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From the 20th to the 25th year of the Qianlong reign (1755-1760), Emperor Qianlong employed various media to
commemorate the victories of the Qing army over the Junggar and Hui tribes in what is now the Xinjiang Uygur Autonomous
Region. These included imperial poems, eulogies to meritorious officials, the compilation of local military strategies, and the
erection of commemorative monuments and artistic works throughout the region.Particularly noteworthy are the sixteen silk
scroll paintings executed by the four artists Lang Shining, Wang Zhicheng, Ai Qimeng, and An Deyi, the portraits of
meritorious officials painted by court artists, and the copperplate engravings produced based on these silk scrolls. These can
be regarded as propaganda art commissioned by Emperor Qianlong. This paper focuses specifically on the victory
engravings among these diverse artistic works.

Before delving into the main discussion, let us briefly examine the production of Victory Paintings within Chinese
history.It goes without saying that the production of Victory Paintings did not begin in the Qing dynasty. Notably, the
National Museum of China holds several Ming dynasty victory paintings, including the Qiyang Family's artefact, the Ping Fan
De Sheng Tu Juan (Scroll Depicting the Suppression of the Rebellion and Victory), depicting the suppression of the Eighteen
Fan Rebellion in Tao Prefecture, Gansu (1515) by Prince Qiyang Li Wenzhong, and the Kang Wei Tu Juan (Scroll Depicting
Resistance Against the Japanese Pirates) from the Jiajing era.Moreover, numerous works commissioned by private
individuals rather than the imperial court also emerged during the Qing Dynasty itself. Examples include the "Portrait of Dodo's
Victory" depicting Dorgon and Dodo suppressing the rebellions of Li Zicheng and Wu Sangui,The "Scroll Depicting the Meritorious Deeds
of Dong Weiguo" paintedby Huang Bi in 1677, depicting Dong Weiguo's suppression of the Three Pans Rebellion in Jiangxi, the
"Scroll Depicting Cai Yurong's Southern Campaign", and the "Album Depicting the Northern Campaign and Transport Supervision",
of which nineteen of the twenty-four original leaves survive,”* representative examples.Production continued after the

Qianlong Emperor, with the Empress Dowager Cixi (1835

-1906) commissioned works depicting the suppression of the Taiping Rebellion, the Nian Rebellion, and the Tongzhi Hui Rebellion

(2)

As mentioned earlier, it is certain that the production intent of these works was to commemorate military
victories.However, what clearly distinguishes these copperplate engravings from other examples of victory illustrations is
their mode of expression. While most examples are coloured on silk or paper, only the works from the Qianlong era are
copperplate engravings. Creating copperplate engravings required various materials such as copper plates, printing paper,
and ink, as well as the skilled craftsmanship of artisans.It should be noted, however, that copperplate engraving was an
entirely unfamiliar technique to the Qing people of the time. Consequently, Emperor Qianlong turned his gaze abroad for its
production, focusing on France. Considering not only the geographical distance between the Qing and France, but also the
scale of the work, the production period, and the costs involved, this copperplate engraving commissioned by Emperor
Qianlong is, I believe, worthy of being called a 'major project of the Qing dynasty'.

This paper explores the circumstances surrounding the creation of these copperplate engravings. It begins with a brief
explanation of their production, examining the individuals responsible for the exchanges between the Qing and France,

those who undertook the actual production, and the current status of the works themselves.
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, before surveying the circumstances of its storage and display at the time. As discussed later, Emperor Qianlong, having
introduced this new medium of copperplate engraving, leveraged its advantages by distributing copies to multiple
individuals and locations. These imperial gifts were not confined to Beijing and its environs, but were transported to the
Jiangnan region far from the capital, and even beyond the borders of the Qing Empire.What might Emperor Qianlong have
hoped to achieve through bestowing these works upon various individuals?Finally, we shall consider the production costs.
Given that this copperplate engraving was commissioned based on the Emperor's initiative, it is reasonable to assume both its
quality and expense were exceptionally high. In this case, can we definitively state that the Emperor, having commissioned
the work, also bore the production costs? By clarifying the various stages of production outlined above, might we discern

new production intentions beyond Emperor Qianlong's stated purpose of commemorating military victories?

I Production of the Mllustration of the Victory over the Junggar and Hui Tribes' and the Copperplate

Engraving

Regardless of the facts, the Qianlong Emperor, who in his later years styled himself the "Ten-Perfect Old Man", highly
praised his own (the Qing army's) victories over frontier regions such as present-day Xinjiang Uygur Autonomous Region,
Sichuan, Tibet, and Vietnam °. These were major campaigns directly linked to the expansion of Qing territory rather than
merely securing local security, and it could be said that through them, the borders of the present-day People's Republic of
China were largely established.Particularly significant were the campaigns against Turkestan and the Muslim tribes in the
1750s, regarded as the Emperor Qianlong's first major victories. As noted at the outset, various methods were employed to
commemorate these triumphs.

