-2 Chinese Painting
—_under the

%] Qianlong Emperor

mn
) T

"T(TW :

The Symposium Papers in Two Volumes

Pheebus 6, Number 1
A Journal of Art History




©
B
B B
..r..'n_-i =
=
r
B
= Bl
b - I "
- ®
T
F e
1 . "
E
o e of
5 ¢ - o
s e By
FIETIL N R .
e
=
r
. 1
Ed b .
s B B
-
S o N
.
. - .
. _ IR
LS =




Chinese Painting under the Qianlong Emperor



Contributors

Claudia Brown
Phoenix Art Museum

She Cheng
National Palace Museum, Taipei

Ju-hsi Chou
Arizona State University

Wen Fong

Princeton University and

The Metropolitan Museum of Art,
New York

Maxwell Hearn
The Metropolitan Museum of Art,
New York

Kohara Hironobu
Nara University

Frederick Mote
Princeton University

Howard Rogers
Sophia University, Tokyo



Chinese Painting
under the
Qianlong Emperor

- The Symposium Papers in Two Volumes

Edited by Ju-hsi Chou and Claudia Brown

Pheebus 6, Number 1
A Journal of Art History

Art History Faculty
School of Art

College of Fine Arts
Arizona State University



Editorial Board:
Hugh T. Broadley
Ju-hsi Chou
Donald Rabiner

Editors:
Claudia Brown
Ju-hsi Chou

Design:
Thomas Detrie
Jennifer Kellermeyer

Typography:
Typography Unlimited, Inc.

Lithography:
Horizon Graphics, Inc.

Copyright © 1988

Arizona Board of Regents
All rights reserved
Printed in the

United States of America

Arizona State University vigorously pursues
affirmative action and equal opportunity in its

employment, activities and programs.



17

56

74

91

132

141

163

169

Contents

Preface

The Time of Qianlong, 1736-1795 / (ndaree

Wen Fong

The Intellectual Climate in Eighteenth-century China: "
Glimpses of Beijing, Suzhou and Yangzhou in the Qianlong Period
Frederick Mote

| '
The Qianlong Emperor’s Skill in the Connoisseurship [ ¢
of Chinese Painting
Kohara Hironobu

An Overview of Stylistic Development in the \,/‘*/ "
Qianlong Painting Academy
She Cheng

Document and Portrait:
The Southern Tour Paintings of Kangxi and Qianlong

Maxwell Hearn

Tangdai: A Biographical Sketch
Ju-hsi Chou

For Love of God: Castiglione at the Court of Qianlong
Howard Rogers

Epilog: Approaches to Painting at the Qianlong Court \
Claudia Brown ( ‘

Notes






Preface

Phoebus 6, in two issues, publishes in revised form the papers from the
international symposium held at the Phoenix Art Museum, 3-5 October
1985, in conjunction with the exhibition, The Elegant Brush: Chinese
Painting under the Qianlong Emperor, 1735-1795. Together with the exhibi-
tion catalog, these form a trilogy which serves to investigate painting in
eighteenth-century China. While the exhibition and its catalog reflected
the viewpoint of the organizers, the symposium brought together
scholars from throughout the United States and abroad and brought their
varied expertise to bear on the topic. The questions they raised and the
solutions they proffered constitute the substance of these two issues.

Phoebus 6, Number 1 presents general perspectives on the Qianlong eraasa
whole and afterwards shifts its focus onto the court in Beijing and its
sponsorship of painters and paintings. Phoebus 6, Number 2, in turn,
examines those artistic phenomena beyond the walls of the capital, with a
justifiable concentration on Yangzhou in its heyday. This is followed by a
brief glimpse of an evolving painting tradition in Guangdong and an
analysis of the eighteenth-century foundations of post-Qianlong painting.

Funding for the present volumes is provided by the School of Art, Arizona
State University, which regularly publishes Phoebus: A Journal of Art
History. Additional support will be received from the Phoenix Art
Museum. The 1985 symposium was sponsored by the Arizona Human-
ities Council in conjunction with the National Endowment for the
Humanities, and further supported by the Flinn Foundation and by Mr
and Mrs L. Roy Papp. Grateful ackowledgement is extended to the Flinn
Foundation for its contribution of major funding for the exhibition, and to
the J. Paul Getty Trust and AT&T for their generous support of the exhibi-
tion catalog. To those individuals who contributed to and participated in
the symposium, the editors wish to make known their sincere gratitude
and appreciation.



A Note on Romanization

Romanization of Chinese characters in Phoebus 6 will adhere to the
pinyin system, with the following exceptions:

Anglicized words which are already a part of the normal English vocabulary
and are not easily substituted, e.g. Yangtze.

Terms and names in titles of publications using different systems of romaniza-
tion, e.g. The Literary Inquisition of Ch'ien-lung (not Qianlong)

Self-chosen names of modern Chinese scholars in the West, familiar through
previous publications, e.g. Yu Ying-shih (not Yu Yingshi) and Wen Fong (not
Fang Wen).

Place names outside of mainland China, the usage of which is accepted
internationally, e.g. Hong Kong (not Xianggang) and Taipei (not Taibei).



The Time of Qianlong (1736-1795)

Wen Fong

The second half of the seventeenth century saw one of the greatest surges
of artistic talent in Chinese history. By the second decade of the eigh-
teenth century, with the passing of the leading early Qing painters — Zhu
Dadied in 1705, Daoji in 1707, Wang Yuangi in 1715 and Wang Hui in 1717
— the last grand era of traditional Chinese painting came to a close.
During the eighteenth century, both the court painters and scholar-
artists in the north followed the orthodox manners of Wang Yuangqi and
Wang Hui, while professional scholar-artists working in thriving com-
mercial centers in the south, notably Yangzhou, emulated the bold
expressive brush styles of Zhu Da and Daoji. Their combination of
extreme conservatism on the one hand and free inventiveness and
experimentation on the other formed the immediate background for
painters in modern China, when the country’s declining power and
struggle for modernization threatened to destroy forever the authority of
its artistic tradition.

Following the successful sixty-one-year reign of the great Kangxi
emperor, during which time Manchu imperial power was firmly
established, the Yongzheng emperor (r. 1723-1735) further strengthened
the emperor’s personal power. Under Yongzheng'’s successor, Qianlong,
who also enjoyed a long reign of sixty years, the Manchu empire was at
its zenith: the territory of the state was the largest China had ever seen,
and there was peace and order within the realm. The population had
more than doubled, farmland and agricultural products had dramatically
increased, and commerce and industries, including silk, cotton, por-
celain, metallurgy and tea, flourished. Yet as minority alien rulers, the
Manchus were conservative, repressive and inimical to change. Despite
Qianlong’s grandiloquent facade, signs of bad government and moral
decline became increasingly evident toward the latter half of his reign:
his extravagant Ten Great Campaigns squandered vast sums of state
revenues while enriching his generals; official corruptions perpetrated
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throughout the empire by his favorite, Heshen (1750-1799), and by
Heshen’s henchmen reached'unprecedented proportions; and in 1793 a
major uprising called the White Lotus Rebellion broke out in the western
mountain regions, exposing the deteriorating conditions of the Manchu
fighting forces.

Located on the northern shore of the Yangtze, at the junction of the river
and the Grand Canal, imperial China’s main artery of north-south com-
modities exchange, the city of Yangzhou in 1645 had been the scene of
heroic Ming resistance against the Manchu force, followed by the sack of
the city and a ten-day massacre. Eleven years after the city’s destruction,
when a company of Dutch visitors led by Peter de Goyer and Jacob de
Keyzer saw it in 1656, it was said to have been totally rebuilt, standing
now ‘in as great Splendour as it was at first!! Yangzhou owed its extraor-
dinary prosperity during the eighteenth century to the establishment
there of the Salt Transportation Superintendency (yanyun shi), which,
along with the grain tribute and the Yellow River Conservancy, was one
of the three great superintendencies administered by the central govern-
ment. Growing fabulously rich on the salt monopoly, the important
merchant families of Yangzhou affected a lavish lifestyle, competing with
one another in conspicuous spending — in building elaborate gardens,
collecting art and curiosities, growing exotic flowers, raising horses and
dogs, and in nightly feasting and partying with singing, dancing and
theatrical performances. A new urban population of small merchants,
factory managers, brokers, accountants and pawnshop owners shared in
the wealth, adding to the general demand for such accoutrements of the
good life as sumptuous craftwork, calligraphy, painting as well as
belles lettres.?

Because of its anti-mercantile bias, imperial Chinese government tradi-
tionally managed commerce and industry through state monopolies.
Lacking the legal safeguards that supported private entrepreneurship
and capital accumulation in the growth of a capitalist economy in the
West, the newly rich Yangzhou merchants remained an underclass sub-
servient to the power and values of the ruling scholar-officials. In 1758,
when the Yangzhou Salt Superintendent, Lu Jianzeng, held a literary
gathering called Honggiao Xiuxi (‘Purification Festival at the Rainbow
Bridge’), he explicitly forbade anyone connected with the salt trade to
participate; only one salt merchant — a man named Wang Di who had
purchased a National Academy doctoral degree — was exempted from
this injunction. Writers of period comedies of manners regularly por-
trayed the nouveaux riches merchants as clumsy bumpkins eagerly
imitating the tastes and affectations of the scholar-artists, who, as their
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social and intellectual superiors, amused and titillated them, often by
exaggerating the eccentric and the outrageous.

One day, we are told, a wealthy merchant was giving a party, and the
guests began to play a game of reciting famous lines from old poems
containing the words ‘flying” and ‘red’ When the host’s turn came, the
poor fellow did not know any old poetry, so, stammering, his face turned
purple, he made up something:

Willow flowers flying, piece by piece, red.

The line, obviously meaningless (willow flowers being white), elicited
laughter from the audience. Then, the famous poet-painter Jin Nong
(1687-1764), who happened to be present, gallantly came to the rescue.
He said, ah yes, what a lovely line; it is from a beautiful poem about a
well-known local scenic spot, by an unknown Yuan dynasty poet. When
the company pressed for the locus classicus, Jin Nong recited the entire
poem without hesitation:

By the twenty-four bridges, twenty-four gentle breezes,

Leaning by a railing, I recall the river east of the old.

When the sun sets over the crossing, covered with peach-blossoms,
Willow flowers come flying, piece by piece, red.’

What we see in these amusing and light-hearted stories about eigh-
teenth-century Yangzhou is not the rise of a new, successful commercial
class, but rather the declining fortunes of the traditional scholars who,
having been forced by penury to play the buffoon’s buffoons, were com-
pelled to vent an impotent rage in their art. Of the so-called Eight
Eccentrics of Yangzhou, all poverty-stricken scholar-artists dependent on
the patronage of the salt merchants, only Gao Xiang (1688-1752) and Luo
Ping (1733-1799) were Yangzhou natives; and the rest had come to the
thriving metropolis to seek a livelihood. Li Shan (1686-1760?) and Zheng
Xie (1693-1765) were born in nearby Xinghua; Jin Nong was from Hang-
zhou, Zhejiang; Wang Shishen (1686-1759) came from Anhui; Huang
Shen (1687-1773) hailed from Fujian; and Li Fangying (1695-1755) was
from Nantong, Jiangsu. Most of them came from impoverished scholars’
families. Gao Xiang, Wang Shishen, Huang Shen and Luo Ping never
earned any degrees; Jin Nong was recommended for the special boxue
hongci degree in 1735, but was not chosen. Li Shan, Zheng Xie and Li
Fangying had gotten onto the scholar-official track, but all lost their jobs
in mid-career and had to struggle for a living as professional painters.
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Since the wealth of the scholar-gentry class was tied to land ownership in
their ancestral hometowns, the disenfranchised scholars working as itin-
erant artists led only marginal existences. As the retired magistrate Li
Fangying described his plight:

Being landless, I must beg for rice to eat.
All day I paint to sell my plum paintings at [Mr Xiang’s] garden.*

The emotion that gripped the destitute scholar was one of sourness (suarn)
and scorn, irony and pride, as Jin Nong described in one of his works:

Here I paint a horse. .. to show how it looks at itself, uttering a sour cry, and is
full of pride.’

And on a painting of an orchid plant, a symbol of the gentleman-recluse,
Jin Nong wrote:

How bitter it is for [the orchid] to be drawn out by a spring breeze,
Only to be sold on the market alongside garlic and onions.*

Yet the life of a scholar-official, as seen in the early careers of Li Shan,
Zheng Xie and Li Fangying, could also be filled with hardships, even
mortal perils. To become a scholar-official, one had first to obtain his
scholarly degrees, and the process often entailed long years of privation
and suffering. The son of a poor school teacher, Zheng Xie as a child lost
his mother and was raised by a nursemaid. Confucian studies taught him
morality and compassion for the poor, but, unfortunately for him,
nothing about life or how to be tactful to others. He was loving, generous
and upright, but also contentious, full of righteous indignation and
always sharply critical and intolerant of worldly ills. In 1724 and 1725, he
took time out from his studies to visit the capital Beijing and to see the
world. He wrote a poem then, expressing his own credo for life:

Do not try alchemy, do not escape in Chan [Buddhism],
Love not the official’s hat, love not his money;

Wish only on a clear autumn or summer day,

To sail Mi Fu'’s houseboat on the river and lake.’

The poem reveals both a paradox and a dilemma: the student scholar-
official was a recluse at heart, and he was torn between his desire to serve
and the reality of official corruption as a means of private enrichment.

Many difficult years passed before Zheng Xie had a chance to learn more
about money and politics. Having finally achieved his jinshi degree in
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1736, at the mature age of forty-four sui, he was in 1742 first posted as
magistrate — ‘An Official of the Seventh Grade, read one of his seals — to
Fanxian, a remote district in Shandong, then in 1748 transferred to
Weixian, a prosperous city in the same province. His career, however,
resembled that of his idol Mi Fu (1052-1107): it ended with his loss of the
job after being accused of committing irregularities in famine relief.

Zheng Xie’s administration began well enough at Fanxian, where he was
greeted by a string of fine harvests. In good times, the ideal Chinese
government was no government at all; as long as there was peace and
harmony in the land, the scholar-official could praise heaven’s virtues
and congratulate himself for exercising a benevolent moral influence on
his people. In Fanxian, which was a tranquil, small rural district, the new
magistrate spent most of his time painting and writing poems. As he
proudly reported to his friends in Yangzhou, ‘Here there are few law suits
and little legal punishment; it is wonderful that I can govern the place
while sleeping on the job:*

But his transfer in 1746 to Weixian coincided with the beginning of a
vicious cycle of terrible coastal floods, droughts, famine and pestilence
that ravaged much of northern Shandong. The imperial system of placing
total fiscal responsibility on local officials severely limited their ability to
respond to emergencies. When a natural disaster struck, the prudent
official would write reports to his superiors, explaining the cause of the
disaster and requesting help, while letting the peasants starve. Zheng
Xie, however, immediately made loans to the hungry from the govern-
ment granary; and to help employment he had city walls repaired and
ponds dug. He also investigated private hoards of grain and ordered the
wealthy to set up rice glue factories to feed the starving poor. A bamboo
painting which he painted for a vice censor-in-chief included this poem:

As I slept in my residence, and heard the bamboo rustling,
I thought it was my people groaning in agony.

We small county and prefectural officials,

Are concerned with the twigs and leaves of this world!”

The famine raged on through the spring of 1749, but that fall good
weather finally produced a plentiful harvest. Year after year, Zheng Xie
raised funds to help peasants retire loans, and carried out various public
works with private donations, including his own, yet he ran into increas-
ing difficulties from all sides. In the spring of 1751, the sea once again
flooded the area, and accusations of mismanagement of funds at last
forced a thoroughly dispirited Zheng Xie to resign.
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Returning to Yangzhou, he decided to ply the only trade he knew —
selling his poetry and paintings. He mused:

Failing in poetry, I study calligraphy;

Failing in that also, I study painting.

Selling it each day for a hundred cash,

It takes the place of ploughing and sowing;
In fact, it saves me from indigence and need,
But I call it style and elegance."

‘Style and elegance’ (fengya), the only armor left to scholar-artists,
became the principal weapon they used to spite their ‘vulgar’ merchant-
patrons, whose money bought their art but wounded their pride. But
what is ya, or elegance? A scholar could rarely bring himself to speak of
money matters, since to do so would be vulgar, or inelegant (buya). As if
to taunt the hypocrisy of conventional society, Zheng Xie — who thirty
years earlier had insisted, ‘love not the official’s hat, love not his money;
and whose official career was marred by difficulties in fiscal management
—now decided that he would be shockingly plain and business-like about
money matters. He posted his famous ‘price list” (bibang) with a tren-
chant note:

When cash is offered, my heart is joyful and my calligraphy and painting will
be excellent. Gifts or presents only cause trouble. Buying on credit is tanta-
mount to defaulting on payment."

Such candor made Zheng an eccentric in polite company, but it was an
eccentricity in resonance with that of Mi Fu and Ni Zan and was there-
fore instantly recognized, accepted and admired as a form of ya, or
elegance.

Zheng Xie further declared his intention to create ‘essays that would
open the heaven and lift the earth, calligraphies that shake and frighten
people like thunderstorms, speeches that rant against gods and devils,
and pictures that have never been seen either in ancient or in modern
times!'? He specialized in bamboos and orchids, both symbols of gen-
tlemanly purity, and rocks, which represented probity in difficult times,
and he wrote out his paintings like calligraphy. His idiosyncratic cal-
ligraphic style, which he called ‘65 percent script, mixed an archaic Han
dynasty clerical form with running-script elements. He wrote freely on
his paintings, and the power of his language is great; words and images,
mixing and blending excitedly and passionately, sometimes break out in
torrents of ranting eloquence.
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Other Yangzhou ‘eccentric’ painters specialized in flowers, vegetables,
birds, insects and small animals. Still others turned with new social
awareness and interest in realism to painting portraits and genre sub-
jects: Huang Shen portrayed human suffering with grim images of starv-
ing peasants and beggars, while Luo Ping satirized cowardice and evil
with pictures of ghosts and devils. Only landscape painting, paramount
in the preceding century, did not gain a new preeminence in eighteenth-
century China.

If we compare the rich diversity of the art of the Yangzhou eccentrics with
the austere monumentality of Zhu Da and Daoji, we can easily see the
differences between the reigns of Kangxi and Qianlong. Intellectual life
in Kangxi’s time bespoke an individual’s subjective response not only to
the alien conquest but also to the fractured conditions of the late-Ming
institution and culture, which many viewed as the direct cause for that
dynasty’s calamitous fall. Kangxi art thus exhibits a corresponding scru-
ple in defense of one’s personal integrity and values. The artist’s true self
was lived within, and the inwardness in Zhu Da and Daoji served as a
psychic strategy for warding off the blows of an alien world. Yet there was
also a feeling of buoyancy and freshness in the country that gave life to
art and culture. If the orthodox master Wang Hui openly celebrated a
new era in his monumental landscapes, the inwardness of a Zhu Da or
Daoji nevertheless transmuted images of nature into private visions
equally grand and noble.

By contrast, Zheng Xie’s alienation during Qianlong’s time was directed
outward in a protest aloud against the world. There was a new orthodoxy
of dissent that, in trumpeting opinions, gloried in the act of dissension.
All Yangzhou eccentrics emulated Daoji’s bravura brush technique, each
trying to outdo his ‘method of no method’ Regarding the imitation of
earlier masters, Zheng Xie advised:

Learn only half of it, and leave half of it, and never learn completely; not that
one wishes incompleteness, but in fact, learning can never be complete, nor

does it ever need to be complete."

Zheng Xie admired Daoji’s bamboo painting because ‘[it loved to run as
if] in a wild skirmish, seemingly without any regularity, yet there is
regularity in it’"* In his own works, Zheng made his brush run as if in a
wild chase, in order to express his ‘stubborn and untamed spirit:"

Yet for all their anger and suffering, the works of the Yangzhou eccentrics
are stylish rather than lonely and fateful. Unlike the art of Zhu Da and
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Daoji who, in their search for a new unification and synthesis of the past
and an original relation to the present cultivated a respect for limits, the
Yangzhou eccentrics displayed an art of unhappiness without terror,
freedom without constraint and conflict without resolution. Rich,
diverse, dazzlingly easy and viscerally to the point, it was above all a
consumer’s art, and a very successful one. Qianlong’s Yangzhou was an
earthly paradise at a time when traditional China was at its height and all
its cultural riches and values — including the scholar-artist’s alienation
and eccentricity — could still be enjoyed in a thoroughly unselfconscious,
traditional way for a last time, before the expanding Western world came
knocking on its door.



The Intellectual Climate in
Eighteenth-century China

Glimpses of Beijing, Suzhou and Yangzhou in the Qianlong Period

E W. Mote

Evaluations of the quality of civilization in the Qing period vary widely.
Intellectual life has been described in terms ranging from ‘stagnant’ to
‘flourishing’ Dr Hu Shih perceived in the critical scholarship of the period
a flowering of scientific method; Joseph Levenson, describing more or
less the same phenomena, wrote of ‘the abortiveness of empiricism’ In a
memorable essay Frederic Wakeman has dubbed the eighteenth century
the era of ‘High Qing, and has cited many of the superlatives that have
been applied to the richly burgeoning life at that time. In various writings
the eminent economic and social historian of the Qing, Mark Elvin,
influenced no doubt by Joseph Needham’s view that the pace of scientific
thought and its application to technology slowed greatly after the six-
teenth century, sees Qing China at its best as caught in a ‘high-level
equilibrium trap’ that it could not escape until the West finally broke up
China’s set patterns, at the very end of the Qing era.! Those views, to be
sure, are not precisely contradictory, but they suggest quite different
evaluations. And many others could be cited.

Among twentieth-century Chinese historians themselves, some have
looked upon the early and mid-Qing as a great age in Chinese history.
But most have regarded the Manchu dynasty as a misfortune for China.
Hostility toward the alien rulers and their policies has often been
expressed in negative feelings toward the entire period of their rule, even
toward the early and mid-Qing before the onset of the disastrous nine-
teenth century that all historians, Chinese and others, deeply deplored. I
heard a very eminent Chinese historian give a lecture some fifteen years
ago in which he praised the Qing as the most flourishing and splendid
period in the entire Chinese past, citing irrefutable statistics on such
things as levels of book production, education, philanthropy, growth of
the economy and the like. A number of Chinese as well as Chinese-
Americans in the audience debated hotly with him, denouncing the
entire Qing period as a debased era from which modern China still
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suffers. They almost came to blows. In mainland China recent historians
have praised certain achievements of the Qing, especially the strengthen-
ing of centralized government, the territorial expansion that Manchu
imperialism brought to the Chinese state, and the growth of the popula-
tion as evidence of material well-being.? Historians today generally seem
to have a less resentful attitude toward the Manchus than prevailed
earlier in this century. Nonetheless modern Chinese evaluation of the
cultural and social achievements of the Qing period still are not free of
anti-Manchu feeling. Nor am I suggesting that they should be. That
resentment however adds to the historian’s difficulties.

Perhaps we must admit some elements of genuine paradox in the age
which produced the elegant works of art displayed in the Phoenix
exhibition of 1985. On the one hand, by many measures the eighteenth
century flourished; on the other, it was beset by problems that indicate to
most historians the presence of serious and growing weaknesses. The
material level of the people’s livelihood was very high, by world stan-
dards at that time and, I believe, in comparison with China in our time.
The population, although only one-third of that today, was nonetheless at
higher levels than had ever been reached in China previously. Until the
very end of the eighteenth century peace reigned domestically; even the
Qianlong Emperor’s Ten Great Conquests were mostly inconsequential
border campaigns. Also, through most of the century the Qing state,
with the lowest official rates of taxation in history, nonetheless was
solvent and often ran a surplus of receipts over expenditures. In a book
about that century whose title includes the praise: ‘The Ch’ing Empire in
Its Glory, Albert Feuerwerker has written: ‘China in the reign of the
Ch’ien-lung Emperor (1735-1796) was confident, prosperous, internally
at peace, unchallenged at its frontiers’’ The wealth and well-being of the
society greatly impressed sophisticated foreign visitors; from the Euro-
pean Jesuits of the Kangxi reign to English servants of the competing
British Empire in the late eighteenth and early nineteenth centuries.

One of the most perceptive of those latter was Edward H. Cree, naval
surgeon aboard a ship of the British squadron that fought its way up the
Yangtze in 1842. On Sunday, 7 August, after the capture of Zhenjiang, as
his ship approached Nanjing, he wrote in his journal:

The country gets more hilly on both sides of the river and a very pretty country
in the distance rising into mountains. We passed some large villages and
Tchang [Yizheng?], a large town on the north bank with the usual ornament,
a tall pagoda. Many of the hills are surmounted by a pagoda, a josshouse, or a
fort. The river winds much, is a wide and noble stream...the whole way along
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a sight of high civilization and wealth, but with such bigoted rulers and
fossilized customs they have neglected to provide effectively for their own
defence. Most of the people appear to have deserted their houses near the river.
We see only an occasional boat; most of the junks are deserted; all silent and
sad where there must have been once the bustle of an extensive commerce.*

This was written fifteen years before the Taiping Rebellion unleashed its
destructive fury throughout central and east China. Cree was a skilled
amateur artist whose on-the-scene paintings and sketches effectively
preserve the ‘sight of high civilization and wealth’ that so impressed him.

But his question remains: ‘Why had China’s high civilization and wealth
not enabled it to provide effectively for the country’s defense?” Cree
blames ‘bigoted rulers and fossilized customs; an appraisal that expresses
an outsider’s sympathy for the people of a country with which his own
great empire was waging what he calls ‘this wretched war. Many twen-
tieth-century Chinese have made much the same assessment. For one
example, the very influential modern historian, Meng Sen, made these
comments in his lectures at Beijing University in the mid-1930s:

The western frontier was enlarged by ten-thousand /i, sovereignty extended
west of the Congling Mountains to all parts of Tibet and beyond. Within, the
country was at peace, allowing civil government to flourish. Moreover,
through the four reigns of Shunzhi, Kangxi, Yongzheng and Qianlong [that is,
from 1644 to 1795] the intelligence of those rulers was quite above average.
Warfare was halted and the arts of peace were cultivated.” Their governing
institutions were quite remarkable. From the times of the Three Dynasties of
Antiquity onward, for tranquility and wealth, honor and glory,* as well as for
length of their reigns, that age has never been surpassed. Yet they were of
overweening arrogance and extravagance; they ruthlessly slaughtered
scholar-officials; they turned men into slaves. After the collapse of their
dynasty when none had been willing to die in loyalty to them, they at last
became aware of the reasons for their humiliation and downfall. Alas, then it
was too late!”

There we see nationalistic pride in the vast expansion of the Chinese state
under Manchu imperialism, and pride in its wealth and splendor, tem-
pered by deep resentment against the Manchu conquerors for having
misused their great power to intimidate and coerce the Chinese people
into submission, with destructive consequences. In the end the Manchu
rulers had their comeuppance, but only after a century of humiliation
had brought sufferings to all the Chinese people.
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If the specifically twentieth-century emotions in that view of the Qing
can be placed in perspective, Meng Sen'’s assessment contains elements of
a useful analysis of the conditions under which the ‘arts of peace” were
cultivated at the capital and in the great cities of the eighteenth century.
First, there is the fact of immense wealth. Second, both the society as
measured in terms of population growth and the state as measured by its
expanding borders, were growing rapidly. Third, the dynasty saw a
succession of able, intelligent but flawed rulers whose dynastic interests
increasingly diverged from those of the Chinese people, or, at least, from
the perceived interest of the people in the eyes of their natural leaders, the
Chinese open elite of merit. Finally, to make explicit a point which Meng
Sen has indicated indirectly, the glaring discrepancies between the
dynastic pronouncements and its actual governing induced a widespread
cynicism and disloyalty. How did those factors affect the intellectual
climate of the age? Their interactions generated a new environment
within which history took on its distinctive Qing qualities. That environ-
ment influenced some aspects of Qing civilization very deeply; others
were less clearly shaped by the Qing temporalities. Sorting such issues
out is one of the historian’s more daunting tasks.

Let us start with the wealth of eighteenth-century Chinese society.
Already by the sixteenth century China was becoming more productive
than it had been, both in agriculture and in craft industries. It was also
becoming more highly entrepreneurial, better organized to take advan-
tage of the elements in commerce. The world beyond China’s borders was
in some measure responsible for those new elements. The Portuguese
held Macao from the 1540s, and the Spanish the Philippines from the
1570s. Soon the Dutch and the English were competing with them for
dominance of Asia’s maritime trade. By the end of the sixteenth century
much of the world’s huge new silver production was flowing into China,
in exchange for its renowned luxury goods.® Without that massive influx
of silver China was already rich; with it, the liquidity of wealth was
enhanced and the ways of accumulating and using money proliferated.
Merchants organized regional networks. They devised more effective
ways of controlling the transport of goods, brokerage services, pawn-
shops and banking, and above all, the franchises to distribute the nation’s
salt, produced in government salterns. Salt production and distribution
were monopolized by the state and were the number two source of its
revenues, second only to its revenues from the agrarian taxes.” Among
the regional merchant networks two emerged as the strongest competi-
tors for control of the entrepreneurial activities within China, the Shansi
merchants based in that northern province, and the Anhui merchants
whose home was Huizhou Prefecture in Southern Anhui, in the central
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Yangtze. (The Huizhou merchants also were known by the old name for
Huizhou'’s prefectural seat, Xin’an; in Ming and Qing times that city, and
the district, were known as Shexian.) Scholarship and learning, book
production, and the fine arts have always been dependent on wealth,
in all societies in all times. One of the new elements in late imperial
China was the linkage between the new forms of merchant wealth
and the sponsorship of the ‘arts of peace! Anhui merchants played a
great role in that.

The Three Great Rulers of the High Qing, 1662-1799

The rich life in central China was only briefly disturbed by the violent
Manchu conquest in the 1640s. Seriously challenged in the 1670s, by the
1680s Manchu rule was secure. The second Manchu ruler to occupy the
throne in Beijing, the great Kangxi Emperor who reigned from 1662 to
1722, was largely responsible for devising the modes of Manchu-Chinese
cooperation in governing the realm and guiding the society. He spon-
sored learning and publishing, built gardens described by court poets
and depicted by court painters, worked at but never mastered calligraphy,
and collected works of art. In Jonathan Spence’s brilliant biographical
study he emerges as a man of lively and curious intelligence, great
physical vigor, and at times of humane inclinations.”® The patterns of
Manchu rule were well established by the time of his death in the first
quarter of the eighteenth century.

His son the Yongzheng Emperor, who reigned only thirteen years, none-
theless left a profound mark on the patterns of ruling. He was a very
clear-sighted and rigorous administrator. In his management of the
bureaucracy, and the elite from which the bureaucrats were drawn, he
tightened the systems of surveillance and control, adding a more power-
ful element of intimidation to that of enticement, of threat to balance
reward. Because he relied on the secret memorial device for systematic
covert control over the bureaucracy throughout the realm, and confined
the highest decision making to the new Grand Council which met in
rooms adjoining his private bedchambers deep in the inner palace, the
powers of the state assumed awesome reality in his hands. Legends about
him abound. Did he come to the throne by murdering his father, the
senile Kangxi Emperor? Did he really die peacefully in his palace in the
fall of 1735, or did he retire to a monastery to practice occult arts? Or was
he murdered by the daughter of a man he had condemned for treason?
Whatever the manner of his death — and historians mostly prefer the
duller versions — he left to his son, the Qianlong Emperor a vigilantly



22 Chinese Painting under the Qianlong Emperor

perfected machinery of state, amply financed. Quite incidentally, some
modern critics consider him the best calligrapher and painter among the
Qing emperors.

The young Qianlong Emperor had just passed his twenty-fourth birth-
day when his father died. He was not the eldest son — the Manchus did
not practice primogeniture — but he had been favored by his grandfather
when still a young boy, and was clearly the most able candidate when his
father secretly designated him the heir. Harold Kahn's learned biographi-
cal study of him and of his time has brought us much closer to this
enigmatic figure." For me the word that most aptly describes him is
grandiose, one that Kahn and others also have used for him, and for the
tone of his age. The word is used here to convey both amazement and
distaste; that is what I feel most consistently as I consider the man
himself. Throughout his reign he struggled obsessively to outdo all the
great emperors of the past, but especially to surpass his rather grander
grandfather, the Kangxi Emperor. He retired effective New Year’s Day in
1796 in the ultimate gesture of filial subservience — not daring to hold the
throne longer than had his eminent forebear. But that gesture is as
hollow as his innumerable other posturings. In fact he continued to rule
from his retired emperor’s quarters, making his resentful son look
foolish. Thus his retirement was no less sham than the image of himself
that he had striven to project throughout the interminable sixty years of
his reign. In their essays for the exhibition catalogue, Harold Kahn has
given us a vivid account of the Qianlong Emperor’s ‘taste; and Howard
Rogers a most detailed analysis of his sponsorship of painters and paint-
ing through the court academy.”? More need not be said here about his
involvement with art. But another aspect of his impact on the intellec-
tual and psychological climate of the great art centers of his realm is
worth some discussion.

The Kangxi Emperor had displayed considerable perception and sen-
sitivity in gaining Chinese support for the Manchu dynasty, making it
appear to be a plausible joint effort of all enlightened men in the service
of universal — that is, traditional Chinese — ideals. And the Yongzheng
Emperor, for all the sinister overtones, can be praised for a certain cool
rationality in improving governmental functions. Both, it can be argued,
misused power and perpetrated fraud. Such was the nature of imperial
government. Both knew the usefulness of intimidation and protected the
Manchu conquerors’ status in China and in the steppe with ruthless acts.
Yet both command a degree of respect for the balance and judgment they
brought to their governing.
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The Qianlong Emperor is, I believe, much harder to admire. True, there is
evidence at least of impressive energy and wide-ranging awareness of
issues, governmental, intellectual and artistic, if not of thoughtful judg-
ment in such matters. At the age of eighty-three he appeared to the Earl
Macartney, the British ambassador, to have the physical and mental
alertness of a man twenty years younger.”” And if the famous letter that
Macartney took back to King George I1I from that meeting is often cited
as a fatuous monument to China’s and the emperor’s ignorance, we
might better see it as a ritually appropriate document issued in response
to a situation of whose true dimensions the emperor and his court were
not really so ignorant, but hoped would go away."*

We cannot blame the Qianlong Emperor for having failed to foresee the
nineteenth century. We can, I believe, blame him for the intemperate
pursuit of policies, some launched by his grandfather and his father and
some new to his reign, that made the essential cynicism of Qing rule all
too obvious to the ruled. That slowly eroded the element of altruism and
commitment necessary to good government, inducing the later political
and social crises. The defects of his own character must bear most of the
blame for that. His failures of judgment stemmed from his meanness of
spirit, his unbounded egotism, and his belief that all men — or enough to
serve his purposes — could be either bought or cowed. He was wrong. His
lifelong sequence of grandiose gestures can be seen as a pathological,
insatiable struggle to glorify himself, and simultaneously to overwhelm
others. He was not, after all, a minor nabob on the Straits of Malacca who
could be forgiven for making crude mistakes. He was the master of a
grand and venerable civilization that had long been able to impart
sophistication and judgment about human affairs. The philosophical and
political traditions that he pretended to honor could have guided him.
Pretending to be civilization’s champion, he toyed with its superficial
splendors and ignored its substance. He must be judged by its standards.

By the end of his life in 1799 Chinese society was deeply impaired, the
foundations of its government weakened. The rulers’ cynicism had
spread to the governors, the civil servants. Their cynicism and disloyalty
was penetrating the entire society. We must look at the roles of scholars
and intellectuals, merchants and bureaucrats, artists and the arts, in the
Qianlong reign in the light of these changes in the social environment.

Commenting on the intellectual climate of the Qing, K.C. Hsiao in his
History of Chinese Political Thought notes that in the mid-seventeenth
century there was a vigorous flowering of rather advanced political ideas.
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That movement in thought had not immediately died out after the deaths
of the great seventeenth-century figures such as Gu Yanwu (1613 -1682)
and Huang Zongxi (1610-1695). In the main they had pondered the
failings of late Ming government, turning back to Confucius and Men-
cius for basic reaffirmation of political ethics, while at the same time
beginning to develop quite new ideas about the importance of the nation.
In political thought, as in some other fields, the seventeenth century was
boldly critical and experimental. That did not last into the following
century. Hsiao writes:

... After a long period of the Qing court’s suppression of thought not only had
such ideas as the basic importance of the people and the importance of the
Chinese nation lost their luster, even interest in ordinary topics of political
discourse had gradually cooled. Scholars and the learned elite either turned
their efforts toward the evidential studies of ancient texts where they would not
run afoul of taboos, or immersed themselves in the pursuit of rank and wealth
via the writing of examination-style essays. Those among them who still
retained a concern for the practical affairs of the world were in truth the
exceptional minority. Moreover, the literary inquisition was tightly imposed,
its restrictions and taboos extremely numerous. Persons who assumed posi-
tions and established their views might at any moment suffer awesome punish-
ment. The two hundred years from the beginning of the Qing dynasty until the
Jiaqing and Daoguang reigns (1796-1850) corresponding to the period in
which Manchu authoritarian government flowered and commenced to
decline, were precisely the period in which Chinese political thought turned
from a brief burgeoning toward the extreme degree of decline and weakness."

The Qianlong Emperor’s literary inquisition was a principal instrument
for taming the previous vitality of Chinese political and social thought.'¢
It commenced within weeks after his accession when he reopened the
case of Zeng Jing, a rebellious minded school-teacher in Hunan who had
criticized the personal ethics of the Qing rulers and had espoused the
anti-Manchu political thought of the early Qing thinker Lii Liuliang
(1629-1683)."” The case had come to the attention of the court in the
previous reign, but the Yongzheng Emperor had pardoned Zeng, and had
responded to him by composing a defense of Manchu behavior couched
in Confucian verbiage. Immediately upon succeeding to the throne the
Qianlong Emperor recalled the widely disseminated texts of his father’s
defense statement, probably fearing that it revealed too much about life
in the imperial household. He reversed the pardon granted to Zeng Jing.
Many were executed in a ruthless purge of Zeng'’s family and associates,
and the search for anti-Manchu sentiment, whether open or indirectly
conveyed, whether intended or expressed in some innocent, unintended
allusion, was launched. The form and scope of the inquisition grew
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throughout the Qianlong reign. In the 1770s it took the form of the
project to compile the great Imperial Manuscript Library (Siku Quanshu).
The cultural and political evaluations of that project can take many
directions. Regardless of whatever importance for scholarship it may
have had, it simultaneously was one of the ever more elaborate forms of
repression and intimidation that lasted until the end of his reign.
Alongside the impact of the thought control, however, the quality of his
governing gradually fell prey to corruption and cynicism, from the 1750s
onward. In addition to the consequences of his vindictive personal style,
a quite general Manchu misuse of elite privilege pervaded society. When
this emperor called artists and scholars to his court in Beijing, and when
he toured among the great centers of art and learning in the provinces,
the dark shadow of his presence was deeply felt.

Beijing in the Qianlong Reign

At the capital, both in the inner palace city within the walls of Beijing
and at the Yuanming Yuan palaces and parks in the western suburbs,
and at the summer palace at Rehe (Jehol), the emperor maintained
collections, built gardens, and housed painters, craftsmen, calligraphers
and art historians. His grandfather had originally built the marvelous
gardens, palaces and hunting parks at Rehe, called the Wanshu Yuan
(‘Garden of Ten Thousand Trees’). It was a place at the edge of the Inner
Asian steppe where the court could take on some of the forms of life of
the steppe, and where the emperor could meet tribal chieftains and
accept their homage in an atmosphere ritually less demanding than at
the court of Beijing. The Kangxi Emperor had initiated the idea of having
poets describe the scenes there, the poems to accompany depictions
commissioned from his favorite court painters. Ultimately his European
Jesuit court artists also contributed illustrations of life at his court and on
the steppe, and also made drawings of those to be sent to Europe to be re-
done as copper-plate engravings. His grandson grossly emulated that
precedent. The Jesuit artists Giuseppe Castiglione, Denis Attiret and
Ignaz Sichelbart were among those who created sixteen vast depictions
of the Qianlong Emperor’s Yili campaign of the late 1750s. Those were
painted on the walls of a hall built in Beijing in the 1760s to commemo-
rate military exploits of his reign, and cartoons by these Jesuits were sent
to Paris for engraving on copper.'® European painting and decorative arts,
thus, were part of the artistic environment of the Qing court from the
founding of the dynasty through the eighteenth century. In his essay for
the exhibition catalog, Harold Kahn has argued that this does not con-
stitute evidence for a cosmopolitan atmosphere, however, for this
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emperor in particular lacked the breadth of mind which that word
connotes. He was interested in exotica; he did not enlarge his horizons to
assimilate and understand them.

The Qianlong Emperor’s favorite place was the Yuanming Yuan in Bei-
jing’s western suburbs, the great complex of palaces and gardens
destroyed by Lord Elgin’s British and French forces in 1861, and partially
rebuilt to the vulgar taste of the Empress Dowager Cixi during the last
decades of the nineteenth century. That is the place we know today as the
Summer Palace. In his brilliantly imaginative essay on ‘High Qing’
Frederic Wakeman suggests that this place as the Qianlong Emperor
fashioned it became the expression of his private self.” It was the place
where he escaped the ritualization of life at court and the formalities of
government, to realize his inner self. There is much in that observation. It
truly does seem that this emperor thought of himself as filling different
imperial roles when he took on the different modes of life made possible
by the changes of setting. He moved about, from the Forbidden City
within Beijing to the Summer Palace in the western suburbs, and to the
still different mode of life at the other summer place in Rehe at the edges
of the steppe. And when he went on his six Southern Tours he played still
a different role, much more public than the others, designed to impose
the awe and majesty of the imperial presence on the consciousness of the
Chinese people. Wakeman is quite convincing in describing the role of
the recluse literatus emperor in his Yuanming Yuan palaces as his favor-
ite pretension, the role in which he was the most comfortable. He greatly
expanded the parks and gardens and wrote dozens of poems describing
his favorite scenes there. He supervised the publication of those poems in
an edition illustrated by forty woodblocks based on paintings by Shen
Yuan and Sun Hu, commissioned for the purpose.? The ‘inner self’ that
the poet-emperor and his illustrators convey to us is a person who
delighted in bucolic simplicity, in modest buildings set in hills and trees,
with no people in sight. But is the person so artfully revealed there the
emperor’s real self? The British artist W. Alexander who accompanied
the Earl Macartney in the embassy of 1793 visited the Yuanming Yuan
and has left at least one drawing of the building there used for informal
audiences (Figure 1). To him it was a scene of imperial grandeur.”' As we
compare his view of that hall with the one in the emperor’s illustrated
poetry collection, we must ask what accounts for the differences (Fig-
ure 2). I think it truly is an aspect of the emperor’s personality that is
revealed in the simple woodblock illustration, a personality here striving
to take on the highly conventionalized ideal of lofty literatus simplicity.
Yet Alexander’s more literal rendering shows us that this was no humble
‘thatched palace’ The emperor’s poems and the illustrations for them are
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Figure 1. The Audience Hall at the Summer Palace, Beijing, as seen by the Earl

Macartney, ambassador of King George III to the Qianlong Emperor in 1793.
This scene was drawn by W. Alexander, artist attached to the embassy; it is ac-
companied by another plate giving a surveyed ground plan for the building,
with measurements, suggesting that this view is accurate as to size and scale.
Plate from Sir George Staunton, An Authentic Account of an Embassy from the
King of Great Britain to the Emperor of China, Vol. 111 (London, 1793); Courtesy
of the Gest Library, Princeton University.

arecord of extravagant sham. The preface to the poem on this particular
building, ostensibly written by the emperor himself, contains the follow-
ing lines:

At the south of the [Yuanming] Yuan people enter and leave by the Gate of the
Worthy and Upright, just inside of which is the Main Hall. Neither carved nor
painted, it achieves the ideal of the pine tree pavilion and thatched palace.

