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The reigns of Kangxi, Yongzheng, and Qianlong, known in

academia as the High Qing periodwitnessed the proliferation of

a period of transformation yet one that appears remarkably
undisturbed. Compared to the exuberant splendour of the late Ming,
the development of Qing dynasty prints seems to contain more
elements of caution and restraint. Prints first emerged within the imperial court,
temples,and monasteries,

Official publishing activities regained vigour, while private
commercial printing lagged behind due to the upheavals and wars
of the transition period. Artistic endeavours by Western
missionaries at court persisted, even surpassing their late Ming
counterparts. The missionaries' paintings influenced Chinese artists
and introduced Western visual techniques to woodblock printing.

Entering the 18th century duing the reigns of the
Yongzheng and Qianlong emperors, commercial and cultural
activities flourished, particularly in the Grand Canal basin and
the middle and lower reaches of the Yangtze River. To meet the
growing demand of urban readers, commercial printing and
woodblock engraving became widespread.Unlike the Ming
period, where prints primarily served as book
illustrations,the flourishing Qing era saw prints not only
accompanying texts but also appearing as large, standalone
sheets in the form of typical ~""paintings.”™ These were mounted for
hanging or crafted into folding screens to adorn halls and parlours.
The Western stylistic approaches introduced by missionaries thus
spread from the imperial court to the populace.Among these
engraved works were imperial projects serving to educate
subjects or commemorate military achievements, such & the
Illustrations of Farming and Weaving, Thirty-Six Views o the
Mountain Resort, ad battle-honour pik Byod tex privately engraved
imitations of French engravings, later transmitted to Europe, played a

distinctive role during the Chinoiserie craze.

"Western brushwork" prints were mass-produced
and circulated throughout the towns of the Yangtze Delta,
forming a distinctive visual landscape of High Qing society.
Viewed through the lens of today
From this perspective, these Western-style prints formed part of 18th-
century global trade and cultural exchange. Some were sketched
in China before being sent to Europe for engraving and printing;
others were imitations of Western styles produced by local
artisans.

French-inspired engravingswhich were then transmitted @played a
unique role in the thdsé'craze. These prints, blending Eastern
narrative conventions with Western visual language, transcended
material boundaries to appear on porcelain, wall decorations,
lacquerware, and furniture exported overseas. Centuries later, they
remain well-preserved in European palaces,castles, museums, and
private residences.

In 2020, 1 was invited to undertake a research visit to Europe, with the
primary objective of examining these ancient prints preserved in
foreign lands. By a fortunate coincidence, most of the contributors
to this issue are scholars "\ ~/ithy ik yory 1 had
long shared Zam iNntellectual
& FFirm ity /#had the pleasure of meeting during my
stay.More intriguingly, their chosen articles, though not
deliberately coordinated, exhibit a certain intertextual
connection. From imperial palaces to street workshops, from carved
lacquerware to wallpaper, from the water towns of Shantang to
European palaces, it is as if opening a window to glimpse oneself
within the landscape. The role of the prints becomes strikingly
clear, yet subtly multifaceted. Perhaps this is also a response from

today's globalised society toatime and place over 300 years ago.
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Critical Introduction

Accompanying the imperial military campaigns to subjugate the

Junggar and others, Emperor Qianlong
( Aisin Gioro Hongli, 1711-1799, reigned 1735-1796) launched a vast project to
commemorate military achievements. The visual forms primarily comprised
albums and copperplate engravings depicting military exploits, with
numerous sets scattered across the globe in substantial numbers.These
imperial battle illustrations, dispersed from the Ziguang Pavilion to
public and private collections abroad, are generally regarded by
scholars as a cohesive body of work. They are examined within the
context of Sino-Western cultural and artistic exchange or the Qing
court's commemoration of military achievements. Under the emphasis
on imperial authority, the Imperial Works Department absorbed Western
copperplate engraving techniques and their visual
innovations.Germany, possessing the most extensive collection of
Ziguangge artefacts, hosted two exhibitions in 2003at the Museum

of East Asian Art in Berlin ( iatische Kunst, pred to the

Museum of Asian Art), curated by Herbert Butz:'hosted the exhibition
"Images Frorm the Purple Light Pavilion: Portraits of Meritorious
Officials and Victory Scenes from the Qianlong Reign (1736-1795)",
comprehensively showcasing German collections of military achievement
paintings. ?

Imperial court military achievement paintings, centred on
imperial patronage and official workshop production, offer a
comprehensive and in-depth demonstration of how the Qianlong court
synthesised Western European techniques and styles to shape the visual
culture of imperial military prowess. However, researchers lack
sufficient material to further explore its dissemination among local

officials and at the provincial level.
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The influence of. °A collection of carved lacquer hanging screens
formerly housed at Ziguangge provided a breakthrough for this research
topic. While mainstream scholarship explores the diversity of image
transplantation across different media in Qing Palace victory scenes,
these carved lacquer hanging screens—which use copperplate
engravings as their original design templates—have generally been
relegated to marginal status.Lacquer craftsmanship occupies a marginal
position within Qing court artefact studies, and the production context
and technical characteristics of this screen collection remain
unsystematically researched. A recent doctoral thesis from Freie Universitat
Berlin, dedicated to the "Victory in Taiwan" series, represents a
pioneering systematic collation of multiple versions utilising
Germany's rich archival resources.However, as the thesis focuses on the
historical context and narrative structure of the military triumph
paintings, the carved lacquer hanging screens—presumed to be imperial
court products—serve only as supplementary evidence. Constrained by
limitations, the author was unable to comprehensively utiliseclues from the Archives
of the Imperial Household Department (hereafter referred to as the Huojidang
Archives), tribute records, and memorials to fully reconstruct the
production lineage of the hanging screens, which constitutes a shortcoming of
the study.*

This paper first briefly reviews the production process of the
"Victory in the Pacification of Taiwan" series. Through comparative
analysis of different versions, it establishes the source of the hanging
screens' designs. Subsequently, drawing upon primary archival materials, it
examines their cross-mediaadaptation at the local level and the extended significance of

their circulation both within and outside the Forbidden City.
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The Process of Copperplate Engraving

The original forms of the Victory in the Pacification of
Taiwan (album leaves and copperplate engravings) bear a close
relationship to the hanging screens, necessitating a brief discussion of
the former. Following the large-scale personal campaigns of the Qing
Emperor Kangxi (Aisin Gioro Xuanye,Beigned 1661-1722) the Qing Empire
launched another campaign against the Dzungars, the major threat to
its northwestern frontier, during the Qianlong era. The initial
subjugation of Dzungar leader Dawazi, followed by the subjugation of
Dzungar leader Amursana, and finally the pacification of the Muslim leader
Hojjan, constituted a crucial element of Qianlong's **Ten Perfect Military
Achievements” "#he Junggar and Muslim®@ as conceived byfour Western
painters: Giuseppe Castiglione (1688-1766), Ignatius Sickeltart (1708-1780), Jean
Denis Attiret (1702-1768), and Joannes Damascenus
Salusti (>-1781).The work was drafted by these artists

and transmitted via Guangzhou.
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(6) Tav@Vorkshops progressively explored #éching techniques and printing methods based on
French-made productslaying the groundwork for subsequent engraving projects such
as the "Victory over Jinchuang Series".The Imperial Workshops
gradually mastered etching and printing techniques by studying
French products, laying the groundwork for subsequent series such
as the "Victory over Jinchuan" engravings. The sketches and engravings
for the Jinchuan and Taiwan victory series were entirely produced
independently by Chinese artisans.

The campaign to pacify Taiwan commenced in the
51st year of the Qianlong reign (1786) following the Lin
Shuangwen incident and concluded in the second month of the 53rd
year (1788). It followed the subjugation of the Junggar and
Khwarezm regions, as well as the Greater and Lesser Jinchuan,

and was included in the

Qianlong's "Ten Perfect Military Achievements". The creation
of this series of victory paintings has been thoroughly discussed in
academic circles; a brief recap is provided here. Qing forces
occasionally dispatched painters to accompany campaigns and
document battle scenes. Following Emperor Qianlong's initial
directive, in the 53rd year of his reign (1788), during the second month of 1788,
the Emperor first selected eight pivotal battle sites. He then
commanded General Fukang'an

(1754-1796) commissioned local Taiwanese artists to produce draft
sketches. 7 In July of the same year, the first batch of eight finalised
topographical maps were submitted for imperial review, while another eight
were presented to the Imperial Workshop for the production of copper
engravings, laying the groundwork for subsequent printing.® Li Taihan
collated the imperial poems accompanying the Victory Diagrams. The
imperial edict records of the seventh day of the eighth month
documented: “"The great suppression of the rebels, opening up
Zhuluo," ""The capture of Douliu Gate,"” *"The capture ©F Daliyi," ""The

capture of

"Subduing the Rebellion in Half a Day" and "Capturing the

Rebel Leader Lin Shuangwen Alive" The six earlier

illustrations @

Imperial Poems. The previous day (the sixth day of the eighth lunar
month), ministers proposed that Emperor Qianlong supplement
two existing works—"Poem Commemorating Fukang'an's Report of
Triumphant Return and Safe Crossing of the Seaand "Poem
Granted at the Banquet Honouring Triumphant General
Fukang'an and Others"itwo additional illustrationsSubsequently,
two imperial poems were added to complete the set of twelve. °
On the twenty-first day of the tenth month, an official

document from the Imperial Studio indicated that the subjects for all

twelve scrolls of the "Victorious Campaign to Subjugate Taiwan" had been finalised.
The painting style should follow the models of the "Subjugation of
the Quanhui Tribes" and"Victory at Jinchuan" seriesmaintaining
continuity throughout the sequence. *©
Subsequently, the Triumphant Banquet and Crossing the Sea
in Triumph paintings were drafted by Miao Bingtai and Yao
Wenhan (active in the 18th century), while the remaining ten paintings

were assigned to Yang Dazhang, Jia Quan, Xie Sui, Zhuang Yude,

Luming, etc." These were compiled into albums and successively
submitted to the Ruyi Bureau for proof production.

1 According to the Workshop Records from the 54th year of
Qianlong (1789), the Imperial Studio received a dispatch from
Fuging: On the first day of the tenth month, the Maogin Hall
delivered twelve album leaves depicting Taiwan's victories. 2 On
the fifth day of the tenth month, the Qianlong Emperor
commanded via eunuch: "Yao Wenhan and others are currently
painting tde coloured album leaves depicting the Taiwanese
campaign.As one or two paintings are completed,they shall be
delivered to the Ruyi Workshop. Twelve paintings shall be executed
in the same manner as the Western Regions campaign paintings.
Upon completion, they shall be delivered to the Imperial
Workshops for copperplate engraving.” * It is evident that
the colour plates were completed before the first day of the
tenth month in 1789, and were promptly delivered to the Ruyi

Studio for pattern design and copperplate engraving.

The engraving and printingofthe copper plates for the "Victory in the

Pacification of Taiwan"series,

with the Imperial Workshop owersseingtheir sequential delivery in

batches. On the seventh day of the first month of the fifty-

fifth year of Qianlong's reign

On the seventh day of the first lunar month of the 55th year of
Qianlong's reign (1790), the Imperial Workshops first presented
to the Emperor for his imperial inspection one engraved
copper plate depicting "Triumphant Crossing of the
Sea'™ and one accompanying printed design.On the sixth
day of the fifth month of the same year,the engraved copper plate for
"*Capturing the Douliu Sate™r and its
accompanying printed paper design, along with the
copper plate for *Capturing Dawvvulong”™ and its
printed paper design, were presented for the Emperor's
inspection. By imperial decree, two hundred copies were
printed. ¥ In the fifty-seventh year of Qianlong's reign

(1792) On the nineteenth day of the eleventh month, the
Imperial Workshops presented two hundred copies of the
Taiwan Victory Prints, along with a single inventory listing the
Victory Prints displayed in various locations. These were
carried in the afternoon by the eunuchs E'eruli,
accompanied by the Imperial Consort Feng and the Vice
Minister Yilinga, to be presented to the Qianlong
Emperor. ®* Thus, the copperplate engraving of the Taiwan

Victory Prints was completed.
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The Provenance and Current Status of
Lacquered Carved Hanging Screens
E leven carved lacquer hanging screens depicting the Coqet of
Taiwan ounently edst The Museum fiir Asiatische Kunst (Museum of Asian Art) at the
Staatliche Museen zu Berlin holdsthescreen depicting The Relief of Guw(Fig. 1)°
The BDapu ForestThe Capture of DaliyiTheBdte of Jiji Field
The hanging scrolls depicting The Siege of Xiaobantian Mountain, The Capture of Rebel
Leader Lin Shuangwen, and The Battle of Davwwulongare held by the Museum Huis Doomn in the
Netherlands. Due to limited facilities at the Dutch institution, these works are currently on long-
term loan to Berlin, where restoration is being undertaken by the Museum of Asian
Art. @) The Conquest of Douliumen is housed at the Albany Museum of History
and Art in the United States.

(Albany Institute of History & Art), *The Battle of Fangliao is currently in private collection: )
while the provenance of the hanging screens Capturing Zhuang Datian @& riumphant
Return Across the Sea remains to be investigated. 2

The author has examined eight hanging screens from the
Berlin Museum of Asian Art and private collections. Including their
wooden frames, these screens are uniformly rectangular in shape,wih
convex upper edges and concave lower edges, resembling the
Chinese character ** [1 "% ( ). Each features a yellow-
copper suspension ring at the top, chiselled with motifs of bats
encircling a longevity symbol and stylised kuilong dragons, some
of which have rustedThe rosewood frame is inlaid with semi-precious
stonesincluding ivoryjadeitetourmalinelapis lazuli, and agate, forming an
auspicious pattern of intertwining gourd vines. Much of the inlay is
incomplete and severely flaked. The reverse is flat and coated
with ochre lacquer.The screen panel measures 62 cm in height and 97.8
cm in width,executed in the sgraffito technique employing red, yellow,
and green enamels. The base layer is dark green, engraved with

water patterns and celestial motifs on a brocade ground.

Issue 18, 7.26indd 67

The sky background, representing streams, oceans and the
imperial poem at the top; the middle layer in yellow, fully
adorned with a diamond-patterned brocade ground symbolising
land; the top layer in red, engraved with objects, rocks and
architectural details. The rim & bound with brass phiselled with a
continuous swastika patternThe vermilion lacquer is vividgreating
stark contrast; the imperial poem in running script and the seal are
both rendered in gilded bronze characters @ striking dark green
lacquer @onssentindimensionsformat, and carving style, these pieces

likely belong to the same production batch.

Figd

" " Zh 175, i Berlin (No. 6535)
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The first ten panels of The Triumphant Conquest of Taiwan
draw upon war maps presented by Fu Kang'an as their draft source
material. The Crossing the Sea in Triumph and The Triumphant
Banquet panels were respectively drafted by Yao Wenhan and Miao
Bingtai. This section focuses on comparing the visual details between the
carved lacquer hanging screens, album leaves, and copperplate

engravings, exploring the source of the former's draft material.

The Siege of Zhuluo

This illustration depicts the Qing army advancing upon the
city of Zhuoluo (later renamed Chiayi). A stream and undulating
hills divide the composition from top-left to bottom-right, with
the Qing cavalry enlarged in the foreground below left,
marching towards Zhuoluo City in the upper-right. The scene is
rendered from an elevated perspective, showcasing the disciplined
military formation.Some officers and soldiers are firing intensely at
civilians sheltering in the trees. In this album page (Fig. 2), the artillery
smoke and distant mountains employ the traditional gongbi landscape
painting technique of cunfa (textured brushwork), one of the
fundamental differences from the copperplate engraving process. The

copperplate engraving of this scene (Fig. 3) and

Issue 18, 7.26indd89
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the inlaid lacquer hanging screen both employ meticulously rendered contour
lines of varying density to depict the undulating mountain ranges, artillery smoke,

and murmuring stream.

The Battle of Dapulin
This illustration depicts the principal engagements of the
Qing forces at Dapu Forest, portraying their large-scale
suppression of the insurgent populace. A contingent of Qing
cavalry bearing military banners advances towards the open
terrain to the right, interspersed with bamboo thickets and
distant mountain ranges. Amidst the tumultuous melee, the
uniformly dressed Qing troops armed with muskets clearly hold
the upper hand, while a group of civilians flees towards the lower
right corner.On this album page (Fig. 4), the imperial poem is positioned &
to accommodate the ''Seal of the Supreme Ermperor”
on the right, differing from the central placement of imperial poems
on the copperplate engraving (Fig. 5) and carved lacquer hanging screens. The
foreground rock formations in the hanging screen are noticeably
enlarged and connected into a single expanse compared to the album page and

engraving.




The Conquest of Douliu Gate

This illustration centres on the Douliu Gate, slightly off-
centre to the left. Qing forces had by this stage encircled the
fortified settlement with heavy troops, firing concentrated volleys
of musketry across the stream towards the city interior. The upper
left corner of the album leaf reveals more dwellings, with
particular emphasis placed on the
The copperplate engraving (Fig. 6) and carved lacquer hanging screen
depict scattered refugees, with bamboo groves obscuring most
buildings, revealing only a corner of a dwelling. The treatment of
the stream on the left differs significantly: both the engraving and
the lacquer screen feature stones within the stream, a detail absent from the

album leaf.

The Capture of Daliyi

This painting resembles The Capture of Douliu Gate,
centring its composition on Daliyi to emphasise the overwhelming
advantage of the Qing forces as they bombard the city with fierce
artillery.Thick smoke billows within the city walls, flames
reaching skyward, as rebel forces and civilians flee towards the
outskirts. At the stream, they engage the Qing troops advancing
from both flanks. The cannon smoke and fire in the
copperplate engraving (Fig. 7) and the carved lacquer hanging
screen (Fig. 8) form swirling patterns. The village layout on the right is
highly similar, with banded cloudsand mistincorporated between the

distant mountain ranges.

The Battle of Jiji Pu
This depiction portrays Qing forces engaged in combat at
Jiji Field. The Qing formation advances broadly from left to right:
a large contingent of cavalry bearing banners leads the advance,
followed by infantry who now peer across the stream towards

the right. On the opposite bank, a group of artillery pieces

The intense bombardment of Jiji Field is depicted with flames
filling the sky and thick smoke billowing. The carved lacquer hanging
screen (Fig. 9) employs dense, fine lines to form swirling patterns representing
cannon smoke, while distant mountain ranges are adorned with

bands of clouds—a technique reminiscentof copperplate engravings.

The Suppression of Xiaobantian Mountain

This illustration depicts Qing forces besieging the rebel
stronghold at Xiaobantian. Due to the precipitous terrain of
Xiaobantian atop the mountain, cavalry assembled at the base must
dismount and proceed on foot. Smoke billows from the mountain-top
fortress, while fierce combat rages outside its walls(Fig. 10) The details in the
album leaf, hanging screen, and copperplate engraving are largely
consistent, save for the carved lacquer hanging screen which
incorporates a large rock in the centre of the river on the right,
resembling an island in a lake. This constitutes one of the principal differences

between the album leaf and the copperplate engraving.

Capture of the Rebel Leader Lin Shuangwen

This illustration (Fig. 11) depicts the capture of rebel leader
Lin Shuangwen by Qing forces. The group in the foreground's
open terrain can be divided into two sections: the right foreground
shows Qing soldiers either riding past or halting to rest; in the
lower left, a figure with a rope around his neck is being escorted by
Qing troops. Lee Tae-han speculates this figure is Lin Shuangwen.? The
details of the various forms are largely consistent. The lacquered
hanging screen features more stacked stones in the foreground,
creating a sense of depth and receding perspective. The
mountains, rendered with thick layers of vermilion lacquer, exhibit

intricate chiselled textures and a pronounced sense of layering.
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Fig.10

Theskpoft 1 Library of Berlin, German National Library Foundation
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Figure 12

TheBattiedTx ingel i Library of Berlin, German National Library Foundation, Berlin, Germany
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The Battle of Dawulong

This print depicts the Qing forces attacking Dawulong. The
terrain is complex, with stacked boulders and a winding, U-shaped
stream encircling Dawulong, positioned slightly off-centre to the left. In the
foreground, Qing troops advance in two columns, encircling a fortress
densely surrounded by bamboo thickets, from which smoke
billows.(Fig. 12) The space beneath the imperial poem on the album
leaf is relatively sparse, whereas the imperial poems beneath the
copperplate engraving and carved lacquer hanging screen are positioned closer to

the water surface.

The Battle of Fangliao

The three compositions share a similar structure, with the
coastline bisecting the entire scene diagonally into maritime and
terrestrial domains. Along the shore, the rebel forces led by
Zhuang Datian retreat steadily under the combined assault of
disciplined infantry and concentrated naval artillery fire, fleeing
towards the distance.The churning sea and interlocking waves lend the
scene dynamic tension. This hanging screen dispersed overseas in the
early 20th century. Fortunately, a European collector had long
installed a flat glass cover over the screen panel, resulting in the
best-preserved condition of the entire set. The gilded imperial
poems remain largely intact.(Fig. 13) The deep green sea contrasts
sharply with the vermilion-lacquered land. The lacquer artisan
ingeniously attached a row of copper wires to the sides of the
vermilion sails to simulate rigging, with traces of vermilion
pigment still visible. This technique transcends the two-dimensional

plane of printmaking, imparting a vivid sense of three-dimensionality.

Capture of Zhuang Datian

This painting (Fig. 14) is divided into sea and land sections:
upon the turbulent waves sail two vessels laden with Qing troops,
while large numbers of Qing soldiers advance along the coastline.
In several dwellings at the upper right, the rebel forces mount a final
stand, surrounded by the enemy. Similar to the Capture of the Rebel Leader Lin
Shuangwen, a figure with a rope around its neck appears in the upper
right corner, likely representing Zhuang Datian.?? The composition remains
consistent across formats such as album leaves, though the carved lacquer
hanging screen reduces the scale of the vessels proportionally across the entire

image, extending the focal distance.

Crossing the Sea in Triumph

This composition, drafted by Yao Wenhan, depicts a Qing
naval fleet traversing the Taiwan Strait. A procession of vessels
laden with soldiers advances majestically across the sea, their
hulls linked end to end. The perspective extends from distant
horizons to foreground elements, creating a scene of monumental
grandeur and sweeping momentum.The composition closely mirrors
the Imperial Triumphant Return from Taiwan, commemorating the
successful reconquest of Penghu and Taiwan in the 22nd year of Kangxi's reign
(1683). This work likely emulates the latter, linking imperial military
prowess with the Kangxi Emperor's campaign to pacify Taiwan.®
In the copperplate engraving, waves are rendered as parallel
undulating lines, whereas the lacquered hanging screen employs
fish-scale motifs assembled into wave patterns, a technique closer
to that of album leaves. The area of the foreshore rocks in the
screen's foreground is considerably larger than in both the album
leaves and the copperplate engraving, proportionally diminishing

the fleet within the overall composition. (Fig. 15)
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Fig.18

TheTiumphalBanquet copperplteengaing 172, National Library of Berlin, German National Foundation for Prussian Cultural Heritage
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Triumphal Banquet

This composition was drafted by Miao Bingtai, its subject matter
complementing an imperial poem inscribed by Emperor Qianlong. *The scene
depicts the Emperor seated upon his throne within the Hall of Auspicious
Longevity at the Mountain Resort, facing the stage of the Hall of Clear Melodies as
he hosts a banquet to honour the victorious generals and soldiers returning from
battle.The Emperor's likeness, positioned on the left, is rendered with clear
definition, turned three-quarters to the right. His figure appears larger than those
of the surrounding figures, facing the neatly kneeling soldiers on the open ground.
On the right, a theatrical troupe performs on the stage, using two boats to simulate
a naval battle scene, echoing the theme of the Battle of the Platform. No carved
lacquer hanging screen has yet been found for this painting. The architectural
rendering in the copperplate engraving clearly shows the influence of Western
linear drawing techniques (Fig. 16).

The composition of the album leaf "Victory in the Pacification of Taiwan"
closely mirrors that of the copperplate engraving, with the Ruyi Studio artist
adhering fairly faithfully to the album leaf. Nevertheless, certain technical
differences persist between the two media.Take the second illustration, Battle of
Dapu Forest, as an example. The album page's imperial poem was laid out to
accommodate the imperial seal, whereas the engraver creating the copperplate
proof had no such constraint. The imperial poem was traced onto the centre of the
plate, and the lacquer carving closely followed the engraving's treatment. In
summary, the copperplate engraving should be regarded as the proof for the
lacquer carving hanging screen.

However, the carved lacquer hanging screen does not
adhere rigidly to the print.Firstly, compared to the album leaves
and prints, the carved lacquer screen panels are approximately 10
centimetres larger in both height and width. Consequently, the rock
formations in the foreground of screens such as The Battle of
Dapulin, The Capture of Daliyi, and The Triumphant Return Across
the Sea are generally enlarged. This indirectly increases the
distance between the viewer and the depicted subjects, creating a
more expansive overall vista.Printmaking emphasises the
proportional scaling of foreground, midground, and background

objects and architecture, preserving a

The carved lacquer hanging screen ilements of linear perspective,
though it softens the proportional scaling contrast between midground al
background. The scale of both imagery and text within the carvings also
increases proportionally with the overall dimensions.The imperial poems
in the copperplate engravings were directly transferred from album
leaves, sharing similar dimensions where text filled the sky, partially
overlapping distant mountain ranges at the edges. This saturated,
striking arrangement conveyed a palpable sense of pressure. In
contrast, the carved lacquer reproduction of poems at identical
scale reserved greater margins on either side, directly reducing
the proportion of text within the composition.In other words,
the imperial poems—which originally played a central role in
both the album leaves and copperplate engravings (text
preceding imagery)—see their prominence diminished when juxtaposed with
the enlarged battle scenes in the lacquer carving. When the hanging
screen is displayed on a wall, the relationship between the battle
composition, positioned at eye level with the viewer, and the

imperial poems situated above it appears more harmonious.

Moreover, when handling the transposition of images across media, artisansmust

should make appropriate adjustments according to differences in material,
technique, format, and viewing method. The carved lacquer hanging screens depict
the contours and distribution of mountains and trees. While the overall
composition remains faithful to the copperplate engraving, numerous details reveal
traces of the lacquer artisans continually integrating the inherent stylistic
conventions of the new medium during the process of transferring and carving.The
distant mountain ranges carved from vermilion lacquer not only reproduce the
cloud bands winding around the hills seen in the engravings but also intersperse
more freely among the trees, unconstrained by convention.Scenes depicting Qing
forces launching fierce artillery assaults against the enemy recur in The Relief of
Zhuluo, The Capture of Daliyi, and The Battle of Jiji. Carved lacquer recreates
flames, smoke, and waves through intricate parallel lines. The high-relief lacquer
surface transcends the two-dimensional plane of the original draft, achieving rich

dimensionality.
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The production of the Victory Series spanned the nation.
The Qing court commanded frontline generals and frontier officials
to submit drafts, wichwere centralised at the Imperial Studio for
sketching and drafting bdrebeing engraved and printed by the
Imperial Workshops. While the copperplate engravings of the
Victory over Taiwan were regarded as imperial achievements, the
carved lacquer hanging screens were creations inspired by this
project among the provincial governors. According to the tribute
records of the 60th year of Qianlong
(1795), the tribute offerings presented by Qi Feng'e, Governor of
Jiangsu (a jinshi graduate of 1769), included a set of lacquerware:
"Twelve panels of carved lacquer hanging screens bearing
imperial poems commemorating the victory in Taiwan... Two pairs
of red lacquer chrysanthemum-petal boxes bearing imperial poems,
two pairs of red lacquer chrysanthemum-petal dishes bearing
imperial poems, two pairs of red lacquer chrysanthemum-petal
clocks bearing imperial poems..."(Fig. 17)% This indicates that the
extant ""Imperially Composed Poems: Taiwan Victory Scene
Carved Lacquer Hanging Screens™ were presented to the
Qianlong Emperor by him as a customary tribute. Qi Feng'e was
the third son of the Banner Huisai, adopted as a foster son by Sele
since childhood, and belonged to the Manchu Plain White Banner of
the Imperial Household Department. Having passed the imperial
examination in the thirty-fourth year of Qianlong (1769), he

successively rose to become Governor ofliangsu,

Issue 18, 7.26.indd 2021

and in the fifth month of the 57th year of Qianlong's reign (1792),
he was promoted to Governor of Jiangsu. 2 He successively
held the posts of Vice-Governor of Jiangsu (Second Rank)d
Governor of Jiangsu (FrstRark) .

(Grade 11) Qi Feng'er maintained a permanent presence in Suzhou
Prefecture, and the procurement of carved lacquer hanging
screens and vermilion lacquer chrysanthemum-petal lacquerware
bore a deep connection to this thriving commercial metropolis of
the southeast during the Ming and Qing dynasties. From the Song
dynasties through the Ming period, the Jiangsu-Zhejiang region
surrounding Lake Tai served as a centre for the production and
consumption of diverse lacquerware, with carved lacquer
craftsmanship being particularly prominent.?’ By the early Qing
dynasty, lacquerware production persisted unabated in Suzhou,
with officials occasionally presenting imperial tributes. For
instance, Li Xu

(1655-1729), who presented lacquerware tributes in both the tenth

and twelfth months of the 32nd year of the Kangxi reign (1693).

Imperial edicts bearing the emperor's handwritten annotations indicate that

foreign lacquer and carved lacquerware constituted the bulk of these offerings. #

No extant carved lacquer pieces bear official

Kangxi or Yongzheng reign marks.Emperor Yongzheng

(Aisin Gioro K1678-1735, reigned 1722-1735 ) actually employed techniques

such as lacquer filling, hollow-carving, and gilding during the Yongzheng

period, as well as refurbishing old pieces to give them a fresh appearance. (31)

Inthefourthyearofthe Zhengdereign(1726) craftsmen from the imperial household were
commanded to participate in the production of carved lacquerware. Fourteen
days later, the inner court presented only a refurbished old carved red
lacquer box. # By cataloguing completed entries in the Workshop Records,
Yang Boda demonstrates Emperor Qianlong's considerable favour for carved
lacquer.From the fourth year of Qianlong (1739), the Suzhou Textile Manufactory
assumed responsibility for large-scale commissioned carving projects to
supply the imperial court. ® Yang Yong revises previous perspectives,
noting that during the Qianlong reign, the Suzhou Manufactory not only
served as the principal agency commissioned to produce carved lacquerware,
but its functions also encompassed new
He undertook lacquer filling, hollow-carved lacquer, gilded lacquer, and similar
techniques, as well as refurbishing old vessels to give them a fresh appearance. 3
Reviewing the archives, since 1740, the production process for
imperial carved lacquerware generally involved the Imperial Workshops
creating prototypes.Upon imperial approval, these were sent to the Suzhou
Weaving Workshop for fabrication. After presentation to the palace, names
and colours were assigned, and markings were carved.During the Qianlong
reign, Suzhou lacquer artisans produced a comprehensive range of carved
lacquerware—from vessels and stationery to religious offerings and
furniture—for palace displays, Daoist atBdtisjitesadthe storage of treasures.
The imperial red lacquer chrysanthemum-petal boxes, saucers, and tea cups,
presented alongside the carved lacquer hanging screen depicting the
Conquest of Taiwan, were all designs commissioned by the Emperor from
Suzhou's Imperial Workshop.®? The imperial verse *“Wu artisans' lacquer
artistry knows no peer; imitations pale beside the originals' grace®™ *
reveals the Emperor's profound satisfaction with Suzhou lacquer
craftsmen's exquisite workmanship. Such imperial-poem lacquerware
bears significant connection to Qi Feng'e's tenure as Governor-General
overseeing Suzhou's imperial workshops, with precedents to be found.His
predecessor, Sa Zai (of the Yirgen Jiaoluo clan, ?-1786, who passed the
translator examination in 1743), presented lacquerware in the 38th year

of Qianlong (1773).

Figure17

Listof j JangQ 1795)

One red lacquer chrysanthemum-petal dish, ¥ This dish was
greatly favoured by the Emperor. Qianlong issued an edict
instructing Suzhou to produce several more identical pieces; the
six newly made lacquer dishes were delivered to the Qianging
Palace for storage. * In the first month of the Qianlong 48th year
(1783), four furtbherudesdOGbd>Cabe> Cainpd P Iacq Gep<poekic
clocks were presented, likewise produced according to
established imperial specifications. % Sazai, a member of the
Manchu Plain Yellow Banner, long presided over the Suzhou
Textile Manufactory. His father, Saha Dai (dates of birth and
death unknown)ksucceeded him in this postFrom the 30th to the 34th
year of Qianlong's reign (765-1769) Saha Dai again oversaw the Suzhou
Textile Manufactory before being transferred to serve as Governor of
Jiangsu, then as Governor-General of the Two Jiang Provinces.
Sazai, born into the imperial household's Bannered People, held

positions within the Imperial Household Department
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Having been promoted through the ranks of the imperial
administration, he was dispatched to the provinces and
subsequently appointed as a provincial governor. His familiarity with
textile production matters was beyond doubt.

Suzhou lacquer artistry led the nationin the 18th century.
Beyond imperial patronage, the accumulated expertise of textile
officials—versed in imperial specifications—proved indispensable.
Sazai and Qifeng's career trajectories mirrored this trajectory:
both served successively as Suzhou Textile Commissioner, Jiangsu
Provincial Governor, and Provincial Commissioner.

The utilisation of imperial workshops for production tasks was
inextricably linked to the geographical factors underpinning
their political networksMoreover, to avoid imperial rebuke,
provincial officials naturally favoured imperial designs when
procuring tribute items. Comparison with earlier imagery confirms
that the "Victory in the Pacification of Taiwan"

The engraving serves as a design template for lacquered hanging
screens, and its dissemination warrants further examination. Upon
completion of the engravings depicting the campaigns against the
Junggar and Jinchuan, these were primarily bestowed upon
members of the imperial household, meritorious officials, and
envoys. They were also distributed to ""the offices of provincial
governors and military commanders throughout the provinces, as
well as to the various imperial retreats for storage and display."’
The engravings facilitated multiple print runs and widespread
distribution, evidently aiding the proclamation of imperial military
achievements. Subsequent series followed this precedent in both
recipients and distribution methods.**0Of the two hundred copies of the

"Victory in the Pacification of Taiwan" prints produced by late 1792,
one hundred and nineteen were initially distributed by the Imperial
Household Department to the Imperial Princes and the Military
Council, alongside provincial governors, military commanders, and
their offices for storage and display. Nineteen additional copies
were printed a year later.®*Qifeng'e was included in the initial list
of recipients. From December of that year until February of the
following year (Qianlong 58th year, 1793), numerous governors, provincial
administrators, and generalswho had received the Taiwan Victory Prints

submitted memorials to the Emperor expressing gratitude for the honour.

Issue 18, 7.26indd 223

Qi Feng'er was prominently listed. In his memorial dated the sixth day of
the first lunar month 1793, entitled "Memorial on Receiving Imperial
Favours: Expressing Gratitude for the Granted Imperial Edition of the
Ten Perfect Records in Ink Engraving and Other Items,"he stated:

=" ..Your humble servant, having received the imperial edict,
respectfully presents the bestowed imperial edition of the Ten Perfect
Records in ink engraving and one copy of the imperial poem Taiwan
Battle Formation Omxfour humble servant has reverently set up an
incense altar,bowed towards the imperial palace, and humbly
accepted these honours."..."® Though the text abounds with
exaggerated praise of the Emperor's achievements, the scale of
the undertaking clearly reflects the subjects’ reverence. The
lacquer carving process typically involved coating and drying in
a special chamber,deep carving and gouging, followed by
polishing and buffing. This required considerable labour, time,
and materials.Theterm "drying in a kiln" refers to the
requirement for high temperatures and constant humidity to
cure the lacquer film, necessitating special kilns.Each layer of
lacquer required approximately one day tocure before the next layer
could be applied.According tostatistics franthe Workshop Records,the
production cycle for small vessels (boxes and cases)commissioned by
the inner court axdcompleted in Suzhou took one year.Large-scale
items such as plaques, couplets, and furniture (thrones, screens)
often required considerably longer production times. * It is
highly probable that Qi Feng'er, recognising the substantial scale of
the twelve-panel hanging screens, commissioned lacquer artisans
from outside the Imperial Workshops to undertake the work
immediately after acquiring the engravings in early 1793.
Completion occurred around early 1795, with the screens then escorted
to the capital alongside other tribute items, a journey spanning nearly
two yearsThe costs of procuring goods and provisions were borne by
the tribute-bearers themselves,entiling considerable expense.Forinstance,
the Changlu Salt Administration made four annual tribute offerings,
“either produced in the capital or commissioned in Suzhou, all funded

from the Salt Administration's integrity allowance." #

Qi Feng'e's choice of carved lacquer craftsmanship

stemmednot only fromhisdesire to impress the Emperor,

but also because the visual effect of layered carving on
vermilion lacquer conveyed auspicious imagery, making it
suitable for annual tribute offerings. The final years of the

Qianlong reign

For twenty years, at the close of each year and in spring, various hanging
screens were typically fitted with ruyi-shaped or cloud-head nails
by thhe rcopprer—imlay
WO rklkshhho g™ fistablishing this as a customary

practice for seasonal decoration.“Many of these carved lacquer
hanging screens were of Suzhou workmanship, possessing a
seasormal” character.“The imperial poems
inscribed upon the battle-achievement hanging screens and the
style of their bronze hanging rings followed the tradition of carved
lacquer hanging screens, imperial poetic plaques, and couplets
within the inner court, all sharing a function of public display.It is
worth noting that in the early stages of the Pingtai campaign in the
53rd year of Qianlong's reign (1788), as victory neared, the
Emperor commanded the Suzhou Textile Bureau to custom-make
two lacquered red-carved hand-scroll boxes for storing imperial
poems. One was inscribed with raised characters reading: "Imperial
Brushwork: Fu Kangan's Memorial and Poem on the Arrival of Lin
Shuangwen's Letter to Commemorate the Event"; the other bore the
inscription: "Imperial Brushwork: Fu Kang'an's Poem Reporting the Capture of

Douliu Gate to Commemorate the Event".

“"Imperial Poems on Fukang'an's Report: Poems on the Arrival
of@etter of Surrender,” while the other bore the inscription
""poems onBeport of the Capture of Douliu Gate.” * The
entirely vermilion-lacquered boxes resonated with the joyous
news of the great military triumphs from the front lines, vividly
reflecting the Emperor's delight upon receiving Fukang'an's
memorials and composing numerous poems in celebration.Qi
Feng'er commissioned an imperial victory painting screen,
presented as a tribute offering for the Emperor's viewing. This coincided
with the Qianlong Emperor's sixtieth anniversary of ascension,
marking a commemorative occasion where subjects #the Emperor—

———4fhis milestone.
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he proguctlon of carved lacquerware for the Qianlong

Emperor, based on the mechanism of imperial workshops
outsourcing production to Suzhou weaving workshops, offers a
fresh perspective on central-local exchanges. Building upon prior
research, this section examines the stylistic origins of carved
lacquer hanging screens and official-mark pieces through the lens
of material circulation and technical exchange, analysing their

craft characteristics that harmonise imperial taste with Suzhou aesthetics.

Workshops and Artisans

If the carved lacquer hanging screen depicting the
Conquest of Taiwan was indeed crafted by Suzhou artisans, how
did the Suzhou Weaving Bureau fulfil its role in executing these
commissioned tasks beyond its primary textile duties? Official
records offer no direct explanation, providing only scattered clues
for insight.In the 20th year of the Guangxu reign (1894),to
celebrate Empress Dowager Cixi”s (1835-1908) sixtieth
birthday, the imperial court commissioned Suzhou weaving
workshops to produce carved lacquer boxes and other
lacquerware. The workshop supervisor Qinglin reported: ““This
office possesses no lacquer artisans; we shall recruit from the
Jiangsu province...” % The text notes that after enduring the

ravages of the Taiping Rebellion, the Jiangnan region faced local

Issue 18, 7.26indd 2425

The sudden decline in demand, coupled with economic stagnation,
made lacquer artisans scarce, and the art of carved lacquerwork
had long since fallen into disuse.” Nevertheless, it remained
customary throughout the Qing dynasty for Suzhou's textile
bureau to recruit artisans locally from the city and its environs.
The artisans employed by the lJiangnan Textile Bureau under the
"*purchasing silk and summoning craftsmen®* system were classified
as Official artisans,” divided into internal and external
workshops. Their remuneration was calculated on a daily and
monthly basis, comprising rations and wages. ® Unlike silk
weaving, which featured relatively fixed positions passed down
through generations, Guo Fuxiang, using Suzhou jade craftsmen
as a case study, deduced that the Bureau of Textiles lacked the
conditions for maintaining permanent jade workshops, unlike the
Imperial Workshops or the Ruyi Bureau. Jade production was
primarily undertaken by temporarily recruited artisans.
Official records further indicate that the Bureau also procured
jade artefacts through purchasing or outsourcing, ultimately presenting

them to the Emperor.5®

Presently, no archival records exist detailing the

operational circumstances of Suzhou's jade and lacquer

workshops

, including workshop locations, artisan recruitment sources,
workforce composition, and wage disbursement details. As Qinglin
of the Weaving Bureau stated in the aforementioned memorial,
"This department has no dedicated lacquer artisans.” The author
contends that imperial lacquerware production likely followed a

similar operational model to jade workshops, with

Temporary recruitment of craftsmen and labourers was similar to
the practice of hiring artisans by the Imperial Workshops to
produce carved lacquerware. 8 For the first time, Qianlong
carved lacquerware incorporated jade carving decorations,
requiring frequent collaboration between lacquer artisans and jade
carvers. To cope with the high-intensity demands of lacquerwork,
establishing one or even multiple large-scale lacquer workshops
for sustained operation was clearly more practical. While
temporary recruitment of personnel allowed for flexibility

.Skilled lacquer artisans, however, served as the backbone of the
operation. Beyond extended employment periods and increased
assignments, they were more likely to be recommended by the
weaving bureau for opportunities to serve in the capital.

The remuneration for these temporary craftsmen differed
from that of the relatively permanent artisans employed by the
Imperial Weaving Bureau, being calculated and disbursed on a
daily basis. This constituted a system of employment known as *~
= ), or payment by the day's work. As previously cited,
the Imperial W in the capital (
) hired external lacquer carvers nthe first year of the Qianlong reign

(1736), paying each craftsman one cash and eight fen" per day.
The rates in Suzhou should not have been lower than this
standard.Scholars have statistically determined from archives that
the labour cost for producing four jade bowls at the Suzhou Weaving
Bureau amounted to 266 work units per piece. Under conditions
involving multiple processes, the silver payment per work unit

\N\s=a= "one cash and five fen four li". Guo Fuxiang

contends that this method of calculating wages was identical to

that employed by the Imperial Workshops in B g when hiring
external jade artisans.®? As the Suzhou Weaving Bureau fell
under the Imperial Household Department, wages for external

craftsmen should adhere to uniform standards.

Suzhou lacquer artisans were predominantly from Anhui,

exhibiting distinct regional characteristics.
. The Qianlong Suzhou Prefecture Gazetteer records that Suzhou's ** lacquer
workshops specialise in matte gloss finishes, alongside exquisite carved
red, carved black, and coloured lacquer—all produced in Jingde"

55, ingdeCountyinAnhuibordersZneiangtif

The legacy of Xin'an (present-day Huizhou) lacquer traditions in
the Qing dynasty. Zhan Jingfeng (1532-1602), a native of Xiuning,
Anhui, noted: "Recently, the beds, stools, walking sticks, boxes, and
cabinets produced in Suzhou and Huizhou, along with carved red lacquer d
black lacquer wares, are all elegantly crafted and charmingly
antique in style."®¥Gao Lian (c. 1527—c. 1603) records in his Zun Sheng Ba

Jian that during the Longging reign (1567—

(1572) Huang Cheng (style name Dacheng, dates of birth and death
unknownputhor of The Record of Lacquer Decorationga renowned
artisan born in Xin'an® By the 18th @ lacquerware produced by
artisans in Xiuning adShexian counties had gained widespread
renown. % With their mountainous terrain and limited arable
land, local artisans seeking independent livelihoods through
their craftsmanship had to expand their reach beyond their
homeland. The artisan household system, established during the
Yuan Dynasty (1206-1368), gradually declined in the late Ming
period. The practice of substituting silver payments for corvée
labour became widespread,adthe system was abolished during the
Shunzhi reign (1644-1661)of the Qing Dynasty, thereby facilitating the
mobility of artisans.The increasingly prominent Huizhou lacquer
artisans of the Qing dynasty formed the backbone of Suzhou's

textile production workforce.

Cross-media technique exchange
The process by  which Qifeng'e transferred
copperplate engravings to Suzhou lacquer artisans
involved the transposition of images from copperplate to carved
lacquer, facilitating technical exchange between different media.
Western copperplate etching techniques entailed coating a

smooth copper plate with a protective vernis

(vernis), then etching the design wga graver (primarily pointe or échoppe) or

burin. Acid is subsequently applied, flowing into the engraved

grooves to create recesses.
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Intaglio lines may be filled with ink, which is then transferred
onto paper via a printing press, yielding the finished copperplate
engraving. ¥The engraving and printing of the Victory over
Jinchuan and Taiwan engravings were undertaken by artisans of
the Imperial Household Department. Qing court engraving of
victory engravings primarily employed needle-point or chisel-
point incisions, supplemented by acid etching techniques.Nie
Chongzheng noted that both light and shadow in the imagery were
rendered through varied lines of differing thickness. Thick, precise
lines delineated contours and highlights, while fine, regular
parallel lines and grid patterns depicted shadows. Intermediate
tones were expressed through fine dots or dotted lines. %

The engravings composed of these intricate lines resemble
patterns on paper,serving as ideal drafts. The late Ming lacquer craft
manual, TheReoddf Lacquer Decorationdescribes the process of
transferring drafts onto lacquerware: "The chalk and powder
bowl. Raised and recessed areas, a hundred forms indistinctly
sketched.” * The distribution of copperplate engravings to
provincial administrative offices held profound significance. It
was clearly impractical to directly punch dense holes along the
fine lines at the expense of damaging the original artwork.
Lacquer artisans would first have to copy the original engraving to
create a template.This secondary tracing inevitably introduced
greater divergence in pictorial detail from the original
manuscript, a discrepancy reflected in the earlier comparative
analysis. Unlike copperplate engraving, which employs shallow
incisions emphasising the density of fine lines to create a sense
of shadow and depth, lacquer carving involves chiselling away

lacquer layers to form blocks of varying depth.

Forming the image contours,it emphasises a sense of depth akin

to bas-relief openwork.

Thus, compared to copperplate etching which employs lines to
convey the original painting's depth and perspective, carving
lacquer techniques are more closely aligned with the woodcut

tradition in their origins.

