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A RARE AND FINELY CARVED
ARCHAISTIC CELADON JADE EWER
AND COVER

Ming Dynasty (1368-1644)
21 cm.(8"/4in) high

Provenance:
Christie’s London, 4th December 1995, lot 241

HKD: 350,000-550,000
USD:45,200-71,000

The ‘kuilong' pattern found on the present jade ewer first
appeared on Wertern Zhou jades where the ku/ dragon
was depicted as a single-footed mythical creature. The
representation was rendered into a more abstract form as
it was transferred to geometric patterns used to decorate
bronze vessels during the Zhou dynasty onwards.

Large jade boulders such as the boulder from which the
current vessel was carved were relatively scrace during the
Ming dynasty and it is therefore quite rare to find carvings of
this large size during this period.

The form of this ewer and cover relates closely to blue and
white, kinrande and lacquer ewers from the Jiajing or Wanli
periods such as the gilt-decorated kinrande ewer sold at
Christie’s Hong Kong, 27 October 2003, lot 606. However,
Jiajing and Wanli ewers are generally raised on a tall foot
and the absence of the foot and the archaistic, rather than
auspicious, design may suggest a slightly earlier date for
the present ewer.
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A FINELY CARVED YELLOW JADE

CAMEL GROUP
Ming Dynasty (1368-1644)

4.5cm. (1.8 in.) wide

HKD: 400,000-600,000
USD:51,600-77,400












AN IMPERIAL DOUCAI"GREEN DRAGON" WINECUP

Chenghua Six-Character Mark and of the Period (1464-1487)
ROSE KERR

Former Keeper of the Far Eastern Department at the Victoria and Albert Museum, London

In 1993 the Tsui Museum of Art in Hong Kong was joint presenter, together with the Jingdezhen Institute of Ceramic Archaeclogy, of a valuable and eagerly-
anticipated exhibition. The event publicised, for the first time, the vast numbber of Chenghua porcelain sherds and incomplete items that had been excavated
at the Ming dynasty imperial kin site at Znushan in Jingdezhen. Among them were several rare and previously unrecorded types. The exhioition and its findings
were recorded in a key catalogue, A Legacy of Chenghua (Hong Kong, 1993). Number C85 in that catalogue was a small cup decorated in overglaze green
enamel, the green contained within the underglaze blue outlines customary to doucar. This combination of a single enamel colour with underglaze blue outines
was extremely unusual, as was the dragon design, and caused much comment at the time. As the Director of the Jingdezhen Institute for Ceramic Archaeclogy,
Liu Xinyuan, noted: “The rarest motifs are floating flowers on water, green dragons and aubergine dragons.” (A Legacy of Chenghua, p.59).

The cup in the exhibition portrayed a dragon striding above clouds, in a near-identical pattem to this winecup, save that its enamel was smudgy and uneven in
tone and sections of the blue outline had failed to appear. The winecup shown here, by contrast, has green enamel that is clear and bright, while its delicately
nuanced outline has succeeded. Its body is very finely potted in a style known as tuotai or “bodiess”’, whereby porcelain pieces were shaved down while

leather-hard on the wheel to the point that their walls were so thin as to be semi-transparent. When held 1o the light this cup is translucent, so that one can
see the dragon decoration, and the outline of one’s fingers, through the porcelain. Archaeologist Bai Kun observed that: “The fragments of bodiless porcelain
Cups.....excavated at Znushan reached into the thousands. It has been said that huge sums of money were expended in producing such fantastic porcelains
and that each one cost as much as its weight in silver.” (A Legacy of Chenghua, p.258)

The shape of this cup, with tall sides, flared rim and small foot, is typical of both doucar wares and other Chenghua types, for example plain white cups with

incised dragon designs in the so-called “sweet white” manner, such as those from the Imperial Palace Collection preserved in the National Palace Museum.
(lustrated in Catalogue of the Special Exhibition of Chenghua Porcelain Ware, Taipei, 1977, nos. 63,64 and Catalogue of the Special Exhibition of Chenghua

Porcelain Ware, Taipei, 2003, nos. 141, 168). The style of the dragon is also characteristic of Chenghua period porcelain. Such dragons are characterised by:

having five claws outstretched like a circular fan; carefully shaped ovoid scales; clearly marked flame-like crest along the upper back; uptumed nose, whiskers
and mane; and ribbon-like streamers flying backwards in the wind, attached to the upper body (op.cit., 1977, nos. 11, 88-90).

