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	Painted in iron red and green enamels, with a family scene in a garden,
and brocade borders of ju-i pattern, peony scrolls, etc. Sixteenth
century. Salting Collection, V. & A. Museum.
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	Finely painted in famille verte enamels with panel designs in a ground
of chrysanthemum scrolls in iron red; brocade borders. Last
part of the K’ang Hsi period (1662–1722). Salting Collection,
V. & A. Museum.
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Peace). Lion on cover. K’ang Hsi period (1662–1722). Dresden
Collection.
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	In the centre, a five-clawed dragon rising from waves in pursuit of a
pearl. Deep border in “Imari” style with cloud-shaped compartments
with chrysanthemum and prunus designs in a blue ground,
separated by close lotus scrolls reserved in an iron red ground in
which are three book symbols. K’ang Hsi period (1662–1722).
Alexander Collection.
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	Fig. 1.—Stork. British Museum.

	



	
	Fig. 2.—Hawk. S. E. Kennedy Collection.
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	Fig. 2.—Bowl with the Eight Immortals. S. E. Kennedy Collection.
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	Porcelain painted in late famille verte enamels. About 1720. Blackwood
frame. Cumberbatch Collection.
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	With ornament in white slip and underglaze red and blue in a celadon
green ground: rockery, and birds on a flowering prunus tree. Yung
Chêng period (1723–1735). Alexander Collection.
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	Fig. 1.—Imperial Rice Bowl with design of playing children (wa wa),
engraved outlines filled in with green in a yellow ground, transparent
glazes on the biscuit. Yung Chêng mark. British Museum.
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	Fig. 1.—Vase with prunus design in underglaze red and blue. C. H.
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	Fig. 1.—Plate painted at Canton in famille rose enamels (yang ts’ai
“foreign colouring”). Yung Chêng period. S. E. Kennedy Collection.

	



	
	Fig. 2.—Arrow Stand, painted in late famille verte enamels. About 1720.
V. & A. Museum.

	



	119.
	
Yung Chêng Porcelain, painted at Canton with famille rose
enamels. British Museum.

	208



	
	Fig. 1.—“Seven border” Plate.
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	Deep borders of ruby red enamel broken by small panels and floral
designs. On the cover is a lion coloured with enamels on the
biscuit. From a set of five vases and beakers in the Collection of
Lady Wantage. Late Yung Chêng period (1723–1735).
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	Fig. 1.—Beaker with “harlequin” ground. S. E. Kennedy Collection.
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Collection.
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	Fig. 1.—Vase, peony scroll, ju-i border, etc. Ch’ien Lung period.
O. Raphael Collection.

	



	
	Fig. 2.—Bottle with “garlic mouth,” Imperial dragons in clouds.
Creamy crackled glaze imitating Ting ware. Early eighteenth
century. Salting Collection.

	



	
	Fig. 3.—Vase with design of three rams, symbolising Spring. Ch’ien
Lung period. W. Burton Collection.
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	Fig. 1.—Square Vase with tubular handles, and apricot-shaped medallions
on front and back. Flambé red glaze. Ch’ien Lung period
(1736–1795). British Museum.

	



	
	Fig. 2.—Bottle-shaped Vase with deep blue (ta ch’ing) glaze: unglazed
base. Early eighteenth century. British Museum.

	



	
	Fig. 3.—Vase with fine iron red enamel (mo hung) on the exterior. Ch’ien
Lung period (1736–1795). Salting Collection, V. & A. Museum.
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	Fig. 1.—Magnolia Vase with flambé glaze of crackled lavender with red
and blue streaks. Ch’ien Lung period. Alexander Collection.

	



	
	Fig. 2.—Bottle with elephant handles, yellow, purple, green, and white
glazes on the biscuit. Ch’ien Lung period. British Museum.

	



	
	Fig. 3.—Dish with fruit design in lustrous transparent glazes on the
biscuit, covering a faintly etched dragon pattern. K’ang Hsi mark.
British Museum.
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	Fig. 1.—Brush Pot of enamelled Ku-yüeh-hsüan glass. Ch’ien Lung
mark.
	



