

The Savvy Socialite: Lu Xiaoman’s Beauty Painting and Women’s Agency in Republican Shanghai

Abstract
What was it like to be a beautiful, talented, and cultured socialite in Republican-Era Shanghai? Lu Xiaoman’s 1947 painting Beauty Painting can help us to answer that question. Lu was a well-known socialite in Republican-Era (1912–1949) Shanghai, and her painting depicts her friend and fellow socialite Tang Ying in the process of painting. I will argue that this image is a visual response to the experience of being an educated and talented woman in Republican-Era Shanghai and discuss how Lu’s painting relates to the social class of the socialite, the state of women’s education at the time, and the experience of living in the dazzling cosmopolitan centre of Shanghai. Through Beauty Painting, we can see how women in modern Shanghai used their unique social position to assert their agency as players in the cultural sphere.







Her brush poised to make the first stroke on blank paper, a beautiful woman dressed in luxurious clothing lightly perches at a desk in a room filled with lavish objects. She is captured at the moment of beginning her work; she is making a crucial decision that cannot be undone. Her gaze is lowered to the paper in front of her, her hair arranged in a swirling chignon at the nape of her neck. She wears a shawl of spiralling black lines on a light pink background, a green, loosely fitting jacket above a sinuous white undergarment that flows over her feet, and an ornate skirt of gold. In her delicate hand, she holds a slender brush that she has just finished dipping in a pot of ink. Her other hand rests on the paper in front of her. Her ornate desk is covered with the accoutrements of an artist, including her ink pot, ink stone, and clean brushes. Underneath is a basket of what appears to be rolls of brocade for backing her paintings. Behind the woman are more beautiful and ornate objects. Above the woman, the left two-thirds of the painting is devoted to a blank wall and is left in neutral space, as is the floor. The right third of the painting opens onto a tiled balcony, whose orange curtain is pulled back to reveal tall plants with folding green leaves. Separating the room and the balcony is a bright red line, which starts at the top of the painting and ends when it is blocked from view by the woman’s desk.
Lu Xiaoman’s Beauty Painting from 1947 (fig. 1) is an image of her friend and fellow socialite Tang Ying making a copy of a Ming Dynasty (1368–1644) painting within a room full of beautiful objects representative of someone of educated status. I will argue that this image is a visual response to the experience of being an educated and talented woman in Republican-Era (1912–1949) Shanghai. I will analyze the image in relation to its context in Republican Shanghai, particularly the socialite class, the newly expanded educational opportunities for women, and the conception of space in the cosmopolitan city. To conceptualize Lu’s work, I will compare it to older forms of figural painting. The similarities to these works, as well as the differences, can help us understand how Lu used older conventions to speak to her specific place and time. Through Beauty Painting, we can see how women in modern Shanghai reworked the opportunities given to them to assert their agency as players in the cultural sphere.
Lu Xiaoman was a well-known socialite who spent time in Beijing and Shanghai. In addition to being an ink painter, she was skilled in traditional opera, calligraphy, and acting, fluent in English and French, and well-versed in music, literature, and art.[footnoteRef:1] Her father, Lu Ding, was a diplomat and a scholar who passed the Qing dynasty (1644–1911/12) civil service examinations.[footnoteRef:2] Much of the attention focused on Lu, both in her time and today, is due to her relationship with Xu Zhimo, a famous poet whom she had married after divorcing her first husband. After Xu’s death in a plane crash in November 1931, when Lu was twenty-nine, she devoted herself to publishing his work.[footnoteRef:3] She also held a solo art exhibition in Shanghai and made a living by selling her work and teaching painting.[footnoteRef:4] She later received posts at the Shanghai Institute of Culture and History and the Shanghai Academy of Chinese Painting.[footnoteRef:5] Aside from the paintings she painted under obligation to the Academy, the other works she painted in the 1960s sold quickly.[footnoteRef:6] Although most discussions of Lu focus on her early life, love affair, and social role, she was a fairly successful artist. Beauty Painting depicts Lu’s friend and fellow socialite Tang Ying making a copy of a Ming Dynasty painting. Like Lu, Tang was a well-known socialite, as well as an actress. For example, in 1927, she performed in an amateur staging of The Young Mistress’s Fan and was praised for her performance in the press.[footnoteRef:7] Lu and Tang were also known to host joint opera performances.[footnoteRef:8] Both were talented women involved in the cultural and public life of Shanghai. [1:  Lily Xiao Hong Lee and A. D. Stefanowska, “Lu Xiaoman,” in Biographical Dictionary of Chinese Women: The Twentieth Century 1912-2000 (University of Hong Kong Libraries Publications: No. 14. Taylor and Francis, 2015), 389.]  [2:  Lee and Stefanowska, 389.]  [3:  Lee and Stefanowska, 389.]  [4:  Lee and Stefanowska, 389.]  [5:  Lee and Stefanowska, 391.]  [6:  Lee and Stefanowska, 392.]  [7:  Mei Mei Rado, “The Lady’s Fan: Fashion Accessories and Modern Femininity in Republican China,” in Fashion, Identity, and Power in Modern Asia, ed. Kyunghee Pyun and Aida Yuen Wong (Palgrave Macmillan Cham, 2018), 215.]  [8:  Aihua Zhang, “Reinventing tradition and indigenizing modernity: the Beijing New Women and their leisure in the early decades of the twentieth century,” Women's History Review 30, no. 1 (2021): 35, https://doi.org/10.1080/09612025.2019.1695358.] 