Of all wares produced for imperial consumpption during the Chenghua reign, doucai were the rarest and most treasured, in part because they were so difficult to
manufacture. We have already described the steps taken to ensure potting of the highest quality, with paper-thin walls and relatively heavy feet to ensure stability,



a feature particularly evident in small vessels like this cup, that have a significant height to diameter ratio. After meticulous forming, doucai pieces were then
painted with their underglaze blue outlines, in a range of complex pattems. Although the excavations at Zhushan revealed the existence of a far greater range
of designs than had previously been known, doucai decoration had already long been renowned for its innovative range of motifs. Therefore, painters of the
first rank were required to carry out this initial stage of painting.

Another task carried out at this stage was the writing of an underglaze cobalt blue reign mark, onto the foot. The reign mark on this cup, and its confinement
within a square, double-line border, is again typical of Chenghua period imperial porcelain. Chenghua marks have a style that is quite consistent, and at one
time it was posited that there was only one caligrapher writing all marks on official wares during the reign. That now seems unlikely, and experts who have
spent a great deal of time examining reign marks have other views. Liu Xinyuan, for example, suggested that the original mark was written by the emperor
while he was quite young, and his calligraphy not yet fully developed, and made several points regarding the writing of the mark (Liu Xinyuan, personal
communication. This view was expanded on by Liu in his essay in A Legacy of Chenghua, p.76, pl.18a). Whatever the truth is, the Chenghua mark is in fact

quite inelegant, thick, slightly unbalanced and seemingly immature. Some common characteristics of the mark, by whatever hand but true to the period, are:

1.The first character “great” (k) : the beginning of the second stroke seldom extends much below the first stroke, looking stubby, but when it
occasionally does the beginning is fat: the third and final strokes end thickly
2.The third character ‘cheng” (%) : the third stroke descending is not curved but straight and vertical
3.The fifth character “year” () is unusually souat and souare
4.The last (sixth) character “made” (%) : the ninth stroke does not extend beyond the standing knife (i dao) radical
5.The final “tails” on most characters are abrupt and sharp, like fish hooks
6.The square, double-fine border is written with thick strokes, with ink at each right angle
7.The mark overall is faintly obscured, as if covered with a thin haze

Alter the pattem outline and reign mark were complete, wares were coated with a smooth, fine glaze and fired inside saggers in a high-temperature kin, to
produce pieces with a clear, faintly honey-toned glaze. Scientific analysis has revealed that Chenghua glazes had a lower content of iron oxide and calcium
oxide than those of the early Ming period (see Rose Kerr (ed.) and Nigel Wood, Science and Civilisation in China, vol. \V part 12, Ceramic Technology,
Cambridge, 2004, section on glaze technology). This meant that less iron oxide dissolved in the glaze during reduction firing, lending a warm rather than a
cool tone to the porcelain.

The plain white porcelain with underglaze blue decoration was then ready for the next stage of manufacture, namely the addition of overglaze enamel
colours. These needed to be carefully dabbed on to the pot so that they fitted within the blue outlines, a meticulous process. This is probably the reason
that the term doucai (meaning‘dovetaling colours”) was introduced for the wares during the eighteenth century, an era when doucar styles of decoration

were being reproduced during the three great reigns of Kangxi, Yongzheng and Qianlong. The enamel colours needed to be fired a second time in a low-



temperature “muffle” kin, a process not without danger for wares of such fragility. The huge quantity of smashed sherds at the imperial kiin site
revedled objects that had failed at both stages of firing; either after the first high-temperature firing, or after the second muffle kin process. It is
apparent that for coloured wares like doucar, unlike blue-and-white, the risks were doubled.

