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 The Mechanisms of the Imperial Painting 
Academy and Their Shaping Influence on 

Qing Court Painting

 Chen Yunru*

 【Abstract】Research on Qing dynasty court art has gradually shifted focus over the past decade from the individual 
role of the emperor towards the production mechanisms within the court. This paper proposes to examine the actual 
practices of court painting production through the lens of the "operational mechanisms of the Imperial Painting 
Academy".The term "operational mechanisms" here refers specifically to the distinct workflows and decision-making 
processes within the imperial painting academy. It encompasses all participating roles, including executors and controllers, in 
an effort to clarify the internal forces that shaped the artistic style of the Qing court painting academy.While examining these 
operational mechanisms, the study addresses aspects such as the production of sketches, the academy's institutional 
framework, and working procedures. However, it extends beyond merely analysing the personnel and systems of the Qing 
court academy. Crucially, it explores how decisions were made, how control was exercised, and how paintings were produced and 
stylistically shaped within this system.

 This paper selects four case studies for illustration: Giuseppe Castiglione's Sketchbook for the Hundred Horses, 
Shen Yuan's Along the River During the Qingming Festival, the collaborative painting Twelve Scenes from the Forbidden 
City by Shen Yuan and Ding Guanpeng, and the copperplate engraving Victory in the Campaign Against the Junggar and 
Muslim Rebels.These examples span the Imperial Painting Academies of the Yongzheng and Qianlong reigns. While each 
possesses distinct typological characteristics, they are all connected to Lang Shining's role, thereby revealing different facets 
of the Academy's operations during this period.Among them, Lang Shining's Sketchbook for Hundred Horses and Shen Yuan's 
Along the River During the Qingming Festival pertain to the creation of pictorial prototypes. The latter two sets—Twelve 
Forbidden Scenes (  ) and the engraving of the Victory over the Junggar Rebellion—reveal aspects of internal coordination 
among artists, the creation of drafts, and stylistic control. These effectively illustrate the operational mechanisms of the 
Yongzheng and Qianlong eras.This examination reveals that imperial dominance remained constrained by subject matter and 
pictorial conventions. Within the Academy, visual communication mechanisms existed: the Twelve Forbidden Scenes (  ) 
demonstrate artists' collaborative coordination and stylistic convergence during production, reflecting self-regulatory forces 
within the system.The production of war-scene copperplate engravings, however, extended beyond the technical scope of the 
imperial academy, introducing additional variables. Both the working procedures and process controls could influence the artistic 
style.

 Keywords: Qing Imperial Painting Academy, Giuseppe Castiglione, Shen Yuan, War-scene copperplate engravings, collaborative painting, 

operational mechanisms

 Foreword

 Since the twenty-first century, Qing dynasty court art has emerged as both the most rapidly 
developing field within Chinese art history and a popular subject for curated exhibitions. 1 The origins of this 
enthusiasm for Qing art can be traced back to

 *Associate Professor, Institute of Art History, National Taiwan University
 Susan Naquin, “The Forbidden City Goes Abroad: Qing History and the Foreign Exhibitions of the Palace Museum, 1974–2004,” T’oung Bao, 
90:4/5 (2004), pp. 341–397.
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 dates back to the 1980s, 2   with subsequent developments receiving dual support. Firstly, in terms of materials, this was 

facilitated by
 the gradual public release of Qing Palace artefact imagery and archival documents since the 1990s. 3 The 
second, concerning research perspectives, owes much to the advancement of the New Qing History approach. 
This shift emphasised Manchu characteristics, moving away from traditional interpretations focusing solely on 
Manchu Sinicisation governance. 4 Overall, alongside the expansion of research materials and perspectives, the 
exhibition of Qing Palace artefacts under the dominant influence of curatorial institutions spurred a wave of 
practical investigations into the artefacts themselves. This research orientation explored the functional context of 
artefacts through their courtly usage, delving into topics such as the production processes of Qing Palace workshops, 
the origins of techniques, and material characteristics. This can be regarded as the third driving force behind the 
development of Qing Palace art research. 5

 These three perspectives interact dynamically, yielding distinct research dimensions: case studies 
of individuals and institutions; analyses of the temporal and spatial contexts of artefact production; and 
interpretations extending the significance of works while evaluating imperial roles.In terms of thematic 
progression, the early 1980s research phase focused on accumulating case studies of Qing court art 
involving individuals, events, and artefacts. The emphasis was largely on highlighting the emperor's 
dominant role in artistic production and reconstructing the individual cases of relevant cultural 
relics.

 .  In 2002, the National Palace Museum's "Cultural Enterprise" exhibition comprehensively examined the 

artistic endeavours of the Qianlong reign,

 A representative example was the Qing dynasty exhibition and symposium curated by Ju-hsi Chou at the Phoenix Art 
Museum in the United States. The exhibition catalogue is available in Ju-hsi Chou and Claudia Brown (eds.), The Elegant Brush: 
Chinese Painting under the
Qianlong Emperor 1735–1795 (Phoenix: Phoenix Art Museum, 1985).

 The Qing Palace "Archives of the Imperial Household Department's Workshop on Various Artistic and Craft 
Projects" constitute vital documentation revealing the actual production processes of Qing Palace artefacts. For 
earlier research reconstructing works based on these archives, see Yang Yida, "Leng Mei and His 'Painting of the Mountain Resort for 
Summer Retreat'," Bulletin of the Palace Museum, No. 1, 1979, pp. 51–61.For the collation and study of the Imperial Household Department 
archives, see Li Dianrong, "A Comprehensive Review of Research on the Qing Dynasty Imperial Household Department," in 
Qi Meiqin (ed.), The Imperial Household Department of the Qing Dynasty (Shenyang: Liaoning Nationalities Publishing House, 2009), pp. 250–275.
 For the characteristics of New Qing History research, see Mark C. Elliott, "Manchu Archives and the New Qing History," Palace Museum Quarterly, vol. 24, no. 2 (2006), 
pp. 1–18 (e s p e c i a l l y  p p .  7 – 1 5 ).For a review of nine major works on the New Qing History approach published around the 
year 2000, see Joanna Waley-Cohen, "The New Qing History," Radical History Review, 88:1 (2004),

 pp. 193–206.

 Susan Naquin, "The Forbidden City Goes Abroad: Qing History and the Foreign Exhibitions of the Palace Museum, 1974-2004," pp. 379-387. 
The article notes that while presenting Qing court life, it also stimulates interest in issues concerning cultural artefacts 
and their production.

 Discussions on the role of Qing emperors in the arts can be traced back to the 1988 symposium on art during the 

Qianlong reign. See
 Claudia Brown, "Epilogue: Approaches to Painting at the Qianlong Court," in Ju-hsi Chou and Claudia Brown (eds.), Chinese Painting under 
the Qianlong Emperor (Arizona: Arizona State University, 1991), pp. 163–168.

 2

 3

 4

 5
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 This also clarified the objectives of courtly production.  In 2005, the Royal Academy of Arts in London and the Palace 

Museum in Beijing

 collaborated on an exhibition centred on the three emperors of the late Qing dynasty. While still emphasising the imperial role, it 

also addressed concerns regarding production. 8

The connection between imperial rulers and the production of court art reveals its multifaceted 
dominant intentions through case studies. Patricia Berger, approaching from the perspective of Qing court 
religious beliefs, breaks through the existing framework for understanding Qing court art. She reinterprets court 
artefacts, traditionally viewed as repetitive and devoid of innovation, within the context of religious faith. This 
approach, after highlighting the imperial role, yields a fresh interpretative framework. 9 This perspective, 
breaking from conventional frameworks for understanding Qing court art, not only indicates that the faith of 
Tibetan Buddhism was a key driving force behind numerous artistic endeavours during the Qianlong reign, but 
also portrays the Qianlong Emperor as an enlightened and proactive monarch. Through art, he transcended 
linguistic, stylistic, and even cultural differences to construct a vast, multilingual, and multicultural 
empire.Following the publication of Bai Ruixia's monograph, Qing court art studies flourished in the twenty-first 
century, starkly contrasting its obscurity in the early twentieth century. One research trend liberated Qing 
emperors from their role as symbols of imperial authority, instead portraying them as passionate patrons 
and architects of cultural and artistic endeavours.10 Yet this very focus on the relationship between monarchs 
and artistic production, precisely because it centres on the artefacts themselves produced within the court, not 
only extols the imperial role in artistic leadership but also opens new perspectives on the context of courtly 
production.

 Amidst the interplay between the dual concepts of "imperial will" and "court production," while the promotion of 

imperial dominance in court artistic production is unsurprising, certain cognitive biases have emerged during 

periods of heightened emphasis on the imperial role in Qing court art exhibitions.
 artistic production is unsurprising. Yet, as exhibitions on Qing court art increasingly emphasise the imperial role, 
certain cognitive biases have prompted reflection. For instance, historian Evelyn Rawski noted as early as 2004

 cited Susan   Naquin,   “The   Forbidden   City   Goes Abroad:   Qing   History   and   the   Foreign Exhibitions of the Palace Museum, 1974-
2004”. Taking the Palace Museum in Beijing as its primary subject, the 2002 exhibition at the National Palace 
Museum in Taipei, “The Cultural Enterprise of the Qianlong Emperor”, conceived sub-themes exploring the 
emperor himself, his advisors🗎 , cultural traditions, Sino-Western exchanges, and the pursuit of innovation.It 
also adopts fresh perspectives on the production of Qing Palace artefacts, such as examining the collaborative 
dynamics between Tang Ying and the imperial kilns to scrutinise the actual production processes behind innovative 
Qing kiln designs.See Yu Pei-chin, "A Fresh Approach: The Innovation of the Qianlong Imperial Kilns," in Shi Shouqian and Feng Mingzhu (eds.), The 
Cultural Enterprise of the Qianlong Emperor (Taipei: National Palace Museum, 2002), pp. 281–295.

 Evelyn S. Rawski and Jessica Rawson, eds., China: The Three Emperors 1662–1795 (London: The Royal Academy of Arts, 2005).

 Patricia Berger, Empire of Emptiness: Buddhist Art and Political Authority in Qing China

 (Honolulu: University of Hawai’i Press, 2003).

 Some exhibitions even likened Emperor Qianlong to a 'Creative Director', emphasising his role as an enthusiastic 
patron of culture and the arts, and as an educator and mentor to the Imperial Painting Academy. See the exhibition 
overview in Yu Pei-jin (ed.), The Story of a Brand: Emperor Qianlong's Artifact Collections and Packaging Art (Taipei: National Palace Museum, 2017).

7

 8

 9

 10
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 In reviewing research topics on Emperor Qianlong, scholars have questioned the notion of absolute imperial 
authority, emphasising that the Emperor’s governance approach varied according to the composition of his civil 
bureaucracy.11 Beatrice Bartlett notes that while the Military Affairs Department served as an expression of imperial 
autocracy, the emperor's increasing involvement in personal decision-making inevitably led to reliance on 
officials' counsel. Thus, the reciprocal power constraints between emperor and ministers cannot be 
overlooked.12 Yet in the very same review article by Luo Youzhi cited earlier, the prevailing research on Qing court art 
continued to focus on reinforcing the role of Emperor Qianlong. Studies in painting, crafts, architecture, and other 
fields still predominantly sought arguments linking these subjects to imperial governance. 13 Evidently, the 
advancement of historical research in critically examining the imperial role preceded similar progress in art 
historical studies.

 Only in recent art historical research have some scholars begun to evaluate the constraints faced by the 
imperial role.For instance, in his analysis of eighteenth-century Qing court landscape painting, Shi 
Shouqian, while not dismissing the emperor's role, places greater emphasis on the actions of court painters 
themselves, who adjusted their styles following interaction with the sovereign. Examples include Zou Yigui and 
Dong Bangda, whose depictions of Mount Pan or West Lake incorporated a revised approach grounded in visual 
observation of the actual scenery.14 Based on this research, Shi Shouqian contends that court painters were no 
longer merely passive recipients of imperial commissions. While grasping the emperor's intentions, they also 
actively revised the expressive modes of orthodox landscape painting.Although court painters sought 
innovation under imperial taste, the extent of their revisions to orthodoxy—or even the creation of the "court 
painter landscape style" through real-scene observation—cannot negate the active contributions of the literati 
painters.For instance, Dong Bangda's distinctive landscape style built upon "layered verdure" illustrates how court 
painter artists themselves actively participated in stylistic transformation. By integrating the seventeenth-century 
orthodox school's anti-naturalistic conventions with the concept of real scenery, they forged an entirely new form, 
holding particular significance in the stylistic development of eighteenth-century landscape painting.

 Examining the limitations of imperial dominance in court art does not imply denying the emperor's authority; 
rather, it necessitates a more grounded observation of the production process to explore the practical creation of 
court art.

 Evelyn S. Rawski, “Re-Imagining the Ch’ien-Lung Emperor: A Survey of Recent

Scholarship,” The National Palace Museum Research Quarterly, 21:1 (2003), p. 4.

 Beatrice S. Bartlett, Monarchs and Ministers: The Grand Council in Mid-Ch’ing China, 1723–1820 (Berkeley: University of California Press, 
1991), p. 276.
 Evelyn S. Rawski, “Re-Imagining the Ch’ien-Lung Emperor: A Survey of Recent

 Scholarship," pp. 15-19.

 Shi Shouqian, ‘Harmonising Heaven and Earth with Brush and Ink: A New Understanding of Eighteenth-Century Chinese Landscape Painting’, in his 
work, Echoes of Mountains and Valleys: A History of Chinese Landscape Painting and its Audience (Taipei: Stone Publishing 
Co., Ltd., 2017), pp. 287–306. Shi Shouqian, ‘Harmonising Heaven and Earth with Brush and Ink: A New Understanding of Eighteenth-Century 
Chinese Landscape Painting’, pp. 302–304.

 11

 12

 13

 14

 15
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 Cheng. In this respect, compared to the case of 🗎 Chen examined by Shi Shouqian, the emperor should have played a 
more significant role within the imperial painting academy. Court painters produced works according to royal 
demand, and it goes without saying that imperial commands and edicts were the key motivators for their creative 
endeavours.Yet from a practical production standpoint, how court painters "fulfilled" imperial demands remains 
shrouded in mystery. Most intriguingly, how precisely was stylistic consensus achieved for court-commissioned 
works? While contemporary research often cites the "submission of drafts for imperial review" as a production 
process, the actual decision-making mechanisms within this workflow remain inadequately elucidated.Moreover, 
the circumstances confronting court painters were evidently more complex than those of 🗎 courtly artists. Serving the 
imperial household, their works primarily addressed the needs of royal life, where the emperor's commands 
constituted the supreme authority governing court existence.Assessing the degree of imperial involvement versus the 
painter's initiative within this execution process thus presents the greatest challenge for researchers. Even under 
imperial authority, the production process required adherence to "quality control" standards. The practical oversight 
and execution by the imperial painting bureau thus became a necessary foundation for evaluating imperial intent.

 Compared to court art production in previous dynasties, the Qing court's abundant surviving archives from 
the Imperial Household Department provide concrete references for clarifying production realities. Since 2005, when the 
First Historical Archives of China published its collection of Imperial Household Department

 , 17 scholarly understanding of the institutional framework, manpower, and production processes of Qing workshops 

has
 accelerated. 18 Among these, research on the Imperial Painting Academy emerged relatively early. Taking studies 
on court painting as an example, while the 1980s still focused on the imperial role, they also began to outline the 
division of labour among court painters and

An earlier overview of the Imperial Household Department archives is found in Wu Zhaqing, "The Qing Imperial Household Department's 
Workshop Records," Wenwu, No. 3, 1991, pp. 89–96, 55.Scholars' understanding of Qing Palace archives and artistic production 
has largely benefited from research published by scholars at the Palace Museum in Beijing during the 1990s. In 
addition to the aforementioned works by Yang Da, Nie Chongzheng also devoted considerable attention to Qing 
Palace painting, as seen in Nie Chongzheng, The Splendour of Court Art (Taipei: Dongda Publishing Company, 1996).Furthermore, the 
2003 compilation of Imperial Workshop historical materials edited by Zhu Jiashui provided researchers, who at the 
time lacked access to the original archives, with a glimpse into the subject. See Zhu Jiashui, ed., Compilation of Historical Materials from the 
Imperial Workshop of the Hall of Mental Cultivation (Beijing: Forbidden City Press, 2003).
 Compiled by the First Historical Archives of China and the Museum of Chinese University of Hong Kong, The Comprehensive 
Archives of the Imperial Household Department's Imperial Workshops (Beijing: People's Publishing House, 2005).
 Wu Zhaqing, "The Organisation and Artisans of the Imperial Workshops during the Qing Dynasty," Historical Archives, No. 4, 1991, pp. 79–86, 89; Ji Ruoxin, "The Ruyi Workshop during the Qianlong 
Period," Palace Museum Quarterly, Vol. 23, No. 3 ( 2 0 0 6 ), pp. 127–159; Chen Guodong,
 "The External Assignments and Postings of Imperial Household Department Officials: Their Relationship with the Supply 
of Cultural Artefacts to the Qianlong Court," National Taiwan University Journal of Art History, No. 33 (2012 ), pp. 225-269;Chen Guodong, "He 
Shiheng, Superintendent of the Wuying Hall: A Figure from the Imperial Household Department Active in the 'Ceremonial Rituals' Incident," 
Academic Quarterly of the National Palace Museum, Vol. 30, No. 1 (2012 ), pp. 87–134;Chen Guodong, "Prince Yi, Emperor Yongzheng, and the Imperial Household 
Department's Bureau of Manufactures," National Palace Museum Monthly, No. 358 (2013), pp. 36–45. I remain profoundly indebted to Professor 
Chen Guodong for his repeated personal insights into the Imperial Household Department.

 16

 17

 18
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 Painting Process. 19 The 1990s saw the accumulation and supplementation of case studies, gradually clarifying how the 

imperial workshops directed
 painters to copy antiquities and produce drafts. 20 After the public release of Imperial Household Department 
archives in the 21st century, researchers have focused more on the process of presenting painted samples and drafts 
from court workshops, different modes of court painting such as collaborative creation, and further explanations of 
their contextual adjustments.21 These studies have initiated reflection on the production process of paintings. 
However, as the decision-making processes for presentation and approval continue to be attributed to imperial taste, 
such research remains largely centred on the emperor himself. How to effectively situate research within the 
practical "production" dimension of court art remains a challenge awaiting resolution.This paper will employ the 
concept of "operational mechanisms" as an analytical lens to systematise these discussions.

 ♛ F i r s t ,  l e t  u s  c l a r i f y  t h e  c o n c e p t u a l  c o n t e n t  o f  w h a t  t h i s  p a p e r  t e r m s  

" o p e r a t i o n a l  m e c h a n i s m . "  T h e  t e r m  " m e c h a n i s m "

 (mechanism) derives from the 17th-century adaptation of the Greek term (mēkhanē) into modern Latin.
🗎Derived from the Greek word 'mechanismus', 22 originally denoting the construction and operational principles of 
machinery; it is now widely employed to describe natural and social phenomena, referring to the underlying patterns 
governing their internal organisation and operational dynamics. This may encompass the processes and modes of 
interaction between components within a functional system.It must be clarified beforehand that the definition of 
"mechanism" in industrial production processes does not require consideration of human control variables. However, 
in this article's usage, the term "mechanism" does not refer to such "industrial mechanisms" entirely devoid of human 
control, but rather to an operational mechanism of administrative organisation that necessitates consideration 
of human factors.

