to be translated intadfre-thus becomes all the more
intriguing.

Perhaps the perceived necessity of the presdrtbese Orientalist views is where
the phenomenon termed by Said as ‘latent Orientallarks. This unconscious
positivism towards Orientalism places the Orient ‘@ place isolated from the
mainstream of European progress’, presenting imyeslbservation on the Orient its
separateness, eccentricity, backwardness, andadligqwith the West; in addition,
statements about the Orient are infused with ‘amnelative capacity that could be
used, or rather mobilised, and turned into senslideourse for the concrete occasion
at hand?® Furthermore, since the latent Orientalism was gieed, consciously or
not, by western readers as an actuality, its espesand utterance was very likely
regarded as little more than the articulation ahedind of ‘universal truth’. As one
needs not seek any authority and needs no citaiispeak ‘universal truths’, such as

‘the Earth is round’, it is possible that Bushall diot feel the need to attribute those

%> Said,Orientalism p. 206.
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translated passages to Paléologue, because theyhathing but the ‘truth’ that all of
his readers would have already acknowledged andoteg to see in the writings of
an Orientalist. If this assumption is correct, thiea places where Paléologue’s words
were adopted without acknowledgement should newre hbeen perceived as
plagiarism in the first place. Bushell was meradelling a ‘universal truth’, which
had also been uttered by Paléologue—who, like Blshas by no means the only
person who ‘knew’ the universal truth about thee@ti

This pervasive acknowledgement of the ‘truth altbe Orient’, and the strength of
Orientalism, makes any search for the ‘originalcebinot only impossible but also
pointless. Although Bushell's ‘borrowing’ from Palégue can be more or less
tracked down, it does not mean that the ‘truthdaiied by Paléologue can be
similarly traced to a certain origin from which tkEientalist mentality sprung and
flourished. However, Bushell’s selective employmehPaléologue’s language shows
that an unspoken mechanism was at work, one knawevery member of the
Oriental field who clearly already knew what thewensal truth about the Orient was
and when it was the time to present it to the reaaleerson like Bushell was no
exception to this rule, as a man who had residegtienOrient for thirty years. Thus,
with Bushell’s utilisation of this Orientalist memhism, the Chinese art in his book
was inevitably Orientalised.

The main point of this section is not to underenBushell’s overall achievement in
this first English book on ‘Chinese art’ but touskrate the various ways in which
Chinese art was Orientalised in the early twenteghtury, and the ways in which
Orientalism as a world view reproduced itself. Afedl, the portions that Bushell
borrowed from Paléologue’s book occupied just @ fiartion of the entire manuscript,

the vast majority of which was the result of hisnrowork. The book itself received
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such an ‘unexpectedly favourable reception’ that ‘aomage’ to Bushell was
delivered by M. Chavannes (1865-1918) at the FreAchdemy in 1906, and
ironically, a French translation of his revis€dinese Artwas also undertaken at that
time. This French edition finally came out in 19#&@fitled, of course,’Art Chinois,
having been translated by H. D’Ardenne de Tizac/{:8932), Conservator of the
Musée Cernuschi—whose founder, Henri Cernuschi (1821-1896), irstemgly
enough had contributed 22 bronze pieces for thustithtion of Paléologue’s’Art
Chinois*’

Yet, no French scholar appears to have noticedsitmilarities between Bushell's
and Paléologue’s’Art Chinois. Or perhaps they did, but judged the repetitians i

Bushell's book to be merely reiterations of theiuansal truth’ about the Orient.

The ‘Return’ of Bushell's Chinese Artto China
Bushell's Chinese Art the knowledge that this long-time British resideni

Peking acquired in China and brought back to Brjtaventually made a return trip
‘home’ soon after its release. How the book wasigoo be received and presented in
China, where knowledge about Chinese art had atgthand developed—and how
the ‘Orientalised’ perception of the value of Clsaart in the book would be viewed
and appropriated by the Chinese intellectuals wbeduthe book to facilitate the
realisation of their own cultural aspirations—is exsta the complexity of cultural
encounters manifests itself. Central to this preadghe intercultural travelling of the
same body of ‘text’ (including its text, its imagemnd the knowledge and cultural
values promoted) at this time is the fluid natufeth® category of Chinese art, a

fluidity which is best illustrated at least as pofu#ly in the appropriation of pictorial

6 Bushell, ‘Preface to second editio@hinese Ar(1924 edition), i, p. vi.
" paléologuel’Art Chinois, pp. 25, 28, 30, 32, 35, 37, 38, 41, 43, 45, 4953, 56, 58, 61, 62, 65-67,
77, 78.
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illustrative practices as in the translation oftfexith which previous scholarship has
been primarily concerned.

The Chinese translation of BushelChinese ArtentitledZhongguo meishuf[s]
Zffir in Chinese, was published in 1923 and reprinted984 by the Commercial
Press. It was translated by Dai Vg, then a research fellow in the Department of
English at Peking University, along with Cai Yuangeths (1868-1940), one of the

university’s most renowned principals (1917-1928jhe twentieth century, who was
responsible for the final proofreading and approwélDai's manuscripf® The
Chinese translation was originally serialised fr@818 to 1919 in the university’'s

daily news bulletinBeijing daxue rikan/t 57 A2 H T (Peking University Daily, or,

as the bulletin preferred to call itself, ‘Pekinildgrsitato Chiutaga Gazeto’, Fig.
5-10)*° The translation had probably been commissione@1incipal Cai in hopes
of propagating his ideas on aesthetic educatiod, was later integrated into the
translation projects undertaken by the Nationakd#is Compilation BureauGuoshi

bianzuan chus4 #75i5%) at the same university. Interestingly, Bushell’s book

seems to have been the only work on Chinese attewiin English that was available
to the university at that tin®. Since the library initially had a copy of only the
second volume, it was this second volume that vaaslated and serialised first, and

the translation of the first volume was only cadrigut once the library was able to

8 Stephen BushelZhongguo meishurans. Dai Yue, 1st edn (2 vols., Shanghai, 1928ppy of
which is in Shanghai Library.

9| would like to thank Lu Hsuan-fei for bringingtit my attention. The second volume began to be
serialised from 8 June 1918 and completed itslgian on 21 October of the same year, while the
first volume started on 26 February 1919 and fieisim the same year on 23 June.

* ‘Guoshi bianzuan chu kaihi 5 #7ELpEES & ((Minutes of ] the Meeting of National History
Compilation Bureau)Beijing daxue rikanreprint (Beijing, 1981), 24 June 191&n 3.

*1 The university library published a catalogue @& books about China written in English that had
entered the collection before June 1917; Bushiedisk was the only one in the catalogue that was
about Chinese art. Se@ushuguan suocang guanyu Zhongguo zhi yingwen istulyi[E] 2 &8 F7yE B
FAHR R T ar EZ£E H % (Library catalogue of the books written in Engliegarding ChinaBeijing
daxue rikan 18 March 1918pan5.
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obtain of a copy of it. As it was considered incenwent to print images in the bulletin,
none of the illustrations were reproduced in théatisation>?

However, the ‘return’ journey of Bushell's boolasvby no means made only in the
form of translation, and what was not reproducethi translation’s serialisation is
precisely that which had been first, although opéytly, presented to the Chinese
audience at an earlier period. Prior to the sea#ibn of Dai’s translation, some of the
illustrations exclusively seen in Bushel@hinese Arthad already appeared in the
journal Guocui xuebadChapter 1)—in 1908 to be exact, two years aftesiIl had
completed the second volume of the museum’s hardiooEnglish, although
Bushell’s name and the title of the book were nentioned in the Chinese journal.
As such, Bushell's book—embodying the author’s édtalised’ conception of
Chinese art, based on both traditional Chinese aeseurship of art objects and
current Western scholarship of Oriental studies] tmlored to suit the particular
nature of the collection of the Victoria and Alb&iuseum—thus arrived in China
long before the book’s Chinese translation wouldopee available, and began at that
time to be integrated into the Chinese conceptiolinese art’. A close look at the
appropriation of Bushell’s illustrations by the jaal Guocui xuebaavill reveal that,
in an age of growing fascination with the agencamfreproduction, the image played
no less an important role than the text in theratgons between China and the then
vaguely perceived West—interactions in which theeitalist gaze from the West was

to be received in China as a reassurance of the wdlChinese culture.

Appropriating images

The pictures appropriated from Bushelhinese Artare found in the journal

%2 {(Zhongguo meisHwiwen zai Rikan denghuf[&|251f7) 28574 H TI%&45" ( Translation ofChinese
Art published inDaily), Beijing daxue rikan8 June 191&an 3.
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Guocui xuebaoin the first issue of 1908 (Issue 4.1), which bed¢ed the third
anniversary of the journal’s launch (see ChapterTd) mark the event, the journal
wished to increase the number of reproductionsrtoblgjects in the section entitled
‘Art Pictures (neishu tuhug, which normally contained only two to four
illustrations®>® The publisher (i.e., the Society for Preservingtidieal Learning)
announced that it hoped to increase the numbelustrations via a collaboration
between the editors and the readérindeed, the number of the ‘Art Pictures’ in that
celebratory issue alone added up to thirty thregepaof which eleven pages were
reproduced from the illustrations in BushellGhinese Art Pictures taken from
Bushell's book can also be found in successiveessaf the same year, with two
appearing in Issue 4.2 and one each in 4.3 andii thtal, fifteen pictures in the
journal were appropriated from the illustration8Bushell’s book (Appendix 5-1).

Not a single reference to BushelChinese Artwas given in this journal, or in any
other publications issued by the same publisherentleeless, it is certain that these
illustrations were taken from Bushell’s book. It uslikely that such a group of
pictures which can all be found in a single sowsheuld have been gathered from
various places. A comparison with the illustratia@ishe same painting titles in other
books also supports such a conclusion. In 1905¢xample, Herbert Giles published
a book entitledAn Introduction to Chinese Pictorial Artwhich included two
paintings that had also been featured in Bushietigk: the ‘Admonition Scroll’ and
the landscape scroll attributed to the renowned nYuyminter Zhao Mengfu

(1254-1322)° However, although both books had selected the saaiteing titles

%3 This section began in Issue 4.1(1908), whichéssime issue in which illustrations in Bushell’s
book are found to have been appropriated.

54 ‘Guocui xuebao disan zhounian dazhudian jingzhengizhtuhua qiFFE R EE = 5B A H AR
B &t b 5 22 (Guocui xuebaavelcomes the contribution of celebratory inscaps and pictures
for the celebration of the third anniversary), Report No. 16’GX, 3.11 (1907), p. 1b.