	
	Fig. 2.—Bottle, porcelain painted in Ku-yüeh style, after a picture by
the Ch’ing artist Wang Shih-mei.
	



	
	Fig. 3.—Imperial Presentation Cup marked hsü hua t’ang chih tsêng.
	



	
	Fig. 4.—Medallion Vase, brocade ground with bats in clouds, etc. Ch’ien
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	Ch’ien Lung period (1736–1795). Grandidier Collection, Louvre.
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	Late Ch’ien Lung period. Grandidier Collection, Louvre
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	Fig. 1.—Vase with “rice grain” ground and blue and white design.
	



	
	Fig. 2.—Vase with “lacework” designs. Ch’ien Lung mark.
	



	
	Fig. 3.—Vase with the Seven Worthies of the Bamboo Grove in lac
burgauté.
	



	
	Fig. 4.—Vase with “robin’s egg” glaze.
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	Ch’ien Lung period (1736–1795). One of a pair in the Collection of Dr.
A. E. Cumberbatch.
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Vase with pear-shaped body and wide mouth; tubular
handles (Colour)
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	Porcelain with delicate clair de lune glaze recalling the pale blue tint of
some of the finer Sung celadons. About 1800. British Museum.
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	Eighteenth Century Painted Porcelain
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	Fig. 1.—Plate painted in black and gold, European figures in a Chinese
interior. Yung Chêng period. British Museum.

	



	
	Fig. 2.—Dish with floral scrolls in famille rose enamels in a ground of
black enamel diapered with green foliage scrolls. Ch’ien Lung
period. Wantage Collection.
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	Vase painted in mixed enamels, an Imperial park and a
bevy of ladies
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	Deep ruby pink borders with coloured floral scrolls and symbols. Ch’ien
Lung mark. About 1790. Wantage Collection.
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Late famille rose enamels

	280



	
	Fig. 1.—Bowl painted in soft enamels, attendants of Hsi Wang Mu
in boats. Mark, Shên tê t’ang chih. Tao Kuang period. British
Museum.

	



	
	Fig. 2.—Imperial Fish Bowl with five dragons ascending and descending,
borders of wave pattern, ju-i pattern, etc., famille rose enamels.
Late eighteenth century. Burdett-Coutts Collection.
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Porcelain Snuff Bottles. Eighteenth Century. British
Museum
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	Fig. 1.—Subject from the drama, black ground. Yung Chêng mark.
	



	
	Fig. 2.—Battle of demons, underglaze blue and red. Mark, Yung-lo
t’ang.
	



	
	Fig. 3.—Blue and white “steatitic” ware.
	



	
	Fig. 4.—Crackled cream white ting glaze, pierced casing with pine,
bamboo and prunus.
	



	
	Fig. 5.—“Steatitic” ware with Hundred Antiques design in coloured
relief. Chia Ch’ing mark.
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As we have already discussed, so far as our imperfect knowledge
permits, the various potteries which are scattered over the length and
breadth of China, we can now concentrate our attention on the rising
importance of Ching-tê Chên. From the beginning of the Ming dynasty,
Ching-tê Chên may be said to have become the ceramic metropolis of the
empire, all the other potteries sinking to provincial status. So far
as Western collections, at any rate, are concerned, it is not too much
to say that 90 per cent. of the post-Yüan porcelains were made in this
great pottery town.

What happened there in the stormy years which saw the overthrow of
the Mongol dynasty and the rise of the native Ming is unknown to us,
and, indeed, it is scarcely likely to have been of much interest.
The Imperial factories were closed, and did not open till 1369, or,
according to some accounts, 1398.[1] If we follow the Ching-tê Chên
T’ao lu, which, as its name implies, should be well informed on
the history of the place, a factory was built in 1369 at the foot of
the Jewel Hill to supply Imperial porcelain (kuan tz’ŭ), and
in the reign of Hung Wu (1368–1398) there were at least twenty kilns
in various parts of the town working in the Imperial service. They
included kilns for the large dragon bowls, kilns for blue (or green)
ware (ch’ing yao), “wind and fire”[2] kilns, seggar kilns
for making the cases for the fine porcelain, and lan kuang
kilns, which Julien renders fours à flammes étendues. The last
expression implies that the heat was raised in these kilns by means of
a kind of bellows (kuang) which admitted air to the furnace,
and Bushell’s rendering, “blue and yellow enamel furnaces,” ignores an
essential part of both the characters[3] used in the original.

