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The final and complete version of the painting. By adopting a higher point of view 

and setting a vanishing point through a perspective-like concept, the 'Seinon' text 

pays attention to the oblique three-dimensional effect of the buildings, 

while at the same time caring for the proportional relationship of the 

objects, creating a very realistic picture of the city on the riverbank. The 

composition of 〈Qing Yuan Ben〉 is idealistic in its overall composition, yet it 

also enhances the sense of 'glimpsed' presence in the representation of the 

characters' activities, and through the reconciliation of the two, a 

'realistic' effect is achieved. It is not surprising that both the 'ideal' 

and the 'real' are present in the Seinwon text at the same time. It is not surprising 

that this is the case in 

The iconographic achievements evident in the 'Qing Yuan Ben' are 

distinguishable from the urban iconography that was subsequently developed 

by the Qianlong court. As scholars have argued, the 'Qing Yuan Ben' does 

provide the basis for an 'ideal city', but the 'true realm' of the 'Qing 

Yuan Ben' is more important than the 'ideal' character to which these city 

drawings would gradually move. In terms of the pictorial content of the 

'Qingming Shanghe style', although the pictorial city is an important 

pictorial goal, some studies have attempted to further analyse the 

political nature of the painting, which can also be extended to the 

metaphor of the 'sage ruling the world'. 47If we consider the Qing Yuan Ben, 

which spans the Yongzheng and Qianlong dynasties, and compiles a collection of 

masterpieces, what role did it play in the development of painting history, 

and how can its meaning be grasped, given its stylistic goal of 

highlighting both the 'ideal' and the 'real'? 

 

 

 

4. Themes and Traditions: From 'Qingming 

Shanghe Tu' to 'Bajun Tu' 
 

"Although 'Qingming Shanghe' is a subject that extended from the Song 

to the Qing dynasties, it is clear that the many versions of the painting 

from one generation to the next not only differ in style, but also in the 

main idea of the subject. In the author's view, Zhang Jutuan's 'Qingming 

Riverside' (Baoji 3) is not only a work that can be discussed in terms of 

its stylistic expression, but also in terms of its intended meaning. 48In 
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this regard, what adjustments have been made to the title of the painting, 

which is based on the classical title 'Qingming Shanghe Tu', as well as the 

pictorial material obtained from the Ming dynasty editions to form the 

current 11-metre-long scroll? A further examination of the variations of 

this title within the tradition would be useful in grasping the historical 

significance of this work. In addition to the aforementioned collection of 

images and adjustments, are there other aspects of the painting's 

intention that can be considered? In this section, we propose to approach 

the painting from a different perspective, in order to examine and sort 

out the creative context of the Qing Yuan text. 

 

 
 

47 For an example of a discussion of the title of the painting 'Qingming Shanghe Tu', see Xiao Qiongrui, 'A Re-
conceptualization of the Meaning of the Painting of Qingming Shanghe Tu', in Chinese Art and Cultural Relics 
Symposium: Painting and Calligraphy (above), pp. 111-137. 

48 Although there is still much disagreement at this stage in the study of Zhang Jutuan's Qingming Shanghe Tu 
(Baoji 3), the best way to resolve this controversy is to start with the 'meaning' of the painting and to integrate its 
stylistic qualities. For a discussion of the meaning of the painting in Zhang Jutuan's text, see also Xiao Qiongrui, 
op. cit. 
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The painting is a continuation of the tradition of 'Qingming Shanghe', 

which has been used in many ways since ancient times. Some are 'transferred 

copies' of traditional copies, but others contain new ideas through revised 

drawings. 49In fact, among the many examples of the reproduction of classical 

subjects in the Qing dynasty, it is worthwhile to examine the context in 

which the Qing Academy's works actively altered traditional subjects. Among 

the many examples of the Qing court's copying of ancient classical 

paintings, it is the imitations by the Qianlong artist Ding Guanpeng that 

have received the earliest scholarly attention. 50In addition to the 

analysis of the group of works, there are also some works that have led to 

different perspectives, such as the role of the 'copy of Gukai's Luo Shen' 

in the 'Luo Shen Fu painting' tradition, and the accurate copies of religious 

works such as the 'Sixteen Luohan Scrolls' and the 'Source and Stream of Dharma'. 

51This type of reproduction of antiquity can also be seen in the Yongzheng 

Academy. There is, for example, the Yongzheng Ploughing and Weaving Figure (fig. 33), 

which was made from the Ploughing and Weaving Figure, and52 , which is a 

further innovative composition within the same tradition, for example, the 

Yongzheng Twelve Months of Happiness Scroll (fig. 3 4 ) and the Yongzheng Emperor's 

Happiness Figure, which is probably a transfer of an existing yearly and monthly 

figure.53 

In this regard, we may note that the Qing Yuan Ben was painted in the 

Yongzheng reign, well before some similar works of the Qianlong reign. In addition, 

the emphasis on the 'realm of truth' in the Qiyuan text is a further indication 

of an avant-garde trend. However, the information surrounding the Qing Yuan 

text is unclear, and so this section will use Lang Shining's Bajun Tu, 

painted in a similar era, as an example of cross-evidence. The reason 

for this choice rests on three important premises. The first is the 

similarity between the intent of the two subjects, with the 'Qingming 

Shanghe' scene in the 'Qing Yuan Ben' creating a realistic world, and the 'Bajun 

Tu' as a 

 

 

49 For the concept of 'transfer copying' in the history of traditional Chinese painting, see Wang Yao-ting, 'Transfer 
Copying'; and for the practice of 'copying with the past' with the intention of innovation, see Wen C. Fong, 'Archaism 

as a 'Primitive' Style,' pp. 89-109. For the late Ming development, see Li Yumin, ed. As for the modelling of 
Qing dynasty courtyard paintings, there are studies of both the subject matter and the imitation angle, such as Lin 
Wunsheng, Ding Guanpeng's Copying of Ancient Paintings and the New Style of Qianlong Courtyard Painting. 
Patricia Berger, Empire of Emptiness: Buddhist Art and Political Authority, pp. 124-166. Wang 
Jingling, 'The Big in the Small: Problems Related to the Xuan Song-Yuan Miniature Painting and its 
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Postscript'. 

50 Lin Wunsheng, 'Ding Guanpeng's Copying of Ancient Paintings and the New Style of Qianlong Academy Painting'. 

51 Patricia Berger, Empire of Emptiness: 

Buddhist Art and Political Authority in Qing China, pp. 124-166. Wu Hung, "Emperor's Masquerade: 

'Costume Wu Hung, "Emperor's Masquerade: 'Costume Portraits' of Yongzheng and Qianlong," pp. 

25-41. Wu Hung, The Double Screen: Medium and Representation in Chinese Painting , pp. 200-236. 

52 Hui-chi Lo, "Political Advancement and Religious Transcendence: The Yongzheng Emperor's 

Deployment of Portraiture, Lo Hui-chi Lo, "A Dialogue between Father and Son as Presented in the 

Kangxi Emperor's Edition and the Yinzhen Edition of the Keng-wei Map," pp. 67-106. 

