


First Published 2016
© 2016 Jorge Welsh  
— Research & Publishing
116 Kensington Church St., 
London W8 4BH, UK

1st Edition
ISBN 978-0-9557432-8-3

Lisboa
Rua da Misericórdia, 43
1200—270 Lisboa
Portugal
T +351 213 953 375 

www.jorgewelsh.com London
116 Kensington Church Street
London W8 4BH
United Kingdom
T +44 (0) 20 7229 2140

All rights reserved. No part of this publication may  
be reprinted or reproduced or utilised in any form  
by any electronic, mechanical, or other means, now 
known or hereafter invented, including photocopying 
and recording, or in any information storage or retrieval 
system, without prior permission in writing from the 
publisher. A catalogue record for this book is available 
from the British Library.

EdiTEd By

Luísa Vinhais  
and Jorge Welsh

PHoTogRaPHy 
Richard Valencia

dESign

www.panorama.pt

PRinTing

Norprint.pt



Acknowledgements 008 

Foreword 01 1

Chronology 015

A Time and A Place:  Views and Perspectives  
on Chinese Export Art 017 
 · introduction 017 
 · Trade  020 
 · images of the West on Chinese  
   Export Porcelain 022 
 · Views and Perspectives as decoration  026 
 · Landscape in China 029 
 · images of the East 030

Catalogue 037 
Catalogue overview 037 
Catalogue Entries 044

Bibliography 355

Jorge Welsh Works of Art  
in Museums and Exhibitions 362

Publications by Jorge Welsh  
Research & Publishing 363

Photographic Credits 364

ConTEnTS



FoREWoRd

This November we celebrate our 30th Anniversary. It was in 1986 that  
we bought our very first work of art, a Chinese export porcelain meat dish 
from the Qing dynasty, Qianlong period, decorated in famille rose enamels. 
Those were different times, the art market was much more localised moving 
at a much slower pace and, with few exceptions, not as supported by serious 
research and academia as it is today.

As we look back on what has been a most interesting time for us and our  
team, not only because of the extraordinary works of art we have handled,  
the projects we have been involved in, the relationships developed with 
collectors and academics and so many other aspects of our activity,  
we realise how much we owe to so many that have supported us in  
all sorts of ways with their expertise, loyalty and friendship.

The art market has evolved tremendously, now incomparably larger and  
more complex than in the 80s. It is now a truly global market, with active 
collectors and museums collecting in a much more informed and eclectic 
fashion and benefiting from serious information readily available, not only 
online but also through the enormous number of publications, conferences  
and other forums. Galleries active in this global market also operate in a 
different way, with a much closer relationship with academia and some with  
a presence in different locations, either through their own galleries or through 
their participation in international art fairs. Leading fairs, such as TEFAF,  
have also evolved into more sophisticated events, with rigorous vetting  
by top experts and offering the highest quality of works of art available.

Of course we too have moved with the times; in the early years  
we concentrated purely on Chinese export porcelain, but this quickly  
evolved into the much wider field of cross-cultural works of art produced  
in Africa and Asia which illustrate the interaction between  Western, African  
and Asian cultures. These hybrid objects, produced between the 15th and early 
19th centuries, continue to fascinate, not only because of their artistic and 
technical qualities, but also for the documental and historical relevance they 
hold. We now operate from two galleries, one in London, since 1996, the other 
in Lisbon, since 1998, and we have a full time research team and a publishing 
division that has so far launched over thirty-five reference publications in 
our field of expertise. Since 1998 we have also held special exhibitions and 
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By focusing on this very specific group of scenes that we tentatively call  
‘views and perspectives’, we also help to highlight one particular aspect  
often overlooked, which is how highly skilled and talented the Chinese painters 
working in Jingdezhen and Canton during the 18th century were. To paint, at that  
time, such intricate subject matter, of places they had never seen and that were 
so foreign to their personal experience, to such high quality, is really quite ex-
traordinary. It is for this reason, notwithstanding the important documental 
and cultural relevance of these pieces, that the catalogue illustrations centre on 
the scenes themselves rather than the pieces, at times zooming in on particular 
details. It is quite astonishing, when studying these enlarged images of such 
small areas of decoration, the achievement of the Chinese artists as far as  
the attention to detail, expressiveness and quality of the painting.

Of course the collection we have put together for this exhibition and catalogue 
only partly illustrates what we feel is a fascinating group of pieces representing 
‘Times’ and ‘Places’. There would be much more to discuss given further time. 
We will continue our research on this subject and hope to keep publishing new 
information and, who knows, further discoveries of original sources to those 
scenes that remain unidentified.

Luísa Vinhais 
Jorge Welsh

conferences at both of our galleries. These are always accompanied  
by a catalogue and cover subject matters that have not been the focus  
of exhibitions in recent times; and which hopefully contribute to the  
furthering of knowledge in those particular fields.

This exhibition and catalogue celebrate our 30th Anniversary. As has been  
the case with most of our exhibitions, we have focused our efforts and research 
on a very specific theme, one that, as far as we are aware, has not been the 
subject of any exhibitions, or indeed publications, the exception perhaps being 
the chapter ‘Villes, monuments, châteaux, paysages’ in what has become the 
reference book on Chinese export porcelain decorated with European scenes,  
La Porcelaine Des Compagnies des Indes a Décor Occidental, by François and Nicole 
Hervouët and Yves Bruneau, published back in 1986. This exhibition, however,  
is not restricted to porcelain wares, it also includes other works of art produced 
in China such as paintings, ivory, fans and a lacquer panel.

The planning for this project has been a long one, mainly due to the difficulty 
in sourcing what are fairly rare pieces decorated with the sort of scenes that 
illustrate this particular subject. In 2003 we acquired the first piece for this 
exhibition which now includes over one hundred and forty works of art,  
of which one hundred and twenty-two are illustrated and discussed in the 
eighty-four entries of this catalogue. Over the thirteen ensuing years of 
preparation for this exhibition and catalogue, A Time and A Place: Views 
and Perspectives on Chinese Export Art, we, together with our in-house team, 
collected, researched, wrote and put together the exhibition and this very 
publication around the theme of: Chinese export porcelain and other export 
works of art, decorated with scenes that have been influenced in some way  
by man and always include buildings, street or city views.

These are hugely interesting pieces for a variety of reasons: through their 
study one can better understand the popular taste of the time and of different 
Western markets, how trade and private orders took place and who some of the 
players and relevant personalities were. It is possible to see the technological 
and logistic developments that took place during this period and how on the 
one hand there were cross influences and on the other the clear distinctiveness  
in terms of design, between the European and the Chinese painters of the time.
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CHRoNoLogyCHRoNoLogy

Neolithic period  10th—early 1st millennium BC

Bronze Age  2nd—1st millennium BC

Shang dynasty  16th century BC—1050 BC
Zhou dynasty  1050—221 BC
Western Zhou  1050—771 BC
Eastern Zhou  770—256 BC
 Spring and Autumn period  770—476 BC

 Warring States period  475—221 BC

Qin dynasty  221—206 BC

Han dynasty  206 BC—ad 220
Western Han 206 BC—ad 9
Wang Mang interregnum  9—25
Eastern Han  25—220

Period of division (Six Dynasties)  220—589
Three Kingdoms  220—265
 Wei  220—265

 Shu-Han  221—263

 Wu  222—280

Jin dynasty  265—420
 Western Jin  265—316

 Eastern Jin  317—420

Northern and Southern dynasties  420—589
 Song  420—479

 Qi  479—502

 Liang  502—557

 Chen  557—589

 Northern Wei  386—534

 Eastern Wei  534—550

 Western Wei  535—557

 Northern Qi  550—577

 Northern Zhou  557—581

Sui dynasty  581—618

Tang dynasty  618—907

Liao dynasty  907—1125

Five Dynasties period 907—960

Song dynasty  960—1279
Northern Song  960—1127
Southern Song  1127—1279

Xixia dynasty  1038—1227

Jin dynasty  1115—1234

Yuan dynasty  1279—1368

Ming dynasty  1368—1644
 Hongwu  1368—1398

 Jianwen  1399—1402

 yongle  1403—1424

 Hongxi  1425

 Xuande  1426—1435

 Zhengtong  1436—1449

 Jingtai  1450—1456

 tianshun  1457—1464

 Chenghua  1465—1487

 Hongzhi  1488—1505

 Zhengde  1506—1521

 Jiajing  1522—1566

 Longqing  1567—1572

 Wanli  1573—1620

 taichang  1620

 tianqi  1621—1627

 Chongzhen  1628—1644

Qing dynasty  1644—1911
 Shunzhi  1644—1661

 Kangxi  1662—1722

 yongzheng  1723—1735

 Qianlong  1736—1795

 Jiaqing  1796—1820

 daoguang  1821—1850

 Xianfeng  1851—1861

 tongzhi  1862—1874

 guangxu  1875—1908

 Xuantong  1909—1911
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The precise meaning of the terms ‘views’  
and ‘perspectives’ was often debated during  
the 18th century in an attempt to distinguish 
between traditional landscapes and scenery, 
and the built environment. These terms became 
identified with the concept of the ‘Picturesque’,  
an expression used among English aesthetic 
theorists and artists to describe the harmonious 
combination of different elements that fulfilled  
the condition of being agreeable to the eye,  
and that were required to create a ‘picture’.1 

A Time  
and A Place 
 

Views and Perspectives 
on Chinese Export art

Introduction
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Various categories have been used to refer  
to these scenes, such as ‘topographic designs’, 
‘architectural views’, or even ‘landscapes’. However, 
these terms are too specific to cover such a broad 
field. ‘Views’ and ‘perspectives’, terms that would 
have been familiar to people in the 18th century, 
better describe the subject. 

This exhibition and accompanying catalogue  
will focus on those ‘views and perspectives’  
that show buildings in their settings. It extends 
chronologically from the late 17th up to the late  
19th century, and covers a range of works of art  
that demonstrate interest in the subject as a type  
of cultural expression.

In the 17th century, before this type of scene ap-
peared on Chinese export art, landscapes and 
harbour scenes were already popular on Italian 
majolica, Dutch delft, and later on English and 
Northern European ceramics. This type of subject 
was popularised in Delft, mostly on tiles and plates 
(fig. 1). The compositions varied greatly, from simple 
combinations of different elements that, once 
grouped together could be seen as a landscape,  
to detailed views of actual locations. Among  
the most famous European painters of this theme 
were Frederik van Frytom (active ca. 1650-1700)  
and Cornelis Boumeester (1652-1733), who, by 
the time of his death, was one of the wealthiest 
inhabitants of Rotterdam (fig. 2).5 

Fig. 1

Plate 
tin-glazed earthenware 
delft — ca. 1650-1675 
Ø 21 cm

© CoLLECTion RijKSMUSEUM, 
aMSTERdaM

The pleasure brought by these ‘views and 
perspectives’ was often mentioned in descriptions  
of the countryside during this period, as for example 
by William Gilpin (1724-1804), one of the proponents 
of the Picturesque ideal, who marvelled that: 

… the most enchanting Views up and down  
the River, (…) which, together with very 
charming Prospects into the Country, (…)  
make as fine a Piece of Nature, as perhaps  
can any where be met with.2 

Gilpin’s many writings also reveal the curiosity  
that Europeans had for new and unfamiliar places:

We travel for various purposes; to explore  
the culture of soils; to view the curiosities  
of art; to survey the beauties of nature;  
to search for her productions; and to learn  
the manners of men; their different polities,  
and modes of life.3

In addition, during this period ‘the past’ acquired 
new significance and importance. ‘Antiquarianism’ 
and in particular ancient buildings and inhabited 
landscapes were seen as providing insights into  
a distant time and place. This was recognised  
as early as 1709, when Sir John Vanbrugh, 
playwright and architect, wrote to the Duchess  
of Marlborough: 

… There is perhaps no one thing, which  
the most polite part of mankind have more 
universally agreed in, than in the vallue they 
have ever set upon the remains of distant times,  
nor amongst the several kinds of those 
antiquitys, are there any so much regarded,  
as those of Buildings; some for their 
magnificence, or curious workmanship;  
and others, as they move more lively and 
pleasing reflections (than History without  
their aid can do) on the persons who have 
inhabited them; or the extraordinary occasions 
of erecting them.4

It was for reasons of curiosity and the desire  
to document or commemorate them, that ‘views 
and perspectives’ were commissioned to be painted 
on Asian works of art for the Western markets. 
At a time in the 18th century when images were 
circulating more than ever before, but travelling 
was still difficult and expensive, the depiction  
of views on objects that were meant to be  
used and displayed, provided, in some cases,  
the only existing knowledge or memory of a place. 
Furthermore, these types of representations were 
commissioned for various reasons, such as a family 
anniversary, a status symbol, a token of religious 
and political sympathies, or simply as a souvenir. 
As such these objects have become important  
in documenting the history of the period. 

