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This catalogue will focus on an important but little-studied group of Chinese porcelain known as

famille verte biscuit wares. Produced predominantly in the Kangxi reign period (1662-1722) in the

kilns at Jingdezhen in Jiangxi province, this group is defined by its colour palette and the method

employed for the decoration. In academic studies, famille verte biscuit wares are rarely considered as

a group in their own right, leading to some uncertainties about them, particularly in regard to the

dating and decorative techniques. They are often included with a larger group of porcelain made

during the same period and also decorated predominantly in green colours; historically known in

the West as famille verte wares. In fact, the famille verte biscuit group is quite distinct from its larger

family, in a variety of ways. Produced in an overall smaller size range using a different technique,

the shapes and decoration within this group are remarkably diverse and in some cases they are very

unusual. Animals and human figures appear frequently, as well as small practical items made for use

within the Chinese domestic environment and curiosities for the export market. Indeed, the

composition of the group as a whole, quite different when compared to the more regular varieties 

of porcelain made during this period, suggests it was intended for a more unusual or refined 

taste.

The term ‘biscuit’ appears in the 1862 publication of Histoire Artistique, Industrielle et Commerciale

de la Porcelaine by Albert Jacquemart and Edmond Le Blant, who coined the terms famille verte and

famille rose in the same publication.1 In other slightly later works, Jacquemart discusses famille verte

wares decorated ‘on the biscuit’ in some detail, indicating that this terminology was begun or already

in use at around this time.2 This name is a rather simple reference to the method of production; the

object is made and fired in a high-temperature kiln. After it has been fired, polychrome enamels or

low-firing lead glazes are applied directly to the hard surface of the piece, which is known as the

‘biscuit’. Some areas of the piece are left in the biscuit intentionally. The piece was then fired again at

a low temperature to set the enamels, usually in a muffle kiln. 

This method of production was particularly suitable for making small, complicated and varied

shapes. Consequently, figurines and animals, as well as small scholarly items, lanterns, censers, teapots

and miniature models are frequently found in this group. The larger shapes such as vases and jars, as

well as utilitarian shapes such as cups, saucers and dishes are more uncommon. Animal models include

dogs, parrots, Buddhist lions, monkeys, deer and carp. Representatives from Buddhism, Daoism and

Confucianism can all be found, as well as figurines of a more secular or personal nature, and even

European figures. While some of these pieces are quite unusual, most conform to traditional aesthetic

conventions and are familiar to the Chinese decorative repertoire. Most of the more complicated shapes

could not be made on the potter’s wheel and were customarily made using moulds, from which the

shape could be repeated. Each piece was made in parts, which were then fitted together and finished

by hand. 

17

Setting the Scene: An Introduction 
to Famille Verte Biscuit Wares
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Porcelain Production at Jingdezhen

The best and most complete testimony of the production of ceramics at Jingdezhen during the Kangxi

period was written by the Jesuit missionary François Xavier d‘Entrecolles, in two letters dated 1712

and 1722. Born in Lyon, Father d’Entrecolles joined the Society of Jesus in 1682 and went to China in

1698, where he lived in the province of Jiangxi. Between 1706 and 1719, he was appointed Superior

General of the French Mission. From 1722 to 1732 he became Chief of the French Residence in Peking,

where he remained until his death in 1741. 

These letters were written in order to convey a clear understanding of porcelain production at

Jingdezhen during this period. This technology was both relatively unknown and eagerly sought after

in Europe, as Chinese porcelain had long been admired by early Western travellers.1 Presented in a

logical and orderly fashion, the letters provide a detailed account of the physical layout and social

composition of the ‘Porcelain City’. They also describe the processes of collecting and mixing clays,

the tools and techniques employed for creating the shapes, as well as the preparation of pigments and

other stages of the decorative process.2 The letters represent an important source since they describe

the entire production process in such a way that the uninitiated might be able to comprehend and

even to replicate it.