That is an allusion to the language used by Wang Bo (648-675) to
describe the newly rebuilt Jiucheng Palace, the ‘Palace of Nine Perfec-
tions; a retreat to which early Tang emperors fled to escape the heat of
Changan’s summers.? I take Alexander’s drawing to be a fairly straight-
forward architectural rendering; it provides a scale by which to measure
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Figure 2. The Audience Hall at the Summer Palace, Beijing, as illustrated in a

book of poems and scenes compiled for the Qianlong Emperor in 1745, entitled
Yuanming Yuan Sishijing Shi bing Tu (1887 reprint). Courtesy of the Library of
Congress.

the false minimization sought by the emperor. The ‘inner self’ revealed to
us in his Yuanming Yuan setting is an elaborate poser.

How then should the intellectual climate of Beijing during the long
Qianlong reign be characterized? It was not, to be sure, as barren as that
of Beijing throughout the recent Mao era, but in some ways paralleled
that. In both, one might point out, a great deal of editing and publishing
of old texts was undertaken. In both cases the large projects to edit and
publish were devices for making use of scholars who had suffered signifi-
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cant loss of intellectual independence — a total loss, in the case of the Mao
era. Each ruler thought of himself as a poet, and each had much help
with his literary efforts. Mao, however, wrote his rough-and-ready
poems sparingly; the Qianlong Emperor wrote more poems than any
figure in Chinese history, 42,000 of them, all (in the opinion of such
scholars as Hu Shih) atrocious. He produced those at the rate of almost
two poems per day throughout the sixty years he was on the throne.*
Both Mao and the emperor were praised extravagantly by sycophantic
courtiers for their poetry, as for all their other effluvia. With authority so
reinforced, both took it upon themselves to decide which elements of the
Chinese tradition had value and should be preserved; in that, it was clear
to many that their decisions were based on self-interest more than on
concern for culture. Of the two, while both were destructive, the emperor
must yield to the modern tyrant for the scale of destruction achieved.
These two rulers’ self-deceptions eventually caught up with them. They
were hated by many, and denounced as soon as people dared. One thing
above all they have in common: both have left an immense and profound
mark on their nation’s history. The major differences are that one was the
traditional type of despot; the other was a creature of our own times,
with powers and pretensions unknown in the past. And, the Qianlong
Emperor was fundamentally cynical in his manipulation of persons and
of symbols; the late Chairman Mao seems to have been more earnest, if
disastrously so, hence more self-deceived, in what he was doing.

While the differences are, for our purposes here, more important than the
similarities, the comparison of the Qianlong reign with an era we know
from our recent experience may nonetheless suggest something about
the intellectual climate in Beijing through the second half of the eigh-
teenth century. In the provinces, on the other hand, especially in the
great central China cities such as Suzhou, Hangzhou, Fuzhou, Nanjing
and Yangzhou, the atmosphere was livelier and more creative than in the
capital — but that was true from Yuan and Ming times onward. Perhaps
the most interesting feature of the eighteenth century in intellectual
history is that despite the intimidating consequences of Manchu sur-
veillance and the death of political thought that K.C. Hsiao has observed
in the passage quoted earlier, those limitations on the expression of
political and social thought did not turn the age into one of utter intellec-
tual sterility. Those limitations could deflect the currents and restrict the
choice of vehicles, but they could not extinguish all intellectual activity.
Modern technology has greatly improved upon the means of control
throughout a society, but still has not succeeded in giving despotisms
infallible instruments for that purpose. Much less did the Qing state
possess the means to extinguish all creativity.
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Thus it is not really an anomaly that the Qianlong reign corresponds to
the period during which a potent new development in philology led to
the flowering of what has been called ‘evidential scholarship’ (kaozheng
xue). On the one hand, that can be disparaged as ‘safe’ learning in an age
of repression. On the other hand, however, it is universally recognized as
having accomplished the great ordering of classical scholarship, coupled
with remarkable advances in philology and historical linguistics, and the
extension into historiography of the methods generated by the critical
spirit in classical exegesis. Qing critical scholarship provides the lens
which all subsequent scholarship on China’s past must utilize; that
remains true today. I believe it is fair to say that Beijing was peripheral to
the achievements of Qing critical scholarship, despite the emperors’
efforts to assemble there large numbers of proficient scholars to work on
their great bibliographical, classical and historical projects. The provinces
produced the competent scholar elite; the capital consumed but did not
exhaust that resource. We must recognize the high value of Qianlong
period scholarship.

The importance of the eighteenth century in intellectual history however
goes beyond even the most generous assessment of Qing critical scholar-
ship. Professor Yu Ying-shih has noted that in stressing the achievements
of critical scholarship, particularly in the focus on kaozheng xue (which he
translates more narrowly as ‘philology’), historians have obscured the
fact that its most important minds were above all philosophers. The
concern of the critical scholars was not limited to ensuring the correct-
ness of texts: they pursued a wide range of Neo-Confucian philosophical
issues.?”” He sees the Qing as the third and final phase in the development
of Neo-Confucianism, and labels it the age of Qing Confucian intellec-
tualism. He describes this phase as having achieved intellectual bases for
rejecting earlier Neo-Confucian anti-intellectual pan-moralism, thus
turning away from subjective idealism toward a focus on intellectual
knowledge rationally apprehended. The two leading figures in this devel-
opment are, in his view, Dai Zhen (1724-1777) and Zhang Xuecheng
(1738-1801), both Qianlong period scholars and philosophers. Yu of
course does not reject the ‘environmental explanation; the view that
Manchu repression deeply affected Qing intellectual life. But, he says,
the internal histories of intellectual developments ultimately must pro-
vide the specific answers to why intellectual change occurred as it did.
The Manchu rulers could at most deny the period’s intellectuals access to
certain avenues for the fuller development of their thought, and could
subject individuals to punishment for the expression of certain ideas,
in order to intimidate the intellectual community. But they could not
block all thought and expression. To summarize my view (not neces-
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sarily Professor Yu’s), the Qianlong Emperor in his hyperactive inter-
vention into almost everything was a pompous, petty-minded nuisance.
To those whose heads rolled he was a grievous nuisance. He was able to
exert an immense force in history, now despicable, now ludicrous, now
and then politically effective. The things we value most about his age,
however, have histories of their own, in which he is but a form of envir-
onmental blight.

Yangzhou comes close to dominating our sense of eighteenth-century
Chinese painting and calligraphy. It was indeed a very special place in
that century, even though certain artists associated with the place in the
previous century, including Daoji, Gong Xian and Lan Ying to name but
three, may today be regarded as greater figures in art history than any of
the eighteenth-century masters of the Yangzhou School. Before looking
more closely at Yangzhou, it is useful to have in mind what the eigh-
teenth century was like in other great cities of artistic activity. Suzhou is
the obvious choice to represent them.

Suzhou in the Eighteenth Century

Suzhou had long been one of the most stable centers of wealth, of
learning and of artistic activity. In choosing it to represent the best of life
in the provinces in the eighteenth century we must nonetheless remem-
ber that it in fact had several competitors. China’s many large cities away
from the capital not only were not ‘provincial’ in the sense that it is
customary to apply that word to any place in France away from Paris,
they also were units in extensive networks of urban centers that were too
far-flung and varied to be dominated from any one point. Still, Suzhou
was the prefectural city of the most populous prefecture in China. With
perhaps 600,000 urban and suburban residents the city was one of the
largest in China, and one of the country’s most bustling centers of wealth
and trade. At the same time it had long been famed as an elegant city of
art and learning, and of the cultivated norms of elite life.

Suzhou of course was included in the Southern Tours of both the Kangxi
and the Qianlong Emperors.?” One of the artists commissioned to paint
commemorative pictures of the Qianlong Emperor’s tours was the court
painter Xu Yang. His visual record of Suzhou, dated 1759, is not one of
those officially commissioned commemorative paintings, but appears to
have been painted to recall for the emperor the glories of the city and the
region that he had observed on his second Southern Tour, in 1757. It has
none of the stiff formality of the paintings of the actual visits of the
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emperor to various places on the itineraries of the tours; those show
guard troops lined up in ranks, outriders preceding the palanquin,
citizens kneeling as the emperor approaches, and ritualized reverence
displayed on all sides.*® Instead the Suzhou scroll is an exuberant celebra-
tion of the rich life of all sectors of society under ordinary circumstances.
Xu Yang has named his painting Shengshi Zisheng Tu, or ‘Scenes of
Burgeoning Life in a Resplendent Age’ It is the finest historical docu-
ment bearing on the life of a Qing period city known to me. In the form of
a long narrative scroll, it might better be called an ‘itinerary scroll; for it
follows part of the route of the ‘Imperial Way’ (Yudao) that circled west
from the city through the gentle hills of the Lingyan Range and on down
to the northeast shores of Lake Tai, then back to the city. Long sections of
it focus on the busy commercial life concentrated along the Grand Canal
by the west wall of the city. The scroll ends by leading the viewer past the
famous Maple Bridge and on to Tiger Hill on the northwest corner of the
city. In its exaggerated praise of the emperor as the source and guarantor
of all this rich life, Xu Yang'’s colophon reminds us that all courtiers were
required to be fawning sycophants.*® Nonetheless, because the emperor’s
visit is not the subject, the artist has been able to concentrate on the city
itself, although he warns the viewer that it is a subject ‘the artist’s brush
cannot fully encompass! We must be grateful that he tried. Along the
route of the Imperial Way he has tried to show:

...the imposing security provided by walls and moats, the expansive majesty
of the many halls of government, the charm and beauty of hills and streams, as
well as the woodsmen on the heights and the fishermen below, farming and
textile-making closely interspersed, merchants and traders flocking together,
markets and shops row upon row. It constitutes a metropolitan center of the
southeast.”

As for Suzhou’s intellectual climate, its academies were headed by some
of the great scholars of the age. When the Qianlong Emperor made his
first tour of the south in 1751 Qian Daxin (1728-1804), one of the greatest
of the dynasty’s scholars, was but a young student at Suzhou’s famed
Ziyang Academy; near the end of the emperor’s reign Qian Daxin became
that academy’s director. Hui Dong (1697-1758), one of the most powerful
minds of the School of Han Learning, meaning evidential or critical
scholarship, was a native of Suzhou and taught there as private scholar
most of his life. He and a following among his students were recognized
as the ‘Suzhou School” within the larger movement of critical scholar-
ship. Suzhou was at the forefront of the leading scholarly trends of the
time. The same could be said for its place in literature, and in musical and
dramatic performance. Its artistic tradition was perhaps the most
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enduringly important one in all of Ming and Qing China. Suzhou and
the many rich cities nearby constituted a stable center of cultural vitality,
nurtured by the prosperity that is so obvious in Xu Yang’s painting.

Yangzhou in the Qianlong Era

Yangzhou, nonetheless, draws more of our attention as a city of painters
in the eighteenth century. Yangzhou is a strategically located ancient city
in a rich region of central-east China; like Suzhou, it shared the lower
Yangtze and Grand Canal water transport systems that served both the
government and private trade. It was a city of large compass, its city walls
having been doubled in size during the Song dynasty by the rather
unusual method of enclosing a ‘new city’ side-by-side with the old,
leaving the former moat and north wall in place to divide the two halves.
Gu Yanwu, the seventeenth-century savant who looked into such things
thought Yangzhou representative of the spacious ground-plans and
uncrowded land-use patterns that for him typified Song period regional
cities. The Grand Canal flows past the corner of Yangzhou'’s walls on the
south and east. The city is located a scant twenty miles north of the
Yangtze, opposite Zhenjiang on the south bank. Nanjing is about sixty
miles up-river from that point, and Suzhou is a convenient one hundred
and fifty miles or so to the southeast, on the Canal. Thus Yangzhou is just
on the northern rim of the triangle enclosed by Nanjing, Shanghai and
Hangzhou, with Suzhou and the Lake Tai region at its center. Since
Southern Song time (1126-1279) the arts and learning of China’s high
civilization had been disproportionately represented in that triangle.
Each of its five greatest cities — Yangzhou, Nanjing, Suzhou, Hangzhou
and Shanghai — has at some time dominated the region in one way or
another, politically, economically or culturally. Yangzhou, the oldest of
them as a major administrative center in imperial times, had waned in
relative importance through the middle centuries of the imperial era, but
had begun to regain importance and wealth in the Ming (1368-1644). Its
location was favored not only with regard to the inland water transport
networks, but also by its proximity to the coastal salt flats to its east. That
region, administratively called the Lianghuai Salt Fields, had long been
the most productive of China’s salt producing areas. The Ming dynasty
devised an administrative system for the production and the distribution
of salt that by late Ming times had come to center on Yangzhou. The
economic consequences of that transformed the city, starting in the
sixteenth century, by creating a prosperity there that lasted until early in
the nineteenth century. After that time, changes in the social and admin-
istrative circumstances displaced the Yangzhou merchant salt franchise
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holders. The famous Yangzhou scholar-official Ruan Yuan (1764-1849),
between postings in distant provinces, regularly visited the city that had
still been so splendid in his youth, and noted the decline that set in just
after 1800. In 1834, in a postface for the famous book illustrating and
describing the good life in Yangzhou, the Yangzhou Huafang Lu (1795),
Ruan wrote:

During the past ten years or more I have heard reports that the decline and
desolation grow ever more serious. For it was those whose business was salt
who built the gardens of Yangzhou. Now many of the old merchant families are
no longer in business. Humble scholars in the now impoverished remnants of
the academies are mostly poor and in hardship; government clerks and the
ordinary kinds of small merchants can scarcely feed themselves.*

Our concern, however, is the resplendent eighteenth century, not the
lamentable nineteenth.

How had salt brought Yangzhou to the importance that peaked in the
eighteenth century, only to lose it so shortly thereafter? It is a long and
complicated story of changes in the administrative structure, starting in
Ming times. The Ming government linked the profitable franchises for
buying and distributing salt (in theory, legally produced only under
government control) to the state’s problems in supplying the border
garrisons on the northern frontier with arms and provisions. Merchants
were granted the right to purchase government salt at the salt fields and
to monopolize its distribution and sale to the consuming public, with
defined regions assigned to each of the salt field zones. In return for this
franchise, merchants had to deliver supplies to the Great Wall defense
line. The system for accomplishing these rather artificially-linked matters
evolved over time, with a number of changes along the way. To simplify,
by the year 1600 it had changed in ways that gave ever fuller scope to
merchant control, of both production and distribution. The great mer-
chant networks alone had the capital and the organization to compete for
the franchises. The state encouraged them to monopolize; a relatively
small number of merchant households, members of the regionally-based
merchant networks, gained the hereditary privilege of bidding for the
annual quotas of salt. It was a case of the state letting the private sector
perform for it tasks that otherwise would have required the creation of a
specialized bureaucracy.”

Two great regional networks of merchants had achieved special promi-
nence during the Ming, the Shanxi merchants and the Anhui merchants.
In the Lianghuai salt business based at Yangzhou the Anhui merchants
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gradually squeezed out most of the Shanxi and other competition.>* All of
central China, the largest of the distribution regions defined by the
government, became their private market. Yangzhou became the prime
entrepreneurial field of action of men from Huizhou, the prefecture in
southern Anhui from which the merchants mostly came. Gradually
Yangzhou salt interests came to play an ever larger role in setting the tone
of life back in the home region of Huizhou. At the same time the Anhui
merchant families that were long resident in Yangzhou tended to make it
the permanent base for branches of their lineages, and while they
acknowledged their Anhui identity, they became the dominant element
in the elite of Yangzhou, and were accepted as such. The behavior of
these communities offers fascinating material for the social historian.*

The Manchus left intact the Ming system of joint state and private capital
management of the salt monopolies, and permitted the private merchant
role to grow even larger. It has been estimated that the capital accumula-
tion of the group of about sixty great merchant families involved in the
bidding for the Lianghuai salt totalled eighty or more million silver taels,
a sum greater than the annual tax revenues of the Qing state at that time.
Fortunes of one-million taels silver were common, and the great houses
amassed fortunes of ten million or more. That was at a time when district
magistrates received salaries and supplementary emolument from the
state in the range of 500 to 1200 taels per year, and a laborer could
support his household of five persons on about twelve taels per year. It
has been suggested that the Yangzhou salt merchants were the richest
group of persons in the world at that time. They owned Yangzhou, could
buy influence with its governors, and overwhelmed its social and its
cultural life. Nothing like that had existed before in Chinese history. The
nearest parallel in later Chinese history, the Co-hong merchants at Can-
ton in the late eighteenth century and on into the early nineteenth were a
smaller group, and as a group did not have comparable wealth.*

Yangzhou in the eighteenth century raises all kinds of questions about
the nature of pre-modern capitalism in China. The Anhui merchants,
from a poor mountainous region, found in trade a way out of the poverty
of their home region. They developed remarkable entrepreneurial skills,
built organizations to control markets, perfected all the instruments of
trade, and conquered by besting the competition. They knew how to
accumulate capital and deploy it for high economic returns. Under the
necessity to develop competitiveness and high performance, they
achieved their dominant position. But the conditions that the Qing gov-
ernment imposed upon them, while not intended to diminish their
dominance, seem to have diverted them away from their earlier hard-



36  Chinese Painting under the Qianlong Emperor

headed economic judgment and practices. The Qing state seems to have
colluded with them in corruption, intimidated them, sucked millions out
of them in ‘voluntary contributions, and enticed or driven them into
lifestyles in which the merchant skills were given less prominence. A
leading historian specializing on the Anhui merchants has written that it
was Qing policy to ‘gentrify’ the great merchants, by inducing them to
adopt scholar-bureaucrat, that is, ‘gentry’ ideals and values. In Yangzhou
at least they came to lead lives that dissipated rather than generated
wealth.”” Yangzhou in the eighteenth century had eight academies for the
training of scholar-bureaucrats where we might have expected one or
two. In 1600 the Ming government created a special household registra-
tion category for merchants, meaning the salt merchants exclusively, and
under the Qing sons from this social group had a separate eligibility in
the civil service examinations. They won the higher degrees in higher
proportion than any group in society.”® Cynically, I believe, the Qing
government sought to give rewards to the most talented of the merchants
that would be more attractive to them than the alternatives they might
have gained had they devoted their extraordinary abilities more directly
to the pursuit of wealth by entrepreneurship. They were guaranteed the
monopoly on licit and illicit wealth from salt without performing in all
the ways necessary to merchant success — risk taking, self-confidence,
and the ability to work effectively in mutual interest groupings. Instead,
let the brightest and most energetic among them win social prestige and
status in officialdom, but in an alternative game played according to the
government’s well-controlled rules. Under the Qing, the identity and
self-identification of this group of great merchants became ambiguous.

K.C. Hsiao has said that the Qing rulers controlled the Chinese elite
needed to make government work for them by a combination of entice-
ments and intimidations.” In the case of the Yangzhou salt merchants we
can clearly see the enticements. The other side of the coin is that the
Yangzhou merchants were subjected to constant demands to give of their
wealth to the rulers and to the state, and they were kept submissive by
inflicting spectacular punishments on them from time to time, for crimes
having to do usually with the misuse of their wealth — bribing officials,
concealing profits, smuggling and the like. On the one hand, their great
wealth could buy them only a seriously circumscribed security; the
government could break them at any time. On the other, their wealth
itself made them especially vulnerable. They lacked protection under law
of the kinds that the great merchant communities of early modern
Europe had achieved. For if they ‘owned’ Yangzhou in a material sense,
they did not frame its laws, appoint its government, or devise its political
authority. In Europe merchants could buy kings and rule city-states. In
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China, emperors could confiscate wealth and destroy any member of
society. The insecurity of the great merchant patrons of art and learning
also is an element in the intellectual climate of the eighteenth century, for
by that time many merchants had come to participate fully in scholar-
official elite life alongside the persons who, more ideally, had long com-
posed that elite stratum.

There is still another element in Yangzhou's special circumstances that
must have affected feelings and attitudes throughout Yangzhou society in
the eighteenth century. One must speculate that this special circum-
stance added a further measure of insecurity to the society. It has to do
with the way in which Yangzhou fell to the Manchu armies in the new
dynasty’s drive to incorporate central China, after claiming the throne in
Beijing in 1644. In that military campaign Yangzhou became a main
point of resistance to the Manchus. In May of 1645 the city was sur-
rounded by the armies commanded by Dodo, an uncle of the seven-year
old Shunzhi Emperor in Beijing, and younger brother of the prince
regent, Dorgon. Defending Yangzhou was one of the great heroes of Ming
history, Shi Kefa. After Yangzhou was ringed in by Dodo’s armies, Shi
Kefa stoutly defended it for a week, against great odds. When the city fell
he refused all surrender terms, so was killed. Then, to intimidate other
cities further south, Dodo ordered his troops to plunder and slaughter; a
truly outrageous massacre went on for ten days of looting and burning,
rape and murder. The experience of valiant Yangzhou was vividly
described in a number of books and essays, such as Yangzhou Shiri Ji
(‘Record of the Ten Days at Yangzhou') that the Qing government tried
unsuccessfully to suppress. Yangzhou'’s Ten Days became one of the great
symbols of righteous Chinese resistance to alien conquest.* That aspect
of their city’s history was of course in all minds in eighteenth-century
Yangzhou and throughout the region, but it must have been spoken
about only guardedly, and no one dared to mention it in writing except in
terms that glorified the Manchu conquest.* Even a century later, it must
be assumed, this deeply-felt event in a suppressed but not forgotten
history was a source of unease and resentment in the intellectual climate
of Yangzhou.

Patronage and Cultural Life in Yangzhou

Many of the leading merchant families from other parts of China had
been resident in Yangzhou for a century or more by the eighteenth
century. They were still designated ‘sojourners’ and they still sent large
sums of money back to their Anhui relatives, yet their impact on the arts
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and on learning came to be more evident in Yangzhou than in Anhui.
The issues of their economic power in relation to the growth of a modern
Chinese economy have often been recognized. We might also consider
the effects of their patronage on the phenomenon of distinctive regional
schools of painting and of scholarship. A great school of painting had
developed in southern Anhui in the middle and late Ming, to flower in
the seventeenth century. It is called the ‘Huangshan School” after the
scenic mountains, the Yellow Mountains, that lie adjacent to Huizhou.
James Cahill and his students have described that school of painters in
their scholarly exhibition catalog, Shadows of Mount Huang, and have
called attention to the links between that development in art and the
Huizhou merchants as patrons and collectors. But, they note, as a distinc-
tive ‘local school” of painting, the Anhui School ‘... so creative and yet so
diverse through the last quarter of the seventeenth century, did not
survive long after 1700* Why not? The regional pride of the Anhui
people did not diminish, nor did the levels of patronage of the sojourning
merchants from Anhui residing in Yangzhou in the eighteenth century.
Professor Yu Ying-shih has advised us not to place too heavy emphasis
on ‘environmental theories’ to explain the movements in philosophy in
eighteenth-century China, noting that some aspects of change derive
from ‘internal factors!* The history of stylistic change in art, in some
essential ways, also reveals its own inner impulses, its fundamental
creative freedom. Nonetheless some environmental factors merit atten-
tion. I suggest that the Yangzhou merchants, while proud of their Anhui
roots, were nonetheless an assimilating, accommodating group in
Yangzhou. The sophisticated environment which their money and their
tastes created there was sensitive to the powerful influences of the lower
Yangtze, especially those from Suzhou and Hangzhou. Even while the
regionally-colored Anhui School of painting had been at its height in the
mid-seventeenth century, Yangzhou was drawing to it painters such as
Daoji and witnessing a magnificent flowering of art that was of at least
equal vigor and importance. Anhui merchant money had something to
do with both those seventeenth-century developments, the one strong in
Anhui local color, the other transcending local boundaries.

The Yangzhou merchants enhanced that city’s importance as the locus of
interchange of the major cultural forces generated throughout China.
They did not make it a cultural outpost of Southern Anhui in the
seventeenth century, and still less in the eighteenth. For one example, in
their home prefecture of Huizhou the rich merchants created one of the
most distinctive styles in Chinese urban residential architecture. Yet the
visual evidence shows that in Yangzhou their lavish residences and
gardens bore no traces of that distinctive Anhui architectural style (Fig-
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ure 3). Their gardens and country houses are in the style of Suzhou and
Hangzhou, more or less the non-local, dominant style for architecture in
that climate zone. In Yangzhou at that time, no doubt in response to their
lavish tastes, was created one of the four great regional cuisines of China
that have endured into the present century. It does not appear to owe any
debts to Anhui provincial cooking. As sponsors of printing and publish-
ing at Yangzhou the Anhui merchants were not provincial-minded; they
sponsored the publication of the works that their century found to be of
the greatest general value. As devoted patrons of the drama they favored
performers brought from Suzhou, but also sponsored theater troops from
Hubei that performed the newly developing opera, the direct antecedent
of the modern Beijing opera.* In short, the intellectual and cultural
climate that their money and their personal involvement created at
Yangzhou was anything but narrowly provincial, and certainly was not
an extension of Anhui parochialism.

An Image of Elite Life in Yangzhou in 1743

To gain a closer look into the intellectual climate of Yangzhou in the
Qianlong period, we can do no better than to examine a painting
described in the catalog of the exhibition, The Elegant Brush: Chinese
Painting under the Qianlong Emperor, 1735-1795.* It is the painting by Fang
Shishu and Ye Fanglin, called The Ninth-Day Literary Gathering at Xingan.
It is tempting to look upon this object as an icon, or at the very least as a
microcosm of cultivated life in mid-eighteenth-century Yangzhou. It has
been previously published in a catalog from the Cleveland Museum
where it is accompanied by Wai-kam Ho’s excellent study, including his
translation of a colophon by Li E (1692-1752) that explains the occasion
and identifies the persons.* Noting that the painters have shown this
garden cut off from the world by autumn trees at one end and by a plain
white wall at the other, Wai-kam Ho concludes his essay with this
insightful comment:

Within this enclosure, a special afternoon in eighteenth-century China was
quietly celebrated by a group of friends whose subdued joy and contentment
speak well of the character of that particular day — a day of friendship, of
nostalgia, and of a philosophical reckoning with the impermanence of things,
including life.

This is a most fitting, even a moving comment. Yet I believe it may be
interesting to push a bit farther into this enclosed scene to explore some
of its subjects” links to the world beyond the elegant garden.
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Figure 3. Honggiao (‘The Rainbow Bridge’) in the extensive western suburbs
of Yangzhou. It crosses the Baozhang River, today known as Shou Xihu,

or Slender West Lake, then lined with gardens, villas and pavilions of the rich.
From Zhao Zhibi, Pingshan Tang Tuzhi (Japanese re-cut edition, 1843), nos.
50-51; courtesy of the Gest Library, Princeton University.
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The occasion for the literary gathering is the festival of Double Nine, or
Chongyang, the ninth day of the ninth moon, which in 1743, the year of
the gathering depicted, fell on 25 October. The garden is a very small
retreat just outside one of the western gates of the ‘new city; the northern
addition added to Yangzhou'’s walled area in the Song dynasty. In a
‘Preface’ written in 1746 for this painting, one of the other persons
depicted in it, the great scholar Quan Zuwang (1705-1755), writes of the
noisy bustle of the vulgar crowds that overwhelm Yangzhou, and of the
rarity of pure song in refined gatherings such as this one. The garden
known as the Xingan (‘temporary retreat’) belonging to his friends, the
Ma brothers, is but a little place they have built, on no more than five mu,
that is, less than one acre, of land that formerly was part of the ancient
Tianning Temple compound, and still earlier, in the fourth century AD,
had served as the temporary retreat of the brilliant statesman-litterateur
Xie An (320-385). It is filled with ancient trees and luxuriant growth of
all kinds, where the birds of spring and the crickets of autumn fill the air
with their pure singing. Although the garden is close by the unclean city,
it is a world apart. Quan’s preface continues:

Going out its gate, a distance of no more than a few hundred paces, all one can
see are the yellow dust and the sullied waters, arousing feelings of disgust. But
once one arrives within this place one feels the calm of hills and woods. On the
Double Nine day in the eighth year of Qianlong the Ma brothers assembled
fourteen members of their poetry society to make an offering to the spirit of
Tao Qian. A line-drawing (baimiao) portrait of him from their collection,
painted by Qiu Ying (c. 1510-c. 1552), was hung in the pavilion, and each
person composed a poem. I was detained on my way from Hangzhou so did
not get to participate. Ten days or so thereafter when I arrived, the gentlemen
were planning to have a painting made to record the occasion. Mr Ma
Yueguan said to me: “You must not be missing from this group! Therefore he
repeated the event at a later date to allow me to be fitted in among the
company at the end of the scroll. Also Mr Hong Chuxi [Hong Zhenke] had,
been forced to miss both meetings because of illness, but because he is indeed
one of the members of the poetry society, he too was added in.*

Quan’s ‘Preface’ goes on to make an elaborate comparison. He contrasts
the situation when Xie An had used this place for a retreat, fourteen-
hundred years earlier, and the present circumstances of the group in the
painting. For in the fourth century the empire was in turmoil caused by
the invasions of the Five Barbarian nations from the north, and Xie An
himself was the victim of slanderous attacks by political enemies, limiting
his ability to defend the state against the invaders. So he grieves for old
Xie An who, although in other circumstances was famed for his cultiva-
tion of idle graces, was truly beset by woes when resident in the garden
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retreat that has given its name to the Ma brothers” garden. And even the
old hermit Tao Qian, to whom offerings of yellow chrysanthemums and
white wine are being made on this Double Nine festival, Quan says,
seems on the evidence of his poetry to have sought comfort in chry-
santhemums and wine only because the circumstances of his age offered
him no acceptable alternative to a recluse life. However today, Quan goes
on, the empire is at peace and enjoys high prosperity, so those of us who
are devoted to literature and learning can enjoy them to the full, in
complete tranquility.

I do not take that ‘Preface” at face value, but I will come back to that later.

The Sixteen Personages of the Painting

The Ma brothers, hosts to the literary gathering in their Garden of
Temporary Retreat, are Ma Yueguan (1688-1755) and Ma Yuelu (1697-
after 1766). They were wealthy Anhui salt merchants whose family was
then in its third generation of residence in Yangzhou.* Both of the Ma
brothers were noted as scholars and poets, collectors of art and antig-
uities, and as bibliophiles. Above all they were known as generous hosts
to impecunious scholars and litterateurs who were welcomed into their
great library, housed, made guests of the family for months and years at a
time. Their private library was among the half-dozen best, sometimes
said to be the finest collection in China north of the Yangtze. The library
was located within their lavish principal residence, inside the city, on the
street leading to the Tianning Gate beyond which lay their elegant little
garden retreat. The garden was noted for the austerity of its decor and
the simplicity of its architecture. Quan stresses the theme of its ‘purity” in
his ‘Preface!

When the Ma brothers travelled to scenic or historic sites in the lower
Yangtze region they took along poet-scholar friends to write poems with
them, commemorating their experiences. Their published works consist
in large part of such poems.*” Ma Yuelu was among the 267 scholars of
the realm recommended to sit for the special civil service examination for
advanced scholars in 1736, the first year of the Qianlong reign. It was one
of the new emperor’s first gestures designed to win the good will of the
scholars and potential bureaucrats. Nomination by a provincial governor
or other high official was considered to be a great honor. Ma Yuelu
declined the invitation, as did about one hundred others. That self-
imposed detachment from government is evident throughout this group
of sixteen persons in the painting. We must ask why that is so.
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Two others in the painting, Quan Zuwang and Li E, also were recom-
mended for that special examination in 1736. Quan however passed the
regular jinshi examination earlier in the spring of 1736 and therefore was
declared ineligible for the more honorific special examination. He had not
expected that disqualification; there has been speculation that he had
offended someone high in government. He took a post assigned to him in
the Hanlin Academy, but within a year was ignominiously demoted to a
magistracy in the provinces, again probably because he was considered
to be too outspoken. He resigned at that time and never held civil service
office again. He lacked independent means, so that generous patronage
of the Ma brothers helped to make possible his distinguished life in
scholarship. He was dependent on them and other Yangzhou patrons for
much of the period from 1739-1748, and remained close to them until his
early death in 1755.

Quan’s close friend and fellow provincial Li E made a technical error in
writing his examination papers so was eliminated in the special
examination. He too avoided official life thereafter. A third scholar who
frequented the Ma household, Hang Shijun (1696-1773) and a close
intellectual associate of Li and Quan also was among those recom-
mended for the special examination in 1736, and one of the fifteen who
passed, placing fifth. His name appears with great frequency in the Ma
brothers’ poetry collections as a guest and intellectual friend, but he was
away in Beijing in the fall of 1743 taking another special examination,
this time for prestigious appointment to the Censorate. The essays he
wrote for this examination offended the supervising officials, perhaps
because in one of them he urged that more Chinese be appointed to high
office.*® He resigned and although poor never took office again. Like
others from Hangzhou, he was an important figure in the Yangzhou
intellectual community; later, in the 1760s he headed the Anding Acad-
emy there.

Of the sixteen persons depicted in the painting, only three held the jinshi
degree. They are Quan Zuwang and two elderly former Hanlin academi-
cians, Tang Jianzhong (1713) and the man playing the ancient lute (gin),
and Cheng Mengxing (1712). Six of the sixteen are from Anhui merchant
families. Three of the party are natives of Yangzhou prefecture. Three are
literary figures from Hangzhou and nearby places in northern Zhejiang
(in addition to Quan Zuwang and Li E, already mentioned, this trio also
includes a rather well-known poet, Chen Zhang), and one is from
Suzhou. In addition to the Ma brothers at least four others in the painting
owned famous Yangzhou gardens. Several combined the roles of mer-
chant and man of learning; both roles, in the eighteenth century, could
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have given them access to government careers. Biographies of all sixteen
appear in local gazetteers. Ten of the sixteen also appear in what we may
call ‘national biographies, collections of biographies of persons
nationally known. The painting thus depicts an elite gathering by any of
several criteria except that of prominence in government.

One very obvious level of meaning in the painting and in its literary
prefaces is that the Ma brothers did not wish to be associated with the
vulgar ostentation that had made some of the leading salt merchants
ludicrous figures. The Yangzhou Huafang Lu (1795) by Li Dou, referred to
above, contains all-too-much amused if disdainful description of
nouveau riche excesses committed by some merchants, and it has some-
times been noted that the Anhui merchants were more spendthrift than
their northern competitors from Shanxi. The Ma brothers were among
those Anhui merchants who indeed used their wealth lavishly but with-
out vulgarity. The painting and its prefaces can, at one quite valid level of
its meaning, be read as a statement setting the ideals of this group of rich
men, and the poetry association whose gathering is depicted, quite apart
from all modes of vulgar excess. The focus on refinement at the very least
establishes a reason for this gathering and, it may have been hoped, no
other reason need be sought.

My point however is that more than rejection of Yangzhou merchant
vulgarity, and possibly more than mere detachment from politics is
evident here: a clear note of disaffection, more than mere detachment
from politics, may be the thread running through the lives of these
persons. The occasion of the gathering, the painting depicting it, and the
colophon and preface for it written by Li E and Quan Zuwang give
evidence of that disaffection, however subtly indicated. The choice of Tao
Qian (Yuanming, 365-427)' as the past worthy to be honored on this
Double Nine festival seems to hold special meaning. Tao can be associ-
ated quite readily with the fall season because of his many poetic refer-
ences to chrysanthemums. Still, his poetry collection includes only two
poems on the theme of this particular festival, so it is by no means
inevitable to associate him specially with the Double Nine; the choice
was a deliberate one. Tao’s spirit may have seemed especially appropriate
to the Ma brothers and their guests on this occasion because he sym-
bolized a number of cultural values that they admired. Tao was above all
the poet of the simple bucolic life. In one of his writings he created the
enduring image of the Peach Blossom Spring, a stream leading through
blooming peach trees into a hidden pure retreat from the dusty world of
debased politics. Another poem known to everyone, called in translation
Home Again (Guiqulai Ci), justifies his decision to leave office after a brief
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try at being a public official, renouncing emolument and status, to live an
unencumbered life of poverty and freedom. Richard Barnhart has
explored all these themes in relation to painting in the beautiful catalog
of the Metropolitan Museum exhibition called Peach Blossom Spring.”
Tao’s poems idealize the alternative to office, status and wealth, and have
often been invoked by frustrated would-be officials who could find in
them comfort to compensate for their frustrations. Those values in Tao’s
poetry and the ideals associated with him appear to have had special
meaning for the sponsors of this gathering, and probably for many
intellectuals in the Qianlong period.

As described in Quan Zuwang’s ‘Preface’ the Ma brothers’ simple and
small garden, a realm of purity adjacent to yet away from a noisy dirty
world, may also have symbolized something else that was sometimes
associated with Tao Qian — the rejection of the political order as unwor-
thy of a high-minded person’s loyalty. To be sure, loyalty to the Eastern
Jin dynasty which fell to the brief Liu Song dynasty in 419, eight years
before Tao’s death in 427, was not really the reason why Tao became a
recluse rather than serve a usurping dynasty, for he retired from public
life in 404, long before the fall of the Jin. Yet in succeeding centuries it
was widely believed that it was either that concept of loyalty to the
previous dynasty, or rejection of the government of whatever dynasty as
unworthy, that forced him in Confucian responsibility to reject public
service. Throughout Neo-Confucian times high-minded recluses wrote
poems expressing admiration of Tao, the model for their rejection of
service to debased government.” So far, I have not been able to find a
poem by Quan written for this Double Nine literary gathering. He was
not present, but he might have been expected to add a poem to the
others, to complete the collection of poems by the persons in the paint-
ing. If there was one, it seems not to have been preserved. So we have
only his ‘Preface’ by which to judge his responses to that occasion. There
is much evidence that he was often rashly outspoken and that he wrote
things that might have run afoul of the Qianlong literary inquisition. By
the time his collected works were posthumously published, in 1804, the
Qianlong Emperor was dead and the atmosphere had changed. Even so,
it has been speculated that those writings had been carefully expurgated
by his friends and literary executor to remove offending material. Quan
was at the very least passively disaffected, and quite possibly so critical of
the Qing that he could have been considered disloyal.**

To return then to his ‘Preface’ of 1746, written for the painting of the 1743
gathering, he concludes it by comparing the troubled conditions of the
fourth and fifth centuries with the happy age in which he lived. What
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does that mean? It very clearly was not a happy age for Quan, frustrated
in his career, critical of the government. We may regard his praise of the
Qing dynasty as no more than the requisite formal obeisance, not his
genuine sentiment. Moreover, there is no reason to believe that he was
not among fellow spirits, or that any of those present held the dynasty in
warm regard. Possibly, such formulaic praise of the regime was expected
to be read by his friends and fellow spirits as a gesture of cynicism.

Quan Zuwang and the Qing Literary Inquisition

Among the sixteen eminent persons in the painting, Quan Zuwang is, I
believe, our most important key to an understanding of the Qianlong
Emperor’s impact on his age. Control over the minds of the Chinese came
to be a ruling obsession of the Manchu despot. Quan was the kind of
person seen by him and by the emperor’s sycophantish close associates as
potentially dangerous. Quan considered himself a follower of the great
seventeenth-century historian Huang Zongxi; he placed himself in the
tradition of philosophical-minded concern for history represented by
Huang. Quan seems to have been fascinated by the problem of loyalty as
revealed by the actions of men in times of political and social stress, and
he wrote short pungent essays analyzing the attitudes and the social
import of historic figures faced with such problems. A number of his
subjects were persons from the Yuan dynasty caught in the turmoil of
that alien regime’s fall and the Ming dynasty’s founding. But he was even
more absorbed in the lives and deaths of Ming personages caught up in
the Ming-Qing transition, just a century before the gathering in the Ma
brothers’ little garden. The fall of the Ming was still thought of as a deeply
disturbing event of the recent past, one most difficult to write about.

In the painting Quan sits on a wooden drum stool, the fifth figure from
the right-hand edge, leaning his right elbow on a table-like rock while
stroking his sparse beard (Figure 4). He appears to be totally at ease, even
idyllically happy, as do all the figures in the painting. How should we
read this painting? The persons in it were drawn by the craftsman-
portraitist Ye Fanglin. The garden scene — we would call it the back-
ground — was painted by the landscape artist, a literatus named Fang
Shishu whose family were Anhui merchants. Ye omits himself from the
gathering, but places Fang seated fourth from the right, holding a paper
as if to read a poem; he is a peer of the other notables. It is the garden as
he has painted it that carries the more important artistic message. For the
figures and faces are merely skillful and ingratiating likenesses, not
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Figure 4. ‘Portrait of Quan Zuwang;,
detail from Fang Shishu and Ye
Fanglin, The Ninth-Day Literary
Gathering at Xingan. Courtesy of the
Cleveland Museum of Art (79.72), The
Severance and Greta Millikin Fund.

penetrating studies in the psychology of the sitters. In this, the Chinese
approach to the group portrait here, by a master painter aided by the
competent craftsman-collaborator, is the opposite of what was usual in
seventeenth or eighteenth-century Europe, where backgrounds were
filled in by studio assistants and the master painter did the faces and
hands. We might be guided by that observation to seek the more direct
meaning of this painting in the depiction of the garden and not in the
portraiture. Fang Shishu’s depiction of a real garden bears symbolic
meaning. In the graphic medium it matches the conception offered by
Quan Zuwang in his literary preface. That is how to read this painting.

Quan appears in the painting sitting contentedly among a group of
fellow spirits enjoying a peaceful afternoon of cultivated pleasures. But,
it has been argued here that those appearances are deceptive. We can
show that several leading figures among them were politically dis-
affected. I will hypothesize that all of them shared in some measure the
growing cynicism of the mid-Qing elite, and that Quan, in particular,
was courting disaster by his behavior in Yangzhou in these years. It is
hard to imagine that the things he said and wrote about the Ming
loyalists who resisted the Qing conquest, most particularly at Yangzhou
in 1645, would not have drawn the ire of the Qianlong Emperor and his
inquisitors. Quan escaped. Perhaps his having married the daughter of a
Manchu literatus in some measure shielded him from scrutiny prior to
his early death. He died of an illness at the age of fifty, in 1755, a third of
the way through the Qianlong reign’s increasingly rabid suppression of
real and imagined dissent. Quan’s idealization of the heroic anti-Qing
resistance is a more blatant ‘crime’ than those for which many others
died; that is no doubt a principal reason for his friends and literary
executors having held back his literary works, arranging for their pub-
lication only in the reign of the Qianlong Emperor’s successor early in the
next century.
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Shi Kefa, the martyr of the Yangzhou resistance in 1645, was a difficult
topic for the Qing authorities. On the first of his six great inspection tours
of the south, in 1684, the Kangxi Emperor pointedly avoided Yangzhou,
probably fearful of arousing some expression of the lingering resentment.
The official dynastic history of the Ming, after decades of uncertainty and
delay in the handling of sensitive issues, finally was accepted by the
throne for publication in 1736, the first year of the Qianlong reign, and
after a final round of revisions was published in 1739. Its biography of Shi
Kefa (juan 274) is long and laudatory. It praises Shi as a brave and loyal
servant of a state whose mandate was gone and whose fate a few upright
gentlemen could not reverse. That is in the tradition of a new dynasty’s
obligation to honor the loyal servants of the old dynasty, even those who
have opposed it valiantly in warfare. The Qing was forced to be
magnanimous by honoring Shi Kefa, but the gesture probably rang
hollow in Yangzhou ears. It appeared to be a way of emphasizing an
aspect of the conquest that showed it in a good light, while suppressing
all references to the massacre that followed Shi’s death. Later in his reign
the Qianlong Emperor went so far as to award Shi Kefa a posthumous
title, calling him the ‘Loyal and Upright, Zhongzheng. Those qualities had
made Shi resist against hopeless odds; they should now impel all Chinese
to support the Manchu rulers. Shi’s fast commitment to those virtues
made him prefer death to surrender. Knowing the defenses of Yangzhou
were at the point of collapse, Shi asked his associates to bury him at Plum
Blossom Ridge outside the western gates of the city. Later, his body could
not be found but his court robes and cap and other personal belongings
were entombed there. The place became an important new shrine of
local and even of national importance.