Fig. 1 Fig. 2

Fig. 2

Cornelis Boumeester  
(1652-1733) 
Tile Tableau 
tin glaze 
Rotterdam — ca. 1680-1720 
H. 75.5  L. 88  W. 4 cm

gIFt oF tHE HEIRS 
oF A. ISAAC, AMStERdAM 
© CoLLECTion RijKSMUSEUM, 
aMSTERdaM
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Fig. 3

Fig. 3

Two Lion joss Stick Holders 
Moulded blanc de Chine porce-
lain with applied decoration; 
one over-decorated with ink 
colour (schwarzlot) and gold 
China — Qing dynasty,  
Kangxi period (1662-1722),  
ca. 1690-1720; over-decorated 
in Europe in ca. 1720-1730 
H. 12.5  L. 6.5  W. 4 cm 
H. 12  L. 6  W. 4 cm

© Ra CoLLECTion

in black. These black lines permitted a closer  
and more faithful copy of European engravings  
and etchings, which met the requirements  
of the Western clientele.11 

A further type of decoration applied in Europe 
itself, preceded the direct commissioning of designs 
in Canton. From at least the 1690s, when petit feu  
enamelling was developed by Delft potters, it was  
a common practice for European merchants to 
import both Chinese and Japanese porcelain in-
tended to be locally decorated.12 Painters working 
independently from the manufacturers were active 
particularly in Holland and England throughout the 
18th century, practising their skill on Asian imports, 
as well as on locally produced blanks. Some of these 
independent enamellers developed distinctive 
styles of decoration by combining European, 
kakiemon and Chinese influences. Exceptional 

cases are those where the enamellers directly 
copied decoration from European travel books  
and famous paintings, such as the Dehua ‘Lion’, 
with its plinth decorated by the famous enameller 
Ignaz Preissler (1676-1741) showing leopard, lion 
and bear hunting scenes, which were copied from 
a series of engravings made by the Florentine artist 
Antonio Tempesta (1555-1630), and published in 
Amsterdam in 1627 (fig. 3). Two entries in this 
catalogue illustrate Dutch-decorated Chinese  
porcelain, including a grisaille part tea service with 
scenes possibly derived from engravings by the 
Dutch artist, Peter or Petrus Schenk (1660-1715) 
(entry 6), and a polychrome bowl with a view of 
the Waag or Weigh House in Amsterdam (entry 7). 
Despite representing places possibly known  
to their Dutch enamellers, the depictions  
on these pieces are also probably based  
on auxiliary graphic sources. 

Given the popularity of this subject in European  
art, it was only natural that it should also appear  
on Chinese export art, due to the special com-
missions that were becoming more frequent.  
These images were portrayed on a variety  
of mediums, ranging from individual plates,  
dinner services, tea sets, punch bowls, mugs,  
snuff boxes, urns, cisterns, vases, and plaques  
made of porcelain, to folding fans, painted ivory 
plaques, lacquer, and canvas. In 1683, the Kangxi 
emperor (1662-1722) lifted the embargo on foreign 
trade that had been established in 1655, during 
the early years of the Qing dynasty (1644-1911).6 
Consequently, the ports of Guangzhou (Canton) 
and elsewhere reopened, and European merchants 
were officially allowed to trade with China.7 

On their arrival in Canton, the European supercar-
goes and officers, who would be acting on behalf of 
their respective companies or representing their 
own interests in private trade, would be escorted 
by a Chinese merchant to his warehouse. These 
storerooms would be packed with porcelain 
decorated with patterns that were known to  
be popular in the West. When other shapes were 
desired, the buyers would have to place an order, 
providing a specific design, with colour and shape 
stipulations, that would be ready to be collected 
in the following season. During the 18th century, 
private trade in porcelain is estimated to have been 
less than a quarter of the official Companies’ trade.8 

The porcelain examples included in this catalogue 
demonstrate that these scenes were painted mainly  
in overglaze famille rose and polychrome enamels,  
grisaille, sepia and gold, and sometimes a combi-
nation of all of these palettes. The development  
of the so-called overglaze famille rose palette 

around 1720, provided Chinese porcelain painters 
with a greater variety of colour combinations and 
subtle variations of shades, which, in turn, enabled 
the painting of more complex and intricate designs 
and transformed the overall appearance of Chinese 
porcelain. This colour palette, which brought 
enamelling on porcelain closer to painting in oil,9 
permitted a more accurate, yet not necessarily 
detailed, transposition of European designs,  
in a way that must have appealed even more  
to the Western customers. 

Furthermore, in the early 1740s, the quantity  
of porcelain ordered by the Europeans had  
reached such high proportions that the procedure 
of decorating the pieces with overglaze enamels 
was not only carried out at Jingdezhen but also  
at the port of Canton, so as to accelerate  
the process.10 

As a result, the lines of communication between 
those ordering and those producing the porcelain 
were considerably shortened, reducing the risk of 
mistakes in the designs. The client, who no longer 
needed to rely on intermediaries, exercised more 
control in loco. In addition, the risk incurred of 
breakage during transportation, during storage  
in the warehouses, and loading the cargoes  
was significantly reduced. From then onwards,  
the Chinese merchants would have a quantity  
of undecorated porcelain in stock available  
to be painted with special designs at short notice  
by local porcelain decorators. 

From the mid-1730s onwards, with the develop-
ment of what was later termed grisaille decoration, 
the Chinese painters were provided with a further 
tool that enabled them to paint very fine strokes  

Trade



In Europe, in the early 18th century, a new type  
of view evolved as a response to the more decorative 
styles then in fashion, first in the Saxon royal factory  
in Meissen, and later in the factories and independ-
ent enamelling studios active in cities, such as 
Amsterdam and London. This decoration produced 
in China from the 1730s onwards, is characterised 
by representations where the need for the place 
or scene to be accurate was secondary to the 
decorative intention.

Under the patronage of Augustus the Strong, 
Elector of Saxony and King of Poland (1670-1733),  
Ehrenfried Walther von Tschirnhaus (1651-1708)  
and Johann Friedrich Böttger (1682-1719) succeeded 
in the making of porcelain in 1708. Later in the 
same year, Böttger reported the invention of a 
glaze and, after Tschirnhaus’ death, became the 
supervisor of the first European porcelain factory, 
the Königlich-Polnische und Kurfürstlich-Sächsische 
Porzellanmanufaktur, commonly known today by 
the name of its location, Meissen.15 The factory was 
founded by royal decree on the 23rd of January 1710, 
and produced mostly red stoneware and white 
porcelain copies of Chinese originals during its first 
decade. The development of enamels that could 
be fired at various temperatures at Meissen was 
accomplished after the arrival of Johann Gregorius 
Höroldt (1696-1775) in 1720, who had previously 
worked in the rival DuPaquier porcelain factory, in 
Vienna. By 1731 Höroldt had managed to develop 
sixteen different colours16 and was appointed 
master painter, responsible for supervising  
a workshop beside the kilns in Albrechtsburg  
Castle. Höroldt was also responsible for developing 
the motifs to be painted on porcelain by himself 
and the other painters in his workshop, mainly 

deriving his patterns from the engravings  
collected from as early as 1720.17 Frequently,  
he simply extracted individual elements, and  
placed them in a new context in accordance with 
the whole compositional scheme. By 1730 his studio 
had forty-six painters who worked within a strict 
division of labour.18 The prominence of painted 
landscapes on porce lain was so great that in the 
1731 craftsmen rolls are listed painters ‘of fine 
figures and landscapes’ such as Johann Gregorius 
Heintze, Höroldt’s first apprentice, Bonaventura 
Gottlieb Häuer and Christian Friedrich Herold.19 
Heintze, in his work log entries for the years  
1744-46 reveals that he also worked as a painter  
of ‘sea-voyages’.20

Following Augustus the Strong’s death in 1733, 
Meissen landscapes with Western elements 
completely replaced the Chinoiserie scenes 
previously favoured by the ruler as the most 
popular decoration produced in the European 
factory.21 The influence of Höroldt’s composite 
views produced such an effect that they inspired 
both Chinese and European painters to decorate 
their pieces with similar motifs, often also associated 
with the typical Meissen features of Böttger lustre 
cartouches and Laub- und Bandelwerk borders, 
which came to be known as ‘Meissen-style’ 
decoration. These consisted of a standard set  
of elements for the framing devices developed  
by Höroldt, based on the lilac lustrous glaze 
invented by Böttger, combined with feathery scroll 
and strapwork cartouches in gold and red, popular 
at Meissen from 1720 to 1750.22 These elements 
would be readily identified by Europeans and 
therefore highly sought-after (fig. 6).

026 027

Views and 
Perspectives 
as Decoration

Fig. 6

Fig. 6

Teabowl and Saucer 
Porcelain decorated  
in overglaze enamels,  
Böttger lustre and gold 
Meissen — ca. 1724 
teabowl H. 4.5 cm                                              
Saucer Ø 12.5 cm

FRoM tHE ARtHUR ANd HILdE 
WEINER CoLLECtIoN. ACCEPtEd 
By HM govERNMENt IN LIEU  
oF INHERItANCE tAX ANd 
ALLoCAtEd to tHE v&A, 2006
© ViCToRia and aLBERT 
MUSEUM, London
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The selection of pieces that shape this exhibition 
and catalogue illustrate how a style of painting was 
developed in China in response to Western taste  
and commercial interests, while, at the same time, 
coexisting with both the Chinese and European 
traditions. The subject matter, buildings in their 
landscape settings, is particularly suited to the 
purpose of displaying through their details the 
artistry and technical ability of the Chinese 
painter. •
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Plate

02

Coffee Cup  
and Saucer

03

Two Plates

04

Plate
P 044 P 048 P 052 P 056

05

Plate

06

Part of a Tea Service
P 060 P 064

CATALOGUE OVERVIEW
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07

Bowl 

08

Tureen and Stand

09

Meat Dish

10

Soup Plate 
P 068 P 073 P 077 P 078

11

Plate

12

Plate 

13

Plate

14

Plate

15

Punch Bowl
P 079 P 081 P 085 P 086 P 088

16

Punch Bowl 

17

Two Plaques  

18

Soup Plate 

19

Meat Dish 
P 098 P 106 P 116 P 122

20

Saucer

21

Soup Plate 

22

Plate

23

Soup Plate 

24

Snuff Box
P 129 P 132 P 135 P 137 P 140

25

Plate

26

Tureen  

27

Sauce Tureen

28

Three Salts
P 144 P 149 P 154 P 155

29

Meat Dish 

30

Meat Dish  

31

Punch Bowl

32

Punch Bowl

33

Teapot
P 156 P 157 P 158 P 162 P 164

34

Punch Bowl 

35

Teapot

36

Teabowl and Saucer

37

Snuff Box

38

Snuff Box
P 166 P 170 P 174 P 176 P 180

39

Dish

40

Dish

41

Stand

42

Soup Plate 
P 185 P 190 P 192 P 196
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43

