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Abstract

This paper discusses the issues regarding Jesugresston and
characterization, and the question they raisedrdaggpictorial style in their China
mission, focusing especially on visual materialdylés or the history of
representation in Western history, is an essemgle involving categories of
expression and methods of characterization bottnétoric and in the visual arts.
Style, moreover, can indicate a quality or manogyresent and represent a culture.
The cultural encounters through visual materialbjctv took place between the
Chinese and European by means of visual activity,aakind of material contact.
One perspective in material culture is to seeknateriality, which emphasizes not
only the form of the object but also the human\atgtior practice caused by the
object in question. This materiality is a usefuhcept in addressing the two terms
"Chineseness" and "Europeanness"” in the crossralittussionary framework. The
sense of culture in "Chineseness" and "Europeahnems be phrased as an
anthropological quality, which can be well observiedthe material contacts
between the two sides and recorded in Jesuit owouats, since materiality could
evince not only objectivity but also subjectivi§y investigating these records, |
would like to argue that how to in effect apply tt@ncept of style-which might
be thought of as an old approach in art histety a cross-cultural historical
observation.
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"Style" was a penetrating concept for old art-hist scholarship. That style
as a manner decides the division of various schowts the course of time was
once thought to form the main line of evolutionart history, but this idea was
almost abandoned and has lost its historical dégtsance the "history of images”
or "visual culture" have gradually been becoming phincipal terms for the visual
arts, instead of the "history of aft.The use of such terms as "Renaissance style" or
"Baroque style" in the earlier scholarship to ladelertain period of time has been
seen as inadequate to reflect the complexity afality or visualization in a society
or culture’? On the other hand, style, or the history of repméation in Western
history, is an essential issue involving categonéexpression and methods of
characterization both in rhetoric and in the visagk® In the sixteenth century,
European terminology and frameworks to reveal juelgnand taste were seen both
in literary and artistic criticism, which had drawarallels from antiquity and been
reformulated during the period of Renaissance HisnanTherefore, as John
Shearman points out, the language and referenaetsded in the arts at that
time was common to all of thefh.By examining this terminology and its
surrounding discussions, we gain insight into tlemk of expressions and
characteristics that people in the sixteenth cgmepresented and judged. In other
words, we can investigate their points of view lo@ matter of "style."

1 There are many works on the evolution of the ¢eagl toward "history of image" or "visual
culture" as defining terms in art-historical stutliere are three examples: David Freedb@rg
Power of Images: Studies in the History and ThedriResponséChicago: University of Chicago
Press, 1989), pp. xix-xxv; Hans Beltirigkeness and Presence: A History of the Image befur
Era of Art (Chicago: University of Chicago Press, 1994), gpi-xxiv; W. J. T. Mitchell,
"Interdisciplinarity and Visual CultureThe Art Bulletin 77 (1995), pp. 540-544.

2 As John Shearman states, "It is an unrealistidetacy to regard periods of style, in themselves
increasingly artificial as we go further back indstory, as tidily homogeneous." See John
ShearmanMannerism(London: Penguin Books, 1967), p. 23.

3 Ernst H. J. GombrichArt and lllusion: A Study in the Psychology of Bi@l Representation
(Oxford: Phaidon Press, 1960), pp. 8-12.

4 John Shearmamannerism pp. 30-39, 135-170. For an analogy of what hapgdn the artistic
disciplines and other fields in the Renaissancégesee also Ernst H. J. Gombrich, "From the
Revival of Letters to the Reform of the Arts: NigzdNiccoli and Filippo Brunelleschi,” in
Gombrich on the Renaissana®l. 3: The Heritage of Apelles (London: Phaidess, 1976), pp.
93-110.
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In this paper, | would like to bring to the foreetlissues regarding Jesuit
expression and characterization, and the queshkien taised regarding pictorial
style in their China mission, focusing especialiyvisual materials. Although Jesuit
expression and characterization can commonly bengied in the literary and
artistic discourses as reflected in their Europeantext, here | call attention
especially to a non-linguistic and non-written discse, for which | have particular
reasons. The Jesuits' engagement with Renaissart@ric in Europe has been
studied extensively by Marc Fumaroli, and Jeswetatic in the China mission was
also presented splendidly in the comparative stuoliei Shershiuef. In scholarly
work, however, Jesuit visual materials, especiaijuated in their broader
international enterprises, are at a comparativahel level of visibility. Moreover,
visual materials are regarded as objects or imaged, their significance to
historical studies has been appraised largelydarmedecades. As mentioned above,
the term "art history" has been overshadowed by#ve claim to the thoughts and
practices of those concerned with visuality andckerenamed the "History of
Images" or "Visual History.e" In other words, non-written discourse, in conttast
the written, can expand the vision of historiarts ithe worlds of those people who
were not expressive linguistically, verbally anteriarily. One perspective in this

5 Here are listed only some of the recent workMafc Fumaroli and Li Shershiueh, both of them
specialists in their fields: Marc Fumaroli, "Therflgéy and the Shortcomings of Renaissance
Rhetoric: The Jesuit Case," in John W. O'Mallegle{eds.)The Jesuits: Cultures, Sciences, and
the Arts 1540-1773Toronto: University of Toronto Press, 1999), @0-106; Li Sher-shiueh,
"History as Rhetoric: The Jesuit Use of Chreia @ie-Ming China," paper presented at the 53rd
Meeting of the American Association of Asian Stsd{€hicago: American Association of Asian
Studies, Mar. 23-25, 2001Zhongguo wanming yu ouzhou wenxue: mingmo yesguigien xing
zhengdao gushi kaoquar RGP &2 g = & @ P X PRk ¢ & & 333§ ¥ ¥ 32 (Chinese
Late Ming and European Literature: Jesuit Classtoa@@mpla in Late Ming) (Taipei: Academia
Sinica, 2005).