Issue 18, 26 Julyindd 2627

Lacquer techniques may have drawn inspiration from
printmaking and other two-dimensional media as early as the Tang
and Song dynasties. The Record of Lacquer Decoration notes

that carved lacquer ""in the Tang period often resembled printing
blocks, #at-carved patterns in wverrmiliorm ™ ©British
scholarxr Sir Harry Garner (1891-1977) offered a distinctive
perspective,hypothesising thatthe decorative motif of geometric
brocade grounds first appeared in carved lacquer, potentially
influenced by medieval Buddhist woodblock prints.®Lacquered

screens employ three lacquer colours: the top layer of vermilion

features carved motifs of objects, architecture, rocks and trees;
the middle layer depicts ground patterns; and the bottom layer
portrays celestial and water patterns. The varying colour depths
create a sense of layering, while the arrangement of different
lacquered panels resembles the principles of colour printing,
producing a depth of field far surpassing that of monochrome

woodcuts. %

Unlike the "Pacifying the Western Regions"” and "Victory at

The Victory in the Pacification of Taiwan depicts naval

engagements and maritime crossings for the first time. Themes of Qing
naval warfare and sea voyages appear in the ninth panel

The Battle of Fangliao, the tenth panel The Capture of Zhuang
Datian, and the eleventh panel The Triumphant Return Across
the Sea.The swirl patterns on the hanging screens not only
reproduce the intricate textures of cannon smoke and ocean
waves from the original prints but also bear stylistic hallmarks
of imperial workshop works. These background-filling, hair-thin
swirling water patterns (Fig. 18) were termed <““ocean wave

patterns” by Emperor Qianlong in the Workshop Records. @

The patterns applied to the carved red lacquer Flying Dragon

Treasure Box and Falling Petals Treasure Box bear four-character

inscriptions

, and were acontemporary novelty often paired with auspicious animals

such as fish and seahorses, as well as the falling blossom motif.

Jinchuan" scrolls, which emphasise land battle formations,

Fig 18

Fying Dragon TreasLreBoK QrgDynesty,x 0
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During the Yongzheng and Qianlong reigns, when the
imperial lacquer workshops attempted to replicate carved red
lacquerware, ivory carvers were commissioned to craft lacquer
bases: ©* Unfortunately, lacking specialised artisans, the final
results proved unsatisfactory. This ultimately paved the way for the
complete transfer of carved lacquerware production to the
Suzhou Weaving Bureau from 1740 onwards.Nevertheless, this
cross-media experimentation—incorporating carving techniques
from bamboo, wood, and ivory—infused new vitality into
Qianlong-era carved lacquer craftsmanship. Feng Qi,
recommended by Suzhou weaving supervisor Gao Bin (1683-1755) to
serve in the Imperial Workshops,was commissioned in the
fourth year of Qianlong (1739)to carve a red lacquered round
box.% Feng, originally a bamboo carver , later advanced to ivory
carver and was commissioned to create ivory works. He was a
southern craftsman permanently stationed at the Ruyi Workshop,
serving consecutively under the Yongzheng and Qianlong reigns.
During the Yongzheng reign, his expertise in lacquer application
led to his dispatch with lacquer artisans from the Forbidden City
to the Nine Phoenixes Facing the Sun Mountain to ~~lacquer the
lingzhi" (a type of mushroom-shaped ornament). This likely
explains his subsequent commission by Emperor Qianlong to
carve lacquer-based works. ¢ Many southern artisans were
versatile craftsmen skilled in multiple materials. Their status as
itinerant workers between the court and provincial regions
enabled them to serve as intermediaries facilitating the
dissemination of techniques across different geographical areas
and materials.The Palace Museum holds an ivory-carved fire tongs box
adorned with sea-wave and dragon motifs. The lid features dragons carved
centrally on both panels, with the remaining surfaces decorated with
sea-wave dragons and flaming fireballs. The sides of the box
bear inscriptions in regular script: =" " ("Qianlong Renxu") and
" " ("Zhenxiao respectfully crafted”) indicating it was a respectful creation by
ivory artisan Huang Zhenxiao #of Qianlong (1742fFig. 19By the end of the
second year of the Qianlong reign (1737), Huang Zhenxiao, born in Guangdong, had
been recommended by the Guangzhou Customs to serve in the Imperial
Court's Ruyi Workshop, where his carving style emulated that of Jiading in

the Jiangnan region. % The intricate
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A coteton i Ao

and intricate sea-water patterns, together with the wave-like
edges, bear a striking resemblance to the effects achieved in carved
red lacquer with sea-dragon motifs, similarly influenced by the cross-
media artistic trends of the Suzhou region.

The craftsman's ingenious conceits demand the viewer draw
near and observe closely to fully appreciate them. Take, for instance,
the copper wire rigging suspended between vermilion-lacquered sails
in Battle of Fangliao (Fig. 13),and the prominently scaled distant
mountains, rock formations, and bamboo surfaces across the
hanging screens. The craftsman employed varied chiselling
techniques to carve circles and parallel lines of varying lengths,
mimicking natural stones and grass blades. Such intricate engraving
marks applied to mountain and rock details are also evident in the
miniature landscapes adorning lacquered red-lacquered
boxes.During the Qianlong era, carved lacquer favoured thick, deep
relief carving. Multi-layered compositions combined with intricate
detailing largely preserved the late Ming characteristic of exposed
chisel edges. Yet this technique, evident in the trees and rocks of
small landscapes, was uncommon in earlier periods, representing a
new feature among Suzhou carvers under the cross-media
trend.Unlike organic materials such as bamboo, wood, and
ivory—which inherently possess natural fibres and grain
patterns—reproducing the minute details of wood and stone on

uniformly coated lacquer surfaces to showcase intricate carving required

immense labour to simulate natural forms.

Though the hanging screen "Victory in the Pacification of Taiwan"

was a tribute piece from officials, it still

in craftsmanship with imperial workshop pieces, likely

originating from artisans of the same workshop batch.
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This carved lacquer hanging screen entered the palace
MWQ in 1795, joining other commemorative
imagery (portraits of meritorious officials, victory scenes) stored
in the Ziguang Pavilion. According to the Archives of the
Zhongnanhai during the Qing Dynasty, an inventory of items
stored in the Ziguang Pavilion was conducted in the first year of the
Tongzhi reign
(1862), among the numerous Qianlong victory scenes and portraits of
meritorious officials, the tribute item “"Twelve panels of red carved
lacquer hanging s reeraxs depicting the Battle of
Taiwan with imperial poems”~ presented by Qifeng'e was recorded in
The Objects Stored in the Wucheng Hall of the Ziguang Pavilion
(Fig. 20).* Situated west of Zhongnanhai outside the Forbidden
City, Ziguangge served during the Ming dynasty as the venue for
imperial martial examinations and archery reviews. Under
Qianlong, it was repurposed for banquets honouring foreign
vassals and triumphant generals, enhancing its ceremonial significance
in martial and military contexts.

Numerous Qing court paintings depict imperial
banquets at Ziguang Pavilion honouring foreignvassalsand
celebrating military triumphs, including Yao Wenhan's Banquet

at Ziguang Pavilion
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Banquet at the Purple Light Pavilion,” which records the
emperor's banquet at the newly completed pavilion on the second
day of the first lunar month in the twenty-sixth year of Qianlong's
reign (1761).The newly added Wucheng Hall within Ziguang
Pavilion served as the repository for carved lacquer hanging
screens. This painting followed the traditional Qing court
ceremonial scroll format, presenting the ceremonial
procession and architectural views in a six-part side perspective.
Later, smaller depictions of military triumphs (inalbumsor prints)
adopted single-point perspective and foreshortening techniques.
Forinstance,

the composition of the sixteenth panel, "Banquet Honouring the
Victorious Generals," in the "Victory over the Junggar and Muslim
Rebels" series, was adapted from the "Banquet in the Garden of Ten
Thousand Trees"

The Banquet at the Ten Thousand Trees Garden. Here, the artist
added a two-storey Ziguang Pavilion behind a large Mongolian tent,
with the open space below depicting civil and military officials
lining both sides to escort the Qianlong Emperor seated in a sixteen-
man palanquin at the lower right?® Depicting the banquet at Ziguang

Pavilion to celebrate the pacification of Ili,

The composition of the work depicting the celebratory banquet for the generals and
soldiers of the Western Regions was carried forward into the final ceremonial
scenes of the "Victory over Jinchuan" and "Victory over Gurkha"
series.The final copperplate engraving of the "Victory Banquet”
from the "Victory over Taiwan" series, though relocated to the
Summer Palace with an intention of blending Chinese and
Western elements, reuses the composition of the "Victory Banquet”
from the "Victory over Jinchuan" series.

In the banquet scroll, the emperor is depicted seated in the
second-floor cabinet, facing sideways towards his ministers. The
surrounding buildings and spaces reveal the influence of Western linear
drawing techniques on the Qing court.

The display of martial portraits at the Purple
Light Pavilion constituted an indispensable element in
commemorating the Ten Perfect Military Achievements. The
exemplary role played by the three major campaigns—subduing Ili,
the Muslim regions, and Jinchuan—in Emperor Qianlong's military
exploits was explicitly articulated in the Portraits and Praises of the
Twenty Meritorious Subjects in the Pacification of Taiwan,
produced in the fifty-third year of Qianlong's reign (1788)."The
Triumphant Portraits of the Subjugation of the Junggar and
Muslim Rebels established the paradigm for imperial
commemorative imagery, later replicated in the Triumphant
Portraits of the Subjugation of Jinchuan. In terms of scale, both the
Junggar and Jinchuan subjugation series comprised sixteen
portraits each. Though the Triumphant Portraits of the
Subjugation of Taiwan were reduced to twelve, they were
nonetheless incorporated into the Qianlong Emperor's Ten Perfect Military
Achievements.Towards the end of the 57th year of Qianlong's reign (1792), ink
rubbings of the Imperially Commissioned Ten Perfect Records and
woodblock prints of the Victory over Taiwan were bestowed upon
the Imperial Princes and provincial governors and viceroys. This
clearly demonstrated the Emperor's intent to position the latter as a
continuation of the "Three Great Campaigns~".? When the 8
hanging screens were presented for the Emperor's viewing,
Qianlong likely recognised their public display function as sharing
the commemorative significance of the military achievement

paintings in the Ziguang Pavilion. Hetherefore

Figure20

“OhjeosSioredithechenghelofheZ ergPadon” 1862

he ordered it to be stored there.

Regarding the display and arrangement of the Victory
Paintings in the Ziguang Pavilion, Ma Yazhen noed tet the large
PaINtings, coloyS QLI 800 LU SORRSIRA I BIOBUES-
""due to differences in material, size, and quantity, served
distinct functions:some were displayed in the Ziguang Pavilion,
others stored inthe Qianging Palace, and still others bestowed as gifts
or displayed elsewhere®® 7™For large scrolls without imperial
poems, display methods at Ziguangge included wall mounting.
Additionally, Wucheng Hall featured ="a pair of red carved lacquer
panels,™ "a pair of large auspicious gourd hanging screens with
zitan wood frames,” and "a pair of Victory Scroll hanging
screens with redwood frames." 7 The latter two likely refer to
silk or paper victory scenes mounted within wooden frames,
sharing a design concept akin to the carved lacquer screens with
rosewood borders. Wall hooks were provided for hanging, thus
the possibility that carved lacquer screens were once displayed

in Ziguangge's Wucheng Hall cannot be entirely ruled out.
It should be noted that the officials conducting the inventory of the

Ziguang Pavilion recorded

The lower section of the loot and minor tribute entries will be

presented in small double-line text
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Note the name of the subject who obtained the item and the
reason for the campaign, or the title and name of the
contributor. ™ The absence of any annotation on the lower panel
of the twelve carved lacquer hanging screens suggests that the
fact of their entry into the palace as tribute items had been
forgotten by the late Qing period. The author surmises that if this
is true, then the carved lacquer hanging

The assumption that the screen and the other Victory Paintings
from the Ziguang Pavilion form a unified whole, collectively
regarded as a series commissioned by Emperor Qianlong, is not
only a common scholarly presumption today but can be traced back to the
late Qing period in the 19th century.

Of particular note is that the carved lacquer hanging
screens and the remaining Victory Paintings (including
copperplate engravings) and portraits of meritorious officials
stored in the Purple Light Pavilion are primarily housed in
Germany. As a leading member of the Allied Powers, Germany
suffered successive defeats in the First World War, leading to
domestic political turmoil. Emperor Wilhelm Il (Friedrich Wilhelm Viktor
Albert, 1859-1941,reigned 1888-1918), as the instigator of the war,
faced a crisis of internal and external pressures, finding himself
besieged on all sides. He was forced to abdicate in 1918 mubsequently
fled to the neutral nation of the Netherlands. Relying on his distant kinship
with Queen Wilhelmina of the Netherlands (Wilhelmina Helena Pauline @igned 1890
1948). 7 The Duren estate served as Wilhelm II's residence from 1920 to 1941,
where he winterred following his death at the age of eighty-twoThe six
hanging scrolls depicting the Conquest of Taiwan in the museum's collection
belonged to William 1lI's former holdings. Originally stored in
Germany, they were transported by train to Dolo in1920along with
the rest of his collection, becoming part of the manor house's décor

and collection. 77
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In her recent research and collation of the Berlin National
Museum's collection registration archives, Wang Jingling confirmed
that the majority of the portraits of meritorious officials in the
Ziguang Pavilion are concentrated in Germany. ®Nie Chongzheng
pointed out earlier that the dispersal of these Qing Palace
works overseas, along with the victory paintings in the
Ziguang Pavilion from 1900-1901
The Boxer Rebellion and the historical reality of the
Eight-Nation Alliance's invasion of China are closely
intertwined. “The Zhongnanhai compound in Xiyuan served
as the headquarters and command centre for the Allied Forces'
commander-in-chief, the German General Alfred Graf von Waldersee
(1832-1904). Wang Jingling quotes his critical remarks regarding
the open plundering and pillaging by allied forces from other nations, as
expressed in his report to Kaiser Wilhelm Il on 23 October 1900. (80)
Nevertheless, when cross-referenced with archival records and physical
evidence, it is evident that the Boxer Rebellion's activities were not confined to
the Zhongnanhai compound.
to Emperor Wilhelm 1l on 23 October 1900, in which he criticised the
open plundering and pillaging by other allied nations® However, a
comparison of archival records and physical evidence reveals that
German troops themselves participated in the looting of their
own headquarters, including the portraits of meritorious
officials, victory paintings, and other commemorative
artefacts displayed and stored within the Ziguang
Pavilion.®The six carved lacquer hanging screens now housed in
the Dorland Manor Museum were likely transported to Germany
after the German forces, led by Waldersee, occupied and
plundered the Ziguang Pavilion. They were presented as war
booty to Kaiser Wilhelm Il and ultimately incorporated into his
private collection.Similarly, the victory paintings and portraits of
meritorious officials, originally symbols commemorating the
Qianlong Emperor's military achievements, were dispersed
overseas via the Ziguang Pavilion during the late Qing dynasty.
They became spoils of war carried back by the imperial powers
after their plunder of the Forbidden City. The twists and turns of
their history, reflecting this shift in meaning, evoke profound

regret.

The preceding discussion, drawing upon visual analysis
and archival documentation, comprehensively reconstructs the
significance of the cross-media transplantation of the
copperplate engraving Victory in the Pacification of Taiwan from
the imperial court to the provincial level (Suzhou).This
transplantation unfolded in two phases:The second phase centred
on provincial officials. Upon receiving the engravings as a gift,
Qi Feng'er, then Governor of Jiangsu, entrusted them to the
Suzhou Textile Bureau's external craftsmen to serve as
templates. He mobilised local artisanal resources to produce
carved lacquer hanging screens.Upon Emperor Qianlong's sixtieth
anniversary of ascension, the screens were presented as tribute
for imperial viewing, subsequently stored long-term in the
Wucheng Hall of the Ziguang Pavilion, where they merged with
other ~ commemorative imagery.This  visual transmission,
facilitated through imperial-local interactions, established a
comprehensive circulation circuit both within and beyond the
Forbidden City, reflecting provincial officials' political response
to promoting imperial military achievements. It is crucial to note
that the recipients of these copperplate prints were strictly
limited to imperial princes, princes and dukes, meritorious
officials, generals, and provincial governors. The intended
audience was the imperial authority's representatives extending

from the capital to the empire's frontiers.
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Thus, the Victory Portraits remained inaccessible to other social
strata, limiting their dissemination and impact beyond the confines of the
imperial court.

If the Victory Scroll engravings may be regarded as imperial
propaganda imagery disseminated from the capital to the provinces,
then this set of carved lacquer hanging screens represents an extension of
local officials' utilisation of indigenous resources—weaving workshops,artisans,
admaterials.As a patron, Qi Feng'e's proactive initiative and strategic acumen
in discerning imperial intent cannot be overlooked. Whether receiving the
prints as a gift, procuring tribute items, or presenting them to the palace, the
political capital conferred by his status as an external baiyi (servant)
dispatched by the Imperial Household Department proved indispensable.
#The copper engravings, pivotal to the production process, and the lacquer
artisans assembled through Suzhou's textile bureau, respectively embodied
the technical prowess of the Imperial Workshops and Suzhou. These carved
lacquer hanging screens, distinguished by their unique subject matter and

visual impact, emerged as an unintended Wlmsluct of both entities.

The reason the carved lacquer hanging screen depicting the Victory

in the Pacification of Taiwan

The reason these carved lacquer hanging screens were long
incorporated into the pre-established framework of imperial
production lay in the Suzhou Weaving Bureau effectively
functioning as an extension of the court in the Jiangnan region.
Whether in terms of techniques, craftsmen, officials, or designs, it

became a shared resource for both parties.
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It shares the same origins and stylistic unity with imperial Official supervision and local tribute offerings constituted the two 1. The Museum of East Asian Art and the Museum of Indian Art (Museum fir Indische Kunst) in Berlin merged in 2006 to form the Museum of Asian Art. For details on the institution's history
pieces woven in Suzhou, and was stored alongside other Victory primary sources of artefacts within the Qing court. Tribute items and the development of Berlin's East Asian art collections, see: Wang Jingling, The Collection of Chinese Painting in Berlin: Past, Present and Future;Kansai Chinese Painting and

Calligraphy Collection Research Association (ed.), The Past ard Future of Kansai Chinese Painting and Calligraphy Collections: Proceedings of the International Symposium,
Scenes produced by the imperial workshops within the same bearing imperial poems or adhering to official designs inevitably Kansai Chinese Painting and Calligraphy Collection (Saidmiya City), 2012, pp. 101-110. Herbert Butz ed., Bilder firdie "Halle des Purpurglanzes": chinesische Offiziersportrats und Schlachtenkupfer der

Ara Qianlong (1736—1795) (Berlin: Museum fir Ostasiatische Kunst, 2003) 3. Mayra Anabella Fernandez Monroy de Schafer, Bictorial representations ofthe Taiwan Campaign (1787-1788) by Emperor Qianlong

space. Consequently, its status as a tribute offering gradually blurred the distinction between these two categories. Constrained by the
(1736-1795) (Berlin: Palm Art Press, 2009); Jason Steuber, "Qing Dynasty Emperors Kangxi and Qianlong: Rule through Replication in Architecture and the Arts,” inOriginal Intentions: Essays on
faded into obscurity following its entry into the palace and the difficulty of reconciling extant pieces with archival records, Production, Reproduction, and Interpretation in the Arts of China, eds. Nick Pearce and Jason Steuber (FL: University Press of Florida, Gainesville, 2012), pp. 167-171;Ma Yazhen: Carving
. o . L . . . . . Military Merit: The Cultural Construction of Imperial Military Achievements in the Qing Dynasty, Social Sciences Academic Press, 2016, p. 230. 4. Mayra Anabella Fernandez
turmoil of war.Beyond its inclusion within the Qianlong Victory the cross-media adaptation of the copperplate engravings from

Monroy  Schifer, Zwolf bildliche Darstellungen zum Taiwan-Feldzug (1787-1788) des Kaisers Qianlong (1736-1795) (Berlin: Palm Art Press, 2009). 5.For a seminal study of Qianlong's ** T <
Painting series, this hanging screen set must be situated within the

ctory over Taiwan" series offers a valuable case study, FPerfect Military Achiesxermernts", see Zhuang lifa: Research on the Ten Perfect Military Achievements of the Qing Gaozong

Emperor, National Palace Museum, Taipei, 1982. 6. For illustrations, see: Zhang Xiaoguang, ed., Complete Collection of Qing Dynasty Copperplate Engravings of Military Achievements

context of Qing court-local interactions and sovereign-subject providing fresh perspectives on the multifaceted origins of Qing court . . . . . . A . . .
(Xueyuan Publishing House, 2003); Shigeru Aoki and Hiromitsu Kobayashi, Chinese Western-Style Painting Exhibition: Painting, Printmaking, and Illustrated Books from the Late Ming to
relations. This framing reveals its dual character: both artefacts. the Qing Dynasty (Machida City International Print Museum, Tokyo, 1995), pp. 298-303. 7. "Imperial Edict of the 19th Day of the 2nd Month in the 53rd Year of Qianlong, Instructing
Generals Fukuan and Others to Submit Maps of Strategic Locations Along the Northern and Southern Routes of Taiwan,” in Zhang Xiang et al., eds., Complete Collection of Qing
am Umperiel reeord of military howewrs amd & Dynasty Taiwan Historical Archives (Vol. 8), Xueyuan Press, 1999, p. 1706. 8. Hong Anquan, ed., Archives of Imperial Edicts Concerning Taiwan (Volume 2), National Palace Museum, Taipei,
provincial tribute offering. 2005, pp. 1177-1178,1279-1281; Li Taihan, "The Production Process of Taiwan War Maps during the Qianlong Reign," National Palace Museum Quarterly, Vol. 25, No. 2. 9. Li Taihan: "The Production Process of Taiwan

War Maps during the Qianlong Reign,” National Palace Museum Quarterly, Vol. 25, No. 2. 10. "On the seventeenth day of the eighth month, it was reported that the Co-Minister of the Grand
Secretariat, Fukang'an, presented the Taiwan War Maps. By Imperial Decree:The depiction of figures within the maps remains unsatisfactory. The sixteen original maps shall be
dispatched to the Imperial Painting Workshop in the capital. Yilan Tai shall ascertain the dimensions of previously painted victory maps and produce a new set accordingly. From the
sixteen original maps, ten have been selected. Miao Bingtai shall produce one banquet scene map adhering to these dimensions, while Yao Wenhan shall create one draft of the triumphant
crossing of the sea. The remaining ten original paintings shall likewise be redrawn to scale, making twelve in total. The topography and battle scenes shall mirror those in Fukang'an's submitted maps, while the figures shall
be rendered according to the dimensions used in the Western Regions and Jinchuan battle maps. Upon completion of the drafts, they shall be reviewed jointly with the Military Affairs
Department clerks Fang Weidian and Fan Ao for deliberation. The final reports shall be submitted for imperial inspection in due course."21st day of the 10th month, 53rd year of

Qianlong, from the "Chronicle of Events.” See Volume50 of the “Compilation of Archives from the Imperial Household Department's Bureau of Manufactures,” jointly edited by the First

Historical Archives of China and the Museum of Chinese University of Hong Kong,Peoples

Publishing House, 2005, p. 659. All quotations are based on the archives of the Imperial Household Department's Workshop Office housed in the First Historical Archives of China. 11. First Historical Archives of China,

The Chinese University Museum, Hong Kong, co-compiled, General Collection of Archives of the Imperial Household Department's Bureau of Imperial Workshops, Volume 50, People's Publishing House, 2005,

pp . 659-660. 12. The 54th year of the Qianlong reign

. . See China First Historical Archives and The Chinese University Museum, Hong Kong, compilers, The Complete Archives of the Imperial Household Department's Workshop of the Qing Palace, Volume

51, People's Publishing House, 2005, pp. 659-660.
Min Publishing House, 2005, pp. 512, 517-518. 13. Ibid., pp. 659-660. 14. Ibid., p.660. 15. Ibid., pp. 659-666. 16. The carved lacquer hanging screen depicting the Zhuoluo Enclosure was acquired by
the Museum fur Vélkerkunde (Ethnological Museum) in 1905 from a Berlin antiquarian firm named Ludwig Glenk.Btto Kimmel's (1874-1952) tenure as Director of the Berlin State Museums

from 1934 to 1945, 131 artefacts of significant artistic merit from the Ethnological Museum's collection were transferred to the Museum of East Asian Art; this screen was among them.Herbert Butz ed., Bilder fur

die ““Halle des Purpurglanzes”: ische Offizi und der Ara Qianlong (1736-1795)  (Berlin: Museum firOstasiatische Kunst, 2003), p. 62. 17. Herbert Butz ed., Bilder fur die ““Halle des Purpurglanzes”:

offizi und der Ara Qianlong (1736-1795)  (Berlin: Museum fir Ostasiatische Kunst, 2003), pp. 63-67. 18. This hanging screen was originally also held in Germany, becoming part of the
Albany, USA collection in 1945. See Oskar Miinsterberg, Chinesische Kunstgeschichte, vol. 2, Paul Neff Verlag (Esslingen am Neckar: 1912), p.435.  19. This hanging screen was auctioned by Christie's London on 12 July
2005 (Lot 148) and isnow in the private collection of Feng Santang in the United States. 20. The hanging screens Capturing Zhuang Datian and Triumphant Return Across the Sea

were auctioned jointly in London, UK, in February 1923, as Lots 108 and 109 respectively. The London
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Illustrated London News, vol. 99, no. 2570) published collotype colour plates and brief descriptions for two hanging screens on 25 July 1936. The screens were then held by London
antique dealers Messrs. Spink and Son, Li. The published images carried advertising intent to attract buyers. 21.1bid. 22.1bid. 23.The Kangxi-period Imperial Triumphal Painting of
the Pacification of Taiwan previously appeared in Beijing Hanhai Auction Company’s Autumn Sale on 9 November 2005 (Lot 198) and Beiwai Auction Company's inaugural Art Auction in

2009(Lot 1003). This silk painting employs richly coloured blue-green pigments and bears multiple imperial seals of the Qianlong Emperor, alongside the seals “Seal of the Fourth Imperial Prince,

Prince Yong of the First Rank" and "Seal of the Five i , Four ishments, and Ten Perfections”. Its creation likely occurred between 1683 and the formal accession of the

Yongzheng Emperor (1722). For details, see Takada Tokio:Qianlong Victory Scenes: C y on the rtary Album of the Taiwan Campaign, p. 16, note 19. Quoted in Li
Xinwei: The Genesis of Qing Palace Copperplate Victory Scenes: From the Western Regions Victory Scenes to the Taiwan Campaign Scenes, MA thesis, Institute of Art History,
National Taiwan University, 2012, p. 61. 24. Ibid. 25. 11th day of the 4th month, 60th year of Qianlong, "Tribute Records," see China's First Historical Archives.
The Palace Museum and The Chinese University Museum of Hong Kong, compilers, The Complete Archives of the Imperial Household Department and the Imperial Workshops of the Qing Dynasty, vol. 55,
People’s Publishing House, 2005, p. 744, 26.  zhao Erxun etal., compilers, The History of the Qing Dynasty, vol. 3, Zhonghua Book Company, 1977, vol. 15, p. 553; vol. 45, vol. 499, p. 1380.

, Vol. 3, Zhonghua Book Company, 1977, Vol. 15, p. 553; Vol. 45, Vol. 499, p. 13805 . 27. For stylistic shifts in carved lacquer craftsmanship from the Song dynasties to the early Ming period, s e e
Zhan Zhenpeng: Zhu Xiang Zeng Hua: Ming Dynasty (1368-1435) Official Lacquerware and Its Associated Implications, Palace
Museum Academic Quarterly, Vol. 34, pp. 107-122.

, see Zhan Zhenpeng: "The Enhancement of Lacquer: Official Red Lacquerware in the Early Ming (1368-1435) and Its Associated Implications,” Palace Museum Academic Quarterly, Vol. 34, No. 2. 28.
Compiled by the Ming-Qing Archives Department of the Palace Museum, Li Xu's Memorials, Zhonghua Book Company, 1976, p p . 2-3. 29. 13th day of the third month, 4th year of the Yongzheng reign
(1726), "Lacquer Workshop,”*

Archives and The Chinese University of Hong Kong Museum, Compilation of Archives from the Imperial Household Department's Bureau of Manufactures, Vol. 2, People’s Publishing House, 2005, p. 161.
30. Yang Boda:

The Origins and Development of Suzhou Carved Lacquerware in the Qing Dynasty: Insights from the Archives of the Imperial Workshop,” Bulletin of the National Museum of China, N o . 1, 1982. 31. Yang
Yong: "Preliminary Research on Suzhou

Preliminary Study on the Production of Lacquerware for Imperial Use by the Weaving Workshop," Bulletin of the Palace Museum, N o. 4, 2011. 32. 30th day of the ninth month of the
42nd year of the Qianlong reign, **Official Correspondence,”*

First Historical Archives of China and The Chinese University Museum, Hong Kong, comp., General Collection of Archives from the Imperial Household Department's Bureau of Manufactures, vol. 40,
People's Publishing House, 2005, p. 227. 33. Go

Zong, "Ode to an Imitation of the Yongle Red Lacquer Chrysanthemum Dish,” in Imperial Poems, Vol. 25, Reprinted from Wenyuan Pavilion Siku Quanshu, Vol. 1307, Commercial Press,
Taiwan, 1986, p.674

34. 28th day of the ninth month in the 38th year of Qianlong's reign, "Official Correspondence", compiled jointly by the First Historical Archives of China and the Museum of Chinese University of Hong

Kong, Archives of the Imperial Household Department of the Qing Palace,

, Vol. 36, People's Publishing House, 2005, p . 703. 35. 28th day of the 8th month in the 38th year of Qianlong, **Record of Events**,

University Museum, 36th volume of the General Collection of Archives of the Imperial Household Department's Bureau of Imperial Workshops, People’s Publishing House, 2005, p . 624. 36. 10th day of the Ist

month of the 48th year of the Qianlong reign, * "0l

Woodwork \\/ © 1~ k<< 1 © >," in The Complete Archives of the Imperial Household Department's Bureau of Imperial Workshops, compiled jointly by the First Historical Archives
of China and the Museum of Chinese University of Hong Kong, vol. 46, People’s Publishing House, 2005, p. 445.
Page. 37. Gaolinetal. (initial compilers), Sa Zai etal. (continuing compilers), and A Gui et al. (joint compilers), Imperial Ceremonies of the Southern Tour, vol. 81, reproduced in Jingyin Wenyuan

Ge Siku Quanshu, vol. 659, Commercial Press, Taiwan, 1986, p. 298. 38. Ma Yazhen, Carving Military Merit: The Cultural Construction of Imperial Military Achievements in the Qing Dynasty,

Social Sciences Academic Press, 2016, p. 38.

,1986, p. 298. 38. MaYazhen:Carvir it it TheCultural Cc i al Milit e tsintheQing Dynesty al Sci " 2016, pp. 229-230.39.
Archives of the Imperial Household Dx ial Workshops, compiled jointly by the First Historical Archives of China and the Museum of Chinese University of Hong Kong, Vol. 50 PeoplesPUblishing House T pp. 663-664. 40. The First

Historical Archives of China holds Manchu memorials from eight generals and Chinese memorials with imperial annotations from fifteen provincial governors and viceroys, which

mention the conferral of copperplate engravings and the imperial Ten Perfections Inscription engravings.See Jiangsu Provincial Commissioner Qi Feng'e's Memorial on Gratitude for
Imperial Favours Including a Volume of the Ten Perfections Inscription in Ink, 6th day of the 1st month, Qianlong 58th year, Archive No. 04-01-12-0242-

032, held atthe First Historical Archives of China.4l. "Official Correspondence," 17th day of the 5th month, 23rd year of Qianlong’s reign, compiled jointly by the First Historical Archives of
China and the Museum of Chinese University of Hong Kong, in
Archives of the Imperial Household Department and the Imperial Workshops," Vol. 23, People's Publishing House, 2005, p . 608 . 42. Transcript of the memorial "Salt

Tax, " 27th day of the 7th month, 27th year of Qianlong, by Jin Hui
. cited in Lin Yongkuang and Wang Xi, "The Changlu Salt Merchants and the Imperial Household Department in the Qing Dynasty,” Journal of the Palace Museum, No. 2, 1986. 43.
Compiled jointly by the First Historical Archives of China and the Museum of Chinese University of Hong Kong, The Complete Archives of the Imperial Household Department's

Bureau of Imperial Workshops, Vol. 53, People’s Publishing House, 2005, pp. 252-255, 257-250. 44. The earliest proponent of the term "Suzhou craftsmanship" was Nalan Chang'an,

as recorded in his Notes on Official Travels, vol. 18, Guangwen Publishing House, 1971, p. 947.Within the Workshop Archives, tasks could be further categorised as "mandated work" ([ [ ) or
"seasonal work" (0 [ ). See Chen Guodong, "Prince Yi, Emperor Yongzheng, and the Imperial Household Department’s Workshop Bureau,” Palace Museum Monthly, Issue 358, 2013, p. 45. 45.

On the second day of the eleventh month of the fifty-sixth year of Qianlong's reign, "Official Correspondence,” compiled jointly by the First Historical Archives of China and the

Museum of Chinese University of Hong Kong, Archives of the Imperial Household Department's Bureau of Imperial Workshops, Volume52

Volume 52, People's Publishing House, 2005, p. 608. 46. Qinglin: "Report on the Sequential Production and Delivery of Lacquer Boxes for Imperial Use," 20th day of the 5th month, 20th year of the Guangxu reign,
Document No.

133166, National Palace Museum, Taipei. 47. Documents from Suzhou on the Empress Dowager's sixtieth birthday celebration in the twentieth year of the Guangxu reign, 27 volumes, China First Historical Archives,

cited in Yang Boda:

The Origins and Development of Suzhou Carved Lacquerware in the Qing Dynasty: Insights from the Archives of the Imperial Workshops," Bulletin of the National Museum of Chinese History, No. 1, 1982, p. 136; Suzhou

Museum of History,



Jiangsu Normal University History Department, Nanjing University Ming-Qing History Research Office, compilers, Ming-Qing Suzhou Industry and Commerce Inscriptions Collection, Jiangsu People's

Publishing House, 1981, p p . 152-153.48.

Fan Jinmin and Jin Wen: Research on the History of Silk in Jiangnan, Agricultural Press, 1993,  pp. 139-148; Jiang Zhaocheng: Production Methods and Management of the Qing Dynasty's State-run Silk

Weaving Industry in Hangzhou

Management," Journal of Chinese Economic History, No. 3, 1994. 49. Guo Fuxiang: "The Court and Suzhou: Suzhou Jade Craftsmen in the Qianlong Court,” in Palace and
Region:/Technological Exchange in the Seventeenth and Eighteenth Centuries, edited by the Palace Museum and the Max Planck Institute for the History of Science,
Berlin, Forbidden City Press, 2010, pp. 194-195. 50. Veritable Records of the Qianlong Emperor, Vol. 27, Scroll 1457, 14th day of the 8th month in the 59th year of Qianlong's
reign, in Veritable Records of the Qing Dynasty, Vol. 27, Zhonghua Book Company, 1985, pp. 464-465.  51. Veritable Records of Emperor Qianlong, **Miscellaneous
Warehouse Receipts - Ba-Bai-San-Yu Character,” compiled jointly by the First Historical Archives of China and the Museum of Chinese University of Hong Kong, inf

Comprehensive Archives of the Imperial Household Department's Bureau of Imperial Workshops, vol. 7, People's Publishing House, 2005, p. 397. 52, Yang Boda: "Qing Dynasty

Palace Jade Ware," Bulletin of the Palace Museum, No. 1, 1982;Guo Fuxiang: “The Court and Suzhou: Suzhou Jade Craftsmen in the Qianlong Court," in Palace and Region: Technological
Exchange in the Seventeenth and Eighteenth Centuries, edited by the Palace Museum and the Max Planck Institute for the History of Science, Berlin, Forbidden City Press, 2010, pp. 194-
195. 53.Wang Ao et al., comp., Gusu Zhi, in Selected Ming Dynasty Gazetteers from the Tianyi Pavilion Collection: Continuation Series, Shanghai Bookstore, facsimile of

Ming Zhengde edition
L1990, p. 212; Yarshan et al. (compilers), Xi Jun et al. (editors), "Natural F= <>« L1 < =s," Suzhou Prefecture Gazetteer (Qianlong period), in Old Gazetteers of China's Maritime
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Critical Introduction
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The refinement and abundance of books collected and printed
by the Qing imperial court stand as a hallmark of the cultural
prosperity during the Kangxi and Qianlong eras. The variety of paper
used for printing in the Qing dynasty was extensive, and historical
records document the specific types employed for imperial
publications.This article introduces a newly discovered edition of the
"Imperially Commissioned Poems on the Mountain Resort for Summer
Retreat” printed on "Western paper” within the Kangxi
Imperial Palace. It also provides a detailed examination of the
copperplate engravings of the "Thirty-Six Views of the Mountain Resort for
Summer Retreat” by Ma Guoxian. The discovery of this "Western paper"”
printed work provides crucial physical evidence for research on Qing
Imperial Palace copperplate engravings and opens up further
possibilities for studying Western paper printing within the Qing

Imperial Palace.
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The imperial printing works of the Qing dynasty largely
followed the rise and fall of the dynasty.Reviewing the over
two-century history of imperial printing within the Qing dynasty,
it may be divided into four distinct phases:Firstly, the period
preceding the Qing's conquest of the Central Plains, marking
its inception;secondly, the era from Shunzhi to the nineteenth
year of Kangxi (1680), when the Wuying Hall Publishing Office
was established, signifying its developmental phase; thirdly, the reigns of Kangxi,
Yongzheng, and Qianlong, representing its zenith; and fourthly, the period from
Jiaging to the dynasty's demise, denoting its decline.

The paper employed for imperial printing in the Qing court
was diverse in variety and superior in quality. It not only ensured the
exquisite craftsmanship and durability of court publications but also represented
the pinnacle of Qing papermaking technology.According to imperial archives, the
principal papers employed during the Kangxi, Yongzheng, and Qianlong reigns
included: Clear Water Four-Sheet Paper, Sichuan Paper, Grand Historian Paper,
Cotton Four-Sheet Paper, Banner Paper, Xuan Paper, Bamboo Paper,
Thin Cotton Four-Sheet Paper, Western Paper, Jiangle Paper, Lewen Paper, Cotton
Paper, Ribbed Paper, Raised Four-Sheet Paper, White Cotton Banner

Paper, Four-Sheet Paper, and Korean Bark Paper (Grade Il).

Issue 18, 7.26 indd 4041

Korean paper (often used for mounting bookmarks), rough-edged
paper, lJiangluo oil paper, yellow Korean paper, Jinggao paper, white deer paper,
Guangwen paper, white cotton paper, plain white paper, gold-threaded
official notice paper, firm white Taishi continuous paper,
southern rough-edged paper, five-fold yellow notice paper,red brittle paper, yellow
brittle paper, white brittle paper, Kaifeng paper, No. 3 Korean paper, bamboo-based
Lian Si paper, cotton-based memorial paper, bamboo-based memorial paper,
Shanxi memorial paper, Shanxi rough paper, etc. The so-called Lian Si paper
corresponds to what we now commonly refer to as Kaifeng paper. Qing Palace
archives contain virtually no records of Kaifeng paper. Research indicates thatonly
in the 29th year of Qianlong(l764) state:"Upon inspection, the
ImperialBireceived 478 more sheets of Kaizhou paper, 48,469 more sheets

of petition paper, 18,144 more sheets of Tai Lian paper, 161 more
sheets of yellow notice paper, and 12 more sheets of rough-textured paper than
in the 28th year of Qianlong..." T Ihhhe "‘Kaizhou paper"

mentioned here @

"*Kaihua p» &= k> < v "~ referred to today remains a matter for
further researchComparing physical specimens with archival records,
Thhe so-—-called "F<aihua
e aSa e r"" mentioned in s is in fact the Lian-si paper
used for printing within the Qing imperial court)

Moreover, paper used in the Qing imperial court may broadly be
categorised as follows: paper for imperial calligraphy and painting; paper
for copying sutras; paper for transcribing books; paper for printing
books; paper for mounting and framing; paper for engineering purposes;
paper for drawing patterns; paper for packaging; and paper for daily
use.As previously noted, certain papers listed in the imperial archives of
the Kangxi, Yongzheng, and Qianlong reigns were not intended for
printing. For instance, Goryeo paper—so named for its resemblance to
Korean printing paper—is white yet slightly dull in hue, thick and resilient
with distinct vertical grain. Primarily employed for book covers and
stationery, it was seldom used for j@uring the Shunzhi and Kangxi eras, it
was frequently utilised for tanscribing case files, though its use declined
significantly thereafter.Jiangluo oil paper, as the name suggests,
possesses a pronounced oily texture and is thin and translucent. It was

primarily employed for tracing over other papers or for

double-outlining imperial calligraphyFor instance, records from
the first year of the Qianlong reign (1736), August “"engraving
workshop*®* docurmer o " " pde one
hundred sheets of Bil paper for use in preparing items for imperial
calligraphy tracing,” though no evidence exists of its use in printing.By
contrast, the extant manuscript books housed in the Palace Museum
employ a multitude of paper types documented in archival records, with
numerous manuscript examples. These include: Xuande glossy paper
manuscripts, sheep's brain paper manuscripts, Korean mirror-gloss
paper manuscripts, Western paper manuscripts, Song dynasty paper
manuscripts, gold paper manuscripts, fragrant-coloured paper
manuscriptsgolden grain papermica paper, blue-green paperplain silk
paperplain paperporcelain longevity papergauze-patterned paper, powdered

paper, sandalwood paper, oiled paper, and yellow paper.
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Historical records document the use of Western paper for imperial
printing during the Kangxi reign of the Qing dynasty. However, no extant
copies of such Western paper publications have surfaced, and scholarly
research on the subject remains scarce. During recent book searches
both domestically and abroad, the author discovered an extant
imperial publication printed on Western paper, filling a
significant gap in research materials.In May 2017, commissioned by
the National Centre for the Preservation of Ancient Books, the
author participated in the appraisal of ancient books at the
Inner Mongolia Library. During the collation process at the
Bayannur City Library, two copies of the Poems on the Summer
Resort, Imperially Commissioned, printed from imperial copper
plates in the 52nd year of the Kangxi reign (1713), were
discovered.(1713), printed by the Imperial Workshop using
copperplate engraving. One copy was printed on Kaihua paper,
the other on Western paper.At first glance, both copies appeared
to be of excellent paper and ink quality, but closer inspection
revealed distinct differences. One copy featured thicker paper, having

been printed on Western paper. (Fig. 1, Fig. 2, Fig. 3)

The copperplate engraving Thirty-six Views of the Mountain Resort,

engraved by Ma Guoxian

One copy held by the Library, containing a letter from Ma Guoxian to Bnmi
dated 26 August 1714; this volume may well be the one presented by
Ma Guoxian to Bnmij;one copy held by the British Museum; one copy held by
the Biblioteca Vittoria in Italy (presented by Ma GuoxianPne copy at the
European Woodcut Foundation;one at the Bibliotheque Nationale
de France in Paris;one at the University of Oxford Library (acquired in 1950,
donated by Philippe); one at the National Palace Museum in Taipei;
one in a private collection in Hong Kong, China.In recent years, the
author has discovered four further copies during book searches
both domestically and abroad: one encountered in a British
antiquarian bookshop in 2016, uncut after printing, bearing the
names of the Thirty-Six Views printed in the outer right-hand
corner of the plate margins, such as "The Twenty-Seventh View: Fragrant
Shore by the Stream";with the inscription #E#lihe lower corner. The author has
observed this illustration in multiple editions but never encountered this particular
notation, which was also previously unmentioned; one copy in a
private British collection; two copies in Inner Mongolia. The
following section examines these newly discovered copies of the

Kangxi Imperial Palace edition of

Imperial Poems on the Summer Palace.

During the Wanli era of the Ming dynasty (1573-1620), the
Italian missionary Matteo Ricci brought four copperplate engravings to China,
including The Virgin and Child. Cheng Yue's Chengshi Moyuan
subsequently employed woodblocks toreproduce these works,thereby
granting China a certain intuitive understanding of European
copperplate engravings.Following Cheng's Ink Garden, as European
missionary activities expanded, the reproduction of Western copperplate
engravings using Chinese woodblock techniques became increasingly
commonplace. During the Chongzhen era of the Ming dynasty
(1628-1644),the Jing Church in Jinjiang published the Illustrated
Commentary on the Nativity of the Lord, containing over fifty
illustrations. This work stands as significant evidence of
traditional Chinese woodblock reproduction of Western
copperplate engravings.However, these works employed traditional
Chinese woodblock techniques to imitate Western-themed
illustrations. Regardless of their subject matter, they remained
fundamentally Chinese woodblock prints in technique and can
only be termed "‘Chinese-style Western paintings". The true
introduction of Western copperplate engraving techniques to

China, and

Figurer

Imperial Poems on the Summer Retreat

SOOI

applied to depict Chinese subjects,thereby qualifying as "Western-style Chinese
painting;’ began with the Italian missionary Matteo Ripa (1692-1745).

Ma Guo Xian, Naples, W = B>y [_1 , missionary,
arrived in Macau in the forty-ninth year of the Kangxi reign (1710), ahe
Roman Curia and China were embroiled in the ~"Rites Controversy™"
The so-called " " Rites Controversy“referred to the edict issued by the Pope
to missionariesChristians, and even the Emperor of China, forbidding
the performance of traditional Chinese rites such as ancestor worship,
heaven worship, and reverence for Confucius.As recorded in the
Documents on the Relations between Kangxi and the Roman Envoys, the
Emperor's indignation and countermeasures against this blatant
interference in the domestic affairs of the
Celestial Ermyeoidre wee predictable. He
issued an edict imprisoning the special envoy Charles Thomas Maillard de
Tournon (1668-1710), who had come to deliver the edict, in Macau, and

decreed:All missionaries arriving in China must

areexceedinglyrarein extant copies.Original records indicate a total of eight extant
copies:one in the New York Public Library,United States; one in the National
Library of Korea, Seoul; one in the National Library of Korea, Seoul; one in the

National Library of Korea,
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Must obtain a permit, declaring compliance with Matteo Ricci's
missionary regulations, namely adherence to Chinese rites and customs;
otherwise, "residence in China shall be strictly forbidden, and
expulsion shall follow".