Among these, the sixteen silk scroll paintings (estimated size: 8 X 4 metres) commissioned by the Qianlong Emperor
from four artists, including Lang Shining, are noteworthy as the preparatory sketches for the copperplate engravings
discussed in this paper (Figures 1 and 2).These are respectively:TheSubmisionatTi The Attadkan Gedenepla Canmp The Batfleof Fluzald, The Victory at
Heaohuos], The Battleof Kudongg i TheS menchofbe U e fheSerpett i TheGeef\idoyett e T
Gonuestof BucaShanKhan, ThePadifyingoftheMudim Tibesand Preseniationof Psoners The Success of the Military Campaign Against the Muslim Tribes and the Generals

It is that

and Soldiers, The Triumphal Banquet Celebrating the Success of the Generals and Soldiers™ ~ said "~ upon completion, lee

only three fragments from one of these scrolls survive e Judging from the current state, this "Great Victory at Huerman"
scroll, thought to depict the encirclement at Heishui, shows motifs such as mounted troops, archers, and artillery on camels,
alongside inscriptions of names.These names are inscribed within the quivers of key figures, rendered in both Manchu script
and Chinese characters. Crucially, they are not written in ink but in gold leaf. While their size is not immediately apparent at
first glance, the inclusion of the names of meritorious officials within the painting itself is thought to relate to the method
and location of displaying this silk scroll.

T he reason for commissioning this silk painting to be reproduced as an engraving remains unknown "It is well known
"around this time, Emperor Qianlong was greatly impressed upon viewing copperplate engravings by the German painter
Philipp Georg Rugendas ' d. , Austria) (*). Takada Tokio and Strassberg suggest this appreciation Ythe production of the
copperplate engravings (", However, during the reign of Emperor Kangxi, copperplate engravings by Matteo Ripa,*Thirty-Six Views of the
Imperial Summer Resort*
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Figure 1: Copperplate engraving of "The Surrender at Ili Following Pacification", photographed by the author

Fig. 2: Battle of Eluzala, copperplate engraving, photograph by the author

and the copperplate editions of the Imperial Atlas. Itis therefore difficulttoassertdefinitively that this influence was solely his . It is
more likely that Emperor Qianlong, who adopted a flexible and inclusive stance towards Western culture, simply wished

to experiment with new artistic techniques.
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Here, for the sake of future discussion, let us examine the production process of copperplate engravings. Previous
research on these engravings has been accumulated since early times by scholars in China, Europe, and
America.Moreover, tmhistorical s ' . Particularly noteworthy among Chinese sources are the 'Compilation of Secret Archives
on the Qianlong Western Regions Campaign Maps' and 'Divine Brushwork in Vermilion and Blue', which respectively compile imperial
edicts, memorials, andarchives concerning copperplate engraving production’ held by the First Historical Archives of China and
the National Palace Museum in Taipei . Furthermore, the 'Compilation of Historical Materials from the Qing Imperial Household
Archives'is a valuable reference’ gathering materials concerning publishing and printing undertakings by the Qing Imperial Household

Department . French-side materials include the producer's report and letters to the responsible officials

, as well as the
French East India Company's report dated 25 April 1775 “articles from November and December 1783 in Volume I1T of
the Journal Encyclo-pédique ou Universel, and the 1791 publication Précis historique de la guerre, among others, remain
extant " . This paper primarily references the aforementioned historical materials alongside relevant entries from the
Archives of the Imperial Workshop.

Fdowing the completion of the silk paintings and copperplate engraving sketches by the aforementioned four Western
artists in hhedurbag(1764)animpaildaeevesisued Lang Shining, who painted the sixteen Victory Scenes, shall also produce the
sketches for these. Upon completion, they shall be presented for imperial viewing.Subsequently, consultation with the
Supervisor of the Yuehai Customs Office shall be undertaken to dispatch them to Europe for engraving in accordance with
the sketches" This edict from the Qianlong Emperor was conveyed to the Ministry of Internal Affairs ".Of these sixteen
preparatory sketches, four were dispatched to the Guangzhou Customs the following year °. This time, alongside the
sketches, the imperial edict dated 26th May of the same year, a letter written by Lang Shining addressed to the local officials,

and Italian and Latin translations of the edict wereendosad’. The full text of the imperial edict reads as follows:

Sixteen victory paintings depicting the pacification of the Junggar and Hui regions, etc., are to be sent to the West
with the original sketches by Lang Shining and others. Select skilled artisans to engrave extremely fine copper plates
based on these sketches; these plates must not be worn down. All labour and materials required may be reported, and
the full amount shall be provided.We now dispatch one sketch by Lang Shining depicting the surrender of the Aiyuza
camp, one by Wang Zhicheng depicting the surrender of the Alchur camp, one by Ai Qimeng depicting the surrender
of the Ili populace, and one by An Deyi depicting the surrender of the Kuergan camp. These shall be engraved without
delay.Upon receipt, each plate shall be printed on quality paper for an initial run of one hundred copies, to be

By Imperial

delivered together with the copperplate. The remaining twelve copies shall be dispatched in three successive instalments.

Command

This imperial decree establishes four points: Firstly, production costs shall be paid according to the proposed figures.
Secondly, the initial shipment comprised four drafts: Lang Shining's "Mllustration of the Deception at Aiyu Camp", Wang Zhicheng's
"TMlustration of Alchur", Ai Qimeng's "lllustration of the Surrender of the People of Ili", and An Deyi's "Illustration of Kuergan".Thirdly,
each copperplate was to be printed one hundred times. Fourthly, the remaining twelve sketches were to be dispatched in
three separate consignments. At this stage, the Qing court apparently considered Italy, Lang Shining's homeland, as the
destination; the subsequent change to France was due to the prevailing situation in Guangdong.

Upon receiving the imperial edict from Beijing, Yang Tingzhang, the then Viceroy of Liangguang, and Fang Taiyu, the
Supervisor of the Yuehai Customs, began consultations with Guangzhou merchants and decided to change the destination
from Ttaly to France. They conveyed this decision through the Guangdong branch of the French East India Company and
concluded the following contract: First, the four copperplate engravings for this project must be completed and delivered to
Guangdong by the 33rd year of the Qianlong reign (1769).Second, an advance payment of five thousand liang shall be made,
but
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Should any funds be insuffici@nd e THReR'e shall be paid upon the copper plates' arrival in Guangdong. Should any
maritime accident occur, we shall bear the compensation and transport costs.Thirdly, it was stipulated that each copperplate
would be printed two hundred times, and that upon completion of the work in France, the sketches, copperplates, and copperplate
prints would not be retained in France but returned in their entirety to the Qing state *'.What is interesting here is that while the
aforementioned imperial edict of the 30th year of Qianlong specified printing one hundred copperplate prints per sketch, the
actual contract changed this to two hundred prints.To the best of my knowledge, no historical records explaining this cause
have been found. However, as will be discussed in detail later, considering that these copperplate prints were tribute items
presented to the Emperor by the Viceroy of Liangguang and the Supervisor of the Yuehai Customs, it can be surmised that
officials may have sought to curry favour with the Emperor by offering more tribute items, even if this did not align with his
intentions.On the French side, the Marquis de Vandiéres (later de Marigny) Royal Superintendent of Buildings and President of the
Royal Academy of Painting and Sculpture, served as chief supervisor. The renowned engraver Nicolas Cochin was the principal
engraver, with approximately eight others involved in the copperplate engraving process, including Le BSaint-Aubin, and
Prévost.

Although the transport of sketches from the Qing court to France continued thereafter, various problems prevented the
project from proceeding as contracted. During this period, the intentions of the Qing court, conveyed to France via the
Viceroy of Liangguang and Supervisor of the Yuehai Customs and the French East India Company, are largely preserved in
records, allowing their details to be discerned.Notably, several letters from Emperor Qianlong inquiring about the progress
and reasons for delays were sent. Examining Cochin's reply, which reached Beijing on 5 August 1770, reveals excuses such as
the unsuitability of Chinese paper for copperplate printing necessitating the search for French paper, the lengthy maturation
required for printing ink ingredients, and the exceptionally fine detail of the sketches causing engraving work to take longer
than anticipated @,

Ultimately, the final French vessel laden with copper plates and engravings arrived in Guangdong in September 1777.The
transportation of the copperplate engravings for the Victory Diagrams spanned a full twelve years and involved ten separate
shipments. During this period, the Qing court was not entirely idle, merely awaiting the French engravings. For instance, in
May 1773, the Qianlong Emperor issued an edict instructing that printing be attempted using the seven copperplates received up

(Zg)zAlthough the quality achieved in France was not attained in all the works atthattime, the Qianlong Emperor

to that point (
ordered that ten prints be made from each copperplate going forward. The copperplates and prints produced on this occasion
werethen stored in the Imperial Map Office *'.