Teabowl and Saucer 

44

Tea Canister

45

Teapot

46

Plate 
P 198 P 203 P 205 P 206

47

Teabowl

48

Pair of Vases 

49

Jug 

50

Bowl
P 210 P 212 P 217 P 222

51

Bowl 

52

Cistern  

53

Sugar Bowl

54

Teabowl and Saucer

55

Coffee Cup
P 224 P 228 P 237 P 240 P 241

56

Set of Ten Coffee Cups and Saucers

57

Pair of Teabowls and Saucers 

58

Teacup and Saucer 
P 242 P 244 P 246

59

Two Plates

60

Teabowl and Saucer 

61

Dessert Plate 

62

Bowl
P 248 P 250 P 253 P 255

63

Pair of Punch Bowls and Stands

64

Pair of Urns

65

Dish
P 256 P 260 P 264

66

Folding Fan

67

Pair of Urns

68

Punch Bowl 

69

Teapot
P 266 P 270 P 274 P 278

70

Panel

71

Painting

72

Painting
P 280 P 289 P 294
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A circular plate with a slightly everted rim, made 
from white porcelain and painted in underglaze 
cobalt blue, decorated at the centre with a scene 
showing a group of figures engaged in the process 
of destroying a building; some are dislodging bricks  
and beams, others are pulling on ropes, one climbs  
a ladder, and in the foreground, next to a cannon, 
another figure empties large sacks possibly containing  
merchandise, all framed within a double blue line. 
The rim is decorated with four reserves containing 
fruiting branches alternating with a cell diaper 
border, within single and double blue lines. The 
reverse of the plate is decorated with an apocryphal 
six-character Chenghua reign mark within a double 
blue line circle on the base, while the rim is painted 
with a wide continuous stylised lotus scroll and 
swastika pattern border, above another double  
blue line circle. The foot ring is unglazed. 

This scene is thought to be the earliest depiction  
of a Western political event represented on Chinese 
export porcelain. The episode, which is widely 
designated as the ‘Riots of Rotterdam’ or the 
‘Kosterman Revolt’, occurred during the months 
of September and October 1690. These riots 
resulted from a fight that emerged from an attempt 
to smuggle wine into the city hall of Rotterdam, 
involving a guard named Cornelis Kosterman, on 
the night of 28th of August of the same year.1 A clerk 
was killed during the fight, for which the smuggler, 
Kosterman, was blamed and sentenced to death 
on the 16th September. His brutal and gruesome 
execution sparked outcry from the people of 
Rotterdam, many of whom also believed that he 
was innocent. This plate illustrates the culmination 
of the revolt on the night of the 6th October, when 
the townspeople demolished the house of the Chief 
Bailiff Jacob van Zuylen van Nyevelt, who they held 
responsible for sentencing Kosterman to death. →

 

Porcelain decorated in 
underglaze cobalt blue

 

China — Qing dynasty, 
Kangxi period  
(1662-1722), ca. 1695

Ø 19.7 cm
 

Provenance 
Elinor Gordon Collection
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→ These riots were celebrated in newspapers,  
prints and poems, as for example, in a contempo-
raneous print published by Pieter Jooste showing 
several images of the event, as can be seen in the 
Rijksmuseum, Amsterdam.2 This event was also 
portrayed on a medal, which is the source for  
this plate (fig. 10). The medal is inscribed  
‘UBI INTERFICERE FAS EST. IBI DESTRUERE’ 
[Where it is permitted to kill, it is also permitted  
to destroy] and ‘IAC: SUYLE A NYEVELT PRAET:/ 
ROTT: DOMI DESTRUCTIO. / D. 6 OCTOB: 1690’ 
[The destruction of the home of the Rotterdam 
head bailiff Jacob Zuylen van Nyevelt October 6, 
1690]. 

The medal was struck by Jan Smeltzing (1656-1693) 
in pewter, silver and gold.3 Smeltzing was a Dutch 
medallist, who studied as an engraver under his 
father. He worked mainly in Leiden, but after 
designing several politically charged medals,  
of which the Rotterdam Riots is an example, 
he fled to France. He is thought to have worked 
for Leopold I (1640-1705), Emperor of the Holy 
Roman Empire, King of Hungary and Croatia and 
of Bohemia, King Louis XIV of France (1638-1715), 
King James II of England (1633-1701) and William 
III (1650-1703), Prince of Orange and King of 
England.4 

The other side of Smeltzing’s medal shows  
the severed head of Kosterman resting on  
a plinth inscribed ‘C COSTERMA CAESA 
CERVIX ROTTERDAMI D XVI SEPT MDCXC’ 
[C Costerman neck severed September 16, 1690 
Rotterdam], surrounded by two quotes from the 
works of Virgil: ‘QUID MEMOREM INFANDAS 
CAEDAS, QUID FACTA TYRANNI?’ [Why should 
I recall the horrible murders of a tyrant?] and ‘DII 
CAPITI IPSIUS GENERIQ RESERVENT’ [May  
the gods recompense them on his own head  
and on his race]. This scene was painted on the 
interiors of Chinese porcelain cups and teabowls 
with the ‘Rotterdam Riots’ on the exterior.  
An example of a cup depicting the two sides  
of the medal is in the British Museum, London,5 
and a further one was in the Edward and Judi 
Eckenhoff Collection.

‘Rotterdam Riots’ scenes, painted on Chinese 
porcelain, show slight variations, with some 
examples painted with more houses than others, 
and the quality of the design also differing.6 Some 
are painted on the reverse with the apocryphal 
marks of the Chenghua (1465-1487) or Tianqi  
(1621-1627) periods, while others show emblems  
or inscriptions.

The substantial number of recorded pieces indicates 
the popularity of this scene. One plate was in the 
collection of Augustus the Strong, Elector of Saxony 
and King of Poland (1670-1733), while seventeen 
plates decorated with the ‘Uproar of Rotterdam’ 
were sold at an auction in Amsterdam as late as 
1754.7 Chinese porcelain examples with this design 
are known in museums and private collections 
around the world, including in the Victoria and 
Albert Museum in London,8 the Princessehof 

Museum in Leeuwarden,9 The Metropolitan 
Museum of Art in New York,10 the Peabody  
Essex Museum in Salem, Massachusetts,11  
in the Reeves Center Collection at Washington  
and Lee University,12 in the former Elvehjem 
Museum of Art, now Chazen Museum of Art,13  
and in the British Museum in London,14 among 
others. Further plates were formerly in the  
Leo and Doris Hodroff,15 and Rafi and Mildred 
Mottahedeh Collections.16 Other examples are 
illustrated by Veiga,17 Hervouët and Bruneau,18  
and Boulay.19 •

 
1 Sargent, 2012, p. 320.
2 Rijksmuseum, inv. no. RP-P-OB-76.819.
3 Brawer, 1992, p. 95.
4 Wurzbach, 1910, vol. II, p. 627. 
5 Pierson, 2004, p. 112-13, no. 48.
6 Gordon, 1978, p. 56.
7 Fuchs II and Howard, 2005, p. 38.
8 Victoria and Albert Museum, inv. no. C.1358-1924.
9 Scheurleer, 1974, no. 132.
10 Corbeiller and Frelinghuysen, 2003, p. 21, no. 19.
11 Sargent, 2012, p. 320, no. 169.
12 Litzenburg and Bailey, 2003, p. 26, no. 12.
13 Brawer, 1992, p. 95, no. 69.
14 Beurdeley, 1969, p. 189, cat. 170.
15 Fuchs II and Howard, 2005, p. 38, no. 3. 
16 Howard and Ayers, 1978, vol. I, p. 60, no. 15. 
17 Veiga, 1989, p. 36, no. 14.
18 Hervouët and Bruneau, 1986, p. 204, no. 9.35.
19 Boulay, 1984, p. 201, no. 8.

FIG. 10

FIG. 10

Jan Smeltzing (1656-1693), 
Penning op de plundering van 
het huis van Baljuw mr. Jacob 
van Zuylen van Nijevelt aan de 
Leuvehaven te Rotterdam 
Silver medal  
The Netherlands — 1690  
Ø 5.6 cm

© MuSEuM RottERdaM

This scene is thought 
to be the earliest 
depiction of a 
Western political 
event represented 
on Chinese export 
porcelain. (…) the 
‘Riots of Rotterdam’ 
or the ‘Kosterman 
Revolt’, occurred 
during the months 
of September and 
October 1690.
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A thinly-potted coffee cup and saucer, finely 
painted in grisaille and heightened in gold,  
each with a scene covering the entire surface, 
depicting a view of Rosendael Castle, flanked  
by trees on both sides, located on the banks  
of a river with three figures in a rowing boat,  
and others in the foreground. On the rims  
and around the foot of the coffee cup, below  
a fine black line, are traces of a bold gilt band. 

The scene on this coffee cup and saucer has  
been identified as a view of Rosendael Castle  
in Arnhem, The Netherlands.1 It was based  
on a print by Abraham Zeeman (1695/96-1754), 
which is illustrated in the travel book Kleefsche  
en Zuid-Hollandsche Arkadia by Claas Bruin  
(1671-1732), dating to 1727 (fig. 11). 

Rosendael Castle (fig. 12) is believed to have  
been built around 1300, by Reginald II, Duke  
of Guelders (1295-1343). It is mentioned for the 
first time in a written document dating to 13142 
as a military fortification to control the lands of 
the Counts of Guelders. In 1649, Rosendael castle 
was passed down to Johanna Margriet (1636-1721) 
and her husband Johan van Arnhem (1636-1716), 
who proceeded to refurbish it by employing Daniel 
Marot (1661-1752), the famous French architect 
and designer. The Arnhems were well established 
politically and economically, and used Rosendael 
Castle to expand their social standing. Among  
the frequent visitors to the castle were William, 
Prince of Orange, stadtholder, King of England, 
Ireland and Scotland (1650-1702) and his wife 
Queen Mary II (1662-1694). →

 

Porcelain decorated  
in grisaille and gold 

 

China — Qing dynasty 
(1644-1911), ca. 1735

 

Coffee Cup  
H. 6 cm 
L. 9 cm 

Saucer  
Ø 11.2 cm

02 Coffee Cup 
and Saucer
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→ The Arnhems had no children, but spent their 
lives taking care of their nephew, Lubbert Adolph 
Torck (1687-1758) who later inherited the castle.3  
In 1722, he married Petronella Wilhelmina van  
Hoorn (1698-1764), daughter of Joan van Hoorn 
(1653-1711) and granddaughter of Willem van 
Outhoorn (1635-1711), who had both been 
Governor-General of the Dutch East India  
Company (VOC). Petronella van Hoorn herself  

was born in Batavia, having moved to The 
Netherlands in 1710. Torck and van Hoorn also 
carried out several building works at Rosendael, 
including a marble fountain by the sculptor 
Ignatius van Logteren, built in the reception 
hall in 1723. Petronella must have furnished the 
interior of the castle with pieces brought from 
Asia, such as a filigree box and a bedcover, now 
in the Rijksmuseum, in Amsterdam, which were 

mentioned in the inventory of the house’s contents 
made at the time of her death in 1764.4 Petronella 
is a likely contender for ordering Chinese porcelain 
depicting Rosendael castle, not only because the 
castle became her permanent residence from 1722 
onwards, but also because of her connections  
to the VOC. 