> Herbert Allen GilesAn Introduction to the History of Chinese Pictoristt (Shanghai, 1905),
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for reproduction, the sections of the paintingd there chosen for reproduction were
not the same, and, clearly, t@@iocui xuebadiad copied Bushell's selections rather
than Giles’s (Fig. 5-11, 12). Published in Shangkales’s book might have been a
more convenient choice for this Shanghai-based &kinournal, but it was the
illustrations in Bushell’s book that were eventyalppropriated by the journal.
However, although the practice of acknowledging sberces of images seems to
have been considered standard protocol by that-tiasein the case of Giles’s book,
in which he expressed his indebtedness to the éapaart periodicakokka for the
permission to use four of their plates in his beaKustration®—the editors of the
Guocui xuebadlid not bother to do so; no mentions of Bushdit®k can be found
anywhere in the journal.

It is not clear how the editors acquired thesgupes illustrated in Bushell's book.
It is possible that the images taken from Bushdite®k were sent by one of the
readers as a token of the celebration for the mligrthird anniversary; in this case,
Bushell'sChinese Artdid not have to have been physically present enpilblisher’s
hand, or even in China. However, it is more lik¢hat the editorial board had
somehow managed to get hold of Bushell's two-vollooek, whether by purchase or
borrowing. | shall argue that the book’s presemc€hina not only contributed to and
perhaps even led to the rise of the whole enterpsfsmodern art reproduction in
early twentieth-century China, but also had a hitheunnoticed impact on the
practice of the presentation of art reproductioms he conception of what should be
included under the classification of ‘Chinese arngiven that the publisher of the
journal Guocui xuebaavas also the one that launched 8teenzhou guoguangjhe

first art periodical in China featuring photographieproductions of objects of

between pp. 16-17, 50-51.
% Giles, ‘Preface’|ntroduction to Chinese Pictorial Arp. vi.
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Chinese art (see Chapter 2).

Although it has been proposed in Chapter 2 thatJapanese art publication the
Shinbi taikan(Selected Relics of Japanese, Ail899-1908) was a possible prototype
for this Chinese art periodical—whether in termdtsfsize, form, use of collotype,
and the mentioning of the dimensions of the repcedwbjects—Bushell’s book also
contributed to some of the presentational and tawocal practices seen in the
Shenzhou guoguangmnd may have served as a crucial catalyst theteally put
into motion the attempt to publish reproduction€binese art.

First, the publisher’s intention to publish the periodicalShenzhou guoguangji
was announced in the same issue (4.1, 1908) intvtheillustrations from Bushell’s
book were first seen in the journal, which shoutd be viewed as a coincidente.
The predominant presence of illustrations in Bugh€hinese Artwith 104 plates in
Volume | and 135 in Volume Il, must have made apression on the Chinese editors,
although they might have had limited command oflishg This heavily illustrated
two-volume book, with the immediacy provided by fdgraphic images of real
objects inserted intermittently into the body o€ ttext, must have seemed to be a
good example of using ancient objects as evidehtestory, which corresponded to
one of the convictions held by the Chinese editagarding the function of
photographic reproductions. Furthermore, the ppieciused for structuring and
grouping the illustrations in Bushell’s book—whiptaces illustrations in the relevant
chapters organised by materials of objects—seentsat® been taken up by the
Shenzhou guoguanggs well, which, unlike the chronological arrangemef the
illustrations in theShinbi taikan also categorised the illustrations by the maleria

used in the reproduced objects.

" ‘Fakan Shenzhou guoguany {BX, 4.1.
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The effort to insert Bushell’s illustrations intwe journalGuocui xueba@lso made
the publisher realise the importance of, and atsblpms with, providing information
about the dimensions of the reproduced objectoaf@ih this practice was hardly
unknown both in the context &hinbi taikanand of the Chinese journal itséff.In
order to make the measurements of the objects sh@ls book (presented using the
imperial system of measurement) understandable imeSe readers, the journal
seems to have converted them into the system ws€&thina (App. 5-1, # 5, 6, 12;
Figs. 5-13, -14). However, perhaps soon becomingar@awof the regional
discrepancies in the Chinese measuring systemedhers later abandoned such a
practice and kept the original imperial measureséyinhgchiZi <, in Chinese) for
other appropriated illustrations (App. 5-1, # 18; Eig. 5-15)° Nevertheless, in an
attempt to inscribe the dimensions of these Chidgects in a pure Chinese space,
the publisher further introduced in the inaugussiue of theShenzhou guoguang
measuring system based on an ancient ruler, sdadv®e been used in the Jin dynasty
(286-385), for the objects to be published in ttigpariodical (Fig. 2-6§° From then
on, the information about dimensions became anngateomponent in this art
periodical for the presentation of illustrationsdaapplied to both two- and three-
dimensional objects.

The detailed attention paid to the presentatibrthe illustrations must have

carefully followed the examples set by Bushell’'®kand can also be observed in the

translation of captions. Most of the titles of thppropriated images in tHeuocui

%8 The first example in thEuocui xuebadhat gives information about the size of the rejped
artwork is found in Issue 3.8 (1907), regardingaafing, ‘A Pine Tree and Rocks’ by Huang Daozhou
BEfE (1585-1646). However, this is the only examplendeefore the journal’s appropriation of
Bushell’s illustrations; furthermore, the illusticat is that of a painting, and such practices werte

rare in traditional painting inventories.

%9 Only five of the 15 illustrations taken from Bugllsebook were presented with the dimensions of
the reproduced object.

%0 Shen zhilu, Jin tongchi. All articles in this periodical are paginatediimidually, starting with page
1. Aunitis about 1.29 cm long.
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xuebaowere faithfully translated from English into Chase except for the bronze
vessel in the shape of a rhinoceros (Fig. 5-13psehdentification had been changed

fundamentally from a wine vessakunft (zun, to a food vessellingil. In the

example of a porcelain dish, the term ‘blue-andt@itwas even rendered literally in

Chinese aslanbai B[]’ (‘blue and white’), rather thanginghua F7¢’ (blue

patterned), the term by which this type of poraelaas known in China (Fig. 5-16).

However, the use of the five-character compouitbhgguo meishupir |8 iy
iy’ (Chinese art object) to describe all of the otjda the appropriated illustrations

except those of painting was an unprecedentedigeaict the journal. It should be
noted that the term ‘Chinese art object’ itself slg®t appear in Bushell’s book;
therefore, it was not a product of translation. lddZhongguo(China, or Chinese) to
the three-character compounoheishupin (‘art object’)—which had already been
used in the journal since Issue 2.8 (1886)was in fact quite unusual in a context
where the published objects should without a dbebinderstood as being ‘Chinese’.
Although the journal was a great advocate of thesgnvation of national essence,
there had never been a need to specify that thenahtessence in discussion was
‘Chinese’. A more likely expression in a contextem the editors were addressing
their fellow Chinese readers would have been samgtike ‘our nation’s art objects’

(wuguo meishupir i), rather than ‘Chinese art objects’; the formenis

statement meant to consolidate the brotherhoodséhse of community shared by
fellow countrymen, whereas the latter was useddtnguish oneself from the Other
in terms of nation-state. Nevertheless, while tee of this five-character compound
might have looked like a statement from an outSdaeoint of view, it also made the

statement itself appear to be neutral, objectind, disinterested, free of any partiality

61 ‘Zheng meishupin zhongleGX, 2.8.
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powered by nationalism.

This disinterested tone, | believe, was to atgestent inspired by Bushell's book,
for this five-character compoundhongguo meishupiwas applied, as if it were a
special label, only to the ‘non-painting’ illustias taken from Bushell'€hinese Art
Other non-painting objects illustrated in the sgmenal issue in the section of ‘Art
Pictures’ did not have such a label (Fig. 5-17)e ™pplication of this compound
hence shows a strong connection to Bushell’s idlnkese Artsince the items taken
from the Bushell book were perceived specifically ie Chineseart objects’.
Consequently, it can be almost certain that Bushietiok was physically present in
the editors’ hands, given that the book title ftdel a certain degree inspired the
coinage of the compoundhongguo meishupin

Furthermore, this compound was without exceptiolowed by a ‘sub-label’
indicating the type of material or the genre ofdurction into which the illustrated

object could be categorised, suchl@gingi $#<#s (bronze),diaoke(carving), etc.

(App. 5-1). These ‘sub-labels’ more or less coroesied to the chapter titles in
Bushell's book under which the illustrated objeatilbeen originally placed—except
for the lacquer screen (App. 5-1, #8), sub-labe#iedlacquer’ but originally having
come from the chapter on ‘Carving’ in Bushell’s ko&ven in the case where the
Guocui xuebaaniscategorised the drawings of ‘sericulture’ asitk‘weaving’ (App.
5-1, # 10) as ‘embroidery work’, the mistake itsetis most likely to have resulted
from the fact that these two illustrations had begginally placed in Bushell's book
in the chapter on ‘Textiles’, which further supothe theory that BushellShinese
Art was physically available to the editorial board.

It is perfectly possible that the editors werdeabo get hold of the latest

publications from Britain, given that some illusioms of natural historybowy
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painted by Cai Youshou and published between 18071808 were also copied from
James Denis Hird'®\ Picture Book of Evolutignwhich had just been published in
London in 1906 and 190% According to Cheng Meibao, Cai Youshou had
befriended William John Bainbridge Fletcher (187)9tRen a translator at the British
Legation in Shanghai, and who might have been thefigure through whom Cai
was supplied with these books of natural histdnas such, it was very likely that the
editors of theGuocui xuebaanight have borrowed a copy of Bushell's book tiytou
Cai’s connection with Fletcher.

It should be noted that the ter@hongguo meishupimwas not applied to painting,
not even to those whose illustrations were takemfrBushell’s Chinese Arf*
However, given the prominent position occupied Bgihting’ in the section of ‘Art
Pictures’—being presented first in order, and frevhich category the greatest
number of items had been appropriated from Bushbtbok (App. 5-1. # 1-4)—the
status of ‘Painting’ among all the art forms wasdabtely without rival in the value
system of theGuocui xuebaoEven for those ‘non-paintings’, the so-called ii&se
art objects’, many of them were probably chosententban anything else, for their
pictorial nature. Among the eleven objects labetiedChinese art objects’, four could
be termed ‘imagesn objects’, as the pictorial representation wasdherpowering
ornamentation on the body of the object (Fig. 541%,19, 21); furthermore, one was
actually a drawing in disguise—that is, the illasiton of sericulture and silk-weaving,
mistaken for ‘embroidery work’ (Fig. 5-19). Thus,ewmay conclude that the
significance of ‘Painting’ as a category was solvestablished that it had already

been perceived as a registered category in thedimanging classification of art in

%2 These appropriated illustrations were taken nét fsom Hird’s book, but also frorithe Royal
Natural Historyby Richard Lydekker (1849-1915), published in Londn 1897. See Cheng Meibao,
‘Fuzhi zhishpp. 97-102.

% |bid., pp. 104-105.

