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I ntroduction

| had been with some Friends @amard a House neaParis, and magnificently

Ent ert ai nMosiedrdedsuigy, the jord of it; when upon our return home,
abaut Nine of the Clock at Night, the Air serene, and the Moon in the Full, the
Contemplation of that bright Luminary, furnished us with such variety of Thoughts, as
made the way seem shorter than, indeed, it was. Our Eyes being fixed upon that stately
Planet every one spoke what he thought of it: One would needs have it be a Garret
Window of Heaven; another presently affirmed, That it was the Pan wher®ipoa
smoothedApollod s Band; whilst another was of Opinion
Sun himself who putting his Locks up under his Cap at Night, peepexdigih a hole, to
observe what was doing in the World, during his absence: And for my part, Gentlemen,
said I, that | may put in for a share, and guess with the rest; not to amuse my self with
those curious Notions, wherewith you tickle and spur on flowpaced Time; | believe, that
the Moon isa World like ours, to which this of ours serves likewise for a Moon. This
was received with the general Laughter of the Company. And perhaps, said I,
(Gentlemeijust so they laugh now in the Moon, at some who maintain, That this Globe,
where we are, is a World.Cyrano de Bergerad,he Comical History of the States and
Empires of the Worlds of the Moon and Swanslated by A.Lovell, London, 1687-21

From 1715 to 1766,Giuseppe Castiglione (168%66) was employed as a

painter by threesuccessiveEmperors of China: Kangxil6541722 regnant:
16621722),Yoncheng(16781739 regnant: 1723 735)and Qianlong (1711

1799, regnant: 1736796) Castiglione wasorn in Milan on 19 July 1688,
according to the baptismal registers of
church! Once in China, he never went back to his home town and he spent all

'6Giuseppe Simone Teodoro was born today, son of
Signora Anna Maria. Havas baptized by me Carolo Garzonio, the godfather was Signore

Simone [from the] Cathedral parish church and godmather Signora Maddalena Castiglione
[from t he] Par i sh c(GiuseppehSimorfe TeBdom, ndfcaaggi fglioldeln o 6

Signore Pietro Gatiglione, et Signora Anna Maria iugati. E stato battezzato da me Carolo

Garzonio, conpadre fu il Signore Simone [?] Parrocchia del Duomo, conmadre Signora
Maddal ena Castigli ona Pabescribicntuh mominadbaptizataum Mar cel |
16801715,n. 29; Archivio Diocesano, MilaiThe same manuscript also records the baptism of
Castiglionebds brother (Giovanni Battista, Decem
December 1686) who died eight months later. The métHamily named/igonedmay dso be

found in the registry of weddings of San Marcellino (1-43@7) May 24, 1684.



his life working on various commissions for tliging Householdin Beijing

where e was known as Larghining.
In theold Catholic cemetery aZhalanin the Chinese capitaine maystill

see his tombstond.ike the tombs of other westernenio served the Qing

dynasty the stone on &stiglionds graveis decorateavith imperialdragons and

inscribed both in Chinese and in LatinOn the rightside of the stone the

Chinese texproclaims
Since the years of the Kangxi reign, you, Lang Shining, worked diligently
in the imperial palace and ave already granted the button and beltaof
third rank official. Today you passed away because of illndss.
remembrance of your service in the palace for many years and given the
fact that you were almost 80 years olek hereby grant youdollowing the
precedent of Dai JinxiafignatiusKdégler], the title of Vice Minister and
300 taels of silver from themperial treasury in order to cover the
expenses of your funeral so as to shaw sympathy and compassion.
This isour order?

The text o the leftis supplemented by a Latin inscription
To God, the Greatest, the Be&rother Giuseppe Castiglione, an Italian
from Milan, afull Coadjutor of the Society of Jesus, came to [Beijing] by
the order of the Emperor in 171By means of his paintingluring 50
years atcourt he brought great honour to Europe and rendered
distinguished service to the Missidaqually distinguished in the pursuit
of religious perfection he died piously on thigteenthday of July in the
Year of the Lord 1766 at the age of 78 having spent 59 and a half years in
the Socigy.>

Both inscriptions emphasise thafastiglione worked for the Qing court.

Nevertheless, theliffer, as if the painter had letio different lives.The

& MW E AM . b LV N
' i 5 Ho v O A I
N HyY & g edictof the Emperor Qianlond16 July 176&. The Chinese text

and its English translation are Bdward J. Malatesta and Gao Zhiyu (ed3gparted, yet
present. Zhalan the oldest Christian cemetery in Beijgan FancisceMacau, 1995217.

3 @.0.M. Fr. Joseph Castiglione, Italus, Mediolanensis, Coadjutor formatusJ8sa. De
mandato Iperatoris Pekinum venit, an. Dom. 1715, ubi pictoria sua arte quam magno europei
nom. Honore per ann. 50 in aula exercuit, prasoia Missioni dedit operam, religiosae simul
perfectionis praeclarus et ipse cultBre obiit die 16 Jul. Ann. Dom. 1766, aetatis 78. Sobiet.

cum dimidia 6 Myptramslation.Unless otherwise indicated, all quotations in this thesis are
my own transition.
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Chineseinscription refers toan estemedimperial painter who wasvested
with official rank. In catrast, the Latinnscription chieflyreports the life of a
Jesuit missionary who also happened to be a painter, and daarch for
religious perfection.

In a sense, theontrast between the two inscriptions swmp thepurpose
of this dissertationwhich is to exploreCast i gl i oneds career
Contrary to the current scholarly view, | shall demonstrate that Castiglione
came to China first and foremost as a professional pakitem this follows the
central aim of this dissertation, which is tepere and account for the entire
professional career of Castiglione and, in keeping with this, to put his vocation
as a Jesuit into its proper perspective.

This is a matter of some importancenc® Castiglion® Zeath the gulf
between the two versionsf diis life given on his tombstone has widened
considerably. In factCastiglionés artistic personality hagradually been
separatd into two: the oneChinese the otherCatholic and EuropeanWhen
approached thusCastiglionés life as a painter becomencoherent, as if he
were more than one person. Accordingly, almost all scholarly work on
Castiglione falls into two distinct fields: anistorical studies orhis role as a
painter serving in the Qing workshops, asidologicalresearch exploring his
life as a Jesuit working for the Beijimgission

Until relatively recently, e main problemwith art-historical work on
Castiglionewas alack of securely attributed imagery produced during his early
years in EuropeAs a consequence, there has ba¢mofaindlack ofinterest in
t he arti st 0sSo fat, thé only scholar veho has madgiressed this
guestion igGeorge Robert Loehin his bookGiuseppe Castiglione (168B766)
pittore di -Lomgrimperatate dell€ Gildgl1940n- the first work
dedicated entaly to the Milanese artistLoehr underscores the importance of
thep a i nltalean grodessional training as an experience not lirdadpletely
to the Jesuit environment.

I n fact, he acknowl edgmwlhedmaastt eCa Dt iwdhloi «
trained him to reach the greatgmbfessionalresults? This statementcomes

with no concrete evidence. As such,stimulated myown exploration of

* George Robert LoehrGiuseppe Castiglione (168B7 6 6 ) pittore -ldig corte d
imperatore della CinaRome, 1940, 7.



Casti gl i o mfesSi@al patht fiom his imtigfaining to the famene

attainedat the Beijing court.This is what distingushes the present thesis from

other studies devoted to the Milanese artist. After Loehr, the most important

work on Castiglione is thkighly usefulGiuseppe CastiglionéA Jesuit Painter

at the Court of the Chinedemperors(London, 1972 by Cecile and Michel

Beurdeley.It reveals a gooavorking knowledge of Jesuit archival sources and

gives an account of Castilpasehmeodos Wwoekr d
work. It certainlythrows light on the Jesuit environnitein which Castiglione

worked. However, the man pr obl em wi t h tishadackBbbeur del ey

data to support a proper explorationf Castiglionedbds artisti
ltaly and China. It I's thus evident t he
interest |carecCasatvhalgl i oneds

A complete arhi st or i cal accounhbutincChinaGniysst i gl i one

offered by Michele Pirazzoli 6 S e r s tNEolas Standaerin(ed Mandbook
of Christianity in Chinaand in various other publitans where Pirazzoli
focuses especially on the Yuanmingyuan Pal&srden of Total Clarity)for
which Castiglione and other Jesuit artists supplied architectural designs.
Pirazzoli has a full command of the Chinese sources and for this reason she
preents a convincing picture of the complex reality of Qianlong patronage and
its effects onC@astiigyliiooemé&ds Chomlese car
been examined in detail. However, its exact relationship to his Italian training
remains to be assesse

So far, the few specialist studies on Castiglione and the colossal literature
on related topics, such as the historical and cultural relations between Asia and
Europe and the Jesuit world,eacuriously unable to shed ligbh the basic
aspects of the MI anese p dhus Castigliorss oduvrd leas been
exploredexclusively throughis Qing commissiong-or this reasom range of
authors whilst offering very attentive analgs of the Chineseworks, still
persist in placingCastiglione in the ambuousand not particularly helpful

category ofa Jeduit artisk To cite oneexample Craig Clunasvrongly assumes

® Nicolas Standaert (ed.andbook of Christianity in China_eidenBostonKéln, 2001, 823

835. For the other works by Rizzoli see for exampléThe Emperor Qianlorg European

Palace§ Orientations vol. 19, n. 11,1988, 6171, 6 Eur opeomani a atThet he Chi ne
Palace of the Delights dflarmony (17471 751 ) , ArchitectureThand inter
Transactions ofhe Oriental Ceramic Societyol. 65, 20062001, 47-60.



t hat OHe had been deli berately trained
subject s, bef or € Likewise nggneral eefence works likeh i na . o
The Oxford Dictionary of Artassertthat Castiglionewas an6 1 t al i an Jesu
missionary and amateur paintér

One of my chief aims is to challenge
career. | shall show that Castigliom&s in fact gorofessional painter with a
very full command of different pictorial styles. This is why the central premise
of this thesis is that any exploration
supplemented by a proper understanding of his Italian training. In keejim
this, the present thesistise firstscholarlystudy ofCastigliond s car eer base
on bothltalian and Chinestextual andpictorial sourceslt is, in part, rooted in
a direct analysis of a set of hitherto ignored images that may be attribuked to
artist and which are still on display in Genoa in I&iFhese aresevenpaintings
made by Castiglione in the first years of the eighteenth century, which have
never been properlpublishedand so remain unknown to art historians and
sinologists aliké On the basis of thisnique pictorial source it is possible to
draw links backwardst o Casti gl i oneds +tanddlsai ng Vyea
forwards,to the painteis Chineseareer

In many ways Castiglionés career as a wholeepresents a unique art
historical casestudy. For his career was structured by twdifferent artistic
cultures, ondeuropeantheother Chinese. The formérr amed Cast i gl i one
training and the latteshapedhis mgor professional achievements. As | aim to
prove,Castigime 6 s training and tlasanimpeiall t s he
painter are profoundly interconnectedTherefore, as | hope, a better
understanding ofiis career may stimulatiirther and more psfound enquiries
into the multi-facetedartistic relations b&teen Europe and Chinia the early
modern period

In keeping with these aims, | have undertaken a systematic iriqrotegh

Jesuit manuscript sources held in the archives of the Order, and also in other

6 Craig ClunasArt in China OxfordNew York 1997,78.

" Jane Turner (ed.J;he Oxford Dictionary of ArtOxford-New York 1993,97.
8 See part Il of the present thesis; 3B

®Fordescrippnsd Casti gl i eeeney®atl|lb26b6.nt i ngs



ltalian collections® The vast collections of Jesyirimary sources have yielded
a lot of evidence about artistic issues and practices not usually noted in art
historical and iological studies.This is becauselesuit biographers of
Castiglionetend to approachanuscript sourcesccording to narrow modtkeof
Catholic hi storiography, ignoring there
artistic life. ** Moreover, such studies amften not based on aystematic
collecting of data and tend to be incomplete because their authors focus only on
sources promotinghe religious and cultural values of the Chinese mission and
its history.

Here it should be stated that Castiglione certainly played an important role
within the missionary strategies of the Jesuits in China. Nevertheless, his role
was, quite simply, tod a painter and, through this, to help the Jesuits retain
imperial favour. This much is suggested by the fact that the Order always drew
a clear di stinction between amateur pai
own works are the best example of this:taly, Portugal and China all of his
important commissions from the Order required a high level of technical
ability. > The Jesuits would probably not have given such technically

demanding tasks to an amateainter

91n addition to the Roman archive of the Society of JEARSI), a few State libraries and
archives offer small but important collections of Jesuit manusctiptRome these are the
Biblioteca Nazionale Wtorio Emanuele Il, (Fondo Gesuiticdhe Biblioteca Corsinianand the
Biblioteca CasanatensaAlso, | have looked at the small collections of Jesuit documents in the
State Archives of Genoa and Turin.

1 See, for example, HenridEdier, Histoire générée de la Chine et de ses relations avec les
pays étrangersParis, 1920and Bibliotheca Sinica HildesheimNew York, 1971, 3 vols, vol.
L. Peliccs qobhlee oD gi ni del |-l 64 0 )ed Real® ttedlemia a Cci nese
d'ltalia, studi e doamenti,n. 9, 1939;Joseph Bhergne Répertoire des jésuites de Chine de
1552 & 1800vol. XXXVII, Rome 1973;Antoine Gaubil, Correspondance de Pékin 172259
Genéve, 1970; LouisfBter, Notices Biographiques et Bibliographiques sur les jesuites de
l'ancienne mission de Chine 158273 Shanghai, 1932; Iszl6 Polgar, Bibliographie sur
I'Histoire de la Compagnie de Jésus 19080 Roma, 1990.

12 5ee part |1l of the present thesis, 1PZB.



The trajectory of the thesis

In the first part of this thesis | shall show that the Jesuits deliberately chose
Castiglione to fit with the requirements of the r@thg emperors, and | shall
also explore what these emperors expected of the Milanese painter and how
they judged himThe paton-artist relationship that Castiglione workedder in
Beijing was certainly not one of open dialogue. Rather, it was based on the
acceptance of definite rules and, above all, of imperial authority. Moreover,
within the Beijing court Castiglione was paof a larger group of skilled
individuals of very diverse origins, coming from both withirdamithout the
Manchu Empireall subject to the cultural and political authority of the emperor.
These individuals helped to fulfil one of the most important palittasks: to
cultivate a certain cultural equilibrium in response to all the various demands
issued by the imperial family, rgmg from the commissioning gfaintings to

the formulation of new laws.

In addition, as the present thesis demonstrdigshe time Castiglione
came to China, the strategies of the Jesuit Oreee completely different from
what they had been during the previous century. The missionaries were now
banned from the pxances, and relations with thenperial household were no
longe straightforward. Therefore, in the eighteenth century, the main aim of the
Jesuit Order in China was to cultivate a close relationship witmtperial elite
in Beijing, since the Jesuits had had to relinquiséir hope of converting the
Qing EmpiretoCat hol i c Christianity within a fe
appointment at the imperial court must be understood as part of this broader
strategy. The first part of the thesis thus consists of an account of the cultural
characteristics of the Qing cduand of the Jesuit mission in Beijing at the
beginning of the eighteenth century. The purpose is to sketch out the
environment that Castiglionead perforceo adapt himself to once he was in
China.

The dissertation then explores the Milanese training andder Italian
cultural and social milieu of the young Castiglione. This is to provide a proper
basis for tracing Castiglioneds artistic
Jesuits considered him an appropriate painter for the Qing emperors. By

exami ning Castiglioneds early years and h

1C



he acquired abilities not directly connected to the techniques of painting
although a substantial section of the second part of this thesis is given over to
these practical andonceptual skills- but rather to the management of his
professional status. During Castiglionedo
imperial employers ordered him to paint specific subjects and to follow
particular techniques. And the Italian painievariably obeyed. Due to the
strict imperial control of subjeghatter andthe fact thatmany mperial
commissions requirethe collaboration of a range phinters certain scholars
have interpreted Castiglioneos Chinese
characteristics® | shall show that this is simply wrong. As a professional
painter trained in late seventeenth and early eightesritury Italy,
Castiglione would have been entirely accustomed to produce works of art under
the strict control of a patron Ther ef or e Castiglioneods
established forms and rules should be understood as a professional
accomplishment, and not as a | ack of art
a patron or client would often have considerable control ofer final
appearance of a work of art, whether produced in Italian or in Qing workshops.
Various contracts show that a patron might determine features such as colours,
subjects, iconography and techniques. Admittedly, there is evidence of Jesuit
artists corplaining about the type of commissions they received in the Beijing
workshops- the best example ieanDenis Attiret (17021769.% But, as | see
it, such complaints are not souch about constraints on artistic freedom, rather
about personal choices.
So, in general, the second part of the thesis will show how Castiglione
acquired a set of technical and professional skills during his early years in ltaly,
skills that were to sge him extremely well during his Chinese career. In
particular, at the end of the second part, | have explored possible foaksew
for Castiglioneds ar taMilanese publidcokeetioni on. On

and a seventeenttentury publication on Kna | will argue thatin Italy

BFor example seerFeder i k Wade Mod nep e ridoBChdimeirand rCheri A.n

Jones(eds.),Life in the Imperial Court of Qing Dynasty ChinBapers from the y@posium

Al mperi al Aut hority: The d, Janvary 3Felwuary 1, Demfer, Qi ng Dyn
1997 11-22, 1920.

14 See the introduction to part Iaf the present thesis, 152.

11
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Cadiglione could link hisknowledgeof painting tobroacer Europeansets of

knowledge abouthina available in different and heterogeneous frameworks.

In the third part, I have | anddheed mor e

field of perspective, and in particular iquadraturismo These skills are
revealed by important téual evidence describingommissions requiring
perspectival and illusionistic depictions. | will argue that thecific skill

might have conseatl Castiglione to link hisheterogeneoustalian artistic

training to his work in BeijingIn fact,quadraturaprobably allowed Castiglione
betterto understand how to engage with fBkinesespectators of his paintings.

| believe that such awareness canshbeen as Castiglioneds

trarsposing his technical skillato his Qing commissions.

S 1

For this reason, in the fourth part of my thelsiwill examineCast i gl i oneds

abilities to meet the orderand satisfy thepleasures anthe tastes of anon
European patrornl.o denotethis ability | s h a | | u stenshktio@ Bythsr m 0

| mean thegeneration of a new pictorial language or idiom but on the basis of

that originallylearnt. h Castiglionés case hi s 6 n avasithateothe i di o m

artisic environment of Milaryet, on this basis, he had to fashion a response to
other pictorial traditions, most notably those of Qing Chimhis kind of
translation is not aboutlevelopinga dable, consistently deployegictorial
idiom, rather, it is a dymaic and operendedprocess.

On this basis | shall t precess drémslationt h at
involved a system of dynamic, always shifting points of connection. These
points of connection gave Castiglione the opportunity to bringEbi®pean
professional training to bear on his new Chinese artistic environment and, in
response to this, he developed an artistic idiom which was much more than just
a SineEuropean hybrid.

On a broader level, then, the purpose of the thesis is to slaivihin
artistic career of Giuseppe Castiglione, when examined astar professional
life, provides the basis foan extremely useful castudy. For a proper
understanding of Castiglionebs career
and artisticconnectivity that facilitatee&dncountes between China and Europe
in theeighteentltentury.

12
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PART |: CASTIGLIONE & MISSION

On 16 January 1707 Castiglione enteré¢lde Jesit novidate in Genoa There
seemdo have been clear expectations of how he would serve the Goltenon
exactlythe same dayhat Castiglionebecame a Jesuihe was registered as
dovice coadjutor assigned to the Chinese ProviticEhis suggests that the
Jesuit Ordehadfound Cadgglione after some sort of searahhis city, Milan,
with the specific intent of deplayg himin the Chinese mission.

In 1709, after two probationary years in Genoa, Castiglione was transferred to
Coimbra in Portugal to embark for Chin&Possibly against the Chinese
missiord sexpectations, Castigliode time in Portugal wasexceptionally
prolonged. The Beijing missianies were actually expecting painter from
Europe to present to the Emperor Kan@tiis much is evident from a teky
Matteo Ripa a missionarysent to China bythe Papal Congregationde
Propaganda Fideé’ In a letterdated8 November 171knd addressetb the
General Secretary Monsignor Silvio de Cavali®ipa stated that thkangxi
had requestedEuropean virtuosi to be employed time imperial workshop¥
Especially needed were: a copper engraver, an enamel craftsman, a good

musician, a good surgeon and a good pairtee latter had to be skilled in

5 6 @adiutores novity- Joseph Castilioneus, pro Provincia Sinensé Jennaio 17GY,
Catalogus brevis provinciae mediolanensis anni MDCCMBEenuensis Domus Probationis
ARSI, Med 7, Mediol. Catalog 17071713 20.

16 carlosSommervogelBibliothéque de la Compagnie de JésRarisBruxelles, 189112 vols.,

vol. Il, 845; Pfister, op. cit.vol. I, 635.No exact datesi gi ven f or Cateti gl i oned¢
Portugal.

" Matteo Ripa(16821745)arrived in China in 171 The Propaganda Fideis a Congregation

of the Papal Curia founded in 1628.the seventeenth and eightdenenturies its remit was to
coordinateand manage different Papal proposals regarding overseas and other miEseons
Propaganda Fideconsisted of one Secegy and thirteen Cardinals. The apostolic vicars in
China were directly answerable to tfropaganda Fide One of the major tasks of the
Congreg#éion was to exercise, for the Papacy, direct control over the different religious Orders
working in the missios and to undermine the policy of the PortuguRseroado

18 Scritture riferite nei congressilndie Orientali, CinaAPF, Miscellanea 1717. See appendix

A, 186.
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portraiture and above all in optical perspective because that wakat the
Emperomost appreciatetf.

The fact that the mission in Beijing wasxpecting Castiglioneis also
substantiated by twketterssent from Goa to Rome. In 1713 Antonio de Payra,
the &suit Procurator vth jurisdiction over the Asian missiongjrote to his
Generalin Rome accusingthe Rector ofthe Jesuit College inCoimbrain
Portugalof delaying Castiglionés departuré® In thetwo lettersde Payra asked
the General to obtain aefundfrom theRector for themoney forwarded by the
Chinesemission to cover Castiglo n e 6 s t r aThedElay avasraused e s .
by the Rectdis requestthat Castiglione should supply some paintings for the
Collegechapel of St. Francis Borgi&astiglionehimself testifies thahis time
in Portugalwas spent on more thguast waiting for an opportunityto sail to
China. For an 22 February1714 Castiglionesent the following note€rom
Lisbon to theJesuitGeneral Michelangelo Tamburini in Rome:

| received from YouPaternityand the Provincial Father noticegmbark
onmy desied missionas| greatly wish. But | have not departed this year
for first 1 have tofulfil the Queeés wishes She wants me to paint
portraits of her two children. | hoge God that | will finish this in time
for my embarking.By God grace the work in the ChapelCoimbra is
finishedto thesatisfaction of everyone. | have no more to saytbaisk
humblyfor theholy blessingf Your Paternity?*
After all this waiting, Castiglioneevidently did not want to miss thepring
opportunityfor sailing to ChinaThe portraits of the royal children seem not to
have survivedbut Castiglionewould have hadexecuted themwithin two
monthsbecaus®n 11 April 1714 he leftLisbon.??

1 Ibid.

2 ARSI, Goa 9, vol. 11500 r/v. April 61713.ARSI, Goa 9, vol. I, 501 v.April 18, 1713 See
Appendix B,186-187.

ZAvendo rawdse della Ratertitd Vostra e del Padre Provinciale per andare senza
farlo quest'anno alla mia desiderata missione, come io grandemente desidero, ma prima devo
satisfare il desiderio della Signoragina che volle che io gli faccia i retratti dei suoi duoi
fanciulini, ma spero nel Signore, che tutto li finira a tempo per potermi imbarcare. L'opera della
cappella di Coimbra sta finita con satisfazione de tutti, per grazia del Signore, non tenge altro
non dimandare umilmente la Santa Benedizione della Vostra PaleAfRal, Jap. Sin. 175,
220r. A translation of this lettemayalsobe foundin Beurdeley, op. cit.154

% The two children of Queen Maria Ana of Austria, married in 1708 to King Yoéf Portugal,

were Maria Barbara (born in 1711) and Dom Pedro (born in 1712).
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Castiglionearrived in China on 20 August 1715. His arrival is descrihesl
report of 1715 by Giuseppe Cer (16741750), Procurator General of
Propaganda Fide in China and bishop of Beijing:

On 20 August two Portuguese vessels from Goa landed in Macao.
Travelling n them were seventeen Jesuits, fifteen priests and two lay
persons. These two ahalian: Brother Giuseppe Castigliorad Milan, a
painter and Brother Giuseppe Costa surgeon from Naples. Their
Provincial Father sent them to serve tBmperor [Kangxi] with goroper
presenfor him .23
It is worth notingherethat CastiglioneandCbsa ar e i denti fied as
to distinguish them from the other fifteersdés. Moreoverthe two lay persons
are identified asa painter anda surgeon, thus professionalgntirely distinct
from the priests.
In the sameletter Ceru affirms that theJesuit Fathersn Macao have
informed the imperial governor of Guangzhou (Cantdrthe arrival of the two
lay Brothers.Having heard the new#je governor called Castiglione and Costa
to Guangzhouvhere they werdo await permissionfrom the court toravel to
Beijing.>* After abouttwo months, probably the time necessary fonessenger
to reach the capital anh come back, they received timecessarymperial
authorisation. As Cé0 s | e t, bre 1 Octobeo %5, the two brothers
departed from Gusyzhou
From the above evidencewvo questionsarise: how did the Societyof
Jesuschoose Castiglione? Whatas Castiglionés exactrole to be within the
Jesuit Order?The answers to these questions lie in important documents from

the Jesuit archive ind#ne.

%6 A120. iAgosto. Arrivarono a Macao due navi Portoghesi venute da Goa, sopra le quali
vennerol?7. Gesuiti,15. Sacerdoti, €. Laici, questi erano ltaliani, cioé il FrettGiuseppe
Castiglione Milanese Pittore, e il Fr Giuseppe Costa del Regno di Napoli speziale e Chirurgo,
destinati dal loro Padre Provinciale per il servizio di questo Imperatore, con un buon regalo per
il s u Ralagione scritta da Monsignor VescalidPechino al P. Giuseppe Ceru, in ordine

alla Publicazione de Decreti apostoli@iblioteca Casanatensklanuscript 1630, 1715, 146 r.

152 v, 149 .

* Ibid.
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1. Seaching for the proper candidate

In the early modern period, tif&ocietyof Jesus often employed wthined
and highly talented artistsThis was the case, for example, for the famous
painter Andrea Pozzo (1642709), who shard with Castiglione the rank of
Brother Coadjutofor lay brothe)y. The Order chose tase Pozzas a painter
only whenhis skills were proven byhe fame of his existg commissions and
by a recommendation from an established artist, Luigi Scaramuccia {1616
1680)%°
Moreovert here i s evidence for the sound q
in his Memoria postumaa formal spiritual biography of the painter written by
the Jesuits in ChinZ.It was to be placed in their central archives immediately
after Casti gl itosa lbighly rliadet sburce-dr, hnussich i
memorial texts, hagiographic elaborations were usually apmidg when
describing the Christianvirtues of the deceasear otherwise at the end,
separately from theactual narration of the life. For examplan the last
paragraph of CastiglioGeMemoria the authonoted
In all his life he showed no interest in situations not involving the glory
of God or the welfare of otherkle kept his senses subdued by {ttoths,
flagellations and fasts, thirsving his body enslaved liye enduranceof
pain A person who had known him personally for fifteen years testified
that there was nothing reprehensibl in him, nothing imperfect,
everything in him was perfect according to the rule of firm virivéat
he confessed as a mortal sin would hardly be considered blameworthy by
his confessor. In the last days of his life, when he was ill, he spoke of his
deathlike a happy, even desirable event. He never lost consciousness.
Until his death he was pure and innocent and the fame of this man of rare

virtue spread everywhefé.

% For a complete survey on Andrea Poarml his entrynto the Jesuit Order and an excellent
general biography se¥ittorio De Feo and Vittorio Martinelli (eds) Andrea PozzoMilano,

1996.

% Memoria postumaARSI, Bras. 2892 r- 93 v. For the entirdemoria postumaee appendix

C, 187197.

%" &Negotia quae ad Numinis gloriam hominumque salutempestinerent, penitus negligebat.
Sensus fraenabat ciliciis, flagellis, jejuniis, et invicta rerum molestarum patientia, quibus corpus
suum in servitutem redigebat. Unus, qui per quindecim annos intime cum illo tractavit, asserebat
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In contrastto such devout hyperbgléhe first partof the Memoria postumas
mainly a s$raightforward chronicle of events: Castiglionés life. Amongst
other things, th&emoria postumg i ves t he date of Castigl:i
is in exact keeping with that noted in the baptismal register of his parish
church?® The Memoriaalso affirmsthat hereceived his first education at home
a common custorm the early modern period amonggtalthy Italian families,
who often used private tutorS Later, Castiglioneb e c a me a paint et
apprentice

Castiglione was born in the noble and ancient eftilan into a well

known family on 19 July 1688. He was brought up in the paternal home.

In his childhood he received an education which was focused on literary

studies and on the practice of those virtues that children can ldarn.

was so keen on pracing painting under the guidance of a master who

was most celebrated in that age that he sdayweat skill in learning the

art. He entered the Society dsus in Genoa when he was®19
The Memoria postuma t r esses the sheer fepsiomdl i ty of
education in Milan. In itself, this helps to explain why he was chosen by the
Society of Jesus. His personal mission was to meet the Imperial demand: as
already demonstrated Kangxi wanted a weined and skilful painter from
Europe

It is clea, then, that Castiglione was a professional painter before he
became aJesuiBy o&6éprofessional 6 | mean trained
commissions. Commercially speaking, a painting madea professional
environmenthad to be the result of balangibenefitsreceived(money, gifts,

political protection, social visibilitywith time, effort and materials expended.

nihil in illo notatum wtnquam esse quod reprehendi posset: nihil mutilum, nihil manchum, nihil
imo quod ad solidae virtutis normam non exactum: non impetum animi, affectum repentinum
quod a virtute deflectereEa quae ad confessionem afferebat crimina erant eiuamodi ut vix
sacedos materiam aptam absolutionis inveniret. In morbo extremo qui decem et octo dies tenuit
de suo obitu uti de re quadam iucunda ac porro optatissima loquebatur; nec unquam esse sui
compos desit. Primam, uti creditur, innocentiam, cum pervulgata et publicasitatae virtutis
opinione tumulo intulid Ipid., 93 r.

% Seemy Introduction, footnotd., 1.

* See Angelo TurchiniSocieta confessionale e istruzione primaria nello Stato di Mjlano
Bologna, 1996, 98.

%&\on obscuris parentibus natus est Castiglionantiqua ac nobili civitate Mediolanensi die

19 Julii anni 1688In paterna domo educatus, pueriles exegit annos in iis litteris ac virtutibus,
guarum aetas prima capax ertti pictoriae sub disciplina Magistri, illius aetatis celeberrimi,

tam sedulamavavit operam, ut discere docturius videretur. Societatem iniit Genuae anno aetatis
S U a e Mem@ria postumaop. cit.,92 r.
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Italian artistic literaturefrom the seventeenth and eighteenth centuries soffer
useful evidenceaboutthe time/cost/benefitelationshipwithin the professional
environmentFor examplein a passage othe Bolognese painter Guido Reni,
Giovanpietro Bellori (1613696), discussdsow apaintets workis judged
...if they [ie. the connoisseurshave to consider paintings, even if
excellert and from a famous master, they still want to measure thedartist
merit through the time employed. Using this information, they want to
calculate how much money wapentfor that amount of time in order to
finish the painting >
Faced with tis money/tirme rule successfuprofessionapaintershad todevelg
specific qualitiesn orderto satisfytheir cliensd needs The Society of Jesus,
and especially the missionaries in Chimayst have assumethat only a
professional paintewould be ablé¢o adaptsuccessfully to working in the Qing
Householdthat is, towork together with local painteemndcomplete a range of

tasksin a limitedperiodof time.

TheJdesu#®®d r ecr ui t me nt thasbhased arstheeeg toffimine was

a painter trained ithe professional environmewff a famousma st er 6 s wor
In searching forsuch apainter, yoth was probablyan importantcriterion A
young personvould cope better witthe long journey anance in Chinamight
be more flexible in adapting to new custs. Moreimportantly Kangxi seems
to have had very precise ideas about the duration of stay to be expected of
Europeans involved with his courn his biography ofthe Qing emperor
Jonathan Spence records the following statement:
Hereafter we will perntiresidence in China to all those who come from
the West and will not return there. Residence permission will not be
granted to those who come one year expecting to go home thé next
because such people are like those who stand outside the main gate and

discuss what people are doing inside the hétise.

'6ése costoro hanno a riconoscere qualche o
nome, essi non misurano altrinteil merito, ma il tempo e vogliono numerare i danari al

ks h

per a

comput o déeGiovapiPietroBell&si Le vite deb6 pittor,, sculto

first edition: Rome, 1672; Turin, 1976, Evelina Borea (€sDY,

¥Kangxi 6s st at esuebate with thenRapal Legate @haffedmas Maillard de
Tournon (16681L710) in 1705Jonathan SpencE mper or of Chi na: -hsbel f
London, 1974, 82.

19

portr



In response to such imperial expectatidhe,Jesuits evidentliound asuitable
youngpainter in the Duay of Milan. After the enrolment of Castiglionia the
Society the Jesuitsbo n emisé hisgourney toiChiga wa s t C
successfully and theo introduce the artist at court.

To explorefurtherwh at was i nvol vedforasutablhe Jesui
painter it must first be emphasised ththe Order often usedlreadyfamous
painters as arbitet® guarantee the skills ofdeeartists who were to receive
commissionsfrom the Orderor otherwiseto ensure the quality of a single
painting3® When Castiglione started his apprenticeship, he was presumably
judged both on his technical ability and onmsosort of natural aptitudéSo
when he was first approached by, or he approached, the Jesuits of Milan, he
was most likely to have been a promising collaborator working in an important
workshop.To get a proper sense what was involved in this firstneounter it
is important & notesome peculiarities of th8ociet of Jesus in its mission
within Italianurbanlife.

In the seventeenth and eighteenth centuries, the Jesuit Fathers usually had
to be knowledgeable not only abdhe religious institutiols of their city 6f
congregations, churches, institutesd theCatholc hierarchy) but also about
different social and professional groupgor examplein 1674 Carlo Torre
descriled San Fedele, the Casa Professa of the Jesuits of Mddollows

Let usadmire now the whole Casa Professa. It was built in this century.

There are square courtyards with porticognfootable flats where the

Fathers live and various large rooms in which public meetings of nobles

and merchants are heba festival days. >

% For example, Pascoli narrates that the General of the Order Oliva asked Marattusdeeva

two paintings received from Pozzo as a ¢fee Lione Pascolyite dé Pittori, Scultori, ed
Architetti moderni Rome, 1736, 250.

34 Again, | would stress the importance of the search for famous or talented artists by the Order
for its commissionsFor example, & described by Lauro Magnani, in Genoa the Jesuits were
looking for top artists to compete with other religiauslersalso engagedn the educational
system (Scolopi, Somaschigee Lauro MagnanidLo spazio religioso. Scelta decorativa e
rappresentazione del saérdEzia Gavazza and Lauro Magndads) Pittura e decorazione a
Genova e in Liguria nel Settecentdenoa, 2000, 25314, 307.

®Luigi Fiorani, 6Verso |l a nuova citt” .- Conversi
Se i ¢ Rivdrabeder la storia religiosa di Roma. 10, 1998, 91186.

¥6sia da voi rimirata |la Professa Casa tutta er
guadr atii cob6 loro Portici, appartament.i comodi

entro cui fam o s i nN® giorni Festivi publ i cheCatbongr egazi

Torre, | | ritratto di Mi | ano, diviso in tre Ilibri, C
Basilica degli Appostoli, e Collegiata di San Nazaro. Nel quale vengono tiestrite le
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The Jesu#d d i r e c tswithadiffearemtcMilanese& communities probably
helped them to determin&ho was the most suitable candidate. Moreotres,
Jesuits had a standard approach for evaluating those about tthent@rder.
This is delineatedn thdr Constitutiores. With the Declarationesthis text
forms the part of thénstitutum Societatis lesihe original legislative core of
the Order, composed hits founder,St. IgnatiusLoyola.®’ The Constitutiores
offer the following counsel oadmisson into the Society:

For the servicef God it isessentiato make a proper choiae persons

to beadmitted and teremust bea cautiousand profoundattentiveness to

their skills and their vocatiofs.
A successive claustaes:

Generally to speak ofgpsonsto be admited into the Orderthe more

gifts - natural and acquired that a person hareceived from God our

Lord andthe moreexperience héas of those giftsto furtherthe aim of

the Order to serve Godhefitter hewill be for entering the Soety®
Evidenty, the admissiospolicy of the Orderas instituted byst Ignatius, was
to selectindividualswith more thara religious vocationThey also had to have
a professional or experiential formatiofihese, then, were the terms of
Castigliores recruitment: a youngnd promising painter had to be found to
servea persomo less than thEmperorof China In suchcasa, mistakes in the
recruitment processcould not even becontemplated, astipulated inthe
Constitutiores:

é for the most impoeint matters and wheiie is essentiainot to make

mistakes, regarding persons who are appointed for manasying

Antichitd e Modernita, che vedovansi, e che si vedono nella cittd di Milano, si di sontuose
Fabbriche, quanto di pittura, e di scultur®ilano, 1674, 294.

3" The Constitutionesvere left by St. Ignatius and were partially printed in Latin y&ars after

his death in 1558Maurizio Costa 6 Cost i t uz i d¢ed.} @li,scritMdi ighagio dGi oi a
Loyola, Turin, 1977, 35345, 375. See also Massimo Marcocchg riforma Cattolica.
Documenti e testimonianze.Figure ed istituzioni dal secoloa®’ meta del secolo XV]II
Brescia,yvol. |, 1967,vol. I, 1970, | vol., 304.

¥6E® molto i mportante per il servizio di Dio che
si ammettono e che si cerchi attentamente di conoscere a fondo leticgdadimro vocazion ,
Maurizio Costa, op.cit., 441, clause n. 142.

3 @er parlare in generale di quelli che dovrebbero essere ammessi, quanto piti numerosi doni,
naturali e infusi, una persona avra ricevuto da Dio nostro Signore, per essere di agtopalo

a cui la Compagnia tende per il servizio di Dio, e quanto piu li avra sperimentati, tanto piu sara
adatta per esservi ricevétiid., 442, clause n. 147.
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matters through the divine gracene must deploy chosenindividuals
who can be trusteentirely*°
Having found a painter who met the mis® stringentrequirements, the
Order, ahierarchicalorganisation placed Castiglione in a position and rank

where he could accomplish hask that ofa Brother Coadjutor.

Yoéper gli affari di maggi ore importandea e dove
da chi ha da provvedervi mediante la grazia divina, si devono inviare persone scelte e delle quali
maggi or mente ci si possa fidare6, ibid., section
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2. Painter and Brother Coadjutor: a practical combination

After praising the educatiothat Castiglione had received from his family and
his professional training, theMemoria postumadescribs his religious
education Castiglione did nofinish his noviciatein Genoabut took his vows
in Beijing. This shows the urgencywith which the Jesuits tried to get
Castiglioneinto the service oKangxi:
During his noviciate he was so obedient and goearted that he didot
need to learn any virtues, but just to be lefthem]. When he was sent
to the Mission he finished the p& of the noviciate that he haubt
finished before'
At the Portugueséesuithouse of St. Joseph in Beijingn 8 December 1722
seven years after his landingastiglione finallypecamea TemporalCoadjutor
or Lay Brother, the lowest rank in th#esuitOrder*? Povety, chastity and
obedience were ththree vowsthat, after a noviate of two years, one had to
take to become a Temporal Coadjutor. In the Jesuit hieraecfigmporal
Coadjutoris below aSpiritual Coadjutor (whalsotakesthethree solemwows)
and a fully Professed Fathefwho takes four solemn vowsYhe fact that
Castiglione was a Temporal Coadjutoreissentiaffor understanding his role
within the Society of Jesus. Usually, Temporal Coadjutors were occupied in the
mosthumbleactivities In exceptional casesiowever,they were used by the
Order in specific professional projecEor exampleGiuseppe Rovellatates
Usually it is common to find coadjutors working as tailors or employed in
the garden or in the kitcheratherthan as ahitects or painteés The
opposite which happens rarely, occurs when fully formed men or young
persons who have starteetll in their profession and with good potential
enter the Ordet®

*161n tyrocinio autem uti erat natura docilis, ac pronus ad virtutem, ad eam duntaxat dirigi, n

cogi debuerit. Nondum exacto tyrocinio, missus est Missiénigl@moria postumgop. cit., 92

r.

“For Ca s tdwgdeé apperdix B, 1908.

“Etuttaviamoltonair al e che as siacontrifl codutdre eebqnee deltsarto s 6

n e értb @din cucina che non nello studio dell'architetto o sui ponti delle fabbritlcentrario,

cosa che non interviene molto frequente, si verifica solamente gquamdo r a rOodinen e | | 6
uomini o gia interamente formati alla loro arte o giovani ben avviali grandi speranze,
GiuseppeRovella,6Andrea Pozzo e I'arte baroéc@ivilta Cattolica vol. 1V, 1993, Rone, 1942,

153161, 156.
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Therefore the rank of Brother Coadjutapart from being the positicassigned
for practical tasksgave the Order aneans of deployingndividuals with
capacities acquired outside the Society of Jesus and not strictly related to a
religious vocation So the rank of Jesuits like Castiglione indicated that they
were to be involved fulttime in particular assignmentbut without the
expectation of becoming ordained priests or fully Professed Jesuits
Accordingly, the training that Castiglione receiviedthe Jesuit environment
would have been purely religisuessentiallydevoted tohis assimilation into
the Order through the practice of obedience. Twisuld have allowed
Castiglione to focus on painting without being involved in other duties.
Castiglionés position in the Order may be illuminatedurther via the
Constitutiores:
[Brother Coadjutors] might be employed in important activities
commensurate to the skills given them by God our Lord. However their
proper task is tsupplyall thehumbleand ordinary servicess [these are]
ordered®*
To this, | should addhat he edgatioral system of the Jesuits did not involve
the training of paintersThe Order focused itsajor efforts orthe formation of
the nobility andin generalonthe dominansocialclassesRhetoric, Grammar,
Logic, Natural and Moral Philosophgnd Theolayy were usuallythe subjects
taughtin the Jesuit colleges anmhiversities’ In addition in all thenoviciates
the didactic effo’ were completely focused on religious mattét&his does
not mean that the Order was not involved in the promotion andnaafe of
certain artistsLike mostother religious or nomeligiousearly moderrgrouping
the Jesuit Order promotedets and sericed its own need for painted images
(for its colleges and houses) by empiay the best painters availabte the
paintes who offered the best prize in relation to quality. From Peter Paul
Rubens (1572640) to Giovanni Gherardirfil655ca.1729) the painter who,

“6éanche se possono essere impiegati in attivit?"
da Dio nostro Signore, gu proprio esercitarsi in tutti i servizi umili e ordinari che saranno loro
comandati 6, Costa, op.cit., 426, <clause 114.

> See Simona Negruzz@pllegij a forma di Seminario. Il sistema di formazione teologica nello
Stato di Milano in eta spagnqal&avia,2000,155.

“% This is obvious by looking at the third part of @enstitutionsdedicated to the first education
of the novices.
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through the French Jesuits, worked for Kangxi before Castiglione, the list of

artistswho receiveccommissionsrbm the Order is a long offé.

The Jesuits wereghereforevery actively involved in the diffusion of
images buabsolutelynot in theprofessionaformation of artistsSo, ace in the
Jesuit OrderCastiglione wuld most likelynot have received any painerly
training In his casgprofessional training and religiolsarning represeatdtwo
very different entities However, once he was ithin the JesuitOrder,
Castiglioneseems to have gained much practieaperienceby working at
commissionsuch as thee for thechapel of St. Francis Bomior for the Queen
of Portugal.But, at this point, he was almost certainly alreadfully formed
painter.

It is also worth noting thaini Castiglionés erareligious faith alonevas not
sufficient for beconing an esteemedgainter. Onlya solid technical training
paired withconstant practiceould lead to such a statugersonal faith might
have beemn important aspect of a pairdes/ork but it wasnot aguarantor or a
featureof technicalknowledge.This challenges theiews of Cecile and Michel
Beurdeley who claim that Castiglioned adopt ed Chi nese
while preserving his religious convictied'™ Surely for the dsuits, ¢pictorial
techniquedand@eligious conviction8were reitherconneted nor in opposition.
This is proven by the flexible nature of ttenk ofBrother Coadjutoas defined
in the Constitutiores.

Now, within St Ignatiu® diterary corpus, Mrio Gioia has noted a basic

difference between th€onstitutiores and theSpiritual Exercise$® While the

latter is based on the relatibetweerntwo subjects, a director or instructor and a

disciple, theConstitutiores show the multipd nature of 8suit actvities and also
that these were allowed to bbeaped by individual differees. For this reason,
the Constitutionegposit eachsingle &suit both as anember andas a unique
individual. As a consequence of thisfollows thatCastiglione wasnost likely
accepted into the Order because of his abilities as a pafieteiof courseonce

he was in the Order, he also receivedeligious formationthat involved

“"ForGherardind s ¢ o mmi s s iseemartilllof th@presgntithegig 32134.
“8 Beurdeleyand Beurdeleyop. cit., 6.
9 Gioia, op. cit., 18.
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recognising a set ohuthorities: God, thelesuitGeneral and the Provincial
Father.
In the eighteenth centuryeallesuis @exible approactbeganto be criticized
by aher Catholic ordersespecially in relation to the Chinese missidfor
exampe, the possibilities in termsof proximity to the Qing court offeredto
the Orderby the employmentof highly specialisd Brother Coadjutorswere
somewhat controversialln Castiglioné case, this isapparent froma
confidential letter writtenn 1749by aPropaganda Fidenissionary, Giovanni
Pietro da Mantovieon theoccasion ot h e p gilomotiom to @ Qing official
position:
News from the Chinese missions, writtestonfidential letters to friends
and with secretiveneéspromotion of Brother Castiglione, Jesuit and
painter, to the third rank. Everyone agrees that this was a good
opportunity to speak to the Emperor in favour of the Catholic religion and
of the Misson. But the Brother did not consider this appropriate. What
canonesay? He is there as a painter and not as a missivnary.
This letter represents an indisputaleidence that Castigliogetasls in China
were primarily related to the art of painting arthat in this, he wadgully
supported by the Jesuit Ord&uriously, hese bl facts are still rejected by
several scholars. For exampéecording toYu Hui, Castiglione wasestined to
undertake a number of religious duties at the @agrt
First and foremost the Jesuits missionaries were clergymen, although

some of them had undergone extensive training in the arts and the

* The most important were: Augustinian, Dominicans and Franciscan. Also the two
congregations of the Lazarists and MissicEtrangéresPropaganda Fidemployed individual

members of the listed orders and congregations.