 Regarding Emperor Qianlong's attitude towards painting, see Hiroshi Furuura, "On Emperor Qianlong's Approach to Painting" (Parts I, II, III),

 Kokka, 1079, 1081, 1082 (1985), pp. 9–25, 35–43, 33–41. Nevertheless, Yang Yida had already utilised

 The Banquet at the Garden of Ten Thousand Trees to trace the production process of the Imperial Painting Academy. A 

subsequent article by Yang

 Yang, "A Study of the Banquet at the Garden of Ten Thousand Trees," Bulletin of the National Palace Museum, No. 4, 1982, pp. 3-21; Yang,

 "A View of the Qing Imperial Painting Academy," Bulletin of the National Palace Museum, No. 3, 1985, pp. 54-68.

 Lin Huansheng's research on Ding Guanpeng has also begun to utilise workshop archives to reconstruct the imperial 

painting process. See Lin Huansheng,
 "Ding Guanpeng's Painting in the Style of the Ancients and the New Style of Qianlong Court Painting" (Taipei: Master's Thesis, Institute of Art History, National Taiwan University, 1994).
 Although Qing court painting drafts and related materials were proposed earlier, a formal monograph appears in 
Nie Chongzheng, "A Study of Drafts in Qing Court Painting," National Palace Museum Quarterly, No. 3, 2004, pp. 75–91.Additionally, the author has previously discussed Jiao 
Bingzhen's Album of Landscapes as preparatory sketches for the Twelve Months of the Year paintings, see Chen Yunru, 
"The Shape of Time: A Study of the Qing Court's Twelve Months of the Year Paintings," National Palace Museum Quarterly, Vol. 22, No. 4 (2005), pp. 111-117.

 The Oxford English Dictionary Online: https://www.oed.com/view/Entry/115557?redirectedFr

 om=mechanism#eid (retrieved 15 January 2021).
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 22

https://www.oed.com/view/Entry/115557?redirectedFr
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 From this perspective, the "operating mechanism" within the academy actually encompasses a set 
of specific workflows and decision-making processes within the imperial painting academy.Workflows refer 
to the institutional steps and procedures, while decision-making processes involve the intentions and attitudes of 
the executors, controllers, and promoters within them. Precisely for this reason, the operational mechanism of the 
painting academy fundamentally differs from the concepts of machine operation or even economic mechanism 
models. This implies that in the academy's operations, all participants exert influence on the mechanism's 
effectiveness. In other words, within the discussion of this article,
 the term "operational mechanism" does not exclude the influence of human regulation. Yet, if it were not a wholly 
mechanistic concept of process, why would it be necessary to specifically employ the term "mechanism" to discuss 
the operational processes of the imperial workshops? One key objective is to leverage the advantages of the 
"mechanism" concept to examine the tight integration between process and decision-making, and their mutually 
reinforcing, unique relationship.Furthermore, this approach aims to highlight that within the imperial 
workshop's operations, there exists a driving force transcending the will of any single individual. This impetus 
may be more closely linked to the endeavour to define the "mechanism's" objectives and

 the endeavour to 'converge' stylistic expressions.
It is necessary to emphasise that the "operational mechanism" of the Qing Palace Painting Academy is not 

merely an alternative term for its institutional framework or workflow procedures. The institutional framework 
refers to the academy's organisational structure and regulatory provisions, while workflow procedures denote the 
fundamental operational protocols governing the imperial workshop.The so-called "operational mechanism" refers 
to how the workshop organisation (institutional norms) within the Academy's workflow effectively manages and 
controls the workshop's output through the operation of mechanisms. These "mechanisms" encompass settings for 
"quality control" of artistic outcomes or "decision-making" regarding finished product standards. In other words, 
analysis and examination of the Qing Palace Painting Academy's personnel and institutional framework can only be 
considered foundational work within this research domain.Of greater significance is the need to grasp the dynamic 
choices within the process, and indeed the methods of allocation and control. Through this research approach, we 
place greater emphasis on the practical aspects of artistic production, and may even have the opportunity to 
consider the control power and effectiveness of the "mechanism".

 Observing the Qing Imperial Painting Academy through the lens of "operational mechanisms" also offers
 Reflection and refinement. Research into Qing dynasty court art has yielded substantial achievements over the past 
two decades, with significant breakthroughs across multiple research topics. Notably, compared to court art from 
other dynasties, the Qing court possesses surviving archives from the Imperial Household Department, which 
oversaw court production. These archives provide scholars with an opportunity to examine the practical operations 
of court workshops, and research into specific production processes through this lens has already yielded 
considerable results.23 This paper aims to elucidate the

 For recent scholarly works examining Qing Palace production, see Martina Siebert,  Kai Jun Chen,  and Dorothy Ko (eds.),

 Making the Palace Machine Work: Mobilising People, Objects, and Nature in the Qing

 Empire (Amsterdam: Amsterdam University Press, 2021).

 23
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 The operational mechanisms of the Imperial Painting Academy. It is hoped that through examining and reflecting 
upon the Qing court case, this may serve as a comparative assessment against other examples of courtly art. 
Therefore, this paper's investigation into the Qing court painting academy's operational mechanisms does not seek to 
provide an exhaustive study of the academy itself. Instead, it selects four significant cases from the production level to 
serve as representative examples for considering the practical operations of the Qing court painting academy.

 To effectively examine the distinctive features of the Qing court's production processes and operations, the 
four selected cases are: Giuseppe Castiglione's (Lang Shining) Sketchbook of One Hundred Horses; Shen Yuan's Along the 
River During the Qingming Festival; the series of Twelve Forbidden Scenes (  ) collaboratively painted by Shen Yuan, 
Ding Guanpeng, and others; and the Qing court's copperplate battle maps.While these four cases cannot represent all types 
of Qing court academy production, they are among the best-documented examples available for examining actual 
production practices and processes. Notably, all four cases relate to the creation of draft patterns, and some benefit 
from existing research on their production contexts. This should aid in clarifying the conceptual operational 
mechanisms discussed herein.Moreover, the temporal span of the Imperial Painting Academy covered by these four 
selected cases may not be exhaustive. Nevertheless, all four cases bear direct or indirect connections to Giuseppe 
Castiglione, and from the perspective of the development and achievements of the flourishing Qing court painting 
academy, they represent the most significant period worthy of observation. The potential limitations of this case 
selection in terms of observational perspective will be reflected upon and evaluated in the concluding section.Below, 
we shall first examine the production contexts of these four cases in sequence, analysing the Academy's production 
practices within them before discussing the operational realities of its mechanisms.

 I. Case Study One: Giuseppe Castiglione's Sketchbook for the Hundred Horses

 ♛ Taking Lang Shining's Sketchbook for the Hundred Horses as our initial example, we shall elucidate the 
relationship between "innovative pictorial schemes" within Qing court production and the mechanisms of the 
Academy. Through examining the context of Lang Shining's innovative pictorial schemes as a Western painter, we 
shall assess the decision-making processes within this workflow.The following discussion will examine the 
production traces in the Sketchbook for the Hundred Horses to clarify the working process between drafts and final 
versions. It will explain how Lang Shining's Western painting training background enabled him to harmonise with 
the existing styles within the Qing court painting academy while simultaneously "preserving" the characteristics of 
Western painting.Subsequently, the pictorial innovations and contributions of the Hundred Horses will be elaborated; 
finally, consideration will be given to how the underlying "operational mechanisms" functioned, aiming to 
distinguish this approach from previous understandings of the Qing court painting academy's workflow.

 The Sketchbook for the Hundred Horses (Fig. 1, Metropolitan Museum of Art, USA) is a draft version of Lang Shining's Hundred 

Horses (Fig.

 2, National Palace Museum) by Giuseppe Castiglione. Not only are the two works comparable in size, but their compositional 

structure and arrangement of motifs are also
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 remarkably similar. 24 The simultaneous preservation of Lang Shining’s Hundred Horses and its preparatory sketch
 drafts and production contexts. 25 However, although studies on the Sketchbook for the Hundred Horses had previously been 
published, their joint exhibition in 2015 at the National Palace Museum in Taipei, "Divine Brushwork: The Art of Lang 
Shining – Three Centuries Since His Arrival in China," provided a rare opportunity for observation, allowing the research 
value of both the Sketchbook for the Hundred Horses and the Qing imperial painting academy to be rediscovered.

 Lang Shining arrived in Macao in the 54th year of the Kangxi reign (1715) and remained within the Qing 
domain for the subsequent fifty-two years. According to missionary August von Hallerstein's records, Lang Shining 
drew admiration upon entering the court by painting a bird for Emperor Kangxi. 26 The precise nature of Lang 
Shining's European painting style had remained unclear until recent years, when a
On the one hand, the rediscovery of oil paintings preserved at the Jesuit monastery in Genoa offers some potential 
insights. 27 On the other hand, records indicating Lang Shining's involvement in the production of enamel-painted 
porcelain suggest that his artistic style may be reconstructed through Kangxi-period pieces such as the Copper-Bodied 
Enamel-Painted 'Wealth and Honour' Vase (Fig. 3-1, Guofang 384) and the Copper-Bodied Enamel-Painted 'Flowers and 
Fruits' Box (Fig. 3-2, Guofang 342).and the 'Copper-Bodied Enameled Fruit and Flower Box' (Fig. 3-2, Guofang 342).28. 
Scholarly overviews of Lang Shining's early stylistic characteristics—such as rich colour gradations and the three-
dimensional qualities of objects—demonstrate his mastery of rendering effects under shifting light. This aligns 
perfectly with the colour layers and chiaroscuro in his earliest extant dated work, Gathering Auspicious Signs (Fig. 4, National 
Palace Museum).

 Concerning discussions on the Sketchbook for the Hundred Horses as preparatory work for Lang Shining's 
Hundred Horses, particularly its role as a precursor to the painting, see Chen Yunru, "The Evolution of Lang Shining's 
Painting Style and the Operational Mechanisms of the Imperial Painting Academy during the Yongzheng Reign," in He Chuanxin 
(ed.),Divine Brushwork: The Three-Century Exhibition of Lang Shining's Art in China (Taipei: National Palace Museum, 2015), pp. 
360–364.
 Nie Chongzheng, "Lang Shining's Scroll of One Hundred Horses and Its Drafts and Copies," in his work, Qing Palace Painting and the 'Eastward Spread of Western Painting' 
(Beijing: Forbidden City Press, 2008), pp. 248-253.
 This is presumed to be the biographical account of Lang Shining recorded by Liu Songling (August von 
Hallerstein), derived from the Roman manuscript Memoria Postuma, previously translated into English by Marco 
Musillo. See Marco Musillo,  "Bridging Europe and
 China: The Professional Life of Giuseppe Castiglione (1688-1766),” (Ph.D. diss., University

 of East Anglia, 2006), p. 194.

Marco Musillo, The Shining Inheritance: Italian Painters at the Qing Court, 1699–1812 (Los Angeles: The Getty Research Institute, 2016), pp. 
70–79.Two of these were exhibited in Taipei, as documented in He Chuan-hsin (ed.), Divine Brushwork: The Three-Century Exhibition of Lang Shining's Art 
in China (Taipei: National Palace Museum, 2015 ), figs. 1-01, 1-02.
 Missionary Matteo Ripa (   ) recalled being requested to paint enamel with Lang Shining in the 55th year of 
Kangxi. See George Loehr, "Missionary-Artists at the Manchu Court," Transactions of the Oriental Ceramics Society, 34 (1962-1963), p. 55. For 
missionary involvement in enamelling during the Kangxi reign, see Shi Jingfei,

 "Evidence of Eighteenth-Century East-West Exchange: The Establishment of Enamel Painting Craftsmanship at the Qing Court during 

the Kangxi Reign," Palace Museum Quarterly,

 Vol. 24, No. 3 ( 2 0 0 7 ), pp. 55–58; Yu Peijin, "Lang Shining and Porcelain," Palace Museum Quarterly, Vol. 32, No. 2

 (2014), pp. 5–10.
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 Corresponding. 29 Overall, the core characteristics of Lang Shining's Western techniques evident during the 
Yongzheng reign encompass two aspects: light and shadow colouring and perspective techniques. While the 
Gathering Auspicious Signs Painting exemplifies Lang Shining's achievements in three-dimensional representation 
and colour rendering, the application of Western perspective cannot be verified within it;Consequently, the 
horizontal scroll composition of the Hundred Horses becomes another crucial example for understanding Lang 
Shining's synthesis of Eastern and Western painting styles.

Precisely because of this horizontal composition, discussions on the pronounced Western artistic 
orientation evident in the Hundred Horses have largely centred on the scroll's compositional techniques. For 
instance, some scholars have characterised this scroll as possessing a "purely Western composition," dividing the 
entire work into three segments and attempting to discern vanishing points within each section.30 The existence of 
preparatory sketches for the Hundred Horses Scroll affords a deeper understanding of its production process. 
These preparatory sketches, executed in line drawing, served as the basis for arranging and conceptualising the 
composition prior to the final execution;Its nature was originally thought to be equivalent to the function of 
traditional Chinese white-line drawing sketches. However, beyond compositional positioning, the Sketchbook for 
the Hundred Horses reveals numerous Western workshop drawing techniques preserved within the scroll, 
further illuminating Lang Shining's unique role within the Qing imperial painting academy.

 Close examination reveals significant differences between the Sketchbook for the Hundred Horses and 
traditional white-line sketches.The ink lines in the Hundred Horses Sketchbook can be categorised into two types (Fig. 5). 
One type, used for depicting rocks and vegetation, features dense, black ink with considerable variation in thickness. 
The other type, employed for the horses, consists of fine, straight lines with minimal curvature, rendered in ink that 
appears slightly greyish and faint.Additionally, beneath the contour lines of some horses, faint greyish underlines of 
slightly thicker lines are discernible, likely traces of charcoal. Whether these are rigid ink lines or charcoal strokes, the 
line qualities observed in the Hundred Horses Sketchbook cannot be achieved with traditional Chinese brushes.32 

Beyond differences in drafting tools, Lang Shining repeatedly demonstrates brushwork distinct from traditional 
Chinese line drawings in the Hundred Horses Sketchbook. For instance, the technique of rendering short shadow 
lines extending from the horses' hooves closely echoes the Milanese drawing tradition, clearly indicating Lang 
Shining's training background in workshops in Milan or Genoa. 33

 Chen Yunru, "The Transformation of Lang Shining's Painting Style and the Operational Mechanisms of the Imperial Painting Academy during the 

Yongzheng Reign," pp. 357-358.

 Marco Musillo, The Shining Inheritance: Italian Painters at the Qing Court, 1699–1812, p. 90. The author does not utilise the two 
groups of trees to delineate the sections, but instead employs the horses and figures within the painting. The first 
two vanishing points in the section are both suggested and guided by the distant horsemen.
 Chen Yunru, "The Evolution of Lang Shining's Painting Style and the Operational Mechanisms of the Imperial 
Painting Academy during the Yongzheng Reign," pp. 360-364. Chen Yunru, "The Evolution of Lang Shining's 
Painting Style and the Operational Mechanisms of the Imperial Painting Academy during the Yongzheng Reign," pp. 362-364.
 The European workshop techniques employed by Lang Shining are discernible in the Hundred Horses 
Sketchbook. For instance, the origin of the short shadow lines beside the horses' hooves in the Hundred 
Horses Sketchbook is thought to be linked to Lang Shining's training in workshops in Milan, Genoa (Genova), 
and elsewhere.At that time, Giovanni Benedetto Castiglione was highly active in Genoa, and his surviving sketchbook 
drawings may offer insights into the stylistic characteristics of the drawing techniques Lang Shining acquired during 
his training. See Chen Yunru, "The Evolution of Lang Shining's Painting Style and the Operational Mechanisms of the Imperial 
Painting Academy during the Yongzheng Reign," pp. 361-364.
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 However, as is often the case with preliminary sketches, confusion arose regarding the 
chronological relationship between the Sketchbook for the Hundred Horses and the completed Hundred 
Horses.34 Yet careful examination of the paper quality and natural pencil underdrawing traces in the 
Sketchbook for the Hundred Horses points to its creation during Lang Shining's original production phase. 35 

Thus, the Sketchbook's status as preparatory material for the Hundred Horses requires no further 
doubt.Moreover, the Western drawing techniques evident in the Sketchbook for the Hundred Horses more 
effectively demonstrate Lang Shining's knowledge of Western painting. It appears he exercised considerable 
dominance in the creation of the Hundred Horses, which aligns with contemporary scholarly observations 
regarding the Western stylistic characteristics present in his Hundred Horses.

 How exactly did Lang Shining achieve this "synthesis of Eastern and Western traditions"?How does the 
Sketchbook for the Hundred Horses illustrate the operational model of the Qing imperial painting academy? We 
shall first examine Lang Shining's contributions to innovative pictorial schemes. Scholars note that the theme of 
depicting a hundred horses had precedents within the Chinese equine painting tradition, and Lang Shining may 
have drawn thematic inspiration from works such as the Hundred Horses Painting (Fig. 6, National Palace 
Museum).37 The Hundred Horses Painting primarily integrates two compositions—horses grazing in the wild and 
bathing by the riverbank—into a horizontal scroll. While Lang Shining's Sketchbook for the Hundred Horses 
retains these two subject approaches, his arrangement of the composition bears no relation to traditional pictorial 
methods.Most notably, the Sketchbook for Hundred Horses features a faint, horizontal horizon line running 
through the upper two-thirds of the composition (Fig. 7).

Regardless of whether the vanishing point in the Hundred Horses Sketchbook scroll can be definitively 
determined, the proportions of the horses depicted reveal discernible patterns in their fore-ground, mid-ground, and 
rear-ground variations.If we examine the proportions by dividing the horses into foreground, middle ground, and 
background, with the background horses serving as a unit height (each unit measured at approximately 8.4 centimetres), 
the middle ground horses measure one and a half unit heights, while the foreground horses occupy two unit heights. 
This suggests that although the Hundred Horses Sketchbook may lack a clearly defined vanishing point, the objects 
within the painting are rendered with a consistent proportional relationship to convey the depth of foreground, middle 
ground, and background.(Fig. 8). The compositional distinction of the Sketchbook for the Hundred Horses lies in establishing 
a vertical axis spanning

 As early 20th-century copies of Lang Shining's Hundred Horses Scroll emerged, the draft manuscript—lacking 
provenance records—and other similar line-drawing works garnered attention. Nie Chongzheng, "Lang Shining's Hundred 
Horses Scroll, Its Draft Manuscript, and Copies," pp. 250–253.Remarkably, the copy’s concluding section on water techniques depicts 
errors stemming from the sketchbook’s damaged state. For reference, see Lang Shining and Ma Jin, Sketchbook for Lang Shining’s 
Hundred Horses and Ma Jin’s Hundred Horses Scroll (Tianjin: Tianjin People’s Fine Arts P u b l i s h i n g  H o u s e ,  2 0 0 8 ).