% There is no illustration of calligraphy in Bustelook, so the discussion here centred on ‘pajhtin
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China. As such, it did not have to enhance itsevéilyibeing attached to a generalising
term other than ‘painting’ itself.

Compared with ‘Painting’, which enjoyed greatmpioence above all forms of art
in China, the termrZzhongguo meishupifChinese art object) seems more likely to
have been an explanation asserting the yet-unmbtiakie of the object illustrated,
rather than a widely-acknowledged label used torulisnate against those objects
without it. Objects with this label were placedlz end of the ‘Art Pictures’ section,
following illustrations of paintings from Bushelllsook, which came first, and those
of objects sent from readers. Such arrangementonbt indicates the journal’'s
association with Bushell'€hinese Ar—as the appropriated images were presented
all together, except for those of painting—but adsggests the emergence of a new
way of grouping which had never been seen in Chinat is, the category of ‘art
object’ (meishupif. Although the term rheishupih first appeared in the journal
Guocui xuebaas early as 1906 (see Ch. 1, p. 87, was only after the celebratory
issue that the ternmeishupinbecame a rubric for grouping pictures, parallel to
‘epigraphy’, ‘calligraphy’, and ‘painting’, in ordeto accommodate objects outside
these categories (Fig. 5-2%).

Furthermore, as the ‘sub-labels’ used in the mjgtsans of the appropriated
illustrations were informed by the original grougén in Bushell's book, the
taxonomical approach seen in Bushell’'s book thisred the native discourse on ‘art’
and became integrated into the traditional wayrotiging material objects in China.
Bearing this relationship in mind, the form and cgption of the categorisation in the
Meishu congshuseries (1911-18; see Chapter 3) appears even imtrguing.

Released as a collection of existing texts on wprthle same publisher as the journal

8 ‘Zheng meishupin zhongleGX, 2.8.
% See ‘Contents'GX, 5.2, 5.6 (1909), 6.4, 6.6 (1910).
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Guocui xueba@nd the art periodic&henzhou guoguangMeishu congshexplored
the space which the editors thought should haven lmeeupied by knowledge of
meishu Under the heading aheishy categories such as ‘Calligraphy and Painting’,
‘Carving and Seals, with Studio Objects Appenddearcelain, Ceramics, Jade and
Stone’, ‘Literary Art’, and ‘Miscellaneous Recordsere first proposed to demarcate
this newly conceived domain (see Ch. 2, p. £A6)lthough it is difficult to discern a
one-to-one relation between Bushell's book andbthek seriesvieishu congshuthe
shared taxonomical approach more or less givehaese to the encounter in which
Bushell's Chinese Artmet with the avid Chinese aspiration to establiish native
category oimeishu—a desire to integrate traditionally cherished ot§eand material

enjoyments into the new concept of ‘art’.

Beyond translation

It is difficult to explain why only fifteen outfahe 238 illustrations in Bushell’s
Chinese Artwere selected for inclusion in tl@uocui xuebaoEqually perplexing is
the question of why certain categories in Bushddtb®k contained illustrations that
were not at all selected for use by the Chines®elisuch as those in the chapters of
‘Sculpture’, ‘Architecture’, ‘Carving in jade and ther stone’, ‘Glass’ and
‘Jewellery’®® The absence of such images from certain chapteBushell's book
should not be understood as an objection to thsideration of these categories as
‘Chinese art’, since the Chinese editors might &lsee taken into account the quality
and cultural esteem of the illustrated objects theues, not just the category alone.

Nevertheless, from the illustrations that actualigre appropriated, one can roughly

7 ‘Lijel?, MC, 1.1 (1911), p. 1b.

% The chapter ‘Lacquer’ is not counted on this Eatice the lacquer screen (Fig. 5-17) illustrated i
Guocui xuebaavas considered to be a piece of lacquer, evergthiiwas originally from the chapter
on ‘Carvings’in Bushell's book.
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ascertain the criteria the editors had appliechéoselection of images. In addition to
the pictorial nature of the objects illustratedtie Guocui xuebacand the already
established high esteem for ‘Painting’, the ideantbducing treasures that had been
looted and kept by Westerners also played an irapbpart in the selection procéss.
Although almost all of the illustrations in Bushelbook were objects then collected
in the museums in Britain, in t@uocui xuebaponly the paintings and two objects
of cloisonné enamel (Fig. 5-13, 22) were specificdhbelled as being in the

‘Collection of a museum in BritainYingguo bowuyuan canigsf#4fzm).° The

two pieces of enamel were even specified as beanggd the ‘Former collection of

the Yiheyuan (Garden of Nurtured HarmonyYiHeyuan jiucangliFl1 = £ jek),

evoking certain sad, shameful, and insulting meesoaf China from recent years.
Interestingly, the original English caption saysyprSummer Palace’, which in the

English texts of this period often refers to Yuangyuang|HH[E (Garden of Perfect

Brightness)—sacked by the Anglo-French joint expediin 1860—although the
term was applied to more than one imperial gardefiowever, the Chinese
interpreters tended to link the term to a more meavent, taking this ‘Summer
Palace’ to be ‘Yiheyuan’, which was partly destrdy®y the Eight-Nation Alliance in

1900. The Chinese translation of Bushellisinese Arby Dai Yue, published in 1923,

% For the cultural meaning of the Western ‘lootifigChina in the late nineteenth century, see James
Hevia, ‘Loot’s Fate’ History and Anthropology6.4 (1994), pp. 319-345; athglish Lessons: The
Pedagogy of Imperialism in Nineteenth-century CKibarham, London, Hong Kong, 2003) by the
same author.

0 1t should be noted that the Chine¥gguo bowuyudmould have also meant the current British
Museum. However, since the two enamel pieces flacollection of the Victoria and Albert Museum
were also labelled as such, | have translatecetime &s ‘museum in Britain’ to avoid confusion.

™ The term ‘Summer Palace’ was used indiscriminaglyVesterners to refer to a group of gardens
used as an imperial summer resort and situated sglae to the north-west of Peking. There were in
fact four separate gardens: Jingmingyuan (Gardé€uadtude and Clarity), Changchunyuan (Garden
of Everlasting Spring), Yuanmingyuan, and Wanshauagiiill of Longevity). Of these, Wanshoushan
was rebuilt and renamed Yuheyuan (Garden of Peatélarmony in Old Age) in 1889 and is
generally known today as the New Summer PalaceP8arePhotographs of Pekingp. 110-111.

As foreigners then would mistakenly confuse the sftWanshoushan with Yuanmingyuan, it was not
surprising that the Chinese people in the earlytigéh century would have regarded the ‘Summer
Palace’ referred to in Western texts as being ‘Yilaa'.
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reflects the same perception; all the mentionsSafmimer Palace’ from Bushell's
book are invariably translated into Chinese as eYilln’, even in the places where
Bushell had specified it as being ‘Yuanmingyu&n’'.

The discovery ofGuocui xuebas appropriation of Bushell’s illustrations
exemplifies just one of the many possible ways cl cultural encounters were
able to take place in a period where the transglatioa text was not readily available.
The introduction of photographic printing method®t nonly facilitated the
reproduction of the illustrations in Bushell’s bodiut also freed the journal from the
burden of translation, in which the structure, ptyp rhetorical devices, and
stigmatised opinions of the original text would aadween more likely to have been
kept intact. While the Chinese translation of 192& obliged to reproduce Bushell's
Orientalist gaze—whether willingly or unwillingly-heé editors of the journ&uocui
xuebaowere able not only to remain ignorant of the uapént parts in the book, but
also to impose their own views on the selectedtitations that they found suitable to
introduce and reproduce. Although the physical gmes of Bushell’'SChinese Art
may have inspired the presentation of the illuginat in theGuocui xuebaand the
art periodicalShenzhou guoguangjthe order and priority of Bushell's book was
completely rearranged in the presentation of tlaggeopriated illustrations, in which
‘Painting’ was no longer placed at the bottom, latitthe top; ‘Sculpture’ and
‘Architecture’, which appear at the beginning insBell’s book, had no visibility; and
most of the chosen objects had pictorial representa to accompany them. The
views of Chinese architecture’s being monotonoti§onese bronzes’ being innately
barbaric, and of Chinese painting as undergoingcéirce were not received positively

by the editors. The gaze that orientalised Chiresefor western audiences was

2 See BushellChinese Ar(1st edn), ii, p. 7 and Stephen Bush&lipngguo meishurans. Dai Yue,
2nd edn (2 vols., Shanghai, 1934), ii, p. 6. Natloraiwan University Library has a copy of it.
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therefore missing in the first Chinese receptioBashell’s book.

Furthermore, Bushell’s book was most likely toreeeived in China as evidence of
the attention that Westerners had paid to Chindsar=d hence was used to call for
public awareness of the preservation and appreniaif Chinese art objects. The
presentation of the illustrations taken from Bubhdbook in the journalGuocui
xuebaowas accompanied by the concept ofGhihesé art object. This concept,
together with the mention of the foreign museunt tltmused Chinese art, introduced
a tone of objectivity into the discourse aboutiarChina—one in which Chinese art
was not only the national patrimony that shoulccherished by the whole nation but
also an artistic heritage that could be appreciatadersally. And the rhetoric, often
seen in this period, that emphasised ‘even the affests, the foreigners, outsiders,
knew more about the true value of Chinese art'rendne hand was used to inspire
awareness of and confidence in the Chinese artistdition. On the other hand, it
was used to urge caution concerning foreignersifgugnd exporting art works from
China and to justify the necessity of preservingomal patrimony, as shown in the
prefaces to the art periodic&8henzhou guoguangand the book serieMeishu
congshu(see Chapters 2 and 3). Not only was the Oriettglaze that might
potentially have been inherited from Bushell's b@ikhis time merely missing, but
the very existence of a book like this was alsec@eed as a reassurance of the value
of Chinese art, rather than a systematic treatme@hinese art as knowledge subject
to the authority of Western Orientalist scholatsservation and representatith.

In establishing the discursive relationship bemv@&ushell'sChinese Artand the

art publishing enterprises initiated by the pubhgharm of the Chinese Society for

3 The same interpretation of the foreigners’ intev@s Chinese culture can be found in the section
‘Aiguo suibiZ[H[fEZE" (Patriotic notes) in this journal, which has bekscussed in Lydia Liu,
‘Rethinking Culture and National EssencEanslingual Practicesp. 246 .
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Preserving National Learning, one may of coursd fimat some precedents for the
practices discussed above had already existed imaSlown tradition. For instance,
the mentioning of the illustrated object's dimemsiovas not only seen in Chinese
collectors’ painting catalogues but also in theabmse art periodic&hinbi taikan
and the taxonomical approach to classifying Chirea$&orks was not alien to the
traditional bibliographic classification system @hina (see Chapter 3). However, as
the Chinese editors gained reassurance of the whl@hinese art from the attention
paid to it by westerners, the traditional practicesild also simply have been
reaffirmed by Bushell’s application of a seemingimilar approach.