6. . . lozipmemdel Fratello Castiglioni Gesuita Pit
convengono, che quella era wuna bella occasione
Religione, e della Missione: ma il Fratello non lo giudico a proposito. Che slim®Egli € la

per Pittore, e non periMs si onar i 006, B i, Motizie aellee MissionCdels £€inaat e n s e
fatte come per mandarl e ad undAeir40,ans.i2s69,conf i den
Tibi Soli, 341 r-350 r.,349 r., January 13, Macab749.In another letter written in the October

of the same year, Giovanni Pietro da Mantova expressed a similar uneasiness about the Jesuits

involved in the construction of the European section of the Yuanmingyuan. Here this view is
emphasized by a Latinugot at i on: O Quomodo credent ei, quem nc
audient sine predicante?6 (How one can believe ¢
possible to listen to someondavdoes not preach ?), Ibid., 317332 v.,328 r. The ternTibi

Solirefers to confidential letters that only a certain person was permitted to read. In the Jesuit
correspondence such letters had to be opened by the General. This type of letter often contains

important evidence because it is generally focused on megdedcts without any rhetorical

complexities.

26



sciences and had carried out work in these fields in their native countries.
However, these pursuits remained secondary to th&gious interests;
their primary aim in going to China was to undertake missionary ¥ork.

In the case of Castigliondyis is patently wrongKangxihad requested painter

from Europe and the Jesuits did not want to disappamt hi

YuHui,&Col | aborative painting at (eh)erhe@iaslang ong cour
Emperor: Treasures from the Forbidden Citigdinburgh 2002 169173, 169. Also, Zhang

Anzhi in his A History of Chinese Paintingvr i t e s : 6People like Castigl:i
mi ssionaries, not outstanding painterséo, Beijin
Roger 6s claim that Castiglione Owas not moti va

concerns. Hi sole purpose in serving the emperor so assiduously was to further the goals of the
Jesuit mission in Chinad, (eds)MasterdorkRaf Yiegandand Sher 1
Qing Painting from the Forbidden Cityansdale, 1989, 183. Although it is not alewhat

6aest hetic goal s6 and 6artistic concernso me an
Castiglioneds faith to his professional and tecl
useful to separate individuals using images from individualsingaknages. It is also obvious

that the Jesuits ordered Castiglione to act at court by using his professional skills and not his

faith. Al so, Roger Suppor t sknowni complaint @abhout they quot i n
absence of artistic freedom. Thisrhet i ¢ a | manoeuvre is curiously jus
senti ments recorded by Father Attiret, Castiglio
wel |l 6, i bid. Th e rwhatsoevetosupportthiscam. no evi dence
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3. Admission at court

As soon as harrived at the Chinese court, Castigliom@as required to
demonstrate his abilitida front of the Emperor KangxiThere areno less than
two extant eighteentieentury descriptions of this moment
Castiglione had jusarrived in Beijing and his fame had already reached
theears ofEmperor Kangxi who was waiting for him impatiently because
he wanted to see withdijown] eyes all this bravur@nce [he was] in the
city the Emperor ordered Castiglione to be conductddnoeven before
he had met our peop[éhe Jesuit missionariesyVithout preambles [the
Emperor] askd Castiglione to paint a bir€Castiglione obeyed and he
succeeded sweell that the Emperor was wonderinghie bird was alive or
painted.In order not todefraud his people [referring, it seems, to those
working in the Imperial painting workshops] and to have a noble art
practised by a uniquely skilful artist the Emperor chose a few disciples

andappointedCastiglione as their mastgt.

The two Jesuit layprothers came here [in Beijing] the tweiiinst of this
month [December] and met His Majestyho the day aftedooked at a
painting of a dog by Brother Castiglione and it pleased him. He also
looked at some tws belonging to Brother Cost@he two brobers came

here with a good provision of books and tools for their professions (not
like us [referring here to th@ropaganda Fidenissionaries] who came
here in the name of God) and for this reason His Majesty received a good
impression of the two BrotherfKangxi] asked the painter if he can make

portraits and if he knows linear perspective. He answered that he can

36 Peki nu mperenerat, iam eius fama ad aures Imperatoris KanXi pervenerat, ac

impatiens avidusque expectabat atque volebat suismet oculis videre tantae artis pévitem.

urbem intravit quin ad nostros diverteret, illico ad se adduci iubet. Nec mora: abtitlarpe

aviculam quando depingeret. Paruit ille et tam felici artis suae eventu, ut Imperator haesitare
coepitvivand an pictaforetle er go popul ares suos fraudaret, ac
unius manus occluderet, discipulos legit Castigliogame pi ct u rMemorippogtuenh aci t 6

op. cit.,, 92 r The manuscript is a copy of the original as demonstrated by the three different

types of handwriting in which is composed.
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depict [human] figures and for the rest he knows a little; | hope that His
Majesty will like the painter?
The two passages come from two segte manuscript sourcéhe firstis from
the Memoria postumand the seconds from a lettersent by Matteo Ripa to
Rome in 1715Although the two passages sedm refer to two different
moments it is neverthelegsossible that they descealthe sameevent The
Memoria postumatates that the painteras presented at couas soon as he
arrived in Beijing andthat he painted a bird in front of the Emper&.i p a 6 s
letter claimsthatC a s t i gfirsi aadiercévason 21 Decembeand that the
day after,Kangxilooked ata painting of a dodpy the Italian artistWhile the
Memoria postumaloes not indicateany precisedate, Ripé& letter reports the
exact date of CastiglioGe audience and, more importantly, the author was
actually awitness becaudeeintroduced Castiglione to the Emperor. In contrast
the Memoria postumavas written more than fifty years after the event narrated.
This may explain some of the discrepancies between the two accounts.

For the purposes of the present argument, the most iampqroint about
these two sources that they both describe a dialogaed a responsélhe
Emperor asked Castiglione about his painting skills, alpmstraiture and
optical perspective, and then, we are informkedngxi was touched byhe
verisimilitude o f t he art i tdog (orpoath).imtagddion the r d
Memoria postumdurther confirmghatthe Emperor wasactually expectingg t h e
pai nter 6, t hoaatrivefrosn E@@eandalgpthathe enteusted him
with trainingapprentices.

The arrival and the employment of a European painter at thed@urgduring

the KangxiReign was not a noveltyr an exception. Castiglione was neither the

“6Li due fratelli laici Giesioduderio g9 uwan sMaeos tqaud, ai
ai 22 vidde un cane dipinto dal Fratel Castiglione, e li piacque, e vidde parimenti alcuni

i strument.i e ferri del Il 6altro Fratel Cost a. Son
professione (e non come noichee ni mmo i n nomi ne Domini) il che f
Maestabd de soggetti. Di mandato il Pittore se sap
che sapeva di far figure, e che del resto ne sapfg

Sua MaAPB, Cinabe Regni AdiacentiCopie manoscritte di vari scritti del Servo di Dio

Matteo Ripa, 1874, Miscellanea 16, 21, 6 December 1712 assages from Ripabs

related to his journey to China, his mission at the Qing court and his retuiNaples via

London are translated into English by Fortunato Praht#moirs of Father Ripa, during

thirteen yearsod6 residence at the court of Peking
account of the foundation of the college for the edaonadf young Chinese at Napldsondon,

1844. I have tried, however, to avoid Prandi 6s
inaccurate and incompletd u s e f u | I'talian transcMatgptRipon of Rip

Storia della Fondazione della Corggjazione e del Collegio dé Cinghlages, 1832, 3vols.
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first nor the last European painter to be examined and then appointed by a Qing
emperor’’
Indeed,it seems that Ca st iwgslorganisedaviéh theour ney
expectation that he would replace the previous European painter holding a full
time appointment at the Beijing courthe layman Giovanni Gherardini.
Gherardini, a painter from Modena whuad initially worked under the
protection of the Duke of Nevers, had left La Rochell& dviarch 1698n the
ship Amphitrite as part of the mission to Chsponsoredy King Louis XIV of
France®® Apart from working for Kangxi, Gherardini decorated theaia of
the French missionary church in Beijimdnich opened in 1703n 1707he was
sent back to Européecause ohis inability to acceptthe life-style of the
mission®’ Before him, Cristoforo Fiori (16727?), another Italian painter, had
worked in Beijirg between 1694 and 1705 blike Gherardinj Fiori asked to
be repatriated®
With regard to Gherardiniods inability t
to underscore that he was not a member of the Jesuit Order. There was a
profound difference bateen him and Castiglione who, as a Brother Coadjutor,
had to conform to rul es and obligation
experience in Beijing under the supervision of the French Jesuits, the Order, in
the persons of the General and the provincidieis, probably decided that they

needed a painter who was also a lay member. In this way, the Order could

*The first European painter working at the Beijing court was the Austrian Jesuit Johannes
Grueber. He served the Emperor Shunzhi from 1659 to 1661. In 1667 pictures in a Western
style were alsonesented to Kangxi by Luigi Buglio, the Jesuit Superior in Beijing. Geerge
Robert Loehy 6 Eur opean aerstei sdceurattd,t hwi, TdiWestwarddat son (e
influence of the Chinese arts from the 14th to the 18th certandon, 1972, 3312, 3-34.1t is
worth noticing here that Loehroés article present
i nterest i n perspective before Castidgdni oneda ar
valuable archival sources often ignored by contempagascholars.For example, Jennifer
Purtle wrongly affirms that Ca s-pointpéripectivetoi n Chi na
the court, as wel |l as colouristic techniques an
Tibet 16501 8 0 0 6 , J o(edh), At@s of aWwodd Art London, 2004, 20203, 203.
Castiglione in fact did not introduce any Western technique unknown to the Qing court
workshops.
% Giovanni Gherardini described his travel to Chin®@dation du voyage fait a la Chine sur le
vaissau I'Amphitrite en I'anneé 169®aris, 1700.
" Gherardini was not satisfied with his living quarters at the French mission. WhEmfezor
was informed ofthe situationhe moved Gherardini to the residence of one of his favourite
officials. The Frenchmissionaries tried to convince the painter to return to the mission but he
Eignally decided tago backio Europe. See Beurdelaynd Beurdeleyop. cit., 28.
Ibid.
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deploy a more controllable person fdret Qing court, someone who was
unlikely to wishto return to Europe.

As both theMemoria postumand Ripds letter show, the first and most
important of Kangxas expectations of Western artists what they would
transmit to the apprentices of the Qing workshops both mathematical
knowledge- such asoptical perspectiveandthe measurement of proportions
and technical knowledge such asoil-painting techniques.Therefore the
Emperor first and foremost expectéthstiglioneto be a good teacher In
keeping with this, Castiglionrst had to satisfitheEmp er or 6 s ndudgment
thenhe wasentrusted with trainingolcal apprentices.

Unfortunately, there is littlevidence documenting the organisation of the
imperial painting workshops during the reigns of Kangxi and Yongzfeng.
However, data pertaining to themperial workshops in th&ianlong riod
offer some undrstanding of thg@osition that Castiglionavas tooccupy at the
Qing court and ofhe environment into which he had to .

In the eighteenth century, Chinese painters normally entered the imperial
workshops on recommendation, and did not hold a mat#e official hierarchy.
Only a few exceptionally favoured painters, like Castiglione, were granted civil
posts of nominal ranK.ocal painters also received a monthly salary augmented
by gifts and special benefits in case the Emperor judged their wartvpty.

In other cases, if the painter was unproductive or did not satisfy the Emperor he
was penalised and in some cases dismidgadterscoming from Europglike
Castiglione, were an exception becatis®y did not receive any formal salary at
all.®* Also, as shown in thaboveparagraphshey were usually admitted to the

painting workshops on the recommendatiofofopeans working at court.

®Yang Boda notes: O6No clear evidence has yet bee
Shun-chih, Kangxi, or Yongzheng periods, though it may have existed in practice if not in
nameéldhe devel op meiunhg pairfting tAdademiCAtifréda &urck and Wen C.

Fong (eds)Words and ImagedNew York 1991, 33356 335.

9 The most completdiscussiom f t he Qi anl ong6s pabdvemertionegd wor ks hop
text by Yang BodaSee alsbDaphne Lange Rosenzwei g, O0Reassess
Paintingsatth e Ear | y Ch 6-tsingglLi (€19 Artist ahd PatehsuSome Social and

Econonic aspects of Chinese Paintingansas City, 1989, 788; Nie Chongheng, Court

Painting of the Qing Dynasteijing, 1992.

®®Yyet Yang Boda affirms that 6The treatment of W
rather favourable. When the emperor gédvem permission to enter the court, he at the same

time made them a gift of a mouseskin gown, a gray mouseskin jacket, and a piece of Nanking

silk. In the event of their death at court, &g of silver and ten pieces of satin were allotted

for the funeal arrangemenf8Yang 1991, op. cit.345.
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However, & c e p t for the | ack of a salary, Ca
other European painters at tQ@g court, was not very different frothe other
painters. Castiglionavas personally responsible to the Emperor figr iaork
and, in case of failurdye could be dismissed from the court. He was, in short, a
professional court painter,Faiahuaren(painter of paintings). Like his Chinese
and other colleagues working at court, his position and his privileges depended
almost entirely on the quality of his work and also on his ability to meet the
Emperordés orders and general tastes.
That this is a fair acamt of the conditions under which professional
painters worked for the Qing court may be demonstratereference to a letter
from the Propaganda Fiderchives. It is about thexpulsion from the courf
Michele Arailza(16857?) in 1723 a Venetian paiet working with the support
of the Propaganda Fide The letter is interesting because it suggests that the
reasons behind the expulsion hinge on a comparison between the works of
Castiglione and those of Arailza:
€ Arailza, even if he never stopped to galme did not have enough skills
in painting to satisfy His Majesty, especially because there was the
excellent Jesuit painter Brother CastigliGhe
Arail zads position at the Beijing court
another document frortine archve of the Propaganda Fidelt record that the
missionary Congregation originally considered two painters as suitable Qing
imperial employees. e Congregation hathe choice of eitheArailza or
Giuseppe Minichini. Arailza iglescribedas:6 gainter fromthe Venetian State,
34 years old, active under the Cardinal Cav. &ftiOn the same page
Minichini is described as a painter whmaints in oil and watercolours, Roman,
26 years oldwho trainedunder Maratti and Procaccaft’
Two crucial factsemergefrom this archival sourceThe first is thatlike the
Jesuit Orderthe Propaganda Fidevas extremely awarthat it had to deploy

%2 et il Sig. Arailza, bench@éon cessasse di dipingere, non era pero tale il di lui pennello da

farlo gradire dalla Maest"?’ Sua, special mente es
Ca st i gMeimdenperda Sacra Congregazione di Propaganda Fide delle cose accadute in

Cina in quest'anno 1723APF, Scritture riferite nei congressi. Indie orientali, CiB49, no

signature.
% Nota de Soggetti, che si offeriscono per Missionari in compagnia debrboperiore delle
Missioni della Cina ed altre Scri tture Originald@ del l a Congregs:
Cina, Indie Orientali, 1661836 APF, (78 vols.), vol. XXIX 164 v.
64 11;

Ibid.
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professionally trained painters for the Chinese missaiher thanamateurs.
The secondpoint is about the competitiorCastglione had to faceThe
expulsion ofArailza proves that Castiglione had to demonstrate his artistic
abilities in competitionnot just with locally trainedartists He also had to
measure up totherprofessionapainters from Europe.

So far, this chaptethas demonstrated thdly exploring Jesuit and
Propaganda Fidenanuscripsources, it is possible teconstruct a great deal of
Castiglioneo6s ©Odaéraotmhiststhtus aBrotheeCoadjateru i t
and his professional sldllas a painter indcate that Castiglior@® recruitnent
was theresultof a processf searching. The Jesuits needepaintemwho would
be able to work under the patronal strictumsQing emperors. This was
Castiglion® missionary task.

This was in keeping with a hatfentury-long tradition of professional
involvement of Europeans, mostly Jesuin the various departments of the
Qing Household.In the nextsection of thischapter | will explore how
Castiglionés professional statugted with the nature of Qing artist patronage

and cultural politics.
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4. Imperial patronage andcultural politics

Within the Qing workshops of painting and other crafts, painters and
apprentices were civil employees without formal rank. Differences in status
were marked Y the bestowal of various types of nominal rank, other types of
gift and by the importance of commissions received. Outside the court, painters
of the imperial workshops were in principle free to work for private individuals,
but any spare time was limited the evening, as demonstrated by a letter from
Father Jeadoseph Marie Amiot (1718793), cited in Beurdele¥7.In the letter
Amiot states that the Jesuits employed at court worked from seven to five in the
evening.

There was also another type of gam insideand outsidethe court
environment: theainterofficials or literati painterswenren huajiaAccording
to the Chinese tradition, a true literati painteould not work for financial
rewards. Instead, his work should embody the knowledge éicpmemposition
and should be a spontaneous act of creation, not bassthdamidechniques.
A literati painting reveals the comprehension of an eternal essence, it is not a
representation of the apparenbnd. In practice, howeverscholarpainters
coud also haveworked for money iad, during the Qing dynasty, hageme
professional relations with the court.

Even sg the wenren huajiaat the Qing court were officials of high rank,
involved in the amateur creation of painting or calligraphy. They wet@art
of the painting workshops even if they worked to regular schedules when
presenting their works. Yet such painters, particularly well placed to understand
t he Emperor 6s tastes and preferences,
workshop painter€ All of this helps to illuminate the Imperial expectations
that culminated in the appointment of Castiglione. The use of certain techniques
and the painting of specific subjects are the two main distinctions between a

court painter and a literati painter, whet the latter painted for the Emperor or

% The letter quoted byhe Beurdeleg (op. cit.)is in Journal de SavantsJune, 1771, 408.
Amiot worked on the publication ofanchu grammar and a Manchu dictionary.

 For example Anita Chung presents an account of this type of collaboratiojielioa
(architectural painting) commissions in which Castiglione weaso ahvolved, Drawing
Boundaries. Architectural Images in Qing Chjrdonolulu, 2004, 58.
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not®”Castiglioneds presence was requested
specific skills and techniques required for specific subjects: the use of
perspective and portrait paintiride was never a literati or amatepainter.
For this reason, it is important to understand the environment that framed the
painterds Chinese career. How were Cast
type of Qing governmental policies influenced his cossions? In what
follows | shall propose some answers.

Once appointed as an imperial painter, Castiglione worked Her t
ZaobanchuPalace Board of Works) located in tifiangxindan (Inner Palace)
in the Forbidden CityAs Yang Boda has shown, in 173ere were six
divisions under tte jurisdiction of the Zaobanchu Amongst them, he
Huayuanchu(Painting Academy Officeand theRuyiguan (Hall of Fulfilled
Wishes) were the two devoted to paintif§.The Huayuanchuwas further
subdivided into twdlifferent groupsoneworked in the Forbiden City and the
otherin the northern part of th€uanmingyuar{Garden of Total Clarity), the
Emper or 6 s S wimatex morth af Baijinge Th&®&uyiguanwas also
located in the Garden of Twenty Scenes near the east gateYafahmingyuan
In the later the most important court painters worked, often in some form of
collaboration. But its main feature was that it incorporated a painting academy
and a craft workshop. Castiglione and other painters would have worked in both
the Ruyiguanand theHuayuarthy, moving from one to the otheHowever,
Castiglione was formally a dependant of Buyiguan®®

All the paintings made in the Imperial workshops were assigned to the
various painters by decrees emanating from the Emperor. In the case of the
Huayuanchu the orders were issued to the artists from the director of the
workshop and the official under him. For his part, taperor gave very
precise commissions for paintingsfter the order was issued, the painters first

had to prepare a preliminary versianlde checked personally by the Emperor:

®"However, outside the court the distinction between amditeuati and professional painters
was not based on artistic style but more on economic aspects.

% n connection with the two painting workshops there were alsoFtdlangchu (Enamels
Department) and theluazuo(painting workshop), where two painters made designs for craft
objects.As Yang Boda has shown, the other four divisions wBiaozuo(Mounting She),
Jishilu (Archives Office),Kuzhu(Store House)Zimingzhong(Clock Workshop).Yang 1991,

op. cit., 3334.

% Ipid.
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either a draf(fenben, study copy) or a preparatory skettiudgao). Then they
had to finish the painting in question
final approval. In effect, the Emperor was the initiatmd arbitrator of the
entire creative proces$.Castiglione thus had to be able to work to strict
patronal orders.
It should also be noted that the employment of Castiglione and other

European painters was entirely keeping with the visual policies ofthe
Manchu dynasty. One of the reasdrehindthe midQi ng Emper or s0 s u
was thecontainment othe Enmpires substantiakultural differencedy the act
of commissioning pictures which involved the use of diffetgpés of imagery
Thesetypesrepresated the various religious and cultural entities present within
China: Buddhism, Taoism, Confucianism, Islam, and the ethnic grmsuyally
defined as Mongolians, Chinese (Han), Manchu (the ruling dynasty), Uigur and
Tibetan. In keeping with this, it woukskem that the Jesuits in Beijing appeared
to the Emperor as useful agents of one of many cukunt#ties- that of Europe
- to be contained and controlleavithin the Qing Empire. Therefore the
acquisition, mastering and incorporation of European artisthniques were
required acts of governmeftt.

Such political acs may be explored further through short account of the
history, structure and culture of the Manchu Imperial court and government.
During the years 1629 and 1630, the Manchu took adgantd the slow
collapse of the Ming dynasty and invaded the Chinese empire. In 1644 the
Manchu tribes were in control of most of the provinces and thus began to rule
China under the reign title dbaicing, in ChineseDa Qing (Great Clarity)’?

After the comuest, achieving and consolidating political and military control of

" However, these rules were not always respec¥ghg Boda, for example, reports the
following episopde 6 On the fifteent h othayadutoéh MaohTean el e
transmitted an order to Tang Daicfive 17071750) Castiglione, and Chen M&L6971745) to
del i berate over the painting of an i mperi al au
version was not inspected, and on theentyfifth day of the following month Chen Mei
submitted the finished painting, bringing the assignment to a close. Such a smooth passage of
the whole process was possible because Qianlong had confidence in the exceptional abilities and
experience of thehtee painters involved. They were thus able to complete the assignment
without close supervisigd Y ,al99§, op. cit.348.

"Wu Hung, in discussing important aspects of this Qing policy, pertinently states that:
6éefforts, whi c h ednastistic eahtinuityh were cthemselves adrefullg n
calcul ated Wwo Huing The &bublea Scteend Medium and Representation in
Chinese PaintingLondon 1996200.

"2 This name was adopted for the first time in 1636, before the fall of the Ming.
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China was not immediate but rather the result of a slow proddss.
culminated in the reign of Kangxi (1664Z22) who finally succeeded in
winning the loyalty of the Chinese elite repeated bythe literati and the Ming
officials. The Kangxi era ushered in a period of peace and prosperity normally
attributed to the three great m@ing emperors who ruled China for 134 years:
Kangxi, Yongzheng and Qi anl ajorgatronswho wer e

Manchu rulers adopted Chinese administrative institutions, preserved the
social organisation of the Ming dynasty and most importantly, guaranteed and
supported cultural and artistic adherence to past dynastic traditions. At the same
time the Manchu maintained a strong sense of their own ethnic superiority.
From an historical point of view, this was a deliberate political @etating a
continuum with past dynasties in order to win the trust of the Chinese elites was
the chief motivation behth the Manchu adherence to Confucian social and
political models.”® To the Chinese elite, the Qing emperors presented
themselves as thehampions and protectors Gbnfucian values, by claiming to
defend them from the cultural and political degeneratiorhefMing dynasty.
They created a moral argument that culturally associated the Qing dynasty to
past Chinese dynasties yet, at the same time, they gave the Manchu rulers the
right to pronounce official judgement on the political mistakes of the Ming
dynasty’* This, in turn, offered the Chinese elites strong reasons for accepting
Qing supremacy. The main instrument of this revaluation of the past and the
promotion of the present was the imperial patronage of vast publishing projects.
These included the compilan of a Ming dynastic historyMing hi) during
Kangxi 0s themonuwnentakliterdry anthology of the Four Treasuries,
Siku Quanshy completed between 1781 and 1734.

The Qing emperors thus became strengporters of the neGonfucian
tradition. Confucian morality embadd a concept of absolute loyalty offered by
the ministries to the Emperor and, in general, loyalty to superior,rao&sl,

political and military. Moreover, in this systemevery singlecreaturein the

3 See Jonathan D. SpencEhe search for Modern Chin&lew YorkLondon, 1990, 60, 102.

“SeeJudith A. Berling, 6When They Go Their Separ .
Vision of Chinese Religion in the Ear),y Chodi ng:¢
Meeting of Minds. Intellectual and religious interaction in East Asia traditions of thpigw

York, 1997, 209237, 212213.

“6Four Treasurieso6 indicate the four gener al cat
history, miscellaneous pbiophy belles lettres
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universehad its own rulesto follow in order to maintain universal harmony.
The political message related to this concept is that different human categories
and hierarchies can be rdlas a unity and in supreme harmony. short,
because they ruled over a mdthnic empire, thdirst task of the Manchu
emperors was to create equilibrium amongst ethnic differences whilst at the
same time defending ethnic diversity.

Following this, the production of images by the Qing household was
profoundly connectedofo muheéei &t mpiec i aloci
under the control of the Emperor whwas represented as embodying all
desirable moral virtues! The Enper or & s strategy was t o
engagement witlall the different ethnical and cultural groups of the Empire,
and ths was done in part by visual means. Itis forthisretsmitCa st i gl i oned s
work at the mieQing court had to fit with a deliberate policy of incorporating
cultural differences into the very image of the Emperor. It is by this that
Castigl i oowdbsjudged.r eer sh

There are further important facts to consider h€mece in power, the
Qing adopted the Ming system of civil and military bureaucracy both in Beijing
and in the provinces. Yet, into this system a few Manchu institutions were
merged’® The most important of these were the Imperial Household, the Eight
Banners and the introduction of the Opal
Grand Council and the Chancery of Palace MemoriaBjom the first years of
the Kangxi reign and until the fihanodifications ordered by Yongzheng, the
co-ordinated restructuring of thdleiwufu (Imperial Household) and of the
armed section of the Banners played an important part in placing the affairs of

state and finance under the direct control of the-@iity mlers. The armed

8 On the formulation of official Confucian orthodoxy during the Qing dynasty:wiag Chow,

On-cho Ng and John B. Henderseds) Imaging Boundaries. Changing Confucian Doctrines,

Texts, and Hermeneuticlew York, 1999; BenjamiA. Elman,From Philosophy to Philology.

Intellectual and Social Aspects of Change in Late Imperial Gl@@nbridge (Massi) London,

1984; Onc ho Ng, OHsing (nature) as the ontological
C h 6 €ChugConfucianism: Li Kuagt i 6 s -1(71 @4 2 p h PHilasaployEhsy & West

vol. XXXXIV, n. 1, 1994, 79109.

" Alexander WoodsidedT h e Glorfy iReigmy Willard J. PetersqriThe Cambridge History

of China, vol. IX, part one, 237.

81t is important to note that ége traditional Manchu institutionsvere originally created by

imitating the administrative models of neighbouring Chindgnasties (especially the Song

dynasty)

“On the palace memorial systesee,Silas Hsiul i ang Wu, 0The Memori al Sy
Choi ng (DeyaladsltHandrd Journal of Asiatic Studiegol. XXVII, 1967, 7-75.
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force of the Banners came under the direct command of the Emperor and,
together with théNeiwufy became the most powerful financial instrument in the
hands of the imperial house. In fact this latter institution, which originally
servedas he Emperords personal treasury,
different forms oftaxation levied within the Empire. The revenue collected was
used by the Emperor in various ways to further his policies and to show at the
same time the prestige thfe dynasty”

As noted aboveadl the departments involved in the production of works
of art were under the control of th#aobanchu including the Neiwufu
workshops. For this reason the Emperor had direct control over the production
of artistic objectsThis political and bureaucratic profile represethte tightly
structuredQing stageon which Castiglionehad to act and workThe next

section examinecertain peculiaaspects of this stage.

8 0On theNeiwufusee Chang F€ h 6 adfhg Economic Role of the Imperial Household in the
Cho6i ng GBDouma af Asian Studiesol. XXXI, n. 2, 1972243273.
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5. European painting techniques: convergeces and Qing utilitarianism

By the early eighteenth centurftet employment of European artists by the
imperial Householdvasa matter of course. From the early career of Cristoforo
Fiori to that of Giuseppe Panz{17331812, the last European painterho
served the Qing dynastyhere was alwayne or moreEuropean artists
officially employedas court painters in Beijint.

| believe thatthe mid-Qing emperors decided to empldyuropean
paintersbecause ot whole range of ideas and sympathies thaieweostly
utilitarian, although this camot alwaysbe substantiated by conclusive historical
evidence. In what follows, | shakxplore a furtherreason for appointing
paintersfrom Europe. Thiswas the steadyimperial patronageof Western
sciences and tenblogies. In turn, such patronage may be related to the
imperial support fothe secalled academic style in the painting workshops

The imperial interesin Western mathematics and technology began at the
end of the Ming dynastgnd continued under thegernment of the miQing
emperor$? During his life Kangxi consistently expressed profound interest in
Western science and technologych asmathematis and its applications
including calendcs, optical perspective and topographical projectierad
also inmedicine, the production of clocks and enanirider Kangxi, quite a
large group of Europeans weremployed at the Chinese court to work on
important projects involving sound mathematical skills.mentionbut afew
examples Ferdinand Verbies{16231688)was the director of the Astronomy
Department;JeanFrancoisGerbillon (16541707) worked on the publication of
the Huangyu Qanlanty a geographic and cartographic at{#éise project lasted
from the1707to 1717); andJoachim Bouvet (1656730)translated European
mathematical texts into Chine%® Moreover, h 1669 Adam Schall von Bell

81 Cristoforo Fori (born in 1672) was a Jesuit Brother Coadjutorwasin Beijing in 1694 and
in 1705 hehad leftthe Order heprobably died one year after. Seeheregnegp. cit., 95.Panzi

was a Italian painter sent by the Jesuits to work for the Emperor Qiardohg er Cast i gl i one
death. He arrived in the Chinese capital on 12 January $&&3bid., 194.

¥For the Ming interest in European science and
from Heaven: the introduction of Christianity and other Westera®le i nt o | ate Ming C

Denis Twitchett and Frederick W. Mote (ed¥he Cambridge History of China&Cambridge,
1988, vol. VIII, part 2, 78839.

8n the field of cartographical surveys the first work in Chinese based on the European
tradition was tk trigonometry texCe Liang FayiEssentiad of Surveyiny published by Matteo
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(15921666) wrote Xinfa Suanshu (Mathematical Methods of the New
Calendrical Systein

The first text on Euclidean geometry in Chinese was a translation of the
fir st si X b oo Kenents by Matieo Riccdl®621610 and Xu
Guangqi (15621633) compiled during the Ming dynasty* The Euclidean
tradition standsas one of the main theoretical souréesoptical perspective
(that in turn, was one of the maifeatures of the European perceptiand
representation of spac&uring the Qing dynasty this source received particular
attention.

Among theChinese painters whdeployed European techniquelao
Bingzhen (one of the paintewho worked with Castiglioa; he wasactive at
court between 1689 and 1726 was one of the first to assimilate linear
perspective into the already established pictorial idiom of &£Him addition,
Castiglione assistedNian Xiyao (16731738), abaoyi (bondservant) and
Superintendenof the Imperial Factories in Jingdezhan,writing a book on
perspective based drozzod $erspectiva pictorum et architectorurit was
published in1735 with the title Shixue(Science of igion).2® At the imperial
court there was thus a very profoundj@gement with European technigues and
technologies.

However, some points remain uncertaifhese are related to Qing
interess in deploying European paintingechniquedor scroll commissions. The
Qing involvement in cartography a usefulpoint of compaison. Kangxds first
interest in trigonometry was followed by the application of survey methodology
and triangulationto create a complete map of Chiaacording to European
conventionsIn contrast,Qing commissions o$croll paintingsfrom European

artigs rarelyresulted inimages madentirely in keeping withthe geometrical

Ricci and Xu Guangqgi between 1607 and 1608. See FranBwétz, The sea island

mathematical manual: surveying and mathematics in Ancient Chuhaiversity Park
(Pennsylvania)1992, 11.Also seeBenj ami n A. El man, 6Geographical
Choéi ng Mdeuménta &diigan. 35, 19811983 1-18.

8 peterE. Engelfriet,Euclid in China: The Genesis on the First Chinese Translation of Euclid's

Elements BooksVI (Jihe yianben; Beijing, 1607) and Its Reception up to 1123den, 1998.

8 n particular, | am referring to two works: one is thbum of Landscape and Architecture

(ink on paper, National Palace Museum, Taipei), and the secondAtbtima of Agriculture and

Sericulture (woodblock prints). Se€hung, op. cit., 4%2.

8 For the collaboration between Castiglione and Nian Xiyao see part Il of this thesi30.29
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rules of optical perspectié Within the field of cartographythe Qing rulers
easily folloned new applications without being restrained ttte contents
displayed by European mags. Chinesepainting, however,where techniques
and contents were profoundly integrated, this wasasetsy to achieve. In the
last chapter of this theslswill discuss this issue by analysimgw Castiglione
incorporatéd single elements of European he@oques into Qing commissions.
Here | shallrestrict myself to textuakvidence showingwvhich European
painting techniqueswere acknowledged and acceptedQing China at the
beginning of the eighteenth century

The techniques used for accelerated petsmeErand anamorphosielp
to focus this issue. In particularanamorphic imageprojeced onto various
types of surface wera perfect example of theisual potential of optical
perspectivel believe that e Qing emperorsvere fully aware of this typef
knowledge Before Castiglione had even arrived in China, the Jesuits of the
French mission in Beijinfpad demonstratedo Kangxi the nature of European
perspective using anamorphosis, peep shoand magic lanterns®
Anamorphos is an optically deformedmage that can be refoed only by
using specific mirrors or, like accelerated perspective, by looking from a
particular point of view. The difference between anamorphosisaecelerated
perspective is that, in the lattér,is possible to recognize ttseibject depicted
even if the point of view is not corred.e an Bapti ste Du Hal debs
the anamorphosis shown by the JestigitKangxi explains this in detail:

Father Grimaldi organized another show of the marvels of optics in the

J e s uidersid Bggq@ at which the Emperor and his entourage were

greatly amazed. Father Grimaldi had drawn four human figures on the

four walls of the garden and each figure measured the same length as the

wall, which was fifty feet. As he had perfectly follogvéhe rules of optics

you could only see mountains, forests, hunting grounds and so on but if

you were standing at a certain angle you could see amesle, wel

See my anal ysi s ofionaith@erspectivegdgearolvi, @58k61.c o mmi s s
8 These dmonstrationsvere organized in the garden of the French house in Baijitigthe
Emperor Kangxi presenSeeJean Baptiste Du Hald®escription Géographique, Historique,
Chronologique, Politique, et Physique de I'Empire de la Chine et de la Tartari@isiin
enriche des Cartes générales et particulieres de ces pays, de la Carte générale & des Cartes
particulieres du Thibet & de la Corée; & ornée d'un grand nombre de Figures & de Vignettes
gravées en Taillelouce Paris, 1736, 3 vols. ol 111, 332-336.
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proportioned human figure. The Emperor honoured the House of the
Jesuits with his presence cahe looked withadmimtion atthe figures
drawn on the walls for a long time: tm®blesand the most important
Mandarins, many of whom came to see them, were surprised by them too.
What struck them most was seeing how exactly and regularly the human
figures had been drawn on such irregular walls, broken by doors and
windows. It would take too long to repam all thefiguresapproximately
traced and that one could only see distinctly either by standing at a certain
angle or by using conical, cylindricaly pyramidal mirrors to rectify the
vision, oron other marvels of optics that Father Grimaldi showed to the
best men of culture in China, drawing their surprise and admir8tion.
Anamorphic images were shown together with perspectigescribing
archite¢ure
They did not forgetabout perspective. FatheBuglio had given the
Emperor threepaintings on which the rules of perspective had been
perfectly followed Buglio put three copies of thespaintingsin the
Jesuitsd garden i n BamejtoiBeijing fromllle Manda
parts of the Empire went to seleetpicturesout of curiosity and were
amazedby looking at them. They did not understand how large rooms,
galleries, porticos, aisles and avenues could be represented all together on
one canvas dar as the eye can see and in such a natural way that the eye

was deceived at first sigfif.

%4 e P. Grimaldi donna un autre spectacle des m
J®suites de Peking, qgui ®1t ollfinsar lef guatte maralless | es Gr
guatre figures humaines, chacune de la longueur de la muraillecifud@ cinquante pieds.

Comme i | avoi-t parfaitement gard® |l es r gles de
montagnes, des for°ts, des chasses, & autres cho
appercevoit | a f i gubieaprapdériomélhdcEmmpee rleiuean hfoaniotr a& | a |

des Jésuites de sa présence, & considéra ces figures sort longtems & avec admiration. Les

Grandes & les principaux Mandarins qui y venoient en foule, étoient dand la méme surprise.

Mais ce qui les frappoitdaa nt a g e, c6®t oit de wvoir des figures
murailles tresrrégulieres & entrecoupées de plusieurs portes & de fénetres. Il seroit trop long

de rapporter toutes | es figures tr adcu@e sc ecrotnafiuns ®m
point, ou que | don redressoit avec des miroirs
déautres prodiges de | 60Optique que |l e P. Grimald
& qui attiroient égalément leur surprise & leur adminafidOu Halde, op.cit., 333. Claudio

Filippo Grimaldi (16381712)wasin Beijing in 1671. He worked in the Astronomical Bureau as

a successor of Feéinand Verbiesfrom 1688 to 1709.

“S0u noéoublia pas | a Perspectivel68] tomnaR. Brugl i
| 6Empereur trois tableaux, 0% les r gles en ®toi
dans | e jardin des J®suite de Peking. Les Manda
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These passageemastrate that Kangxi and consequently the other-@iily
emperors were sufficiently weihformedto developa comprehensive opinion
about the ptential uss of perspectivan painting However, in practicethey

did notoften requesthe use othe optical sciencewithin their scroll painting
commissions” Instead, lhey chose the most pragmatic politydeployalready
availableEuropean artistir the transmission of technical knowledge. This was
aGstoring actiod an accumulation of knowledge not directly related to imperial
commissions.

One might thus affirm that function and utility was behind Kaégxi
requesfor a painter from Européde wanted gpainter with a specific formation
and with the ability tdrain apprentices and in this waycreat a sharedstore
of knowledge Alien techniques were thus to be transformatb local
competence

As already notedCastiglionés teaching taskare documentedyy the
Memoria postumaFurther relevaninformation describingGherardind s dut i es
asateachermay be found irone of Rip&s reports:

€ | was introduced ito the room of the oil painters: here there were seven

disciples of GherardintheItalian, who years ago went back to Europe. In

Beijing there is only another oil painter and in the rest of China (apart

from Macao) two. The seven painters mentioned paint from invention and

for China aregpassablygood®
Ripa also offeradditional eidence of imperial support for the training of local

apprentices

rendoient dans cette ville, venoient les voir paiagité, & en étoient égalément frappez. Ils ne

pouvoient concevoir comment sur une toile fort unie on pouvoit représenter des salles, des
galeries, des portiques, des chemins, & des allées a perte de vlé, & tout cela si naturellement,

gue du prémiercougp 6 o e i | on y ®toit tromp®§6, Il bid., 334.
°s A more completeQing recognition of the pictorial possibilities offered Hjuropean

perspectivas evinced bya few rare commissios that need to be studied attentively. One is a
freestanding screen paidtewith the rules of perspectivecommissioned by Kangxi and

considered by Wu Hung the earliest oil painting made in Cea.Wuop. cit, 217218.

26éfui introdotto nella stanza de6 Pittori ad og
Italiano,cheani a r it ornossi ad Europa. Di pittori ad og
nel resto della Cina (eccettuatene Macao) due altri.l sette sudetti di Palazzo tutti dipingono

déinvenzione, e per niad CSotiufe rifevita pi boagsesshlhdeme nt e b uo

Orientali, Cina Misellanea 17, February 7, 17133 r. This passage also appears in the English
translation but with missing parts and new addi't
to the room of the oipainters, who werehe pupils of a certain Gerardino, the first who
introduced the art of pai ntThencgmplete transcriptioroof Chi na 6,
the letter is irRipa,op. cit., 1832, vl. I, 465.
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[the EmperorE also enquired whether | would take two Chinese pupils on

the condition thathey should not teach my art to any one el®a. my

answering that | wished nothing so well as teage s Majesty, he

immediately sent to Peking for two young men, whbmstructed with

tolerable success, together with some others who came aftefivards.
From this t seemghat a first stimulus coming fromn exposure t&uropean
technology mostly réated to optics and mathematidsad induced Kangxi to
promoteforeign pctorial techniques. As in the case of mapis interest was
not somuchfocused on conteriiut ratheron technical and practicable aspects.
However, because of the difficultf integraing foreign techniqueswith local
contentsin painting the training of local apprentices must be seedistinct
from the fulfilling of imperial commissions. It is obvious that new techniques
importedfrom Europe wergrimarily studied forpragmaticpurposesand only
rarelyused inscrollscommissior?*

This claim may besubstantiated by the comparison of two passages from
Ripab s ¢ or r e Bhp foshid thendeseription of Gherardspupilsquoted
above The second ifrom a letter written by Rig from Naples to the Cardinal
Prefect ofthe PropagandaFide afterhe hadreturredfrom China. Ripanforms
him that

[ Gher ar di ni @ notaupepimpematuia,ctleey tone down the

colours heavily and do not use strong dark colours. In this waly, the

strongest darkcolours correspond to the haifit of my paintings. In
painting flowers and animals they use very delicate brushstrokes. They
draw acceptable perspectives with rulers tuth it they depict only
buildings and mountains. THandscapesre all made by following the

Chinese manner: mountains overountainsand stones over stones,

behind them somdistantforeshortened mountains. Apart from thstant

mountains, all the other mountains are coloured in green and are all made
with the tip ofthe brush so that from a close distance they do not deserve

to be viewed but from greaterdistance they please the eybBspainting

“Prandi 6s translation, op. cit., 81.
% See my analysiof some ofthe scrolls commissioned Bastiglionein the last part of the
presenthesis.

52



figures they are very weak apart from pweho has somespirit. In
portraiture they are very unable.
So, at least dr Ripa, European techniques had not been successfully
incorporated into Chinese painting. Yetn iaddition, Ripa describes
Castiglionés tasks and achievements under Yongzheng:
To execute thénonourableorder from Your Reverence [] who desires
to know whch science and art are more credited and accepted by the
presentEmperor, | will answer that these are good watdpurtechnique
and enamel painting. [In Beijing] there is a Jesuit painter and he can paint
both with water and al with good results. Hecan paint figures,
perspectives, landscapes, flowers and fruits. Eimperor never wanted
him to paint with oil but only in water, itarge and small formats. The
Emperor always approvedf the painteds efforts, especially the vases
with flowers and frué and perspective images that wereeslistic that
theydeceived the viewers. Klone European is employed for the making
of enamels, but several Chinese &rly good. TheEmperor wanted a
European employed for enamels but becauseone European atourt
was professionallytrained for this the Emperor ordered the thirteenth
prince toorderthe Jesuit painter to work in the enamel department. The
painter obeyed and he almaesicceeded he had kept working. But after
some time he [ceased] becauséisfsight that he was going ta$e.For

this reason a good enamel artist is still ne€fed.

“6Non i mpastano i quadr i, allisciano molto i col
loro oscuro piu forte si & come la mezza tinta dei miei quatiffarl fiori ed animali hanno un

pennello assai delicate. Le prospettive le disegnano bastatamente bene con le lor regole, perd

non fanno se non case e monti. Le case |l e finisc
pitture paiono meraviglie. I.[] li fan tutti allo stile di Cina. Monti sopra monti, e pietre sopra

pietre, dietro le quali scappano alcuni monti lontani (sic). Tutti i monti son di colore verde, fuori

di quelli che sono in lontananza, e tutti li fanno a punta di pennello, di mah&ri gicino non

meritano esser veduti, ma in qualche distanza ap
fuor di uno che ha un po di spirito. Nel ritrarre sono affatto Inabi6é ,, ScAtfRrE riferite nei

congressi Indie Orientali, Cina Miscellaea 17, op. cit33r.

®61ln esecuzione dellodonorato comando di Vostr a
scienza, e qual arte potrebbe esser piu gradita ed accetta al Regnante Imperatore, sono la buona
pittura adobacqua, eokdnméte BGiaslita:@ bendhé dipinga egralmeste n 6
bene ad acqua et adbdoglio, tanto di figure, quan
per, non volle mai che dipingesse addogli o, ma s
grad sempre tutte le sue fatiche: e sopratutto gradi i vasi di fiori frutti, e cose di prospettiva, che

dipinse si al naturale, che inganava chi li vedeva. Smaltista non ce ne sta nessun Europeo, ve ne

sono diversi Ci nesi , c he ratoee noeva umerdaitistaceurepeog nt e b en
e perche nessun europeo sapeva tal professione,
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Thosetwo passages show that the Qing workshors, perspective drawing and
oil-pigments wereonly usedfor specific themesand thatCastiglionés tasks
actualy required almost only the use of Chinese mineral col¥utsis also
evident from Castiglion® employment asn enamel painter that technical
achievability and imperial tasteare more important factors thaxoticismor
any technicahrtistic hierarclp. Moreover, itshould be noted again thatithin
the Qing commissionsthere were already Europeaerlements, thoroughly
absorbed ito the court canon before Castigli@gaarrival. The best examplef
this is the imperial patronage ¢iehua (architecturé paintings). This type of
painting required exact tlieeaions of spaceand its practice was enriched by
European elements frothe Kangxi eraonwards™

European painting techniques were <cer
first proper commissions durinthe Yongzheng era (172%35).%° These
commissions were scroll paintings and probably also mural paintings located
inside the Forbidden Cit}f° The evidence for the mural paintings comes from a
Jesuit report written in the year that Yongzheng ascendechitbeet From a
collection of letters related to the months of September, October and November

1723 is clear that the thirteenth prince had praised Castiglione to the emperor. In

Giesuita Pittore, il qual e ubbedi, e vbavrebbe
doppo aver lavorato qualchtempo si [...] per la vista che averebbe persa. Siche un buon

smaltista sarebbe ancgrr a d i t &oritture Aiflerke, nei congressi Indie Orientali, Cina

Miscellaneal?, op.cit.,633, Letter written from Naples, October 6, 17E8en if Ripa does not

use the name 6Castiglionebo, he is clearly referr
Castiglione was the only Jesuit painter working at court.

