
  

 

Chamber with Winds and Rains: 

On the Collecting Practice of Deng Shi and His Contemporaries 

 

 

 

 

 

 

 

 

A Dissertation 

Presented to the Faculty of the Graduate School 

of Cornell University 

In Partial Fulfillment of the Requirements for the Degree of 

Doctor of Philosophy 

 

 

 

 

 

 

by 

Yuhua Ding 

December 2019



 

 

 

 

 

 

 

 

 

 

 

 

 

 

© 2019 Yuhua Ding



 

 

 

Chamber with Winds and Rains: 

On the Collecting Practice of Deng Shi and His Contemporaries 

 

Yuhua Ding, Ph. D. 

Cornell University 2019 
 

[Abstract] 

During the historical transition period from Qing empire to early Republic, 

China was influenced by two concurrent forces that were reshaping society: the 

introduction of Western learning and the anti-Manchu Movement. Synthesizing the 

zeitgeist, the last generation of Qing intellectuals proposed a retrieval of China’s cultural 

past to correct ineffective Qing policies. Their ambitious efforts ultimately expanded to 

the preservation, re-collection, and reframing of the totality of China’s ancient arts and 

antiquities. In this late Qing intellectual trend, promoted by Deng Shi and his fellows 

within the National Essence Group, Chinese art was for the first time recognized as part 

of “national learning” and “national essence.” Traditional antiquarian activities were 

challenged by contemporary issues that emerged from political and educational reform, 

locality, and concepts of nation-building and modernization. As a national essence man, 

collector and publisher, Deng Shi differentiated himself from collectors of the past by 

enlisting his private collection in the broader mission of preserving ancient relics and 

antiquities. He also advocated for an all-embracing definition of Chinese art that 

accepted the historically non-traditional as part of a national past. At the same time 

however, Deng saw the value of literati culture in the framing of Chinese art. His large 



 

 

collection of Ming loyalist art reflected a rising concern among progressive Chinese 

intellectuals who saw the harm of an absolute monarchy to Chinese society and culture. 

His promotion of literati cultural practices from painting to rubbing was an indigenous 

response to the Western collection of Chinese art at the time, an effort that ultimately 

clarified the boundaries of traditional fine art for later individuals to approach Chinese 

art more critically.   
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                                                                1 

INTRODUCTION 

 

China at the end of the nineteenth century and the beginning of the twentieth 

century was a period undergoing dynastic decline, social reform, and radical revolution. 

The Manchu-led Qing dynasty’s defeat in 1895 during the first Sino-Japanese War 

(1894-1895) marked the failure of the Self-Strengthening Movement, a two-decade 

campaign that promoted economic and military reform by adopting Western methods 

and technology. The defeat led to the Hundred-Day Reform which was an attempt in 

1898 by the young Guangxu Emperor 光緒帝  (1871-1908) and his followers to 

modernize China by reforming its government, economy and society. This effort also 

collapsed and in 1901, following defeat by the Eight-Power Expeditionary Force during 

the Boxer Rebellion, the Qing government was forced to sign the Boxer Protocol with 

the Eight-Nation Alliance. The final blow to the dynasty came with the death of Empress 

Dowager Cixi 慈禧 (1835-1908) and suspension of the New Policies (1901-1908), 

formally ending the Qing government’s last reform effort. In 1911 the Xinhai 

Revolution overthrew the Qing empire and marked the beginning of China's early 

Republican era. Failure of the early Republic, however, was unavoidable. Sun Yat-sen 

孫逸仙 (1866-1925) ceded the presidency of the newly founded Republic of China to 

Yuan Shikai袁世凱 (1859-1916) in 1912 marking the start of a long, anarchic and bitter 

warlord era.  
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During this historical transition period from Qing empire to early Republic, 

China was influenced by two mixed concurrent forces, the anti-Manchu Movement and 

the introduction of Western learning. As early as the mid-nineteenth century, Chinese 

intellectuals had recommended harnessing the dominant nineteenth-century Western 

traditions of science and socio-political thought to serve China. But the failure of late 

Qing reforms brought Western learning into question, troubling Chinese intellectuals 

who perceived cultural loss and decline around them. Confronted with the penetration 

of Western learning during the late Qing period, intellectuals became keenly aware that 

the Chinese cultural superiority present in earlier Sino-barbarian dichotomies, or the 

Hua-Yi distinction between culturally defined “China” (hua 華) and cultural or ethnic 

outsiders (yi 夷), was being lost. This period also saw late Qing intellectuals introduce 

the concept of China as modern nation-state, sparked by Imperial defeat in the two 

Opium Wars and the first Sino-Japanese battle. Before that watershed event, “China 

(zhongguo 中國)” was generally understood to be an universal cultural entity and ethnic 

order. Afterwards it was increasingly conceived via relations with global nation-states, 

defined by a particular geo-political boundary and endowed with sovereign rights.1 

 

                                                
1 Regarding the study of Chinese modern nation-building and Kang Youwei’s idea of nation, 
see Shen Songqiao’s 沈松僑 article “Zuqun, wenhua yu guojia: wanqing de guozu xiangxiang” 
族群、文化與國家：晚清的國族想像 (Clan, Culture and Nation: Image of Nation in the Late 
Qing) in Liang’an xinbian Zhongguo Jindaishi (Wanqing juan) 兩岸新編中國近代史(晚清卷) 
The New History of Modern China Written by Scholars Across the Strait (Late Qing Volume), 
2016, pp. 961-1002. 
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Synthesizing the zeitgeist, late Qing intellectuals represented by a remarkable 

spectrum of characters who would become synonymous with the National Essence 

Movement, advanced proposals for the revival of ancient learning and advocated for an 

anti-Manchu revolution as both a path to modern democracy and a vehicle for Western 

accommodation. Contemporary scholars see the National Essence Movement as “a neo-

traditional current with its own strategy for adapting Confucianism and the classical 

heritage to modern conditions between the 1898 reform and the May Fourth 

movement.”2 Members of the National Essence Group, who championed the ideas of 

national learning (guoxue 國學) and national essence (guocui 國粹), were among the 

earliest Chinese intellectuals to engage the discourse of Chinese cultural revival during 

the era of colonialism and imperialist expansion in East Asia. The central tenets of 

national learning and national essence first emerged in Japan during the Meiji period 

when Japan was forced to confront the concepts, values and commodities arriving in 

overwhelming numbers from the West. Discourses imported from Japan soon provided 

the Chinese with a theoretical language to talk about race, civilization, and national 

identity while addressing the contradiction of being Chinese in modern world.3 As such, 

the National Essence Movement during the late Qing was a hybrid of Japanese, Western 

and Chinese characteristics. For proponents of national learning and national essence 

                                                
2 Charlotte Furth. “Intellectual Change: From the Reform Movement to the May Fourth 
Movement, 1895-1920,” in Goldman, Merle., and Leo Ou-fan. Lee, editors. An Intellectual 
History of Modern China. Cambridge University Press, 2002, p. 43.  
3
 Regarding rethinking culture and national essence see Liu, Lydia H. Translingual Practice: 
Literature, National Culture, and Translated Modernity - China, 1900-1937. Stanford 
University Press, 1995, pp.239-241. 
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these ideas served two purposes:  first, to rescue true learning (and hence the “national 

essence”) from its distortion under imperial rule, especially foreign despotism and the 

Manchu dynasty. Second, to make sure that as new learning was introduced to China 

from the “West,” it remained subservient to the ethical demands of “national learning” 

that guaranteed the preservation of a Chinese essence.4 More generally, the mission of 

the National Essence Group was not only to preserve national essence but also to 

preserve a particular kind of Chinese cultural heritage that would help China integrate 

into the twentieth-century.5  

 

Deng Shi 鄧實(1877-1951), one of the leading figures of the National Essence 

Movement and the main focus of this study, articulated a relationship between national 

essence and national spirit. He defined national learning as native learning, born with 

its own geography, history and national character. 6 Existing academic research on Deng 

Shi and his fellows has deeply explored the thoughts of national learning and national 

essence and expanded the historical context around the late Qing intellectual movement. 

Charlotte Furth refers to the National Essence Movement as an important intellectual 

                                                
4  Arif Dirlik. “Guoxue/National Learning in the Age of Global Modernity”, China 
Perspectives [Online], 2011/1 | 2011, Online since 30 March 2011, connection on 30 April 
2019. URL: http:// journals.openedition.org/chinaperspectives/5371 
5 Hon Tze-ki. “National Essence, National Learning, and Culture: Historical Writings in Guocui 
Xuebao, Xueheng, and Guoxue Jikan.” Historiography East & West, vol. 1, no. 2, July 2003, 
pp. 242–286. EBSCOhost, doi:10.1163/157018603774004511. 
6 Deng Shi. “Guocui xuebao fakanci”國粹學報發刊詞(Forward to the National Essence 
Journal), Guocui xuebao, no.1, 1905; “Guoxue jiangxiji”國學講習記 (Lecture on National 
Learning), Guocui xuebao, no.7, 1906 (sheshuo):12-17.  
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transition from late Qing reformism to the May Fourth Movement. 7  Lydia Liu 

emphasized the significance of translingual practices and the effect of contentious 

loanwords such as wenhua (culture 文 化 ), guoxue, and guocui, on philological 

discourses during the late Qing and Republic China.8 Tze-ki Hon examined the flagship 

publication of the National Essence Movement, Guocui xuebao 國粹學報 (National 

Essence Journal), using it as a guide to track the remarkable political and social changes 

in early twentieth-century China.9 Building from the work of these studies, this research 

will continue to explore China’s early modern cultural realm. The focus however will 

be on art, art collecting and art publishing with the goal of expanding our historical 

understanding of late Qing intellectual trends and their expressions at the turn of the 

twentieth century.  

 

Deng Shi was a national essence man, collector and publisher who played a 

critical role in transforming traditional antiquarian activities from an elite pastime to a 

form of propaganda that reached beyond historically inclusive social and cultural 

spheres. Empowered by new modes of communication, especially newspapers, 

                                                
7
 Charlotte Furth. “Intellectual Change: From the Reform Movement to the May Fourth 
Movement, 1895-1920,”, 2002, pp.13-96.  
8 Liu, Lydia H. Translingual Practice: Literature, National Culture, and Translated Modernity 
- China, 1900-1937. Stanford University Press, 1995, pp.239-264. 
9 Hon, Tze-ki. Leiden Series in Comparative Historiography: Revolution as Restoration - 
Guocui Xuebao and China's Path to Modernity, 1905-1911, BRILL, 2013. ProQuest Ebook 
Central, https://ebookcentral-proquest-
com.proxy.library.cornell.edu/lib/cornell/detail.action?docID=1143384. 
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periodicals, and study societies, he merged his collecting and publishing activities to 

produce a uniquely modern Chinese collecting practice. Importantly, Deng Shi was 

among the first Chinese intellectuals to see the relationship between modern 

connotations of “art” and nation-building and the potential for China’s ancient arts and 

antiquities to lead China forward. 

 

Deng Shi began his collection around 1900. Growing in tandem with the political 

evolution of the National Essence Movement, the collection would preoccupy Deng for 

decades. By the 1920s hundreds of his paintings, calligraphy pieces, rubbings, inscribed 

stone stelae, Buddhist sculptures, bronze vessels, coins and seals had been published. 

Deng Shi’s major collecting activities not only spanned a crucial period during which 

China weathered dramatic social and political change, but also took place at a time of 

significant change to traditional connoisseurship. The center of art collection inside 

China was experiencing a geographical shift from the north to the south following the 

relocation of the country’s political and economic center. Transformations to the 

aristocracy and literati classes were increasing the circulation of antiques within antique 

markets. It was also a period that colonial and imperial expansion caused the 

unprecedented exportation of Chinese ancient art and antiquities. Against this 

background Deng Shi named the study where he housed his collections “Chamber with 

Winds and Rains” (Fengyulou風雨樓), referring literally to an enclosure for protection 

against wind and rain. The name was derived from a poem in the Classic of Poetry that 

depicted a storm scene in which a dilapidated chamber stands alone against a dimmed 
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sky with chilly wind and rain. The name hence was intended to capture the chaotic 

nature of his era of collecting.  

 

 Deng Shi’s art collecting, and collection theoretically should provide us a direct 

impression about his era. However, after his death much of the collection remaining in 

his possession dispersed, in some cases without a trace. This highlights a central 

challenge to researchers: What did Deng Shi actually collect and how did he collect it? 

The question is not easily answered since Deng Shi did not leave a complete catalogue 

of his collection and so much of it was sold during his lifetime. The only remaining 

catalogue is a fifteen-page manuscript that inventories his book collection, a relatively 

small part of his complete lifetime collection10. Some clues can be found in the 1987 

two-volume book on “Zhongguo shuhuajia yinjian kuanshi” 中國書畫家印鑑款識, 

edited by the Shanghai Museum.11 The book includes nine seals attributed to Deng Shi. 

                                                
10 Fengyulou dengshi shumu 風雨樓鄧氏書目 (Bibliography of Fengyulou). Mingguo shiqi 
sijia cangshu mulu congcan. Juan 10.  民國時期私家藏書目錄叢刊 卷 10 (Bibliography of 
Private Book Collection during the Republic of China Period) v.10. Guojia tushuguan 
chubanshe, 2012, pp.285-315. 
11 These two volumes have been reprinted for more than twenty years from 1987 through 2007. 
The first edition of the book was published in 1987. In 2007 the book has been published 11 
editions, however, the information of Deng Shi hasn’t been corrected including the dates of 
Deng’s birth and death, and Deng’s contribution to art publication. For example, Deng was 
mentioned in the book as a co-editor of the Meishu Congshu, Collectanea of Books on Chinese 
Art. In fact, Deng Shi was the original editor.   In terms of Deng’s contribution to the Meishu 
congshu, see Ogawa Hiromitsu’s article “Regarding the Publication of the Meishu Congshu.” 
Ogawa Hiromitsu 小川裕充, ‘Bijutsu sōsho no kankō ni tsuite: Yōroppa no gainen “Fine Arts” 
to nihon no yakugo “bijutsu” no dōnyū 美術叢書の刊行について:ヨ ーロッハの概念と日

本の譯語‘美術’の導入(Regarding the Publication of Meishu Congshu [Fine Arts Series]: 
Introduction of the European Concept ‘Fine Arts’ and the Japanese Translated Term ‘Bijustu’), 
Bijutsushi ronsō 美術史論叢, 20 (2004), pp, 33-54.  
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These seals were gathered from two pieces of artwork formerly possessed by him: a 

painting hand-scroll and a painting album, both housed in the Shanghai Museum.12 

Despite the lack of contemporary primary sources, a reasonably clear picture of Deng’s 

collecting habits remains accessible through photographs and written descriptions of his 

collection found in his own publications. All published before 1930, these records also 

include Deng Shi’s art reviews and connoisseurship comments providing an invaluable 

window into his thinking.  

 

           Another source of insight into Deng Shi’s life can be found through examination 

of his social activities with other private collectors during the same period. This reveals 

the close bonds he cultivated among a wide range of scholars, collectors, and 

antiquarians. His acquaintances included anti-Manchu activists, reformists, and Qing 

loyalists at a particular historical moment when long-standing societal structures were 

dissolving yet cooperation among political “opponents” was still rare. The ideas that 

emerged around the National Essence Movement, in which Deng Shi and his circle were 

deeply involved, represented an important intellectual alignment, one strong enough to 

overcome other societal divisions. Further, Deng Shi’s collection closely represented 

his understanding of these ideas and became the medium through which they were 

communicated and advanced.  

                                                
12 Deng Shi’s collector seal see Zhongguo shuhuajia yinjian kuanshi 中國書畫家印鑑款識 
(Seals of Chinese Calligraphers and Painters). Wenwu chubanshe, 1987, p.1475. One is a 
handscroll of landscape painting painted by Xiao Yuncong 蕭雲從 (1596-1673); the other is a 
landscape painting album painted by Zha Shibiao 查士標 (1615-1698). 
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To trace the trajectory of Deng Shi’s career as national essence man, collector 

and publisher the research is divided into four chapters. Chapter One starts with tracing 

the development of Deng’s thoughts as a national essence man and explores the efforts 

of Deng Shi and his contemporary intellectuals as they rebuild relationships between 

scholarship, art, and nation through the infusion of ideas such as Western learning, 

nation-building, and aesthetic studies. Adherents to the National Essence Movement 

would eventually recognize “art” as a privileged subject, one that channels the spirit of 

Chinese culture, forms the foundation of Chinese national heritage, embodies national 

treasure, and therefore must be part of the solution to a perceived decline in traditional 

social values towards the end of the Qing dynasty. As pioneers in this movement, Deng 

Shi and his fellows promoted social function of art and aesthetics, pushing art and 

aesthetics onto a national stage and into public debate. It is during the same period Deng 

Shi claimed himself as a protector of national heritage which differentiated him from 

traditional collectors. Deng Shi’s collecting practice which is the main focus of the 

second part of the chapter investigates how Deng Shi redefined the role of private 

collection and private collectors in the process of nation-building at the end of Qing 

empire.  

 

Chapter Two focuses on Western studies of Chinese art and the Chinese 

response to early Western influences. It was confrontation with the West that led to the 

establishment of major Western collections of Chinese art in Europe and formed the 

earliest academic studies of Chinese art. In the West a passion for “authentic” Chinese 
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art first had taken over an interest in exported Chinese art since the late nineteenth 

century when China was forced to open to the West during the Opium Wars. The new 

collecting taste favored “Imperial Art”, which was a result of Western imperialism in 

China, featured by the increasing amount of High Qing Ceramic collection in the West. 

Secondly, early Chinese ancient artefacts, tomb objects in particular, were largely 

discovered and passionately collected along with the exploration of Western 

anthropologists and missionaries in the northwest and northern part of China. The 

chapter begins with Deng’s 1908 report on the Exhibition of Old Chinese Porcelain and 

Works of Art in China, organized by the North-China Branch of the Royal Asiatic 

Society, which disclosed a major direction in Western collection of Chinese art. The 

chapter also studies S.W. Bushell’s Chinese Art, which was the most popular Chinese 

art history at the time and was certainly cited by Deng Shi in his publication. Deng Shi’s 

writings, his dedication to the study and critique of Western learning of Chinese art, and 

his own perspective on a representative art and culture for a modern Chinese nation, 

from the rise of collective consciousness of tomb objects to the re-evaluation of 

literature art and culture, are detailed in this chapter. 

 

Chapter Three looks at the evolution of Deng Shi’s diverse network of friends, 

from anti-Manchu activists to Qing loyalists, in relation to his political and cultural 

ideals across key phases of his life. It begins with the story of Deng Shi and his anti-

Manchu friends who identified themselves with the Ming loyalist tradition and saw 

themselves as the true heirs to an authentic Chinese culture. The Ming dynasty was the 
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last ethnic Han-led dynasty, supplanting the Mongol-led Yuan Dynasty before itself 

falling to the Manchu-led Qing Dynasty. Besides the confrontation of the Western, anti-

Manchu movement was another force which shaped Deng Shi’s collecting practices. 

Identified themselves with the Ming loyalist tradition and saw themselves as the true 

heir to an authentic Chinese culture, Deng Shi and his fellows played a critical role in 

the establishment of the Ming loyalist art in the end of Qing dynasty. The passion for 

visiting Ming heritage places, collecting objects from painting, calligraphy to personal 

belongings of Ming loyalists created an unprecedented late Ming fever in the end of 

Qing and the early Republic China. Deng Shi’s collection and publication made an 

outstanding contribution to the establishment of Ming loyalist art. After the Republic of 

China was formally established, Deng Shi continued his collection and publication. 

During this period Deng’s circle widened to include Qing loyalists with whom he shared 

common goals. What they actually achieved, including their recognition of Qing 

scholarship and their persistence in traditional cultural practices, became the safeguard 

of cultural continuity and a bulwark against dispersal and destruction during the 

transition of China from empire to republic. Hence, this chapter discusses not only Deng 

Shi’s changing circle of friends but how he bridged socio-political divides by advancing 

ideas of revival of Chinese ancient culture. 

 

Chapter Four extends the research to Huang Binhong黃賓虹 (1865-1955), a 

lifelong friend of Deng Shi who contributed to his intellectual development as an author 

and collector. When Deng Shi withdrew from the public realm Huang Binhong 
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maintained Deng’s political and artistic ideals, infusing them with his own art collection 

and practices, and continued to fulfill Deng’s ideal for promotion of the uniqueness of 

Chinese art and culture and revival of Chinese ancient studies in the twentieth century. 

Through Huang Binhong the legacy of Deng Shi and his generation can be traced, a 

legacy that largely disappears by 1949. The chapter focuses on three discussions: the 

divergent life-trajectories of Deng Shi and Huang Binhong, their redefinition of the 

Xin’an School of Painting and their perspectives on the revival and modernization of 

Chinese painting.  In Huang’s study, Ming loyalist painting stepped out of the narrow 

confines of anti-Manchu political connotation, literati painting started to play a key role 

in guiding the general direction of modernization, and the final revival of Chinese 

painting was announced as a return to China’s own unique culture tradition-jinshi 

tradition. 

 

In short, in this research I came to see Deng Shi as a very interesting character 

who deeply influenced not only the ‘art’ world per se, but also the social and political 

structure in which art and art collecting took place; to see Deng Shi as an important 

character whose role in defining China’s links to its past may provide new insights into 

the history of Chinese antiquarianism and the intellectual trends underpinning the late 

Qing and early Republican China. While this is not the first study of Deng Shi, it is the 

first research to examine his collection, art publications and social network to 

understand the intellectual and antiquarian activities of post-1900 scholars while 

looking for clues to how art collection and publication responded to contemporary 
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Chinese issues like political and educational reform, ideology, locality and nation.13 It 

is hoped this research will better situate Deng Shi and his contemporaries in the complex 

historical narrative of early modern China.  

                                                
13 Wang Ling 王琳. Deng Shi wenhua sixiang yanjiu 鄧實文化思想研究 (A Study of the 
Cultural Ideas of Deng Shi). MA thesis, Hebei Shifan University, 2009. 
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CHAPTER 1 

A NATIONAL ESSENCE MAN, COLLECTOR AND PUBLISHER 

 

Deng Shi, also known as Qiumei 秋枚, was born in 1877, the older of two 

brothers in a modest Cantonese family. Few details exist of his early childhood however 

Deng noted in his writings that his family migrated to Shanghai at the end of the 

nineteenth century. 14  Settling in Gaochang, a prosperous township in the southern 

region of Shanghai, his family joined other migrants in a large community of Cantonese 

who had resided in the area since the mid-19th century. During the Qing Dynasty the 

southern Chinese city of Guangdong had served as the sole trading port open to 

foreigners. Relationships between the city and Western interests exposed local 

Cantonese to foreign clients and modern machinery, knowledge which they took with 

them when they moved. When the Jiangnan Manufactory Bureau (Jiangnan Zhizaoju 

江南製造局) established itself in Gaochang it which drew on the migrant Cantonese 

community for skilled workers. 15 Originally established to produce military equipment 

during the Self-Strengthening Movement (Ziqiang yundong 自強運動, c.1861-1895), 

the Jiangnan Manufactory Bureau was representative of early modern manufacturing in 

China. By the end of the Qing period its enterprises had expanded into fields of 

                                                
14 On Deng Shi’s early childhood, see his self-accounts in Guangxu renyin zhengyi congshu 光

緖壬寅政藝叢書 (Zhengyi series of the Twenty-eighth Year of Guangxu). Taibei wenhai 
chubanshe,1976, p.659. 
15 On the life of Cantonese in Shanghai during the late Qing and early Republican period, see 
Song Zuanyou 宋鑽友. Guangdongren zai Shanghai, 1843-1949 廣東人在上海, 1843-1949 年 
(Cantonese in Shanghai from 1843 to 1949). Shanghai renmin chubanshe, 2007. 
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industrial machinery, shipbuilding, translation, and publication. Between 1867 and 1913 

the Institute of Jiangnan Translation (Jiannan fanyiguan 江南翻譯館), a division of the 

Jiangnan Manufactory Bureau, published the translations of over 200 foreign books on 

a variety of subjects ranging from military and industrial technology, to natural sciences, 

to Western history and political philosophy. 16  Deng recalled that his father was 

enthusiastic about foreign books and encouraged him to hand copy the latest books as a 

self-education technique. Recalling this period, Deng Shi wrote that he felt it was better 

to copy foreign books than to copy Chinese books, but only useful Western books.17  

 

Deng Shi’s exposure to Western publications led to a lifelong interest in Western 

studies. In his first publication of Zhengyi tongbao 政藝通報 (Bulletin of Politics and 

Arts, 1902-1908) Deng urged his readers to contribute to rebuilding the country by 

learning more about dominant nineteenth-century Western political philosophy (zheng 

政) and technological expertise (yi 藝). Launched in 1902 Zhengyi Tongbao was a 

fortnightly bulletin modeled after Xiguo Jinshi Huibian  西國近事彙編 (Compendium 

of Recent Western Affairs), a Chinese weekly newspaper issued by the Institute of 

Jiangnan Translation between 1873 and 1899. Primitively published, Xiguo jinshi 

huibian introduced world news to Chinese readers by gathering and translating Western 

                                                
16 On the introduction of translated books by the Institute of Jiangnan Translation, see Wang 
Yangzong 王揚宗. Jindai kexue zai zhongguo de chuanbo: Wenxian yu shiliao xuanbian 近代

科學在中國的傳播 : 文獻與史料選編 (The Introduction of Modern Science into the Late 19th 
and Early 20th Century China: Selected Works and Documents). Shandong jiaoyu chubanshe, 
2009, pp. 498-510. 
17 See Guangxu renyin zhengyi congshu, 1976, pp.714- 720. 
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press reports. Zhengyi tongbao was the first product of Deng Shi’s publishing house 

Shenzhou guoguang she (Cathay Publishing House, 神州國光社). Shenzhou opened 

very modestly in 1901 on Shanghai’s Fourth Avenue (Simalu 四馬路) in the Anglo-

American Concession. 18  In the late Qing, Fourth Avenue was an ideal location to 

nurture Deng’s interests. Known as Shanghai’s “Culture and Education Street,” Fourth 

Avenue was home to the offices and workshops of many publishers and trade 

associations. The street was lined with international retail stores and specialty 

bookshops focusing on traditional literature and antiquarian topics. The location was 

also ideal for learning the quickly evolving business and technologies of mass 

communicating current events. Deng’s publishing house was next door to the 

headquarters of several major newspapers including the Shibao 時報 (Eastern Times) 

and Jing Zhong ribao 警鐘日報 (Jingzhong Daily), a revolutionary newspaper. 19  

Reflecting on his creation of Zhengyi tongbao, Deng wrote that he was influenced by 

the Qing government’s signature to the Boxer Protocol (Xinchou tiaoyue 辛丑條約) in 

                                                
18 Huang Binhong in his late memories recalled that Deng Shi invested only 50 yuan to open the 
Shenzhou guoguangshe. Wang Zhongxiu 王 中 秀 . Huang Binhong nianpu 黃 賓 虹 年 譜 
(Chronology of Huang Binhong's Life). Shanghai shuhua chubanshe, 2005, p.63. The 
publishing house was mostly likely established in 1901. Regarding the year of establishment of 
the publishing house, I refer to Jiang Hui’s study. On the study of Shenzhou guoguang 
publishing house, see Jiang Hui 姜輝. Chuban yu jiuguo－shenzhou guoguangshe yanjiu 出版

與救國－神州國光社研究 (Publishing and Saving the Nation: A Study of Shenzhou guoguang 
Publishing House, Shandong Normal University, Master Thesis, 2015. 
19 The publishing house was located in the Lane of Huifuli 惠福裡 on the Fourth Ave. 
Regarding modern publishing houses located in the Lane of Huifuli, see information sourced 
from online Shanghai Office of Local Chronicles 
Http://www.shtong.gov.cn/node2/node2247/node4598/node79769/node79780/userobject1ai10
4422.html 
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1901 after its defeat by the Eight-Nation Alliance. At the time Deng Shi was overcome 

with grief. 20  Emboldened with new communication tools, Zhengyi Tongbao 

represented Deng’s first significant attempt to direct his world-view outwards to steer 

public discourse around state affairs. 

     

           Deng Shi’s early influences were not only Western. While his years in Gaochang 

provided ready access to Western sources, his early adulthood was grounded in 

traditional Confucian studies. In 1896 when Deng Shi turned nineteen he and his 

younger brother Deng Fang 鄧方  (1878-1898), a talented poet, returned to their 

ancestral hometown of Shuiteng, a township of Shunde in Guangdong province.21 There 

they pursued advanced studies with the venerable Confucian scholar Jian Chaoliang 簡

朝亮 (1851-1933). Jian was a devoted student of Zhu Ciqi 朱次琦 (1807-1881) who 

took an eclectic approach to the major schools of Confucian scholarship, particularly 

his response to the nineteenth century division between Old and New Schools of Text 

Confucianism. According to Liang Qichao 梁啟超 (1873-1929), Jian’s textual research 

on Shangshu 尚書  (The Book of Documents)  and Lunyu 論語 (The Analects of 

                                                
20 Guangxu renyin zhengyi congshu, 1976, p.659. 
21 Deng Fang died at the age of twenty. Deng Shi published many of his brother’s poetry work 
in Zhengyi tongbao. On a brief account of Deng Fang’s life see Deng Shi “Wangdi qiumen 
muzhiming” 亡弟秋門墓誌銘 (Epitaph of My Brother Qiumen) in Zhengyi tongbao, July 13, 
1904. 
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Confucius) was intended to reconcile Song learning with Han Learning. 22  Jian 

Chaoliang’s scholarly life also deeply influenced Deng Shi as a young man. Despite his 

fame Jian intentionally maintained his independence, deciding not to accept government 

positions. He declined a recommendation by Kang Youwei 康有為 ( 1858-1927) to join 

the Qing court as well as Zhao Erxun’s 趙爾巽 (1844-1927) invitation to the History 

Office under the Republican Government. Instead, Jian devoted all his life to the 

research of classics.23 Through his writings he emphasized the interrelationship between 

ethics and politics, between “correcting the mind” and “governing the country” (zhiguo

治國), between “self-development” and “pacification of the world” (pingtianxia 平天

下).24 Like his teacher, Deng Shi also devoted his career and life to the cultural field. 

By organizing study association and engaging in modern publication Deng Shi became 

a leading advocate for building the relationship between Chinese learning and nation-

building at the turn of the twentieth century. 

                                                
22  Two books mentioned by Liang Qichang are Shangshu jizhu shushu 尚書集注述疏 
(Explanation of Book of Documents) Lunyu jizhu buzheng shushu 論語集注補正述疏
(Explanation of the Analects of Confucius). Liang Qichao. Qingdai xueshu gailun 清代學術概

論 (Intellectual Trends in the Qing Period). Shanghai guji chubanshe, 2005, p.42. 
23 Zheng Yimei 郑逸梅. Yilin sanye huibian 艺林散叶薈編 (Collection of Scattered Writing). 
Zhonghua shuju, 1995, p. 229. 
24 Jian Chaoliang was a prolific scholar who in his eighties finished expounding Continuation 
to the Comprehensive Mirror to Aid in Government (Xu zizhi tongjian 續資治通鑑), a book 
chronicling Chinese history of the Song Dynasty (960-1279) and Yuan Dynasty (1279-1370) 
credited to Bi Yuan (畢沅, 1730-1797), a high-ranking politician in the Qing Dynasty. See Jian 
Zhaoliang. Zhuojia bishi xuzizhitongjian lun 酌 加 畢 氏 續 資 治 通 鑑 論  (Study of 
Xuzizhitongjian) Jianshi dushutang, 1936. 
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In 1904 Deng Shi co-founded the Association for Preservation of National 

Learning (Guoxue Baocunhui 國學保存會) together with Huang Jie 黃節 (1873-1935), 

Liu Shipei 劉師培 (1884-1919), Pan Bo 潘博  (active early 20th century), and Ma 

Xulun 馬敘倫 (1884-1970). Organized shortly after the Qing government lifted its ban 

on political parties, the Association’s mission was to revive ancient learning while 

advocating for an anti-Manchu revolution that could lead to modern democracy and 

accommodation with the West. Like Deng, several early members had roots in 

Guangdong, including Huang Jie and Pan Bo. This southern influence and its historical 

relationship with the West continued to impact the world-view of Deng’s initiatives 

including the National Essence Movement. One year later the Guoxue Baocunhui 

launched its core publication Guocui xuebao 國粹學報(Journal of National Essence, 

1905-1911). Two years later Deng Shi and his fellows founded the library of Guoxue 

Baocunhui. 25  In 1908, on behalf of Guoxue Baocunhui Deng launched Shenzhou 

Guoguang ji 神州國光集  under the English title “Cathay Art Book”. Shenzhou 

Guoguang ji would eventually become a major early twentieth century art journal. By 

his early thirties Deng Shi was recognized as a leading figure within the National 

Essence Movement and his life as an intellectual, collector and modern publisher was 

established.  

 

                                                
25 Regarding the study of Guoxue baocunhui, see Xu Hongyi 許弘義. Guoxue baocunhui 
yanjiu 國學保存會研究 (A Study of the Association for Preservation of National Learning). 
master thesis. National Taiwan Normal University 1974. 
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Deng’s influence was directly tied to his embrace of the various forms of mass 

communication that emerged during this chaotic period. They provided a new avenue 

for Chinese intellectuals who “saw their role as one of negotiating between the dynasty 

‘above’ and the common people ‘below, to engage in the political and cultural realm.” 

26  Instead of direct engagement with the government Deng Shi used mediums like 

newspapers, magazines and exhibitions as means to participate in the discussion around 

state affairs and, more broadly, the cultural construction of China’s post-Qing era. Liang 

Qichao 梁啟超 (1873-1929), China’s foremost theorist of the late Qing Press, declared 

that “the establishment of Republic China was the result of a revolution of ink, not a 

revolution of blood.”27 Like Liang Qichao, Deng Shi believed that journalism was “a 

study of interconnections” and “a rewarding career for gifted writers who want to serve 

as a mediator between government and the people.”28  

 

1.1. Building a Relationship between Nation, Learning, and Art 

In his first publication of Zhengyi Tongbao Deng Shi introduced many new 

Western-influenced concepts to his readers like nation state (guojia 國家), form of 

government (zhengti 政體), constitution (xianfa 憲法), and national sovereignty (guojia 

                                                
26 Judge, Joan. Print and Politics: 'shibao' and the Culture of Reform in Late Qing China, 
Stanford University Press, 1996, pp.1-13. 
27Ibid., p.70. 
28 Hon, Tze-Ki. Revolution as Restoration: Guocui Xuebao and China's Path to Modernity, 
1905-1911.  Brill, 2013, 23. ProQuest Ebook Central, 
http://ebookcentral.proquest.com.proxy.library.cornell.edu/lib/cornell/detail.action?docID=11
43384. 
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zhuquan 國家主權). The introduction of these new concepts coincided with a growing 

awareness of China as a modern nation-state rather than an empire or universal cultural 

entity tied to a universal ethnic order. This perspective was critical to intellectual 

movements of the late Qing. During the Hundred Days’ Reform Kang Youwei, a leading 

constitutional reformist, observed that “despite the fact that China is a big country bound 

in vast territory and abundant natural resources, China is one country of sixty. Identified 

as a nation China isn’t superior to any others in authority and power, but equally existing 

among all nations.” 29 In 1898, Kang organized the Society for the Protection of the 

Country (Baoguo hui 報國會 ) calling for the protection of guodi 國地  (national 

territory), guomin 國民 (people of the nation), and guojiao 國教 (national religion). The 

character “guo” 國  in these terms carried undercurrents of Western nation-state 

concepts, a political entity bound to its people and its territory rather than a dynastic, 

ethnically-led cultural order. Recognizing this movement towards Chinese nation-

building Deng Shi joined Liang Qichao, another key figure of Hundred Days’ Reform, 

to call for a historiographical revolution.30  From 1902 to 1904 Deng produced a series 

of essays arguing for a new historiography of China based on a national or peoples’ 

history to replace the existing imperial history. He maintained that historians had long 

                                                
29 Shen Songqiao. “Zuqun, wenhua yu guojia: wanqing de guozu xiangxiang” , 2016, pp. 961-
1002. 
30 Frustrated by his failure at political reform, Liang Qichao embarked upon cultural reform. In 
1902, while in exile in Japan, Liang wrote New History (Xinshixue 新史學), launching attacks 
on traditional historiography. Regarding study on Liang Qichao’s option on “New History”, see 
Zarrow Peter, "Old Myth into New History: The Building Blocks of Liang Qichao's "New 
History." Historiography East & West 1, no. 2, July 2003, pp. 204-241. 
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recorded only the chronologies of the monarchical government while topics such as 

scholarships, education, art, local custom, diplomacy were ignored. Beginning in 1904 

Deng continued to advance these arguments under the pen name Minshishi (Mr. History 

of People 民史氏).31 In a preface to Misukuri Ganbachi’s 箕作元八 (1862-1919) Taixi 

tongshi (General History of West泰西通史), Deng Shi synthesized his concepts around 

nation-building and the re-framing of China’s history to conclude that history was not 

merely an assembly of historical events, but an organic entity consisting of complex 

links between different issues from all sides and all perspectives.32  

 

Defining National Learning 

Aimed at modern nation-building, Deng Shi urged his readers to separate 

national sovereignty from the super authority of absolute monarchy, to differentiate 

national history from the history of monarchy. These pioneering ideas evolved to help 

form a framework around the expansive reform platforms known as national learning 

and national essence, the twin discourses defining the late Qing period and primary 

mantras of the National Essence Movement.  Both terms were loan words from Japan 

adopted in response to the flood concepts, values and commodities arriving from the 

West. When introduced in China the term guoxue was quickly adopted by anti-Manchu 

activists to support overturning the Qing government’s imperial-based education 

                                                
31 Deng Shi contributed a series of essays calling for new historiography from 1902 to 1904 
published in Zhenyi tongbao.  
32 See Guangxu renyin zhengyi congshu, 1976, pp.718- 720. 
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system. Deng Shi argued that Manchu rule, or more precisely the absolute monarchy, 

was to blame for declines in Chinese learning. Evoking Western political theory which 

saw the nation-state and imperial order as two incompatible systems, Deng Shi called 

for distinguishing national learning from imperial learning (junxue 君學) as a strategy 

to revive “authentic” Chinese culture. Deng wrote “With great pain and regret, I find 

that there has been no national learning in China. By national learning, I mean a type of 

learning that is distinct from what the emperor sponsors. Since the Qin (221BC-206 BC) 

and Han (206 BC-220 AD) periods, learning in our Divine Continent had been to serve 

the emperor. [As a result] there was neither a fervent love of the nation, nor was there a 

learning that served the nation. Why was that so? [The reason was that scholars] only 

knew to serve the emperor. They did not know that they have to serve the nation.” 33 

The term national learning was also deployed to ensure “Western learning remained 

subservient to the ethical demands of Chinese learning that guaranteed the preservation 

of a Chinese essence.”34 Deng was deeply influenced by the idea of finding practical 

applications for Western learning, an approach first advocated during the Self-

Strengthening Movement and crystalized in his publication of Zhengyi Tongbao. In 

1907 Deng Shi and his colleagues made plans to open Guocui Xuetang (School of 

National Essence 國粹學堂) which borrowed curriculums from recently established 

                                                
33 Deng Shi. “Guoxue zhenlun” 國學真論 (A Sincere Comment on National Learning), 
Guocui xuebao, no. 27, 1907(sheshuo), pp.6-12.  
34 Arif Dirlik, “Guoxue/National Learning in the Age of Global Modernity”, China Perspectives 
[Online], 2011/1 | 2011, Online since 30 March 2011, connection on 30 April 2019. URL: http:// 
journals.openedition.org/chinaperspectives/5371  
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technical schools.35 The model institution was envisioned to teach not only traditional 

topics like Chinese classics, history, neo-Confucian theory, and religious studies but 

also political science, legal studies, mathematics, commerce, geography, natural 

science, military science, musicology, archaeology, calligraphy and studies of drawing, 

drafting, and painting. 36   

 

As traditional Chinese learning was increasingly seen as unable to compete with 

Western learning, national learning soon became a substitute for Chinese learning.37 

Against this background Deng Shi and his fellows sought to redefine national learning 

as a normative practice. Between 1905 and 1911 Deng published a series of articles in 

Guocui xuebao that attempted to clarify the contents of national learning. In the articles 

Deng strongly agreed with the assertion that “the Six Classics are all history” 六经皆

                                                
35 The first established “xuetang” was the Fujian Shipbuilding Institute (Fujian chuanzheng 
xuetang 福建船政學堂), opened in 1866 by scholar-official Zuo Zongtang (左宗堂, 1812-
1885) followed by Shanghai Machine-building School (Shanghai jiqi xuetang 上海機器學堂), 
Tianjin Telegraph School (Tianjin dianbao xuetang 天津電報學堂 ), Shanghai Telegraph 
School (Shanghai dianbao xuetang 上海電報學堂), and Hebei Mining School (Hebei kuangye 
xuetang 河北礦業學堂). 
36 The foundation of the School of National Essence was aborted. On the foundation of Guocui 
xuetang, see Guocui xuebao, no.1, 1907, pp. 2-4.  
37 According to Luo Zhitian, because the intellectual connections at the turn of the twentieth 
century were largely reflected in the impact of a series of related issues when China confronted 
with foreign crisis, such as whether Chinese learning was useful, useful for what, and what about 
it was useful. The ‘uselessness’ of Chinese learning developed into the perception that China 
‘had no learning.’ But, since the on-going intellectual war between China and the West required 
that China have ‘some learning,’ the establishment of national learning which could be 
differentiated from Chinese learning in a traditional context, became necessary. See Luo, 
Zhitian. Inheritance Within Rupture: Culture and Scholarship in Early Twentieth-Century 
China, BRILL, 2015, 228-229. 
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史, an idea originating with the Qing scholar Zhang Xuecheng 章學誠 (1738-1801) and 

developed by Zhang Binglin 章炳麟 (1869-1936), a leading figure of the National 

Essence Movement. Zhang Xuecheng argued that the canonical texts of Confucianism 

were not to be understood as repositories of timeless wisdom but as records of the 

actions and words of the sages in response to specific historical contexts. Zhang Binglin 

furthered the argument by announcing that all books, including those of the various 

schools of thoughts and their descendants, were all classics and that all classics were 

history. Following the two Zhangs, Deng pursued Confucian iconoclasm, claiming that 

two centuries of Qing scholarship had never gone beyond the Confucian classics, 

causing the stagnation, even the decline of Chinese culture.38 To Deng Shi and like-

minded reformers national learning was a solution to this decline, achievable by shifting 

focus from Confucian classical traditions to the idea of the totality of the culture as 

essence, a concept which eventually emerged as a central tenant of the National Essence 

Movement. 

 

The two tasks of national learning were to distinguish itself from imperial 

learning and to compete with Western learning. Deng Shi combined these tasks in his 

famous thesis “On Reviving the Ancient Learning” (1905), which proposed that “just 

as Europeans underwent their rebirth of ancient studies in the fifteenth century, the 

                                                
38 Deng Shi. “Guoxue jinlun” 國學今論 (National Learning at the Present Time), Guocui 
xuebao, no.4, 1905 (sheshuo), pp.1-7. 
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Chinese experienced their rebirth of ancient studies in the twentieth century.” 39 The key 

to this hypothesis was the belief that if the Renaissance humanists’ success was based 

on their rebirth of ancient studies, which introduced modern science, technology, and 

industry to Europe, the twentieth century Chinese would achieve the same results if they 

began recovering their long-lost cultural heritage. The lost cultural heritage was 

reference largely to the Zhou culture (1046 BC -258 BC) which prospered before 

China’s first absolute monarchy state was established. Deng Shi argued the richness of 

ancient Chinese learning was comparable with Western learning on a range of subjects 

from psychology, ethics, sociology, history as well as a whole variety of modern science 

and technology subjects. 40  This search for national learning was a common 

preoccupation among late Qing intellectuals, a process which “required both a removal 

and a recovery.”41 On the one hand it called for removing the political, social and 

cultural institutions that supported absolute monarchy; on the other hand, it urged a 

recovery of authentic cultural heritage by finding native Chinese ‘equivalents’ for 

admired aspects of Western science and culture. Deng Shi’s understanding of the 

European Renaissance basically rested on two Western history books: A General 

Introduction of Western History (Xiyang shiyao 西洋史要) and Modern World History 

(Shijie jinshi shi 世界近世史), both of which were written by Japanese scholars and 

                                                
39 Deng Shi. “Guxue fuxing lun” 古學復興論 (On Reviving the Ancient Learning), Guocui 
xuebao, no.9, 1905(sheshuo), pp.1-4. 
40 See Zhang Ke 章可. Zhongguo "renwen zhuyi" de gainian shi (1901-1932) 中國 “人文主義” 
的概念史 (The Conceptual History of "Humanism" in Modern China). Fudan daxue chubanshe, 
2015, pp.90-124. 
41 See Hon Tze-Ki’s argument on “the double bind of recovery and removal”, 2013, pp.81-83.  
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translated into Chinese between 1901 and 1902.  Deng borrowed many translated terms 

from these two books for his article including the names of Western historical figures 

and the transliterated word “Hao-mo-ni-si-tuo” (humanist 豪摩尼司脫). However, 

when explaining Europe’s Renaissance period Deng diverged from the texts. Where the 

Japanese authors used words that referred to the revival of literature (wenyun 文運) and 

revival of scholarship (xuewen 學問), Deng used a term referred to the revival of ancient 

studies (guxue fuxing 古學復興) , which especially emphasized the importance of 

Chinese cultural heritage. 

 

Art as National Learning 

The establishment of national learning in the National Essence Movement of the 

late Qing helped to rebuild the relationship between scholarship and nation. When 

Guocui xuebao first launched in 1905 it was divided into sections, each focusing on a 

particular mission. “Essays on Politics” (Zhengpian 政篇) aimed at spreading new ideas 

and encouraging action appropriate to the zeitgeist. “Essays on History” (Shipian 史篇), 

modeled after the “Spring and Autumn Annals,” aimed at solving social problems. 

“Essays on Learning” (Xuepian 學篇) advocated for a teaching-based reforms oriented 

towards “true to the fact” avoidance of sectarianism. “Essays on Literary Language” 

(Wenpian 文篇) sought to reverse the decline of classical Chinese language. Finally 

“Editorial Comments” (Sheshuo 社說) aimed at awakening unenlightened Chinese. In 

1906 Deng Shi published a bulletin in Guocui Xuebao calling for the collection of 
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“meishupin” 美術品, literally art objects. One year later a new column titled “Essays 

on Art” (Meishupian美術篇) was added to Guocui xuebao  that  formally introduced 

the term “meishu” 美術 (art) to readers of the National Essence Journal. 42 The column 

marked the first time in the context of late Qing reforms that a formal link was made 

between national learning and art. 

 

 “Meishu” was a neologism first borrowed from Japan in the late Qing. Its 

Japanese counterpart is “bijutsu” which first appeared in the Japanese submission to the 

1872 universal exposition held in Vienna. According to Wang Cheng-hua, the term was 

invented to describe an organic integration of Japanese and Western aesthetic traditions. 

It gained popularity for its rhetorical usefulness and played an important role in 

characterizing modern Japanese socio-political trends toward cultural preservation and 

art exhibition.43  Hence, when bijutsu was adapted by late Qing intellectuals into meishu 

it played a similar role.44 For Deng Shi, meishu provided an opportunity to broadly 

                                                
42 See Guocui xuebao, no.1, 1907. Liu Shipei, Huang Binhong, Wang Guowei and Luo Zhenyu 
were the major contributors to the new column, whose studies ranged over a variety of subjects 
from painting, calligraphy, seal carving to traditional operas.  
43  Wang, Cheng-hua. “New printing Technology and Heritage Preservation: Collotype 
Reproduction of Antiquities in Modern China, circa 1908-1917”, in Joshua A. Fogel, eds., The 
Role of Japan in Modern Chinese Art. Berkeley: University of California Press, 2013, pp.293-
294.  
44 Regarding a study of the development of “meishu” in art theory and historiography of the 
twentieth century see Chen Zhenlian 陳振濂. ‘Meishu yuyuan kao: Meishu yishu yinjinshi 
yanjui 美術語源考 : 美術譯術引進史研究 (The etymology of ‘meishu’: a study on the 
introduction of ‘meishu’ as a translated term),  Meishu yanjiu 美術研究 （Art Research), no.4, 
2003, pp. 60-71; and no.1, 2004, pp. 14-23.   
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describe Chinese art objects without distinguishing high art from folk art or exported 

items from domestic items. In 1908 Deng selected and published more than thirty art 

objects under the name of “Zhongguo meishupin” 中國美術品  (Art Objects of China) 

in Guocui xuebao to celebrate the third anniversary of Guoxue baocunhui.45 The objects 

included calligraphy, paintings, ancient bronze vessels, zithers, coinage, seals, 

embroidery, ceramics, lacquerware, enamels and ivory carvings. Some objects, like 

calligraphy, painting, bronze vessels, coins and seals were traditionally prized by 

collectors. Others, like ivory sculpture and embroidered paintings, were local handcrafts 

made mostly in Guangdong and intended for export during the 18th and 19th centuries. 

Such objects were historically disregarded by traditional connoisseurs for reasons like 

the anonymity of their creators, their utilitarian function and the factory-like scale at 

which they were produced. It was these divisions that Deng Shi and his contemporaries 

sought to dissolve through the establishment of a new historiography. This new 

narrative, freed from the standards of imperial taste, granted handcrafts and exported 

items an equal opportunity to influence their more inclusive picture being created of 

China’s history.  

 

In early 1911 Deng Shi launched Meishu congshu 美術叢書 (Collectanea of 

Books on Fine Arts), his first series compiled under the rubric of “art.”  Using the term 

“meishu” Deng Shi redefined the boundaries of China’s entire fine arts bibliography, 

                                                
45 See Guocui xuebao, no.1,1908.  
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transforming the traditional Chinese art book series into a more inclusive modern 

European fine arts series.46 From 1911 through 1947 under the editorship of Deng Shi 

Meishu congshu was published in an ever-increasing form of supplemental, reinforced, 

and reprinted editions over more than thirty years (Figure 1.1) In the preface of Meishu 

congshu Deng Shi wrote (1911), “Since Western learning penetrated China, there has 

been a serious decline in Chinese studies. The Six Classics and the metaphysical 

speculations of neo-Confucian philosophy have become useless book learning. Only the 

Learning of Art (meishuxue 美術學), is still being admired around the world. China, the 

Divine Land, is the oldest living civilization. People there have a good character who 

excel at exquisite craftsmanship, creating beautiful paintings and an abundance of 

literary art by generations of masters. The achievement is unsurpassed in the world, 

when it is compared with other races.” 47 This statement is typical of late Qing scholars 

who saw a fundamental change in China’s relationship with outsiders and urged a 

restoration of national cultural superiority. More importantly, the statement placed art 

and art preservation in the center of the National Essence Movement.  