From this time onward there is no lack of information on the nature
of the Imperial wares made during the various reigns, but it must be
remembered that the Chinese descriptions are in almost every case
confined to the Imperial porcelains, and we are left to assume that
the productions of the numerous private kilns followed the same lines,
though in the earlier periods, at any rate, we are told that they were
inferior in quality and finish.

The Hung Wu [image: hung wu]
 palace porcelain, as described in the T’ao
lu, was of fine, unctuous clay and potted thin. The ware was left
for a whole year to dry, then put upon the lathe and turned thin, and
then glazed and fired. If there was any fault in the glaze, the piece
was ground down on the lathe, reglazed and refired. “Consequently the
glaze was lustrous (jung) like massed lard.” These phrases
are now so trite that one is tempted to regard them as mere Chinese
conventionalities, but there is no doubt that the material used in
the Ming period (which, as we shall see presently, gave out in the
later reigns) was of peculiar excellence. The raw edge of the base rim
of early specimens does, in fact, reveal a beautiful white body of
exceedingly fine grain and smooth texture, so fat and unctuous that one
might almost expect to squeeze moisture out of it.

The best ware, we are told, was white, but other kinds are mentioned.
A short contemporary notice in the Ko ku yao lun,[4] written in
1387, says, “Of modern wares (made at Ching-tê Chên) the good examples
with white colour and lustrous are very highly valued. There are,
besides, ch’ing[5] (blue or green) and black (hei) wares
with gilding, including wine pots and wine cups of great charm.” Such
pieces may exist in Western collections, but they remain unidentified,
and though there are several specimens with the Hung Wu mark to be seen
in museums, few have the appearance of Ming porcelain at all. There is,
however, a dish in the British Museum which certainly belongs to the
Ming dynasty, even if it is a century later than the mark implies.
The body is refined and white, though the finish is rather rough, with
pits and raised spots here and there in the glaze and grit adhering
to the foot rim; but it is painted with a free touch in a bright
blue, recalling the Mohammedan blue in colour, the central subject a
landscape, and the sides and rim divided into panels of floral and
formal ornament. It must be allowed that the style of the painting is
advanced for this early period, including as it does white designs
reserved in blue ground as well as the ordinary blue painting on a
white ground.


Yung Lo [image: ]
 (1403–1424)
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The usual formulæ are employed by the T’ao lu in describing the
Imperial ware of this reign. It was made of plastic clay and refined
material, and though, as a rule, the porcelain was thick, there
were some exceedingly thin varieties known as t’o t’ai[6] or
“bodiless” porcelains. Besides the plain white specimens, there were
others engraved with a point[7] or coated with vivid red (hsien
hung). The Po wu yao lan,[8] reputed a high authority on
Ming porcelains and written in the third decade of the seventeenth
century, adds “blue and white” to the list and gives further details of
the wares. The passage is worth quoting in full, and runs as follows:
“In the reign of Yung Lo were made the cups which fit in the palm of
the hand,[9] with broad mouth, contracted waist, sandy (sha)
foot, and polished base. Inside were drawn two lions rolling balls.
Inside, too, in seal characters, was written Ta Ming Yung Lo nien
chih[10] in six characters, or sometimes in four[11] only, as fine
as grains of rice. These are the highest class. Those with mandarin
ducks, or floral decoration inside, are all second quality. The cups
are decorated outside with blue ornaments of a very deep colour,
and their shape and make are very refined and beautiful and in a
traditional style. Their price, too, is very high. As for the modern
imitations, they are coarse in style and make, with foot and base burnt
(brown), and though their form has some resemblance (to the old), they
are not worthy of admiration.”