"] am aware that the two passages by Ripa refer to two different periods, respectively ruled by
Kangxi and Yongzheng. However, I consider this
assignmentsn the imperial workshop did not cease with the death of Kangrie might

assumehat the teaching tasks of Gherardini were assigned to Castiglione anid altot Kangxi 6 s
opinion of the painterds artisti cSesekaipietes was acc
of evidence show that, even duri mbgenitviee mour ni n
forbidden to enter the court for the majority of the offigiand for the Jesuits employed by the

past Emperor, Yongzhen had authorised Castiglione to eatexork on some painting

commissions. The only other European thus authorized was Father Angelo di Borgo S.Siro, a
Propaganda Fideclock maker.See CatalogusMissionariorum, qui actu existent in Imperio

Sinarum APF, Scritture riferite nei congresskilndie Orientali, Cina, 172359 v.

% Chung, op. cit., 4@19.

% Unfortunately, apart from a painting on a fan apparently painted by Castiglione in

collaboraton with Jiao Bingzhen, no other paintings survive from the Kangxi reigpe.

painting depicts the training of a horsa the northern bordersCastiglione probablyainted

the horseand Jiao Bingzhenthe landscape. See the cataloghight Dynasties of RQinese

Painting. The Collections of the Nelson Gallery, Atkins Museum, Kansas City, and the

Cleveland Museum of Arindiana 1980,354.

yongzhengdés employment of Castiglione as a pai
Chung, op. cit., 52.
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response, Yongzheng had issued an order for Castiglione to execute mural
paintings’®* In a later manuscript is reported that the Emperor, pleased by the
paintings, rewarded Castiglione with several diffs.
This pattern cont i nu e doréexampkerheisn Cast i
Qi anl ongbs c¢ommi telka(appliqué paintinds foutlsdiodga i st i ¢
of Retiremenin the Forbidden City, currently under restoratt8ttere, within
a space that encloses a private theatre, Castiglione paiates or the whole,
of the walls andalso the ceiling with an illusionistic gection of a bamboo
pergola supporting a floweringisteria €ig.1). The use of architecture, iiion,
and painting togethexas also deplyed within the works orderdaly Qianlong
for the Yuanmingyuanstarting in 1737 Together with the French Jesuit
Fatrer Michel Benoist {7151774), Castiglione produced plans tauildings,
fountains and gardend®Vithin this context, he supplieitlusionistic paintings
for the interiors of some of the buildings, and probadiso for the garden
setting’®
It is important to note that thee commissions are still awaiting a
sydematicscholarly attention. Howevemy focushereis to present important
vi sual evidence rel at ed dtoofferGaacentpietg | i one 6 ¢
inquiry into his acquisition and use dfis proessional skillslt is crucial to
underscordnerethatCastiglion®& s car eer di d nanyartisticnct i on

11 Fondo Gesuitico, Biliotca Nazionale, Rome, ms. 12387 r.

192 SeeNotizie pitl recenti della Cina, Tunchino, e Cocincina, Cavate dalle lettere di Settembre,
Ottobre, e Novembre del 172Bondo Gesuitico, Bilioteca Nazionale, Rome, ms. 125&8n.

339 v: 342 v. In a different manuscript there is a list of gifeceived by Castiglione for this

commi ssion: silk (6varie pezze di setad), meal s
[the emperor] tavol ad) . Once GQadgt i(gduinoan ev celvtean cr
propria berettad), Fondo GeNuoi tiscootrd dallaEingb | i ot ec a

1723, ms. 1254n. 31,315 r-318r., 315v316r.

“The Lodge o frestBrationiisrsponseredtbp the World Monuments Fand, its

completion is scheduled for 2008. For a description of the paintingpe Lodge of Retirement

sceNi e Chongzheng, 6Architectural -IDeceirlatMomal 1 it
the Lodge of Retiring from Hard WorlQrientations Jul/Aug, 199553-55. For the use of

theatrical spaces within the Forbidden City see Yu Zhuolpataces of the Forbidden City

New York-London, 1982, 162.

1% See Pirazzoli1988, op. cittand Vi ncent Droguet, OLes Pal ais
Qianlong et leurs soucést a | i Kinsmtewsidr, a. 25126, 1994, 438.t

1% For the mural decorations of interiors in the Yuanmingyuan see Michel Pirazzoli

t 6Serstevens, OEur op &@he Paaca ohthedelightslofdHar@dny (b7d’s e cour t
1751), Architecture and nt er i or Theelmsactohs obtimedriental Ceramic Sogiety

n. 65, 2002001, 47-60, 5356. For perspective within the garden setting, see Philippe Jonathan

and Antoine Durand, 6La pr omenal;kc&uaontngyuahe nt al e de
jeux dbdeau at palais Eur op ®eRarss, 1880,1983/BH33; si c¢cl e 7
also see Droguet, op. cit.,-25.
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symmetry between China and Italyywas nota perfect balanog of two artistic
traditions. For Italy was the place where Castiglione e®ed his most
importantbecausdoundational training. Later he hadtely on this training to
adapt to new circumstances, most notably to working under @upgrial
patronageAccordingly, 1 shallnow explorethe nature of Castiglioide Italian

training.
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PARTIl: CASTI GLI ONEGS I NI TI AL TRAI NI NG

As soon as he had entered ithe Jesit noviciatein GenoaCastiglionewas
employed by the Order on a double comnassitwo altarpieces to decorate the
church of the noviciate areight paintings for the refectofy® At present, this
is Castiglioneds only known commi ssi on
consideredasvital evidence for understanding his career ahalev

Unfortunately, the present location of the two altarpieee€hrist
appearing to St. IgnatiuandSt. Ignatius in the cave of Manres& unknown.
There are picturesfahem in Cécile and Michel Beurdeldfig. 2, fig. 3.2%
Although the Beurdeleysaffirm that the two paintings are in the Ricovero
Martinez in Genoa, | have beenable to find themHowever, inthe Ricovero
Martinez onecanstill find the paintings executed by Castiglione for the Jesuit
refectory.

The textual evidence that affirméat these paintings are indeed by
Castiglione is somewhat complex. In a letter dated 22 November 1777,
Giuseppe Panzi, the paintarho took over from Castiglione in the Qing
painting workshopwrote about his life in Beijing t&ather Giuseppe Solari
maser of novices in Genodn this letter the Florentine artist, when discussing
Castiglione af f i r ms t lwhotmadé the famoss painting$ youn e
est eemed Flreifsef, ahiscstatgnient is decisivepiece of evidence
for C a s tauthgrshipoofthe & & n o efécsory paintings. Moreover,
Panzi 6s affirmation of thHath alreadyeat ¢he t or y 6 s
beginning of hiscareer, Castiglione had possessed a high level of $kills
the paintings made by Castiglione for the dissn Genoa can be considered as

further proof of his professional competence.

1% Beurdeleyand Beurdeley, op. cit., 18TGeorge Robert Lde found the paintings in the
RicoveroMartinez but he did notelelop any analysis of themoehr, 1943 op. cit., 117.
197 Beurdeleyand Beurdeleyop. cit, 188

M5Questo Castiglione ~ quell oricshpeethaa bfidtet ir eif ef
Copi a ddéduna l ettera del Si gagniaGli desueeq Pittore Pa n z i I
del | 61 mperador della Cina scritta da Pekino Capi
suo Maestro di Novi zj, nel 22 nove Histolee del mi | |

Josephi Panzil7331795 Jap. Sin. 185/9-86, 80.
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There is a great deal of supplementary textual evidence to support the
poi nts made it theenszan idterestingift soneewhat garbled
passage in a guidsook to the city of Genoa published in 1766 by Carlo
Giuseppe Rattiistruzione di quanto pud vedersi di piu bello in Genova in
pittura, scultura ed architettura He discusse the church of the Jesuit
novidate in Genoa as follows:

Giovanbattista Ricca of Ogka planned the church and a French Jesuit,

named Venghier painted St. l gnatius or

there are a lot of oil paintings dMenghier *°°
Here, Ratti actuallymade a mistakeTwo years later, ira new edition othe
guide writtenwith RaffaelloSoprani, Ratti corrected himself:

Another Jesuit painter worked in Genoa. | do not know from where he

came. He was a very good painter. His name was Castiglione. By the way

| have the opportunity here to correct what | have written iriEuede to

Foreigneré published in 1766ln that book | named this Brother Jesuit

d/enghieb as | had been wrongly toldCastiglione worked at the

Noviciate and painted St. Ignatius in St. Ignatius's church. He made some

paintings in the Refectory as wellhis painter worked a lot in both

Americas. He died recently very old in the capital of Chiffla
Sote s econd e dcity guidencontains radthertconfusedeference
to the altarpiece dbt. Ignatius in the cave of Manress that time displayeith
the church dedicated to the Jesuit founder. The final authorisation for this

project was given only in 1723 when Castiglione had already been in Beijing

YgLa Chiesa fu ultimamente eretta con disegno di
Gesuita cognominato Venghier Franzese ha colorito il S. Ignazio all'Altar maggiore...Nel

Refettorio per ultimo son molti quadri ad olio del gia mentoea V e n @aHa Giuseppe

Ratti, Istruzione di quanto puo vedersi di pit bello in Genova in pittura, scultura ed architettura

Genoa, 1766, 49.

MeuUn altro Gesuita di non so qual nazione, par:i
con assai buona restria. Costui cognominavasi Castiglione. Onde qui correggo lo sbaglio, che
presi nella mia O6Guida a Forestieri o, stampata |

Venghier; e cid per equivoco di chi me lo suggeri. Il suddetto Castiglione ha lavnetkto
chiesa di S.lgnazio al Noviziato la tavola di questo Santo, ed alcuni quadri del Refettorio.
Questo pittore ha dipinto molto in ambedue le Americhe; ed ultimamente & morto nella capitale
del |l a Chi na ,RaffackotSopram, €arlo &ipspet Rath,Vite de' pittori, scultori

ed architetti genovesi e dei forestieri che in Genova hanno operato dall'anno 1594 a tutto il
1765,1768, reprint editionBologna, 1970, voll, 329-330.
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for eight years! Therefore it is impossible that Castiglione worked on the
church of San Ignazio e he was in Genoa because at that tinne huilding
did not yet existCastiglionemost likely painted the two altarpieces for the
novicesod chapel and théenma inte rthe belw echuréhe s ui t s
Unfortunately t her e i s no meatdnd atarpieoefinaBysobt i gl i o
the Genoese guidebooks of the period @rigother primary sources.
The third piece of important textual evidence relating to paintings in the
Jesuit noviciate comes from th@uida artistica per la citta di Genova
published m 1847 byFederigo Alizeri. This guide does not mention the
altarpieces in Sdnkgnaziq only the images in the refecto®izeri, however,
helpfully gives the exact number of the paintings in the Jesuit refectory:
The building is nomore thana centuryold. It is noble and large, and
equipped with all that is needed. It is ornamented by paintings. In the
refectory, among many fine paintings, | metil an excellent one, tholy
Family and St. @Gare, by Bernardo Castello. In the same room there is a
gred number of paintings. The eight paintings on the wall of this room
and the other ones along the corridors and the stairs mgstgsemparts
of Jsdife {asdpare by some author who is unknowsevertheéss
Ratti in his Guidebook net in the Refadcor y of Santd I gna:
Noviciate of the Society of Jesus is now suppressed) a lot of oil paintings
by a certain lay Jesuit named Castiglione. | do not usually put names of
authors on works of anvith ea®, but because these paintings were
probably moed after the suppression of the Company, and because they
are so many and in the same unknown stylthink that they are by

Castiglione™*?

"On the building of Sant 6 | gtettara deble cliesee Emmi n
gesuitiche nel territorio della ReQuadbrbil i ca di
Franzonianj vol. V, n. 2, 1992, 20234.

"26Non pi % antico doébun secolo, ma nobile e vasto
dovizi a di <c¢ci, che a tal'uopo si richiede. N® manc

eziandio nel refettorio tra parecchi buoni quadri un bellissimo di Bernardo Castello colla Sacra

Famiglia e Santa Chiara. Abbondano anzi nella maggior sala. |gri@tatore delle otto tavole

che pendono dalle pareti di essa, e d'alcune altre sparse per le scale e i corridoi la maggior parte

con istorie della vita di Cristo, che tutte conosconsi dello stesso pennello. Nondimeno
riscontrando la Guida del Ratti, tov not at i nel refettorio di Sant
soppresso della Compagnia di Gesu) molti quadri ad olio di certo laico gesuita cognominato

Castiglione; e la probabilita che fossero traslocati nella soppressione di detta chiesa, la quantita

del | opédrignoto stile mi persuaderebbe ad attriltk
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This passage represents furtleeidenceto affirm that Castiglione madthe
eight painthgs for the Jesuit refectorRegardinghe other paintings displayed
along the corridors a@hstairs,it is not possible to know their number and if
they were made by Castiglione. Their atfoaation and state remaunknown.

The eight painting mentioned by Alizeri are almosertainly those now
in the Pio Ricovero Martinez in Genoa. The Ricovero was created in the
nineteenth centunthrough a donationgiven by Baron Martinez*® Yet
Ali zeri 6s text proves that the Martinez
immediately after theJesuit Order was suppressed.They stayed in the
defunct Jesuit refectory until at least 18&a they were probably acquired
later, either through donation or purchase. Unfortunately, there is no
documentary evidence indicating exactly whendightpaintings arrived at the
Ricovero Martinez. Even so, the paintings clearly draw upon Milanese snodel
dating back to the first half of the seventeenth cgntwhich | shallanalyse in
the following chapter)One of the paintings, admtercessio of the Virgin(fig.
4), has a different composition, palette, and most importantly, fragmented
brushwork very distinct from the smooth approachdent in the other seven
paintings Also, the theme of théntercessiondoes not follow the otherwise
coherentc¢onographs program of the othgraintingsnow in the Pio Ricovero
Martinez.In fact, as | shall show latethe subjects of the other sevennpiags
are mostly related t&ucharist iconographyChrist and the Samaritan &vhan
(fig. 5), The Temptation of Chrisffig. 6), Supper aEmmaugfig. 7); all scenes
from the New Testament. From the Old Testament thereTaeeSacrifice of
Isaac(fig. 8), Abraham and Saraffig. 9), Massah and Meribakfig. 10); and
from the ApocryphaTobias and the Angdfig. 11). Now | shall analyse how
Castiglione deployed his professional skills to complete this large and complex
commi ssi on, hitherto not anal ysed i n a

biographers.

usassi andar men che sicur o ,ReddrijodAlizerigcpidar r e i nom
Artistica per la citta di Genovasenoa, 1847, 3 vols., vol. |, 2°278.

3 The donation is described in th®tatuto organico del Pio Ricovero Martinez in Genova

approvato col R.Decreto 13 Marzo 18&3enova, 1884, 27.

14The Jesuit Order was officlgl suppr essed by D@iinestae RademgtorVoés bul |
July 12, 1773.
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1. The Jesuit refectory and Castiglioneo:

When Castiglionavas painting for the refectory of the Jesuit noviciate, he had
to meet a very particular set of expectations. First it should be noted that Jesuits
usually attributed great didactjotentialto pictures andon a more general
level, such attitudes camaeitoof that strand of postridentine theology that

took rhetoric as its keystori&

Now, within the Jesuit environment, pictures represented important moral
examples that could be stored and ordered o n e 6 swithoue great y
difficulties. As | will show in the presenthapter, he paintings thatastiglione
madein Genoawere meant to prompt theewer into mnemonic activity. This
is because the pictures are devised to fit very closely with the devotional
activities appropriate to a refectory spaoecertaintextual sources, araso to
the liturgy. These, | believe, were the basic requirements of the Jefits
they commissioned Castiglion® tsupply @intings for the refectoryTo bring
this out,l shall expl or e Craanlyfromithe persgeétise ¢ o mmi s
of their spectators, the Jesuit novices.

Within any &suit institution be they colleges, noviciates or universities, the
act of producing pictures and the act of looking at pictures were together the
spine ofa process ofearning. Thelesuits appreciated the patial of pictures
for conveying human knowledge formednto a net of correspondees.
Consequently, this consideration required Jesuit educators to exercise strict
planning and control over the production and consumption ajesiahe first

151n 1563, thepotential of images was recognized by the Couricfrent 6 Peopl e must b
taught the articles of faith and made firm in them by reminding and meditating on them through

i mages and other visual expr essi o (Psrhistdriast il 1l ustr
mysteriorum nostrae redemptionis, picturis vel aliis similitudinibus expressasliri et

confirmari populum in articulis fidei commemorandis et assidue recolenfi=} Franca

Trincheri CamizConversione e battesimo nella pittura debatcoriforma a Roma Ricerche

per la storia religiosa di Roman. 10, 1998, 187205. Moreover, Federico Borromeo (1564

1631) in hisDe Pictura libri due( Mi | a n, 1624) Borromeo states: 6Co
one understands by the eyes not less tlvards are by the ears. (We could say that the

drawings are the concepts). In this way painting is like an argument or a sermon that can be
understood even by an ignorant person but it i s
sono (a guisa di) pae che intese sono dai nostri occhi non meno agevolmente che quelle

della lingua dalle orecchie da ciascuno di noi, (e il disegno delle figure che si esprimono dir si

potrebbe che fossero i concetti e gli argomeipercio la pittura € un certo ragionanto e

sermone il guale infino dagl'ignorant:.i ~intesct
scienziati.) OFederico BorromeoDe pictura sacra libri dup Milan, 1624; Pisa, 1994

Barabara Agosti (ed.B33.
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result of thiswas the promotion of memorization through pictures. From its
foundation to its suppression, the Jesuit Order cultivated an idea of memory
inherited from the classical tradition and particularly from Cicero and
Quintilian!*® These authors, in turn, had developed an epistemological view of
memory that took its departure from Aristotle. This view of memory had been
generated mainly from the tradition of rhetoric or public speaking as developed
in the Greek citystates. In its latehumanistic development, the study of
rhetoric became a useful means of analysing the preparation of acts of
communication and their reception. Suaact could be a text, a speech or a
picture. Within the rhetorical tradition, memory had a prominentepbserause

it was considered not simple as a ment ¢
capable of structuring the human mirid.

This 1 s emphas iSgirdudl Exernisestided to édgcata lesuitt s 6
novices through eacimdividuald <onstruction & mental images. Fgrthe
Jesuits believed that memory shapes itself alsd the mindas a wholeby
making connections between placashéther real or umeal) and images.
Because of thispictures displayed in a college or in a noviciate became a
crucial didactic agenta means of stimulating thmemory and its linking of
texts, pictures and places, to deliver educative messHgescording to this
view, a painted image has to blee starting point for discovering relations
between performances, spaces &ds. Thus, the painter had to understand
how to deploy his technical skills in relation to timtended space for the
display of his paintings.

To understand Castiglioneds commi sSsi or
that the Jesuit refectory was a spawhere the novices weerinvolved in
cognitive activities By sharing meals, praying, listening and looking at images
in the refectory, the novices learned how to structure their minds correctly in

relation to future missions. Aalreadymentioned, such @ivities are the basis

18 For the development of rhetoric within thkesuit intellectual milieu seEvonne Levy,

Propaganda and the Jesuit BarogBerkeleylLos AngelesLondon, 200446-47.

"Giovanna Zanlonghi, 6La psicologia e il teatr
CinqueS e i ¢ eMerhocaddumn. 4, 61-85, 6667.

18 Emblems and other types of illustrations and performances that | will not consider in the

present thesis, were important categories of images used in the Jesuit colleges and noviciates.

For an interesting view on enfheorg arel Cdtwad Kar el P
Speci ficityéo, Pet er (Wds) Afpactsyf ReinadsandeoahdchBarbmen ni n g
Symbol Theory 1560700 New York, 1999, 312.
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forSt . | g9pidattal BExescdesAt the beginning of thannotacioneshat
introduce the exercises, he wrote:
The term O6Spiritual Exercises?o me ans
conscienceto meditate, to contemplate, to praglty andmentally, and
all the othesspiritual activities as it will be said lat&l’
Furthermore in the part dedicated to the third week of the Exercises, Ignatius
gaveeight rules to follow duringneals. The fifth rule affirms:
éduring t he lookirglatsChristroar gardneating with his
apostles, how he is drinking, looking, talking, and eating. Try to imitate
him. By this way, the major part of your soul will be engaged in
considering our Lord, and theimor part will be engaged itbodily
nourishment. As a result, you will act and govern yourself with harmony
and order®
The above passage strongly suggests that during meals the Baduibswork
mentally so as to avoid focusitigeir attention only on the bodily experience of
eating. This is &ested by theConstitutiores In the chapter dedicated to the
novices in their probationary peritidey prescribe:
During the meal, themmust be given some nourishment to the souhiey
reading ofsome books. The readings must be pious ratlzer difficult,
in order to makeeveryone understand and gain profit from them
Otherwise, during the mealspmeone may deliver a sermon as ordered
by the superiors, @omethingsimilar, for the glory of Christ our Lortf*
Listening and mentally or ally praying were not the only means used to
detach the novices from the physical pleasure of their meals. Looking at

pictures was in fact onef the most important sensory and mental exercise

"99La primiera annotacion es: que por este nombr
modo de eaminar la consciencia, de meditar, de contemplar, de orar vocal y mental, y de otras
spiritual es oper aci on elgnacio decLgyolaExercicies Spirdualésant e s e
del B. P. Ignacio de LoyolJdRome, 1615, 17The annotacionegxplain the Eercises and are

used as advices before starting the different meditations.

Y6La quinta, mientras |l a persona come, consider
comer con sus Apostoles, y come bebe, y como mira, y como habla; y procure de imitarle de

maniera que la principal parte del entendimento se occupe en la consideracion de Nuestro

Sefior; y la menor en la sustentacion corporal, por que a si tome mayor concierto, y orden de

como se deve aver, y gobernaré, ibid., 122.
l6Dpurante ildipaagual clp@inutsii mento anche all dani
libro, pittosto pio che difficile, che tutti possano comprendere e dal quale possano trarre profitto.

Oppure, durante quel tempo, qulacuno faccia una predica, come sara stato ordingieridel, su

o0 qualcosa di simile, a gloria72di Di o nostro Sig
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undertakenn the refectoryFor example Jerome Nadal (156¥580), one of

the first members of the Society and a close collaborator of St. Ignatius, in his

Instructionesdescribeshe refectory in the following way:
On the four walls of the refectory high quality pictures must be displayed.
Amongst them must be the Last Sapphat is to be hung on the frontal
wall of the refectory?

It is significant that this statement opens the chapter dedicated to the refectory.

Firstly, the O0st agepictwes. Theh ¢éhidi €1 ecst 0 ay e thi

space has to be filleby the educative activities of gying, meditating, and
reading Onlywhen working together can all these eleméatge the maximum
i mpact on the novicesod mind.

Regarding pictures, the description of the noviciate refectory in Ganoa
Alizeri is suggestie of the Jesui@ suse of this space. There is in fact no
mention of an image of theast SupperEven if it is impossible to affirm
whethersuch picturedid originally exist,two paintings noted by Alizeri could
haveserved as substitutes fthre Last Super. the Holy Family and St. Gire,
by Bernardo Castello (1551629)andthe Supper aEmmausy Castiglione. It

is importantto underscoretat t hi s contradicts Nadal

the Last Suppebe displayed in the refectory, but macessaryis view of the
Jesuit refectory as a space filled with high qualityypies’?®

In any case, @ argued byLouis Réau, theéSupper atEmmauswas often
substituted for thé.ast Suppein monastic refectorie$* However, because of
the fame of the painteand because it is not part of theet of paintings, |
believe that thedoly Family and St. Clardy Bernardo Castellwas the most

261 n quatour parietibus refectorii ponantur

0s

op

Domini , et haec quidem in capi teP.Nadalabtannaf f i gi 0,

1546 a dMorduBehta dlistorica Societatis Jedomus 1V, fasciculus |, Madrid, 1905,

604.Nadal 6s passage i s al so Thg Fictt Jesdits Gambridggeo h n~ W.

(Mass.}London, 1994, 358. Nadal played an important rol@riproving theConstitutionsof
the Order, alsoduring his life he compiled a collection of illustrations of the Gospel,
Evangelicae Historiae Imagines: Ex ordine Euangeliorum, quae toto anno in Missae Sacrificio

recitantur, In ordinem temporis vitae Chtiisligestae published in Antwerp in 1593.
123
It

Castiglioneds entrance in the Genoa noviciate.

its strategies toifferent social and cultral circumstances
24 ouisRéau) conogr aphi e ,fiseeditiod: ®aris, 195Iendin,i1@74, 3 vols,
vol. Ill, 317, 563.
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important pictureand thuddisplayed in a central position in the refecttiits

link with the Eucharist and the refectoryadually very powerful.For, as her

main attribute, Saint Clare bears the monstrance, where the consecrated host is
kept6ee for example the pai ntfThegfordy Caval
she is the champioof the Ewcharist and in particular afommunian. Equally

importanty, the Genoanoviciate wadocated in a street named after St. Clare.
Accordingly, Castell obs painting both c:¢
refectory to the urban space where the noviciate was situated.

In fulfilling the commission for the refectory, Castiglione followedsimilar
approachthe refectory has to be marked as an educative space to celebrate the
Eucharist and to train the novices for their future missions within the Order. Of
the seven paintings, four have a st Eucharist iconography. These are:
Supper atEmmaus The Sacrifice of IsagcAbraham and Saraland Massah
and Meribah

Paintingsof the Supper aEmmaugLuke, 24: 1335) normally showthe
moment of recognition: the blessing of the bréseke Caravgrg i Bndnmgmus
fig. 13). However, Castiglionensteadchose to paint a transfiguration of Christ
in front of the astonished Cleap and his companiorfid. 14).*%’ Christ is
depicted in the air, illuminated by an emanation of light coming from the upper
left corner of the painting. In the lowerfiecorner, a saddlebag suggest
pilgrimage. This versiorof the Supper at Emmaugequiredfrom the Jesuit
novices an active intellectual and emotional involvement. The iraagally
trained their minds in construng an allusive net of religious raeings. Firstly,
such a net is pposed by the interplay between tBepper at Emmauand the
familiar narrative of thd.ast SupperMoreover, by not showing the breaking of

the bread, C g encayrages thesedver to premiembier the

12 Bernardo Castello is the father of Valerio Castello (16@89). Both artists received

important commissions in Genoa and had a connection with the Jesuits of the city. Valerio for

example painted a set of three paintings celebrating St. Francis Xavikérdesy the main

Jesuit church of Genoa. Accor di nngo at, 0 B®Rao mraa rdio 6 8 n
Castello received commissions for no less than fifteen churches and oratories of the city. See

Soprani and Ratti, op. cit., vol. 1l, 81, 89, 91, 97, 100, 148, 177, 293, 295, 296, 299, 300, 305,

307, 316.

126 Réau, op. cit., 317.

2The Bbl ed6 text and commentary | Tbed!| heeeprn st eGed
Bible: the Holy Scriptures in the King James and Revised Standard Versions with general

articles and introduction, exegesis, exposition for each book of the, Blige Yorki Nashuville,

19511957, 12 vols.
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precedingnmoment of recognition. Egiently, this interplay i®etween an image
and a textual narrative that the novices would have reastendid to. Secondly,
in front of the Supper at Emmaughe novices might meditate daking
communion and thusnChr i st 6s Passi on. This reasoni
all the imagesvhen they were displayed in the refectdfinally, the saddlebag
relates the significant moment of the Eucharist, the sacrifice of Christtab e
bread o0 d thel endoé & ,spiritual journey, a pilgrimage. Within
Castiglioneds commi ssion in particular,
in general, the idea of a pilgrimage was often used as metaphor for spiritual and
moral traveljt was a wholanodus vivedi.*?® For the Jesuit mastef novices,
this must have beean extremelyuseful moral example for shapirtige new
me mber s 6 minthd painting pilgnmage does not refer sihypto a
precise route that leads pilgrims to a place of faith. It is alsspiritual
wandering in unknown spaces where the missionary may encounter temptations.
Such a space was depicted by Castiglion&he Temptation of Christ
(fig. 6). For forty days, Jesus was conducted intovtiiderness by the Holy
Spirit andwas temped by the Devil three times (Luke 41B and Matthew 4:
1-11). In the first temptation, which is the one painted by Castiglion¢hfo
refectory, the Devil askdesus to trasform stones into breatb make him
prove that he is the son of G&d.Surelythe master of novicesyho very likely
supervi sed Casti gl n dhe episode whatrskryetheh a d cho
commissionbest. ly the first temptation occurs in the wilderness, while the
other two episodes are set on high places: the pinnacle of tiptetand an
indefinite highp| ace (6And the devil took him wu
kingdoms of the worl¥™ .indna Casmemtl i ohebs
the wilderness is painted as an oppressive space with rocks and contorted
branches of plants. Thisgg of space may be understood as imaginary, a space
where the novices migimentallywander to meditataot on bread bubn the

128 Regarding pilgrimage, Bernard Aikema has noted the importance of the Syrian Saint John
Climacus (sixth century) and his bodkhe Heavenly Ladde(Scala Paradigi This was
selected as devotional reading by the JesuitsAiBema Jacopo Bassano and His Public:
Moralizing Pictures in an Age of Reform ca. 1838Q Princeton (New Jersey), 1996, 17.

1291n the other two temptations recounted by Luke, first the Devil offers to Jesus the authority
on the kingdoms of the worldchd, second, asks Jesus to throw himself down from the pinnacle
of a temple to prove that he is the son of God. In Matthew these two temptations are inverted.
%0 uke 4: 13,5
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life of Christ andtheir own resistance to temptation. Furthermore, this
imaginay space didactically symbolisé®th the futureand the presd of the
novices. It stood fothe future as the eventual land of mission in Asia, America
or Europe where some of the novices were going to be sent. In addition, in the
n o v i ceesentpthe pvitderness stood the noviciate as a probatiary space,
a space where their faith and their qualities as missionaries were ‘t&sted.
Mor eover, Castiglioneds painting of the
theviewe about Jesus évil The positivé ending ts mdicatkde D
by the preence of th three small angelsn the upper right corner. The
depiction of the three angels alegito the Gospel of St. Matthewhen the
end of Christdés temptations is describe
and behold, angels came and minislere h 1*’Mitgerefore, visually, the three
angels have a double function. They announce the victory of Jesus over the
Devil and induce the novices to meditate on the other two temptatioich
took place before they camiéinally, one may suggest that thjzsode too has
Eucharist overtones. This is because Jesus ate nothing during forty days in the
wil derness 6and when they w4323 Tlhus, ded, h e
this episode is also about searching fo
Chiist received at communid®

The novices of Genoa also had to learn that, when undertaking long
journeys into unknown places, resisting temptations is possible if one obeys
oneds superiors. Thi s i s Sdordicetof Isesace mp | i f i
(fig.8). This narrative repeats aspects of that discussed above: a journey,
obedience and the Eucharist (Genesis 221911 The journey is now
represented by Abrahamdés and | saacds thr
Once there, Abraham enacted his obecketo God by starting the sacrifice of
Isaac, only to be interrupted by the angel. Next, he sacrificed a ram. Usually
this is taken to symbolis€hrist with a direct allusion to the crucifixion. It is

especiallyrecalled by the thicket, where Abraham finthe animal, which

131 Gertrud Schiller stresses the importance of the wilderness as a place 8tglaonography

of Christian Art 2 vols., London, 197%2, vol. I, 143.

132|bid, Matthews 4: 111, 11, vol. VII; he presence of the angels at the end of the temptations
is not recounted by Luke.

133 The relation between the stones of the first terigpiaaind the Eucharistic bread is
underscored by Réau, op. cit., Il vol., 307.

68



alludes to the crown of thorfi&® As for theSupper at Emmauy€astiglione did
not follow the most commopictorial format given tahe episode, the angel
arresting Abrahamdos daamdf omr eaxygmploe kCadida
Sacifice of Isaag¢ fig.15). Instead, he painted Abrahantting and the angel
standing ahis side; Isaac does not appear in the picture. On the ground in front
of Abraham and the angel there is the head of the ram together with a pitcher
and a sword with sias of blood. Also, on the stone close to Abraham there is
an open book. Evidently, Castiglione depd the moment that follows after
the sacrifice of the ram. Such a setting, with the angel pointing to the pitcher
and the rambds h e aadthe dideztk firsctioma df thisgihting. el vy c | e
The rambds head sackficed @n thes @assndCher pitcher
alludes to hidlood.

From this per specndtihe pitcher ltlearlyrrefemtos head
communion, the culmination of the Eucharisttle mass. Furthermore, if one
looks more closelyat the liturgy & the Eucharist it becomes clehow this
painting was bound into the space of the refectory. The Catholic liturgy of the
Eucharist is divided in three parf@st the offering of the breacndthe wine,
then theEucharisic prayer in which the believer thanks God d@hdn finally
the Holy @mmunion itself.*> Consequently, looking at this painting, the
novices were in front of the perfect offering visible on the lower left corner: the
flesh and blood of Jesus. On the right, Abraham, with hisseslosed, and the
book symbolising probably the Bible, may be takem gmctorial rendering of
the Eucharist prayer.

The missing part of the painting is the Communion, yet it was
emblematically ended by the usual activities in the refectory, where the
novices shared meals and prayed as a community. If one considers the
Eucharistic liturgy together with the Biblical narrative of Abraham and Isaac,
this painting represents a striking visual allustorthe life of Jesuit novices.
During their journey in the wilderness represented by the everyday duties of the
noviciate, the novices had to obey to their superiors in order not to commit sins

to resist to temptations. Obedience during such spirituahgys was the

1341n addition, Isaac bearing the wood for the sacrifice stands for Jesus bearing the cross, see
Réau, op. cit., vol. Il, 204, and Meyer SchapWdords and Pictures: on the litgr and the
symbolic in the illustration of a texthe Hagué Paris, 1973, 145.

1% For the Eucharist liturgy in the Catholic Mass &&ay op. cit., 233234,

69



keystone of each noviceds |l earning. I n f
virtues for preparing the novice for the Communion and later for the taking of
the vows.
Indeed, or the Jesuits, obedience was of essential importance. It was a
complex type of behaviour to be analysed for its didactical potential and to be
promoted pragmatically within specific projects such as the missionary
enterprises. For exampl e, the Orderos C
obedience: of executiorf will and of intellect**® In the first, he who has
received an order executes it. In the obedience of will, he who obeys believes in
the rightness of the result in relation to the command he has received. Finally,
in the obedience of intellect, he who gbeshares with his superior the same
feelings, the consideration that the command is the right decision. Evidently,
the first two types of obedience are imperfect and the last one is the optimal.
Nevertheless, the basic nature of obedience and the pbtiestieelated to its
use within the Order were promoted by the Jesuits through emblemaatsand
more straightforward images. e Constitutionesexemplify this aspect by
stating that he 6who follows the rul es
gudehi m, through the superior, | Pke a corj
| believe that thaifficulty of achievingobedience of intelld is related
closely to Cast iMgsbah @andeMesba(igdd).nin thimsg of
episoddrom the Old Testamenkjloses is camped with his people at Raphidim
in the desert, after being released from Egypt (Exodus -I7aid Numbers
20:1-13). At this point of the journey, they have already received from God the
sweet water (Exodus 15) and the manna (Exodus 16). Hwwat Raphidim
the people are thirsty and they quarrel with Mqsasking for water. Moses
sees theuwprrellingas a lack of faith and a way to tempt God. This divulges the
meani ng of t hMeribehmieaonde @5 Magsahtee d&n sa nd@t o
t e.5%Tlde faithlessness of the people is placated by Moses when he asks God
for water. In turn God instructs Moses to strike the rock at Horeb with his rod.

Castiglionebds painting shows the moment

136 Costa, op. cit., part VI, 561.

¥ . .. quanti vivono i n ub b guitlaredala divina provddenza no | asc
per mezzo del superiore, come un lbdaphaVller e che s
589. The metaphor of the corps and the three types of obedience are also analysed and translated

by Levy, op. cit., 3, 81.

N Numbers appears only the term 6Meribaho.
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when the water is flowing fra the rock. The Eucharistic iconography of this
episode is contained in the water and the rock, as these are usually identified
with Christ!*®In addition, as one person of the Trinity, Christ is present at
Horeb as a viewer of the episoder, in giving instructions to Moses, God
affirms: 61 will stand bef'hisgresercar t her e
was marked by Castiglione with a crown of thorns, a clear symbol of the
Passion, painted on a stone in the lower foreground of the picture. In addition,
on the left, above one of the figures in the foreground, Castiglione painted a
memento morin form of a child blowing ssoap bubbleThe crown and the
memento moronce more sugget t hat Casti glionebds paint
were meant to stimulatente novi ces 6 mind actively r at
easily legible narrative. The viewer in the refectory had to discover thef net
moral allusions formed by readirttpe various symbols within the painted
images Then he hado project such allusions intiois actual activities in the
noviciate. During the journey in the desei€hrist revealed his presente
Moses and his peopkarough the miracle of the water. But, because this act
originated in a lack of faith, the novices had to focus their attentiothe
mercy of God, flowing ultimately from his sacrifice on the cross. They might
further meditate on their lives, defined as mortal by the child with the bubble.
In other words, Christ always reveals his presence, even if one doubts it
because of a feaf death or lak of faith. In turn, such lackf faith may be
visible through a lack of obediencgo, the different elements dflassah and
Meribah come togetheinto a powerful act of exemplification. The painting
suggest that obedience, journey and godaith stand in contrast to the
doubting of the presence of Christ. In shéine painting is a clearly didactic
objectfor the education ahenovices.
Similarly, doubt or hesitation as a sign of lack of faith is also contained in the
episode ofAbrahamand Sarah(fig.9) Here, three angels in the guise of
pilgrims appear in front of Abraham and Sarah, announcing the birth of Isaac
(Genesis 18: -B). Becaus®f herold ageSar ahés first reacti on

Such a reaction is conveyed in hdace, whch has a faint smile and

¥Moses6 rod striking the rock ®ithenossl|séeRéas, t he | an
op. cit., vol. 1, 205 and Schiller, op. cit., vol. Il, 25.
“OExodus, 17: 77, 6.
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suggestivelydreamy eyes. In addition her open hastdetched out towards the
angelsmay denote both a recei-protectpn. mf Godods
this image, the Eucharist is referred Adraham giving food to the angelsho
are a manifestation of the Trinity, and thus an image of ‘Gddoreover, in
Castiglioneds painting, in the | ower ric
wash the pilgrimsd feet; this also refe
before theLast Supper On the table, placed between Abraham and the three
angels, Castiglione painted a knife, a pitcher and a plate for food. Recalling
motifs in the Sacrifice of Isaacthese objects may stand for the Eucharistic
sacrifice, the bread and wine of Commmion#?

There are also Eucharistic allusions in the paintingCbfist and the
Samaritan womaifig. 5). Christ stops at the well during his journey with his
disciples from Judea to Galilee. To reach their destination, they have to pass
through Samariawhr e Jacobbés well i s. Ther e, Chr
the Samaritan woman, the disciples having gone to the nearby city of Sychar to
procure some food (John 4:412 ) . Castiglioneds painting
with the Samaritan woman in front of theelv The Biblical dialogue starts
with Jesus asking the Samaritan woman for water and ends with the disciples
rejoining Jesus. The core of this dialogue revolves around the comparison
bet ween the water of the wel lhatawild t he 01
give eternal i f e. Afterwards, t he wo m:
Samaritans to believe that Jesus is the Mesklate, again, the real food is put
into contrast with the spiritual food as Nadal and St. Ignatius did in giving the
rules forthe refectory.

When the disciples come back to the well they offer Christ food.

Consequently, between Christ and the disciples there is the following dialogue:

6é [Christ] said to them, Al have food
the disciples saidot one anot her, AfHas any one brou
to them, AMy food is to do the wildl of I

wo r K*Tbeoddialogue with the Samaritan woman and the dialogue with the

disciples together carryallusiors to Eucharist Furthermore, Chr i

141 gchiller, op. cit., vol. 11, 24.

142 Moreover, | would like to suggest that the pitcher #relplate may indicate the chalice and
the paten used i@ommunion.

143 Buttrick, op. cit., vol. VIII, John 4: 3B4.
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response to the digdes evokes his answer to the\l in the first temptation.
As in the case of th&upper atEmmausand theSacrifice of Isaacby not
showing the dialogue with the disciples, the painting does not disp&ty
which can be directly related to the refectory. Through this allusive pictorial
strategy, the image calls for a more profound visual and intellectual
involvement: the novices must meditate carefully on the space where they eat,
pray together and liste to reading. Moreover, this déing might have
represented aexample for promoting missionary activity. The presence of
Jesus in Samaria and his dialogue with the Samaritan woman began to question
the differences between the Jewish people and the Sansdff In turn, this
suggests the possibility of converting rGhristian peoplet hr ough Godods
word
Finally, the painting off obias and the Angéfig. 11) shows Tobias with the
Archangel Raphael, alias Azarias, on the river Tigris after having caoght
fish that Tobias will use 2B6:d¢81% his f a
A possible Eucharistic interpretation of this image may be deduced from the
symbolism of the fish. Together with the dove and the lamb, thedisiften
used as a symbéor Christ'*’ In the Biblical episode, after extracting from the
fish the heart, the liver, and the gall that will be used as medicine fordTebit
eyes, Tobias and Raphaeloked and ate it. The fish is thus a divinely provided
meal, just like CommunionThe other system of symbolism refers to the
moment when Tobias goes into the river and risks being killed by the fish.
Even so, by following Azariaso6s instruct
fish, as shown in the painting. In this interpretatiba fish may be seen as a
devilish presence, standing for the temptatiand sins that may bedeydung
persons at t he b euwney imtum,ghisarbwattettienitor | i v e s ¢
the role of Raphael as guardian angel and protector of travefeidently,
Castiglione wanted to emphasize this because he depicted Azarias as Raphael

144 gchiller, op. cit., vol. 11, 159.

145Réau, op. cit., vol. I, 323.

18 For the naration of the complete journey see William Aldis Wrighpocrypha Cambridge,
1909, 105; Régis Debrajfhe Old TestamentondorrNew York, 2004, 191. Raphael is also

related to the episode by hi smedieud!l i dDlgrrtiiso we r . He
episode symbolizes Jesus healing the blind, Réau, op. cit., | vol., 203.
“'The fish symbolism comes ikHthus fime acrongm cBesase k pr onur

Khristos Theou Uios SotérJ e s us Ch r Batvator Bundj, &rsl wiScbwas usd by the
first Christians.
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and Tobias as a young boy. I n the apocry
revealed only when the two travellers return to Twlit house ( Tobi't 1
Also, Tobias and the Angelwas also a favourite subject for private
commissions. In fact, the image of Tobias and Raphas often displayed in
housdold oratories as an example of filial obedience andnedifying family
storyX*® Therefore, it maywell be that thispainting was for the novices a
familiar image that could have been used as a starting point for looking at the
other paintings displayed in the refectory.

The above analysis has showntah st i gl i oneds seven pai
have workedextremelywell in linking the activities and the spes of the
noviciate. Only when considering this conteid, possible to determine the
iconographical evocations revolving aroutite Eucharist, journeying and
obedience.

The two paintings made by Castiglione for the iniate church seem to
be differentfrom the paintings forthe refectory (see fig. 2 and 3Most
obviously, theyar e al t ar pi eces. This means that,
point of view, they were in central positions, framed by the architectural
structure of each altar. Such accessildeatiors demande@n equally easily
legible iconographyT h u s , the paintintwsansrcalw St .
visions at Manresa, with the Virgin dictating ti&piritual Exercisesand at the
chapel of la Storta, @& Rome, with Christ assisting Ignatius in his project for
founding a religious ordet® The depictions of these episodes are not as
elaborately didactical as the paintings in the refectory. They are not rhetorical
demonstrations or explanations of religgotruths. They were displayed,
instead, to show the saintly founder of the Order l@ndlirect experiences of
divine interventiorand thus to evoke the religious validity of the institution.

In sum a context such as the one encountered by Castiglotiee Genoa

noviciate required painters to considew relations between viewers, pictures
and spaceworked. Without understandinthese relations a painter simply

could not be successful in her or his commissidmdhis first works for the

1“8 For the guardian angel as a typical devotion of the CowReésrmation see Emile Male,

Religious Art from the twelfth to the eighteenth centfirgt edition: Paris, 1949 Princeton,

1982, 187189.

191n the vision of la Stoee, Chri st announces to |l gnatius: 6eg:¢
Rome | will propitiate you).
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JesuitOrdeCastiglione oO6onlydé creat stictlya c ompos
necessary for the fulfilment of his commission and he probably chose these
under the guidance of the master of novices.
Cstiglioneds C a p a cpicturgs tofthe rneedsaand or i ng
expectations of his spectators must be exathifurther. Therefore, in the next
chapter | shall evaluate the type of training that Castiglione most likely
received in Milan before leaving forGenoa. In turn, the analysis of
Casti gl i on e 0 geadan apprapriategoundatibnlfooksng at his
work in China.

75



2. The expanded training space: learning from visuality

To descri be Cast i glishaluseti@esvordtraininganitwoc f or ma
different ways. First, it denotes a defaitperiod of learning (the time
Castiglione spent in the Milanese workshopjoviding him with mostly
technical knowledge. Secdydt refers to an indefinite, ongoing s&tlucation
or personal development based chiefly on looking at images and engating w
the surrounding world. Without studying these two ways of training it is
impossible to understand fully the strategg@entuallyadopted by Castiglione
to perform hs role first in the Jesuit novate in Genoa and then as imperial
painter in Beijing.

Continuous seleducatiorwasas important for the formation of an early
modern European painter as the initial apprenticeship. The works made by
Castiglione in China certainlydicatethat the Milanese painteslso engaged
in active artistic selflevelpment. Butin fact, mt h Casti gl i oneds w
training and arstic selfdevelopment begam Milan. In this city, the young
Castiglione learnt to paint in a workshop aal$o by looking at images
normally displayed in churches and in other public spasewell asat festival
displayscelebratingparticular religiousor political events. Although the city
and the workshop can be seen as two separate places of learoimay
characterised by visual experience and the other by technical pratteeae
in factdifferent aspects of aroadlyshared idealorh ow a pai nter 6s apfy
should be trained in Italin the seventeenth and eadighteenth centurien
apprentice should definitely make use of the displays offered by his or her city.

