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12 / Suzhou Prints and Western Perspective:
The Painting Techniques of Jesuit Artists at the
Qing Court, and Dissemination of the Contemporary
Court Style of Painting to Mid-Eighteenth-Century
Chinese Society through Woodblock Prints

HIROMITSU KOBAYASHI

Several talented Jesuit missionary artists, such as Guiseppe Castighione (Lang
Shining, active i China 1715-66), Jean-Denis Attiret (Wang Qicheng, active
1738-68), and Ignace Sichelbarth (A1 Chimeng, active 1745-80), worked in the
eighteenth-century Qing court. The genius of one of them, Castiglione, helped to
establish a Sino-Westera style of painting that is recognized today as one of the
styles representative of the imperial court during the mid-Qing dynasty. Owing
to the strong association of these Jesuit painters with imperial art, there isa
tendency to believe that the works they produced rarely reached the larger
population. But there is evidence of a strong Western influence in the style of a
popuiar type of luxury print made during this same period in Suzhou. In this
study I will present some possible routes by which Sino-Western painting
techniques were disseminated to the public from the court, and so gave rise to the
production of large Suzhou prints employing Western perspective.!

The Creation of the Sino-Western Style of Painting at the Qing Court

The first phase of Sino-European interrelation in art? resulied from the introduc-
tion by Matteo Ricci (Li Matou, 1552-1610) and other Jesuit missionaries of oil
paintings and copper engravings into China in the late Ming period. The penetra-
tion of Western art into Chinese society in this first encounter stimulated interest
among the Chinese, but new styles or schools of art were not born of this primary
encounter. The second phase, with which I am concerned in this study, produced
a completely new style of Sino-Western art that gained many followers. The
dynastic change from the Ming to the Qing and the existence and persistence of
Castiglione at the Qing court resulted in the formation of this new style.

The second phase was initiated with Emperor Kangxi's (1662-1722) intense
interest in Western science. Kangxi did not allow missionary work in China, but
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he recognized the greatness of Western science and the superb talents of the
Jesuit missionaries. He created an environment in which Western ideas could
flourish within the court. Kangxi himself was an enthusiastic student of Western
science and culture, and often summoened the Jesuits to teach him natural
science, anatorny, and mathematics. He also took an interest in the scientific
mechanisms of Western perspective drawing, as we know from his approval
of the painter Jiao Bingzhen {(c. 1650-after1726), who pioneered a new Sino-
Western style in painting® by acquiring a knowledge of perspective drawing
from Western scholars working at the court. Jiao was an officer at the Imperial
Astronomical Observatory, where Ferdinand Verbiest (Nan Hauairen, 1623-88)
and other Jesuit missionaries were employed. His work at the Observatory
provided Jiao with a unique opportunity to learn Western science and perspec-
tive from the missionaries. Both Kangxi and his artist were interested 1in the
scientific aspect of Western art, and they were especially stimulated by the
realistic ambience produced by the use of perspective.

Jiao's study of Western perspective resulted in the design of forty-six illustra-
tions for the printed imperial edition of Rice Farming and Sericulture (Gongitu)
(fig. 12.1),* published in 1696 and engraved by the renowned woodblock carver
Zhu Gui’ Clearly foreshortened views of rice fields, houses, and fences and
diagonally extended roads enhance the realism of scenes depicting the daily
activities of farmers. Paintings such as Classical Ladies,® also by Jiao, demon-
strate how his hybrid style works in the genre of figures in architectural seitings.
View of Venice (fig. 12.2), another interesting painting on silk, featuring a
European landscape with figures, employs the same kind of Western perspec-
tive. The work is ascribed to Jiao, but attached to it are two smail seals of
doubtful origin reading ‘Jiao Bingzhen’ and ‘Attending the Court,” and the work
bears neither signature nor inscription.

A strange style of composition and selection of motifs in View of Venice,
including eighteen figures in Western attire, provide an exotic atmosphere. In the
foreground a gruesome though tame beast accompanied by five gentiemen
walks over a bridge. The scene reminds the viewer of the classical theme of
tribute to China from an unideatified distant country. It i1s noticeable that the
animal wears a cross around its neck, perhaps symbolizing the religious beliefs
of the entourage. The building topped with a solar clock at the far left side of the
picture may be an observatory. The facial features of the female figures resemble
those painted by Jiao. Other motifs, such as the trees, are painted in the Chinese
style. The painter of this work has not yet been identified definitively, but it is
obvious that the artist was seriousky attempting a Western-style painting with a
single vanishing-point, yet was unable to employ the technique with perfect
accuracy. The further development of Western painting techniques among Chi-



:|

U ' WOl

20 AINIU20-1I0212U

qund

¥
perep 2opgeud “anmynniag pusn Sujuin g aay wt fwouds

WINGER Pold 300[GPO0M WO} JRA7] "9EG

T

o

THD pE x W

el

i

uayzsulyg oe

R

S T
B+ THIEEOEY
Cw B Y R
o B TR A e W
I AR

o
fob - 1)

Sah e

W =8
™
‘.\w

> TE
& fu s

¥9T

=

W

TUNTIAL

d

eI HRNENuUng

Al

2
W
[}
=3
=8
@
o
-
o

surfuey Ariuan

70125 5




266 Hiromitsu Kobayashi

nese artists would not take place until a later period, with the publication of
Chinese manuals on Western painting techniques based on newly imported
European books on perspective, and the beginning of organized instruction by
the Jesuit painters in the Qing Imperial Painting Academy.

