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EMBROIDERY

Embroidery is a craft having practical value as decoration.
There are, on the other hand, some works of embroidery, the
function of which falls into the realm of pure aesthetic apprecia-
tion, but works of this class are decidedly less numerous than those
of practical use. The embroidery works in the collection of the
National Palace Museum belong for the most part to the latter
category, among which are works that do not want attention to
fineness of execution or depth of conception,

Origin and Early Period of Embroidery

The origin of Chinese embroidery lies in the far distant past.
Embroidered patterns of the ancient ceremonial robes, referred to
in the Classic of History, indicate that embroidery already existed
in the times of Yii and Shun. A gloss to the section “On Painting™
of the Chonfi savs, “Whatever is embroidered needs also to he
painted, whereafter it may be stitched. Thus painting and embroidery
are united under the same directing office.” Inasmuch as the Chow-fi
would appear to be a work of the Eastern Chou period, the es
tablishment of a bureau solely to oversee embroidery work must
at the latest be prior to the Spring and Autumn period and the
Warring States period. Embroidery produced under the super-
vision of the Court for its own use already existed in the Han
perind. In the period of the Three Kingdoms Sun Ch'ilan, Hege-
mon of the Kingdom of Wu, commissioned a certain Madame Chao
to make embroidered representations of mountains and streams,
physical terrain, and battle formations. In the first vear of the Yung-
chen reign period (B06) of the T'ang dynasty Lu Mei-niang em-
broidered seven chapters of the Lotus Sutra on a length of silk
Embroidery had already become a distinguished art fit for the
apartments of courtly ladies during the period spanning the Han
and T ang dynasties.

The earliest surviving examples of embroidery are works of the
Han peried. In the course of two expeditions, one in 1906-1908
and one in 1913-1916, the English sinologist Sir Aurel Stein discov-
ered examples of embroidery in the Thous and Buddha Cave at Tun-
huang. In 1924-1925, Major P. Kozlov, an officer of the Kussian
army, discovered fragments of embroidered works at Neinula, a
site in northern Mongolia And, in 1959-1960, silk weaving and
embroidery were discovered at the ancient cemetery of the aban-
doned ruins of the village Ni-yva in Min-feng hsien, Sinkiang, and in
the ancient tombs north of Assatana village in Turfan.  All are
reliable research materials for the arts of weaving from the Han to
the T'ang dynastv. From the embroideries of the Han period ap-
pearing among these materials, it is possible to gain at least a glimpse
of the stylistic characteristics of embroidery of the period.
I. The subjects of decorative designs of Han embroidery mostly
comprise: wave-like cloud patterns; phoenixes and birds wheeling
in the air; ferocious animals represented in the “flying gallop™;
clusters of mountains arranged in layers;, figures of huntsmen and
donors; as well as the interlace design frequently seen on mirrors



of the Ch'in and Han periods, and a variety of geometrical and
abstract motife Compositions are in most cases well organized,
vivacious and full of lively movement.

II. The foundation used for embroidery is fine silk, which may
itself be woven with letters. Auspicious phrases, popular at the
time, may be stitched on the foundation, phrases such as “Years
Prolonged—Longevity Increased,” “Everlasting Happiness—Bright
Refulgence,” *“May You Have a Myriad Years, as Profuse as the
Clouds, as Bright as the Sun, Bringing Benefit to Sons and Grand-
sons.” or “New Gods Vast in Spiritual Effect Perfect Longevity's
Formation of a Myriad Years." Others are related to legends of
Gods and Immortals, such as “Intertwined Dragons” “Climbing
Aloft,” and “Vast Mountains."

III. The technigue of embroidery, with chain stitch being the most
popular of the different techniques, had already achieved a tamwr
standard of accomplishment. Chain stitch embroidery 15 one tvpe
found among the methods of folk embroidery, and being a rather
simple technique of stitchery, it 15 often used by beginners. The
technique was still popular in the middle of the T'ang period.

There are only three known examples of embroidery surviving
from the T'ang period.

. An embroidered banner of Sakvamuni expounding the scrip-
tures on the Vulture Peak which was discovered in the Thousand
Buddha Cave at Tun-huang, now housed in the British Museum.
This piece depicts gﬁkyamunj standing on the pod of an open
lotus with the hem of part of his robe gathered up in his left hand.
and his right hand at his side. Behind him appear cliffs and rocks.
while a pair of bodhisattvas and a pair of monks are divided be-
tween the left and right flanks. Below are images of donors. The
foundation of this banner is coarse hempen cloth in its natural color.
The motifs have been embroidered with threads of several different
colors, including iron red, dark grey, dark green, pale grey, pink,
and two kinds of green. Wherever an image of a human figure
occurs, chain stitch has been used for the embroidery.

IL. "éﬁkyamuni Expounding the Law.” now housed in Japan's
Nara National Museum. Sakyamuni, wearing a red costume, is
seated upon a lion thronme. To the left and right are assembled
bodhisattvas, while in front appear lohans and ordinary people of
the world Toward the top of the panel immortals ride flying
phoenixes, and heavenly musicians play their instruments. Chain
stitch is still the principal technique used for the embroidery of
this scroll, the silk surface of which is filled with embrodery. The
cheeks of the faces of the figures have been embroidered with chain
stitch to form spiral-like patterns.

Both this piece and the previous one are works of the ninth
century prior to the full development of satin-stitch embroidery,
M. An embroidered costume, discovered in the Thousand Buddha
Cave at Tun-huang and now housed in the British Museum, London,
The period of execution of this work falls somewhere in the eighth
and ninth centuries. Satin-stitch embroidery has been used for the
leaves of the flowers, together with colored threads to render the
transition of tones from light to dark. Outlines are couched with




silver-wrapped silk twist, while the birds have been embroidered
with gold-wrapped silk twist coiled around and around on the sur-
face of the foundation and then couched in place with fine thread.

