Since the Qianlong era, the Purple Light Pavilion has resembled a miniature military museum,
The walls of the hall were adorned with several large-scale battle gserving both as a display of military prowess and as a memorial.

Subsequent emperors followed suit, commissioning large-scale paintings depicting military campaigns.

alas, all were destroyed or
plundered by the Eight-Nation
Alliance

allowing us to recall, appreciate and feel the glory and splendour of Ziguang Pavilion in its heyday.

Special Feature

The Resurgence of
Glory and Splendour

The Grand Battle Map Within the Hall

of Purple Light

Ziguangge, situated on the western bank of
what is now Zhongnanhai (Xiyuan),

During the Qing Dynasty, this site housed
various paintings and artefacts related to warfare
(primarily from the Qianlong era), including hundreds
of portraits of meritorious officials, copperplate
engravings depicting battles, hand-painted
albums of battle scenes, and the monumental
battle paintings themselves.While the "Portraits
of Meritorious Officials,” hand-painted "War
Map" albums,and "engraved" war maps have
been extensively studied and published in the
past, the large-scale "war map" works housed
within Ziguangge have left behind scant textual
records and visual materials. Consequently,
research on them has been correspondingly
scarce. This article aims to briefly catalogue and
supplement the narrative concerning this

category of large-scale paintings.

Former Battle Map Works in the
Ziguang Pavilion

"Battle scenes" constituted a significant
theme or category within Qing dynasty court
painting, primarily depicting scenes of
warfare. Thisgenre was markedly uncommon
in earlier court painting traditions and bore
distinct characteristics of its era.During the
sixty-year reign of the Qianlong Emperor of the
Qing Dynasty, military campaigns were waged
across both the interior and frontier regions. He
possessed a frequently used sktp#iTen-Perfect
Old Man,tommemorating his lifetime's "Ten
Great Military Achievements™:

subduing the Muslim tribes of Xinjiang, reconquering

Jinchuan, pacifying Taiwan, invading Burma,
restoration dnnamatwo victories over the Gurkhas)
Following the triumph over the Dzungars,

the Qianlong Emperor commissioned several

Chinese and

—some lost forever, others scattered abroad.Now, these once-grand battle paintings occasional

N i e Research Curator at the Palace
Museum, specialising in Qing
dynasty court paig

Chongz
heng

European court painters such as Ding
Castiglione, Wang Zhicheng,

Aikimeng, and Andeyi, to depict key

scenes from this campaign in pictorial
for posterity. Not only did they prod
sixteen-piece hand-painted

Triumphs over the Junggar and Muslim -
(presently housed in the Palace Museum), but als
produced a sixteen-piece copperplate engr
series based on these paintings.Addition
hundred portraits of meritorious officials
painted for display within the Ziguang P:
situated in the South Sea of the Western:
within the Imperial City. Concurrently, coul
were commissioned to create several lar
battle paintings for mounting upon palac
as displays of triumph and commemorati
arrangement rendered the Ziguang Pavili

to a miniature military museum during th
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"The Campaign to
Suppress the Hui
Rebellion" and "The
Campaign to Suppress
the Nian Rebellion".
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Qianlong Period Jadeite Seal with Intertwined Dragons
and the Inscription “Ten Perfections Old [ Seal™

Collection of the Palace Museum

?1994-2019 China Academic Journal Electronic Publishing House. All rights reserved.
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Nevertheless, a
considerable
number of
paintings
preserved in the
Ziguang Pavilion
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Qing Dynasty [0 Engraving Copperplate Print: Map of the Campaign to Subdue the Junggar and Hui Regions (Quart-size, Four-panel)
Printed on Paper Each Panel: Height 554 cm x Width 90.8 cm Collection of the Palace Museum This set of copperplate prints was produced in
France. Each print bears the engraver's printed French signature and the artist's handwritten signature at the bottom.
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Qing Dynasty O Illustrated Conquest of the Junggar and Hui Regions (16-fold, 4-panel selection)
Colour on paper Each panel: Height55.4cmx W i d t h
90.8 cm Collection of the Palace Museum






Qing Dynasty [ Paintings Album of the
Daoguang Campaign to Subjugate the Muslim
Rebellion in Xinjiang

Colour on silk, ten panels in total
Each panel: Height 55.4cm,Width 90.8cm
Collection of the Palace Museum



As recorded in
Hu Jing's
Qianlong-
period works
such as
Records of
Imperial
Painting
Studios and
The Stone
Chamber
Treasury,the
exact number
of such large-
scale battle
paintings
remains
unclear to this

day.

