Painters and Publishing in
Late Nineteenth-century Shanghai

JONATHAN HAY

The relationship between the art world of Shanghai and the city’s pub-
lishing industry during the first two decades of the Guangxu reign,
from the mid-1870s to the mid-1890s, is complex enough to deserve
several essays. Here, I shall focus on just one of its aspects: the massive
involvement of Shanghai-based painters in providing designs for illus-
trated books closely related to their normal production as painters.
These books provide rich material for thematic study, in particular
of the late nim:reenth-centur}r Chinese representation of metropoli-
tan experience; in this essay, however, while I will make a number of
such pointsin passing, | want to defer thematic interpretation in favor
ofapre liminary survey of the material and a discussion of underlying

emergent mass culture, As Part of this project I will attempt to trace
the figure of 3 specifically Chinese modernity in the painting of the
immediate Pre-189s period, 3 period understudied by historians of
modern Chinese culture who, I think it is fair to say, have been more
interested in modernity as a movement than as a social condition.
I'shall return to the question of the public space of Shanghai
painters’ illustrative work in Section 11 following the survey of the
material in Section 11. At the outset it is necessary to say something
about the place of images more generally in Shanghai’s publishing
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industry during this period, since the upsurge ofbooks illustrated by
painters was part of a larger transformation of the role of illustration
in the city’s visual culture.

1
IMAGES, MAGAZINES, BOOKS

The relationship between artists and publishing has, of course, along
history in China. What made the period from the mid-1870s onwards so
different from any previous one was the introduction of lithographic
printing into China (by 1876), which quickly came to dominate the pic-
torial component of the publishing industry. In contrast to the slow
and artisanal technology of woodblock printing, the photo-litho-
graphic process allowed mechanical transfer of the brushed design to
the printing surface, permitting the rapid production of an image that
was entirely faithful to the artist’s original design. As Chao Xun writes
in his postface to the 1888 Zengguang Mingjia Huapu (see below): 'In
Shanghai, ever since lithographic printing became popular, illustrated
books have flourished. Woodblock artisans are no longer indispens-
able, and it is possible to reproduce [images] down to the last hair.
Thisis truly a happy eventin the world!” The new printing technology
not only encouraged artists of all kinds to participate in the publishing
industry, but also made it possible to incorporate illustration into
China's emerging mass culture. We should not assume from this,
however. that all illustration was reproduced by lithographic means;
woodblock illustration was still a force, perhaps because at its best it
created a more intimate, craftsmanlike effect. Lead-plate printed illus-
trations were found in Western-sponsored publications by the early
1870s, and copperplate printing, with its more precise definition and

crisp textural quality, became available to a Chinese public through

Japanese expertise, though it did not come into common use until

the 1900s. In these new technological circumstances, several distinct
ion came to coexist and interact within

systems of image producti 1
Shanghai’s publishing industry during the two decades following
the mid-1870s.

[lustrations in Missionary Publications
One of the most novel of these was a matter of reproduction rather
than production. The facsimile reproduction of Western illustra-
tions at this time belongs, in a broader perspective,to a much longer
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history of the reproduction of foreign illustrations and other images;
in decorative and tourist art this goesbackto the early eighteenth cen-
tury, and in religious imagery to the end of the sixteenth. In the late
nineteenth century, their sudden influx into print media starting in
the 1870s was due in part to the effort by the Chinese state after 1868 to
translate technical works, often illustrated, a project concentrated at
the Zhizao Ju (Jiangnan Arsenal) in Shanghai*To a far greater degree,
however, their introduction into the in formational environment of
Shanghai was a by-product of the educational activities of Christian
missionaries. As has been demonstrated and documented by Adrian
Bennett, Protestant missionaries not only published several monthly
magazines from the 1860s onwards, but engaged in a massive transla-
tion of relatively accessible scientific and technical literature which
came to fruition in the 1880s and 1890s." The bulk of this activity was
concentrated in Shanghai. It has been suggested that for their illus-
trations these publications made use of engraved plates donated by
foreign publishers, one result of which was that text and illustration
did not always match ’

By 1877 there were six Chinese-language periodicals,’ of which
three specifically Shanghai publications regularly carried illustrations:
Wanguo Gongbao (The Globe Magazine, 1875-1883 and 1889-1907) which
was the successor to Jiaohui Xinbao (literally ‘Church News, 1868-1874),
Xiaohai Yuebao (The Child’s Paper, 1875-1915, which moved from Guang-
zhou to Shanghai in 1875, having been founded in 1874)," and Gezhi
Huibian (The Chinese Scientific and Industrial Magazine, 1876-1877, 1879-
1881, 1890-1801). Bennett, writing of the fiaohui X inbao, notes that:

Inthe first two volumes, especially, Allen supplied his readers with
pictures of many animals and plants, as well as illustrations of bib-
lical passages. In later volumes, scientific illustrations appeared
more frequently on such subjects as the universe, trains, mining
techniques, and the physiology of the human body*

In an 1875 handhill announcing the forthcoming publication of the
Gezhi Huibian, its editor, John Fryer, wrote: "The Magazine will con-
tain as many illustrations and engravings as can be procured.’” It also
includedillustrated advertisements. This list of illustrated missionary
publications was extended in 1880 with the establishment of a pictorial
magazine using copperplate engraving, Tuhua Xinbao (literally ‘The
Mustrated News,’ 1880-1913)."
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Several missionary-established institutions provided a focus for
book translation, notably: the Shanghai Polytechnic Institute, estab-
lished in 1875 as a public library of scientific books; the affiliated pub-
lishing house, Tushanwan Yinshuguan; a School and Textbook Com-
mittee, which reported in 1886 that 104 Chinese-language books had
recently been published under missionary auspices;” and the
Chinese Scientific Book Depot, a bookshop founded in 1884. The 1896
Fatﬂlﬂg for the bookshop lists 371 books, maps, charts, and globes,
including many works translated under the auspices of the Jiangnan
Arsenal. Of particular interest from an art historical point of view
are books and charts on geometry, anatomy, zoology, ornithology,
and botany. Three drawing manuals were available: Qixiang Xianzhen
(Engineer’s and Machinist's Drawing Book, by Leblanc), Lun Hua Qianshuo
(First Lessons in Drawing), and Huaxing Tus huo, 1885 (Aids to Model
Drawing, by E Calmady Richardson).” The 1894 catalog of Fryer’s pub-
!1catians includes three other drawing manuals: Huatu Xuzhi (listed as
IEﬂgiﬂEering Drawing'), Xihua Xuzhi (listed as ‘Drawing and Sketch-
ing’), Xihua Chuxue (listed as*The Art of Drawing and Sketching’), of
which the last brought to gether a series of articles originally pub-
lished in the magazine Gezhi Huibian.™ Similar articles appeared inthe
Xiaohai Yuebao. These publications complemented the drawing classes
offered by the Shanghai Polytechnic Institute, taught by Liu Bizhen.

Journalistic HMlustration

A second system of image production grew up around the journalis-
tic representation of material life and contemporary events. The first
true pictorial magazine (huabao) that focused upon images was an
innovation of this same period, a purely commercial magazine pub-
lished by Ernest Major as an offshoot of his Shanghai newspaper, Shet-
bao (established 1872). Entitled Yinghuan Huabao (literally "Wide World
Nlustrated News"), it appeared irregularly for only five issues between
1877 and 1880 and was essentially the work of British illustrators in
Britain. Chinese captions were added in Shanghai.”” Chinese artists
seemn not to have become involved in journalistic illustration un[i]
1884 and the founding of the celebrated pictorial magazine, Dianshi
Zhai Huabao, produced using phom-liﬂlﬂgraph}r as a supplement t0
Shenbao (over 4,000 images between 1884 and 1898). Contemporary
Chinese and foreign life became the objects of intensive journalistic
representation at the hands of a team of specialist illustrators recruited
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for the purpose, of whom Wu Jiayou (died 1893), better known as Wu
Youru, was probably the first and ce rtainly the most important.

Characteristically, these artists adopted elements of Western pic-
torial technologies as part of a hybrid, up to date representational
mode. The magazine thus added a new chapter to the long history of
Sino-Western art in which Chinese and Western traditions of repre-
sentation were combined to create distinctive hybrid forms for both
domestic consumption and export. Dianshi Zhai Huabao also followed
the example of the earlier missionary-established illustrated maga-
zines in including from time to time reproductions and adaptations
of illustrations from Western publications.”” Moreover, there were
additional inclusions of ‘paintings’ and illustrated stories {on which
more below) that gave the magazine a complex visual character.

As an extension of his newspaper enterprise, Major had gone on
to found one specialist publishing house and bookshop called the
Dianshi Zhai Lithographic Publishing Works (Dianshi Zhai Shuju or
Dianshi Zhai Shuhua Shi, established in 1876)," and another, also
specializing phut-:::--fithographic publishing, called the Shenchang
Shuju or Shenchang Shuhua Shi He also acquired, in 1884, a Chinese
photo-lithographic publishing house, Tongwen Shuju, which special-
ized in re-editions of rare old works, some of them illustrated. The
illustrators serving these various enterprises likely began for the most
partas artisan painters (huagong), and came from a variety of places.”
Three of the best-known, Wu Youru, Zhang Qi (Zhang Zhiying, Wu’s
early mentor),” and Jin Gui, came from Suzhou in which the Taohua
Wu area of the city had two long traditions, both of which are relevant
here: the design of New Year’s prints and the production of hack and
fake paintings in the Tang Yin/Qiu Ying figure tradition.* However. he
and the others probably gained their knowledge of Western drawing
pProcesses either through the Shanghai Polytechnic Institute or
through the missionary-sponsored publications mentioned earlier.

The first, unsuccessful rival to the Dianshi Zhai Huabao was the
lithographed Cilin Huabao (literally ‘Pictorial of the Grove of Belles-
Lettres”) of which a few issues were published in 1888, More success-
fully, in 1890 Wu Youru Jeft Dianshi Zhai to set up his own pictorial
magazine, Feiying Ge Huabao which, although it was published by a

ifferent publisher ¢ Hongbao Zhai), was nonetheless sold through the
Shenbao distribution network. This magazine began by following the
Dianshi Zhai Huabao model very closely, with seven out of ten pages
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devoted to news illustration. On the other pages he introduced three
ongoing series of images: contemporary Shanghai women, legendary
and fictional women, and animals. After one hundred issues, in 1893
Wu handed the magazine over to a former fellow Dianshi Zhai artist,
Zhou Quan (Zhou Mugiao), under the new name of Feiying Ge Tuji
Huabao. Under Zhou's regime, the number of pages was expanded to
twelve, of which half were devoted to traditional figure subjects and
the other half to news illustration. Three 2dditional separate sheets
were included as a free gift, one illustrating a novel, a second provid-
inga sequel to the seventeenth century Wushuang Pu's illustrations of
historical figures, and a third representing contemporary women. Wu
Youru, for his part, established a new magazine en titled Feiying Ge
Huace, in which he dispensed with all news illustration and images of
contemporary women to concentrate on painters’ traditional figure
subjects. However, his death later in 1893 broughtan end to the publi-
cation. Zhou Quan, meanwhile, after producing Feiying Ge Tuji Hua-
bao for a year, followed Wu Youru’s example and in 1894 changed it
name to Feiying Ge Tuji Huace, at the same time eliminating its journal-
istic component.** The move back toward painting by both artists
was probably also a calculated move to claim the higher social status
of a successful painter by distancing themselves from the more func-
tional work of journalistic illustration. :
Given the book publishing enterprise associated with Dians%u
Zhai, it was only natural that once the magazine illustrators were in
place the publisher would draw upon them for the illustratiop_of
books with a similarly journalistic character. One of the first priorities
was the representation of the more famous Shanghai sights. Thus, in
the same year, 1884, that saw the founding of Dianshi Zhai Huabao,
Dianshi Zhai published Shenjiang Shengjing Tu {[ﬂustl‘atimlls of the
Famous Sights of Shanghai).” Many of the subjects of the sixty out-
standing images by Wu Youru are also foundina wcudblnck-pnﬂtfd
work by another publisher, Shenjiang Mings heng Tushuo (lllustra}ted
Notes on Shanghai Sights), also from 1884.%The forty-two illustrations
by an unknown artist in the latter publication, printed in red, depict
the most up to date exoticisms of the metropolis, from photogr aphy
to rickshaws, with an economic lyricism. However, these two 1884
books were not, strictly speaking, the first illustrated guidt_s to con-
temporary Shanghai sites and life. Ge Yuanxu's general gl.lldﬁt'_lﬂﬂk.
Huyou Zaji (1876, second edition 1878), already contained a series 0
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woodblock depictions of the flags of different nations, and for its 1878
translation into Japanese was furnish ed with a frontispiece landscape
illustration bya Japanese artist active in Shanghai, Yasuda Rézan.”

