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The problem discusses the influence that tea trade

between England and China may have had on eighteenth-century

English garden architecture and aesthetics.

Five chapters include an historical overview of non-

Oriental influences on the garden, the relationship between

Britain and China, the evolution of tea trade, the motifs

and decoration of tea wares, and a summary with conclusions.

Conclusions reached were that tea was responsible for

importation of porcelains in Britain, architectural structures

in the garden were inspired by scenes on tea wares, pre-

dilection for Chinese motifs in the minds of the English may

have resulted from their drinking tea, and it seems probable

that tea affected garden aesthetics but there is no conclusive

evidence.
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INTRODUCTION

During the last decade, interest in the English garden

has grown, and, as a result, become the subject of intense

research and investigation. As the only original art form

to appear in England during the eighteenth century, its

evolution is of great importance. Inspiration for its design

concepts and architectural elements have been the subject of

many articles and books, but one facet has not been thoroughly

explored--that of the relationship between tea and the garden.

First introduced into Britain in the seventeenth century,

tea's popularity grew at a parallel rate with the evolution

of the new form of landscape. Could there have been a con-

nection between the two? The problem of this study was to

explore tea and the tea trade of England with China as it

influenced English garden architecture and design as they

developed from the late seventeenth century until the late

eighteenth century. Further research found that the problem

had to be expanded to include a study of the motifs and

designs on export trade porcelains from China, as they were

the major source of visual information available to the

Western consumer about the Eastern nation.

Five chapters were delineated to present the information

found. The first chapter is an historical overview of the

non-Oriental influences on the landscape garden, while the
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second investigates the relationship between Britain and

China via the written word and trade goods and the resulting

effects on England. The third chapter studies the evolution

of the tea trade, as well as the effect the beverage had on

English life. The motifs, decoration, and types of export

tea porcelains are the subject of the fourth chapter. The

final chapter attempts to summarize the preceeding ones and

draw definite conclusions. It was found that (1) tea was

responsible for the importation of porcelains; (2) that the

motifs on these wares were the only visual knowledge avail-

able to the majority of Englishmen; (3) that architectural

structures in the garden were, for the most part, inspired

by the scenes on export tea wares; (4) Westerners were not

aware of the meaning of these Chinese scenes and designs;

(5) that a subconscious effect on the minds of the creators

of the new design in landscape may have resulted from their

drinking of tea from export porcelains; and (6) it is

impossible to state definitely or indefinitely that tea or

the tea trade affected the English landscape garden of the

eighteenth century.

For this extensive and detailed study, research con-

sisted of both primary and secondary sources. Primary sources

included six months of study in England which involved research

at the British Library, the Victoria and Albert Museum Library,

and a special seminar on The English Country House by the
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Royal Oak Foundation. This seminar, open only to selected

applicants, reviewed approximately thirty country estates,

with visits to each one. Photographic records were taken of

Chiswick, Stourhead, Petworth, Rievaulx Terrace, and Attingham

Park so they might be included in this study. Invaluable too

was the Goldsmith-Kress Library of Economic Literature of

pre-1800 books held by London University, available on micro-

film in this country.

Secondary sources consisted of a great number of books

and articles written on tea, the English garden, and china

trade porcelains. Essential to this study was Beverly Allen

Sprague's Tides in English Taste, 1619-1800; Hugh Honour's

Chinoiserie, the Vision of Cathay; Oliver Impey's Chinoiserie;

the Hakluyt Society's extensive publication on explorers and

voyagers throughout history; William Uker's two volumes of

All About Tea; David Howards and John Ayers' China for the

West; Samuel Morse's Chronicles of the East India Company

Trading to China, 1635-1834; and Geoffrey A. Godden's

Oriental Export Market Porcelain.
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CHAPTER I

NON-ORIENTAL INFLUENCES ON THE ENGLISH GARDEN

OF THE EIGHTEENTH CENTURY

During the eighteenth century, gardening became an art

that was equated with both painting and sculpture. Instead

of a canvas the artist-gardener painted on the living country-

side (26, p. 4). This important English innovation occurred

as a result of numerous and interrelated influences, of which

the major non-Oriental ones consisted of (1) architects such

as Henry Wotton, John Vanbrugh, and William Kent; (2) writings

by such authors as John Milton, Alexander Pope, Horace Walpole,

Anthony Ashley Cooper (the third Earl of Shaftesbury), and

William Gilpin; (3) a rising nationalism; (4) garden theorists

like Joseph Addison, William Shenstone, Richard Payne Knight,

Uvedale Price; (5) the Grand Tour of the European continent;

and (7) professional landscape designers such as Charles

Bridgeman, again William Kent, Lancelot "Capability" Brown,

and Humphry Repton.

The design of the English garden, as conceived by the men

of the late seventeenth century and the eighteenth century,

would consist of undulating grass that leads somewhere

down to an irregularly shaped piece of water over which

a bridge arches, of trees grouped casually, with cattle

or deer, about the slopes, and of houses and other

buildings glimpsed in the middle of the far distance
(48, p. 1).
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Another definition was related by Nikolaus Pevsner, who

stated, it "is asymmetrical, informal, varied and made of

such parts as the serpentine lake, the winding drive and

winding path, the trees grouped in clumps and smooth lawn

reaching right up to the . . . house" (35, p. 164). Both

of these descriptions were of the mature product of the

eighteenth century, but it actually began in the minds and

words of poets, architects, and writers in the seventeenth

century. In order to discern how radical this new form

of landscape design was, one must examine the formal design

so popular in the sixteenth and seventeenth centuries.

As early as the sixteenth century, the garden was "a

symbol of the monarchy" (44, p. 11) for during the reign of

Elizabeth I, it represented the purity of the Queen; allegori-

cal terms in the forms of knots of flowers were used to express

this symbolism. By the beginning of the seventeenth century,

the concept changed with the introduction of the Italian

style of planting. Antique sculpture was now an integral part

of the grounds, and, more importantly, the Renaissance belief

that the house and garden were an architectural unit was

introduced into England (44, p. 11). The idea of elaborate

grottoes, fountains, and sculpture was also brought from Italy.

By the middle of the seventeenth century, England's gardens,

which were a mixture of Italian, French, and Dutch formal

elements, were designed "formally, geometrically,
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anti-naturally, as settings for social activities and never

as pictures" (26, p. 3).

In the last half of the seventeenth century, the French

version was particularly popular in England. Its concepts

were popularized by Louis XIV's landscape architect Andr6 
Le

Notre, who designed the grounds of Versailles. Le Notre was

invited by Charles II to work at Hampton Court, and Horace

Walpole testified that the celebrated Frenchman actually made

the journey (4, p. 248). Le N6tre's designs were conceived

as backdrops for the lavish court life of Louis XIV. His

creations were monumental, man-made, symmetrical arrangements

of plants created as an extension of the palace 
of Versailles.

His primary elements were canals, fountains, long straight

avenues which seemed to stretch to infinity, and a strong

axial arrangement (13, pp. 57-58).

This was in contrast to the :Dutch garden which was smaller

and more intimate. It "consisted of parterres where lines

were rather long and flowing, with graceful curves . .

and topiary" (13, p. 62). Begun in late fifteenth century

Italy, topiary was used to promote the feeling of a fantasy

world (44, p. 10). The Italian garden had inspired both the

French and Dutch versions, but the Englishman of the seven-

teenth century thought that Italian landscape designs were a

separate entity unto themselves (20, p. 8).

Opposition to some of the formality of the English

garden came as early as 1624, when the architect Henry Wotton
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(1568-1639) published The Elements of Architecture. As one

of the first Englishmen to call for variety and irregularity

in designing gardens, his treatise described Italian

architecture and gardens (48, p. 48). Wotton wrote,

First, I must note a certaine contrarieties betweene

building and gardening: For as Fabriques should bee

regular, so Gardens should bee irregular, or at least

cast into a very wilde Regularities. To exemplifie my

conceit; I have seene a Garden (for the manner perchance

incomparable) into which the first Accesse was a high

walke like a Terrace, from whence might bee taken a

generall view of the whole Plott below but rather in a

delightfull confusion, then with any plaine distinction

of the pirces. From this the Beholder descending many

steps, was afterwards conveyed againe, by severall

mounting and valings, to various entertainements of his

sent, and sight; which I shall not neede to describe

(for that was poeticall) let me onely note this, that

every one of these diversities, was as if hee had

Magically transported into a new Garden (52, pp. 109-110).

Wotton continued by pointing out that England's landscape was

of a higher form than that of Italy, and it was here that, for

the first time, the garden was equated with art.

In the Garden of Sir Henry Fanshaw, at his seat in Ware-

Parks . . . where . . . he did so precisely examine the

tinctures, and seasons of his flowers, that in their

setting, the inwardest of those which were to come up

at the same time, should be alwayes a little darker

than the outmost, and to serve them for a kinde of

gentle shadow like a piece not of nature, but of Arte
(52, p. 110).

Further stimulus was given to this concept of irregular

nature by John Milton (1608-1674) who published, in 1667, his

Paradise Lost. Milton pictured Eden as the complete anthesis

of the contemporary formal garden (48, p. 79).

So on he fares and to the border comes
Of Eden, where delicious Paradise,
Nor nearer, Crowns with her enclosure green,
As with a rural mount the campin head
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of a steep wilderness, whose hairie sides

With thicket overgrown, grottesque and wilde,
Access deni'd; and over head up grew . . .
Southward through Eden went a River large,
For chang'd his course, but through the shaggie hill

Pass'd underneath ingulft, for God had thrown

That Mountain as his Garden mould high rais'd

Upon the rapid current, which through veins

Of porous Earth with kindly thirst up drawn,
Rose a fresh Fountain, and with many a rill
Watered the Garden; thence united fell . . .
Ran Nectar, visiting each plant, and fed
Flours worthy of Paradise which not nice Art

In Beds and curious Knots,, but Nature boon
Powrd forth profuse on Hill and Dale and Plains,

Another side, unbrageous Grots and Caves
Of Coole recess, o're which the mantline Vine

Layes forth her purple Grape, . . . (33, pp. 114-119).

But the formal taste in gardening still persisted. Con-

temporary with Milton's Paradise Lost came the publication of

Rene Rapin's Of Gardens. Written in Latin, it was lavish in

its praise of the geometrical designs of the Continent. Rapin

(1621-1687) did "plea for variety" and to use water in a more

natural way. The Latin version was translated into English

by John Evelyn in 1673. Rene Rapin still advocated the use of

fantastic fountains, but a feeling for sound and a sense of

excitement crept into his composition (48, p. 82).

Rivers diffus'd a thousand ways may pass,

With hast'ning waves through the divided grass,

Like sudden torrents, which the rain gives head,
Through precipices some may swiftly spread;
And in the pebbles a soft noise excite.

Some on the surface with a tim'rous flight,
May steal; if any thing its speed retard,
Then its shrill murmurs through the fields are heard.
Inrag'd it leaps up high, and with weak strokes
The pebbles, which it overflows, provokes (48, p. 85).

All of the writers just quoted were still believers in

the formal, symmetrical version, as the informal natural
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garden design, which was to be so popular in the eighteenth

century, was still completely alien to the tastes of the

country gentlemen, who lived in the seventeenth century and

the first decade of the eighteenth century. Country houses

were still set within a formal stylized garden.

The example of the ancient empire of Rome was called

to serve the cause of the English garden by seventeenth and

eighteenth century authors. The ancient Romans had been a

freedom loving people, according to these writers, during

their Republican period, but, with the Caesars, came a loss

of freedom for the masses, and art had degenerated from that

time. The British wished to return to the freedom of ancient

republican Rome (49, p. 186). As a result, the garden art of

these ancient Romans was cited as a model that should be

followed in landscape design. Robert Castell in his Villa of

the Ancients, published in 1728, cited the garden of Pliny as

the most advanced method of laying out a yard used by the

Romans. Pliny's garden was a "close Imitation of Nature; where,

tho' the Parts were disposed with the greatest Art, the irreg-

ularity is still preserved; so their Manner may not improperly

be said to be an artful Confusion, where there is no Appearance

of that Skill which is made use of, their Rocks, Cascades, and

Trees, bearing their natural forms" (49, p. 184).

Another contributing factor leading to variety and

irregularity in garden design was England's rising national-

ism. At the dawn of the eighteenth century, England was "the
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greatest naval power in the world" (2, p. 7). This feeling

of power was expressed by James Thomson (1700-1748), a member

of Lord Burlington's circle, in his poem, Liberty, published

in the mid-1730s. He expressed the thought that France and

her "tyrannical government, forced Nature into a formal strait-

jacket," and England with her "free commonwealth" should have

an "unspoiled, primitive state of Nature" (49, p. 83). As the

English had defeated the French army of Louis XIV at Blenheim,

in 1704, it was only natural that Britain should not follow

France's lead in gardening. In England, the Whig party had

assumed the lead in politics, being in favor of "democracy,

toleration, and freedom" (25, p. 16). Thus improving one's

grounds in the new natural style was to refute the formality

of the French and support the government of Britain (37, p.

286). And, according to Horace Walpole, was the reason for

the evolution of the English landscape garden. He wrote

in 1779,

that the reason why Taste in Gardening was never

discovered before the beginning of the present
Century, is, that It was the result of all the happy
combinations of an Empire of Freeman, an Empire formed
by Trade, not by military and conquering Spirit, main-
tained by the valour of independent Property, enjoying
long tranquility after Virtuous struggles, and employ-
ing its opulence and good Sense on the refinements of
rational Pleasure (37, p. 285).

Prior to 1730, gardens conceived in this new style were

a combination of formal and irregular parts. The architect

John Vanbrugh (1664-1726) made an early plea for retaining
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the Old Woodstock Manor on the grounds of the newly built

Blenheim Palace of the Duke of Marlborough (the hero of the

Battle of Blenheim). He wrote to the Duchess of Marlborough

on June 11, 1709,

That Part of the Park which is Seen from the North

Front of the New building, has Little Variety of

Objects Nor dos the Country beyond it Afford any of

Vallue, It therefore Stands in Need of all the helps
that can be given, which are only Five; Buildings, and

Plantations[.] These rightly dispos'd will indeed

Supply all the Wants of Nature in that Place. And the

Most agreable Disposition is to Mix them: in which

this Old Manour gives to happy an Occasion for; that

were the inclosure filld with Trees (principally Fine
Yews and Hollys) Promiscuously Set. to grow up in a

Wild thicket. So that all the Building left, (which

is only the Habitable Part and the Chappel) might

Appear in Two Risings amongst 'em, it wou'd make One

of the Most agreable Ojbects that the best of Landskip
Painters can invent (48, pp. 120-121).

In total disagreement with the architect, the Duchess had the

Old Manor pulled down, but, even so, "it was at Blenheim

Palace . . . that Vanbrugh's concern for the pictorial and

associative qualities of landscape reached its zenith" (48,

p. 44).

From 1710 to 1740, the English Garden developed toward

a more asymmetrical design. Alexander Pope (1688-1744), poet

and amateur gardener, was a major contributor whose house at

Twickenham contained the first grounds to be planted in the

new irregular, wilderness style. As author Christopher Hussey

pointed out,

For the greater part of the early eighteenth century
the poets, notably Pope, nurtured on the classical
poets and philosophers, were the principal exponents
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of garden theory and . . . such men were familiar with

Virgil and Ovid's depictions of gardens more than the

contemporary painters (25, p. 14).

These early gardens were termed by Hussey as "poetic," for

they were conceived in the words of the poet more than the

visual art of the painter. Although Pope's house and grounds

are no longer extant, his gardening concepts made him "the

first of the theorists" (25, p. 14). Alexander Pope antici-

pated the picturesque ideal of the later writers and landscape

architects of the eighteenth century in that prospect was

important to him (16, p. 100). This had attracted him to

Twickenham, for he said "the situation is so very airy, and

yet so warm, that you will think yourself in a sort of heaven,

where the prospect is boundless" (16, p. 32).

His public writings also reflected his attitude to formal

landscape design. Pope's satire on topiary published in The

Guardian, in 1713, was typical.

I believe it is no wrong Observation, that Persons
of Genius, and those who are most capable of Art, are

always most fond of Nature, as such are chiefly sensible,
that all Art consists in the Imitation and Study of Nature.

On the contrary, People of the common Level of Understand-

ing are principally delighted with the Little Niceties
and Fantastical Operations of Art, and constantly think
that finest which is least Natural.

FOR the benefit of all my loving Countrymen of this

curious Taste, I shall here publish a Catalogue of Greens

to be disposed of by an eminent Town-Gardiner, who has

lately applied to me upon his Head. He represents [that)
. . the World stands much in need of a Virtuoso Gardiner

who has a Turn to Sculpture, and is thereby capable of

improving upon the Ancients of his Profession in the
Imagery of Ever-greens, My Correspondent is arrived to

such Perfection, that he cuts Family Pieces of Men,
Women, or Children. Any Ladies that please may have

their own Effigies in Myrtle, or their Husbands in Horn

beam . . .



10

ADAM and Even in Yew; Adam a little shatter'd

by the fall of the Tree of Knowledge in the great
Storm; Eve and the Serpent very flourishing.

THE Tower of Babel, . .
St. GEORGE in Box;

A Queen Elizabeth in Phylyraea,
A Lavender Pig with Sage growing in his Belly.
NOAH's Ark in Holly, standing on the Mount;
the Ribs a little damaged for want of Water (48,
pp. 207-208).

Pope, in "Epistle IV" of his Moral Essays, referred for the

first time to "the genius of the place," a term that was to

be synonymous with landscape design.

To build, to plant, whatever you intend,
To rear the column, or the arch to bend,
To swell the terrace, or to sink the grot,
In all, let Nature never be forgot. . . .
He gains all points who pleasingly confound,
Surprises, varies and conceals the bounds.
Consult the genius of the place in all
That tells the waters for to rise or fall;
Or helps the ambitious hill the heavens to scale,
Or scoops in circling theatres the vale;

Calls in the country, catches opening glades,
Joins willing woods, and varies shades from shades;
Now breaks, or now directs, the intending lines;
Paints, as you plant, and as you work, designs (17,
p. 18).

A contemporary of Alexander Pope's was Joseph Addison

(1672-1719) who also wrote on garden design. In "Pleasures

of the Imagination," published in The Spectator on June 25,

1712, Addison expressed "his concerns [for the] appeal of

natural rather than artificial effects to the spectator's

mind with those arranged landscapes that still contrive to

resemble nature" (48, p. 138).

If we consider the works of Nature and art, as they

are qualified to entertain the imagination, we shall

find the last very defective, in comparison of the former;
for though they may sometimes appear as beautiful or
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strange, they can have nothing in them of the Vastness

and Immensity which afford so great an Entertainment to

the Mind of the Beholder. The one may be as Polite and

Delicate as the other, but can never shew her self so

August and Magnificent in the design. There is something
more bold and masterly in the rough, careless strokes of

Nature, than in the nice Touches and Embellishments of

Art. The Beauties of the most stately Garden or Palace

lie in a narrow Compass, the Imagination immediately runs

them over, and requires something else to gratify her;

but, in the wide Fields of Nature, the Sight wanters up
and down without Confinement, and is fed with an infinite

variety of Images, without any certain Stint or Number

(1, pp. 548-549).

But then Addison remarked upon how nature might be improved.

We find the Works of Nature still more pleasant, the
more they resemble those of Art: for in this case our

Pleasure rises from a double Principle; from the Agree-

ableness of the Objects to the Eye, and from their

similitude to other Objects: We are.pleased as well
with comparing their Beauties, as with surveying them,

and can represent them to our Minds, either as Copies or
originals (1, pp. 549-550).

There was also a comment on the formality of contemporary

gardens.

Our British Gardeners, . . instead of humouring Nature,
love to deviate from it as much as possible. Our Trees

rise in Cones, Globes, and Pyramids. We see the Marks of

the Scissars upon every Plant and Bush. I do not know

whether I am singular in my Opinion, but, for my own part,

I would rather look upon a Tree in all its Luxuriancy and

Diffusion of Boughs and Branches, than when it is thus

cut and trimmed into a Mathematical Figure; and cannot

but fancy that an Orchard in Flower looks infinately
more delightful than all the little Labyrinths of the
most finished Parterre (1, pp. 551-552).

Thus art and nature were to be used together to create a

natural landscape which would give pleasure to the mind of

the viewer.

Parallel with the writings of Addison and Pope came an

influence on landscape design that was as important as all
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those influences that have thus far been discussed. This

was the Grand Tour which, in the eighteenth century, was a

tour of the Continent taken by the recent college graduate

to complete his education. At first Italy and its cities

were their main goal (15, p. 177) but, by the middle of the

eighteenth century, the English traveler was as interested

in the scenery of Switzerland as that of Italy (16, p. 77).

The popularity of traveling to the Continent was reflected

in a letter of 1712.

Where one Englishman travelled in the reign of the
first two Georges, ten now go on the Grand Tour.
Indeed, to such a pitch is the spirit of travelling
come in the kingdom that there is scarce a citizen
of large fortune but takes a flying view of France,
Italy and Germany in a summer's excursion. Between
1763-1765 more than 40,000 Englishmen passed through
Calais (14, p. 98).

Those contemplating going on a tour were now able to

study prints, drawings, and writings of previous travelers

(31, p. 7). Guidebooks. were written so that travelers might

know what to do and where to go. The editors of The Annual

Register in 1773, remarked on this growing interest.

Books of travel are read with as much relish as
ever, though the number of publications of that sort
might well be supposed to have long since satiated
the public curiosity . . . (5, p. 2).

Often included were instructions on how to conduct oneself

in foreign countries. Dean Tucker in his Instructions for

Travellers, published in 1757, stated the reason for travel-

ing.
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Persons who propose to themselves a Scheme for

Travelling, generally do it with a View to obtain
one or more of the following Ends, viz. First, to
make curious Collections, as Natural Philosophers,
Virtuosos, or Antiquarians. Secondly, to improve
in Painting, Statuary, Architecture and Music,
Thirdly, to obtain the reputation of being Men of
Vertu, and of an elegant Taste Fourthly, To acquire
foreign Airs, and adorn their dear Persons with fine
Cloaths and new Fashions, and their Conversations
with new Phrases, Or Fifthly, To rub off local
Prejudices (which is indeed the most commendable
Motive, though not the most prevailing) and to acquire
that impartial view of Men and Things which no one
single Country can afford . . . (42, pp. 57-58).

The majority of visitors to the Continent collected

paintings and prints, which they brought back to England to

decorate their houses (21, p. 25). "In the second half of

the eighteenth century it became a stock part of the educa-

tion of every young man of wealth and birth to travel round

the Continent, to form a collection, and often to continue

collecting on the London art market after he returned" (15,

p. 177). Statues or parts of statues brought back from one's

Grand Tour became integral parts of country house grounds

(9, p. 32).

Additional inspiration for designs came from the paint-

ings of Claude Lorrane (1600-1682), Gaspard Dughet Poussin

(1615-1675), Nicolas Poussin (1594-1665), and Salvator Rosa

(1615-1673), for the men of the eighteenth century "believed

that Pindar's, Horace's, and above all, Virgil's pastoral

delights had come to life in Claude's and Gaspard Poussin's

melancholy scenes, and Claude's landscape paintings were often

recommended for imitation in the English landscape" (49, p. 188).
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Thomas Coke (1697-1759) was typical of the eighteenth century

collector who thought the pastoral descriptions by ancient

Roman authors were reflected in the paintings of Claude and

the Poussins. Having commissioned William Kent to build Holkham

Hall, in 1734, in the popular Palladian style (23, p. 2),

Coke had one room [which still is] dedicated to the works of

Claude and the Possins; all the paintings bought while he was

on his Grand Tour (41, p. 362).

The pastoral concepts of Claude presented an idealized

landscape to the eyes of the Englander.

His paintings suggest a moral order, a profound accord
between the inhabitants of the paintings and their
surroundings. The order and harmony of the world
portrayed in Claude's paintings (as interpreted by the
eighteenth century spectator) is seen as reflecting the
order and harmony of God's universe according to the
prevalent beliefs of Christian Optimism (34, p. 143).

The wild landscapes of Salvator Rosa also evoked moral

responses in the English viewer, for his pictures were thought

to represent courage and liberty. The educated Lady Morgan

expressed typical eighteenth century emotions when she admired

his work.

The best of his landscapes were pregnant with moral
interest, and calculated to awaken human sympathies.
. . . The wayworn traveller, the benighted pilgrim,
the shipwrecked mariner . . . become images that
engage the heart as well as the eye, and give to the
inanimate character of landscape a moral action and
an historical interest (34, p. 143).

The eighteenth century was an age of learned amateurs.

Wealthy, well-educated aristocrats, they made their chief

occupation the study of the arts, and were convinced that,
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by studying idealized landscape and human figures, it would

lead to their moral improvement (15, p. 176).

The most famous was Lord Burlington (Richard Boyle,

1695-1753). Burlington was a great patron of his day;

personally helping the careers of Colen Campbell, William

Kent, Giovanni Battista Guelfi, and Michael Rysbrack. Having

completed his education by a Grand Tour of Italy, in 1715,

Lord Burlington sought to elevate the English landscape by

constructing architecture based on the principles of the

sixteenth century Italian architect Andrea Palladio (9, p. 4).

He wished "to bring about an English Renaissance in the arts"

(49, p. 179). The classicism that Richard Boyle believed was

an expression of his ideas was that of the ancients. "The

stress now lies on simplicity, reasonableness and universal

intelligibility." Having rejected the overall lushness of

the Baroque, he turned to Andrea Palladio and his interpreta-

tion of Roman architecture (49, p. 181). His "democratic

classicism" was dispersed throughout England by his training

of young architects in the principles of Palladio and making

certain they received important commissions. Responsible for

printing and circulating books which promoted his views on

classicism, he "helped to transform into a truly national

idiom an imported classical style which, at first, was the

concern of a sophisticated coterie, . . ." (49, p. 182).

Lord Burlington followed his tenets on classicism by building

Chriswick Villa; the prototype for all Palladian style
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architecture, which became so fashionable that it was the

dominant English style of the eighteenth century (9, p. 3).

Boyle's greatest protege was William Kent (1685-1748),

architect, interior designer, painter, and landscape archi-

tect. While studying painting in Italy, Kent probably met

Lord Burlington, when the Lord was on his second tour of Italy,

c. 1718. Since Kent was familiar with the architecture and

gardens of Rome, Tivoli, and Frascati (51, p. 128), Boyle

retained Kent to lay out his gardens at Chiswick. "And just

as the Villa marks a new departure in architectural fashion,

so the gardens open a new chapter in the history of English

landscape gardening" (9, p. 27).

The new Villa (Plate 1), whose primary function was for

entertaining, was begun in 1725, and the garden was trans-

formed from a formal symmetrical plan to a more irregular,

naturalistic plan (51, p. 129). Susan Lang, in "The Genesis

of the English Landscape Garden," believed that the prototype

for the Chiswick garden was the Teatro Olimpico in Vicenza

(28, p. 128). Kent and Burlington worked together at

Chiswick, but John Charleton (author of A History and Descrip-

tion of Chiswick House and Gardens) believed that Kent was

mainly responsible for the landscape design (9, p. 27).

Chiswick's grounds were traditional in style, for they

incorporated both formal and irregular elements. This combina-

tion was quite evident in the engraving of a plan of the house

and grounds by John Rocque (d. 1762) in 1736 (9, p. 28). The
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grounds consisted of "irregular compartments, and bosquets,

interesected by narrow alleys in the forms of pattes d'oie;

each alle6 terminated in a casino or seat in the Italian

rather than the French manner," and a rectangular canal,

which was serpentined c. 1725 (51, p. 129).