The Plum Blossom Academy, dating from Ming times, was extensively
rebuilt on Plum Blossom Ridge in 1734 with contributions from Ma
Yueguan.” It was very close to the Ma brothers’ little Garden of Tempo-
rary Retreat depicted in the painting of 1743. In the text of his memoir (ji)
recording a visit to Plum Blossom Ridge with Yangzhou friends, as it now
appears in his collected writings, Quan Zuwang has avoided all reference
to the most sensitive issue — the massacre that followed Shi’s death. Yet
his rashness is nonetheless evident. He says in this memoir that when he
led this group of friends to honor Shi’s spirit at the shrine of the heroic
martyr, he recounted for them Shi Kefa’s last words and ‘there were none
among his hearers whose tears did not fall like rain! Any focus on the
righteous spirit of anti-Manchu resistance, even in this early phase of the
Qianlong reign, was dangerous. More pointedly, as recorded in this
memoir, Quan’s account of Shi’s death disagreed with the laundered
version set forth in the newly-published official Ming History. In that
we read:
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Two days later the armies of the Great Qing dynasty reached the city’s walls;
artillery fire breached walls at the northwest corner and the city then fell. Shi
Kefa slashed his throat but did not die. An adjutant general helped him to leave
by the Small East Gate, but he was then taken captive. He called out boldly: ‘I
am Commander Shi; and thereupon was killed.*

Quan adopted a different account, agreeing with Ming loyalist writings
from the mid-seventeenth century, writings on which he was the leading
specialist and some of which had already been the cause of an intimidat-
ing suppression of historians in 1713. Quan’s account of Shi Kefa’s death
continues to present the different version. His memoir states:

On the twenty-fifth day [of the fourth month], the city fell. The Loyal Martyr
[using Shi’s posthumous honorific title] drew his sword and slashed himself.
His staff generals rushed forward to protect and support him. The Loyal Martyr
called loudly for Shi Dewei, but Dewei’s tears flowed and he could not bring
himself to take the blade [and complete the suicide]. The generals then sup-
porting him led him away. When they arrived at the Small East Gate the Great
Army’s soldiers swarmed toward them. Assistant Commissioner Ma Minglu,
the Prefect Ren Minyu, Military Vice-commissioner Liu Zhaoji and others all
died there. The Loyal Martyr looked steadfastly forward and said: ‘I am Grand
Secretary and Minister Shi! He was then taken captive and led to the South
Gate. There...the Prince of Yu [Dodo] addressed him as ‘master’ and urged
him to surrender. The Loyal Martyr upbraided him, and died....”

In the possibly altered form in which we now read Quan’s memoir, this
account does not repeat the exchange between Shi and Dodo in which
Shi says he is prepared to die, but that the people of Yangzhou must be
spared further hardship. Nor does it say that when Dodo raised his sword
to kill Shi, Shi’s attendants took the blows to shield Shi, earning Dodo’s
praise for their courage, before Dodo’s attendants then killed them all and
hacked Shi’s corpse to pieces. But it clearly reminds the reader of all those
facts, and unequivocally states that Dodo spoke to Shi before his death.
The clear implication is that Dodo ordered his death. Here sequence can
only be consequence, even though the neutral word ‘died” is used instead
of ‘was killed’ Shi thus was not killed by some unidentified soldier, as the
Ming History states; Quan places that responsibility on the Manchu
Prince, fifteenth son of Nurhaci, brother of prince Regent Dorgon, and
uncle of the child Shunzhi Emperor. And, by maintaining the accuracy of
that version of the events, with Shi’s plea for the safety of the people, it
reminds Yangzhou people of the terrible massacre of their city that
immediately followed. The Qing court’s purpose in honoring Shi was to
draw attention to Manchu propriety in displaying respect for a man of
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valor, and to deflect attention away from the unsavory aspects of the
same events. Quan’s retelling of the events, even reminding the reader
that he took groups of Yangzhou citizens to the site and made stirring
speeches about it, powerfully countered that Manchu purpose, and
could scarcely have escaped being labelled as treason in the extreme
phases of the Qianlong literary inquisition that lay just ahead.

On the other hand, Quan was an intellectual deeply interested in the
historical truth; he was not a political agitator, nor should this suggest
that the poetry society meeting that day in a Yangzhou garden was a
conspiratorial organization, nurturing covert sedition. By my cursory
reading of the two Ma brothers’ poetry collections, most of their poetry is
insipid. It is mostly occasional poetry, full of friendship and shared
associations, but virtually devoid of other content. Nonetheless one must
conclude that they took very seriously their roles as collectors and pre-
servers of civilization’s heritage, and as patrons and true friends of the
eminent talents of their time, men who were, like themselves, totally
vulnerable in the face of a government they could not respect, and had
growing reasons to fear. Together the impecunious geniuses and the rich
men of culture celebrated the enduring values, while helping each other
survive. The simple little garden occupying a site rich in historical asso-
ciations to which they often went for tranquil afternoons of poetry and
wine may well have been the most meaningful symbol of their search for
purity in an unclean world, as Quan’s ‘Preface’ strongly suggests.

The Garden Theme in Literature and Painting

During those same years in the middle of the eighteenth century, one of
the greatest products of Chinese civilization was taking form. It is the
novel Honglou Meng (translated as The Story of the Stone and as Dream of
the Red Chamber). Its author, Cao Zhan, died in 1763, just twenty years
after The Ninth-Day Literary Gathering at Xingan was painted. The Cao
family had some associations with Yangzhou, but more important ones
with Nanjing and Beijing. The novel depicts life in a fantasized garden of
physical and spiritual purity, a place apart from the dirty world. I do not
believe that garden was inspired by one of the famous gardens of
Yangzhou, nor even one of those in Nanjing or Beijing. Yu Ying-shih’s
interpretation of it as a wholly imaginary garden of the mind is com-
pletely convincing. The garden of the novel was one into which the
politically and emotionally disaffected Cao Zhan could escape from the
hypocrisy, corruption and danger of elite life in the Qianlong reign. In his
book Honglou Meng di Liangge Shijie ('The Two Worlds of The Dream of Red
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Chamber’) Yu shows that not only the author, whose highly-placed
family in the Banner elite had fallen from grace and who suffered
poverty and hardship, felt deep resentment against the dynasty, but also
that his close friends within the imperial clan itself boldly expressed
similar feelings.®® As Manchu or Chinese Bannermen they were not
subject to the full rigors of the literary inquisition and surveillance that
ordinary Chinese had to bear, so could express what others normally
suppressed. Yu Ying-shih’s discussion of this adds greatly to our aware-
ness of the specific content and quality of the elite alienation in Qianlong
times. We must assume that the Ma brothers and their Yangzhou circle of
intellectuals and rich merchants could not have escaped the influence of
that widespread disaffection. Moreover we can see that they had their
own direct and immediate reasons for being at least resentful and cyn-
ical, if not really conspiratorial.

On the one hand, their wealth drew the corrupt and the degenerate
within government, for assignment to Yangzhou could quickly make a
bureaucrat rich. It was expensive and, for some, painful to survive in that
atmosphere. But the personality and the behavior of the Qianlong
Emperor himself probably was the last straw for those who had to
entertain him on his Southern Tours, where he expressed his avarice,
falseness and pomposity to them quite directly. After his first tour in 1751
Ma Yueguan was ‘privileged’ to go to the capital to offer felicitations to
the emperor’s mother, toward whom the emperor displayed obsessive
devotion.” The cost of the gifts with which rich merchants were obliged
to express their felicitations was very great; the trinkets received in return
were contemptible. Shortly after the emperor’s second visit, in 1757, he
decided that that area around the Tianning Temple would make a more
suitable Temporary Palace for his future visits (Figure 5). That area
marked out for rebuilding in lavish style, paid for by the Yangzhou
merchant community, included the Ma brothers” Garden of Temporary
Retreat, the locus of the Literary Gathering of 1743. He simply expropri-
ated the entire area. He had also looked about the gardens and homes of
his Yangzhou hosts and had indicated certain items that he would be
happy to receive, for Beijing, or for his Imperial Villa, Yu Huayuan, as the
Temporary Palace was designated. One of the sixteen persons in the
painting of the Literary Gathering owned the famous Garden of Nine
Peaks (Jiufeng Yuan). The ‘peaks’ were miniature mountains of intri-
cately weathered and shaped stones, and had been assembled by the
great seventeenth-century painter Daoji, also famed as a designer of
gardens. The emperor took a fancy to two of the Nine Peaks; we do not
know whether the rich merchant owner, after joyously donating them,
then changed the name of his garden, or found two less famous replace-
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ments.* The pattern of intimidation becomes still clearer in the decade or
two following the deaths of the Ma brothers in 1755 and 1766. A great
friend of the Ma brothers was Lu Jianzeng (1690-1768) who served as
Lianghuai Salt Commissioner, supposedly the government’s watchdog in
Yangzhou, for a year in 1737-1738, and again for ten years 1753-1762. He
was a scholar-poet from Shandong. Some years after his retirement, he
was involved in a scandal from his days in office at Yangzhou, charged
with having taken bribes to permit the salt merchants to underreport
what they owed to the government. According to the charges against
him he himself had received bribes of rather insignificant amount, given
the scale of normal salt ‘business; but the amount said to be owed the
government was ten million taels. He and several associates were jailed.
He died in jail; others were tried and beheaded. Officials at court had
tried to protect him, but the machinery of intimidation would not be
stopped in this case. The heirs of the Ma brothers, to whom Lu was so
close, must have trembled. Another case that must have chilled the
surviving members of their circle involved the eminent poet Shen Deqian
(1673-1769). After Ma Yueguan'’s death in 1755 the Ma family asked Shen
to edit his poetry for publication. He did so, and contributed prefaces to
that and some of their other works. Shen had been specially honored by
the Qianlong Emperor, even named tutor to the sons of the imperial clan.
Yet in 1778, some years after Shen’s death at age ninety-six in 1769, the
capricious and ever-suspicious emperor thought he had discovered sedi-
tious sentiments in Shen'’s poetry, so ordered the works proscribed and all
the old man’s honors posthumously withdrawn.® When Quan Zuwang
died in 1755 the Ma family protected Quan’s still unpublished literary
collection and may have counselled the long delay in their publication to
avoid the literary inquisition, then coming into its height.

As the reign of this willful, perverse emperor continued, the influence
exerted by unworthy councillors increased, and the literary inquisition
became more fearful, for in the hands of his servile agents the charges of
sedition could be used to accomplish all manner of private ends. At the
same time the ruler’s avarice threatened all who owned things of beauty
and of high value. Collectors are said to have had skilled copies of their
best-known objects made so that if the emperor asked to see them, he
might be gulled into demanding the copy thinking he had the original.
That genuine connoisseurs despised him for his pompous ignorance
seems well attested.®

The intellectual climate in cities such as Yangzhou during the eighteenth
century thus was in many ways impinged upon and threatened by the
character of the Qianlong Emperor himself. The cultivated elite mostly
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Figure 5. The Qianlong Emperor’s Imperial Villa at Yangzhou. The northwest

corner of the city wall is shown in the foreground; the villa, lying outside
the city wall, occupied most of the grounds of a Buddhist temple compound.
From Li Dou, Yangzhou Huafang Lu (1839 edition); courtesy of the Library
of Congress.

managed to live with that influence, to detest it quietly while making the
necessary bows in his direction, giving up money and objects when
necessary, hoping that lightning would not strike them or their friends.
The most saddening of the effects of his character on his age was that it
turned many members of the elite, some of them talented and able, into
sycophants and opportunists. The atmosphere was sullied by their
behavior. It added painfully to the pollution from which the Ma brothers
and their friends escaped to their pure, elegant gardens, their collections
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of books and of paintings, and their interaction among like spirits. Their
painting and poetry may not have reached the highest standards, but the
meaning of their cultured lives for the preservation of Chinese civilization
is nonetheless of high historical significance.

I accept the painting of The Ninth-Day Literary Gathering at Xingan as an
important historical document. I have quoted Wai-kam Ho above in his
summation of the painting’s meaning. To repeat, in part, he wrote:

Within this enclosure, a special afternoon in eighteenth-century China was
quietly celebrated by a group of friends whose subdued joy and contentment
speak well of the character of that particular day...

I think we must add that this group of friends had found in this garden a
way to maintain their commitment to their cultural values in a time
when those were threatened. The history of their century shows that they
did not wholly succeed. But there is perhaps more suppressed resent-
ment, and more quiet valor in their ‘subdued joy and contentment’ than
is immediately apparent. The garden’s walls permitted their temporary
retreat from a sullied world. They could neither flee from it entirely, nor
express their resentment against it openly. In deeply felt and subtle ways,
however, they sought to maintain their self-respect through shared rit-
uals of truth and beauty.



The Qianlong Emperor’s
Skill in the Connoisseurship
of Chinese Painting

Kohara Hironobu

Many scholars of Chinese painting have faulted the Qianlong Emperor
for misjudgments on paintings and calligraphies in his collection, belit-
tling his skills in connoisseurship.’ In particular, his flawed evaluation of
the two versions of Dwelling in the Fuchun Mountains by Huang Gong-
wang (1269-1354) has been most often cited.? In recent times, Xu Bangda
has charged him for having mis-attributed four versions of the same
master’s River and Hills before Rain.’ Both of these mistakes, however,
were made during the early years of his reign, around 1745, before he had
had sufficient experience with collecting ancient paintings. The emperor
was just beginning to learn the art of connoisseurship at that time.

Furthermore, responsibility for the flawed evaluation of the Fuchun scroll
was not the emperor’s alone, but should be shared with his staff. Describ-
ing the occasion on which he first saw the Wuyong version — considered
by most art historians today to be genuine, as opposed to the Ziming
copy, also in the imperial collection — the emperor wrote:

Looking at it briefly by candlelight, I was quite astonished to find that it was
the Fuchun scroll.... The next day, I requested Liang Shizheng and others to
investigate the authenticity of the two scrolls. All of them replied unanimously
that the earlier acquisition [the Ziming version] was genuine and that the new
one [the Wuyong] was a forgery. I examined both paintings very carefully over
and over again and was convinced that my initial astonishment, under can-
dlelight, over having acquired yet another Fuchun was a mistake.*

His remark here, expressing surprise, suggests that this was the first time
he was faced with two versions of the same painting. Although the
preface to Bidian Zhulin * Shiqu Baoji, the first catalogs of the imperial
collection, contains a discussion on how to distinguish genuine paintings
from forgeries, the emperor himself seemed at first unable to square this
conceptual understanding with actual circumstances.’
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To what extent did Qianlong develop his skills in connoisseurship? As
mentioned above, scholars have seriously criticized the faulty eyes of his
youth, but no one has taken the trouble to observe his skills later in life. It
is the intent of this paper to trace his development as a connoisseur,
utilizing the poems and inscriptions he wrote on the paintings in order to
document his progress.

The Qianlong emperor began collecting paintings and calligraphies
when he was still a prince. By the time he was twenty years of age, he
owned 46 pieces, including a painting by Li Sixun (651-716), two by
Huizong (1082-1135), three by Zhao Mengfu (1254-1322) and one by
Shen Zhou (1427-1509).° When the first catalogs of the imperial collection
appeared, however, half of these paintings were entered into the second
class, a ranking which indicated that they were either uninteresting
originals or good copies. The rest were neither recorded in this nor in any
of the later catalogs of the imperial collection. The emperor seems thus to
have repudiated many of the decisions of his youth.

In December of 1743, the eighth year of the emperor’s reign, began the
compilation of Bidian Zhulin, the catalog of religious figure paintings in
the collection. Admitting to difficulties, the staff wrote, ‘if we could not
decide whether or not a painting was genuine, but if the brush and ink
were of surpassing quality, we tentatively entered it into the first class
and waited to find further proof; and ‘if we had several versions of the
same painting and, after examination, found them to be genuine, we
would enter them all into the first class!” In the next year, after having
worked with paintings for eleven months, the staff seemed to have
gained confidence. One passage in Shiqu Baoji reads: ‘The paintings and
calligraphies in this catalog are all masterpieces. No matter how faithful
a copy is, it has been entered into the second class'®

Although the principle of this classification is very simple — genuine
works being assigned to the first class and copies to the second class, the
paintings did not easily lend themselves to this scheme. As a result,
problems did arise. For example, Autumn Colors on Rivers and Mountains,
a fine painting by Zhao Boju (d. c. 1160) now in the Palace Museum,
Beijing, was entered into the second class because it did not have the
signature of the artist.” Only in 1757, the 22nd year of his reign, did the
emperor finally begin to realize that paintings assigned to Zhao Boju did
not usually bear his signature, and those in the imperial collection were
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but attributions made by famous collectors in the past.'* However, the
catalog entry for Autumn Colors on Rivers and Mountains was never
revised, even though revisions were made in other instances."

II

The second two-part catalog of the imperial collection, Bidian Zhulin *
Shiqu Baoji Xubian, was compiled in the period between 1791 and 1793.
Compared to all the previous catalogs, it evidences the highest standard
of scholarship — with the emperor himself fully in charge. In the edict
decreeing its compilation, he wrote with great feeling: ‘Zhang Zhao,
Liang Shizheng and others. .. that is, the compilers of the Chubian, ‘now
have all passed away. This is truly sorrowful’'? Indeed, after 1793, none of
the original compilers of the first catalogs was alive. In nearly 80 percent
of the items in the second series, it was the emperor himself who decided
whether the painting in question was a genuine work, a forgery or a copy,
and personally added poem(s), inscription(s), label or frontispiece to it.

When the Chubian was being compiled, everyone on the staff, including
the emperor himself, started out as an amateur. Forty-eight years later,
only the emperor was an authority. In one note, the compilers of Shigu
Baoji Xubian wrote:

At the completion of each chapter, we respectfully requested that [His Maj-
esty] should check it. Concerning this particular work, His Majesty found the
techniques of painting and the substance of the poetic inscriptions con-
tained therein to be alien to its [purported] period. He therefore ordered an
investigation. "

In short, the emperor had become the leader and instructor of his staff,
and he did so through having evolved a distinct approach to the art of
connoisseurship.

Looking back, the emperor in those early years between 1747 and 1755
wrote many poems on the works in his collection. As prolific as he was,
these writings showed little originality. He followed in the footsteps of
Ming or early Qing connoisseurs, especially Dong Qichang (1555-1636).
In 1746, for example, he composed poems and inscriptions on Wang
Wei’s Snow Landscape,'* but these were little more than praises. In 1748,
he called for Zhao Mengfu'’s Autumn Colors on the Qiao and Hua Mountains
to be brought before him and the resultant inscription merely conveyed
his satisfaction with its resemblance to the actual scenery in Shandong.”
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In 1749, he revised the old attribution of Nymph of the Luo River from Gu
Kaizhi (c. 344-406) to an anonymous painter of the Song. He
commented:

In an inscription of 1747, I had supposed this painting to be an original work of
Changkang [Gu Kaizhi]. In 1749, when I reexamined it, and compared it to his
Admonition to the Court Ladies in the Inner Palace..., [I found] the brush flavor
to be entirely different.'

Between the years 1755 and 1765, the second and third decade of his
reign, no significant development in his connoisseurship can be detected.
What was noticeable was that by then he had become familiar with the
sleight of a forger’s hand, such as the replacement of an original signature
with that of a famous painter, or the exchange of colophons between a
genuine painting and a forged one. In his evaluation, usage of such
expressions as ‘no doubt genuine’ and ‘without doubt a Tang painting’
declined considerably, indicating that he had become more thoughtful in
forming his decisions. He also began to compare old possessions with
new acquisitions. Re-examining paintings he had studied before, he
often wrote new inscriptions on them, sometimes reversing an earlier
opinion or adding new thoughts.

In 1772, a remarkable transformation occurred. In a long colophon on an
anonymous Song painting of the Wangchuan Villa, he noted:

I have compared this painting with Wang Wei's Snow Landscape and found
that, in technique, these two paintings are quite different.... On checking
Xuanhe Huapu, which records 126 paintings by Wang Wei, it does not mention
a painting of Wangchuan Villa...Neither the biography of Wang Wei in the Old
Tang History nor that in the New Tang History...mention that he personally
painted such a picture. In addition, Lidai Minghua Ji merely records that Wang
Wei painted a scene of the Wangchuan Villa on the wall at Qingyuan Temple,
and not a complete set of scenes...[I believe] someone conceived the idea of
making a handscroll composition after Wang Wei’s wall painting at the temple.
This could have happened roughly in [Wang Wei’s] own time, or during the
Song period. .. Therefore, while I can accept all those Wangchuan scrolls we
come to know as copies, I cannot accept their original prototype to be from
Wang Wei’s own hand."”

This colophon calls attention to Qianlong’s distinct turn of mind and his
method of connoisseurship. It was based on a rational analysis of the
texts associated with a given painting, from which to evolve what some-
times may now appear to be far-fetched and skeptical ideas.'® Previously
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he had made many such comments on painters’ biographies and on
subjects related to painting, but this was the first case in which he applied
this approach in a consistent manner. In this inscription, Qianlong insis-
ted, in an irritated tone, that ‘no one before has ever completely under-
stood the nature of painting (huali);" implying that only he himself had
total mastery of it. He declared with confidence that he was the most
authoritative connoisseur of all time.

Indeed, at the age of 63, when Qianlong wrote the colophon cited above,
he had bypassed traditional connoisseurship as practiced by Ming or
early Qing scholars and collectors, whose judgments were made pri-
marily on stylistic bases. If, in the two previous decades, the emperor had
pointed to the composition or motifs when discussing a given work,* he
ceased to do so with any consistency after 1772. This was in spite of his
insistence, in records ranging between 1746 and 1784, that in order to
distinguish genuine paintings from forgeries, connoisseurs should ana-
lyze the quality of brush and ink. Those who rely upon signatures,
colophons, seals or similar documentation were, he said, ‘only vulgar
dealers’?' In fact, before 1746, he had been suspicious of relying upon
texts alone in the investigation of a painting: “We cannot trust all the
documents in books:* He himself however did not always maintain this
principle, and eventually turned away from it.* On the whole, the
emperor and his staff came to consider the painters of the past as signs or
ciphers only.** They valued the subject of a painting more than the
painting itself. Similarly, they considered the colophons on a painting to
be more informative than the painting itself.

In 1787 for example Qianlong wrote about a version of Elegant Gathering
in the Western Garden attributed to Li Gonglin (c. 1106-1106):

Although the composition looks old and it appears to be painted in Li
Gonglin’s manner, the method of painting is very different from that in other
[Li Gonglin] attributions. I requested my staff to correct the inscriptions and
labels on the scroll by referring to Mi Fu’s version of the same...»

From an initial perception of stylistic dissimilarities, the emperor went
on, in a characteristic way, to enumerate the errors in the painting, such
as the altered sequence of scenes as well as the mistaken identity of some
of the participants.

By nature, the emperor was deeply rational. He could not tolerate mis-
takes, particularly with regard to written records.? All through the
imperial catalogs may be found the numerous corrections he made of old
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inscriptions where he indicated the nature of the faults or discrepancies
involved. In investigating painting, he relied heavily upon the written
word as carrier of truth.””

Herein also lies the weakness of his method: his increasing reliance upon
textual evidence over stylistic criteria. This is due not to limited
experience, but rather to personal disinclination — even inability — to
make stylistic judgments in a studied manner.

If the painting in question was without identifying signatures, seals,
colophons or labels, the emperor and his staff were at a loss.?* The
emperor often imputed that much of the confusion of connoisseurs in the
past stemmed from the disappearance of the author’s signature from the
painting. Under such circumstances, it was deemed best to abandon the
attempt to determine authorship.”

Thus, in 1773, the emperor found himself hesitating when it came to the
authorship of an unsigned handscroll, The Fishing Village. Wang Shimin
(1592-1680), the early Qing painter and connoisseur, had sought to
attribute it to Zhou Chen (active c. 1500-1535) rather than to Tang Yin
(1470-1523):

Tang Yin painted too freely and spontaneously, while Zhou Chen never devi-
ated even a hair’s width from the regular method of painting. This paint-
ing...cannot but be paihted by Zhou Chen.*

Qianlong, however, was skeptical. He himself was unable to come to a
firm decision. In spite of the plentitude of comparative materials in the
imperial collection, he desisted from approaching the painting visually.

Similarly, when the emperor and his staff were unable to locate reference
to a given painting in old texts, they concluded that it was either a late
work or, alternatively, a forgery.

It may be pertinent to cite two more instances of imperial connoisseur-
ship. The first pertains to a boneless landscape formerly attributed to
Zhang Sengyou, active in the sixth century, and which is in the collection
of the National Palace Museum, Taipei (Figure 1). Concerning this paint-
ing, the emperor wrote:

When we checked [such Tang texts] as [Lidai] Minghua Ji, Huapin and Hua-
duan, they all contained references to Zhang Sengyou’s life and art. None
however mentioned that he was skilled in landscape. In this scroll, there is an
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Figure 1. Anonymous, Landscape after
Zhang Sengyou. Collection of the
National Palace Museum. Taiwan,
Republic of China.
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inscription by Xuanhe [Emperor Huizong] as well as his imperial seal. But the
painting was not listed under the category of landscape in Xuanhe Huapu. We
do not know who painted it. For the time being, we will leave the matter
at that.”

Subsequently, the attribution was changed to ‘an anonymous painter of
the Song Dynasty’

The second example also concerns a hanging scroll, entitled The Great Yu
Controlling the Water, attributed to an anonymous Tang master.’* Regard-
ing this, the emperor suggested that so long as the signature was lacking,
one might select a name from those masters who were recorded to have
painted the subjects, such as Gu Kaizhi, Zhan Zhiqian (active sixth
century), Zhou Wenju (active tenth century), Zhu Jiangzhang (active
tenth century) or Zhao Boju. To the extent that the works of Gu and Zhan
were judged to be more archaic in temperament than the painting in
question, and the works of the last-named, Zhao Boju, display a weaker
hand - as evidenced in The Red Cliff in the imperial collection — a
compromise attribution, the emperor suggested, might well be to Zhou
Wenju. As is evident, he was neither inclined to study the style of a
painting, nor did he care to speculate, in these two instances, on Zhang’s
style or that of Tang painting in general. Whenever the emperor found a
problem with a painting, he would turn to textual sources rather than
related paintings.

Imperial colophons written after 1772 tended to be knowledgeable and
erudite, giving a complex evaluation of paintings in question.” In a
colophon dated 1775 on The Luoyang Pavilion (Figure 2) by Li Zhaodao
(active c. 670-730), first he decried the weakness of Dong Qichang’s
calligraphy in the colophon mounted above the painting, ‘bearing little
resemblance to his known works!** And second, he attacked the content
of Dong’s colophon itself. The Ming master had stated that he saw this
painting once before as a handscroll and not as a hanging scroll, as it had
become. He also had noticed many more colophons as well as seals of Jia
Sidao (d. 1275), Mi Fu (1051-1107) and Wu Kuan (1435-1504) in the prior
state. But upon seeing it again when it was in the collection of Xiang
Yuanbian (1525-1596), he saw none. This, the emperor countered by
pointing to Jia Sidao’s seal in one of the corners of the painting, even
though others were lost. He further deduced that Dong'’s colophon was
probably the work of a forger who not only imitated the Ming master’s
calligraphic style but also added a forged signature of Li Zhaodao to the
painting itself.
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Palace Museum. Taiwan, Republic

Pavilion. Collection of the National
of China.
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How far the imperial skill in connoisseurship had progressed is made
clear when this colophon is compared with the far simpler remark
appended by his staff compilers before 1745 to a painting by Liu Songnian
(c. 1150 — after 1225). Perhaps with the concurrence of the emperor,
they wrote:

All the colophons on this painting seem to have been written by the same
hand. Probably there was a painting by the same title of Nine Elders [of
Xiangshan], which received the comments and inscriptions of noted person-
ages. It was these that were gathered and then recorded by the [former]
collector of this painting.”

II1

It is easy to see that Qianlong’s method required an able staff for support,
to collect written materials and examine texts. Indeed, in 1771, the year
before his major change in critical attitude was to take place, the old staff
was being replaced with a new one for the compilation of the second
series, or Xubian. Both staffs consisted of nine or ten men, but there was a
major difference between the two. The members of the former group had
varied in age, career and social status. Those of the new staff were much
closer to each other in those respects. In fact, the older half of the new
staff had entered the Nanshufang (Imperial Study) together in 1767 after
having passed the same jinshi examination and had shared careers as
officials.*

The staff of the Nanshufang was selected from the members of the Hanlin
academy and these men were treated by the emperor much as class-
mates. They wrote the drafts of the imperial catalogs in the Maoqin Hall,
which provided an excellent library for research in painting and calligra-
phy.”” In these drafts, they usually inserted small sheets of paper, without
signatures, to mark those passages requiring the emperor’s attention.>
Their gatherings have been described by Ruan Yuan (1764-1849):

In days when the weather was fine and calm and after the morning court
session ended, we would open the windows and, with thousands of works
scattered about on desks or couches, we had more than our share of famous
works from the Tang and Song periods, not to mention those of Yuan and
Ming. The eunuchs would hang the paintings, and papers were laid in front of
us. Together we sipped tea and savored the dishes granted by imperial grace.
We [set about] to determine the genuine from the spurious, study the colo-
phons and inscriptions. ... Toward the end of our task, roughly around the hour
of wei, we listened for the ringing of the great bell in the Qianqing Palace and
then departed.”
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It should be mentioned that the staff worked on the catalogs only when
they were freed from regular, governmental duties.* It is through their
devotion and diligence that they succeeded in compiling the finest cata-
logs ever to appear in China.

We should not, however, overestimate the staff’s abilities in connoisseur-
ship. Although they were the elite of elites in their own time and were
well versed in the Classics and literature, their knowledge and experience
in art were practically nil. One of them confessed he had never laid eyes
on old paintings before he entered the imperial palace.*' For these rea-
sons, the staff was not able to surpass, or improve upon the emperor’s
connoisseurship.

An idea of how the catalogs were compiled can be gathered from the
records kept by the compilers. Ruan Yuan, who was associated with the
compilation of the Xubian at the time when Qianlong was still alive,
wrote on 200 pieces taken from each of the Palace storage quarters.* In
contrast, Hu Jing (1769-1845), who was on the staff of the third and last
two-part catalog, the Sanbian, compiled after Qianlong’s death, was
assigned works from only a limited number of such storage areas. Hu
Jing’s diary, in particular, provides details of the actual process of com-
pilation.* He worked on the catalog from the first day of the fourth month
to that of the tenth month in 1815. Granted only 17 days of vacation, he
worked 166 days in the palace and spent ten days intensively checking
the names and seals of the painters. He was assigned 200 works: 30 pieces
of calligraphy and 170 paintings. He studied two to three pieces per day
from 8 a.m. until 4 p.m. These two hundred pieces constituted only one
tenth of the total number of the works included in the Sanbian. After he
had finished his assignment, Hu Jing and his colleagues made a copy of
their draft manuscripts, checking them for duplications and adding new
material. This took eight months, after which they presented their com-
pleted work to the Jiaging emperor.

It is interesting to compare the length of time required to complete each
of the three catalogs:*

Works Time Date
Catalog Included Required Completed
Bidian Zhulin 271 6 months 1744
Shiqu Baoji 1,774 20 months 1745
Bidian Zhulin Xubian 238
Shiqu Xubian 1,575 25 months 1793
Bidian Zhulin Sanbian 66
Shiqu Baoji Sanbian 1,704 16 months 1816
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From the chart, one may observe that the total number of paintings
included in the Xubian is close to that in the Chubian, that is, Bidian
Zhulin and Shiqu Baoji combined. They also took about the same amount
of time to complete, roughly between 25 and 26 months. However, a
telling point is that, in the Chubian of both the Bidian Zhulin and Shiqu
Baoji, the colophons and seals of 1,316 second-class pieces are not tran-
scribed; whereas the Xubian presents all such materials without fail. It
may also be of interest to note that, while the number of entries in the
Sanbian is only 43 pieces short when compared to its predecessor, the
Xubian, the staff spent nine months less in completing the task. In part,
the compilation of the Sanbian required less time because Qianlong was
not around to interfere with the working of the staff. Back in 1784, for
example, the emperor noted at the end of a painting by Wu Daozi (active
710-760) that ‘we spent three years in identifying this scroll:** Such
comments are commonly found in the Xubian, testifying to the extended
time frame.

v

We can trace the final development of Qianlong’s skills in connoisseur-
ship through the last decade of his reign. From 1785 to 1793, about ten
handscrolls were thoroughly examined by the staff.* The long colophons
added to these paintings indicate that the staff worked together under the
supervision of the emperor, that their reports were the result of team-
work, and that the method of investigation was based upon intensive
textual research. In a number of cases, the investigation took several
months to complete. In all ten, attributions were altered and titles
changed.

Among the ten handscrolls examined between 1785 and 1793, five can be
identified today. The first is a handscroll by Yan Liben (d. 674) in the Fujii
Yurinkan in Kyoto.* The earliest in a succession of titles for this work was
Generals and Ministers of Successive Dynasties. Jiang Pu (1708-1761), who
had acquired this piece, decided to change it to Sages in Ancient Times
after having identified the costumes and caps as those of pre-Han vin-
tage. Then the staff re-examined the costumes, concluded that they were
of the Zhou Dynasty and changed the label to Disciples of Confucius. They
also declared that this work might be a draft for a wall painting in the
imperial palace of the seventh century.

It is difficult enough to accept this identification. But it is even more
difficult to understand why the staff never considered the question of
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whether this painting was executed during the Tang period. Without a
concrete idea or standard for Tang painting in general, they were eager to
accept such attributions.

The second example is in the Liaoning Museum. The former label for this
work attributed to Gu Kaizhi was A Parade in the Yin Dynasty.*® The new
identity the staff gave to it was The Emperor’s Procession by painters of the
Southern Song academy.® In this example, too, the staff was unable to
perceive the painting’s weakness in execution, nor did they understand
the Song Academy style.

The third example is Zhao Yu's Pacification of the Barbarians South of
Luzhou in the Nelson-Atkins Museum of Art, Kansas City (Figure 3). The
colophon, which the staff dedicated to the emperor, is a fine piece of
research, as carefully and thoroughly composed as essays in philological
and textual exegesis written by contemporary Qing scholars. But in the
emperor’s own inscription concerning the fifth scene, which depicts Zhao
Yu chasing his enemies by using wild monkeys with torches tied to their
backs, he states:

[Zhao Yu’s tactic] was derived from Tian Dan, who used flaming oxen [to
attack his enemy]. Here it is entirely inappropriate...The oxen are among the
six varieties of domestic animals. .. but wild animals [such as the monkeys] are
beyond man’s control...This story about flaming monkeys verges upon the
ludicrous.”

Here again we see the emperor’s point of view and his peculiar logic, even
though his retainers were truly convinced by His Majesty’s wisdom. He
viewed painting as a form of historical documentation, rather than as an
object of art. His approach was quite scholarly in nature, but he remained
an amateur at heart. Herein lies the limitation of the Qianlong emperor’s
connoisseurship.

The fourth example is Zhao Kui’s (1186-1266) handscroll in the Shanghai
Museum. The title was changed from Summering in a Bamboo Forest to
Scenes After Du Fu's Poem (Figure 4). The emperor wrote on this scroll that
its brushwork was ‘between that of Li and Dong’*' ‘Dong’ must have been
Dong Yuan (active 937-975), but one wonders whom he meant by ‘Li!
Was it Li Cheng (919-967), Li Tang (c. 1050 - after 1130) or Li Song (active
1190-1230)? Even if we could identify this ‘Li; it is not possible to imagine
a style of brushwork ‘between that of Dong Yuan and Li; that is, between
an artist of the Southern School and one of the Northern School. Such
confusion or mistakes occurred often in his inscriptions.
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Figure 3. Anonymous, Zhao Yu's Pacification of the Barbarians South of Luzhou,
detail. The Nelson-Atkins Museum of Art, Kansas City, Missouri (Nelson
Fund).

Another example of the Qianlong emperor’s flawed perception in con-
noisseurship is found in his comments on Zhao Mengfu’s Lezhi Lun
(“Essay on the Enjoyment of Life’): Painting and Calligraphy. He wrote:

Upon examining the brush and ink, one finds that, while detailed, it reveals a
state of elegance and sophistication. I suspect that it is done in the style of Zhao
Boju and Zhao Lingrang. No other painter could paint in this way.”

The inability to distinguish the styles of Zhao Mengfu, Zhao Boju and
Zhao Lingrang (active 1070-1100) reflects a serious gap in the emperor’s
knowledge of the history of Chinese painting.

A final example is a lost handscroll by Zhao Gan (active second half of
tenth century) entitled Literary Gathering in a Mountain Hall, which is the
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Figure 4. Zhao Kui, Scenes after Du Fu's Poem, detail. Shanghai Museum of Art.

last piece among the ten scrolls examined by the staff in 1793, towards the
end of the Qianlong reign. Six staff members presented their reports on
this scroll:

[In this painting], one person sits there, looking from the mountain dwelling.
In contrast to the theme of the literary gathering, there are neither reception
halls nor visitors. Instead, this painting resembles the work of Wang Fu. Those
who composed poems [on the painting] are monks. At the end of the scroll,
however, a signature of Ning is coupled with the seal, Yongchunhou zhang
['Seal of Marquise of Yongchun’). Lian Bu'’s colophon states that he was a
relative by marriage of Li Yu [emperor of Southern Tang]. We therefore
attempted to verify this by checking [various sources]...and found that Li Yu
did not have an in-law with that title. On checking the biographies of prin-
cesses in the Mingshi ['Ming History’], it was found that Princess Huaiqging,
daughter of Emperor Taizu, however, was married to Wang Ning...who was
given the title of Marquis of Yongchun...The painting therefore is a genuine



The Emperor’s Connoisseurship 71

work of the early Ming period. His Majesty at a glance was able to perceive
these problems intuitively, whereas we spent several months working together
to trace the sources and follow the leads before we could determine its authen-
ticity. While admiring His perspicacity, we are ashamed of ourselves.”

The officials on the staff were pleased to perform their duties and answer
the emperor’s questions. Although they believed that they had attained a
perfect understanding of the paintings in the imperial collection, many
problems remain unsolved.**

The five paintings referred to above, in which the old labels were
replaced with new ones, are all handscrolls.” More than the hanging
scroll or album, this format easily lends itself for the addition and preser-
vation of long colophons, valued so highly by the emperor and his staff.
In their research on a painting, the staff relied upon written documenta-
tion, particularly the attached colophons. Just as they valued the subject
of a painting more than the form, they also regarded the colophons on a
painting as more informative than the painting itself.

v

This leaves the question of why the emperor adopted his particular
approach: why did he shift his connoisseurship from style into the
literary and scholastic arena? Indeed, after he ascended the throne,
Qianlong’s life was full of rituals in which literary composition assumed
a significant part. Imperial birthdays, ceremonies marking the change of
the seasons,’ celebrations for victory in battles’” and banquets all became
occasions for the composition of poems and eulogies, a part of which are
still easily noticed nowadays in numerous calligraphies on the tablets in
the Palace of Beijing. His reign too was characterized by encyclopedic
publications such as the Siku Quanshu and the building of libraries.”® Such
projects certainly encouraged his belief in the importance of literary and
historical documentation.” Indeed, they date from about the same time
that the emperor established his own style of scholarly connoisseurship.

There were several other reasons, but none as paramount as his position
as an emperor. He had wondered often whether or not he had neglected
government for the love of art. At least, he had to pretend to be troubled
with such thoughts. In the Preface to the Xubian, he confessed that it was
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perhaps less than desirable for a ruler to spend time in collecting calligra-
phy and painting, and that the purpose of the catalogs was but to ‘record
my errors and to give warning to my descendants’®

This represents the final assessment given by its owner to the largest
collection of Chinese painting ever to appear in the world.*' These regrets
were often expressed in his colophons.®* The scholarly investigation of
texts was perhaps helpful in saving him from such troubling thoughts.

Later in life, on the occasion of his birthdays, ceremonies, banquets and
celebrations, he began to distribute his collection to his children and his
retainers in order to keep the number of paintings in his second catalog
from surpassing those in the previous compilations.® Thus it comes to
pass that the number of paintings in each of the catalogs is roughly the
same, between 1,500 and 1,800 items.

The Qianlong emperor’s weakness in connoisseurship arose not only
from his over-reliance on texts and documents; he was also deficient in
his taste. Once he fell in love with a painting, he filled its empty spaces
with numerous inscriptions, such as in the Ziming version of the Fuchun
Scroll, and he was fond of such grotesque pieces as Dong Qichang’s The
Thatched Cottage of Wanluan.** He thought extremely highly of Tribute, a
so-called Tang painting,*” and was so fond of Gong Kai’s (1222-1307)
Wretched Horse*® that he took it with him on his trips. He copied Liang
Kai’s (active early thirteenth century) Immortal and gave the copy to a
retainer.’

The emperor thought most highly of figure paintings whose subjects
came from old texts. On the Eight Noble Officials by Chen Hong (active
eighth century) in the Nelson-Atkins Museum of Art, his staff wrote:

...The Ancients esteemed portraiture because such works were closely inte-
grated with historical events. Both in turn are related to politics and
knowledge.**

But the emperor had very little interest in orthodox painting subjects. For
example, in one instance he stated, ‘it is not that the Four Great Masters
of the Yuan were lacking in the rules of painting, but in the end their
works are only landscapes:*

Here lies the essential reason why Qianlong did not become a great
connoisseur. He was unable to view orthodox and important paintings
with an unbiased attitude and his taste was too partisan for him to-judge
more than a narrow range of paintings.
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VI

The Sanbian was compiled under the direction of the Emperor Jiaqing
(r. 1796-1820) after Qianlong had died. He was so dedicated to preserving
his father’s inheritance that he forbad the staff from returning to their
original jobs until they had finished the catalog.”™ So it came to be that all
of the edicts relating to the Sanbian were recorded in Jiaqing’s formal
daily record (Shilu). By contrast, of all the Qianlong’s edicts for his
catalogs, only two were recorded: the appointment of his five younger
staff members,” and the order to make copies of Shigu Baoji Xubian and
how they were to be distributed. In actuality there had to be at least six
more edicts for the three Qianlong catalogs, one each for the beginning as
well as the end. However, even though these edicts were announced, they
were not formally recorded as they were in the case of the Sanbian. This
suggests that Qianlong did not intend to further publicize his collection,
and that he wished to avoid being criticized for having spent too much
time and effort on it.