The representations of current events in Dianshi Zhai Huabao,
Feiying Ge Huabao and Feiying Ge Tuji Huabao also have their equiva-
lent in book illustration. Typical of the genre is an account of the
suppression of the Taiping Rebellion published by Wenchao Guan.
Entitled Dangping Fani Tuji (lustrated Record of the Suppression of
the Long-haired Rebels), it contains twenty-four illustrations by an
unidentified illustrator and includes a preface which discusses the
social function and dangers of illustration,

being closely related) Jed to the renewal and even modernization of
one long-stand'mg System of printed image production. It had long

rial component was announced by the addition of terms such as huitu,
tuhui, quanty, Xiuxiang, zengxiang, or buxiang to the title, densely
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detailed illustrations became common under number of forms.
While they are sometimes grouped together at the beginning of the
first volume, they may also be grouped together at intervals in the
text or interspersed throughout the text on separate pages.

Asone might expect, the Dianshi Zhai illustrators were well placed
to take advantage of the new demand. In one case a work of contem-
porary fiction was initially serialized in illustrated form in Dianshi Zhai
Huabao: Wang Tao's Songyin Manlu, illustrated by Wu Youru (figure 1).
The complete book was later published as Xinyin Suben Songying Manlu
Tushuo (A New Reduced-size [llustrated Edition of Songying Manlu).™
Wu Youru also supplied the illustrations for Huitu Hou Liaozhai Zhiyi
(AnTllustrated Sequel to Liaozhai's Records of the Strange, publisher:
Jishan Ju) which by 1896 was already in its fifth printing.” HOWever,
there was no question of the Dianshi Zhai artists monopolizing fiction
illustration, since the genres favored by the pro fessional painters of
the day included modes of narrative and landscape representation
that could also be adapted to illustrative purposes. Thus, the illustra-
tions to Zengxiang Sanguo Quantu Yanyi (Complete [llustrated Sangue
Yanyi with Additional Portraits; publisher: Saoye Shanfang, 1894) are
the work of a highly accomplished follower of Qian Hui'an.” Similarly,
the 1892 Zengping Quantu Xihu fiahua (Complete IMlustrated Anecdotes
of the West Lake with Additional Comments; PUBHShEﬂWE“I““nJ“,J
has images by a painter close to Ren Yiand Hu Gongshou; another edi-
tion of the same text (Xihu Jiahua; publishcr:‘funji Shuju, 1892) boasts
as its frontispiece eighteen views of the West Lake by a follower of the
leading Zhejiang landscapist, Yang Borun.

Advertising Imagery

It was also in the 1870s that advertising entered the visual culture of
Shanghai, eventually constituting a separate and major system of image
production. Gezhi Huibian was one nﬂssiumr}r-cstablishﬂd magazine
to carry advertisements, while Shenbao included advertisements with
simple visual imagery. From 1884 on, Major additionally tried to draw
upon his house artists to make advertisements a regular feature of
Dianshi Zhai Huabao. The call for advertisements required information
to be sent in just ten days ahead of time, and sought to attract advertis-
ers with the promise of reaching an audience that would not sfend
time reading but would be attracted by the magazine’s pictures. The
early pages of advertisements, from the mid-18805, juxtapose
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: Figure 1. Wu Youru,
llustration toWang Tao's story, "Xu Huixian’ from the series Songying
Manlu. From Dianshi Zhai Huabao 43 (188s).
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of machines (water pumps, lithographic printing presses) copied from
Western publications with depictions by the Dianshi Zhai illustrators
of business premises whose products or services were being adver-
tised. In these latter advertisements one largely sees publishing con-
cerns, bookshops, and the paper and fan shopsin which paintings were
sold (figure 2). As Yu Yueting has pointed out, these advertisements
were often for different parts of the S henbao publishing empire.” We
might also include here, as a form of advertising, the calendars that
Shenbao began to distribute free to subcribers in 1885, and which in that
yearwere illustrated with opera scenes, ‘all the work of famous artists.™

11
SHANGHAI ART BOOKS AND THEIR IMAGES, 1875-1895

Although the above systems of image production differ functionally
and aesthetically from the art book illustrations to be examined below,
I have discussed them at some length because they need to be bornein
mind as constituting collectively the silent term against which the sys-
tem that is the focus of this essay took on meaning. This system con-
sists of printed images that adhered closely to the normal practice t.:-f
painters, both in their subjects and their aesthetic. Indeed, in this
case the artists involved were either practising painters, for whom
illustration was simply a useful extension of their normal activity, or
illustrators affirming a separate identity for themselves as painters.
This corresponded precisely to the needs of the publishing industry
which in this domain was seeking to provide paintings in printed form,
taking advantage of the reproductive potential of the lithographic
process, usually, to produce what 1 shall call, for lack of a better term,
‘art books.” Ideally the artists were 0 be presented and perceived as
painters rather than as specialist illustrators.

The thirty or so art books from the period of about B
that I will introduce here (undoubtedly more remain to be identified)
include thousands of images by more than ninety _ :
artists.* In the face of this daunting mass of material, the relancnshlp
of image to text offers a pragmatic means of categorization, begin-
ning with a distinction berween: :

a) books in which illustrations -nd text are of comparable impor*
tance. These tend to be books of pictures on a specific subject with
accompanying commentary (xiangzhuan, xiangzat, tuji, tushuo, hua-
zhuan, and so on), and
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b) books in which the textual component 18 secondary to the illus-
trations, the images themselves providing the raison d’étre of the
publication. These books are generically termed huapu (or huazhuan
in an old meaning), literally, painting manu als. They were some-
times the work of a single artist and sometimes the result of a col-
laboration of many artists.

As the differences in terminology suggest, this is by no means a
purely formal taxonomy but correlates with different publishing
genres as these can be traced in late nineteenth-century Shanghai.
Refining this schema slightly, the art books fall into three relatively
well-defined genres which come together not only through formal
similarities but also through intertextual references: books of pic-
tures with accompanying commentary, single-artist huapt, g
laborative huapu.

In practice the art books were the result of a collaboration between
painters, calligraphers and writers, with writers often doubling as cal-
ligraphers. For reasons of space, however, the presentation that fo!l-::-v-r_s
is restricted to the painters’ role in each publication. Consequently i
has to leave almost entirely out of consideration the pmhlelrns of
image-text relationships and of collaboration among pmﬁ:ssmnals
of different kinds. The focus, in other words, is not on the aﬂ.bﬂnks
themselves in all their complexity, but on the production P
for one particular publishing context.

Books of Pictures with Accompanying Commentary

Ashad traditionally been the case, books of pictures with.mrrespﬂnd-
ing texts in this period almost always concentrated ona single theme.
Itis hard to discern a pattern to the themes chosen beyond the fact
that they almost always focused on the human figure. One can appro-
priately begin by noting the woodblock reprint of about 1877 “'“h:'_
new preface by Sha Fu (1831-1906), aleading Suzhou paintet of Gag& i
Zhuan Tuxiang (Illustrated Biographies of Harrmu‘_f —abook rst
printed in Suzhou in 1857 with illustrations by the K‘“PSh“" AFEist,
Ren Xiong (1823-1857). This was one of four books, des:gned b?f Rﬁl}
Xiong in the 1850s, which anticipate later the Shanghai practice ©

artist involvement in book production in much the same way that
Ren Xiong's practice as a painter wasa seminal inﬂﬂf—'“_ce on Sh:anglhal
painting.” The connection can be seen in direct form na publication

of 1879, when Tongwen Shuju reprinted another of Ren Xiong's four
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books, the Jianxia Xiangzhuan, but added to Ren’s thirty-three pic-
fures an additional thirty-nine new images by a different artist under
the name Xu fignxiq Xiangzhuan.” In the mid-1880s a third of Ren
Xiong's books, Yu Yue Xianxian Xiangzan (Illustrated Biographies of
Former Worthies of Zhejiang) was being offered for sale in a litho-
graphic reprinting by Dianshi Zhai.” The year 1886 saw the publica-
tion of 3 Iithugraph-printed edition by Tongwen Shuju, of all four of

toninety images by an unidentified illustrator.* This edition of Ren’s
baoks is also.notable for the alterations made to some of Ren'’s own
llustrations. As first published, these had depended for their effect
on the large expanses of space left blank within the frame, but in the
1886 edition the Space is almost completely filled by a calligraphed
version of the biographical text that had originally been kept separate
n printed form.* While this change has been decried as a defacement
of Ren Xiong's design, it can be considered more positively as a reap-
Propriation, in which the striking feature is the almost compulsive
fusion of image and text, instruction and Entertainment,

Several new works of this kind appeared during the 1880s. In 1881

book, Honglo Meng Tuyong (lllustrations with Poems to The Dream of
the Red Chamber), based on an album of paintings by Gai Qi (1744-1829),
the Dianshi Zhaj (Shenchang Shuhua Shi?) publishing house brought
ot dsequel using the designs of an artist from Jiangyin to the north of
SuZhDu.Wang Yijie. Wang’s book, entitled Zengke Honglou Meng Tuyong
(Expanded Illustrations with Poems to The Dream of the Red Chamber),
included 120 portraits instead of the original fifty.” Again, there are
texts on the pages facing the images. Wang Yijie's sequel seems also
to have been successful, giving rise the following year, 1883, to a
Companion work depicting 160 male and female figures from history,
also published by Dianshi Zhai's Shenchang Shuhua Shi. Entitled
Yiixiu Tang Huazhuan (Hlustrated Biographies from the Hall of Nur-
tured Elegance), the book maintained the format of pictures with a
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facing rext. Wang Yijie included an unanno unced self-portrait on the
final Page of the third Juan (figure 3). One of the striking features of
this book is its close relationship to the books designed by Ren Xiong
thirty years earlier; many of the images rework Ren Xiong's designs,
keeping the basic ideas but giving them new forms. The self-affirm-

empire, Wenchag Guan, published an ostensibly journalistic set of
fifty portraits of contemporary courtesans, entitled Jingying Xiaosheng
(Mirror Reflections and Sounds of Flutes). The portraits were accom-
Panied on the facing Pages by encomia written by, for the most part,
Suzhou literati in g variety of scripts. This book was technically and
commercially unusual in that it was printed by the copperplate method
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inTokyo; this accounts for the sharpness of definition essential to 1ts
|'|-1=r_'-lriuus decorative character. The illustrations were by the Zhejiang
artist Xu Genglang, a minor follower of the highly influential Zhejiang
figure painter, Fei Danxu (1801-1850)." It only took five years for anoth-
erpublisher, Huayu Xiao Zhuju, to take advantage of photo-lithogra-
phy to produce an updated version of Jingying Xiaos heng under the less
elegant title of Haishang Qinglou Tuji (Annotated Pictures from the
Pleasure Houses of Shanghai, 1892). In this smaller-format and pre-
sumably cheaper work, Xu Beisheng's original fifty portraits (which
are now associated with different names and biographies) are inter-
spe rsed with fifty new ones attribu ted to the otherwise unknown
Master of the Qin Garden, from Siming (Mt Siming, in Zhejiang). A
second, expanded edition of Haishang Qinglou Tuji was published in
]E?5-Thf additional illustrations in both editions Wete also pirated, in
this case from Wu Youru's one hundred images of contemporary
women that had recently been published in Feiying Ge Huabao under
the collective title Huzhuang Shinu.” Wau's successor, Zhou Quan, also
mfltﬂbuttd to this genre in the form of a giveaway with each issue of
Feiying Ge Tuji Huabao under the title S hizhuang Shinu.

Single-artist Huapu ( Painting Manuals)

Single-artist huapu have along history. g0ing back to the Song dynasty:
and were sporadically produced all the way through to our perior:
Only two earlier nineteenth-century publicaﬂons need be r:'Jne:nr_'u:-m‘:f:1
h?rerhﬂvmwr, as direct antecedents of the Shanghai examples. One1s
Liu Yin's 1838 Wuxiang Ting Huagao (Draft Sketches from the Wuxiang
Pavilion) which uses the term huagao inits title, thus making aconnec
tion between the landscape illustrations and the secrets of the studio
that will be discussed below; Liu Yin, from Ningxiang ik e
served asa court painter. The second is ZhengJ i's Menghuan Ju R
Jianming (Explanations of the Study of Painting 2y the Recluse Meng-
huan). Published in Guangzhou during the Tongzhi period i
1874) in five juan, it anticipates the Shanghai interestin self-promotion
disguised as instruction.

The earliest example of a Shanghai single-artis
me is a very e WﬂGdblO-Ck—Pl‘iI‘ltEd book ofpic[ul'cs of miscellaneous
subjects entitled Renzhai Huasheng (The Painting ACKIEPRRERS 9
Renzhai), Renzhai being an artist from the Ningbo area of northern
Zhejiang by the name of Chen Yunsheng (1820-1884)- Originally pub
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Figure 4. Chen Yunsheng, Winter Landscape,
from Renzhai Huasheng (1878), 2 /1s.
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lished by Fugu Huanshe, the first edition of this work comprises four
volumes of 160 images in all; it bears a frontispiece dated 1876, several
prefaces dated 1877, and a title slip dated 1878 (figure 4). The preface
writers include such Jiangsu painters as HuYuan (1823-1886) from
Songjiang, Wu Tao (1840-1895) from Jiaxing, and the young Huang
Shanshﬂu {lESE-IQIg] frgmwujin_ Ren Yi {1340'1396} from Shan}fm
(Shaoxing) in Zhejiang, already recognized as the pree minent por-
traitist of Shanghai, contributed a superb likeness of the artist." Other
such printed portraits by Ren Yi must exist, since, accordingto his con-
temporary, Zhang Mingke (1828-1908), Ren Yi was in great demand for
frontispiece portraits for the publications of writers.” Chen Yunsheng's
book was soon pirated by a Japanese puhlisher whoundercut the price
of the original edition, to the despair of the artist.” It may also have
been quickly reprinted ina lithographic edition, since itis advertised
in a Dianshi Zhai price-list of the mid-1880s.”