The dty worked as a unique space of display where both apprentices

and fully fledged painters could observe and learn from available models
already held in high esteem. For example, in the last part addressed to
apprenticepainters of hide finezze dei pendeltaliani of 1674, the painter
Luigi Scaramuccia discusses theefulnessof looking at paintings in Italian
cities; this wascertainly acommon practice irCa s t i g lifetinoe"Htas
interesting to note that Schepasgtoftheci ads t

'For example Filippo Abbiati, the most I|ikely c
made extensivéravels to look at paintings Venice, Naples ah Genoa.See Filippo Maria

Ferro, 60Storie dipinteo da Rardgonpmp 483,A30,i at i per
123128, 124.
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Il talian O6ciceroned6 genre thawasfsllpr ead i n
deweloped in the eighteenti’ Le finezze dei pennelli italiars a dialogue
between Giuripeno, a young devotee of art, éuedspirit of RaphaelThey are
onan imaginary journeyaround Italyto look atart in the most important cities:
Rome, Florence, Bologna, Naples, Milan and Venié&@he last part of the
bookconsistsophori sms addr es s e dlifoheccorgulers nt er s 6
Scaramuccid s Isimmyles a type of guide, it is difficult to see a connection
between the dialogue and the aphorisms. But the two come together if one
considers the book aa treatiseon the art of paintingooted in the at-
theoreticaltradition thathas Giorgio Vasari (15111574) as one of the most
important foundes.
Certainlyyn Scaramucci abds bBmgddoking&art i de al C

objects and learning from them has much in common thihviews expressed
by Vasari. Vasari in thé&/ite hasa didactic aim in which knowtige obtained
by traveling and looking at art in different Italian citigs, just asin
Scaramuccia, one of the most important featlitéis. this contextit becomes
clear that there is a profound relatitietween the part that Scaramuccia
dedicated to th journey and the part with didactic aphorisms:

If you are able to go and visit old historic villages and towns as many

othe's have done before, you muki it with good will. You will not be

disappointed because observing beautiful paintings of tifent kinds

the many doubts that clustered your mind will be resolved and clarified.

And, with experience, you mightkk others before, become a famous

painter. I f you compare otherso6 fine

may feel belittled but you nyaas well feel stimulated and, placing your

51 The term cicerone is used by Julius Schlosser Magnino regarding Scaranseedia,
letteratura artistica Firenze, 935, 463.

52| uigi Scaramuccia (1616680) was from Perugidor this reason he was called Perugino:
Giuripeno is its anagram.

133 At the end of theVited $Proemi®dV a s ar i lefieve tisswork of iminavill delight

those who do not practise thesésaand will be useful to those who practise them. They will

find the different techniques in the introductory chapter and in the falpwart illustrating the

ar t lives tthéy will know where the works of art are placed and will easily recognize the
pe fection and i mperfection in them and wil!/ be
cosi mi persuado che queste fatiche mie diletteranno coloro che non sono di questi esercizii, e
diletteranno e gioveranno a chi ne a fatto professi®eeche, ol che nella introduzzione
rivedranno i modi dello operare, e nelle vite di essi artefici impareranno dove siano l'opere loro
et a conoscere agevolmente la perfezzione o imperfezzione di quelle e discernere tra maniera e
ma n i e r Giorgio .Vasari) Le vie de' piu eccellenti pittori scultori e architettpiil568],

Milan, 1962, 4 vols.Rosanna Bettami (ed.),vol. |, 44.
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work in comparison with the works of others, ask yourself how far you
are from the perfection Remember though not to put yourself down, as
fine and exquisite the othersa painti
failure. You should on the contrary say to yourself: | want to be a strict
judge of myself and | will be as successful as other painterthiamegh
hard work afadur®i th Godo
The practise of travelling and looking at art describedldyinezzealei pennelli
italianimust have been known durScaraghuc€iaast i gl i
(16161680) was himself active in Milan where he workedon different
commissions together with Procaccini. He was also the teacher of Antonio
Busca (16251686), one b the paintes whose work has certain pictorial
featuresclosely relatedto Castiglione'sown manner-° Also, it is significant
that the importance placed by Scaramuccia on artistic experience became the
basis of training for young painters offered by thecand Accademia
Ambrosiana reopened in Milan in 1668>° As a Milanese artist, young

Castiglione was probably influenced by t

&Ge ti sar” permesso di vagar |le Cittadi nell a
buona voglia, poiché soddisfatto, e @mttssimo te ne troverai, e rimirando cose belle, e

diverse di Pittura, molti dubbij che forsi prima t'ingombravano la mente ti saran disciolti, e posti

in chiaro, e farai come alcuni, li quali presosi tal compiacimento, divenuti eruditi coll'esperienza,

s sono dati “conoscere per soggetti straordinar
belle altrui con le tue medesime, agio haverai di mortificarti, overo di prendere animo, mentre

fra te stesso cosi potrai discorrere. lo come mi diporto quantp si trova @ questo il mio

saper e?ioD&c.eSovengaii Perd di non mai avvilirti per esquisite, e belle, che tu vegga

le Pitture altrui, poiché cid sarebbe un pernicioso mancamento; ma ben si dirai: lo voglio essere

inimico, e fierissimo censodi me stesso, ma vud ben anco sperare, che si come altri son

divenuti d'alto grido per mezzo delle loro fatiche, cosi a me col favor dellesinggl, e con

labggi unt o del Cielo il simil e s plerfioezzel dev e r i ntr
pennelli taliani ammirate e studiate da Giuripeno sotto la scorta e disciplina del genio di

Raffaello d'Urbino; con una curiosa ed attentissima osservatione di tuttocid che facilimente

possa riuscire d'utile e di diletto a chi desidera rendersi perfetto nella geeriprattica della

nobil'arte della pittura Pavia, 1674, 199.

155 For the relation between Procaccini and Busca see Maria Luisa GattilReohigsa di San

Marco in Milang Milan, 1998, 205.

%This indicates a departure from the first Accademia wherediwrtg of painters was mainly

developed around anatomical studies (drawing) and the religious iddatafum an ideal well

described by Federico Borromeo and Pietro da Cortona. Silvana Modena has in fact noted that

the drawings that various artists grzed in the second Accademia show a marked interest in

the naturalistic use of lighSuch practices are, of coursetrinsic in the Lombard tradition of

painting. The two most important protagonists exploring this phenomenon in painting in this

area wee Leonardo da Vinci and Vincenzo Foppaee Si | vana Modena, 6La s
Accademi a AAmdLombaidand,d860, 287; for the Lombard traditiorsederico
Zer i, 6La percezione visiva del | Btota@dldoil 4 aei degl i

Atlante, vol.VI, 1976, 53217, 63.
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developed within the Accademi&’ Inside the Milanese workshpgvhere he
was trained Castiglone would then haveeinforced his informal observations
with the copying and reinterpreting of established models.

Copying for didactic purposes and being attentive to the cultural space
offered by the city representegarticular way of learningp pant. It was not a
linear process but rather a development where different phases are actually
simultaneous. In one phase a painteght find in the cityimages fromboth
the past and the present. In other phases a pamgdrt use images already
presentin the workshop a® mnemonic support for evaluatiibe artistic
modelsoffered by the cityOnce one understands this procédsecomes clear
thatCasti glioneds first vi sual environment
understanding his oeuvre.

In Casti gl i on andosgstdl ithe availablatypes of imagry,
engravings were one of the most important visual models used to train painter
and also for inspiring fully educated artistShe following passage from
Scaramuccianakes this clear

If you are so eager to dedicate yourself to this virtuous art of painting,

resolve to use (when you cannot do otherwise) the good prints of the

excellent MastersYou can find them everywhere. | mean those prints by

Titian, Carracci and others. You will have igflterment and help from

them. If you unfortunately cannot buy them you will have to do your best

to follow the precepts of Nature, that is the truestkdss At first you
should usethe easiest thing®f naturein order to approach the most
difficult oneslittle by little. Finally you will reach full understanding of
nature. If you imitate it properly, you will undoubtedbg on the right

path to obtain what you desit&

157 Some of the most important painters of Milan were teachers at the Academia, yet at the same

time they had apprentices in their workshops. Even so, it seems improbable that Castiglione

would hae been involved in the Academia Ambrosiana. This was mainly because the
Academia accepted only painters who already had received their first traBgegMarco

Valsecchil grandi disegni itali aniMidnel975&88.00 | ombardo
1584 Sta ti senti invogliato & pieno di questa Virtuosa facolta della Pittura, prendi partito di
servirti (quando perd non ti venga permesso in altro modo) delle buone Carte de sovrani
Maestri, che pur di quelle in ogni parte facilmente si ritrovano, cioé adilifiéziano, de
Carracci, e di simili altri, perché molto lume, e giovamento saranno per prestarti: e quando per
iscarsezza di Fortuna non ti riuscisse il poter farne acquisto, doverai ingegnarti nel miglior
modo, che dettaratti la natura (vera ditatriceaestra del tutto) servirti delle cose sue piu facili

per poscia avanzarti di mano in mano alle altre piu difficili, & ardue, fin tanto, che tu ti venghi
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That Scar amu c calsacirsent emorgsat SEuropeanseworking in
Beijing in theearly modern period is substantiated by three passages from three
manuscript sources relating to three artists working in the Chinese capital for
the Propaganda FideSiovanni Damascend7271781), Ripa and Arailza. The
first letter contains a requestrfo 6 pri nt s of architecture
Damasceno supported his request by stating that:
| need prints of architecture and Roman views [because] here [in Beijing]
| cannot take inspiration from anything therefore it is convenient to take
all this fram the brain. But because my brainaiittle weak and not so
capable, it is best to look at engravirgs.
The second manuscript is a list of objects sent to Ripa in China, between 1716
and 1717, by an unknown Signor Megliorucci from Italy. Amongst thectd
mostly tools formaking enameland pigments, there is thRrospettiva pratica
by Vignola, an unnamed@raite de Miniature avec Secrets pour faire les coleurs
and various prints of flowers, animals, old people and perspettifemally,
in a letter @ted 1721, Arailza requested books of prints and especially:
The book with the engravings of the Loggie of the Vatican Palace by
Raphael of Urbino consisting of 53 leaves, another similar by Gio.
Francesco from Bologna [Guercino] with landscapes anddgjuther
books with the stories of Laface [Lafayé?!.
All of these accounts shothat images especially prints, weremployednot
onyduri ng a pai ntbatraldosin nsore pnateephas@&rstsah i p
painter &ould learn from natureSecond,he should study from images
displayed in public spaces. Third, he should learn from cagipsintingsby

ad impossessar da dovero nel bel conoscimento dell'istessa Maestra, quale imitandola per il
verso buoo, non dovrai dubitar di non proseguir avanti nella certa strada, per la quale ne possi

poi giungere al | aScataanucci@ opkie $9l.der at a Met a. O
159 «

6. .. mi trovo in necessit”™ di stampe di Archit et
poter prendere lume da cosa alcuna, sicche il tutto convien cavare dal Cervello, e siccome il mio
~ un poco fiacco, e meno capace, convién ricorre

Indie Orientali, Cina, 17611764, n. 30215216, 216 r., dted 22 September 1788.the same

letter Damasceno asked for brushes and pigments.

180 APF, Scritture riferite nei congressilndie Orientali, Cina, 173:6717,n. 13,649 r.
BIAPF,Scritture Originali della Conglie®genataij one Part
16671836 (78 volg, vol. XXX, 164 v.
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old masters (mostly engravings). Finally, literature wasftheth source of
learning ofterrecommendeth the seventeenth and eighteenth centffry.

The Genoa commissiogertainlyi | | umi nat e searlgatstici gl i one
development.Yet, to explore this in more detail, one must first consider
Castiglioneds apprent iooets évalyate wHether t ur n,
Castiglione acquired from his Mit@se training a sufficiently extensive and
resonant working memory, a memory he could draw on once he was in Genoa
and, most importantly, in China.

For young Castiglione, Milam€might well have seemetlke a stage
consisting of images unfdliy before his eyes.Apart from the paintings on
display in religious spaces and in the private and public collections of Milan,
there were alstwo very important other types: those displayed only at specific
times of the year andlsothose that formed th8acri Monti These, as | shall

show,arc | osely related to Castiglionedbds pai

1%2For example, in his treatise, Scaramuccia made a list of books necessary for painters. The list
is divided in four sections: histories of the worldstorie del mondp holy histories lfistorie

sace), various poemsppesie diverge contemporary novel&@omanzi modernj Scaramuccia,

op.cit., 195196.
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3. The Milanese canon andHhe first generation: Cerano and the Procaccini
city displays and theSacro Monteof Varese

In the city of Milan, religious life was regulatday a precise calendar of
festivals.One of the most important celebratsonas4 Novemberthe day of

St. Charles Borromeo. By the late seventeasthtury, this day was marked by
the display of two sequences of images in the Cathedral of Mitath6). The

two cycles of paintings depict the life andracles of the Saint; these had been
commissioned by the Milanese diocesan authorities. chne set ofimages
were originally made for St. Charl esods
Novenber 1602.The first twenty paintings bthe life of the Saint were then
made between 1602 and 1604, following a program probably devised by
Federico Borromeoand executedy the most important painters of the age
There were also paintings of the miracles commissianmedl0 September,
1609 to be ready for the day of the canonisation. The entire cycle was
completed with eight other paintings executed between 1660 and*£740.

For a young apprentice like Castiglione, such celebratory displays were
an unmatcheapportunityto examinethe work of famous Milanese masters
directly. For example, during the annual celebratitor St. Charles Borromeo,
Castiglione could admire no less than nine large tempera paintings by the
celebrated Giovan Battista Crespi, (called Cerah8071675).X%* During
Ca st i ginitiab pegod 2f training, this was almost certainly a very
important momentAt other times this kind of viewing was possible only by
using engravings. Indeed, Scaramuccia used the displays for St. Ghddgs
to demonstite how important such events were for developing artists:

e for the feast o f the Glorious St.
usually decorated by a lot of paintings representing the most famous facts

183 The description of the entire painting cycle of the life of St. Charla4tise miracoli di

S.Carlo Borromeoltinerario pittorico nel duomo dMilano by Ernesto Brivio, Milan, 1995.

The two cycles together, the life and the miracles o€8arles, consist of fiftgix paintings.

%4 These were dur paintings from the life of St. CharleSt. Charles 8l s t he do6Ori a
Principality and Gives the Moweto the Por (1602),St. Charles Founds theolleges of the

Jesuits, Theatines and Barnabiték603), St. Charles Visits the Plagtgtricken Rpulation

(1602),Erection and Benediction of the Crosses after tlagyie(1603)and fve paintings from

the milaclessAur el i a de gdclee GAogahn s Madeedémads SMbastiano d
Pi a c e nimdep Recowdry of Margherita Vertud&ecovery of Beatrice Cresphll these

were made in 1610.
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oft h e $Sléei Amony the paintings displayed ooeuld also admire
the paintings by Cerano and Morazzone who are the two most important
painters of Milan'®
This kind of display together with the patrimony of paintings always on
display in the churches and public collections of Milan, help to link
Cast gl i onebébs Genoa paintings with certain
half of the seventeemt century. In what follows | will show this by
establishing a chronology to link Castiglione to previous generations of painters
active in Milan.
Ca st i gGenoa pamtings take their cue from a full three generations
of Milanese artists. The first is represented by Camillo and Giulio Cesare
Procaccini (15741625) and Ceranothe three most famous masters of the
beginning of the seventeenth centdf§Of the ®cond generation, Antonio
Busca (16251686) seems to have had the greatest impact on Castiglione
Finally, I will explain how, Filippo Abbiati (164Q715), of the next generation,
may well have been Castiglioneds master.
I n Casti gl i one &yictgia langtageniggeshoed ehea n o 6
colouring and in the faceted drapery characterised by strong and geometrical
contours. This becomes evident if one compares three Cerano paintings from
the St. Charles cycl&t. Charles 8l s t he d 6 Or indaGivesrthenci pal i
Money to the Bor (fig. 17), Erection and Benediction of the Crosses after the
Plague(fig. 18), St. Charles Founds theolleges of the Jesuits, Theatines and
Barnabites(fig. 199 wi t h C &lsrahangand SamatEhé $emptation of
Christ, and Christ and the Samaritan &han For example, the figures in the
| ower right corner in the three Ceranobs
Abraham and Saral{fig. 20), Christ in the Temptation(fig. 21) and the
Samaritan Vdman(fig. 22) are alldepicted using similarly metallic colours and
similarly sharp outlines. Thus it seems that it was from Cerano that Castiglione

learnt one of the most exgatching features of his own manner: a dazzling yet

%6é in occasione del |l a F erantTempio eehiva@ddabbatoala o S. Car |
mol ti Quadri, dipinti " guazzo su |le tele con |
facevano pomposa mostra, alcuni del Cerano, e del Morazzone, li due Poli principali della citta

di Mi , Bcaranouccia, apit., 133134.

%6 The other three most important painters of the age are Morazzone (Pier Francesco
Mazzucchelli, 1573 c&l626), Daniele Crespi (1600 €b630) and Francesco Del Cairo (1607

1665).
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precise renderi ng o fition of gatmentsessaturaBsict h  p ai n
in so far as great attention has been paid to the texture of the fabric and its fall
to involve the spectator in an almost tactile experience. Both painters have
subordinated the use of light and colour to this aim.

Inbot h Castiglioneds and Ceranodbds paint
an illusion of threadimensionality, throughays of raking light, or to convey a
particular meaning. It is also employed in the minutely observed description of
individual objects andpecific features like objects, clothing, and plants. In fact,
Castiglione seems to have learnt from observing the works of Cerano his
attentiveness to theeflective qualities of different materials, such #tiles,
metals, ceramics and fur, in respens different types of light.

Intun, hi s technical adaptability suggests
i mages, Castiglioneds Gereove@atraifora)i nt i ngs
genrethat would later confer on Castiglione both fame and professsbaiais.

In particular, in Beijing Castiglione painted importaehiwu commissions in

the official yurong (visage) category. The imperiglrong category had to
follow rigid norms based on the yurong ritual role: it must be a frontal portrait
surrounded byempty spacé®’ The pictorial representation of Qing Emperors
was also a political and cosmological representation of the entire world
embodied in the imperial figures. In this context the carefully observed
delineation of theehaofy the official courtrobe, is essential. In fact, yurong

the imperial robe mediates between the empsetirand the external world.

Castiglione was able to display his sensitivity to light and, at the same time,
still respect the norms of yurong portraits. @anlonghuangd Chaofuxang
(Portrait of Emperor Qianlong ifrormal Court Robgfig. 23 it is notable how
Castiglione deployethe lessons that, as is suggestedhgyGenoa images, he
had first learnt from Cerano. Castiglione carefully evokes the shiny silky
texture & t he Emperor s r obe-dimegsiomalitynlyy t he ef
using subtle chiaroscuro which does not interfere with nileghuangtone
(bright yellow) used exclusively formeperors. In fact, this painting was made
by applying Chinese mineral colouts silk. Castiglione could never have
practiced this technique of painting before going to China for silk was not used

167 On Castiglionés yurongsee Wuop. cit, 211-221.
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as a support for paintings in early modern Europe. However, once he started
working for the Qing workshops, he immediately took up techhique with
great competence, in itself an indication of the quality and flexibility of his
Milanese training.

Another pictorial element probably learnt from Ceranals®apparent in
Christ and the Samaritan &han(fig. 5), in the Sacrifice of Isaagfig. 8) and
in Abraham and Sarakfig. 9). In these three painting€astiglione depicted
basins and pitchers very precisely, in a technique calculated to show the texture

of metal and also its decorations. The basin depicted in the lower right in

Abrahamand Sarahis, in fact, an almost direct quotatidom Cer ano 6 s

Miracle of the Woman indbour (fig. 24).

It is worth noticing here thahithe seven paintings executed for the Jesuit
noviciate in Genoa, Castiglione used a set of physiognomodels See for
example,the figure ofJesus inChrist and the Samaritaffig. 5), and in the
Temptation(fig. 6), as well as irEmmaus(fig.7). Castiglionealso used the
samemodel for Abraham in th&acrifice of Isaacfig. 8) andAbraham and
Sarah(fig. 9) andfor Moses inMassd and Meriba (fig, 10). Together with

the physiognomic model s, in the aGenoabbs

simple arrangement of figusein the overall compositionYet most other
established Milanese painters would usually consttoatplex compositions

with a lot of figures displayed within complex architectural settimgsshown

for exampl &t Gharles®d rl asn abtse dily@ndiGiaesthe i nci pal

Money to the Bor (fig.18). This begs the question: which visual sources d
Castiglione use to develop his unexpectedly simple compositional manner?

In keeping with the advice offered by Scaramuccia, young Castiglione
probably made specific qualitative choices about which visual sources to
imitate in his paintings. The sourcé®m the Milanese tradition used by
Castiglione can actually be dividén two groups. The firdgs best represented
by Ceranobds images of t he leifof Milana n d
Cathedral. This type of commissiaequired large canvases anohypositions
adapted tospecific narrative purpose#s | have just shown, such paintings
influenced Castigbne in terms of colours and drawing. The second group
consists of images permanently on display in the churches of Milan. These

paintings could beeen by Castiglione every day of the year.
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At the beginning of the eighteenth century the majority of these
images vwe r e actually b y s geaeration.eTherefore,fin Cer anc
Castiglioneos yout h, the fame of t hese
biographies or the description of their paintings in the artistic literature but also
from the sheer number of paintings on display in the city. As reported in 1747
by the two painters Agostino and GiacinBantgostino, the most visible
painter in Milan was whoubtedly Camillo Procaccini. His paintings were
displayed in no less than twerfiye churches® One could also find Giulio
Cesare Procacciniodés paintings in eleven
like the works by Cerano, images by both Camillo aBalilio Cesare
Procaccini have to be considered a valuable nmeaf understanding
Ca st i gihforrnah @cbrial training. | shall now examingvo images by
Camillo and Giulio Cesa Procaccini. From tlse emergeclear similarities
betweentheir works, @ s t i ¢ lltalimannpair@tings and the techniques of
representation used in t&acriMonti that | will analyse later

The first image is an engraving by Giulio Cesare Procadchmist on
the Mount of Olivegfig. 25). It is characterised by a simptemposition with
few imposing figures delineated by a vigorous and complex contour and strong,
legible rays of light. Apart fronoMassah and Meribghall the Genoa paintings
have similar compositions; they are all focused on a few imposing figures. This
type of spatial arrangement was widely employed in the Milanese environment
during the sixteenth and seventeenth centuries to depict sacred figures in a
more iconic, lessiarraive manner. One sees it, for example, in altarpieces
depicting single saintsThe print by Giulio Cesare Procaccini has simple
composition very miodds(figl 11k her€ the lightg! i one 6
emphasises the poses of the bodies in the foreground. The delineation of space
is also closely integrated with that of the humanybdd effect, the space is
arranged theatrically: it gives a sense of depth but only as a frame for the
depicted episode.
The second point t o be made here i s alk

especially in the hands. Castiglione seems to have pickadisipmportant

188 Agostino and Giacinto Sargastino, Catalogo delle pitture insigni, che Stanno esposte al
pubblico nella Citta di Milano, Raccolte, e dato in luce da Agostino, e Giacinto fratelli
Sant'Agostini Pittori Milanesi, coll'aggiunta di altre Pitture, parimente e$p@l pubblico, date

in luce da moderni AutoriMilan, 1747, 110.
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narrative device from Camillo Procaccini, an important figure in Milanese
religious painting from the beginning of the seventeenth century. Conveying
narrative was the aim behind Procaccini ¢
importantreligious commissions. Careful use of gesture was certainly a central
device of Camill o Procaccini 6sStnarrat.
AugustineDisputing with St. Ambros€ig. 26) in San Marco in Milan and
Cast i gAbrabameadd Saral(fig. 9) both use gestures as narrative
devices'®® The two paintersisodeploy continuous variations in the position of
the hands. For example, Abraham and SaraRastiglione painted the hands
of the three angels, Abraham and Sarah on a continuoudigx/j. This axis
indicates the direction of the dialogue and the unfolding of the story. In this
biblical tale Sarah received from the three angels the news that she was to have
a baby. Pictorially, the dialogue starts from the first angel on the left and
through Abraham reaches Sarah on the righthef composition. Therefore,
Camillo and Giulio Cesare Procacdinsises of gesture andhiaroscuroseem
to have had an i mpact on Castiglioneds C
may also have come from Castiglod® s pr obabl e ermacagement
Monti.
Below, | shall focus orone site visited regularlyby the Milanesein the
seventeenth and eighteenth centuriles Sacro Montet Varesé/® The several
Sacri Monti between Piedmont and Lombardy usually cdnsis a visual
naration and celebration of the ydteries of the Bsary: five joyful, five
sorrowful and five gloriousThe Sacro Montein Varese thusonsiss of a
system of fourteen chapels built along a road running up to a church dedicated
to the VirginMary.*"*
The pilgrimage tahe Sacri Montiwas profoundly bound to theeligious and
political strategieof the Borromeo family The personal involvement of St.
Charles Borromeo ankis nephewFederico in supervisg and visiting these

¥ The church of San Marcosnlya few steps from the place wher
church was situated.

10 Evidence of the continuepopularity of theSacro Monteof Vareseamongst theMilanese

during Castiglioneds | i f et ingntusryi StMariaflebund i n |
Monte sopra VareseéMilan, 1739 and from th&uida al Santuario di Santa Maria del Monte

sopra Varesg[Giordani?] Milan 1823, 1217.

"L Other Holy Mountais are in Portugal (seven), in Spain (ten), in Poland (nineteen) and in

France (two plus two Breton CalvarieBjera Gatta Papavassilidlisacro monte di Ossuccio

Bergamo, 1996, 9.
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sacred places meanth at , i n Castiglioned&Sacriage,
Teatri was still an important religious and social #This, in turn, helps to
underscore that the cultural space of the city of Milan did not simply
correspond to its urban space. Instead it wasaader space used by the
Milanese to celebrate and-affirm their artistic and religious values.

The setting of theSacro Montein Varese was very important. A road
with chapels was followed by the pilgrims from a valley, where the first chapel
was loc&ed, to the top of the mountain wkethe church was sett the end of
the pilgrimage fig. 28).}"° Sacri Montilike Varesehad two purposes: to serve
as models for a pilgrimage to Jerusalem and as a symbolic barrier against
ProtestantismThus theSacri Mmti served asa kind of memoryccharb to
stimulate visually some form of spiritual exerciBerhaps more importantly, in
Casti gl i onSaé&isMorti@se eepresentece an artisgpace. In this
space a young painter could view works by importantamése painters,
architects and sculptors. He or she might also learn about how these artists had
collaborated to stimulate spectators to contemplate relighauses

The Sacro Monteof Varese washusfully part of the cultural space of
early modern Man. This is underscored by a guidebook to $laero Monte
published by Sormani in 1739. In various passages Sormani informs the reader
about the distance from Milan to Varese. He also describes how Milanese
citizens were assiduous visitors to the pldéét is also worth mentioning here
that Sormani was a Prefect of tAenbrosianaLibrary and, in the eighteenth
century, he was famous for describing and celebrating the social and artistic
history of Milan. In other words, he was one of the most importacél
arbiters of civic pride. This book, therefore, is in itself evidence of the
importance that the Milanese attached toShero Monteof Varese.

In a chapel of &acro Montethe narrative, the position of the spectators
and the actual images are iallispensable elements amalgamated together to

2During the last days of his life Charles Borromeo went to3aeroMonteof Varallo to pray.
Charl es Bor r dadeviad sas tlset centre @af ghe religious environment in the
European Alps and as the starting point for pilgrimagete®@acri Monti As archbishop, his
nephewFederico Borromeo sponsored and perdgnalipervised (with the most important
Milanese families) thdabrica of Varese. See Luigi ZanzAtlante dei Sacri Monti prealpini
Milano, 2002, 42, 60, 104.

13 The same distance between every chapel gave the pilgrims time to re¢itsiltdtarysand
then finish the Rosary at the ersgeSormani, 1739, op. cit40.

% bid., 133.
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invoke a response. All these elements were discussed and analysed by the
artistic |Iiterature of Castiglioneo6s

The characteristics of theSacri Montibecome clearer when one learns
that these places weralso calledSacri Teatri'” In the seventeenth and
eighteenth centuries the wotglatro might indicate both religious and secular
forms of display. For example, eveapparatoor ephemeral display made for
church celebrations was also calledeatro. Thus teatro is both a physical
entity (a theatre, a churchSacro Montgand a mental construction (a book, a
geographical map) where a form of reality is made appaBenteatro could
also mean the entire world or refer to a microcosm that contains lavewn
object @s in Theatrum mundi On this allembracing stage religious and
secular stories were represented by the actions of real or depicted figures set in
particular frames. In keeping with this,Sacro Montechapel is a pictorial
combination of fesco paintings, architecture and sculpturdg. (29).
Consequentlythere were different artists employed in the creation of the
chapels: sculptors, figure painters and architectural painters. The figure painters
also had the task of painting the stati&Every chapel is, in effect, a
theatrical set. On the wall there is a painted background with different figures
from sacred narrative or landscape images.

The chapels of th&acri Montiare construetd so that one cannot go
inside but only look at thecenes from three or more windows covered by
heavyiron gratings. Pilgrims can attaihe entire view of the sculptural and
pictorial depiction only when on their kneéig. 30).”" Even so, fom the
several windows pilgrims may choose different viewpoamnit® the same scene
The windows and different apertures on the roof also guide strong rays of light
onto both sculptures and paintindg. 31).

To explain the connection between
of chapel | would like to return agmto the concept of th8acri Montias a

17> seezanzi op. cit.

"% see Silvano LombarddGonoscere il Sacromonte. Guida alle Cappelle, al Santuario ed ai
Musei del Sacro Monte sopra VareSarese, 1982, 67.

Y Theillustrationsl am using herare fromAnna Brizio and Stefania Stefani Perrofeels)
Galeazzo Alessi, Libro dei misteri. Progetto di pianificazione urbanistica, archiettonica e
figurative del Sacro Monte di Varallo in Valsesiologna, 1974, 548. They wee made by
Galeazzo Alessi for higibro dei Misteri (Milan, 15651569) to show the planning of the
chapels othe Sacro Monteof Varallo.
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Sacro Teatroln the seventeenth and eighteenth centuries the Jesuit Order was
heavily involved in the promotion of theatrical events as a way of
communicating Catholic values to different parts of society. Theis ttOr der 0 s
relationship with places likehe Sacri Monti was profound. For example
Ni colod Sormani, i n  Nontsin Varésg affirntsehatc r i pt i or
the Jesuits weréd s o much | oved anSdcroMenedd i ci al f
Moreover, he Spiritual Eercisesof St. Ignatius Loyola, essential rfahe
training of novices, caactually be used to understand the perceptualtpdik
followed by the spectator of 8acro TeatroObviously, the Jests did not have
a monopoly onthe use of image®r on ecclesiastical theatrical events.
However, their attitudes towards images and theatre should be considered here
because they represent one of the most important aspects of the visual culture
in which Castiglione was trained.

Whoever embarks on one of St. Ignat Sg@irgual Exercisedirst has
to know a specific episode from the life of Christ. Then, before beginning on
the real contemplation, one has to pass through three preludes: first recalling
the episode, t hen composi ngpisodetakesne 6s mi |
place and then praying to be properly involved in its contemplafidrhe first
two visual preludes were also experienced by the spectators $atheMonti
They first had to remember the depicted episodes and they then composed in
their minds the places connected to these episodes usingrtiopesis, that is,
by imaging that theSacro Monteis Jerusalem. These first two preludes to
meditation were induced by the spatial setting of the different chapels on the
mountain.

Only after the thee preludes set out by St. Ignatius one can start the real
exercises. These are based on three levels of contemplation: seeing the persons,
hearing what they are saying, and looking at what they are doing. The first level
can be connected to the verisimutle of theSacri Montj both in the paintings
themselves and in the sculptures (in 8scro Monteof Varese some figuse

were actually dressed with clothes donated by noble Milanese famifs).

¢t anto bendaffetti, e giovevoli anche al Sagro
"Heinrich PPertber $a 3dpjrdtualitad della Compa
(ed.) Andrea PozzoMilan-Trento, 1996, 132, 14.

180 5ormani reported thahe powerful Archinti family from Milan donated the mantle of the

Virgin Mary in the Annunciation chapel, Sormah739,0p. cit, 37.
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Depicting each single figure as illusionistically as posstmvethe viewes a

point of easy identification, by the simple deviceatibwing one to discover
aspects okveryday life. The main devices used were: real clothes for some
statueshighly realistic paintings of clothes for the majority of the protasgsni
and also the inclusion of common objects and animals (usually figgs3-

33). In Castiglion® &enoa paintings we find very similar pictorial devices, for
example the depiction of the table Abraham and Saralffig. 9) and in
Emmaugfig. 7), andhehorse inMassd and Meriba (fig. 10).

The second contemplation of St. Ignatius, hearing what the persons in the
sacred episode are saying, may also bmected tahe scene represented. In
the Sacri Montj asi n  Casti gl i on edrsattreis mestly wor k s
suggested via gesturtn Varese, for example, in the chapel showfDigrist
amongst the Doctorghe use of geste carries sucharrative weightfig. 34),
just as it dd®eadamandSarabst i gl i oneds

St . Il gnat i us 0 g, lobking at what ¢the jprdtaganipts cd the o
episode are doing, msosuggested in Castiglionebs Ge
Sacri Montivia similar devices. One is tliendering of volume in the depiction
of every single figure arising from a carefully cdéted relationship between
modelling, paintingand lighting. Another is the use of facial stereotypes to
emphasize thdifferences between characters. Thiwigble, for examplgin
Ca st i gTempbtatioa 6f Christfig. 6). | have already describedwdoth
Giulio Cesare Procaccini and Castiglione gave equal weight to modelling based
on the use of light and on sharply defined destgcri Montisculpture and
light settings (in particular those of Vargsdso fit withCast i gl i oneds us
outline andcomposition.

The influence of these sculptures on
particularlyevident in the angular and vigorous drawing employed to give an
impression of thredimensionality. The light illuminates the figures with a
double aim: to gie shape to the bodies and the objects, and to create a
rhythmic sequence to guide the gaze of the spectator. In Varese, for the purpose
of conveying light the chapels were built in specific positions. This
arrangement allows for daylight to be projected the longest possible time
onto the main scene or, in certain cases, for the manipulation ofidighis.

For example, the chapel showing frayer on the Mount of Olivesas built
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with its opening facing north to diminish natural light. Thtiere isa clear
connection between the darkness and theowdut mystery depicted. In 1739
Nicolo Sormani commented:

This Oratory is positioned with the south at the rear to excludégthte

of the brightest part of the day favour of a more melancholy lighih

this waythe light better depicthe dark fears and theloleful facts d the

night befor.® Goddéds murder
Pertaps in response to such effeCastiglione also employed rays of light to
illuminate his own religious scenes to underscore their narrgivposes.
Especially inTobias(fig. 11), Emmaugfig. 7) and theTemptation(fig. 6) the
rays of light most literally illuminate what is happening in the image by
emphasising the tension between different personages.

Christ inEmmausand in theTemptationis even characteesl by a very
bright lighting that actually makes the entire scene unbalanced. Fronit this
would seenthat, when working for the Genoese Jes@stiglionesometimes
felt that itwas more important to underscore the holiness of oertdividuals
than to maintain a compositional equilibrium.

The second visual device used in 8ecri Montito involve the spectator
is the use of facial stereotypes. The chapels showin§lt#gellation andthe
Crowning with hornsat Varese show thesedtures well. In fact, the faces of
the statues conveynmistakable distinctions between good and bad characters.
Christobs f eat udebicate vehileahe $atey of ithe sottliersa ared
muscular ad almost grotesque. AgaiSormani helps to xplain the aims
behind this. He evehints at possible spectator responses toFhgellation
chapel fig. 35):

Here the sculipr [Martino Rezi] conveyed a full image of fear in the

figures of the squalid ghostly delinquents [who flagellated Jesus] with

horrible and indecent moustaches. Often the most susceptible spectators

leave because scar&y.

181 QQuesto Oratorio volge le spalle a mezzodi, per escludere il giorno pit chiaro, amando una

luce malinconica, per cosi meglio colorire le nere paure, e gli accidenti funesti di quella notte
previa al Deicidi®@ Sormani, 1739, op.tc, 48.

B%Quivi | 6Artefice consunse tutta | 6i mmagine
con mustacci cosi enormemente brutti, e sconci, che sovvente gli spettatori piu semplici

fuggono di paura &id., 53.
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Similar devicesare used by Castiglione iThe Temptation of Christn this
painting Christ is depicted witha clean and almost chilike face while the
Devi | Oas dekpdines anth a big ndfg. 36).

So, fromlooking at the work of famous Milanese masters and from
visiting the Sacri Montj Castiglione would have learnt certain technical
fundamentals: most notably to pay attention to light and space. In adtigion,
might have understood how the rendering of plasticity and the description of
details and natural elements were essential if one sought to construct a coherent
and persuasive narrative image. These points must have been reinforced further
when Castiglioe considered the practices of contempoMitanesemasters.

Amongst these, he must have numbered his own teacher.
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4. The second and the third generation: Antonio Busca and Filippo Abbiati

Stefano Maria Legnani (1661%1713), Panfilo Nuvolone (1581:1651)
Morazzone (1573626) and Antonio Buscg16251686) were all important
Milanese painters active in the generasidrefore Castiglione. They all had
contributed to theSacri Montiof Varese as figure paintet® Their works
could also be seen in the citiyMilan.

Amongst these, Antonio Busca best represents the connection between
the Sacri Montiand the chief Milanese commissions of the second half of the
seventeenth century. For this reason it is worth comparing Buscawor k wi t h
Casti gl i onmages andGwith adle Sacro Monte of Varese. An
appropriate point of comparison is tRaising of the ioss (fig. 37) made by
Busca for the church of San Marco in Milan. The church of San Marco is close
to the place wh a@demolishedmrish chdravas oregidadly n o w
situated and it still contains a striking collection of works by the most famous
seventeenttentury painters of Milan. Castiglione may well have visited this
church sever al times and when he was a ¢
usel it as a handily proximate visual souréé.

The Raising of the oss has certain characteristics in common with
Casti gl i on éeMassd gnchMenbth (fig. 0). infboth paintings there
is a large space with a substantial number of figures posdialong a vertical
axis. There are also more monumental figures, which serve to draw the
spectator into the composition, in the lower foreground on either side of both
paintings. These figures are characterised by bright and shining colours and

they areilluminated by a strong light. The persons in the background are

183 Morazzone worked in the SacMonte of Varese in 1609F(agellation chapel). Panfilo

Nuvolone from 1650 to 1652V(sitation chapel). Antonio Busca from 1668 to 1671

(Crucifixion chapel). Legnani from 1686 to 1713 (fRead to the Calavargnd theAssumption

of Maria chapel. As reporteby Sormani, the painter died before finishths last commission,

ibid., 68.

Here is Scaramucciabs description of San Marco:
they looked at the two great paintings on the lateral walls: one by Cerano anthehdoy

Camillo Procaccini. In the latter they see great harmony and force of colours, and in the other,

perfect drawingOf bot h t he paintings they expressed the
doéindi nell a Cappell a Middepideergan Tele dipnte,dunaldele par t i
Cerano, e | 6altra di Camillo Procaccini, grando6a
molto esatto Disegno osservarono in questa, ond
|l odi 6, Scait,a3¢W8/ci a, op.c
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painted in a vaguer mannemncawith duller colours of &#imited tonal range. In
Buscads painting, the coBgeroMontithapelsa f i ts v
where the statues are in tHereground and the mural paintings in the
background. The differences of lighting and colouring between the foreground
and the background give each depicted scene a strong sense of three
di mensionality. I n Castigliomsad@so painti i
marked, butMassd and Meriba still counts as a suggestion that there was a
connection between Castiglione, tBacri Montiand Busca. To summarise,
then: by the later seventeenth century the dramatic visual staging exemplified
by theSacri Montiand the narrative devices used by famous Milanese painters
like Camillo Procaccini and Cerano were all part of asssthblished Lombard
pictorial tradition. In turn, this tradition seems to have had considerable impact
on the young Castiglione. At leaghis is what is suggested by his Genoa
paintings.

Carlo Francesco Nuvolon@6091662) who trained Busca, was also one of
the masters of Filippo Abbiati, the painter whom | consider to be the most
likely candidate fort he r ol e o fmastaGettainly,| thee nae b s
profound similarities betweeThemambi ati 6s
visual evidence for a connection between these two arti€tasgglion® She
Sacrifice of Isaadfig. 8). This paintingc | ear |l 'y shows Castiglio
to a fairly recent pictorial trendvithin Milanese painting, consisting of
dynamic brushwork, a light palette and more fluid outlin@astiglione here
uses very lively brushwork to animate the figure of the angelt@odeate an
atmosphere of tensiomaund Abrahan{fig. 38). In giving the angel this type
of lightnessand an almost choreographic p@astiglioneseems to be quoting
Abbiati . | f o n eApparition pfal eodadindafandoSt. &lizabétrs
(fig. 39) in the cathedral of Monza one caresimportant affinities with
Castyl i oneds pai nt thendgpictioa of (B Elisaheth] The tivor 0 m
painters employ very similar chiaroscuro and facial expressions and a subtle
torsion of the upper body. A similar manner was used by another painte
trained in Abbi at i 6(activevieetwéen the geventeRrithet r o0 M
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and eighteenth century®l n M a Apgaiitidrs of the Angel to St. Monica

(fig. 40) in San Marco in Milan, the depiction of thegae | 6 s f ace agai n |
chiaroscuro and the d¢al expression employed I#bbiati in hisApparition of

Teodolinda and St. Elizabetind also by Castiglione ifihe Sacrifice of Isaac

(fig. 8). So theSacrifice of Isaadits with the new manner employed by

Abbiati and his workshop, including Maggi, aatithe same time it displays a
compositional structure derived from early seventeeetitury Milanese

works.

It should also be noted that, as described by Pellegrino Orlandi in 1733,
Abbiati s workshop was very i mgortant
educated there during the period when Castiglione must have been an
apprentice:

Filippo Abbiati from Mil an, Nuvol oneo s
in drawing, quick in creating and fast in executing. Because of this, he
accomplished several tasksoil and fresco paintings and he left a good
patrimony to his sons. From his school emerged several skilful painters.
He died in 1715, sevenfive years old-®°
So in Milan, at the end of the seventeenth century, Filippo Abbiati directed a
workshop whichwas entrusted with variousnportant commissiongnostly
issuing from ecclesiastical patron¥’ These commissions mostly involved
fresco decorations in churches or important narrative cycles on canvas. Such
vast tasks were often assigned to different worgshar consortia of painters.
The most important commissisneceived by Abbiati and his waskop were:
t he decor aflessandso inoZEbedmganBardabite church) where he
worked with Federico Bianchi {2719) and other artists from 1683 to 1699

paintings in thePavia churches of SarSebastiao, of the Carmine, the

185 Roberto Cassanelli and Roberto Cottgjuomo di Monza, Itinerario baroccdilan, 1995,
162.

186 «

OFi Il i ppo Abbiati Mi |l anese discepol o del Nuvol c
prontissimo nel |l &di nv e n gindioénae a ofio, exdl @ drescotteomina e | | doper
guantita di operazioni, e lascid un buon patrimonio ai figli. Dalla sua scuola uscirono molti
buoni pittori. Mdrand,opectnid8. 75 nel 1715

187 Evidence about Abbidlis w0 riskscatteApide from the analysis of visual evidence in
Milan, my other datacomefrom Franco Renzo PesendRer la pittura lombarda del 60@0:
precisazioni su Filippo AbbigiiCommentariXVIl, 1996, 343348; Giacinta RossiNotizie su
Ant oni o Arilembardayol. IV/2, 1959, 314322; Giovanni Nicodemid.a pittura
lombarda dal 1630 al 17865toria di Milang Milano, XI, 1958; Mina Gregori anMarco Rosci,

Il Seicent lombardq Varese, 1996.
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Carthusian monastery and in the Cathededl made at the end of the
seventeenth centurywarious commissionsin the Milanese churches @&an
Sebastiao and SarNazaro al Broglip andalso paintings irMonza cathedral
made between 1697 and 1702
This wide range of commissions indicatbe importance oAbbiati and
his workshop The workshop was often involved imarious tasks undertaken
simultaneously This entailed a large number dfelpers and alssuggestsa
high level of demand from locglatrons. In Milan, Abbiati also contributed two
paintings o the cycle of theHoly Sacramenthat belonged to the Cathed?.
Such cycles of paintings illustrating sacred episodes, local redigiatratives
and lives of saintsveretypical of the Milanese ecclesiastical environment
the early modern pericdd®°So, for a painter of Abbiati
of commission was still an essential step to social and artistic’fdme.
In the Milans e environment, Abbiati 6s wor kst

various artistic tendenciexoming from otherltalian regions'®?

Moreover,
Abbiati both participated in and propagated a set of new Milanese pictorial
tendencies. In these, one might also find theinsi of certain aspects of

Castiglioneos Genoese manner . The new

18 For Sa nAledsandro in Zebedia see Andrea Spigant'Alessandrani ZebediaMilan, 1999;
Sormani, giornata seconda, 79. Also, Filarete Larie@sani storici sopra l'insigne tempio di S.
Alessandro e il suo illustre CollegidMilan, 1825.Data onAb bi at i 6 s aeimmi ssi ons
Nicodemi, op. cit., 510; and Pesenti, of.,343.Evidence of the commission in St. Nazaro al
Broglio comes from Nicold SormarlD) e Basseggi Storicd opograficeCritici nella citta, indi

nella Diocesi di Milano, Ad erudizione, e a diporto della gioventu nobile, e massime
ecclesiastica, coll'inteccio di varie dissertazioni tratte a compendio da manoschttiano,

1751, giornata prima, 58aggi was with Giuseppe Rivola-{740) one of the painters trained

in Abbiatids workshop.

189 Abbiati painted two canvaseSt.Peter Wimasks a False Mdonnaard St.Antony Converts

an Heretic These twaare now in the Diocesan Museum in Milaee figs. 442 of the present
thesis.

101n the Milanese Cathedré#there were three main cycleSpisodes of the life of St. Charles
Stories of the Holy Cross and Naihd the Holy SacramentSee Amalia Barigozzi Brinid
guadroni del duomo di MongaArte Lombardan. XV, 1970, 9198.