Only a small number of pieces with this scene  
have been recorded, including a patty pan with  
an identical scene, but slightly extended to the  
sides, illustrated by Hervouët and Bruneau,5  
and a cup decorated with this design in The 
Metropolitan Museum of Art in New York.6  
A closer rendition of the scene is shown on  
a patty pan in Gemeentemuseum in Arnhem.7 

Published in 

Jorge Welsh (ed.), 2005, pp. 152-3,  

no. 35 (saucer) •

 
1 Hartog, 1990, p. 121, no. 144. 
2 Tonkelaar, 2002, p. 191. 
3 Tonkelaar, 2002, p. 195. 
4 Corrigan, Campen, Diercks, and Blyberg (eds.), 2015,  

pp. 97-8, nos. 20-1. 
5 Hervouët and Bruneau, 1986, p. 238, no. 10.1.
6 The Metropolitan Museum of Art, inv. no. 1970.95.1.2.
7 Hartog, 1990, p. 121, no. 144; Gemeentemuseum,  

inv. no. GM6412.

FIG. 11

FIG. 12

FIG. 11

abraham Zeeman  
(1695/6-1764), Gezicht  
op Kasteel Rosendael  
Etching 
Amsterdam — 1727 
H. 6.2  W. 8 cm

© CollECtIon RIJKSMuSEuM, 
aMStERdaM

FIG. 12

View of Rosendael Castle 
Arnhem, The Netherlands

© nEoFoto.nl 
/ShuttERStoCK.CoM
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A punch bowl with rounded sides and a straight 
rim, standing on a slightly tapering recessed foot.  
It is painted in overglaze polychrome enamels, 
which include blue, green, pink, iron-red, purple, 
brown, black and gold. On one side, it depicts  
a perspective view of part of the Vauxhall Gardens 
in London, with the bandstand on one side, and  
the colonnades and supper boxes on the other,  
with trees and bushes, and several European  
figures in leisurely poses, all framed by an elaborate 
European-style scroll cartouche. On the other side, 
it depicts the Foundling Hospital, also in London, 
with the courtyard with carriages, and several 
figures walking at the sides, all enclosed within  
an identical cartouche. Between the scenes on 
either side is a flower bouquet made up with a large 
pink peony and other flowers, which are flanked 
by four smaller scattered sprays. Around the rim 
is a band of vine leaves and grape clusters among 
tendrils reserved in gold on a dark blue ground, 
between two bold gilt lines, and above a narrow 
arched border with dots. The foot is encircled  
by a band of stylised flower heads. On the inside, 
in the centre, is a large flower spray, and the rim, 
which is edged in gold, is encircled by blue, red  
and gold bands of different patterns.

 

Porcelain decorated in 
overglaze polychrome 
enamels and gold

 

China — Qing dynasty, 
Qianlong period  
(1736-1795), ca. 1790

H. 16.5 cm  
Ø 38 cm

Provenance 
Benjamin F. Edwards III 
Collection

R. thornton Wilson 
Collection

15 Punch 
Bowl

This bowl depicts on one side a scene of Vauxhall 
Gardens, based on an engraving by Johann Sebastian 
Müller (1715-1792) after a painting by the English 
artist Samuel Wale (1721-1786) (fig. 22), and on 
the other, the Foundling Hospital, based on an 
engraving dating to 1753, by T. Bowles (1695-1767) 
after L. P. Boitard (fl. 1733-1767) (fig. 23).1 Both were 
fashionable places in London, the gardens from the 
late 17th century, and the hospital from the mid-18th 
century onwards. →



The diary of Samuel Pepys (…) mentions 
several walks he took with his wife and friends 
to and in the New Spring Gardens at ‘Fox 
Hall’. (…) On 11th May 1668, Pepys ‘took 
Mercer by water to Spring Garden;  
and there with great pleasure walked,  
and eat, and drank, and sang (…)’

090 091

Member of Parliament, mentions several walks  
he took with his wife and friends to and in the  
New Spring Gardens at ‘Fox Hall’. On the 28th  
of May 1667, Pepys walked ‘in Spring Garden.  
A Great deal of company, and the weather and 
garden pleasant: that it is very pleasant and cheap 
going thither, for a man may go to spend what 
he will, or nothing, all is one. But to hear the 
nightingale and other birds, and here fiddles,  
and there a harp, and here a Jew’s trump,  
and here laughing, and there fine people walking, 
is mighty divertising’.3 On 11th May 1668, Pepys  
‘took Mercer by water to Spring Garden; and there 
with great pleasure walked, and eat, and drank,  
and sang, making people come about us, to hear us, 
and two little children of one of our neighbours that 
happened to be there, did come into our arbour, 
and we made them dance prettily’.4 →

→ Vauxhall Gardens, located on the outskirts  
of London, on the south bank of the River Thames, 
was known as New Spring Gardens prior to 1728.  
It was first mentioned in 1661 by John Evelyn 
(1620-1706), an English writer, who ‘went to  
see the new Spring-Garden, at Lambeth, a pretty 
contriv’d plantation’.2 The diary of Samuel Pepys 
(1633-1703), an English naval administrator and 

FIG. 22

FIG. 22

Johann Sebastian Müller  
(1715-1792) after Samuel  
Wale (1721-1786), Vauxhall 
Gardens showing the Grand 
Walk at the Entrance of the 
Garden and the Orchestra  
with Musick Playing 
Etching and engraving 
1751

aIlSa MEllon BRuCE Fund 
© natIonal GallERy oF aRt, 
WaShInGton
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demolished, and the garden’s landscape began  
to be reinstated. Today, it is a public park with 
sports facilities where events are held.

The London Foundling Hospital was founded 
‘for the Maintenance and Education of Exposed 
and Deserted Young Children’ in 1739 by 
Thomas Coram (ca. 1668-1751), a sea captain 
and philanthropist, born in Dorset. Coram was 
motivated by philanthropy, which he consistently 
endeavoured to put into practice in many ways.  
For example, his involvement in missionary work 
in North America, which included the construction 
of parish libraries, as well as his opposition to the 
denial of the right of female inheritance in the 
colony.7 Coram had gained quite a reputation,  
as is evident from Horace Walpole’s description 
of him in 1735 as the ‘honestest, the most 
disinterested, & the most knowing person  
about the plantations I ever talked with’. 

The process to establish the Foundling Hospital  
was slow. In 1727, Coram had convinced the 
peeresses to sign a petition, and had obtained  
the patronage of Queen Caroline (1683-1737).  
In 1737, he obtained the Royal Charter from  
the King’s Council, which obliged him to find  

→ In 1728, Jonathan Tyers (1702-1767) obtained 
the New Spring Garden by lease from Elizabeth 
Masters, and by 1732, he began to renovate it, 
building a bandstand in the centre, surrounded  
on three sides by oval colonnades with supper 
boxes, a pavilion and a rotunda.5 George Frideric 
Handel (1685-1759), whose statue was erected  
in the garden, gave concerts at the bandstand  
of Vauxhall; William Hogarth (1697-1764),  
adorned the ‘supper boxes’ with his paintings,  
and Frederick Augustus, Prince of Wales  
(1707-1751), in whose honour the pavilion was 
named, was a regular visitor. By the mid-18th 
century, the renamed Vauxhall Gardens was  
a very popular place to visit in London, not  
only by the aristocracy, but also by other social 
groups, as it was easily accessible by low-priced 
transportation and with an admission fee of one 
shilling.6 Vauxhall Gardens was a place in the city 
to which people could retreat to and relax, socialize 
with others, listen to concerts, and enjoy dinners 
and entertainment. 

Vauxhall Gardens was closed in 1859. During 
the following year, its site began to be built on, 
mostly with social housing, leading to the garden’s 
fast decline. In the 1970s, these buildings were 

the first governors and raise funds to cover  
the costs of the hospital.8 On 14 August 1739,  
the King signed the Foundling Hospital Charter  
and by November, the governors and guardians  
met to receive the charter at Somerset House. 
These included important figures such as the 
English physician Dr Richard Mead (1673-1754)  
and William Hogarth, among others. The first  
child was admitted to the Foundling Hospital  
in 1741, in a temporary building at Hatton  
Garden.9 

In the same year, an opportunity emerged for  
the governors to purchase the Earl of Salisbury’s 
estate, an area of 22.6 hectares, in Bloomsbury 
Fields. This was an excellent location for the 
Foundling Hospital, as it was surrounded by  
green fields. After it was bought, the merchant  
and architect Theodore Jacobsen (ca. 1686-1772) 
was selected to design the building, laying the 
foundation stone on the 16th September 1742.  

The building’s design was of utmost importance, 
as, not only had it to be appropriate as a shelter  
for abandoned children, but also it had to be  
a destination where the fashionable society  
of London would want to gather. In this way,  
the board was able to point the attention of  
the London society to the problems and needs  
of the abandoned children. This dual function 
of the Foundling Hospital can be seen in many 
engravings of the period, as well as in the  
present punch bowl.10 

The Foundling Hospital gained a lot of private 
support, namely by people of wealth and position  
in London. Eminent physicians offered their services,  
while prominent artists became patrons of the 
hospital. Just as in the Vauxhall Gardens, Handel 
gave benefit concerts in the chapel,11 and William 
Hogarth, and later Gainsborough and Reynolds, 
among others, provided the Hospital with their 
works of art.12 →

FIG. 23

FIG. 23

t. Bowles (1695-1767) after  
l. P. Boitard (fl. 1733-1767), 
The Foundling Hospital, 
Holborn, London: a bird's-eye 
view of the courtyard 
Engraving 
England — 1753

© WEllCoME lIBRaRy, london

The building’s 
design was of utmost 
importance, as, 
not only had it to 
be appropriate 
as a shelter for 
abandoned children, 
but also it had to be  
a destination where 
the fashionable 
society of London 
would want to 
gather.
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Du Boulay further illustrates a very similar bowl, 
with the same border around the rim and foot,  
with a scene depicting Ironmongers’ Hall in 
London, which is thought to be based on an 
engraving by Thomas Bowles (1712-1767), after 
drawings by J. Donawell.16 A further punch bowl, 
decorated with the same scene, was formerly in  
the Rafi and Mildred Mottahedeh Collection.17 •

 
1 British Museum, inv. no. 1880,1113.4791.
2 Bray (ed.), 1890, p. 277.
3 Braybrooke (comm.) and Wheatley (ed.), 1893, [28 May 1667]
4 Braybrooke (comm.) and Wheatley (ed.), 1893, [11 May 1668]
5 Conlin, 2013, p. 104. 
6 Conan (ed.), 2002, p. 106. 
7 http://www.oxforddnb.com/view/article/6282  

[accessed 14.06. 2016]
8 http://www.oxforddnb.com/view/article/6282  

[accessed 20.06.2016]
9 Arnold, 2013, pp. 96-7. 
10 British Museum, inv. no. 1880,1113.4787 and British Library,  

inv. no. K.Top.25.23.c.
11 http://www.oxforddnb.com/view/article/6282 [accessed 

20.06.2016]
12 Tharp, 1997, p. 111.
13 Howard, 1994, pp. 202-03, no. 235. 
14 Hervouët and Bruneau, 1986, p. 244, no. 10.21; Beurdeley,  

1969, p. 108, fig. 77.
15 Boulay, 1984, p. 284, no. 7; Tharp, 1997, p. 110, fig. 98. 
16 Boulay, 1984, p. 284, no. 6; Godden, 1979, p. 233, no. 151. 
17 Howard and Ayers, 1978, vol. I, pp. 268-69, no. 265;  

Hervouët and Bruneau, 1986, p. 240, no. 10.8 a,b. 