Despite the escalating tensions between Emperor Kangxi
and the Roman Curia, his curiosity and fondness for Western art
remained undiminished. Doro once remarked: "Recalling how
Emperor Kangxi had entrusted him to request the Pope to
identify priests skilled in art and science to serve atcourt, hoping
thereby to restore
XT's sentiments, having informed the Kangxi Emperor in a letter
that he had been elevated to Cardinal, and that six new priests had
recently arrived in China, three of whom were well-versed in
mathematics, music, and painting."! These six missionaries were
affiliated with the Roman Congregation for the Propagation of
the Faith, which opposed the Jesuits' adaptive missionary
strategy. The painter referred to here was Matteo Guarnieri.
Emperor Kangxi was unaware of Guarnieri's background and stance; his
interest lay solely in the missionary's artistic skill. Thus, in an edict dated
28th day of the fifth month in the 49th year of Kangxi's reign
(1710) to Zhao Hongcan, Governor-General of Guangdong and
Guangxi, he stated:Among the three Western artisans skilled in
painting, command him to produce several dozen paintings. There is
no need to await completion; send three or four pieces forthwith by express
courier for immediate presentation. Inquire whether he possesses the skill to paint
portraits. There is no need to request actual portraits;merely ascertain
his proficiency.When dispatching the paintings, report this matter
concurrently." 2 Following the memorial submitted by Governor-
General Zhao Hongcan and others inquiring about the Western
Doros and the presentation of portraits, Ma Guoxian subsequently
painted eight more works for submission. After such meticulous
examination, Emperor Kangxi expressed satisfaction with Ma Guoxian's paintings

and consented to his coming to the capital.

Serving the Qing court as a painter,Ma Guoxian found himself

in a most disagreeable position.

He came to China to spread the Gospel of God, not to paintYet he
understood #nder the prevailing circumstances, without the status of an
artist, he would never gain entryto China. Thus, he had no choice but to
""comply with the Kangxi Emperor's decreefollow the

established practice of Matteo Ricciand obtain a permanent
residence permit.” In the 50th year of the Kangxi reign (1711),
he entered the capital alongside five other missionaries,
assuming the role of court painter to the Qing dynasty.The

Memoirs of Father Ma Guoxian recount that upon entering the palace,

He was escorted to the studio of the oil painters, disciples
of Cerlatini who had first introduced oil painting to China. After
extending a courteous welcome, these gentlemen presented me with a
brushand invited me to paint before them.TheCerlatinimentionedhere was a
French secular painterwhoarrived in Beijing in the thirty-ninth year of
the Kangxi reign (1700) to undertake the decoration of the Jesuit
Northern Church and paint at court. He is recorded as the earliest
Western artist to serve as court painter in China.

(1700) to undertake the decoration of the Jesuit Northern Church andto paint at the
imperial court. He is the earliest recorded Western artist to
serve as a court painter in China. Duinghis timein Beijing,he

excellent copperplate engravings brought from France. His studio
contained painting implements, as well as fine oil paintings, woodblock
prints, and copperplate engravings.These records do not explicitly
state whether Cerlatini attempted copperplate engraving within the
Qing court, but it is evident his work laid a solid foundation for
Ma Guoxian. These accounts also indicate that by the time Ma arrived
at the Qing court, an institution dedicated to Western-style painting already

existed there, along with specialised personnel in this field.
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Naturally, Ma Guoxian's ascension to become the foremost
figure in large-scale Western copperplate engraving within the
Qing court hinged primarily upon Emperor Kangxi's attitude
towards Western art. Kangxi was an enlightened monarch with
keen interest and appreciation for Western science, technology,
music, and painting. Moreover, he had long possessed a direct,
intuitive understanding of Western copperplate engravings.The
year before Cerlatini arrived in Beijing,in the thirty-eighth year of
Kangxi's reign (1699),the French missionary Joachim Bouvet (1656—
1730), serving at the Qing court,was dispatched on a mission
to France. Upon his return to China, "the King of France
entrusted Bouvet with a volume of exquisitely bound engravings,
instructing him to present it to the Chinese Emperor.”One can
imagine the astonishment of the Emperor of China upon
receiving this album:that the ""French barbariansatross the vast
seas could produce such exquisite artistry—how could our
illustrious China be without it? It is equally certain that while
engaged in painting at court, Cerlatini also introduced Western

copperplate engravings to the Emperor. In

Issue 18, 7.26.indd 4647

Through his interactions with these missionary painters,
Emperor Kangxi not only embraced Western painting but
cultivated a remarkably discerning eye. Asrndadin Gao Shigi's Secret
Choidsof Mount Peng,in the forty-second year of Kangxi's reign (1703) he
remarked to Gao: "Western portraiture captures the divine essence
of Gu Hutou. He mentioned two portraits of noble consorts rendered
with astonishing verisimilitude.”* T Ihe
= b rm &= s e &apturing the divine essence of MEsllseem
somewhat incongruous as a metaphor,yet in describing the uncanny
realism of Western painting, it hits the nail on the head.

Ma Guoxian yearned for an opportunity to showcase his
talents, while the Kangxi Emperor earnestly desired someone to
employ Western techniques in painting. Their collaboration was
inevitable. As Ma Guoxian himself put it: "The Emperor had long
hoped that among his subjects, there might be someone capable of
engraving the geographical map of the Chinese Empire."Finally, in
the forty-ninth year of Kangxi's reign (1710), the Emperor inquired of
court officials Ma Guoxian, Dreg, and Tirich whether any possessed the
skill to engrave copper plates. Among them, only Ma Guoxian

cautiously replied:

He stated that although he had no practical experience in etching
copper plates with nitric acid, he understood the principle and possessed
some knowledge of optics.According to Ma Guoxian's recollections, the
Kangxi Emperor commissioned Chinese painters to create a
topographical map of China to serve as the basis for engraving. Once
the copperplate map was completed, it was presented to the Emperor
alongside the original work. The Emperor was greatly pleased upon
viewing it, for he was astonished to find the reproduction closely matched the
original without diminishing its splendour in the slightest, and
moreover, the original remained entirely undamaged throughout
the copperplate production process. Previously, traditional

Chinese engraving techniques involved first

engraving a book, destroying a book. This was likely the first
attempt at copperplate engraving within the Qing court, though
regrettably, the work did not survive. ®

In the forty-ninth year of Kangxi's reign (1710), Ma
Guoxian accompanied the Emperor to the Mountain Resort. In
his memoirs,he recorded: "I was commanded to complete the
engraving of the copper plates." This indicates that while the
woodblock prints of the Mountain Resort poems were still being
painted, the Emperor had already ordered Ma Guoxian to carve the
copperplate engravings of the resort.In this matter,the Kangxi Emperor
demonstrated remarkable foresight.He assigned several apprentices to
assist Ma Guoxian while simultaneously learning the knowledge and
skills of copperplate engraving from him, thereby cultivating
Chinese masters of the craft. This laid the crucial foundation for the
large-scale production of copperplate engravings within the

imperial court during the Qianlong era.

Accordingto Qing court archives,ontheeighthdayoftheseventhmonthinthe fifty-second

year of Kangxi's reign (1713),

He Su and Li Guoping submitted a memorial to the Emperor.

Qrerighf @mperially Composed Poems of the Mountain Resort for Summer
Retreatit is stated:* "The finished book is most excellent and exceedingly
respectful. You shall first print one or two copies on Western paper and
set them aside. When the copper engravings are completed, they shall be
gathered and bound together. Should there be ample Western paper, it
would be preferable to print several more copies.It has been reported
that this paper tends to wrinkle easily; if creasedthe ink may not adhere
properly,and the strokes may breakTake care to address this matter
appropriately.By Imperial Command.We, the servants, have searched
everywhere forWesempeperbut have not found any. Upon inspection, it was
found that the Hall of Mental Cultivation holds over twenty-five
thousand nine hundred sheets of Western pmong which eighteen
thousand one hundred and forty shessae thin paper suitable for printing
books.
Therefore, the Western paper stored in the Hall of Cultivating the Mind
was retrieved, its creases smoothed out, and entrusted to the chief
supervisor and craftsmen specialising in printing. After one volume was
printed, it was respectfully submitted for imperial perusalThe number of
volumes to be printed shall be determined by imperial decree, with
subsequent printing awd storage to follow accordingly. This is
respectfully submitted for imperial instruction.”Imperial annotation:
"Print only four copies. Store them securely. Decide upon further
printing once the paintings are complete.” Ma Guoxian's memoirs
recount that upon viewing the freshly printed scrolls, the Emperor
declared these paintings " " treasures. He commanded they be bound
together with the Emperor Kangxi's inscribed Thirty-Six Scenes of Rehe
Poems as gifts for Manchu and Mongol princes.

During the engraving of this copperplate series depicting the Summer
Palace poems (Fig. 4), Ma Guoxian undertook arduous labour while
demonstrating exceptional ingenuity.To faithfully reproduce the
resorts scenic beauty, he and the artists involved in producing these
copperplate prints conducted detailed observations of the thirty-six
vistas and ascended to the highest point of the resort to sketch
from life. When the quality of the raw materials for

manufacturing sulphuric acid proved toopoor,the production of oil...
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When raw materials for ink were scarce, he conducted numerous
experimentsand relentlessly sought alternative substances,eventually
producing a reasonably good quality material. He also constructed a
cylindrical machine for printing copperplate engravings.°The extraordinary
significance of these successful experiments was in no way inferior to the
engraving of the Summer Palace Poetic Scenes.They laid the groundwork
for the flourishing, dissemination, and popularisation of Western

copperplate engraving in China.

laid the technical and material foundations.

Although Ma Guoxian and his colleagues undertook
extensive on-site sketching of the Thirty-Six Views, the
copperplate engravings he produced still drew upon the
woodblock Thirty-Six Views as their model in terms of
composition, content, anddecorative style.Since the Emperor had
already affirmed that set of prints as "excellent and most respectful,”
there was absolutely no need to create new illustrations and stir up unnecessary
complications. This demonstrated his shrewd understanding of
the unpredictable nature of imperial favour. Yet this was no
mere imitation or repetition;rather, it represented a re-creation
and sublimation of the original.

When we juxtapose the woodblock and copperplate Thirty-six Views, the
visual disparity arising from differing aesthetic approaches is
astonishing.The copperplate engravings employ Western painting
techniques, utilising chiaroscuro to masterfully render the depth
relationships between foreground, middle ground, and
background, successfully emphasising the three-dimensional
space of the composition. The mountain contours outlined by
single lines in the woodblock prints are reworked in the
copperplate engravings with a substantial sense of volume,
highlighting the layering and tonal variations of the peaks.The
ripples on the water surface, sketched with single lines in

the woodblock prints,
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In copperplate engravings, the sun was rendered with fine
hatching; whereas in ancient Chinese monochrome woodblock
prints, depicting the sun was the simplest of tasks, almost
invariably a circle with a few straight rays. The sun in copperplate
engravings, however, featured distinct gradations of light and
shadow, offering a refreshingly novel perspective to those accustomed to ancient

Chinese woodblock prints.

Naturalythis
This comparison does not imply that Ma Guoxian's copperplate
engraving surpasses Shen Yu's painting or Zhu Gui and Mei Yufeng's
woodblock carving. These represent two distinct artistic styles,
both masterpieces of printmaking.The copperplate engravings of
the Mountain Resort, overseen by Ma Guoxian, marked the first
application of Western techniques to depict Chinese subjects. This
initiative profoundly deepened the nation's understanding of
Western copperplate engraving and played an immeasurably positive role in

adapting Western techniques for Chinese purposes.

Ma Guoxian resided in the imperial court for thirteen

years,commendngin the first year of the Yongzheng reign.

(1723), citing the successive deaths of his father, uncle and elder uncle, earnestly
petitioned to return home. Having received the gracious permission of Emperor
Yongzheng, he returned to Naples accompanied by five Chinese students he
had tutored,bearing with him avastcollection of precious gifts bestowed
upon him by the emperors Kangxi and Yongzheng and their princely
ministers.Their journey back to Europe via London caused a sensation. They were
received by King George I, while Marquis de Burlington extended a particularly
warm welcome to Marquis de Marquis de Marquis de Marquis de Marquis de
Marquis de Marquis de Marquis de Marquis de Marquis de Marquis de Marquis de
Marquis de Marquis de Marquis de Marquis de Marquis de Marquis de Marquis de
Marquis de Marquis de Marquis de Marquis de Marquis de Marquis de Marquis
de Marquis de Marquis de Marquis de Marquis de Marquis de Marquis de Marquis
de Marquis de Marquis de Marquis de Marquis de Marquis de Marquis de
Marquis de Marquis de Marquis de Marquis de Marquis de Marquis de Marquis
de Marquis de Marquis de Marquis de Marquis de Marquis de Marquis de
Marquis de Marquis de Marquis de Marquis de Marquis de Marquis de Marquis

de Marquis de Marquis de Marquis de Marquis de Marquis de Marquis de Marq

Figured

Imperially C the Mour . Imperial C Edition, 52nd Year of Kangxi (1713)
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The Emperor of China’s Palace at Pekin, and His Principal Gardens

e 1753, British g with
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Two sets of paintings were presented to Lord Burlington at the time, one of which
is housed in the British Museum. It is worth noting that in 1753, the
British engravers Thomas Bowles, John Bowles, and Robert Sayer also reproduced a set of
The Emperor of China's Palace at Pekin (Fig. 5). and Robert Sayer similarly
reproduced a set of Imperial Poems on the Summer Palace (Fig. 5), titled The
Emperor of China’s Palace at Pekin, and His Principal Gardens. Comprising 20 plates, 18
were reproduced from Ma Guoxian ”s work, with only minor additions such as
objects and vessels incorporated into the scenes.This work presented the allure
of Chinese gardens authentically to Europe for the first time, catalysing the
18th-century European craze for ‘Chinese-style’ garden architecture. The

Imperial Poems on the Summer Palace enabled Europe

The first encounter with a complete set of copperplate engravings reflecting the

imperial gardens of China

Paintings, research, and appreciation of Chinese gardens have led
many scholars to conclude that "The Thirty-Six Views of the
Mountain Resort exerted a profound influence on British garden art,
catalysing a revolution in British garden design and giving rise to
pictorial concepts™ @ . For instance, the tower at the
renowned Royal Botanic Gardens, Kew (1760) exemplifies British
garden design incorporating Chinese elements. This Chinese-style
garden swiftly spread from Britain across Europe, becoming known as
Tthhe " (jardin anglo-chinois)ConcurrentlyEurope witnessed a
proliferation of engravings illustrating Chinese garden artistry. A notable
example is the 18th-century - rerycky work by George Louis

LeRouge,*The Chinese Garden intheEnglishStyle*.

Issue 18, 7.26.indd 5051

Lin (Détail des Nouveaux Jardins a la Mode.Jardins Anglo-Chinois. ler - XXiéme Cahier),
containing over 490 engravings. Among these, 97 engravings depict
Chinese imperial gardens and palaces, while a significant portion portrays
the landscape of Anglo-Chinese gardens in Britain.In 1750, British
architects William Halfpenny & r— < John Halfpenny @blume entitled New
Designs for Chinese TemplesTriumphal ArchesGarden SeatsPallings, etc.
(New Designs for Chinese Temples, Triumphal Arches, Garden Seats, Pallings, etc.),

dedicated to illustrating how to replicate decorative Chinese garden structures.

The two Qing Kangxi-era

copies of the Imperially Commissioned Poems of the Mountain
Resort, printed using copperplate lithography, represent a major
first discovery in China. At first glance, both appeared to be
printed on Kaizhou paper, but closer inspection revealed significant
differences in appearance. Regarding the paper itself, one copy exhibited
almost no watermarks and was relatively thick, while the other was thinner with
distinct watermarks and yellow stains, characteristic of Kaizhou paper
printing. The latter copy was printed with considerably greater clarity
than the former.lt suddenly dawned upon the author that the
former might well be the Western paper printed copy documented
in the Imperial Archives. Upon examination under light, the first
copy indeed proved slightly thicker, bearing distinct paper mark
watermarks. Had the two copies not been compared side by side, this
discovery would scarcely have been possible. (Fig. 6, Fig. 7)

Prior to the 19th century, Europe utilised linen andhemp as raw
materials for papermaking. The resulting paper exhibited a relatively

ocoare surface texture with apronounced
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texture, rendering it unsuitable for reproducing intricate and detailed

imagery. Around 1750,

, European engraving papers were predominantly "‘straight-
grain paper". Afterf Europe developed a new ‘tcloth-grain
paper"”, thicker than straight-gmmwg%r
texture. While adequate for standard engravings, it still fell
short for intricate prints. Subsequently, Europe discovered a
Chinese-made paper known as 'goose-feather paper”.This
handcrafted paper, produced according to ancient
methods, was light, thin, and delicate, possessing a certain
translucency. When held to the light, it gave the impression of
being as thin as a cicada's wing. Its advantage lay in its
classification ggooked Xuan pnce inked,it did not Band its smooth, fine surface was
exceptionally well-suited to reproducing the effects of Western
copperplate printing. The gampi paper was cut to the same

dimensions as the copperplate,mostnedandthen laid over the plate.
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Then, a layer of glue is applied to the reverse side of the paper,
followed by the overlaying of a sheet of Western drawing paper. After
the ink roller from the copperplate passes over, this Western
drawing paper and the gampi paper adhere together seamlessly.
Thus, the printing and mounting are completed simultaneously.
Bonding the two papers together actually adds an extra step to the
printing process, making it relatively more complex.This
technique was widely employed in the production of copperplate
prints from the 17th century until the mid-19th century. Imperial
Kaika paper possessed the smooth, fine texture characteristic of
goose-skin paper,yielding a print quality superior to that achieved with
Western paper.

This type of watermarked paper (Fig. 8) is a variety of
watermark paper. When held up to the light, it reveals luminous
lines or patterns and text beyond the screen weave.When laid flat
and viewed without light passing through, the texture and
patterns remain concealed. Thereare two methods for producing this

paper:

Firstly, by weaving threads into textures or pattemson paper

screens,creating raised surfaces

where the pulp isthinner during papermaking,causing the texture
to appear bright and visible on the paper. The second method
involves pressing a mould carved with textures or patterns—
made of wood or other materials—forcefully onto the paper
surface. The watermarked paper now universally used for
securities, banknotes, and letterheads across nations is
manufactured based on this principle.Western scholars
believe watermarked paper was invented in Europe during
the 13th century. In 1907, French scholar Bricaud

In his work Les filigrannes: Dictionnaire historique des marques du papier, C.M. Briquet
states that the earliest extant examples date to 1282 in Italy, where the

potential aesthetic appeal of adding watermarks to paper was recognised.

The paper produced by the Fabriano paper mill bears a simple cross
pattern. This serves as physical evidence that watermark paper
originated in Europe. According to Mr Pan Jixing's Draft History of
Chinese Papermaking Technology, watermark paper was invented
in China as early as the Tang Dynasty.However, due to the passage
of time, although the form and method of Tang Dynasty
watermark paper are known, actual specimens remain scarce to
this day.Watermark paper persisted in circulation from the late
Five Dynasties to the early Northern Song period (10th century).
In 1973, during an examination of Chinese painting and calligraphy
papers at the Palace Museum, Li Jianzhong's (945-1013) Tongnian Tie
was discovered bearing a water-wave pattern. This constitutes the
earliest authentic watermark paper extant in the world.The paper used
in the Northern Song painter Mi Fu's Han Ma Postscript displays a pattern of
pavilions amidst clouds, representing a more intricate form of watermark
paper. Regarding its purpose, Chinese watermark paper primarily served

aesthetic and artistic functions,aiming to

to enhance the paper's aesthetic appeal; whereas Western watermarked paper

primarily served as trademarks, family crests,or anti-counterfeiting
marks.

Kossin, the French court engraver of the highest rank who
oversaw the production of the copperplate engraving "Illustrations
of the Victory over the Junggar and Muslim Rebels" during the
Qianlong reign, noted: "The engraving work is meticulous, and the
printing process is most challenging.The Western paper
employed must be moistened with precision. Before each inking,
the copper plate is placed on a grill and heated with
charcoal. The ink is then applied evenly. Upon completion of a print,
the ink on the plate must be thoroughly cleaned before the next
heating and inking process. The technique of rubbing oil onto

the copper plate
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Achieving the effect of * " - 'even weight, harmonious
bbalamnce”™ - is a feat accomplished by but four or
five among hundreds of skilled craftsmen. Without mastery
of the technique, not only will the print be blurred, but the
copperplate itself may be damaged. Furthermore, printing is
affected by weather conditions; winter cold is unsuitable for
the work.Should copperplate prints be brought back to China without
understanding the technique, not only will the prints be blurred, but
the plates themselves will be easily damaged. This is because
Chinese paper tends to become fuzzy, making it difficult to
achieve asmooth finish when printing copperplate worksMoreover,once
moistened, the paper often sticks tglatbecomes brittleEven when y\dramt
must be moistened correctly; if too wet, the ink will spread and
blur; whilst overly dry paper will fail to reproduce the image
faithfully. The ink used for copperplate printing diffesfom the ink-
wash employed in Chinese printing;is colours aedificuitoadist. If the technique
is not mesered,the ink will not saturate the fine lines of the plate evenly,
inevitably blurring the image.The pigment employed by Ke
Sheng was not ordinary blackink, but rather a substance prepared
from French wine lees, refined according to French methods.
Ordinary ink would not only lack tonal gradation and produce unclear

impressions, but would also readily damage the copperplate. ©

Judging from extant copperplate prints,those printed in France

The Western paper employed for engravings features a finer grain,
a glossy surface,scarcely any watermarks,anda slightly thicker texture,
with distinct ink properties. For printing copperplate engravings
within the Qing imperial workshops, some Western paper was
used, though the majority comprised superior thin cotton
paper.Archival records state: "Minister Shu Wen of the
Imperial Household Department delivered 2,480 sheets of printing
paper from the Guangzhou Customs in the forty-third year. Among
these, 1,730 sheets were found dampened by seawater and mould-

damaged.Thesewerehanded over to Elu, the eunuch inchargeofinspection.

for inspection. By imperial decree: Immediately instruct the Hangzhou
Textile Manufactory to produce an exact replica of the
drawings in full, according to their dimensions.The paper is to
be dispatched to the capital without delay for printing. So
ordered.” This archival record indicates that the paper used for
printing copperplate engravings in the Qing Imperial
Household Department comprised both imported Western paper
and paper copied by the Hangzhou Weaving Bureau.
Subsequently, the paper employed for engravings published by
the Imperial Household was predominantly produced by the
Hangzhou Weaving Bureau.

Whether the ""Western paper’™ employed by
the Qing Imperial Household was procured abroad or produced
domestically, along with its usage, remains a subject requiring further investigation.
Given the scarcity of physical artefacts and documentary evidence,
substantial research work remains to be undertaken. The discovery of this
volume of Imperial Poems on the Mountain Resort not only constitutes a
significant physical artefact for the study of Qing Imperial
Household copperplate prints but also opens new avenues for research

into Western paper printing within the Qing Imperial Household.
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and the Copperplate Engravings of the Mountain Resort," Journal of the Palace Museum, N o . 3, 2006. 8. Zhuang Jifa: Miscellaneous Notes on Qing History, Taiwan Student Book Bureau, 1992, pp.

Pp. 244-245.

Since its invention in Europe during the 15th century, copperplate engraving has been

spbuinelbu

employed not only for printing but also as a medium for artistic creation. ‘The Jesuit
missionary Matteo Ricci (1552-1610) introduced copperplate engraving to China during his missionary work there

from 1583 onwards.

It is noteworthy, however, that although copperplate engraving images reached China in the latter half of the 16th century,
the technique was not first attempted in China until the 18th century. The Italian Matteo Ricci was

dispatched to China by the Roman Curia. Unlike the Jesuits, he served as a missionary

directly under the Propaganda Fide ( ) of the Holy See. He arrived in Macau on the third
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Thirteen Years in the Forbidden City: Memoirs of Father Ma Guoxian (Part IV), translated by Liu Xiaoming, Forbidden City, No. 4, 1989. 3. Reprinted from Mo Xiaoye: Preliminary Study of the Copperplate Series [e) -3 >
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day of the twelfth month of the forty-eighth year of the Kangxi reign
(1709), he subsequently journeyed north to the capital, serving in the imperial court as a painter. He

returned to Europe in the first year of the Yongzheng reign (1723).?During his thirteen-year stay in

China, besides serving as a court painter, he pioneered the experimental printing of copperplate
engravings within the palace. Around the 52nd year of the Kangxi reign (1713), he successfully
produced the copperplate engraving series Thirty-six Views of the Mountain Resort, marking the SOOOOOOOOOOOOOOOOOOE
inception of copperplate engraving in China.This article centres on the copperplate print series Thirty-
six Views of the Mountain Resort in Summer, housed in the Rijksmuseum, Amsterdam, to examine the
introduction of copperplate printing technology to the Qing court and related issues. It first
reconstructs the production process, then discusses stylistic aspects, and finally explores the
significance of Ma Guoxian's Thirty-six Views of the Mountain Resort in Summer and copperplate

printing technology within the visual culture of the Qing court.
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General Map of the Thirty-Six Views of the Mountain Resort
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In the 42nd year of Kangxi's reign (1703), Emperor Kangxi
commenced construction of the Rehe Summer Palace in Chengde as
a summer retreat and administrative centre. The palace took shape
in the 47th year (1708), with the main hall completed in the 50th year (1711).
Kangxi bestowed the name "Summer Palace” and personally
inscribed the plaque.Construction of the Mountain Resort was
not completed until the 55th year of the Qianlong reign (1790),
spanning eighty-seven years across the reigns of Kangxi,
Yongzheng, and Qianlong. 3During the construction period,
Emperor Kangxi selected thirty-six scenic spots near the resort
during his inspections (Figure 1), composing poems for each and
publishing them in 1712 using woodblock printing with red
and black ink. These became the Imperial Poems on the Mountain g
avteVith by aED s
He further commanded Shen Yu, a scholar-official of the Imperial Secretariat, to
paint thirty-six accompanying illustrations. These were entrusted to
engravers Zhu Gui and Mei Yufeng for plate preparation, with the
final printing undertaken by the Wuying Hall during the Kangxi

reign.
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published in 1712 using woodblock printing with red and black inks. This
collection, titled Imperial Poems on the Mountain Resort (Fig. 2), also exists in
aManchu version
(Fig. 3YThe copperplate engravingsof the Thirty-six Views of the Mountain
Resort,produced by Joachim Bouvet,were completed around the 52nd year of
Kangxi's reign (1713). 1n the 26th year of Kangxi's reign
(1687),amongthegiftspresentedtoEmperor Kangxi by King Louis
X1V of France
entrusted the Jesuit missionary Joachim Bouvet (1656-1730) with a
collection of European copperplate engravings as gifts for the
Kangxi Emperor. Thus, by this time at the latest, the Kangxi
Emperor had already seen European copperplate engravings and

developed an interest in this Western

The Emperor Kangxi held a considerable fondness for such works
of art. Much like his appreciation for European paintings,
enamels, and glassware, he subsequently established workshops

within the palace, where
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Western missionaries guided Chinese artisans in production, 3

The Emperor also wished to produce copperplate

engravings at his court.

In the forty-ninth year of Kangxi's reign (1710), the Emperor
inquired of court officials Ma Guoxian, De Rijck, and Tirich
whether they possessed knowledge of copperplate engraving techniques.

According to Ma Guoxian's recollections ©:

For a long time, His Majesty had wished that someone among his entourage could

engrave the aforementioned maps. To this end, he had inquired of De

Deligi, Tilixi, and myself—that is, whether we, besides our expertise in music,
mathematics, and

painting. They all gave negative replies. | said

I know a little about optics, and | know a little about etching on copper plates
using nitric acid.

etching on copper plates. His Majesty was greatly pleased to hear this.
Though I had never practised it, | was prepared to attempt it. His Majesty
immediately commanded

commanded me to commence engraving. Within the shortest time, | employed a
dot matrix method

method, drawing a topographical map on a plate coated with lampblack soot.

preparing for the nitric acid etching process. No sooner had | completed these
tasks than His Majesty

was eager to see it. For what was prepared on the plate appeared

so splendid that His Majesty was greatly pleased. He commanded Chinese
painters to render the landscape

the topographical map so that | might engrave it in due course. The map was
scarcely finished when

presented to His Majesty alongside the original. He displayed considerable

interest

... This was his first encounter with copperplate engravings, a technique the
Chinese had long

The Chinese method, as far as | understand, involves securing the painting to a
wooden board and then carving

The engraver carved both together. 7

Kangxi Emperor

(1708)By the 56th year of Kangxi's reign (1717), European

techniques

The missionaries travelled throughout China conducting surveys. In

the fifty-seventh year of the Kangxi reign

(1718). This atlas, also overseen by Ma Guoxian in its engraving
onto copper plates, utilised a total of forty-four plates. !Although
Ma Guoxian claimed to understand the principles of etching
copper plates with nitric acid

the principles of etching with nitric acid on copper plates, in
reality he had only learned a little in Rome, following a friend's advice,

in an artist's workshop, and never had any practical experience:

Regarding the engraving art of nitric acid etching, I confess my knowledge isscant.
I merely attended a single lesson with an artist in Rome, yielding to a friend's
earnest wish at the time. Fortunately, it seems he possessed foresight, for he

recommended me to learn with great enthusiasm. ¢

Thus, for Ma Guo-xian, producing copperplate engravings
was essentially an experiment. During this experimental phase, he
encountered numerous difficulties, chief among them being the nitric acid

required to etch the copper plates:

I must now seek the necessary ingredients to produce nitric acid: potent
white vinegar, ammonium chloride, and basic copper acetate. Ammonium chloride
is readily available in large quantities, but the basic copper acetate we have is of

very poor quality. As for the vinegar, it is not made from wine but from

Themap referred to hereshould be the Kangxi 47th year

sugar and other substances, rendering them unsuitable for our purposes. As
nitric acid does not WK,

rendering the prints of very poor quality. Any engraving made in this manner

minor improvement in this engraving demanded immense labour on my part. ©

Next came the printing ink for copperplate engravings:

To prepare the ink properly, potassium bitartrate is essential. However,

only a few pounds could be found in the Imperial Physicians' dispensary.
Consequently,

resort to alternative materials. After numerous trials, | devised a

substitute formula.

Moreover, regarding the cylinder required for printing
copperplate engravings, Ma Guoxian scarcely understood even its

fundamental structure:

In constructing the printing press, | encountered countless difficulties once more.

difficulties. | had only seen this device once before, and under rather

unsatisfactory

I now require someone to fabricate one, fitted with a lower section

is a cylinder, with the upper section being movable. The next

The machine worked, but the printed result was a complete mess.

, provoking the laughter of the eunuchs, officials, and other courtiers

and mockery, thus completing my troubles and confusion. Yet,

recalling the ultimate purpose of my journey to China, I cast all this aside

with patience and good humour. His Majesty viewed my engravings

Printed works, though all rather pale and greyish, he nevertheless produced with

reat
with goodwill. He even declared them all to be excellent. He

always urged me to carry on, never detecting the

errors. 2

Besides these shortcomings in materials and machinery,

he also suffered the envy of others, as he himself recalled:

Besides the troubles | have already mentioned, | had to endure his interference.

his interference. There was a group of envious individuals, chiefly those
displeased

officials who resented my imperial favour, constantly scheming to deprive me

lose face. They have resorted to many malicious acts, one of which is to

My work did not get off to a smooth start, so I hired a Chinese assistant myself.

Chinese engraver to carve the printing plates. He faithfully reproduced the design

He faithfully followed the artist's design, roughly transferring the lines onto the

plate. However,

he failed to grasp the harmony of light and shadow, so the images from his plates

revealed a dreadful appearance. The chief engraver

-Chow, who was responsible for looking after the Europeans, was greatly

disappointed.

disappointed and furious, he tore the printed copies to shreds and ordered the
whipping of this

After repeated trials, Ma Guo-xian's work in engraving the copper

plates
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Progress was ultimately achieved:

Two Chinese apprentices, on condition that they must not impart my craft to any
anyone. | replied that | desired nothing more than to please Your Majesty.

His Majesty, aware that my woodblock carving skills had made some progress, promntlv disnatchad twn vaiina men ta Reiiinn

He insisted on printing a batch of The Rehe Summer Palace, sourced from the

imperial residence he personally ordered built in Rehe.
Thirty-Six Views of Rehe.” Consequently, | collaborated with a painter

commissioned to create

The imperial painters accompanied them, thus affording me the opportunity to

observe the entire site
SUCI ISy, @ PHIVIIGYE 1IEVET Yl al 1LSU W al ly U IS1 CUl upsal |

a special privilege never granted to any other European.

After Ma Guo Xian's copperplate engraving technique
improved, he could

It is imagined that the Kangxi Emperor was greatly pleased,
deciding to print the actual scenes using copperplate engraving
and dispatching Ma Guoxian to Rehe for on-site investigation. The
Chinese painter mentioned in the memoirs may well be the

artist who created the Imperial Retreat

The identity of the artist Shen Yu, who produced the illustrations

for the Summer Mountain Villa Poems, remains unknown.

Alongside dispatching Ma Guoxian and painters to survey
locations, Emperor Kangxi also commanded Ma Guoxian to take
apprentices, thereby enabling the transmission of copperplate

engraving techniquesto Chinese artisans:

During the same period, | continued refining the woodblock printing
technique. Uponseeing some recenteditions produced from my latest plates, His Majesty

declared themall ~ ~ #23a

(Pan-pei). Heimmediately commanded me to engrave the Forty Views of Rehe,

intending to compile them with accompanying poetry into a volume to be
presented to the Manchus

princes and beile of the Manchu clan. He also inquired whether | might bring

Issue 18, 7.26 indd 6263

His Majesty promptly dispatched two young men to Beijing, followed later by
another

However, Ma Guoxian's recollections mention the "Rehe

forty scenes,” which contradicts the "Thirty-six Scenes of
Rehe.” 1isunclear whether Ma Guo-xian's recollection is

erroneous. “Alternatively, did Emperor Kangxi initially plan to
select "forty scenes; yet ultimately settle for "thirty-six"? However,
Ma Guo-xian's copperplate engravings were produced under the

supervision of Zhu Gui and Mei Yufeng.

Following the woodblock editions, the production of woodblock
illustrations occurred after the imperial poems and prose,
hence it could not possibly be the "Forty Scenes".

Furthermore, according to Ma Guoxian's recollections:

During our stay at Changchun Garden, | presented to His Majesty

reproductions of Chinese landscape paintings. These were made by a court
painter

and completed by myself and an engraver. The Emperor, upon seeing these
paintings

and commanded me to engrave Chinese characters using the same method.

Considering that Chinese works seldom contain passages which we Christians

cannot

carved nor printed, | selected two Chinese characters

and two Western letters. For the latter, | was as careful as possible

; for the other Chinese characters, | endeavoured to write as poorly as possible.

presented to His Majesty, | noticed that the European characters were

Figured

very well, for | can write them; but those Chinese characters are

vhea(1713) Waying Hallred-and-blackc intedeciton, Teipei

bound. The National Palace Museum in Taipei holds a Wuying Hall red-

and-black ink printed edition

OOOOOOOOOOOOOOOOOOOOOOOOOOO OO OO OO OO OO

poorly rendered, for I could neither write nor engrave them well. My work was
graciously accepted by the Emperor, and by the grace of God, | avoided the peril of

propagating further erroneous notions.

The printed copies of Chinese landscape paintings mentioned
here may well be the Thirty-six Views of the Mountain Resort. It is
possible that Emperor Kangxi originally intended to publish the
imperial poems alongside them using copperplate engravings.
However, due to the deliberate actions of Ma Guoxian, the
original plan was altered. Ultimately, the copperplate engravings
printed by Ma Guoxian were combined with the poems from the
woodblock edition of the Wuying Hall to form the final

publication.

Imperial Poems on the Mountain Resort for Summer Retreat (Fig. 4), where
the illustrations refer to Ma Guoxian's engravings of Thirty-Six
Views of the Mountain Resort for Summer Retreat. Xu Yuanti notes:
""At the very end of He Su's memorial, the Kangxi Emperor wrote
in vermilion ink:Print only four copies, store them carefully, and decide further

when the paintings are complete . *** *Whether the reason for printing only
four copies was due to Ma Guoxian's inability to engrave Chinese
characters remains unknown. The copy held by the National Palace
Museum in Taipei should be one of these four copies, and is
currently the only known copy of Imperial Poems on the Mountain Resort

accompanied by Ma Guoxian's copperplate engravings, making it highly likely

aunique copy!
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The recently discovered copperplate engravings of Ma

Guoxian's Thirty-six Views of the Summer Palace, now housed in the

Rijksmuseum in Amsterdam, Netherlands (Plates 5 to 35), cmpietityaeedt
OOOOOOOOOOOOOOOOOOO

pees Mg ae Pee 1, "Refreshing Mist and WavesPee 16, Clear Listening to Wind and

SpringPe24, "Golden Lotus Reflected in the SunPlate 33, "Two Lakes Flanking

a Mirror"; and Plate 34, "Long Rainbow Drinking from the

Stream".These plates were previously catalogued in the museum's

records as Italian engravings, resulting in their long neglect by scholars. **

Brhirty-six Views of the Mountain Brought to China by Ma Guoxian and
subsequently transmitted to the Westare knowntthe author to exist in the
following collections: the British Museum, the University of Oxford
Library, the Victoria and Albert Museum Library, the
Bibliotheque nationale de France, the New York Public Library, the
Dumbarton Oaks Research Library and Collection, and theDresden Edition

(Kupferstich-Kabinet, Staatliche
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Kunstsammlungen Dresden), along with two privately held copies and the

Rijksmuseum Amsterdam copy, totalling ten copies.?® The most

significant among these is the copy held by the Oak Park Research Library and

Collection at Dunbarton Oaks, which bears Ma Guoxian's handwritten titles and

annotations for each scene. The Rijksmuseum Amsterdam copy also features

copperplate-printed Chinese titles affixed to the outer borders of the paintings,

though not every scene has one (scenes 3, 7, 8,

Scenes 10, 11, 12, 15, 17, 18, 20, 22, 27, 28, and 32 are absent), possibly
having been detached later. Several captions, such as those for
Scenes 4 and 14, are also inverted vertically (see Appendix for details).

The Amsterdam Rijksmuseum copy exhibits straight
creases at the centre of all thirty-one images, with horizontal
binding marks above, indicating this volume was bound at least

twice before being dismantled and now exists as loose sheets.

Page statusComparing the woodblock edition with the copperplate @n
there are no significant differences in composition, contentimage size, or
even engraving techniques. It can therefore be confirmed that the

copperplate edition was produced as an imitation of the
woodblock edition. 2'fthe @ach illustration exhibits distinct stylistic
variations. Regarding these stylistic differences in the copperplate
edition,numerous scholars have observed
and their views differ. Mo Xiaoye also points out that Views 2, 3, 4,11,16,17,22,26,28, 31,
33, and 34 were created by Ma Guoxian. ? Wang
Jinghong categorises the styles into three types: the first comprises seven scenes
entirely executed by Ma Guoxian himself—namely scenes 4, 11, 16, 22, 26, 31, and 34; the
second type involves collaborative work between Ma Guoxian and Chinese painters
or apprentices—scenes 2, 15, 17, 18, and 33;The third type was completed by Chinese painters or

apprentices, encompassingscenes1,3,5,6, 7, 8,9, 10, 12, 13, 14,and 19.

Scenes 20, 21, 23, 24, 25, 27, 28, 29, 30, 32, 35and 36totalling twenty-
four panels?  Richard Siastagy

E.Strassberg)attributes Views 2, 3, 4, 7, 8,11, 16, 17, 22, 24, 25, 26, 28, 31, 33,
and 34 to Ma Guoxian.? Stephen Whiteman categorises the styles into four

types: Types A, B, and C each originate from

Type D represents a hybrid style, potentially involving multiple

Collaboration. Type A, such as the sixth scene, was executed by an unnamed
disciple of Ma Guoxian; Type B, comprising the first, twelfth, fifteenth, eighteenth,
twentieth, twenty-seventh, twenty-ninth, and thirtieth scenes, was engraved by
Zhang Kui, this determination being based on #*Zhang Kui
engraved ™ found outside the frame of several scenes; Type C,

such as the eleventh aixteenth was engraved by Ma Guoxian ffSee Table 1)

Table 1: Overview of scholarly attributions for the authorship of individual scenes in Thirty-six Views of the Mountain Resort

The Thirty-Six Views of the Mountain Mo Xiaoye Wang Jinghong Xuan Lidun Wei Ruiming
Resort
1 By a Chinese painter or apprentice By Zhang Kui
2 By Ma Guoxian Ma Guoxian in collaboration with a Chinese painter or Chinese By Ma Guoxian
apprentice
3 By Ma Guoxian By Chinese painters or apprentices By Ma Guoxian
4 By Ma Guoxian By Ma Guoxian By Ma Guoxian
5 By aChinese painter or apprentice
6 By a Chinese painter or apprentice By Ma Guoxian and an anonymous disciple
7 By a Chinese painter or apprentice By Ma Guoxian
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Continuation of Table
Thirty-six Views of the Mountain Resort Mo Xiaoye Wang Jinghong Xuan Lidun Wei Ruiming

8 Chinese painter or apprentice Ma Guoxian

9 By aChinese painter or apprentice

10 By aChinese painter or apprentice

1 By MaGuoxian By MaGuoxian By Ma Guoxian By MaGuoxian

12 By a Chinese painter or apprentice By Zhang Kui

13 Chinese painter or apprentice

14 By aChinese painter or apprentice

15 Ma Guoxian in collaboration with a Chinese painter or Chinese By Zhang Kui
apprentice

16 By Ma Guoxian By Ma Guoxian By Ma Guoxian By Ma Guoxian

17 By MaGuoxian Ma Guoxian in collaboration with Chinese painters or Chinese By Ma Guoxian
apprentices

18 Ma Guoxian in collaboration with Chinese painters or Chinese By Zhang Kui
apprentices

19 Chinese painter or apprentice

20 Chinese painter or apprentice By ZhangKui

21 By a Chinese painter or apprentice

2 By Ma Guoxian Ma Guoxian By Ma Guoxian

23 By a Chinese painter or apprentice

24 By a Chinese painter or apprentice By Ma Guoxian

£ By Chinese painter or apprentice By Ma Guoxian

2% By Ma Guoxian By Ma Guoxian By Ma Guoxian

27 By a Chinese painter or apprentice By Zhang Kui

28 By Ma Guoxian By a Chinese painter or apprentice By Ma Guoxian

29 By a Chinese painter or apprentice By Zhang Kui

30 By a Chinese painter or apprentice By Zhang Kui

31 By Ma Guoxian By Ma Guoxian By Ma Guoxian

» By aChinese painter or apprentice

33 By Ma Guoxian Ma Guoxian in collaboration with a Chinese painter or Chinese By Ma Guoxian
apprentice

3% By Ma Guoxian By Ma Guoxian By Ma Guoxian

35 By a Chinese painter or apprentice

3% Bya Chinese painter or apprentice

unclear

precisely which prints the author

ascribed to Ma

Guoxian. Furthermore, when comparing with the Amsterdam

Issue 18, 7.26.indd 6667

Type A attributed to an anonymous apprentice of Ma Guoxian (possibly multiple

Collaboration), Type B Zhang Kui was also a pupil of Ma
Guoxian. This is based on the memoir's mention of Kangxi asking
Ma Guoxian, 1s it permissible to take on two Chinese
apprentices?™" However, the memoir also notes that "several
others arrived later ", indicating Ma Guoxian had more than two
pupils .To date, only one T=Zhharng <uoai
engraved" inscription has been identifiedd
existing archives offer no clear division of labour between Ma
Guoxian and his apprentices within the workshop. How, then,
can the author so definitively distinguish between the styles of
Ma Guoxian's apprentices?Furthermore, the @ of the “"Zhang
F<wa @™ inscription varies across editions. Aside from the
single example in the Amsterdam copy, the author observed
no works bearing the ""Zhang Kui erngra~x~ed""
inscription during an inspection of the National Palace Museum,
Taipei edition in 2018. The status of other editions remains unclear

and warrants further investigation and research.

The author concurs with Mo Xiaoye's assessment that the second (Fig. 5),

third (Fig. 6), fourth (Fig. 7), eleventh (Fig. 14), sixteenth, seventeenth (Fig.
19), twenty-second (Fig. 24), twenty-sixth (Fig. 27), twenty-eighth (Fig. 29), thirty-
first (Fig. 32), thirty-third, and thirty-fourth scenes may have been

executed by Ma Guoxian.

or participated more extensively. These plates all employ

hatching to depict the sky.

Beyond the sky and water surface, particular emphasis is placed
on depicting reflections—an element absent from the woodblock
edition and deliberately added to the copperplate version. The
rendering of trees likewise deviates from the rigid conventions

of the woodblock edition,

meticulously rendered. However, the author does not concur with
Mo Xiaoye's assertion that this constitutes Ma Guoxian's on-
site sketching. #® In fact, although the trees depicted in these
sections do not follow the woodblock edition's carving style, they
nevertheless exhibit stylised tendencies in their visual
representation. This is particularly evident in the depiction
of broken and fallen trees,which in fact constitute a recurring
motif in European copperplate landscape prints since the 17th
century.Moreover, in these scenes, such as the eleventh, Morning
Glow over the Western Ridges (Fig. 14), depictions of sunlight,
clouds, and birds in flight have been added. The thirty-first scene,

"Viewing Fish at the Stone Reef' (Fig. 32) features swimming fish.
Comparing these with the scene titles and annotations translated
by Ma Guoxian in the Dunbarton Oaks Research Library and
Collection copy reveals that these are Ma Guoxian's visual
interpretations following his understanding of the content of the
Kangxi Emperor's “Imperial Poems on the Summer
Palace".Furthermore, when compared with the woodblock edition,
the lotus leaves depicted therein are rendered using raised dots,
whereas Ma Guoxian's copperplate engravings depict the leaves
realistically.This point touches wupon technical aspects of
copperplate engraving. Reproducing raised dots on copperplate
proves quite challenging in practice. Consequently, Ma Guoxian
opted to depict the lotus leaves with lines, while other plates
engraved by his Chinese apprentices, unaware of the intricacies, resulted in the

dots " "B~ _

head painstakingly carved," copying the woodblock edition "like tracing a

pattern.”
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Following the engraving series Thirty-Six Views of the Mountain Resort for
Summer Retreat, Ma Guoxian engraved the Imperial Atlas in the 58th
year of the Kangxi of the

reign (1719).% In the first year

Yongzheng reign (1723), with Ma Guoxian's departure Bopperplate

engraving inthe Qing court remained dormant until the 30th year of the Qianlong reign
(1765), when production resumed for the Series of Triumphs in the
Campaigns against the Junggar and Muslim Rebels. However, this
series was sent to France for engraving. It can be said that the

fruits of Ma Guoxian's copperplate experiments at that time were

but a fleeting phenomenon.