                                                
46 On a study of Meishu congshu, see Ogawa Hiromitsu, Regarding the Publication of Meishu 
Congshu. 2004, pp, 33-54.  
47Deng Shi. Preface of Meishu congshu. Shenzhou guoguang she, 1911. 
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Figure 1.1 The first edition of Meishu congshu, Feburary 1911 to November 1911. 
Photo by Ogawa Hiromitsu 小川裕充. 48 

 

Meishu congshu was divided into five categories: calligraphy and painting, 

carving and seals (objects of the Studio appended), objects made of ceramic, bronze, 

jade and stone, classic literature (ci and qu poetry and chuanqi dramas), and 

miscellaneous notes.49 The first volume of the book series incorporated fifteen works 

                                                
48 See Ogawa Hiromitsu ‘Bijutsu sōsho no kankō ni tsuite: Yōroppa no gainen “Fine 
Arts” to nihon no yakugo “bijutsu” no dōnyū 美術叢書の刊行について:ヨ ーロッパ
の概念と日本の譯語‘美術’の導入(Regarding the Publication of Meishu Congshu 
[Fine Arts Series]: Introduction of the European Concept ‘Fine Arts’ and the Japanese 
Translated Term ‘Bijustu’), Bijutsushi ronsō 美術史論叢, no.20, 2004. 
49 Because Deng Shi was aware of the inappropriateness of the presence of texts on ‘Literary 
Arts’ in the Meishu congshu, and he addressed that “chuanqi dramas were in nature not as much 
characteristics of ‘meishu’”.  He excluded ci, qu poems and chuanqi dramas in the later 
publication. This change was discussed by Liu, Yu-jen. Liu pointed out that Deng Shi in his 
meishu congshu proposed a general scheme of categorization for selection and categorization 
of texts which was most close to modern connotation of “visual arts.” See, Publishing Chinese 
Art: Issues of Cultural Reproduction in China, 1905-1918. Oxford University, UK, 2011, 
pp.116-140. 
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that included theories on calligraphy and painting, studies of seals and seal inscription, 

books on the production and use of inkstones, theories and practices of the ancient 

zither, skills to authenticate and appreciate rare stones, guides on cultivating orchids, 

thoughts on collecting snuff-bottles, the learnings of classical poetry, and the private 

records on collections of calligraphy and painting. The contents were reminiscent of 

collectanea publications popular during the Ming-Qing period such as the Collectanea 

of Cuilangxuan House (Cuilangxuanguan congshu 翠琅玕館叢書 ca.1894) complied 

by a late Qing scholar Feng Zhaonian 馮兆年 (active 19th century). Feng selected a 

range of subjects for his publication including studies of inscriptions on ancient bronzes 

and stone tablets, painting, calligraphy, ink stone, ancient zither, Yixing clay teapot, 

poetry, and philologist works. Deng Shi recognized the high achievement of Ming-Qing 

collectanea publications but was also aware of their limitations. He noted “Most of the 

Ming-Qing Collectanea publications were either distinguished themselves in terms of 

regions, such as Collection of Posthumous Writings in the Region of Lingnan (Lingnan 

yishu 嶺南遺書 ), Collection of Posthumous Writings in the Region of Shaoxing 

(Shaoxing xianzheng yishu 紹興先正遺書), or compiled works from one particular 

author or collector. By contrast, the publication of Meishu congshu was aimed to 

compile all existing treaties classified as a knowledge of specialty, which was called 

‘meishu’.” 50   

 

                                                
50 Deng Shi. Preface for Meishu congshu, 1911. 
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           To Deng Shi, the term of “meishu” was certainly more suitable for promoting art 

as national heritage than the term “yishu” (art, 藝術 ), a term more often used in 

traditional contexts and could refer to mystic arts and skills of physical exercises.51 

Yishu was listed in the Complete Library of the Four Treasuries (Siku quanshu 四庫全

書) which contains four types of books, shuhua 書畫  (calligraphy & painting), qinpu 

琴譜 (zither score), zhuanke 篆刻 (seal cutting), and zaji 雜記(miscellaneous notes). 

Most of the books listed under yishu more or less emphasized artistic skills. Examples 

include the Classic of Weiqi (Qijing 棋經), a general guide on traditional Chinese board 

games written around the eleventh century, or Record of Jiegu Drum (Jiegulu 羯鼓錄), 

a ninth century book about Tang-period music, particularly the use of hourglass-shaped 

drums from Central Asia. Moreover, in Sikuquanshu the term “yishu” was listed under 

the category of philosophy (zi子), and “zi” was traditionally ranked below classics ( jing 

經) and history (shi 史). To Deng Shi however the content of zi was as important as 

Confucian classics. Accordingly, he sought to elevate non-Confucian schools of 

philosophy, works on agriculture, medicine, mathematics, astronomy, divination, art 

criticism, and other miscellaneous writings. Within this context meishu is chosen over 

                                                
51 The term “yishu” consists of two Chinese characters.  As for the character yi 藝, it appeared 
as early as in the Zhouli 周禮 (Rites of Zhou) as ‘liuyi”, literally six arts, including rites, music, 
archery, charioteering, writing and mathematics, which are a group of skills related to a basis of 
education in ancient China. In terms of character “shu” 術 it originally referred to medical skills 
and augury skill. Hence, the term ‘yishu’ in the context of Chinese traditional culture was 
generally used to refer mystic arts and skills of physical exercises.   
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yishu as a defining term of the National Essence Movement, chosen to help position the 

role of art in the process of modern Chinese nation-building. 52 

 

The Social and Political Mission of Aesthetics 

Along with rebuilding the relationship between art and nation, the introduction 

of modern connotation of art also imported the discourse of aesthetics “meixue”, as a 

method to rectify perceived moral degeneration in society at the end of the Qing. When 

the term meishu was first introduced to China it often carried an implied relationship to 

the term meixue 美學 (aesthetics).  In the preface of Shenzhou guoguang ji, Deng Shi 

showed remorse for his generation “who was born in the decline and fall of the Qing 

dynasty, who had experienced all sorts of untold hardship and suffered from emotional 

stress. Only the nobility and beauty of art can purify people’s souls and remove their 

unhappiness and despondency.”53 Unlike politics and science which dealt with worldly 

desires, Deng Shi felt that “‘meishu’ [here actually referred to the study of aesthetic 

judgement] was the only disinterested learning in the world, answered to one’s soul, and 

was the means of escape from human suffering. By contrast, knowledge, even scientific 

knowledge is something at the service of the will and desire. Only ‘meishu’ [here again 

actually referred to aesthetic subject] is a subject of pure knowledge, delivered out of 

                                                
52 In fact, meishu in the early twentieth century was even rendered interchangeable with other 
terms related antiques (guwu) and cultural relic (wenwu 文物). This interchangeability directly 
elevated an all-embracing category of historical objects, which played a role in creating a 
national history and presenting the continuity of Chinese culture. 
53 Deng Shi. Preface for Shenzhou guoguang ji, no.1, 1908, pp.1-3.  
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the will and desire.”54 This interchangeability between meishu and meixue demonstrates 

the historical relationship between art, aesthetics, and their conferred social function at 

the turn of the twentieth century.  

 

The significance of aesthetics stood out especially after the abolition of the civil 

service examination. After military defeats in the 1890s during the Sino-Japanese war 

and the occupation of Peking by the Eight-Nation Alliance, the Qing government finally 

decided to abolish the civil exam under the name of the New Policies of 1905. The 

abolition of the Imperial Examination was originally intended to launch a set of 

modernization steps beginning with the spread of modern education through the 

establishment of a number of schools that would provide substantial and practical 

knowledge. However, the change aroused fear from intellectuals that classical learning 

would be neglected,55  the majority of whom felt that it not only ended traditional 

education but also marked a fundamental break with traditional Chinese society.56 First, 

                                                
54 Ibid., pp.1-3. 
55 The examination was based on knowledge of the classics and literary style to maintain a 
common culture which helped to unify the empire and encourage the ideal of achievement by 
merit to serve the country while leaving clear problems resulting from a systemic lack of 
technical and practical expertise. Regarding the examination system, see Ferguson, John C. 
“The Abolition of the Competitive Examinations in China.” Journal of the American Oriental 
Society, vol. 27, 1906, pp. 79–87. JSTOR, www.jstor.org/stable/592849. 
56 He, Huaihong. Social Ethics in a Changing China: Moral Decay or Ethical Awakening? 
Brookings Institution Press, 2015, pp.55. As author argued “1905 is a key link in the chain of 
transformations that modern Chinese society has undergone: it marks the end of a millennium 
of dynastic history and the beginning of a century of turmoil. In 1905, ancient practices 
crumbled or faced fundamental reform and new institutions and ideas sprang into being. The 
events of that year would shape the entire twentieth century. The abolition of the imperial 
examination system was one of the earliest and most far-reaching of the many profound changes 
brought by the twentieth century. It was much more than just the end of a dynasty.”   
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it removed the privileged social status of educated elite. The imperial age was organized 

into four groups of people (simin 四民): scholars (shi 士), peasants (nong 農), artisans 

(gong 工 ) and merchants (shang 商 ). The elimination of the exam formally 

disassociated the requirement of classical knowledge from office-holding thus 

dislodging scholars from the head of this group. To maintain ownership of China's 

cultural sphere following the breakdown of the imperial system, Chinese intellectuals 

devoted themselves to new modes of communication and association. Newspapers, 

periodicals, and study societies all played an increasingly important role in society and 

political culture at the time. From this perspective Deng Shi’s embrace of modern 

associations and publications can be better understood. Secondly, along with the events 

of 1905, Western values of competitive individualism, materialist profit seeking, and 

utilitarianism were openly challenging Chinese traditional society. Deng Shi felt that 

the primary threat to China’s future was the loss of traditional social and moral values. 

Hence, after 1905 many of Deng Shi’s writings expressed extreme disappointment with 

the social disorder and increasing corruption he was witnessing.  Looking for a response, 

Deng Shi and his fellows found inspiration in the relationship between aesthetics and 

moral values proposed by eighteenth century German philosophers. 

  

           Despite the fact that Kant’s “Critique of Judgement”, his preeminent work on 

‘Aesthetic Judgement’, wasn’t completely translated and published until 1964. In Deng 

Shi’s early writing of aesthetics, he referred to a German philosopher, most likely 

Immanuel Kant (1742-1804). Kant’s “Critique of Judgement” discussed how artistic 
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objects contributed to moral feeling and how morality was possible for human beings 

through art appreciation. At the time Immanuel Kant was one of the most popular 

German philosophers among Chinese intellectuals. Liang Qichao first introduced 

Kant’s theories to Chinese audiences between 1903 and 1904 through the popular 

journal Xinmin congbao 新民叢報 (Renewing the People). Based on Nakae Chōmin’s

中江兆民 ( 1847-1901) Japanese translation of Histoire de la Philosophie, originally 

written by Alfred Jules Emile Fouillee (1838-1912), Liang introduced Kantian 

epistemology, metaphysics, ethics and the philosophy of law to his readers. During the 

same period leading Chinese intellectuals such as Zhang Binglin and Lu Xun 魯迅 

(1881-1936) also wrote articles to educate Chinese readers on Kant. 57 

 

           Wang Guowei 王國維 (1877-1927), a friend of Deng Shi and member of Guoxue 

baocunhui, was the first to apply Western philosophy, aesthetics, and literary theory to 

the study of Chinese history and literature. A profound influence on historiography in 

China, Wang failed the provincial examination in 1893 but later found success through 

his writings and publications. In 1901 he held the post of chief editor of Education 

World (Jiaoyu shijie 教育世界). He went to study in Japan the same year but returned 

to China one year later due to illness. He then began his own studies, reading Western 

                                                
57  On the introduction of Kant’s philosophy to China, see Li Minghui. 李明輝. Kangde zhexue 
zai dongya 康德哲學在東亞 (Kant Philosophy in East Asia). Taida chuban zhongxin, 2016, 
pp.1-20. 
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philosophy and literary works. Wang later also joined Guoxue baocunhui and published 

a research series on Chinese traditional opera, its origin and its historical development 

in Guocui xuebao.58 From 1904 to 1907 Wang Guowei published several important 

writings in the journal Jiaoyu shijie, in which he attempted to assimilate Western 

philosophy into Chinese traditional discourse. In his analysis of the classic Chinese 

novel titled “Comments on Dream of the Red Chamber” (Hongloumeng pinglun 紅樓

夢評論, 1904), Wang employed the theory of Arthur Schopenhauer. In “Aesthetic 

Theories of Confucius” (Kongzi zhi meiyu zhuyi 孔子之美育主義 , 1904) he re-

evaluated famous sayings from Confucius on music and poetry training and their 

relationship to moral education. In “On the Place of the Elegant in Aesthetics” (Guya 

zhi meixue shang zhi weizhi 古雅之美學上之位置, 1907) he proposed the place of the 

Elegant in Chinese art and literature referencing Kant’s concepts of the sublime, the 

noble, the splendid, and the terrifying. In all his early writings Wang Guowei frequently 

addressed his special concern for social maladies. For Wang “the prevailing 

materialistic and utilitarian tendency expands endlessly. Desire, which resembles an 

insatiable and monstrous beast cut loose from all traditional emotional and ideological 

bonds, becomes a figure representing an ever-expanding force for change.” 59 

Confronted with accelerating moral decline, Wang Guowei adopted Kant’s theories on 

                                                
58 Wang Guowei’s essays on Chinese opera were published in Guocui xuebao from 1908-
1910. 
59 For a study of Wang Guowei who introduced Western aesthetic theories systematically into 
China and adopted the new perspectives in his writings on art and literature, see Wang, Ban. 
The Sublime Figure of History: Aesthetics and Politics in Twentieth-Century China. Stanford 
University Press, 1997, pp.20-54. 
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aesthetic judgment and moral judgment and claimed that beauty is the “symbol of 

morality”.   

 

Both Deng Shi and Wang Guowei saw aesthetic discourse as the solution to a 

severe decline of Chinese culture and traditional social values during the late Qing. 

Besides Deng Shi and Wang Guowei, Liu Shipei, another key figure of the National 

Essence Movement, also attempted to assimilate eighteenth century German aesthetics 

into Chinese traditional cultural and artistic discourse. In his essay “Changes in Chinese 

Art History” (Zhongguo meishuxue zhi bianqian 中國美術學之變遷, 1907) Liu stated 

that in Chinese ancient culture “beauty” and “morality” were combined into one. The 

Chinese character “美” (mei), literally meaning “beautiful”, was cognate with the 

character “善” (shan), literally “good” or “honest”, as they both share the same radical 

“羊” (yang). Liu argued that the inherence of Chinese art was fundamentally associated 

with the true, the good and the beautiful. According to Liu, in ancient times “people 

dance in order to exercise the physical body, sing in order to express the suffering of the 

people (to the ruler), and to draw in order to investigate terrains on the march”. These 

behaviors had a clear practical purpose and gave rise to the formation of primitive art. 

From this, early portraits and narrative paintings art developed a didactic role. In rites 

and music art helped construct social and political ethics. In literati painting and 
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calligraphy art was finally associated with pure aesthetics in lifting the heart and 

composing the mind.60   

 

           Together, Deng Shi, Wang Guowei, and Liu Shipei enlisted art and aesthetics for 

the first time into a social and political mission, pushing them onto a national stage and 

into public debate. By the time Cai Yuanpei 蔡元培 (1868-1940), the first minister of 

Republican China and the President of Peking University, delivered his famous speech 

“Replacing Regions with Aesthetic Education” (Yi meiyu dai zongjiao shuo 以美育代

宗教說, 1917), the Western inspired concept of aesthetics or “meixue” was already 

known to Chinese intellectuals. Cai Yuanpei put forward the idea of “aesthetic 

education” and the proposition that “aesthetic education replace religion”. The proposal 

had lasting significance for academic theory, establishing meixue as an independent 

discipline similar to moral education and knowledge education. Supported by Chinese 

intellectuals, aesthetic education would eventually be established as “a category that 

                                                
60 Liu Shipei. “Zhongguo meishu zhi bianqian” in Guocui xuebao, no.5, no.6, 1907, pp.88-91; 
81-84. Liu’s explanation gives legitimacy to the new term of “meishu”. It also answered the 
recent question about the legitimacy of meishu by scholars such as Wu Hung. Wu Hung has 
questioned the legitimacy of the term used to define traditional Chinese art. Because Wu Hong 
pointed out in a literal sense ‘mei’ in the classical Chinese was used to describe the delicacies 
and to compliment people on their appearance and moral conduct, but it was not a common 
commendation for a piece of artwork. Especially the literati tradition of post- Song and Yuan 
period discriminated against any sensual attraction and the pursuit of visual beauty. See Wu 
Hung. Meishushi shiyi 美術史十議 (Ten Essays on Art History). Shenghuo · dushu · xinzhi 
sanlian shudian, 2008, pp.4-13.  
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comprised a broad range of ideological concerns and promised many solutions to real 

social and political problems.”61 

 

1.2. Collecting in a Time of Crisis 

           Confronting the crisis of the late Qing, Deng Shi and his fellows advanced 

proposals for rebuilding relationships between Chinese learning and nation building. 

The effort included the promotion of art as a part of national learning and national 

essence. It was also during this same period that Deng Shi started his own collection of 

Chinese art and antiquities. As Deng Shi recalled, “because of the Battle of Peking in 

1900 many ancient artifacts were tied up hurriedly and carelessly which flowed into 

southern markets, especially markets in Shanghai. Because of its location between 

Jiangsu and Zhejiang Provinces, Shanghai also became a place where many artifacts 

from old collectors in the Yangzi Region could be found.  Therefore, when I looked for 

ancient artifacts in the Shanghai market often I got something very valuable but at an 

affordable price. Gradually I began to have a good-sized collection.  Last year the art 

periodical of Shenzhou guoguang ji was published. Collectors throughout the countries 

hold me in high regard, sending me their collections to be published. Some of them even 

sold their collection to me because they know that I am a lover of antiquities.”62 

                                                
61 Further research on the relationship between the aesthetic education and the social in modern 
China, see Walter B. Davis. “Art, Aesthetics, and Religions in Modern China” in Modern 
Chinese Religion II. edited by Lagerwey, John, Vincent Goossaert, and Jan Kiely.  Brill, 2016, 
pp.195-257. 
62 Deng Shi. “Fengyulou duhua xiaoji”風雨樓讀畫小記(Reading Paintings in the Chamber 
with Winds and Rains), Shenzhou guoguang ji, no. 7, June 1909.   
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           Although domestic wars and Western colonialism impacted both regions, Peking 

was in chaos while Shanghai was becoming a twentieth century center of economy, 

culture and art. After China’s defeat in the First Opium War (1839–1842), Shanghai 

was forced to open trade with foreign powers as one of the five treaty ports. This new 

access to foreigners also marked the beginning of the city’s transformation into one of 

China’s major commercial entrepôts. The village was soon turned into a city carved up 

into autonomous concessions administered concurrently by the British, French, and 

Americans, and later by Japan who also commandeered a settlement in Shanghai. The 

establishment of concessions in Shanghai played a critical role during the Taiping 

Rebellion (1850-1864) when refugees from Hangzhou and Suzhou fled to the protected 

areas. Many of these refugees were wealthy scholar-bureaucrats, merchants, and 

descendants of noble families who brought paintings, calligraphy, and other antiquities 

with them, greatly increasing the supply to Shanghai’s antique market.63 These events 

further accelerated a geographical shift within China of the center of art collection and 

connoisseurship from the north to the south. Following the collapse of the Qing Empire 

Shanghai emerged as the new center for art collecting and art market.  

 

                                                
63  On the antique market of Shanghai in the nineteenth century, see Stella Yu Lee, “Art 
patronage of Shanghai in the nineteenth century” in Artists and Patrons: Some Social and 
Economic Aspects of Chinese Painting, edited by Li, Chu-tsing, James Cahill, Wai-kam Ho, and 
Claudia Brown. Kress Foundation Dept. of Art History, University of Kansas, Nelson-Atkins 
Museum of Art, Kansas City in association with University of Washington Press, 1989, pp.223-
231. 
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As a new collector living in Shanghai, Deng Shi managed to accumulate a 

significant private collection over just twenty years. The majority of his collection were 

discovered and purchased in Shanghai. Although the Bibliography of Fengyulou 

(Fengyulou dengshi shumu 風雨樓鄧氏書目) catalogs just a part of Deng Shi’s book 

collection, it still includes 750 rare books, many of them officially banned during the 

Qing period. (Figure 1.2) Similarly, publications of his various artifacts from between 

1907 and 1922 indicate a sizable collection. These include more than a hundred pieces 

of hanging scrolls, hand scrolls of painting and calligraphy from the Yuan-Ming-Qing 

periods. Also featured were more than one hundred pieces of fan paintings and 

calligraphy. Other items in his collection were not published but were equally 

impressive including his collection of rubbings, seals, and ancient coins.   

 

Deng Shi’s large collection not only benefited from the rise of Shanghai’s 

antique market, but also reflected the influence of quickly emerged new collectors in 

the early twentieth century. The decline of the Qing empire eventually ended the ruling 

and aristocratic classes’ exclusive authority over collection activities, freeing the 

pastimes to be absorbed by a wider spectrum of social classes. The merchant collector 

class was engaged first, a direct result of the disintegration of “four groups of people”, 

a hierarchical class structure that organized China for centuries. In the hierarchy of 

Chinese social values, merchants were at the bottom, artisans were a step higher but still 

below the farmers, and scholars were at the apex. Following the launch of modern 

industrialization during the late Qing period, the merchant class increasingly held key  
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Figure 1. 2 Fengyulou dengshi shumu 風雨樓鄧氏書目(Bibliography of Fengyulou)   
Mingguo shiqi sijia cangshu mulu congkan. Juan 10. Guojia tushuguan chubanshe, 
2012, p.285.  
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positions in industry, commerce and transportation. Through cooperation with the Qing 

government they also exerted broad influence on society and politics. They were not 

tied to a particular region or family lineage like traditional merchants had been. Their 

authority derived from the capitalist mode of production. They embraced its business 

model, organizational forms, employer-employee relationships and mercantile 

consciousness. Instead of putting money into land as traditional merchants did, modern 

merchants expanded their investment in industry, commerce and transportation which 

in turn gave them dominance over the economic system of the country. The rise of the 

merchant class blurred the line between gentry and merchants giving rise to the 

emergence of “gentry-merchants,” a particular class of gentry that embraced 

commercial occupations as a means of maintaining their social and economic status. 

With their rapid accumulation of wealth and influence, the merchant class became major 

collectors of Chinese art during the twentieth century. 64  Several records of these 

changes can be found. For example, Wanyan Jingxian 完顏景賢(1876-1926), a major 

collector from the Manchus family of the “Bordered Yellow Banner” in the late Qing 

Dynasty, recorded a  notable change in his circle of collectors during the last years of 

the Qing dynasty in his personal collection catalogue Sanyutang shuhuamu 三虞堂書

畫目(Collection of Painting and Calligraphy by Sanyutang). Wanyan mentioned his 

collection of bamboo paintings by Ke Jiusi 柯九思 (1290-1343) was lost in the Gengzi 

                                                
64 Regarding the study of merchant and gentry-merchant sees Ma Min 馬敏 edt., “Xinhai 
geming bainian jinian wenku: xinhai geming qianhou de guanshenshangxue 辛亥革命百年紀

念文庫-辛亥革命前後的官紳商學 Huazhong shifan daxue chubanshe, 2011. p.387. 
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Year (1900), but later found in the collection of Pang Yuanji 龐元濟 (1864-1949), a 

wealthy gentry merchant in Shanghai. Similarly another painting, “Four Views of 

Landscape” by Xia Gui 夏圭 (ca.1180-1124) was once owned by Li Zaxian 李在铣 

(active late 19th century), a prefecture chief in Tianjin but found its way into the 

collection of Cheng Dingyi 程定彞 (1863-1934), also a gentry merchant. 65  

 

After the merchant class, the next group to emerge as collectors was the 

bourgeois intelligentsia represented by Deng Shi and his generation of Chinese 

intellectuals. Deng Shi’s educational background and career in publishing was a 

departure from the conventions of traditional literati. He studied both Confucian classics 

and Western subjects. He didn’t completely surrender his ambitions to be an official, 

having prepared for and eventually taken the imperial examination in 1903 before the 

system was abolished in 1905.66 However like others in the bourgeois intelligentsia, 

success was not through government but through alternative leadership roles in 

organizations like the National Essence Movement or through independent publishers. 

In the past traditional intellectuals, or literati, depended on the ruling class to obtain 

social and economic status, primarily through the imperial examination system. In 

                                                
65  Wanyan Jingxian.  Sanyutang shuhuamu. thread-bound edition, Peking,1933. Regarding 
circulation of Xia Gui’s painting and the biography of Cheng Dingyi, see Lu, Ling-en. 
“Collecting paintings in a revolutionary age: the story of a Song masterpiece in old Shanghai” 
Orientations, November/December 2012, 96-102. 
66 Wang Ling. “Deng Shi wenhua sixiang yanjiu”, 2009, pp.5-9. 
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contrast the bourgeois intelligentsia was a new socioeconomic group that was mobile, 

educated and financially independent. As politicians, educators and publishers, they 

were widely influential in the economy, politics, and social norms of the time.67 The 

substantial size of Deng’s personal collection undoubtedly reflected the economic 

capability of this rising bourgeois intelligentsia.  

 

A Non-traditional Collector 

In 1909 Deng Shi published the landscape painting “Crowing Rooster and 

Stormy Weather” by Wang Hui王翬(1632-1717). The painting had been commissioned 

by Tang Yuliang 唐宇量 (1607-1676), who together with Tang Yuzhao 唐宇昭(1602-

1672), was known as one the Two Brothers of Tang that refused to serve the Qing after 

the Ming dynasty was overthrown by the Manchus. The painting was painted in 1662 at 

the very beginning of the Kangxi reign (1661-1722) when the Han rebellion was 

resisting the growing Qing empire and Han intellectuals made veiled criticism 

through literature and painting. As collectors, Tang Yuliang and Tang Yuzhao might 

have been uneasy about the appearances of their collection. The painting of “Crowing 

Rooster and Stormy Weather” depicted a thatched hut weathering a storm that brought 

                                                
67 A comprehensive discussion of the urban intelligentsia, see Li Mingwei 李明伟. Qingmo 
minchu zhongguo chengshi shehui jieceng yanjiu 1892-1927 清末民初中國城市社會階層研

究 1892-1927 Research on the Social Stratum in the Late Qing Dynasty and the Early Period of 
the Republican China (1892-1927). Beijing shehui kexueyuan chubanshe, 2005, pp. 303-376. 
The author analyzed income conditions and social life of the Chinese urban intelligentsia and 
evaluated their role in Chinese society from the late Qing to early republican China period.   
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chills, noise, and darkened sky. The frail-looking scholar who sat under the roof of the 

thatched hut looking anxious was certainly a portrait of Tang Yuliang. It probably was 

also a self-portrait of Deng Shi. In the comments of the painting  Deng Shi wrote that 

the painting was an exact portrayal of his chamber.68 (Figure 1.3 ) Born at the end of the 

Qing dynasty, Deng Shi lived through the collapse of China’s last empire, “Chamber 

with Winds and Rains” reveals Deng Shi’s view on his own collections and publications 

which swelled along with the social and political upheaval, which were deeply reflective 

of and embedded within the late Qing crisis. 

 

Under the publishing name Fengyulou, Deng Shi released Fengyoulou congshu 

風雨樓叢書 (Fengyulou Book Series, 1910-1911), Fengyulou shancui 風雨樓扇粹 

(Painting and Calligraphy in Masterpieces of Fan Collected by Fengyulou, 1911-1915), 

and Fengyulou miji liuzhen 風雨樓秘笈留真 (Fengyulou Rare Book Reproduction, 

1915-1917). In these publications Deng Shi included manuscripts scattered from the 

famous book collections of Wupingzhai 吳平齋, Shijingge 石經閣, and Lingjiange 靈

鶼閣. (Figure 1.4) 

 

                                                
68 The painting was in the collection of Shen Tingyong, one of the early members of Guoxue 
baocunhui. This painting was published in the Shenzhou guoguang ji, no.11, 1909. 
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                                        Figure 1.3 Wang Hui. Chamber with Winds and Rains.  
                                        Shenzhou guoguang ji, no.11, 1909.  
                                        Rare Manuscript Collections, Cornell University   
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Figure 1.4 Fengyulou miji liuzhen 風雨樓秘笈留真  (Fengyulou Rare Book 
Reproduction), published from 1915 to 1917. A book series contains ten manuscripts. 
Ancient Book Department, the Shanghai Library. 

 

 

The word “Fengyulou” was also used in many of Deng Shi’s personal seals. As 

a collector, Deng Shi had more than 40 personal seals (Appendix 1).  These seals were 

found in Deng’s book collection, rubbing collection, and painting and calligraphy 

collection. Besides seals fashioned after his given name, style name and assumed name, 

the inscription of Deng’s seals extended to literary quotations such as “jiming 

fengyulou”, “fengyulou cangshi”, and “jiming fengyulou cangshuji.” (Figure 1.5) 

Aesthetically, Deng’s seal script mimicked inscriptions on ancient bronze vessels and 

measures. Characters were sometimes arranged in a gridded frame style popular during 

the Qin dynasty (221 B.C.-206 B.C.). The simple and unsophisticated aesthetic of Deng 

Shi’s personal seals resembled that of his ancient seal collection from the Pre-Qin 
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(before 221 B.C.) to Qin-Han periods (221 B.C.-220 A.D). It also reflected changes that 

occurred in the understanding of seals from the late Qing to the early Republic. During 

this time many ancient seals and seal records were unearthed through archaeological 

digs or railway construction allowing collectors and seal carvers access to better and 

more complete studies on ancient seals from China’s past. Carvers appropriated text 

found on ancient bronze vessels, mirrors, currency, measures, edict boards, and tablets 

into their seal creations. As a result, seal script in the late Qing and the early Republican 

periods moved away from the exquisite carving and decorative styles used in the late 

Ming and early Qing. 

 

 

 

               Figure 1.5 Deng Shi’s seals with the word of “Fengyulou” 
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In 1910 Deng Shi asked Xu Xinzhou 徐新周 (1853-1925), a well-known Wu 

school seal carver, to produce a special seal for him.69 The soapstone seal was about 

1.5-inches tall and engraved with twelve Chinese characters “Shunde Dengshi 

Fengyulou guwu ji” 順德鄧氏風雨樓珍藏古物記 (Seal of Fengyulou Antiquities of 

Deng family from Shunde. (Figure 1.6) Deng applied the seal on his various collections 

including his rare book, painting, calligraphy, coin rubbing, ancient clay teapot and 

rhinoceros horn carving collections. Importantly, in this seal Deng Shi applied a term 

“guwu”古物, literally “ancient objects” , to express his perspective on collection and 

collecting during his times.  

 

Figure 1.6 Seal of “Shunde Dengshi Fengyulou guwu ji”, carved by Xu Xinzhou in 
1910.  The seal was sold in the 2012 Xiling Autumn Auction. Lot.658 
 
 

                                                
69 Xu Xinzhou was a student of Wu Chuangshuo (吳昌碩, 1844-1927), who was the founder of 
Wu School seal carving. The seal used translucent furong, a type of soapstone named 
shoushanshi from Fujian province in Eastern China.  
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The use of the term guwu didn’t become popular until the early twentieth century, 

surpassing “gudong” 古董 as the most common term for antiques. In the literature of 

Ming connoisseurship, the classification of gudong was clearly established and included 

shuhua (Chinese painting and calligraphy), jinshi (bronze and stone objects with 

inscription) and other forms of collectible items such as ceramics, jewelry, jade and 

lacquerware. At the time various rationales for collecting gudong were crystallized in 

Gudong shisan shuo 骨 董 十 三 說 (Thirteen Commentaries on Antiquities). 70 

Nevertheless, gudong was a special sort of word used generally to refer to an item in its 

‘commodity phase’, i.e. subject to the conditions of the market.71 A late alternative term 

to guodong is “guwan” 古玩 with “wan” meaning to play or to have fun. The term 

suggests ‘collecting’ as a pleasurable pastime. Accordingly, calligraphy and painting 

were often excluded from “guwan”. This is because both “calligraphy and painting had 

morally positive aspects: at the personal level, they could be a means of self-cultivation; 

at the social level, they could facilitate moral teaching and even political ideology.” 72 

By contrast, guwu referred to an all-embracing category of antiquities. It also implied 

that private collection was a part of national heritage in the process of modern nation-

building. In the first years of the Republican era (1912), two public institutions had been 

                                                
70 Dong Qichang 董其昌. Gudong shisanshuo 骨董十三說 (Thirteen Commentaries on 
Antiquities). Zhao Jin 赵菁 ed., Di 1 ban. Jincheng chubanshe, 2012. 
71 Regarding the connotation of term gudong see Clunas, Craig, Superfluous Things: Material 
Culture and Social Status in Early Modern China, University of Hawai’i Press, 2004, p.89.  
72 On a classification of traditional collectible see Bai, Qianshen. “Antiquarianism in a Time of 
Crisis: On the Collecting Practices of Late-Qing Government Officials, 1861-1911”, World 
Antiquarianism: Comparative Perspective, Alain Schnapp, edt. Los Angeles: Getty Research 
Institute, 2013, p.393. 
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established with the term guwu in their titles: the Institute for Exhibiting Antiquities 

(Guwu chenliesuo 古物陳列所) and the Nanjing Institute for Preserving Antiquities 

(Nanjing guwu baocunsuo 南京古物保存所).  Then in 1916 the first national law 

related to the preservation of Chinese ancient objects, called “Guwu baocun fa” 古物保

存法, was launched.  As scholar Wang Cheng-hua has noted, “The term guwu seems to 

have become the keyword for the discourse of heritage preservation around 1914, in the 

first years of the Republican era. In commercial publications, government documents, 

and the titles of public institutions, guwu as a standardized term conveyed a 

sociopolitical agenda of heritage preservation and public exhibition, the proper way to 

treat objects made in the long course of Chinese history.” 73 Deng’s early adoption of 

the term is testimony to his pioneering role in the nation-building movement. Deng Shi 

used his seals to authenticate his collection as well as transmit his authority as taste-

maker in service of the progressive ideas he promoted. 

 
 

Hence, in many aspects Deng Shi attempted to differentiate his activities from 

traditional Confucian scholar-officials who saw collecting as “wanwu sangzhi” 玩物喪

志, literally pursuit of petty pleasure against high aims. Instead of an elite pastime for 

an exclusive society, Deng Shi saw a country in crisis that needed new modes of 

                                                
73  Wang Cheng-hua. “New Printing Technology and Heritage Preservation: Collotype 
Reproduction of Antiquities in Modern China, circa 1908-1917”. Fogel, Joshua A., editor. The 
Role of Japan in Modern Chinese Art. Global, Area, and International Archive/University of 
California Press, 2012, p.294. 
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collecting oriented towards progressive societal goals. Bai Qianshen has pointed out “as 

a form of cultural activity, collecting has traditionally been viewed in China as an 

element or symbol of a reign of peace, order, and prosperity. Confucian scholar-officials 

perceived themselves as responsible for the state of the empire. But in a time of disorder, 

officials, especially senior officials, would be likely to perceive a serious moral conflict 

between their private collecting and their social duties.”74 An example of this conflict is 

seen in the case of scholar-official collector Wu Dacheng 吳大澂 (1835-1902), who 

was criticized for paying more attention to his collection than to his military 

responsibilities during the Sino-Japanese War. In the study of Wu Dacheng’s collecting 

practice Bai Qianshen told us that Wu Dacheng had warned himself against becoming 

too immersed in poetry, painting and art collection. To Wu Dacheng the ultimate goal 

of Confucian scholar must enable his monarch to run the country, not to gain fame as 

an artist. Any Confucian scholar with an interest in art and collecting must always be 

concerned about the danger of wanwu sangzhi. 75 Unlike traditional Confucian scholar-

officials Deng Shi didn’t have a moral conflict because he saw his private collection as 

a vehicle to promote a vision of Chinese national heritage while preventing ancient 

relics and antiquities from being sold to foreign collectors. 

 

                                                
74 See Bai Qianshen. “Antiquarianism in a Time of Crisis: On the Collecting Practices of Late 
Qing Government officials (1861-1911)”, in Shchapp et.al., World Antiquarianism: 
Comparative Perspectives. Getty Research Institute, 2013, p.388. 
75 Ibid., pp.386-403. 
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As early as 1907, Deng Shi added a column called “Patriotic Miscellany” 

(Ai’guo suibi愛國隨筆) to the publication of Guocui xuebao, largely to report activities 

related to foreign explorers, buyers and collectors. It included new discoveries in 

Shaanxi by German archaeologists, excavations by the second expedition of the 

Japanese Otani Kozui 大谷光瑞(1876–1948) of Buddhist sites in Gansu  and Xinjiang 

in the western region of China, the Louvre’s Far East Asian collection, and the 

adventures of Frits Vilhelm Holm (ca. 1881-1930), who went to great lengths to copy 

the Nestorian Stele in Xi’an and send it back to Europe.76  In 1908 Deng Shi reported 

the sale of the Bisonglou Collection, which was considered one of the greatest private 

collections in Chinese history.77 The original owner of this collection was Lu Xinyuan 

陸心源 (1838-1894), whose collection comprised 4000 individual titles in some 50,000 

volumes. The Song editions (960-1279) amounted to 127 titles. In 1907 the collection 

was sold to Iwasaki Yanosuke 岩崎彌之助 (1851-1908) with the help of Shimada Kan 

岛田 翰 (1879-1915), a Japanese Sinologist who played an intermediary role in 

introducing Iwasaki Yanosuke to Lu Xinyuan’s son and helping them make the final 

sale agreement. Soon after the purchase Shimada published his research on Provenance 

Studies of Bisonglou Collection (Bisonglou cangshu yuanliukao 皕宋樓藏書源流考, 

1907). Chinese book collectors saw the sale as an inexcusable submission to a foreign 

power and expressed their anger and sorrow in the form of poems. The poems were 

                                                
76 See Guocui xuebao, no1, 1908; no.8, 1907; no. 12. 1909. 
77 Guocui xuebao, no.6, 1908. The Collection of Bisonglou forms the basis of the present-day 
Seikado Bunko 靜嘉堂文庫 in Tokyo, one of the greatest Chinese libraries in the world. 
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selected by Deng Shi and published in the National Essence Journal as a rebuke to 

China’s national heritage loss.  

 

 As a collector Deng Shi was known for his commitment to protecting Chinese 

ancient objects and relics. In the early summer of 1913, Deng Shi heard news from his 

friend Hua Zhuqiao 華竺橋 (active early 20th century) about unearthed epigraph stelae 

from the sixth century in the regions of Zhangde  and Cizhou, located in the old capital 

area of Eastern Wei (534-550) and Northern Qi (550-577). The discovery caught the 

attention of foreign buyers, goading Deng Shi to immediately leave Shanghai for that 

region.  On the 25th of May after ten days of travel, Deng Shi arrived in Zhangde to 

meet his friend Hua Zhuqiao. Hua introduced Deng to local farmers from whom Deng 

purchased seven newly excavated epigraphy stelae and three Buddhist statues. During 

his short visit Deng Shi conscientiously studied the local stelae noticing that many of 

them were severely damaged due poor preservation. Although the local government 

announced a prohibition on the excavation and confiscated some of the unearthed stelae, 

local farmers in Zhangde and Cizhou were incentivized by market demand for ancient 

epigraph stelae and continued to excavate at the expense of crop fields, arousing bitter 

conflicts for access to burial sites. On the return trip, the ship which carried Deng’s 

purchase was suspended in Hankou, caught in a dispute between the Beiyang 

government led by Yuan Shikai and the local anti-Yuan KMT (Chinese Nationalist 

Party). Not until mid-June was Deng Shi able to ship his purchase of stone steles back 

to Shanghai. After arriving they were displayed in the Shenzhou publishing house. Later 
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photos of the stone stelae were published along with Deng’s evidential study in 

Shenzhou guoguang ji. 78 Around the same period Yuan Kewen 袁克文 (1889- 1931) 

and other members of Guoxue baocun hui were similarly driven to compete with foreign 

buyers when they attempted to rescue newly discovered Tang Buddhist statues and Tang 

stone stelae found in the Luoyang  area during railway construction. 79 (Figure 1.7)  

 

Deng Shi’s advocacy for the protection of national learning and national essence 

was recognized among collectors, many of whom felt more comfortable selling their 

collections to Deng than bequeathing them to their children. For these collectors Deng’s 

stewardship was an assurance that their collections would not move abroad. One 

example was the Songjiang collector Gu Xun 顧薰 ( active in the late nineteenth and 

early twentieth centuries) who had a collection of Han seals assembled over forty years. 

Gu was deeply concerned his collection would fall in foreign hands. His two sons 

admired Western life and learning and had little interest in ancient Chinese learning. To 

                                                
78 This experience was reported by Deng Shi in Shenzhou daguan 神州大觀 (Panorama of the 
Divine Land), no.4, 1913. Deng’s publication included ten epitaph stelae, four of them from 
Deng’s own collection, the other six from the collection of the local regional assembly in 
Cizhou. Deng’s introduction included the scale of stela, size of inscribed characters and a study 
of epigraph content. In reading an epigraphy attributed to Tuoba Zichong, a great-grandson of 
Tuoba Huang 拓拔晃(428-451) and a son of Tuoba Zitui 拓跋子推 (?-477), Deng Shi found 
that official titles regarding Tuoba Huang and Tuoba Zitui mentioned in the epigraphy had never 
been recorded in the History of the Northern Dynasties, one of the official Chinese historical 
works in the Twenty-Four Histories canon. Deng regarded official names and place names 
recorded from the ancient inscribed stelae as valuable supplementary historical records. 
79 The event was recorded in “Jilu yutan” in Shenzhou guoguang ji, no.  20, 1911. 
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prevent the loss of his collection Gu decided to sell the collection to Deng rather than 

keep it in his family. 80   

 

 

 

Figure 1.7 Tang Stone Buddhist Statue (ca.558), purchased and photography by  
Yuan Kewen published in Shenzhou guoguang ji, no. 20, 1911. 
 

              

                                                
80 Deng Shi. “Jilu yutan”, Shenzhou daguan, no.16, 1922. 
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In spite of the fact that Deng Shi quickly made a name as an important collector 

he preferred to identify himself as a publisher. Deng Shi often shared his knowledge of 

authentication with his readers while also trying to differentiate himself from collectors 

and connoisseurs. (Figure 1.8) Regarding book collecting Deng Shi felt that collectors 

valued rarity and possession, an approach emblematic of traditional collecting as an elite 

pastime. Instead he argued that the real way to preserve ancient learning was to select 

good editions, carefully proofread them, then publish what you have so that more 

readers can own books and access their learning. 81  The term for “collecting” and 

“collection” in Chinese is “shoucang’ 收藏.  Shoucang implies a certain degree of 

importance and a sense of secrecy which is lost in direct translation. When used as a 

verb, the original meaning of “cang”, (or collection in English) means “to reserve” or 

“to hide”. However, with the emergence of the nation state possessive modes of 

collecting became problematic. To Deng Shi, the traditional approach of collecting and 

appreciation did more harm than good for the cause of preserving ancient learning and 

culture by limiting access. The solution to declines in Chinese learning was to increase 

access by building public libraries, public museums, and encourage more publications.  

 

                                                
81 Deng Shi. Afterward of Guxue huikan 古學匯刊 (Compilation of Ancient Learning), 1912. 
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                     Figure 1.8 Deng Shi. “Jilu yutan” 輯錄余談 (Editorial Notes) , 
                     Shenzhou daguan, no.16, October 1922. From 1911 to 1922 
                     in the “Editorial Notes” Deng Shi reported information of his  
                     collection, including authentication, circulation and aesthetic  
                     review. This issue is housed in the Ancient Book Collections  
                     of the Zhejiang Provincial Library. 
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Deng Shi cited Gui Zhuang’s 歸庄(1613-1673) opinion on book collecting, writing that 

“if books were inaccessible to a wide audience, they had suffered from a kind of 

‘imprisonment’ (youqiu 幽囚) which would lead to their eventual extinction.” 82 Hence, 

Deng Shi argued that “the treasure of the nation” should not be hidden in private 

collections. His publications aspired to bring together collections from private collectors 

in hopes of distributing their contents to as many as possible.”83  

 

Deng Shi’s role model as a collector and publisher was Mao Jin 毛晉(1599-

1659). Mao Jin was known for collecting and publishing rare and hand-copied books 

from the Song and Yuan periods. His book collection was housed in a main building 

called Jiguge 汲古閣(Pavilions for Examining Antiquity). Over about forty years 

between the late Ming and early Qing, Mao worked with a team of copyists, editors, 

proofreaders, carvers and printers to publish more than six hundred titles. Even during 

the publishing decline in China between 1641 and 1642 caused by natural disasters, 

Mao managed to complete his printing of “Seventeen histories” through the sale of three 

hundred acres of fertile land. 84 To Deng Shi, Mao was a model of virtue. His work in 

                                                
82 Deng Shi. Preface of Shenzhou guoguang ji, no.1,1908. 
83 Ibid., Preface of Shenzhou guoguang ji, no.1,1908. 
84  Behind the Jiguge were nine buildings housing Mao’s library of more than eighty-four 
thousand juan.  The book collection buildings constructed included: the Chamber of Ancient 
literature Absorption, the Re Geng Building (The Daily Plowing Building), the Ding Zu House 
(the Cauldron Foot House), Bao Yong Hall (the Hall of Precious Use), the Shang Lian Pavilion 
(the Double Lotus Pavilion), Du Li House (the Etiquette Learning House), Zai De Hall (the 
Moral Record Hall), Xu Gu Thatched Cottage(the Thatched Cottage of Continued History), the 
Fan Hua Building (The Booming Flower Building), the String Song Thatched Cottage, etc. 
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collecting and publishing safeguarded cultural continuity by provided a bulwark against 

dispersal and destruction even after dynastic change took place.85  

 

Founding the Guoxue Baocunhui Library 

 Motivated by the goals of national essence and national learning, in 1906 Deng 

Shi, Huang Jie and Liu Shipei combined their personal book collections to establish the 

Library of the Association for Preservation of National Essence (Guoxue baocunhui 

cangshulou 國學保存會藏書樓) with 50,000 volumes in Shanghai.86 (Figure 1.9) That 

same year Liu Shipei published his important essay arguing for the necessity of building 

cangshulou in China. Although the term “cangshuolou” 藏書樓(store houses of books,) 

did not refer to libraries in the modern sense, Liu’s article established the rationale for 

creating a library-like program that could spread learning and scholarship across the 

country. Books housed in the palace, hidden in a private collection or preserved in a 

remote place could not contribute to reviving ancient learning.87  Liu’s position reflected 

the rising consciousness of new modes of communication as a means to promote 

Chinese learning.  

                                                
Carvers and printers were housed in different buildings in the same workshop complex. In 1642 
Mao’s friend Wang Xia 王咸 made ‘Jiguge’ into a painting. It is a small painting but surrounded 
by thirty-six colophons contributed by scholars and collectors through the Qing period and the 
Republic of China.  On the brief introduction of Mao Jin, see Chow, Kai-wing. Publishing, 
Culture, and Power in Early Modern China. Stanford University Press, 2004, pp.72-73. 
85 See Deng, Shi. Preface for Guxue huikan,1912.  
86 The report of the opening of Guoxue baocunhui cangshulou see Guocui xuebao, no.8, 1906.  
87 See Liu Shipei. “Lun Zhongguo yijian cangshulou” 論中國宜建藏書樓( A Discussion on 
the Necessity of Building Library in China), Guocui xuebao, no.2, 1908. 
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Figure 1.9 Photo of the Opening Ceremony of Guoxue Baocunhui Cangshulou.  
From left to right, Shen Tingyong, Guest, Huang Jie, Deng Shi, Gao Tianmei, Zhu 
Baokang, Maohe, Guest, Guest, Guest, Wen Yongyu, Lu Shaoming and Guest. 
Guocui xuebao, no.10, 1906. 
 

 Liu’s essay appeared three years after the founding of the Library of Guyue 

(Guyue cangshulou 古越藏書樓) in 1903 by Xu Shulan 徐樹蘭(1837-1902). Xu was a 

late Qing official who donated more than 70,000 volumes of his private collection to 

the public, creating the rudiments of the modern library in China. Compared to the 

Library of Guyue, the Library of Guoxue baocunhui targeted Guoxue’s readers while 

serving as vehicle for advancing the National Essence Movement. Its first location in 

Shanghai was Tiema Road (Tiema lu 鐵馬路) and North Elgin Road (Ai’erjin lu 愛而
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近路) but was later moved to Sima Road, now Fuzhou Road, for a better public access. 

By gathering private donations from members, the rare books and manuscripts of 

Cangshulou increased to 150,000. 88   

 

In 1907 a special room was arranged in same building of Cangshulou for the 

display of art and natural science specimen collections.89 The collections came from 

members of Guoxue baocunhui and included ancient books, ancient artifacts and natural 

science specimens. For example, in 1908 Luo Zhenyu 羅振玉 (1866-1940) donated ten 

pieces of inscribed ancient pottery fragments and several ancient clay coin moulds 

including one banliang 半兩 or a half tael mould and one blade shaped coin mould of 

the Qi State (771 BC to 221 BC).90 The same year Huang Binhong donated a painting 

by Dong Xiaochi 董小池 (1740-1812) and a calligraphy by Huang Ruheng 黃汝亨 

(1558-1626). Meanwhile Deng Shi and his colleagues also travelled extensively to meet 

collectors and purchase their collections or acquire collections for photography. Trips 

were made to Jiangsu, Zhejiang, Anhui, Shaanxi, Shanxi, Shandong and Guangdong, 

among others. 91  In 1908 Huang Jie visited Guangdong where he contacted local 

collectors including the Ye Family in Panyu and Ma Family in Shunde who agreed to 

lend their collections for publication. Huang returned to Shanghai with several items 

                                                
88 See “Guoxue baocunhui baogao”, Guocui xuebao, no.2, 1908.    
89 See “Guoxue baocunhui baogao”, Guocui xuebao, no.2,1907. 
90 See “Guoxue baocunhui baogao”, Guocui xuebao, no. 8,1908.   
91 See Advertisement of No.2 in Shenzhou guoguang ji, no.1, 1908.  
 



 

66 

 
 
 
 

including a rubbing copy of stone stele Yuanyoudangbei,92 two pieces of calligraphy by 

Chen Gongyin 陳恭尹(1631-1700) and one plum blossom painting by Shitao 石濤 

(1642-1707).93 In 1909 Chen Qubing  陳去病(1874-1933) took his trip to Shaoxing of  

Zhejiang , where he  saw a calligraphy piece by Ming loyalist Qi Zhijia 祁豸佳(1594-

1683) at his friend's place. Chen took the photo of the Qi’s calligraphy and later the 

piece was published in Guocui xuebao.94 

 

            To a certain degree the Library of Guoxue baocunhui also functioned as a 

primitive public museum. The first public museum administered by Chinese was the 

Nantong Museum (Nantong Bowuyuan 南通博物苑) and opened in 1905. Founded by 

Zhang Jian 張 謇 (1853-1926), a well-known politician, official-entrepreneur and 

member of Guoxue baocunhui, The Nantong Museum functioned as both a natural 

history museum and art museum. Prior to that all museums were run by foreigners and 

no art-specific museum had yet been established in China. The Sikowei Museum in 

                                                
92 The rubbing copy of Yuanyou dangbei 元祐黨碑, a stone stele which was considered an 
important historical document about “Disaster of Partisan Prohibition” (Danggu zhi huo 黨錮

之禍) in the North Song, as well as a masterpiece of calligraphy. On the study of the stone stele 
see Wang Chang 王昶 (1725-1806), Jinshi cuibian 金石萃編, in Xuxiu siku quanshu 續修四庫

全書 (Supplementary to the Complete Library of the Four Treasuries) (Shanghai: Shanghai guji 
chubanshe, 1995), v.891, 144:16.  Lu Xinyuan 陸心源 (1834-1894), Yuanyou dangrenzhuan 
元祐黨人傳 (Biographies of Yuanyou Partisans), in Xuxiu siku quanshu, (Shanghai: Shanghai 
guji chubanshe, 1995), v. 517, 1:12-13.  
93 Huang’Jie s trip to Guangdong reported in “Guoxue baocunhui baogao”, Guocui xuebao, 
no.40, 1908. 
94 Chen Qubing’s trip to Shaoxing, reported in “Guoxue baocunhui baogao”, Guocui xuebao, 
no. 58, 1909. 
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Shanghai, founded in 1868 by the Frenchman Pierre Heude (1836-1902), focused on 

natural history. Similarly, the Shanghai Museum founded in 1874 by the North China 

Branch of the Royal Asiatic Society included anthropology, art, archaeology, zoology, 

botany, and geology divisions. These museums concentrated more or less on collecting 

natural history specimens and were all related in some way to missionaries in China.  

