
1

 1

A New Study on the Portraits of 
Meritorious Officials in the 
Ziguangge Collection in Berlin and 
Related Works

 Wang 
Jingling, Research Fellow in 

Chinese Art, Rijksmuseum 
Amsterdam 

2

 Abstract  Abstract

 T h i s  p a p e r  e x a m i n e s  portraits of meritorious officials from the Purple Light Pavilion and related 
works h o u s e d  r e s p e c t i v e l y  in the Museum of Asian Art and the Ethnological Museum, b o t h  p a r t  o f  t h e  
B e r l i n  S t a t e  M u s e u m s  (Staatliche   Museen   zu Berlin). These include:(i) The Marble Battle Formation Diagram; (ii) oil portraits of 
meritorious officials; (iii) handscroll sketches; and (iv) portrait hanging scrolls of meritorious officials. Firstly, existing 
research is reviewed and critiqued; secondly, the acquisition history of all Ziguangge Meritorious Officials 
portraits held by the Berlin State Museums is traced, alongside the publication of previously unpublished 
research materials;Finally, building upon existing research, this study reconstructs the production process of 
the Ziguangge Meritorious Officials series and the Agate Battle Formation Diagram from the perspective of the 
Qing Palace Painting Academy's institutional mechanisms, while also re-examining the authorship and dating of 
several works.

 Examining this collection of artworks not only aids in understanding the temporal and spatial 
evolution of cultural artefacts but also holds significant importance for comprehending the production 
processes and characteristics of the Qing court workshops as a whole. The author hopes this paper will 
provide a new perspective for understanding the Qing court's emphasis on military merit, ethnic relations, and 
diplomatic affairs.

 Keywords: Ziguang Pavilion; portraits of meritorious officials; Giuseppe Castiglione; agate; oil portraits

1  This paper expands upon the author's presentation at the "Catalyst and Rebirth: Cultural and Artistic Exchange between Asia and 
Europe: The 90th Anniversary of the National Palace Museum and the Fifth Cross-Strait Academic Symposium" (28-30 October 
2015,National Palace Museum) . The author extends gratitude to the participating scholars, particularly Professor Ma Yazhen of 
Tsinghua University's Department of History for her comments during the symposium. The author also acknowledges the contributions 
of two anonymous reviewers, whose feedback enabled the completion of this paper.

2  At the time of submission, the author was Research Fellow for Ancient Chinese Art at the Museum of Asian Art, Berlin 
(concurrently overseeing the Chinese collection in the East Asian Department of the Ethnological Museum, Berlin). From 1 July 2016, 
the author assumed the position of Research Fellow for Chinese Art at the Rijksmuseum, Amsterdam, where he is also establishing the 
museum's Centre for Asian Art Research.
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 I. Introduction

 Ziguang Pavilion stood on the western shore of the Middle Sea, beside Taiye Pool. According to Qing 
dynasty protocol, it was the site where the Emperor annually hosted banquets for feudal lords and Mongol 
princes during the New Year. It also served as the venue for the Emperor's examination of military 
candidates in the palace trials and for reviewing the martial arts and horseback archery skills of the imperial 
guards.Purple Light Pavilion underwent two major renovations in the 25th year of the Qianlong reign (1760) 
and the 40th year (1775). It served as the repository for hanging scroll portraits of meritorious officials 
distinguished in the various campaigns of the Emperor Qianlong's "Ten Perfect Military Achievements" 3   , 
alongside commemorative inscriptions and battle maps, as well as for storing ceremonial banners and 
captured weapons.The so-called "Portraits of Meritorious Officials in the Purple Light Pavilion" broadly refer to the 
various portraits commissioned by the Qianlong Emperor depicting generals who distinguished themselves in the 
"Ten Perfect Military Achievements" campaigns. These included: (1) oil portraits of meritorious officials, (2) small 
handscroll sketches, and (3) portrait hanging scrolls. Their contents comprised:(i) Portraits of the First Fifty Meritorious Subjects in the Subjugation of the Junggar and 
Muslim Regions, (ii) Portraits of the Second Fifty Meritorious Subjects in the Subjugation of the Junggar and Muslim Regions, (iii) 
Portraits of the First Fifty Meritorious Subjects in the Subjugation of the Two Jinchuan Regions,

(4) Portraits of the Fifty Meritorious Officials after the Pacification of the Two Jinchuan Regions; (5) Portraits of the Twenty Meritorious Officials 
before the Pacification of Taiwan; (6) Portraits of the Thirty Meritorious Officials after the Pacification of Taiwan;(vii) "Portraits of the Fifteen 
Meritorious Officials Prior to the Pacifying of Gurkha", and (viii) "Portraits of the Fifteen Meritorious Officials Following 
the Pacifying of Gurkha". In total, there should be two hundred and eighty oil portraits, eight handscroll sketches, and 
two hundred and eighty portrait hanging scrolls.

  A  collection of works related to the Ziguangge portraits is held in Berlin, including oil portraits 
of meritorious officials, fragments of handscroll sketches for the portraits, portrait hanging scrolls, and 
one scroll depicting the Battle Formation of Marble (Fig. 1).These works are housed respectively in the Museum of Asian Art 
(Museum für Asiatische   Kunst, formerly Museum   für   Ostasiatische   Kunst) and the Ethnological Museum (Ethnologisches   
Museum), both affiliated with the Berlin State Museums (Staatliche   Museen   zu   Berlin).The Museum of Asian Art 
holds the "Jade Battle Array" painting, four hanging scrolls of Meritorious Subject portraits, and four fragments of small draft scrolls depicting 
Meritorious Subjects. The Ethnological Museum houses thirty-two hanging scrolls of Meritorious Subject portraits and 
seventeen oil portraits.4   Although scholars have frequently referenced the Ziguangge portraits and related 
works housed in Berlin in past research, the full scope of these collections has never been comprehensively 
documented, and systematic, comprehensive studies of these works remain lacking.

 The earliest introduction to the Zi Guang Ge portraits appeared in the early twentieth century, 
when the Royal Prussian Museum of Anthropology (Königliches   Museum   für   Völkerkunde, now the 
Ethnological Museum of the Berlin State Museums)

3  For historical research on Emperor Qianlong's "Ten Perfect Military Achievements," see: Zhuang Jifa, Research on the Ten Perfect Military Achievements of 
the Qing Gaozong (Taipei: National Palace Museum, 1982).

4  The Ethnological Museum additionally holds copperplate engravings depicting the campaigns to subjugate the Junggar and Hui regions of the Western 
Regions, the two Jinchuan regions, and Taiwan (totalling 33 plates);The Berlin State Library also holds various copperplate engravings of the 
battle scenes; the Museum of Asian Art possesses a lacquer carving depicting the "Subjugation of Taiwan" (formerly part of the 
collection of German Emperor Wilhelm II, 1859–1941);Additionally, the Museum Huis Doorn in the Netherlands holds six carved lacquer 
pieces depicting the "Conquest of Taiwan," also formerly part of Wilhelm II's collection. Given the complexity of issues surrounding 
these battle maps and copper plates, the author intends to dedicate a separate scholarly article to this subject in the future.
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 The sinologist F. W. K. Müller (1863–1930), a researcher in the East Asian Department (formerly )5, had previously 
written about these works, yet they failed to attract the interest of art historians.6  At that time, both Western 
and Eastern Chinese art historians focused their research on the early art of the Han, Tang, and Song dynasties. 
Portraits of meritorious officials from the later Qing dynasty were not regarded as "true" works of art. 7

The true inception of research into the statues of meritorious officials at Ziguang Pavilion commenced 
during the 1970s and 1980s. From 12 May to 18 August 1985, the Palace Museum in Beijing staged its inaugural 
overseas exhibition, presenting '   : Treasures from the Forbidden City' (Palastmuseum Peking – Schätze   aus   der   
Verbotenen Stadt) in Berlin.8  Concurrently in Berlin, the special exhibition "Europe and the Chinese Emperor 
1240–1816" (Europa und   die   Kaiser   von   China   1240–1816) was held. Chinese artefacts from collections in former 
West Germany, France, Britain, Italy, Switzerland, Denmark, and the Netherlands were displayed 
alongside treasures from the Palace Museum in Beijing, creating a striking contrast.The Berlin 
collection's portraits of meritorious subjects, oil paintings, and the Jade Battle Formation Diagram were 
displayed in this exhibition. 9  

 In 193 3, Herbert Butz curated the exhibition
    e Portraits and Battle Scenes of the Qianlong Era (1736-1795) (Bilder für   die   »Halle   des   Purpurglanzes«. Chinese Officer 

Portraits and Battle Engravings of the Qianlong Era (1736–1795) is the first exhibition to focus specifically on the 
Portraits of Meritorious Officials from the Purple Light Pavilion and related works. In addition to 
displaying the museum's collection of portrait hanging scrolls, fragments of handscrolls, and carved 
lacquer battle scenes, the exhibition also features selected oil portraits and bronze battle scenes from the 
collection of the Ethnological Museum.

5  For the historical development of the Ethnological Museum of the Berlin State Museums, see: Kurt Krieger and Gerd Koch (eds.),
 Hundert Jahre Museum für Völkerkunde Berlin (Berlin: Reimer, 1973).

6 F. W. K. Müller, "Einige neue Erwerbungen der Indischen und Chinesischen Abteilungen des Königl. Museums für Völkerkunde," in Zeitschrift für 
Ethnologie 35 (1903): 483-484.

7  C o n c e r n i n g  t h e  d i v i s i o n  b e t w e e n  E a s t  A s i a n  a r t  h i s t o r y  a n d  e t h n o l o g y  i n  e a r l y  t w e n t i e t h -
c e n t u r y  B e r l i n ,  s e e : Karl Scheffler, Berliner Museumskrieg (Berlin: Bruno Cassirer, 1921); For the establishment of Berlin's East Asian art 
collection, see: Wang Jingling, "Berlin's Collection of Chinese Paintings: Past, Present and Future," in Kansai Chinese Painting and 
Calligraphy Collection Research Association (ed.), Kansai Chinese Painting and Calligraphy Collection: Past and Future   : International Symposium 
Proceedings (Nishinomiya: Kansai Chinese Painting and Calligraphy Collection, 2012), pp. 133-145.For a retrospective on research into Qing 
court art and cultural relics, see: Shi Shouqian, "Key Issues in Ming and Qing Painting History Research: A Personal Retrospective and Prospect," Art 
History Forum 10 (2000), pp. 71–90;Shi Shouqian, "The Modern Transformation of Qing Imperial Collections: A Discussion on Their Relationship with the 
Development of Chinese Art History Research," Palace Museum Quarterly, Vol. 23, No. 1 (Autumn 2005), pp. 1-34;Ma Yazhen, "Research on Chinese Court 
Painting in Taiwan over the Past Two Decades (1990–2009)", Studies in Art History, Issue 8 (2011), pp. 205–242.

8  See exhibition catalogue: Lothar Ledderose,  Herbert Butz (eds.),  Palastmuseum Peking–Schätze aus der
 Forbidden City (Berlin: Insel Verlag, 1985).

9  See exhibition catalogue: Berlin Festspiel GmbH (ed.), Europa und die Kaiser von China 1240–1816 (Berlin: Insel Verlag, 1985), pp. 327–331.

10 The Museum of East Asian Art Berlin merged with the Museum of Indian Art in  2006 to form the Museum of Asian Art. For details on the 
institution's history, see: Willibald Veit, "Das Museum für Ostasiatische Kunst Berlin," in Orientations 31:8 (2000): 40–46; Herbert Butz, "Paths 
and Transformations: 100 Years of the Museum für Ostasiatische Kunst," in Paths and Transformations: 100 Years of the Museum für Ostasiatische 
Kunst, ed. Herbert Butz (Berlin: Staatliche Museen zu Berlin, 2006), pp. 11–70; Wang Jingling, ‘The Collection of Chinese Paintings in Berlin: 
Past, Present and Future’, pp. 133–138.
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 In addition to woodblock and copperplate prints, the exhibition also featured hanging scrolls depicting the 
Meritorious Officials of the Purple Pavilion from the Museum of East Asian Art i n  Cologne, the Ethnological Museum of the J. & E. von Portheim 
Foundation in Heidelberg, and private German collections.

 Stiftung,  Heidelberg), and from private collections in Germany. 11

Regarding the portraits of meritorious officials from the Ziguang Pavilion and related works in 
the Berlin collection,Mr Nie Chongzheng, who accompanied the 1985 exhibition of Beijing Palace Museum 
artefacts to Berlin, authored the essay "Observations on Qing Palace Paintings in West Berlin" upon his return. 
This constitutes the earliest scholarly reference outside Germany to Berlin's collection of the 
Ziguangge Meritorious Officials Portraits. Subsequent scholarly articles on these portraits also 
frequently cite the Berlin holdings. (1)2   In her research centred on the Ziguangge Meritorious Officials 
portraits held by the Royal   Ontario (   ) and private Canadian collections, Tsang Ka-po also introduced some 
of the works housed in Berlin. 13   In German-language studies, Veronika Veit   and S.  Rasidonduk   documented 
seventeen oil portraits from the Ethnological Museum's collection during the 1970s, examining the artists, 
historical contexts, and subjects' biographies.14  Hartmut   Walarvens   published a series of articles on the 
Portraits of Meritorious Officials in the Purple Light Pavilion from the 1980s onwards. His research focused 
significantly on examining the individual campaigns of the "Ten Perfect Military Achievements" during the 
Qianlong era, the lives and military exploits of the depicted officials, and translating the Manchu inscriptions 
on these portraits. In his 2014

11  Herbert Butz (ed.), Bilder für die "Halle des Purpurglanzes". Chinesische Offiziersporträts und Schlachtenkupfer der Ära Qianlong (1736-1795) 
(Berlin: Museum für Ostasiatische Kunst, 2003);

 Herbert Butz, "Aspects of Imperial Representation in the 18th Century," in Ostasiatische Zeitschrift 5
 (2003): 7–18.

12  Nie Chongzheng, "Observations on Qing Court Paintings in West Berlin," Bulletin of the National Palace Museum, No. 33, 1986,  pp.  59–64; Nie Chongzheng,
〈On the Portraits of Meritorious Officials in the Hall of Purple Light〉, The Splendour of Court Art (Taipei: Tung Ta, 1996), pp. 93–106; Nie Chongzheng, 〈Records of Viewing the Portraits of Meritorious 

Officials in the Hall of Purple Light in New York〉, Qing Palace Painting and the 'Eastward Spread of Western Painting' (Beijing: The Forbidden City, 2008), pp. 288–297;Nie Chongzheng, "The Portraits 
of Meritorious Officials in the Purple Light Pavilion: From Drafts to Final Paintings," The Forbidden City, Issue 249, 2015, pp. 124–141.However, the collection 
information in Mr Nie’s article is erroneous. The hanging scroll and handscroll fragment of the Portraits of Meritorious Officials from the 
Ziguang Pavilion mentioned as housed in Berlin are both held by the Museum of Asian Art, not the Ethnological Museum.

13  Ka Bo Tseng, "Portraits of Meritorious Officials: Eight Examples from the First Set Commissioned by the Qianlong Emperor," in Arts asiatiques 47 
(1992): 69–88; Tseng Chia-pao, "Recording Great Merits and Achievements: Pictorial Documentation of the Qianlong Emperor ’ s Ten 
Military Victories—Portraits of Meritorious Officials and Battle Maps," Palace Museum Monthly, no. 93 (December 1990), pp. 38–65; Tseng Chia-pao,

 〈Fragmentary Scroll of Portraits of the Fifty Meritorious Officials Prior to the Pacifying of Jinchuan〉, Wenwu, No. 10, 1993, pp. 53-55.
14  Veronika Veit, "Portraits in Germany of the Ölöten Princes Subjugated by Qianlong in 1754–1755," in Zentralasiatische Studien 4 (1970): 199–

237; S. Rasidonduk and Veronika Veit, ‘Nine Further Portraits of Meritorious Officers from the Qianlong Era Located in Germany’, in Zentralasiatische 
Studien 12 (1978): 543–591.
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The latest article examines sixteen portraits of meritorious officials from the Ziguangge collection held by 
Berlin's Ethnological Museum. (1)5   However, whether by Veronika Veit   and  S.  Rasidonduk, or  Hartmut 
Walarvens, their research approaches these works from sinological or historical perspectives, overlooking 
their stylistic qualities. Within the art-historical context, Annette   Bügener   has also written about and 
introduced hanging scrolls and handscroll fragments depicting the Meritorious Subjects of the Purple Light 
Pavilion housed in Berlin's Museum of Asian Art. 16   Her doctoral thesis represents the most comprehensive 
study to date on the Ziguangge Meritorious Subjects Portraits. Beyond tracing the pictorial traditions of 
meritorious subjects portraits across dynasties to contextualise the production of the Qing court’s Ziguangge 
portraits, its most significant contribution lies in systematically collating and cataloguing scattered portraits, 
fragments of handscroll drafts, and oil portraits of meritorious subjects preserved worldwide.However, due 
to research limitations, it could not encompass all the hanging scroll portraits of meritorious officials held by 
the Berlin State Museums. Furthermore, the study failed to utilise the documentary materials recorded in 
the Internal Revenue Department's Records of Completed Projects (hereafter referred to as the Project Records) to 
further reconstruct the painting process of the Ziguangge Meritorious Officials series, constituting a 
shortcoming of the research. 17

 By virtue of my professional position, I have been privileged to examine these artefacts, museum archives, 
photographs, and related materials at close quarters. This article presents, for the first time in full, all Ziguangge 
Meritorious Subject portraits and associated works housed within the Berlin State Museums' Asian Art Museum 
and Ethnological Museum, while also examining several specific pieces in depth. It begins by cataloguing all 
Ziguangge Meritorious Subject-related works held by the Berlin State Museums and tracing their acquisition 
history; its

15  Hartmut Walravens, China illustrata–Das europäsische Chinaverständnis im Spiegel des 16. Bis
 18. Jahrhunderts (Winheim: Acta humaniora, 1987); Hartmut Walravens, "Portraits of Meritorious Officers, Accompanied by Manchu Eulogies," in 
Altaica Berolinensia: The Concept of Sovereignty in the Altaic World, ed. Barbara Kellner-Heinkele (Wiesbaden: Harrassowitz, 1993), 307–330; 
Hartmut
Walravens, "New Material on the Portraits of Meritorious Officers of the Qianlong Campaigns," in Historical and Linguistic Interaction between Inner-
Asia and Europe: Proceedings of the 39th
 Permanent International Altaistic Conference (PIAC) Szeged, Hungary, 16–21 June 1996, eds. Árpád Berta & Edina Horváth (Szeged: [publisher not 
identified], 1997), pp. 401–423; Hartmut Walravens, ‘The Former Collection of Portraits of Meritorious Officers from the Campaigns of the Qianlong 
Emperor (China, 18th Century)’, in Baessler-Archiv 61 (2013/14): 125–166.