53 Chen Baozhen, 'The relationship between the Qianlong Emperor's father and son in the light of the representation of the 
four "Yearly Dynasties"', pp. 123-184. 
Chen Yunru, 'The Shape of Time: A Study of the Qing Dynasty's Painting of the December Order', pp. 
103-139. 
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54Secondly, a careful analysis of the two styles of painting reveals the 

results of a harmonisation between Chinese and Western approaches. This 

coincidence is a noteworthy moment of transition in the painting 

mechanism of the Academy. In the following section, we will use the 

painting as a starting point and expand on the related works of Lang 

Shining, first exploring how Lang Shining's fusion of Chinese and 

Western painting was assembled at the Yongzheng Academy, and then 

further demonstrating in the next section how this fusion was in fact 

related to the knowledge and mastery of optics at the Academy during 

the Yongzheng period. Ultimately, the paper aims to look at the 

historical significance of the Qing Yuan Ben, showing that the creation 

of the Qing Yuan Ben and Lang Shining's fusion of Chinese and Western 

painting in the Yongzheng Academy period reveal a pursuit of the 'realm 

of truth' in painting, and that this achievement was not merely a 

stylistic adjustment, but also a strengthening of the meaning of the 

subject matter, and even a new role for the meaning of content. 

In terms of the composition of the scroll, Li Gonglin's 'Lin Wei Yan 

Herding' (fig. 35) is the most comparable in terms of its similarity to a 

long scene of herding horses. 55In fact, there are over a hundred 

shepherds and over a thousand horses in Li Gonglin's 'Lin Wei Yan 

Herding' (fig. 35), far more than the hundred in 'Hundred Hundred 

Horses'. On the back of the scroll, Lang Shining inscribed the painting 

with the words 'In mid-spring of the sixth year of the Yongzheng reign 

(1728). Painted by Lang Shining. 56It was not presented to the Yongzheng 

emperor until 14 November 1728, when the emperor died in August, and the 

reigning emperor was already Hongli. Whether or not Lang Shining's 

'Hundred Jun' is the work recorded in the archives as having begun in 

the second year of the Yongzheng reign, it should still be regarded as a 

Yongzheng reign production, according to the date on its signature. 

The Yongzheng emperor was quite receptive to Lang Shining's fusion of 

Western and Chinese painting styles. Not only were the documentary 

paintings required for court activities executed by Lang Shining, but also 

the repeated interior decoration of the Yuanmingyuan in the early 

Yongzheng period was often executed by Lang Shining. 57The archives of the 

Office of the Interior Designer record many of Lang's painting activities, 
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beginning in the first year of the Yongzheng reign (1723) when he was 

required to 

 

54 For a discussion of the historical significance of the Qing palace painting of horses and the tribute horse incident, see Lin 
Shixuan, 'Tribute Horses and Manchurian Political Culture in the Qianlong Era', pp. 51-108. In this article, the naming 
pattern of the 'eight horses' is reviewed, and it is pointed out that the imagery of the 'eight horses' for the 
Qianlong emperor was not merely based on a 'good antiquity' or 'imitation of antiquity' mentality, but also on 
a self-motivated desire to break up the 'eight horses of Zhou'. 

55 For a discussion of the relationship between the Bajun Painting and the tradition of painting horses, see Ma 
Yazhen, "The Transformation and Meaning of the Terminology of Horse Painting at the Qing Court: A 
Discussion of Lang Shining's Bajun Painting," pp. 103-138. Hunts, Processions and Telescopes: A 

Painting of an Imperial Hunt by Lang Shining (Giuseppe Castiglione)," pp. 171-184. Two recent 
catalogues can be consulted. Michel Cartier ed., Giuseppe Castiglione Dit Lang Shining 1688-1766; 

Marco Musillo ed. de Chine. 

56 The General Collection of the Archives of the Office of the Interior of the Qing Palace (2 March, Yongzheng 

II), vol. 1, pp. 269, 382. 
57 On Lang Shining's activities at the Qing court, see Yang Botha, 'Lang Shining's Creative Activities at the Qing 

Court and His Artistic Achievements', in Qing Dynasty Court Paintings, pp. 131-177; Wang Yaoting, 'A New 
Vision - Lang Shining and the Western Style of the Qing Court', in New Vision 
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Request Lang Shining painted 'laurel and jade rabbit moonlight shaft', painting 

fan forty,58 Yongzheng two years (1724) painting 'hundred juntu', Yongzheng three 

years (1725) will be tribute to the Hami melon handed to the painting. 

59Since then, this type of painting of tribute items has continued 

unabated, and in the third year of the Yongzheng reign there were 

paintings of dogs and deer imported from Siam,60 of ruiji from Henan and 

Shaanxi, and61 of red roti from southern China. What should be painted with them? 

62In addition to Lang Shining, Jiang Tingxi also played an important role 

in this type of painting of tribute objects in the early Yongzheng period. 

However, according to the records, the task of painting tribute objects 

gradually shifted to Lang Shining from the third year of the Yongzheng 

reign onwards. For example, at the end of the third year of the Yongzheng 

reign, Lang Shining painted a kiln jar with a donkey, liver, horse, and 

lungs, stating: 'He said to Lang Shining to paint it in the same way, 

slightly higher than the jar and smaller at the ends. This is the order of 

the day. 63From a mere request to paint it as he did, this data suggests 

that imperial initiative was beginning to become part of the painting 

process. Lang Shining clearly grasped these instructions well and began 

to face a wider variety of tasks. In the first month of the fourth year 

of the Yongzheng reign (1726), Lang Shining was asked to paint in 

accordance with a handed down 'Western laminated paper far-reaching painting', 

which was recorded as 'The emperor said: 'A partition is to be placed in the back 

of the Hall of the Four Beauties, on which Lang Shining is instructed to paint the 

figures as usual, but not the horses.' This was done." 64The work was completed 

by Lang Shining in June, but after it was submitted, the Yongzheng 

emperor expressed other opinions, and this passage is important enough 

to be quoted as follows. 

He said, "This is a good painting. However, the back floors are too high and difficult to 

walk on, and the levels are too close together. The next one after this one is to be used 

as a tool. This is the first of its kind.65 

It is clear that although the Yongzheng emperor accepted Lang's style 

of painting, he continued to show his disagreement, which in turn 

influenced and influenced the results of the Academy painters. There is no 

physical evidence for the above figures, but they are worthy of further 

consideration in terms of the Yongzheng emperor's attitude towards Western 

painting. In this case, Lang Shining did not paint freely, but in 

accordance with the 'Western laminated far-reaching painting' that had 
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been selected and handed over, and the sample originally included 'figures 

and horses', but Lang Shining was asked not to paint the horses. The so-called 

 

 

The World: Lang Shining and the Western Style in the Qing Palace', pp. 12-18; Nieh Chongzheng, 'Lang Shining in the 

Thirteenth Year of the Yongzheng Era', in 

The First Symposium at the Forbidden City: The Difficulties of Being a King - Yongzheng the Man and his Times. 

58 The General Collection of the Archives of the Office of the Interior Affairs of the Qing Palace (April and July of the 

first year of the Yongzheng reign), vol. 1, pp. 183, 185. 

59 The General Collection of the Archives of the Office of the Interior Affairs of the Qing Palace (20 February, Yongzheng 3), 

vol. 1, pp. 409, 563. under 'Paintings' 

The date is given as '22nd February'. 

60 The General Collection of the Archives of the Office of the Interior of the Qing Palace (19 May of the 3rd year of the 

Yongzheng reign), vol. 1, pp. 416, 564. 

61 The General Collection of the Archives of the Office of the Interior of the Qing Palace (14 September of the 3rd year 

of the Yongzheng reign), vol. 1, pp. 444, 566. 

62 The General Collection of the Archives of the Office of the Interior of the Qing Palace (26 September, Yongzheng 

III), vol. 1, pp. 452, 568. 