The smashed sherds at the site confimmed a practice prevalent during the early and mid Ming periods, namely the intentional destruction and burial
of imperfect objects, that were immediately rejected after fing. Imperial wares were subject to extremely strict quality control, which makes the
sunvival of whole pieces so exceptional, especially when one considers the possibility of damage in the 500-plus years since their manufacture.
The cup lllustrated here, for example, is of such eggshell thinness that it could not have been re-assembled after the process of piercing and
smashing that was customary, and its survival as the only known complete example of this design is astonishing.

Chenghua porcelain, and in particular doucai ware, was treasured in China throughout the Ming and Qing dynasties, to the extent that attempts
were made to replicate its complex technology. Its rarity has also conferred high value, from the Ming period down to the present day. Some are of
the opinion that the Chenghua emperor himself, a man of distinguished artistic accomplishment and refined aesthetic interests, contributed to the
inttiative to create such innovative products. Whatever the case, doucai wares have always been eagerly sought by collectors.

Onre such callector of rare and beautiful things was the late T.T. Tsul. | was fortunate to know T. T. from the fate 1980s onwards, when his passion
for collecting outstanding fiems of ceramics for his already extensive collection was intense. In 1988 he visited the Victoria & Albert Museum and
agreed 1o sponsor the refurbishment of the primary gallery of Chinese art there. He looked round the museum galleries and offices, listened
carefully to our proposal, and then signed a one-page agreement on the spot, to our astonishment and delight. He told me later that he always
checked 1o see that an institution paid more attention to its public display spaces than to the comfort of its staff accommodation, and in this case
we had passed the test! He was a delightful sponsor, aways encouraging and never interfering, his only request being that the gallery should be
labelled b-ingually in Chinese and English, so that visitors from Asia would be comfortable in their visit. When the new gallery opened in 1991 it
bore a banner in elegant brush calligraphy by T.T.s wife Amy, and was the first gallery in Europe to be fully bi-ingual. During the 1980's and 1990's
[visited his own museum, first in Kowloon and then in the Old Bank of China building, and had the pleasure of examining extraordinary ceramics
there, including this unique doucar winecup.
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Underglaze-Blue Xuande Six-Character Mark within
Double-Circle and of the Period (1426-1435)

26.8cm. (10 /2 in.) diam

HKD: 12,000,000-22,000,000
USD: 1,548,400-2,838,700






Only a small number of Xuande bo decorated with dragons
are known. These include an example in the Palace
Museum, Beijing illustrated in The Complete Collection of
Treasures of the FPalace Museum, Blue and White porcelain
with Underglazed Red (), Shanghai, 2000, pl. 124; an
example in the National Palace Museum, Taiwan included
in the Special Exhibition of Selected Hsuan-Te Imperial
Porcelains of the Ming Dynasty, National Palace Museum,
Taipei, 1998, cat. no. 37; an example in the Victoria and
Albert Museum, London, illustrated in Far Eastern Ceramics
in the Victoria and Albert Museum, London, 1980, pl. 148;
an example in the British Museum, London, illustrated in
Oriental Ceramics, The World's Great Collections, vol. 7,
Tokyo, 1976, Monochrome pl. 97; a bowl in the Nanjing
Museum, illustrated in Xu Huping, Treasures of the Nanjing
Museum, Hong Kong, 2001, no. 45; an example in the
Freer Gallery of Art, Washington D.C., illustrated in Oriental
Ceramics. The World's Great Collections, vol. 10, Tokyo,
1976, pl. 104; and an excavated example from the imperial
kiln site of Zhushan found in 1983 and exhibited at the
Chang Foundation, Taiwan, Xuande Imperial Porcelain
Excavated at Jingdezhen, 1998, illustrated in the catalogue
no. 16.1, pl. 25.

Examples sold at auction number around eight including
a blue and white bowl from the Wu Lai-Hsi Collection first
sold at Sotheby’s London, 26th May 1937, lot 52 and
again from the Collection of C.M. Woodbridge, 8th May
1951, lot 69.

A second example from the Collection of Major Lindsay F.
Hay was sold at Sotheby's London, 16th June 1939, lot
84, and again from the Collection of Lionel Edwards, 8th
February 1945, lot 84 and for a third time, from the Estate
of Major Lindsay F. Hay 25th June 1946, lot 60.