Not a single one has been preserved. The firstcopperplate
engravings produced independently by the Imperial Workshops
were completed in the 50th year of the Qianlong reign

(1785)

The series of copperplate engravings entitled "lllustrations of

the Victory in the Campaign to Subdue Jinchuan" was completed

in the 50th year of the Qianlong reign (1785), while the

aoe|ed buid

9yl ul sbuineabuzg

The "lllustrations of the Victory in the Pacification of Taiwan"
from the fifty-fourth year of the Qianlong reign (1789) appeared more than
seventy years after Ma Guoxian completed the "Thirty-Six Views of the
Mountain Resort for Summer Retreat' in the fifty-second year of the
Kangxi reign (1713).

It is noteworthy that although the production of imperial
copperplate engravings continued into the Daoguang era, the
imperial edition of the "Victorious Conquest of Xinjiang" from the
series of

tenth year of Daoguang (1830) represents the final

copperplate  engravings produced by the Qing court.
Nevertheless, the technique of copperplate engraving never

. They never circulated outside the palace, nor did the production
techniques advance. With the introduction of lithography to
China in the 19th century, copperplate engraving ultimately

failed to gain significant traction in the country.
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Amsterdam,
llustrations Kangxi Inscription Dunbarton Oaks Research Library and Archives Ma Guoxian's Inscription and Annotations Rl Es e
‘Smoke and Waves Bring Refreshment
1 o required, wouldvisitf t After Missing
their attendants.
Mushroom Path and Cloud Embankment
2 Mushroom Path Cloud " . Rehe's Second Scenic Spot: Cloud-Decked Path
and Cloud-Clad Embankment
(Fig.5)
Coolness Without Heat
3 C ut Heat % peror resided. often came here for
(Fig. 6)
strolls.
4 Yanxun Mountain Pavilion | Yanxun Mountain Pavilion Yanxun Mountain Pavilion, the Fourth Scenic
Another Spot of Rehe
(Fig.7)
5 Water's Fragrance, Rock's | Water's Fragrance, Rock's Beauty The Fifth Scenic Spot of Rehe: Water Fragrance
Beauty
Part of the imperial resting quarters Rock Beauty
(Fig.8)
Pines Rustling in Ten Thousand Ravines
6 Pine Breezes ThroughTen | Another set of buildings where the Emperor could attend to official business on days when he was not required to Rehe Sixth Scenic Spat: Wind Through the Rines
Thotisand Ravines observe fasting. Among these buildings were three rooms occupied by Europeans serving in the Qing court.
in Ten Thousand Ravines
(Fig. 9)
Pine and Crane in the Clear Grove
7 Pineand CraneintheClear | The resic th Dowager. Followi passing t " : P (Fig. 10)
Crore dwelthere
8 Yunshan Scenic Spot Yunshan Scenic Retreat (Fig. 11)
Another section of the buildings where the Emperor conducted official business on days when he was not required to observe fasting.
9 Cloud-Cl Al in Clouds on All Sides Rehe's Ninth Scenic Spot: Cloud-Shrouded
Sides
Mountains shrouded in mist on all sides Mountains on All Sides
(Figure 12)
North-facing Twin Peaks
10 North-facing with twin (Fig. 13)
peaks
Morning Glow on the Western Ridge
1 the ingforleisure. thi i " jon, existi eticoromamental features, while also (Fig. 14)
i freshair.
Sunset over Hammer Peak
Aleisure pavilion perched upon a hillock, from which one may behold a rock formation. This boulder, broad at its base and tapering towards its 3
2 Sunset over Hammer Peak . . - i (Fig. 15)
ET Havthe Hammer Rock,doending its summit affords a

Continuation of Table

Amsterdam,
Inscription by Emperor Dunbaton Oak Garden Research Library and Collection Repository Ben Makou Xian's inscription and [Rijksmusstm Colleston
Kangxi annotation
13 Snow on the Southern Snow on the Southem Mountains The Thirteenth Scenic Spot of Rehe: Snow-
Mountains
Two Houses for Leisure Capped Southern Mountains
(Fig. 16)
14 PearBlossoms Underthe |  Pear Blossoms Under the Moon Rehe's Fourteenth Scenic Spot: Pear Blossoms
Moon
Several additional dwellings for other consorts Under the Moon
(Fig.17)
15 i Lotus and L ag| (Fig. 18)
Fragrance
AHouse for Leisure
‘The Clear Sound of Wind and Spring
16 The Clear SoundofWind | 6 Emperor would bring one of his favourite attendants here around 9 pm to eat watermelon and other Mssng
and Spring fruits,typically remaining untilafter micinight.
17 Reflections on the Huaiand| ~ Contemplating the Huai and Pu Rivers (Fig. 19)
PuRivers
Ahouseforle
Tianyu Xianchang
18 ‘The Heavens Rejoice by Tacistpriests nuchs an (Fig. 20)
ofall
19 Warm C Warm Ct Vay (Fig. 21)
Waves
Three buildings for leisure
The Spring’s Origin Stone Wall
20 Spring Source Stone Wall 8 . ingfourChi i sahisadkmi description ofthisplace (Fig. 22)
Green Maple and Emerald Isle
Aleisure pavilion perched upon a lofty peak, flanked by two rocks. As inanother print, more Rehe's Twenty-First Scenic
21 Green Maple and Emerald 5 . 5 o Spot: Fig. 23)
ngraving Pot: GesrVepterETEetHFig. 23)
Isle
2 Nighting Among| Varble Among Tall Trees (Fig.24)
Tall Trees
Two Recreational Cottages
~ TremawHicReigrRie
23 ag) g P Fragrance Wafts Far, Enhancing
growing ever purer Purity (Fig. 25)
Another residence for other consorts
2% Golden LotusReflectedin |  GoldenL inthe Sun
the Sun
The Sound of Springs Near and Far Rehe's Twenty-Fifth Scenic
) A complex of leisure buildings, one of which sits ic, stone-piled hilock The Emperor ascer Spot: Sounds of Springs Near
& The Sound of SpringsNear | <1\ \waterfall onaneatymountain andFar
and Far
(Fig.26)
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Continued Table

. Rehe's Twenty-Sixth Scenic
Cloud Sail Moon Boat Spot: Cloud Sail Moon Boat
Cloud-Sailed Moon-Bow InChina, mostdwelingsaresingle-storey structuires, making this two-tiered leisure pavilion araresight During the sweltering months, the Emperorwould oftentake:
strollsherewith hisconsors, breathinginthefreshair (Fig.27)

Clouds and Waters

AHouse for Leisure

ClearWavesand Layered |~ Clear Waves and Layered Greenery The 30th Scenic Spot of Rehe: Clear Waves and

Greenery
Abuilding for leisure and recreation Layered Greenery

(Fig.31)

Mirror Waters and Cloud- Mirror-like Waters and Cloud-Capped Peaks

Capped Peaks )
Another View of the Foregone Temple

Rainbow Drinking from the |~ Drinking from the Rainbow

Stream
Abuilding for leisure activities

Water Flows, Clouds Remain| ~ Water Flows, Clouds Drift The Thirty-Sixth Scenic Spot of Rehe

Ahouseforleisure, fromwhich the aforementioned boat house may be seen Fonrg/eesDiLck(Fig. 35)
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1.For the history of copperplate engraving, see: Ad Stijnman, Engraving and Etching 1400-2000: A History of the Development of Manual Intaglio Printmaking Processes (London: Archetype Publications Ltd.,
212. 2. For a biographical sketch of Ma Guoxian, see Fang Hao: Biographical Sketches of Figures in the History of Chinese Catholicism, Religious Culture Publishing House, 2007, pp. 462-465. 3. Numerous
studies exist on the Summer Palace, including Zhang Yuxin: The Art of Garden Design at the Summer Palace, Cultural Relics Publishing House, 1991; Dai Yi (ed.), Studies on Qing History and the Mountain Resort,
Liaoning Nationalities Publishing House, 2005; Zhao Ling (ed.), Essays Commemorating the 300th Anniversary of the Mountain Resort's Construction, Liaoning Nationalities Publishing House, 2005. For a review of
research, see Wang Ying and Liu Qing, "A Review of Twenty Years of Research on the Mountain Resort,” Journal of Chengde Nationalities Teachers College, Vol. 27, No. 3.More recent research includes: Cary Y. Liu,

"Archive of Power: The Qing Dynasty Imperial Garden-Palace at Rehe,"Taida Journal of Art History 28 (2010), pp. 43—82; Stephen Whiteman, "Creating the Kangxi Landscape: Bishu Shanzhuang and the

Sjulid

Mediation of Qing Imperial Identity” (PhD diss, Stanford University, 2011); Richard E. Strassberg, "Redesigning Sovereignty: The Kangxi Emperor. The Mountain Estate for Escaping the Heat,and the Imperial Poems", in Richard E.
Strassberg & Stephen Whiteman, Thirty-Six Views: The Kangxi Emperor's Mountain Estate in Poetry and Prints (Washington D.C: Dumbarton Oaks Research Library and Collection, 2016), pp. 1—39. 4. For the production
of the Imperial Poems on the Mountain Resort, see Ma Yazhen: "A New Paradigm in Imperial Garden Painting: The Production and Significance of Kangxi's Imperial Poems on the Mountain Resort," Palace

Museum Academic Quarterly, Vol. 32, No. 2, 2014. 5. For the production of Qing dynasty enamel and glass, see Shi Jingfei: Radiance of Sun and Moon: Enamels of the Qing Palace, National Palace Museum, Taipei,

2012; Emily Byrne Curtis etal, Pure Brightness Shines Everywhere: The Glass of China , Burlington, VT: Ashgate, 2004;Zhang Xiangwen: "Like Water, Like Li jon of Glass Artefacts from the Museum Collection,"

: A Special Exhil

National Palace Museum, Taipei, 2016. 6. Ma Guo-xian kept a diary during his time in China, though his memoirs are an abridged version lacking precise dates, with descriptions exhibiting temporal confusion and
inversion. Richard E. Strassberg cross-referenced the diary and memoirs to reconstruct the chronology of Ma Guo-xian's artistic activities in China. See Richard E. Strassberg, “An Intercultural Artist: Matteo Ripa, His
Engravings, and Their Transmission to the West," in Thirty-Six Views: The Kangxi Emperor’s Mountain Estate in Poetry and Prints (Washington D.C: Dumbarton Oaks Research Library and Collection, 2016), pp. 41-71.  7.MecRpaThirteen
Years at Court: Memoirs of Matteo Ripa in China, translated by Li Tiangang, Shanghai Ancient Books Publishing House, 2004, pp. 57-88. 8. Ibid., p. 77. 9. Ibid., p. 62. 10. Ibid.

Note 9. 11. Ibid., pp. 62-63. 12. Ibid., p. 63. 13. Ibid., p. 63. 14. Ibid., p. 63. 15. Ibid., p.71

16. Ma Guoxian mentions both the "Forty Scenes of Rehe™” @ ra»cd thye ""ThirtySixScenes O F Reh e’

onpoJu|

in his memoirs, see note 7, pp.. 71, 77. 17. Ibid., p. 70. 18. Xu Yuanti
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“Silence Over Noise, Contemplating Governance Amidst Scenery: On Emperor Kangxi's Poetry and Paintings of the Mountain Resort," Palace Museum Monthly, I ssu e 343, 2011. 19. This copy was discovered by

the author’s colleague Jan de Klerk in 2016, with a brief introduction available in Jan de Klerk, ‘Gezichten op het keizerlijk ijf door Matteo Ripat, in D 32:4 (2016), pp. 34-37.Weng Lianxi notes that eight

copies are extant. See Weng Lian

"Selections from Qing Dynasty Imperial Copperplate Engravings,” The Forbidden City, No. 3,2010.

XuYuantiing notesthatnir see Xu Yuantiing'Silencez i - Tranqillty, C g Goverr st Scenery: O Kangyi and the Summer Palace Poetry and PaintingRieMsivirty, Issue 343, 2011. 20. The

OftheN oL Re denofwhetheritoonsti tescr el helcoopies onnhetheri MmeSaEArs ¢’ Asie, Auction Paris 12 December 2017, Iot 76. 21. WargLEndA
B FgntEQ iy TpPEMEMbLINE, ISsue 4, 2001 22. Mo Xiaoye:
ion of Western Painting, China Academy of Art Press, 2002, p. 203. 23. Wang Jinghong: "The First Copperplate Engraving Album Engraved in the
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17th-18th Century Missionaries and the Eastward Transmi

Qing Palace: A Brief Discussion of Kangxi's Imperially Commissioned Poems and Illustrations of the Mountain Resort for Summer Retreat," Palace Museum Monthly, Issue 285, 2006. 24. Richard E. Strassberg,

“An Intercultural Artist Matteo Ripa, His Engravings, and Their Transmission to the West," in Thirty-Six Views: The Kangxi Emperor’s Mountain Estate in Poetry and Prints, Dumbarton Oaks Research Library and Collection

(Washington DC: 2016), p5L  25. Stephen Whiteman, "Translating the Landscape: Genre, Style, and Pictorial Technology in the Thirty-Six Views of the Mountain Estate for Escaping the Heat," in Thirty-Six Views: The Kangxi Critical Introduction
Emperor’s Mountain Estate in Poetry and Prints (Washington D.C: Dumbarton Oaks Research Library and Collection, 2016), pp.73-189.  26. Mo Xiaoye: Missionaries and the Eastward Transmission of Western Painting
in the 17th-18th Centuries, China Academy of Art Press, 2002, pp. 191-214. 27. For the Imperial Atlas of China, see Li Xiaocong: "Ma Guoxian and the Printing of the Copperplate Kangxi Imperial Atlas of China:
With a Discussion on the Dissemination and Influence of Early Chinese Maps in Europe,” Journal of History, Soochow University, No. 4, 1998. 28, Richard E. Strassberg & Stephen Whiteman, Thirty-Six Views: The

Kangxi Emperor’s Mountain Estate in Poetry and Prints  (Washington D.C: Dumbarton Oaks Research Library and Collection, 2016), Appendix.

Judging from the Suzhou woodblock prints in the "Western-style imitation" style that have
survived to the present day, the majority can be dated to the late Kangxi period through to the mid-
Qianlong period. These Suzhou prints were originally intended for domestic sale within China,
rather than being commissioned or produced for overseas markets.Following Emperor Kangxi's
lifting of the maritime ban, Europeans accompanying Dutch merchant ships collected vast quantities
of Suzhou prints from China's coastal trading ports. These works were subsequently introduced
through private trade to the Netherlands, Italy, France, Britain and elsewhere. Highly prized by
European aristocracy at auction, they catalysed the "Chinoiserie" art craze that swept across
Europe during the 17th and 18th centuries.Recent publications suggest that Jesuit missionary activities
in China were a primary factor in Suzhou woodblock prints adopting "Western-style brushwork".
This article examines the rise and fall of Suzhou woodblock prints featuring Western artistic styles
by analysing events linking Catholic missionary activities with Suzhou woodblock print production

from the late Ming dynasty to the Qianlong period, using examples from European collections.
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"The West" generally refers to Western nations. As recorded in Zhao
Lin's Xiao Ting Miscellaneous Notes: Proficiency in Astronomy and
Mathematics,From the mid-Ming dynasty Vé€hina..." “Imitating
Western brushwork” or "emulating W®painting techniques”
specifically refers to adopting®vtistic methods. This entailed
employing perspective and shading to depict objects diminishing
in size with distance, alongside the realistic technique of
vanishing points converging at a single focal point—also
termed "emulating Atlantic brushwork."From the late Kangxi
to the Yongzheng era, woodblock prints employing "Western-
style brushwork" flourished in the Suzhou region. Scenic vistas,
portraits of court ladies, and theatrical narrative paintings,
drawing inspiration from Western copperplate engraving styles,
utilised perspective, shading, and hatching to depict the light and
shadow relationships of distant and near objects, including
clothing textures, furnishings, scenes, and architecture.The
emergence of "Western-style brushwork"in the Suzhou region
can be traced back to the late Ming Dynasty, developing during the
Kangxi reign of the Qing Dynasty, reaching its zenith from the late
Yongzheng to the early Qianlong period, and fading by the mid-to-

late Qianlong era. Its

Issue 18, 7.26indd 8485

primarily flourished from the late 17th to the mid-18th century.The
rise and fall of Western techniques in Suzhou woodblock prints is
closely linked to European Jesuit missionaries. The vast quantities
of illustrated books and copperplate engravings brought by
missionaries arriving in China during the late Ming dynasty were
copied, adapted, printed, and disseminated by Chinese
printmakers. This profound influence marked the germination of
Western painting styles within Suzhou woodblock prints.

During the late Ming dynasty, Suzhou's city walls enclosed a thriving
commercial hub where trade flourished. Its streets and alleys bustled with
constant traffic, while merchants from distant provinces and overseas
arrived in unending streams.As Zheng Ruozeng described in his Discourse on
the Strategic Importance of Fenggiao: “All vessels and carriages from north and
south, merchantsfrom foreign seas, all converge here. The populace is dense, the streets
and alleys cramped; when travellers and goods arrive, one can scarcely
turn a corner.” ! At this time, with the advent of Europe's Age of
Exploration, European nations established East India Companies,

initiating maritime trade between Europe and Asia.

During the <""Golden Age", Catholic missionaries, merchants,
physicians, botanists and explorers from various nations began
frequenting the routes between Europe and South Asia, fostering
exchanges in art and commerce between East and West.Suzhou emerged
as one of the Eurasian trade hubs along China's coastline at that time.
Among the numerous missionaries who arrived in China during
the late Ming dynasty, the Italian missionary Matteo Ricci proved to be
the most visionary andaccomplished in his evangelical endeavours. h1583he
entered (iavia the port of Macao,subsequently establishing himself in
Guangzhou. He then travelled extensively throughout the Jiangsu and
Zhejiang regions, visiting Nanjing, Jiading, Songjiang, Hangzhou,
Changshu,

In Shanghai and other locations, he evangelised, developing a
congregation of nearly sixty thousand and establishing over ten
churches.? Matteo Ricci and his contemporaries, such as Jean-Baptiste
de La Salle, Matteo Ricci, and Francis Pignatelli, extensively employed
Catholic illustrations brought from Europe in their missionary work. They
engaged engravers from Huizhou, China, to reproduce and copy these
copperplate engravings, while simultaneously training the engravers in
Western painting techniques.For instance, Father Rougemain, a missionary
in Changshu, recorded in his ledgers from the 13th to 15th years of
the Kangxi reign (1674-1676) payments made to engravers, printers,
bookbinders, and suppliers of paper for Catholic publications.’In 1598,
Father Longobardi (Nicholas Longobardi, 1559-1654) wrote to the Roman Curia:
"If books containing illustrations of doctrine, commandments, original sin,
sacraments, and the like could be sent, they would prove most usefulFor
Western painting employs chiaroscuro, a technique entirely absent from
Chinese paintingSuch works would be regarded by the Chinese as the most
exquisite and artistically valuable creations, and would consequently

be highly favoured." ¢

Through such "visual evangelism,” woodcut illustrations imitating
Western copperplate engraving styles spread among folk artists. For
instance, the 1606 published treatise on painting techniques, Cheng's Ink Garden,

included four colour woodcut illustrations compiled and copied by Anhui

scholar and bibliophile Cheng Da, which ori

inated from copperplate
engravings brought by Matteo Ricci. ®

In the first year of the Shunzhi reign (1644), the missionary Johann Adam Schall
von Bell (1591-1666) presented the Imperial Almanac to the Shunzhi Emperor,
who held great regard for Western calendrical systems and science, and received

imperial approval.

The Emperor's Favour. Under the influence of Johann Adam Schall von Bell,
the Shunzhi Emperor showed tolerance towards Catholicism, bestowing
upon the Suzhou Catholic Church an imperial plaque and stele inscribed
with the WO rads - i
" — "In honour of the learning and virtue of the missionaries, engraved
upon stone."*Against this backdrop, Catholicism gained stable footholds in
China. As Johann Adam Schall von Bell himself recounted: "He had
obtained the Emperor's permission for the Jesuits to enter freely; the
Emperor further issued an edict permitting them to preach freely. Thus, new
converts increased daily. From 1650 to 1664, over fourteen years, the
number of Chinese

over one hundred thousand ."7 Inthe early years of the Kangxi
reign, with the minister Oboi wielding power and suppressing Catholicism, Yang
Guangxian submitted a memorial to the Ministry of Rites in 1664. In his
Petition to Suppress the Heretical Cult, he denounced Catholicism
as a heretical sect and recommended ""quelling military affairs."
Ao Bai and his associates exploited this incident to
imprison Johann Adam Schall von Bell and prohibit the
practice of Catholicism until 1668
When the Emperor personally assumed the reins of government in
1668, the prohibitions were gradually relaxed. During his southern
inspection tour to Suzhou and Hangzhou in 1689, he summoned local
missionaries and expressed his concern for them. In 1692, the Emperor
lifted the ban on missionary activities and granted special permission to

the Jesuits to establish a seminary in Shanghai.
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The propagation of Catholicism was met with an increasingly
tolerant attitude, evolving from the relaxation of religious edicts to
the ""Edict of Tolerance.” Over the past three decades, the spread
of Catholicism has been consolidated, with Suzhou, Hangzhou,
Nanjing, and Shanghai emerging as the most active centres of
Catholic activity in the Jiangnan region. Book illustrations from
this period reveal a growing mastery of Western painting
techniques and a more refined approach to woodblock
printing.Forinstance, the 1680 publication Mirror of History,
authored by Sun Yungqiu, is a scientific treatise on optical
instruments and spectacle-making. Its preface states: “'Sun Yungiu
‘studied under the Western masters Limadot, Tang

dao Wei,and Qian Fugu’,” while Wu Qisheng remarked: "Suddenly
encountering strange teachings from the West." ° This
indicates Sun Yungiu's interactions with missionaries in
China and his profound exposure to Western learning. The
Mirror History contains an illustration titled Western Distant View
(Fig. 1), employing perspective to depict lakescapes and distant
Western-style architecture. It mimics the chiaroscuro effects of
copperplate engravings to render light and shadow, representing
the most prominent example of "“Western artistic techniques™~®
extant from the Kangxi era.According to Zhang Ye's adgSun Yungiu's
birthplace in S#niHodiisuggests tiMirror History and its illustrations

were likely commissioned from engravers in the Suzhou region. *°

Beyond book illustrations, single-sheet prints from the

Kangxi era also

The"Portraits of Saints and Immortals” (Fig. 2) in the British Museum'’s
collection, recorded as dating from the early Qing dynasty in the 17th

century,

. The composition depicts ChineseDaoistimmortals, bare-chested and barefoot,

holding longevity peaches in their hands, carrying baskets of

lingzhi herbs on their shoulders, clad in wide-sleeved robes.

Issue 18, 26 July.indd 8587

A Callcion 0 g

Rires

i

Wrapped in straw at the waist, his countenance radiates joy, his
demeanour serene. Signed "Yang Qi." Employing copperplate
engraving techniques, the painting renders chiaroscuro in shades
of black, white, and grey. The background, bodily features, and
folds of clothing are rendered through hatching, exemplifying
the fusion of "Western-inspired brushwork" with traditional &
subject matter."Both Western Distant Views and Sacred
Immortals were produced during the mid-Kangxi period.
Regrettably, no extant records identify the artist. Judging by
stylistic elements and

subject matter,they likely originate from Suzhou-based artists
influenced by Western painting.

Indeed, Catholic practitioners were present among
Suzhou's printmaking community. One of its early innovators,
Ding Yuntai, was a Catholic who "mastered Western glazing
techniques.™ The Dresden State Art Collections' Print Room
houses a set of four Ding Yuntai prints
*Pastoral Pleasures* (Fig. 3), employing shadow perspective and
techniques mimicking Western copperplate engraving. According to
the Dresden catalogue, all four prints were acquired before 1738,
forming part of Elector Augustus Il the Strong's (1670-1733) early 18th-
century collection.The artist employs black, white, and grey tones
to render shadows, while buildings, plants, and other garden
elements utilise chiaroscuro to emphasise three-dimensionality.
The focal perspective is depicted with precision and rigour.
Notably, the facial features of the figure are rendered through

shadowing—a technique recorded in

This technique is absent from traditional Chinese portraiture

and constitutes a taboo in portrait painting.

taboo. Thus, as noted in the Continuation of the Record of Painting in the

Reign of the Qing Dynasty,

Records concerning Ding Yuntai state: "He excels in

portraiture, strictly adhering to Western glazing techniques."

2Ding Yuntai was a painter recognised within artistic circles for

his mastery of Western painting. Depicted in the middle

ground of the painting is the gate of a dwelling, with couplets

inscribed in the style of the Tang dynasty poet Wang Wei.

The pastoral verse reads: "Flowers fall, yet the farm boy has not
swept them away; The oriole sings, yet the mountain guest still
sleeps.” ¥ This expresses the joy of communing with nature
and a state of tranquil leisure. Among the "Pastoral Pleasures”
paintings, two bear inscriptions: one signed "By the brush of
Xintianweng Yuntai* and another inscribed "*From the collection
of DinglaixuanOne also features the inscription "=Tm Paulo™®, which
translates to Ding Baoluo—likely the Christian name adopted by Ding
Yuntai upon converting to Catholicism.Two other works from this
series, The Lotus Pond and Imperial Gardens, employ the
technique of varying ink density to depict scenes of the imperial
palace grounds.One such painting (Fig. 4) depicts a couple in
Tang dynasty attire beneath a pavilion. The man wears a long robe
with a jade sash at his waist, while the woman is clad in a ruqun skirt and draped in
silk, signifying their noble courtly status. Judging by other similar palace
garden motifs, the pair are likely Emperor Xuanzong and Consort
Yang. In the distance,two maidservants approach, heads bowed as
they carry wine and dishesThe palace grounds feature , with cranes
either soaring or standing proudly. A pair of cats frolic beneath the
pavilion, symbolising the enduring affection between Li Longji and
Yang Yuhuan.From behind a palace column, a court lady peeks out —
a recurring motif in Ding Yuntai's woodblock prints. Another work
depicts a palace corridor flanked by lotus ponds with mandarin

ducks. Several court ladies are shown admi

ng the lotuses and sipping

tea along the corridor, creating a scene of serene elegance.

The composi

focal perspective and chiaroscuro.

Notably, both paintings bear a Latin inscription at the top.
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" *(rHam Cien Tam Liu ngan Tim Xi P,

transliterated as " "Zhejiang Hangzhou Qiantang Li'an Ding Family
Brush ( 1), 8 h
Ding's given name was Li'an, courtesy name Yuntai, pseudonym
Xintianweng, with ancestral roots in Qiantang.Additionally,
Father Fang Hao mentions in his work Chinese Catholic History
and Artifacts that Catholic believer Zhang Xingyao, in the
preface to his book Distinguishing the True from the False in
the Heavenly Religion (1711), attributed the work to the “creative
conception of Ding Yuntai Luan of Jiyang" (Ding's distant
ancestors primarily hailed from Jiyang):Yan states, 'The
Discernment of the Heavenly Teachings' follows the intent of my
friend Ding Zilu'anThe Lu'an family has long practised the
Heavenly Teachingsembodying purity and gentlenessg widely
respected within our community®®Based on the compilation period of
the *Records of Paintings from the Reign of the Qing
Dynasty* (1722—

1735,Ding Yuntai may have been among the Catholic artists
creating woodblock prints in Suzhou during the Kangxi era.

Furthermore, according to historical records

Isue 18, 7.26indd 091

Records indicate that Zhang Xingyao was born in Hangzhou in 1633

and died in 1715.

. Therefore, judging by the date of composition of Tianjiao Mingbian, in 1711
Zhang Xingyao was already 79 years old. In the preface, Zhang
Xingyao refers to Ding Yuntai (Lu'an)'s father as a friend and
expresses profound admiration for Ding Yuntai himself. This
suggests that around 1711, Ding Yuntai was also an elderly gentleman
well past sixty. In the Dresden-held "Pastoral Pleasures,” Ding Yuntai
refers to himself as ""Albatross,”" "*[1 " glderly man" , suggesting Ding
Yuntai was advanced in years when creating this woodblock print
series, likely around 1720. Therefore, based on the above analysis,
this set of four works

were most likely created in the early 18th century, during the late Kangxi

period. 7

Similarly, Ding Yuntai's * *CeHam Cien Tam Liu ngn

Two additional works bearing the Latin inscription * Tim Xi Pi* " (Fig. 5,

Fig. 6) are now part of the personal collection of Mr. Feng
Debao, Chairman of the London Woodcut Education Trust.

[ collection, similarly employing the Western copperplate engraving
technique with varying shades of ink. One painting, Foreign
Merchants, depicts a city gate with a cluster of Western-style
buildings beyond. The central spired tower structure, possibly
the tomb of a revered Western missionary of the era, resembles
European architecture. Beneath the bridge, a merchant vessel
navigates the river into the port, while several

Boatmen bearing the appearance of "foreigners” are hauling
cargo ashore, while several men on the bank display attire
indicating their status as foreign merchants. The officials standing
upon the arched bridge are likewise likely envoys from tributary

states beyond the borders. Such engravings inevitably evoke

associations with the "Eight Nations Pencil Technique ™ —ea»=

ofF tl»=masterpieces employing this style to its fullest

extent.

, ®f foreign lands surrounding China

had already become widespread among the populace by the late
Ming dynasty. The Dresden collection holds a Kangxi-period "Four
Directions of Foreign Tribes Diagram", depicting 48 foreign tribute
envoys [0 of diverse appearances, similar in style to the
"bartarian [ "figures in Ding Yuntai's printsi®Another print of similar
styleB
0 The Horse-Leading Figurell demonstrates a pronounced sense of
focal perspective, depicting a depth of field where near objects
appear larger than distant ones, from the hall to the courtyard. In
the front hall, two figures of foreign appearance are engaged in
conversation, while on the right side of the painting, a horse-
leading figure attempts to tame a tall, spirited steed.while on the
left, a dark-skinned, curly-haired "‘barbarian** Ban animal to a
pillar. This creature bears a striking resemblance to the depiction of
the ""F<w araBwar slave”  in the Kunqu opera The Kunlun
Thief of the Crimson Brocade. ** Behind a pillar on the right side of the

entrance hall,

pupils peer out bdmmetesae As inte Lotus Pond Palace Garden, the artist
incorporates figures observing from afar. The composition employs three
shades of ink—black, grey, and white—to render the three-dimensionality of
architecture, objects, and flora/fauna. The Latin inscription above confirms
the artist as Ding Yuntai.The Josai Art Museum in Japan also houses a "View
of West Lake" featuring distant perspective and engraving-like style,
inscribed with =* "® (""Painted by Ding Yuntai ®Qianjiang?“Ding ‘2

Xuan's Collectionp| ate ™ *- () OF¢ untai's rendering B

If the technique employed in a Suzhou woodblock print can
be judged to follow the "Atlantic style", then another piece in
the Dresden collection is the only known example featuring

Catholic imagery.

is apaintingexecuted in the "Western-style imitation"” mannerTs

waigitled "The Holy Mother and Child with a Flower Basket{(Fig.

7) depicts a lady holding aflowerbasket in one hand andleading a child with

the other.

The contours of the figures' faces are pronounced, particularly in
the child's clothing and hairstyle, while the facial features and arms
of both mother and child exhibit European characteristics, readily
evoking associations with the Virgin Mary and Jesus. However, the
delineation of the lady's eyebrows, eyes, and lips resembles the
portraiture style of Suzhou ladies.? The lady's waist ornaments,
sash, and pendants, ghe ""chiyry santhemum scroll*
patterns adorning her cuffs and hem, and the textured
rendering of the flower basket, all bear the unmistakable
hallmarks of Suzhou woodblock print style. Comparing similar works in
Japanese collections, such as the Fish Basket Guanyin (Fish Delight)>? The
fish basket held by the fisherwoman in this painting is rendered
in precisely the same manner as the floral basket in this "Holy Mother and Child
with Floral Basket". The decorative patterns on the lady's skirt hem and cuffs
also bear resemblance to those in the "Two Children Presenting Guanyin with a

Child"* Hemprint
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The floral motif ""Peony Scroll Pattern®" is almost entirely identical.The #
with Flower Basket, executed in ink-line engraving with colour wash, printed on
xuan paper and mounted on oil canvas, entered Europe in the early 18th
century. Its inclusion in the 1738 catalogue of Augustus Il's
collection indicates the work was created prior to the third year of

the Qianlong reign (1738). This is currently the sole extant

example of Suzhou-style painting executed in the
WWWwWesterm sty ile depicting Western
subjects -

This print likely emerged from Suzhou's Catholic milieu, created
by local folk artists exposed to sacred imagery. Produced for
domestic circulation, it reflects ties to Suzhou's Catholic community
and bears influences from religious book illustrations and local
church murals. Why have no such folk paintings or prints survived
in China or Japan?This relates to the suppression and rejection of
Catholicism by the imperial courts of both nations at the time. The
eruption of several Suzhou lE&to the near-total disappearance of
these Suzhou woodblock prints bearing Catholic elements from
the domestic market.? Another hand-painted scroll of similar
subject matter,termed by scholars the "*Mysterious Image of the
Virgin Mary and Jesus™" (Fig. 8)provides evidence tits intended market was
indeed domesticThis scroll is currently housed at the

Field Museum in Chicago

(Chicago Field Museum), acquired in the early 20th century (1909
—1910)by the American sinologist

(1874-1934) during his fieldwork in Xi‘'an, China. It is also a
relevant example of materials used for the propagation of

Catholicism within China.

Figure?

2nd Child with Flower Basket

Work. Based on Tang "~ the painting, Lao Fei
determined this work was created during the late Ming period.
However, some judge the signature bheafogay, not an authentic
work by Tang Yin himslf but rather the work of a folk painter
QOO
after missionaries arrived in China in the early 17thcentury. 2
Though its exact date remains unconfirmed, this painting's
connection to missionary activity in China is beyond doubt. It

depicts a barefoot Mary clad in a long robe and headscarf,

cradling an infant.
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The celestial child, with a halo of red light behind its head,
embodies the deified power of the divine being, akin to traditional
Chinese religious depictions of deities such as the Guanyin
paintings.The Virgin Mary's form clearly mimics Catholic
iconography, while the child's hairstyle, facial contours, attire, and
depiction holding a book all derive from traditional Chinese painting,
inevitably evoking woodblock prints depicting themes like *"Celestial
Immortals Delivering a Child ¢hayrietoreab®ISuch Chinese
adaptations of Catholic imagery may have existed
as early as the 17th century.When embracing Christianity, the
Chinese readily imbued Western religious iconography with their
own familiar beliefs, associating the serene Virgin Mary with the

"~ Goddess of Mercy bestowing children™.
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-style prints
predominantly depict traditional auspicious themes of prosperity
and numerous offspring, with the majority featuring court ladies
and theatrical subjects, while only a small number explore scenic
landscapes.From the late Kangxi to the mid-Qianlong periods, these
Suzhou prints with Western-style brushwork presented a fascinating
Tes><o it quality to European audiences. Their
distinctive visual characteristics strongly appealed to European
connoisseurs seeking rfTChinmnese-style™r
artworks. Consequently, upon reaching European markets,

Suzhou woodblock prints garnered appreciation among nobility,
particularly royal courts. Amongst the interior decoration styles

emerging in 16th-century Europe, some incorporated

%
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Suzhou woodblock prints were employed as room wallpaper.
These prints were traditionally printed on xuan paper, typically
backed with a layer of oilcloth. This served both to affix them to
walls and to increase the thickness of the xuan paper, reflecting
the contemporary European method for mounting wallpaper. It is
now generally accepted that the prints were rolled and packed in
crates at Chinese ports, transported to Europe by merchant ships,

where the backing was applied, and then sold directly as wallpaper.?

Many European royal castles and estates still preserve

Chinese wallpaper from the 17th to 19th centuries. Castles housing Suzhou

woodblock prints

17 August 2021 161200




096 097

These gwe found throughout Europe, primarily in Germany, Austria,
Britain, Belgium, Italy, France and elsewhere. They provide invaluable
material for studying early S@ou wooddodk prints  that
imitated Western sty les, while also shedding
light on the sales markets for Suzhou prints beyond Japan during the 18th
century.

Here, the author wishes to emphasise that although
demand for Suzhou woodblock prints in the European market
remained steady from the early to mid-18th century, these prints
were not exclusively produced for export. Their subject matter
was not altered to cater to European tastes, nor were hand-
painted wallpapers gradually replacing Suzhou woodblock prints
in meeting European interior decoration demands.

The Western-style objects and European architectural elements in
some works were entirely created to satisfy the aesthetic
demands of the domestic market. For instance, the Western
Theatre Painting donated by Japanese scholar Kuroda Genji and
now preserved in the Shenyang Palace Museum, along with the
privately collected Five Horses of the West Painting, both employ
the characteristic ""Western brushwork"”. The objects depicted
in these paintings are predominantly Western in nature, and
these objects and buildings may well have been copied from
Western engravings.Within China, these prints were generally
employed as ""picture cards" for daily display or New Year
decorations — peausasibte "‘New Year paintings-®?Thus, Suzhou
woodblock prints bearing the "“Western style™" represented an
assertive, dominant culture in overseas markets. No definitive
evidence currently exists to suggest Suzhou artists accepted
overseas commissions specifically for the European market.As
export artworks, most prints originated from the Thirteen Factories
in Guangzhou following the 1757 "simgle-portc
trade PPolicy . After this policy,

Guangzhou's artistic production...

Issue 18, 7.26.indd 8697

Hand-painted wallpaper gradually supplanted Suzhou prints in
meeting European interior decoration demands. As the
""Chinoiserie"™ craze waned in the 19th century, European
records of Suzhou prints being used as wallpaper concluded in

the late Qianlong period.

Towards the close of the Kangxi reign,the Roman
Curia prohibited Chinese clergy from
"“wWworshipping ancestors” or "honouring Confucius".
The ""Rites Controversy"™ between the imperial court and the
Roman Curia caused Emperor Kangxi's attitude towards
Catholicism to shift from tolerance to severity, culminating in the
issuance of an imperial edict banning the faith in 1720.2 Despite this,
missionary activities persisted throughout the late Kangxi and
early Yongzheng eras, with the number of converts showing no
sign of diminishing. Emperor Yongzheng, however, harboured no
sympathy for Catholicism. He expelled all missionaries from the
Jiangnan region and the Central Plains to the port of Macao,
forbidding them from preaching inland, and ordered the
demolition of churches.Even more severe expulsions of
Catholicism occurred during the Qianlong era in the two Jiangnan
Church Affairs. The 1747 Suzhou Chhurch Affair
and the 1754 Jiangnan € k» v < b Affair dealt a fatal blow
to Catholic activities in the Jiangsu-Zhejiang region, leading to
the gradual disappearance of Catholicism in China after the
mid-Qianlong period. The disappearance of the **Western-

style brushwork™ in Suzhou woodblock prints
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coincided precisely with this period of decline. Was there a
genuine connection between the two? The biographical records
of another "Ding" artist in the history of Suzhou woodblock
prints seem to corroborate fink.

Within the British Museum's collection of
Chinese prints, the names "Ding Liangxian®® &=araxd
"*Ding Yingzong™" appear on a set of twenty-nine colour-
printed bird engravings. This collection was acquired
by Sir Hans Sloane (1660-1753), the museum's founder,
during his lifetime from the British naturalist
Jarmes Plew.

(James Petiver) acquired it through purchase.It had originally been
obtained by another Englishman, James Cunningham,while serving as the
British East India Company's physician in Xiamen from 1698 to 1705,
during his travels between India, China, and other regions of South Asia.
The late 17th century marked a period of significant expansion in European

botanical and zoological studies,
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At the dawn of natural species taxonomy, Cunningham assembled
this collection of floral and avian prints, which he deemed to
depict 'natural species’, with the discerning eye of a
taxonomist.This collection embodies elements of traditional
meticulous brushwork in flower-and-bird painting, employing
techniques such as colour layering and raised-relief printing in
certain details. With its vivid colours and exquisite craftsmanship,
no subsequent Suzhou woodblock prints of similar subject
matter have surpassed the Ding family prints in #tylistic
achievement technical mastery.Inscriptions on the prints
include "Produced by Ding Liangxian of Gusu," "Ding
Yingzong,™ and "Ding Family.” While the works exhibit no
Western artistic influence, &creator's enDing Liangxian,
appears in Catholic registers.According to recently published
Catholic historical records, in the twelfth year of the Qianlong reign
(1747), Ding Liangxian was designated a fugitive in Thye
Su=hou Cathholic A ffainr
for harbouring missionaries in his home. During the Jiangnan
Catholic Affair in the nineteenth year of Qianlong
(1754), Ding was arrested and imprisoned. In his confession, he
declared himself a resident of Changzhou County, Suzhou,and
made his living by "selling Western paintings.”" He escaped punishment on
his first arrest because he had "taken Western paintings out to
sell that day."® His confession reveals Ding Liangxian was 69
yearsold at the time of arrest. He was subsequently sentenced
to "one hundred strokes of the cane and three years’
hard labour"—a punishment likely fatal for a man
approaching seventy. No further records of Ding Liangxian exist
thereafter. This suggests his dates of birth and death may

have been 1685—

in 1754, thus the period during which he created and sold prints

during his lifetime

1700-1750. Although the British Museum'’s *'B
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The 'shih' woodblock prints do not incorporate Western artistic
elements, yetaworktitled Ten Views of West Lake (Fig.9), housed in
Japan's Kaido Art Museum, employs dense and light ink with
colour washes. The shaded areas of architectural structures, ripples
on the lake surface, and textures of distant mountains all exhibit a
distinct Western copperplate engraving style. At the centre of the
composition, a group of imperial buildings stands upon an island in
the lake, with a ceremonial archway bearing the characters " [1 []

(Imperial Retreat).According to Li Wei's records, this imperial
garden complex was situated atop Gushan Hill in
Hangzhou,constructed in 1707 to receive Emperor Kangxi during his
final southern inspection tour. Emperor Yongzheng renamed the
imperial residence *"Sacred Sound Temple" in 1727, ®indicating this
work was likely created between 1707 and 1727—the late Kangxi
period.The painting bears the colophon inscription: "Qian Tang Ding
Yingzong of the Jia Shu Xuan Studio in Wumen." Recent scholarly
speculation suggests Ding Yingzong and Ding Liangxian may in fact
be one and the same individual. Zhang Ye contends that among
the twenty-nine woodblock prints held by the British Museum,
the designation *'Ding Shi*" (Mr Ding) in the colophon could
easily cause confusion regarding authorship, and that the artist
would hardly have been so negligent as to omit this detail.He
contends the sole explanation is that Ding Liangxian and Ding
Yingzong were indeed one and the same person. 2 Wang
Zhenghua of Taiwan, however, argues that while the
calligraphic styles of the two "Ding" signatures and the
colophons are similar, the handwriting itself is not from the same
person. This clearly indicates the painter deliberately created the
impression of different authorship, making it unlikely they were
one and the same.® The author proposes another possibility: Ding
Liangxian and Ding Yingzong may have been relatives who

worked within the same household

workshop, which explains why both artists appear in the

extremely similar

Figo

Ten Views of West Lake
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The stylistic expression and the use of the signature
"Ding Shi"” indicate that the two artists may have been
relatives from the same family, thus eliminating the need to
emphasise their independent identities. In summary, based on the
inscriptions in the Ten Views of West Lake, if, as Zhang Ye
analyses, Ding Liangxian and Ding Yingzong are the same person, then they both

created the "Tai

Western Brushwork." However, if we reverse the

relationship—where &

are distinct individualst ,and given that we know Ding Liangxian wesa

Catholic who earned his living by ""selling Western
Paimntinmgs-" ), Bhat Ding Yingzong (
) was related to him and similarly produced engravings employing
""Western techmnigques-"" ( ). Either
possibility demonstrates the direct influence of Catholic missionaries
on Gusu engravers creating works in the "*Western style™™ ( ).
Apart from the [Dirmng Ffarmily ., anotherth
Catholic creator of Gusu woodblock prints, Guan Xinde, was also among
the Su=z=hou

those arrested durimg

Catholic Imncident Charged with
harbouring Catholic missionaries and transporting them by boat,
he was sentenced to one hundred strokes of the cane. ¥ T he
"'First International Woodblock New Year Painting Exhibition of
China-Suzhou and the 'Heritage-Innovation-Exchange—
International Academic Symposium on Chinese Woodblock New
Year Painting Research ™, held inJanuary 2018, displayed a
set of eight "Four Seasons of Beautiful Children” prints from Feng
Debao's personal collection. The couplet on the background wall
reads: "The auspicious new year gathers joy with the arrival of the
auspicious child; the joyous end of the year celebrates the arrival of the
auspicious child."The colophon in smaller characters reads: "'Gusu Xinde
Studio' and "Wumen Guan Ruiyu". (Fig. 10-1, Fig. 10-2)
Guan Ruiyu's name also appears in the Japanese collection at

Oshiro Castle Museum.
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Art Museum Collection: Qing Qianlong Period "Afang Palace"
Diptych. The composition exhibits a pronounced Western
copperplate style, with precise rendering of focal geometric
refraction. This bears striking similarity to the "Western-
inspired technique" engravings by Ding Yuntai housed in
the Dresden State Art Collections. The lower right panel
bears the inscription "8Shijia Lane, Guan Ruiyu's Collection
Plate,” with the colophon reading "Written by Guan Lian of
Yufeng at the inkstone."

