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The word “porcelain” does not capture the nuance and complexity inherent to the 

material and the history of high-fired white ceramics in China that began over a 

millennium ago. In Euroamerica, the contemporary concept of porcelain is often a 

manifestation of ideas circulated long ago by kings, mystics, pseudo-scientists, and 

consumers of foreign goods. The variety of influences has resulted in the concept of 

porcelain as we know it today, a concept whose definition often seems clear in the 

abstract, but becomes progressively more difficult when investigating the topic in depth. 

However, the concept of porcelain is important to cultural histories, both local and global, 

and the term has been employed in scientific, cultural, and artistic contexts across the 

world for centuries. As a result, the concept of porcelain has been complicated over time. 

The English word “porcelain” can be traced to the Italian “porcellana,” which 

originally denoted products made from seashells and was first used by Marco Polo when 

describing ceramics he encountered in China.1 At the time the first Chinese porcelain 

arrived to Europe in the 14th century, Europeans suggested that porcelain and stoneware 

were fundamentally different materials. Rather than ceramists, it was alchemists and 

writers of legends who explained the substance.2 Numerous fanciful explanations arose, 

including suggestions that it was a type of stone, a liquid that solidified underground, or 

the result of mixing crushed sea shells with water and burying the object for 100 years.3 

The close relation between the qualities of porcelain and those of the legendary pinnacle 

                                                
1 Erin J. Campbell, “Balancing Act: Andrea Brustolon’s ‘La Forza’ and the Display of Imported Porcelain 
in Eighteenth-Century Venice,” in The Cultural Aesthetics of Eighteenth-Century Porcelain, ed. Alden 
Cavenaugh and Michael E. Yonan (Farnham, Surrey: Ashgate Publishing Company, 2010), 113. 
2 Ibid., 111. 
3 Ibid. 
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of alchemy, the “philosopher’s stone,” is worth acknowledging. Like porcelain, the 

chiefly recognizable qualities of the stone are described as “white, pure, hard, and 

incorruptible.”4 Given superstitions in Europe at the time, these explanations do not seem 

farfetched. However, the foundation for porcelain in Europe is entirely different than the 

material’s Chinese history and has created lasting difficulty for contemporary ceramists, 

scholars, and consumers who hope to understand the material’s entire history. 

An additional layer of complexity exists when one accounts for the numerous 

demographics who use the term “porcelain.” The word has been employed in the spheres 

of aesthetics, science, and culture for centuries, with each group deploying the term based 

upon different qualities. Contemporary makers may value the physical properties of the 

material whereas scientists reserve the term “porcelain” for clay bodies of specific 

composition and vitrification. Additionally, as outlining the history of porcelain in China 

will demonstrate, porcelain objects were often not acquired for their intrinsic qualities, 

but rather their aesthetic channeling of other materials such as silver and jade.  

The Chinese language also reflects the difficulty in distinguishing porcelain from 

stoneware in that the language makes no distinction between the two. In China, the 

closest equivalent to “porcelain” is báicí白瓷, literally “white high-fired wares.” But 

there is much confusion regarding translation, as many objects one would think to be 

“porcelain” are described in Chinese sources as only cí, or high-fired wares, denoting 

porcelain or stoneware. This fluidity of language is echoed by the numerous artistic and 

cultural oscillations between porcelain and stoneware throughout Chinese history. 

                                                
4 Glenn Adamson, “Rethinking the Arcanum: Porcelain, Secrecy, and the Eighteenth-Century Culture of 
Invention,” in The Cultural Aesthetics of Eighteenth-Century Porcelain, ed. Alden Cavenaugh and Michael 
E. Yonan (Farnham, Surrey: Ashgate Publishing Company, 2010), 23-24. 



 5 

This essay will clear the murky waters enveloping porcelain and bái cí by tracing 

its earliest history in China, where it was first produced. Returning to the source of the 

porcelain phenomenon will clearly articulate the history and nature of the material as it 

was initially produced, which has significant implications for both early European 

conceptions of porcelain and contemporary perspectives. The first step in this process 

will be naming the beliefs Euromericans must cast aside in order to reform porcelain 

histories into a more global one.  

It is important that we do away with conceptualizing porcelain as a solely 

engineered material. Though porcelain was successfully synthesized from raw materials 

in 18th century Germany, porcelain and proto-porcelain clay bodies exist naturally 

throughout China. The importance of reconsidering this history lies in examining the 

function of varied material composition in natural clay deposits. Natural Chinese deposits 

contain impurities and imperfect ratios that affected the qualities of historical porcelains 

in much more nuanced ways than the contemporary practice of combining calculated 

percentages of various materials to create anticipated results. These material properties 

directly impacted the reception of Chinese porcelain vessels and must be accounted for. 

We must also realize that porcelain did not attain a visual language unique 

amongst other mediums of material culture until centuries after its discovery. The slow 

refinement of porcelain’s aesthetic and material qualities never afforded it the shock 

factor that Chinese porcelain had in 14th century Europe. Rather, white clay was just one 

of many materials at the disposal of Chinese craftsmen, who often utilized its 

accessibility and inexpensive production costs to replicate more valuable materials. 

While porcelain’s unique visual language and inherent value is demonstrated in European 
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history, that language arose in China after centuries of material refinement and shifting 

cultural tastes. 

 Taken together, material, cultural, and aesthetic analyses establish Shufu ware of 

the early Yuan dynasty as the first to be formulated, produced, and acquired according to 

qualities inherent to the material. Shufu ware is brilliant white porcelain made in 

Jingdezhen, but exported widely across the world. In this study, I will follow porcelain’s 

progression from its initial industrial phase in the Tang dynasty (618-907), through its 

associations with bronze and jade in the Song (960-1279), and finally to the 

circumstances that enabled artisans in Jingdezhen to develop experimental aesthetics in 

the early Yuan (1271-1368). 

As the conceptualization of porcelain exists simultaneously within the spheres of 

science, culture, and aesthetics the discourse of porcelain must apply to all three 

disciplines. These three areas of human interest rarely align with one another, and the use 

of the term porcelain in each is based upon different understandings of the material. Put 

simply, scientists have materials; consumer culture has products; and artists have 

mediums. Often, the existing literature aims to satisfy only part of this multifaceted issue. 

Nigel Wood’s text Chinese Glazes, for example, discusses the chemical composition of 

historical Chinese ceramics and also makes some reference to the material’s workability. 

Industrial porcelain definitions are based solely upon minute chemical variances as they 

pertain to manufacturing. Cultural definitions take no interest in the underlying chemistry, 

but rather tend to focus on aesthetics and context. As such, these definitions are 

inadequate for this essay, which aims to encompass porcelain’s earliest histories with 

special attention to discerning the material’s earliest emergence in China.  



