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 ing books that he possessed which were not
 among those in the Museum Library.

 The books are being catalogued, and
 when the work is completed all of the titles
 will appear in the general Library catalogue
 of books in the Museum.

 The bequest is a splendid one and should
 prove invaluable to the Classical Depart-
 ment and to students of classical art.

 Through the kindness of Mrs. Edward
 Robinson the Museum Library has received
 those books in the library of Edward Robin-
 son dealing with art outside the classical
 field, a collection consisting of over two
 hundred volumes, also a collection of about
 eight hundred photographs of Greek and
 Roman sculpture and about four hundred
 lantern slides relating to the same subject.
 The Museum is fortunate to receive this
 gift, which will form part of the Library's
 general collection.

 WILLIAM CLIFFORD.

 THE EXHIBITION OF CHINESE
 COURT ROBES AND

 ACCESSORI ES

 From December 8 through January 31,
 with a private view on December 7, the Mu-
 seum presents in Gallery D 6 a special exhi-
 bition of Chinese court robes and accesso-
 ries, occasioned by the bequest in 1930 of
 the remarkable collection of William Chris-

 tian Paul, which has given the Museum an
 enviable position among the custodians of
 Chinese textiles. Also we have on loan at

 this time a group of court robes collected by
 Dr. John W. Hammond in Peking between
 the years 1922 and 1926, and an imperial
 theatrical robe from the collection of Louis
 V. Ledoux. These collections, augmented by
 recent gifts and the acquisition by purchase
 of an extraordinary collection of eighteenth-
 century theatrical robes, enable us to pre-
 sent for the first time in the West some sem-
 blance of the magnificence and splendor
 with which the court of China was clothed.

 Besides the robes, which make up a great
 part of the exhibition, there are specimens
 of other textiles-a selection of official in-
 signia or mandarin squares, of sleeve bands,
 temple and palace hangings, cushions, chair
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 covers, velvets, fan cases, and various small
 objects of daily use showing the variety of
 technique and color in use in China, but the
 court robes, official, priestly, and theatrical,
 are the prime motive behind the exhibition.
 To show these moth-winged things not as
 solitary and isolated examples, but rather
 in groups as they were used, so as to give the
 Westerner a sense of the richness and
 variety of Chinese costume, is our aim in
 this presentation, but in certain cases, where
 robes of extreme delicacy of color and
 technique would be eclipsed in a group, we
 have exhibited them separately. The gen-
 eral brilliancy of color and the audacity of
 color combinations at first seem to the
 Westerner garish and outlandish-at best,
 exotic-but given a little time to recover
 from the first shock, we rapidly become
 aware that the Chinese are never crude
 or untutored, but that the vividness of
 their colors is based on centuries of visual
 experience and while pitched in a more
 violent key than that to which we are accus-
 tomed is nevertheless intelligent and har-
 monious. If we apply the formulae for
 color and design accepted in our modern
 Western teaching, we find in the creations
 of the Chinese successful application of our
 carefully considered rules, but where we
 are apt to reserve our consideration of such
 matters for schools and works of art, the
 Chinese unconsciously applied them to
 everything they used. Even today, when
 the court itself has been swept away, the
 republican parks and theaters are as gay in
 color as a costume ball in New York.

 With the court robes, one should know
 something of the setting in which they were
 worn. Peking is a city of vivid sunlight, gray
 walls, and willow trees, but the whole heart
 of the city is filled with the rose-red walls
 and yellow roofs of the Forbidden City of
 the North Star, the temporal palace of the
 Son of Heaven, and supplementing the For-
 bidden City are the "Three Seas," artificial
 lakes surrounded by temples, palaces, and
 gardens. In the great courtyards, against a
 background of rose and yellow, of lacquer
 red and gilded woodwork, these vivid
 clothes were worn. Furthermore, many of
 the palace ceremonies began in the black
 hours before dawn, when the great bronze
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 vases were filled with oil on which floated
 burning wicks. In such a city, the whole pic-
 ture was brilliant but consistent, a pageant
 of incomparable splendor and beauty, such
 a scene as the West has never dreamed of.