 

To help conceptualize the role of the modern museum in China Deng Shi 

considered elements of Western international law. He cited passages from the “Elements 

of International Law” by Henry Wheaton (1785-1848), originally published in 1836 and 

republished in Chinese as Wanguo Gongfa 萬國公法  in 1864. Legal provisions 

presented in the book demonstrated that by the late nineteenth century some Western 

voices had begun to call for a civilizing of warfare to prevent unnecessary destruction. 

Introducing the importance of the modern museum and library to his readers, Deng cited 

Wheaton’s “Elements” to argue that when battle took place between two conflicted 

nations the records of historical objects should be exempted from the ravages of war 

and secured, as far as possible, even from its accidental operation. 95  

 

            According to Liu Shipei’s 1908 report, Deng Shi visited the Tokyo National 

Museum in Japan that year. The Tokyo National Museum was established in 1872 

                                                
95 See “Guoxue baocunhui jingzheng bowu meishupin qi” 國學保存會敬徵博物美術品啟 
(Collecting Natural Science and Art Notices) Guocui xuebao, no.8, 1907. The same notice was 
again published in the first issue of Shenzhou guoguang ji in 1908. 
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following a long involvement with the National Industries Exhibition. Located in Ueno 

of Tokyo, it was a comprehensive museum with a wide-ranging collection covering 

history, art and natural history, and included a library and zoo. Beginning in 1888 it 

became a part of the Imperial Museums. The Ueno museum building that Deng Shi saw 

on his trip was a two-story brick building designed by the English architect Josiah 

Conder (1852-1920) with two small decorative domes topping the center roof and a 

ground floor devoted to artwork display. On his visit Deng Shi experienced the 

museum’s large collection, a symbol of Japanese national pride, with his own eyes. 

Based on a recollection by Liu Shipei, the museum displayed a wide range of ancient 

art and objects from around world. It not only displayed Japanese ancient stelae but also 

Tang dynasty stelae and even ancient stelae from Egypt. The collection included 

Chinese painting and calligraphy, ancient Chinese medicine books, and ancient Chinese 

dictionaries such as Yupian 玉篇 (Jade Book), Guangyun 廣韻 (the Rhyme Book of 

Guangyun). Also displayed were historical documents related to the diplomatic 

relationship between China and Japan such as a Ming imperial edict issued to Toyotomi 

Hideyoshi 豊臣秀吉(1537-1598). 96   

 

Deng Shi’s visit to Japan coincided with a fashionable pastime among late Qing 

progressive intellectuals to visit modern museums and libraries abroad with an eye 

towards introducing them to China. In 1904 Kang Youwei left to Europe, traveling from 

                                                
96 The trip was reported by Liu Shipei in Guocui xuebao, no.3, 1908.   
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Penang Island in Malaysia and through British Ceylon. Between 1904 and 1905 Kang 

visited major historic relics and museums across eleven European countries including 

England, Italy, Switzerland, Denmark, Germany and France. 97 Returning from his trip 

Kang Youwei voiced strong support for the preservation of Chinese antiquities and 

relics using the experience of Western countries. He argued that China should build 

libraries and museums to preserve, display and glorify Chinese heritage and ancient 

culture instead of collecting artefacts as a pastime, hiding them in the cabinets, or even 

burying them with the dead.98  One year after Kang Youwei’s trip, the high Qing official 

Duanfang 端方(1861-1911) also went abroad visiting Japan, the United States, the 

United Kingdom, France, Germany, Denmark, Sweden, Norway, Austria, and Russia. 

Duan’s trip began in late 1905 and ended in August the following year. In the United 

State he traveled with a delegation studying the political, business, educational, and 

social institutions of America and Europe. He was so impressed with the Field Museum, 

then barely ten years old, that he sent a stone stele from his personal collection as a gift 

and token of his appreciation.99 It was in this historical context that Deng Shi made his 

impressionable visit to Japan and the National Museum in Tokyo. Deng Shi’s visit 

strengthened his resolve to raise public awareness around the importance of Chinese art, 

                                                
97 See Kang, Youwei. Ouzhou shiyiguo youji liangzhong 歐洲十一國遊記兩種 (Notes on My 
Travels in Eleven European Countries) Yuelu shushe, 1985. 
98 See Kang, Youwei. Baocun zhongguo mingji guqi shuo 保存中國名跡古器說. It was 
published in 1913. Wanwu caotang lunyi 萬木草堂論藝 (Discussion of Art at Wanmu 
caotang)  Rongbaozhai chubanshe, 2011, pp. 173-183. 
99 See Niziolek, Lisa C., et al., editors. China: Visions through the Ages. The University of 
Chicago Press, 2017, pp.21-22.  
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the loss of ancient relics, and the need to establish public libraries and museums that 

were owned by Chinese themselves. 

 

From Private Collection to Public Heritage 

           In 1907 Deng Shi began adding Chinese art to Guocui xuebao. The majority of 

paintings and calligraphy came from the collection of Guoxue baocunhui whose 

growing size was soon sufficient to publish an art journal. In early 1908 Deng Shi 

launched Shenzhou guoguang ji which introduced the public to the collection’s breadth 

of Chinese traditional art from paintings, calligraphy, rubbings, inscribed stone stelae, 

Buddhist sculptures, and bronze vessels. (Figure 1.10) All the objects published in the 

journal were sourced from private collectors whose names were introduced next to their 

collection in the journal.  

 

In the preface Deng Shi acknowledged a particular group of major collectors: 

Shen Tingyong 沈廷鏞 (?-1921), Shen Tang 沈塘 (1865-1921), Zheng Wenzhuo 鄭文

焯 (1856-1918), Luo Zhenyu, Yang Baoyong 楊寶鏞 (1869-1917) and Wang Bogong 

王伯恭 (1861-1921). All were the members of Guoxue baocunhui.100  Shen Tingyong, 

Shen Tang and Yang Baoyong were native of Suzhou.101 Shen Tingyou came from a 

family of collectors who inherited the collection of Jianqu Book Estate (Jiangqu  

                                                
100  Regarding to Shen Tingyong see Fan Yanqiao 范烟橋. “Jiangqu shuzhuang guwu” 江曲書

莊古物 in Chayanxie 茶烟歇. Shanghai shudian chubanshe, 1989, p.62.  
101 Deng Shi. Preface for Shenzhou guoguang ji, no.1,1908.  
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Figure 1.10 Shenzhou guoguang ji, published from 1908 to 1912. 
                       Deng Shi included many of his collection in this bimonthly art journal. 
                       Rare Manuscript Collections, Cornell University. 
 

江曲書莊) from his family. Shen Tang was a well-known painter who taught at the 

Lianghu Normal University (Lianghu shifan xuetang 兩湖總師範學堂) in Wuchang 

until the outbreak of the Xinhai Revolution.102 Both Shen Tingyong and Shen Tang were 

among the earliest members of Guoxue baocunhui. Yang Baoyong was a son of Yang 

Qitang 楊憩棠(active 19th century), a wealthy merchant who made his fortune from 

                                                
102 A recent study of Shen Tang and his painting, see Feng Dehong 馮德宏. Qingmo minchu 
suzhou huajia Shentang 清末民初蘇州畫家沈塘 (Suzhou Artist Shen Tang of Late Qing 
Dynasty and Early period of the Republic of China). Shoucang 收藏(Collections).  no,12, 2015, 
pp.22-27. 
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Shanghai real estate.103 Supported by his family fortune Yang Boyong collected a large 

amount of painting, calligraphy and jinshi objects. Luo Zhenyu, Zhen Wenzhuo and 

Wang Bogong were late Qing official-collectors. Wang Bogong was a high-ranking late 

Qing official-collector who had been appointed as instructor at the Directorate of 

Education (Guozijian xuezheng 國子監學正 ), the highest administrative unit for 

educational institutions in traditional China. In that role he worked with Zhang Zhidong 

張之洞 (1837-1909), the Governor of Shanxi Province, Viceroy of Huguang, 

Liangguang and Liangjiang, and a member of the Grand Council. As a late Qing official, 

Luo Zhenyu supported the Hundred-Day Reform and in 1896 he established the 

Agriculture Study Association (Xuenong she 學農社) in Shanghai to introduce modern 

agricultural knowledge from Europe, America, and Japan. Under the name of 

Tangfenglou 唐風樓 (the Building of Tangfeng) , Luo Zhenyu contributed his collection 

of paintings and many new acquisitions such as tomb objects and stone stelae, to be 

published by Deng Shi. Zhen Wenzhuo was another enthusiastic supporter of Deng 

Shi’s publication. Zheng served in the Ministry of Interior during the early Guangxu 

period and assisted the Provincial Governor of Jiangsu for about forty years while he 

stayed in Suzhou. After Deng Shi launched Shenzhou guoguang ji, Zheng Wenzhou 

                                                
103  Regarding Yang Qitang’s business see Xiong Yuezhi 熊月之. editor.  Xijian Shanghai 
shizhi ziliao congshu 2 稀見上海史志資料叢書 2 (Rare Materials of Shanghai History 
Records vol.2) Di 1 ban ed., Shanghai Shudian chubanshe, 2012, p.318. 
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wrote to Deng Shi commending Deng’s contribution to glorifying Chinese ancient art. 

In the letter Zheng mentioned that he would like to share his collection with Deng Shi 

and his readers, including a rubbing of Three-Type Stone Classics (Santi shijing 三體

石經) and a Tang calligraphy piece of the Goddess of Luo River (Luoshenfu 洛神賦). 

Zheng also promised that he would send some small scale of work which would be easy 

to photograph for the publication. 104 Despite their different political backgrounds, Deng 

Shi and his friends shared the same enthusiasm for reviving Chinese ancient art and 

culture and supported Deng’s publication as a means to glorify Chinese ancient art and 

culture.    

 

           After the first issue of Shenzhou guoguang ji was launched Deng Shi wrote that 

he received many requests from private collectors who were willing to contribute their 

collections for publication. This became a sustainable material source for Deng’s art 

publication over the next two decades. Beginning in 1909, Deng Shi also used the 

Shenzhou publishing house as an art agency where famous paintings and calligraphy 

from private collectors were consigned for sale, providing many opportunities for these 

paintings and calligraphy to be published. Deng Shi’s publications also included 

advertisements by his publishing house for purchasing books, rubbings, ancient bronze 

vessels, Buddhist statues, paintings, calligraphy from private collectors.105  Through 

                                                
104 The letter of Zheng Wenzhuo to Deng Shi, see “Tongxun” 通訊 (News), Guocui xuebao, 
no.8, 1908. 
105 See advertisement of “Guwu liutongchu” 古物流通處 (Agency for art and antiquities 
exchange) Shenzhou guoguang ji, no.12,1909. 
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these avenues Deng Shi was able to quickly gather a large amount of paintings, 

calligraphy, rubbings and other antiquities for his publication, further establishing 

himself and his colleagues the role of preservers of national heritage. 

 

Four months after Deng Shi’s publication of Shenzhou guoguang ji, Di Baoxian 

狄葆賢 (1873-1939), another important collector and publisher in Shanghai, launched 

Zhongguo minghua 中國名畫(Famous Chinese Painting). Di Baoxian 狄葆賢, also 

known as Di Pingzi 狄平子, was born into a late Qing official family. His father, Di 

Xuegeng 狄學耕 or Mannong 曼農, (active late nineteenth century), was a district 

magistrate in Jiangxi and a famous collector of paintings. Despite the relative comfort 

of his family life, Di became a disciple of reformer Kang Youwei.  When China was 

defeated by Japan in 1895, Kang mobilized hundreds of provincial graduates in Beijing 

to protest against the humiliating peace terms in the Treaty of Shimonoseki (Maguan 

tiaoyue馬関条約) and to petition for progressive reforms that would strengthen the 

empire. Di participated in the petition, the so-called Gongche Shangshu movement, led 

by Kang Youwei, Liang Qichao and Yan Fu. Around 1900 Di sold some of his art 

collection to support his revolutionary activities while also joining the Uprightness 

Society (Zhengqihui 正氣會), an association of reformist intellectuals led by Tang 

Caichang 唐才常(1867-1900) that believed armed revolt was necessary to accomplish 

political goals. Di helped the society acquire armies and ammunition to fight against 

Empress Dowager Cixi. The revolt failed forcing Di to flee to Japan. When he returned 
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Di maintained his support of the constitutional reform movement but, believing that 

further military offensives would not be successful, he turned his attention to literature 

and art. Like Deng Shi, Di Baoxian was aware of the loss of Chinese culture due to the 

foreign crisis in the late Qing. In his Notes of Pingdengge (Pingdengge biji 平等閣筆

記) Di detailed the destruction and aftermath of looting during the Eight-Alliance 

occupation of Peking in 1900.106 Di eventually opted for life in the cultural realm, 

shifting away from the political realm. He established Shibao (Easter Times 時報) and 

energetically advocated for revolutionary reforms through the power of the press. He 

founded the Youzheng Book Company (Youzheng shuju 有正書局), dedicated to the 

preservation of China’s national culture. It was with this background that publication of 

“Chinese Famous Painting” was launched.107  

 

The art journal of Zhongguo minghua was similar to Shenzhou guoguang ji in 

collecting private collection for art reproduction, but different in that it was solely 

devoted to reproductions of ancient Chinese paintings. Despite the private sources of all 

the objects published in the two journals, their titles -- shenzhou 神州, the divine land, 

                                                
106 Di Baoxian. Pingdengge biji 平等閣筆記 (The Note of Pingdengge). Youzheng shuju, 
vol.1, 1922, p.1.  
107 On the study of Di Baoxian and his publication of Chinese Famous Painting, see Vinograd, 
Richard. “Patrimonies in Press: Art Publishing, Cultural Politics, and Canon Construction in the 
Career of Di Baoxian (1873-1941)” in Joshua A. Fogel, ed., The Role of Japan in Modern 
Chinese Art (New Perspectives on Chinese Culture and Society). University of California Press, 
2012, pp. 244-272.  
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guoguang 國光, the national glory or Zhongguo minghua 中國名畫, Chinese painting,-

- clearly aimed to highlight patrimony as “collective heritage” rather than “private 

enjoyment.” Moreover, Deng Shi and Di Baoxian both saw the significance of collotype 

technology in promoting the best aesthetic and artistic facts of Chinese ancient art.108 

Before that Deng Shi had applied a printing plate known as electrotype (diandu tongban

電鍍銅板) for art images in the publication of Guocui xuebao.109 Because electrotypes 

can produce a finer imprint, for a longer period of time, the technology appealed to book 

printers who could also produce halftone pictures and images. But compared to 

collotype printing, its advantages were less. From 1908 Deng Shi introduced collotype 

to Shenzhou guoguang ji where its technology was used to reproduce single format of 

Chinese painting and calligraphy, including the large scaled four-Chi (ca. 68cm ×136 

cm) hanging scroll. Although collotype printing was slow, and its plates lasted only for 

a few thousand copies, it permitted fine reproduction with subtle details and was able to 

convey the sense of a thing’s materiality because it was so accurate and authentic. 

Noting the advantage of collotype Deng Shi wrote, “in the past Ouyang Xiu 歐陽修, 

(1007-1072) wrote Jigulu集古錄 (Catalogue of Antiques, 1603), and Zhao Mingcheng 

趙明誠(1081-1129) compiled Jinshilu 金石錄(Catalogue of Bronze and Stone Slab 

Inscriptions). Their work limited to evidential study and textual research. Later in the 

work of Xue Shanggong 薛尚功 (active 12th century) and Ruan Yuan 阮元 (1764-

                                                
108 Liu, Yu-jen. Publishing Chinese Art: Issues of Cultural Reproduction in China, 1905-1918. 
Oxford University, UK, 2011, p.74.  
109 An advertisement for electrotype prints see Guocui xuebao, no.5,1907. 
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1849), the images of inscriptions of ancient bronze vessels were recorded through 

woodcut prints. However, only photography-based print today can reproduce the most 

vivid and accurate image of Chinese painting and calligraphy. With the new technology, 

readers are able to connect with spirits and thoughts of the ancients.”110 Wang Cheng-

hua argued Japanese art periodicals, such as Kokka 國華 (Flower of the Nation, 1889-

present) and Shinbi taikan 真美大觀 (Selected Relics of Japanese Art, 1899-1908), 

were the original role model of Deng and Di’s art publications. These two Japanese 

magazines reproduced abundant objects of sculpture and painting owned by old temples, 

noble families, and private collectors from all around Japan through newly established 

collotype prints in the late 19th century of the Meiji period.  The printing helped Japan 

promote building itself as a nation-state capable of standing equal among Western 

powers. Likewise, by using collotype technology Deng Shi and Di Baoxian created a 

space for sharing China’s cultural patrimony on a national basis through their 

publication of images of antiquities heretofore only available in private collections. 111 

 

In 1912 Shenzhou guoguang ji was retitled to Shenzhou daguan 神州大觀

(Panorama of the Divine Land), and published until 1922, weathering the most chaotic 

                                                
110 Deng Shi. Preface for Shenzhou guoguang ji, no.1, 1908. 
111 Wang Cheng-hua. “New Printing Technology and Heritage Preservation: Collotype 
Reproduction of Antiquities in Modern China, circa 1908-1917”, 2012, pp.273-308 and 363-
72. 
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period in modern Chinese history.112 And, Zhongguo minghua also continued to be 

published and reprinted until the 1930s. In 1916 in a letter of Zhang Yuanji 張元濟

(1867-1959)  to Paul Eugène Pelliot (1878-1945), the best known  French Sinologist 

and Orientalist at the time,  Zhang was asked by Paul Pelliot to collect and purchase 

Deng Shi’s publications of Guocui xuebao and Shenzhou guoguang ji. 113  The 

correspondence between Zhang Yuanji and Paul Eugène Pelliot told us the popularity 

of Deng Shi’s publication. Meanwhile, we also noticed that the increasing market 

demands of collotype prints caused the quality of Deng Shi’s art publication which 

wasn’t always maintained the same quality. A defect was noted by the a contemporary 

painter and art historian Chen Dingshan 陳 定 山 (1897-1987). 114  Chen Dingshan 

observed that the high demands of Shenzhou guoguang ji and Zhongguo minghua led to 

a decline in print quality due to over printing, a product of the collotype’s limitation 

where each glass plate could reliably produce a maximum of 500 copies. In addition, 

there was always a risk of forgeries when private collections were published without a 

careful authentication, a risk that increased with rapid publication. Despite these 

                                                
112 In 1912 the journal was retitled Shenzhou and continued to publish 16 issues. Shenzhou 
guoguang and Shenzhen daguan altogether were published 37 issues, a record of longevity 
that confirms its significance in the history of Chinese art. 
113 This was stated in a letter of Zhang Yuanji to Paul Eugène Pelliot, who asked Zhang to 
purchase Guocui xuebao, Shenzhou guoguang ji, which were edited and published by Deng Shi. 
Zu Yanfu. 祖艷馥.  Shi Yu Wu: Zhongguo xuezhe yu faguo hanxuejia lunxue shuzha jizhu 史與

物 中國學者與法國漢學家論學書札輯註 (History and Object: Annotation of Collected 
Scholar Letters between Chinese and French Sinologists). Shangwu yinshuguan, 2015, pp, 170-
172. 
114  Chen Dingshan 陳定山. Dingshan Lunhua qizhong 定山論畫七種 (Seven Essays on 
Painting by Dingshan). Shijie wenwu chubanshe, 1969, p.104. 
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drawbacks, Chen also argued that contemporary painters benefited from seeing the 

collotype prints because they were better references for learning to paint than past 

methods that relied on model books such as the Manual of the Mustard Seed 

Garden (Jieziyuan Huazhuan 芥子園畫傳 ) which used woodblock printed copies of 

master pieces. In any case, it is through modern publication antiquities were eventually 

transformed from dusty items in a handful of personal collections to the constituent 

elements of the national heritage.  

 

As a national essence man, a collector and a publisher Deng Shi participated the 

core discourse of late Qing cultural movement. Confronting the late Qing crisis Deng 

Shi and his fellows sought to rebuild the relationship between scholarship, art and 

nation. They were the first Chinese intellectuals who recognized the social and political 

mission of art and aesthetics and pushed art and aesthetic education onto the front stage 

of the national scene and public debate. By adopting modern connotations of art and 

national heritage Deng Shi appealed to private collectors to publicize their collection, 

claiming patrimony as “collective heritage” rather than “private enjoyment”. This 

conscious effort eventually led to a primary step to reframe “Chinese art” under  

the name of “national treasure” and “national heritage”. 
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CHAPTER 2 

A CHINESE RESPONSE TO THE WEST 

 

As a Shanghai-born modern collector and publisher, Deng Shi was unavoidably 

influenced by Western learning and thinking, and his reports reflect the careful attention 

he paid to foreign studies of Chinese art and foreign collections of Chinese art. As early 

as 1907, Deng Shi started to report the latest news about foreign expeditions in the 

journal of Guocui xuebao. Reports featured newly discovered archaeological sites, 

exhibition events and news from study associations related to Chinese culture and art 

taking place both inside and outside China. Lydia H. Liu pointed out that Deng’s reports 

“expressed his great anxiety about the loss of national heritage at the hands of aggressive 

foreign buyers, explorers, and collectors, but also often showed his paradoxical 

concerns about the predicament of having to establish national identity in resistance to 

the threat of the outsiders and yet do so with reference to a borrowed authority.”115 

 

           One of the foreign activities to which Deng Shi devoted a good deal of space in 

his report was the first exhibition of Old Chinese Porcelain and Works of Art in China. 

The exhibition opened in 1908 under the auspices of the North-China Branch of the 

Royal Asiatic Society in Shanghai. The Royal Asiatic Society was established in 

Shanghai in 1857 by a small group of British and American expatriates, initially as the 

                                                
115 Liu, Lydia H. Translingual Practice: Literature, National Culture, and Translated 
Modernity - China, 1900-1937. 1995, p. 246. 
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Shanghai Literary and Scientific Society. Through affiliation with the Royal Asiatic 

Society of Great Britain and Ireland the group became the North China Branch of the 

Royal Asiatic Society. The 1908 exhibition was organized by the society’s major 

members, A.W. Bahr (1877-1959), C. Oswals Liddell (1854-1941), and John Calvin 

Ferguson (1866-1945), all important collectors themselves. A.W. Bahr was a coal 

merchant born in Shanghai to a German father and a Chinese mother. Educated at St. 

Francis Xavier’s School in Shanghai, Bahr had a close circle of Chinese friends. His 

collection interest focused on Chinese ceramics. Charles Oswals Liddell was Chairman 

of the North-China branch of the Royal Asiatic Society and had been collecting Chinese 

porcelain since 1877. John Calvin Ferguson came to China as a Methodist missionary 

in 1887. He became head of Nanyang Public School and from 1902 onwards, occupied 

various administrative posts in the Qing Government. His linguistic abilities helped him 

maintain a close relationship with Chinese collectors. He advised Charles Lang Freer 

(1854-1919) on acquisitions and represented the Metropolitan Museum of Art in New 

York when it began acquiring Chinese paintings prior to World War I. 116  

 

As a visitor Deng Shi was impressed by the scale of the exhibition, the number 

of exhibits and the mixed group of Chinese and Western collectors. His only writing 

about Chinese porcelain was published shortly after his visit to the exhibition and was 

                                                
116 Pearce, Nick. “Shanghai 1908: A. W. Bahr and China’s First Art Exhibition.” West 86th: A 
Journal of Decorative Arts, Design History, and Material Culture, vol. 18, no. 1, 2011, pp. 4–
25. JSTOR, www.jstor.org/stable/10.1086/659382. Pearce in his article had a brief 
introduction of major foreign collectors in the 1908 exhibition. 
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deeply influenced by the late 19th century collecting tastes in Chinese ceramics and 

potteries. Later, after acknowledging ceramics as an important pillar of Chinese art, 

Deng Shi began referencing many books on Chinese ceramic studies in Meishu congshu, 

a major series of books about Chinese art. Notably, in 1918 Deng Shi included Xu 

Zheng’s 許之衡 (1877-1935) contemporary study of Chinese ceramics, thus marking 

the start of a new era in ceramic studies and collecting at a time when increasing 

numbers of Chinese scholars and collectors were joining efforts to reframe Chinese art. 

 

Responding to the wave of Western interest in Chinese art towards the end of 

the Qing dynasty, Deng Shi launched two major art publications Shenzhou guoguang ji 

and Meishu congshu, as a Chinese rebuttal. Deng Shi’s approach to Chinese art sharply 

contrasted with S.W. Bushell’s (1844-1908) approach in his famous book Chinese Art. 

The book was originally published in 1904 and 1906 respectively by the Victoria & 

Albert Museum as a ‘Handbook’ to its collections. After the first publications it was 

reprinted again in 1907 then revised and republished in 1909. In 1910, a French edition 

was translated by Ardenne de Tizac (1877-1932) and published in Paris.  Although the 

first Chinese edition was not published until 1923, Deng Shi in 1908 reproduced 

selected images of Bushell’s book in Guocui xuebao.117  

 

                                                
117  In 1923, the Shanghai Commercial Press officially issued the first Chinese edition of S.W. 
Bushell’s (1844-1908) Chinese Art, translated by Dai Yue 戴嶽 (1888-1971) and edited by 
Cai Yuanpei. In the Republican China period it was reprinted in 1924, 1928 and 1934. 
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 S.W. Bushell arrived in Peking as a medical officer of the British Legion in 

1868, shortly after the Second Anglo-Chinese War (1856-1860). During his thirty-one 

year residency in Peking Bushell filled his time studying classical Chinese and Chinese 

art.118  His position as Legation doctor was a distinct advantage as he described his life 

in Peking (1897): “I have obtained access, in the exercise of the duties of my profession, 

to several palaces and private houses, and have in this way had many opportunities of 

seeing the treasures of native collectors, which usually are so rigidly closed to 

foreigners.”119 He was a friend of Pan Zuyin 潘祖蔭 (1830-1893), a high-ranking Qing 

dynasty official and a major art collector, with whom he shared his acquisition of a Zhou 

dynasty (1046 BC-256 BC) sacrificial plate.120 Bushell also obtained the Illustrated 

Catalogue of the Porcelains for Successive Dynasties (Lidai mingci tupu 歷代名瓷圖

錄) from local antique dealers. This was a sixteenth century catalogue of eighty-three 

ceramic pieces made during the Song, Yuan, and Ming eras and was the earliest book 

                                                
118 Regarding Bushell’s study, see Pearce, N.  Collecting, connoisseurship and commerce: an 
examination of the life and career of Stephen Wootton Bushell (1844- 1908). Transactions of 
the Oriental Ceramic Society, 70. 2005, pp. 17-25. Wang Yanling 王燕翎. “Guwu、yishushi 
yu wenhua zaoyu: 18688-1904 Bushell de shoucang yu zhushu” 古物、藝術史與文化遭遇：

1868-1904 卜 士 禮 的 收 藏 與 著 述  (Antiquities, Art and Cultural Encounter: Bushell’s 
Collection and Works from 1868-1904). Yishu yu kexue juan shisi. Di 14 juan. 藝術與科學卷

14 (Art and Science Vol.14). Qinghua daxue chubanshe, 2015, pp.21-32. 
119 S.W. Bushell’s introduction of Oriental Ceramic Art.  Walters, W. T., et al. Oriental 
Ceramic Art. D. Appleton & Co., 1897. 
120 Although his purchase of the sacrificial plate of the Zhou dynasty later entering into the 
Victoria and Albert Museum collection, was proved to be an eighteenth-century forgery, it is 
undeniable that Bushnell’s involvement with local Chinese scholars and collectors did help 
shape his taste of Chinese art. See Wang Yanling, 2015, p.22. 
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describing and illustrating Chinese porcelain prepared by Xiang Yuanbian 項元汴 

(1525-1590), a well-known collector and connoisseur of his time.121  In 1891 Bushell 

completed a translation of Tao Shuo 陶說 (Description of Pottery), six books originally 

published in 1774 by Zhu Yan 朱琰 (active 18th century). Bushell’s translation was the 

first English translation featuring a systematic study of Chinese ceramics. Recognized 

as an expert on Chinese art, Bushell became an admired resource for major collectors 

in Europe and America. In Heber R. Bishop’s expansive “Investigations and Studies in 

Jade” Bushell contributed the introduction “Jade in China.” He also advised Bishop to 

include two works by Chinese authors related to jade collection and jade-making: the 

essay “A Discourse of Jade” (Yu Shuo 玉說) by Tang Rongzuo’s 唐榮祚 (active early 

20th century), and watercolor paintings of “Illustrations of the Modern Manufacture of 

Jade” (Yuzuotu 玉作圖) by Li Chengyuan’s 李澄淵 (active 19th century), originally 

painted in 1891.122 Recognized by W. T. Walters (1819-1894), the first American to 

create a collection of Oriental ceramics, Bushell was invited to contribute notes and 

texts to Walters’ five-hundred-piece collection, many of which are still quoted. 

Bushell’s personal experiences in China, first-hand encounters with locals and exposure 

to the Chinese value system of material culture lent him a certain authority. The 

                                                
121 Although the original catalogue together with Bushell’s study notes were burnt up in the 
disastrous fire at Whiteley” s Repository in 1887, several copies of the catalogue by a Beijing 
artist requested by a Bushell’s friend before the catalogue was brought to London were saved. 
In 1908 the late copy together with Bushell’s translation was published.  
122 The book is massive in size, the two volumes measure twenty-six by nineteen inches each 
and weigh seventy and fifty-five pounds, respectively. See Bishop Collection. The Bishop 
Collection: Investigations and Studies in Jade. Priv. print. The De Vinne press, 1906. 
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authority enabled him to act as an agent in Peking for purchasing specimens on behalf 

of the Victoria and Albert Museum in the 1880s and later to write the museum’s 

handbook on Chinese art.  

 

The rhetoric of Deng Shi’s times proclaimed that Westerners knew more about 

the true value of Chinese art. In response, Chinese intellectuals and collectors reinvested 

themselves in the study of traditional art within the new field of “Chinese Art”. In the 

preface of Shenzhou guoguang ji, Deng Shi (1908) wrote, “My country is one of the 

oldest civilizations in the world with a long tradition of art carried on by old masters 

and famous artists. Renowned archaeologists from Europe and America competed to 

search and collect our artwork as the most cherished treasures. In recent years, scholars 

in France and America have published their studies of Chinese art history.” Deng Shi 

used the term “Dongxue xijian” 東學西漸 (Eastern Learning Penetrating the West) to 

describe the Western passion for studying Chinese ancient art, and the high achievement 

of Sinology in the West. At the same time, it was also this confrontation with the West 

that triggered a new era of dialogue between East and West.   

 

2.1. The 1908 Exhibition of Old Chinese Porcelain and Works of Art in China 

          On October 19, 1908 the North-China Branch of the Royal Asiatic Society held 

a grand event to celebrate the opening of their exhibition “Old Chinese Porcelain and 

Works of Art in China”. According to A.W.Bahr, the secretary of the Royal Asiatic 

Society, “the exhibition was an unqualified success and comprised about 3,000 pieces; 
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a gratifying interest was shown by the large attendance of Chinese high officials and 

gentry at the opening ceremony, when speeches were made by H.E. Tsai Nai Hwang, 

Taotai of Shanghai, the late Mr. T.W. Kingsmill, Vice-President of the North-China 

branch of the Royal Asiatic Society, the Hon. Charles Denby, Consul-General for the 

United States of America, Mr. David Landale, Chairman of the Shanghai Municipal 

Council, Mr. C.O. Liddell, Chairman of the Committee.” 123  Deng Shi visited the 

exhibition on the opening day, carefully describing the set-up of the exhibition in his 

publication for those who could not attend in person. The exhibit, as Deng Shi described, 

was held on the sixth floor of the Shanghai Mutual Telephone Company Building. 

(Figure 2.1) Visitors took an elevator to reach the exhibit hall. At the south end of the 

exhibit hall was the reception area. The central exhibit area was divided into five areas 

where ancient artifacts, pottery and ceramics were displayed in glass cabinets or on 

console tables next to the wall. Three groups of items were displayed: ancient pottery; 

Song-Yuan-Ming-Qing porcelain, jade, crystal, jadeite, coral, and other rare materials; 

and ancient bronze vessels and Song armor.124  (Figure 2.2) Deng’s report made a 

particular effort to highlight the names of Chinese collectors and their loaned 

collections. He wrote “Duanfang’s collection of Han potteries, Shen Zhongli’s 沈仲禮

                                                
123 Bahr, A. W., and F. E. Wilkinson. Old Chinese Porcelain and Works of Art in China: 
Being Description and Illustrations of Articles Selected from an Exhibition Held in Shanghai, 
November 1908. Cassell and company, limited, 1911, 
http://catalog.hathitrust.org/Record/001991525.p.2. 
124 Deng Shi. “Ji guci saizhenhui” 記古瓷賽珍會 (Record of Ancient Ceramic Exhibition), in 
Guocui xuebao, no.12,1908. 
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(1866-1920) collection of celadon ware, and Pang Yuanji’s collection of peach bloom 

glazed wares of Kang-Yong period were ranked among the best in the exhibition.” 125 

A. W. Bahr’s exhibition catalogue and Deng Shi’s report were two of the most important 

records of the 1908 exhibition. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
Figure 2.1 Shanghai Mutual Telephone Company Building. Photo: Wright, Arnold, and 
H. A. Cartwright. Twentieth Century Impressions of Hongkong, Shanghai, and Other 
Treaty Ports of China: Their History, People, Commerce, Industries, and Resources. 
Lloyd's Greater Britain Pub. Co., 1908. p.495. 

                                                
125 Ibid., Guocui xuebao. no.12,1908. 
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Figure 2.2 The 1908 exhibition gallery housed in the telephone exchange room on the 
top floor of the newly completed Shanghai Mutual Telephone Company building. 
Photography reproduced in Bahr, Old Chinese Porcelain and Works of Art in China, 
frontispiece. London: Cassell and company, limited, 1911. 
 

 

Transformation of Mortuary Objects 

            In their descriptions of the exhibit, both A. W. Bahr and Deng Shi mentioned a 

wide range of Chinese ceramic art from early tomb objects made from the Han, Tang, 

and Song periods to the Ming-Qing period. Although it occupied a relatively small part 



 

89 

 
 
 
 

of the exhibition, the section on early pottery attracted significant attention by visitors. 

Deng Shi especially mentioned the early pottery in H.E. Viceroy Duanfang’s collection, 

including a series of Han vessels, a green-glazed ceramic pillar (206 BC–220 AD), a Jin 

tomb (266- 420) chariot model, and a Li Xian 李憲 tomb temple model from of the Wei 

dynasty (386-534) unearthed in the Tongzhi period (1861–1875). (Figure 2.3) The tomb 

objects, Deng Shi commented, presented a pre-Tang aesthetic characterized by simple 

and unsophisticated shape and color.126 His comments reflected a new, aesthetically 

oriented perspective on tomb objects and a departure from Chinese traditional 

connoisseurship that viewed tomb pottery as mingqi 明器, or mortuary items. Mingqi 

roughly translates into “spirit objects,” were burial items intended for the dead to use in 

the afterlife. Chinese believe death dissolves the reciprocal influences of Yin (female, 

passive, negative principle in nature) and Yang (positive, active, male principle in 

nature) and the principal function of mingqi is to help separate the Yin and Yang 

principle while affording peace to the souls of the survivors. 127 Mingqi was partly 

resisted as fine art in China because of taboos associated with returning buried items to 

the living world. Being from tombs they were regarded as ill-omened. Furthermore, the 

items were made in large quantities by anonymous artisans from the “modeler’s 

department”. Tomb figures were typically made of inexpensive pottery. At best glazed, 

they were also produced with molds in large quantities by anonymous artisans from the 

Han dynasty (206 BC-220 AD) onward. Even though new types of objects were added 

                                                
126 Ibid., Guocui xuebao. no.12, 1908. 
127 Mingqi See Capon, Edmund. Chinese Tombs Figures. H.M. Stationery Off., 1976, pp.3-11. 
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into private collections including imported goods categorized as “rare objects”, “rare 

wood”, and “rare stone” during the prosperous late Ming period, ancient artifacts from 

tombs or shrines were never considered collectible antiques. 128  Overall, Chinese 

religious belief, social norms and aesthetic criteria underlay traditional objections to 

mingqi as collectible objects. 

 

 

Figure 2.3 Burial wares of Sui, Wei and Han from Duanfang’s collection. Photography 
reproduced in Bahr, Old Chinese Porcelain and Works of Art in China, frontispiece. 
London: Cassell and company, limited, 1911. 
 

                                                
128 Gegu yaolun 格古要論 (The Essential Critical of Antiques) compiled in the Ming Dynasty 
(1368-1644). This pioneering work was the earliest comprehensive and systematic treatises on 
Chinese connoisseurship. It revised edition further extends the scope of the work to include such 
items as the Imperial Seal, the Iron Tallies, and the Official Costumes of the Song and Yuan 
Dynasties. In spite of the increased range of antiques included in the GGYL however, ancient 
artifacts from tombs or shrines were never considered to be collectible antiques. See Cao Zhao. 
Chinese Connoisseurship: the Ko Ku Yao Lun, the Essential Criteria of Antiquities. Edited by 
Percival David, Praeger, 1971.  
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A systematic study of pottery in early Chinese civilization quickly emerged 

following Western anthropological and archaeological exploration in China. Led by 

Berthold Laufer (1874-1934) whose first expedition in China was from 1901 to 1904, 

Western archaeological investigations disclosed the richness of early pottery to new 

audiences. In 1903 Laufer's archaeological excavation in Xi’an, Shaanxi province, 

unearthed a broad diversity of burial pottery. The findings became a major source for 

scholarly research into life during the Han Dynasty. 129 In 1904 these objects were 

installed in the Southwest Gallery (Chinese Hall) on the third floor of the American 

Museum of Natural History and became the first exhibition to illustrate the industrial 

and domestic life of the Chinese, their amusements, their religion, and their arts.130 

Laufer’s book “Chinese  Pottery of the Han Dynasty” published in 1909 was the most 

influential study of Chinese early ceramics at the time.131 In his studies, Laufer pointed 

out that there was no mention of this type of pottery in any Chinese ceramic literature. 

Laufer wrote that the only reference he could find to early Chinese pottery, presumably 

Han, in existing records is a small passage from “Notes on Chinese Literature” by Zhou 

Mi 周密 (1232-1298) who lived under the Southern Song dynasty in the thirteenth 

century. 132  This novelty attracted Western collectors. Consequently, the price of 

                                                
129 The expedition was recorded in the introduction of Chinese Pottery of the Han Dynasty. 
Laufer, Berthold. Chinese Pottery of the Han Dynasty. E. J. Brill, 1909. 
130 Regarding the exhibition, see the Archives of American Museum of Natural History 
https://anthro.amnh.org/anthropology/databases/archives/LauferGuide.cfm 
131 In addition, Laufer’s discoveries of relics of stone sculpture from the Han period including 
mortuary chambers built of stone slabs, stone pillars and stone vaults sheltering the coffin, were 
recorded in Chinese Grave-sculptures of the Han Period published in 1911. 
132 Laufer. Notes Chinese pottery of the Han dynasty, 1909. 
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Chinese mingqi rose sharply, unopened tombs were pillaged, and previously opened 

tombs were pillaged again for figures thieves had formerly left behind. When foreign 

demand outpaced supply, a market for imitation mingqi was established. W. Perceval 

Yetts (1878-1957) recalled visiting a factory in Peking in 1912 where along shelves 

stood hundreds of newly-made figures. After he compared those with the originals 

nearby serving as models, Perceval speculated that certain modern replicas defied 

detection.133  

 

   Deng Shi was the first Chinese publisher to feature tomb figures in a 

publication as an example of early Chinese art. In 1908 Deng Shi presented two tomb 

figures labeled as newly unearthed items of the Sui-Tang period in Shenzhou guoguang 

ji(Figure 2.4).  They were from the collection of Luo Zhenyu, a friend of Deng Shi and 

member of Guoxue baocunhui. Luo was a knowledgeable reformer and public advocate 

for the Chinese adaptation of foreign methods in agriculture and education. Around 

1907, Luo Zhenyu began collecting mortuary items recently unearthed from Shaanxi 

and Henan despite the lack of popularity for burial items by Chinese collectors. His 

earliest collection included two figures unearthed from Henan and acquired from the 

Liulichang district in the winter of 1907. Luo later recalled that “at the time even antique 

dealers didn’t know what they are exactly.”134  The figures were first published in 

                                                
133 See W. Perceval Yett’s foreword for Chinese Tomb Figures. Capon, Edmund. Chinese 
Tomb Figures. H.M. Stationery Off, 1976, p. VII. 
134 According to his account in Gumingqi tulu, published in 1916, Luo acquired two figures in 
Liulichang district in the winter of 1907 noting “at the time even antique dealers didn’t know 
what they are exactly.” Luo Zhenyu. Gumingqi tulu [4 Juan]. Luo shi, 1916. 
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Shenzhou guoguang ji in 1908 and labeled as newly unearthed items. Next to the 

photograph of the two figures Luo provided a brief explanation identifying them as two 

female figures whose hairstyle could be associated with customs of the Sui-Tang 

period.135 In 1908 Luo Zhenyu acquired another figure unearthed from Longmen, which 

featured facial characteristics of the Western Regions (including present-day Xinjiang, 

parts of Central Asia, and beyond). Later this figurine was also published in the art 

journal of Shenzhou guoguang ji.136 In 1909 in his “Diary Notes of Yonglu” (Yonglu 

rizha 俑庐日札), published in Guocui xuebao, Luo mentioned two other contemporary 

collectors also collecting mortuary items at the time.  They were Jiang Fu 蔣黼 (1866-

1911) and Duanfang. Luo’s collection of mortuary items was later included in the 

Illustration of Ancient Burial Objects (Gumingqi tulu 古明器圖錄) published in 1916. 

The catalogue contained 181 pieces dating from the ancient Three Dynasties of Xia-

Shang-Zhou to the Tang dynasty and arranged under four headings: Human and 

Supernatural Beings; Various Models; Domestic Animals; and Plaques which portrayed 

examples of Filial Piety and of Womanly Devotion in relief form. In 1924 Luo compiled 

his collection in the Illustration of Three-dimensional Antiquities (Guqiwu Tulu 古器物

圖錄). The expanded collection included burial items, ancient ceramics, stone tools, 

moulding, seals, and assembly components such as bronze hooks.137 

                                                
135 The two figures were published in Shenzhou guoguang ji, no.5, 1908. 
136 The two figures were published in Shenzhou guoguang ji, no, 9,1909. 
137 Wang, Cheng-hua. Luo Zhenyu and the Formation of Qiwu (Antiquities) and Qiwuxue (the 
Studies of Antiquities) in the First Decade of the Republican Era. in Yang Chia-ling and 
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       Figure 2.4 Tomb figures labeled as newly unearthed items of Sui-Tang period    
       from the Collection of Luo Zhenyu.  Shenzhou guoguang ji, no. 5, 1908. 
      

           The transformation of mortuary figurines from taboo to collectibles was partly 

due to increasing demand of mingqi from collectors. However, the change was also 

reflective of a new perception of antiquities within the framework of heritage 

preservation. In the context of nation-building, mingqi became an important narrative 

of the national past and an indispensable component of Chinese art history. While it’s 

true that in the late Ming there was some evocation of the archaism of Tang culture in 

the “antique prose” school of Ming literature, there is no evidence of sancai figures 

                                                
Roderick Whitfield, eds., Lost Generation: Luo Zhenyu, Qing Loyalists and the Formation of 
Modern Chinese Culture (London: EAP in conjunction with the Department of History of Art, 
University of Edinburgh, 2013), pp. 32-57. 
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being collected, displayed, bought, or sold, despite their admiration in twentieth-century 

writing on Chinese art.138 Sancai, three-color pottery, was exemplary mingqi prevalent 

in the Tang period. Sancai became collectible at the turn of the twentieth century due to 

its new role in the formation of Chinese art history. The first generation of Western 

Chinese art historians who saw Chinese art based on a model of a linear artistic 

development paid special attention to sancai, which in turn stimulated demand for 

sancai among Chinese collectors later.  These wares are now so deeply associated with 

the history of Chinese art that it is difficult to imagine that they were first discovered 

only at the end of the 19th century when the Tang dynasty tombs were accidentally 

unearthed in Mt. Mang near Luoyang by surveyors building the Longhai railway. 

Although initially ignored, some pieces eventually made their way to the antique market 

of Liulichang in Peking where their importance was realized by the renowned 

philologists and collectors Wang Guowei and Luo Zhenyu.139 The majority of sancai 

wares were made during the late 7th and early 8th centuries and continued into the Liao 

period (907-1125) with a distinctly different repertoire of shapes. Because they went 

out of fashion by the early Song period, sancai wares are now considered important 

historical evidence of the social and cultural life of the Tang period. 

 

 

                                                
138Clunas, Craig. Superfluous Things: Material Culture and Social Status in Early Modern 
China. University of Illinois Press, 1991, p.93. 
139 Guo Aihe 郭愛河. Zhongguo Luoyang Sancai 中國洛陽三彩 (China Luoyang Sancai). Di 
1 ban. Zhengzhou: Henan meishu chuban she, 2012.   
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Collecting Passion for the Qing Ceramics  

   In addition to mortuary pottery, the majority of items at the exhibition were High 

Qing ceramics in the form of vases, bowls, plates and figures. For example, the 

collection of A.W. Bahr featured Famille jaune, Famille noire, Famille rose, and Famille 

verte, the most typical ceramic types during the Kangxi and Qianlong periods. Fondness 

for High Qing ceramics was also seen in the introduction to the exhibition catalogue 

written by Frederick Edgar Wilkinson (1871-1950), a British consular official and 

acting consul at Wuzhou. 140  Wilkinson divided the Chinese ceramics into five 

chronological periods: (1) primitive or Sung period, (2) Ming period (1368-1644), (3) 

Kangxi Period (1662-1723), (4) Yongzheng and Qianlong Periods (1723-1796), (5) 

Modern period from 1796. In describing ceramics of the Kangxi period, he quoted S.W 

Bushell’s words from Chinese Art praising the Kangxi period as the pinnacle epoch for 

ceramic art: “The brilliant renaissance of the art (of Kangxi Period) distinguishing the 

reign of Kangxi is shown in every class; in the single-colored glazes, la qualité maîtresse 

de la céramique; in the painted decorations of the grand feu, of the jewel-like enamels 

of the muffle-kiln, and of their manifold combinations; in the pulsating vigor of every 

shade of blue in the inimitable ‘blue and white’.”141  

 

                                                
140 Frederick Edgar Wilkinson was British consular official; acting consul at Wuchow, Aug. 
1904-July 1906; retired as consul-general in Mukden in 1928. 
141 Frederick Edgar Wilkinson. Notes on Chinese Porcelain. 1911, pp.9-10. 
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  In fact, both Bushell and Wilkinson followed Ernest Grandidier (1833-1912), an 

influential French collector, who first divided Chinese ceramic into five periods, and 

highlighted the significance of the High Qing period, from Kangxi to Yongzheng and 

Qianlong in the manufacture of Chinese ceramics. However, Ernest Grandidier’s 

perspective on Chinese ceramics was based on his own collections of Chinese ceramics 

which were largely shaped based on items pillaged from the Imperial Palace in Peking 

during the military conflict between Europe and the Qing Empire. Grandidier 

maintained that High Qing imperial porcelain possessed matchless purity of material, 

perfect shapes, and above all an infinite variety of designs. Furthermore, its arrival after 

1860 re-shaped the Western collection of Chinese ceramics. 142  It is commonly 

recognized today that the year 1900 was a turning point for the popularity of Chinese 

art. The Japonism popular in the second half of the 19th century in Europe gradually 

lost its glamour, being replaced by a desire for Chinese art and antiques. Takahashi 

Taika 高橋太華 (1863-1947) in his article titled “Collecting Chinese Ancient Artifact” 

published in Art News in 1913 clearly pointed out a shift in Western interest from 

Japanese art to Chinese art in the last decade. The shift can likely be attributed to the 

quantity of Chinese antiques that had recently emerged in the West, many of them looted 

objects. Looted objects from the imperial collection in particular represented the finest 

quality of Chinese art in terms of exquisiteness and elegance. They not only fascinated 

                                                
142 Besse, Xavier. “A Passion for Chinese Ceramics: The Story of the Ernest Grandidier 
Collection”. Orientations 32, no.1(January 2001), pp.58-63. 
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the West but also revealed the relationship between Chinese art and Japanese art, or 

more precisely, the origins of Japanese art.143 In Takahashi Taika’s opinion, when huge 

quantities of looted objects flowed out of China during the 1900 invasion by the Eight-

Nations Alliance it finally triggered a re-evaluation and recognition of Chinese art in 

the West because in the past no one had seen significant Chinese art until China was 

forced to open to the West.  

 

According to the Handbook of Chinese Antiques (Guwan zhinan 古玩指南, 

1943), high demand for Qing ceramics from Western collecors encouraged a large 

market for forgeries. The author of handbook was Zhao Ruzhen 趙汝珍 (active early 

twentieth century) who was an important art dealer in Peking. Zhao mentioned that 

“ceramics made from a Qing official kiln had been hardly found by 1940s. Even to the 

extent that those from the late period of Guangxu and Xuantong reign had also been rare 

objects and hard to acquire. Any ceramic object from a Qing official kiln, even if only 

an ordinary piece, required four and five hundred yuan. Some better pieces reached at 

least four and five thousand yuan. Though people were willing to pay higher prices there 

were not enough objects circulating in the market.”144  This high demand created an 

unprecedented market for forgeries. Further, contemporary forgeries were very difficult 

                                                
143 Tomita Noboru 富田升. Jindai riben de zhongguo yishupin liuzhuan yu jianshang 近代日

本的中國藝術品流轉與鑑賞(Circulation and Appreciation of Chinese Art in Modern Japan). 
Translated by Zhao Xiumin 趙秀敏. Di 1 ban ed. Shanghai shuhua chubanshe, 2014. pp.316-
321. 
144 Zhao Ruzhen 趙汝珍. Guwan zhinan. Jincheng chubanshe, 2010, p.115.   
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to recognize because imperial ceramics were flowing out to the market and craftsmen 

who once worked in imperial workshops were also engaged in the forgery market. Fake 

porcelain was usually painted and glazed with multi-colored layers and identified with 

the Qianlong seal mark. Among the forgeries were old white ceramics, made before the 

Yongzheng period, which had been reworked for the market with purple-black and light 

reddish-brown colors and other unusual color paints. For small items, flower and bird 

images were often added. Others such as plates and bowls were re-decorated with 

“guozhiwen” 過枝紋, a foliage decoration used both inside and outside of a teacup and 

mostly popular during the Yongzheng, Qianlong, Daoguang (1820-1850), and Guangxu 

periods. These new additions all tried to produce colored ceramics from white ones to 

feed Western collectors. 145 

 

In contrast to the popularity of the Qing ceramic displays, only a few Song 

ceramics were featured in the 1908 exhibition. Bahr’s catalogue included two incense 

burners, two cups, one dish, one vase, one flower pot, and a pair of tomb urns. Deng 

Shi’s report mentions only two Song wares: one is a Jun ware waste water container and 

the other is a Jian ware tea bowl with “hare’s fur" patterning in the glaze. In traditional 

Chinese connoisseurship, Song ceramics (960-1279) held the highest rank among 

Chinese collectors, with those crafted in the five great kilns considered the most 

                                                
145 Xu Zhiheng 許之衡. Yinliuzhai shuoci 飲流齋說瓷（Discourse on Ceramic from Studio of 
Yinliu). Meishu congshu, series 3, no.6. Zhejiang renmin meishu chubanshe, 2013, pp.281-
292. (reprint) 
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desirable (the so-called Ru ware, Jun ware, Guan ware, Ding Ware and Ge ware). 