Compared to the impact of the physical preseh@&@ushell’s book on the discourse
of art in China before the textual contents of ok were introduced, the full
Chinese translation of Bushell@hinese Artcombining the text and the imageems
to have resonated less strongly in Chinese adrogtraphy. The book seems to have
been well received during the first decade afterpublication, undergoing three
printings within five years and with a reprint isstin 1934* After Chinese Arwas
translated into Chinese, Bushell's name began té&rnmsvn to the Chinese reader.
However, the Chinese rendition of his name wasqude fixed, in that he was first

known as BusuieffifzFi in the serialised translation in tReking University Daily
and then Baixiee|#{# in the back advertisement of the 1923 edition, iBox?
7588 in the 1934 reprint, and Baxidfiliz and Puxiujifk in other books® The

inconsistency in the rendition of the original auth name can probably be viewed as

" See the imprint page of the 1934 edition (Natidfavan University Library).

> ‘Baxiao’is seen in Liu Zifer| 725, ‘Zixu [ ¥’ (Self-preface), irzhuyuan taoshudy &
‘Discourse on Ceramics of the Bamboo Garden’[pedfiaa 1915]MC, 4.10 (Shanghai, 1936), p. 1
(1a). ‘Puxiu’ appears in Yu FEEE, Lidai Zhongguo huaxue zhushu mFif{ P 222500k H %
‘Catalogue of the writings on Chinese painting tigb the ages’ (Beijing, 1958), pp. 31, 39, 95. The
variety of the renditions of Bushell's name is pably due to the fact that the original 1923 edition
gives in its imprint page the original author’s reaim English while providing the publisher’s
translation in the back advertisement of the bedkch may not necessarily have been noticed by the
reader. ‘Baxiao’ and ‘Puxiu’ are probably rendebgdreaders themselves.
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a result of the book’s lack of discursive poweCininese art historiography. However,
in spite of its being regarded by Chinese revieweesely as a ‘record’ rather than a
real ‘study’/® or as ‘containing quite a few error$’,Bushell’s book always attracted
a positive spin; it was used as proof of the statdgmas Liu Zifen put it, that

‘Foreigners who otherwise look down on our natianmt help being in awe of our

art and literature’® As such, the Orientalist gaze in Bushell’s boolswace again

missed by the Chinese reader, even in the entifaty comprehensive translation.

® Aida Yuan WongParting the Mist p. 39. z
" Liu Zifen, ‘Zixu, p. 1a.
® Ibid., p. 1a. PR AFFESHIE B BHSEHTE I HER IBERR - ]
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Conclusion

Introducing into China a new, foreign and, margortantly, ‘authentic’ Western
idea of ‘art’, was perhaps not as important inybars leading to the establishment of
Republican China as reframing existent culturaticas through the appropriation of
the neologism rmeishit The meaning of rmeishu at this time was not entirely
contingent upon the degree to which the ‘autherffi‘opean concept of ‘art’ was
grasped by each individual, but to a greater exdepended on how the very idea of
‘meishuwas conceived and claimed as also authenticalip€se. This is particularly
true of the conception ofrieishuin Zhenglie where this neologism was understood
as ‘fine skills’ purely on the basis of the literaleaning of its two constitutent
characters in Chinese, an understanding which saegburse to Chinese language
instead of any foreign tongues as its source diaity, through which a sense of
cultural authenticity could be maintained. Accoglin each of the publishing projects
studied in this thesis is viewed as a form of galtueproduction which aimed at
replicating, reiterating and preserving a certaialy perceived as authentic to the
reproduced original. The success of a reproduginaetice in sustaining itself in a
given discursive field hence relies to a great @ixéa the reception and recognition of
this implied quality of authenticity.

As such, unlike previous scholarship on the ehidyory of ‘meishuin China, this
thesis does not measure the disparate statemenisexshuby a singular European
notion of ‘art’; instead, it takes the semantiddief ‘meishuias a site where different
views on this same term contested against each, atiié observes the ways in which
cultural authenticity was argued in each case. Tdpproach thus takes into

consideration the cultural endeavours behind saeemgly strange understandings
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of the term meisht, and offers an interpretative framework within iath the
subsequent recognition or rejection of these stamgsncan be analysed by their
strategic approaches to claiming cultural authégtic

In view of the fact thatmeishuand ‘yishu, two terms closely associated with the
concept of ‘art’ in China, have now become almostifferentiated in usage in
modern Chinese, this thesis not only looks intoueial statements omeishuin
the texts of the twentieth century but also payspecial attention to the material
practices related to the creation of this disc@dield, such as the materiality of art
reproductions and the collation of writings on #&ithough a retrieval of the past is
almost unattainable, it is still hoped that suchapproach will help to gain a better
comprehension of the ways in which these two teshaped each other’s meaning.

Each of the five chapters in this thesis discsissdistinct publishing project which,
as a text as well as an object, has its own unpgaklems of production and, through
its very production, presents a different perspecthat will broaden the horizon of
our enquiry. Chapter 1 focuses on the publicatioth® journalGuocui xuebaavhere
the aspiration to create an equivalent categorargifin China was found situated in
the discourse of ‘national essence’. ‘Art’ was theseved to serve as one of the most
important attributes of the strength and power afiion, and such a belief justified
the search for this category of ‘art’ within Chisawn tradition. Therefore, keeping
the integrity of the native culture while, to ate&m degree, engaging with a newly
imported Western idea, became a preoccupation égligrall the publishing projects
studied in this thesis. It is this preoccupatioat thecessitates this thesis’s reading of
these publishing endeavours from the perspectieeltdral reproduction.

Chapter 2 explores the enterprise of photogragric reproduction in early

twentieth-century China, an enterprise establisioedvidening visual access to the
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nation’s objects of art in the hope of promotingittpreservation and appreciation. A
study of the materiality of the periodica@henzhou guoguanggveals that the cultural
authenticity argued in this periodical lay not justthe photographic reproduction of
Chinese objects of art, but more importantly in tbaltural practices of art
appreciation centred on the specific medium offipag’. Meanwhile, the business in
the market for photographic art reproductions atsmpeted with each other by
aligning themselves with different claims about thehenticity in an ideal copy, as
seen in the advertising campaigns between YouzBawds and the House of SG.
While the former stressed the importance of theaenticity of the originals, the latter
appropriated the traditional discourse on the capy, accordingly, emphasised more
the presentation of the reproduction itself, altiioit still took the authenticity of the
original as an a priori assumption. Neverthelessce the use okuan paper in
collotype reproduction was seen as an expressionatibnal identity and hence
authentically ‘Chinese’, this practice became sovgrful a claim to cultural
authenticity that it was soon taken up by many lliphing house and made previous
disputes on the authenticity in a photographicadpction less pronounced.

Chapter 3 turns the attention to the book catbedvleishu congshto illustrate the
transition from the traditional concept ofishu to the concept of heishu By
equating the material pursuits and lifestyle engbipg the literati with meishu, the
Meishu congshappropriated a hint of the European aesthetiayhebich sees art as
those objects exterior to the self and capablewdking refined sensory pleasures, an
understanding significantly different from the piaws conception ofyishu, which,
as seen in the imperial book collectibour Treasuriesis known as pertaining to
skills and accomplishments of the literati. THeishu congshua project appearing to

reproduce the traditional concept gfshu, was in fact to a certain extent engaging
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with a new foreign idea. However, insofar as thecept of ‘art’ seen in thieishu
congshuwas not entirely in agreement with that which wér@eught to be ‘authentic’
European practices, such an understanding wouldhtea#y be consigned to
marginality in a later period, when grasping thigioal and ‘authentic’ European idea
was regarded as a more urgent concern for inteliésst and reproducing Western
ideas became a more highly valued cultural trope.

The same anxiety that drove to the peripheryctmeeption of meishuseen in the
Meishu congshalso led to the oblivion of Li FangZhenglieas the first ‘History of
Chinese Meishu. Viewed as an alternative story of Chinese artthis thesis,
ZhenglUeis made by reproducing a traditional narrative enad history writing
which was not at all strange or illegitimate in tisie. However, from the 1910s
statements about the idea of ‘art’ began to be aredsby whether the statement
complied with that which was believed to be thegioial and authentic European
definition. As such, Li Fang’s endeavour of writiachistory of Chinese art failed to
be appreciated. Nevertheless, the extraordinargnstehding of the idea ofeishu
in Zhenglieas ‘fine skills’, and its close association withdustry’ still lingers in
some important texts written in the early twentietantury. As such, without
acknowledging Li’'s effort, it would be impossible understand why there were
statements which believed that the advancemenmeishu would benefit the
development of Chinese industry.

Finally, Chapter 5 reveals that some of the itltsons originally seen in Stephen

Bushell's Chinese Arthad been appropriated and reproduced in the Ghijoesnal

1 For example, the statement ‘without the improveneémainting, there would be no industry’ made
by Kang YouweisFH £ (1858-1927), one of the foremost late Qing refstmiis clearly in line with
Li Fang's conception afeishy see Kang,Wanmu caotang canghuarfiiA 55 jg =5 H '(Catalogue
of the paintings collected in Hut of Ten ThousameeB), in Lang and Shui (ed€yshi shiji, pp. 21-25
(22). Lin Shu also argues that the genres of paintiost relevant taneishuare ‘designs of Western
machinery’ and ‘geometric graphs’; see Lap, cit, p. 1b. These statements can be viewed as
belonging to the same genealogyhasngliie
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Guocui xuebadong before the book’s Chinese translation cane lreing; and that
Bushell's book, to a certain extent, may have dbuted to the launch of the
enterprises of art reproduction in China. Also présd in this chapter is an
exceptional example illustrating how Orientalisnpredluced itself by means of
plagiarism, a practice based on the conviction tih@tOrientalised vision of Chinese
art was the truth of the Orient. However, such amhentic’ quality of Chinese art
held by Orientalists was not shared by the Chijmsaal, and was thus absent in the
journals’ appropriation of Bushell’s book. Therafprfollowing up Craig Clunas’s
argument that the history of ‘Chinese art’ (as @@gary) begins in nineteenth-century
Europe and North America, this thesis argues thatcbnstruction of the notion of
‘Chinese art’ in China is a product of negotiatinrwhich an assertion of the cultural
authenticity perceived by the Chinese also playg® With a discussion on the
presentation of the illustrations in th&uocui xuebap this chapter further
demonstrates the necessity to map out the trilatela@ionship between China, Japan
and the European West, for understanding the ceatplil historical context within
which cross-cultural exchanges of ideas took piadkis period.