Jiao’s work and style were carried on in the interim period by court artists such
as Leng Mei (active late seventeenth- to mid-eighteenth century), who painted
an atbum: of ten leaves entitled Ten Court Poetries, dated 17357 it was created 1o
accompany poems by Prince Bao, the future Emperor Qianlong (r. 1736-95). In
this work, Leng Mei employed perspective 1o depict lively figures in courtly
scenes representing ancient states and dynasties. Kangxi was also interesied in
the techniques involved in oil painting.® Under the instruction of Jesuit mission-
ary artists, Chinese court painters also produced oil paintings, such as the
eightfold screen entitled Beauties in the Shade of the Phoenix Tree.® The picture
has a single focal point, and shadows are used effectively to render a scene in
dimming suniight. The style of the court ladies’ faces resembies that used by Jiao
Bingzhen.

During the reign of Emperor Yongzheng {r. 1723-35), stronger prohibition
was placed on the teaching of Christianity, but Jesuit missionaries continued
their activities at the court. There are no extant works by Castiglione from the
Kangxi reign and only a handful of signed works from the Yongzheng period,
but the misstonary’s diligence seems to have won him friends within the elite
circle at the court. It 1s in this period that Castiglione edited the first Chinese-
language book on the mechanics of perspective, entitied Shixue (Visual Learn-
ing). The book was published in cooperation with Nian Xiyao (d. 1738/9), a
painter,'® mathematician, and government official."! It adapted sections of the
first volume of a contemporary study of perspective entitled Perspectiva pictorum
el architectorum by Andrea Pozzo {1642-1709), published in 1693. Pozzo was a
celebrated Italian Jesuit painter, architect, and, above all, champion of the theory
of perspective in the barogue age. Castiglione and Nian’s book was first pub-
lished in 172%;'* a second, enlarged edition appeared in 1735. The second
edition explicated the use of perspective by including an illustration of a mini-
ature stage set with a fumished interior scene (fig. 12.3). The stage setting was
divided horizontally into six sections, with cach section receding farther into the
background than the one in front of it; objects and figures were depicted in
correct perspective, that is, according to their distance from the audience or the
viewer of the illustration. The publication of Shixue represented the first formal
dissemination of techniques and mechanisms used in Western art from a Western
artist at the Qing court to the Chinese public.

Nian Xiyao states the significance of publishing the Shixue in the 1735
preface: “China has cultivated a great tradition of depicting nature in landscape
paintings but neglected the accurate representation of projection and the meas-
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£2.3. Leaf from Giuseppe Castiglione and Nian Xiyao, Shivue, preface dated 1735,
woodblock printed book, Bodieian Library, Oxford University. From Chugokuno yofuga
ren, ed, Shigeru Aoki and Hiromitsu Kobayashi (Machida. 19953,
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urement of buildings and implements. If one desires to depict these objects
correctly [in a composition], one must use the Western technique.” It is clear that
Nian, like Kangxi and Jiao, was interested in the production of realism and
accuracy within a depicted space, and not in changing the stylistic foundations of
Chinese landscape painting.

- Simultaneous with the inauguration of Emperor Qianlong’s reign in 1736 was
the establishment of a formal Imperial Painting Academy.”> Many talented
artists from various localities came 1o work under the emperor. In 1737 three
established artists from Suzhou, including Zhou Kun, ! were summoned to the
court by Qianlong as academy painters. Zhou Kun was a literati-style landscape
specialist, and upon his entry into the court he produced a painting entitled
Auspicious Grand Bell.'® This large hanging scroll, on which Qianlong inscribed
a verse, represented a Beijing scene: it employed a moderated single-point
perspective, creating naturalistic space. Since the Yongzheng period the print
shops of Zhou’s home city had been producing large landscape prints using the
techniques of Western perspective known to the public, but the prime period of
their production would arrive in the next decade.!¢ From at least the thirteenth
century, Suzhou had been home to many professional and literati artists.’” The
affiuence of this area and its abundance of talented artists made Suzhou a supply
base for master painters of a calibre qualifying them to work as artists In
Qianlong’s Academy. At the same time, men such as Zhou, having worked at the
court, returned o their native city with a newly acqoired knowledge of Western
art. This knowledge further influenced the stylistic development of the Suzhou
landscape prints.

Emperor Qianlong selected Castiglione as his official portrait painter. Qian-
long preferred Castiglione’s realisiic depiction of human faces, animals, birds,
and flowers, but did not employ him fo paint landscapes. Court records, memo-
randums, and passages from the letters of the Jesuit missionaries indicate that
Qianlong exercised firmt control over how things were depicted in the paintings
he ordered. This was especially trae with respect to figure paiatings, including
imperial portraits. Castiglione followed the imperial orders faithfully and adapted
his styie to create a new form of Sino-Western art to suit the taste of the emperor.
Works such as Qianlong Enjoying Snow (fig. 12.4), dated 1738, and Qianlong
Inspecting Horses in a Spring Field,'8 dated 1745, are fine examples of this new
style of Sino-Western art at the Qing Academy. In these paintings Castiglicne
coilaborated with Chinese artists, who in many cases painted the backgrounds,
clothing, and other accessories, while Castiglione painted the faces of the
figures, and any animals. The naturalism in the proportions of the figures, in the
use of light and shadow, and in the treatment of space introduced a realistic
ambience into the scene - it depicted the world as one saw it in real life. This
kind of realism was not emphasized in traditional Chinese figure and landscape
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painting, but it must have interested artists naturally looking for new facets of
their art. Works such as Record of the Year's Holidays'® were most probably
created by the artists who painted the backgrounds in many of Castiglione’s
targe compositions of figures in a landscape setting.