Chinese literature extolled the qualities and refinement of the finest of the Song wares, 

helping to establish their reputation for priceless values and extreme rarity among 

Chinese collectors and connoisseurs. Yet the lack of high-quality existing samples 

created a credibility problem. The descriptions of Song ceramics, such as those listed in 

the “Illustrated Catalogue of the Porcelains for Successive Dynasties” translated and 

published by Bushell, were mostly regarded in the West as figments of the 

imagination.146  

 

One of the earliest important discoveries of Song artifacts was in 1903. A series 

mortuary pottery specimen was found during an archaeological excavation located one 

mile from Wei County in Shantong on the premises of an American Presbyterian 

Mission. Led by Frank Chalfant (1862-1914), the excavation’s findings included water 

jars, water bottles, bowls, and small saucers. However, all of the items were made of 

coarse clay and finished with simple glazes which in many cases had already fallen off. 

The lack of knowledge of Song ceramics meant that late wares such as single glazed 

Guang ware made in Guangdong province during the 18th century, were commonly 

mis-attributed as Song ware in Europe. In 1883 the Victoria and Albert Museum first 

                                                
146 Regarding this album, the popular comment was said “Trustworthy illustrations of the wares 
themselves would be invaluable, but these we have not got, for the Album of Hsiang Yuan-p’ien 
from which so much might have been expected is practically worthless in this respect.” See 
Burlington Fine Arts Club, Charles Hercules Read, George Eumorfopoulos, R. L Hobson, and 
Lessing J. Rosenwald Reference Collection (Library of Congress). Exhibition of Early Chinese 
Pottery and Porcelain. London: Printed for the Burlington Fine Arts Club, 1910, p. xvii. 
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purchased specimens of Song dynasty ceramics from Peking via S.W. Bushell. By 

February 1883, five packing cases full of Chinese artifacts had arrived for a total cost 

of 500 pounds. “Among them were the Song Dynasty Guan/Ge ware bowl, a Huizhou 

ware dish and a plain Jun ware bowl.” 147 But during the period between 1884 and 1910 

no Song dynasty pots were acquired by the V&A. This is hardly surprising given the 

bias against pre-Ming dynasty wares that prevailed among most Western collectors. The 

same description of Song wares continued in Wilkinson’s introduction to the 1908 

exhibition: “The productions of their period are, as might be expected, of very primitive 

aspect. The pieces that survive are covered with glazes of single colors either of uniform 

or mottled tint and exhibit either plain or crackled surfaces. Genuine pieces are greatly 

treasured by native collectors but are not often seen in foreign collections.”148 Similar 

statements at the time were also seen in Cosmo Monkhouse’s History and Description 

of Chinese Porcelain (1901), William Giuseppi Gulland’s Chinese Porcelain (1902) 

and S.W. Bushell’s Chinese Art (1904).   

 

 In fact, the collection of Song ceramics in the West didn’t take place until a 

decade later when a large number of Song ceramics was unearthed during the railway’s 

construction across central China and artefacts from modern archaeological digs 

increasingly entered the Western market. An extraordinary example is the unearthing of 

                                                
147Kerr, Rose. Collecting Song Dynasty Ceramic at the V&A. Kerr, Rose. Song Dynasty 
Ceramics. V & a Far Eastern Series. London: V & A, 2004, pp.1-25.   
148 Frederick Edgar Wilkinson. Notes on Chinese Porcelain. 1911, pp.9-10. 
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more than ten thousand Song ceramics during the construction of Zhe-Gan railway line 

(1929-1933), from Hangzhou to Zhuzhou. According to Zhao Ruzhen’s accounts, the 

majority of discoveries were Yingqing ware (Yingqing ci 影青瓷）largely produced 

under the Song and Yuan Dynasties. Yingqing ware was white with a blue-greenish tint 

and made in several locations in Jiangxi province in south-eastern China. It is also 

arguably the first type of porcelain to be produced on a very large scale, mostly used as 

a burial ware. Mistaken for old Japanese forgeries when discovered, Yingqing wares 

were often sold to the West.149   

 

           After his visit to the 1908 exhibition, Deng Shi published a short introduction of 

the history of Chinese ceramics in Guocui xuebao. In this article Deng Shi traced the 

evolution and development of ceramic techniques and materials, positing a progressive 

technical development from primitive period to advanced period. Deng Shi’s writing 

has echoes of S.W. Bushell’s perspective on Chinese ceramics in his book Chinese Art.  

Deng Shi wrote, “the earliest pottery was earthenware made in the Han dynasty with 

basic shapes such as pot, jar, bottle, and goblet which were widely recorded in ancient 

texts. From the Jin dynasty to the Tang dynasty, stoneware, glass and porcelain were 

added to clay-based ceramics. Authentic ceramics started in the Song dynasty 

represented by Chai ware, Ding ware, Jun ware and so on. During the Chenghua (1465-

1487) reign of the great Ming, ceramic making flourished characterized by exquisite 

                                                
149 Zhao Ruzhen.2010, p.115. 
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features. Not until the Kangxi period of the Qing dynasty did the hard-paste period 

surpass previous dynasties. In addition, painting on the ceramic was done by a master 

of craftsmanship, and production of porcelain reached the highest level.” 150 Deng Shi 

defined Song ware as the forefather of Chinese porcelain, by following Western 

perspective he also stated that ceramics reached its artistic and technical apex in the 

Kangxi period.  

 

A New Reading of Chinese Ceramics 

          Although Deng Shi was not a ceramics collector, he paid much attention to the 

study of Chinese ceramics. One important reason is that Chinese ceramics were the most 

studied Chinese art subject in the West. In his publication of Meishu congshu Deng Shi 

included Zhu Yan’s Description of Pottery, Cheng Zhe’s 程哲 (active early 18th 

century) Theory of Pottery and Kiln (Yaoqishuo, 窰器說), Liang Tongshu’s 梁同書 

(1723-1815）Study of Ancient Bronze and Porcelain (Gutong ciqikao, 古銅瓷器攷), 

Lan Pu’s 蘭浦(active mid-18th century) Records of Jingdezhen Ceramics (Jingdezhen 

taolu 景德鎮陶錄, 1815) and Notes of Southern Kiln (Nanyao biji, 南窰筆記), an 

anonymous work about the ceramics industry in Jingdezhen during the Qing dynasty 

era. Also included was an 1856 French version of “Records of Jingdezhen Ceramics” 

                                                
150 Deng Shi. “Ji guci saizhenhui”, 1908.  
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translated by Stanislas Julien,151 and the English version of “Description of Chinese 

Pottery and Porcelain” translated by S.W Bushell in 1891. In 1918 Deng Shi included 

Xu Zhiheng’s Discourse on Ceramics from the Studio of Yinliu  (Yinliuzhai shuoci 飲

流齋說瓷) in the publication of Meishu congshu, which was the most updated study of 

Chinese ceramics by Chinese scholars.152  

 

Xu Zhiheng, author of the Discourse book, came from a literati family whose 

grandfather had a close relationship with Zeng Guofan 曾國藩 (1811-1872). Zeng set 

the scene for the Tongzhi Restoration (c.1860–1874) in an attempt to arrest the decline 

of the Qing dynasty. Xu Zhiheng obtained his education at the Academy of Guangya 

(Guangya shuyan 廣雅書院), one of the most important schools to be established during 

the Self-Strengthening movement. Xu later became a student of Kang Youwei and in 

1903 he joined the Shimin News (Shiminbao 時敏報), a newspaper serving reformist 

policy and ideology. Supported by Kang Youwei, Xu studied for a short time in the Keii 

Institution at Meiji University in Japan. During that same period Xu became a member 

of Guoxue baocunhui and began contributing articles to Guocui xuebao. In two 1905 

articles he argued the significance of national learning and national spirit to the survival 

of the nation and advocated for an enhanced and open national learning that emphasized 

                                                
151 Originally published in 1815, Jingdezhen taolu was the first specialized book in the Chinese 
language focusing on Jingdezhen porcelain. The French version was produced for research use 
by Sèvres chemists for the improvement of porcelain made at the Sèvres Imperial Porcelain 
Factory just outside of Paris.  
152 Xu Zhiheng. Yinliuzhai shuoci, Meishu congshu, series 3, no.6. 
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National Essence without hindering Europeanization. After returning from Japan, Xu 

taught in Guangzhou in 1909 before moving to Peking after the Republic of China was 

formally established, staying for the remainder of his life. 

 

           In his book, Xu Zhiheng expressed his national pride for the high achievement 

of Chinese ceramics. He pointed out that in Europe the term “china” was used as a 

substitute for “China” because of the incomparable exquisiteness and refinement of 

Chinese ceramics, even while Europeans were trying their utmost to imitate Chinese 

techniques. Xu also listed Chinese ceramic studies that had been translated in the West 

by the end of the 19th century. The list included Records of Jingdezhen Ceramics; 

Description of Chinese Pottery and Porcelain and Illustrated Catalogue of the 

Porcelains of Successive Dynasties. In describing the historic development of ceramic 

styles, Xu compared ceramics to poetry and prose. Xu likened Yuan ceramics to a ballad 

of the Jin dynasty (Jinyuefu 晉樂府), compared Ming ceramics to the poetry of the Four 

Paragons of the early Tang dynasty, and compared ceramics of Kangxi period to the 

poetry of Li Bai 李白 (701-762) and Du Fu 杜甫 (712-770), the two greatest Chinese 

poets of the Tang dynasty. The novel comparison between ceramics and poetry broke 

with traditional connoisseurship of Chinese literati whose elite tastes favored poetry, 

calligraphy and painting. The comparison is an example of how proponents of the 

National Essence Movement contributed to the redefinition of “Chinese art” around the 

turn of the twentieth century. 
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           Xu’s book also stated that the beauty of Song ceramics, in its simplicity, subtlety, 

and exquisite glazing, was never surpassed by later ceramics. He wrote that Song 

ceramics resembled the artistic style of ritual bronze vessels created during the ancient 

Xia, Shang, and Zhou dynasties and hence best kept the sense of guzhuo 古拙, or spirit 

of antiquity. Appreciation of “guzhuo” is rooted in traditional literati taste. For Chinese 

scholars, age had precedence over beauty and imitation of the past was a natural choice. 

The sense of antiquity or spirit of antiquity was first posited in Chinese art treatises by 

prominent literati such as Mi Fu 米芾 (1051-1107) and Su Shi 蘇軾 (1037-1101) in the 

Song dynasty. The idea quickly developed into a classic principle of Chinese art. As 

Zhao Mengfu 趙孟頫 (1254-1322), the leading figure of early Yuan culture, wrote, “a 

sense of antiquity was essential in painting. If there is no sense of antiquity, then 

although a work is skillful, it is without value. Modern painters only know how to use 

the brush in a detailed manner and apply colors abundantly, and then think that they are 

good artists. They do not know that if a sense of antiquity is lacking, all types of faults 

appear throughout a work, and how can one look at it.”153  

 

            By the time Xu Zhiheng’s book was published, Song ceramics had begun 

replacing High Qing ceramics in the West as the preeminent choice for Chinese 

ceramics. For example, a major donation to the V&A made in 1918 by Mr. and Mrs 

Aubrey le Blond included Cizhou, Yaozhou, qingbai, Jizhou, Jian and Ding wares. In 

                                                
153  Bush, Susan. The Chinese Literati on Painting; Su Shih (1037-1101) to Tung Chʻi-chʻang 
(1555-1636). Cambridge: Harvard University Press, 1971,122.  
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1929 Henry Blackwall Harris made bequests of some of his finest Song ware collection 

to V&A. The largest and most notable collection of Song dynasty ceramics came to the 

museum from George Eumorfopoulos (1863-1939) in 1935.154 With the increase of 

unearthed Song ceramics entering the Western market, Western collectors started to 

appreciate the early ceramics not only from an anthropologist's perspective but from an 

aesthetic perspective as well. R.L Hobson (1872-1941), keeper of the Department of 

Ceramics and Ethnography at the British Museum, was among the first Westerners to 

recognize the aesthetic value of Song ceramics. In the introduction to the exhibition 

catalogue of “Early Chinese Pottery and Porcelain” (1910), R.L. Hobson wrote, “(Song 

ceramics) has a body varying from reddish brown to pale buff stoneware, sometimes a 

wash of white slip, and over this a deep opaque cream glaze faintly crackled. But the 

most salient feature is a painted decoration in dark brown pigment and maroon and 

sometimes red clays; though the latter colors may indicate a late period in the 

manufacture, which began with the Song dynasty and continues to this day. No one can 

fail to be struck with the extraordinary skill and freedom of the impressionist sketches 

in dark brown on the early wares. ”155  

 

            The shift in collecting taste from Qing to pre-Ming ceramics involved more than 

a simple realization of an external truth uncovered by archaeological discovery or a shift 

                                                
154 The list of donations of Song ceramic to V&A Museum, see Rose Kerr. 2004, pp.1-25.   
155 Exhibition of Early Chinese Pottery and Porcelain. London: Printed for the Burlington 
Fine Arts Club, 1910, p. xxiv. 
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in aesthetic values. Hobson’s 1927 book on Chinese art expressed disdain for the first 

time for the later wares. He stated that “For two centuries [from the beginning of the 

Ming dynasty] she [China] was thrown back entirely on her own resources and her arts 

ceasing to be progressive tended to crystallize. Eccentricities were developed, and the 

extravagant and bizarre elements became more and more pronounced.” Compared to 

the arts of the Ming and the Qing, Hobson now claimed that “in many ways the art of 

the Tang dynasty speaks in a language more intelligible to the European of today than 

does the more modern art which we have been taught to regard as typically Chinese.’”156 

Hobson was not the only Western scholar who proposed that the Song dynasty, rather 

than the reign of High Qing, represented China’s pre-eminent epoch in ceramic history. 

Before Hobson, Ernest Fenollosa (1853-1908), head of the Oriental department of the 

Boston Museum of Fine Arts, had already argued that art from the Qing period, in 

particular art from the 18th and 19th century, was denigrated because it was considered 

to have been created during a time of social and cultural decline.  157  

 

                                                
156Members of the Oriental Ceramic Society in Britain, featured by museum curators, who 
represented a small, cultured elite in England, as Judith Green noticed, were very conscious of 
having a minority taste and they were largely responsible for the new orientation of ideas that 
came to permeate the public institution, challenging the identification of Chinese ceramics with 
familiar Qing examples by the ill-informed general public. See Green, Judith. “A New 
Orientation of Ideas: Collecting and the Taste for Early Chinese Ceramics in England:1921-36”. 
Pierson, Stacey. Collecting Chinese Art: Interpretation and Display. Colloquies on Art & 
Archaeology in Asia, No. 20. London: University of London, Percival David Foundation of 
Chinese Art, School of Oriental and African Studies, 2000, pp.43-56. 
157 Cohen, Warren I. East Asian Art and American Culture: A Study In International 
Relations. New York: Columbia University Press, 1992, p.157. 
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During this period many Chinese intellectuals and Western scholars shared a 

similar recognition of Chinese ceramics. Xue Zhiheng in his book wrote that as the 

Qianlong period reached its zenith of social, economic, and military power, the ceramic 

art of the period also reached its climax. However, the Qianlong reign was a turning 

point “from prosperity to decline”. Followed by the Jiaqing (1796-1820), Daoguang, 

Xianfeng (1831-1861) and Tongzhi (1856-1875) reigns, ceramic art gradually fell into 

decline. Although there was a short revival in the Guangxu reign, it involved the 

improvement of art form but not art spirit. This statement revealed that the framing of 

Chinese art for a modern Chinese nation increasingly involved politics in its aesthetic 

criteria. 

 

2.2. From S.W. Bushell’s Chinese Art to Deng Shi’s Publications of Chinese Art 

           In 1908, to celebrate the third anniversary of the Association for Preservation of 

National Learning, Deng Shi selected more than thirty art objects under the name of Art 

Objects of China for publication in the Journal of Guocui xuebao.158 Among them, 

fifteen images were reproduced from S.W. Bushell’s Chinese Art. The selected images 

contained a section of the Admonitions Scroll, a hawk painting attributed to Emperor 

Huizong of Song 宋徽宗 (1082-1135), a bronze wine vessel in the form of a rhinoceros, 

a wood-carving screen with Daoist motif, an intricately carved ivory pavilion model, a 

blue-white Ming porcelain dish, cloisonné enamel shaped as an elephant carrying a 

                                                
158 See Guocui xuebao, no.38. 1908.  
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vase, a large piece of silk and thread embroidery depicting a dragon boat festival, a 

cloisonné enameled ice chest decorated with grotesque lion, two bronze mirrors, and a 

plate with a depiction of West Lake in metalwork. Some illustrations were marked as 

looted objects, including “the Admonitions Scroll” which entered the British Museum 

as a ‘victory trophy’ from the Battle of Peking of 1900. Similarly identified was the 

enameled elephant carrying a vase and the Cloisonné enameled ice chest decorated with 

grotesque lion, both taken in the 1860 sack of Yuanmingyuan before arriving at the 

V&A Museum.  

 

Imperial Art as Chinese Art 

Bushell’s Chinese Art was written as a handbook for the V&A Museum 

intending to provide reliable sources and truthful records related to the collection of 

Chinese art around the late nineteenth and early twentieth centuries.  S.W. Bushell stated 

that the book provided exact illustrations and descriptions including passing references 

to any source of information calculated to throw light upon their origin and association.  

Many of the items featured as “Chinese Art” were clearly housed in the former Qing 

Imperial Palace. They included items from the imperial household used daily or for 

ceremonial occasions. These included embroidered imperial robes worn by the emperor, 

the empress, the princes and princesses, and elaborate “caps of state” made of silver-gilt 

open-work, inlaid with blue feathers, pearls and coral bead. Also included were 

decorative objects made of lacquer, enamel and ivory, silk, and precious stones. Some 

of them had been recently purchased by the V&A Museum. These included a bridal set 
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with silver-gilt filigree necklace, earrings, and head dress bought in 1883 at the 

International Colonial and Export Exhibition in Amsterdam, silk carpets with formal 

and geometric patterns bought in 1885 at the International Inventions Exhibition in 

South Kensington, and an imperial yellow vase “of pure porcelain enamel used in the 

imperial manufactory’ bought in 1867 at the Paris Exhibition.159  All the objects were 

originally property of the Old Summer Palace or Summer Palace that were looted during 

the second half of the 19th century. 

 

 The Old Summer Palace, also called Yuanmingyuan, was a complex of Qing 

dynasty palaces eight kilometers outside the contemporary boundary wall of Peking. 

Work started on its construction in 1707 and it was destroyed by the British Army in 

1860.160 The Summer Palace was called Yiheyuan. It was damaged in 1900 towards the 

end of the Boxer Rebellion when forces of the Eight-Nation Alliance destroyed the 

imperial gardens and seized artifacts stored in the palace. For two months widespread 

looting of imperial palaces, temples, gardens, princely mansions, stores and shops 

extended beyond Peking to cities like Baoding, Tianjin and Hejian. During the 1900 

looting hundreds of thousands of plundered artifacts appeared in Peking auction markets 

                                                
159 Regarding purchase of these objects, see Bushell. 1906, pp.106,107,123, 105, 67.  
160 Yuanming Yuan was an aesthetic as much as a domestic or imperial creation, comprising 
hundreds of ornamental and largely wooden buildings set within an artificial landscape of 
gardens and waterways. It was the summer retreat and sometimes main residence of Qing 
emperors. On the study of Yuanmingyuan and the loot in 1860, see Kutcher, Norman. “China’s 
place of memory,” Wilson Quarterly 27(1), 2003, 30-40. Wolseley, Garnet. 1862. Narrative of 
the War with China in 1860. London: Longman, Green, Longman & Robert.  
  (Available http://ringmar.net/europeanfury/?page_id=1159). 
 



 

112 

 
 
 
 

held by the “victorious armies,” facilitating the mass transfer of antiquities to the 

looters’ countries. These two looting events became the primary source of objects in 

Bushell’s Chinese Art and M. Paleologue’s (1859-1944) L’ Art Chinois Chinese Art 

published in France in 1887.161 In 1910 Deng Shi published Huang Kaijun’s 黄凱鈞 

(active eighteenth century) “Essay on the Old Summer Palace” (Yuanmingyuan 

gongjilu 圓明園恭紀錄 ) in Guocui xuebao. Huang’s article, written during the 

eighteenth century, described the Yuanmingyuan during its prosperous period. The 

publication of Huang Kaijun’s essay was certainly aimed at reminding Chinese readers 

of the high artistic achievement of the Old Summer Palace and the extensive looting and 

destruction of the Old Summer Palace by the British invaders.162  

 

  Because of his own experience in China, Bushell objected to the looting in 

Peking, resisting the representation of looted objects in his writing as “trophies” or 

“treasures” associated with the power of British and French Empire.163 Not only that, 

Bushell claimed that imperial objects represented the highest level of Chinese art. 

Today’s scholars have already pointed out that before the Summer Palace objects 

                                                
161 Paléologue, Maurice. L'Art Chinois. Nouv. éd., Libr. -impr. réunies, 1888. Reissue of 
original edition (1887)  
162 Huang Kaijun. “Yuanmingyuan Gongji”, Guocui xuebao, no.66, 1910.  
163 In the late 19th century imperial objects were often described as “trophies”, “treasure,” and 
from a “celebrated” location that was associated with the symbolic power of France and Britain. 
In addition to that, the display of imperial objects in many circumstances still sparked more 
curiosity than appreciation. Regarding this topic, see Tythacott, Louise. Collecting and 
Displaying China's "Summer Palace" in the West: the Yuanmingyuan in Britain and France. 
Routledge, an imprint of the Taylor & Francis Group, 2018. 
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appeared on the market, the word “imperial” was not frequently used to describe 

Chinese things. After 1860 however, objects within this category were automatically 

defined as “imperial” by virtue of provenance. “Essentially, if a Chinese object was 

‘imperial,’ it was also by definition ‘domestic,’ not for export.”164 Bushell in his book 

also emphasized the difference between exported Chinese art, especially Cantonese 

exports, and imperial art objects. Those made expressly for European taste, and their 

images in China, were clearly differentiated. Artifacts such as paper-hangings decorated 

with flowers, flowering shrubs and Chinese scenes, workshop paintings of “China 

pictures” and metalwork in European styled mugs were not included in Bushell’s 

Chinese Art despite the fact that much High Qing decorative art was made by Cantonese 

craftsmanship. In commenting on the ivory carvings from Canton like concentric ivory 

ball sets which were (and remain) one of the most fascinating products of the trade in 

decorative items, Bushell wrote, “although marvels of technical ingenuity and patient 

workmanship, [the carvings] are more distinguished for bizarre complexity of pattern 

than for artistic feeling.”165 Instead, Bushell showed his appreciation of an ivory hand 

rest carved with the eighteen arhats, a style of work that he considered similar to that of 

the Imperial Ivory Works. Ironically, during the Qian period palace rooms were largely 

furnished with Guangzhou-style furniture. Under direct patronage, support, and 

encouragement of the Qianlong Emperor, the Guangzhou school of carpentry was 

                                                
164 Ibid., pp.72-75. 
165 Bushell, Stephen W. Chinese Art. Printed for H. M. Stationery Off., by Wyman & Sons, 
Ltd., 1906, http://hdl.handle.net/2027/coo1.ark:/13960/t1zc8gn78.S.pp.120-121. 
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elevated to an authoritative position previously occupied by Suzhou workers since the 

Song dynasty. Glass products from Canton were presented to the court as tributes and 

Cantonese artisans were summoned to serve in the glass workshop of the Imperial 

Household Department in the Hall of Mind Cultivation. One of the most luxurious 

displays was the royal clocks crafted by clock smiths from Guangzhou who appealed to 

the emperor’s preference for hybrid styles that fused influences from Guangdong and 

abroad. Handicrafts from Guangdong in particular reflected the ability of local 

craftsman to assimilate new technologies from Europe into traditional arts and crafts 

production, eventually creating a regional style that drew imperial appreciation.166  

            

  It is clear that S.W. Bushell equated imperial art and objects whose creation 

required the finest skills and materials, with “Chinese art”. However, when Deng Shi 

selected images of imperial treasure from Bushell’s book, he considered them simply 

part of the cultural heritage of a Chinese “nation”, treating them no different than 

exported objects. Deng Shi’s transformative perspective on how imperial art and 

imperial collection ultimately became linked to national heritage was actually much 

more advanced than most Chinese people at the time, considering there was an ongoing 

debate on how to identify the imperial collection of the last empire throughout the early 

                                                
166 Yang Boda. “The Characteristics and Status of Guangdong Handicrafts as seen from 
Eighteenth Century Tributes from Guangdong in the Collection of the Former Qing Palace”. 
See Gugong bowuyuan, and Chinese University of Hong Kong Art Gallery. Qingdai 
Guangdong gongpin 清代廣東貢品 Tributes from Guangdong to the Qing Court / Jointly 
Presented by the Palace Museum, Beijing & the Art Gallery, The Chinese University of Hong 
Kong. Chu ban., Gugong bowuyuan, 1987, pp.39-67. 
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twentieth century. The debate mainly focused on taking imperial collection whether as 

symbol of an imperial past or a symbol of the cultural heritage of Chinese nation. 

Increasingly proponents argued that the imperial collections constituted a national 

treasure, the crystallization of several thousand years of culture rather than the private 

debris left by the last imperial house. As a result, on National Day, October 10, 1925 

the imperial treasures were displayed to the public for the first time in Chinese history 

and the former Forbidden City Palace was proclaimed as the Palace Museum.167 

 

From Literati Culture to Chinese Art 

For Deng Shi the essence of Chinese art was certainly not related to the imperial 

workshop, imperial taste or the imperial collection. In 1907 he listed ten categories in 

Guocui xuebao as a public call for the collection of Chinese art. They were: (1) rubbings 

of inscriptions on ancient metal and stone, (2) ancient bells and ritual bronze vessels, (3) 

famous paintings and calligraphy, (4) portraits of the famous, (5) seals and albums of 

seal impressions, (6) rare books from the Song-Yuan period, (7) classical poetry, shi, ci 

and qu, (8) music-related items, (9) embroidery and textiles, and (10) porcelain and 

lacquer ware.168 Deng used this basic classification system, which was associated with 

cultural practices led by the literati class, in two publications: Shenzhou guoguang ji and 

Meishu congshu. The former was the first Chinese art journal to introduce the collotype 

                                                
167 Hamlish, Tamara. "Preserving the Palace: Museums and the Making of Nationalism(s) in 
Twentieth-Century China." Museum Anthropology 19. 2. 1995, pp.20-30. 
http://www.anthrosource.net/doi/pdfplus/10.1525/mua.1995.19.2.20 
168 The advertisement of collecting Chinese art see Guocui xuebao, no.20, 1907. 



 

116 

 
 
 
 

technique to highlight the uniqueness of Chinese traditional art. The latter was a 

groundbreaking book series that gathered historical treatises on Chinese art and 

organized them within a novel categorization system.  

 

 The history of the literati scholar in China dates back to the Tang 

and Song dynasties when the court implemented meritocratic civil exams for the 

selection of bureaucratic officials. The tests assessed the candidates’ ability and 

knowledge of a wide range of subjects including Confucian thought, law, agriculture, 

and the arts, especially calligraphy, painting, and music. As such, an entire class of 

intellectual and artistically trained scholars was created. Although the class rigorously 

complied with Confucian ethics and was self-conscious of their shared collective 

identity, scholars were still able to pursue differentiated cultural practices. 

Contemporary scholars have argued that as scholar-officials gained political power they 

articulated their identity not through a wholesale replication of court culture but through 

alternative artistic practices that often challenged imperial production. The artistic 

practices that the scholar-official generated are now referred to in common academic 

parlance as “literati culture.”169 This antagonism explains why Deng Shi was repulsed 

when he saw Zhao Mengfu’s painting “Listening to the Zither under the Shade of 

Phoenix Tree” (Tongyin tingqin tu 桐蔭聽琴圖) covered with the personal seals of the 

                                                
169 The cultural and political competition between literati class and court, see Ebrey, Patricia 
Buckley. Accumulating Culture: The Collections of Emperor Huizong. University of 
Washington Press, 2008. 
 



 

117 

 
 
 
 

Qinglong emperor. To Deng Shi, the seals were symbols of imperial authority which 

was inherently opposed to the free spirit of refined scholars.170 

 

Deng Shi not only clearly differentiated the literati culture from imperial culture, 

he also saw the value of literati culture in the framing of Chinese art. The collapse of 

the Qing dynasty brought with it the termination of the Imperial Examination System, 

thus removing the privileged social status and cultural influence of the literati class. For 

Deng Shi however, the bottomless history of literati culture was the foundational 

material he needed to conceive a national heritage and define a representative art for 

modern China. 

 

The first traditional art subject that Deng Shi defined as representative of China’s 

art was jinshi because among all the scholarly practices, Jinshi was especially 

prosperous during the Qing dynasty. The Chinese term jinshi or jinshi xue (金石 

literally, studies of bronze and stone objects) is a scholarly field that focuses on the 

study of inscriptions on ancient bronze and stone objects for use as primary sources in 

interpreting ancient history, rituals, and politics.  The term of Jinshi is a reference to 

writing surfaces used since the Qin Dynasty. At the time it was believed that the durable 

quality of jinshi could endow the political documents inscribed in them with a similar 

nature. Imperial edicts, for example, were copied onto bronze and stone for preservation. 

                                                
170 Deng Shi. “Jilu yutan” in Shenzhou daguan, 1912, no.2. 
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By the Northern Song period (960-1127), jinshi no longer referred simply to durable 

writing surfaces, but to a scholarly field, whose practitioners used inscriptions as 

historical documentation of the ritual ceremonies, languages, calligraphy and politics of 

the past. The practice took form in the Northern Song Dynasty but the heyday of jinshi 

did not occur until the mid-Qing period. Eighteenth-century evidential research scholars 

(kaozheng 考證) stressed exacting research, rigorous analysis, and the collection of 

impartial evidence drawn from ancient artifacts and historical documents and texts.171 

Their research also helped jinshi move beyond its traditional base to include a variety 

of ancient artifacts including bronze vessels, stone steles, bronze mirrors, eave tiles, 

ancient bricks, the commander's seal (bingfu 兵符) and clay impressions (fengni 封泥). 

But at the end of Qing it quickly declined when confronted with the introduction of 

Western learning. Luo Zhenyu remarked on the changing tastes in antiquarian study 

when he arrived in the capital in 1908. He wrote, “Fashions had changed from the era 

of Pan Zuyin and Wang Yirong 王懿榮 (1845-1900). Scholars disregarded old coins 

and ritual vessels, and there were few buyers for these items.”172 In 1901 Ye Changzhi

                                                
171 On jinshi  see Ma Heng 馬衡. Zhongguo jinshixue gailun 中國金石學概論 (Introduction of 
Chinese Jinshi Study). Shidai wenyi chubanshe, 2009. Starr, Kenneth. Black Tigers: A 
Grammar of Chinese Rubbings. University of Washington Press, 2008. On jinshi study in the 
late Qing and early Republic period, see Brown, Shana J. Pastimes: from art and antiquarianism 
to modern Chinese historiography. University of Hawaii Press, 2011.  
172 Brown, Shana J. 2011, p.107. The same announcement also appeared Ye Changchi’s 
(1849-1917) comment on jinshi studies. Ma Hongju 馬洪菊. Ye Changchi yu qingmo minchu 
jinshixue 葉昌熾與清末民初金石學 (Ye Changzhi and Jinshi Study in the end of Qing and 
the Beginning of the Republic of China). Minzu chubanshe, 2014. 
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葉昌熾 (1849-1917) similarly complained that only inscribed stele and epitaph might 

still be studied, but other types of jinshi objects were totally ignored.173  

 

  Deng Shi certainly noticed the change. Hence, in his own collection and 

publications jinshi was a fundamental subject, reflecting his determination to revive the 

tradition. In an effort to quickly promote jinshi as a unique representative of Chinese art, 

Deng Shi published a large amount of jinshi rubbings as collotype prints. Historically 

rubbing collections and the study of rubbings were understood to be as important as the 

collection of the real objects. Rubbings were viewed as “the skin of an object that has 

been pulled off the object’s body”. In other words, rubbings were the direct evidence of 

antiquities, and for collectors who could not acquire the source object, a rubbing could 

be equally important. In early periods, rubbings were only used to record the inscription 

of ancient bronze and ancient steles. It wasn’t until the Qing and modern eras that 

rubbing practices expanded for use in copying other substances, objects and subjects. In 

doing so, rubbings became important evidence of the achievements of Qing era jinshi 

scholarship. 

 

  Deng Shi’s own collection included many rubbings formerly owned by Huang 

Yi 黄易 (1744-1802), Zhang Tingji 張廷濟 (1768-1835), Qu Zhongrong 瞿中溶 (1769-

1842), Fei Nianci 费念慈 (1855-1905), Wei Jiasun 魏稼孫 (1828-1881) and Chen Jieqi 

                                                
173 Ma Hongju. Ye Changchi yu qingmo minchu jinshixue. 2014, p.73-74. 
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陳介祺 (1813-1884). All were prominent jinshi scholars who lived from the Qian-Jia 

period (1735-1820) to the Dao-Xian period (1820-1870), a golden era for Jinshi 

practices. In 1918 Deng Shi published the Catalogue of Jinshi From the Fuzhai Study 

(Fuzhai jijinlu 簠齋吉金錄), a sixteen-volume rubbing collection of Chen Jieqi. It 

compiled 389 rubbings from collections of Chu Deyi 褚德彞 (1871-1942), Zou An 鄒

安 (18641940) and Deng Shi himself. Chen Jieqi was a high ranking late Qing official-

collector who owned one thousand pieces of roof tile, hundreds of clay seals, and more 

than two hundred bronze vessels including the famous Maogong Ding 毛 公 鼎

(Maogong bronze tripod cauldron tripod). Chen’s collection was largely recorded 

through rubbings. Some of them were made by Chen himself and others by craftsmen 

under Chen’s supervision. His collection, however, was not published during his 

lifetime.174 According to Deng Shi, Jiang Biao 江標(1860-1899) first published Chen 

Jieqi’s rubbing collection during the Guangxu period in Book Series of Lingjiange 

(Lingjiange congshu 靈鹣閣叢書).175 Based on Jiang’s catalogue, Deng Shi added 

items in his publication which best reflected new Jinshi developments during the Qing 

period including Qin weights (Qiquan 秦權 ), ancient measurement tools, Han 

antiquities, crossbows, arrows, models of ancient coins, and ancient statues. (Figure 2.5) 

                                                
174 Regarding Chen’s rubbing collection, see Brown, Shana Julia. Pastimes: from Art and 
Antiquarianism to Modern Chinese Historiography. University of Hawaii Press, 2011. pp.51-
72.  
175 According to Deng Shi, Jiang’s collection included 263 rubbings of ancient bronze vessels 
and weapons were published in the Book Series of Lingjiange (Lingjiange congshu 靈鹣閣叢

書). Fuzhai jijin lu. edt. Deng Shi. Fengyulou, 1918. 
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 Jinshi developments during the Qing period included not only new objects but 

also new rubbing techniques, namely the innovation of three-dimensional composite 

rubbings (quanxing taben 全形拓本) in the late eighteenth century. This type of rubbing 

offered a more accurate replication of decorative patterns and more complete 

documentation of the volumetric shape of metal-stone objects.176 The special techniques 

employed to create composite rubbings made each rubbing a single piece of art. Deng 

Shi’s collection included an exquisite group of composite rubbings of Zhou ritual 

vessels originally collected by Fei Qihuai 費 屺 懷  (1830-1904). (Figure 2.6) 

Commending their complexity and rarity, Deng Shi wrote, “It commonly took a whole 

day to make a piece of composite rubbing, which hence not only recorded the precise 

shape of antiquities, but also conveyed the spirit of antiquities. And the profundity of 

rubbing is worth pondering. Rubbing practices have a long history and Europeans and 

Americans have marveled at the technique’s perfection. But because Westerners didn’t 

know of rubbing techniques, once ancient Chinese objects entered Western museums 

rubbings of those objects were lost forever.” 177  In fact, Deng Shi noted that most 

Western collectors were interested in all kinds of ancient Chinese artefacts, from 

paintings to stone stelae, from ritual vessels to burial objects for research purposes and 

museum displays. Rarely, however, did they collect rubbings of those objects.178  

                                                
176 Regarding the historical development of rubbing-making, see Starr, Kenneth. Black Tigers: a 
Grammar of Chinese Rubbings. University of Washington Press, 2008. pp.3-33. 
177 Deng Shi. “Jilu yutan”, Shenzhou daguan, no 8, 1915. 
178 Deng Shi. “Jilu yutan” in Shenzhou daguan, no.16, 1922. Only few Western scholars such 
as S.W. Bushell, in their book introduced Chinese rubbing.  S.W. Bushell was the first European 
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Figure 2.5 Deng Shi’s Preface for Fuzhai jijinlu 簠齋吉金錄 (Catalogue of Jinshi From 
the Fuzhai Study) Chen Jieqi Fuzhai jijinlu, vol.1 Fengyulou, 1918. 
 

 

  

                                                
who brought the rubbing collections of Wuliang Shrine (武梁祠) and Xiaoshantang Shrine (孝
山堂), two examples of Chinese stone carving from the ancestral temples around the second 
century, to Europe and presented them to the Oriental Congress at Berlin, in 1881. 
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Figure 2.6  Composite rubbing of Zhouzhiyi 周疐彝. The original vessel was collected 
by Fei Qihuai. The rubbing was in the collection of Deng Shi. It was published no.8, 
Shenzhou daguan, 1915. 
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In contrast to Western preferences for collecting Chinese art, the collection of 

rubbings in fact became a very “Chinese thing”. Despite the availability of photography, 

rubbings were still regularly included in Deng Shi’s publications. As a pioneer who 

introduced the collotype print to art publications, Deng Shi saw the advantage of 

photography for recording and documentation, but he also claimed that “the photograph 

was not the same as the rubbing in terms of capturing the spirit of the object.” 179 He 

began using photography to record new acquisitions of antiquities (Figure 2.7), a 

practice he would maintain over time. Yet he continued to make rubbings of his new 

jinshi acquisitions, from small bronze Buddhist statues to large stone stelae. Some of 

them were made into composite-rubbings although Deng Shi might not have mastered 

the complicated technique. (Figure 2.8) Through rubbing and photography Deng Shi 

called attention to rubbing-making and rubbing-appreciation as unique Chinese cultural 

practices. 

 

To Deng Shi, rubbing was not merely the physical copying of antiquities. Rather 

it generated ongoing artistic and intellectual activities and interest. Especially during the 

Qing period, rubbing appreciation reached unprecedented heights. Like paintings and 

calligraphy, rubbings were mounted with inscriptions and colophons then stamped with 

the seals of collectors and connoisseurs. Collectively, rubbing-making, rubbing-

collecting and rubbing appreciation comprised a group of distinct scholarly cultural 

                                                
179 Deng Shi.  “Jilu yutan”, Shenzhou daguan, no.8, 1915. 
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practices. An example of the amateur enthusiasm associated with rubbing appreciation 

can be illustrated by Deng’s response to a rubbing made by Huang Yi.  Huang Yi was 

a Qing jinshi collector and scholar who travelled widely in search of ancient stone 

inscriptions which he then preserved as rubbings for his collection and research.180 He 

 

               
Figure 2.7 Photo of Jue. The Jue was in       Figure 2.8 Composite Rubbing of Zhi. The  
the collection of Deng Shi. Photographed    the rubbing was made by Deng Shi  
and published in Shenzhou guoguang ji,      Shenzhou  guoguang ji, no.15, 1910.      
 no, 21, 1911.                                                  
                                                                       

 

                                                
180 Regarding the tradition of stelae visit in the Qing, see Bai, Qianshen. Wu Dacheng he tade 
tagong 吳大澂和他的拓工 (Wu Dacheng and his rubbing-makers).  Longshijie, 2015, pp.3-
21. 
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famously traveled to Mount Song and the city of Luoyang in Henan Province in 1796 

in search of ancient stone stelae to make rubbings. Over the course of a month Huang 

obtained more than four hundred rubbings which he later recorded in a twenty-four leaf 

album titled “Visiting Ancient Stelae in the Mount Song and the City Luoyang” 

(Songluo fangbei tu 嵩洛訪碑圖). One of the rubbings made during that trip entered 

into Deng Shi’s collection. The rubbing contained a character of Ma 馬, which was 

carved on the forehead of Wengzhong, a stone sculpture of a tomb guardian warrior 

standing in front of the Zhongyue Temple. When the rubbing came into Deng’s 

collection, he wrote “from the spotted part of the rubbing I image that Huang Yi may 

not have thoroughly washed the earthen debris from the stone when he made his first 

rubbing of the character. It is so great that I could share Huang’s enjoyable visit through 

the rubbing.”181 (Figure 2.9) The achievements of Qing Jinshi and the uniqueness of 

rubbing appreciation supported Deng Shi’s idea of finding a representative Chinese art. 

Deng Shi and many his contemporaries felt that if there was a Qing period art form 

comparable to the achievements of the European Renaissance it could only be jinshi. 

Jinshi not only presented a scientific analysis and investigation of the past but 

also represented literati taste in all essentials.  

 

                                                
181 Deng Shi. “jinslu yutan”. Shenzhou guoguang ji, no.14, 1910.  
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Figure 2.9 Huang Yi’s Rubbing of the Character of Ma from the Zhongyue Temple. The 
rubbing entered into Deng Shi’s collection and was published in Shenzhou guoguang ji, 
no.14, 1909. 
 
 
 

After jinshi, literati painting was the second subject which Deng Shi defined as 

representative of Chinese art. Deng Shi included an abundance of literati paintings in 

Shenzhou guoguang ji and an abundance of text about literati painting theories in 

Meishu congshu. Historically, painting as among the most desirable collection 

categories by Chinese collectors. However, painting was considered less important than 

calligraphy or jinshi objects such as ancient bronze vessels and rubbings of inscriptions 



 

128 

 
 
 
 

which were considered more intellectual.182 Loosely following the core of Confucian 

aesthetics, painting was placed after music (especially qin 琴 or guqin 古琴), the game 

of go (weiqi 圍棋) and calligraphy in the most common “four arts” (siyi 四藝) associated 

with cultured, literate males (wenren 文人). The four arts are used to cultivate one’s 

ethical values and were essential components of the ideal Confucian gentleman. During 

the early twentieth century the position of painting within the Chinese classification of 

arts was transformed by Western definitions of the fine arts whose hierarchy focused on 

painting, sculpture, architecture, poetry, and music.  

 

But, Deng Shi noted in his writings that Western collectors searched for 

paintings similar to those disbursed during the Battle of Peking, the majority of which 

were bird and flower paintings. As a result, demand for works by Wu Daozi 吳道子

(685-758) and Qiu Ying 仇英 (1498-1552), both known for figure paintings, climbed 

rapidly the market and encouraged the production of forgeries.183 Those forgeries and 

low quality of paintings were also selected in Bushell’s book. It reflects, on the one hand 

at the time the study of Chinese painting was much lagged behind the study of Chinese 

ceramic; on the other hand the understanding of Chinese painting in the West was 

influenced by the retrogressive theory of Chinese art, Western scholars and collectors 

ranked Song academic painting high for achieving formal likeness and illusionistic 

                                                
182 See Bai Qianshen’s classification of three types of late-Qing official-collectors. Bai Qianshen 
2013, pp. 390-394.  
183 Deng Shi. “Jilu yutan”, Shenzhou guoguang ji, no.19, 1911. 
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effects while xieyi (寫意 expressive) painting that featured the literati painting was 

ranked low. 

 

Opposed to Western scholars and collectors, Deng Shi in both his own collection 

and publication largely promoted literati painting. The concept of the literati painter was 

first formulated in China during the Northern Song, but it was codified into Chinese 

culture during the Ming by Dong Qichang. Dong Qichang 董其昌(1555-1636) divided 

Chinese painting into the Northern School and the Southern School based on the 

practices of the Northern and Southern Schools of Chan. The Southern School of Chan 

was aimed at self-acclaimed “sudden” enlightenment as opposed to the “gradual” 

approach of the Northern School of Chan. Accordingly, paintings in the Southern 

School mode were endowed with free and unencumbered strokes while Northern School 

paintings focused on precise and meticulous techniques. The division ultimately 

differentiated literati painters from professional painters because the Southern School’s 

painters were literati. Characterized as sensitive poets and scholars, the gentlemen 

painters of the Southern School painted intuitively (like an “amateur”) without 

conscious thought of function or beauty. Following Dong Qichang, literati painters 

increasingly insisted on following the dictates of their own hearts instead of copying 

models, a position reinforced by the philosophy of Wang Shouren 王守仁 (1472-1528) 

and Chan attitudes.184  

                                                
184 Regarding literati painting theory in the late Ming, see Bush, Susan. The Chinese Literati 
on Painting. Hongkong University Press, 2012, pp.151-172. (reprint) 
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Deng Shi’s  interest on literati painting was best exemplified by his collection 

of “Nine Friends of Painting” (Huazhong jiuyou 畫中九友), a group of literati painters 

that lived in the late Ming and early Qing and were active in the Suzhou area. The group 

centered on Dong Qichang and included Yang Wencong 楊文聰 (1596-1646), Cheng 

Jiasui 程嘉燧 (1565-1643), Zhang Xueceng 張學曾 (active 17th century), Bian Wenyu 

卞文瑜 (ca.1576-1655), Shao Mi 邵彌(ca. 1592-1642), Li Liufang 李流芳(1575-1629), 

Wang Shiming 王时敏   (1592-1680), and Wang Jian 王鑒 (1598-1677). Deng Shi 

made every effort to collect the paintings by these nine literati painters. He collected at 

least six works by Dong Qichang,185 five works by Li Liufang,186 four works by Cheng 

Jiasui,187 two paintings by Bian Wenyu,188 two paintings by Shao Mi, 189 two paintings 

by Wang Jian,190 and one painting by Yang Wencong, 191 and Wang Shimin.192 Only 

Zhang Xueceng’s painting was too rare to find.193 The work of Nine Painters of Painting 

assembled a very important part of Deng Shi’s collection because he felt they 

represented the best examples of literati painting and their life styles.  

 

                                                
185 See Shenzhou guoguang ji, no. 8, no.9, no, 13, and no. 21. 
186

  See Shenzhou guoguang ji, no 9, no.18, no. 21, and Shenzhou daguan, no. 5. 
187 See Shenzhou guoguang ji, no. 12 and no. 13 and Shenzhou daguan no. 4 and no. 5. 
188

 See Shenzhou guoguang ji, no .18 and Shenzhou daguan, no.4. 
189  See Shenzhou guoguang ji, no. 21 and Shenzhou daguan, no. 7. 
190  See Shenzhou guoguang ji, no. 21 and Shenzhou daguan, no. 5. 
191  See Shenzhou daguan, no. 16.  
192  See Shenzhou guoguang ji, no. 16. 
193 Deng Shi. “Jilu yutan”. Shenzhou guoguang ji, no. 21, 1911.   
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As Deng Shi noted, these nine literati painters became known after they were 

grouped in Wu Weiye’s 吳偉業 (1609-1672) long poem based on the same title.194  The 

long poem of “Nine Friends of Painting” depicted an idealized image of literati painters 

as great literary talents, profound erudition and moral righteousness. For example, the 

poem praises Li Liufang this way: “Tanyuan’s (a pen name) literary work far surpassed 

his predecessors; his painting was comparable with the master Li Cheng 李成 (919–

967). He often recited poety and painted paintings on a boat and immersed himself in 

the environment surrounded by the lakes and mountains.” As a scholar Li Liufang failed 

repeatedly to succeed in the jinshi examination and, like many other men of the time, 

subsequently became a painter instead of an official. Deng’s collection had five works 

by Li Liufang. The first was a piece of calligraphy from an album dated 1617 reciting a 

passage from A New Account of the Tales of the World (Shishuo xinyu 世說新語). The 

passage depicts an elegant gathering on the bank of the River Luo and drew associations 

with the “Pure Conversation” Movement of the Wei-Jin period (220-420). (Figure 2.10) 

The remaining four works were landscape paintings created late in Li Liufang’s life. 

Two of them were painted with a dry, linear and insubstantial brushwork following the 

                                                
194 Ibid., “Jilu yutan”, Shenzhou guoguang ji no. 21, 1911. Regarding Wu Weiye’s poem of 
“Nine Friends of Painting”, see Fukumoto Masakazu 福本雅一. “Wumeicun yu huazhong 
jiuyouge” 吳梅村與畫中九友歌 (Wu Meicun and the Poem of Nine Friend of Painting), in Fan 
Jingzhong 范景中, Cao Yiqiang 曹意強 and Liu She 刘赦, et al. Meishushi yu guannianshi 美

術史與觀念史 XI (History of Art and History of Ideas Xi. Di 1 ban Nanjing Shifan Daxue 
chubanshe, 2011, pp.159-182. 
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style of Ni Zan 倪讚 (1301-1374). (Figure 2.11, Figure 2.12). One was painted in the 

style of Wu Zhen 吳鎮 (1280–1354) who was known for his use of various layers of 

ink. (Figure 2.13) The final landscape (1626) used a wet, loose, Mi style with a vigorous, 

compositionally stable monumentality that was rare among Li’s paintings. (Figure 2.14) 

A long colophon praising Li Liufang was written on dyed paper and mounted above the 

painting in 1854 by a fellow townsman of Li’s name Cheng Tinglu 程庭鷺 (1796-1858). 

Cheng wrote “In painting it is necessary to study the ancients, but one must also have 

characteristics of one’s own. Mr. Li Changheng (another name of Li Liufang) from my 

hometown derived his style from Dong Yuan 董源 (ca.934 - ca.962) and Juran 巨然 

(active 10th century) and attained their spiritual essence. Nonetheless, his brush sweeps 

back and forth in intoxicated freedom, with a spurting, saturated ink wash. It is works 

like this one that reveal his true characteristics.”195 In general, Li’s paintings in Deng 

Shi’s collection presented versions of the same subjects, demonstrating the endless 

rewards of ink play. As Richard Barnhart pointed out “With no one to please except 

oneself, or perhaps a few friends, the painter is free to explore and create, experimenting 

within the narrow framework he sets for himself, repeating the familiar over and over 

in what we imagine to be the essential Chan manner of repetitive, disciplined, and finally 

mindless. An unfettered being and doing.”196   

                                                
195

 This painting later entered into the collection of Wang Nanping 王南屏 (1924-1985). A 
study of this particular, see Barnhart, Richard M, and Yale University. Art Gallery. The Jade 
Studio: Masterpieces of Ming and Qing Painting and Calligraphy from the Wong Nan-Pʻing 
Collection. Yale University Art Gallery, 1994. pp.118-120. 
196 Ibid., p.119. 
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Figure 2.10 Li Liufang. Elegant Gathering on the Bank of the Luo River. 1617 
Deng Shi’s collection. Shenzhou guoguang ji, no. 9, 1909. Rare Manuscript  
Collections, Cornell University.                    
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Figure 2.11 Li Liufang. Landscape.               Figure 2.12 Li Liufang. Landscape after       
1624. Deng Shi’s collection.                          Ni Zan. 1627. Deng Shi’s collection.  
Shenzhou daguan, no. 5, 1913.                      Shenzhou guoguang ji, no. 21, 1912.   
Rare Manuscript Collections                         Rare Manuscript Collections 
Cornell University                                         Cornell University                       
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Figure 2.13. Li Liufang. Landscape after Wu Zhen. 1627. Deng Shi’s collection. 