Five further examples were sold at Sotheby's London
including a bowl sold at Sotheby's London, 6th April 1976,
lot 116; one at Sotheby's London, 7th December 1983,
lot 292; another sold 11th May 1965, lot 27 and later at
Christie's New York, 9th November 1981; a fourth, now in
the Matsuoka Museum of Art sold at Sotheby’s London,
26th June 1973, lot 236; and a fifth, also sold at Sotheby's
London was sold on the 13th December 1977, lot 472 and
more recently at Sotheby's Hong Kong 10th April 20086, lot
1659,

Another example was sold at Christie's Hong Kong, 20th
March 1990, lot 519.
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Provenance:

General Haughton Collection

Bluett & Sons, London

Gertrude and Otto Harriman Collection(1948-1970)

Exhibited:

Mostra d’Arte Cinese/Exhibition of Chinese Art, Palazzo
Ducale, Venice, 1954, cat. no. 647

Chinese Blue and White Porcelain: 14th to 19th Centuries,
Oriental Ceramic Society, London, 1954, cat. no. 81

Bristol City Museum and Art Gallery, Bristol, U.K. (on loan
1970-1989)

Nottingham Castle Museum and Art Gallery, Nottingham,
U.K. (on loan 1989-2012)

Comparable Examples:

The Complete Collection of Treasures of the Palace
Museum: Blue and White Porcelain with Underglazed Red
(1), Shanghai, 2000, pl. 124

Special Exhibition of Selected Hsuan-te Imperial
Porcelains of the Ming Dynasty, National Palace Museum,
Taipei, 1998, cat. no. 37

Treasures of the Nanjing Museum, Hong Kong, 2001, no. 45
Far Eastern Ceramics in the Victoria and Albert Museum,
London, 1980, pl. 148

Oriental Ceramics, The World’s Great Collection, vol. 7, The
British Museum, Tokyo, 1976, monochrome pl. 97

Oriental Ceramics, The World’s Great Collection, vol. 10,
The Freer Gallery of Art, Tokyo, 1976, monochrome pl. 104
Tianjin Museum of Art, Tian Jin Shi Yi Shu Bo Wu Guan
Cang Ci, Tianjin, 1993, pl. 85

ELFEIIHESEE

National Palace Museum, Taipei

A TAIPTERIDHEY R
The Victoria and Albert Museum






A RARE AND IMPORTANT MING BLUE AND
WHITE DRAGON BOWL

Huang Qinghua

Emperor Xuande, Zhu Zhanji was known for his deep appreciation of
poetry, literature and the arts. He was a benevolent ruler who reigned
for ten years embracing the Confucian tenets. He was described
as “a responsible emperor who ruled over a remarkably peaceful
period during which his empire saw a stable political environment
with its people living and working in harmony and contentment. Ever
since its conclusion, the Xuande reign has been considered the
Ming dynasty's golden era.” Historians refer to this period as the “Ren
Xuanzhi Zhi” (period of benevolent governance).

The emperor was a significant patron of the arts and his own artistic
talent was comparable to that of Emperor Huizong of the Song
dynasty as he devoted majority of his time indulging in a wide range
of literary persuits. The production of imperial works of art flourished
profoundly during this period, ranging from lacquer, gold, embroidery,
ink paintings to porcelains. Imperial porcelains from this period are
ranked among the finest examples throughout Chinese history,
and are particularly notable for the innovation of novel designs,
interesting decorative techniques and the variety of inventive glaze
colours. In the text Wu Za Zu (R$48), Xie Zhaozhe from Jiajing
period remarked,” The glazes, shapes, designs and marks of
Xuande porcelains were so spectacular that their prices were already
surpassing those of the classic wares of the Song dynasty.”