6 Ivan Gaskell's chapter in the book entitled Negrspectives on Historical Writing is nhamed
"Visual History," in which he states that visualtergal has been recognized by historians for those
"thoughts and practice" that concern the visua¢ Ban Gaskell, "Visual History," in Peter Burke
(ed.) New Perspectives on Historical Writin@nd ed. (University Park: Pennsylvania State
University Press, 2001), pp. 187-217. For the matfrthe history of images and its difference
from traditional art history, see Hans Beltildkeness and Presengep. xxi-16; Norman Bryson,
Michael Ann Holly and Keith Moxey (edsYjsual Culture: Images and Interpretatio(tdanover:
University Press of New England, 1994), pp. Xv-xxix
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growing importance of "visual studies" has bendfitey the research on the
relationship between subject and object in mateu#ture. A different approach to
materialism is to seek for materiality, which emgihas not only the form of the
object but also the human activity or practice eduby the object in question.
Materiality is not separate from the being of tisingnd things as social objects also
suggest a production of relating both to persomsthamgs, all of which involve the
sociality of subject. This materiality in the study of material cultugea useful
concept in addressing questions regarding two tdrmwsuld like to introduce,
"Chineseness" and "Europeanness"” in the crossralittussionary framework. The
sense of culture in "Chineseness" and "Europeahnems be phrased as an
anthropological quality, which can be well observedthe material contacts
between the two sides, because materiality couldcevnot only objectivity but
also subjectivity. The cultural encounters througtual materials, which took place
between the Chinese and European by means of vauiadity, are a kind of
material contact.

The third reason for shedding light on visual matsrrelates to the issue of
style. Style, and thus also judgment and taste,uaeful conceptions that can
indicate favorably the cultural quality we are loukinto® As the scholar writing
the most classic work on the concept of style, M&ahapiro defines, "style" as the
constant forms, elements, qualities, and expresagplied to an individual, a

7 Michael Rowlands, "A Material Approach to Matditig" paper presented as a speech by invitation
(Taipei: Institute of History and Philology, AcadiamSinica, May, 2004), pp. 1-15. For the
theoretical evolution in anthropological researblowt things and material culture, refer to Ying-
Kuei Huang ¥ /& % , "Introduction,” in Ying-Kuei Huang (edWu yu wuzhi wenhug~ £ 4 7 <
it (Substance and Material Culture) (Taipei: Institaf Ethnology, Academia Sinica, 2004), pp.
1-26. On the research of material culture from dmistsee John Kieschnickthe Impact of
Buddhism on Chinese Material Cultuirinceton: Princeton University Press, 2003),15323.

8 For example, on several occasions Roy McMullesssly entitled "Style in the Arts" discusses how
the concept of style is linked to a cultural qualguch as "Frenchness" and "Englishness." See
"Style in the Arts,"in Encyclopaedia Britannica MacropaedigChicago: The Encyclopaedia
Britannica, 1974)pp. 141, 148.

Vi
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society, or even a civilization. Schapiro furthdab®rates on the concept as
follows:’

For the synthesizing historian of culture or thélqgdopher of history, the
style is a manifestation of the culture as a whible,visible sign of its unity.
The style reflects or projects the inner form oflexdive thinking and

feeling.

Style, therefore, can indicate a quality or martogsresent and represent a culture.
In seventeenth-century Europe, moreover, judgmeahtaste could be conceived as
"an expression of the innate genius or wit,” onéte faculties," which "determined

the sensibility and quality of an artist's style.Innate faculty indicates that the

style question could retain an anthropologicalUdeatso this question is pertinent
for demonstrating the cultural quality of "Chinesssi' and "Europeanness."

In the history of representation, as David Sumneggdicates, a representation
can extend our power of imagination generated fifeensoul and sense to a unified
projection of the world, thus constituting a woilelv or WeltanschauungThis
concept supposes a synthesizing imagination oedole subjectivity, Summers
continues, and many art-historical practices erpakhis concept while they strive
to work on not only orwhat is represented, but aldwow a representation is
represented. Thus, in this art-historical discoussevork of art "expresses' both
personal and collective ‘point of view"In addition, Erwin Panofsky recognizes

9 Meyer Schapiro, "Style," in Alfred L. Kroeber (gdAnthropology Today: An Encyclopedic
Inventory (Chicago: University of Chicago Press, 1953), pg7-312. This work was recently
reprinted in a series on historiography, and tieenh of the volume is about "Ideas," in which Part
3 deals with "the arts." Under this category "thesA Schapiro's "Style" is the first article. See
Robert M. Burns (ed.)istoriography: Critical Concepts in Historical Sties vol. 3 (London:
Routledge, 2006), pp. 237-267. Here the quotatimes from this reprint on page 238.

10 Jeffrey M. Muller has a discussion of taste amtyment as innate faculties for the case of the
seventeenth-century artist Peter Paul Rubens, sffey] M. Muller, Rubens: The Artist as
Collector (Princeton: Princeton University Press, 1989),8p.

11 David Summers, "Representation," in Robert Ssdfeand Richard Shiff (edQritical Terms for

Vii
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European perspective as "a factor of style," andgeetive demonstrates a spatial-
temporal field of vision and embraces alsWaltanschauunf As the following
discussion will show, both a "collective point aew" for European artistic style
and European perspective are seen in Jesuit viisaburse from the China
mission, and they give rise to the question ofstiyke that labels a culture or period.
The worldview, and the way this question of stylewd relate to it, is certainly
intriguing to think over in an intercultural seginHence as | will argue, this paper
on the Jesuit visual encounter with China in effedhtended to show how to apply
the concept of stylewhich might be thought of as an old approath a cross-
cultural historical observation.

In addition, the problem of "Jesuit style" is amdhg most prominent to raise
guestions about the complex relationship betwegdyle*sand "institutes," or a
specific society in art-historical research. Thdesguestion is also germane to the
Jesuits' own characterization of their Society. Témwned and unique phrase for
the Jesuitsnoster modus procedendr "our way of proceeding,"” was invented by
one of the most significant Jesuits in the earlsiqus of the order, Jerome Nadal
(1507-1580). It is applied to all of their missiom@sd to their artistic projects as
well. Early from the seventeenth century on, "Xesul' and Jesuitenstil were
terms coined in anti-Jesuit literature, explainthg characteristic nature of the
Society and the recognition of a specific way omnex for the Jesuits. However,
they accompanied the negative and pedantic judgaitmbuted to the Jesuits in
historical courses. To use Gauvin Bailey's terragjl&" for the Jesuits is "precisely
the qualities implied byoster modu$™ In the past few decades, as the myth of a
"Jesuit style" in art has been discounted, newarebeinterests have moved from

Art History (Chicago: University of Chicago Press, 1992),3156; the quotation is on page 13.