According to Joseph Spence (1699-1768), "Mr. Kent was

the sole beginner of the natural taste [in gardening]" (51,

p. 129). William Kent applied painting techniques to his

landscape designs by utilizing geological elements such as

trees, bushes, grass, rocks, etc., to create the painting

effects of perspective, color, and prospect (51, p. 129).

Kent and his patron, Lord Burlington, implemented in the

grounds of Chiswick, the ideals that Anthony Ashley Cooper,

the third Earl of Shaftesbury (1671-1713), expressed in his

writings on Platonic idealism (26, p. 9). Shaftesbury wrote

in The Moralists, in 1709,

O GLORIOUS Nature! supremely Fair and sovereignly
Good! All-loving and All-lovely, All-devine! Whose
Looks are so becoming, and of such infinite Grace; whose
Study brings such Wisdom, and whose Contemplation such
Delight; whose every single Work affords an ampler Scene
and is a nobler Spectacle than all that ever Art pre-
sented!--O mighty Nature! Wise Substitute of Providence!
impowr-d Creatress! Or Thou empowering DEITY, Supreme

Creator! Thee I envoke, and Thee alone adore. To thee
this Solitude, this Place, these Rural Meditations are
sacred; whilst inspir'd with Harmony of Thought, tho
unconfin'd by Words, and in loose Numbers, I sing of
Nature's Order in created Beings, and celebrate the
Beautys which resolve in Thee, the Source and Principle
of all Beauty and Perfection. . .

The Wildness pleases. We seem to live alone with
Nature (48, pp. 122-123).
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Chiswick's grounds, in the eighteenth century (as now), had

straight alleys terminated by architectural structures like

the Obelisk and the Deer House, but the original Rustic

Bridge was replaced in 1788, with a Palladian-inspired

structure (9, p. 31). Even now the Ionic Temple and Obelisk

(Plate 2) inspire in the viewer the feeling of. an arcadian

landscape. Today the modern visitor may sit on a bench in

front of the Temple and feel that he is part of a Claude

landscape.

In 1734, Sir Thomas Robinson wrote to Lord Carlisle

(owner of Castle Howard),

There is a new taste in gardening just arisen which
has been practiced with so great success at the
Prince's garden in town that a general alteration of
some of the most considerable gardens in the Kingdom
is begun, after Mr. Kent's notion, viz. to lay them
out and work without level or line. By this means
I really think the twelve acres the Prince's garden
consists of, is more diversified and of greater
variety than anything of that compass I ever saw, and
this method of gardening is the more agreeable as, when
finished it has the appearance of beautiful nature, and
without being told, one would imagine art had no part
in the finishing, and is, according to what one knows
of the Chineses, entirely after their models for works
of this nature where they never plant straight lines
or make regular designs. . . . If this grows a fashion,
'twill be happy for that class of people, as they will
run no risk of having time lay on their hands (28, p. 25).

This "new taste in gardening" did become the "fashion"

and Lord Burlington supplied one of his proteges, Henry

Flitcroft, to work at what was to become of the most famous

eighteenth century gardens in the picturesque style,

Stourhead (50, p. 9). "It was a paradigm of the reaction
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against formality and the growth of picturesque sensibility,

a harmonious composition of hanging woods, undulating lakeside

paths [Plate 3], grottoes [Plate 4], and ruins" (46, p. 68).

Responsible for conceiving the garden at Stourhead, Henry the

Magnificent (1705-1785) was a product of his time: an educated

man familiar with the writings of Milton, Pope, and Virgil; a

veteran of the Grand Tour, and a lover of Claude (50, p. 8).

His garden, begun in the 1740s, was (and still is) the

closest to the idea that the picturesque garden was conceived

as a direct inspiration from the canvases of Poussin, Claude,

and Rosa. Originally defined as "expressive of that peculiar

kind of beauty, which is agreeable in a picture," (10, p. 133)

picturesque theory depended on contrast and unity and, as a

result, the picturesque garden became a series of views, each

different from the other (34, p. 145). Henry Hoare had to

dam the Stour River to provide the lake which was the basic

feature of the garden. Walking around the like via winding

paths, the visitor encountered a succession of views. Through-

out, were direct references to the arts of Italy, for over the

grotto was a Latin inscription from the Aeneid: "Inside are

sweet waters and seats of living rock--the house of the nymphs,"

while over the door of the Temple of Flora (Plate 5) c. 1745,

another line from the Aeneid appeared: "Away, away yet

uninitiated" (46, p. 72). Both inscriptions and architectural

structures created an Italian atmosphere. For example, the

Temple of Apollo, c. 1765, was inspired by Robert Wood's
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engraving of Balbec (50, p. 21), while the view of the

Palladian bridge, c. 1762, and the Pantheon, c. 1754 (Plate

6), reminded the viewer of Claude's Aeneas at Delos (Plate 7).

Although amateurs continued to design their own grounds,

the majority of the nobility and nouveau riche engaged the

services of the greatest professional landscape designer of

the mid-eighteenth century, Lancelot "Capability" Brown (1716-

1783), who "tended toward a mere exploitation of natural

features of the ground" (49, p. 189). Lancelot Brown was

commissioned, in the 1760s, to landscape the grounds of

Blenheim Palace in the new fashion (26, p. 33). Blenheim

was (and still is) characteristic of his gardening effects:

undulating grassland brought up to the house; a ha-ha (a

deep trench) which grazing farm animals could not cross, but,

because it was sunken, could not be seen by the garden visitor

who could now believe that the garden extended to infinity;

the serpentine body of water which usually contained an island;

and clumps of trees irregularly planted. Often condemned for

planting sparsely, Brown designed with the future in mind and

the way in which the grounds would look when the trees and

bushes were fully matured (26, p. 32). Thus the view of

Blenheim's park today (Plate 8) reflects Brown's concepts

more than it did when first planted. Having damned the river

Flyme to form the large lake, he brought into proportion

Vanbrugh's bridge built in 1708 (11, p. 20). The view (Plate

9), as it is seen today, shows the bridge and lake acting
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together to create a feeling of magnificence and gran-

deur.

The ha-ha was a device originally used by the French

in their fortifications, moats, and canals (48, p. 11).

The credit for bringing this device to England was given to

Charles Bridgeman (d. 1743), a contemporary of William

Kent, by Horace Walpole.

But the capital stroke, the leading step to all
that has followed, was (I believe the first thought
was Bridgeman's) the destruction of walls for
boundaries, and the invention of fosses--attempt
then deemed so astonishing, that the common people
called them Ha! Ha's! to express their surprise
at finding a sudden and unperceived check to their
walk (10, p. 25).

The decisive factor in the invention of the new type of

gardening, the ha-ha allowed all nature to be included in

the garden, while keeping out the farm animals (47, p. 19).

With the inclusion of the ha-ha into his garden designs,

Brown, in the 1750s, re-landscaped the grounds of Petworth,

owned by the second Earl of Egremont. Petworth's park (Plate

10) illustrated the type of landscape for which Brown became

famous. By comparing Petworth's grounds with the Stourhead

landscape, the viewer can easily discern Brown's concept of

the landscape park as opposed to the more picturesque style

of Henry Hoare's garden.

Both gardens contained elements of the beautiful which

Edmund Burke (1729-1797) in his A Philosophical Enquiry into

the Origin of our Ideas of the Sublime and Beautiful,
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published in 1757. This was a popular work which "was read

by every gardener who was a cultured gentleman" (18, p. 57).

Burke compared sublime objects and beautiful objects thusly:

For sublime objects are vast in their dimensions,
beautiful ones comparatively small; beauty should
be smooth, and polished; the great, rugged and
negligent; beauty should shun the right line, yet
deviate from it insensibly; the great in many cases
loves the right line, and when it deviates, it often
makes a strong deviation; beauty should be light and
delicate; the great ought to be solid, and even
massive. They are indeed ideas of a very different
nature, one being founded on pain, the other on
pleasure; and however they may vary afterwards from
the direct nature of their causes, yet these causes
keep up an eternal distinction between them, a
distinction never to be forgotten by any whose
business it is to affect the passions (7, p. 124).

At Stourhead, the round forms of the classical architecture,

the smooth curving line of the lake, and the use of sunlight

to produce an even gentle light over the entire scene were

elements of Burke's beautiful. At Petworth, beautiful

elements were found in the serpentined lake, the gentle

rolling hills (not only do the hills undulate but so does

the land itself; thus, Brown's serpentine line was three-

dimensional as well as two-dimensional), and the rounded forms

of the trees which rimmed the park's hills. Brown's rounded

clumps of trees and his belts (rows of trees), which marked

the boundary of the park, contributed to the aesthetic of the

beautiful (30, p. 99).

Hints of Burke's sublime appeared at Stourhead, but were

absent at Petworth. The dark wet grotto with its jagged

rough rocks; the contrast between the Gothic Cottage (though
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not constructed until 1806, Plate 11) and the Pantheon; and

the inclusion of the thirteenth century Gothic Cross (Plate

12), created the sublime in the viewer's mind.

Though both Brown and Hoare used Burke's theories in

their landscapes, their designs were stylistically different.

The picturesque style of Stourhead made use of architecture,

vignettes, and inscriptions, while the elements of nature

(grass, rocks, trees, water) dominated Brown's landscapes.

Having conceived his landscapes as parks in which nature

dominated, Brown used few architectural elements. At Petworth

the grass came right up to the front door of the country house

(Plate 13); the lake complimented the house, often set so the

reflection could be seen in the lake; and, as one walked the

grounds of Petworth, only nature greeted the eye. As the

viewer experienced the diversity of nature itself, in Brown's

designs, nature was used only as a complement to the artistic

elements at Stourhead. While both parks were meant to be

walked in and both used an artistic style, varying interpreta-

tions of the term nature were reflected in the differing types

of gardens that were created.

Brown was highly regarded by many of his contemporaries,

and Horace Walpole had published a poem, by an anonymous

author, about the celebrated gardenist.

But your great Artist, like the source of light,
Fills every scene with beauty and delight;
At Blenheim, Croome and Caversham we trace
Salvator' s wilderness, Claude's enlivening grace,
Cascades and Lakes as fine as Risdale drew,
While Nature's vary'd in each charming view,
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To paint his works would Poussin's Powers require,
Milton's sublimity and Dryden's fire;
For both the Sister Arts in him combin'd,
Enrich the great ideas of his mind;
And these still brighten all his vast designs
For here the Painter, there the Poet shines!
With vast contempt he spurns all former rules,
And shows true taste is not confined to schools.
His barren tracts with every charm illumes,
At his command a new creation blooms;
Born to grace Nature and her works complete,
With all that's beautiful, sublime, and great!
For him each Muse enwreaths the Laurel Crown,
And consecrates to fame immortal Brown (26, p. 45).

But not all country house owners landscaped their grounds

in the style of Brown; some tended to the more picturesque

style of Henry Hoare. An educated amateur who favored the

latter style, Thomas Duncombe III, constructed Rievaulx Terrace

in the late 1750s. A serpentine grass terrace (Plate 14) cut

out of the side of a hill, it was terminated at either end with

a building in the classical style (39, p. 4). In between the

two buildings was a series of picturesque views of the twelfth

century Rievaulx Abbey. A current plan (Plate 15) of the

terrace shows how paths were cut down the side of the mountain

(through the trees) to yield a different view of the abbey

(Plate 16) as one walked along the terrace (39, p. 8).

Thomas Duncombe III's Rievaulx Terrace incorporated ruins

into its design. William Shenstone (1714-1763) commented on

ruins and their use in landscape design in his "Unconnected

Thoughts on Gardening," published in 1764. Shenstone admired

the picturesque garden style with "its appeal to the imagina-

tion [and] its promotion of ideas" (48, p. 289).
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THERE seems however to be some objects which
afford a pleasure not reducible to either of the
foregoing heads. A ruin, for instance, may be
neither new to us, nor majestick, nor beautiful,
yet afford that pleasing melancholy which proceeds
from a reflexion on decayed magnificence. For
this reason an able gardener should avail himself
of objects, perhaps not very striking; if they
serve to connect ideas, that convey reflexions of
the pleasing kind (48, pp. 289-290).

Rievaulx Terrace, with its succession of views of a ruin,

could have and probably did create the idea of the sublime

in the viewer. According to Burke, astonishment was the most

important effect of the sublime.

Astonishment is that state of the soul, in which all
its motions are suspended, with some degree of horror.
In this case the mind is so entirely filled with its
object, that it cannot entertain any other, nor by
consequence reason on that object which employs it.
Hence arises the great power of the sublime, that far
from being produced by them it anticipates our reason-
ings, and hurries us on by an irresistible force (7,

p. 57).

Thus as one walked along the serpentine grassy terrace at

Rievaulx, toward a classical temple, astonishment (the sublime)

at seeing a religious ruin in the Gothic style was experienced

by the viewer.

Agreeing with the thoughts and writings of William

Shenstone and Edmund Burke was William Chambers (1723-1796),

architect and landscape designer. Abhorring the parks of

Brown, he described a Brownian landscape in the eyes of an

average viewer.

At this first entrance, he sees a large green field

scattered over with a few straggly trees, and verged
with a confused border of little shrubs and flowers;
on further inspection he finds a little serpentine



26

path, twining in irregular esses amongst the shrubs

of the border, upon which he is to go round, to look

on one side at what he has already seen, the large

green field; and on the other side at the boundary,
which is never more than a few yards from him, and
always obtruding upon his sight. From time to time

he perceives a little seat or temple stuck up against

a wall; happy in the discovery, he sits down to rest

his wearied limbs, and then reels on again; cursing
the line of beauty, til, spent with fatigue, half-

roasted by the sun, for there is never any shade, and

dying for entertainment, he resolved to see no more

. . . (11, p. 149).

Chambers published a number of works: Designs of

Chinese Buildings, Furniture, Dresses, Machines and Utensils

in 1757; Plans, Elevations, Sections, and Perspective Views

of the Gardens and Buildings at Kew in 1763; and the Disser-

tation on Oriental Gardening in 1772. The first two works

listed are discussed in Chapter II, but, as the Dissertation

on Oriental Gardening was an attack on Capability Brown and

his landscape designs, and did not deal with the Chinese

garden, it is discussed here (19, p. 153). Sir William used

the literary device of taking a foreign civilization (here

the Chinese) and investing it with utopian characteristics

that should be adopted by all other civilizations. The

Chinaman Tan Chet-qua, explained the perfect garden, as

opposed to those currently in vogue in England in which

variety was wanting.

But your people (the English) delight in extremes;
and, whenever they get upon a new scent, pursue it

with such rage, that they always overshoot the bounds.
We (Chinese) admire Nature as much as you do; but

being of a more phlegmatick disposition, our affections
are somewhat better regulated: we consider how she may

be employed, upon every occasion, to most advantage;
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and do not always introduce her in the same garb;
but show her in a variety of forms; somewhat naked,
as you attempt to do; sometimes disguised; sometimes
decorated, or assisted by art; scrupulously avoiding,
in our most artless dispositions, all resemblance to
the common face of the country; with which the Garden
is immediately surrounded; being convinced, that a
removal from one field to another, of the same appear-
ance, can never afford any particular pleasure, nor
ever excite powerful sensations of any kind (8, pp. 144-
145).

His Dissertation was not taken seriously by his contemporaries

as an intelligent description of the Chinese garden (11, p.

148). He emphasized, "inanimate, simple nature is too insipid

for our purposes. . . . The scenery of a garden should differ

as much from common nature, as a heroic poem doth from a prose

relation" (49, p. 190). Chambers was much derided for his

criticism of Brown, and, in response to the Dissertation,

William Mason (1725-1797) wrote the "Heroic Epistle" in 1772,

which ridiculed Chambers. Chambers' design principles, though

ridiculed, were essentially the same of those of William

Gilpin and Richard Payne Knight.

William Gilpin (1724-1824), who first defined the term

picturesque beauty, published On Picturesque Beauty, On

Picturesque Travel, and On Sketching Landscape in 1792. Like

Burke, he classified the beautiful as smooth objects and

advocated, "the Picturesque [as] rough in texture and rugged

in delineation." Believing one should re-assemble nature' s

elements to create a more harmonious whole, he admired the

natural weather conditions of the earth like fog, vapor, and

mists (30, p. 145; 48, p. 338).
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Gilpin did respect Brown, but Richard Payne Knight

agreed with Chambers that "Brown's designs [were] dull and

vapid" (48, p. 342). Knight (1750-1824) also advocated style

in which the imagination was inspired by the series of views.

His poem The Landscape, a Didactic Poem, published in 1794,

proclaimed his state of mind.

Hence let us learn, in real scenes, to trace
the true ingredients of the painter's grace;
To lop redundant parts, the coarse refine,
Open the crowded, and the canty join.
But, ah! in vain:--See yon fantastic band,
With charts, pedometers, and rules in hand,
Advance triumphant, and alike lay waste
The forms of nature and the works of taste!
T'improve, adorn, and polish, they profess;
But shave the goddess, whom they come to dress;
Level each broken bank and shaggy mound,
And fashion all to one unvaried round;
One even round, that ever gently flows,
Nor forms abrupt, nor broken colours knows;
But, wrap all o'er in everlasting green,
Makes one dull, vapid, smooth, and tranquil scene
(48, p. 344).

Though both Knight and Price (1747-1829) believed that the

inspiration for a graden should come from painting, Knight

was inspired more by the sublime or horrific in scenery which

then reminded him of the paintings of Salvator Rosa, while

Price was more of a romantic and his own grounds reflected

picturesque beauty. The main ideological difference between

the two men was that Uvedale Price "chose to find the quality

of beauty or the picturesque or sublime in the object rather

than in the spectator's eye and imagination [as did Knight]

(48, p. 351). Price, in An Essay on the Picturesque,
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published in 1794, made a definite distinction between the

sublime, the beautiful, and the picturesque.

Upon the whole, it appears to me, that as
intricacy in the disposition, and variety in the
forms, the tints, and the lights and shadows of
objects, are the great characteristics of pictur-
esque scenery; so monotony and baldness are the
greatest defects of improved places. . . .

PICTURESQUENESS, therefore, appears to hold
a station between beauty and sublimity; and on that
account, perhaps, is more frequently and more happily
blended with them both than they are with each other.
It is, however, perfectly distinct from either; and
first, with respect to beauty, it is evident, from
all that has been said, that they are founded on

very opposite qualities; the one on smoothness, the
other on roughness;--the one on gradual, the other
on sudden variation;--the one on ideas of youth and
freshness, the other on that of age, and even decay.

It is equally distinct from the sublime; .
In the first place, greatness of dimension is a

powerful cause of the sublime--The sublime being
founded on principles of awe and terror, never
descends to any thing light or playful.--Infinity
is one of the most efficient causes of the sublime;
the boundless ocean, for that reason, inspires
awful sensations: . . . (48, pp. 354-355).

Uvedale Price, Richard Payne Knight, and Sir William

Chambers were opposed in their picturesque garden design by

Humphry Repton (1752-1818), Capability Brown' s successor (12,

p. 45). His practice became as successful as Brown's, and

he was known for his "Red Book" presentations (40, p. 45).

These books were submitted to his prosepctive clients and

contained views of the client's grounds before and after

Repton' s improvements. Overlay illustrations were placed

over the before sketch, and instantly the landscape was

transformed into the latest fashion (11, p. 169).
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Humphry Repton' s and Lancelot Brown's principles were

attacked by Richard Payne Knight in 1805, when he published

An Analytical Inquiry into the Principles of Taste. In order

to defend his views and to state clearly what they actually

were, Repton wrote An Inquiry into the Changes of Taste in

Landscape Gardening in 1806. Restating his garden design

rules (listed previously in Sketches and Hints, published in

1795) simply and refuting the idea that gardening and paint-

ing were sister arts, he pointed out the differences between

painting and gardening (40, p. 44).

1. The point of view of the painter is fixed, whereas
the gardener surveys his scenery while in motion,
and from many sites.

2. The field of vision is greater in nature than in a
picture.

3. The view down a hill is not representable in paint-
ing.

4. The light on a real scene shifts, and (unlike paint-

ing, where composition and keeping can be secured
only by setting off light with shade) all parts of
a scene may bear illumination.

5. The foreground, so essential to the picture is
usually lacking in the real landscape (22, p. 232).

He also explained the four requisites of landscape gardening.

1. It must display the natural beauties and hide the
natural defects of every situation.

2. It should give the appearance of extant and freedom,

by carefully disguising or hiding the boundary.
3. It must studiously conceal every interference of

art, however expensive, by which the natural scenery
is improved; making the whole appear the production
of nature only.

4. All objects of mere convenience or comfort, if
capable of being ornamental or of becoming proper
parts of the general scenery, must be removed or
concealed (38, p. 34).
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Repton put his principles into practice when he

redesigned the grounds of Attingham Park in the late 1790s.

His new design brought the garden and the river closer to

the house, while the view (Plate 17) from the front of the

house gave the feeling that the park was never ending. As

the road was concealed by planting a belt of trees, one never

noticed that the grounds actually terminated at the trees (32,

p. 44).

With the beginning of the nineteenth century, landscape

design based on the principles of art was no longer popular.

Eighteenth century England had contributed a particular type

of art form to the world, the landscape garden. As Edward

Hyams stated,

The Italian garden provided, and still provides,
a setting for the drama of Man; the French garden
provided, and still provides, a setting for polite
intercourse. In both, plants were used only as a
kind of building material. The English had to break
away from this if they were to express the peculiar
quality of the English love of natural beauty. It is
my belief that what the English aim at in a garden (the
unattainable part of the ideal in English gardening),
is a garden which is not meant to have anyone in it.
It is not a setting for man's drama or man's manners;
it is an arrangement of plants so that they shall be
perfectly displayed. An English garden is an act of
praise; it is a manifestation of poetry, and possibly
even of religion. It is for this reason, which some
will find very fanciful and far-fetched, that I believe
that, whereas gardening in continental Europe, as in
China, is a fine craft, in England and Japan it is an
art (27, p. 55).

But did China have an influence on the art of gardening in

eighteenth century England? As has been noted, there were

numerous major influences on landscape design as it evolved.
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Were the English immune to or unaware of the gardens of China?

Lest we forget, the British were not always a nation of tea-

drinkers, for during the late seventeenth century and eigh-

teenth century, they developed their tea-drinking habit. As

a result, contact with China was maintained in order to import

the all important leaf.
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CHAPTER II

ENGLAND AND CHINA

Europeans began the search for Cathay during the Middle

Ages. Their main reason was to establish trade with this

richly endowed kingdom. As a result, in the seventeenth and

eighteenth centuries, in both England and Europe, Chinese

motifs were incorporated into the decorative arts and

architecture.

The basic means of communication that Great Britain had

regarding China was the written word. There was no Grand

Tour to any of the Asian countries; therefore, books written

by explorers, the Jesuits, and traders, created a particular

type of picture of China that was to be adopted into English

life in the eighteenth century. Knowledge was further

hampered by the Chinese themselves, who allowed little or no

communication ]between their people and foreign traders or

diplomats. A statement by Lord George Macartney (1737-1806),

appointed by George III, in 1792, to the post of Ambassador

to China, was indicative of the difficulty the English had in

communicating with these Asian people (32, p. 213).

The intercourse of the Chinese with foreigners is,
however, so regulated and restrained, and the
difficulty of obtaining correct information so great

that the foregoing papers [his journal] must not be
received without reserve nor regarded otherwise than
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as merely the result of my own researches and reflec-

tions, for I am sensible that, besides being defective

in many points, they will be found to differ a good

deal from the accounts of former travellers; but I am

far from saying that the errors may not be in me,

rather than in them (29, p. 49).

By law, the Chinese were prohibited from teaching their native

language to foreigners; consequently, it was extremely diffi-

cult for diplomats and traders to converse directly with the

Chinese (38, p. 39). As a result, though traders, diplomats,

and religious missionaries were in the country, contact was

still limited.

The first author who traveled to the East was the Italian

Marco Polo (1254-1324), who published his book The Travels

of Marco Polo in the late thirteenth century. Becoming a

principle source of information on Cathay, this book con-

tinued to be so even in the eighteenth century. William

Soothill, in China and the West, stated that it was "through

Marco Polo's account, fabulous though it seemed, that Europe

began to take an interest in China" (43, p. 51). Polo visited

China from 1271 to 1295, and, as Hugh Honour, in Chinoiserie,

The Vision of Cathay, wrote, "[Polo] chose to record the

marvels he had seen or heard about, and his .recital of wonders

contains the essence of the European vision of the fabulous

East" (25, p. 10). He described "marvels" like the great

Khan's palace at Kanbalu (Peking).

The Great Khan usually resides during three

months of the year, . . . in the great city of Kanbalu,

situated towards the north-eastern extremity of the

province of Cathay. . . . Here . . . is the site of his

vast palace.
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In the first place is a square enclosed with

a wall and deep ditch; each side of the square being

eight miles in length, and having at an equal distance

from each extremity an entrance-gate, . . . Within

this enclosure . . . there is an open space one mile

in breadth, . . . This is bounded by a second wall,

enclosing a square of six miles, . . .
Within these walls, which constitute the boundary

of four miles, stand the palace of the Great Khan, the

most extensive that has ever yet been known. . . . It

has no upper floor, but the roof is very lofty. The

paved foundation or platform on which it stands is

raised ten spans above the level of the ground, and a

wall of marble, two paces wide, is built on all sides.

This wall serves as a terrace, where those who walk on

it are visible from without. Along the exterior edge

of the wall is a handsome balustrade, with pillars.

. . . The sides of the great halls and apartments are

ornamented with dragons in carved work and gilt,

figures of warriors, of birds, and of beasts, with

representations of battles. The inside of the roof is

contrived in such a manner that nothing besides gilding

and painting presents itself to the eye. . . .

The palace contains a number of separate chambers,

all highly beautiful, and so admirably disposed that it

seems impossible to suggest any improvement to the system

of their arrangement . . . (37, p. 130).

Gardens were described by Marco thusly,

Not far from the palace, . . . is an artificial

mount of earth, the height of which is full a hundred

paces, and the circuit at the base about a mile. It

is covered with the most beautiful evergreen trees;

for whenever his Majesty receives information of a

handsome tree growing in any place, he causes it to be

dug up, with all its roots and the earth about them,

and however large and heavy it may be, he has it trans-

ported by means of elephants to this mount, and adds it

to the verdant collection. Because the trees on this

hill are always green it has acquired the name of the

Green Mount.
On its summit is erected an ornamental pavilion,

which is likewise entirely green. The view of this

altogether,--the mount itself, the trees, and the

building, form a delightful and at the same time a

wonderful scene (37, p. 131).

Marco Polo's view was one of wonder and amazement at the

great wealth, the absolute authority of the Khan, and the
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trade of Cathay. Is it any wonder that his observations were

seen at the time by his fellow Europeans as a total fabrica-

tion of lies (25, p. 9)?

[his Majesty] repairs to a place named Cachar Modun,
where are pitched the pavilions and tents of his Sons,

. . . exceeding ten thousand in number, and making a
handsome appearance. The tent of his Majesty, in

which he gives his audiences, is so long and wide that

under it ten thousand soldiers might be drawn up,

leaving room for the superior officers and other persons

of rank . . . and there are many other tents and apart-

ments, for the different branches of the household, but

which are not immediately connected with the great tent.

These halls and chambers all all constructed and

fitted up in the following manner. Each of them is

supported by three pillars of wood, richly carved and

gilt. The tents are covered on the outside with the

skins of lions, streaked white, black, and red, and so

well joined together than neither wind nor rain can

penetrate. Withinside they are lined with the skins of

ermines and sables, which are the most costly of all

firs; . . . With these two kinds of skin, the hall

as well as the sleeping-rooms are handsomely fitted up

in compartments, arranged with much taste and skill.

The tent-ropes, or cords by which they stretch the tents,
are all of silk (37, pp. 149-150).