Embroidery of the T'ang period already sees the use of many
kinds of stitchery and colored threads, and the kinds of material
used for the foundation also vary considerably.

Embroidery of the Sung, Yiian and Later Periods

Being the high period of Buddhism, the Tang dvnasty largely
produced embroideries related to matters of religious belief. From
the Sung dynasty onwards, however, the technical skills of em-
broidery turned to other directions, which, aside from practical ap-
plication, such as the embroidery of clothing, notably included the
rize of “embroidered painting,” or painting rendered into embroidery,
imbued with poetic feeling and meaning. Painting styles thereafter
directly affected styles of making embroidery, so that once one
understands painting styles, it is no longer difficult to grasp the
evolution of embroidery.

The Ts'wan-tsu ving-hua savs, "By the time of the Hslan-ho
era (1119-1126) of the Sung dvnasty the various kinds of
stitchery developed during the T'ang dynasty had undergone a
gradual process of simplification.” If one looks at this so-called
“simplification” with the embroidered surfaces in mind, then it will
be seen that T'ang techniques of embroidery completely fill the sur-
face of the panel with embroidery, no matter whether a place on
the surface does or does not have a specific motif. Sung em-
hroidery is not like this, but rather it embroiders only the principal
contents. A preliminary lavout having first been sketched out,
its prominent formal aspects are then produced at the time of em-
broidery. Embroidery thus tended toward superbly artful effects.
The Ts'wan-fsu ving-hua consequently goes on to say, “When em-
broidery meant to be appreciated, made with simplified stitchery,
appeared at the appropriate time, it truly belonged to the category
of the unprecedented event. At this time the T ang and Sung dif-
fered well-nigh to the point of complete divergence over the tech-
nique of ‘embroidered painting.' Nevertheless, embroidery meant
to be appreciated, made with simplified techniques of embroidery,
exercised a magnitude of influence throughout the Sung and Yiian
periods, as well as the Ch'ing period, that can be considered singular-
Iy astonishing.”

The development of embroidery during the Sung period was
due to government sponsorship, about which the Ts'wan-fsu ving-hua
says, “During the Sung dynasty the Bureau of Fine Textiles at
Ch'eng-tu, long delapidated and defunct, was reactivated for the
first time in the sixth year of the Yianfeng era (1063) of
Emperor Shen-tsung. Li Tadfang, Left Ministerial Executive in
the Secretariat, set up the Bureau of Fine Textiles in Ch'eng-tu and
established an administrative official to gather together five hun-
dred famous embroiderers and makers of fine textiles from the whole
country. The Chile-kuan-chih section of the Sung Histery notes:
“The Bureau of Refined Embroideries was in charge of weaving and
embroidery for use on carriages and as regalia and for use in sacri-



fices made by honored guests. Over three hundred embroiderers
were brought together in the Bureaw.,” In the Ch'ung-ning era (1102-
1106) Emperor Hui-tsung {r. 1101-1126) set up a specialized divi-
sion devoted to ‘embroidered painting’ and split Cembroidered
painting' into the categories of landscape, bulldings, figures, and
flowers and birds. Because of the effect of a policy of encourage-
ment through incentive prizes, several famous embroiderers, here-
upon appeared in continuous succession.  In the Hsian-ho era (1119-
11267 every kind of fine art developed and quickly came to flower;
contemporary ‘embroidered painting’ reached the highest realms
as well At the beginning of the Southern Sung, in the third year
of the Chien-ven era (11290 of Emperor Kaotsung, a Bureau of
Fine Textiles was set up in Hangchow. An Officer of Tea and
Horses and an Officer of Transport saw to the manufacture of every
kind of high-class fine textile and embroidery. Consequently, Sung
‘embroidered painting’ and tapestrv, discussed above, showed the
greatest advances in development, having benefited from the strength
of the wealth and authority of the court as well as from the nur-
turing of contemporary culture,”

The famous connoisseur, critic and artist of the late Ming, Tung
Ch'i-ch’ang (1555-1636) also praised Sung embroidery in his Vi
ch'ing-kan mi-Ju, where he says: “The stitchery of embroidery
made by people of the Sung dynasty is fine and tight. Floss is
used s0 that not more than one or two strands are used per stitch,
and the needlework is as fine as human hair. The coloring is
marvellous in an ingeniously fine manner, its splendor quite daz-
zling the eve. Landscapes distinguish the qualities of the distant and
the near: buildings capture the solid form of deep perspective re-
cession.  Glances cast by human figures have an expressive feeling
of life-like movement., while birds capture extremely well the at-
titudes of mildness or rapacity. The finest ones are even better
than painting. The quality of feeling from gazing at them is that
all has been realized in perfect completeness. The warm good
nature of the dexterous embroideress iz indeed sealed within. My
family keeps a scroll in its collection which shows T ao Yian-ming
at the eastern fence of his garden despairing over his lot in life,
The landscape, trees and rocks, and elements of scenery form a pano-
plv of gaily sparkling beauty. At the side are more than ten
graphs in tinv, flvspeck standard script, which alse has a con-
centrated vigor quite out of the ordinary. This scroll is hung in
co-ordination with the prose poem ‘Returning to the Fields," a
masterpiece of calligraphy by Chao Méng-fu, where it would seem
to have found a fitting place”

Very little embroidery of the Yiian period has survived through
the ages. Tung Ch'ich'ang gives an account of embroidery of the
Yiian period in his Yiech'ing-kan midu, where he says: “Floss
as used by the people of the Yiian period was somewhat coarse, and
the needlework was not particularly tight Now and then they used
ink to trace out the eyebrows and eves. They no longer attained
the masterful skill of the Sung people”