63 The General Collection of the Archives of the Office of the Interior Affairs of the Qing Palace (7 December, 

Yongzheng III), vol. 1, pp. 502, 575. 

64 The General Collection of the Archives of the Office of the Interior of the Qing Palace (15 January of the fourth year 

of the Yongzheng era), vol. 1, p. 698. 

65 The General Collection of the Archives of the Office of the Interior Affairs of the Qing Palace (15 January of the 

fourth year of the Yongzheng era. Painting), vol. 2, p. 262. 
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What can be ascertained is the attitude of the Yongzheng emperor towards 

the Western painting. Just after the painting was completed, the Yongzheng 

emperor instructed that 'the layers at the back are too high and difficult 

to walk on, and the layers are too close together'. His comments on the 

relationship between the distance and proximity of the images on the back 

side suggest that the 'too high and difficult to walk on' may be related 

to the overly tall size of the scenes at the back, while the 'layers are 

too close together' suggests that the vertical relationship between the 

scenes is too narrow. The 'layers are too close' is also related to the 

concept of deep perspective in the painting. While there is no doubt that 

Lang Shi-ning had a good grasp of Western perspective (optics), this 

essay is more concerned with how such Western optics functioned in Qing 

court painting at this time. 

In July 1727, Lang Shining was involved in another project in the 

interior of the Wanzhi Room in Yuanmingyuan, completing the two partitions 

of the writing screen and painting the 'Western balustrade' in front of the 

wall in the Wanzhi Room. The former was seen by the Yongzheng Emperor, who 

stated that "the painting is too thin in terms of the logs of the windows, 

and Lang Shining was asked to paint the oil balustrade from another draft. 

In the latter case, the Yongzheng emperor gave full authority to Lang Shining 

to carry out the work, "The emperor said: 'In front of the wall of the Wanzhi 

room, Lang Shining was instructed to paint the Western railings, either on 

cloth, silk or alex, at his discretion. This is the first time that a 

painting is done. 66The Yongzheng emperor may have been able to anticipate 

the effect of Lang Shining's drawings by this time, so he fully authorised 

the appointment. 

In addition to the preceding text, there are a few surviving examples of 

Lang Shining's painting style from the Yongzheng period. The painting 'Gathering of 

Rui' (fig. 36) is signed: 'Gathering of Rui. In the first year of the emperor's 

reign, the symbols and rites were overlapping. In the first year of the emperor's 

reign, the symbols of the Ruiji era were presented in an overlapping manner. I, 

Lang Shining, have been watching the scene, and I have compiled a list of 

flowers in a vase to mark the auspiciousness of the occasion. On the 

fifteenth day of the ninth month of the first year of the Yongzheng reign 

(1723). Painted by Lang Shining, a minister of Haixi. Painted in the first 
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year of the Yongzheng reign, this is the earliest surviving dated work by 

Lang Shining. While the painting appears to be a Western still-life, its 

content is indicative of the celebratory attitude of the Chinese court 

towards good fortune. The flowers, porcelain vase and wooden base are all 

depicted with reflections from the light source, only slightly reducing 

the contrast and suggesting a gentle Western style of chiaroscuro. 

According to the archives of the Interior Office, Lang Shining was asked 

to paint a peony at Yuanmingyuan in the third month of the fifth year of the 

Yongzheng reign: 'According to a note from Yuanmingyuan, on the twenty-sixth day 

of this month ......, the eunuch Chen Jiuxing sent an order to Lang Shining to 

come to Yuanmingyuan and paint the peony as it is. The peony will be 

painted as it is. I have been instructed to do so." 67The order for Lang 

Shining to come to Yuanming Yuan to paint the peony is ostensibly a 

necessary task to serve the palace workshops, but it is likely that the 

order was sent because of the special nature of the peony, perhaps the 

same peony depicted in 'Painting Flowers in a Vase'. On this basis, it is 

likely that the surviving 'Painting a Vase with Flowers' is the result of 

this task, and is in the style of Lang Shining after the fifth year of 

the Yongzheng reign. When comparing 'Painted Vase with Flowers' with 

'Jurui', it is easy to see that 'Painted Vase with Flowers 

 
 

66 The General Collection of the Archives of the Office of the Interior Affairs of the Qing Palace (8 July of the 

5th year of the Yongzheng reign), vol. 2, pp. 492, 721. 

67 The General Collection of the Archives of the Office of the Interior of the Qing Palace (Yongzheng 5 閏 

March 27), vol. 2, pp. 717, 721. 
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The reflections on the 'Jurui' vessel have been removed from 'Flowers'. 

The highlights of the light and dark features on the objects in 'Jurui' 

were still present, resulting in a lack of harmony between the objects and 

the flowers, but the removal of the highlights in 'Flower in a Vase' has 

reconciled the two features, allowing the light in the painting to be 

filled with natural light instead of just a separate light source. 

In fact, the change in Lang's painting style is also evident in the 

stylistic expression of 'The Hundred Horses', which illustrates his 

gradual confrontation with traditional Chinese painting and his attempts to 

adapt his Western techniques. Not only the horses, but also the trees, meadows 

and distant hills are painted in a way that is slightly different from 

the traditional Chinese brushwork. Because of this, the painting has 

often been analysed in terms of its Western characteristics; however, 

because some of the painting's Western features are not typical, the 

painting has always been summarised as a 'fusion of East and West'. 68To 

put it more directly, the style of Bajun is neither Chinese nor Western, but this 

is the key to grasping Lang Shining's turning point in his painting style, 

and the following attempts to explain this 'neither Chinese nor Western' 

approach. Firstly, the colours used in the painting are indeed unlike 

those commonly found in traditional Chinese painting; on closer 

inspection, the red colour of the maple leaves is a different shade of 

colour to that used in China, and the green colour used is also 

different from that used in China. The key to the overall effect, however, 

is the technique of representation, with the exception of the horses, 

which are coloured in a vignetting technique with no traces of brushwork, 

and the grasses and even the trees, which, on closer inspection, are all 

marked with a large number of short lines. This tendency to use line 

strokes is not a characteristic of Lang's original Western style, as long as 

it is not inconsistent with another painting by Lang Shi-ning, Song Xian 

Yingzhi (Song Xian Yingzhi). 

(fig. 38). Although the treatment of the giant pine in Song Xian Yingzhi, a 

painting by Lang Shining made in the second year of the Yongzheng reign (1724), 

conveys the same jagged texture as that in Bajun, there is a difference in the 

brushwork used. The painting does not have the obvious lines of brushwork 

that are found in Song Xian Yingzhi, but rather the three-dimensional nature 

of the surface is intentionally treated through the use of vignetting. Even 
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in the densely covered areas of the grass in Song Xian Yingzhi, the 

ground is not covered in a similar technique as in Song Xian Yingzhi, 

where the ground is covered in green. Lang's treatment of 'Bajun' is 

clearly different from that of 'Song Xian Yingzhi', as he begins to adopt a 

new approach that is different from the Western tradition with which he was 

familiar. 