While producing numerous works of art by imperial order, Castiglione was
also given the job of teaching Western methods of painting to the artists of the
Academy and also of training young apprentices selected among the bannermen?’
as specialists in the Western style.?* In the classrooms there were supposedly no
Limitations as to genre, and both oil painting and painting using traditional
Chinese materials but in the Western style were taught by Castiglione. Unfortu-
nately, not one of these apprentices was talented enough to become a leading
court painter in the Academy, and their known extant works are scarce. The
Academy had a large staff, and the artists competed for the attention of the
emperor by presenting him with paintings on the occasion of special celebra-
tions, which were not many.”* There was a high turnover among the court
painters,”® and those who learned from Castiglione or from his art brought the
style home with them.

Suzhou Prints and the Court Style

The prints knowa to us today as Suzhou prints were also called Gusu prints,
Gusu being the old name of the Suzhou area. The prints have many subjects and
styles, but in this study [ will focus on those showing natural landscapes and
cityscapes using Western perspective, which flovrished mainly from the 1730s
to the 1750s. These prints are on average about I metre high and 50 centimetres
wide, and are either plain monochrome woodblock prints or monochrome
prints to which bright colouss have been applied manually. They were usuaily
sold in pairs as New Year’s decorations. The works are meticulously rendered,
with human figures, architecture and architectural objects, landscapes, and
other elements. The Suzhou prints came from the studios of artists living in the
city, but their creation: was made possible by the nurturing of the Sino-Western
style of art at the Qing court and by the dissemination of the styles and
techniques mastered by former court artists to professional artists working in
the cities.

It was in Suzhou, the leading economic and cultural city of China in the early
to mid-Qing period, that the large and meticulously rendered luxury prints were
produced using Western perspective. This city was also known for its publishing
business, which supplied illustrated books in abundance to the Chinese public.
In the early Qing period, many craftsmen who had previously engaged in print
making moved to Suzhou from other centres of production?* and manufactered
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the first relatively large multi-coloured woodblock prints — featuring, for exam-
ple, ‘beauties,” or beautiful women, with auspicious motifs celebrating the
coming of the new year. These are called New Year’s prints (nianhua);® they
were large in size but were not landscapes or cityscapes, and did not depict
architecture showing hints of Sino-Western stylistic influence.

In the early eighteenth century the print shops in the districts of Taohuawu and
Shantang®® in Suzhou initiated the production of some completely new types of
New Year’s print — intricately composed, meticulously engraved, and including
figures in landscapes. They employ the Sino-Western mixture of styles found at
court, using a fixed-focus perspective and shading. Auspicious Dwelling of
Minister Taozhu,X Ladies and Boys in an Elegant Garden,”® and Noble Family
Celebrating the New Year™ are examples of the new type of Suzhou print. The
use of shading undoubtedly came from Western copper engravings, which had
been imported into the country beginning in the late Ming period, but the use of
single-point perspective in landscape prints was an innovation. Nor had large
comumercial prints of landscapes been produced previcusly. Engraved inscrip-
tions reading “in the manner of Western painting’ are sometimes found on these
prints. _

The prints feature city scenes, popular scenic or tourist spots in Suzhou and
other areas, imaginary versions of sites with historical or cultural associations,
scenes from popular dramas or novels, and compositions containing auspicious
images for the New Year’s celebrations. These themes, subjects, and motifs had
previousky been found in Chinese art: what was new, and what gave rise to a new
subject for New Year’s prints, was their treatment in landscape-with-architecture
settings.”® The realism with which the setting was depicted marked an innova-
tion in the art of the Qing period. The traditional artistic emphasis in woodblock
printing on the forming of images by employing smooth and clear unbroken
lines — as opposed to the freehand brush-strokes used i painting — enhanced the
linearity characteristic of composition using Western perspective. The period in
which these Suzhou landscape prints were being produced coincides with the
period in which Castiglione and the Chinese painters at court were actively
cooperating to produce paintings in the Sino-Western style that has come to
mark the court art of that era.