 7 

While cultural and aesthetic dimensions of porcelain are critically important to 

analyze, as I will do in this essay, the definition of the term porcelain itself is scientific. 

To avoid the confusion inherent to aesthetically or culturally based definitions, I have 

chosen to rely heavily upon scientific designations because the underlying empirical data 

is the most objective means available. My contention that porcelain is multifaceted 

implies the need for scientific, cultural, and aesthetic definitions. However, the current 

difficulty in establishing consistent interdisciplinary and intercultural standards exists 

because there are multiple definitions. I propose that a single definition be generated, 

based primarily on scientifically measurable criteria, so as to eliminate the purely 

subjective standards of culture and aesthetics.  

Porcelain must be defined scientifically, but its histories analyzed according to 

cultural and aesthetic standards that aim to demonstrate a clear conception of the material 

as of unique value within material culture. It seems as though porcelain has always has a 

distinct visual language in Europe. However, these cultural and aesthetic standards of 

judging porcelain become immensely important when analyzing historical Chinese 

porcelain vessels, as they were formally and conceptually subservient to other mediums 

of material culture for centuries. Shufu ware is the first porcelain that demonstrates a 

porcelain-specific aesthetic, unique within the broader context of contemporaneous 

material culture, rather than relying on existing cultural and material associations. 

 

Defining the Material 

As the term “porcelain” is employed in multiple professional disciplines with 

different connotations, the term has become untenably complex. As a result of classifying 
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porcelain as a synthesized material, contemporary professionals have yet to come to a 

consensus on early Chinese ceramics as they are made from minimally processed natural 

clay deposits.5 As such, it is more accurate to say that porcelain was discovered in China, 

rather than invented.6 Of course, the nature of geological deposits of porcelain is that 

their composition is varied, depending on the environmental conditions specific to each 

region. Thus, the fundamental differences in Chinese porcelains can be attributed to the 

fact that the clay deposits in different regions of China are compositionally different 

because they were formed as separate landmasses that were subsequently joined some 

260 million years ago.7 These minute differences have led some scholars to suggest that 

proto-porcelains were produced as early as the Shang dynasty, while materials scientists 

contend that true porcelain did not emerge in China until the Northern Song dynasty.8  

Though perhaps far afield from the usual social purview of art historians, 

compositional analysis is crucial to understanding ceramics history because, unlike many 

other historical materials, clay can be composed of an infinitely varied ratio of materials. 

Scholars have avoided identifying the first porcelains with specificity because, as Regina 

Krahl states in her essay “White Wares of Northern China,” ceramic objects that qualify 

as “porcelain” are difficult to determine with certitude, as the term’s usage does not hinge 

upon the complex chemistry that differentiates porcelain from stoneware.9  

                                                
5 William M. Carty, personal communication, April 26, 2019 and Nigel Wood, Chinese Glazes: Their 
Origins, Chemistry, and Recreation (Philadelphia: University of Pennsylvania Press, 2011). Carty agrees 
with the majority of Wood’s data. However, the two hold different positions on the specifics of how to 
differentiate early Chinese porcelain from white stoneware. 
6 Wood, Chinese Glazes, 94. 
7 Ibid., 91. 
8 Regina Krahl, “White Wares of Northern China,” in Shipwrecked: Tang Treasures and Monsoon Winds, 
ed.  Regina Krahl, John Guy, J. Keith Wilson, and Julian Raby (Washington D.C.: Smithsonian Books, 
2011), 201 and Carty, personal communication, April 26, 2019. Krahl cites Nigel Wood’s designation 
while Carty’s determination is based on different criteria. 
9 Krahl, “White Wares,” 202. 
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For this text, I define porcelain based upon the following characteristics. 

Porcelain is a white, sometimes translucent ceramic composed of relatively high purity 

raw materials of a fine grain size. Porcelain is generally a triaxial blend of kaolinitic clay, 

feldspar, and quartz. These materials must be present within the necessary ratios to 

produce a dense, non-porous ceramic. Both primary and secondary clay deposits can be 

used, with the latter often creating a more plastic, and therefore workable material. The 

clay is subsequently fired to between 1250°C and 1450°C and yields a hard, dense 

material, with early porcelain typically fired to between 1250°C and 1300°C. The fired 

body is composed of glass, (un-reacted or residual) quartz, mullite, and a very small 

amount of closed porosity.10  

Though up for debate, the principle material factor in defining porcelain is the 

presence of a feldspathic flux based on the stability it provides during the firing process. 

The various fluxes in porcelain determine how the system matures during the firing 

process. For example, calcium based fluxes such as alabaster (gypsum) underpinned the 

Medici workshops’ “soft paste” porcelain of the late-16thcentury in Italy.11 The creation 

of glass during the soft paste firing process happens rapidly within a short temperature 

window, which creates an unstable ceramic prone to distorting and slumping.12 Feldspar 

(an igneous rock containing a crystalline sodium/potassium alumino-silicate that can 

sometimes contain calcium feldspar) creates glass in the system across a wide 

temperature window, allowing for a dense material constructed over time during firing. 

Current scientific definitions of porcelain have identified many fluxes, mainly alkali or 

                                                
10 Carty, personal communication, April 26, 2019. The scientific information in this definition was 
provided and verified by Dr. Carty. However, the above combination of material characteristics are  my 
determination. 
11 Adamson, “Arcanum,” 21. 
12 Carty, personal communication, April 26, 2019. 
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alkaline earth oxides, however feldspar is one of the earliest and most stable, in addition 

to being found naturally in Jingdezhen.13 

According to the above definition, it is not until the Northern Song dynasty that 

we see true porcelains emerge. Whiteware had been produced previously, and some often 

classify under less restrictive definitions of porcelain. However, many of these ceramics 

are of insufficient material quality, in terms of porosity and density. For the purposes of 

this essay, I will include these still-debated wares, but refer to them as white stoneware or 

proto-porcelain. 

 

Tang Dynasty: The Refinement of Natural Proto-porcelain  

I argue that the Tang dynasty should be considered as the prelude to the 

development of a fully vitrified porcelain in the Song. Reflecting on the whiteware from 

the Tang dynasty clearly demonstrates that they were not chemically porcelain, nor were 

they produced with unique aesthetics. Rather, the natural clay deposits in north China are 

of insufficient purity and composition to produce  fully vitrified porcelain. Additionally, 

the cultural value of metalwork precluded whiteware from developing a distinct visual 

and conceptual aesthetic.  