In the wake of Chen Yunsheng, an artist from Nanjing, Wang Yin,
published a series of five woodblock-printed painting manuals devoted
to specific genres. These books, however, Were published, not inShang-
hai, but in Osaka (though they were sold in Shanghai as well as Japan).”
While based in Shanghai in the 18705, wang Yin had found a market
among Japanese CUSLOTETS, which led to an invitation to visit Japan,
and ultimately, since he was highly appreciated, to a decision to base
himself there. An apparently lucrative arrangement led 1o his desxgnlof
Yemei Shipu (Paintings of Rocks by Yemei, 188, Yemet LanzhuPu(Orchids
and Bamboo by Yemei, 1882), and, according to various sources, Yemel
Renwu Pu (Figures by Yemei)." A fourth manual devoted to plum b]cfs;
soms, Yemei Meipu, did not follow until 18o1; itwas pﬁntedq‘lﬁhanghal.
All but the figure manual were reprinted together in China at a later
date by a Hefei publisher. Along with these single-genre huapt, how-
ever, Wang Yin also produced one huapu of a very dilfﬁ:tr:nt k._l.'ﬂ(_i, in
which he included his scaled-down versions of 116 Chinese paintings
from collections in the Kyoto-Osaka region. The book was anted in
Osaka in 1883under the title Yemei Huapi: Lidai Minggong Zhenji Suobet,
but again was sold in Shanghai aswell as Japan.”

During the 1880s, several other artists joined Chen Yunsheng and
Wang Yin in designing their own huapu selections. In 1885, 3 gifted
painter from Haining in Zhejiang, MaTao, designed two volumes of
illustrations to poems entitled, respectively, Shi Zhong Hua (Paintings
in Poems; figure 5) and Tingyun Xigoxie H washeng.” Ma Tao is also
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Pk

Figure 5, Ma Tao, Figures Looki

ngat the Moon’s Reflection, from Shi Zhong
Hua, Rongbao Zhai

1986 reprint, original edition 1885,
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reported to have produced another huapu known under the title Jing-
jiang Huapu, probably published some time in the 1880s.” Chou Ju-hsi
has noted that Ren Xun produced a huapy devoted to arhats, Shiliu
Luohan Yingzhen Tu Huapu (Painting Manual of Pictures of the Sixteen
Arhats) printed not in Shanghai but in Yiaoshan.® Zhongguo Meishufia
Renming Cidian notes the publication, in 1886, of a manual by one of
Ren Yi's students, Yu Li (1862-1922, from Shanyin), entitled Tingyu Lou
Huapu (Manual from the Pavilion for Listening to the Rain).” RenYi's
own work was made available to the general public in 1887 througha
woodblock-printed (?) huapu entitled Ren Bonian Xiansheng Zhenji
Huapu (Manual of Genuine Paintings by Master Ren Bonian), pub-
lished by a certain Hu Weidan who owned the paintings. Fan formats
predominate in the roo images, butin keeping with its itle, the manual
represents every aspect of Ren¥i's workwith the exception of portrai-
ture.* Two years later, in 1889, Xiuwen Shuju pub]ishﬂd avery fine lith-
ographic edition of the work of Yu Li under the title Shanyin Yushi
Huagao (Draft Sketches by Master Yu of Shanyin).” Unlike RenYi’s
huapu, which faithfully reproduces a variety of painting formats, the
designs in Yu Li’s manual were produced specifically for the book to
standard dimensions (figure 6).”

The best-known huapu of all, however, was @ new, lithographic
edition of the landscape volume of the Jiezi Yuan H uazhuan (Musta
Seed Garden Manual of Painting, 1679) publishcdmtﬁﬂs on the basis of
designs apparently produced by a student of the Jiaxing artist Zhang
Xiong (1803-1886), Chao Xun (1852-1917), also a native of Jiaxing.
Through its numerous later reprints, this has become the version of
the manual with which most people are familiar today. The 1888

designs are rather free copies of the original ones by wang Gai and
have their own distinctive late nineteenth-century character, reflec-
Haishang Molin men-

tive of the style of Zhang Xiong.” Curiously,

tions another edition from the 18808, this too instigated by Zhang
Xiong. According to this account, Zhang Xiong entrusted the project
to another of his students named Zhou Yong, who completed the
more than four hundred designs in Jess than three months, only to
die shortly after at the age of twenty-eight, having exhausted him-
self The book was printed by Zhang vi who, like Zhang Xiong, was
from Jiaxing * The entry on Zhou Yong in Zhongguo Meishujia Renming
Cidian also mentions this edition, comparing it favorably with the

Chao Xun-designed version.”
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Figure 6. Yu Li, Bird and Full Moon, from Shanyin Yushi Huagao (188g).
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Finally, there can be little doubt thatin giving up Feiying Ge Huabao
in favor of the non-journalistic Feiying Ge Huace, Wi Youru was self-
consciously entering huapu territory.” Indeed, a number of the printed
compositionsare also knownin painted version ¢ # Zhou Quan's Feiying
GeTuji Huacemust similarly have had the character of aserialized huapi.

Collaborative Huapu (Painting Manuals)

It was through collaborative huapu that Shanghai painters (distinct
f?“m illustrators) were most thoroughly implicated in book produc-
tion, As in the other two genres, the pioneering examples date from
ﬂ'"a_ later 1870s. The 1879 Hudie Qiu Zhai Suocang Huace (An Album of
Paintings in the Collection of the Master of the Butterfly Autumi
Studio) includes works by both ancient and modern artists. AMONg
the latter were such prominent Shanghai artists as Hu Yuan, Qian
Hui'an (1833-1911, from Shanghai), Zhang Xiong, Ren Yi, Yang Borun
(18371011, from Jiaxing), Zhu Cheng (1826-1899/ 1900, from Jiaxing),
Wang Li (1813-1879 or 1817-1885), Ren Xun (1835-1893, from Xiaoshan),
Sha Fu, Hu Zhang (1848-1899, from Tongcheng in Anhui) and MaTao.”
The Master of the Butterfly Autumn Studiowas 2 government official
by the name of Tang Guangzhao. According to Haishang Molin (1920).
T?-"g served in the Jiangsu region, at One point as magistrate -::lf MNan-
jing, and was askilled calligrapher in his own right. In the trﬂdltl?ﬂ of
natives of Shexian in Anhui, he was a keen collector, accumulating a
very large collection of calligraphy and painting.”

Although I have not been able to establish details of a second Clﬂl-
laborative publication of the late 18705, Shanghai Miﬂﬂi“_H““:“‘w
Huagao (Flower-and-Bird Sketches by Famous Shanghai Artists),” for
the more ambitious Haishang Mingren Huagao (Sketches b}' Famous
Shanghai Artists) published in a lith ngraph-printed edition by the
T““gwen Shuju, about 1885, nine artists contributed one hundl_td
images.” There were rocks from Zhang Xiong,
Hui'an, figures and animals from Ren Xun, lan
Borun, rocks, bamboo, and so forth from Hu Yuan (figure 7),
diverse range of flowers and plants, birds, animals, and figures B
Xu Xiang (from Shanghai). The roster of famous masters aiso 1"
the native Shanghai figure painter Shen Zhaohan (Shen Xinhai), a
leading student of Qian Hui'an who had one of the y:vcr_al fan shops
in the famous Yu Garden (Shi'er Lou Jianshan §i). Deng Qichang &ﬂﬁ'
Nanjing contributed the chrysanthemums for which he was well
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Figure 7. Hu Yuan, Bamboo and Rock,
from Haishang Mingjia H uagao (about 1886),
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known,” while orchids were Supp]_if_'d b}f a Suzhou pajnter, Zhou Jun,
whose speciality they were. Presumably this book circulated inJapan
aswell, because one year later, in 1886, WO of the designs by Shen
Zhaohan were illustrated in a Tokyo art journal. Alongside these
large-scale publications, there were also smaller ones such as the
1886 woodblock-printed Xihu Shiba Jing Tu (Bighteen Views by
West Lake) with landscapes by Yang Borun and flowers by Ren Yi,
published by Yujing Tang.

One collaborative huapu appeared not as a book, butin serialized
it e Dion i Zhat Hruabat, pbarcis Wi IR BERH M
1885, An announcement in Shenbao l‘-"'TF‘l“i]'“i":]':?5

In the two regions around Suzhouand Hangzhou famous painters
are numerous, We have commissioned Messrs Ren Bonian (Ren
i) (fgure 8), Ren Fuchang (Ren Xun), Sha Shanchun (5h2 Pu), and
Guan Qu’an™ to paint, in advance, careful depictions of figures,
flowers and plants, and birds and animals.” For next month’s se¢
ond issue, the thirty-first issue of the journal, we aré preparing to
add two pictures to the front of the issue, without any caption,
and afterwards will give [further pictures] away in each issue. In
addition, the double page will not be cut, O that they can be sepa-
rated to preserve the different achievements of the various artists,
or kept together as a pair. I the future, once they accumulate it
will be possible to mount them as an album: not only will those
who want to do copies be able to treat them as a painting manual
(huapu), but they will brighten your windows and purify your
table - to enjoy the whole set will be the height of appreciation for
the elegant man. Will you gentlemen give me leave in this?

Although this "giveaway hua * remains toberen:nnstructed.it is
e« g curpnratedintothehuge

not unlikely that some of its images Were in

collaborative manual that Dianshi Zhai published around the same
time (1885-1886)" A book of small dimensions but many pages, Dianshi
Zhai Conghua (Collected Paintings of the Dianshi Zhai), 153 gladbag
assortment of images by Chinese painters old, recent, and contempo”
rary, alongside others reprinted from Japanese illustrate
addition to illustrated books (both Chinese and Japanese) reprinted
in their entirety. Although I have not seen any examples, much -_:rf the
material had apparently already been published separately by Dianshi

Zhai. To quutcﬂmprefacc:'ln recent years our press has printed more
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Figure 8. RenYi, Han Xin Being Fed by the
Washerwoman, ﬁ'ﬂmDiﬂnshiMHﬂabﬂnu{ﬂlsj.
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fhﬂnsix hundred paintings of all kinds, and all that scattered material
is here brought together. But there is scarcely a shortage of famous
painters in this country, so we have also gathered a number of their
images.” There were, in fact, contributions from more than thirty
contemporary artists, grouped by genre.” One of the illustrators, Fu
Jie, played a particularly important role in the publication., adding
inscriptions to many of the Japanese images and supplying the cal-
ligraphed postface explaining the project.

It was undoubtedly the accumulation of collaborative huap
through the late 1870s and 1880s that led the publisher (Hongwen
Shuju) and editors of the 1888 version of the Jiezi Yuan Huazhuan (Mus-
tard Seed Garden Manual of Painting) to commission designs from a
wide range of artists active in and around Shanghai for supplemen-
tary sections featuring the work of contemporary painters. These
sections were each entitled Zengguang Mingjia Huapu. A great many
artists participated, confirming Huang Shiquan’s 1883 staement that
The calligraphers and painters from different provinces who have
gained a reputation from their art in Shanghai pumber uP“""ﬂfds ofa
hundred at least.”” One of the notable features of the list of names is
the large number of students and followers of a few leading masters:
Zhang Xiong, Hu Yuan, Ren Yi, 7hu Cheng, and Qian Hui'an. Not
unlike Dianshi Zhai Conghua, separate sections were devoted 0 Jand-
scape (one juan) (figure 9), and birds, animals, flowers and plants
(two juan).” 1t was not until 1897, however, that the final part of the re-
worked Jiezi Yuan Huazhuan, devorted to figure painting, was printed.
It, 100, included a one-juan appended selection of contemporary
‘paintings’ under the name nguﬂngMingjm Huapu.'_*Hc_rwﬁ\'tn mn
another example of the many dating problems surrounding illustrated
books of this period, a number of the images |
from a publication with an 1893 preface, i
of Women by Famous Masters). Once again, the : :
the two publicationsinvolved remains w0 be clarified. Itis worth noting
that in contrast to the roster of contributors to Dianshi Zhai Conghua,
published at the home of specialist lithographic illustration, not one
of the contributors to the Zengguans Mingjia Huapt belonged to the

world of the specialist lithographic illustrators. ;
Huapu Caixin (ANew Painting MamlSelectiunLWhlﬂh Thave only
seen in a 1903 lithograph-printed edition put out by the Hongwen Ge

but which is already listed in the 1896 catalog of the Chinese scientific
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Figure 9. Yang Borun, Landscape, from
Zengguang Mingjia Huapu (1888).Tianjin Shi Guji Shudian, 1987 reprine.
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Book Depot, was probably originally published by Yujing Tang in
1888." Like Dianshi Zhai Conghua, and belying its title, this book incor-
porates previously published material such as the eighteen Views of
Hapgzhuu’s West Lake by Yang Borun which are taken over from
Yujing Tang’s 1886 Xihu Shiba Jing Tu (Ei reen Views of the West Lake).
Perhaps, then, there are earlier sources still to be found for the more
than one hundred other images by fifteen artists. The already familiar
names include Zhang Xiong, Qian Hui'an, Sha Fu, Ren Xun, Yang
Borun, Shu Hao, Hu Yuan, Zhu Cheng, Ren Yi, Pan Zhenyong, Lu
Peng, Cao Hua, and Tang Peihua. The selection also includes work by
Dai Zhaochun, son of Dai Xi, and a jinshi of 1877.