The earliest-dated pair of Suzhou prints and one of the most celebrated of
those extant today 18 Fncyclopaedic View of Jobs in the City (Sanbailiushiixing
rey {fig. 12.5); it was drafted and printed by the Master of Baohuyjian in 1734,
The pair of prints vividly articulates the prosperity of Suzhou, in depicting the
area arourd Changmeng {(Heaven’s Gate), the busiest water gate and commercial
district of the city. It employs the conventional bird’s-eye-view perspective,
traditional in Chinese art, by looking eastward from outside the gate, but it also
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12.5. Master of Baohuijian, Encyclopagdic View of Jobs in the City (tight)
and Changmeng Gate in Suzhou, dated 1734. Hand-painted woodblock prints: right,
108.7 cm % 55 6 cm: left, 108.6 cm x 35.6 cm. Ohsha’joh Museum of Art,
Hiroshima, Japan. Photo courtesy of the Ohsha’joh Museum of Art.

adapts the fixed focal point of Western perspective to poriray the city realisti-
cally, in smooth diagonal recessions. Though the artist draws the buildings in a
typically Chinese isometric manner, the shadows of the houses are cast on the
streets, implying the presence of a single source of light from the upper left side.
Such a shading technique undoubtedly was appropriated from the hatching seen
in Western copper engravings. This calculated shading and the use of a constant
single source of light were new in Chinese art, having been uncommon in
traditional painting up to this period. The engraved inscription in the upper left
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corner of the print eulogizes the city: It [Suzhou] gathers commercial goods
from all over the world, and its urban affluence can be compared to that of
Kaifeng, the capital of the Northern Song.” A bit of regional pride can be found in
both the verse and the visual presentation, which uses the most coptemporary
techniques found in China at the time.

A print that can be traced to an illustrator who had a relative working as a court
artist in the early Qianlong Academy is the work entitled One Hundred Children
(Baizite) (fig. 12.6). It was designed by Zhang Shuchu’! and issued by Zhang
Xingzhu at Tachuawu in 1743. Zhang Shuchu was a student from Suzhoa who 15
recorded as having produced landscapes® in a manner identical to that of his
cousin Zhang Zongecang (1686-17356), a literati-style landscape painter of Suzhou,
who later became a leading court artist™ in the early Qianlong era. The theme of
One Hundred Children is one of the most popular auspicious subjects for New
Year's prings, symbolizing wishes for abundance of offspring and prosperity
among one’s descendants.

Zhang Shuchu shows a joyful gathering of children in the evening. The
composition is filled with boys and girls in every cormer. Lanterns lit and
hanging on the eaves indicate the time of day, and plum blossoms covered with
snow identify the season. The artist combines two scenes, rendered in different
styles. The lower half of the composition depicts children riding hobby horses,
children playing military general inside a weli-decorated house, and chiidren
playing with toys shaped like animals with auspicious associations, such as
rabbits and fish, in the garden. This lower half is in the conventional Chinese
manner. The upper half of the composition, however, which serves as a backdrop
for the scene below, uses a mixture of Western and traditional Chinese perspec-
tive. On the upper left side, boys are climbing steps towards a viewing terrace,
and on the right boys with their maids are in the pavilion cheering the ascending
boys. The traditional Chinese perspective of high distance has been used for the
viewing terrace, and the Western technique of foreshortening for the pavilion on
the right.

The details prove Zhang to be a painter of some calibre. The hanging land-
scape scroll in the pavilion, in ink bamboo, and the plants and wall painting of
trees in the house are drawn with minute attention to detail and a convincing
brash. Zhang’s treatment of rocks such as those at the base of the terrace and the
marvelious garden rock in the left foreground attests to his familiarity with
contemporary landscape painting. The formation of the garden rock especially
resembles the rock formation typical in the works of Yuan Jiang, a leading
landscape painter of Yangzhou, who painted at the court during the Yongzheng
era. An inscription at the top bears the sobriquet of Zhang Shuchu and mentions
that the artist employed the Western style.
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Pl Yhang Shunchu, One Mo ¢ ot 1743,

Woodhlock print, 102.2 cm x 56.5 em. Cellecuion unknown.
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A large painted hanging scrolt that reminds the viewer of the Suzhou prints
that use Western perspective is entitled A Poetic Thought of a New Spring in the
Capital > The work was created by a leading Academy painter, Xu Yang, who
came from the Changmeng Gate district of Suzhou. He had already won fame
locally as a painter before Emperor (Haniong summoned him to court in 1751, In
his hanging scroll Xu employs the same compositional device — a combination
of fixed focal point and bird’s-eye view — that we have seen in Encyclopaedic
View of Jobs in the Cify. The work depicts the city of Beijing, covered with light
snow, with hundreds of minute figures going about thelr activities in the Forbid-
den City. The artist creates a lively New-Year’s-morning atmoesphere within an
otherwise soundless and austere cityscape. Although it 1s unlikely that Xu Yang
himself designed Suzhou prints, some minor court artists may have returned to
Suzhou after their tenure and could have played a role in the production of the
new landscape prints by appropriating from painted compositions such as those
of Xu. There are no written records of Suzhou print draftsmen being summeoened
to court, but according to Wang Shucun, draftsmen from Yanghiuqing, another
major centre of New Year’s prints near Tianjin, were summoned to serve at the
court during the Qianlong era.® It is most likely that artists involved in print
making in Suzhou were also called to the service of the emperor at court.

Another work bearing an inscription mentioning that Western style has been
used is The Romance of the Western Chamber (Xixiangji),*¢ dated 1747. The title
was the name of a popular novel, of which there were many editions, and also of
a stage drama. The composition features a bird’s-eye view of a temple complex,
employing a fixed single focal point. The artist depicts several scenes in the one
composition by separating the scenes within architectural structures, This printed
composition presents the first seven acts of the drama, and the artist intelligently
highlights one of the most significant scenes, in which the hero and heroine first
encounter each other at a cerermony, commemorating her late father, in a temple.
The two young lovers-to-be, along with other main characters of the drama, are
shown inside the Buddha hall, the largest building in the picture, placed in the
upper right section. The building is situated closest to the focal point of the
cormposition, and its placement means that the viewer is led to the first climax in
this tale of romance.