16  Annette Bügener, ‘Officer Portraits’, in Images for the ‘Hall of Purple Radiance’, ed. Herbert Butz, pp. 24–51; Annette Bügener, ‘The 
Emperor’s Heroes in Miniature: Three Fragments of Horizontal Scrolls with Officer Portraits from the Qianlong Era (1736–1795) in the Museum 
für Ostasiatische Kunst Berlin’, in
 Ostasiatische Zeitschrift 10 (2005): 32-42.

17 Annette   Bügener,  The   Heldengalerie   des   Qianlong-Kaisers.  Ein   Beitrag   zur   chinesischen Porträtmalerei im 18. Jahrhundert (Frankfurt 
am Main: Peter Lang, 2015). It should be noted, however, that in Bügener’s doctoral thesis   , concerning the portraits of meritorious 
officials housed in Berlin, aside from incomplete documentation, the appendix appended to her thesis contains typographical 
errors and misattributions regarding several works, their provenance, and their catalogue numbers. For the sake of brevity, these 
will not be enumerated here.For  a review of  Hartmut Walravens and Annette Bügener’s research on the Ziguangge portraits of meritorious 
officers, see: Niklas Leverenz, “Review: Two New Publications on Qianlong’s Officer Painting,” in Orientations 47:4
 (2016): 97–98.
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This paper presents the author's newly discovered fragment of the Qianlong Emperor's handwritten 
preface and commentary from the scroll Portraits of the Fifty Meritorious Officials Prior to the Pacifying of 
the Junggar and Muslim Regions 18   , unearthed within museum storage facilities. Building upon existing 
research, it reconstructs the production process of the Ziguangge series of portraits from the perspective of 
the Qing Palace Painting Academy's institutional mechanisms, while also re-examining questions of 
authorship and the date of completion.Furthermore, this study addresses the attribution of the Berlin 
version of the "Marble Battle Formation Diagram" scroll. Drawing upon archival records from the Qing 
Palace "Works Records," the author demonstrates that the Berlin scroll is indeed the work of Giuseppe 
Castiglione(Giuseppe Castiglione, 1688–1766). Beyond reconstructing the scroll's production sequence and 
analysing its pictorial-textual relationships, it will be situated within the context of multiple duplicate copies 
produced within the Qing court. Finally, the stylistic characteristics, production dates, and authorship of the 
seventeen oil portraits held in Berlin's collection will be re-examined.

 II. The Series of Portraits of Meritorious Officials in the Hall of Purple Light in the Berlin Collection

 Regarding the Berlin Collection's Portraits of Meritorious Officials in the Purple Light Pavilion and related 
works, the Museum of Asian Art holds not only a scroll of the Battle Formation of the Marble Chariots but also four 
hanging scroll portraits of meritorious officials.The Berlin copy of the "Jade Chopping Array Diagram" entered the 
museum's collection as early as 1914, acquired by the first director, Professor Otto Kümmel (1874–1952), from the 
private collection of H. Saenger in Hamburg, Germany.The four additional hanging scroll portraits of meritorious 
officials comprise three from the series "Fifty Meritorious Officials after the Subjugation of the Junggar and Hui Regions" and one 
from "Fifty Meritorious Officials after the Subjugation of the Two Jinchuan Regions." See Table 1 for details:

 Table 1: Hanging Scroll Portraits of Meritorious Officials in the Ziguang Pavilion, Asian Art Collection, Berlin State Museums

 No.  Title  Year  Catalogue 

Number

 Collection 

Number

 Provenance

 1  Portrait of Deputy Commander 

Erke Baturu

 Portrait Scroll〉 19  (Fig. 2)

 Q i a n l o n g ,  

G e n g c h e n

 (1760)

 Ib18 20  1957-3  A c q u i r e d  i n  1957 f r o m  Mr E. 

Krupsack, B e r l i n

 Krupsack

 2  〈Original Commander-in-Chief 
of the Khalkha Province, Kundur 
Batur Bannin A

 Portrait Scroll〉 21  (Fig. 3)

 Ibid.
 Ib21  1957-1

 Ibid.

18  In the Shiqu Baojí catalogue, this scroll is titled Portraits and Inscriptions of the Fifty Meritorious Subjects Who Pacified the Ili Muslim Region by 
Imperial Brush. This designation is somewhat confusing. In this article, the author adopts the chronological sequence of the various 
campaigns and the format of the series. Therefore, this scroll is referred to herein as: Portraits of the First Fifty Meritorious Subjects Who Pacified the Junggar and Muslim Regions.

19 Lothar Ledderose, Orchids and Rocks. Chinese Paintings in the Museum of East Asian Art, Berlin, with contributions by Kohara Hironobu, Willibald Veit 
and Nora von Achenbach (Berlin: Staatliche Museen zu Berlin – Preußischer Kulturbesitz, 1998), Cat. No. 48, pp. 350–356; Butz, Images for the 'Hall of 
Purple Radiance', pp. 32-33; Bügener, The Gallery of Heroes of the Qianlong Emperor, pp. 373-376.

20  These serial numbers I, II, III, IV   respectively denote the campaigns to 'Subdue the Western Regions: Dzungars and Hui,' 'Subdue the Two Jinchuan,' 'Subdue Taiwan,' and
 "Pacifying the Gurkhas"; a and b denote the first and second halves respectively; the numbers indicate their sequential order within 

each section. Thus, "Ib18" signifies the eighteenth portrait in the "Fifty Meritorious Subjects after the Pacifying of the Western 
Regions' Junggar and Hui Tribes".This sequential numbering follows Annette Bügener's doctoral thesis; the author does not claim 
originality. See: Bügener, Die Heldengalerie des Qianlong-Kaisers, 467-504.

21  Ledderose, Orchideen und Felsen, pp. 350–356; Bügener, "Offiziersporträits," pp. 34–35; Bügener, Die Heldengalerie des Qianlong-Kaisers, pp. 
379–382.
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Catalogu

e 

number

 Title  Year  Catalogue 

Number

 Collection 

Number

 Provenance

 3  Portrait Scroll o f  T h i r d -
R a n k  I m p e r i a l  
B o d y g u a r d  K e d e r b a t u r u  
Hamutu 22

 (Fig. 4)

 Ibid.
 Ib50  1957-2

 Ibid.

 4  〈Portrait Scroll of Baketanbu, 
Garrison Soldier of Zhaotong, 
Yunnan〉23  (Fig. 5)

 Q i a n l o n g ,  Y e a r  

B i n g  S h e n

 (1776)

 IIb14  OAS 
1964-4

Originally part of the East Asian 
Collection ( O s t a s i a t i s c h e  
Sammlung) in former East Berlin, i t  
w a s  a c q u i r e d  b y  t h e  
m u s e u m  f r o m  a  p r i v a t e  
c o l l e c t i o n  i n  1964.

 acquired by the museum from a 

private collection

 The Museum of Asian Art additionally holds three fragments of preliminary sketches for the scroll 
Portraits of the Fifty Meritorious Officials Prior to the Subjugation of the Junggar and Muslim Rebellions, 
painted by court artist Jin Tingbiao (?–1767), along with a newly discovered fragment of the Qianlong Emperor’s 
calligraphic colophon and inscription, unearthed by the author in the museum’s storage. These four items are 
listed in Table 2.Among these, the fragment depicting First-Class Bodyguard Mergenbat-Rudaqatana retains 
four lines of commentary at the end, listing the forty-second figure as "First-Class Bodyguard Samutan". The 
newly discovered "Frontispiece and Commentary Fragment" from the Scroll of the Fifty Meritorious Officials 
in the Subjugation of the Junggar and Muslim Rebellions will be detailed in the subsequent text.

 Table 2: Berlin National Museum, Asian Art Collection: Fragment of a Small Draft from the Scroll Portraits of the Fifty Meritorious 

Officials in the Subjugation of the Junggar and Muslim Rebellions

 No.  Title  Date  Sequential 

Number

 Collection Number  Provenance

 1  〈Fragment of Frontispiece and 

Inscription〉 (Fig.

 6)

 Q i a n l o n g  

G e n g c h e n

 (1760)

 Ia0  Newly discovered, 

not yet

 Catalogue

 Formerly in the collection of 

the East Asian Art Museum, 

former East Berlin

 , provenance unknown
 2  〈 F r a g m e n t  of Portrait of Ali 

Gun, M i n i s t e r  o f  W a r ,  First 
Class Counsellor of State, Duke of 
Guoyi〉
24  (Fig. 7)

 Ibid.
 Ia14  OAS 1991-3a

 Ibid.

 3  〈First-Class Guard Bokhbaturu

 Fragment of Old Ge Statue〉25 

(Fig. 8)

 Ibid.
 Ia40  OAS 1991-3b

 Ibid.

 4  〈Fragment of a Statue of 
Mergenbat, First-Class 
Bodyguard Dakhtana〉26

 (Fig. 9)

 Ibid.
 Ia41  OAS 1991-3c

 Ibid.

22  Ledderose, Orchids and Rocks, 350–356; Bügener, ‘Officers’ Portraits’, 38–39; Bügener, The Gallery of Heroes of the Qianlong Emperor, 403–
406.

23  Bügener, The Gallery of Heroes of the Qianlong Emperor, 432-435.
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24  Bügener, "Officer Portraits," 26-27.

25  Bügener, "Officers' Portraits," 28-29.

26  Bügener, "Officers' Portraits," 28-29.
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The Ethnology Museum originally held thirty-two portrait scrolls of meritorious officials, 
including:Portraits of Meritorious Officials for the Subjugation of the Junggar and Hui Regions, Portraits of Meritorious Officials 
for the Subjugation of the Two Jinchuan Regions, and Portraits of Meritorious Officials for the Subjugation of Taiwan. Unfortunately, all 
thirty-two portraits were looted by the Soviet Red Army during the Second World War in 1945. While a few 
works are now known to be held at the State Hermitage Museum in Saint Petersburg, the whereabouts of the 
remainder remain unknown to this day.27   Fortunately, the Ethnological Museum still preserves early 20th-
century black-and-white glass plate negatives and archival photographs. Only one of the thirty-two portraits 
is missing, enabling us today to view complete images of most of the Meritorious Officials Portraits in this 
collection. See Table 3 for details:

 Table 3: Hanging scroll portraits of meritorious officials from the Ziguangge collection formerly held by the Ethnographic 

Museum of the Berlin State Museums

 No.  Title  Year  Catalogue 

Number

 Collection 

Number

 Provenance

 1  〈 P o r t r a i t  S c r o l l  o f  Prince 
Sebudengzhab, Right Vice-
General of Dingbian, Ranked as 
Prince of Superb C o u r a g e 〉  28  
( Fig. 10, currently housed i n  
t h e  Hermitage M u s e u m , Saint 
Petersburg, Russia

 Museum)

 Qianlong Gengchen

 (1760)

 Ia5  I D 31780  Acquired in 1911 from H. Berkowitz, Berlin

 Acquired from H. Berkowitz, Berlin

 2  〈Portrait Scroll of M i n i s t e r  
P l e n i p o t e n t i a r y  P r i n c e  
D o r o n , Emin Khoja〉29  (missing

 illustration)

 Ibid.
 Ia12  I D 23932  Deposited by Dr Hildebrandt in 1902

 ; a c q u i r e d  b y  t h e  M u s e u m  

f r o m  D r .  H i l d e b r a n d t  i n  

1905

 Acquired from Dr Hildebrandt

 3  〈 P o r t r a i t  o f  G r a n d  
D u k e  B o r i s ,  G r a n d  D u k e  
o f  R u s s i a 〉 30  ( Fig. 11, 
now in the State Hermitage 
Museum, St. Petersburg, Russia)

 Winter Palace Museum)

 Ibid.
 Ia20  I D 31781  Acquired in 1911 from H. Bercowitz, Berlin

 Acquired from H. Bercowitz, Berlin

 4  〈Portrait of His Excellency the 

Minister of the Imperial Guard, 

Commander-in-Chief of the 

Imperial Guard, Prince A

 Long's Portrait Scroll〉31  (Fig. 12)

 Ibid.
 Ia24  I D 32539  Acquired in  1913 from J.  F.  G. 

Umlauff,  Hamburg

 Umlauff, Hamburg

27 For the looting of artworks by the Soviet Red Army in Berlin during the Second World War, see: Klaus-Dieter Lehmann and Günther 
Schauerte (eds.), Cultural Assets–Transferred and Missing, An Inventory of the Prussian Cultural Heritage Foundation 60 Years after the End of World 
War II (Berlin: Stiftung Preußischer Kulturbesitz,
 2004); for investigations into East Asian art objects looted by the Soviet Red Army in Berlin during the interwar period, see: Willibald 

Veit, "Ein erster Besuch: Die Sammlung des Museums für Ostasiatische Kunst Berlin in der Eremitage in St. Petersburg," in Ostasiatische Zeitschrift 2 
(2001): 35-40; Willibald Veit, “Verlorenes Erbe! Verschenkte

 Vergangenheit? Ein Rückblick auf die hundertjährige Geschichte des Museums für Ostasiatische Kunst," in In Praise of Collectors: The Berlin State 
Museums and Their Collectors, ed. Andrea Bärnreuther and Peter-Klaus Schuster (Berlin: Berlin State Museums, 2009), 307-333.

28 See the archives of the Ethnological Museum, Berlin State Museums (Akten des Ethnologischen Museums, Staatliche Museen zu Berlin), 
reference number: E 1416/11; see also: Walravens, "New Material on the Portraits of Meritorious Officers," 403; Bügener, Die Heldengalerie des 
Qianlong-Kaisers, 332-335.

29  Ethnological  Museum Archives,  reference number : E 673/04; see also: Müller, "Einige neue Erwerbungen," 484; Walravens, 
"Portraits of Meritorious Officers," 313; Bügener, Die Heldengalerie des Qianlong-Kaisers, 336.

30  Ethnological Museum Archives, Ref. No.: E 1416/11; see also: Walravens, "New Material on the Portraits of Meritorious Officers," 403; 
Bügener, Die Heldengalerie des Qianlong-Kaisers, 339-341.

31  Ethnological Museum Archives, ref. no.: E 1541/13.
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Referenc

e 

number

 Title  Year  Catalogue 

Number

 Collection 

Number

 Provenance

 5  Portrait Scroll of Grand Minister Eji'er 32

 (Fig. 13)
 Ibid.

 Ia32  I D 22364  Acquired in 1903 from von Busse, 

Berlin

 Acquired from Mr von Busse, Berlin
 6  〈Deputy Commander Tuba 

Tuluwin

 Portrait Scroll〉33  (Fig. 14)

 Ibid.
 Ia36  I D 23600  A c q u i r e d  i n  1903 f r o m  M r  

von

 Poncet

 7  〈 Portrait o f  Vice-Governor 
K e r t e l k Baturu from 
Tunguska〉 34  (Fig. 15, currently 
housed in the Russian Holy 
Trinity Cathedral)

Winter Palace Museum, St 

Petersburg

 Ibid.
 Ia37  I D 22365  Acquired in 1903 from von Busse, 

Berlin

 Acquired from Berlin, von Busse

 8  〈Portrait Scroll of t h e  
F o r m e r  V i c e - G o v e r n o r ,  
C a v a l r y  C o m m a n d e r ,  
a n d  A n o t h e r  C a v a l r y  
C o m m a n d e r  w i t h  T h r e e  
Ranks〉35

 (Fig. 16)

 Ibid.
 Ia38  I D 22219  Acquired from Mr E. Krüger in 1902

 9  〈Portrait Scroll of Shubutu 
Qichebu, Former First Class 
Bodyguard〉36

 (Fig. 17)

 Ibid.
 Ia39  I D 22363  Acquired in 1903 from von Busse, 

Berlin

 Acquired from von Busse, Berlin
 10  〈 P o r t r a i t  S c r o l l  o f  

F i r s t  C l a s s  G u a r d  
B ö k b a t u r  O l d g e 〉 37  ( Fig.

 18)

 Ibid.
 Ia40  I D 23679

 Acquired from Mr Fritschi in 1904

 11  〈 P o r t r a i t  o f  F i r s t  

G u a r d  S a m u t a n

 Scroll〉38  (Fig. 19)

 Ibid.
 Ia42  I D 23680

 Ibid.

 12  〈Original Second-Class 
Bodyguard Gujirbaluyu n  
C a v a l r y  C a p t a i n  
J i a n c h o t u  P o r t r a i t

 Scroll〉39  (Fig. 20)

 Ibid.
 Ia43  I D 22366  Acquired in Berlin in 1903 by von 

Busse

 Acquired from Berlin

 13  〈Portrait Scroll of H a b t a i  
B a t u r u  F u x i ,  F o r m e r  
S e c o n d - C l a s s  Bodyguard〉
40

 (Fig. 21, now in t h e  
H e r m i t a g e  M u s e u m ,  S t  
P e t e r s b u r g ,  Russia

 )

 Ibid.
 Ia45  I D 22222  Acquired from Mr E. Krüger in 1902

32 Ethnological Museum Archives, reference number: E 1655/03; see also: Walravens, "Die ehemalige Sammlung," pp. 140–142; Bügener, Die 
Heldengalerie des Qianlong-Kaisers, pp. 344–347.

33  Ethnological Museum Archives, reference number: E 869/03.
34  Ethnological Museum Archives, Ref. No.: E 202/03; see also: Walravens, "Die ehemalige Sammlung," 142-144; Bügener, Die Heldengalerie des 

Qianlong-Kaisers, 350-352.

