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			Abstract

			There existed a worldview of cosmomedia in late 19th century China that integrated classical Confucian and Daoist ideas with western media like aether and panoramic painting. Cosmomedia is a kind of organic media thinking based on sensus communis (common sense) among people and induction between heaven and mankind, thereby generating moral obligations, and becoming the foundation for the political philosophy of Kang Youwei, Tan Sitong and other reformist intellectuals. It constitutes a kind of medial power to unify things, people, and the world and supports the political imagination of great harmony (Da tong). The loss of distance brought about by the virtual image media-like panorama or aether, echoes the traditional belief of the unbearable heart, confirms the existence of sensus communis and, thus, makes the world of great harmony possible.
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			Resumen

			A finales del siglo XIX existía una visión mundial de cosmomedia en China que integraba ideas confucionistas y daoístas clásicas con medios occidentales como el éter y la pintura panorámica. El cosmomedia es un tipo de pensamiento orgánico de los media basado en sensus communis (sentido común) entre las personas y la inducción entre el cielo y la humanidad, generando así obligaciones morales y convirtiéndose en la base de la filosofía política de Kang Youwei, Tan Sitong y otros intelectuales reformistas. Constituye un tipo de poder medial para unificar cosas, personas y el mundo y apoya la imaginación política de una gran armonía (Da tong). La pérdida de distancia provocada por la imagen virtual del medio similar al panorama o el éter refleja la creencia tradicional del corazón insoportable, confirma la existencia de sensus communis y, por lo tanto, hace posible el mundo de la gran armonía. 
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			In late Qing and early republican China, there existed a worldview of cosmomedia that integrated classical Chinese ideas such as Ren 仁 (benevolence), Chi 氣 (atmosphere), Buren zhi xin 不忍之心 (the unbearable heart or compassionate mind), Qiwu 齊物 (unification of things), Tian Ren Heyi 天人合一 (interaction between heaven and mankind) etc., along with modern culture-technology (such as physics [aether, electricity], optics [lenses], information technology [radio], and various virtual image media [microscope, panoramic painting, slides, movies], etc.). The concept of cosmomedia borrows from Yuk Hui’s “cosmotechnics”. In his opinion, cosmotechnics are ideal technological forms that can act as an intermediary connection through which the cosmic order (nature) and the moral order (human/culture) are unified (Hui 2021, 18). This is a relational idea about the universe and human beings, and it is more appropriate to call it cosmomedia, indicating an inductive relationship between heaven and man, sensus communis or common sense between self and others. This cosmomedia is a kind of organic media thinking, based on common sense among people and induction between heaven and mankind, that can generate a moral emotion, thereby generating moral obligations and becoming the foundation for the political philosophy of Kang Youwei 康有為, Tan Sitong 譚嗣同, and other reformist intellectuals. Modern Chinese intellectuals gave great importance to media in the universe and regarded it as the foundation for conveying emotions, communicating physical feelings and realizing a Datong Shijie大同世界 (one-world of great harmony), a kind of socialist utopia.

			1.	Microscope and the principle of Qiwu 			(unification of things)

			Kang Youwei, an important politician and thinker in the late Qing and early republican China, is a good entry point for exploring modern Chinese cosmomedia thinking. Kang and his followers initiated the Hundred Day Reform in 1898 which aimed to adopt constitutional monarchy in China and failed. After that, he fled to Japan and traveled around the world extensively for decades and gained a deep understanding of the Western world and the Vienna system (Zhang 2017).1 He wrote a lot of books during his whole life among which Datong Shu 大同書 (The Book of One-world of Great Harmony) is most unique and represents his utopian political thinking. In recent years, Kang Youwei has become a hot topic in Chinese historiography and political science research, known as the new Kangism, contemporary Kang studies and even advocating for a “return to Kang Youwei” (Gan 2015; Zeng 2010). Kang Youwei’s political propositions of constitutional monarchy and republic with weak monarchy, which remained unchanged throughout his life, are regarded as prophets of conservatism in the context of reflections on revolutionary thought. His utopian ideal of One-world of great harmony is a representative of Confucian universalism, and Mao Zedong’s socialist thought often quotes him. This article is unable to discuss all of Kang’s thoughts but attempts to reveal Kang Youwei’s extremely keen understanding of vision, optical devices, media, materials, etc. (such as microscopes and panoramic paintings). And this understanding is closely related to the formation of his political philosophy. 