This thesis hence proposes that in early twdntientury China there were at least
three modes of attempts to approach this newlydutced but vaguely grasped
Western idea of ‘art’: art as the elegant lifestglethe literati (Chapter 3); as the
ultimate deployment of human skills (Chapter 4)J ass that which was so defined in
the West (as seen in the statements from people asid.u Xun and LU Cheng).
Although, in retrospect, history seems to have ez in line with the third mode

(since this particular notion of ‘art’ has been getly regarded as present in the

2 Craig ClunasArt in Ching p. 9.
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‘source language”, some of the ideas originating in the former twodemstill linger
in the Chinese consciousness, and, through theigahysxistence of the objects
embodying these ideas (such as art reproductiomsemvtexts, book collections, and
dictionaries), possibly continue to interact withr gresent perceptions afeishu
and Yyishu.

An articulation of the legacy of these dispanatierances will help to understand
the relationship between the ternmseishuand ‘yishd in the texts produced in the
early twentieth century, particularly those writtén classical Chinesé. The
identification of these three modes of utteranae &lao serve as a basis on which a
genealogy of the three modes can be establishéldough it is beyond the scope of
this thesis, my study of photographic art repromunst will perhaps help to shift the
focus away from the much discussed aspect of ealio ‘originality’ when it comes
to discussions over the impact that photographyhtriigve had on artistic discourse
in early twentieth-century China. This shift of é@con the discourse of ‘originality’

may in turn shed a new light on the works by pasmteuch as Jin Chengi

(1878-1926), the leading champion in the paintingle in Beijing, who aspired to
stage a renaissance of Chinese painting by a rébutime past. Echoing the current
wave of rethinking the nature of art historiograpthys thesis also offers a perspective
which does not entirely depreciate the art hisgyraphical tradition in China, and
regards its abandonment in the present day asud afshe shift of episteme rather

than of inherent weakness. This thesis thus addsamced perspective to works

% | use ‘source language’ here to stress its imptichcepts of authenticity, origin, and influence.

* For instance, without an awareness of hgistiu came to be known as ‘skills’ and also ‘art’, the
repeated use of the tergishd in the article Wenrenhua zhi jiazhiz A\ 22 {E{g’ (‘'The value of

literati painting’), one of the most important modéexts on the theory of the literati paintingGhina
by the renowned painter, Chen Hengké& % (1876-1932), can be very confusing, because aésom
places in the text this term means ‘skill’ and satieers ‘art’. This text was originally published i
1921 inHuixue zazh§&2%tE, or ‘Journal of the study of painting’, and latedlected in Yu Anlan
(ed.),Hualun congkanv, individually paginated, pp. 1-4.

250



aiming at deconstructing the premises and preotcunzaembedded in the Western
tradition of art history. It is hoped that this thesis will prompt a moresifive
revaluation of the art historiographical traditionChina, a revaluation less laden with
the preoccupations which have characterised thetipeaof art history since the
nineteenth century.

Although the relationship between the three af@metioned modes of approaching
the notion of ‘art’ are described in this thesiscampeting for discursive dominance,
and their subsequent failures in being accepteth@sorm are explained from the
perspective of the shift in the locus of culturailthenticity, the social foundation
behind this discursive competition still awaitsthar exploration. This thesis, which
has touched upon the connection between art regtiods and the contemporary
antigue market, between patrons of art reprodustand collectors hunting in the art
market, is merely a preliminary sketch of the sceéxstudy into the social network
woven by art patrons, dealers, artists, as welblygcts, will surely enrich our
understanding of the complicated interrelationsvieen different utterances of ‘art’,
art historiographies and artistic practices in @hiand help to investigate these ideas

and practices’ continuity, mutation, and repressiown to the present time.

® Such as Donald Preziofiethinking Art History: Meditations on A Coy Sciefidew Haven and
London, 1989); James ElkinStories of Ar{NY and London, 2002); and Jas' Elsner, ‘Art Higtas
Ekphrasis’ Art History, 33.1 (2010), pp. 10-27.
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Appendix 2-1 Early Chinese art periodicals

Name Date Publisher Editor(s) Total volum
Shenzhou guoguangji N E & July 1908 — 1912 | Shenzhou guoguangshe NGt | Deng ShighE 21
Collected National Glories of the House of the National Glories of the
Divine Land Divine Land
Zhongguo minghua =[5 44 2 November 1908 — | Youzheng shuju A 1F=E ) Di BaoxianJkfE&f | 40
Famous Chinese Paintings 1924 (?) Youzheng Books
Shenzhou daguanlu M A E 5% 1912 - 1922 Shenzhou guoguangshe NGt | Deng ShiglE 16
Collection of the Grand View of the House of the National Glories of the
Divine Land Divine Land
Mingren shuhua shanji 4 A\ EE G | 1914 — 1915 Wenming shuju a2 HHE ) Lian Quangi /& 60
Collection of Painted and Calligraphig Wenming Books
Fans by the Acclaimed
Yiyuan zhenshangji 24 B E £ 1915 -1916 (?) Yiyuan zhenshangshe £:4(i B Ejit: Qin WenjinZ a4 At least 10
True Appreciation in the Field of Art House of Yiyuan zhenshang
Mingren Shuhua 4 A\ &3 1916 — 1922 (?) Shangwu yinshuguan p5355E1EEE Wu Daigiu 4555k At least 23
Paintings and Calligraphy by the Commercial Press
Acclaimed
Guhua daguan 2 A8 1916 — 1922 (?) Guohua shuju [ EE 5 Lu Yanghuif#£#, | ? (unseen)

Imposing Arrays of Ancient Paintings

Guohua Books

Gong Shaoqing 4>

}_T_
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|. Putative editions

Appendix 4-1 List of editions of Zhenglie

Putative editions

Publishing infor mation

Printing method

PS

A | First 3 editions From 1914 to 1926 (the | Movable lead type 5000 copes in total
year the author died)
B | Li Dachong edition Sometime after 1926 (thewWoodblock

year of Li Fang’s death)

II. Extant early editions

Extant early editions

Publishing infor mation

Printing method

Features

Holding library/ person

A | 1914 edition Tianjin, 10th lunar month,Movable lead type 5 chapters in 2 volumes, Craig Clunas, Shanghai
1914 with a photographic Library
portrait of the author
1915 edition Tianjin: Mochuang Movable lead type 5 chapters in 2 volumes, Shanghai Libraryiii% &
jingshe ZfiEfE -, 1st with a photographic 96569-70)
lunar month, 1915 portrait of the author
B | Wenyoutang A edition | Beijing: Wenyoutang, | Woodblock _6chapters in ¥olumes, | National Taiwan

before 1936 ?

without a photographic
portrait of the author
(Chapter 6 contains only
entries, )

University (this copy is

reproduced from the copy
Bheld in the library of

Chinese University, Hong
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Kong)

Wenyoutang B edition

Beijing: Wenyoutang,
1936 ?

Woodblock

_6chapters in 4olumes,
without a photographic
portrait of the author

(Chapters 6 has Jdntries)

SOAS Library, Fu
Ssu-nien Library
(Academia Sinica, Taipei
Shanghai library

[11. Modern reprints

Modern reprints

Publishing infor mation

Printing method

Features

Holding library

A | Zhonghua edition Taipei: Zhonghua shujd | Photographic reproduction5 Chapters, without a Library of Institute of
EE [y, 1968 and 1983 | of a lead-type edition photographic portrait of | Chinese Literature and
the author Philosophy (Academia
Sinica)
B | Guangwen edition In the book series ‘Hanxuhotographic reproduction6 Chapters, reproduced | Library of Institute of

huibianyZEE88245, Taipei:
Guangwen shujii 2 &
Ja5, 1978

of a woodblock edition
(Wenyoutang B edition)

from the copy held in the
Fu Ssu-nien Library

Chinese Literature and
Philosophy (Academia
Sinica)
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Appendix 4-2 Texts cited in Zhenglue

Num. of .
# Title Date Author Genre PS
occurrences
Thematic MC 2.5
1 47 SETE in IR .
EVTASE | Qing JEEE | piography | (06, 1913)
Thematic MC 1.3
2 46 i V5 in =L
o gk Qing B biography | (04, 1011)
L N Biji or , ,
3 36 HEEd/ e Cont. ? J Qing stories
others
B Thematic
4 21 MRS EE Qing | JHH . 1911
biography
. ) . . Thematic
5 18 IS EEI A | Qing | {HEM .
biography
] Biji or
6| 17 BN | Qing | ) J
others
IO . Biji or MC 2.6
7 12 I %méj\" N //\>
i E 5k Qing TRER others (07, 1913)
8 11 RN Gazetteer
N ) " Thematic
9 11 =AHTIK Qing | Bk .
biography
", ] Biji or i .
10 9 Y aesd Qing ? ) Qing stories
others
. . . s Biji or
11 8 S EAN = Ming =0 .
others
Thematic
12 8 EIEEETN Cont. BN .
biography
. Thematic
13 6 RS R | Qing | HRHES
records
. i . Thematic
14 6 R R Qing | E&H .
biography
. - . _ Biji or
15 5 W EAEER Qing | Lt .
others
e ) S Biji or
16 5 [EE e RL Qing | ZIEtiE
others
Thematic MC 2.7
17 5 Rl in %
ARRIR Qing | AR records | (02, 1914)
18 5 MATTI & Gazetteer
19 5 RO Qing | ZEfHE | Thematic
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biography

20 o Standard
history
et s . Biji or
21 e | Cont | 2B .
others
A . - Biji or
22 RERE T Qing | PrEAE )
others
. . Biji or MC 1.5
23 V5 ATk Min 7
TR ng | BRIEZ | ers (06, 1911)
. . Biji or
24 EHkk Ming | s .
others
Thematic GX 5.7
25 DY T {di Cont. | ZEEUL ,
biography (1909)
. ZICHE Personal
26 A
PILE 1821-1887 | source
. Biji or
27 2ottty Qing | J
others
s . Biji or
28 ABEEE | Qing | R4 .
others
. . . Biji or
29 HkEE | Qing | 7RER J
others
. . Biji or MC 1.7
30 ':'Gkiﬁ 1N E] j‘t_‘
TRl Qing fLt others (08, 1911)
, Biji or MC 1.3
31 Min HalE
Peti sk g | FHAER others (04, 1911)
~ Biji or
32 &Sk Qing | i )
others
. ~ Biji or
33 SR hTELE Ming | RSk J
others
B ] Biji or MC 1.5
34 ok [l 5 in HE
PRTEA Qing b others (06, 1911)
. ) . Biji or
35 EpEs | Qing | Bl .
others
i = . Biji or
36 BHE%FE | Qing | 4 .
others
. . - Biji or MC 3.1
37 VE R RERR in Ty
B R RER Qing RIS others | (05, 1915)
38 ENHER Ming lE Biji or
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others

