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Chao Shao-an (1905-1998) and Yang Shanshen (1913-2004) were two masters of the
Lingnan School of Painting, cach attaining high achievement in his artistic carcer. They
were also good friends who rcspcctcd cach other’s talents. Bcing rarcly seen, their joint
paintings on paper and porcclain are lesser known and mainly found in private collections.
Now with the generous support of Professor Chao’s family and the Managers of Yuet
Tung China Works, the Hong Kong Heritage Muscum is presenting these works for
public viewing for the first time. Spanning the period from the 1950s to the 1980s, these
works tell the story of the two venerable artists’ fricndship, their artistic creations and the
rclationship beeween the Lingnan School and the Gmmgmi (Canton enamel) ceramic
industry in Hong Kong.
Evidence of Artistic Exchange

In ancient China, scholars gathercd not only to socialise but also to share their literary and
artistic accomplishmcnts. They would write poems and prose, paint or do ca“igraphy. Ie
was on occasions like these that many joint works in painting came about. They could be
done by groups (Figure 1) or pairs
of artists that agree on a subject, and
whatever they might be, as long as
each artist could deliver his forte,

the finished work would be a fine

dcmonstration Of tl’lC collaborators’

K
tacit understanding and comparable w7

artistic skills. (Figurc 1) Joint painting b} more than 10 artists from T(w—days
Chinese Art Association

Artists of the Lingnan School have always been close. Teachers and students, and often

fellow artists, would make joint paintings asan cxprcssion of their common artistic lincagc.

One such example was the close relationship between Gao Qifeng (1889-1933) and his

students. Gao taught in his Tianfcng Studio in Guangzhou in the 1920s, and many of his

students became accomplished artists in their own right. After Gao’s death, these students

held joint exhibitions of their works cvery year to commemorate their teacher.



Another impressive example was the joint exhibition of four artists of the second
genceration of the Lingnan School - Guan Shanyue (1912-2000), Chao Shao-an, Li
Xiongcai (1910-2001) and Yang Shanshen - in the 1980s. The four had been working
scparately in Hong Kong or in Guangzhou for thirty years until they found a chance to
meet up. Ata gathering in Chao's studio, an idea came up that thcy should create some
joint paintings to celebrate their reunion. As transport was not efficient in those days,
they relied on the help of Mr Yang Qi, Chicf Secretary of the Xinhua News Agency
(Hong Kong Office) to circulate the unfinished works among the four artists. They finally
completed approximately one hundred works which were exhibited in the University
Muscum and Art Gallery of the University of Hong Kong in 1983. The corpus of work is a
fine demonstration of the artistic exchanges among the painters which went on to become
a channcl to consolidate the artistic style of the Lingnan School.

Close Friendship and Brotherhood

'_ n Chao Shao-an and Yang Shanshen had
known each other since the 1940s. From
the 1950s to 1970s, they maintained a
close friendship when they were both at
the Peak of their creative cnergy. They

often held joint exhibitions, and carly

€X211’11PICS

(Figure 2) Interview of the artists in Rediffusion Television  were the two Ii ﬁ
Hong Kong in 1969 in Xinchang ‘ib

and Taishan, Guangdong, in 1945. Also in the same ycar, ﬁﬂ‘h}

they formed the Today Painting Association with Gao Jianfu -E J‘E }
(1879-1951), Chen Shuren (1884-1948), Guan Shanyueand Li | ;ﬁ;

Gemin (1882-1978) in Guangzhou. In 1946, Chao and Yang E

held a joint exhibition at the St. Francis Hotel in Hong Kong,

The fo“owing year, thcy displayed their paintings of roses in

(Figure3) Catalogue of the joint
the Zhongguo Jindai Shubua Hui (Chinese Contemporary  cxhibition Chinese Painting: Works

Painting and Calligraphy Showcase). In 1969, they appeared Painted in Co-operation by Four
on an interview at Rediffusion Television Hong Kong to talk Masters of she Lingnan Schaol:
Zhao S/J/I()/lllg, Li Xiongcai, Guan

about their arc (Figure 2). In 1983, they took part in the joint

Shanyue and Yang Shanshen
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exhibition, ‘Chinese Painting: Works Painted in Co-operation by Four Masters of the
Lingnan School: Zhao Shaoang, Li Xiongcai, Guan Shanyuc and Yang Shanshen] at the
Fung Ping Shan Muscum of the University of Hong Kong (Figure 3). These records stand
testimony to the close partncrship and continuous artistic cxchangc between Chao and

Yang throughout ti’lCil’ carcecr.