35  Ethnological Museum Archives, ref. no.: E 971/01; see also: Walravens, "Die ehemalige Sammlung," 144-146.
36  Ethnological Museum Archives, Ref. No.: E 1655/02; see also: Walravens, "Die ehemalige Sammlung," 146-147; Bügener, Die Heldengalerie 

des Qianlong-Kaisers, 352-355.

37  Ethnological Museum Archives, reference number: E 1615/03.

38  Ethnological Museum Archive, ref. no.: E 1615/03.

39  Ethnological Museum Archives, Ref. No.: E 202/03; see also: Walravens, "Die ehemalige Sammlung," pp. 147-149.
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40  Ethnological Museum Archives, ref. no.: E 971/01; see also: Walravens, "Die ehemalige Sammlung," 150-151; Bügener, Die Heldengalerie des 
Qianlong-Kaisers, 360-362.
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Referenc

e 

number

 Title  Year  Catalogue 

Number

 Collection 

Number

 Provenance

 14  〈Portrait of Fu, Formerly 

Second-Class Attendant and 

Cavalry Captain

 Portrait Scroll〉 41  (Fig. 22)

 Ibid.
 Ia47  I D 23677

 Acquired from Mr Fritschi in 1904

 15 〈Portrait Scroll of Third-Rank 
Bodyguard Saiyin Borq Batur 
Zachi〉42

 (Fig. 23)

 Ibid.
 Ia48  I D 23678

 Ibid.

 16  〈Portrait Scroll of Third-Class 
Bodyguard Zhuo Liktu Batulu, 
Fifty Bao〉 (Fig.

 24)

 Ibid.
 Ia50  I D 33779  Acquired f r o m  Mr E. Fritzsche, 

B e r l i n ,  1 9 2 0

 17  〈Deputy Commander-in-Chief 

Hor

 Portrait Scroll〉 43  (Fig. 25)

 Ibid.
 Ib10  I D 23940  Acquired in 1906 from R. Wagner, 

Berlin

 Acquired from R. Wagner, Berlin
 18  〈Portrait of Guanyinbao, Vice-Governor〉

44

 (Fig. 26)

 Ibid.
 Ib13  I D 32540  Acquired in  1913 from J.  F.  G. 

Umlauff,  Hamburg

 Umlauff, Hamburg
 19  〈Portrait of Teguder 

Baturiyangyin Tai, Lieutenant of 
the Vanguard〉45

 (Fig. 27)

 Ibid.
 Ib17  I D 33938  Acquired in 1926 f r o m  E. Worch, 

B e r l i n

 Acquired from Mr E. Worch, Berlin
 20  〈Portrait Scroll o f  

E d e r b a t u r u  K e m a d a i ,  
F o r m e r  T h i r d - C l a s s  
Bodyguard〉46

 (Fig. 28)

 Ibid.
 Ib37  I D 33939

 Ibid.

 21  〈 P o r t r a i t  o f  T h i r d -
C l a s s  B o d y g u a r d  
S i r k u d z h i  B a t u r o  
I d a m u z h a b u

 Scroll〉47  (Fig. 29)

 Ibid.
 Ib45  I D 22218  Acquired from Mr E. Krüger in 1902

 22  Portrait scroll of Muten'er 
Batulu Shuliang, Deputy 
Commander-in-Chief of the 
Imperial Guard 48

 (Fig. 30)

 Q i a n l o n g ,  Y e a r  

B i n g  S h e n

(1776)

 IIa26  I D 22220
 Ibid.

 23  〈Commander-in-Chief of 
Datong Garrison, Shanxi 
Province, General Bardanbatruu 
Guanda

 Portrait Scroll〉49  (Fig. 31)

 Ibid.
 IIa35  I D 22221

 Ibid.

41  Ethnological Museum Archives, reference number: E 1615/03.

42  Ethnological Museum Archives, reference number: E 1615/03.

43  Ethnological Museum Archives, ref. no.: E 2363/05; see also: Walravens, "Die ehemalige Sammlung," 151-153.

44  Ethnological Museum Archives, Ref. No.: E 1541/13.

45  Ethnological Museum Archives, Ref. No.: E 1059/25.

46  Ethnological Museum Archives, reference number: E 1059/25.
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47  Ethnological Museum Archives, ref. no.: E 971/01; see also: Walravens, "Die ehemalige Sammlung," 153-155.

48  Ethnological Museum Archives, ref. no.: E 971/01; see also: Walravens, "Die ehemalige Sammlung," 155-157.

49  Ethnological Museum Archives, ref. no.: E 971/01; see also: Walravens, "Die ehemalige Sammlung," pp. 157–158.
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Referenc

e 

number

 Title  Year  Catalogue 

Number

 Inventory 

Number

 Provenance

 24  〈 P o r t r a i t  S c r o l l  o f  
B o l e ' n g a ,  F o r m e r  
D e p u t y  C o m m a n d e r - i n -
C h i e f  P r o m o t e d  t o  
C o m m a n d e r - i n - C h i e f 〉 50  
( Fig.

 32)

 Ibid.
 IIb8 I D 23931  Acquired f r o m  Dr Hildebrandt, 

B e r l i n ,  i n  1905

 25  〈Portrait of Tokmoto Baturu 
Zhang'ai, First-Class Bodyguard 
of the Qianqing Gate〉

 (Fig. 33)

 Ibid.
 IIb23

 No number  Source unknown

 26  P o r t r a i t  S c r o l l  o f  
U r d u n u s u n ,  S e c o n d -
C l a s s  B o d y g u a r d  o f  t h e  
Q i a n q i n g  G a t e  (Fig.

 34)

 Ibid.
 IIb29  I D 33969  1927 Donated b y  Hans  von 

Königsmarck

 27  Portrait of Guoxing, f o r m e r  
D e p u t y  C o m m a n d e r  o f  
G u i z h o u  P r o v i n c e  51

 (Fig. 35)

 Ibid.
 IIb43  I D 23961  Acquired in 1906 f r o m  L. Glenk, 

B e r l i n

 Acquired from Mr L. Glenk, Berlin
 28  〈 P o r t r a i t  o f  

C h o s u r k a m c a n  o f  t h e  
C h o s i g a b u t u s h e s 〉 52  
( Fig.

 36)

 Ibid.
 IIb47  I D 23930  Acquired f r o m  Dr Hildebrandt, 

B e r l i n ,  i n  1905

 29  Portrait scroll of the Third Class 

Grand Secretary, Marquis of 

Loyalty and Integrity

 Portrait Scroll〉53  (Fig. 37)

 Q i a n l o n g ,  

W u s h e n g

 (1788)

 IIIa2  I D 22223  Acquired from Mr E. Krüger in 1902

 Acquired

 30  〈 P o r t r a i t  o f  M u k d e n  A ,  
General of Songfan Garrison, 
Sichuan, with Inscription of 
Meritorious Deeds

 Scroll〉54  (Fig. 38)

 Ibid.
 IIIa17  I D 23960  Acquired in 1906 f r o m  L. Glenk, 

B e r l i n

 Acquired from Mr L. Glenk, Berlin

 31  〈 P o r t r a i t  S c r o l l  o f  
Y u a n  G u o h u a n g ,  Valiant 
Baturu and Commander of 
Langshan Garrison in Jiangnan〉

 (Fig. 39)

 Ibid.
 IIIb3 ID 23144  Acquired in 1901 by F. W. K. Müller, 

Researcher a t  t h e  M u s e u m  o f  
E t h n o l o g y

 Purchased in Beijing

 32  Portrait Scroll of First Class 
Bodyguard and Longwu Batulu 
Erdenebayar (Fig.

 40)

 Ibid.
 IIIb8  I D 23145  Acquired in Beijing in 1901 by F. W. K. 

Müller, Researcher a t  t h e  
Museum o f  E t h n o l o g y

 Purchased in Beijing

 In addition to the hanging scroll portraits of meritorious officials, the Ethnological Museum also holds 
seventeen oil-painting half-length portraits. Nine of these belong to the Ziguangge portraits of meritorious 
officials, including two "Portraits of Meritorious Officials from the Campaigns to Subdue the Junggar and Muslim 
Regions". The remaining seven are "Portraits of Meritorious Officials from the Campaigns to Subdue the Two Jinchuan 
Regions", as shown in Table IV:

50  Ethnological Museum Archives, reference number: E 673/04; see also: Walravens, "Die ehemalige Sammlung," 159-160; Bügener, Die 
Heldengalerie des Qianlong-Kaisers, 431-432.

51  Ethnology Museum Archives, reference number: E 760/06.
52  Ethnological Museum Archive, Ref. No.: E 673/04; see also: Walravens, "Die ehemalige Sammlung," 160-163; Bügener, Die Heldengalerie des 

Qianlong-Kaisers, 442.
53  Ethnological Museum Archives, Ref. No.: E 971/01; see also: Walravens, "Die ehemalige Sammlung," 163-164; Bügener, Die Heldengalerie des 

Qianlong-Kaisers, 442-445.
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54  Ethnological Museum Archive, Ref. No.: E 760/06.
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 Table IV. Oil portraits of meritorious officials from the Ziguang Pavilion in the collection of the Ethnological Museum, Berlin 

State Museums

 

Referenc

e 

Number

 Title  Date of Production 

55

 Catalogue 

Number

 Collection 

Number

 Provenance

 1  〈Oil Portrait of Second-Class Imperial 
Bodyguard Gujirbatulu Yunqiwei 
Jianchotu〉56  (Fig. 41)

 Q i a n l o n g  1 9 t h  

Y e a r

 (1754) to Qianlong 

 twentieth year of the 

Qianlong reign (1755)

 Ia43  ID 31806  1 9 1 2   b y  Paul
 von Mendelssohn-

 Bartholdy

 2  〈Oil Portrait of Second Class Guard 
Hashkhabatur Darhan〉 57 (Fig. 42)

T h e  N i n e t e e n t h  

Y e a r  o f  t h e  

Q i a n l o n g  R e i g n

 (1754) to the twentieth 

year of the Qianlong 

reign 

 twentieth year of the 

Qianlong reign (1755)

 Ib43  ID 22152  Donated b y  von Hoebel 
in 1902

 3  〈Portrait of Zardamba, former Minister of the Army 

and Deputy Commander-in-Chief

 Tulu Furen Tai Oil Portrait〉58 (Fig. 43)

 Qianlong Forty-First 

Year 

 (1776)

 IIa29  ID 22267
 Ibid.

 4  〈Portrait of Yangdak Baturotor, First Class 

Bodyguard

 Tobo Oil Painting〉59  (Fig. 44)

 Ibid.
 IIa44  I D 24423  Acquired in 1908 from 

Freund

 Acquired from Freund
 5  〈Portrait of Nakhchivan, former Minister 

of the Interior and Deputy Commander-in-

Chief

 Tulukoma〉 60  (Fig. 45)

 Ibid.
 IIb27  I D 22151  1 9 0 2   D o n a t e d  

b y  von

 Hoebel

 6  〈Portrait of Okesh Tushetuk Zengbatulu

 Yamantaru〉 61(Fig. 46)
 Ibid.

 IIb46  ID 22157  1902  Acquired 

from L.

 Glenk

 7  〈Portrait of Chosur Jiamucan of Butusha, 

Chosur

 Portrait〉 62 (Fig. 47)

 Ibid.
 IIb47  I D 22155

 8  〈Portrait of Shukdan Batu, Commander of 

the Tundu Military District

 Luazhongbao Oil Portrait〉 63(Fig. 48)

 Ibid.
 IIb48  ID 22158

 Ibid.

 9  〈Portrait of the First-Class Bodyguard 

Mutal, Presented by Xiao Jin River〉 (64)   

(Fig. 49)

 Oil Portrait〉64  (Fig. 49)

 Ibid.
IIb49  I D 24355  1906  Acquired 

by W.

 Baumotte

55  For details on the dating of the work, see below.
56  Ethnological Museum Archives, reference number: E 865/11;  Rasidonduk and Veit, "Neun weitere in Deutschland befindliche Porträts," 550-

552.
57  Ethnological Museum Archive, Ref. No.: E 50/02; Rasidonduk and Veit, "Neun weitere in Deutschland befindliche Porträts," 553-554.
58  E t h n o l o g i c a l  M u s e u m  A r c h i v e s ,  R e f .  N o .: E 765/02;  Rasidonduk and Veit, "Nine Further Portraits Located in Germany," 559-

562.
59  E t h n o l o g i c a l  M u s e u m  A r c h i v e ,  R e f .  N o .: E 872/08;  Rasidonduk and Veit, "Nine Further Portraits Located in Germany," 563-
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567.

60  Ethnological Museum Archive, Ref. No.: E 50/02; Rasidonduk and Veit, "Nine Further Portraits Located in Germany," 555–558; Bügener, 
"Officer Portraits," 48–49.

61 Ethnological Museum Archives, Reference Number: E 72/02; Rasidonduk and Veit, "Nine Further Portraits Located in Germany," pp. 576–578; 
Bügener, "Officers' Portraits," pp. 50–51.

62  Ethnological Museum Archives, Ref. No.: E 72/02; Rasidonduk and Veit, "Nine Further Portraits Located in Germany," 579–581; Bügener, 
"Officers' Portraits," 50–51.

63  Ethnological Museum Archive, Ref. No.: E 72/02; Rasidonduk and Veit, "Nine Further Portraits Located in Germany," 573-575.
64  E t h n o l o g i c a l  M u s e u m  A r c h i v e s ,  R e f .  N o .: E 1895/06;  Rasidonduk and Veit, "Nine Further Portraits Located in Germany," 568–572.
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 A further eight portraits depict tribal chieftains of the Oirat Mongols, see Table V:

 Table 5. Oil portraits of Oirat Mongol tribal chieftains in the Ethnological Museum of the Berlin State Museums

 No.  Title  Date of Production  Inventory 

Number

 Provenance

 1  〈Portrait of Prince Dawa 

Tsering of the Khoshut

 Oil Portrait〉65 (Fig. 50)

 Qianlong 21st year (1756) 66
 ID 22242

 Acquired from Mr Stansky in 1902

 2 〈O i l  Portrait o f  K h a a n  
T s e r i n g  o f  t h e  D o r b o d  
Clan〉67  (Fig. 51)

 From the 19th year of the 
Qianlong reign (1754) to the 
20th year of the Qianlong reign 
(1755)

 ID 31805  Donated in 1911 b y  Paul von  
Mendelssohn-Bartholdy

 Donated

 3  〈Oil Portrait of Prince Dawa of 

Chöros〉68

 (Fig. 52)

 Ibid.
 ID 22228

 Acquired from Mr Stansky in 1902

 4  〈Portrait of Dorbod 

Bunyantguts

 Oil Portrait〉69  (Fig. 53)

 Ibid.
 I D 24356  1 9 0 6  A c q u i r e d  f r o m  W. 

Baumotte

 Acquired from Mr Baumotte
 5  〈Portrait of Prince Batum of 

Dorbod

 Portrait〉70  (Fig. 54)

 Ibid.
 ID 24362

 Ibid.

 6  〈Portrait of Dorbod Baatar 

Gandorj

 Oil Portrait〉71  (Fig. 55)

 Ibid.
 ID 22229

 Acquired from Mr Stansky in 1902

 7  〈Oil Portrait of Prince Erdini, Prince 
of the House of Dorbod〉72  (Fig.

 56)

 Ibid.
 I D 22156  Acquired from Mr L. Glenk in  1902

 8  〈Oil Portrait of Prince Gendun, 
Z a s a q u s h a n  o f  Dorbod〉73  
(Fig.

 57)

 Ibid.
 I D 22230

 Acquired from Mr Stansky in 1902

65 Ethnological Museum Archive, Reference Number: E 488/02; Veit, "Die in Deutschland befindlichen Portraits," pp. 206–208, 229; Bügener, 
"Offiziersporträits," pp. 46–47.

66  For detailed research on the date of production, see below.
67  Ethnological Museum Archives, Ref. No.: E 865/11; Veit, "Die in Deutschland befindlichen Portraits," pp. 208–209, 229.
68  Ethnological Museum Archives, Ref. No.: E 287/02; Veit, "Die in Deutschland befindlichen Portraits," pp. 209–210, 231.

69  Ethnological Museum Archives, Ref. No.: E 1895/06; Veit, "Die in Deutschland befindlichen Portraits," 210, 233; Bügener, "Offiziersporträits," 48-
49.

70  Ethnological Museum Archives, Ref. No.: E 1895/06; Veit, "Die in Deutschland befindlichen Portraits," pp. 210-211,
 234.

71  Ethnological Museum Archives, Ref. No.: E 72/02; Veit, "Die in Deutschland befindlichen Portraits," 211-213, 235.

72  See Ethnological Museum Archives, Ref. No.: E 72/02; Veit, "Die in Deutschland befindlichen Portraits," 211-213, 236; Bügener, 
"Offiziersporträits," 46-47.

73  See Ethnological Museum Archives, Ref. No.: E 287/02; Veit, "Die in Deutschland befindlichen Portraits," 213,
 237.
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The above provides an overview of the Ziguangge portraits of meritorious officials held by the Berlin State 
Museums. According to the museum's archival records, these portraits and related works entered the collection in 
stages during the early to mid-twentieth century. The archives indicate that while several pieces were donated by 
collectors, the majority were acquired by the museum from private collections or antiquarians.Beyond antique 
dealers, the collectors of these Ziguangge portraits were predominantly military officers, though doctors and 
aristocrats were also among them. Several pieces had changed hands multiple times before finally entering the 
museum's collection, while two others were acquired in Beijing in 1901 by Müller, a researcher at the Ethnological 
Museum.