It is also worth noting the situation in France. According to the contract with the Qing state, France was required to return
all copper plates and printed copperplate engravings to the Qing state. However, contemporary French records indicate this
clause was not strictly adhered to.According to Mr Boudet's research, Louis XV and Louis XVI admired these engravings,
and the engravings held by the French royal collection were sold to a citizen through auctions during the French
Revolution . Furthermore, exhibition catalogues from the Royal Academy in 1769 and 1771 reveal that engravings by Le
Bar were exhibited *. Furthermore, the 19th-century publication 'Les Gravures Francaises du XVIIle Siécle ou Catalogue

Raisonné' also dimengravings by Saint-Ubain and Moreau le Jeune E?
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These sixteen copperplate engravings were reprinted not only for the French royal household but also for
commercial distribution to the public, spreading throughout Europe from the late 1780s onwards. The individual
who first realised this was Isidore-Stanislas Helman.He produced a portfolio of twenty-one plates,adding five
copperplate engravings to the De Triumphis Emperoris Sinensis (Triumphs of the Emperor of China) prints, which he
printed at about half the size of the originals. He titled this collection Suite d’ s des Conquétes de 'Empereur de Chine (Suite of
Mlustrations of the Conquests of the Emperor of China).Judging by the titles of these five images, they appear to depict the work
and appearance of Qing dynasty emperors. However, examining the motifs within the scenes reveals elements suggesting a
degree of fictionality: an emperor wearing what appears to be a Ming dynasty bird-patterned folded cap or a jiaofotou
headdress rather than a Qing imperial court cap; figures bearing spears clad in Western-style armour and breastplates; and
exotic buildings without ceilings.In essence, this work exemplifies how the characteristics of woodblock printing enabled
mass reproduction while simultaneously reflecting contemporary European fascination with China and its emperors. For
people of that era, this interest likely stemmed not from curiosity about a specific emperor like Qianlong, but rather from

wonder at China as an unknown land.

L et us now consider the current status of the works examined thus far. Three principal types of work depict Emperor
Qianlong's victory in the Xinjiang region during the 1750s.First, there are the large silk paintings executed by four Western
painters, including Lang Shining, shortly after the victory. These include preparatory sketches for engravings, the copper plates
themselves, and the printed engravings. Additionally, there are smaller copperplate engravings by Mr. Erman and the albums
containing them. Among these, as already noted, only three fragments of the silk paintings survive. Furthermore, three
sketches, thought to be preparatory studies for the copperplate engravings, are held at the Tenri University Library. Examining
these ink-on-paper works reveals names written in Manchurian script on yellow paper affixed beside the figures within the
compositions. Additionally, the frequent occurrence of albums containing sixteen prints by Mr. Erman alongside textual
materials, as well as single-sheet prints, suggests that a very large number of prints were transported. Moreover, not only

the form of the works but also their locations of collection are dispersed worldwide. They can be seen not only at the National Palace

Museum in Taipei, but also at the Museum fiir Asiatische Kunst, Berlin-Brandenburg, private collectors in Germany, the
Guimet Museum, the British Museum and the British Library, the Tenri University Library, and the Machida City Museum of
Graphic Arts.

I The Collection and Circulation of the Tllustrations of the Victory in the Campaigns Against the Jung

and Hui Tribes'

The final copperplate engravings arrived in the Qing Empire from France in the 42nd year of the Qianlong reign (1777).
While it is certain that all sixteen copperplates commissioned by the Qianlong Emperor were delivered at that time, it remains
unclear whether the full set of three thousand two hundred prints—two hundred copies of each engraving—was also
complete.Regardless, a significant number of copperplate prints undoubtedly arrived. Emperor Qianlong had these prints,
along with his own imperial poems and colophons, mounted and mounted for viewing. Thus, the copperplate prints housed
in the Qing imperial palace's collection were not the individual sheets sent from France, but rather albums bound together
with the accompanying poetry and prose. Where were these mounted albums stored?