Embroidery began to be well-developed once again after the
Hsilante era (1426-1435) of the Ming dynasty. From time to time
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Sung embroideries were copied. The Chia<ching era (1522-1566)
saw the rise of Ku-Family embroidery, which attained a position
of leading dominance. Embroidery in the Ku-Family style began
in the “Garden of the Fragrance of Dew,” erected in Shanghai by
Ku Mingshih. Han Hsi-meng. the wife of Ku Ming-shih's second
grandzon Ku Shou-ch'ien, who was himself a student of Tung Ch'i-
ch’ang, excelled at embroidery and was also skilled in painting
flowering plants. Those embroideries made by her are termed
“Miss Han embroidery.” Ku Ming-shih's great granddaughter also
excelled at embroidery, giving rise to the name “Ku-Family em-
broidery.”  Aside from these two, the maids-in-waiting of Ku T ai-
hsiieh's household and Ku Yen-p'ing's household, Ku Hui-hai's con
cubine Lan-vii, and Ku Podu's mother were all proficient in
embroidery. Thus the term Ku-Family embroidery came into cur-
rent use. Embroideries made in later generations copying their
idiom are also called Ku-Family embroidery.

On making embroidery in the Ku-Family style. Ku Shou-ch'ien
once wrote a colophon to a square album of embroidery made by
his wife Han Hsi-meng after famous masterpieces of the Sung and
Yian, in which he recounts the prominent details. The pertinent
passage reads: My wife, the good Miss Hsi-meng, distinct in her
painstaking nature, often scoffs at the excessiveness found in em-
broidery. In the spring of the chia-hsii vear (1634) she copied in
stitcherv famous masterpieces of the Sung and Yiian, copying eight
different examples in all Having completed them one by one,
she collected them together in a square album.  There was not one
viewer who failed to be struck dumb with admiration upon look-
ing at this album. Having seen that which had never been seen,
they could not fathom her profound masterv or the artfulness of
her workmanship.  Whether asleep or awake she was making plans
and preparations, in which regard she has already expended sev-
eral vears of mental energy. Master Tsung-po (Tung Ch'i-ch’'ang)
saw it and appreciated it with heartfelt enjoyment, questioning me
intensely about how her technical skill could reach such a lewvel
I had nothing o say in response.  With respectful caution | replied
that it is not something which dare be pursued during the keen chill
of winter, the steamy sultriness of summer, the dim obscurity of
blowing winds, or the gloomy darkness of rain. Often in fair
weather, when the sun iz bright and crisp, the birds cheerful and
flowers luxuriantly thick, she absorbs the breath of the vital, alert
life before her eves and stitches satin from Su-chou. The Master
simply gasped with astonishment and gave his opinion that they were
not the products of human effort.” (Quoted in Chu Ch'i-ch'ien’s
Sen-hsiu pi-chirn)

The Tswan-tsw vimg-hwa says that although embroidery in the
Ku-Family style uses satin stitch as its principal technique, it is
nonetheless a kind of embroidery technique in which one can fol-
low one's own volition. Moreover, it uses material with economy,
lacking superfluous extravagance. Apart from the use of silken
floss, it makes use of plied twist, the down from the tail feathers of
the Siamese fighting cock, gold slit, and finally human hair. From
the point of view of embroidery techniques and the use of materials,
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embroidery is truly an artistic craft rich in creative possibilities, but
it is necessary to have both intelligence and insight before one can
worlk the materials and stitchery with a sense of keen vitality.

Colored threads as used in Ming embroidery lack the con
centrated purity of primary colors seen in Sung embroidery, The
variety of colored threads in Ming embroidery surpasses that of
the Sung period. Consequently, Ming embroidery gradually tends
toward gorgeousness. Those places that the embroiderer was un-
able to render fully with embroidery are touched in with a brush and
graded tints of color, Expertize in embroidery tends to become
more and more artful, and also the cartoons used for the embroid-
ery come completely under the influence of contemporary painting.

In embroidery of the Ch'ing period, “Suchow embroidery™ sup-
planted all others in fame. In addition, each region produced its
own distinct style of embroidery, among which the more prominent
include Kwangtung embroidery, Szechuan embroidery, Hunan em-
broidery, Peiping embroidery, Chekiang embroidery and Fukien em-
broidery. Most of these styles were used only in the embroidery of
garments and regalia; works that answer the demands of pure
artistic appreciation are very rare indeed.

Famous masters of embroidery of the Ch'ing period are rather
numerous. Any list of leading artists would include, for instance,
Madame Wang, who was the mother of Ch'iu Yieh-hsiu, Chiang
P'u's wife of the Yii Family, Lu Yian-su, Ting F'ei, Ni Jen-chi,
and Shen Shou. Ting P'ei wrote the book entitled Manual of
Embroidery (Hsiw-p'u). Shen Shou (1874-1921) was a renowned
master of the Suchow style who followed the Ku-Familv style of
embroidery. She travelled to Japan to study, and there paid close
attention to the fine art embroidery of that country, in consequence
of which her own technical skill in embroidery became especially
fine. She was even able to judge the authenticity of ancient em-
broidery on the basis of the stitchery., She brought out the book
Hsiteh-huan’s Manual of Embroidery for specialists engaged in the
study of embroidery. It is indeed a pity that none of her works are
housed in the collections of the National Palace Museum,

Embroidery in the Collections of the National Palace
Museum

Most of the embroidery works housed in the collections of the
National Palace Museum mayv be classed as items of pure artistic
appreciation. In all, one hundred and seventy-nine items are included
in the collections. Among these only one can be dated to the Five
Dynasties period, while thirty-four are of Sung date, one is a pro-
duct of the Yian period, and twenty date from the Ming dynasty.
Ch'ing embroideries and embroideries of uncertain date make up the
largest number, comprising together some one hundred and twenty-
three items.

The lone example of embroidery from the Five Dynasties period
i the piece entitled “The Gods of Happiness, Longevity, and Pros-
perity.” The forms of the embroidered figures, rocks, and trees
have an antigue lopk that is straightforward and unadommed. The
embroidery technique is itself elegant in a refimed way., Most of
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the motifs have been rendered in satin-stitch embroidery, over which
net-like decorative patterns have been applied in fine silk twist.
Further, outlines and decorative patterns have been couched with
gold-wrapped silk twist.  Although both the foundation and the em-
broidery work itself are filled with unaffected antiquity and classical
feeling, we have not vet dared to fix the date of the piece with
complete certainty.

