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all Chinese ceremonies.” The report of this Jesuit detractor notwithstand-
ing, the classical allusion is supposed to invoke in the visitor an image of
a contented ruler securely supported by his allies. The ode reads,

To the winding hills comes a whirling wind from the south;

B tal

Your lands are vast and extensive, stretching far and wide;

[t

You have received a long-lived mandate, wealth, and happiness;

[ seudd]

You have supporters and helpers, filial and virtuous people who bear

you up like wings;

i 2it)

Such is our gracious sovereign,

Considered a paragon by all in the four quarters,

frinik]]

The sovereign’s chariots are many; his horses, trained and fleet . . .
(excerpted from ode 252)

The two paintings that hung in the Zhuan’a shengjing dian visually
portray the text of this ode: Ceremonial Banquet depicts the “gracious sover-
eign” Qianlong just as he arrives in the park in a sedan chair to enfeoff
his “supporters and helpers,” that is, the new Oirat subjects; Horsemanship
depicts him again with Zunghar leaders, enjoying an equestrian show
performed on horses “trained and fleet.” In the naming of the Zhuan’a
shengjing dian pavilion, Qianlong thus styled himself after the sage kings
of Chinese antiquity by evoking traditional poetic imagery from Han clas-
sical literature. He interpreted those images visually with the help of
European painters who accommodated his desire to be depicted as “a
paragon by all in the four quarters” of the empire. Thus did Qianlong
put European painting styles and classical Han literature into service to
promote his political relationships with the Mongols.

What was the eventual fate of these two paintings? Yang Boda believes
both hung in the Zhuan’a shengjing dian for almost forty-five vyears,
although some believe they may have been replaced earlier. Nonetheless,
upon Qianlong’s death, both paintings were sent to Beijing as memorial
souvenirs and placed in Qjanlong’s spirit-shrine in the Jingshan shouhuang
dian. When the last Qing emperor abdicated, the paintings became part
of the Palace Museum collections. Most secondary sources by modern-
day Chinese art historians point to these paintings as visual proof of the
long history of harmonious coexistence among China’s many ethnic groups.
Both works were publicly exhibited for the first time in 1975 in an exhibit
of paintings about the Mountain Villa. This was during the Cultural
Revolution, and one wonders if the exhibit was intended to demonstrate
the proper place of minority peoples (a certain myopia perhaps beclouding
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the fact that Qianlong was a “minority” Manchu sovereign over the Han
people). Ceremonial Banquet underwent some restoration for the 1975 exhibit
and was remounted then; its blue and gold colors had flaked and it was
somewhat mildewed, but it was otherwise restored to good condition. In
1981, a symposium on the Ceremonial Banquet painting in China was attended
by various international scholars.'? Ceremonial Banquet has thus played a
role in art and politics in both the Qing dynasty and in modern times,
outlasting both the fall of the imperial dynastic system and the Cultural
Revolution.
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This medium is described in English in Zhu Jiajin’s “Castiglione’s  Tieluo
Paintings” and in Chinese in Yang Boda, “Wanshu yuan ciyan tw,” 15.

For a bibliography of sources regarding Jesuits in China, see Joseph Dehergne,
Répertoire des Fésuites de Chine.

Besides creating paintings for the imperial ateliers, the Jesuits also composed
music for the Chinese court. Musical works by Amiot and other Jesuits resident
in China in the seventeenth and eighteenth centuries have recently been inter-
preted by the group Musique des Lumiéres; see recording of Teodorico Pedrini,
Concert baroque a la Cité Interdite. 1 am grateful to Josef Kyburz for drawing this
work to my attention.

Choix des lettres édifiantes, 180—184.

For a reproduction of a portrait of a Mongol noble attributed to Attiret and
dated to 1754, see Ka Bo Tsang, “Portraits of Meritorious Officials,” 70. A
Chinese version of this work includes color plates of other Mongol nobles; see
Tsang’s “Ji feng gong, shu wei ji [Record of the portraits of ten martial heroes].”
The following several paragraphs summarize the main points of Yang Boda’s
“Wanshu yuan ciyan tu kaoxi [An Analysis of Ceremonial Banquet],” and “Guanyu
Mashu tu [On Horsemanship).”

For Castiglione’s work on perspective, see Cécile Beurdeley and Michel
Beurdeley, Giuseppe Castiglione.

See Yang Boda, “Wanshu yuan ciyan tu kaoxi.”

For a discussion of this painting, see Yang Boda, “ Guanyu Mashu tu.”

10" Jinling Chen and Zheng Guangrong, “Mashu tu [Horsemanship].”

11
12

Yang Boda, “Wanshu yuan ciyan tu kaoxi.”
Yang Boda, “Wanshu yuan ciyan tu kaoxi.”