[bookmark: _gjdgxs]The World of the Socialite
As women were becoming more visible in early twentieth-century Shanghai, there were multiple ideas of what a modern woman should be. One popular idea that started during the New Culture Movement, from the 1910s to 1920s, was that of the “New Woman”: reformers believed that liberating women from their traditional roles of subjugation and repression was crucial to creating a new, modern, and strong nation.[footnoteRef:9] Popular culture picked up on the idea of the New Woman, which led to the creation of an idealized modern woman who was a beautiful cosmopolitan consumer as well as being educated and socially conscious.[footnoteRef:10] Thus, in many advertisements and other forms of popular culture, the modern woman became less of a political figure and more of a symbol of consumerism and an object of attraction for men.[footnoteRef:11] In images of these women, the modern woman is turned into an object of visual pleasure.[footnoteRef:12] The sexualized and young modern woman who was so popular in advertisement images is often referred to as “the Modern Girl.”[footnoteRef:13] [9:  Zhang, 30.]  [10:  Zhang, 31.]  [11:  Shu-Mei Shih, “Shanghai Women of 1939: Visuality and the Limits of Feminine Modernity,” in Visual Culture in Shanghai 1850s-1930s, ed. Jason C. Kuo (Washington, DC: New Academia Publishing, 2007), 227.]  [12:  Shih, 227.]  [13:  Zhang, “Reinventing tradition and indigenizing modernity,” 31.] 

	Lu and Tang did not fit comfortably into either of these categories. Instead, they were a different type of woman in Republican China: the socialite. These women were modern and beautiful, newly seen in the public sphere and newly educated. Rather than being reduced to the stereotypes of the New Woman and Modern Girl, socialites were part of a more fluid and cosmopolitan identity.[footnoteRef:14] These women were well-educated, well-travelled, and from well-to-do families.[footnoteRef:15] Society ladies were part of a complicated social standing. In many ways, they conformed to the behaviour considered traditionally feminine and were largely reliant on their male family members for their status, but they also had increased social and cultural agency and were the ideal of the cosmopolitan modern woman.[footnoteRef:16] Socialites such as Lu and Tang were highly visible society women whose images frequently appeared in the popular press, renowned for their talents and cultural accomplishments as well as their beauty. Images of these women were not only intended for a male audience, but as images of emulation for other women; the circulation of their photographs “participated in an imagined feminine network of information sharing, fan culture, and self-imagination.”[footnoteRef:17] Socialites were not only present in the print media but participated in the cultural life of cities such as Shanghai. For example, Lu was particularly well-known for her involvement in opera patronage, which subverted the traditional and patriarchal opera hierarchy.[footnoteRef:18] Lu and Tang also often performed in amateur stagings of opera and theatre.  [14:  Rado, “The Lady’s Fan,” 195.]  [15:  Rado, 204.]  [16:  Rado, 205.]  [17:  Rado, 206.]  [18:  Zhang, “Reinventing tradition and indigenizing modernity,” 34.] 