A perspective with a single focal point is employed in a symmetrical pair of
prints entitled Afanggong Palace (fig. 12.7). The date is unknown, but the work
was produced by Guan Yuduan’s print shop of Shijiaxiang in Suzhou. The
printed composition portrays the imaginary garden of a palace built by the first
emperor of the Qin in 212 sce. The artist is a certain Guan Lian. The buildings on
both sides are depicted in smooth recessions that give realistic depth to the
picture. The shadows of the figures and of the piers of the bridge imply a source
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12.7. Guan Lian, Afanggong Palace, eighteenth century. Woodblock prints,
each 36 cm x 28 cm. Ohsha’joh Museum of Art, Hiroshima, Japan.

)

Photo courtesy of the Ohsha’joh Museum of Art.

4

of light on the upper left side. A pair of prinis entitled Playing at the Lotus
Pavilion®" is similarly composed, but the scene is viewed from the inside of a
room in which the ceilmg and floor are drawn using Western perspective. The
viewer, viewing a blooming lotus pond from inside a pavilion, is given a unigue
and stunning visual experience — it is as if the viewer 1s actually in the interior of
the room looking out. The realistic treatment of space and depth here and the
accurate rendition of the architectural setfing may be a good example of the
technique of perspective that was acquired from the miniature stage set illustra-
tions in the Shixue. .

Chinese artists specializing in Western-style porirait painting also created
landscape prints. West Lake (Xilu) (fig. 12.8) was designed by Ding Yingtai®®
from Qianjian, today’s Hangzhou, and issued by Dinglaijiar: of Suzhou. He and
his daughter, Ding Yu, were known for their ink and colour portraits in the
Western style. The print portrays a dwelling by the West Lake in which two

b2
.
-5

Yingtai, West Lake. early eightecnth century. Woodblock print,

2o x 28 em. Oh b Museum of Art. Hiroshima. Japan.

Photo courtesy of the Ohsha’joh Museum of Art.
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ladies are conversing. A little boy is climbing a fence assisted by a maid, and
other boys are playing in the house. The quality of the work indicates that Ding
Yingtai made & serious study of Western perspective. In fact, we know that Ding
studied Jiao Bingzhen's Rice Farming and Sericulture, because he has appropri-

* ated motifs from Jiao’s art in West Lake. The most apparent of these motifs in
Ding’s composition is the little boy being held by his lady attendant, looking
over a fence: an almost exactly similar pair of figures appears in Jiao’s work
{fig. 12.9). In Ding’s work, an effective and painstaking use of hatching on the
surfaces of objects and on the shadows represented in the picture gives the
illusion that this woodblock print might have been produced from a copper
engraving. Also noteworthy is the three-dimensional effect of even small motifs
such as potted plants on a table, a dog, and trees, which is enhanced by the
careful rendering of shadows produced from a single light source on the upper
right side of the composition.

Tengwangge Pavilion (fig. 12.10),%% undated, and printed by a certain Mr
Guan of Taohunawu, is another work typical in its employment of Western
techniques to create a realistic depiction of a scene. The work also combines the
scholar-artist’s tradition of shivirue (poetic thought painting), which had been
popular among literati artists in Suzhou since the middie Ming pericd. The print
visualizes a poem about Tengwangge by Wang Bo, a celebrated poet of the Tang
dynasty; the poem is engraved on the upper right side of the composition with
calligraphic strokes, and the scholar-artists” ideal of combining the ‘three perfec-
tions” of poetry, painting, and calligraphy is thereby realized. However, unlike
in the works.of literati painting, here the combination of the three arts is made
ciearer to a wider audience by the actual illustration of what is read in the verses
reproduced within the picture itself. Many Suzhou prints were engraved with
verses composed and signed by the draftsmen themselves. They indicate that in
the mid-eighteenth century, professional painters, often called mere ‘artisans,’
were educated enough th compose poetry, even though their verses may not have
been as refined as Wang Bo’s.

In Tengwangge Pavilion, scenes of lively activity generate a joyous atmos-
phere celebrating the coming of spring. Ladies in the pavilion and the coustyard
amuse themselves by enjoying the view over the Hanjiang River or by watching
a boy flying a kite. The foreshortening employed for the pavilion and the
hatching used to create shadows on figures and bujldings introduce a naturalistic
and realistic effect. In the background boats sail on the river, ruffled by the wind.
The waves are left blank at intervals, as if to portray the reflections of sunlight.

New Year'’s Morning (Suizhaotu),*® rendered in the Sino-Western style, is
another fine example of a poetic thought picture adorned with auspicious motifs
celebrating the new year. Cai Weiyuan of Tachuawa designed the picture to

?
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correspond to the lines of the poem engraved at the op. The picture portrays a
section of the city of Suzhou covered lightly with snow. Houses and streets along
a canal are depicted in the foreground, a garden with a viewing terrace in the
middie ground, and distant snow-covered mountains beyond a river in the
background. The sunlight shines from the upper right side. and the shadows cast
by the houses on the surface of the water in the canal are depicted using the
hatching technigue.