As may be imagined, Yung Lo porcelain is not common to-day, and the
few specimens which exist in our collections are not enough to make
us realise the full import of these descriptions. There are, however,
several types which bear closely on the subject, some being actually
of the period and others in the Yung Lo style. A fair sample of the
ordinary body and glaze of the time is seen in the white porcelain
bricks of which the lower story of the famous Nanking pagoda was built.
Several of these are in the British Museum, and they show a white
compact body of close but granular fracture; the glazed face is a pure,
solid-looking white, and the unglazed sides show a smooth, fine-grained
ware which has assumed a pinkish red tinge in the firing. The coarser
porcelains of the period would, no doubt, have similar characteristics
in body and glaze. The finer wares are exemplified by the white bowls,
of wonderful thinness and transparency, with decoration engraved in
the body or traced in delicate white slip under the glaze and scarcely
visible except as a transparency. Considering the fragility of these
delicate wares and the distant date of the Yung Lo period, it is
surprising how many are to be seen in Western collections. Indeed, it
is hard to believe that more than a very few of these can be genuine
Yung Lo productions, and as we know that the fine white “egg shell”
porcelain was made throughout the Ming period and copied with great
skill in the earlier reigns of the last dynasty, it is not necessary
to assume that every bowl of the Yung Lo type dates back to the first
decades of the fifteenth century.


[image: ]
Plate 59.—White Eggshell Porcelain Bowl with Imperial
dragons faintly traced in white slip under the glaze.

Mark of the Yung Lo period (1403–1424) incised in the centre in
archaic characters. 1. Exterior. 2. Interior view.

Diameter 8¾ inches.

British Museum.



It is wellnigh impossible to reproduce adequately these white
porcelains, but Plate 59 illustrates the well-known example in the
Franks Collection, which has long been accepted as a genuine Yung Lo
specimen. It represents the ya shou pei in form, with wide mouth
and small foot—the contracted waist of the Po wu yao lan; the
foot rim is bare at the edge, but not otherwise sandy, and the base is
glazed over, which may be the sense in which the word “polished”[12] is
used in the Po wu yao lan. The ware is so thin and transparent
that it seems to consist of glaze alone, as though the body had
been pared away to vanishing point before the glaze was applied—in
short, it is t’o t’ai or “bodiless.” When held to the light
it has a greenish transparency and the colour of melting snow, and
there is revealed on the sides a delicate but exquisitely drawn design
of five-clawed Imperial dragons in white slip (not etched, as has
too often been stated), showing up like the water-mark in paper. On
the bottom inside is the date-mark of the period etched with a point
in four archaic characters (see vol. i, p. ). A more refined and
delicate ceramic work could hardly be imagined.

Close to this bowl in the Franks Collection there are two smaller bowls
or, rather, cups which in many ways answer more nearly the description
of the ya shou pei,[13] though they are thick in substance
and of coarser make. They have straight spreading sides, wide at the
mouth, with foliate rim, and contracted at the foot. The foot rim is
bare of glaze, but the base is covered. They are of an impure white
ware with surface rather pitted, and inside is a lotus design traced
in white slip under the glaze and repeated in radiating compartments.
These are perhaps a product of the private factories. The same form is
observed among the blue and white porcelain in two small cups, which
are painted in blue with a landscape on the exterior and with bands
of curled scrolls inside and the Yung Lo mark in four characters. The
base is unglazed, and though they are undoubtedly intended to represent
a Yung Lo type, these not uncommon bowls can hardly be older than the
last dynasty. Another blue and white bowl in the Franks Collection has
the Yung Lo mark and the scroll decoration inside, and on the exterior
a long poem by Su Shih, covering most of the surface. It is painted in
a grey blue, and the ware, though coarse, has the appearance of Ming
manufacture, perhaps one of the late Ming copies which are mentioned
without honour in the Po wu yao lan. It is, however, of the
ordinary rounded form.[14]

Hsiang Yüan-p’ien illustrates in his Album one Yung Lo specimen, a low
cylindrical bowl of the “bodiless” kind, “thin as paper,” with a very
delicate dragon and phœnix design, which is seen when the bowl is
held to the light and carefully inspected. This style of ornament is
described as an hua (secret decoration), but it is not stated
whether, in this case, it was engraved in the paste or traced in white
slip.