Fragment of the Large Painting

"The Great Victory at Huergan"

Analysis of The Great Victory at Huergan
In

2013, the

author

examined

fragmentary

images of

several

paintings

provided by

Sotheby's

Hong Kong

auction

house.

Nie Chongzheng, Fragment of "The Great

Victory at Huergan" (Fragment)

Identification and Exploration of the Painting,

Fine Arts Observation, 2014, Issue

The image depicts asilk scroll

painting in coloured ink.

Upon
seeing the
image, the
author
immediatel

y recalled



encounter
ing
photograp
hic
documentat
ion of this
painting
several
years
prior. At
that time,
however,
the work

was housed

within a
black
wooden
frame, with
no glass
separating
the silk

from the
viewer. The
recently
encountere
d image, by
contrast,
had been
remounted
in the
traditional
hanging
scroll
format. At
first
glance,
one might
assume
these
were two
variants of
the same
painting
(what the Qing
court termed
"twin
paintings”,
referring to  two
identical works
created at the same
time

, but upon closer examination, the content,

details, and painting techniques in both images
are identical.

close
comparison,

the content,



details, and
painting
techniques
in both
images are
identical.
They do not
appear to
be
simultane
ously
produced
works of
the same
name or
newly
painted

copies



. In the transmitted image, the lines and colours
remain

vivid, though the silk support exhibits
multiple tears and is not in the best state of
preservation.

The painting depicts the formation of a
Qing dynasty military unit, featuring neatly
arrayed soldiers and cavalry, alongside a line
of camel trains. Each of the five camels
carries a cannon on its back.In the lower right
corner, a mounted officer in full military
attire charges forward, bow and arrow in hand.
However, the lower half of this figure and the
horse are no longer present in the painting.
This clearly indicates that the silk scroll is
incomplete, representing only a fragment of
the original work.

Staff at Sotheby's Hong Kong
carefully examined the large painting (fragment) and
discovered that four figures within it carried
quivers or feathered plumes bearing small
Manchu characters painted in gold (now blurred and
illegible), recording the identities of these
individuals.Inthe foremost ranks of the assembly
depicted in the upper right,a figure adorned
with a feathered headdress and mounted astride
a steed is identified by the inscription on his
quiver as General Dou Bin, Commander-in-Chief of

ANXi (born unknown, died in the twenty-fourth year of the
Qianlong reign, 1759).

). Dou Bin was listed as the twenty-first among the "Five
Meritorious Generals who Pacified the Western
Regions" in the Hall of Purple Light.

,adis recorded in the Draft History ofthe ging.
Qing Dynasty O Illustrated Map of

(For a handscroll portrait of Dou Bin with a colophon, see
Victory (Fragment) and Detail
Sotheby's

Colour on silk, 68.5 cm x 105.5 cm, private collection

the auction catalogue of Sotheby's New York, 31 March

to 1 April 2005, lot 208). Behind Dou Bin

uergan's Great

behind him, ageneral clad in blue and
mounted on a horse, with theinscription
beneath his feathered cap reading

A figure bearing a Manchu name is depicted
as Rongbao (dates of birth and death unknown).
Further along appears Fulu (dates of birth and death
unknown), ranked second among the 'Fifty
Meritorious Subjects after the Pacification of the
Western Regions'. He too wears blue battle attire
and rides a white steed, his name inscribed in
Manchu script upon his quiver.In the lower
right corner of the painting, a warrior bearing
bow and arrows prepares to draw. The Manchu
script on his quiver identifies him as Shujintai.
The inscriptions beside the figures are in
Manchu, and their transliteration into Chinese
characters may not be entirely accurate.Neither
Rongbao nor Shujintai appear on the list of the
Hundred Meritorious Officials. Rongbao may
correspond to the fiftieth figure in the "Fifty
Meritorious Officials for the Pacification of the
Western Regions," while Shujintai could be the
thirteenth, Shuhede. These questions require
further investigation into the phonetics and other
aspects of the text for definitive
confirmation.Upon closer examination of
individual figures, certain portraits exhibit
distinct facial characteristics. For instance, the
image of the charging officer mentioned
earlier not only displays portraiture traits but
also conveys facial chiaroscuro and sculptural
depth, bearing traces of European painting

techniques. Consequently, thissilk scroll

painting broadly aligns with the stylistic
conventions of Qing court painting during the
Qianlong era.