The rarity and prominence of Xuande porcelains can be attributed
to the emperor's own considerable cultivation as an artist and poet.
In Wu Sheng Shi Shi (JEE:55R), Jiang Shaoshu, a Ming dynasty
historian, wrote in praise of the Emperor Xuande, “The virtuous
emperor was so artistically cultured— he was skilled at depicting
any subjects from still life, landscapes, figures to flowers or birds.”
Emperor Xuande was a gifted artist, placing a high emphasis on
Song dynasty literature. He formed the Xuande Painting Academy,
recruited painters from across the empire to paint within the
Forbidden City so that they could exchange and learn from one
another. Under Xuande’s strict supervision of the manufacture of
imperial porcelains and due to his high standards for perfection,
some of the most distinctive masterpieces in the history of Chinese
porcelain manufacture were produced during the brief ten years of
the Xuande period.

Xuande imperial porcelains began production in September of the first
year of Hongxi, and ended in January of the tenth year of Xuande.
However, porcelain production was suspended in May of the fifth
year of Xuande, eventually resuming in the eighth year of Xuande.
It was directly managed by the Construction and Maintenance
Department under the ninth rank officials. Despite their low ranking
positions, the most skilled imperial klin workers were chosen to
complete the works. Prior to the Xuande period, during the early
years of the Ming dynasty, it was usually the court painters or the
craftsmens' responsibility to oversee the production. For instance, the
famous landscape painter Guo Chun from Yongle Period as well as
the flower and bird painter Lin Liang from Hongzhi Period were both
put in charge of the imperial porcelain production at various times.
Unfortunately, the historical records detailing who was in charge of
the Xuande imperial kins were lost, but it has been suggested that a
high ranking official of the Imperial Court was appointed to supervise
the porcelain production. It is evident that Emperor Xuande placed
extremely high importance and value on the firing techniques of the
porcelains during his reign.

Emperor Xuande was very stringent when it came to managing the
production at the imperial kilns. In upholding his imperial authority,

he savagely punished malpractice. This is evidenced by the case
of the corrupted supervising official, Zhang Shan, who secretly
confiscated porcelains. According to Ming Xuan Zong Shi Lu (FR
BEREH), in December of the second year of the Xuande period,
“‘Inner court official Zhang Shan was executed for embezzlement.
When he was sent to Raozhou to supervise porcelain production, he
abused the kiln workers and seized imperial wares as his own. He
was consequently beheaded in public.” It is apparent that the Ming
dynasty emperors went to great lengths to restore strict discipline in
order to prohibit the widespread dispersal of imperial wares. In the
past ten years of archeological excavation in Zhushan, it has been
established that most of the imperial wares can be grouped into
distinct categories: those acceptable for imperial use and those not
considered to have reached the imperial standard. The imperial kins
imposed a regulation to “destroy and bury the leftover or defective
wares, and only retain the highest-quality wares.” This helped to
maintain the fine quality of imperial porcelains and prevented the
outflow of these treasures. Given that each piece of Xuande imperial
ware had to undergo a rigorous screening process before it was
offered to the emperor, every single one was refined and perfect.
With this in mind, the saying that Xuande-marked pieces are the
most splendid of all' seems particularly apt.

The present Xuande ‘dragon’ bowl represents the most exquisite
type of ware produced in the imperial kilns during this period. With a
dense wall, this bowl has deep rounded sides rising from a concave
pase. When one touches the surface, it is as smooth as jade and
the glaze has a blueish green tint. The body of the bowl is firm
and white and sits sturdily in one’s hand. A field of cresting waves
surrounds the rim, the exterior displays two fierce five-clawed striding
dragons chasing a ‘flaming pearl. It depicts one dragon establishing
its dominance by chasing the other dragon aggressively. The
clashing blue and white waves surge up and down and iron spots
are scattered throughout the bowl, as if the water droplets from the
waves are carelessly splashed against the audience. The defined
brush strokes of intense and rich blue are supremely powerful in
juxtaposttion to the white background, helping to make this Xuande
bowl a masterpiece of the era. The interior of the bowl is left
undecorated with the exception of a double line just under the inner
mouth rim and a central six-character mark in underglaze blue within
a double ring around the characters that reads “Made in the Xuande
Period of the Great Ming” in regular script. The construction of the
characters, the clean and crisp brush strokes, the elegant structure
and the style of the characters are all similar to the regular script of
the Jin and Tang Dynasties.