Yunju Pavilion". Additionally, Feng Debao's collection includes a
woodblock print by Guan Ruiyu bearing the colophon ""Written
by Guan Lian of Yufeng at Yunshui Pavilion™"yiis also a significant
work from the GUuan Ruiyu Collection of Woodblocks®" in recent
years® The author speculates that ""CS wvaa=ar» L_i=ara"™"
aAarmd "Guaiarnn Ruuiyuatt may be the
courtesy name of Guan Xinde, an art shop proprietor. They are
likely the same artist, hailing from Gusu's Shijia Lane, and
T“Western

influenced by the painting

tech s miiguiess"" . Asa Catholic among Gusu's
printmakers, he maintained studios named "Yan Yun Jwa™" and
""Yun Shui Ge".Three pairs from this series of
Beautiful Child Figures are now housed in Eisenstadt Castle, a
13th-century palace situated on the border of Austria and
Hungary. They served as wallpaper decoration for the palace's
Small Chinese Salon in the mid-18th century. Consequently, this
series of Suzhou woodblock prints likely originated between the
reigns of Emperor Yongzheng and the early years of Emperor
Qianlong, subsequently reaching Europe via maritime trade.The
parallel Four Seasons Beautiful Boy series exists as folding
screens housed in theChateau Filiéres in Gommerville, France.Acquired
by the Filieres family in the mid-18th century, this collection

preserves four complete sets of the Four Seasons Beautiful Boy

prints. 3
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After absorbing Western painting techniques, the creation

of Gusu woodblock prints

On one hand, the artist attempted to copy engravings or Western
book illustrations he encountered; on the other, he reinterpreted
traditional Chinese subjects through

""reworked,"” though alterations were largely confined to
technique preserving the auspicious themes and scenes from novels
andoperas characteristic of folk woodblock prints Wang Jingling
published a work dating from the Yongzheng to early Qianlong period
(18th century)
The first half of the 16th century) depicts a scene of lakes and
mountains, with an exaggeratedly sized male water buffalo standing
on a cliff by the shore. Within the nearby forest, several Western-style
figures are depicted, while the distant lake and mountain scenery bears a
slight resemblance to the West Lake landscapeThe inscription

reads = “"@Western plan bif B

Issue 18, 7.26 indd 102:163

"Described above is a colophon:

Pastoral Solitude

In the Kaiyuan era of the Tang dynasty, the mighty steed answered the
call with majestic strides; the sweat-blood and nighilluminetinghorsessiartiedthebn shwiththeir
roar; theirmenesand tails bristing with chill, theirneighs poised o burstforth, theirgalloping fomns leaping beyond
the heavens. Nowadays, not even a thousand gold pieces could buy a genuine Han
painting. This humble artist follows the Western master's true method, capturing the
bones, horns, feathers, figures, and mountains.Objects evoke living emotion, figures
convey exquisite grace, as if standing alone upon a rock. Both literary and artistic circles
applaud in unison. With family tradition as my foundation, I laugh at those who
casually dabble, creating marvels through whimsy.

The verse above, "Spring Descends from Heaven," forms a perfect pair
with mine: Mistakenly treading shifting sands, vainly claiming divine origin;
Hanging the painting's horn proves futile. Better to graze leisurely by the green

hills, Standing alone in the spring breeze of March.

Wu Quhan painted and inscribed.

The artist Han Huaide cites examples such as the

magnificent steeds, the ‘'sweat-blood' horses, and the ’'night-

illuminating' horses depicted by the Tang dynasty painter Han
Gan, demonstrating the consummate mastery of his painting
techniques. He laments that it is now exceedingly difficult to
find an authentic work by Han Gan.He further recounts his
study of Western painting, progressing to imitate Western
techniques. Learning their ability to capture the spirit of subjects d
render landscapes with lifelike realism, he depicts animals with vivid
expression—such as the ox standing upon a boulder in this very
painting. His works have won the admiration of literati, though
for the author they remain mere casual pastimes,yet regarded as
extraordinary wonders.The artist further explains his aspiration to
cultivate immortality, yet regardless of how

All efforts prove futile. Why not simply tend cattle amidst verdant
hills and clear waters, savouring this " " spring breeze in the third

month®*?

Han Huaide's colophon reveals that the early Qing Jiangnan antique painting market

With counterfeits flooding the market, a genuine work is hard to
come by. The artist was likely a prominent creator of
"Western-style”™ gn Suzhou during the early Qianlong
era, admired by literati painters. Yet despite his mastery of
Western techniques, his attitude toward "emulating
WVwestermn brushwwork™ remained one of
“‘unprovoked laughter at casual play."Thus, while 18th-
century Suzhou prints ""emulating W\WwWesternm
bbrushworlk™ became coveted "Tang
goods™ ad " "Chinmnese-sty e’ luxuries
in Japanese and European markets, they remained marginal
within contemporary Chinese painting. They are scarcely

mentioned in historical treatises on painting.

Figure11

Pastoral Scene with a Stand

Moreover, its audience remains the common folk of the streets
and countryside.Research indicates that this Pastoral Scene drew
inspiration from one of Dutch master engraver Abraham Bloemaert's
(1566-1651) animal series copperplate illustrations,
specifically his Bull engraving (Figure 12), now housed in

OOOOOOO

Amsterdam's Rijksmuseum.
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Figure 2

Bull Painting

A msterdam), whose subject matter resembles Herman wvan
Swanevelt's (1603-1655) Baroque dafgiheReturn of the Prodigal Son
¥. The Western-clad father in the painting extends his arms to
welcome his wayward son home. The bull in The Bull Painting

mirrors Han Huai-de's depiction of the animal.

OO
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The mirror image of the ox depicted here suggests that the figures
in the aforementioned Dutch copperplate engravings and oil
paintings arrived in China through some channel during Sino-
European trade, subsequently being integrated into traditional
pictorial landscapes by Suzhou printmakers.Additionally, awoodblock
print inscribed *"Painted by Han Huaide of ThZze AVAVAE |
School in Tthhe WWwesterm

St/ 1 & " Wuseum of Asian Art.

Titled Scenic Views of West Lake (Fig. 13). This series of woodblock
prints employs richly layered ink with colour washes, executed with
exquisite carving. Scenic MVeas of Wet Lde employs perspective and
hatching to depict foreground, middle ground, and background
scenes, portraying ladies and children enjoying summer pastimes by
the lotus ponds and pavilions along West Lake's shores—a scene of
serene tranquillity.

Another factor contributing to the decline of the
"WWwesternm painting style™ wasthe shifting
attitude of successive Qing emperors towards Western copperplate
engravings, from initial patronage to eventual neglect. During the
Kangxi reign, not only did Catholicism flourish in the interior, but
the Emperor himself initially held an appreciative stance
towards Western painting.Emperor Kangxi appointed the Italian
missionary Matteo Ruggieri, who arrived in China in 1709, as court
painter. Based on Shen Yu's original sketches and building upon
woodblock prints created by Zhu Gui and Mei Yufeng, Ruggieri
experimentally completed the imperial copperplate engraving
Thirty-six Views of the Mountain Resort in Summer in 1713.The
Kangxi Emperor greatly admired this work, bestowing the
copperplate prints upon his sons and ministers. Currently housed
in the Palace Museum, the anonymous court painter's work "Ladiesin

the Paulownia Shade"

Both the "View of the Summer Palace"” and Leng Mei's "Summer

Resort" employ a pronounced

focal perspective, rendering elements such as the interplay of light
and shadow through highlights and projections. This style persisted
into the Yongzheng era, exemplified by the Twelve Months of Pleasure
under Emperor Yongzheng, which similarly employs an aerial
perspective with depth composition.During the middle and late
Qianlong reign, the Emperor commissioned the court painter of
Western art, Lang Shining, to create the series Qianlong's
Campaigns Against the Junggar and Muslim Rebelsi{hich was
later sent to Paris, France. However, in terms of painting style,
Qianlong favoured the artistic conception of traditional

Chinese culture, hoping that the artists at the Ruyi Studio

Lang Shining, while serving at court, produced works that drew

upon traditional Chinese painting styles. This return to classical

techniques, permeating from the imperial court to popular art,
had an undeniable influence. The resurgence of traditional
painting can be observed in Xu Yang's
The Prosperity of SuzhouBoll. Among the populace, mid-to-late
Qianlong-era Suzhou woodblock prints reflected this courtly
influence, with subject depictions and landscapes adopting
traditional Chinese painting characteristics—such as outlining
garment folds with lines, while Western-style hatching in
shadowed areas gave way to broad brushstrokes.

Throughout this technical evolution, enduring print subjects
like ""Celestial Maiden Bestowinga < ka8 B ™" and familiar
literary or theatrical motifs persisted. f#he "Qilin Bestowing a Child"

motif used as wallpaper at Schloss Worlitz iGermany

(Fig. 14-1) employed Western hatching to depictthefolds in the figures’ garments.

awork executed in he'Western-style imitation”

manner prevalent from the reign of Emperor Yongzheng to

the early years of Emperor Qianlong. Celestial maidens

Adorned with a phoenix hairpin, cloud-shouldered robe, and flowing skirt, she embraces a

childwhile seated atop agilin,

seated atop a qilin, arriving upon clouds; the child wears a crown
and holds a cassia branch; the qilin's scales, whiskers, and the
curling cloud patterns are rendered using the hatching technique of
copperplate engraving.Examining Qianlong's later works after the
disappearance of #ath as the Qilin Delivering a Child (Fig. 14-2)
housed in Japan's Kaido Art Museum, similarly depicts a
celestial maiden holding a cassia-branch-bearing child atop a qilin
descending from the heavenly court. The composition employs the
blue hues frequently used in mid-to-late Qianlong Suzhou

woodblock prints to render the court ladies and the child.

224/8/17 161202
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Figure 13
Views of the West

Lake

SO

Figure3st

Qilin Delivering a Child

OOOOOO
The attire features a blue hue rendered with a chemically
produced pigment invented in Europe,known as Berlin blue (
blue). The composition inherits characteristics of
WWester m-—stys e painting € D, though its
palette ( ) leans more
towards traditional painting styles. Additionally, the walls of a
bedroom in the Badenburg bath pavilion at Nymphenburg Palace in
Munich () feature over thirty Suzhou woodblock prints, displayed
between 1751 and 1763 as an alternative to silk tapestries.One such
print, The Legend of the White Snakez The Water Battle (Fig. 15),
depicts a theatrical scene where the Green Snake and White Snake
wield swords against Fa Hai. The use of hatching for shadow
rendering persists in the drapery of garments, a characteristic of
Western painting techniques. Comparing this to later Qianlong-
period prints on the same theme, such as those in the Hua Lijing

Collection...

Fig 162

Qilin Delivering a Child

SOOOOS
There is a painting titled Water Jar (Fig. 16). In the foreground, Bai
Suzhen and Xiao Qing are depicted: one with a sword at her waist, the
other wielding a sharp blade.Both  wear fisherman's hatsdraped in cloud-
patterned shoulder pieces, clad in short robes and skirtstheir feet bound into
three-inch golden lotus €heir expressions are animated, each adopting
a distinct posture.Though slightly damaged, the painting clearly
reveals meticulous block-printing followed by hand-colouring. It
employs varying shades of blue and green ink to render the shading
of drapery, replacing the hatching typical of Western copperplate

engravings—a technique frequently used in late Qianlong period prints.
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The Suzhou woodblock prints that
Tfermulated WWWwesternm

techmnmigues" represent the most distinctive phase
in the history of Suzhou woodblock printing from the Kangxi
reign through to the mid-to-late Qianlong period. Their
emergence, flourishing, and eventual decline were intrinsically
linkedto the spread and eventual demise of Catholicism in China,
and were inextricably tied to the attitudes of successive Qing
emperors towards Western learning.Among the Suzhou
printmakers of this era were many Catholics themselves. Having greater
access to Western copperplate engravings,they adopted Western painting
techniques and combined these with traditional print subjects to
create countless masterpieces of unparalleled beauty. However,
as printmakers were not considered literati artistswoodblock prints havelgeen
overlooked in Chinese painting theory. Consequently, most surviving
works are now held in European and Japanese research
institutions, museums, castles, and private collections.Recent
discoveries of new works have provided invaluable insights into

this unique historical period.

of Suzhou prints,thereby further highlighting

The Significance of the ' 'in the History of Chinese Printmaking.
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Critical Introduction

Suzhou woodblock prints originated in the Ming dynasty and flourished
during the Yongzheng and Qianlong reigns of the Qing dynasty. Alongside
Yangliuging New Year paintings, they are collectively known as
**Southern Peach, Northern \A\/i Il O\\/,"" holding a significant
place in the history of Chinese folk art. Their production technique
primarily employs colour block printing, with one block per colour. The main
processes are design, carving, and printing. This technique inherits the woodblock
printing craftsmanship of the Song dynasty. Additionally, woodblock prints
combining carving and painting were also popular.Their style is refined,
employing traditional hanging scroll and album page compositions.
Visual influences reveal connections to Song court painting, Yuan
dynasty architectural painting, and literati painting. Compared to popular
New Year prints elsewhere, Suzhou woodblock prints exhibit greater artistic
delicacy and elegance, described as ¥1vid yet not vulgar, tranquil amidst leisure,
and rich in contemplative depth’*

With expanding trade, during the late Ming and early Qing
periods, Suzhou woodblock prints were extensively introduced to Japan,
influencing the so-called ukiyo-e, and also reached various European nations.
At that time, a Chinese aesthetic was in vogue across Europe, with luxury
Chinese goods collected by the upper classes. Their palaces almost invariably
featured so-called "pPorcelainm roorms-"
amd ""Chinese roOooryas""  where such
collections were displayed.It is worth noting that porcelain and
lacquerware were the most coveted items among European nobility at
the time, with prints being secondary. Transport volumes were modest,

and few historical records exist
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(Later, following the Qianlong Emperor's policy of "exclusive trade
through a single port,"” increasing quantities of hand-painted wallpaper were
imported from Guangzhou, a topic beyond the scope of this article.) At that
time, Suzhou woodblock prints were transported to Europe via the
Dutch East India Company.
to Europe. They printed multiple copies of the same design, bound them
together, and upon sale would unbind them for individual sale, or
compiled prints of different designs into albums for sale. Although woodblock
prints were commonplace from a Chinese perspective, they were rare and
fashionable in Europe, commanding considerable prices. Consequently,
owners typically kept only a few distinct pieces, with very few
reproductions.Such examples, though few, still survive inaristocratic
residences across Britain, the Netherlands, Germany, Sweden, and Austria.

It should be added that Austria's territory was more extensive in
the past than it is today, encompassing what is now the Czech Republic
during the 16th to 19th centuries. Below are three categories of Suzhou
prints preserved in the Czech Republic, all previously unexamined by scholars.
The first category features floral basket motifs; the second depicts beauties; the third

comprises antiquarian subjects.
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A room on the second floor of the Veltrusy Manor in the

Czech Republic (measuring approximately 3.2 metres by 2.9 metres)
features Chinese-style decoration on all four walls. This decorative
style blends Rococo backgrounds with Suzhou Taohuawu
woodblock prints. Following over a decade of restoration, it was
reinstated in 2020.(Fig. 1) Historical records indicate the room
was originally furnished in the summer of 1754. The walls
Fifty-one Suzhou woodblock prints were affixed, with the
original edges cropped and replaced by faux Rococo frames, all
coated in transparent lacquer. The prints feature four motifs—divine
maidens, flower pots, birds and flowers, and flower baskets—all
meticulously arranged.The focus of this discussion lies on the floral
basket motifs. Though relatively small in size (approximately
30cm > 30cm), these motifs are numerous, totalling 26 pieces,
each affixed individually to the corners of the walls.The craftsmen
employed colour-printing techniques, possibly initially using
embossing, though the application of lacquer over the fabric
mounting flattened the relief. Nevertheless, these prints retain their

characteristic clean lines, vibrant colours,and

Exquisite aesthetic appeal.

This style swiftly spread to Korea and Japan, where it was appropriated

as their own.

Isue 18, 7.26indd 112113

and have become part of the local artistic tradition. Some Chinese prints were
exported to various parts of Europe; today, the British Museum holds 29 such
works.! The Koshijo Art Museum in Japan also possesses several
examples.?2These are complete prints bearing poetic inscriptions and Ding
Liangxian's name. However, only one basket-of-flowers print displayed at the
Vertruus House retains its uncut signature, revealing the name Ding Yingzong.
Currently, no records exist concerning Ding Liangxian. Ding Yingzong was an
unsuccessful literati painter active in Suzhou or Hangzhou during the
early Qing dynasty. He earned his living as a printmaker and is not recorded
in Chinese art dictionaries.

*However, Historical Materials on Folk Painters mentions Ding Yingzong as a
woodblock New Year print artisan from Taohuawu.*European collector Mr C.
von der Burg posits that Ding Liangxian and Ding Yingzong are one and the
same. SHaving meticulously examined the small Chinese room at the Wiltrus
residence, he observed discrepancies between the woodblock print of the Flower
Basket Painting at the British Museum and that at the Wiltrus residence, the latter

appearing to be a pirated version. Moreover, it is widely acknowledged that

The Ding Family Flower Basket series comprises four distinct works, whereas the

Flower Basket series from this residence

only three repeated pieces (Fig. 2, Fig. 3).

Figure1

Peach Blossom Valley Woodblock Wallpaper in the Veltrusy Residence, Czech Republic

17 August 2021 161205
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The Suzhou-style engravings preserved at Slatifiany Castle

(Figure 4) comprise 32 pieces. Each measures 108. cm x 615 cm.
Executed using a technique combining engraving and painting,
their stylistic characteristics suggest they were likely produced by
workshops in Taohuawu. Originally displayed in a room at Zleby
Castle, The room was decorated in the Chinese style around 1746,
its walls adorned with Suzhou Beauty Prints mounted in oval
gilded wooden frames.Asthe Chinese style waned in Europe during
the 19th century, the Prints were removed in 1898 and relocated to
Slacinan.
In the castle's storeroom. Fortunately, as early as 1831, Srebich
illustrated the Chinese Room, allowing us to see how the Meitu
paintings were arranged within it at that time: neatly organised in two
rows, one above the other. (Figure 5)

Within the prints, the subjects possess graceful postures, adorned with
exquisite garments and hair ornaments, complemented by antique furnishings
and other objects. Overall, itisevidentthat this collection of prints can be categorised into
distinctthemes. Notably, nearly half belong to the unified theme of "Ladies and Dolls," sharing
a consistent style—a rare occurrence among Suzhou woodblock prints preserved

in
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distinct themes emerge within this collection. Nearly half belong to the
unified theme of "Ladies and Boys," sharingéhat is uncommon among Suzhou
woodblock prints preserved in Europe. These scenes predominantly depict
ladies conversing with young boys, accompanied by furniture and
antiquities. Architectural elements like square doors and moon gates form
the backdrop, with garden foliage visible through the latter. (Fig. 6)

The remaining prints explore distinct subjects. Four depict
"Two Ladies" (Fig.7),portraying maidservants attending to their
mistresses, while one features a solitary beauty within a natural
landscape. Most scenes lack backgrounds, focusing solely on
figures, furniture (tables, couches, and chairs), and various objects arranged
upon the tables.

The figures' attire in these prints frequently employs
Western-style brushwork to convey three-dimensional depth, with
perspective techniques characteristic of Western painting. These
were likely export paintings produced by Suzhou workshops to
meet Western buyers' demands, their style conforming to

European visual conventions.
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Figures.

Portrait of aLady Doll

QOO

Emulating the hatching technique of Western copperplate
engravings (Fig. 8),thesewolsare also relatively large in scale. The
creation period of the aforementioned beautiful paintings can be
dated to the late 17th century toaround 1720, corresponding to the Kangxi
era.
to around 1720,corresponding to the Kangxi era,whichmarksthe

the formative period of Suzhou's export paintings. The

second phase,spanning thel7th

The 1730s and 1740s marked the peak period, during which the

artistic approach

ithe third phase, the late 18th century, saw the decline of Western-style

painting ©

It is worth noting thatGermany also possesses

similar prints,

Issue 18, 26 Julyindd 118119
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Figure?

Figure of Two Women

SOOOO

Some share similar compositions to Srakina's engravings,
differing only in colouration. For instance, the Herzog Anton Ulrich-
Museum in Braunschweig, Germany, holds at least two such works, while the

Kassel

Museumslandschaft Hessen Kassel holds four examples. These provide

insight into the market for Chinese goods in Europe.
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Print of Antiqities Displayed at the Villa Vertrus
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The Bogut wallpaper prints are displayed in a room on the
second floor of the Wiltrus ResidenceThere are twelve wallpaper panels in total,
each composed of several smaller prints. The panels vary in size on the walls:
seven are large and five are small. The large panels measure 3.50
metres and 2.50 metres in height, while the smaller ones are affixed
above doors or windows. The wallpaper designs combine engraving
and painting techniques, conceived as a bookshelf with drawers
between shelves. The larger panels feature a three-by-three grid
overlaid with two additional compartments(Fig. 9) Each compartment contains
still-life (bogu) paintings depicting items such as fans, vases,
books, scrolls, silk scarves, tea sets, Buddha's hands, and musical
instruments. Upon detailed examination of all images, one readily

observes certain recurring motifs. (Fig.

Figure 1o

Antiquities in Room 2.82

10) It is noteworthy that the conventional composition of Chinese
antique paintings typically features a displayesbineragainsCapiain
background, as seen in the antique paintings within the Chinese Hall of the
Menshikov Palace in SitRaasug(Fig. 11). In contrast, the antique paintings
from the Vertruus Collection employ a bookcase sheir backdrop, closely
resembling the design approach of ancient Korean antique paintings @-and
employ Western perspective techniques to render the bookcase and
artefacts with three-dimensional depth.

As these Bogotu are currently undergoing restoration and
photographic documentation is incomplete, the author finds it
difficult to provide exhaustive commentary and can only offer a
relatively cursory discussion here. Among the objects depicted in the
patterns aea three-stringed instrument, that is, the musical instrument played

by the storytelleranda book titled lomance of the West Chamber.

17 August 2021 161206




122 123

Incorrectly transcribed as The Western Chronicles. Such
artefacts are associated with popular folk culture, unlike the
scholarly pursuit of antiquities among literati and officials.The
technique appears more vulgar compared to the Suzhou Flower Basket
Painting and the Beauty Painting mentioned above. It remains
uncertain whether this is a woodblock print produced in Suzhou.

Additionally, one section of the wallpaper depicts a book bearing

the title =" "" on its cover. The Qianlong 16th year g 1751,
making this a valuable piece for dating. According to historical

records

Figure11

Antiquities in the Chinese Hall of the Menshikov Palace, Saint Petersburg

Issue 18, 7.26.indd 122123
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, this room was furnished in Chinese style either in the summer of
1754 or in 1766, with the latter date being the more likely period.

At least two other European locations preserve similar still
lifes. One is Milton Hall in Britain, where the Chinese-style bedroom
panelling features around forty paintings, four of which depict

dated almanacs from 1745, 1748,

1750. 8 Secondly, the Nordic Museum (Nordiska Museet) in Stockholm, Sweden,
though primarily focused on exhibiting &of Nordic folk culture,also holds such
woodblock prints. These are said to have been acquired in 1901, though their
provenance remains unclear. (Fig. 12)

Other Suzhou woodblock prints are preserved in the Czech
Republic. This article addresses only three themes from the
early 18th century: Wirtrus's floral basket designs represent

traditional works, while Slakinani's

and Vertruus's Antiquities are likely export paintings. The
latter differs from the former not only in subject matter but also in
style, shifting from traditional woodblock prints to Western-style
prints, and from refined to more popular expression. This
transition occurred distinctly within two to three decades,
indicating Suzhou's artistic craftsmen held a remarkably open

attitude towards foreign artistic techniques at the time.

Fig.12

Antiquities paintings at the Nordic Museum, Sweden
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Critical Introduction

This essay seeks to shift focus away from "Western influence,"” directing inquiry instead towards
y Suzhou print workshops adopted perspective to depict new images of local prosperity. It further
estions the intended audience for these prints. Particularly, given that literati-constructed visions of
cturesque suburban landscapes had dominated
e collective imagination of Suzhou since the sixteenth century. What societal shifts in the eighteenth century
ompted local workshops to adopt Western techniques and forge an entirely new metropolitan image of
zhou? By examining the content and visual forms of these prints, we discern that the workshops targeted
middle-tier merchants—the very agents of Suzhou's prosperity—as their primary buyers. This revelation enables
deeper exploration of how these merchants interacted with Suzhou's political, economic, and social fabric,

forging a distinct cultural identity.
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Whilst the flourishing commercial development
of the Ming and Qing dynasties is an established academic
consensus, our understanding of the entities engaged in economic
activities during this period—particularly the vast middle-tier
merchants—remains rather vague. Compared to the relatively
abundant materials available for studying the few prominent
merchants who attained scholar status,’ the cultural
landscape of these middle-tier merchants is typically
reflected only through the dramas and novels penned by literati.

Yet beyond such literary writings, another category of materials—

those explicitly targeting middle-tier merchants as readers or
audiences—merits significant attention. For instance, Lufrano
(Lufrano) employs contemporary commercial reference books to
examine the "self-cultivationvalues of merchants, offering insight into
the collective mindset of mid-tier merchants during the Ming
and Qing dynasties; 2 Xu Chenggqi, analysing the fee schedules for
paintings and calligraphy established by Zheng Xie—one of the
TEigiht Eccenmntrics o
~arnmg=khyouwa""  )—argues that these fees were

not targeted at wealthy salt merchants,
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but rather the middle-income "middle classbr "urban populace,”*
potentially including ordinary ""merchants and traders.” This
offers insight into the tastes of Yangzhou's middle-tier
merchants. 3 Though limited in quantity, such materials
directly observe middle-tier merchants, providing crucial clues to
understanding their culture. Indeed, beyond textual sources and
Zheng Xie's specialised bamboo paintings, materials concerning
middle-tier merchants
also encompasses more complex visual materials that yield
richer insights. The Qing dynasty Suzhou woodblock prints
discussed herein exemplify this approach. ¢
Previous scholars have predominantly focused on the
"Western influences" observable in Suzhou woodblock prints,
such as perspective and chiaroscuro techniques, with
particular emphasis on the origins of these Western painting
methods. One theory attributes this "Western influence" to
the spread of Western painting techniques inteJiangnan

regon from the 17thcentury onwards,transmitted by

The copperplate engravings brought by missionaries;
SAnother theory posits that this "Western influence” was
introduced by Jiangnan painters who, after serving in the Qing
imperial painting academy, brought the Western techniques
they had learned at court to the print workshops of Suzhou
upon their dismissal.®Undeniably, the Western origins of Suzhou
printmaking remain a significant question. Beyond copperplate
engravings and the Qing court academy, Kangxi-era records note:
"Suzhou excels at copying Western paintingswhile travelling
by boat, | accompanied friends to purchase several
examples.”""What was the appearance of such Suzhou
VWwesternm paintings™ predating the
Qianlong era? gelated tothe so-called ""WVWesterr—
sty le ppaimtimngs"™ now held in Japanese

collections?®Wnatisthereationship with Japan?

? °These topics warrant further investigation in future

studies.

Direction of inquiry. Unfortunately, constrained by historical

materials, the aforementioned two "Wl

Both theories lack direct evidence. ®More significantly, both assume
that 18th-century local print workshops passively
absorbed ‘external’ Western influences—uwhether directly
through engravings brought by Jesuits or indirectly via the Qing
imperial painting academy. The former fails to explain why local
workshops suddenly began adopting Western techniques in the 18th

century.

adopted Western engraving techniques that had circulated

among the populace since the 17thcentury

;the latter fails to account for why eighteenth-century local
workshops would be dominated by dismissed court painters, or
why the local print market would embrace courtly styles.

The limitations of both theories of ““Western
imfluenmce"" ( ) become particularly
apparent when cotesedwith the new image of Suzhou depicted
in the woodblock prints of the

Since the 16th century, the image of Suzhou rendered in the Wu

School style by Wen

The focus was on picturesque suburban landscapes: depicting the
outskirts during literary gatherings, secluded retreats, or excursions,
or illustrating the ancient sites and scenic spots surrounding
Suzhou that its literati took pride in. *However, 18th-century Suzhou
prints departed from centuries-old traditions, predominantly
portraying the city's key commercial and transport landmarks,
thereby shaping a new image of a bustling metropolis.? Some
commentators suggest this reflects the economic prosperity of
the Qing dynasty;*® others cite inscriptions on the prints, such
as "The sacred dynasty’'s new construction celebrates
boundless prosperity,”” arguing they carry political undertones
celebrating an era of peace and prosperity. * Both
interpretations imply that the images depicted either mirrored the
economic flourishing of the time or directly aligned with the political sentiments

expressed in the inscriptions.

The two interpretations have their merits, yet regrettably neither explains

why engravings depicting commercial prosperity emerged not in the already
flourishing Ming-era Suzhou but only in the 18th century; nor do they
explain why politically charged prints held commercial value. More significantly,
both theories offer limited insight into the relationship between Western
techniques and the new image of Suzhou's prosperity.

This paper seeks to shift focus wfrom *“Western
influence ," directing inquiry #wards why Suzhou's print
workshops adopted perspective to depict this new image of local
prosperity, and further questioning the intended audience for
these prints. “Particularly given that the idyllic suburban
imagery constructed by Wen had dominated Western
perceptions of Suzhou since the 16thcentury,

Suzhou. What societal shifts in the 18th century prompted local

workshops to adopt Western techniques and create
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Crafting a New Image for Suzhou as a Metropolis? By examining
the content and visual forms of these woodblock prints, we
discover that the workshops targeted middle-tier merchants—the
very class driving Suzhou's prosperity—as their intended buyers.
This insight allows deeper exploration of the middle-tier
merchants active in Suzhou

and their unique culturalcharacteristics.

One of Suzhou's most defining characteristics in the 18th
century was its economic flourishing. Having experienced rapid
economic growth since the mid-Ming dynasty, Suzhou
developed even more rapidly inthe 18th century. Its pivotal position
dominating markets across Jiangnan and indeed the entire
nation remained not only unshaken but further consolidated. ® Its vibrant
commercial activity was widely regarded as a defining feature of
Suzhou in contemporary eyes. T he sayirag., “‘Hangzhou
excels in lakes and mountains, Suzhou in markets and shops,
Yangzhou in gardens and pavilions , *® was no mere empty praise.
“Local chronicle compilers of the time even proclaimed Suzhou =
"*"Here converge treasures from all corners of the vast realm, from
distant lands and exotic regions, rare and wondrous, truly a metropolis

of the cosmos_** ®Concurrently, guild halls flourished in Suzhou
during the 18th century, organising merchants amidst the bustling
trade markets. * Although guild halls had emerged in the 16th

century,
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The guild system emerged in Suzhou as early as the 18th
century, though it was not until the 18th century that it
proliferated significantly. ®This likely stemmed from Suzhou's
thriving industrial and commercial activities attracting
merchants from across China. The bustling trade frequently gave
rise to commercial disputes related to market transactions,
fostering close interactions between merchants—whether
cooperative or contentious—which in turn stimulated the vigorous
development of merchant organisations such as guild halls in
Suzhou.?Thus, an distinctive commercial culture emerged in
eighteenth-century Suzhou, where merchants  collectively
negotiated to reshape their business environment, catalysing the
flourishing of merchant organisations. Notably, although
merchants trading in Suzhou hailed from diverse regions and
pursued varied trades, the commercial culture they developed
within this vibrant trading environment transcended individual
hometowns or professions.Like their local counterparts, they
established guild halls to foster camaraderie and deliberate trade
matters, and similarly united to negotiate with local authorities
for improved commercial conditions. This paper further
demonstrates, through analysis of Suzhou cityscape prints, that
the commercial culture generated by these diverse merchant

communities as a cohesive whole

not only held immense economic significance but also played an
undeniably vital role in integrating with local society.

A Ilthough these woodblock prints depicting Suzhou's
cityscapes share an urban theme with the popular imitations 6the
Qingming Shanghe Tu known as € hie ""Su=Ihhouwu
—ragrymyerntes"" (), the former's connection to
local society far surpasses that of the latter. Even though the
Qingming Shanghe Tu produced at the time incorporated numerous
motifs reminiscent of Suzhou, ?2it remained, after all, an imitation
of an ancient work.The Ming and Qing imitations of the
Qingming Shanghe Tu: howevermuch they reflected contemporary
perceptions of the city, ultimately remained centred on the
Song dynasty capital of Bianjing and could not fully resonate
with local social concerns. Conversely, local woodblock prints
depicting Suzhou's contemporary cityscape could shape the
significance of individual landmarks through the use of perspective,

compositional manipulation, and thematic selection.

This paper argues that the landmarks depicted by local

print workshops and

the meanings ascribed to them resonate with the burgeoning
commercial culture spurred by rapid local economic development.
Whether depicting millennia-old landmarks like Changmen
Gate and Tiger Hill, or newly constructed 18th-century

landmarks such as

Wannian Bridge and Puji Bridge: the scenes of Suzhou depicted by
local woodblock print workshops did not portray the scenic spots
frequented by literati since the Ming dynasty, but rather captured
the integration of the merchant community with local
society:Changmen Gate transformed from a transport hub into a
site where merchants demonstrated economic prowess and gained
local recognition, while Hugqgiu Hill evolved from a Ming-era
literary retreat into a place where merchants projected their
aspirations for wealth and leisure.The Wan Nian Bridge,
completed in the fifth year of the Qianlong reign (1740), symbolised
the close cooperation between merchants and the local
government. Puji Bridge and the adjacent Puji Temple revealed
the complex sentiments of merchants participating in local
charitable endeavours.Print workshops employed perspective and
other pictorial techniques to depict these landmarks, successfully
conveying their significance to the middle-tier merchants
operating locally while reflecting diverse facets of the merchant
community's integration into Suzhou society. Thus, Ming and Qing
merchant culture ceases to be a generic, non-geographic concept,
instead manifesting as an entity intrinsically tied to specific localities

and actively engaging with regional society.
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Changmen Gate stood in the northwest of Suzhou City,
adjacent to the Grand Canal, where the Changmen Canal and Xuhe
River converged. Though serving as Suzhou's vital transport hub and
CO!| rcial ¥ehtre’sinte at least the Ming Dynasty, it seldom featured as a
subject in literary or pictorial works.Even when Shangmen occasionally
appeared in the works of a few professional Ming dynasty painters or in
documentary paintings, artists typically emphasised its role as a transport
hub, placing it in a corner of the composition to highlight its geographical
advantage at the convergence of waterways? By arted, its role as an
economic centre appeared in only a handful of Ming paintings,
where densely packed houses symbolised the high population
density brought by commercial prosperity. At most, artists like
those in commemorative works such as the Album of Sending Lord
Kou Off on His Retirement would add shops and trade scenes to

the foreground corner of works like Golden Changmen at Dawn
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to depict shops and trade activities outside Changmen, extolling
Suzhou's flourishing prosperity under the governance of the local official Kou
Gong. »

In contrast to the traditional suggestive techniques
employed in Ming dynasty paintings, the 18th-century Suzhou
woodblock print Three Hundred and Sixty Trades (Fig. 1)
deliberately utilises perspective to emphasise Changmen as a
commercial hub, establishing it as emblematic of Suzhou's
prosperity.?® Perspective not only affords a larger canvas to
depict the commercial activities of Nanhao Canal and the
drawbridge in the foreground—where shop signs, merchandise,
proprietors, and patrons are all clearly visible—but also
encompasses the expansive space, including the densely packed
merchants lining Changmen Street within the city in the distance.
Placing Changmen at the heart of the commercial district, The
Three Hundred and Sixty Trades fully reveals the scattered
religious and administrative sites amidst the mist surrounding
Changmen. It seems as though these institutions must depend
on this economic artery for survival, unable to contend with this

abstract economic lifeline.

A scene of prosperity. In contrast, while traditional Chinese bird's-
eye perspective could depict vast spaces, it could not
simultaneously capture the foreground of the composition.
Perspective, however, could dramatically reveal the details of
commercial activity in the foreground while encompassing the
distant landscape. More significantly, perspective here highlights a
commercial route that cuts through the composition, guiding the
viewer from the southern moat in the foregroundahe #nd further into the
city along Shangmen Street.This trajectory resembles Suzhou's economic
artery, originating from the commercial district before Shangmen
Gate and extending into the city proper. Beyond Shangmen Street,
the entire city appears shrouded in mist, evoking a rural ambience.
The hazy inscriptions "Baolin Temple" and "Military Training

Ground"

scattered amidst the mist, as if these religious and administrative
institutions depended on this economic artery for survival, unable
to contend with this abstract economic lifeline. By positioning
Shangmen at the heart of this commercial flow, perspective not
only reinforces its intimate connection with Suzhou but also
endows it with symbolic significance as the emblem of Suzhou's prosperity.
The colophon of the woodblock print Three Hundred and
Sixty Trades echoes the effect achieved by perspective. From the
verses extolling Changmen's prosperity: ~"Totosdnedasgather at Wu
Chang, Sailing seas and scaling mountains from all quarters. Roofs
soar like phoenixes, mansions stand in rows, Dwellings cluster
thick as honeycombs.Embroidered pavilions with vermilion eaves
mingle with brocade and silk, Flower-adorned stalls and willow-
lined markets resound with music and song. Gilded pleasure boats
ply the waters ceaselessly, Trade thrives like fish in a net."" To the
praise of Suzhou &=a= ~"no different from the Song capital of

Bianjing in its heyday, #cenic §n Wu region, "

Huanying”, the Changmen Gate became a symbol of Suzhou's
prosperity. Particularly noteworthy is the inscription's comparison
of Suzhou to Bianjing, the Song dynasty capital depicted in the
Along the River During Qingming Festival, revealing considerable
pride.Indeed, not only does the colophon of The Three Hundred and
Sixty Trades evoke associations with the Along the River During the
Qingming Festival, but its subject matter likewise borrows from the
then-popular scroll. ?The Three Hundred and Sixty Trades also
depicts the scene of tightrope walking and acrobatics commonly
found in the popular Along the River During the Qingming
Festival;*®The drawbridge before Changmen Gate also resembles
the Rainbow Bridge in the Qingming Shanghe Tu, both spanning the river at

similar angles.

The text and imagery of The Three Hundred and Sixty Trades

This allusion not only reflects the latter's widespread
popularity during the Ming and Qing dynastiesbut also reveals
the former's intent to proclaim the prosperity of Changmen,
elevating Suzhou, the metropolis of the southeast, to be compared
with Bianjing, the capital of the Northern Song dynasty.

Yet if local literati identified with the picturesque
suburban scenes of Suzhou depicted by the Wu School painters,
who then constituted the audience for the Shangmen prints? What
sort of viewer took such pride in the region's commercial
flourishing, embracing this new image of Suzhou's prosperity
constructed through perspective techniques disdained by literati
artists?Though textual sources offer no definitive answers,
substantial clues emerge through analysing the images and
inscriptions alongside the socio-economic context of the period.
Firstly, the prosperity of Suzhou's Shangmen in the 18th century

was undeniably evident.
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Observing the scene, Sun lJiagan remarked: "Within and beyond the
Changmen Gate, goods are piled like mountains,flowing like water;
shop signs line the streets, resplendent as cloud-patterned
brocade. In terms of prosperity, the capital cannot compare.” * The
Qianlong Annals of Wuxian County noted = ""Wu stands as a metropolis
of the southeast, situated at the crossroads of four directions. Merchants
from Fujian, foreign traders, and goods from Yan, Qi, Chu, Qin, and Jin
converge here, so that half those dwelling in the marketplace are
travellers."™ 3' . The merchants gathering at Changmen were a
pivotal factor in its prosperity.®*?The colophon of the woodblock
print Three Hundred and Sixty Trades likewise commences its
depiction of Changmen's prosperity with: "*Ten thousand
merchants gather at Wu's Changmen, sailing seas and scaling
mountains from all quarters™ . Whether in the colophon or the
imagery itself, this economic celebration appears directed at its
intended subjects: the merchants and urban dwellers who
fostered Changmen's flourishing.However, Suzhou's vibrant
economy also had its dark side. Fierce commercial competition
led to shrinking profits, increased trade risks, and widening
wealth disparities. Economic prosperity simultaneously bred
anxieties about wealth. The author of the Qianlong Annals of

Wuxian County

sighed: "The wealthy of Wu Prefecture may fall into poverty

within a generation, or see their fortunes exhausted within their

lifetime

...yesterday's millionaires find themselves without a place to
plant a pin today..."® Compared to the cautionary warnings in local
gazetteers about economic prosperity, the woodblock print Three
Hundred and Sixty Trades—whether in its imagery or colophon—
seems overly optimistic in its celebration of flourishing
commerce. Such prints may project merely the commercial world's
yearning for complete economic prosperity amidst crisis and risk,
rather than an impartial assessment of reality.

Moreover, the relationship between the title of the print
"Three Hundred and Sixty Trades" and its imagery is quite

intriguing. fhree hundred and sixty trades"

The title, generally used to encompass all occupational
categories, seems intended to depict a diverse array of
professions. If so, this designation appears at first glance to be at
odds with the painting's subject matter and the colophon's
emphasis on the bustling prosperity of Shangmen.Upon closer
reflection, howeverijt is alwtimbustling nagrfetsuch diverse trades @
tie By setting the scene solely at Shangmen, the woodblock print
titled The Three Hundred and Sixty Trades implies that all
occupations can be observed from this single, thriving location.

In essence, the title aligns perfectly with the painting's theme of

Shangmen's prosperity and vitalitylténoteworthy that among the §=#

firee hundred and sixty MEEommercial activities gl Th» e
tTtewrryx " [1 " (xing) in "Three Hundred and Sixty
Trades™" carries a dual meaning: both "occupations®“and "trades™ "
(Csee ).The title of Three Hundred and Sixty Trades,
much like its colophon, likely reflects that this woodblock print

was intended for commercial buyers. Indeed, many in Suzhou and

throughout the Jiangnan region

were largely monopolised by a handful of merchants from other regions.

Forinstance,
pawnbroking was largely controlled by merchants from Huizhou,
while the paper trade was predominantly managed by merchants from
Jiangxi. ¥*The title "Three Hundred and Sixty Trades" may
evoke associations with these merchants who dominated various
industries. This print may well have been created with the numerous
merchants from all regions residing within and beyond Changmen
inmind.

Interestingly, though titled with a collective term for all
trades, the imagery and colophon celebrate Changmen, Suzhou's
commercial heart. Why this discrepancy between title and

subject?
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An ambiguous phenomenon? How does this relate to the buyer-
merchant dynamic established by the print workshop? This
discrepancy between name and substance also appears in another
print related to Shangmen, Golden Shang Ancient Sites®(Fig. 2).
Analysis of Golden Chang'an Antiquities further confirms that
merchants were the buyers designated by print workshops, thereby
clarifying the ambiguous relationship between the title and pictorial
content in relation to such patrons.

This print, though titled 'Ancient Sites of Jincheng', leaves
the precise nature of the antiquities it depicts somewhat
unclear. 'Jimcherng" naethe Suzhou area around Changmen, or
to Changmen itself-@®As the print depicts the vicinity of Changmen, the
title may be taken literally to denote ancient sites near Suzhou's
Changmen.However, apart from Changmen, no other ancient sites
are visible in the composition, and local chronicles contain no records
of such sites in that area. *Thereforethetiteskely refer to Changmen
itself. Yet Changmen is positioned at the edge of the composition,
seemingly serving merely as a geographical reference point to help viewers

orient the foreground and middle ground. Conversely,

the theatre stage in the foreground of Golden Chang'an's Ancient

Sites occupies a larger portion of the composition through the

use of perspective.

occupies a larger portion of the composition. Relative to
Changmen, the stage in the foreground becomes the central

subject of the painting. Why is it titled GoldenChangmen?

The woodblock print of the Shanggu Ruins, however, focuses on
the stage itself. Whatsignificance does this stage hold? And how does it relate

to the title?

At first glance,this stage readily evokes

associations with
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ART COLLECTION AND. AeRECITION

A renowned local custom of Suzhou——the Spring Stage Play—is
depicted in the scroll painting Prosperity in the Golden Age by
the Suzhou artist Xu Yang.®® Hoaewr, spring stage theatres were
typically erected by farmers in fields during spring to pray for
bountiful harvests. Thus, the stage depicted near Changmen's
commercial district in Golden Chang'an Antiquities is unlikely to
be such a spring stage.In truth, Suzhou boasts distinct folk
customs throughout the year, each accompanied by the erection
of theatrical stages. Given the precise location of the stage
depicted in Golden Chang'an Aniquities, determining its temporal
context would reveal its origin. The dragon boat scene within the

painting offers crucial seasonal clues.

The Qingjia Lu records that around the Dragon Boat Festival, Suzhou's Changmen and Xu

Dragon boat races were held at three locations: the Gate, Maple
Bridge, and elsewhere. ¥ The dragon boats depicted in The Ancient
Sites of Jinshang were precisely situated at Shangmen Gate,
suggesting the scene portrays not spring but rather the summer
month of May. Thus, cross-referencing the records in The
Qingjia Chronicle: "The thirteenth day (of May) marks the
birthday of Lord Guan... Wucheng, a melting pot of five
regions, O densely populated, boasts trade prosperity unrivalled under
heaven. Merchants from other provinces erected a Guan Yu temple
in the city's west, serving as a venue for hosts and guests to deliberate
regulations. Its magnificent structure was known as the guild hall.
Days before the thirteenth, sacrificial rites and theatrical performances
commenced, adorned with myriad lanterns, prayers offered with utmost
reverence..."® The erection of this stage may well have been
linked to the celebration of Guan Yu.

birthday celebrations. Although the guildhall building is not
depicted in the woodblock print, numerous guildhalls did exist
near Shangmen Gate. “Therefore, this stage was most likely

connected to merchants’ veneration of Guan Yu ¢“»
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Similarly, the architecture and activities depicted in the
middle scene of The Ancient Sites of Jinshang appear to be
connected to the beliefs of merchants. On the water behind the
central scene, a boat tows a model of a three-legged toad towards
the Temple of the Great King.“The three-legged toad is an
auspicious creature symbolising prosperity. #The Great King
is a deity venerated in folk belief for governing river transport,
typically worshipped by those dependent on waterways—including
merchants who rely on waterborne cargo delivery. Indeed, temples
dedicated to the Great King were sometimes guild halls funded
collectively by merchants from other provinces.® Whilst we cannot ascertain
whether the Da Wang Temple depicted in Golden Chang Ancient
Sites was similarly funded, the three-legged toad and the temple
itself, much like the theatre stage in the foreground, likely held

significant connections to non-local merchants trading in Suzhou.

Interestingly, while the foreground and middle ground

depict rituals associated with merchants,

, the title of this woodblock print, Jinchang Ancient Sites, seems to
suggest that the merchants' rituals honouring the deities in
Suzhou were also part of the local history. For the merchants who
occupied the majority of the population in the Changmen area,
such prints demonstrated their identification with the place where
they lived and traded. “Indeed, the merchants actively expressed
their identification with the local society in other ways too.Their
guildhall inscriptions emphasised both the benefits of such buildings
to fellow townsfolk and their status as Suzhou landmarks. For instance, the
Record of the Tianhou Temple at Sanshan Guildhall proclaimed & €=
" " beauty of ponds, pavilions and terraces , and the marvel of caves, flowers
and trees, making it a renowned scenic spot in \/\/ wa"" “Mese inscriptions

were not merely internal records for merchants.

ssue 18, 26 Julyindd 135137

They also sought to have it incorporated into Suzhou's official
historical record. The Arts and Literature section of the
Qianlong-era Wuxian County Annals notably included numerous
guildhall inscriptions penned by fellow townsmen.* Compared
to the historical and literary records of Suzhou, which
predominantly featured local authors or topics, the inclusion of
guildhall inscriptions by merchants from other provinces was
distinctly unusual. Consequently, the compilers of the gazetteer
specifically added a note after these inscriptions= “"The above
guildhall and ancestral hall inscriptions werebstablished by
merchants from afar, who endeavoured to have them included in the
gazetteer™™ ©9 This indicates both the @ursuit of local recognition
and their success in achieving it. It also reveals that local
scholars were not entirely receptive to this outcome, hence the
explicit note clarifying that the inclusion of guild hall
inscriptions was not the compilers' subjective choice, but
rather the result of pressure exerted by distant merchants. 5
Particularly noteworthy is that these merchants establishing
guild halls hailed from diverse regions yet united in demanding
inclusion in the local chronicles. The local chroniclers uniformly
designated them as ""distant rmerchiamts""
This demonstrates that within the bcommunity

, the merchants both self-identified as and were perceived as

constituting a distinct social group.