	The ambiguous social standing of the socialite can be seen in Lu’s painting itself. In the image, Tang relies on many conventions of feminine talent; like the talented beauties of the past, she is situated as another beautiful object in a room filled with splendid treasures. She may be waiting for her lover, like the women in many traditional paintings; this is indicated by the erotic symbol of the banana leaves outside of the balcony window.[footnoteRef:19] However, the painted Tang takes an active role in the painting, representative of the active cultural role that she and other socialites played in 1940s Shanghai. As the public was able to see images of her acting in many of the popular pictorials of the time, so too is the viewer of the painting invited to peek in through the window to view the accomplished woman practicing her painting. Like women in popular journals were presented as models for the female reader to emulate, so too is Tang in Beauty Painting. Like how Tang and Lu were portrayed in society journals of Shanghai, the accomplished beauty is put on display for both appreciation and emulation. [19:  Julia M. White, “Educated and Probably Dangerous Women in Seventeenth- and Eighteenth- Century Chinese Painting,” in Beauty Revealed: Images of Women in Qing Dynasty Chinese Painting, ed.  John Stevenson (Berkeley: University of California, Berkeley Art Museum and Pacific Film Archive, 2013), 29.] 

The curtain on Tang’s balcony is drawn back, revealing the world outside, and at the same time letting the world peer in. However, what the window reveals is the erotic symbol of the banana leaves. Banana leaves have been used in visual and poetic depictions of beautiful women throughout Chinese history. For example, the Tang Dynasty (618–907) poet Pai Juyi linked banana leaves to beautiful women, writing that “The red plantain equals a beauty.”[footnoteRef:20] The Song dynasty (960–1279) poet Li Qingzhao went further and associated banana leaves with love by describing a banana plant outside of her window as “Leaves like hearts, leaves like hearts / That open and close with excess of love / Midnight, rain on the leaves saddens my own heart.”[footnoteRef:21] Banana leaves in poetry and art can also have erotic connotations. The word for banana plant itself can be taken as a play on words for sexual intercourse and the actions of unfurling banana leaves can be read as a sexual suggestion.[footnoteRef:22] Lu’s inclusion of the banana leaves ties to how when women entered the public sphere of Shanghai, they were often highly sexualized. Women’s bodies were presented as one of the main attractions of the city of Shanghai, and images of the sexualized Modern Girl were inescapable in advertising images. While Lu and Tang were not part of this group, they would not have been able to escape images of the sexualized Modern Girl in advertising images and popular culture. In between the inner sphere and the outer sphere, in between actively pursuing her own cultural activities and waiting for a departed lover, in between the private scholar’s study and the erotic cityscape of the modern girl, Lu’s painting comments on the time of transition in which she lived, and the categories that women were expected to fit into.  [20:  Ellen Johnston Laing, “Chinese Palace-Style Poetry and the Depiction of a Palace Beauty,” The Art Bulletin 72, no. 2 (June 1, 1990): 294. doi:10.2307/3045734.]  [21:  Laing, 294.]  [22:  Laing, 295.] 

[bookmark: _30j0zll]Subverting the Expectations of Women’s Education
Lu and Tang were both well-educated women. This is seen in Lu’s ability to create Beauty Painting, as well as the accoutrements surrounding Tang within the image. Lu attended Sacred Heart Women’s School in Beijing, a French Catholic school, spoke multiple languages, and was well-versed in literature and music. Lu was not alone in this. While opportunities were still limited in the early Republican period, Lu and Tang became part of a generation of women who more than ever were receiving an education. Although many advocates of women’s education in the Late Qing and Republican periods focused on the benefits to the nation and to the family, socialites such as Lu and Tang used their education to assert agency in the cultural sphere of Shanghai.
When Lu and Tang were young, the beginning of women’s education found support from those who viewed it as a tool to support women’s traditional roles in the home. In the late Qing and early Republican periods, women’s education was seen as a way to create “virtuous housewives”; this was both a benefit and a hindrance to women at the time.[footnoteRef:23] Late Qing support for women’s education was largely informed by nationalist sentiments, which suggested that by receiving an education, women would become good mothers who would create educated sons and therefore a stronger nation.[footnoteRef:24] While these advocates supported women’s education, they believed that women would never be able to reach the cultural achievements of men. For example, Lin Yutang, writing in My Country and My People in 1938, states [23:  Harriet T. Zurndorfer, “Gender, Higher Education, and the ‘New Woman’: The Experiences of Female Graduates in Republican China.,” in Women in China: The Republican Period in Historical Perspective, ed. Mechthild Leutner and Nicola Spakowski, Berliner China-Studien, 44 (Münster: Lit, 2005), 451.]  [24:  Zurndorfer, 452.] 