 For a superimposed comparison of the two works, see Chen Yunru, "The Evolution of Lang Shining's Painting Style and the 

Operational Mechanisms of the Imperial Painting Academy during the Yongzheng Reign," fig.

 2, p. 362.

 Susan Naquin, "Giuseppe Castiglione/Lang Shining: A Review Essay," T'oung Pao,

 95:4/5 4/5 (2009), pp. 393–412.

 Ma Yazhen, "The Transformation and Significance of Equine Vocabulary in Qing Court Painting: A Study of Lang Shining's Hundred Horses," Palace Museum Quarterly, 
Vol. 27, No. 3 (2010 ), pp. 103-113.
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 The height of the horizon in the horizontal composition effectively renders the expansive, horizontally extended 
space of the plain and riverbank. Furthermore, all objects within this space are positioned within the 
composition as far as possible in accordance with their proportions.

 The final version of the Hundred Horses largely adheres to the composition of the draft manuscript, with 
only minor adjustments.A notable adjustment occurs in the mid-upper section depicting a herdsman emerging on 
horseback from the mountains (Fig. 9-1). In the draft, the hills above this segment originally lacked vegetation, 
whereas the final painting adds two trees (Fig. 9-2).38 Through this alteration, the draft manuscript's original 
effect of extending the sloping horizon line, subtly pointing towards a vanishing point situated roughly at the 
distant mountains, is no longer visible in the final composition. Overall, the vanishing point technique intended in 
the draft becomes less discernible in the final painting due to the inclusion of additional details such as figures and 
horses.From the perspective of classical Western perspective principles, the area near the vanishing point or 
horizon should feature minimal scenery – as seen in the Sketchbook. Yet when finalising the painting, Lang 
Shining evidently chose not to emphasise the linear spatial characteristics of the vanishing point, opting instead to 
modify the Sketchbook's clear linear composition.

 The precise reasons why the geometric linear spatial extension evident in the Sketchbook was reworked or 
rendered more subtle in the final painting remain difficult to ascertain.Two possible explanations may be considered. 
Firstly, judging from the revisions to Lang Shining's sketches, this adjustment may have stemmed either from the 
artist's own initiative or from Emperor Yongzheng's directive.Records from the first month of the fourth year of 
Yongzheng's reign document commissions for decorative paintings in the Siyi Hall. Lang Shining was instructed to 
create "figure paintings" based on six "Western-style collaged paintings depicting distant landscapes." Upon 
presentation, the emperor ordered revisions: "This style is well executed, but the rear layers appear excessively 
elevated and inaccessible, with insufficient depth.Lang Shining is hereby instructed to create an additional set of 
paintings based on the small-scale model depicting the perspective within the three-bay structure." The retention 
of Western linear spatial extension and vanishing point cues in Lang Shining's draft version of the Hundred Horses, 
alongside the subsequent incorporation of distant landscape elements in the final composition, may well represent 
the artist's habitual response to grasping the emperor's intent.

 Secondly, one must consider the shared tendencies within Qing court painting conventions, which 
are closely tied to the functional objectives of court art. Numerous other examples exist within the Qing court of long 
scroll compositions similar to Lang Shining's Hundred Horses.

 This partial adjustment further substantiates that the Sketchbook for the Hundred Horses is indeed the precursor sketch for the 
Hundred Horses, rather than a later derivative work copied from the final painting.
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, Volume 2, p. 262.Regarding Emperor 
Yongzheng's understanding and modifications to Lang Shining's techniques of near and far, see Chen Yunru, 
"Creating Authentic Scenes: Re-evaluating the Artistic Significance of the Qing Court Version of Along the River 
During the Qingming Festival in the Painting Academy of the Yongzheng Reign," Palace Museum Quarterly, Vol. 28, No. 2

 (2010), pp. 23–25.
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 In his work, how did Giuseppe Castiglione seek innovation in the creation of the scroll? Although Castiglione may 
have been familiar with the traditional Chinese Hundred Horses motif, his Sketchbook for the Hundred Horses still 
employed Western techniques to construct the pictorial space. He actively rearranged the positions of the human and 
equine motifs, striving to achieve an innovative composition capable of horizontally showcasing spatial extension 
effects.
 The spatial extension in Lang Shining's Hundred Horses, though slightly adjusted from the clear linear space of 
the Sketchbook for Hundred Horses, still constitutes an excellent horizontal spatial scene capable of integrating 
diverse human and equine activities, even featuring rich details above the horizon.Within the Qing imperial 
painting academy, when discussing techniques for depicting large-scale activities within horizontal scrolls, 
one cannot overlook the influence exerted by the Kangxi Emperor's Southern Inspection Series, led by Wang 
Hui during the Kangxi reign.

 Following his second southern inspection tour, Emperor Kangxi commissioned Wang Hui to lead the creation 
of the monumental twelve-scroll work Kangxi's Southern Inspection Tour, completed over six years. Research by He 
Muwen indicates that the entire series achieved unprecedented visual effects in terms of single-scene narrative and 
monumental landscapes, exemplified by Kangxi's Southern Inspection Tour, Scroll Three (Fig. 10, Metropolitan 
Museum of Art, New York).40 Moreover, as a newly established imperial travel pictorial format within the Qing court, 
the Kangxi Southern Inspection Paintings also served as a reference for the Qianlong court's southern inspection 
paintings.

 . 41 Recent discoveries, including a fragment of the Sixth Scroll of the Kangxi Southern Inspection Tour (Fig. 11, private 

collection, Hong Kong

 collection), Nie Chongzheng further suggested that it likely referenced the compositional scheme of the Along the 

River During the Qingming Festival. 42 In October 2020,
 The sixth scroll depicting the journey from Zhenjiang to Changzhou was publicly exhibited in Hong Kong in 
October 2020. 43 Featuring predominantly riverside landscapes along the route, with motifs such as expansive waters, 
stone bridges, urban dwellings, and city gates, it indeed evokes the compositional techniques of the Along the River 
During the Qingming Festival. While the composition of each scroll in the Kangxi Southern Inspection Tour was 
adjusted according to the imperial itinerary, its influence on the painting style of the Qing court is undeniable.

 Maxwell K. Hearn’s analysis of the Kangxi Emperor’s Southern Inspection Tour’s artistic style and its influence on Qing 
court painting is highly instructive. See Maxwell K. Hearn, “Art Creates History: Wang Hui and The Kangxi Emperor’s
 Southern Inspection Tour," in Wen C. Fong, Chin-Sung Chang and Maxwell K. Hearn eds., Landscapes Clear and Radiant: The Art of Wang 
Hui (1632-1717) (New York: The Metropolitan Museum of Art, 2008), pp. 129-183.
Maxwell K. Hearn, "Art Creates History: Wang Hui and The Kangxi Emperor's Southern Expedition"

 Inspection Tour,” p. 178.

 Nie Chongzheng, "The Grand Southern Inspection Tour: An Imperial Masterpiece – A Brief Discussion of The Kangxi Emperor’s Southern 
Inspection Tour and Its Fragments," Sotheby’s website: https://www.sothebys.com/zh-hant/文章/南巡盛事-皇家巨制-簡論康熙南巡
圖及其殘卷 (accessed 15 January 2021).
 On 3 October 2020, Sotheby’s auction house launched the exhibition "A Glimpse of the River and Sky: The Sixth Scroll of 
Kangxi’s Southern Inspection Tour", displaying the sixth scroll of the Kangxi Southern Inspection Tour Scroll, specially 
reuniting the scroll that had previously been divided into seven segments.The Value: https://hk.thevalue.com/articles/kangxi-
southern-inspection-tour-scroll-exhibition-sothebys (Retrieved 15 January 2021).
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 The pursuit of spatial extension remains a common theme, with deliberate efforts to arrange rich details of 
activity within the horizontal composition. This pictorial objective naturally aligns with the composition of the 
Along the River During the Qingming Festival; yet more significantly,
 The Kangxi Southern Inspection Tour Scroll established an unshakeable foundation for the pictorial characteristic 
of constructing a single, comprehensive landscape capable of accommodating abundant activity.

 Following Kangxi's Southern Tour, all depictions of imperial ceremonial activities adopted these 
dual imperatives: a unified, comprehensive landscape and the capacity to contain abundant activity. For 
instance, the Yongzheng era's Emperor Yongzheng Sacrificing at the Altar of Agriculture (Fig. 12, Guimet Museum, 
France) employs a similar compositional model.Viewed thus, the Western linear perspective space in the draft 
version of the Hundred Horses Painting likely gained greater acceptance within this framework. The modifications 
Lang Shining made to the landscape near the horizon in the final version of the Hundred Horses Painting represent 
the concrete outcome of his Western-inspired pictorial innovations being integrated into the Qing court's artistic 
practices.From the perspective of the Qing court painting academy's operational mechanisms, in the case of the 
Hundred Horses, while the emperor may not have directly dictated the artistic choices of court painters, this very 
autonomy afforded Lang Shining the opportunity to develop his distinctive Western-influenced style.However, once 
the "formula" was selected and the draft created, the painter's reference to precedents in court production allowed 
the actual form of the "formula" to exert greater influence during the process.

 While Lang Shining's fusion of Eastern and Western styles gradually took shape during the reigns 
of Kangxi and Yongzheng, it would be difficult to attribute this development solely to the directive will of any 
single emperor.The case of Lang Shining and the creation of the Hundred Horses Painting illustrates that the 
practical role of "prototype influence" within the imperial painting academy's mechanisms warrants examination. 
As discussed earlier, this "prototype influence" extends beyond procedural aspects like the presentation of drafts; it 
must be examined in conjunction with the production-driven characteristics shaped by the functional objectives 
of court painting.In other words, the operational mechanism of the painting academy examined herein represents 
a research approach that emphasises internal dynamic regulation within the academy while also addressing the 
consolidation of its stylistic identity. Considering the operational mechanism implies that, beyond institutional 
procedures, one must also account for the dynamic outcomes arising from the practical implementation of these 
processes.For instance, examining the creation of Giuseppe Castiglione's Hundred Horses by the Academy's 
operational framework reveals that the artist's background (possessing Western techniques) constituted only the 
primary influence. The selection of pictorial composition based on function and theme (a horizontal scene 
encompassing diverse activities) represented a secondary influence. By the time the

 the final approval during the "presentation for imperial review," the emperor's selection was effectively the outcome 

established after the preceding two layers of influence had taken effect
 Below, we further evaluate the operational reality of the second-tier academy mechanism by examining the 
production of Shen Yuan's "Along the River During the Qingming Festival" – a painter whose role was similar to Lang 
Shining's yet long overlooked.

 II. Case Study Two: Shen Yuan's Along the River During the Qingming Festival

 Following the analysis of Lang Shining's Hundred Horses Sketchbook and Hundred Horses Painting in the 

preceding section, which clarified the pictorial conventions of the Qing court,
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The innovation and application of such techniques. It is particularly noteworthy that by observing the operational 
mechanisms of the painting academy, one can discern how artists adopted different pictorial approaches based on 
their selection of subject matter, even within the established processes of draft creation and presentation.This section 
will examine Shen Yuan's draft for the Along the River During the Qingming Festival (Fig. 13, National Palace 
Museum) as a case study. It will further illustrate the second mode of operation among Qing court painters—where 
drafts were commissioned and then handed over to other artists for finalisation—while also scrutinising the role of the 
operational mechanism within this process.We shall first examine the characteristics of Shen Yuan's draft sketches 
for the Qingming Shanghe Tu, illustrating how Qing court painters utilised "old patterns" to synthesise pictorial 
schemes. This will clarify the draft-to-final-version workflow within the academy, revealing how operational 
mechanisms functioned. Through this case study, we will analyse the creation and shaping of Qing court 
painting styles.

 As a pictorial artefact symbolising political integrity, the Qingming Shanghe Tu has been studied in relation 
to its reinterpretation within the imperial court.⁴⁴ Its compositional hallmarks—a panoramic scale and teeming 
activity—mirror those of the Kangxi Emperor's Southern Tour Scroll, suggesting comparable utility within the 
court context.This section selects Shen Yuan's version of the Qingming Shanghe Tu as its case study primarily 
because Shen Yuan served as a court painter in the Qing palace and studied closely under Lang Shining. Moreover, 
Shen Yuan's scroll bears a close pictorial relationship with the Qing Palace Version of the Qingming Shanghe Tu, 
making it a crucial case for analysing the production process of Qing court painting drafts.Much like Lang 
Shining's Sketchbook of a Hundred Horses, Shen Yuan's Qingming Shanghe Tu also functions as a 
preparatory sketchbook. It can be regarded as a derivative product within the Qing court of Lang 
Shining's European sketchbook techniques, while the emergence of its "pictorial formula" further reveals 
the process of synthesising existing pictorial elements.

 At first glance, Shen Yuan's Qingming Shanghe Tu appears executed in ink-wash brushwork. However, closer 
inspection reveals numerous instances of light ochre or ink-tempered pigments throughout the scroll. Furthermore, 
pink pigments were directly applied to render the lush effect of the peach blossom groves (Fig. 14-1).This distinctive 
colouring technique distinguishes Shen Yuan's Qingming Shanghe Tu from both colour paintings and conventional 
'outline sketches'. Much like the scepticism surrounding Lang Shining's Hundred Horses Sketchbook, Shen Yuan's 
work has been questioned regarding its status as a preparatory sketch due to its partial colouration and relatively high 
level of completion.45 In reality, Shen Yuan's Qingming Shanghe Tu exhibits distinctive characteristics of Qing court 
preparatory sketches, and is

 Wang Zhenghua, "Images of Suzhou City in the Qianlong Reign: Political Power, Cultural Consumption, and Landscape Shaping," Bulletin 
of the Institute of Modern History, Academia Sinica, No. 50 (2005), pp. 124–128; Chen Yunru, "Producing the Real Scene: Reassessing the 
Art-Historical Significance of the Qing Imperial Studio Version of the Along the River During the Qingming Festival in the 
Yongzheng Reign," pp. 1–64.
 Tong Wen'e, "Manuscript or Copy? The Twin Brothers of the Qing Imperial Court Version of the Qingming Shanghe Tu," Palace Museum Monthly, No. 
326 (2010 ), pp. 102–113.

 44

 45



116

 The outcome of being influenced by Lang Shining's newly introduced European drawing techniques. 46 In the past, 
the failure to discern Lang Shining's distinctive European drawing techniques from the Hundred Horses Sketchbook 
led to the long-standing neglect of the sketchbook's value in Shen Yuan's scroll.

 It is necessary here to first elucidate the European drawing techniques inherited from Lang Shining in 

Shen Yuan's scroll. In Shen Yuan's
 Along the River During the Qingming Festival, an additional layer of outline brushwork serves as the preliminary 
sketch, indicating that the figures were first positioned with this underdrawing before being rendered in ink.(Fig. 
14-2) The underdrawing lines differ from conventional brushwork, exhibiting greater moisture content and lacking 
variations in brush lift and pressure. This approach mirrors Lang Shining’s technique in the Sketchbook for the 
Hundred Horses, where horses were initially positioned with slightly lighter brushwork before being outlined with a 
slightly denser layer to define their contours, sharing similar line characteristics.Additionally, Shen Yuan's use of pale 
ochre washes throughout the entire scroll of the Qingming Shanghe Tu is evident. For instance, the glazing applied to 
earthen slopes and water surfaces effectively highlights the forms (Fig. 14-3). This technique of block-like glazing is 
similarly observed in the shadow treatment of water surfaces in Lang Shining's Hundred Horses Sketchbook (Fig. 
15).The techniques employed—outline brushwork, subtle tinting of objects, and even the distinctive characteristics of 
the lines—repeatedly demonstrate that Shen Yuan and Lang Shining shared remarkably similar concepts in their 
draft painting techniques, even using identical drawing implements.

 The continuation of European sketchbook characteristics introduced by Lang Shining in Shen Yuan's Along 
the River During the Qingming Festival signifies that the relationship between Shen Yuan and Lang Shining warrants 
significant attention. Although "Shen Yuan" does not appear in the records of the Yongzheng reign, the name "Shen 
Yuan" is documented in the archives of the sixth year of Yongzheng's reign.47 Homophonic variations in the names 
of Qing court painters frequently appear in archival records. For instance, Lang Shining was recorded as "Lang 
Shining" during the Yongzheng reign, making Shen Yuan's designation as "Shen Yuan" during this period 
unsurprising. Records of Shen Yuan (Yuan) also exist for the tenth year of Yongzheng, 48 with imperial decree only 
being issued in the first year of Qianlong for

 The earliest discussion concerning the relationship between Shen Yuan's painting style and that of Lang Shining appears 
in Chen Yunru, "Creating Authentic Scenes: Reassessing the Artistic Significance of the Qing Imperial Studio Version of Along the 
River During the Qingming Festival within the Painting Academy of the Yongzheng Era," p. 13.

 "Shen Yuan" appears in a marginal note dated the eighth day of the seventh month in the fifth year of Yongzheng, 

following Lang Shining's painting of oil-stained railings for the Swastika Hall in the Yuanmingyuan:
 "On the twenty-seventh day of the second month in the sixth year, according to painter Shen Yuan: Lang 
Zhonghai Wang, by imperial command, was instructed to replace the oil paintings of the railings with two 
watercolour paintings. By imperial decree." See Archives of the Imperial Household Department of the Qing Palace, 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, 
Volume 2, p. 721.
 Following the entry for the 21st day of the third month in the 10th year of Yongzheng's reign (Chronicle), it is 
recorded: "On the 16th day of the fourth month, painter Shen Yuan presented a design for the extension of the White Tiger 
Hall." See The Comprehensive Archives of the Imperial Household Department's Imperial Workshops, compiled jointly by 
the First Historical Archives of China and the Museum of Chinese University of Hong Kong, vol. 5, p. 577.
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 The pattern-drawing workshop was transferred to the "Inner Court Painting Office," indicating that Shen Yuan belonged to the pattern-drawing 

workshop during the Yongzheng reign. 49 Shortly thereafter, in the ninth day of the first month of the Qianlong reign, he received the reward 

of "Official Brocade for the Painting Artist Shen Yuan." 50 This further attests to Shen Yuan's considera
 On the ninth day of the first lunar month of Qianlong's first year, he received the reward of "official satin for the 
painter Shen Yuan," 50 further attesting to his considerable standing and skill. Indeed, Shen Yuan's work records 
became more frequent after the Qianlong reign. For instance, in Qianlong's third year, he was commissioned to 
collaborate with Tang Dai on preliminary sketches for the Yuanmingyuan album, 51 and in Qianlong's tenth year, he 
served as the "transmitter" of Lang Shining's painting techniques, 52 tasked with "teaching the painting methods of 
Lang Shining to external artists."

 to impart Lang Shining's techniques to "external artists" 52. On the 18th day of the sixth month of the 11th year of Qianlong 

(as recorded in the
 Yiguan), he revised the "line techniques" in a painting of a pavilion by Gao Qipei.These numerous documents 
demonstrate that Shen Yuan not only entered the imperial court during the Yongzheng reign but also, through his 
role in preparing painting patterns, likely interacted with Lang Shining. Evidently familiar with Lang's techniques, 
Shen not only employed similar methods in producing drafts but also, by mastering Lang's skills effectively, 
became a proxy for transmitting Lang's painting methods.54 During the early Qianlong period, Shen 
Yuan, like Lang Shining, collaborated with other artists to directly oversee the creation of draft sketches. Besides 
his partnership with Tang Dai on the Yuanmingyuan paintings, a 19th May entry in the Ru Yi Pavilion records: 
"Shen Yuan was instructed to join Dong Bangda in travelling to Xiangshan to sketch and draft for imperial 
review...A sketch was produced, measuring nine feet four inches in height and fourteen feet in width..." This large-
scale sketch likely depicted the newly constructed Jingyi Garden at Fragrant Hills, possibly corresponding to Dong 
Bangda's Twenty-Eight Views of Jingyi Garden (Fig.