Yang often visited Chao in his Lingnan Art Studio on Prince Edward Road to discuss
matters of art or to spcnd leisure time togcthcr. Chao would invite Yang to add to his
work, or let Yang begin a painting and he would add to it. They loved to play mah-jong in
their leisure time, with rcguiar participants to make up the four-in-a-gamc inciuding Chen
Jinghong, Zhang Shiu Shek, He Jingyong and Tso Wing-shui. Such was the background of

companionship for the joint paintings of Chao and Yang.

Chao had the idea of dcvcioping painting on porcciain—this actnaiiy was first bcgun by
the founders of the Lingnan School, Gao Jianfu and Gao Qifeng. The two had produced
paintings on porcelain ware for the Guangdong Bowu Shanghui (Arc Object Traders’
Association of Guangdong) in an attempt to find a new medium for ink painting, and also
to preserve the works by kiln firing. Chao had written a letter to Yang inviting him to paint
on some porcelain dishes and exhibit them. Yang did some painting on porcclain when he
staycd in Guangzhou, but cxhibiting the works did not materialise. This letter, pubiishcd
in the Amha/og)/ ofLelm’y Collected in the C/mnfr}ng Caotang, also shows how close the two

artists were:

. Lwould always hold you in high regard and assist you in any way I can, especially when it
would bemﬁt art education. | am sure you would think the same... Do come to my studio, not just
[for the Qingming festival, and you can stay at my place (we are like brothers, so don't stand on
ceremony). We can do paintings on porcelain dishes. Say zf each of us can paint /l/ly and jomt[)/
we paint ten more, they can all be completed in ten days' time. An exhibition on painted dishes
would be the first ever in Hong Kong. The response will be good, and it does not take to0 much
time. It will be a pioneering act and a very good contribution to the porcelain industry of China,
But please have some works ready as reference in order to show them the best. Please do not

tell anyone about this. The trip to Taishan can wait until autumn or later. It depends on your



tell anyone about this. The trip to Taishan can wait until autumn or later. It a’epmd& on your

. . 51
decision. All expenses [while you are] in Guangdong will be on me of course’

Chao’s invitation to Yang to visit his Lingnan Art Studio to paint on porcelain dishes
describes their close fricndship as “we are like brothers™ and promiscs that “all cxpcnscs”
would be on him. He had also said that while he may not be able to help other artists of the
Lingnan School, where Yang was concerned, he was always rcady to chip in a part. It was

deﬁnitely avery close, almost sibling«like rclationship between them.

Close Partners with Tacit Understanding
Mutual undcrstanding between the two artists p]aycd avery important role in the creation
of their joint paintings. The viewers can understand the way Chao and Yang worked by
reading the inscriptions. For example, in the inscription for Appla and White Ginger Ll'/)/
(Figure 4), Chao writes:

Ystdyed in C/ngdu in Sz’f/manfor a year. There were many kinds off/owers mm’plants in the
garden; in particular, I loved to draw the abundant apples. That was over ten years ago, and
recmll)/, when [ﬂz’])])ed t/ﬂrough my sketchbook, /])z'fkm' onefor]miizling, 1t 50 /Mppmed that

Shanshen was visiting, so I invited him to add the white ginger lily.

Thcy did not have any plans or any pre-sct subjccts for the joint paintings. It was just that,
when one of them was struck with an inspiration, he would invite the other to join in. The

invited artist had to look at what was alrcady paintcd and dcvclop his ideas from there.