The verses engraved above the mountains read “Plum blossoms and snow
compete with each other for the spring; the sound of fireworks announces the
coming of the new year; charcoals buraing red in the brazier picase boys; and an
old gentleman walks towards the viewing terrace with a staff.” The picture
represents a clear morning scene after snow. Ladies in the foreground break the
branches of plum blossoms, and a boy at the lower left corner lights a firecracker.
Inside the house, in the middle ground of the picture, 2 boy warms his hands over
a charcoal brazier. In the back yard by the river, an old gentleman with a staff
approaches the terrace. As in the case of Tengwengge Pavilion, the picture
visualizes exactly what is written in each line of the poetry, and the verses
describe exactly what is depicted in the corresponding illustration. This well-
designed composition reminds us of Academy paintings in the Sino-Western
style such as Record of the Year’s Holidays. The print is a visual record of
how imperial painting styles of the period were assimilated into conventional
literati painting.

Prints of any type are difficult to study owing to the jack of specific information
on such things as date of production and the background of the artists who
produced them. Information is scattered throughout miscellaneous sources, if it
can be found anywhere. There have been short references by recent scholars to
the fact that the Suzhou prints were produced under the influence of art works
imported from the West through the trading ports of Guangdong (Canton), but
neither specific examples of such stylistic influence nor specific dating has been
offered. In this study I have attempted to present as many dates and names of
artists as possible, along with any reliable background information on the artists.
More concrete information must be found if we are to reconstruct the cultural
and art historical situation of the period. Further study will aid cur understanding
of the dissemination of court culture to the Qing public.

Large Suzhou prints employing Western perspective were created in the city
ateliers, but much circumstantial evidence poinss to the stylistic influence of
court art and to the dissemination of the Sino-Westerrni style by Chinese artists
who acquired Western techniques in the Qing Imperial Painting Academy. The
Suzhou area produced many talented men for both offictaldom and the world of
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art and had consequently built strong ties with the court circle by the mid-Qing
pericd. The creation of the Sine-Western style of art would not have been
possible without the Qing emperors’ acceptance of the art introduced by the
Jesuit missionaries; these emperors provided an environment for the nurturing of
an lnnovative style. The Sino-Western style would not have hbeen born without
artists such as Castiglione, who persisted in his work through three imperial
reigns and accepted and understood Chinese preferences in art. The develop-
ment of the woodblock printed form of Sino-Western art was possible only in a
city such as Suzhou, which had both a long tradition of print making and artists
receptive and educated enough to recognize and value the mechanics of the
mnpovative Sino-Western style being developed at the court. The printed works
would not have flourished without a sufficien: number of customers educated
and affluent enough to purchase such luxury goods, which were used only
during the holiday seasons. All these factors made possible the development in
the cities of Suzhou of prints with landscapes using Westarn perspective, under
the strong influence of a contemporary Sino-Western styie of painting repre-
sentative of court art in the mid-Qing peried. .

NOTES

I The word perspective is used in a broad sense in this article. Perspective as under-
stood in Western art is different from perspective as used in traditional Chinese art.
Traditional Chinese perspective has been referred to in English by words such as
‘vista, *distance,” and ‘view.” The most significant difference between the perspec-
tive drawings of the two cultures is the fact that raditional Chinese perspective used
-a moving focus or multiple focal points in a single composition. In this article, both
Western and Chinese perspective are referred to by the single term “perspective’ and
are differentiated by the specification “Western” or ‘Chinese.”

2

For a discussion of the first phase, see Hiromitsu Kobayashi, ‘Chinese Painting and
Western Art Introduced by the Jesuit Missionaries. in $z. Francis Xavier - An
Aposile of the West: The Encounter between Europe and Asia during the Period of
the Grear Navigations, vol. 1 (Tokyo, 1999,) pp. 172-84.

3 Hao’s new style was approved by Kangxi when he created a landscape painting for
the emperor in the spring of 1689. Pleased with the accurate calculation of the
distances among the components of the landscape, the emperor praised him: *Jiao
Bingzhen, who truly understood astronomy and perspective, successfufly assimilated
Western styles into Chinese painting.” See Hu Jing, Guozhao Yuanhualu, preface
dated 1816, vol. 1, reproduced in Huashi Congshu, vol. 3 {Shanghai, 1962}, pp. 1-2.

4 A later edition of the Gongini was printed in 1808. and similar painted versions by

3

6

10

11
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Leng Mei and Chen Mei are found in the collection of the National Palace Museum,
Taibei.

Zhu Gui was best known as a carver for the Lingyangeiu {Portraits of the Meritori-
ous Retainers of the Hatl of Fame), preface dated 1669, itlustrations by Liu Yuan.
Zhu meticutously engraved twenty-four meritorious retainers of the Tang emperor
Taizong for the iflustrations for the printed book.

Classical Ladies is a set of twelve album leaves, ink and colour on silk, 30 cm x
21.2 ¢m, in the collection of the National Palace Museum, Beijing. For a reproduc-
tion, see Court Paintings and Court Painters of the Qing Dynasty, Qingdai gongting
huihua, comp. and ed. National Palace Museum {Beijing, 1992), plate 1.

Ten Court Poetries is an album painting consisting of & set of ten double-spread
album leaves with paintings in ink and colour on silk on the right and verses by
Prince Hongli (Bao) on the left. The prince’s poems were inscribed on the isaves by
an official, Liang Shizheng. Each leaf measures 32.2 cm x 42.3 cm. The album is in
the coliection of the National Palace Museurn, Beijing. For a reproduction, see
Court Paintings and Court Painiers (n6 above), plate 3.