			Kang asserted several times in his life that before the age of 30 “his thoughts had finalized” and “after that, there is no progress nor need to seek progress” (Kang 1996, 822) This means that Kang firmly believed that in 1884-1887, when he was in his late twenties, the core of his thoughts had been laid. As we all know, at that time, he had not yet found his lifelong belief in Jinwen Jingxue 今文經學 (new texts school of Confucianism), and his important works like Xinxue weijing kao 新學偽經考(New study of False classics) and others had not yet started. Then, what makes Kang position himself this way?

			In 1884, affected by the Sino-French War, Kang Youwei returned to his hometown reading books all day. At the same time, he bought a telescope for astronomical observation and a microscope.

			    “To December, my understanding is more and more deep. Due to the thousands of times magnification of a microscope, I can see lice like wheels, ants like elephants, and understand the principle of unification in size of big and small. Since the electric light travels hundreds of thousands of miles in a second, I have come to understand the principle of unification of speed of fast and slow. Beyond knowing the great, there is still the greater, and within the small, there is still the smaller. It is cut into one and endless, blowing out thousands of different things. According to the vitality of the origin of Chi (atmosphere), I reason out the peace of the world. […] 

			I combined the profound texts of the classics and the collection of literati, inquired into the subtle meaning of Confucianism and Buddhism, explored the new principles of the Chinese and the Western, investigated the changes of Heaven and Man […]. Even after that, I went over all the books of European philosophers, I also thought that only added a little more knowledge to me, not more fundamental principles at all.” (Kang 1996, 823)

			The microscopic world had a great influence on Kang Youwei, and he combined this microscopic vision with traditional Daoist and Buddhist concepts, such as the principle of unification of things, forming a relativist worldview. Kang Youwei mentioned microscopes and telescopes numerous times in his life, what can be clearly seen when searching The Complete Works of Kang Youwei. “The principle of unification” means that all differences are relative and meaningless, and the same applies to race and nationality. “Therefore, I view heaven and earth as very small, and China as even smaller, and regard a catastrophe as very short. So, I look down upon all things, play with heaven and earth, and the so-called the powerful or the powerless, the rich or the poor, long life or short life, etc., are more and more trival things, and the gains and losses of life are too small to be calculated.” (Kang 1996, 824). In this year and the next, Kang Youwei began to write Shili gongfa quanshu 實理公法全書 (The Complete Book of The Essential Principle and Public Law) and Renlei Gongli 人類公理 (Universal Principles of Mankind), which was precisely the fundamental idea of his most important politics work The Book of One-world of great harmony.

			I do not want to overemphasize the year when Kang Youwei bought a microscope, but the encounter with the microscope did give a powerful boost to his thinking and set his political ideals for his whole life. The microscope and the telescope, in Kang’s understanding, zoom in or out of the object; however, the object itself does not change. What the viewer sees is just a changed virtual image automatically generated by the object through technological mediation (Zhu 2023, 25). The virtual images in the microscopic vision decompose things and reveal the original elements of things through which they can be communicated with each other, thus eliminating differences and extending a world view of cosmomedia. Things can be communicated between parts and parts, and between parts and the whole based on homogeneous elements. Just like Kang’s elementary philosophy of man and the world in The Complete Book of The Essential Principle and Public Law. “Human shares the elements of heaven and earth to become a man or woman. […] People eat and drink daily, accept the new elements and discard the old. But as soon as the old that is thrown away is vaporized and changed, the old becomes new again and is received by others. Therefore, the body of man on earth is reincarnated day by day.” “The original elements are owned by heaven and earth, and are not born of parents, then parents and children should each have the right to autonomy, this is geometric axiom.” (Kang 1996, 10-11). In this sense, the mediality of the microscope is the most thorough since it mediates and connects all things at the level of the basic elements. 

			2.	Panorama and sensus communis (common 		sense)

			Kang Youwei’s preference for microscope vision shows that his sense of “image” is particularly keen. This is more clearly expressed in The Book of One-world of Great Harmony. Kang fled to Japan after the failure of the Hundred Day Reform in 1898 and concentrated on writing this book. It begins by describing various universal sufferings such as war and poverty. Then, it raises the question of “how can I feel the pain of others” and argues that “sensus communis (common sense)” is possible. 