12 Erwin PanofskyPerspective as Symbolic For(hNew York: Zone Books, 1991), pp. 13-15, 40
(quotation here).

13 For the above discussion on the question o $tyl the Society and Jesuitism, refer to Gauvin A.
Bailey, "Le style jésuite n'existe pas': Jesuitfdoate Culture and the Visual Arts," in John W.
O'Malley et al. (eds.Jhe Jesuitspp. 38-47; the quotation is from page 45.

viii
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the implication of a uniform "Jesuit style" as axaeple of European artistic
hegemony to Jesuit adaptations of local stylescamaponents for their individual
needs’ Thus, works of arts produced in a missionary bemkgd are no longer
judged as an inferior hybrid of a "pure" style. Tdevaluation in the past of these
works of art has also evolved around the issuenef@hurch's attitude towards
indigenous artistic traditionsS. Yet, the multicultural character of these works
embraces their persistence, and the resistanagyad@@ommodation, inculturation,
or syncretism, three concepts that they demonsitraitber singly or all together.
And recently they have been re-evaluated for tbemtributions to the primary
traditions of the visual arts on which they dréwisual objects produced in a
foreign or colonial land have been carefully residared in the past decade, from
the perspective that the indigenous peoples adedcwith these objects were not
simply passive and mute to the imposition of Euswpartistic forms.

To use the term "mission art,” on which Bailey elatbed "for want of a better
term,"” the question deserves to be asked whetiewvigw of local agency in the
forming of mission art would be in opposition tosJdg collective subjectivity or
identity as it was represented in visual matefial®r, to rephrase the problem

14 The most prominent work, in English at leastatgue that Jesuit thinking on art and architecture
was not uniform, and thus that the term "Jesule$tg not a useful concept is Rudolf Wittkower
and Irma B. Jaffe (eds.Baroque Art: The Jesuit ContributiofNew York: Fordham University
Press, 1972). A new comprehensive discussion ofiidteriographical debate on "Jesuit style" is
Gauvin A. Bailey, "'Le style jésuite n'existe papj. 38-89.

15 The depreciation of arts in missions in theyepdriods has been described and disapproved of in
the following works: Celso Costantirfli;Arte Cristiana nelle Mission{Vatican City: Tipografia
Poliglotta Vaticana, 1940); Pasquale M. d'Elia,Origini dell'Arte: Cristiana Cinese (1583-1640)
(Rome: Reale Accademia d'ltalia, 1939), pp. 11-G8ncalo Couceiro, A Igreja de S. Paulo de
Macau (Lisbon: Livros Horizonte, 1997), pp. 9-10.

16 An example on Renaissance art is Claire Farad9, Reframing the Renaissance: Visual Culture
in Europe and Latin America 1450-1650lew Haven: Yale University Press, 1995). In the
introduction, Farago asks the following two quessi@s the premise for the essays that follow:
"What did new awareness of other cultures conteliatEuropean conceptions of the arts?" and
"How did the exportation of Renaissance ideal aradenml culture, from Italy to other parts of
Europe and worldwide, fare in this environmentraénsified interaction?" (p. 1).

17 Gauvin A. BaileyArt on the Jesuit Missions in Asia and Latin Amerit542-1773(Toronto:
University of Toronto Press, 1999), pp. 4-5. Fag toncept of "collective identity," | benefited
from Peter Nosco's paper entitled "The Place oh&Im the Construction of Japan's Early Modern

iX
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better: by considering the joint contributions othbthe Jesuits and the indigenous
people, we may complicate or enrich our understandf mission art, and thereby
deepen our analysis of an intercultural producti®he question of style with
respect to the visual materials from the Jesuih&lmnission may well highlight the
qualities that "Chineseness" and "Europeannessiiles the above argument
suggests. The visual materials in question incltiiese that the missionaries
brought into China and the ones they made aftgrahaved, or else they had them
created there. In this cross-cultural context, ilesipression and characterization
do not shore up the image of a uniform "JesuiteStylthey actually point to what
and how that mission art was regarded by the 3esililhese two terms
"expression” and “"characterizationtised with reference to the Jesuits, are not
one-dimensional and implacable. There might hawnlzecollective point of view
for the arts, but for the Jesuits there could dawe been several methods of
expression and characterization.

The way in which the anthropological quality of theense of culture” in
"Chineseness" and "Europeanness” may be seen matezial contact from visual
images, and the way the Jesuits projected an tgerftEuropean artistic style into
this encounter, can be illustrated by the followstgry. In the account of his
journey to Beijing around 1600, the Jesuit MattétcR1552-1610) described how,
before he reached the Chinese capital, he had showvehe governor of the
Province of Shandongl[5i%& an image of the Virgin Mary holding the Infant
Child with St. John the Baptist, which was to besented to the Chinese emperor
Wanli #J&. The image of the Virgin Mary came to China fropai via Mexico
and the Philippine¥. Unfortunately, this type of Marian image has notva/ed

World View," paper presented at the Internationahférence on the Development of Worldviews
in Early Modern Asia (Taipei: Center for the StunfyEast Asian Civilizations, National Taiwan
University, Aug. 5-6, 2005).