After the emperor retired at the age of 86, the staff members of the Xubian
soon collected the 50,000 poems and 7,000 essays he had written during
the course of his long reign. Three years later, soon after they finished it,
the emperor died. The staff officials supervised the funeral ceremony and
began the compilation of his Shilu. Before it could be completed,
however, they too passed away.

The history of the compilation of the imperial catalogs reveals an impres-
sive depth of human relationships. The emperor and his staff worked
together for thirty years, with the staff devoting their lives to the imperial
service and the emperor trusting and admiring the scholarship of the
members of his staff in their research of his collection. Together they
produced some of the finest scholarship in this imperial age.



An Overview of Stylistic
Development in the Qianlong
Painting Academy

She Cheng

The special governmental institution of the painting academy in China
stimulated the practice of painting during her imperial past. Within the
long history of painting academies, that of the Qing dynasty is among the
better known; and within the Qing, that of the Qianlong period is the
most outstanding.

The painting academy of the Qianlong period was extraordinary in all
aspects, including organization, scale and talent. The painters were
employed for numerous types of work, and they have left us with a
massive corpus for study. A large number of the paintings are now in the
National Palace Museum, Taipei, and upon them this preliminary probe
into their stylistic changes is based.

Pertaining to the paintings done in the Qianlong academy, the Taipei
collection comprises as many as seven different categories: paintings for
aesthetic appreciation, paintings for wall decoration, miniatures for duo-
baoge (‘treasure chests’), painted caskets or boxes, ceramics with over-
glazed enamel, paintings on folding fans, and sketches and prints. In
terms of quantity and quality, the first two categories, including those
which were stripped from walls and remounted as scrolls and albums,
are unsurpassed. There are 4,099 paintings in the Museum collection,
with each album figured as a unit and not counting the individual
leaves; of these 1,598, or roughly 39 percent, are Qing works. Of the Qing
works, 1,083, or 68 percent, are paintings done in the academy. Of the
last, a full 90 percent, or 975 works, are of the Qianlong period. Again,
this figure does not include paintings on porcelain, folding fans, or any
other decorative arts. Varied in content and covering the entire sixty years
of the Qianlong reign, these 975 paintings provide us with a rare oppor-
tunity to examine in detail the development within the academy while
highlighting the Emperor’s role as its leader. A broad overview suggests
three stages of development.
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The first stage lasted from 1736, the beginning of the Qianlong reign, to
until 1751. The emperor was only a youthful 25 when he ascended the
throne. Eager to rule and to glorify his rule, he seized on the art of
painting as a tool for such glorification. Moreover, Qianlong by nature
was fond of painting and calligraphy and his taste was a compelling
factor to favor styles that were rich, ornate and finely detailed. For-
tunately, there were several older painters in the academy whose styles
coincided with the imperial taste, such as Tangdai, Jiang Tingxi, Zhang
Pengchong, Zou Yigui, Leng Mei and Lang Shining. There were newer
talents as well, including Yu Xing, Dong Bangda, Li Shizhuo, Zhang
Ruo’ai and Ding Guanpeng. Their subject matters are varied and rich,
with individual preferences and specialization.

Landscape Painting

Landscape in this stage clearly divides itself into two camps. One camp is
the purely academic style, with Tangdai as its representative. Tangdai,
whose art developed from that of Wang Yuangi, but also added a touch of
Fan Kuan’s, created a style which was revolutionary in merging the
Northern and Southern schools of painting. His Guiyin Tu (‘The Retiring
Gentleman’) (Figure 1) is a good example. The composition is tightly
controlled, and the forms clearly outlined. Texture strokes are fine and
dense and the overall effect is strong and heroic. To the extent that his
painting is sufficiently different from the past, it earned for him the favor
of Emperor Kangxi, who honored him with the title of hua zhuangyuan
(‘The Champion among Painters’). Qianlong followed suit, praising
Tangdai’s paintings in his inscriptions. Another artist who bridged the
reigns from Kangxi to Qianlong is Lang Shining. Lang, or Giuseppe
Castiglione, was an Italian who combined traditional Chinese tech-
niques with Western perspective and chiaroscuro. His painting, Land-
scape,' presents not only a convincing portrayal of depth, but a strong
sense of tactility as well.

These two painters were extremely influential in the Qianlong academy.
Consequently, artists who imitated their styles were numerous, and
included Chen Mei in Farming and Silk-Production,* Chen Shixing in his
pictorial counterpart to Qianlong’s calligraphic rendition of Fan Cheng-
da’s poem,* Shen Yuan in his Ice-skating Festival,* not to mention the
landscapes of such artists as Leng Mei, Jin Kun, Sun Hu, Lu Zhan, Cheng
Zhidao and Jin Jie.
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Figure 1. Tangdai, The Retiring Gentleman, dated 1731. Collection of the
National Palace Museum. Taiwan, Republic of China.
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The other camp consists of a group of scholar-painters who served at the
court: Zhang Pengchong, Li Zongwan, Dong Bangda, Jiang Pu, Li
Shizhuo, Zhu Lunhan and Zhang Ruo’ai. Though officials first, these
talented men were often called upon by Qianlong to paint, occasioned
either by imperial visits to various scenic sites or by his poetic attempts.
Due largely to their literary accomplishment and official position, their
paintings naturally differ from those of the academy artists. For example,
they tended to follow the Four Wangs of the Early Qing, and beyond
them, the Four Masters of the Yuan, Dong Yuan and Juran. Their paint-
ings also adhere to the established styles of literati painting, stressing the
quality and flavor of brush and ink rather than superficial beauty and
detailed treatment; many of their works are in ink only. Finally, the
scholar painters sought after lyrical sentiments: they tried to express the
mood beyond the immediate and the apparent. For these reasons, the
paintings of these men are deeply imbued with an affective aura, as in
the evocation of seasonal clarity and stillness in Zhang Pengchong'’s Blue
Peaks in Autumn® or the sense of cold and desolation in Li Zongwan'’s
Summer Clouds and Strange Peaks: After Wang Meng® and Zhu Lunhan'’s
album of finger paintings in response to imperial poems.” Another nota-
ble work is Dong Bangda’s After Du Fu’s Poem (Figure 2), which was
inspired by the lines:

The setting sun and the shimmering waves
Reflected light upon the rocky cliff;
Clouds returned to embrace the forest,
The villages disappearing.

Insomuch as the Emperor was fond of this painting and never grew tired
of looking at it, Dong Bangda painted this theme a number of times.

Flower Painting

The coloristic, ‘boneless’ style of flower painting gained currency in the
painting academy once Emperor Kangxi found favor with the works of
Yun Shouping, introduced to the court by Jiang Tingxi. In the Qianlong
period, Yun was highly respected by Zou Yigui, who wrote in his treatise,
Xiaoshan Huapu, that the early Qing master was capable of ‘imparting
[to his flower painting] a sense of aliveness and rendering fully the
wonder of Nature’ and that his works were ‘unprecedented and
unrivalled’® Other than a small number of ink ‘bird and flower’ paintings
after Yuan and Ming styles, such as Zhang Ruo’ai’s Birds, Pine and
Bamboo,” or works combining ‘bird and flower” and landscape, like Dai
Hong’s Flower Buds by the Water,” the ‘boneless’ style dominated the
painting academy. Representative works are Zou Yigui's Spring Flowers"!
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Figure 2. Dong Bangda, After Du Fu's Poem. Collection of the National Palace

Museum. Taiwan, Republic of China.
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Figure 3. Lang Shining (Giuseppe Castiglione), Machang Attacking the Enemy,
detail. Collection of the National Palace Museum. Taiwan, Republic of China.

and Yu Xing's Album of Flowers.'* Exquisite and refined, these works
extend beyond Yun’s rich and luxuriant style. The inclusion of the West-
ern method of modelling in light and shade illuminates further the three-
dimensionality of the flowers and enlivens the subject with convincing
details and a sense of aliveness. Of course, there is also the pure Western
mode of Lang Shining, which may be considered as yet another trend in
the context of this genre.

Figure Painting

Infinitely rich and varied, figure painting is where the painting academy
excelled. A number of styles developed. The first is the Western style,
with Lang Shining as its leader. To the extent that he employed the
modelling and shading technique of Western painting, the results were
extremely life-like. For this reason, he won the praise of Qianlong.
Indeed, practically everyone associated with the court, from the emperor
and his consorts down to the officials, were the subjects of his portrai-
ture, a typical example of which is Machang Attacking the Enemy (Fig-
ure 3). The same approach characterizes Lang’s depiction of animals,
such as dogs, horses, and other rare and unusual birds and beasts.
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The second style of figure painting combined the Chinese and Western,
employing both brushstrokes and modelling. It had emerged at the end of
the Ming dynasty, led by Zeng Jing and others. It became popular in the
court academy in early Qing and reached its apex during the Qianlong
reign. This style of painting can be further divided into two groups. One
group stressed heavy pigments over brush and ink, as exemplified in
Leng Mei’s Viewing the Moon,"” Chen Mei’s Farming and Silk-Production
album' and especially in Ding Guanpeng’s Spring Market in Time of Peace
(Figure 4) and his rendering of Manjusri.”* Paintings such as these may
have taken seven months or more to complete, with exquisite details and
rich coloring. Another group stressed the bone structure, or brushstrokes,
over color. Hedazi’s album of historical beauties,'* Ding Yu’s album
entitled Forever Young' and especially Yao Wenhan's Selling Drinks,' are
typical examples. The brushstrokes are tense and strong, the color light
and tinted, and the overall effect classical.

Besides landscape, flower and figure, another special area of painting
that demands attention is architectural painting, or ‘boundary painting:
By resorting to the Western technique of perspective, an extremely
convincing degree of depth could be attained. Commonly seen in archi-
tectural renderings amidst a landscape setting, it is especially prevalent
in works of collaborative nature, in which were pooled together the
talents of many artists. Outstanding works are Spring Dawn at the Han
Palace (Figure 5), painted by Jin Kun, Lu Zhan, Cheng Zhidao and Wu
Gui; The New Feng City," painted by Tangdai, Sun Hu, Shen Yuan, Zhou
Kun and Ding Guanpeng; and Ceremonial Silk-reeling,* by Lang Shining,
Jin Kun, Wu Gui, Cao Shude, Lu Zhan, Chen Yongjie, Cheng Liang, Li
Huilin and Ding Guanpeng. These are complex paintings that often took
two to three years to complete, and are a unique feature of the period.

In summary, paintings done in the academy during this initial period of
Qianlong were rich in subject matter and style, with alluring colors and
succinct brush strokes and ink passages. It was a great beginning for the
new reign.

II

The second stage of development lasted from 1752 to 1775. Change in
personnel is the major reason that accounts for the change in style, or
styles, during this period. In addition, as Emperor Qianlong entered his
forties, his taste in painting turned toward the realm of ideas (‘yijing’).
While some of the older painters survived, including Lang Shining, Zou
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Yigui, Dong Bangda, Yu Xing, Li Shizhuo, Zhang Tingyan and Ding
Guanpeng, recruitment of new talents, such as Zhang Zongcang and Jin
Tingbiao, made the critical difference.

Landscape Painting

In 1751 Qianlong made a tour of the South and was presented with
paintings by Zhang Zongcang, who was then given a place in the acad-
emy. Zhang’s entrance on the scene gave landscape painting a new
thrust. A pure landscapist, Zhang Zongcang derived his style from
Huang Ding and ultimately from Wang Yuangqi. As can be observed from
his painting, View of Mt Lingyan (Figure 6), his art is closely aligned with
Wang’s, in form and in spirit. He also reveals a fondness for describing
mountain and rock forms with alternating dry and wet cun strokes and
for controlled ink tones. Overall the landscape form displays a textured
and tempered richness, and is as exalted as it is unique. In short, Zhang
was able to sweep away the saccharin-sweetness that had permeated the
academy, while finding personal favor with the emperor. The latter had
embarked on a study of the Yuan masters such as Ni Zan and Huang
Gongwang, the very backbone of Wang Yuangi’s, and by extension,
Zhang Zongcang’s art. In theory too, Zhang'’s repeated emphasis on the
role of spirit consonance, or giyun, agreed with Qianlong’s idea thus
gaining the latter’s respect.

Zhang was active at the Qianlong court for five years, and his works are
numerous. The majority of them received Qianlong’s inscriptions, laud-
ing the painter’s accomplishment. The following is typical:

Others paint through rules;

Zongcang's painting personifies reason.
Peerless, so it seems, among the modern,
He is perhaps a match for the ancients.
Huang the Fool, and Ni the Aloof:

Out from these two,

The divine marrow he drew.”

Zhang'’s art had a profound influence on the academy after he passed
away. A number of painters followed his style, the most notable being
Fang Cong and Wang Bing. A comparison between Fang'’s Clearing Snow
in Bamboo Grove** and Wang's View of the Tianping Mountains® is a study
in contrast: the former massive and awesome, and the latter refined and
moistened. Each captured a facet of Zhang’s art. In general, however,
Fang Cong'’s painting bears a closer resemblance to that of the master,
and Qianlong, while fond of both men’s art, was partial toward Fang’s.
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Figure 4. Ding Guanpeng, Spring Market in Time of Peace, detail. Collection of
the National Palace Museum. Taiwan, Republic of China.
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Figure 5. Jin Kun, Lu Zhan, Cheng Zhidao and Wu Gui, Spring Dawn at the
Han Palace, dated 1738, detail. Collection of the National Palace Museum.
Taiwan, Republic of China.
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Figure 6. Zhang Zongcang, View of Mt Lingyan. Collection of the National

Palace Museum. Taiwan, Republic of China.

Another artist active at this time whose art shared the laurels with Zhang
Zongcang was Qian Weicheng. Qian’s Panoramic View of Mt Qixia* closely

resembles Zhang’s View of the Mt Lingyan (Figure 6), and can be consid-

ered as one of the finest examples of rendering from real sceneries at that

time.
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Figure 7. Jin Tingbiao, The Duet of Immortal Flutes. Collection of the National
Palace Museum. Taiwan, Republic of China.

A new style of painting was introduced to the academy with the entrance
of Jin Tingbiao (after 1762). Jin excelled in both landscape and figure
painting. His landscapes combine elements from the Southern Song
academy and the Zhe school, but especially prominent is influence from
Tang Yin's art. In his The Duet of Immortal Flutes (Figure 7), a fine network
of small axe-cut cun helps to build up the composition. Other works
normally show abbreviated and animated brush strokes, with light colors
added later. In terms of clarity and succinctness of tone, they stand at the
opposite pole of Zhang Zongcang, who is known chiefly for his sombre
resonance. Jin died in 1768, but due to imperial favor, his art found
currency within the academy. The many followers of his style included
Jia Quan, whose Odes to the Plum Blossoms® is a fine example of a
disciple’s work.
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Figure 8. Jin Tingbiao, Children at Play. Collection of the National Palace
Museum. Taiwan, Republic of China.

Figure Painting

Because the aging Lang Shining and Ding Guanpeng were still active
during this period, the approach to figure painting that combined East
and West remained popular. One representative work is Xie Sui’s Foreign
Tributaries.** Outside of this, the most notable achievement in figure
painting came from the hand of Jin Tingbiao. Like his landscapes, Jin’s
figure painting shares the same traits of being immaculate and untram-
melled. He used the trembling and angular brush strokes to create figures
in a simple and abbreviated mode, while instilling in them a sense of
vitality and liveliness. His subjects, like Children at Play (Figure 8) , were
carefully chosen for their expressive potential, and his paintings consis-
tently earned the praise from Qianlong, who said of him:

It’s not hard to paint,

But hard to capture the spirit.
Be it fine or coarse style,

[He] rises above the ordinary.

27

Truly, he is without compare....
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Figure 9. Qian Weicheng,
Chrysanthemums. Collection of the
National Palace Museum. Taiwan,
Republic of China.

Flower and Bird

In ‘flower and bird’ painting, the style that combined the boneless tech-
nique, life-drawing, with the Western modelling by means of light and
dark, continued to dominate the academy. Moreover, it pushed skill and
refinement to a degree hitherto unknown. Qian Weicheng’s Chry-
santhemums (Figure 9) is an excellent example of such artistry where the
petals and leaves multiply and overlap, reaching the ultimate in sen-
suousness. Another example is Li Bingde’s Album of Flowers, Fruits, Fishes
and Birds: After Zhang Wei.*®

In summary, Qianlong’s academy took a large step toward maturation in
this second period, the result of technical and conceptual advances. The
Emperor’s love for Jin Tingbiao’s landscape and figure paintings was
such that he chose Jin, in place of Lang Shining, to use the traditional
technique and style associated with Li Gonglin to paint The Eight Horses.
This portended, within the academy, the gradual decline of the trend
favoring East and West synthesis and the gradual awakening of a move-
ment toward archaistic revival. At the same time, a concurrent tendency
toward simplification was also observable in a number of paintings done
during this phase.
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111

The third stage lasted from 1776 to 1795. It seems that, once he entered
his sixties, Emperor Qianlong shifted his interest from painting to jade,
ceramics and carved objects. Though he continued to pursue connois-
seurship in painting, he was markedly less devoted than in the past. By a
natural process, the great heights of achievement reached by the academy
in the previous periods faded from sight, and a state of decline set in.
Although a large number of painters were still being employed in the
academy, and all categories of paintings were still being practiced, the
resultant paintings tended toward formalization, their content devoid of
interest, the brushwork standardized and the size of the paintings
increasingly small. While the artists competed in the album format, this
work could no longer compare with the breadth and grandeur of the
previous phases.

Landscape Painting

In landscape painting, works which received imperial favor show an
excess of refinement while lacking in force. Such is the case with Dong
Gao’s lllustration to Imperial Poem: ‘After the Snow Fall’ (Figure 10); Guan
Huai’s Landscape in Snow,” Hu Gui’s album, Autumn Scenes®’; Feng Ning’s
album, Landscape of Four Seasons,* and other works of the period. More-
over, it is evident that the stylistic affiliation has turned away from Wang
Yuangi and Wang Meng to Wang Hui.

Flower and Bird

It can be observed that, in flower paintings by artists such as Dong Gao,*
Wang Chengpei,” and Cheng Lin,* the boneless technique, while still
being practiced, has lost that exquisite touch. In bird and animal paint-
ing, He Chingtai, or Louis de Poirot,” could still carry on the legacy of
Lang Shining with a degree of success. Moreover, Yang Dazhang’s White
Hawk shows how a traditional composition could be used on an equally
traditional theme but with new results (Figure 11). Other works, such as
Zhang Kai'’s The Potted Osmanthus*® and Shen Shijie’s Lotuses,’” show the
pursuit of realism to an extreme degree, resulting however in a loss of
emotive power.

Figure Painting

Figure painting was particularly weak, with no one to replace the great
masters of the first two stages. One group pursued traditional styles and
themes, as exemplified by Men Yingzhao’s album illustrating Lisao (Fig-
ure 12) as supplement to Xiao Yuncong’s rendition of the same theme,
and Li Ming’s The Six Worthies of the Bamboo Stream*® after Jin Tingbiao.
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Figure 10. Dong Gao, Illustrations to
the Imperial Poem: ‘After the Snow Fall,
dated 1774. Collection of the National
Palace Museum. Taiwan, Republic of

China.

The Qianlong Painting Academy 89

|

e

Figure 11. Yang Dazhang, White
Hawk. Collection of the National
Palace Museum. Taiwan, Republic
of China.

Figure 12. Meng Yinzhao, Album
Illustrating the Lisao, detail. Collection
of the National Palace Museum.
Taiwan, Republic of China.
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Another school favored contemporary subjects, such as Xu Liangbiao’s
Beauty under Banana Plants.*® Works such as this underscore the charac-
ter of the age by bringing fashionably adorned beauties into the pictorial
sphere. For the viewer, it also brought a new kind of appeal beyond the
commonplace.

In summary, the painting academy during the Qianlong reign
established a new standard for realism in Chinese painting, with a
unique style characterized by classical and elegant brushwork. Especially
notable was the introduction of Western painting techniques which
infused new life into the traditional modes. Unfortunately, this new style
of painting came to a halt with the end of the reign, only to be revived in
the beginning of the Republic period. If in the past the literati’s view
toward art contributed toward a negative image of the academy, this
should be carefully re-evaluated today.



Document and Portrait:
the Southern Tour Paintings of
Kangxi and Qianlong

Maxwell K. Hearn

The series of monumental handscrolls that illustrate the Southern
Inspection Tours of the Kangxi and Qianlong Emperors are among the
grandest and most important court-sponsored paintings of the Qing
dynasty. Immense in scale — the Kangxi set measures over 700 feet in
length, the Qianlong set, over 470 — and taking more than five years each
to complete, the finished paintings, together with several draft scrolls for
the Kangxi set, provide important evidence about the working methods
of artists employed by the court as well as recording a wealth of detail
about imperial paraphernalia, official ceremonies, and daily life; as
imperially-sponsored pictorial documents, the paintings not only record
historical events, they portray the tastes and reveal the different charac-
ters of two of China’s most famous monarchs.

The Tours and their Representation

The Southern Tours of Xuanye (1654-1722), the Kangxi Emperor
(r. 1662-1722), were an impressive manifestation of his personal ruler-
ship. During his 61-year reign, Kangxi made numerous inspection tours
to the north, west and east as well as six tours to the South (Table 1).
In the early part of his reign these tours had the very practical objective of
encouraging the loyalty of Han Chinese to their Manchu overlords.
The rebellion of Wu Sangui (1612-1678) and the Three Feudatories,
which took Qing armies eight years to suppress (1673-1681), forcefully
demonstrated how tenuously Manchu control extended across the vast
Qing empire.?

Kangxi’s first tour of the South in 1684, made just three years after the
defeat of the rebel armies in Yunnan, was more like a scouting party than
a triumphal procession. He was accompanied by more than 1,000 soldiers
and courtiers, and his trip from Beijing to Suzhou, Nanjing and back to
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Tour | Year | Reign | Age | Inclusive dates | Lunar calendar | Days
Year (sui)

1 1684 | 23rd 31 05 Nov-03 Jan 09/27-11/29 60

11 1689 | 28th 36 28 Jan-08 Apr 01/08-03/19 70

111 1699 | 38th 46 04 Mar-14 Jun | 02/03-05/17 102

IVa 1702 | 41st 49 14 Nov- 09/25- aborted
Vb 1703 | 42nd 50 03 Mar-29 Apr | 01/16-03/14 58

Vv 1705 | 44th 52 03 Mar-19 Jun | 02/03-05/23 108

VI 1707 | 46th 54 24 Feb-21 Jun 01/22-05/22 L1:7

Table 1: Southern Tours of the Kangxi Emperor (r. 1662-1722)

the capital lasted only 60 days. Although his stated reasons for the tour
were to inspect river conservation work and inquire after the well-being
of the people, Kangxi’s most important objectives must have been to
gauge the feelings of Southern gentry, to gain their acceptance and enlist
their support. Throughout his tour Kangxi made every effort to play the
role of a traditional Confucian monarch and as a gesture of reconcilia-
tion, he personally offered sacrifices at the tomb of the first Ming emperor
in Nanjing. Even so, he was extremely cautious in planning his itinerary,
avoiding both Yangzhou and Hangzhou where Manchus had brutally
suppressed Ming loyalist resistance forty years earlier.

Kangxi’s second tour of 1689 established the basic pattern for all subse-
quent Southern Tours (see Map 1). On each day of travel the emperor
covered about 15 miles (25 km) on land or 30 miles (50 km) on water; his
entire journey encompassed a distance of roughly 2,000 miles (3,300
km).*> Traversing the entire length of the Grand Canal as well as the
overland courier route connecting the Manchu capital to the South, this
tour enabled the emperor to inspect the most vital economic and com-
munications arteries of the empire. More importantly, the various func-
tions and ritual ceremonies which Kangxi enacted as well as his very
presence among the populace served to confirm his legitimacy and
demonstrated his intention to rule his Chinese subjects as a Chinese-
style monarch. All along the route Kangxi enjoyed lavish demonstrations
of hospitality in return for which he granted remissions of taxes and
grain tribute, made donations to temples and local schools, promoted
worthy officials and held audiences with both dignitaries and com-
moners. In addition, he conducted a ritual to honor the deity of Mt Tai,
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and made a special excursion from Hangzhou to Shaoxing and the
Temple of Yu, the legendary tamer of the flood and the founder of the
Xia dynasty.*

Kangxi’s subsequent four tours varied little from the second tour except
that they became ever more lavish and leisurely. He never again repeated
his excursion to Shaoxing and in the last two tours he traveled by boat
both to and from the capital.’

It was his triumphant second tour of 1689 which Kangxi chose to have
commemorated in painting. The route of his journey was condensed into
twelve long handscrolls which were collectively titled the Nanxuntu or
‘Picture of the Southern Tour! Begun around 1691, the entire project took
about seven years to complete; nine of the twelve finished silk paintings
and four of the paper drafts are still extant (Table 2).°¢

The first scroll shows Kangxi’s departure from Beijing. It begins at the
Yongding Gate, the southern gate of the city, and ends at Nanyuan, a
royal hunting park six miles due south of the capital. Scroll II follows the
emperor’s journey through northern Shandong from Pingyuan to the
provincial capital of Ji'nan; scroll 111 illustrates the emperor’s route from
Ji'nan to Mt Tai and on to Mengyin. Scroll IV stretches from the
Shandong-Jiangsu border to the point where Kangxi crossed the Yellow
River (which at this time flowed into the sea south of the Shandong
peninsula through Jiangsu Province) and includes the nearby confluence
of the Yellow and Huai Rivers. It was at this point that Kangxi and his
retinue boarded boats and followed the Grand Canal for the remainder of
their southward journey. Scrolls Vv and VI are missing, but probably
feature Yangzhou and the crossing of the Yangtze River. Scroll VII illus-
trates the journey from Wuxi to Suzhou. Scroll VIII is again missing, but
a paper draft for this scroll survives and illustrates the route from Suzhou
to Tangqi, a small town located on the grand Canal about fifteen miles
(25 km) north of Hangzhou. Scroll IX records the route from the Qian-
tang River to Shaoxing and the Temple of Yu. Scroll X depicts the first leg
of Kangxi’s northward return journey from Jurong to Nanjing, including
an inspection of troops in the former capital; scroll XI illustrates the
emperor’s passage from Nanjing down the Yangtze to the island of Jin-
shan. Scroll X1I is unique in the series in that the direction of travel of the
emperor’s entourage is contrary to the direction in which the scroll
unrolls. The painting begins at the right with the Taihe Hall in the heart of
the Forbidden City, and progresses outward along the axial way, showing
all of the court and the imperial insignia bearers arrayed on either side of
the route between the Meridian Gate (Wumen) and Duan Gate, awaiting



Scroll

11

111

v

VI

VII

VIIT*

XI

XII

Total

Itinerary

Beijing: Yongding
Gate to Nan Yuan

PingyuantoJinan

Ji'nan to Mt Tai to
Mengyin

Shandong-Jiangsu
border
(Honghuabu)

to confluence

of the Yellow and
Huai Rivers

(Yangzhou?)

(Crossing the
Yangtze to
Zhenjiang?)

Wuxi to Suzhou

and Tiger Hill

Suzhou to Tangqi

Qiantang River
to Shaoxing
and Yu Temple

Jurong to
Nanjing; military
inspection

Nanjing to Jinshan

Beijing: Yongding
Gate to Hall of

Supreme Harmony

Dates

28 Jan

03-05 Feb

05-08 Feb

12-13 Feb

22-23 Feb

24-27 Feb

04-05 Mar

16-20 Mar

21-22 Mar

08 Apr

71 days

@ The width of the scrolls is 67.8 cm.

*  Scroll VIII survives only in a paper draft version. Its width, 65.7 cm, makes it slightly narrower than the finished

silk version.

Distance
depicted
mi (km)

6 (10)

55 (90)

120 (200)

95 (155)

30 (50)

85 (140)

36 (60)

28 (45)

508 (840)

Collection

Beijing

Paris

New York

Paris

Canada

Beijing

Beijing

Beijing

Beijing

Beijing

Length@
(cm)

1555

1377

1393

1562

2195

1965

2227.5

25595

2313:5

2612.5

19760#

Draft version
and dimension
(cm)

Nanjing
64.7 X 2955

Beijing
65.7 X 1965

Beijing
66.1 X 2451

Shenyang

# This is equivalent to 642.19 feet. Assuming that the silk version of Scroll VIII is no shorter than the draft and that

Scrolls V and VI each measure at least 1370 cm, the total length of the twelve scrolls would exceed 22,500 cm (more

than 730 feet.)

Table 2. Kangxi’s Second Southern Inspection Tour (1689)
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Map 1. Kangxi’s 1689 Southern Tour, illustrated in Wang Hui’s Nanxuntu.
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the emperor’s arrival. Kangxi is shown in the midst of his entourage
approaching the Qian Gate in a palanquin. The scroll ends with the
Yongding Gate, the same gate with which the first scroll in the series had
begun. Just inside the gate is a final tribute to Kangxi: a remarkable
rebus-like assemblage of citizens forming the characters tianzi wannian
(‘Long Live the Emperor’).’

The nine scrolls on silk plus the paper draft of the eighth scroll together
document about 473 miles (785 km) of the route (see Table 2); the
missing scrolls, vV and VI, probably add at least 50 more miles (80 km) to
this figure. Taking into account that large portions of the emperor’s
return journey retraced his outward path, the Nanxuntu illustrates nearly
one half of the route traversed by the emperor.

The Kangxi Nanxuntu documents the route and major events of his trip in
amazing detail. The first and the last scrolls, showing the emperor
departing from and returning to the capital, are largely devoted to
cataloging the pomp and ceremony of court occasions. They are domi-
nated by the imperial entourage and the incredible array of state car-
riages and insignia bearers called for on such full dress assemblies of the
court.® The ceremonial aspect of official life is also chronicled in the draft
of scroll VIII where local magistrates and provincial officers are
assembled on either side of the Jiangsu-Zhejiang border to welcome or
send off the emperor, reflecting the 1675 statute that all office-holders
living within a distance of 100 /i of the emperor’s route were required to
present themselves when he passed.” Other manifestations of imperial
power and legitimacy appear in the tenth scroll where Kangxi is shown
reviewing a military exercise in Nanjing, and in the third and ninth
scrolls where the emperor is depicted en route to Mt Tai and visiting the
Temple of Yu. The emperor’s various modes of travel are also recorded: in
a palanquin, on horseback, on barge and sail boat, as well as on foot. His
temporary palaces include temples, the Silk Commissioner’s Residence in
Suzhou, and an elaborate complex of Manchu-style tents which were
used when no other suitable residence was available. The lavish enter-
tainments provided for the emperor — theatrical performances, banquets
and elaborate decorations — are all depicted in great detail. Perhaps even
more fascinating, however, is the diversity of local life presented by the
scrolls: wood gatherers, fishermen and farmers in rural areas as well as
the teeming street life, shops and private residences of city dwellers in the
major cultural and commercial centers. The scrolls do not stop with the
prosperous and happy; impoverished peasants kneel before the emperor
in Shandong, crowds sometimes push and shove and have to be
restrained by force, and at a display of Manchu horsemanship in Nanjing,
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a sizable crowd finds diversion in watching one bannerman chase help-
lessly after his recalcitrant mount. Indeed, for large sections of the
Suzhou and Nanjing scrolls, one loses sight of the imperial procession
altogether and our attention is completely absorbed in exploring the
fascinating richness of city life. Shown in this context, Kangxi emerges as
an onlooker as well as the principal actor in the affairs of the empire — not
all of which are subject to his control. The Nanxuntu celebrates Kangxi as
supreme ruler, but also shows him sharing the stage with an immense
cast of characters. The very diversity of these subsidiary actors — beggars,
rowdy crowds and a Manchu soldier unable to command his horse — all
reflect upon Kangxi’s own humanity, tolerance and openness.

At the age of seventy-four, the Qianlong Emperor cited two major accom-
plishments in reflecting on his fifty-year-long reign: one was his ten
victorious military campaigns; the other was his Southern Tours.'"° This
observation suggests how importantly the emperor viewed his travels to
the South; yet it was not until he was forty years old (41 sui) that
Qianlong made his first Southern Tour.

Hongli (1711-1799), who took the throne as the Qianlong Emperor
(r. 1736-1795) at the age of 25, ruled for fifteen years in the shadow of the
four regents appointed by his father. With the death of Oertai (1680-
1745) and the retirement of Zhang Tingyu (1672-1755) in 1749, however,
Qianlong’s rulership entered a new phase. No sooner had Zhang Tingyu
submitted his petition for retirement than Qianlong initiated plans for his
first Southern Tour which began a little over one year later on 8
February 1751."

By this time, Manchu rule had been established for over 100 years and
there was little need to visit the South for reasons of national security.
Indeed, Qianlong’s father, the Yongzheng Emperor (r. 1721-1735), made
no Southern Tours. Qianlong’s stated reasons for this and the five other
tours he eventually made (Table 3) were to inspect river conservation
work and investigate conditions among the people. Other important
motivations for the emperor must have been his curiosity about the
fabled beauties of the South and his eagerness to emulate his grandfather,
the Kangxi Emperor.

The route of Qianlong’s Southern Tours and their manner of documenta-
tion are modeled closely on those of Kangxi and are best understood in
light of his ambition to rival or surpass the deeds of his grandfather.
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Tour | Year | Reign | Age | Inclusive dates | Lunar calendar | Days
Year (sui)
I 1751 16th 41 08 Feb-26 Jun 01/13-05/04 139
II 1757 | 22nd 47 28 Feb-12 Jun 01/11-04/26 105
111 1762 | 27th 52 05 Feb-27 May | 01/12-05/04 113
IV 1765 | 30th 55 05 Feb-09 Jun 01/16-04/21 124
v 1780 | 45th 70 16 Feb-11 Jun 01/12-05/09 117
VI 1784 | 49th 74 11 Feb-10 Jun 01/21-04/23 121

Table 3: Southern Tours of the Qianlong Emperor (r. 1736-1795)

Qianlong became obsessed with representing himself to posterity as an
ideal Confucian ruler or sage-king. Not only did he undertake ambitious
military campaigns, immense public works projects and grandiose pal-
ace constructions, he documented his every deed through painting,
poetry, publications and the erection of stelae to insure that history
would judge him to be an exemplary monarch.

Although the route of Qianlong’s six tours and the ceremonies he
enacted closely parallel those of Kangxi (Table 4, Map 2), there is a
curious fifteen year hiatus between his fourth tour of 1765 and his fifth
tour of 1780."2 One explanation may be that the financial burden of these
extravagant pageants may have influenced the emperor to discontinue
them.” It was only in his later years, after Qianlong fell under the
influence of the sycophant Heshen (1750-1799), that he made a fifth tour
in 1780 — on his seventieth birthday (70 sui) — and a sixth tour in 1784,
thereby equaling the number made by Kangxi.'*

That Qianlong originally intended his 1765 tour to be his last is suggested
by his commission of a grandiose publication, the Nanxun Shengdian
(‘Magnificent Record of the Southern Tours’), to commemorate his first
four Southern Tours."” Published in 1771, the year after Qianlong’s six-
tieth birthday (he was 60 sui in 1770), it is a massive work of 6,700 pages
divided into 120 chapters (juan). Although Kangxi never published a
formal record of his Southern Tours, Qianlong’s Nanxun Shengdian is
clearly based on a similar Kangxi era publication, the Wanshou Shengdian
(‘Magnificent Record of Longevity’), which was compiled to commemo-
rate Kangxi’s sixtieth birthday celebration and which is also 120 chapters
(juan) in length. Both works include extensive woodblock illustrations.
The Wanshou Shengdian illustrates the birthday procession of the Kangxi
Emperor from the Changchun Palace to the Forbidden City, taking as a
model the Wanshoutu (‘Painting in Celebration of Longevity’), the nearly
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300-foot-long painting created for the occasion under the supervision of
Wang Yuanqi (1642-1715).' The Qianlong Nanxun Shengdian is copiously
illustrated with diagrams and pictures concerning river conservation, sea
walls, military formations and scenic spots as well as a map of the route
that covers seventy-five double-pages. The more than 150 scenic spots
illustrated in the publication are based on paintings executed by Qian
Weicheng (1720-1772)."

Like Kangxi, Qianlong also commissioned a twelve-scroll painting of one
of his Southern Tours.'®* Whereas Kangxi commissioned the illustration of
his 1689 tour less than two years after the trip’s conclusion, Qianlong
waited nearly fifteen years to commission a similar set of scrolls illustrat-
ing his first tour. The Qianlong Nanxuntu was begun in 1764; the finished
scrolls were submitted to the throne in the fifth month (25 May — 22
June) of 1770, the year of the emperor’s sixtieth birthday celebration."
Completed only one year before the publication of the Nanxun Shengdian,
the Nanxuntu was probably conceived together with that text to form a
single, grand commemorative work that directly recalls the Kangxi
Wanshoutu and Wanshou Shengdian.

In its physical characteristics, the Qianlong Nanxuntu closely resembles
the Kangxi series. Both sets are made up of twelve oversize handscrolls.
The Kangxi paintings measure nearly 27 inches (67.8 cm) in width and
from 45 to 85 feet (1,377 to 2,612.5 cm) in length. The Qianlong paintings
are slightly larger — about one centimeter wider — but they are generally
not as long, measuring only 30 to 71 feet (915 to 2,172 cm) in length.*
Both sets of scrolls are mounted with patterned brocade wrappers and
massive jade clasps. The scrolls of the two sets are further protected by
silk brocade cloths and richly decorated lacquer boxes, each inscribed
with the title and number of the scroll it contains.*

The Qianlong Nanxuntu further resembles the Kangxi set in its general
content, but differs significantly in the length of the route and the quan-
tity of specific details it shows as well as in the greater emphasis it gives to
selected sites. Like the Kangxi Nanxuntu, the Qianlong version opens
with a depiction of the emperor’s departure from Beijing and first day of
travel. It begins with the Zhengyang (Qian) Gate and ends with the first
temporary place in Liangxiang county. Scroll II focuses on Qianlong’s
crossing of the old course of the Yellow River and his entrance into
Dezhou (see Map 2). Scroll 111 presents the Qianlong Emperor in Jiangsu
Province, crossing the Yellow River by boat while scroll 1v illustrates the
emperor inspecting the nearby confluence of the Yellow and Huai Rivers.
Scroll v shows Qianlong on the Yangtze River traveling between the
islands of Jinshan and Jiaoshan; scroll VI illustrates his entrance into



Scroll

111

v

VI

VII

VIII

IX

XI

XII

Total

Itinerary

Beijing: Zhengyang
Gate to
Liangxiang County

Dezhou, Shandong

Crossing the
Yellow River

Confluence of Huai
and Yellow Rivers

Crossing the
Yangtze from Jinshan
to Jiaoshan

Entering Suzhou from
north of Tiger Hill

Jiangsu-Zhejiang
border,
approaching Jiaxing

Hangzhou and
West Lake

Shaoxing and
Temple of Yu

Nanjing; inspection
of soldiers

Confluence

of the Yellow and
Huai Rivers
Beijing:
Meridian Gate
to Duan Gate

Dates

08 Feb

26 Jun

139 days

Distance
depicted
mi (km)

15 (25)

15 (25)

4(7)

6 (10)

1(1.5)

1/4 (0.5)

65 1/4
(108)

Collection

Canada

Nice

New York

Japan

Beijing

Paris

Beijing

@ The width of the silk version is 68.9 cm; the draft version, 68.3 cm.

* Lengths recorded in Shiqu Baoji Xubian in chi and cun.

Table 4. Qianlong’s First Southern Inspection Tour (1751)

Length@
(cm)

1685.6

1607.0

1095.0

976.0

1050.0

966.0

1029.4

Length
of draft
(cm)

1988.6

1244.5

1363.1

1106.5

1083.4

2171.9

949.9

1126.4

1243.1

915.0

1239.6

985.8

15417.8

Recorded
length
of draft*

62.2

38.5

42.3

343

33.4

67.1

29.5

38.5

28.3

28:5

30.9

468.9
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Map 2. Qianlong’s 1751 Southern Tour, illustrated in Xu Yang's Nanxuntu.
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Suzhou, showing the route from Tiger Hill to the vicinity of the Zhizaofu,
the Silk Commissioner’s Residence, which served as the emperor’s tem-
porary palace. Scroll VII begins with a depiction of the emperor review-
ing the officials massed at the Jiangsu-Zhejiang border and ends at the
city gate of Jiaxing. Scroll VIII begins at the Yongan Gate of Hangzhou
and surveys the scenery of West Lake. Scroll IX illustrates the emperor’s
visit to Shaoxing and the Temple of Yu; scroll X depicts Qianlong’s
inspection of troops in Nanjing. Scroll XI returns to the area depicted in
scrolls IIT and 1V; it shows Qianlong’s resumption of land travel after
recrossing the Yellow River at Qinghe. Scroll X1, like the final Kangxi
painting, illustrates the emperor’s return to Beijing. As in the Kangxi
scroll, the direction of travel in this closing scroll is opposite to the
direction of unrolling, but a much smaller segment of Beijing appears:
the Kangxi scroll shows the axial way from the Taihe Hall to the Yongding
Gate, the southernmost gate of the city, the Qianlong scroll opens with
the Meridian Gate and closes with the Duan Gate — a distance of several
hundred meters — and shows the imperial retinue received by members of
the court and the files of imperial insignia bearers.

When the contents of the Qianlong set and Kangxi set are compared (see
Tables 2 and 4), several discrepancies appear in the choice of sites illus-
trated. Three segments of the tour route depicted in the Kangxi set do not
appear in the Qianlong set: Mt Tai (scroll III), the Yangtze River from
Nanjing to Jinshan (scroll XI), and Yangzhou, which is presumably the
focus of the missing fifth Kangxi scroll. The Qianlong set focuses greater
attention on the emperor’s activities around the Yellow River: scrolls III,
IV and XI treat this area while scroll IT shows the emperor crossing the old
course of the Yellow River outside of Dezhou.

Even more striking is the enormous difference in the amount of the tour
route illustrated by the two sets. Except for the first and last scrolls, which
record the departure from and return to Beijing, each scroll in the
Kangxi set depicts a 30 to 100 mile (50 to 170 km) segment of the route
(see Table 2). The scrolls of the Qianlong set generally depict less than five
mile segments of the route and only two scrolls show as much as 15 miles
(see Table 4). One reason for this is that each Qianlong scroll was
matched to a poem composed by the emperor on his 1751 tour and each
painting is inscribed with that poem. Because Qianlong composed hun-
dreds of poems on his tour — all later published in the Nanxun Shengdian
— the choice of what segments of the tour to illustrate was not signifi-
cantly restricted by the need to match illustrations to poems. Since the
poems tend to focus on single events or specific sites, the content of each
poem did serve as a limiting factor. The Kangxi scrolls also have accom-
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panying texts mounted in front of each painting, however these anony-
mous prefaces merely describe the sites and events depicted in the
paintings and serve only to complement the pictorial record.

