CHAPTER 1

To Visualize or Not to Visualize: Commemorating
the Suppression of Revolt in Early Qing China

Ya-chen Ma

Students of Chinese art history may be unfamiliar with visualizations of the
suppression of revolts, but the sheer number and significance of such pictures
in late imperial China should not be overlooked. Compared to major genres
of Chinese painting, such as landscape, representations of birds, flowers, or
the human figure, depictions of revolts constitute a marginalized subject mat-
ter. Yet during the Ming dynasty (1368-1644), imagery drawn from the careers
of officials gained tremendously in popularity. Functioning as visual curricula
vitae, paintings sponsored by or for officials depicted the highlights of their
public lives, including their supervisory roles in suppressing revolts locally
and on the frontier.! Kept within families and often viewed within intimate
circles rather than in prominent collections, most of these paintings are no
longer extant. Furthermore, they are usually not registered in traditional
Chinese painting catalogues. However, the frequent references in anthologies
of scholars-officials testify to their prevalence in the visual culture of elites.
Moreover, the representation of suppressing revolt was not confined to the cir-
cles of officials and the borders of China, nor was interest in the subject matter
interrupted by the transition from the Ming to the Qing dynasty (1644-19n).

For example, paintings of Japanese pirates (fig. 1.1), made by late Ming com-
mercial workshops, used the mode of career imagery to commemorate the
governor-general Hu Zongxian (1512-1565), who was in charge of a campaign
against pirates. The handscroll depicts him and other officers successfully lead-
ing Ming soldiers to rescue local people from an attack by pirates. In addition
to the commercialization of career imagery for the domestic market, Chinese
officials who went to Korea to help resist Toyotomi Hideyoshi's invasion of the
peninsula in 1592 transmitted this visual culture to Choson (1392-1910).2

The Manchus who established the Qing dynasty also embraced this visual
trend. In 1635, Hong Taiji (1592-1643) compiled the Pictorial Veritable Records

1 For the marginalized subject matter, see Ma, Kehua Zhanxun. For the following discussion of
the Ming images of revolt, see Ma, “Military Achievement and Official Accomplishment.

2 Ma, Kehua Zhanxun, 93—94.
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FIGURE 1.1 Attributed to QiuYing, Japanese Pirates (detail), seventeenth century. Handscroll,
ink and color onsilk, 32 x 523 cm. Historiographical Institute, University of Tokyo

of Taizu (fig. 1.2) to depict the career of his father, Nurgaci (1559-1626), the
founder of the Qing empire.? The images emphasize Nurgaci’s military suc-
cess, including the suppression of tribal revolts and defeat of the Ming armies,
and they appear to be a Qing imperial invention, combining the Han Chinese
long-standing tradition of textual Veritable Records, the imperial commis
sions of chronicles of previous emperors, and the visual Ming elite tradition
of commemorating an individual’s achievements. Imperial interest in visual
izing Qing military successes recurred during the Qianlong reign (1736-1796)
The Qianlong emperor commissioned numerous images to depict campaigns

3 For the discussion of Pictorial Veritable Records of Taizu, see Ma, Kehua Zhanxun, 93-126-
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FIGURE 1.2 Anonymous, Taizu Defeating the Ula Army, in The Pictorial Veritable Records
of Taizu, repainted during the Qianlong reign (1735-1795). Reprint 1920.
Harvard-Yenching Library, Cambridge, MA

pacifying frontier peoples, including The East Turkestan Campaign (fig. 1.3),
a set of sixteen copperplate prints drafted in Beijing by Jesuits, sent to Paris
to be engraved and printed, and returned to China to be reprinted and cir-
culated among imperial relatives, officials, book collectors, and diplomats.
Such campaign images became the imperial model for visualizing the suppres-
sion of revolts and the military splendor of the empire until the end of the
Qing dynasty.

Between the time of Hong Taiji and the Qianlong emperor, no images of
suppressions of revolt issued from the imperial court during the Kangxi reign
(1662-1722). Interestingly, some rather grand commemorative pictures were
commissioned for or by officials outside the court to communicate with the

4 See http:/fwwwbattle-of-qurman.com.cn/ for a bibliography of this printed set and other
related images. For one of the most recent studies, see Ma, “War and Empire.”
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FIGURE 1.3 J.P. Le Bas (after a drawing by Jean-Denis Attiret [1702-1768]), The Victory of
Khorgos, in The East Turkestan Campaign, 1774. Copperplate engraving on paper,
55.4 x 90.8 cm. Cleveland Museum of Art

public. For instance, two very large incised stones (figs. 1.4 and 1.5) depicting
the surrender of ethnic minorities to a local official Ohai (?-1725) were placed
in the famous Ci'en Temple in Xi'an.? By contrast, why did the Kangxi emperor,
who patronized many large-scale pictorial projects, not encourage the visu-
alization of revolt suppressions under his reign? In this chapter, I explore the
political and cultural contexts in which visualizing or not visualizing the sup-
pression of revolt was part of the pictorial, textual, and ritual matrix of com-
memorating military achievements of officials, the emperor, and the state in
early Qing China.®

1 The Self-Aggrandizing Case of Yao Qisheng

The trend for visualizing one’s career, including the supervision of suppressing
revolts, continued throughout the early Qing. Officials in early Qing followed
their Ming dynasty predecessors by commemorating their achievements via

5 The whereabouts of the stones is not clear, but the rubbings measure 86.5 x 229.5 cm and
87.? * 2355 cm, respectively. The rubbings are in the collections of the Field Museum
C-lncago, and of the Academia Sinica Institute of History and Philology Fu Sinian Memorid
Library, Taiwan. Chen, Da Ci-En Sizhi, 30.