The Bo (%), alms bowl, is one of the more innovative inventions of
Xuande kilns and it can be categorized into two variations—blue
and white decoration or powder-blue decoration. An example of the
latter can be seen from the E.T. Chow Collection and another in the
Capital Museum Collection, Beijing. The size and the incised dragon
pattern on the E.T. Chow bowl are identical to those of the present
‘dragon’ bowl. In addition, a similar fragmentary bowl was excavated
at the imperial kiln site in Zhushan. The bowl in the Capital Museum
in Beijing, however, is plain without any incised pattern.

Blue and White ‘dragon’ bowls of this type are very rare. In reviewing
the current Chinese and Western museum collections, examples can
pe found in the following important collections:

1. Palace Museum, Beijing, illustrated in The Complete Collection
of Treasures of the Palace Museum. Blue and White Porcelain with
Underglazed Red (1), Shanghai, 2000, pl. 124

2. National Palace Museum, Taipei, included in the Special Exhibition
of Selected Hsuan-te Imperial Porcelains of the Ming Dynasty,
National Palace Museum, Taipei, 1998, cat.no. 37

3. Nanjing Museum illustrated in Xu Huping, Treasures of the Nanjing



Museumn, Hong Kong, 2001, no. 45

4. Victoria and Albert Museum, London, illustrated in John Ayers, Far
Eastern Ceramics in the Victoria and Albert Museum, London, 1980,
pl. 148

5. Sir Percival David Collection at the British Museum, London,
published in Oriental Ceramics. The World's Great Collections, vol. 7,
Tokyo, 1976, monochrome pl. 97

6. Freer Gallery of Art, Washington D.C., Oriental Ceramics. The
World's Great Collections, vol. 10, Tokyo, 1976, monochrome
pl. 104

In addition, the shape and decoration of this ‘dragon’ bowl is identical
to one that was sold at Christie’s Hong Kong, 30 May 2006, lot 1251
(16.5 cm. diam.). As one can see, ‘dragon’ bowls were produced in
two different sizes.

Given that the imperial workshops and kilns were under imperial
supervision, all the models had to follow the imperial palace’s strict
prescribed standards. Therefore, the decorations and designs
could not be liberally altered. Since the establishment of Jingdezhen
imperial kiln during the Hongwu period, it was specified that “the
model, shape, material and the number of workers needed to
be determined when a piece of imperial ware went into kiln firing
process.” A systematic workflow was enforced whereby the style of
ware would depend on the requirements of the firing techniques. For
instance, it was recorded in Da Ming Hui Dian— Gong Bu— Yao Ye (K
PR B T EB-28)4), “During the eighth year of the Xuande period, the
supervising eunuch was told to manufacture ‘Dragon and Pheonix’
imperial wares. His subordinate was sent to deliver the design of
the items to the Raozhou imperial kiln, and 440,350 pieces were
made.” This demontrates that in order to fire a piece of imperial ware,
the firing technique requirements need to be proposed first, then
the Construction and Maintenance Department would oversee the
design before it was sent to the imperial kiln to be fired.

The Xuande mark was written by the official court calligrapher Shen
Du. His calligraphic works were very much favored by Emperor
Xuande and the emperor considered Shen Du to be his master
calligrapher. In Wanii Ye Huo Bian (8 BEPEERR), it noted that Emperor
Xuande's calligraphy style “imitates Yan Qing Chen (Yan Zhenging),
and displays a scent of Shen Du.” Shen Du was an influential figure in
the cultural life of the Ming Court in the early Ming dynasty. In Yu Tang
Cong Hua, Chapter 7 Qiao Yi (2 & BT I5E) written by Jiao
Hong from the Ming dynasty, it is documented that: * Shen Du was
one of Emperor Xuande's favourite calligraphers. All the jade albums
or the golden slips used in the imperial ancestral temples, stored
in the archives, given to other countries, or inscribed on stele were
inscribed with his calligraphy. In Shen Du's famous calligraphy work—
Zhang Huan Mu Jie Ming (3RIBEHRE$E) (Zhang Huan's tombstone),
the three characters 'Xuande' (E1&) and 'Nian' (£F) on the tombstone
are identical to the Xuande marks on the porcelain wares. There is a
considerable amount of resemblance in terms of the size of the dots,
the length of the strokes, the power of the brushstrokes, as well as
the structuring and spacing of the characters. It was apparent that
Shen Du wrote all the Xuande marks before they were inscribed on
the imperial wares.