Although there is no clear record of whether Lang Shi-ning made reference to 

Chinese horse painting scrolls when he painted the Hundred Horses, the 

composition of the Hundred Horses illustrates that Lang Shi-ning was no 

stranger to the Chinese tradition of horse painting, both in terms of 

composition and arrangement of the subject matter. The style of 'The 

Hundred Horses' is a manifestation of Lang's efforts to reconcile the East and the 

West, with a change in painting technique and spatial composition, and the 

implementation of the traditional classical subject of horse painting 

into the Yongzheng style. This style of painting is based on the classic 

 

 

68 The view that this painting is a blend of Chinese and Western styles is a common one, and it is still held in recent years. 
New Perspectives: Lang Shining and the Western Style of the Qing Palace', in New Perspectives: Lang 
Shining and the Western Style of the Qing Palace, p. 13. Ma Yazhen, 'The Transformation and Meaning 
of the Terminology of Horses in Qing Court Paintings: A Discussion of Lang Shining's Bajun Painting', p. 
104. 
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The avant-garde spirit of the painting's title is an important feature of 

the Qing Yuan text, which continues to be inherited. The following essay 

will further illustrate the context. 

 

 

 

V. The Painterly and Pictorial Style of Making 

the Realm 
 

Lang's new approach in Bajun is not entirely to the side of 

traditional Chinese painting. What he uses to counteract traditional 

Chinese painting is a 'distant' sense of space mixed with perspective 

and a hidden concept of 'proportion' in the objects. The spatial arrangement 

of the painting is based on the horizon line at two-thirds of the height 

of the scroll, with distant mountains above, a flat slope, a watery mid-

ground scene, and a large meadow and waterfront foreground. The technique 

of maintaining the horizon at a fixed height is not unprecedented in 

Chinese scroll form, as several short sections of the Yuan Ren Ji Jin Scroll 

(National Palace Museum Collection), such as Wu Zhen's Zhongshan Scroll, Ma 

Wan's Clear Spring Mountains, and Zhao Yuan's Lu Yu's Tea Painting, all show the 

horizon at a certain height. However, the Bajun painting not only sets the horizon, 

but also intentionally adjusts the scale of the objects in proportion to their 

proximity to the horizon, a technique that came to be known as the 'line method', 

or the use of Western perspective. 69The space in 'Bajun' does use perspective, 

but it does not attempt to standardise a particular vanishing point. 

70Three of the distant scenes in 'Bajun' are arranged in a similar way to 

vanishing points (Fig. 39), but the lines created by these vanishing points cannot be 

applied to the various objects in the painting. In addition, the painting 

is concerned with the effect of light and shade on the objects, both in the 

atmosphere and in the distance, as well as along the river banks and even 

in the reflections in the water, using not only colouring but also lines, 

which are not limited to a particular brushwork but can mould the 

objects with a variety of textures and concavities. "The same pursuit of 

'making the real world' is also evident in 'Bajun'. 

In any case, the perspective used in 'Bajun' does have a 'Taisi' element, but 

from a perspective of perspective 
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69 There is much discussion of 'line painting' in the Qing dynasty, for example, Yang Boda, 'Leng Mei and his 
'Pictures of Summer Villas', in Qing Dynasty Court Paintings, pp. 109-130; Nie Chongzheng, 'A Short Study 
of Line Painting', in The Glory of Court Art: A Series of Discussions on Qing Dynasty Court Painting, pp. 
267-272; and Nie Hu, 'An Exploration of Line Painting in the Qing Palace', pp. 41-52. 

70 On the use of perspective in the painting of Bajun, see Dorothy Berinstein,  "Hunts,  Processions and 

Telescopes: A Painting of an Imperial Hunt by Lang Shining (Giuseppe Castiglione)," pp. 171-184. 
In April 2007, Marco Musillo gave a lecture at the Forbidden City on the activities of Lang Shining and 

analysed the perspective in the composition of Bajun. Marco Musillo, "Reconciling Two Careers: 
The Jesuit Memoir of Giuseppe Castiglione Lay Brother and Qing Imperial Painter," pp. 45-59. 
Marco Musillo ed, 

Giuseppe Castiglione 1688-1766 Peintre et Architecte à la Cour de Chine. 
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In the case of such a long scroll, it is difficult to identify the 

vanishing points that are essential to the rules of perspective. In fact, 

these problems, which cannot be dealt with by the modern understanding of 

the rules of perspective, did not disturb the most important 'viewer' of the 

painting at the time, the Yongzheng Emperor. The previous discussion of 

the use of the 'far-reaching' panels in Si Yi Tang already shows that 

the Yongzheng emperor was able to grasp the power of perspective to 

create the 'far-reaching' panels. 

"Deep Space". 

 

The Yongzheng emperor's mastery of the 'Western far-reaching picture' 

demonstrates his knowledge of Western perspective. While it is beyond the 

scope of this paper to trace the relevant context, it can be assumed that 

the Qing court, as the first line of access to Western knowledge at the 

time, had its own channels of circulation for the concept of perspective 

as part of optics. The publication of Xiyao's 'The Science of Perspective', 

published in 1729, illustrates part of the context.71 

The first edition of Optics was entitled The Essence of Optics. This title is similar 

to that of The Essence of Mathematics, published seven years ago.72 "Essence. 

The phrase '蘊' is originally from Zhou Dunyi's Yi Tong: 'The essence of the sage is 

shown by drawing trigrams, and the essence of the sage is developed by trigrams'. 

Jiang Yong 

(1681-1762), who wrote the book The Essence of the River, explained the 

term 'essence' as 'the so-called essence, which flows naturally without 

intellectual arrangement, and the so-called essence, which contains no dregs 

or ashes,'. 73It is no coincidence that these books have similar names. The 

earliest of these books, The Essence of Mathematics, was compiled by the 

Kangxi Emperor, who was fond of Western arithmetic. 74The book was given the 

title "The Essence of Mathematics" by the Kangxi Emperor. The title "The Essence of 

Numerology" indicates that the truths discussed in the book do not vary 

according to people, events or times. 75The author of the book, Mei Wencheng 

(1681-1763), was the grandson of the early Qing mathematician Mei Winding (1633-

1721). Jiang Yong, a Kangxi-era student, was a lifelong student of Mei's 

work and wrote eight volumes of Yimei. These authors, who are associated 

with the title 'Jing Yun', are associated with Mei Wen Ding or the 

achievements of Chinese and Western mathematics that Mei Wen Ding 

represents. 
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71 The first edition of Sight is not extant and can only be surmised from the preface accompanying the second edition. 
For a discussion of Nian Xiyao's Optics, see Shen Kang-sheng, 'Boundary Painting, Optics, and 
Perspective', in History of Science and Technology (VIII). Shen Kang-shen, 'The Intersection and Influence of 
Eastern and Western Perspectival Knowledge in the Eighteenth Century from the Perspective', pp. 258-266. Shen 
Kang-shen, 'A Reanalysis of the Perspective', pp. 605-623. 
(Cao Yiqiang), 'An Effort without a Response: Nian Xiyao (Nian Xiyao, ? -1739) and His Study of 

Scientific Perspective', pp. 103-133. -1739) and His Study of Scientific Perspective', pp. 103-133. 

72 The book was compiled by order of the Kangxi Emperor in the late Kangxi period and was completed in the first year 

of the Yongzheng reign, with the participation of Mei Wencheng, the grandson of Mei Wending. 

73 "The term 'essence' was quite popular at the time. This book by Jiang Yong (1681-1762) is a discussion of Yi Studies. 

74 Fan Jingzhong, 'The Imperial Book of Mathematics and Science', pp. 88-91. Han Qi, 'The Introduction of Western 

Mathematics in the Kangxi Era and 

Its Impact on Chinese Mathematics〉. 

75 The book of algorithms ordered by Kangxi was completed in 1721 and was given the title 'The Essence of Mathematics and 

Science' by the Emperor himself. 