1 Another very important commission for Abbiati in terms of social visibility was the
preparation of theatafalof or Char | ¢ém Jdnday 40, ¥70d rinetlre &hurch of San
Fedele.S e e Marina Dell 680Omo, OApparati f ubeebr i nel |
commi ttenze, gl iArtedonbardavol I|l/4, 1981, 53462p60.1 ogi e 6,

192 Filippo Maria Ferro notes f A b lravelstin tllesseventh decade of seventeenth century,
undertaken before he became famous and opened his workshop in Milan. Abbiati travelled to
Venice, Naples and Genoa, Ferro, op. cit., I24s type of artistic career starting with didactic

travelsref ect s t he model s et otravels weye m8styaspoasoradcby i a . Abb
the Prince Vitaliano VI Borromeo (1621690) his first important patronFor the relation of
Abbi ati with the Borromeo family eleled eSutoelfuaznioo nZeu f
stilistica dParagondni4dln H986ATBR.i75 Aldo &eeCostantino Baroni,

dilippo Abbiati maestro del Magnas@rchivio Storico Lombardovol. 11l, 1952, 209202.

97



represented bgtefano Maria Legnani and Andrea Lanzani (:83%2) both
acclaimed and successful painters when Castiglione was an appt&htice.

In fact, he severeenthcentury artistic literature indicates thatoth
Legnani and Lanzanshared Abbiatid s  f'% Im ¢he last decadesf the
seventeenth centurybbiati, Legnani and Lanzanvere considered by Carlo
Torre, a local historian of Milan, to be thmost repreentative mastersf
contemporary Milanese painting. Later commentators have argued that their
style found its most obvious expressioncommissionghat involved working
in other ltalian regions, mostin Veneto, Liguria and Emilia, and also within
Eurgpe as a wholeespecially in Austria and Frandeor examplel.anzani and
Legnani had their most important commissions outside Lombdrayzani
worked in Vienna in 1697 on the Belvedere Paland Legnaniworked in
Tur i n; twhrkehad badorhegpadbasmore international, French current
at the beginning of the eighteenth centdyThis, in turn, suggests that
Castiglioneds ¢ ommi-temuayncanontobMilanhdel not event e«
mean that he was necessarily immune to external irdése®n thecontrary,
the Milanese canon would have been a solid basis permitting him to engage
with more recent artistic trends.

Another indication of a connection tiieeen Castiglione and Abbiati lies
in therr use of light. In altarpieces and also in smaller pagstiAbbiati often
uses strong rays of light to emphasise the movements of the figures. Castiglione
deployed a similar device ifobias(fig. 11) wherea strong raking light falls
from the left onto the two figures to convey an atmosphere of revelatiomoIn t
paintings by Abbiati,St. Peter Unmasks a d&se Madonnaand St. Anthony
Converts Hretic (figs. 41-42), the older Milanese painter used a similar light
falling from the upper left corner to illuminate the main protagonistghe
Milanese tradition claroscuro isoften employed, very appropriatelyor
specific epphanic themes like miracles and apparitioAs. suggested by

Giacinta Rossi, Abbiati was probably also influenced by the theatrical lighting

193 anzani had Scaramuccia as a teacher, Orlandi bp5&i The fact that Scaramuccia trained

the generation of Milanese painters before Castiglione underscores once more the importance of
thelLe finezze dei pennelli italiaais a crucial text for exploring the Milanese tradition.

1% See Torre, op. cit., 156

19 Carlo Pirovanol.a pittura in LombardiaMilan, 1973, 154.
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of the Sacri Monti*®® Finally, changes irA b b i age iofdlight follows the
main shifts in his manner: moving from the strong chiaroscuro of Cerano to the
smoot her and freer il lumination used by
paintings show, to a lesser degree, the same development.

To recapitulate t hen, the main el ements of C
with the Milanese canon: he used colouring and faceted drapery derived from
Cerano whilst his use of a light, compositional manner and his attention to
details seems to have come from a vesllablishedLombard tradition
exemplified by the dramatic visual staging of tBacri Montj but also
transmitted by Giulio Cesare Procaccini6é
main elements are developed by Castiglione in some of the Genoa images,
where he is mavng t owar ds Abbi ati 06s manner by
brushwork and fluid outlines, yet, as a whole, the Genoa paintings still remain

close to the Milanese canon of the first half of the seventeenth century.

1% Rossi,op. cit, 314.
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5. Exploring other hypotheseson @st i gl i oneds artistic

his skill in quadratura

Several scholars have tried to identify the environment in which
Castiglione received his first artistic formation and also have suggested some
possi ble names for C a setthegBeurdeleye dasm: ma st er
6Born, no doubt, in an artisan environme
trained in Genoa i n onh%More tategorcaly, ci t yos
Elisabetta Corsiindicatestwo masters for Castiglione: Andrea Pozzo and
Giovan Batista Gaulli (called Baciccio, 1638709).'%® Finally, in the
description of HGared Horgesonahe eTaipei Natiomalo | |
Museum web pages, it is affirmed that Castiglione was an apprentice of Carlo
Cornara® No actual evidence is offered topport any of these claims. Before
exploring Castiglioneds career further,

To my knowledge the only evidence doc
training is in theMemoria postumand in a letter written by the painter higifs
As shown in this thesis, thdemoria postumaffirms that Castiglione studied
with a famous master in Milan but it does notega name. In a letter written in
1729, Castiglione pr ai Perspectivldnpectorumvet v ol u me
architectorum (first edition 1693) while asking for permission to publish a
manual for young European painté?&The letter is addressed to thesuit
Gener al Mi chel angel o Tamburini. I n it {
Andrea Pozzo of happy memoryd and states
of t hi s This, ddwhversigprobably no more than a rhetorical device,
used by Castiglionéo emphasise his similarities with the famous Pozzo, a

Brother Coadjutor and a painter like himself.

197 Beurdeley and Burdeley op.cit., 91.

E|l i sabetta Corsi, o6lLate Baroque Painting in Cl
Giovanni Gherardini and the Perspecti@@ i nt i ng cal |l ed Xi anf ab, Mi chel i
D 6 Ar (eds)IMatteo Ripa e il Collegio dei Cingsiaples, 1999, 10322, 112.

5As a youth Castiglione learned to paint fr

www.npm.gov.tw/en/e0401010507.httrd-03-06.

209 this thesis | will use the double text edition (Latin/ltalianj P oPzrspediva& pictorum
et architectorumtwo volumespublished in Rome in 1741 and in 1758.

216 il nostro FrettoAndrea Pozzo di felice memoria imprimi con credito della Compagnia e
pubblica utilita i due tomi di prospettiva, non meno celebri che ammirabili, e ancor che io
povero e inutile non arrivi ad essere degno discepolo di tal FrettdR8I, Jap. Sin.184, 37

38v.,37v.For the entire letter see appendix E.
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A number of chronological facts suggest that Castiglione could not have
trained with Pozzo. Pozzo worked in Rome at the church of San Iginazio
1686 to 1694. From 1694 to 1703 he was then involved in various commissions
in Rome, Frascati and Montepulciano. After this Roman period Ptiezo
movedto Vienna in 1703 where he died in August 173%t the end of the
seventeenth century, when Gglbne was only twelve years old, he was most
likely too young to work as a helper in the work onféigrica of Sart Ignazio
in Rome and in Pozzobs tasks around La
Castiglione might have moved to Lazio between the agaxoénd eleven to
follow Pozzo in his commissions. That seems to me improbable. Pozzo did not
direct a workshop but he had helpers who followed him to his different places
of work 2 Finally, if any professional relations between Pozzo and Castiglione
exiged, surely it would have been reported in Mh@amoria pstumasince both
had worked extensively for the Society of Jesus. In other words: if Castiglione
was Pozzobs disciple why is there no e\
celebrate thigirtuosotransnission within the Order?

What i s, however, very clearly eviden
emulation of Pozzo. But this emulation was probably undertaken by
Castiglione in response to Pozzobs treat
famousartistic manuals of the ag&However, for the study o
works, the two scenariosthe one of Castiglione simply considering himself
Pozzobs follower, the other of Castiglio
- would lead to two profoundl different technical and artistic results. The
second scenario is particularly wunlikel
Genoa paintings. They suggest a training
because they fit so strongly with Milanese tendencgahey were at the end of
the seventeenth century. Even i f Casti

elements derived from Pozzo, whose influence was very great on Lombard

”gee the list of Pozzobs work in Battisti, op. ¢
23pozzds only attestecapprenticein 1697 is the Roman Alberto Carlieri (1672720). This
information comes from th&iornale del libro mastra 1345,99 ARSI.SeeMarina Cartad e
finte cupol@ Vittorio de Feo and Vittorio Martinelli, op. cit., 85, 65, footnote 23That

Al berto Carlieri was disciple of Pozzo (after ha
affirmed by Orlandi, opcit., 46.
MMsee Marina Carta and Anna Menichella, 611 suc:

Martinelli (eds) op. cit., 226233.
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painters, this does not necessarily demonstrate that Castiglione had received
any foundéonal training from his fellow Jesuit°Cast i gl i oneds pai n-
Genoa clearly fit with the basic information given in Memoria postumahe
received his training in Milan. As well as disproving the view that Pozzo was
his master, this also suggedtatt Castiglione could not have been apprenticed
to the Roman GaulliFinally, there is notimg in the images of the novate
refectory to suggest a further period of formal training in Géfba.
In addition, it is not clear that Castiglione came from ansamal
background. In early modern Milan, artisanal enterprises usually remained
strongly within the family circle. This means that sons were usually trained
from an early age in their fathersd woi
different professiongb at h s . Both the males of Casti
and the younger Giovan Battista, entered religious orfdé@nly a tragic
series of family events would have led to an artisanal workshop being deserted
by the two only sons. Yet Castiglione enteried hoviciate in Genoa when he
was seventeen years old as a fully for me
years, as described in tiMemoria postumasuggests a wealthier rather than

straightforwardly artisanal family situation: he was first educatedome and

then trained i n a f a mo waming pvauldnhaver 6 s WO r
representednot an inconsiderable financial commitment on behalf of his
family.?*®Fi nal ly, the <c¢claim that Carlo Corn

cannot be sustained. For @ara died in 1673, fifteen years before

Castiglioneds birth. I n addition, t here
I'n Pozzobds paintings, the main elements that m
are the simplification of @h the drawing and the rendering of volum8se Mina Gregori,

0Gi useppe Antonio Petrini e la ripresa del natur

Gianni Carlo Sciolla and Valerio Terraroli (edaJtisti lombardi e centri di produzione italni
nel SettecentdPavia, 1995, 393, 39.

2% No evidence for these statements is given from CorstlaBeurdeley.

27 Gijovan Battista born in 1690 entered the Order of St. Camillo in Rome in B&9.
Catalogus Religiosorum 1504200Q vol. IV, Archivio Generale dei Ministri degli Infermi,
unpaginedlisted in alphabetical order

28 For example, Vittorio Caprara reports the case of Rocco, Filippo Abdbias f at her | wh o
indebted bypaying forhissondés pai nt i rSg eapvdrte motrii coaisghmmppr.ar a 6 Op ¢
| ombar di in Canton Ticino; scambi cul turald tra

(eds) op. cit., 108115, 114.



painteros wor kshop; only hi s daughter

activities?*®

Later in this thesis it will be demonstrated that @hishe was a
competentguadraturismopainter. Thus it is likely that, in his early years, he
received some form of training in this particular branch of painting. Certainly,
the environment in which Castiglione served his apprenticeship offers further
visual evidence to substantiate the argument that he was trained for
commissions requiringiuadraturaor illusionistically painted architectufé’

This type of painting was always done in specific spaces such as the walls and
ceilings of churches and privateildlings. It could be a wall painting, executed
either in frescomezzdresco ora seccoor a set of specially shaped canvases
made to cover either part of or the whole space. It thus combined diverse
elements: actual architectural features, plaster &ndkpaintings*

Amongst many compelling Milanese examples one of the best is the
commission for S. Alessandro in Zebedia in Milan, where Abbiati worked with
a group of figure andjuadrature painters. In fact, the major commissions
recei ved b ykshapveie actaited ot omhyoto figure paintings but
also to perspectival wall decoratiof¥é The Corpus Dominichapel in Monza
exemplifies this tradition wellby showng how illusionistic architecture
reached an advanced technical level in the Lombardemaent(fig. 43). In
the chapel in Monza the fresco mimics architectural materials such as marble,
stone and plaster. This helps to create an illusion of space by the seemingly
threedimensional rendition of decorations on curved surfaces.

The organizatn of the various tasks needed to complete the work inside
S a nAle8sandro in Zebedia would have required a number of different
painters. For this reason, it is a good example of oadraturawas usually

employed in Lombardy. In this case Abbiati workegla figure painter and the

29The main biographical source for Carlo Cornara (born in 1605) idlleeedario pittorico

by Pellegrino Orlandisee Orlandiop. cit., 102103. An earliermention of Cornara, but without

any information about his deattan be found in Torrap. cit., 89

#0Quadraturismohas its ori gi nfardignadrédh ey se@xp rbeys slitoan i@ n
from sixteenth centry onwards It originally coveredall the tasks that required messg tools

like the calliper (tcestablishproportions) and the square (to calculatehtigiht ofright angles).

See Elena FilippiL'arte della prospettiva. L'opera e linsegnamento didfea Pozzo e
Ferdinando Galli BibienaCitta di Castello, 2002, introductiomyi.

2'see Andreina Griseri, 61 Galliari e | '"unit-

Terraroli(eds) op. cit., 1317.
Z20n  Abbi a tepastingséncheDuchytof Milan see Nicodemi, op. cit., 509.
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two brothers Grandi, Giovanni Battista (164318) and Gerolamo (1658
1718), had to construct tiygiadraturaa r ound his and 6% her pai
Assistants within important workshops, like the one headed by Abbiati, were
thus trained to cater various types of commissions by working both as figure
painters and imuadratura So it becomes even more plausible that Castiglione
was trained within this environment. This is supported by the interesting details
that Licia Carubelloffers about the visual trainingf the Grandi brothers. As
apprentices ofjuadraturismathey were educated in the making of illusionistic
paintings through viewing the chapels of S&cro Mntein Varese?** This is
further circumstantial evidence to qqut the point that th&aco Monte was
i mportant for Castiglioneds first traini
Now, the use ofjuadraturismoin Lombardy in the early modern period
was not characterised by extraoxdi r y commi ssi on$Sahi &e Po:
Ignazioin Rome This diffelence may represent a problem when considering
Castigli one0s -stale@waommissiogs. werd eot theloaly wpye to
acquire knowledge of illusionistic painting techniques. A more limited task, like
S a nAtessandro or th€orpus Dominchapel in Moaa, might be sufficient for
learning the basics ofjuadratura®® This is probably what happened to
Castiglione. Then, from these first steps, he might have improved his abilities
by studyi ng maResgettiga pittorumsarchtectoua 6 s
Thereis also another important issue regarding commissions that required
bothfigure painters anduadraturisti This is about developing the professional
skills necessary for working in a team of painters. Andrea Spiriti has
demonstrated how this worked in ptiae in early modern Milan. For
commissions that required teams of painters, this could involve up to five
different types: painters fquadrature pai nt er s for figures,
starsdé6 (that is, famous madpoonsftheeho woul

commission for a limited time), and sometimes also painters who helped to

L jcia Carubelli, 6Per il quadraturismo Lombardo
Arte Lombardan.50, 1978, 104115, 110.
“pid., 105.

#5 An equally valuable experience in illusionistic paintitechniques might have been a
commission for ephemeral architecture. For example, in January 1701 Abbiati and his workshop
made the catafqle for the obsequies of Charles Il of Spain, reigning Duke of Milan, in San
Fedele, the main Jesuit chur&eeDell6 O map, cit., 61
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finish the whole?*® This challenges the idea that painters are necessarily

restricted when forced to work in a team. Also, this means that one has to
reassess the wkg that Castiglione made together with other court painters at
the Beijing court. The successful completion of collaborative efforts,
measurable by imperial approval, simply meant that Castiglione continued to
deploy basic professional abilities learntaagoung man in Milan. For example,
as noted by Pirazzoli, in Beijing Castiglione not only participated in
collaborative commissions but also,eafi 740, due to the increasingmber of
tasks, he did not paint without the help of assistants.
Toconclue my expl oration of Castiglioneods
represented by the city of Milan, | shalbw describe certain habits of thought
and perception that Castiglione might have used to bridge the gap between his
initial training and his adti career. Thisprocesswas not linear. Certainly,
Castiglionebds departure for China sent h
However, in Milan images from China wemkeady befor€ ast i gl i oneds e
eyes profesionally trained to examineemember ad use inages in order to
make pictures. For this reason, in the next chapter, | will explore the
frameworks Castiglione might haveaasto link hisknowledgeof painting to

broaderEuropean viewon China.

*Andrea Spiriti, o6l mpegno finanziario e scelte
Mi |l ano di s e Quadedhiostorigjen.il16,dasd B0D4, 403421, 411.

Z73ee the catalogue entry n. 26 by Michele Pirazzoli, EvBlgwski and Jessica Rawson,

China;The Three Emperors 1662795 London, 2005, 393.
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6. Chinese portraits in a Jesuit book: @rlo Gregorio Rosignoli

By the end of the seventeententury, most educated Europeans would have
some sense of what China was. For, from the end of the sixtéeritie
beginning of the eighteenth centusyconspicuous number of books on China
were pulished with or without illustrations. This corpus of texts and images
served the aims of traders, missionaries and kings by creating a frame of
reference adaptable to any context (commercial, religious, political, intellectual).
In Europe, the circulatioof information about China was not confined within
the borders of single states. Gazettes, journals, atlases and various kinds of
luxury books were translated and, emanatmgstly from the Low Countries,
reached Italy, England and Germamextson the Cinese rites controversy
were published in Italy and France in opposition to or in favour of the Jesuit
missionary enterprise. Scientific and philosophical correspondences about
China were a recurrent feature of European intellectual elites and aca&@mies.

In Milan Castiglione could have consulted books wiitiages of the
Chinese world. For exampley iL700, when Castiglione was twelve years old,
one sich text was published in Milaby the Jesuit Carlo Gregorio Rosignoli
under the titleVite, e virtu di DPaoloSu colao della Cina e di D. Candida Hiu
gran dama cinese

This propaganda book is a celebration of the life of Xu Guafidsi2
1633) andhis granddaughter Xu Gandidd6071680) who converted to
Catholicism and took the names of Paolo (1604) amiida®*® Xu Guanggi
was aMing official and one of the most celebrated Chinese converts in the

history of the Jesuit Ordeand Candida Xu becansn importanfpatronesof

28 One of the most important examples of this is the epistolary relation between Gottfried
Wilhelm Liebniz and the Jesuits at the Beijing court. Amongst them were ClautiwlGir
(16381712) and Joachim Bouvet (168830). The products of this dialogue may be found
especi al | yovissimalSmicgBanis, X689/ See Henry Rosemont and Daniel J. Cook
(eds),Gottfried Wilhelm Liebniz: Discourse on the natural theoloffhe ChineseHonolulu,

1977, 89.

%9 Biographical information about Xu Guanggi and Candida Xu is in Arthur W. Hummel,
Emi nent Chinese of -181R)Washimdioin1043,37819; Atbert Chah,6 4 4
Chinese Books and Documents in the Jesuit ideshin RomeNew York and London, 2002,
140142. A book on Candida Xiistoire d'une dame chrétienne de la Chine, ou, Par occasion
les usages de ces peuples, I'établissement de la religion, les manieres des missionaires, & les
exercices de pieté des neawix chrétiens sont expligueas published in Paris in 1688 by the
Jesuit missionary Philippe Couplet (162892). Unfortunatelyl havenot the chance to study

this work.



the Jesuit mission in Jiangndff Xu Guangji knew Matteo Ricgi Lazzaro

Cattaneo (1560640) and Francesco Sambiasi (18829), the first

missionaries who established relations with the Ming emperors. Apart from his
conversion,as noted in the first patku Guangqgi 6s f ame comes
from his translations of European books on Geoyrfét The most impdant of

these wasnade in collaboration with Ricci; itwasf an adaptation of
ver si on dcEfemers(1&6714) Jihed ¥ianben(Elements of Geomelry

published in Beijing in 1607. This was then followed®yuguyi (Explanatiors

of the Triangle, Beijing, 1607) andCeliang Fayi (Theory and Methods of
MeasuresBeijing, 1617). It is wortlemphasizing that these Jesuitblications,

generated frontollaborations withthe first Chinese convertsf official rank,

took place alreadynder the MingdynastfRosi gnol i 6 s book demon
one wholecenturylater,these episodes were still used in Europprtamote the

Jesuit mission in China. Even say from being a mere book of propaganda,

Vite, e virtu di D.PaoldSu colao dela Cina e di D. Candida Hiu gran dama

cineseis an excellent example of the combination of the visual and textual
elements that were often a means of circulating knowledge about China in early

modern Europe. For the book is illustrated with two engravirysrgying

Candida Xuf{g. 44) and Xiu Guangqifig. 45).

The book was made for a large and popularena#, as indicated by the small
pocketformat and the use of the Italian language. Its purpose was to celebrate
Chinese conversions to Catholicism bubst of all to provide a solid argument
against growing criticism, instigated by the question of rites, of Jesuit
missionary strategie€? The Jesuit Order normally directed its gmlbmotion

220Colaoin the title of the boolndicates ¢orinceo f t h e i mibwe Xu Gaanggivasa s e 6

Scholar and an Official. During his life he was appointed to various positions. The most
important of thesews pr obRrdsd ¢ ntt h@f 6t he Boin1l680Bechuséifer e moni es
this he was involved with the Jesuits in calendrical stadi&nd in the construction of

astronomical instruments.

2lgee Jeat| aude Martzloff, ©6éLa compr®hension <chino
euclidiennes au cors du XMl si ~cl e et a les h@orts entredla Chixé/ét1 | 6,

| 6Eur ope au teg Atesdud eoiogue interhaBional de Sinology de Chantilly

1977, Paris, 1980, 12543.

22 Discussion on theChinese rites had already started long before the condemnation on 20

November 1704 issued by Clement XI (164B21, regnant 170® 1721). Tle Roman church

started to enquire into the position of the Jesuits in China thiéeprohibition ofthe Chinese

rites that had been issued by Charles Maigrot (46530, the Apostolic vicaof Fujien) in 1693

(under Popdnnocent Xll). Thewhole issue tok its originsinKangxi 6s edict of tol
1692, in which he provided a legislatory framework for the preaching of Christianity in China.
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and seHdefence to all parts of European society, including Ikla¢inate
intellectual environment of the Academies and the broader audience ef thos
only literatedin the vernacular.
The image that depicts Xiu Guanggiwas infaaddt made f or RoOsi @

book. Instead, it was copied from a book by the Jesuit LouisCbente,

Noveaux memoires sur | detat present de |
Compagnie de Jesus, Mathématicien du, Roplished in Paris in 1657 The
prints that 11l ustrat eEdelink (16Z26lAdF)evbos b oo k ¢

was one of the mst important French pristhakers of the ag&?’In this book,

the picture eventually used for the portrait of Xu Guangqi served as a type of
descriptive geography conveying information about and also evaluating Chinese
customs and society in general. Intgadar, Le Comte focuses on the nobility

and on the configuration of the bureaucratic structure by describing the various
Imperial ranks. The engraving later used by Rosignoli is here merely generic,
being one of 6a Chinese (fimd@.@tappearsi n cer ¢
amongst portraits that cover the basic hierarchy within the imperial household: a
Chinese scholar, a Chinese soldier, a Chinese Colonel, a Chinese lady in casual
dress?®® The fact that Rosignoli used engravings from this Frelesui book

was not unusualThere was a common practice of exchanging and copying
images across early modern Europe. Undoubtedly, this was because the
recycling of images was one useful way of keeping down the costs of

publication. But, even so, it is worthalgsing how such images were presented

Seeludwig Von PastorThe History of the Popes from the close of the middle, digetsedition:
Freiburg, 18861932;London, B57,Ernest Graf (ed.), 40 vols., vol. XI, 3210,

22| ouis Le Comte was in the first French mission sent to China under the patronage of Louis
XIV. This mission led to a new era in the field of scientific exchange between Europe and China
The most important missionaries who came with le Comte were Joachim Bouvetl @856
JeanFrancois Gerbillon (1654707), Claude de Visdelou (168637) and Jean de Fontaney
(16431710). They were all trained in mathematics and, once in China, thesponded with

the Acad®mi e royale des sciences. Gerbillon and
collaborated with Castiglione and he wrdeo r t r a i t hi storique de | d8Emp:¢
présenté au RoyParis, 1697. For theelationship betweeiangxi, Gerbillon and Bouvet see

Catherine Jami, 6l mperi al control and Western |

Late Imperial Chinavol. XXIII, n.1, 2002, 2819.

Al t hough the engraving used for C@rredtioda Xiu do
the image is certainly in the style of Edelink. For Edelink $e&h Thieme and Felix Becker,

Allgemeines Lexicon der bildenden Kunstler von der Antike bis zur Gegeheigrzig, 1914,

37 wls., vol. X, 337.
225 «

6Mandarin ChieoemorpnebablLe €@emte, op. cit., vol
2°96Escolier Chinois, Soldat Chinois, Codonel Chi
215.



in different publ i cati ons Frenchtldveaurxs RoOos i ¢
memoires sur | 6etat present de I a Chine

Here it is important to note that Jesuit descriptions of China typically paid
great attention to th€hinese imperial hierarchy and nobility. The Jesuits were
keen to present the Qing dynasty as an entity based on political and moral
virtues comprehensible to Europeans and tuswing that the dynasty was
fully entitled to govern China. Yet the Jesuitlagising of the Qing emperors
also served to promote the few Europeans working at the Beijing court, people
like Castiglione. This helped to justify Europeawalvement in projects under
Qing patronagébecause it presented them as working in a morallyrgted
system even if they were not actually involved in any missionary activities.

The images serving as Xu Guanggand Candida X@ gortraits in
Rosignoli éds book foll ow some features ty
male sitter ign a frontd pose wearing formal Qing clothirend is seatedn a
chair covered with a tiger skifhe Qing garments agebufu (surcoat) with a
buzi(rank badggthat in this casenay be a crane, designating the first civil rank,
or an egret, indicating the sixthvidi rank. In addition both Candida and Xu
Guangqgiwear formal winter hats even ifaCn d i id mathes more like a real
Manchu hat. On the otheahd, the depiction of Candids less accurate in the
clothes but shesits in the same manner, looking directbrward Also, she
holds a rosary to indicate her conversion. This type of depiction suggests that
whoever supplied Edelink with the designs for these prints worked from an
ancestor scrolpossibly brought by the Jesuits Paris Or it may be that he or
she had followed directions issued by someone like Le Comte, who most likely
had seen ancestor portraits in Beijing.

In general, he printed images of Xu Guangqi and Candida Xu contain a
number of conventional Chinese elements combined with certain &amop
features and, as such, they should be understood as connected to a number of
contexts. One of these is that of the Milanese Jesuit environment, which, in
support of the Ginese mission, would circulafmtative portraits of important
Chinese convertsThe other one was that of the Parisian Jesuits, who wished to
celebrate their knowledge of the Qing imperial hierarchy and their closeness to
the Qing emperor. The final context consists of Chinese pictorial conventions

pertaining to ancestor portraits.
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Th e engravings useéd Len CRmse s olbiobks amwe
adaptable This is not strictly related to the epistemological frame of owning
buying, viewing, touching, copying and even dagtig - an object in a
particularspace. Rather, it is re&d to he multiple potential viewpointand
interpretations best embodidy emblematic imagery. Fathe engravings used
by Le Comte and Rosignoli may be interpreted in a number of ways. Xu
Guangqi is, at the same time, a mandarin, a noble, a QingabffeciMing
official, an important Chinese convert, not actually Xu Guanggqi as an individual
but rather a generic image of a higinking Chinese official.
All these different interpretations revolve around recognized forms of
political and cultural supreaty. Moreover, his operended model of viewing
and interpreting offered individuals like Castiglione an opportunity to link the
prints in Rosignolids book with a numbe
environment of Milan, but alswith certain geograpbal and artistic interests.
In addition, not far from his family home€astiglionecould inspecbbjectsthat
provided a further context fahe images from Chinthat he may haveeen in
books | i ke Rwasthegoallection d ManfredotSettala
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7. The Settalacollection

In Milan, the young Castiglione would have had access to Chinese objduts in
Settala Museumthe famous publiovunderkammerManfredo Settala (born
1600) was a Milanese nobleman, an indefatigable colleatscientist and a
connoisseur of Chinese writif’ When he died in 1680, hisunderkammer
passed to his brother Carlo, then to his nephew and finally it was donated to the
Ambrosiana which later, unfortunately, partly dispersed®f.Set t al aé6's
collection ontainedpaintings by the most famous Milanese masters, including
Cerano, Daniele Crespi and Camillo Prazai. There were also stones and
gems, oils and balms, herbaria, musical instruments and different kinds of
machines and automatons, optical instrateemathematical tools, books, coins

and medals, porcelain, glass, shells, different types of animals, parts of animals
like horns, wooden objects ameapons? Apart from the European paintings

and the library attached to the collection, all the objésted so far may be
divided into the three main areas in which Settala was active as a researcher and
an inventor: technology, ethnography and the natural world.

In this chapter| shall focus my attention simply on the display of the few
objects thaSettala had from Asialhese may well have been seen, considered
and remembered by the young Castiglione.

Fortunately, Settal abs coll ection i s
cataloguesand a partially dispersed illustrated inventofjus | will use these
sources to compensate for the latkhe actual objectsThe firstcataloguevas
published in Latin in 1644 by Paolo Maria Terzago. The second and the third

catal ogues ar e t rfash calalaguda witih someoadditidng, r z a g o 6

2’Gino Fogolari, 611 Museo Settala. Contributo p:
X VI lA&hivio Stesico Lombardg vol. XIV, 1900, 58126. The Settala collection was

described in almost all Milan city guides published in the seventeenth and eighteenth centuries.

For example see Sormani, op.cit, anfredoébés father, Ludovico Set
calection, was a famous physician (he died in 1633).

The donation to the Ambrosiana was made right
raised by members of the family stopped the process until theeigtiteenth century. At

present, the objects fromeS t avundeskammepwned by the Ambrosiana are still in store,

awaiting an increasingly uncertain future.

The objects c owulderlamredre listad inShe tatadues @ted in the

following footnote.



published in 1666 rad in 1677 by Pietro Francesco Scarabéflin addition,
Settala himself commissioden inventorywith coloured drawings; these were
probably executed between 1640 and 1660 by a group or consortium of
painters”>! The five surviving volumes of the originatventory, which may
have consisted of more, are at present divided between the Biblioteca
Ambrosiana in Milan and the Biblioteca Estense in Modéha.

Thepopul arity of Settalabs <collection
display may be demonstratedy breference to Agostino and Giacinto
Santagosti no6swheneinis afforedettdht the keefpers of the
Settala collectiocor di ally received foreigners a
day to admire the various rarities of many precious, natural aanficial
objeé&tséo

The two Italian versions of Scarabelll
popularity of the collection. In addition, the collectisras on displaynly a
few stepsawayfrom San Marcellino, the parish church@fa st i gl i onebds f a
Thi s, toget her wi t hunt suggestsdhate€CastigioreS et t al a
likely to have visited the collection several times during his childhood and
youth. Also, it is not unimportant that, starting from the half of the seventeenth

century, sevetaguides were published to celebrate the display of art in Milan

20 pauli Marie Terzagi,Musaeum Seplianum Manfredi Septalae Patriti Mediolanensis

Industrioso Labore Constructum. Pauli Mariae Terzagi mediolanensis physici collegiati geniali

laconismo descriptum. Politioris literaturae professoribus erudita humanitate adapertum: cum
Logocentronibus, g& Centonibus eiusdem Terzagi de natura Crystalli, Coralij, Testacerum

montanorum, & Lapidificatorum, Achatis, Succini, Ambari, & Magnédsrtonae, 1664. Pietro

Francesco ScarabellMluseo 0 Galeria Adunata dal sapere, e dallo studio del Sig. Canonico

Manfredo Settala nobile milanese. Descritta in Latino dal Sig. Dott. Fis. Coll. Paoli Maria

Terzago. Et hora in Italiano dal Sig. Pietro Francesco Scarabelli Dott. Fis. di Voghera e dal

medesimo accresciutdortona, 1666.

#1The majority of drawings are sigd with the following namesarolo Galluzig Francesco

Porrg Domenico Tencala, Giovanni Battisend Fr ancesco Vol pino, Al f ons.
S o | @theers come with a signature monogram only, others are unsigned.

%32 Biblioteca Ambrosiana:Codice ®ttala Codici Ambrosiani Z 387 388 389 sup,. the

drawings are on display on the web pddgp://www.ambrosiana.it/ita/settala_principale.asp
10-2-2006.Biblioteca EstenseDisegni orig n a | i che sono descritti nel | 6
dal Dott. Fis. Collegiato Paolo Maria Terzago, tradotta in Italiano con un aumento dal Dott.

Fis. Pietro Francesco Scarabelli stampata in Voghera nel 1666 in un Volume in 4 to. da Eliseo

Viola, RaccoltaCampori, 33& H. 1. 22, 339 H. 1. 22.

233 ¢..s0no ricevuti con ogni cortesia i Forestieri, e Cittadini che ogni giorno in molto numero

vanno per ammirar in essa le varie rarita di tante cose preziose, naturali, ed artidizjali,...

Agostino and Giacinto Santagogijrop. cit.,108.Set t al ads museum i s al so de
guides of Milan, for example in Torre, op. cit., 36.
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and the beauty of the cif§* Such celebratory descriptions reinforced civic
pride at every level of Milanese society. So, when Milanese citizens visited
Settal ads c ol | eaoratieoohcuriosity butvalaosan acioof civio n | y
pride and participatiof®

Settala had two main sources from which he received objects and information.
The first was the Jesuit Order, with which the Milanese noblehaahfirm
connectios. For examplehe pesonally met Jesuits who had just returned from
missions around the worfd® The collection cataloguesiso demonstrate that,
when Settala received objects from Asiae seems to havesedreports and
descriptions byJesuit missionaries todevelop some nain of the original
function andcontext of theobjects The strong link between Settala and the
Jesuit Order is also proven by the commemorations that the Jesuit Academy of
Brera organized to honour the Milanese nobleman immediately after his death
in 1680%" The secnd way that Settaldevelogd his collection was through
his various acquaintances amongst the scientific community in Floagaickis
contactfirst with GrandDuke Ferdinando Il of Tuscany, and later with Cosimo
I, both of whom regularly sengifts to him?*® From thee sources Settala
certainly received differenttypes of object Yet, more importantly his
collectionswere developeds part ofa kind of dialogue focused on natural
history, science and technologi.In his catalogue of the colidon Scarabelli
summed it up as follows:

It is in the Settala museurthatthe majesty of nature and the wonder of

art of thewhole theatrum mundihave been givertheir best place, in

#4The most important of these aforre, op. cit.; Serviliano LatuadaDescrizione di Milanc

ornata con molti disegni in rame delle fabtire piu cospicue che si trovano in questa metropoli

Milan, 1737Sant 6 Ag o s t Sormanj, 1761pap.cic i t .

2351t should also be noted th&ettala worked with the support of one of the most important

inhabitants of early seventeertt@ntury Milan, Achbishop Federico Borrome&ee Marco

Rossi and Alessandro Rovetta Pinacoteca AmbrosianMilan, 1997, 15.

2% The Jesuit Father Marin from the mission of Tonchin gave porcelain to Settala, Scarabelli,

op.cit., 135. See aldéogolari, op.cit., 59.

%7 paila Findlen, Possessing Nature. Museums, Collecting, and Scientific Culture in Early

Modern lItaly, BerkeleyLos AngelesLondon, 1994331.

2% |bid, 390.

#¥ gettala was researching how rtmke porcelain and probably, like other Europeans on the

same quest,éhwas tryng to make lequer by copying Chinese and Japanese varnishes. For
Settalabds interest i n pldxRaddFndlen alsoaffirmdtlagiol ar i , or
Milan, Settala met Walthar von Tschirnhaus, one of the pioneers of porcetaiaction, op.

cit., 327.0n Settala and O0Chi nes e 0Leveanicirai psirtipiosdele Vi nc e n:
SettecentoCremona, 1995, 52he author underlines the importance of Jesuit reports from Asia

for varnish experiment® Europe
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relation to their relative values, and the most appropriate niweteen

foundfor their statue$*
This passagérom a fellow Milanese, Scarabelli, demorss#is the importance
of Sett alatheend ofthe sewenteenth centdirplso showdhowthe
concept of theheatrum mundwas applied to that collection. Sehelli affirms
that the museum is important because it representsniatitine and arthe two
essential components of ttleeatrum mundiArt in this case also comprehends
all kinds of objects made by means of technological skill and knowledge.

ThusSettah 6 s ¢ o | | @hert Buropeanvundarkknemerwas more
than just a cabinet of curiosities. It was a microcosm of the entire world where
the visitor might learn about itphysical features, such as scale and size,
different types of material, etcFrom t hi s point of Vi ew,
wunderkammewas not so much a place where Oev
hi dden meanings, designed more to surpri
claims?** More persuasively, Barbara Maria Stafford has argued that itvieaol
Oputting di st ant things i n cont act wi t
connecd®ionso.

I n Castiaglki otnheioss 6 ma k i nwas mdfoundlyonnect i
influenced both byravel reports that, by now, were read all over Europe and
alsoby established taxamical practices for collecting, ordering, studying and
displaying objects. These two traditions had already begun to shape collecting
and display practices in various European countries at the beginning of the
seventeenth centufy® By the end of the centy they were firmly embedded in
the city of Mil an through Settalads <col
shaped the mindset of the young Castiglione.

Now,her e were only a few Chinese obj ec

I i sted 1 n SguerHeteethey aré descebadt ta Evoke specific

2404 a maesta d& natura, e la meraviglia dell'Arte nel Teatro del Mondo non seppero trovar

luogo piu proportionato al proprio merito, ne nicchie pit degne delle loro statue, che nel museo

Settalian® Scarabelli, op. cit., 1.

21 Findlen, op. cit., 34.

*2Barbara MariaSfaf or d, 6 Revealing Technol ogies/ Magical I
and Frances Terpglds) Devices of Wonde From the world in a box to images on a screen

Los Angeles, 2001,-142, 6.

23 For anew approach to seventeemntury collecting practe&s in relation to scientific

taxonomics see David Freedbefde Eye of the Lynx: Galileo his friends, and the beginning of

modern natural historyChicago and London, 2002.
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geographical and cultural contexts. For example, when discussing a Chinese ink
pot, Scarabelli affirms that this object was probably made in the Nanjing
Province:
A Chinese inkpot, with a painted image ofealtiful vast countryside in
which the eye can wander. There are Chinese characters painted on it,
perhaps indicating the Province of Nanjin where they are supposed to be
made. It contains a bicakeof ink. At one side there is a hole for holding
water ugd to dilute the ink. They water their brushes in it before writing
down the characters. They do s an iron stylus as the othidians do
or pens as we Europeansdd
This passage divulges a great deal about how one should undetsiaede
object in the contextobet t al ads display. Firstly, th
coming from the Orient or a similarly indeterminate place. Instead, the author of
the catalogue claims that it was probably made in the Nanjing Province. So, in
the early moderrperiod, after reading the catalogue or viewing the inkpot
displayed in the collection, a visitor with a good libratyhomemight then go
on to check the geographical position of Nanjing bpgisin atlas or a map of
China. By the late seventeenth centuthese were available all over Europe.
One could get a welleveloped sense of where the inkpot came from.
Secondly, Scarabelli describes the use of the inkpot and its decoration, a
landscapeFor him, he inkpot is an object related to both texts andges. t is
the means by which one mayoduce calligraphynd paintings.] n Sett al ads
collection, by looking at the inkpot and the irfig( 47), Castiglionemight have
considered and stored in his mind both the unusual landscape on the pot and
also the @atalg u e 6 s descr i ptedchmgus far fpaintingy arslu a |

writing.?*® Later, in Beijing, this memory might then have been helpful in his

244 €Calamaio Chinese, in cui la spatiosita di un vaghissimo paese dipintavil'caodéo di chi

il rimira, piu che mai vagabondo; Vi si leggono caratteri Chinese forse esperimenti quella

Provincia di Nanquin, ove si crede sia stato lavorato; contiene un gran pezzo d'inchiostro,
scorgendovisi da un lato una cavita per riporvi acqust@aprarlo, entro di cui bagnandosi un

penello simile a quello dé pittori usano quei Popoli di formare i loro caratteri, non iscrivendo

questi, come gli altri Indiani con alcun stilo di ferro, 6 con altra penna, come noi Huropei

Scarabelli, op. cit., 137

25 The illustration of the inicakespresented here comes from the Biblioteca Ambrosiana, see

Codice Settaleop. cit, n. 93. The three pieces of Chinese ink are depicted together with a
Persianinkpot. Museo Settala, Z 38832 r. The description of thé il ust rati on r eads:
made in Persia showing Persian and Arab letlets.r e e pi eces of Chinese i nk2©é
in Persia con |lettere Persiane e arabe. Tre Pezz
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new professional environment. It could be used as one comfortingly familiar
point of reference for engaging with ndypes of imagery and new painterly
techniques. However, wh at iI's i mportant |
cabinet, the young Milanese artist was able to view and, in his mind, draw
connections betweerarious types of obje@ssociated with Chinegechniques
of writing and imagemaking.
This point may be explored furthémrough the part of the catalogue that
describes different objects associated with Chinese calligrdjplege are in the
sectonon6f or ei gn books and ptapee $tuidmad.e o f
worth noticing that this title refers to paper and tortreerials from which it is
made This shows that the collection was based on a process of- cross
referencing available information to facilitate individpairception of any given
object. This crossreferencing had its basis in a shared knowledge that, in turn,
had its origins in visual and tactile perception. Thus, starting from the very idea
of paper, visibrs to the collection could go dooking at the following Chinese
objects:
A large lifesize sheet of paper also calledhindeosgmagnificent] On it,
one sees a painted child surrounded by Chinese characters. The
background is black and the characters are white: the Chinese characters
are so intertwined that they become deceeatThis is acuriosity that
everyone would considevorth seéng andadmiiing.>*’
In the same section there is also listea & geogr ap hivaryathin b ook m:
silk and written with ext feTimsd yvo per f ec
objects, the firstpresumably a negative prinbr rubbing and the other a
geographicaltext of some kindare followed by a pasga on the Chinese

language fromDani el | o HiBaia ¥°dhfortnately, in the five

6D® |l ibri pellegrini,e cdar tceo rftoercecsitei edrie ,alfbaetrtied ,d
247 ¢ oglio grande della grandezza di un'huomo onde aBchrdeosavien nominato. Dipintovi

si scorge un Bambino da ogni intorno di caratteri Cinesi segnato. Il fondo € di color nero, e i

caratteri di bianco: tale ancor énftecciamento delle lettere Cinesi, che gli fanno il fregio:

Curiosita in vero degna di esser da tutti ugualmente mirata, ed antnipata 238.

6Libro di Cosmografia di carta di seta sottili
Ibid., 233.

9 gcarabelli, op.cit., 23235. In the same secton 6 Una carta di Cosmografi :
tutto il Mondo, dove si vede che | Cinesi pong
essi pensano (€hinese tasmograpkid cham edzean® éan see that they put

Asia in the place of Europe because they believe to stay in the middle))238;br o Ci nesed

(HerbariumbooK), 237; and6 Fo g | i di carta Cinese,(shaktsgfer sament e
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surviving volumes of the illustrated inventory the imagehef child cannot be
found. But there are two pertinent examples amongst the drawings held in
Modena. The first depicts two types of Chinese writing. One has white
characters on a black background and the other has black ink characters on plain
paper fig. 48). The second illustration sheva Chinese book that the catalogue
affirms to be about the medical virtues of plarig. @9).%*°
In the catalogue, there is thus a firm connection between the Chinese
characters that a visitor might admire on differentpsufs (books and paper
scroll s), and sbBfatmet Ghihesedlanguage. SAt this gointoan
visitor could look, again, at the inkpot with its ink cakes and consider in further
depth Bartoliés and other si nmactedr expl an
From al l of the above it should be cl ¢
a flexible nonlinear path to knowledge where unfamiliar images, objects and
texts could be perceived as being connected with other more familiar elements.
Here young Caslilione could have found plenty to nourish his eyes and his
mind, ranging from paintings by Cerano to Chinese prints. After exploring
Settalads museum Castiglione would have
images, shapes and colours, and stored themeasories. But, if he knew the
museum well, and it is likely that he did, his mind would also have been
acclimatised to thoughts and perceptions revolving around the measuring and
understanding of textures, ass and correspondences. Rmttal® sheatrum
mundi was, on a conceptual level, a space that incorporated both China and
Europe, where similarities between these two entities were as pronounced as
were the differences. From all these factors it emerges that, when considering
the painterly and person&rmation of young Castiglione, one should not
simply focus on the actual objects that he might have seen in the Settala
collection. Of equal, if not greater importance, are the connections created
around each object, the links to China that these were toagtand for.

Chinese paper variously coloured with @)ol237.For Daniello Bartoli see the introduction to
part Il of the present thesis.

“Di segni originali che sono descritti nell dOper
Paolo Maria Terzago, tradotta in Italiano con un aumento dal Dott. Fis.r@i€rancesco
Scarabelli stampata in Voghera nel 1666 in un Volume in 4 to. da EliseqgWipla ciH.. , 338 0

1.22,11r. and 14 r., both signed Domenico Tencalla.
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Beginning with the commission for the Jesuit noviciate in Geimoinis second

part of my thesis | have explored Casti:
have also attempted to delineate the frameworks for perceiving and memorising

various types of images, in particular from China, that Castiglione mayd h

used to improve his painterlgnowledge.Such activities were not so much

about understandingéhmature of diversity, rather thggveone the possibility

of creatinglinks betveen oned6s own knowl edge and wh
this reason, in the next part | will lookore closely athe construction of such

links. In particular, 1 will explore thdorms of knowledge coming from the
variouspractices surrounding the early modeuseof perspective. | will argue

that for Castiglione, the knowledge of perspective worked botmapestemic

model,a means ofinking Europe andChina through geographical elements,

and as aasis for changing his painterly practices to cater tan&ig Chinese

spectators.
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PART Ill: BRIDGING THE DISTANCE THROUGH GEOMETRY

To reach Milan, images from Asia had to move through actual geographical
spaces or else arrivemse mor i es | ater to be transform
in this case was linear metric interval a measurable extensi comprised of
equal parts
This idea of space has its basis in geometrical conventions. Geometrical
and thus geographical conventidmslped the European elites in defining Asia
as a measurable and therefore existing and complex world. This, in turn, shaped
a form of knowledge meant to encompass a commercially global world. For a
painter like Castiglione, one of the most familiar subset this type of
knowledge must have been optical perspective. In fact, for early modern
paintersthe practice of perspective had a twofold nature: on the one hand it was
a means of perceiving and of describing, on the other hand it unified the
scientific andthe artistic.
When Castiglione entered the Jesuit noviciate in Genoa he already knew
that his final destination was Beijing. Accordingly, he may well have had some
sense of the distance between Lisbon, where he would embark, and Macao,
where hewoud | and. For more than a century |
travel reports and maps on China had been publish&ilirope andherefore
increasing general awareness of thktive geographical positn of Asia®*
This awareness was also cultivatedhivitthe Jesuit Order and was surely an
i mportant part of Castiglionebs prepara
most importah historiographer of th@rder, reveals in the Asian part of his
Del |l 61l storia del ofaeeTioatall Zeguitsadao rememb&ri e s ¥

®lzol i 6s i nt eoinssoutithe dact shattini 1696 eRicci removed China from the

European perception of an indefinite space by ¢
between nineteen and the fottyo degrees latitude norttSeeSer gi o Zol i , OLOI mme
del | 60Oriente nella cultura it aRdmanoand@@radMar co Pol

Vivanti (eds),St or i a, Tdrif, 19721981, 4 vols., vol. V, 4823.
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in their prayers the Asian regions where the missionaries were wGrkifigm

March to October the season for sailing to AstaBartoli informs us that the
Jesuits had to commend in their daily prayers the ships in which missionaries
were travelling back and forth between Asia and Eufdp&hese statements

and instructions are not only about devotional practices but they also show the
visual and didactic role of geographical measurement within the Jesuit?ahbit.
This is well exemplifiedp B a rOeoll |i 60ldsete,anrthe dirst four pages,

the author summarises the development of the Portuguese maritime enterprises
in Asia. His summary is enriched by a description of the sea routes given in
terms of latitude and longitude. This destidp is then followed by the
statement that, at the end of seventeenth century, the use of compasses and
geographical observations decreased the possibility of mistakes.