 Mr Nie Chongzheng has noted in his research that the dispersal of these works overseas is 
closely linked to the historical events of the Boxer Rebellion and the Eight-Nation Alliance invasion 
of China between 1900 and 1901. Notably, the Ziguang Pavilion within Zhongnanhai served as a 
German military encampment at the time. It is particularly noteworthy that the majority of these 
Ziguang Pavilion portraits are now concentrated in German collections. 74   Although the commander-in-
chief of the Allied Forces, German General Waldersee(Alfred   Graf   von   Waldersee, 1832–1904) criticised the open 
plundering and pillaging by allied forces in his report to German Emperor Wilhelm II (Friedrich Wilhelm Viktor 
Albert   von   Hohenzollern, 1859–1941, reigned 1888–1918) on 23 October 1900:

 Following the Allied occupation of Beijing, troops were granted a three-day licence for open plunder, after 
which private looting ensued. The material losses suffered by Beijing's residents were immense, though precise 
figures remain difficult to ascertain. While nations now shift blame for the pillaging, the undeniable fact 
remains that all nations participated thoroughly in the collective plunder at that time. In the case of the 
British, such military expeditions were conducted in a peculiar manner: all plundered goods were required 
to be surrendered, amassed within the embassy's main building, and formally auctioned off over several 
days. The proceeds were then distributed according to rank, resembling the distribution of spoils of war. 
Consequently, not a single Briton regarded the plundering as unlawful conduct.
 In Japan, such plundered goods were customarily appropriated by the state. The sums thus obtained were 
considerable.
 As for the Americans, plundering was formally prohibited; yet they proved remarkably resourceful in 
circumventing this prohibition to achieve their ends.
 The Russian army's methods of plunder appeared rather crude, and they simultaneously smashed everything into pieces 
without any plan whatsoever. Moreover, the French army was by no means lagging behind the other nations' 
armies in their plundering activities. 75

74  Nie Chongzheng, "Portraits of Meritorious Officials in the Ziguang Pavilion: From Drafts to Final Paintings," pp. 138-140.

75  Wadese, translated by Wang Guangqi, Notes on the Boxer Rebellion (Beijing: Zhonghua, 2009),  p p .  55–56.
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 Moreover, in his diary entry of 12 November, he declared:

 The trade in goods plundered during the looting is extremely flourishing here. Merchants from all 
quarters, especially those from America, have long been engaged in this business and have reaped 
enormous profits. The items sold are chiefly ancient bronzes, porcelain from various dynasties, and jade. 
Next in quantity are silk goods, embroidered articles, leather goods, copper vases, and lacquerware. 
Gold and silver items, however, are seldom seen.Most lamentable is the wanton destruction of 
many precious objects, often including priceless wooden carvings. Only my quarters still harbour 
numerous treasures, all remaining intact. Should we withdraw, they will inevitably fall into the hands of 
Chinese bandits and be utterly consumed by fire.The Summer Palace of 1860 (referring to the Old 
Summer Palace) met precisely this fate. All that the British and French troops did not carry off or 
destroy was subsequently burned by the local populace after their withdrawal.

 The most fortunate were those whose German troops did not participate in the open plundering. [    ] 76

 Yet judging by the sheer volume of Ziguangge portraits of meritorious officials and related works preserved in 
Berlin, and given that these pieces were predominantly held by officers and nobility, it is evident that German 
forces too participated in the open plundering of cultural artefacts at that time. Their involvement was no 
less extensive than that of the other nations' armies criticised by Waldersee – they were cut from the 
same cloth, merely fifty paces ahead of the hundred-pace mark!Moreover, the aforementioned account by 
Waldersee himself—justifying the destruction of artefacts to prevent their capture by what he termed "Chinese 
bandits"—alongside the fact that two hanging scrolls depicting the Ziguangge Meritorious Officials were 
purchased in Beijing in 1901 by Müller, a researcher at the Ethnological Museum, demonstrates that foreign 
military forces were not the sole perpetrators of cultural plunder at that time.but that "Chinese bandits" also 
seized the opportunity to loot, participating in the open plundering of the Qing Palace artefacts.

 III. Newly Discovered Fragment of the Scroll Depicting the Fifty Meritorious Officials 

Prior to the Pacifying of the Junggar and Muslim Regions

 In June 2015, whilst conducting inventory work in the storerooms of the Berlin Museum of Asian Art, 
the author unexpectedly discovered fragments of an unregistered work (Fig. 6).The front section of this 
fragment constitutes the frontispiece of a handscroll. The current condition indicates it was torn, with 
only the characters "Bing (half character) Ji" remaining. The rear section comprises the "Praise for the Fifty 
Meritorious Officials Portrayed in the Purple Light Pavilion," the text of which reads as follows: 77

 Preface to the Portraits of the Fifty Meritorious Ministers in the Purple Light Pavilion

 In the campaign against the Western forces, we relied on Heaven's favour, seized the favourable moment, drew upon 

collective strength, and through concerted planning and execution, were fortunate to achieve success. This was certainly not 

the work of one man alone.

76  Wadexi, Notes on the Wadexi Fist Uprising, p. 76.
77 In terms of literary form, this text should be regarded as the preface to the Qianlong Emperor's imperial composition "Eulogies to the 

Fifty Meritorious Ministers Portrayed in the Purple Light Pavilion". However, the records in the "Works Records" collectively refer to it as a 
eulogy, hence this designation is adopted. See: First Historical Archives and The Chinese University of Hong Kong, eds., Compilation of Archives from the Imperial 
Household Department's Bureau of Manufactures (Beijing: People's Publishing House, 2005), vol. 26, p. 726.
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 What may be anticipated is certain. Yet what may somewhat appease public opinion and satisfy one's 
deepest convictions is nothing other than the swift and appropriate application of rewards and 
punishments. As the saying goes: "The sun must shine at noon; the knife must cut when wielded." This speaks 
to the necessity of promptness in responding to circumstances.The Book of Documents states: "In doubtful cases of 
guilt, treat lightly; in doubtful cases of merit, treat generously." This speaks to the necessity of reliability in 
rewards and punishments. Opportunities arise from infinite sources and demand responses to myriad 
transformations—a matter difficult to articulate. Yet while reliability in rewards and punishments 
seems straightforward, it too presents challenges. These arise from failing to assign appropriate 
consequences to actions, allowing personal bias to intervene.Moreover, if leniency is applied even 
when guilt is unquestionable, what fear would those who cling to life have? While rewarding merit 
generously when doubt is absent is just, applying severity when doubt exists breeds ambition for 
undeserved rewards, leaving true merit overlooked. Thus, doubt must be avoided.When no doubt 
exists, only genuine merit receives due reward, and only genuine guilt incurs certain punishment. Thus, 
those who risk life and limb, braving arrows and spears, who would not be spurred to action by such 
deterrence? Now that affairs are settled and achievements accomplished, portraits of the meritorious 
ministers are displayed in the Hall of Purple Light. I myself have personally inscribed each with 
commendations.Yet this is no mere ceremony, nor is it adorned with florid prose. It is a 
straightforward record of the ministers' deeds, with explanations as follows. While the Cloud 
Terrace holds twenty-eight and the Lingyan Pavilion twenty-four, these fifty individuals are honoured 
because, with the nation unified within and without, many rendered distinguished service. Still, only the 
most illustrious are selected here. As for those who slew generals, captured banners, achieved singular 
feats, and earned titles, it is equally intolerable that their deeds should fade into obscurity.Their 
likenesses were thus depicted, with the imperial scholars composing the accompanying inscriptions. 
Imperial edict, sixth month of summer, Gengchen year of the Qianlong era.

 The text describes Emperor Qianlong attributing the success of the Western Expedition to favourable timing, 
advantageous terrain, and harmonious human endeavour, with his fair application of rewards and 
punishments being pivotal to victory. It further recounts that the creation of portraits of meritorious officials 
in the Purple Light Pavilion drew inspiration from Emperor Ming of the Eastern Han Dynasty (Liu Zhuang), 
who in the third year of Yongping (60 CE) commissioned portraits of twenty-eight generals to be painted in 
the Cloud Terrace Pavilion of the Southern Palace, as well as from the seventeenth year of the ♛ Guan era(643) 
when Emperor Taizong of Tang, Li Shimin, commissioned the painter Yan Liben (?-673) to depict the 
portraits of the Twenty-Four Generals at Lingyan Pavilion in Chang'an to commemorate and honour 
their military achievements. The text further emphasises that the personal commendations composed 
by the Emperor for each general were recorded "in accordance with the facts," refraining from excessive praise 
of their military exploits to demonstrate impartiality and fairness.However, the scale of the honoured figures far 
exceeded previous traditions. Taking the campaigns against the Jungar and Hui tribes as examples, each series 
honoured fifty meritorious subjects, totalling one hundred. When combined with those honoured for the 
campaigns against the two Jinchuan regions, Taiwan, and the Gurkhas, the total reached two hundred and 
eighty—ten times the previous tradition.This phenomenon reveals Emperor Qianlong's profound emphasis on 
military merit, ethnic affairs, and diplomatic matters. Though he claimed his commemorative inscriptions 
were "merely descriptive, without ornate embellishment," the scale and form of his honours surpassed those of 
previous dynasties.

 Upon examination, the laudatory inscriptions correspond to those recorded in the 58th year of 
Qianlong (1793) in the Shiqu Baojian Xubian (Supplement to the Precious Catalogue of the Stone Chamber) 
under the entry "Portraits and Inscriptions of the Fifty Meritorious Subjects in the Pacification of the Ili Muslim Region" 
(i.e., the scroll "Portraits of the First Fifty Meritorious Subjects in the Pacification of the Junggar and Muslim 
Regions").The original frontispiece inscription should have read "Recording Meritorious Deeds," but only one 
and a half characters remain. Examination of the imperial seals reveals:

 "Broadly Opening the Four Gates of Wisdom" (red seal), "Employing Its Centre" (white seal), "Qianlong's Imperial Amusement" (white seal), "Qian" (red 

seal),



80 Archives of the Imperial Household Department's Bureau of Manufactures, 
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 "Exalted" (red seal), "Leisurely Practising Calligraphy" (white seal), all matching recorded descriptions. 78  However, the seal "The 

Supreme Emperor's Seal"
 (red seal) on the interleaf was applied after the compilation of the Shiqu Baojian Xubian and thus was 

not recorded therein. Furthermore, comparison with three other scroll fragments from the Asian 
Museum's collection—namely, the Fragment of the Portrait of First-Class Bodyguard Bokh Baturu Laoge, the Fragment of the Portrait of First-Class 
Bodyguard Mergen Baturu Dakhtanaand the Fragment of the Portrait of First Class Minister of War, Prince Guiyi, Ali Gun, all held by the 
Asian Museum. Given the similarity in paper quality and dimensions (paper height approximately 30 cm), 
it is confirmed that this fragment constitutes the frontispiece and inscription fragment of the Qianlong 
Emperor's handwritten Scroll of Portraits of the Fifty Meritorious Ministers Who Pacified the Junggar and Muslim 
Regions.

 As the museum holds no records pertaining to this Fragment of the Frontispiece and Inscription, it is 
only known that the other three fragments—Fragment of the Portrait of First-Class Bodyguard Bokh Baturu Laoge, Fragment 
of the Portrait of First-Class Bodyguard Mergen Baturu Dakhtana, and Fragment of the Portrait of Minister of State, First-Class 
Valiant Duke, Minister of War Ali Gong—originally belonged to the East Asian Museum in former East Berlin. 
Following German reunification, part of its collection merged with that of the East Asian Art Museum in 
former West Berlin to form the present-day Asian Art Museum, while another portion was transferred to the 
Ethnological Museum. 79   The author surmises that this fragment of the frontispiece and colophon also 
originated from the former East Berlin collection and was transferred to the Museum of Asian Art alongside 
the other three fragments after German reunification. However, it was likely overlooked during the transfer 
handover and subsequently obscured within the museum's storage.Furthermore, judging by the state of 
preservation of the Fragment of Frontispiece and Colophon, the tearing likely occurred before its entry into 
the museum collection, vividly illustrating the devastation endured by cultural relics during the plundering 
process.

 Regarding the handscroll portrait of meritorious subjects from the pacification of the Junggar and Uyghur 
regions, the "Records of the Imperial Household" documents that in the sixth month of the twenty-sixth year of the 
Qianlong reign (1761):

On the thirteenth day, received one document from Assistant Secretary An Tai [T a i ] and Deputy Clerk 
De Kui, which stated: On the twelfth day of this month, Eunuch Hu Shijie delivered one roll of Korean paper. 
Imperial edict: Order Jin Tingbiao to paint a handscroll portrait of meritorious subjects. By Imperial 
Command. (80)

 Upon examining the fragment of the scroll depicting meritorious subjects, the paper exhibits not only a thin 
texture but also a smooth, glossy surface, consistent with the archival record stating it was painted on Korean 
paper. Furthermore, the format of the scroll's frontispiece and the mounting of the accompanying commentary are 
documented in the Workshop Records. In the eleventh month of the twenty-sixth year of the Qianlong reign (1761):

 On the 19th, received one imperial edict from Director Dasai, containing the following items delivered by 
Eunuch Hu Shijie on the 17th of this month: one scroll bearing the Emperor's handwritten 
commendations for meritorious subjects, and one scroll of Jin Tingbiao's painting Meritorious Subjects. 
Imperial decree: The imperial copy of the commendations for meritorious subjects shall be mounted 
using water-separated

78  Wang Jie and Dong Gao et al., comp., Secret Palace Jewel Forest: Continuation of the Stone Channel Treasure Catalogue (Taipei: National Palace Museum, 1971), pp. 3652–3657.
79  For the East Asian art collection at the former East Berlin, see: Violet Renée, Einführung in die Ostasiatische Sammlung (Berlin: Staatliche 

Museen zu Berlin, 1982); Siegmar Nahser, "Ostasiatische Sammlung," in Die Museumsinsel zu Berlin,  ed.  Peter Betthausen,  Dietmar Riemann,  
Marga Riemann (Berlin:
 Henschelverlag, 1987), pp. 164–169.
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 The preceding paragraph; the Meritorious Subjects Scroll follows, mounted as a single handscroll. So ordered. 81

 It is evident that placing the colophon before Jin Tingbiao’s Meritorious Subjects was the Emperor Qianlong’s 
intention. Comparing the format of the Scroll of the Twenty Meritorious Subjects in the Pacification of Taiwan, 
which appeared at auction in 2015 82, reveals that this format later became standard for handscroll versions of 
the Meritorious Subjects. However, it is noteworthy that in the text of the Preface and Colophon Fragment and in 
the

 the Shiqu Baojian catalogue entry, both the Qianlong Emperor's imperial colophon and the date inscribed 
by Jin Tingbiao at the scroll's end are recorded as the 25th year of the Gengchen era (1760) under 
Qianlong's reign. This predates the date recorded in the Huojian Dang by one year. Therefore, the author 
contends that

 the handscroll portrait of meritorious officials recorded in the Working Records is unlikely to be Jin 
Tingbiao's Scroll of Portraits of the First Fifty Meritorious Officials in the Pacifying of the Jungar and Muslim Regions as 
documented in the Stone Chamber Treasury. It is highly probable that it refers to the Scroll of Portraits of the Second Fifty 
Meritorious Officials in the Pacifying of the Jungar and Muslim Regions, which was also painted by Jin Tingbiao.

 Regarding the relationship between the hanging scroll and handscroll portraits of meritorious subjects 
in the Purple Light Pavilion, taking the "Portraits of Meritorious Subjects in the Subjugation of the Jungar and 
Muslim Regions" as an example: although the Qianlong imperial inscription on the hanging scroll is dated 
Spring of the Gengchen year (1760), while that on the handscroll is dated Summer of the Gengchen year, 
suggesting the hanging scroll predates the handscroll.However, comparing the same figures depicted in the 
hanging scroll and the handscroll fragment reveals striking similarities. For instance, the fragment of the portrait of First 
Class Bodyguard Bokh Batur Laoge (Fig. 8) and thethe hanging scroll portrait of First-Class Bodyguard 
Bokh Batur Laoge (Fig. 18), the two are virtually identical in form. Yet it is evident that the treatment of light 
and shadow on the figure's face, along with the depiction of details such as clothing and objects, is 
comparatively simplified in the handscroll fragment. Its formal characteristics align more closely with those 
of a draft or small-scale model.Therefore, Mr Nie Chongzheng's view that the scroll-format portrait of the 
Ziguang Pavilion Meritorious Subjects served as a preliminary sketch or small-scale model submitted to 
Emperor Qianlong for review prior to the production of the formal hanging scroll intended for display 
within the Ziguang Pavilion, is entirely reasonable. 83   This draft or small-scale version was in turn based on 
oil portraits originally collected for the creation of the figure portraits. Comparing the extant Oil Portrait of Yun 
Qiwèi, Second-Class Bodyguard Guji'erbatulu, Yun Qiwèi, Yun Chuo'erdu (Fig. 41) and

〈 Portrait Scroll of the Former Second-Class Bodyguard, Guijierbalu Yunqiwei, Jianchotu 〉  (Fig. 2 0 ),The posture 
depicted in the oil portrait of Manchu-Chu'er drawing his bow and arrow was not entirely transferred to the 
hanging scroll portrait. This indicates that the oil portrait and the final completed portrait of the meritorious 
subject were not identical, but rather served as a reference for creating both the handscroll and hanging scroll 
portraits of the meritorious subjects.This allows us to infer the process by which Jin Tingbiao created this 
preliminary sketch: he based his initial draft on oil portraits of the subjects painted by Lang Shining, Wang 
Zhicheng (Jean-Denis Attiret,1702–1768), and Ignatius Sickeltart (1708–1780). Based on the official positions of the 
depicted figures, he then added their attire and postures.Only after the completed sketch received imperial 
approval did production commence on the hanging scroll portrait destined for display in the Purple Light Pavilion. 
The authorship and production process of the fifty portraits of meritorious officials who contributed to the 
pacification of the Junggar and Muslim regions are also documented in the Workshop Records.

81  Archives of the Imperial Household Department of the Qing Palace, Vol. 26, p. 726.

82  See Beijing Poly International Auction Co., Ltd., Catalogue for the auction "The Greater the Admiration, the Higher the Achievement:  Ancient Chinese 

Paintings and Calligraphy Evening Sale" auction catalogue (5 June 2015)

 , Lot 2014.