Requesting that a copy be sent to Mei Winding. See Qing Shi Shu Shu (時憲志一). 
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There is also a record of interaction between Nian Xiyao and Mei 

Winding. In the preface to the Mei Clan's book, which was edited by Mei 

Chengcheng, the name of the person who proofread and helped to engrave 

the book is recorded as "Nian Gongyun Gong Xiyao, the governor of 

Guangning and Guangdong, proofread and published the Fang Dao Arithmetic 

at the Jiangning Clan Office. 76Mei Winding was an important figure in the 

integration of Chinese and Western mathematics in the Qing dynasty, and 

during his time in Nanjing (Kangxi 56, 1717), Nian Xiyao consulted with Mei 

Winding on arithmetic. Nian Xiyao "was a mathematician by nature, and he 

and Mei Wending were very much in sympathy. I am sorry to say that I have 

not been able to share my knowledge with him because of the long and 

difficult journey to the west of Guangdong. It is with regret that I 

have been able to invite him to the Jiangzuo administration. 77He was a 

great admirer of antiquity, and was particularly interested in the making of 

instruments and the use of symbols. 78The above information is not the only 

evidence of Nian Xiyao's interest in mathematics. 

A Handy Guide to Faceted Proportions, Logarithmic Tables, and Logarithmic Wide Runs, etc.79 

 
He started his career as a penman and was elected by Zhao Hongxie, a 

Zhili governor, to be a daimyo-do in the 50th year of the Kangxi reign 

(1711). Zhao Hongxie also studied arithmetic and discussed it with 

Kangxi, suggesting the establishment of the Meng Yang Studio to train 

arithmetic talents at the court. It is likely that Nian Xiyao, who was 

recommended by Zhao Hongxie, also gained more recognition for his knowledge 

of arithmetic. In other words, it is no mere coincidence that Nian Xiyao chose 

the title of his first edition, The Essence of Visual Science, but there was 

clearly an attempt to equate Visual Science with mathematical and arithmetical 

knowledge. 

The two prefaces (figs. 40-1 and 4 0 - 2 ) included in the second edition of Nian 

Xiyao's Optics are the best documents to answer this attempt. Nian's 

knowledge of optics was further clarified by Lang Shining, 'when he gained an 

understanding of the Western method of drawing in China, after having met 

with the Thai and Western students of Lang. He began to use the method of 

pointing and drawing lines to become an expert in the variation of objects, 

and once positioned, they would continue to be associated with each other, 

even though they could not be replaced with each other. 80This discussion 
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of Lang Shining's use of the 'method of pointing and drawing lines' is the 

origin of the subsequent use of the 'line method' in the Qing court as a term for 

Western perspective. 81By this time, Nian Xiyao had begun to notice that the 

introduction of the Western 'pointing and drawing method' had to deal 

equally with the original Chinese painting tradition, and so he adds. 

 

 

 

76 The Mei Series of Books (National Taiwan University Collection, Linguistic Books) 

77 The Complete Book of the Chinese Calendar, 'An Explanation of the Calculus of the Dao', preface by Nian 

Xiyao. 

78 For a study of Nian Hsiyao, see Yi Li, 'The Life of Nian Hsiyao and His Contributions to Art and Science', 

pp. 155-165. 

79 Ruan Yuan, 'The Legend of the Man in the Sky', in Wangyou wenshu huiyao (The Library of Documents), 

vol. 5, no. 39. 

80 Preface to the first edition of Sight, in Continuation of the Four Treasury Books, vol. 1067, p. 27 above. 
81 Nieh Chongzheng has referred to the influence of European painting techniques, noting that focal perspective 

was adopted in the Qing dynasty. However, his discussion of 'line painting' remains focused on the Qianlong 
period, and his achievement of Nian Xiyao's 'Visionology' is seen only as an introduction to European perspective. 
See Nieh Chongzheng, 'Foreign Painters of the Qing Dynasty and the Changes in Qing Palace Painting', in Qing Palace Painting and the 'Eastern Gradual of 
Western Painting', pp. 164-181. 



57 The Real World of Production: Reassessing the Historical Significance of 
the Qing Academy's Qingming Shanghe Tu in the Yongzheng Academy 

 

 
 

However, there are some ancient writers who have discussed painting, saying that 

they painted flying canopies on their backs, and that they saw deep streams and 

valleys, and that their eyesight was already up and down in the middle of the matter, so 

they were not able to learn. The most similar of these is to say that when one looks through the 

sky, one can see all the slopes, but this is not as clear as this book.82 

Nian Xiyao further argues for the importance of 'fixed points' and 

contrasts the shortcomings of the original Chinese treatise. He then 

points out that this method is able to bring out the truth in mountains, 

rivers, plants and animals, and so on. It is not necessary to say, 'It is 

true but not wonderful', but if it is not true, how can it be wonderful?83 

He also argued against the theory of 'truth but not beauty', stressing that if 

it is not true, it is not 'beauty'. At the time of the first edition of Optics, 

Nian Xi Yao was working at the palace, and his influence on the work of the Home 

Office was not to be underestimated. This demand for 'truth' in the preface 

to the first edition of Sight is further elaborated in the second edition. 

In the preface to the second edition, Nian Xiyao states that he was able 

to use more angles in his use of the Taisi line, such as 'up-right, over-

right, skewed, inverted, down-viewing, and high-viewing', but that these 

changes in angle were still consistent with the principle of 'one point'. Next, 

Nian Xiyao attempts to find similar roots in the Chinese tradition of the 

'Taisi method', stating that 

The truth is not found in the West but in China. When the eye sees things, it is only 

natural that those near should be large and those far should be small. For example, the 

Five Mountains are the largest, but when viewed from afar, the more distant they are, 

the smaller they are, but they must be as small as the point of a star. ...... By extension, 

everything can be as small as a point, and a point can also produce everything. 

Although there are differences in the types of things, and differences between points 

and lines, the names may be different, but the principle is the same.84 

Through his analysis, Nian Xiyao attempts to deduce the 'method of fixing 

points and drawing lines' as a matter of fact that does not distinguish 

between foreign and Chinese. He then goes beyond the discussion in the 

first edition of Sight and begins to emphasise the role of the 'viewer', 

stating that 'this method may be used to paint a room, with all the 

objects positioned as if they were all there, so that the viewer is like 

going through a hierarchy, like entering a doorway, like ascending a hall, 

without knowing that it is a painting'. 85Nian Xiyao emphasises that the 

effect of a painting done in this way is to make the viewer 'unaware that it 
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is a painting', that is, to reproduce it as if it were the real thing. 

Even if the painting is of a single object, the viewer's illusion is 

created, he says 

"Or painted as a thing, ...... the beholder will refer to it as the real 

thing."86 

 

 

 

82 Preface to the first edition of Sight, in Continuation of the Four Treasury Books, vol. 1067, p. 27 above. 

83 Preface to the first edition of Sight, in Continuation of the Four Treasury Books, vol. 1067, p. 27 above. 

84 Preface to the second edition of Sightedness, in Continuation of the Four Treasury Books, vol. 1067, p. 27ff. 

85 Preface to the first edition of Sight, in Continuation of the Four Treasury Books, vol. 1067, p. 27 above. 

86 Preface to the second edition of Sightedness, in Continuation of the Four Treasury Books, vol. 1067, p. 27ff. 
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Without questioning the pursuit of 'realism' in the Qing court, this 

essay reminds us that we should be alert to the fact that the Qing court 

did not unconsciously seek to document or simply compare painting to the 

real world. Nian Hsiyao does state the pursuit of 'truth', but he is also 

aware that 'truth' exists on the surface of the painting, achieved through 

the mastery of the composition of distance and space, the shaping of 

objects in three dimensions, and then through the participation of the 

'viewer'. This is the pursuit of 'truth' and the result of consciously 

'making the real world'. 