Polo's story of Cathay was confirmed in the fourteenth

century by a Franciscan monk, Odoric of Pordenone (1286-1331).

As Arnold H. Rowbotham in Missionary and Mandarin stated, "In

Khanbaliq Odoric found . . . tolerance in religious matters

Which made evangelism a somewhat easy, though by no means

successful, task" (41, p. 28). A contemporary of Odoric's

wrote of the following incident between the Khan and the monk.

So when the Khan began to draw near the bishop [Odoric]
put on his episcopal robes and took a cross, and fastened

it to the end of a staff, so as to raise it aloft; and

then these four men began to chant with loud voices the

hymn Veni Creator Spiritus. . . . So the Khan called
them to him and the bishop thereupon, taking the cross

from the staff, presented it for the Khan to kiss. Now
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at the time he was lying down but as soon as he saw

the Cross he sat up, and, doffing the cap that he

wore, he kissed the Cross in a most reverent and
humble mariner (41, pp. 28-29).

From such an account is it any wonder that various religious

orders began to travel and preach in the land of Cathay?

Odoric's stay, though only lasting for three years, was a

time in which he viewed the "lies" of Marco Polo first hand.

And within the enclosure of the great palace there

hath been a hill thrown up on which another palace is

built, the most beautiful in the whole world. And this

whole hill is planted over with trees, wherefrom it hath

the name of the Green Mount. And at the side of this
hill hath been formed a lake (more than a mile round),
and a most beautiful bridge built across it (47, p. 218).

But his [Khan] own palace in which he dwells is of

vast size and splendour. The basement thereof is raised

about two paces from the ground, and within there be

four-and-twenty columns of gold; and all the walls are

hung with skins of red leather, said to be the finest
in the world. In the midst of the palace is a certain

great jar, more than two paces in height, entirely formed

of a certain precious stone called Merdacas [Jade] (and

so fine, that I was told its price exceeded the value of

four great towns). It is all round with gold, and in

every corner thereof is a dragon represented as in act

to strike most fiercely. And this jar hath also fringes
of network of great pearls hanging therefrom, and these
fringes are a span in breadth (47, pp. 220-221).

Manuscripts of Odoric's exploits were in English hands in the

fifteenth century (47, pp. 39-40), while The Travels- of Marco

Polo were published in London in 1503.

But more popular than either Odoric' s or Polo's stories

was .Sir John Mandeville's The Voyages and Travels of Sir John

Mandeville, Knight (25, p. 13). Published in English in 1499,

it had undergone twelve editions by 1727 (31, p. 319).
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Considered for over 200 years to be a true account of Cathay,

and, as a result, translated into ten languages, it has since

been recognized as a complete fabrication (13, p. 14). Sir

John Mandeville was probably (according to Hugh Honour in

Chinoiserie, Vision of Cathay) a man named Jean d'Outremeuse.

Outremeuse's book was "a fascinating Gothic tapestry of myths,

legends, surmises, and occasional fact" (25, p. 13). It was

not until the sixteenth century that travelers journeyed to

China to judge for themselves, but until then, Mandeville's

book was accepted as the prime authority (25, p. 15). The

book used other writers' reports on Cathay in part and

exaggerated on them (3, p. 5). Does Mandeville's description

of the palace of the great Khan sound familiar?

This palace, where his siege is, is both great and

passing fair. And within the palace, in the hall, where

be twenty-four pillars of fine gold. And all the walls

be covered within of red skins of beasts and well smell-

ing; so that for the sweet odour of those skins no evil

air may enter into the palace. Those skins be as red as

blood, and they shine so bright against the sun, that

unnethe no man may behold them. . . .
And in the midst of this palace is the mountour

for the great Chan, that is all wrought of gold and of

precious stones and great pearls. And at four corners

of the mountour be four serpents of gold. And all about

there is large nets of silk and gold and great pearls

hanging all about the mountour. And under the mountour

be conduits of beverage they drink in the emperor' s

court. And beside the conduits be many vessels of gold,

by the which they that be of household drink at the
conduit (30, pp. 140-141).

With the overthrow of the Mongols by the Ming Dynasty,

in 1368, the Chinese world closed to the West. It was not

until the late fifteenth and early sixteenth centuries that
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European explorers, hoping to establish trade, began to

search for various routes to China. Vasco da Gama sailed

to Calicut (Calcutta) in 1498; Magellan sailed around South

America in 1520; Sebastian Cabot and Sir Hugh Willoughby

searched for a north-west passage to China in 1553; Richard

Chancellor discovered Russia in 1554; Henry Hudson was in

North America in 1612; and Francis Drake traveled around the

world in 1577-1580 (43, pp. 60-64).

The first to travel to the East Indies, the Portuguese

established trade with China in 1515. Founding an early

trading post at Ningpo, in Fu-kien province, in 1535 (15,

pp. 3, 5), they had established trading posts on the island

of Macao in China by the 1550s (7, p. 8). Accompanying the

Portuguese were the Jesuits, a religious order founded by

St. Francis Xavier, who arrived in Goa (in India) in 1542

(43, p. 89).

The Augustinian Juan Gonzales de Mendoza wrote the "first

important work" in 1585 (41, p. 243). His The Historie of the

Kingdome of China was translated into English by Parke in 1588.

Having described the architecture of China, though he had

probably never visited that country, Mendoza only related

"accounts of Augustinian and Franciscan priests who had

visited the Middle Kingdom" (41, p. 244). In his descriptions

he praised the superior qualities of the Chinese.

Their houses commonly be verie gallant, and after the
manner of Rome, and generallie at the doores and gates
of them are planted trees in gallant order: the which
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maketh a galant shadow and seemth well in the streets.
All these houses are within as white as milke, in such
sort that it seemeth to bee burnished paper. The
floares are paved with square stones verie broad and

smooth: their seelings are of an excellent kind of
timber, very well wrought and painted, that it seemeth
like damaske and of the colour of gold, that sheweth
verie well: everie one of them hath three courts and
gardens full of flowers and herbes, for their recreation
(21, p. 17).

He ever asserted,

Many things of great government hath beene and shall
be declared in this historic worthie to be considered:

and in my opinion, this is not the least that is
contayned in this chapter, which is such order as the
king and his counsell hath given that the poore may
not go a begging in the streetes, nor in the temples

whereas they make orations unto their idols: for the
avoyding therof the king hath set downe an order,
upon great and greevous penaltie to be executed upon
the false poore, if they-do begge or craue in the
streets, and a greater penaltie upon the citizens or
townes men, if they do give unto any such that beggeth

(21, p. 48).

Rowbotham, in Missionary and Mandarin, has stated that

Mendoza's "informats, in spite of the superficiality of their

knowledge, had begun to get a true vision of the greatness,

the richness, and the worth of the empire [of China] and its

civilization" (41, p. 245).

Descriptions like Mendoza's, along with the Eastern

imports to Europe by the Portuguese, created an English

interest in trading with the Chinese. In 1596, Queen

Elizabeth I sent emissaries to the Emperor of China extending

her good will and asking to establish trade (22, p. 312).

Though her emissaries were never heard from again, this did

not deter the British from sending further trade delegations
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(43, p. 65). The main incentive for exploring both the East

Indies and China was to find a market for English woolens, as

well as to buy spices directly from the source and not to

have to purchase them from the Dutch (19, p. 145).

Also, at the close of the sixteenth century, the Dutch

appeared in the East and dominated trade until the beginning

of the eighteenth century (26, p. 40). The Dutch already

had knowledge of China, not only from the written word, but

from the first Chinese portraits imported to Europe in 1596

and 1598 (40, p. 19).

British interest was further stimulated in the East

because of the Dutch trading in the East Indies, their import-

ing of spices, and their raising prices for pepper, and their

hold on the Spice Islands by 1607. Having established the

English East India Company on December 31, 1600, participat-

ing merchants were granted a monopoly on Eastern trade by the

English monarchy (24, p. 53). The competition in the East

between the Portuguese and the Dutch had already drawn world-

wide attention because of the open hostilities between the

two countries. In 1622, having tried forcibly to remove the

Portuguese from Macao but failing, the Dutch settled their

trading post on Formosa and pushed the Portuguese out of that

country in 1642 (43, pp. 83, 85). The British were also

attacked by the Dutch at their trading post at Bantam in the

Malay Archipelago, in 1623, resulting in an English massacre

(32, p. 4).
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But, even though there were conflicts between the English

and Dutch, the main sources of written information about

China, in the seventeenth century came from the Jesuits and

the Dutch though the sea-faring nation, never successfully

established direct trade with the Asians nor a trading post

on the Chinese mainland. Though the Ming Dynasty fell in

1644, the succeeding Ch'ing Dynasty still only traded directly

with the Portuguese and "allowed other trading nations only

limited facilities" (26, p. 44).

An important observer of China and its customs was John

Nieuhoff, a Dutchman, who accompanied Dutch ambassadors to

that country in 1644. They hoped to establish trade relations

with the new dynasty (25, p. 18). "The novelty of his book

[An Embassy from the East-India Company of the United Provinces

to the Grand Tartar Cham Emperor of China, deliver'd by their

Excellencies Peter de Goyer and Jacob de Keyzer, at his

Imperial City of Peking wherein the Cities, Towns, Villages,

Ports, Rivers, &c. in their Passages from Canton to Peking,

are ingeniously describ'd by Mr. John Nieuhoff, Steward to

the Ambassadors], published in London, in 1669-1671, lay in

the visual picture it gave of China both by plates--taken from

drawings made on the journey but touched up by the engravers--

and by descriptions" (25, p. 19).

The English edition of Nieuhoff's book, published in

1671-1673, described Canton.



47

The city is likewise defended and surrounded on
the Land side with a strong Wall, and five strong
Castles, whereof some are within the Walls, and others
without upon the tops of steep Hills; so that this City
is sufficiently both by Sea and Land defended against
all the Invasions of any Enemy whatsoever, and in the

opinion of some seems invincible. What concerns the
Idol-Temples, Courts, and Palaces of Great Lords, and
other rare Edifices, which are to be seen here, there
is no City in all Asia that shews the like.

Here also are several Triumphal Arches, which have
been erected to the Honor of such as have done their
Country Service. They are no small Ornament to the
Place; for from the Watergate, going directly on to the

King's Palace, I told in that Line onely, no less than
thirteen stately Triumphal Arches made of hewn Stone,

which are so set out with Figures and Inscriptions
in Carved Work, that all who behold them, admire them
as Wonders. . . .

These Arches are commonly built with three Stories,
so artificially, that we may very well say, that neither
Wit nor Ingenuity were wanting in their Contrivance.
Round about the Pillars, and in other places, were writ

several Chinese Characters, and slo cut several Flowers,
Beats, Birds, and other curious Ornaments, as I suppose,
Emblematical (34, p. 37).

He mentioned the famous Tower of Porcelain.

In the middle of the Plain stands a high Steeple

or Tower made of Porcelane, which far exceed all other

Workmanship of the Chineses in cost and skill; by which
the Chineses have declar'd to the World the rare
Ingenuity of their Artists in former Ages.

This Tower had nine Rounds, and a hundred eighty
four Steps to the top; each Round is adorn'd with a
Gallery full of Images and Pictures, with very handsome
Lights: The outside is all Glaz'd over and Painted

with several Colours, as Green, Red, and Yellow. The

whole Fabrick consists of several Pieces, which are so

artificially cemented, as if the Work were all one
intire Piece, Round about all the corners of the Galleries

hang little Bells, which make a pretty noise when the

Wind jangles them: The tope of the Tower was crown'd
with a Pine-Apple, which (as they say) was made of massie

Gold: From the upper Gallery you may see not only over
the whole City, but also over the adjacent Countries to

the other side of the River Kiang, which is a most
delightful Prospect, especially if you observe the vast

circumference of the City, reaching with her Suburb to
the River side (34, p. 78).
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Nieuhoff included a description of Peking and the Imperial

gardens.

All the Edifices, which are so many, are most richly
adorn'd with gilt Galleries, Balcones, and Carv'd

Imagery; to the admiration of all that ever saw them.

Each Dwelling hath a large Pent-house, so that you
may walk dry in Rainy Weather. Most of the Timber
which appears on the out-side of the Houses, is either
guilt or colour'd over with a certain Gum which they
call Cie, much in use amongst them, and wherewith they
colour or paint their Household-stuff, Ships, and
Houses, that they make them shine and glitter like
Looking-glasses . . . (34, p. 121).

Cie was the lacquer that was so popular with both English and

Europeans in the seventeenth and eighteenth centiries (25, p.

20). And curious hills and gardens were mentioned.

There is not any thing wherein the Chineses shew

their Ingenuity more, than in these Rocks. or artificial
Hills, which are so curiously wrought, that art seems
to exceed Nature. These Cliffs are made of a sort of
Stone, and sometimes of Marble, and so rarely adorn'd

with Trees and Flowers, that all that see them are
surpris'd with admiration. Rich and wealthy People,
especially the great Lords and Mandorins, have for the
most part such Rocks in their Courts and Palaces, upon

which they squander a good part of their Estates. It
was told me of a certainty, that somewhere about Peking
there are some Rocks which contain Chambers, Closets,
Parlors, Vyvers, Stairs, and All manner of Trees so

curiously wrought and adorned by Art, that the like is
not to be seen in the whole World. These artificial
Mountains or Cliffs are commonly contriv'd with Chambers
and Anti-chambers, for a defence against the scorching
Heat in Summer, and to refresh and delight the Spirits;
for they commonly make their great Entertainments in
these Grots, and the Learned seek to Study in them rather

than any other Place.
If I should relate all the other artificial Ornaments,

as of Gardens, Wildernesses, Pools, and other Particulars,
which adorn this Court, I should far exceed the bounds of

what I intend, and perhaps to some, of belief; but what

hath been already said shall suffice, to set forth the

Wonders of this most magnificent Palace (34, p. 122).

. F. 
;+;
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In Nieuhoff's account, as in that of Marco Polo's, there

was a feeling of complete wonder and awe concerning the

civilization, architecture, and gardens. John Vieuhoff's

chronicle was only one of many. A. Semedo's History of the

Great and Renowned Monarchy of China, London, 1655; Voyages

fameux de Sieur Vincent Le Blanc, Paris, 1658; Mandelso's

Peregrinations from Persia into the West Indies, translated

into English in 1662; and F. M. Pinto's His Travels in the

Kingdoms of Ethiopia, China, Tartaria, English translation

1663; were only a few of the works available (25, p. 228).

Additional information could also be obtained from the

letters of Jesuits (a religious order) who had traveled to

China with the Portuguese in the sixteenth century and, under

the leadership of Father Matteo Ricci, had established them-

selves at the Imperial Court by the time of Ricci's death in

1610. Matteo Ricci was successful in China for he adopted

native dress,. promoted the Jesuits as scholars, and preached

of the intelligence of Chinese beliefs and scholars, particu-

larly Confucius (3, pp. 10-11).

Based on Father Ricci' s writings, Nicolas Trigault's

The History of the Christian Expedition to China, published in

1615, in Amsterdam, was "a document of the highest importance."

It "unrolled the splendid panorama of the land he [Trigault]

and Ricci had attempted to convert. For the first time

Europe was given a well-rounded account of the Chinese systems
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of moral and religious thought" (41, p. 245). The Society

of Jesus was the first to mention the famed scholar Confucius

(25, p. 18). By 1685,

the Jesuits . . . acclaimed Confucius, as the scholastics
had Plato, as a prophet of a Savior from the West and as
a teacher whose sayings closely paralled those of the
Redeemer. . . . The Confucian (as opposed to the Taoist
and Buddhist) was a far more tolerable figure (to the
religious Jesuits). He was easier to assimilate into
the European world where, under Jesuit auspicies, he
became so noted a figure that until the late eighteenth
century, he . . . became, indeed, almost synonymous with
Chinese culture (3, pp. 38-39).

The writings of the Jesuits portrayed the Chinese "in no way

inferior to the Europeans" (12, p. 14).

The Jesuits also pointed out that the Chinese were heirs

of an ancient and learned culture. Now, not only Rome and

Greece were ancient civilizations to be emulated, but this

faraway eastern nation was worthy of admiration also.

Father Louis Le Comte's Memoirs and Observations . .

Made in a late Journey through the Empire of China, translated

from French into English and published in London, in 1697,

contained "The Philosophy of Confucius." Father Le Comte was

lavish in his praise:

you must confess that the Chinese Nation hath been
endued with rare Qualities; with a great deal of
Politeness in practising the World, with great Sense
and Regularity in their Business; with much Zeal for
the Publick Good, True and Just Idea's of Government,
with a Genius, mean indeed as to Speculative Sciences,
but yet right and sure in Morality, which they have
always preserved very conformable to Reason (28, p. 125).

He did criticize the painting on porcelain.
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It were to be wisht, that the designs the
Chineses use in painting Porcelain were fairer; they
paint likewise Flowers upon them, but Humane Figures
are all mutilated. But in that very thing they dis-
grace themselves in the Opinion of Strangers, who do
not know what they are but only by that, and who imagine,
that they are in effect as monstrous in their shape, as
they appear in the Pictures; yet those are their usual
Ornaments. The more regular Designs and skilful Draughts
would be sometimes less pleasing to them than these
Anticks (28, p. 157).

Le Comte spoke in glowing terms of the government that was to

be held in high esteem by the British in the eighteenth

century.

Amongst the several Models and Plans of Government
which the Ancients framed, we shall perhaps meet with
none so perfect and exact as is that of the Chinese
Monarchy. . . . Other States, according to the common
fate of the things of this World, are sensible of the
weakness of Infancy; are born mishapen and imperfect;
and like Men they owe their perfection and maturity to
time. China seems more exempted from the common Laws
of Nature; and as though God himself had founded their
Empire, the Plan of their Government was not a whit less
perfect in its Cradle, than it is now after the experience
and tryal of four thousand years (28, p. 242).

Some observations were made about the gardens.

They likewise seem more negligent as to their
Gardens, they have in that respect Conceptions much
different from ours; and setting aside places designed
for the Sepulchre of their Ancestors, which they leave
untilled, they would think themselves out of their Wits,
to put the Ground to no other use than to make Alleys
and Walks, to cultivate Flowers and plant Groves of
unprofitable Trees. The benefit of the Commonwealth
commands that all should be sowed; and their own
particular Interest, that more nearly concerns them
than the Publick Good, doth not permit them to prefer
Pleasure to Profit (28, p. 145).

Further on in his discourse Le Comte continued,

they make Grotto's in them [gardens], raise little
pretty Artificial Eminences, transport thither by
piece meal whole Rocks, which they heap one upon
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another, without any further design, than to imitate
Nature. If they could, besides all this, have the
convenience of so much Water as is necessary to water
their Cabbage and Ligumenous Plants, they would think
they could desire no more as to that point. The
Emperor hath Jets d'eau, or Fountains, of European
Invention, but private Persons content themselves with
their Ponds and Wells (28, p. 163).

It was not until 1752, when Joseph Spence, under the

pseudonym Harry Beaumont, translated from the French, Pere

Attiret's A Particular Account of the Emperor of China's

Gardens, first published in France in 1743, that a written

account was totally dedicated to the Chinese taste in land-

scape design. Attiret wrote,

Indeed anyone that is just come from seeing the

Buildings in France and Italy, is apt to have but little
Taste, or Attention, for whatever he may meet with in
the other Parts of the World.

However I must except out of this Rule, the Palace

of the Emperor of Pekin, and his Pleasurehouses; for in

them everything is truly great and beautiful, both as

to the Design and the Execution; and they struck me the
more, because I had never seen anything that bore any
manner of Resemblance to them, in any Part of the World
that I had been in before (4, p. 5).

Popular in the English garden of the eighteenth century, the

serpentine line were implied to be present in the Chinese

version.

They go from one of the Valleys to another not by

formal strait calks as in Europe; but by various,
Turnings and Windings, adorn'd on Sides with little
Pavilions and charming Grottos--The side of the Canals,

or lesser Streams, are not faced (as with us) with
smooth Stone, and in a strait Line; but look rude and

rustic, with different Pieces of Rock, some of which
jut out and others recede inward; and are placed with
so much Art, that you would take it to be the work of

Nature. Beyond these Streams are walks (irregular)
(4, pp. 9-10).
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He described the use of the bridge.

Over streams are bridges. They are fenced with
Balisters finely wrought and adorned with Works in
Relievo, but all of them varied from one another, both
in their Ornaments, and Design. Bridges are not
straight like ours . . . they generally wind about and
serpentize to such a Degree, that some of them, which
if they went on regular would be more than thirty or
forty feet long. . . . You see some of them which have
little Pavilions for People to rest themselves in:
supported by four, eight, sixteen columns. They are
usually on such of the Bridges, as afford the most
engaging Prospects (4, pp. 14-15).

And "vignette-like" qualities were also present in the royal

gardens. "On the Banks [of the lake], are several Pieces of

Building; separated from each other by the Rivulets, and

artificial Hills" (4, p. 16). He summed up the Yuan-Ming-Yuan

thusly:

It's not only in their Situations Views, Dispositions,
Sizes, Heights, and all the other general Points; but
in their lesser Part--no other have such Variety of
Shapes and Forms in their Doors and Windows, as the
Chinese. The whole Inclosure is called Yuen-Ming-Yuen,
the Garden of Gardens (4, pp. 41, 45).

In the seventeenth and eighteenth centuries, the written

word was supplemented by the products that were imported by

the East India Companies of Portugal, Holland, and England.

The China trade was extremely hazardous, not only because of

the long dangerous journey around the Cape of Good Hope to

the Indies, but, also as each company was in open, often

hostile, competition with the other (15, pp. 9-10, 12).

Items imported from the East were all termed "Indian"

regardless of their country of origin; consequently, "Indian"

could mean goods from India, China, Japan, Persia, Korea,
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etc. (46, pp. 6, 10). Country of origin was often difficult

for European traders to distinguish, for many products were

brought from Eastern traders, who, in turn, bought them in

various Eastern countries and sold them in different countries

to the Europeans (26, p. 45). European traders also contrib-

uted to the confusion by carrying goods from port to port.

Ralph Fitch visited the East Indies from 1585 to 1591, and

commented on the Portuguese trade.

When the Portugales goes from Macao in China to Japan,
they carrie much white silk, Gold, Muske and Porcelanes:
and they bring from thence nothing but Silver. They
have a great Carake which goeth thither every yeare, and
she bringeth from thence every yeare above 60,000
crusadoes; and all this silver of Japan, and 200,000
crusadoes more in Silver which they bring yearly out of
India, they imploy to their great advantage in China:
and they bring -from thence Gold, Muske, Silke, Copper,
Porcelanes, and many other things very costly and
gilded (7, p. 6).

With all of the inter-Eastern shipping by Europeans, coupled

with the Eastern trader and his intermixing of trade goods,

was it any wonder that by the time Oriental products reached

Europe, no one could tell their country of origin? Portuguese

ships, commonly called carracks, carried between 1,000 and

2,000 tons (7, p. 277) of silks, spices, cottons, exotic woods,

porcelains, and sundry items to Europe (7, p. 15), which

resulted in further confusion as to the point of origin of

such a great amount of goods. In the seventeenth century, the

Portuguese trade was superceded by the Dutch. They, as well

as the English, had engaged in piracy of Portuguese vessels,
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and, by the middle of the seventeenth century, "they had

captured three hundred Portuguese vessels" (40, p. 16).

Having established their own East India Company in 1602,

the Dutch were mainly known for their importations of blue-

and-white porcelains, which inspired the famous delft ware.

In 1600, in Amsterdam, the first Ming porcelains arrived in

sufficient quantity to create a sensation in Europe which

had up until that time, only known rare specimens of the

ware (35, p. 104). All types of Oriental wares including

silks, lacquered goods (screens and furniture), wallpapers,

all manner of spices, exotic woods, and tea, were introduced

in greater quantities to Europe.

Sir William Foster, in England's Quest for Eastern Trade,

has stated that the English were induced to begin trading in

earnest in Asia when Sir Francis Drake, in 1587, captured the

carrack San Filippe. Foster quoted Richard Hakluyt on this

event.

The taking of this cargo wrought two extraordinary
effects in England. 1. taught others that carracks
were no such bugs but might be taken. 2. in acquaint-
ing the English nation more generally with the particu-
larities of the exceeding riches and wealth of the East
Indies; whereby themselves and their neighbours of
Holland have bene encouraged (being men as skillful in
navigation and of no lesse courage than the Portugals)
to share with them in the East Indies, where their
strength is nothing so great as heretofore hath bene
supposed (19, pp. 136-137).

In 1592, Sir John Burgh captured a carrack "which was laden

with all manner of Oriental wares (value of 140,000 pounds)"

(19, pp. 136-137). The theory has been suggested, in modern
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times, that the British sought trade in the East mainly

because the Amsterdam merchants raised their price for pepper,

but Sir William Foster had called this "absurd" (19, p. 146).

Aware of the Eastern riches transported by Portuguese ships

because of successfully pirated attacks; tired of paying high

prices to the Dutch for imports; knowing Eastern goods were

in demand and money was to be made; the British businessmen

felt they should be making it. As a result, they wished to

establish their own Eastern trade. It was only the internal

dissension during the English civil war, between 1649 and 1660,

that allowed Holland to dominate the Eastern market during the

seventeenth century. When the British did stabilize their

government, they became the major force in the Far East (40,

p. 17).

The East India Company of England, chartered in 1600,

established a factory (a group of merchants established at a

foreign center for trading or the term could mean the building

in which they dwelt and carried on business) at Bantam in the

Malay Archipelago in 1602 (19, p. 157). Despite the problems

with the Dutch and internal dissension in their own country,

the British, by the end of the seventeenth century, had

established trade at Canton (38, pp. 71-72).

The extent of this trade, as well as the enormous

quantities of goods that were imported into England, were

included in The Chronicles of the East India Company Trading

to China, 1635-1834, written by Hosea Ballou Morse, in 1926.
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From the lists of ships' goods bound for England, one can

determine the types of goods that were in demand in England.

In the year 1674-1675, for example, total imports consisted

of "cotton cloth, saltpetre, indigo, silks, pepper, spices,

&c." at a value of 860,000 pounds (32, p. 8). The ship

Walpole, in 1723, returned to England with a typical cargo.

Tea, Bohea, 1,500 picules at 23. . . . 34,500 Tls.

Quicksilver, 152 " " 42. . . . 6,384

Vermilion, 150 " " 42. . . . 6,300

Tutenague, 2,000 " " 6. . . . 12,000

Sugar, 1,500 " " 2 80 . . 4,200

Sugar Candy, 1,500 " " 5 80 . . 8,700

Chinaroot, 500 " " 2. . . . 1,000

Alum, 300 " " 1 40 . 420

Raw silk, 60 " "142. . . . 8,520

Woven silks, 2,850 pieces . . . . . . 17,552

Gold,. ... .......-....-...-.-. . 3,000
102,576

This ship of 490 tons was laden with 360 tons of

dead-weight cargo, and about 750 chests of tea

weighing gross another 100 tons (32, p. 176).

The Tael of currency at Canton was equivalent to 6 shillings

8 pence and 1 pound (English currency) was equal to 3 Taels.

In order to compute weight, the picul was equal to an average

of 133 1/3 pounds or 100 catties; the catty was equal to 1 1/2

pounds or 16 Taels; and the Tael was equal to 1 1/2 ounces

(32, p. xxii). In 1736, three ships (the Richmond, Walpole,

and Princess of Wales) had as their cargo a total of 844 chests

of chinaware, 219 piculs of sago, 10,734 pieces of Nankeen

cloth, and 9,282 piculs of tea (32, p. 256).

In the seventeenth century, imported fabrics and

porcelains were quite expensive and few could afford them
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(3, p. 91). Lacquer, originally from Japan, became extremely

popular and, by 1684, both the Chinese and Japanese "were

making cabinets, etc. for export, and they are often so

similar in style as to be difficult to distinguish" (26, p.