While I regard the increased knowledge and education as an improvement and approaching the ideal of womanhood, I wager that we are not going to find, as we have not yet found, a world-renowned lady pianist or lady painter. I feel confident that her soup will still be better than her poetry and that her real masterpiece will be her chubby-faced boy. The ideal woman remains for me the wise, gentle and firm mother.[footnoteRef:25] [25: Zurndorfer, 450.] 

Although women’s education did enjoy some support, at the outset it was mostly seen as a way of modernizing the nation by creating modern mothers and therefore modern sons.[footnoteRef:26] [26:  Zurndorfer, 459.] 

Unlike the expectations of traditionalist and nationalist advocates for women’s education, who promoted women’s education for use in the home and to raise well-educated sons, Lu and Tang used their education to become socialites and celebrities. They used their talents to shine in the social eye, from painting to opera performances, for which they were celebrated and recognized in the popular press. Unlike those such as Lin Yutang, who disparaged women’s cultural abilities, many popular pictorials celebrated the talents of socialites. For example, Shanghai huabao (Shanghai Pictorial), praised Lu, writing on July 15, 1927: 
Beautiful and elegant, [Lu Xiaoman] holds the first place in the Society [lit. arena of the social intercourse] in the capital city [Beijing]. She is well versed in both Chinese and Western letters, and she also specializes in Peking and Kunqu operas. When she sings a tune, one can’t help but become transfixed.[footnoteRef:27] [27:  Rado, “The Lady’s Fan,” 204.] 

 Lu’s photographed portraits were often disseminated in popular journals such as Shanghai huabao, both alone and with her husband Xu, a talented and renowned poet (fig. 2). In these images, Lu’s education and talents are displayed. In many depictions of her and Xu, the couple is presented as well-matched in terms of their skills.[footnoteRef:28] Moreover, Lu is often depicted holding a paper fan, which she may have painted, further demonstrating her abilities.[footnoteRef:29] These folding fans were traditionally used by scholarly gentlemen, and when used by women, were associated with those who “possessed exceptional talents in arts and literature and thus in some ways shared the male scholars’ world.”[footnoteRef:30] Socialites asserted their agency by using their education for a more cultural and social role. [28:  Rado, 206.]  [29: Rado, 198.]  [30:  Rado, 198-199.] 

Similarly, in Beauty Painting, Tang uses her education for her own purposes, rather than for a family. Her studio is decorated with antiquities and objects often seen in the studies of scholars and educated beauties. However, rather than simply being a beautiful object surrounded by other beautiful objects, she is surrounded by artistic equipment and is depicted in the act of painting; she is actively using her education. Moreover, the strong red line that separates the inner sphere of Tang’s chambers from the outer sphere of the open window is broken by the desk holding her painting tools, a sign of her education. This relates to how women such as Lu and Tang saw their education as opening possibilities for them in both the inner and outer world.
Lu’s work is further related to women’s education through its similarities to Qing dynasty paintings of educated beauties, part of the genre of meiren hua, or beauty paintings. Standard meiren hua often depicted educated courtesans simply for the pleasure of male viewers. However, Lu’s work has similarities to a subset of meiren hua which features women actively using their education among objects of educated status. These are not simply representations of courtesans but a reflection of the changing role of women’s education.[footnoteRef:31] One example, Lady Writing a Letter (fig. 3), features erotic symbols but also demonstrates how women’s education was moving away from simply being a way to entertain educated men.[footnoteRef:32] This work “exemplifies a different approach to a woman’s education and the purposes of literacy.”[footnoteRef:33] This can be seen in Lu’s painting. Like the woman in the earlier painting, Tang is actively engaged in an educated pursuit, not simply waiting for an absent lover. Although the work still features some items associated with courtesans — like the banana leaves — the work focuses on her activity. In this way, Lu’s Beauty Painting relates to this previous tradition to show the changing educational status of women. [31:  White, “Educated and Probably Dangerous Women in Seventeenth- and Eighteenth- Century Chinese Painting,” 25.]  [32:  White, 30.]  [33:  White, 30-31.] 

Meiren hua played with vision and visuality by including doorways and windows that invite the viewer into a more intimate relationship with the work.[footnoteRef:34] One example is the late eighteenth-century work Woman in a Brothel Being Presented to a Client (fig. 4), which shows a curtain being pulled back to reveal a beautiful courtesan. This picture plays with the idea of revealing and concealing beauty by suggesting different spaces of presentation and concealment. This is also present in the top right of Lu’s painting; the curtain of Tang’s balcony is blowing back in the wind, revealing her and her room to the outside world, as well as the erotic symbol of the banana leaves. However, there is the suggestion that the wind could stop at any time, and the curtain would drop back into place, concealing her again. [34:  White, 25.] 