Another vital source which details the main stages of porcelain production at Jingdezhen is a series

of annotated illustrations entitled Yeh Tou Tao (‘Illustrations of the Manufacture of Porcelain’). These

were published in 1743 by order of the Qianlong emperor who, like the Kangxi emperor before him,

patronised the production of important historical publications. The idea for these texts was probably

inspired by a series of illustrations made in 1696, representing the cultivation of rice and manufacture

of silk.3 The author, Tang Ying, was initially an assistant and later the Superintendent of the imperial

factory between 1728 and 1756.4

This series comprised a total of 20 illustrations, each depicting a specific process of manufacture. The

first illustration, entitled Gathering Rock and Fabricating Porcelain Stone, provides information on the

collection and preparation of the rocks and clay. The second shows the process of washing and purifying

the paste, where Tang Ying describes some of the techniques and materials used to remove any impurities,

noting that this is the most important part of the process. Next are the processes of burning the wood

ash to provide glaze materials5, preparing the glazes and the manufacture of the saggers; which would

protect the porcelain during the firing process. In the fifth illustration, entitled Preparing the moulds for

round wares, the significance of the preparation of the moulds is emphasised as key to ensuring the

production of a precise and uniform shape. This is followed by an illustration depicting the making of

round wares and the process by which they can be fashioned on the wheel, and subsequently decorated

with underglaze blue. Illustration thirteen shows the method employed for glazing the objects and is

followed by another showing the final preparations to be made before firing the wares. The next illustrations

31
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Before the Transitional period, the trade in Chinese ceramics to the West had centred almost

exclusively on blue and white. By the mid-Kangxi period, this was no longer the case. With trade

booming again, a wide range of porcelain wares were being shipped to Europe by the various East

India Companies. Along with the blue and white, porcelain decorated in polychrome enamels was

also regularly exported and became very popular in the West. This change was a direct result of the

civil strife which occurred during the Transitional period. The diminished supply of porcelain from

Jingdezhen had caused the Dutch East India Company to turn to Japan, where they purchased

polychrome wares from Arita such as kakiemon and imari. Indeed, the first recorded order for Japanese

porcelain in 1659 mostly consisted of polychrome enamelled ware for Europe, although the Near

Eastern market continued to order large quantities of blue and white. By the 1680s, enamelled Japanese

porcelain was considered to be the best on the market.1

It was during this period that the factories at Jingdezhen were re-established and the competition

for the foreign markets was revived. The new assortment of Chinese polychrome wares destined for

Europe included famille verte and Chinese imari, as well as the famille verte biscuit wares. The colours

of the famille verte biscuit group must have been attractive in this changing market, as were those of

‘traditional’ famille verte porcelain, which was very popular in Europe long before the appearance of

famille rose in the 1720s. None the less, famille verte biscuit wares were collected and appreciated on

a relatively small scale, certainly when in comparison to blue and white.

Regarded as a sumptuous decorative item, the fashion for collecting oriental porcelain spread

throughout the palaces and aristocratic houses of Europe at the turn of the 18th century. In some cases

this led to the creation of ‘porcelain rooms’, where large quantities of porcelain were displayed together

and arranged on mantelpieces, cabinets and especially fitted wall-mounts. This type of porcelain display

was part of the late Baroque style, which typically combined lavish uses of colour, together with wood

panelled or lacquered walls. Architect and designer Daniel Marot (1661-1752) is often linked to this

late Baroque style.2 His designs for several rooms of Kensington Palace demonstrate the concentrated

manner in which porcelain was displayed.3

An engraving of the porcelain room in the Charlottenburg Palace of King Frederick I of Prussia in

Berlin, drawn in around 1705, illustrates this kind of porcelain arrangement (fig. 16). Most of this

collection had developed as a result of gifts made by the East India Company to Queen Sophia Charlotte

(1668-1705). The layout of the porcelain room is almost identical to the one still seen today, and it

can be assumed that many of these pieces are the originals.4 Among a large number of plates, jars and

vases arranged in a symmetrical pattern around the room, of which the majority are blue and white,

various figurines can be seen near the mantelpiece. Two deer-shaped ewers, two parrots and two

Buddhist lions modelled with miniature vases are arranged symmetrically on the mantelpiece and

seem to mimic the larger garniture placed just behind them. Only the parrots are not famille verte

biscuit; as they are decorated with turquoise and purple glazes on the biscuit. At either side of the

mantelpiece is a group of blanc de Chine Buddhist lions and several other figurines, as well as two pairs

41
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Famille Verte

In a revised edition of the Tao ya (‘Pottery Refinements’) published in 1910, a Chinese civil servant

by the name of Chen Liu, or ‘The Old Man of the Quiet Garden’, stated that:

Westerners regard the Kangxi porcelain vessels in the three colours yellow, aubergine purple, and green as

plain three-colour ware. And their reputation is very high. In truth they are coarse material of less than

average talent; prominent cracks have long appeared, and the pigments are muddy-coloured and plain. Not

fine pieces. As for the flower and plant paintings they are also very commonplace in form, and utterly

lacking in vigour and vitality. The western traders also regard this sort of plain three-colour as Ming

polychrome. That they should call what is clearly labelled Kangxi the products of the defeated dynasty (ie.

the Ming dynasty) really makes one titter.1

A wealth of information can be ascertained from this text. It firstly documents the vogue for famille

verte biscuit wares that was sweeping Europe and America at the end of the 19th and beginning of the

20th centuries. It suggests that many Kangxi period pieces were wrongly attributed to the late Ming

dynasty (1368-1644), which is indeed evident in catalogues of this era.2 Chen Liu states that the Kangxi

famille verte biscuit pieces were of a lesser quality, which is clearly not the case for the majority of

them. Perhaps this statement more accurately reflects the difference in fashionable taste between

domestic Chinese and Western consumers at this time. The evident scorn he feels for the less discerning

foreign traders spills over into criticism of the porcelain. It must also be remembered that ceramics

of the earlier dynasties were often favoured in Chinese literature and art history, at the expense of

more recently made porcelain.

Famille verte biscuit wares became extremely popular in Europe during the latter part of the 

19th and beginning of the 20th century and are well represented in publications of this period. Auction

records from this time are also littered with figures and animals decorated with green, yellow and

aubergine-purple colours. This popularity is also evident from contemporary accounts; writing in 1915,

R. L. Hobson comments that the famille verte biscuit pieces were indeed ‘very collectable’.3 Later on in

1970, Gerald Reitlinger stated that ‘delicately modelled pieces, enamelled on the biscuit, have been 

an expensive market since the early years of the century, but have barely kept pace with inflation’.4

It is likely that a substantial proportion of famille verte biscuit wares were exported to Europe at this

point, rather than in the Kangxi era.

Indeed Kangxi period porcelain had become particularly popular in Europe in the late 

19th century, after a period during the late 18th and early 19th centuries in which Chinese porcelain

had fallen out of favour. Blue and white wares, famille verte and famille verte biscuit porcelain were

avidly acquired by the major collectors of this era, including George Salting, Ernest Grandidier and

Anthony de Rothschild. Soon afterwards this popularity spread to America, where J. Pierpont Morgan,

51

The Taste for Biscuit Porcelain 
in the Late 19th and Early 20th Centuries

miolo biscuit-1final__NOR_Layout 1  12/10/16  15:49  Página 51



miolo biscuit-1final__NOR_Layout 1  12/10/16  15:50  Página 58



miolo biscuit-1final__NOR_Layout 1  12/10/16  15:50  Página 59



Two thickly-potted rectangular tiles with slightly

tapering sides and decorated with polychrome enamels

on the biscuit, which are extremely thin in some

places. Each is incised on the top with two opposing

five-clawed dragons chasing a central flaming pearl

amongst clouds, painted in green enamel on a yellow

ground. The back and sides left in the biscuit.

The type of decoration seen on these tiles, with an

incised pattern painted in green and yellow enamels on

the biscuit, dates back to the Yongle period (1403-1424).

There is archaeological evidence from Jingdezhen of

shards from a small pear-shaped ewer dating to this

early period. It was decorated with incised dragons

amongst clouds painted with green and yellow-brown

enamels.1 Bowls, plates and vases are shapes regularly

found in this type of porcelain, on which the motif of

dragons amongst clouds was popular. Such pieces were

usually ordered for the court, as yellow was the

imperial colour and the dragon the symbol of the

emperor. However these symbols are also found on

porcelain made for devotional or imperial buildings.

Several other tiles of this size, shape and decoration are

known, one of which is in the British Museum2 and

another in the Victoria and Albert Museum,3 both in

London. Du Boulay also illustrates another related tile.4

Each has slightly tapering sides, suggesting that when

fitted together, a large number of these tiles would

have formed a circle of about 8.5m in diameter.5

The example from the Victoria and Albert Museum has

an incised mark, shi yi zheng, meaning ‘11 front’. 