112). The popularity of lacquered ware was so great that

John Stalker, in 1688, published the Treatise of Japanning

and Varnishing. Since imported goods were expensive, this

book allowed the Englishman to produce his own lacquer. The

desire by consumers for lacquered goods was evident in the

ads from newspapers of the eighteenth century.

The Daily Courant, November 12, 1709:
The japan company will sell all sort of Lacquer'd

Japan and China Ware, at Garraway's Coffe-house in
Exchange-Alley . . . (44, p. 242).

The Daily Courant, October 11, 1708:
To be sold by the Charon Company at the Marine

Coffe-house in Birchin-Lane . . . Lacker-d Tea-Tables,
Cabinets, Writing-Desks, China-Ware, and various sorts

of Goods . . . (44, p. 242).

But the most popular of the trade items was porcelain.

Appearing in England as early as the sixteenth century, it

was either captured from carracks or bought in Venice. By

the mid-seventeenth century, it was in such demand that

Oliver Cromwell imposed a duty on all imports (8, p. 102).

The blue and white wares were favored by the English con-

sumer, collecting became a national craze, for which Daniel

Defoe (1661-1731) credited Queen Mary (of William and Mary,

reign 1688-1694; 61, p. 1694).
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The Queen brought in the Custom or Humour, as I

may call it, of furnishing Houses with China-Ware,
which increased to a strange degree afterwards, piling

their China upon the Tops of Cabinets, Scrutores, and

every Chymney-Piece, to the Tops of the Ceilings, and

even setting up Shelves for their China-Ware, where

they wanted such Places, till it became a grievance in

the Expence of it, and even injurious to their Families

and Estates (14, p. 166).

As a result, Celia Fiennes (1662-1741), a devoted traveler

and visitor to country houses in England, described Hampton

Court (the royal palace during the reign of William and Mary)

thusly:

the rooms were very lofty round a large Court and all

the apartments intire; the old buildings were on the

other side the Privy Garden; there was the Water

Gallery that opened into a ballcony to the water and

was decked with China and fine pictures of the Court

Ladyes drawn by Nellor; beyond this came severall

roomes and one was pretty large, at the four corners

were little roomes like closets or drawing roomes one

pannell'd all with Japan (18, p. 59).

With royalty collecting porcelain, it was only logical that

the aristocrats and country gentlemen would promote the

fashion (3, p. 92).

Wallpapers, silks and cottons, and furniture were

imported from the East. Indian cottons and Chinese silks

were so popular that, by the end of the seventeenth century,

legislation prohibited the importation of Indian cottons (3,

p. 91). Cabinet makers and upholsterers began to deal in

imported furniture because of the demand for the Oriental

products. These "Indian" goods were purchased at auction

from the East India Company, and were then sold to the public

by the furniture dealers (44, p. 241).
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With the vogue for imported products from all countries

(the Americas, the East Indies, China, and the South Seas)

and the wish of all Englishmen to own these goods, it was no

wonder that international trade grew at an astounding rate.

Joseph Addison commented on the phenomenon in the early years

of the eighteenth century.

If we consider our own country in its natural
prospect, without any of the benefits and advantages
of commerce, what a barren uncomfortable spot of
earth falls to our share! Natural historians tell
us that no fruit grows originally among us, besides
hips and haws, acorns and pignuts, and other delicacies
of like nature; that our climate of itself, and without
the assistance of art, can make no farther advances
towards a plumb than a sloe, and carries an apple to no
greater perfection than a crab: that our melons, our
peaches, our figs, our apricots, and cherries, are
strangers among us, imported in different ages, and
naturalized in our English gardens; and that they would
all degenerate and fall away into the trash of our own
country, if they were wholly neglected by the planter,
and left to the mercy of the sun and soil. Nor has
traffic more enriched our vegetable world, than it has
improved the whole face of nature among us. Our ships
are laden with the harvest of every climate: our tables
are stored with spices, and oils, and wines: our rooms
are filled with pyramids of china, and adorned with the
workmanship of Japan: our morning's draught comes to us
from the remotest corners of the earth: we repair our
bodies by the drugs from America, and repose ourselves
under Italian canopies. My friend Sir Andrew calls the
vineyards of France our gardens; the spice-islands our
hot-beds; the Persians, our silk-weavers; the the
Chinese, our potters (6, p. 26).

In the last half of the seventeenth century, the English-

man Sir William Temple (1628-1699) wrote an essay entitled,

"Of Heroic Virtue." Though having never visited China, he

described that kingdom in detail and listed all of its

merits.
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The kingdom of China seems to be framed and policed
with the utmost force and reach of human wisdom,
reason, and contrivance; and in practice to excel
the very speculations of other men, and all those
imaginary schemes of European wits, the institutions
of Xenophon, the republic of Plato, the Utopias, or
Ocrenas, of our modern writers. And this will perhaps
be allowed by any that considers the vastness, the
opulence, the populousness of this region, with the
ease and facility wherewith it is governed, and the
length of time this government has run (45, p. 342).

Temple's essay confirmed that not only had he read numerous

accounts by contemporary authors about the Asian people, but

of his belief in the accuracy of those accounts.

The numbers of people and of their forces, the treasures
and revenues of the Crown, as well as wealth and plenty
of the subjects, the magnificence of their public build-
ings and works, would be incredible, if they were not
confirmed by the concurring testimonies of Paulus Venetus,
Martinius Kercherus, with several other relations, in
Italian, Portuguese, and Dutch, either by missionary
Friars, or persons employed thither upon trade, or
embassies upon that occasion: yet the whole government
is represented as a thing managed with as much facility,
order, and quiet, as a common family, though some writers
affirm the number of people in China, before the last
Tartar wars, to have been above two hundred millions (45,
pp. 342-343).

Sir William Temple's view was more an admiration of govern-

ment and learning than of worry about religious practices

(45, p. 344).

Intellectuals like John Evelyn and Samuel Pepys were also

aware of the far eastern nation, for Samuel Pepys, in his

Diary, on January 10, 1668, wrote,

Thence . . . to my new bookseller's, Martin's; and
there did meet with Fournier, the Frenchman, that
hath wrote of the Sea and Navigation, and I could
not but buy him, and also bespoke of an excellent
book, which I met with there, of China Alvarez
Semedo's History of China, 1655 (36, p. 766).
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John Evelyn, in 1682, visited Bohun's house and saw, "a

cabinet of all elegancies, especially Indian; in the hall

are contrivances of Japenese skreens instead of wainscot 
.

the landskips of the skreens represent the manner of living

and country of the Chinese" (16, p. 728).

In the Spectator on Saturday, October 6, 1711, Joseph

Addison wrote about controversies between parents and chil-

dren, using the Chinese as an example of the obedience 
of

child to parent.

It is Father le Comte, if I am not mistaken, who tells

us how want of Duty in this Particular is punished

among the Chinese, insomuch that if a Son should be known

to kill or so much as to strike his Father, not only the

Criminal but his whole Family would be rooted out, nay

the Inhabitants of the Place where he lived would be put

to the Sword, nay the Place it self would be razed to

the Ground (1, p. 244).

Andre Michel Ramsay's Les Voyages de Cyrus of 1727, was

popular in England with the rising admiration 
of the civilized

world for the "heathen sages." A great admirer of Confucius

and his country, Ramsay's works (including the Philosophical

Principles of Natural and Revealed Religion, 1748-1749) were

certainly widely read in London during the eighteenth century,

when rationalist thought was considered .to be in fashion (3,

p. 49).

With the interest generated by both intellectuals and

travel books, it was only fitting that, since the art of

gardening was of great interest, the educated 
Englishman was
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curious about Oriental garden design. In 1685, Sir William

Temple, in his Upon the Gardens of Epicurus, stated that the

Chinese had irregular gardens.

The Chineses; a People, whose Way of Thinking seems

to lie as wide of ours in Europe, as their country does,

Among us, the Beauty of Building and Planting is placed

chiefly in some certain Proportions, Symmetries, or

Uniformities; our Walks and our Trees ranged so, as to

answer one another, and at exact Distances. The Chineses

scorn this Way of Planting, and say a Boy, that can tell

an Hundred, may plant one another, and to what Length

and Extent he pleases. But their greatest Reach of

Imagination is employed in contriving Figures, where the

Beauty shall be great, and strike the Eye, but without

any Order or Disposition of Parts, that shall be commonly

or easily observ'd. And though we have hardly any Notion

of this Sort of Beauty, yet they have a particular Word

to express it; and, where they find it hit their Eye at

first Sight, they say the Sharawadgi is fine or is

admirable, or any such Expression of Esteem.

He continued,

But I hardly advise any of these Attempts in the

Figures of Gardens among us; they are Adventures of

too hard Achievement for any common Hands; and though

there may be more Honour if they succeed well, yet

there is more Dishonour if they fail, and 'tis Twenty

to One they will; whereas, in regular Figures, 'is

hard to many any great and remarkable Faults (45,

pp. 237-238).

Temple's use of the term "Sharawadgi" has been shown by Hugh

Honour to be a form of the Chinese sa-ro-(k)wai-chi, meaning

"graceful disorder," or the Japanese term sorawagji, meaning

"not being regular." Honour has suggested that Temple's

ideas on Chinese garden design came from his meeting Eastern

visitors, looking at lacquer screens and porcelain plates

(25, p. 145) .
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Joseph Addison referred to both the Chinese style of

gardening and Temple's term for it in his "Pleasures of the

Imagination," published in The Spectator, in 1712.

Writers who have given us an account of China tell
us, the Inhabitants of that Country laugh at the Planta-
tions of our Europeans, which are laid by the Rule and
Line; because, they say, any one may place Trees in
equal Rows and uniform Figures. They have a Word, it
seems, in their Language, by which they express the
particular Beauty of a Plantation that thus strikes
the Imagination at first Sight, without discovering
what it is that has so agreeable an Effect. Our British
gardeners, on the contrary, instead of humouring Nature,
love to deviate from it as much as possible. . . . I
do not know whether I am singular in my opinion, but,
for my own part, . . . cannot but fancy that an orchard
in flower looks infinitely more delightful than all the
little labryinths of the most finished parterre (2,
p. 552).

This foreign style of gardening was, for the first time,

cited as an excellent example for the British to follow in

their own style of landscape, and the idea was suggested by

one of the leading intellectuals and writers of the era,

Joseph Addison.

Though, both Temple and Addison wrote about the Chinese

and their gardens, neither man had observed the country first-

hand. It was Sir William Chambers, the first and only pro-

fessional landscape architect to travel to the Orient, who

wrote an authoritative work on the Oriental style of garden-

ing. Though born in Sweden in 1723, Chambers settled in

England in 1755, after having served as a supercargo in the

Swedish East India Company from 1740 to 1749, to pursue his

career as architect (23, pp. 3-5). As R. C. Bald wrote, in
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"Sir William Chambers and the Chinese Garden," "This friend

of Dr. Johnson, this exponent of mid-eighteenth century

classicism, had in him a strain of romantic fancy that had

been nurtured in far-distant lands" (5, p. 287).

In 1757, having published his Designs for Chinese Build-

ings, Furniture, Dresses, Machines, and Utensils, Chambers

drew on his knowledge of the city of Canton, to which he had

traveled twice (23, p. 8). Admitting that the Chinese taste

in architecture was inferior to that of the ancients (12,

p. ii), he wished to give only an "idea" of Chinese archi-

tecture (12, p. iii). Having sought to measure Chinese

buildings, Chambers stated that it was "a matter of great

difficulty to measure any publick work in China with accuracy,

because the populace are very troublesome to strangers,

throwing stones, and offer[ing] other insults" (12, p. 1).

His main purpose in writing the book was that it "might be of

use in putting a stop to the extravagancies that daily appear

under the name of Chinese, though most of them [the extravagan-

cies] are mere inventions, the rest copies from the lame

representations found on porcelain and paper hangins" (12,

p. i).

Included in Designs for Chinese Buildings, Furniture,

Dresses, Machines, and Utensils was an essay, "The Art of

Laying out Gardens Among the Chinese." "The popularity of

Chambers' essay was no accident, since in the middle of the
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eighteenth century landscape gardening occupied a higher

place in popular esteem than at any other time before or

since" (5, p. 290). Believing that an extensive knowledge

of Chinese gardens was unnecessary, the landscape architect

thought that there was no need to travel out of the country,

as his observations of the yards in Canton were representa-

tive of those in the entire country (12, p. iii).

The gardens, which I saw in China, were very small;

nevertheless, from them, and what could be gathered from

Lepqua, a celebrated Chinese painter, with whom I had

several conversations on the subject of gardening, I

think I have acquired sufficient knowledge of their

notions on this head (12, p. 14).

He observed that,

Nature is their pattern, and their aim is to

imitate her in all her beautiful irregularities. .

As the Chinese are not fond of walking, we seldom

meet with avenues or spacious walks, as in our European

plantations. The whole ground is laid out in a variety

of scenes, and you are led, by winding passages cut in

the groves, to the different points of view, each of

which is marked by a seat, a building, or some other

object.
The perfection of their gardens consists in the

number, beauty, and diversity of these scenes. The

Chinese gardeners, like the European painters, collect

from nature the most pleasing objects, which they

endeavour to combine in such a manner, as not only to

appear to the best advantage separately, but likewise

to unite in forming an elegant and striking Whole (12,

p. 15).

Chambers used the language of the eighteenth century English

landscape designer in his writing; note the words "painter,"

"diversity," and "nature." His belief that a garden should

consist of a variety of scenes that would each produce a

different sensation in the mind of the viewer was a
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characteristic he saw in the Oriental gardens and sought to

include in British design.

The Chinese artists, knowing how powerfully contrast
operates on the mind, constantly practice sudden
transitions, and a striking opposition of forms,
colours, and shades. Thus they conduct you from
limited prospects to extensive views; from objects
of horror to scenes of delight; from lakes and rivers
to plains, hills, and woods; to dark and gloomy colours
they oppose such as are brilliant, and to complicated
forms simple ones; distributing by a judicious arrange-
ment, the different masses of light and shade, in such
a manner as to render the composition at once distinct
in its parts, and striking in the Whole (12, pp. 15-16).

Again the language was that of a painter; the picturesque

was the ultimate goal of the Chinese! The gardens he

described were not the rolling grasslands designed by

Capability Brown, but paralleled Chambers' ideas of pictur-

esque English landscape design.

Their rivers are seldom straight, but serpentine,
and broken into many irregular points. . . . They
frequently erect mills, and other hydraulic machines,
the motions of which enliven the scene. . . . In their
lakes they intersperse islands; some of them barren,
and surrounded with rocks and shoals; others enriched
with every thing that art and nature can furnish most
perfect. They likewise form artificial rocks; and in
compositions of this kind the Chinese surpass all other
nations. The making them is a distinct profession: and
there are at Canton, and probably in most other cities
of China, numbers of artificers constantly employed in
this business (12, pp. 16-17).

He did criticize the Chinese for their lack of perspective.

Though the Chinese are not well versed in optics,
yet experience has taught them that objects appear less

in size, and grow dim in colour, in proportion as they
are more removed from the eye of the spectator. These
discoveries have given rise to an artifice, which they
sometimes put in practice. It is the forming prospects
inperspective, by introducing buildings, vessels, and
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other objects, lessened according as they are more
distant from the point of view; and that the deception
may be still more striking, they give a greyish tinge
to the distant parts of the composition, and plant in
the remoter parts of these scenes trees of a fainter
colour, and smaller growth, than those that appear in
the front (12, p. 18).

And then he echoed the sentiment of William Temple.

And from what has been said it may be inferred that
the art of laying out grounds after the Chinese manner
is exceedingly difficult, and not to be attained by

persons of narrow intellects: for tho' the precepts
are simple and obvious, yet the putting them in
execution requires genius, judgment,. and experience,
a strong imagination, and a thorough knowledge of
the human mind: This method being fixed to no certain
rule, but liable to as many variations as there are

different arrangements in the works of creation (12,
p. 19).

Chinese concepts were not only popular in gardens, as

illustrated by Sir William Chambers, but in every aspect of

English life as early as the seventeenth century. The demand

for Oriental wares far exceeded the imports brought both to

Europe and England by the various East India Companies; there-

fore, Eastern products were created by the Europeans. These

products were chinoiseries. Carl Dauterman has characterized

the chinoiserie as both a product and a type of decoration.

"It was a thing made locally with presumed Oriental flavor"

or "the term comprehends decoration with virtually any

Oriental characteristics, be they Chinese, Japanese, Indian,

or Persian" (13, p. 15). Chinoisiere was "the expression of

the European vision of Cathay" (25, p. 46).

Oliver Impey implied that "the style seems to have begun

at the beginning of the seventeenth century."
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Imitations of oriental objects were beginning to give
way to pastiches of oriental objects. . . . This is
true in many fields . . . but most of all in textiles,
engraving, japanning and ceramics.

Chinese porcelain painters and lacquerers have
little in common with western artists. . . .

Chinese landscapes, houses and people, could there-
fore be dismissed from any serious consideration of
reality: they could be utilized for their novelty and
sense of the exotic while their actual content was so
outre as to be almost abstract. As long as the "copies"
stuck to certain rules, lightness of touch, absurdity
of stance, costume and physiognomy and so on, then they
were recognizably "Chinese" and suitable for decorative
effects on small objects (26, p. 80).

As a result of the popularity of Oriental wares and the

increasing demand for these goods, the chinoiserie items and

motifs produced by the English influenced their decorative

arts in the seventeenth and eighteenth centuries.

Chinoiserie figures and scenes appeared on silver

between the 1670s and the 1690s (13, p. 13). English

"Oriental"' lacquer was produced in a variety of colors which

included "Black, White, Blew, Red (Common, deep, and pale),

Olive, Chestnut, Lapis Lazuli, and Marble and Tortoise Shell"

(44, p. 237). Flowers, Chinamen, exotic animals, lattice

bridges and fences, as well as landscapes were the motifs of

both chinoiserie lacquer and the original goods. By the

beginning of the eighteenth century, British-made lacquer

was as popular as the original import (44, p. 238). As

Oriental porcelains were extremely popular, many English

porcelain factories were created like Bow in 1744, Bristol

in 1750, and those of Derby, Longton Hall and Lowestoft in

approximately the same years (10, pp. 42, 53, 66, 116, 143).
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By the eighteenth century, furniture designs were being

produced with a chinoiserie feeling. The most popular of the

furniture pattern books was Thomas Chippendale's (1718-1779)

The Gentleman and Cabinet-Maker's Director, published in 1754,

with successive editions in 1755, and 1762 (11, p. 5).

Chinoiserie designs for cabinets, chairs, beds, writing-desks,

couches, and mirrors were included because, as William White-

head (1715-1785) wrote in The World on March 22, 1753,

according to the present prevailing whim, every thing

is Chinese, or in the Chinese taste; or as it is some-
times more modestly expressed, partly after the Chinese
manner. Chairs, tables, chimney-pieces, frames for

looking-glasses, and even our most vulgar utensils, are

all reduced to this new fangled standard (20, p. 718).

His designs (as well as those of his contemporaries) "took

liberties with Oriental shapes--modifying, exaggerating,

occasionally distorting them" (26, p. 720). Whereas many of

Chippendale's designs were actually constructed (although

simplified), the often overly decorated creations of many of

his contemporaries, like those illustrated in William Ince

and John Mayhew's The Universal System of Household Furniture,

published from 1759 to 1762, were considered a bit too exotic

(20, p. 719). The Oriental craze was taken to even further

lengths when some aristocrats decided to decorate entire

rooms in the "new mode." A bedroom created at Bubb'Doding-

ton's house in Eastbury, in 1760, was described by Lybbe Powys

thusly, "the Managareth or Chinese bedroom and dressing-room

in the attic story is excessively droll and pretty, furnish'd
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exactly as in China, the bed of uncommon size, seven feet

wide by six long" (25, p. 132).

With chinoiserie motifs employed in all facets of

interior decoration, it was only natural that they were soon

in evidence in the garden. Among the garden design books

popular in the eighteenth century were William and John Half-

pennys' Rural Architecture in the Chinese Taste, Being Designs

Entirely New for the Decoration of Gardens, Parks,, Farrests,

Insides of House, &c.,-published 1750-1752, and New Designs

for Chinese Temples, Triumphal Arches, Garden Seats, Palings,

&c., published 1750-1751. By 1755, the third edition of Rural

Architecture in the Chinese Taste was combined with New Designs

for Chinese Tamples. Whereas Chambers had journeyed to China,

the Halfpennys' architectural renderings of Chinese architec-

ture were probably inspired "ornamental drawings or other

details which had been used in designing Gothic or baroque

buildings" (42, p. 19). In Chinese Influences on European

Garden Structures, Eleanor Von Erdberg stated her opinion of

the Halfpennys' designs.

They show the Exotic style with touches of the Grotesque
style in the decorative details. To the Western mass
of the building the curved roof and strange ornaments
were applied without feeling for the discrepancy in
styles. With the exception of the bells hanging from
the roof it is difficult to find prototypes in Chinese
architecture even for these ornaments. Hardly any of

the exotic forms such as' the snakes, dragons, tendrils,
and Chinese heads are to be found in just these shapes
on a Far Eastern building (46, p. 48).
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Von Erdberg defined the Exotic Style as that style which the

British produced using seventeenth century written descrip-

tions of China for models which were interpreted in purely an

English way, while the Grotesque Style (which was popular in

the eighteenth century) derived its inspiration from imported

goods and "stressed and exaggerated all queer and unusual"

elements (46, pp. 10-11).

Other pattern books included Edward and Darley's A New

Book of Chinese Designs Calculated to Improve the Present

Taste, in 1754, and Charles Over's Ornamental Architecture

in the Gothic, Chinese and Modern Taste in 1758. Osvald

Siren expressed this opinion of the two books:

The illustrations are perhaps somewhat less fantastic

than those in the volumes of the brothers Halfpenny;
but here, too, one finds the same kind of arbitrary
and meaningless adaptations of Chinese patterns (42,
p. 19).

And the buildings which appeared in the English landscape

did indeed seem to have been products of the same type of

imaginations as the Halfpennys', Darley and Edwards', and

Over's. At Stourhead a "Chinese Parasol" was constructed,

while at Stowe, owned by Lord Cobham, there was a Chinese

House, "characterized by an incurving saddle-roof with two

dolphins on the ridgepole, and small windows with ornamental

latticework. The walls . . . are said to have been covered

on the outside with painted canvas and decorated on the

inside with paintings representing . . . a sleeping Chinese

lady" (42, p. 31).
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England's contact with China was by the same method as

that of all European nations; the written word. From the

thirteenth century onwards, the writings of traders, explorers,

missionaries, and ambassadors had produced in the minds of the

British a picture of that Eastern country. Only in the seven-

teenth century were books actually accompanied by drawings

and engravings, but by this time, the English mind already

had a set idea of China and its people, and a growing respect

for their civilization. Contributing to this admiration was

the thirst for porcelains, lacquer, silks, wallpapers, and

tea. But not everyone had such a high opinion of the faraway

land, and accounts by traders saw the Oriental merchant in a

different light. Charles Lockyer, a supercargo in the British

East India Company, advised, in c. 1704, other supercargoes

as to how to treat Chinese traders.

When they know to what Proportion of Money and
Goods you'll trade, and so what Goods you require in
return, and the Prices, you will find them very dilatory
and unreasonable in their Demands, in which you must
acquiesce, . . .

A great many of these Fellows will drop into your
Chamber one after another, under pretence of selling
the Commoditys they bring with them, and seem to quarrel
who shall shew first, and afford the best Penny-worths,
on purpose to amuse you, while others of their Comrades
pilfer and steal in the mean time. Their long Coats
favour this Design; nor what their Cunning or Boldness
to attempt the most hazardous and daring Enterprizes
(32, p. 105).

But the fashion for chinoiserie and Oriental products con-

tinued in the eighteenth century, both in the house and in
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the garden. It was not until the late eighteenth century

that chinoiserie was replaced by the Gothic Revival.

During the late seventeenth century and until the late

eighteenth century, the British were evolving a new type of

garden. Was it just coincidence that imports of Oriental

goods were at an all time high during this period; that men

of fashion talked of the greatness of Chinese civilization;

that the common man, to be fashionable, demanded English

production of Oriental goods for his own home and comfort;

and that professional architects and gardeners sought to

diversify their own architecture and landscape designs by

examining and reading about Chinese gardens? Was there

another import that the English used to inspire them in their

garden design? A product that, by the nineteenth century,

was synonymous with the English life-style? Was this product

tea?
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CHAPTER III

ENGLAND AND TEA

By the nineteenth century, tea had become endemic to

England. But this was not always the case, for until the

seventeenth century, the English had never drunk this

beverage. It was only during that century that the first

imports of tea from China (either directly or via Holland)

were brought into the country. By the middle of the eigh-

teenth century the leaf was an integral part of English life.

Even though the beverage was not imported into England

until the seventeenth century, the Chinese habit of tea

drinking had been reported by Caspar da Cruz, a Portuguese

Dominican priest in the 1560s.

Whatsoever person or persons come to any men of

quality's house, it is customary to offer him on a

fair tray in a porcelain cup (or as many cups as

there are persons) a kind of warm water which they

call "cha," which is somewhat red and very medicinal,

which they use to drink, made from a concoction of

somewhat bitter herbs; with this they commonly
welcome all manner of persons that they do respect,

be they acquaintances or be they not, and to me
they offered it many times (24, p. 85).

Additional information on the Chinese custom was included in

John Nieuhoff's An Embassy from the East-India Company of the

United Provinces to the Grand Tartar Cham Emperor of China

. .. published in Amsterdam, in 1665, and in England in

1673. He recalled that,
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At the beginning of the Dinner there were several
Bottles of The or Tea brought to the Table, whereof they
drank to the Ambassadors, bidding them welcom [sic].
This Drink is made of the Herb The or Cha after this
manner: They infuse, half a handful of the said Herb
in fair Water, byling it till a third part by consum'd
to which they add warm Milk about a fourth part, with
a little Salt, and then drink it as hot as they can well
endure (17, p. 41).

Caspar da Cruz's reference to tea as a medicinal drink

was of extreme importance in seventeenth century Europe and

England, for, when first introduced in the West, it was

attributed with all types of healing powers. Tea testimonials

like Thomas Povey's 1686 English translation of a "Chinese

encomium" were indicative of the high esteem in which it was

held in many medical circles. According to Povey's transla-

tion, the new discovery was all things to all maladies.

1. It purifyes the Bloud of that which is grosse
and Heavy.

2. It Vanquisheth heavy Dreames.
3. It Easeth the brain of heavy Damps.

9. Cleares the Sight.
10. Clenseth and Purifieth adult humours and a hot

Liver.

12. Vanquisheth Superfluous Sleep.
13. :Drives away dissines, makes one Nimble and Valient.
14. Encourageth the heart and Drives away fears.

17. Strengthens the Memory.
18. Sharpens the Will and Quickens the Understanding.
19. Purgeth Safely the Gaul.
20. Strengthens the use of due benevolence (30, pp. 39-
40).

Such wonderful results that could be derived from drinking a

cup of Chinese tea were most certain to create a consumer

demand for the product, even though it was quite expensive.
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In 1695, the best brand sold for twenty-five to forty shill-

ings per pound, while the lesser grades sold for two to

twelve shillings per pound (22, p. 2). The price was

extremely high when compared to the yearly salaries of differ-

ent professions in 1696: a nobleman 3200 English pounds

(sterling), a country gentleman 280 English pounds; a merchant

400 English pounds; a lawyer 154 English pounds; a clergyman

72 English pounds; a farmer 421 English pounds to 10 shillings;

and a shopkeeper 45 English pounds (6, p. 131).