			“Master Kang was grieved and distressed, sighing and sobbing for days and months, ceaseless [revolving this universal suffering] in his mind. [From] what subtle [cause] is this?

			I myself am a body. Another body suffers; it has no connection with me, and yet I sympathize very minutely […]. Do I indeed have “Jue” (perceptiveness)? Then [since] the countless numbers of inter-state wars now [going on] among mankind on all the stars [is causing slaughter] […]. How should I not fill sick at heart? Moreover, [at the time when] Bismarck burned France’s Sedan, I was already more than ten years old, and there had been nothing which grieved me. [Then], when I saw a Yingxi 影戲 (shadow-play), the corpses lying among the grass and trees and the burning of the houses frightened me. It was not that I had not been perceptive [therefore]; the trouble was that I had not seen [sufferings].

			Now, as for seeing and perception: the forms and sounds of others are transmitted to my eyes and ears and impinge upon my soul-chi […]. [From] what subtle [cause] is this? Is it what the Europeans call ‘Yitai’ 以太 (aether) ? Is it what was anciently called the “Buren zhi xin” [compassionate mind/ unbearable heart]?” (Kang 1958, 63-64)

			Why do people feel the pain of others, even if they cannot communicate their physical feelings? The answer given by Kang is that people have a “perceptiveness” leading to a “compassionate mind”, that is, common sense. But this is conditional, they must be related to vision, “perception/compassion” comes from “seeing”. Kang posed a case of his experience of the Franco-Prussian War. Knowing did not evoke any sadness, while images in a show-play did. “Seeing” is very important, as it determines actions. Without seeing, there are no longer moral requirements. Kang Youwei later discussed the moral problems caused by microscopes. The benevolence emphasized the virtue of “no killing”, but “if you put a drop of water in a cup and look at it with a microscope, you will see numerous worms”. Drinking water will kill microorganisms, so “Buddha is limited to not seeing”, “if not seeing, you can drink” (Kang 1958, 67). The physical and mental feelings that come from seeing are very important. The essence of seeing is media communication, through which one can reach each other and thus generate moral obligations.

			Then, Kang’s argument moved from common sense to political utopia. On the one hand, he revived ancient concepts like Buren zhi xin (compassionate mind) and Datong (one-world of great Harmony), and on the other hand, he endowed this kind of thinking, perception and governance strategy with modern scientific material foundations, such as virtual image by a new optical apparatus, or “aether”, an ancient Greek concept revived by modern physics in late 19th century. In Kang’s mind, they are understood as cosmomedia that transmit images, then communicate emotions, stimulate empathy and form emotional community. On this basis, he began to contemplate the conditions for human connection, the foundation of compassionate mind and the possibility of one-world of great harmony.

			Kang Youwei had a profound understanding of the significance of media. His book On Saving the Nation by Materials (1904) reflects a rather avant-garde attitude toward media and fully describes the result of globalization brought by modern media:

			“Water pressure, natural gas, electric wires, submarine wires, telephones, phonograph, microscopes, telescope, light, electricity, and electric power transmission machines, steam hammers, steam pumps, are most important material science of this new world. Military, knowledge, morality, customs, and national politics all change according to this (material science).  The most delicate things are changed by the coarsest things. […] Wire can communicate the meaning of thousands of miles; the railway can shrink the earth at hand. In old country people couldn’t communicate a letter for years, boats and vehicles couldn’t arrive for a few days, now all in an instant. The power of great change like reducing costs and increasing life, never happened before. With the advent of the steamboat, the seas are boundless, the lands are connected, Asia and Europe are neighbors now. All these are coarsest and shallowest things, but the development of human beings all over the world truly rely on these. […] The three [wires, railroads, steamboats – note by the quoter] are really monsters that open up a new Earth and make a new world appear on Earth.” (Kang 2007, 80)

			Kang Youwei realized that media seems to add nothing except intermediating among different objects, however, this connectivity brings about fundamental changes. The “coarse and shallow” media infrastructure has brought fundamental changes and can be described as “monsters that open up a new Earth”. Kang undoubtedly incorporated the “shadow-play” he watched into this media system, regarded it as the media for “shrinking the land” and “communicate the meaning” (Kang 2007, op. cit.). 