18 Pasquale M. d'Eli&onti Ricciane: Documenti originali concernenti Mt Ricci a la storia delle
prime relazioni tra I'Europa e la Cina (1579-161%toria dell' introduzione del Cristianesimo in
Cina scritta da Matteo Ricgivol. 2 (Roma, Libreria dello Stato, 1942-1949),123; Nicolas
Trigault, China in the Sixteenth Century: The Journal of Meit Ricci, 1583-161Granslated by
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from the China mission. The legend of this evelid that the wife of the governor
had dreamed of a foreign god with two little chédr and thus she wanted to have a
copy of the same figures that were in the imagRigti's possession. Because the
wife of the governor had proposed to send an adificci's boat in order to make
a replica, and because she seemed in a hurry $o,dRicci feared that a bad copy
might be the result; he gave one instead that kad made by a young artist in the
Jesuit house of Nanjingg52." This young artist was a Chinese Christian, who,
while working with Ricci in Nanjing, had been baettl as Emanuel Pereira (1572-
1630; his Chinese name was You Wenli@iiZ f#). Born in Macao, Pereira had
studied at the artistic seminary of the Jesuit @mw Niccolo located in Japan
(Niccolo had been born in 1560, in Nola in the Klogh of Naples). Due to Ricci's
mistrust that a copy of the image might be produtted was unworthy of the
subject matter, Pasquale M. d'Elia suggested thegifd would have to make a
replica in a reliably European styfe Both Ricci's original and the replica by
Pereira are presently unkno@nThis story illustrates a European distinction with
regard to Chinese characteristics. Ricci did nohtwa count on an indigenous
artist, untrained in a Christian European stylanake a copy of the image. He had
in mind to make a distinction between two pictogapressions, and it is clear that
he may have had some ideas about why or how a &higression would not be
suitable. At this point, Ricci's judgment was mdden a European standard and
the understanding he possibly had of Chinese pattoaditions. If Pereira's work
was truly based on European models, once again Eoetd have had a criterion

Louis J. Gallagher (New York: Random House, 19%3)180; Pasquale M. d'Elide Origini
dell'Arte, pp. 32-33. Trigault's Latin translation of Risciaccount was published in 1615 in
Europe. D'Elia proposed that this image sent tmm&leiould have had the same origin as another
painting with the same subject, the latter datetb1%hich was previously housed in the room of
Ignatius of Loyola and acquired from Spain, the bBtamd of Loyola. See ibid., pp. 33-34.

19 Pasquale M. d'Eli&onti Riccianevol. 2, p. 105.

20 Pasquale M. d'Eli&e Origini dell'Arte pp. 36-37.

21 There is only one oil painting extant to thespré that was supposed to have come from the hands
of Pereira, a portrait of Ricci created around Ricdeath in Beijing. This painting is currently
housed in the Chiesa del Santissimo Nome di Gd'gugdntina, Rome, and is probably the oldest
extant oil painting by a Chinese artist.

Xi
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for judging the value of such a duplication. We Intiguggest further that Ricci had
his own idea of what "Europeanness" and "Chinesgrgdwsould be, and that this
replica of the sacred image indicated that the gema quality was to be insisted
on. This story is a vigorous statement concerninggdialogue at the time between
"Europeanness” and "Chineseness." In this conftiontdetween two sides, Ricci

expressed his collective view of European visuarabterization making it by

means of a contrast to that of the Chinese.

Moreover, although we are not aware by what Chiretsgacteristics Ricci
made this distinction, his decision could simplfleet a taste that was inherent in
Ricci himself, an innate faculty. Ricci stated tha€hinese copgon avrebbe potuto
far questo si benéwvould have not been able to do this so well), drelone by
Pereira wasissai bella(very beautiful? This judgment could have been made by
some standard or standards which we do not knom ftee description, but it is
likely, as Ricci thought, that a replica of a Eurap model could not be created by
a non-European's untrained hand (in Ricci's ter@s)en that the expressive modes
of representation in Western history were tangletth whe problems of "varying
skills," as E. H. Gombrich states, it can be dedut®t Ricci's perception of the
Chinese characteristics in pictorial traditionsldpto a considerable extent, include
a comparison at the level of techniques and sKillEherefore, for a Jesuit mind
like Ricci's, Chinese pictorial skills were suféaitly different from European ones
as to render a Chinese artist, untrained in theer|aincapable of duplicating a
European image in a worthy way. This inference plswes that the materiality of
objects can circumscribe the subjeehaking the subject inseparable from object.
Here materiality is the physical appearance thrabghrendering of pictorial skills.

Perspective as a factor of style, as mentionedgheturns to our focus here,
because it involved the very problems of skillsthie first reaction of the Jesuit

22 Pasquale M. d'Eli&onti Riccianevol. 2, p. 105.
23 Ernst H. J. Gombrictrt and lllusion p. 8.

Xii
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mission to Chinese artistic traditions. Again, thésaction explains a European
distinction with respect to Chinese characteristo®l the following sources show
that the standard on which the Jesuit based thégment is, precisely, perspective.
The earliest record is in a letter by the Jesudchlio Longobardo (1565-1655) to
the General Claudio Aquaviva, dated October 18,815@ it, Longobardo
comments on the respect of the Chinese for alEtmepean books and images that
the missionaries had shown them, on how they sam tas skillful and delicate,
since they had used shadovesnpre that Chinese paintings did not h&¥eThe
use of shadow, that is, the skill of chiaroscurasyart of Renaissance perspective.
During this year 1598, Longobardo was preachin§haozhouiZ 1|, a prefecture
of the Province of Guangdon@&(i4). Immediately afterward in 1599, he began
preaching in rural areas surrounding the town, ogmfiace to face with the
common people and villagets.It might be a coincidence that later, around 1803
1605, Longobardo discovered a Chinese copy of Hwwexnamed image of the
Virgin with the Child and St. John the Baptist inhause inhabited by Chinese
people on the outskirts of Shaozhou. However, atithe Longobardo did not say
anything about the style of this Chinese copy. latragdo paid his respect, "full of
marvel and consolation'pieno di maraviglia e consolationeand the following
text describes how this picture served to arouseotd among the Chinese.
Because we do not know about its making and styke,cannot deduce that
Longobardo accepted what the Chinese artistic igp@ contrast with his remark
mentioned above about the disadvantage of Chirielts?

As the above example shows, Ricci's comments ongSkiart appeared in his
account and are similar to Longobardo's remarkaBse the Chinese were familiar
neither with painting in oil nor with the renderimd shadow, their paintings, as
Ricci states, are "pale and dull, without any vitsdic(smorte e senza nessuna

24 ARSI (Archivum Romanum Societatis lesu, Romaly)t JapSin 13, 177r, quoted by Pasquale M.
d'Elia, Le Origini dell'Arte p. 80.