But the expense was endured by the tea drinker of the

seventeenth century. Samuel Pepys (1633-1703), in September,

1660, wrote in his Diary, "I did send for a cup of tee (a

China drink) of which I never had drunk before" (19, pp. 168-

169). His wife used the product for medicinal purposes, as

he recalled in his Diary on June 28, 1667, "I went away and

by coach home, and there find my wife making of tea; a drink

which Mr. Pelling, the Potticary, tells her is good for her

cold and defluxions" (19, p. 573).

English merchants began to advertise the product and, in

1657, Thomas Garway printed the first tea broadside, capital-

izing on the leaf's healing properties.

The Leaf is of such known vertues, that those very
Nations famous for Antiquity, Knowledge, and Wisdom, do
frequently sell it among themselves for twice its weight

in silver, and the high estimation of the Drink made
therewith hath occasioned an inquiry into the nature
thereof amongst the most intelligent persons of all
Nations that have travelled in those parts, who after
exact Tryal and Experience by all ways imaginable, have
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commended it to the use of their several Countries,
for its Vertues and Operations, particularly as
followeth, viz: The Quality is moderately hot,
proper for Winter or Summer. The Drink is declared
to be most Wholesome, preserving in perfect health
until extreme Old Age.

It maketh the body active and lusty.
It helpth the Headache, giddiness and heavyness
thereof.

It overcometh superfluous Sleep, and prevents
Sleepiness in general, a draght of the Infusion
being taken, so that without trouble whole nights
may be spent in study without hurt to the Body, in
that it moderately heateth and bindeth the mouth
of the Stomack.

It (being prepared with Milk and Water) strength-
eneth the inward parts, . . . And that the Vertues
and excellencies of this Leaf and Drink are many
and great is evident and manifest by the high
esteem and use of it (especially of late years)
among the Physitians and knowing men in France,
Italy, Holland and other parts of Christendom (30,
p. 39).

Additional stimulus to consumption was produced by

Catherine of Braganza (1638-1705), who became Charles II's

queen in 1662. As William Ukers stated, "She was England's

first tea drinking woman, and it is to her credit that she

was able to substitute her favorite temperance drink as the

fashionable beverage of the court in place of the ales, wines,

and spirits" (30, p. 43). And in 1664, "the East India

Company made Charles II the handsome gift of two pounds two

ounces of tea, which cost two guineas a pound, as being a rare

importation from the Far East" (26, p. 203).

Though promoted as a medicinal drink in the seventeenth

century, tea became fashionable with its consumption by
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royalty. As consumers now demanded more of the product,

the East India Company was not about to disappoint them.

Hosea B. Morse (in The Chronicles of the East India Company

Trading with China, published in 1926) wrote,

The first importation [of tea] made by the Company

appears to have been in 1669, when 143 lb. were

received; then 79 lb. in 1670; both from Bantam.

Thereafter tea was imported year by year from Bantam,

from Surat, from Ganjam, from Madras, . . . but in

general the Company's factors bought, at Bantam from

Chinese junks trading there, at Surat from the

Portuguese ships trading from Macao to Goa and Daman
(16, p. 9).

Earl Pritchard, author of Anglo-Chinese Relations During the

Seventeenth and Eighteenth Centuries, stated that the leaf

was "put on the list of staples ordered by the company from

the East" beginning in 1684 (21, p. 70). In 1687, the East

India Company ordered,

Tea 150 Peculs, halfe in Canisters and 1/2 in Potts

made up in Chests, ye Potts to contain 1 to 4 Cattees

of Tea each Pott, extraordinary good, being for England.

Camphire (product of Formasa) 300 Tubbs.
Gallingall a rhizome of the Ginger family 3000 lb.
weight.
Gelings woven silks 1000 Pieces (16, p. 63).

But tea was still expensive, not only because the trip to

China often took up to three years and the Chinese charged

an imperial export duty, but because in England, in 1689

(21, p. 85), "The Customs upon Thea here is about five

shillings per pound, whereas a mean sort of Thea will not

sell for above two shillings or two shillings sixpence" (16,

pp. 64-65). The duty was finally reduced in England, in 1692,
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but was raised again in 1698, "and continued to be raised

after that." But this did not hinder its import, for "tea had

become a well established article of import, and its hold on

the English taste had become too great to be lost" (21, pp. 70-

71). And, as Pritchard has stated, "Here more than anywhere

else we find the cause for the development of the Anglo-Chinese

trade" (21, p. 71). And imports continued to rise, in 1690,

41,471 pounds and, in 1700, 91,183 pounds (21, p. 71).

The East India Company did not account for all of the tea

imported to England from China. The supercargo, who was the

East India Company's representative on board the trading ship,

had infinite power, for he "was qualified to sell his [the

company's] 'stock,' to exchange his [the company's] money for

the currency of the country, and to buy his [the company's]

'inventory' of such quality and at such prices that the com-

modities could be sold at a profit on the ship's return to its

home port" (16, p. 66). In order to encourage the supercargoe's

and the ship's officers' honesty, certain private trading

priviledges were accorded to them by the East India Company.

In 1715, for example, the private trade of these men was

responsible for bringing more than 20,000 pounds of tea into

England, which seriously competed with that imported by the

East India Company (16, p. 71). Because of this abuse, at

least in the eyes of the East India Company, supercargoes and

officers "were incited to special efforts by having"
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(a) allowances of the result from trading with a

portion of the Company's stock; (b) permission to

carry out a sum in foreign silver and invest it in

gold; and (c) privilege of separate adventures in

goods both ways, in proportions [according to ship's
rank] (21, p. 84).

Not only did these rules insure that the Company's China trade

was not hampered by private trading, but it gave generous

trading allowances to its employees as added insurance of

their loyalty. Trading in tea was a serious business, for,

by 1706, imports from China amounted to 137,748 pounds (21,

p. 216). Compare this with 2 pounds 2 ounces imported in

1664, and it was apparent that the beverage was indeed becom-

ing a popular drink in England.

In the seventeenth century, the coffee-house was the

public's main source for the leaf. Jay Botsford has stated

that it was "depending on a product from overseas for its

name and on overseas business for its continued existence, it

was possibly the greatest single factor in transforming

English business and social life" (5, p. 208). It was a

coffee house that first advertised tea in a London newspaper.

In 1658, the Mercurius Politicus published the following

notice.

That Excellent, and by all Physitians approved, China

Drink, called by the Chineans, Tcha, by other Nations

Tay alias Tee, is sold at the Sultaness Head, a cophee-

house in Sweetings Rents, by the Royal Exchange, London

(30, p. 295).

An essential part of everyday life in the late seventeenth

and early eighteenth centuries, the coffee house, as
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John Ashton, in Social Life in the Reign of Queen Anne taken

from Original Sources has stated, "was the centre of the news,

the lounge of the idler, the rendevous for appointments, the

mart for the business men" (4, p. 161). It was, at this time,

what the English club was to be to the nineteenth century

Englishman, for men from different professions congregated at

different coffee houses. Tea could be bought either by the

cup or the pound in these establishments (29, p. 19). A good

example of such a retail outlet was Twinings (still extant on

the Stand in London today), whose rise in patronage, in the

early eighteenth century, served as an excellent indication

of the escalating popularity of tea, both as a beverage and

staple commodity bought by patrons for home use.

Becoming Master of Tom's Coffee House in the Strand, in

1706, Thomas Twining's (1675-1741) coffee house was one among

many for by 1683, there were almost 2,000 of the establish-

ments in London (29, p. 6). By 1717, his retail business in

teas required him to purchase the adjoining house which was

used exclusively to sell his special blends (29, p. 12).

Selling eighteen different varieties of the leaf, his retail

prices of c. 1715, included Bohea, 16 to 24 shillings; Pekoe,

24 to 30 shillings; Congo 20 to 30 shillings; and the finest

Hyson at 36 shillings per pound (weight). By 1734, prices

averaged 15 shillings per pound and in that year, Thomas

Twining sold 13,114 pounds of tea (29, p. 16). Since his



87

teas were purchased from the agents of the East India

Company, his ledgers gave an indication as to how the

Chinese packed the leaf for its long trip to Great Britain.

Packages were described as: Chests, boxes, tubbs or

potts. The Chinese packed some tea in tins which were

enclosed in wooden boxes or cases of fir, which were
either called chests or tubbs, . . . the tubbs generally
held smaller quantities than the chests, e.g. Chests

of Bing (a leafy tea) weighed from 63 to 73 lb. Pekoe 130

lb. Congou 65 or 70 lb. Tubbs varied from 17 to 73 lb.

Potts contained 56, 60 or 64 lb. these were made of

earthenware with narrow mouths for the common tea, the

better qualities were packed in porcelain pots or vessels
(29, p. 26).

With Twining's sales increasing, and his business was only

one among many retail outlets, more tea was needed for his

customers, as well as those of other retail establishments.

In order to secure a consistent source of the leaf (as

well as other products such as chinaware, woven silk, etc.),

the East India Company, by 1720, established a factory at

Canton. Canton was selected over Amoy or Madras because of

"the greater experience of this port with foreign trade,

exactions [fees] were lower and not so bald and raw, the

harbor was good, and reliable merchants were found" (21,

p. 80). At other ports (Amoy or Madras) trade goods were

either unavailable in the quantities needed or too expensive

for profitable return to England. With a factory at Canton,

a definite source of trade goods, particularly tea, was

established. Dropping anchor at Whampoa in the Canton River,

the supercargo traveled upriver to Canton, established trade
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with the Hoppe (the Chinese merchant appointed by the Chinese

Crown to act as its agent in trading with the Europeans),

set up a factory, and bought goods (21, pp. 82-83).

It should be remembered that the East India Company had

a monopoly on the China trade. No other English vessels were

allowed to engage in this trade; therefore, by the eighteenth

century, a huge amount of tea was being brought into England

via the black market. The main reason for the black market

trade was the high tax on the leaf imported legally by the

East India Company. "The Tea for smuggling was furnished by

a group of European companies (the Dutch East India Company,

the Ostend Company, the Swedish East India Company, etc.)

composed largely of erstwhile interlopers" (21, pp. 90-91).

Smuggling was so much a part of everyday life in eighteenth

century England that the following statement appeared in

Applebee's Original Weekly Journal on August 19, 1721.

So great a Quantity of Tea brought up at Ostend, and in
Holland, at very low Rates, by our honest Smugglers, and
so many new, clever, and successful ways found of bring-
ing it in Custom free, that our East India Co. need not
be at the Trouble to bring any more from China (5, p. 67).

Smuggling was an acceptable method of obtaining tea, as Parson

Wooforde's Diary, in 1777, testified,

Andrews the smuggler brought me this night about 11
a bagg of Hyson Tea 6 pound weight. He frightened
us a little by whistling under the parlour window
just as we were going to bed. I gave hime some
Geneva and paid him for the tea at 10 shillings
6 pence per pound (6, p. 355).
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Smuggling brought into England, by 1766, approximately

7,000,000 pounds of tea, and this figure had increased, by

1784, to between 8 and 9 million pounds annually. Taxes were

reduced in that same year and, though imports continued to

rise, smuggling was no longer a major source of supply (3,

p. 162).

In the late seventeenth century and until the late

eighteenth century, the British obtained tea from three differ-

ent sources: the East India Company, the private goods

brought back by supercargoes and ship officers, and from the

various foreign companies engaged in smuggling. Several

different types were available on the market. The varieties

which were exported from Canton in 1751, testified to the

types popular at the time: bohea, pekoe, congho, soughong,

singlo, and hyson (16, p. 291).

Simon Mason, in his The Good and Bad Effects of Tea

Considered Wherein are Exhibited, the Physical Virtues of Tea,

published in 1745, was typical in his attitude of the eigh-

teenth century Englishman's interpretation of the different

varieties of the treasured commodity.

The first and best Sort of Bohea Tea is called

Pekoe; . . . This, upon Infusion, hath not so deep

a Tincture as the common Tea, neither is the Virtue

so soon extracted, but will continue good five or

six Infusions.

Congo is the next in Rank, or second best. This

must not stand so long in Infusion as the Pekoe,

but should be poured off sooner, or you'll have all

(or the greatest Part of its Tincture) the first

Infusion; if it stands but a little while, it will
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bear filling up four or five times. Congo and
Bohea mixt make an exceeding fine Tea.

The different Sorts of Green Tea are distinguished
as follows:

First, the Hyson Tea, which took its Name from an
eminent East-India Merchant, the first Importer of Tea.
. . . This Tea makes a most beautiful Tincture when
infused, gives a most delicious Taste, and will be good
Tea for five or six Infusions.

The next is Imperial Tea. The Chinese know no Tea
by this Name; but I imagine this is what F. le Compte
calls Bing Tea: This also makes a pleasant Tea, both
to the Eye and Palate, but doth not preserve its
Tincture so long as the Hyson, and must not be infused
so often.

There is a third Sort, which, upon Infusion, more
inclined to a brownish Tincture. . . . This is Tea
mostly for the lower class (15, pp. 9-12).

Mason then explained to his readers how the Chinese prepared

their beverage.

The Proprietors of this Exotic, expecially the
Chinese, always mix other Herbs with it, to encrease
the Quantity, that it is very rare to have any Tea
perfectly genuine and pure (15, p. 12).

The fashion of mixing various types of leaves to create

a delectable drink (as well as a more economical one since

the inferior variety of tea could be mixed with the higher)

was adopted by the public. Thomas Twining allowed "ladies

and gentlemen to come to the shop and to order their own

teas. Chests [were] spread out, and when [Twining] had mixed

some of them together in the presence of his customers, they

used to taste the tea" (29, p. 121). As one might guess,

mixing became a point of controversy with many customers who

could not afford to buy several kinds of leaves and mix them

themselves, but had to rely on merchants to mix different
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varieties for them. Ads for "artificial" tea began to appear

as in, for example, the Tatler on August 26, 1710.

Bohea Tea, made of the same Materials that Foreign
Bohea is made of, 16s. a Pound. Sold by R. Fary
only, at the Bell in Grace Church Street, Druggist.
Note. The National Pekoe Tea will remain, after
Infusion, of a light grey Colour. All other Bohea
Tea, tho'there be White in it, will change Colour
and is artificial (4, p. 154).

With the public's wish for a cheaper product, mixing was

popular with the early English importers. The East India

Company "resorted to spurious mixtures and artificial color-

ing. Small factories were established in London for the

manipulation and coloring of the leaves of the willow, sloe,

and elder, and for the collection of spent tea leaves" (30,

p. 121). Both the often disreputable practice of mixing

and the highly profitable smuggling trade were indications,

in the late seventeenth and eighteenth centuries, that tea

was indeed a popular consumer item.

With the avid interest in the Chinese beverage, it was

only natural that "tea needed its own paraphernalia," and

this included new words added to the English vocabulary (20,

p. 356). Beverly Sprague Allen, in Tides in English Taste,

1619-1800, compiled a list of "tea" words.

The compound tea-cup made its debut in 1700 from the
play The Way of the World.
tea-spoon (1686)
tea-table (1688)
tea-stand (1697)
tea-kettle (1705)
tea-equipage (1709)
tea-dish (1711)
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tea-chest (1740)
tea-things (1747)
tea-Saucer (1761)
tea-tray (1773)
tea-house (1789)
tea-room (1796) (2, pp. 190-191).

This list of words reflected the enormous amount of

objects that were required by the English hostess to properly

prepare and serve the beverage. Of primary importance was

the teapot which was porcelain and imported from China. There

was a "widespread opinion that tea brewed in a pottery or

porcelain pot had a better flavor than that made in a silver

or other metal pot" (31, p. 264). An early type of Chinese

export teapot was made of red stoneware with incised designs

often of Chinese characters (18, p. 122). These containers

were quite small, because, in both the late seventeenth and

early eighteenth centuries, tea was quite expensive (31,

pp. 264-265). When the English began to imitate Chinese

export porcelain teapots, they took as their models the

"Oriental porcelain wine-pots" which often had overhead handles,

particularly used in the 1680s (14, p. 181). The earliest

extant English-made teapot was silver and was dated 1670.

Having a coffee-pot form with a conical lid and side handle,

it was considered to be a teapot only because of the inscrip-

tion (31, p. 265). "In the early eighteenth century, the

most popular ware was blue-and-white porcelain, which was

imported from China in large quantities at that time and

after" (31, p. 264). But, by the end of the century, British
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(and European) factories were making teapots in all shapes

and sizes, both in silver and porcelain (25, p. 90).

Required also for tea drinking was the tea cup and saucer.

"Until they were produced by the European factories, all

porcelain cups were brought from China." In the seventeenth

century, the tea cups exported to England had no handles,

like those of the Chinese (31, p. 265). This also helped to

distinguish them from the coffee cups which had handles (26,

p. 202). The saucer had evolved in China with the "invention

of a lacquered wooden cup holder which protected fingers from

the hot teacup. Later the Chinese formed a ring around the

bottom of the cup . . . and cup-holders made their appearance"

(30, p. 447). In the eighteenth century, a cup of tea was

often called a dish of tea, "for the word 'dish' meant a cup

or vessel used for drinking as well as a utensil to hold food

at meals" (23, p. 83). Cups and saucers were not only used

for drinking tea but also to indicate to the hostess that no

more of the beverage was needed by the drinker. A rhyme that

was concerned with this method of turning one's cup upside

down went thusly: "Dear Mrs. Hoggins, what? Your cup/Turned

in your saucer, bottom up!/Dear me, how soon you've had your

fill!" (30, p. 403).

Considered a much needed item, the tea caddy was a small

box made from wood, lacquer, or silver, with a lock whose

interior revealed compartments "with lids in which the tea
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was kept loose or without lids to hold canisters [filled with

tea]" (18, p. 123). In the seventeenth century, the early

ancestors of the tea caddy "were wide-mouthed, short-necked,

rectangular jars of red stoneware or blue-and-white porcelain

from China, though by the end of that century silver and

pewter canisters had become fashionable. In shape they were

copies of the Chinese jar" (13, p. 439). A tea caddy might

be termed a tea-trunk, a tea-chest, or a tea-box; all of

which were locked because of the expensive commodity kept

within. The caddy allowed the hostess to blend several kinds

of leaves (contained in from two to three jars) at the tea

table, "where the liquid was sipped and the aroma inhaled with

pleasure" (13, p. 439). By the 1740s, caddies contained three

jars or canisters; the one in the middle was filled with sugar

(another rare commodity). In this way, the expensive sugar

was kept close to the tea, not only because it was a luxury,

but because it was used "to remove the treacly flavour which

hostesses had been wont to disguise by adding peach leaves to

their tea" (13, p. 439). As with other accessories, the

public demand for tea caddies grew as the price of the leaf

decreased. As tea chests were manufactured by the English in

a variety of shapes (13, p. 439), Chippendale's Director

included several plates of tea caddies (7, p. CLIX).

Another accessory for proper serving of the beverage was

the teaspoon. Made of silver, it reflected the style of the
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teapot, and was an European invention, having no Chinese

prototype (30, p. 448).

Essential to the well-equipped hostess was the tea

kettle, filled with water, and kept hot with a candle placed

underneath as it stood on its metal stand. Naturally the

kettles were made of metal, as they had to hold the hot water.

The container and its stand stood on its own table; the top

of which conformed to the size of the kettle which was

used for no other purpose (18, p. 122).

By 1697, the taking of tea after dinner was becoming

standard practice. The Duchess of Lauderdale's inventory of

1697, contained "a Tea-Table carved and guilt," and the

expensive leaf was kept in "a Japan box" (18, p. 121). Tea

furniture was just as necessary for the right type of drinking

environment as were the teapot, tea cups, tea caddy, tea

saucers, teaspoons, tea kettle, and the slop jar (filled with

water and used to rinse the cups before another serving of

the beverage). The English of the eighteenth century left

their'own record of the tea drinking ritual in their conversa-

tion pictures. Ralph Edwards has defined the conversation

piece as one in which

the sitters should be much smaller than life, represent
real not imaginary people and be associated in a
portrait group. They need not appear to be conversing,
but in many or most attractive examples some incident
or domestic occupation is introduced. These small
group portraits are intensely evocative of the countries,
periods, classes and social conditions in which they
were painted: they throw powerful sidelights on the
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habits and manners of more than one age in the Low
Countries and later in England (10, p. 252).

"This new kind of picture could allow the owner and his family

or intimate friends to be represented and yet, unlike tradi-

tional portraits, occupy only a little . . . space" (10, p.

253).

Many of these conversation pieces were of the family and

friends indulging in the popular pastime of the day: tea

drinking. A Conversation Piece, painted by Joseph Van Aken

(1709-1749) between 1720 and 1730, illustrated the tea equipage

that was used by the hostess during the early eighteenth

century. In the painting (Plate 18), the hostess has been

caught in the process of measuring out the leaf, while the

maid has begun to pour hot water from the kettle. At the

feet of the hostess is the tea caddy made of wood and equipped

with a lock. "The porcelain . . . except for the milk jug

all matches, and consists of both tea and coffee cups

with saucers, a sugar bowl, a slop basin, in which more tea-

cups appear to be standing, and a dish for a teapot." The

porcelain was blue and white and could be either Chinese or

English made. The figures were grouped around a black

lacquer table whose rounded corners were an Oriental character-

istic. There was also a lacquer tray which may have served

to transport the tea paraphenalia to the table. The men and

women in this conversation piece were typical of the wealthy
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classes of England, for all wore their best clothing and

indulged in an expensive pastime; tea drinking (18, pp. 121-

122).

From conversation pieces many conclusions have been made

as to the popularity of different styles of tea tables imported

from the East. The ship Sarah-Galley, "arrived from China on

the 20, July, 1700, [and] brought no less than two thousand

eight hundred and forty-eight tea-tables; . . . and one hundred

and fixty-six thousand pieces of china ware." The early tables

had no frames or legs as the tops were essentially the tables.

Being much easier to pack and ship in this way, the table was

supplied with a frame (often decorated with japanning) in

England (28, p. 8). The Chinese import was often lacquired

and had one advantage over its English-made counterpart; hot

kettles and beverages could not hurt its surface (28, p. 10).

The Japanner embellishes with painting and japanning
all sorts of fine cabinets, chests of drawers, corner-
cupboards, &c., all made of wood; besides tea-boards,
waiters, and other utensils, made of copper, &c. (27,
p. 238).

The British japanner furnished the imported tables (the

lacquered Chinese tops essentially) with legs and frames in

the style popular in England at the time. In the late

seventeenth century the tables had turned legs, then, with

the Queen Anne period, the legs evolved into the cabriole

shape while the top supported a rim later termed the gallery,

around the edge so that cups and saucers could not fall off

(28, p. 10).
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The majority of well-made tea furniture was constructed

between 1750 and 1770. Round or rectangular tables were the

most common. "The top [of a round table] might be scalloped,

or octagonal, or with a fretwork or spindle gallery; the

tripod (base of the round table) offered less scope for varia-

tion." The rectangular tables, though supported by cabriole

legs which were carved, had tops that became quite elaborate

and fretwork or carved galleries ofter appeared along their

edges. Though straight legs were also used, these were often

ornamented with lattice work decoration (18, p. 123). Chip-

pendale's Director, although it did not contain designs for

tea tables as such, did have designs for tea kettle stands.

One design had a tripod base terminated by cabriole legs

topped with a six-sided spindle gallery (7, p. LV). Cabinet

makers and upholsterers were quick to meet the demand for tea

furniture, for the business cards of these professionals often

listed the types of tea furniture which one might buy at their

individual shops. Tea boards, tea chests, tea kettle stands,

etc. were available for the discerning buyer (12, pp. 1-276).

At first the beverage was usually drunk only in the

evening, but by the end of the eighteenth century many English-

men took it with every meal (18, p. 124). Tea and coffee

replaced, to a large extent, the drinking of spirits at meals.

This created an atmosphere of respectability and, as a result,

the female began to take part in social gatherings. In the
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eighteenth century "the mixed gathering now gained popularity"

(5, p. 273). A poem captured the new sobriety of Queen Anne's

reign (1702-1714).

Whilst Tea, our sorrows safely to beguile,
Sobriety, and mirth does reconcile;
For to this nectar we the blessings ow,
To grow more wise, as we more cheerful grow (5, p. 253).

Though coffee and chocolate houses served tea, it was "more

of a home drink" (4, p. 154).

Tea appeared in England at a time when "the illusion

that with a little effort men [and women] might live gay,

free and full lives" (8, p. 2). The eighteenth century was

a time of increased luxury and idleness in the lives of the

wealthy. Joseph Addison published, on Tuesday, March II,

1712, in the Spectator, excerpts from the diary of a female

named Clarinda. It captured in detail this new type of life.

WEDNESDAY. From Eight till Ten. Drank two
Dishes of Chocolate in Bed, and fell asleep after
'em.

From Ten to Eleven. Eat a Slice of Bread and
Butter, drank a Dish of Bohea, read the Spectator.

THURSDAY. From Eleven at Night to Eight in
the morning. Dream'd that I punted to Mr. Froth.

From Eight to Ten. Chocolate. Read two Acts
in Aurenzebe a-bed.

From Ten to Eleven. Tea Table. Sent to borrow
Lady Faddle's Cupid for Veny. Read the Play Bills.

SATURDAY. Rose at Eight a Clock in the Morning.
Sat down to my Toilet.

From Eight to Nine. Shifted a path for Half an
Hour before I could determine it. Fixed it above my
Left Eye-brow.

From Nine to twelve. Drank my Tea, and dressed.
From Twelve to Two. At Chappel. A great deal

of good Company. Mem. The third Air in the New
Opera. Lady Blithe dressed frightfully.



100

From Three to Four. Dined. Miss Kitty called
upon me to go to the Opera before I was risen from
the Table.

From Dinner to Six. Drank Tea. Turned off a
Footman for being rude to Veny.

Six a Clock. Went to the Opera. I did not see
Mr. Froth till the Beginning of the Second Act. Mr.
Froth talked to a Gentleman in a black Wigg. Bowed
to a Lady in the Front Box. Mr. Froth and his friend
clapt Nicolini in the third Act. Mr. Froth cried out
Ancora. Mr. Froth led me to my Chair, I think he
squeezed my hand.

Eleven at Night. Went to Bed. Melancholy Dreams.
Methought Nicolini said he was Mr. Froth (1, pp. 183-
184).

Such was the world of the eighteenth century elite; romance,

tea drinking, the opera, and visiting friends.

Clarinda's day might have also included a visit to a

London tea garden. In London and its surrounding suburbs,

both men and women sought pleasure and amusement in tea

gardens. Though women frequented coffee houses, they were

not considered by the general populace as proper for female

attendance; thus, the female took her pleasures within her

own home, by visiting with friends, and by patronizing tea

gardens. "It was in the tea-garden that women might dine,

dance and walk with no loss of social respectability" (30,

p. 389).

A descendant of the seventeenth century pleasure garden,

the tea garden of the eighteenth century was a place in which

one might stroll within a park, sip tea in an arbor, chat

with all manner of society, and be seen by the right people.

Fireworks, masquerades, card playing, gambling, and skittles
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were the entertainments that these recreational facilities

offered (32, pp. 1-2). These gardens "had an aristocracy of

aldermen and merchants, young ensigns and templars, and were

the chosen resorts of the prentice, the seamstress, and the

small shopkeeper" (32, p. 8).

There were two major types of tea gardens; the simple

outdoor type at which a well (or other type of water source)

supplied mineral water to its clientele, or the more elaborate

landscapes in which one might eat, drink, dance, and walk, not

only in the outdoors, but dine within ornate architectural

structures (32, p. 7).