83  Nie Chongzheng, "Portraits of Meritorious Officials in the Ziguang Pavilion: From Draft to Final Version," p. 127.
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 October 〈Ruyi Studio〉:

 On the 14th, received a sealed edict from Langzhong Dekui et al., which stated: On the 12th day of the 
tenth month, Eunuch Hu Shijie conveyed the imperial decree: The portraits of the fifty meritorious subjects 
before and after are to be painted by Jin Tingbiao, who shall copy the handscroll images onto hanging 
scroll drafts; Ai Qimeng is to paint the facial portraits on white silk; the drapery and colouring are to be 
painted by the enamel painter. By Imperial Command. 84

 Additionally, May of the 29th year of Qianlong (1764), 〈Enamel Workshop〉:

 On the 19th, received a sealed document from Chief Clerk Jin Hui and Storehouse Keeper Bai Yongji, which 
stated: On the 10th of this month, Eunuch Hu Shijie conveyed the imperial decree: The portraits of the next 
fifty meritorious subjects shall have their drapery painted by the painters of the Imperial Painting Academy, 
who shall prepare draft sketches for presentation and approval. So ordered. (85)

 The chronology in the Workshop Records clearly indicates that the hanging scroll portraits were produced 
after the handscroll sketches. Based on archival documentation, the entire production process for the 
"Portraits of Meritorious Subjects in the Campaigns against the Junggar and Muslim Rebels" can be 
reconstructed as follows:First, Emperor Qianlong commissioned Western missionaries skilled in oil painting—
Lang Shining, Wang Zhicheng, and Ai Qimeng—to create oil portraits of each meritorious subject as source 
material. Qianlong then personally inscribed laudatory verses for the first fifty subjects (the verses for the 
subsequent fifty were composed by Confucian officials).Subsequently, court painter Jin Tingbiao was 
tasked with creating preliminary handscroll sketches. Finally, the hanging scroll portraits were 
completed. Jin Tingbiao drafted the figures for the hanging scrolls, while the Western painter Ai 
Qimeng executed the facial portraits. The drapery and colouring were rendered by Chinese painters 
employed in the Enamel Workshop and the Imperial Painting Academy.Regarding the completion dates, the 
vertical scrolls depicting the "First Fifty Meritorious Subjects in the Subjugation of the Junggar and Muslim 
Regions" were finished around the 28th year of the Qianlong reign (1763), while those depicting the "Second Fifty 
Meritorious Subjects in the Subjugation of the Junggar and Muslim Regions" were completed around the 
29th year (1764). This painting methodology likely became the standardised model for subsequent portraits 
of meritorious subjects created for various military campaigns.

 IV. Re-examining the Berlin Version of Marble Chopping the Array

 The Berlin National Museum's Asian Art Gallery houses a painting by Lang Shining entitled "Ma 
Wan Cutting Through the Enemy Ranks" (hereafter referred to as the Berlin Version, Fig. 1). The painting 
depicts the valiant exploits of the eighteenth-century commander Ma Wan during the campaigns to 
pacify the Western Regions. Ma Wan is not recorded in the Draft History of the Qing, though he is known 
to have distinguished himself in the Qing army's campaigns to subjugate the Western Regions. Since its 
acquisition by the museum in the early twentieth century, various scholars have proposed differing opinions 
regarding the attribution of this scroll.In the museum's early academic publications and catalogues, 
successive directors Professor Otto Kunz, Professor Roger Goepper (1925–2011), and Professor Beatrix von Ragué 
(1920–2006) all attributed

84 Archives of the Imperial Household Department and the Imperial Workshops, Volume 28, p. 75.
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 This work is regarded as an authentic piece by Lang Shining. 86  Itwasnot until 1985 that Professor Lothar 
Ledderose of Heidelberg University proposed a different view in his published thesis, suggesting that the Berlin 
version was a workshop copy.87  This view subsequently became the established position among German scholars, 
adopted by subsequent researchers who consistently regarded the scroll as an anonymous workshop copy 
imitating Lang Shining's style within the Qing court painting academy. 88  However, scholars outside Germany 
hold the contrary view, maintaining that this work is an authentic Lang Shining. 89

 The Berlin version of the "Jade Chopping Array" is a handscroll measuring 36.4 cm in height and 303.3 cm 
in length, executed in ink and colour on paper. A lengthy colophon written by Emperor Qianlong's scribe at the 
scroll's end indicates its completion in the twenty-fourth year of Qianlong's reign (1759).The composition employs a 
hybrid Sino-Western technique. While the rendering of figures, horses, and objects exhibits a strong tendency 
towards realism and naturalism, it avoids excessive chiaroscuro. This is widely understood to stem from the 
Chinese emperor's aversion to pronounced shadows, particularly on faces.

 The National Palace Museum also holds a scroll of Lang Shining's
 (hereafter referred to as the Taipei version, Fig. 58), the Berlin version is considered a copy produced by the 

imperial workshop. Nevertheless, differences persist between the two scrolls: firstly, the Taipei version 
bears Lang Shining's inscription "Your humble servant Lang Shining respectfully painted" and his seals 
"Shining" and "Respectfully painted", which are absent from the Berlin version.Nevertheless, not all works attributed to 
Lang Shining bear his signature. For instance, the unsigned Painting of Tamed Reindeer from the East Sea, housed in the 
National Palace Museum, is recognised by scholars as his work. Thus, the presence or absence of a signature 
cannot serve as the sole criterion for determining Lang Shining's authorship. 90   II. Both scrolls are followed 
by an extended colophon by Emperor Qianlong. The Taipei copy is in running script, while the Berlin copy is 
in regular script. Furthermore, the Berlin copy's extended colophon...

86 Otto Kümmel, A Millennium of East Asian Painting (Exhibition Catalogue, Celle Castle, 2 July–27 August 1950), Cat. No. 31, 24; Roger Goepper, 
Kunst Ostasiens (Exhibition Catalogue, Haus am Waldsee Berlin, September to November 1963), Cat. No. 60; Beatrix von Ragué, Oude Chinese kunst 
uit het Museum für Ostasiatische Kunst te Berlijn (The Hague: Gemeentemuseum, 1969), Cat. No. 25; Beatrix von Ragué, Selected Works of East Asian 
Art (Berlin: Staatliche Museen Preußischer Kulturbesitz, Museum für Ostasiatische Kunst, 1970), Cat. No. 44; (1972 [2]), Cat. No. 46; (1977 [3]),
 Cat. No. 46.

87  Lothar Ledderose, ‘Machang Breaks Through the Enemy Lines. A Chinese Historical Painting in Berlin’, in Yearbook 1983/84. Wissenschaftskolleg zu 
Berlin, ed. Peter Wapnewski (Berlin: Siedler, 1985), 181–193.

88  Burglind Jungmann, ‘Machang, the Valiant Hero, Breaks Through the Enemy Lines’, in Europe and the Emperors of China, Cat. No. 12/19, 330; 
Ledderose, Orchids and Rocks, Cat. No. 47, 342–350; Butz, Images for the 'Hall of Crimson Radiance', Cat. No. 18, 52–53; Bügener, 'The Emperor's 
Heroes en
Miniature," pp. 41–42; Bügener, The Gallery of Heroes of the Qianlong Emperor, pp. 80–81.

89  Nie Chongzheng, "Observations on Qing Palace Paintings at the Berlin Museum," p. 61;Zeng Jiabao, "Recording Great Merits and Achievements:  Pictorial 
R e c o r d s  o f  the Qianlong Emperor's Ten Perfect Military Victories –  P o r t r a i t s  o f  M e r i t o r i o u s  O f f i c i a l s  a n d  Battle Scenes," pp. 56–
57; Nie Chongzheng, The Splendour of Court Art, pp. 158–159; Nie Chongzheng, "The Portraits of Meritorious Officials in the Ziguang Pavilion: From Drafts to Final 
Paintings," p. 132.

90  Chen Yunru, "Taming Reindeer in the East Sea," in Wang Yaoting (ed.), New Perspectives: Lang Shining and Western Styles in the Qing Court (Taipei: National Palace 
Museum, 2007), pp. 98–99.
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 The colophon bears the title "Song of Mergen Batur's Battlefield Feats" and is followed by a lengthy Manchu 
colophon 91 , absent in the Taipei copy. Following the Chinese colophon in the Taipei copy, three lines describe the 
painting's commission: "Mergen Baturo Ma'an, whose battlefield exploits are truly remarkable and worthy of 
record. Therefore, artisans were commanded to paint this image and compose a song to commemorate his deeds. 
The long summer of the Year of the Yang Earth Rabbit, by Imperial Brush. 92 "

 Professor Reddick, comparing the Taipei and Berlin scrolls, noted differences in painting quality. 
He observed that the depiction of Mamu's armour in the Berlin scroll lacks three-dimensionality and appears 
stiff, leading him to conclude that the Berlin scroll is a workshop copy produced in the imperial court. 93   
However, when comparing other elements of the paintings—such as facial features, horses, and even the 
depiction of various objects—the stylistic differences prove remarkably subtle. Considering the operational 
model of the Qing imperial painting academy 94  it is highly probable that Lang Shining executed the crucial 
elements of the Berlin version, such as the faces and horses, while delegating the rendering of other sections to 
assistants or pupils. Consequently, the "stylistic issue" highlighted by Reddish does not resolve the question 
of authorship for the Berlin version.It is also worth noting that the Berlin version was already severely 
damaged when it entered the museum collection, most likely sustained during its looting. The majority of its 
mineral pigments had flaked off, and the work underwent restoration in Kyoto, Japan, in 1968.Does the 
damaged state of the painting affect our stylistic judgements? The question here is whether the Berlin 
version was indeed executed by Lang Shining, and how this inquiry might further illuminate the operational 
mechanisms of the Qing court workshop in the 18th century.

 In fact, stylistic analysis is not essential; records from the Workshop Records can resolve this issue. According 
to the June 1759 entry for the Ruyi Workshop:

91  Based on Giovanni Stary's research into the rhyming scheme and textual content of this lengthy Manchu colophon, it 
constitutes a Manchu paraphrase of the preceding Chinese colophon. See Giovanni Stary, "Mandschurische Miszellen," in 
Florilegia Manjurica in Memoriam Walter Fuchs, Asiatische Forschungen Band 80, edited by Michael Weiers and Giovanni Stary (Wiesbaden: Otto
 Harrassowitz, 1982), pp. 76–86.

92  Secret Chamber Jewel Forest: Continuation of the Stone Channel Treasure Catalogue, p. 3050.
93 Ledderose, "Machang Breaks Through the Enemy Lines," pp. 188–192; Ledderose, Orchids and Rocks, pp. 342–350.

94  For the mechanisms of the Qing dynasty court painting academy, see: Yang Boda, "Perspectives on Qing Court Painting"; "The Evolution of the 
Qing Qianlong Court Painting Academy"; "The Art of Court Painting in the Kangxi, Yongzheng, and Qianlong Eras", all included in Qing Court Painting (Beijing: 
Forbidden City, 1993), pp. 7-35;pp. 36–57; 58–83; Nie Chongzheng, "The Qing Imperial Painting Institutions, Systems, and Artists," in The Splendour of Imperial Art, pp. 1–28; Yang 
Boda, "The Development of Ch’ien-lung (Qianlong) Painting Academy," in Words and Images: Chinese Poetry,
 Calligraphy, and Painting, eds. Alfreda Murck and Wen C. Fong (New York: Metropolitan Museum of Art, 1991), pp. 333–356; Hironobu Kohara, 
"Court Painting under the Qing Dynasty," in The Forbidden City: Court Culture of the Chinese Emperors (1644–1911), Hironobu Kohara, Erling von 
Mende, Shan
Gupqiang, Ellen Uitzinger et al. (Rotterdam: Museum Boymans-van Beuningen, 1990), pp. 93–102; Ji Ruoxin, "The Ruyi Studio during the Qianlong Period," Academic 
Quarterly of the National Palace Museum, vol. 23, no. 3 (Winter 2006), pp. 127–152.Chen Yunru, Research Fellow at the Department of Paintings and 
Calligraphy, National Palace Museum, has also examined the production patterns of Qing court paintings through individual works. See: 
Chen Yunru, "The Shape of Time: A Study of the Qing Court Paintings of the Twelve Months," National Palace Museum Quarterly, vol. 22, no. 4 (Summer 2005), pp. 103-139;Chen 
Yunru, "Creating Authenticity: Re-evaluating the Art-historical Significance of the Qing Court Version of Along the River During the 
Qingming Festival within the Painting Academy of the Yongzheng Reign," National Palace Museum Quarterly, vol. 28, no. 2 (Winter 2010), pp. 1–64.
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 On the seventeenth day, received a dispatch from Assistant Minister An Tai and Treasury Keeper 
De Kui, which stated: Today, Eunuch Hu Shijie conveyed the imperial decree: Regarding the [marble] 
small portrait handscroll, Lang Shining is commanded to create another scroll in the style of a [long 
scroll]. By Imperial Command. (95)

 Although the archive does not explicitly record the work's title, the description indicates that the "small 
portrait handscroll of Ma Man" referred to is precisely the Ma Man Chopping the Array. It clearly records Emperor 
Qianlong's command for Lang Shining to "create another scroll".This archival material explains why two scrolls of the 
Marble Battle Formation Diagram exist, both executed by Lang Shining. 96

 The National Palace Museum holds another scroll by Lang Shining, A Yushi Holding a Spear to Repel Bandits, completed in 
the 20th year of Qianlong (1755) (Fig.  5 9 ). Its format and painting style closely resemble those of the two Marble 
Battle Formation Scrolls.97  Notably, the galloping black horses depicted in all three scrolls share almost identical 
poses, indicating Lang Shining reused the same preparatory sketch (or model sketch) during painting. According to 
the July 1755 records of the Ruyi Studio in the Workshop Archives, the production process for the "A Yuxi Holding a 
Spear to Repel Bandits" unfolded as follows:

 On the twenty-eighth day, received a dispatch from Assistant Minister Lang Zhengpei and Supervisor De Kui, 
stating: On the twenty-seventh day of this month, Grand Eunuch Wang Changgui conveyed the imperial 
decree: Lang Shining is commanded to paint an oil portrait of His Majesty's favourite, A Yuxi. By Imperial 
Command. 98

 The following day:

On the twenty-ninth day, a dispatch was received from Lang Zhengpei, Assistant Secretary, and Cui Zongde 
Kui, Chief Enforcer, stating:On the twenty-eighth day of this month, Lang Zhengpei, Assistant Secretary, 
and Cui Zongde Kui, Chief Enforcer, received an imperial decree in person: Lang Shining is commanded 
to paint one large scroll depicting the "Aiyushi [Ayushi]  Desheng Camp". Furthermore, he is to paint 
a portrait of Aiyushi [Ayushi]  in the style of a handscroll on Xuan paper. So ordered.

 On the ninth day of the eighth lunar month of this year, Lang Zhengpei, Assistant Secretary, presented the completed scroll in the 'Paomazhā

qiang' style. (99)

 Archival records indicate that Lang Shining first executed an oil portrait of Ayushi, then created a handscroll 
in the "horse-riding spear" format based on this portrait. This scroll is titled "Ayushi Holding a Spear to Repel 
Bandits". Concurrently, he produced a large mounted painting titled "Ayushi's Victory".The Workshop Records also mention 
a large hanging scroll titled Victory of Marwan,

95  Archives of the Imperial Household Department of the Qing Palace, Vol. 24, p. 681.
96  Researcher Liu Yuzhen of the Painting and Calligraphy Department at the National Palace Museum also noted this material, suggesting 

that the "Marble Cleaving the Ranks" painting likely existed in more than one version. See Liu Yuzhen, "Lang Shining's Qing Dynasty Painting of Marble 
Cleaving the Ranks," in He Chuanxin (ed.),   : The Art of Lang Shining, 300th Anniversary of His Arrival in China (Taipei: National Palace Museum, 2016), pp. 160–161.

97  Lin Lina, "Qing Lang Shining's Painting of A Yuxi Holding a Spear to Repel Bandits," in Feng Mingzhu (ed.), The Cultural Endeavours of Emperor Qianlong (Taipei: National Palace Museum, 
2002), pp. 132-133; and Divine Brushwork: Lang Shining's Three Centuries in China Special Exhibition, pp. 158-159.

98  Archives of the Imperial Household Department's Bureau of Manufactures, Vol. 21, pp. 312–313.

99  General Compilation of Archives from the Imperial Household Department's Bureau of Manufactures, Volume 21, pp. 312–313.
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 March, 25th year of Qianlong's reign (1760) 〈Ruyi Workshop〉:

 On the 17th, received a dispatch from Assistant Directors An Tai and Jin Hui, stating: On the 10th of this 
month, Eunuch Hu Shijie conveyed the imperial decree: Remove the painting of Dawaqitu from beneath 
the Honglou Pavilion and immediately affix the newly painted Agate Victory Painting to the Ziguang 
Pavilion, adhering to the dimensions of the Dawaqitu painting.

 Fang Cong shall paint a landscape on silk to match the dimensions of the Dawaqitu. By Imperial Command. 100

 April of the same year:

 On the 1st day, received a sealed document from Assistant Minister An Tai [T a i ] and Jin Hui, stating: 
By imperial decree today: Both the "Dawaqi Painting" and the "Victory at Manhu Painting" shall each be 
raised three feet higher. By imperial command.
 On the twenty-first day of the seventh month, received a document signed by Attached Officials An Tai 
[T a i ] and Jin Hui: It stated: On the eighteenth day of the seventh month, the painting "The Victory of 
Manchu" was presented for viewing. By Imperial Decree: It is to be delivered to the Imperial Workshops for 
mounting. So ordered.
 On the twenty-third day of the seventh month, the supervisor of the workshop, Saling A'ao Dedaohuan, 
delivered the painting "Victory of [Mawen] " to the workshop for mounting. 101

 It is thus understood that upon completion of mounting, the "Victory of Mawu" painting was affixed 

within the Purple Light Pavilion. The Museum für Völkerkunde Hamburg

 (Museum für Völkerkunde Hamburg) houses a large hanging scroll titled The Great Victory at Hulman, depicting 
Manchu warriors valiantly resisting the enemy. 102   The author believes this hanging scroll, The Great Victory 
at Hulman, corresponds to the

 the "Mawan Victory Painting" mentioned in the Huojian Archives.