This tension between local gentry and migrant merchants

may explain

the reason for the ambiguous relationship between the titles and
depicted content in the two sets of woodblock prints, Jinchang
Ancient Sites and Three Hundred and Sixty Trades. For the print
workshops, migrant merchants were likely the primary buyers,
though purchases by local merchants or other Suzhou citizens
cannot be ruled out. After all, for local merchants or Suzhou
residents, the prosperous commerce depicted at Changmen and the
migrant merchants' theatrical stages for divine offerings were also
part of their lived experience.The bustling temple-honouring

festivities likewise hinted at

Economic prosperity enabled and necessitated merchants to
adorn the deities they venerated. Had both the title and imagery
exclusively depicted the merchants themselves, local merchants

or Suzhou ci

zens might have felt threatened or offended. The
ambiguous relationship between title and imagery, however,
proved inclusive, allowing local merchants, Suzhou citizens, and
visiting merchants alike to find meaning within it.Merchants
could discern their contribution to the prosperity of Changmen
and Suzhou through the titles and colophons of The Three
Hundred and Sixty Trades; Suzhou merchants or townspeople
could identify with the commercial flourishing depicted at the
landmark Changmen Gate.Merchants would take pride in the
play stage honouring Lord Guan depicted in Golden Changmen's
Ancient Sites, while Suzhou merchants or residents might identify with
the title itselfRegardless, all residents of Suzhou—whether native or
merchant—shared in the urban life fostered by commercial
prosperity and could identify with the local woodblock prints’
celebration of the city's splendour.The use of perspective in both
series also aligns with market considerations. The titles and
colophons of The Three Hundred and Sixty Trades catered to
merchants' needs, while the artwork employed perspective to
emphasise Changmen's significance as a landmark, thereby

seeking local

. The title of Golden Chang'an Antiquities addressed the

demands and recognition of Suzhou's local

, while the composition uses perspective to highlight the
foreground stage for ritual performances, thereby gaining merchant approval.

In summary, both sets of prints concerning Changmen form
part of Suzhou's commercial culture. The Three Hundred and Sixty
Trades depicts the pride and anticipation of commercial culture

towards economic prosperity, while The Golden Changmen

Ancient Sites depicts the deity-honouring rituals central to
commercial faith. This commercial culture was not exclusive to
merchants; local Suzhou traders and urban residents were integral
to it. It was precisely this flourishing commercial culture that
enabled artists to challenge the idyllic suburban imagery of
Suzhou, dominated by literati since the Ming dynasty, and forge a
new metropolitan image for the city.It was also this flourishing
commercial culture that enabled painters to embrace Western
perspective—a technique disparaged by literati—and employ it to
accentuate the confidence in economic prosperity within The
Three Hundred and Sixty Trades, as well as the celebratory stages for
deity offerings in The Ancient Sites of Jincheng, where merchants

rejoiced in commercial prosperity.
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Whereas Suzhou print workshops employed perspective to
transform Changmen Gate into a marker of local commercial
identity, the Tiger Hill landscape served as a projection of middle-
tier merchants' aspirations. At first glance, Scenic Views of Tiger
Hill in Gusu (Fig. 3) appears a traditional depiction of Tiger Hill's
actual scenery, Sipresenting the mountain's renowned landmarks including Qian

Stone and Yunyan Pagoda—scenes common in Ming-era depictions of the site.
Similarly, its nocturnal scene echoes the popular Ming tradition of nocturnal
excursions to Hugiu, exemplified by Yuan Shangtong s Night Moon over

Hugqiu. 2

Issue 18, 7.26 indd 18139

However, the foreground of Scenic Views of Tiger Hill in Gusu
depicts neither the geographical landscape at the foot of the hill
as seen in Ming Dynasty images of Tiger Hill, nor does this print
show the path leading from the mountain gate to the hillside. Nor
does it depict the Shantang River, which visitors could navigate
by ferry from Suzhou City. Instead, thecollageof Tiger Hill and the Immortal Palace'
The realistic depiction of Tiger Hill is here replaced by an
unconventional collage of imagination. What should have been the
landscape at the foot of the mountain becomes a garden: several women move
between pavilions and winding bridges, a young boy plays in the
pond, while the male protagonist stands before the hall in the
lower right corner, attended by a servant holding a zither. What a
delightful garden scene!Though linked by a pond in the foreground
and midground, the two scenes are distinctly collaged—one an
imagined garden landscape, the other the actual Hugiu. Each is
crowned by an inscribed poem, their respective vistas distinctly
demarcated.

The foreground garden projects a dreamlike vision that
stirs the heart with longing. As the accompanying verse
declares: "Amidst green shade by the pool in the warm breeze, Far
from worldly clamour, delight abounds. Fragrant grasses and
weeping willows fill with song and dance, Where fair maidens in
crimson sleeves dwell in heavenly halls.” A comfortable garden,
joyful music addance, beautiful companions—it is almost a palace
of fantasy. Intruth,
the foreground scene depicted in Scenic Views of Tiger Hill in
Gusu mirrors other woodblock prints featuring imagined palaces, such as The
Imperial Villa at West Lake and The Afang Palace (Fig. 4) . Such palace
landscapes are not dissimilar to the opulent mansions coveted by
the average merchant. Within these scenes, spacious buildings,

groups of fair maidens, and

Themes such as beautiful wives and concubines, numerous sons
and grandsons, were also frequently depicted in local
woodblock prints. For instance, works like New Year's Day Scene
(Fig.5), New Year Pavilion Scene (Fig. 6), and Hundred Sons
Picture all employed similar motifs in their foregrounds, akin to those in
Scenic Views of Gusu's Tiger Hill. %

However, compared to the common populace, merchants
possessed a far greater likelihood of acquiring palatial residences.
Regional prints frequently depicted tales of merchant prosperityi@
both ®Nealth 6Tao BFig 7) and Shen Wansan's Treasure Basin portray
fortunate merchants and their opulent estatesprojecting the
aspirationsof the merchant class and the masses alike.

Local print workshops may have specifically targeted this
category of middle-level merchants who laboured to make ends meet,
harboured hopes of prosperity, and possessed a modest disposable income to
purchase prints projecting worldly aspirations.® Such merchants likely
constituted the same cohort purchasing general commercial
reference books during the Ming and Qing dynasties,whom Lufrano
termed “mid-level merchants"—ranking "#he wealthy, politically
influential merchants, yet above the extremely vulnerable
peddlers and itinerant traders".5Unlike the Yangzhou salt
merchants who pursued literati culture, the mid-level merchants
active in Suzhou lacked access to orthodox classical education
that might have enabled them to emulate the upper-class literati
culture. Precisely because of this, however, Suzhou's mid-level
merchants were not constrained by literati-dominated tastes.
Instead, they could embrace non-traditional techniques such as
the perspective seen in The Three Hundred and Sixty Trades, or

the depiction of thecityscapein The Viewof Suzhou.
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Figal

ThePalaceof Alang, Collection of the Haidu At Museum

SOOOOOOOOOOOOOO

The secular collage in Scenic Viewsof HugiuHilladopts a relatively
open approachSimilar collages can be found in other
Suzhou woodblock prints that resonate with the
aspirations of the middle-class merchant class. For
instance, the pair of prints Snow on the Plank Road (Fig. 8)
and Snowy Scenery of Shu Peaks (Fig. 9) juxtapose two
distinct scenes, upper and lower.

[@khe pair of prints Snow-Covered @ig. 8) and Snowy Scenery of Shufeng

Peak (Fig. 9) juxtapose two distinct scenes in upper and lower registers. 5

The foreground of Scenic Views of Suzhou's Tiger Hill, for instance,

depicts joyful domestic life, starkly contrasting with the

discomfort of travellers navigating snow-laden mountain paths in
the middle and background. This juxtaposition seems to suggest
that the toil and haste depicted in the upper half might be
exchanged for the affluence and comfort portrayed in the lower

half.
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“ThePalaceof Afang, Collection of Haidu At Museum
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Life. Similarly, another print currently known asJiangsu Landscape

(Fig. 10) also collages a snowy plank road journey in the upper
section with a springtime canal vista in the lower section. ®The
latter depicts precisely the Jiangnan scenery for which the print is
named—indeed, one might say it captures a corner of Suzhou,
replete with weeping willows, crisscrossing waterways, and
bustling trade.The entire collage seems to suggest that the
merchants in the middle ground, who may have endured arduous
journeys, are the very ones who have achieved the prosperous
scene in the foreground. ®By circulating such collages depicting
merchants' aspirations and travel fatigue, Suzhou workshops
attracted both merchants steeped in commercial culture and the

general populace.

Figures

New Year's Day Scene, Haidu AtMuseum Collection

SOOI

The workshop in Suzhou thus attracted merchants steeped in
commercial culture and the general populace.

The Scenic Beauty of Gusu's Tiger Hill was thus likely
produced specifically for Suzhou's commercial culture. By
inserting a dreamlike palace into the foreground, this collage
transforms Tiger Hill's fame into an imagined celestial abode.
Tiger Hill is no longer depicted as the site of cultural gatherings
for literati, as in Ming Dynasty Wu School paintings, but rather
as a place filled with leisurely sightseers who aspire to reside in

garden mansions

Figures

New Year Paviiion, Haidu ArtMuseurn Collection

OO

. ®Such a Hugiu would scarcely appeal to literati, yet it embodies the
public environment and domestic life yearned for by merchants
and ordinary urban dwellers who could not possess garden
pavilions. Unconstrained by literati culture, they could readily accept and
embrace such unconventional prints that freely collage their secular aspirations for

wealth. &
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Suzhou's commercial culture not only endows millennia-
old landmarks like Changmen Gate and Tiger Hill with renewed
spatial character, but also shapes the image of newly
constructed landmarks—such as the Wannian
Bridge.Compared to the print Three Hundred and Sixty
Trades, which conspicuously employs perspective to emphasise
Shangmen as a symbol of Suzhou's prosperity, the perspective used
in the Eternal Bridge print appears rather conservative at first
glance. However, this section will argue that the print workshop
adjusted the perspective to focus on the Eternal Bridge, further
developing new motifs to construct a distinctive image of the

bridge. This reflects Suzhou's commercial culture.

A distinctive official-merchant relationship within the context of urban

development.

The construction history of Wannian Bridge and its
significance to Suzhou's commercial transport inherently reflect
this official-merchant relationship. Spanning the Xu River to
connect Xumen with Nanhao, Wannian Bridge commenced
construction in the fourth month of the fifth year of the Qianlong
reign (1740) and was completed in the eleventh month. % Initially, it

was commissioned by Suzhou
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Provincial Governor Nasutu and others proposed the project, but
it was shelved due to funding constraints. Later, Prefect Wang
Dexin revived the proposal, prompting Provincial
Commissioner Xu Shilin to spearhead a fundraising campaign.
The bridge was ultimately completed during Bin's tenure.
Although the commemorative stele listing donors no longer
survives,®it is estimated that the primary contributors were local
merchants. Indeed, during the Kangxi era, there had been a previous
initiative tattdite \/\/ k7 § < bk attracted widespread fundraising @
enthusiastic support from those seeking profit %This demonstrates that
bridge construction fostered Bpportunities, likely by reducing ferry
transportation costs and mitigating weather-related risks.
However, the Kangxi-era plans were abandoned due to opposition
from feng shui practitioners. It was not until local officials
under Wang Dexin overrode objections and raised funds through
voluntary contributions that the construction of the Eternal Bridge

was successfully completed.

The geographical position of Wannian Bridge was highly significant,

connecting Xuxi...
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The commercial districts along both banks of the river were bustling with trade:
west of Suzhou City, stretching from Xumen to Changmen along the city walls, and
on the opposite bank from Beihao to Nanhao.No wonder the newly completed
Wannian Bridge became a popular subject for print workshops to repeatedly
engrave and publish. Among extant dated works, at least three editions
emerged within a mere five years: November of the fifth year of
Qianlong %, spring of the sixth year of Qianlong %and the third
month of the ninth year of Qianlong ™. An additional piece exists
without a recorded date ™, indicating this subject matter held
considerable market appeal. Interestingly, within these few years,
woodblock prints featuring Wannian Bridge clearly demonstrated
an evolution in their visual vocabulary, increasingly highlighting
themes central to Suzhou's commercial culture. The following
discussion will explore the developmental trajectory of these Wannian

Bridge prints and the significance they reveal.

The Evolution of Wannian Bridge Imagery

Perspective Adjusted for the New Bridge

The earliest extant dated print of Wannian Bridge was
produced in the eleventh month of the fifth year of the Qianlong
reign (1740), shortly after the new bridge's completion. Titled A View of
Wannian Bridge in Gusu, it is now housed in the Kobe City Museum (Fig. 11).1t
borrowed numerous elements from The Three Hundred and Sixty
Trades, likely because Wannian Bridge was situated close to Xumen
Gate. The relative positions of the city gate and the bridge
resembled those of Changmen Gate and its drawbridge beyond,
prompting the print workshop to directly appropriate the Changmen
Gate composition. The Image of Wannian Bridge in Gusu and The Three Hundred

and Sixty Trades

Issue 18, 7.26.indd 146347

In contrast to the perspective of the former, which gazes
outward from within the city walls,the latter reverses this
viewpoint. Yet both equally place bustling streets in the
foreground, depicting lively commercial scenes: passers-by
journeying between shops, wares displayed at merchants' doorways,
the Xuhe River with vessels along its banks, and the densely
packed buildings lining both shores.The tightrope walkers visible
in the midground of The Three Hundred and Sixty Trades also
appear in the foreground streets of The View of Wannian Bridge in
Suzhou. Similarly, early woodblock prints of Wannian Bridge
employed

Western techniques such as chiaroscuro and perspective seen nThe
Three Hundred and Sixty TradesAnother fivannian §om the sixth year of the
Qianlong reign (1741) (Fig. 12) even explicitly states in its colophon
that it "'emulates Western brushwork.” Thefiers and water
surface clearly employ the shading techniques of Western

copperplate engraving, while the bridge itself utilises perspective.

Nevertheless, the 1740 "View of Wannian Bridge in Gusu"

The Three Hundred and Sixty Trades. While the latter employs
perspective throughout its composition,the former does notBNVannian
Bridge in Suzhou adopts a traditional bidseeperpedive. Elements within
the scene do not vary significantly in scale based on distance,
and the buildings along both banks of the Xu River remain
relatively similar in size.Similarly, the Wan Nian Bridge, situated
in the middle ground, is not excessively reduced in scale but retains
a considerable proportion.

Perhaps precisely because the woodblock print was
intended to commemorate the completion of Wannian Bridge, it was
necessary to maintain its substantial scale, thereby abandoning
the pronounced perspective of the original Three Hundred and

Sixty Trades. Not only that,

Fig 1t

SOOOOOOOOOOOOOOOOS
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The print workshop also meticulously reproduced numerous
details of the Eternal Bridge. The 1740 print, 'View of Suzhou's
Eternal Bridge', not only depicts the bridge's railings, their
ornamentation, and the memorial arches at either end, but also
distinctly renders the variations in the paving stones across the
bridge deck, seemingly emphasising the meticulous craftsmanship
invested in its construction. Viewers can even discern inscriptions on

the arches and piers praising the bridge:

The print workshop meticulously transcribed these inscriptions
within the modest frame, as if inviting viewers to share in the builders' pride.
In short, by adjusting the pictorial style of the Three Hundred
and Sixty Trades, the 1740 Gusu Wannian Bridge Painting

allowed the bridge to maintain its

ssue 18, 26 July.indd 8149
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Maintaining a measured scale to depict pertinent details, they

thus constructed a new image of the Ten-Thousand-Year Bridge.

On the visual vocabulary of local government and its evolution

Beyond stylistic shifts, the Wan Nian Bridge
woodblock prints further developed a distinct visual
vocabulary compared to the Shangmen prints, most notably in
depicting the local government's procession on the
bridge.Although the foreground of Three Hundred and Sixty
Trades also depicts two figures resembling officials guided by
attendants bearing parasols, they are intermingled among other
tradesmen, serving merely as one representation among many
professions. Conversely, in the earliest version of A View of Wannian
Bridge in Gusu, several government officials occupy the central
position on the bridge deck, flanked by retinues bearing parasols
and ceremonial paraphernalia.Though common folk are also
depicted, they stand near the bridge's railings, turning their
heads towards the water to avoid disrupting the procession, thus
clearly distinguished from the officials' retinue. Consequently, in
the Qianlong Fifth Year's "View of Wannian Bridge in Gusu," the
government officials' procession is not merely a representative of
one trade, as in "Three Hundred and Sixty Trades,” but rather a

prominent element deliberately set apart from the common populace.

The procession of local officials in later Wan Nian Bridge prints

. The procession depicted in the Qianlong 5th year "Gusu Wannian

Bridge Painting" was not particularly formal, with several

The officials' gestures resemble mutual bows and greetings, as

if the two processions

chance encounter at the bridge's centre. This randomised

depiction soon became
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Replaced by formal processions. In the 1741 print Gusu Wannian
Bridge,one observes a figure seated ina palanquin borne by attendants,
preceded by attendants Bhe way. The procession bears placards
inscribed with “"Imperial CormarTmaaraad-Tt d
""Chief Magistrate" (), alongside ceremonial paraphernalia such as
banners and swords, likely depicting an official inspection tour
M2 Compared to the earlier woodblock prints' randomness, the
1741 "Wannian Bridge in Gusu" print developed a highly formal
procession. Not only were ordinary citizens excluded from the
bridge, but the authority of the Suzhou Prefectural Governor was
presented through a clear ceremonial order, particularly te'lnpei
Mendse™ * =2rrad TChhie'
NMagistrate™ pecpes
.The Wan Nian Bridge in the print no longer accommodates
casual passers-by, becoming a space reserved solely for the formal

processions of the local government. 7®

Moreover, the procession depicted in the sixth year of

Qianlong's reign woodblock print, Gusu Wannian Bridge

not only occupies the entire Wan Nian Bridge but extends into the
city walls. The procession stretches all the way to the riverbank
and enters the main street within Xumen, replacing the tightrope walkers
and acrobats depicted on Xumen Street in the 1740 print Gusu Wan
Nian Qiao Tu.lt is highly probable that such processions of
Suzhou Prefecture continued to feature in later Wan Nian Bridge
prints, as evidenced by the latest dated print from the ninth year of
Qianlong's reign (Fig. 13)"*Here, the procession even splits into two: one
group advances from Wan Nian Bridge towards the city, while
another proceeds from the streets within Xumen outwards, as if

the entire city of Suzhou

was entirely overshadowed by the authority of the local government.

Indeed, the woodblock print of Wannian Bridge is replete

with Suzhou Prefecture
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Figure 13
lllustrated Scroll of

Wannian Bridge
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The imprint. Beyond the aforementioned inscriptions "Established
by Suzhou Prefecture™™ on the archways at either end of Wannian
Bridge,and the ceremonial banners bearing the titles ~""Imperially g~
and '"CT”hief NMagistrate™ there also
stand stone stles before Wannian Bridge engraved with
TTCT”T hhie T Magistrate N\ =AarmgTT or
s @arwva2g> BN ""Chief Magistreate"" (Fig. 11Fig. 12)
Additionally,notices bearing the phrase "“Notice from the Prefectural
Chief Magistrate™~ ms 5 The TfTChhieT'T
N agistrate™ referred to here is Wang Dexin,
the Prefect of Suzhou who completed the bridge's construction.
By incorporating this Suzhou Prefecture imagery, Wannian Bridge
and its surroundings bear the imprint of local government,
seemingly testifying to its omnipresence within this commercial and

transport hub.

Endorsing Local Government Authority

Indeed, the location of Wannian Bridge and its
construction history carry significant political weight. Within the
Xumen Gate where the bridge stands lies Suzhou's administrative
heart, where provincial, prefectural, and even county-level
government departments cluster. The Inspectorate, the Provincial
Administration Office, Suzhou Prefecture, and Wuxian County
School all lie within close proximity to Wannian Bridge, placing it
near the administrative centres of Jiangsu Province, Suzhou
Prefecture, and Wuxian County.Moreover, as previously noted, the
bridge's construction originated from a proposal by Nasiutu, the
Suzhou Prefectural Governor. Its eventual completion in the fifth
year of the Qianlong reign was secured through the persistent
efforts of Suzhou Prefectural Magistrate Wang Dexin and the
backing of Jiangsu Province officials. Upon its realisation, both
Wang Dexin and Xu Shilin composed commemorative

inscriptions for the Eternal Bridge.

Bridge Inscription commemorates this event, specifically extolling their rejection

of feng shui theories,

overruling dissent,and their advocacy for public donations.

"The completion of Wannian Bridge

The significance of the Wannian Bridge as a major political
achievement for local officials can also be discerned from the
publication of contemporary gazetteers. Ritre in the regional maps
of Wuxian County featured in gazetteers compiled during the
Qianlong era—such as the Taihu Lake G the Wuxian County Gaztieer,
and the Suzhou Prefecture Gazetteer—no other bridges in Suzhou
City were marked, yet this new bridge, the Wannian Bridge, was
specifically annotated. This underscores the bridge's importance.
" These gazetteers were either supervised by local government
officials involved in the bridge's construction or overseen by
other officials, who naturally took pleasure in showcasing the
achievement of building the Wannian Bridge.

Thus, the Wan Nian Bridge woodblock prints carry more
than merely vague political connotations. They not only depict
Suzhou's prosperity but also showcase the pervasive authority of
local government (particularly Suzhou Prefecture). Indeed, one
might argue that their portrayal of economic flourishing is less
significant than the political symbolism they embody.The
colophons accompanying these Wan Nian Bridge prints similarly
underscore the primacy of politics over economics.In contrast to the
colophons of The Three Hundred and Sixty Trades, which
repeatedly emphasise the commercial vitality around Changmen
Gate, the colophon of the Qianlong Fifth Year (1740) print Gusu
Wan Nian Bridge merely employs the trite phrase ““Merchants
shoulder to shoulder, few boats glide by" to suggest the bridge's
benefits for commerce.Although the colophon's lines, " In iy
Changhong was renowned in Luoyang; in our sacred dynasty,
this new bridge celebrates boundless prosperity,” draw parallels
between Wannian Bridge and the Luoyang Bridge overseen by Cai
Xiang during the Song dynasty to extol the sacred dynasty's rule,

M ® it snoewortythetthe political undertones

was likely not a general reference to the Qing Empire, but specifically to the local

government,

particularly the Suzhou Prefecture. The 1740 Gusu Wannian
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The Bridge Painting explicitly states that ‘the virtuous magistrate's
achievements surpass those of all ages,”” while the colophon of the undated
Newly Constructed Eternal Bridge in Suzhou Scenery specifically notes that
"the ptdmagistrate accomplished much,” emphasising the contributions of
Suzhou's prefectural administrators to the region.” In short, the colophons
accompanying the Wan Nian Bridge prints and the ubiquitous local
government seals on the images can be seen as celebrating the local
government's achievement in constructing the bridge and endorsing its

authority.

Officially Sponsored Paintings and Woodblock Prints of the Eternal Bridge

Yet, can we infer that these prints constituted politically
motivated propaganda commissioned by the local government? Or
might their circulation have been unrelated to the administration,
instead targeting a social class that similarly extolled and relied
upon governmental authority? The following analysis compares
these Wan Nian Qiao prints with a scroll painting, Wan Nian Qiao Tu Juan
(Fig. 13), to address these questions.

This Wan Nian Bridge Scroll Painting (Fig. 13) may be
regarded as a commemorative work associated with the local
prefect. Firstly, the scroll opens with two accounts of the bridge by
Xu Shilin and Wang Dexin, ® followed by depictions of the
bridge itself, concluding with numerous colophons praising
Wang Dexin by local and neighbouring literati. The scroll
combines textual and pictorial documentation alongside
contemporary colophons, conforming to the format of typical
commemorative paintings. Ssodyas all colophons address Wang
Dexin, the Suzhou Prefectural Magistrate, the scroll was

either commissioned by him or
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commissioned by others to present to him.Regardless of the actual
circumstances,this painting may be regarded as pertaining to the
Suzhou Prefectural Magistrate.

Beyond the textual content at its beginning and
end, the style, motifs, and depiction of the new bridge in the Wan
Nian Bridge Scroll also reveal its character as a commemorative
painting associated with the Suzhou Prefectural Governor.Firstly,
by emulating the renowned 'Along the River During the Qingming
Festival', this scroll enhances its cultural significance as a tribute to
the local governor through its connection to a classic masterpiece.
The composition depicts Wannian Bridge from an angle similar to
the Rainbow Bridge spanning the riverbank, while the left
foreground features rows of timber stacked behind buildings - a
motif frequently seen in imitations of the Rainbow Bridge's left
foreground in contemporary copies of the 'Along the River During
the Qingming Festival'.Beyond this motif, the distant mountain
backdrop behind Wannian Bridge is rendered in the archaic blue-
green landscape style prevalent in contemporary
Su=hou-style paintings. These classical
references rendered the Wannian Bridge Scroll an appropriate gift
for the prefect.Moreover, the depiction of Wannian Bridge in this
scroll serves to elevate the Suzhou Prefect's administrative
achievements. Compared to the woodblock print, the distance
between the bridge's archway and piers is rendered farther in the
scroll, making the bridge appear longer. Similarly, the scale of
Wannian Bridge relative to the boats is larger than in the print, thus

making this newly completed structure seem considerably longer.

The Wan Nian Bridge Scroll depicts a bridge that appears longer

than its woodblock counterpart

new bridge, inevitably prompting associations or even suggestions

that the Suzhou Prefect

and thatits achievements are all the more worthy of praise.

From this perspective, the newly depicted bridge in the
woodblock prints appears somewhat problematic when compared to
the scroll associated with the Suzhou Prefect. Although the titles
and colophons of these prints commemorate the completion of the
Wan Nian Bridge, the bridge depicted appears rather short and
lacks grandeur.Moreover, the width of the Xu River depicted in
the prints is notably narrower than in most paintings. When
compared to the depiction by the Ming dynasty painter Zhang
Hong,

Compared to the late-afternoon crossing of the Xu River depicted
in "Evening Crossing at Xu River" (Fig. 14), the Xu River in the Wannian
Bridge woodblock print appears unexpectedly narrow. Moreover,
the focus of these prints seems not solely on depicting the new
bridge itself; the merchants' shops lining both banks of the Xu
River actually occupy the greater part of the composition, drawing
considerable attention away from the bridge.What puzzles  most
is that the commemorative painting "Scroll of Wannian Bridge,"
associated with Prefect Wang Dexin, does not feature the Suzhou

Prefecture

or particularly emphasise the local government's authority. Why,
then, is the authority of the local magistrate's office so pervasive in
the Wan Nian Bridge woodblock prints?

The omnipresent imprint of local government in the Wan
Nian Bridge prints likely stems from the primary audience for
these Suzhou landmark prints—the merchants residing in
Suzhou—who relied on governmental authority to facilitate their
trade. Although the content of the local government notices in the
Wan Nian Bridge prints is illegible, some may well be stele
inscriptions related to commercial disputes.During the Ming and
Qing dynasties, local governments routinely posted such notices in
public spaces such as markets, guild halls, temples, and bridge
locations®'Particularly in 18th-century Suzhou, where thriving industry and
commerce gave rise to numerous commercial disputes,®many
stele inscriptions concerning merchants' business litigation have
survived. Occasionally, merchants themselves had settled cases
engraved on stone, thereby preserving records vital to their

commercial interests.

Figure 14

Evening Crossing at Xujiang

OOOOO
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Relevant judicial decrees possessed considerable public
accessibility; occasionally local authorities would erect steles to
prohibit offences for the benefit of aggrieved merchants. ® Such stele
inscriptions predominantly documented recurring issues encountered
by merchants during their commercial activities, including ~~vag
disputesbusiness security, and commercial contracts'alongside finalised
judicial decrees concerning commercial litigation cases issued
by local governments (jointly signed by county-level or prefectural-
county officials), and even governmental warnings against
lawbreakers.®* . By publicly inscribing local government rulings ad
pahbiirsan stone steles, merchants could safeguard their legitimate
rights and interests. This demonstrates merchants' reliance on
local governmental authority to improve their business
environment.Additionally, when merchants established guild halls,
they typically petitioned local governments for registration and
protection. Such safeguards are also reflected in cartographic
representations. The Map of Gusu City published in the tenth
year of the Qianlong reign (1745) depicts not only local

government offices and temples, but also &

were specifically marked, suggesting their establishment was

overseen and protected by the government.

organisations were overseen and protected by the government. The
procession of the Suzhou Prefect depicted in the Wannian Bridge
woodblock prints likely also served to demonstrate the local
government's authority in safeguarding merchant guild interests.
Indeedithe 1741 Wannian Bridge woodblock print, one can even discern the
guild hall marked "Sarmnsharmn Hall. Such annotations of
distinctive structures suggest that the primary audience for these prints
was likely merchant travellers.

While seeking local governmental protection, merchants
also strongly supported policies promoted by the administration,
particularly public projects directly affecting their interests. The

construction of Wannian Bridge stands asaprimeexample.
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Wang Dexin's Record of the Eternal Bridge mentions benevolent
citizens and charitable donations, many of whom were likely
merchants.Further eampes of merchant involvement in community
projects include the Qianlong eighth year's plan to widen the
Nanhao waterway for fire prevention. As the area along the
southern Nanhao waterway opposite the section between
Changmen and Xumen was densely populated by merchants and
their guild halls, the Record of Nanhao Waterway Enhancement
documents nine “"merchant gentry®® who <"led the way in
contributing funds™" , demonstrating fervent
support for the local government's project.®® Ths merchants'
commercial and residential environments depended on local
government assistance, naturally leading them to support public
administrative initiatives and endorse the portrayal of local

authority in the Wan Nian Bridge woodblock print.

If, within the context of Suzhou's official-merchant

relations at the time, the merchant guilds were to recognise

the depiction of local governmental authority in the Wannian
Bridge print, and were likely the intended primary audience—
much like other Suzhou landmark prints—then the
aforementioned differences between these prints and the Wannian
Bridge Scroll become comprehensible.For the merchants, as long
as the new bridge remained one of the print's focal points, the
slightly reduced scale of Wannian Bridge did not hinder their
celebration of its inauguration or their praise for the local
government'sachievements. Nor would the merchants mind that the
shops lining both ends of Wannian Bridge drew viewers' attention
away from the new bridge. These prints bearing shop names
might even have been advertisements published in collaboration
with the merchants.The depiction of commercial prosperity in the
Wan Nian Bridge prints may well reflect Shang 's perspective on
the new bridge's inauguration: the clustered shops symbolise
precisely the commercial opportunities for both riverbanks,

indeed for Suzhou's entire

The seemingly modest length of the bridge and the slightly
narrower Xu River depicted in the prints may also reflect
merchants' psychological perception of the new structure: with
travel between the riverbanks now so effortless, it was hardly
surprising that the river felt less wide and the bridge less long.

In short, comparing the Wan Nian Bridge prints with the
Wan Nian Bridge Scroll reaffirms that merchants were indeed the
intended audience for these prints. For them, the bridge not only
bolstered their trade but also served as a community landmark
they had funded, and a public work constructed by the local
government they relied upon and supported.The manifold
symbolism of Wannian Bridge explains precisely why, though
initially mimicking the imagery of the Three Hundred and Sixty
Trades depicting Changmen Gate, the Wannian Bridge prints
ultimately evolved a distinct visual vocabulary and style. This
transformation served to express the new bridge's multifaceted

significance within the local commercial culture.

However, the Wannian Bridge print was not exclusive to

merchants; local workshops

nor did they exclude potential patrons from other trades. Urban
residents dwelling in this district of Suzhou likewise benefited
from the new bridge's opening, celebrating the convenience
afforded by Suzhou Prefecture's construction of the Eternal
Bridge while extolling the local government's achievements in
community projects such as the South Canal waterway. Much like the
Three Hundred and Sixty Trades, the print workshops catered to
middle-tier merchants while welcoming other buyers.Prints

depicting luxurious gardens and mansions

were accessible to all merchantsand common folk harbouring worldly
ambitions of wealth.

After all, the Taohuawu print workshops near Suzhou's
northwestern commercial district were home to a cluster of local
middle-tier merchants. One imagines they were acutely attuned
to market dynamics, knowing precisely which subjects and styles
would appeal to their potential patrons—particularly fellow
members of the merchant middle class.The opening of the Eternal
Bridge was indeed a significant event closely linked to Suzhou's
commercial community and local government, making it
unsurprising that the new bridge became a popular subject for the
local printmaking industry.Market trends also explain why, upon
Wan Nian Bridge's completion, the new structure became a fresh
theme for print workshops to attract merchant patrons. This
further clarifies why workshops issued prints like Scenery of
Suzhou: The Newly Constructed Wan Nian Bridge, positioning the bridge
as one of the rTScermnerys o

Su=Fhouwu that merchant audiences would readily identify
with.#  The woodblock print discussed below, *Mid-Autumn Moonlit
Night at Puji Bridge on Shantang Road*, similarly demonstrates the

capacity of local print workshops to reflect emerging social themes in

Suzhou.
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QOOOOOOOOOOOOOOOOOOOOO

The title of Mountain Path Puji Bridge on a Mid-Autumn Night (Fig. 15)
appears to follow the popular theme of scenic excursions prevalent since the Ming
dynasty. However, this section will demonstrate that the market appeal of this
woodblock print, produced by local workshops, lay not only in depicting the Mid-
Autumn Festival revelry along the Mountain Path in Suzhou's northwestern
suburbs, but also in resonating with another facet of the local commercial

cultureMbkThe Scenic Splendours of Gusu's Tiger Hillivhich juxtaposed

renowned landscapes with secular "palaces of immortals,
Shantang's significance in "Shantang Puji Bridge: Mid-Autumn Night Moon"
extends beyond its scenic beauty. The meaning of Shantang Puji Bridge, alongside
the commercial cultural themes reflected by the print workshop, are intrinsically

linked to new social issues emerging in 18th-century Suzhou.

At first glance, "Moonlit Night at Puji Bridge on Shantang

Road" appears no different from

a typical scenic excursion painting. It depicts the seasonal custom of strolling to
Shantang for moon viewing and leisure during the Mid-Autumn Festival night. In
the foreground, several
standing upon the bridge to observe the moon's reflection upon the water, while
within the pleasure boats many revel in wine and merriment. In the middle ground
lies a large courtyard, featuring not only three rows of buildings but also a pond,
pavilions, and bridges. Beyond, upon the hillside, several structures rise towards
the summit, resembling temples open to visitors. Across the water from the
courtyard, figures enjoy themselves in the pavilions.
However, the location depicted in Mountain Path
Puji Bridge: Mid-Autumn Night Moon—specifically the Puji
Bridge indicated in the title—was not renowned for its scenery.

This bridge was actually famous for housing

The adjacent Puji Hall lends its name to the bridge. Constructed

in the forty-ninth year of the Kangxi reign

(1710), commissioned by county officials Chen Mingzhi and

Gu Long &heir wealth.

which took ithe sick adestitute,providing them with clothing, food,
and medicinesomewhat akin to the system of the Capital's Charity
Halls.It was a renowned charitable organisation in Suzhou
during the Qing dynasty. ®®Moreover, the large courtyard depicted
in the "Mid-Autumn Moon over Puji Bridge on Shantang" shows no traces
of revelry. It is unlikely to be an ordinary temple open to
visitors, but rather Puji Hall, from which the bridge derives its
name. Judging by the distant Xumen Gate in the background...
(West of Suzhou City) Given the relative geographical positions of
Shantang (northwest of Suzhou City) and the area depicted, the
large courtyard in the woodcut should be situated on the south
bank of Shantang, that is, south of Pujie Bridge. According to
Tonggiao Yizhao Lu, "Pujie Temple stands on the lower bank of
Shantang... housing the Three Sovereigns Hall and €the
Suaam=arae Y ua i B 1" ®.The relative positioning
of Puji Hall to Shantang River within the print also aligns with
historical records. Moreoveramw the buildings depicted behind the
large courtyard in the print,one structure is explicitly labelled
""Guandi = 11"" . Therefore, the courtyard occupying
two-thirds of the composition in Shantang Puji Bridge: Mid-Autumn
Night Moon is not a temple complex open to general visitors, but

rather the charitable institution Puji Hall.

Why does the print depict the custom of moon-viewing at Puji Bridge beside

Puji Hall?

Why does the painting depict the Mid-Autumn moon-viewing
custom at Puji Bridge beside Puji Hall? Why does the charitable
institution Puji Hall occupy such a prominent position in the
composition? To answer these questions, one must first
understand the historical and social context of charitable
endeavours during the Ming and Qing dynasties. The late Ming
period witnessed the rise of privately initiated charitable
organisations. On the one hand, rapid economic growth fostered

numerous

abundant wealth ; on the other hand, the rapid economic development and

the disorder of the financial

chaotic financial order also fuelled their anxieties about wealth.* Root
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According to Liang Qizi's research, many at the time believed
that donating to charitable organisations could accumulate
merit, and that merit could safeguard wealth.Thus, this emerging
belief served to alleviate contemporary anxieties about wealthg
merchants were generally encouraged to k> &  ""agreeable,
generous, and fair—that is, good members of the communitynot
because 6some abstract concept of goodnessput because such
conduct served their own interests®™™ “Consequently, charitable
organisations of the period were predominantly funded by
merchants and administered by gentry.However, from the 18th
century omards,charitable institutions gradually came under
state supervision ad received funding allocated by the
government. ® Taking the example of Shantang Puji Hall, during
the early Qianlong period when the number of destitute
individuals increased and public funds proved insufficient, local
government officials would solicit donations from merchants to
raise funds. Particularly within Suzhou's competitive
commercial environment, merchants reduced to destitution by
business failure were likely a common occurrence. By the early
Qianlong period, the operation of Suzhou's Puji Hall had become
heavily reliant on support from both the local government and

the merchant class. Thus,

What relationship exists between the theme of the Mid-Autumn Festival outing

depicted in Mountain Pond Puji Bridge: Moonlit Night of the Mid-

Autumn Festival

and the Puji Hall occupying a large portion of the composition,
what connection does it have with the charitable endeavoursit directly
symbolises?

"Mid-Autumn Moon over Puji Bridge on Shantang" merely employs the
empty Puji Hall structure to vaguely suggest the theme of charity.
Typically, Chinese paintings addressing charitable relief subjects
would at least depict donors and recipients. For instance, Zhang

Juzheng's "Imperial...
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The scene depicting "dispatching envoys to provide
relief" inthe Illustrated Commentary on the Mirror of
the State, alongside the "lending to the impoverished" scene
from the Illustrated Guide to Upright Nurturing overseen by Jiao
Zhu, both portray the act of donation in the upper right
corner of the composition, while the act of inspecting the
relief of the destitute is depicted in the lower left.
%Conversely, although the number of destitute persons sheltered
by the Puji Hall had already exceeded three hundred by the
seventh year of the Qianlong reign,® yet the "Mid-Autumn Moon
over Shantang Puji Bridge" depicts neither donors nor the destitute,
let alone scenes of relief within Puji Hall. Thus, charitable aid was not
the focal point of this painting. Instead, it showcased the grandeur of
the Puji Hall complex, constructed and maintained through local
government funding and merchant

donations. Examining it further, the role of Puji Hall in the "Mid-

Autumn Night Moon over Shantang Puji Bridge"

Moonlit Night at Shantang Puji Bridge" is rather ambiguous,
likely reflecting the print workshop's intended audience of
merchants. Although
one ought to readily recognise the vast courtyard complex as Puji
Hall from the title and the relative geographical positions of Puji
Bridge, Shantang River, and Xumen Gate, the print contains no
textual indication of Puji Hall whatsoever.To question whether the
print workshop deliberately omitted Puji Hall's label is not an
unfounded assertion. For while the foreground's dominant Puji
Bridge, the rear mountain's Guan Di Temple, and the distant
Xumen Gate all bear annotations, why was Puji Hall—occupying
two-thirds of the composition—solely neglected? Had this been a
government-sponsored commemorative work honouring Puji Hall,
it seems unlikely that the institution, representing one of the
official's achievements, would have been omitted from the

inscription.Conversely,

for the merchant audience the print targeted, the presence or
absence of Puji Hall's label held no bearing on their commercial
endeavours. This charitable institution was merely an object for them to
donate money to, thereby accumulating merit.

Thus, the ambiguous role of Puji Hall in the print Mountain Path Puji
Bridge: Mid-Autumn Night Moon finds its explanation in the context of
Suzhou Landmark Prints' intended audience of Shang  patrons. Firstly, for
Shang , Puji Hall need not be specifically labelled within the
print, provided it could be recognised as the courtyard donated by
Shang .Through other labelled structures in the print, such as Xumen Gate
or the Temple of Guan Yu, the large courtyard depicted can be identified as
Puji Hall, established through the merchants' charitable contributions. 7
Secondly, while the buildings within Puji Hall represent the tangible
outcome of the merchants’ donations, the courtyard itself is presented in the
print as a temple attraction for sightseeing, harmoniously complementing the
foreground scene of moon-viewing during the Mid-Autumn Festival.Viewed
thus, Puji Hall—resembling a scenic attraction—appears as a testament to the
merit accrued through Shang 's donations. After all, their most fervent
aspiration for the charitable outcome was likely not the relief of the destitute,
but rather the accumulation of personal merit to perpetually safeguard their
wealth, thereby enjoying the leisurely pleasures of sightseeing depicted in
works like Moonlit Night at Shantang Puji Bridge during the Mid-Autumn
Festival.Moreover, the print workshop omitted the Puji Hall inscription while
also avoiding depictions of the charity's relief work for the destitute. This
approach avoided conflicting with the merchants' cherished theme of Mid-
Autumn revelry, whilst also sparing them from confronting the possibility
that, in the fiercely competitive commercial environment, they themselves

might one day become the needy requiring aidThus,

the charitable theme in "Mid-Autumn Moonlit Night at Puji Bridge, Shantang”
subtly resonates with the complex sentiments of the merchant class within
Suzhou's commercial culture of the time.

Beyond the themes of Mid-Autumn festivities and
charitable blessings, the style of Mountain Path Pu Ji Bridge: Mid-
Autumn Night Moon also resonates with local fascination for
Western artefacts and Western painting. ®Not only does the image
display chiaroscuro effects characteristic of copperplate engraving, but the
colophon explicitly notes "emulating Western brushwork". Such
Western techniques and annotations were commonplace in prints
of the period.® Occasionally, print workshops deliberately
employed Western techniques to emphasise specific themes, such
as the use of perspective in The Three Hundred and Sixty Trades to
symbolise Changmen Gate as the emblem of Suzhou's prosperity. At
other times, however, Western techniques served merely as a
marketing gimmick to attract buyers. This demonstrates that
commercial culture's fascination with novelty was not confined to

scholarly perspectives.

As seen in works like The Three Hundred and Sixty Trades, Scenic

Views of Suzhou's Tiger Hill, or

Much like the Wan Nian Qiao woodblock prints, the buyers of Mountain
Path Puji Bridge: Mid-Autumn Night Moon were not confined solely to
merchants, but also included Suzhou's residents and the general
populace. Whilst the print workshops reflected merchants’
contemplation or aspirations regarding Suzhou's landmarks, local
residents likewise celebrated the significance embodied by these
sites.After all, for Suzhou's citizens, Puji Temple was a source of
community pride as a charitable institution, and they too

benefited from the security afforded by such an organisation.
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By reinterpreting the significance of local
landmarks and community-built structures, these Suzhou
woodblock prints depicting Shangmen, Tiger Hill, Wannian
Bridge, and Puji Bridge resonate with emerging themes in local
commercial culture.New themes emerged, such as local pride in
economic prosperity, the common people's aspirations for wealth

within commercial culture, reliance on local administration to improve

business environments,and even community charitable endeavours.

Although the print workshops primarily targeted merchants,
reflecting their attitudes and beliefs towards economic
prosperity, their cooperative relationships with local government,
and their desires for wealth and pleasure, these were also concerns

shared by the general populace of Suzhou.

In contrast to these prints depicting local attractions,

which reflected

Suzhou prints depicting other cities often resemble illustrations
in standard tourist guides. Prints of Hangzhou, such as Ten Views
of the West Lake, focus on showcasing the lake's scenic spots,while
those of Nanjing, like Scenic Views of Jinling, offer viewers an
overview of notable sites within and around the city. °© Such prints
featuring other cities appear uninterested in reflecting these
cities' distinctive cultures, merely presenting scenic spots likely
to interest general travellers. These travellers may well have

included merchants residing in Suzhou
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or Suzhou citizens generally able to afford short excursions—the
primary target audience for local prints. 1t

By delineating the commercial patrons of Suzhou
printmaking and their integration within the local community, this study
synthesises the previously fragmented understandings of Ming-Qing
commercial society held by cultural history and economic history, as well as
art history and historical disciplines. Whilst economic history acknowledges
Suzhou's commercial development gthe Ming and Qing dynasties, cultural
history has far greater recognition of Ming-era Suzhou, with most cited
examples of Suzhou's cultural achievements originating from the Ming
periodi® Similarly, while historians depict flourishing cities such
as Ming Suzhou, Nanjing, and Qing Yangzhou—all of which find
corresponding vibrant painting markets and active artists within
art history—the cultural and art market landscape of Qing
Suzhou, despite its sustained economic growth, remains obscure.
Textbooks list but a handful of Qing Suzhou painters. 1 Yet, if the
art market is not confined to painting, Suzhou woodblock prints
and their corresponding commercial culture actually represent
the urban culture of prosperous Qing Suzhou and were part of
the vibrant art market of the time. By reconstructing the
consumption patterns of Suzhou woodblock prints within the
commercial culture of the period, this paper fills a gap in
scholarly understanding of the cultural and urban art market of
Qing Suzhou, which has been largely overlooked despite its

celebrated economic development.

while leaving the understanding of contemporary culture and the
urban art market largely unexplored.