This difference in approach not only resulted in a much smaller propor-
tion of the actual route being depicted in the Qianlong series, but also
transformed the very manner of presentation. The Kangxi scrolls present
the emperor’s journey as a lengthy and nearly continuous travel narra-
tive; the Qianlong set presents the emperor in a series of monoscenic
historical tableaux.

The contrasting narrative content and dramatic goals of the two sets are
clearest in their divergent treatment of the Yellow River crossing and the
confluence of the Huai and Yellow Rivers. During both the Kangxi and
Qianlong reigns, the Yellow River flowed into the sea south of the
Shandong peninsula through Jiangsu Province. In the Kangxi set, the
river crossing and confluence sites appear as the finale and objective of a
single scroll that illustrates the emperor’s tour route from the town of
Honghuapu near the Shandong-Jiangsu border. The importance of both
sites is emphasized by the presence of thrones and crowds of expectant
onlookers and officials — devices that clearly indicate the emperor’s inten-
tion to stop there and inspect the river work (Figure 1). But Kangxi is
depicted at neither spot. Instead, he appears much earlier, about midway
through the scroll, stopping to view the numerous destitute people
inhabiting this flood and famine-threatened region, who have come out
to thank the emperor for his remission of taxes (Figure le). The presence
of these people offers a bit of propaganda showing Kangxi’s concern for
the masses, but it is also a frank admission of the problems still besetting
the empire. The scene is a sobering reminder of the consequences of lax
river conservation measures. The challenge of controlling the Yellow
River is likewise forcefully conveyed at the crossing point where laborers
frantically work to reinforce the dikes directly in front of Kangxi’s view-
ing pavilion.

In the Qianlong set, the crossing and confluence scenes are treated in
separate scrolls. Scroll 111, now in Nice at the Musée des Beaux Arts,
presents a grand panorama of the Yellow River. The scroll extends from
the northern bank to the point on the southern bank where the imperial
barge comes ashore (Figure 2). Over 21 feet of the 52- foot-long painting
are devoted to the river and the numerous boats which move across it.
The preceding scroll anticipates this crossing and gives some intimation
of Qianlong’s concern for river conservation by showing the emperor
crossing the old course of the Yellow River on a pontoon bridge near the
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Figure 1. Wang Hui and assistants, Kangxi Nanxuntu (‘Kangxi Southern Tour’),
scroll 1v, detail. C. 1698. Ink and colors on silk. Collection of the Musée Guimet,
Paris (MA 2460).
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city of Dezhou. Yet, there is no effort in either scroll to illustrate the
roughly 300 miles (500 km) of terrain that separates Dezhou from the
Yellow River. Instead, scroll IV focuses on the act of crossing and the sheer
magnitude of the river. By drastically limiting the scroll’s narrative con-
tent, all of the drama is centered on the action of the emperor. Yet, when
we finally see Qianlong, his sedate, well-choreographed landing is
something of a letdown. Rather than a feat of courage, the crossing looks
almost matter-of-fact. In the Kangxi scroll, the tempestuous waters look
dangerous (Figure 1a, b). There is only one boat on the river and the force
of the water is emphasized by the roiling waves and the frenetic activity of
the men laboring to reinforce the near shore. The perils of crossing are
vividly conveyed. In the Qianlong version, the river appears wide but
easily navigable: large and small boats move back and forth across its
untroubled surface while the emperor, seated calmly in a barge propelled
by two lines of oarsmen, rides smoothly towards the Southern shore
where kneeling officials prepare to receive their monarch.

In scroll 1v of the Qianlong series, the Yellow River occupies nearly as
prominent a position as it does in scroll I11.2 It begins with a view of the
north shore only a few miles upstream from where Qianlong made his
crossing. Following this is a long passage devoted to the Yellow River. A
variety of vessels sail across its muddy waters, recalling the emperor’s
own recent passage. The confluence of the Huai River, also called the
Qinghe or Clear River, is illustrated by the merging of the Huai’s blue
waters with the silt-laden Yellow. Qianlong stands at the point of con-
fluence, the most critical spot in the Yellow River conservancy system
(Figure 3). The single figure kneeling before him almost certainly repre-
sents Gao Bin (1683-1755), the regional Director-General of the Grand
Canal and Yellow River Conservancy.? Behind the emperor, the officials
and populace of the region reverently kneel in the imperial presence. The
scroll ends with a depiction of the well-maintained series of locks or gates
channeling water from the Huai into the Grand Canal, stockpiles of
lumber and bundles of gaoliang used to repair leaks, orderly files of
workers building up an already imposing dike, and finally, the stone-
faced Gaojia Levee. All this contrasts dramatically with the frenzied dike
work depicted in the Kangxi Nanxuntu.*

From the point of view of propaganda, the Qianlong Nanxuntu pointedly
emphasizes the emperor’s avowed interest in river conservation. More
space in the set is devoted to river-related themes than to any other
subject (scrolls 111, IV, V and to a more limited degree 11, IX and XI). In the
Nanxun Shengdian, too, more space is devoted to this topic (about 900
pages) than to any but the transcription of the emperor’s poems and stele
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Figure le. Kangxi silk version, scroll 1v, detail. Musée Guimet, Paris.

Figure 2. Xu Yang, Qianlong Nanxuntu (‘Qianlong Southern Tour’), scroll 111,
detail. Dated 1770. Ink and colors on silk. Collection of the Musée des Beaux
Arts, Nice (C 2498).
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texts (about 1,500 pages). Scroll IV, in particular, highlights the key point
in the intricate system of canals, holding basins, and dikes perfected
during the late sixteenth century by Pan Jixun (1521-1595).” In the
Nanxun Shengdian, this locale is illustrated no fewer than nine times in
various maps and diagrams throughout the text — far more than any
other site.? Scroll 1V of the Nanxuntu not only accurately records all the
river conservation features of this site, it dramatically focuses attention
on the figure of the emperor. Extraneous details are eliminated and all
action converges on the central point occupied by the emperor.”” To the
right, the boats on the river recall Qianlong’s recent crossing while the
ranks of kneeling officials and scenes of dike building to his left empha-
size the emperor’s concern for eternal vigilance in maintaining the dikes,
a theme touched on in his poem. The river does not appear threatening,
there are no beggars or unruly onlookers, and there is no sense of
urgency to the river work. Nature and the empire are under control in
this painting, exemplifying the idyllic state of datong or ‘Great Peace’
which Qianlong believed had begun under his reign.

In the other Qianlong scrolls the thematic content is also circumscribed
and focused. Scroll VI illustrates Qianlong’s entrance into Suzhou; scroll

Figure 3. Xu Yang, scroll 1v, detail. Collection of The Metropolitan Museum of
Art (1984.16).
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VII shows the emperor reviewing officials at the Jiangsu-Zhejiang border;
in scroll X he is viewing a military display of horsemanship. Each of these
events is treated in the Kangxi scrolls, but only as part of a larger and
more complex narrative. In the Kangxi set, the importance of the
emperor and his action is read against the immense scale of the émpire
he ruled; at times, Kangxi and his retinue are dwarfed by the landscape
or lost from view in the hubbub of busy city streets. In the scene illustrat-
ing his arrival in Suzhou, for example, Kangxi sits inconspicuously in his
boat, looking out at the maelstrom of houses, boats and people which
converge upon the Chang Gate (Figure 4). In the Qianlong scene of the
emperor inspecting the confluence site, Qianlong appears larger than
life, the central figure in a setting that magnifies his importance
and power.

Another explanation for the circumscribed content of the Qianlong
scrolls, especially the extraordinary emphasis given to water scenes, is
artistic expediency. Scrolls 111, IV and V, one-fourth of the scrolls in the
set, are dominated by water — certainly a less demanding subject than
mountains or cityscapes. By 1764 when this series was begun, the num-
ber of court artists had been greatly reduced and there simply may not
have been adequate manpower available to complete these paintings
without drastically simplifying their pictorial content.?

Figure 4. Kangxi silk version, scroll 11, detail. Private Collection, Canada.
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Authorship, Style and Production

The divergent content of the Kangxi and Qianlong Southern Tour paint-
ings immediately raises the question of authorship and style. The Kangxi
Nanxuntu was the earliest large-scale painting project sponsored by a
Qing emperor. In both subject matter and format these paintings set a
precedent that clearly influenced later court productions. But what artis-
tic options were available to Kangxi and his officials when faced with
initiating such a project? One possible source of talent was the painters
employed within the palace. Among these may have been one or more
Western artists. Kangxi was deeply fascinated by the Western sciences
introduced by Jesuits working at the Qing court; he may well have
gained an early appreciation for Western painting. In 1690, however,
there were no Jesuits at court who specialized in painting and Western
techniques were probably regarded more as a curiosity than as a viable
artistic option. Among the Chinese painters who may have been at work
in the palace at this time was Jiao Bingzhen (active c. 1689-1726). Jiao
later executed an important series of illustrations on agriculture and
sericulture, the Gengzhitu (‘Pictures of Tilling and Weaving’), datable to
1696, in which Western techniques of spatial illusion and modelling are
actively embraced. But in 1690 Jiao probably had not yet attracted the
emperor’s attention.*

Professional painters working outside the court provided a wider range
of talent and styles to choose from. One center of painting which Kangxi
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undoubtedly became familiar with on his 1689 tour was Yangzhou. Yuan
Jiang (active c. 1690-1725) was just becoming established in Yangzhou by
1689, but probably had not yet achieved a prominent enough reputation
to be considered for this undertaking.** Kangxi met the individualist
painter Daoji (Shitao, 1642-1707) in Nanjing on his 1684 Southern Tour
and might have known that Shitao came to Beijing late in 1689, remain-
ing in the capital until the fall of 1692.”' But Daoji’s style was hardly
suitable for the kind of pictorial documentary required by such a com-
mission and he was probably never seriously considered.

In fact, there was only one group of painters whose style was both well
established and had great appeal for the scholar-officials in Kangxi’s
court: the so-called orthodox artists whose paintings transmitted the
stylistic principles first set forth by Dong Qichang (1555-1636). In contrast
to the paintings of the individualist masters, among whom the trauma of
the Qing conquest was a potent influence, the orthodox style seems to
have evolved undisturbed by the political turmoil of dynastic change.
Thus, it not only preserved a sense of continuity with the past, but gave
Kangxi the opportunity to present himself in harmony with the most
revered traditions of scholarly painting. Furthermore, the orthodox
painter Wang Hui (1632-1717) was probably the most renown artist of
the day.*

Early in 1691, less than two years after the completion of the tour, Wang
Hui arrived in Beijing to undertake the execution of this commission. Yet
there is no record in the Shilu (‘Veritable Records’) of either the decision
to initiate this project or the process by which Wang Hui was selected.
The two high-ranking officials mentioned in connection with the project
once it got underway, however, were both from prominent Jiangsu fam-
ilies and both knew Wang Hui personally: Wang Shan (1645-1728), who
was later to become a Grand Secretary, was the eighth son of Wang Hui'’s
mentor, Wang Shimin (1592-1680), while Song Junye (d. 1713), who had
been in the entourage of the second tour, was an amateur painter and
had once had Wang Hui as his teacher. One or both of these men is also
mentioned in the biographies of Yang Jin (1644-1728) and Gu Fang
(active c. 1690-1720), two pupils of Wang Hui whose participation in the
project is suggested by their biographies.**

From Wang Hui’s biography it is clear that he had the help of a number of
assistants, but that he provided overall direction for the task:

From everywhere lofty talents and skilled artists were assembled in the capital.
All mixed ink, moistened their brushtips, spread out the silk, looked at each
other and racked their brains not daring to start painting and waiting for Mr
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Wang to speak. The master, dressed in hermit’s garb, sat on a dais and assumed
leadership. He stared straight ahead, concentrated for a long time, and finally
started composition and execution, saying: Here we place towns, there we
place mountains and rivers, here people are waiting for the imperial traveler,
the entourage looks like this, imperial resting places like that, and here is the
emperor himself in procession. Mr Wang led the work, painted here and there
over the whole stretch of varied landscapes until the whole work was ready.
The artists followed his directions, and now and again Mr Wang added some
strokes of extraordinary beauty. When the pictures were finished they were
shown to the emperor.*

How accurately does the above account reflect the actual working condi-
tions under which the Southern Tour scrolls were created?

The finished paintings bear no artist’s signature, seals, or other identi-
fying information. Like imperial portraits, the set is not only without
signature, but was apparently stored in a separate archive apart from the
imperial painting collection and was therefore never recorded in the
imperial painting catalog, Shiqu Baoji. There is, however, a painting
entitled Nanxuntu recorded in that catalog as the work of Song Junye.”> A
student of Wang Hui and a member of the second tour’s entourage, Song
may well have contributed preliminary sketches based on his firsthand
observations. In the absence of a clearly defined imperial painting acad-
emy, Song apparently functioned as a bureaucratic intermediary
between the throne and the artists. Is it possible that Song also took a
hand in the production of the scrolls? And how much of the final
paintings is actually the work of Wang Hui?

The four surviving draft scrolls for the Kangxi Southern Tour (see Table 2)
shed important light on the authorship and process of creation of the
finished paintings. The link between the twelve-scroll Southern Tour and
Song Junye is specifically recorded in a colophon to the draft version of
the Kangxi scroll VII by a descendant of the artist named Song Xiang
(1748-1862).>¢ The colophon, which is dated 31 March 1828, may be
translated as follows:

The former official [Song] Junye was summoned to attend the emperor in the
Southern Library (Nanshufang) in the gengwu year of Kangxi (1690). There he
respectfully received the command to paint the Nanxun Shengdian. Conse-
quently, he invited Wang Shigu (Wang Hui) and other famous masters to
gather in the capital where they resided, deliberated, and laid out [their work]
until the yihai year (1695) when he announced the completion of altogether
twelve handscrolls [depicting the route] from the capital to Zhejiang. When
they submitted their work for imperial inspection they received the emperor’s
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praise and the scrolls entered the Shigqu [Baoji] (imperial collection). The
twelve draft scrolls entered our family collection, but later generations divided
them up so that, before long, they were all scattered. In my spare time I
entertained the notion of searching out [these drafts], but I only found one
scroll [depicting the route from] Wuxi to Suzhou plus three miscellaneous
pieces which I carefully mounted as a scroll and stored together in a bamboo
case. According to Xia Shiliang’s (Xia Wenyan) Tuhui Baojian [preface dated
1365], draft paintings (huagao) of the ancients are called ‘chalk versions’
(fenben); former generations greatly valued and collected them. How much
more important at the present time [to have this] Magnificent Record of the
[Southern] Tour which combines all the famous masters of the period in a rare,
long, and large-scale draft painting. May all of my descendants respectfully
preserve this and eternally regard it as a treasure of this world.

An even clearer statement of Song’s bureaucratic role in the project is
recorded on a label appearing on the brocade wrapper of the draft for the
tenth scroll, now in the collection of the Beijing Palace Museum. The
label reads: ‘Draft of the first scroll illustrating the Southern Tour Return
Journey of the Shengzu Ren Huangdi [the Kangxi Emperor]; presented
by Song Junye, executed by Wang Hui’>

Although the division between Song’s administrative responsibility for
the project and Wang Hui’s artistic leadership is confirmed by these two
documents, the actual process of creation as revealed in the drafts
appears far more complex. Based on the surviving pictorial evidence, the
process of creation involved at least three distinct steps.*

First, rough drafts (gaoben) were executed in ink on paper by several
painters, possibly including Song Junye himself, who either accom-
panied the emperor on his tour or were later dispatched to record the
major sites visited by Kangxi. This stage may be represented by three
fragments preserved by Song Xiang together with the draft version of
scroll VII. Two of these fragments are far more cursory and far less skillful
than the more complete draft scrolls and are also clearly executed by
different hands. Landscape details in these fragments are sketchy and
only a few, stick-like figures are included.

Second, final draft scrolls (dingben or fuben) were executed in ink and
pale colors on paper. These final drafts, represented by the paper versions
of scrolls VII, VIII, X and XI, show Wéng Hui'’s achievement in orchestrat-
ing the visual information provided by the rough drafts and organizing
the journey into twelve handscrolls. Landscape and architectural ele-
ments are beautifully drawn in great detail. Where sections of paper are
joined, slight differences in ink quality and brushwork show that dif-
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ferent sections were executed or at least finished by different artists.
Figures were first sketched in charcoal or light ink then finished with
dark ink outlines in a simplified manner, often with no facial features.
The presence of additions and corrections to these drafts — redrawing a
figure or adding several boats — by pasting the correction on top of the
original drawing graphically illustrates how one or more artistic super-
visors reviewed and amended th= character of the work in progress.

Third, the finished version (zkengben) was executed in ink and mineral
colors on silk. The silk scrolls generally follow the final drafts quite
closely. In the draft and finished versions of scroll X, for example, a
depiction of a neighborhood organization called the Taiping hui shows a
complex crowd scene that is almost identical in both versions (Figures 5
and 6). Elsewhere in the same scroll, however, the differences are strik-
ing. In depicting the parade field (jiaochang), the silk version of scroll X
presents a complex display of military horsemanship that is totally absent
from the much simpler draft. This suggests that some changes may have
come about as a result of a review of the drafts by Kangxi or one of his
representatives. In other places, the changes appear purely artistic. In
places, the ground plane angle may be shifted, or a section abbreviated.
The most striking difference between the two sets is the greater diversity
of action and demeanor represented by the figures in the silk version
when compared to the ‘placeholders’ sketched in the drafts. The care
with which people are drawn in the silk version is further underscored by
the presence of faint underdrawing around some of the figures.

There is no evidence that Wang Hui participated in the early drafts. In the
final drafts however his influence is pervasive. The style is unified and the
most outstanding elements — rocks, trees and bamboo — compare closely
with similar elements in Wang Hui'’s signed works dated to the late 1680s.
Figures, animals and architecture are all probably the work of Wang'’s
assistants. The final silk paintings are executed with great care, but in the
landscape details there is a formality in the drawing that robs the brush-
work of some of the flair and spontaneity found in the drafts. Just the
opposite is the case with the figures which appear extraordinarily lively
and vital in the silk version. Part of the difference in the quality of
landscape elements may be attributed to the change in medium and the
need to make a more ‘finished” set, but it seems fair to assume that many
passages in the silk version were executed by Wang’s assistants.

Based on the above information, the various stages in the creation of the
Kangxi Nanxuntu may be tentatively reconstructed as follows. In 1689
Song Junye accompanied Kangxi on his second Southern Tour. With the
help of one or two assistants he made rough sketches of the important
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Figure 5. Wang Hui and assistants, Kangxi Nanxuntu Fenben (‘Kangxi Southern
Tour Draft’), datable to c. 1695. Ink and colors on paper. Scroll X, detail. Collec-
tion of the Palace Museum, Beijing.

sites and events of the tour. Probably while the emperor and his
entourage were visiting Suzhou, Song sought out his painting teacher
Wang Hui and proposed the idea of a pictorial record of Kangxi’s tour.
Shortly thereafter, Wang Hui set about drafting the composition. Extant
paintings by Wang dated to the years 1689 to 1691 are particularly scarce;
this suggests that Wang devoted most of his energies to the project for
nearly three years.” By 1690 when, according to Song Xiang’s colophon,
Song Junye was summoned to an audience with Kangxi, he was in a
position to recommend that the emperor’s triumphant second Southern
Tour be commemorated by a painting; he may even have had one or more
draft scrolls to show Kangxi at the time of his interview. In any event, the
set of draft scrolls was probably completed by the time Wang Hui arrived
in Beijing in 1691. Once Kangxi approved the draft version Wang Hui and
his assistants could proceed with the final paintings on silk. The silk itself
may well have been provided by the Suzhou Silk Commissioner. Wang
Hui and his assistants worked for four years in Beijing to complete the
project. A concentration of collaborative works signed by Wang Hui,
Yang Jin, Gu Fang, Song Junye, Wang Yun (1652 — after 1735), Xu Mei (fL.
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Figure 6. Kangxi silk version, scroll X, detail. Collection of the Palace Museum,
Beijing.

1690-1722) and others and dated to the years 1692-1695 helps to identify
which of Wang Hui’s students were with him in the capital and elucidates
how these artists worked together.*

After the silk version of the Nanxuntu was completed Kangxi granted
Wang Hui a private audience and presented him with a scroll bearing the
imperially-brushed characters, shanshui ginghui, ‘clear and radiant land-
scapes. When Wang Hui returned to his home in the fall of 1698, he hung
the scroll in his hall and gave himself the sobriquet, ‘Master of the
Qinghui Hall’ (Qinghui Zhuren).*

The commission for illustrating Qianlong’s 1751 Southern Tour was given
to the Suzhou painter Xu Yang (active c. 1750 — after 1776). Xu became a
court artist after submitting a sample of his work to Qianlong when the
emperor was visiting Suzhou on his first tour. Unlike Wang Hui, who
travelled to the capital specifically to illustrate Kangxi’s second tour, Xu
Yang had already served as a court artist for more than twelve years by
the time he began his series of paintings illustrating Qianlong’s first tour.
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According to the practice of court artists of the period, Xu Yang, like
Wang Hui, first executed a draft version on paper which he would have
submitted to the throne for approval.** None of the drafts are extant;
a record in the palace archives dated 21 May 1764, however, states that
in that month permission was given to Xu Yang to begin work on a
Nanxuntu draft (gao). The preparation of the Nanxun Shengdian was
begun the same year. In 1766 Xu received imperial approval of his work
in progress and he began work on a silk version which he submitted for
mounting on 23 November 1769. According to Xu'’s inscription on scroll
X1, the set was presented to Qianlong in late May or June of 1770.%
Seven scrolls from the finished silk version are extant (see Table 4). As
with the Kangxi Nanxuntu, and also portraits of the royal family, this
version was never recorded in any imperial painting catalog and was
stored in a separate archive.* Like those of the Kangxi set, the individual
scrolls from this set were unsigned with one important exception: the
final scroll in the Qianlong series bears a long and flowery dedication by
Xu Yang.

In March of 1771, only a few months after Xu Yang completed work on
his silk version of the Nanxuntu, he set to work on a second, duplicate
version executed on paper (xuanzhi); he submitted this version in the
fifth month (16 June — 15 July) of 1776. A close copy of the silk version, this
paper set was subsequently recorded in Shiqu Baoji Xubian and the entire
set is today preserved in the Historical Museum, Beijing. Each scroll from
this set is signed at the end by Xu Yang; scroll XII also includes the same
long dedicatory text inscribed by Xu on the silk version.*

Is it possible that Xu Yang was the sole author of these two immense sets
of scrolls? It was customary during the Qianlong period that when
several artists participated in a collaborative project all the artists would
sign the scroll. Yet only Xu Yang’s name appears on the paintings.
Furthermore, the paintings in both sets are each sealed with a jade clasp
that bears an inscription incised on its inside face that gives the author-
ship to Xu. The record of the paper version in the Shigu Baoji Xubian also
names Xu as the only author. At the very least, this suggests that Xu had
fewer helpers available to him than were available to Wang Hui and that
their roles were comparatively unimportant. Efforts to curtail the
amount of detail in the scrolls, notably by devoting long sections to the
depiction of water, likewise suggests a shortage of manpower and
increases the likelihood that Xu did the majority of the work himself.

Stylistically, the Nanxuntu closely resembles Xu Yang’s other major archi-
tectural and figural subjects, the Shengshi Zishengtu, or ‘Scenes of Bur-
geoning Life in a Resplendent Age, which Xu completed in 1759, five
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years before he began work on the first set of the Nanxuntu.* This
painting depicts the city and environs of Suzhou from Mt. Lingyan in the
west to Tiger Hill in the east. The scroll follows the yudao or ‘imperial
way’ constructed in honor of Qianlong’s 1751 visit. Since Qianlong chose
Xu as a court painter while on his 1751 tour, it is not unlikely that Xu
painted this scroll with Wang Hui’s Nanxuntu in mind. Xu'’s able and
vivid depiction of the rich life of Suzhou immediately recalls the scenes of
Suzhou and Nanjing in the Kangxi set. In the representation of figures
and the renderings of the architecture, the painting is also very close to
the two versions of the Qianlong Nanxuntu.

Since Xu Yang was a senior member of the Qianlong Painting Academy,
his painting style evidently reflected the emperor’s taste. This style may
be summarized as meticulous in detail, eclectic in its sources, but
homogenous in appearance with idiosyncracies of personality subordi-
nated to a universal Academy manner. The roots of this style do not reach
very deep into the past. Although Qianlong’s court artists may have
sought to emulate the Sung Painting Academy and such masters as
Zhang Zeduan (active early twelfth century), the immediate sources of
Xu Yang’s style lies in the seventeenth and early eighteenth centuries. In
his meticulous treatment of architecture he may have been inspired by
such Kangxi and Yongzheng period artists as Jiao Bingzhen and Yuan
Jiang, while in his landscapes he follows the general idiom established by
Wang Hui and other Kangxi era orthodox painters. Despite Xu Yang's
dependence upon seventeenth century models, however, there is a dra-
matic shift in the character of his work from that of the Kangxi and
Yongzheng eras. Three reasons may be cited for this change: the evolu-
tion of a new hybrid painting style based on the increasingly anonymous
and collaborative nature of palace productions, the impact of Western
painting on court taste, and the personality and objectives of the
Qianlong Emperor as patron.

The major difference between the Kangxi and Qianlong Nanxuntu is the
pervasive influence of Western painting techniques. Both sets achieve a
high degree of topographic specificity, but Xu Yang’s work is more consis-
tent in its description of recession and use of foreshortening to locate
objects in space and impart a sense of relative scale and measurable
distance between elements. As a result, his compositions attain a degree
of spatial unity absent from Wang Hui’s work where space is compart-
mentalized and additively organized.

In scroll IV of the Qianlong Nanxuntu,” for example, Xu Yang presents a
broad panorama in which Qianlong’s position at the confluence of the
Yellow and Huai Rivers is both the focus of all action and the center of the
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Figure 7. Giuseppe Castiglione, Banquet for the Western Mongols at the Hall of

Purple Brilliance (Ziguang Ge), copperplate engraving by Jean Philippe Le Bas
in 1770 (51.4 X 89 cm). Collection of the Musée Guimet, Paris (MG 17019).

composition. He utilizes an approximation of Western one-point per-
spective to magnify the emperor’s importance: the centrality of Qianlong
is emphasized by the framing lines of the near and far shores which
converge toward a single vanishing point directly behind the emperor.
The low horizon line, the restriction of most picture elements to the
foreground, and the dramatic shift in scale between the nearground and
far distance also serve to emphasize the towering figure of the emperor
and his central role in the drama.

Xu Yang’s limited use of Western-style perspective and his decision to
treat most of the Nanxuntu scrolls as single panoramas recall paintings of
banquets and battles by Giuseppe Castiglione (Lang Shining, 1688-1768)
and other Jesuit painters active at Qianlong’s court.* In his Chinese style
paintings, Castiglione did not strictly adhere to one-point perspective,
but maintained a sense of spatial unity that clearly influenced Xu Yang’s
work. In a copperplate engraving after a design by Castiglione that shows
Qianlong making his entrance at a tribute banquet (Figure 7), the bird’s-
eye view and upturned ground plane of the composition recall traditional
Chinese landscapes, however, the converging lines of the architecture
and rows of figures show an underlying reliance upon one-point per-



The Southern Tour Paintings 121

spective to organize picture elements. The foreshortened view of rooftops
in the first Qianlong Nanxuntu scroll (Figure 8) clearly parallels the
treatment of the tents shown in the foreground of this engraving. This is
quite different from the way in which roofs are depicted in the Kangxi
Nanxuntu where they are usually viewed frontally from one side of the
crest or the other; only rarely are both sides shown. In Wang Hui’s
depiction of this same location the roofs are depicted from both sides,
however, apparently because the curving line of houses here made such a
rendering impossible to avoid (Figure 9). The houses are not represented
as receding in space, however, but merely as part of a sequence of
rectangular segments set around the curving perimeter of the moat.
There is no systematic use of foreshortening.

In Wang Hui’s Nanxuntu changing aspects of the terrain are organized
and presented additively to create a constantly shifting vantage point.
Because scenery is divided into discrete space cells, the viewer’s perspec-
tive changes, yet so seamlessly do spatial compartments interlock that
one is hardly ever aware of discontinuities or interruptions. Whereas Xu
Yang’s compositions approximate the physical reality of a fixed view such
as that caught by a camera, Wang Hui creates a psychological sense of
space in which the mind is constantly piecing together and unifying
disparate images captured by the eye as its position and focus shift. Wen
Fong has described this same spatial structure in the monumental land-
scapes of the tenth and eleventh centuries: ‘Conceived part by part, the
great landscape is read rather than visually experienced; it has a great
intellectual sense of scale but lacks physically described space and reces-
sion. The result is a conceptual landscape that represents no mere retinal
image of nature but a vision of the macrocosm’*

In the Kangxi Nanxuntu it is the activity and movement of thousands of
figures that draw the eye along and provide a narrative thread that links
one space to the next. From a distance, figures appear like musical notes,
dense dots of color that tap out a syncopated tattoo against the more
pastel hues of the landscape, providing a persistent melody that tran-
scends and unifies the larger ‘symphonic movements’ defined by the
composition. Foreshortening, shifts in scale or atmospheric distortion —
effects that fix the viewer’s position in space — are largely ignored.

In scroll vi1J, for example, the eye is led from the suburbs of Wuxi along a
line of travelers that leads back into the far distance (Figure 10).
Although these figures are presumably quite a distance away, they are
still three-quarters of the size of those in the foreground and their facial
expressions are still clearly discernible. This consistency in scale and
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Figure 8. Xu Yang, Qianlong Nanxuntu (‘Qianlong Southern Tour’), scroll I,
detail. Dated 1776. Ink and colors on paper. Collection of the Historical
Museum, Beijing.

Figure 9. Kangxi silk version, scroll x11, detail. Collection of the Palace
Museum, Beijing.
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degree of detail from foreground to far distance enables Wang Hui to
draw the eye into the distance and hold it there so that the viewer feels as
if he, too, had moved back in space rather than observing the action from
a stationary vantage point. Once the viewer has followed the line of
travelers into the distance he encounters an empty shoreline that brings
the eye to a halt. He then ‘looks back’ from that distant vantage point to
the other shore where the villages of Xin’an and Wangting are situated.
From Wangting he crosses a small tributary and arrives in Xushuguan.
Thus, in a very short segment of the painting Wang Hui has moved the
viewer from Wuxi to Xushuguan, two-thirds of the distance to Suzhou.
By manipulating the position of the viewer Wang Hui has not only
enriched the sense of space in his work but also has added to the time it
takes to experience the painting. As a result, the sense of traveling a great
distance has been effectively evoked even though the actual amount of
the painting devoted to this segment of the journey has been dramatically
compressed.

The seamless transition between different views or space cells is achieved
by small incremental shifts in the way individual picture elements are
presented. Near Tiger Hill, the canal moves into the foreground then
recedes again along two converging diagonal lines (Figure 11). As the
viewer approaches the junction point all of the boats along the canal are
shown as if viewed from the rear. Just beyond the point where the canal
bends back into the distance, however, the boats are depicted as if seen
from the front. The eye hardly notices the change, but this shift implies
that the position of the viewer has shifted so that the leftward receding
canal, a bridge that spans it, and all the buildings that line its bank, may
all be seen from the new perspective without any sense of spatial distor-
tion or warping of the ground plane. This small shift mimics the con-
stantly shifting focus of the human eye which often links together
disconnected images to form a coherent mental picture that a painting
executed with one-point perspective or a photograph cannot recreate.*

Wang Hui'’s ability to routinely twist space enables him to present land-
marks from their most characteristic or fully revealed view; Xu Yang,
however, often doggedly maintains a consistent perspective even when it
means diminishing the content of his images. Both Wang Hui and Xu
Yang depict Tiger Hill near Suzhou and the Temple of Yu near Shaoxing.
In Wang’s paintings, these places appear in their most characteristic
view; space is warped to suit his narrative and pictorial requirements. Xu
Yang, however, visualizes his images, if not from a single point, then at
least from a position parallel to and at a consistent distance from the line
of travel illustrated. In his Suzhou scroll he remains to the north and east
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Figure 10. Kangxi silk version, scroll v11, detail. Private collection, Canada.

Figure 11. Kangxi silk version, scroll viI, detail. Private collection, Canada.
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of the emperor’s path; Tiger Hill, consequently, is viewed from the ‘back
so that most of its recognizable features are obscured. In depicting the
Temple of Yu, the climax and culmination of the ninth scroll in both
artists” sets, Wang Hui clearly shows all of the temple’s courtyards and
halls (Figure 12). In Xu Yang’s scroll, however, the artist’s imaginary
position in relation to the emperor’s path forces him to show the temple
compound from the rear and at a low angle so that most of the complex is
hidden (Figure 13). The resultant reduction in pictorial detail may have
been desirable for reasons of expediency, but Xu Yang’s systematic
application of this method of visualization throughout the set suggests a
commitment to foreshortening as a means of maintaining a consistent
sense of scale and descriptive accuracy among his picture elements.
Wang Hui, on the other hand, consciously abstracts and manipulates
forms to enhance the narrative content. In the two artists’ depictions of
the Zhengyang Gate in Beijing, for example, Wang Hui presents the gate
in a schematic fashion from a high side view to facilitate the lateral flow
of the procession (see Figure 9). In Xu Yang’s depiction, however, the
same gate is presented frontally in a foreshortened view to show that the
procession made a 90-degree turn at this point (Figure 14). Nowhere is
Wang Hui’s manipulation of picture elements more striking than in his
presentation of Kangxi’s arrival at the Chang Gate of Suzhou. There
streets, canals, and houses all converge in a vortex-like compositional
movement that heightens the drama of the moment as it focuses attention
on the figure of the emperor (see Figure 14).

Related to the differing conceptions of space in the two sets of Nanxuntu
paintings is the inclusion or absence of place names within the composi-
tion. In the Kangxi set, Wang Hui inscribes the names of towns, gates,
bridges and other important sites adjacent to their depiction. This label-
ing technique goes back at least as far as Han times and the engraved wall
murals of the Wuliang Ci where cartouches identifying figures are inser-
ted into the picture space.” In Xu Yang’s paintings, however, such labels
are omitted and sites go unidentified, perhaps because Xu saw such
labels as intrusions into his illusionistic space. The only exception is
Qianlong’s poems which were inscribed within the picture space after
the paintings had been completed.

Figures in the Qianlong Nanxuntu are also clearly influenced by Western
canons of proportion and anatomical accuracy. The elaborate poses and
theatrical gestures of Xu Yang’s tall, slender figures are more convincingly
articulated than the squat, conventionalized figures in the Kangxi scrolls,
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Figure 12. Kangxi silk version, scroll IX, detail. Collection of the Palace
Museum, Beijing.
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Figure 13. Qianlong silk version, scroll 1X, two details. Collection of the Palace
Museum, Beijing.
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but the overall effect is rather stultifying (Figures 15, 16). This is es-
pecially true in group scenes: while the Kangxi figures interact with
great animation, Xu Yang's figures appear like isolated actors frozen into
mime-like tableaux. In this respect they are not unlike some of
Castiglione’s early religious paintings.”

The ‘descriptive realism’ of Xu Yang’s Nanxuntu clearly met with
Qianlong’s approval as the perfect style for documenting the important
events of his reign. Xu limited the number of details in his pictures so as
to concentrate attention on the figure of the emperor. Focusing on small
segments of Qianlong’s tour, he devoted a maximum of energy to the
minute description of the emperor’s action and immediate setting. In the
Kangxi Nanxuntu, on the other hand, many details are clearly extraneous
to the actions of Kangxi and often appear as comic relief to or in competi-
tion with the emperor’s actions. Yet the pictures function more effectively
as a catalog of the diverse activities and enterprises of the realm, docu-
menting the prosperity of the empire and, indirectly, the success of
Kangxi’s rule.
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Figure 14. Qianlong paper version, scroll 1, detail. Collection of the Historical
Museum, Beijing.

Conclusion

The route which Kangxi and Qianlong followed on their Southern Tours
generally coincided, but in both purpose and documentation, their tours
were significantly different. Kangxi’s tours arose out of his desire to
personally acquaint himself with and control all aspects of his empire
and government as well as the strategic need to favorably influence and
win the support of the local Han gentry. As his reign progressed, the
loyalty of his Southern subjects was no longer an issue. Wang Hui’s
Southern Tour scrolls record and celebrate this turning point in Kangxi’s
career. They capture the energy and curiosity of the emperor, the magni-
tude of his journey, the diversity of his realm, and the enthusiasm of his
subjects in their welcome of their ruler.

From the beginning, Qianlong’s tours surpassed his grandfather’s in
duration and cost while they lacked the same strategic need to encourage
the support of the local gentry. Indeed, Qianlong’s tours seem to have
had the opposite effect, becoming a heavy burden on the people living
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Figure 15. Qianlong silk version, scroll 1v, detail. Collection of The Metropolitan
Museum of Art, New York (1984.16).
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Figure 16. Kangxi silk version, scroll 111, detail. Collection of The Metropolitan
Museum of Art, New York (1979.5).
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along the route. Qianlong’s documentation of his tours was more exten-
sive, more formalized, and more focused on the imperial person. Xu
Yang’s paintings are idealized, officially-sanctioned images in which
man and nature are dominated by the central presence of the emperor.
By incorporating both Chinese and Western elements, they epitomize a
new, universal style appropriate to Qianlong’s view of himself as a uni-
versal ruler.

Clearly, both sets of Southern Tour scrolls also reflect the personalities of
their patrons. Wang Hui’s paintings share in the adventurous spirit of his
monarch; they are filled with surprises, touches of humor and glimpses
of the harsher side of life. Xu Yang'’s paintings, on the other hand, reflect
Qianlong’s desire for a sanitized and idealized image of his reign in
which he sat at the center of a totally ordered realm.*



Tangdai: A Biographical Sketch

Ju-hsi Chou

In the annals of Qing painting, Tangdai warrants more than a passing
note." True, he is not the most significant of the Qing painters and has
never been considered as such. A disciple of Wang Yuangi (1642-1715),
Tangdai carried the orthodox heritage into the inner court. In that con-
text, he was influential not only for being in the right time and right
place, but also for having molded the taste of the young prince Bao, the
future Qianlong emperor (. 1736-1795), who was by far the best known
of imperial patrons and collectors in post-Song China. By that time, he
was a venerable old Manchu, sufficiently close to the young prince, and
through the example of painting as well as theoretical discourse, directed
the latter toward what might be termed the catholic taste of that age. The
closeness of their association is affirmed in Qianlong’s own words:

I'love Master Tang’s paintings,

Having requested many but not feeling satiated.
Recently, a piece of

The ‘Cleansing Heart’ paper of old

Was brought in from the market.

In a quiet room, amidst a small gathering

He painted for me a landscape....?

In another occasion, the young prince wrote, referring to a landscape
that Tangdai had painted for him:

Facing the stream with back to the hills,
A hermit plays the gin.

The limpid melody cuts across

The boundless space.

None but this elegant painter can,

With his elegant brush,

Portray the scene

And stir a friend’s soul.’
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Noted for his longevity, this Manchu artist served under three emperors
and made his last, and most memorable contribution under Qianlong.* In
quantity and in scale, in individual works as well as in collaborative
ventures — with such notable court artists as Giuseppe Castiglione
(1688-1766), Sun Hu, Shen Yuan, Ding Guanpeng, and Zhou Kun — the
aging master experienced a surge of productivity during his last decades.

However, as a painter and a theorist, Tangdai had displayed a measure of
maturity even before the Kangxi reign (1662-1722) came to an end.
Imperial patronage of his painting began with the Kangxi emperor, who
bestowed on him the unofficial title, hua zhuangyuan (‘champion among
painters’), rising to a peak under the Qianlong. By virtue of his position
in the court, his works naturally were known to such noblemen as
Hongjiao (d. 1764) and Yueduan (1671-1704), and to such officials and
literati as Chen Yixi (1648-1709), Chen Pengnian (1664-1723), Jiang
Tingxi (1669-1732), and later, Zhang Tingyu (1672-1755). His Huishi
Fawei (‘On the Secret of Painting’), having undergone a number of
- revisions, appeared in 1717.> Containing decades of observations on the
art of painting, it emerged as a full blown treatise, harking back to such
noble antecedents as Guo Xi’s and Han Zhuo’s texts.® Shen Zongjin
(1669-1735), in his preface to Huishi Fawei, praised its author’s ability to
harbor the essences of Jing [Hao], Guan [Tong], Dong [Yuan] and
Ju[ran], and to combine the past with the present.” In comparison, Wang
Yuanqi’s Yuchuang Manbi (‘Random Notes by the side of Rain-streaked
Window’) is little more than what its title implies, ‘random notes’® If
Wang Yuangi only hints, Tangdai makes ideas concrete. If the former
merely states, the latter elaborates and renders the concept not only clear
but systematic. By all account, it is a treatise of grand design, as com-
prehensive as it is persuasive — an exceptional feat for any eighteenth-
century theorist, whether Manchu or Chinese.’

In view of Tangdai’s role as a painter in the court and his unquestionable
accomplishment in the realm of art theory, Tangdai’s life ought to be
better known. Curiously, biographical records are scanty. As Roger
Goepper found in his pioneering study,' the available biographies tend to
be laconic and redundant. Zhang Geng (1685-1760), in his Guochao
Huazheng Xulu, presented a typically brief sketch:

Tangdai, zi Jingyan, is a Manchu. He served in the capacity of Supervisor-in-
chief in the Imperial Household Department. Skilled in landscape, his brush is
penetrating and resonant, and his composition is noted to be stable and
balanced. In this sense, he harked back to the Song masters and may be
regarded as a painter of the ‘competent’ class. Attending the inner court, the
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present emperor [Qianlong] appreciated his works, which in turn received
imperial approbations and inscriptions."!

Even as erudite a scholar as Hu Jing (1769-1845) treats the artist with no
greater detail. His biography is not so different from Zhang Geng’s, and
may even be partially derivative. Hu Jing, however, was privileged to
have seen Tangdai’s paintings in the Qing Palace collection to an extent
not possible for his precursor. He was more knowledgeable about impe-
rial inscriptions on the Manchu artist’s works beyond the scope of the
Leshantang Ji, with which Zhang Geng was familiar. Hu wrote:

Your servant Jing respectfully submitted: Tangdai received patronage from
two emperors [Kangxi and Qianlong]. In landscape, he followed the Song
masters. When he was young, his fame stirred interest among officials
and noblemen. As he entered the inner court, and received imperial instruc-
tions, his brushwork improved tremendously. His paintings are rarely seen
among collections [outside of the Palace]; exceptions were cherished as
precious jade."

These standard references, then, provide little relief to Tangdai’s bio-
graphical profile.

A few more helpful insights come from Duhua Jilue (‘A Brief Biographi-
cal Survey of [Qing] Painters’), which states:

Tangdai’s zi is Yudong, and he is of the Blue Banner. For an extended period, he
worked among the clerical staff in the service of Master Honglan, and thereby
became acquainted with scholars of Southeast China. Pursuing a career in
painting, he became a painter-in-attendance in the inner court, and shared
fame with imperial clansman, Liuquan. Thus they came to be known as the
Eastern Tang and Western Liu. By the time Tangdai changed his affiliation to
the House of Ning, he was well over 70. However, he remained no less devoted
to the art of painting. In style he modelled himself after Dong [Yuan] and
Ju[ran]. His early works may lack in strength, but are known for a sense of
clarity and balance. In official capacity, he attained the post of commandant."