[bookmark: _1fob9te]Modern Shanghai in the Scholar’s Chambers
Republican Shanghai was a complicated space, seen as a dazzling metropolis where beautiful modern women were one of the main attractions. The ideal of modern Shanghai conveyed a “fantasy of men and women living in a glittering world of fashionable clothes and fancy furniture.”[footnoteRef:35] Women themselves were commodified as part of the spectacle of modern life and were linked to the new and glamorous image of public urban spaces.[footnoteRef:36] Shanghai was seen as a place of “material splendor” that “dazzled” its spectators.[footnoteRef:37] [35:  Leo Ou-fan Lee, “Shanghai Modern: Reflections on Urban Culture in China in the 1930s,” Public Culture 11, no. 1 (January 1, 1999): 82.]  [36:  Lee, 89-90.]  [37:  Lee, 95.] 

Socialites such as Lu were part of a fluid sense of feminine space. Like the cosmopolitan ideal of the modern woman, the class of “society” that socialites participated in was centred around public urban spaces.[footnoteRef:38] For some observers, the new ability of women to move into a social sphere was a benefit to courtship. The socialite Liang Peiqin stated that “the purpose for women to socialize in public is to get to know more men.”[footnoteRef:39] Public social relationships were a key part of the life of the socialite.[footnoteRef:40] The social lives and public visibility of women such as Lu and Tang were essential to the society of cosmopolitan centres such as Shanghai. They attended a variety of social events that placed them in the public eye.[footnoteRef:41] [38:  Rado, “The Lady’s Fan,” 204.]  [39:  Rado, 208.]  [40:  Rado, 204.]  [41:  Rado, 204.] 

It is through these spatial contexts that we can understand Lu’s depiction of Tang. Both women were socialites who often ventured into the public sphere. The open window, looking out to the world, can be seen as a visual representation of the curtain which had recently been drawn aside to let such cultured and talented women emerge into the public sphere. Lu and Tang asserted their agency as participants in Shanghai culture, through theatre, opera, and artistic activity. They were also highly visible public figures whose images often appeared in pictorial journals. The painted Tang Ying asserts this cultural agency by being portrayed as actively painting. However, Lu chose not to represent one of the new, glittering, modern spaces characteristic of Republican Shanghai. She does not participate in the representations of women and their bodies as part of the commodified, chaotic, city life, which were so characteristic of many popular images of women. Rather, she depicts the more timeless setting of a scholar’s study. Tang’s location is not representative of her role as a leading socialite in modern Shanghai. Instead, it is her actions that prove her cultural skills. The image of the scholar’s study offers a respite and a retreat from the hustle and bustle of Republican Shanghai.
The use of the inner and outer quarters in Lu’s work is an interesting representation of women’s space. Inside, although sequestered in the inner chambers, Tang is surrounded by beautiful objects and supplies for her painting. While alone, she seems to be happily occupied with her work. The outside, strongly demarcated by the bright red line, is a balcony that opens onto a scene of only banana leaves, an erotic symbol. Like Tang’s balcony, women in the public eye of Shanghai, from poster girls to movie stars, were highly sexualized. It is Tang’s desk, which demonstrates her education and cultural skills, which breaks through the red line and allows her to move between the sharply demarcated zones. The red of this boundary line is repeated throughout the painting, notably in Tang’s belt. She brings the boundary into her body, demonstrating her ability to move between the traditional inner spaces of women and the new modern urban spaces of Shanghai. It is unclear, however, which space Tang would prefer to occupy, as she is situated in the middle.
Lu’s work is further contextualized in the cosmopolitan space of Shanghai through its similarities to the late nineteenth-century commercial painting of Shanghai. In this period, figure painting became more popular than it had been previously, as it was often linked to popular images and consumer culture.[footnoteRef:42] In particular, the works of Qian Hui’an (1833–1911), an artist who was closely tied to popular art and craft traditions, have similarities to Lu’s Beauty Painting.[footnoteRef:43] Qian transformed the genre of meiren hua and placed it in relation to the culture of Shanghai’s entertainment industries.[footnoteRef:44] Therefore, his work was very rooted in the culture of Shanghai. Lu’s work can be compared to Qian’s Stopping the Qin and Waiting for the Moon (fig. 5). Like Lu’s Beauty Painting, Stopping the Qin and Waiting for the Moon relates to the women of contemporary Shanghai, features a beautiful woman engaged in cultural pursuits, and references the tradition of meiren hua.[footnoteRef:45] The subject has stopped playing to look at the moon, and we are invited to look over her shoulder and follow her gaze. This is similar to how we are invited to engage with Beauty Painting; we are encouraged to look over Tang’s shoulder to view what she is painting. The composition of a figure with his or her back turned was an element of late nineteenth-century commercial painting in Shanghai and was intended to grab the attention of the viewer. Although Tang’s back is not completely turned in Lu’s image, her positioning still works similarly to draw the viewer into the work. In both works, the positioning of the woman draws us into the work and invites us to be a spectator along with her. The negative space in both images also draws the viewer's attention to the female figure. [42:  Roberta Wue, Art Worlds: Artists, Images, and Audiences in Late Nineteenth-Century Shanghai (Hong Kong University Press, 2015), 34.]  [43: Wue, 34.]  [44: Wue, 34.]  [45: Wue, 152.] 