 The robes selected for exhibition are all of
 the Ch'ing, or Manchu, dynasty (1644-
 I9I 1), a dynasty which in temporal power
 was the greatest China has ever seen and
 one in which the works of artists and crafts-
 men, if less moving than the simpler forms
 of earlier periods, are nevertheless the acme
 of technical achievement, especially in the
 case of porcelains and textiles; and robes
 like these were contemporaries of the haw-
 thorns, famille rose, and famille verte which
 we early learned to admire.

 The exhibition sets forth much of the
 symbolism employed in Chinese design: the
 Sea, Earth, and Heaven of the court robes
 and the Twelve Imperial Symbols tradi-
 tionally prescribed by the Emperor Yu;
 the official insignia of the nine civil and the
 nine military ranks, usually called "manda-
 rin squares"; the Buddhist symbols-the
 Pa pao ("Eight Precious Things"), some-
 times called the Pa chi hsiang ("Eight Em-
 blems of Happy Augury"), which are the
 emblems of Buddhism in its spiritual phases,
 and the Ch'i pao ("Seven Precious Things"),
 also called the Ch'i chen ("Seven Pearls"),
 which are the emblems of Buddhism in both
 its spiritual and temporal phases. From
 Taoist symbolism are given the Pa pao
 ("Eight Precious Things"), also called the
 Pa an hsien ("Attributes of the Eight Im-
 mortals"); from the Hundred Antiques are
 given another set of the Pa pao ("Eight Pre-
 cious Things"); and from the Symbols of
 Ancient Chinese Lore are given the Yin-
 yang symbol and the Pa-kua, or "Eight
 Mystic Trigrams."

 The most notable example of craftsman-
 ship and design in the present exhibition is
 a powder blue k'o ssu (silk tapestry) robe
 from the Paul Bequest (fig. i). This robe
 we believe to be one of the most remarkable
 examples of tapestry weave which have
 ever come out of China, with its fineness of
 drawing and its subtlety of color comparable
 to that of skillful painting. It is a sacrificial
 robe bearing the Twelve Imperial Symbols,
 the Sea, Earth, and Heaven background,

 the nine imperial dragons, and, among the
 cloud motives of the background, bats sym-
 bolizing happiness, singly and in groups and
 often carrying the imperial peonies. The
 soft pastel shades used in the design are
 most unusual in Chinese textiles; and as if
 in deference to the delicacy of color the
 weave is properly that which the Chinese
 prize most highly, and it is executed so per-
 fectly that both the design and the color
 values are greatly enhanced.

 Another excellent example of k'o ssu work
 is seen in the Buddhist priest robe illus-
 trated in figure 2. Here the blue is more
 vivid than in the imperial robe described in
 the preceding paragraph, and the colors of
 the design are likewise heightened, with
 very pleasing results. Indeed, when one
 studies the lotus pattern in deep rose
 against the clear blue ground of the robe,
 any doubt of the innate yet sophisticated
 color sense of the Chinese can scarcely be
 entertained. In cut the Buddhist priest robe
 may be a straight rectangular piece, or, as
 in some of the theatrical robes and the robe
 illustrated in figure 2, it may be gored at
 one end, so that in passing over the left
 shoulder and under the right arm it falls
 more gracefully. These robes are always
 either woven in patterns to represent small
 squares or actually composed of small
 squares sewed together to symbolize the
 rags that Buddha wore, but the richest ma-
 terials may be employed even in the patch-
 work ones, as exemplified by this delicate
 k'o ssu robe.

 Aside from the k'o ssu weave, the greatest
 technical achievements of the Chinese in
 the field of textiles are in needlework. The
 various stitches are too numerous to be dis-
 cussed at all fairly here; we have accord-
 ingly attempted little beyond brief descrip-
 tions of a few of the most interesting exam-
 ples to be found in this exhibition.

 Two Lamaist priest robeslof thelate seven-
 teenth century are fine examples of elabo-
 rate gold embroidery. The entire backs and
 shoulders of these robes are covered with a
 fine mesh design couched in gold thread, as
 a background for the cloud motives, the
 Sacred Pagoda, the mythological beasts of

 1 One lent by Dr. John W. Hammond, one
 from the Paul Bequest.
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 lucky portent, and the Taoist symbols,
 which, in the case of the robe from the Paul

 Bequest illustrated in figure 3, are embroid-
 ered in gay reds, greens, and blues. In these
 colored designs pairs of threads are first
 twisted tightly together to make a fine
 braid and then couched closely in the pat-
 tern; the fine granular texture resulting

 the braid couching on these robes makes
 them brilliant additions to this exhibition.