In such large-scale "battle paintings" of
the Qing court, figures with portrait-like
leaders are typically

accompanied by a small rectangular frame near their

features or prominent

heads,iinsaribed-with theisubject's name.

rectangular inscribed panel bearing the
records from the imperial court

Archival records suggest this pr

stemmed from the Qianlong Emy
directive. The 1775 (40th year of Qianlong)"Stra
Subduing Jinchuan (part 11)" records the imr
edict:

"...All territories captured through the:
efforts of officers and soldiers shall be
documented in detailed maps.The comman
ministers and distinguished generals sh:
clearly marked within these maps, whict
be promptly submittedfor Imperial review
approval." As the "supreme directive," th
procedure was subsequently implementec

large-scale "battle maps." Upon close exar
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Qing Dynasty [ Painting Copperplate engraving: "The Great Victory at Huergan"
from the Campaign to Subdue the Junggar and Uyghur Regions, and detail
Printed on paper
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?1994-2019 China Academic Journal Electronic Publishing House. All rights reserved.
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Qing Dynasty [0 Painting "The Great Victory at Huergan" from the Campaign to
Subjugate the Junggar and Uyghur Regions, with Detail
Colour on paper
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The Forbidden Ciy

?1994-20 lg’@"hina Academic Journal Electronic Publishing House. All rights reserved.



This large painting, The Great Victory at
Huergan, primarily features

Small Manchu inscriptions appear beside the
generals' portraits. This practice may have
evolved from an earlier method, where a
small white square was reserved beside each
commander's portrait to inscribe their name.

Comparing the ninth panel "Huerjan's Great
Victory" from the Qianlong-era copperplate
series "lllustrations of the Campaigns to
Subjugate the Junggar and Muslim Rebels" with
this silk painting (fragment), certain details align
perfectly. The lower left corner of the
copperplate engraving depicts arrayed Qing
troops, cavalry, and five camels,each carrying a
cannon on its back.Based on the above
observations and materials, it can be concluded
that this silk painting constitutes a small section
from the lower left corner of the larger "Great
Victory at Huergan" painting.

The extant fragmentary silk painting
measures 68.5 centimetres in height and 105.5
centimetres in width. By comparing it with
the copperplate engraving of the same name,
one can roughly estimate the original
dimensions of the large painting: its vertical
height would have exceeded 200 centimetres,
while its horizontal width would have been
approximately 500 centimetres, representing a

considerable scale.

The Creation of the Great Victory at Huergan
The Great Victory at Huergan, one of the
Qianlong Campaigns against the

Junggar and MuslimRebelsseries,

was created by the European court artists
Giuseppe Castiglione, Wang

Zhi Cheng,Aikimeng,and Andeyi,who then
sent the sketches to France for engraving
onto copper plates. Concurrently, Italian
painter Lang Shining led a team of
European artists in creating large silk
scroll paintings on the same theme. Upon
completion, these were displayed in the
Ziguang Pavilion within the Western Garden
of the Imperial Palaceserving to extol
Emperor Qianlong's Ten Great Military
Achievements.

The

copperplate engravings of the

preparatory sketches for the
"Qianlong's
Campaigns Against the Jungar and Muslim
Rebels" by European artists such as Lang
Shining are also found inthe archives of the
Imperial Household Department's Bureau of
Manufactures (Neiwufu Zaobanchu
Archives of Completed Works by the Imperial Workshops):
In the twenty-ninth year of Qianlong's reign
On the fifth day of the eleventh month,
received from

a sealed document was

Langzhong De Kui and Yuanwailang Li

Wenzhao, containing an imperial edict
transmitted by Eunuch Hu Shijie on the
twenty-fifth day of the tenth month:Sixteen
victory scenes depicting the pacification of Ili
and other regions are to be drafted by Lang
Shining. Upon completion, they are to be
presented for imperial review. Subsequently,
they are to be forwarded via the Supervisor of
Guangzhou Customs to the French envoy in
Xiya, who shall commission skilled artisans
to engrave copper plates based on the drafts.
Lang Shining is hereby instructed to detail the
engraving procedures and submit them
alongside the drafts. So ordered.