The Qing dynasty's Yao Yuanzhi (1776-1852) described the "linear 

painting" he saw in the Beijing Catholic Church in his "Miscellany of 

Bamboo Leaves": "...... From the hall to the interior, the bedroom is two-fold, the 

door is a "dragon" and the curtain is a "deep and quiet" one, and the few cases 

in the room, when viewed from afar, are as good as can be entered, i.e. 

the walls are also oiled. It is a pity that this was not seen by the 

ancients. 87Although Yao Yuanzhi was also able to perceive the effect of 

perspective as 'as real' at the time, he no longer thought that the 'line 

method' could be related to the principles of the Middle Kingdom, and 

therefore sighed that 'the line method was not found in the past'. How 

influential Nian Xiyao's Sight was after the Qianlong period is another 

subject that cannot be explored in depth in this paper, but a comparison 

of Yao Yuanzhi's and Nian Xiyao's views does suggest an avant-garde and 

open attitude towards Sight during the Yongzheng period. Although Nian 

Xiyao's knowledge of optics is ostensibly only a matter of personal 

opinion, the aforementioned knowledge of the Yongzheng emperor's 'Western 

deep 

In the context of the revision of the 'Far Paintings', the above 

discussion of Nian Xiyao's Sight can also be said to be an observation of 

the tendency of the Yongzheng Academy to be open to accepting the Sight. 

In this way, when we look back at the effects that Lang Shining's 'Bajun' and 

'Qingming Riverside' repeatedly attempt to show, the pursuit of 'realism' is a 

manifestation of the knowledge framework of Visual Studies, which was 

established in order to achieve 'realism' in order to convey the 'beauty' of 

the classical painting themes. The painting is a masterpiece of the art 

form. 
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6. Conclusion: The Historical Significance of 

the Qing Academy Book of Paintings 
 

According to the above discussion, although the Qing Yuanben was signed by the 

artist in the first year of the Qianlong reign, the style of painting was still 

part of the achievements of the Yongzheng Academy. Even though Hongli was 

the son of the emperor, the archives of the imperial household have yet to 

reveal a single instance of a painting by a court painter ordered by the 

emperor. Both the 'Qing Yuan Ben' and its manuscript 'Shen Yuan Ben' should 

have been part of the work of the Academy, and in terms of the operation of 

the Academy during the Yongzheng reign, the 'Qing Yuan Ben' could have been 

corrected on the basis of the 'Shen Yuan Ben', which was then examined and 

presented. 

 

 

87 (Qing) Yao Yuanzhi, Zhuyeting zhuanji, vol. 3, in Zhongxiu siquququanshu, vol. 1139, pp. 398-399. 
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It is difficult to think of anyone other than the Yongzheng emperor as 

having finalized the look of the paintings. But while such a 

consideration points to the emperor's decision-making role within the 

institution of the Academy, it must also be concerned with the process of 

stylistic adjustment by the Academy's painters. In terms of the expression 

of the paintings, the tug of war between the two parties was not entirely led 

by the emperor; the emperor did play a key role, but it was the stylistic 

aspects 'harmonised' by the painters within the institution that were 

the result of the tug of war between the two. While the emperor was able 

to demand changes, he was constrained to do so on the platform of the 

manuscripts provided by the Academy. 

Nor, by contrast, does this mean that the role of the painter was 

superior to that of the emperor. In fact, there was an interface between 

the painters and the emperor that transcended both and repeatedly 

demonstrated its importance: the 'painting tradition' that was known and 

mastered by both. This is the 'painting tradition' that was known and 

mastered by both sides at the time. The so-called 'painting tradition' here is 

not just a text that chronicles the history of painting, but also, and more 

importantly, a visual tradition that could be grasped through the actual 

paintings of the time. In this essay, we use the example of the Qing Yuan 

version of the painting, which may have played a role in such a visual 

tradition, as a database for grasping the basis of its creation, and 

attempt to explain how the Ming court painters revised it. However, 

there is another important force in the 'painting tradition' that must be 

clarified in such a revision process, namely the term 'classical painting 

titles', which is used repeatedly in this paper. In the case of the Qing Academy 

text, this is the 'meaning of the painting' of the 'Qingming Shanghetu' style. 

The painting has been interpreted differently throughout the ages, 

and it is difficult to state the so-called 'meaning of the painting'. 

Here, it is important to clarify that the 'meaning of the painting' does 

not refer solely to the artist's intention, but rather to the 'main 

idea' of the work as expressed through the painting style and understood by 

the viewer. While the 'subject' of a work may of course be viewed in relation 

to the 'title', the 'title' may also have a hidden meaning. The original purpose 

of Qingming Shanghe Tu is not to be confused with that of the Yuan dynasty, 
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when some literati regarded it as a reference for the emperor's ruling 

philosophy, saying, "It is advisable to look at this painting together with 

Wu Yi Tu, so that they can keep their wealth and prosperity for a long time. 

88This is an important basis for the Yuan literati's view of the painting 

as a guide to imperial rule. It should be noted, however, that although 

this important 'pictorial purpose' was uninterrupted, it is less 

frequently 'emphasized' in the Qingming Shanghe pictures that have survived 

from the Ming dynasty. As scholars have observed with regard to late Ming 

urban painting, the purpose of the painting has been subordinated to urban 

consumption, and although the painting is not without the expectation that 

'sages will rule the world', the overall connotation is indeed more 

subtle than the atmosphere of urban pleasure that is repeatedly 

expressed in the painting. 

In this context, the results of the Qing Academy are even more significant in the 

context of the Yongzheng dynasty. Firstly, it must 

 

 

88 (Yuan) Li Qi, Yunyang ji, vol. 9, p. 7. 
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It should be noted that the Qingming Shanghe Tu had a different meaning to 

the emperor than to the ordinary connoisseur. However, after the baptism 

of the Ming dynasty in urban consumer culture, even when the emperor was 

confronted with the painting, his 'sage ruling the world' was still not as 

effective as it could have been. For example, in a poem by the Kangxi 

emperor entitled 'Zhang Zhuduan's Painting of the Riverside at Qingming', 

he says, 'The water under the Tianjin Bridge is sparkling, and the boats 

outside the willows are surrounded by painted wheels. I want to see the day 

when Bianjing was in full bloom and how many peaceful people travelled in 

spring. Although the Kangxi emperor was already aware of the 'heyday of 

Bianjing', he only concluded with the phrase 'how many peaceful people wander in 

spring', without further commenting on the faults of the two emperors, Emperor 

Huizong and Emperor Qinzong. In contrast, when the Qianlong emperor inscribed 

a poem on the Qing Yuan Ben, he pointed out that 'the great events were 

really admired, and the traces of them can be explored. At that time, he 

exaggerated Yuda, but today he sighs at Huichin. He lamented the 

impermanence of the ruling world and expressed a sense of self-caution. 

