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This collection seeks to contribute to the developing field of research into cross-
cultural influences in Western Europe and East Asia during the late seventeenth
and cighteenth centuries. A primary focus throughout the essays is on the
idiosyncratic ways in which styles and technologies were adapted and the types
of hybrid objects resulting from very different but equally influential forms of

production on either end of the Silk Road.

Inevitably, when one people depicts another

and by no less than their

emperor—established modes of representation, accomplished practices
in propaganda and iconic images of past generations of rulers, as well as
contemporary variants, can play a significant part. For the artisans du roi in
France, the brief to flatter and politically position their sovereigns has been well
described, and over the generations royal imagery had reached a perfection and
style of international acclaim.' Consequently, dignitaries from foreign countries
sought advice in Paris, commissioning paintres du roi and manufactures royales to
create their own personalised imagery.” The Chinese court, itself depicted by
Francois Boucher (1703-1770) in the 1740s, became the geographically most
distant admirer in the 1760s and, aware of French talent since Emperor Kangxi
(1654-1722, r. 1661-1722), sponsored the imperial observatory. The court also

had turned to a number of Paris printers known to have been in the service of
King Louis XV (1710-1774, 1. 1715-1774).

Due to the political system in twentieth-century China, and the effects it had on
academic training and outlook, few Chinese scholars studied Western influences
on Chinese art, and even fewer had sufficient access to collections so as to
closely examine and compare objects. This situation continues to change and as
the number of collections and ways to access them grows, more idiosyncrasies
will be detected and studied. Looking from the West, scholars often approach
Western art, culture and civilisation in the East through the documents, artefacts

and buildings affiliated with or influenced by, primarily, Jesuit missionaries.

Imagining Qianlong goes beyond Jesuit influence and documents the court
culture of both the French King Louis XV and the Chinese Emperor Qianlong

(1711-1799, r. 1735-1796). Despite this broader view, we are indebted to those
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members of the religious order who delivered the famous Chinese Emperor
tapestries to Beijing and to the other Jesuits who signed responsible for the
composition of Qianlong’s battle scenes. The imaging and adopting of well-
established modes of representation testifies to a genuine interest in each
other’s culture and an intensive and ongoing exchange that benefited from

Jesuit skill and social positioning, significantly influencing societal and political

developments and propaganda needs.

The compositions of both the tapestries and battle scene prints allude to
international relations and a certain knowledge of the other. Since the visit of
the Siamese embassy to Louis XIV’s (1638-1715, . 1643-1715) court in 1680,
East Asian culture, art, fashion and everyday customs became better known
across Western Europe. An educated and influential public began to discern
some of these phenomena through Johan Nieuhof’s (1618-1672) depictions
of China (Fig. 1)." Beyond the circulation of prints, considerable emphasis was
placed on developing relationships with East Asia through its diplomats and
the sheer political value of having and stressing diplomatic and mercantile links

globally; that is to say, to a largely unknown world.

The fascination with chinoiserie and ‘exotic’ artefacts at the royal French court
made these more abstract international relations visible. The weaving of the first
History of the Emperor of China, a set of tapestties with China-influenced French
genre scenes, by the royal Beauvais workshops from 1697 to 1705, followed
the Siamese visit as well as the preceding French royal envoy to China in 1685.
The tapestries presented, in large-scale depictions, a newly found admiration
for East Asian aesthetics, and a direct reference to ongoing French involvement
in the East (Fig. 2)." Visually dense and richly decorated, the first set of Chinese
Emperor tapestries depicts, among other scenes, a group of astronomers of
European origin and Jesuit affiliation with Emperor Kangxi. Although the Jesuit
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community in China only numbered a few French members at the time, th
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depiction highlights an important European foothold within the Imperia] ¢ %
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during a period when an additional six French Jesuits had left Louis XIVs § '
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Kangxi’s court (Fig. 3).°

Without meaning to be overtly political, it is remarkable that this foreign
exchange occurred at a time when the success of Louis XIV’s domestic political
and military campaigns was on the decline. In terms of visual propaganda
contemporaty imagery included more allegorical themes rather than actual kingj
related depictions, and so it seems certain that such an opportunity to highlight

the Sun King’s global reach would have been greatly welcomed.’

Given this pronounced contact with China and an ever-expanding knowledge
of Chinese artefacts and culture, the second weaving of the Chinese Emperor
tapestries appears distinctly different. With Louis XV on the throne, both
military and political ambitions shifted, and court culture was largely represented
in genre paintings, most notably the féfes galantes through which Francois Boucher
became an internationally celebrated painter. Less Chinese in character than the
first fenture, Boucher’s Chinese Emperor scenes are ‘gallant’ French compositions
incorporating Chinese elements, such as imported and Lyon-interpreted silks and
Chinese ceramics and architectural structures known from Nieuhof and customs,
including fishing and bird-catching, which firmly entered the French vocabulary

of chinoiserie depictions.

In this volume, Pascal Bertrand and Kristel Smentek describe Boucher’s career
with the royal Beauvais workshops and the success of the tapestry series woven

after his designs. As with the weavings of the Fétes Italiennes, the Chinese Emperor

5. In 1685, King Louis XIV sent a mission of five Jesuit ‘mathematicians’ to China in an attempt t©
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ProsrecT OF Y INNER COURT OF THE EMPEROURS
PALACE at PEKIN
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Fig. 1 Prospect of the Inner Court of the Emperor’s Palace at Peking, Johan Nicuhof,
Het gezantichap der Nedrlandtsche Oost-1 ndische Compagnie, aan den grosten Tartarischen Chan,

dent tegemaardigen keiger ran China, NMeurs 1665.

Fig. 2 Les Astronomes, from 1. Histoire de emperenr de Ja Chine (1st serics)

Woven at the Beauvais manufactory (founded 1664) under the direction of Philippe
Béhagle (1641-1703), after cartoons by painters Guy-Louis Vernansal (1648-1729),
Jean-Baptiste Monnoyer (1636-1699) and Jean-Bapuste Belin de Fontenay (1633-1713),

= e . . ) . 51/2 7in):
about 1697-1705, wool and silk, madern cotton lining, 318.8 x 4242 cm (125 1/2x 167 in.);

J. Paul Getty Museum, acc. no. 83.DD.338.
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1. Mactine.

Fig. 3 Sphere armillaire odiacale

Engraving by Franz Ertinger (1640-¢.1710) published in Louis
Le Comte, INowveanx: memoires sur letat present de la Chine, Paris,
1696, p. 143; GRI Digital Collections, 2703-5206.

tapestries (nearly a Fétes Chinoises) were made for and highly appreciated by the
French aristocracy—a society that itself indulged in and blossomed with the
same leisure activities depicted in the genre scenes. Following the success of
the textiles, Gabriel Huquier (1695-1772) and his son, Jacques Gabriel (1730-
1805), published prints of their engravings after thesc tapestries, guarantecing
widespread circulation in France and beyond (Fig. 4)." Less expectedly, it also was

this same community that would—without the emperor’s knowledge—create a

‘Fetes Ttaliennes: Beauvais Tapestrics after Boucher

7. Edith A. Standen and Regina Shoolman Slatkin,
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8. Katie Scott, The Rocaca Interior, New Haven: Yale University Press, 1995, pp- 247-252.










