The 30th year of the Qianlong reign

On the seventeenth day of the fifth month,
received asealed edict from Langzhong Dekui and
others, containing an imperial decree
transmitted by Eunuch Hu Shijie on the
seventeenth day of this month: Four Westerners,
including Lang Shining, have produced sixteen
drafts of victory paintings.Ding Guanpeng and
four others are hereby ordered to use Xuan
paper to colour and paint sixteen copies of the

original drafts.

. By Imperial Decree.

Qianlong 30th Year

On the nineteenth day of the sixth m
sealed edict was received from Langzhong
and others,stating that on the sixteenth d:
this month, the Westerners Lang Shining ai
three others had completed sixteen sketche
victory scenes. Among these, the first fou
sketches, along with one edict in Chinese
characters, one letter, and four letters in W
script, were presented to Eunuch Hu Shiji
imperial review.Imperial edict: Entrust Wa
Changgui to deliver these to the Military /
Department for dispatch to Fang Tiyu,
Supervisor of the Guangzhou Customs, fol
implementation. By Imperial Command.
Transmitted by the Military Affairs Departi

The above archival records detail
timing and partial process of creating
copperplate engraving drafts.@agithe la
scale painting of the Great Victory at Hue
must have been executed thereafter, spec
between the 31st and 34th years of the Qiar
reign (1766-1770).
769). It is entirely possible that Lang Shini
and Ai Qimeng may well have contributec
portions of the large painting. The specific
figures depicted with portrait-like
characteristics and inscribed with Manchu 1
were likely meritorious participants in the
campaigns against the Junggar and Muslim re
Their full-length portraits belong to the sel
one hundred "Portraits of Meritorious Offi
the Ziguang Pavilion" hung within that
hall.However, the portraits of these meritol
subjects in this painting lack the framed
inscriptions typically found beside them. |
their names appear only in Manchu script ¢
elements such as quivers, differing slightl
later similar works. Nevertheless, as evide
by the archival materials cited above, this

approach was clearly

2018 Issues 126



originated from the Qianlong Emperor's
instructions.

Questions raised by the fragmentary version of The

Great Victory of Huergan

A question arises: since the large
painting The Great Victory at Huergan
was modelled on the copperplate engraving
The Campaign to Subdue the Junggar and
Muslim Tribes, and the engraving series
comprised sixteen plates in total, one might
expect a corresponding sixteen large
paintings. Yet to date, apart from this
particular work depicting the Huergan
victory, few other large paintings on the same

theme have surfaced (asmentioned later,

The large-scale painting "The Campaign to Subdue the Muslim

Rebellion," exhibited in 1985,

belong to a different series than the Great Victory
of Huergan painting).

Where anight ted@arge-scale paintings
from the "Campaigns to Subdue the Junggar
and Muslim Rebels" series be located? This
requires further investigation and
exploration.

During the 26th year of the Guangxu reign (the
Gengzi year, 1900),
During the occupation of Beijing by the
Eight-Nation Alliance, the Ziguang Pavilion
was controlled by the German contingent.
Consequently, most of the artefacts and
paintings housed there were taken to Europe
by German soldiers as "trophies of war". This
silk scroll
"Great Victory at Huergan" was likely
dispersed during that period. As for why only
this fragment remains, the reasons remain
unknown.
The author has encountered several
similar large-scale "battle paintings" in

Germany. TheNational Museum of Ethnology in Hamburg

127 Forbidden City

Forbidden
city

exhibited in West Berlin in 1985 (at a time when
East and West Germany

had not yet been reunified)

exhibition.

This coloured painting, measuring 366 centimetres in
height and 388 centimetres in width, and The
Conguest of Taiwan (coloured painting on silk, 404
centimetres in height and 469 centimetres in width)

404 cm high and 469 cm wide).

(Nie Chongzheng, "Records of Viewing Qing Court
Paintings in West Berlin," Bulletin of the Palace Museum,
Issue 3, 1986)

"battle paintings"remain intact,having
escaped fragmentation or damage.