Typically, imperial art collections were housed in the Forbidden City's Qianging Palace, Yangxin Hall, Ningshou Palace,
or Chonghua Palace. However, these were intended for the Emperor's private viewing, and records concerning the storage of

hundreds of such albums are scarcely to be found.
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Here, examining an entry fromAMe '@éﬁ[&f’g'ﬁéﬁh year (1779) April in the 'Archives of the Imperial Workshop' “ we find that on
the 13th day of the 2nd month of that year, one hundred and seventy sheets of Victory Illustrations and accompanying
colophons were printed. These were then bound into albums, twenty sheets combined per volume.Furthermore, on the
22nd of the same month, and again on the 5th and 17th of the following month, a total of 149 volumes were produced. Ten
volumes were stored in the Ziguang Pavilion, ten in the Maogin Hall, and ten in the Imperial Workshop's Yutu Room.
However, it is noteworthy that this dispersed storage did not remain confined to the city of Beijing but extended to the
provinces.The relevant records indicate that the copperplate-printed volumes were distributed through the Military Affairs
Office to eight provincial governors, four provincial administrators, five military commanders, one minister and commander-
in-chief, twelve imperial retreats, totalling thirty-one locations.Considering the Qianlong Emperor's system of eighteen
provinces, eight governors-general, and fifteen provincial governors, it is no exaggeration to say these were distributed almost
nationwide. Moreover, it is highly intriguing that the recipients included not only the Qing Dynasty's traditional territories but
also newly incorporated regions of Xinjiang, such as Ushu and Uriimgji.

Let us now return to the situation within the Beijing city walls. The reason why the Ziguang Pavilion, the Maogin Hall, and
the Yutu Room were selected from among the numerous halls and pavilions within the Forbidden City remains unclear at
present. However, it is known that the Qing army displayed the spoils of war obtained from the battles against Turkestan and
the Hui region, which were the subject of these Victory Maps - including weapons and Amursana's personal belongings - in
the Wucheng Hall behind the Ziguang Pavilion *’, Mioqin Hall had served as the emperor's study since the Kangxi Emperor's reign and
also housed imperial calligraphy and paintings, while Yutt Fang was a repository for maps of great utility to the Qing dynasty.
It is therefore reasonable to assume Emperor Qianlong selected these specific locations for some reason. Examining the
circumstances of the Victory Painting in Ziguangge may shed further light on the rationale behind this selection.

Ziguangge is a two-storey pavilion situated on the western side of the Forbidden City, a structure of considerable size
measuring five bays by three. Emperor Kangxi expanded a Ming-dynasty building to use it as a viewing platform for mounted
archery. Furthermore, the military examinations held on the platform before Ziguangge were not only personally observed
by the emperor but also saw his own participation. Consequently, it appears to have been a place of great importance for the
Qing dynasty, serving as a venue to display martial prowess.The Qianlong Emperor undertook several reconstructions of
Ziguangge. During the first reconstruction in the 26th year of his reign (1761), it was expanded into a double-storey pavilion.
Behind it, the Wucheng Hall was erected, and various imperial thrones were installed within Ziguangge itself "

where

As previously noted, the album of victory paintings was housed within the Ziguang Pavilion. Crucially’ it that these
works were displayed not only to the Emperor but also to the wider public.Here, one should recall that the Victory Paintings
on silk scrolls, executed by Lang Shining and three others as mentioned at the outset of the previous chapter, were also
displayed in the Purple Light Pavilion. This underscores that the Purple Light Pavilion served not merely as a stage for
displaying martial achievements, but also as a venue for imperial banquets.From 1761, Emperor Qianlong changed the
venue for the annual New Year banquet from Fengze Garden to this location.TheVaiahleRecordsaftheQingandthe Veritable Records
of the Joseon Dynasty contain scattered accounts of the Emperor holding banquets at the Ziguang Pavilion for Mongol
princes and nobles, Taiyi, Hui princes, and foreign envoys. Works depicting these banquets also survive.It was also at the
Ziguang Pavilion that the British envoy Lord Macartney and his party were received by the Qianlong Emperor. The presence
of the Victory Painting in this building, akin to a modern state guesthouse, meant it could be viewed by all visitors—not only
Qing officials and princes, but also envoys of lesser rank. For instance, in 1787, Zhao Huan, who visited Beijing as deputy

envoy of the Korean winter solstice and
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Zhao Huan, who visited Beijing as deputy envoy of the Korean tribute mission for the winter solstice and gratitude ceremony in 1787,

recounted his experience in his Record of the Journey to Yan'. Zhao Huan arrived in the capital with the chief envoy on 9 January 1788

He recorded the various halls and pavilions within the Forbidden City, including the Purple Light Pavilion. He noted that the
east and west walls were hung with imperial calligraphy and paintings, filling the entire surface, and that these were the Two
Golden Rivers Victory Scenes.It is certain, however, that the Victory Paintings Zhao Huan saw were not the copperplate
engravings discussed in this paper, nor were they the original works. Nevertheless, considering that the "display and
appreciation of Victory Paintings" at the Ziguang Pavilion had been practised since the works' creation, and that even if they
were later replaced by other pieces, this practice continued into the 20th century, it is possible that records from envoys
who entered the Beijing city walls before 1787 may have been lost.