It may be inferred thatthe painting method for the "Marwan Cutting Through the Enemy Ranks" 
should mirror that of the "Ayusik Holding a Spear to Repel Bandits". First, an oil portrait of Marwan was 
created. Subsequently, based on this painted likeness, both the "Marwan Cutting Through the Enemy Ranks" and 
its larger mounted version were executed.Ayu Xi's oil portrait was executed by Lang Shining, while Mawan's 
surviving oil portrait is currently housed at the Übersee-Museum   Bremen, Germany. It is conceivable that this too 
may have been painted by Lang Shining? 103Two extant scrolls of the "Map of Mawan's Battle Formation" exist; it is 
highly probable that the "Portrait of Ayushi Holding a Spear to Repel Bandits" also comprises two scrolls?Beyond this, Matan and 
Ayushi are also featured in the Ziguang Pavilion series of portraits commemorating the "Fifty Meritorious Officials in the 
Subjugation of the Jungar and Muslim Rebellions": the portrait of "Commander-in-Chief of the Vanguard, Minister 
of the Leading Corps, Mergen Baturu Matan" ranks twenty-fifth, while that of "Minister of the Scattered Ranks, Khara Baturu 
Ayushi" ranks thirty-third. Regarding the Qing Palace's production of Ayushi

 100 Archives of the Imperial Household Department's Bureau of Manufactures, vol. 25, p. 490.

 101 Archives of the Imperial Household Department's Bureau of Manufactures, vol. 25, p. 493.
 102 For related research on this large painting depicting the Great Victory at Qurman, see: Niklas Leverenz, "From Painting to Print: The Battle 

of Qurman from 1760," in Orientations 41:4 (2010): 48-53; Niklas Leverenz, "The Battle of Qurman: A Third Fragment of the 1760 Qianlong Imperial 
Painting," in Orientations 46:4 (2015): 76-80. The author acknowledges the anonymous reviewer for drawing attention to the Hamburg-held 
Qurman Victory scroll and its fragment.

 103 The author has not yet been able to view the original work. To the author’s knowledge, this painting has never been published. It is noted here for future research.
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 For works related to Xi and Ma'an, see Table 6:

 Table 6: Qianlong-Period Works Featuring Themes Related to Agate and Malachite

 Form

 Subject

 Oil Painting  Small Sketch Scroll of 

Meritorious Officials
 (Jin Tingbiao, Scroll of 
Portraits of the Fifty 
Meritorious Ministers Prior 
to the Subjugation of the 
Junggar and Muslim 
Regions)

 Portraits of 

Meritorious 

Officials, Hanging 

Scroll
 (Sketched by Jin Tingbiao, 
facial features painted by Ai 
Qimeng, "Portraits of the 
Fifty Meritorious Officials 
Who Pacified the Junggar 
and Muslim Regions" 
hanging scroll)

 Hand Scroll  Large mounted 

painting

 Ayushi
 〈 Portrait of  
Ayusik 〉

 〈Portrait of Minister of the 
Court Hala Batulu A Yuxi〉
104

 〈 P o r t r a i t  o f  
M i n i s t e r  o f  t h e  
C o u r t  H a l a  B a t u l u  
A  Y u x i  Scroll〉 105

 〈Portrait of Ayushi 
Holding a Spear and 
Defeating Bandits〉

 〈Portrait of Ayushi 
Victorious in Battle〉

 Agate  〈Portrait of 

Mānyuán〉

 〈 P o r t r a i t  o f  
M e r g e n b a t u r ,  
C o m m a n d e r  o f  t h e  
V a n g u a r d  a n d  
M i n i s t e r  i n  C h a r g e  
o f  t h e  
E x p e d i t i o n a r y  
F o r c e

 Portrait of Rumam〉106

 〈 P o r t r a i t  o f  
M e r g e n b a t u r ,  
C o m m a n d e r - i n -
C h i e f  o f  t h e  
V a n g u a r d  a n d  
M i n i s t e r  o f  t h e  
G u a r d

 Portrait of Rumayun〉

 〈Marwan's Battle 

Formation Diagram〉

 〈Portrait of Manan's 

Triumph〉

 Having distinguished himself on the battlefield, Emperor Qianlong composed the Ode to Mergenbat's 
Charge Through the Enemy Ranks, inscribing it upon the painting to extol his valiant deeds:

 Song of Mergenbat's Charge Through the Enemy Ranks
 Since the year of the Yin-Hai, military affairs have 
arisen; Through our collective strength, we've 
achieved remarkable feats. Where rich rewards lie, 
brave warriors abound; They lay down their lives to 
repay their debt of loyalty. Shubutu, clad in armour, 
proved a formidable figure; Three Baturs followed in 
his footsteps.Countless others followed, yet Ma'an 
stood foremost among them. Through thirty battles 
he led the charge, capturing banners and slaying 
generals without equal. His iron cavalry overran the 
Etuo tribes, purging Ili and spreading his valour far 
and wide. This spring our army advanced swiftly to 
aid the besieged, with Fude commanding his troops 
like a mighty bear. Ma'an was ordered to lead the 
assault on Tulu, confronting the enemy's forces at 
Huergan.The rebels fled before our imposing array, 
But Mamu pressed on alone, pursuing the enemy to 
their last. His golden whip spurred his great horse of 
Dayuan, His embroidered bow remained unsheathed. 
One arrow struck the rebel's vital spot, The second, 
fired in haste, missed its mark. The third arrow finally 
felled the rebel from his horse, But suddenly he 
found himself deep within the enemy ranks.

104 Fragment of Portrait of Minister of the Court Hala Batulu Ayushi, currently in private collection. Plate see: Bügener, "Des Kaisers Helden en 
Miniature," 38.

 105 Portrait scroll of Minister of the Court Hala Batulu Ayushi, now housed in the Tianjin Museum. Plate see: Nie Chongzheng, "Portraits of Meritorious Subjects in the 
Ziguang Pavilion: From Draft Manuscripts to Final Paintings," p. 130.

 106 Fragment of Portrait of Mergen Batulu Ma'an, Minister in Charge of the Vanguard Command, privately held; plate in Bügener, "Des Kaisers Helden en 
Miniature," 41.
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 Swarms of foes pressed close, Zhuang's steed fell, its 
body strewn in the sand. He abandoned horse for 
foot combat, Bare-handed, he clashed with foes. His 
fierce shouts, fierce as the rainbow,Our troops 
advanced, and he emerged, Inspecting ten wounds 
piercing his frame. With cloth binding his injuries, he 
returned to battle, His righteous courage shielded by 
divine grace. The surrendered Hu at Huamen gasped 
in awe, Where could such extraordinary bravery be 
found? The general reported each fact truthfully, Not 
marvelling at his courage, but pitying his heart. Had 
he not resolved to be loyal and strong, How could he 
have dedicated his life to glorious deeds?The 
dispatch to return could not be delayed; the honours 
bestowed upon him now matched those of a peer. 
Before the banquet, his tale was recounted with tears; 
the lavish rewards seemed insufficient for his 
devotion. He returned to command the imperial 
guard, yet remained humble despite his past 
achievements. Since ancient times, reports were 
submitted to the Palace of Eternal Peace, yet now the 
Emperor did not summon him. Written by the 
Emperor's own hand in the sixth month of summer, 
the Year of the Yin Rabbit (1735). 107

 In Giuseppe Castiglione's painting "The Battle of Malana," Malana is depicted clad in armour, mounted upon a 
white steed. His left hand grasps a bow, while his right reaches backward to draw an arrow from his quiver. His 
gaze is fixed intently upon the foe he pursues.The fleeing foe, struck by an arrow, bleeds profusely, his head 
drooping as his helmet falls, the spear he once grasped now abandoned behind. The entire composition captures a 
dramatic moment, this tense scene perfectly matching the description in Emperor Qianlong's imperial poem "Song 
of Mergen Baturo Malan's Charge": "One arrow struck the enemy's vital point,"The following line states, "A second 
arrow, hastily drawn, missed its mark." Lang Shining chose to depict precisely the moment when Manhuo struck the 
enemy's vital point with one arrow and was about to draw another to press his advantage!Beyond the wounded 
enemy in the foreground and Ma'an's relentless pursuit in the background, the composition remains entirely void 
of background elements. This deliberate emptiness underscores Lang Shining's artistic intent: to convey Ma'an's 
heroic act of "suddenly forgetting his own safety as he plunged deep into the enemy ranks," utterly absorbed in the 
pursuit of his foe. The entire painting's composition stands as a testament to Lang Shining's masterful artistic 
arrangement.

 Q i a n l o n g  2 9 t h  y e a r (1764), a series of sixteen copperplate engravings titled "Victorious 
Campaigns Against the Junggar and Muslim Rebels" drafted by L an g  Sh i ni ng ,  Wa n g Zh ic he n g,  A i  
Q i m e n g , and Joannes Damascenus Salusti (?–1781), also depicts Mawen's valour. Specifically, the eighth engraving, 
"The Great Victory at Huerman"(Fig. 60). Although Lang Shining participated in the preliminary sketches for 
this series, recent research indicates that only the second print, The Assault on Dengge Mountain, and the 
seventh print, The Relief of the Black Water Siege, were sketched by Lang Shining 108, whilst the eighth print, The 
Great Victory at Hulin, was sketched by Joannes Damascenus Salusti.In The Great Victory at Huluman, Ande Yi depicted 
Marwan standing on the ground drawing his bow to shoot an arrow,

 107 Secret Palace, Jewelled Forest: Continuation of the Stone Channel Treasury, pp. 3049–3050.
 108 For relevant new research findings, see Zheng Yongchang and Zhou Weiqiang, "Copperplate Commemorations," in Divine Brushstrokes:

 Lang Shining: Three 
Centuries in China, pp. 240–307.
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 His horse lies slain beside him, and the intricate battle scene in the background depicts precisely the text of 
Emperor Qianlong's imperial poem "Song of Mergen Baturo Ma'an Cutting Through the Ranks": "Swarmed like bees 
and ants, all pressed close together, Ma'an's steed fell dead in the sand dunes.Abandoning his steed, he fought on foot 
with close-quarters weapons, his fierce shouts piercing the air like a rainbow." Comparing Lang Shining's and Andrey's 
depictions of Manhu's exploits clearly reveals the different artistic choices made by different artists when 
confronting the same subject matter.Moreover, the composition of the copperplate engraving "The Great Victory at 
Hulin" drafted by Andrey is similar to that of the aforementioned "The Great Victory at Hulin" paste-up currently 
housed in the Hamburg Museum of Anthropology. However, the latter, being larger in size, features more figures 
and details within the frame.The author contends that the Hamburg-held "Great Victory at Hulman" (i.e., the Ma'an Victory scene) 
was most likely produced under Andrea Werding's artistic direction.

 But why are there two identical scrolls of Lang Shining's "The Battle of Manchu"? According to the records in the Stone Chamber Treasury 

Catalogue,
 both the Taipei version of "Mawan Cutting Through the Enemy Ranks" and "Ayushi Holding a Spear to Repel 

Bandits" were housed in the Palace of Peace and Longevity. 109  It is therefore highly probable that one scroll (the 
Taipei version) was intended to form a pair with "Ayushi Holding a Spear to Repel Bandits", while the other scroll

 (Berlin version) was likely stored within the Hall of Azure Light (or, paired with the other possible scroll 
of 〈Ayu Xi Holding a Spear to Repel Bandits〉, also kept in the Hall of Azure Light).The Berlin version of 
the Agate-Carved Battle Formation Diagram was most likely originally housed in the Purple Light Pavilion. 
It was likely looted during the Boxer Rebellion alongside the portraits of meritorious officials from the 
pavilion, subsequently passing into private European collections before being acquired by the museum in 
1914.

The Qianlong Emperor frequently issued decrees instructing his court painters to copy works 
by Lang Shining. For instance, the records in the Ruyi Studio section of the Workshop Register for the sixth 
month of the twenty-fifth year of Qianlong's reign (1760) state:

 On the third day, received a document bearing the seals of Councillors An Tai and Jin Hui, which stated: On 
the twenty-fifth day of the fifth month, Eunuch Hu Shijie conveyed the following imperial decree: Lang Shining 
has completed two large paintings, "The Partridge" and "The Blue Sheep". Jin Tingbiao is hereby ordered to use white silk and produce 
two additional paintings of identical dimensions. So ordered. 110

 Lang Shining's Blue Goat and Jin Tingbiao's imitation Blue Goat are now housed respectively in the National Palace 
Museum and a private collection in the United States.Comparing the two works reveals distinct stylistic differences 
between Lang Shining and Jin Tingbiao, with each piece bearing the respective artist's signature. Emperor 
Qianlong's instruction for Jin Tingbiao to copy Lang Shining's "Blue Goat" and "Green Chicken" paintings served a 
specific purpose, as documented in the "Works Records" under the "Ruyi Studio" section for the 25th year of Qianlong's 
reign (November):

 On the second day of the month, a dispatch was received from Assistant Ministers An Tai and Jin Hui, 
stating: On the twenty-third day of the tenth month, Eunuch Hu Shijie delivered one painting titled "All Nations Paying 
Homage," along with two paintings by Lang Shining: "The Blue Goat" and "The Spotted Chicken." Imperial decree: These are to 
be delivered to the Ruyi Workshop for mounting on paper. The paintings "The Blue Goat" and "The Spotted Chicken" are to be mounted 
as hanging scrolls. By Imperial Command.111

 109 Secret Palace Jewel Forest: Continuation of the Stone Channel Treasure Catalogue, pp. 3048–3050.

 110 Archives of the Imperial Household Department's Bureau of Manufactures, vol. 25, p. 504.



27

 Also in the same month:

 On the twenty-third, received a sealed document from Assistant Minister An Tai, which stated:On 
the 20th of this month, Eunuch Hu Shijie conveyed an imperial decree: The paintings Qing Yang (Green 
Goat) and Huo Ji (Green Chicken) by Lang Shining are to be retrieved and displayed in their original location at the 
Painting Boat Studio. Upon completion of Jin Tingbiao's Qing Yang and Huo Ji, Lang Shining's Qing Yang and Huo Ji are to be 
removed and mounted as hanging scrolls. By Imperial Command. 112

 It is thus evident that Lang Shining's Blue Goat and Wild Chicken paintings were originally mounted at the Painting Boat Studio in the 
Northern Sea. Emperor Qianlong commissioned Jin Tingbiao to produce copies of Lang Shining's Blue Goat and Wild Chicken paintings 
specifically to replace the originals, subsequently having Lang Shining's works mounted as hanging scrolls for preservation.The 
Qianlong Emperor regarded "copying and imitation" as a training method to help court painters "synthesise 
the essence" of their craft. 113 Even Lang Shining was frequently required to copy ancient paintings. For 
instance, the "Works Records" from the eighth month of the twenty-first year of Qianlong's reign (1756)

 Record from the Ruyi Studio:

 On the 17th, received a dispatch from Assistant Minister Lang Zhengpei and Supervisor De Kui, stating: On 
the 16th of this month, Eunuch Zhang Yongtai conveyed the imperial decree: Lang Shining, Wang Zhicheng, 
Ding Guanpeng, and Yao Wenhan are to each produce one painting imitating Liu Zongdao's "Child Reflected 
in Basin". By Imperial Command.

 On the nineteenth day of the intercalary ninth month, Assistant Minister Lang Zhengpei presented the four completed paintings of "Child with 

Basin" for imperial inspection. 114

 However, the aforementioned instances of multiple copies of the "Blue Sheep" and "Child with Basin" 
paintings differ from the two scrolls of the "Jade Chopping Array". Lang Shining's commission to produce 
another copy of the "Jade Chopping Array" scroll was clearly not intended to replace the original or to 
hone his artistic skills, but rather stemmed from Emperor Qianlong's personal requirements, representing a 
production with a specific purpose.It is thus evident that both the Taipei and Berlin versions of the Marble 
Battle Array are by Lang Shining. Notably, the lengthy Manchu colophon appended to the Berlin scroll is, in 
terms of its format, more complete than that of the Taipei version.

 V. Issues Concerning the Berlin Collection of Oil Portraits

 The seventeen oil portraits housed in Berlin's Ethnological Museum may be divided into two groups: one 
comprising eight portraits of "Tribal Leaders of the Oirat Mongols," and another containing nine portraits of "Meritorious 
Officials in the Hall of Purple Light." Among these nine "Hall of Purple Light" portraits are two from the series "Fifty Meritorious 
Officials in the Campaigns Against the Junggar and Muslim Rebels" (   1 and 2).

 112 Archives of the Imperial Household Department and the Imperial Workshops, Volume 25, pp. 531–532.
 113 For research on the Qingyang Tu, see: Qiu Shihua, "The Qianlong Emperor's 'Comprehensive Mastery' Training Programme: Reproducing the Qingyang Tu," Palace 

Museum Monthly, Issue 268 (July 2005), pp. 24-35.
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Post 1) and seven pieces from the series Portraits of Fifty Meritorious Officials Before and After 
the Pacification of the Two Jinchuan Regions (Pre 2, Post 5).According to research by Veronika Veit,  S.  
Rasidonduk and others, these eight "Portraits of Oirat Mongol Tribal Leaders" and two from the "Fifty Meritorious 
Officials Before and After the Pacification of the Junggar and Hui Regions" series—ten oil paintings in total—were 
executed by Wang Zhicheng around the 19th year of the Qianlong reign (1754) 115  The remaining seven oil 
paintings from the "Portraits of Fifty Meritorious Officials Before and After the Pacification of the Two Jinchuan 
Regions" series were executed by Ai Qimeng and Pan Tingzhang (Giuseppe Panzi, 1734–1812 ), dating 
approximately from the 40th to the 41st year of the Qianlong reign (1775–1776).116

 Firstly, concerning the ten oil paintings attributed to Wang Zhicheng – comprising the eight "Portraits of 
Oirat Mongol Tribal Leaders" and two from the "Portraits of Fifty Meritorious Officials Before and After the 
Pacifying Campaigns of the Jungar and Hui Regions" series – their stylistic execution lacks uniformity. 
Consequently, it is implausible that all ten were executed by Wang Zhicheng alone.117According to the July 1754 
(Qianlong 19th year) records of the Ruyi Studio in the Workshop Archives:

 On the twenty-third day, Deputy Supervisor General Liuyi presented an official document bearing 
the seal of Lang Zhengpei, Assistant Minister, and Supervisor General Dekui. It stated: On the 
seventh day of the fifth month of the nineteenth year, by imperial grace and virtue,  it was 
decreed: Wang Zhicheng of the Westerners was to travel to Rehe to paint twelve oil paintings. So 
ordered. (1)18

 September of the same year, Ruyi Studio:

 On the first day, Deputy Supervisor Sixty-One presented a document endorsed by Assistant 
Minister Lang Zhengpei and Supervisor De Kui, stating: On the twenty-eighth day of the eighth 
month in the nineteenth year, the Inner Court Minister Hai conveyed the imperial decree: Westerners 
Ai Qimeng and others were to prepare to travel to Rehe to paint oil portraits. So ordered. (1)19

 Same month, Records:

 On the twenty-third day, by order of Prince Yi and the Grand Secretary of the Inner Court, Prince Hai, it is hereby commanded: The Westerners Lang 

Shining, Wang Zhicheng, and Ai

 Qimeng to proceed to Rehe. Dispatch the treasury steward Liudaozi and one official from the Ruyi Workshop, Baitang'a, to escort the Westerners Lang 

Shining et al.