Shenzhou guoguang ji, no. 18, 1910.Rare Manuscript of Cornell University 
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Figure 24. Li Liufang. Landscape. 1626. Formerly in Deng Shi’s collection.  
First published in Shenzhou guoguang ji, no.21, 1912. The painting later entered  
Into Wang Nanping’s collection. Wang Nanping cang zhongguo gudai huihua.  
王南屏藏中國古代繪畫 (Wang Nanping's collection of ancient Chinese  

            paintings). Tianjin renmin meishu chubanshe, 2015, p.176. 
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The Nine Painters of Painting all lived during the late Ming and the early Qing, 

which was a particular period formed the highest Chinese fine art, as Deng Shi argued 

in Tanyilu 談藝錄 (A Miscellany of Art Talks, 1918). Tangyilu was a small book in 

which Deng Shi compiled hundreds of private correspondences written by Ming-Qing 

scholars and painters, to express his own perspective on Chinese art. The 

correspondences were arranged by their subjects from painting, calligraphy to all kinds 

of scholar’s practices including seal carving, inkstone collecting, music and jinshi study. 

Many of them were related to discussions of what the essence of painting should be. For 

example, letters from Cao Rong 曹溶 (1613-1685) and Wu Hong 吳宏 (1615-1680) 

proposed that painting be judged not only by consummate skills (qiao 巧) but also by 

artistic conception (biyi 筆 意). In Zha Wang’s 查望 (active mid-17th) letter, the author 

told his friend that painting was not intended to copy or reproduce what you saw but 

rather reflect the mind and emotion of the painter.197 Including discussion on painting, 

all selected correspondences provided a valuable supplement to the historical records of 

literati life and literati perspectives on art by capturing the details of the mature phase 

of literati culture during the late Ming and Qing dynasties.  

 

As a collector Deng Shi kept his eyes open for any writing material related to 

literati cultural practices. Deng Shi once collected a long handscroll of calligraphy in 

                                                
197 Deng Shi. Tanyilu. Meishu congshu.  series 3, vol.10. Zhejiang renmin meishu chubanshe, 
2013, pp.251-309. (reprint) 
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running-regular script by Li Rihua 李日華 (1565-1635). Li Rihua was the greatest 

private collector of calligraphy and painting during the Ming period. The text of the 

handscroll was a typical assortment of Li’s jottings, including anecdotes about Daoist 

immortals, Chan monks, and famous literati. It also included short critiques of 

calligraphy and painting, discussions of ancient social customs, and so forth. Richard 

Barnhart noted that the piece was an original manuscript of Li Rihua’s book titled Notes 

from the Studio of Six Inkstones (Liuyanzhai biji 六硯齋筆記),198 which was a type of 

text related to literati cultural practices favored by Deng Shi in the publication of Meishu 

congshu. 

 
 

The repertoire of practices associated with literati culture was Deng Shi’s core 

concern when he compiled texts for Meishu congshu. Written by Ming-Qing scholars, 

texts in Meishu congshu covered a variety of subjects by authors such as Chen Jiru 陳

繼儒 (1558-1639), Wan Shouqi 萬壽祺 (1603-1652), Tu Long 屠隆 (1543-1605), Li 

Rihua, Zhou Liangong 周亮工 (1612-1672), Song Luo 宋犖 (1634-1714) and similar. 

Many of the texts were associated with the connoisseurship of various material objects 

like rubbings taken from steles, ancient bronze vessels, garden stones, incense burners 

and objects d’art associated with writing, such as brush, paper, ink stones, ink and seals. 

Deng Shi also used the literary format of short vignettes to describe literati subjects from 

                                                
198 This handscroll of calligraphy later entered into the collection of Wang Nanping.  A study 
of this particular piece, see Barnhart, Richard M, 1994, p9. 116-118. 
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dresswear to men’s accessories, from tea making to making sweets, from flower 

arrangement to keeping pet fish.199     

 

 The framing of Chinese art during the late nineteenth century and the early 

twentieth century experienced several dramatic changes. It began with the West’s 

interest in Chinese exported art being replaced by a passion for imperial art. It then was 

inspired by an Orientalist interest in ancient Chinese culture and civilization following 

the discovery and research of mortuary items. It was also influenced by political fact 

rather than pure aesthetic criterion. Against this background, Deng Shi made a conscious 

effort to identify a representative art and culture for a modern Chinese nation. His 

collection and publications basically tried to elevate literati cultural practices and literati 

art into a national concern. Both the compilation of Meishu congshu and the publication 

of Shenzhou reflected Deng Shi’s willful attempt to construct a comprehensive literati 

world within a modern connotation of Chinese art. His collections and publications 

clarified the boundaries of traditional fine art and craftsmanship for later generations to 

look critically at the art of China.  

 

  

                                                
199 Liu, Yu-jen. Publishing Chinese Art: Issues of Cultural Reproduction in China, 1905-1918. 
Oxford University, UK, 2011, pp.124-125. 
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CHAPTER 3 

FROM ANTI-MANCHU ACTIVISTS TO QING LOYALISTS 

 

          When Su Manshu 蘇曼殊 (1884-1918) visited Shanghai in 1907, Deng Shi, Liu 

Shipei,  Zhu Shaoping 朱少屏 (1881-1942), Lin Lishan 林立山 (1881-1951), and Liu 

Yazi 劉亞子 (1887-1958) gave a warm  welcome to him. 200  Su Manshu was an 

important anti-Manchu activist, who in 1902 joined an anti-Manchu society in Japan. 

201 A group portrait of Su Manshu, Liu Shipei, Lin Lishan, Liu Yazi and Deng Shi, 

which was taken during Su’s visit to Shanghai, recorded that historical moment. (Figure 

3.1) In the photo Deng Shi wore in a long traditional robe standing in the middle of the 

group surrounded by his friends who strongly supported the revolution and anti-Manchu 

movement. It is a fact that when Guoxue baocunhui was founded in Shanghai in 1904 

by Deng Shi, Huang Jie, Liu Shipei, Chen Qubing, Ma Xulun and Zhang Binglin, many 

of these early members were influenced by political anti-Manchuism. Huang Jie, Liu 

Shipei, Chen Qubing, Ma Xulun and Zhang Binglin joined the Chinese Revolutionary  

                                                
200 Su Manshu and his friends of Guoxue baocunhui.  see Su Manshu quanji Juan.5 蘇曼殊全

集卷 5 (The Complete Collection of Su Manshu’s Work). edited by Liu Yazi. Beixin shuju, 
1929, pp.26-31. According to Liu Yazi, Su Manshu often invited Deng Shi to write inscriptions 
for his painting.  In Deng Shi’s collection there was rubbing which was given Su Manshu as a 
gift. It was a rubbing of Avataṃsaka Sūtra from the relics of the Huangfei pagoda 黄妃塔, also 
known as Leifeng Pagoda 雷鋒塔. The rubbing was published in Shenzhou guoguang ji, no.7, 
1909. 
201 Su was known as a poet and translator. His father was a Cantonese merchant who married a 
Japanese girl in Yokohama. Su’s life was filled with legends. When he was 12 years old, Su 
became a Buddhist monk. He studied European literature in Hong Kong, politics in Japan and 
Buddhist study in India. In 1902 Su joined an anti-Manchu society in Japan. See Liu, Wuji. Su 
Manshu. Twayne, 1972. 
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Figure 3.1 A Group Photo of Su Manshu and His Friends. Back row from left to right: 
Su Manshu, Zhu Shaoping, Deng Shi, Lin Lishan, Han Bihai. Front row from left to 
right: He Zhijian, Liu Shenshu (Liu Shupei), Liu Yazi. The photo was published in Su 
Manshu quanji (Collected Works of Su Manshu). Liu Yazi was the editor, and Deng Shi 
contributed his inscription for the book cover. See Su Manshu quanji v.5, Beixin shuju, 
1929. 
 

 

 

 

 



 

142 

 
 
 
 

Alliance (Tongmenghui 同盟會), a secret society formed from the merger of many 

Chinese revolutionary groups in the late Qing dynasty who produced works that 

constituted a scholarly attack on the legitimacy of Manchu rule. Among them was Zhang 

Binglin, a well-known scholar at the time and relatively senior within the group. Born 

to a well-off family, he might have remained an evidential research scholar if China had 

not been defeated by Japan in 1895. The war prompted Zhang to abandon a life of pure 

scholarship to become a political activist. Zhang’s anti-Manchu activities left him 

“jailed thrice and arrested seven times.” 202 Many younger scholars followed Zhang 

Binglin. Among them, Liu Shipei was the youngest, most talented, and most radical of 

the scholars. Liu Shipei’s lasting contribution was his 1903 creation of the “Yellow 

Emperor Chronology” to calculate the chronology of Chinese history, a work that 

clearly announced his determination to reconfigure Han culture and ethnicity in China. 

Liu Shipei took the name Guanghan 光漢 or "Restore the Han." Because of his radical 

anti-Manchu speech Liu Shipei was forced to flee to Japan in 1907. Zhang Binglin’s 

Qiushu (Book of Oppression 訄書, 1900), Liu Shipei’s Book of Rangshu  (Books of the 

Expulsion 攘書 ,1903) and Huang Jie’s series of  articles titled “Yellow History” 

                                                
202  On May 1, 1902 Zhang Binglin organized a meeting in Tokyo to mark the 250th anniversary 
of China's fall to the Manchu conquerors. Later Zhang was also involved in the Su Newspaper 
(Subao 蘇報) incident. The newspaper published the description of Revolutionary Army written 
by Zou Rong (鄒容 , 1885-1905), calling for driving the Manchus out of China. Zhang 
contributed the Preface for Zou’s article. On a brief account of Zhang Binglin’s life see Wang 
Fansen, “Zhang Binglin” in Encyclopedia of Chinese Philosophy, Routledge, 2003, pp.854-857.  
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(Huangshi 黃史 ,1905-1908), all published between 1900 to 1908, constituted a 

scholarly attack on the legitimacy of Manchu rule.203  

        

3.1. Collecting and Publishing under the Influence of Anti-Manchu Movement  

Deng Shi took a path similar to that of many other late Qing and early 

Republican intellectuals. He participated in organizations with an anti-Manchu stand 

and yet had no direct involvement in revolution. Although Deng Shi was not as radical 

as his colleagues, he did criticize the Manchu rule --more specifically the absolute 

monarchy--as an obstacle to a modern nation-state, noting that “official scholars only 

knew to serve the emperor. They did not know that they have to serve the nation.”204   

Instead, Deng Shi pointed out the significant role of zaiye scholars in saving the 

nation.205  The term “zaiye” 在野 literally means “out of the office”; in the past it 

generally referred to scholars who were on the edges of the existing political order. 

Among the early members of Guoxue baocunhui Zhang Binglin and Chen Qubing never 

took the civil examination, seeing it as part of the Qing’s cooptation of the educated 

elite; others such as Deng Shi, Huang Jie, Huang Binhong and Liu Shipei took the 

                                                
203 Huang Jie’s Huangshi was a series of essays, which were published in Guocui xuebao from 
1905-1908. 
204 Deng Shi. “Guoxue zhenlun” 國學真論, Guocui xuebao, no.2, 1907, pp.6-12. 
205 Deng Shi. “Guocui xuebao disan zhounian zhudianxu” 國粹學報第三週年祝典敘(A 
Speech for the Third Anniversary of National Essence Journal), in Guocui xuebao, no.38, 
1908, pp.6-13. 
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examination but did not succeed.206 Identifying himself as a zaiye scholar, Deng Shi 

used “yecan” 野殘, a word meaning wild and broken, to be shown on many of his 

personal seals. (Figure 3.2) But in spite of not having any official roles in the Qing 

government, Deng Shi and his friends took on a mission to rebuild the relationship 

between scholarship and nation.  

 

Figure 3.2 Deng Shi’s personal seals with inscription of “yecan” 野殘 

 

Collecting and Recollecting the Late Ming 

As zaiye scholars, the role models of Deng Shi and his colleagues were Ming 

loyalists. Ming loyalists or Ming “I-min” (leftover subject 遺民) were a group of Han-

Chinese who survived the conquest of Manchu but refused to serve two dynasties; some 

of them were actively involved in anti-Qing resistance, others chose reclusive non-

participation in the new order.  Gu Yanwu 顧炎武 (1613-1682), Huang Zongxi黃宗羲

                                                
206 On the identity of Deng Shi and his fellows Hon, Tze-ki discussed in his study Guocui 
Xuebao and China's Path to Modernity, 1905-1911. See Hon, Tze-ki. 2013, pp.35-46. 
ProQuest Ebook Central, https://ebookcentral-proquest-
com.proxy.library.cornell.edu/lib/cornell/detail.action?docID=1143384. 
According to Wang Lin’s study, Deng failed in the triennial provincial civil service. Wang 
Ling. 2009, pp.5-9. 
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( 1610-1695) and Wang Fuzhi 王夫之 (1619-1692), were representatives of the late 

Ming “zaiye” scholars. Because of their loyalist identities, their works were largely 

banned in the Qing period. Not until the end of the Qing period were their studies of 

politics, economy, military affairs, law, geography and local custom as well as natural 

phenomena, recognized as exemplars of  the idea of ‘jingshi zhiyong’ 經世致用, namely 

“knowledge of practical use to society.  Gu Yanwu, Huang Zongxi and Wang Fuzhi 

were for the first time grouped together as the Three Masters of Late Ming. 207 Their 

studies were quickly shared across a spectrum of groups with varying political 

allegiances from reformists to revolutionaries who were avidly searching for an answer 

to the sociopolitical predicaments from the history, heritage, and culture of the late 

Ming.  Between 1906 and 1907 Deng Shi wrote a series of essays trying to put studies 

of the Three Late Ming Masters into practice associated with the circumstances of the 

late Qing. He saw their ultimate goal as finding a proper social order and governmental 

format to benefit the national welfare. For example, Deng paralleled the “feudal” 

proposals of Gu Yanwu and “civil rights” proposal of Huang Zongxi with Western 

influenced ideas of representative government and popular sovereignty. He also saw 

Wang Fuzhi’s doctrinal expression of Han Chinese chauvinism as a strong support for 

nationalist movement and national independence.208  

                                                
207 On the influence of the Three Masters of Late Ming in the late Qing period, see Qin Yanchun 
秦燕春. Qingmo minchu de wanming xiangxiang 清末民初的晚明想象 (The Imagination of 
Late Ming at the End of Qing and the Beginning of the Republic of China). Beijing daxue 
chubanshe, 2008, p.31-34. 
208 Qin Yanchun. 2008, p.45. 
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As appreciation for the late Ming thinkers whose ideology was relevant to the 

contemporary social crisis increased, so did the popularity of Ming heritage sites.  Many 

of these places are located in the area of South China and Southeast China, such as 

Jiangsu, Zhejiang, Guangdong. During the Ming-Qing transitions these areas played a 

prominent role in the final resistance battles, and hence Ming loyalist heritage was better 

preserved there. As early as 1896 Deng Shi visited the tomb of Chen Bangyan 陳邦彥

(1603-1647) in Guangdong, who died as a martyr of the Ming dynasty in 1647. Chen 

Bangyan, Zhang Jiayu 張家玉(1615-1647) and Chen Zizhuang 陳子壯 (1596-1647) 

together were called “Three Cantonese Loyalists.”  Deng Shi later also acquired the 

portrait of Chen Bangyan and recalled that he carefully mounted it with Chen’s 

calligraphy into a hanging scroll and bowed down before it every morning. 209 In 1908 

Huang Jie visited  the tomb of Qu Dajun 屈大均 (1630-1696) in Panyu  of Guangdong. 

Qu Dajun joined the resistance army of the Three Cantonese Loyalists at the end of the 

Ming period. Even after Qing was formally established, he joined Wu Sangui吳三桂 

( 1612-1678) in Guangxi with the hope that Wu would launch a counteroffensive against 

Qing. All of Qu’s writings were banned in the Qing era. Huang Jie reported on this trip 

to Deng Shi and in his letter also mentioned that during that trip he met Qu’s descendants 

who allowed him to copy some of Qu’s works and diaries.210 Like Qu Dajun’s tomb, 

                                                
209 The portrait of Chen Zizhuang was a rubbing copied from epigraphy stelae in a local 
ancestral hall which didn’t enter into Deng’s collection until 1907. Regarding the collection of 
the three portraits see Guocui xuebao, no. 20, 1906. 
210 The trip was recorded in “Tongxun”, Guocui xuebao, no.3, 1908. 
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Zhang Huangyan’s 張煌言 (1620-1644) tomb was also visited by members of Guoxue 

baocunhui. In 1909, a black and white photo of Zhang tomb was published in Guocui 

xuebao. Zhang was executed by the Qing government because he was involved in anti-

Manchu resistance. Zhang was buried at the foot of Nanping Hill along the West Lake 

in Hangzhou, where his tomb was placed among the other three martyrs’ tombs.211 

(Figure 3.3) 

 
 

Figure 3.3 Photo of Zhang Huangyan’s tomb in Hangzhou.  
Guocui xuebao, no.13, 1909. 
 
 

                                                
211 The photo was published in Guocui xuebao, no.13,1909.    
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In addition to Ming loyalist tombs, heritage places associated with loyal court 

officials in Chinese history generally all became places of attraction. In 1908 Yuan 

Kewen traveled to Henan, where he visited Bigan’s 比干 (1125 BC- 1063 BC) tomb. 

Bigan was honored by Confucius as “one of the three men of virtue” of the Shang, who 

was martyred for his determination to give advice to rectify the corruptness of the last 

Shang King. Yuan took a photo in front of Bigan’s tomb and sent it to the National 

Essence Journal. 212 In the same year Wang Shiyu王師愈 (active early 20th century), 

another member of Guoxue baocunhui, visited the tomb of Lu Xiufu陸秀夫 (1237-

1279) in Zhejiang during the Tomb Sweeping Day of Qingming. Wang also took the 

photo in front of Lu’s tomb.213 Chen Qubing later added a long colophon to that photo 

to memorialize Lu Xiufu as one of the “Three Loyal Princes of the Song”, who died in 

the battle against the invading Mongol Yuan dynasty on 19 March 1279. In the winter 

of 1908, Chen Qubing himself visited Mount Ya  in Guangdong, where Lu Xiufu picked 

up seven-year-old Emperor Zhao Bing趙昺 (1272-1279) in his arms and jumped into 

the sea, killing them both, in order to avoid the humiliation of defeat by the Mongol 

armies. From that trip Chen Qubing also brought back a rubbing which recorded two 

poems carved on the cliff of Mount Ya. The poems were originally written by Chen 

                                                
212 Photo was published in Guocui xuebao, no.9,1909 
213 Photo was published in Guocui xuebao, no.12,1908.  
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Xianzhang 陳獻章(1442-1500) mourning the thousands of people who died in the fierce 

battle of Mount Ya between the Southern Song and the Mongol armies. 214 

 

Besides their visits to heritage places, the collecting of virtuous scholars’ 

portraits, letters, and personal belongings was often mentioned by Deng Shi and his 

fellows. In the early Qing period the images of Ming-loyalists or late Ming scholars 

were largely prohibited. But the change of the central government policy and the rise of 

local elite participation in public affair returned the public display of portraits in local 

Confucian shrines. A large number of Confucian worthies and meritorious officials 

were painted or engraved on the walls of local shrines thought the nineteenth century,215 

and these didactic images became very important sources for the publication of Guocui 

xuebao.  Besides collecting and publishing portraits from local Confucian shrines 

through rubbing-making and photography, in 1907 Deng Shi also invited Shen Tang, a 

Suzhou artist, and Cai Shou蔡守 (1879-1941), a Cantonese painter, to copy scholar 

portraits from private collection for Guocui xuebao. Cai Shou, alias Youshou 有守, 

Zhefu 哲夫 , Hanqiong 寒瓊, was a native of Guangdong. Before joining Guoxue 

baocunhui, Cai Shou in 1900 launched the Wenxu News (Wenxubao 文虛報) aimed at 

                                                
214 The battle of Mount Ya on 19 March 1279 was the last stand of the Song dynasty against the 
invading Mongol Yuan dynasty and led to the destruction of the entire Song navy. The 
surrounding area of Mount Ya holds temples built in memory of those who lost their lives in the 
dying years of the Song dynasty, including Wen Tianxiang, Lu Xiufu and Zhang Shijie. The 
rubbing brought back by Chen Qubing was published in Guocui xuebao, no.1,1909.  
215 Han, Seunghyun. After the Prosperous Age: State and Elites in Early Nineteenth-Century 
Suzhou. Harvard University Asia Center, 2016. 
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advocating revolution. Cai Shou copied a large number of portraits from private 

collections, including the portrait of Zhu Yizun 朱彞尊  (1629-1709) which was 

modeled on Gu Zhong’s 顧仲(active late 18th and early 19th) painting, and a portrait 

of Qian Daxin 錢大昕 (1728-1804)  which was modeled on  Chen Shiting’s 陳詩庭 

(1760-1806) work. 216  For his painting of virtuous scholars Cai always stamped a 

particular seal, which read “Cai Shou mo mingxian huaxiang” 蔡守摹明賢畫像(Copies 

of Famous Virtuous Scholars by Cai Shou). (Figure 3.4). 

 

Figure 3.4 Cai Shou. Portrait of Zhu Yizun modeled on Gu Zhong’s painting. On the 
right corner is  Cai Shou’s seal, which reads “Cai Shou mo mingxian huaxiang” 蔡守

摹明賢畫像 (Copies of Famous Virtuous Scholars by Cai Shou). Guocui xuebao, no.5, 
1910.  
                                                
216 See Guocui xuebao, no.5, 1910; no.6, 1910. 
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         In addition to portraits, collectors especially prized personal belongings of Ming 

loyalists, especially objects from scholars’ desks. Deng Shi’s collection included an 

inkstone titled “Sea and Sky at the Sun Rise” (Haitian xuru yan 海天旭日硯) , which 

was formerly owned by Liu Zongzhou 劉宗周  (1587-1645) , a high official and 

Confucian scholar who died of self-imposed starvation after the fall of the Ming 

dynasty, and kept in the Liu Ancestor Hall at least until 1890.217 (Figure 3.5) The image 

of the inkstone drawn by Shen Tang and published in Guocui xuebao in 1907 was 

accompanied by a commemorative essay by Deng Shi. His essay wrote, “The inkstone 

of ‘Sea and Sky at the Sun Rise’ was owned by Liu Niantai (another name of Liu 

Zongzhou). The stone has a neat and beautiful shape. It was finely carved with turbulent 

waves and a spectacular sunrise. The front of the inkstone was engraved with four 

characters of Hai-Tian-Xu-Ri in the style of seal script; its back was dated to 1632 and 

signed by Liu Zongzhou. The year of 1632 was only thirteen years before the fall of the 

Ming dynasty. At the time, Mr. Liu Zongzhou wrote his famous essay to criticize the 

faction of parties, resulting in his demotion to commoner status, and (I image) this 

inkstone helped Liu draft his essay. In moments of darkness, the inkstone of “Sea and 

Sky at the Sun Rise” apparently expressed a deeper message.” 218 Deng Shi in his 

writing also mentioned another two inkstones, which he yearned to see. One inkstone is 

                                                
217 Li Han 劉翰. Haitian xuri yan ji 海天旭日硯記 (Records of Inkstone of Sea and Sky at the 
Sunrise), 1890.  
218 Deng Shi. “Ji Liu Niantai xiansheng Haitian xuri yan”記劉念臺先生海天旭日硯 (In 
memory of Mr. Liu Niantai’s inkstone of ‘Sea and Sky at the Sun Rise’. Guocui xuebao, no.2, 
1907. 
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called East at the Dawn (Dongfang weiming yan 東方未明硯) owned by Zhao Nanxing

趙南星 (1550-1627), a Donglin member, who with  his colleagues attempted to combat 

the moral laxity and intellectual weakness during the last years of the Ming dynasty. 

The other is called Striped Jade (Yudaishengyan 玉帶生硯) , which was formerly owned 

by Wen Tianxiang 文天祥  (1236-1283), an ardent patriot in the face of Mongol 

invasion.   

 
 

 
 
Figure 3.5 Inkstone of Liu Zongzhou. Collected by Deng Shi, and image hand-copied 
by Shen Tang. Guocui xue bao. 1907, no.2.  
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Besides inkstones, Deng Shi diligently collected personal letters.  More than one 

hundred Ming loyalist letters from the collections of Shen Tingyong and Deng Shi were 

compiled and published in 1908 in the “Mingxian minghan ce” (Combined Volumes of 

Famous Letters by Virtuous Scholars of Ming Dynasty 明賢名翰冊).219 (Figure 3.6) In 

the preface, Deng Shi wrote, “the aim of our Society is to publicize the works by men 

of integrity. It is important to learn their calligraphy, but more important is to learn their 

virtues and rules of conduct. Among all the writings, Ming loyalist letters should be 

particularly cherished. These letters narrated stories and expressed feeling and emotion. 

Moreover, for the readers they can directly bring them voice and smiling face of the 

various scholars, their deposition and their rules of conduct.” 220  

 

 The passion for recollecting late Ming items extended to many facets of Ming 

society, even to the lives of legendary Ming courtesans. Deng’s collection held an 

exquisite rubbing of an incense burner that had been owned by Ma Xianglan (馬湘蘭, 

c.1548-1604), an elite courtesan, a famous painter, and poet who lived in the Nanjing 

entertainment district of late Ming. As a courtesan matriarch, Ma Xianglan befriended 

many poets and intellectuals such as Peng Nian彭年 (1505–1566), Zhou Tianqiu周天

球 ( 1514–1595), Xu Wei徐渭(1521–1593), Xue Mingyi 薛明益 (1563-1642), and 

                                                
219 Shen Tingyong’s family collected more than three thousand handwritten correspondences 
by Ming scholars. Before that Deng Shi had already published some of Shen’s collection in 
Guocui xuebao. Regarding Shen Tingyong’s collection of scholar letter, see Deng Shi’s 
preface of “Mingxian minghan ce”. Guoxue baocun hui, 1908. 
220 Ibid., preface of “Mingxian minghan ce”. Guoxue baocun hui, 1908 
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Figure 3.6  Mingxian minghan ce 明賢名翰冊 (Combined Volumes of Famous Letters 
by Virtuous Scholars of Ming Dynasty), published by Guoxue baocunhui, 1908.  
Ancient Book Collections of the Zhejiang Provincial Library  
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Wang Zhideng 王穉登(1535–1612). Many poems were inspired by her or for her, 

describing Ma as beautiful with a warm and welcoming personality. Ma Xianglan’s 

social network hence represented an important part of late Ming literati life. The incense 

burner rubbing was a gift to Deng Shi by his friend Chu Deyi in 1914, which included 

the main body of the incense burner, the signed bottom, and the burner- neck with Ma’s 

inscription. At the end of the Qing period the incense burner was in the collection of Liu 

Guichi 劉貴池 (active post-1900), a Peking collector.  Permitted by Liu Guichi, Chu Deyi 

who was an important advisor for the collection of Duanfang an influential Manchu 

politician and collector who lived in the late Qing, made several rubbings of the incense 

burner including the signed bottom and the burner- neck with Ma’s inscription.  In 1914 

the rubbing was given to Deng Shi as a gift. After Deng  Shi received the rubbing, he 

asked his friends Huang Jie and Pan Feisheng 潘飛聲 (1858-1934) for additional 

inscriptions.221 (Figure 3.7) As we know, Huang Jie was a Cantonese scholar and anti-

Manchu activist; Pan Feisheng was a Cantonese poet, painter and a late Qing reformist, 

who moved to Shanghai in 1907 where he joined the  South Society (Nanshe 南社), the 

largest literature and poetry organization and also an influential revolutionary 

organization during the late-Qing era. Both of them in their inscriptions expressed their 

great esteem for Ma Xianglan’s writing and painting skills as well as her embodied 

values of culture, chivalry, and nostalgia.  

        

                                                
221 On the circulation of rubbing of the incense burner see Shenzhou daguan, no.8, 1915. 
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            Figure 3.7 The rubbing was published in Shenzhou daguan, no.8, 1915.  
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In short, the collections of portraits, personal letters, and belongings were 

treasured beyond their sheer messages as tokens of the absent physical bodies of their 

owners. They also conveyed a contemporary perception of the late Ming in response to 

the late Qing crisis--the imperial disintegration, foreign invasion, and the decline of 

Chinese traditional culture. The passion for collecting books, art, and any other objects 

related to late Ming became a collective attempt to rediscover and re-narrate the history 

of Ming, the last ethnic Han-led dynasty supplanting the Mongol-led Yuan Dynasty 

before falling to the Manchu-led Qing Dynasty.  

 

Deng Shi’s Collecting and Promoting Ming Loyalist Paintings  

 In 1909 a special issue dedicated to Deng’s collection was published in 

Shenzhou guoguang ji. More than twenty pieces of calligraphy and painting were 

selected, mostly dating from the late Ming to the early Qing and painted by Ming loyalist 

painters. This was the first time Deng Shi formally introduced his private collection to 

the public, even though some of his collection had already been published in Guocui 

xuebao since 1907. In his “Notes of Reading Painting by Fengyulou”(Fengyulou duhua 

xiaoji 風雨樓讀畫小記), Deng Shi talked about his experience of being a collector, and 

his view of antique market at the time, and especially  mentioned that as a collector, he 

paid much attention to paintings, which were largely underrepresented in the market, 

especially Ming loyalist paintings.  
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           Historically, the collection of Ming loyalist work had long been taboo under the 

rule of the Manchus and limited to South and Southeast China. 222  Although the 

comprehensive study of Ming paintings, Records of Ming Paintings (Minghualu 明畫

錄) written by Xu Qin 徐沁 (1626-1683) in the early Qing period documented more 

than eight hundred painters, it did not list important calligraphers and painters of Ming 

martyrs such as Huang Daozhou 黃道周(1585-1646), Ni Yuanlu 倪元璐 (1594-1644), 

Wan Shouqi and Gui Zhuang. Not until 1692 did Gu Fu 顧復(active in the late 17th 

century) in his Lifetime Spectacle (Pingsheng Zhuangguan 平生壯觀錄 ) include 

officials and scholars who died loyal to the Ming dynasty. But even Gu’s book was soon 

banned. It was not reprinted until the regency near the late Qing period. Lu Shihua陸

時化 (1714-1779), an important collector and connoisseur during the Qianlong period 

wrote that he recalled seeing paintings in the Wuyue  region that included  a group of 

Ming loyalists such as Xiang Shengmo 項聖謨 (1597-1658), Chen Laolian 陳老蓮 

(1598-1652), Wu Weiye, Huang Xiangjian and Hongren. By that time the Manchus had 

ruled China for more than one hundred years and the Han culture was integrated into 

the Manchus, yet these Ming loyalists’ paintings still only circulated among the 

collectors in the Wuyue area, where Ming loyalist resistance continued long after little 

                                                
222 Regarding a brief introduction of historical records of Ming loyalist painting and calligraphy, 
see Yu Shaosong. 余 紹宋  Shuhua shulu tijie 書 畫書 錄 題 解  (Comments of  Books of 
Calligraphy and Painting), Guoli Beiping tushuguan,1932; Xiling yinshe chubanshe, 
2012.(Reprint) 
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hope remained.223  In fact, the Wuyue collectors had collected the majority of Ming 

loyalist painting. Lu Xinyuan 陸心源 (1834-1894), a native of Zhejiang, collected 

works of Shitao and Zhu Da朱耷  (1626-1705), who were the members of the Ming 

royal house, as well as works of  Huang Daozhou, Fu Shan 傅山 (1607-1684), and 

Hongren, who all participated in anti-Qing armed revolt  supporting  the reign of South 

Ming. 

 

   Deng Shi’s collection also featured the same characteristics.  The majority of 

his painting collection came from Tang Hanti 唐翰題 (1816-1896) and Wu Shuqiao 吴

書樵 (active in the mid to late 19th century), both of them from the Wuyue area. Tang 

Hanti, a native of Jiaxing of Jiangsu Province, was a county magistrate in Suzhou around 

1866. Tang’s collection was recorded in a three-volume catalogue titled Weizimianzhai 

changwuzhi 唯自勉齋長物誌(A Record of Superfluous Things from the Study of 

Weizimianzhai).224 Wu Shuqiao was a contemporary of Tang Hanti, a native of Suzhou 

of Jiangsu Province. Wu’s collection particularly featured paintings and calligraphies 

                                                
223 Wuyue region included today’s Jiangsu, Zhejiang, Guangdong, Fujian province. Because in 
these places South Ming, a loyalist rump state,  existed following the Ming dynasty's collapse 
in 1644, and the people there had a stronger sympathy for the Ming loyalists. Lu’s account sees 
Lu Shihua.  Records of Calligraphy and Paintings in Wuyue (Wuyue suojian shuhualu 吳越所

見書畫錄). published by Deng Shi, Dengshi yihuaiyange, 1910.  
224 Tang Hanti’s collection included rubbing, calligraphy, painting, bronze objects, inkstone, 
and ancient jade. Tang gave each of his items a detailed description and recorded the price of 
his purchase. In Tang’s catalogue, those who were from Jiaxing, were specially marked as 
xiangxian 鄉賢(a native virtuous and talented person). In addition, Tang gave a special attention 
to the literati arts of Yuan and Ming period. See Tang Hanti. Weizimianzhai changwuzhi.  
Jiangsu shengli suzhou tushuguan, 1942. 
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by Ming loyalists. According to sparse records in Weizimianzhai changwuzhi, Wu 

Shuqiao and Tang Hanti were close friends. Wu Shuqiao once acquired a small piece of 

calligraphy by Yao Shou姚綬 (1422-1495), a native of Jiaxing, which he gave to Tang 

as a gift, because he knew that Tang had a particular love of artists from his own 

hometown. As a return gift Tang gave his friend four small landscape paintings by 

Xiang Shengmo, a Ming loyalist painter and a grandson of great collector Xiang 

Yuanbian. 225  Painting and calligraphy from Wu’s collection entered Deng Shi’s 

collection and were published in Deng’s publications, introducing readers to item such 

as a rare manuscript by Gao Chengyan 高承埏 (1603-1648), a late Ming bibliophile and 

Ming loyalist; a piece of calligraphy in running script by a late Ming scholar Yan Yan

嚴衍 (1575-1654); and a rare manuscript by Hong Tongceng侯峒曾 (1591-1645), a 

late Ming scholar and anti-Manchu activist. 226 

 

To Deng Shi, an anti-Manchu activist, paintings by Ming loyalists played a 

significant role in reconstructing the late Ming memory. In 1910, Deng Shi excitedly 

announced that he had acquired the painting of “Enjoying the Cool Shade of a Pine 

Tree” (Xiao Chimu tongxia naliang tu 蕭尺木桐下納涼圖 ) (Figure 3.8), a long 

handscroll painting by Xiao Yuncong蕭雲從 (1596-1673) inscribed by Tang Yansheng

                                                
225 See Weizimianzhai changwuzhi, vol.2, 1942, pp.36-37. 
226 Yan Yan’ work see Shenzhou guoguang ji, no. 4, 1908. 
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湯燕生 ( 1616-1692). 227 Xiao Yuncong, courtesy name is Chimu 尺木,  was born into 

a gentry family in the Wuhu county of Anhui province.  He and his brother joined the 

loyalist Fushe the Restoration Society 復社, and fought the eunuch faction at the end of 

the Ming dynasty. As a member of a loyalist organization, Xiao Yuncong supported the 

Ming court, and refused to serve the Manchus. He called himself Zhongshan Laoren 鍾

山老人, “Elder of Mt. Zhong,” implying his remembrance of the Ming Imperial Tombs 

on Mt. Zhong. Xiao Yuncong’s close friend Tang Yansheng was a famous poet and a 

painter who also chose to live in seclusion after the fall of the Ming dynasty. Xiao 

Yuncong’s painting records a gathering hosted by Buddhist monk Zhenchang shangren 

珍長上人 in a summer retreat to which both Xiao Yuncong and Tang Yansheng were 

invited. Tang in his inscription compared their gathering to an old Chinese legend of 

“The Three Laughers of Tiger Ravine”, which referred to an intellectual gathering 

among Confucian scholar Tao Yuanming 陶淵明 (365–417), the Daoist Lu Xiujing陸

修靜 (406–477) and the Buddhist monk Huiyuan 慧遠 (336-416). 228After acquiring the 

painting, Deng Shi affixed seven personal seals on the paintings to indicate his fondness 

                                                
227 See Xiaoyuncong tongxia naliangtu published by Deng Shi, Shenzhou guoguang she, 
1911.The piece, according to Deng Shi, was purchased from  Xiao Yunzhang 蕭雲章 ( ?-
1924), a Peking antique dealer, who found the piece his trip to South China. The painting now 
is housed in Shanghai museum. 
228 Regarding the legend of the Three Laughers see Anyi Pan’s “The Emergence and Ideology 
of the three Laughers and Its Derivative, the Two Laughers”, in Helen Foresman Spencer 
Museum of Art. Tradition and Transformation: Studies in Chinese Art in Honor of Chu-Tsing 
Li. Edited by Judith G. Smith and Chu-tsing Li, Spencer Museum of Art, University of Kansas, 
2005, pp.111-136. 
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for the work.229 The painting, as Deng Shi judged, was particularly associated with 

Xiao’s late style in which mountains were depicted in the dry, linear manner or rendered 

in pale ink washes tapered into blank space.  

 

 

 

Figure 3.8 Section of Enjoying the Cool Shade of a Pine Tree” (Xiao Chimu tongxia 
naliang tu 蕭尺木桐下納涼圖), formerly in Deng Shi’s collection, now is in the 
collection of Shanghai Museum. The album was published in 1911 by Deng Shi. 

                                                
229  In 1911 the painting was made into collotype reproduction of the hand-scroll. The 
reproduction included the front piece and all the five colophons attached to the painting. Deng 
Shi had at least two paintings by Xiao Yuncong. Three years later Deng published another 
painting by Xiao Yuncong, also from his own collection.   It is a small landscape hanging scroll 
depicting a bleak autumn scenery again in a style of dry brushstrokes and sparse compositions. 
Deng commented that the painting had ‘aloof and untrammeled’ artistic manner typical of the 
Xin’an School and praised that Xiao Yuncong was the pioneer of the Xin’an School. 
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           More importantly, paintings like “Enjoying the Cool Shade of a Pine Tree” 

helped readers recall the social life of Ming loyalists, who abandoned themselves to 

nature as an expression of non-violent resistance. It not only presented unique artistic 

tastes, but also narrated the stories of Ming loyalist society and the integrity of quality 

Ming loyalists, qualities that eventually roused strong sympathy among Deng Shi and 

his contemporaries. In Deng Shi’s collection, there were paintings by Huang Xiangjian

黃向堅 (1609-1673), Jiang Shijie姜實節 (1647-1709), and Hongren 弘仁(1610–1663), 

all of three Ming loyalists and known for their filial piety. Huang Xiangjian painted a 

series of paintings under the name of “Filial journey to the Southwest” (Wanli xunqin 

tu 萬里尋親圖), which depicted his search for lost parents during the war periods in the 

end Ming. One of these paintings entered Deng Shi’s collection by 1913. (Figure 3.9) 

Huang Xiangjian’s father was a Ming high official who was posted to the Yunnan area 

of Southwest China in the late Ming. In the chaos of the war, he was left stranded in 

Yunnan. In 1651 Huang Xiangjian started his journey from Zhejiang, and passed 

through Jiangxi, Hunan, Guangxi, Guizhou before crossing to Vietnam and eventually 

arriving in Yunnan, where he found his parents after two years journey on foot. Deng 

Shi also published paintings by Hongren and Jiang Shijie. 230 Monk Hongren’s painting 

of “A Ten-Bamboos Study” (Shizhuzhai十竹齋), created in 1657,  was published in 

Shenzhou daguan in 1913.  (Figure 3.10) Monk Hongren’s secular name was Jiang Tao  

 

                                                
230 Hongren’s painting of Shizhuzhai was published in Shenzhou daguan no.3,1913; and Jiang 
Shijie’s painting was also published in Shenzhou daguan no.3, 1913. 
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Figure 3.9 Huang Xiangjian. Wanli xunqin tu 萬 里 尋 親 圖 (Filial journey to the 
Southwest), collected by Deng Shi and published in Shenzhou daguan, no.3, 1913. 
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江韜, who was known as a man of great personal integrity and filial piety. When 

Nanjing fell to Qing troops in 1645, Hongren fled for Fujian Province where he became 

a Chan Buddhist monk in 1646 and adopted his sobriquet, Jianjiang, meaning Jian River, 

a tributary of the Xin’an River that flowed through the south-west She county of his 

hometown. On the painting of “A Ten-Bamboo Study” (Shizhuzhai 十竹齋)  there were 

two inscriptions by Tang Yansheng and Cao Yin 曹寅(1658-1712). Both of them 

considered that the painting was vaguely reminiscent of Qingmige 清秘閣, a private 

library of Ni Zan. Ni lived under the rule of Mongol Nomads but chose not to serve the 

foreign Mongol dynasty of the Yuan. Hongren in his painting adopted Ni Zan’s style, 

employing sparing arrangement of landscape forms to express personal emotions and 

loftiness. Finally, Deng Shi recorded when Dai Benxiao’s戴本孝 (1621-1691) painting 

of “Appreciating Chrysanthemums” (Guanjutu 觀菊圖), originally painted  for  Mao 

Xiao冒襄 (1611-1693), entered into his  collection, Deng Shi was excited to be able to 

show this painting to his friend Mao Heting 冒鶴亭 (1873-1959), a descendant of Mao 

Xiang known for collecting his Ming loyalist ancestor’s belongings.231   

 

In terms of collecting Ming loyalist painting, Deng Shi often compared Chinese 

collectors to Japanese collectors. He pointed out that “Japanese collectors ranked 

                                                
231 The painting of “Appreciating Chrysanthemums” for Mao Xiao created by Dai Benxiao was 
published in Shenzhou daguan, no.3, 1913. In Deng Shi’s collection there was also an album by 
Dai Benxiao, painted for Mao Qingruo 冒青若, who was the son of Mao Xiang.  
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painting by Ming loyalist above any other paintings. Japanese collectors never hesitated 

to pay a huge amount of money when they saw a painting by Lan Ying藍瑛 (1585-

1666), Yang Wencong, Zhang Ruitu 張瑞圖  (1570-1644), Zha Shibiao, Huang 

Daozhou and Ni Yuanlu. This is because Japanese collectors judged a painting based 

on both the brushwork and the morality of a painter.  In contrast, Chinese collectors 

only knew the Four Wangs.”232 

 

 

Figure 3.10 Hongren. Shizhuzhai 十竹齋 (Ten-Bamboos Study) , collected by Deng 
Shi, and  published in Shenzhou daguan no.3,1913. 
 

                                                
232Deng Shi. “Fengyulou duhua xiaoji”, Shenzhou guoguang ji, no.9, June 1909, pp.1-2. 
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 A similar statement was also found in Huang Binhong’s article “A Memoir of 

the Antique Market in Shanghai”. “In order to purchase ancient Chinese paintings many 

buyers came to Shanghai.” Huang wrote, “Among them Japanese buyers were in the 

majority. They preferred two kinds of paintings. One is the North School of Chinese 

painting (referring to professional painters), such as paintings from Dai Jin 戴文進, 

(1388-1462), Wu Wei 吴伟 ( 1459-1508), Lan Ying, Li Shida 李士達 (1550-1620) and 

so on. The other is the South School painters, such as Tang Yin 唐寅（1470-1524), 

Shen Zhou沈周 (1427-1509), Dong Qichang , Li Liufang and others. Paintings from 

loyalist groups such as Huang Daozhou and Ni Yuanlu were especially cherished. Even 

those without a firm political stand but themselves were excellent painters such as Wang 

Duo 王鐸 (1592-1652) and Zhang Ruitu, whose works were also desired.”233  

 

           On April 26, 1908 a Japanese style tea house named Rokusantei 六三亭 became 

Shanghai’s first place to have a public exhibit of Chinese ancient calligraphy and 

paintings. 234  According to reports from the Eastern Times (Shibao 時報) and Shanghai 

News (Shenbao 申報 ), the exhibition displayed  a good number of  Ming-Qing 

                                                
233 Huang Binhong 黃賓虹. “Hubin guwan shichang ji” 滬濱古玩市場記 (A Memoir of the 
Antique Market in Shanghai) in Huang Binhong wenji shuhua bian 黃賓虹文集書畫編 
(Collected Works of Huang Binhong: Articles on Calligraphy and Painting). Shanghai shuhua 
chubanshe, 1999. p.291. 
234 Wang Zhen 王震 edt., Ershi shiji Shanghai meishu nianbiao 1900-2000 二十世紀上海美

術年表 1900-2000 (Chronological Table of Art Activities from 1900-2000 in Shanghai 
), Shanghai shuhua chubanshe, 2005, pp.19-20. 
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paintings, from the 15th century Wu School, Zhe School to the 18th century Yangzhou 

School. As a promoter of Ming loyalist art, Deng Shi selected a group of paintings from 

the Rokusantei Exhibition in Shenzhou guoguang ji, soon after its opening. They were 

three hanging scroll landscapes by Tang Yin, Li Shida and Gong Xian龔賢 (1618-

1689); one calligraphy by Fu Shan; and one bird and flower painting by Yun Nantian

惲南田 (1633-1690). The Rokusantei exhibition was organized by Nagao Uzan長尾雨

山 (1864-1942), a Japanese sinologist and calligraphy collector who resided in Shanghai 

from 1903 to 1914.235  Because of his  excellence in Chinese classic literature and 

calligraphy practice, Nagao Uzan participated in the foundation of the  earliest poet 

society in Xu Garden with the late Qing poets Liu Bingzhao劉炳照(1847-1917), Wang 

Xun and Zhu Kun朱錕 (1868-?).236 He was a close friend of  Wu Changshuo, who 

introduced him to join the Xiling Seal Art Association (Xiling yinshe 西泠印社); he 

also made friends with Luo Zhenyu, Zheng Xiaoxu 鄭孝胥 (1860-1938), the late Qing 

politicians and collectors. The selection of Rokusantei exhibition largely depended on 

Japanese collecting taste and reflected Nagao Uzan’s own collection. During his stay in 

China, Nagao Uzan collected paintings by Zhu Da, Hongren, Bian Wenyu, and Wen 

                                                
235 Regarding the Rokusantei Exhibition and Nagao Uzan, see author’s research “A Japanese 
and his Chinese Colleagues in the Rokusantei Ancient Painting Exhibit” (seminar paper, 
unpublished) 
236 With Liu Bingzhao, Wang Xun, and Zhu Kun, they founded   the earliest poet society in Xu 
Garden. As a close friend of late Qing poets Liu Bingzhao(劉炳照, 1847-1917), Wang Xun, 
Zhu Kun (朱锟 1868-?) who together organized earliest poet’s society in Xu Garden. Liu 
Bingzhao 劉炳照.  Fudinglaoren shiji 復丁老人詩記  Qingdai shiwen jiihuibian. 清代詩文集

彙編 Shanghai guji chubanshe, 2010, pp.50-51; p.64.  
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Peng文彭 ( 1497–1573) and calligraphy by Ni Yuanlu, Huang Daozhou. All of them 

were in the category of Ming painters and Ming loyalist painters.237  

 

           Historically, Japan imported more Ming paintings during the 18th and 19th 

century due to factors such as the supposed character of early commercially imported 

paintings as cheap, easily available, and reasonably attractive. 238  By the end of 

nineteenth century, a new interest in Ming loyalist painting had appeared. At the time, 

Japan was undergoing the Meiji Restoration, which sought to catch up with the West’s 

industrial revolution while turning away from Confucian ideas. As Wen C. Fong pointed 

out,  “For Japanese at the end of the nineteenth century who were working hard to shed 

their old Confucian ways and build a new, modern culture, the discovery of a handful 

of mid-to-late seventeenth-century Chinese artists, who resisted the Manchu 

                                                
237 Part of Nagao Uzan’s collection see 2015 Tokyo Chou Autumn Auction, lot.1081-1086.  
Ni Yuanlu and Huang Daozhou’s painting was mentioned by Zheng Xiaoxu. See Zheng 
Xiaoxu 鄭孝胥. Haicanglou shiji 海藏樓詩集 (Collected Poems in Haicang Hall).  Shanghai 
guji chubanshe, 2003, pp.239-240. 
238 These paintings, as James Cahill concluded, included “paintings of academic schools in the 
Ming, such as the Zhe School and the Nanjing maters, Du Jin 杜堇 (ca.1465-1509) and his 
followers, which by the time was out fashion and critically  disparaged in China; works by 
followers of Tang Yin and Qiu Ying whether done as forgeries of those masters or honesty 
signed by the later imitators; copies and forgeries of such still-prestigious masters as Shen Chou 
and Wen Zhengming 文徵明 ( 1470-1559), works by the late Ming masters of Suzhou, the 
major center for the commercial production of paintings in that period; and works by some 
seventeenth century masters, such as Lan Ying and his followers, or Gong Xian, who were 
prolific enough for their paintings to be relatively low in price.” It was not until the end of 
eighteenth century through the first half of the nineteenth century, works by Three Wangs, 
Xin’an School and Yangzhou School and other artists active in the first half of the 18th century 
were gradually brought into Japan. The list of types of painting collected by Japanese collectors 
at the time was suggested by James Cahill in his article “Phase and Modes in the Transmission 
of Ming- Ch’ing Painting Styles to Edo Period Japan”, 1985, pp.71-72. 
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establishment and expressed this in the creative freedom of their art, was a happy 

event.”239  Japanese collector Yamamoto Teijirō’s 山本悌二郎  (1870-1937) collection 

was a good example of the time. As a Japanese entrepreneur, parliamentarian and 

nationalist Yamamoto Teijirō started to collect by the end of the Meiji period.240 His 

visit in China through Fujian, Guangdong, Hangzhou, Shanghai, Peking to Shandong 

helped him quickly accumulate abundant collection which was recorded in a twelve-

volume painting and calligraphy catalogue. Among them two volumes especially 

contributed the work of Ming loyalists. 241 Yamanoto Teijirō’s book of Calligraphy and 

Painting by Virtuous Scholars from Song-Yuan-Ming-Qing Dynasties ( Sō Gen Min Shin 

shoga meiken shōden 宋元明清書畫名賢詳傳, 1927) later inspired Fu Baoshi to 

complete the Biography of National Artists of Late Ming (Mingmo minzu yirenzhuan 明

末民族藝人傳).242 

     

              The nationwide popularity of Ming loyalist painting in China didn’t emerge 

until the beginning of the twentieth century, when its reevaluation was associated with 

rising concern among progressive Chinese intellectuals who saw the harm of an absolute 

                                                
239 Fong, Wen. Art as History: Calligraphy and Painting As One. Princeton University Press 
2014, pp.394-395. 
240 Yamamoto, Teijirō. Chōkaidō Shoga Mokuroku: 澄懷堂書畫目錄 (Calligraphy and 
Painting Catalogue of Mokuroku).vol.4. Bunkyūdōshoten, 1932, pp.72-80. 
241 Ibid., vol.5 1932, pp.41-72. The volumes included seven pieces by Huang Daozhou, eleven 
pieces by Shitao, and seven pieces by Bada shanren. 
242 Fu Baoshi completed the draft of Mingmo minzu yirenzhuan 明末民族艺人传(Biography 
of National Artists of Late Ming) around 1937, but the first publication of the book was not 
until 1972. 
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monarchy to Chinese society and culture. Throughout the Qing period the Orthodox 

School always had its stronghold within the Qing court and Qing official-collectors. 