I contend that science should be the principal method of analyzing the earliest 

continuously produced white stoneware from the Tang dynasty. Though the cultural 

influence of metalwork techniques and standards on early proto-porcelain production 

explains the aesthetics of the first true porcelains which emerged in the Song dynasty, I 

think it is most important to challenge Nigel Wood’s determination that Tang whiteware 

qualify as porcelain based on its chemistry. Though I disagree with the conclusions he 
                                                

13 Ibid.  
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draws from his data, the measurements in his text are useful, and much of English 

language contemporary scholarship on early Chinese porcelain is based upon his research. 

While his chemical analysis of northern Chinese whiteware bodies reveals the necessary 

components of potassium and sodium, they do not exist in high enough quantities to fully 

mature the ceramic into low-porosity, dense porcelain. Porcelain bodies require 

approximately 3% flux content, measured in the chemistry by the total content of 

potassium and sodium.14 Therefore it is more accurate to say experiments performed with 

this clay by potters in northern China resulted in white stoneware beginning as early as 

the late Shang dynasty (circa 1600-circa 1050 BCE).15 However, for various technical 

and cultural reasons, white stoneware did not find a discernable, receptive audience until 

the Tang dynasty at which point it was commercialized and produced continuously.16 

Despite not being true porcelain, Tang white stoneware remains valuable to the 

history of porcelain because its aesthetic influences foreshadow the direct relationship 

between silver and true porcelain in the Song dynasty. The broadly sweeping 

multiculturalism which characterized the Tang directly influenced the development of 

ceramics, as Tang period Persian pottery has been recovered from the port city of 

Yangzhou and Iranian silver has been recovered from Tang era tombs.17 Though not the 

first emperor of the Tang, Taizong (598-649, ruled 626-649) ushered in an era of peace 

that lasted for over a century. By the time of Taizong’s death in 649, the empire had 

                                                
14 Carty, personal communication, May 4, 2019. These numbers are an approximation that is generally true, 
but has a caveat regarding Anorthite, a calcium feldspar likely used to flux Ding ware. In the case of Ding 
ware, the calcium (CaO) content can be substituted for sodium (Na2O) in the flux calculation. 
15 Krahl, “White Wares,” 201. 
16 Ibid. 
17 Sullivan, Arts of China, 133 and Prudence Harper, “An Iranian Silver Vessel from the Tomb of Emperor 
Feng Hetu,” Bulletin of the Asia Institute New Series 4 (1990): 51. 
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solidified control over the central Asian kingdoms of Kucha and Khotan, integrating 

central Asian and Chinese material cultures.18  

The hybridization of Chinese and Central Asian cultures had a major influence on 

the ceramics economy, a privileging of Central Asian silver and gold objects by the 

Chinese elite chief among them.19 As Chinese art historian Zhang Xiaoyan recounts in his 

essay analyzing the similarities between Tang dynasty gold and silver cosmetic boxes and 

Sogdian metal versions, Chinese craftsmen closely studied and replicated Central Asian 

examples. Tang cosmetic boxes display fine metalworking techniques such as riveting, 

incising, and gilding.20 As Zhang’s analysis indicates, Chinese metal products came to 

closely replicate central Asian precedents, as evidenced by the discovery of the Hejiacun 

hoard of Chinese and Persian gold and silver from the mid eighth century.21 However, 

metal objects were rare and often too expensive to be within the reach of average 

citizens.22 Thus, the earthenware funerary ceramics industry, responsible for sancai (tri-

colored) figures, utilitarian wares, and decorative vessels, took up the task of replicating 

many of these foreign metal forms in ceramic.23 

Proto-porcelain was first commercialized in this period and was integrated into 

the rapidly evolving funerary furnishing industry. The dramatic increase in the popular 

use of tomb furnishings in the Tang dynasty was the result of the continuing development 

                                                
18 Michael Sullivan, Arts of China, (Los Angeles: University of California Press, 2008), 133. 
19 Jessica Rawson, “Central Asian Silver and Its Influence on Chinese Ceramics,” Bulletin of the Asia 
Institute, New Series 5 (1991): 139. 
20 Zhang Xiaoyan, “Manufacturing Process of Gold and Silver Cosmetic Box in Tang Dynasty,” Journal of 
Fashion Design and Engineering (2015): 17-22. 
21 Sullivan, Arts of China, 151. 
22 Jill J. Deupi, Ive Covaci, and Leopold Swergold, Immortality of the Spirit: Chinese Funerary Art from 
the Han and Tang Dynasties Exhibition Catalogue," (Bellarmine Museum of Art 
 2012): 15.  
https://digitalcommons.fairfield.edu/cgi/viewcontent.cgi?article=1000&context=immortality_ephemera 
23 Ibid. 
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of funerary rituals in China. Earlier Chinese tombs, predating the Han dynasty, consist 

mainly of casket graves.24 Those simple internment environments were replaced over 

time by multi-chambers tombs of increasing complexity. As rituals became increasingly 

involved, the furnishings placed inside became signifiers of the wealth and status of the 

deceased and their family.25 As a consequence, silver works were in high demand but low 

supply. By the resplendent Tang dynasty, as Jill Deupi, Ive Covaci, and Leopold 

Swergold write, “matters seem to have spiraled out of control, spurring the emperors to 

issue sumptuary laws that restricted the types, sizes, and number of grave goods one 

could have according to his or her rank and status. Modern excavations, however, suggest 

that such laws frequently were flouted.”26 As a result, abundant funerary hoards, many 

furnished like dwellings with ceramic copies of precious goods, were common.  

Sancai ware monopolized the Tang ceramics economy, and the associated cultural 

framework served as the backdrop for the first industrial production of porcelain. The 

ceramics economy in the Tang dynasty was diverse, but consisted largely of sancai ware 

produced for funerary and architectural contexts.27 Although sancai ware was produced 

across China, its production was concentrated in the north and the kilns at Gongxian, in 

Henan province, industrialized their production far beyond the others.28 As such, potters 

at Gongxian were accustomed to replicating precious metal objects in clay. The history of 

taking inspiration from gold and silver objects set up a direct association between white 

stoneware and silver when potters at the northern Chinese Xing and Gongxian kilns left 
                                                

24 Wu Hung, The Wu Liang Shrine: The Ideology of Early Chinese Pictorial Art (Stanford, CA: Stanford 
Univ. Press, 1992), 33. 
25 Deupi et al, “Immortality of the Spirit,” 3. 
26 Ibid. 
27 Rawson, “Central Asian Silver,” 140. 
28 Hseih Ming-liang, “White Ware with Green Décor,” in Shipwrecked: Tang Treasures and Monsoon 
Winds, ed. by Regina Krahl, John Guy, J. Keith Wilson, and Julian Raby (Washington D.C.: Smithsonian 
Books, 2011), 167. 
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sancai in favor of white monochrome and copper-green splash glazed ceramics in the 8th 

century.29  

Evidence of the popularity of these white and green glazed proto-porcelains has 

been recovered from merchant vessel shipwrecks. Among the artifacts recovered from the 

Belitung shipwreck, a 9th century Arabian merchant vessel carrying tens of thousands of 

ceramic objects which sunk off the coast of Indonesia, are sets of monochrome proto-

porcelain wine cups and dishes [Fig. 1]  and green splashed ceramics [Fig. 2] made at the 

Xing and Gongxian kilns, respectively. The whiteware have simple and unadorned 

surfaces suggesting their makers had a preference for purity and understated elegance of 

form, while the green ware often copy the form and relief decoration of metal works and 

incorporate Persian motifs [Fig. 3]. The lobes echo the rhythmic partitioning of sheet 

metal dishes while the lozenge motif is taken from Iraqi tin glazed cobalt ware.30 A 

comparison of three cups—one gold, one white ware, and one green-splashed ware [Fig. 