Bagnigge Wells, founded in 1757, was typical of the first

type of tea garden. It was

laid out in formal walks, with hedges of box and holly.
There were a number of fine trees, some curiously
trimmed, and a pretty flower garden. Ponds containing
gold and silver fish, at that time a novelty, were in
the gardens; and the bond in the centre had a fountain
in the form of a Cupid bestriding a swan from whose
beak issued streams of water (32, p. 61).

Divided in half by the Fleet River whose banks were lined

with benches and other garden seats so that one might drink

and smoke, it had

Willows, large rocks and coarse plants, elder bushes
and other shrubs in luxurious profusion, lined the
banks [of the river]. Three rustic bridges spanned
the stream. Arbours for tea-drinking, covered with
honeysuckle and sweet briar, surrounded the gardens;
and there was a rustic cottage and grotto (32, pp. 61-
62).
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At Bagnigge Wells "the gardens were thronged by tea-drinkers,

especially on Sundays" (32, p. 60). A prentice-song captured

the romance of the place.

Come prithee make it up, Miss, and be as lovers
be

We'll go to Bagnigge Wells, Miss, and there we'll
have some tea;

It's there you'll see the lady'birds perched
on the stinging nettles,

The crystal water fountain, and the copper
shining kettles.

It's there you'll see the fishes, more curious
than whales,

And they're made of gold and silver, Miss, and
wags their little tails;

They wags their little tails, they wags their
little tails (32, pp. 53-54).

Whereas Bagnigge Wells was a small, family type garden,

there were several major tea gardens that were quite pres-

tigious and whose clientele represented not only the lowly

clerk and seamstress, but patrons like Horace Walpole and

Samuel Johnson (32, p. 200). One of the most famous was

Ranelagh, originally conceived as a private garden in 1690,

by Richard Viscount of Ranelagh, which opened to the public

in 1742. An admission fee was charged which included "tea,

coffee, and bread and butter" (32, p. 205).

The gardens themselves were somewhat formally laid out.
There were several gravel walks, shaded by elms and yews;
a flower-garden, and a beautiful octagon grass plat.
The principal walk led from the south end of Ranelagh
House to the bottom of the gardens, where there was a
circular Temple of Pan. At night the walks were
prettily lit with lamps attached to the trees. There
was also a canal with a Temple . . . described as the
Chinese House and the Venetian Temple (32, p. 204).
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Known for its Rotunda, an immense circular building,

Ranelagh's patrons sauntered within its walls, circled the

floor, and stopped to chat with friends seated in the boxes

that were placed against the walls (32, p. 205). Closed in

1803, it was one of the most popular of the night time tea

gardens that were "elaborate and extensive in the amousements

they provided the public" (32, p. 217). Along with Ranelagh,

other elaborate gardens such as Vauxhall, Marylebone, and

Cuper'd opened during the summer months and usually for only

three nights a week, while they closed on Sundays (32, p. 7).

Conceived for patrons who were interested in romance and fun,

the tea garden became one of the major types of entertainment

for Englishmen and women during the eighteenth century.

But, with the advent of the popularity of tea and its

increasing ingestion by all classes of Englishmen, it was not

long before critics began to come forth and stress the bad

effects of the beverage on those who continued in its use.

Writing his The Good and Bad Effects of Tea Consider'd . . .

in 1745, Simon Mason (b. 1701) stated that tea did have

certain virtues but his beliefs were not overly zealous.

I must :beg to be excused believing, it abounds with
so much Virtue, as to merit those extravagant Encomiums
given it by one of our Learned and eminent Physicians,
who hath extoiled its Excellences beyond the Praises
of any Nostrum, set forth in our News-papers, for these
last twenty years (15, p. 3).

Concerned about the common laborer and the poor and their

ingestion of the foreign drink, he attributed their tea
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drinking habits to their emulation of those of the upper

class.

This same Tea is good upon many accounts for
Persons of high Living, who can't stoop to taste our
humble Sage and Balm, our wholesome Product, whose
Cheapness and Commonness render them not so polite
amongst Persons of Distinction; and for such this
same genteel Drink was intended, as it is most agree-
able to their Worth and Dignity; and it may not be
altogether above the reach of the better Sort of
Tradesmen' s Wives and Country Dames: But now-a-days
Persons of the lowest Class vainly imitate their
Betters, by striving to be in the Fashion; and
prevalent Custom hath introduced it into every Cottage,
and my Grammer must have her Tea twice a-day (15, p. 2).

Mason encouraged the substitution of sage and other types of

English condiments for the leaf. He used the Chinese and

their love of sage as an example, writing that the Chinese

traded "four pounds of tea for one of Sage" (15, p. 13). And

what was the worst that could happen if women of the lower

classes drank too much of the beverage?

But farther, Tea-drinking in an Afternoon is
very hurtful to those who work hard and live low;
such Persons as these stand in need of something to
give them more Spirits (rather than allay those few
they already have), their simple Food requires to
Dilutants; their Stomachs are seldom over-loaded,
and want no such Helps. Tea here makes them feeble,
and low-spirited, and unfit to do their Business;
but they are forced to take a Dram [of gin] or two,
and often too much, so as to render them unable of
doing any more Work the remaining Part of the Day:
And Tea lone makes them peevish and unkind to their
Husbands; but, after they gain Spirits from a Dram
or two, they often are induced to be too obliging to
other Men, and bestow the Favours upon them they
refuse their Husbands (15, p. 5).

According to Simon Mason, tea drinking led to gin drinking

which, in turn, led to loose morals among lower class women.
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A vehement critic of tea drinking, Jonas Hanway,

published his "Essay on Tea" in 1756 (30, p. 494). He

attributed all types of bad effects to the beverage and its

continued use by the English population. According to

Hanway,

The women in the united provinces who sip tea
from morning till night, are also as remarkable for
bad teeth. They also look pallid, and always are
troubled with certain feminine disorders from a
relaxed habit (11, p. 33).

The sipping of a hot liquid caused serious problems in "that

the frequent daily drinking of such liquor [tea] is hurtful,

in which physicians generally agree. . . . Hot water is very

hurtful to the teeth (11, pp. 32-33). Hanway, like Mason,

beseeched the British to use their own herbs for drinking (11,

p. 36). He also drew upon the Englishman's love of liberty to

promote his arguments.

Will the sons and daughters of this happy isle,
thise reputed abode of sense and liberty, for ever
submit to the bondage of so tyrannical a custom as
drinking tea?

Must the young and old, and middle aged, the
sickly and the strong, the poor and rich, in warm
weather and cold, in moist and dry, with one common
consent, employ so many precious hours, in so low a
gratification as drinking tea?

Are we to be bred up from generation to genera-
tion to this base expence (11, p. 36)?

It was his belief that "the inhabitants of this island will

never increase in number nor enjoy a blooming health whilst

they continue such an extravagant use of tea" (11, pp. 37-38).

Hanway echoed Mason's belief that the rich had misled the

poor in setting an example on the subject of tea drinking.
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Is not this sipping fashion become a vice? Granting
that it is not vicious in its own nature, if the
example reaches to the poor, and it is vicious in
them, it becomes vicious in the rich also, who persist
in the use of it, because it is not necessary, nor any
mark of a necessary or useful distinction (11, p. 74).

Men could be brought to the brink of despair.

But to go up higher than common dram [gin]
drinkers, I cannot help thinking, that whether it
arise from the temper and habit of our bodies as
we derive them from our parents, or from our own
follies and excesses, since tea has been in fashion,
even suicide has been more familiar amongst us than
in times past. . . . But I really believe suicide
would not be so frequent, nor held in so little
detestation, if a better diet than tea were in
fashion (11, p. 77).

Having denounced the use of gin, wine, and tea, he thought

"that beer and ale are the liquors proper for us" (11, pp. 90,

92). And to make it worse, according to Hanway, the infant

mortality rate may have been a result of nurses spending too

much money on the expensive commodity.

Nor is this all, parish-nurses who drink tea,
which surely is not necessary, unavoidably consume
a great part of their weekly allowance, to the direct
prejudice of herself or the child. One halfpenny a
time for tea, and the same for sugar, if tea is drank
twice a day, consumes fourteen out of thirty pence;
and how are the necessaries of life to be supplied?
And if after the child is dead, as frequently happens,
it becomes their gain and profit, that the child
should die. Heaven knows how many poor infants
have been dispatched into the other world (11, p. 110).

And how was this terrible vice to be prevented? According to

Hanway, the mistress of the house was to set an example for

her servants.
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What a wild infatuation is this! It took its
rise from example; by example it is supported, and
example only can abolish the use of it. The suppres-
sion of this dangerous custom depends entirely on the
example of ladies of rank in this country. Tea will
certainly be acknowledged a bad thing, as soon as you
leave off drinking it. No lady's woman, or gentle-
woman's chambermaid, will drink a liquor which her
mistress no longer uses. . . .

Be assured, it is in your power to destroy this
many-headed monster, which devours so great a part of
the best fruits of this land; and that the welfare of
your country depends greatly on your virtue (11,
pp. 275-276).

He ended his essay with "seven great objects . . . as

candidates for temporal or eternal happiness":

The first is, to encourage marriages. . . .
The second is, to discourage the use of manban gin. .
The third, to assist the foundling-hospital in the most
effectual manner; . .
The fourth, to abandon the use of tea, .
The fifth, is to pay our seamen regularly, . . .
The sixth article . . is to coin our plate. . . .
The seventh, is "to fear God, and keep his commandments"
(11, pp. 358-360).

The fact that Jonas Hanway listed tea abstinence as one of the

primary requirements for happiness demonstrated to his readers

his total belief that tea drinking was one of the worst customs

that eighteenth-century England had ever adopted.

An important piece of literature when it first appeared

in England, it evoked a response from one of the most eminent

English writers of the century; Samuel Johnson (1709-1797), a

devoted tea consumer. He called himself a "shameless tea-

drinker . . . who with tea, amuses the evening, with tea

solaces the midnight, and with tea welcomes the morning" (14,

p. 596). Johnson reviewed Jonas Hanway' s "Essay on Tea" in
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an article in the Literary Magazine in 1757. He thought the

beverage was not as dangerous as Hanway would have had one

believe.

Tea, among the greater part of those who use it
most, is drunk in no great quantity. As it neither
exhilarates the heart, nor stimulates the palate, it
is commonly an entertainment merely nominal, a
pretence for assembling to prattle, for interrupting
business, or diversifying idleness. They who drink
one cup, and who drink twenty, are equally punctual
in preparing or partaking it; and indeed there are
few but discover by their indifference about it,
that they are brought together not by the tea, but
the tea-table. Three cups make the common quantity,
so slightly impregnated that perhaps they might be
tinged with the Athenian cicuta, and produce less
effects than these letters [of Hanway's] charge upon
tea (14, p. 597).

He did agree with Hanway in "that tea is a liquor not proper

for the lower classes of the people, as it supplies no

strength to labour, or relief to disease, but gratifies the

taste without nourishing the body (14, p. 598). In fact,

Johnson testified that "its proper use [was] to amuse the

idle, and relax the studious, and dilute the full meals of

those who cannot use exercise, and will not use abstinence"

(14, p. 599). And what of the idleness promoted by tea

drinking, as suggested by Hanway? Johnson answered,

That time is lost in this insipid entertainment,
cannot be denied; many trifle away at the tea-table
those moments which would be better spent; but that
any national detriment can be inferred from this
waste of time, does not evidently appear, because
I know not that any work remains undone for want
of hands (14, p. 599).
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Thus, he put to rest Hanway's caustic remarks on the leaf,

and its adverse effects on the tea drinkers of England.

Even with Hanway's criticisms, the imported beverage

continued to gain in popularity throughout the eighteenth

century. A poem which appeared in the Annual Register, in

1761, once again extolled the virtues of the leaf.

With joys I see, in ages yet unborn,
Thy votaries the British Isles adorn,
With joy I see enamour'd youth despise
The goblet's lustre for the false one's eyes;
Till rosy Bacchus shall his wreaths resign,
And Love and Thea triumph o' er the vine (5, p. 69).

By the end of the eighteenth century tea drinking was linked

with porcelains, table conversations, and gardens. The

beverage was accepted wholeheartedly and was never to be

rejected by the English.
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CHAPTER IV

CHINESE EXPORT PORCELAIN: TEAWARES

AND THEIR MOTIFS

Was there any connection between Chinese export porce-

lain teawares and the evolution of the English landscape

garden in the eighteenth century? Did the scenes and motifs,

painted by Oriental craftsmen, inspire in the British mind a

picture of this faraway land? Chinaware was in great demand

by the Western consumer, not only because it was fashionable,

but it was a necessity for tea drinking. The East India

Company, therefore imported as much of the product as

possible in order to satisfy their customers. As it was a

highly lucrative product, what with breakage problems of

craftsmenship, only the high prices paid for tea, and the

English demand for it, caused the company to continue its

importation of porcelains.

Chinese export porcelain (designated as China Trade

porcelain by John Goldsmith Phillips in his book of the same

title) was not produced at Canton or any of the other coastal

trade ports frequented by European or English merchants.

Ching-t6 Chen, in the province of Kiangsi, was located on a

"widespread network of inland waterways--rivers and canals."

This city was China's main producer of ceramic, not only
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because of its geographical location, but for the raw

materials (clay and water) within close proximity (23, p. 6).

Having visited Ching-t6 Chen, Pere d'Entrecolles described

his first impressions.

The sight with which one is greeted on entering
through one of the gorges consists of volumes of
smoke and flame rising in different places, so as
to define all the outlines of the town; approaching
at nightfall, the scene reminds one of a burning
city in flames (23, p. 2).

The "burning city" was, in reality, the hundreds of ceramic

kilns in continual use by the Chinese so they could meet the

demands of both domestic and foreign consumers of porcelain.

When Pere d'Entrecolles visited, there were approximately

500 kilns, with between 3,000 and 4,000 factories located at

Ching-t& Chen. His description of the inner workings of these

factories served to illustrate the fact that the Chinese mass

produced wares for export. Pere d'Entrecolles said of the

factories:

In a Place encompassed with Walls, they have built vast
Pent-Houses (sheds), wherein appears abundance of
Earthen Vessels, in rows one above another. Within this
inclosure an infinite number of Workmen live and work,
each having his particular Task (23, p. 8).

The key phrase was "each having his particular Task" for one

piece of export porcelain might pass through many different

hands as it was decorated. He described the process of

decorating as,

the Painting part is divided, in the same Workhouse,
among a great number of Operators. It is the sole
Business of one to strike the first colour'd Circle,
near the Edges of the Ware; another traces the Flowers,
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which are painted by a third; it belongs to one to draw
Rivers and Mountains, to another Birds and other Animals:
As for the figures of Men, they are commonly the worst
done of all (23, p. 9).

Another key part of mass production was the use of molds.

To hasten a Work that is bespoken a great number of
Moulds are made, for employing several Companies of
Workmen at the same time. If care is taken of these
Moulds, they will last a long while; and a merchant,
who has them ready by him for those sorts of Works
which Europeans require, can deliver his Goods much
sooner and cheaper, and yet gain considerably more
by them, than another who has them to make (23, p. 9).

These "moulds" were piece-molds used in the production of

intricate shaped porcelains like soup tureens and platters.

Pere d'Entrecolles also stated that the potters used another

type of mold to create the thousands of simpler forms that

the European merchants ordered. It was in "the manufacture

of round ware [since] each . . . piece has to be repeated

hundreds or thousands of times: without moulds it would be

most difficult to make the pieces all exactly alike (23, p. 9).

But the use of molds and assembly line decorative tech-

niques was not new to the Chinese, for as early as the six-

teenth century, the Portuguese had ordered "specially designed

wares, [when it] became fashionable for the fidalgos (nobles)

of Portugal and the Princes of the Church to have their coat

of arms displayed on their porcelain services, and special

patterns and designs were sent from Portugal for the Chinese

potters to copy" (13, p. 47). This practice by the potters

of allowing their European patrons to design both the shapes



116

and decoration of export porcelains continued in the seven-

teenth century. As the Dutch were their chief customers in

the seventeenth century, many of the shapes produced were

inspired by Dutch merchants. The wine glass, several types

of salts (small dishes that held salt), the apothecary jar,

and candlesticks were all reproduced in porcelain from either

pewter or wooden forms brought to China by the Dutch (1, p.

88).

Seeing no reason to break with these traditions, the

East India Company decided, in 1710, "that . . new shapes

or designs would be saleable and that objects geared to

European requirements were better than the almost random

purchase of china-ware made by the Chinese for their own

export markets." It was in this year, also, that the Company

had Joshua Bagshaw draw up wooden patterns of special designs

for porcelain to be sent to China (11, p. 43).

English merchants had not only their own specially

designed patterns and shapes of Chinaware from which to

select, but those from Portugal, Holland, France, and America

(later in the century), as the Chinese porcelain merchants

offered all nationalities a variety of goods. "Decorative

patterns introduced for one country were found to be saleable,

with little or no modification, in another" (11, p. 50).

Thus all European countries were aware of various shapes and

decorations on Chinese export porcelains ordered by the other

countries.
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Chinaware was in great demand in Europe and England and,

for the most part, supply was unable to meet demand (7, p. 50).

But this was not always the case, for as late as 1690, the

market for Chinese goods was not high in London. The directors

of the East India Company wrote to Ft. St. George, India,

China goods of all sorts are in a very low esteem
here, we sell them cheaper than ever we did in times
of peace. That trade hath been much overlaid of late
and must be declined for a while to recover its reputa-
tion. Lacquered ware of Tonqueen and China are great
druggs and so is thea, except it be superfine and comes
in pots, tubs or chests that give it no ill scent of
the oyle or any other matter (11, p. 26).

But, as Geoffrey Godden has stated, "luckily fashion, or the

market, quickly changed" (11, p. 26). And it did change, for

by 1694, the East India Company directed the ship Dorothy's

supercargoes to purchase in Amoy: "China ware of all the

variety that can be got in the Country both fine and coarse,

particularly a quantity of fine teapots, blew and white, purple

and white, red and white, a grate to be made before the spout

within side" (11, p. 28). These instructions illustrated

that all China ware, no matter what its quality, was to be

bought, for the English consumer was evidently so anxious to

buy porcelain that quality of shape and decoration was of no

real concern.

There was a definite reason for the popularity of

porcelain. In the early years of the eighteenth century,

Europeans and the English did not know the secret of making
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this product and had to rely on the Oriental for their supply.

And why were they anxious to purchase porcelain?

Most English families ate from pewter plates or from
wooden trenchers. British earthenwares were still
clay or brick-coloured. The white salt-glazed or cream-
colour bodies had not yet been introduced. Both on the
Continent and in Britain there were various types of
tin-glaze earthenware of the Delft type but these wares
were far from practical, the covering white glaze easily
chipping away from the clay body in normal day-to-day
use. . . . From the housewife's point of view the
Oriental porcelain plate, with its pleasant, thin feel
and its durable covering glaze, was a godsend (11,
p. 114).

As the eighteenth century progressed, larger amounts of china

were bought, as both merchants and customers became more

conscious of the quality of shapes and decoration on the

imports. In fact, the private trade (porcelain bought by the

ships' officers and supercargoes to resell in England, or

specially designed porcelain ordered by consumers through

the supercargoes or ships' officers of the English India

Company) began to demand more from the potters to please

both themselves and their customers (11, p. 86). Pere

d'Entrecolles, in 1712, wrote about these demands from the

viewpoint of the Chinese craftsmen.

Moreover, the porcelain that is exported to Europe
is fashioned most always after new models, often of a

bizarre character, and difficult to reproduce; for the
least fault they are refused, and remain in the hands
of the potters because they are not in the taste of
the Chinese and cannot be sold to them (18, pp. 8-9).

But the great majority of wares ordered by both the

East India Company and the private trade were bought in Canton
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shops visited by the European merchants. The East India

Company, in particular, imported mainly utilitarian wares in

the form of tablewares which most often included teawares (11,

p. 119). An engraving (Plate 19), from a "Chinese picture

book . . . [which] replace[d} the lost imperial pictures .

[of the China-making process] described in 1743," illustrated

the typical Chinese shop which carried not only the utilitarian

wares, but the more elaborate pieces demanded by the private

trade as well (26, p. 11).

On the shelves stand vases, teapots and rice bowls in
the famille verte and famille rose styles; beside them,
apart from the simple plates decorated in "blue and
white," others on whose rims blank areas on the blue
or red ground are filled with famille rose flowers.
There are two large blue-green vases with rich gold
arabesques and medallions in famille rose paintings.
Beside the abacus we see a huge fish container decorated
with gold tendrils on a blue ground. . . . There is a
nightlight in the form of a cat, . . . It is flanked
by a pair of chickens and a pair of cranes, but over-
topping everything is the 8 ft. 6 in. high model of the
Nanking pagoda (26, p. 78).

The views of Chinese shop interiors were not restricted to

engravings, but appeared on porcelains. For example, a tea-

bowl of c. 1750 (Plate 20), had as its decoration a more

simplified scene than the one shown in the engraving (15,

p. 213).

The East India Company was only being practical in its

ordering of table-wares, for china was shipped in chests and

individual pieces had to pack within each other easily. This

helped prevent breakage, for the company did not wish to take
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a loss on these goods (11, p. 103). When the trading ships

returned to London with their holds filled with Oriental tea,

china, lacquer, and other commodities, an auction was held.

As tea sets were not available early in the eighteenth century,

all teawares were sold by the individual piece. A typical

auction might include "1,080 blue and white tea cups and

saucers; 1,120 large blue and white tea cups; and 195 teapots,

blue and white, 2 sorts" (11, p. 119). These types of wares

continued to be purchased by the East India Company, for, in

1710, the supercargoes of the Rochester were ordered to buy

for the 1712 season (it usually took two years for an order

to arrive in London) the following:

5,000 teapots with straight spouts
5,000 small deep plates [stands] for the teapots
8,000 milk-pots
2,000 small tea canisters
3,000 sugar dishes
3,000 bowls about three-pint size
12,000 boats for the teaspoons
50,000 cups and saucers of the several patterns (11,
p. 119).

And the average price of such wares? In 1722, blue and white

milk pots sold at an average of 1 shilling 2 pence; blue and

white canisters for 9 1/4 pence; slop basins for 4 1/4 pence;

sugar dishes, including the savers and plates, for different

prices according to the pattern and ranged from 8 pence to

nearly 2 shillings; and boats for spoons were about 1 shilling

(11, p. 124).

In the above orders, the term blue and white referred to

the colors of the porcelains that were bought from the Chinese,
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for the majority of these wares were made and painted at

Ching-t& Chen, since these pieces "were decorated solely

with cobalt applied to the raw porcelain before glazing."

The pieces then had to be fired, and kilns were only available

at Ching-t6 Chen (11, p. 111). "In Britain [from the mid-

eighteenth century onwards] the popular Chinese blue-painted

porcelains acquired the name Nankin [sometimes spelled Nankeen

or Nanking] although these wares, along with the other types,

were purchased at, and shipped from, Canton" (11, p. 129).

Then, during the reign of K'ang Hsi (1662-1722), addi-

tional colors were introduced as standard decoration which

became as popular as the blue and white of previous years.

The French terms famille verte and famille rose were first

introduced in 1862, to describe the particular color (verte

for green, rose for red) that dominated the decorative

motifs (11, p. 168). Famile verte was "still very much

'Chinese'" in style and would have served well enough for

some area of the home (Chinese) market (15, p. 113). "In

general terms, the famille verte style is restricted to the

approximate period 1700-1730" (11, p. 172). First introduced

from 1720-1722, famille rose "referred to by Chinese writers

as 'foreign colours'" (11, p. 175), was "a range of enamels

of tints of crimson-purple or rose-pink" (15, p. 147). The

enamels were probably first brought to China by the Jesuits,

in 1719, "when the Jesuits and others were endeavouring to
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teach various crafts, such as enamelling on copper, to the

Chinese" (11, p. 175).

"By the beginning of the eighteenth century the potters

were quite used to making shapes and patterns to suit the

European market. . . . In general it can be stated that the

blue and white porcelains were of standard patterns as special

orders were nearly always carried out in enamelled porcelains"

11, p. 116). Also available was Blanc de Chine, made at Te-hua

in the province of Fukien, which was seventy miles north of

the port of Amoy (11, pp. 257-258). This particular porcelain

was white in color and "novel and apparently highly saleable"

(11, p. 257). At times gilding was added which "was only

lightly fired and was extremely prone to wear" (11, p. 260).

The majority of Blanc de Chine wares were small statuettes in

the form of "Sancta Marias," Chinese Kuan-yin figures, lions,

buffaloes with men, bucks with men, "cocks, elephants, griffins,

horses with men" (11, pp. 259-260). Produced in Blanc de

Chine, tablewares like small handleless cups (Plate 21) with

raised decoration were imported into Europe in large amounts

from c. 1700 to 1725 (11, p. 265). In a sale, in 1707, "very

small teapots," which sold for 3 pence each, were probably of

Fukien Blanc de Chine (11, p. 279). The tablewares were, for

the most part, ordered by the East India Company, while the

private trade purchased the statuettes and more intricate

shaped Blanc de Chine (11, p. 195).
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The most important type imported by the private trade

was the amorial ware (11, p. 195). Families or companies

specially ordered tea sets and dinnerware services with

their coat of arms or company crests. Geoffrey Godden put

forth the assumption that, prior to 1750, the armorials were

still made at Ching-te Chen, as they were not in as great a

demand as they were after 1750.

It seems reasonable to assume that in the second half
of the eighteenth century, when the Whampoa anchorage
was crowded with European shipping, there was a great
demand for special presents or mementoes to be
purchased and taken home on the same voyage. No doubt
the Canton enamellers kept a stock of standard articles
suitable for this purpose, items such as bowls, mugs
or teapots. Such available blanks could be decorated
to order in a few days and fired in a low temperature
mufflekiln (11, p. 203).

Coats of arms also might be added to wares that were already

decorated with stock patterns, as the English crests were

painted on in overglaze colors, while the stock pattern itself

had been fired onto the piece at Ching-t6 Chn. These crests

often looked completely out of place on the Chinese patterns

(Plate 22), for there seemed to be little regard for the

native decoration (11, p. 203).

Being the invention of the Europeans, amorials were not

the rule during the first half of the eighteenth century.

At that time, "it's simply impossible, at all events for the

early part of the Ch'ing period, to distinguish sharply

between export wares and those made for the Chinese market."

Many decorations and patterns of export wares were Chinese
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in character and nature, including the enamels. Gaining

European approval, they became "stock" items in Chinese

merchants' inventories (14, p. 157).

Derived from a Chinese prototype, the "top" (or "over)

handle teapot (Plate 23) was adopted by the English. This

shape was popular during the late seventeenth century and

until 1710, because of its small size which made it particu-

larly adaptable for the serving of tea, since the leaf was

expensive and served only in small amounts (11, p. 168). The

teapot, pictured in Plate 23, though only 6 1/2 inches high,

was a rather inconvenient design for the English hostess who

had to serve a steaming hot beverage. Of course this had not

been an imposition to the Chinese as their wine was not served

hot (11, p. 168).

First introduced into Europe in the last half of the

seventeenth century, the earliest form of Chinese teapot was

purely Chinese in decoration. I'hsing (or Y'hsing) wares

were produced at I'hsing, 100 miles from Shanghai. "Here

were produced from Ming times onwards a distinctive variety

of brown, red or buff stonewares, for the most part unglazed,

which were particularly favoured by connoisseurs of the tea-

pot" (15, p. 106). Europeans compared them "to the terra

sigilata of the Romans" and even to the "red buccaro, a form

of pottery that the Portuguese brought back from Mexico" (15,

p. 106). The decoration of I'hsing (often called Buccaro)



125

wares emphasized the shape or form of the teapot rather than

a purely ornamental aspect. The two I'hsing teapots

illustrated in Plate 24 were from the early eighteenth

century. The one on the left was a "squat pear shape with

ring handle, bent spout, and close-fitting, low-domed lid,"

and only 3 3/4 inches in length, while on the right, in Plate

24, was "globular and squat [form] with straight, tapering

spout, neat ring handle and low foot, and low domed lid,"

and 5 inches in length (15, p. 106).