 The 11th day of the 9th lunar month (leap month) of the 2nd year of Qianlong records: "Presenting painting 
samples to supplement the painting personnel. Originally, four artists—Shen Yuan, Jiang Han, Jiao Guoyu, and 
Yu Xiu—were assigned to this work. In the 11th year of Yongzheng, Jiao Guoyu and Yu Xiu returned south due to 
illness. In the 1st year of Qianlong, Shen Yuan was commanded to serve in the Imperial Painting Workshop within 
the inner court...Compiled jointly by the First Historical Archives of China and the Museum of Chinese University of 
Hong Kong, The Comprehensive Archives of the Imperial Household Department's Bureau of Imperial Workshops, Volume 7, p. 786,

 Compiled jointly by the First Historical Archives of China and the Museum of Chinese University of Hong Kong, The 

Comprehensive Archives of the Imperial Household Department's Bureau of Imperial Workshops, Volume

 7, p. 190.

 Compiled jointly by the First Historical Archives of China and the Museum of Chinese University of Hong Kong, General 

Collection of Archives from the Imperial Household Department and the Imperial Workshop of the Qing Palace, Volume

 14, p. 422.
 Record dated the eighth day of the eleventh month in the tenth year of Qianlong's reign: "...Imperial edict: Entrust 
the capital city blueprints to Hai Wang's management. Instruct Lang Shining to demonstrate the painting techniques to 
Shen Yuan. Shen Yuan shall then instruct the external draftsmen. So ordered." Compiled jointly by the First Historical Archives of 
China and the Museum of Chinese University of Hong Kong, General Collection of Archives from the Imperial Household Department's Bureau 
of Imperial Workshops, Volume 13, p. 572.

 Compiled jointly by the First Historical Archives of China and the Museum of Chinese University of Hong Kong, General 
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Collection of Archives from the Imperial Household Department's Bureau of Imperial Workshops, Volume

 14, p. 424.
 As previously cited, Shen Yuan's learning from Lang Shining enabled him to impart knowledge to "artists 
from outside the capital," which pertained to the production of Beijing city maps. Yang Nai-chi, "A Study of the Complete Map of the Qianlong 
Capital," Bulletin of the Palace Museum, No. 3, 1984, p. 9.

 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, Volume

 14, p. 422.
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16, Palace Museum, Beijing). 56 Shen Yuan's involvement in drafting imperial maps and copying preparatory 
sketches aligns closely with Lang Shining's own work, further demonstrating that Shen Yuan was a key inheritor of 
Lang Shining's preparatory sketch techniques.Among the former imperial collections of the Qing court, Shen Yuan's 
Scroll of Painted Buddha Images (Fig. 17, National Palace Museum) has historically received scant attention, yet it 
represents another example of Shen Yuan's preparatory work.57 According to the Qianlong Emperor's colophon on 
this scroll, it was commissioned because the imperial collection lacked paintings depicting Amitābha Buddha's 
Pure Land. Shen Yuan was thus instructed to create a design based on Guānxiū's "Pure Land Painting," which can 
also be considered a prototype for the composition. 58

 Although Shen Yuan's preparatory sketch for the Along the River During the Qingming Festival 
employs techniques similar to those in Lang Shining's preparatory sketch for the Hundred Horses, the 
nature of the pictorial schemes in the two preparatory sketches differs slightly.As previously noted, Lang Shining's 
Hundred Horses Sketch retains a significant degree of compositional innovation, whereas Shen Yuan's Along the 
River During the Qingming Festival draws inspiration from existing Qingming-themed paintings.Comparative 
analysis reveals that Shen Yuan's scroll incorporates numerous activity details from Ming dynasty versions. 
Examples include the compositional approach to both banks of the river in Scroll ♛, the arrangement of house 
repairs, the depiction of the imperial review, and even the addition of palace walls and the configuration of palace 
gardens at the scroll's end. These repeatedly demonstrate that Shen Yuan indeed drew creative reference from 
various Ming dynasty versions.59 However, while Shen Yuan created a new Qingming Shanghe pictorial scheme 
through Ming dynasty versions, the scroll's viewpoint features a more horizontally shifted horizon line. In terms of 
this compositional technique, Shen Yuan's draft shares a closer pictorial relationship with Lang Shining's Hundred 
Horses Draft.Shen Yuan clearly adopted Lang Shining's innovative pictorial approach, similarly constructing a 
scroll stage with expansive ground-level extension to accommodate the details of Qingming riverside activities he 
compiled. This pictorial lineage connects to

 The Kangxi Emperor's Southern Inspection Tour and The Yongzheng Emperor's Personal Ploughing, which documented 

imperial ceremonial activities.

 Between the eighth and eleventh years of the Qianlong reign, Shen Yuan was successively dispatched to locations such 

as Fragrant Hills and Pan Mountain to sketch preparatory drawings. Quoting Zhang Zhen,
 〈The Painter's Brush Explores Hidden Realms: Natural Hills and Valleys as Artistic Design – An Analysis of Dong Bangda's 
"Eight Views of Gehong Mountain" Album and Its "On-Site Sketching" Technique〉, included in Macao Museum of Art (ed.),Landscape Painting in the 
Orthodox Tradition: Proceedings of the Academic Symposium on the Paintings of Wang Shimin, Wang Yuanqi and the Loudong School 
(Macao: Macao Museum of Art, 2014 ), p. 252.
 National Palace Museum, ed., Catalogue of Paintings and Calligraphy in the National Palace Museum (Taipei: National Palace Museum, 2013 ), vol. 32, pp. 
340–345.
 This scroll was exhibited in July 2013 during the exhibition "Form and Aesthetic Sensibility" curated by the author 
while employed at the National Palace Museum. It was displayed again in 2021 at the National Palace Museum, 
South Branch, in the exhibition "Trees: From Faith to Lyricism".The lower section of the original scroll was 
slightly damaged and had been repaired prior to the 2013 exhibition. Identical Sanskrit inscriptions within 
medallions corresponding to each Buddha image on the reverse of the scroll were identified with the assistance of 
Mr Hu Jinshan, then a researcher at the Library and Archives Department. This suggests the scroll may have 
subsequently served a practical devotional function.

 Chen Yunru, "Creating the True Realm: Reassessing the Artistic Significance of the Qing Imperial Studio Version of Along the River During the Qingming Festival 

in the Yongzheng Court Painting Academy," Table 1, p.

 18.
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 Comparing Shen Yuan's Qingming Shanghe Tu as a draft with the final Qing Imperial Court Version, two 
categories of differences warrant attention. Firstly, the addition of motif complexity: Shen Yuan's architectural 
elements are relatively simplified, whereas the Qing Imperial Court Version features more intricate details (Fig. 18-
1).For instance, in the middle and rear sections depicting opulent garden residences, the Qing Court Version 
incorporates numerous arrangements of ornamental garden rocks, differing from Shen Yuan's version where the 
architectural gardens feature only expansive lakes and simpler building structures. Secondly, the presentation of 
spatial effects, particularly in certain details, reveals differing approaches to spatial depth between the two 
works.Consider the agricultural landscape in the first section (Fig. 18-2). Shen Yuan's version meticulously separates 
distinct spatial zones, creating greater layering in the progression of foreground and background. Conversely, the Qing 
court version, by avoiding detailed spatial segmentation, amplifies the overall sense of vastness.

 Though Shen Yuan was profoundly influenced by Lang Shining, his conception of the Qingming Shanghe Tu 
reveals new artistic choices. The implied vanishing point technique evident in Lang Shining's Hundred Horses 
Sketchbook is absent from Shen Yuan's compositional considerations.In Shen Yuan's depictions of the distant 
landscape, objects often densely populate the scene, extending even beyond the picture plane. Examples include the 
partially rendered cultivated fields (Fig. 19-1) or the infinitely receding waterscape (Fig. 19-2).Shen Yuan's Qingming Shanghe Tu 
no longer prioritises the representation of distant views with vanishing point effects. This compositional approach was 
adopted by the Qing Court Version of the Qingming Shanghe Tu (Fig. 20), which even added further details to 
pursue richness and expansiveness.

 Although Shen Yuan's Qingming Shanghe Tu disregarded vanishing point arrangements, it 
retained the spatial characteristic of diagonal leading lines. The abandonment of vanishing points did not signify 
relinquishing the pursuit of expansive extension; the distant details in the Qing Imperial Court Version of the 
Qingming Shanghe Tu represent an alternative approach to reconstructing spatial extension.Shen Yuan's 
adjustments, and indeed the additions made to the Qing Imperial Version, may have been aimed at responding to 
Emperor Yongzheng's directive to modify the "Western-style collage paintings depicting deep distance".It is not 
difficult to imagine that criticism regarding the upward tilt of distant elements caused by perspective techniques 
stemmed precisely from a lack of conceptual acceptance of vanishing points, leading to objections such as "the 
rear layers are too high to navigate". After Lang Shining adjusted the foreground elements near the horizon, Shen 
Yuan subsequently made further additions and modifications, establishing the basis for the Qing Imperial 
Version.Regarding Shen Yuan's modifications, although his Qingming Shanghe Tu lacks a definitive date and is 
difficult to time precisely, if we take Emperor Qianlong's statement that the Qing court version was created in the 
sixth year of Yongzheng as a reference, it can be inferred that this coincides with Shen Yuan's appointment to the 
imperial court as a southern craftsman. 60 Little is known about Shen Yuan's artistic training background, but his 
considerable familiarity with Lang Shining's Western techniques is beyond doubt.

Footnote 46 above indicates that Shen Yuan (Yuan) was already active within the palace by the sixth year of the 
Yongzheng reign. Furthermore, a record dated the sixth day of the ninth month in the tenth year of Yongzheng 
mentions "the southern craftsman Shen Yuan, painter". See Archives of the Imperial Household Department of the Qing Palace, 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, 
Volume 5, p. 300. 60
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 Taking Shen Yuan’s collaborative work with Tang Dai, Forty Views of the Yuanmingyuan (Fig. 21-1, 
Bibliothèque nationale de France), as another example, this painting is regarded as an integration of orthodox 
traditional landscape painting with Western linear perspective.61 However, the perspective technique employed in 
the painting achieves a sense of distance solely through the oblique arrangement of the buildings. The distant 
mountains and landscape scenery bear no relation whatsoever to the perspective concept of the architectural 
complex.For instance, the architectural complex in the "Hall of Supreme Harmony" section can be linked by 
diagonal leading lines, with its vanishing point still within the picture plane (Fig. 21-2). 62 Yet this vanishing point is 
obscured by distant mountains positioned horizontally across the composition. The artist employs no visual 
elements to emphasise this vanishing point, rendering the distant mountains and buildings appear as two 
unrelated backdrops forcibly juxtaposed within a single frame.As Tang Dai specialised in landscape painting, the 
buildings in the Forty Views of the Yuanmingyuan that demonstrate sophisticated perspective effects must have 
been executed by Shen Yuan.Moreover, Shen Yuan employed colouring techniques that captured light and 
shadow effects (Fig. 21-3), 63 demonstrating his comprehensive mastery of Lang Shining's style. He adeptly applied 
perspective to depict architecture while excelling in colour techniques that rendered luminous effects.

 Shen Yuan's rendering of light and shadow is clearly evident in the Forty Views of the Old Summer 
Palace. As scholars examining Shen Yuan's style have primarily focused on his adaptation of Western perspective 
techniques, discussions of his style have predominantly centred on composition and architectural 
perspective.64 In reality, Shen Yuan demonstrated exceptional mastery in rendering the effects of light and 
shadow on objects. This distinctive painting technique can also be observed in similar approaches within Shen 
Yuan's Scroll of Buddha Images (Fig. 22). Furthermore, among the large album pages of the Ink Marvels and 
Pearl Forest collection housed in the Palace Museum, there exists an album titled Ink Marvels and Pearl 
Forest (You) attributed to Shen Yuan. Its subject depicts the Twenty-Four Meritorious Ministers in Lingyan 
Pavilion(Fig. 23, National Palace Museum). While the postures of the ministers follow traditional figure painting 
conventions, subtle shading is employed on specific facial features. This demonstrates both Shen Yuan's versatility 
across subjects and his particular mastery of light and shadow effects. Overall, Shen Yuan's execution in the Forty 
Views of the Yuanmingyuan reveals

 John Finlay, “‘40 Views of the Yuanming Yuan’: Image and Ideology in a Qianlong Imperial Album of Poetry and Paintings,” (Ph.D. diss., Yale 
University, 2011), p. 335.
 John Finlay, “‘40 Views of the Yuanming Yuan’: Image and Ideology in a Qianlong Imperial Album of Poetry and Paintings,” p. 338.

 The author previously conducted research on this set of Forty Views of the Yuanming Yuan at the Bibliothèque nationale 

de France with the assistance of Dr John Finlay.
 The album pages are of considerable size, and the depictions of architecture and dwellings employ brushwork 
that markedly emphasises light and shadow effects. However, this characteristic is difficult to discern in the 
smaller-scale reproductions currently available. See Leng Mei et al., Forty Views of the Yuanmingyuan: A Collection of Silk-Printed 
Paintings (Beijing: National Museum of China, 2004).
 John Finlay, "‘40 Views of the Yuanming Yuan’: Image and Ideology in a Qianlong Imperial Album of Poetry and Paintings," pp. 169–180.

 61

 62

 63

 64



122

 The role played was not only that of a draughtsman capable of establishing the architectural layout within the 
painting through perspective techniques, but also that of an artist able to render the textural qualities of light 
and shadow upon the structures.

 The development and application of perspective techniques in Qing court painting has long been a focus of 
scholarly attention. Research has already indicated that, in terms of the stylistic continuity observed between Jiao 
Bingzhen’s Album of Landscapes and Pavilions(Fig. 24, National Palace Museum) and the Twelve Months of the 
Year (Fig. 25, National Palace Museum), 65 the perspective techniques employed in Qing court paintings of pavilions 
and towers did not always derive directly from the transmission of perspective knowledge. Indeed, it cannot be ruled 
out that they were merely the continuation of established pictorial conventions.Nevertheless, examining the creative 
activities of Lang Shining and Shen Yuan reveals a unique advantage: direct interaction and the transmission of 
knowledge and techniques between them. This suggests Shen Yuan had greater opportunity to grasp the supporting 
knowledge for adjusting pictorial schemes, to better comprehend more explicit Western painting concepts and 
techniques, and even to directly create new pictorial schemes akin to Lang Shining's approach.

 Nevertheless, it should not be overlooked that Shen Yuan's capacity for creating and adapting pictorial 
schemes, learned from Lang Shining, was not merely about enhancing the application of Sino-Western 
techniques.More significantly, the new pictorial scheme and its function emerged as Lang Shining and Shen Yuan 
repeatedly employed perspective techniques to arrange architectural structures within landscape settings. 
Working in succession, they jointly shaped a novel pictorial scheme for depicting imperial gardens within 
landscapes. This represented an evolution of similar schemes already seen in works like the Kangxi 
Emperor's Southern Inspection Tour or even
 "Along the River During the Qingming Festival" and similar compositions, refined into an exceptional pictorial 
technique characterised by singular scene coherence and the capacity to accommodate abundant activity. Whether 
depicting garden vistas or palace architecture, it was Shen Yuan's reinterpretation of Lang Shining's perspectival space 
that forged the Qing court painting tradition's effect of capturing the very essence of a golden age.One might say that 
the progression from Jiao Bingzhen to the Twelve Months of the Year paintings represents a vertical development of 
the palace garden genre, while Shen Yuan's work on the Along the River During the Qingming Festival charted a 
horizontal evolution of this genre.

From the perspective of the Qing court's operational mechanisms, innovators of pictorial schemes such as 
Giuseppe Castiglione and Shen Yuan played pivotal roles within these structures. They integrated the forces of the 
first tier (painters) and the second tier (schemes), specialising in drafting painting patterns and establishing pictorial 
frameworks.Current analysis indicates that following an imperial decree, decision-making authority in court painting 
production evidently shifted to draft designers such as Lang Shining and Shen Yuan.Although the process involved a 
"presentation for imperial review" that returned decision-making authority to the emperor, in terms of the actual 
production of paintings, the creative output of the Academy painters remained the prerequisite for imperial decisions. 
This constitutes a crucial reflection on the operational mechanisms of the Academy.This reflection naturally reveals 
that the balance between imperial will and the production process does not necessarily mean that imperial will 
alone serves as the true driving force.

 Noteworthy distinctions also exist between Case One (Lang Shining) and Case Two (Shen Yuan). In Case One, 
represented by Lang Shining and the Hundred Horses, Lang himself was both the conceptual designer and final 
draughtsman. However, in the Qing

 Chen Yunru, "The Shape of Time: A Study of the Qing Court Painting Twelve Months of the Year," pp. 111-117.
 65
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 The production process of the Qing Court Version of the Qingming Festival Along the River at Dusk 
involved Shen Yuan formulating the sketch for the Qingming Festival Along the River at Dusk, yet he was 
not a participant in the final execution. It was not uncommon for the Qing court painting academy to 
assign sketches to different painters for execution. The actual collaborative effort by five painters on the 
Qing Court Version of the Qingming Festival Along the River at Dusk has been discussed in detail 
elsewhere and shall not be repeated here. 66 In short, the collaborative creation of the Qing Imperial 
Version of the Along the River During the Qingming Festival by multiple painters achieved a coordinated 
court style that was mutually comprehensible and harmonious. This is difficult to explain solely through the 
training or learning of painterly techniques. In the case of the Qing Imperial Version, without Shen Yuan's 
completed draft of the Along the River During the Qingming Festival as a foundational basis for collaboration,the 
subsequent division of labour would have lacked a clear reference blueprint, and achieving stylistic coordination 
would have been difficult. From an understanding of the Qing court's operational mechanisms, the actual 
collaboration and division of labour implies that after the first layer

 (artists) and the second layer (pictorial schemes), we should examine the third layer: the actual collaborative production 

process.
 How, then, should we interpret the division of labour among painters? The Twelve Forbidden Scenes (  ) series discussed 
in the next section provides the most instructive case for examining the practical execution of this third layer.