A . . Biji or
39 Py Qing =M J
others
e Biji or
40 WS | Qing | ERHT )
others
. _ - Biji or
n BT | Qing | SRR J
others
_ . Biji or
42 GRS | Qing | S .
others
) Biji or
43 PR Qing | $Eik J
others
44 PRSI Gazetteer
. ) . Thematic
45 FOAEE (F#EE) | Qing | JHZE T .
biography
Sy et YN (G _ N Thematic
46 n T PEEH
W HA Qing i biography
S o e Biji or
47 TR EEED Yuan | PaaEE
others
. Biji or
48 AWES | Ming | #HE '
others
_ . Biji or
49 E ik Qing | #545 .
others
e 2B A Biji or
50 . in e 2
v Qing RS others
. . Biji or
51 it Qing | R J
others
. . ~ Biji or
52 HiiHZER Qing | Fti J
others
T Biji or
53 JoRE Cont. s
ARk =L others
Biji or
54 S Qing | 4% .
others
. . o Biji or
55 SRR HERR Ming | ZH#E .
others
) . Biji or
56 BN Qing | JEET J
others
L % §% | Biji or
o siEE | Qing DO #| B
K others
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Biji or

58 2 el = ek Qing A
others
s . Biji or
50| 2 Bh#EE | Qng | $Ek '
others
. . . . Biji or
60| 2 VR | Qing | SEANT J
others
R : - Biji or
61 2 iff[l—l = J?K::bﬁx%fﬁ?f Qing %%%Eﬁ
others
o i . Biji or
62| 2 FHECE | dn & | JeiER .
others
. s . Biji or
63 2 #l RN | Qing fifu 5l
others
o ) o Biji or _ _
64 2 WHAHZR R | Qing | ZZREER Qing stories
others
. e _ . thematic
65 2 |EElEwRAE R Ming | s
records
thematic MC 1.6
66 2 =i Min % 7
& ng | ek records | (07, 1911)
. - ) . thematic
67 2 ST Qing (EDLN
records
68 2 KEME Gazetteer
69 2 HEEEEREE) | Qing Gazetteer
70 2 AR Gazetteer
71 2 EE(ER) | Ming Gazetteer
\ . . . Thematic
72 2 R A& Qing | TkAEY .
biography
N Thematic
73 2 [EPNEE Qing ot .
biography
) Thematic
74 2 ELE Qing RBE .
biography
. . . . Thematic
75 2 G E RS | Qing | #5INE .
biography
e . Biji or
76| 1 ANLEERS | Qing | fEt J
others
. : . Biji or (B
77 1 NEEREE | Jn 4 i -
EF'J [ﬁﬁﬁ@u = JCAFR others 4 %?UWB)
_ Biji or
78 1 Fan=ril Qing gl J
others
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Biji or

79 KAE R Ming | FHAERS
others
. ) e Biji or
80 [FESE | Ming | e J
others
- ) ~ Biji or
81 R EHSE | Qing | EiE J
others
s ] . Biji or
82 FUE RS | Qing | Ak J
others
- Biji or
83 2113k Ming | filfis J
others
e - Biji or
84 wEgeEsl | Song | BEN .
others
_ . . Biji or
85 PRULECEE | Ming | EEEH J ?
others
. R ) - Biji or
86 P TEIK Qing | Bisil J
others
. Biji or MC 3.3
87 e D Y uan 5] 28
SHERED . i others | (10, 1915)
) . Biji or
88 Sk Qing R J
others
- R ] - Biji or
89 FS AT | Qing | s J
others
Biji or
90 LA Ming | #51-%F J
others
v . Biji or
91 LRSS Ming GIES . ?
others
- . s Biji or
92 g | Qing | W J
others
. Biji or
93 A Qing | ZEii . ?
others
_ Biji or Y uan
94 aihEST ? ? J _
others stories
) - Biji or
95 ) H R AL 8% Qing | “LfEjiE
others
. i e Biji or
9% Ak | Qing | R .
others
e _ S Biji or
o7 FdER | Qing | % '
others
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Biji or MC 2.1
98 s Min [ E
533 9 | TR others | (02, 1913)
—_— . Biji or
99 EoEER | Ming | B .
others
_ . Biji or
100 koA £ Qing SRR J
others
e . e Biji or
101 gbERL Ming | B .
others
e ) Biji or
102 shEED Qing | guifiA | )
others
- ) N Biji or
103 IR Qing | &R J
others
] Biji or
104 BUE Qing | & Jk J
others
. . Biji or
105 Heklscte | Qing | Biff J
others
, . e Biji or
106 T Bk Ming fufy J
others
. . Biji or
107 SRAEFAEE | Ming | ZFKER .
others
L g . L Biji or
108 BRIGIAIHZFREZE | Qing Pefi i
others
e . Biji or
109 e | Qing | E(S J
others
N ) s Biji or
110 gobkiEE | Qing | o .
others
. Biji or Min
111 IR ? ? J _g
others stories
. o Biji or
112 SRR AR Ming | Z=H .
others
et . . Biji or
113 AAISEER Qing R J
others
Biji or
114 ES A RS Qing ? J Qing stories
others
. Biji or MC 2.2
115 S P HRS Yuan G
Rl A others | (03, 1913)
. e e Biji or
116 milpzte | Qing | e | o)
others
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Biji or

117 e Qing R
others
e L i . . Biji or
118 E N NG Qing | AR .
others
S . - Biji or
119 2 e it Qing JivalE J
others
s i _ Biji or
120 WPESHE | Qing | Ei '
others
. - . Biji or
121 W | Qing | A J
others
e nt e . Biji or
122 Bt ZEEE | Qing S|
others
. ) Biji or
123 BREMEEE | Qing | fREE .
others
e . . Biji or
124 s EERE | Qing | {iEAE
others
) ; Biji or Shorthand
125 n g 7
Rk Qing B others for #61
- _ - Biji or
126 wradsl | Qing | dEam .
others
. . - Biji or
127 FENFPEEk Qing | FH J
others
e . . Biji or |Variation of
128 FERHRER in e
Sk Qing | JiiEHD others 4197
Biji or
129 s | Qing | gk J
others
- . . Biji or
130 B el Qing =M .
others
s . " Biji or
131 REE R Qing | P J
others
- ) Biji or , ,
132 BN Qing ? ) Qing stories
others
. Biji or
133 FERISatE Ming (I .
others
L ) EL Biji or
134 g 5 Qing | ‘K& .
others
S ) - Biji or
135 el | Qing | E-bi J
others
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e Biji or MC 2.10
136 1 A in FhEE
HORHR | Qing | = others | (05, 1914)
s . Biji or
137 1 B LR =R Qing fifu R
others
e ) Biji or
138 1 g e Ming | ZFHEG .
others
S : o Biji or
139 1 EIGERE | Qing | UigE J
others
N ] o Biji or
140 1 PE b & Ming HHYZ
others
e Biji or _ _
141 1 PN = Cont. ? J Qing stories
others
Thematic MC 2.8
142 1 FiEH e in FiEH
JERIRL EEHTER | Qing JanL! records | (03, 1914)
Thematic MC 1.2
143 1 TACHH in 20, F
i Qing AL records | (03, 1911)
Thematic MC 2.6
144 1 E A in mfiE
AR | Qing | S records | (07, 1913)
Thematic MC 1.8
145 1 EBIEE- in =
FRUF L Qing it records | (09, 1911)
. Thematic
146 1 TRE Qing fifuie
records
Thematic MC 1.2
147 1 HESEE in e
e Qing iz records | (03, 1911)
Thematic MC 1.1
148 1 Ak [Ek in =k
Tas (=Kl Qg = records (02, 1911)
BElAE &5 Thematic MC 1.3
149 1 {ﬁﬁﬁaf% B Qing | Exitib
] records | (04, 1911)
150 1 KPI& Gazetteer
151 1 PR Gazetteer
152 1 NS Gazetteer
153 1 BRER Gazetteer
154 1 BRI Gazetteer
155 1 JacE IR Gazetteer
156 1 AR Gazetteer
157 1 REEITE Gazetteer
158 1 BN Gazetteer
159 1 [EREL I Gazetteer
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160 1 lgj(@l_/l_n Gazetteel’
A2 NN T F!j\ IE'
162 1 AT ﬂ;)ﬂa RE Qing Gazetteer
163 1 FEBLAT R Gazetteer
164 1 E& Gazetteer
165 1 (ZA R Gazetteer
166 1 R Gazetteer
167 1 ZEIRERE Gazetteer
168 1 B I Gazetteer
169 1 EAENS I Gazetteer
170 1 D%EJJ{F/D;\ Gazetteel’
171 1 & Gazetteer
172 1 ﬁ(ﬁﬁ& Son Gazetteer
174 1 RN E Gazetteer
- . s Thematic
175 1 FEHEEE/IME | Qing | SR .
biography
Thematic | Shorthand
176 1 5l i in 3 &
SRR Qing Bk biography | for #175
Thematic |i.e. HEfL54
177 1 (2P NN in SR _ N
AN Qing Al biography |/ g/iE
Thematic | Shorthand
178 1 =S YNUN .
biography | for # 177
~ Thematic
179 1 iNEESRES Qing Tl .
biography
Thematic MC14
180 1 =V in T .
e Qing # biography | (05, 1911)
. Thematic
181 1 HEEER Ming gl .
biography
. Thematic
182 1 R Ming | “Rik2 .
biography
Standard
183 1 SN .
history
N Personal
184 1 Ze3 ?
source
act. ca Personal
185 1
P 1665 source
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1760-18 Personal

186 e HRME]
10 source
e 1608-16 Personal

187 el 5 iy
60 source
. Personal

188 LS ?

source
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Appendix 5-1 Images inGuocui xuebao that are reproduced from Bushell'sChinese Art

Guocui xuebao

Chinese Art

Issue

Title and Caption

Vol./Ch./Fig./Title

Collection / Provenance

4.1

1. Z252 5% [E [Admonition scrol]
R EYEE [Collection of a museum in Britgin

v.2/ Ch6Pictorial Art/ Fig.125/Pan
Chao, Lady Historian and
Superintendent of the Court, writing
her book.