			Then what is the shadow-play watched by Kang? Obviously, it enabled him to see distant things in time and space. But being able to do this is not new, and even art at the age of pre-mechanical reproduction could do it. Moreover, Kang is not very keen on photography. He believes that photography cannot truly represent real objects, and even from this point of view thinks that representative democracy is not ideal. 

			So, it should be a modern virtual image different from paintings or photographs with material carrier, so as to create an immersive effect both physically and mentally. There is evidence to suggest that the shadow-play was a panorama painting. A photo by an unknown photographer in the collection of Xie Zilong Art Museum depicts a tall circular building with several large characters – “Picture of Franco-Prussian War” –on it (Figure 1). If we learn about the installation structure of panoramic paintings, we will be aware that this is the exhibition venue for a panoramic painting. 

			[image: ]

			Figure.1. Photo of the exhibition venue for a panoramic painting Source: unknown photographer, albumen print, 1890s, collection of Xie Zilong Art Museum, China

			The panorama was a popular visual device in Europe in the 19th century. It is commonly believed to have been invented by Irish painter Robert Barker in 1787, referring to a 360-degree circular painting displayed within a cylindrical structure. This form was widely exhibited in major European cities in the 19th century. Panoramic paintings require dedicated display space. For example, Barker built a tall circular building in Leicester Square, London (Figure 2) to showcase his panoramic paintings. The images were arranged in a circular shape along the walls of the hall, and the audience could stand in the center of the hall to look around and freely admire various scenes, in an unprecedented sense of realism and immersion. Researchers often regard panoramas as an ancient form of virtual reality (Crary 2002; Mannoni 2000; Huhtamo 2013). Panorama also has technological and morphological developments, such as motion devices that can change images and dioramas that introduce lighting. In fact, panoramic painting is a comprehensive art that involves elements such as sound, commentary, models and physical props in addition to lighting. Jonathan Crary sees panoramas as one of the places where the modernization of perceptual experience took place, and considers them to be phantasmagoric, as defined by Adorno, as “any form or process under capitalism that concealed or mystified its actual production or operation” (Crary 2002, 18-19). The tall circular building in the photo was actually a field that created immersive perception for viewers through various means, blurring the distinction between reality and its representation.

			[image: ]

			Figure 2. Sectional view of Panoramic Gallery at Leicester Square in London Source: Mitchell (1801)

			Panoramic paintings of the Franco-Prussian War were famous tourist sites in Paris at that time. Diplomats such as Guo Songtao 郭嵩燾, Xue Fucheng 薛福成 and Li Shuchang 黎庶昌, who went on missions to Europe in the late 19th century had all visited them and left important records. Xue Fucheng’s article “Records of Appreciating Oil Painting in Paris” has even been included in Chinese primary and secondary school textbooks until today. Nearly all these descriptions capture two characteristics of panoramic painting: the architectural quality of panoramic painting and the immersive perceptual effect. This visual illusion creates confusion between images and entities, requiring people to come into contact with the material carrier of the image before they realize it is a painting. Xue even said: “I suspect that the battlefield is just outside and forget that I am actually in a room. Only by touching [the material carrier] with my hands can I realize that it is a wall, a painting, an illusion.” (Xue 1985, 58) This visual illusion creates huge confusion of being unable to distinguish between the image and the reality, the painting and the viewer.

			There are textual and visual materials indicating that panoramas were introduced to late Qing China, such as ones about the Franco-Prussian War and the American Civil War exhibited in Shanghai and Suzhou respectively. In 1898, an article titled “Record of Watching the Picture of Franco-Prussian War in Zhang Garden” was published in the Zilin Hubao 字林滬報 (Zilin Shanghai Daily). Like those viewers in Paris, visitors to Zhang Garden paid the most attention to the special architectural installations and sensory effects of panoramic paintings. The special architecture was described in terms of “a special high-rise house” and “climbing up to the platform”. Regarding the realistic immersive effect, the author specifically describes the comprehensive perceptual effect caused by gunfire, fortresses and close combat: “Although I only saw it by eyes not heard it in ears, my soul was already intimidated by it.” (Anonymous 1898). This synesthesia, from visual to auditory, immerses the viewer both physically and mentally. This is consistent with Kang Youwei’s statement that “it was transmitted to the eyes and ears and touched the soul energy”.