 115 Veit, "Die in Deutschland befindlichen Portraits," 203.

 116 Rasidonduk and Veit, "Neun weitere in Deutschland befindliche Porträts," 548. Mr Nie Chongzheng also draws upon this account when discussing 
the oil paintings of Wang Zhicheng, Ai Qimeng, and Pan Tingzhang.See: Nie Chongzheng, "The Oil Paintings of Wang Zhicheng, Ai Qimeng and Pan Tingzhang," Fine 
Arts, October 1990, pp. 60-63.

 117   Although Mr Nie Chongzheng also noted stylistic variations, he attributed all these works to Wang Zhicheng. His explanation was: "Judging 
from the original oil paintings, the artist executed them with considerable speed. Some are rendered with greater delicacy, while 
others feature rather bold brushstrokes, suggesting the painting was completed under considerable time pressure and 
urgency.Furthermore, one observes variations in the rendering of facial features and attire across the figures. This may be explained 
by the possibility that the portraits were executed by Wang Zhicheng himself, while other elements were completed by his Chinese 
assistants." See: Nie Chongzheng, "The Oil Paintings of Wang Zhicheng, Ai Qimeng and Pan Tingzhang," p. 62.

 118 Archives of the Imperial Household Department of the Qing Court, vol. 20, p. 377.



29

Applications, mules, provisions, and all expenses shall be settled and dispatched accordingly. By Imperial Command. 120

 Also in the tenth month of the same year [mounting work]:

 On the twenty-eighth day, Assistant Minister Lang Zhengpei received imperial instructions: Ten oil portraits 
of Westerner Wang Zhicheng painted in Rehe are to be mounted on two layers of Korean paper, with 
brocade borders around the edges. So ordered.
 On the first day of the eleventh month, Deputy Chief Collector Wang Youxue presented a note stating: 
Today, Lang Shining and others completed ten oil portraits o f  t h e  E r u ' e r d u  [Eru'ertu]  t r i b e , 
mounted with brocade borders. These were forwarded to Eunuch Hu Shijie for presentation. By Imperial 
Decree: Proceed accordingly, widening the brocade borders and affixing them to the wall panels, with 
yellow paper pasted on the reverse. So ordered.

 On the fifth day of this month, Deputy Supervisor Qiang Xi presented the ten oil portraits with their borders widened and 

backed with yellow paper. 121

 Qianlong 20th year (1755), February, Ruyi Studio:

 On the sixth day, Deputy Supervisor Shu Ming'a presented a memorial stating: Attached Officials Lang 
Zhengpei et al. received the imperial decree: The eleven portraits of Amursana [Amursana]  and others, 
painted in oil by Westerners Lang Shining et al., shall be framed with brocade borders as per the 
precedent for portraits. So ordered.
 On the twenty-sixth day of the third month this year, Deputy Supervisor Li Wenzhao delivered 
eleven portraits of Amursana [Amursana] and others, each edged with brocade, to the Ruyi Workshop. 
122

 July of the same year, Ruyi Workshop:

 On the 14th, Assistant Minister Lang Zhengpei and others presented an official document stating: On the 
5th day of the 8th month, Eunuch Hu Shijie conveyed the imperial decree: When the Westerners Lang 
Shining and two others return from their patrol to the imperial procession at Rehe the day before, they are 
to proceed to prepare the oil paintings, bringing the oil portraits with them. By Imperial Command. 123

 These archival records indicate that between the 19th and 20th years of the Qianlong reign (1754–1755), Wang 
Zhicheng was not the sole artist dispatched to Rehe to execute oil portraits. Ai Qimeng and Lang Shining were also 
among those sent. It is thus established that these oil portrait works were likely completed during this period, with 
Lang Shining, Wang Zhicheng, and Ai Qimeng participating in their creation.

 Between the 19th and 20th years of Qianlong's reign, the Emperor received officials of all ranks from the 
various Junggar tribes on three consecutive occasions at the Summer Palace in Rehe. These oil portraits of Mongol 
tribal leaders were commissioned somewhat later by Emperor Qianlong, who instructed Lang Shining and Wang 
Zhicheng

 120 Archives of the Imperial Household Department of the Qing Palace, Vol. 20, p. 285.

 121 General Collection of Archives of the Imperial Household Department of the Qing Palace, vol. 20, pp. 178–179.

 122 Archives of the Imperial Household Department's Bureau of Manufactures, Vol. 21, p. 297.
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 and Ai Qimeng to create the large-scale painting Banquet in the Garden of Ten Thousand Trees, now housed 
in the Palace Museum, Beijing. 124Moreover, archival materials indicate these oil portraits were mounted with 
'brocade borders'. While this mounting style is no longer visible in the Berlin collection, it is noteworthy that 
most Berlin portraits bear horizontal cracks, suggesting they were dismantled from their original mountings 
and subsequently rolled up for transport.Nevertheless, this "brocade-edged" mounting style remains observable 
in oil portraits housed at the Palace Museum in Beijing, such as the Half-Length Portrait of Empress Xiaoxian in Court Attire 
and the Half-Length Portrait of Imperial Consort Huixian in Court Attire. 125   In the author's view, the stylistic 
characteristics of these ten oil portraits can be categorised into three distinct types, as presented in Table 7:

 Table 7: Stylistic Categories of Oil Paintings in the Ethnological Museum, Berlin National Museums, including 
"Meritorious Officials Before and After the Pacifying Campaigns against the Junggar and Hui 
Regions" and "Leaders of the Oirat Mongol Tribes"

 Style Type  Title  Collection 

Number

 〈Oil Portrait of Dorbod Khan Tsering〉 (Fig. 51)  I D 31805

 〈Oil Portrait of Dorbod Khaan Pungbanyantigus〉 (Fig. 53)  I D 24356

 〈Oil Portrait of Prince Batukhaan of the Dorbod Clan〉 (Fig. 54)  I D 24362

 〈Oil Portrait of Prince Gandoorji of the Dorbod Clan〉 (Fig. 55)  ID 22229

 Style I

 〈Oil Portrait of Erdeni, Prince of the First Rank of the Dorbod Clan〉 (Fig. 56) I D 22156

 〈Oil Portrait of Prince Dawa Tsering of the Khoshut Khanate〉 (Fig. 50)  ID 22242
 Style II

 〈Oil Portrait of Prince Dawa of Choros〉 (Fig. 52)  I D 22228

 〈Oil Portrait of Guijirbatulu Yunqiyi, Second-Class Bodyguard and Officer of the First 

Rank〉 (Fig. 41)

 ID 31806

 〈Oil Portrait of Second-Class Bodyguard Hashah Batulu Darhan〉 (Fig. 42)  ID 22152

 Style III

 〈Oil Portrait of Prince Gendun, Zhasak Gushanbeizi of the Dorbod Clan〉126  (Fig. 57)  ID 22230

 Style  I   : Predominantly employs whitened pink tones. Facial rendering utilises layered brushstrokes 
to create dimensionality. Court beads worn by figures feature central highlights that remain subtly 
defined.Style  II   Facial rendering employs finely fragmented brushstrokes to achieve three-dimensionality. 
Shadows exhibit soft transitions and saturated colours, with emphasis on minute facial details such as 
pockmarks and scars. The court beads worn by the figure display a prominent highlight positioned at the 
upper left.Style III differs from Styles I and II primarily in its treatment of shadowed areas, lacking three-
dimensionality and intricate chiaroscuro variations. The artist merely employs darker hues to suggest 
shadows.

 124   For detailed research on Banquet in the Garden of Ten Thousand Trees, see: Yang Boda, "An Analysis of Banquet in the Garden of Ten Thousand Trees," Qing Dynasty Court Painting, pp.

 178–210.

 125 See Nie Chongzheng, "On the Oil Half-Length Portraits of Qing Imperial Emperors and Consorts," pp. 194–207.
 126 See Ethnological Museum Archives, reference number: E 287/1902; Veit, "Die in Deutschland befindlichen Portraits," 213, 237.
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 effect. We now know for certain that this set of oil portraits encompasses three distinct styles, executed by Wang 
Zhicheng, Ai Qimeng, and Lang Shining respectively. Which works belong to Wang Zhicheng, which to Ai Qimeng, 
and which to Lang Shining?

 The records in the Workshop Register may assist  in resolving this conundrum. According to the April  

1756

 (1756), the Ruyi Studio recorded:

 On the first day of the month, received an edict from the Deputy Minister Lang Zhengpei and the Chief Clerk De Kui: "Lang 

Shining is hereby commanded to paint the oil portrait of Dawu Qi.

 [ Wa ] Qi oil portrait," by imperial decree. 127

 This confirms that the "Oil Portrait of Dawazi" commissioned for Lang Shining in the archives undoubtedly refers 
to the Berlin-held Portrait of Prince Dawazi, Prince of Choro. Moreover, its creator and date of execution 
contradict the claims by Veronika Veit and S. Rasidonduk, but rather by Lang Shining in the 21st year of Qianlong.

Dawaqi, leader of the Dzungar rebel faction, initiated the campaign to subdue the Dzungars in the 
spring of the 20th year of the Qianlong reign (1755), when the Qing court dispatched two armies to sweep 
through Ili under the command of Amursana. The Northern Route was led by General of the North Ban Di 
and Left Deputy General of the Frontier Amursana;The western force, commanded by General of the West 
Yongchang, Deputy General E'rong'an, and Sair, marched against Dawazi. Dawazi fled to Ili, stationing his 
troops at Gedeng Mountain. He was defeated in a night raid by Ayushi, a renowned general of the Dzungars, 
at Gedengola west of Ili, causing the Dzungar army to collapse.Dawazi fled south to Ush, where he was 
captured by the Ush Bek Khojis. He was escorted to Beijing to be presented as a captive to the Qianlong 
Emperor. Shortly thereafter, Dawazi received a pardon and was enfeoffed by the Qing court as Prince 
Choroos.As the portrait bears his title inscribed in both Chinese and Manchu scripts, and Lang Shining 
executed the likeness at this juncture, it is evident  that both the Portrait of Prince Dawaci of Choros (Style II   ) 
and the Portrait of Dawa, Prince of Choros

 (Fig. 50, 52) were executed by Lang Shining. As previously noted in the discussion of the hanging scroll Portraits 
of Meritorious Officials Before and After the Subjugation of the Junggar and Muslim Rebellions, the facial 
likenesses were rendered by Ai Qimeng. Comparison with extant works such as the Oil Painting Portrait of Second-Class 
Bodyguard Gujirbatulu Yunqiwei Jianchotu(Fig. 41) and the Portrait of the Former Second-Class Bodyguard Guji'er 
Batu Yunqiwei Jianchotu (Fig. 20), it belongs to Style III. This includes the Oil Portrait of Second-Class Bodyguard 
Guji'er Batu Yunqiwei Jianchotu,

 〈 Oil Portrait of Second-Class Bodyguard Hashahbatur Darhan〉, and 〈Oil Portrait of Dorbodtsaasak Gushan Beizi 
Gendun 〉  (Fig. 41, 42, 57) should be attributed to Aikemeng.  The remaining five portraits  belonging to 
Style  I   —

 Portrait of Dorbod Khan Tserling, Portrait of Dorbod Prince Bunyantegus, Portrait of Dorbod Prince Batumenkhe, Portrait of Dorbod Prince 
Gandorji, and Portrait of Dorbod Prince Erdeni (Fig. 51, 53-56).
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 Regarding the authorship of the remaining seven oil portraits of "Meritorious Officials Before and 
After the Pacifying Campaigns of the Two Jinchuan Regions," records from the Ruyi Studio in the fourth 
month of the forty-first year of the Qianlong reign (1776) in the Official Records state:

 On the sixteenth day, received one dispatch from Langzhong Tuming'a, which stated: On the sixth day, 
Eunuch Hu Shijie conveyed the imperial decree: Order the Westerners Ai Qimeng, He Qingtai, and Pan 
Tingzhang to paint one hundred oil portraits. By Imperial Command. 128

 The "one hundred oil portraits" referenced in the archives correspond numerically to the "Fifty Meritorious 
Officials Portraits Before and After the Pacification of the Two Jinchuan Regions," and their production period 
aligns with the date "Spring of the Jinshen Year of Qianlong" (1776) inscribed on the imperial commendations 
accompanying the portraits.therefore it can be definitively established that the "one hundred oil 
portraits" in the archives undoubtedly refer to the "Portraits of Fifty Meritorious Officials Before and 
After the Pacification of the Two Jinchuan Regions". Thus, the production date of these seven oil paintings 
is confirmed as the forty-first year of Qianlong's reign (1776), and the artists involved in painting this series of 
portraits were Louis Antoine   de   Poirot, 1735–1813, and Pan Tingzhang.(Louis Antoine de Poirot, 1735–1813), and 
Pan Tingzhang.

 Upon examining the painting styles of these seven works, the author observes at least two distinct 
approaches. Beyond differing techniques in rendering facial chiaroscuro, stylistic characteristics manifest in the 
depiction of drapery folds.Style A depicts drapery folds as discontinuous droplet shapes, employs distinct 
brushstrokes for facial rendering, and uses red ochre to render chiaroscuro effects;Style B employs 
continuous, M-shaped curves to depict drapery folds, with smoother brushwork on facial features. Shading is 
conveyed solely through variations in skin tone depth, as shown in Table 8:

 Table 8: Stylistic Variants in the Oil Portrait of Meritorious Officials Before and After the Pacifying Campaigns of the Two 

Jinchuan Regions, National Museum of Ethnology, Berlin

 Style Type  Title  Collection 

Number

 〈Oil Portrait of Okesh Tushetuk Zengbatulu Yaman Tair〉 (Fig. 46)  I D 22157
 Style A

 〈Oil Portrait of Mutar, First-Class Bodyguard Awarded by Xiao Jinchuan〉 (Fig. 49)  I D 24355

 〈Oil Portrait of Zardamba Tuluu Florent, Former Minister of the Imperial Court and Deputy 

Commander-in-Chief〉 (Fig. 43)

 I D 22267

 〈Oil Portrait of Yangdak Baturo Tortobau, First-Class Bodyguard〉 (Fig. 44)  I D 24423

 〈Oil Portrait of Naxin Baturu Koma, Former Minister of the Imperial Guard and Deputy 

Commander-in-Chief〉 (Fig. 45)

 I D 22151

 〈Oil Portrait of Chosung Zhongbute Shuochu Jiamucan〉129  (Fig. 47)  I D 22155

Style B

 〈Oil Portrait of Shukdanba Ebaturu A Zhongbao, Commander of the Tundu Military 

District〉130  (Fig. 48)

 ID 22158

 128 Archives of the Imperial Household Department's Bureau of Manufactures, Volume 39, p. 785.
 129 See Ethnology Museum Archives, Ref. No.: E 72/1902; Rasidonduk and Veit, "Neun weitere in Deutschland befindliche Porträts," 579-581; Bügener, 

"Offiziersporträits," 50-51.
 130 See Ethnological Museum Archives, ref. no.: E 72/02;  Rasidonduk and Veit, "Neun weitere in Deutschland befindliche Porträts," 573-575.
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 However, these two styles differ from Style III,  which should be attributed to Ai Qimeng among the 
aforementioned ten oil portraits. Therefore, the author contends that none of these seven portraits are by Ai 
Qimeng, but rather by He Qingtai and Pan Tingzhang. Mr Nie Chongzheng has suggested that the Bust Portrait of 
Empress Xiaohuairui housed in the Palace Museum, Beijing, may be the work of He Qingtai. 131  Comparing 
the Portrait of Empress Xiaohuorui with works belonging to Style A and Style B, the former is stylistically 
closer. If this inference holds, then the Style A works (Fig. 46, 49) should be attributed to He Qingtai, while the 
Style B works (Fig. 43-45, 47-48) should be attributed to Pan Tingzhang.

 VI. Conclusion

 The substantial collection of works related to the Portraits of Meritorious Officials in the Purple Light 
Pavilion housed in Berlin's National Museums, Asian Art Museum and Ethnological Museum, entered the 
museum's holdings through various channels during the early to mid-20th century. These included donations 
from private collections and acquisitions by the museum itself from private collectors or antique dealers. The 
arrival of these paintings in Germany is intrinsically linked to the Boxer Rebellion and the subsequent invasion of 
China by the Eight-Nation Alliance between 1900 and
 and 1901.Though preserved as museum holdings, these works were originally spoils of war. During the Second 
World War, Berlin's cultural artefacts and artworks were themselves plundered by the Soviet Red Army. 
Consequently, all thirty-two hanging scrolls of the Ziguangge Meritorious Officials portraits held by the 
Ethnological Museum are now lost. Only three are known to be preserved at the Hermitage Museum in St 
Petersburg, Russia, while the whereabouts of the remainder remain unknown to this day.Beyond lamenting the 
inevitable rise and fall of dynasties and the cyclical nature of history, contemplating the brutality of war and the 
nomadic journey of cultural relics evokes profound sorrow!

The newly discovered fragments of the frontispiece and inscriptions from the Scroll of Portraits of the Fifty 
Meritorious Officials in the Subjugation of the Junggar and Muslim Tribes provide fresh material for 
understanding the context in which these portraits were produced. This aids in reconstructing the scroll's 
original form from extant fragments.Jin Tingbiao's scroll of portraits was drafted using oil-painted busts by 
Lang Shining, Wang Zhicheng, Ai Qimeng and others as reference.Archival records indicate that the hanging 
scroll Portraits of the Fifty Meritorious Officials Who Pacified the Junggar and Muslim Regions was 
created by Jin Tingbiao based on a small draft sketch he produced in the 25th year of the Qianlong reign 
(1760).Portraits of the Fifty Meritorious Officials in the Campaigns Against the Junggar and Muslim Tribes (the Portraits 
of the Fifty Meritorious Officials in the Later Campaigns Against the Junggar and Muslim Tribes was also 
executed by Jin Tingbiao the following year, in the 26th year of Qianlong's reign, 1761). Ai Qimeng 
painted the facial likenesses;while drapery rendering and colouring were assisted by painters from the 
Enamel Workshop and the Imperial Painting Academy. Although the Qianlong Emperor's inscription on the 
painting records the year Gengchen (Qianlong 25th year, 1760), the actual completion of this series occurred 
slightly later: the portraits of the first fifty meritorious subjects were completed around the Qianlong 
28th year

 (1763); the subsequent fifty portraits were completed around the twenty-ninth year of Qianlong (1764).