60

1

TWO TILES
China

Ming dynasty (1368-1644), 16th century

Porcelain incised and painted with green and yellow enamels on the biscuit

Height: 28 cm; length: 20 cm; width: 1.9 cm
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A deep, thinly-potted saucer with a slightly everted rim

and a small foot ring. It is covered with a thin layer of

clear glaze and painted with enamels of the famille

noire palette on the biscuit, while the back is painted

with famille verte enamels. The interior is decorated

with two opposing three-clawed dragons chasing

flaming pearls amongst clouds all painted in yellow,

green and aubergine-purple enamels against a dark

black ground. One of the dragon’s heads is yellow and

the body aubergine-purple, while the other dragon has

the same colours in reverse. The exterior is painted

with a similar theme of two dragons chasing flaming

pearls against a green ground. At the centre of the

recessed base is an Artemisia leaf painted in green and

outlined in black.

88

13

SAUCER
China

Qing dynasty, Kangxi period (1662-1722)

Porcelain decorated with famille noire and famille verte enamels on the biscuit

Diameter: 18.3 cm
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A thinly-potted libation cup in the form of an oval

bowl with slightly tapering sides and a broad pouring

lip. The rectangular handle is supported by two chilong

dragons applied one on either side and another two

dragons are applied under the lip. The cup is covered

with a very thin layer of transparent glaze and painted

with famille verte enamels. On the outside are flower-

heads and monster masks (taotie) painted in

aubergine-purple and yellow enamels on a green

ground, while the applied chilong dragons are painted

in aubergine and yellow. The interior rim painted with

a monster mask flanked by flower-heads. The bottom

of the interior with a stylised character painted in

black.

102

18

LIBATION CUP
China

Qing dynasty, Kangxi period (1662-1722)

Porcelain decorated with famille verte enamels on the biscuit

Height: 4.5 cm; length: 9.5 cm; width: 5 cm
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A thinly-potted libation cup in the form of an oval

bowl with slightly tapering sides and a broad pouring

lip. The rectangular handle is supported by two chilong

dragons applied one on either side and another two

dragons are applied under the lip. The cup is covered

with a very thin layer of transparent glaze and painted

with famille verte enamels and iron-red enamel. 

On the outside are lobed panels with key fret patterns

and flower-heads painted in aubergine-purple and

yellow enamels on a green seeded ground. The applied

chilong dragons are painted in aubergine and yellow.

The interior rim painted with ruyi-heads, key fret

patterns and flower-heads on a green seeded ground.

The bottom of the interior decorated with a hare

outlined in black.

103
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LIBATION CUP 
China

Qing dynasty, Kangxi period (1662-1722)

Porcelain decorated with famille verte enamels on the biscuit

Height: 5.5 cm; length: 11.5 cm; width: 6 cm
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130

A heavily-potted figure of Liu Hai, modelled sitting on

top of a hollow boat-shaped ingot which has a pierced

cash motif. The figure is shown with a laughing

expression, open robes, a bare chest and holding a

string of coins, while other coins are scattered near his

feet. His robes are painted in green, his hair in black

and the ingot in yellow enamel. A thin clear glaze wash

has been used on some parts of his body, while others

have been left in the biscuit.

It has been suggested that this figure of Liu Hai served

as a water dropper.1 This seems unlikely however, as

the flow of water from the pierced cash motif on the

ingot would not be easily controllable. The compact

form, stability and surprising weight might instead

suggest that it was used as a paper weight, although

these items were not commonly made in ceramic. 

In addition to the larger scroll weights which were

normally rectangular in shape, scholars needed small

paper weights for holding down single pieces of paper

or letters.

The Chinese god of wealth, Liu Hai, is based upon the

story of a Daoist priest living in the 10th century, who

was accompanied by a mystical, three-legged toad.

Believed to have come from the moon, this toad was

blessed with immortality and the ability to find hidden

treasure.2 Occasionally the toad would escape from 

Liu Hai, who would lure him back with a string of gold

coins, which is represented in this piece. Coins

themselves were popular decorative motifs symbolising

prosperity and fortune, as was the ingot upon which

Liu Hai sits. It is very unusual to find porcelain in the

shape of an ingot. 