British Museum

2. REGEHER| [white falcon by Emperor Huizong of the S¢ng
R Y)fEE [Collection of a museum in Britgin

v.2/ Ch6Pictorial Art / Fig.129/
Picture of a white falcon. Attributed t
the Emperor Hui Tsung

British Museum

3. JCHEMAZE AL 7K[E] [Landscape painted on silk by Zhao Songxue of thajvu
SEERHYIFERE [Collection of a museum in Britgin

v.2/ Ch6Pictorial Art/ Fig. 127/ Part
of a painting on a landscape roll

British Museum

4, TEHEEMPEICEE B [A Yuan soldier returning from the chase by Zhaomtiu of the Yuah

v.2/ Ch6 Pictorial Art

/ Fig.128/ A Tangut horseman returning

from the chase

Bushell collection

5. EEE! [Ding vessel of the Zhou shaped as a rhinoderos
HH R ZE i Ah[ Chinese art objebt #4285 [Bronze objedt
BT PYS & /\SF 43 EEPUST [H. 2'4, L. 82, W. 4 in. (probably in Chinese meeisg system )

v.1/ Ch4Bronze/ Fig.55/ Wine vessel.
His Tsun, moulded in the form of a
rhinoceros.
H.31/2in., L. 12in., W. 6 1/4 in. (diff.
from that in the revised edition)

V&A

6. LB EEEHS AU [Elephant of cloisonné enamel carrying a Yase
HHERZENTGL [Chinese art objebt =BT 88 [Seven-jewel cloisonné enarhel
BT £ —HR-—~F [H.91/2, L. 11 (probably in Chinese measuringteys)]
BE 1[5 €5 [ Former collection of Yiheyugdn BRI fE41Bi [Collection of a museum in Britgin

v.2/ Ch3Enamels/Fig. 91/ Elephant
of cloisonné enamel carrying a vase
H. 14 in., L. 16 1/2 in.

V&A | Wells Bequest

(from the Summer Palace

7. B RERHE [Blue-and-white porcelain dish of the Wanli pefiod
HHERZENT 5L [Chinese art objebt fiifes [Porcelair)

v.2/ ChlPottery & Porcelain /

Fig.22/ Blue and white porcelain dish.

Wanli Period.

Pierpont Morgan

Collection

8. B —IEZ1lE [Genie of Longevity in the two central panels obtoared lacquer screpn

HHEEIZENT 5L [Chinese art objebt ZigE [lacque}

v.1/ Ch5Carving.../Fig. 75/ Two
central panels of Screen in Fig. 74
[Screen of Lacquered wood painted

]

V&A
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coloured and gilded lacs. The Taoist
Genii worshipping the God of
Longevity.]

v.2/ Ch5Textiles/Fig. 116/ Picture

9. EAS R T-HEANE [Picture woven in coloured silk and golden threadSragon Boat Festivél woven in coloured silks and gold V&A
HHEEZENT AL [Chinese art objebt f5 [Woven item$ thread of the Dragon-boat Festival
10. fksklEl [Nustration of silk weaving ~ EEL[E| [llustration of sericulturp v.2/ ChSTextile/ Fig. 111ab/ Silk Art Library
weaving; Sericulture.
HHERIZENT L [Chinese art objebt fififl; [Embroidery
11. HELIET L [carved model of pavilions in i v.1/ Ch5Carving.../ Fig.81/ Group of VEA
LM [Carved model of pavilions in ivoly Pavilions in Ornamental Grounds.
HHERIZENTSL [Chinese art objebt [#E%]] [Carving Model carved in ivory, etc.
12. 56 [ wi f the Sh v.1/ Ch4Bronze/Fig. 53/ Libation VEA
4.2 FET [Jui wine cup of the Sharjg Cup.Chuo. Shang dynasty.
HHERIZENTSL [Chinese art objebt $#4:%5 [Bronze objedt H. 8 1/8in., W. 6 7/8 in.
ENREEPUR 75532 [H. 6in, W, 4'6 1/2 in. (probably in Chinese measgrsystem)
13. HEEERE [Round dish of painted enarhe WS [View of the West Lak] v.2/ Ch3Enamels/Fig. 100/ Round V&A
IR [ P rhel A [ b Dish. Painted enamel. A view of the
HHERIZENTSL [Chinese art objebt [$5 [Painted enamel (literally, plain, or white, solder) bank of the lake at Hangchou.
4.3 | 14 CEESE/KEEEE FEESER ATE v.2/ .Ch3Er'1ameIs/Fig.. 92/ Ice chest o VEA
[Ice chest of cloisonné enamel with pierced covemsunted by grotesque lion supported by two hun’gurés] cloisonne e?a(;nsl W'tr][ p'erce? cover
HHERIZENT S, [Chinese art objebt = EFBE5E [cloisonné enamel (literally, seven-jewel fired smji :rprggftgdeby zn%’gliﬁzqflijgeu:ggy (from the Summer Palace
AR R R R=RETER [Ho2ft 4 v2in, L3t 7+, H. 21t 41/2in., L 3.7 1/4 in.
SEERHEYIRERE [Collection of Britain's Museuth §Z[ZEF/) [Qianlong periodi
FEFIEEEE 8, [Former collection of Yiheyudn
4.4 15. (%f%" [Han mirroﬂ Eﬁf_&j‘bﬂ‘/\ﬁj\—- [Diam. 91/8 in] V.l/ Ch4Bronze/Fig. 60, 61/ Mirror V&A
with Graeco-Bactrian designs. Han

JCAEACEE [Yuan mirror with Sanskrit inscriptidn [E & =72 [Diam. 3 1/2 in]
HHERIZENTSL [Chinese art objebt $#4:%5 [Bronze objedt

Dynasty,
Diam. 9 1/8 in;,
Mirror with Sanskrit inscription. Yuan
Dynasty,

Diam. 3 1/2 in.

*1 Chinesecun ~J* here ~ 1.47 inch
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Selected Glossary

bowu {4

bijutsu Z£fl; (Japanese)

Cai YoushouZZ {5 ~F (1879-1941)
Cai YuanpeigSth% (1868-1940)
daguan A

Dai Yue#k &t

dao i&

Deng ShilEF (1877-1951)

Di BaoxianJkf#Ef (1873-1921)
Di Yu JKAD

diaoke 351 or [
Duanfang iy /7 (1861-1911)
geijutsu Z=fly (Japanese)
gongyi T %k

gong T.

guocui  [F[f%

guocuihua [

guogu [ &

guoxue [F]&

hua 2

Huang Binhongz 2 (1865-1955)
Huang Jiesfi (1873-1935)
Huang Zhigs'&s

Jiangcun xiaoxialu YT H§5 & %
Jilu yutan fEEkERRR

Jin Yuanyu: Tk

jinshi 4+

juan &

kokusui [#f% (Japanese)

lei AH

Li BaoxunZ=f5i]f) (1859-1915)
Li DachongZ= K

Li FangZsfil (1884-1926)

Lin Shu ##7(1852-1924)

LU Cheng\ 3% (1896-1989)

Lu Xun 37, (1881-1936)

Luo Zhenyug#fiz &= (1866-1940)
meishuguan &1l fE

meishujia SE1lr5e

meishupin Sl

meishushi {7 5

mei =&

meishu &7l

Pang LaicherfgZi (1864-1949)
Pingdengge 45

i %

Shen Shoul s (1871-1921)
Shen Tangidf (?-1921)

Shen ZhilulJZE &

shuhua &=

shu iy

taikan K& (Japanese)

tuhua &= =

Wang GuoweiL[g#t (1877-1927)
Wei Wenhodi = |5 (aka Wei Jingydiil
ALietr)

WenyoutangsZ & &

Wu Bin .5 (juren 1893)

Wu Chongxil#i & (1838-1918)
Wu Woyaolsjk2E (1866-1910)
Wu Zhiying 52 Bt (1868-1933)
xia zhenji yideng | ELIE—55
xuanzhi ‘&£

yishujia 25{fy5¢

yishushi 2552

yishu £ffiy

yi 24

yong ]

zheng 1

zhen B

Zhongguo meishupin H1 sk &l
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[llustrationsfor Chapter 1

Fig. 1-1 Portrait of Mencius, | Fig. 1-2 Rubbing of the handwriting by Yue F&if§
GX, 1.2 (1905) (1103-1142)GX, 2.3 (1906)

Fig. 1-3 Handwriting by Shi Kefg i1 Fig, 1-4 Double-lined copy of an ancient
(1601-1645)GX, 2.9 (1906) cliff inscription, GX, 2.9 (1906)

a b
Fig. 1-5 a. Portrait of Yue Fei; b. A quotation¥Yafe’s on the back side of the portrait
(‘Civilian officials do not care for money; militarofficers have no fear to diegX, 2.3
(1906).

295



Fig. 1-6 Position of theMeishu’ section in theGX, 3.1 (1907)

[llustrationsfor Chapter 1
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[llustrationsfor Chapter 1

Fig. 1-7 Portrait of Hou Fangyu by Gu Yunche@, 3.6 (1907)

Fig. 1-8 Portrait of Dong Qichang attributed to YQiu, GX, 3.11 (1907)
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[llustrationsfor Chapter 1

Fig. 1-9 Portrait of Chen Gongyin listening| Fig. 1-10 Rubbing of thein zither owned by
to the swordGX, 3.9 (1907) Chen GonyinGX, 3.9 (1907)

Fig. 1-11 Painted copy by Shen Tayigii of the inkstone owned by Liu ZongzhdgX, 3.2
(1907)
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[llustrationsfor Chapter 1

Fig. 1-12 ‘Contents'GX, 4.3 (1908)

Fig. 1-13 Detail of the ‘Contents’ iBX, 5.6 (1909)
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[llustrationsfor Chapter 1

: : ; : Fig. 1-15 Celebratory painting sent by read
Fig. 1-14 Portrait of Xue Shiheng copied by ) :
Cai Youshou and Huang Binhor@X, 3.5 Su Shichang from Taiwa@X, 4.1 (1908)

(1907)

Fig. 1-16 Deng Shi (the"4rom the right) and Hung Jie (the third from thght), in a
photograph commemorating the launch of the Libr@ij, 2.10 (1906)
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[llustrationsfor Chapter 1

b. .. ‘i

Fig. 1-17 a. Painted reproduction Qian Feng’s ‘ldetby Shen Tang;X, 3.5 (1907); b. The
probable original for Shen Tang’s reproductioni-amous Chinese Paintings (Zhongguo
minghua), 20.
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[llustrationsfor Chapter 1

Fig. 1-18 lllustration of a copy of Li
Gonglin’s ‘Manjuri Bodhisattva’ by Cai
Youshou,GX, 4.5 (1908)

Fig. 1-19 lllustration of a painted reproductio
of Qian Feng'’s ‘Horses’ by Shen TargyX,
6.12 (1910)

-
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[llustrationsfor Chapter 2

Fig. 2-1 aShenzhou guoguangji Fig. 2-2Shenzhou daguanlu, 1912-1923

1911

1910 Inscribed by
1909 Inscribed by He Weipu
Inscribed by Huang Binhong frTHERE
Wu Changshi AL
LS

Fig. 2-1 b. Front covers @henzhou guoguangji, 1909-1911
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[llustrationsfor Chapter 2

29.8cm

20.2 cm

22cm — —13.5cm —
Fig. 2-3 (Left) TheShenzhou guoguangji; (right) theGuocui xuebao