Sung dynasty embroideries in the collections of the National
Palace Museum include fourteen hanging scrolls and one album of
twenty leaves bringing the total to thirty-four separate panels.
Counting those of superb quality within this group, it can be ac-
knowledged with certainty that existing works of the Sung period
are not numerous either. As examples of superb quality one may
point to the “Thousand-armed Kuan-yin" (color pl. 18), the “White
Falcon™ (color pl. 7), and to "Autumn Hibiscus and Butterflies”
{color pl 17).

Embroidery of the Ming dynasty is frequently made in imita-
tion of Sung embroidery, so that among Ming embroideries one
does encounter pieces labelled as Sung, which are in fact only Ming
copies. In the collections of the National Palace Museum the series
of twelve panels entitled “Eight Immortals Rejoicing in Longevity,"
embroidered in the Ku-Family style, not only is Ming embroidery of
extremely fine quality, but one may very well suspect that the work
may be from the hand of Madame Han Hsi-meng herself. The
superb quality of the artistry of the embroidery is far above the
level which the general run of Ming embroiderers could equal

Embroidery of the Ch'ing dynasty is most numerous in the col-
lections of the National Palace Museum. The use of brush and
graded tints of color to make up for the inadequacies of the em-
broidery work parallels the practices of tapestry of the Ch'ing
dynasty. There are two albums of birds and flowers, one entitled
“Embroidered and Painted Flowers and Birds,” the other called
“Embroidered and Painted Birds and Flowers,” which are clearly
labelled “Embroidered and painted.” Their motifs are rendered
partly in embroidery and partly in painting. The combination of
embroidery and painting to form a pictorial surface may be ap-
preciated for its novelty wvalue. Apart from this, one may point
to such decidedly distinctive articles of embroidery as the album
“Everlasting Verdure of Elvsian Parks” (color pls. 38, 39, 40, and
41), the album of the “West Lake" (color pls. 30, 31), the scroll
entitled “Cassia,” embroidered in the Ku-Family style (color pls.
36, 37), and the album *Sixteen Lohans after Paintings Commis-
sioned by Emperor Ch'ien-lung and Calligraphy by Pi Yian." {color
pls. 53, 54).
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NOTES ON THE PLATES

1 THE GODs OF HAPPINESS, LONGEVITY AND PROSPERITY

Five Dynastier. kangiag sorodd
vize: IRS Rema J 115 em
Jowndation: ordimery wotvn il readt

Embroidered here are the three gods of Happiness, Longevity, and Pros-
perity, shown seated in a row, in front of which immartal maidens dance
and sing to the sccompaniment of musical instruments.  Above in each
corner Emperor Ch'ien-lung of the Ch'ing dynasty has added his inscriptions
i praize of the waork.

The forme and shapes of the figures, bards and anmimals, and trees and
Nowers are all infused with a certain antique awkwardness. The interior
areas of the motife are first applied to the foundation in satin-stitch em-
broidery wsing finely plied silk floss, next a net-like pattern of single threads
iz made to press tightly on the sorface of the embroidery, and finally
outlines of gold-wrapped =ilk twist are couched on the embroidery. Drapery
lines of the costumes of the fipures are in most places rendered in couched
gold-wrapped silk twist, while the facial portions of the figures are done
in finely phed and flossed satin-stitch embrosdery, in which the direction
of the stitches has precluded achieving a naturalistic appesrance.  Ink has
been ussd to dot in the evebrows and central parts of the eyves

The branches and trunk of the pine tree have been embroidered in such
a way that a realistic sense of pine bark i= conveysd. The pine needles
have however besn redueced o symbolic clusters embeowdered i daisy
stitches. Cloud patterns are remdered in gold-wrapped silk twist couched
on the foundation. and in most places the lines have not been traced out
following the ink of the original underpainting, making it obvious that the
original brushed ink lines of the cartoon were never rendered into embroid-
ery. Technigues of embroidery such as those used in this piece are very
unusal,

The piece has been recorded in the Shil-ch'ii pao-chi, Chu-lin, hsii-pien
and in the Tz'w-hein shu-hea Iuv of Cha Ch'i-ch'ien.

Collectors” seals: Various imperial seals of Chien-lung, Chia-ch’ing and
Hsian-t'ung of the Ch'ing dynasty.

2.3 SUN RISING OVER A TURBULENT 5EA

Sung o veasiy. kamgiag soendd
rige: JHSRerm o 498 em

Foundatzan; daiin-dinted _)rﬂ.lhn

Embroidered here are fantastic mountains of immortal realms and the
Red-leafed Tree of the Eising Sun. Ocean waters shoot huge turbulent
waves upward as an orange-red sun rises from the sea among propitious
clouds cast in the five lucky colors.

Color iz weed in this mece in a gracefully elegant, understated way,
and transitions of tones attain an extraordinary degree of finely gradated
smoothness, In the techmaue employed here the needlework follows the
rhythmic movement of the water and mountains amd the divections in
which the trees grow. The technigue of embroidery captures the sense
of an actual painting very well; and in rendering mountains and rocks
the application of color and the embroidery are combined in a naturalistic
manner, as thowgh a brush had been used to apply graded tints of color.
Flaces embroidered with patterns of waves have been divided into three
gomes in order to distinguish degrees of spatial depth.  Those most distant
are embroidered with dark grey threads, while these in the middle distance
employ a tanmish color,  The nearest zone has not however been completely
filled up with embroidery, but rather, areas of the pale vellow satin ground
have been reserved to indicate designs of waves. In those areas of the
water where waves have not been explicitly depicted in embrowdery, as
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the interval between the waves and the mountain cliffs, the needlework
of the blank embroidery still follows a wave-like pattern,  Reflections
coming from the gleaming threads on the surface of the embroidery pro-
duce a feeling of water and waves in flowing movement and agitation.
thus enhancing a life-like movemnent that is quite extraordinary. The
trunks of the trees toward the bottom of the scroll have been touched up
with brush and ink.