It is recorded that in 1721 Kangxi examined ten oil paintings by Chinese artists.
See Takeyoshi Tsuruta, ‘Banreki-Kenryukan no Seiyoga no ryunyu to Yofuga,” in
Chugokuno yofuga ten, ed. Shigeru Aokl and Hiromitsu Kobayashi {Machida, 1995).
p. 443,

Beauties in the Shade of the Phoenix Tree is an eightfold screen, oil on paper,

128.5 cm % 326 cm, in the collection of the National Palace Museumn, Beijing.

For a reproduction, see Court Paintings and Court Painters, plae 30.

There is a record of a painting by Nian entitled Four Mynah Birds on a Branch of
Loquat and dated 1734. The written descriptions of the painting imply a stylistic
resemblance 1o Castiglione’s realistic rendition of birds. See Zuo Lang, Huzhong
Huachuanlu, preface dated 1795, reproduced in the compendium Meishu Congshu
ser. 1, book 10 (Taibei, 1969), p. 196.

Nian Xiyao was once the superintendent of the Imperial Porcelain Factory. Under
his supervision the imperial kiln at Jingdezhen produced fine ceramic works for the
court and other purchasers in the early Qing period. Castiglione is believed to have
produced designs for ceramic works during the period in which the factory was
supervised by Nian. See Cécile and Michel Beurdeley, Giuseppe Casriglione: A
Jesuit Painter at the Couri of the Chinese Emperors, trans. Michael Bullock
(Rutland, VT, and Tokyo, 1971}, p. 47. Western shading and realism are found in
some of the motifs on the wares and porcelain, which later came to be known as
Nianvao {Nian’s porcelain). For an example of Nianyao porcelain, see plate 111 in
From Beijing to Versailles: Artistic Relations between Ching and France (Hong
Kong, 1997), pp. 284-5. Nian Xiyao was also a junior vice-president of the Board
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of Works and a minister of the Imperial Houschold. See Eminent Chinese of the
Ch'ing Period, ed. Arthur W. Humme! {Washington, 1943; repr. Taibet, 1973},

pp. 588, 590.

In his preface to the 1729 edition Nian writes that he was able 10 use Western
techniques for Chinese subjects after receiving frequent advice from Castighione.
This preface is reproduced in the 1735 edition of the Shixue, & copy of which is in
the collection of Bodleian Library, Oxford University.

For further reading on this sopic, see Yang Boda, "The Development of the Ci’ien-
lung Painting Academy,” trans. Jonathan Hay, in Words and Images: Chinese Poetry,
Calligraphy, and Painting. ed. Alfreda Murck and Wen C. Fong (Princeton, 19913,
pp. 333-36.

Two other artists were Ya Xing and Yu Zhi. See Yang Boda, "The Development,’

p. 341 ’

Auspicious Grand Bell is a hanging scroll, ink and colour on silk, 180.2 cm x 165.6
¢, in the collection of the National Palace Museum, Taibei. For a reproduction, see
Gugong shuhua tulu, ed. National Palace Museum, vol. 12 (Taibei, 1993), p. 379.
The dates of extant known works range from 1734 to 1747, but andated works show
further developments in style.

The literat] were scholar-gentlemen, the educated elite, who often held government
posts. Literati artists in theory were distinct from professionals ini that they painted
as amateurs; in other words, their paintings were not for sale. By the Ming and
Qing periods, however. there were many Jiterati painters whe sold their art dis-
creetly, and many professionals who painted according to literali tastes and in
literati styles.

Qianlong Inspecting Horses in a Spring Field is a hand scroll painting created by
Castiglione in collaboration with Tang Dai. The work is 46 cm x 446 cm and is in
the collection of Fujii Yurinkan, Kyoto. For a reproduction, see the exhibition
catatogue entitled Chugokuno yofuga ten (n8 above], plate 53.

Record of the Year’s Holidays is a hanging scroll, ink and colour on silk, 195 cm x
97 cm, in the collection of the National Patace Museum, Tatbei. For reproductions,
see Gugong shuhua tuly, vol. 14 {Taibei, 1994}, pp. 275-97.

Bagi (Eight Banners), established in the Qing dynasty, was a basic administrative
and military system consisting of eight units distinguished by the colour of the flags
symbolizing each unit. There were eight banners each for the Manchus and for the
Mongols and the Chinese. For further information on Bagi, see Charles O. Hucker,
A Dictionary of Official Titles in Imperial China {Stanford, 1985), p. 134, no. 611.
Yang Boda has discovered that the apprentices in the Imperial Painting Academy
were originally sula, or workmen from the top three Manchu banners. For further
reading on this topic, see Yang Boda, “The Development,’ pp. 3434,

Ibid., pp. 338, 343.
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Tnd., p. 343.

Ibid.