The change in attitude of the Qianlong emperor is certainly related to the 

Yongzheng emperor, who was diligent in his political work. More research 

is still needed on the emperor's mastery of the painting tradition and his 

attitude towards it. 89Although much scholarly attention has been paid to 

the Western elements in Yongzheng's painting, in the case of the Qing 

Academy, the Western features are indeed elements but not targets. Instead, 

the real focus seems to be on the more traditional value of the 'purpose of 

painting'. Through the production of the 'true realm', the 'Qing Yuan Ben' 

does not seek to create novel visual effects, but rather seeks to put into 

practice the 'ideal realm' of the 'sage's rule' through the lens of the 

'optic' framework. 

 

The 'Bajun' and 'Qingming Shanghe' paintings by Lang Shining are new works of 

art that were adopted from existing subjects at the Yongzheng court, establishing 

the achievement of a 'realm of authenticity' in the production of 

paintings. In terms of 'new works on old subjects', it is worth noting 

that both the 'Bajun' and 'Qing Yuan Ben' can be grouped under the pictorial 

representation of the 'sage ruling the world'. The 'Bajun Painting' uses 

horse-herding as a metaphor for the court's ability to raise scholars, while the 

'Qing Yuan Ben' uses the life and activities of the people in the palaces of the 
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capital as an analogy for the clarity of government and the happiness of the 

people. The Yongzheng court paintings were aimed at the 'realm of the 

real', and naturally the aim was to create a 'real world'. 

 

But this trend did not continue as originally intended. The Qianlong 

emperor's poetic inscription on the Qing Yuan Ben already foreshadows this 

turn of events. "The great events are to be admired, and the remains are to be 

explored. At that time, he exaggerated Yuda, but today he sighs at 

Huichin." The Qianlong emperor was not without a grasp of the true state 

of the Qing Yuan Ben's intended production, hence the phrase, 'The great 

events are sincerely observed, but the traces are explored', but he 

returned to the original meaning of the Qingming Shanghe Tu, suggesting that the 

'true state' of the Qing Yuan Ben still only highlights the incompetence of 

the Song emperors Huizong and Yanzong. The Qianlong emperor gradually 

moved away from the production of the 'realm of truth' and towards the 

'ideal' end of the spectrum. 

 

The difference in attitude towards painting between the Qianlong and 

Yongzheng emperors needs more study before it can be explained. According 

to scholars, the 

 
 

89 Regina Krahl, "The Yongzheng Emperor: art collector and patron," in China: The Three Emperors, 

1662-1795, pp. 240-269. 
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The two sets of scrolls of the Order of the Twelve Months, completed in 

the Yongzheng and Qianlong reigns respectively, illustrate some of the 

differences. As a further illustration of the gradual revision of the 

Qianlong emperor's goal of 'making the real world', another set, also 

completed in the Qianlong reign and relating to the December scene, is 

illustrated by the 'Twelve Forbidden Scene Scrolls'. 

The 'Twelve Scrolls of the Forbidden Shrine' is a set of twelve scrolls, 

painted by four court painters.90  The four painters were ordered to paint a set 

of twelve poems by Shen Yuan, Ding Guanpeng, Yu Shen, and Zhou Kuns after the 

emperor had handed over the Twelve Poems for the Twelve Months in the 

thirteenth year of the Qianlong reign. Hongli's original poems were mostly 

about the changing of the moon's sequence of events, but the painters 

used the depiction of the palace as the main focus of the painting, in 

other words, the painting not only focuses on the sequence of events in 

the poem, but also highlights the actual events in the poem. The addition 

of a specific physical space in this way gives the impression that the 

poem's mood is real. However, this technique of creating a 'real world' is 

similar to the intentional blurring of a specific point in time, the 

addition of realistic scenes such as the Western-style buildings, and 

the use of perspective in the composition of the poem, and is also the 

result of the court painters' efforts to 'create a real world'. However, in the 

Qing Courtyard Scene, the artists have translated the historical imagery of 

Qingming Shanghe River into a realistic scenario, while in the Twelve 

Forbidden Scene Scrolls, the artists have translated the poetry of the emperor 

into the light of the palace. 

This tendency towards realism, although still developing in the Qianlong 

period, has surprisingly begun to adjust towards the 'ideal'. Ding 

Guampeng's 'Tai Tu Shi He', with its use of the distant green mountains 

as the final barrier to the painting, has in fact clearly shifted the 

viewer from the 'real world' to the 'ideal world', and the combination of the 

real and the ideal has become a distinctive feature of Qing court production. The 

'Qing Courtyard Book' plays a highly indicative role in this changing process in 

the history of painting, illustrating that Chinese painting was now about to 

develop a new style that would reveal the multiple layers of pictorial 

meaning through the convergence of iconography. 
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Notes. 
 

The first draft of this essay, "The Realities of Production: From the Qing Court Version of Qingming 

Riverside Painting to the Twelve Forbidden Places", was presented at the International Symposium on 

Qingming Riverside Painting and Song Dynasty Customs in October 2005 (organised by the National 

Palace Museum, Beijing), and benefited from much discussion. I am grateful to two friends, Lu 

Xuanfei and Wang Lingya, and three anonymous reviewers for their comments on the first draft. This paper is 

the result of the NSC project 'The Curious Combination of the Qing Academy's Qingming Shanghe Tu 

(94-2411-H-136-003)'. 

 

90 For more information on the painting of this set of scrolls and the time period, see Chen Yunru, 'Ding 
Guanpeng's Painting of Tai Tu Shihe in the Qing Dynasty', in New Visions: Lang Shining and the Western 
Style in the Qing Palace, p. 122. 
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Abstract 

 

Up the River During Qingming was one of the most popular titles in the history of 

Chinese painting, with versions being done in the Song, Yuan, Ming and Qing The Qing 

Court Version of Up the River During Qingming (hereafter abbreviated as the Qing Court 

Version) is one of the more important achievements by the Qing court in the heritage of 

this title. Although this painting is dated to the fifteenth day of the twelfth lunar month of 

the Qianlong Emperor's first full year on the throne (corresponding to January 15, 1737), it 

is actually a large-scale project that had been begun back in the sixth year of the 

Yongzheng reign. The Qing Court Version is therefore obviously a large scale project that 

had been begun back in the sixth year of the Yongzheng Emperor's reign (1728). The Qing 

Court Version is therefore obviously a painting project that spanned much of the 

Yongzheng before completion in the Qianlong reign. This study analyzes the heritage and 

transformation of court painting styles in the Yongzheng and Qianlong reigns via this 

handscroll in order to probe its significance in Chinese painting history. This study 

analyzes the heritage and transformation of court painting styles in the Yongzheng and 

Qianlong reigns via this handscroll in order to probe its significance in Chinese painting 

history. 

First, the present study explains the activities and stylistic features of the five artists 

involved in producing the Qing Court Version in an attempt to First, the present study 

explains the activities and stylistic features of the five artists involved in producing the 

Qing Court Version in an attempt to reconstruct the sequence to its production and to show 

the forms of expression from the Yongzheng to early Qianlong reign founding this work. 

This is followed by clarification of the visual origins of the Qing Court Version, starting 

with comparison to Shen Yuan's painting of Up the River During Qingming that is 

extremely similar, thereby indicating the qualities of Shen's draft. Afterwards is a 

comparison with some Ming dynasty versions, clarifying how the Qing Court Version 

assembled together visual characteristics of these versions and demonstrating it as a 

"Afterwards is a comparison with some Ming dynasty versions, clarifying how the Qing 

Court Version assembled together visual characteristics of these versions and 
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demonstrating it as a "grand synthesis" that is an attempt at a "new production of an old 

title. One of the purposes of the present study is to not only demonstrate that the Qing 
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Court Version is an innovative "grand synthesis" of an old and classic title, but more 

importantly to analyze the techniques and stylistic methods by which it was achieved, 

thereby clarifying in substantive terms the transformative significance and achievements 

of the and stylistic methods by which it was achieved, thereby clarifying in substantive 

terms the transformative significance and achievements of the Painting Academy at the 

Yongzheng court. 