According to the dictionary Seq of Phrases and the T'fen-wen section
of the Huai-nan {zu, the body of water depicted here, known as the Hsien-
ch'ih, was thought to be the place of the rising sun in ancient days

The piece has besn recorded in the Shik-ch' pao-chi, san-pien and in
the Tz'u-hsin shu-kua fn of Chu Chii-ch’ien.

Collectors” seals: Various imperial seals of Chia-ch'ing and Hsian-t'ung
of the Ch'ing dynasty.

4 PHOENIX, CRANE, MANDARIN DUCK, WAGTAIL AND ORIOLE

Suny dynasty, banging soroll
serer TG X omE B8 om

Somdation: weven stk goupe with rafsed o

Embroidersd here among bamboo, mixed flowers and the wu-“ung tree
are a phoenix, cranes, mandarin ducks, pied wagtaila, and orioles, all as a
veiled reference alluding to the Five Human Eelationships.

Both the cartoon and the embroidery work of this piece may be ranked
in the superlative class. The embroidery work does not, however, share
the same arrangement and ordering of stitches as the general run of em-
broidery, nor does it make use of the technique of needlework where the
gtitches vary in length. Rather, it looks ss though a technigue similar
to needlepoint has been used to make the piece, a technigue rarely zeen
in Chinese embroidery, Each stitch spans two strands of the weft in the
loosely woven surface of the foundation. The needle passes over these
two threads in a vertical direction perpendicular to the weft, The process
is repeated until the interior of a design has been completely filled in with
emibroidery, producing a rather schematic effect.  The outlines of the rocks,
the feathers of the birds, and the blossoms of the peony are rendered most
prominently. In the right part of the bamboos there are two leaves of
bamboo where the guoidelines of the original cartoon may still be seen,
Either because of the demamds of the embroidery technique or because the
form as drawn was not good, the shapes of the leaves were changed. The
blackish, dull brown thresds of the crane's tail feathers and throat patch
rotted away at some points, perhaps because of the dye used, so that what
appears there now are later additions in brush and ink,

The piece has been recorded in the Shik-cl'd poo-chi, fisfi-pien and in
the Te'u-ksin shu-hua fw of Chu Ch'i<ch'ien.

Collectors’ zeals) Varous imperial sealz of Chien-lung and Chia-ch'ing
of the Ch'ing dynasty.

-6 WILD FOWL AMONG BAMBOOS AND PLUM BLOSSOM

il

Sung dymarty, hangimg soroll
e TR o SF O em
Foundatiom: tightly wonew fee silf faie

Above and below, perched on a gnarled branch of a plum tree are thres
pairs of wild birds depicted in embroidery., In the wpper right cormer
appears a large imperial seal resding Ming-ch'ang vi-lan.

The embroidery work of this pesce is naturalistic and elegant in a fine,
detailed way, capturing the fesling of an actual painting extremely well.
It would zeem that the embroiderer understood the special characteristics
of birds, for the bearning and air of the wild birds appear in most realistic
terms—feathers and fine down seem to be growing naturally. The thread
ussd in the embroidery here is not, however, silken, but rather, it resembles
a kind of thread which might be used in tailoring, Only the plum blossoms
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7 WHITE FALCON

Sung dymosty, hanging scroll
drmer B el AT T oim

Joundoteon: erdénary wees sl Foedst

8 EAGLE ON A PERCH

Sung dymasty, hanging scrof!
fize: JOF d rem ol 54,8 rm
Foundanion: Bae satén

and other minutiae are silken foss, which consequently leaves the surface
of the picture looking simple and unadorned, lacking all flashiness, Both
the feathers of the wild birds and the trunk of the tree have places that
have heen touched in with brush and tints of color,

The original cartoon and the style of composition of this piece show a
general resemblance to BIRDS AND FLOWERS OF THE EARLY SPRING.
a tapestry work of the Sung period, which may be found by referring
to color pl. 13 in the companion volume on tapestry. Perhaps the two pieces
might be considered as being works close to one another in date,

The large imperial seal in the upper right comner reading Ming-ch'ang
yii-lan belongs to Emperor Chang-tsung of the Chin dynasty. The ques-
tion of its authenticity must await further research.

The piece has been recorded in the Tz'w-hsin shu-fna fu of Chu Chii-
ch'ien.

Collectors’ seals: Various imperial seals of Ch'ien-lung, Chia-ch’ing and
Hsiian-t'ung of the Ch'ing dynasty.

The white faleon depicted here has been embroidered with fine white
strands of plied silk floss using a satin-stitch technique in which the em-
broidered forms follow the natural growth pattern of feathers and down.
Because the directions in which the threads have been arranged vary, the
gleaming white strands produce an effect of uneven reflection. A natural
feeling of feathers and down has been captured extremely well.

After the background of the perch on which the falcon stamds expect-
antly was completely filled with satin-stitch embroidery, the outlines and
zchematic floral designs were then traced out in gold-wrapped =ik twist
couched on the surface of the embroidery. In the place where the blue cord
tethering the falcon has been tied into a knot, coarse lots of silken thread
coil about to form a knot-like pattern, which is then secured in place with
stitchery, That is, after those parts where the strands appear as though
combed into flowing bundles have been arranged in order with coarse
thread, they are then secured in place with stitchery, all of which leads
to a most realistic effect.  The original brown threads of the falcon's beak
have besn mutilated, and its foundation damaged, exposing the embroidery
in the lower parts. The embroidery of the sharp talons has alsn been lost.