4]—demonstrates direct transfer of metalwork aesthetics to clay. The white stoneware 

example is the simplest in form and decoration, foregoing the relief decoration found on 

the gold example and the handle of the green-splashed ware cup. Though it is possible the 

white stoneware cup is simple in decoration so as to foreground the white clay body, it is 

equally possible that whiteware was considered the standard and the green-splashed 

vessels were glazed with color to embellish them. Analysis of these choices reveals Tang 

artisans’ attention to material quality and foregrounding pure clays in the aesthetics of 

finished objects. 

                                                
29 Ibid., 206-207. 
30 Li Baoping, Chen Yuh-shiow, and Nigel Wood, “Chemical Fingerprinting: Tracing the Origins of the 
Green-Splashed White Ware,” in Shipwrecked: Tang Treasures and Monsoon Winds, ed.  Regina Krahl, 
John Guy, J. Keith Wilson, and Julian Raby (Washington D.C.: Smithsonian Books, 2011), 181. 
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An analysis of the recovered examples reveals that these Gongxian stoneware 

were of poorer quality, both in material and craftsmanship, than those made a short 

distance north at the Xing kilns.31 Regina Krahl has speculated that these were glazed 

with green splashes and draw so heavily upon metalwork because the off-white 

stoneware was too unsightly if left bare.32 The impure clay used at Gongxian resulted in a 

coarse gray or off-white color, necessitating a white slip to imitate the more refined Xing 

ware created to the north.33 Even still, the white stoneware of Gongxian reveal its 

inferiority in the thickly potted forms, incomplete application of slip, and yellow-tinged 

clear glaze that had a strong proclivity for crazing.34 Regina Krahl has asserted that the 

similarities between Xing and Gongxian monochromes prompted the application of 

colored glaze at Gongxian to escape the comparison to Xing ware and compensate for the 

unrefined details.35 

I contend that north Chinese proto-porcelain potters’ imitation of silver was 

facilitated immensely by the high alumina and low-flux composition of northern Chinese 

clay deposits and the nature of the firing processes. The opacity of the clay established a 

visual relationship to the opacity of silver, rather than a translucent material like jade. The 

chemistry of the proto-porcelain bodies confirms these qualities. The alumina and flux 

content of the clay are the primary determining factors for translucence. In an analysis 

performed by Nigel Wood, Gongxian and Xing proto-porcelains had 37% and 32% 

alumina, respectively.36 Additionally, northern Chinese white stoneware could not 

                                                
31 Krahl, “White Wares,” 206. 
32 Ibid., 207. 
33 Ibid., 206 
34 Ibid. 
35 Ibid., 207. 
36 Wood, Chinese Glazes, 81 and 98. 
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chemically achieve full vitrification, which directly contributes to translucence. As a 

result of their natural compositions, the whiteware bodies lack flux elements in sufficient 

quantities to fully vitrify the ceramic system during firing. Vitrified porcelains contain 

approximately three percent potassium/sodium, whereas Wood’s chemistry reveals .95% 

to 2% (see table 1). At these percentages, the finished porcelains would be opaque except 

in the rarest of circumstances. However, the relative purity of the clay deposits created an 

off-white ceramic with a visual similarity to the surface of silverwork.  

The high-fire whitewares of north China demonstrate a wide range of quality 

based upon the natural mechanisms that deposited the clays. These whitewares are 

entirely different from the process of creating porcelain in 18th century Saxony. Rather 

than being produced from primary kaolin (a white clay produced as the result of natural 

weathering of feldspar) and mined at the source, north Chinese kaolin was washed 

downstream from high mountains as “cloudy suspensions” where it eventually settled 

amongst carboniferous mudflats.37 This transfer of the kaolin from its primary deposit 

fundamentally changed the chemistry, preventing a natural true porcelain.  

Nigel Wood has argued that these Tang wares contain flux based upon the 

identification of potassium and sodium in the chemistry.38 His analysis of these elements 

as feldspathic in origin would be typical in a carefully engineered ceramic body rather 

than a naturally occurring deposit, as the northern Chinese white clays were. William M. 

Carty has speculated that the potassium is more likely a product of illite impurities.39 

Illite is a non-feldspathic source of potassium common to secondary clay deposits 

characterized by poor drainage, such as the mudflats home to northern white stoneware 

                                                
37 Ibid., 94. 
38 Ibid., 99. 
39 Carty, personal communication, April 26, 2019. 



 17 

clays.40 The early Chinese proto-porcelain clays were also subjected to minimal 

refinement and tinkering, and were essentially used in their raw state.41  

Chinese proto-porcelain became closely linked with silver objects as artisans 

refined their techniques and materials. In the late Tang, the Ding kilns, just north in Hebei 

province, rose to prominence.42 By the beginning of the Song dynasty, the Ding kilns had 

eclipsed their competition and became the first producers of true porcelain in north 

China.43 

 

Song Dynasty: The Influence of Court Culture on the Development of Porcelain  

The intercultural dynamics that steered the path of proto-porcelain in the Tang 

evaporated with the dissolution of the empire. After the feudal states of the Five 

Dynasties period were consolidated once again, in 959 the founding emperor of the Song, 

Zhao Kuangyuan, chose modern Kaifeng as the place for his new court. Emperor Zhao 

faced considerable difficulty to the north, where the Qidan, Jurchen, and Mongol peoples 

maintained control of their territories, as did the Tibetan Tangut peoples in the 

northwest.44 As such, the overland Silk Road was closed in the Song dynasty.45 

As the Song court was not the wealthiest or most influential consumer of 

porcelain, we must look to broader influences to understand Song porcelain. As Mary 

Tregear states, the many classes of Song society had different uses for ceramics, and thus 

                                                
40 H. van Olphen, Clay Colloid Chemistry: For Clay Technologists, Geologists, and Soil Scientists, 2nd ed. 
(Malabar, FL: Krieger Publishing Company, 1991), 68-69. 
41 Wood, Chinese Glazes, 94. 
42 Krahl, “White Wares,” 202. 
43 Ibid. 
44 Sullivan, Arts of China, 165. 
45 Adrian Joseph, “The Mongol Influence on Blue-and-White Porcelain,” in Jingdezhen Wares: the Yuan 
Evolution, ed. by Hin-cheung Lovell (Hong Kong: South China Printing Co., 1984), 45. 