 III. Case Study Three: The "Twelve Forbidden Scenes" (  ) Series

 Shen Yuan's role in formulating pictorial schemes within the Qing court painting academy warrants renewed 
scrutiny. Moreover, once the pictorial scheme was established, how the assigned painters collaborated to execute the 
work remains worthy of examination through operational mechanisms.This section examines a twelve-panel series 
titled Twelve Forbidden Scenes (  ) (Fig. 26, National Palace Museum) to illustrate a distinct case of imperial pictorial 
pattern creation, differing from both Giuseppe Castiglione's Hundred Horses and Shen Yuan's Along the River During 
the Qingming Festival.The Qing court painting academy's proactive approach to seeking out and reproducing 
pictorial 'formulas' from art history extended beyond the 'Along the River During the Qingming Festival'. Classical 
subjects such as the 'Spring Dawn in the Han Palace' and the 'Eighteen Scholars' were repeatedly produced within 
the Qing court painting academy.67 Beyond replicating classical subjects, the Qing court academy produced 
numerous depictions documenting imperial ceremonial activities. Works related to formal court rituals followed the 
precedent set by Kangxi's Southern Inspection Tour, where

 Regarding the collaborative style of the Qing Imperial Studio version of the Qingming Shanghe Tu, while 
emphasis has often been placed on the division of labour among the five painters, the more crucial consideration 
lies in the actual achievement of harmonising their artistic styles. See Chen Yunru, "Creating Authenticity: Reassessing the 
Art-Historical Significance of the Qing Imperial Studio Version of the Qingming Shanghe Tu within the Yongzheng Court Painting 
Academy," pp. 6-13.
 The classical subjects reproduced by the Qing imperial academy were remarkably diverse. Works such as Spring Dawn in the Han Palace and 
Eighteen Scholars were repeatedly copied within the court. For research on Qing imperial imitations of classical pictorial 
schemes, see Lin Huansheng,"Ding Guanpeng's Ancient-Style Paintings and the New Style of Qianlong Court Painting," Palace Museum Quarterly, Vol. 34, No. 
2 (2016), pp. 165-205.For studies on individual subjects, see Qin Xiaolei, "Qing Palace Spring Dawn: The 'Spring Dawn in the Han Palace' Painting in the Qianlong Court Painting Academy," Palace Museum Academic 
Quarterly, vol. 31, no. 2 (2013), pp. 37–100.
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 The stylistic objectives pursued—such as depicting a complete, unified space and rich details of activity—appear to 
have continued influencing the production of paintings on related themes thereafter. As for the creation of paintings 
depicting informal imperial activities or lyrical poetic scenes, these proliferated significantly after the Qianlong reign, 
with numerous court officials and imperial court painters participating in the task of illustrating the Emperor's 
imperial poems.Regarding the production of illustrations for the Qianlong Emperor's imperial poems, distinct 
production models warrant further examination. In the 13th year of Qianlong's reign (1748), four painters—Shen Yuan, 
Ding Guanpeng, Yu Xing, and Zhou Kun—were commissioned to collaboratively complete the Twelve Forbidden Scenes 
(  ) series, representing a novel collaborative model among imperial court painters.

 In practice, the twelve paintings of the Twelve Forbidden Enclosures Scenes are no longer recorded as a 
unified set in the Catalogue of Paintings and Calligraphy in the Palace Museum. Instead, each is named after one of 
the twelve musical tones and recorded separately under the names of the four painters: Shen Yuan, Ding Guanpeng, 
Yu Xing, and Zhou Kun. 68 Nevertheless, the Stone Chamber Treasury: Third Series still preserves the original grouped 
inscription for these twelve paintings.
 69 it remains possible to reconstruct the original grouping of these twelve paintings despite the fragmented 
recording in the Catalogue of Paintings and Calligraphy in the Palace Museum. A more complete understanding of 
the creation process for this twelve-piece set emerges from interpreting records in the Imperial Household 
Department's Workshop Archives. The primary source is an entry dated the ninth day of the seventh month 
in the thirteenth year of the Qianlong reign (1748) under the section for the Ruyi Workshop:

Deputy Supervisor No. 67 presented to the Treasury Clerk Zheng Peirui a sealed document containing the 
following: On the 14th day of the fourth month this year, Eunuch Hu Shijie delivered twelve sheets of Xuan 
paper bearing the Emperor's twelve-month poems, twelve ♛. An imperial decree was issued instructing 
Shen Yuan, Ding Guan, Yu Xing, and Zhou Kun to jointly create draft paintings for imperial review. 
By Imperial Command. 70

 This indicates the production process: the Emperor first provided twelve sheets of Xuan paper 
bearing his completed twelve-month poems, then designated four painters to jointly draft the composition for 
imperial review.The Emperor prepared the poems beforehand, providing the painters with twelve sheets of Xuan 
paper bearing the completed verses. The four artists collaborated on the initial draft, then each signed and 
completed three individual panels, which were assembled into a complete set. 71

T he Palace Museum Catalogue of Paintings and Calligraphy has catalogued these works according to the 
artists' names, though each entry is annotated: "This scroll is recorded in the Shiqu Baojian, Volume III, as 
'Twelve Scenes of the Imperial Garden Painted by Ding Guanpeng et al. for the Twelve Months'..."For instance, the 
January scene is attributed to Ding Guanpeng, Tai Cu Shi He (The First Harmony of the Great Cluster), Catalogue of Paintings and Calligraphy in the 
Palace Museum (Taipei: National Palace Museum, 2013), vol. 13, p. 138.
 National Palace Museum, ed., Shiqu Baojí: Third Series (Taipei: National Palace Museum, 1969 ), vol. 2, pp. 889–890.
 Compiled by the First Historical Archives of China and the Museum of Chinese University of Hong Kong, Archives of the 
Imperial Household Department and the Imperial Workshop of the Qing Palace, Vol. 16, p. 252.
 The phenomenon resulting from this procedure will be discussed further below. It can be observed and 
confirmed from the actual images of the twelve extant scrolls: the poetic inscriptions on each scroll are written on a 
separate sheet of xuan paper, and each scroll is assembled from four joined sheets.

 68
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 This mode of execution, in terms of both painting type and production process, bears a rough resemblance to 
the imperial poetic illustrations commonly commissioned in the Qing court. Imperial poetic illustrations functioned 
much like designated painting subjects, conceived beforehand for artists to execute. The relationship between the 
imperial poem inscribed on the painting and the artwork itself differed from the traditional sequence of imperial 
inscriptions on paintings.In terms of the poetry-painting relationship, the emperor no longer functioned as an 
admirer composing verses in response to the painting, but rather as a director demanding the painter to create 
according to the poem.Nevertheless, within this distinctive collaborative painting model, examining the operational 
mechanisms of the Imperial Painting Academy reveals noteworthy phenomena in the artists' creative process. The 
following sections will delineate the unique operational framework of this case study through three aspects: 
"interpreting the theme and drafting the composition," "series composition," and "stylistic resonance."

 The twelve poems commissioned by the emperor served as the pivotal thematic framework for the 
artists' creations. This necessitated painting in strict accordance with the poetic content. Yet, the four artists 
evidently opted for an interpretative approach that did not adopt a
 "one-to-one correspondence with the poetic lines." Judging by the imperial inscriptions preserved on the paintings, 
the "Twelve Poems for the Twelve Months" commissioned by Emperor Qianlong were not a cohesive series of 
poems, but rather a compilation of disparate works composed between the ninth and thirteenth years of his 
reign.These twelve poems predominantly constitute seasonal reflections on specific temporal and spatial 
landscapes, with their subjects often being the shifting palace gardens in accordance with the changing seasons, 
extending to express the poet's sentiments and contemplations regarding that particular time and place.The 
Emperor's selection of these twelve poems was not haphazard; most corresponded to designated months within 
the year and were explicitly linked to particular palace landscapes. The imperial poems and their 
corresponding landscape annotations are detailed in Table 1.

 Examining the painting Twelve Forbidden Scenes (  景), the collaborating artists must first have reached 
a consensus on interpreting the "painting theme." Only after collectively deliberating on the subject matter could 
they coordinate their "joint preliminary sketches." This rather distinctive collaborative process was a common 
feature in the operation of Qing dynasty court painting.Judging by the existing paintings, the four collaborating 
artists did not seek inspiration from the emperor's lyrical verses. Instead, they established a shared 
conceptual framework centred on the palace garden scenery.Regardless of how the twelve imperial poems 
described the emperor's perceptions and emotions, the four painters did not adhere rigidly to the literal 
descriptions. Instead, they focused on the palace landscapes associated with each poem, endeavouring to depict 
the corresponding topography and architecture within their respective compositions.

 The Four Painters of the Twelve Imperial Scenes (  ) While the selection of scenes depicted by each 
painter was not bound by the literal text, it could not deviate from the theme of the imperial poetry.A close 
examination of these twelve imperial poems (Table 1) reveals that, apart from those paired with June and July which 
lack explicit location references, the verses accompanying the scrolls for February, March, April, May, August, 
September, October, November, and December all specify their compositional sites. It is therefore entirely logical 
that the painters conceived their drafts from the perspective of the palace gardens.For instance, the imperial poem 
inscribed on the scroll titled Twelve Forbidden Scenes (  景), now known as The Dawn of Harmony (January 
Scene), begins:♛The opening lines, "The Azure Emperor weighs the buds' emergence, / Spring's altar  brims 
with joyous chariots," depict the year's spring scenery, while the closing lines, "Trial lanterns fill the bustling streets 
with flute and drum, / Temporarily permitting the imperial guards to overlook the revelry," highlight the festive 
atmosphere within and beyond the palace grounds
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 celebrating the Lantern Festival. Within Emperor Qianlong's poetic corpus, the precise temporal setting of this verse 
remains unstated. Yet painter Ding Guanpeng, taking the Lantern Festival as his theme (Fig. 26-1), selected Jianfu Palace—
from which the rear street lantern displays could be viewed—as the focal point of the imperial garden landscape. This 
choice enabled him to encompass both the inner and outer courtyards' festive illuminations within a single 
composition.

When viewed in sequence, the overall compositional approach of these twelve scrolls reveals that 
the four painters followed a clear communication process during the planning of the drafts, mutually 
confirming the design of each scroll's composition. For instance, the January scene features Jianfu Palace in the 
foreground, occupying one-third of the pictorial space.Subsequent scrolls depicting February, March, and April 
adopt slightly elevated perspectives to portray landscapes such as Jingxinzhai in Beihai, Louyue Kaiyun in the Old 
Summer Palace, and Qingyinzhai in Jingming Garden. Though these are all small architectural ensembles, each 
scroll endeavours to depict the structures in full (Fig. 26-2, 26-3, 26-4).For the scenes depicted in the May, June, and 
August scrolls, the proportion of water areas increases significantly. This fundamentally echoes the various palace 
garden waterways described in the accompanying poetry, such as the South Pond outside the Forbidden City, 
Jingyi Garden in Fragrant Hills, and the Taiye Pool. Though depicting different locations within the palace grounds, the 
three scrolls collectively create an effect of vast, expansive waters (Fig. 26-5, 26-6, 26-8). By September, October, and November, 
the focus shifts towards landscapes dominated by distant mountains, gradually transitioning to architectural 
complexes as the primary subject matter.For instance, September features the two peaks piercing the clouds 
along the northern shore of the Sea of Happiness in the Old Summer Palace (Fig. 26-9), followed by an Old Summer 
Palace vista in October (Fig. 26-10), the front of the Hall of Containing the Essence at the Yingtai Pavilion in 
November (Fig. 26-11), and culminating in the Imperial Garden of the Forbidden City as the principal scene in 
December (Fig. 26-12).

 The compositional vocabulary of the twelve scrolls also reveals a distinctive serial pattern. For instance, all 
twelve adopt an overhead perspective. Multiple works employ diagonal leading lines to unify the depicted objects and 
architecture into a continuous, cohesive spatial whole.While this treatment of subject matter broadly resembles that 
seen in the earlier Qing Court Paintings of the Twelve Months, a detailed analysis of the proportional relationships 
within the scenes reveals that the landscapes in the Twelve Forbidden City Views (  ) are more concentrated in 
the middle and lower sections of the composition. This contrasts with the Qing Court Paintings of the Twelve Months 
(Fig. 27), where landscape activity is distributed across the upper, middle, and lower sections of the picture.Each scroll of the 
Twelve Forbidden Gardens (  ) reserves a sky area in the upper third, defining ground level at a similar horizontal 
height. This clearly transcends poetic content, reflecting the artists' compositional planning.

 Close observation reveals that each scroll of the Twelve Forbidden Scenes (  ) comprises four sheets of 
paper. The uppermost sheet bears an imperial poem, one of the twelve sheets commissioned by the 
emperor. As the painters had to accommodate the placement of these imperial poems, they deliberately 
positioned the distant horizon or the peaks of far-off mountains at the lower edge of the imperial poem's 
inscription.This distinctive procedure applied to the twelve scrolls resulted in each scroll adopting a specific 
arrangement of its depicted subjects.

 This scroll depicts scenery that echoes the landscape on the right side of the painting "Autumn Moon over a Calm Lake" (Scene 31) 

from the Forty Views of the Yuanmingyuan. 72
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 A more consistent distant effect was thus achieved. The painters deliberately left space at the top of the paintings to 
facilitate the creation of a natural effect reminiscent of imperial poetry paintings.

 Overall, the Twelve Forbidden Scenes (  ) follow the imperial calendar's twelve monthly occasions. Yet 
beyond individual monthly correspondences, the compositions themselves reveal an overarching serial design 
perspective, even aligning with the Emperor's movements between the palace and imperial gardens.For instance, 
the twelve-scene arrangement invites the viewer to gaze outward from within the Jianfu Palace gardens, then 
progressively observe various imperial gardens beyond the Forbidden City. These scenes transition from 
small structures and expansive waters reminiscent of the Old Summer Palace, to more intricate 
architectural complexes. The final scroll reverses this progression, returning from the outer gardens to the 
Forbidden City itself, concluding with a view of snow-laden pines within the Imperial Garden.The horizontal 
arrangement of structures in the final scene echoes the horizontal depiction of Jianfu Palace buildings in the first 
scroll. This overall sequential composition across the twelve landscapes, judging by the finished work, was neither 
dictated by imperial poetic descriptions nor solely the conception of individual painters. Rather, it represents a 
pre-coordinated, group-designed project.This set of Twelve Forbidden Scenes (  ) may be regarded as a novel form of 
collaborative painting within the Qing court, its production process offering valuable insights into the operational 
mechanisms of the imperial painting academy.

 Precisely because this is a collaborative pictorial endeavour, the division of labour among the twelve painters 

cannot be deduced solely from the attribution on each scroll.
 For the four collaborative artists in the Twelve Forbidden Scenes (  ), Shen Yuan, Ding Guanpeng, and Zhou 
Kun were all proficient in various styles, 73 while Yu Xing specialised in floral subjects.74 Examining the six 
scrolls attributed to Ding Guanpeng and Shen Yuan, the architectural ensembles depicted therein appear more 
substantial in scale. Notably, Ding Guanpeng's Tai Cu Shih He (The Dawn of Harmony) stands out among the 
twelve scrolls for its intricate and ornate architectural details. Conversely, the three scrolls attributed to Zhou Kun 
feature buildings of lesser proportion and complexity, with a greater emphasis on landscape rendering. As for the 
three scrolls bearing Yu Xing's name,Gu Xi Chang Chen
 (March) (Fig. 26-3) exhibits a meticulous rendering of a blossoming flower garden, where even the minute details 
of the blossoms reveal the use of white pigment to achieve highlights. Similarly, in Wuyi Jiehan (September), 
the slopes and courtyards are densely covered with chrysanthemum clusters – subjects that fall squarely within Yu 
Xing's specialised repertoire. Finally, the scroll attributed to Yu Xing, Dali Xinghui
 (December) (Fig. 26-12), though devoid of floral subjects, demonstrates Yu Xing's mastery of colour through its 
extensive use of white pigment to depict a snowy landscape. This particular emphasis on rendering snow with white 
pigment

For instance, within the National Palace Museum's collection, Shen Yuan is credited with 12 sets of works (landscapes, 
figures, Buddhist statues, architecture), Ding Guanpeng with 33 sets (landscapes, figures, Buddhist statues), and Zhou Kun with 
11 sets (predominantly landscapes). See the "Calligraphy and Painting Collection Retrieval System":painting.npm.gov.tw 
(accessed 15 January 2021)
 Taking the National Palace Museum's holdings as an example, Yu Xing has 14 works attributed to him. Aside 
from three landscape hanging scrolls, the remainder are floral subjects. Compiling records from various 
volumes of the Stone Chamber Treasury, floral and bird subjects also predominate.
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 A similar stylistic approach to rendering scenery is evident in another work by Yu Xing, Painting of Flowers (Fig. 28, 
Gu Hua 3058, National Palace Museum). These examples demonstrate that while collaborating artists coordinated 
their styles, they also leveraged individual strengths and actively selected suitable subjects.

 The issue of stylistic specialisation and attribution among Qing court painters is indeed highly complex. 
Precisely for this reason, rather than becoming fixated on meticulously reconstructing the actual composition of 
artists behind each work, greater consideration should be given to how painters integrated their styles.In other words, 
while the attribution of names on Qing court paintings indicates that individual artists' contributions were respected 
within the production process of court painting activities, thereby affording them the opportunity to be explicitly 
named on the works, the attribution itself should not be equated with the scope of an artist's personal style.Taking 
Yu Xing as another example, the composition of Twelve Forbidden Scenes (  ) was pre-planned, indicating that 
the layout of the three scrolls attributed to him must have been discussed and confirmed during the preparatory 
phase. The composition of
 Da Lü Xing Hui (December) depicts the garden's pine trees in a frontal-side perspective, accentuating their towering 
presence. This approach resonates with another Qing court painter, Zhang Ruo'ai's Gao Zong Yu Bi Qiu Hua Shi
 (Fig. 29, Gu 3123, National Palace Museum) – where autumn flowers in the garden are rendered from a direct side 
view to emphasise their exuberant vitality. Both works highlight distinctive features of the imperial garden scenery, 
specifically chosen to resonate with the descriptions in the imperial poems.Perhaps from the initial draft stage, there 
was an intention to amplify Yu Xing's mastery of pine forests, deliberately elevating them as the pivotal visual focal 
point of the scroll. Such design considerations, prioritising visual impact during composition, reflect the 
coordinated outcome of the internal production process within the Imperial Painting Academy.

 As for Yu Xing's precise role within the Twelve Forbidden  scenes series, or the exact division of labour 
among the four artists, the actual collaborative process remains difficult to ascertain definitively. What can be 
confirmed, however, is that the early Qing court painters worked in close and fully coordinated collaboration. This implies 
that while Yu Xing may not have been the overall director of the Twelve Forbidden  scenes series' composition, he was 
certainly not merely the executor of a single motif. Judging by the overall result, in the creation of the
 Twelve Forbidden  Scenes, all four painters effectively utilised their strengths without being constrained by their 
individual specialisations.

 Specialisation among Qing court painters was a common practice within the imperial academy, 
facilitating practical division of labour based on individual expertise. The division of labour within the Qing court 
academy, as documented in Emperor Qianlong's text regarding the Qing Court Version of Along the River 
During the Qingming Festival, where he noted each painter's distinct specialisation, has become a well-
known example in academic circles. 75 However, this has also created a misconception that all collaborations 
within the Qing court painting academy must have been as specialised as this.