Based on current understanding, following

each military victoryEmperor Qianlong
commissioned the Imperial Household
Department's Waldgagoal&'war paintings” and
"portraits of meritorious officials"” for his so-

called "Ten Perfect Military

Achievements".These battle paintings comprised

both copperplate engravings(exclusively for the "Qianlong

Campaigns against the Junggar and Muslim Rebels”)and

hand-coloured copies, alongside large-scale paintings

hung in the Ziguang Pavilion. The large painting

of the Great Victory at Huergan, now on display,
was originally one of these hanging works,

making it exceptionally rare.

Two Large Paintings of the
Campaigns to Suppress the
Taiping Rebellion

Distinguishing the Two Paintings of the
Suppression of the Taiping Rebellion

In recent years, the author has again
encountered several similar large-scale "battle
paintings,"” appearing either in auction

markets or

in the collections of private collectors bof
Although they

Though no longer complete (i.e., having
separated from its set), it remains exceptior
rare and valuable. From the inscriptions c
figures  within the paintings or
accompanying texts, it can be ascerta
that the series depicts The Campaign
Suppress the Taiping Rebellion. One pair
is titled The Suppression of the Tai
Rebellion: Land Campaign, while anc
bears the name The Suppression of
Taiping Rebellion: N
Campaign.Additionally, there is a large pail
titled "The Suppression of the Hui Rebel
Battle Scenes" (as indicated by theabove

These titles were assigned by later collectors and a
accurate; they are not the original names. Notabl
term "Taiping Heavenly Kingdom" is a mxq
designation; the original title would have been
Suppression of the Canton Rebels”). These w
undoubtedly represent the efforts of
painters during the Xianfeng and Tor

reigns

court painters of the Xianfeng and Tongz
"Battle

. These two depictions of the contempora
conflict hold significant historical
documentary value.

Below we focus on two large paint
from the 'Campaign to Subdue the Tai
Rebellion'. This horizontal scroll, currently t
‘Land Campaign to Subdue the Tai
Rebellion', retains its original wall-mou
format and has not been re-mounted by |
hands. Its compositional style follows
established tradition of similar Qianlong
paintings, adhering to the fixed convent
of such court art.The depictions of
officers, both senior and junior,
characteristics of portraiture. Each figu
flanked by a rectangular border inscr
with their name, reminiscent of the capt

found in mural paintings. Theinscriptions rea
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Qing Dynasty O Illustration Copperplate Engraving: Map of the Campaign to Subjugate Taiwan (Twelve-Sheet Selection, Four-Panel Version)

Printed on paper
Each panel: Height 50.2cm x Width 86.7cm
Collection of the National Palace Museum
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Qing Dynasty [0 Painting Conquest of Taiwan (Selection of Four from Twelve Panels)

Colour OMaper. Each panel: Height 55.6cm,Width 91.1cm
Forbidden City
Collection of the Palace Museum



The battle generals whose names are inscribed
include Qi Ling and five others.

The painting depicts Qing forces and Taiping

Heavenly Kingdom troops clashing in hilly terrain.

A river flowsthrough the centre of the
composition, spanned by a stone arch bridge.
Retreating Taiping forces are shown on the
bridge, pursued by Qing troops on the right,
while others on the left block the Taiping's
retreat. This large painting, The Suppression of

the Taiping Rebellion

Taiping Rebellion Land Battle Painting

and likely bore its own specific title.
However, as no other inscriptions appear on
the painting or its mounting, and the
accompanying imperial edict has been lost, its
name cannot be confirmed. Nevertheless, the
figure of Qi Ling is recognisable among the
commanders depicted, andheappearstobe

appears to be the principal commander. Qi L
official in Jiangxi.

Having assisted Zeng Guofan and Zen
Guoquan in suppressing the Taiping rebels
he achieved repeated victories in Jiangxi
Based on chronological evidence, thi
painting may depict the Conquest of Ruizhol
Prefecture (Ruizhou being

present-day Gao'an, Jiangxi).