Master Honglan is the sobriquet of the imperial clansman, Yueduan
(formerly known as Yunduan), son of Yuelo (Yolo, 1625-1689), the Prince
of Anhe. An accomplished poet and literatus, as well as an amateur
painter of, most likely, floral subjects in the manner of Chen Shun
(1483 -1544), Yueduan'’s fortune flowed and ebbed." In the 23rd year of
Kangxi (1684), he was given the princely rank of Qin, but six years later
(29th year of Kangxi, 1690), was demoted to beizi (of the fourth degree)."”
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A further demotion came when, in the 37th year of Kangxi (1698), under
dubious circumstances, he was stripped of all rank.'® Liuquan was the
sobriquet for another Manchu, Muxi, of the princely lineage of Jian, who
was, like Tangdai, a disciple of Wang Yuangqi. The two artists of equal
stature came to be called ‘Eastern Tang and Western Liu’ since ‘they
resided in opposite directions in the city!”” As to Tangdai’s change of
fealty to the House of Ning in his seventies, the circumstances are
unknown, although it most likely relates to the downfall of Yunduan,
even though it came about years later. As a hereditary canling or com-
mandant within the Eight Banners, Tangdai would have fallen under the
jurisdiction of a princely house, and a transfer from one to another was
not out of the question.

In all likelihood, the House of Ning referred to above was that of ‘Ning
Junwang, (junwang was a prince of the second degree). Hongjiao, who
was given the title in 1730, was the fourth son of Hongxiao (d. 1778), a
noted bibliophile of Mingshan Tang fame.'® Since this change of jurisdic-
tion came about when Tangdai was in his seventies, it took place under
Hongjiao in the early part of the Qianlong reign. Strength of evidence
dates Tangdai’s birth to 1673." From that, we may arrive at the conclu-
sion that he changed his allegiance after 1743, when he reached 70 years
of age, and before 1753, when he became an octogenarian.

How do we square this with the fact that, during an extended portion of
these years, Master Tangdai was also active in the inner court, serving as
the Supervisor-in-chief in the Imperial Household Department and
painting away in his role as a court master as well as collaborating with
other artists? Could it be that, with a decline in health after 1746* or
thereabouts, he was absolved from further participation in projects
requiring considerable energy and physical endurance? Could it be that
the transfer also took place around that time?

The archival sources in Beijing pertaining to the daily operation of the
Imperial Household Department under the Qianlong reign, may reveal
the answers in a future investigation. However, it may be useful to note
that the above picture, while admittedly brief and sketchy, is not contra-
dicted in the writings of Tangdai’s close friends like Chen Pengnian and
Shen Zongjing, or those of the artist himself. Both Chen and Shen
contributed prefaces to the Huishi Fawei.*' Both also mentioned Tangdai’s
Changbai heritage, and his hereditary rank of raoqi canling. In addition,
Shen Zongjing testified that he had seen a copy of a genealogical com-
pilation of Tangdai’s ancestry, entitled Tangshi Jiacheng. From that, he
concluded that one of Tangdai’s progenitors had received the prestigious



136  Chinese Painting under the Qianlong Emperor

title, likely posthumous, of Guanglu Gong, having distinguished himself
in early Qing military campaigns for bravery and for his self-sacrifice.*
Another took part in quelling the rebellions of the Three Feudatories and,
while stationed in Hanzhong (that is, Southern Shenxi and NW Hubei,
with Nanzheng as its administrative seat), made a staunch stand against
great odds, thereby, he contended, saving the country from potential
ruin. Shen went on to describe Tangdai as emaciated in appearance,
stammering in speech, and, confirming the testimonial of one of the
master’s seals, fond of wine and, while tipsy, painting without the
slightest inhibition.?

So much for the Manchu painter and theoretician who, in addition, was
not known for ability to manage his own financial affairs. One source
suggests that he turned management of the family estate over to his
brother.* Another relates his gradual decline in circumstance in later
years in spite of the presence of imperial favors.*

Tangdai’s own preface to the art treatise also provides several intimate
details to the profile thus established.** Accentuating his early interest in
painting, Tangdai recounted his erstwhile desire for advancement
through the civil examination system, and his failures therein on two
occasions. Subsequent assumption, or inheritance — based on the suc-
cesses of his recent ancestors — of a military career did not bring about
much consolation, even though he partook in arduous campaigns
beyond the border and travelled ‘tens of thousands of miles:* It was after
these tumultuous years that Tangdai turned his sole attention to paint-
ing, and by 1717, when the treatise took definite shape, he had already
devoted himself to this art for more than thirty years.

While the above have been established as the general aspects of Tangdai’s
life, few other details are forthcoming. For a painter who lived only two
centuries ago, he remains disturbingly elusive. A primary obstacle in the
biographic quest is presented by the question of his Manchu heritage. The
title of his genealogy, Tangshi Jiacheng, seems to strike a discordant note.
On the surface, ‘Tangshi” appears to suggest that the family, or the clan,
had adopted a Chinese name, or stemmed from a Chinese origin.
However, Tangdai proudly proclaimed for himself a Jurchen heritage in
his seal, ‘Of the Old Tanggua clan’*®

Tanggua is recorded as a surname during the Jin dynasty, and some of
the bearers were notable personages.” Searching through Bagi Manzhou
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Shizhu Tongpu (‘A Comprehensive Genealogical Survey of the Manchu in
the Eight Banners’), however, including as well names of those of
Mongolian, Han and Korean descent, we found no mention of Tanggua at
all, though there appear such similar names as Tangda, Tangni, Tangjia
and Tangguer. It appears that, by the time of the Qing dynasty, the
Jurchen name of Tanggua had fallen into disuse.” Tangdai is nowhere
listed under the above-mentioned clans, nor does he appear under the
Tang clans of Chinese ancestry.

By chance this author came across, in juan 11 of the above mentioned
geneology, under the broad umbrella of the Tatala clan, an individual
entry on Bada Bayan, which reads:*

[Bada Bayan] is of the Blue Banner... Native of the Zhakumu region, he came
to accept fealty [to the Qing]. His great grandson Laohan attacked Fushun
from Xianshan; and was the first to reach the sieged city. Afterwards, he [led
the troop] to Yizhou and died during that campaign. Given posthumously the
title of giduwei, it was inherited by his son, Shalaqi; through imperial munifi-
cence, the latter was given an added rank of yungiwei. [When Shalaqi] died,
his son, Shaxi, inherited the title, though his original appointment was of
bujun fuwei. [When Shaxi] died, his son Tangdai inherited the title, with
however the added rank taken away; at the present, his title is that of giduwei.

Thus suddenly appears the name Tangdai, which, as a given name, is rare
even among the Manchu. As proposed here, the genealogy of this Tang-
dai, inasmuch as his progenitors are concerned, dovetails in essence with
that supplied by Shen Zongjing. In particular, Lachan, the great grandson
of Bada Bayan and the great grandfather of this Tangdai, fits in nicely, as
he died for the Qing cause after having led the attack on Yizhou as the
“first to climb up the city wall! In Daging Yitong Zhi (‘The Records of the
Unified Realm of the Great Qing’), juan 41, for instance, Laohan is
depicted as a battle-hardened warrior who spent roughly 14 years in the
military rank, took part in some fifty battles, and was successful in laying
siege to a good number of enemy cities.”> And Qinding Bagi Tongzhi (‘A
Compendium on the Eight Banners in the Qing Dynasty Commissioned
by the Emperor’), juan 209, like the above-mentioned titles, concurs in
underscoring Laohan'’s participation in the attacks on Fushun and
Yizhou, the two historic battles during the early years.>* In the former, the
founder of the Qing, Nurhaci (or. Emperor Taizu, 1559-1626), having
announced his Seven Grievances against Ming China, launched a full
military campaign.” In the latter, Abahai (or Emperor Taizong,
1592-1643) sought to subdue Korea shortly after his own ascension to
the throne:
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During the reign of Tianming, [Laohan] participated in the Great Army’s
attack on Fushun. He was the first to climb up the city wall and took it. In the
first year of Tiancong (1627), he was among the retinue of the Great Beile,
Jierhalang and Amin, in the campaign against Korea. When laying siege in
Yizhou, [Laohan] attempted a night attack and died.”

More specific on his death is a passage in Daqing Yitong Zhi:

In the first year of Tiancong, [the Qing army] laid siege of Yizhou but was
unable to conquer it. As the night cloud darkened over the sky, and silence
reigned over the city, Laohan quietly moved toward the city wall. Just as he
was about to climb upward, suddenly the arrows descended like rain, and he
was mortally wounded.”

Against Laohan'’s extraordinary deeds, the careers of Shalaqi and Shaxi
were apparently devoid of such heroic endeavors or perhaps were simply
less well documented. Shen Zongjing’s words suggest that one of the two
protected the imperial realm by valiantly guarding the strategic Han-
zhong region during the rebellion of the Three Feudatories, which raged
between 1673 and 1681.

A chart in Qinding Baqi Tongzhi, lists six generations of descendants of
Laohan who inherited the title of giduwei:**

1. Shalaqi, who, in addition to the hereditary title, was also given the added
rank of yungiwei.

2. Shaxi, the son of Shalaqi, inherited the titles in the 7th year of Shunzhi
(1650).

3. Tangdai, son of Shaxi, was stripped of the added rank, though retained the
title of giduwer; this took place in the 55th year of Kangxi (1716).

4. Songling, grandson of Tangdai, inherited the title in the 19th year of
Qianlong (1754).

5. Balang’a, Songling’s uncle, inherited the title in 43rd year of Qianlong
(1778).

6. Kemen'e, son of Balang’a, received the inherited title in the 51st year of
Qianlong (1786).

Given the chronology shown in the chart, we can deduce that only
Shaxi, upon becoming the rightful heir to Shalaqi in 1650, could have
been the martial hero stationed in Hanzhong during the rebellion of the
Three Feudatories. In addition, since most of the hereditary titles were
quickly filled by the rightful heir at the death of the original holder, this
chart also supplies us with a likely date for Tangdai’s death, that is, 1754.
At that time, he would have been 82 sui.
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Is this Tangdai the same as our Tangdai, the painter and theorist? Given
that Zhakumu was located in the Changbai region, then is it at all
possible to equate Tatala with the old Jurchen name of Tanggua, or the
Chinese Tang for that matter?* Although these accounts of Laohan’s
martial bravery are close to that of our master’s progenitor in Shen
Zongjing’s narrative, this in itself cannot be considered as sufficient
proof. Similar, celebrated feats could have been accomplished by a score
of those who sacrificed their lives in the founding of the Qing empire.
More specific evidence is needed.

In Qinding Baqi Tongzhi, a chapter is devoted to the question of shizhu
(‘clans and families’).* Reflecting the viewpoint of the Manchu ruler, its
author(s) sought to discredit the practice, purportedly initiated by Tao
Zongyi of the Yuan dynasty in his famous Zkhegeng Lu, of establishing
equivalence between the Jurchen surnames and Chinese ones,* for
instance, Wanyan as Wang, Gulijia (Guaerjia) as Wang, Nuxilie
(Niugulu) as Lang, or Shimo as Xiao. In addition, among the equivalent
name pairings which were a popular extension of Tao’s practice and
which were deemed to be even less defensible, was the equation of Tatala
and Tang!*

However justifiable in the official sense, the attack by the author(s) of
Qinding Baqi Tongzhi against this practice only highlights its persistence
during as well as before the Qianlong era. Were it something found only
among the Chinese population, hoping to derive a measure of social
prestige through adoption of Manchu or Jin equivalents of Chinese
names, then it would not have been so critical. However, when it was the
Manchu overlords who were doing that, then the matter deserved close
official scrutiny.

The official line, such as exemplified in Qinding Baqi Tongzhi, intended of
course to preserve the purity of the Manchu heritage and lineage and to
discourage genealogical tampering. To that extent, infusion from Chi-
nese sources and names would be not only confusing but contrary to the
dynastic interest. Although the court publicly sought to retain Manchu
purity, in private, even an upstanding Manchu like Tangdai, whose
hereditary rank gave him distinction in and outside of the court, could
exhibit a strong sinophilic tendency in employing the Tang-Tatala link.
The fact that his own given name, Tangdai, also incorporated the same
character Tang, and thus could be redundant, did not disturb him in the
least. It was but an accepted trend.*

Viewed against the above, the title of the Tangdai genealogical
chart, Tangshi Jiacheng, becomes intelligible. Tatala is Tang, and Tangdai,
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though a given name, is made to sound sinicized and less Manchu. That
he willingly displayed the compilation to his Chinese companion, Shen
Zongjing, was an indication of the depth and extent of his family pride.

Tangdai’s life now emerges with increasing clarity. The play on his name
was but one small aspect of his life-long sinophilic tendencies. When
viewed in conjunction with his unfulfilled quest for a scholarly-official
career and his persistent, passionate involvement in the pursuit of the art
of painting and its theoretical implications, Tangdai exhibited an amaz-
ing spectrum of those telling symptoms of a cultivated Manchu of his
time who strove to turn away from his own martial heritage. While
Tangdai’s sinicization may not be startling, its extent is remarkable,
serving to mark the rapid pace of that historic process, against which
even imperial policy and pronouncement proved largely ineffective.*



For Love of God: Castiglione
at the Qing Imperial Court

Howard Rogers

The artist Lang Shining is well-known for his paintings of animals,
especially horses. Were another artist to concentrate on those subjects,
we might hazard the opinion that the artist simply liked animals and so
painted them often. Lang Shining, however, was a painter in service to
the Chinese court, and when he painted animals it was because the
emperor ordered him to do so. The levels of meaning and motivation
inherent in Lang’s paintings are thus quite complex. We may question
first of all what meaning such paintings had for the emperor who ordered
them; second, why the emperor chose Lang to do the desired painting
rather than another of his court painters; and third, what motivated Lang
to respond so dutifully to such imperial demands for more than fifty
years of his life. These questions are further complicated by the fact that
Lang was not even Chinese but rather an Italian named Giuseppe Cas-
tiglione. And Castiglione went to China not as an adventurer or artistic
entrepreneur but as a member of the Society of Jesus, commonly known
as the Jesuit order. While fully satisfactory resolution of these questions is
not here possible, at least partial answers can be suggested by considera-
tion of certain key aspects of Lang’s career.

Giuseppe Castiglione was born in 1688 in the northern Italian city of
Milan, and he seems to have entered the world with a painter’s bruish in
his hand.! In view of his later career, we should note that in northern Italy
Castiglione was heir to a Flemish tradition of animal painting emanating
from Frans Snyders (1579-1657). Snyders, who on occasion painted the
animals appearing in works by Peter Paul Rubens, was himself active for
a time in Genoa; Snyders’ pupil, Jan Roos (1591-1638), lived in Genoa
from 1614 onward.? Snyders and Roos strongly influenced later Italian
masters with their naturalistic depictions of various kinds of animals.

It was as a fully trained painter that Castiglione applied for admission to
the Jesuit order. Complete understanding of his motivation in so doing
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awaits examination of the Jesuit archives. However, in the early eigh-
teenth century the Jesuits and their activities in China were subjects of
hot dispute throughout Europe.’ The Jesuits had first arrived in China in
the very late sixteenth century. Throughout the seventeenth century, the
period of their greatest successes, they followed a policy of evangelization
based on accommodation to Chinese customs and practices and aimed at
the upper reaches of that hierarchical society. Their approach was con-
demned and actively opposed by the Dominican and Franciscan orders
which held that any accommodation to non-Christian practices was
compromising or, even worse, heretical. Since the Jesuits were in China
under Portuguese auspices, while the Dominican and Franciscan strong-
holds were in the Spanish Philippines, it is clear that the dispute had
national as well as religious aspects. In any case, the waves of accusations
and counter-arguments that swept Europe in the early eighteenth cen-
tury had the concomitant effect of focusing a great deal of attention on
the Jesuit order as well as on China herself. It is thus likely that Cas-
tiglione was destined from the first to serve his church in China and by
~ means of his brush rather than as religious proselytizer.

After Castiglione was admitted to the Jesuit order in 1707 at the age of
nineteen, he was assigned to the Noviziato in Genoa belonging to St.
Ignatius. As a matter of course he devoted his first year to the spiritual
exercises composed by Ignatius and the second to menial labor. In
Castiglione’s case, the latter activity included painting two scenes for the
novitiate chapel: Christ Appearing to St Ignatius and St Ignatius in the Cave
at Manresa.* In these oil paintings, the earliest known works by Cas-
tiglione, the rhetorical gestures and expressions and the dramatic use of
light and dark suggest derivation from another self-acknowledged influ-
ence on his art, the work of Andrea Pozzo (1642-1709). Pozzo’s master-
works are his frescos done for S. Ignazio, one of the two principal Jesuit
churches in Rome.” In Pozzo’s vault frescos, the figures plunge over
fictive architecture in a veritable triumph of illusionism; this dramatic
appeal to the viewer’s emotions and imagination may be thought of as yet
another part of Castiglione’s background. Pozzo was also the author of
the two-volume Perspective Pictorum et Architectorum, written as an aid to
drawing in perspective and to designing structures ranging from church
altars to temporary sets for the theater, and that book was destined to
play an important role in Castiglione’s career in China.

Following his two-year novitiate at Genoa, Castiglione was sent to
Portugal, the first stop on the Jesuit route to China. During his period of
residence in the Jesuit monastery at Coimbra, Castiglione may have
pursued religious studies but he was never ordained and thus remained a
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brother in the order. He did, however, continue to follow his first calling,
that of painter, by decorating the College chapel. And while still in
Portugal Castiglione’s great artistic talent had already earned him royal
attention. In a letter dated to 1714 and sent from Lisbon to the Director-
general of the order in Rome, Castiglione wrote:

...[I have] received instructions from the Venerable Father Provincial to leave
without fail this year for the mission which I requested in China. I greatly wish
to go, but I must first satisfy the desire of the Queen, who wishes me to paint
the portraits of her two small children. But I hope in the Lord that everything
will be finished in the required time and that I shall be able to embark.. .°

The portraits of the Queen’s children were presumably finished by April
of the year 1714 when Castiglione sailed for a China he would reach the
next year and call his home for the following fifty-one years. By Novem-
ber of 1715 Castiglione had arrived in Beijing and was settled in the
Dongtang, the Portuguese mission-church. ‘Our food is quite good,
reported a friend of Castiglione’s, ‘except for the wine we have here
everything that is to be found in Europe!” Later in November Castiglione
and an Italian doctor were presented to the Kangxi emperor by Father
Matteo Ripa, an Italian painter who had arrived in China five years
earlier. According to Ripa’s account:

In November, 1715, I was summoned into the presence of the Emperor to act as
interpreter to two Europeans, a painter and a chemist, who had just arrived.
While we were awaiting his Majesty’s pleasure, a eunuch addressed my
companions in Chinese and was angry when they did not reply. I explained
that they were Europeans and knew no Chinese. He replied that since all
Europeans looked alike, he couldn't distinguish one from another.®

The Chinese also held that European names were unpronounceable, so
at least by the time of his presentation to the emperor, Castiglione had
adopted Lang as his surname and Shining, ‘World (or Age) of Peace; as
his given name. It was thus as Lang Shining that Giuseppe Castiglione
was presented to the emperor in 1715 and it is as Lang Shining that we
will consider him in what follows.

The Kangxi emperor’s great interest in the European missionaries
stemmed in large part from his view of them as handy purveyors of
Western scientific knowledge and techniques. The emperor was
entranced by the Western technique of enamelling and many of the
missionaries, including Lang Shining, arrived bearing gifts decorated by
means of that technique. A major innovation in European enamelling
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made around 1650 allowed shading in all colors and was thus admirably
suited to pictorial decoration. This new method was referred to by Ripa
in 1716, around four months after he had presented Lang to the emperor:

His Majesty having become fascinated by our European enamel and by the
new method of enamel painting tried by every possible means to introduce the
latter into his imperial workshops...In order also to have the European
painters, he ordered me and Castiglione to paint in enamels... We excused
ourselves by saying that we had never learnt that art. But despite that we
obeyed his command and went. As neither of us had learned this art, and
making up our minds that we would never want to know it, we painted so
badly that the Emperor, on seeing what we had done, said: ‘enough of that!
Thus we found ourselves freed from a galley-slave condition.’

While Lang Shining was able to avoid permanent assignment to the
enamelling workshops, he was not able to extricate himself completely.
Beyond his service in the enamelling workshops, there is no other record
of Lang’s artistic activities during the eight years he served the Kangxi
emperor. Lang undoubtedly spent much of that time studying the Chi-
nese language, as such was standard Jesuitical practice in China. In 1721,
nearly fifteen years after he had entered the order and six years after
arriving in China, Lang was appointed Coadjutore Temporal, a lay-
brother engaged in secular affairs, by his Order.

The height of Jesuit influence in China was probably reached during the
first decade of the eighteenth century. By the end of the Kangxi era in
1722 the European quarrel between the Jesuits and their opponents had
developed serious repercussions in China herself. This so-called Rites
controversy focused on the best or correct term by which to denote God
in Chinese, and on whether Chinese converts should be permitted to
perform rites to their ancestors and to Confucius. The Jesuits asserted
that these latter practices were social and political in nature while their
opponents viewed them as sheer idolatry. In 1715, after a long period of
indecision, the Holy See decided against the Jesuit position and issued a
constitution expressly forbidding Chinese Christian converts to sacrifice
to either their ancestors or to Confucius or to participate in any other
ceremonies held in Confucian temples. The Kangxi emperor’s reaction to
the decree, which was presented to him in 1720, was harsh:

On seeing this decree, one wonders how the ignorant and contemptible Euro-
peans dare to speak of the Great Doctrine of the Chinese, these men who know
nothing about either its rules or its practices and cannot perhaps even under-
stand the characters in which they are written."
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The angry ruler further declared that Europeans would not be allowed to
preach their religion in China and that only the missionaries at court —
not their Chinese converts — would be allowed to abide by the Papal
Constitution. The strength of the Jesuit mission had from its beginning
derived from official recognition of their intellectual worth and from
imperial respect and even affection for individual members of the Order.
One effect of the Rites controversy was certainly to alienate imperial
respect and sympathy for the Order, and the situation only worsened
during the reign of the Kangxi emperor’s son, who ruled as the
Yongzheng emperor from 1723 through 1735.

The Yongzheng emperor’s view of the church was prejudiced by the fact
that among those of his brothers who opposed his succession to the
throne were some who had been on friendly terms with the Jesuits. The
missionaries were thus under double suspicion, both as potential traitors
to the state and, as enemies of filial piety, as menaces to the structure of
Chinese society itself. The emperor expressed his fears to the mission-
aries directly:

... What would you say if I sent a troop of Buddhist monks into your country to
preach their doctrines? You want all Chinese to become Christians. Your Law
demands it, I know. But in that case what will become of us? Shall we become
subjects of your king? The converts you make recognize only you in time of
trouble. They will listen to no other voice but yours. I know that at the present
time there is nothing to fear, but when your ships come by the thousands then
there will probably be great disorder...The emperor, my father, lost a great
deal of his reputation among scholars by the condescension with which he let
you establish yourselves here. The laws of our ancient sages will permit no
change and I will not allow my reign to be laid open to such a charge."

Official persecution of the church began in the first year of the Yongzheng
era and in the following year, 1724, the emperor ratified a memorial
calling for the expulsion of all missionaries not in immediate service to
the court.

During this period of restricted missionary activity, Lang Shining con-
tinued to exercise his artistic talents on behalf of his church. Religious
paintings were done by Lang for a new Dongtang or Eastern Church,
completed in 1729, and for the Nantang or Southern Church he painted a
pair of works illustrating The Triumph of Constantine the Great as well as
two illusionistic frescos depicting architecture drawn in scientific per-
spective. These last were viewed by a number of Chinese writers, one of
whom commented: ‘...The ancients lacked perspective method, and
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when it is used so skillfully as here, one regrets that the ancients had
not seen it!*? The subject of the other Nantang paintings, The Triumph
of Constantine the Great, was undoubtedly intended to inspire the
Yongzheng emperor with thoughts of what victories he too could win
should he emulate the Roman emperor Constantine and convert to
Christianity himself.

Despite the Yongzheng emperor’s adamant opposition to the proselytiza-
tion of Christianity, he remained eager to utilize the technical knowledge
of the Europeans serving his court. As he himself put it, ‘If indeed (the
Europeans) resolve to observe the laws of the empire and to do nothing
reprehensible, I shall shower favors on them. I shall favor them in
everything and I shall honor them with much affection’”” One of those
experiencing such imperial largess was in fact Lang Shining. According
to a letter written by a German Jesuit in 1723, the ruler

decided to test the hand and the brush of Lang Shining. From that day our
most dear Castiglione has been daily occupied in the palace with his art...By
imperial order he had to send the sovereign whatever he did. It can be said that
his works have succeeded in winning the Emperor’s favor, for he has on
various occasions benignly praised the artist and sent him gifts, even to a
greater degree than his deceased parent.'

Lang'’s earliest extant work painted for the Yongzheng emperor is titled
Jurui Tu, ‘Collection of Auspicious Tokens’ (Figure 1). Lang’s inscription
reads as follows:

In the first year of his August Majesty’s imperial reign auspicious tokens were
submitted repeatedly. Forked yet joined heads of grain came to fruit on distant
plains and lotuses with joined hearts and stems blossomed in the emperor’s
pond. Your servitor Lang Shining respectfully viewed them, and then carefully
drew them in a flower vase so as to record those auspicious omens. On the 15th
day of the 9th month of the first year of the Yongzheng era, respectfully painted
by your servitor, Lang Shining from the Western Seas."

According to historical records of the period, in 1723 auspicious double-
headed grain was submitted to the court from Henan and Shandong
provinces, and the blossoming of the unusual lotuses is also indepen-
dently confirmed. Lang’s painting was thus commissioned as pictorial
documentation of an actual historical event; on completion it functioned
as a visual emblem for heaven’s approbation of the Yongzheng emperor’s
rule. The polite and respectful mode of addressing the emperor used by
Lang in his inscription was standard practice for all artists submitting



Figure 1. Giuseppe Castiglione, Jurui Tu (‘Collection of Auspicious Tokens’).
Collection of the National Palace Museum. Taiwan, Republic of China.
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Figure 2. Giuseppe Castiglione, Hundred Horses, detail. Collection of the National

Palace Museum. Taiwan, Republic of China.

works to the throne; of more interest here is Lang’s attempt to allay the
emperor’s suspicions of the Jesuits by stating that he too recognized the
auspicious natural signs that validated the Yongzheng emperor’s ascen-
sion to the throne of China. In the painting itself the fixed point of view
and the consistent shading used to model the wooden stand, the vase and
the leaves and flowers create a strong illusion of solidity and three-
dimensionality that betray Lang’s Western training despite his use of the
purely Chinese media of ink and mineral colors on silk. It is readily
apparent that some significant portion of Lang’s first eight years in China
were devoted to learning the new technique and new approaches
required by the Chinese materials.

One of Lang’s masterworks, completed five years later in 1728, depicts
one hundred steeds together with their attendants in a complex land-
scape setting (Figure 2). The horses are shown in a great variety of
natural poses and orientations, and each is expertly foreshortened in
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accord with a consistent point of view. The landscape is more Chinese in
style but there too the perceptual gradients of size, detail and clarity
create a compelling illusion of solid forms existing within the pictorial
space. The ground-plane recedes in measured and fully comprehensible
fashion and ends in a clearly defined horizon line. From the early seven-
teenth century onward a few of these techniques had been adopted by
Chinese artists coming in contact with the Western prints and paintings
brought to China by missionaries, but in those earlier works the Western-
izing elements appear more often as foreign intrusions into the Chinese
context. Here the Western system of illusionistic devices is inextrica-
bly blended with the Chinese pictorial idiom and the result is some-
thing unique.

Lang Shining’s original court-appointment was to the Zaoban Chu or
Palace Board of Works. In that capacity he came into contact with a
Chinese bannerman, Nian Xiyao, who had long been interested in
mathematics. The result of their friendship was that Nian, a sometime
painter, learned the Western system of mathematical perspective from
Lang, and the two artists collaborated on a translation and adaptation of
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Andrea Pozzo’s Perspective Pictorum et Architectorum into Chinese. Nian's
Shixue, or ‘Visual Learning, was first published in 1729 and again, with
supplemental drawings supplied by Lang, in 1735.' While the Shixue was
essentially a technical manual, its publication and circulation would yet
have contributed to Lang’s reputation as a man of learning and letters. A
more immediate reward is mentioned by the Jesuit Antoine Gaubil, who
presented a copy of the Shixue to the Royal Society in London. ‘Only a
few days ago; wrote Father Gaubil, ‘did I hear from Macao that the Royal
Society is making me a present of two barrels of sherry wine. This gift is
worthy of every kind of thanks. It is all the more precious and consider-
able here because it is only rarely that we are able to have wine made
from European grapes:"’

When their duties to the throne permitted, during days of rest from
imperial demands, the foreign artists were permitted to accept private
commissions. Lang thus developed close and important relations with
two members of the imperial family: Prince Yi, brother to the Yongzheng
emperor, and Prince Bao, the emperor’s fourth son. Before his death in
1730 Prince Yi was in charge of the Zaoban Chu and in his official
capacity directed Lang to paint enamel decoration on the metalware
produced in Beijing by the Zaoban Chu. Prince Yi also commissioned
Lang to do a number of paintings for him, among which is the Xiling Dog
in Shade of Bamboo."™ Lang’s painting on the one hand documents the
presence at court of a hunting dog from Europe; on the other hand the
visual interest and beauty of the portrait command attention in their own
right. Especially notable is Lang’s ability to characterize the personality
as well as to describe the physical attributes of his subject, for such are the
prime characteristics of his portraits.

Prince Bao would in 1735 succeed his father on the throne and reign as
the Qianlong emperor. His early contact with Lang, and his great appre-
ciation for Lang’s paintings developed while yet a prince, are of great
importance in understanding Lang’s subsequent status at court. Lang
painted at least two albums of flower paintings for the young prince;
while their present location is unknown, the prince’s recorded inscrip-
tions compare Lang with the great tenth century Chinese masters of the
genre and thus indicate the high esteem in which he held Lang’s art:

In drawing from life Lang yields neither to the hand of
Xu Xi nor to that of Huang Quan

Because within his heart he must understand

The wellsprings of Nature."
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In 1782, on reviewing Lang’s early portrait of himself as prince, the
Qianlong emperor added an inscription that paid tribute as well to Lang’s
skill as a portraitist:

In portraiture Shining is masterful,

He painted me during my younger days.

The white-headed one who enters the room today
Doesn't recognize who this is.”

The occasions on which Lang was called upon to paint the Qianlong
emperor’s portrait were both numerous and varied. In 1736 Lang painted
portraits of the new emperor, his empress and his concubines.”’ The
carved lacquer box in which the painting was stored bears the title Xinxie
Zhiping, ‘The reign of one whose heart is purged will be peaceful; a
sentiment which no doubt represented the young ruler’s belief as well as
his hope for his own reign. The emperor’s awesome status is here man-
ifested only by his fur-trimmed and embroidered dragon robe; the solem-
nity of the moment is communicated by the decorum of the sitters and by
the serious expressions on their faces. Facial planes are demarcated by
extremely subtle gradations of wash, with an even, frontal lighting creat-
ing only a hint of shadow along the sides of his face. The emperor
demanded to be depicted as he was in fact, not as the eye might happen
to see him momentarily from one or another angle. Here it is not so much
Lang Shining’s technique which reveals his Western training but rather
his acute perception of the emperor’s personality and character: com-
posed and obviously determined but yet not wholly sure of himself and
the future.

Comparison of the 1736 handscroll with an unsigned painting depicting
the emperor seated on a dragon throne and in full court regalia reveals
again the hand of Lang Shining.”? While formal portraits such as this
were a staple of many Academy artists, Lang’s hand is revealed not only
in the attention given to psychological characterization but also by the
compelling illusionism here; within the pictorial space three-dimen-
sional objects are structurally related in clear and convincing fashion. In
this more official type of portrait the ruler’s human vulnerability is
masked by the imperial facade.

Virtually every aspect of the Qianlong emperor’s life can be illustrated
via portraits done of him by Lang Shining. In a portrait dated to 1758 we
see the emperor functioning as commander-in-chief, depicted in full
battle armour as he moves against the Mohammadans of Turkestan. In
another portrait, one dated to 1741, the emperor appears as master of the
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hunt, leading a long file of thousands of retainers through the moun-
tainous region north of Hebei.* The emperor, whose visual eminence is
ensured by placement and lighting, faces the viewer directly; while this
frontal view tends to slow the forward momentum of the column, it also
suggests that even on a hunt the emperor is the stable. fulcrum of the
universe. The tripartite mountainous setting suggests comparison with
an earlier Chinese painting, Emperor Minghuang's Journey to Shu, while
the strong patternization of the picture surface suggestively parallels the
fifteenth century Journey of the Magi, a fresco done by the Florentine
painter Benozzo Gozzoli (1429-1497).

The Qianlong emperor was acutely conscious of the danger to Manchu
identity posed by the lure of Chinese culture and the possibility for
complete sinicization of their minority ruling group. He therefore made
strenuous efforts to preserve and inculcate important values derived from
Manchu tribal life, of which the horse was a mainstay. Many of Lang’s
portraits thus feature the emperor as master of horses. In a handscroll
done in 1744, Lang was responsible for the figures and horses while
Tangdai, a Manchu bannerman who also served in the Painting Acad-
emy, provided the landscape setting. The painting is titled Chunjiao
Yuejun Tu, ‘Inspecting the Prize Horses in Spring Fields:” The steeds here
being inspected by the emperor are likely those presented to the throne
the previous year by the princes of the commanderies of Ka’erka and
Ke’erqin. At the time of their submission Lang had done a series of ten
large portraits which bear inscriptions giving their names and sizes in
Chinese, Manchu and Mongolian.*® The documentary nature of the
series is obvious even today, but from the emperor’s point of view the
Spring Fields handscroll had no less an historical basis. The didactic
nature of the work becomes clear only when we realize that inspection of
one’s horses may have been the pleasure of a Chinese emperor but was an
important responsibility of a Manchu bannerman.

One of the finest of Lang’s later portraits of the Qianlong emperor is the
1757 handscroll Kazaks Presenting Horses in Tribute.”” The emperor sits on
a dais, attended by five of his officials; two more officials link the Chinese
group on the right with the three Kazaks and their tribute horses on the
left. Lang’s portrayal of the emperor’s countenance conveys again a
strength of will and character but also a certain weariness and even
suspicion. For the three years prior to this painting the emperor had been
greatly troubled by problems with the Western Mongol tribes which had
necessitated military solutions. In 1755 a Mongol leader and ten thou-
sand of his followers were routed by the determined charge of one of the
Imperial Guardsmen and twenty-five of his men (Figure 3). The emperor
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Figure 3. Giuseppe Castiglione, Ayuxi Assailing the Rebels with a Lance. Collection
of the National Palace Museum. Taiwan, Republic of China.

ordered Lang Shining to depict the valorous guardsman and himself
composed a poem for the scroll so that ‘a thousand autumns hence this
man will be known’?® Another of the Mongol leaders had in the mean-
time declared his allegiance to the emperor but then rebelled again. The
large armies sent to defeat the rebel were successful but the leader
himself escaped to safety with the Eastern Kazaks, who at first refused to
surrender the fugitive. In 1757, however, the leader of the Eastern Kazaks
concluded that discretion was indeed the greater part of valor and sent
these tribute horses and other gifts to the emperor as tokens of his
allegiance. The stability of that newly-pledged loyalty was thus still in
question when Lang painted this portrait, which captures perfectly the
emperor’s justifiable mood of skepticism. Horses from the Western
regions had reached the Chinese court as early as the Han dynasty,
during the reign of Wudi, and the Qianlong emperor’s achievement in
subjugating that same region allied him with the great emperors of the
past. Lang’s painting thus records a specific event but one which had
historical associations, and his work catered to the emperor’s liking for
well-painted portraits of horses while yet satisfying his imperial need for
image enhancement.

The imperial image subscribed to by the Qianlong emperor had as well a
cultural component: the emperor as patron of the arts and cultivated
man of letters. In a portrait done around 1745 Lang thus depicted the
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emperor relaxing in a garden setting, surrounded by the accouterments
of a literatus while viewing a painting held up by attendants.?” That
painting-within-a-painting illustrates the well-known Buddhist theme
of saoxiang, literally and pictorially ‘Sweeping the Elephant’ but
homophonous with different characters meaning ‘sweeping away illu-
sions! The actual painting being viewed here by the emperor, one done in
1588 by the late Ming artist Ding Yunpeng, was then in the imperial
collection.” A white elephant was held to have transported the sacred
sutras from India to China and was therefore the customary vehicle for
the Bodhisattva Samantabhadra, the seated spectator to the right in
Ding’s painting. In Buddhist iconography Samantabhadra represents
fundamental Buddhist law and practice. The red-robed figure in the
lower right accompanied by a lion is the Bodhisattva Manjusri, who
represents knowledge of those fundamental Buddhist laws and practices.
The similarity of composition and coloring between the two paintings
tends to suggest that in Lang’s work, beneath the objective visual
description of the emperor viewing a painting, lies a more profound
identification of the ruler with Buddhism. This suggestion is given
explicit form in a painting done in 1770 by Ding Guanpeng, another court
painter.’! In this later work the familiar features of the Qianlong emperor
are given to the seated Bodhisattva and hence present him as the literal
manifestation of Buddhist law and practice. And in the ultimate example
of imperial apotheosis, an anonymous work done around 1760, we find
the Qianlong emperor posed as the visual and cosmic center of a Lamaist
mandala.>? The contention that the Qing rulers were successive incarna-
tions of the Bodhisattva Manjusri was taken seriously by the Qianlong
emperor, and his personal religious convictions formed part of the con-
text in which his relationship with Lang Shining evolved.

The function of all court painters was, in a general sense, to make
manifest and to consecrate the glory of the emperor and his reign.
However, amongst the scores of Qianlong era court painters Lang
Shining occupied a special place in the eyes of the emperor. In part this
was because of the emperor’s great liking for the verisimilitude of Lang'’s
paintings. Lang thus contributed greatly to the emperor’s everyday plea-
sures. For example, for the Sanxi Tang, the emperor’s personal study,
Lang designed an illusionistic wall mural which appears to extend the
boundaries of the room itself; in the central roundel appears a portrait of
the emperor, holding a branch of blossoming plum.** Over the years the
emperor assigned many Academy artists to study with Lang, and one of
them, Jin Tingbiao, assisted Lang with this mural. Lang was also valued
for his knowledge of Western architectural styles. Between 1747 and 1759
Lang designed a series of buildings in Italian style for the Yuanming
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Yuan, one of the favored residences of the emperor.* Lang’s talents were
also called into service quite often to record the tribute sent in many
forms and from far distant countries; such paintings were frequently
inscribed by the emperor himself or by high officials at the ruler’s behest
(Figure 4). The proboscis monkey here, for example, was submitted from
northern Vietnam, and Lang’s painting of it was graced by a descriptive
poem composed by the emperor and written out by Yu Minzhong
(1714-1780), a powerful official and intimate of the emperor.

We should not conclude, however, that the Qianlong emperor was wholly
accepting or totally uncritical of Lang’s style of painting. We have already
noted the emperor’s dislike of strong contrasts of light and dark and
especially facial shading in portraiture; those strictures forced Lang to
modify his earlier, purely Western style of painting. The emperor’s deep
involvement with the art produced by his foreign artists is suggested
by a letter written by a French Jesuit to accompany a drawing by
Lang Shining.

When the Emperor desires a painting for one of his apartments or rooms, he
usually conducts the European painter to view the location, where they
carefully examine what would be suitable. Whether the Emperor himself
selects the subject of the picture or whether he leaves the choice to the painter,
it is necessary to prepare a small sketch and present it to his majesty. Only after
its acceptance can work commence on the painting. The drawing which we
are sending was prepared in this way. It was offered to the Emperor, who
accepted it, and then a large painting was made. We should not presume by
assuring that the painting agrees entirely with the drawing, because the
Emperor, by a unique favour, allowed full liberty in this to Brother Castiglione.
The Emperor himself, who so often used to come to the atelier, took such an
interest in pictures, as at times to require changes and would himself trace
them with a crayon, as we once were a witness, to our great astonishment.”

Perhaps the emperor’s ultimate judgement on Lang’s art is contained
in the imperial comments written about a series of horse paintings done
by Lang in 1763. In that year the kingdom of Aiwuhan, modern
Afghanistan, submitted four horses of an Arabian type somewhat dif-
ferent from those of the Western regions. Of Lang’s effort the emperor
commented:

Occidental paintings and drawings
Transmit by another method,
1 once ordered, in line-suppressed style
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Figure 4. Giuseppe Castiglione, The Monkey of Vietnam. Collection of the National

Palace Museum. Taiwan, Repbulic of China.

These horses to be drawn;

The color was applied fine and dense

And minutest details were put in,

And they looked just like the four steeds
Ascending sandy banks.

But while resembling they only resembled
And so yield to ancient models.*
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Ilusionism, according to the emperor, was not the sole standard by
which a painting could be judged; a painting could also signify or evoke
some content beyond the immediate forms of which it was composed.
One could in fact contest the validity of the emperor’s judgement by
pointing to the subtle stylistic references made here by Lang to a painting
of oxen attributed to the eighth century Tang master Han Huang, but the
statement still indicates that on occasion the emperor found at least some
of Lang’s works overly realistic and insufficiently evocative.

But if we then conclude that Lang’s style even at the end of his career was
not purely Chinese, we must also admit that his works are just as clearly
non-Western. In their media, their even lighting and lack of cast
shadows, and their attention to local detail Lang’s works are Chinese.
Other Chinese aspects of his style are clarified by comparison with a
contemporaneous Western oil-painting, a portrait of Whistlejacket com-
pleted in 1762 by George Stubbs (1724-1806).>” While both paintings can
be termed illusionistic, Stubbs emphasized what the eye could actually
see while Lang painted what the intellect knew to be there; Stubbs
simulated reality, Lang recorded it. The tri-lingual inscription and impe-
rial seals added to Lang’s work emphasize the reality of its two-dimen-
sional surface while the Marquis of Rockingham, the owner of
Whistlejacket, would never have dreamed of so destroying his illusion of
reality. Some might characterize Lang’s style as buzhong buxi, neither
Chinese nor Western; a more just formulation would find it youzhong
youxi, both Chinese and Western, in recognition of the truly unique style
Lang created.