The "globular" form of teapot with its domed lid was a

popular shape in export teawares until the 1780s (24, p. 357).

It was not uncommon for certain shaped teapots and other

porcelain teawares to retain their particular forms for a long

period of time as "to produce an export ware efficiently and

cheaply, . . . a high degree of uniformity of shape was

required." Because of this need for standardization, Chinese

potters produced only "a few main shapes that were manufactured,

and these wares were repeated over and over again such as the

pear and many-sided types (24, p. 356). Even the "double-

compartmented teapot with separate spout for each" was a

staple of the profitable porcelain export trade from China

to England by the end of the seventeenth century (15, p. 106).

With the shapes of teawares, for the most part standard-

ized, decoration was important, for this made the porcelains

interesting. And the types of decoration? In Oriental Export
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Market Porcelain, Godden, having examined early eighteenth

century sales records of the East India Company, found that

sometimes they included a brief description of the porcelains

and their decoration sold in London. In a sale of March 23,

1703, for example, "740 Landskip tea cups [and] 740 saucers"

were sold. On April 6, 1704, "12 tea cups, with butterflies"

were sold at auction (11, p. 172). Another clue about

decorative motifs was found in a detailed account of the wares

ordered by the East India Company in 1712. The supercargoes

of the ship Loyal Bliss were to buy

4,000 boats, three in a nest, the pattern to be
the least but variety of paints and sprigs or running
work instead of blue strips in the border, with a
pretty deal of scarlet, 2,000 coloured; 2,000 blue.

4,000 deep square small dishes . . . for the
teapots to stand on and to be painted and coloured
as the teapots. 2,000 blue and white, 2,000 in colours.

20,000 handled chocolate cups in colours and gold.
10,000 with a border inside and gold edges and variety
of patterns, 10,000 of ditto, lesser sort (11, p. 168).

Leaving nothing to chance, these instructions were probably

indicative of the qualified orders of the East India Company.

Still, as Godden has stated, "There is almost no end to the

different types of decoration to be found painted on Chinese

export market porcelains" (11, p. 237). Because tea wares were

an enormous part of the Oriental trade, it should follow that

there was no end to the types of decoration found on them.

John Goldsmith Phillips, in China-Trade Porcelain, has

grouped the styles of Chinese export porcelain into three

periods.
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The first period, from about 1715 to about 1740,
is one of experimentation in the making of an export
ware that would satisfy the Western clients for whom
it was intended. Chinese elements are considerably
less in evidence.

The more fully developed China-Trade style appears
in the works of the second period, dating from about
1740 to about 1785, when European forms and decorations
had become domesticated in Canton. This period repre-
sents the porcelain trade at its height, for it was
then that the greater part of all the China-Trade ware
was produced.

During the third and last period, from about 1785
to about 1820, a noticeable change took place: there
was a gradual increase of Chinese elements in the
painted decoration. This phenomenon became more marked
as the final years of the century approached and as the
great demand of the West abated (23, p. 54).

Thus, from Phillips' statement, it could be deduced that,

prior to about 1715, most of the decoration on export porce-

lains, except for the amorials and special orders, was in the

Chinese tradition (21, p. 9).

Godden has stated that there were two general types of

patterns used on enamel (famille verte and famille rose) trade

wares: the floral pattern which "includes formal styles of

landscape compositions as well as the many differing types of

flower-painting, and designs based on nature," and the second

type was the figure subjects (11, p. 168).

An over-handled teapot of c. 1710 (Plate 23), in the

K'ang Hsi period was decorated with a typical piece of land-

scape. Divided into sections, the sides of the teapot each

contained a scene of exotic birds and strange fauna, while

the handle and spout imitated bamboo, a motif which the

average Englishman identified with China (11, pp. 166-168).
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Famille verte was the dominant color from 1700 to 1730, when

it was replaced by famille rose and other later styles (11,

p. 172).

Other types of tea accessories were even more stylized

in their floral decoration, as for example, a "deep square

dish . . . for the teapot to stand on and to be painted and

coloured as the teapot" (Plate 25; 11, pp. 168, 172). This

dish of c. 1710, was "decorated in underglaze blue with

added overglaze red and green enamels" (11, p. 166). A

single flower (which may be a peony) dominated the center of

the dish framed by a key fret, while the inside walls were

decorated with two alternating flowers (which may be a peony

and the lotus), which were, in turn, enframed by another key

fret.

Elinor Gordon has stated that "objects decorated . . .

during the Yung Chang and early Ch'ien Lung periods in China

in famille rose enamels . . . have a luminous beauty in their

coloring and shading and a finely-executed, free-hand line."

Many of these floral decorated porcelains were "intended for

the domestic market if not the Imperial Court itself" (12,

p. 42). She has also suggested that porcelains exported in

the late eighteenth century and throughout the nineteenth

century were based on English models, while earlier pieces

were more Chinese in nature (12, p. 42).

The flowers painted on export wares were native to the

Orient, and aroused the curiosity of the Westerner. The more
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common floral patterns consisted of the "Lotus," "Tobacco

Leaf," and "Cabbage Leaf." "Chrysanthemums, peonies, straw-

berries, cherries, gardenias, and poppies [were] used in

various combinations as well as singly" (12, p. 43). Bamboo

was a staple motif of the Chinese porcelain painter as was

the willow tree, while "Water lilies, iris, and such fruits

as the peach, pomegranate, and quince are [also] frequently

used" (12, p. 43).

A famille rose tea bowl and saucer of c. 1730 (Plate

26), illustrated the two facets of Chinese painting on

exports (12, p. 45). Combined with the deft, free use of

the brush in the still life scene in the plate's center was

the more formal stylized border and framed floral reserves

on its rim. The vase of flowers and the small cat peeking

out at the viewer were a combination of calligraphic line

and fanciful imagination. The scene contained the design

elements basic to the vocabulary of the Chinese painter;

the sinuous serpentine line and the use of an asymmetrical

composition. The sense of a formalized scene was only

apparent in the repetitious motifs on the rim of the plate

and the sides of the tea bowl, but this alone indicated that

the tea bowl and saucer were mass-produced pieces of export

porcelain.

Later in the century, certain motifs not only decorated

tea and other wares, but became standardized and did not

change. The "Lotus" pattern ornamented part of a dinner
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service of c. 1760, which included a teapot, creamer, tea

bowl, cups and saucers "display a gilt floral sprig in a

guilt spear bordered reserve against a ground of brilliant

rose-colored lotus petals" (12, p. vii). The stylized lotus

pattern covered the entire surface area of each object, while

the reserve was only an enclosed picture frame which displayed

an asymmetrical floral design. The overall effect was one of

symmetrical decoration with a definite focal point, while the

combination of delicate color, stylized lotus leaves, and

sophistication insured the "Lotus" pattern's acceptance into

the drawing rooms of the English.

Another type of formal pattern that was immensely

popular, the "Tobacco-Leaf" (Plate 28), was exceedingly rich

in color. Stylized tobacco leaves (whether in green or under-

glaze blue) covered the entire surface in an asymmetrical

manner, while the polychromed enamel flowers added an even

more decorative effect (12, p. viii). Gilt added even more

richness. Notice that this design, as well as that of the

"Lotus," had become an abstraction; only the essential elements

of leaves and flowers had been retained. Though these patterns

had become more European than Chinese, the Oriental still used

an asymmetrical composition combined with the serpentine line

(though it now was a bit brittle). The Western wish for a

decorative pattern put an end to the naturalness of brush

strokes and the spontaneity of expression found in Chinese
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export porcelain in the late seventeenth and early eigh-

teenth century. Standardization of decoration was essential

to produce dinner services whose patterns matched. Varia-

tions of patterns did occur, but only the extent of changing

the dominant color, substituting one motif for another (for

example, an exotic bird for a cock), or by adding gilt (11,

p. 176). These formalized designs with their strong colors

and exotic motifs represented to the English the faraway land

of China.

Two c. 1740-1750 teapots served to illustrate the differ-

ences in the handling of decoration by Eastern artists. In

the famille rose style, the first teapot (Plate 29) pictured

a cock surrounded by flowers on its body, while the second

teapot (Plate 30) had "applied leaves and flowers." Godden

has suggested that the painted teapot (Plate 29) was of

poorer quality than the latter (Plate 30) because of the

latter's attention to detail in the applied decoration while

the former "is typical of the general run of famille rose

porcelains made for Europeans. The quality of the painting

is coarse" (11, p. 175). Of course, both teapots were pre-

pared with haste in a workshop of many artisans (as Pere

d'Entrecolles described) who were working to fill large

export orders. But the "cock" teapot had a certain vitality

that the second did not. The Chinese painter was working

with haste when he painted the landscape scene, but this
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quick brushwork produced a feeling of vitality and movement,

while the second teapot with applied decoration was more

European in feeling with its stylized decoration. The differ-

ence was even more apparent because the shapes of the two tea-

pots were the same. These two teapots demonstrate the basic

differences that began to occur during the latter half of the

eighteenth century in which Chinese painters of export porce-

lains began to paint in the more acceptable European manner

and reject their own native style.

The second type of pattern used on enamel trade wares

was figure subjects. "The mass of figure patterns (or 'Image'

patterns, as they were originally called) enamelled on Chinese

export porcelain demonstrate the same basic chronological pro-

gression of styles as do the floral patterns" (11, p. 183).

An example of "a typical figure design in famille verte

enamels," popular at the end of the seventeenth century and

in the early eighteenth century, was painted on an over-

handled teapot (Plate 31) of c. 1710 (11, pp. 182-183).

Imitating the texture of bamboo on the handle and at the tip

of the teapot spout the painter divided the teapot's surface

into sections, with a scene appearing on either side while a

landscape devoid of figures was painted on the lid. The

scene was an asymmetrical composition which consisted of two

figures (an old sage and a younger companion) walking along

the bank of a lake or pond, while a deer in mid-stride added
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more interest. But the perspective was not that of the

European artist, as there was no real three-dimensionality

to the scene, and the depth created was essentially that of

different elements (rocks, figures, tree, bridge, deer) painted

one behind the other. The stylized waves of the water further

created a feeling of flatness. As the Chinese were used to a

bird's eye perspective, completely foreign to his eighteenth-

century English consumer, they were much criticized for their

lack of proper perspective as well as their apparent deficiency

in the modeling of figures.

Michel Beurdeley has said, "It is worth remembering that

the rules of seventeenth-century Chinese painting rigorously

denied the use of shadows and facial expressions to the

artist, and his apparent naivete is often nothing more than

an attempt to abide by this strict Eastern aesthetic" (12,

p. 69). Pere d'Entrecolles commented that

the porcelain painters are not less poor and wretched
than the other workmen, which is not.surprising when
we remember that in Europe they would only pass for
apprentices of a few months' standing. All the science
of these painters, and indeed of Chinese painters in
general, is based on no principles and only consists of
a certain routine helped by a limited turn of imagina-
tion. They know nothing of the beautiful rules of
their art; though it must be acknowledged that they
paint flowers, animals, and landscapes which are much
admired on porcelains as well as on fans and lanters
of the finest gauze (18, pp. 6-7).

Not only the Europeans, but the English concurred in this

point of view.
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Figure decoration was the exception and not the rule on

export porcelains prior to 1750, unless they were commissioned

by the private trade. These porcelains often used Western

figures as part or all of their decoration (11, p. 185). The

tea bowl (Plate 20) of c. 1750, included in its decoration a

tendency toward European concepts of painting, for its

exterior walls were divided into two main panels which told a

story. "Here the scenes are entirely commercial with two

Europeans, their servant, and two Chinese shopkeepers dis-

playing various goods for export" (15, p. 213). Thus, the

English tea drinker, while seated in his own home, was able

to see the Chinese shop in which his tea ware.could have been

purchased. In this scene, the Oriental painter had attempted

to adopt the perspective of his Western customer (15, p. 213).

Attempting to shade the legs of the Western merchants in the

scene by the use of lines to denote shadows, the artist was

still unable to completely assimilate Western painting tech-

niques, although this example illustrated the willingness on

the part of Chinese designers to please their foreign customers.

After 1760, figures decorated export porcelains, but were

usually "set in a reserve panel and [did] not fill the entire

surface areas as a floral or landscape pattern might have done"

(11, p. 185). An excellent example was the tea service

pictured in a painting (Plate 32), c. 1769, by Benjamin Wilson

(1721-1788) of a hostess and her tea set. The tea bowls were
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still without handles, and the teapot was the popular

globular shape of the early eighteenth century. The decora-

tion on this type of porcelain was described, in the late

1760s, as "mosaic" and "imagined." "These references no

doubt refer to the rich red and other backgrounds which were

painstakingly over-painted or gilt and so broken up into a

repetitive mosaic design" (11, p. 186). Various shades of

famille rose, greens, and blues, along with the gilding, pro-

duced a richly decorative effect, because now the scenes were

secondary in importance, for the main emphasis was on the

richness and equisite delicateness of both design and color.

With the Chinese willing to decorate their porcelains in

any way that pleased their Western customers, it was only

natural that Western merchants attempted to produce their own

Chinese designs to send to China to be copied. There was

only one major attempt by Westerners to have their "Chinese"

designs produced, and this was done by the Dutch East India

Company. They hoped "to transform the hitherto haphazard and

occasional use of European devices and subjects on porcelain

still essentially Chinese in taste, into the systematic use

of Chinese technical and productive skills to make porcelain

for European-designs and specified in quality, quantity, and

subject" (16, p. 24). In 1734, the Dutch East India Company

hired designer Cornelis Pronk (1691-1759) to produce accept-

able chinoiserie patterns which could be painted in China

(16, p. 24).
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Cornelius Pronk's designs were used on "dinner-services,

coffee-services, tea-services" (15, p. 193). His designs

were basically a Western interpretation of Chinese figures

and motifs. David Howard and John Ayers, in China for the

West, identified nine different patterns which they attribute

to Pronk (15, p. 292). Two of the most well known were

"The Parasol," and "The Doctors' Visit to the .Emperor" (15,

p. 293).

A tea bowl and saucer (Plate 33), c, 1734, has as its

design "The Doctors' Visit to the Emperor" in the famille

rose style (15, p. 300). Three large figures are seated

behind a small table which held a large bowl. The tree, rich

with exotic flowers, was an admirable attempt to capture the

Chinese elements of asymmetry and serpentine line, while the

peacock added further color to the scene. But there were

certain hints of the European, rather than the Chinese artist,

at work in that the faces of the philosophers all look the

same with their mustaches and expressions; the figures were

defined by a harder edged line than the Oriental artist used,

and the table was much too fragile to be Chinese and was

purely a romantic view. Few landscape elements were included,

and those that were only were used to add a feeling of the

exotic. Although charming, the Chinese use of line and form

was not captured by Prank. Absent was the lyrical use of the

serpentine line which gave fludity to their compositions, for
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Pronk was probably more interested in gaining the feeling

of expert porcelain scenes than the actual technical method

by which they were attained. Such a thing would have been

impossible anyway, for Pronk was a Westerner, not an Easterner.

Another design of Pronk's was "The Parasol" painted on a

plate (Plate 34) of c. 1736. "The centre is clearly after a

European original, for the brown shawl and rose skirt of the

lady are muted, as is the pale blue dress of her attendant.

The grass with bullrushes is European and two of the birds,

* . . are native to Holland." The rim of the dish was

decorated with eight reserve panels, four of which used the

European scrolled motif (15, p. 297). Symbolizing for the

Westerner the exotic East was the main element, the parasol.

It was so popular that the English used it as the prototype

for the umbrella in the eighteenth century (4, p. 97).

The Chinese porcelain painters' opinions on Pronk's

"Chinese" scenes were, "so foreign were these designs that

once they ceased to be ordered the Chinese fell back on their

own borders and patterns, and these foreign concepts were

quickly forgotten, nor as was the case with so many other

inspirations of Chinese export art did they reappear at a

later date" (15, p. 269). Though his designs were Dutch in

origin, they were certainly seen by English merchants in

Canton, and imported by them directly from China or indirectly

from Holland. But the Dutchman's designs, though viewed by
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Westerners as Chinese in nature and style, were considered by

the Chinese to be total fabrications.

The chinoiserie scenes on porcelains, like those of

Pronks', were a combination of European and Chinese elements.

Certain motifs made a scene Chinese; be it a parasol, an

exotic bird, or a figure with slanted eyes, for nothing else

was needed to induce a vision of this faraway land. Knowledge

of the art of China, and the symbolism used in that art, was

not considered by the English. Why? Pere d'Entrecolles, in

1712, summed up his, and probably most other Europeans' view

of Chinese painting when he stated that the Chinese painter

had "no principles and (whose science) only consists of a

certain routine helped by a limited turn of imagination" (18,

p. 7). By 1755, an article appeared in London in The World,

that stated,

The paintings, which like the architecture continually
revolt against the truth of things, as little deserve
the name of elegant. False lights, false shadows,
false perspective and proportions, gay colours, without
that gradation of tints, that mutual variety of
enlightened and darkened objects, which relieve and give
repose to the eye, in short every combination of forms
in nature, without expression and without meaning, are
the essentials of Chinese painting (2, p. 119).

Even though the opinion of the English writer in The

World was written in 1755, certainly both the English and

Europeans in the early eighteenth century, considered Chinese

painting inferior to their own. With this opinion of Chinese

art, merchants sent engravings and prints of European subjects
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to China for the porcelain painters to use as models. This

was a cheap method of sending patterns, whereas the Dutch

East India Company's commissioning of Cornelius Pronk to

produce "Chinese" patterns was expensive and resulted in

higher prices for those export pieces which exhibited his

designs (22, p. 25).

As a result, a phenomenon occurred in the decoration of

export porcelains by the Chinese in the middle of the eigh-

teenth century. David Howard and John Ayers, in Masterpieces

of Chinese Export Porcelain, listed the types of decoration

that came into vogue.

In no more than a decade, from 1735-45, some hundreds
of scenes: historical, political and commercial,
topographical and personal, mythological, religious,
literary, picturesque and domestic [all Western in
origin] had been translated on to porcelain in the form
of dinner-, tea-, and coffee-services (16, p. 25).

Thus the Chinese became exporters of chinaware whose forms

were not only conceived in England, but the decoration of

which was inspired by Western consumers.

Enamel wares were only a small percentage of the export

porcelains bought by the British in the late seventeenth and

eighteenth centuries. Blue and white wares were "the majority

of the imported porcelains" (11, p. 113). Pere d'Entrecolles,

in 1712, stated, "In Europe people hardly see anything else

but a vivid blue on a white ground, though I believe that

our merchants have also imported some of the other kind" (11,

p. 113). Blue and white porcelains represented wealth and
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prestige in seventeenth-century England, and, by the end of

the eighteenth century, were known by or were part of every

household (10, p. 6).

The blue and white wares that were found in England

during the late seventeenth century and early eighteenth

century, were produced, for the most part, during the Transi-

tion Period (c. 1660/62-83) and during the reign of K'ang Hsi

(1662-1722). Although "bearing no trace of foreign influence,

either in shape or decoration," during these time periods

(19, p. 40), they were of paramount importance in this study,

for it was in the first three decades of the eighteenth century

that garden concepts on aesthetics and design began to emerge

in both the English mind and landscape. From 1683, the blue

and white wares exported were typical of those which the

Westerner admired so much, for they adorned the rooms of the

English country house. The motifs used by the Chinese on

blue and white porcelains of 1660-1722, were seen by the

English consumer as pictures of Oriental life, and a study of

these was needed to decide if English garden aesthetics was

affected by them.

In the mid-seventeenth century, the Ming Dynasty dis-

integrated and the Ch'ing Dynasty assumed power. It was

during this time of confusion and loss of authority by royalty

that individual potters made their own wares and sold them,

as the Imperial porcelain factories had disbanded. The term
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Transition Period marked the years in which leadership in

China was in turmoil (10, p. 42). By the end of the seven-

teenth century, control had been firmly re-established by the

Ch'ing Dynasty, and the Imperial porcelain factories were in

full production (23, p. 10).

And what types of motifs decorated the wares of the

Transition and K'ang Hsi Periods? Stanley Fisher, in English

Blue and White Porcelain, divided them into the following

categories: "(1) ceremonial and legendary, (2) landscapes

and scenes from nature, (3) fruit and flowers, (4) scenes from

literature, and (5) domestic incidents" (8, p. 278). The

following examples that have been used to illustrate the

motifs on export porcelains from c. 1660-c. 1722, were not

always tea items, but tea items would have had similar, perhaps

even the same, motifs.

A brush holder of c. 1625-1650 (Plate 35) was a delight-

ful landscape in which figures were an integral part. Here

was "a panorama including steep mountains, clouds, a cascading

waterfall, a man fishing, warriors in a landscape, and a sage

with his attendant in a garden." During this period many of

the scenes on blue and white ares were "taken from contempor-

ary woodblock prints" (27, p. 34).

A blue and white plate (Plate 36), c. 1700-1720, was an

excellent example of the decoration which used flowers and

fauna combined with small vignettes of landscape and animals.
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The plate was "finely painted in rich blue with a phoenix and

a peony spray in the centre, and in the radiating panels with

a monkey in a peach tree alternating with a spray of carnation;

on the reverse are eight flower sprays" (16, p. 35). Although

this was a European silver form, the decoration was purely

Chinese.

When the brush holder and the plate were compared, one

noticed the difference in painting techniques between the

Transition and K'ang Hsi periods. The brush holder was more

detailed in its decoration, as the brush of the artist acted

more like the knife which was used in woodblock prints.

Because the artist was following a set prototype, less innova-

tive techniques of design resulted. The plate of the K'ang

Hsi period was very painterly in technique, for it was likely

the product of several artists and, as a result, only

essential elements were included as time could not be wasted

on a myriad of details.

Another plate (Plate 37) of the late seventeenth century

was "decorated in the central field with two fashionable

ladies out riding with a gentleman and two grooms in atten-

dance, and around the cavetto and flattened rim with floral

sprays and lotus panels framing maidens" (22, p. 70). This

dish might be compared with a dish of the same period (Plate

38) "decorated in the central field with a scene depicting

three Chinese ladies with their hair dressed in the European
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style and an attendant, and with eight medal-lions framing

further Chinese ladies and floral motifs interspersed with

swastika lozenges around the cavetto and flattened edge"

(22, p. 110). Chinese motifs dominated both plates. Lotus

was included in the decoration of the two blue and white

porcelains. Although the figures of the latter plate were

dressed as Westerners, the structure in the background was

Chinese. The floor tiles were an attempt to include another

Western motif besides the hair and dress of the ladies. The

one-point perspective used in Western art, was misunderstood

by the porcelain painter, for the tiled floor in the painted

scene was decorative in nature, creating no feeling of depth.

Both plates were divided into the same type of sections, each

decorated with a scene. The plate with its "European" ladies

was probably made a bit later than the first plate, as it

attempted to incorporate Western artistic concepts into its

composition.

Blue and white export wares were, for the most part,

decorated with landscapes, landscapes and figures, flora and

fauna, or only florals (in solitary clusters which were

popular in the mid-eighteenth century). The tea bowl (Plate

39) was an excellent example of the solitary floral motif

style while the anthesis was the style which covered the entire

surface of the procelain, as on the vase (Plate 40) and plate

(Plate 41) of the K' ang Hsi Period.
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Both the enamel wares and the blue and white export

porcelains, in the late seventeenth and early eighteenth

centuries, incorporated some type of landscape element within

their designs. It did not matter whether it was an interior

scene, as in the plate of the K'ang Hsi period (Plate 42), or

a scene with figures set within a landscape. Landscapes,

flora, and fauna motifs were essential parts of the Oriental

artist's vocabulary, and, as a result, were included in the

decoration of the great majority of export wares (tea or

otherwise) that the English had found to be an essential part

of their lifestyle in the last half of the seventeenth

century and throughout the eighteenth century.

To the Chinese, the decorative motifs which adorned

their domestic and export wares had definite meanings whether

it was an entire scene, based on literature or legend, or a

single motif. In the seventeenth century, the Western con-

sumer was aware of certain motifs that he identified as

Chinese like the "sauntering figures with large parasols,

. . . grinning figures of Pu-Tai--the pagod [a laughing buddha-

type figure], children at play, sages riding donkeys, fan-

tastic tree-paeonie and pine trees" (17, p. 93). The Chinese

painter was steeped in tradition and revered the past though

he might no longer understand the meanings of motifs that had

passed down through the centuries. "Most of the 18th-century

designs which were available to European artists had their

early origins in religion, ceremonial, or myth, even though
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their deeper symbolism was often no longer understood, and

their forms inaccurately preserved" (8, p. 9).

Tea wares were decorated in the same manner and with the

same motifs that have been seen on the examples that have been

used in this paper. The scenes discussed could have just as

well, and probably did, appear on tea items in the late

seventeenth century and the eighteenth century.

Duncan Macintosh, in Chinese Blue and White Porcelain,

has listed a number of the motifs used on porcelains. They

not only appeared on blue and white wares but on enameled

ones as well. His list included the following:

Fauna

1 Bats. They are a symbol of longevity, prosperity
and happiness.

4 Cocks. These birds are symbolic of courage and a
warlike disposition, and also represent the warmth
and life of the universe.
5 Cranes. These are symbolic of longevity and are
thought to be a mode of transport for the Eight
lImortals. ...

6 Deer. As they are believed to live to a very great
age, they symbolise longevity. .".
7 Dragons. A five-clawed dragon has long been
thought to represent the emperor and four- and three-
clawed ones to be symbolic of a descending social
status. . . . From the sixteenth century onwards,
porcelain decorated with five-clawed dragons is known
to have been made for courtiers, and at the same time
some of the porcelain that is clearly of imperial
quality is decorated with four- and three-clawed
dragons. . . . In addition, . . . to symbolising
authority, strength and goodness, as of the emperor,
it is also symbolic of fecundity and fertility.

13 Phoenixes. They are emblematic of the empress and
also, because they are supposed to preside over the
south, they symbolise warmth of the sun, the summer
harvest and, less directly, fertility (22, pp. 126-128).
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Flora

19 Lotus. It is emblematic of the seventh month and
summer and conveys the notion of happiness in maturity,
creative power and genius.

22 Peach. The fruit and tree are symbolic of longevity,
the latter usually being twisted into the form of the
chou character, which stands for longevity. The blossom
is a charm against evil and represents the second month.

26 Prunus Blossom. . . . The prunus is associated with
good looks and sturdy independence.
27 . . . the bamboo is symbolic of longevity, of the
integrity of a gentleman and courage in adversity.
28 Waterweeds. They are the symbol of the Spirit of the
Waters.
29 Willow Trees. They were supposed to ward off the
influence of evil, and so were popular trees to grow
around the house (22, pp. 128, 132).

There were also a number of religious symbols such as the

Eight Buddhist symbols which included The Wheel, symbol of

Buddha's person; The Umbrella, symbol of royalty; and the

Lotus for faithfulness; Eight Immortals, among whom were Ho

Hsien-ku the female sage, Li T'ieh-kuai a magician, etc.;

Eight Precious Things like the solid lozenge as a symbol of

victory; Eight Taoist Emblems which were the attributes of

the Eight Immortals; and Eight Trigrams which represented the

eight main points of the compass (22, pp. 132-133). There

were numerous other symbols of importance: the swastika for

"the heart of Buddha, resignation of the spirit, all happiness,

[and] the mind and infinity;" classic scrolls, cloud collars

made up of "four lobed panels set at right-angles to each

other and each terminating in a point . . . [and] the interior

is often filled with some other decorative motif; the key fret;
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lotus panel; pagoda; rocks; mountains; trefoils; and waves

(22, p. 135). These motifs (and many others), used singularly

or in any combination with one another, were painted on

Chinese export teawares.