The present bowl is one of the most extraordinary designs in the
Xuande porcelains. This raises the question—what brought about
to the creation of this form of bowl? What is the usage of this bowl?
The academic community has not been able to reach a consistent
conclusion. Based on its shape and pattern, it must have been
intended for special use and would not have been intended as a
common bowl. It is an iconic representation of Xuande period and
the form is not found in any other periods of the Ming and Qing
dynasties. Historians believe that this bowl was made for devotional

Tibetan Buddhist practice. The word 'bo' (#%) is the Chinese
transliteration of the Buddhist aims bowl. Buddhist monks adopted
the practice of using alms bowls ever since entering China. During
the Xuande period, the Ming Court adopted the Tibetan Buddhist
faith. Given that the central government established very close ties
with the Tibetan hierarchy, many Tibetan missionaries visited the
capital to offer tributes and important Buddhist wares were created in
response to this demand.

Emperor Xuande paid extreme patronage to Tibetan Buddhist
teachings. For instance, in April of the second year of the Xuande
period, it was recorded, “The Ming Court sent a eunuch Hou Xian
carrying an imperial edict to the state tutor in Tibet—Phagmodrupa
Abhisheka, the Phagmodrupa King—Gongma Drakpa Gyaltsen,
the Propagation Prince of Doctrine—Linzenbal Gyangyanzang, the
Promotion Prince of Virtue—Zhusibar Gyaincain, the King of Nepal,
the Prince of Diyongta (&£ (), and the Assistant Prince of
Doctrine—Namkelebei Lobzhui Gyaincain Sangpo, granting them
tributes of coloured silk and satin.”

The Ming Court granted the titles of “Three Princes of Dharma’(=
KJEE) to— Karmapa Ogyen Triney Dorje as the Great Treasure
Prince of Dharma (KEAE), Mahayana Dorje as the Great Vehicle
Prince of Dharma (K3E/ETE) (both of these were granted the titles by
Emperor Yongle in Nanjing). Last but not least, Jamchen Chojey was
granted the title of the Great Mercy Prince of Dharma (KZ&/EE) in
the ninth year of Xuande period.

According to Qing Liang Shan Zhi (& RIL7E), Emperor Xuande sent
a letter to one of the three Princes of Dharma—Jamchen Chojey, the
Great Mercy Prince of Dharma.

‘I, the sovereign of the Empire, believe in Buddhism; the doctrine of
Buddhism is so spiritual and sacred that the previous emperors were
devoutly Buddhist and promoted Buddhist doctrines throughout the
empire. | believe strongly in destiny, along with my fate to rule this
land. Therefore, | will follow my predecessors’ wishes and appreciate
the karuna and mercy of the Buddha. Following the path of my father,
Emperor Hongxi and my grandfather, Emperor Yongle, | will pay all
due respect to the Buddhist teachings from the depth of my heart.
| yearn for the Great Master like you, with high merits and virtues, to
spread good blessings to my empire. Therefore, | dispatch Hou Xian
to Tibet to present you tributes with all my sincerity.”

The above example shows Emperor Xuande believed fervently in
Vajrayana and respected eminent monks. He keenly promoted the
interaction between the Ming Court and Tibet. The Xuande period
‘mandarin ducks' lotus pattern doucai bow! found in the Sakya
Monastery is one of the tributes Emperor Xuande presented to
Mahayana Dorje the Great Vehicle Prince of Dharma. This discovery
is testament to the importance attached to the Sino-Tibetan
relationship during the Ming dynasty.

These valuable Tibetan Buddhist tributes personally chosen by
Emperor Xuande were very rare. Other than granting them to the
honorable monks, Emperor Xuande would only use them for personal
Buddhist practices. Needless to say, they are extremely rare and
highly sophisticated in form.