25 Pasquale M. d'Eli&onti Riccianevol. 2, p. 192-195.

26 Ibid., pp. 330-331.

Xiii
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vivezza Additionally, Chinese paintings done by famousople were only
rendered in ink without colorpifitura di persone famose, senza colori, ma di solo
inchiostrg. In the description of his gifts to Wanli in 160Ricci repeats that the
Chinese cannot appreciate the figures depictedsirEbropean prints because of
their lack of knowledge of the use of shadow arldrsao generate shadifg.This
Jesuit opinion was translated fully into Chineshewthe Chinese in Nanjingd &%
asked Ricci how Western paintings could achievén sudifelike visual effect, as
was recorded in Gu Qiyuangi#t T (1565-1628)Ke zuo zhui yuEZ #EEEE (c.
1618):

FIEFE > 7 FEwRET AL e kap ArHBPEE? o p 7 HEN
HEXAGE I AF HFIHFHEL o fTFE A0 2 - ]2
—W A0 AR F g N A g

REE o R B A b oo g2 W Ty BAR S
&?@:F6W$@$%%$%’ﬁﬁiAa%£i’QW&woé
MEABEBERL > &e 3 37T a 2RFTHIL -

F o _ﬁ;ﬁ)-&:«i ) E/_l;fi

* PR oo AR %'F’u;ﬁ

P«\
)’-\

Matteo Ricci, a European of the Western Oceancame to Nanjing, and
staying in the western quarter of the Gate of Zhgantg, said that his
country regarded the devotion to the Heavenly lasdhe principle of their
worship. The Heavenly Lord is the Creator and Gooemwf the universe
and all things. The Lord was depicted as a childi a woman holding it
who was called the Mother of the Lord. The images warried out on a

copper plate, then colored. It appeared like adjbeing. The body, arms

27 Ricci's three remarks are found in Pasquale'®liad Fonti Ricciane vol. 1, pp. 32, 91; vol. 2, p.
131. The paragraphs relating to the remarks appefl in Nicolas Trigault's version, despite
slightly changed wordings and phrasings. See Nscotggault,China in the Sixteenth Centunyp.
21-22, 79, 375-376. An English translation of Rgdirst whole paragraph (Pasquale M. d'Elia,
Fonti Ricciane vol. 1, pp. 31-32) can be seen in Gauvin A. Baifgt on the Jesuit Missions in
Asia and Latin America 1542-17,78. 88.
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and hands looked as though it were coming out efpilate, and the facial
concavity and convexity were seen exactly the sam# they were alive.
People asked how the image could be so, and he "&lithese painting
only depicts the convexity, so the body and facthefimage appears to be
straight and flat, without the concavity and corityexThe painting of our
country depicts both concavity and convexity, se flice of the image has

differences, and the arms and hands can be rouftled.

This statement shows how the Chinese were attrabtedNestern pictorial
techniques, and Ricci explained the reason forctliural shock that resulted as
Western chiaroscuro came face to face with theavisabit of the Chinese. There
are two other accounts that state the Chineseioaaitt Ricci's religious images,
corroborating the sense of the pictorial advanceMealstern chiaroscuro to the
Chinese mind and Chinese admiration for this slglitheir first impression of the
missionaries' religious images. These descriptexpgain aChinesedistinction of
Europeancharacteristics:

1. Jiang Shaosh&z4H==, Wu sheng shi shifitZ =55 (first half of the 17th

century):

PIBEH RG22 A fe- B2 BR 2R bop GEd
Bhih it > BB A o P MF L Ed L o

The image of the Heavenly Lord brought in by Mat®oci from the Western
Ocean is of a woman holding an infant. The eyebr@yss, and drapery are like a

28 A facsimile of an edition of Gu Qiyuaff4=~, Ke zuo zhui yuz A& %73%, in Baibu congshu
jicheng F #%# % & =, vol. 100 (Taipei: Yi wen yinshugua#: <~ & % 4, 1968), orig. p. 19r.

Ricci first arrived at Nanung in 1595. This traasbn from the Chinese, as those of the two
quotations following, are all mine.
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reflection in a mirror, much like walking or movinghe delicacy and grace of the
image cannot be achieved by the hands of Chinéisesaand craftsmefi.

2. Zhang GengifE (1685-1760),Guo chao hua zheng I&%5HEE 8k
(early Qing; early 18th century):

pspj,:’ﬁ ﬂ;gg“;ﬁz s g,m;i@'ﬁg’%o' Ao il VORI o %éﬁm’%if’gﬁﬁ“%
oo HHA o T Ao 2 AR A M GRS R ERT

g o

In the Ming Dynasty there was one Matteo Ricci, vilaol come from Europe
of the Western Ocean. He knew the Chinese langaageame to Nanjing, staying
in the western quarter of the Gate of Zheng-yang.ddinted the Lord of his
religion, which was a woman holding a little chil@his is the image of the
Heavenly Lord. Its expression and dignity are &bl complete, and the colors are
bright and graceful

It can be said that Ricci and Longobardo preseat&bllective point of view"
of European and Chinese pictorial traditions. Theimarks on the lack of
chiaroscuro in Chinese painting are concrete exa@snghowing how Renaissance
thought was embedded in the system of Jesuit krigeleand, on the part of the
missionaries, was applied further to a one-dimeraigudgment of non-Western
arts. This collective identity may also point tceetfact that the Jesuits had a

29 Jiang Shaoshu % %, Wu sheng shi shjg #:¥¢ , in Yu Haiyan = /4 % (comp.) Huashi
congshu# ¢ ¥ %, vol. 2 (Taipei: Wen shi zhe chubansket 47 1144+, 1974), p. 1091. Jiang's
work covers the periods down to the latest erehefMing, the Chongzher¥ 4 period (1628-
1644).