 Qianlong Emperor, Imperial Poems: First Collection (Wenyuan Pavilion Siku Quanshu Edition, Taipei: Commercial Press, 1983), vol. 1302, 
scroll 8, p. 15. Chen Yunru, "Creating Authentic Scenes: Reassessing the Art-Historical Significance of the Qing Imperial Studio Version of 
Along the River During the Qingming Festival in the Yongzheng Court Painting Academy," p. 7.
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 systematic division of labour, with artists typically assigned to specific motifs such as flowers, figures, 
landscapes, or architecture. In reality, the specialised strengths of Qing court painters across different 
subjects should not be interpreted as an immutable division of labour.
 The case of the Twelve Forbidden Scenes (  景) stands as the most compelling illustration of this revision to the 
collaborative painting model within the Qing court. Although the twelve scrolls bear the names of four distinct 
painters, their collective achievement was only possible through a pre-established, comprehensive planning process. 
In other words, the procedural mechanisms of this production workflow played a more pivotal role than the division 
of labour among the artists.It is not difficult to surmise that earlier Qing court productions such as the Twelve Months 
of Pleasure under Emperor Yongzheng and the Twelve Months of the Qing Court, comprising separate scrolls yet 
forming cohesive sets, likely emerged from similar production processes.

In the collaborative production of the Twelve Forbidden Scenes (  景), how should we interpret the role of 
the Imperial Painting Academy's operational mechanisms? Upon receiving commissions for preliminary sketches, 
artists were tasked with creating drafts tailored to specific assignments, yet they could not disregard the influence of 
established Qing court pictorial conventions.From complementing imperial poetic themes to depicting palace garden 
scenes, the Twelve Forbidden  Scenes placed greater emphasis on portraying the palace gardens across the 
twelve months, thereby achieving a deeper resonance and adaptation with the palace garden pictorial tradition. 
Shen Yuan had previously completed a New Moon Poetic Intent
 (Fig. 30, National Palace Museum). While the imperial verse centred on the new moon, the artist divided the 
landscape into foreground, middle ground, and distant views of the capital city. This composition invites the viewer to 
gaze from the riverside dwellings in the foreground towards the streets and city gates, with the imperial gardens 
faintly discernible amidst swirling mists in the distance.Whether such palace landscapes corresponded to actual sites is 
difficult to ascertain. However, Shen Yuan's compositional approach shares similarities with the palace settings 
depicted in the Twelve Forbidden Scenes (  景). Emperor Qianlong's inscription on the scroll states: "I commanded 
court artist Shen Yuan to paint this to commemorate the splendid scenery and seasonal beauty, not to boast of the 
poetry's skill."76 The composition of this scroll's imperial garden landscape, though inspired by the imperial poetic 
conception, resulted in the artist's depiction of "the excellence of seasonal scenery and objects" likewise receiving 
imperial approval.Shen Yuan possessed the creative drafting abilities of Lang Shining, coupled with his expertise in 
sketching palace architectural scenes. Though not the named artist for the New Moon scroll, his designation as the 
principal painter for the Twelve Forbidden Enclosures (  ) is not without justification.

 Re-examining this painting case through operational mechanisms reveals how three elements—

artist, pictorial scheme, and painting technique—interacted to shape stylistic coherence. These 

aspects of courtly painting production transcend mere procedural progression. As for imperial will, 

how precisely could it influence or direct artistic outcomes?
 collectively shaped stylistic expressions. These realities of imperial production cannot be reduced to mere 
procedural progression. The extent to which imperial will genuinely influenced or dictated courtly production 
remains subject to rigorous scrutiny. In other words, regardless of how painters adapted to their commissions

 National Palace Museum, ed., Shi Qu Bao Ji: Secret Chamber of Precious Forests (Taipei: National Palace Museum , 1971 ), vol. 2, p. 812.
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 Themes, pictorial references, and innovations in painting all constitute visual outputs. Even Emperor Qianlong, 
who actively guided artistic endeavours, could not exert complete control. While the emperor might 
designate pictorial models or subjects, or dispatch painters to capture scenes from life for 
reference,Nevertheless, in the process of translating scenery into paintings, artists were frequently constrained by 
established pictorial conventions or pre-existing compositional frameworks. Even when depicting specific 
geographical landscapes, they remained bound by conventional framing angles. For instance, Shen Yuan and 
Dong Bangda were dispatched to Xiangshan to sketch its scenery; as previously noted, Dong Bangda's Twenty-
Eight Views of Jingyi Garden (Fig. 16) likely represents the outcome of this commission.Nevertheless, from the 
composition perspective, while the Twenty-Eight Views of Jingyi Garden clarifies the estate's location, its approach 
of framing the estate within encircling mountains still evokes the similar pictorial conception seen in Leng 
Mei's Summer Palace (Fig. 31, Palace Museum, Beijing) from the Kangxi reign.This technique of employing vast, 
layered mountainous landscapes within which to situate estates was subsequently perpetuated. The 
monumental Pan Mountain Painting (Fig. 32, National Palace Museum) from the 44th year of the Qianlong reign 
(1779) likewise adhered to this established pictorial framework.

 Examining the operational mechanisms of the Qing imperial painting academy reveals that its 
work was primarily constrained by the use of "pictorial schemes" coupled with workflow regulation.With 
the foundation of shared and newly created pictorial schemes, individual artists' styles could readily achieve 
mutual resonance. While variations among participating artists did influence outcomes, selecting similar pictorial 
schemes and maintaining consistent workflow controls meant that the Academy's output tended towards 
a uniform aesthetic. This mechanism and process naturally shaped a distinctively shared "Academic style" with 
recognisable characteristics.

 IV. Case Study Four: The Copperplate Engraving "Victory over the Junggar Rebellion"

 The Qing imperial painting academy produced works primarily to document court ceremonies and decorate 
the imperial gardens, while also fulfilling the emperor's requests for commissioned paintings. Consequently, its 
artistic categories developed considerable diversity.The three preceding case studies each exemplify distinct 
approaches to pictorial production: from the Hundred Horses, conceived and completed by a single artist, to the 
Along the River During the Qingming Festival, where initial sketches by one artist were executed by others, to the Twelve 
Forbidden Scenes (  ), collaboratively drafted by multiple artists.This section examines the copperplate engraving 
Victory over the Junggar Rebellion as a unique Qing court case study. It illustrates the collaborative drafting process 
involving multiple artists and the adoption of Western copperplate techniques, highlighting noteworthy aspects of 
the Imperial Painting Academy's operational mechanisms within this production model.

 With the Kangxi and Qianlong reigns' active military engagement in northwestern frontier defence, beyond 
imperial southern inspection tours, the Qing court also focused on creating military achievement paintings depicting 
martial exploits. Scholars have speculated that early Qing imperial subjects drew upon ceremonial events like grand 
military reviews and hunting expeditions for martial themes. However, following the pacification of Xinjiang, 
paintings depicting triumphant military campaigns
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 became a novel and significant subject within court painting, even evolving into a distinct imperial 
iconography of martial honours.The production of these novel military paintings operated under distinct 
mechanisms within the Imperial Painting Academy. This section aims to examine these processes, shifting focus 
from imperial roles to the production level within the court, thereby elucidating the internal working methods 
of the Academy.

 The formats of war paintings produced within the Qing court were diverse, with the copperplate engravings of 
the "Victory over the Junggar and Muslim Rebellion" series, specifically dispatched to Europe for printing, 
commanding the most attention.The production process of the "Victory over the Junggar Rebellion" copperplate 
engravings is extensively documented, covering the circuitous journey from the Qing court to France, the outline of 
the printing undertaken in France, and even the return of the initial trial prints to China. 78 Recent rediscovery of 
related materials has further suggested that the conceptualisation of these engravings may have been influenced by 
the royal prints commissioned by Louis XIV of France. 79 However, regardless of whether Emperor Qianlong 
commissioned the copperplate engravings due to European pictorial influences, scholarly debate persists regarding 
how the Imperial Academy of Painting formulated its internal production processes.
 concepts or its potential influence from the royal engravings commissioned by Louis XIV of France. 79 However, 
regardless of whether Emperor Qianlong commissioned the copperplate engravings under the influence of 
European illustrations, academic research still requires substantial supplementation regarding how the Qing 
Imperial Painting Academy internally drafted and revised the artwork, as well as the operational mechanisms of the 
academy within such production processes.This section focuses on the production of the copperplate engraving 
"Victory over the Junggar and Muslim Rebels" to re-examine the internal operational mechanisms of the Qing 
Imperial Painting Academy. This will also address the evolving role of Giuseppe Castiglione within the academy, 
culminating in an assessment of the new production model for victory-themed paintings and its 
significance.

 Concerning the printing of the copperplate engravings for the Victory over the Junggar Rebellion, 
imperial edicts reveal that Emperor Qianlong ordered their dispatch to the West for production in the 
fifth month of the 30th year of his reign.The commissioning process proved arduous. The first batch of 
proofs completed by Lang Shining, Wang Zhicheng, Ai Qimeng, and Ande Yi was originally scheduled for return to 
China in the 34th year. The remaining twelve proofs were dispatched to France in the seventh month of the 32nd 
year. The first completed copperplate engravings were only returned to China in the ninth month of the 35th year, 
with the second batch arriving in the 36th year. The final batch was transported...

 Ma Yajing, Engraving Military Merit: The Cultural Construction of the Qing Empire's Military Achievements (Beijing: 

Social Sciences Academic Press,

 2016), pp. 148–149.

 ♛ Xi He, translated by Feng Chengjun, "A Study of the Qianlong Western Regions Military Achievements Illustrations," included in Historical and 

Geographical Studies and Translations of the Western Regions and South China Sea, Volume 6
 (Beijing: Zhonghua Book Company, 1956), pp. 86–105. Zhuang Jifa, "Appendix II:   Copperplate Victory Illustrations from the 
Qianlong Era of the Qing Dynasty," in his work, Research on the Ten Complete Military Achievements of the Qing Gaozong Emperor (Taipei: 
National Palace Museum, 1982), pp. 518–531.Liu Xiyi, "The Qianlong Campaigns in Xinjiang: Insights from Louis XIV's Tapestries and 
Engravings," National Palace Museum Journal, No. 1, 2019, pp. 31-58.
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 By the time they reached China, it was already the forty-second year of Qianlong's reign. 80

 Why did Emperor Qianlong go to such lengths to commission the copperplate engravings of the "Victory over 
the Junggar and Muslim Rebels" from Europe? Existing research largely interprets this as the Emperor's response to 
European artistic trends, demonstrating his intent to employ Western techniques in showcasing imperial military 
triumphs.81 What is more certain is that after the engravings were completed, the Qianlong Emperor did indeed 
bestow them upon members of the imperial family and court officials. Indeed, to meet the demands of these gifts, the 
imperial court had two hundred additional sets printed in Beijing.82 In the imperial preface composed in the first 
month of the 31st year of Qianlong's reign, the Emperor first explained that drafting these illustrations took 
considerable time, as it required both mastering the battle's progression and "structuring the composition" to arrange 
the scenes.Secondly, he clarified that the primary purpose of the painting was indeed to record military achievements. 
Although portraits of meritorious officials had been documented before, the actual events of the campaign were 
equally worthy of commemoration. The Emperor Qianlong even expressed that this allowed him to "witness and 
retain in mind" the very scenes of strategic manoeuvres and resistance on the battlefield. 83

 From this perspective, the production of battle achievement paintings in the imperial court commenced 
immediately after the Qing army advanced into Ili in the 20th year of Qianlong's reign (1755), as successive 
victories in the northwest were reported.The Emperor Qianlong successively issued directives for the creation 
of paintings in various formats. The first was the "Grand Banquet Painting" produced in the fifth month of the 20th 
year of Qianlong, which was affixed to the walls of the "Jue'a Scenic Spot" in Rehe. Subsequently, portraits of 
meritorious officials were commissioned. The formats for depicting the military achievements in the northwest 
included albums, long scrolls, large mounted paintings, and finally, a special order for copperplate engravings 
from Europe.Though all these formats were linked to military honours, their pictorial attributes varied significantly. 
For instance, the earliest "Grand Banquet Painting" wall hangings

 This set of copperplate engravings was printed in France before being transported back to the Qing court. 
According to Li Zhiying's memorial to the Military Affairs Department, the final consignment of copperplate 
engravings—comprising 149 engravings, one copper plate, and two design sketches—was dispatched to the 
Imperial Workshops on the 20th day of the ninth month of the 42nd year of the Qianlong reign (1777).This record 
appears in He Chuanxin (ed.), Divine Brushwork: The Three-Century Exhibition of Lang Shining’s Art in China, pp. 286–287. 
The Palace Museum’s thematic website "Copperplate Commemorations": https://theme.npm.edu.tw/etching/archives.html (accessed 5 January 
2021).
 Niklas Leverenz, “Drawings, Proofs and Prints from the Qianlong Emperor’s East Turkestan Copperplate Engravings,” Arts Asiatiques Tome, 
68 (2013), pp. 39–60. Marcia Reed, “Imperial Impressions: The Qianlong Emperor’s Print Suites,” in Petra Ten-Doesschate Chu and Ning Ding 
eds., Qing Encounters: Artistic Exchanges between China and the West (Los Angeles: Getty Research Institute, 2015), pp. 124–139.

 〈List of Winners for the Reward〉, "Commemorative Engraving" National Palace Museum Theme Website: https://theme.npm.edu.tw/etching/
 archives.html (accessed 5 January 2021). Chuang, Chi-fa, "Appendix II: Copperplate Victory Paintings from the Qianlong Era of the Qing 
Dynasty," pp. 527–528.

 Imperial Preface by Emperor Qianlong, see He Chuanxin (ed.), Divine Brush and Colour: The 300th Anniversary Exhibition of Lang Shining's 

Arrival in China, pp. 294–295;
 "Copper Plates Commemorating Meritorious Service" Palace Museum thematic website: 
https://theme.npm.edu.tw/etching/archives.html (accessed 5 January 2021).
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 This may correspond to the Banquet at the Garden of Ten Thousand Trees (Fig. 33, Palace Museum, Beijing), 
depicting the banquet bestowed upon the surrendered Zunghar leader Sanqeling. Emperor Qianlong is shown 
entering the banquet space from the left in a palanquin, proceeding through a ceremonial setting enclosed by a 
continuous row of standing cloth curtains.However, such "grand banquet paintings" can be regarded as records of 
the original audience ceremonies, not yet constituting a pictorial mode directly conveying military achievements. As 
for the portraits of meritorious subjects in the Ziguang Pavilion, they continued the tradition of such portraits, 
representing the conferral and affirmation of individual military merits.

 Following Emperor Qianlong's acceptance of the surrender of Dawaqizi, leader of the Junggar 
tribe, at Rehe, he successively issued commands for the production of paintings.During this period, in the 
seventh month of the 20th year of Qianlong's reign, he commissioned Lang Shining to create the large horizontal 
scroll painting "Aiyusi De Sheng Yingpan Tu" (Aiyusi's Victory at Yingpan). On the 29th day of the eleventh month, 
he instructed that once the painting was completed, it should be mounted with a three-inch border and affixed to 
the eastern wall of the Hall of Supreme Harmony in the Yuanmingyuan.This horizontal scroll depicted the details 
of Ayushi's (Aiyushi) victorious battle at Yingpan. Ayushi's decisive triumph at Yingpan proved pivotal in 
shifting the balance of power in the northwestern campaigns. Lang Shining's composition and execution 
were likely intended to highlight the battle's significance and evoke a sense of immediacy.Additionally, Ma  
served as the vanguard under General Fude in the first month of the 24th year of Qianlong's reign. It is said he 
repelled a thousand enemy soldiers within five days and four nights. By the third month of the 25th year of 
Qianlong's reign, an order was issued to display Ma  's victory painting in the Hall of Imperial Light, alongside 
the painting of Dawaqi that had been removed from the Western Garden.The "  's Victory Painting" likely served 
to elaborate upon his heroic feat of slaying a thousand foes. In other words, while the original portraits of 
meritorious officials merely captured individual likenesses, these newly commissioned "battle paintings" 
deliberately depicted battlefield realities and details to showcase the soldiers' resolute actions and fearless 
courage.

 Lang Shining excelled at composing scenes of dynamic events and effectively arranging rich 
human interactions, a skill already demonstrated in his earlier work, the Hundred Horses. However, as few 
surviving examples of his later works feature such richly populated scenes of movement, this aspect of his mastery 
is often overlooked.Indeed, shortly after completing this depiction of the victorious cavalry (  ), on the 21st day of 
the fourth month in the 25th year of the Qianlong reign (1760), Lang Shining was commissioned to draft scenes of 
the northwestern campaigns: "Lang Shining is to create seven silk paintings depicting the surrender of the Ili 
people, the pursuit and capture of the Hujizhan banner, the battle at the Black Water River, the battle at Arxur, 
the presentation of prisoners, the imperial reception, and the banquet at the Fengze Garden."84 The 
compositional principles for these seven preliminary sketches would naturally have followed the new battle-
scene format designed to lay out detailed combat sequences. The so-called "Surrender of the Ili People" likely 
pertains to the heroic feat of Ayushi's night raid on Dawazi's encampment, which led to the unopposed surrender 
of thousands.Regrettably, no further details survive concerning these seven sketches. Nevertheless, it is evident 
that Lang Shining had already commenced work on more detailed pictorial accounts of the northwestern 
military campaigns.

 Compiled 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, Volume 25, p. 498.
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 As for the copperplate engraving Victory over the Junggar and Muslim Rebels, although records indicate it 
was drafted by Lang Shining, Wang Zhicheng, Ai Qimeng, and Ande Yi, 85 its precursor was likely the "sixteen small 
sketches" previously produced by Lang Shining.Archival records indicate that by the 17th day of the sixth month in 
the 27th year of the Qianlong reign (1762), Lang Shining had evidently completed a set of "sixteen small sketches for 
the Victory Pictures," which were simultaneously copied by Yao Wenhan into four handscrolls.From the 
perspective of pictorial composition, the copperplate engraving Victory over the Junggar Muslim Rebellion exhibits 
a tendency towards serialisation. Furthermore, if we assess this based on the aforementioned collaborative drafting 
case of the Twelve Forbidden Scenes,the production process for such copperplate drafts—particularly concerning the 
detailed depiction of military campaigns—necessitated consultation and coordination. This naturally implies that the 
"Sixteen Small Sketches of Victory" executed by Lang Shining likely served as the optimal reference blueprint.