Crafismen came to work in Suzhou in the late Ming and early Qing periods from
Xin'an, Hangzhou, and Nanjing. In the Qing period the number of such craftsmen in
the area increased because the publication of vernacular literature was banned in
1652, 1709, and 1714 as part of an attempt to uphoid Confucian morality in society,
and experienced craftsmen employed in producing illustrations for vernacular
literature in other centres lost their jobs. Many of them found positions in which
they could utilize their expertise in Suzhou print shops. For further discussion of this
topic, see Wang Shucun, Chungguo minjian nianhuashi tule. vol. 1 {Shanghai,
1991). pp. 10-11

New Year’s pictures could be either paintings ot prints. Emperor (ianlong Enjoying
Snow, mentioned in the text, is a good example of a painted work. Today the term
nianhua, or New Year's pictures, generally means printed works in the tradition of
popular foik art that are produced by unknown local craftsmen from all over China
before the holiday seasons. In the Northern Song period, New Year’s prinis ilius-
trating such images as door-gods and the demon-queller Zhonggui were sold at city
markets in the capital, Kaifeng, at the end of the year. These printed images were
believed to expel bad spirits and to prevent children from succumbing to diseases.
Among the prints made in the Jin period (1115-1234) can be found the earliest
extant New Year’s prints. Two significant examples are Four Beauries and General
Guan Wu. 1n the Ming and Qing periods, a variety of subjects, including beauties,
boys, animals, plants, and other miscellaneouns auspicious motifs, were employed

in the prints. They all expressed good wishes for long life, wealth, distinction,
successful careers, the prosperity of one’s descendants, and soon on, as befitting

the New Year’s celebration. In the early Qing period, Suzhou and Yangliuging,

near Tianjin in Hubei province, became major centres of production of New Year’s
prints and were known for their high-quality work. Other well-known centres of
production in the Ming and Qing penods included Weifang and Yangjiabu in
Shandong province, Fengxiang in Shaanxi province, Wugiang in Hebei province,
and Mianzhu in Sichuan province. For further information on the history of New
Year's prints, see Wang Shucun, Chungguo minjian nianhuashi mle, vols 1 and 2
(n24 above). .

During the Yongzheng and Qianlong eras, there were more than fifty print shops in
the districts of Tachuawu and Shantang, which manufactured more than a million
prints a year. See Suzhou Shihua, Jiangsu renmin chubanshe, ed. Liao Jao et al,
{Suzhou, 1980, p. 193.

27 Auspicious Dwelling of Minister Taozhu, 107.2 cm x 53.9 cm, is in the coliection

of the Ohsha’joh Museum of Art, Hiroshima. For a reproduction, see Chugokuno
yofuga ten (n8 above}. p. 398.
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Ladies and Boys in an Elegant Garden, 100.1 cm x 50.5 cm, is in the coliection of
the Ohsha’joh Museum of Art. For a reproduction, see ibid., p. 57.

Noble Family Celebrating the New Year, 105.7 cm x 53.3 cm, is in the collection of
the Ohsha’joh Museam of Art. For a reproduction, see ibid, p. 400.

Although Suzhou prints are for the most part New Year’s pictures, extant examples
siggest that some were used 10 celebrate other events, such as the Harvest Moon or
the construction of a new bridge.

For a biography of Zhang Shuchu and Zhang Zongcang, see Zhang Geng, Guozhao
Huazhengxulu, vol. 2, prefaces dated 1735 and 1739, vol. 2, reproduced in Huashi
Congshu (n3 above), pp. 104-5.

Tbid.

When Qianlong visited Suzhou in 1751 on the first of his southern inspection tours,
Zhang Zongeang presented him with an album of landscapes depicting the scenery
of Suzhou and its vicinity. He was immediately summoned to the court. See Yang
Boda, ‘The Development,” p. 345.

A Poetic Thought of &« New Spring in the Capiral 1s 2 hanging scroll, ink and colour
on silk, 235 cm x 233.8 cm, in the collection of the National Palace Museum,
Beijing. For a reproduction, see Court Paintings and Court Painters {n6 above),
plate 106.

See Wang Shucun, Chungguo minjian nianhuashe tule, vol. 1, p. 13.

The Romance of the Western Chamber, 96.5 cm x 53 ¢m, is in a private collection in
Kyoto, Japan. For a reproduction, see Chugokuno yofuga ten, p. 61.

The prints that make up the pair entitled Playing at the Lotus Pavilion are 73.6 cm X
56 crm (right print) and 74.6 cm x 56.3 cm (left print). The pair is in the collection
of the Ohsha’joh Museum of Art. For a reproduction, see the exhibition catalogue
entitled Chugoku kodaihanga ten (Machida, 1988), p. 261.

For 2 biography of Ding Yingtai and Ding Yu, see Guozhao Huazhengrulu, vol. 2,
pp- 116-17.

Tengwangge pavilion. near Nanchang, was built by Li Yuanying, the twenty-second
son of Tang Gaozu, when he became King Teng. For blographical accounts of King
Teng, see the reproduction of Jiu Tangshu, vol. 64, Liezhuan 14, Gaozi Ershierzi, in
Ershi wu Shi [Histories of Twenty-five Successive Dynasties], vol. 5 (Shanghai,
1980), p. 293. The poet Wang Bo visited the pavilion and composed the poem in
639 cE. For further information on the poem, see Toshi Sen, ed. Maeno Naoaki
{Tokyo, 1961), pp. 62-4.

New Year's Morning, 97.8 cm x 33.9 cm, is in the collection of the Ohsha’joh
Museur of Art. For a reproduction, see Chugokuno yofuga ten, p. 383.
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