 18 

different preferences.46 The court preferred Ding ware because it so closely aligned with 

the imperial search for perfection. The refinement of Ding ceramics, coupled with their 

resemblance to silver objects, afforded them special status. With the exception of Tang 

dynasty Yue ware, Ding ware was the first to be used for court tribute ceremonies.47  

A bowl in the Victoria and Albert Museum [Fig. 5] demonstrates the intricate 

relief decorations traceable in origin to metalwork forms [Fig. 6]. The compositional 

layout of the bowl, a central floral scene with a patterned border, matches that of the 

silver stem cup in figure six. Additionally, the handling of the foliage, specifically the 

arabesque of undulating leaves, draws directly from silver precedents. Using the potter’s 

wheel to depress the porcelain over a rounded mold allowed for incredible detail and 

consistency, in addition to the combination of incised and thrown decorations. The multi-

tier relief on this bowl is the result of meticulous carving, whereas the rhythmic pattern of 

rounded palmettes was created by a controlled manipulation of a tool while the piece 

rotated on the wheel. Song Ding ware directly channeled silverwork while also 

incorporating motifs unique to the clay-working process. 

Ding ware is the first true chemical porcelains because they exhibit full 

vitrification with feldspathic fluxes. Nigel Wood’s chemical analysis of Ding bodies 

shows a high presence of calcium oxide (see table 2), which is likely due to the inclusion 

of Anorthite in the clay. Anorthite is a calcium feldspar that is commonly found with 

Albite, a sodium feldspar.48 In the case of Ding ware, the Anorthite’s calcium oxide can 
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be measured instead of the sodium, which would reach the 3% flux baseline when 

combined with the potassium percentage. 

Despite their unusual glaze chemistry in the Chinese context, I choose to identify 

Ding ware as the first successful, but still experimental and inconsistent, porcelain. Nigel 

Wood’s chemistry (see table 2) shows excessive levels of magnesium (MgO), which is 

quite rare in natural deposits. Dolomite is one of the few materials containing sufficient 

levels of magnesium to produce the percentages in Wood’s measurements.49 Coupled 

with the use of a calcium feldspar flux, Ding ware contain anomalous chemistry. 

However, these atypical material inclusions do not preclude full vitrification in firing.  

However, in spite of qualifying as porcelain chemically, Ding ware production 

soon went into decline and lost its favorability with the Song court, likely due to 

unwieldy metal-bound rims or iron tear stains, an unsightly glaze defect.50 The close 

formal similarities between Ding ware and Central Asian silverwork doomed the works 

as well, as cultural tastes shifted in the final phase of the Northern Song dynasty. 

Additionally, the Ding kilns, being so far north, were under constant attack from the Song 

empire’s aggressors. The kilns were attacked by the Khitans in 945 and later demolished 

completely during the Jurchen invasion of 1127.51 As a result of their slow decline, Ding 

area potters were brought to Jingdezhen to aid in developing the production techniques to 

work at scale.52 Thus, the Jingdezhen kilns took up the Ding mantle as the center of 

porcelain production.53  
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Emperor Huizong (b. 1082, r. 1100-1126), the last emperor of the Northern Song 

dynasty, hastened the decline of Ding ware because his personal tastes revived archaic 

bronze forms in the subdued style of the Song. Huizong ascended the throne amidst 

hostility from the neighboring states, prompting a turn inward which ushered in a new era 

of, as Mary Treager says, “romantic self-consciousness.”54 One of Huizong’s principle 

initiatives was a ritual reconstruction that was a continuation of the reforms his father 

(Shenzong) and brother (Zhezong) began in an effort to purge conservatives from the 

court.55 Huizong centered his reform policies upon exhumed ancient bronzes, dated to the 

Shang (1700-1027 B.C.E) and Zhou (1046-256 B.C.E.) dynasties.56 Huizong patronized 

the Ru ware kilns in Henan province as they often evoke bronze in form, color, and 

thickness.57 Crucially, Huizong’s Ru ware copies of ancient bronzes lacked the ritualistic 

animal reliefs found on the original bronzes. Ya Hwei Hsu has theorized that copying 

these motifs would have relegated Ru ware to religious contexts whereas many were 

produced for utilitarian or decorative purposes in the palace.58 As a result of Huizong’s 

revival of bronze, silver and gold fell out of favor, and therefore so did porcelain for a 

time, as the forthcoming Yaozhou, Ru, Guan, and Ge wares disguised their pale grey and 

red stoneware bodies with copious amounts of green glaze.  

The refinement of natural north Chinese white clays stopped when Jurchen armies 

attacked the capital of Kaifeng, captured Huizong and many high-ranking officials, and 

thereby ended the Northern Song dynasty in 1125. The remaining aristocracy fled south 

                                                
54 Sullivan, Arts of China, 165 and Tregear, Song Ceramics, 12. 
55 Hsu Ya-Hwei, “Antiquities, Ritual Reform, and the Shaping of New Tast at Huizong’s Court,” Arbitus 
Asiae 73, No. 1 (2013): 140. 
56 Ibid. 
57 Ibid., 173. 
58 Ibid. 



 21 

and eventually settled at Hangzhou. As a result the imperial kilns had to relocate as well, 

possibly bringing ceramists from the Ru kilns south to Hangzhou.59 Guan and Ge 

stonewares were created to replicate the Ru ware of the Northern Song, occupying the 

taste of the court for over a century.  

Huizong’s personal patronage of archaic bronzes, and ceramics which reprised 

their aesthetics, resulted in the disappearance of porcelains from the imperial court, 

relegating them to the common people. The iron-rich clay bodies and glazes of Guan 

ware resulted in deeply saturated green celadons, copiously applied in several stages with 

intermittent firings to build a dense coating.60 As a result, the purity of the clay body was 

somewhat irrelevant, leading to a reversion from porcelain to stonewares. The lack of a 

clear differentiation between porcelain and stoneware in the Chinese language illustrates 

the fluidity between the two in the Chinese context. Ding and Ru wares are both 

considered cí, though the two possess considerable differences in composition and 

material quality.  