 131 Mr Nie Chongzheng suggested that the Half-length Portrait of Empress Xiaohuairui in the Palace Museum, Beijing, may have been 
painted by He Qingtai. See: Nie Chongzheng, "On the Oil Half-length Portraits of Qing Imperial Consorts," in Qing Palace Painting and the 'Eastward Spread of Western Painting' (Beijing: The Palace 
Museum, 2008), p. 200.
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 Regarding the Berlin Asian Art Museum's collection of the Marble Battle Array, records in the Workshop 
Records confirm Emperor Qianlong did indeed commission Lang Shining to produce another scroll of the 
Marble Battle Array. Thus, the Berlin version is undoubtedly by Lang Shining. The lengthy Manchu colophon at 
the end of the Berlin scroll is, in terms of format, more complete than that of the Taipei version.The 
composition of the entire scroll represents Lang Shining's highly artistic and ingeniously conceived design 
and arrangement. During the campaigns to pacify the Western Regions' Junggar and Uyghur tribes, the 
Qianlong Emperor particularly commended the military exploits of the warriors Mawan and Ayushi. Besides 
being depicted in the portraits of meritorious subjects in the Ziguang Pavilion (including oil portraits,small 
draft handscrolls of the portraits, and hanging scrolls of the portraits), Lang Shining was commissioned to 
paint the "Ma Wan Cutting Through the Enemy Ranks" and "A Yuxi Holding a Spear and Vanquishing the 
Bandits". Furthermore, court painters were instructed to create large hanging scrolls depicting "Ma Wan's 
Triumph" and "A Yuxi's Triumph".The production of two scrolls of "Mawan Cutting Through the Enemy 
Ranks" likely served a specific purpose. It is highly probable that one scroll (the Taipei version) was intended 
to form a pair with "Ayushi Holding a Spear and Vanquishing the Rebels," both to be stored in the Ning Shou 
Palace, while the other scroll (the Berlin version) may have been housed within the Ziguang Pavilion.

 Among the seventeen oil portraits housed in Berlin's Ethnological Museum, nine belong to the Ziguang 
Pavilion's portraits of meritorious officials. Two depict "Meritorious Officials in the Campaigns Against the 
Junggar and Hui Regions," created around the 19th to 20th years of the Qianlong reign (17541755). The remaining 
seven portray "Meritorious Officials in the Campaigns Against the Two Jinchuan Regions," executed around the 
41st year of Qianlong (1776).Additionally, eight portraits depict "Tribal Chiefs of the Oirat Mongols," 
seven of which were executed between the 19th

 (1754) to the 20th year (1755) of the Qianlong reign, while the oil portrait of Prince Dawaci of the Choros tribe was 
executed in the 21st year (1756 ).These seventeen oil portraits exhibit distinct painting styles. Following 
stylistic analysis and comparison, the author concludes: Style I was executed by Wang Zhicheng; Style II 
by Lang Shining; Style III by Ai Qimeng; Style A likely by He Qingtai; and Style B by Pan Tingzhang.

 Examining this collection of artworks not only aids in understanding the temporal and spatial 
evolution of cultural artefacts but also holds significant importance for comprehending the production 
processes and characteristics of the imperial workshops within the Qing court. Furthermore, these pictorial 
works offer an alternative perspective, distinct from textual historical records, for understanding the Qing 
court's emphasis on military merit, ethnic relations, and diplomatic affairs.Academic research on the 
portraits of meritorious officials in the Purple Light Pavilion and Qing court oil portraits remains in its 
nascent stages. Beyond the need for further discovery of research materials, numerous details still 
require clarification. The author hopes this paper may serve as a catalyst for further inquiry and pledges 
continued personal dedication to future research.
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 New Discoveries of the General Portraits and Related Works in the Berlin Collection

 Ching-Ling Wang
 Curator of Chinese Art, Rijksmuseum Amsterdam

 Abstract

 This essay aims to research the general portraits and related works that are (were) separately in the collections of the Museum 
für Asiatische Kunst and the Ethnologisches Museum, Staatliche Museen zu Berlin. The works include: (1) Machang Lays Low the 
Enemy Ranks (Machang zhuozhen tu); (2) General portraits in oil; (3) General portraits in hand-scroll format; and (4) General portraits 
in hanging scroll format. Firstly, the author reviews the current research status in the field. Secondly, not only does the study 
comprehensively publish the visual materials of the general portraits and related works in the Berlin collection, but it also reveals and 
discusses the provenances and collecting history of this group of works. Finally, drawing upon existing research and new discoveries, 
the author reconstructs the production pattern of the general portraits and Machang Lays Low the Enemy Ranks commissioned by 
Emperor Qianlong. This includes re-identifying the painters of certain works and re-dating them to restore their original contextual 
significance.

Keywords: Ziguangge, general portraits, Lang Shining (Giuseppe Castiglione), Machang, oil painting
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 Fig. 1   Lang Shining, "Portrait of Machang", ink and colour on paper, collection of the Museum für Asiatische Kunst, Berlin.

 Fig. 2 Portrait of Erke Batur Bada, Deputy Commander, ink and colour 
on silk, collection of the Museum of Asian Art, Berlin.

 Fig. 3 Portrait of Kunderbaturubadai, Former Commander-in-Chief of the 
Chahar Region, ink and colour on silk, collection of the 
Museum of Asian Art, Berlin.



 Fig. 4 Portrait of Third-Rank Bodyguard Keder Baturu Hamutuku, coloured on 
silk, collection of the Museum of Asian Art, Berlin.

 Fig. 5 Portrait of Baketanbu, Garrison Commander of Zhaotong, Yunnan, 
coloured on silk, collection of the Museum of Asian Art, Berlin.

 Fig. 6 Fragment of the Preface and Praise, in the Emperor Qianlong's own hand, ink on paper; Jin Tingbiao, Scroll of Portraits of the Fifty Meritorious Officials in 
the Subjugation of the Junggar and Muslim Rebellions, colour on paper, collection of the Museum of Asian Art, Berlin, photograph by the author.
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 Fig. 7 Jin Tingbiao, Fragment of Portrait of First Class Guoyi Gong, Minister of War Ali Gong, 
Assistant Minister, Scroll of Portraits of the Fifty Meritorious Officials in the Subjugation of 
the Junggar and Muslim Tribes, coloured ink on paper, collection of the Museum of Asian Art, 
Berlin.

 Fig. 8 Jin Tingbiao, Fragment of Portrait of First-Class Bodyguard Bokh Batur Laoge, Scroll of 
Portraits of the Fifty Meritorious Officials in the Subjugation of the Junggar and Muslim 
Regions, coloured ink on paper, collection of the Museum of Asian Art, Berlin.
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 Fig. 9 Jin Tingbiao, Portrait of First-Class Bodyguard Mergen Batar Dakhtana, Scroll of 
Portraits of the Fifty Meritorious Officials in the Subjugation of the Junggar and 
Muslim Rebellions, coloured on paper, collection of the Museum of Asian Art, 
Berlin.

 Fig. 10 Portrait Scroll of Prince Sebdengzhab, Right Vice-General of 
the Frontier Defence, Ranked as Super-Brave Prince, 
colour on silk, formerly in the collection of the Ethnological 
Museum, Berlin State Museums, now housed in the 
Hermitage Museum, Saint Petersburg, Russia.
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 Fig. 11 Portrait of Borbunch, Minister of the Court and Grand Minister, hanging 
scroll, colour on silk, formerly in the collection of the Ethnological 
Museum, Berlin State Museums, now in the Hermitage Museum, Saint 
Petersburg, Russia.

 Fig. 12 Portrait scroll of Ailong'a, Minister of the Guard and Commander of the 
Imperial Bodyguard, coloured on silk, formerly in the Ethnological 
Museum of the Berlin State Museums, now lost.



45

 Fig. 13 Portrait of Grand Chamberlain Ozer, coloured on silk, formerly in the 
collection of the Ethnological Museum of the Berlin State Museums, 
now lost.

 Fig. 14 Portrait of Deputy Commander Tubbatulu Wengbu, coloured on silk, 
formerly in the collection of the Ethnological Museum, Berlin State 
Museums, current whereabouts unknown.



46

 Fig. 15 Portrait Scroll of Deputy Commander Kertelqbatur Yutun, coloured 
on silk, formerly in the collection of the Ethnological Museum, 
Berlin State Museums, current whereabouts unknown.

 Fig. 16 Portrait of the Former Deputy Commander, Cavalry Captain, and 
First-Rank Cavalry Officer Sange, ink and colour on silk, formerly 
in the collection of the Ethnological Museum, Berlin State 
Museums, now lost.
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 Fig. 17 Portrait of Shubutu Kaibaturu Qichebu, Former First-Class Imperial 
Bodyguard, Coloured on silk scroll, formerly in the collection of the 
Ethnological Museum, Berlin State Museums, now lost.

Figure 18 〈Portrait Scroll of First-Class Bodyguard Bökbatur Oldge〉, colour 
on silk, formerly in the collection of the Ethnological Museum, 
Berlin State Museums, now lost.
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 Fig. 19   Portrait of First-Class Bodyguard Samutan, colour on silk, 
formerly in the collection of the Ethnological Museum, Berlin State 
Museums, now lost.

 Fig. 20 Portrait of Guijirbalu Yunqiwu Jianchuer, Formerly a Second-Class 
Bodyguard, ink and colour on silk, formerly in the collection of the 
Ethnological Museum, Berlin State Museums, now lost.
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 Fig. 21 Portrait of Habtai Batur Fuxir, formerly a Second-Class Imperial 
Bodyguard, ink and colour on silk, formerly in the collection of the 
Ethnological Museum, Berlin State Museums, now housed in the 
Hermitage Museum, Saint Petersburg, Russia.

 Fig. 22 〈 Portrait Scroll of Fushou, Former Second-Rank Imperial 
Bodyguard and Cavalry Captain〉, colour on silk, formerly in the 
Ethnological Museum of the Berlin State Museums, now lost.
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 Fig. 23   Portrait of Saiin Borok Baturo Zachi, Third-Class Imperial 
Bodyguard, ink and colour on silk, formerly in the collection of the 
Ethnological Museum, Berlin State Museums, now lost.

 Fig. 24 Portrait of Third-Rank Imperial Bodyguard Zhuolike Tubatu Luo Wubao, 
coloured on silk, formerly in the collection of the Ethnological 
Museum, Berlin State Museums, now lost.
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 Fig. 25 Portrait scroll of Khurqi, Deputy Commander-in-Chief and Minister of 
the Guard, coloured on silk, formerly in the collection of the 
Ethnological Museum, Berlin State Museums, now missing.

 Fig. 26 Portrait of Deputy Commander Guanyinbao, coloured on silk, 
formerly in the collection of the Ethnological Museum, Berlin State 
Museums, now lost.
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 Fig. 27 Portrait of Tegu'erdel Batulu Liangyintai, Commander of the Vanguard, 
ink and colour on silk, formerly in the collection of the Ethnological 
Museum, Berlin State Museums, now lost.

 Fig. 28 Portrait scroll of Ider Baturu Kui Madai, former Third-Rank Bodyguard, 
coloured on silk, formerly in the collection of the Ethnological 
Museum, Berlin State Museums, now lost.
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 Fig. 29 Portrait of Third-Rank Bodyguard Sirkuji Baturu Idamuzhabu, coloured 
on silk, formerly in the collection of the Ethnological Museum, Berlin 
State Museums, now lost.

 Fig. 30 Portrait scroll of Muten'e Baturu Shuliang, Deputy Commander-in-
Chief and Minister of the Guard, coloured on silk, formerly in the 
collection of the Ethnological Museum, Berlin State Museums, now 
missing.
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 Fig. 31 Portrait of Bardan Batulu Guanda, Commander-in-Chief of Datong 
Garrison, Shanxi Province, ink and colour on silk, formerly in the 
collection of the Ethnological Museum, Berlin State Museums, now 
lost.

 Fig. 32 Portrait scroll of Bole'erga, formerly Deputy Commander-in-Chief, 
posthumously promoted to Commander-in-Chief, coloured on silk, 
formerly in the collection of the Ethnological Museum, Berlin State 
Museums, now lost.
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 Fig. 33 Portrait of Tokmote Baturu Zhang'ai, First-Class Bodyguard of the 
Qianqing Gate, coloured on silk, formerly in the collection of the 
Ethnological Museum, Berlin State Museums, now missing.

 Fig. 34 Portrait of Second-Class Imperial Bodyguard Urtunasan at Qianqing Gate, 
colour on silk, formerly in the collection of the Ethnological Museum, 
Berlin State Museums, now un   .



56

 Fig. 35 Portrait of Tudo Baturu Guoxing, Former Deputy Commander of 
Guizhou, ink and colour on silk, formerly in the collection of the 
Ethnological Museum, Berlin State Museums, now lost.

Fig.  36   〈Portrait of Chötseg Jabu Tushö Chöergyamtsan〉, colour on silk, 
formerly in the collection of the Ethnological Museum, Berlin State 
Museums, now lost.
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 Fig. 37 Portrait of Heshen, Third-Rank Grand Secretary and Marquis of 
Zhongxiang, ink and colour on silk, formerly in the collection of the 
Ethnological Museum, Berlin State Museums, now lost.

 Fig. 38 Portrait of Mukdena, Batulu of Fentuli, Commander-in-Chief of the 
Songpan Garrison, Sichuan. Coloured on silk. Formerly in the 
collection of the Ethnological Museum, Berlin State Museums. 
Current whereabouts unknown.



58

 Fig. 39 Portrait of Yuan Guohuang, General of the Jiangnan Langshan Garrison, 
Batulu of Courage and Fortitude, ink and colour on silk, formerly in 
the collection of the Ethnological Museum, Berlin State Museums, 
now lost.

 Fig. 40 Portrait of First Class Bodyguard Helongwu Batulu Erdengbao, hanging 
scroll, colour on silk, formerly in the collection of the Ethnological 
Museum, Berlin State Museums, now lost.



59

  

 Fig. 41 Ai Qimeng, Oil Painting Portrait of Second-
Class Bodyguard Gujir B a t u l u  
Y u n q i w e i  Yancuo'erdu, oil on 
paper, Ethnological Museum, Berlin State 
Museums.

 Fig. 42 Ai Qimeng, Portrait of Second-Class Bodyguard 
Hashah Baturu Darhan, oil on paper, 
Ethnological Museum, Berlin State Museums.

 Fig. 43 Pan Tingzhang, Oil Portrait of Zhaldan 
Batulu Furen Tai, Formerly 
Commander-in-Chief and Deputy 
Commander, on Paper, Ethnological 
Museum, Berlin State Museums.

  

 Fig. 44 Pan Tingzhang, Portrait of First-Class 
Bodyguard Yandak Baturo Tortobu, oil 
on paper, Ethnological Museum, Berlin 
State Museums.

 Fig. 45 Pan Tingzhang, Portrait of Naxin Baturo 
Koma, Former Minister of the Imperial 
Guard and Deputy Commander-in-
Chief, oil on paper, Ethnological 
Museum, Berlin State Museums.

 Fig. 46 He Qingtai, Portrait of Ekesh Tushetuk 
Zengbatulu Yaman Talu, oil on paper, 
Ethnological Museum, Berlin State 
Museums.
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 Fig. 47 Pan Tingzhang, Portrait of Tusheshuo 
Erjiacumcan of Chuzhongbu, oil on 
paper, Ethnological Museum, Berlin 
State Museums.

 Fig. 48 Pan T i n g z hang, Portrait of Shukdanba 
Ebaturu Azhongbao, Commander of the 
Tundu Military District, oil on paper, 
Ethnological Museum, Berlin State 
Museums.

 Fig. 49 He Qingtai, Portrait of Muta'ar, First-Class 
Bodyguard Awarded at Xiao Jin River, 
oil on paper, Ethnological Museum, 
Berlin State Museums.

  

 Fig. 50 Lang Shining, Portrait of Prince Dawaci of the 
Choroq Horos, oil on paper, Ethnological 
Museum, Berlin State Museums.

 Fig. 51 Wang Zhicheng, Portrait of Khaan Tsering 
of the Dorbod Clan, oil on paper, 
Ethnological Museum, Berlin State 
Museums.

 Fig. 52 Lang Shining, Portrait of Prince Dawa of the 
Choroos, oil on paper, Ethnological 
Museum, Berlin State Museums.
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Fig. 53 Wang Zhicheng, Portrait of Dorbod Pubo Yan 
Tegus, oil on paper, Ethnological Museum, 
Berlin State Museums.

 Fig. 54 Wang Zhicheng, Portrait of Prince 
Batukhan of the Dorbod Clan, oil on 
paper, Ethnological Museum, Berlin State 
Museums.

 Fig. 55 Wang Zhicheng, Portrait of Dorbod Baatar 
Gandorj, oil on paper, Ethnological 
Museum, Berlin State Museums.

  

 Fig. 56 Wang Zhicheng, Portrait of Erdeni, Prince of 
Gushang, of the Dorbod Clan, oil on paper, 
Ethnological Museum, Berlin State 
Museums.

 Fig. 57 Ai Qimeng, Portrait of Gendun, Prince of 
the First Rank of the Dorbod Zasaq, oil 
on paper, Ethnological Museum, Berlin 
State Museums.
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 Fig. 58   Lang Shining, "Marble Chopping Array", coloured ink on paper, National Palace Museum, Taipei.

 Fig. 59   , Lang Shining, "Ayu Xi Holding a Spear and Repelling Bandits", coloured ink on paper, National Palace Museum, Taipei.

 Fig. 60   "The Great Victory at Hulin", "Victory over the Junggar Rebels" copperplate engraving on paper, National Palace Museum, Taipei.