Finally, the 238-leaf Gujin Mingren Huagao (Sketches by Famous
Artists Past and Present) was originally published by the publishers
of Feiying Ge Huabao, Hongbao Zhai, in1891."

Looking forward from the 1875-1805 period, collaborative art
books continued to be published after 185, but there Were almost no
new publications by the generation of artists that dominated the pre-
1895 period.* Instead, most of the post-1895 publications involved a
new generation of painters and need not concern us here. On the
other hand, quite a number of post-1895 works made use of earlier
material in ways that do require at least passing mention. Some may
turn out to be later editions of otherwise unknown pre-1895 publica-
tions. Less Straightforwapdl}r, in certain cases earlier pn'nt:d irnages
were pirated, to be incorporated into new selections or even [::ub-
lished under the name of a different artist. Andin other cases,paintp‘lgs
by late nineteenth-century artists were pﬂsﬂ'lu.tnaus]}f used as designs
for illustrated books. In the light of these Jater practice
publications as Minghua [ijin {Iﬁgrj.Haishang Erda Mingjia Huaps (197:4}1
Sanxi Tang Huabao (1924), Cungu Zhai Conghua {about 1925, a}nd &hﬂ
Shanchun Renwu Shanji Huapu (about1925) also deserve attention.”

Painters’ Contributions o Other Print Media

Asa postscript, it should be noted that book publishing and !numalmr_ﬂ
were not the only areas in which Shanghai artists became involved in
graphic art. In the realm of color wnodblnck-pﬁnted Mew Y_e ar pic-
tures(nianhua), for example, Qian Hui'an createda number of 111ﬂﬂ|.1v{*.1'1“:l
tial designs, one dated 1890, for the Tianjin {‘fangliuqmg) wor kSh'JP5

Bo Songnian has identified the source of certain other Yangliuging

nianhua designs as being images from WO huapu based on huaga? by
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Figure 10. Zhu Ch eng, Bird and Lotus

Pod, from Zhu Menglu Huaniao fian,
Changrhun Shi GujiShudian

1983 reprint of original edition, about 18g2.
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Qialn Hui'an, Qian Jisheng Renwu Huapu and Qingxi Huapu, neither of
which I have been able to find.” In Shanghai itself, meanwhile, the
adfrem Ofphm‘:"hthﬂgmph}f was leading to neEwW forms of New Year's
print, with Dianshi Zhai leading the way.” The Dianshi Zhai Huabao
reader could sometimes receive a free New Year’s print in the New
Year issue of the magazine. In 1888, for example, the print (hand-col-
mej:' was designed by one of the magazine’s house illustrators, Jin
Gui” Dianshi Zhai also offered for sale, as early as 1884, lithographic
reproductions of paintings of auspicious subjects such as the immor-
tal Magu, Liu Hai, and the Hehe twins, all available either mounted
or unmounted. While some of these images were improbably artrib-
uted to early masters, others were the work of no less contempo-
rary artist than Ren Yi. Notably, Ren produced a large (about two
meters high) New Year's Print of the assembled gods (city god, earth
god, god of the hearth, and god of wealth). The print i unlikely to
h_“""i closely resembled traditional hieratic depictions
since it was advertised as An Assembly of Gods in d Landscape,
scape setting introducing an appropriately modern element.”

In fact, the interested Dianshi ~7hai customer could choose from
nine different lithographed ‘paintings’ by Ren Yi, most of which were
not New Year's prints at all but rather straightforward substitutes for
real paintings; they were in this sense closely related to his contribu-

tions to the Dianshi Zhai Huabao noted above and to the art books in

general. Ren Yi's lithographed ‘paintings’ Were available mounted as
aper, sometimes

hanging scrolls or unmounted as single sheets of P

with the choice of monochrome oF (probably hand-added) color-
Prices varied accordingly, ranging from one yuan six jiao fora mount-
ed colored version of the Assembly of Gods, 10 @ mere six fen for an
unmounted sheet of a monochrome suichao tu. Alongside Ren s
images, Dianshi Zhai proposed examples of work bY various other

contemporary painters, including Shu Hao, Fhou Xian, and Wang
Yijie.” All of the Dianshi Zhai offerings of this kind were in the hang’
books of decorative letter

ing scroll format. Closely related are the :
for aTianjin publisher, Wenme!

papers (jianpu) designed by Zhu Cheng r
Zhai, in the 1890s. Zhu Menglu Huaniao Jian {Flﬂwet-and-bll‘d Letter

Papersby Zhu Menglu), abook of one hundred miscellaneous designs
resembling in effect a large painting album, Was first published by
similar book

Wenmei Zhai, about 1892 (figure 10)." There also exists )
(title unknown) designed for the same publisher by Zhu Cheng in
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1894-1895, this a woodblock-printed accordion-mounted book with
hand-added colors, a poor man’s album of twenty four ‘paintings’ of
bird and animal subjects.”

Finally, the jianpu by Zhu Cheng and others are not only interest-
ing as publications in their own right, of course, but also serve as an
indirect reminder that Shanghai artists designed letter papers for
separate sale. It is particularly interesting that one undated jianpu,
woodblock-printed in color, was published by the Jiuhua Tang (Hall
of the Nine Treasures), which was one of the most important fan shops
inlate nine teenth-century Shanghai, representing Ren Yiand others.”

I1
PAINTING’S MODERN PUBLIC SPACE
AS SEEN FROM PRINTED IMAGES

Itis in some ways easier to discern the emergence of modernity as a
central concern of Chinese painting through the vast, seemingly
peripheral body of printed images than through painting proper. The
oblique vantage-point offered by the books reveals the transformation
of painting as an institution, as a practice, and as a representational
field While many different historical processes combined to create a
new and modern public space for painting in pre-1895 Shanghai, three
are especially visible through the illustrated books. These are: the
emergence of Shanghai as a commercial and cultural crossroads at
the intersection of a region, a network of littoral cities, and the out-
side world; the development of a leisure market into which painting
Was incorporated; and the emergence of a new social mechanism of
artistic celebrity. All three testify to a relationship between painting
and mass culture long before the end of the century.

Shanghai as Crossroads

In the eighteenth century, Yangzhou's prosperity had drawn to the
city artists from many other places, as well as from its own satellite
towns. However, if the Yangzhou art world was the expression of a
larger regional art world, the re gion with which it was continuous
was essentially the Jiangbei region; artists might come to Yangzhou
from Hangzhou in Zhejiang or Huizhou in Anhui, but these more
distant places were not culturally bound to Yangzhou in the way that
Yangzhou's satellite towns in Jiangbei were. By contrast, the Shanghai
artworld had a much more extensive regional character, systematically
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incorporating the artists of a huge catchment area that covered the
two provinces of Jiangsu and Zhejiang.”” As Gao Yong, patron of Ren
1_ﬂ and Xugu, wrote in his preface toYang yi's Haishang Molin (1920):
,S':""h and north of the Yangzi there are innumerable painters. Itis
impossible to know those who work locally or live in reclusion. But
Fhﬂﬁ" who pack their brushes and follow the wind on their travels
inevitably come to Shanghai.™ From this point of view, a closer ante-
cedent than Yangzhou was Guangzhou, whose art world earlier in
the nineteenth century demonstrated the sam® continuity with its
surrounding region. Allthe artists cited above, whatever their origins,
were Shanghai artists, taking on the sort of double identity - local and
metropolitan - that had previously been more common among court
painters. Correspondingly, the art books take shape through their
numerous contributors as Microcosms of this art world that was at
once metropolitan and regional. In the case of Renzhai Huasheng, for
example, the preface writers repeatedly make the point that Chen
Yunsheng's landscape images specifically depictthe Jocal landscape of
eastern Zhejiang province, of which Chen and most of the writers
were natives, On the other hand, the book had a strong metropolitan
dimension; not only had Chen Junsheng been active in Shanghai, but
all its other contributors were based in either Shanghai or Beijing.
The Shanghai art world also had links with other cosmopolitan
centers in China. This second axis of cultural g _
in Zhu Chengs letter-paper designs for the Tianjin publisher, Wenmel
Zhai; in the fact that the leading publishing house, Tongwen Shuju
publisher of lithographic reprints and sequels to Re -
was a Cantonese company’; and inthe prefaces contributed by Beijing-
based writers to Chen yunsheng's Renzhai Huasheng An 1889 a:mde,
"The Development of Lithographic publishing in Shapghal, notes
the distribution of lithographic-prm'ced books nationwide and men-
tions the presence of branch bookshops of the Shanghat companies

in Beijing, Chongqing and Guangzhou. 1t would also be interesting
to know to what degree other urban centers contributed t© the pro-
ndel.Wenmei Zhai, for

duction of illustrated books on the same M _
example, published a book of letter paper designs similar to Zhu
Cheng's, using designs by aTianjin flower painter, Zhang Zhao-
xiang.” And itwas a Shanghai-bascd artist, Lu Hui (1851-1920), whao in
1896 took charge of the court-sponsored project of illustrating a Yuan

dynasty text on princely education.’™
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The Shanghai art world thus took form at the intersection of a
region (Jiangsu-Zhejiang) and a trans-regional network linking
Shanghai and other cosm opolitan centers. However, the intersection
is still more complicated since one also has to take into account Shang-
hai’s links with the outside world (Japan, the West). With Guangzhou
again as an antecedent, Shanghai's centripetal relationship to its sur-
rounding region and interactive relationship with other large cities
developed in tandem with a cosmopolitanism of international char-
acter. Western art historians have traditionally stressed Shanghai’s
connections with the West, seen in the domain of art books most sig-
nificantly in the role played by Dianshi Zhai. As we have seen, Dianshi
Zhai functioned as a force for aWestern-oriented cosmopolitanism in
Shanghai visual culture, initially in the area of pictorial journalism
through the Dianshi Zhai Huabao, and subsequently in book illustra-
tion elsewhere by illustrators associated with the magazine. For the
full-time painters, however, who were far more discreet in their
experiments in hybridity, the more important axis was probably the
one that linked Shanghai with Meiji Japan. In the absence of any
detailed study of this question, the following points will give some
idea of the importance of the connection.

We have already seen that Chinese artists were commissioned for
illustrated books by Japanese patrons (Wang Yin), and that Chinese
images were reproduced in Japanese publications (Shen Zhaohan).
Chinese artists alsg contributed prefaces to Japanese illustrated books.
As early as 1875, Hu Yuan and Zhang Xiong contributed prefaces to a
Japanese illustrated book entitled Seiwan Meien Zushi {Pictorial Record
of the Blue SeaTea Gathering). This was a record of an exhibition of
utensils used in the Chinese-style sencha tea ceremony, which was
not only a favorite practice of Japanese Nanga painters but by this
time had become part of Japanese urban culture.” These various
book-related activities were part of a larger phenomenon of close
ties between the Nanga painting world in Japan and the world of
Shanghai painting between the Meiji Restoration of 1868 and the Sino-
Japanese War of 1894-1895. Many artists were involved in this inter-
change in different ways. Some Shanghai painters, like Hu Yuan,
Zhang Xiong, and Dai Zhaochun, never left China but had contact
with Japanese artists and sold to Japanese customers in Shanghai,
and, as we have seen, participated in the Japanese art world through
their prefaces to Seiwan Meien Zushi. Some formerly Shanghai-based
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er for themselves in Japan.