The kilns at Jingdezhen inherited the porcelain mantle from the Northern Song 

dynasty. Soon after developing their first porcelain in the 10th century, artisans in 

Jingdezhen produced qingbai ware as a natural result of utilizing local materials. Qingbai 

ware [Fig.5] can be characterized by its icy blue celadon glaze coating a dense, but thinly 

potted and translucent porcelain. Often qingbai works are decorated with delicately 

incised lines borrowed from Ding ware, as the two were contemporary for a time.61 As 

such, qingbai ware can be understood as a derivative of the Ding tradition of following 

silver. However, as the court was preoccupied with imposing their archaic bronze 
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aesthetic upon Guan and Ge wares in the 11th and 12th centuries, qingbai ware was able to 

develop more organically based upon local materials and aesthetics. The clay in 

Jingdezhen also has a significantly higher ratio of silica to alumina than northern Chinese 

counterparts, upwards of 70% in some cases, creating a natural proclivity for 

translucence.62 As a result, the translucent icy-blue ware of Jingdezhen came to be 

associated with jade. Local Jingdezhen official Peng Ruli 彭汝砺 wrote in his poem Song 

Xu Tuntian 送许屯田 “Fuliang is well known for its porcelain, the color and luster of 

which is just like jade.”63 Fuliang is the county in Jiangxi province which encompasses 

Jingdezhen.  

Jingdezhen artisans’ considered experimentation of local materials is recorded in 

official records from the period. Taoji 陶记, written by Jiang Qi, is a detailed description 

of porcelain manufacturing processes from the late Southern Song dynasty. Though no 

specific glaze coloration is mentioned, Jiang describes the process of sintering petuntse 

and combining it with Persimmon wood ash, the essential components for celadon.64 

Additionally, Jiang refers to Jingdezhen ware as Raoyu 饶玉, meaning “jade of rao” 

which was an alternate name for the area.65  

The porcelain made during this period was a remarkably jade-like material that 

was both largely neglected by the court and consumed as folk porcelain and traded 

internationally.66 Wood’s analysis of its clay and glaze reveals their remarkably similar 
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compositions.67 The qingbai porcelain clay samples from Jingdezhen contained 

approximately 75% silica and 18% alumina, whereas the glaze samples were 

approximately 66% silica and 15% alumina.68 Exceptional to Jingdezhen qingbai glazes 

is their low titania (TiO2) content (table 3), which accentuated the blue hue of the celadon 

glaze.69 Jingdezhen is also home to a rare natural primary kaolin deposit known as 

Gaoling Shan (high ridge mountain). As kaolin is a clay produced by the natural 

weathering of feldspar, the kaolin deposit on Gaoling mountain sits atop the feldspars that 

produced it.70 Conceivably, as potters mined the kaolin clay, they inadvertently also 

collected the feldspar needed to flux the silica in the system during firing.71 

Although qingbai ware is considered true porcelain chemically, artisans and 

consumers rejected white porcelain in preference to celadons, which they associated with 

jade, revealing the continuing inability to appreciate porcelain as a unique material. 

Likewise, Ding ware was so closely associated with silverwork that it was unable to 

retain value during Huizong’s reign. As a whole, porcelains in the Song dynasty were 

subjugated to other, more valuable works of material culture by makers and consumers. 

As such, artisans and officials did not develop a unique visual language for porcelains 

and therefore they cannot be considered porcelain in cultural and aesthetic contexts. 
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Yuan Dynasty: The Emergence of Material and Process-based Aesthetics 

The multiculturalism that strongly directed the development of proto-porcelain in 

the Tang dynasty returned in the Yuan, as the Mongols toppled the Song court and 

reunited much of the Asian continent within one empire. Uncharacteristic of the Mongols, 

many of their conquered Chinese subjects had been left alive to be taxed.72 As such, 

much of the Southern Song infrastructure and aristocracy had been left alive. They 

maintained their exacting standards of restrained elegance in the face of Mongolian 

garishness. The Mongols festooned their palace with carpets, pelts, and bright decorations, 

a direct contrast to Song taste.73 The schism between the Mongol court and Song-oriented 

gentry is representational of the general feeling of uncertainty that characterized the Yuan, 

with many looking backward and others forward.74 These contrasting viewpoints are 

reflected in ceramics with archaic bronze forms butting against copper red and blue 

underglaze ceramics of inconsistent and experimental quality. 

Craftsmen were particularly valued by the Mongol court, but unlike the artisans 

working with portable materials that were brought to work in Beijing, the ceramics 

industry at Jingdezhen was managed remotely.75 The massive Mongol dominion 

incorporated a multitude of diverse peoples whose material culture was largely carefully 

preserved for the service of the court.76 The legions of craftsmen included Europeans, 

Central Asians, and Persians, in addition to Chinese.77 Of course, some materials and 

products were more coveted than others. Raw materials such as jade, gold, wood, and 
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wool were imported to the capital when possible so as to allow supervision by court 

officials.78 However, the infrastructure required for manufacturing ceramics was not 

easily transportable, thus a local office was established in Jingdezhen to represent the 

court.79 

The absence of court oversight created space for China’s elite and merchant 

classes, and potters to an extent, to shape the future of porcelain in Jingdezhen.80 This 

period of, comparatively speaking, individually-determined aesthetics and methods of 

manipulating material is the closest historical Chinese porcelain manufacture gets to art. 

The Fuliang Porcelain Bureau, established by the court in 1278, ranked lowest among 

court-supervised workshops.81 The Bureau was regulated by the Directorate General for 

Precious Metals and Jewel Artisans.82 As the remoteness and low status of the Fuliang 

bureau suggests, the court likely had greater concerns that the close regulation of 

porcelain production in Jingdezhen.83 The court waited until 1369 to establish official 

kilns in the city of Jingdezhen, likely because the heavily experimental products that 

emerged from the area in the early Yuan were too unrefined for court use.84  

Yuan dynasty ceramics are the embodiment of the tumult that characterized the 

period. Wildly diverse, the porcelains produced in the Yuan display archaism and 

experimentality, restraint and garishness, introspection and a global disposition. 

Importantly, the Yuan dynasty produced the blue and white ware that rose to international 
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prominence by the Ming. However, due to the general instability of the period and 

disregard by the court, detailed records are absent. Rather, historians have used 

circumstantial evidence to approximate the developments of the Yuan.  