The subjccts of these works mainly featured flowers, birds and insects. Yang was known
to plant flowers in order to draw them. Similarly, Chao studied the plants closely and
paintcd cach with its distinctive characteristics. Their joint works, therefore, combined
their strengths to producc interesting results. There are joint works that feature classical
subjccts, too, such as the pine, bamboo and plum. Others are paintings of animals and
plants commonly scen in Hong Kong, for example Plantain Tree and Mantis, Pomegranates
and Daylily, Rose and Evergreen, Vegetables, Taro and Vine, Cat and Buttwf/)/ (Figure 5) and
Crab and Prawn (Figure 6).

1. Letter in Chinese, published in Tang Wai Hung (ed.), Anthology of Letters Collected in the Chunfeng Caotang. Hong Kong: Chunfeng Caotang,
1999, pp. 115-117.
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Apples and White Ginger Lily
Chao Shao-an and Yang Shanshen
1954

Ink and colour on paper

120 x57.5 cm

Private Collection

Figure 4



Catand Butterfly

Chao Shao-an and Yang Shanshen
1954

Ink and colour on paper

120 x28.5 cm

Private Collection

Figure 5
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Crab and Prawn

Chao Shao-an and Yang Shanshen
1954

Ink and colour on paper
120.5x29 cm

Private Collection

Figure 6



The ink and brush stylcs of these works disp]ay 1

complemcntary qualitics, often contrasting “
boldness with supp]cncss, and strength with
subtlcty. These become the main features of their
joint works. Their techniqucs included the use of

wash for atmospheric effect (Figure 7), the use of

white powder for tonal gradation (Figure 8) and |

|
the typical ink and line techniques employed by the t
"‘.4'

two artists. These elements blended togethcr ina i

}
i
harmonious fashion. l

Mallard Duck in Pond with Bamboo Fence
Chao Shao-an and Yang Shanshen
1954 [ A !

Ink and colour on paper
120x29 ¢cm

Private Collection

Figure 7
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Yang is well known for his excellent line contours,
as seen in his dcpictions of flowers and plants. The
contours of the flower stems are executed with deft
control ofwcight, with continuous lines at placcs
so thin that thcy seem to break but not quite, and
thicken and wane with a life of their own. The
mixed use of wet and dry brush tcchniqucs in
painting plantain, pine and tree trunks is vivid and
livcly. Chao’s bird subjccts are usually dcpictcd as
lifelike and alert, whether perching on branches or

in ﬂight.

Rose and Bird

Chao Shao-an and Yang Shanshen
1954

Ink and colour on paper
118.5x28.5 cm

Private Collection

Figure 8



In M]mtb and Persimmon, the body of the bird is reprcscnted with a few quick strokes of
the brush, with an assuredness that can only be the result of long years of close observation
and practice. This exquisite control of the brush is most evident in his dcpiction of flowers.
In Coconut and Vine, the hard, round shell of the coconut and its husk, with the two leaves
sprouting from the top are executed with precision and fluid control. By its side, Yang’s

delicate outlines of the vines and translucent pctals make an interesting contrast. In White

Ginger Lily and Gladiolus (Figure 9),
J&F

the shuanggou (outline) method, while

Yang depicts the white ginger lily using

Chao paints the red gladiolus using A
colour ink only and no outlines - the I
latter known as the mogu (boneless fi'-
strong juxtaposition of colour and 4
b

cach artist and, at the same time, adds {P-

method) in Chinese painting. This ?
texture highlights the character of 5.

visual interest to one work.

White Ginger Lily and Gladiolus
Chao Shao-an and Yang Shanshen

1954

lnk and COlOur on paper

66.5x 30 cm

Private Collection

Figure 9
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On the pictorial composition of the joint paintings, both masters had some important

points to make. Yang taught his students that:

Tt is best to let the other artist begin the work. Then you can just add in a few strokes on the side.
For e;mmp/f, z'flheﬁrsl artist paints a wﬂteiﬂz//, you can add in some pine branches among the
rocks. If he paints an old pine tree, you can add some fresh green climbing vines. The idea is to

2
”lﬂkf lllt’ who/e ZL/M'k a J’t’ﬂm[fﬁ Ellli{)/, élﬂd not some l’m‘angi’uam or J’ﬂpﬁ:’/ZLtOMX dddilioilfj