::: a painters, such as Wang Yin, made a care ap
rmﬁ Among the other professional painters and calligraphers whoVisite
Ano- Japan in the 1870s, 1880s, and 18g0s were Chen Manshou, F_-‘eng Geng:

ha’i san, Hu Zhang, Zhu Yinran, Pu Hua, and Wu Qingyun.” Finally, there

i e 'fhf_]ﬂlp'rlnfse nanga painters such as Yasuda Rozan {resPcmmPle for

i the frontispiece illustration to the Japanese edition of H uyou Zajt) who

har- came to China to study and perhaps to work professionally. and who

1ai’s had connnections with leading Shanghai painters.’* Some of these

e individuals studied with Hu Yuan.™ |

nsﬁi : Sl'_langhai']ﬂpan connections were not ms[r_icted o Nanga paint-

nin ing. Dianshi Zha Huabao, for example, regularly included more Of less

is fanciful representations of Japanese life which sometimes togcl'fe

:‘T on the art world, for example, an account of an exhibition of painting

ItL {: oy the Western manner. We have alre ady seen that one Shanghm pub-
1eir lisher was prepared to have abook Uingying}ﬁaashmg} printed inTokyo

5 in order to take advantage of copperplate-printing rechnology unavat-

s able in China, and that a Japanese publisher pirated Chen Yunsheng's
any Renzhai Huasheng. It should also be noted that Japanese copperplate
e printings of Chinese books were available in Shanghai thll'uugh at least

for two publishing companies, Huiying Ge and Fuying Sh:ju- {The_lam;;

was a Japanese company that also published huapu).’ Pu_n;:l Dianshi

ese Zhai was willing to incorporate images from Japanese illustrated
n). books, many of them of Ukiyo-¢€ type: ‘nto its Dianshi Zhai C:?nghua.
- Indeed, the Japanese material in the Dianshi Zhai Conghua raises ﬂ?ﬂ |
o question whether the interest in huapu painting manuals in China in |
ord the 1880s had anything to do with a knowledge of the innumerable |
ot Japanese gafu painringmanuals of both Nanga and Ukiyo-e tYpPe that
;?S were produced throughout the pineteenth century."”

is
e The Leisure Market
se Descriptions of Shanghai from as early as the mid-1870s reveal the

of existence of a huge and highly differentiated leisure n_markct. th:ft is, a
10- network of commercially offered or sponsored services catering tO
er- the leisure time of the Shanghai population and visitors 1o Si'.‘m%bri |
g Wang Tao’s Yingruan Zazhi (1875) notes: the pﬂplll.lﬂﬂt}" of kee_pi:g_ 1ler |
o as pets, the different kinds of theater available in the cty: SIg “‘;_‘“ tgs =
£ in temples and gardens, displays of lanterns, ﬂ?wers, and_arl o je:;_ :
gh (in shops) according to the season and the fesuv;_al. the existence © .
ed museum, and the practice of watching the rowing competitions O
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theWesterners, The Shanghai guidebook Huyou Zaji(1876 and 1878) has
brief entries on many of the above, plus: Western restaurants {(which
also had Chinese Customers), regional Chinese resturants, teahouses,
Guangdong:style teahouses, opium houses, brothels, bathhouses,
traditional Chinese theater, Western theater, horse-racing, Western
magicians’ shows, shadow theater, Japanese acrobats, Chinese fire-
works, bird markets run by people from eastern Guangdong where
Western birds could also be bought, the circus (Weste rn-style), quail-
fighting, lotteries, and the study of English. A few years later, Huang
Shiquan in his Songnan Mengying Ly (1883) further enlarged the range
of leisure activities to include: Japanese teahouses, which were now
numerous, ballad-singers, story-tellers, riding in horse-drawn car-
riages, ice-skating, bowling, Western and Japanese-style brothels, fair-
ground attractions, evening performances of theater, and newspapers,
including ones written in non-literary language. Many of these leisure
activities were also visually represented in Shenjiang Mingsheng Tushuo
(1884), Wu Youru’s Shenjiang Shengjing Tu (1884), and Dianshi Zhai

Presented as part of a discourse of qi, the fascinatingly strange.
Leisure is also one of the fundamental subjects of the art books,
constantly reiterated through a choice of themes whose diversity
obscures their shared contextin urban leisure. Narrative themes allude
1o novels and the theater,™ and poetic themes to the still important
p]a'.:e of poetry in elite social intercourse, as well as all the traditional
activities such ag ﬂowtr—\riewing orvisits to the countryside that were
now being recontextualized by metropolitan life with its intensifi-
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still lifes and depictions of the ultimately edible have their context,
nt_tdlcss to say, in eating; completing the circle, restaurants, like other
leisure establishments, were prornmently decorated with paintings.
Although reading and picture-viewing were leisure activities in
themselves, they receive little attention in the guidtbnuks. pmhabljr
because these were primarily directed roward leisure activities ofa
public character. To be sure, the authors note Shanghai's flourishing
publishing industry and register lithographic printing as an e
tant innovation, but the consumption of books itself 1ay beneath the
threshold of this kind of extreme public visibility. We have t0 look
elsewhere to find attention to the reading activities implicit in the
expanded production of novels, technical works, and illustrated books
in the 1870s, Bos, and gos. paradoxically, itwas visually rather than tex-
tually that late nineteenth-century urban society l"‘-‘fF"fE5‘*“’“"‘“‘:]' to itself
most consistently its investment in reading. The book is ubiquitous
in portraiture of the time: in the now standard Phﬂmgﬁphjc i
traits, in Ren Yi's celebrated painted portraits of fellow ptufessionals
in the art world and the world of letters, and inWu Youru's pﬁﬂ“‘—‘d
pseudo-portraits of courtesans — all of which consistently establish a
context of leisure for the sitter. It is entirely characteristic that Chao
Xun, to whom went the credit for the reworking
zhuan, should have included a portrait of himself, booki
Zengguang Mingjia Huapu appended to the final part of the manual.
For a better sense of how the books themselves were expected to
fit into the leisure context, one can also turn to their prefaces. One o
the many prefacesto ChenYunsheng's Renzhai Huasheng isparuculﬁl"
ly illuminating, Written by a certainWang Jixiang it includes adescrip-
tion of the writer’s first encounter with Chen'’s work, during a visit t0
the artistin the company of a jend. The artist brings out many et
ples of his work, then the book and, after calling for w ine, the three
men go through the book slowly, drinking and composing g -aﬂ
the while. The scenario is one of literati friendship and community
affirmed within a context of leisure, which establishes a mﬂ'flf] and
guide for the reception and use of the book by the owner. This same
model is often built into the structure of the books
of contributors, all of whom observe the necessary fiction
presence is the result of a leisure activity- (We need not assuT e

readers/viewers were unawarc of this fiction; it is more interesting -
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ask what kind of public would have found in this anonymity of the
crowd an echo of jts own situation). The leisure value for the read-
er/viewer would seem, then, to have combined instruction in basic
literati skills (and thus socia] respectability) with entertainment of a
kind that mixes high and low culrure, These appear in different mea-
sure according to the book in question, but their combination none-
theless provides one way of discerning the contours of the public at
which the art books were directed; it may be more accurate to think of
the public as one that the art books were helping to bring into being. It
Was apparently not a literarj public, but one for which literati culture
had prestige as 4 model. Often, there is a fusion of instruction and
entertainment thar also SUggests a certain cultural insecurity. More
positively, one notes the consisten emphasis on quantity (multiplica-

tive to and reward for work, was a meaningful concept.

In line with this, contemporary attempts to define the public for
Shanghai Painting agree thar the painters were basically servicing
the business Community, as one ight expect given the city’s com-
mercial character., They also agree — but here we have to take into
account the class consciousness of intellectuals clinging to a literati

heritage - that customers bought for show; Wang Tao, in the early
18708, is not tender:'*

farqous Artists is not guaranteed to be fine. One person offers
Praise and the crowd echoes jt. From this one can glimpse some-
thing of the lack of sophistication of commeon Shanghai people.

And ;hang Mingke, writing somewhat later, keeps up the refrain,
this time with regard to the public for a single artist, Zhu Cheng'"
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He worked as a painter in Shanghai and made a brilliant reputa-

tion for himself. In his late years he scorned fans and small-scale |

works, and yet his prices got ever higher and the demand ever |

greater. People in business all hoped to obtain a fan by him, con- |

sidering it a great thing to be able to have one in their sleeves l

during their comings and goings.
|

Erom this last account one can see that for this populace painting
was not always associated with leisure, as with the fans inte grated
into the work environment as well. lt would be a mistake, of course, 10
reduce the audience for Shanghai painting or for printed imagesto the
city'scommercial classes alone; one only hasto think of RenYi's many
portraits of fellow-artists and writers. However, one might be justi-
ﬁ::d in speculating that the business public was the basis of an emerg:
ing mass market which did not preclude more specialized markets.

macy: Celebrity
there be? The titles of the
Huagao, Haishang

Between Anonymity and Inti
How many famous artists, mingjia, could
collaborative huapu, Shanghai Mingjia Huaniao
Mingjia Huagao, Zengguang Mingjia Huapu, Mingjia Shinu Huapw. make
claims for the participating artists that are repeated in the prefaces
and postfaces that frame these galleries of images We are bringing
together the famous artists of our ime, sy the publishers and editors;
*Elut the publishing enterprise in which they were engaged r"‘i"‘.”d |
famous artists, evenif they had tobe invented for the purpose, o B . |
less cynical interpretation, speculatively asserted as worthy € afldlflﬂtfs-
For an early, if not quite contemporary, discussion of celebrity 1‘_] 'ic
1870s and 18805 we can turn to Wu Woyao's satirical novel, Ershinian
Mudu zhi Guai Xianzhuang (Bizarre Happenings Witne ssed mrer_the
Last Twenty Years), set during that period. Chapter thirty-five dgsmbes
asocial gatheringina Shanghai brothel atwhichan amateur painteris
present." In professional life Tang Yushengis maiban, a mmpmdorﬂ.’
an English-speaking middleman between Western and Chinese busi-
ness concerns, and the very model of the Shanghai self-made mar:

Yusheng said: “To become famous is easy as pie. Look at me: if 1
didn’t think much of myself, [ would have spent my whole life as
nothing more than a maiban. But ever since I got o know a few
personalities, painted that picture called Chanting Poetryin the
Cottage for Whistling, and 2sked them to inscribe appreciations,
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and then togk their poems of appreciation and sent them all to
the newspaper office to be printed in the paper — ever since then
it’sbeen a lot easier for little old ignorant me to go out and make
friends.’ Finishing speaking, he burst into loud laughter. Then he
went on: “That Chanting Poetry picture of mine has already been
inscribed by more than rwo hundred people. Lyric poems, song-
POems, songs, prose-poems — all the genres are there; and the cal-
ligraphy has standard, cursive, clerical, and seal scripts - e
one of the scripts. All that's missing is a set of qu Sﬂﬂgss_b“” m
thinking of asking someone to slap one on at the beginning, and
then there will be nothing at all to regret.” After this, he stretched
his hands out and, counting them out on his fingers, listed the
names of all the people who had inscribed poems, naming lots of
Master So-and-sos, Masters of Such-and-such a place, Recluse So-
and-sos, Poer So-and-sos, Poetry Guest So-and-sos...on and on,
one after the other, in an endless list.

Itis hardly necessary to underscore the many echoes in this story
of the art books: the speculation in fame, the emphasis on large quan-
tities, the shadow of an emergent mass culture, and the association
of painting with merchants. The perception here is that fame is a
form of capital, like wealth. Fame is capital because it can be turned
into tangible gain, though the Pay-oft is not economic but social and
psychological; the now famous maiban is welcome everywhere - he
has access to others, contact with others, his isolation in a city of
Strangers falls away. But fame is further perceived as capital that is
accrued through the manipulation of appearances, by asort of sleight

prise has to be on an oversized scale in order to attract the attention
of the Aewspapers and the public. Above all he has realized that
celebrity requires visibility.

We might also note that if the pay-off of fame layin contact with
others, that is, Paradoxically a kind of private access or intimacy, this
was already figured within the books in the illusion of community
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created by the accumulation of participants.This illusory community
deserves a closer look. Fame had traditionally been associated with
difficulty of access to the master’s works, but now, through the art
hﬂ"?'ks,became associated with public exposure and accessibility. The
artist was easily known to the viewer/reader, but only as a reputa-
tion;"" for the artist, meanwhile, the viewer /reader melted into a
general public. Fame based on public exposure of artworks was thus
the corollary and symptom of a relationship that had become anony-
n"_mls.The lost organic social connection, meanwhile, was form i
within the book. That is to say, the assembly of artists as a group in
Ferqin books and the proliferation of prefaces in others, create an
illusion of community where there is in fact onlya profession. To be
sure, the profession could and did lead to a sense of community, as
explored by Richard Vinograd in his study of Ren Yi's portraits, but it
rarely corresponded to the communities staged in the art books for
commercial purposes. 1“The latter have more in common with the
interminable list of names of ChenYusheng's fictional handscroll.