Another intriguing aspect of appreciating the Victory Map is that it could be viewed beyond the borders of the Qing Empire
and in lands other than its place of production, France.The entry for 22nd September, Qianlong 54th year in the 'Archives of the
Imperial Workshop' records that on 7th January, Qianlong 55th year, ten copies each of the Hui Region Map and the Jinchuan
Map were printed. One copy each was distributed to Joseon, Siam, Ryukyu, and Annam, while the remaining six copies were
stored in the Mouguindian Hall * This is also evident from Korean historical records. A February 1790 (the 14th year of King
Jeongjo's reign) Korean document states that on 10 January of that year, the envoy to the Qing court went to the Qianqing Gate
and received one imperial edict and two scrolls of war maps from the Minister of Military Affairs. These war maps comprised
sixteen paintings and sixteen poems, with the Emperor's poems inscribed on the upper section “ The subsequent provenance
of these battle maps brought to Joseon at that time is entirely unknown; whether they were passed down as royal collection
items or leaked outside the palace remains unclear.However, the Christian Museum of Korea, affiliated with Sungshin
University in Seoul, currently holds the "Colophon to the Maps of the Pacifying Western Regions" and the "Maps of the Pacifying
the Two Ginseng Rivers" Y Ttis possible that this work may be the copperplate engraving requested by the Envoy to Yan.

As we have seen thus far, for Emperor Qianlong, the production of victory illustrations did not end with their
commissioning. Rather, it could be said that it began from there.By hanging the silk paintings on palace walls, replicating
them as hundreds of copperplate prints, and distributing them widely, he ensured they could be seen by many more people.
Was this not the Qianlong Emperor's intention to present his victories as clearer facts than the rumours circulating among
the populace? In other words, rather than merely commemorating his triumphs, he sought to demonstrate his own

greatness and the might of the Qing Empire to as many people as possible.

I  Regarding the Funding for the Production of the Copperplate Engravings of the Tllustrations of the

Victories in the Campaigns Against the Junggar and Hui Tribes'

As discussed in previous chapters, the production and publication of the copperplate engravings for the Victory
[lustrations were entirely initiated by the Emperor.Indeed, from procuring materials to the extensive correspondence and
transportation of works across the vast distance between China and France, and the wages paid to the French artisans, the
delivery of the completed copperplate prints to the Qianlong Emperor must have required enormous sums and numerous
exchanges between the various parties involved. Here, the author wishes to focus on the expenses incurred in their
production, particularly the amount and the source of the funds, to clarify the nature of these copperplate prints.

Records concerning these funds are contained within the Qing and French materials introduced in Chapter One.
Additionally, the accounting records of the French East India Company from that period constitute another crucial source s

However, despite the survival of these materials
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, it remains extremely difficul?®d Mﬁﬂhﬁeﬁg/ determine the source of the funds. One reason appears to be the nature of the
Imperial Household Department, which handled the Emperor's personal affairs. According to the Qinding Daqing Huidian
Shili (Imperial Regulations of the Great Qing), Volume 21, the number of ministers in the Imperial Household Department
was not fixed, and dfidbwaespponted fiom the Manchu, Mongol, and Han armies 3(’.Furthermore, as Techan Chang's research
indicates, the Imperial Household Department, said to have originated from the Eight Banners and Bannered People
system, was staffed exclusively by Manchus until the 19th century. While efforts to appoint Han Chinese were not entirely
absent, it remains unclear whether such appointments were ever realised *'.While it cannot be definitively asserted that it
was precisely because they were Manchu that they concealed the Emperor's extravagance and its details, it can at least be
suggested that there was a connection between the exclusive recruitment of Manchus and the opacity surrounding the
Imperial Household Department's finances.

Let us begin, then, by clarifying the amount of funds used for the production of the copperplate engravings, citing the
relevant historical records. On this matter, Mr. Périot previously d#based on French-side records (¥ In this paper, I wish to
advance the discussion by citing other records in addition to Mr. Périot's study.