In light of that achievement it is all too easy to forget that Lang was not
motivated by purely aesthetic goals and artistic concerns. His sole pur-
pose in serving the emperor so assiduously was of course to further the
goals of the Jesuit mission in China. Lang’s close association with the
emperor began before the latter ascended the throne and continued
throughout the remainder of Lang’s life. During the first year of the
Qianlong emperor’s reign he was entreated by various high officials to
continue the ban on all evangelists save those expressly invited to serve
the court. The Jesuits had already lost their privileged position and many
of their court supporters and hence entrusted Lang Shining with the task
of presenting a petition requesting mitigation of the prohibition. ‘On May
3rd; according to a missionary account of the event,

the Emperor came as usual to sit by him and watch him paint. The Brother laid
down his brush and, suddenly assuming a sad expression, fell to his knees and
after uttering a few words interspersed with signs concerning the condemna-
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tion of our Sacred Law drew from his breast our Memorial wrapped in yellow
silk. The eunuchs of the presence trembled at this Brother’s audacity, for he had
concealed his purpose from them. However, the Emperor listened to him
calmly and said to him kindly: ‘I have not condemned your religion; I have
simply forbidden the people of the Banners to embrace it! At the same time he
signed to the eunuchs to receive the Memorial and turning to Castiglione he
added: ‘1 shall read it, do not worry, and go on painting:*

Lang’s act was both courageous and extremely dangerous. By Chinese
law he was not permitted to submit written memorials to the emperor
and he had been further warned to say nothing to the emperor save in
response to direct questions. The penalty for such audacity could well
have been death. The emperor’s forbearance was undoubtedly motivated
by his feelings of friendship for Lang and not simply by his respect for the
artist’s talent.

In the following year, 1737, the emperor issued another proclamation
calling for rigid suppression of the Christian religion. Despite the
increased personal danger, Lang again determined to intervene
personally.

On 14 December at ten in the morning the emperor entered the apartment in
which Brother Castiglione was busy painting. He asked him a number of
questions concerning painting. The Brother, overcome by grief and sorrow at
the order given the previous day, lowered his eyes and did not have the strength
to reply. The Emperor asked if he was ill. ‘No, Sire, he answered, ‘but I am
deeply dejected’ Then, throwing himself to his knees: ‘Your Majesty, Sire,
condemns our holy religion. The streets are full of posters proscribing it. How
can we, after that, calmly serve Your Majesty? When the order that has been
given is known in Europe, will anyone be willing to come to your service?’ ‘I
have not forbidden your religion to you Europeans; said the Emperor, ‘You are
free to practise it, but our people must not adopt it’*®

During succeeding years the prohibition was relaxed to some degree but
in 1746 was again strictly enforced. Five Spanish Dominicans were
arrested and brought to trial. For the third time Lang attempted to sway
the imperial will:

... The following day he was sent for by the Emperor himself, who wished to
give him the drawing for a new painting. As soon as the Brother was in the
Emperor’s presence he fell to his knees and, after expressing his thanks, said to
him: ‘I beg Your Majesty to take pity on our disconsolate religion! At this
demand the Emperor changed color but did not reply. The Brother, imagining
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that he had not been heard, repeated what he had just said. Then the sovereign
answered: ‘You Europeans are foreigners, you do not know our manners and
customs. I have appointed two grandees of my Court to take care of you in
these circumstances’*

The leader of the Dominicans was executed in 1747, the remaining four
the following year. Lang’s personal qualities and artistic talent thus
ensured him continued and very privileged access to the emperor, but the
Qianlong emperor, himself a Bodhisattva incarnate, remained unmoved
by Lang’s personal testimony of Christianity.

Despite the apparent failure of Lang to achieve his personal goals in
serving three emperors of China, a letter sent to him in 1755 by the Father
General in Rome suggests that Lang admitted of no defeat but remained
firm in his belief in the validity of such service:

I have not forgotten. ..the painter whom you have asked for so that you may
instruct him during your life and leave him as your successor in the art which
so aids the progress of the mission and the Society.*

Although Lang Shining is remembered today mainly as a court painter,
that activity was but one manifestation of his total commitment to God.
The sentiments recorded by Father Attiret, Lang’s close friend, were those
of Lang as well:

Just imagine that I am considered well rewarded by seeing him [the Emperor]
every day. This is about all the payment I receive for my work, if you except a
few small gifts of silk or something else of little value and which in any case
come rarely. But this was not what bought me to China nor is it what keeps me
here. To be on a chain from one sun to the next; barely to have Sundays and
feast days on which to pray to God; to paint almost nothing in keeping with
one’s own taste and genius; to have to put up with a thousand other harass-
ments which it would take too long to describe to you; all this would quickly
make me return to Europe if I did not believe my brush useful for the good of
Religion and a means of making the Emperor favourable towards the Mission-
aries who preach it. This is the sole attraction that keeps me here as well as all
the other Europeans in the Emperor’s service.*

When Lang died on 16 July 1766 in Beijing, the Emperor honored him
with the following memorial:

The Westerner Lang Shining entered service to the Inner Court during the
Kangxi era. He was very diligent and willing and was once awarded the third
official degree. Now that he has fallen ill and passed away, we think on his long
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years of duty and the fact that his years were close to eighty. Following the
precedent established in the case of Dai Jinxian (the Jesuit Father Kogler), we
bestow on him the official rank of Board Vice-president as well as three
hundred taels of silver from the Imperial Treasury and will arrange the burial
so as to manifest our abundant distress.*

Lang Shining was then buried outside of Beijing on land donated by the
emperor and with a stone tablet recording the emperor’s words.
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Approaches to
Painting at the Qianlong Court

Claudia Brown

For nearly fifty years, western and Chinese scholars showed little interest
in the prodigious output of the Academy of Painting at the Qianlong
court. ‘Re-discovery’ of this artistic institution began to take place in
1985 with the appearance of several major articles and exhibitions
devoted at least in part to the Qianlong academy. These included a study
by Kohara Hironobu' of the Qianlong emperor’s connoisseurship of Chi-
nese painting, a study by Yang Boda? of the structure of the academy
based on archival materials, and two major loan exhibitions from the
Palace Museum, Beijing, one held at Seibu Museum of Art’> and other
Japanese museums, and the other held in Berlin,* both of which promi-
nently featured Qing court painting. With the exception of Yang’s study,
however, these dealt more with the imperial collection as such than with
the creative activity of the painting academy. A different approach was
followed in an exhibition devoted specifically to painting of the Qianlong
period, within and outside the court, which opened in Phoenix in
August of 1985.° The exhibition attempted to explore as a whole the
neglected area of painting in the later two-thirds of the eighteenth
century and to place both the court academy and the independent
‘eccentric’ artists in their broader context. This became the goal of a
symposium organized in conjunction with the exhibition, held on 3-5
October 1985, papers from which are published in revised form in the
present volume.

The last time eighteenth century court paintings had attracted such
interest was in the 1930s when the newly established Palace Museum
undertook to bring its remarkable riches to the public’s attention.® After
war dampened this initial enthusiasm, interest in the Qing court acad-
emy languished. During the 1950s and 1960s the Palace Museums of
Taipei and Beijing seemed to put their emphasis on the ancient —
especially Song — works in their collections, a direction which lent
credence to each in its claim to cultural leadership.
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Meanwhile scholars in the West were searching for the authentic Song
and Yuan styles upon which to base a stylistic history of Chinese paint-
ing. If Ming painting seemed derivative, aside from the work of a few
painters of genius, then Qing painting was late and decadent.” The sub-
genre of court painting® was not exempt from the paradigm of deteriora-
tion, and eventually the model was laid over the Qing period itself, so
that the earlier Kangxi academy was believed to have set a level of quality
never again attained. The position was stated succinctly by Heilesen in
1980: ‘the quality of documentary court painting steadily declined dur-
ing the eighteenth century’® Although the attitude persists even in recent,
serious studies of Qing court painting — Qianlong works may be presup-
posed to be paler, weaker reflections of their Kangxi precedents — it is
now mitigated by a recognition of the changing requirements of imperial
taste. Consider, for example, Hearn'’s assessment of the Nanxun series by
the Qianlong court artist Xu Yang,' in which Xu'’s unification of the
pictorial space and simplification of the narrative themes is interpreted in
part as a reflection of his inability to equal the complexity of the Kangxi
period Nanxun scrolls, but also as a reflection of the different require-
ments of the Qianlong project.

Contributing to the neglect of the Qing academy was the mid-twentieth
century preference in the West for the art of the avant-garde, and the
consequent rejection of all that was conservative, traditional or ‘aca-
demic’ In the field of Chinese art, this was fortified by Chinese theories of
the yi (‘untramelled’) approach to painting and eventually by aspects of
the theory of literati or scholar’s painting, which emphasized the inde-
pendence of the artist and denigrated the academic tradition. Western
scholars have at times tended to attribute an anti-establishment outlook
to the scholar-artist, neglecting the fact that for most the prospect of
gaining imperial patronage was highly desirable. Recent studies have
begun to recognize court service as a high achievement for a painter.
Heilesen describes the appointment of Wang Hui as director of the
Nanxuntu project as the artist’s ‘crowning success, and describes Wang
Yuangi'’s directorship of the Kangxi Wanshou Chang Tu in similar terms. "
In some cases anti-Manchu sentiments have been ascribed to individuals
for whom such attitudes probably played a minor, even insignificant role.
Assessing the cultural milieu of Yangzhou at the middle of the eighteenth
century, Chou has remarked that modern scholars have at times pre-
ferred ‘to dwell on racial tension as the setting and cause for any bril-
liance in the art and literature of the period; and have ignored the general
acceptance of the Manchu reign.'? The resulting distortion not only
obscures the complex motivations of artists of the period but also poses a
false dichotomy between disaffected artists and artist-scholars who
matriculated in the bureaucracy.
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Europeans, perhaps more comfortable with an academic tradition
because of their own institutions (such as the Royal Academy in London
or the Ecole des Beaux-Arts in Paris), have taken more interest than
Americans in the Qing academy.” Their scholarship in this area was
stimulated by the Qing academy works which had entered European
collections in the aftermath of the Opium War. Moreover, the paucity of
Song and Yuan paintings in European collections kept interest centered
on the Ming and Qing at a time when American scholars were preoc-
cupied with the Song and Yuan periods. The European investigation of
the Qing painting academy was restricted largely to studies of Jesuit and
other missionaries who worked as artists there. Based on Jesuit docu-
ments as well as paintings and prints in European collections, scholars
contributed important studies on the missionary artists in general,' on
Giuseppe Castiglione'* and more recently on the Mulan scrolls.'® These
monographs on the European artists at the eighteenth century Chinese
court were not accompanied, however, by interest in the Chinese artists
of that institution. A notable early exception was Roger Goepper’s mono-
graph on the Manchu court artist Tangdai, published in 1956."

One outgrowth of these studies was a preoccupation with identifying the
impact of European painting on the Chinese tradition. While this legiti-
mate avenue of investigation produced important studies,' it has also
promoted a search for a ‘western-influenced” style of the Qing academy.
Striving to isolate this ingredient, some scholars have overlooked the
extent to which eighteenth-century court painting was deeply rooted in
Chinese tradition. Elements of pictorial realism have been ascribed con-
veniently to Western influence rather than, more convincingly, to the
revival of the representational painting styles of Song, Yuan and Ming.
The study of old paintings at court provided the major source for illu-
sionistic painting in the academy.” With regard to the style of the mis-
sionary artists themselves, it has long been recognized that under
imperial patronage they developed a new manner of painting in Chinese
ink and colors on paper or silk incorporating some devices of Western oil
painting, above all chiaroscuro shading.” But they also appear to have
developed a modified style in oil in which shading was reduced and
formal, frontal poses were adopted.” These modifications, intended to
make the oil paintings more palatable to the Chinese, reflect a cultural
accommodation far more subtle and complex than what the simple term
‘Western influence’ implies.

The preoccupation with identifying the influence of European art on that
of China can be seen as the art-historical equivalent of what Paul Cohen
has called a ‘Western-centric’ approach in American scholarship on
nineteenth and twentieth century China* — a view, ultimately ethno-
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centric, which interprets Chinese history in terms of the Western impact
upon it. Overemphasis on the interaction of China and the West has as
subtly skewed our perception of Qing painting as it has our perception of
modern Chinese history. A related problem is the tendency to look for
signs of decline in the culture of a period which has been blamed by
modern historians for China’s nineteenth and twentieth century political
hardships. Thus Kahn seems to reduce the Qianlong emperor’s continua-
tion of ceremonial art patronage to the level of tasteless self-indulgence
and the eighteenth-century mutual emulation of artistic ideas by China
and Europe to an ‘exchange of superficialities’*

While the Qianlong emperor’s role as a patron of art has received rela-
tively little attention until recently, his significance as collector has never
faded from view. Critical attitudes toward his collecting activities have
varied. Many have lamented the presence of his seals: the large seals of
earlier emperor-collectors seem less obtrusive, possibly because their
collections are dispersed while that of Qianlong, on the contrary, sur-
vives in discrete clumps in Beijing and Taipei, and works which left the
palace in the late nineteenth and twentieth centuries continue to appear
prominently on the art market. Many have complained that Qianlong’s
inscriptions and colophons intrude upon the great works he collected.
The emperor’s confidence in appending his comments reflects his suc-
cessful absorption of the literati ideal and his keen interest in connois-
seurship. The article by Kohara in the present volume discusses these
motivations in depth. Some have attributed the supposed decline in
eighteenth and nineteenth century painting to the fact that so many old
paintings were tied up in the palace collection.* In a 1978 lecture, Lothar
Ledderose remarked that although ‘even modern scholars are still under
the spell of the great emperor collectors, no scholarly study of the impe-
rial art collection has been made so far?” While his own studies have led
the way in examining the early palace collections of China, other
scholars recently have begun to systematically analyze the vast Qianlong
collection. Compiling statistical data from the three editions of the impe-
rial catalog, the last completed in 1816, Howard Rogers* has brought to
light evidence that the collecting of art at court was inextricably bound to
patronage of its artists: of 15,000 paintings and calligraphies in the
imperial collection, two-thirds had been painted since 1644. The very
process of reviewing and cataloging old paintings brought about the
creation of new works in the form of colophons, including some pictorial
colophons,?” and in the form of copies, both free and exact.

Within this Qing portion of the collection, Rogers found that 7,500
paintings and calligraphies were by government officials, princes, and
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emperors, while only 1,200 were by artists assigned to the Academy of
Painting.” This extraordinary degree of participation by scholar-
bureaucrats underscores the fallacy of drawing a simple dichotomy of
style between court-painting and that of independent artists of the eigh-
teenth century. The scholars at court who painted drew their inspiration
from the same sources as did those who did not seek or failed to attain
high official position. Both groups shared similar education and the early
aspirations of many of the ‘eccentric’ painters might well have led them
into the court: Jin Nong, for example, was unsuccessful in his attempt to
qualify for court service. Hua Yan, too, was frustrated in his bid for
service in the capital. The remarkable stylistic range of these artists thus
stems not from their backgrounds but from the unprecedented liveliness
of the private patronage of painting in Yangzhou.

Among the most revealing studies of the Qing academy are those of Yang
Boda® based on scrutiny of the palace archives in Beijing. His work has
brought to light actual practices of the academy, including methods of
commission and payment, dispensing of materials, and assignment of
painters to specific studios, and also has shown the close personal
involvement of the emperor in many projects. No doubt the archives will
yield yet more information, but an even more important resource will be
the sizable holdings of court paintings in the Palace Museum, Beijing,
and the National Palace Museum, Taipei.’’ These form a resource of
documented paintings unparalled in other areas of Chinese painting.

If Qing court paintings have not always been treated seriously as works of
art, they have consistently been valued as historical documents. Indeed,
the recent surge of interest in the Nanxun scrolls stems in part from the
appreciation of their documentary value. Military pictures, too, have
received considerable attention for their historical content.’? Such other
themes as the glorification of empire, the unification of outer regions, the
benefactions of the emperor, and filial piety within the imperial family
have been studied in some depth by historians,”* and yet the full meaning
of such paintings, upon which historical interpretation must ultimately
depend, has yet to be worked out.**

While the theme of glorification of the unity of the empire was clearly
important, such other themes as the emperor’s personal identity as
‘scholar-literatus” may have been an even greater preoccupation of the
court. When taken together the portraits of the emperor as scholar or
scholar-artist and the remarkable number of paintings and calligraphies
by the emperor himself** argue persuasively that this was an overriding
personal concern. Other motivations of the court clearly included
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religious ones, as shown by the significant number of Buddhist subjects
painted by academy artists.*

The revival of interest in Qianlong court painting has paralleled a
resurgence of interest in decorative arts of the Qianlong period, including
porcelain, cloisonné and painted enamels, lacquer, metalwork and glass.
In both areas, a shift, perhaps a curtailment, in production of court-
sponsored art around 1760 has been recognized.” What Yang Boda has
identified as a reorganization of the Huayuan Chu and the Ruyi Guan
coincides with an identifiable decline of activity in realistic court paint-
ing of the sort practiced by the professional court painter (as opposed to
the scholar-official-painter).*® Coincidentally there was an increased
appearance of painted decoration on porcelain and an upsurge in
painted enamels — a trend which may stem from the reassignment of
painters to the Falang Chu (enamelling workshop).* Information such as
this may at last allow the development of a stylistic history of Qianlong
court painting.

The recent resurgence of interest in Qing court painting has followed a
few paces behind the movement to re-examine academic painting in
Europe. There is a new appreciation of the merits of a system which
rewarded professional skills with commissions on a grand scale and
provided advanced training for a younger generation of artists. If the
potential for a stifling influence was ever-present, the potential for great
accomplishment was also strong. Moreover, the well-documented nature
of academy painting gives its study an important advantage. As other
academies documented their own activity, so did the Qianlong one. The
internal documentation and criticism of Qianlong court painting appears
most prominently with the commission of the Bidian Zhulin and Shiqu
Baoji in 1744,* but inscriptions, colophons and imperial seals alsa served
as official documentation. In a field where scholars and connoisseurs
have long complained about the lack of unequivocally documented
paintings, it is ironic that so few studies of the Qianlong material in
palace collections have been undertaken.

Although the notion that the painter gives form to government propa-
ganda or imperial images is antithetical to the literati ideal, the Qianlong
academy institutionalized literati theory and made an orthodoxy of it.
Future studies may reveal how this theory of artistic independence was
adapted to function as an establishment doctrine.* Moreover, while most
scholars are careful to distinguish between official-painters and court-
painters, the complex stylistic relationship between their works has yet to
be elucidated.
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Chongyue and published in thirty
installments through the mid-nine-
teenth century at Canton. The Ma
brothers’ writings appear in the ninth
installment. These works are listed and
described in Tu Lien-che’s biography of
Ma Yueguan in ECCP, 1, 559-560.

50. See Fang Chao-ying’s biography of
Hang Shijun in ECCP, 1, 276-277; and Sun
Kekuan, ‘Li Fanxie; p. 13.

51. For Tao’s oft-debated birth date, I
accept the arguments offered by Wang
Shumin, Tao Yuanming Shijian Zhenggao
(Taipei, 1975), pp. 542-543.

52. Barnhart, Peach Blossom Spring,
especially pp. 12-16.

53. Tao Qian’s symbolic significance for
later times has been touched upon in my
article ‘Confucian Eremitism in the Yuan
Period; in A. E Wright ed., The Confucian
Persuasion (Stanford, 1960), pp. 220 and
236-237.

54. Statements about Quan’s rashness
and vulnerability in the literary inquisi-
tion appear in his biography by Fang
Chao-ying in ECCP, 1, 203-205. The point
has been developed still more pointedly
by Huang Yunmei, ‘Shilun Quan
Zuwang de Biaozhang Mingji Zhongyi ji
qi Wenxue Tezheng, Wenshizhe (Shan-
dong University: Qingdao, 1958), no. 2,
Pp. 46-52.

55. The academy, originally east of the
city, was founded in 1528 to commemo-
rate a visit by the eminent Neo-Confu-
cian philosopher and scholar-official
Zhan Ruoshui. When the prefect of
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Yangzhou in 1592 dredged the waterway
adjacent to the west city walls and used
the earth removed from it to create the
line of low hills later called Plum
Blossom Ridge, the academy was moved
to that site; it suffered the ups and downs
typical of private academies in the late
decades of the Ming. For a brief account
of this history, see Yangzhou Huafang Lu,
Jjuan 3, entry 8.

56. Mingshi (Beijing, 1974), XXIII,
7022-7023.

57. Quan Zuwang, ‘Meihua Ling Ji; in
Jieqiting Ji, Waibian, juan 20, pp. laff.
Earlier in this memoir Quan says that Shi
Kefa, knowing resistance would prove
hopeless, prepared for his death, saying:
‘Iswear to die with the fall of the city, but
in the confusion I must not be taken by
the enemy to die at their hands. Who in
that extremity will help me achieve the
ultimate duty (dajie)?” The Vice Com-
mander, General Shi Dewei, with a
noble-minded impulse, agreed to
assume that responsibility. Shi Kefa said
to him: ‘I still have no son. Since you
bear the same surname, I shall regard
you as my heir. I shall write a letter to my
mother naming you among her grand-
sons.” Because Shi Dewei left to conceal
Shi Kefa’s last testament in a place of
safety, he was not with the group taken
before Prince Dodo, so did not die there.
Later he sought the corpse amid the dev-
astation of the looted city in order to give
it proper burial on Plum Blossom Ridge
and unable to find it, assembled the cap
and robes and other personal items for
internment there. Thus he carried out his
duty to his newly acquired step-father.
58. Yu Ying-shih, Honglou Meng de
Liangge Shijie especially pp. 147-208.
Andrew Plaks, Archetype and Allegory in
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the Dream of the Red Chamber (Princeton,
1976), especially Ch. viI, “The Chinese
Literary Garden; provides indispensable
background for understanding the
garden in that great eighteenth-century
literary masterpiece. In a forthcoming
work on the four great sixteenth-century
novels Andrew Plaks also has discussed
the symbolism of the garden in the anon-
ymous Jin Ping Mei as microcosm of the
flawed court and decaying empire in the
Wanli period (1572-1620) of the late
Ming. The Chinese garden carries heavy
and varied conceptual freight. The Ma
brothers’ desire to capture the literary
gathering in their Xingan ‘Garden of
Temporary Retreat’ must be understood
as an invocation of several traditions and
conceptual currents. In the history of
painting the literary gathering in an ide-
alized garden setting goes back at least to
a painting attributed to Li Gonglin of the
eleventh century. Many copies of that
Northern Song prototype were known in
Ming times. See Ellen Johnston Laing,
‘Real or Ideal: The Problem of the
‘Elegant Gathering in the Western
Garden’ in Chinese Historical and Art
Historical Records, Journal of the Ameri-
can Oriental Society, Vol. LXXXVIII, no. 3
(July-September 1968), pp. 419-435. (I
am indebted to Matthew Kercher for
calling this to my attention). Wai-kam
Ho in Eight Dynasties of Chinese Painting,
p- 375, has drawn attention to a painting
by Xie Huan made in 1437 to commemo-
rate a gathering of high officials in a
Beijing garden. That painting later was
owned by the Ma brothers, so may have
served as one of the models for their
painting. In any event, the ‘elegant
gathering’ idea appears repeatedly in art
and literature and had become a cliché.

The Ma brothers’ painting of their
‘elegant gathering, however, unlike the
Li Gonglin attribution and the Xie Huan
painting, does not celebrate the off-duty
pursuits of high officials, thereby idealiz-
ing official life. Instead it clearly rejects
official connections. Furthermore the
garden as an ideal place in the Dream of
Red Chamber becomes a wholly imagin-
ary realm to affirm a higher truth. The
Ma brothers” Temporary Retreat, on the
other hand, is within the real world that
it nonetheless deplores. Thus we find
both shared and unique elements in it.
59. Harold L. Kahn, ‘A Matter of Taste,
explores this theme at length.

60. Recent social historians have cited
the passage in Honglou Meng, juan 16, in
which members of the Jia household
gossip about the costs of the emperor’s
visits. See David Hawkes, trans., Story of
the Stone (Penguin edition), pp. 314-315.
There can be no doubt about the cyn-
icism conveyed by this passage.

61. Wang Yushu, the owner of the Jiu-
feng Yuan in 1743, appears in the paint-
ing of the Literary Gathering; he was an
Anhui merchant and resident in
Yangzhou. For satirical comment on the
loss of the two ‘peaks’ to the avaricious
emperor see Qian Yong (1759-1844),
Liiyuan Conghua, juan 20, pp. 533-534,
‘Jiufeng Yuan’

62. On the Lu Jianzeng and Shen
Degian cases, see their biographies in
ECCP, 1, 541-542 (by Tu Lien-che) and 11,
645-646 (by Li Man-kuei) respectively.
63. For a typically vitriolic modern com-
ment on the emperor as artist and con-
noisseur the following is of interest. It is
in an essay commenting on imperial art-
ists of all historic periods. See Zhu
Xingzhai, Shuhua Suibi (Singapore,



n.d.), p. 85:

‘Emperor Gaozong [Qianlong] of the
Qing must be considered the last figure
among emperor painters. Zhang Geng'’s
Guochao Huazheng Lu [“A Record of
Painting in the Present Dynasty; 1739] in
its account of Gaozong’s imperial art
says: “In sureness of force he surpasses
Shen Zhou, and in pure refinement he
exceeds the Song and Yuan masters; in
comparison Zhao Mengfu, Wang Mian,
Chen Chun are scarcely worth mention-
ing” He praised him preposterously; it
could not be more disgusting. It is totally
the voice of a slave toward his master. To
compare the Qianlong Emperor’s paint-
ings with those of the Song and Yuan is
like comparing a puddle to the boundless
ocean, or an ant to an elephant; they are
simply too disparate to permit their
being mentioned together. Moreover, to
go on and say that “Zhao Mengfu, Wang
Mian and Chen Chun are not worth
mentioning, that truly is “groundless”;
it is an example of “pure rubbish, quite
without sense” To tell the truth my rea-
son for mentioning the Qianlong
Emperor at all is not to say that his art as
a painter was in any way remarkable,
but is because he promoted the arts, col-
lected widely, commanded the compila-
tion of the Bidian Zhulin, Shiqu Baoji and
other such catalogs, and was not without
some minor contributions toward the
preservation and fame of our nation’s
traditional calligraphy and painting. In
fact, however, scarcely an item among
the great masterworks that have come
down to us in the imperial palace collec-
tions was so fortunate as to escape the
imposition of his “imperial colophons”
His awkward poems are everywhere, too
vulgar for words, blotches [on the works
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of art] that must be looked upon as one
would the flaws in otherwise pure jade.
In my own opinion, whenever my eyes
fall upon the Qianlong Emperor’s impe-
rial inscriptions I always shake my head
sadly and heave a deep sigh. I believe
that any “true connoisseur” surely will
share these feelings:

Rehabilitating the Qianlong Emperor
will not be an easy task!

The Qianlong Emperor’s Skill in the
Connoisseurship of Chinese Painting
1. A fuller account can be seen in my
articles, ‘Kenrya Kotei no Gagaku ni
tsuite’ (On the Qianlong Emperor’s Con-
noisseurship), in Kokka (January 1985),
no. 1079, pp. 9-25; (March 1985), no.
1081, pp. 35-43; and (April 1985), no.
1082, pp. 33-41.

2. Aoki Masaru, ‘On Huang Gong-
wang's Dwelling in the Fuchun Mountains
Scroll, Aoki Masaru Zenshu (Tokyo,
1983), 11, 529ff. For criticism directed at
the emperor, see Zhang Gan, ‘How to
Authenticate Painting and Calligraphy,
Wenwu (1964), no. 3, p. 9; Zhu Xing-
zhai, ‘On Dong Yuan's Waiting for Ferry
in a Summer Day, Yiyuan Tanwang (Hong
Kong, 1972), pp. 154ff, esp. p. 154; Li
Lincan, ‘Fisherman-hermit on Flower
Stream by Wang Meng, Zhongguo
Minhua Yanjiu (Taipei, 1973), 1, 211ff,
especially p. 212 and p. 214.

3. See Xu, ‘On the Four Versions of River
and Hills before Rain by Huang Gong-
wang, Wenwu (1973), no. 5, pp. 62ff,
especially p. 63.

4. BDSQ-1, 11, 1242-1243; also BDSQ-3, 11,
518ff.

5. BDSQ-1,1, 2.

6. Emperor Qianlong, Qing Gaozong
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Yuzhi Shiwen Quanji (Taipei, 1976), Vol. I,
Leshan Tang Quanji (preface date: 1730),
passim; also Vol. 11, Yuzhi Shi Chuji (pref-
ace date: 1749), passim.

7. BDSQ-1,1, 2.

8. BDSQ-1,1, 246.

9. Yang Chenbin is of the opinion that
the painter of this scroll may not have
been Zhao Boju and agrees with
Qianlong’s evaluation. See his ‘A Mas-
terpiece of Landscape: Autumn Colors on
Rivers and Mountains, Gugong Bowuyuan
Yuankan (February 1982), no. 1, pp. 46ff.
10. See BDSQ-2, V, 2705.

11. See part IV of the present article.

12. BDSQ-2, v1II, 1. Zhang Zhao’s dates
are: 1691-1745; Liang Shizheng’s are:
1697-1763.

13. BDSQ-2, 11, 527-528. The work in
question is Painting and Calligraphy by
Early Ming Masters.

14. Included in the Album of Famous
Paintings from the Tang, Song, Yuan and
Ming Periods, see BDSQ-1, 11, 1222ff. For a
reproduction, see Osvald Sirgn, Chinese
Painting: Leading Masters and Principles
(New York, 1956), Vol. 111, pl. 97.

15. See BDSQ-1, 11, 998ff. The inscription,
which is not published here, appears on
the painting itself.

16. BDSQ-2, 1, 320ff; for the imperial
inscription, see p. 322.

17. BDSQ-2, 11, 970ff.

18. A similar approach may be seen in
his exegesis of the historical texts, Yupi
Lidai Tongjian Jilan (1767).

19. See BDSQ-2, 11, 971.

20. See Qianlong’s comment on Zhao
Chang’s Suichao Tu in BDSQ-2, IV, 1917:
‘This painting is so skilful in its depiction
of plants that one is of the mind that
none but Zhao Chang could have done

it. However, upon examining its com-

position, one finds that, even though its
lower portion is clear-cut, the narcissus
plant occupies nearly its half, and the
lake rocks were merely five cun in
height. The blossoms are so dense that
they leave little space for the rest, and the
branches cannot spread out. A master’s
treatment should not be like this! Also,
see his comment on Guo Xi’s Travellers in
the Mountain Pass, BDSQ-2, 11, 932: ‘Before
one begins to paint, one should first con-
ceive the whole image. This painting by
Guo Heyang exemplifies this saying.
Indeed it is the tempered brush of old
age, which surpasses his youthful urge
toward the clever effects...”

21. Seeimperial comments, dated 1746,
on Li Gonglin’s Nine Songs, in BDSQ-1, 11,
1203. Similar remarks can also be seen in
BDSQ-2, V, 2696 (on Li Gonglin’s The
Drunken Priest, in 1781) and p. 2707 (on
Li Tang'’s Summer in a Temple by the River,
in 1784).

22. BDSQ-1, 11, 956, imperial inscription
on Gu Hongzhong'’s Night Banquet of Han
Xizai.

23. Although he insisted that connois-
seurs should not rely upon labels or colo-
phons, he and the staff used such
documents in their decisions. See catalog
entries for the Tang attribution, Resting
after Embroidery, BDSQ-2,1, 286; and for Li
Gonglin’s partial copy of Wu Daozi’s The
Eight Classes of Gods and Demons, BDSQ-2,
VIII, 68-69.

24. See the catalog entry for Yan Hui’s
Hanshan, in BDSQ-3, X, 117. The staff
noted that they had already identified
the painter. Actually, in an entry for Yan
Hui in BDSQ-2, v11I, 117, for instance, all
they did was to cite a short passage from
Tuhui Baojian. They were contented with

using common sources, not bothering to



research further.

25. See BDSQ-2, 1V, 1945-1946.

26. For example, he criticized earlier
connoisseurs for their mistakes in the
transcription of names and dates or for
their misunderstanding of the historical
circumstances. See the following list of
paintings and the disputes surrounding
them:

Qian Xuan, Virtuous Ladies: After Gu Kai-
zhi, BDSQ-2, 11, 962-963.

+ Li Ji, Wild Birds, Grasses and Flowers,

BDSQ-2, 1V, 1990.

- Zhang Sengyou, Watching the Waterfall

under the Moon, BDSQ-2, V, 2611.
Han Gan, Presentation of Horses, BDSQ-2,
VI, 3154ff, especially p. 3155.

- Li Tang, Album: The Return of Wenji,

BDSQ-3, 111, 1472ff, especially p. 1475.

27. The staff described the methods of
research as advocated by the emperor:
‘The art of calligraphy and painting has a
rich tradition and heritage. Peiwen Zhai
Shuhua Pu gathered a vast quantity of
such data and is reliable as a reference.
His Majesty is both erudite and skilled in
connoisseurship. Regarding whether [a
work] is authentic or spurious, surviving
or lost, he bases himself on texts and
documents in arriving at his judgments.
Your servants too, in compiling the cata-
logs, carefully check textual sources. See
BDSQ-2, VIII, 7.

28. The staff of the Sanbian was strongly
influenced by Qianlong’s method of con-
noisseurship. See the catalog entry on
the anonymous Song painting, Five
Kings at Play, BDSQ-3, IV, 1539.

29. See the entry on Xiao Zhao's Aus-
picious Signs, BDSQ-2, 111, 1530.

30. BDSQ-2, IV, 1994.

31. Entry on the anonymous painting,
Boneless Landscape, BDSQ-3, 111, 1530.
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32. See BDSQ-2, 1V, 1911ff.

33. After 1772, he was likely to write
numerous, long inscriptions on his
favorite paintings, some of which
became buried in his writings, for exam-
ple, the Ziming version of Dwelling in the
Fuchun Mountains, Dong Qichang’s The
Thatched Cottage of Wanluan and Wang
Hui’s Snow over River. Concerning the
last item, Ruan Yuan said: ‘This scroll
was kept at Yangxin Hall. Every winter,
His Majesty would, in days of snow or
some such occasion, write inscriptions or
poems on it, causing them to fill almost
all of the empty spaces in the picture.
How fortunate for this scroll [to receive
His imperial grace]!” See Ruan Yuan,
Shiqu Suibi (Wenxuan Lou Congshu edi-
tion), juan 7, p. 4b.

34. BDSQ-2, V, 2622-2623, especially
p. 2623.

35. BDSQ-1, 1, 375ff, especially p. 376.
36. Concerning the Nanshufang, see Yu
Minzhong and others, Qinding Rixia Jiu-
wen Kao (Beijing, 1981), X1V, 188; also
Qingshi Gao (Beijing, 1976), XXXIII, 10017,
entry under Gao Shiqi’s biography. Of
the compilers, Wang Jie, Dong Gao,
Peng Yuanrui, Jin Shisong and Shen
Chu: all of them entered the Nanshufang
together in 1767. Later, in 1771, they
worked together in the Maogin Hall to
copy sutras for the celebration of the
empress-dowager’s birthday. Ruan
Yuan, Na Yancheng and others entered
the Mangqin Hall after an imperial edict
was issued concerning the compilation
of Shiqu Baoji Xubian.

37. See Qinding Rixia Jiuwen Kao, XIV,
187: ‘Maoqin Hall is located near the
western corridor of Qianging Palace, fac-
ing east and opposite of Duanning
Hall...Those in charge were members of
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the Hanlin Academy. In store are maps,
historical texts and writing materials and
tools.! See also Shen Chu, Xiging Biji
(Gongshun Tang Congshu edition), juan 1,
pp. 8a-b, where it was said that Maogin
Hall functioned as a library, where books
and calligraphic materials were kept.
38. Xiqing Biji, juan 2, pp. 2a-b.

39. Ruan Yuan’s preface to Xiging Biji,
Jjuan 1, pp. la-b.

40. Xiging Biji, juan 1, p. 5b: ‘In 1792,
the fifth month at the summer, I was in
the imperial retinue at River Luan. In the
sixth month, the emperor ordered me to
return to the capital, explaining “I don’t
have much use for you but to compose
poems together. Now Jin Shisong has
been put in charge of examination in
Zhejiang, and the Board of Civil Office is
lacking in personnel. You can go back
immediately. In your leisure hours, you
should still go to Maoqin Hall to edit
Shiqu Baoji...”’ Also see Daging Gaozong
Chun (Qianlong) Huangdi Shilu (Taipei,
1969), XXIX, 20921.

41. See BDSQ-2, V111, 64. In an inscription
on The Sixteen Arhats of the Yuan
dynasty, Qiu Yuexiu stated: ‘There are
very few Tang paintings around. I only
got to see several when I was summoned
by the emperor in 1744...

42. See Ruan Yuan, Shiqu Suibi.

43. Hu Jing, Xiging Zhaji, in his Hushi
Shuhua Kao Sanzhong (Taipei, 1971).
44. ‘Works included’ refers only to
paintings, not calligraphy. However, the
‘time required’ section of the chart per-
tains to the number of months required
to compile each of these catalogs, with
calligraphy also included.

45. BDSQ-2, V111, 57.

46. The following paintings are ger-
mane, listed in order of appearance in

BDSQ-2. Note the changes in attribution
and/or title:

- Xie He, Emperor Taizong’s Reception of

Tibetan Emissary, attribution and title
changed to Li Gonglin, Li Mi Receiving
the Prince of Qin (Vol. 1, pp. 296-297).

- Gu Kaizhi, Nymph of the Luo River,

attribution changed to anonymous Song
painter (Vol. I, pp. 320-324).

- Li Song, Zhao Yu's Pacification of the Bar-

barians South of Luzhou, attribution
changed to anonymous Song painter
(Vol. 1, pp. 325ff).

+ Zhao Gan, Literary Gathering in a Moun-

tain Hall, given new attribution and title
as Calligraphy and Painting by Early Ming
Masters (Vol. 11, pp. 525-528).

- Li Sheng, Mt. Tiantai, title changed to

Landscape Scroll (Vol. 11, pp. 925-926).

+ Gu Kaizhi, A Parade in the Yin Dynasty,

attribution and title changed to South-
ern Song Academy, The Emperor’s Pro-
cession (Vol. 11, pp. 975).

+ Zhao Kui, Summering in a Bamboo Forest,

title changed to Scenes after Du Fu's Poem
(Vol. 111, pp. 1537ff).

+ Li Gonglin, Elegant Gathering in the West-

ern Garden, attribution changed to an
anonymous Song painter (Vol. IV, pp.
1945-1946).

- Yan Liben, Generals and Ministers of Suc-

cessive Dynasties, title changed to Disciples
of Confucius (Vol. V, pp. 2618-2619).

+ Li Gonglin, Lives of Holy Priests, attribu-

tion and title changed to Guanxiu, Bud-
dhist Saints (Vol. VIII, p. 65).

47. See Yurin Taikan (Kyoto, 1942), Vol.
Yu, pl. 4.

48. See n. 46 above. For reproduction,
see Liaoning Provincial Museum, Liao-
ning Sheng Bowu Guan Canghua Ji, Xuji
(Beijing, 1980), Vol. I, pls. 46-48.

49. See n. 46.



50. See n. 46.

51. It was in 1786, the 51st year of his
reign, that Qianlong made the comment
on this painting (see BDSQ-2, III, 1538).
Such a combination of style however is
difficult to imagine in a single work. The
emperor’s perception of style rarely
shows a clear grasp or, for that matter,
improvement.

52. See BDSQ-2, 111, 1564.

53. See BDSQ-2, 11, 528. For Wang Fu’s
painting, entitled Literary Gathering in a
Mountain Pavilion in the collection of
National Palace Museum, Taipei, see
BDSQ-2, VII, 3557.

54. For example, Chiang I-han has
changed the title of the handscroll, Zhao
Yu's Pacification of the Barbarians South of
Luzhou to that of Pictorial Biography of
Zhang Zhongyan. However, Chiang’s
method of identification also betrays
influence from the Qianlong emperor,
whose method has left many problems
unsolved. See Chiang I-han, ‘A Study of
Three Untitled Narrative Landscape
Scrolls of the Twelfth Century, Pt. 1,” The
National Palace Museum Quarterly, Vol.
X111, no. 4 (Summer 1979), pp. 45ff.

55. One more handscroll exists in the
Palace Museum, Beijing. This is Li
Gonglin's Li Mi Receiving the Prince of Qin,
mentioned in BDSQ-2, I, 296-297. See also
Xu Bangda, ‘Return of the Empress-
dowager as the Theme for a Song Narra-
tive Scroll, Wenwu (August 1972), no. 8,
pp. 61ff.

56. For records of such writings by the
emperor, see Qinding Rixia Jiuwen Kao,
Xiging Biji and Xu Xilin and Qian
Yongtong, Xichao Xinyu (in Biji Xiaoshuo
Daguan, Pt. v, Vol. VIII [Taipei, 1960]),
passim.

57. See Qing Gaozong Yuzhi Shiwen
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Quanji, passim.

58. In 1774, when the Siku was com-
pleted, the Wenyan Pavilion was built to
house these 360,000 volumes. Others
such as Tianlu Linlang was completed in
1775, and the compilation of Yongle
Dadian was completed in 1776.

59. Several successful attributions
encouraged the emperor in his pursuit of
scholarly criticism. For example, in 1769,
he correctly identified Farming and
Weaving now in the Freer Gallery of Art
to be a work by Cheng Qi, a painting
which had been mis-attributed to Liu
Songnian. He also moved the 13 scrolls of
the Maoshi to a separate room in Xueshi
Hall, after he had studied the calligraphy
of the scrolls. This series of events estab-
lished him in his scholarly methods.

60. BDSQ-2, V1II, 1.

61. The emperor also forbade his chil-
dren to write poems for paintings; see
Xu Ke, Qingbai Leichao (Taipei, 1966), 1V,
27-28. He was critical of those who
received antiques as bribes, see the case
of Dou Bin, in Daging Gaozong Chun
(Qianlong) Shilu, V111, 5724; also his com-
ments on Yu Minzhong, ibid., XXV,
18273-18274; and on E Chang, see
Qingshi Gao, XXXVI, 11059-11060. He often
declined to accept gifts of antiques and
issued edicts prohibiting such practices;
see Daging Gaozong Chun (Qianlong)
Shilu: X, 6999-7000; XVIII, 12852-12853;
and XXI, 14983-14985. Such edicts
however were not very effective and
were more or less ignored. See Yuan
Senpo, Bishu Shanzhuang Yu Waibamiao
(Beijing, 1981), p. 62, where he men-
tioned that in 1789, several salt mer-
chants in Yangzhou donated 2,000,000
taels of silver, countless treasures as well

as precious animals and birds to ‘The
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Summer Villa’ for the 70th birthday of
the emperor.

62. Entry on Huang Gongwang's Dwell-
ing in the Fuchun Mountains, see n. 4
above. Also, entries on Zhou Wenzhu's
The Great Yu Controlling the Flood, see n.
32 above; Qian Gu, King Wu of Zhou Fan-
ning People on a Hot Day, BDSQ-2, 111, 1622;
Album of Famous Paintings from the Tang,
Song, Yuan and Ming Periods, see n. 13
above; and Cheng Qi’s Farming and
Weaving, see n. 59 above.

63. See Shen Chu, Xiging Biji, ‘In the
year of xinhai (1791), His Majesty issued
the edict of compiling the sequels to the
two catalogs of Shiqu Baoji and Bidian
Zhulin, to register paintings and calligra-
phies obtained after the tenth year of
Qianlong reign (1745). In order not to
exceed the number of works as recorded
in the previous catalogs, he personally
determined those which should enter
into the catalogs and, for the rest, con-
ferred them on imperial scions, officials
and staff members of the inner court.
Prior to that, His Majesty had already
taken 500 paintings from the Shiqu Baoji
collection and had given them away.... I
myself altogether obtained thirty some
pieces’ Cf. Wang Wenzhi’s inscription on
Li Shan's Wind and Snow in the Fir-pines,
Freer Gallery of Art; also Dong Gao’s
inscription on Wen Zhengming’s To
Yuchi, the Physician, in Xuzhai Minhua
Lu (Taipei, 1971), 11, 992-994.