In recent years, the manuscript of the three-panel battle painting housed in Tenri University 
Library has been made public by researchers. It is now known that the front of the first panel (catalogued as 
40009, Fig. 34-1) bears a Manchu-language yellow label, while the upper left corner of its reverse side features 
a Chinese-language yellow label inscribed with "Sketched by Lang Shining". The content is likely to be 
"The Victory of Khorgos".
 The copperplate engraving record for the "Victorious Illustrations of the Pacifying Campaign against the 
Junggar Muslim Rebellion" attributes the draft to Wang Zhicheng (Jean-Denis Attiret).The second sheet (No. 
440010, Fig. 34-2) depicts The Battle of Tonguzluq. It bears a Manchu-language title label in yellow paper at the upper right, 
alongside two additional yellow labels inscribed with the names "Zhaohui" and "Mingrui" (generals). The reverse 
carries a yellow label stating "Sketch by Lang Shining".The third folio (No. 440011, Fig. 34-3) depicts The Battle of Arcul. It bears 
no yellow label on the front, but carries Kuroda Genjirō's collection seal on the reverse.The three panels housed at Tenri 
University Library are of similar dimensions, measuring approximately 36 to 38 centimetres in width and 61.8 to 70 
centimetres in height. These dimensions are smaller than those of the copperplate engravings in the "Victory 
Illustrations of the Pacifying Campaign against the Junggar and Muslim Rebels." Whether these constitute the 
"sixteen smaller drafts of the victory illustrations" referenced in archival records remains to be clarified.Though the 
figures depicted in these drafts are not large, the presence of yellow labels bearing the Manchu names of battlefield 
commanders and soldiers suggests these drafts served to establish the course of battle and record participants. Their 
purpose was not necessarily to highlight individual military exploits, differing in nature from typical portraits of 
meritorious subjects.Such detailed battle sketches precisely fulfilled Emperor Qianlong's expectation, expressed in his 
imperial preface to the Victory Scenes of the Campaign Against the Junggar Muslim Rebellion, to enable him to 
"witness the events with his own eyes and keep them in his heart," and"as though personally directing the 
commanders and soldiers in repelling the enemy." The sketches by Giuseppe Castiglione indicate that the selection of 
battle details and compositional planning had largely been finalised, though the proportions of figures within 
these drafts show no variation in scale.

 ♛ Xi He, trans. Feng Chengjun, "A Study of the Qianlong Emperor's Paintings of Military Campaigns in the Western Regions," p. 72.
 Compiled by the First Historical Archives of China and the Museum of Chinese University of Hong Kong, Archives of the Imperial 
Household Department's Imperial Workshops, Volume 27, p. 193.
 Niklas Leverenz, "Drawings, Proofs and Prints from the Qianlong Emperor's East Turkestan Copperplate Engravings," pp. 41-42.
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 This section shall utilise the draft manuscript by Lang Shining held by Tenri University, alongside the trial and 
final prints of the "Illustrations of the Victory in Subduing the Junggar and Muslim Rebellion" published by the Palace 
Museum, to conduct a detailed comparative analysis of the imagery and thereby explore the role of the Qing court 
mechanism.♛First, comparing the first folio (catalogued as 40009) from Tenri University Library with the trial print of the 
Battle of Holaqosi (Fig. 35, Ping Tu 021261, National Palace Museum) reveals that despite dimensional differences, the 
overall arrangement of elements in both images is remarkably similar.Across a plain stretching towards distant, 
continuous mountains, opposing armies are deployed. Most figures annotated with yellow labels in the manuscript 
are similarly positioned in the trial print; rocks, trees, and other elements occupy nearly identical groupings. Even the 
distant mountain forms and the relationship between high and low peaks, though less distinct in the trial print, 
reveal broadly comparable spatial arrangements.

 Before further elucidating the differences between Lang Shining's draft and the trial prints housed in the Palace 

Museum, it is necessary to clarify the nature and characteristics of the trial prints. Only thirteen such trial prints 

are preserved in the Palace Museum. Previously regarded as fragments of an incomplete set, they were never 

publicly publish
 The existing trial prints in the Palace Museum collection number only thirteen. Previously regarded as an incomplete 
set, they had never been publicly published until two were exhibited in 2015 during the "Divine Brush, Divine 
Paintings" exhibition. 88 The complete
 The complete images are now accessible via the "Copperplate Engraving" website. This set of trial prints likely 
served as reference copies for French engravers to assess the effects of their initial impressions. These were 
produced after the basic lines and contours of the engraving were rendered using the line etching technique on 
copper plates based on the original sketches.For instance, in the trial print of the "Black Water Enclosure" (Fig. 36, 
National Palace Museum), the distant landscape employs horizontal bands of blank space to depict mist and clouds, 
alongside arrangements of mountain peaks resembling common Chinese-style distant mountain formations. This 
suggests the composition likely closely resembled the original draft submitted to the Qing court. In other words, the 
fundamental contours of objects in this set of trial prints should correspond to the planning and positioning of 
the original draft.

 Fundamentally, the most significant distinction between the Lang Shining manuscript at Tenri University and 
the trial prints held by the National Palace Museum lies in the variation of human figure proportions within the 
paintings.The Palace Museum's trial print clearly emphasises greater proportional variation in the figures' distance 
from the viewer. For instance, in the trial print of Battle of Haluo Huosui (Fig. 37-1), several enemy soldiers charging 
forward with bird guns appear robustly proportioned near the water's edge in the lower right corner – a scale 
relationship absent in the Nagasone draft at Tenri University.In Lang Shining's draft, while proportional variations 
between foreground, middle ground, and background figures are present, the foremost subjects are not dramatically 
enlarged. In terms of compositional arrangement, Lang Shining's draft can be interpreted as...

Zhuang Jifa, "Appendix II: Copperplate Victory Scenes from the Qianlong Era of the Qing Dynasty," p. 528.Cheng Yongchang, "Victory Painting of the 
Subjugation of the Junggar Muslim Rebellion: The Battle of Gerdeng Mountain (Trial Print)", in He Chuanxin (ed.), Divine Brushwork: The Three-Century Anniversary Exhibition of Lang Shining's Arrival in China 
(Taipei: National Palace Museum , 2015 ), p. 248.
 "Copper Plates Commemorating Military Merits" National Palace Museum thematic website: 
https://theme.npm.edu.tw/etching/archives.html (accessed 5 January 2021).
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 The military formation depicted in the current image remains visible in the trial print. Moreover, the enlarged 
proportions of the foremost figures effectively heighten a rather captivating sense of immediacy.Although the original 
appearance of the production manuscript sent to France cannot be ascertained today, it likely differed from the Tenri 
University manuscript. This adjustment in figure proportions may well have been the original intent of the Qing court 
painters when revising and drafting the manuscript, rather than an alteration by the French printers.

 To clarify the differences between the Tenri manuscript and the Palace Museum trial print, further analysis 
can be conducted through the treatment of distant mountains. Comparative studies reveal that the arrangement of 
distant mountain landscapes in both versions is remarkably similar. This is particularly evident in the composition of 
vertically oriented mountain peaks, a feature rarely seen in Western landscape art. Even in the Palace Museum trial 
print, where these peaks are merely outlined, their general form is preserved.Moreover, the sky's blank space in the 
Palace Museum trial print contains minute cloud contour lines absent from the draft copy held by Tenri.These 
detailed discrepancies suggest that after Tianli's draft was completed, another version incorporating these additional 
sky details was produced. This revised draft was likely the one ultimately dispatched to France. It is probable that 
these drafts bore different Western names at the time of submission; for instance, the version of Battle of Woluosui 
sent abroad would have been attributed to "Wang Zhicheng".

 These variations in distant mountain depictions across different versions reveal the most ingenious 
operational outcomes within the Qing imperial painting academy's mechanisms. Taking this trial print of the Battle 
of Helao Huosi (Fig. 37-2) as an example, though its distant mountains are mostly outlined without finished textural 
details, both versions already demonstrate similar planning in mountain form and spatial relationships.This 
demonstrates that even if the Tenri manuscript was not the final print-ready version sent to France, it was already a 
highly refined draft. On this Tenri manuscript, Lang Shining clearly incorporated numerous motifs more closely 
aligned with traditional Chinese landscape painting in the distant composition. Examples include the previously 
mentioned vertical mountain peaks and the sketched, curved outlines suggesting horizontal mist and clouds.These 
contour lines for distant mountains also appear on the trial prints from the Palace Museum, indicating that the draft 
they followed was similar to the Tenri draft.However, despite these cloud and distant mountain contour lines existing 
in the draft, when rendered on the final copperplate print, these seemingly straightforward formative lines produced 
uncontrollable results. For instance, the clouds and mist on the distant mountains in the final version of Battle of Haluo 
Huosui (Fig. 38-1) transformed into incomprehensible luminous vapours.This excessive use of negative space initially 
suggests an external light source. While such reserved light in distant mountains aligns with Western landscape 
painting conventions, this treatment was entirely absent in Qing court landscapes. Even Lang Shining, a Western-
trained artist well-versed in chiaroscuro, never employed such extreme light-and-shadow techniques.
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 Given that Lang Shining was fully aware his drafts would serve as templates for European 
copperplate engravings, his choice to outline mountain contours in a Chinese manner rather than adopt 
Western distant-mountain techniques indicates he adhered to the established pictorial conventions of the Qing 
court academy during the design phase.Such compositional approaches appear to have been commonplace 
among Qing court painters during the Qianlong reign. For instance, in the aforementioned collaborative work by 
Shen Yuan and Tang Dai, Forty Views of the Yuanmingyuan, Tang Dai provided the traditional landscape style as 
the primary backdrop.Moreover, even in Lang Shining's oil paintings produced within the Qing court, while 
Western techniques were employed to depict Emperor Qianlong's portrait, the background landscapes retained 
Chinese stylistic elements despite being executed in oil. A large-scale panoramic oil painting, Portrait of Emperor 
Qianlong Playing the Zither, preserved in the Palace Museum in Beijing, has been studied to reveal that while the 
figure is rendered using chiaroscuro techniques for three-dimensional effect, the background is entirely 
Chinese in style. 90

 Regarding the internal painting process within the Qing court, even when sketches were merely outlined with 
simple contour lines, the final artwork could still be completed by the finisher according to the established protocols 
of the imperial court.Observing Lang Shining's preparatory sketches, the draft at Tenri University already established 
the form and positioning of clouds and distant mountains in the sky's background. This served as a blueprint for the 
base composition, meaning Lang need not explicitly render textural details but only sketch the outline.For artists 
accustomed to composing distant mountain landscapes in the Qing court style, even a sketch with only outline lines 
provided sufficient guidance for completing the necessary details. Further elaboration seemed unnecessary, and 
court painters could intuitively understand each other's intentions during collaborative work.However, this internal 
operational model of the Qing court lost its operational basis when sent to France for copperplate engraving, as it 
entered different workshops and technical processes. The original stylistic consensus easily controlled within the 
Qing court lost its operational foundation, thus necessitating different adjustments and finalisations.The skies and 
clouds in the official copperplate prints, such as the official version of the "Scene of the Camp at Gedeshan" (Fig. 38-2, 
National Palace Museum), often exhibit a characteristic of intense, flickering light and shadow.This treatment of 
intense celestial light and shadow persisted even when the Qing court independently printed the copperplate 
engravings of the "Victory over the Junggar Rebellion." Perhaps necessitated by the inclusion of imperial poems, the 
dramatic contrast of distant landscapes and celestial clouds was often toned down. Frequently, a substantial portion 
of the upper frame was occupied by a lengthy imperial poem.

 How might this discrepancy be explained? It reveals the operational mechanisms at play, with the 
adjustments to sky clouds and distant mountains serving as prime evidence. In fact, both Lang Shining's 
preparatory sketches and the final version sent to France originally featured outlined contours for distant clouds and 
peaks. Yet these were merely sketched outlines,

 Liu Hui, European Origins and Local Contexts: From Illusory Decoration to the Qing Palace's Linear Perspective Panorama Painting (Beijing: 

Palace Museum Press,

 2017), p. 139.
 For reflections on the French printing process of this copperplate series, see Li Xinwei, The Genesis of Qing Palace Copperplate 
War Prints: From The Victory over the Muslim Tribes to The Taiwan War Prints (Taipei: Master's Thes i s , Institute of Art History, National 
Taiwan University, 2012 ), pp. 11–28.

 90

 91



138

 The depiction of distant mountains shrouded in mist and clouds appeared to have achieved a relatively consistent 
consensus among both Chinese and foreign artists within the Qing court around the 30th year of the Qianlong reign. 
Such drafts could be readily adapted into Chinese-style mountain forms even within the imperial painting academy. 
However, when these works passed into the hands of French engravers, the originally straightforward outlines 
andand schematic lines became baffling demands. For instance, in the upper left corner of the official copperplate 
print of the "Illustration of the Black Water Enclosure" from the "Illustrations of the Victorious Campaign to 
Subdue the Junggar and Muslim Rebels" (Fig. 39), the upper edge of what should have been striped cloud vapour 
was transformed by the French printer into an inexplicable horizontal dotted line.

 By the time the Qianlong court undertook its own printing and even engraving of war-scene copperplate 
prints, such intensely French-style distant mountains or cloud-shadow effects were evidently discontinued.Beyond 
the previously noted adjustment of adding imperial poems to the self-printed Qianlong-era copperplate engravings 
of the "Victory over the Junggar and Muslim Tribes," other examples demonstrate this shift. For instance, in the 
copperplate engraving "Victory over Jinchuan" (Fig. 40, National Palace Museum), while clouds are present in the 
sky, those depicted in each panel are remarkably similar, almost becoming decorative motifs.By the time of the 
copperplate engraving "The Battle of Taiwan" (Fig. 41, National Palace Museum), depictions of sky and clouds 
were sometimes omitted altogether.

When examining the operational mechanisms within the Qing imperial court, one discovers that 
the actual production processes employed numerous 'visual techniques' that were not explicitly articulated in 
written records, yet conveyed and exerted influence. In the case of the copperplate engraving Victory over the 
Junggar Rebellion, Lang Shining's role as the creator of the preliminary sketches further illustrates his dominant 
position within the imperial painting academy.Evidently, he consistently served as the formulator of draft patterns 
across numerous pictorial productions. Yet, as demonstrated in previously discussed cases, while the painter 
exercised decisive influence over execution and draft creation, the selection of subject matter and pictorial 
patterns constituted equally pivotal forces capable of reshaping draft content. Imperial decision-making, though 
undeniably influential, did not constitute absolute control.The case of the Qing Palace battle engravings further 
reveals practical aspects of the Imperial Painting Academy's operations. Internal working conventions developed 
through collaborative practice – particularly concerning stylistic recognition and expression – cannot be 
reconstructed solely from workflow procedures or by examining the extant works of individual court painters. 
Attempts to assess the so-called "academic style" based on such limited evidence are similarly unwarranted.

 Conclusion: The Formation of Constrained Styles in Qing Court Painting

 Through examining the production contexts of the above four cases and analysing the operational 
mechanisms, the present study clarifies the Qing Imperial Painting Academy project. This offers at least three 
directions for revising the shortcomings of previous research approaches. ♛ Firstly, it corrects oversimplified 
assumptions about the academy's presentation procedures, enabling a reconstruction of the complex interplay 
between the creation and presentation of draft sketches.
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 application. The so-called drafts did not merely take their final form upon presentation; other factors could influence 
them even before submission. Particular attention must be paid to examining the Qing court's understanding and 
acceptance of established subjects and pictorial conventions, where the decisive influence of these factors may not 
have been inferior to the sovereign's will.Secondly, it underscores the necessity of examining the internal workings of 
the Academy and the transformative power of visual materials within it. While the authority to determine painting 
subjects undoubtedly resided with the Emperor or his representatives, the interpretation of these themes was 
ultimately shaped by the artists' initial drafts. These drafts, through the visual materials they contained, underwent 
the presentation process to secure imperial approval or rejection.From this perspective, the effective integration of 
imperial directives and court production forces in shaping the Qing court painting academy's style should be 
assessable through examining operational mechanisms. This aligns with the third corrective point proposed herein: 
acknowledging the constraining forces within the Qing court painting academy.Such forces of self-constraint and 
stylistic convergence have historically received scant positive recognition. This may stem from perceptions of 
repetitive court painting styles, attributions to shifting imperial tastes, or even speculations about declining artistic 
talent among painters.Certainly, these explanations cannot be entirely dismissed when considering stylistic shifts 
within the Qing court painting academy during the late Qianlong reign. However, while the operational mechanisms 
developed internally proved an ingenious means of shaping a unified artistic style, it cannot be ruled out that the 
subsequent evolution of this very mechanism ultimately led to an unforeseen outcome.

 Here, it is necessary to summarise the insights gained from four case studies that clarify the 

realities of production within the Qing court. Fundamentally
 fundamentally, these four cases all demonstrate the creation and function of drafts, while also revealing the 
constraints they faced. Among them, Case One (Lang Shining's draft for the Hundred Horses) and Case Two (Shen 
Yuan's Qingming Shanghe Tu) both illustrate the draft creation processes of their respective artists, yet also reveal 
distinct patterns in how the final versions were executed by different painters after the drafts were completed.In the 
Lang Shining Hundred Horses Draft Book case, Lang Shining not only created the draft but also personally completed 
the coloured final version of the Hundred Horses, thus becoming the executor of the definitive work.In contrast, 
following the completion of Shen Yuan's draft in Case Two, the extant final coloured version is the Qing Court Version 
of Along the River During the Qingming Festival, attributed to five painters including Chen Mei. Shen Yuan's draft 
was handed over to a separate group of artists to complete the final version.Nevertheless, Case One demonstrates that 
Lang Shining retained the freedom introduced from Western painting traditions. His drafts still exhibit a high degree 
of Western perspective techniques, and his Western colouring skills are conveyed in the style of the final version. In 
Case Two, Shen Yuan was the draft creator, yet for the overall composition of the painting, he evidently adopted the 
expansive scene structure already visible in Lang Shining's
 'Sketchbook for the Hundred Horses'. This compositional approach excels at unifying a complete spatial setting while 
efficiently accommodating diverse architectural landscapes and abundant human activity, making it the optimal 
format for depicting courtly gatherings. While adopting Lang Shining's horizontal spatial composition, Shen Yuan 
further skilfully adjusted
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 the rendering of the distant landscape. This adjustment likely deliberately avoided the drawback of the original distant 

space
 — in other words, Shen Yuan fully grasped Lang Shining's corrective intent in finalising the Hundred Horses. Here, 
visual references directly influenced the outcome: though Shen Yuan actively designed as the draft artist, he also 
continued the subject's internal response within the imperial production system.Finally, the painting style adopted by 
Chen Mei and the group of artists who executed this definitive version adhered to the most prevalent techniques of 
the time, rather than following the Western-style colour painting approach demonstrated by Lang 
Shining or Shen Yuan.

 Previous research focusing solely on Qing court production workflows tended to emphasise 
directives for revisions within specific stages. Consequently, it was common to infer that most "revision 
instructions" within the "presentation for imperial review" process represented "imperial edicts." However, this 
assumption likely stems from an overemphasis on the significance of the
 the significance of the "presentation for review" process.How precisely did the "presentation for imperial review" 
function? Substantively, examining extant workshop records confirms this process was virtually ubiquitous. A 
particularly influential contemporary perspective involves extracting, through textual analysis of these records, 
the critical remarks made by Emperors Yongzheng or Qianlong regarding specific palace artefacts. 
Moreover, by scrutinising andand discerning the emperors' aesthetic preferences. Regardless of the 
research approach, these studies point to a premise established by the archives: that emperors participated in 
stylistic decision-making through the "presentation for viewing" process.