 Several specimens of petit point and
 Florentine stitch shown are comparable in
 quality to any work of this sort in the
 West, and for sheer magnitude of endeavor
 in this technique I believe the Chinese
 work entirely surpasses the products of the

 FIG. I. EMPEROR'S SACRIFICIAL ROBE BEARING THE TWELVE IMPERIAL SYMBOLS
 CHINESE, CH'IEN LUNG PERIOD

 gives an appearance of extraordinary rich-
 ness. The striking borders of both of these
 robes are outlined with strips of gold paper
 from one half to three quarters of an inch
 in width, held in place by ladders of single
 threads placed about one sixteenth of an
 inch apart. This use of flat goldwork has
 come down from very early times in China,
 and while the later examples have degener-
 ated somewhat in quality the result is still
 rich and luxurious. The effective combina-
 tion of the two types of gold embroidery and

 West. Take, for instance, the imperial the-
 atrical coat lent by Louis V. Ledoux. The
 entire robe is worked in the Florentine
 stitch, in a heavy silk thread on gauze, and
 the completed garment has a most decep-
 tive appearance of woven material. It seems
 incredible that the Chinese should have
 bothered to do an intricate piece of needle-
 work of such proportions, yet we acknowl-
 edge that the same richness could have
 been achieved in no other way. In the same
 stitch, but with a much finer texture due to
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 the use of fine instead of heavy silk thread,
 is a temple valance from the Havemeyer
 Bequest. One of the most delicately beauti-
 ful court robes in the Paul Bequest demon-
 strates the petit point technique, and this
 robe is exhibited in one of the cases in the

 center of the gallery in order that the qual-

 robe discloses the fact that the base of the

 material is red gauze, the yellow is put on
 in a surface darning stitch, and the heavy
 look is furnished by padding with a thin
 layer of cotton.

 Several variations of the couching stitch
 have already been discussed, and there is

 FIG. 2. BUDDHIST PRIEST ROBE WITH IMPERIAL DRAGON AND LOTUS DESIGN

 CHINESE, CH'IEN LUNG PERIOD

 ity of its design, color, and workmanship
 may be studied with ease.

 Even more incredible than the examples
 of Florentine stitch and petit point is the
 needlework shown in the background of an
 emperor's sacrificial robe lent by Dr. Ham-
 mond. The yellow-shot-with-red material
 in the foundation of this robe gives every
 appearance of being a heavy brocade weave,
 whereas an examination of the inside of the

 no limit to the uses to which the Chinese
 put this technique. One type of work which
 is exemplified in this exhibition and which
 will probably never again be done in China
 is the use of bits of peacock feathers
 wrapped around silk thread and couched
 down in straight parallel lines to form a
 background for bright embroidered designs.
 One frequently finds small areas of such
 work on mandarin squares and similar
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 pieces, but not often does a whole robe with
 a background of peacock feathers come to
 light. The robe in the Paul Bequest is a
 good example of this type of work, and,
 while the effect is not comparable in beauty

 eighteenth century, they give us a new con-
 ception of Chinese design-as, for instance,
 the white costume embroidered with the
 dragon grapevine (illustrated on the cover),
 or the modernistic blue and salmon checks

 FIG. 3. LAMAIST PRIEST ROBE, CHINESE, LATE XVII CENTURY

 to that of many simpler techniques, it
 should be noted as another example of the
 skill and patience of the Chinese craftsman.

 The theatrical robes in this exhibition in-
 troduce a whole new field of study, with
 their great triangular sleeves, full skirts,
 and amazing sweep of design, characteris-
 tics which have never appeared before. Cer-
 tainly from the imperial storage of the

 of the Taoist robes. A unique and amusing
 example of the use of imported materials is
 illustrated in a warrior's costume, in which
 the ordinary panels of goldwork have been
 replaced by eighteenth-century Russian
 brocade and the original garment remod-
 eled with nineteenth-century imported red
 velvet used as the foundation. It must be
 admitted that the Chinese of the last cen-
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 tury have occasionally shown a taste for
 Western innovations which is a little up-
 setting, but, remembering the chinoiserie
 which Europeans have reveled in for sev-
 eral hundred years, one feels inclined to be
 tolerant.