The threads vary in finenesa throughout the embroidery.  The embroid-
ery work is neat, but it is without a rigidly fixed technique. Itz style is
elegant in an understated way and i3 rather close to the Sung embroid-
ery AUTUMMN HIBISCUS AND BUTTERFLIES (color pl. 17). This piece
must be regarded as a product of the highest level of craftsmanship.

The pisce has been recorded in the Skik-ch'E# pae-chi, cfi'u-pien and in
the Tz'u-hsiu shu-hug Iw of Chu Ch'i-ch'ien.

Collectors’ seals: Various imperial seals of Chien-lung, Chia-ch'ing and
Haian-t"ung of the Chiing dynasty.

This scroll depicts a bird of prey perched upon a wooden staff. The
embroidery work seen in this scroll is extremely elegant in a finely de-
tailed, meticulous way, quite capable of capturing the vital spirit of the bird
of prev. The part of the embroidery around the feet of the bird has been
preserved in perfect condition.  There the embroidery work reaches a point
of perfection in the interest of the abstract motifs. The rough, coarse
texture of the skin of the claw of the bird has been rendered with a con-
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9.-10 CHRYSANTHEMUM

Susg dynary, hasging soroll
mize: 147 FomxE4.4 cm
Sowwmdation; dark browen jalin

vincing feeling of power—a considerable attainment in which nothing has
been Beft out. The feathers and down of the bird also show technical
perfection in the extreme, Except for detads, the embroidery has been
badly worn away. which is truly a pity.

Portions within the white feathers that were tinted with light brown
and also other areas colored with the same brown dye, such as the perch
and the bird’s talons, have unfortunately abraded away, due to a property
of the dyestuff which causes the fibers to disintegrate and eventually to
rot sway entirely with the passage of time. In other areas, such as the
cord tethering the eagle to the perch, the embroidery produces a feeling
of the texture of the natural materials.

The threadwork of this piece of embroidery is extremely fine, and both
the actual technigue wsed for the bird as well as the drawing reveal an
extremely accomplished maturity,

The piece has been recorded in the Shib-ch"8 dae-chi, hsil-pien and in
the Teu-hsin shu-hna 'w of Chu Ch'i-ch'ien.

Collectors’ seals: Varous imperial seals of Ch'wen-lung, Chis-ch'ing and
Hsiian-t"ung of the Ch'ing dynasty.

The present scroll, which is one of a pair, digplavs chrysanthemums
growing inm a large basin, alongside of which assorted plants in pots are
arranged in a row. The application of color i both delicate and elegant
in a reserved way. The embroidery work captures the feeling of an actual
painting very well,

The piece has been recorded n the Shil-ch'i poo-chi, hei-plen and in
the Tz'w-hsiu shu-hwa fu of Chu Chilich'ien.

Collectors” seals: Various imperial seals of Ch'ien-lung, Chia-ch'ing and
Hatian-tung of the Ch'ing dynasty.

11.12 IMMORTAL WITH THE FUNGUS OF LONGEVITY

.Slu:‘ dymagty, hompang Arrad!
ferd: T2D N pan 3 440 e
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13 HIBISCUS AND KINGFISHER

Sumy dynasty, afbum leaf
gz 207 em ¥ 2P 7 em
Foundadion: rolia
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Embroidered here is an immortal standing on a rocky slope holding a
stalk of the fungus of longevity. His right hand holds a stalk of /ing-
chili, the fungus of lomgevity, while in his left he carries a hoe with &
Aower basket hanging upon its handle. All kinds of flowering branches
goreen the rocky path from the glare of the sun.

The embroidery work of this scroll iz of inferior quality, In some parts
the deawing of the orginal cartoon bas been preserved.  Neither the brush-
work of the original cartoon nor the style of embroidery are of a high
level of craftsmanship.

Azide from the impenal zeals of the Ch'ing period, the others are all
open to further study.

The pexe has been recorded in the Skif-ch'# pao-chi, san-pien and in
the T2'u-hsin shu-fing lu of Chu Ch'i-ch'ien.

Collectors’ seals: Eight seals of the Ming collector Hsiang Yian-pien
(1525-1920% three seals of unidentified collectors; and various imperial seals
of Ch'ien-lung, Chia-ch'ing and Hsiian-t'ung of the Ch'ing dynasty.

This work is the first leaf of a twenty-page album of flowers and birds
embroidered after paintings by the Five Dynasties artist Huang Ch'ilan,
The copied inscription, which appears in the upper right corner, reads,
“Fine Masterpicce by Huang Ch'lan of the Five Dynasties” The piece
copies in embroadery an original pasnting of a kingfisher perched on a




hanging stermm of a hibiscus plant.
Collectors” seals: One imperial seal of Hsiian-t'ung of the Ch'ing dynasty
reading, Hsiian-'ung yvi-lan chil pao.

14 HIBISCUS AND CRAB

Sung dynaity, album feaf This work is the sixteenth leaf of a twenty-page album of fowers and
. 2:;:;";:?';?: birds embroidered after paintings by the Five Dwynasties artist Huang
Ch'iian. It copies in embroidery an original painting of a crab hanging
from a hibizgcus plant. The crab has been touched up here and there with

additioms of colored tints after the completion of the embroidery.

15 CHRYSANTHEMUM AND QUAIL

Swng dynmity, atbum feaf Thiz work is the seventeenth leaf of a twenty-page album of flowers
e el " and birds embroidered after paintings by the Five Dynasties artist Huang
Ch'iian, It copies in embroidery an original painting of a quail on a water-
side bank below a flowering chrysanthemum plant. The feathered parts
of the quail have all been touched in with a brush after the completion

of the embroidery.

16 SQUIRREL AND GRAPE VINE

Swng dynany. album leaf This work is the last leaf of a twenty-page album of flowers and birds
e Eﬁﬁ:;::::f:ﬂm embroadersd after paintings by the Five Dynasties artist Huang Ch'ian,
It copies in embroidery an original painting of a squirrel climbing along
a grape vine. The copied signature reads. “Painted by Huang Ch'ian of

Cheng-tu.”
The embroidery work of this piece is tight. fine, and neat. The grape
vine has been touched up with brush and color after the completion of the

embroidery.