~ The question of access, of intimacy, Was also widely dramatized
" _'lhe very aesthetic of the bare (or bared) monochrome images.The
printed images of the art books correspond, in the painter’s practice,
tohuagao, ink sketches of eithera preliminary ora mnemonic nature."’
In fact, the very word huagao is incorporated into the titles of several
of the books. The original sketches were not only used by the painter
himself but also served as models for teaching apprentices, and as the
bases for workshop production which would later be signed by the
master. Now, however, they found a new us¢ as the models for b::IJ-Gk
illustrations, since the huagao was technically suited to reproduction
processes that favored linear, black and white designs. AMONgE 'fhﬂ
ancient functions of the huagao, it is probably its role as a teaching
tool, a model for copying, that is most thoroughly prese and devel-
oped by the art books, particularly the painting manuals. HOWEVED
there are also cases where the book takes its cue from another of th:‘;:
huagao’s functions, that of recording an achieved cﬂmpﬂﬁiﬁm'l.Rm?lYi s
Ren Bonian Xiansheng Huihua Zhenji is of this kind, givinga relatively
fullaccount of the master'sart. And there are many other cases m\_\fhl-:h
the printed image reveals a closer connection with 2 third function of
the huagao, as a preliminary, improvisatory sketch. Here, th? image
provided its own raison d'étre, the artist having created the design spe-
cifically for the purposes of the book. The connection berween huagac
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and illustration is as old as book illustration itself, but the quantities of
images involved in the Shanghai art books gave the huagao mode of
representation an unprecedented prominence, both for individual
artists and for the painting profession as a whole. This new promi-
nence had several implications, for the artist’s practice, for artists’ rela-
tionship to each other, and for the artist’s relationship to the public.
The visuality of Shan ghai painting was defined at its borders by
‘WO contrasting approaches, one highly linear and patterned, the
other abbreviated and spontaneous.”™ Both approaches lent them-
selves to translation into huagao and printed-image form, but con-
versely were also Open to modification in the light of the artists
eXperience with Preparing designs for books. In other words, the
Flnnr Was open for the new prestige of the huagao to affect the style of
finished’ paintings, An important instance of this reverse effect can
be seen in a new genre of monochrome paintings virtually indistin-
guishable from huagao. See, for example, Ren Xun's A Scholarand a
Ladyin a Garden (1882) in the Brooklyn Museum.'” A different kind of
example is seen in the Jate work of RenYi, in the early 1890s, where
his paintings display a specific abbreviated immediacy that can prop-
erly be termed huagao-like. And again, Qian Hui'an in his late years
placed increasing emphasis on the linear brushwork of his paintings,

for illustrations by his daughter, Ren Xia, in the Zengguang Mingjia
Huapu. There is another memory of the old system in the alleged
competition between Ren Yy and NiTian to obtain Ren Xiong's hua-
8ao after his death. " The Shanghai art books drew on the traditional
ura of secrecy around the huagao for their success; they promised
access to the studio, a kind of intimate knowledge of the artist, intro-
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to the open publication of an artist’s huagao in the Shanghai art books
relocated the sense of mystery which was the basis of the artist’s aura.
The mystery that once was a matter of trade secrets, as symbolized by
huagao, now became associated instead with fame, as seen in the
printed images of the books. This has a parallel in the area of artistic
property. The artist’s huagao, never actually seen in their pure form,
were traditionally the basis of the artist’s claimto a specific artistic
and commercial territory; they were a hidden source of authority.
After the rise of the art books, by virtue of their utterly public charac-
ter they functioned to some degree as a way of patenting the artist’s
ude_as. It was in the public domain that the artist now established his
claim, using publicly what had previously been hidden.

: The public space of Shanghai painting, then, as seen from the
illustrated books, was configured by the triple intersection of cos-
mopolitanism, leisure, and celebrity in their emergent modern forms;
we are here at the beginning of modern public space for painting

in China. But with this conclusion, another conclusion suggests

itself, one that introduces an opening into the argument I have been
n the comparative per-

developing instead of imposing a closure. 1
spective that any appeal to modernity calls for, it is not difficult to
identify in Shanghai painting of the period 187595 reminiscences of
familiar features of painting in, for instance, Paris during the Secfmd
half of the nineteenth century. Indeed, the nexus = cosmopolitanismm.
leisure, celebrity - is itself one shared characteristic that merits careful
exploration. But one mustalso be struck by the profound ambivalence
of artists in both metropolises toward modernity, which in each case
led to a coupling of modern means with a focus on the leisure spaces
that seemed to afford a refuge from modernity’s prcssurr:s.\-":’ha!
this points to is not the superficial connections of ‘influence, but
structural homologies that onlya rruly globa! appmar_h o the history

of modern art can hope 0 explore adequately.
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Notes

1. The first lithographic printing presses were used by Shanghai's
Tushanwan Yinshuguan. See Ji Shaofu editor, Zhongguo Chuban Jianshi
(Shanghai, 1901), 272.

2. On the involvement of missionary translators in Zhizao Ju translations,
see Adrian A. Bennett, John F ryerand the Introduction of Western Science
and Technology into Nineteenth-Century China (Cambridge MA, 1967).

3. See Bennett, John Fryer and his later M issionary Journalist in China: Young
J. Allen and His Magazines, 1860-1 883 (Athens, 1983). The following discus-
sion is based on Bennett's research. The question of image production in
a Catholic missionary context in Shanghai is currently being researched
by Wan Qingli of Hong Kong University.

4. Alsoimportant was the Tongwen Guan in Beijing, established 1862.

5. Ji, Zhongguo Chuban Jianshi, 332,

6. Bennett, Missionary Journalist, 153 and 265, note 5.

7. Roswell S, Britton, The Chinese Periadical Press, 1800-1912 (Shanghai 1933),
56. The Shanghai Xiaohai Yuebao is not to be confused with the journal of
the same name published in Fuzhou, which was a separate enterprise.

8. Bennet, Missionary Journalist, gg.

9. Cited by Bennett, John Fryer, so.

10. Britton, The Chinese Periodical Press, s6-57.

11. Bennett, John Fryer, 60-61.

12. For the complete catalogue, see Bennert, John Fryer 112-135.

13. Richardson’s original work was publishedin1880by W and A.K_Johnston,
Handbook Series, Edinburgh and London.

14. Catalogue of Educational Books, Works of General Knowledge, Scientific and
Technical Treatises, etc., €lc., elc., in the Chinese Language. Translated or
Written by John Fryer, LLD (Shanghai, 1894). A copy of this catalog, pub-
lished by the Presbyterian Mission Press, is in the collection of the Essex
Institute. My thanks to Roberta Wue for making a copy of this catalog
available to me.,

15. XuZaiping and Xu Ruifang, Qingmo Sishi Nian Shenbao Shiliao (1988), 319.
The initiative is attributed by Britton to the Shenbao editor, Qian Xinbo.
See Britton, The Chinese Periodical Press, 69.

16. As to how they were recruited, Dianshi Zhai placed an advertisement in
Shenbao during the sixth month of 1884, a month after the first issue of
the magazine appeared (Xuand Xu, Qingmo, 84). Although the advertise-
ment seeks famous artists (mingshou) to execute book illustrations, it is
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significant that the candidates were asked to submit an example of their
work on the model of the images in the Dians hi Zhai Huabao, to the same
dimensions. Another advertisement at the same time invited artists [0
submit illustrations to be reproduced in the magazine, ata fee of two
yuan per illustration (Xu and Xu, Qingmo, 336-337). This advertisement
appeared also in Dianshi Zhai Huabae with an accompanying image of
the contributing artist at work.
17. In 1983, Guangdong Renmin Meishu Chubanshe reprinted the entire run
of the magazine'in reduced form, unfortunately eliminating most of the
advertisements and painters’ contributions. Forinformation on the mag-
azine, 1hmreiatgc]}rdcpendedupon‘m‘fucﬁng,‘chuo Huabao de Shizu—
Dianshi Zhai Huahao — Chutan, in Xinwen Yagin ZAs03 (1981). See also
Britton, TheChinese Periodical Press, 69-71: and Fritz van Briessen, Shanghai-
Bildzeitung, 1884-1898: Eine [llustrierte aus dem China des ausgehenden 19-
Jahrhunderts (Ziirich, 1977)-
18, See Yuen-sang Leung, The ShanghaiTaami: Linkage Man ina Chungfn,g
Society, 1843-90 (Honolulu, 1990), 190. According to Leung: the publishing
works employed 200 workers. 4
19. There were two Shenchang Shuhua Shi bookshops, one in the British
and one in the French concession. Advertisements for bOﬂ'hiT"-'-‘_’fPomt'
ing representations of the premises. appeared in the Dianshi Zhai Huabao
in the mid-1880s. ;
. None ofthe illustrators are among the twenty-five leading painters }med
in Huyou Zaji (1876) and only one (Ge Zun) is mdudzdbr?Zhﬁﬂg Mmg::e
in his Hansong Ge Tanyi Suolu (completed 1908)- InYangYi stmhdng M"h"
{1920, Shanghai Guji Chubanshe Shanghai Tan Yu Sh::_lnghallﬂfﬂ Congshu
reprint 1989: 78), only one lustrator (Wu Youru) is given his own entry
but an appendix lists the following ! ”
notes that they “were famous at the time’ [you shimin
Suzhou), Zhang Qi (Zhang Zhiying.
Zﬂin}.FEJ. Jie {Fugscnxin[fmmfmﬁangm Zhejiang]), Zho
Mugjiao), He Yuanjun {He Mingﬁ-i}-gj Zun {g‘ Ir.nngz ;-
in Zhejiang), Jin Ding (Jin Naiqing. ; TP
Zilian), Ma Ziming, Gu Yuezhou, Jia }{ingqmﬁ ;t::;:;:ﬁ;;:?;{:;

Shen Meipo, Wang Zhao, Guan Qu'an, and ] }
by Wu Youru have survived today. Se€. for example, Shanghai Bowuguan

Cang Haishang M inghuajia Jingpin L (Hong Kong. 199:]- '::‘;Tﬂ:l:;
According to their respective - ntries in Zhongguo Meis uj

Cidian, Ge Zun specialized in paintings of farming and fishing: Jin Ding
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painted flower and bird subjects and was a calligrapher and seal-carver
as well; and TianYing’s 1890 painting of Bole fudging a Horse is now in the
collection of the Nanjing Museum. Fu Jie contributed a calligraphed
preface to Dianshi Zhai Conghua; see below. Presumably all of the illus-
trators continued to produce paintings which would have been more
valuable given their new farme.

21. Don J. Cohn identifies Zhang Qi asWu Youru’s mentor. See Vignettes from
the Chinese: Lithographs from Shanghai in the Late Nineteenth Century edited
and translated by Don]. Cohn (Hong Kong 1087), 2-3.

22. The entry on Jin Gui in Zhongguo Meishujia Renming Cidian (Shanghai,
1981), 555, notes that he and WuYouru designed Taohua Wu New Year's
prints, but at which point in their careersitisnot clear.

23. Britton, The Chinese Periodical Press, 71,

24.On the Feiying Ge family of publications, see Yu Yueting, ‘Guangxu Nian-
jian de Feiying Ge Huabao,’ Chuban Shiliao, viI (1987), 32-35.

25. See Shanghai Shifan Daxue editor, Shanghai Fangzhi Ziliao Kaoyuan
(Shanghai, 1987), 464-465.

26. Published by Shanghai’s Guan Keshou Zhai. There exists another jour-
nalistic bookunshanghaj from 188y, also woodblock-printed, which may
be thework of the same publisher, Haishang FanhuaTu(Pictures of Shang-
hai Prosperity). The relatively few illustrations are largely portraits of
courtesans, perhaps based on photographs.

27. Cited by Zheng Zu'an in his preface to the 1989 Shanghai Guji Chuban-
she, ShanghaiTan yu Shanghai Ren Congshu reprint of Huyou Zaji, 5.

28. There also exists a Wi Youry Huity Ping Changmao Shu (Account of the
Suppression of the Long-hairs with lllustrations by Wu Youru), put out by
anunknown publisherin Shanghaiin 1803. My thanks to RobertaWue for
this informaion. I have not yet been able to determine the relationship
between the two works,

29. These leading publishers are mentioned in Ji Shaofu’s discussion of lith-
ographic publishing in his Zhongguo Chuban Jianshi, 271-276. On Saoye
Shanfang, see Zheng Yimei, Juyou Sibai Nian Lishi de Saoye Shanfang,”
in Shubao Huajiu (Shanghai, 1983), 79-81.

30. For the serialization, see Yu, " Woguo Huabao de Shizu,' 156. The book is

listed in Xy and Xu, Qingmo, 332

Numerous other examples in the Dianshi Zhai style could be cited, for

example the quite fine Tuhui Wu Caizi Qishu (Novel of the Five Young

Talents, with llustrations) published by Datong Shuju in 1888, and pro-

vided with introductory portraits and illustrations in the text by an

=

3
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unidentified artist. In a different genre, another hig,h-qualir}’ example is
the extremely small format Huitu Haishang Kanhua]t (Record of Looking
at Flowers [that is, visiting brothels] in Shanghai, with [llustrations).
published by Shanghai Shuju in 1894.

32. In the mid-1880s, Tongwen Shuju in Shanghai advertised what may have
beenan earlier version of the same book, under the name Zengxiang Sanguo
Quantu. See the text of Tongwen Shuju's advertisement for the newly pub-
lished Liao Zhai Tuyong, in Dianshi Zhai Huabao, issue number 93 (1886)-

13, See the call for advertisements illustrated in Cohn, Vignettes from the
Chinese, frontispiece.

34. Yu, Woguo Huabao de Shizu. 155. As noted ahove, the 1983 Guangdong
Renmin Meishu Chubanshe reprint of the magazine Efnﬁmu'!" omits the
original advertisements, but a few can still be seen, for example one for
the Jiuhua Tang paper and fan shop. 1 would \ike to thank Roberta Wue
for drawing this to my attention.