Two other, almost identical figures to the present piece

are in the Copeland Collection at the Peabody Essex

Museum in Massachusetts3 and in the Marie Vergottis

Collection, respectively.4

1 Suggestion made by Sargent, 1991, p. 72.
2 Kerr and Ayers, 2002, pl. 25.
3 Sargent, ibid., p. 72, pl. 26.
4 Ayers, 2004, p. 100, pl. 90.

33

FIGURE OF LIU HAI
China

Qing dynasty, Kangxi period (1662-1722)

Porcelain decorated with famille verte enamels on the biscuit

Height: 10.5 cm; length: 11 cm: width: 6.2 cm
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It is painted in green, yellow and aubergine-purple

enamels, with touches of black. A small, oval opening

on the back of the horse is used to fill the ewer with

liquid, while the curved tail serves as the handle and

the open mouth as the spout.

146

A ewer modelled in the form of a horse emerging from

incised curling waves. It was moulded in two halves in

thick porcelain, the horse with his front legs and head

projecting forwards. The biscuit body is partially

covered with a thin layer of transparent glaze except

for the base and the seaweed near the horse’s neck. 

39

HORSE-SHAPED EWER
China

Qing dynasty, Kangxi period (1662-1722)

Porcelain decorated with famille verte enamels on the biscuit

Height: 14.5 cm; length: 15.5 cm
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A pair of teapots and covers similarly modelled in two

halves, in the shape of a bundle of bamboo stalks, with

the same theme in the loop handle and spout. The flat

covers are moulded with a lobed edge and a bamboo

stalk handle. The teapots are similarly decorated in

famille verte enamels on the biscuit. On the teapot,

each stalk is alternately painted in shades of green,

yellow and aubergine-purple enamels. One teapot is

painted with various flowering branches, the other

with flowering branches, plants and birds. The spout,

handle and finial are painted black with green joints.

The flat top of both teapots has a cross-hatch pattern

and the lid has peony flowers and bamboo leaves in

relief on a green seeded ground. The interior and base

of the body, as well as the underside of the lid are left

in the biscuit.

Famille verte biscuit teapots of this type show slight

variations in the decoration. One example is in the

Fitzwilliam Museum in Cambridge.1 Another two are in

the Musée Guimet in Paris, one of which is painted

with prunus branches, flowers and birds.2 This bamboo

teapot also has the Xuande emperor’s

(1426-1435) reign mark on the base. Another

comparable piece with the handle, spout and finial

painted in black and additionally fitted with European

gold mounts, is in the Peabody Essex Museum in Salem,

Massachusetts.3 A bamboo teapot with slightly different

famille verte biscuit decoration painted with a ‘leopard-

skin’ pattern is in the Reeves Centre Collection at the

Washington and Lee University.4

See previous entry.

1 The Fitzwilliam Museum, inv. no. C.9 & A-1962.
2 Musée Guimet, inv. no. G 2318 & G 2348.
3 Sargent, 2012, p. 177, pl. 81.
4 Litzenburg and Bailey, 2003, p. 59, pl. 41.

154

41

PAIR OF TEAPOTS AND COVERS
China

Qing dynasty, Kangxi period (1662-1722), ca. 1700-1720

Porcelain decorated with famille verte enamels on the biscuit

Height: 11.5 cm; length: 16 cm
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A ewer modelled in the form of a carp rising from

waves with its tail curved upwards, with two other

smaller carp just above the waves at either side. 

The body of the carp has been incised with a pattern of

scales, and rises above the incised waves. A handle is

attached to the back in the place of a dorsal fin, below

a small opening for filling the ewer with liquid, and a

long spout is attached to the front and mouth of the

carp. The ewer is partially covered with a thin layer of

transparent glaze on the biscuit. It is painted with

green, yellow and aubergine-purple enamels, with

touches of black. The waves, handle and spout are

painted in green enamel, while the tail, fins and facial

features of the carp are painted in aubergine-brown

and yellow enamel. One of the smaller carp is painted

in yellow enamels and the other in aubergine. The base

is left in the biscuit.

160

43

CARP-SHAPED EWER
China

Qing dynasty, Kangxi period (1662-1722)

Porcelain decorated with famille verte enamels on the biscuit

Height: 13 cm; length: 14 cm
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A model of a recumbent horse set on top of a

rectangular porcelain pedestal with an ormolu mount.