30 Zhang Geng& A, Guo chao hua zheng I& 3P % #csk, in Zhou junfu % % % (ed.) Qingdai
zhuanji congkani- i+ i 3= 7] (Taipei: Ming wen shujup® <= % %, 1985), p. 122.
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common idea of how an image should be represeptesh) more, of a common
style as they identified it, in which European pexive was the standard. The
attitude that Chinese painting and artifice werierior was an exception to the
more typical response of seventeenth-century eswitich was an admiration of
Chinese culture. The superior tone the Jesuitstadopith respect to European
pictorial traditions can be seen in contrast tartreaction to those of the Chinese.
Hence, this reaction became an impetus for missEsdo introduce European
paintings and other arts to China. An attractiontloa part of the Chinese for
Western pictorial techniques could have becomend ki strategy for the Jesuits'
use of visual objects.

Furthermore, from the sources about Chinese regsorto European
perspectival images discussed so far, it may belaedad that one particularly
important and conspicuous feature, and a primancem in the way the Chinese
viewed Western images and pictures, is perspebgiehiaroscuro, the use of light
and the making of shadow. The visual effect gerdraly chiaroscuro is a kind of
illusionism, rather than the realistic and scieatifitilization that Renaissance
perspective theoretically assumed it to Bs. Leon Battista Alberti (1404-1472)
states about light and color, "It is evident thalbars vary according to light,
as every colour appears different when in shadendrah placed under rays
of light....Philosophers say that nothing is visilikat is not endowed with
light and colour. There is, then, a very close treteship between colours
and lights in the function of sightJohn Pecham(ca. 1240-92) in his
Perspectiva communiglso acknowledges the important roles light andrco
play in optics’”> Chinese pictorial traditions never recognized saitheory;
thus there would inevitably be a fundamental diganey between the West
and the Chinese in questions of what one seesturenand in pictures, and

31 Leon Battista AlbertiOn Painting: Leon Battista Albertiranslated by Cecil Grayson (London:
Phaidon Press, 1972), p. 44.

32 Paul Hills,The Light of Early Italian PaintingdNew Haven: Yale University Press, 1987), pp. 64-
71.
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of the manner in which things are depicted in atag. The customary way
in which Chinese artists employed brushstrokes wikhwas criticized by
Ricci as lacking in color and shade. However, ite-ldling pictorial
traditions, the renderings of convexity and contyaen a flat surface were
achieved by the calligraphic skill of the brushk&onstead of by the use of
colors. Asthe late-Ming master and literati Dong Qicha&gE. 5 (1555-1636)
said, the "renderings of convexity and concavitpudtt be immediately
perceived upon the falling of a brush on pan®lZEEA L2 T)."*
Thus the Western means of reaching a three-dimeasedfect using colors
would simply be dismissed by Chinese critics asthouat any rule of
brushstroke 4 £ 4= fi)."**

To continue, the case of perspective in China daestnates a particular
worldview of visual representation, as the followviexample shows. The
Chinese woodcut series entitl@@nzhu jiangsheng chu xiang jing jig< F [

A Hif5: 4% f# (Biblical Explanations and lllustrations of the Hemly Lord's
Incarnation abbreviatedChu xiang jing jie first edition 1637) was edited by
the Jesuit Giulio Aleni (1582649) and published by a Catholic church of
the County of Jinjiang% T =#%), in the southeast coastal Province of
Fujian (&7E%2).* Given its scope and the number of surviving edgiand
copies, this is the most important publication dir@se Gospel illustrations
in the seventeenth century. There are at leasttywene editions or copies
extant today. Th€hu xiang jing jieis an intentionally faithful yet indigenized
duplicate of its European originathe Jesuit Jerome Nadal's illustrated

33 Dong Qichang# # &, Hua chan shi sui bi # % "¢ 4, in Biji xiaoshuo daguani: iz - #
B, vol. 22: 5 (Taipei: Xin xing shujuT# % &, 1978), p. 3091.

34 Zou Yigui §°- £, Xiao shan hua pul L% #, in Yu Yuan © 3% (ed.) Zhongguo lidai
meishu dianji huibian® & * £ jiFd 4 % 4%, vol. 12 (Tianjin: Tianjin guji chubanshe =+
F& 1V aAk, 1997), p. 405.

35 For the following discussion of this work ane thetails about it, see Hui-Hung Chen, "Encounters
in Peoples, Religions, and Sciences: Jesuit Vi€udtlure in Seventeenth Century China," Ph. D.
dissertation (Brown University, 2004).
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Gospel Evangelicae Historiae Imaginesimages of Evangelical History
abbreviatedEvangelical History, first published in Antwerp in 1593. It retains
the European format and composition, with the ettcaghat the European
pictorial techniques (engraving) and languageseptaced by Chinese ones.
Further to be noted is that the visual format @& Ekangelical Historyforms
the main component of this publication, which gitles image the primary
focus, with a caption beneath each image. It remtsshe first example of a
new type of book in this period, in which the iliggions of the Gospel are
privileged over the texf. Moreover, Nadal's work includes 153 engravings
that detail the life story of Christ, but the numlaé the prints in theChu
xiang jing jiewas reduced to between fifty and sixty in varied#ions. The
Chu xiang jing jieis still a self-sufficient publication for the wiegostory of
Christ's Life, and the title change of the Chinesak indicates that the
Incarnation is the paramount concept for this aae version. The
duplication of this Chinese woodcut series indisate kind of Jesuit
expression and characterization in visual imagésciwshows how a style of
Jesuit adaptation was presented. To put it anethgy in what way and how
much the local agents took action were crucial espen Jesuit
characterization.