3. Xu and Xu, Qingmo, 82. Two such early calendars, one with opera scenes
distributed by Shenbao in 1889, and the other with jgurna.].‘ist'it scenes of
IShmghai distributed by alottery ticket company in 1896, ar¢ “’Pmdumd
in LiZhao, Shanghai Youhua Shi (Shanghai, 1995), 37-

%. Of course, one has to distinguish the minority of artists who illustrated
entire books, or contributed to several different books, fromthe majority
who contributed only a few images, in some Case= onlya single One.

37. The first of the four, Liexian Jiupai (Drinking Cards with Immortals).
publishedin18s4, was inspired by Chen Hongshou's seventeenth-century
designs for drinking cards. The only texts in this work were an introduc-
tion, a postscript and the brief inscriptions around each image. TWoO
years later, in 1856, Ren was commissioned to design 3 book entitled
Sasan Jianke Tu (Pictures of Thirty Three Wwarriors). Then, in 1857 Ren
Xiong and a new group of collaborators created a new format, perhaps
influenced by illustrated novels of the time, in which the text Was oo
preceded by a set of illustrations introducing the characters. On [h_at
model, Ren Xiong's illustrations were gmupcd together at the ngm_
ningof the book, following the table of contents bt precedinga printed
text. Ren Xiong and his collaborators publishcd three works in th:r_; for
mat in Suzhou in 1857. The first was an expanded version of Sasan Jianke
Tu entitled Jianxia Xiangzhuan (Illustrated Biographies of Warnur.s},
which now included forty-eight m-.aggs_'j['hnsecond was Y Yue IKiurmﬂn
Xiangzan (Hllustrated Biographies of Former Worthies of Zhejiang): for
which he created eighty designs. The third was Gaoshi Zhuat Tuxiang
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{(Mustrated Biographies of Hermits), for which he had only completed
twenty-six designs by the time of his death. Ren Xiong'sbooks owe a par-
ticular debt, not only to Chen Hongshou's designs for drinking cards, but
also to the Wiushuang Pu of Chen's early Qing follower, Jin Guliang, Like
RenXiong, both Chen and Jin were from northern Zhejiang province, so
we are dealing here with a local tradition.

- SeeWang Zidou's postface to the 1987 Renmin Meishu Chubanshe reprint

of Gaoshi ZhuanTuxiang,

See the ‘Price-list of Books, Maps, Paintings, Calligraphy Rubbings, and
Calligraphies Lithographic ally-printed by Dianshi Zhai’ (hereafter,
"Price-list") published in Dianshi Zhai Huabao, issue number 93 (1887).
SeeWang Zidou's postiace to the 1987 Renmin Meishu Chubanshe reprint
of Gaoshi Zhuan Tuxiang,

- Wang Yijie's 1883 reworking of Ren Xiong's designs provide the interme-

diary step, since each biographyis moved outof a separate text grouping all
the biographieson to the page facing the relevantimage. The 1886 design-
erthen moved the biography off the facing page into the image itself.
Zhongguo Meishu Quanji, Huihua Bian 20(Shanghai, 1988), number 206.
There was also a Pingzhu Liaozhai Zhiyi Tuyong (Annotated [llustrations
and Poems to Strange Stories Jfrom the Liaozhai) published by Tongwen
Shuju (1886 preface). Inaddition to the main body of figural illustrations,
the book containsa frontispiece landscape illustration by Yang Borun.
See "Price-list."

Xuand Xu, Qingmo, 332 and 352.

Also Qin Huai BayanTu {Eight Elegant Beauties of the Qin-Huai Area, 1838).
See ZhouWu, Zhongguo Banhua ShiTuly (Shanghai, 1988), 1, number 139.
Reprinted in the posthumous publication, Wu Youru Huabao (1908),
reprinted by Shanghai Guji Chubanshe in 1983,

Fei Danxu was another mid-nineteenth-century Zhejiang artist who
anticipated the Shanghai painters’ involvement in book designs of this
kind. See his eighty-seven designstothe 1844 Yinzhi Wen Tuzheng, of which
oneisreproducedin Zhongguo Meishu Quanji, Huihua Bian 20, number 168.
Reprinted inWu Youru Hughao, See note 47 above.,

This was not the first portrait of Chen Yunsheng by Ren ¥i. Ding Xiyuan
NOtes an 1868 portrait now in the collection of the Zhejiang Provincial
Museum. See Ding Xiyuan, Ren Bonian (Shanghai, 1985), nianpu section, 24.

- Zhang Mingke, Hansong Ge Tanyi Suolu (Shanghai Renmin Meishu

Chuban 5he reprint, 1988), 71,
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52. '!Jka_ﬂenjin,whu spent se\rtralmunthstraﬂ:ﬂirlginChinain 1BR4, rECOUNT
in his diary of the trip (Guanguang Jiyou, in Chinese in Yigo Fanghu Zhai
Yudi Congshu) that when he visited the son of Chen Yunsheng. Chen
Yuguang, the latter complained to him about the unfairness of what his
compatriots had done (juan s, 174a).

53. See "Price-list.

54. Tsuruta Takeyoshi, Study of a Chinese Painter who Came toJapan inthe
Early Meiji Period —Wan g Yin,' Bijutsu Kenleyii 319 (M arch1982), 1-11-

55 SeeTsuruta, Studyofa Chinese Painter, 2. See alsoYuShaosong Shuhwa Shulu
Jieti(HongKong), 1, juan2, 203D, whoreports that the prefacemfameiMdpu
mentions that the series includcdamanua\dgunted to figure painting:

56. SeeYu, Shuhua Shulu Jieti, 1, juan 2,20a-b.

57. Tsuruta, Study of a Chinese Pai ter. The title slips for the yarious Japan-
ese-printed works were Written by Chen Manshou (died 1884), 2 Chinese
calligrapher and painter active inJapan at the same time as
(?hm is the subject, along with his daughter,ﬂfantﬂ'_?g pamaitbyﬂﬂn‘l'"l-
See Ren Bonian (Tianjin, 1988), number 13-

ﬂ'!udgmgb‘fm“ﬂ}% but probably not original edition (publisher unknown)
in the library of the Musée Guimet, the two volumes may always have
been published together 252 two-volume book underthe name 5 hi Zhong
Hua (altogether one hundred {llustrations), and were printed bythe photo-
lithographic process. The 1986 reprint PY Ronghao Zhai, also under the
name Shi Zhong Hua, omits the separate prefacesto the tW¢ yolumes,
obscuring the original dual structure of the book.

59. See the preface to the 1986 Rongbao Zhai reprint

Jingjiang Huapu.

60. Claudia Brownand ]u-}miChnu,'l“rans:tﬂdiﬂgTurmﬂiI: Puintingatthﬁ Close
of China’s Empire, 1796-1911 (Phoenix, 1992} Ir?andihl.ﬂﬂ“'r 282.

61. Zhongguo Meishujia Renming Cidian,576-

62, See the 1982 reprint by Shanghai Guit Shudian. As
this reprint, there was a frontispiece byWu Dacheng
Wang Ziging and YuYue.

63, Wilhnuts.cthgﬁnpuLuuH unpu.itisimpuss
ship berween Yu Li's two huapuwas-

64. On the basis of Shanyin Yushi Huagao, one can speculate th
the paintings presently bearing RenYi's signa pually have £©
be considered workshop productions fromt
““‘“mﬁ“fﬂvmgpﬂinu‘nssbﬂuu,mﬂ

for the mention of

far as can be seen from
and owo prEfacEShg.r

ible to rellwhat the relation-
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65. Zhang Xiong has also been credited, mistakenly, I believe, with compil-
ing his own printed painting manual Zhang Zixiang Ketu Huagao (Zhang
Zixiang's Instruction Manual of Painting). See Transcending Turmail, 138
and 337, notes 139 and 140. The Zhang Zixiang Ketu Huagao known today is
21921 Zhonghua Shuju edition based on designs copied by Ding Baoshu
from Zhang Xiong's original huagao sketches, reprinted in 1984 by
Wenwu Chuban She. I know of no evidence that there was an earlier
printed edition using designs by Zhang Xiong himself, Yu Shaosong’s
Shuhua Shuly fieri entry on this publication (1, juan 2, 18b-19a) only men-
tions a separate publication by Xiling Yinshe (early twentieth century,
therefore) of 260 paintings, probably huagao sketches, by Zhang Xiong
under the name Zhang Zixiang Huapu,

6. Haishang Molin, 72(Zhou Yong) and 81 (Zhang Yi).

67. One cannot help but wonder whether Zhou Yong's designs did not find
their way into the Chao Xun edition following the deaths of Zhou Yong
and Zhang Xiong, Un fortunately I have not been able to examine a copy
ofthe Zhou Yong edition,

68. Alarge proportion of these images were later reprinted, divided by cate-
gory(figures from literature andhistory, beautiful women, birds, animals,
and flowers, plants, and stil] lifes), both in the 1908 Wit Youru Huabaoand in
@ 1909 publication thar | only know through modern reprints: Wi Youru
Huagao (Shanghai, 1983) and Qingdai Wiishi Huagao (Hong Kong, 19797).

69. See Wu Youru's twelve-leaf album of historical and legendary women in
the 5h anghai Museum, illustrated in Yiyuan Duoying, 54, number I7.

70. A copy of this rare publication is in the Library of Congress. My thanks
to Roberta Wue for making available a xerox of that copy. Anedition was
advertised for sale by the Huandu Lou Bookshop in Dianshi Zhai Huabao
in 1887, issue number 103

, Hm‘sh:mgMoh‘u, 77,

-Much, if not all, of this publication appears to have been incorporated
into the later compilation, Dianshi Zhai Conghua (see below). The con-
tributors would seem to have included Tan ¢ Shishu (1831-1902, from
‘n"l-’t:jinLWangLi. RenYi, Shu Hao, Ren Xun, and others,

73. The original draft sketches for this book are now in the collection of the
China Art Gallery. Zhongguo Gudai Shuhua Jiandingzu editor, Zhongguo
Gudai Shuhua Tumuy (Beijing, 1986) 1, 60. There exists what appears tobe a
pirated edition by Shensi Caotang entitled Haishang Mingjia Huagao,
which has a title page dated 1885 written by Hong Xihuang replacing the
similarly dated titlepa ge by Xu Sangeng in Haishang Mingren Huagao.

R
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There is also a later lithographic reprint of this book from 1909, which
was published by the Tianjiao Tang publishing house under the title
Haishang Jiujia Huapu.

74, In the list of twenty-five leading painters published in Huyou Zajiin 1876,
DengQichangisincluded asa specialist of ﬂnwcr-am:l-bird,bird-and-am-
mal, and figure subjects (page 69). In Hansong Ge Tanyi Suolu, Zhang
Mingke praises his flower and plant subjects. For Haishang Mingjia Huagac
Deng contributed a series of images of chrysanthemums.

75. Yu," Woguo Huabao de Shizu, 155-

76. A Dianshi Zhai illustrator.

77. Due to the ambiguity of the wording, it isnot entirely clear whetheronly
these four artists were involved, or a larger group ;

78. Alarge number of these giveaways are in the Rare Books Collection of
C.V. Starr Library at Columbia University.

79. Landscape: He Yu (1852-1928, from Shanghal, initially a follower of &
Yuan and RenYi, later a student of Zhu Cheng), and Fu Jie(a Dianshi
Zhai illustrator). Figures: Fu Jie, Ren Xun, Qian Hui'an, Sha Fu, MaT_“':"'
Shen Zhachan, Cao Hua (1847-1913. from Shanghai, 2 S'.‘lldtl:lt of Qian
Hui'an), Hu Xigui »:suzhou-bamd),chmwazm (a e painter from
Suzhou), Yin Quan (Yin Xiaoxia, from Changshu near Suzhou), Shao BO
(Shao Meixi), Chen Xie, and others asyet urﬂdenu’ﬁed.ﬁuin_ﬂls: mﬁm.
Ren Y, Shu Hao (from Ningbo), Chen Xie: and the Dianshi %
tor Tian Ying. Flower-and-bird: this section appa:{m";};:"“ﬂ’”“t“ -
images of the carlier Shanghai Mingjia Huaniao Pt
adds to them new designs gby Hu Yuan, Zhang Yiong. Zhu Cheng, HeYu.
Zhou Zou (from Dongyan in Zhejiangh i  PL
hai), Xu Kai, and others asyet unidentified. Insect cﬂmPﬂﬂm"“'de e
Hu Yuan, Zhou Zou, and Wang Ziyin, and Dt::[ers as yet uni ntified.
Plum blossom, pine, bamboo, .- Zhu Cheng. ; piy i
(Zhang Jiaju, I‘fﬂm suzhou), and others as yet u:ﬁdcnuﬁed. Still Igﬁ.';l;ls‘:f
Yu, Ren Xun, Hu Yuan, Zhou Xian (IBm-IB?S»thf“fam pmthum ¥
from Jiaxing), and Zhou Fuging,

Bo. So n Mengying Lu, 139-

B1. M“%Mn:ﬂpfinnﬂtfiﬂuﬁn with contﬁbuﬁmﬁfrﬂm':h‘“ Xun, Yang Bortt ey
Yi, $hu Hao, WangYin, Jin Dejian (born 1810,
(died 1916, from Nanjing), Wu Guxiang (18481 o i
Yinran(from Zhejiang, student afHuTum}Jia-"'ETDﬂgh a; :
in Anhui), and a number of known OF appare ﬂ:i}gzmn g
in addition to Chao Xun, including Shen Jing (from Shanghal:
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Bingxie, Ye Yu, and others as yetunidentified. Birds, animals, flowers and
Plants:two juan with contributionsfrom RenYi. Zhu Cheng, Qian Hui'an,
Hu Zhang, Chao Xun, Shy Hao, Wang Yin, He Yu, Xu Xiang, Yu Li, Xugu
(1823/4-1806, from Shexian in Anhui), Wu Chan gshuo (1844-1927, from
Anji in Zhejiang), Zhu yi (from Wuhu), Pan Hong (from Wujiang, stu-
dent of Zhang Xiong), Shao Chengxin (from Jiaxing, a follower of Zhang
Xiong), Song Hai (died 1914, from Haiyan in Zhejiang, a student of Zhu
Cheng), Zhang Jia'e {1864~1915],Wang Xianyi (a female painter from
Taicang), Zhou Hya (a female painter from Gaocheng), Hua Yun (from
Suzhou), Xu Hﬂngda,jiang Shou, Xia Pei, Wang Zhen, Li Xi, Zhao Di,
Jiang Lianfeng, and others as yet unidentified.