The horse with its head raised and front hooves resting

on the ground as if about to stand up. The body

covered with yellow-ochre enamel. The hooves, as well

as the mane and tail, which were attached separately,

are painted in aubergine-purple enamel, while the

reins and a small section of the tail were left in the

biscuit. A small firing hole is located at the base of the

mane, called the ‘withers’. The large porcelain pedestal

is moulded in two parts and the protruding base at the

bottom has a lambrequin design. The surfaces of the

pedestal are incised with a bird standing on a 

flowering branch and Chinese clouds painted with a

light purple enamel on a vivid blue enamel ground.

The base is left in the biscuit, in the centre of which is

a metal screw attaching the pedestal to the ormolu

mount.
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RECUMBENT HORSE
China

Qing dynasty, Kangxi period (1662-1722) 

Porcelain decorated with famille verte enamels on the biscuit;

the Chinese porcelain pedestal and ormolu mount added later in Europe

Height: 21.5 cm; length: 17.3 cm; width: 10 cm 
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A model of a miniature mountain landscape standing

on a hollow semi-circular plinth with pierced designs,

which include a central cash motif. The landscape is

modelled as a tall curving pierced rockery with

stairways and several birds seated on and above two

tall central pine trees. There are four figures wearing

Chinese-style hats and clothes; of whom two central

figures sitting cross-legged on a raised platform are

eating food from plates and other crockery. Another

smaller figure who is probably a servant attends the

seated pair, while a figure in the foreground guards 

a dog and the two horses standing behind him.

Enamels of light green and yellow, with a thin clear

glaze decorate the figures, animals and plants, with

additional touches of red on the flowers. The rockery 

is predominantly painted in aubergine-brown enamel.

The plinth is decorated with green, yellow and

aubergine enamels in the ‘egg-and-spinach’

pattern. 

This unusual piece is an outstanding example of 

the intricacy which can be achieved with the ‘enamel

on biscuit’ technique. Hands and facial features in

particular have been modelled in minute detail. The

picnic includes four dishes of different types of food;

even the chopsticks and individual eating bowls are

clearly visible. Mountain landscape models with

buildings and figures were also carved from jade and

bamboo. An example of the latter type which is dated

to the Qing dynasty (1644-1911) is in the Shanghai

Museum.1 Porcelain examples are also known in famille

rose and blanc de Chine. The exact purpose of these

objects is uncertain, though they were probably

primarily intended to be ornamental. Remarkably, the

making of such porcelain models is portrayed in an

early 19th century gouache painting, one of a series

illustrating the process of porcelain production 

(fig. 11). The model illustrated is rather larger than this

example. 
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MINIATURE LANDSCAPE MODEL
China

Qing dynasty, Kangxi period (1662-1722)

Porcelain decorated with famille verte enamels on the biscuit

Height: 26 cm; length: 21.2 cm; width: 11 cm
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A figurine of the Bodhisattva Guanyin seated upon a

thin base with one leg touching the ground and the

other bent upwards. She wears a long robe and cloak

over her head, and is modelled with a serene

expression on her face. She is holding a fly-whisk in

one hand and a small vase containing a flower stem in

the other. Her robes are painted on the biscuit with

green, yellow and aubergine-purple enamels in a loose

‘egg-and-spinach’ pattern. Her cloak is painted with

green enamel and most other parts of her figure are

painted with a thin, clear glaze wash. Her hair and the

base are left in the biscuit. There is a large circular

opening in the centre of the back of this figure.

Guanyin is one of the most popular Buddhist deities in

China, and originated from an Indian male bodhisattva

called Avalokiteśvara. From around the 12th century

onwards, this deity was mostly represented in female

form in China, when she was connected with a

legendary princess called Miao-shan. Guanyin has been

represented in many different manifestations, as

different stories and legends gradually became

associated with her. She is shown with different

attributes or objects according to which form is

represented, or which role she is enacting.

Here, Guanyin is shown in the posture of ‘royal ease’

(rajalalitasana), with one leg flat and the other bent

upwards. She holds a fly-whisk, an object commonly

represented with Bodhisattvas. In addition to being a

practical item used to swat away insects and dust, the

fly-whisk was also symbolic of whisking away the

problems and contaminations of the mortal world.1

It is also associated with the concept that the

Bodhisattva would love all creatures and therefore

would not harm a fly but instead wave it away.2 The

vase in her other hand may be the vase of heavenly

dew, the contents of which were occasionally poured

out to relieve the troubled world.3 Guanyin is

sometimes shown sprinkling the waters of blessing

from this vase. The Chinese word for vase is ping, a pun

for peace. Each of these symbols is suited to her role as

the goddess of mercy, for which she is widely

celebrated. She is sometimes shown with eleven heads

and a thousand arms, enabling her to aid and relieve

more suffering at any one time.