Chao believed that artists should paint the subjects they like and do best. If the joint
painting isa landscapc, then one can make complcmcntary additions dcpcnding on the
subjcct mactter, such as rocks, birds, flowers or plants, or simply choose to paint what one

3
CXCCIS most.

Chao and Y:mg did not have fixed rules as to who would paint first, and would only follow
their heart and inspiration. When by chance one came upon a highly satisfying work, he
would invite the other to fill in to enhance it for more interesting results. One cxamplc is

Bamboo Shoot and Leaves (Figure 10), on which Chao writes:

Year of]l'zzwu (1954), mr/)/ autumn. I woke mr/)/ 1o pzzinlfarﬁm, and did a young bamboo

shoot that [fbund[)/msmg. Ypmgjmt arrived at my studio, so [ invited him to add in the bamboo,

In fact, the one that paints last actually has the hardest task, because he had to uniFy all the
elements done by the prcvious artists. While rcspccting the characeeristics of each person,
he had to connect them up to form the whole. He was the one to decide on the final
composition and structure, and his input determined the artistic level of the final work.
Since both Chao and Yang were very cxpericnced and on a similar artistic level, it did not

matter who paintcd first, the other could always add to and enhance the work significantly.

2. Chen (hnfcng, The Artistic World o/ }ng Shanshen. H(mg Kung: The Commercial Press, 2012, p.86.
3. Interview of the artists in the programme ‘Good Morning Hong Kong of Television Broadcasts Limited on 19 March 1983.



Bamboo Shoot and Leaves
Chao Shao-an and Yang Shanshen
1954

Ink and colour on paper

57 x 60 cm

Private Collection

S5
T

-

Figure 10
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Yang spoke about the spirit or attitude of making joint paintings: ‘Collaboration is working
rogether, and you do not dominate others. e important to maintain a modest atticude
in crcating a team spirit. One should be just as happy to take up a supporting as much as
a major role. Chao also noted that Joins works are very interesting because they consist of
dzfﬁrent[)ersanﬂ/z’ties and ways r)ft/)z'nkz‘ng’. Artists making joint paintings want to relate
and have a dialoguc, aiming to complcmcnt and enhance cach other’s talents. This actually
comes from a pcrson’s accommodating spirit and wisdom, and whether he is able to work
with others in harmony and avoid self-centredness. Instead oi‘placing one’s subjcct as the

ccntrai EOCLIS, onec must lCélVC amplc SPQ.CC [:Ol' tl’lC othcrs to cxprcss thcmscivcs.

Interestin Porcelain Painting

From 1908 to 1911, the last years of the Qing dynasty, the founders of the Lingnan
School, Gao Jianfu and Gao chng, established the Art Objcct Traders Association
in Guangzhou in an area south of the Pearl River. Their apparent aim was to ‘promotc
Chinese ceramic production for the salvation of the country’ and study and producc

. . . . 5 .
porcc]am ware Wlth pamtcd dccoration (cname”cd Wal’C) to SC”. Undcr thlS cover, thﬁy

made gunpowder in the kiln factory and raised money for the revolutionary activities led

by Sun Yat-sen and the T(mgmmg}mi, his Alliance for Democracy.

Typical Canton enamel ware, popuiar]y known as Guﬂngmi, includes rich and giamorous
decorations. The Lingnan artists who produccd paintings on porcclain injcctcd a fresh
paintcrly stylc into the products, since tlicy transferred their eclectic, East-West stylc of
working on paper directly onto the porcelain. This style was derived directly from the
Lingnan School of painting which included both Western and Chinese elements, as well
as some clements of]apancsc styics. It won the praise of the contemporaries and these

P['OdllCtS wcere CXPOI’(Cd. HOWCVCI’, VCI'y {:CVV cxamplcs Sll['ViVCd in Mainland muscums.