17 AUTUMN HIBISCUS AND BUTTERFLIES

Sung dynasty, hanging sceoil Embroidered here in the format of an oblong fan are a pair of butter-

Foundation: ﬁ::ff:i::::&;:: flies hovering above two stalks of hibiscus
1 This work of embroidery captures the feeling of a Sung album painting
of lowering plants so well that it causes one to forget it is embroidered.
The motife have been rendered in satin-stitch embroidery with finely plied
silk floss. The area of the butterflies has been badly eaten away by the
ravages of time, but from the butterfly in the upper left corner it is
poszible to tell that the original embroidery was a pale tan color. Below
the areas where the embrowdery has been lost through damage, the ground
of the embroidery no longer remains, and instead there appears a pale
brown silken material which omne takes to be a lining material pasted to
the battom prior to embroidery,  Quite superb is the effect of tinted washes
of color blended subtly together as displayed in the tonal gradations of
the petals of the hibiscus blossoms.  The stamens of the bloszoms, colors of
the leaves, and leaf stems all show naturalistic qualities extremely well.

The piece has been recorded in the Shik-ch'i pao-cki, hsii-plen and in
the Tr'u-hsinv shu-hua fu of Chu Ch'i-chien,

Caollectors” seals: Various imperial seals of Ch'ien-lung, Chia-ch'ing and
Hsuan-t'ung of the Ch'ing dynasty.
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18 THOUSAND-ARMED KUAN-YIN

Eung oyaosiy, hangimg rorodl
#rre: 807 em 8.6 ent
Foumdarion: fafrn with damard wores
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Kuan-yin with a thousand arms and a thousand eves, symbolizing the
aspects of omnipotence and omniscience, is shown seated on a lotus throne
beneath an elaborate bejewelled canopy, while celestial flowers float in the
space arcund the figure,

This piece is embroidered in plied but coarse silk floss. In parts the
putlines have been couched in silk twist wrapped with pinkish-gold slit,
which has already been badly damaged from abrasion in many places. The
needlework throughout the entire scroll is loose and natural, being neither
bound to a fixed uniform direction, mor restricted by the outlines. The
embroidery attests to the artist's high level of craftsmanship. The appli-
cation of color is delicately elegant, and although the embroidery of image
and lotus throne has already faded away, it iz still possible to see dimly
the combined effect of the colored threads and the movement of the needle,

The piece has been recorded in the Pi-tiem chu-fin, hsll-pien and in the
T2'nw-hsin shu-hua v of Chu Chii-ch'ien.

Collectors’ seals: Various imperial seals of Ch'ten-lung, Chia-ch'ing and
Hszikan-t'ung of the Ch'ing dynasty.

19.20.21 GOATS, SYMBOL OF PROSPERITY

Sung dynasty, hasging soroll
Hee: 2P0 emx 658 cme
Sowndation: modifird temt itifch on guose

roned

o

This scroll displays an extraordinarily unuswal technique, in which the
boy riding & ram, the two attendant boys, and the rams, totaling nine in
all, have been embroidered in satin stitch with thick strands of virtually
unplied silk floss, while the blue ground and background designs have been
rendered in & technique akin to tent stitch. Those places where there
now appear figures and clusters of flowers in satin-stitch embroidery
were left blank at the time the background and elements of scenery wers
embroidered in modified tent stitch, The areas done in modified tent stitch
differ considerahly from the strict definition of tent-stitch embroidery.
Fizshnet-like gauze, woven and finished prior to the application of the em-
broidery, serves as a ground. A strand of colored thread is threaded
horizontally into an interstice of the gauze from behind and is then wrapped
aroursd the horizental thresd of the ground immediately above the inter-
stioe,  The thread then passes diagonally downward behind the intersection
of the warp and weft threads of the ground, coming into the adjacent
interstice from behind, whence the process is repeated until the desired
motif has been formed. Thus, the surface iz ezpecially thick and tight.
The joints between outlining edges lack the appearance of serrated fissures
usually associated with tapestry wesve, which superficially resemble the
appearance resulting from the technique employed in the background here.
The surface of the scroll produces a pattern of diagonal lines reminiscent
of the appearance, but not of the technique, of twill, From three places
where the surface of the background embroidery has been torn, it is pos-
sible to see something of the composition of the modified tent stitch
technigque; and from one section where the satin-stitch embroidery has
been badly damaged, it can be seen that the sections where satin-stitch
embroidery now appears were not embroidered in tent stitch in the first
place,

The use of color is delicate and maintains a classical elegance, Both
tvpes of embroidery work are of fine quality. The style of the cloud pat-
terme and other motifs, the wse of color, and the satin-stitch embroidery
itself would seem to indicate that the work is close in date to two other
pairs of scrolls labelled Sung, the first being the pair entitled CHRYSAN-
THEMUM (color pls. 9, 10, black-and-white pl. 3, while the second is the
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pair entitted RENDERING OF THE SPIRIT OF THE VERSE “POTTED
CHRYSANTHEMUMS" (black-and-white plz. 1, 2
The piece has been recorded in the Shik-cl'ii pao-chi, hsii-pien.
Collectors” seals: One seal of Hung-hsiao {d. 1778), owner of the extraor-
dinarily rich collection of paintings housed in the Ming-shan t'ang and the
second Prince 1. Various imperial seals of Ch'ien-lung, Chia-ch'ing and
Hsian-t'ung of the Chiing dynasty.

22.23 FOUR EARLY SPRING MAGFIES

Yian dynasiy, hamging soroll
siger BE & om 483 em
Jomndatiom: blus ielam

Four magpies perched on a flowering plum branch are embroidered here
against a background of dark blue satin, while narcissus grows up from a
bank below and wild camellias, branching out from the left edge, provide
& decorative mckdrop for the plum branch.