			In 1896, the Dianshizhai Huabao 點石齋畫報 (Dianshizhai Pictorial) published a picture named “Reading a Painting at Qiyuan (Surprise Garden)” showing people admiring a painting depicting the American Civil War (Figure 3). The bottom left corner of the picture shows a polygonal viewing platform with several viewers. Comparing the audience and the people in the painting reveals the enormous size of the painting. The painting is not only large but also presented in a panoramic style, with viewers looking in different directions, indicating that the painting is presented in a circular shape. This is a panoramic painting. At first glance, the scene looks very chaotic, since the painting appears in the picture without a frame, and soldiers on the battlefield are directly mixed with the viewers. This effect is deliberately created to display a sense of immersion in the panoramic view. Painters of Dianshizhai could not reproduce the visual characteristics of Western oil painting, but they could express the special effects of a panoramic painting by presenting people’s different viewing methods. It is clearly through this integration that the core visual/perceptual characteristics of the panorama, that is, fusion, confusion and immersion, are intentionally presented. 

			[image: ]

			Figure 3. Mingfu He, “Reading a Painting at Wonder Garden”Source: Dianshizhai Pictorial, 1896

			The distance here has disappeared. And this kind of dizziness of inability to judge distance is one of the common feelings for panorama viewers, who lack something like the interior floor of a museum or gallery to help them judge the distance between themselves and the image. Even some early European viewers threw coins at the wall to determine how far the scene was from them (Crary 2002, 19). This is similar to Xue Fucheng’s intention of touching with his hands. This loss of distance, Crary argues, is precisely the attraction of a panorama. “It involves a detachment of the image from a wider field of possible sensory stimulation and creates a calculated confusion about the literal location of the painted surface as a way of enhancing its illusions of presence and distance.” (Crary 2002, 19). The so-called immersion is actually the loss of distance. This is also why Kang Youwei recognized the existence of common sense by watching a panorama. The visual illusion caused by panoramic paintings eliminates the distance between the viewer and the image, as well as the distance between the image and the reality it refers to. In Kang’s mind, this is similar to the microscopic vision that demonstrates the principle of Qiwu (unification of things). Whether it is an image in microscope vision or a panoramic painting as a kind of comprehensive art that combines light, sound, objects and so on, they are actually modern virtual images that bring a sense of unity or integration, without distinguishing between the viewer and the object and the subject and the object, through the diffusion of virtuality. This achieves de-territorialization and re-territorialization between objects, images and media, repositioning the physical and mental feelings of others who are separated by physical bodies on distant battlefields, forming a sense of commonality, thus achieving a promising “Great Harmony”. 

			3.	Aether, cosmomedia and modern Chinese 		political philosophy

			It is in this sense that Kang Youwei puts panoramas together with the aether and considers them as substances on the same level. Following the “shadow-play/panorama” text cited earlier, Kang further discusses the bodily foundation for sensus communis in The Book of One-World of Great Harmony: “If [a thing be] external to myself, how can I have knowledge [of it], how can I feel affection [for it]? Since I have a body, then I share coexisting bodies that which permeates the air of Heaven, permeates the matter of Earth, permeates the breath of Man.” (Kang 1958, 64). The common sense between bodies is “like the Chi’s (air) filling space and being omnipresent; like the lightening going through the air and penetrating everywhere” (Kang 1958, 64). Kang makes it very clear that the human body is the condition for perception and emotion, and different bodies communicate through media such as air, electricity and light, as well as aether and image. Kang clearly states that benevolence, electricity, images, light, aether, Chi and others “though are different names but the same actuality” (Kang 1958, 65) as media for communication and dissemination. In The Deep Meaning of Mencius (1901), he also explicitly states: “The Buren zhi xin is benevolence, electric, and aether, which everyone has. Therefore, it is said that human nature is good.” (Kang 1987, 9). Kang Youwei provides a material and medial basement to the question of sensing the pain of others. As affect media, they not only convey information and images, but also physical perception. He also indicates that such media are like magnets: “If there is perception and awareness, then there is attraction. Thus, is it with the lodestone; how much more is it with man! Compassion is attraction in action.” (Kang 1958, 65). In this way, Kang proves the existence of human’s common sense, since it has a material nature and obeys scientific laws.  