The mention of “fresh red” (hsien hung), which seems to have
been used on the Yung Lo porcelain as well as in the succeeding Hsüan
Tê period, brings to mind a familiar type of small bowl with slight
designs in blue inside, often a figure of a boy at play, the exterior
being coated with a fine coral red, over which are lotus scrolls
in gold. There are several in the British Museum, and one, with a
sixteenth-century silver mount, was exhibited at the Burlington Fine
Arts Club in 1910.[15] The term hsien hung is certainly used
for an underglaze copper red on the Hsüan Tê porcelain, and it is
doubtful whether it can have been loosely applied to an overglaze
iron red on the earlier ware. For the bowls to which I refer have an
iron red decoration, though it is sometimes wonderfully translucent
and, being heavily fluxed, looks like a red glaze instead of merely
an overglaze enamel (see Plate 74). Several of these red
bowls have the Yung Lo mark, others have merely marks of commendation
or good wish. Their form is characteristic of the Ming period, and the
base is sometimes convex at the bottom, sometimes concave. They vary
considerably in quality, the red in some cases being a translucent
and rather pale coral tint, and in others a thick, opaque brick red.
Probably they vary in date as well, the former type being the earlier
and better. It is exemplified by an interesting specimen in the Franks
Collection marked tan kuei (red cassia), which indicates its
destination as a present to a literary aspirant, the red cassia being a
symbol of literary success. This piece has, moreover, a stamped leather
box of European—probably Venetian—make, which is not later than the
sixteenth century. This, if any of these bowls, belongs to the Yung Lo
period, but it will be seen presently that the iron red was used as an
inferior but more workable substitute for the underglaze red in the
later Ming reigns, and, it must be added, these bowls are strangely
numerous for a fifteenth-century porcelain. That they are a Yung Lo
type, however, there is little doubt, for this red and gold decoration
(kinrande of the Japanese) is the adopted style which won for
the clever Kioto potter, Zengoro Hozen, the art name Ei raku,
i.e. Yung Lo in Japanese.
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In this short reign, which Chinese writers regard as the most brilliant
period of their porcelain industry, the number of kilns occupied with
the Imperial orders had increased to fifty-eight, the majority of them
being outside the Imperial factory and distributed among the private
factories. According to the T’ao lu,[16] the clay used at this
time was red and the ware like cinnabar, a statement which is difficult
to reconcile with the glowing description of the jade-like white altar
cups and other exquisite objects for which the reign was celebrated.
It is, of course, possible that a dark coloured body was employed in
some of the wares, as was done at other periods, or it may be that the
words are hyperbolically used to describe a porcelain of which the
exposed parts of the body assumed a red colour in the firing. This
latter peculiarity is noticeable on specimens of later Ming porcelain,
particularly the blue and white of the Chia Ching period. But in any
case a red biscuit cannot have been invariable or even characteristic
of the period, for no mention is made of such a feature in the Po
wu yao lan, which gives by far the fullest account of the Hsüan Tê
porcelain.

The description in the Po wu yao lan,[17] which seems to
have been generally accepted, and certainly was largely borrowed by
subsequent Chinese works, may be freely rendered as follows:

“Among the wares of the Hsüan Tê period there are stem-cups[18]
decorated with red fish. For these they used a powder made of red
precious stones from the West to paint the fish forms, and from the
body there rose up in relief in the firing the precious brilliance of
the fresh red ravishing the eye. The brown and blackish colours which
resulted from imperfect firing of the red are inferior. There were
also blue decorated wares, such as stem-cups with dragon pine and plum
designs, wine stem-cups with figure subjects[19] and lotus designs,
small cinnabar pots and large bowls in colour red like the sun, but
with white mouth rim, pickle pots and small pots with basket covers and
handles in the form of bamboo joints, all of which things were unknown
in ancient times. Again, there were beautiful objects of a useful kind,
all small and cleverly made with finely and accurately drawn designs.
The incense vases, trays and dishes[20] were made in large numbers, and
belong to a common class. The flat-sided jars with basket covers, and
the ornamented round pots with flanged[21] mouth for preserving honey,
are very beautiful and mostly decorated in colours (wu ts’ai).
The white cups, which have the character t’an (altar) engraved
inside the bowl, are what are known as 'altar cups.’ The material of
these things is refined and the ware thick, and the form beautiful
enough to be used as elegant vases in the true scholar’s room. There
are besides white cups for tea with rounded body,[22] convex[23] base,
thread-like foot, bright and lustrous like jade, and with very finely
engraved[24] dragon and phœnix designs which are scarcely inferior to
the altar cups. At the bottom the characters ta ming hsüan tê nien
chih[25] are secretly engraved in the paste, and the texture of
the glaze is uneven, like orange peel.[26] How can even Ting porcelain
compare with these? Truly they are the most excellent porcelains of
this reign, and unfortunately there have not been many to be seen since
then. Again, there are the beautiful barrel-shaped seats, some with
openwork ground, the designs filled in with colours (wu ts’ai),
gorgeous as cloud brocades, others with solid ground filled in with
colours in engraved floral designs, so beautiful and brilliant as
to dazzle the eye; both sorts have a deep green (ch’ing)
background. Others have blue (lan) ground, filled in
with designs in colours (wu ts’ai), like ornament carved in
cobalt blue (shih ch’ing, lit. stone blue). There is also blue
decoration on a white ground and crackled grounds like ice. The form
and ornament of these various types do not seem to have been known
before this period.”


[image: ]
Plate 60.—Reputed Hsüan Tê Porcelain.

Fig. 1.—Flask with blue decoration, reputed to be Hsüan Tê period.
Height 3¼ inches. British Museum.

Fig. 2.—Brush Rest. (?) Chang Ch’ien on a log raft; partly biscuit.
Inscribed with a stanza of verse and the Hsüan Tê mark. Length 6 inches.

Grandidier Collection.
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Plate 61.—Porcelain with san ts’ai glazes on the biscuit.

Fig. 1.—Wine Jar with pierced casing, the Taoist Immortals paying
court to the God of Longevity, turquoise blue ground. Fifteenth
century. Height 11½ inches. Eumorfopoulos Collection.

Fig. 2.—Screen with design in relief, horsemen on a mountain
path, dark blue ground. About 1500. Height 14 inches. Benson
Collection.



It will be seen from the above that the Hsüan Tê porcelains included
a fine white, blue and white and polychrome painted wares, underglaze
red painted wares, and crackle. The last mentioned is further specified
in the Ch’ing pi tsang as having “eel’s blood lines,”[27] and
almost rivalling the Kuan and Ju wares. The ware was thick and strong,
and the glaze had the peculiar undulating appearance (variously
compared to chicken skin, orange peel, millet grains, or a wind ruffled
surface) which was deliberately produced on the eighteenth century
porcelains.

Another surface peculiarity shared by the Hsüan Tê and Yung Lo wares
was “palm eye” (tsung yen) markings, which Bushell explains as
holes in the glaze due to air bubbles. It is hard to see how these can
have been other than a defect. Probably both these and the orange peel
effects were purely fortuitous at this time.

Of the various types which we have enumerated, the white wares need
little comment. The glaze was no doubt thick and lustrous like mutton
fat jade, and though Hsiang in his Album usually describes the white of
his examples as “white like driven snow,” it is worthy of note that in
good imitations of the ware particular care seems to have been given to
impart a distinct greenish tint to the glaze.

The honours of the period appear to have been shared by the “blue and
white” and red painted wares. Out of twenty examples illustrated in
Hsiang’s Album, no fewer than twelve are decorated chiefly in red,
either covering the whole or a large part of the surface or painted
in designs, among which three fishes occur with monotonous frequency.
The red in every case is called chi hung, and it is usually
qualified by the illuminating comparison with “ape’s blood,” and in one
case it is even redder than that!