→ Currently, under the name ‘Coram’ and  
in a different place, the Foundling Hospital 
continues to serve the London community  
as a voluntary adoption charity, finding homes  
for children in need, and providing support in their 
resettlement. The original building was demolished 
in the 1930s, yet a smaller one was rebuilt on the 
same site. The latter houses the Foundling Museum, 
which explores the history of the hospital from its 
foundation, describing the involvement of Handel 
and Hogarth, among other artists who contributed 
to this philanthropic project. The original gate  
that gave access to the Foundling Hospital’s site, 
which is now known as Coram’s Fields, still exists,  
as can be seen in these images (fig. 24). 

It is possible that someone who supported  
these places, or was involved in their renovation  
or founding, commissioned Chinese porcelain with 
these scenes. The only known shapes decorated 
with these scenes are punch bowls. A comparable 
example is in the Foundling Museum, London. 
Further punch bowls were in the former Leo  
and Doris Hodroff,13 and Marcussen Collections.14 
Another punch bowl is illustrated by du Boulay, 
with the view of the Foundling Hospital 
misidentified as the Palace of Versailles.15 

FIG. 24

FIG. 24

View of gate to  
access Coram’s Fields  
& the harmsworth  
Memorial Playground
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A large punch bowl with rounded sides and 
gently flaring rim, standing on a slightly tapering 
recessed foot. It is painted in grisaille and gold with 
a continuous scene showing a large Neoclassical 
European three storey building, depicting the 
London Hospital in Whitechapel. The central 
section of the building, with a doorway with 
columns and a pediment, is flanked by two side-
wings and surrounded by a low wall, all below 
the inscription ‘LONDON HOSPITAL’. Behind 
the building are silhouettes of towers and other 
buildings at a considerable distance, suggesting  
the city. To the left, outside the wall, are houses 
and other buildings, including a church tower.  
In the foreground are coaches, figures on horses,  
a cowherd and his cattle, and many other groups  
of figures strolling by. To the right is another cowherd  
leading a cow, a woman and a dog, coaches pulled 
by horses, and other figures, near a rocky hill with  
a building on top, all among trees and bushes. 
On the inside, in the centre, is a round medallion 
framed by a narrow gilt band enclosing the figure 
of a man wearing breeches, a knee-length coat, 
and holding a cape in one hand and a cane in the 
other, looking down at a dog on its hind legs, both 
standing on the banks of a river with sailing and 
rowing boats. In the background are buildings set  
among trees, bushes and rocks. Below the rim on  
the inside, it is painted with a border of shell-shaped 
motifs, pendant garlands of flowers, entwined  
in a single scroll painted in gold. The rim is  
edged in brown. →

 

Porcelain decorated  
in grisaille and gold

 

China — Qing dynasty, 
Qianlong period  
(1736-1795)

H. 17 cm  
Ø 40.3 cm

Provenance 
Elinor Gordon Collection

J. Jefferson and anne 
Weiler Miller Collection

16 Punch 
Bowl
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→ In the mid-18th century, the city of London had 
two hospitals, St. Bartholomew’s and St. Thomas’s, 
both of which were founded in the 12th century. 
However, these were not sufficient for the care  
of the ‘sick poor’ who lived in East End of the city.1 
The London Hospital originated in September 1740 
when seven men met at the Feathers Tavern in 
Cheapside to discuss their ideas for an infirmary, 
for the charitable ‘Relief of all sick and diseased 
persons and, in particular, manufacturers, seamen 
in the merchant service, and their wives and 
children’.2 In November the voluntary infirmary  
was founded in a house rented in Featherstone 
Street, Moorfields.3 The costs, including salaries 
and other expenses, such as the rent and the 
purchase of materials and drugs, were paid by  
the subscribers, known as ‘managers’ or ‘governors’ 
who also contributed administratively.4 The number 
of patients must have been quite significant, as only 
three months after the opening, the infirmary was 
moved to a new house in Prescott Street. 

Every year, the infirmary hosted a commemoration, 
which entailed a sermon, after which the congrega-
tion would go to a hall or a tavern, where music 
would be played, and food and drinks served. At 
the end of the evening, donations for the infirmary 
would be collected.5 In the 1747 commemoration, 
the Bishop of Worcester preached a sermon calling 
for additional funds to erect a new building when 

the leases of the five houses at Prescott Street 
had expired, which would occur two years later. 
It was around this time that records show that the 
infirmary began to be designated as ‘the London 
Hospital’. 6 The sermon by the Bishop of Worcester 
was well received, and generous donations began 
to be made. In 1749 a sub-committee was formed 
to look for places where the hospital could be 
built. It was reported that the best available option 
was a large area at Whitechapel, however, it was 
considered quite expensive, and also an isolated 
area, which the patients would find difficult  
to reach.7 Indeed, in John Rocque’s 1746 map,  
Survey of London Westminster and Southwark,  
the remoteness of the area is quite evident,  
being surrounded by a vast area of empty land,  
and only a few buildings in Mile End Green. 

In 1751, with no other place having been found,  
an agreement was made for the site at Whitechapel. 
A building committee was appointed by the gover-
nors, which included renowned figures of English  
society such as George Parker (1691-1764),  
2nd Earl of Macclesfield, and the Archbishop 
of Canterbury.8 The chosen architect for this 
enterprise was Boulton Mainwaring (fl. 1750-1760), 
who was requested to draw up a plan, which had  
to include spaces ‘for the reception of patients,  
with proper offices’. In 1752 a plan was approved 
by the governors, which comprised beds for 350 

patients, a single continuous building so that the 
medical staff could attend all the wards ‘without 
danger’, and the front façade parallel to the main 
road.9 In 1757, the first patient was admitted to the 
new hospital, although only the central block was 
completed at the time. In 1759, the erection of the 
London Hospital was completed.

This scene depicted on this punch bowl is based 
on a print entitled View of the London Hospital in 
White Chapel Road, dating to 1753, and inscribed 
‘Design’d by Boulton Mainwaring Esqr. Painted 
by Wm. Bellers/ Etchd & Engrav’d by Messrs: 
Chatelain & W. H. Toms / To his Grace William 
Duke of Devonshire, President, & the rest of the 
Governors; this View of the LONDON HOSPITAL 
in White Chapel Road, with the Ground & Country 
adjacent, is humbly Inscrib’d by their most Obedient,  
& Oblig’d humble Servant Willm: Bellers/ Publish’d 
according to Act of Parliament May the 1st. 1753 
& Sold only by Willm. Bellers in Poppins Court, 
Fleetstreet, London’ (fig. 25). The scene on this 
Chinese porcelain bowl is very similar to the 
original source, yet it is only inscribed ‘London 
Hospital’. 

The engraving is dated to 1753, which is quite early, 
considering that only the central section of the 
Hospital existed in 1757 and construction works 
only terminated in 1759. Very little is known →

In 1749 a sub-committee was formed to look 
for places where the hospital could be built. 
(…) the best available option was a large area 
at Whitechapel, however, it was considered 
quite expensive, and also an isolated area, 
which the patients would find difficult  
to reach.
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→ about Boulton Mainwaring, the architect who 
designed the building.10 He probably supplied his 
architectural plans to William Bellers (fl. 1733-1773), 
a landscape artist and engraver, and author of this 
scene according to the inscription. In fact, Boulton 
Mainwaring had been required to draw and engrave 
a plan of the building, to be circulated among the 
governors.11 In 1753, it is known that Bellers’ print 
of the London Hospital was advertised at five 
shillings, and the contributions were to be collected 
by William Trotter and Benjamin Gifford, secretary 
and steward of the London Hospital respectively, 
as well as by Bellers himself.12 The trees shown 
at the front of both the engraving and the punch 
bowl seem to be a compositional addition and 

reminiscent of the landscapes by Claude Lorrain 
(1600-1682), and may have been placed there  
in an effort to balance the Whitechapel Mount  
on the other side.13 

The sales of this manipulated composition,  
whereby a building yet to be erected was inserted 
into a real setting, was a form of fund raising  
for the hospital’s construction and promotion  
of its location. Likewise, the busy and frantic 
movement in the street in the foreground was 
probably a way of convincing the public that  
the area, which was then considered isolated, 
would be largely inhabited after the hospital  
had been built. →

FIG. 25

FIG. 25

Jean B. C. Chatelain  
(1710-1758) and William henry 
toms (1700-1765) after William 
Bellers (fl. 1749-1773),  
View of the London Hospital  
in White Chapel Road.  
Etching with engraved 
lettering 
London — 1753

© yalE CEntER FoR BRItISh 
aRt, Paul MEllon CollECtIon
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1 Morris, 1910, p. 26. 
2 http://discovery.nationalarchives.gov.uk/details/rd/c88eaf4a-

31dd-4269-be25-467c651a3b42 [accessed 18.07.2016] 
3 Morris, 1910, p. 48. 
4 Morris, 1910, p. 53. 
5 Morris, 1910, p. 73. 
6 Morris, 1910, p. 78. 
7 Morris, 1910, p. 80. 
8 Morris, 1910, p. 83. 
9 Morris, 1910, p. 84. 
10 British Museum, inv. no. 1880,1113.5134.
11 Morris, 1910, p. 87. 
12 British Museum, inv. no. 1871,1209.4677.
13 O’Connell (ed.), 2003, p. 92. 
14 Morris, 1910, p. 55. 
15 http://bartshealth.nhs.uk/our-hospitals/the-royal-london-

hospital/our-history/ [accessed 18.07.2016]

→ In May 1741, the first medical student was 
accepted to study at the infirmary, after Mr 
Harrison, who was the surgeon and one of the 
seven men who initially sat with others to found 
the infirmary, asked a select committee of the 
governors if his apprentice was allowed to study 
under his guidance.14 This was the beginning  
of what would later, in 1785, become one  
of the hospital’s main functions in London  
society – a medical college.15 

Published in 

Beurdeley, 1982, p. 195, cat. 179. 

Hervouët and Bruneau, 1986, p. 240, no. 10.9. •
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A circular plate with a wide upturned rim, standing  
on a short foot. It is finely painted in several shades  
of underglaze cobalt blue, with a central medallion 
framed by a stylised leaf border between two 
concentric circles, and a further circle in the 
cavetto. The scene on the medallion shows 
the front façade of Tullgarn Palace, above 
the inscription ‘TULLGARNS SLOTT ANNO 
MDCCXCVI’. The rim is painted with a border  
of stylised scrolling foliage interspersed with four 
coats of arms opposite each other, the shields at  
the top and bottom showing the coat of arms of the  
Swedish armed forces, the shield on the right with  
the arms of Östergötlands, and the shield on the left 
with the arms of the House of Holstein-Gottorp.  
A blue band encircles the edge of the rim. →

 

Porcelain decorated in 
underglaze cobalt blue

 

China — Qing dynasty, 
Jiaqing period  
(1796-1820)

Ø 25 cm

22 Plate

enTrieS 

22—23



23 Soup 
Plate
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FIG. 33

View of tullgarns Palace 
Sweden 
© JZPhoto | dREaMStIME.CoM

→ This plate belonged to a dinner service ordered 
by Prince Frederik Adolf von Holstein-Gottorp 
in 1796.1 He was the son of Adolf Frederik I von 
Holstein-Gottorp (1710-1771), King of Sweden  
from 1751 until his death, and Louise Ulrike 
Prinzessin von Preußen (1720-1782), and younger 
brother of King Gustav III’s (1746-1792). He was 
born on 18th July 1750 at Drottningholm, Sweden 
and died on 12 December 1803. In 1772, he was 
given the title of Duke of Östergötlands and  
was granted Tullgarn Palace, which was situated  
in the south of Stockholm, near Vagnhärad,  
and had been acquired by the Crown. 