Fig. 2-4 Sample page of the text layout Fig. 2-6 The measurement used in 8&
G, 1 (1908) Each full unit is about 1.29 cm longG, 1
(1908)
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[llustrationsfor Chapter 2

Fig. 2-5 Caption for the landscape album leaf byahtnYig s, (1744-1802)SG, 13
(1910), printed in collotype.

a b

Fig. 2-7 a. Ancient coins, ca. 9-24 ABG, 18 (1910); b. Rubbings of coin moulds,
SG, 10 (1909)
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[llustrationsfor Chapter 2

Fig. 2-8 a. Rubbing of the
Haozhong qin 7%$5%:, SG,
19 (1911), printed in
halftone process;

b. Xiaohulei /NZEE, SG, 21
(1911), printed in collotype
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[llustrationsfor Chapter 2

Fig. 2-9 Sample page of the ‘Conten&3, 7 (1909)
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[llustrationsfor Chapter 2

Fig. 2-10 The groupings &G, 8 (1909)

c
Fig. 2-11 Objects ofri’ (‘clay’): a. Tomb figurine,SG, 9 (1909); b. Rubbing of a
title deed for land transaction engraved on a blzard,SG, 10 (1909); c. Rubbing o
ashanye ni 33472 (clay of benevolent karma), a special kind of ndedl brick

a

—h

made with the mixture of clay and human asB8&s,11(1909).
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[llustrationsfor Chapter 2

Fig. 2-12 Objects ofzhuan’ (‘brick’): a. Rubbing of a brick with Buddhist @ns on
it, SG, 12 (1909); b. Rubbing of a brick incised of tia@ctersdaji’, SG, 16
(1910); c. Rubbing of an inscribed brick used agérstone (left) SG, 17 (1910).

Fig. 2-13 Objects ofwa’ (‘tile’): Rubbing of a Buddhist icon on a til&G, 18 (1910);
b. Atile of the Wang Mang period (8-23 AYG, 21 (1912).
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[llustrationsfor Chapter 2

Fig. 2-14 Objects ofzaoxiang’ (‘sculpted images’): a. A Taoist sculpture made i
stone; b. A Buddhist sculpture in bronze; both fi8& 21 (1912)

c

Fig. 2-15 Objects ofzgjian’ (miscellaneous items): a. Rubbing of an ink stone
allegedly owned by Mi Fu; b. Rubbing of an inscdb@mboo flageolet; c. Rubbing
of an unknown inscribed object; all fro8®, 14 (1910)

310




[llustrationsfor Chapter 2

= R 2 R % MR - NREHEIRES

Fig. 2-16 Objects oftie’(model-letters) SG, 12 (1909), printed in collotype.

Fig. 2-17 ‘Dots’ on a halftone screen. lllustratiaken from Jan Poortenadhe
Technique of Prints (1933), Fig. 80
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[llustrationsfor Chapter 2

Fig. 2-18 Landscape by Fan Zongsi5=jii, in the halftone procesSG, 3 (1908)

Fig. 2-19 Introduction to th8G, in Kokka, 226 (1909)

312




[llustrationsfor Chapter 2

c

Fig. 2-20Shinbi taikan, a. front cover, 1 (1899); b. a chromo-xylographic
reproduction (in coloured wood engraving), volbla reproduction in black & white
collotype, vol. 1.
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[llustrationsfor Chapter 2

Fig. 2-21 Sample page of the protective sheet inttioduction to the published
object on it.
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[llustrationsfor Chapter 2

Fig. 2-22 The short notice stating the change dérinShinbi taikan, 2 (1899), the
copy in the Graduate Institute of Art History, NTU.
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[llustrationsfor Chapter 2

Fig. 2-23

The 1879
advertisement
for photo-
lithographic
reproductions
in Shenbao, 27
July 1879
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[llustrationsfor Chapter 2

Fig. 2-24 Rubbing of theLanting xu [#5* ', originally written in 353 AD, by the
‘Calligraphy Sage’, Wang Xizhi+-z%.~ (303-361), collection in National Palace
Museum, Taipei

Fig. 2-25 (Left) The charactgp %/, taken from the ‘Tracing Copy afanting xu’
(Mo xitie Z5®1fih), by Lu JishanfzEf3% (active in the latter half of the 14th C.),
collection in National Palace Museum, Taipei
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Fig. 2-26 Collotype reproduction printed guan paper, of an album leaf by Jin Nong
it (1687-1764)SG, 19 (1911).

318



[llustrationsfor Chapter 2

6 i

Fig. 2-27 Collotype reproductions printed on sdkof a landscape painting by Wan
Hui F2 (1632-1717)3G, 19 (1911); b. of a landscape painting by Lan Yihagk

(1585-1664)SG, 20 (1911); c. (details of a.) weave of the silk.

b

Fig. 2-28 Front cover dfamous Chinese Paintings: a. Issue 1 (1908); b. Issue 11
(1910); both are from the edition held in the Shred.ibrary.

a
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Collotyped items

B Painting 97%

B Calligraphy 1%

O Others 2%

Painting 97%

Fig. 2-29 Proportions of painting, calligraphy, asttler objects to the total number
the collotype reproductions in tisenzhou guoguangji.

—

a b.

Fig. 2-30 ‘Retreat in Mount Qingbian’ by Wang Meigmous Chinese Paintings, 1
(1908), a. the copy in the Shanghai Library; b.abpy in the library of the Hong

Kong University
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Fig. 2-31 English description of the House of SG, 10 (1909)
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Fig. 3-1 a. the book casingn{ %) for the fist volume; b. the opening book casing ¢he four fasciclesé fiif) inside. Photographs of the cop
at SOAS library.
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Fig. 3-3
‘Advertisement for
texts to be
published’ MC, 1.1
(1911)

Fig. 3-2 ‘Table of
contents’ MC,
1.1(1911).
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Fig. 3-4 ‘List of book titles to be
published in the Second Series of the
Meishu conghsu’, MC, 2.1(1913).
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Fig. 3-5 Rubbing of
‘Haozhong qin 54
z2' SG, 19 (1911).

Fig. 3-6 Comments in the ‘Table of Conten&3, 7 (1909)
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Fig. 4-1 The cover aZhenglievol. 1 (left) and vol. 2 (right) Fig. 4-2 The photographic portrait of the authofFang
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Fig. 4-3 The first page of the ‘Contents’

Fig.4-4 The title page

il

Fig. 4-5 The imprint page
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Fig. 4-6 ‘General Remarks’

Fig. 4-7 Wu Chongxi’s preface
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Fig. 4-8 Advertisement attached to the 1915 editibAhenglie
(Shanghai Library).

Fig. 4-9 Carved olive-stone boat of the story ofl R&iff, made by
Chen ZuzhangfijH & in 1737, collection in National Palag

Museum, Taiwan

1)
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Fig. 4-10 Anonymous, Bodhisattva Guanyin, Ming dstya collection of National
Palace Museum, Taiwan. Fig. 4-12 Sample pag&hengliejuand, p. 2
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Fig. 4-11The last page of the ‘Complete Contents’
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Italy, by Shen Shou. Image publishedsihibag 3 October 1910.

Library).

f Fig. 4-14 The back ‘imprint page’ of the 1915 eadtiti(Shanghai
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Fig. 4-15 First page gfian 6, in ‘Wenyoutang B’ (SOAS). Fig. 4-16 Title page in ‘Wenyoutang B’ (SOAS)
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Fig. 4-17 The ‘Category of Brocade’ is silently addojuan 5, as seen in the ‘Contents’ of Wenyoutang B edi{SOAS); see Fig. 4-11 for
the original ‘Contents’.
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Fig. 4-18 ‘Contents’ ojuan 6, following the remaining contents
of the addition tquan 5 of ‘Category of Brocade’(Fig. 4-17), in  Fig. 4-20 Sample page of Jiang Danshext Book of Art History for
‘Wenyoutang B edition’ (SOAS) Normal Schoolsfirst published in 1917 (1923 edition)
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Fig. 4-19 The ‘Category of Brocade and Embroiderylaced right after the original ‘Addition of ossion’, in Wenyoutang B (SOAS)
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Fig. 5-1 Title page of Stephen Bushélhinese Artfirst edition (1904)

Fig. 5-2 Title page of M. PaléologugArt Chinois
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Fig. 5-5 (Above) Bushell, vol., fig. 31; (below) [Balogue, p. 111

Fig. 5-6 (Above) Bushell, vol.1, fig. 36; (belowalBologue, p. 109
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Fig, 5-7 (Left) Bushell, vol. 1, fig. 38; (right)@®ologue, p. 117

Fig. 5-8 (Left) Bushell, vol. 1, fig. 19; (right)déologue, p. 143
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Fig. 5-9 (Left) Bushell, vol. 1, fig. 102; (righPaléologue, p. 173

Fig. 5-10 English title of thBeijing daxue rikar(Peking University Daily)
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b. c. i

Fig. 5-11 Comparison of the illustration of tAdmonition Scrolin a. Giles’s
Introduction to Chinese Pictorial A(L905), b. Bushell'€hinese Ar{1906), and c.
the journalGuocui xueba@1908).
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c
Fig. 5-12 Comparison of the illustration of thendscape Scroblttributed to Zhao
Mengfu in a. Giles’dntroduction to Chinese Pictorial AftL905), b. Bushell’s
Chinese Ar{1906), and c. the journ@uocui xueba@1908).
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b.

Fig. 5-13 lllustration of the bronze vessel in i@pe of a rhinoceros (App. 5-1, #
5) in a.Guocui xuebap4.1 (1908) and b. BushellGhinese Ar{vol. 1, fig. 55)
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Fig. 5-14 lllustration of Elephant of Enamel (Afgp1l, # 6) in aGuocui xuebap4.1
(1908) and b. Bushell€hinese Ar{vol.2, fig. 91).
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b.

Fig. 5-15 lllustration of an ice chest of enanfgbi§. 5-1 # 14) in aGuoxue
xuebag 4.1 (1908), and b. Bushell@hinese Artvol. 2, fig. 92.
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Fig. 5-18 Genie of Longevity in the two central pnof a coloured lacquer screen
(App. 5-1. # 8)

Fig. 5-19 Picture woven in coloured silk and goldereads of Dragon Boat Festiva
(App. 5-1. #9)
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Fig. 5-20 lllustrations of sericulture and silk wesy (App. 5-1. # 10)

Fig. 5-21 Round dish of painted enamel (App. 5-13}
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Fig. 5-22 a. ‘Contents’ adbuocui xuebap5.6 (1909), where, apart from
‘Calligraphy’, and ‘Epigraphy’, there is also a aegte groupMeishupin(art

object)’; b. The object listed under this headim@ icarving in bamboo of ‘Mountain
Dwelling of Bamboo Village’ by famous bamboo cardmou Haof#5#(1685-1763).

349