The expression chi hung has evidently been handed down by oral
traditions, for there is no sort of agreement among Chinese writers on
the form of the first character. The T’ao lu uses the character
[image: ]
, which means “sacrificial,” and Bushell[28] explains this “as
the colour of the sacrificial cups which were employed by the Emperor
in the worship of the Sun.” Hsiang uses the character [image: ]
 which
means “massed, accumulated.” And others use the character [image: ]

which means “sky clearing,” and is also applied to blue in the sense
of the “blue of the sky after rain.” In the oft quoted list of the
Yung Chêng porcelains we find the item, “Imitations of Hsüan chi
hung wares, including two kinds, hsien hung (fresh red) and
pao shih hung (ruby red).” There can be little doubt that both
these were shades of underglaze red derived from copper oxide, a colour
with which we are quite familiar from the eighteenth century and later
examples.

For in another context we find the hsien hung contrasted with
fan hung, which is the usual term for overglaze iron red,
and the description already given of the application of pao shih
hung leaves no doubt whatever that it was an underglaze colour. The
two terms are probably fanciful names for two variations of the same
colour, or perhaps for two different applications of it, for we know
that it was used as a pigment for brushwork as well as in the form of a
ground colour incorporated in the glaze. The secret of the colour seems
to have been well kept, and the general impression prevailing outside
the factories was that its tint and brilliancy were due to powdered
rubies, the red precious stone from the West which gave the name to the
pao shih hung.[29] It is known that in some cases such stones
as cornelian (ma nao) have been incorporated in the porcelain
glazes in China to increase the limpidity of the glaze. This is reputed
to have happened in the case of the Ju yao, but neither cornelian nor
ruby could serve in any way as a colouring agent, as their colour would
be dissipated in the heat of the furnace. The real colouring agent of
the chi hung is protoxide of copper. If there were nothing else
to prove this, it would be clear from the fact hinted in the Po wu
yao lan that the failures came out a brownish or blackish tint.
This colour has always proved a difficult one to manage, and in the
early part of the last dynasty, when it was freely used after the
manner of the Hsüan Tê potters, the results were most unequal, varying
from a fine blood red to maroon and brown, and even to a blackish tint.

The peculiar merits of the Hsüan Tê red were probably due in some
measure to the clay of which the ware was composed, and which contained
some natural ingredient favourable to the development of the red. At
any rate, we are told[30] that in the Chia Ching period (1522–1566)
“the earth used for the hsien hung ran short.”

Among the favourite designs[31] expressed in the Hsüan Tê red were
three fishes, three fruits,[32] three funguses, and the character
fu (happiness) repeated five times.[33] All these are mentioned
among the Yung Chêng imitations. A good idea of the fish design is
given by a cylindrical vase in the Franks Collection, which is plain
except for two fishes in underglaze red of good colour, and rising in
slight relief in the glaze. The glaze itself is of that faint celadon
green which was apparently regarded as a necessary feature of the
Hsüan Tê copies, and which incidentally seems to be favourable to the
development of the copper red. The sang de bœuf red of the last
dynasty is avowedly a revival of the Hsüan Tê red in its use as a glaze
colour. Indeed, certain varieties of the sang de bœuf class
are still distinguished as chi hung. The large bowls, “red as
the sun and white at the mouth rim,” as mentioned in the Po wu yao
lan, have a counterpart in the large bowl of the last dynasty with
sang de bœuf glaze, which, flowing downwards, usually left a
colourless white band at the mouth.

The Hsüan Tê period extended only to ten years, and specimens of Hsüan
red are excessively rare to-day, even in China. It is doubtful if a
genuine specimen exists outside the Middle Kingdom, but with the help
of the old Chinese descriptions and the clever imitations of a later
date,[34] there is no difficulty in imagining the vivid splendours of
the “precious stone red” of this brilliant period.
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