The Suzhou print market, however, no longer catered to
the traditional consumer class of paintings. Instead, it targeted
precisely the urban middle class defined by Lefebvre. Distinct
from the vast peasantry labouring at the margins of survival in the
countryside, they did not identify with rural folk culture. Nor
could they appreciate the orthodox painting styles supported by
literati or wealthy merchants, which demanded high cultural
refinement. These Suzhou middle-class merchants

orthodox painting supported by literati or wealthy merchants,
which demanded high cultural refinement. The economic
standing of these Suzhou middle-tier merchants may have
approximated that of Yangzhou's middle classwho purchased works
by the Eight Eccentrics of Yangzhou. Yet the Eight Eccentrics
typically employed floral and bird subjects, rarely depicting
Yangzhou's landscapes. * Suzhou workshops, however, produced
prints that resonated with local social,economic,dpolitical
concernsFrom tspagediethese Suzhou-based merchants and urban
dwellers were quite distinctive. They possessed a collective sense of
community, demonstrating active identification with their city
and the economic prosperity they participated in. They welcomed
new artistic styles that depicted their city and the issues they
cared about. These Suzhou prints, concerned with local themes,
bear witness to a commercial culture not dominated by literary

taste, and may even be considered

This visual politics of commerce, distinct from that of
scholarship, emerged in Suzhou duing the early 18th century—a
period of rapid economic growth and social transformation. These
decades also marked an era of relative autonomy in the
relationship between this local society and the central
government.Soon, central authority would directly impact
Suzhou society through the Emperor Qianlong's arrival. Local
publishers, print workshops, and officials reshaped Suzhou's
scenic imagery within the context of the Qianlong Emperor's
southern inspection tours. These new images were then integrated
and appropriated by the central court into productions srhas te
Prosperity in the Golden Ag proclaiming the close bond forged
between the Emperor and local society through these imperial

tours. 1%

This article was originally published in Sinological Studies (June 2010),

and was included in Huang Guiying (ed.), Reproduction,
Representation and Dissemination: Modern Print Culture, College of
Humanities and Social Sciences, Yang Ming University, 2013, pp. 263-316.

It has been slightly revised here.
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1.For example, the painting depicting the Ma brothers' literary gathering in Yangzhou, Nine Days at Xing'an Monastery, see Ginger ks 1, A Bushel of Pearls: Painting
for Sale in Eighteenth-Century Yangchow (Stanford: Stanford University Press, 2001), pp. 17-63; Antonia Finnane, Speaking of Yangzhou: A Chinese City, 1550-1850 (Cambridge, Massachusetts and London: The
Harvard University Asia Center, 2004), pp. 236-296. 2. Richard J. Lufrano, Honorable Merchants: Commerce and Self-Cultivation in Late Imperial China (Honolulu: University of Hawai'i Press, 1997), p. 5. 3. XuChengi, Zheng
BancjaosFeeSchede: Painting Calliraphy, andihelieratisLivelihood” ArtStucies No. 2, 1988

4. scholars often use the term "New Year pictures' to refer to single-sheet woodblock prints. However, as Suzhou woodblock prints were not necessarily sold exclusively during the New Year season, this article

employs the term prints’. Regarding the r of New Year pictures,

See Wang Shucun: A History of Chinese New Year Paintings, Tianjin People's Fine Arts Publishing House, 2005, pp. 18-22. For research on the dating and production of this collection of
Suzhou woodblock prints, see Wang Zhenghua:"Suzhou Urban Imagery in the Qianlong Reign: Political Power, Cultural Consumption and Landscape Shaping,” Bulletin of the Institute
of Modern History, Academia Sinica, Taiwan, No. 50, December 2005; Wang Zhenghua: "Suzhou Woodblock Printing as an Industry and Its Commercial Dimensions in the Early to Mid-Qing

Dynastyl Acadermia Simnica. Tawan,

, No. 92, 2016. However, Wang Zhenghua contends that the original paper contains * "excessive assertions™* and may warrant further discussion. Wang argues that the original paper * *doesertiely identify the

content of the woodblock prints g

unquestionable,”* with his corrections centring on a Wan Nian Bridge woodblock print from the ninth year of the Qianlong reign (1744). Further discussion on this point is provided

in note 69 of this paper. It must be clarified here that the original paper used four sets of woodblock prints depicting Suzhou landmarks—Changmen Gate, Tiger Hill, Wan Nian Bridge,
and Pu Ji Bridge—to argue their content and representation relate to middle-tier merchants and urban residents.Even if the identification of one Wan Nian Bridge print remains open
to discussion, the analysis of the other three sets and other Wan Nian Bridge prints remains largely unaffected, and the thesis of my paper should hold.Furthermore, the original

paper argued that local workshops targeted middle-

er merchants conducting business locally, alongside urban residents equally immersed in Suzhou's commercial culture. Wang's
commentary deliberately emphasises the original paper's assertion that "woodblock print consumption was grounded in these rrie by ts"".In truth,
constrained by historical sources, the original paper neither intended nor could discuss the precise ratio of urban residents to merchants within the consumer group. It could only argue for the
likely buyers targeted by local workshops through iconographic analysis. In practice, apart from the identification of the aforementioned Wan Nian Bridge print, Wang's article did
not point out any other specific errors. His assertion that the original paper ""makes too many sEasss e r €t i o rss"renders further discussion impossible.Additionally, it
should be noted that several commercial aspects of Suzhou woodblock printing as an industry mentioned in Wang's article—such as its rapid response to current events—were addressed in both the original
publication and the author’s previous research. See Ma Yazhen: "Mediating Between Local and Central: The Dual Nature of Shengshi Zishengtu.”

Journal of Art History Research, National Taiwan University, Issue 24, March 2008. 5. Takimoto, Hiroyuki: "An Introduction to Suzhou Prints,” in Kida, Y Gshi et al. (eds.),
Suzhou Prints: The Origins of Chinese New Year Pictures, Qingging Tang, 1992, pp. 135-144. 6. Kobayashi, Hiromitsu: A History and Theory of Chinese Prints, Bensei Publishing,
2017, Chapter 6.Kobayashi Hiromitsu, **Suzhou Prints ,and Western Perspective—The Painting Techniques of Jesuit Artists at the Qing Court and Dissemination of the Contemporary Court
Style of Painting into Mid-Eighteenth Century Chinese Society throughWoodblock Prints,®" in The Jesuits I Cultures, Sciences, and the Arts, 1540—1773, & John I O'Malley et al. (Toronto:
University of Toronto  Press, 2006), pp. 262-286.01 Hiroshi Furuhara: "Two or Three Issues Concerning Snow-Covered Mountain Paths — Compositional Methods in Suzhou Woodblock
Prints,” Daiwa Bunka, No. 58, August 1973. 7. Fu Zhongchen, ed., Xinxu Poetry Anthology, in Siku Uncollected Books Series, Vol. 8, Book 28, Part 2, Beijing Publishing House, 2000, p. 12.
Wang Zhenghua provides further material on this subject. See Wang Zhenghua:"Suzhou Woodblock Prints as an Industry and Their Commercial Dimensions in the Early to Mid-Qing
Dynasty,"” Journal of the Institute of Modern History, Academia Sinica, Taiwan, No. 92, 2016. See also Kobayashi Hiromitsu: A History of Chinese Woodblock Prints, Men-
Cheng Publishing, 2017, Chapter 6. 8. For instance, exhibits from the “<Exhibition of Chinese and Western Painting™~ or collections at the Kamimura City Museum.Shigeru Aoki
and Hiromitsu Kobayashi: The Exhibition of Western-Style Paintings in China: Paintings, Prints, and Illustrated Books from the Late Ming to the Qing Dynasty, Machida City International Print
Museum (Tokyo), 1995, p. 5; Kamakura City Museum: The Adventure of Foreign Painting: Information and Fantasy in Modern Japanese Art, Kamakura.

Municipal Museum, 2001, p. 44. 9. Wang Zhenghua has elaborated on the importation of Japanese prints into China; see Wang Zhenghua: "Suzhou Urban Imagery during the Qianlong

Reign: Political Power, Cultural Consumption and Landscape Formation,” Bulletin of the Institute of Modern History, Academia Sinica, Taiwan, December 2005, Issue 50. 10. See Ya-chen Ma,

"Picturing Suzhou: Visual Politics in the Making of Cityscapes in Eighteenth-Century China," Ph.D. dissertation (Stanford: Stanford University, January 2007), footnote 8, pp. 23-24.  11. Mette Siggstedt,

"Topographical Motifs in Middle Ming Su-chou: Anlconographical ion"™ in gi and Network: International Symposium on Chinese Art History Research in the Last Millennium,
Institute of Art History, National Taiwan University, 2001, pp. 254-267.  12. Wang Zhenghua: "The Urban Image of Suzhou during the Qianlong Reign: Political Power, Cultural Consumption and

Landscape Shaping," Taiwan Region, Academia Sinica.
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Journal of the Institute of Modern History, N o. 50, December 2005. 13. Wang Shucun: Illustrated History of Chinese Folk New Year Prints, Shanghai People's Fine Arts Publishing House, 1991, p. 13;

Fujio Naruse: "On Suzhou Woodblock Prints," in Hiroshi Takimoto (ed.), Exhibition of Ancient Chinese Woodblock Prints, Machida City International Print Museum, 1988, p p . 50-56.14.
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agers vying to purchase "Spring Ox of the Grain God" prints at the Three Pure Ones Hall of Yuanmiao Temple during the New Year. However, the subject
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to the early 18th century. Therefore, it is unlikely that this source alone can determine all user groups of 18th-century Suzhou woodblock prints; other clues such as style and motifs must be
considered to infer potential audiences.

other clues such as style and motifs to infer potential audiences. Gu Lu: Tonggiao Yizhao Lu, Shanghai Ancient Books Publishing House, 1980, p. 12; Yuan Jinglan: Wujun Suihua Jili, Jiangsu Ancient Books
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Ming and Qing Dynasties,
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The Twentieth Century, Lianjing Publishing Co., Ltd., 2005, pp. 42-55.  24. For instance, Yuan Shangtong's Crowded Boats at Dawn at the Pass emphasises the bustling traffic at Changmen Gate at dawn; Qian Gu
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The Appraisal Group for Calligraphy and Painting, comp., Catalogue of Ancient Chinese Paintings and Calligraphy, vol. 6, Beijing: Cultural Relics Press, 1988, p. 55; Suzhou Museum, ed.,
Paintings and Calligraphy of the Ming and Qing Dynasties in the Collection of Suzhou Museum, Beijing: Cultural Relics Press, 2006, fig. 34.  25. Tang Yin's Golden Chang'an Farewell Scroll,

though similarly commissioned for a departing official and sharing the Golden Chang'an theme with the Farewell to Kou Gong upon His Departure Album, di ini 1 by entirely omitting t

bustle of Changian Gate.For discussions on Tang Yin's Golden Chang'an Farewell Scroll, seeAnn Clapp, The Painting of T'ang Yin (Chicago: Chicago University Press, 1991), p. 155;Shi Shougian: "Yu Yu Chunshu and
Mid-Ming Farewell Paintings,” Taiwan Region, "Bulletin of the Institute of History and Philology . A\CacIer iz Sirvica" June 1993, p. 437. For an introduction to
the "Album of Farewell to Lord Kou," see Gong Jianyi: "Farewell to Lord Kou,” Wenwu, No. 12, 1993. 26. The woodblock print Three Hundred and Sixty Trades is a composite of two prints

now labelled The Changmen Gate of Gusu and Three Hundred and Sixty Trades. Though sold separately, their composition,

tles, and inscription placements indicate they originally formed a
paired set. This article collectively refers to them by their original title, Three Hundred and Sixty Trades.See Shigeru Aoki and Hiromitsu Kobayashi: The Exhibition of Western—Style Painting in China:
Painting, Prints and Illustrated Books from the Late Ming to the Qing Dynasty, Machida City Museum of Graphic Arts (Tokyo), 1995, p. 377.The Haidu Museum holds two copies, one of which is
documented in Yu Peijin (ed.), Asian Expeditions: Legends of East-West Exchange in the Seventeenth Century, National Palace Museum, Taipei, 2019, p. 27. For recent discussions on copies of the
Along the River During the Qingming Festival, see Wang Zhenghua: Ephemeral Splendour: Studies on Late Ming Urban Paintings, Urban Perspectives, and Cultural Consumption, in Li Xiaoti (ed.), Urban Life in China:

14th to 20th Centuries, Lianjing Publishing Co., Ltd., 2005, pp. 1-57; Ma Yazhen: Mediating Between Local and Central: The Dual Nature of the Prosperity in the Golden Age

28. Furukawa Hiroshi: The Along the River During the Qingming Festival (Part I1), Guohua, 1973.

Issue 95, March. 29. WangZhenghua: “Transient Splendour: A Study of Late Ming Urban Maps, Urban Perspectives and Cultural Consumption”, in Li Xiaoti (ed.), Urban Life in China: The Fourteenth to Twentieth

Centuries, Lianjing Publishing Co., Ltd., 2005, pp. 42-55

to the Twentieth Century, Lianjing Publishing Co., Ltd., 2005, p p . 42-5 5 . 30. SunJiagan: "Travels in the South," in Shan You Congshu Chupian [Initial Collection of Shan You Series], Shanxi People's Publishing

House, 1986, p. 6. 31. Ibid., p. 1. 32.

m Rowe categorised foreign merchants in Hankou into two types.

People’s Publishing House, 1986, p. 6. 31.1bid., p.1.32.William Rowe categorised foreign merchants in Hankow into two types: resident merchants and travelling merchants. William Rowe, Hankow: Commerce and Society ina
Chinese City,
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1796-1889 (Stanford: Stanford University, 1984), pp. 221-223. The merchants and provincial traders referred to herein correspond to what William Lowe termed "sedentary merchants". 33.Jiang Shunjiao,
Ye Changyang, Revised Annals of Wuxian, vol. 24, Toyo Bunko Collection, 1745, p. 13. 34. Fan Jinmin: The Development of Commerce in Jiangnan during the Ming and Qing Dynasties,

Nanjing University Press, 1998, pp. 184-240. 351 tJinchang Ancient Sites is currently housed at Haidu Art Museum. The plateappearsin Jin Hui and Chinese Woodblock Prints Exhibition: The Birth

of Jin Hui, editedbyDaejeon Memorial Art Museum and Wangseong Art Treasure Museum, Daejeon Memorial Art Museum, 2000, p. 30. 36. The term "Jin" does not refer to the Jin Gate newly
constructed between Changmen and Xumen during the early Republic of China period. For the construction of Jin Gate, see Huang Yunshen, ed., Supplementary Volume to Wuxian County
Urban Area (China Gazetteer Series: Central China Region No. 403), Chengwen Press, 1983, p. 36. Regarding the multifaceted connotations of "Jin

Shang.” 37. Local gazetteers list only the Golden Shang Pavilion among ancient sites near Shangmen, though it had long since disappeared by the 19th century and is absent from the
painting.See Suzhou Prefecture Gazetteer, compiled by Li Mingwan et al., edited by Feng Guifen et al., published in Chinese Gazetteer Series: Central China Region No. 5, Volume 35
"Historical Sites”, Chengwen Publishing House, 1970, p. 1014.Although the composition of Jinchang Ancient Sites appears incomplete, it may require a second panel to form a
complete composition, much like Three Hundred and Sixty Trades. Therefore, the possibility of a missing left panel cannot be ruled out.Even so, the left panel could at most

accommodate the Tai Bo Temple as a single historical site in the middle ground, neither its position nor scale being particularly prominent. Consequently, the historical site depicted in

Jinchang Ancient Sites likely refers to Changmen itself. 38. Zhang Yinglin: lllustration Captions;"in Gusu Prosperity Diagram, compil 1City Cx i ivesand Lizoning|

Cultural Relics Publishing House, 1999, p. 89. 39. Gu Lu: QingJia Lu, Jiangsu Ancient Books Publishing House, 1999, p. 54. 40. Ibid., pp. 116-117. 41.According to Fan Jinmin's statistical table, over ten
guild halls existed in the Changmen area of Suzhou during the 18th century. Fan Jinmin: The Development of Commerce in Jiangnan during the Ming and Qing Dynasties, Nanjing
University Press, 1998, pp. 286-295. Additionally, the Qianlong-era Map of Gusu City also marked eight guild halls in the Changmen vicinity, among which the Tongwang Guild Hall and
Ningbo Guild Hall are not recorded in historical texts or stele inscriptions.For an introduction to the Qianlong Map of Gusu City, see Zhang Yinglin: "Some Explorations of the
Qianlong Map of Gusu City,” in Cao Wanru (ed.), Anthology of Ancient Chinese Maps: Qing Dynasty, Cultural Relics Publishing House, 1997, pp. 131-137. 42. The cult of Guandi is
often regarded as a variant of the God of Wealth cult. See Prasenjit Duara, "Superscribing Symbols: The Myth of Guandi, Chinese God of War,"The Journal of Asian Studies 47. 4
(1988.11), pp. 778-795;LU Wei: The Cult of the God of Wealth, Xueyuan Press, 1994, pp. 25-35; Barend ter Haar, "The Rise of the Guan Yu Cult: The Taoist Connection,” inLinked Faith: Essays
on Chinese Religions and Traditional Culture in Honour of Kristofer Schipper, eds. Jan A. M. de Meyer and Peter M.Engelfriet (Leiden: E. J. Brill, 2000), pp. 184-204;Qitao Guo,Exorcism and
Money: The Symbolic World of the Five-Fury Spirits in Late Imperial China, Institute of East Asian Studies (Berkeley: University  2003), p. 169; Richard von Glahn,The Sinister Way: The Divine and
the Demonic in Chinese Religious Culture (Berkeley, Los Angeles, and London: University of California Press, 2004), pp. 223—245. 43.Zhang Ye: Research on the Suzhou Edition of Western
Styles, Cultural Relics Publishing House, 2012, p. 24. 44. Gao Jianjun: The Cultural Implications of Canal Folklore and Its Contemporary Impact, Journal of Jining Teachers College, No.
2,2001. 45.similar examples include Zhoukou in Henan and Shengze in Suzhou, where merchants pooled funds to establish Da Wang temples that also functioned as guild halls.
For the Zhoukou case, see Xu Tan: "Zhoukou: A Commercial Hub in Qing-Period Henan——A Case Study of Commercial Towns in Henan during the Ming and Qing Dynasties,” Chinese
Historical Review, No. 1, 2003.The guild hall in Shengze was constructed by merchants from Jining, Shandong. See Wang Guoping and Tang Lixing (eds.), Ming and Qing Social History
Inscriptions of Suzhou, Suzhou University Press, 1998, pp. 529-530. Also see Jiangsu Provincial Museum (ed.), Ming and Qing Suzhou Commercial and Industrial Inscriptions, Jiangsu
People’s Publishing House.

Society, 1981, pp. 326-327. 46. For new immigrants to Suzhou during the Ming and Qing dynasties, the construction of local identity invariably involved imbuing local landmarks with fresh
significance.Clunas notes that 16th-century Suzhou's elite comprised not only indigenous inhabitants since the Yuan dynasty but also newcomers accompanying Ming military forces.
By the 18th century, merchants from other provinces had arrived. Intriguingly, advocates for local identity during both periods were predominantly outsiders rather than natives.Craig
Clunas, Elegant Debts: The Social Artof Wen Zhengming (Honolulu: University of Hawaii Press, 2004), pp. 97—105. 47. William Rowe, discussing 19th-century guildhalls in Hankou, similarly
noted that the grandeur of these local guildhalls constituted part of the cityscape. -Rowe, Hankow: Commerce and Society in a Chinese City, 1796-1889 (p.252). 48.Jiang Shunjiao and
Ye Changyang, eds., Wu County Annals, vol. 106, Suzhou Library Collection, 1745, pp. 15-22. 49. Ibid., p.22. 50.Due to limited materials, further insight into tensions between
Suzhou locals and merchants remains elusive. Antonia Finnane offers compelling analysis on Qing-era Yangzhou merchants' identity, see Antonia Finnane, Speaking of Yangzhou: A
Chinese City, 1550-1850 (Cambridge, Massachusetts and London: The Harvard University Asia Center, 2004), pp. 236-296. 51. The plate for Scenic Views of Tiger Hill, Suzhou is found in Shigeru
Aoki and Hiromitsu Kobayashi: The Exhibition of Western-Style Painting in China—From the Late Ming Dynasty to
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Qing Dynasty Paintings, Prints and Illustrated Books, Machida City International Print Museum (Tokyo), 1995, p . 381. 52. This page is one of the Su Tai Scenic Views Album, plate

See Catalogue of Ancient Chinese Paintings and Calligraphy, Vol. 4, Cultural Relics Press, 1988,p. 38. 53. Currently housed in Akita City Red Brick Local History Museum. The woodblock print titled Tang
People on an Island in the museum's collection likely depicts the Tengwang Pavilion, representing one palace motif among similar imaginative works. Anonymous: Catalogue of Works in the Collection: Shohei Tokuda
Collection I, Akita City Red Brick Local History Museum, 1994, p. 113.The West Lake Imperial Villa and The Afang Palace are now housed in the Kaito Art Museum. Plates appear in Shigeru Aoki
and Hiromitsu Kobayashi, Chinese Western-Style Painting Exhibition: Paintings, Prints, and Illustrated Books from the Late Ming to the Qing Dynasty, Machida City International Print
Museum (Tokyo), 1995, pp. 391, 394-395. 54. The New Year's Day Scene, New Year Pavilion Scene, and Hundred Children Scene are now housed in the Haidu Art Museum. Plates for the

latter two are found in Shigeru Aoki and Hiromitsu Kobayashi, Chiinmnese Western-Style Painting Exhibitionmn:Paintings, Prints, and Illustrated Books from the

Late Ming to the Qing Dynasty, Machida City International Print Museum (Tokyo), 1995, p. 302;Furuhara Hiroshi: "Twwo or Three Issues Concerning

Snow-Covered Pathwways: Compositional Methods in Suzhou Woodblock Prints," Yamato Bunka, No. 58, August 1973. 55. Tadokoro Masae: "Chinese Woodblock Prints in the Tenri
Library Collection: Focusing on Actual Observations and Measurements," Vibria (0 [ [ [ ) \a103, May 1995. The illustration for Shen Wansan's Gathering Treasure Basin appears in Furuhara Hiroshi:

“Two or Three Issues Concerning Snow-Covered Pathways: Compositional Methods in Suzhou Woodblock Prints,” Yamato Bunka, No. 58, August 1973.

Buria), No. 103, May 1995. Plate of Shen Wansan's “Treasure Basin" appears in Furubara, Hiroshi: "Two or Three Issues Concerning '‘Snow on the Plank Road'—Composition Methods in Suzhou Woodblock Prints," Dai

Wenhua, No. 58, August 197 3.The"Tao Zhu's Path to Wealth" print is now housed in the Haidu Art Museum. Plate see Shigeru Aoki and Hiromitsu Kobayashi: “The Exhibition of Chinese Western-Style Painting:

Paintings, Prints, and Illustrated Books," Machida City International Print Museum (Tokyo), 1995, p . 398. 56. Compared to the numerous low-quality New Year prints sold to rural peasants that survive today, the Suzhou

prints discussed in this article are of markedly higher quality. This is due to their superior printing techniques and the frequent use of hand-painted colouring,

which would have commanded a higher price than ordinary  peasantNew Year prints.

, the 18th-century Suzhou prints discussed herein  are markedly superior in quality. Their superior pri

one
For an introduction to typical New Year paintings, see Wang Shucun: A Pictorial History of Chinese Folk New Year Paintings, Shanghai People's Fine Arts Publishing House, 1991, pp. 2-
31.Moreover, most Suzhou woodblock prints of this type were produced in the form of scrolls, with dimensions and even printed poetic inscriptions modelled on painting conventions. They may

have served as substitutes for painti which middle-tier merchants could not afford. 57. Richard . Lufrano, Honorable Merchants: Commerce and Self-Cultivation in Late Imperial China (Honolulu

University of Hawai'i Press, 1997),

pp. 3-4. 58. Regarding the style of this series of prints, see Kurohara Hirosh

Issue 58. 59. A similar domestic theme also appears in The Three Hundred and Sixty Trades, woodblock prints published in the fifth year of the Qianlong reign (1740) and the ninth year (1744) by Wanniangiao.
August 1973, Issue 58. 59. Similar domestic themes appear in the foregrounds of the Three Hundred and Sixty Trades series and the Wan Nian Bridge prints from the fifth (1740) and
ninth (1744) years of the Qianlong reign. These scenes depicting women and children in domestic settings contrast with the bustling commercial streetscapes surrounding them. The
latter portray merchants conducting business in their shops, while the former depict the merchants' family lives. Though the courtyards in these domestic scenes are less expansive
than those in Scenic Views of Tiger Hill in Suzhou, New Year Pavilion, or Snow-Covered Plank Road, those who could afford such small courtyards in prime commercial districts must
have been merchants of considerable means. 60. Plate from Shigeru Aoki and Hiromitsu Kobayashi: Exhibition of Western-Style Painting in China: From the Late Ming to the Qing
Dynasty

Paintings, Prints, and Illustrated Books, Machida City Museum of Graphic Arts (Tokyo), 1995, p. 387. 61. The significance of motifs such as travellers and mountain passes in Ming

and Qing paintings warrants further study. Qiao Xun suggests that travellers' scenes depicted by Yangzhou painters may allude to contemporary commercial transport

activities.Jonathan Hay,Shitao: Painting and Modernity in Early Qing China (New York: Cambridge University Press, 2001), p. 34.  62.Similar collages combining actual scenes around Hugiu
with palace architecture can also be seen in the collection of Feng Debao (Christer von der Burg), specifically in the work Scenic Views of Gusu.The inscription above this print,
“*Since ancient times, Tiger Hill has been a renowned peak; Shantang's splendid scenery invites leisurely exploration,”™ precisely depicts Tiger Hill and Yunyan Pagoda in the
distant left, alongside Shantang Bridge on the right. Meanwhile, the garden architecture, maiden, and young boy in the foreground and middle ground correspond to the palace and
figures in the foreground of "Joyous Reunion" (July Seventh, Hall of Eternal Life), housed in theBluseum.Like Scenic Views of Suzhou's Tiger Hill, Scenic Views of Suzhou combines
upper and lower sections to collage scenes of Tiger Hill excursions and palace-like courtyards of wealthy residences. Thanks to Feng Debao for pointing out similarities between Scenic Views

of Suzhou and Joyous Reunion. 63. Collage of upper and lower sections in 18th-century Suzhou woodblock print

The collage composition may evoke the 16th-century Wu School r ins-and. motif by Wen Zhengming, which similarly divides the image into upper and lower sections. However, retreat-

to-mountains-and-waters
The landscape composition technique involves juxtaposing two imagined landscape motifs, whereas The Scenic Beauty of Tiger Hill in Suzhou combines actual scenery with imagined

vistas. The former reflects the disillusioned literati's projection of their personal circumstances, while the latter resonates with the middle-tier merchant class's yearning for wealth.For

discussions on the former, see Shih Shou-chien, "The Landscape Painting of Frustrated Literati: The Wen Cheng-ming Style in the Sixteenth Century,”in Willard J. Peterson et al., The Power of Culture

Studies in Chinese Cultural History (Hong Kong: The Chinese University Press, 1994), pp. 218—246. The Chinese version appears in Shi Shougian: The Retreat of Disillusioned Literati into Mountains and

Waters: OniteliereiSyinSkearth eyl anchrpePa g rgYUTenQULe, B pp. 301-335. 64

Xu Shilin

ecord of the Ten Thousand Years Bridge," in Jiang Shunjiao and Ye Changyang (eds.), Qianlong Annals of Wuxian, vol. 98, ToyoBunko Collection, pp. 13-14. 65. Ibid., p. 14.66.

Lu Tenglong et al.: Kangxi Suzhou Prefecture Gazetteer, vol. 81, National Archives of Japan, Cabinet Library Collection, 1745, p . 48. 67. Regarding Kangxi-era Suzhou society's attitude towards Wan
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Two or Three Issues Concerning Snow-Covered Pathways — Compositional Methods in Suzhou Woodblock Prints," Daiwa Bunka, August 1973,
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The feng shui controversy surrounding the construction of the Nian Bridge is discussed in Yinong Xu,The Chinese City in Space and Time: The Development of Urban Form in Suzhou (Honolulu
University of Hawaii Press, 2000), pp. 200—236.  68.The print Gusu Wannian Bridge bears the inscription "Geng Shen" and is currently housed in the Kobe City Museum of Art. The plate
can be found in Shigeru Aoki and Hiromitsu Kobayashi: The Chinese Western Style Painting Exhibition: Painting, Prints and Illustrated Books from the Late Ming to the Qing Dynasty,
Machida City Museum of Graphic Arts (Tokyo), 1995, p. 54. 69. The print Gusu Wannian Bridge bears the inscription "Xinyou" and is now housed in the Haidu Art Museum. The

plate can be found in Kuroda Genji et al., Catalogue of Ancient Chinese Prints, Japan Art Institute, 1932, Plate 16. 70. This print of Wannian Bridge bears the inscription "Jiazi
and is now housed in the Haidu Art Museum;Xu Wengin and Feng Debao both note that the China Room at Wérlitz Castle (Das Woérlitzer Landhaus) in Germany holds another
uncoloured print titled "Scenic View of Wannian Bridge in Gusu". Its lower half resembles the Haidu Museum copy, but the upper section lacks an inscription, instead depicting *“the
street, houses, and background landscape behind Wannian Bridge, presenting a relatively complete composition® *.The author has not personally examined the work and cannot confirm whether the
two versions are, as is common with Suzhou prints, assembled
from upper, middle, and lower plates, with only the topmost third plate differing in the German version. Xu Wenqin: "A Study of 18th-Century Suzhou Prints in European Palaces, Castles, and

Estates and Their Significance," Historical Relics Monthly, Issue 273, April 2016;Xu Wengin: “Chinese Imagery in 18th-Century European Wall Decorations and Wallpapers,” Cultural Journal, Issue 102, 2016; Xu

Wengin: "An Examination of Suzhou Prints Circulating in Europe,” New Year Painting Research, Autumn 2016.Christer von der Burg, "Prints in  Schloss Warlitz 1—Wannian ~ Bridge,"
https://chiwoopri.wordpress.com/2020/01/26/prints-in-schloss-worlitz-1-wannian-bridge/. 71, Suzhou Scenery: Newly Constructed Wannian Bridge is currently housed at the Machida City Museum
of Graphic Arts. The plate appears in Shigeru Aoki and Hiromitsu Kobayashi, Chinese Painting in the West Wind: Painting, Prints, and Illustrated Books from the Late Ming to the Qing
Dynasty (Tokyo: Machida City Museum of Graphic Arts, 1995), p. 56. 72. Wang Zhenghua further posits that it depicts the celebratory moment of the bridge's opening. Wang Zhenghua:
"Suzhou Woodblock Printing as an Industry and Its Commercial Dimensions in the Early to Mid-Qing Dynasty,” Journal of the Institute of Modern History, Academia Sinica,
Taiwan, 2016, Issue 92. 73. The significance of the Eternal Bridge within the local community and its association with the processions of local government officials can also be observed
in the game paper "Bridge Name Colour Selection Grid."The central panel of this woodblock (marking the game's endpoint) depicts an official mounted upon Wannian Bridge.
Plate referenced in Wang Shucun, Illustrated History of Chinese Folk New Year Prints (Shanghai People's Fine Arts Publishing House, 1991), p. 350. 74. Wang Zhenghua draws upon the
December section "Great Nuo Ritual” from Wu Bin's Ming dynasty work Record of the Year's Splendours (National Palace Museum, Taipei),Gu Lu's Qing Jia Lu, and Yuan Xuelan's Wu

Jun Sui Hua Ji Li. He contends that the attire of figures in the Qianlong 9th year Wan Nian Bridge print differs from that of officials in earlier ed

ns, and that three figures in the
procession wear patched, tattered robes.suggest that the Qianlong 9th year Wan Nian Bridge woodblock depicts not an official procession, but Suzhou's year-end custom of "Jumping

Zhong Kui" and "Jumping Zao Wang" — where beggars dressed in rags impersonate Zhong Kui or the Kitchen God.Wang Zhenghua: "Suzhou Woodblock Prints as an Industry and Their

Commercial Dimensions in the Early to Mid-Qing Dynasty," Journal of the Institute of Modern History, Academia Sinica, Taiwan, 2016, Issue 92. Plates from Wu Bin's “lllustrated
Record of the Year's Splendours," see Chen Jiejin and Xu Wenmei (eds.), The Palace Museum Collection of Paintings 10, National Palace Museum, Taipei, 2013.However, the aforementioned
accounts are not without points open to discussion. Firstly, a close reading of the **Jearm o im g thie F<itchiers CSocd ™ entry in the Record of Qing
Jia reveals: "On the first day of the month, groups of three or five beggars dress as the Kitchen God and his wife, each holding bamboo sticks, and clamour at doorways to beg for money,
continuing until the twenty-fourth day. This is called jumping the Kitchen God'..."As Cai Tie-weng's verse states: *Begging old men and women always come in pairs'. This reveals that
the custom of "Jumping the Kitchen God' centred on pairs of performers dressed as the Kitchen God and his wife. Yet the Wan Nian Qiao woodblock print from the ninth year of the
Qianlong reign does not depict such paired costumes, suggesting it does not represent this custom.Gu Lu: Qing Jialu, Jiangsu Ancient Books Publishing House, 1999, pp. 205-
206.Secondly, compared to Wu Bin's "Illustrated Record of the Year's Splendours,” both the relationship between the figures in the palanquin and those bearing it, as well as the leading

figures before the palanquin, suggest that the Wan Nian Qiao woodblock print from the ninth year of Qianlong likely depicts not the "Jumping Zhong Kui" described in the "lllustrated

Record of the Qing Dynasty" entry: «C""Beggars clad in tattered armour, dressed as Zhong Kui, dance along doorways to drive away ghosts

.The Dream of the Liang
Dynasty Records states: 'Upon entering the twelfth lunar month, groups of three or five beggars appear in the streets, dressed as deities, judges, Zhong Kui, and maidens, beating
gongs and drums as they beg for money door-to-door' — a custom of 'dancing Zhong Kui'.In the woodblock print, the figure within the palanquin is markedly larger than the bearers,
deliberately emphasising the passenger’s prominence. Conversely, in Wu Bin's "Celebrating the Seasons", the red-robed Zhong Kui is not only considerably smaller than the bearers but also appears remarkably static

compared to the bizarrely dressed, exaggeratedly gesturing ghosts and demons at the procession's forefront.It is highly probable that Wu Bin deliberately distinguished this scene from typical palanquin processions by

emphasising the grotesque figures and diminishing Zhong Kui's scale, thereby signifying this as a beggar impersonating Zhong Kui. One might imagine that the custom of Zhong Kui dancing would specifically
select slender beggars for the role, thereby reducing the burden on the other palanquin-bearing beggars.By contrast, the figures in the palanquin in the Wan Nian Bridge woodblock print from the
ninth year of Qianlong’s reign are not only not reduced in size but deliberately enlarged, likely to emphasise their official status. Furthermore, the leading figures on Wan Nian Bridge in the Qianlong
ninth-year print probably do not correspond to Wang Zhenghua's description of beggars clad in patched, tattered robes.When compared with figures from the Qianlong 5th year Wan Nian Bridge
woodblock print, the so-called patches appear more like imitations of the shadow effects created by copperplate engraving in the woodblock technique, differing from the beggar attire of other bridge
figures. Unlike Wu Bin's "Scenes of the Year's Splendours,” which deliberately emphasised beggars dressed as ghosts leading the procession, the Qianlong 9th year Wan Nian Bridge woodblock print
does not particularly highlight these characteristics.Gu Lu: Records of Qing Splendours, Jiangsu Ancient Books Publishing House, 1999, pp. 206-207. Finally, although Qianlong...
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At first glance, the attire of the figures in the palanquin depicted in the Wan Nian Bridge woodblock print from the ninth year of Qianlong appears distinct from the official garments shown
in the prints from the fifth and sixth years of Qianlong. However, considering the deliberate portrayal of contrasting images representing civil and military officials within and outside the city
walls, or even the seasonal distinction between warm and cool weather headwear, it remains entirely plausible that the figures in the palanquin of the ninth-year print were indeed
officials.Furthermore, the points above clarify that the Qianlong Ninth Year Wan Nian Bridge woodblock print does not depict the customs of jumping over the Kitchen God or Zhong Kui. This may
further suggest that the procession is more likely to be that of officials. 75. The "Notice from the Prefectural Office” was posted on the opposite bank of the "Newly Constructed Wan Nian Bridge in
Suzhou". 76.Wang Dexin: "Record of Wannian Bridge," revised by Jiang Shunjiao and Ye Changyang in the Qianlong Annals of Wuxian, vol. 98, held in the Toyo Bunko Library, pp. 14-18. 77.

Plates see Jin Youli: "Map of Waterways Along Wuxian County's Lakeshore," in Taihu Lake: Supplementary Research, Jiangsu Ancient Books Publishing House, 1998, pp. 28-29; Wang Dexin: "Map of Water Conservancy

Throughout Wuxian County,”

in the front matter of Jiang Shunjiao and Ye Changyang's revision of the Qianlong Wu County Annals, pp.3-4; Map of Wu County's Boundaries, compiled by Yarshan et al. and edited by Xi Jun et al., in the front

matter of the Qianlong Suzhou Prefecture Annals, National

National Archives of Japan, 1748, p p . 5-6. 78. Wang Zhenghua: "Suzhou Woodblock Prints as an Industry and Their Commercial Dimensions in the Early to Mid-Qing Dynasty," Taiwan Region, “Zhong
The Bulletin of the Institute of Modern History, Academia Sinica, No. 92, 2016. 79. Plate source cited in note 66. 80. The calligraphic styles of these two texts preceding the

Wan Nian Qiao Scroll are identical and thus unlikely to be the work of Wang Dexin or Xu Shilin; they were likely transcribed by another scribe. 81. Richard Lufrano,

“Maintaining the Equilibrium: Balancing the Interests of Commerce and Local Government,” in Dragons, Tigers, and Dogs: Qing Crisis Management and the Boundaries of State Power in Late Imperial China, eds. Robert J.
Antony and Jane Kate Leonard (Ithaca, New York: East Asia Program, Cornell University Press), 2002, p. 83. 82. Ibid. 83. Ibid. 84. Ibid. 85. Zhang Yinglin, "Some Explorations on the Map of Qianlong's Suzhou

City." in Cao Wanru (ed.), Atlas of Ancient China: The Qing Dynasty, Cultural Relics Publishing House, 1997, pp. 131-137. 86.

Gusu City Map," in Cao Wanru (ed.), Atlas of Ancient China: The Qing Dynasty, Cultural Relics Publishing House, 1997, p p . 131-137. 86. LiMingwan etal. (compilers), Feng

Gui-fen et al., comp., Suzhou Prefecture Gazetteer, vol. 5, "Wards and Lanes," pp . 167-168. 87. The engraving "View of the Ten Thousand Years Bridge in Gusu” from the China Room at Schloss Wolitz,

Germany, mentioned in the preceding note, also

This bridge is hailed as a local scenic wonder. 88. Gu Lu: Tonggiao Yizhao Lu (Records from the Oars of Tong Bridge), Shanghai Ancient Books Publishing House, 1980, p. 84. For details on
Suzhou's Puji Hall, see Li Mingwan et al. (compilers), Feng Guifen et al. (editors), Suzhou Fu Zhi (Annals of Suzhou Prefecture), vol. 33, **Yuliang ~ &"* CLegal Provisions 1), p.
982;Wang Guoping and Tang Lixing, eds., Ming-Qing Since Suzhou Social History Inscriptions Collection,Suzhou University £1998, p p . 361-362. 89. Gu Lu: Tonggiao Yizhao Lu, Shanghai
AncientBooksP ublishing House, 1980, p. 84.90. Liang Qizi: Charity and Education: Ming-Qing

Charitable Organisations in the Ming and Qing Dynasties, Lianjing Publishing Co., Ltd., 1997, pp. 50-51. 91. Liang Qizi, Charity and Education: Charitable Organisations in the Ming and Qing Dynesties, p. 51. 92. Richard J.
Lufrano, Honourable Merchants: Commerce and Self-Cultivation in Late Imperial China (Honolulu: University of Hawai'i Press, 1997), pp. 90-92. 93. Fu Ma Jin: A Study of the History of Chinese Benevolent Societies and

Charitable Halls, Tongpeng Press, 1997, pp. 513-540; Liang Qizi: Charity and
Education: Charitable Organisations in the Ming and Qing Dynasties, p p . 103-130. 94. For records of local governments soliciting donations from merchants, see the 1742 inscription on the Puji Hall stele, Bi‘an

Tiangfang.

The Stele Commemorating the Permanent Return to Suzhou Hall in Compliance with the Imperial Edict of the Provincial Governor and the Viceroy, in Wang Guoping and Tang Lixing
(eds.), Inscriptions on the Social History of Suzhou since the Ming and Qing Dynasties, Suzhou University Press, 1998, pp. 361-363. 95. For the latest discussion on the , see Lin Li-chiang,
"The Creation and Transformation of Ancient Rulership on the Ming Dynasty (1368-1644) — A look at the Dijian tushuo (lllustrated Arguments in the Mirror of the Emperors),” in Perceptions of Antiquity
in Chinese Civilization, eds. Dieter Kuhn & Helga Stahl (Heidelberg: Edition Forum, 2008), pp.321—359. 96.Wang Guoping and Tang Lixing, eds., Ming-Qing Since Suzhou Social History
Inscriptions Collection (Suzhou University Press, 1998), p. 362. 97. The Guan Di Temple and Xumen Gate marked on the woodblock print are in fact closely connected to merchants.The
cult of Guan Yu is associated with the God of Wealth venerated by merchants, while the bridge depicted before Xumen in the woodblock print is precisely the Wan Nian Bridge,
intrinsically linked to the commercial environment and concerns of merchants. 98. Regarding the interest in Western artefacts in the Jiangnan region during the Ming and Qing dynasties, see Wang

Zhenghua: "The Urban Image of Suzhou in the Qianlong Reign: Political Power, Cultural Consumption, and Landscape Formation”,

Taiwan Region: " Bulletin of the Institute of Modern History, Academia Sinica,,"N o . 50, December 2005. 99. Hirotoshi Furuhara cited four woodblock prints produced in 1748 and 1749

AT W DU T esHiGHRUUR oo T T tDivila N o. 58, August 1973.100.
Plates for Ten Views of West Lake appear in Kuroda Geniji et al., Catalogue of Ancient Chinese Woodblock Prints (Japan Art Institute, 1932), Plate 18. Plates for Scenic Views of Jinling appear in

Furuhara Hiroshi, "Two or Three Issues Concerning Snow-Covered Pathwway s: Compositional Methods in Suzhou Woodblock Prints,”
Daiwa Bunka, No. 58, August 1973.  101. Naturally, the author does not exclude the possibility that potential buyers of these prints might include not only the merchants and Suzhou
citizens discussed herein, but also travellers from other regions or even foreigners. As the anonymous censor remarked, these Suzhou prints preserved in Japan may well have been intended
for export. Nevertheless, the analysis presented here suggests these prints maintain a close connection to Suzhou's local themes, with merchants and Suzhou citizens likely

constituting their primary intended audience. 102. Forexample, Micheel INA1 = 1~ 1w2 & “Heaven on Earth: The Rise of Suzhou, 1127-1550" in Cities of Jiangnan in Lz

17 August 2021 161218



https://chiwoopri.wordpress.com/2020/01/26/prints-in-schloss-worlitz-1-wannian-bridge/
https://chiwoopri.wordpress.com/2020/01/26/prints-in-schloss-worlitz-1-wannian-bridge/

Figure1

Veresn YR TRCokoFr D

OOOOOOOOOOOOOS

168 169 PR —
/
. P
;0 ok Py,
a om
: B 0]
° 353 -
: 29 —t -
3 To0Q — q
- <
2 S
¢S D®
‘g
2 O <
o -
c —+
=
« L}
L
O a
L]
= C
- -2 =
v =
O T
Imperial China, ed. Linda Cooke Johnson (Albany: State University of New York Press, 1993), pp. 17—46 103. Although Fan Jinmin examines Qing-era Suzhou's urban culture through the OO0 [ — ] t
Prosperity in the Golden Age, most elements depicted were shared between the Ming and Qing dynasties, with few uniquely Qing characteristics. Fan Jinmin: "The Prosperity of -5 c
Gusu: A Reflection of Qing-Era Suzhou's Urban Cultural Flourishing," Journal of Jianghai Studies, No. 5, 2003. 104. Antonia Finnane also notes the scarcity of pictorial representations of Yangzhouis q
builtenvironment. See Antonia Finnane, Speaking of Yangzhou: A Chinese City, 1550-1850 (Cambridge, Massachusetts and London: The Harvard University Asia Centre, 2004), pp. 13-14. For afew C
exceptions, see Ma Yazhen: "Jin Merchants in Yangzhou: Reflections from Several Works by Yuan Yao," New History, No. 2, 2014. 105. Ma Yazhen: "Mediating Between Local and Central:
The Dual Character of The Prosperous Age,” Taiwan University Art History Research Bulletin, No. 24, 2008. U c
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Critical Introduction

Among my collection is a large woodblock print from the
igns of Emperors Yongzheng and Qianlong (Fig. 1). It is perplexing,
ising numerous questions and uncertainties regarding its

provenance and authorship. This print constitutes a significant
visual record, demonstrating the influence of European art, culture,

and religion within 18th-century Chinese popular art.
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The Western-Style Buildings was printed in three shades of
black, then hand-coloured using three shades of green, two shades of
light terra-cotta red, red, yellow, blue, and light purple.*

This print depicts a group of Western-style buildings on the
terrace of a lake or pond. Part of a bridge is visible on the right,
leading to the opposite shore, suggesting this print may be one of

a pair

In the paired prints "View of the Afang &ig. 2), we observe a
strikingly similar composition, though set within a more distinctly
Chinese environment. Currently housed at the Kaido Art Museum n
Hiroshima, these prints bear the signature of Guan Ruiyu. They
allow us to infer what the missing right half of "Western-Style
Buildings" might have depicted. ?

In depicting the architecture, the artist of Western-Style
Buildings clearly employed Western techniques, including linear
perspective and cross-hatching. On the left stands a massive three-
storey building in Italian style. Above the windows flanking the
main entrance on the ground floor are plaques inscribed with

illegible foreign characters.

Issue 18, 7.26.indd 170:71

At the entrance archway and the second-floor terrace stood
Westerners deep in conversation, all dressed in Western attire. One
held a plant. A servant carried a tray bearing wine.

. Another figure on the bridge similarly suggests a pair. At the
base of the steps, crimson lingzhi mushrooms grow. A European-
appearing figure wearing a hat kneels to gather lingzhi, while

another kneels beside him.

figure kneels to gather the mushrooms while conversing with

another
A figure wearing a turban and robes is conversing with another,
who may be aJesuit missionary.