			Aether is an ancient concept in the West. In ancient Greece, this term mainly referred to the sky, air, etc. In the 19th century, with the progress of physical sciences such as optics and electricity, especially the emergence of theories such as light waves and electromagnetic fields, the concept of aether was revived and understood as a medium for propagating light and electricity, with materiality but also invisible and intangible, filling space. Later, due to the establishment of relativity and quantum mechanics, aether theory was gradually abandoned (Whittaker 1910, 4-6). This concept was introduced to China in the mid-19th century and quickly gained widespread dissemination and recognition in the intellectual community, becoming an important part of modern Chinese political philosophy.

			One of Kang Youwei’s students, Tan Sitong, who was beheaded in 1898 by the Qing Court for promoting the political reform with Kang, was also deeply interested in the aether theory. He connected aether with Confucian “benevolence”, Mohist “universal love”, Buddhist “mercy”, Christian “soul” and “philanthropy”, scientific “gravity” and other concepts, making aether an important concept with both materiality and spirituality (Tan 1994, 10). In Ren (Benevolence) Studies (1896), Tan Sitong used aether to explain all natural, spiritual and social phenomena, establishing the entire world based on the concept of aether. In his opinion, the aether is the smallest unit of all things in the world and the fundamental driving force that holds everything together. From the flesh and blood of humans to the collective aggregation of families and nations, to the Earth, solar system, Milky Way and the vast cosmos, even a drop of water, a speck of dust and even microorganisms, are all the results of the organization and attraction of aether. In his article “The Theory of Aether” published in the Hunan Daily in 1898, Tan Sitong explained and reiterated in more detail the dominant role of aether over all things in the universe. He claimed that aether was indispensable for the maintenance and domination of everything, from Earth to microorganisms. Therefore, he regarded aether as the force behind force, ultimately making it the true ruler of the entire universe.

			Moreover, Tan also suggested that “Benevolence regards ‘tong’ (connection) as the primary significance. Aether, electricity, and mental power are all tools for connection” (Tan 1994, 7). It is very clear that for the first generation of Enlightenment intellectuals in China represented by Kang and Tan, aether is a medium of connection and transmission, the material basis and philosophical origin of social cohesion, capable of transmitting distant thoughts, images and even physical sensations in time and space, thus, forming a unified society.

			More importantly, this medium has the energy of “force” (Tan 1998, 432-433). And gravity and attraction are common words used to specifically describe the effect of aether. Kang’s and Tan’s understanding of media is closely related to movement and change, so they are related to their thoughts of political reform and social revolution. Medium was understood as a verb, not only as an intermediary object but also as a dynamic, practical process of mediating, connecting and aggregating. Just as Kang addressed that “Buren (comassion and empathy) is attraction in action” (Kang 1958, 65). And “the result of connection and transmission is equality” (Tan 1994, 7), so only through human connection by cosmomedia can a society of equality and harmony become possible. In early modern China, images, technology, media and so on have never been simple material issues but have strong ethical and political implications and become a potential social and moral force.

			Conclusion

			The ideal society or world in the minds of Kang and Tan is truly a world of wireless/ unlimited connectivity and social unity. Unlimited connectivity, the ultimate ideal of communication from natural media to digital media, is far from the product of contemporary internet technology (Zielinski 2006, 6). Media are essentially intangible material technologies that spread in the air, transmit information, communicate emotions and condense people of different time, space, and cultures. Chinese classical literature has rich ideas about Chi (atmosphere), electricity, magnetism and induction. These are all about connecting people through intangible media. In the late 19th century, this idea was then in line with newly introduced modern scientific knowledge such as aether, radio, electricity and other new media, thus generating a cosmomedia worldview.

			The texts of Kang Youwei and Tan Sitong on the microscope, panorama, aether and so on provide clues to understand the media thinking of the first generation of enlightenment intellectuals in late 19th century China. This is a worldview of cosmomedia that combines traditional Confucianism, Taoism and Buddhism with Western virtual image techniques and materials. This idea is closely related to early modern Chinese political philosophy. On the one hand, cosmomedia that indicates forces and changes is open to reform, transformation and improvement; on the other hand, the idea of cosmomedia believes in the induction between human and heaven, in the sensus communis among people in their separate bodies and from different nations, to lead to a utopian world of great harmony in cosmopolitanism imagination.
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						1.	The Vienna System was an international system established on the European continent by the victorious countries led by Britain, Russia, Austria and Prussian after the collapse of the Napoleonic Empire in the early 19th century. Until 1918, after World War I, the Vienna System was dissolved and replaced by the Versailles-Washington system.
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