The importance of geographical measurement, and especially of maps,
was umlerscored in engravings used as frontispieces for several Jesuit books on
China. Good examples are thstoria by Bartoli and theChina lllustrata by
Athanasius Kirche?>° In both books the frontispiece contains a map of China.
The front i s phoakshewstadesu @who has just dissmbarfigd (

50). He is presenting a map of Asia to personifications of the different
popul ations of the continent. I n Kirche
work of the Jesuits at the Chinese cofig. 61). This print portrays two famous
Jesuit fathers, Matteo Ricci and Ferdinand Verl(i#6231688) the latter was

on the Imperial Board of Astronomy from 1669 to 1688. They, in turn, are lit by
rays of light coming from the monogram of Christ flanked by I§hatius
Loyola and St. Francis Xavier. Verbiest wears the robe of a Qing civil official
and on the right Ricci is dressed in the traditional literati or Confucian waistcoat
holding a fan in his hands. They hold together a map of China. Under the two
Jesuis there are tools: a clock, a calliper, a square, a ruler, a sextant and an
astrolabe. Such tools would have been used by both Verbiest and Ricci in their

#»2geeDaniello BartoliDe | | 61 storia della Compagnia di Gies?%.
Bartoli Della Medesima Compagni&ome, 1667, 21.
253 |
Ibid., 21.
®gee Ezio Raimondi, 6La nuov dettereclialmmezoaXXé | a vi si o

n.3, 1969, 268305, 275.

#>Bartoli, 1667, opcit., 22.

%% The present study relies on the French editiomAtifanasiusK i r ¢ h e r BasChibeo o k ,

d 6 At h an a s e la&kdompadnie de Jesus, lllustrée De plusieurs Monuments Tant Sacrés

gue Profanes, Et de quant it QAndterdaRel678.er ch®s de | a
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astronomical and cartographic tadksCastiglione, as a painter trained in linear
perspective, wouldilso have known how to use the square and the calliper.
Indeed, any perspective image of some complexity requaueth tools and
consequently their use was recommendeol ®0i nt er 0 s Foagxample nt i c e
in his Perspectiva pictorum etrehitectorum Pazo advises those who want to

learn perspective not to waste time with theoretical speculations and studies.
Instead one should start immediately to use the calliper and the*flAar.a

painter, Castiglione was thus extremely familiar with certain toots Gertain

rules for measurement.

It is important to emphasize that all the different perspectival techniques
used by painters had their origins in basic geometrical rules also shared by
cartographer$> Both cartography and perspectival painting are gacroy
the model of Euclidean plane. Quite apart from technical and aesthetic
achievements, this geometrical model was a powerful and highly developed tool

for perceiving, describing and even reconstructing re#fity.

%"The clock measures time, the calliper and the square measure space, the sextant and the
astrolale are for angular and linear measurements between the stars and the Adirithase

tools belong to the mathematical field. In fact, uttié late eighteenth century, mathematics

embraced astronomy, mechanics, optics, navigation measurements, andirgeorsee
Catherine Jami, OWestern Devices for Measuring
Geometry in Late MingChemHiangdnd Erik gurcigéeds) Tiend , Chun
and Space in Chinese CultyreeidenNew York-Kéln, 1995, 169200, 177. Fora complete

overview on drawing instruments see Maya Hamblggwing Instruments 158098Q London,

1988.

28 Andrea Pozz0]741/1758, op. citl) part, introdudion, introductionunpaginated.

®9g5ee Evely EdsoMlapping Time and Space: How Medieval Mapmakéewed Their World

London, 1997, 165; Leo Bagrow and R. A. Skeltdistory of CartographylLondon, 1964, 77

89.

#0Franco FarineliGeogr afia. Undintr oduyTorin®00815326. model | i de
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1. Perspective as an epistemimodel: linking Europe and China

In the perspectival systems that Castiglione must have been trained in, the

painterds knowledge corresponds to actu

nature of things, depicted on the Euclidean plane, was defined by the

proportonal relation of dikances, dimensions, angles dned poins of view.

A European map oa painting of the early modern period usually evokes a

space with no apparent interruptions and where the elements depicted are

homogeneous. These featureasibaly come from optics, which attempb

account for the geometrical conduct of light and of the human eye. Using

perspective, optical rules were applied by European pain@ssgradients, in

mimicking the relation between the eye and the horizon, througtivee size

and convergenceto depict space. These purely optical rules were, of course,

combined with the atmospheric and rggometric aspects of distance, such as

colour, transparency, superposition, etc. The seventeentry Italian

architect andoainter Ferdiando Galli Bibiena sets out thiGuropean view of

space by offering a definition of geometry in the opening passage of his

L6Architettura civile
Geometry is thgbranch of] nathematics that considers the element of
constancy in measurablelements. We can distinguish three parts of
Geometry: Eutimetria Embadometria and Stereometria the term
Geometry comes from the Greek wor@eos and Metria meaning
Omeasur i ng Edtimetria reeans ttiedmeasuring of lines.
Embadometriameans measurg planes.Stereometriameans measuring
objects?®*

So, ad have already hinted, the aim of an early modern European painting or a

map is to project a thredimensional image onto a twbmensional plane.

However, more importantly, Bibiena claims that getry is about the

®lsGeometria ~ quel | acosspeala qanttsd contitad nellmgrandezze., c he
Distinguesi la Geometria in tre parti, cioé Eutimetria, Embadometria, & Stereometria; da Geos,

& Metria, voci Greche, viene il nome di Geometria, quasi dicendo misura di terra. Eutimetria,

significa misura dil i ne a . Embadometri a, mi sura di superfici
Ferdinando Galli Bibienal'Architettura civile preparata su la geometria, e ridotta alle

prospettive. Considerazioni pratiche di Ferdinando Galli Bibiena cittadino bologneseegttohi

primario, capo mastro maggiore, e pittore di camera, e feste di teatro della maesta di Carlo lIl.

il monarca delle Spagne dissegnate, e descritte in cinque Pamna, 1711, 1.
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proportional value of the measuring unit. This was an important issue for
painters and geographers alike: getting the scale right and thus describing space
through proportiong=or the scale discloses the relation between linear measures
and realit’?Ther ef ore, in Castiglioneds era,
one of the most important features of perspective. Moreover, as this chapter will
show, it allowed one to create various cultural connections and it was a visual
way of learnimg.
In the geographical charts coming from the Jesuit environment popular all
over Euope China was clearly connected to Europe throughmgdacal lines,
6in prapdrmht iIEmr@ope, symmetrical to Casti
entity existing in the6é | o g i cdefsmaud ancEeirdpe, not a distant and non
descript placé®® Geographical charts wetsed not only to locate a placenély
also gave the viewer aertain knowledge about that place. For example,
Daniello Bartoli in hisDella Geografia traspodta al moraleexplained that
history without geography would be blind because it cannot reveal where events
are happenin@* Equally importantly, he compares history to the art of painting:
History is very similar to that kind of painting that takes ingmrafrom
reality (in fact, History does not invent anything but makes depictions of
real things); but what is the use of a good drawing, fine colours and a
noble subject if Geography does not give History the chart where a fact
can be illustrated in a pta that is the only one where a fact can be oit?
The art of painting, like geography, needs a clearly delimited surface where it

can define its own version of real i ty.

%2 gee Farinelli, op.cit., 11.

Here | am adapt idogicspaedi hneppbéstivbeawtof 6pl aced,
%4|n considering the usef geography by hist@nsit is worthl oo ki ng at Abraham Or t
(15271598) atlasTheatrum Orbis Terrarufirst published in 1567. In the later editions this

atlas was suppmented by garergonor frame consisting of historical maps. Thleeatrum

Orbis Terrarumwas published until the beginning of seventeenth century (last edition 1612,

Antwerp). This tradition was then perpetuated by Willem Janszoon Blaeu {I538), a puj

of Tycho Brahe, with his famouBheatrum orbis terrarum sive Atlas noyd$35. In 1655 this

work consisted of six volumes, in 1667 eleven volumes entlBedgraphia Blavianahat

i ncorporated i n a sepaAtlastSmensisBdeBagrew aMiaSkdltonno Mar t i |
op.cit.,179-185.

25 Somigliantissima a quella parte della Pittura che ricava dal naturale (che tale & il far

del | 6Hi stori a, l a guale non | avora ddéinventione
haver buon disegno, colfini, nobile argomento, se la Geografia non le da il piano, e la tavola

in cui sola il tal fatto puo historiarsi, come si proprio in tal luogo, che a niun altro se non

i ngannevol e f i ngi niamdloo Baroli, Della dGedgitafea rtraspdstaaal o ,

morale Venice, 1664, 7r.



geography is not simply a rhetorical manoeuvré bxpresses a real and
reciprocal relation between painting and cartography. From the cartographic
point of view, in the early modern period, this relation had been defined by
drawing a distinction between geography and chorography.

Geography indicatedhe act of mathematical measuring to compose a
scheme characterised by symmetry between its parts. The chorographer
described single parts or areas of the geographic scheme using pictorial
language. The role of chorography is thus to give the geometrieaeirof
geography a resemblance to reaif§Therefore a European geographical chart
produced in the early modern period combined the mathematical and the artistic
(see for exampl e2 Bl &e wdns trmap,pafiing.ersS06 pc
convergence othe two branches of knowledge is described in the already
mentionedLa carta del Navegar pitoresgo 6 The map of pictori al
by Marco Boschini:

We can consider [pictorial] quantity in two ways (as you know). The

physical or natural is ther$t. The mathematical is the second. Painters

have good knowledge of both. Mathematics teaches one how to study.

Nature teaches one how to paint and to be ingenious when needed. To

study you need compasses and a ruler. To paint you need brush and wit.

These two practices lead to perfect drawing [or design], do not let anyone

confuse your mind®’

Similarly, Giulio Troili, in his manuaParadossifor the teaching of perspective,
defines the natural and the mathematical as corresponding to practice and
theory?°® Bibiena follows the same division:

%% Eor the relation between chorography and geography. see i a Nut i , OMi sura e p
cartografia dei secoli XVK V | Stdria Urbanan.62, 1993, 534, 7.

®’6La quantit” per, (come sa¥iyican donatmi @l e
me d e mo . O pura matematica | a x . El Pitor ben i
strada al studiar: Quel a ghobéinsegna el muodo déo
Per studiar ghe vuol compasso, e riBar operar ghe vuol penelo, e inzegno. E qua aponto
consiste el bon dessegno, n Bo&dhiai,sop. cit., 298The 0 | cerve
original text is in Venetian poetic verses, the capital letter indicates the beginning of every verse.
®5pPerche in questa Scienza |l a capacit” della Te

quelli, che non sono Pittori, percid potiamo dire, che la Teorica ci da de i Fiori; ma che li Frutti
non si raccolgono, se non con la mano, cioé a dire, con tiicarahe mette in evidenza ogni
bel | i ss i mGiulicTooili,cParadbssi @er pratticare la prospettiva senza saperla, fiori,
per facilitare l'intelligenza, frutti, per non operare alla cie&ologna, 1683, 49.
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[perspective] gives knowledge of the effects of various sources of light
and through the painterds intellect ar
a glance anything that our eyes can $8e.
Perspective was thus undecd to involve both the manual and the intellectual.
This suggests something of the manner of knowing that a painter like
Castiglione had at his disposition. As a basic background, he was trained in
perceiving and in describing and constructing by meéfisear measures. As |
have agued, at the core of perspectiyahctices lay visual perception and the
use of proportionality. When Castiglione entered the Jesuit Order such practices
had already been used to define China in a tradition running baclattedvi
Ricci.
At the end of the sixteenth century Ricci described the Chinese as very
fond of the art of painting and not second to any nation in manual skills and wit.
Yet they were still not at the same level of the European painters. Ricci explains
why:
It seems that they did not excel in those arts for the lack of
communications with other nations by which they could have been
hel p?dé
For Ricci, what he saw as the relative mediocrity of Chinese artistic production
came from a lack of communicatioretveen China and other nations. Here
6communi cationdéd may be understood as a
artists were not proportionally linked with other traditions. Almost one century
later Bartoli uses the same idea in the section dedicatetiita @ hisDella
Geografia trasportata al moraleThere he gave each different nation of the
world a motto in order to explain their
blindness of n &tBartolinegprainstiopt far ceataried Ghida
has conbined great knowledge with the greatest ignorance of the world by
believing firmly that China was the world.

6D" cognizione idecl icodfl foeotctcihi e dledrh 6i ntel |l ett o
vedere in wundocchiata tutto | 6effetto di gual si
v e d eGalé Bihiena, op. cit., 77.

6 E parmi che la c d ntofa la p@ @rnessuhaor o e mi n

ausa i
communicatione che hebbero con altre nationi dal
D 6 E IFon& Ricciane Rome, 1942, voll, n. 3941, 4143. Letterwritten between 1582 and
1597.

6La cecit” di snodn cBoarrasocle#8. s166s4t,esop.cit., 45
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Bartoli s statement hel ps ooeptuaktanls de v el or
that Castiglionenay havealso brought to bear on hgerception®f China. First,
Bartolidéds understanding of knowl edge, [
Secondly, functioning eyes allow one to discover that thexeotirer nations

different tooneself. Realising such difference or distance is the first stegrdo
creating a |linear connection that pr omp:t
consciousness of difference. This in turn is possible because the concept of
difference is also a means of connecting, beingegative or positive relation.

Thusit can bedescribed as a relation between proportionate parts. So, using

systems of proportional measurement and representation to define Sino
European relations was not a search for similarities. Instead it was a search for
connections: the construction of a frawork that would allow a conscious

subject to formulate knowledge and judgement of others.

After Ricci the theoretical and practical idea of a space defined by
proportions and represented by perspective became central to European
perceptions of Chinarhis, together with established European artistic traditions,
made perspective the central means by which Europeans would assess Chinese
painting and architecture. Important evidence for this come from a unique report
on Chi na: Lor eNotize vaMa g ad eoltItdidomsper i o del |
Magalotti was a writer on science and in 1660 became the secretary of the
Accademia del Cimento of Florence. His text on China &sed on
conversations he had Florence in 1665 with the Austrian Jesuit Father Johann
Grueber(16231680) who had served in Beijing as a mathematician from 1659
to 1661. Grueber was also one of the most important correspondents of
Athanasius Kirchef’? For Magalotti the fact that the Chinese did not use
convergent perspective and optics explained th6 | owdé qual ity of t|
and architecture:

Because the Chinese do not have any notions of perspective or other parts

of optics we can easily figure out the quality of their paintings and

architecture®”

”This relationship ma Chind Bustdtewhere vagods passageKi r cher 6 :

replicate Magalottidos text.

Boén® della prospettiva n® dell'altre parti del
facimene ar gomentare | ' eccellenza non meno dell e |
Lorenzo MagalottiNot i zi e varie dell i mperio della China
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This point of view was reiterated by Ghetiai few years later. In a report
written in Canton in 1698 and published in Paris in 1700 he wrote:
Long live Italy for the Fine Arts, the Chinese are as knowledgeable about
architecture and painting as | am in Greek and Hebrew. Nevertheless the
Chineseare fascinated by a good drawing, a well structured and lively
landscape, a natural perspective, but they are not interested in how to
achievd that é
In this manner Gherardini suggests that, for a European, the practice of
perspective was one of the masiportant aspects of working asprofessional
painter Gherardini recognises some salient features of the Chinese way of
looking but puts them in the realm of the natural. Rightly or wrongly, in doing
so, Gherardini defines the Chinese artistic environnanta space he can
dominate usinghis own opticalgeometrical model.
For Gherardini, then, the Chinese are not interested in describing their
space and their reality following the European model. They do not wish to use
specific techniques such as optigale r specti ve. Gherardini 0:
those of Bibiena and Boschini, revolves around the idea that there is a firm
connection between geometrical knowledge and natural reality. It is this that
allows the painter to perceive and, at the same timesdeorithe the world.
This perspectival model was not only used to define China. It was also
deployed to describe the creative process itself. Bibiena saw it as follows:
When you have an image of a sketch in your mind and you want to draw it
you must enlargéd and consider its proportions according to the original
image you had in your mind. Then you have to draw it larger again and
you will see how it has lost the quality it had in your mind. Then if you try
to enlarge it more you will discover it will be a lesser quality. If you
keep on adjusting it here and there you will finally find not even the

shadow of that spirit that was in your mind fif&t.

con la vita di Confucio. Il Gran Savio della China, e un saggio della sua MoFédeence,
1697.30-31.

/i ve | 6l talie pour | es beaux Arts, |les Chinois
comme moy, en Grec & en Hebreu. I'l's sont pourt al
bien vif & bien m®naeg®,e ;d bman es ppeorusrp escatviovier ncaotnume |
nbest pas | " | eur affaire, €6, Gherardini, op. ci
275 ~ . P N

6Quando poi per | 6i dea conceputa formate | demb
prima ridurlo un poco pi Y% pmopazod eonforrhialddattamepr i ma | 6

del pensiero; doppo le dovete ridurre in maggior grandezza, che vedrete il calo, che avra fatto da
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This passage shows how the proportional model for acquiring knowledge was
valid in both technical and atve fields: the sketch has to follow the
proportions first established by the mind. For painters, {aportionality and
perspective was a pervasive way of perceiving and delineating reality as well as
a means of assessing their own ideas.

In fact, the creative process described by Bibiena also involves painterly
ways of using perspective and, in particular, projective geometry to transfer
drawings onto walls as a basis for fresco and other types of painting. Painters
first had to establish the rigiproportions in the cartoon, a full scale drawing
used to transfer the desired image onto walls or other suffidesiast spaces,
especially churches, where the eyes of the painter were very far from the surface
to be painted, it was customary to proelseveral drawings.

In the next chapter | will show thaguch practices, and what they required
in terms of materials and organization, were probably deployed by Castiglione
both during his short stay in Portugal and in Beijing. However, more
importantly such commissions show that Castiglione adopted p=rgple
techniques thatequired from the painter a approachdifferent from the
epistemic model described abovEhus, in the next chapter, | will accouot

Ca st i gquadratara@rsnissions.

guando Vi propose | d6idea; poscia riducendol o
vedrete quanto piu scemera. dritate a parte a parte ad aggiustarlo, che in ultimo ritrovarete,

avvicinando | o Schizzo al Di segno esatto, non
chdéera nel pri mo pensierob6, Galli Bi biena, op.

’®|n fresco painting the cartoon was usedlevelop a sinopia onancisione Thecartoonthen

had to be subdivided into sections the size¢hefspace the painter could realize in one day of
work. This was because the painter had to paint before the piasterd died up. SedFilippi,

op. ct., 30.

n €
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2 . Evidence for Castiglionebs knowl edge

I n Castiglionebs era paintetsdsmensicn@dd proj e
drawings of seemingly thredimensional images on ceilings, walls or other
surfaces. Technically, using projeai geometry or using normal perspective
was just a matter of what a commission required. When working in fresco, it
principally meant considering where the future viewers would be in relation to
the image and where the painting was located. For exangpkso#to in siview
in fresco required projective geometry to fool the viewer below into believing in
the threedimensionality of the imag®.
The geometrical basis foquadraturg the projective geometry that
Castiglione possibly had learnt during his eggiceship in Milan andlso
from Pozzods wor k, was a radical develc
traditional Euclidean geometry and optics. Originally, projective geometry was
developed by Girard Desargues (189561) who in 1639 publishe8rouillon
project doune a ttstdesirecdanees @uwcéne &ec@m @Eame n
The theories developed by Desargues solved problems that geometricians had
considered for a long time. These were about the mathematical relation
between two different sections, deas made by projections of the same
object?’® Some confusion remains in dnistorical studies about the exact
di fference between projective geometry a
of perspective. This is because the basis for projective geonsetty pomes
from Euclidean geometry but its applications do not. Also, the term projective
geometry only gained currency in the nineteenth century. In early modern
terminology there was no real distinction between Euclidean geometry and

projective geometry

Troili in his manual uses the term 6ordinary p
images where the vertical lines are perpendicular to the horizon. In the other types of
perspective likeli sotto in stthe vertical lines are not pempdicular to the horizon, see Troili,

op. cit., 104.

2" However, the main work by Desargues was published in Paris by Abraham Bosse in 1648,

Maniére universelle de M. Desargues pour pratiquer la perspectiwt in 1653,Moyen

universel de pratiquer la perspive sur les tableaux ou surfaces irrégulieres

29 gsee Morris KlineMathematical Thought from Ancient to Modern Timmgsw York, 1972,

286-287. See also his chapter on projective geometriMathematics in Western Cultyre

London 199Q 170185.
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Optical or convergent perspectjvas used in painting in eighteententury
Europe was the result of a long and sometimes obscure process moved more by
practical experiments than by rational development. Perspective had been
studied in different butiked fields like Euclidean and projective geometry, the
study of the physical gualities of l i gh
properties of visior®® Often these fields were linked together to form a body of
knowledge used in various practices.eTperspective systems studied by
Castiglione were thus formed by elements of optics, geometry, mathematics and
painting together.

Ca st i gduadmatorawmrks are generally neglected by those studies
that analyse only his Chinese oeufieThis makes it ifficult to discover his
actual knowl edge of perspectival for ms.
usually linked to the general skills deployed by all European paintetteywi
distinguishing betweemnlifferent types of prspectival techniqueBut if one
considers Castiglioneds perspectival kno
emer ges. However, before |l ooking at t h
knowledge of perspective might have had on his carees,ltshall first present
the basic evidnce forhis commissionghat requiregrojective geometry.

Castiglione seems to have used projective geometry for at least three
commissions, once in Portugal and twice in Beijing. This is provenroyrder
of sourcesthat hae not so far receivedsufficient scholarlyattention. The
evidence isin fact,essential

First, there are two early eighteembntury descriptions by the
Portuguese Jesuit Antonierancq both showi ng wadrkh fort Casti
the chapel of St. Francis Borgia Coimbraincluded paintings both on the wall
and on canvasThe first of these states:

Fat her Domenico Nunio é also ordered

walls of the Chapel inside the College dedicated to St. Francis Borgia.

They were excellently made bthe MilaneseGiusgpe Castiglione.

Castidione had come from Italy and had stayed here waiting for an

#0g5ee Daid Summes, Real Spaces. World Art History and the Rise of Western Modernism
London, 2003, 508.

#1To my knowledge, Elisabetta Corsi and Hui Zou are the only two authors who consider the
differences between a central perspective construction projecteal ftat surface and the
applications ofguadraturaas developed at thend of the seventeenth centusge pages 125

and 129 of this part.



opportunity to sail to Chinavhere he finally went after doing the work.
He was a BrotheCoadjutor, a man of a very sweet nature and many
virtues. Healso painted the Coumcision of Christ which can be seen
over the main alta?®?
The second passage indicates thatthe chapel ofSt. Francis Borgia
Castiglionehad used illusinistic perspective:
While Castiglione was in Portugal from 1709 to 1714, waiting for the
opporunity to sail to China, he never ceased to practise his art. Here he
did the paintings representitige life of St. Francis Borgia that hung all
around the walls of the common Chapel of the College in Coimbra and
most of the other paintings in the Chapgtept those at the top. He
painted therecurious perspectives of stairand also of foliage that one
camotbelieve to be paietiwithout [first] having touched theff
As the Beurdeleys noted, the paintings on canvas now on display in Coimbra
are probablynot by Castiglione and no traces remain of the dlositic fresco
and of theCircumcision of Christ®*
Once he was in Beijing, Castiglione was commissioned by the Jesuit
Order to decorate thBong Tang (EasternChurch) or St. Joseplbuilt in 1721
In this he collaborated with the Florentine architect Ferdinando Bonaventura
Moggi?® In a letter of November 172@Jsoaddressed tGeneral Tamburini,

Moggi describes the paintings by Castiglione

28241 712 Conimbricae auro obductum est nostri templi pegma ligneum, quo exornatur princeps
ara. ld fecerat P. GonzatuSequeira: hoc autem anno P. Dominicus Nunius iterum Rector
perfecit opus. Idem Rector curavit fieri egregias picturas, et tabulas, quibus cingitur intra
Collegium S. Francisco Borgiae dicatum sacellum. Depinxit Josephus Castelonius
Mediolanensis, qui ekalia venerat iturus ad Sinam, & post opus perfectum ed navigavit. Erat
Coadjutor indolis mitissimae, & multae virtuti€jusdem manu facta pictura Circumcisi
Domini, quae cernitur in summa templi ara. Augusti 19 addita manus suprema fornicibus
omnium pegularum superiorum ejusdem Collegii. Intra menses viginti tantum opus vidimus
inceptum, & asolutum, quod vix credet posteriidstonio Franco, Synopsis Annalium
Societatis Jesu in Lusitania ab anno 1540 usque ad annum Lig®6n, 1760, 441.

283 dCastiglione] Enquanto se demorou em Portugal esperando a mongdo para a Oriente,
entretevese no exercicio de su arte. Pintou em Coimbra, no Collégio, os painéis da vida de
S.Francesco de Borja, que rodeavan a capela da comunidade, e todas as mais obras que nela ha
de pintura, tirando o tecto. Fez as perspectivas curiosas da Escada banquinho e tambem da folha,
gue ninguém se persuade ser pintura sendo depois de quase as apalpar condfagomaos.
Franco,lmagem da Virtude em o Noviciado da Companhia de Jesus aloéegio do

Espirito Santo de Evord.isbon 1714, 57.

#4Beurdeleyand Beurdelyop.cit., 187, 188.

25 Ferdinando Bonaventura Moggi (168 like Castiglionewas a Brother Coadjutor. He

arrived in Beijingon 6 September 172DQeheregne, op. cit., 177.
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A drawing cannot describe what | am saying: the whole intefidhe
Church looks as if it were covered withe mostbeautiful variety of
marbles and golden bronzes. Because of the high quality of Chinese
varnish and the skill of the Chinese helpers at preparing a smooth
foundation these decorations are painted realistic way and have the
quality of marble [even] if one touches them. The vaults are beautifully
painted by Brother Castiglione. &hoest painting is that of theimola
painted by Castiglione on a flat canvas. It git@she eye the effect of
height and depth because it is very well tihanks to the skilfully created
effects of lights and shadows. Inside, on the main door there is a
cartouchewith the following words: made by the Society of Jesus in 1728.
It is the year when the church opened. YoueRuty will be able to see

the images of the Churchy looking at the drawings that Brother

Castiglione would like to put at the end of the book he is going to write if

you will give your approvalor it. 2%°
Castiglioneodos Dag Tmegiscangusive aevidence of Hise
admiration for Pozzo. Fal se cupol as were

but they were typical of Pozzo, almost his signature. In 1685 Pozzo had painted

afalse cupolant he chur ch of Sdin 83 Thisgnerarse o i n RO
was described ihis Perspectiva pictorum et architectoruas the final step for

learning how to use the typguadraturabased on projective geomet@dso, in

the letters taramburini, both Moggi and Castigliomee nt i on tplam pai nt e
for writing a treatise like Pozfn&®’ Castiglione had planned to use all his

preparatory drawings to createistibook?®® His aim was to engrave copper

plates to reproduce the drawings. The book, it seems, was meant to serve as a

#sper dire alcuna cosa di quelle che non si po
l'interiore della Chiesa fa la medesima vista che se fosse di bellissimi marmi misti e bronzi

dorati, e per benefizio delle vernici del Paese e perizia de i Cingseparare i fondi lisci,

hancora toccandole con mano, paiono vere pietre per essere tutte dipinte al naturale. Le volte

sono tutte dipinte dal Fratello Giuseppe Castiglioni con molta vaghezza, ma sopra tutto la

Cupola che dipinse in un telaro piano, lalgufa il suo effetto di alzare in su, e insieme & molto

luminosa, essendo tanto bene contraposti li chiari e scuri che riusci a maraviglia. Sopra la porta

maggiore di dentro sta un Cartellone nel quale & scritto il seguente: Societas Jesu posuit an.

1728 che fu I'anno che si apri...Il compreso ne li disegni, e quel pocho che in particolare ne

scrivo V.P. lo potra tutto vedere posto in disegni particolari, che il Fratello Giuseppe Castiglione

tiene intenzione che si pongano nel fine del libro de qualesscaita P.Vse pero si degni di

approvarl@ ARSI, Jap. Sin. 184, 41 riv.

%7 ARSI, Jap. Sin.184, 37r.A88r./v.,forCast i gl i oneds ent 198200.l etter see
288 Unfortunately, there is no trace of these drawings. Nor could | find any replyebgréi
Tamburini to Cast.iglionebds |l etter in ARSI
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manual for trainee artists and al®tangibleproof of the achiewvaents ofthe
Italian artistwhilst working for the Beijing missionHere, Castiglione clearly
follows Pozzo, hoping to circulate his own work for didactic purposes and at
the same time promoting himself as a professionait@aiThis point is further
supported by t Werspdctva gictorunh et archiecarumes 6 s
al so an anthology of that tpelebnate¢he 6 s
Societyof Jesus, hisnainpatrors.

Mikinosuke Ishida has discoveréarther evidence from certain Chinese
sources abouthe Nan Tang (Southern Churghof the Portuguese residence
For this church Castiglionmadetwo canvases and two mural paintifgsThe
mural works were on the east and west wallfiey aredescrbed in the
Zhuyeting zajby the contemporary scholar Y&wanzi. Here is his account

astranslated by Ishida:

comn

Within the Nant 6 ang t her e ar epicturesodrawnlby ne ar S

Lang Shihning. They are spread on the two walls, east and west of the
parlour, hidh and large like the walls. If you stand at the foot of the west
wall, close one eye, and look toward the east wall, the inner chamber
extends to a great depth, with the bédéidds completely drawn up. The
southern window is half open. The sunbeams playhe floor. A large
guantity of books in scrolls with ivory gkess used as indexes and jade
axes fill up the bookshelves. There is a magnificent cabinet containing a
number of curios which glitter up and down. On the north end a tall table
stands. On th&able stands a vase in which peacock featherarranged.

A brilliant featherfan is in the sunshine. Under the sunbeams the shadow
of the fan, the shadow ofehvase, the shadow of the takléthese are
perfectly accurate. On the wall are calligrapbcrolls and hanging pairs

of rhymed epigraphs in decorative stgehibited for inspection. If you

go through the chamber and go east, you will come to the north part of a

large court. There a long corridor runs on and on. A set of pillars stand in

#9The two canvases depictéte EmperorConstantire aboutto win a battleand Constantired s
triumph According to Ishida these two paintings were on the north and south Baks.

Mi ki nos uke graphidaldSaudy oféRuseppe €astiglione (Lang Stiilg), a Jesuit
Painter in the Court of P e KMiemoirs ofi thed Researchh e
Department of the Toyo Bunkweol. XIX, 1960, 79121, 101. The evidence comes from
Honneurs rendus pablEmp er eur de Ch,iParig 1782) vol. \HII 28838;®Been s
|l shidabés footnote 4, 100.
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line. The stongpavement evenly shines with brightness. If you go east,
you will see as if a house exgsand the door seems not yet open. If you
lower your head and look out of the window, you will see two dogs
playing together on the ground. If you standiagd the foot of the east
wall, and look toward the west wall, you will again see the three
chambers of the outer building. By the southern window, the sun shadows
three tripodkettles. Three tables are arranged in a row. The gold glitters.
On the top othe pillars in the hall, three large mirrors are hung. On the
north end of the hall, screens stand; on the east and west, stand two tables
on which red brocade covers are spread. On one of them stands a clock
which strikes automatically; on the other, atranomical instrument is
placed. Between the two tables are placed two chairs. On the pillar are
placed four lamgbasins on which silvelike candles stand. Looking up to
the ceiling, you will see the wood carved into flowers. The middle part is
raised tolook like stamens and pistils. The lower paahd¢ps down as if
left upside down. If you look down upon the floor, you will see it so
bright like a mirror that you will be able to count all the square tiles. One
white stream along the centre of the tileews that it is paved with white
stones. If you step further in from the hall, there are two stories of the
bedroom. The blinds in the doorway are still and it is profoundly quiet.
The table in the room, when seen at a distance, is tidied in perfect order
so that you will be tempted to enter. If you touch it, you will suddenly
find it a wall. There was no technique of perspective representation in
ancient times. Since it is so accurate as this, you will only regret that
ancient people had not seen it. Hettltis account®®

The sameddence has recentlyeen evaluatedy Hui Zou who also translated

the Chinese passag&¥.In addition he has identified aecond accounof

Castiglioneds painti ngQupingxinydbly @hanjan Tang

Jingyun:

29shida,op. cit, 102, 103. Ishida affirms that these paintings survived until 1777, the year in

which they were described in Sichelbarthds birth
®'Hui Zou, 6Jesuit /ohirectupgenc 81j 2001, 4% 6 8C.hi H@id, Zou b s

translaton ® Yao Ywuanzhi 6isn sdteesacdr i @ft i ©Ini rii@a&hinesec h o o | p i
termxianfahuaThi s | i terally means O6painting of the | ine
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If one leans on the west wall and looks eastward, one sees a double door
and a chamber endlessly deep and wide. The interior chamber surrounded
by more chambers seems partly open art
was an expert in the art gin andyang[indicating chiaroscuro]; therefore,
when viewed at a distance, things will always appear soziee) ¢°2
The Portuguese evidence, together with these descriptions of the paintings in the
Nan Tangand theDong Tang constitute a <clear prof
perspetival skills. All three commissions involved fitting images into existing
architectural spaces to create enormously complex illusions of fictional spaces.
Accomplishing this required a level of practical training that Castiglione must at
least have beguduring his apprenticeship in Milan. Also, as suggested by
Castiglione hi msel f, he considered Poz
theoretical foundation.
Not all professional painters were capable of the technical feat of
constructing fully deceptive ing@s on vast spaces like cupolas or church walls.
Within this type ofcommissionthe man difficulty was the fact that the images
had to beprojected oto surfaces which were not flaind also because they
were displayed in spaces where the viewers wouwtl mecessarilystand
immediately in frontof them. The intrinsic difficulty ofjuadraturais a point
made both by Pozzo, Scaramuccia and Orlandi. Scaramuccia takes as an
example Giovanni Lanfranco (158547), an apprentice and collaborator of the
Carracciand Guido Reni. Between 1621 and 1627 he was commissioned to
paint an il lusionistic i mage Anfireat he Ass
della Valle in Romefig. 54). According to Scaramuccia, in the process:
Lanfranco asked some very competent friemti® had gone to see him
painting the dome of SantdAndrea del |l &
fault they could see in his painting, not in the drawing itself (as he was a
true master) but in the entire composition of all the elements forming such

a grea enterprise®®®

292 |bid.
8611 Lanfranchi disse ° certi suoi amici molto i
la Cuppola di S.Andrea della Valle in Roma, che dovessero avvisarlo di qualche difetto intorno

al Disegno, essendoche, piu che a quello (di cui per a¢ vivea franco possessore) guardava

al negoti o i mportantissi mo d8carantucciatop.cit.j206 i e me i n
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This suggests that, even for famous and skilful painters, there
was always a risk of mistakes when painting large illusionistic
images in great architectural spaces. As Scaramuccia advises,
one of the main problems with such commissions was link the
depicted figures or objects to the painted and the actual
architecture and thus construct a homogenous whole composed
by the real architecture and the illusionistic paintings.In a
similar vein, Pozzo berates painters who do not want to labour

to learn perspective because it is not useful for depicting figures.
éthey are wrong, in fact perspective i

Do not let yourself be deceived by their stupid words if you do not want to

make those great mistakes you e in their paintings at which we

cannot but laugh when we see thét.
Orlandi makes similar poinia his Abecedario PittoricoHerhetoricallyrecalls
the famous painter Antonio Sacchi who died shamebecause he could not
bear his own miscalculaticof the convergent point in the church of San Fedele
in Coma As a resulthefigureswere too largé®

All of this proves that Castiglione was trained in techniques widely
associated with considerable professional skill and great technical difficulties.
Even if the paintings executed in Genoa do not bear any traces of training in
guadraturg the textual accounts of the logtusionistic paintings in Coimbra
and Beijingsuggestt he | evel of Castiglioneds acc:«
must have been trained thoas a figure painter and asqaadraturista As
already argued, thartistic environmenbf Milan could certainly support this
type of training.

In fact, in the seventeenth century both Emilia and Lombardy were
particularly renowned for commissions rétug illusionistic paintings. Apart
from Pozzobds wor ks, ot her examples that
were thosef Ferdinando Galli Bibiena and Giovanni Galliari, both founders of
famous artistic dynastiesEspecially the Bibiena family werewolved in

makingtheatre set where they introduceahultiple focal points anthe veduta

®5ésdingannano molto, importando assaissimo anct
dalle loro dicerie, se novolete ancor voi incorrere in quelli errori massicci, che nell'opere loro,

non senza r i s o17580p.citmpart. Al etfore urpanedz o ,

2% geeOrlandi, op.cit., 73.
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per angolo *®® These were important changes for seventeeettury
guadraturismo Even so, the common groustared byall these nortHtalian
artists and by Pozzo wadkat they took thelesign of theatrical stageetsand
ephemeral festival architectuees the starting pointor developng skills in
quadratura®®’

From the above exploration of Casti
quadraturg it is obvious that painting whin a space delimited by an
architectural structure was profoundly different from painting a central
perspective on a flat surface located close to the viewers, like a perspectival
painting on a canvas or on a delimited space ofadl. wlere it is worth
analysing thisdifference because it didot only influencethe techrealities of
the painbwasbhbad wtamgk | mpact on the ©painte
understanishg and pleasindnis spectators. Hower, first, | shall account for
textual and visual soces related tguadraturathat wereavailable in China at
the beginning of the eighteenth century.o r Castiglioneos | o
guadraturaworks can only be understood properly if one understands what his

audience in Beijing brought to bear on them.

2% Gjovanni Galliari worked in Crema and Milan at the beginning ofilgateenth century; he

died in 1721 He had three childrerBernarding Fabrizio and Giovanni Antonio, sé&lerio
Terraroli,6 Gi ovanni Gal | i ar iDizipnaridbiogiafeco dégli itaianiRdme, ( ed . ) ,
1960, 62 vols.,vol. LI, 641-644. From Fedinando Galli Bibiena (1673743) and his father
Giovanni Maria (161819-1665) came an entire family of artists involved in important
commissions until the end of the eighteenth cent8ge Anna Maria Matteucchrchitettura,
scenografia, paesaggi®ologna, 1979, 612, 28.

#"The differences between Pozzo and the Bibienas lie partly in the nature of their commissions:
guadratureand scenografierespectively. Coming with considerably experience of architectural
planning, the Bibienas aimed to create a titliadion and projective geometry was deployed to
make deceptive architectueg nove see ibid., 28.
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3. European perspective in China: theory and commissions

In eighteentlc ent ury Chi na Poz z Baispectiveopztkrunon per s
et architectorumdrew the interest of the Manchu elitts mentioned in the
first part of this thesis, gartial translat on o f Pozzobs manual
published in 172%y Nian Xiyao. It was entitle&hixue thgyun(Essege of the
Science of ¥ion).?® In 1735 a new and more complete edition appeared under
the title Shixue(Science of Mion).>® These publications were accplished
with Castiglionebs coll aboration. For i
Xiyao mentions the ltalian artist by name. In the first he wrote:
In the past, | allowed myself to be captivated by the study of perspective.
While attending to my usuadluties, my mind meditated deeply and
searched, but | failed to master its basic principles. This went on until |
met Master Lang, who came from the West and we had many an exchange
of ideas®®
The same point is made in the second prologue of the secdimhedi
Although this technique was shown by me to artists who shared my
interests, it inevitably degenerated into a certain superficiality. 1 have
therefore recently gone frequently to Master Lang Shining to perfect my
knowledge of it and to study its soess®*
Although the publications were rooted in this interesting collaboration, they did
not succeed in spreading the knowledge of projective geometry across China.

Here are some possible reasons.

2%8The termShixuewas first used to indicate perspective by Nian Xiyao. As Hui Zou notes,

Shixud i t er al | y amwelaendsg € hd fg hp dpreit. dopthote®H B7. Hu i

29 Four copies ofShixueare in European Libraries in England, France and the Russian
Federation.Two copies are preserved in the collection of the India Office in London and in the

Bodleian Library in Oxford. Only two copies of thecend edition remain in China. See
ElisabettaCorsi OEnvisioning Per sped671-1v38) Rendériagnof Xi yaobs
Western Perspective indh Pr ol ogues to the fAScience of Vision
Masini (eds) A Life Journey to the East. Sinological Studies in Memory of Giuliano Bertyccioli

Kyoto, 2002, 201204, 208211.

W' bjd., 224. Hui Zoubs t N7y mdfaaetaidds that Nidn Xiydoe pass a
had produced paintings according to European fo
shixuefor a long time, thinking hard but unable to understand it well. Later, after talking with

the Western s drglosevaral tinles h lgegaf B o & @hinese painin the

Western ,wactdl57. Hui

Mcorsi, 2002, op. <cit., 229. This translation
O0Al t hough | have opened my st udshalldawolretenty publ i c,
met Mr . Lang Shiéning seveshadewittimelsiap.éimn dHwit udi e c
158.


http://www.mdbg.net/chindict/chindict.php?cdqchi=%E5%A0%AF

First, seventeenthentury perspectival knowledge such #&attneeded for
illusionistic mural paintings required training based on both practice and theory.
This much i s s ug gwehschfecdsedoy readPoomnzissidnsin b o o k
order to teach projective geometry and also to convey the perceptual responses
to be sought by this technique. The explanatory drawings represent the most
important part of the book; the images are to be used while practising actual
painted projections. By comparing the original engravings with those that
illustrate the Chinese text, aecond reason arises. The first twemitye
engravings contained in Nian Xiyaods boo
detailed than the original imagefig( 55).3° As noted by Michel Sullivan, this
virtually negates their didactic functiofi® How coutl a Chinese apprentice
learn to use projective geometry by looking at these incomplete drawings? Of
course, this is a rhetorical question because in China there was no urgent need
for the technical knowledge essential for making vast illusionistic imégase
considers some chacteristics of Chinese palaeechitecture, it is evident that
there was a lack of proper spaces for illusionistic frescos. Generally such
buildings had the following characteristics: illumination was obtained by
diffused light ad not by apertures; the timber structure of buildings is usually
visible and used to support decorations; and, finally, there is an extensive use of
columns®**

Third, Chinese paintersé acceptance o
meant choosing, in someases, between an untried foreign theory and
owor kingd | ocal traditions. As argued
eighteenth <centuries, 6t he Chinese pair
assured of its seBufficiency, to be overwhelmed by any foreigm c u *%8 i on . &
This is also attested by Nian Xiyao who, in the prefac&lukue wrote in

favour of the NorthernBong landscape tradition that, during the Qing dynasty,

392 This comparison as firstmade by Sullivan who shows the two prints of the false cupola
from Pozzo and Nian Xiyao, Michael Sullivamhe Meeting of Eastern and Western,Art
BerkeleyLos AngelesLondon, 1984, 55.

393 |bid.

34 gee Laurence G. LiChinese Architecturd_ondon, 1989. For example, Liu shows the plan
of the Taihe Dian(Hall of Supreme Harmony)ne ofthe most important buding of the
Forbidden City. This building, apart from the columns within the walls, has tvweaty
columns which support the roof from the inside, -2462.

395 James CahillThe Compelling Image&Cambridge (Mass:)London, 1982, 71.
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supplied the preferred means of evoking space in paifitfigstead, what
seemstohavhkappened is that Chinese artists
artistic ideas from Europ8 That is to say, in Castiglio
court environment was ready to accept certain European elements only if
presented in translation. Asshall argue in the final partsf this thesis, these
el ement s were then depl oyed foll owing
particular in scroll commissionkven so,m the preface of the second edition of
Shixue Nian Xiyao describes the realistic effectgpefspective:

If we draw a room according to thia and arrange everything in order,

the beholder might want to walk on the steps, enter the door and stand in

the hall but does not know it is only a painting. If we draw an object and

hang the painting whose surfaces are up and down, level, slant and solid,

bright in light and dark in shadows, with clear convex and contame

the air, the beholder muttke it as a real thing/Vhen an object becomes

convex and concave within andyangand a room becorsedeep with

mutual setting off, is not this the quintessence of fdneof Western

painting?°®
Nian Xiyaobés book therefore shows a prof
gualities of perspective: its deceptively convincing illusion of readityl the
sense lat, at a glance, one may comprehend a proportionalgrent space.
Ni an Xiyaobds awareness of these qualiti
emperors who, after alsometimescommisioned Castiglione to paint using
perspectival techniques. Of coursen@awareness of European perspective did
not start with Nian Xiyaods translation
Matteo Ricci. Later, after the fall of the Ming dynasty, in the Qing painting
workshops interest in certain European artistic metheds still cultivated.
Thus, by Castiglioneds arrival esen Chi na
knowledge of perspective. Hence Casti gl i oneds task in th
Beijing was to displa more than just European skills or to promote Europeans

points of view. He also had to cater to well informed locals.

3% Corsi, 2002, opit., 202.

7 |bid.