4. Chen ancng, The Artistic World o/ i)%ngshm/.r/)m, Hong Kong: The Commercial Press, 2012, p-83 and p.85.
5. Guangeaiis the popular term for enameled and gilded porcelain produced in Guangzhou. The biscuits were imported from Jingdezhen while
Pain[td dCCQ]Xl[l()n were thd Pll“[ﬁd J“d ki]n'ﬁrfd a SCCOI]d time. ﬂ](“(‘ were [I]C main [}'}7C ()fi(:hlncﬂc CXP()": warcs ﬁ)r over []]IVCC I]Undl‘(‘d

years, and highly sought after in the West.



Dish with Mantises Design in Fencai Enamels
Painted by Gao Jianfu

Circa 1909

Mark of “Guangdong Bowu Shanghui Zhi"

Collection of Hong Kong Muscum of Are

Figure 11
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On display is a work by Gao Jianfu, Dish with Mantises Design in Fencai Enamels (Figure
11), which bears the mark of the Art Object Traders” Association of Guangdong. The
other, a vase paintcd with peonies in/mmi enamels (Figurc 12), has no mark, but was

probably a WOI'I( that GB.O crcatcd in thC same PCI'iOd. ¢

Vase with Peony Design
in Fencai Enamels

Circa 1909

Collection of

Hong Kong Museum of Art

Figure 12

6. Kao Mayching, ‘Gao Jianfu and Modern Chinese Ceramic Industry’ published in Wong Wingyin, Wendy (ed.), Foorsteps of the Master:
In Commemoration of the 120th Birthday of Gao Jianfu, (Hong Kong: Farcast Culture & Arts Exchange Centre, 2000), pp. 26-35.



Apart from the two early works of painted porcelain described above, the rest of the
porcclain wares on display in this exhibition were paintcd l)y Chao and Yang in the Yuet
Tung China Works in Hong Kong. Some of the works were presented as gifts to the
manager of the Works, Tso Wing-shui, whilc others were kept by the artists. The Yuer
Tung China Works was founded in Guangzhou by Tso Lu-song, father of Tso Wing-shui, in
the carly Republican period (turn of the 20th century). The white porcelain bodies were
importcd from Jiangxi Province and hand-paintcd in Guangzhou for sale to the affluent
locals and for export. Threatened by political instability, Tso Lu-song moved to Hong
Kong in 1928 with his team of skilled decorators and established the first ceramic factory
on Kak Hang Tsun Road in Kowloon City. After relocating a number of times during the
Sino-Japanese War, the factory finally moved to Kowloon Bay Industrial Centre, its current
address. In the 1960s and 1970s, many workshops producing ceramics mushroomed in
Hong Kong duc to the high demand. The 1980s and 1990s saw the height of the industry,
when royalty and large familics from overseas came to Hong Kong to order tableware with

tl1Cil' names or cmblems.

Tso \‘(/ing—shui, the second generation manager of the Works, originally worked in the rice
trade in (}uangzhou prior to 1954. He was a generous man and organiscd gathcrings for a
cultured circle, making friends with artists who later became very famous. When he came
to Hong Kong to attend to the business of the Yuet Tung China Works, he was frcqucntly
in communication with C. K. Tang’s Dcpartment Store in Singaporc; this led to his mal(ing
friends with artists there and the start of his collection of their arr, many being presents to

him.

Chao and Yang made their acquaintancc with Tso during this pcriod, and it was at this
time that the Yuet Tung factory had to be relocated, on the slope of Tai Wo Ping on Lung
Chcung Road in Shum Shui Po. The two artists would bring their students there to paint
on porcclain. Tso said that he reserved 12-inch porcelain dishes and rcctangular plaqucs
imported from Japan for them to paint, rather than the more commonly used porcelain
from Jiangxi Province. These white Japanese porcelain wares of the 1960s and 1970s were
produced in Nagoya, and the white ware carricd a greyish tinge. After firing, the porcelain
became very hard and of such a fine texture that it would clink when tappcd. Tso Wing»
shui’s son, Tso Chi—hung, succeeded him as the third generation manager. The latter recalls

sceing Chao painting on porcclain at the Works:

38



‘Chao tested ﬂfew times, and he understood that the g/oﬁ)/ mrfﬂw 0/)175 pm’ft’/ﬂiﬂ is non-
absorbent, and that the colour enamels with certain water content would flow on the surface
of the dish. On mastering the characteristics ofl/ﬂe colour enamels, he was soon painting on the
dishes. He used a /ﬂrge brush with black to outline the branches, and the ‘water and ])owder
infusion technique’ to make gradations, using a goat-hair brush saturated with water ro achieve
cﬁé’m ofwmh in the blank areas, and a ﬁne wa&f—hm’r brush to paint ﬁne details such as ﬂmwrs
(voses), magpie, beetle, praying mantis, cicada, lychee and pomegranate in rich colours. When
the painting was com])/etm’, he umﬂ//)/ sz'gnm’ his name in ink, and drew in the seal mark using
red pigment. Students and frimds who came with him would urge hin to do a painting fr)r them
and inscribe their names on each qf the works. Chao would keep some gooa' ones for /ﬂz’mse{/{ and

. . g Lo/
L’ﬂfb time é’f wou/dgwe one ortwo to my/ﬂlhﬁ” as a sonventr.

Exhibits The Scent of Peony (Figure 13), Pomegranate (Figure 14), Mantis and Cicada in

Autumn are examplcs of works that Chao gave to Tso Wing—shui and his wife as souvenirs.

The Scent of Peony
Painted by Chao Shao-an
Not dated

Dish, enamels on porcelain
Diam 31.2¢m

Collection of

Hong Kong Heritage Museum

Figure 13

7. Tso Chi Hung, ‘A Concise History of Enameled Wares in H(»ng Kong s pub]is]wd in Guangd()ng Folk Arts Museum, A Cmtm’}/ afClmnge -
Guangeai wares since the 19th century from Guangdong, Hong Kong and Macao (Guangzhou: Lingnan Meishu Chubanshe, 2008), pp. 36-37.



Pomegranate

Painted by Chao Shao-an

1970

Dish, enamels on porcelain

Diam 31.2em ; H2.8cm

Collection of Hong Kong Heritage Museum

Figure 14
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‘When Yang came to paint for the first time, he was not accustomed to the runniness of the
g

pigments on the porcelain. Afier several attempts, he came to understand the method. First, he

painted a bamboo leaf in red, and then added a black beedle. It took only a few brushstrokes, but

it hﬂ//l’ﬂ ﬂéllbﬂ"ﬂ/ ﬂppﬁﬂ/. T}h’fl, l})l’i’f were a ﬂ%mbt’}" ofp/ﬂquc’; ﬂﬂa’ VOMﬂd di.s'})f& ZI/}JZ[}J were

Joint works of the two masters. Yang would usually depict the branches and flowers in outlines,

while Chao would add the insects and inscriptions. These rare works are mo;t/)/ in private
collections. Currently two works are displayed in the Hong Kong Heritage Museum, inside the
Chao Shao-an Gallery, and these are replicas of two works in 1962. The originals are in the
Yuet Tung China Works'. !

Examples of joint works of Chao and Yang include Zusect in Moonlight (Figure 15), Cicada
and Bamboo and Bamboo and Insect, while Red Bamboo is painted by Yang and inscribed by
Chao. In addition, Yang made gifts of his paintcd porcclain dishes to Chao Shao-an and his
wife, including Prawn, Two Goldfishes (Figure 16)and Fish. These works have been kept in

the Chao family collection all these years, a testament to their dccp fricndship.

Insectin Moonlight

Painted by Chao Shao-an and Yang Shanshen
Not dated

Dish, enamels on porcelain

Diam 31.2cm ; H 3.5cm

Collection ofHong Kong Heritage Museum

8. Tso Chi Hung, ‘A Concise History of Enameled Whares in H(mg K(mg s pul’)]ishcd in Gu.\ngdnng Folk Arts Museum, A Cem‘m:y ({f’C}mng{ -
Guangeai wares since the 19th century from Guangdong, Hong Kong and Macao (Guangzhou: Lingnan Meishu Chubanshe, 2008), p. 37.
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Two Goldfishes
Painted by Yang Shanshen
1963