Guanyin is also known for her role as the patron

goddess of mothers and the bringer of sons.4 In Chinese

history, the birth of sons was particularly wished for in

order to continue the family line. The pressure to

produce a son meant that Guanyin was principally

popular among women. Evidence of this can be found

in the letters of Father d’Entrecolles, who stated that:

‘They also make abundance of Statues of Kuan-in, a

Goddess famous in China. She is represented holding a

206

57

FIGURE OF GUANYIN
China

Qing dynasty, Kangxi period (1662-1722)

Porcelain decorated with famille verte enamels on the biscuit

Height: 20 cm; length: 11 cm

miolo biscuit-4final__NOR_Layout 1  12/10/16  13:52  Página 206



miolo biscuit-4final__NOR_Layout 1  12/10/15  19:02  Página 209



Two miniature figures of a man and woman, each

modelled standing on a rectangular pedestal. Each is

decorated with famille verte enamels on the biscuit, in

combination with a clear glaze wash. The robes of the

woman are painted with green enamel over a clear

glaze undergarment, her hair is painted in black with 

a yellow clasp. She is holding an attribute in her left

hand, which is also painted in yellow. The man is

wearing a tall square hat and long robes painted in

aubergine-brown enamel over a green undergarment.

His hat and attribute are painted in black. The pedestal

of each figure is decorated with the ‘egg-and-spinach’

pattern, while in addition, the base of the woman’s

pedestal is painted with an inventory number: 

‘1163 6’.

The Eight Immortals are the gods of Daoism. This

diverse group, each of which is based on a historical

figure, includes young and old, male and female,

crippled and able-bodied. Commonly represented in

ceramics from the Yuan dynasty (1279-1368) onwards,

they can be found as a single figure, in pairs, or as a

whole group. Each has an attribute which helps to

identify the individual; these objects were frequently

represented in their own right by the Qing dynasty

(1644-1911).1

Figures of the Eight Immortals were made at

Jingdezhen throughout the 18th century in a variety of

wares, for both the domestic and export markets. They

may have been used on a family altar in China, or

exported as curiosities to the West. Evidence of export

can be found in the wreck of the Geldermalsen which

sank in 1752. Numerous blue-glazed porcelain figures

of immortals were found amongst the cargo.2 Several

small blanc de Chine and polychrome figures, probably

painted in famille rose enamels, are in the Chinese

Pavilion at Drottningholm, which was originally built

and furnished in 1753.3
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TWO FIGURES OF IMMORTALS
China

Qing dynasty, Kangxi period (1662-1722)

Porcelain decorated with famille verte enamels on the biscuit 

Height: 13 cm; length: 4 cm

Height: 13.6 cm; length: 4 cm
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HAVE BEEN ACQUIRED BY THE FOLLOWING MUSEUMS