Qian Hui'an, Wy Guxiang, Shu Hao, WangYin, Cao Hua, Shen Zhaohan,
Tang Peihua, Yu 1 i, Zhang Zhen, pan Zhenyong (1852-1921, from Jiaxing),
Li Fu(from Zhuji in Zhejiang, student of Ren ¥i), Ren Xia (from Shanyin,
RenYi's daughter), NiTian (1853/5-1919, from Yangzhou), Lu Peng (died
1921, student of Qjan Hui'an), Pan Lai (from Shanghai, student of Qian
Hui'an), Wu Yin (1867-192), Zow jun (fromWuxi in Jiangsu), Zhou Henian
(from Xianshan}.Wang‘ﬁshuu ifrom Xiaoshan), Wang Zhen, Hua Yun, Li
Lan, QiuGan, Zhy Xu,Wang Yewen, and others asyet unidentified.

83. Judging by information kindly passed on to me by Dr Ludmilla Borotova
of the National Gallery, Prague, which appears to have a copy of the first
printing in its collection,

84. Noted by Hongxing Zhang in James Cahill and others, editors, New Inter-

tion of the book in the Present article,

85. This is not true, however, of novelistic illustration, where the Dianshi
Zhai illustrators continued to be active into the 1900s.

86. One later publication worth noting for its continuation of late nine-
teenth-century Haipai styles is Tongwen Shuju’s Yunxi Sha nguan Huagao
(Shanghai, 1915) whose illustrator I have not been able to identify,

87. Minghua Jifin (Compilation of Famous Paintings) (1897)is a lithographed
collaborative huapu published by Shanghai Shuju. It includes 166 images
by ten prominent ariss: RenYi, Zhang Xiong, zhy Cheng, Sha Fu, Hu
Yuan, Ren Xun, Ma Tao, Xu Xiang and aWujiang follower of WangLi, Xu
Zhen (r841-1915). However, the fact that three of these artists had died
more than a decade earlier, the internal coherence of the selection, and
the low Quality of this particular edition combine to suggest that the
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}:5: edl::m may !:e a reprint of an earlier work. Haishang Erda Mingjia

— N Gaapn “F1 e Famous Shanghai Masters) (1924) Was publishedina

lgﬂj ﬁr quality "lh?gfaphed edition by an unidentified publisher in

um Eht"'"‘:‘ masters in question are Qian Hui'an and Cao Hua, and the

T gf;‘ E:"S’E‘VES bear various dates from the 18708 1O the 1890s. Sanxi

y Elr;iri.:ﬂ 0 (1924), P}lhhﬁhtd by Dahua Shuju, ‘ncludes a very large

S nof images, divided up among ten thematic headings, for the

888 ji;l'-t?taktn aver from earlier publications. lts sources include the

o Il uan I-Euazhunn and Wang Yin's manuals of the early 1880s.The

p pRuzos L URgY Zhai Conghua (Compendium from the Studio for

reserving the Past) (about 1925), published by the Jiyun Shuwu, includes

!.'rEt angd-..;r interesting selection of late ninete enth-century images.

including all the images of the Haishang Mingjia Huagao, alongside more

;ﬂmﬁ__'“i’““ﬂ’ designs. Finally, as its title SUBgEsts Sha Shanchun Renwi

hanji Huapu (Painting Manual of the Fans of Figure Subjects by Sha Shar-
chun)(about 19153'1FUb‘ishtdb}*Yu:aiShuju.purpnrtsmrep works

b_'?' Sha Fu. About half the book does indeed reproduce lithographic ver-

sions of album leaves by that Suzhou painter: all the fan jmages, however:

were taken from RenYi's 1887 Ren Bonian iansheng Zhengi Huapu. Oneach

& pirated image, the seal of RenYi has been replaced by 3 seal of Sha Fu.

. See Wang Shucun, Huajia Qian Hui'anyu Minjian Mianhua, in Zhongguo
Minjian Nianhua Shi Lunji {Tianjin, 1991}, 297307 and Bo Songnian,
Zhongguo Nianhua Shi (Shenyang, 1986), 68-70: who also notes that the
Yangliuging workshops copied compositions Qian’s student, Shen
Zhaohan, but gives no dates. gee also Chou Ju-hsi's discussion of Qian
Hui'an in Transcending Turmoil, 133-134-

%9. Bo, Zhongguo Nianhua Shi, 69-79-

90. As for color woodblock-printed New Year's pmts.judgiﬂgbjfpriﬂﬁﬂﬂ“'
inthe collectionof the ShanghaiMumdpnlwstnryMuﬁcum there wereat
|east five manufacturers in Shanghai around 1900 (Feiying Ge, Yunxiang
Zhai, Bache, LaoWenyi, ShenWenzhil, all .:D,mrml;ed in the area of Jiu

Jiaochang Street in the Chinese city near the Temple of the City God.

Among the designers at that point was the former Dianshi Zhat H
artist, Tian Ying. It remains to be seen whether the production of New
Year's printsin $ ghai itself (as against Suzhov) canbe traced back into
the pre-1895 period. and towhat extent Shanghai painters Wer® involved.

. ing example, still bound into the magagine, 1%

of the Musée Guinm,l?aris.
gz. Xu and ¥u, Qingmao, 349
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93. This account is based on a full-page advertisement of lithographed art-
works for sale that appeared in Dianshi Zhai Huabao in the late 1880s.
Calligraphers were also represented, with examples of work by Hu Yuan
andWu Dan,

94. See the modern reprint by Changchun Shi Guji Shudian, 1983, under the

title Zhu Menglu Huaniao fian.

- Collection of the author.

. ZhouWu, Zhongguo Banhuashi Tulu, 1, number 345. According to Ge's
Huyou Zaji, 19, letter papers were sold by the same shops that sold fans,
contemporary paintings and calligraphies, and artists’ materials, some-
times generically called ‘fan shops.” Ge Yuanxu notes that the leading shops
in the concessions were: Guxiang Shi{with which HuYuan had a particu-
lar connection), Manyun Ge, LihuaTang, and JinrunTang; in the Chinese
city, the main establishments were Deyue Lou, Feiyun Ge (in the Yu
Garden), and Lao Tong Qun. JiuhuaTang was established at a later date,
as was, presumably, XihongTang, which advertised a number of times in
Dianshi Zhai Huabao (see issues numbers 86 and following).

97. See Chou Ju-hsi's detailed analysis of the origins of Shanghai painters in
TranscendingTurmoil, 102-109. One especiallylarge group of painters came
from the northern counties of Zhejiang province - Shaoxing, Ningbo,
Jiaxing, Hangzhou — that s, the same region that supplied alarge propor-
tion of Shanghai's bankers, merchants, and compradors. By moving to
Shanghai the painters were following their natural patrons, as well as
opening up anew market for themselves, Anotherlarge group of painters
came from Suzhou and surrounding towns, where painting was long-
established as a component of that area’s handicrafts industry. A further
contribution of Suzhou to the Shanghai art world was, as we have seen,
through the export of illustrators, independent artisans on a lower level,
whobymoving to Shanghaiwere adapting to the creation of a new mass-
market publishing industry. Suzhou was in addition, along with Song-
jiang, one of the most important sources of calligraphers/writers, whose
title slips, frontispieces, prefaces, colophons and postfaces were crucial
components of the art books.

98. Yang, Haishang Molin, 5.

99. See the modern reprint by Changchun Shi Guji Shudian, 1983, under the
title Zhang He'an Baihua Jian (Zhang He'an's One Hundred Flower-
design Letter Papers).

oo, Transcending Turmoil, 216.

g R
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io1. Patricia J. Graham, The Development of an Architectural Setting for the
Japanese SenchaTea Ceremony,’ Orientations (September 1001), 74-75

102. Transcending Turmoil includes one painting by Hu Yuan for aJapanese
patron, Shoto, bought for him by a Japanese visitor to Shanghai, Kotani
Murata (130-131). Chou Ju-hsi cites the poetic culogy Twelve Masters in cal-
ligraphy cited by Wang Tao in Yingruan Fazhi, which says of Hu Yuan, A
piece [from his hand] is worth a city in Japan’ (126)- Shenjiang Mingsheng
Tushuo includes an illustration of Japanese Customers buying paintings
(old paintings in this case) in Shanghai.

103 Although this is not the place to make the case for Nanga influence on
Chinese painting, some of these artistscan be argued tohave incorporat-
ed certain ideas from Nanga painting into their mmwoﬂ-:.l:}ntlmiwiﬁtﬁ
to Japan, see Tsuruta,'Study of a Chinese Painter, 1-11. These Shanghai
painterswere preceded bysuch Cantonese painters as LuoQing,asshown
by Tsuruta.

104. A Shenbao editor, Huang Shiquan, in his Songnan Mengying Lu, notes
Rézan as a painter of landscapes and plum blossom. This textisincludedin
Shanghai Guji Chuban She, Shanghai Tan Y Shanghai Ren Congshu (1989
reprint), 102. For other artists, secTsuruta, Study of aChinese Painter. .??'

105. Tsuruta Takeyoshi, Kindai Chiigoku Kaigd (Recent Chinese Painting)
(Tokyo, 1974), 25. :

106. See the advertisements for Huiying Ge and Fuying Shuju (incorporating
representations of their premises) in Dianshi Zhai Huabao, issue number
102 (I887).

107. It also raises two other questions which gob
article. Does the Guangxu period interest in sets of portraits -:::f courte-
sans have any connectionwiththe l-::nng-standingjapanﬂf practice of this
genre in ukiyo-¢? And is the inclusion of Hokusai-style designsin Coil-‘-‘ﬁ‘;‘i
Paintingsof the Dianshi Zhai a post-facto indication that the Hokusai st L;

played some role in forming the Ren Xiong/Ren Yi mode of painting’

“Fhe more linear version of the Shanghai style of painting best represent”

edby RenYi,and derived fromRen Xiongis:ustomarﬂydeﬁﬂ

its roots in the art of their seventeenth-century northe

decessor, Chen Hongshou, But their part

area with close artistic contacts with Japan g:;f i

dyna i :ched leaves n

D Naiiie uﬂﬂhw poems byY o Xie (Palace Muse-

um, Beijing) betray a direct knowledge of ill

argues fora formative Japanese connection.

eyond the bounds of this
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108. As noted in the biographies of Haishang Molin, numerous painters were

also practitioners of the kungu genre of theater.

rog. WangTao, Yingruan Zazhi, 73.

I10.
I1l.
II.

113.

IL4.

115.

116,

Songnan Mengying Lu, 140.

Zhang, Hansong Ge, 121.

This novel has been partially translated by Shih Shun Liu, under the title
Vignettes from the Late Qing (Hong Kong, 1975).

In this pre-photojournalistic world, we can already see the first hints of
the artist’s transformation into a public figure. In the illustrated books,
the self-portraits of WangYijie and Chao Xun, or Ren Yi's portrait of Chen
Yunsheng, all point in this direction. A number of the images in RenYi's
Ren Bonian Xiansheng Zhenji Huapu and Yu Li's Shanyin Yushi Huagao are
suggestive of rather ostentatious self-representation invarious disguises or
personae, By the first years of the twentieth century, leading artists of this
period - RenYi, Ren Xun, Hu Yuan —will appear, mythologized, in novels.
Richard Vinograd, Portrait and Position in Nineteenth-Century Shang-
hai, in Boundaries of the Self: Chinese Portraits, 1600-1900 (New York, 1992).
Many such sketches have survived. For a wide range of examples by Ren
Yi, see the recent Renmin Meishu Chubanshe compilation, Ren Bonian
Zuopin Ji (Shanghai, 1993).

The artists themselves referred to the former as a gongbi (fine brush) or
yuanhua (academic) style, and to the latter as a xieyi style.

117. Transcending Turmeil, number 6z,

118,

See Transcending Turmaoil, 345, note 320.
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