We have already mentioned the 5000 ry6 paid as an advance and the remaining balance stipulated in the 1765 contract
between the Qing court and the French East India Company for the engravings. According to a memorial written that same
year by the Viceroy of Liangguang and the Supervisor of the Yuehai Customs, the relevant Grand Commissioner received
and brought back the drafts and two letters in Italian, processing them as written.It is further noted that the initial payment of
1,000 liang for labour costs was received and utilised for this project ¥ For some time thereafter, no further mention of the
funds appears in Qing dynasty historical records. Details finally emerge in the 38th year of the Qianlong reign

(1773). A memorial submitted in March of that year by Li Shiyao, Governor-General of Liangguang, and De Kui, Supervisor of the
Yuehai Customs and concurrently Director of the Department of Internal Affairs, stated: "In accordance with the imperial decree of
the first month of Qianlong 38, henceforth, the cost of labour for producing the copper plates previously delivered shall
be covered, excluding the 1,000 taels already provided."Furthermore, for the twelve design sheets, based on the agreement
reached in the 31st year between the foreign merchants and the chief merchant of that country, the cost for sixteen
copper plates is 3,200 taels, and the printing of the engravings is 800 taels. However, as this price corresponds to 1,600
sheets, it should be doubled to 1,600 taels.This totals 4,800 ry6 in labour costs. Although 4,000 ry6 has already been paid in
two instalments, nine copper plates and 1,693 copperplate prints remain undelivered. The relevant supervisor " clarify
matters concerning the additional payment before submitting a memorial.” “”However, no subsequent Qing dynasty
historical records mention wages or production costs, nor is there any evidence indicating how these 4,800 liang were
actually handled or who bore the expense.

From what we have seen thus far, the sum paid by the Qing court totals 10,800 taels: comprising an advance payment of
5,000 taels, the previously paid labour costs of 1,000 taels, and the 4,800 taels for the remaining twelve pieces.This sum
represents the labour costs agreed for the French artisans through negotiations between the Guangdong trading houses and
the Daban, constituting only a fraction of the total expenses. Numerous other costs remain entirely unaccounted for. For
instance, there is no mention whatsoever of the transportation costs for goods travelling between China and France, various
labour expenses, or the costs for purchasing materials such as copper, paper, and ink.Furthermore, considering that the
Guangdong Customs duties, which had surged dramatically since the 1750s, reached approximately 560,000 taels by the 1770s,
and that the tribute silver for Guangdong Customs, initiated in the third year of Qianlong (1738), amounted to 55,000 taels
annually, it can be inferred that this sum of 10,800 taels was by no means excessive.However, when copper plates for the

imperial maps were produced in the 32nd year of Qianlong (1767), approximately
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4,585 liang “ the production ﬂmi)lates for the imperial ! it is difficult to conclude this was necessarily the case. Precisely
because it was an imperial work intended to extol the emperor's virtues, one might assume meticulous record-keeping and
substantial expenditure, yet the actual circumstances were not so straightforward. As concluded earlier, the source of
funding and cost estimation remain unclear. Let us now examine the situation locally in France.

I n the early 1900s, Messrs Montval and Cordier recorded that the Emperor provided 16,000 ryo, equivalent to 112,800 livres,
for the expenses (with one ry6 valued at 7 livres 10 sous, or 7.5 livres) thoughtheydid not specify the source of these funds ) Mr.
Périot similarly stated that "the Emperor issued 16,000 liang to employees of the French East India Company," while pointing
out that their exchange rate was incorrect, being 7.05 livres rather than 7.5 livres.Furthermore, as evidence for his argument,
he cited a 1766 record written by Henri Léonard Bertin ( Bertin), former French Minister of Finance, estimating the total cost at
24,000 livres ™.

Furthermore, a progress report dated 2 April 1767, sent by the production manager, Kochan, to the overall supervisor,

the Marquis de Marigny, contained an item concerning various expenses, the details of which are as follows.

1. Six thousand livres for two copperplate sketches
2. After etching, one initial test print; after corrections, four further test prints. 2,000 livres for the four test prints
3. After the first set of corrections is completed, a second set of corrections and tests will be performed. For these: 800 livres

4. Finally, should a third set of corrections be necessary, the cost for all four sets combined: 400 livres

Total: 9,200 livres
This represents the share for the sole person responsible for this work, which T demand for all concerned. Therefore,
excluding bonuses, the craftsmen's demands amount to 41,000 livres. If you would kindly send 50,000 livres, Izuiﬁm

livres.

However, it remains unclear whether the sum requested by Cossean ever reached him. This tendency is frequently
observed not only in French sources but also in Qing dynasty historical records; while petitions concerning actual expenses
are occasionally found, the actual handling of such matters appears to be entirely undocumented.