AND INSTITUTIONS

Art Gallery of South Australia, Adelaide, Australia 

Asian Civilisations Museum, Singapore

Banco Comercial Português, Portugal

Casa Colombo - Museu de Porto Santo, Porto Santo, Portugal

Fundação Carmona e Costa, Lisbon, Portugal

Fundação Oriente, Lisbon, Portugal

Jamestown - Yorktown Foundation, Williamsburg, USA

Macao Museum, Macao, China

Madeira Tecnopolo, Funchal, Portugal

Musée Cernuschi, Paris, France

Musée National d’Histoire et d’Art, Luxembourg 

Museo Nacional de Artes Decorativas, Madrid, Spain

Museo Oriental, Valladolid, Spain

Museu A Cidade do Açúcar, Funchal, Portugal

Museu Conde de Castro Guimarães, Cascais, Portugal

Museu de Arte Sacra de Santiago do Cacém, Santiago do

Cacém, Portugal

Museu de Arte Sacra do Funchal, Funchal, Portugal

Museu de São Roque, Lisbon, Portugal

Museu do Caramulo, Caramulo, Portugal

Museu Nacional de Arte Antiga, Lisbon, Portugal

Museu Quinta das Cruzes, Funchal, Portugal

Museum of Far Eastern Antiquities, Stockholm, Sweden

National Maritime Museum, Amsterdam, The Netherlands

Peabody Essex Museum, Salem, Massachusetts, USA

Philadelphia Museum of Art, Philadelphia, USA

Rijksmuseum, Amsterdam, The Netherlands

Royal Museum of Fine Arts Antwerp, Belgium

Royal Museums of Art and History, Brussels, Belgium

Schloss Museum Wolfshagen, Wolfshagen, Germany

Shanghai Museum, Shanghai, China

Staatliche Kunstsammlungen Dresden-Zwinger, Dresden,

Germany

The Metropolitan Museum of Art, New York, USA

The New Orleans Museum of Art, New Orleans, USA

The Speed Art Museum, Kentucky, USA

HAVE BEEN LENT TO THE FOLLOWING MUSEUM EXHIBITIONS

Line and Colour – Japanese Arts and the European

Connection, Museo degli Argenti, Palazzo Pitti, Florence,

Italy, 2012

Namban Commissions – The Portuguese in Modern Age Japan,

Museu Fundação Oriente, Lisbon, Portugal, 2010

Fascination with the Foreign: China – Japan – Europe,

Hetjens-Museum – Düsseldorf Deutsches Keramikmuseum,

Düsseldorf, Germany, 2009

Encompassing the Globe – Portugal e o Mundo nos Séculos

XVI e XVII, Museu Nacional de Arte Antiga, Lisbon, Portugal,

2009 

Tomás Pereira (1646-1708) – A Jesuit in Kangxi´s China, Centro

Científico e Cultural de Macau, Lisbon, Portugal, 2009 

Encompassing the Globe – Portugal and the World in the 16th

& 17th Centuries, Musée des Beaux Arts, Brussels, Belgium,

2008

O Espelho Invertido – Imagens Asiáticas dos Europeus 1500-

1800, Centro Científico e Cultural de Macau, Lisbon,

Portugal, 2007 

Le Grand Atelier – Europalia, Brussels, Belgium, 2007

Macau – O Primeiro Século de um Porto Internacional, Centro

Científico e Cultural de Macau, Lisbon, Portugal, 2007

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,

2007

São Francisco Xavier – A Sua Vida e o Seu Tempo (1506-

1552), Cordoaria Nacional, Lisbon, Portugal, 2006

Dresden, Spiegel der Welt, Die Staatlichen Kunstsammlungen

Dresden in Japan, The National Museum of Western Art,

Tokyo, Japan, 2005

A Porcelana Chinesa nas Colecções do Museu Quinta das

Cruzes, Museu Quinta das Cruzes, Funchal, Portugal, 2005

Encounters – The Meeting of Asia and Europe 1500-1800,

Victoria & Albert Museum, London, UK, 2004

Peregrinações – Homenagem a Maria Helena Mendes Pinto,

Fundação Calouste Gulbenkian, Lisbon, Portugal, 2003

Province Plates, a Cultural Dialogue between Two Civilizations,

Museum Geelvinck Hinlopen Huis, Amsterdam, The

Netherlands, 2003

Hybrides, Porcelaines Chinoises aux Armories Territoriales

Européennes, Musée National d’Historie et d’Art,

Luxembourg, 2003

O Mundo da Laca, Museu Calouste Gulbenkian, Lisbon,

Portugal, 2001

Fundamentos da Amizade, Centro Científico e Cultural Macau,

Lisbon, Portugal, 1999-2000

Escolhas – Objectos Raros e de Colecção, Paços do Concelho,

Câmara Municipal de Lisboa e Associação Portuguesa de

Antiquários, Lisbon, Portugal, 1999

Vasco da Gama e a Índia, Capela da Sorbonne, Fundação

Calouste Gulbenkian, Paris, France, 1998

Caminhos da Porcelana, Fundação Oriente, Lisbon, Portugal,

1998

Reflexos do Cristianismo na Porcelana Chinesa, Museu de São

Roque, Lisbon, Portugal, 1996
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Publications by Jorge Welsh Books

CATALOGUES

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

2008 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

2007 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

2003 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

BOOKS

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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