 Because so little material is available on

 the subject of Chinese textiles, it seemed
 wisest to present a general exposition as a
 basis for study in place of the usual type of
 catalogue. The history and sources, the de-
 velopment of technique, and the symbolism
 of the designs are discussed briefly, and in
 the illustrations an effort has been made to
 clarify as much as possible some of the
 technical questions which have been
 obscure in most studies of Chinese textiles
 in the past. The book, however, makes no
 pretense to completeness-it is in every
 sense merely an introduction to the subject.

 ALAN PRIEST.

 A GILT GLASS OF THE ROMAN
 IMPERIAL PERIOD

 A number of gilt-glass medallions, broken
 from the bottoms of cups or bowls, are on
 exhibition in the corridor devoted to the

 Early Christian period (D I3), under the
 care of the Department of Decorative Arts.
 The glasses are associated with Christian
 burials-chiefly in the graves at Cologne
 and in the catacombs-and their subjects
 are for the most part Christian. But Jewish
 subjects also occur, pagan subjects are com-
 mon among the earlier examples, and it
 would be unlikely that a technique with a
 long history' was practised only in Christian
 workshops. A gilt-glass medallion (figs. i,
 2)2 with a pagan subject and inscription has
 therefore appropriately been added to the
 classical collection of glass, which has until
 now included only a small fragment. Almost
 no complete cups of the kind are known, but
 bottoms of cups have survived in consider-
 able numbers,3 owing to their having been

 1 Beads of gold leaf between layers of glass
 were produced at Alexandria in the III century
 B.C.

 2 The drawing is by L. J. Longley. Diam. of
 medallion, 3 in. (7.6 cm.).
 3 See lists by Vopel, in Die altchristlichen

 Goldglaser (i899), pp. 95 ff., and by LeClercq in
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 imbedded in the plaster of the tombs in the
 catacombs.

 The scene on the newly acquired glass
 strongly suggest? those on the imperial coin
 reverses. The subject is drawn from the cir-
 cus. A charioteer is driving a four-horse
 chariot, holding in his left hand the palm
 received for victory in the race. In his right
 he holds his whip and a wreath, and beside
 him in the field is his hat. The horses ad-
 vance at a walk. Each wears a palm and
 fillets in his bridle, and ornaments, possibly
 good-luck tokens, on his collar. Two colors,
 brown and blue, are used in addition to the
 gold, differentiated in figure I by darker and
 lighter stippling. Brown is on the stripes of
 the driver's tunic and on the straps of the
 harness. Blue is used on the driver's tunic
 and cap and on the fillets, collar ornaments,
 and leg guards of the horses.

 The chariot then belongs to the faction of
 the Blue (Veneta). The inscription tells us
 something more. Round the top is DEMETER
 NICA, "Demeter, win." Nica (Greek for
 vincas) was the cry of spectators at the cir-
 cus and occurs together with the driver's
 name on many monuments, including the
 class of medals known as contorniates. Here,
 however, it is not the charioteer, but Deme-
 ter herself in whose name victory is invoked.
 The Romans celebrated the festivals of
 their gods with circus races and even repre-
 sented deities as driving quadrigas, the par-
 ticular divinity in whose honor the festival
 was given appearing as charioteer. Apollo,
 Sol, Juno, and others are so represented
 on the coins. As for Demeter, her cult at
 Rome was long associated with the circus.
 Her temple, that of Ceres Liber Liberaque
 (the last two deities identified with Diony-
 sos and Persephone), stood near the Circus
 Maximus. She, with the other underworld
 divinities, took part in the Secular Games,
 and the Games of Ceres were held in her

 honor. The inscription LIBER NICA on a
 mosaic from the Via Flaminia is interesting
 in this connection. The name Trasinicus in
 the exergue is presumably that of the chari-
 oteer. Ours is the third complete gilt-glass
 medallion with a circus quadriga that has
 come to light, the two others with like
 Cabrol's Dictionnaire d'archeologie chretienne
 (1923), under Fonds des coupes.
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