Subsequently, examination of the accounting report sent by the French East India Company to its Canton Committee in
Paris in September 1772 reveals an entry under liabilities stating: "The guarantee deposit of 20,000 liang, equivalent to 27,855.125
piastres(m” " Furthermore, under assets for the 1773 fiscal year, it states: "6,000 piastres sent by the Cohang as payment for the
engraving commissioned by the Company for the Chinese Emperor, produced in Paris at the Company's request “,
Furthermore, an entry dated 22 January 1779 records: "Cohang received approximately 10,000 piastres from the King's funds

towards the outstanding payment for engravings depicting the Chinese Emperor's victory. An advance payment
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and received 18,800 livres in Egﬁﬁuﬁﬁfmnit states, "The Chinese deposit as security for the engraving work exceeds 10,800
livres." Although some discrepancies are apparent, the general amounts can be discerned.Moreover, despite the various
processes concerning the copperplate engravings having been completed in the Qing courtthe accounts dated 30 December
1780 contain an almost identical entryCon-hang receives approximately 10,000 piastres from the King's funds as security
for the outstanding payment for the engravings depicting the Emperor's victory. He receives the advance deposit
guarantee in two instalments totalling approximately 5000 piastres.The total is 27,000 livres. .

As we have seen, detailed records concerning the various production costs are lacking, and consequently many aspects
remain unclear. While it cannot be ascertained whether such records were never created or have been lost, the names
recorded at the beginning of the actual contract are those of merchants from the Guangdong Trading House and
representatives of the French East India Company' rather than the Viceroy of Liangguang and the Supervisor of the Yuehai
Customs . Considering their involvement as the actual parties responsible, alongside the illegal demands made by officials
upon merchants at the time and the tacit convention that 'officials do not pay merchants', itisconceivable that the copperplate
engravings were presented as a'compulsory tribute'to the Emperor” \inéhfaigianiRods tates thathévaufiaghpd podidtioryiehemd but hadfin

'

nutamdgebind pay the sums on their behalf %) indicating that merchants acting as proxy for tribute offerings was by no
means impossible.Furthermore, He Xinzuo, who researched the tribute system during the Qing dynasty, pointed out that
while regular tributes on occasions such as New Year's Day, the Dragon Boat Festival, and the Emperor's birthday were
standard practice, non-regular tributes under various pretexts were also frequently offered " noted "the expenses for these
were primarily sourced from the 'integrity silver' (##i#H), public funds, or the capital of local merchants *'.The
aforementioned tribute reserve silver was a form of public funds allocated for preparing tribute goods. In the case of the
Guangzhou Customs, the surplus tax revenue—far exceeding the fixed tax amount—served as the source for this tribute
reserve silver.However, despite the Qing court granting 55,000 liang annually as 'official' tribute silver, various historical
records indicate that a shortfall had already arisen from around the 30th year of the Qianlong reign *.Furthermore, an
appraisal by Zhao Yu, a member of the imperial household at the time, concerning Li Shiyao, the Liangguang Governor-
General during the production of the copperplate engravings, id.i Shiyao was renowned for presenting rare curiosities to the
Emperor. His tributes and the resulting imperial favours thus lédmaaiother provincial governors and military commanders 0
Although Li Shiyao's own records detailing the use of tribute silver remain extant, most of these entries appear largely
formalistic, leaving the actual source of the funds unclear.However, within the merchant-official-emperor (imperial court) structure, it is
conceivable that the lowest-ranking merchants bore the actual costs for the copperplate engravings - the aforementioned
'compulsory tribute' - while Qing officials in positions capable of transmitting information or reporting recent developments

to the capital, such as governors or supervisors, merely appropriated the nominal credit.

In the 1790s, towards the end of his reign, Emperor Qianlong also commissioned similar copperplate engravings to
commemorate victories in Taiwan. On this occasion, however, alongside paintings and copperplate engravings, he also had
produced lacquer paintings on wooden panels of almost identical size to the engravings, indicating the introduction of a new

medium.
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The Qianlong Emperor's image strategy, bordering on paranoia, can be discerned from numerous works. This paper has
thus focused on propaganda during the early Qing period—specifically, the emperor's creation of an imperial image and his
promotional strategy. Viewed from this perspective, the copperplate engraving project discussed here serves as an illustrative
example of how the ruling class employed images, or art, to flaunt their empire both domestically and abroad.However, it
was inevitable that various problems arose before the commissioned works reached the emperor, and that plans could not
always be executed as intended. Furthermore, regarding the various production costs, this paper attempted to clarify the sources of
funding by examining diverse materials related to the Tllustrations of Victories in the Campaigns against the Junggar and Hui Rebels'. Yet, the
absence of detailed records meant only possibilities could be suggested, leaving many unresolved issues. Further research is

needed.
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