In comparison to the bowl located in the Freer Gallery of Art in
Washington D.C., the present bowl is slightly flawed. However, it has
a very clear chronological provenance, thus it is no less important
than those found in museum collections. It was acquired by Bluett
& Sons, a London antique dealer for £25 from the original collector,
General Haughton on August 6th 1948. Later on August 30th 1948,
Gertrude and Otto Harriman (1948-1970) acquired it from Bluett
& Sons for £65. Until recently, it has remained within the family
collection.



Since the ‘dragon’ bo bowl is an iconic representation of height of the
Xuande period, it has become the focus of a great deal of attention
and one of the most researched subjects among imperial porcelains
made during the Xuande period. This bowl was exhibited in
numerous important European ceramics exhibitions, and after 1970,
it was temporarily displayed in notable museums around the world.
For example, it was exhibited in the Mostra dArte Cinese/Exhibition
of Chinese Art, Palazzo Ducale, Venice, 1954, cat. no. 647; in the
Chinese Blue and White Porcelain: 14th to 19th Centuries, Oriental
Ceramic Society, London, 1954, cat. no. 81; in the Bristol City
Museum and Art Gallery, Bristol, U.K. (on loan 1970-1989); and in
the Nottingham Castle Museum and Art Gallery, Nottingham, U.K. (on
loan 1989-2012).

This present bowl is a depiction of Emperor Xuande's deep felt
admiration and heavenly devotion towards Buddhist wisdom. When
one looks at this bowl today, its elegant and refined white jade-
like exterior and skillfully drawn designs prove that its exquisiteness
remains unblemished throughout the flight of time. Due to the fact
that blue and white porcelains from the Xuande period carry solemn
yet strikingly beautiful blue nuances, this is a manifestation that
demonstrates the enduring classical beauty of Chinese dynastic
porcelains that transcend time and space throughout the history of
China.
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(tEREEDE 148)
Sekai Toji Zenshu 14 Ming Dynasty

A RARE BLUE AND WHITE OCTAGONAL

BOX AND COVER
Jiajing Six-Character Mark and of the Period (1521-1567)

29.5cm. (11%/gin.) wide

Provenance:
AJapanese Private Collection
Christie’'s New York, 22nd March 2007, lot 309

HKD: 700,000-1,000,000
USD:90,300-129,000

A number of similar octagonal Jiajing-marked blue and
white boxes are found in important museum collections. An
octagonal box in the Tokyo National Museum is published
in the lllustrated Catalogue of Tokyo National Museum,
Chinese Ceramics Il, Tokyo, 1990, cat.no. 98. An octagonal
pbox from the Eumorfopoulos Collection, now in the Victoria
and Albert Museum, London, is illustrated by R.L. Hobson,
Catalogue of the Chinese, Corean and Persian Pottery
and FPorcelain, London, 1927, pl. ll, D26. A third box and
cover in the Metropolitan Museum of Art is illustrated by S.
Valenstein, A Handbook of Chinese Ceramics, New York,
1989, pl. 167: another is illustrated in Sekai Toji Zenshu,
Ceramic Art of the World 14. Ming Dynasty, Shogakukan,
p. 68 & 69, no. 70 &71.
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AN EXCEPTIONALLY LARGE
LONGQUAN CELADON TRIPOD
CENSER

Yuan Dynasty (1271-1368)
37 cm.(14%/gin.) diam

Provenance:
An Important Japanese Private Collection

HKD: 2,300,000-3,300,000
USD: 296,800-425,800

The present censer is notable both for its exceptional size
and superb colour. Very few examples of this large size
appear to have been preserved. The closest comparable
example in terms of the size is a significantly smaller tripod
censer in the Chaozhou Museum measuring 30.5 cm.
wide, decorated with trigrams and mask feet but lacking
the handles found on the present example, illustrated in Mei
Zi Chu Qing, Longquan Yao Qing Ci Tu Ji, Xiing Yin She,
2005, p. 186, no. 222. No other large incense burners of
this outstanding quality appear to have been published.

The Eight Trigrams, bagua, on the present censer were a
popular matif from the Yuan dynasty onwards and represent
the sky, the ground, thunder, wind, water, fire, mountains
and marshes, the eight natural phenomena.
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