Additionally, the autumn auction marke
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Qing Dynasty [0 Painting: Map of the Land Campaign to Subdue the Taiping Heavenly Kingdom and Detail

Colour on silk Height: 156 cm Width: 313 cm Private collection

133 Forbidden City



featured another large painting titled Xiang Army Nine
The Battle of Fuzhou (also known by collectors as The Battle of Fuzhou to Suppress the Taiping Rebellion)
The scroll, titled "The Battle of Fuzhou" (also known among collectors as "The Water Battle of the Taiping Rebellion"), is slightly smaller in
scale than other "battle paintings".
slightly smaller in scale. According to the accompanying imperial edict from the second year of the Tongzhi reign (1863), it depicts the Xiang
Army and the Taiping Heavenly Kingdom's naval forces.
1863), it depicts the Xiang Army and
The

Taiping

Army's

battle

scene,

titled The

Xiang

Army at

Jiufuzhou.

The

principal

command

ers

inscribed

within

rectangula

r borders

beside the

heads

include

‘Bao

Chao' and

twenty

others.

These

names &

gpaithe

text of

the

'Imperial

Edict'.Th

e large

paintin

¢}

depicts

Qing

forces

advancin

g by both

land and

water,

encirclin

g Taiping

vessels in

the river.

The Qing

artillery
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s fierce
bombard
ment,
setting
the
enemy
ships
ablaze.
With the
Taiping
forces on
the verge
of
collapse,
the
outcome
of the
battle is
already
decided.






Qing Dynasty [ Painting The Suppression of the Taiping Rebellion: Naval Battle Scene and Detail Colour on silk Height: 137.5 cm Width: 290 cm Private collection

135 Forbidden City



The Artist of the "Conquest of the Taiping
Rebellion™

Mr Zhang Hongxing authored "A Study of
Two Sets of Late Qing Imperial Battle

Paintings Dispersed Overseas" (zhang Hongxing,
"A Study of Two SetsofLate Qing Imperial Battle
Paintings DispersedOverseas’, The Palace Museum

Journal, Issue 2, 2001), which specificallyexamines
Overseas," Journal of the Palace Museum, Issue 2,

2001), which specifically introduces

the study of two sets of late Qing imperial
battle paintings currently housed at the Mc

McTaggart Estate in Edmonton, Canada;
the National Gallery in Prague, Czech
Republic; and the Royal Pavilion in Norfolk,
England.

"Battle Scenes." Judging from the illustrations
accompanying the article, these two large
paintings, The Campaign to Suppress the
Taiping Rebellion, employ precisely the same
technique as The Battle of Tongcheng: Qing Forces
and Taiping Rebels, currently housed at
McTaggart Manor in Edmonton, Canada. They
should thus be regarded as part of the
same lost series.Additionally, the article
mentions a set of Thirteen Paintings of the
Suppression of the Taiping Rebellion housed in
the National Palace Museum, Taipei. It further
refers to a work titled Report of the Qing Army's
Engagement with the Taiping Forces, housed in the
National Museum of China. This work is a
handscroll composed of multiple mounted
panels, six of which are visible in the article's
accompanying illustrations.The article does not
specify the total number of panels or their
dimensions, though the titles largely correspond
to those in the National Palace Museum
collection. However, the painting style differs
significantly from the privately held version of
The Campaign to Suppress the Taiping Rebellion,
suggesting it is unlikely to be by the same artist (or

group of artists).

As evidenced by the aforementioned battle
scenes depicting the suppression of the
Taiping Rebellion

, it is evident that more than one set (or group) of

"Illustrations of the Suppression of the
Taiping Rebellion" was produced within the
imperial court at that time. While their content
is largely similar, they exist in various formats:
some are large paintings intended for wall display,
others are albums, and still others are
handscrolls.

Visual materials concerning the Taiping
Heavenly Kingdom were exceedingly rare in the
past; our knowledge was largely confined to the
few illustrations found in the book Taiping
Heavenly Kingdom Revolution: An Eyewitness
Account by the British author Lingli.

(Yingli, The Taiping Rebellion: An Eyewitness
Account, translated by Wang Weizhou, Zhonghua Book
Company, 1961) Moreover, these

were largely drawn from memory after the
events, and were not

entirely accurate. The "Battle Diagrams,"
however, were essentially contemporary
depictions of events, thus exhibiting

relatively fewer distortions (though the

the biases of court painters remain quite evident in their
depictions).