3% Translation by Hui ZouFame an's 6 me t Yinmud$angméansachiargscuréiui, op.
cit., 158.



An important point to be made about the churches that Castiglione and the other
Europeans decorated in Beijing is that they contained mural paintings from not
one but two traditions ajuadratuismothat had developed in Northern Italy at
the end of the seventeenth century. These are represented respectively by
Castiglioneds work, who foll owed Pozzo,
from within an Emilian tredpdriome dtoimi en@at
represented by Michelangelo Colonna and bygtedraturismaoof the Bibienas
and the Galliaris. It is important here to note that Pozzo and Ferdinando Bibiena
wrote the two most important manuals fpradraturismoof their age®®® The
difference between their approaches lay mostly in the type of commission they
got. They actually shared the same technical basis and often operated in
interchangeable contexts. Accordingly, P
painter to operate in religus spaces but his technique could be used for any
type of commissiofi*’ Pozzo and Bibiena were, however, different in the way
they presented their illusions, using different typesgoédratureto prompt
distinct visual responses. These traditions arectwoplex todiscuss in detail
here But | would likebrieflyt o expl ore the differences
and Castiglionebds approaches and thus t
regarding the Jesuitods wuse ofChipeser specti
mission. In addition, this comparison will show a certain set of skills that
Castiglionemight have acquired whilgaintingquadratura

Thanks to Jesuit | etters and reports i
work in theBe Tang (Northern Clurch) followedt he o6 Bol ognese6 tr
Hereisadescr i pti onvanlf Gherardini 0s

The ceiling is all painted: it is divided into three parts; the middle part

represents a domell open of rich architecture It hasmarble columns

which support a rargyof arcades on top of which there is a nice balustrade.

The columns themselve®nstitutea finely drawn balustrade with nicely

placed vases of flowers. High above among the clouds over a group of

angels the Heavenly Father is holding tegestrialglobe in his hands.

39 Respectively the. 6 Ar ¢ hi t e (first editian 1&1i1)vby Feedinando Bibiena and the

Perspectiva pictorum et architectorumy Pa@zo, both already discussidthis thesis.

30| believe thatin the field of illusionistic mural paintings it is not helpful to maintain a strict
division between religious and secut@mmissions. On the contrary, there were actually great
similarities etween churches and theatres even if there remained certain crucial differences.
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The Chinese cannot believe that all this has been painted on one plane,

andcannotbe persuaded that the columns are not straight as they seem to

be. The light that comes through the arcades and the balustrades is so

wisely painted that onean easily be deceived. This painting is by M.

Gherardini, an lItalian painter that Father Bouvet tadtk him when he

went to ChinaThe altarpieces painted too: both sides of it represent the

continuation of the architecture of the church in perspectlt was

amusing to see the Chinese visit that part of the church which seemed as if

it was behind the altar: when they arrived at it they stopped, then stepped

back a little, then forward again and put their hands on it to find out that

there were reajino relief or hollows™!
This shows that in thBei TangGherardini mixed various types of illusionistic
techniques such as convergent perspectigeadraturismo and sfondati
(breakthrough). Unfortunately, it is impossible to make a meaningful
comparisonb Ghersarvdiuditd wi timtheOang Tanghdcausen e 0 s
Moggi O0s l etter batl wears@Gat evast Whdbteathief ul |
However, Moggi 6s description of the <cup
evidence. If one imagines a compansowi t h Gher ardini 6s vaul
may have been |ike those betlgnezmandt he t wo
Il Gesu, with vaults painted by Pozzo and Baciccio respectiveBa ci c ci 00 s

shared S 0me o f Gherardini 6 wdteathek gr ound .

3114 e platfond est toué-fait peint: il est diviséen trois parties: le milieu représentre un déme

tout ouvert d'une riche architecture: ce sont des colomnes de marbreprgaunit pun rang

d'arcades surmonté d'une belle balustrade. Les colomnes sont elles mémes enchasée dans une
autre balustrade d'un beau dessein, avec des vases de fleur fort bien placez. Cuegsiigle

Pere Eternel dans les nués sur un groupe d'Angtesait le globe du monde en sa main. On a

beau dire aux Chinois que tout cela est peint sur un plan uni; ils ne peuvent se persuader que
ces colomnes ne soient droites, comme elles le paroissent. Le jours sont si bien ménagez a
travers les arcades & leah ustr ades, gyut@rnger. Cette pieca éstsd® Mde s 6
Gherardini Peintre Italien que le P.Bouvet amena avec lui a la Ghiredeux cotez du Déme

sont deux ovales, dont les peintures sont-rigrges. Le retable est peint de meme que le

platfon d : l es c*tez du retable sont une continuatio
C étoitun plaisir de voir les Chinois s'avancer, pour visiter cette partie de I'Eglise, qu'ils
disoient étre derriere l'autel: quand ils y étoient arrivez, ilsé&aent, ils reculoient un peu, ils
revenoient sur leurs pas, ils y appliquoient les mains, pour découvrir si veritablement il n'y
avoit ni élévations, ni enfonceménBu Halde, op. cit.yol. 1ll, 140-141

$12The difference between Pozzo and Baciccioridervalued by Elisabetta Corsi who affirms

that the

two painters represent one type of illusionis@ursi, 2002 op. cit., 226221. As noted by
Robert Enggass: 6éBacicciobs fresco depends for i
figurative diminution, and especially on the architecture of the building itself. There is no
guadraturaa t  'Bhé Padnting of Baciccio. Giovanni Battista Gaulli 168809 Pennsylvania,

1964, 49.
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Bolognese Angelo Michele Colonna (160887) and Agostino Mitelli (16069

1660) who collaborated with Gioduoo Pizzoli (16511733), alsoCol onna d s
pupil. Pizzoli and Gherardini worked together on various commissions and went
together to Paris vére the latter met the Jesuit Joachim Bouwlb convinced

him to work for Kangxi.

Now, P gquadraiudas s a | egi bl e Ignhziovuhei on: i n
observer may comprehend the structure behind the painting and receive clear
messages about the politicaid religious power of the Jesuit Ordig.(56).3'3
Pozzo constructed his illusion by using architectural elements, real and painted,
and by inserting figures intihis architectural systermi\ccordingly, observers of
Pozzobs vault anrde glaii sneg etdh poysiqaipbisdton\vsioeowme r 6
is crucial for achieving a perfect view of the illusion. In this way one becomes
aware of the illusionistic stratagems of the image through its distortions. Simply
by wusing oneds eyes awa hoWw pne imadeceived , one
Bacicciodbs vault gives a more solid impr
observer unable to find a legible geometrical structure behindftimelatoin
which angels and clouds seemingly fall into the chufih 67). In addition,
while in Santé I gnazio the divine | ight
in 11 Ges»» the observer is directly expo
functions through a tight integration of architectural space and painting. In
contrast, the illusion of Baciccio really remains within the painting. From this it
would seemHhatthe sfondatoby Gherardini and the false cupola by Castiglione
came from two different traditions which came with their own valuations of
perspective But, given the scant evidence, this distinction can only ever be
speculative.More importantly, as | willshow in the next chapter, theo

distinctapproaches would solicit different responses from the observers.

pozzobds vaul t trumphalibpeesasfahe desita. Fron thisperspective the
two mottosEst Nomen Eius Jesus (His name is Jeaus)ignem Veni Mittere in Terram, et
quid volo nisiaccendatul came to set fire tthe earth, let it burmyvork as the textual part and
the fresco as the visual partthEimpresa
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4. Questioning the theological view of perspége. The value of distortion

in quadratura

It is important to pay attention to the differences between the two perspectival
views followed by Castiglione and Gherardini because they begin to resolve
certain scholarly problems about perspective and Jatimagery in China. In
fact, in some of the comparative studies that analyse artistic exchanges between
China and Europe in the eighteenth century, there is a tendency to underestimate
the technical differences between various types of perspectivalngaitptical
perspective thus has beased wronglyas a general parameter for describing
European visual culture in China and its perception by-Eumopeans. In
Europe, the history of perspective, from the Renaissance to the eighteenth
century, was a pr@ss consisting both of mathematical discoveries and practical
improvements. For this reason, in order to analyse the Chinese reaction to
perspective, it is important first to understand the European development of
perspective over time.

European perspeut is a technique for projecting on a surface the shapes
of objects as they appear to the eye. Geometrically this is obtained by a
projection onto a section of space determined by the position of the viewer. In
seventeenttentury painting these basics wateveloped further by projective
geometry both in theory and practice. This helped the execution of paintings
requiring geometrical coherence on any type of surface. In other words: a
perspective painting made on a flat surface requires a differentqeehinom a
painting made on an irregular surface. But this was not all. Perspectival
techniques changed according to the position of the viewer and also if they were
incorporated into architectural contexts.

Now, as shown with regards to Pozzo and Bagjcthe differences
between asfondatoand a false cupola are absolutely crucial. This point is not
sufficiently appreciated by Hui Zou who contents himself with the statement

t hat 0 t -kye in desuit persgpactive involved the beholder in a unique

font al ity where invisible PetEisismyh @At he

too simple and general.

34 Hui, op.cit., 147.
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| would further define this reductive point of view by borrowing a phrase from
Eli sabetta Corsi, who discusses®tThe 6t he
She, like Hui Zou, posits the nature and the use of perspective in a narrowly
symbolic and theological manner rooted in the notion that perspective is
homogeneous and immutable.

Apart from the complex role played by perspective in the practice of
painters in early modern Europe, such approaches do not take into account the
Jesuit failure to export creationism and other fundamental forms of Christian
theology to Ching™® This suggests that the Jesuits would have been very
foolish indeed if they expectadh at t he Chinese woul d s o0 me
truthd or an o6invisible realityd or =eve
paintings. A better point of departure would be to accept that it is not
appropriate to interpret perspective simply as a symbodicserving religious
aims, be that in China or in Europe.

Already in the first stages of the Jesuit mission in China, Ricci was aware
that European images might become an impediment rather than a help for
religious proselytization. When describing the Mg Emper or s r esp
European i mages, Ri cci noted: O0the Emper
our figures as they were very small and with shadows, which the Chinese would
not paint.d

As Ricci saw it, the Emperor did not understand the agtibicthe images;
the problem was not the images per se but about the techniques employed.
Probably, for this reason, the Jesuits in China concentrated their efforts on
translating and teaching European mathematical knowledge, and went to great
efforts to fnd painters like Castiglione who could successfully transpose
perspectival techniques to the Chinese environment. In other words, they
wanted to recontextualize European images so that they would fit into this new
environnent, rather than simply impo&giropean pictorial forms.

The theological view of perspective claims to be based on a seventeenth

century understanding of God as the source of geometrical reality, visible

315 Corsi 2002, op. cit.216.

%®see Erik Z¢rcher, 8-6antory Ghmese Meacton rton Chniggian : 17
Cr e at i tduarig and &@ircher (eds), op. cit32-166, 133. BealsoJacques GerneChina

and the Chrian impact: a conflict of culture<Cambridge, 1985.

76énon seppe intendere | odartificio delle nostre

ombre, che i Chinese nsogliono pinger@ , DOEI i a, 1m9wBr, op. cit., vol
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through perspectival pictures. However, this needs some clarification. At the

endof the introduction to his treatise on perspective Pozzo indicates the position

of God in the perspectival prajet i on : 06ér eadypur workhbg ppi | 'y s
constantly applyng your mind to your art anfly leadng all the lines of your

operations to thewre point of the eye *{Suaht is tt+
statements are considered by some authors to be valid evidence for the
missionary use of perspective images in China. For example, David Summers
claims that O0Pozzo call edintthh &lorwad ni shi ng
God¥Butthis is a misreading of Pozzobds act
aim was to underscore that God is behind all human enterprises and thus behind
geometrical knowledge, ndb connect the geometrical structusé painted

images to the divinity. Al so, Pozzobs stat
is thus for the painter to understand that geometry ultimately is an expression of

Goddés glory but medi ated through the sci

by Alberto PéezG:- me z i n his wr i t i ngBlacit® n Guar.i
Philosophica( 16 65) , bet ween | earnt knowl edge ai
because ultimately all *R®nowledge was res

In other words there are no direct visual connection between th&hirami
point of a perspectival paintingnd God. As already noted, there are instead
accelerated perspectives with vanishing points outside the compositions and,
besides this, forms of perspective that have multiple vanishing points. The only
point that isunchangeable is the eye of the viewer, that is, the point from which
the vanishing point is projected on the
view, the main task of this type of painting was simply to stimulate the observer
to wonder and then tonderstand the illusionistic methods behind the image as
evidence of human abilities.

From a Jesuit point of viewhéh u man eye, in Ctestiglion
most <celebrated of all the human senses

was still insuffigent for seeing God** The Jesuit Carlo Gregorio Rosignoli

8% Comi nci at emiodettore allegrarente il vostro lavor; con risoluzione di tirar

sempre tutte |l e Ilinee delle vostre operazioni al
P0zz0,1741/1758pp.cit.,vol. |, introduction unpaged

319 Summers, op. cit., 542.

320 Alberto PérezGomez,Architecture and the Crisis of Modern Scien€ambridge (Mass.)

London 1984 81.

#lg. .. il pi¥ accor tld41/d788pp. citowelt | rintrodsceon, snipady,. Poz z o,
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explained this in theological terms in higerita eterne esposte in lettioni
Ordinate principalmente Per li giorni degli Esercizj Spirityapublished in
Milan in 1688:
To observe terrestrial objecthe eye needs only one lens. But to see
celestial objects one needs two lenses in the telescope. The objects of life
beyond this world are very far from our senses. If one wants to look at
them the lens of meditation is not enough, one also needsnheole
teaching®?
For Rosignolinot even the internal eye used for meditation is endagsee
sacred truthsOne needs dectiod from God, not a rational message but a
revelation. It is a kind of knowledge that cannot be generated from geometry or
even fom religious training.Bartoli made a similar point:
Why | am talking about men who as acutely they can see, ienith¢hey
are only mothghat are blinded or dazzled by a singular spark of light,
coming not only from rational matters but even from pratthat involve
the senses’?®
From this point of view, the use of perspective and of images in general was

certainly important. But it had to be done in conjunction with other factors.

Jesuit i magery was not ,proaocke as enaninad d by Co
shockd and Ot o ar asaspetentiahndtiate, esentonbnssefr ver , s
fear, terr oc?¥Coamtdr awanddertéo. this view, I

Ignazio - the painted cupola, the illusionistic vault, the perspective technique

2¢er mirar | e cose vi ci cclioud sol eteo: mMaeonrg@ pegpu, bast
vedere | e cose rimote del Ciel o: hanno ad esser
sono |l ontanissime dadé nostri sensi . A ben rimira

fa di mestieri anche quel della lettion® Carlo Gregorio RosignoliyVerita eterne esposte in
lettioni Ordinate principalmente Per li giorni degli Esercizj SpiritydMilan, 1688, 1

326Ma che parlo io de gli huomini, che per quan
farfalle, cui una scintilla di luce, non dico sol delle pure cose intellegibili, ma delle sensibili
ancor a, o gli a dangelboBartoligla ripleationa delbsaviyp in idiscBrgo ,con

la natura e con DipRome, 1659, 315.

324 Corsi, 2002, opcit., 114. It is worth noting that, according to th&ei Tangcatalogue of

Jesuit libraries in Beijing, the two Jesuit authors just quoted were really important for the

mi ssionaries |living in China. | n Véerithecterie t al i an s
esposte in lettioncould be found in three editions (Bologna 1689, Bologna undated, Venice
1763) and that was lalicgeatiorte lded savidey 8artolif(Rome 1B5®,r t ol i 6 s
Milan 1660, Bologna 1668). Also, various others work by the twaitlagthors are listed in the

catalogue (Bartoli is represented by ten titles and fourteen books, Rosignoli by five titles and

nine books). Only very few other European authevere so heavily representegkee Hubert
VerhaerenCatalogue de la Bibliothequi#u PéTang Pékin,1949,authors listed in alphabetical

order, Italian section.
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employed,the faith of the observer and the derbs and the symbols in
generali wereall meant to work together to prompt a religious understanding.
The aim was not to solicit simple awe and blind worship starting from
perspective.

Thereforeit is crucial tolookmor e c¢cl osely at Pozzobs p
order to understand how in Chiraastiglione might have understodds
paintings in relation to hilgaziovhag wer s.
helped me to comprehemioe particular features of this type mttorial setting.
| n Sgnazio,Pozzo painted three sepamtsas: the fresco of the vauig(

5859), the fresco of the tribunéid. 60), and the canvas of the false cupdig. (
61). These three paintings have three singular different poiniewf Theideal
point of view for the vaultwhere it works as an optical illusion, is in the centre
of the navefor the other two paintings thdeal points of view are closer to the
main altar. In short, this means that in the correct position, theevigfrone of
the three paimtgs sees the other two only in distortidn addition,at any
moment of time, only one spectator daok at one of the paintings from the
correct point of view. In dter words, it is distortion thahainly characterises
the eperience ofl ooki ng at Pozzobs paintings i n
Ignazia Sqg by using three single censreof projection, Pozzo did not
completelydeceivethe eyes of everyone inside the church.

So, Pozzacatcres the attention of his spectatofdsraugh the wonder of
distortion but without Ising the effect of thredimensionality. This effect was
mainly acheved through the fusion of the act@athitecture and the paintings.

This was obtained by the deploymeoit various gradients of depth ithe

perspectival drawing of the paintisgandalso in the variations of colour and

shadow Also, as argued by Maurice Heniréhne, the paintings are so distant
thatthepect atorsod binocul ar vi*8Asceportetieases t
by Zhang Jingyurand Yao Yuanhi, the sameseems to havhappened in the

Nan Tang The two authors constantlyditate where one has to standorder

to look properly a t certain parts of s €ansthdirgl i oned
descriptions one sensethem walkingaround n the church searchingor the

correct point of view.

3% pirenne Maurice HenrQptics, painting & photographyCambridge, 1970, 85.
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It is obvious that beingnside an architectural space definby
guadraturais different from looking at onsingle perspectival painting. In the
making of paintings like the ones for the refectorysenoa Castiglione had to
construct ggeometrical structure within the pictuasdelimited bythe frame in
order to obtain aeffect ofthreedimensionality. In contrastn the Nan Tang
the geometrical structure on which the painting was madesimagtaneously
outside and inside theicture. In fact, it is the architectut®gether with
geometrical aspects olie painting that are combined to make picture. In
this case, even if the picture has only one point from which can be viewed
correctly, tle spectator can look at the painting when moving, from various
points of view. Thus, within this contexgne losesany linear relatioship
between the viewer and the picture

To a certain degree, the type qiiadraturadeployed by Cstiglione
and Pozzo des notgive viewers a perfecsystem of homogeneity and
proportionality. But itstill functions in terms ofthreedimensionality and
colouringin order to create a coherent space ferception. Of course, thin
such a framework any straightforwasymbdical relatiorship between he
spectators and the picture is not possililes thus reasonable to affirm that
the Nan Tang Castiglione depicted so many local objects (for exapgaeolls
and screensjo give local observers a more solid ground lfwoking at the
pictures. He needed to compenséte the freedom of the spectators with
recognizable painted objects.

All the above underscores the fact that the nature of a perspectiva
construction is not symbolim itself. Yet it can be used, in Emwi Panof skyos
famous phrase as a 6 s §htlisohlsithe cohtext ofiuse that changes

perspective into a symbolic forrfor into any form that solicits symbolic

responsesintheviewgrs |1t i s und &gnaziaibRome igahh@ghtly Sant 6
1 n Panowskyo6s view teferstoa specific pérspgciividbov] In fact, f o r mo
acording to the author O6We shall speak of a full
i sol ated objects, such as houses of furniture, a
when the entire picture has been transforntectite another Reissance theoreticidninto a

Awindowd, and when we are meant to believe we ar

Erwin Panosky, Perspective as a Symbolic Faridew York, 1991, 271t is obvious that the
product of projective geometry as deploybg Castiglione and Pozzo is not about the
production of an advantageous point of view in order to look into space (the window). Rather it
is about the deploying of a certain set of visual stratagems in order to take the viewer into a
space in which whasifictitious and what is real create different visual paths.
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symbdic space But this characteristic does not originate from the geometric
structure deployed by Pozzo. Instead, $haceis usedto link visual and non
visual elements together in a symbolic fashion.

Castiglioneods kfnperspeceve gsethusaucial foru s e
exploring his professional development. In fact, this means that Castiglione,
according to different situations and in relation to his knowledge of perspective
may wellhaveused two different ways of addressing his spectaidis first is
exemplified by the epistemic model used for linking diverse concepts and
worldsthrough proportionality that | havadready exploredThe second view is
the one revealed by thguadraturaframework as discussed above, and by the
way Castiglione learnt fromisualsources during his initiataining®*’

In sum, n practicing quadraturg Castiglione experreeed the
impossibility of relatinghis pidures to his viewers in a straightforwardly and
symbolic manner. ferefore he must haveunderstood the iportance of

reaching his audiend®y linking his work to their contexts of use; this was, after

all, something he had already done when, as a young man, he decorated the

refectory of the Jesuit noviciate in Genoa.

Distortion, created by the ofmint perspectie quadraturg offered an
easy way to obtain thisnkage viewers were free to have different visua
experiences in the same spam®d also to consider their tactile and dtin
actions. This means that, at leasione ofthe two churcheghat he paintedh
Beijing, Castiglione clearly considered that eliciting wonder was the best way to
link his pictures and his spectators. However, this was to stimulate intellectual
curiosity, without expecting a given mental devotionalresponse. As | will

explore inthe next chapter, such a response could only be produced by means of

a specific cultural environment.

327 5ee part Il of the present thesis; BB
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5. Europeans and Chinese look together at images and illusionistic

paintings

Emanuele Tesauro, the seventeesghtury Italian author interested in
perception and aesthetics, gave a useful definition of wonder ifrilusofia
morale
Wonder is when the mind is intensively captured by a new striking thing
[object, phenomenon, image] of which it does not know the cause [origin].
Thus the soul, susperdiand waiting [to know the cause], is captivated
and the body as well stays stunned as if by a sudden rapture, petrified,
motionless, wordlegs That is the reason why animals do not feel wonder:
they just see the effects and do not look for the catfées.
Similarly, Bartoli wrote that one first:
éstops [and | ooks] in wonder, [t hen] «
these elements] to attain intellectual enrichment and [finally] one can lose
oneself [by looking at tree elements] to attain pleasdfe
Apat from this final pl easur e, Bartoli 6s
Tesaurc>°What is clear from Tesauro is that wonder represents the first stage
of a process of observation that leads the viewer to a rational exploration and
does not leave him #tiwith astonishment. Even so, in Italian the difference

betweerstuporeandmeravigliais not always well defined.

86La maraviglia ~ unbéattenta affission della me
non sapendo | a cagi on gerla le &auelbreve rapimenip axwaildesi a d
corpo rimane quasi da subita estasi stupidito,
6éperci, |l a maraviglia non sorprende gl ani mal i

c agi ®Oarie @gnardi,La metafora e la sua dinamica di significazione nel «cannocchiale
aristotelico» di Emanuele Tesauyrdurin, 1980 350.

¢ f.ermarsi per maraviglia, discorreBaeoliper addot
1664, op. cit., 3v4r.

%0 The importane of pleasure in the cognitive process and its relationship to wasder

discussed by Horst Bredekamp 6 According to the image of the #dd
comprehending the creative process, preserved the reciprocity of useful applicatiankaofl |
pur pose, in order to gThelure bfrhotigty &and theeCulfiovthe | e at pl

Machine: The Kunstkammer and the Evolution of Nature, Art, and TechndRvmceton, 1995,
72-73.
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I n Tesaurobds case owonderod i s neverth
because it indicates a first reaction, part of a larger percgmtoetss and not
an autonomous feeling. Wonder makes the
il dea I s relevant to Castiglioneds work i
viewers had to touch his paintings to convince themselves that they were not
real. In this case, the touch indicates the passage from wonder to intellectual
attention by checking where real space becomes illusion, and thus destroying
the apparent uniformity of architecture atdsionistic painting. In descriptions
of Castighl enedsheanddi ni 0s paintings It
neutralized the wondering view of both Chinese and European eyes. Here it is
worthwhile recapitulating the relevant passages from various sowaiceady
presented in this thesis.

1. Fr an c oon sf Casegbonerts ipantings for the chapel of St.
Francis Borgia in Coimbra in Portugatio one can believe [them] to be painted
without haviny touched themb.

2.YaoYuanhi 6s descri pt i ban Tandoy Gastiglione:i ngs i n

6i f youyotuouwcihl li tssuddé&nly find it a walld.
3. Ferdinando Mo thgilluSienistic paistworki tipat i on o f

makes the coimnsof Nan Tang o o k | i ks#ll whea onb touches them

[the columns] it seen® they are made of

4. Zhang Jingyuds description of paintings in thidan Tangor in the
Jesuit house probably also by Castiglio
picture and touches it, there remains only one fence. It is almost like defairy
which can be gazed on, but never approackste is left disappointed for a

l ong *¥i me. 6

%1 Franco, 1714, omit., 57.

g 37y~ 4RA 3 6 heEnglish translation is by Ishida, op. cit., 1003.

333 Seechapter Il of this part, 123.

¥4 i W nw,L . " b~ 4,0 K H O | have

changed | shidabds t waaq(s | tagazpandji (Heto dpprdachy gsr et s
6ideali zedd and O6realizedbd. Al so, the | ast pass:
time in lamentat n 6 , Il shi d-&a06. op. cit., 104
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http://www.mdbg.net/chindict/chindict.php?cdqchi=%E4%BB%A4
http://www.mdbg.net/chindict/chindict.php?cdqchi=%E4%BB%A4
http://www.mdbg.net/chindict/chindict.php?cdqchi=%E6%82%B5
http://www.mdbg.net/chindict/chindict.php?cdqchi=%E6%82%B5
http://www.mdbg.net/chindict/chindict.php?cdqchi=%E4%B9%85
http://www.mdbg.net/chindict/chindict.php?cdqchi=%E4%B9%85
http://www.mdbg.net/chindict/chindict.php?cdqchi=%E6%9C%9B
http://www.mdbg.net/chindict/chindict.php?cdqchi=%E5%8D%B3

5. A French report of a painting by Gherardini in Ba Tang church of
the Holy Saviour:dt was amusing to see the Chinese visit that part of the
church which seemed as if it were behind the altar: whenatresed at it they
stopped, then stepped back a little, then forward again and put their hands on it
to find out that there were really no relief or holl®*%

So, when considered in their original contexts, both Chinese and European
reactions to Castigine 6 s wor k were of wonder. As
Europe was seen as a first reactioreant to prompt a more discerning form of
observation. For wonder was meant to stimulate the intellect through the eyes.
In addition, within seventeenttentury Euopean culture, wonder was easily
prompted by the unexpected and the multipfédere | will not analyse what
was considered intriguingly multiple both in China and Europe. But | would like
to emphasise that, in eighteemm#ntury urban China, encounteringirBpean
images such as prints and paintings was not fully unexpe@tethe contrary,
suchencounters sat comfortably withincavic tradition of engaging with and
describing curiosities. Clundsms demonstrated that irgaidebook of 16350n
Beijing, one finds descriptions of objects and images contained in the main
Jesuit churchin the city and also of European images purchasable at one of the
ci ty o6 s> mhisrskggests that Chinese wonder was a response generated
only from the mimetic and not thgrabolic qualities of illusionistic image€r,
to put differently, he missionaries simply could not rely on perspectival images
alone.

Catholic missionaries were of course fully aware of this problem. As
described by Prospero Intorcetta in Ksmpendios Narratione Dello Stato
dell a Missione Cinese, ..dthkelnos Amportant 158 1.

achievements of the Beijing mission after twenty years of preparation were:

3% See chapter llof this parf 133.

%see Paolo Renucci, 611 Seicento: d#&thina sel va
d 6 | tog.lcii.\al. I, 13661445, 1407.

%37 Craig ClunasPictures and Visuality in Early btlern China London, 1997, 173. The guide

is theDi jing jing wu lueby Liu Tong and Yu Yizheng, Beijing, 1635.
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eéour churches are open and respected
of the yar are performed with solemn celebrations. The sacred images are
adored with profound reverence by the pagans too. New and sumptuous
churches dedicated to Jesus Christ and to his pure Virgin Mother were
constructed. Most of all, our Sacred Religion hasnh@®pagated by the
Fathers through their voices and prin
printed in the Chinese language, that are different in style and in this way
made appropriate to various types of persons, are given and wanted by
everyone’™®

Despite is celebratory emphasis, this passage offers important evidence about

the missionary orchestration of a number of elements: ceremonies, painted

i mages, architectur e, printed images, te

pai ntings i n gBagdratariSmoleagnadaby Castiglione nexded a

context in order to function prepy. This also explains whiguropean wonder

was significant only as part of a chain of perceptual and intellectual responses.

In other words: in paintinguadraturismo the paimtr 6s ai m was to st

wonder because it was rsidered a good way of stimulating a desire for

knowledge. For, once experienced, wonder was considered to prompt a linking

of the initial act of perception with rational element&nd quadraturismowas

thought to be an efficient way to stimulate this secondary respomresgsely

because it hints at the skills involved in the construction of a visual illusion as

well as being such an illusion in itself. In touching the walls covered with

paintings, Chinesenal European hands discovered the presence of illusionistic

images, not a new reality. In this way the observer acquired his or her own

384 ..aperte |le nostre Chiese e riverite da tut

del |l danno, et ador arzeanaheda gentili ke Sacme thimagini, fabeicate i ver e
nuove e sontuose Chiese a Christo Giesu, et alla purissima Vergine sua Madre, e sopratutto con

la voce e con le stampe da Predicatori Evangelici propagata la nostra Santa Fede...desiderati da

tutti, e procuati i nostri libri stampati in lingua Cinese, che sono molti, e varij nello stile,
proportionati alla variet”™ debnpendigse Magatione . . . [ 16 7 1
Dell o Stato della Missione CineseRomaadlil 8Anno 1
Eminentissimi Signori Cardinali della Sacra Congregatione de Propaganda Fide. Dal P.

Prospero Intorcetta della Compagnia di Giesu: Missionario, e Procuratore della Cina: con

| 6aggiunta deob6Prodigi|j da Di o Pekipecorafelicissimee Lett er
nuove,Rome, 1672, 112.
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insight, rationally considering the act of looking at something. If this might be
considered valid for Europeans, whababChinese viewers?

Both the Chinese anthe European descriptions of the act of touching the
paintings show the same type of wonder as a spark for the act of touching. At
the same time, both Chinese and Europeans in Beijingierped the images
in two closely relateadontexts. The first was that created by the Europeans, for
example, when these presented imageseasribed by Intorcettabove. The
second context is rooted in the civic culture of Beijing, as described by Clunas
and alsoin the Qingimperial policy for sponsoring and at the same time
controlling and delimiting Catholic spaces in the capital. Of course, this context
took its origins inlocal traditions for looking at paintings. The various aspects
of the Chinese context were profoundityer-connected. Just as in Europe
too involved ceremonies, painted images, printed images, texts and words. In
Beijing, therefore, Chinese and European conceptual frameworks for
responding to paintings seem to have overlapped in certain areas. €hey w
connected even if they remained different.

First they intersected in relation to printed imagery. It seems reasonable to
propose that printed i mages were an
tastes. Certainly Moggi, the architect who collabatatéth Castiglione, would
consider Chinese tastes in relation to European architecture when describing the
Nan Tang He affirmedin a letter to General Tamburithat he had shown to
various persons books with printed images of churches and other buildings

As for the church[the Nan Tang],the differences of the European
architectural style aréor the greater part concealed in order to meet the
Chinese taste for a rich[ly adorned] architecture with plenty of columns,
works and all that is abundant. Thimd of architectural work that we

consider heavy and sturdy is customary for thasl happened to learn

15¢
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when | showed them some European prints of churches and similar
works 3%
In the same letter Moggi wrote:
The Chinese of all classes who come totwisis church do not tire of
praising it in unison. [Yet] everyone notes that it is too high. On the
contrary, it is certainly too bulky compared with the fine European
churches and this is its greatest fault in the general effect, ivelhabits
of this environmenfare so different from those of Europe, that it would be
too long to explairf*°
Moggi and his unknown Chinese observers together used printed images and
actual buildings to discuss their tastes in architecture. Moggi thus divulges an
interestng point: theNan Tangis European in style yet it ibuilt following
certain Chinese architectural characteristics because in China tastes are
different®*! In a third passage from the same letter Moggi adds:
And what very often caused my admiration sweb hear their very
congruous opinions: the first man to whom | showed some prints gave the
sameopinionas the next one, and the next one, as if the word was passed
from one to the other. That is incredible and virtually unlikely to happen
in Europe. | emember that when | was in Europe and showed any work of
art to people, | would hear very different opinions about it. For this reason
| affirm that here in China, more than in Europe, it is important to produce

339 uesto medesimo hancora si puole dire di tutta la Chiesa, la quale in quello che difere dal

gusto Architettonico di Europa, € in grande parte disimulato per accomodarsi al genio Cinese,
che gusta di mulplicita di colonne, multiplicita di lavori e insomma tutto in copia, e le fabriche
che noi chiamiamo gravi, e solide, loro le stimano ordinarissime, siccome io medesimo o
sperimentato con mostrarli stampe di Chiese e di altre fabric#dR8I, Jap. Sin184,41 r./v.,

to the General Michelangeltamburini,Beijing, November 8, 1729

340 gTutti i Cinesi siano Grandi e picoli che vengono a vedere questa Chiesa non si saziano di
lodarla tutti come si suol dire a una boccha, e tutti medesimamente la notanttaiata,
essendo certo che a proporzione delle belle Chiese Europee il maggiore difetto che viene
considerato il tutto insieme, € essere alquanto tozza, in somma il genio di questo clima € tanto
diferente da quello di Europa che lungo sarebbe esplic#id.

'This is further evidence against the n
architecture. Il nstead, it underscores t
different environments. This flexibility may also be detecteth@architecture of the Order in
Italy. See Stefano Della Torre and Richard SchofiBkllegrino Tibaldi architetto e il S.Fedele
di Milano. Invenzione e costruzione di una chiesa esempWitan, 1994,16.

oti on t
he Or d
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wor ks that ar e c on sstermaaChineserpedple haeev er y b o
very similar ways of both praising and disdainfg.

Moggi 6s sense of the wuniformity of Chin
there was a tradition of homogenous responses to inthgesiad comédrom
outside China. It was,gohaps, a way of incorporating and controlling novelties
imported by the Qing emperors but already present in certain Ming reports. The
Chinese descriptions of Beijing Jesuit churches given asloweld therefore be
considered withirthis tradition.

The Nan Tangand all the images in it were also framed by another basic
intersection or point of connection between the European and Chinese contexts.
This was the recognition of imperial power both by the citizens of Beijing and
the Europeans. Thehurches inthe capital could only have been buiith
imperial permission and on the basis of an imperial gift of a lot of land.
Moreover, the Qing emperors laid claim to the churches by personally visiting
the European missions and by having the missionariesaglisgkious imperial
symbols®*®
Having partially defined these frameworks ihsw important to remaginethe
reaction of a Beijing viewer in front (
Given the various i mper ichedinBeiiing,alocl | ai d t
viewer would probably enter the church thinking, first and foremost, that the
space was under imperial favour. In addition, he or she might have looked at
printed images of Europeanchitecture and may have analysech e chur choés
featureson this basisFinally, there is the touching of the mural paintings and

the homogenous response described by Moggi.

%1% e cosa certo che molte volte mi causo aramone il vedere I'uniformita del gusto cinese

per che mostrandosegli alcuna stampa di quelle che gia dissi; quello che noto il primo che la

vedde lo notano ancora li altri come se uno lo havesse detto all'altro cosa affato incredibile, e

che in Europa eara a succedere, e mi ricordo che quando la stavo, a quanti soggetti mostravo

una cosa, tanti erano i pareri tra se inconbinabili; dal detto voglio riferire che qua piu che in

Europa, inporta I'accomodarsi al genio del Paese e dei Paesani, che si megl dodee nel

biasimare sono a meraviglia unifoinj  AJ(S $in. 184, f.4¢., op.cit.

33 For examplewhen describing the Nan Tang, Chang Chjng refers to a tablet presented by

Kangxi . See | shida, op.cit., 1KW&n g xind sa dwii stiitont dD
French mission, see Du Halde, op. cit., chapter II, 8.



However, Moggi 0s description i s
individuality in the Chinese reception of images. In fact, therea basic
similarity betweerltalian wonder(dmeraviglia@d and the Chinese attention to the
double nature of cognitionBoth revolve around an awareness of the
impossibility of perceiving an image without combining intellectual and
physiologicalcognitive perceptionslf dmeraviglisddwas seen only as a first step
towards a complete vision that had to be enriched by rational discernment,
similarly in Chinese literary traditions the senses are sofficient for
understanding realityThis view is actuallycentral to the history of Chinese
artistic literature. For example, tfemous poet and paint&¥ang Wei(415443)
in his Xu Hua(Discussion of Paintinga text quoted in theidai minghua ji(ca.

847) by Zhang Yayuan,(ca. 815after 875 wrote:

Now thosewho speak of painting ultimately focus on nothing but

appearances and positioning. Still, when the ancients made paintings, it

was not in order to plan the boundaries of cities or differentiate the locale
of provinces, to make mountains and plateaus anegle watercourses.

What is founded in form is fused with soul, and what activates movement

is the mind. If the soul cannot be seen, then that wherein it lodges will not

move. If eyesight is limited, then what is seen will not be compféte.
As in the Eurpean tradition, thesensesmust be supplemented wittheeper
reflectionto form proper cognitive activityHowever, he initial awarenesand
wonder of both Europeans and Chingseducel very different results.
Theoretically in China a completaunderstanohg of a painting cannot be
described as two separate perceptiamefor appearanceer the visible the
ot her freality, the invisible®® Cognitive action is insteadnedynamic
process. In contrast, early modern Europeans would describe itliasaa

processthat canindeedbe divided into different stage®vhen this insight is

%44 Susan Bush and Hsigen Shih,Early Chinese Texts on Painting@ambridge (Mass.j
London, 1985, 38.
33 pid., 93.
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brought to bear on the Chineseandescrinp
interesting point emerges.

In both of the Chinese descriptions@fa st i gl i o n etldeslesyptai nt i ng
churchesthe observer refers to the act of lookingzasi or shi**® These two
words describe only the physical perception of the eye and can be translated as
60to | ook atéb. | n u ssipregselyt defmedehowvtleey bs t he
categorised €@st i gl i oneds paintings. The obseryv
displays only physical appearances and it iseastd for its mimetic qualities.
Moggi had received the same response from various persons: the observers were
probably alldwelling on thebiologicalaspecbf sight

The initial shared wonder in this case does not lead the Chinese observer
todefineCa s t i gpaintingnbgtlde srerbsdu (to read) orguan (to observe).
Guanis mostly usedn the literary tradition for describing the act oblong at
paintingsas a comprehensive examination and understanding based on both
observation and contemplatioffor this reason it was a personal &ttIn
particular, for Chinese teBeingchwdhest Cast.i
did not contain ighe sheng(living spirit) of things that allow®ne tosee the
constant changing of reality. For this perception to be triggguethxiang(the
observation of the forms of objects) agdanbian (the observation of the
changing of objects) must all actgether®*® Very dfferently, the European
illusionistic tradition played a game in which what is real is set off against what
is merely depicted yet seems real. In this way the obsemay discover
through wonder Yet such imagery could not trigger the peption of a
continwus interflow between the world and the self as required by the Chinese

tradition>*°

%% |shida, op. cit., 102.04.

%7Cheng Chungy i ng, -dVedein mancegtions of beauty and good and their cultural
i mpl i c at-Heann Robl(ed.) Klinede Thought in a Global Contg%999, 196235, 193.

For the differences betwegunan du andkan (to look) see also Clunas, 1997, op.cit., 11B.

%8 Cheng, opcit., 197.

9 bid., 198.



My analysis of Castigli one §suppkriebbyl edge
the evidence presented in this paftthe thesissuggests that the painfes

approach to China was guided by different types of kadg# and opinions.

However, hisapproachdid probablynot develop by following definable stages

but insteadresulted from thelay-to-day tasks tha€Castiglione had to face. In

general, the epistdmand geographic model of perspeetigresented in this

section presumably worked well in linking elements of knowledge and

memories developed in Europe to the néhinese environment. In contrast

C

Castiglioneds intell ectquadraturaafrmpfr act i c al

painting not restricted to a fixed knowledge of perspaxt might have
interrupted thigdlinear linking process by supplyingnm with a more flexible

way of envisaging different taskdde might well have recognised the
importanceof cont ext s when making pictures for

knowledgewas of course applicabldoth whenhe paintedin Europe andn

Chi na. Thi s, I bel i eve, wa s warkhof start.

translaton. For, in working under the patronag# the midQing emperors,
Castiglone would seamlessly joiBuropean artistic skills and techniques with
elements belonging to the Qing court tradition. Therefare)y fourth and final
section, | will argue thatwhen Castiglione made a painting in then@i

workshops, the result was not a hyligt instead an elegant act of translation.
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PART 1 V: CASTI GLI ONEGS TRANSLATI ON

The French paintedeanDenis Attiret (17021768 worked at the Qing court

with Castiglione from 1739 to 1768. He wrote in one of his letters from China:

o1 had to forget al |l t hat I had | earne
conform t ot aditbetot.dtried és s b metazicaldloutish mu st b e
to show profound disappointment. It is, of course, impossible to forget entirely a

skill that one has once learned. ltastually extremely unlikely that a painter

like Castiglione would be abl® tblock out his original training because, as an

apprentice, he learned not only a set of techniques but a whole system for
perceiving reality. On, Pitazz@i hds arguedsthato f At t i
Castiglione had t o 06c o mpasnwith EDropgeane s e me
traditionsdé and that 0to achieve this ¢

Western techniques the on*Thislprocessisser ved

what Attiret called 6forgetting do confo
describe it as o6transl ationé.
So far, in this thesis | have propose

understood as an individual and uninterrupted artistic experience, not as divided
into two essentially unrelated Italian and Chinese episBdésfact, the Italian
and the Chinese paintings both conform

painter simply fitted this idiom intdifferent professional contexts shall call

%11 méa fallu oublier tout ce que jodavais appr
confor mer au gout de | a nation.d The English t
Pirazzoli, 2001, op. cit., 82835, 825.

%1 |bid., 826.

¥®2For example Yang Boda writes that o6by adapting
Chinese painting traditions and use of Chinese media, Castiglione created a new style which

also appealed to the emperohésnaktisomedvic ohgbted
6Castiglione at the Qing Co uQrientatioAsvol. L9 dly t ant Art
1988, 4451, 4951.


http://ricci.rt.usfca.edu/biography/view.aspx?biographyID=229

this process Otransl| at ipatrs aoun foanh e mai n
analyse it.

Castiglionebds transl ation was a coghni
intellectual activity. The painter had to create mental frameworks and, through
them, draw connections between his Italian skills and the Chinese court canon.
In relation to Qng commissions, thime ant wunder standing the p
the circumstancesnto which the painting hado fit. Thus, once he had
considered the practical demands arising from a Qing court commission,
Castiglione could thedevise a sategy for meeting these demands on the basis
of his Italian experiences.

In this part, in order to provide some exammésow thisworked, | will
analyse some scroll paintings executed by Castiglione under YongrIserly
Qi anl ongbs pad¢ piauressgow the use ofcertaih Ewsopean
techniques Castiglione would mainly employ chiaroscuro (an element
definitely derived from oil paiting) and central perspective. These could be
incorporated into imperial commissions beca@sasstiglione used #m in a

manner fully congruent witthe existing canon of court painting.
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1. The Juruitu scroll: modulating lines, chiaroscuro and reflections in a

Qing commission

One of the first paintings commissioned by Yongzheng may be seen as
exemplary of Castigilone & s meanslatiord Thio i a vertical scroll
executed in 1723Juruitu (Asserbled Auspicious Gjects fig. 62). For this
image, Castiglione adopted a simple axonometric drawing for delineating the
wooden support below the vageis also worttmoting the use of chiaroscuro to
give volume and texture to the vase and the meticulous drawing employed for
the bunch of flowers. Aparfrom chiaroscuro and optical perspective, the
painting has sharp contours, meticulous brushstrokes asel @f light pgments.
Thesef eat ur es, part of Ca swere gldaisedmyetidies t ec hn
other courtpainters.Yet they could also be considered features ofGhamese
enviromment since they had local forms and name®ngbi (realistic
representation obbjects) andiehua (meticulous and detailed use of the brush,
the colours and the inki\s Yang Boda has demonstratdtegealready existing
ways of paintingwere enriched in the court environment by teehnique of
linear perspectiveknown in Chinesasxianfa(theline method)**

During the Qing dynasty, court paintingsnstructedby the means of
xianfawere classified agongbi jiehua Specific colours were also characteristic
of particular court genres painted witithe gongbi and xianfa methods For
example some of the court painters who collaborated with Castiglione were
notable for the use ajongbi zhongca(fine line andvivid colours)®*These
techniques were core elementt the secalled academic styl&® This term

designates the techniceatures and subjeahatter deployed by famous Song

353 probably the termianfarefers to a general concept of linear perspecSee Yang1988, op.
cit., 4451.

%4 For examplethese includdiao Bingzhenwho painted at court from the 1680 to the 1720),
Ding Guanpeng (active at court between the 1726 and the 1770), Jin Tingbiadl {67 &and
Chen Mei

%5 Richard M. BarnhartThree Thousand Years of Chinesarfing, Yale-Beijing, 1997, 281.
The Qing support of this tradition mostly resulted frtm imperial interest in collecting and
study ancient paintings from various masters.
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and Ming court painters. Academic paintings were characterised by the careful
description of birds and flowers, figures and landscape and the naturalistic
depiction of architectural features, using miimedrawing and brushwork
supported by vivid colours.

Castiglione seems to have translated his knowledge and experietaces
these existing Chinese categori®s carefully consideringhe context ofhis
commission. First, he visited tl&hangsuvalley. For, as nted in the colophon
of the Juruitu scroll, there the painter had observed twin lotus stalk that he
would later paint together with the other auspicious plants of peony, millet and
arrowhead>®

Castiglione could make use of Hsiropearartigic skills, and thus make
the scroll, whilst also completely respecting the rules of the commission. This
flexibility worked on two strictly connected levels. On one level, it was linked
to the technical traditions embodied by Qing scroll paintings antheoather, a
personal repertoire composed by a mermagk of images. On the technical
level Castiglione might have considered the Lombard tradition of tempera
paintings and, in particular, illustrations such as those made by Milanese
paintersfor the Setala inventory’®’ The peculiarity of these images is that they
are not sketches but complete depictions based on direct and meticulous
obsevation Moreover, he Qing scroll and théamages in the Milanese
inventoryare both on unpaintedaw silk oron blark paper(seefor examplefig.