James Cabhill made an observation that is relewanthe issue of
worldview in visual representation, which illusegata particular worldview
of visual representation in the case of perspecativehina. Speaking of the
illusionistic effect that the shading of rocks d@nees in Western prints might
have caused to the Chinese eye, Cahill suggestag,dood Chinese artist,

36 In his well-known bookThe First JesuitsJohn O'Malley stated as follows: "The magnificent
series of 153 copper-plate illustrations that aqeamnied the text in the first edition (Antwerp,
1594) is the earliest such series of the wholénefNew Testament of any size or importance ever
produced." See John W. O'Mall&he First Jesuit¢Cambridge: Harvard University Press, 1993),
p. 164. The first edition of 1594 means the onduifing the complementary text that the 1593
edition did not have.
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drawing on his native tradition, could have paintedks that looked more
like rocks in nature than these [the rocks in Nadalints; his example is the
print of no. 14].%” If we consider this statement to be valid, them ¢tsual
perception of light and shade would involve notyoaldifferent descriptive
style between the East and West, but also a coetpleifferent way of
viewing nature. If one makes a careful comparisbileni's and Nadal's
originals, the subject theCure of the Centurion's Servahfor instance, shows
different visual effects generated by the Chinesedeut and the European
engraving (Figs. 1a, 1b)The second figure from the left and three others in
Jesus' entourage are depicted completely in thke idaNadal's print, in
contrast to the other figures, which are rendehedugh a forceful three-
dimensional use of chiaroscuro. However, this @sttris completely
eliminated in Aleni's woodcut, which depicts alltbé figures illuminated by
the same source of light. Thus Nadal's chiarosetfext, which is so strong,
is replaced by a linear depiction that disregahdsimportance of light and
shade. This example demonstrates concretely anliciypthat, whether
consciously or not, Aleni altered a significantuas effect found in Nadal's
original print, adapting to a style customary inif@se woodcut technique.
This alteration might have been due exactly to €enunfamiliarity with, or
even intentional distaste for, European chiaroscuro

To be precise, Aleni's woodcuts are hybrid wogks] this hybridity highlights
the Jesuit method of characterization adaptedemtiNadal's prints provided the
European guideline in this process, but the Jesui®hina made up their minds to
accommodate Chinese skills for the publicationhefwoodcuts. The extensive use
of Nadal's work in the missionary context is welineed in two other series of
Chinese woodcuts, which appeared under differ¢lestbut were both extracted
from Nadal's originalsSong nian zhu gui chengi:&¥ 52 (Method for Reciting

37 James CahillThe Compelling Images: Nature and Style in Sevattieg@entury Chinese Painting
(Cambridge, Mass.: Harvard University Press, 198296.
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the Rosaryfirst edition circa 1619jFigs. 2a, 2b) andin cheng shu xiangf: &£ &

& (Tribute of Texts and Imaged640). These two Chinese illustrations of the
Christian Gospels were not published or bound tegyetither with the Gospel texts
or the Bible; like Aleni's, they were publications their own right, and served
different purposes and fitted other conventions fdrmer served as a visual aid to
the meditation on and recitation of the Rosary, #redlatter was an explanatory
series of Christ's Life dedicated to the Chinespasor Chongzherf=5.%® These
two works, like theChu xiang jing jie are under Jesuit authorship or editorship,
so they indicate the other methods of Jesuit chkenaation in visual
representation. The remarks of Ricci and Longoba&aldd be regarded as
expressing a point of view on style, a distinctidentification of both a
European and non-European quality, yet the Chinvessions of Nadal's
prints in the above three publications were a caltblend resulting from the
encounters of "Europeanness” and "Chineseness." thtee different
appearances of the prints in tQku xiang jing jie Song nian zhu gui cheragnd
Jin cheng shu xiangxpress three types of characterizations. Asdst@eve, the
difference might be caused by their individual fiioas, but they could also display
the respectful interpretations of their subjectstiby combining of European and
Chinese styles. Previous scholarship has mostlguss®d these Chinese Gospel
illustrations in terms of the encounters and cotdlbetween Chinese and Western
pictorial traditions, thus making the bilateral quamison in style and techniques the
only focus of research. Unfortunately, such studiasthese intriguing prints in
China have been limited to an approach that speeglin visual and pictorial
matters alone. From this perspective, 8@ng nian zhu gui cherandJin cheng
shu xiangwere often considered to be artistically supero@cause the style or
techniques were far more sinicized than were tiobslee other prints. To illuminate
the cross-cultural interaction using the conceptydiridity with reference to earlier

38 Some prints in thdin cheng shu xianglerive from other European prints, although Nadal'
Evangelical Historystill supplies the most models. For a detailedwision of these two works,
see Hui-Hung Chen, "Encounters in Peoples, Relggiand Sciences," pp. 204-230, 358-375.
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scholarly works does not in fact avoid the pitfafl cultural imperialism, which
judges cultural production based on how it is appated from the original
Western model? Even though we recognize the role of the Westerdats and the
Jesuit idea in the making of the Chinese versiakesuit expression and
characterization that demonstrate their adaptaifdocal skills or styles should be
valued in a more balanced way. When the level oicigiation is emphasized, it
implies the level of the capacity to deviate frdra ¥Western model, so the latter still
becomes the standard of value. Sinicization is pdrtthe accommodation
manifested in Jesuit methods of expression, butriyid by which the percentage
of sinicization is treated as a judgment shouldchellenged, because it might
simply reflect historical hindsight. | would like &rgue that the hybrid works of the
Jesuits should be seen as the adaptive proceed@tgyeen two agents, European
and Chinese, since there is no documentation tdircorthat the Jesuits ever
recognized the most sinicized style as a supremeesentation of hybridity. For
these three different modes of expression, we shanlly return to the cultural and
historical contexts to decipher the possible reasdor their individual
representations. In other words, the concep ofitligprdoes not mean that the
analysis is based upon a visual comparf§on.

39 In his bookArt on the Jesuit Mission&auvin Bailey begins with this concept for inteting the
arts in missions. Problems arise when, for instaheepraises the prints in tl&®ng nian zhu gui
cheng"whose subtle sinicization ranks it among the ntbstoughly hybrid of Chinese Christian
artworks" (103). This appraisal causes somethirgyoblem for evaluating other Christian prints
such as those of the more faithful translatiorhefGhu xiang jing jie This methodology was also
questioned from another angle in a book review aife§'s work by Jonathan Chaves, who writes,
"the tendency to praise the Jesuits because of tb& as cultural intermediaries threatens
throughout the book." This explains the risk oftheg the Jesuits as those playing the primary and
most active role for the production of hybrid ant€ide of European codes; see Jonathan Chaves,
"Inculturation versus Evangelization: Are ContenggrValues Causing us to Misinterpret the 16-
18th Century Jesuit Missionaries3fho-Western Cultural Relations JournaP (2000), p. 59.