 Yet even when emperors voiced opinions or participated in decisions, they could not explicitly convey the 
visual modifications required for artefacts to be produced through mere verbal commands or written directives.Take 
the decision-making records involving Emperor Yongzheng as an example: numerous archival texts reveal his 
repeated desire for court productions to be "elegant and refined." Yet without corresponding descriptions of actual 
objects, determining which styles constituted "elegance" and which "vulgarity" risks becoming an endless semantic 
stalemate.Examining extant cultural artefacts from the Yongzheng era reveals styles ranging from austere simplicity 
to lavish grandeur. While scholars have attempted to synthesise these under an overarching "elegant" aesthetic, it 
remains self-evident that the so-called imperial court styles cannot be adequately assessed through textual 
descriptions alone.Past studies have overemphasised the literal interpretation of archival texts, while subsequent 
researchers have attempted to recalibrate perspectives by examining the typology and application of 'patterns'. 
Regarding Emperor Qianlong's deliberate use of various 'patterns' in jade production to conceptualise and project 
finished pieces, this approach has indeed proven valuable.However, while these mock-ups could determine the 
structural form of three-dimensional objects, they do not necessarily provide a complete understanding of the 
production of court paintings. For instance, painting drafts can establish the arrangement and positioning of objects 
within a composition, but the stylistic presentation or the actual appearance of visual materials cannot be fully 
imagined solely through examining the draft samples.
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 Case Study Three (Twelve Forbidden Scenes  )  and Case Study Four (Victory over 
the Junggar Rebellion) in this paper provide concrete examples illustrating the intricate execution of 
this painting process. They demonstrate that control over artistic style could not be entirely dictated by 
imperial will alone.For instance, the composition of the Twelve Forbidden Scenes (  ) series, though 
each panel derived its theme from an imperial poem, featured verses varying in descriptive specificity and 
abstraction. Without prior collaborative deliberation on thematic interpretation and compositional 
unification, it would have been exceedingly difficult to produce a cohesive, serialised set of 
paintings.Naturally, we cannot rule out the possibility that such artistic achievements might have been 
conceived by a single painter. For instance, Shen Yuan, listed as the fourth artist in this case, may well 
have served as the overall coordinator for the entire pictorial series. Nevertheless, the actual realisation of 
the "visual" outcome still required the hands of these imperial academy painters.The transmission of 
imperial edicts merely served as one driving force within this operational process. By comparison, the 
individual artistic styles and capabilities of the painters themselves exerted a significant influence.

 In Case Study Three, we may further observe the emergence of a "constrained style" within the collaborative 

coordination among painters.
 style" emerged within their collaborative coordination. Previous research on the Qing court painting academy has 
consistently noted such "joint brushwork" phenomena. Yet, most contemporary scholars emphasise individual 
artists' specialisations, often overlooking how shared workspaces facilitated mutual learning (or imitation) of 
stylistic approaches.We may have overemphasised the "individuality" of Qing court painters and overly 
amplified their "specialised division of labour." Taking the four painters in Case Study Three as an example, at 
least three (Shen Yuan, Ding Guanpeng, Zhou Kun) were creators capable of traversing diverse painting subjects. 
Consequently, it is particularly noteworthy that collaborating artists engaged in mutual coordination and self-
restraint to achieve stylistic coherence in their works.

 This constraining force can be said to have been inherent within the operational processes of the Qing court 
painting academy.♛ The process commenced with deliberations over preliminary sketches and drafts – whether 
creating entirely new designs from a single sketch, compiling drafts based on existing motifs, or collectively devising 
collaborative drafts. Within these practical painting production stages, the most crucial driving force should not be 
placed on the seemingly imperial-led decision-making phase of "presentation for imperial review".What this study 
observes through concrete cases is that the most decisive factor lies in the collaborative coordination and stylistic 
convergence among painters themselves. These elements constitute a self-regulating force latent within the 
production process, cultivated through internal working mechanisms.

 Research into the imperial academy mechanism thus highlights the limitations of the emperor's role. More 
directly, decision-making power resided within the practical working layers of the court academy. While the emperor 
could select and decide, this occurred only upon the foundation prepared by the court painters and constituted 
merely one link in the chain. The final case study examines this very aspect.
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 The copperplate engraving Victory over the Junggar Rebellion is unquestionably a European product. The 
initial conception of the design was commissioned by Emperor Qianlong himself, and it can even be inferred that it 
was closely linked to his own visual experiences of Europe.Numerous examples have established Emperor Qianlong's 
interest in European visual artefacts. Yet how this visual fascination relates to imperial ambitions warrants careful 
scrutiny. A related, yet under-explored aspect within the context of Qianlong-era copperplate battle prints concerns 
the actual production of such prints within the Qing court during the emperor's later reign, and their impact upon the 
imperial painting academy.Constrained by space, this section supplements the preceding discussion by examining 
stylistic characteristics and the aforementioned self-regulatory mechanisms. It will also consider the role and 
influence of Giuseppe Castiglione within the imperial painting academy.

 Lang Shining had already passed away before the copperplate prints dispatched by the Qing court 
to Europe for printing were returned. Nevertheless, several Chinese and foreign artists within the imperial 
academy remained familiar with Lang Shining and his work within the academy. Theoretically, from the 
perspective of the academy's operational mechanisms, this accumulated artistic experience should not have been 
significantly affected by the presence or absence of any individual artist.Yet did Lang Shining's role transcend this 
norm? During the imperial printing process, when the copperplate engraving Conquest of the Junggar and 
Muslim Rebels was printed independently in Beijing with imperial verses added to the sky section, the dramatic 
cloud effects discarded were in fact additions originally made by the French.Subsequently, when the Qing court 
independently printed the copperplate engraving of The Victory over the Junggar Muslim Rebellion, it is entirely 
understandable that they chose the copperplate engraving of The Victory over the Junggar Muslim Rebellion as a 
reference for the design draft.However, as these battle illustrations existed in both coloured manuscript and 
copperplate print versions, when printing the Taiwan Battle Illustrations, the coloured manuscript 
became the basis for the draft, thus beginning to depart from the original copperplate print illustration 
model.Moreover, to expedite the printing process, certain technical steps were omitted within the division of 
labour. Consequently, the visual style manifested in the final works began to exhibit new characteristics arising 
from streamlined procedures or controlled outcomes.

 Lang Shining's death may not have been the decisive factor in the stylistic shifts within the late Qianlong 
court's painting tradition. Yet, the internal mechanisms of the Imperial Painting Academy, influenced by 
factors such as increased workload and personnel changes, produced outcomes that were not necessarily 
aligned towards a single direction.The workload within the imperial court appears to have expanded rapidly 
during the late Qianlong period. The printing of several different battle maps, coupled with the mass production of 
repetitive court ceremonial diagrams, likely interacted to influence this shift. Practical investigation and analysis, 
examining specific production cases from the perspective of operational mechanisms, may yield fresh insights.

 Postscript:

 This article was conceived during the author's tenure at the Palace Museum, prompted by the 

exhibition "The Shape of Time: The Twelve Monthly Orders Paintings".
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Research Observations on the "Twelve Prohibitions:  Scenes" Picture Set. During this period, partial findings 
were presented orally at academic seminars hosted by the Institute of Art History at National Taiwan University and 
the Institute of Modern History at Academia Sinica. The valuable questions and corrections raised by numerous 
participating scholars proved immensely beneficial, for which I extend my sincere gratitude. This paper constitutes 
one of the outcomes supported by the Ministry of Science and Technology's research project "The Operational 
Mechanisms of the Qing Imperial Painting Academy and the Shaping of Its Painting Style"

 (103-2410-H-136-004-MY2).

 (Editors: Gao Peiting, Huang Yuxuan)
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Figure 1: Giuseppe Castiglione, Sketchbook for the Hundred Horses, 1723–1725. New York: The Metropolitan Museum of Art, USA.

 Fig. 2 Giuseppe Castiglione, Hundred Horses, 1728, National Palace Museum, Taipei
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 Fig. 3-1 Copper-bodied Enamel Vase Depicting Noble Halls and Prosperity, 
Qing Dynasty, Kangxi Reign, Taipei, National Palace Museum 
Collection

 Fig. 3-2 Copper-bodied painted enamel box with floral and fruit motifs, Qing dynasty, Kangxi reign, Taipei, National Palace Museum
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 Fig. 4 Lang Shining, Gathering Auspicious Signs, 1723, Taipei, 
National Palace Museum

 Fig. 5 Giuseppe Castiglione, Sketchbook for Hundred Horses 

(detail),  1723

 –1725. New York, The Metropolitan Museum of Art

 Fig. 6 (Attributed to Yuan Dynasty) Hundred Horses, Taipei, 
National Palace Museum
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 Fig. 7   Giuseppe Castiglione, Sketchbook for Hundred Horses (detail), 1723–1725, New York, The Metropolitan Museum of Art

 Fig. 8 Lang Shining, Sketchbook for the Hundred Horses (detail),  1723

 –1725. New York, The Metropolitan Museum of Art, USA.
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 Fig. 9-1 Giuseppe Castiglione, Sketchbook for 
Hundred Horses (detail), 1723–1725, The 
Metropolitan Museum of Art, New York

 Fig. 9-2 Lang Shining, Sketchbook for the Hundred Horses (detail),  
1728.  Taipei, National Palace Museum.

 Fig. 10   Wang Hui, Kangxi Emperor's Southern Inspection Tour, Volume III: Jinan to Mount Tai, 1698,  New York, Metropolitan 

Museum of Art, USA



Figure 11 Fragment of the Sixth Scroll of Kangxi's Southern Inspection Tour, attributed to Wang Hui et al., 1698, Hong Kong, Private Collection

 Figure 12 Qing Dynasty Artist, Emperor Yongzheng Sacrificing at the Altar of Agriculture (Lower Scroll), Qing Dynasty, Yongzheng Period, Paris, Guimet Museum, France
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 Fig. 13 Shen Yuan, Along the River During the Qingming Festival (detail), National Palace Museum, Taipei
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 Fig. 14-1 Shen Yuan, Along the River During the Qingming Festival (detail), Taipei, National Palace Museum

 Fig. 14-2 Shen Yuan, Along the River During the Qingming Festival (detail), National Palace Museum, Taipei

 Fig. 14-3 Shen Yuan, Along the River During the Qingming Festival (detail), Taipei, National Palace Museum
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 Fig. 15 Lang Shining, Sketchbook for Hundred Horses (detail), 1723–1725, New York, Metropolitan Museum of 
Art

 Fig. 16 Dong Bangda, Twenty-Eight Views of Jingyi Garden, after 1747. Beijing, 

Palace Museum.



 Fig. 17 Shen Yuan, Painting a Buddha Image (detail), 1744, Taipei, National Palace Museum
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 Fig. 18-1   : Comparison of Details from Shen Yuan's Version (Top) and the Qing Imperial Workshop Version 

(Bottom)

 Fig. 18-2 Shen Yuan, Qingming Shanghe Tu (Detail), 1736–1795, Taipei, National Palace Museum
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 Fig. 19-1 Shen Yuan, Qingming Shanghe Tu (Detail), 1736–1795, Taipei, National Palace Museum

 Fig. 19-2 Chen Mei, Sun Hu, Jin Kun, Dai Hong, Cheng Zhidao. Qing Imperial Studio Version of Along the River During the Qingming Festival 
(detail).  1736.  Taipei, National Palace Museum.
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 Fig. 20 Chen Mei, Sun Hu, Jin Kun, Dai Hong, Cheng Zhidao. Qing Imperial Version of Along the River During the Qingming Festival (detail).  1736.  
Taipei, National Palace Museum.
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Figure 21-1 Shen Yuan and Tang Dai, Forty Views of the 
Yuanmingyuan, "Diligent Governance and 
Favouring the Virtuous", 1747, Paris, Bibliothèque 
nationale de France

 Figure 21-2 Shen Yuan and Tang Dai, Forty Views of the 
Yuanmingyuan, "The Hall of Righteousness and 
Enlightenment", 1747, Paris, Bibliothèque nationale 
de France

 Fig. 21-3   Shen Yuan and Tang Dai, Album of Forty Views of the Old Summer Palace (detail),  1747, Bibliothèque nationale de France, 

Paris
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 Fig. 22 Shen Yuan Painting Buddhist Images (detail) 1744 Taipei National Palace Museum

 Fig. 23  Shen Yuan, Ink Masterpieces: A Treasury of Pearls (You) Album, "Chang Sun Wuji", 1747, Taipei, National Palace Museum
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 Fig. 24 Jiao Bingzhen, Landscape Album, Fourth Leaf. Taipei, National Palace Museum.

 Fig. 25  Twelve Months of  the Qing Court  
Painting:  April Taipei National Palace 
Museum



 Fig. 26-1 Ding Guanpeng, Scroll of Tai Cu Shih He

 Qing dynasty, Taipei, National Palace 

Museum, Taipei

 Fig. 26-2 Zhou Kun, Scroll of the Auspicious Season of 

Jiazhong

 Qing dynasty, Taipei, National Palace Museum



 Fig. 26-5 Ding Guanpeng, "Ruibin: Days Grow Longer"

 Qing dynasty, Taipei, National Palace 

Museum

 Fig. 26-6  Zhou Kun, Scroll of Lin Zhong in 

Midsummer

 Qing dynasty, Taipei, National Palace Museum 

collection

 Fig. 26-7 Shen Yuan, Scroll of Yi Ze and Qing Shang

 Qing dynasty, Taipei, National Palace 

Museum
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 Fig. 26-8 Ding Guanpeng, Nanlü Jinhang Scroll

 Qing dynasty, Taipei, National Palace Museum



 Figure 26-9 Yu Xing, Scroll of Wuyi Jiehan

 Qing dynasty, Taipei, National Palace 

Museum collection

 Fig. 26-10 Zhou Kun, Scroll of Yingzhong Harmonising the 

Law

 Qing dynasty, Taipei, National Palace 

Museum Collection
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Figure 27: Twelve Months of the Qing Court Painting, Twelfth Month Qing 
dynasty National Palace Museum, Taipei

 Figure 28 Yu Xing, Floral Scroll, Qing dynasty, National Palace 
Museum, Taipei
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 Figure 29: Imperial Brushwork Poem on Autumn Flowers, 
painted by Zhang Ruo'ai and inscribed by 
Emperor Gaozong of the Qing Dynasty, 1746. 
Taipei, National Palace Museum.

 Fig. 30 Shen Yuan, Poetic Intent of the New Moon, 
Qing dynasty, National Palace Museum, 
Taipei
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 Fig. 31 Leng Mei, Summer Resort, Qing dynasty, Collection of 
the Palace Museum, Beijing

 Fig. 32 Pan Mountain, by Yao Wenhan and Yuan Ying, 1779, 
Taipei, National Palace Museum

 Fig. 33 Lang Shining et al. Banquet at the Garden of Ten Thousand Trees, 1754. Beijing, Palace Museum.
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 Fig. 34-1 Draft Manuscript of Battle Scenes, Three Panels.  First Panel: Battle Scene in Harmony with Luo Huo Si. Catalogue No.

 40009, Tenri University Library, Nara

 Fig. 34-2 Second Panel: Battle of Tungusruk, No. 440010, Tenri University Library, Nara

 Fig. 34-3 Third Panel: Battle of Alchur, No. 440011, Tenri University Library, Nara
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 Fig. 35   Trial Print of "Illustrations of Victories in Subduing the Junggar and Muslim Rebels" 〈Illustration of the Battle of Holaqisi〉 

Qing Dynasty, Taipei, National Palace Museum Collection

 Fig. 36   Trial Print of "Illustrations of Victories in the Campaign to Subdue the Junggar and Muslim Rebels" 〈The Relief of the Black 

Water Encirclement〉 Qing Dynasty, Taipei, National Palace Museum Collection
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 Fig. 37-1   Trial Print of "Victory over the Junggar Muslim Rebellion" (Battle of Holaqo) (Detail) Qing Dynasty, Taipei, National Palace 
Museum Collection

 Fig. 37-2   Trial Print of "Illustrations of the Victory over the Junggar Muslim Rebellion" 〈Battle of Holaqosi〉 (Detail) Qing Dynasty, 
Taipei, National Palace Museum Collection
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    : Official Edition of "Illustrations of the Victory in Subduing the Junggar Muslim Rebellion" 〈Battle of Holaqo〉 (Detail) Qing Dynasty, 
Taipei, National Palace Museum Collection

Figure 38-2   Official Version of the "Victory in Subduing the Junggar Muslim Rebellion" (Depiction of the Assault on the Gerdeng 

Mountain Camp) Qing Dynasty National Palace Museum,  Taipei
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 Figure 39   Official Version of "Victory in the Campaign to Subdue the Junggar Muslim Rebellion" 〈The Black Water Encirclement〉 Qing 

Dynasty Taipei, National Palace Museum

 Figure 40: "Illustrations of the Victory in the Campaign to Subdue Jinchuan" Beijing, Palace Museum Collection
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 Fig. 41: "The Conquest of Taiwan" Copperplate Engraving 〈The Battle of Fangliao〉, Qianlong Reign, Qing Dynasty, Taipei, National Palace 

Museum



 The Operating Mechanism of the Painting Academy in the Formation and Function of 
Qing Dynasty Court Paintings

 Chen, Yun-ru
 Graduate Institute of Art History, National Taiwan 

University

Over recent decades, scholarship on Qing court art has shifted focus from the role of individual rulers to court productions as a 
whole. This study adopts this approach to propose the "operating mechanism of the painting academy" as a framework for further 
analysing the production of court paintings. Though the term "mechanism" originates from the configuration of specific apparatus, it is 
increasingly employed to explain societal phenomena and describe patterns of internal operation. Here, "operating mechanism" 
denotes the workflow and decision-making processes within the court painting academy. It encompasses the participation and roles 
of both the executors and controllers of the process, thereby illuminating the forces underpinning the formation of the Qing court 
academic style. Concerning this operating mechanism, the focus remains on the production of drafts, the painting academy system, 
and its procedures. However, it does not merely examine the figures and systems behind Qing court painting. Rather, it explores the 
decisions, control, and formation of painting style.

To elucidate the production of Qing court painting, this study examines four exemplars: Giuseppe Castiglione’s preparatory sketch for 
One Hundred Horses, Shen Yuan’s Up the River During Qingming, the collaborative Twelve Views of Forbidden Compounds by 
Shen Yuan and Ding Guanpeng, and the copperplate prints of Victory in the Pacification of Dzungars and Muslims. These four works span 
the painting academy of the Yongzheng and Qianlong reigns, varying in format and characteristics. Linked to Castiglione’s role, they 
reveal diverse aspects of the painting academy during this period. Among them, "One Hundred Horses" and "Up the River During 
Qingming" share connections in their drafting processes. The other two works demonstrate the coordination, drafting, and stylistic control 
exercised by the artists. Thus, they manifest the "operating mechanism" proposed in this study. Findings indicate the sovereign retained 
direct oversight over titling and visualising works. The painting academy employed mechanisms, as seen in the "Twelve Views of 
Forbidden Compounds," enabling artists to harmonise their styles, demonstrating the system's capacity for self-restraint. Regarding 
battle prints, these exceeded the technical capabilities of the painting academy, necessitating adaptation, with the workflow 
undergoing procedural controls approximating those of the painting style.

(Translated by Donald E. Brix)

 Keywords: Qing court painting academy, Lang Shining (Giuseppe Castiglione), Shen Yuan, battle copperplate prints, 
collaborative painting, operating mechanism