Another element of Qian’s work that is similar to Lu’s is the element of timelessness. Even when Qian painted scenes that were intended to be historical, his works seem more like timeless fairy tales than direct depictions of history.[footnoteRef:46] Despite this unspecified time, the identity of these timeless figures “surrenders to the demands of the present and of modern-day pleasures and joy . . .  the past is melded with a golden and eternal present for artists and viewers that refuse to look back. ”[footnoteRef:47] Like Qian’s work, Lu’s Beauty Painting takes place in a timeless, unspecified time. She uses this unspecified historicity to bring the subject into the present moment of 1940s Shanghai, in the same way that Qian makes his historical subjects present. [46: Wue, 56.  ]  [47:  Wue, 56.] 

In this essay, I have established how Lu’s Beauty Painting visually demonstrates the ways Republican-Era Shanghai socialites enacted agency onto the social and cultural world of the city. Through their unique social position, their education, and the liminal space of Republican-Era Shanghai, women such as Lu Xiaoman and Tang Ying carved a space for themselves in Shanghai society and the social imagination. Moreover, the strong red line in Beauty Painting demonstrates the harsh division between the inner and outer spheres that women experienced at the time. Neither space is presented as ideal; the inner space is isolated and lonely, whereas the outer space is only filled with the erotic symbol of banana leaves, demonstrating the prevalent sexualization of images of women in Republican-era Shanghai. Tang’s desk, representative of her education, breaks through this barrier, allowing her to move between spaces as she desires. Although the city has opened up to women, the inner and outer spheres both have drawbacks and rewards.
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Figure 1. Lu Xiaoman. Beauty Painting. 1947. Ink and colour on paper, hanging scroll, 84.5 x 33.5cm. https://www.bonhams.com/auction/25592/lot/345/lu-xiaoman-1903-1965-beauty-painting/
. [image: ]
Figure 2. Portrait of Lu Xiaoman and Xu Zhimo, Tuhua shibao 圖畫時報 [Pictorial Times] 348, 1927. In Mei Mei Rado, “The Lady’s Fan: Fashion Accessories and Modern Femininity in Republican China,” in Fashion, Identity, and Power in Modern Asia, ed. Kyunghee Pyun and Aida Yuen Wong (Palgrave Macmillan Cham, 2018), 199.
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Figure 3. Anonymous, Lady Writing a Letter, eighteenth century. Hanging scroll, ink and colours on silk, 91¾ x 51 in. Peabody Essex Museum. In Julia M. White, “Educated and Probably Dangerous Women in Seventeenth- and Eighteenth-Century Chinese Painting,” in Beauty Revealed: Images of Women in Qing Dynasty Chinese Painting, ed.  John Stevenson (Berkeley: University of California, Berkeley Art Museum and Pacific Film Archive, 2013).
[image: ]
Figure 4. Anonymous, Woman in a Brothel Being Presented to a Client, late 18th century. Hanging scroll, ink and color on silk; 65 ¾ × 24 ⅝ in.; UC Berkeley Art Museum and Pacific Film Archive.
https://archive.bampfa.berkeley.edu/images/programguide/091013.pdf
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Figure 5. Qian Hui’an, Stopping the Qin and Waiting for the Moon, lithograph, Dianshizhai conghua [Collected images from Dianshizhai] (Shanghai, 1886), fascicle 5, p. 14b. In Roberta Wue, Art Worlds: Artists, Images, and Audiences in Late Nineteenth-Century Shanghai (Hong Kong University Press, 2015), 153.
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