Fisher stated that "A Chinese painting is above all the

expression of a mood of a spirit rather than of a substance."

He described a typical scene on blue and white K'ang Hsi

ware as an example of Chinese symbolism.

We look at the panorama of winding river with its
infinite detail of forest, bridges, lakes, and tiny
houses--here the water foams angrily, or swirls over
hidden rocks, or here it flows placidly past a little
village. But always, finally, it leads to the silent,
remote mountain peaks, or loses itself in the mists
of the distant sea. The mood is that of tranquility
(8, p. 8).

This scene probably had as its stale imitator the ever-popular

Blue Willow pattern (8, p. 8).

But what of the landscape scenes found on export porce-

lains? The meaning of nature and the art of gardening were

extremely important to the Chinese, as their philosophy and

love of nature was reflected in their art and gardens. Scenes

on porcelains symbolized the many facets of nature to the

Chinese. Oliver Impay has said,

The Chinese landscape garden was a miniature version
of nature: microcosm of natural scenery in a small area,
though the size of this small area could vary from a few
square yards to several acres. . . . This garden could
be built anywhere: as the Yuan Yeh, a garden treatise
of 1634 says: "A single 'mountain' may give rise to
many effects, a small stone may evoke many feelings . .
if one can find stillness in the midst of the city
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turmoil, why should one then forego such an easily
accessible spot and seek a more distant one" (17,
p. 140)?

Charles Jenks, in The Chinese Garden, stated,

The Chinese garden was to be perceived as a linear
sequence, "the scroll painting you enter in fancy,"
that seems infinite. As with much religious
experience and ritual, the internal boundaries were
made vague or ambiguous, time was made to stop and
space became limitless. It was clearly more than an
aesthetic game of complexity and contradiction; rather
it was a compelling alternative, with its own special
meanings, to the world of official responsibilities--
a place apart that is magical and free from the cares
of men (20, p. 200).

Gardens in China were connected with the Taoist religion and

its "principle of harmony with nature" (20, p. 15), for

Taoists "sought to discover how [the] Universe worked, and

removed themselves from involvement in worldly concern" (20,

p. 13). And where best to remove oneself? To the mountain

retreat and contemplate nature. "Poets and artists loved to

establish such retreats for themselves, and to reproduce them

in their poems and paintings" (25, p. 6). The "retreat"

pictured on the famille verte dish (Plate 43) of the eighteenth

century was typical of the type of nature in which the artist

sought isolation. He felt his garden "should symbolise the

entire universe . . . the part of the garden is standing for

a larger part of the entire universe . . . the garden symbol-

ises the universe through its formal devices . . . its cram-

ming of a density of meanings into a very small space, its

tight packing, and its restless changing aspect" (2.0, p. 196).
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The landscape scenes on Chinese export porcelain in the

late seventeenth century and early eighteenth century were

rooted in Oriental philosophy and tradition, but, as the

eighteenth century progressed, motifs became more Westernized

and lost their native flavor. But the K'ang Hsi wares still

contained the Chinese style and motifs in their decoration;

though they were not understood by the English hostess and

her guests as they sipped their tea. But were they admired

for their beauty and delicateness? Did the English consumer

of tea dream of a "retreat" similar to the one his Chinese

counterpart had.?
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CHAPTER V

CHINESE TEA AND TEA PORCELAINS: THEIR IMPACT

ON ENGLISH GARDEN AESTHETICS IN THE

EIGHTEENTH CENTURY

In 1762, Oliver Goldsmith (1728-1774) wrote a satire,

Citizen of the World, in which Lien Chi Altangi, a fictitious

Chinese philosopher wrote of his experiences in London. Gold-

smith's philosopher encountered the typical attitude of the

British to Chinamen in his meeting with a society matron.

As I was dressed after the fashion of Europe, she had
taken me for an Englishman, and consequently saluted
me in her ordinary manner: But when the footman
informed her grace that I was the gentleman from China,
she instantly lifted herself from the couch, while her
eyes sparkled with unusual vivacity. "Bless me! Can
this be the gentleman that was born so far from home?
What an unusual share of SOMETHINGNESS in his whole
appearance! Lord, how I am charmed with the outlandish
cut of his face! How bewitching the exotic breath of
his forehead! I would give the world to see him in his
own country dress. Pray, turn about, sir, and let me
see you behind. There, there's a traveled air for you!
You that attend there, bring up a plate of beef cut
into small pieces; I have a violent passion to see him
eat. Pray, sir have you got your chopsticks about you?
It will be so pretty to see the meat carried to the
mouth with a jerk. . . . Have you nothing pretty from
China about you; something that one does not know what
to do with" (8, p. 305) ?

And then the lady proceeded to point out her Chinese pavilion.

"Pray, sir, examine the beauties of that Chinese temple
which you see at the end of the garden. Is there any-
thing in China more beautiful"--"Where I stand, I see
nothing, madam, at the end of the garden, that may not

152
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as well be called an Egyptian pyramid as a Chinese
temple; for that little building in view is as like
the one as t'other."--"What, sir? is not that a
Chinese temple? you must surely be mistaken. Mr.
Freeze, who designed it, calls it one, and nobody
disputes his pretensions to taste" (8, p. 306).

Lien Chi Altangi was unable to dissuade the lady from her

beliefs about her temple. "I now found it vain to contradict

the lady in anything she thought fit to advance; so was

resolved rather to act the disciple than the instructor" (8,

p. 306). In Citizen of the World, Goldsmith informed his

readers that they knew nothing about China, its people, or

decorative arts, for they had conceived an Eastern nation

that was as foreign to the Chinese as it was to the West.

And how did this inaccuracy occur?

The major form of communication in the seventeenth and

eighteenth centuries between China and England was the

written word of explorers, missionaries, diplomats, and

merchants. These accounts, such as John Nieuhoff's An

Embassy from the East-India Company . . . to the Grand Tartar

Chain Emperor of China, published in English in 1673, did con-

tain illustrations, though they served only to enhance the

feeling for the exotic (15, p. 4). For example, one of the

drawings of a pagoda (Plate 44), though it illustrated a

particular type of architecture native to China, was so

foreign to Western concepts of building that it was viewed

in only a romantic vain.
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Written communication was supplemented by the products

imported by the British. Paintings on lacquer and procelains

provided the consumer with an optical rather than just a

written vision of the life and people of the East. By 1700,

when the demand for tea caused the import of over 100,000

pounds annually, the English vision of China as exotic and

fanciful was established (7, p. 36).

But did the motifs on imported teawares influence English

garden design? In the first two decades of the eighteenth

century, Joseph Addison and Lord Burlington began advocating

a greater appreciation of nature and natural qualities. They

spurned the formality of the French and Dutch gardens with

their straight avenues, grandoise fountains, and topiary.

Leading intellectuals of the time, and widely respected by

their peers, both men had contact with and access to tea and

teawares. Both certainly partook of the new beverage, for

Addison was a frequenter of a coffee house. Wealthy enough

to afford the expensive commodity, and, as tea was the beverage

popular with society, certainly the two enjoyed it with their

friends.

Beginning in the middle of the eighteenth century, the

Romantic Movement looked back in time to other civilizations.

such as Greece and Rome, as well as to exotic lands, like

India and China, for inspiration. Wittkower, in Palladio

and Palladianism, claimed that China, as well as ancient Rome,
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inspired both Lord Burlington and his gardener William Kent

to a greater appreciation of nature. As a result, they

restructured the grounds of Chiswick Villa in the late 1720s,

into a more wild and unspoiled landscape. Part of the

inspiration for the new garden design may have come from

Burlington's having met Father Matteo Ripa, in 1724, when

he obtained a copy of Ripa's engravings which contained views

of the "newly erected imperial palaces and gardens at Jehol

[in China]" (16, p. 185).

These engravings showed

winding brooks and little islands and a great variety
of trees in their natural growth, and this artful
irregularity is wedded to the work of man: houses,
pavilions and bridges. Moreover, the contrived wilder-
ness of the gardens links up with the natural wilderness
of the landscape (16, p. 186).

Wittkower believed that to the British, "Ripa's engravings

. . . were visual proof of nature moulded by a society that

had once believed-realized Plato's utopia of a state ruled by

philosophical principles. It appeared that republican Rome

and China revealed the same truth" (16, p. 186).

Wittkower's description of Ripa's landscape views must

be compared with that of Stanley Fisher's of a scene on a

blue and white K'ang Hsi porcelain.

We look at the panorama of winding river with its
infinite detail of forest, bridges, lakes, and tiny
houses--here the water foams angrily, or swirlys over
hidden rocks, or here it flows placidly past a little
village. But always, finally, it leads to the silent,
remote mountain peaks, or loses itself in the mists of
the distant sea. The mood is that of tranquility (6,
p. 8).



156

Both mentioned the main elements of the Oriental garden:

water, trees, architecture, bridges, and wilderness. The

two scenes had the same ancestry; the landscape of China.

Could this mean that Burlington and Kent, as they drank their

tea from export porcelains, dreamily gazed at the landscapes

and figures which adorned their teacups; and that these

decorations inspired their admiration of the landscape of

China? Of course, Burlington's main inspiration was that of

ancient Rome and the grounds of Pliny's villa, but, since he

had bought Ripa's engravings and studied them, would it not

have been possible for scenes on export porcelain teawares

to have served as additional motivation?

The grounds of Chiswick contained no Oriental inspired

architecture, although they did deviate from the formality

of the French garden, as serpentine paths led to classical

architectural structures set within carefully planned wilder-

ness areas. Wittkower stated the reason for this.

What I claim is that in the early eighteenth century,
at a time of a deep infatuation with classical values
in England, the Chinese experience could only serve to
confirm the correctness of the interpretation of
classical texts. The evidence available for the laying
out of gardens in the free commonwealth of republican
Rome was vindicated by the Chinese example where similar
blessed social circumstances prevailed (16, p. 187).

Lacking a source to provide the structural requirements

to construct an Eastern pavilion may have caused Burlington

to forego the incorporation of such a building in his park.

Architectural drawings did not become available to English
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landscape architects until William Chambers published his

Designs in the 1750s.

Even though they were influenced by the gardens of

ancient Rome and were avid Neo-Classicists, it was possible

that fanciful landscapes and other motifs on teawares may

have caused them to have a broader interpretation of a garden

and its elements. Roger Bluett has stated,

there is no doubt that whatever the rights or wrongs

of its status it is the field of ceramics which, from

its first appearance, has held the centre of interest

for those in the West interested in the culture of

China (1, p. 34).

Another reason for the acceptance of Oriental designs was

the emergence of the Rococo style in interior decoration and

art. Having begun as a style of decoration, its principle

motif was the arabesque, while pastels were the favored colors.

Eastern motifs lent themselves to this new style with their

exotic forms, pleasing colors, and delicate tints.

Connoisseurs were charmed by the limpid porcelain

colours of the Chinese palette, amused by the spectacle

of quaint little men and monkeys attired in richly

embroidered silk robes, and intrigued by the exotic

voluptuousness of the Orient--for to the eighteenth

century imagination the harems of China appeared no

less titillating than those of Turkey. But, above

all, the outlandish waywardness of eastern designs

was admired in a period which had laughingly escaped

from the tutelary severity of the classical orders

(11, p. 88).

Margaret Jourdain and R. Soame Jenyns, in Chinese Export Art

in the Eighteenth Century, concurred with this view,
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Chinese paintings were accepted as toys . . . on
account of their oddity, prettiness or neatness of
workmanship. Few Chinese paintings, which the
Chinese would consider to justify the name, reached
Europe at this period. It was the decorations of
Chinese artisans, painted for export, which passed
in eighteenth-century Europe for Chinese paintings
(13, p. 33).

An article, published in 1755, in The World. expressed the

British opinion on Chinese paintings:

false lights, false shadows, false perspective and
proportions, gay colours, . . . in short every
incoherent combination of forms in nature, without
expression and without meaning [as] the essentials
of Chinese painting (13, p. 33).

As Chinese art did not conform to Western standards, the

British did not consider it a serious form of expression.

As the mode of painting (even on porcelains) was so foreign,

the Westerner did not believe that the foreign designs could

mean anything in particular. Of course, to the Oriental,

such scenes were steeped in tradition, for each motif had

meaning, as well as being an expression of his culture.

In Canton, in 1768, William Hickey described the process

that porcelain underwent in order to be painted.

We were shown the different processes used in finishing
the China ware. In a long gallery we found upwards of
a hundred persons at work in sketching and finishing the
various ornaments upon each particular piece of the ware,
some part of it being executed by men of advanced age
and others by children which were so young as six or
seven years (13, p. 46).

The Western consumer probably did not realize that, because

of increased demand after 1720, the porcelains were, for the

most part, decorated in Canton, according to special orders
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from merchants. As speed was essential, mass production

was used in order to meet demand, and therefore, anyone who

could copy a design accurately was pressed into service,

The exotic landscapes and designs, coupled with the

different methods of painting used by the foreign artisans,

led the English to interpret them in their own way--chinoiserie

("the European idea of what Oriental things were like, or

ought to be like") was the result (12, p. 9). Motifs from

porcelains, such as pagods (smiling fat men), pagodas, monkeys,

lattice, umbrellas, dragons, palm trees, exotic flowers, bamboo,

and sanpans were decorative-elements that were used by Western

garden designers of Oriental garden buildings.

An essential part of the English garden was the presence

of architecture, thus by the middle of the eighteenth century,

structures were conceived in all types of styles; classical,

gothic, rural, Turkish, Moorish, Indian, Chinese, and many

others. But how did the gentleman of the times constructs

one?

Of course the layman, after consulting only the manifold
material offered by travel books and Chinese wares, was
not able to design a garden building which would suit
all his demands. The preliminary work was done by the
architects who altered and reduced Chinese architecture
and mixed it with European elements until it was con-
sidered fit to adorn the park as a colorful curiosity
and to satisfy the practical demands of the Westerner.
In this transformation, which in most cases also
diminished the size considerably, much of the original
character was lost while Rococo and classicistic elements
created a new unit with the exotic (7, pp. 46-47).
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In the mid-eighteenth century, the English landscape garden

was a series of picturesque views, enhanced by buildings in

a variety of styles, that stimulated the viewer as 
he walked

a prescribed route about the grounds. 
"Different types of

garden ornament were now being associated 
with different

emotions. Moods of grandeur, melancholy, beauty, or the

sublime were now expected to enliven the walk 
around the

picturesque garden" (5, p. 25). And a building composed of

Chinese elements gave the viewer a taste of 
the exotic, and a

complete change of mood from the classical 
or gothic structures

that he may have just passed.

Popularity of chinoiserie resulted in 
the publication of

various pattern books (supposedly) based on Oriental proto-

types (15, p. 47). In reality, they were collections of

structures whose motifs had as their source porcelains, lac-

quer, and any other product, not only from China, 
but any

country in the East (15, p. 48). Books published in the 1750s

included William and John Halfpenny's New 
Designs for Chinese

Temples, Triumphal Arches, Garden Seats, 
Palings, &c. which

appeared first in serial form, then published in its entirety

under the title, Rural Architecture in the Chinese 
Taste,

Being Designs Entirely New for the Decoration 
of Gardens,

Parks, Forrests, Insides of Houses, &c.; [Edward?] Edwards

and [Mathew?] Darly's A New Book of Chinese Designs 
Calculated

to Improve the Present Taste; and Charles Over's Ornamental

Architecture in the Gothic, Chinese and Modern Taste. These
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works were important to "the layman [who], after consulting

the manifold material offered by travel books and Chinese

wares, was still unable to design a garden building which

would suit all his demands" (15, p. 46). In the pattern

books "the preliminary work was done by the architects who

altered and reduced Chinese architecture and mixed it with

European elements until it was considered fit to adorn 
the

park as a colorful curiosity and to satisfy the practical

demands of the Westerner" (15, p. 47).

Appearing in the English landscape, Oriental buildings

were based both on pattern book designs and on imported wares.

A major chinoiserie structure, the Pavilion (Plate 45) at

Ranelagh, conceived in 1751, was an oblong with square

pavilions set askew on four corners. The columns ending in

human heads and patterns of latticework closely resemble one

of Halfpenny's designs (15, p. 1022). Important also was the

House of Confucius, designed by Joseph Goupy (died before

1782) prior to 1763, for Kew Gardens. It was "octagonal,

two-storied pavilion, single curved roof with bells, crowned

by dragon" (15, p. 161). English visitors could now be

transported to China via the Pavilion at Ranelagh or the

House of Confucius at Kew.

As the authors of pattern books, landscape architects,

or country house owners had not visited the Orient, 
their

ideas came from books and imports (15, p. 48). This changed
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when William Chambers published his Designs for Chinese

Buildings, Furniture, Dresses, Machines and Utensils in 1757,

for having visited China, he became the leading authority on

the subject (15, p. 14). His designs differed from those of

his contemporaries as they included basic floor plans, eleva-

tions, and building instructions. His reason for publishing:

These [buildings] which I now offer to the publick
are done from sketches and measures taken by me at

Canton some years ago, chiefly to satisfy my

curiosity. It was not my design to publish them;

nor would they now appear, were it not in compliance
with the desire of several lovers of the arts, who

thought them worthy the perusal of the publick, and

they might be of use in putting a stop to the extrav-
agancies that daily appear under the name of Chinese,

though most of them are mere inventions, the rest

copies from the lame representations found on porce-

lain and paperhangings (3, p. 1) .

As a result of his publication, the more ridiculous chinoiserie

ornaments of previous years disappeared. This was evident when

one compared a plate from William and John Halfpenny's Rural

Architecture in the Chinese Taste, of 1755, and a plate from

Sir William Chambers' Designs. The Halfpennys' Chinese Gazebo

(Plate 46) was described by them as "situated on a Rock, and

raised to a considerable Heighth, and a Gallery round it to

render the Prospect more compleat" (9, p. 4). There was a

striking difference in the manner Chambers. described his Taa

(Plate 47) "which the Europeans call likewise pagodas" (3,

p. 5). He stated that it

stands on the banks of the Ta-Ho, between Canton and

Hoang-Pou. It is raised on three steps, and consists

of seven stories. The first story is entered by four
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arched doors, and contains one room of an octagonal
figure, in the middle of which is the stair that leads
to the second story, as expressed in the plan fig. 2.
Plate V. The stairs that lead to all the other stories
are placed in the same manner; the cornishes that
finish the different stories are all alike, and composed
of a fillet and large cavetto, enriched with ornaments
representing scales of fish; which is common in the
Chinese buildings as well as in those of the ancients.
The roofs are all turned up at the angles, and all but
the lowermost are adorned with foliages and bells. The
building is finished with a pole, at the top of which is
a ball, and round it nine circles of iron suspended by
chains fixed to the angles of the uppermost roof. I
have omitted representing, in the elevation, the stairs
that lead to the different floors, because it would have
rendered the design confused (3, p. 6).

Just as there was. a basic difference between the two authors

in their descriptions, the difference in the drawings were

just as radical. The Halfpennys' Chinese Gazebo, compared to

Chamber's Taa, was a delicate structure that resembled a

drawing on porcelain or lacquer. As the ornamentation was all

important, bells, lattice, curling snakes, and scrolled tipped

eaves dominated the fanciful building. But the pagoda drawn

by Chambers had weight and mass. It looked as if it could

withstand a strong wind. Since ornamentation was reduced,

only bells hung from the upturned, eaves, windows were plain,

and the facades were left bland. The author included floor

plans which gave his reader an idea as to how the structure was

actually built. Even though the Halfpennys did often include

a floor plan in their plates, as in A Temple in the Chinese

Taste (Plate 48), they were unclear and purely fanciful in

nature. The Halfpennys' Temple was in reality a birthday

cake, having no Oriental character.
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Designs of Chinese Buildings, Furniture, Dresses,

Machines and Utensils provided architects with a more

realistic picture of Eastern architecture. This enabled

them to depict more accurately the true culture of the

Orient, even though many of Chambers' drawings were classical

in plan and Chinese only in ornament (15, p. 14). In spite

of the fact that Chambers published a book on Oriental

architecture, he was not an advocate of Chinese culture.

He stated,

Though I am publishing a work of Chinese Architec-
ture, let it not be suspected that my intention is to
promote a taste so much inferiour to the antique, and
so very unfit for our climate: but a particular so
interesting as the architecture of one of the most
extraordinary nations in the universe cannot be a
matter of indifference to a true lover of the arts. For
though, generally speaking, Chinese architecture does
not suit European purposes; yet in extensive parks and
gardens, where a great variety of scenes are required,
or in immense palaces, containing a numerous series of
apartments, I do not see the impropriety of finishing
some of the inferiour ones in the Chinese taste.

The buildings of the Chinese are neither remarkable
for magnitude or richness of materials: yet there is a
singularity in their manner, a justness in their propor-
tion, a simplicity, and sometimes even beauty, in their
form, which recommend them to our notice. I look upon
them as toys in architecture: and as toys are sometimes,
on account of their oddity, prettyness, or neatness of
workmanship, admitted into the cabinets of the curious,
so may Chinese buildings be sometimes allowed a place
among compositions of a nobler kind (3, p. ii).

Regarding Oriental architecture as only fit for the garden,

he felt it should be used to create variety only in the more

inferior parts. The respect the English felt for Chambers

and his knowledge of the Orient was lost when he published
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his "Dissertation on Oriental Gardening" in 1772, which was,

in effect, a defense of his own landscape theory based on

variety and mood as opposed to that of Lancelot Brown's (10,

p. 153).

With the publication of Chamber's works, the Continent

coined a term for the new type of landscape: Anglo-Chinese

(12, p. l34). The French, in particular, confused the idea

of the asymmetrical informal English garden with that of

China. Father Attiret's description of the Yian-ming-yian

had been published in 1749, in Paris. As his description

coincided with the new English concepts of gardening, the

French believed they had to have been originally conceived

by the Chinese.

On the surface both nations' parks did seem to have a

great deal in common: (1) both were connected with painting,

(2) both emphasized variety in their composition, (3) men of

quality and education conceived the garden as kin to nature,

and (4) both were concerned with "the genius of the place"

(14, pp. 15-16). But Chinese gardens, far from representing

the Western idea of lawn as "the formalized representation of

grassy meadows, evocative of sweetness and light in nature,

and behind them . . . the weight of the whole pastoral tradi-

tion," they reminded the Chinese of the "soft grasses waving

in the breeze . . . of the northern steppes and thus . . . the

incessant raids made upon the frontiers of civilisation by
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ferocious nomads whose lives were dictated by the need to

pasture their cattle" (14, p. 16). Also, they were conceived

"as a composition of courtyards, the total effect is of a

labyrinth, with spaces layered round each other" (14, p. 16).

Just from these statements one realized how far apart English

and Chinese were in their basic aesthetic concepts.

But in the eighteenth century, extensive and accurate

accounts of Chinese gardens were not available in the West.

The French created the Anglo-Chinese garden solely on the

descriptions of a foreigner that in no way understood Oriental

philosophy. Communication was difficult at best, as the

Chinese looked with disfavor upon foreigners learning their

language as well as visiting the nation's interior. Descrip-

tions came from men who viewed the culture as totally alien

to their own, for though the Jesuits convinced Europeans that

China was a utopia where all men were created equal, the poor

cared for charitably, and the law just, merchants that traded

there told totally opposite stories.

With China held in such high regard by the Continent, it

was no wonder it was credited as having the original ideas of

using variety and irregularity in the garden. Horace Walpole,

in 1785, was outspoken about the error,

The French have of late years adopted our style in
gardens, but chusing to be fundamentally obliged to

more remote rivals, they deny us half the merit, or
rather the originality of the invention, by ascribing
the discovery to the Chinese, and by calling our taste

in gardening "Le Gout Anglo-Chinois" (4, p. 22).
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And, in 1783, the Critical Review published the following:

The English were the inventors of the modern art of
gardening. . . . Till within these few years the
French have been their chief opponents. . . . All
those who wish, in their gardens, to realize the
conceptions of the great landscape painters, imitate
the English (2, p. 383).

These statements allowed for no influence on English landscape

concepts by the East.

This paper has asked the following question: Did the

tea and tea trade of England with China influence English

garden design concepts and garden architecture as they

developed in England from the late seventeenth century until

the late eighteenth century? From this study it has been

found that the British did not understand the basic philoso-

phies on which the Chinese based their views of nature.

There were several reasons for this. First, Western writers

did not understand the Chinese or have access to them. The

Jesuits did write of their gardens, but the basic philosophy

of Tao did not interest them, as they only wished to show the

Eastern country in a favorable light. Even Confucius was

compared favorably to Christianity. Second, the Chinese

themselves had no wish to associate with the Western heathens,

for trade was sought by the West, not the East. Extensive

information about China was still unavailable even when trade

was established between East and West, for ambassadors and

trade delegations were looked upon with distrust and not

encouraged.
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But traders, ambassadors, and missionaries did convey

their impressions of China via the written word. At times,

Oriental manuscripts were even acquired and brought back.

Additional information was also obtained from trade goods,

for they conveyed scenes of Chinese landscape, people, and

their way of life. The vogue for collecting porcelains,

followed by the extreme popularity of tea and the need to

drink the beverage from imported chinaware made it certainty

that these exotic scenes appeared on every Western table.

How can one ignore scenes and motifs that one sees and holds

in one's hand everyday? Even if the scholar believed them

to be fabrications or to lack artistic merit, still they were

interesting and pretty. The turn of the English mind toward

the idea of Romanticism was also certainly no deterrent to

emulating Chinese civilization.

Certain conclusions can be made as a result of this

study: (1) tea was responsible for the importation of

porcelains; (2) the motifs on these wares were the only visual

knowledge available to the majority of Englishmen; (3) archi-

tectural structures in the garden were, for the most part,

inspired by the scenes on export tea porcelains; (4) Western-

ers were not aware of the meaning of these Chinese scenes and

designs; and (5) that a subconscious effect on the minds of

the creators of the new design in landscape may have resulted

from their drinking of tea from export wares. It is impossible
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to say that the tea and tea trade did influence English

garden aesthetics, but, on the other hand, it is impossible

to say that it definitely did not. Ideas came from all

directions, and the English, in the late seventeenth and

eighteenth centuries, were bombarded with Chinese goods,

particularly porcelains and tea. How could they ignore the

painted decoration on their tea porcelains? It was IMPOSSIBLE!
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CHRONOLOGY OF THE EMPERORS OF THE

MING AND CH'ING DYNASTIES

Ming Dynasty (1368-1644)

Hung Wu
Chien Wn.
Yung Lo ...

Hung Hsi .
HsUan Te .
Cheng T'ung
Ching t'ai
T' ien Shun
Ch' ng Hua
Hung Chih
Cheng T .
Chia Ching
Lung Ch'ing
Wa Li ...

T'ai Ch'ang
T'ien Ch'i .
Ch'ung Cheng

.

.w
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1368-1398
1399-1402
1403-1424
1425
1426-1435
1436-1449
1450-1457
1457-14 64
1465-1587
1488-1505
1506-1521
1522-1566
1567-1572
1573-1619
1620
1621-1627
1628-1643

Ch'ing Dynasty (1644-1912)

Shuh Chih
K'ang Hsi
Yung Cheng
Ch'ien Lung
Chia Ch'ing
Tao Kuang
Hsien F ng
T'ung Chih
Kuang Hsn.
Hsiuan Tung

1644-1661
1662-1722
1723-1735
1736-1795
1796-1820
1821-1850
1851-1861
1862-1873
1874-1908
1909-1912

Source: William B. Honey, The Ceramic Art of China and
Other Countries of the Far East, London, 1944.
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