The use of color has a certain cool elegance.  The strands of embroidery
are thick and loose, each stitch being quite long. Intermediate color values
are extremely scant, and the embroidery work in general has been reduced
to the point of coarseness.  The embroidery of the trunk of the tree has
been womn away from rolling and unrolling, so that the white tracing
threads of the cartoon have now been exposed. Grasses on the slope at
the bottom of the scroll have been touched in with brush and ink.

The piece has been recorded in the T2u-hsin shu-hua fa of Chu Chi-
ch'ien.

Collectors' seals: Various imperial seals of Ch'ien-lung, Chia-ch'ing and
Hsiian-t'ung of the Ch'ing dynasty.

24.25 ROYAL MOTHER OF THE WEST RIDING A PHOENIX, ONE PANEL FROM A SERIES
ILLUSTRATING EIGHT IMMORTALS REJOICING IN LONGEVITY

Ming dynaity, kanging seroll, deradl
pize: GE.8 cm 48 J cm
Fomndation: alin

This panel is one of a series of twelve panels illustrating the Eight
Immaortals rejoicing in longevity. The principal female protagonist in the
celebration of longevity, the Royal Mother of the West, is shown descend-
ing from heaven aboard a multi-colored phoenix carrying the sacred
peaches of immortality. A maid-servant stands at her side in attendance,
The two figures and the phoenix maintain a classical elegance while being
infused with luxuriant beauty. The application of color is both exquizite
amd rich. Although the embroidery work tself = not fine and tight, the
technique does, nometheless, attain & sense of inmer vitality and vivacious
naturalness. Capturing the vital air of the figures extremely well, it shows
a richly creative sense, It i no doubt the work of someone of high at-
tainment in the cultivation of art, and perhaps it might even be from the
hand of Madame Ku Han Hsi-meng herself. After the robes of the maid-
servant were painted in with ink, the decorative patterns were merely
embroidered with thread. Apart from the prominently embroidered limes,
the cloud patterns have been traced out with a brush using pale graded
tints of green and ochre red.

The other eleven panels of the series are illustrated in the section of
black-and-white plates of this volume,

Collectors' seals: One seal of Chu Ch'i-ch'ien.

2628 FLOWERS AND ANTIQUE VESSELS

Ming dympity, hamging dceall
aese: DTS o AT em

Souwndaiion: rafin

Thiz scroll is one of sight panels displaving assembled antiques of wide
variety ina style of embroidery that takes its name from the province of
Ewangtung. Eleven different kinds of antiques are illustrated on this
panel. The emhbroidery work i3 fine and subdued. The embroidered areas
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have been touched up with brush and graded tints of color,
Collectors’ seals: One seal of Chu Ch'ich’ien

27.29 FLOWERS AND ANTIQUE VESSELS

Ming o ywasry, hangimg soroll
sizer FIF em X AT cm
Foumdmison; S@him

30 WEST LAKE (HSI-HL

Ch'img dymaity, albuin J'uj'
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Founaation: iadin

31 WEST LAKE (HSI-HU)

Ch'ing dymasry, olbum feaf
size; FE T emx I Jem
femenidarion: safis

This scroll i= one of eight panels displaving azsembled antiques of wide
variety embroidered in a style of embroidery that takes its name from the
province of Kwangtung. Eleven different kinds of antiques are illustrated
on this panel. The landscape painting and the marble pattern of the table
in the middle of the panel have both been added with brush and graded
tints of color. The antique lute on the table and the pedestal of the antigue
vase in the lower left corner have already disintegrated.

Callectors’ seals: One seal of Chu Ch'i-ch'ien.

This album leaf is one of ten scenes of the West Lake of Hangchow
depicted in embroidery, and in this case it is meant to capture the poetic
idea of listening to orioles in a setting of willows and waves. The embrod-
ery work ie restful and delicate, Most places have been considerably
gtrengthened with brush and graded tints of color after the completion
of the embroidery.

This album leaf is one of ten scenes of the Weat Lake of Hangchow
depicted in embroidery, and in this case it is meant t0 capture the poetic
idea of twin mountain pesks rising up through the clouds. In the areas
of the clouds and pine needles eolor was first applied to the foundation and
the embroidery then added. The mountain areas were touched up with
brush and color after the completion of the embroidery work.

Collectors” seals: One imperial seal of Chlien=lung of the Ch'ing dynasty.

32.33 THE WIFE OF K'UNG HSIEN-P'El, POETIC INTRODUCTION TO THE LOU-SHOU HALL
BY EMPEROR CH'IEN-LUNG

Ching dymaety, hoogang soroll
ifzer JZFem X615 em

Foundation: teghtly swoved fine milk fuin
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A storied pavilion and courtyard have been embroidered in a scenery of
fantastically shaped rocks, tall pines, and large mountains rising in the
distance. In the upper left corner the “Poetic Introduction of the Lo-shou
Hall." a seven syllable regulated verse by Emperor Ch'ien-lung, has been
copied in embroidery. In the lower right corner the embroidered inscrip-
tion reads. “Reverently embroidered by K'ung Hsien-p'ei's wife of the Yi
Family." Below the inscription appear two embroidered seals, the first
reading “Official-Servant from the Yii Family,” and the second reading
“Reverently Embreoadered.”

The motifa of this scroll are embroidered in long satin stitches using
thick and rather loose and fAuffy strands of silk floss, The colors are
fresh and bright. while the glitter of the silken strands is quite dazzling.
All of the tree trunks have been retouched with brush and color,

This piece would appear to be from approximately the same period as
yet another embroidery work by K'ung Hsien-p'ei’s wife (color pls. 34, 35).

Collectors’ seals: Three seals of K'ung Hsien-p'ei. One imperial seal of
Hsiian-t'ung of the Ch'ing dynasty.
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