Represented by the Four Wangs (Siwang 四王), Wang Shimin, Wang Jian, Wang Hui

王翬 (1632-1717),  and Wang Yuanqi王原祁 (1642-1715), it first established its name 

in the  seventeenth century, when “the political circumstances privileged a classicizing 

form of painting that could be co-opted as the visual expression of state ideology’, and 

which supported a neoconservative philosophy of order based on the privileging of li 

(理) that harked back to the Song philosopher Zhu Xi朱熹 (1130-1200).” 243 In other 

words, painters who followed old masters’ style, rather than employing individual 

brushwork, were consistent with ruling class taste. During the Tongzhi Restoration 

(c.1860-1874), the collection of the Orthodox School painting reached its peak. At that 

time the Four Wangs achieved prices even higher than those of famed Song and Yuan 

masters from the tenth century to the thirteenth century. The paintings of the Four 

Wangs were the major collection of Qing official-collectors.244 One explanation for the 

passion for these paintings, especially during the second half of the nineteenth century, 

was found in the political ambitions of the ruling class. Because the Four Wangs were 

associated with the “Kang-Qian Golden Age” during which the Qing Dynasty reached 

                                                
243 Hay, Jonathan. Shitao: Painting and Modernity in Early Qing China. Cambridge 
University Press, 2001, pp.105-106. 
244 Bai Qianshen. “Wanqing wenwu shichang yu guanyuan shoucang huodong guankui” 晚清

文物市場與官員收藏活動管窥:以吳大澂及其友人為中心(A Preliminary Study about  late 
Qing the antiquities  Market and Collecting Activities of official in the late Qing Dynasty:A 
Case study of Wu Dacheng and his Friends). Gugong xueshu jikan 故宮學術季刊 (The National 
Palace Museum Research Quarterly, vol.33, no.1. 2015, pp.399-441. 
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the zenith of its social, economic, and military power, the rising market for the Four 

Wangs during the late Qing might be attributed to a political desire to revive the 

prosperity of the “High Qing.”245 By the end of the Qing, the collapse of the Qing rule 

and official-collector class had released many of the Four Wangs paintings into the 

collection of gentry-merchants who made their fortunes in Shanghai. This dynamic is 

reflected in Di Baoxian’s publication of Zhongguo minghua, a counterpart of Shenzhou 

guoguang ji.246 Di Baoxian’s family background gave him an easier access to influential 

scholar-official collectors and contemporary gentry-merchants collectors. These 

collectors were represented by Duanfang, Yan Shiqing 顏世清 (1873-1929), Cheng 

Dingyi, Pang Yuanji, Zhao Weiqing趙渭卿 (active post-1900) and Di Baoxian himself, 

whose collection mainly focused the Orthodox School and its taste. 

 

Opposed to the collecting interest of Qing scholar-official collectors, Deng Shi 

clearly claimed his support for Ming loyalist painters as a challenge to the authority of 

Orthodox School. In Deng Shi’s writing, the “Three Monks” emerged as a counterpart 

of the Three Wangs, who were three elder painters of the Four Wangs. 247 The Three 

                                                
245 Huang Xiaofeng 黃小峰. “‘Geshi fanhua: qingchu ‘siwang’ huiua yu wanqing bejing shuhua 
shichang” “隔世繁華”: 清初“四王”繪畫與晚清北京書畫市場 (In an Era of Prosperity: the 
Four Wangs  of the Early Qing Period versus  the Antique Market of the Late Qing) in Yishu 
yanjiu 藝術史研究 (The Study of Art History).Zhongshan daxue chubanshe, vol.9, 2007, 
pp.165-191. 
246 Regarding the publication of Zhongguo minghua, please see its introduction in Chapter 
One. 
247 Deng Shi. “Jilu yutan”, Shenzhou guoguang ji, no.19. 1911.  
 



 

173 

 
 
 
 

Monks were Shitao, Shixi 石溪 (1612-1674), and Hongren —- all Ming loyalists who 

converted to Buddhism after the collapse of the Ming dynasty in order to avoid political 

persecution. Unlike the term “Three Wangs” which was formed in the early Qing period, 

the “Three Monks” had never been formally categorized together before.248  Only from 

the mid-Qing onwards did scholars such as Qian Du 錢杜 (1764—1845) and Qin 

Zuyong 秦祖永 (1825-1884) start to name Shitao and Shixi, as the “Two Shi” based on 

their unconventional painting style and brushwork, and not until the end of Qing period 

did Huang Chongxing 黄崇惺 (1821-1908) group Shitao, Shixi and Hongren together 

in the introduction to his family collection in consideration of their similar monastic 

identities and use of ink and brushwork. In 1911 Deng Shi published Huang 

Chongxing’s writing in the first volume of Meishu Congshu.  Not only that, Deng Shi 

further argued  that the ‘Three Monks’ were equally matched with the “Three 

Wangs.”249   Deng’s friend Huang Binhong later reinforced the term Three Monks 

regarding their artistic style and loyalist identity in his writings published in 1925.250 In 

                                                
248 The term of Three Wangs, referring to Wang Shimin, Wang Hui and Wang Jian was formed 
in the early Qing period. Later when Wang Yunqi, the grandson of Wang Shimin was added to 
the core group the Orthodox School which is now known as the Four Wangs. On the formation 
of Four Wangs see Regarding the development of the term “Four Wangs”, see Ruan Pu 阮璞. 
“Siwang mingmu zhi diyan jiqi huapai xingshuai zhi licheng”四王名目之遞演及其畫派興衰

之歷程 (The Formulation of  the Term of Four Wangs and the Rise and Fall of the Four Wangs 
and its Painting School), in Qingchu siwang huapai yanjiu lunwenji 清初四王畫派研究論文

集 (Collected Essays on the Four Wangs of the Early Qing), Duoyun bianjibu, 1993, pp.377-
402. 
249 Deng Shi. “Jilu yutan”, Shenzhou guoguang ji, no.19. 1911.  
250 Huang Binhong, “Sangaoceng zhi yibi” 三高僧之逸筆 (Untrammeled Brushwork of the 
Three Monks) in Guhuawei 古畫微（Brief Introduction of Ancient Painting）, originally 
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the 1920s another Ming loyalist painter Zhu Da began to be grouped with Shitao, Shixi 

and Hongren and the new term ‘Four Monks’ was created.251 Zhu Da, also known as 

Bada shanren 八大山人, was a descendant of the Ming dynasty prince Zhu Quan朱權 

(1378-1448). He withdrew from society and lived as a monk for forty years. It is not 

surprising that neither of these painters was represented in the collections of the Manchu 

court, which shunned the work of those who resisted their rule. Unlike Shitao, Shixi and 

Hongren who were basically landscape painters, Zhu Da was famous for his bird and 

flower paintings. Hence, the inclusion of Zhu Da in the group of Four Monks was no 

doubt associated more with political messaging than artistic intent.252    

 

  Among the Four Monks, Deng Shi expressed a particular affection for Shitao. 

In his collection there were at least three of his paintings. Deng Shi described the artist’s 

                                                
published in Xiaoshuo shijie congkan 小說世界叢刊 (Series of Novel World) in 1925. Huang, 
Binhong. Huang Binhong wenji shuhua bian 黃賓虹文集書畫編上 (Collected Essays on 
Painting and Calligraphy by Huang Binhong), Shanghai shuhua chubanshe, 1999, pp.226-227. 
251The term was proposed by Ye Dehui 葉德輝 (1864-1927) Ye Dehui grouped Shitao, Kuncan, 
Hongren and Fang Yizhi 方 以 智  (1611–1671) under the terms of “Four Monks”, and 
emphasized the styles of Four Monks distinguished from those of Orthodox school supported 
by the “new” dynasty. In 1917 Ye replaced Fang Yizhi with Bada shanren in his statement in 
Guanhua baiyong (One Hundreds of Narrative Poems on Painting 觀畫百詠). Ye was an 
important collector, bibliographer and art critic. Ye Dehui was a hardliner against the Hundred 
Days’ Reform of 1898, and an active supporter when Xuan Shikai, attempted to restore 
monarchy in China in 1915. Nevertheless, Ye’s suggestion of Four Monks were widely adopted 
by scholars and art historians in the 1930s. His view of the “Four Monks” was associated with 
his Qing loyalist identity. See Lü Xiao. 2010, pp.196-200. 
252  On the study of formulation of “Two Shi”,“Three Monks” and “Four Monks”, see Lü Xiao
吕晓. “Siseng gainian de goujian” 四僧概念的構建 (Formulation of the Concept of the “Four 
Monks” ) in Kuncan huihua yanjiu 髡残繪畫研究 (A Study of Kuncan’s Painting). Jiangxi 
meishu chubanshe, 2010, pp.196-200. 
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work as a carrier of both a melancholy and honorable heart.253 Shitao, original name 

Zhu Ruoji 朱若極, was a member of the Ming royal house. He narrowly avoided 

catastrophe in 1644 when the Ming dynasty fell to the invading Manchurians.  Having 

escaped by chance from the fate to which his lineage would have assigned him, Shitao 

became a Buddhist monk at an early age. But in his late period Shitao converted to 

Taoism and moved to Yangzhou in the southeastern region of China, where he remained 

until his death in 1707. Because he experienced different identities through his life, 

Shitao had many sobriquets, of which the best-known were: Qingxiang laoren 清湘老

人 (Leftover Man of Qingxiang), Dadizi 大滌子 (Disciple of Great Purity), Kugua 

heshang 苦瓜和尚 (Monk Bitter Gourd), Xiazunzhe (Venerable Blind Man 瞎尊者). 

Deng Shi pointed out that “Shitao’s painting was favored by merchants in Yangzhou 

during the Qianlong period which left many forgeries called Yangzhoupian 揚州片

(forgeries made in Yangzhou) circulating in today’s market.”254 Although Shitao was 

recognized as a talented painter during his lifetime, only two of his pieces can be found 

among over two thousand pieces of paintings and calligraphy recorded in the Catalogue 

of the Qing Imperial Collection (Shiqu baoji 石渠宝笈), including those from its third 

expansion in 1816. 255   Not until the late Qing did Shitao’s painting begin to be 

                                                
253 Deng Shi. “Jilu yutan”, Shenzhou guoguang ji, no.19, 1911. 
254 Deng Shi. “Jilu yutan” in Shenzhou gaguan, no.11, 1917. 
255 Ferguson, John C., and Geng Rong. Lidai zhulu huamu zhengxubian 歷代著錄畫目正續編 
(Painting Catalogue of Past Dynasties). Beijing tushuguan chubanshe, vol.1.2007, p.371. 
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appreciated by high scholar-officials, collectors, and calligraphers such as He Shaoji何

紹基 (1799-1873）and Weng Tonghe翁同龢 (1830-1904). 256  He Shaoji and Weng 

Tonghe commented that Shitao’s brushwork possessed a particular “jinshiqi” 金石氣, 

a term originally employed in appreciating  calligraphy, referring to the unsophisticated 

but bold and vigorous effect created by carving Chinese characters onto stone and 

bronze surfaces. Almost during the same period, Shitao’s painting prevailed in the 

Guangdong region. As Deng Shi noted, Cantonese collectors such as Wu Rongguang

吳榮光(1773-1843) , Ye Menglong 葉夢龍 (1775-1832), and Wu Bingyong 伍秉镛

(1764-1824), and Pan Zhengwei潘正煒(1791-1850) all collected a sizable amount of 

Shitao’s work.257 Wu Rongguang, Ye Menglong, and Pan Zhengwei were also known 

for their jinshi collection. Despite the appreciation of Shitao’s brushwork in the rising 

artistic fashion of “jinshi taste”, the market for Shitao’s painting did not immediately 

improve. This is because the existing political circumstances continued to favor work 

by the Four Wangs of the Orthodox School, a dominance not questioned until the last 

years of the Qing dynasty, when political and artistic orthodoxy -- including dismissal 

of Ming loyalist art -- was increasingly re-evaluated by Chinese intellectuals from 

multiple political perspectives relative to their positions on social reform and 

modernization.  

 

                                                
256 Chen Dingshan. Dingshan Lun Hua Qi Zhong, 1969, p.93. 
257 Deng Shi. “jilu yutan”, Shenzhou daguan, no.12.1917. 
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          Finally, along with the anti-Manchu movement in the last years of Qing dynasty, 

Shitao and his work was recognized by collectors nationwide. By 1911 the price of 

Shitao had already climbed to three hundred liang of gold, which was roughly 

equivalent to paintings by the Four Wangs.258 Modern publications played a critical role 

in this change; from 1908 to 1911,  Deng Shi introduced many paintings of Shitao from 

private collection in Shenzhou guoguang ji, such as the Wu Family, Pan Family and 

Peng Family from Canton, the Shen Family from Jiangsu, the Liu Family from Hunan 

(湖南), and so on.259 In 1908, he also published a fifteen-leaf album of Qingxiang 

Laoren Landscape (Qingxiang laoren shanshuice 清湘老人山水冊). According to 

Deng Shi, the album first entered into collection of Ma Riguan 馬日琯 (1688-1755), a 

salt merchant collector, who resided in Yangzhou. It then entered the collection of Ye 

Yungu (葉雲谷), and finally ended  in the collection of Luo Tianchi 羅天池  (1805-

1866). Both Ye and Luo were collectors of Guangdong. The publication of the album 

was thanks to Huang Jie and Ma Fu (馬復), who visited the descendants of the Luo 

Family and got permission to photograph the album.260 In 1914 Deng Shi published He 

Shaoji’s collection of Shitao in an eleven-leaf landscape album, along with He Shaoji’s 

                                                
258 Deng Shi. “Jilu yutan”, Shenzhou guoguang ji, no.19, 1911. 
259 See Shenzhou guoguang ji no.10; no.14; no.15; no.18; no.19. 
260 The circulation of the pieces see Deng Shi’s introduction of Album of Qingxiang Laoren 
Landscape (清湘老人山水冊), Shenzhou guoguang she, 1909. (reprint) Ma Riguan was a 
native of Anhui Province, and later moved to Yangzhou, there became an important salt 
merchant. 
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inscriptions.261 As a late Qing jinshi scholar, He Shaoji especially appreciated Shitao’s 

brushwork with so-called “jinshiqi,” and his pocket edition of a Shitao landscape album 

later entered Deng Shi’s collection and was published in 1920.262 (Figure 3.11) Deng 

Shi also included Quotations from Kugua heshang (Kugua heshang yulu 苦瓜和尚畫

語錄), and Collected Inscription on Paintings by Shitao (Dadizi Tihuashiba 大滌子畫

詩跋) in  Meishu congshu.263 By the early twentieth century Shitao was one of the most 

favorite painters among both Chinese and Japanese collectors. In addition to the 

Shenzhou Publishing House, the Youzheng Book Company, Zhonghua Publishing 

House (Zhonghua shuju中華書局), and Yimin Publishing House (Yimin shuju益民書

局 ) all published Shitao works. An artist historically confined to southern and 

southeastern China, Shitao eventually emerged as a national artistic and cultural icon. 

264 The casting of “Four Monks” as representative of loyalist painters in the end of Qing 

empire in contrast with the “Four Wangs” of Orthodox School sheds light upon how 

                                                
261 Deng Shi ed. Shitao mobi shanshui jingce 石濤墨筆山水精册 (Ink Brush Landscape Album 
by Shitao), collected by He Shaoji and published by Shenzhou guoguang she, 1914.  
262 Deng Shi. ed. Shitao mobi shanshui xiuzhence 石濤墨筆山水袖珍冊 (Pocket edition of 
Shitao Landscape Album), collected by Deng Shi, published by Shenzhou guoguang she, 1920. 
263 Kugua heshang yulu 苦瓜和尚畫語錄 (Quotations from Kugua heshang) was included in 
Meishu congshu, vol.1, no1, 1911; Dadizi Tihuashi ba 大滌子題畫詩跋 (Collected Inscription 
on Paintings by Shitao) was included in the third series of Meishu Congshu, vol.3, no.10.1918.8. 
264 Scholars have generally considered that the rise of Shitao’s reputation in China began in the 
1920s.  Some argue that the re-evaluation of Shitao was first influenced by Japanese interests 
in the revival of literati painting during the early twentieth century. In this movement Shitao 
was believed by Japanese scholars to possess the paradigmatic quality of a literati painter. When 
the Chinese ‘modern art’ movement began in the 1930s Shitao became an icon of modernity 
who was said to possess the spirit of the European Avant－garde. Here, I argue that the 
resurrection and promotion of Shitao’s accomplishments might have begun to take shape earlier 
than the 1920s.  It is above all associated with the late Qing reforms that took place between 
1901 and 1911, promoted by a group of collectors, and in particular the collector Deng Shi. 
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individuality and innovativeness, represented by loyalist artists, became an exemplary 

symbol in contrast to the cultural and political authority of the traditional monarchy.    

 

 

Figure 3. 11 Shitao mobi shanshui xiuzhence石濤墨筆山水袖珍冊 (Pocket edition of 
Shitao Landscape Album with eleven leaves), collected by Deng Shi, published by 
Shenzhou guoguang she, 1920. 
 
 
 
3.2. Deng Shi, Qing Loyalists, and Holding the Tradition 

           The anti-Manchu movement reached its peak in the second half of 1911. 

Beginning with the Wuchang Uprising in Hubei Province, a wave of rebellions and 

revolts around China took place from October of 1911 to February of 1912.  In 

November of 1911, Shanghai revolutionaries claimed independence from the Qing. It 

was achieved with minimal violence for the most part. The foreign concessions in 

Shanghai became the sanctuary, where people poured in from all parts of the country to 
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seek political asylum. Among them there were a large group of Qing officials. Deng Shi 

recalled that refugees from high official or collector families were bringing large 

numbers of books to Shanghai, filling up their cramped apartments; many of these books 

were sold to Japanese and Western booksellers and collectors, causing a large loss of 

Chinese cultural artifacts.265  As a collector, Deng Shi made it his effort to collect 

scattered rare books and manuscripts. For those books he was unable to purchase, he 

personally asked permission to make copies, often burning the midnight oil to copy the 

books. 266   Many of these books were subsequently compiled in book series and 

published from 1912 to 1917. 

 

 After the Republic of China was formally established, many core members of 

Guoxue baocunhui left Shanghai in pursuit of their own political or educational careers. 

The first to leave was Zhang Binglin. An early supporter of Yuan Shikai’s bid for 

presidency of the newly founded Republic of China, Zhang’s fame helped lead to his 

appointment as frontier defense commissioner for the three northeastern provinces, a 

special adviser position to the president. However, he didn’t hold these positions for 

very long. Zhang and Yuan quickly disagreed on constitutional reform, civil war, and 

foreign issues. In 1913 Zhang was put under house arrest where he remained until the 

                                                
265 For example, as Deng Shi recalled many of Zhang Ting’s manuscripts were sold to Japan. 
And his purchase of Qingyige guyin fuzhu 清儀閣古印附註 (Annotations of Ancient Seals 
from the Collection of Qingyige) prevented the book being sold to foreign collectors.  The 
manuscript was later included in Fengyulou Rare Book Reproduction (Fengyulou miji liuzhen 
風雨樓秘笈留真).   
266  Deng Shi. Preface for Guxue huikan, 1911. 
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death of Yuan Shikai in 1916. Second to leave was Chen Qubing, who left Shanghai for 

Suzhou, then Shaoxing, where he started two revolutionary newspapers.  Chen 

supported the Second Revolution (Erci geming 二次革命 ) against Yuan Shikai’s 

government and later participated in the Constitutional Protection Movement, a series 

of movements led by Sun Wen to resist the Beiyang Government controlled by warlords 

between 1917 and 1922. Finally, Huang Jie also left Shanghai and returned to 

Guangdong where he participated in local school improvement, where he strongly 

opposed Yuan Shikai’s bold announcement in 1915 of a new imperial dynasty with 

himself as emperor. Disappointed with the early Republic, Huang Jie remained as an 

educator and a scholar in the Republic period.  

 

            Unlike his colleagues, Deng Shi stayed in Shanghai, where he tried to maintain 

the operation of Guoxue baocunhui. His plans included opening an Antique Agency 

(Guwu liutongchu 古物流通處) to help collectors circulate their collection, and an 

Agency of Jinshi Collection (Jinshi caifangchu 金石採訪處) to search for and collect 

newly unearthed ancient stone steles and inscribed metal artifacts.  He also planned to 

open an institution to hold regular lectures on ancient studies, increase the collection of 

the Society library, and organize archaeological and art exhibitions in the future.267 

Although in 1912 he was selected as a senator representing Guangdong Province to 

                                                
267 See “Guoxue baocunhui baogao”國學保存會報告 The Report of  Association for 
Preservation of National Learning) in Guocui xuebao, no.6, 1911. 
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participate in drafting the interim constitution for the newly established Republic of 

China, he didn’t officially gain any positions in the new government. 268  Between 

politics and scholarship, Deng Shi opted for the vocation of ‘disinterested scholarship’, 

and between radical revolutionaries and “conservative” scholars, he seemed also to 

choose the latter.  

 

Miao Quansun and the Publication of Guxue huikan     

The publication of Guxue huikan 古學匯刊 (Compilation of Ancient Learning, , 

1912-1914), represents one of these book series, which was compiled right after the 

Qing regime was overthrown. In the summer of 1912 Guxue huikan, a bi-monthly book 

series was launched by Deng Shi to succeed Guocui xuebao.  In its preface, Deng Shi 

wrote, “it was scholars in the first place, not politicians, who played a fundamental role 

in governing the country”; he also wrote, “In Europe the formation of intellectual society 

led by René Descartes, John Mill, Charles Darwin and Herbert Spencer was 

preconditioned to bring out new political thoughts advocated by Montesquieu, Johann 

Bluntschli, Adam Smith and eventually helped establish constitutional monarchy and 

spread European colonial power. Likewise, in Japan famous scholars such as Fukuzawa 

Yukichi 福澤諭吉(1835-1901) and Nakae Chōmin whose new ideas of civil rights and 

egalitarian doctrines helped to achieve political reform in Japan during the Meiji 

Restoration.”269 Comparable to Deng Shi’s famous thesis “On Reviving the Ancient 

                                                
268 This event was mentioned in Wang Ling’s study of Deng Shi, 2009, pp.5-9. 
269 See Deng Shi. Preface for the Guxue huikan, 1912. 
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Learning” (1905), proposing that the Chinese would experience their rebirth of ancient 

studies in the twentieth century, the publication of Guxue huikan had great immediate 

significance. 270 

 

For the publication of Guxue huikan, Deng Shi invited Miao Quansun 缪荃孙

(1844-1919 ) to serve as the co-editor.  Miao Quansun, often called as Yifeng laoren 藝

風老人  in his late period of life, was a well-known philologist, collector and 

bibliophile.271 Like many former Qing government officials, Miao Quansun brought his 

family to Shanghai after the Revolution where he identified himself as Qing loyalist. 

From 1912 to 1914, according to Miao’s diaries, Miao and Deng met regularly eight to 

ten times per month to discuss the contents of Compilation of Ancient Learning, 

sometimes in Miao’s place or sometimes in the Library of Guoxue baocunhui. 272  Miao 

Quansun and Deng Shi had known each other before the Revolution and shared very 

similar perspectives on Chinese ancient learning.  Miao’s essay “A Study of Great 

                                                
270 Deng Shi, “Guxue fuxing lun” in Guocui xuebao, no.9, 1905. 
271   Miao Quansun’s book collection entered into Hanfenlou 涵 芬 樓 , a library of the 
Commercial Press (Shangwu yinshuguan 商務印書館), established in 1905. Regarding the 
book collection of the Commercial Press in the end of Qing, see Zheng Renfeng 張人鳳. Zhang 
Jusheng xiansheng nianpu 張菊生先生年譜 (Chronology of Zhang Jusheng).  Taiwan shangwu 
yinshu guan, 1995, p.242. 
272 Together they also shared book collection, art collection and attended banquets with their 
friends such as Ding Guojun 丁 國 鈞 (1852-1919), an important bibliophile, and Cheng 
Bingquan, the owner of Jixiuzhai antique shop. On the relationship between Deng Shi and Miao 
Quansun in Shanghai, see Miao, Quansun. Miao Quansun Quan Ji: Yifenglaoren riji. 繆荃孫

全集. 日記: 藝風老人日記 (A Complete Edition of Miao Quansun: Elderly Yifeng’s Dairy). 
edited Tingyin Zhang and Yuqi Zhu, Fenghuang chuban she, 2014, pp. 186-382.    
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Canon of Yongle Era” (Yongle dadian kao 永樂大典考) was published in Guocui 

xuebao in 1908. It traced the circulation of Yongle Encyclopedia from its original 

compilation in the Ming Yongle period (1402-1424) to its final disappearance in the 

Boxer Rebellion of 1900.  

 

On the side of the country, Deng Shi and his colleagues established Cangshulou 

and devoted themselves to gathering private collections of books as an avenue to 

preserve ancient learning. On the side of the court, Miao played a significant role in 

introducing modern education and modern libraries to China.  In 1876, the second year 

of the Guangxu Emperor, Miao gained jinshi 進士, the highest and final degree in the 

imperial examination in Imperial China. Miao first served in the Hanlin Academy, and 

then was in charge of Zhongshan Academy (Zhongshan shuyuan 鍾山書院), which was 

established by the Qing government after the Taiping Rebellion. The Academy aimed 

to train students both in Neo-Confucian ethics and in practical learning, so that students 

would gain government office and thereby put their seriousness of purpose and practical 

know-how to work for the Qing dynasty.   In 1907 on behalf of the Qing government 

Miao managed to purchase the important private book collection of Baqianjuanlou八

千卷樓 (Building of Eight Thousand Volumes), before it was sold to the Japanese. The 

purchase of the collection became the foundation of the Jiangnan Library (Jiangnan 

tushuguan江南圖書館), the first modern public library in China.  Miao was appointed 

later director of Jiangnan Library in the 33rd year of the Guangxu Emperor, and 
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appointed director of the Capital Library (Jingshi tushuguan 京師圖書館) in 1909. 

Miao’s two works, Bibliography of Rare Book Collection of the Metropolitan Library 

(Qingxuebu tushuguan shanben shumu 清學部圖書館善本書目) and Bibliography of 

Local Records of the Capital Library (Qingxuebu tushuguan fangzhimu 清學部圖書館

方志目), provided first-hand information on the Metropolitan Library collection and 

were later published in Guxue huikan. 

 

In publishing Guxue huikan, Deng Shi and Miao Quansun both acknowledged 

the achievement of Qing scholarship in Chinese learning. To Deng Shi, the three 

hundred years of Qing scholarship prepared for the revival of Chinese ancient learning 

in the twentieth century. To Miao Quansun, the Qing empire was overthrown, but its 

scholarship should endure. Hence, Deng Shi and Miao Quansun first included a large 

percentage of Qing scholar works in Guxue huikan. These works were written by Gao 

Shiqi 高士奇 (1644-1703), Sun Xingyan 孫星衍(1753-1818), Dashou 達綬 (1791-

1858), Qian Daxin 錢大昕 (1728-1804), Wang Yirong, He Shaoji,  Miao Quansun, and 

Shen Zengzhi沈曾植 (1850-1922), who were active from the early Qing period to the 

late Qing period. Among them, Shen Zengzhi  was another Qing loyalist, whose writing 

of Brief Account of Island Barbarians (Daoyi zhilüe 島夷誌略) was included in Guxue 

huikan. The account was a detailed textual research of travel documents originally 

written in the Yuan Dynasty (c.1339) recording foreign countries from Africa to the 

Philippines, including geography, customs and habits, regional products, and the status 
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of commerce. Shen Zengzhi received his jinshi title in 1880 and during the Guangxu 

reign he was assumed a series of important positions from the head of Ministry of 

Punishment to the Governor of Anhui Province. A strong supporter of Constitutional 

Reform, Shen was also known for his book collection and rubbing collection. In 1909 

Shen Zengzhi visited Shanghai and met Deng Shi to whom he showed his collection of 

Tang Buddhist clay statues; later one of the rubbings entered into Deng’s collection.273  

In his late career, he taught in the Lianghu Academy (Lianghu shuyuan 兩湖書院) in 

Wuchang, and Nangyang School (Nanyang gongxue 南洋公學) in Shanghai. After the 

Xinhai Revolution, he moved to Shanghai and identified himself as a Qing loyalist.  

 

The contents of Guxue huikan was also designed to better reflect the 

development of Qing scholarship. Instead of the traditional fourfold categorization of 

Chinese texts, Miao and Deng  divided the contents into eight categories: jing 經

(Confucian classics); shi 史(History); yudi 與地 (geography); zhanggu 掌故(decrees 

and regulations); mulu 目錄(Bibliology); jinshi 金石(studies of inscriptions on metal or 

stone); zaji 雜記(miscellaneous document);  and shiwen 詩文(poetry and literary).  This 

kind of classification was first applied in Miao Quansun’s own book collection. In the 

Bibliography of Yifeng Collection (Yifeng cangshumu 藝風藏書目), completed in 1900, 

Miao Quansun employed ten-folded categories, instead of traditional four-folded 

                                                
273 The rubbing of Tang Buddhist clay statue was published in Guocui xuebao, no.19, 1909. 
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categories. 274  Traditionally, philological study (xiaoxue 小學 ) including exegesis 

(xungu 訓詁), script analysis (wenzi 文字) and study of sound (yinyun 音韻), was 

classified under the category of Classics as an aid to understanding classics. But in 

Miao’s classification it was listed as a separate category, reflecting the abundance of 

new books added to philological study during the Qing period. Likewise, Jinshi as 

primary sources to interpret ancient history, rituals, and politics, was abstracted by Miao 

Quansun from the category of History, because the heyday of Jinshi was in the Qing 

period. 

 

Zheng Wenzhuo and Traditional Jinshi Practice 

Many of the Qing loyalist collectors who moved to Shanghai were traditional 

jinshi scholars. Besides Miao Quansun and Shen Zengzhi, Zheng Wenzhuo was another 

influential jinshi collector and scholar from generations of Qing scholar-official 

families. After the failure of the Hundred Days’ Reform and the national calamity of 

1900, Zheng wrote many poems expressing his sorrow and great displeasure. After the 

Qing empire was overthrown by the Republic of China he moved to Shanghai where he 

made his living practicing medicine and selling his paintings. In spite of his limited 

means, he declined the invitation of Cai Yuanpei to join the Department of Jinshi 

Studies at Peking University. After his death Liang Qichao, Ye Gongchuo 葉恭綽

                                                
274 But Miao removed philological study from Classics; studies related to astronomy, 
medicine, painting, calligraphy, novels removed from Theories; and geography and jinshi 
were removed from History. 
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(1881-1968),  Zhu Zumou 朱祖謀 (1857-1931) and Luo Zhenyu  submitted a joint 

petition to the Prime Minister to preserve Zheng Wenzhuo’s tomb and former residence 

as heritage places. 275  

 

Deng Shi and Zheng Wenzhuo had known each other since the late Qing 

National Essence Movement. At the time, Zheng Wenzhou frequently corresponded 

with Deng Shi.276  Even though Zheng Wenzhuo was much senior to Deng Shi, Zheng 

showed his great appreciation of Deng Shi as a devotee for preserving ancient Chinese 

learning. In a letter of 1908 Zheng described his short visit with Deng Shi in Shanghai 

where Deng Shi showed him his collection and new publications. Zheng Wenzhuo’s 

study of “Stone Stelae Inscription from Han Dynasty to Six Dynasties” was published 

in 1908 in Guocui xuebao.277  Zheng Wenzhuo was also one of the contributors to 

“Bowupian” 博物篇, launched in 1907, as a special column introducing natural science 

in the National Essence Journal. 278 All the contributors extracted  traces of botanical 

                                                
275 See Zheng Shuwen xiaozhuan 郑叔问小传 (A Brief Account of Zheng Shuwen’s Life), 
Pengnan zhonghe yuekan 鹏南中和月刊 (Pengnan zhonghe Monthly), no. 6. 1943. 
276 Correspondences between Zheng Wenzhuo and Deng Shi, see Guocui xuebao, no.45, 1908; 
no.65,1910.  
277Zheng Wenzhuo. Hanwei liuchao beie jili 汉魏六朝碑额纪例 (Study of Stelae from Han to 
Six Dynasties), Guocui xuebao, no. 41, 1908. 
278 Zheng Wenzhuo. “Chuci xiangcao bujian”  楚辭香草補箋 (Notes for Sweetgrass Recorded 
in the Word of Chu),Guocui xuebao, no.50,1909.Historically, the word “bowu” was first used 
in the Zuozhuan 左 傳  (c. 4th century BC) referring to a person who was "broadly 
knowledgeable; erudite," implying an ideal model of traditional Chinese intellectual. Associated 
with this particular connotation, Zhang Hua 張華 (232-300), an eminent statesman during the 
ill-fated Western Jin dynasty (266-316), authored the Bowuzhi 博物誌 (Records of Diverse 
Matters), which was an intriguing compendium of Chinese ancient knowledge, ranging from 
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and zoological accounts from ancient Chinese text records such as Confucian classics 

(e.g. the Classic of Poetry ), Chinese ancient dictionary (e.g. the Erya) or ancient 

Chinese poetic songs (e.g. the Chuci ).279  Zheng’s  article reviewed flora terms which 

were recorded in the Chuci (Chuci 楚辭), a compendium of ancient Chinese poetic 

songs (1046 BC –256 BC).280 Although the methods of their studies followed traditional 

textual exegesis aimed at investigating the origins of ancient texts, they also looked into 

botanical and zoological accounts from largely undervalued local documents and local 

                                                
geography, topography and traditional botany to local legend and folklore. The contents of 
Bowuzhi was largely inherited in later works under the title of “bowu”.  On the study of 
“Bowuzhi” see Greatrex, Roger. The Bowu Zhi: An Annotated Translation. Stockholm, 1987.Th  
term bowu generally referred to “realms transgressing the boundaries of the defined canon of 
knowledge, covering a variety of matters from the strange and supernatural to quaint things of 
interest,” till the late nineteenth century, when it came increasingly to signify “new knowledge” 
and “natural history” as a return loan of Japanese hakubutz 博物. On the study of “bowu” in the 
late Qing and early Republic period, see Kong Lingwei 孔令偉’s “Xifang de tupu, huapu yu 
jindai zhongguo tuxue: yi bowuhua weili”西方的圖譜、畫譜與近代中國圖學：以博物圖畫

為例 (Western Illustration, Drawing Book and Modern Chinese Drawing:  after Bowu tuhua) 
in Meishu shi yu guannianshi 美術史與觀念史( History of Art and History of Ideas), edited by 
Fan Jingzhong, Cao Yiqiang. Nanjing shifan daxue chubanshe, 2005, pp. 153-169. Gentz N. 
studied the use of the term of bowu in newspapers of modern China. Gentz N. From “News, 
Xinwen 新聞, to New Knowledge, Xinxue 新學: Newspapers as Sources for Early Modern 
Chinese Encyclopaedias”, in Chinese Encyclopaedias of New Global Knowledge (1870-1930), 
edited by Doleželová-Velingerová M., Wagner R.  Transcultural Research – Heidelberg Studies 
on Asia and Europe in a Global Context. Springer, Berlin, Heidelberg, 2014, pp. 55-83. 
279 Bowuzhi also included articles by Xue Fengchang 薛鳳昌(1876-1944), Liu Shipei, Shen 
Weizhong 沈維鐘(active post-1900) Xue Fengchang, also known as Xue Zhelong 薛蜇龍  had  
studied physics, chemistry and biology in Japan from 1889 to 1901. Xue was  the editor of  
Lixue zazhi 理學雜誌, one of the first science magazines and pioneered the use of  Western 
plant taxonomy to name and classify indigenous plants. On the study of Lixue zaizhi, see Li 
Xingmin 李醒民, “‘Lixue zazhi’ juyao he fafan” 《理學雜誌》举要和发凡(Introduction and 
Commentary on Lixue Journal” in Kexue yu shehui 科學與社會 (Science and Society), vol.7, 
no.1, 2017, 108-124.DOI:10.19524/j.cnki.10-1009/g3.2017.01.108. 
280 Zheng Wenzhuo. “Chuci xiangcao bujian” 楚辭香草補箋 (Notes for Sweetgrass Recorded 
in the Word of Chu), Guocui xuebao, no.3,1909. 
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annals as a resource for reconstructing scientific knowledge of ancient China. In 

addition, they sought to identify and correct mystery, supernatural, and legendary 

explanations from ancient records of animals and plants. In keeping with their 

complementary approach, their studies both adopted Western concepts of natural 

science and natural history and also maintained that modern botany and zoology were 

not new to China but had long been embraced in Chinese ancient texts. 

 

Zheng Wenzhou moved to Shanghai in the spring of 1912. Deng Shi passionately 

followed Zheng Wenzhou for opportunities to look over Zheng’s collection and within 

a month had carefully examined several cases of Zheng’s rubbing. Deng Shi asked 

Zheng to allow him to publish his collection and his study of jinshi. Because of Zheng’s 

age, Deng Shi was concerned that “If Zheng’s rubbing collection and jinshi study was 

not photographed and published, in case they were lost, it would be too late to repent.” 

281 In the second issue of Shenzhou daguan (1913) Deng Shi formally introduced Zheng 

Wenzhou to his readers: “Zheng Wenzhou was a native of Gaomi. a county-level city 

of eastern Shandong province. His style name is Shuwen 叔問, and is known as Dahe 

yihao 大鶴一號, Hedaoren 鶴道人, and Laozhiqiaofengke 老芝樵風客. Zheng resided 

in Suzhou for thirty years where he built his house on the east side of Suzhou city. Zheng 

wan an expert of philological study and medicine. He was a prominent poet, who 

published a series of ci and qu poetry, which was well read and highly commended. 

                                                
281 Deng Shi. “Jilu yutan”. Shenzhou daguan, no. 2, 1913.  
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Only very occasionally Zheng would accept a request for his painting, even though he 

was good at it.  Zheng was particularly fond of jinshi. He greatly appreciated stone stelae 

and Buddhist statues from the Six Dynasties, and his inscriptions of his rich collection 

of rubbings often reveals important evidence for historical study. Moreover,  his 

inscription also demonstrates elegant but powerful calligraphic brushstrokes.”282  As a 

jinshi collector, Zheng Wenzhou’s rubbing was always filled up with his own 

inscriptions, and Deng Shi approvingly cited Wang Bantang’s 王半塘 (1849-1904) 

opinion about inscriptions, which said that rubbings without inscription was just a piece 

of metal and stone, without spiritual value.”283  As in the colophons accompanying 

traditional paintings, Deng Shi felt that rubbing inscriptions describing their origins, 

history, condition, and significance contributed to the uniqueness of each piece, and  

generated ongoing artistic and intellectual activities and interests.284 

 

As a close friend of Zheng Wenzhou, Deng Shi later gained many collections 

from Zheng.  One of them was the rubbing of “Songyazi Brick of Jin Dynasty” (Jinsong 

yazi zhuan 晉宋鴨子磚 ).285  (Figure 3.12), which had been widely circulated and 

appreciated among scholars, collectors, and painters in the late Qing, including  jinshi 

scholar Huang Yi, Wu Tingkang吳廷康 (1799-1873), poet Jiang Yinpei蔣因培 ( 1768-

                                                
282 Deng Shi. Jilu yutan. Shenzhou daguan, no. 2, 1913.  
283 Ibid., Shenzhou daguan, no. 2, 1913. 
284 On rubbing connoisseurship, see Wu Hong. “Rubbing Connoisseurship as Scholar on 
Ruins” in Wu Hung. A Story of Ruins: Presence and Absence in Chinese Art and Visual 
Culture. Princeton University Press, 2012, pp.55-64. 
285 The rubbing was published in Shenzhou Daguan, no.7.1915. 
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1838), bibliophile Zhang Rongjing 張蓉鏡 (1802-?), classical scholar Li Zhaoluo (李

兆洛 1769-1841), and female painter Xi Peilan席佩蘭 (1762-1831). Zheng Wenzhuo 

added altogether five inscriptions to the rubbings, giving detailed evidential study and 

calligraphic criticism. Zheng wrote that the original brick was found in one of the 

twenty-eight wells, corresponding to the twenty-eight constellations in the Jingtu 

Temple (Jintusi淨土寺), during the Yonghe reign  (345-356) of East Jin dynasty. The 

first record of the brick was written in Zhao Zhiqian’s 趙之謙 (1829-1884) Supplement 

to Record of Visiting Stelae (Bu huanyu fangbei lu 補寰宇訪碑錄). According to Zheng, 

the rubbing of Songyazi Brick, was one of best examples of an authentic model of 

cursive script of Jin Dynasty (266-420). 286  

 

Zheng Wenzhou’s jinshi study, especially the value of inscribed characters on 

stone and metals as an important reference for history and calligraphy study, was clearly 

shared by Deng Shi. Deng Shi’s collection had more than thirty bronze Buddhist statues 

of Northern Dynasty, of which he particularly cherished those with inscribed characters. 

287  Deng Shi argued that inscribed characters from stone stelae or bronze objects, 

because of their nature form and vigorous brushwork, should be considered as the real 

classics. For a study of regular script, although famous manuscripts of Huangtingjing 

                                                
286  Zheng Wenzhuo’s comments were recorded in his inscription of the rubbing. In his 
inscription Zheng mentioned along with the rubbing of “Jin Songyazi Brick,  the rubbing of  
Yangshao’s Land deed (carved in 284, 楊紹买地莂) was another sample of an authentic model 
of cursive script of Jin Dynasty. See Shenzhou daguan, no.7, 1915. 
287 Deng Shi. “Jilu yutan”. Shenzhou daguan, no.16.1922. 
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Figure 3.12 The rubbing of “Jin Songyazi Brick”, with five inscriptions by Zheng 
Wenzhuo. Deng Shi’s collection.  Shenzhou Daguan, no.7, 1915. 
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黃庭經 (the Daoist Passage)  and Yueyilu 樂毅論（the  Narration on Yue Yi), written 

by Wang Xizhi王羲之 (303-361), were valued as the classic model, later copies of 

these manuscripts had already lost their original appearance. In contrast to copies of 

manuscripts, inscribed characters on these bronze statues of the Northern Dynasty could 

provide more direct examples for studying regular script, carrying on the tradition of 

Wang Xizhi helping to transmit a style of which no originals survive.  

 

           In addition to traditional jinshi objects, Deng Shi also collected rubbing of land 

deeds. Like epitaphs, land deeds are documents written for the grave owner whose 

name, title, career, and family members are mentioned in the inscription. Probably 

because it was taboo to bring burial objects intended for the dead to use in the afterlife 

back to the living world, many original land deeds were destroyed. In that case, rubbing-

making became the most efficient and proper way to record the land deed for both 

historical and aesthetic studies. In 1917, Deng Shi published two land deed rubbings 

from his own collection. One is  the Land Deed of Zhuman’s Wife (Zhumanqi maidi bie 

晋朱曼妻買地莂) obtained from his countryman Chen Gonghan 陳公翰.288 (Figure 

3.13) The land deed (erected in 338) was unearthed in 1900 in Pingyang of Zhejiang, 

which was the hinterland of the Wu kingdom (222–280). Deng Shi commented that the 

rubbing should be valued as important as the famous rubbing of Stele of Heavenly  

 

                                                
288 And the rubbing of Zhuman qi maidibie was published in the Shenzhou daguan, no. 
10.1917.  



 

195 

 
 
 
 

 

Figure 3.13 Rubbing of Zhuman qi maidibie was published in the Shenzhou daguan, no. 
11.1917. The original land deed is now housed in the Cultural Relic Bureau of Wenzhou  
 

Prophecy (Tianfa shenchen bei, 天發神讖碑),289 because both  of them were exemplars 

for seal script (zhuanshu 篆書) once popular in Jiangnan area and distinct from the 

Northern style of seal script. The other is Land Deed of Family Wu (Wuhaozong 

maidiquan 吳浩宗買地券 ), erected in 225 A.D and excavated in the suburbs of 

                                                
289 The original stele of Tiana shenchen bei was established by Sun Hao, King of the Wu 
kingdom, to proclaim his heavenly mandate to rule. The stele originally in the Confucius Temple 
in Nanjing, destroyed in a fire in 1850. Rubbings exist.  The rubbing of Tianfa shenchen bei 
from Luo Zhenyu’s collection was published in the Shenzhou guoguang ji, no.19, 1911. 
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Nanchang  in 1840. Following the late Qing Jinshi scholars, such as Zheng Wenzhou, 

Deng Shi again took the rubbing as an example of official cursive script (zhangcao 章

草) with flying brushwork, demonstrating a transitional period of reforming official 

script (lishu 隸書) to adapt to the speed of writing, and the emergence of  the regular 

script (kaishu 楷書) in the Eastern Han period (25-220).290  

 

The 1912 Traditional Art Exhibition and the Qing Loyalist Society 

In the summer of 1912 Miao Quansun, Shen Cengzhi and Zheng Wenzhuo all 

participated the Exhibition of  Painting, Calligraphy and Jinshi (Jinshi shuhua gonglan 

hui 金石書畫共覽會) organized by Deng Shi. The exhibition opened to the public on 

June 8, 1912, in the famous Xu Garden (Xuyuan徐園) in the international settlement 

of Shanghai. A black and white photo taken by Japanese photographer Kanamaru Kenji  

金丸健二 in 1920 shows how exquisite the garden was. (Figure 3.14)291 It is a classical 

jiangnan landscape garden, with a water-centered design surrounded by numerous halls, 

pavilions, and bridges. The garden’s owners were the Xu Brothers, sons of Xu Hongku

徐鴻逵 (active late 19th century),  a successful late Qing  entrepreneur of the silk 

industry who  was well cultivated in poetry, calligraphy, and painting. In 1883 Xu 

Hongkui built the first Xu Garden on the north bank of the Suzhou River. In 1887 this 

                                                
290 The rubbing of Land Deed of Family Wu was published in Shenzhou daguan, no.11, 1917.  
Its original stone land deed was destroyed. 
291 Regarding Xu Garden and its owner see Zheng Yimei’s 鄭逸梅. Zheng Yimei xuanji Juan 4 
鄭逸梅選集 卷 4 (Selected Work of Zheng Yimei v.4). Heilongjiang chubanshe, 1991. 
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private garden was open to the public by admission ticket. Organized by Xu Hongkui 

the first Xu Garden became a popular place for ‘elegant gathering’ for poet societies 

and artist societies. Famous painters of the Shanghai School such as Xu Gu 虛谷 (1823-

1896), Ren Bonian 任伯年(1840-1895) and Pu Hua 蒲華 (1832-1911) often gathered 

in the Xu Garden, exchanging their works and even put their work on sale.  In 1909 the 

Xu Garden was relocated to the Connaught Road by the Xu family. The new Xu Garden 

was much larger. It maintained the Chinese style landscape while adding latest modern 

entertainments, such as the moving panorama. As a popular place for cultural gatherings 

among late Qing painters, scholars, and gentry-merchants, the Xu Garden continued to 

play a role in the emergence of public sphere during the early Republic.  

 

As the organizer of the exhibition, Deng Shi’s goal was to celebrate the high 

achievement of Chinese ancient art. He invited almost all the Shanghai major collectors. 

They were gentry-merchants such as Pang Yuanji, Cheng Dingyi, Li Pingshu 李平書

(1854-1927), Wang Cunshan王存善 (1849-1916), Sun Wenqing 孫問清 (active post-

1900); antique dealer Chen Weiquan 陳渭泉 (active post-1900); well-known painters 

Wu Changshuo, calligrapher Li Ruiqing 李瑞清 (1867-1920) and a Japanese scholar 

Nagao Uzan.  More importantly, the exhibition attracted a large group of Qing loyalist 

collectors. Miao Quansun, Zheng Wenzhuo and Shen Zengzhi, Wang Bingeng王秉恩

(1845-1928), Xu Naichang徐乃昌(1869-1946), Liu Shiyan劉世衍(active post-1900),  
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Zong Shunian宗舜年 (1865-1933),  Xuan Renzhe宣人哲, (1866-1942) and Zhou An, 

all displayed their collections.292  

 

 

 

 

Figure 3.14 Photo of Xu Garden taken by Japanese photographer Kanamaru Kenji  
Laozhaopian Changjiang jiuying 老照片  长江旧影  (Old Photos Old Photos of 
Changjiang River), originally published in 1920.  Nanjing chubanshe, 2014, p.33. 
(Reprint) 
 

                                                
292 The list of participants refers to report of “Xuyuan jinshi guhua gonglanhui jishi” 徐圓金

石古畫共覽會紀事 (Report of Exhibition of Painting, Calligraphy and Jinshi in Xu Garden) 
in Shenzhou Ribao 神州日報 (Shenzhou Daily). June.9th,1912 and June.10,1912. It also refers 
to Shenzhou daguan, no.1, 1912; no.2, 1913 and no.3, 1913. 
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Supported by Deng Shi and his friends, particularly his Qing loyalist friends, the 

exhibition covered a great variety of artifacts from calligraphy, painting, bronze vessels, 

stone stelae, and Buddhist statues to ancient seals and rare rubbings, and historical letter 

manuscripts. Deng Shi himself displayed more than thirty pieces of painting, 

calligraphy, and rubbings.293 Miao Quansun displayed his collection of Wang Hui, one 

of the Four Wangs, and the Ming rubbing of Dongpo Stone Basin Inscription (Dongpo 

xuelangpen ming 東坡雪浪盆銘). Wang Bingeng displayed his painting collection 

including works by Cao Rong, Dai Xi戴熙 (1801-1860), Li Liufang and Chen Laolian.  

The exhibit displayed a large number of rubbings, such as the San Family Plate (San 

shi Pan 散氏盤),  the Ji Zibai Plate of the Guo State (Guo jizi baipan 虢季子白盘) and 

Zhang Qian of Han Diplomat Stela (Zhang Qian bei 張騫碑).  Zou An, also named Zou 

Shilu 鄒適廬, displayed the rubbing of  the Big Gram Cauldron (Dakeding 大克鼎)， 

the Northern Qi Guangwu General Stele (Guangwu Jiangjun bei 廣武將軍碑),  the  

Zhou Dynasty Marquis Ji  Bell (Zhoujihou zhong周紀侯鐘, ?- 690 BC), and the Bronze 

Lamp of Jianshi Period (Hanjianshi xingdeng 漢建始行燈, 32BC-28BC).294 Zheng 

                                                
293 Based on the records in Shenzhou daguan, no.2 ,1912; and no.3, 1913. 
294 Zou An was titled jinshi at the 29th year of Guangxu emperor. He was a county magistrate 
of Danyang of Jiangsu province. After the Republic of China was formally established, he 
moved to Shanghai and taught in the Cangsheng Mingzhi College (倉聖明智大學), founded by 
Jewish merchant Silas Aaron Hardoon (1851-1931) in Shanghai. Zou An was known for his 
jinshi collection. In 1918 when Deng Shi published the Record of Jinshi from the Fuzhai Study 
(Fuzhai jijinlu 簠齋吉金錄), a sixteen-volume rubbing collection of Chen Jieqi, Zou An’s 
collection was also included.  
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Wenzhuo’s rubbing collection of Song Jian-ware tea bowls, European ancient coins and 

Indian Buddhist statues best represented the new discoveries in the late Qing jinshi 

study, because foreign antiquities, such as foreign coins or Indian Buddhist statues 

weren’t added to jinshi collection until the Jiaqing and Daoguang period. 295 (Figure 

3.15) In short, in terms of its scale, the quantity of selected artifacts, and the large 

number of collectors, who came from different socioeconomic backgrounds and 

political positions, the exhibition was no doubt a magnificent cultural gathering.  