Inthe late 17thandearly 18thcenturies, s were eager
to collect plants not found in Europe.James Pettifore (c
1663-1718), an apothecary, collector, natural historian, and
polymath, endeavoured to “transform travellers into collectors
for his own benefit, establishing one of the most
geographically extensive botanical collections of the
early 18th century™ 3 Petty provided pollectors with materials
(primarily paper for pressing plants) and guidance to ensure

specimens could be returned intact to London. He also supplied

(physicians, surgeons, captains, merchants and clergymen).

Providing meticulous guidance. TJarmes
Cunningham (c. 1665-1709) was one of his assistants. During his
travels in China from 1697 to 1699, Cunningham dispatched
numerous highly significant acquisitions to Pettiford, primarily
from Xiamen and Zhoushan.The majority of Pettiford's
botanical specimens and collections ultimately passed into
the hands of Hans Sloane (1660-1753), now housed a the Natural
History Museum in London. Another collector, Walter Keir (active
1699), remains gobscure; we know only Tk » &« he served as

a surgeon #he

Figure2

The figure depicted in the engraving harvesting Ganoderma lucidumO may

OOOOOOOOOOOOOOOOO

well be such a traveller, gathering specimens of the reishi mushroom.
travellers depicted in the engraving,gathering lingzhi specimens.

Beside the Italianate architecture stands a green
tower, also in Western style. Above the entrances on the tower's
ground floor, we again see plaques bearing Western script. Before
the tower, two Westerners converse; the one in green robes wears
the black cap of a Catholic priest. The background features
mountains and other structures, blending Chinese and Western
styles.A crane and other birds soar overhead. The crane, apopular

auspicious motifin art, symbolises longevity much like the lingzhi mushroom.
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In the collection of the Liaoning Provincial Museum, we
find another version of this print, printed from different
woodblocks, yet sharing the same subject and style.The
Liaoning Provincial Museum's print is titled Western Theatre
Scene (Fig. 3), though no theatre is depicted. The term
"thyheatre™ mayalsoreferto &aa "stage” ().
Perhaps the Chinese artist interpreted the colonnade as a
traditional Chinese raised platform suitable for performances?

This woodblock print in the collection of the Liaoning
Provincial Museum was donated by Kuroda Genji. Kuroda is an

author of a catalogue published in 1932.

Issue 18, 7.26 indd 172:173
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Figure3
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The Japanese author included a reproduction of this
print in his book.“Until recently, it was the only known Suzhou
print held in a Chinese museum. Our print and the one in
Liaoning Provincial Museum's collection may be reproductions of
a Western print depicting architecture. It is difficult to
determine whether both prints were copied from the
aforementioned Western print, or whether one was copied from
the other. Nevertheless, they are remarkable examples illustrating
how a popular subject might yield multiple versions due to
market demand.

It remains unclear whether the two prints originated from the
same workshop or were produced by competing printmakers, but
one thing is evident: depictions of Western subjects were immensely
popular in Chinese printsduring this period.

The colours and posture of the figure in this print bear
some resemblance to biblical attire (Fig. 4), evoking the Berlin
State Library's collection of a print depicting cattle, Pastoral Scene
(see Fig. 11, p. 103).

This print, featuring one of the most unusual subjects for Suzhou

woodblock prints, is large in scale, measuring 113.8 cm x 61.2 cm.

As if this were not sufficiently evident, the artist Han Huai-de

inscribed the colophon with the words "fin the style of the

French and Western masters,” emphasising the origin of this

subject. We are fortunate to have identified the precise provenance of this ox: it

appeared in Abraham Buavs

's Series of Animals (see Figure 12, p. 104) ®This engraving of an ox
stands as the finest example of a Chinese print reproducing a
Western engraving, at a time when the Western original itself was

already over a century old.

Equally remarkable is that our print has been preserved for
nearly 300 years alongside another print in my collection, "Music
in the Jade Palace" (Fig. 5). The latter also bears Han Huaide's
signature: "Wuqu Han Huaide painted".

Given the similarity between Han Huaide's depiction of
oxen and my own rendering of the Western-style pavilion, coupled
with the provenance of my print and the "Music in the Jade Palace"

print, isittoo bold to attribute this architectural print to Han Huaide?
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My engravings, along with three others in my collection (including The
Music in the Hall of Jade), originate from an ancient and wealthy
Swedish family connected to the Swedish East India Company.
Judging by their colours, these prints have never been exposed to light
or dust. They were rolled onto wooden spindles, which explains
why they show no signs of wear or damage.We do not know when
or why these prints were transported to Sweden. Perhaps they were
sent as samples for wallpaper intended to decorate a Swedish
residence?

From the late Kangxi to the early Qianlong periods,
European styles and themes became highly fashionable ary the
wealthy elite of terymmemparticularly in Suzhou. Numerous print
shops catered to this demand for novel print styles by imitating
Western copperplate engravingThis emulation is evident in their use
of perspective, cross-hatching, and chiaroscuro. Te @infrom
smaller prints (approximately 40cm x 60cm)to large-format prints
(around 105 cm > 50 cm) on single sheets of paper
(approximately 105 cm x 50 cm). This shift posed challenges not only
for papermakers but also tested the skill of printers, who had to
ink sufficiently large woodblocks—often assembled from smaller
pieces using mortise-and-tenon joints and iron nails—before printing.

In China, these prints have vanished. In their places of

origin, they gradually suffered wear and tear during use

(§®)
s1ybnouyy %

or damage during use,and were further compromised by fireflood, and war.
Suzhou suffered severe destruction during the Taiping Rebellion,
including the loss of prints, blocks, and associated records. Significant
demand for these large Western-style prints also existed in Japan and the
West, where an aesthetic appreciation for Chinese motifs emerged in the first half
of the 18th century.

Not only did they display Oriental ceramics upon shelves and
mantelpieces, but they also hung vibrantly coloured, exotic papers
from distant China upon their walls. Initially, these wallpapers were
produced by woodblock printing; later, after circa 1760, they were
often hand-painted.

Fortunately, Japanese collectors began acquiring Suzhou
prints from the outset of their influx, treasuring them as precious
possessions. Consequently, a substantial collection of Suzhou prints remains
available for study in Japan today.Similarly, the impulse and custom among
European gentry, owners of vast estates, to use Suzhou prints as wallpaper affords
us a rare opportunity to study these three-century-old Chinese woodblocks
adorning the walls of numerous European castles and mansions, as well as
preserved in archives.The prints discussed earlier were never hung as wallpaper;
instead, they lay stored in cabinets, untouched by dust or light. Only recently
brought to light, they retain their original vibrancy, serving as a vivid reminder of a

fervent yet fleeting chapter in Sino-Western cultural exchange.

(Translated by Li Xiangning)
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1.0verall dimensions: 120.6 cm x 66.5 cm; image area: 119.7 cm x 61.4 cm; without margins: 112 cm x 58.2 cm. Printed on an extremely thin, fragile single sheet of paper. 2. Aoki Takayuki also

discussed this work. http://www.umam.jp/blog/?p=6639 3. Charles E. Jarvis: "The most common grass, rush, moss, fern, thistles, thorns or vilest weeds you can find": James Petiver's plants. The Royal Society Journal
of the History of Science, Vol. 754, No. 2. London, 2020. https://doi.org/10.1098/rsnr.2019.0012. 4. Kuroda Genji et al.: Catalogue of Ancient Chinese Woodblock Prints, Japan Art Institute, 1932, Plate 27.

A Dutch

5. This woodcut was discussed in detail in Wang Ching-Ling's article "A Dutch Model for a Chinese Woodcut: A Study of Han Huaide's Herding a Bull in a Forest". Wang Ching-Ling:
Model for a Chinese Woodcut. On Han Huaide ' s Herding a Bull in a Forest”, Netherlandish Art in its Global Context (Leiden: Brill, 2016]. https://www.academia.edu/42900787/A_Dutch_model_for_a_
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Critical Introduction

China has long cherished a tradition of valuing foundational education. Whether emperors, ministers, or common folk, all placed

eat importance on the early instruction of their offspring. The principle that "the virtuous may serve as models, while the wicked as
rnings” formed a cornerstone of this education. The Illustrated Imperial Mirror was a textbook specifically compiled for the ten-year-old
peror by Zhang Juzheng and Lu Diaoyang, Grand Secretaries during the Wanli reign of the Ming Dynasty. Their hope was that the young ruler
uld learn from history and grow into a wise monarch.Owing to its accessible yet refined content and its richly illustrated format, this work has
joyed enduring popularityamongboth rulers andthe scholarly populace since its publication. Overfourcenturies, it underwent numerous reprints and transcriptions, surviving not only
in Han, Manchu, and Japanese editions but also circulating as far as remote regions like Yunnan. Truly, it has ""circulated throughout the realm, benefiting both
scholars and commoners alike.""This article analyses te extant four Ming dynasty editions, three Qing dynasty editions, and ae
Japanese woodblock edition of the text, tracing its transmission lineage to contribute to research on the dissemination of this imperial

textbook.
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Illustrated Imperial Mirror, formally titled Illustrated Mirror of
Imperial Rulers Through the Ages, derives its name from Emperor
Taizong of Tang's dictum:"@ine may discern the rise and fall of
dynasties’®@. Zhang Juzheng and LU Diaoyang, two senior ministers
who organised the compilation of this imperial textbook, hoped
the young Wanli Emperor would learn from history and become a wise
ruler in future. (Fig. 1)

Ming rulers consistently prioritised education through
historical reflection. Asearly as the reign of the founding emperor, Zhu
Yuanzhang commissioned the compilation of works such asthe Record of
Illuminating Lessons
The Record of Eternal Insight and The Book of Princes,compiling
exemplary virtues and cautionary vices from the offspring of feudal
princes, imperial sons-in-law, and meritorious officials since the
Han and Tang dynasties. These were published as accessible
pamphlets to instruct imperial kin and the progeny of court
nobles.Additionally, he commanded officials to create

illustrated works such as The Difficulties of Farming and

Illustrations of Ancient Filial Piety for the Crown Prince and
princes, demonstrating Zhu Yuanzhang's early emphasis on using
visual educational materials to instruct the imperial succession.

During the reigns of Emperor Xuanzong and Emperor Daizong,

works like The Mirror of Ministers Through the Ages and The Mirror of

Works such as The Imperial Mirror for the Sovereign and the
Illustrated Imperial Mirror, which Wanli read, were products of the
Ming rulers' tradition of learning from history.

The two individuals credited with compiling the work were: Zhang
Juzheng (Fig. 2)courtesy name Shuda, pseudonym Taiyue, from
Jiangling. A lJiajing-era jinshi, he served as co-chancellor with
Gao Gong during Emperor Muzong's reign and became chief
minister after the Wanli era. He rigorously enforced
administrative discipline, strengthened border defences, and
presided over a decade of governance acclaimed throughout the
empire. Emperor Wanli revered him as "Master Zhang, the First
Minister and Junior Tutor,” treating him with the respect due a
teacher.LU Diaoyang, courtesy name Heqing, hailed from LinguiA
Jiajing-era pe wppointed #pter served as Minister of Rites,among other
posts.
He once served as tutor to Emperor Muzong. Historical records
state that before each lecture, he would observe fasting and
purification rites, hoping to enlighten his master through
sincerity. During instruction, he favoured citing classical texts
and ancient principles to guide contemporary governance,
earning Emperor Muzong's high commendation. During the Wanli
reign, he was promoted to Grand Secretary of the Wenyuan Pavilion and
posthumously honoured with the title "Wenjian".

The purpose of compiling this work was elaborated in the joint
memorial submitted by Zhang Juzheng and LU Diaoyang on the 18th

day of the 12th month in the sixth year of the Longqging era (1572):

It is our humble view that those who seek broad learning must necessarily draw upon the

ancients. Yet historians, though they may ponder matters a thousand times over, cannot

exhaust the depths of the past. Even the most learned Confucian scholars, tho

consider thousands upon thousands of matters; even a scholar with a white head
cannot exhaust them. How then can a sovereign, with his myriad concerns each
day,

How could a sovereign, burdened with myriad concerns daily, possibly survey them all? Thus, the

lecturers Ma Zigiang and others, drawing inspiration from Yi Yin's counsel,

to examine the affairs of successive dynasties. Beyond the era of Tang and Yu, the
imperial virtues were profound and distant, and historical records are scarce.

and those with detailed accounts dare not be included. We have therefore
carefully selected the most pertinent matters from the emperors who ruled the

realm since Yao and Shun
Eighty-one exemplary deeds worthy of emulation, and thirty-six vices worthy of

caution.

The virtuous are yang, representing auspiciousness, hence the use of nine-nine,
following the yang sequence; the wicked are yin, representing

Figurez

Portrait of Zhang Juzheng

Each matter is depicted as a separate diagram,

Following the biographical account, a straightforward commentary has been
appended, divided into two sections.

volumes... Thus, employing pictorial representations, we select only what is clear
and readily comprehensible, so as not to be reproached for

vulgarity. Though the entries number but a hundred or so, they encompass the origins of order

and chaos spanning thousands of years,

and thus, | trust, have made a modest attempt at completeness. | humbly beseech
Your Majesty to graciously consider this humble loyalty and deign to peruse it,

the good as a teacher, following it as though one could not keep up; regard the
bad asa

as awarning, fearing it as one would plunge into boiling water. Whenever a
thought arises or an action is taken, one should immediately consult ancient texts
for auidance
to verify the present, and examine oneself through others. High mountains may

be admired, but never forget the labour of the final basketful;

When the wheel has overturned before, let it forever serve as a warning to the
following chariot. Then naturally, every thought will be pure, and every deed
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If governance is sound and virtue rivals that of Yao and Shun, administration may
match that of the Tang and Yu dynasties. Thus, for countless generations hence,
there will surely arise rulers desiring to govern well and ministers wishing to serve
loyally, who will take the Emperor's present achievements in governance and

depict them in vivid colours, preserving them as models to be followed. ?

Alas, Wanli did not become the exemplary ruler envisioned
by Zhang Juzheng and LU Diaoyang. During the first decade of his
reign, relying on Zhang Juzheng's devoted counsel, governance
was indeed enlightened and achievements remarkable.Following
Zhang's demise, Emperor Wanli's inherent greed and obtuseness
gradually surfaced, exacerbating social tensions.During his
forty-eight-year reign,the Ming dynasty witnessed
The dynasty began its decline towards collapse. Zhang Juzheng,
that loyal minister, met atragic end: his family was stripped of their titles,
and his adopted son was forced to hang himself.

The contents of the book may be divided into two
sections: the first, entitled "Exemplary Conduct of Sage
Rulers*, compiles 81 accounts of virtuous monarchs throughout
history who earnestly sought out capable ministers, readily
accepted counsel, governed with diligence, and inquired into the hardships of
their subjects.The second part, titled *The Foolish and
Tyrannical: The Path to Ruin,”™ narrates 36 tales of incompetent
and tyrannical rulers who exhausted their people and squandered
resources, indulged in debauchery and neglected governance,
persecuted the virtuous and rejected counsel, ultimately bringing about their
own downfall.The entire work comprises 117 tales, each accompanied by
a vivid illustration. By presenting exemplars of virtue alongside
parables of vice, it served to remind emperors to remain vigilant in
times of peace and to heed constant warnings. Consequently, it was
highly valued by rulers. Throughout the Ming dynasty, from the
Wanli reign onwards, successive emperors continued to have
T Ihe Imperial Mirror read aloud, a practice persisting
until the Chongzhen era at the dynasty's close.According to Sun
Chengze's Spring Dream Reminiscences, upon ascending the throne,
Emperor Chongzhen "*first instituted daily lectures""

@where various texts were expounded inthe Wenhua Hall.

Issue 18, 26 Julyindd 10183

.This practice was subsequently adopted by Qing rulers. Owing to
its profound content, compelling readability, and rich illustrations,
the work also gained popularity among ordinary officials and literati,

ensuring its repeated reprinting throughout the Ming and Qing dynasties.

The extant editions of the Illustrated Imperial Mirror are
not entirely complete, yet they contain numerous noteworthy

passages offering valuable historical materials.

Various Ming Dynasty Editions
Imperial Palace edition, Wanli 1st year (1573)

In the twelfth month of the sixth year of the Longqing era
(1572), when Zhang Juzheng and LU Diaoyang presented the
Illustrated Imperial Mirror to the Emperor, they must have first
delivered their commentary before having the lecture notes
engraved for publication. It is certain that the earliest version
submitted to the court was a manuscript copy.Upon viewing this
work, the young Wanli Emperor expressed considerable approval,
issuing an edict: “"The Ministry of Rites shall deliver it to the
Imperial Historiography Bureau for public reprinting, thereby
extolling its virtues. The scholar Qiao Zichenghua, an official of
the Ministry of Rites, shall oversee the collation and printing.’(%)
This marked the first complete printed edition of the work,

published in the first year of the Wanli reign (1573).
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The printing was overseen by Feng Bao, the eunuch in charge of
the Imperial Printing Office (

), who was known as the "finner
cchanmcellor ™ ( ) in the early years of the
Wanli reign. This so-called ""Jingchang edition™"

) is recorded in both Volume 5 and Volume 18 of Liu Ruoyu's
""Notes on Moderation™" ( ), specifically in the section
“Brief Account of the Imperial Printing of Classics™®

D> . When discussing the paper, ink, and woodblocks
used, it mentions: "Six copies of the 'lIllustrated Mirror for the Emperor’
( ),three hundred and fifty-six leare=s"" ° one

line. The widely circulated woodblock edi

ons, manuscript
copies, and modern facsimiles that followed were largely based on
this Wanli Year 1 edition.

The imperial workshop edition features nine lines of nineteen
characters per half-leaf, with a blank margin at the top, a single
fishtail, and double borders around all sides. Only the leaf number is
engraved in the centre of the block, while each leaf bears a corner
title in the upper left outside the block frame. It is undivided into
volumes, with punctuation marks engraved within the text. In
prefaces and  colophons, honorific &, such as the
Emperor,”” "“the sovereign,** "thhe
sState,” armnd "thhe edict™ aresetoff
on a separate line. The text is handwritten in regular script and printed with a
spacious layout.The illustrations are executed with concise brushwork and

demonstrate fine printing quality. (Fig. 3, Fig. 4)
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The volume opens with the Preface to the Imperial Mirror
Illustrated Commentary by Lu Shusheng, Minister of Rites and Hanlin
Academy Scholar,datedthe second month of the year Guiyou (1573, the
first year of the Wanli era). It states: ""The Minister [referring to
Zhang Juzheng] commanded the lecturers to gather the
governance records of previous sovereignstracing from the era of
Tang and Yu through to the Han, Tang, and Song dynastiesThey
compiled Mllustrating the principles of order and chaos, prosperity
and decline, success and failure=all serving as lessons for
admonition and guidanceEach case ficcompanied by commentary for
easy reference anda a mirror for reflection. This collection was
titled "ImMmperial Mirror'.” ¢ This was followed by teverod
Remrfgelaeinby Zhang Juzheng ailii Diaoyang in the twelfth month detyaftouga
(1572 he volume bears seals from the summer of the first year of
the Wanli era, including those of the Left Vice Minister of
Personnel and Attendant Reader of the Hanlin Academy,

In his Postriptiothelisiraed TrestieonimparialCoemenceWang Xilie remarked that Zhang
Juzheng and his colleagues "~ ghe fundamental principles of
statecraft, deemed the cultivation of the sovereign's virtue
paramount. Their pictorial illustrations and discourses were all
conceived through profound deliberation, meticulously arranged by
hand, and perfected through exhaustive contemplation.”™ =""Even
the ministers of the Shang and Zhou dynasties could not have
surpassed them. This Illustrated Treatise embodies the very
essence of admonitory instruction—how could it be otherwise?" 7 Such
praise was by no means exaggerated.Zhang Juzheng and the
ministers who compiled the work truly "“devoted their utmost
thought and deliberation,"expending immense effort on the young

Wanli Emperor's foundational education.

Third year of Wanli (1575) edition, engraved by Guo Tingwu

Each half-leaf contains seven lines of sixteen #@blank margin p
a single Bottomdouble borders around the edgesThe upper left
corner ofeach leaf outside the block frame bears a title and the name
of the engraver,including Xu ShangzhongLi Yuwen, Ba Yinshi, Lin
Maochun, Shen Yong, Chen Yindeng, Yin Xiu, Li Zhaoxian, Wang
Yinyuan, Li Zhigao, Zhang Shiyong,and Li ShixinThe text includes jix
though the illustrations appear rather hastily executed.This edition &
exeedinglyrare in circulation,with only the National Library of China
holding a copy (catalog number 16904).Two extant volumes comprise the first 39
preceptsof thye ""S &= r e d Sages'
E<ermapplary Rules"" ()concluding

with the entry Pétition affixed to ¥llmrs

Issue 18, 7.26 indd 184165

The front bears seals including <'Seal of Feng Chuzhi,"
"*Qiangzhai, " ‘'Books from Feng Family's Jingxiu Tower,
Nantong,”™ and *Books from Zheng Zhenduo's Xidi
Collection, Changle ," # was successively #ifeng Chuzhi and Zheng Zhenduo.
It is now the sole extant copy in the realm(Fig. 5, Fig. 6)

The front of the book bears the Preface to the Reprint of the
Illustrated Commentary on Imperial Precedents by Guo Tingwu, Imperial Censor of
Yunnan in the summer of the third year of Wanli (1575), which states:
"In the summer of the second year of Wanli (1574), whilst I was
commissioned to inspect Yunnan, | produced the Illustrated Commentary
on Imperial Precedents submitted by the present Chief Minister, Lord Zhang, to be

shown to the provincial governors and magistrates."

Then all requested that the records be widely disseminated, so
that the distant provinces might see them together. ... (I submit
that this collection of memorials should serve as a model for
official discourse, to be carried in and out at all times. Though
entrusted to the historians' archives, the barbarian tribes in their
floral robes might not glimpse the treasures of the stone chamber;
thus, yielding to the requests of the various departments, it is now
widely circulated here.)In ancient times, the Yue Tang clan sent
envoys through multiple translations to pay homage to the Zhou
dynasty, praying for the absence of fierce winds and excessive
rains, and for calm seas. Their intention was to acknowledge the
existence of a sage ruler in China. Now, the dissemination of this
collection requires no further divination; it is already evident that
China possesses a sage and enlightened Son of Heaven. That | have
undertaken its printing is, of course, for a reason.") *Guo's
original intention was to enable the barbarian lands of the south
to glimpse this work expounding upon the rise and fall, governance and chaos
of successive dynasties. Thus, as early as the third year of the Wanli reign (1575),
the |Illustrated Imperial Mirror had already reached distant
frontiers such as Yunnan. This edition also preserves Lu Shusheng's

preface and the Memorial Presenting the Illustrations.

Jin Lian's woodblock edition, Wanli 32nd year (1604)

Each half-leaf contains nine lines of twenty-one characters,
with a blank margin at the top and a single border around the edges.
The centre of the block Bearing only the leaf numberFollowing Jin Lian's preface
is the line Engraved by Huang Xiuyé of She Prefecture{ )(Fig. 7) The work is
divided into six volumesThis edition is included in Zheng Zhenduos compilation, The
Middle
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Guo Tingwu's Preface to Illustrations from Guo
This Volume Tingwu's Edition
QOO OOOOOOO

The Anthology of Ancient Chinese Woodblock Prints includes
this work, with a colophon noting: “The Huizhou woodblock
edition of Imperial Mirror Illustrations surpasses the original
Beijing edition in later years, its iron-engraved lines as fine as
hair, exquisitely charming." The referenceto €th» e
rforigimal Beijimg
editiora" ()likely denotes the imperial court edition
from the first year of the Wanli reign (1573)The preface bears the
colophon of Li Wei, former Hanlin Academy compiler and Right

Vice-Governor of Shaanxi Province.

Zhen, former Hanlin Academy compiler and Right Vice-Governor of Shaanxi. It

states in part:

The Yellow River yielded the Diagram, the Luo River yielded the Book;

di

ine objects born of heaven, which sages followed. TheDisgramcamefirstwhiletheBook:
embellishedandadomeditssplendidmetters. CeoZhiremarked,

Upon beholding the Three Sovereigns and Five Emperors, none but revered them; Upon
beholding the tyrannical rulers of the Three Late Dynasties, none but lamented them;

Upon witnessing usurping ministers and treacherous heirs, none but gnashed their teeth
upon encountering noble-minded sages, none but forgot their meals;

Upon witnessing loyal subjects perishing in righteous indignation, none but raised their
heads in defiance; upon seeing exiled ministers and banished sons, none but sighed with
SOrrow;

eechingsinfoseringmoralcitivetionandupholdinghumenreatiorships.

Confucius observed the four gates of the Hall of Brightness: the walls bore
depictions of Yao and Shun's virtues and Jie and Zhou's vices, each portraying good
and evil, serving as warnings of prosperity and decline. There was also apanirgoDuke
Zhou assisting King Cheng, holding him whisbeiinganaeandshisd fangsouhoresiefutd ot
Padrgbeforet hesadiohisilonas This is why the Zhou dynasty flourished.** If admonition is
the theme, then beyond the images there ought to be texts—thus the origin of later

pictorial commentaries! °

It is particularly noteworthy that in the twelfth year of the
Wanli reign (1584), Zhang Juzheng's property was confiscated in
April, and his crimes were publicly proclaimed throughout the
realm in August. Li Weizhen, a scholar whose reputation endured
for forty years despite bearing heavy burdens, addressed matters in
this preface that touched upon court taboos and directly confronted the politics of

the time:

Thus, in the years preceding Xin and Ren, the sovereign showed no moral
failings, the state knew no flawed governance; through refinement and polishing,
this map proved no small aid. The chancellor, riding in the chariot, sowed the

seeds of calamity with thorns in his side,

Fig?

while their successors, constrained by propriety and authority, could not match

Jiangling's stature. After the years of Gui and Jia,

court lectures grew scarce, and the palace and the government
became estranged. The finest works in the Illustrated Commentary
were seldom put into practice,

the good aspects of the Illustrated Treatise were put into practice, while the bad
and arbitrary governance flourished daily. Loyal ministers and wise scholars,
offering frank counsel and earnest remonstrance, spoke until their lips grew
parched and tongues weary, yet

heeded the teachings of the Illustrated Treatise. What use is it then? ©

Li Weizhen's forthright denunciation, one might say, also indirectly attests
to the historical role played by the study of the Illustrated Imperial Mirror at that
time. After Zhang Juzheng's death, corrupt governance prevailed,

and "all was governed by empty rhetoric
Engaged in such pursuits until his demise®™ .The Wanli Emperor
indulged in wine,women,wealth, and opium, frequently withholding
memorials from dispatch. He “remained secluded i quiet
contemplation, seldom attending court lectures™™ B,
"often excused himself from scheduled lectures,”™ and "im
was permanently abolished™™ . "For twenty years, suburban

sacrificesgcourt lectures, imperial audiencesd

einscription' Engraved by Huang Xy Sourty‘attheend.t

QOO OO OO OO

and private audiences have all been discontinued" .
When the daily lecturer Zhu Geng observed extensive
construction within the palace and the cultivation of
gardens, he "used the lecture on the History of Song to
speak strongly against the harm of the Flower and
Stone Shipments"” pointing out that this very action was
emulating the “fevil deeds to be guarded against”
described in the Illustrated Mirror for the Emperor. The
emperor's corruption and the “Trarity of imperial
attendance at court lectures™ were undoubtedly two sides of the
same coin.

Li Weizhen's preface further notes: "I still recall when
compiling the Illustrated Treatise, the Chancellor (referring to
Zhang Juzheng) dictated the text to court scribes like Tao Wenxi
and others. When the memorial was submitted without listing the
names of the officials involved, all looked at each other with
dismay.Mr Jin, in compiling the Secret Records to expand its
narrative, inevitably invites criticism from those who delight in such
matters. Yet he alone disregarded the prevailing opinion,discerning
its sincere and earnest intent. Alongside the Records of Qujiang, it
exemplifies noble integrity, deserving of the highest commendation.”
%This matter has elicited consistent commentary. That is,
although all editions of the [Illustrated Imperial Mirror
throughout the ages bear the names of Grand Tutor and Grand
Tutor to the Crown Prince, Minister of Personnel and Grand
Secretary of the Hall of Establishing the Pole Zhang Juzheng, and
Grand Tutor to the Crown Prince, Minister of Rites and Grand

Secretary of the Hall of Establishing the Pole
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The work was co-edited by Grand Secretary LU Diaoyang, though
in reality compiled by Ma Ziqgiang, Tao Dalin and others.Ma
Zigiang, courtesy name Tidian, was a Jiajing-era jinshi. During
the Longqging reign, he served as a lecturer at the Imperial Study
Hall before being promoted to Director of the Imperial College.
In the Wanli era, he rose to Minister of Personnel, posthumously
honoured with the title Wenzhuang. He was the principal
compiler of the Illustrated Imperial Mirror, as noted in the
preface to the reprinted Selected Works of Lord Ma Wenzhuang:
"The most pertinent contributions to the compilation largely
originated from his hand."Tao Dalin, courtesy name Yuchen,
passed the imperial examination in the thirty-fifth year of Jiajing (1556)
andwesappointedasacompiler, participating in the compilation of the Imperial Mirror
Illustrated. In the early Wanli era, he served as a court lecturer before
being promoted to VieMkerof Fasomel He was posthumously honoured

with the title Wenxi, and history records him as upholding integrity
within the court™™ .

Following Li Weizhen's preface is a new preface by Jin Lian of Xin'an,
dated the Jiachen year of the Wanli era, which briefly states: "'In the year of
Xinchu, during leisure hours spent perusing the imperial archives, | found
myself overwhelmed by the sheer volume of texts.By chance, | came upon the work
Imperial Mirror: lllustrated Commentary. Its insights proved remarkably
instructive when compared to the historical treatises | studied in my youthThus,!
have undertaken its reprinting to broaden its disseminationfhe mid-Wanli
period of the Ming dynasty, the Huizhou school of woodblock
prints emerged, establishing its dominance in late Ming
dominance of the Huizhou School in woodblock printing. Among
the renowned engravers of this school, the Huang family of Qiuchuan

inShe County stood as the most outstanding representatives.

Among the most renowned engraving families in the history of engraving art,

there was the Huizhou engraverstw " Their motto was: "When

engraving,

must seek craftsmen from She.” Observing this edition, the paintings are
exquisitely detailed, @lines dn elegant, refined brushwork, truly

exemplifying the finest Huizhou woodblock prints. The engraver
Huang Xiuyé not only carved this edition but also The Mirror of
Tranquil Light, both displaying a bold §carving techniqueyivid forms,

meticulous craftsmanshipan exceptionally refined and elegant style.

(Fig. 8, Fig. 9, Fig. 10, Fig. 11) Yet the engraver's experience remainslimited,

The arrangement of content featuring emperors, ministers,
generals, scholars, warriors, palace maids and eunuchs from

different dynasties throughout the book
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The depictions of various figures, such as those in , are rendered
wearing the attire and headgear characteristic of the mid-Ming period

and later. This aspect is somewhat regrettable.

Imperial edition, 1622

Each half-leaf tnineteen characters across nine linesya blank
margin at the topdouble borders around the edges$ single fishtail
design. The work comprises six volumes: the first four volumes are
titled ""Sacred Sages' Exemplary Precepts , While the latter two
volumes are entitled The Foolish and Mad Follow Their Precedents. =~
Shortly after Zhang Juzheng's death, his family was subjected to
confiscation of propertyAnis official titles were restored itefirstyearof
theTiangiera(16213he 1622 printed edition still omitted Zhang Juzheng
and LU Diaoyang's Memorial Presenting Diagrams, along with Lu
Shusheng's preface and Wang Xilie's afterword.Instead, it featured
= " TReWihief Eunuch Wang Tigian of the Office of Ceremonial
Affairs, alongside Wei Jinzhong, Song Jin, Liang DongZhang
Wenyan, and othersThis preface gtIntimespest, Confucianministerspresentedtheinnorkst o
be discussed atheimperialledresoffering their interpretations
during the lectures...”®® This phrasing clearly positions them
outside the category of ""Corm Ffuciaar
ryadraidiste rs"". The political landscape after the
mid-Ming dynasty was characterised by a struggle for power
between the Confucian ministers of the Cabinet and the eunuchs
of the Office of Ceremonial Affairs, with each side gaining and
losing influence. This struggle persisted until the fall of the Ming
dynasty. The signatures on this preface and the engravers' names

in the volume

The arrangement of the opening content reveals the arrogance of the

eunuchs.

Among them, ""Wei Jarn=kF x> raxg™" ( ) is none Wei
Zhongxianfthe ty rarmnmiical "L.ord
Nime T housard rTearsTT
who dominated the Tiangi reignThis edition is purportedly
"repprirmnted by imperial decree,”" reflecting the

Tiangi court's emphasis on disseminating this text. (Fig. 12)

Various Qing Dynasty Editions

Early Qing Manchu translations of the Illustrated Imperial

Mirror were already in circulation, and




The commonly circulated edition is a reprint from the
Qianlong era by the Deng family of Jiangling, based on the original
Ming Wanli first year (1573) edition. Each half-leaf contains nine
lines of nineteen characters, with a white margin, double borders on
all sides, and a single fishtail. The front flyleaf bears the
inscription: "Written byBaiyue of lJiangling. Illustrations for
Imperial Appraisal. Plates preserved by the Deng family of
Jiangling."The text observes Qing imperial taboos, avoiding
characters such as ** ** (xuan) amnd ""[1 " ¢hong). The
content is complete, featuring a preface by Lu Shusheng and the
Memorial Presenting the Illustrations submitted by Zhang and Lu.
It retains the original Ming Wanli edition's practice of adding
punctuation throughout, while its illustrations are more
exquisitely rendered.

Additionally, there exists a woodblock edition from the
twenty-fourth year of the Jiaging reign (1819), published by Zhang
Yijin, a descendant of Zhang Juzheng, under the auspices of the
Chunzong Hall. This edition comprises six volumes, with each half-
leaf containing nine lines of twenty-two characters. It features a
white margin, single fishtail, double borders on all sides, and the
inscription T"TChumnzonmng HHall
Collectior™ engraved below the block centre. The front
flyleaf bears the title: "~ Imperial Illustrations with Commentary,
compiled by Lord Zhang Wenzhong of lJiangling, Chunzong Hall
Collection Block".(Fig. 13) The front of the volume bears Cheng
Dekai of Macheng's preface to the 24th year of Jiaging, summer,

entitled "Re-engraving

Preface to the Illustrated Discourses on Imperial Governance" states:

from the Tiang edition

“Though the exposition may seem simplistic, it

to succeed fhe language is deliberately accessibleYet g traced to its

underlying principle; ewery thought
Preserved to this day, the Palace Museum holds asﬁa%gh%:iﬁaRSsgﬁgt

consequence.” ® To emphasise their ancestor's achievements,

is distilled to its ultimate

copy from the Shunzhi era.During the compilation of the Siku
Zhang Juzheng's descendants removed LU Diaoyang's name from

Quanshu in the Qianlong era, this work was accorded great
the Memorial Presenting Illustrations, which had originally been

importance. It was included in the supplementary catalogue
listed alongside Zhang Juzheng's, retaining only Zhang's

under the category of historical commentary within the History
name.This edition is based on a manuscript copy preserved by the

section of the Siku Quanshu General Catalogue, accompanied by a
Zhang family, though the copy contains text without illustrations

concise appraisal stating: " " The contents recorded herein are all found
and lacks seven anecdotes. The preface notes ""An imperial

in the historical annals. Emperor Shenzong was then in #
cabinet edition of this work exists, discussed in great detail in our
dynasty's Catalogue of the Complete Library. Should its original form

be recovered in future,we shall emulate and restore it"
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...sufficient to fulfil its purpose of safeguarding the collection."
Followed by "Revised and Collated Surnames for the Reprinted

Imperial Appraisal [Illustrations". The scroll header reads:

"Compiled by Zhang Juzheng, Grand Tutor of the Ming Dynasty, styled

Taiyuefu of Jiangling. Reprinted by his descendants Yijin, Biliang, Biming,

ing, Bixian, Yingzhong, Yingfeng, Yingxuan, and Yingsong."
The colophon by Zheng Ruohuang, datedJegjing YearoftheRabbit(24th year, 1819),

states in part:

The seven missing entries comprise six from the

section "Exemplary Conduct of Sage-Kings'™: "8
Audiences Without Weariness," "Sumvl)ning Confucian Scholars to
Lecture on Classics," "Commending Prefectural Governors for Their
Discourse,"” "Discerning

Forged Documents, ™"

“Summoning Talents with Honoured
Chariots,” and "Honouring Generals with Personal
Audiences™; and one from the section *The Follies of
Madness and Folly™: ""IDaji’'s Corrupting Influence
on Governance."

The National Library holds a copy annotated by Weng
Tonghe from the late Qing dynasty. Weng Tonghe (1830-1904), the top
scholar in the imperial examinationsof the sixth year of the Xianfeng
reign (1856), was appointed as a compiler and later served as the chief tutor in the

Imperial Study Hall,instructing both the Tongzhi and Guangxu emperors.

Issue 18, 7.26 indd 192:193
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During the Tongzhi era, he was appointed to serve in the Hall of Supreme Harmony. As a co

0 .Kang Youwei hailed him as "China's foremost mentor of
reformHe had lectured on lllustrations of Imperial Precedents before
the Imperial Curtain to the two Empress Dowagers, and also
taught this work to Emperors Tongzhi and Guangxu, having
studied it profoundly. This Jiaging edition bears not only seven
passages personally transcribed by Weng Tonghe to fill gaps, but
also annotations by Weng on historical
Weng provided extensive annotations and interpretations,
suchasiySummoned to the Imperial Audience Hall,*™ where he
cited over a dozen historical sources attributed to Zhang
Fangping of the Tang dynasty.The book's marginal and interlinear
annotations, densely covered in vermilion ink, hold immense philological
value. For instance: in the entry on Emperor Taizong of Tang's "*Prohibition
of Back-Whipping Upon Reviewing Diagrams,"® which decreed that
prisoners should no longer be flogged on the back, Weng interlineated: "In
the eighth year of Emperor Taizong's Taihe era, an edict
prohibited flogging on the back. Yet, despite the prohibition, the
practice persisted.*" 2. Regarding the entry on Emperor Xuan of T amng
"Removing Political Essentials from
the Palace,'™ which highlights his skill in hearing cases and
discerning truth through observation, the marginal note reads: **Sima Guang
remarked that Emperor Xuan valued the regularity of official duties, practised
reverent diligence and frugality, cherished the people and all creatures. Thus, the
governance of the Dazhong era, though ending in peril and collapse, was still
praised.” " 23;concemingEmperor

Zhezong of Song's

Tcarmdlieli o farewwell To

hhiis Iliterary mainiister s, ™"
Weng's marginal note reads: ""What a scene between sovereign and
ministers¥ Historians note the Song dynasty founded its rule upon
loyalty and integrity, and further state it would ultimately reap

the rewards of honouring the virtuous and respecting scholars—

how could this not be true?"" 24; and so forth. (Fig. 14)

Zheng Ruohuang's colophon states ""To cultivate virtue at

the source of ignorance and &

at the first signs of frost, this work is not solely intended for the
imperial study. If scholars and commoners alike can ponder it
repeatedly and contemplate it deeply, they may well come to
understand the path to safeguarding themselves and their
households.” ®This remark hits the nail on the head, pointing to the
fundamental reason why #Imperial Mvas also highly valued among the

populace.
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In addition to printed editions, numerous Qing dynasty
manuscript copies appear in private collection catalogues. Most were

transcribed from printed edi

ons, with no original content, and
hold little value in terms of version or documentation. In the sixth
year of the Guangxu reign (1880), Shanghai's Dian Shi Zhai also produced a

lithographed abridged edition based on a Ming Wanli printed edition.

Overseas Printed Editions

Inadditionto Ming and Qing editions,there also

exists a Japanese edition from the fifth

year of the Ansei era.

(1858) Kimura Aoi's woodblock edition, likewise a reprint from the
Ming Wanli edition, indicates that by the late Qing dynasty at the
latest, the Illustrated Imperial Mirror had circulated beyond
China's borders. This edition features nineteen characters per
line across nine lines per half-leaf, with a black border, upper
fishtail, and double sideborders. Both paper and ink, along with
the engraving and printing, are masterfully executed—
particularly the ink, as smooth as lacquer—making it a delight to
behold upon opening.The text incorporates Japanese phonetic
annotations and punctuationThough the illustrations derive from
the Wanli edition, they surpass mainland versions in refinement.
Garments and ornamentation appear fluid and dynamic, while the
subjects' facial expressions are remarkably lifelike, almost
seeming to engage in conversation.This exemplifies the exceptional
artistic skill of Japanese illustratorsThe volume concludes with a
colophon by Kimura Ui: "The original edition contained
illustrations spread across single pages, necessitating folds that
disrupted continuity and hindered browsing. Presently,
combining two pages per illustration achieves greater
comprehensiveness. Though biographical notes and direct
interpretations ought to floMreimegssplacing them thus would create
half-page gaps. Hence,these commentaries are distributed before
#@he illustrationswith the images inserted @hough not adhering tobh
original format, this arrangement facilitates smoother

perusal Written by Kimura Kai in the fifth month of the year Wuwu
(1858) during the Ansei era. Engraved in the fifth year of Ansei (1858).""

2 (§5, Fig. 16, Fig. 17, Fig. 18)

FollowingZhang Juzheng and Lt Diaoyang,compilers of the Imperial Mirror

Illustrated Commentary,
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Jiao Hong further developed the practice of large-scale illustrated
treatises initiated by the Ming founder Zhu Yuanzhang. During the
mid-Wanli period, serving as tutor to the Crown Prince, Jiao
"upheld ancestral precepts, gathering ancient words and deeds
worthy of exhortation and admonition to compile
illustrated treatises” @, personally authoring Yang Zheng
Tu Jie (Illustrated Treatise on Cultivating Righteousness)
as educational material for the heir apparent.The work comprises
sixty illustrations, each followed by explanatory narratives drawn
chiefly from classical texts; these are succeeded by Jiao Hong's
Tengmploys Bnd incorporates elaborationsliao Hong observed:
Exposition through reading focuses solely on analysing
principles, whereas pictorial commentary additionally
demonstrates practical matters. The application of principles is
abstract; being abstract, it remains elusive, expressed without
necessarily pointing to anything specific. Practical matters,
however, are concrete; being concrete,they are readily
comprehensible to the viewer,thereby illuminating the
application of principles all the more clearly.” ?®This may well
be regarded as the theoretical foundation for all ancient pictorial
literacy texts.Like the Imperial Mirror with Illustrations, the
Illustrated Guide to Cultivating Righteousness propagated feudal
moral codes, family precepts, and dogmas—serving as
educational material for the Crown Prince. Thus differing from
common vernacular works, its engraving was executed with
meticulous care.The preface specifically notes = *"Illustrations
by Ding Yunpeng, textual commentary by Wu Jixu, funded and
engraved by Wu Huagianwith engraving by Huang Qi."" #This
formal introduction of the painterscribe, and engraver is
uncommon in ancient woodblock publications. Ding Yunpeng
hailed from Anhuill , while Huang Qi was an ancestor of the Xin'an Huang
family of engravers. These connections, alongside its thematic
parallels with the Imperial Mirror, secure the Illustrated Guide
to Upright Conduct a significant place in Chinese printmaking
history. Yet its dissemination never matched the Imperial Mirror's
far-reaching influence, which benefited both scholars and

commoners alike.

Figure 15

Japanese edition engraved by Kimura Ui in the fifth year of Ansei (1858)

Illustration from the Japanese ediition engraved by Kimu

Figure 15
Uiin the fifth year

of Ansei

17 August 2021 161239






198 At Collcton and Aprson

S910N

1. Wei Zheng's words, recorded in The New Book of Tang, Volume 97, Book 12, Zhonghua Book Company, 1959, p. 3881. 2. Zhang Juzheng and Lii Diaoyang, Memorial on Presenting the Illustrations, in

Imperial Mirror: Illustrated Commentary, preface volume, Wanli 1st year (1573) woodblock edition. 3. "Hall of Literary Splendour", in Sun Chengze, Spring Brightness: Reminiscences of the Dream,
Volume 9, Guangxu 7th year (1881) woodblock edition by Kong Family's Thirty-Three Thousand Volumes Hall, Nanhai. 4. Ibid.

5. LiuRuoyu: Zhongzhi zhi, Vol XVIII, **Brief Record of Internally Printed Scriptures,”*  Beijing Ancient Books Publishing House, 1994. 6. Prefaceby LuShusheng, includedinthe openingvolumeof Dijiantuioshuo,
MingWanli 1st# , National Library of China collection, catalogue number

17486. 7. Wang Xilie's Postscript, appended to the end of Emperor's Mirror Illustrated, Wanli 1st year edition, National Library of China collection, catalogue no. 17486. 8. Guo Tingwu's
Preface, appended to the beginning of Emperor's Mirror Illustrated, Wanli 3rd year edition. 9. Li Weizhen's Preface, appended to the beginning of Emperor's Mirror Illustrated, Wanli 32nd
year edition. 10.1bid. 11.History of the Ming Dynasty, Vol. 19, Scroll 214, Zhonghua Book Company, 1959 edition, p. 5671. 12. History of the Ming Dynasty, Vol. 19, Scroll 217, p.5728. 13. History of
the Ming, Vol. 19, Scroll 218, p. 5749. 14. History of the Ming, Vol. 20, Scroll 230, p. 6024. 15. History of the Ming, Vol. 19, Scroll 219, p. 5779. 16. Ibid., note 9.  17. History of the Ming, Vol. 18,
Scroll 203, p. 5366. 18. Preface by Wang Tigian et al., Preface to Illustrations of Imperial Precedents, Imperial edition, 1622. 19. Catalogue of Historical Works in the History Section, General Catalogue of the
Siku Quanshu, Vol. 90, Zhonghua Book Company, 1965.  20. Preface by Cheng Dekai, in Preface to Imperial Mirror Illustrated, Jiaging 24th year edition. 21. Colophon by Zheng Ruchuang, in Colophon to Imperial
Mirror Illustrated, Jiaging 24th year edition. 22. Imperial Mirror Illustrated, Jiaging edition annotated by Weng Tonghe, National Library of China collection, catalogue number Shan
3988. 23.1bid. 24.1bid. 25.Ibid. 26. Preface by KimuraAoi, appended to the final volume of Imperial Mirror: lllustrated Commentary, Japanese edition printed in the fifth year of the Ansei era. 27. Preface by Jiao

Hong,
28, Preface by zhu Shilu, published in the front matter of Yang Zheng Di Hua, Wuyingdian edition, 21st year of the Guangxu reign, Qing dynasty.  29.

Ibid.

Issue 18, 7.26indd 198 17 August 2021 161243