Dish, enamels on porcclain
Diam 30.8cm ; H 3.4cm

Private Collection

Figure 16



Mr Tso Chi-hung further described the activities of Chao and Yang thus:

‘Professor Chao came to paint on

porce/ain every two to three years, very
often together with Yang. Master Yang
also visited every two years. He would
walk up the hill, bringing his students
and practicing bis painting on porcelain.
Yang usm//)/ gave all his works to
students ﬂndﬁz‘mds, and hﬂm’/y ke]zt
any for himself: His works in his later
artistic pfriod included go/dﬁ;lze;,
Sflowers and calligraphy written in small
characters. His students’ fkuouritﬁ was
a rooster in white feathers in thel 980s.
His painting made use 0/3‘})6 negative
space of the dish as the fluffy feathers
of the rooster. With a ﬁw strokes ofrm’
for the comb, black for the feet, round
eyes and the poimm’ beak, the white
rooster comes alive. Sadly, there were no
plzotogmphs to record these works, and
it’s all in my memory. The majority of
Yﬂng} works were sz’mp/e and concise
compositions but very effective. ’ (Figure
17-19)

cadl il
(Figure 17) Chao Shao-an (Figure 18) Yang Shanshen

painting at Yuet Tung China painting at the present Yuet

Works in October, 1985 Tung China Works in 2003

(Figure 19) Tso Wing-shui visiting Yang Shanshenss studio in

1990s. (Images of Figure 17-19 provided by Tso Chi-hung of

Yuet Tung China Works)

9. Tso Chi Hung, ‘A Concise History of Enameled Wares in Hong Kong, published in Guangdong Folk Arts Museum, A Century of Change

- Guangeai wares since the 19th century from Guangdong, Hong Kong and Macao (Guangzhou: Lingnan Mcishu Chubanshe, 2008), p. 37.
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Rooster (Figure 20) is onc of the souvenirs that Yang gave to Chaos it is depicted with
ared comb, white feathers and a black tail. It is an example of those swift and concise
compositions that Tso described as very effective. Other porcelain works include
Dragonflies in the Grass (Figure 21)and The Court Lady, which are also evidence of the

supcrl) command of line used for various subjects.

From a technical perspcctive, painting on porcclain is very different from painting on
paper. The white porcclain ground, whether dishes or brush holders, are three-dimensional
with some degrec of curvature. More importantly, they offer a glossy surface which does
not absorb water as Chinese xuan paper does. This makes it imperative that the painter
adjust the Wcight of the brushstrokes and control the amount of water when painting on
porcelain. The colour pigments used consist of minerals, silica (glass) and copper ground
down to powder form and then mixed with water. The proportion of each is determined
by a spccific formula. In painting on paper, the colour pigments are mainly derived
from plants. There is also a difference in the application of the colours. In painting ona
porcclain surface, the colours cannot overlap. The thickness of pigment matters greatly:
if it is applied too thinly, it will peel off after firing; and if it is applied too thickly, it will

crackle when fired.

Rooster

Painted by Yang Shanshen
Not dated

Dish, enamels on porcelain

Diam 30.5cm ; H 3.4cm

Private Collection

2
Eﬁ
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Figure 20



These works were cntircly different in subjcct and in stylc from the usual Guzwgmi
Canton enamel ware produced by the Works. Those traditional products employed rich
colours and gilding and were dcnscly packed with decorative designs to give the sense
of glamorous beauty. They incorporated subjects from historical episodes and popular
customs. The decorative motifs were often dcnscly packcd, such as 4 Hundred Butlerﬂl'e.\‘
around a Flower, Dragon and Phoenix and the All Birds Design. In contrast, the porcelain
wares paintcd by Chao and Yang were pure works of artistic expression, with subjccts such
as birds, flowers, animals, other creatures and historical Figurcs. The style was similar to ink
paintings on paper; being sparse and spacious, thcy were created for artistic appreciation

rather than any functional purpose.

Dragonflies in the Grass

Painted by Yang Shanshen

Not dated

Fan-shaped plaque, enamels on porcelain

L 26cm ; W45.6cm ; H2.5cm

Collection ofHong Kong Heritage Museum

Figure 21
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