These large paintings generally
bear no artist's signature making it
difficult to definitively identify their creators.
Long period), informationanthe artist could
be gleaned from the archives of the Imperial
Household Department's Imperial
Workshops
, but records for later works are scarce. Such
grand paintings were likely ledbya prominent
court painter,who organised several other court
artists to collaborate on the project. Based on
extant historical materials and contemporary
scholarly research, the principal artist directing
the creation of the "lllustrated Record of the
Suppression of the Taiping Rebellion" was the
Manchu court painter Qing Kuan. Qing Kuan had

served

earned the favour of Prince Chun Yixuan,
and was admitted to the Chun Pril
residence to paint. He subsequently serve
the Imperial Household Department as a
commissioned official, organising painter
imperial decree andpersonally participa
in the creation of numerous c¢
documentary paintings (suchas

(such as the renowned album The Grand Wedding of 1
participated in

the design work for the restoration and re

Palace.

Moreover, to the best of this wri
knowledge, Wu Youru—who produced toj
illustrations for Shanghai's lithographed
Shi Zhai Pictorial during the late |
period—may also have depicted scenes ¢
Taiping Rebellion's suppression. Art histo
records indicate that in the third year of
Tongzhi reign (1864),

the

Qing forces captt

Tianjing, capital of the Taij
Heavenly Kingdom.

), when Qing forces captured Tianjing (presen
of the Taiping Heavenly Kingdom, following it
painted a portrait of Zeng Guofan, hailed as a |
(present-day Nanjing, Jiangsu Province), leading
the Taiping Heavenly Kingdom's collag
Wu Youru specifically painted

The Conquest of Jinling: A Record of
Meritorious Generals' Feats, thereby gaini
renown. (Sheng Luo, Supplement to the History of
Painting in the Qing Dynasty) However, judging
these two large-scale Paintings of the
Suppression of the Taiping Rebellion,the
depiction of figures diasgia#from Wu Youru'
typical styleTraehe it is possible that Wu Y«
did not participate in creating these large
paintings, or that he was merely one amon

many artists involved.

The Documentary Value of the Ziguang Pavil
Regarding the Qianlong-era artef
Ziguang Pavilion in the Wester

"Portraits of Meritorious Officials" and "B

Scenes" depicting the "Ten Great Military

Achievements" housed in the Western

Garden's Ziguang Pavilion, thefollowingare

relatively well-documented:
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Old photograph of the "Recapture of Ruizhou Prefecture™ section from the ""Conquest of the Taiping Heavenly Kingdom" painting, housed in the Palace Museum

Old photograph of the "Recapture of Jiangpu Pukou' section from the ""Conquest of the Taiping Heavenly Kingdom™ scroll, housed in the Palace Museum
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Complete Album of Prince Zaitian's Grand Wedding

Ceremony (detail)

Collection of the Palace Museum

Half-length oil portraits, hand-
painted albums of battle scenes,
copperplate-printed albums of
battle scenes, and large-scale battle
paintings. Together, these form
the complete collection of Qing
dynasty military campaigns housed
within the Ziguang Pavilion.

The documentary value of
these paintings lies in their
relatively accurate depiction
of battlefield conditions.
Employing panoramic
compositions modelled on
topographical maps, they
comprehensively reveal the entire
battlefield: local terrain and
topographythe formations of
opposing forcespivotal turning
points, and the names of Qing
commanders (both senior and

junior) inscribed in the form of scroll

captions.

).

Even if the artist did not
personally participate in a specific
battle, they must have gathered
highly detailed accounts from
combatants before commencing
work, thereby creating an
immersive experience for the
viewer. Moreover,the paintings
depict not just a single moment in
time and space, but multiple
fragments occurring at different
stages of a campaign — a technique
borrowed from similar paintings
of the Qianlong period.

Owing to the turmoil and
upheavals of the late Qing
dynastythe original works and
associated textual materials
pertaining tosdwar maps have
been lost or scattered. It is
estimated that a considerable
number of these pieces remain
in the hands of public and Issues, 2018 138
private collectors both



domestically and abroad, and
more are likely to surface from
time to time. This allows us to
recall, appreciate, and
experience, to the greatest
extent possible, the former glory
and splendour of the Hall of
Purple Light.