Blue and white porcelain was among the experimental styles created in this period 

due to imported materials and aesthetics. Increasing international trade introduced cobalt 

to Jingdezhen once again. Overland trade was made easier once again due to Kublai 

Khan’s roadbuilding and defense projects.85 Although the exact moment and mechanism 

for the reintroduction of cobalt to China is unknown, Adrian Joseph has theorized that 

foreign merchants brought cobalt to China in the Yuan dynasty and introduced the 

material to the workforce at Jingdezhen with orders to experiment.86 Cobalt was still used 

in the Middle East for decorating tin-glazed earthenware, but Chinese ceramics remained 

a prized import because of their superior quality and hygiene. It seems inevitable that 

Persian and Arab merchants would question what the Chinese ceramists could do with 

cobalt.87 The earliest porcelain with cobalt decoration is a jar with a pagoda-shaped cover 

[Fig. 6] which was recovered from a tomb dated to 1319.88 The jar demonstrates the 

experimental style of the Yuan with its applied elephant and lion heads, attenuated tiered 

lid, and various painted motifs including scrolls, peonies, and lotus panels enclosing 

plantain leaves.89 The experimentality and unrefined quality of many early wares 

indicates that Chinese ceramists may not have been aware of the potential for their 
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cobalt-decorated products, but were clearly attempting a unique and material-based 

aesthetic.90 

In truth, cobalt ceramics were not an instant success, but rather can been seen as 

one manifestation of a period of artistic experimentation that produced a variety of 

exuberant ceramics. Contrary to the refined taste of the preceding Song dynasty, blue and 

white ware were dismissed, along with similar five-colored ware, in the official 

compendium of Chinese ceramics first published in the late 14th century, the Ge Gu Yao 

Lun 格古要论, as “very vulgar.”91 Potters in Jingdezhen also experimented with copper 

red underglaze and surface carving, beading, and openwork decoration at this time. A 

wine jar in the British Museum [Fig. 7] displays all of these elements, evoking the 

outspoken lavishness of the Yuan. It is important to acknowledge that, though blue and 

white ware seems to monopolize many historical accounts of Jingdezhen, these wares 

required significant time and experimentation to perfect. The overglaze, a lime-alkali 

glaze, is fundamentally different than the Qingbai glazes that preceded blue and white 

and more closely resembles Jingdezhen wares from the Five Dynasties (907-979) 

period.92 

While potters experimented with blue and white, brilliantly white Shufu 枢府

(“privy council”) ware [Fig. 8] had reached peak production and popularity. Unique 

among Yuan ceramics, Shufu ware possesses a unique coupling of a starkly white 

porcelain surface and domestic and international appeal. Specially formulated to produce 

a sugar-like microcrystalline surface with undissolved silica particles, these are 
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recognized as the earliest ceramics made in Jingdezhen on imperial order, likely between 

the early and the mid 14th century, around the time of Marco Polo’s journey to China.93 

The works are remarkably consistent and can be identified based on criteria recounted by 

Duncan Macintosh in his essay “Shufu Wares.” 

Shufu wares are known in three main forms. These are brushwashers or 

‘angular dishes,’ rounded dishes with a straight rim, and bowls with an 

everted rim. All these forms show the three essential Shufu characteristics: 

first moulded floral decoration which in the official wares incorporates the 

characters shu 樞 and fu 府 at approximately eight and one o’clock to each 

other; second, a small slightly convex base that forms a nipple in the 

centre and a splayed foot that has been neatly cut; third, a white or off-

white glaze known as luanbai or ‘egg white’ that is opaque and forms a 

welt at the rim and sometimes is so thick as to obscure the moulded 

decoration beneath. In order to be considered Shufu-type, vessels should 

show at least two of these characteristics.94 

Macintosh’s description is necessary to understand the diversity present within Shufu 

ware, acknowledging that some lack the inscription, but are considered to be Shufu-type. 

Non-inscribed ware also include white porcelains such as stem cups, ewers, bottles, and 

jars with applied decoration and pearl beading and figures, mostly bodhisattvas, which 

were used for Buddhist shrines and ceremonies.95 There is undoubtedly a ritual 

implication for Shufu-type ware, considering that they were favored by the Yuan court in 
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part because white was a ceremonial color for the Mongols.96 It is recorded in the Yuan 

Shi 元史 (Yuan History) that the Mongols wore plain clothing and used white vessels 

while performing the most important sacrifice to heaven.97  

Shufu and Shufu-type wares are praised in the Ge Gu Yao Lun 格古要论 for their 

refined aesthetics and official inscriptions.98 The text dates back to the early Ming 

dynasty and has been republished many times. A section establishing the standard for 

white wares states the porcelains from the “royal kilns are of the best quality. They are 

characterized by thin bodies and a satin (moist run润)surface. Some of them are plain 

and have a narrow and sharply curved waist.”99 The use of the term translated as “moist” 

is significant, as the word is most commonly associated with jade, likely denoting the 

precious quality of the porcelain. Though the this line of the text does not state which 

period it is associated with, I suspect that the description likely refers to stem cups like 

the example in the Metropolitan Museum [Fig. 9]. This cup, though uninscribed, is 

classified as Shufu-type because of the close similarities in clay body and glaze, as well 

as the presence of a floral motif.  

 The same passage by Cao Zhao continues on to name Shufu ware directly: “In the 

Yuan dynasty, ware with small feet and floral-printing were made. Ware with “Shufu” on 

the inside is expensive.”100 The inscriptions on Shufu ware extend beyond the use of shu 

and fu, but also incorporate tai 太 (great) and xi禧 (happiness), dong 东 (east) and wei 卫 
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(guard), and others that carry propitious associations.101 Scholars have determined that 

shufu refers to the Shumiyuan (Bureau of Military Affairs), and perhaps the Zhongshu 

sheng (Central Secretariat), due to the terms having been found and used interchangeably 

in the Yuan Shi.102 Whatever the specific government body shufu is meant to denote, the 

term suggests official matters, essential to the government, pertaining to the security of 

the state.103 Similarly, the term taixi likely refers to the Taixi yuan (Bureau for Imperial 

Cults), the entity responsible for overseeing imperial ceremonies and ritual practices.104 

Dongwei, though more difficult to identify, may refer to the various wei (guard) garrisons 

formed by the Yuan government for protection.105 In addition to these various official 

designations, Shufu wares were sold in commercial contexts.  

Identifying the imperial utility for Shufu ware does not prove that it was 

originally produced at imperial kilns. Indeed, the Yuan court did not establish official 

kilns in Jingdezhen until 1369.106 As such, the white porcelain and microcrystalline lime-

alkali glaze used for Shufu ware was put to use by Jingdezhen potters for other purposes. 

Furthermore, the quantity of wares sent to the court varied greatly from year to year. In 

some years the Yuan court did not receive a single piece of Jingdezhen porcelain, while 

other years saw massive orders, such as the 440,000-piece delivery in 1443.107 As the 

imperial kilns lacked the consistency in production that would warrant large scale 

industrial manufacturing capabilities, imperial kilns cooperated with commercial ones in 
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order to fill large orders, with penalties doled out for substandard products.108 Therefore, 

it is entirely reasonable that Shufu wares, though commissioned for official purposes, 

were produced and sold for the international market as well. 