 

During the first decade of the Republic of China, Deng Shi and Qing loyalist 

collectors and scholars kept a close relationship. It is undeniable that Qing loyalists’ 

engagement in the public sphere certainly involved more than sympathy for reviving 

Chinese ancient learning. Their activities kept alive the memory of the defunct dynasty. 

For many Qing loyalists, especially those who held high positions in the Qing 

government, the 1911 revolution was a devastating event that disrupted their lives, 

decimated their dreams, and destroyed their political careers. The most popular 

activities among Qing loyalists was to organize poetry societies following the old 

tradition of elegant gatherings, imitating events such as the Society of Nine Elders of 

the Mountain of Fragrance (Xiangshan jiulao 香山九老) at the end of the Tang dynasty, 

the Elderly Elites’ Club (Qiying hui 耆英會) in the Song dynasty, or the Revival Society  

                                                
295 The records of various European coinage in the Atlas of Jinshi (Jinshisuo, 金石索), 
published in 1823. Feng Yunpeng 馮雲鵬 Feng Yunyuan 馮雲鵷. Jinshisuo. Juan 4. 金石索 
卷 4 (Illustrated Catalogue of Jinshi). Originally printed in 1821.Shanghai: Wenxinju shiyin, 
1907. (reprint) 
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Figure 3.15 Rubbings of foreign coins, Indian Buddhist statues, formally collected by 
Zheng Wenzhuo. Published in Shenzhou daguan, no.2, 1912. 
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(Fushe 復社) at the end of the Ming dynasty. But, the main purpose of these gatherings 

was to announce their loyalist characters, comparing themselves with loyalists in the 

past of Yuan and Ming periods, and their role in saving traditional cultural and 

traditional values.  In 1913 Miao Quansun joined the Chao Society (Chaoshe 超社, 

1913-1915), one of the Qing loyalist poetry societies, which was modeled on the Moon 

Spring Poetry Society Yuequan yinshe月泉吟社) organized by Southern Song loyalists 

under the rule of Mongols. The major members of Chao Society were Fan Zengxiang 

樊增祥 (1846-1931), Qu Hongji 瞿鸿禨 (1850-1918), Shen Zengzhi, Chen Sanli 陳三

立  (1853-1937), Liang Dingfen 梁鼎芬  (1859-1919), and Miao Quansun. Each 

gathering of the Chao Society was organized by one or two members, usually held in 

famous restaurants or members’ house garden. Sometimes these gatherings showed 

unnecessary extravagance, leading to harsh public criticism.296   

  

In spite of the fact that the Qing loyalists felt clearly estranged from the culture 

of the Chinese Republic, they continued to find ways to participate in the new political 

regime, even though they were marginalized. 297 In 1917 Shen Zengzhi accepted Zhang 

                                                
296 On the history of Chao Society, see Zhu Xinghe 朱興和. Xiandai zhongguo de siwen gurou: 
Chaoshe Yi She shiren qunti yanjiu. 现代中國的斯文骨肉 超社逸社詩人群體研究(Scholar, 
Kinship and Modern China: A Study of Chao Society and Yi Society. Shanghai sanlian shudian, 
2014, pp.47-87. 
297 Lin Zhihong. 林志宏 Minguo nai diguo ye: Zhengzhi wenhua zhuanxing xia de qingyimin. 
民國乃敵國也: 政治文化轉型下的清遺民 (The Republic is an enemy: adherents of the Qing 
during political and cultural transformations). Lianjing chuban shiye gufen youxian gongsi, 
2009, pp. 21-22. 
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Xun’s 張勳  (1854-1923) invitation to Peking, to assist in restoring the abdicated 

emperor Puyi 溥儀 (1906-1967). The Manchu Restoration of 1917 quickly failed. 

Although not as radical as Shen Zengzhi, in November of 1914 Miao Quansun also left 

Shanghai for Peking, where he joined a team of historians headed by Zhao Erxun to 

compile a history of the Qing.  The Draft of Qing History has never been fully accepted 

as one of the Standard Histories.298 Nevertheless, when the State Council announced the 

establishment of the Qing History Commission (Qingshi guan 清史館), for many Qing 

loyalists it was an open acknowledgment that the Qing dynasty deserved a history for 

its military and civil achievements and orderly rule. In 1924 Luo Zhenyu joined the 

loyalist “little court” of the last Emperor Puyi in Tianjin after the latter’s eviction from 

the Imperial Palace. Besides traditional jinshi studies, Luo Zhenyu’s studies extended 

to oracle bone inscriptions, Western border bamboo strip writings, Dunhuang 

manuscripts, hand-copied sutras, and the Imperial Archives.299 In all these fields, Luo 

Zhenyu’s achievement was irreplaceable. However, Luo Zhenyu’s final participation in 

                                                
298 The Draft of Qing History began at the instruction by Yuan Shikai, president of the Republic, 
who later crowned himself as the Hongxian emperor (1915-1916). It was prescribed by the KMT 
because it was compiled by Qing loyalists. The Draft of Qing History has never been fully 
accepted as one of the Standard Histories. The compiling team involved more than 100 persons 
under the guidance of Ke Shaomin 柯劭忞(1850–1933), Wu Tingxie 吳廷燮(1865–1947), 
Miao Quansun, Xia Suntong 夏孫桐 (1875–1941) and Jin Liang 金梁(1878–1962). Among 
them the majority were Qing loyalists. The project didn’t complete until 1928. Miao Quansun 
didn’t see the publication. He passed away in 1919. It was in the year of the May Fourth 
demonstrations, a major turning point for modern China's New Culture Movement. See 
Wilkinson, Endymion Porter. Chinese History: A Manual. Rev. and enl., Published by the 
Harvard University Asia Center for the Harvard-Yenching Institute, 2000, p.943. 
299 C.H. Liu, “Archaeology in the Sung Dynasty”, China Journal no. 5(May 1927) p.223. This 
article is a translation of the original article written by Wang Guowei, “Songdai zhi jinshi xue”, 
Guoxue Luncong 1, no.3,1927, pp.45-49. 
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Manchukuo, a puppet state of the Empire of Japan in Northeast China and Inner 

Mongolia, became a permanent stain on his character.  

 

The interaction between Deng Shi and his Qing loyalist friends certainly was not 

based on their political beliefs, but on their common concern about the loss of Chinese 

ancient learning and Chinese culture. First of all, many Qing loyalists were former 

members of the National Essence Group at the end of the Qing period. They  supported 

preserving national learning as a means of saving the country, and believed that a nation 

must have its learning to exist; ancient Chinese culture thus had to be treated as an 

essential means for the survival of the Chinese cultural heritage and Chinese nation.300 

After the Republic of China was formally established, the Qing loyalists played a critical 

role in preserving cultural inheritance from the rapid changes following the New 

Cultural Movement.  In their minds, they were attempting to build up a link to the past 

in an alien political environment by retaining their cultural authority. But Deng Shi saw 

the Manchu rule --more exactly the absolute monarchy--as an obstacle to the national 

learning. The anti-Manchu movement was an alternative to retrieve the authentic 

Chinese culture.  

 

Hence, the apparent shift in Deng Shi’s circle of friends shouldn’t be a surprise. 

In the last years of Qing dynasty, identifying themselves with the Ming loyalist tradition 

                                                
300See Luo, Zhitian. Inheritance Within Rupture: Culture and Scholarship in Early Twentieth-
Century China, BRILL, 2015, pp. 228-229. 
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and seeing themselves as the true heir to an authentic Chinese culture, Deng Shi and his 

colleagues devoted themselves to editing and reprinting books by the loyalists 

themselves, compiling a detailed bibliography of literature previously banned by the 

Qing regime and searching for any traces, relics, and art of Ming loyalists. After the 

Qing empire was overthrown, Deng Shi continued his mission of revival of Chinese 

ancient learning, a role even more clearly claimed by Zhang Binglin. In his formal letter 

to the Manchu students who studied in Japan, Zhang wrote “Your Manchu government 

was overthrown. As Manchus you are people of China as well. You have equal rights 

to choose your professions, and equal rights to vote.” 301 Zhang described his campaign 

against Manchu regime as merely an approach to instigate patriotism and national 

essence. Hence, Zhang Binglin disagreed with Kang Youwei, Liang Qichao and Sun 

Yat-sen who “were convinced of the necessity of reforming traditional political systems 

and introducing as many western democratic institutions as possible.”302 According to 

Zhang, every cause of failure would be eliminated once the Manchu were overthrown 

and “the new post-Manchu government should then devote itself to retaining good 

traditional Chinese institutions, keep them as intact as possible.”303 In terms of cultural 

realm,  Zhang advocated the uniqueness of culture, asserting that each culture was 

gradually formed in its special historical environment, and that distinct cultures were 

                                                
301 Wong Young-tsu 汪榮祖. Kangzhang helun 康章合論 (Studies of Kang Youwei and Zhang 
Binglin) Lianjing chuban shiye gongsi, 1988, pp.83-84. 
302 Wang Fan-sen. “Zhang Binbling” in Encyclopedia of Chinese Philosophy, Routledge, 2003, 
p.856. 
303 Ibid, p.856. 
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therefore unable to be exchanged or adapted from each other. In other words, the new 

culture cannot be replaced by the old culture but must develop from the old one. 304 

Deng Shi certainly agreed with Zhang Binglin that the anti-Manchu movement was an 

alternative to retrieve the authentic Chinese culture. Hence, he not only opted for the 

cultural realm, collecting and publishing traditional learning and art and shifting away 

from the political realm he also stayed close to the Qing loyalists, with whom he made 

his effort to preserve the uniqueness of Chinese ancient learning.   

 

 

  

                                                
304 Wong Young-tsu.1988, p.4. 
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CHAPTER 4 
FROM DENG SHI TO HUANG BINHONG: CONTINUATION, TRANSITION, 

AND TRANSFORMATION 

 

 In 1926 the first Numismatic Association (Guquanshe, 古泉社) was founded in 

Shanghai. The members of Guquanshe represented the most important coinage 

collectors across the nation at the time, including Cheng Wenlong 程文龍 ( active early 

20th century), Ding Fubao 丁福保 (1874-1952), Zhang Naiji 張乃驥( 1900-1949), 

Yuan Kewen, Luo Zhenyu, and Deng Shi.305 Deng Shi started his coin collecting at the 

end of the Qing. During his early period of collecting, Deng Shi often cited Luo 

Zhenyu’s coin studies, such as “Yonglu rizha”, as important references for him. By 1910 

Deng Shi’s own coin collection had already reached a considerable amount.306 When 

the Association of Guquanshe was established, Deng Shi was in charge of appraisal and 

editing the society’s journal. According to its constitution, the Association was to inspire 

the love of antiquities by studying ancient coinage, documenting and correcting old 

sayings, and learning authentication and appreciation. The Association also planned to 

organize regular meetings, activities, and exhibitions, as well as to publish their own 

study journal focusing on identifying ancient coins through textual research. In 1927 the 

Association published their first study journal. (Figure 4.1) Despite these ambitious 

                                                
305 The record of the foundation of  Numismatic Association (Guquanshe 古泉社), see the 
constitution of Guquanshe, in Guquan zazhi 古泉雜誌 （Journal Of Ancient Coin), no.1, 
May, 1927. 
306 1910 Deng Shi published a part of his own coin collection in Shenzhou guoguang ji Deng 
Shi. “Jilu yutan”. Shenzhou guoguang ji, no.18,1910. 
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plans, however, the Association and its platform for studying ancient coins was 

suspended and never revived. In some ways, the quick termination of the Association 

and its withdrawal from China’s cultural scene mirrored Deng Shi’s personal 

withdrawal over time. Although he was highly valued by respected twentieth century 

connoisseurs, Deng Shi’s role and the role of the National Essence Movement both fell 

victim to the changing landscape of China’s popular culture.   

 

 

Figure 4.1  Guquan zazhi古泉雜誌 (Journal of Ancient Coin), no.1,1927. 
Rare Manuscript Collections, the Shanghai Library 
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 By the 1930s Deng Shi had gradually withdrawn from public view, selling off 

his publishing house in 1930, 307 and then in 1932 donating his remaining collection of 

about 21,888 volumes to the library of Shanghai Fudan University just before the 

Japanese invasion of Shanghai.308  Some scattered notes in Wu Hufan’s 吳湖帆 (1894-

1968) diary recorded a few fragments of Deng’s late life. Wu Hufan was not only a 

skillful painter, but also was one of the most respected Chinese connoisseurs of the 

twentieth century. He was a grandson of Wu Dacheng, a scholar-official and prominent 

collector in the late Qing period. In 1924 Wu moved from his hometown Suzhou to 

Shanghai because Suzhou had become a battlefield between warlords from Jiangsu and 

Zhejiang. After arriving in Shanghai Wu Hufan quickly made his friends in the Shanghai 

painters and collectors circle. Deng Shi was certainly one of the collectors who was 

respected by Wu Hufan.  According to Wu Hufan, in February 1938, Deng Shi had 

visited  him twice and brought him two paintings from appreciation: one was Wang 

Meng’s 王蒙 (c.1308- 1385) painting “Tea Preparation” (Zhuchatu 煮茶圖); the other 

was a landscape painting by Fang Congyi 方從儀 ( ca.1302-1393). Wu Hufan 

particularly liked the painting of “Tea Preparation”, which he considered one of the best 

                                                
307 In 1930 Chen Mingshu (陳銘樞,1889-1965), took over the Shenzhou publishing house and 
Wang Lixi (王禮錫,1901-1939 ) became the head of editors. See Jiang Hui. Chuban yu jiuguo
－shenzhou guoguangshe yanjiu 出版與救國－神州國光社研究, 2015, pp.29-30. 
308 See Xu Hongyi. Guoxue baocunhui yanjiu 國學保存會研究,1974, pp.26-28. Regarding the 
donation, also see Shenbao 申報 (Shanghai News), January, 1932. 
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among the ten pieces by the master which he had examined. 309  Some of Deng Shi’s 

collection later in fact entered into Wu Hufan’s collection including a delicate flower 

painting of “Yulan Magnolia” (Yulantu 玉蘭圖) by Wen Zhengming 文徵明(1470-

1559), which was once displayed in the 1912 exhibition organized by Deng Shi. (Figure 

4.2)  

 

Basically, it is to say that Deng Shi maintained only as an antique dealer during 

his late period of life. One reason for his withdrawal from contemporary cultural and 

political scene was his declining health, 310 but the other more direct reason was the 

change popular cultural landscape of China following the New Culture Movement. It 

had undergone a radical change in the 1920s, pushing traditional Chinese scholarship 

from the center of intellectual discourse. “Within the broader trend of pursuing the new 

in the early Republic, the old scholar’s attempt to save a lost cause could indeed only 

be a lifeless reactionary movement.311 In 1936, only a single article titled “A Memoir of  

                                                
309 Deng Shi twice visited Wu in on February 19 and February 2, 1938. The painting of Tea 
Preparation was sold at Poly International Autumn Auction, 2010.  Wu Hufan 吳湖帆. Wu 
Yuanjing 吳元京 and Liang Ying 梁穎, et. Chouyi riji 醜簃日記 (Chouyi Diary) and Meijing 
shuwu suibi 梅景書屋隨筆 (Jottings of Meijing Study) in Wu Hufan wengao 吳湖帆文稿 
(Manuscript of Wu Hufan).  Zhongguo meishu xueyuan chubanshe, 2004, pp.195-197; p.279.   
310 According to Zheng Yimei, Deng Shi in his late period of life was seriously ill. In 1951 Deng 
Shi had another recurrence of his illness. And Deng Shi passed away in the same year. See 
Zheng Yimei 鄭逸梅. Yilin sanye 藝林散葉 (Collection of Scattered Writing). Zhonghua shuju, 
1995, p.147. Or see Fulei shujian 傅雷書簡 (Letters by Fu Lei) which also mentioned the 
declining health of Deng Shi. Fu Min 傅敏 ed. Dangdai shijie chubanshe, 2005. p.99. 
311 Luo, Zhitian. “Exploring the Historical Relationship between Scholarship and Thought: Late 
Qing and Early Republican Intellectual Debates on ‘National Learning’” in Inheritance Within 
Rupture: Culture and Scholarship in Early Twentieth-Century China. Brill, 2015. p.225. 
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Figure 4.2 Wen Zhengming 文徵明.Yulan Magnolia. The painting was successively 
collected by Yang Baoyong, Deng Shi, Wu Hufan and Qian Juntao 钱君匋.  The paining 
was published in Shenzhou daguan, no.3, 1913. Now it is in the collection Shanghai 
Museum. 
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a Chinese Private Library from Thirty Years Ago”, reminded the public of the golden 

era of National Essence Movement led by Deng Shi and his friends.312 

 

4.1. An Early Bloomer versus a Late Bloomer  

While Deng Shi gradually withdrew from the public realm, Huang Binhong, a 

close friend of Deng Shi, helped manage Deng Shi’s publication and publishing house. 

In 1928 Huang Binhong formally took over as the co-editor of Meishu congshu, 

following its mission of re-framing Chinese art and “glorifying national essence”.  

Under the co-editorship of Deng-Huang Meishu congshu continued publication through 

1947. 313  For the first three editions Deng Shi had already selected a large group of texts 

on traditional craftsmanship, including a bibliography on ceramic manufacture in 

Jingdezhen, Liuli workshops in the province of Shandong, the art of embroidery and 

bamboo carving, Chinese silk tapestry design and weave, techniques of forging swords 

and broadswords, making Duan-She ink stone, and so on.  To Deng Shi the significance 

of traditional craftsmanship above all supported his advocacy for New Historiography 

as part of Chinese modern nation-building. Local craftsmanship was as important as 

classic antiques in creating a picture of national history and people’s history. This 

                                                
312  Qi Jun 啓俊. “Ji sanshinian yige guoren ziban de sili tushu guan” 記三十年一个國人自辦 
的私立圖書館——國學保存會藏書樓” (Memory of Private Library Thirty Years Ago--
Guoxue baocunhui cangshulou), Tushu zhanwang 圖書展望 (Library View), vol.2, no.1, 1936, 
pp.130-131. 
313 See Huang Binhong’s preface for the 1928 edition.  
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perspective was certainly shared by his friend Huang Binhong.314 Selected texts in later 

editions of Meishu congshu continued Deng Shi’s framing of Chinese art by using all-

embracing categories to re-interpret Chinese traditional art. Biographies of female 

painters and calligraphers, texts of traditional forged swords, and studies on embroidery 

and textile studies were added to texts associated with literati cultural practice. 315  The 

1936 edition alone featured three contemporary works on embroidery by Zhu Qiqian 

(朱啟鈐, 1872-1964): Pictorial and Calligraphic Kesi and Textiles in the Qing Imperial 

Collection (Neifu kesi shuhua lu 內府緙絲書畫錄), Notes on Silk and Embroidery 

(Sixiu biji 絲繡筆記), and texts and stories about women weavers and embroiderers 

titled Compendium of Women’s Duties (Nügongzhuan zhenglüe 女紅傳徵略). Zhu 

Qiqian was the foremost scholar, collector, and connoisseur of Chinese textiles in the 

early twentieth century. From  the Qing Prince Yixin 奕訢 (1833-1898), he had acquired 

280 pieces of masterpiece of kesi woven with fine silks and gold thread, and 

embroideries from the Song to the Qing period. The collection was recorded in 

                                                
314 Li Fang 李放,(1884-1926), a son of the renowned late Qing connoisseur of Chinese painting, expressed 
the same concern of Deng Shi. Li published “Attested Sketches of Chinese Artist” (Zhongguo 
yishujia zhenglüe 中國藝術家征略, 1914),  a two-volume book  focusing on hundreds of artisans 
from the Tang dynasty to the Qing dynasty. In his work Li recorded skilled workers adept at making 
bronzes, jades, ceramics, lacquers, bamboo, and wood carvings; famous makers of qin zithers, 
embroideries, and miniature carvings; or specialists possessing the knowledge and skills necessary for 
making astronomical instruments, military equipment, and architectural constructions. Regarding Li 
Fang’s Zhongguo yishujia zhenglüe, see Liu Yu-jen. 2011, pp.143-207. 
315 The fourth series included Tang Shuyu’s 湯漱玉’s biographies of female painters (Yutai 
huashi 玉台畫史) and female calligraphers(Yutai shushi 玉台書史); Zhu Qiqian’s work on 
textile and embodies, and Tao Hongjing’s 陶弘景 work on traditional craftsmanship such as 
forge of sword and broadsword. 
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Cunsutang sixiu lu 存素堂絲繡錄 (Catalogue of Silks and Embroideries from the White 

Repository, 1928). 316 The inclusion of Zhu’s work had immediate and far-reaching 

significance. In the past, the “traditional Chinese canon of connoisseurship, primarily 

established in the Southern Song and Ming dynasties with sophisticated aesthetic 

discourses for bronzes, ceramics, calligraphy, and painting, offered virtually no criteria 

for the appreciation of ivory sculptures or works of embroidery.” 317 But the rapidly 

rising fame of Chinese traditional Kesi and embroideries in the world market introduced 

traditional embroidery into representative Chinese art and culture. In 1911, for example, 

Shen Shou 沈壽 (1874-1921) an accomplished embroiderer, was ordered by the Qing 

government to create and present an embroidered portrait to the Italian Empress as a 

national gift.  In 1915 Shen Shou’s embroidery of the portrait of Jesus won the first 

award at the Panama Exposition. Reflecting the strong new sense of Chinese patriotism 

and nationalism, the Chung Hwa Book Company published a special catalogue 

                                                
316 During the last few years of the Qing period Zhu Qiqian participated in the foundation of the 
Imperial University of Peking (Jingshi Daxuetang京師大學堂) and construction of Tientsin-
Pukow Railway. In the early Republic of China period, Zhu was appointed as the Minister of 
Public Works and the Deputy Premier. He also was actively engaged in the early twentieth-
century movement to preserve traditional buildings.  Zhu was one of the founders of the Chinese 
Architectural Society (Zhongguo yingzao xuehui 中國營造學會,1929-1943) and together with 
colleagues such as Liang Sicheng 梁思成(1901-1972), took charge of reshaping the knowledge 
of traditional Chinese architecture during the period of republican China.  Japanese entrepreneur 
Okura Kihachiro (大倉喜八郎, 1837-1928) once expressed his interest in purchasing Zhu’s 
collection, but was refused.  Regarding Zhu Qiqian’s collection, see Niu Yibing 牛一兵 and 
Wang Hong 王宏. Tianjin xiaoyanglou mingren guju wanquan dang’an. Di 1 juan. 天津小洋

樓名人故居完全檔案第一卷 (Western-style Buildings in Tianjin: Residence Archives of 
Former Famous Persons). Tianjin jiaoyu chubanshe, vol.1, 2011, p.61. 
317 See Wang Cheng-hua “New Printing Technology and Heritage Preservation: Collotype 
Reproduction of Antiquities in Modern China, Circa 1908-1917.” 2012, p.292. 
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introducing Shen Shou and her workshop and the embroidered works exhibited in the 

Panama Pacific International Exposition. 318 It was in this historical context that Huang 

Binhong added substantial contemporary writings on embroidery in Meishu congshu.   

 

In 1929, Huang Binhong participated on the behalf of the Shenzhou Publishing 

House in the First National Art Exhibition in Shanghai. Organized by private collectors 

and representing private collections, the First National Art Exhibition opened right after 

the KMT (Nationalist Party) government's triumph over Northern Expedition (1926-

27), a campaign of the Chinese Nationalist army (then allied with the communists) that 

advanced north from Guangzhou to the Yangtze River battling warlord forces. Despite 

its official title, and its focus on rescuing and protecting Chinese cultural relics, the 

exhibition received little financial support from the KMT government, which had 

exhausted its coffers to end a long and chaotic warlord era that had raged from 1912 to 

1928. Instead, 44 private collectors and collections participated in the 1929 program, 

displaying a total of 574 ancient paintings, including items from both.319 Deng Shi and 

                                                
318 Those included “the Great Wall of China”, “A Pastoral Scene in North China”, “Battle of the 
Alma”, “A Swiss Landscape”, “Hunting with Dogs”, “The Gamboling Cats”, “The Spirited 
Horses”, which showed the embroiders could master various subjects, crossing both Western 
and Eastern artistic themes. The catalogue also introduced Shen Chou’s skills of managing 111 
colors of floss-silk in creating vivid image, depth and shade obviously. Pacific International 
Exposition: Embroidered Portrait of Jesus exhibited by Mrs. Yu Shen-sheo, China. printed at 
the Chung Hwa Book Co., Ltd. Shanghai, 1915.  
319  Yu Jianhua 俞 劍 華 . “Jiaoyubu quanguo meishu zhanlanhui guhua cankaobu chupin 
zongmulu” 教育部全國美術展覽會古畫參考部出品總目錄 (The List of Ancient Paintings in 
the First National Fine Art Exhibition), in  Yu Jianhua meishushi lunwenji 俞劍華美術史論集

(Collected Essays on Art History by Yu Jianhua). Dongnan daxue chubanshe. 2009, pp.32-50. 
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his competitor Di Baoxian. Di Baoxian contributed about 77 pieces of ancient painting 

and calligraphy to the exhibition, while Deng Shi and Huang Binhong together 

contributed 94 pieces.320    

 

To Deng Shi, Huang Binhong was surely a talented painter, a trustworthy 

partner, and a best friend who shared his perspectives on politics and art. To Huang 

Binhong, it was Deng Shi who first recognized his talents, introduced his artwork and 

writings to a broader readership, and launched his path on a long and ambitious career.  

Huang Binhong first met Deng Shi  in 1907 when he was exposed as an anti-Manchu 

activist in his hometown  She county and fled into hiding in Shanghai,  in Guoxue 

baocunhui, where he participated in Guoxue baocunhui and  became  a key member of 

the national essence group. 321 From 1907 to 1909 Deng Shi published a series of Huang 

Binhong’s writings in Guocui xuebao, including his studies on Chinese painting 

theories, traditional seals and seal carving, and Chinese ink-stick making traditions322.  

                                                
Both Deng Shi and Di Baoxian as collectors participated in the exhibition. According to the 
Shanghai News (Shen Bao), Di Baoxian was elected to preside over the Chinese ancient painting 
exhibit among other sixteen committees.  Di was also the publisher of the National Fine Arts 
Exhibition Catalogue (Jiaoyubu quanguo meishu zhanlanhui tekan 敎育部全國美術展覽會特

刊).  
320 Deng and Huang’s collection focused on Ming loyalist painters such as Hongren, 
Shixi, Shitao, Xiao Yuncong, Zha Shibiao, Gong Xian and Cheng Zhengkui. See Yu 
Jianhua’ “The List of Ancient Paintings in the First National Fine Art Exhibition.” Also see 
Huang’s letter to Deng Shi about the return of Deng Shi’s collection. Huang Binhong wenji 
shuxin bian 黃賓虹文集 書信編 (Collected Work of Huang Binhong: Correspondences). 
Shanghai shubanshe, 1999, p.319. 
321 This is mentioned in Wang Zhongxiu 王中秀 ed. Huang Binhong nianpu, 2005, p.47. 
322 See Guocui xuebao, no.8, 1907; no.9, 1907; no.8,1908; no.9.1908; no.11,1908; no.7, 1909; 
no.8, 1909. 
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In April of 1909 Deng Shi advertised Huang Binhong’s painting for sale in Guocui 

xuebao, formally launching Huang Binhong’s career as a professional painter who could 

make a living by selling his artwork in Shanghai. 323 (Figure 4.3) Under the auspice of 

Deng Shi, Huang Binhong formally started his career in Shanghai.  Right after the 

Republic of China was established, Huang himself in Shanghai initiated the Zhen 

Society (Zhenshe 貞社 , 1912) as an art association aimed at  preserving national 

essence, creating art,  

                                                                  

Figure 4.3 Huang Binhong’s painting price, advertised by Deng Shi, in  
Guoxui xuebao, no.5.1909. 

                                                
323 The advertisement was published in Guocui xuebao, no. 5, 1909. 
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and promoting patriotic sentiment. The association encouraged members to study 

ancient painting, calligraphy, poetry, and literature.324 During that year Huang also 

joined the editorial team of the True Record Pictorials (Zhenxiang huabao 真相畫報). 

Other publications where he served as an editor included the National Herald (Shenzhou 

ribao 神州日報) and Art Weekly (Meishu zhoukan 美術週刊).  

 

Compared to Deng Shi who established his name in his early thirties, Huang 

Binhong, had a much longer career life despite being eleven years older than Deng Shi. 

At the age of 72, he moved from Shanghai to Peking where he was invited to appraise 

paintings and calligraphy of the former imperial collection for the Peking Ancient 

Works Display Centre (Peking guwu chenliesuo 北平古物陳列所). In Peking he also 

held a position as professor of Chinese painting at Peking Art College (Peking yishu 

zhuanke xuexiao 北平藝術專科學校), continued his painting practices, and published 

scholarly articles on Chinese art, many of which were published in the Zhonghe Monthly 

(Zhonghe yuekan 中和月刊). 325 In 1948,  Huang Binhong again moved from Peking to 

Hangzhou where he had accepted a teaching position at the Hangzhou Art Academy 

                                                
324 In the spring of 1912 Huang Binhong launched the Zhen Society. The announcement of 
Zhen Society and the General Regulation of the Zhen Society were published in Shenzhou 
ribao 神州日報 Shenzhou daily. Regarding the activities and member of Zhen Society, see 
Xu Changming 徐昌酩. Shanghai meishuzhi 上海美術志 (Shanghai Art Chronology). 
Shanghai shuhua chubanshe, 2004, pp.267-268. 
325 The list of Huang Binhong’s major essays and books see Jinan wencong 暨南文丛 (Book 
Series of Jinan University). Guangzhou jinan daxue chubanshe, 2006, pp.28-30. 
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(Hangzhou meishu zhuanke xuexiao 杭州藝術專科學校), and, continued put his dream 

of revival of Chinese art into practice. 

 

4.2.  A New Cultural Approach to the Xin’an School of Painting 

             In October 1913 Deng Shi published  Zheng Min’s (鄭旼, 1632-1683) “Nine 

Dragons Pond” (Jiulongtantu 九龙潭圖) from his own collection in the art journal 

Shenzhou daguan. (Figure 4.4) The Nine Dragons Pond was created after the artist 

visited Mt. Huang, a mountain range in today’s southern Anhui province in eastern 

China.  In the painting, Zheng Min combined the signature dry brush technique of the 

Xin’an School’s founder Hongren with subtle ink washes and heavy ink of dots to create 

a less austere, more descriptive style. This is at least the third of Zheng Min’s work 

collected by Deng Shi; previous acquisitions included a twelve-leaf album of archaistic 

landscape painting and a small Portrait of Picking Acorn.326   In the introducing Zheng 

Min, Deng Shi wrote that it was Zheng’s Ming loyalist identity that explained why his 

painting was rarely seen in any records of private collections in the past. The same 

perspective was also seen in Huang Binhong’s writing. Hung Binhong in his Binglu 

Miscellaneous Talk (Binglu zalu 冰盧雜錄), which was also cited by Deng Shi  to talk 

about Zheng Min, mentioned  “After the fall of the Ming dynasty, Zheng dressed himself 

as a monk, distanced himself from the new order. Zheng often burst out crying whenever 

he fell into the memory of the fallen dynasty.  The life of Zheng Min was an exemplar  

                                                
326 Deng Shi. “Jilu yutan”. Shenzhou daguan, no.3, 1913. 
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Figure 4.4 Zheng Min. Nine Dragons Pond (Jiulongtantu 九龍潭圖), 1673.  Formerly 
in Deng Shi’s collection. Now is housed in the Beijing Palace Museum. (Image on the 
right); The painting was also published in from Shenzhou daguan, no.3, 1913.  
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of Ming loyalists, who at the Ming-Qing transition advocated moral integrity and honest 

and enlightened ethics. They were indifferent to fame and wealth. Instead, they gathered 

among mountains and forest, entertaining themselves with poems, calligraphy, and 

painting. Some of them lived in seclusion and never yielded to vulgar conventions. 

Hence, their name had long fallen into oblivion. Hence, Zheng Min’s writings, such as 

the Collection of Zhidao Hall (Zhidaotang ji 致道堂集) and the Collection of Zhengjiju 

(Zhengjiju ji 正己居集), had never been printed and published during his lifetime. Only 

Tang Yansheng, a native of Dangtu, had written a brief biography about Zheng. ”327  

 

Both Deng Shi and Huang Binhong were enthusiasts of Zheng Min’s work. 

Zheng Min was one of the representatives of the Xin’an School. Members of this group 

of painters were known for their loyalist identity and refusal to serve the Manchus. 

Gathered in the area of Mount Huang, they created a landscape style characterized by a 

technique of dry ink, style of rawness and coldness, and a mood of seclusion and 

desolation.328  As a collector who favored Ming loyalist art, Deng Shi owned a large 

number of  paintings of Xin’an School, including at least three paintings by Dai 

Benxiao, three paintings by Zheng Min, three paintings by Zha Shibiao 查士標 (1615-

                                                
327 Ibid., “Jilu yutan”. Shenzhou daguan, no.3, 1913. 
328 Ibid., “Jilu yutan”. Shenzhou guoguang ji, no.19, 1911.  
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1698), two paintings by Xiao Yuncong, and one painting by Hongren.329 He also owned 

a twelve-leaf album, Collected Famous Paintings of Xin’an School (Xin’an minghua 

jijin 新安名畫集錦),  by the nine Xin’an School painters --- from famous figures such 

Xiao Yuncong, Hongren, Wang Zhirui 汪之瑞 ( active late Ming), Zha Shibiao  to less 

well-known figures such as Liu Shangyan 劉上延 ( active late Ming),  Zhou Qi 周岐

(active late Ming), Qi Jiajin 戚嘉晉 ( active late Ming) and Li Yongchang 李永昌

(active late Ming), and Wang Xian 王賢( active late Ming). The colophon contributors 

were also from Xin’an, including Fang Zhaoceng 方兆曾(17th century) and Sun Yi 孫

逸(1604-1658). 330   

 

            Deng Shi argued that the Xin’an School of painting met two important standards 

for judging a good painting.  The first required the painter to be a man of noble character; 

the second sought a form of painting characterized by the use of dry ink and simple 

linear brushwork to achieve a highly expressive style. In contrast to the Xin’an School, 

Deng Shi criticized “the Jinling School (Jinling huapai 金陵畫派) as too exquisite; the 

                                                
329  Dai Benxiao’s paintings were respectively published in Shenzhou guoguang ji, no. 19 and 
no, 3, Shenzhou daguan. In addition, see Dai Wuzhan shanshuixe 戴务旃山水册 (Landscape 
album of Dai Wuzhan), Shenzhou guoguang she, 1911. Xiao Yuncong’s paintings see no 6. 
Shenzhou daguan, and the painting of “Xiao Chimu tongxia naliang tu” published in 1911. Zha 
Shibiao’s paintings see no.11 and no. 15. Shenzhou guoguang ji. In addition, Zha Shibiao’s 
landscape album formerly in Deng’s collection is now housed in the Shanghai Museum.  
330  Most of single leave was done in 1648 and in 1649, an early period of Xin’an School. 
Xin'an minghua jijin ce 新安名畫集錦 (Collected Famous Paintings of Xin’an School),  
edited by Deng Shi,  Shenzhou guoguang she, 1920.  
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Yunjian School (Yunjian huapai雲間畫派) as too fragile, the Taicang School (Taicang 

huapai 太倉畫派 ) and Yushan Schools (Yushan huapai 虞山畫派 ) as too 

conventional.”331 He viewed the Yunjian, Taichang, and Yushan Schools as the core 

members of the Orthodox School which dominated throughout the Qing dynasty, while 

the Ming loyalist art of the Xin’an School represented both the highest aesthetics and 

morality.332 Although Deng Shi mainly focused on the significance of loyalist art, his 

criteria for a good painting in fact suggested some of the essential ways to appreciate 

traditional literati painting. Only several years later,  Chen Shizeng (陳師曾,1876-1923) 

posited his famous statement on the “Value of Literati Painting” (1922) in which Chen 

argued that moral quality, scholarship, literary talent, and emotion were the four 

essential factors of literati painting.333 

 

            Huang Binhong had an even stronger than Deng Shi about the re-discovery of 

the Xin’an Painting School.  As a native of Xin’an, Huang’s early writing and paintings 

demonstrated a strong affinity for his ancestral home of She county located in the 

historical region of Xin’an of southeastern China. While searching for Zheng Min’s 

work, Huang Binhong had visited Zheng’s former residence, which was close to 

Huang’s home village. In 1908, Huang Binhong published an essay “Tanducun” 潭渡

                                                
331 Deng, Shi. “Jilu yutan” in Shenzhou daguan, No.6, 1914.   
332 See Deng, Shi. Tanyilu, Meishu congshu, Book 10, vol.3, 1918.  
333 Chen Shizeng 陳師曾. Wenrenhua zhi jiazhi 文人畫之價值 Value of Literati Painting. 
Zhonghua shuju, 1922. 1934. (reprint)  
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村 (Village of Tandu)  about his ancestral estate Tandu Village in the central area of 

She county in  Guocui xuebao, speaking of   the close relationship between the Huang 

family and the village. 334According to Huang, his ancestors had moved to Xin’an at the 

time of the Jin Dynasty (266–420) and had moved to the Tandu village as early as the 

Tang period. His essay listed the mountains that surround the ancestral village and its 

rivers, streams, lakes and deep ponds, particularly the Feng stream, which passed in 

front of the village, Tan Lake at the rear, a rivulet which flowed into the Jian River and 

a deep pond known as Huang pond, which was spanned by a substantial stone and 

wooden bridge known as Tandu Bridge. He also described the “Pavilion of the Rainbow 

at the Water’s Edge” on the northern bank of the stream, calling it one of the most 

beautiful spots in Tandu and from which he derived his artist name, Binhong, literally 

rainbow at the water’s edge. The essay took the reader on a tour of the streets of Tandu 

village identifying the houses, shrines and architectural remains of earlier buildings; its 

goal was to spark a revival of historical memories of Tandu village and, more broadly, 

to encourage Huang’s fellow countrymen to revitalize their ancestral lands in decline.335 

Soon after publishing this essay,  Huang Binhong finished “Legends of Four Craftsmen” 

(Siqiaogongzhuan 四巧工傳) which shed light on traditional craftsmanship in the She 

                                                
334 Huang Binhong. “Xucunju” 敘村居 (A Talk of Village Buildings) in Huang Binhong 
wenji: zazhubian 黃賓虹文集 雜著編, 1999, pp.7-12. The article was originally published in 
Guocui xuebao, no.5,1908 and no.6.1908. 
335 According to Clair Robert, in this article Huang Binhong was seeking s to revive historical 
memory and reassert the significance of the family narrative within the continuum of history. 
See Robert, Clair. The dark side of the mountain: Huang Binhong (1865-1955) and artistic 
continuity in twentieth century China. http://hdl.handle.net/1885/11334 
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county. The essay introduced a legendary bronze-casting family known for forging 

bronze lamps in the goose feet shape of an early Han style. It also introduced  ink-stick 

maker Cheng Junfang 程君房 ( active 1573-1620) , ink-stone maker Wang Fuqing 汪

複慶( active Qing period), the lacquerware maker Cheng Yifan 程以蕃(active mid-15th 

century), and  master carver Zhang Lifu 張立夫 (active mid-nineteenth century), who 

was an expert on carving  both characters and pictures on bronze, stone, and bamboo 

materials.336  The two articles were published in Guocui xuebao from 1908 to 1909, a 

period when local history, local culture, and local custom were being highlighted in 

response to the decline of Chinese culture in general.  

 

            Although the rise of local identity had begun in the early nineteenth century 

through social and cultural practices of local elites, this phenomenon was certainly 

reinforced in the later Qing period. According to Seunghyun Han, the willingness to 

accommodate elite participation in local administration and welfare in the early 

nineteenth century was a contrast to the more centralized cultural order asserted by the 

Qing rulers in the earlier period. The increased participation of elites in local public 

affairs through the nineteenth century was an active response to the worsening fiscal 

conditions across the Qing Empire, eventually leading to a more localized ruling style, 

and marking an era of the devolution of power to local elites and opening the door for 

                                                
336 Huang Binhong. Siqiaogong zhuan 四巧工傳 (Legends of Four Craftsmen), Guocui 
xuebao, no.7,1909, pp.38-41. 
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reinvigorated local culture. 337   By the last decade of the Qing period, local identity was 

further highlighted  in the National Essence Movement as an avenue to revive Chinese 

learning and culture from every possible respect.  

 

As participants in this movement and local Guangdong elites, Deng Shi and his 

fellows made efforts to construct a local identify by creating their ancestral memories 

through collecting and publishing. Deng Shi travelled many times back to Guangdong 

to collect local scholars’ books and artworks, and was  the first to introduce Cantonese 

painters Jian Li 簡黎(1747-1799) and Zhang Mu 張穆(1607—1683) to nationwide 

readership. For example, when Deng introduced Zhang Mu’s work in his publication 

(two horse paintings and one hawk painting) Zhang Mu was almost unknown in the 

Shanghai market.338  Huang Jie, another native of Guangdong, in 1907 published a 

pioneering Textbook of Local Historical Geography of Guangdong (Guangdong xiangtu 

dili jiiaokeshu 廣東鄉土地理教科書) that claimed the importance of Cantonese history 

to the history of China and even the history of the world.339  Members from other parts 

of China also actively engaged in this movement.  Chen Qubing compiled textbooks of 

                                                
337 Han, Seunghyun. After the Prosperous Age: State and Elites in Early Nineteenth-Century 
Suzhou. Harvard University Asia Center, 2016. 
338 Zhang Mu was an expert of horse painting. He was also known for martial art. In addition, 
Zhang devoted himself to anti-Manchu battles from 1633 to 1648. Deng Shi mentioned when 
he published the paintings of Zhang Mu, few collectors in Shanghai were interested in Zhang’s 
painting. Zhang Mu was unknown among Shanghai collectors. See Deng Shi, “Jilu yutan” in 
Shenzhou guoguang ji, no. 21, 1912. 
339 Huang Jie. Guangdong xiangtu dili jiaokeshu 廣東鄉土地理教科書 (Guangdong local 
geography Textbook). published by Guoxue baocunhui, 1907. (stereotype edition)  
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local history and geography of Zhili (today Hebei), Hubei, and Jiangxi and Liu Shipei 

compiled textbooks of local history and geography of Jiangsu, Anhui, and Jiangning. 

Other members such as Zhang Jian advocated establishing a local museum in his 

hometown Tongzhou of Jiangsu province, focusing on collecting and documenting local 

books, art, and other artifacts. 340  Guoxue baocunhui was undoubtedly the most 

important organization for promoting local history, culture, and art in the National 

Essence Movement, at a time when China was transforming from the last empire to the 

early Republic period.   

 

As a member of National Essence Group, Huang Binhong was no doubt 

influenced by this contemporary intellectual trend. By the time he was 25 years old, 

Huang had studied painting theories with Chen Chunfan 陳春帆 ( active late nineteenth 

century), studied landscape painting with Zheng Shan 鄭珊 (1810- after 1897), and bird 

and flower painting with Chen Chongguang 陳崇光 (1838-1896). But after he returned 

to She county, he quickly developed a fondness for Xin’an School of painting, and his 

own early painting showed a particular connection to Li Liufang, Cheng Sui 程邃 

(1607-1692), Cheng Zhengkui (程正揆 , 1604-1676), Shixi, Hongren, all of them 

natives of Xin’an. With his interest in local history and local culture, Huang Binhong 

                                                
340 Zhang Jian.  “Tongzhou bowuguan jingzheng tongshu xianbei shiwenji shuhua jisuo jinshi 
guqi mulu”通州博物館敬徵通属先輩诗文集書畫及所金石古器目錄 . Guocui xuebao. 
no.2,1908.    
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carefully studied the origin and the historical development of the Xin’an School,341 and 

developed a chronological framework of the Xin’an School Painters in the Ming-Qing 

period, concluding that.342  Xin’an painters were first mentioned in Wang Shizhen’s 王

士禎 (1634-1711) statement that Xin’an painters were the followers of the two Yuan 

Masters Ni Zan and Huang Gongwang 黃公望 (1269-1354).  Huang also noted that the 

name of Xin’an School arose in the transition from the Ming to the Qing dynasty, a time 

when painting schools began to be named after their locations, according to Zheng 

Geng’s 張庚 (1685-1760) Painting Discussion  by Pushan  (Pushan lunhua 浦山論畫). 

Another Zheng Geng book--the Record of Inquiry into the Painters of the Qing Dynasty 

(Guochao huazheng lu 國朝畫徵錄)--- proposed  Hongren, Wang Zhirui, Zhao Shibiao 

and Sun Yi 孫逸 (1604- ca.1658) as the Four Masters of Xin’an School. In his famous 

                                                
341Huang Binhong. “Xin’an huapai yuanliu jiqi tezheng”新安畫派源流及其特徵(The Origins 
and Features of Xin’an School of Painting). Huang Binhong wenji shuhuabian xia 黃賓虹文集 
書畫編 下, 1999, pp.431-432; “Xin’an pai lüelun” 新安派略論 (A Brief Discussion of Xin’an 
School)  Huang Binhong wenji shuhuabian xia 1999, pp.20-23. Originally published in Guohua 
yuekan 國畫月刊, vol.1, no.3, 1935.    
342 Huang divided the Xin’an painters into three groups. The first group was the pre-Xin’an 
painters who included Zheng Zhong 鄭重, Ding Yunpeng 丁雲鵬, Cheng Jiasui 程嘉遂, Li 
Liufang, Xiao Yuncong, Wang Jian 汪建, Wu Shi 吳拭, Seng Fa 僧伐, Li Hangzhi 李杭之, 
Ling Qixiang 凌起翔, and Wu Tiansheng 吳田生. They were most late Ming painters, whose 
style as Huang considered was rather close to those of the Wu School masters than those of Ni 
Zan and Huang Gongwang. The second period referred to the group of Four Masters of Xin’an 
School and their contemporaries. They were Hongren, Wang Zhirui  Zhao Shibiao, Sun Yi , Dai 
Benxiao, Cheng Sui, Zheng Min, Wang Jiazhen 汪家珍, Xie Shaolie 謝紹烈, Wang Pu (汪樸) 
and Jiang Zhu 江註. The third group was the post-Xin’an painters included Cheng Shilu (程士

鑣), Seng Daowu 僧道悟 , Cheng Ming 程鳴, Fang Shishu 方士庶, Huang Yi 黃椅 and Wu 
Zhilin 吳之驎, whose works,  as  Huang argued, presented some obvious  changes in their 
painting styles. See Huang Binhong. “Xin’an huapai yuanliu jiqi tezheng”. 
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Discussion of Paintings in the Shade of the Tong Tree (Tongyin lunhua 桐蔭論畫) Qin 

Zuyong of the late Qing period asserted that there were a  great number of painters 

engaging in the Xin’an School of Painting during the Ming period. This group of 

painters was comparable to the established Wu School of painters. But its name was 

established only during the late Ming and the early Qing period when Hongren followed 

Ni Zan and Huang Gongwang, Xin'an School of Painting tended toward simple but 

elegant, which finally established its name.  

 

           Among all the Xin’an painters, Hongren and his work gained Huang Binhong’s 

special attention. Huang Binhong published his first study of Hongren in 1909, 

emphasizing Hongren’s lofty sentiment as a Ming loyalist and his filial piety as a good 

noble man.  343  Over the next two decades Huang Binhong continued collecting 

paintings and historical records about Hongren. In 1940, he completed a comprehensive 

study of Hongren that detailed Hongren’s life, including his travelling experiences, 

loyalists circle , and creation of poems, books, and art collection.344  Based on his own 

collection and on paintings which were authenticated and studied by him, Huang 

Binhong compiled a long list of  Hongren’s work, tracing his style back to the Song-

Yuan period (10th to mid-14th century), and suggesting that Hongren’s work was by no 

means inferior to paintings by Dong Yuan and Juran the early masters and founders of 

                                                
343Huang Binhong. “Meihua guna zhuan” 梅花古衲傳 (Biography of Jianjian). Guocui 
xuebao. no.57, 1909, pp 36-40. 
344 Huang Binhong. Jianjiang dashi shiji yiwen 渐江大師事蹟軼聞 (Deeds and Anecdotes of 
Jianjiang). Huang Binhong wenji: shuhuabian xia. pp.186-221. 
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Chinese landscape painting. To Huang Binhong, Hongren’s work was not only 

influenced by the style of Yuan master Ni Zan, who used elements sparingly, used ink 

monochrome only, and left great areas of the paper untouched, to create a unique 

atmosphere of literati painting, it also successfully inherited the artistic conception of 

Song painting, in which the fundamental purpose of a painting was to be true to nature. 

It is fair to say that Huang Binhong recognized that Hongren’s realistic depiction of 

actual places, such as his depiction of Mt. Huang, where the Xin’an painters most lived 

and worked, became an iconic feature of the Xin’an School of Painting.  

 

In Huang Binhong’s writings the formation of Xin’an School became more and 

more clearly associated with the unique topography of Xin’an region, namely the rugged 

and rolling hills and the beautiful scenery of the Xin’an river and its abundant tributaries. 

Huang Binhong argued that it was the unique remote and isolated geography of Xin’an 

that sustained ancient customs and antique style and created a distinct artistic style as 

well. The unique landscape enabled painters of the Xin’an School to closely follow the 

core idea of Chinese paintings to “learn from Nature.” To further highlight the 

significance of local history and culture in the formation of Xin’an School as a whole, 

Huang Binhong proposed a new term, the Mt. Huang Fine Arts Circle (Huangshan 

huayuan 黃山畫苑), especially notable considering that the Xin’an Prefecture as an 
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administrative region was terminated in modern China.345 The concept of the Mt. Huang 

Fine Arts Circle put the focus on artists whose activities were particularly located in the 

area of Mt. Huang and its neighboring regions and might have been influenced by two 

books, both of which were mentioned in Huang’s writings. The first book is the Painting 

from the Wujun Region (Wujun danqingzhi 吴郡丹青志), written by Wang Zhideng 王

穉登 ( 1535-1612), who spent most of his life in Suzhou. Related to his own personal 

artistic experience and influence Wang included twenty-five painters who were 

particularly active in Suzhou's artistic circle from the early Ming to the late Ming period.  

Although short, the book is a good example of writing the history of local painting and 

local artists. The second book is the Zhonglu's Ranking of Painters (Zhonglu huapin 中

麓畫品) written by Li Kaixian 李開先 (1502–1568), a scholar of the early Ming period. 

Li used critical classification not derived from tradition, but rather showing great 

boldness and daring in his judgments against contemporary aesthetics and artistic 

criticism.  He defended the Zhe School against the Wu School, rating the Zhe School 

painters such as Dai jin, Wu Wei and Du jin higher than the scholar-painters Shen Zhou 

and Tang Yin of the contemporary Wu school.346 Although Li’s artistic criticism was 

met with little enthusiasm in the Qing period, it might have inspired Huang’s perspective 

                                                
345 Huang Binhong. “Huangshan huayuan lüelun “黄山畫苑略论 (Brief Discussion on Mt. 
Huang Fine Art Circle). The article originally was in Yiguan 藝觀 (Art Observation) in 1926. 
See Huang Binhong wenji: shuhuabian xia,19999, pp.309-341 
346 Regarding Li Kaixian see Benezit Dictionary of Artists.  October 31, 2011. Oxford 
University Press. Date of access 20 Mar. 2019, 
<http://www.oxfordartonline.com/benezit/view/10.1093/benz/9780199773787.001.0001/acref
-9780199773787-e-00109735> 
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on the Mt. Huang Fine Art Circle as a rival for the established Orthodox School of the 

Four Wangs.  