64. See my To0 Kisho no Shoga (Tokyo,
1981), Vol. 11, pl. 1.

65. In the collection of National Palace
Museum, Taipei. See BDSQ-2, 1, 282.

66. See BDSQ-2, VI, 3191ff. Also see
Soraikan Kinsho (Osaka, 1930-39), Vol. I,
pl. 18.

67. See Chinese Art Treasures (Geneva,

1961), pl. 63. Also see BDSQ-2, 1, 504ff,
under Album of Famous Paintings. See
also Xiging Biji, entry under Qian Chen-
qun, juan 1, pp. 5a-b.

68. See BDSQ-2, V, 2625. The painting is
presently in the collection of Nelson-
Atkins Museum of Art. See Eight Dynas-
ties of Chinese Painting (Cleveland, 1980),
no. 5.

69. See entry under Painting and Cal-
ligraphy by Dong Qichang, BDSQ-2, V1, 3318.
70. Daqing Renzong Rui (Jiaqing)
Huangdi Shilu (Taipei, 1969), VII,
4518-4519.

71. Daging Gaozong Chun (Qianlong)
Huangdi Shilu, XXVIII, 20405.

An Overview of Stylistic
Development in the
Qianlong Painting Academy

1. cv 121. Citation of paintings adheres
to the system used in the National Palace
Museum, Taipei.

. KPCA 03375.

. ICV 957.

. CV 719.

. GV 559.

. CV514.

. KPCA 3414.

. See Yu Anlan ed., Hualun Congkan
(Beijing, 1962), II, 801.

9. CV572.

10. KPCA 03439.

11. CV 539. See EB, p. 325, fig. 13.

12. KPCA 03378.

13. CV 845.
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14. KPCA 03375, cited in n. 2.

15. CV 1037. See EB, p. 328, fig. 16.
16. KPCA 03412.

17. KPCA 03415.

18. CV 656. See EB, p. 329, fig. 18.



19. Cv 982.

20. CH 22.

21. Emperor Qianlong, Qing Gaozong
Yuzhi Shiwen Quanji (Taipei, 1976), Vol.
IV, juan 42, p. 18.

22. @V 915.

23. CV 794. See EB, p. 330, fig. 20.

24. CV 1040.

25. CV 909.

26. CH 13.

27. Qing Gaozong Yuzhi Shiwen Quanji,
Vol.
28. KPCA 03397.

=

VI, juan 65, p. 4.

29. CV 773.

30. KPCA 03405.
31. KPCA 03398.
32. KPCA 03325.
33. KPCH 1702.
34. KPCA 03431.
35. CV 671.

36. CV 933.

37. CV 1008.
38. KPCH 1737. See EB, p. 331, fig. 21.
39. CV 1016.

Document and Portrait:
The Southern Tour Paintings
of Kangxi and Qianlong.

1. Kangxi made Western Tours in
1683, 1689, 1702, 1703 and 1710. In 1684 he
made a Northern Tour, returning to the
capital on 9 September. He then
announced an Eastern Tour, but a tour of
just Shandong may have seemed
impractical so it was included in the
route of his first Southern Tour which he
began on 5 November 1684. For informa-
tion about Kangxi’s tours including a
detailed discussion of his Southern Tours
and references to Chinese sources see
Jonathan Spence, Ts'ao Yin and the
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K'ang-hsi Emperor, Bondservant and Mas-
ter (New Haven and London, 1966) and
Silas H.L. Wu, Passage to Power
(Cambridge, Mass. and London: 1979).
2. For a summary of the rebellion see
the biography of Wu Sangui (Wu San-
kuei) by Fang Chao-ying in Eccp, 1I,
877-880.

3. According to the Nanxun Shengdian
(‘Magnificent Record of the Southern
Tours’) of 1771, the Qianlong Emperor’s
first Southern Tour, which closely fol-
lowed the route of Kangxi’s second tour
of the South, covered a distance of 5,840
li (one li is equivalent to about one-third
of a mile). On the southward leg of his
journey from Beijing to Shaoxing,
Qianlong traveled 1,758 /i by land and
1,346 [i by water; on his return journey
he covered 1,442 /i by land and 1,294 /i by
water. Kangxi’s second tour was some-
what longer than Qianlong's first tour, as
he returned to the capital on the Grand
Canal via Tianjin whereas Qianlong
traveled by the more direct land route
from Dezhou to the capital. On land,
Qianlong could travel about 50 /i (25 km
or 15 miles) in one day; on water, he
averaged closer to 90 /i (50 km or 30
miles) a day. See Gao Jin et al, Nanxun
Shengdian (preface dated 1771; Taipei,
1966 reprint of 1882 edition), p. 4884.

4. See Spence, T3'ao Yin, pp. 124-134.

5. Kangxi’s fourth tour was his shortest.
It began on 14 November 1702, but was
aborted after one month due to the ill-
ness of the Heir Apparent Yinreng who
had accompanied his father on the tour.
The tour was completed the following
spring with both the Heir Apparent and
Yinzhen, the future Yongzheng Emperor,
in attendance. For more information on

Kangxi’s other tours see Spence, T3'ao
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Yin, pp. 124-134 and Wu, Passage to
Power, pp. 77-79.

6. The following articles have been pub-
lished on the Kangxi Nanxuntu: Simon
B. Heilesen, ‘Southern Journey, Bulletin
of the Museum of Far Eastern Antiquities,
no. 52 (Stockholm, 1980), pp. 89-144; and
‘Bilder von der Siidreise des Kaisers
Kangxi; in Lothar Ledderose, ed., Palast-
museum Peking: Schdtze aus der Ver-
botenen Stadt (exhibition catalog of the
Berlin Festival: Frankfurt, 1985), pp.
96-117; Nie Chongzheng, ‘Qingdai Lishi
Hua Juzuo: Kangxi Nanxuntu’ (A Large-
scale History Painting of the Qing
Dynasty: the Kangxi Southern Tour Pic-
ture), Gugong Bowuyuan Yuankan, no. 2
(1981), pp. 75-79; Nie Chongzheng and
Yang Xin, ‘Kangxi Nanxuntu de Huizhi’
(The Painting of the Kangxi Southern Tour
Picture), Zijincheng (‘Forbidden City’),
no. 4 (1980), pp. 16-17.

7. The following Kangxi Nanxuntu
scrolls have been published: scrolls I, IX,
X, XI and X1, from the collection of the
Palace Museum, Beijing, in Zijincheng,
no. 4 (1980) and nos. 5-10 (1981); scrolls I,
IX and XII in Palastmuseum Peking:
Schdtze aus der Verbotenen Stadt, nos.
23-25; scroll 111, from the collection of
The Metropolitan Museum of Art, by
Julia Murray in Notable Acquisitions,
1975-1979 (New York, 1979), pp. 85-86;
scroll 1v, from the collection of the
Musée Guimet, Paris, by Simon Heilesen
in Gereon Sievernich et al, ed., Europa
und die Kaiser von China (an exhibition
catalog for the Berlin Festival: Frankfurt,
1985), no. 9/29; scroll ViI, now in a pri-
vate collection, by Simon Heilesen in
‘Southern Journey’ and in Nanxuntu,
Malerier af Kangxi Kejserens Rejse i Syd-
kina i 1689: En Introduktion (Copenha-

gen, 1980), and by Paul Moss in Emperor,
Scholar, Artisan, Monk: The Creative Per-
sonality in Chinese Works of Art (London,
1984), no. 18.

8. For more information about imperial
insignias (lubu) see Wan Yi, ‘Kangxi
Nanxuntu zhong di Lubu;, Zijincheng, no.
4 (1980), p. 21.

9. Spence, T5ao Yin, p. 126.

10. This remark, recorded in the Yuzhi
Nanxun Ji (‘Imperially Commissioned
Record of Southern Inspection Tours’), is
quoted by Zuo Sheqing in ‘Qianlong
Nanxun’ (Qianlong’s Southern Inspec-
tion Tours), Gugong Bowuyuan Yuankan,
no. 2 (1981), p. 22.

11. The first memorial mentioning plans
of a Southern Tour that appears in the
Nanxun Shengdian is dated 14 November
1749; the retirement of Zhang Tingyu,
the last surviving regent appointed by
the Yongzheng Emperor, was accepted
on 1 January 1750. See the biography of
Zhang Tingyu (Chang T'ing-yii) by Fang
Chao-ying in ECCP, 1, 54-56. For
Qianlong’s activities as a patron and col-
lector of the arts during the early part of
his reign see Howard Rogers, ‘Court
Painting under the Qianlong Emperor;
EB, pp. 310-312.

12. Qianlong’s tour routes differed from
Kangxi’s in two minor ways. First, on his
return journeys, he left the Grand Canal
and proceeded overland back to the cap-
ital either from Dezhou in northern
Shandong or from the vicinity of the
Yellow River via Xuzhou in Jiangsu
Province. Second, on his last four tours
he made excursions north from Hang-
zhou to inspect the sea walls along the
Zhejiang coast. For both of these reasons
Qianlong’s tours were of longer duration
than his grandfather’s, and they also fol-



lowed a more fixed pattern. He always
left Beijing around the middle of the first
month and returned late in the fourth
month or early in the fifth month. See
Zuo Sheqing, ‘Qianlong Nanxun; pp.
23-24.

13. During the fourteen years following
his first tour Qianlong made three more
tours at increasingly frequent intervals.
Each trip represented an enormous
expense to the state — over 20 million
taels of silver per trip — as well as to the
people living along the route.

14. Heshen was in the Palace by 1775
and had become close to the emperor by
1776. See the biography of Heshen (Ho-
shen) by Knight Biggerstaff in Eccp, 1,
288-290.

15. See n. 3 above.

16. According to J. C. Yang’s biography
of Wang Yuangi in ECCP, 1, 844-845, the
Wanshoutu was presented to the
Emperor for his sixtieth birthday (12
April 1713) before it was completed and
Wang was directed to supervise the
completion. When he submitted the
paper draft on 10 February 1714, he asked
that a final copy be executed on silk and
also recommended that a compilation of
the eulogistic writings honoring the
emperor be prepared. He was subse-
quently made director of a special
bureau for the preparation of such a
book, which was completed in 1716 and
printed under the title Wanshou Sheng-
dian Chuji (‘Magnificent Record of Lon-
gevity, First Collection’). The Kangxi
Wanshoutu is not extant, but the com-
position survives both as 148 woodblock
prints published as juan 41-42 of the
above 1716 publication and as a printed
copy done in two scrolls during Jiaging
period (1796-1820); for an illustration of

Notes 185

the first scroll see Seibu Museum of Art
and The Asahi Shimbun, Kokyu
Hakubutsuin Ten: Shikinjo no Kyiitei Gei-
Jutsu Zuroku (‘An Exhibition from the
Palace Museum: Imperial Arts from the
Forbidden City’) (Tokyo, 1985), no. 22,
Pp. 70-87.

17. One album of twenty-three paint-
ings by Qian Weicheng illustrating scenic
sites visited by Qianlong on his Southern
Tour is presently in the collection of the
British Library, Department of Oriental
Manuscripts and Printed Books (Or. 12
895). See Europa und die Kaiser von
China, no. 9/34.

18. The following scrolls have been pub-
lished: Scroll II in Fine Chinese Paintings,
Sotheby’s, New York sale of 5 December
1984, lot 41; scroll 111, from the collec-
tion of the Musée des Beaux Arts,
Nice (C2498) in Michele Pirazzoli-
t'Serstevens, Europa und die Kaiser von
China, no. 9/31; scroll 1v, from the collec-
tion of The Metropolitan Museum of Art
(1984.16), in EB, no. 9; scroll v, from the
collection of Keitaro Tanaka, Tokyo, in
Kokka, no. 274 (March 1913), pp. 213-214
and pls. 7-8.

19. See n. 42 below.

20. The length of the Qianlong paint-
ings varies enormously, but lengths of
blank paper have been mounted after
each painting so that the rolled-up
scrolls all have the same diameter.

21. The Kangxi scrolls are stored in
boxes of black lacquer with gold incised
designs of dragons; the Qianlong scroll
boxes are of cinnabar lacquer with
designs of dragons carved in high relief.
For an example of the Kangxi box see
Paul Moss, Emperor, Scholar, Artisan,
Monk, no. 18, p. 25; for the Qianlong box

see Fine Chinese Paintings, lot 41.
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22. See EB, no. 9.

23. See the biography of Gao Bin (Kao
Pin) by Li Man-kuei in ECCP, 1, 412-413.
24. The techniques for dike building
and flood control illustrated in this scroll
have continued to be used into the twen-
tieth century. For a summary of the
problems of containing the Yellow River
together with some vivid photographs of
flood control work in the 1930s see
Champ Clark and the Editors of Time-
Life Books, Flood (Alexandria, Virginia:
1982), pp. 36-63.

25. See Pan Jixun, Hefang Yilan (‘Over-
view of River Conservation’), (Preface
dated 1590; Taipei, 1965 reprint). Accord-
ing to Pan’s theory in his Hefang Yilan of
1590, the Huai and Yellow Rivers had to
be contained in separate channels until
this point when the full force of the
Huai’s current would accelerate the flow
of the Yellow River as well as dilute its
heavy burden of silt, helping to flush the
silt into the sea. For Pan Jixun (P’an Chi-
hsiin) see his biography by Ray Huang in
L. Carrington Goodrich and Fang Chao-
ying, ed., Dictionary of Ming Biography,
1368-1644 (New York and London, 1976),
11, 1107-1111.

26. Illustrations of this site in the Nan-
xun Shengdian appear in the following
sections: Hefang (‘river conservancy’),
juan 52, pp. 3b-4a, 31b-32a; juan 53, pp.
19b-20a, 24b-25a, 41b-42a, 44b-45a;
Chengtu (‘route map’), juan 92, pp.
27b-28a; juan 93, pp. 4b-5a; Mingsheng
(‘famous scenery’), juan 97, pp. 6b-7a.
One reason that river conservation
received such prominence in the Nanxun
Shengdian may have been that Gao Jin
(1707-1779), its chief compiler, like his
uncle Gao Bin before him (see n. 23
above), served as the Director-General of

the Grand Canal and Yellow River Con-
servancy for Jiangsu and Zhejiang and
had a vested interest in emphasizing the
importance of this work. For a biography
of Gao Jin (Kao Chin), see Li Man-kuei
in ECCP, 1, 411-412.

27. In the depiction of this site in the
‘Scenic Sights’ section of the Nanxun
Shengdian, the Huiji Temple is the most
prominent landmark. In the painting,
however, only the rooftops and flagpoles
of the temple are shown. The one build-
ing prominently represented in the scroll
is the pavilion housing the stele which
Kangxi erected to commemorate his visit
to this same spot. It graphically recalls
the earlier emperor’s presence as well as
the fact that Qianlong’s poem was com-
posed following the rhyme scheme of his
grandfather’s, also composed here.

28. Howard Rogers contends that the
Painting Academy became increasingly
less important after 1761; see his ‘Court
Painting under the Qianlong Emperor’
in EB, pp. 312-313.

29. Jiao Bingzhen was employed in the
Imperial Board of Astronomy and stud-
ied Western perspective under Euro-
peans who served in that Board; see the
biography of Xuanye (Hsuan-yeh) by
Fang Chao-ying in ECcP, 1, 329. The
Zhongguo Meishujia Renming Cidian
(‘Dictionary of Chinese Artists’) (Shang-
hai, 1981), p. 1040, lists paintings by Jiao
dated 1689 and 1726. A painting by Jiao
entitled Kangxi Nanxun Huqiu Xinggong
Tu (‘Kangxi Southern Tour Temporary
Palace at Tiger Hill’) and published in
Kokka, no. 687 (June 1949), pl. 2, shows
that Jiao was aware of the Kangxi Nan-
xuntu and may have taken part in the
project. His painting is undated, but
bears a Yongzheng imperial seal.



30. For Yuan Jiang see Nie Chong-
zheng, Yuan Jiang yu Yuan Yao (Shang-
hai, 1982). For an early masterpiece by
Yuan Jiang dated 1691, Jiucheng Gong
(‘The Jiucheng Palace’) see Richard M.
Barnhart, Peach Blossom Spring: Gardens
and Flowers in Chinese Paintings (New
York, 1983), no. 40.

31. For Daoji’s connection with Kangxi
and his visit to Beijing see Marilyn and
Shen Fu, Studies in Connoisseurship: Chi-
nese Paintings from the Arthur M. Sackler
Collection in New York and Princeton
(Princeton, 1973), p. 37.

32. In correspondence, Wen Fong sug-
gested that, as early as 1686, when
Kangxi announced plans for a second
tour and new maps of the empire were
ordered, the official Song Junye recom-
mended that Wang Hui be made painter-
in-waiting (daizhao) in order to record
the tour in paintings.

33. For Wang Hui’s biography see
Guochao Qixian Leizheng Chubian (Taipei,
1966 reprint), juan 431, p. 28a (p. 12948).
For Yang Jin's biography see Haiyu
Huayuan Lue, in Huashi Congshu (Shang-
hai, 1963), 1v, 17. For Gu Fang see Zhong-
guo Huajia Renming Dacidian (Taipei,
1959), p. 740.

34. This translation is excerpted from
Heilesen, ‘Southern Journey, pp. 92-93.
35. A scroll attributed to Song Junye
titled Nanxuntu in the Palace Museum,
Beijing, shows the city of Suzhou and
may be the scroll listed under Song’s
name in BDSQ-1, 11, 786. For an illustra-
tion of Song’s scroll see Zhongguo Gudai
Shuhua Jianding Zu (Group for the
Authentication of Ancient Works of Chi-
nese Painting and Calligraphy), ed.,
Zhongguo Gudai Shuhua Tumu (‘Illus-
trated Catalogue of Selected Works of
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Ancient Chinese Painting and Calligra-
phy’) (Beijing, 1986), I, 29-31 (jing
1-096).

36. This scroll, now in the Nanjing
Museum has, until recently, remained in
the hands of the Song family.

37. Scroll X is here accurately charac-
terized as the first scroll to illustrate
Kangxi’s homeward bound direction of
travel.

38. I am indebted to Xie Zhiliu for his
help in defining the three-step process of
creation discussed here.

39. A survey of 362 dated paintings by
Wang Hui reveals a conspicuous drop in
Wang Hui’s output during the years
1689-1691. Only six works listed in the
sources below are dated to this period
whereas a total of 18 works are dated to
the three year period preceding this time
(1686-1688) and 30 works are dated to
the following three year period
(1692-1694). See Wang Hui Hualu (‘Cata-
logue of Wang Hui’s Painting in the Col-
lection of the National Palace Museum’)
(Taipei, 1969); Suzuki Kei, et al, Com-
prehensive Illustrated Catalog of Chinese
Paintings, Vols. 1I-V (Tokyo, 1982-1984);
Zhongguo Gudai Shuhua Jianding Zu
(Group for the Authentication of Ancient
Works of Chinese Painting and Calligra-
phy), eds., Zhongguo Gudai Shuhua Mulu
(‘Catalogue of Authentic Works of
Ancient Chinese Painting and Calligra-
phy’), Vols. I-11I (Beijing, 1984-1987); and
Zhongguo Gudai Shuhua Tumu, Vol. 1.
40. At least nine collaborative works by
Wang Hui and his students are extant
from the period 1692-1695:

1692, 7th month: Wang Hui, Yang Jin,
Gu Fang, Wang Yun, Xu Mei. Landscape
after Ancient Masters. Album of 16 leaves,
ink and colors on paper. Collection of
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Marie-Héleéne and Guy Weill.

+ 1692: Wang Hui, Yang Jin, Gu Fang,
Song Junye. Landscape. Hanging scroll,
ink on paper. Beijing Palace Museum
(Zhongguo Gudai Shuhua Mulu, 11,
1-4446).

+ 1693, summer: Wang Hui, Yang Jin, Gu
Fang, Wang Yun. Scholar in a Pavilion
amongst Pines and Bamboo. Folding fan,
ink and colors on paper (auction catalog,
Christie’s, New York, sale of 1 December
1986, lot 88).

+ 1693: Wang Hui and four students. Bou-
quet of Flowers (Osvald Sirén, Chinese
Painting [New York, 1958], VII, 427).

+ 1693: Wang Hui, Yang Jin, Gu Wenyuan
(fl. 1680-1693). Five Purities. Hanging
scroll, ink and colors on silk. Beijing Pal-
ace Museum (Zhongguo Gudai Shuhua
Mulu, 11, 1-4447).

+ 1693: Wang Hui, Yang Jin, Gu Fang.
Stream, Pavilion, Pine and Crane. Folding
fan, ink and colors on paper. Beijing Pal-
ace Museum (Zhongguo Gudai Shuhua
Mulu, 11, 1-4448).

+ 1694: Wang Hui, Yang Jin, Song Junye,
Yu Yuan (fl. 1681-1715), Xu Mei, Wu
Cang (dates unknown). Landscapes and
Flowers. Album, ink and colors on paper.
Beijing Palace Museum (Zhongguo
Gudai Shuhua Mulu, 11, 1-4453).

+ 1694: Wang Hui, Yang Jin, Wang Yun.
Three Friends of Winter (Sirén, Chinese
Painting, V11, 427).

+ 1695: Wang Hui, Song Junye, Gu Fang,
Yu Yuan, Wang Yun, Yang Jin, Xu Mei,
Wu Cang. Nine Aspects of Autumn. Hang-
ing scroll, ink and colors on paper. Bei-
jing Palace Museum (Zhongguo Gudai
Shuhua Mulu, 11, 1-4454).

4]. I am indebted to Wen Fong for the
information concerning the origin of
Wang Hui’s sobriquet Qinghui Zhuren.

42. See Yang Boda, ‘The Development
of the Ch'ien-lung Painting Academy; in
Words and Images: Chinese Poetry, Cal-
ligraphy, and Painting (forthcoming).
43. Nie Chongzheng kindly supplied me
a transcript of the relevant passages from
the Qing palace archives (Qingdai
Neiwufu Dang’an).

44. Portraits of past emperors and mer-
itorious officials were stored in the Nan-
xundian, but the 121 paintings recorded
in the Nanxundian Zuncang Tuxiangmu
(‘Catalog of Portraits Stored in the Nan-
xun Hall’) (preface dated 1749) do not
include any Qing imperial portraits. The
storage location of the Qing portraits
remains to be determined. For Xu Yang’s
inscription see Zhongguo Gudai Shuhua
Tumu, 1, 262 (jing 2-614).

45. The opening section of the first scroll
from this paper set is published in color
in Chiigoku Rekishi Hakubutsukan (‘Chi-
nese Historical Museum’) (Tokyo, 1982),
pls. 198-200, in Chiigoku no Hakubutsu-
kan (‘Chinese Museums’), Vol. v; the
opening section of scroll I and the closing
section of scroll XII including Xu Yang’s
inscription are also published in Zhong-
guo Gudai Shuhua Tumu, 1, 262 (jing
2-614). The entire set is recorded in
BDSQ-2, VI, 3038-3042. This paper version
is not a stroke-for-stroke copy, but is
based very closely on the first set. Poems
on the silk version are inscribed by Yu
Minzhong (1714-1780), the same poems
are inscribed on the paper version by
Liang Guozhi (1723-1787). For a biogra-
phy of Yu Minzhong (Yii Min-chung)
see Fang Chao-ying in ECCP, 11, 942-944;
for a biography of Liang Guozhi (Liang
Kuo-chih) see Tu Lien-che, ECCP, 1, 501.
46. For Xu Yang’s painting of Suzhou,
the Shengshi Zishengtu, see Liaoningsheng



Bowuguan Canghuaji Xuji (Beijing,
1980), II, 96-116.

47. EB, no. 9.

48. There is an extensive literature on
Giuseppe Castiglione and the other
Jesuits who served at the Chinese court;
see Howard Roger’s essay in this volume
for references.

49. Wen Fong, unpublished manuscript.
50. I am indebted to David Hockney for
pointing out the shifting perspective at
this point. According to Hockney, Wang
Hui’s depiction of forms in space finds its
closest Western parallel in Cubist-style
works.

51. On the Wuliang Ci see Wilma Fair-
banks, Adventures in Retrieval (Cam-
bridge, Mass: 1972), pp. 41-86.

52. Anexample is his Christ Appearing to
St Ignatius, in Chapel of the Novices in
Genoa. See Cécile and Michel Beurdeley,
Giuseppe Castiglione: Jesuit Painter at the
Court of the Chinese Emperors (Rutland,
Vermont and Tokyo, 1971), p. 11.

53. The image which best summarizes
this interpretation of Qianlong’s self-
image is his portrayal as the Buddha in
the center of a Tibetan-style mandala.
There are several such paintings known;
see Palastmuseum Peking, no. 35 and
Qingdai Dihou Xiang (Beijing, 1735), Vol.
T, 10: 3.

Tangdai: A Biographical Sketch

1. The author wishes to acknowledge
the assistance given by the internal grant
program at Arizona State University in
the preparation and writing of this arti-
cle. The awarding of an ASH grant for
1987 allowed me the opportunity to
travel to Taipei and Hong Kong to con-

Notes 189

duct biographical research on Tangdai.
2. See BDSQ-1, 11, 816. For pre-1736 poetic
inscriptions by Qianlong on Tangdai’s
paintings, see Leshantang Quanji Ding-
ben, juan 17, p. 1; juan 21, p. 10; juan 28,
p- 1, 6, and pp. 13-14. For post-1736
poems on the master’s works, see Yuzhi
Shi Chuji, juan 3, p. 8 and juan 4, pp.
16-19 (both dated to 1740); juan 5, p. 7
(dated 1741); juan 10, p. 5 (dated 1742);
juan 13, pp. 24-25 (dated 1743); juan 15,
pp. 14-15 and p. 26 (datable 1743); juan
20, p. 19, and pp. 21-22 (dated 1744); juan
30, pp. 8-9 (dated 1746); juan 31, p. 3
(dated 1746); and Yuzhi Shi Wuji, juan
23, p. 27 (dated 1786). For the above-
mentioned literary compilations, see
Qing Gaozong Yuzhi Shiwen Quanji (Tai-
pei, 1976).

3. See BDSQ-1, 1, 677.

4. Tangdai’s life span stretches across
the three reigns of Kangxi, Yongzheng
and Qianlong. In terms of patronage, it is
clear that it was Kangxi and Qianlong
who extended recognition to this Man-
chu artist. Qu Fu, a close friend of Tang-
dai, suggests as much when he states
that ‘Tangdai has received patronage
under two emperors but his poverty
increases by day. See Qu Fu, Ruosui Ji
(1742), juan 19, p. 7a. See also below in
connection to comments made by Hu
Jing.

5. Editions of this art treatise appear
in the following anthologies: Zhaodai
Congshu, Sitonggu Zhai Lunhua Jike, and
Meishu Congshu. For convenience, the
version used here is that of Yu Anlan,
Hualun Congkan (Beijing, 1962), I,
235-257, which, textually, follows
Zhaodai Congshu and Sitonggu Zhai
Congshu. See Hualun Congkan, 1I,
‘Jiaokanji’ (‘Notes on Editions’).
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6. In fact, Yu Shaosong faulted Tangdai
for having made use of Han Zhuo's ideas
without giving due credit. See his
Shuhua Shulu Jieti (Taipei, 1968), juan 3,
p. 12a, also cited in Yu Anlan, Hualun
Congkan, 1, 257. For Guo Xi's Linquan
Gaozhi Ji and Han Zhuo's Shanshui Chun-
quan Ji, see ibid., I, 16-32 and 33-51.

7. Yu Anlan, Hualun Congkan, 1, 236.

8. Yu Anlan, Hualun Congkan, 1,
206-209.

9. In a similar way, Tangdai’s paintings
also depart from Wang Yuangi’s in
focusing on the Song instead of the Yuan
masters. In the inscriptions on his works,
Fan Kuan, Guan Tong, Li Cheng, and
other Song masters are mentioned fre-
quently as sources of inspiration. This is
particularly apparent in his later works,
which are noted for their increasing scale
and polish, replacing the ‘personalizing’
touches of the Yuan. Of course, Tangdai’s
character is that of a court painter, and
not, as his teacher’s, that of a wenren
artist.

10. T’ang-tai, ein Hofmaler der Ch'ing-
Zeit (Munich, 1956).

11. See juan 1, p. 97, in Yu Anlan, ed.,
Huashi Congshu (Shanghai, 1963). Also,
see Zhang Geng's Guochao Huazheng Lu
(Huashi Congshu edition), juan 3, p. 52,
where Tangdai was included among
Wang Yuangi’s disciples; he was said to
‘have received, via hereditary privilege,
the rank of commandant. In Charles
Hucker, A Dictionary of Official Titles in
Imperial China (Stanford, 1985), p. 518,
entry 6888, a commandant was a post in
the Eight Banners under the jurisdiction
of princely establishment. The promotion
to Supervisor-in-chief in the Imperial
Household Department, a high ranking
appointment which carried prestige but

without specific assignments and which
was at times given to painters, was likely
to have taken place between two com-
pilations, the Huazheng Lu and its sequel,
and most likely under Qianlong. Unfor-
tunately, while it is known that Guochao
Huazheng Lu was completed at the last
year of Yongzheng (1735), the dating of
the Xulu is far less certain as it is beset by
internal, textual contradictions. One of
the last dated entries in the Xu/u pertains
to Ma Quan, in which mention is made
of the 23rd year of Qianlong (1758), two
years before Zhang Geng's death (see
Xulu, juan. 2, p. 115). This is still plaus-
ible as the date of its completion, though
the chronological latitude is such that it
offers no help in determining dates in
Tangdai’s biography. On the other hand,
the entry for Wang Shugu (juan 1, p. 86)
states that Zhang saw Wang’s work in
the 16th year of Qianlong, when Zhang
was thirty-nine sui and again in the 28th
year, or 1763. Both dates are contrary to
the known facts about Zhang Geng, who
was born in 1685 and died in 1760.

12. Guochao Yuanhua Lu (in Yu Anlan
ed., Huashi Congshu), juan 1, p. 4.

13. See Duhua Jilue, pp. 23a-b (in Har-
vard-Yenching series, supplement no. 8,
Qing Huazhuan Jiyi Sanzhong, 1933).
According to Hong Ye, who wrote the
preface to this supplement, the present
series, including Duhua Jilue, was
extracted from a compendium entitled
Huaren Beikao, datable to between 1787
and 1795. In view of the fact that, under
the entry Zhang Geng, the author men-
tions all five juan of the Guochao
Huazheng Lu, the earliest date of comple-
tion of the text would have to be c.
1758-60. See n. 11 above.

14. See Duhua Jilue, p. 3b. Author of Yuci



Shenggao, Yueduan also was acquainted
with noted literati such as Chen Yixi,
Cha Shibiao (1615-1698) and Gu
Zhenguan (b. 1637).

15. ECCP, 11, 934.

16. See Qingshi Gao (Beijing, 1976), XVII,
4967-4968.

17. See Duhua Jilue, p. 4a. Also, in Shao
Songnian’s Guyuan Cuilu (Chenglan Shi
edition), juan 14, p. 3, Tangdai’s Album of
Landscape in the Style of Old Masters is
recorded to have been in Muxi’s
collection.

18. See ECCP, 11, 923.

19. The Zhongguo Meishujia Renming
Cidian (‘The Dictionary of Chinese Art-
ists’)(Shanghai, 1981), p. 664., for
instance, dates Tangdai’s birth to 1673 on
the strength of an inscription on a paint-
ing entitled Verdant Hills and White
Clouds. The painting is dated 1752, when
Tangdai was 80 sui. Another dated
inscription on The Great Ranges of Mt.
Fuchun: After Huang Gongwang, in
Baoyuge Shuhua Lu, juan 3, p. 24a-b,
confirms this birth date. In that inscrip-
tion, written in 1751, Tangdai stated that
he was 79 sui. Qu Fu’s poem on Tangdai’s
sixtieth year birthday celebration indi-
cates that this event took place in a full
moon in early spring, to wit: “The moon
vies with the festival lanterns; white
snow lingers in the [flavor] of spring
wine’ Another poem by the same author
on the occasion of Tangdai’s 70th birth-
day is even more specific, when it states:
‘The moon and lanterns illuminate the
night of yuanxi’ In the lunar calendar,
Yuanxi is the first full moon (the 15th
day) in the first month in a given year.
For these poems, see Qu Fu, Ruosui Ji,
juan 3, pp. 17a-b and juan 10, p. 30a
respectively.
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20. Within the known corpus of Tang-
dai and barring those still unreported in
mainland China, I have not been able to
discover Tangdai’s works done for or in
the court in or after 1746. In that year, he
painted Travellers in the Autumnal Hills:
After the Style of Guan Tong, mentioned in
BDSQ-2, 1V, 1843. Three paintings are
dated to 1748-51. The album of land-
scapes in the Momiao Zhulin, ce shen
(‘Wondrous Ink and Forest of Pearls;
National Palace Museum, Taipei, KPCA
03643) carries, in the wooden cover, a
date of wucheng (1748); this however is
likely to be the date of mounting, not of
painting, which was probably done
earlier, by a couple of years perhaps. An-
other is in the collection of the Import
and Export Company of Arts and Crafts
of Beijing, and its very circumstance
would argue against a court pedigree;
see Group for the Authentication of
Ancient Works of Chinese Painting and
Calligraphy, Illustrated Catalogue of
Selected Works of Ancient Chinese Painting
and Calligraphy (Beijing, 1986), Vol. I,
Jing 10-058, not illustrated. A third is
mentioned in Baoyuge Shuhua Lu, juan 3,
p. 24, and, since its inscription does not
contain the customary chen (‘servitor’)
above Tangdai’s own signature, it could
not have been painted for the imperial
patron.

21. See Huishi Fawei, pp. 235-237.

22. See FE’ertai et al, ed., Bagi Tongzhi
Chuji (Taipei, 1968), IX, 2919, where it is
mentioned that Guanglu Dafu, as a
posthumous title, was commonly given
to military officials of the Eight Banners
with the ranks of duke, marquis and
earl, and also those officials of the first
grade.

23. The seal in question has a legend
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which means roughly ‘wine makes
friends! In Chinese, it reads: ‘daochu
yinxun yuan shijiu. An example of this
seal can be seen in Ten Thousand Trees on
Chilled Mountains, recorded in BDSQ-2, 11,
755.

24. See Yang Zhongyi, Baqi Wenjing
Zuozhe Kao, p. 1837. This is reprinted
in Zhou Junfu ed., Qingdai Zhuanji
Congkan (Taipei, 1969), XVII, 1837.

25. Qu Fu, Ruosui Ji, juan 19, p. 7a.

26. Huishi Fawei, pp. 237-238.

27. Huishi Fawei, p. 237.

28. This seal can be seen in The Ageless
Autumn Hills in EB, no. 13, p. 55.

29. See Jinshi (Beijing, 1980), IV, 12302
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30. Wenyuange Siku Quanshu edition,
CDLV, 6ff, passim.

31. See Qinding Manzhou Yuanliu Kao,
in Wenyuange Siku Quanshu, CDXCIX,
546: ‘[The clan name of] Tanggu, for-
merly known as Tanggua, and also
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32. Wenyuange Siku Quanshu edition,
CDLYV, 214.

33. Edited by Heshen and others, in
Wenyuange Siku Quanshu, Vols: CDLXXIV-
CDLXXXIIL. The said passage appears in
CDLXXIV, 772, and states that Laohan
was from Shengyang, of Fengtian Prefec-
ture. Additional references on Laohan
can be found in Li Huan, Guochao Qixian
Leizheng Chubian (Taipei, 1966 reprint),
XVIII, 10531; and Qingshi Liezhuan
(Shanghai, 1928), juan 65, pp. 1a-b.

34. Wenyuange Siku Congshu, DCLXVIII,
145.

35. See a brief account in ECCP, 1, 597.
36. Qinding Baqi Tongzhi, in Wenyuange
Siku Quanshu, DCLXVIII, 145.
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772

38. Wenyuange Siku Quanshu, DCLXX,
545. In this chart, Laohan’s death is mis-
takenly recorded to be the eighth year of
Tiancong.

39. Zhakumu is mentioned in Manzhou
Yuanliu Kao, in Wenyuange Siku
Quanshu, CDXCIX, 549, as being in the
Hun River valley, where the residing
tribes were conquered by Nurhaci c.
1589. For the location of these tribes, see
Matsuda Hisao and Mori Shikazo, Ajia
Rekishi Chizu (Tokyo, 1966), pl. 80a.
Parenthetically, 1589 is also likely the
year when Bada Bayan declared his
fealty to the Qing founder.

40. Wenyuange Siku Quanshu, DCLXV,
196ff.

41. Baibu Congshu edition; Juan 1, pp.
17a-b.

42. Wenyuange Siku Quanshu, DCLXV, 196.
43. To mention another instance: Yun-
duan, a friend of the artist and a Manchu
scion and noble, changed his own name
to Yueduan in order, so it would seem,
that it would fall in line with his father’s
given name, Yueshan. When the two Yue
names are juxtaposed, without their
Manchu surname, it creates an illusion
of a direct father-son relationship — in
the Chinese fashion. The fact that Yue
was a Chinese name of long standing
only helped to strengthen the illusion.
44. See the entry under the jishi day,
tenth month, of 19th year of Qianlong’s
era, in Gaozong Chun Huangdi Shilu (Tai-
pei, 1969), X, 6905. It displays the impo-
tence of imperial rage in dealing with
those Manchu and Mongolian officials
who adopted Han names. A previous
imperial edict on the subject was for all
practical purpose ignored and that
Qianlong found it necessary to restate

his view.
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New York, May 20-22, 1985. A Chinese
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unpublished archival sources to outline
the nature of the Qianlong painting
institution.
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6. Qianlong court paintings were not
chosen for the International Exhibition



of Chinese Art in London, 1936, but they
appeared with some frequency in the
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(1929-36), Gugong Shuhua Ji (1930-36),
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1987), pp. 865-866. Silbergeld himself
seems to question the quality of later
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ies; pp. 876-879.

9. Simon B. Heilesen, ‘Southern Jour-
ney, Bulletin of the Museum of Far Eastern
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Painters of the K’ang-hsi Period (doctoral
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Study of Giuseppe Castiglione, A Jesuit
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Cécile and Michel Beurdeley, Giuseppe
Castiglione: A Jesuit Painter at the Court of
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16. Hou Ching-lang and Michele
Pirazzoli, ‘Les Chasses d’Automne de
I'Empereur Qianlong a Mulan, T’oung
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tinues to be a major concern to Euro-
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Staatlichen Museum fiir Volkerkunde,
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Society, no. 43 (1978-79), pp. 33-46.
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Under the Qianlong Emperor, in EB, p.
303.



27. See, for example, Trees and Rocks
painted by Zou Yigui as a pictorial colo-
phon appended to The Admonitions of the
Instructress to the Palace Ladies, attributed
to Gu Kaizhi and now in the British
Museum (Suzuki Kei and others, Com-
prehensive Illustrated Catalog of Chinese
Paintings [Tokyo, 1982-3], E15-261). Dong
Bangda also collaborated with the
Emperor in adding a colophon of cal-
ligraphy and painting to the handscroll
Dream Journey to Xiao and Xiang, then
believed to be by Li Gonglin (see Suzuki,
JM1-305). In this case the Xiao-Xiang
theme had a special significance for the
artist who in the same year completed
an imperially commissioned copy of a
Ma Yuan handscroll on the same theme
(see note 28 below).

28. Many such copies survive and
many, many more are recorded. See, for
example, the handscroll by Dong
Bangda recreating the Eight Views of Xiao
and Xiang by Ma Yuan (EB, pp. 84-87).
29. Rogers, in EB, pp. 303-304.

30. See note 2.

31. See the essay by She Cheng in the
present volume, and in EB: She Cheng,
‘The Painting Academy of the Qianlong
Period: A Study in Relation to the Taipei
National Palace Museum Collection; pp.
318-342; and Yang Xin, ‘Court Painting
in the Yongzheng and Qianlong Periods
of the Qing Dynasty, with Reference to
the Collection of the Palace Museum,
Peking, pp. 343-357.

32. See, for example, Nie Chongzheng,
‘“Qianlong Pingding Junbu, Huibu,
Zhantu” he Qingdai de Tongban Hua;,
Wenwu (1980), no. 4, pp. 63-64.
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Monarchy in the Emperor’s Eyes: Image
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and Reality in the Ch'ien-lung Reign
(Cambridge, MA, 1971).

34. In this regard, the function of com-
missioned portraits as ‘political icons’
should be explored. In the case of por-
traits of generals to be hung in the
Ziguang Ge where the Emperor received
foreign emissaries, the motivations seem
clear enough. But what are we to make
of the private portraits of the emperor,
rarely viewed at all?

35. According to Rogers an ‘astonishing
27 percent of the total number of signed
Qing paintings and calligraphies found
in the imperial collection’ (EB, p. 305).
36. The importance of Buddhist and
Taoist subjects is clear from titles listed in
Hu Jing, Guochao Yuanhua Lu (1816)
(Huashi Congshu edition), as well as from
the Bidian Zhulin (1744) and its Xubian
(1793) and Sanbian (1816) sequels (Taipei
editions, 1969-71).

37. Yang Boda noted this in the study
cited in note 2.

38. Rogers, EB, pp. 312-314, notes this
decline and cites a parallel rise in private
patronage of art.

39. The repercussions of the scaling
down of the palace workshops were felt
as well in the decorative arts as crafts-
men turned to private patrons eager to
mimic the court’s style and luxury. For
example, in the same period, many
exceptionally well-carved pieces of Chi-
nese glass may have been worked by
jade-carvers formerly attached to the
imperial workshops. See Claudia Brown
and Donald Rabiner, Chinese Glass of the
Qing Dynasty: The Robert Clague Collection
(Phoenix, 1987), p. 14, n. 16.

40. These companion catalogs of the
imperial collection were edited by

groups of prominent court scholars some
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of whom were important calligraphers
(for example Zhang Zhao) or painters
(for example Dong Bangda). The Bidian
Zhulin was completed in the year of the
commission, while the Shiqu Baoji
appeared the following year. The sequel
volumes (Xubian) of each were compiled
in 1793 under the direction of Wang Jie,
and further sequels (Sanbian) were com-
missioned by the Jiagqing emperor and
compiled under the direction of Hu Jing
in 1816. For further bibliographic infor-
mation see Hin-cheung Lovell, Anno-
tated Bibliography of Chinese Painting
Catalogues and Related Texts (Ann Arbor,
1973), pp. 49-57; for discussion of the cat-
aloging process, see the article by
Kohara in this volume. For a brief discus-
sion of how the process of cataloging
stimulated painting and calligraphy at
court, see EB, p. 17.

41. A study already well along is that by
Ju-hsi Chou, ‘Chinese Painting Theory:
The Ch’ien-lung Era; a preliminary ver-
sion of which was read at the Chinese
Cultural History Symposium, Princeton
University, May 13-16, 1987. A revised
version of the paper will appear in a
forthcoming festschrift to be published
by Princeton in honor of Professor Fre-
derick Mote.
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