To clarify the results of the Painting Academy in the Yongzheng reign, the present 

study also uses Giuseppe Castiglione's A Hundred Steeds as testimony. In the research, 

effort is made to examine the duality of Western and Chinese painting styles exhibited in 

that work, On the one hand, different stages in the style of Castiglione are examined from 

surviving paintings to gradually understand the "un-Chinese, un-Western "On the other 

hand, various court archival records also help outline the attitude of the Yongzheng 

Emperor and his court towards Western perspective. According to Nian Xiyao's book 

Study of Perspective completed in the Yongzheng reign, the use of Western perspective 

was by no means a "un-Chinese" production, but rather a process by which the viewer 

"could And precisely because of this, such works as A Hundred Steeds and the Qing Court 

Version are not only new interpretations of old painting titles, but more important And 

precisely because of this, such works as A Hundred Steeds and the Qing Court Version are 

not only new interpretations of old painting titles, but more importantly actually 

expressions of this "realm of truth" sought by the Qing court. 

Keywords: Qing Court Version of Up the River During Qingming, Yongzheng Emperor, Lang 

Shining (Giuseppe Castiglione), A Hundred Steeds, study of perspective, methods of 

linear perspective 
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Fig. 1 Qing Yuan Yuan Qingming Shanghe Tu Collection, National Palace Museum 

4
2
 



 

  
Fig. 2 J iao Bingzhen 's  paint ing of  a  woman in the National  Palace Museum Col lect ion Old paint ing 003218 

 

 
 

Fig. 3 Leng Mei Collect ion of  Paint ings National  Palace Museum Col lect ion Old Paint ings 001279 pp. 24, 25 

43 



 

 

 
 

44 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
Fig. 4 Chen Mei, Yuehman, Qing dynasty, Beijing Palace Museum 

 

Fig. 5 Sun Hu, Spring Trees in the Rain, inscribed in a book of ancient incense tablets, in the 

National Palace Museum 
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Fig. 6 Sun Hu's  Longevity Figure National  Palace Museum Collect ion Old paint ing 003372 

 

Fig. 7 Sun Hu's  pavi l ion at  Qiushan in the National  Palace Museum Collect ion Old paint ing 000962 
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Fig. 8 Sun Hu imitating Wang Wei's painting of a 

journey to the Guanshan Mountains National 
Palace Museum Collection 003041 

Fig. 9 Lang Shining painting a landscape National Palace 

Museum Old painting 000953 

 

 
 

 
Fig. 10 The Longevity Ceremony Prints  



 

  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

Fig. 11 Jin Kun, Qing dynasty, Longevity, National Palace 

Museum Collection, Old Paint ing 003380 
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Fig. 12 Dai Hong, Longevity and Longevity, 
National Palace Museum Collection, 
Old Painting 003439, eighth edition 

 

Fig. 13 Cheng Zhidao, Meixiang Wannian book National Palace Museum Collection Old painting 003381 

 

Fig. 14 Jin Kun, Qing longevity, Dai Hong, longevity and longevity, and Cheng Zhidao, Meixiang Wannian booklet, 

cover plate 
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Fig. 15 Chen Mui, a book of weaving and cultivation in the National Palace Museum  

 
 

Fig. 16 Leng Mei,  a  book of weaving and ploughing, N a t i o n a l  Palace Museum Collection  Fig. 17 Qing Yuan Ben 

Qingming Shanghe Tu, partial, National Palace Museum Collection 
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Fig. 18 Chen Mui 's  book of  weaving and ploughing,  'Three  Cul t iva t ions '  

 

 
 

Fig. 19 Qing Yuan Yuan Yuan Qingming Shanghe Tu, part of the National Palace Museum Collection  



 

 

 
Fig. 20 Qing Yuan Yuan Yuan Qingming Shanghe Tu, part of the National Palace Museum collection  5

1
 



 

 

 

 
 
 

Fig. 21 Shen Yuan, Qingming Shanghe Tu, part of the National Palace Museum Collection  

 

 

 

 

 
 

Fig. 22: Lang Shining, Hundred Jun, in the National Palace Museum 
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Fig. 23 Lang Shining 's  manuscript  of  Bajun,  par t ia l  in two places The Metropolitan Museum of Art Collection 
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Fig. 24 (Trans.) Qiu Ying Qingming Shanghe Tu Collection,  National  Palace Museum Old painting 001604 

 

Fig. 25 (Trans.) Qiu Ying, Qingming Shanghe Tu, part of the Liaoning Provincial Museum Collection  

 

 

Fig. 26 (Trans.) Qiu Ying,  Qingming Shanghe Tu,  par t  of  the  Nat ional  Pa lace  Museum Col lec t ion,  Old Paint ing 001605 
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Fig. 27 (Trans.) Zhang Judean,  Qingming Yi J ian Tu, par t  of  the National  Palace Museum Collect ion,  Old Paint ing 000990 

 

Fig. 28 (Trans.) Qiu Ying, Qingming Shanghe Tu, part of the Liaoning Provincial Museum Collection  
 

Fig. 29 (Trans.) Qiu Ying,  Qingming Shanghe Tu,  par t  of  the  Nat ional  Pa lace  Museum Col lec t ion,  Old Paint ing 001605 



 

 

 

 
Fig. 30-1 Shen Yuanben Local  a rea  a long the  r iver  hous ing es ta te  

 

Fig. 30-2 The Seinonbun River ine  House  Area  Par t ia l  
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Fig. 31-1 (Trans.) Q iu  Ying  Qingming  Shanghe  Tu  (The  Uppe r  R iver  o f  Q ingming)  Loca l  a rea  o f  houses  a long  the  

r ive r  O ld  pa in t ing  001605 
 

Fig. 31-2 (Trans.) Q iu  Ying  Qingming  Shanghe  Tu  (The  Uppe r  R iver  o f  Q ingming)  Loca l  a rea  o f  houses  a long  the  

r ive r  O ld  pa in t ing  001606 
 

Fig. 32-1 P a i n t e r  S h e n  Y u a n b e n  P a r t i a l  
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Fig. 32-2 Qingming  Y i  J i an  d i agram Pa in te r  

 
 

Fig. 32-3 Q i n g  Y u a n b e n  P a i n t e r  
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Fig. 33: Yongzheng, Weaving and Ploughing, in the Palace Museum, Beijing  



 

 
 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

Fig. 34:  Yongzheng's December Music Painting in the Palace Museum, Beijing 

 

 

Fig. 35 Li Gonglin 臨韦偃牧放圖 Collection of the Palace Museum, Beijing 
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Fig. 36: Lang Shining,  Gathering of Rui, in the National  Palace Museum  Fig. 37 Lang Shining painting with flowers in 

a vase,  National Palace Museum 
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Fig. 38:  Lang Shining, Song Xian Yingzhi, Beijing, Palace Museum 
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Fig. 39 Lang Shin ing ,  The  Hundred Junes ,  in  three  pa r t s  
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Figure 40-2 N i a n  X i  Y a o  O p t i c s  S e c o n d  E d i t i o n  P r e f a c e  

Figure 40-1 N i a n  X i y a o  O p t i c s  
F i r s t  E d i t i o n  Preface 
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