 

           In Huang’s writings, the Mt. Huang Fine Art circle not only had its own distinct 

origin and geographic features, it also captured more broadly the general history of 

Chinese painting and Chinese culture. Huang argued that the Mt. Huang painters were 

a part of the Jiangnan painting circle, whose works reflected the terrain and geographical 

features of the area south of the Yangtze River. Huang considered this tradition  

traceable back to Dong Yuan’s landscape painting of the Five Dynasties, and fell within 

the lineage of  Song-Yuan painting, showing a clear influence from Guo Xi 郭熙, 

(ca.1020–1090), Fan kuan 范寬 (c.960-c.1030), Zhao Mengfu, Tang Di 唐棣 (1296-

1364) to the Four Masters of the Yuan Dynasty. Secondly, while the Mt. Huang painters 

maintained the classic Song-Yuan style, they also engaged in considerable artistic 

diversity. On one hand, the remote location and the rugged and precipitous mountain 

terrain isolated Xin’an from wars and battles and protected its peaceful social 

environment.  The area was the destination for literati, Buddhist monks, and Taoist 

priests who often traveled to Xin’an, leaving their paintings and calligraphy to depict 

the true landscape and the artist's spiritual communication with nature. Xue Ji 薛稷 

(649-713) was the earliest Tang literati official posted to Xin’an, followed by Zhang 

Zhihe 張志和 (732 -774), a famous Tang poet. On the other hand, the shortage of fertile 

land in the region and the overabundance of manpower led to the development of a 
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wealthy merchant group, who became the most important art collectors and art patrons 

during the Ming and Qing eras.  Among them for example Wu Ting 吳廷 (1556-1626) 

and Wu Zhen 吳楨 (mid 16th to early 17th), were known for their collection of Jin-

Tang painting and calligraphy. Because of the abundance of collection from the Tang, 

Song, Yuan and early Ming periods, painters from ancient Xin’an area in the late Ming 

and the Qing had no need to seek connection to particular schools of painting. Hence, 

in contrast to Dong Qichang of the Huating School, who devoted himself to learning 

from Huang Gongwang’s painting style, Huang Binhong asserted that Xin’an painters 

had wider and more various choices. This background led Huang Binhong to expand 

the Fine Art Circle of Mt. Huang to a general cultural realm of painters, calligraphers, 

literati, poets, and collectors who lived, worked, or traveled in the Mt. Huang region, 

and shared the same artistic temperament and intellectual quality. 347  

 

From Deng Shi to Huang Binhong, the understanding of Xin’an School grew 

more concrete and comprehensive. In Deng Shi’s discussion the Xin’an School 

represented the essence of Ming loyalist art, while in Huang’s scholarly writings and 

his own painting practices, the establishment of Xin’an School was associated more 

broadly with the development of local history, customs, and culture, expanding from 

the narrow confines of Ming loyalist painting.  This approach transformed Huang 

                                                
347 Huang Binhong’s study on the Mt. Huang Fine Art Circle see “Huangshan danqing zhi” 黃
山丹青誌 (Record of Mt. Huang Painting). This study was published in weekly instalments 
of New Beijing News (Xin Beijing bao 新北京報), from January 1939. See Huang Binhong 
wenji: shuhuabian xia, 1999, pp. 222-275. 
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Binhong from a nationalist to a modernist, paving the way for his advocacy for the role 

of Chinese traditional arts in guiding the general direction of modernization.  

 

4.3. A Debate on Chinese Painting and Its Future 

            In 1948 Huang Binhong accepted a position as professor at the National Arts 

Academy in Hangzhou. At the time he was already 85 years old and was widely 

recognized as a pre-eminent painter and art historian. On the way from Peking to 

Hangzhou, he stopped in Shanghai to deliver a speech to his Shanghai colleagues on the 

topic of “art and ‘minxue’”. 348 In his talk, he asserted that the term “minxue” 民學 -- 

literally people’s study--- was a rejection of imperial learning and the authority of 

religion, and hence was the source of Chinese art. Huang lectured that “minxue” 

originated in the East Zhou Dynasty (770 BC-221 BC), when the people had the right 

to freedom of learning and freedom of speech. This was the very essence of “minxue” 

and it resulted in a period that also created the most glorious culture in Chinese history. 

In the field of Chinese calligraphic art, Huang argued, large seal scripts on ceremonial 

bronze vessels were much more reliant on local custom, creating variety and an inner 

beauty. Later, small seal scripts standardized by the First Emperor Qin became tightly 

controlled, losing variation and an inner spirit. Similarly, when official script was 

developed into a unified script type in the Eastern Han, it lost the originality displayed 

                                                
348 Huang Binhong. “Guohua zhi minxue” 國畫之民學 (National Painting and People’s 
Study) Huang’s speech was published in the Yifeng 藝風, no.33 1948. Yifeng was a 
supplement to Minbao 民報 (People’s News). Huang Binhong wenji shuhuabian xia, pp.448-
452. 
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in the use of flexible brush in the Western Han.  In Huang’s opinion, art prospered only 

when the absolute monarchy began to lose power. During the Six Dynasties, for 

example, China underwent disunity, instability, and warfare, but the art of calligraphy 

retained its artistic diversity and vigorous representation; by comparison, it lost its 

variety of styles and vividness in the calligraphic reform under the Emperor Taizong 

(唐太宗 598-646) in the High Tang period. Arts supported by “imperial learning”, 

according to Huang, featured an orderly, neat, and nice look, but lacked free spirit. 

Instead, the future of Chinese painting would be in art inspired by people and local 

diversities, namely “minxue.”   

  

           Though groundbreaking, the 1948 speech was nevertheless traceable to the 

cultural movements at the turn of the twentieth century.  It was not the first time that 

Huang Binhong brought up the difference between “minxue” and imperial learning, and 

the relationship between “minxue” and Chinese painting. As early as 1918, he spoke at 

a celebration for the foundation of the Art Institution at the Education Bureau of Jiangsu 

Province, where he applied the “minxue” concept to the significance of private 

collection as a counterpart to imperial collection in Chinese history.” 349 To a certain 

degree, Huang Binhong’s definition of minxue is another expression of Deng Shi’s 

advocacy of national learning. Deng Shi was among the first scholars who urged his 

readers to separate national sovereignty from the super authority of absolute monarchy, 

                                                
349 This event was recorded in Meishu 美術 (Art Journal), Shanghai tuhua meishu xuexiao (上
海圖畫美術學校 Shanghai Art School) ed. October. 1918.  
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to differentiate national history from history of monarchs. According to Deng, “imperial 

learning” was merely a political product of absolute monarchy.  Against imperial 

learning, Deng Shi valued individual schools demonstrating different purposes and 

artistic variation, rather than the Orthodox School supported by the Qing Imperial 

Family. Deng Shi asserted that Chinese art reached its zenith at the transition from the 

late Ming to the early Qing, a period where he felt that “zaiye” scholars and artists, 

exemplified by Ming loyalists, created the most diverse and individual art.   From this 

perspective, Deng Shi’s concept of national learning was very close to Huang Binhong’s 

idea of minxue. In his 1948 speech, Huang Binhong asserted that “today’s national style 

of painting should no more serve a religious purpose or the demands of ruling classes. 

Instead, it represents values of a democratic period.” 350 The development of minxue 

would eventually lead to a new direction of Chinese painting reform. That is to say, “in 

the future there would be no so-called Chinese painting or Western painting, because 

modern painting, Chinese painting or Western painting, in terms of their inner spirit, is 

fundamentally the same.” 351 This argument was a critical response to a long debate on 

Western and Chinese painting among Chinese intellectuals from the end of Qing to the 

early Republic of China. 

 

From Westernization of Chinese Painting to Innovation of Literati Painting 

                                                
350 Huang Binhong. “Guohua zhi minxue”， Huang Binhong wenji shuhuabian xia, pp.448-
452. 
351 Ibid., pp.448-452. 
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 It first began with Kang Youwei’s idea of the Westernization of Chinese 

painting. During his 10-day tour in Italy, Kang Youwei was greatly impressed by the 

achievements of Italian Renaissance. In front of Raphael’s paintings Kang declared: 

“the painting of our country is shallow and desultory, far inferior to his, it must be 

reformed”, and he criticized “the decline of Chinese art in relation to that of the West 

[that] occurred during the middle Ming period, when European art developed a realistic, 

humanistic path, whereas in China, literati painting lost contact with reality, causing it 

to decline thereafter.”352  According to Kang, realism is related to natural observation, 

technological development, and scientific study, the fundamental principles on which 

modernization is based. He felt that “Chinese art had declined irreparably due to 

centuries of introspection and stifling dogma, and that the only possibility for renewal 

lay in an infusion of Western realism and painting techniques” 353   A the central figure 

of the Hundred Days of Reform, Kang Youwei tried to introduce radical change into a 

stale Chinese government. In spite of the fact that the reform was finally brutally 

suppressed, Kang’s strong belief in a constitutional monarchy modeled after the Meiji 

government did not change even after the birth of Republican China. For this, he was 

later regarded as a “royalist” and a “conservative” rather than a revolutionary and a 

reformist. As Pan Anyi suggests, Kang Youwei’s persistent belief in constitutional 

                                                
352 Cao Yiqiang. “Unintended Consequences of Tourism: Kang Youwei’s Italian Journey (1904) 
and Sterling Clark’s Chinese Expedition (1908)”,  Yishushi yanjiu, Di 3 ji 藝術史研究 第三輯 
(Art History Research) no.3. Zhongshan daxue chubanshe, 2000, pp.88-105. 
353 Wu, Lawrence.  Kang Youwei and the Westernization of modern Chinese art', Orientations 
21, no. 3, March 1990, pp. 46– 53. 
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monarchy was interwoven with his advocacy for the reform of Chinese traditional 

painting.. 354   As noted, Kang Youwei believed realism was related to natural 

observation, technological development and scientific study as the fundamental 

principles on which modernization was based;  on the other hand, a similar realism was 

found in court painting during the Tang and Song dynasties, which Kang felt used the 

same principles as contemporary European classic painting. By westernizing, Kang 

wanted to establish a constitutional monarchy as an alternative to overthrow of the 

Manchu regime. Correspondingly, he attempted to restore the reputation of court 

painting and Jiehua 界畫, the art of painting fine details using a ruler, which featured 

prominently in realism while criticizing the negative influence of the literati school of 

painting. 

 

            Kang’s attitude towards Western painting reflected the main position among the 

late Qing Chinese intellectuals who took it upon themselves to introduce and expound 

Western aesthetics and art at the turn of the twentieth century.  The introduction of 

Western “realism” into the Drawing and Painting Course (tuhuaxue 圖畫學), focusing 

on Western drawing techniques and artistic representation, such as the methods of using 

                                                
354 Pan Anyi in his study discussed the differences between Kang Youwei and Huang Binhong 
about their perspective on literati painting. Pan Anyi. 潘安儀.  Hougu yu qianzhan: shiji zhijiao 
de huashi yu zhongguo de xiandaihua (hua)後顧與前瞻：世紀之交的畫史與中國的現代化 

(畫) (Looking Back as a Means to Spring Forward: The Formation of Chinese Painting History 
at the Turn of the Twentieth Century), Shibian, xingxiang, liu feng: zhongguo jindai huihua 
1796-1949 xueshu yantaohui lunwenji 世變 形象 流風 中國近代繪畫 1796-1949 學術研討會

論文 (Turmoil, Representation, and Trends Modern Chinese Painting, 1796-1949 International 
Conference Papers). Chang Foundation, 2008, pp.59-80. 
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drawing pencil, the application of light and shadow and employment of one-point 

perspective construction, were first included in the curriculum of military enterprises 

and technical schools sponsored by late Qing government.  Deng Shi and his colleagues 

also included a Drawing and Painting Course in the draft curriculum for the National 

Essence School, although the school was aborted. During the same period, Cai Shou’s 

natural history illustrations (bowu tuhua 博物圖畫), introduced by Deng Shi in Guocui 

xuebao, demonstrated the same intention of introducing Western learning and Western 

drawing as the fundamental principle for Chinese modernization. 

  

  From 1907 to 1911 Cai Shou contributed more than a hundred illustrations of 

natural science to Guocui xuebao, covering a variety of subjects ranging from mammals, 

birds, and fish to flowers, plants, and fruits.  In 1907 Deng Shi formally introduced Cai 

Shou in the journal, describing him as “well acquainted with Western natural history 

and [having] spent years traveling, investigating and making drawings of native plants 

and animals.” 355 Cai Shou arrived in Shanghai at 17 to study at the Jesuit Université 

l'Aurore (Zhendan daxue 震旦大學), one of the first universities able to collect and 

house botanical and zoological specimens. 356 From 1902 to 1911 Cai Shou resided in 

many coastal cities including Guangzhou, Shantou, Beihai, Hongkong, Shanghai, where 

the majority of his depicted specimens originated.  His passion for travel took him 

                                                
355 On Deng’s introduction of Cai Shou, see “Baocunhui baogao” 保存會報告 (Report of the 
Association) in Guocui xuebao, no.5, 1907.  
356 On the survey of the museum of Université l'Aurore see Sili zhendan daxue yilan 私立震旦

大學一覽 (Survey of Private Zhendan University). Sili zhendan daxue, 1935, pp.195-207. 
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everywhere across the country, allowing him to study local plants and animals. His 

drawings above all ranged over a variety of species which were obviously beyond the 

typical subject matter of Chinese painting. He made a series of drawings from coastal 

creatures, such as horseshoe crab, spider crab and various freshwater mussels to deep 

sea creatures, such as unicorn-fish, anglerfish, and beaked gurnard. He selected 

specimens which were not mentioned in Chinese ancient text, but recorded in Western 

books, such as sundews, one of the largest genera of carnivorous plants, or ascidians, 

the phylum to which all backboned animals belong. Some of these drawings were 

modeled on the illustrations from Western books of natural history, such as Royal 

Natural History by Richard Lydekker (1849-1915) and Picture Book of Evolution by 

James Denis Hird (1850-1920). (Figure 4.5) But most of them were recorded by Cai 

Shou through his own observation. Distinct from traditional literati painter, Cai Shou 

went to the field in person to carry out direct observation and specimen collection. He 

observed carefully the animals and plants he met en route and questioned natives for 

local knowledge. This series may not appear to measure up to its Western and Japanese 

counterparts, but the pictures are supplemented with detailed textual descriptions and 

classified as ‘‘natural history drawings’’ --- an attempt to distinguish them from 

traditional drawing, showing that the illustrator and journal editors considered them 

serious scientific illustrations.357  

                                                
357  Regarding Cai Shou and his “bowu tuhua”, see Ching, May-‐bo, Picturing knowledge: 
Chinese brushwork illustrations of Western natural history in a late Qing periodical, 1907–1911 
in Journal of Modern Chinese History, vol.1, no.1, 2007, 31-51, DOI: 
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                                         Figure 4.5 Cai Shou. A Drawing of Horseshoe Crab  
                                        Guocui xuebao, no.7,1907  

                                                
10.1080/17535650701521098. And see Li Weiming 李偉銘. Chuantong yu biange: Zhongguo 
jindai meishu shishi kaolun 傳統與變革—中國近代美術史考論（Tradition and Reform: 
Studies on the History of Chinese Modern Art). Shangwu yinshuguan, 2015, pp.72-87. 
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In comparing Western realism with Chinese traditional styles, Song academic 

painting was often mentioned as a counterpart.  The comparison made the late Qing 

scholars believe that they had successfully found native Chinese ‘equivalents’ for 

admired aspects of Western science, culture, and art. Kang Youwei in his writing of 

1917 advocated a revival of Song painting. And Deng Shi in 1912 wrote, “in recent 

years Western buyers paid a very high price for paintings by the Song Academic 

Painting Ma Yuan 馬遠  (1160-1125) and Ma Lin 馬麟  (1180-1256), who were 

considered to be the quintessence of Chinese landscape painting. The work of Ma Yuan 

and Ma Lin, in terms of the use of light, shade, perspective and position of elements in 

the composition, was similar to the oil painting. Nevertheless, the use of brush, 

vigorously and skillfully cannot [be] found in Western painting.” 358  Deng Shi’s 

publishing competitor, Di Baoxian, also mentioned that genuine Song painting had an 

incomparable quality of likeness in both appearance and spirit, a quality appreciated by 

Westerners as first-class artistic work. Di theorized that Western painting was similar to 

photography in its pursuit of likeness in appearance, whereas Chinese painting based on 

calligraphic characters sought to use brush-strokes to create likeness in spirit.  Hence, a 

Chinese painter might master Western paintings after three- or five-years’ practice, but 

Western painters would first need to learn Chinese calligraphy if they wanted to master 

Chinese painting.359 This argument by Kang Youwei for comparison between Northern 

Song academic painting and Western painting, was quite radical. In his Painting 

                                                
358 Deng Shi. “Jilu yutan”, in Shenzhou daguan, no.1, 1912. 
359 Di Baoxian. Pingdengge biji, 1922, vol.1. p.11. 
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Catalogue of the Thatched Hut among Myriad Trees Collection of 1917 Kang Youwei 

labeled five paintings from the Song Dynasty as “Oil Paintings” due to their exquisite 

verisimilitude. He even assumed that the technique of oil painting was invented in China 

and later brought to Europe by Marco Polo during his thirteenth century travels in 

China.360   

 

Despite a shared appreciation of Western realism, intellectuals of the late Qing 

still insisted that Chinese culture was superior to the West. This idea originated in the 

response of the Self-Strength Movement to Western learning.  Zhang Zhidong proposed 

that “Chinese learning should remain the core, but Western learning should be used for 

practical use” --- namely, spiritual East and material West. In that respect, 

westernization of Chinese art pertained only to the material world, such as Western 

science and technology, but not to the Chinese spiritual world. In fact, in contrast to the 

introduction of Western painting (xiyanghua西洋畫 or xihua 西畫), a term of “guohua” 

(國畫), literally national painting, became the overtly nationalistic replacement for 

terms such as danqing (painting in classical lexicon), maobihua (hairbrush painting), 

and zhongguohua (Chinese painting) in the early twentieth century. 361 

 

                                                
360 Kang Youwei. Wanwu caontang cang zhongguo huamu 萬木草堂藏中國畫目 (Catalogue 
of the Thatched Hut among Myriad Trees Collection) Guilin Jiang 蔣貴麟.ed. Wenshizhe 
chubanshe, 1977. (reprint) 
361Andrews, Julia Frances. Painters and Politics in the People's Republic of China, 1949-
1979. University of California Press, 1994, http://hdl.handle.net/2027/heb.09169.0001.001. 
pp.50-53.  
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Huang Binhong was well aware of the influence of Western painting on Chinese 

traditional painting practice. He strongly disapproved of the new inventions of the 

Lingnan School of Painting (Linnan huapai 嶺南畫派), which was considered new 

national painting (xin guohua 新國畫) led by Gao Jianfu 高劍父(1879-1951). Gao’s 

subject matter includes trains, aircraft, bridges, and ruined towns, and characteristics of 

his paintings include realistic perspective, light and shade, and the modelling of shapes, 

as well as Chinese brushwork and a concession to Japanese decorative effects of the 

time.362 Huang Binhong and Gao Jianfu had been colleagues who worked together for 

publication of the True Record (Zhenxiang huabao 真相畫報) from 1912 to 1913. The 

True Record advocated that “Art is the mother of industry.”363 Thus, on the one hand 

Huang certainly agreed with Gao Jianfu the need to introduce art from different 

countries to Chinese readers, including design patterns from the ceramic industry, 

drawing textbooks targeted at pupils, and realistic pictures to teach natural science and 

natural history; on the other hand, he disagreed with Gao’s slogan of zhezhong 折中, 

“the middle path”, a synthesis of East and West, and criticized the Lingnan School of 

Painting for lack of national character. 364  

                                                
362 Wong, Aida Yuen. Parting the Mists: Discovering Japan and the Rise of National-Style 
Painting in Modern China. Association for Asian Studies, 2006, pp.14-15.  
363 Li Weiming. “Yinjin xifang xieshi huihua de chuzong--yi guocui xuepai wei zhongxin”引進

西方寫實繪畫的初衷－以國粹學派為中心 (Original Intention of Introducing Western 
Realistic Painting--A Case Study of National Essence Group)， in Ershiyi shiji shuangyuekan 
二十一世紀雙月刊 (Bimonthly Twenty-First Century), no.59, June, 2000, pp.74-80. 
364 Huang Binhong. “Gailiang guohua wenti zhi jiantao” 改良國畫問題之檢討 (Self-criticism 
of National Painting Reform), Huang Binhong wenji shuhuabian xia, 1999, pp.382-385. Part of 
the article was published in Huabei xinbao 華北新報 (North China News), August 1944. 
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           To Huang Binhong, the judgment of Chinese painting had its own standard. He 

proposed three distinctive qualities and features. The first, Huang argued, was that 

Chinese artists focused particularly on the expressive potential of painting and sought 

not to do imitations of an object; the second is that Chinese painting with mountain and 

water images was always ranked more highly than images with figures and flowers; and 

the third was that the Untrammeled Class (yipin 逸品), as a category or ranking of 

quality in Chinese painting, existed in an ambiguous relationship with the more 

orthodox division of Three Categories (sanpin 三品) In ascending order, the Capable 

Class (nengpin 能 品 ), the Marvelous Class (miaopin 妙 品 ) and the Divine 

Class  (shenpin 神品 ) were the classic division of Chinese painting, respectively 

emphasizing on painting techniques, painter’s intelligence and self-cultivation. By 

comparison, the Untrammeled Class implied an aberrant style of painting unrestrained 

by conventional rules. It was often used to describe the sketchy rendering of form that 

spontaneously grasped the natural essence of visual phenomena. For quality ranking 

purposes, it was either placed above the orthodox categories or dealt with separately. 365 

Recognizing the uniqueness of Chinese painting  Huang Binhong in his short but famous 

book on Chinese painting history Guhuawei 古畫微  (Detailed Study of Ancient 

Painting , 1925)  didn’t follow the Western chronological framework of Chinese art, 

                                                
365  Huang’s opinions see his articles in “Zhongguo huaxue tan “中國畫學談 ( A Talk of 
Chinese Painting Theory); “Zhongguohua zhi teyi”中國畫之特異  (Specialty of Chinese 
Painting); “Guohua zhongwai zhi guance” 國畫中外之觀測 (Survey of National Painting);  
Huang Binhong wenji shuhua bian xia,  1999,  pp.189-194; pp.427-428;  pp.429-430. 
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which was widely adopted by his contemporary art historians such as Jiang Danshu 姜

丹書(1885-1962), Ye Han 葉翰 (1861-1936) and Teng Gu 滕固(1901-1941).366 

 

            Besides, Huang Binhong in his writings often mentioned his foreign friends, art 

dealers, scholars, and art historians who had a passion for collecting and studying 

Chinese ancient art. In 1914 Huang was invited to write a preface for “Chinese Pictorial 

Art” by E.A. Strehlneek (active in the early 20th century), an antique dealer who stayed 

in Shanghai for over twenty years. Huang in his preface, wrote “Nowadays, when 

European civilization is gradually pervading the East, our people attach the greatest 

importance to materialistic culture, and regard with unconcern and icy indifference the 

choicest flowers of antiquarian research, which are thus slowly perishing. This state is 

a source of deep pain to the exponents of Chinese art.” In contrast, Strehlneek showed 

his passion for collecting Chinese ancient art, which as Huang described, “there is no 

field of Chinese fine art, such as calligraphy, paintings, bronzes and stones which he has 

not carefully and closely examined.”367 In 1915 Huang Binhong again mentioned in a 

letter to Liu Yazi how his Western friends devoted themselves to learning Chinese 

                                                
366  The first general study of history of Chinese art was written by Jiang Danshu. The book 
Meishushi (Art History 美術史) was used as textbook published in 1917. In 1924 Ye Han also 
published an art history textbook.  Both books were circulated in a relatively small scale of 
readership.  But the first well-known study of history of Chinese art by Chinese was not 
published until 1929.Teng Gu a scholar studied art history both in Japan and Germany, wrote A 
Brief Introduction of Chinese Art, importing an evolutionary framework of artefacts to arrange 
objects in a relative chronological sequence. 
367 Strehlneek, E. A., and Klas Valter Fåhraeus. Chung-Hua Ming-Hua: Shih Têh-Ni Ts'Ang-
p'Ing Ying-Pên =: Chinese Pictorial Art: Illustrated by Coloured and Collotyped 
Reproductions from the Author's Collection with Descriptions and Notes on the History of 
Drawing, Writing, Etc., Translated from Standard Chinese Authors. Commercial Press, 1914.  
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painting and jinshi. Huang’s impression of Westerners’ understanding of Chinese art 

was more detailed in his letter to Fu Lei傅雷(1908-1966) in 1943. In that letter Huang 

wrote, “Over the past 20 years Europeans have written widely on Eastern culture. In 

France Georges Margouliès studied the Wen Xuan 文選 or Selections of Refined 

Literature, (which is one of the earliest and most important anthologies of Chinese 

poetry and literature) and Paul Eugène Pelliot devoted himself to Chinese archaeology. 

Besides, Osvald Sirén in Sweden, Carlo Zanon in Italy, Victoria Contag in Germany 

and L.C. Driscoll from the Chicago University in America, whom I have either met or 

corresponded with. All of them can read classical works.  In their research into Chinese 

painting theory some appreciated that in the Yuan and the Ming dynasties the paintings 

of scholar artists towered above works of the Tang and Song, and that the paintings of 

Ming-period recluses and scholar officials which explored a brush method and were not 

solely concerned with superficial appearance, are not inferior to those of Yuan 

artists. ”368   

 

           The emphasis on the uniqueness of Chinese painting, from both Deng Shi and 

Huang Binhong, demonstrated a constant tension between traditional Chinese culture 

and Western influenced science and art in the early twentieth century China. Deng Shi 

noticed the similarity between Western classical painting and Song academic painting, 

                                                
368 Huang Binhong mentioned his foreign friends who were interested in studying Chinese 
ancient art in his letter so Fu Lei.  Roberts, Claire, et al. Friendship in Art: Fu Lei and Huang 
Binhong. Hong Kong University Press, 2010. p.72-73. 
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which helped him strengthen Chinese competitiveness in the modern world, but he 

didn’t show an interest in modern movement of Western painting. By contrast, Huang 

Binhong not only studied the history the European modern painting schools in the 

nineteenth century, but also made an interesting comparison between Chinese literati 

painting and modern Western painting. Huang saw how the development of modern 

painting schools in the West changed the Western painting tradition from 

representational to non-representational. Instead of distinguishing the differences 

between Western and Chinese painting, in his series of essays titled Lectures on “New 

Painting” (Xinhuaxun新畫訓) published in Art Weekly (Meishu zhoukan 美術週刊) of 

1918, Huang Binhong started to explore the artistic commonality shared by Western 

and Chinese painting.  By studying both Western and Chinese painting history, he 

posited that both followed a common law of development. “Western painting” Huang 

wrote, “has also gone from impression to abstraction, with the principle of accumulating 

dots to form lines. Its artistic potential has matured and come to agree with the East.” 

369 Huang studied Western painting, especially from impressionism to abstract art, and 

considered the free use of lines and dots a close step to Chinese literati painting. He 

discerned similarity between literati painting and modern Western painting, 

impressionism in particular, both of which strived to capture a feeling or experience 

rather than imitation of exterior shape and structure. He used this comparison to 

advocate the central role of Chinese traditional arts, literati painting in particular, in 

                                                
369  Huang Binhong. Lun Zhongguo yishu zhi jianglai 論中國藝術之將來 (On the Future of 
Chinese Art), in Huang Binhong wenji shuhuabian xia,1999, pp.380-382. 
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guiding the general direction of modernization.  This perspective was rooted in Huang’s 

early political beliefs. His strong adherence to Sun Yat-sen’s revolution aimed at 

overturning the Manchu regime and establishing a democratic Chinese society 

convinced Huang to seek an art form which could also represent so-called “democratic 

art” (minxue zhi meishu 民學之美術).370 With this in mind, Huang Binhong advocated 

that the innovations of literati painting could ultimately lead to the modernization of 

Chinese art because its essence encouraged individual mind and free spirit   and 

coincided with the essence of modernization. 

 

Restoration of jinshi Tradition and Revival of Chinese Painting 

           In 1949 Huang Binhong wrote a new preface for his book Guhuawei, which was 

first published in 1925, and reprinted in 1932 and 1933. This new preface added his 

famous argument claiming that during the Dao-Xian period Chinese painting in the 

hands of Jinshi painters reached a new peak.371  The argument is generally known as 

the Dao-Xian Restoration (Daoxian zhongxing lun 道咸中興論) and was directly 

opposed to the “decline” theory of Chinese painting more prevalent among Chinese 

scholars at the time. 372 In the early twentieth century, Kang Youwei launched had the 

                                                
370 See Pan Anyi, 2008, pp.59-80. 
371 This announcement wasn’t written in the prefaces, which were printed in 1925 and 
reprinted in 1932 and 1933. 
372 Wan Qingli was the first modern scholar who in his essay supported Huang Binhong’s 
theory. Later Li Ming contributed a comprehensive study about Dao-Xian Painting Restoration 
theory. Wan Qingli 萬青力. Huang Binhong yu “daoxian huaxue zhongxing” shuo. 黃賓虹與

“道 咸 畫 學 中 興 ” 說 (Huang Binhong and Dao-Xian Painting Restoration”, in Zhongguo 
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argument that Chinese painting in the Qing dynasty had declined to a critical point.373 

Many scholars participated in the debate. Deng Shi had commented that the Southern 

School started to decline after the 18th century due to centuries of following stifling 

dogma of the Four Wangs without any changes and renovation.374  This criticism of 

Qing art reached its peak when Chen Duxiu 陳獨秀(1879-1942), the leading figure of 

the New Cultural Movement, criticized Qing paintings, particularly those from the 

Orthodox School,, of supporting a stifling dogma that led to the decline of Chinese art. 

In 1934 Chen Dingshan published a very conclusive essay “No Painting in the Qing 

Dynasty” (Qingdai wu hualun 清代無畫論), that ultimately pushed the criticism of 

Four Wangs and their fellows into the core discourse of Chinese art in the early 

twentieth century. The common criticism is that throughout the Qing period the 

adherence of the Four Wangs and their admirers to Dong Qichang both in theory and 

practice, led to the dominance of the Southern School of painting while excluding 

variety in painting styles and discouraging individuality, innovation, and originality. In 

the early twentieth century, Huang Binhong also joined this discussion, harshly 

criticizing the followers of the Qing Orthodox School; he wrote that Chinese scholars 

after the Qian-Jia period blindly followed the Four Wangs, leading to the decline in 

                                                
meishushi lunwen ji 中國美術論文集 金維諾教授八十華誕暨從教六十週年紀念文集, 
Zijincheng chubanshe 2006, pp. 333-340. Also see Li Ming 李 明 . Daoxian huaxue 
zhongxingshuo yanjiu 道咸畫學中興說研究 (Study of Dao-Xian Painting Restoration). Minzu 
chubanshe, 2012. 
373 See Kang Youwei’s preface for Wanmu caotangcang zhongguo huamu 萬木草堂藏中國畫

目, first published in 1916. 
374 Deng Shi. “Jilu yutan”. Shenzhou daguan, no.1, 1912. 
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Qing scholarship.375 It was not until late in his life that Huang reversed this stance and 

confidently took the Dao-Xian period as a stage of revival in Chinese painting. 

 

           The Dao-Xian period under the reigns of Emperor Daoguang and Emperor 

Xianfeng, began with the First Opium War, a milestone in the dynastic decline, and 

ended with the Second Opium War (185-1860) along with the disastrous Taiping 

Rebellion (1850-1865). It was a period that, as Huang Binhong described, “underwent 

all the hardships and the perils confronting both domestic trouble and foreign 

invasion.”376 But, it was also a period that encouraged the development of  minxue and 

national art. Huang Binhong was the first to daringly argue the significance of the Dao-

Xian period to the development of Chinese art history and propose the late Qing  period 

as the beginning of restoration of democratic politics and art. Even before Huang 

Binhong, Deng Shi had pioneered the study of Qing scholarship, which he saw as the 

new development of learning in the Dao-Xian period. As early as 1905, Deng Shi in his 

“Present Discussions of National Learning” (Guoxue jinlun 國學今論) divided the Qing 

scholarship into three phases: Shun-Kang (1644-1722), Qian-Jia and Dao-Xian. 

According to Deng Shi, the Shun-Kang period began with a reaction against the abstract, 

metaphysical, and meditative approaches of the Song and Ming period; the Qian-Jia 

period addressed the rise of evidential scholarship; and the Dao-Xian period saw the 

                                                
375 Huang Binhong. Binhong lunhua. Guocui xuebao, no.8, 1908 and no.11, 1908. 
376 Huang Binhong. Huaxue pian 畫學篇 in Huang Binhong wenji tibabian shicibian jinshibian 
黃賓虹文集 題跋編 詩詞編 金石編, 1999, p.41.   
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emergence of the New Text Movement, which served as an intellectual tool for a 

political change.377 Deng Shi’s opinion was later adopted by Wang Guowei, whose 

discussion of the three periods of Qing scholarship was more widely circulated at the 

time. 378 According to Deng Shi, the Qing scholarship reflected the debates between 

Song Learning and Han Learning, the Old Text Confucianism and the New Text 

Confucianism. By the twentieth century it was ready for a revival. This opinion was also 

expressed by Liao Qichao, who argued, “even though the Qing could be considered the 

weakest intellectual period. Decline, however, goes hand-in-hand with revival.”379 Just 

like late Qing scholars who believed that there would be a revival in the field of 

scholarship, Huang Binhong saw the Dao-Xian period as providing a potential 

opportunity to encourage reform and innovation in the fields of politics, culture, and art.  

Huang argued that “the revival of painting in the Dao-Xian period could save the nation 

                                                
377 Deng Shi. “Guoxue jinlun” 國學今論 (National Learning at the Present Time) in Guocui 
xuebao, no.4,1905, pp.1-7. 
378 In 1917 Wang Guowei also proposed the same division of Qing scholarship. See Jiang Meng 
姜萌. Wang Guowei “ ‘Qingxue sanjiandui lun’” suyuan” “清學三階段論”溯源(Historical 
Origins of Wang Guowei' Thesis about "Three Stages of Qing Dynasty Academic). Qilu xuekan 
齐鲁學刊 (Study Journal of Qilu), no.3 2013, pp. 35-43. 
379

 Liang Qichao. Liang’s Qingdai xueshu gailun 清代學術概論 (Introduction of the Qing 
Scholarship) was originally written in 1920, as a preface for Jiang Fangzhen’s Ouzhou wenyi 
fuxingshi 歐洲文藝復興史 (History of European Renaissance). In 1936 the introduction was 
included Yinbingshi heji 飲冰室合集 (Collected Works of Yinbingshi). (Yinbingshi was the 
name of Liang Qichao’s study). See Liang Qichao. Qingdai xueshu gailun 清代學術概論 
(Introduction of the Qing Scholarship), shiji chuban jituan and shanghai gujichubanshe.2005, 
pp.85-86. 
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from impending danger, which was just like a special medicine guaranteed to cure every 

single disease.” 380    

 

 During the end of Qing period, the connotations of “revival”,  from the term  

‘revival of literature’ (wenxue fuxing 文學復興), ‘restoration of the classics’ ( gudian 

xingfu 古典興復), to ’revival of ancient studies’ (guxue fuxing 古學復興), were all 

different translations of what we now refer to as the European Renaissance.381 As early 

as in 1905, Deng Shi published his famous thesis “On Reviving the Ancient Learning” 

in Guocui xuebao, proposing that “just as Europeans underwent their rebirth of ancient 

studies in the fifteenth century, the Chinese experienced their rebirth of ancient studies 

in the twentieth century.” 382 This comparison was a common practice among the late 

Qing scholars, who preferred using the example of European Renaissance to illustrate 

the validity of Chinese Revival. A similar theory was seen in Liang Qichao’s writing. 

In his “Introduction of the Qing Scholarship”, he wrote, “in a word, it was a strong 

reaction against the Neo-Confucianism of the Song and Ming”, and its task was “the 

revival of antiquity. Therefore, its motives and contents were entirely analogous to 

[those of] the European Renaissance; and the new forces that sprung after the European 

                                                
380 Huang Binhong. “Huaxue pian” in Huang Binhong wenji tibabian shicibian jinshibian, 
1999, p.41. 
381 Luo Zhitian. The dream of a Chinese Renaissance: From the late Qing “Revival of Ancient 
Studies”to the Republican “New Tide”in Inheritance within Rupture: Culture and Scholarship 
in Early Twentieth Century China. 2015, pp.63-80. 
382 Deng Shi. “Guxue fuxing lun”. Guocui xuebao, no.9, 1905. 
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Renaissance are just beginning to emerge in our own country now.” 383 At the same time, 

Liang Qichao strongly felt the Chinese Renaissance of the Qing period did not reach a 

height comparable to the European Renaissance, because Qing learning lacked a 

simultaneous eruption of creative energy in the field of art. “This is the sharpest 

distinction between the two,” Liang Qichao asserted, “to sum up, I can declare quite 

assuredly that Qing learning has a great value in the intellectual history of China, but 

that its literature and arts are of little importance in Chinese literary and art history.”384  

 

           Unlike Deng Shi or Liang Qichao, who drew direct parallels between the 

Renaissance and the Chinese rebirth of ancient studies, Huang Binhong argued that the 

revival of Chinese painting was rooted in its own unique cultural traditions. It was jinshi 

tradition that led to a new era of study. “Today, we advocate national culture. If we 

abandon jinshi, there would be no authentic national culture.” 385  To support his 

argument, Huang Binhong noted that the Dao-Xian period was known for the prosperity 

of jinshi. As early as in 1891, Kang Youwei in his Extended Two Oars of the Ship of 

Art (Guangyizhou shuangji 廣藝舟雙楫), a book of calligraphy criticism, expressed the 

same opinion. Kang wrote “the number of Jinshi collectors first thrived after the Qian-

                                                
383  Liang Qichao. Qingdai xueshu gailun 清 代 學 術 概 論  (Introduction of the Qing 
Scholarship), 2005, pp.85-86.  
384 Ibid., p3. Regarding the topic on Chinese Renaissance in modern Chinese history, also see 
Cao Yiqiang. A Silent Penetration: The Concept of the Renaissance in China (1917-1933), 
Yishushi yanjiu 藝術史研究第五輯 (Art History Research), no.5, 2003, pp.87-125. 
385 Huang Binhong. “Yu Zheng Yifu” 與鄭軼甫 (Letter to Zheng Yifu), in Huang Binhong 
wenji shuxinbian 黃賓虹文集·書信編, 1999, p. 332. 
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Jia period. Along with the Jinshi collection a large quantity of inscribed stelae were 

discovered, some of them were carved into mountain cliff, some of them unearthed 

under the house-wall, in the wilderness, in crop fields. Even if the stone in official 

kitchen was discovered, after cleansing, the inscriptions on the stone were made into 

rubbings. Famous collectors of the Qian-Jia period such as Sun Xingyan  from Pingjing 

of Jiangsu Province,  Lin Yunlou 林雲樓 (1787-1840）  from Houguan of Fujian 

Province, Wu Yi 武億 (1745-1799) from Yanshi of Henan Province, Wang Chang 王

昶 (1725-1806) from Qingpu of Jiangsu Province compiled their collection. The variety 

of jinshi books such as Jinshicun 金石存, Jinshiqi 金石契, jinshitu 金石圖, Jinshizhi 

金石志, Jinshisuo 金石索, Jinshiju 金石聚, jinshi xubian 金石續編,  Jinshi bubian 金

石補編, reached a substantial number and these books were also widely circulated. As 

a result, when entering into the Dao-Xian period Bao Shichen 包世臣 (1775—1855) 

was able to advocate the North Stele calligraphy based on a recently-discovered stelae 

of North Dynasty in his “Discourse of Calligraphy” (Anwu lunshu 安吳論書). Bao 

Shichen’s scholarly writing and his own calligraphic practice established the 

significance of jinshi brushwork to Chinese calligraphy. By the time of Xianfeng and 

Tongzhi period (during middle and late nineteenth century), the Stele (or epigraphical) 

School of calligraphy was in the full flush of success. Everywhere people talked about 

North Stele Calligraphy, including little children.” 386  

                                                
386 Kang Youwei. Wanwu caotang lunyi 萬木草堂論藝 (Discussion of Art at Wanmu 
caotang) Rongbaozhai chubanshe, 2011, p.9. 
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            More importantly, Huang Binhong extended jinshi into painting practices, 

eventually establishing a new reference for the evolution of Chinese painting. Huang 

argued the use of brush and ink inspired by jinshi had brought a new development to 

Chinese painting since the Dao-Xian period.  In 1928 he first applied concept of “Seven 

Inks” (Qimo 七墨) to painting practice, defining it as seven principles of ink usage:  

dense; light; broken; heavy; splash; dry; and overnight ink. 387 Among them, the use of 

wet ink, thick ink and heavy ink was mainly applied in the Stele School of calligraphy., 

Especially in his later works, Huang Binhong focused particularly on a combination of 

wet and thick ink that created very different landscape painting effects from those of his 

early work. Huang’s early work featured simplified and dry brushwork. In contrast, his 

late period employed a variety of ink wash along with brush work, achieving the strong 

stylistic effects Huang called, hunhou huazi 渾厚華滋 , which means solidity and 

density in structure, and freshness and moisture in ink and brushwork.    

 

To support his Dao-Xian Restoration Theory, Huang Binhong cited a sizable 

number of painters during Dao-Xian period who were influenced by jinshi.388 Most of 

these were landscape painters.  Among them the most important figures were Bao 

Shichen，Yao Yuanzhi 姚元之 (1783-1852), Hu Yizan 胡義贊(1831-1902), Zhang 

Shibao 張士保 (1805-1878), Weng Tonghe, Wu Rongguang, Zhang Du 張度(1830-

                                                
387 Regarding Huang Binhong’s Seven Ink argument see Li Ming, Daoxian huaxue 
zhongxingshuo yanjiu 2019, pp.108-114.  
388 Ibid., pp. 104-113. 
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1904), and Zhao Zhiqian. Huang Binhong defined these jinshi painters as “all well-

learned scholars and well versed in Jinshi study,” and argued that they  should be ranked 

over “shiwenjia” 詩文家 , who were good at poetry and literature, or ranked over 

“shufajia” 書法家 ,  who were expert calligraphers. 389  The significant position he 

ascribed to jinshi painters eventually explained his perspective on Chinese painting: that 

is, the modernization of Chinese art lay in the innovation of literati painting and the 

innovation of literati painting itself lay in the restoration of jinshi tradition.    

 
 

The friendship between Huang Binhong and Deng Shi lasted more than half a 

century, starting in 1909 when Huang Binhong painted the first painting of Chamber 

with Crowing Rooster, Winds and Rains in gratitude for Deng’s recognition and 

appreciation of his talents.390 (Figure 4.6).  It is a small ink painting depicting a remote 

mountain area. Rolling clouds enveloped the hilltop. A two-story cottage located at the  

 
 
 

                                                
389 Huang Binhong. “Huaxue pian” 畫學篇 in Huang Binhong wenji tibabian shicibian 
jinshibian 黃賓虹文集 題跋編 詩詞編 金石編, 1999, p.41. 
390 This painting was sold in Shanghai Mingxuan International Artwork Auction, 2013. Lot 
0052. In addition, Huang Binhong at least painted another two paintings of Fengyulou for Deng 
Shi, see Hong Zaixin’s essay, essay “Cong minzu zhuyi dao xiandai zhuyi: Deng Shi, Huang 
Binhong xueshu sixiang guanxi kaolüe) 從民族主義到現代主義：鄧實, 黃賓虹學術思想關

係考略 (From Nationalism to Modernism: The Case of Deng Shi and Huang Binhong in the 
Early 20th Century China. Huang Binhong’s other Fengyulou paintings were mentioned in 
footnotes of article: no. 62 and no.65. For their friendship Huang Binhong also carved seals for 
Deng Shi. One of the seals was sold in Council Autumn Sale, 2016.  Lot 4373. The first sale of 
the seal was sold at Rongbaozhai 1995 auction, Lot29.  Huang also carved personal seals for 
Deng Shi. 
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Figure 4. 6 Huang Binhong. Chamber with Crowing Rooster, Winds and Rains, 1909. 
This painting was sold in Shanghai Mingxuan International Artwork Auction, 2013. 
Lot 0052. 
 
 
foot of the hill, hidden behind a row of tall and straight pine trees, bending against the 

winds.  A scholar and his attendant sat serenely inside the house while a rooster crowed 

loudly outside of the cottage. This painting seemed to depict a moment before the rising 

storm, which in other words, mirroring the chaotic and unstable environment in Deng-

Huang’s time. There was something in the air. That was the situation in which Deng Shi 

and Huang Binhong devoted their life. Huang Binhong kept painting Fengyulou 

painting for Deng Shi, even after he moved to Peking. In 1944, Huang Binhong painted 

another Fengyulou painting for Deng Shi. His inscription on the painting described a 

deep longing for his friend Deng Shi who had encouraged him to embark on a long 
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diverse career. After receiving the painting, Deng Shi in turn added another part to the 

inscription, expressing his sentiment as: “When turmoil spread; War had raged over 

China for nine years; My old friend was far away; in vain I leaned against a dilapidated 

building.” 391  Deng Shi quietly passed away in a small apartment in Shanghai on 

September 14, 1951; four years later Huang Binhong passed away in Hangzhou. But the 

life-long relationship between Deng Shi and Huang Binhong showed the enormous 

contribution of Deng Shi and his generation to the formation of modern Chinese art and 

art history.    

 

 

 

 

  

  

                                                
391 This painting is mentioned in Hong Zaixin’s essay “Cong minzu zhuyi dao xiandai zhuyi: 
Deng Shi, Huang Binhong xueshu sixiang guanxi kaolüe) 從民族主義到現代主義：鄧實, 黃
賓虹學術思想關係考, 2012, pp.136-187. 
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CONCLUSION 

 

Deng Shi’s composite identity as a national essence Man, collector and publisher 

reflects an important transformation within the last generation of Qing intellectuals. 

Instead of directly entering the political arena or turmoil of worldly politics, Deng Shi 

devoted himself to culture, art collecting, and art publication, ultimately serving as a 

bridge between political and cultural realms. Enlisting himself on a mission that might 

reverse China’s drastic descent from traditional social values, Deng Shi befriended 

collectors and scholars from different social and political backgrounds who 

cooperatively mined China’s artifacts and deep cultural history for inspiration that could 

form the foundations of a new national heritage.    

 

As a collector from bourgeois intelligentsia Deng Shi in many aspects 

differentiated himself from traditional Confucian scholar-officials by claiming himself 

as a protector of Chinese national heritage and national essence. Seeing private 

collection as a vehicle to promote a vision of Chinese national heritage, Deng Shi made 

every effort to transform the social role of collecting from “private enjoyment” to 

steward of “collective heritage”. By encouraging the private collector to engage with 

public libraries, museums and modern publications, he helped set the stage for the 

emergence of national or central government based cultural institutions that could 

assume authority for establishing a canon called “Chinese art.” For Deng Shi art 

collection and collecting was above all aimed at establishing relationships between art 
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and national learning, art and national essence. Through his publications Deng Shi 

promoted an all-embracing definition of Chinese art that accepted the historically non-

traditional as part of a national past and included tomb objects, export art, traditional 

handcrafts and former imperial household objects. However, it’s important to 

acknowledge that literati painting and Jinshi dominated both Deng Shi’s collection and 

publications, highlighting the challenge of finding substitutes for Chinese traditional art 

and culture. Deng Shi saw the long, rich history of literati culture as readily available 

building material for him to define representative art for modern China while 

establishing the foundation of a national heritage. He preferred the idea of free 

expression and free brushwork to copying the correct models, or subjugating art into a 

political product of absolute monarchy. This positioned Deng Shi to claim that Chinese 

art reached its zenith at the Ming-Qing transition. From this perspective Deng Shi’s 

promotion of Ming loyalist art as a symbol of individuality and innovativeness in 

Chinese art was very close to Huang Binhong’s idea of “minxue”.  

 

 Today, Deng Shi and his contemporaries might have receded into history. Deng 

Shi’s collecting practices emphasized the uniqueness of Chinese cultural tradition and 

pointedly contrasted with an opposing activism in the May Fourth Movement that 

rejected all aspects of the Confucian tradition. Considering “what most differentiated 

the 1920s from the late Qing was its separation of ‘scholarship’ from the ‘nation.’ Late 

Qing scholars emphasized that “a nation must have its learning to exist,” ancient 
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Chinese culture and art had to be treated as an essential means for the survival of the 

Chinese cultural heritage and Chinese nation. For the New Cultural advocates, 

“‘scholarship’ could be disconnected with, or only have a tangential relationship with, 

the ‘nation’.”392 Pursuing trends of “the new” during the 1920s, Deng Shi and his group 

of old scholar friends faded from the center of intellectual discourse.  Despite a leading 

role in creating a sense of national culture before and right after the 1911 Revolution, 

changes during the 1920s altered the position of National Essence Group. We should 

not deny the fact that this generation of Chinese intellectuals created a golden age for 

private collectors whose collections at the time were the epitome of Chinese national 

art.  Their collecting tastes and their view of Chinese art shaped a unique period of art 

collecting and art history. Because of their effort Chinese traditional art and Chinese art 

in general for the first time in modern Chinese history was presented in a diverse, 

comprehensive range. Their studies of ancient learning, especially their perspectives on 

art and art collecting, continue to influence today’s perspective on art collecting. Their 

aspiration to revive ancient studies, their antiquarian approach that infused 

contemporary issues like political and educational reform, ideological debate, and 

nation-building, made their generation distinctive in China’s modern history.  

  

                                                
392 Luo, Zhitian. Inheritance Within Rupture: Culture and Scholarship in Early 
Twentieth-Century China, BRILL, 2015, pp.233-234. 
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Appendix 1  

 
Deng Shi’s Collector Seals 

 
 

Number Seal Inscription Seal 

1 順德鄧氏風雨樓金石文字

記 

 

2 風雨樓藏石 
 
 
 
 
 
 
 
 
 
 

 

3 鄧氏寫物 
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4 順德鄧氏風雨樓珍藏古物 

 

5 鄧實私印 
 
 
 
  

6 秋枚 
 
 
 
  

7 風雨樓 
 
 
  

8 鄧實 
 
 
 
 
 
  

9 鄧實 
 
 
  

10 鄧 
 
  

11 實  
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12 野殘 
 
 
 
  

13 秋枚寶愛 
 
 
 
  

14 秋枚 
  

15 鄧實之印 
 
 
 
  

16 鄧實藏器 
 
 
 
  

17 秋枚 
 
 
  

18 鄧氏金石 
 
 
  

19 鄧實 
 
 
 
 
  

20 鄧氏吉金 
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21 野殘 
 
 
 
  

22 風雨樓 
 
 
 
 
  

23 風雨樓 
 
 
  

24 鄧實讀既 
 
 
 
 
  

25 鄧實 
 
 
 
 
 
 
 
 

 

26 實 
 
 
  

27 雞鳴子 
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28 君枚 
 
 
  

29 民史氏 
 
 
 
  

30 雞鳴風雨樓藏書記 
 
 
 
 
 
 
  

31  
 
 
鄧實 
 
 
 
 
 
 
 
 
 

 

32 鄧氏（寫）物 
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33  
順德鄧氏風雨樓藏 
 
 
 
 
 
 
 
 

 

34  
 
風雨樓 
 
 
  

35  
 
雞鳴風雨樓 
 
 
  

36 鄧實鉴藏 
 
 
 
  

37 鄧秋枚藏經籍金石書畫之

印 
 
 
 
 
 

 

38 野残學人 
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39 鄧實真賞 
 
 
 
 
  

40 秋枚真賞 

 
41 鄧實野殘 
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