40 In another article, | argue that sinicizationtfiwse Jesuit biblical images in seventeenth-cgntur
China could have been a way to raise the soul'gemaaking capacity in a more local way
apparent to the Chinese onlooker, based on themofiWestern vision from the point of view of
the missionaries, see Hui-Hung Chen, "Image and: Sasuit Vision in Seventeenth-Century
China," Chinese Cross Currents, 5, 1 (Jan., 2@0®)2.
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The remarks of both Ricci and Longobardo and then€d® versions of
Nadal's prints in the above three publications,wshtbe missionaries'
distinction between "Europeanness” and "Chineseéh&be former case is
clear as Ricci and Longobardo revealed a distiactoentification of a
European and a non-European quality. The latteen dliough they are a
blend of two qualities, or an adaptation, demomssréhree different modes
of expression, and they can be seen as a conseagtation of two
different cultural qualities for their individualupposes. To put it another
way, three series of the prints initiated by theultls indicate that the
missionaries had to decide how to deal with theroomation of two visual
styles for the sake of the publication, in whicle fbcal agents could also
contribute to any adaptation. The Jesuits' seitgibib artistic style and
appreciation can be ascribed to their Renaissaackgbound of judgment
and taste. From the cross-cultural context, weatsserve their approach to
differentiating styles or cultures, or the cultugalality in an anthropological
sense, such as "Chineseness" and "Europeannedb,”highlighted by
means of the materiality of visual objects. Follogithis line of thinking,
both on the European as well as the specificallgsmanary cross-cultural
backgrounds, the dialogues about arts or visuakmads are a concrete
example of the confrontation of the sense of cakuherefore, the cases
presented in this paper indicate how "style" améaifestation of the culture
as a whole," as Schapiro states, can be valuabliadoemployment of this
concept to a culture and even a civilization.

However, considering "style" as a collective wamking or identity, or
isolating out the concepts of "Chineseness" anddjgganness,” may run the
risk of seeming trapped in reductionism or essbsitia that is, of reducing
or generalizing the whole complex of a culture tdixed idea®" This

41 For this question, | pay my greatest gratitu@tofessor Chu Pingyi-* - of the Institute of
History and Philology, the Academia Sinica in Taipes he reminded me of this risk while |
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approach is rightly opposed to a recent one thallestges reductionism or
essentialism by means of articulating the recigroglationship between the
self and other, while many scholars consider therdapproach to reveal
interaction between cultures in a more nuanced avaypropose that neither
the self nor the other is fixed at all times. Rathés possible for the self and
other to be changed or reshaped because of thgomellareciprocality
between the partié$. In other words, to return to our example, neitkiang
China nor Renaissance Europe would be an unchalegealtural entity,
especially when either one encountered anotheureulbut would to a great
extent display an adaptive cultural re-definitidhe above cases as | present
them to demonstrate "Chineseness" and "Europedninets® Jesuit mission
incline one to suppose that a fixed concept of ‘d&sance Europe" was
confronted with another cultural reality, while thmissionaries were
characterizing the self and other. It is not myemion in this paper,
however, to delve into this matter of an articaatof the self and other. If
the concept of style in a culture can be valuabla cross-cultural historical
observation, we shall be able to consider how & d&th a possible conflict
between the way to look for a characteristic cakuquality and the
perspective of a relational reciprocity betweenggi and othet.

presented a talk entitled "Rethinking about theaRahship between Style and Time: Sixteenth
Century and the Baroque," at the same institutejaly 2008.

42 This recent theoretical reflection on culturat@unters, especially with regard to China as the
example for the larger field of "Christianity in @h," has been presented by the leading scholar of
the field, Nicolas Standaert, "Methodology in VieivContact between Cultures: The China Case
in the Seventeenth CenturnfzySRCS Occasional Papelrl (Centre for the Study of Religion and
Chinese Society, Chung Chi College, The Chineseedgity of Hong Kong) (Dec. 2002), pp. 1-
64. | have written an extensive reviewing of Startis methodology and of his theory about
cultural encounters, see Hui-Hung Chen£ %, "Wenhua xiangyu de fangfa lun: pingxi zhong
ou wenhua jiaoliu yanjiu de xin shiye i 4pig = 23 1 3247 ¢ B2 4 AT § ORATARTF
(New Perspective on the Methodology of Cultural taets in the Studies of the Cultural
Encounters between China and Europe in the Sewght&entury),"Historical Inquiry, 40 (Dec.,
2007), pp. 239-278.

¢ Responsible editor: Shih-Chiang Faaf ¥).
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Figure la.
"Cure of the Centurion's Servant," no. 27, Jeroraddl| Evangelicae Historiae Imagines
(Images of Evangelical History) (1593), © InstitotuHistoricum Societatis lesu, Rome.
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Figure 1b.

The same title in Giulio AleniTianzhu jiangsheng yan xing ji lie i "% 2 & 7 & 9
(Biblical Narratives of the Words and Deeds Aboutlificarnation of the Heavenly Lord
first edition 1635), 1738, Fu-ssu Nien Library,tihge of History and Philology, Academia Sinica,

Taiwan, A FTO53R, © Institute of History and Phidgl, Academia Sinica, Taiwan.
Aleni'sTianzhu jiangsheng yan xing ji lireas published in 1635, two years earlier tldmu xiang
jing jie, and these two works should be a pair of pubbeetifor Aleni's introducing the Incarnation.

The edition used here is a later one, which conshihe texts and images from the above two
works. The seventeenth-century editions of¥he xing ji liedo not include the images. This same

image also appears in some seventeenth-centuigreddf theChu xiang jing jie
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Figure 2a.
"Meeting of Jesus in the Temple," no. 9, JeromeaNawangelicae Historiae Imagines
(Images of Evangelical History)593),© Institutum Historicum Societatis lesu, Rome, Italy.
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Figure 2b.
The same title irsong nian zhu gui cheng 4 3k *#.4% (Method for Reciting the Rosary
first edition circa 1619), JapSin 1-43b,Archivum Romanum Societatis lesu, Rome, Italy.
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