Shufu ware was swept up in the extensive international trade economy of the 

Yuan dynasty. By the 14th century, both seaports and overland trade routes were ferrying 

Chinese ceramics across the world. Extensive hoards have been found internationally 

including in areas of Southeast Asia, East Africa, the Levant, Japan, and Europe.109 The 

discovery of inscribed Shufu ware outside of China’s court reveals that the official court 

designations did not mandate exclusivity. As Shufu ware is the first Chinese ceramics to 

bear script identifying them as for imperial use, the strictures placed upon later Ming and 

Qing period reign marked ceramics were not imposed. Shufu ware is certainly the oldest, 

and possibly the only, imperially commissioned ceramics to be sold openly and 

consistently at market.  

Reflecting on the progression of porcelain at Jingdezhen in the Yuan dynasty, it is 

clear that the popular reception and economic trade routes of Qingbai ware set the stage 

for the emergence of a porcelain ware valued for its essential qualities. In Shufu ware we 

see the first porcelains that meet the scientific definition, but also satisfy the cultural and 

aesthetic standards of being produced and consumed for qualities inherent to the material. 

As Nigel Wood’s analysis has proven, Shufu ware is true porcelain and uses high quality 

materials, free from impurities, in both clay and glaze. Secondly, though often covered 

with scrolling floral motifs in raised relief, the designs on Shufu ware are not consistent 

and do not echo the intricacy of silver or Ding ware. And finally, the sugary white 
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surfaces of Shufu ware arise from the careful formulation of materials that display the 

purity of porcelain. As such, I contend that the creation of Shufu ware marks the 

beginning of porcelain-specific modes of looking and consumption. 

The formal qualities of Shufu ware physically and conceptually foreground 

porcelain’s best and most inherent qualities of whiteness and purity without relying on 

direct associations to other materials, demonstrating a desire for a unique material 

aesthetic. As tracing the early history of porcelain has demonstrated, the material’s 

production and reception was confounded for centuries. Shufu wares are the first 

porcelains that have been clearly set apart from other materials by their makers and 

consumers.  

 

Conclusion 

 The extended coming-of-age of Chinese porcelain accurately reflects the 

complexity of understanding porcelain according to scientific, cultural, and aesthetic 

attributes. Replacing the material into its original context highlights the immense, but 

mostly-arbitrary, monetary value that characterizes European porcelain history. Set 

within Chinese societies accustomed to finessed ceramics and other objects of material 

culture, porcelain’s journey to independence, so to speak, was much more involved than 

the history of porcelain in Europe.  

Porcelain’s position as part of a hierarchy of material culture in the Chinese 

context demonstrates how viewing it as a natural material, as opposed to an engineered 

one, influenced its reception. Stripped of the fanciful attributes it was given in Europe, 

Chinese porcelain was given a place among the most revered objects of material culture 
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because of continuous material and technical refinement. Shufu ware is particularly 

important because it is the pinnacle of this process, being the first ceramics chemically 

formulated as porcelain, aesthetically produced as porcelain, and consumed as porcelain.  

I propose that a multi-faceted analytical approach should be the international 

standard for porcelain history scholarship because it utilizes objective scientific 

observation as a foundation to interrogate the cultural specificity of porcelain’s 

emergence and development. The histories of porcelain in European and Chinese 

contexts exhibit two fundamentally different points of view. Creating an objective 

definition of porcelain reveals the culturally informed aesthetic criteria in European and 

Chinese contexts and encourages a reexamination of these criteria according to cultural 

and aesthetic designations.  
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Figure 1: A set of dishes and wine cups. Glazed stoneware. China, Xing kilns. Tang 

dynasty, c. 825-850. Singapore Maritime Museum: 2005.1.00459, .00461, .00481, .00486. 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 2: Monumental ewer with incised floral lozenges and clouds. Glazed stoneware 

with copper green splashes over white slip. China, Gongxian kilns. Tang dynasty, c. 825-

850. H. 104 cm. Singapore Maritime Museum: 2005.1.00900-1/2 to 2/2. 
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Figure 3: Detail of monumental ewer showing incised floral lozenges.  

 

 

 

 

 

 

 

 

 

 

 

Figure 4: Green-splashed ware, whiteware, and gold cups. Glazed stoneware with copper 

green splashes over white slip, stoneware and gold, respectively. China, Gongxian and 

possibly Ding kilns. Tang dynasty, c. 825-850. Singapore Maritime Museum: 

2005.1.00200 , 2005.1.00463 and 2005.1.00918, respectively. 

 

 

 

 



 36 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 5: Bowl with molded decoration. Glazed porcelain with copper alloy mount. 

China, Ding kilns. Song dynasty, c. 960-1279. Victoria and Albert Museum: C. 110-1939. 

© Victoria and Albert Museum, London. 

 
Figure 6: Silver stem cup with chased and ring-punched decoration. China. Tang dynasty, 

c. 8th century. Freer Gallery of Art , Smithsonian Institution, Washington, D.C.: Purchase 

— Charles Lang Freer Endowment, F1929.16 
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Figure 5: Bowl with two boys and foliage. Porcelain with incised and combed 

decoration under light-bluish glaze (Jingdezhen Qingbai ware). China, Jingdezhen 

kilns. Southern Song dynasty, c. 12th-13th century. Diam. 21cm, H. 7.3cm. 

Metropolitan Museum 2011.201. 

 

 

 

 

 

 

 

 

 

 

 

Figure 6: Jar with peony scroll design and pagoda-shaped cover. Porcelain with applied 

decoration and cobalt underglaze painting. China, Jingdezhen kilns. Yuan dynasty, 

recovered from a tomb dated 1319. H. 42.2 cm. Jiujiang Museum, Jiangxi. 
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Figure 7: Large porcelain jar of guan form. Underglaze blue and red with applied 

openwork. Four large ogival panels around the middle with dense applied red and blue 

flowers and leaves. Descending cloud collars at the shoulder. Base unglazed. China, 

Jingdezhen kilns. Yuan dynasty, c. 1320-1350. D. 29.5 cm, H. 33 cm. The British 

Museum, PDF,B.661. 

 
 
 
 

 

 

 

 

Figure 8: Porcelain dish with molded lotus design and luanbai glaze, showing the 

character fu, FE.49-1983. China, Jingdezhen kilns. Yuan dynasty, c. 1300-1350. D 18.4 

cm, H 4.7 cm. Courtesy of the Victoria & Albert Museum, London. 
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Figure 9. Stem Cup with Chrysanthemum Scroll. Porcelain with molded decoration under 

luanbai glaze. China, Jingdezhen kilns. Yuan dynasty, 14th century. The Metropolitan 

Museum of Art: 25.222.5 
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