Tullgarn Palace (fig. 33) is an example  
of Gustavian architecture, a style that flourished 
after 1750 in Sweden, and took its name from  
King Gustav III, who was a fervent supporter  
of the arts. In the 1780s, Prince Frederik Adolf 
began rebuilding and modernizing the palace, 
raising the wings by one floor and providing  
the building with a new flat roof.2

The dinner service with the façade of Tullgarn 
Palace was ordered in 1796, although it did  
not arrive in Sweden until 1805, after the death  
of Prince Frederik Adolf. The palace was passed 
down to Frederik’s sister, Princess Sophia Albertina 
(1753-1829), and the service was paid for and 
presented to her by King Gustav IV (1778-1837).  
In 1954, the service was given to the Royal 
Collection in Stockholm by King Gustav VI  
(1882-1973).3 

Approximately 180 pieces from this service  
are believed to remain in the Royal Collection.  
An oval dish, a circular dish, a vegetable tureen  
and a salt from this service are illustrated by Wirgin.4 
A further dish is illustrated by Kjellberg.5 

Published in 

Jorge Welsh (ed.), 2005, pp. 154-5, no. 36 • 

A circular soup plate with a wide and slightly 
upturned rim, stands on a short foot. Painted  
in several shades of underglaze cobalt blue, it 
is decorated with a central medallion enclosing 
the front façade of Tullgarn Palace, above 
the inscription ‘TULLGARNS SLOTT ANNO 
MDCCXCVI’, which is framed by a stylised leaf 
border between two concentric circles, and another 
circle in the cavetto. Four coats of arms, two of 
which are of the Swedish armed forces, another 
of Östergötlands and the other of the House of 
Holstein-Gottorp, are painted on opposite sides 
to each other on the rim, in a border of stylised 
scrolling foliage, edged by a blue band round 
 the rim. →

 

Porcelain decorated in 
underglaze cobalt blue

 

China — Qing dynasty, 
Jiaqing period  
(1796-1820)

Ø 25 cm

Provenance 
Gustaf oscar 
Wallenberg Collection

 
1 Wirgin, 1998, p. 161. 
2 http://www.kungahuset.se/royalcourt/visittheroyalpalaces/

tullgarnpalace/thepalace/history.4.39616051158425
7f2180004229.html [accessed 28.06.2016]

3 Wirgin, 1998, p. 161. 
4 Wirgin, 1998, p. 161, no. 171.
5 Kjellberg, 1974, p. 244.

FIG. 33



138 139

→ As mentioned in the previous entry, these two 
plates were part of the service commissioned  
by Prince Frederik Adolf von Holstein-Gottorp 
(1750-1803). Interestingly, this plate’s later 
provenance is documented in a letter found  
on the reverse of the plate:

Min Kare Svager, 
Edvard Bergenstrahle

Jag sänder dig pa din fŏdelsadag jamte mina 
hjärtligaste lykønskninger tvenne kinesiska 
tallrikar af den kungliga tullgarnsservisen. 
Hvliling. – srvisen till hvilken dessa 
tallrikar höra finnes annu a tullgarns slott. – 
hofintendenten böttiger har för mig uppgifvit 
att endast att anda exemplar kommit ut till 
enskild samlare har I sverige. – servissen  
ar tillvarkad I canton pa 1790 talet. –

Din tiggifne svager, 
(Gustaf Oscar Wallenberg)

[My dear brother in law, 
Edvard Bergenstrahle

I am sending you on your birthday, besides my 
heartiest congratulations, two Chinese plates 
of the Royal Tullgarns service, which in 1913, 
I found in a junk shop in Peking. The dinner 
service to which these plates belong is still at 
the Tullgarns palace. Hofintendenten Böttiger 
has for me stated that only a single example 
has come out to an individual collector here in 
Sweden. Service made in Canton in the 1790s. 

Your devoted brother in law,  
(Gustaf Oscar Wallenberg)]

Gustaf Oscar Wallenberg (1872-1939) was  
the son of André Oscar Wallenberg (1816-1886)  
and Anna von Sydow (1838-1910). He began  
his career as a naval officer, achieving the rank 
of captain before abandoning military service 
in 1891 to engage in business and trade. He was 
particularly interested in issues relating to shipping, 
transportation, and the improvement of Swedish 
maritime connections. He was also a Liberal 
member of parliament, where he consistently 
defended Swedish maritime interests.1 The 
Wallenberg family, a well-established family 
in Sweden that founded the first private bank, 
Stockholms Enksilda Bank, in 1856, had very  
good relations with the Royal family.2 During  
the dissolution of the union between Sweden  
and Norway, Gustaf Oscar was sent to London, 
to explain the Swedish position to the British. His 
mission proved to be a success, as King Oscar II 
(1829-1907) subsequently offered him the post of 
Swedish envoy in London. Gustaf Oscar, however, 
asked to be sent to Asia.3 The King agreed to this 
request, sending him to Tokyo in 1906, and later 
to Beijing. From 1920 until his retirement, he 
was ambassador to Turkey.4 During his stay in 
Asia, he amassed a great collection of Japanese 
and Chinese art. When he died, the collection 
passed down to his grandson and protégé, Raoul 
Wallenberg (1912-ca. 1947), a swedish architect, 
diplomat and businessman, who in 1944 had been 
sent to German-occupied Hungary as the Secretary 
of the Swedish Legation in an attempt to save 
the large Jewish community. When Hungary was 
liberated by the Soviet Red Army in 1945, Raoul 
Wallenberg was taken to the Soviet headquarters, 
and disappeared.5 During this period, part of Gustaf 
Oscar Wallenberg’s Collection was stored in the 
Museum of Far Eastern Art in Stockholm, and later, 
passed down to his heirs. •

 
1 Jangfeldt, 2013, p. 16. 
2 Wallenberg, 1995, p. 4. 
3 Wallenberg, 1995, p. 4. 
4 Wallenberg, 1995, p. 5. 
5 http://wallenberg.umich.edu/raoul-wallenberg/the-story-of-

raoul-wallenberg/budapest-and-heroism/  
[accessed 17.06.2016]
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A painting in oil on canvas showing a view  
of Praia Grande in the city of Macao, in a painted 
and gilt wooden frame. The composition depicts 
several boats and sampans anchored on the calm 
waters of the Praia Grande bay. Other small boats, 
including a ship flying the Portuguese royal flag 
and a steamboat with the Red Ensign of Great 
Britain, are sailing in the harbour. The view of 
the city starts at the Penha Hill to the left, with 
the Chapel of Nossa Senhora da Penha de França 
on top, from which a wall runs down to the fort 
of Nossa Senhora do Bom Parto, near the shore. 
On the right is seen the Monte fortress on the 
hill with the same name. In the foreground is the 
Bateria 1º de Dezembro, near the Grémio Militar 
building. Following the path by the river, which 
is bordered by lamp posts and several trees, it is 
possible to identify some buildings along the line 
of Neoclassical architecture, namely the Hing 
Kee Hotel, which appears before the post-office 
building, and halfway along the pavement, in front 
of the pink building now known as the Governor’s 
Palace, and the small fort of São Pedro, with  
a raised flag. Behind these buildings along  
the shore are other structures located at higher  
points, including the Cathedral of Macao and,  
at a distance, the silhouette of the façade  
of the old Church of São Paulo.

 

Oil on canvas mounted 
in a Chinese wooden 
frame

 

China — Qing dynasty, 
Guangxu period  
(1875-1908), ca. 1885

H. 45.5 cm 
L. 60 cm

H. 55.8 cm 
L. 70 cm 
(including frame)

As Carl L. Crossman mentioned in The Decorative 
Arts of China Trade, ‘The identity of the Chinese 
artists painting in the western style for a foreign 
market and the paintings they entangled is a 
mass of labels, signatures, attributed paintings 
and hundreds of undocumented works of 
considerable quality’.1 In fact, the group of China 
trade ‘master’ painters based in Canton, included 
in their workshops several painters who would 
have produced a considerable number of works 
of great quality for export. However, the lack of 
documentation and recognisable characteristics  
on these paintings only enables the identification  
of a small number of painters and their workshops.2 
This is the case with the present painting and 
the following entry, in which the artist cannot be 
identified. This type of painting was most probably 
made as a set of city views, as suggested by other 
oil painting sets in private and public collections. 
This is documented on the shipping list of a Salem 
supercargo, which mentions ‘Sullivan Dorr of 
Providence, Rhode Island, sent four port scenes  
of Bogert [sic], Whampoa, Canton and Macao  
to his brother in 1800’.3 →

71 Painting

enTrieS 

71—72
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→ The several workshops in Canton that produced 
paintings throughout the centuries, would specialise 
in different types of subject matter, such as portraits, 
ships, city views, port scenes, street scenes and 
miniatures, on various mediums such as glass, 
ivory, canvas or paper, among others. For example, 
one of the best known and specialist painters of 
these town landscapes was Tingqua (1809-1870). 
His studio, which appears in paintings, was located 
at 16 China Street, Canton and produced mostly 
gouache and watercolours on canvas, miniatures 
and pith papers in the Western style. In one of the 
paintings representing his studio (fig. 57), several 
depictions of themes, that would appeal to western 
buyers, are seen hanging on the walls, including 
folly forts and a sketch view of Praia Grande  
in Macao (see detail of fig. 57). 

FIG. 57

tingqua (1809-1870) 
The Studio of Tingqua  
(and detail) 
Gouache on paper 
Mid-19th century

© honG KonG MuSEuM oF aRt 
CollECtIon/Photo SuPPlIEd 
By thE honG KonG MuSEuM 
oF aRt

From the mid-19th century onwards several health, 
public security and social welfare measures were 
undertaken in the city and villages of the peninsula, 
an example of which is the Guia lighthouse for the 
protection of maritime traffic, built in 1865. In this 
period, the first public garden in Macao, known  
as the garden of São Francisco, was created on  
the site of the old monastery,4 and five years later, 
a new Neoclassical building was built on the site 
of the old dependencies of the convent, for the 
accommodation of the Grémio Militar of Macao, 
being near the military emplacement of the Bateria 
1º Dezembro, which began to be built in 1872 below 
the old fort of São Francisco. Around the same 
period, electric lighting was installed on the  
streets near the shore. 5 →

FIG. 57



292 293

The view of the city 
starts at the Penha 
Hill to the left, with 
the chapel of Nossa 
Senhora da Penha  
de França on top, 
from which a wall 
runs down to the fort 
of Nossa Senhora  
do Bom Parto,  
near the shore.

→ In 1874, the strongest typhoon recorded in Macao 
caused severe damage to the buildings of the city, 
including the cathedral, whose two domes were 
destroyed and only reconstructed in the late  
years of the century. This is confirmed by the lack 
of these architectural features in the church at the 
centre of the present painting. The Guia lighthouse 
built in 1865, which is missing in this painting,  
was also damaged, and only renovated in 1910. 

The Fortaleza de Nossa Senhora do Bom Parto 
and the wall that rises on the Penha Hill, both 
represented here, were dismantled in 1892, to  
give way to the new Avenida da República.6 One  
of the most significant civic architectural structures  
of Macao in the late 19th and 20th centuries was the 
Hing Kee Hotel, founded in 1880,7 which was subject 
to at least two improvements and name changes in 
the 20th century (fig. 58). This building, erected with 

FIG. 58

Mam-took, Correio  
e Hotel Macau

© aRQuIVo hIStóRICo 
ultRaMaRIno, Calçada  
da Boa hoRa, n. 30,  
1300-095 lISBoa,  
PoRtuGal 

three imposing storeys, each with porches designed 
with round arches, including the ground floor,  
was demolished in 1971. Today, a skyscraper of  
the Bank of China stands on this site. 