For a mr:)re -detailed discussion of the first three sections of this chapter, see Ma, "
Re-Examination of the Manchu Culture of Martial Prowess.”
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FIGURE 1.3 J. P. Le Bas (after a drawing by Jean-Denis Attiret [1702-1768]), The Victory of
Khorgos, in The East Turkestan Campaign, 1774 Copperplate engraving on paper,
55.4 x 90.8 cm. Cleveland Museum of Art

public. For instance, two very large incised stones (figs. 1.4 and 1.5) depicting
the surrender of ethnic minorities to a local official Ohai (?-1725) were placed
in the famous Ci'en Temple in X{'an.5 By contrast, why did the Kangxi emperor,
who patronized many large-scale pictorial projects, not encourage the visu-
alization of revolt suppressions under his reign? In this chapter, I explore the
political and cultural contexts in which visualizing or not visualizing the sup-
pression of revolt was part of the pictorial, textual, and ritual matrix of com-
memorating military achievements of officials, the emperor, and the state in
early Qing China.®

1 The Self-Aggrandizing Case of Yao Qisheng

The trend for visualizing one’s career, including the supervision of suppressing
revolts, continued throughout the early Qing. Officials in early Qing followed
their Ming dynasty predecessors by commemorating their achievements via

5 The whereabouts of the stones is not clear, but the rubbings measure 86.5 x 229.5 cm and
8';5 x 2355 cm, respectively. The rubbings are in the collections of the Field Musew™
C. icago, az.ld of the Academia Sinica Institute of History and Philology Fu Sinian Memorial
Library, Taiwan. Chen, Da Ci-En Sizhi, 39

Eor a rm.)re -detajled discussion of the first three sections of this chapter, see Ma, A
e-Examination of the Manchu Culture of Martial Prowess.”
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FIGURE 1.4 Anonymous, The Submission of Red Miao, eighteenth century. Rubbing on paper,
86.5 x 229.5 cm. Fu Ssu-nien Library, Institute of History, Academia Sinica, Taipei

FIGURE 1.5 Anonymous, The Black Barbarians Pledge Allegiance, eighteenth century. Rubbing
on paper, 87.5 x 235.5 cm. Fu Ssu-nien Library, Institute of History, Academia

Sinica, Taipei

career imagery,” but they did not adhere to the Ming patterns. Not only did
they go beyond major themes related to revolts such as military confrontations
and ceremonies after pacification, to minor events such as transporting logis-
tic material,8 but they also greatly enlarged the format of the images, as in the
aforementioned case of Ohai.

Among the typical handscroll and album paintings of revolts, the images
sponsored by Yao Qisheng (1624-1684) were extraordinary. First, he commis-
sioned a set of fifty large-size woodblock-printed images, Prince Kang’s Great
Achievement of Pacifying Four Provinces (32 x 64 cm) (fig. 1.6), affixed with fifty

7 Forreproductions of the Qing images, see National Museum of China, Zhongguo Guojia.
8 Yongzong, Heyin Siku Quanshu, 92-97.



FIGURE 1.6 Anonymous, Prince Kang Receiving Orders to Pacify the South, in Prince Kang’s
Great Achievement of Pacifying Four Provinces, seventeenth century. Woodblock
print on paper, 32 x 64 cm. National Archives of Japan, Tokyo

pages of colophons composed by local elites.? Yao may also have been the
patron of a large screen with these fifty pictures. Both the prints and the screen
commemorate Yao’s supervisor, Giye$u (1645-1697), also known as Prince
Kang, the commander in chief of the Qing armies against the revolt of three
Han Chinese feudatories (1673-1681).1 Yao’s career trajectory corresponded
with Giye$u’s military charge. After raising an army of several hundred men
to assist Giyesu in 1674, which successfully battled several uprisings, Yao was
quickly promoted to the governor-generalship of the Fujian province in 1678.1
The events selected for representation in Prince Kang’s Great Achievement not
only chronicle Giye$u's military achievement but also mark Yao’s contribution.
Indeed, when the later Collected Eulogies from Fujian was compiled to praise
Yao’s accomplishments in this province,'? thirteen of sixteen illustrations in
the introductory section, “Pacifying the Sea” (fig. 1.7), came from Prince Kang’s
Great Achievement. Both the format of the screen and the fifty colophons in
Prince Kang’s Great Achievement indicate Yao’s interest in pictorial and tex-
tual publicity.

The Collected Eulogies from Fujian bear witness to public support. This is an
astonishing collection of twenty-eight volumes of eulogies authored by local
writers. All told, it comprises more than one thousand pieces of prose and

9 The National Palace Museum, Taipei, and the National Archives of Japan, Tokyo, both
have one complete set of Prince Kang’s Great Achievement of Pacifying Four Provinces.

10 Anonymous, Lifu Jiazhuan, 621-648.

11 Foradiscussion of Yao Qisheng’s career, see Qinfang, “Yao Qisheng” )

12 Anonymous, Min Song Huibian. Shanghai Museum also has a copy of Collected Eulogies
from Fujian.













