A similar representation of the Praia Grande in 
Macao is in the Anthony J. Hardy Collection.8 •

 
1 Crossman, 1991, p. 106.
2 Crossman, 1991, p. 106.
3 Crossman, 1991, p. 106.
4 Dias, 2009, p. 62.
5 Conner, 2002, p. 79.
6 Dias, 2009, p. 114.
7 Dias, 2009, p. 202.
8 Conner, 2002, p. 79, no. 5.

FIG. 58
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→ an iron-red band painted with a lattice pattern  
in gold, enclosing eight lobed cartouches containing 
alternate brightly coloured flower sprays and land-
scape scenes painted in purple. Below, is a key-
fret band painted in gold on an iron-red ground. 
Further down is a border decorated with lobed 
cartouches containing landscape scenes in iron-red, 
and others with a ‘cracked ice’ pattern in gold on 
a black ground, all on a pink scale pattern ground, 
and with flower festoons and strings of pearls at 
the bottom. Inside the bowl, the well is decorated 
with a medallion containing a flower basket tied 
with a ribbon, and with an overhead handle framed 
within a gilt key-fret pattern on an iron-red ground, 
and surrounded by lobed cartouches containing 
landscape scenes and flowers, on an iron-red band 
with scrolling foliage in gold. The recessed base  
is glazed except for the foot ring.

Outside, the architectural details of the hong 
buildings along the river bank show a combination 
of Chinese and Western elements, which, together 
with other features, indicates the late 1770s as the 

probable period of manufacture for this punch bowl. 
The English factory is depicted after its renovation. 
It has a Western appearance, with two storeys 
and an extended veranda supported by narrow 
columns. Despite the fact that the exact date of its 
construction remains unknown, on the 4th of January 
1772, the Dutch record ‘that they wanted to build a 
new doubled-storeyed roofed balcony that extended 
out to the river like the English had’.1 In 1774, only 
two years after this remark, the Dutch factory was 
remodelled in a similar manner to the English hong.2 
Accounts detailing the total construction costs  
of the English factory, also mention that in 1778, 
the veranda was widened with one more section  
of porticos to each side of the central section, as 
can be seen on this punch bowl. Another identi-
fying element is the absence of the flag with the 
ensign of the Holy Roman Empire (Austrian) next 
to the French, as can be seen in other depictions 
of the factories. Due to economic difficulties, the 
French rented part of their factory to the Imperial 
Company, and during the period from October 1779 
to 1782, there were two flags in front of the French 

factory. The presence of the French flag alone may 
represent a date before 1779.3 Finally, another 
element that may provide a clue to the production 
date is the two trees placed between the Danish 
and French factories. According to Van Dyke and 
Mok, views of the city dated between 1772 and 1781, 
show these trees, but they disappear after that date.4

A punch bowl, possibly made at the same time  
as this one, with identical identifiable features  
in the composition, is in the National Museum of 
World Culture, Sweden.5 Comparable ‘hong bowls’, 
with similar decoration, showing the Imperial flag 
with the double-headed eagle near the French flag, 
are more common. There are examples of these 
in the Diplomatic Reception Rooms of the U.S. 
Department of State in Washington,6 in the British 
Museum in London,7 in the Henry Francis Dupont 
Winterthur Museum, Delaware,8 and in the former 
Elvehjem, now Chazen Museum of Art.9 Further 
examples are in the Musée de la Compagnie  
des Indes, in Lorient,10 in the RA Collection,11  
and in a private collection.12 •

 
1 Van Dyke and Mok, 2015, p. 9.
2 Van Dyke and Mok, 2015, p. 10.
3 Van Dyke and Mok, 2015, p. 16.
4 Van Dyke and Mok, 2015, p. 12.
5 Van Dyke and Mok, 2015, no.12, figs. A-B.
6 U.S. Department of State, inv. no. 1965.0004.3.
7 Krahl and Harrison-Hall, 1994, pp. 84-5, fig. 34. 
8 Van Dyke and Mok, 2015, no. 15, figs. A-C.
9 Brawer, 1992, p. 10, no. 1. 
10 Mézin, 2002, p. 142, fig. 118. 
11 Pinto de Matos, 2011, vol. II, p. 270-73, no. 347. 
12 Hervouët and Bruneau, 1986, p. 27, no. 1.27.

Outside is a continuous scene covering the 
entire surface, showing a view of the foreign 
factories, also known as hongs, on the bank 
of the Pearl River in Canton. (...) The scene 
appears to be depicted at sunset, with the river 
painted in purple enamel, and the pale blue 
sky with a red hue on the horizon.
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A pair of small ivory plaques painted in gouache, 
each depicting a different city scene. One plaque  
is decorated with a view of Macao, with the two bays 
visible, and probably painted from the Barra Hill. On 
the other side of the peninsula are Portas do Cerco, 
that separate the city from China’s mainland. On the 
right, in the foreground, is the hill of Penha with the 
Chapel of Nossa Senhora da Penha on top. Across 
the bay, the curve of Praia Grande filled with houses 
along the shore, leads to the Monastery and Church 
of São Francisco, with the Guia Hill and chapel 
behind. On the left of the scene is the Ilha Verde 
beyond the Chinese junks and European ships, 
anchored in the Porto Interior in front of sandy  
beaches. The first group of houses in the back-
ground probably represents the Patane neigh-
bour hood, and in the foreground is Barra, which is 
bounded by a wall. In the centre of the composition 
is the Monte fort, surrounded at the base by several 
buildings, including the college and Church of São 
Paulo, the Church of São Domingos, the Church  
of São Lázaro and the Cathedral of Macao. 

The other plaque shows a view of the Western 
factories or hongs in Canton, beside the Pearl River, 
with six different flags representing their respective 
nationalities, namely Danish, Spanish, North 
American, Swedish, British and Dutch. Several 
figures are depicted in front of the factories,  
where fences, trees, piers and steps leading down  
to the water are seen, and several merchant boats 
are painted at anchor, while a small ship flying  
the American flag is under way. →

 

Gouache on ivory
 

China — Qing dynasty, 
Jiaqing period  
(1796-1820), ca. 1806

 

H. 7.5 cm  
L. 12.5 cm 

Provenance 
Captain John William 
Robertson

81 Pair  
of Plaques
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→ While many representations of the factories  
in Canton, the bays of Macao and other locations 
with a Western connection, are known to exist  
in a variety of mediums, which include porcelain, 
canvas, different types of paper, copper, brass 
and glass, these miniature ivory gouaches are 
uncommon. Despite the fact that the views are 
represented on a small surface, these plaques show 
a high quality of painting, allowing, for example, 
the observation of minute details, and are at certain 
points comparable with the larger scenes painted 
on canvas. They were probably executed by Chinese 
painters who also worked in other mediums and  
on other themes (see the reference to Tingqua 
workshop in entry 71).

Only a few representations of Chinese cities  
made for the export market are known to have  
been made on small plaques. For example, 
Crossman illustrates a rare view of the factories 
in Canton, of remarkable painting quality, on a 
miniature plaque of copper. The author suggests 

that it must have been executed by the painter 
identified by him as the Master of the Fire of 1822.1 
A rare miniature oil painting on ivory depicting the 
Western factories in Canton, made in circa 1820,  
is illustrated by Paul Van Dyke and Maria Mok.2

As previously mentioned, the study of the 
architectural details and other visual elements  
in this type of representation of cities and places, 
may occasionally allow the observer to establish the 
period of manufacture for these pieces. Regarding 
the representation of Western factories at Canton, 
it is certain that the Chinese artists followed  
a more or less standard prototype, most probably 
based on painted or printed images,3 particularly 
visible in the perspective applied from an imaginary 
place in the middle of the Pearl River, and in the 
standardised arrangement of the boats in front  
of the factories. Nevertheless, the Chinese painters 
were also willing to depict every change that took 
place on this site, which included the type of fences 
in front of the factories that were constantly altered 

due to several floods that easily damaged them,  
the architectural changes of the buildings and,  
most importantly, the national flags.4 When 
comparing this view with the previous entries,  
apart from the presence of the Spanish and the 
American flag, the major difference is that the 
British are now flying the Union Jack, adopted  
after 1800. The French tricolor flag, which is not 
depicted, was removed by 1803 and only hoisted 
again in 1832. Regarding the American flag, there 
is some debate around when it was adopted. 
In August 1799, Samuel Snow wrote about the 
permission to hoist the American flag.

By their permission and approbation, I have  
for the first time erected the American flag  
in Canton. I took the opportunity of raising it 
on President Adams (sic) birthday, 30th October, 
and had the English company, Spanish, Danes, 
Hong merchants, and all the Americans in port 
to dine with me on the occasion [sic].5

Nevertheless, there are some paintings and 
engravings dating to earlier than 1799 that show 
the American flag flying in front of the factories. 
Recent studies, however, have suggested that the 
flag was only added to these paintings to show 
where the Americans stayed during their first 
presence in Canton.6 A detail that allows us to date 
this painting to sometime before 1810, is the size 
of the British factory. In March 1810, the East India 
Company bought premises neighbouring the Dutch 
factory from the hong merchant Puankhequa, and 
from then onwards, a fence with about thirty-
seven metres existed, which is not visible in this 
composition.7 Finally, it is known that in late 1804 
and early 1805, the Danish commissioned repairs to 
their factory, with the costs of this renovation being 
recorded. In some later paintings, probably made 
after this date, the façade of the Danish factory 
is different. Also, from 1807 to 1819, the Danish 
company did not send any ships to China, so their 
flag was not present.8 →

One plaque is 
decorated with  
a view of Macao, 
with the two bays 
visible, and probably 
painted from the 
Barra Hill. On 
the other side of 
the peninsula are 
Portas do Cerco, 
that separate the 
city from China’s 
mainland.

The other plaque 
shows a view 
of the Western 
factories or hongs 
in Canton, beside 
the Pearl River, 
with six different 
flags representing 
their respective 
nationalities, namely 
Danish, Spanish, 
North American, 
Swedish, British  
and Dutch. 
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A folding fan composed of fifteen mother-of-pearl 
sticks, each with the narrower straight upper section 
decorated in relief with a single floral stem, and the 
lower section cut in the shape of a paddle, carved 
with figures in a garden with houses. The guards 
are decorated in the same manner. The fan has two 
semi-circular overlapping paper leaves painted  
in gouache and gold, one of which is inlaid with  
silk and ivory. One side depicts a partial view of  
the Western factories in Canton, with several figures 
walking along the quayside among verdant trees,  
in front of Western-style buildings with four tall 
masts flying the American, English, French and 
Dutch flags. In the centre is a church flanked on 
either side by Chinese buildings. On the right,  
in the Pearl River, is the ‘Dutch folly’ fort surrounded 
by several vessels including sampans, other Chinese 
boats, and Western steamboats and ships at anchor 
or sailing, some of which are flying their national 
flag. The other side is painted with a conventional 
scene showing several Chinese figures with ivory 
‘applied faces’ and clothes made of tinged silk, many 
of whom are shown holding circular and folding 
fans, while engaged in daily activities. They are 
scattered throughout the scene in small groups 
inside several buildings. Both leaves are framed 
by a border decorated with leaves, flowers and 
Auspicious Symbols, all within a narrow gilt band.

 

Paper painted in 
gouache and gold, 
inlaid with silk and 
ivory; mother-of-pearl 
structure

 

China — Qing dynasty 
(1644-1911),  
ca. 1848-1855

H. 23 cm  
L. 44 cm

Provenance 
John Warner Collection

82 Folding  
Fan 

The present folding fan depicts a view of Canton 
before 1856, when the entire factory area was 
destroyed by fire (see entry 84).1 When comparing 
this scene with earlier views in this catalogue, 
noticeable differences can be seen, namely the 
inclusion of a church near a large garden in front 
of the American factory, and the appearance of the 
rebuilt factories. A painting by Tingqua (1809-1870) 
made before the 1856 fire depicts a detailed side 
view of the Western factories, church and garden, 
revealing some of the façades of the new buildings 
and the flourishing garden (fig. 63).

Views of Canton produced during the 1840s  
and 1850s provide valuable insights into  
the architectural development of the factories  
and their locations. In December 1842, as a result  
of the conflicts that had taken place in the previous 
years that ended with the signing of the Treaty 
of Nanking, Chinese rioters set fire to the foreign 
factories, completely destroying some of them, 
including those of the English and the Dutch.2 
Another fierce fire occurred on the 24th October 
1843, and burnt to ashes the Danish, Spanish  
and parts of the French factories.3 →
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2016 — 2017

A cidade Global. Lisboa 
no Renascimento, Museu 
Nacional de arte antiga, 
lisbon, portugal, 24th Nov. 
2016 — 26th Mar. 2017

2015

The dragon is dancing!  
Kangxi / China 
Contemporary, 
hetjens-Museum – 
Düsseldorf, Deutsches 
Keramikmuseum, 
Dusseldorf, germany

onde os nossos livros  
se acabam, ali começam 
os seus… O Japão em 
fontes documentais dos 
séculos XVI e XVII, Museu 
do livro – Biblioteca 
Nacional de portugal, 
lisbon, portugal

2014—2013

The exotic is never at 
home? The presence of 
China in the Portuguese 
faience and azulejo 
(17th—18th centuries),  
Museu Nacional do 
azulejo, lisbon, portugal

Portugal, Jesuits, and 
Japan: Spiritual Beliefs 
and Earthly Goods, 
Boston College’s 
McMullen Museum of art, 
Boston, USa

2012

Line and colour — 
Japanese Arts and the 
European Connection, 
Museo degli argenti, 
palazzo pitti, Florence, 
italy

2010

Namban commissions 
– The Portuguese in 
Modern Age Japan, 
Museu Fundação oriente, 
lisbon, portugal

2009

Fascination with the 
Foreign: China — Japan — 
Europe, hetjens—Museum 
— Düsseldorf Deutsches 
Keramikmuseum, 
Düsseldorf, germany

AuSTRALIA 

Art Gallery of south 
Australia, adelaide

BELGIuM

Royal Museum of Fine  
Arts, antwerp 

Royal Museums of Art  
and History, Brussels 

ChInA 

Guanfu classical Art 
Museum, Beijing 

Hong Kong Maritime 
Museum, hong Kong

Macao Museum, Macao

Nanchang university 
Museum

shanghai Museum, 
Shanghai

FRAnCE

Musée cernuschi, paris

Musée de la compagnie 
des Indes, Ville de lorient

GERMAny

schloss Museum 
Wolfshagen, Wolfshagen

staatliche 
Kunstsammlungen 
Dresden-Zwinger, 
Dresden

JAPAn 

Kyushu National 
Museum, Tokyo

LuXEMBOuRG 

Musée National 
d’Histoire et d’Art

PORTuGAL 

banco comercial 
Português

casa colombo  
— Museu de Porto 
santo, porto Santo

Fundação carmona  
e costa, lisbon

Fundação oriente, 
lisbon

Madeira Tecnopolo, 
Funchal

Museu A cidade  
do Açúcar, Funchal

Museu condes de castro 
Guimarães, Cascais

Museu de Arte sacra 
de santiago do cacém, 
Santiago do Cacém

Jorge Welsh 
Works of Art

encompassing the Globe 
— Portugal e o Mundo 
nos Séculos XVI e XVII, 
Museu Nacional de arte 
antiga, lisbon, portugal

Tomás Pereira (1646-
1708) — A Jesuit in 
Kangxi ś China, Centro 
Científico e Cultural de 
Macau, lisbon, portugal

2008

encompassing the Globe 
— Portugal and the World 
in the 16th & 17th Centuries, 
Musée des Beaux arts, 
Brussels, Belgium

2007

o espelho Invertido  
— Imagens Asiáticas dos 
Europeus 1500‑1800, 
Centro Científico e 
Cultural de Macau, lisbon, 
portugal

Le Grand Atelier  
— Europalia, Brussels, 
Belgium

Macau — O Primeiro 
Século de um Porto 
Internacional, Centro 
Científico e Cultural de 
Macau, lisbon, portugal

encompassing the Globe 
— Portugal and the World 
in the 16th & 17th Centuries, 
Freer gallery of art and 
arthur M. Sackler gallery, 
Smithsonian institution, 
Washington, D.C., USa

2006

são Francisco Xavier  
— A Sua Vida e o Seu 
Tempo (1506‑1552), 
Cordoaria Nacional,  
lisbon, portugal

2005

Dresden, spiegel der 
Welt, Die staatlichen 
Kunstsammlungen 
Dresden in Japan,  
The National Museum 
of Western art, Tokyo, 
Japan

A Porcelana chinesa  
nas colecções do Museu 
Quinta das cruzes, 
Museu Quinta das Cruzes, 
Funchal, portugal

Museu de Arte sacra  
do Funchal, Funchal

Museu de são Roque, 
lisbon

Museu do caramulo, 
Caramulo

Museu Nacional de  
Arte Antiga, lisbon

Museu Quinta  
das cruzes, Funchal

SInGAPORE 

Asian civilisations 
Museum

National Museum  
of singapore

SPAIn 

Museo Nacional de Artes 
Decorativas, Madrid

Museo oriental, 
Valladolid

SWEdEn

Museum of Far eastern 
Antiquities, Stockholm

ThAILAnd 

Prasart Museum, 
Bangkok

ThE nEThERLAndS

National Maritime 
Museum, amsterdam

Rijksmuseum, 
amsterdam

uSA 

Jamestown — 
Yorktown Foundation, 
Williamsburg

Peabody essex Museum, 
Salem, Massachusetts

Philadelphia Museum  
of Art, philadelphia

The Metropolitan 
Museum of Art,  
New york

The New orleans 
Museum of Art,  
New orleans

The Reeves center, 
Washington and lee 
University, lexington

The speed Art Museum, 
Kentucky

unITEd ARAB EMIRATES

Louvre Abu Dhabi,  
abu Dhabi

2004

encounters — The 
Meeting of Asia and 
Europe 1500‑1800, 
Victoria and albert 
Museum, london,  
United Kingdom 

2003

Peregrinações  
— homenagem a Maria 
helena Mendes Pinto, 
Fundação Calouste 
gulbenkian, lisbon, 
portugal

Province Plates,  
a Cultural dialogue  
between Two Civilizations,  
Museum geelvinck 
hinlopen huis, amsterdam, 
The Netherlands

Hybrides, Porcelaines 
chinoises aux Armoiries 
européennes, Musée 
National d' histoire  
et d’art, luxembourg

2001

o Mundo da Laca  
— 2000 Anos de história,  
Museu Calouste 
gulbenkian, lisbon, 
portugal

1999—2000

Fundamentos da 
Amizade, Centro 
Científico e Cultural 
Macau, lisbon, portugal

escolhas — Objectos 
Raros e de Colecção, 
paços do Concelho, 
Câmara Municipal de 
lisboa e associação 
portuguesa de 
antiquários, lisbon, 
portugal

1998

Vasco da Gama e a Índia, 
Capela da Sorbonne, 
Fundação Calouste 
gulbenkian, paris, France

caminhos da Porcelana, 
Fundação oriente, lisbon, 
portugal

1996

Reflexos do cristianismo  
na Porcelana chinesa, 
Museu de São roque, 
lisbon, portugal

2016

A Time and A Place: 
Views and Perspectives 
on Chinese Export Art 
English edition:  
iSBN 978-0-9557432-8-3

2015

China of All Colours:  
Painted Enamels on 
Copper 
English edition:  
iSBN 978-0-9573547-3-9 
Chinese edition:  
iSBN 978-0-9573547-4-6

2014

Out of the Ordinary: 
Living with Chinese 
Export Porcelain 
English edition:  
iSBN 978-0-9573547-1-5 
Chinese addendum:  
iSBN 978-0-9573547-2-2

2013

Ko-sometsuke:  
Chinese Porcelain  
for the Japanese Market 
English edition:  
iSBN 978-0-9573547-0-8

2012

Biscuit: Refined Chinese 
Famille Verte Wares 
English edition:  
iSBN 978-0-9557432-9-0

2009

Art of the Expansion  
and Beyond 
English edition:  
iSBN 978-0-9557432-5-2 
portuguese edition:  
iSBN 978-0-9557432-6-9

2008

Kraak Porcelain:  
The Rise of Global Trade  
in the late 16th and early  
17th Centuries 
English edition:  
iSBN 0-9550992-9-3 
portuguese edition:  
iSBN 978-0-9557432-2-1

After the Barbarians II: 
Namban Works of  
Art for the Japanese, 
Portuguese and dutch 
Markets 
English edition:  
iSBN 978-0-9557432-0-7  
portuguese edition:  
iSBN 978-0-9557432-1-4

2007

The ‘West Lake’ 
Garniture 
English edition:  
iSBN 0-9550992-7-7

The ‘Osaka to Nagasaki 
Sea Route’ Map Screens 
English edition:  
iSBN 0-9550992-8-5

2006

Zhangzhou Export 
Ceramics: The So‑Called 
Swatow Wares 
English edition:  
iSBN 0-9550992-4-2 
portuguese edition:  
iSBN 0-9550992-3-4

2005

European Scenes  
on Chinese Art 
English edition:  
iSBN 0-9550992-1-8 
portuguese edition:  
iSBN 0-9550992-2-6

2004

Linglong 
Bilingual: English  
and portuguese  
iSBN 972-99045-2-9

2003

After the Barbarians:  
An Exceptional Group  
of Namban Works of Art 
Bilingual: English  
and portuguese  
iSBN 972-99045-0-2

Christian Images  
in Chinese Porcelain 
Bilingual: English  
and portuguese  
iSBN 972-99045-1-0

2002

Flora & Fauna:  
A Collection of Qing 
dynasty Porcelain 
Bilingual: English  
and portuguese 

2001

Western Orders  
of Chinese Porcelain 
Bilingual: English  
and portuguese

2000

Important Collection  
of Chinese Porcelain and 
Works of Art from the 
16th to the 19th century 
Bilingual: English  
and portuguese

1999

Important Collection of 
Chinese Export Porcelain 
Bilingual: English  
and portuguese

2016

Tankards and Mugs: 
drinking from Chinese 
Export Porcelain 
Authors: Maria antónia 
pinto de Matos, rose Kerr 
English edition:  
iSBN 978-0-9557432-7-6

Global by Design:  
Chinese Ceramics from 
the R. Albuquerque 
Collection 
Authors: Denise patry 
leidy, Maria antónia pinto 
de Matos 
hardcover edition:  
iSBN 978-0-9935068-0-2 
Softcover edition:  
iSBN 978-0-9935068-1-9

2011

The RA Collection  
of Chinese Ceramics:  
A Collector’s Vision 
Author: Maria antónia 
pinto de Matos 
English edition:  
iSBN 978-0-9557432-3-8 
portuguese edition:  
iSBN 978-0-9557432-4-5

2010

Chinese Armorial  
Porcelain for Spain 
Author: rocío Díaz 
English edition:  
iSBN 0-9550992-6-9 
Spanish edition:  
iSBN 0-9550992-5-0

2005

European Decoration  
on Oriental Porcelain, 
1700-1830 
Author: helen Espir 
English edition:  
iSBN 0-9550992-0-X
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