63). This similarity suggests that the Milanese album repredenter

Castiglione, one model for making a Chinese-btdl even if the medium, the

dimensions and the uses of the images were profoundly difféndmih cass,

the unpainted space has the effect of dr e
carefully observed details of the actual depictionthe Settala inventoryhis

attention to detail was to serve both illustrative and didactic aims. Futhéu,

6 5ee Yang1988, op. cit., 44.

®'Di segni original i perh ecritta mnatno dakBott. rFis.tCollegiam e | |1 & O
Paolo Maria Terzago, tradotta in Italiano con un aumento dal Dott. Fis. Pietro Francesco
Scarabellj op. cit, Il vol., 338 1, H9.1. 22; Il vol ., 1236 0,
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it is meantto prompt avisual search for thelear symbolismof the various
plants

In the making of theduruitu, Castiglione avoided strong chiaroscuro even
if this was a technique in which he was highly skilled, as evinced by the Genoa
paintings. Forthis might well have obscured the neat and straightforward
depiction of the plants. Instead, he chose a diffuse light yet maintained the
illusion of one single light source, as may be seen on the front right of the
porcelain vase. In fact the intensity lajht gradually and smoothly changes
across the image, from bottom to top. In the depiction of the wooden support the
chiaroscuro is at its strongest and leaves the left part in shadow. For the vase,
Castiglione used a different light intensity. He empéessithe reflective quality
of the porcelain in order to show its texture and volume and this is also
accentuated by the delicately rendered craquelure. Even so, traces of
chiaroscuro remain visible in the depiction of the stems of the plants and this
gives a sense of depth to the bunch. Finally, the plants themselves are
illuminated by a diffuse light so that one may discern even the most subtle
features. This way, of structuring t
tension between a single soerrof light and diffuse illumination, may also be
seen i n Cahsist and the Samaritas dkhan made ér the Jesuit
noviciate in(fig. 5). Here the light coming from the left falls on the back of the
Samaritan woman and it casts her shadow trgavell. The importance of the

light effects is also conveyed the shining silky effects on her left and in the

he

\Y

right side of Christés face. I n contrast

well are illuminated by anuch morediffuse light that allow the painter to
evoke the texture of marble and thus convey a sense of the natural environment
surrounding the two figures.

To summas e , Casti gl i ontedhiarossukoiand the fallioh r

light are here the terms of translation. This tratieh was possible bause it

el

at

functionedwi t hin a system of perception const

allowed him to link Chinese elements and ltalfarms TheJuruitu scrollis, in
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effect, a Qing image made by elements translated from thenltmhdition of
painting. It is not a simple hybrid or an adaptation; it is too coherent visually to
be described as such.

Castiglioneds appr oac gongbigiehtatnethodc our t | vy
may also be seen by comparing theuitu with similar piduresby Chinese
painters In the Qing hangingcroll Arrangement of Flowers and Objects to
Celebrate the Chinese New Ydhg. 64), the painter was not so concerned with
a realistic description of the objects and their textures. Nevertheless the visual
impact of this image is not so different from theruitu. The clarity of the
contours and the use of colours on thainted silk background have very
similar results.

This manner of the painting has its model in the ink monochrome style,
which involveslinear drawing. For example, this is visible in the Qing panel
Crab-apple in a Glass &se (fig. 65) Without being concerned about the
reflective qualitief objects, the painter convettse impression of volume by
juxtaposing the linear image of the vaséh the realism of ta crabapple
branchesjnvoked by the various nuances of the inKhis suggests thahé¢
precise attention to detaignbodied by the Chinese academic style imaye
been the Qing emperdbasic criterion for judging the works of theltalian
artist. Respecting the academic style, in turn, left Castiglione with some space to
deploy discrete elements of European technigsesh as, for example,
chiaroscuro

As shown when discussing the Genoa paintifgg st i gl i oneds ma
entails a pdicular attention to theeflective qualities of different materials in
response to different types of lightlere, then, it is worth considering the
differences between attention to light and chiaroscuro. Chiaroscuro cannot
easily be separated from opmticperspective because it is the element that
conveys threelimensionality, especially in relation to fixed light sources.
Attention to |ight and, in particular,

reflective qualities of different surface, leads tmitar results. But this does not



have to involve geometrical contextualisation and fixed light soufes.
Moreover, as theluruitu shows, by combining chiaroscuro and a careful
delineation of the reflective qualities of different materials (for exanvpded
and porcelain)Castiglione could avoithe purely perspectival yet still fulfil his
commissions.

The appreciation and depiction of reflections and reflective surfaces in
both China and Europe certainly need further research. However, here | shall
consder briefly theManual of Birdscommissionedby Qianlongfrom Yu Sheng
and Zhang Weibangn 1750. The manual is composed by twehlieums with
thirty leaves each; itook eleven years to finish. Each album contains
meticulous pictorial descriptions rootesh a highly controlled drawing
technique and a careful use of colours. For example, in the leaf showing a parrot
(fig. 66) one may observe the realistic rendering of feathers and the accurate
physical description of the bird.et there is a marked absenokchiaroscuro.

The threedimensional aspects of the parrot are conveyed by a mere attention to

the reflective qualities of the feathers and to how their patterns of colour appear

to human eyes. Thus, together witlpeecise attention to details, thkeowledge

of the reflective qualities of various surfagdseadyg ai ned wi t hin Casti
initial training may be seen as anatterm of translation. This particular skill

was clearly used by Castiglione to please his Qing patrdms must have

estimatedhat his imperial patrons would asses his work on this basis.

%8 Recent studies in the field of human vision demonstrate that objects (natural or artificial)

reflections may lead to the visual recognition of thd@eensional shape. For example, see

Roland W. Flemingi Antonio Torralbai Edwar s Adel son, 6Specul ar ref
per cept i odournalfof Visibnan.pte2604, 79820.
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2. The Suichaotuscroll: incomplete perspetive

Castiglioneds Chinese commi ssions const
exploring how theQing courtsaw European perspectiv&nd theimages also
reveal s o met hi nmgethod fof tr@nalationi ol exanmple,obtise
vertical scrollSuichadu (The Qianlong Emperor and the Royal Childyday
Castiglione and Ding Guanpeng shows the use of certain perspectival
techniques although it iot a perspectival paintinfid. 67). Theimage belongs
to the xingletu category fictures of behaviour and enjoymemtf the renwu
genre (figureand genrepainting)®*° In this New Year scroll Castiglione applied
a single vanishing point placed outside tmnposition, beyond the left upper
corner. However, this vanishing point was used only to depict the @drtic
not applied toother objects, such as the small piece of furniture at the top left
corner of the pavilion. In addition, to indicate his supgerank, the figure of
Qianlong is not in scale with the other protagonists and there are no shadows to
evoke volume. So this image was not painted in full perspective but using only
elements of perspectival technique. Here certain parts of the commission
required a European rendition of depth and detailed linear drawing but not a
realistic homogeneity of the figurasot a geometrical consistency. This shows
how Castiglione had to translate his working rémee to cater taQing court
commissions. In thigase perspective wasmply one discrete element within
the process of translation. iSlelement wasnot adapted or changed according
to Chinese views. Insteait wasused as detachable pictorial eptiiserted inb
existing Chinese conventions

Using qtical perspective for representing thidimensionality may be
explained as means of showing as many elements as possible on the painted
surface. As Bibiena argued, perspective
the entire essence of any object thatro e y e s *°8ahnHuisZeueadd

%9 Richard VinogradBoundaries of the Self: Chinese Portraits, 14800 New York, 1992, 9
06f " vedere i nl 6uenféfocectcthoi adtia qtuuatitsoi vogl i a cosa, ch
v e d eGalé Bihiena, op. cit., 77.



Elisabetta Corsi have underestimated this characteristic featua writing
about European perspective in China. They have used instead the literal
definition of per sple cantsag, Bibiedad ®anpng t hr
reveals another meaning behind perspectveidea of a perfect and complete
view. Perspicere t he Latin root for Opeeandspecti ve
spicere t he | atteperhesedmeasseedt hedwhol ed or
inthewod 6 p e r f perfactdm domptetely made. A sketch for a print by
Agostino CarracciPerspective View of a Countrysjdeest illustrates this idea:
the viewer embraces the entire panorama with his éige$8).%%In this sense
perspective was used Ipainters to reach a perfectly comprehielesview of a
pictorial whole
In the Suichadu scroll the elements of European perspective were clearly
not wused in keeping with Bibienads Vi ews
limited space of the gardendithe pavilion enclosed by the wall. Similar results
could have been obtained using the traditional Chinese system of axonometric
projection. For example, the roof of a pavilion coming out from the mist
suggests a distant space unconnected to the otleemé@asurable space of the
foreground scene. It is a conventional image, following the Chinese tradition
that lets the eye wander in a space without clear boundaries and diméfisions.
The other element of perspective that seems to have stimulated thetywfiosi
court painters was the use of chiaroscuro. AgainSthiehadu scroll shows that
chiaroscuro was not always used together with the delineation of shapes by
means of orthogonals meeting in a vanishing point. Therefore, once Castiglione
was in Chinahe began to use perspective in a different way. To make this
system of perception fit with Chinese tastes)atv became one waybut not

the only one that a painter might evoke depth and thdeeaensionality.

51 Hui, op.cit., 156; Corsi, 2002, ofmit., 216.

%' n Diane De Grazia Bohlin, 61 tlastrated Bartsktea st er s o f
New York,1980,vol. XXXIX , 370.

33 35ee for example the section on Chinese landscape tétsimand Shih, op. cit141-190.
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In itself, this fits with the fact that éheanmperor Kangxi, the first Qingatron

who employed Castiglione, had asked the Jesuits for a painter with specifically
European skills, such as the ability to work with perspectiveimmi paints.
These skills then had to be deployed for imperial cassions and transmitted

to Chinese and Manchu apprentices. This means that th€imgdemperors
appreciated certain technical features of European painting, such as convergent
perspective andchiaroscuro In few cases, they wanted these features
incorporaed in their commission®* Used to the highest quality, they were
probably not inclined to patronize paintings showing awkward hybrid
modifications of European techniqusHybridization might have represented

a risk, undermining the coherence of images nhda promote imperial
supremacy. Instead, the Qing emperors wanted pictures fully following the
Chinese court tradition but enriched by discrete and therefore governable
European componentis the two scrolls discussed so far, Castiglione met these

requrements in a most exacting manner.

%41n exploring thejiehua tradition of painting during the Qing dynasty, Anita Chung argues:
60Painters wer e f as meéanperspedive boyld dieatevan Blusoryspaeeathat | i
induced viewers to walk into it, and they applied the newly imported foreign methods to
Chinese architectural representation. This in turn, enhanced the tangible quality of physical
space in Qing architgural paintings. Although this borrowing was selective (because there was

no attempt to organize the whole composition with perspectival construction), it was in line with

the aesthetic conception-160f t he periodé, Chung,

35 35ee Naquin anBawski, op. cit., 181, 6869.
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3. Castiglioneds images of the sea:

canon

In this chaptemmy purpose iIis to interrogate
imagery.Could helink his own artistic attitudes to naturetiwthe Chinese way
of looking?

This issue hinges oh h e p ai n tte arréss theaephierheralityy of
nature through combinindifferent natural motifs Thesemaotifs are fixed as
long-term memories and derived from the linking between the actual
experences of looking at nature and the looking or making pictures depicting
nature.Of course, within thiprocess,memory waften helped by the making
of sketchs or by viewing printed pictures. Therefore, to translate such visual
memories into a Qing comssion Castiglione had to connect his pastd
presenexperiences to the canon of Chinese court painting.

The best example for this process is probably the hanging stamian
Xuritu (Rising Sun Against Oceani&ySdate unknownfig. 69).%%° This scroll
shows how Castiglione modulated various visual fragmeéntsneet Qing
commissions. In this bifd-eye view of the ocean, with only a very limited
portion of terra firma, Castiglione differentiated carefully between water and
sky. The upper paof the sky whichfills the most of the scroll, is painted using
a European manner with carefully blended colours and a delicate use of
shadowing in order to give volume to the clouds. deer, both clouds and sky
partially obscurghe horizon line and the shapetbé land. This, employing one
key featureof the Chinesdandscapéradition gives a sense of an indefinite and
great space and offers the possibility of a more profound visual expetiénce.
Then,alsoaccording to the Chinese canon, Castiglione paintedéa by using

detailed lines and by following a geometrical pattern for the waves.

%6 Zhu Bian and Nie Chongzhenainting by the Court Artists of the Qing Caufthe
Complete Collection of the Treasure of the Palace Musélang Kong, 1996, 186.

%7 For Chinese landscape painting and the Song model fedlomy Qianlong se®ichard
Edwards,The World Around the Chinese Artist. Aspect of Realism in Chinese PaiAting
Arbor (Michigan),1989,20.
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Even if it is not possible to knoexactly whichnaturalphenomena Castiglione

had in mind, the scrollsuggestssome interesting issues. One may infer that
Castiglione prbably painted the sky by using his most recent visual experiences
of sky and sea, such as he may have observed during his long voyage to China,
together with his experiences of making other depictionh@tky. At the

same time, as shown by this paigtiaf the sea, he also followed established

Qing conventions for this type of commissidiiese are best exemplified by an

album of copies of th&huitu(Studies of wat¢r by Ma Yuands (acti

after 1225), executed by Qianlong (fig. 70) who very miikddd and collected
images by the Southe®ong painter (fig. 715°® Two images in particular,
Breezestroked Rpoples on Lake Dongtingnd Surging Véves show renditions
of space and of waves very similar to
Qing commissions, Castiglione combined his European and Chinese painterly
experiences. This transian generated imagery thditted neatly into the
Chinese tradition.

Of course this type of translation was limited by differences that one must
acknowledg. The most important of these is represented by the technical

processes adopted by European painters. Francesco Fulvio Frugonll 6B&)0

writer and pupil of Tesauro, begins to explain thisinDhe d r i t rwhent i Croi

he discusses the similaritiegtween poetry and painting. He states that poetry

Ca

and painting 6both draw before pigments

always, what they draw. They draw what they wish to represent through figures,
they represent through figures what they have pmsad, and they compose
what t he y*®Whanvttraced ireis proper order, this becomes a process
beginning with invention, then follows composition, representation, drawing

and finally paintingThis ordemrepresented the standardrly moderrEuropea

38 Zhang, op. cit, 129The painting by Ma Yuan is an hasdroll composed by twelve sections,
each26.8 x 41.61mages of the hanscroll are in Zhu JiajinTreaures of the Forbidde@ity,
New York,1986, 102103.

%99 . .. ambedue disegnano pr i onacono,easi sempre cidickec a n o ;
disegnano. Disegnano cio, che figurano, figurano cid chgoongono,compongono cid che

i nv e nEregonp dp., cit., 70.
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account for the creation of a paintifd.It is profoundly different from the
Chinese landscape tradition. The monochrome ink technique in general, but also
the use of colours the Chinese traditiorequires a skilled and perceptive use

of brushstrokes without preparatory drawing. This fuses memory and the
senses into an act of immediate creation. In China, unlike in Eutrapeye did

not predominate over the other senses. Anne Bu@kasson has noted in her
discussion of practices of observationssgventeentitentury China, that the
eye was not oO6dissociated from the body,
r ender e &' Thustiseidifierencé between the observer and the landscape
is not pronounced’? In addition, the Chinese landscape fiiath requires a

deep understandingf ink that would have been difficult to attain for a painter
trained to use oil or mimal colours, as Castiglione was. Therefdn@as not as

open to translation as were, for example, those ofliééland portraitwe. This

is probably why there are only a few known landscapes by Castiglione.

$9Seealso Rensselaer Wright Ledt pictura poesis: the humanistic theory of paintitgw

York, 1967, appendix 2, 701.

8L Anne BurkusChasson, ©66Clouds and Mists ®hatadcdmnat
Waterfallon MountLiand practices of obser vArtHisongvo.n t he s e\
XIX, n.2, 1996, 169190, 184.

2See Michael A. Fuller, ©O6Pursuing the Complete
Classical Chinese Image fomime d i #larwar® Journal of Asiatic Studiewol. LI, n. 1,

1993, 523, 16.
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4. Imperial portraits: Castiglione as a courtier

Now | shall explore Castiglionebds proces
Qianlong required Castiglione to becenhis portrait painter already at the
beginning of his reign. In 1736 Castiglione executed the accession portrait
Qianlong Huangdi Chaofuang (fig. 23), and alsathe inaugural portraiof the
Emperor with his eleven consartthe scrollXinxie Zhipingtu (In My Heart
There is the Power to Reigne&ceably fig. 72). Castiglione also painted
subjects of thdengsuhuagenre(genre painting}’> These wergepresentations
of theideal Confucian ruler in which the Emperor is shown as he is involved in
public cereronies and also in more private momenitke fact that there are so
many surviving images of this type of commission shows that, amongst
Castiglionebds technical skill s, it was
drew the greatest approval from his npl patron. Yet fengsushua
commissionsften involveda team of different paintersorking on the same
scroll. In such case€astiglione had always the task of depicting facial and
physical featured’
Here | shall discuss how he reached the best conditfor making a
convincing likeness of his sitter. One must take into account the fact that, in the
imperial environment, Castiglione not only acted as a professional painter but
also as a courtier. The ability to attain and maintain a positive relaifowsth
a person of political or religious authority may be considered as another part of
the early modernp ai nt er 6 s professional formatio
technical training. Once mor e, both Cast

373 Also called fengsu renwu(genre painting).During the Qing dynasty, ne of the most

successful formats fdiengsuhugportraits was theieluo. Thetieluo paintings were genally

executed on paper or strong silk and then glued onto a wall.

374 Evidence for this comesdm the Beijing Palace Archige For example an imperial decree
dated 1762 readsd i n Ti ngbi ao must to do the ,thétmet ch on
Castigione will paint the facéSeeKa Bo Tsang, O0Portraits of Mer i
Examples from the First set C oAmsmAsitimjiepvole d by t h
XLVII, 1992, 69-88, 84.
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the religous education that he would have received from the Jesuits help to
explore this point.

First, it is worthrecallingthat, when Castiglione arrived in China, he had
already worked for patrons who were also rulers. In Portugal Queen Maria Anna

had commissined portraits of her two children, Maria Barbara and P&difto

this, one must add Cast i gutauwhordeswhor el at i o

entrustechim with the important tasks of decorating the church and refectory of

the Jesuit Noviciate in Gea and the chapel of the College in CoimbPd&rom

Castiglioneds perspective his religious

Provincial Rector, were probably not notably different from a monarchical
figure.

Within the Jesuit Order the ideal of therfect courtier was developed in
relation to the idea of obedience)ated tothe most important of the vows that
both Coadjutors and fully Professed Fathers had to take. Performing obedience
was not a spontaneous matter but required one to be predigpaseone had
to have the right skills. For Castiglione, the most important of these skills seems
to have been prudence. This is affirmed in both Italian and Chinese sources. For

example, the JesuNlemoria pstumashowsindubitably that Castiglione was

guided by virtues such as dexterity and prudéite.n addi ti on, Qi an

decree inscribed in Chinese on Castigld.@

ginshen(diligent and prudentj’® Thus both sources link prudence and artistic
application. Dexterity mustusely indicate artistic ability andinshenis formed

by qin, diligent, industrious, anghen beingcautious The point made in both
sources, then, is that Castiglione performed his tasks of painting with care and
diligence. It is worth pointing out hetbdat similar considerations of prudence

and diligence may be found in an imperial decree proclaiming the promotion of

the painter I gnace Sichelbart i n 1767,

375 Seepart | of the present thesis2.

S®Formyanalyss o f Ca Porfuguésé comneis8isn see part 120123.
377 SeeMemoria postumaappendix C, 187197.

378 See thantroductionof the present thesis, 2.
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decree strongly suggests, even after his death, Castigtiontinued to serve the
Emperor of China as an example of the virtuous court painter:
February 26 1767. The Emperanengdecr eed
(Ignace Sichelbart) has served in the Inner Court. He is diligent and
prudent. We order that follamg the example of Lang Shiting he be
awarded the title of Df°rector of the F
Being an exemplar of virtue was actually something that the Jesuit Order
expected of its members. This is evident from the second section of the triennial
catalgues, evaluations of each individual Jesuit to be composed by the
Provincial Fathers and then sent to their General in Rome. Here, the basic
characteristics of each Jesuits were evaluated following four specifications:
ingenium iudicium, prudentia naturdis complexio Here, prudence,
discernment and wit are grouped togetiér.
I n the making of i mperi al portraits,
considered to be an essential rather than peripheral skill. Prudence would have
helped Castiglione to gain theust of the Emperor Qianlong; it would have
helped the painter to observe proper conduct while working with his patron and
to understand the limits of pictorial representation, both as according to the

Emper orsdasd theaegidtirgy iconographic candil.The Emperors of

3 Fy Lo-shu A documentary chronicle of SiWestern relations (1644820), Tucson
(Arizona)
1966,2 vols.vol. II, 555.
380 Naturalis complexiorefers to individual temperament (complexion). As a response, the
ProvincialFather could choose between three typolodmsperataflegmaticaandsanguinea
Unfortunately, | have not found any triennial catgues related to Castiglione. Thaly
evi dence o nper€oma ¢chararteristesmisirdtBatalogus Sociorum Vice Provinciae
Sinensis Her e C gbysidalgstate reseid described agood ponag in 1741 and
weak @ebileg in 1751,1754 and 17555ee ARSIJap. Sin. 134, Catalog. Breves et Triennales,
1621-1759, Sina436 r, 439 r. From th&emoria postmawe know that this was caused by
gout.
®'There is a range of evidence to prove Qianl on.
portraiture. Apart from the evidence represented by the imperial commissions, Qianlong wrote a
colophon celebrating Castigli esrceg®dd | adiSlpirtiyn.g TPplreias
messaged (Tieluojink and eolodr gyn sidk, 1728/88.8 x 40.8 cm, Palace Museum,
Beijing), representing the young prince tyhi, the future Qianlong, with his father Yongzheng.
The hanescroll is a copy of a painting positioned in the Hall of Cultivating the Mind in the
Forbidden City in the Room of thEhr ee Rar i ti es. The colophon wri
death recites: O6Iln portraiture Shining is master



China were certainly concerned that their courtiers behaved properly. This is
evident from a Qing decree describing a lack of prudence in Castiglione.
Castiglione, it seems, had been speculating in the mortgaging of land although
this wasagainst Qing legislatioff Castiglione and the other people involved,
both Europeans and Chinese, were first admonished and then pardoned. Even if
this episode may not seem all that important for exploring artistic matters, it
reveals something of Castigine 6s attitude to being a
certainly did not see himself simply as a humble mission&ith the mortgage
affair, Castiglione made a mistake; he showed a lack of prudence. Even so, in
other matters he was so circumspect that he bedhmemost important
portraiture painter of Qianlong emperor.

This may be explored further through the portr@itanlong Dayuetu
(Qianlong hspecting tharoops tieluo transformed in hanging scrofig. 73).
Regarding the pose of the horse, seemingly nmgpglowly and with one knee
raised, some scholars have tried to find plausible European pictorial sources.
For example, Pamela Kyle Crossley has related the pose to a tradition with its
origins in the Roman equestrian statue of Marcus Aurelius which msaybal
found in the 6éSpanish modeyalsfadeanllyur ed i n
moder n Eur op¥&Aalso, Grosgey suggess further influences from
Spanish and Indian images of St. James. She therefore sees the portrait of
Qi anl ong a she ampowéredcuaiversab ruler,tholding the reins of
orthodoxy, di sinterestedly ridi¥f*g over
Yet this does not at all fit with the conciliatory and emblematic images usually
favoured by both the Jesuit Order and the-@idg emperors. Apart from the
implausible link to the iconography of St. James, | believe that generalisations

whiteheaded one who enters the room today, does nc
Howard Roges quoted in Wuop. cit.,, 224. Alsothere is ananalysis of this paintingind

colophon by Zhu Jiajing Ca s t i Tidluo® a ie @ tsOriantasods,vol. 19, n.11, 1988, 80

83, 80.

%2The decree is iffu, op. cit., 188189

383 pamela Kyle Crossley Translucent Mirror. History and Identity in Qing Imperial Ideology

BerkeleyLos AngelesLondon, 1999, 27278.

% |bid., 279.
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such as those presented by Crossley do not do much to elucidate the models that
Castiglione would draw on when making Chinese imperial imageryeThere,

i n fact, model s that were much more cl
experiences. For the equestrian portrait ofn{@iag, it seems that hdrew on

Ni e u h belgdti®@ 8atavica published in 1688 and well-known across

Europe®®® The book containtwvo prints of the Qing emperoor the First Prince,

first reviewing troops andhen leading mounted troops. The two prints carry

captions in both Dutch and Latidonge Onder Koonig¢dnior Prorex and

Kryghsordre in het marsere@rdo equitantis exercitugJunior Viceroyand

Mounted Troops Exercisefigs. 74-75) . Il n both prints and |
painting the horses have one front kneeirs e d . The capsti ons ol
images explain what this pose means: it marks the role of the emperor as
supreme milt ary commander . I n Castiglioneods
from Qi anlongdéds armour and his weapons.
visible on Qianlongds <c¢l othes. Thi s, an
Qianlong as the militant ruleof the Qing Empire. Therefore Castiglione here

usest he horse mainly to indicate the Emper
or straightforward personification of sovereignty.

In contrast, in European equestrian portraits, the pose of the horse
frequently arries a great deal of symbolism in relation to the idea of
sovereignty. This is often conveyed by showing the horse in a rampant pose. For
example, in the engraving by Gabrigldame depicting thMagnifique Entrée
Royale performed in 1660 by Louis XIV dfrance, the horses of the king and
the nobles close to him are all in the rampant pige 76).3%° In this case the

%85| egatio Batavica ad Magnum Tartariae Chamum Sungteium, Modernum|ISipagatorem.
Historiarum narratione, quae legatis in Proviig Quantung, Kiangsi, Nanking, Xantung,
Peking, & Aula Imperatorid ab Anno 1655 ad annum 1657 obtigerunt, ut & ardua Sinensium in
bello Tartarico fortun&, Provinciarum accurata Geographia, urbium delineatione, nec non Artis
et Naturae miraculis ex Animaln, Vegetabilium, Mineralium genere per centum et
quinquaginta aeneas figuras passim illustrata et conscripta vernacule per Joannen Nieyhovium
Amsterdam, 1688The first English edition of this book was published in 1669 with theAitle
Embassy from th&ast India Company of the United Provinces to the Grand Tartar Chan,
Emperor of China

3¢ avalle, op. cit., 113.



pose certainly denotre@anldndgy ¢he nampdne poSes st at
could have no symbolic meanitgcause, traditionally, thegss of his power
were shown by his clothes. Knowing this, Castiglione might well have looked
towards the tradition of book illustrations of China, choosing such examples as
best fitted with the Qing commission and with his personal experience of
looking & the Emperor reviewing the troops. The idea that Qianlong is
portrayed in relation to a specific activity is corroborated by a poem composed
by the Emperor much later, in 1783, which is also the main source for dating the
painting. The poem is entitledarious reflections and accounts of the Xinyamen
Xinggong 6ln the year Wuyan [1758], when t
inspection was executed, [the subject] sat nobly upright in the saddle. Today,
unmourned, he enters the studio andhite-haired, looksat the painting, not
sure who i* The aged Enapgrer 6thus took the portrait to
commemorate himself in a highly specific, youthful and militaristic role.

In terms of the composition, the central figure of the emperor riding the
horse is framed by portion of landscape consisting of three distinct spaces.
These spaces do not precisely coincide with the spatial planes but are
differentiated technically. The first space consists of the lower left corner of the
foreground where there are some plarasied with strong chiaroscuro. Apart
from the Milanese tradition of depicting natural elements, discussed in the
second part of this thesis, this group of plants actually follows a spatial
arrangement typi c apantmds. ICleeshedftenlinsedade 6 s Ge n
certain isolated elements in the left or right foreground or in other corners of
compositions, where most of the central foreground is otherwise given over to
figures. The best examples are the plants in the lower right coriiebafs and
the Angel Christ and the Samaritan ®vhan (figs. 11 and 5) and ifThe
Temptation of Chrisffig. 6). A similar arrangement is visible in ti&upper at

Emmaugfig. 7) where a saddlebag is positioned in the lower right corner.

37 7hu, 1988, op.cit., 82.
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The second space is compridedthe portion of ground where Qianlong
is, together with the landscape in the background. This space is painted in a
Chinese manner with brush strokes in the form of dots or small touches of brush
and it is lit in a uniform mannet2® The third space is éhsky. This is painted in
a European manner identical to that used in the s&isiihg Sun Against
Oceanic y. Laid on with the brushthere is a homogeneous arrangenant
pigment set out to obtain the right blend of colours.

The monumental image of gilong on his horse is not incorporated into
the landscape. Only the solid pose of the horse prevents a radical disjuncture
between the portrait and the landscape. This lack of pictorial connections
between the figure and the landscape is mainly genelgtatie absence of
shadows to connect the horse to the ground. This is also visible in the scroll
Hasake Gongmatu (Kazakhs Iresenting Horses in Tibute, 1759) and in
Shaolutu(Deer Hunting Rtrol, 1740 where the horses are almost entirely
disjointed from heir surroundinggfigs. 77-78). However, in the portrait of
Qianlong on horseback, the disjunction between rider and landscape actually
enlarges the figure of the ruler. In fact, it seems that the Emperor not only
dominates byshowing his military supreneg but also by overriding the entire
pictorial system.

All the various elements that comprise the equestrian portrait of Qianlong
- the technical skills, the symbolism, the verisimilitudéelp to show how
Castiglioneds tr ansItthat Castigliomeaaoulkl énld all | t
of these elements together that meant he could complete ristaskessfully.

In this case the terms fdranslation were easy to reach for Wgl®ne.

Firstly, Castiglione did not need to create for himself a validtext for Qing
symbolism. This had been available for more than a century within the Jesuit

Order and in Europevhere there were fedoubts about the moral validity of

The Chinese 6dot $orginsteddin chlligraphyaandortsistsraj dots and
lines. It is usually usk to depict distant trees, and vegetation. See KwewBia Chinese
Brushwork: Its History, Aesthetics, and Technigudsntclair and London, 1981, 1, 28ee
alsoMai-Mai Sze, op. cit., 94.00.
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Qi ng s over eisyastription inlGr2 ofthe enest im@orbant feature
of imperial symbolism is a good example:
One notices that the imperial arms of the Chinese monarchy are dragons
armed with five claws. In China only what is related to the emperor is
decorated with this type of dragon. The death penalty is assigned for those
who, without fear, will use or take in their houses this insidfitia.
Finally, to accomplish his task successfully, Castiglione only neededn his
eyes towards @wu r t ceremoni al and similar of fi

reviewing of his troops.

%96Si noti pure che | 6ar me nsisigne mel Drdgdne atneatoli a Mo nar
piedi di cinque unghi e: e per ., nella Cina sol
del | 6i mperatore sono freggiate con | 6insegna del
chi ardisse usare, eritenereinsuat¢asal e i nsegnab6, 69.nt orcetta, op.ci



5 Removing shadows: the patronds transl at

amateur and professional painters

After Castiglioneds deat h, Giuseppe Pan.
Qing workshops. He had never met Castiglione but he admired his wolks By
own account, he saw Castiglioneds paint
Beijing and in the Qing workshops. This admiration is expressed in a letter that
Panzi wrote to his teacher, Father Giuseppe Solari. Solari was the teacher of
novices when Pamwas in Genoa, precisely in the place where Castiglione had
decorated the refectory and the chui@Fourteen years later, in a letter sent to
Fathe Solari and Father Bridaulf?anzi observed an interesting fact about
Castiglioneds paintings:
[The Chinese] want paintings without chiaroscuro. In this way the images
are without a sense of volume. Because | am writing about this, | will
report that the Emperor, who profoundly estimated Castiglione for his
paintings, has ordered his Chinese painters to chtomany of
Castiglioneds works. Qi anl ong orderec
shadows necessary for the impression of volume. Your Reverence can
well see and believe, as we believe, that the Chinese painters have
damagedcCast i gl i onverpmuchpai nti ngs
This remarkabl e passage discloses Qianl
paintings even after the | atterds deat h
form of involvement. However, it would be a mistake to consider this attention
simply as an act ofazrection. Shadow was for Castiglione a term of translation
and, once part of a finished Qing scroll, it could beraeslated by the only

person who had participated actively in the first translation. Qianlong was this

390 Epistolae Josephi Panaip.cit., 80.

% vogliono | a pittura senza chiaroscuro, che = =
dir,, che |1 6i mperatore, cho6" afattotitatcae taisuait o Cast i
pittori Cinesi, molte pitture di Castiglione, con ordine imperiale di levare quella foraalulie

che avevano, per il necessario rilievo: vede bene Vostra Reverenza, e crede certo ccimee noi,

essi pittori le hanno guastatelaraent® , i bi d. , November 7, 1791, 134.
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person. One might argue that Qiamdohad ordered his painters to erase
Castiglioneds shadows in order to create
that Castiglioneds pictorial translation
be changed or even deleted without compromising thalactage.

It is not possible to know if this was only a passing whim or whether
Qi anl ong was trying to make Castiglione
court traditions. For e x a&ongredetbrsegah e s hadc
picture that | will disuss presently, do not seem to have been camside
superfluous or dangerous Bgyongzheng®? However, Qianlong might have
wanted to create a stronger coherence across all the images that he had
commissioned. Moreover, within the court canon, shadows wesa as
unfavourable. This was noted by the French Jesuit-Baptiste Joseph de
Grammont in a letter sent to his General on 16 October 1773. Grammont was
deployed in Beijing as mathematician and musician and in the following
passage he reportsonP@nzi act i vi ti es:

About his talent for painting, | will honestly say to Your Reverence that

he is too skilful for this country. For this reason he is trying without

success to adapt to the nationébés tast

and Attiret found ithard. Father Poirot and other painters of ours who

paint without rules learned from masters and without understanding the art

of chiaroscuro, which is like the soul of painting, have adapted without

any difficulty to the Chinese manner. They smer shadws to be like

unshaply and unfavourable blotsyet for Your Reverence there is no

needto be worry. Like Castiglione and Attiret who, after some time and

through many difficulties, athe end were preferred and heitd high

esteem by the emperor, thareawill happen to our Panzi. Because of the

shadows, although it was vemgalistic, the portrait of the r&peror

executed by Panzi the third day after his arrival was not appreciated. This

%2 The shadows of the horses also appear on the preparatory draft to be submitted to the
emperor fenben ink on paper, Metropolitan Museum of Art, New York, illus.). In this case, the
horses are linked tihe grouncby discrete shadows, see fig. 81 of this thesis.
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year he painted a vision of the Prophet Daniel that was reallgepped.

For this reason, we can hope that with the help of God his brush will not

be less useful for our mission than the one of Castiglione, his famous

compatriot’®®
Apart from attesting that in Chinrghadows were consideredlucky elements,
this passagecaptures one of the main points of this thesis. There is a
contradiction in stating that amateur painters, who do not know how to use
shadows, would find it easier to adapt to the Chinese manner while, on the other
hand, professional painters trained macoscuro could noso easily adapt to
and yet these became the most preferred by their patrons, the Qing emperors. So,
how is it possible that in Beijing the most successful court painters from Europe
were the ones who used shadows that were eithertadceplater erased? One
possible answer may be found when we consider the difference between
imitating and creating a paintingt leastfrom the European point of view.
Father Poirot and other amateurs imitated a certain Chinese manner, but
Castiglione ad Panzi needed time to conceive imagery that respected the local
manner without renouncing elements of their own painterly knowledge, such as
chiaroscuro or perspective. They were thoroughly trained to reach these results.
To achieve this, they had to n®wheir Italian use of chiaroscuro into
commissions that required the use of light as preferred at the Qing court. It is
thus obvious that this action is a translation of essential pictorial eleimgnts
without changing tair quality.

M@Quanto al di lui talento per la pittura, io di
bravo per questo paese; e percid stenta egli molto ad accomodarsi al genio di questa gente,

siccome stentaronmolto anche essi i bravissimi Castiglione ed Attiret. Il P. Poirot e quei altri

nostr.i pittori, che dipingono senza regole impar
oscuro che per, =~ come | dani ma mpiufailitpsi tt ur a, e
adattano alla maniera dei Cinesi, ai di cui occhi le ombre nella pittura sono come tante macchie

i nf or mi e disgraziate. M~ stia purobéquieta Vostr

quello loro stentare, furono finalmente dopmmalche tempo stimatissimi e graditissimi

dal |l 61l mper ator e. Cos? sar” il nostro Panzi. A
ritratto, benche somigliantissimo, che fece egl:i
in Pekino. Questo anregli a dipinta una visione del Propheta Daniele, ed € piaciuta assai; onde

Vi - da sperare che con | 6aiuto del Signore il

missione di quello del Celebre Castiglione suo padsé&pistolae Josephi Panzi 1733%, op.

cit., unpagined.
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Grammont considered hi ar oscur o an iindivisible ent
probably because, from a theological perspective, shadows are an opposition to

light. In this way, they become negative elements to be controlled by the holy
disposition. As a result, shadows gigeeater value to the virtuous light that

shows Gododés will. As stated by Bartoli
painting. These come from the malignity of sins well disposed by

Pr ovi &% This ecdncept was reiterated by Leibniz. In writing about

uni ver sal har mony, he affirmed that 60sh
carefully placed di $%onances enhance har
%%6Le Ombre usate con arte dalla pittura, Cio i
Bartoli, 1659, op. cit., volll, 338.

6 Pictura per umbras, harmonia per dRosasconanti as
Assunto,Infinita contemplazione€cGu st o e f i |l osof i, Hapldsel919@agsage opa bar o
from Leibnizds |l ettervoblp6l,ld2hann Friedrich |11l in
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6. TheBaijuntu scroll: how to paint a picture in movement

The scrollBaijuntu (Hundred Horses fig. 79) represents a unique congsion
within Castigli one 6 sForBaijuntis a sciabllpanted c e s s f ul
in full perspective. It shows homogeneity of proportions and consistency in
placing shadows and using chiaroscuro. Yet it is still the product of a translation
on the ével of itsformat, a handcroll. TheBaijuntu handscroll is 94.5 cm

high and 776.2 cm long. Such a length is not uncommon for this format which
allows a private and intimate view. The viewer can unroll, from right to left, the
scroll in his or her handsr instead unroll it on a table. In both cases one still
needs to secure the two extremities with both hands. For this reason the view of
a handscroll consists of a sequence of various pictures that are not still but
flows in front of the eyes. Indeed,is an intimate way of looking at a picture
because the viewer decides the speed and the direction of viewing with the
painting veryclose to her or his eyes. In contrabie vertical scrolls described
above are displayed by showing their entire surfaseally on a wall, and they

can be viewed by more than one gmer, which is not so different from a
painting delimied by a frame. Generally, hasdrolls in which the landscape is
predominant, as in the case B&ijuntu, present a coherent image without
compositional fractures. Nevertheless, if it is divided into sections, any single
section has a certain compositional autonomy. More than just a narrative device,
it is a system that allows the viewer to wander in a pictorial space. Because of
the coherene of the hanécroll, both in the overall view, and in the particular,

i ts i magery may be mer ged into the Vvie
cinematographic experience.

This double coherence may-scileltsf ound i
semipanoramicview of a plane with horses and persons delimited by high
mountains on the horizon is not interrupted by any element. It is a unified view.
If one hypothetically divides the scroll into sections to obtain the average length
displayed during the actual viewt is obvious that each section still maintain
an adequate compositional autonoffig. 80).

This proves that Castiglione accomplished his task successfully. Surely,

for a European paintemakinga handscroll of this length was not an easy task.



First, the painter had to understariek tnature of the new formathé&n during
the execution he had to have considered theigas a wholeiew as well as
the singular views of the scroll.

Moreover, the particular format of tigaijuntu raises other quasns:
how did Castiglione solve the problems encountered in this commission? How
did he prepare the scroll? Fortunately, another {sandll by Castiglione,
owned by the Metropolitan Museum in New York, answers these questions.
This is the preparatory drawg of theBaijuntu; it is almost of the same size, 94
x 789.3 cm, and it is made of ink on papég.(81) From this impressive
preparatory drawing we may suppose that, to solve the problems related to the
overall coherence of the long pictuf@astigliore did not want to divide it into
several drawings. However, the cleanness of the drawing, without any
pentimentg may suggest that this long scroll was only the last of a series of
other preparatory sketches. If this preparatory scroll solved the proldlem o
making a coherent overall view, there still remains the difficulty related to the
coherence of subsections of the picture.

This may be examined further by looking the type of perspective used by
Castiglione in theBaijuntu. He deployed a perspediv system with three
vanishing points that together create diagonal vistas. In this way, the attention of
the viewer is not captivated Wire single vanishing poirtut can follow the
rhythm of the vistas. At the same time every vista delimits a spaceathdie
viewed in its parts as a perfectly coherent scene. To obtain this, Castiglione
placed trees and horses as elements that can either break or enhance the vistas.
However, the horses form an uninterrupted line in front of the observer at any
moment ofthe viewing. To put it differently, any possible portion of the
landscape contains one or more horses.

In viewing the scroll, it is evident that the point of view is slightly elevated.
From right to left, first one will note two pine trees in the foregi in the

place where a diagonal opens the first vista towards the horizon. Close to the
two pines, three horses start the line that forms the herd. Right after the three
animals, in another space in the middle grquinere is another group of horses.
These may be seen as an el ement used
gaze towards the first vanishing point amdparticular towards the horseman

catching an isolated horse. From there, following the flow of the scroll, the

18¢



viewer will move onto thescene in the foreground with the group of horses
galloping, ending with the single horseman who appears behind the little hill.
This figure is in the view generated by the second vanishing point. At the same
ti me, one has bef orheforegnoand.dn gengra,svhenine hor s
the foreground, the horses are used to indicate the flow of the scroll, both
pictorially and mechanicallya s gener ated by the ,viewerd
the fewdepictedtreesfix the diagonal vistas and divide the nars views, such
as the line of trees that delimit the stream of water in the left part of the scroll.
The trunks of these trees are painted in a naturalistic manner, slightly inclined
towards the third vanishing point. Moreover, the stream of water hegeiith
the hildl in the foreground, on which a nh
in the landscape. This has a double function: it creates an intersection between a
view that goes towards the third vanishing point and a view leading towards the
high peaks at the end of the scroll and outside it.

| believe that the perspectival system deployed by Castiglione in the
Baijuntu comes from the early modern tradition of European theatrical images.
This was a welhttested tradition known by most painterspecially those with
skills and commission related tpadratura A few images from this tradition
may clarify my argument. The first is a drawing of a forest made with pencil,
brush and brown inkfi§g. 82) by Giuseppe Galli Bibiena (169%/57), a son of
the aforementioned Ferdinando. Here, the group of trees in the centre of the
drawing divides two vistas with their vanishing points outside the picture
(veduta per angolp from which other vistas and other possible vanishing
points are generated. In paular, this use of perspective allows the creation of
various points of view within the same ingagThis type ofperspective fits
remarkably well with the requirements for a scroll of the dimensions of the
Baijuntu. Two printed images from the treatifatica di fabricar scene, e
ma c hi ne hy8#liéolo Sablatinr, published in Ravenna in 1638, supply a
more legible explanation of this metht®dThe first is a picture of three streets
with one vanishing point and the second is a picture of threesstrgét three
vanishing pointsf(g. 83). Clearly, the second solution is a division of space
very similar to that deployed by Castiglione in his long hacbll.

3% gee Ferruccio Marotti,o spazio scenico. Teorie e tecniche scenografiche in ltalia daé t -
barocca al settecent®ome, 1974.



Ca s t i gBaijudunaaddis oeuvrein general prove that even when
the work of painteramight be defined by pictorial traditie pertaining to
definite places painters do not learn to paint by usingethbracing concepts
or realities. Instead, they isolate single elements to create painterly fictions of
new realities to fit into new contex Thus, instead of forgetting and destroying,
the painter has the power ti@ansformimages and technique® as to fit with
new commissions.

As | have argued, Castiglione was trained to consider and remember

objects, images and words. In the cultugzce of Milan, his experiences and

memories could have been expanded considerably through a number of sources:

churches, collections, workshops, books, buildings and public events. The
storing of images from these sources was not a simple cataloguing.
Cast gl i onebés training would also have
his own pictorial repertoiteOnce he was in China, he simply continued this

process.
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Conclusions

The main aim of this thesis was to explore the letaotistic and professional
career of Giuseppe Castiglione, which spanne® profoundly different
traditions of painting Accordingly, i n the first pal
position within the Jesuit Order in relation to his professional formator
painter. Was Castiglione missionapy a missionary painter? | believe that |
have answered this question through compelling evidenaely from Jesuit
sources. Castiglione waither of the twoAs proven by his courtly status and
by his activities within the Jesuit Order, he was a professionally trained painter
who served the mission in Beijing mainly by working for the Qing workshops.
Castiglione was not directly involved in missionary activity yet he was fully a
member of the Order.

To develop his point a second aspect needed to be properly explored.

This was the moti vat i ondf CaitigliorneatdoutrK ang x i 6 s
Supported by a brief historitaurvey ofmid-Qing political and cultural policies,

| presented an account of Castigie 6s entrance into the Qi
status as imperial painter.

Having defined these basic points, in the second part of my thesis, |
explored sever al aspects of Castiglione
when writing about a paintefdy queston is not completely rhetorical. Nt
has been charactstic of previous studies isme gl ect of Castiglio
background, in favour of a view throughethienses of religiousistory, or
through those of an undefined sense of dilettamiis The analysis of the
commission at Genodhso ws t hat Casti glouldbonlglbase pai nt e
been developed by a thorough professional training. Moreover, the importance

of the Genoa commissiarertainly liesin the fact that it represents unex@odr
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visual evidenceButi t al so i ndicates that the orig
in Milan. In addition, the pictures fdhe Jesuit noviciate in Genoa evirglells
which are not strictly technical. Il n pai
for fitting his work into the place of display amdto the broaderaims of the
commi ssi on. This is cruci al for our unc
Beijing.

Foll owing this, I explored Castiglioc
To do so | considetk the Milanese canon of painting and | compared
Cast i g Genoarpanrgs with some masters who, | believe, show
important affinities with thepictures for the Jesuit noviciattn particdar, the
paintings for the noviate have important similaritiesith the work of Cerano.
This suggestshat Castiglione was part ofMilanesetradition of painting that
ran from the first half of the seventeenth century to the beginning of the
eighteenth century. Following this thread, | proposed a possible master fo
Castiglione. This is Filippo Abbiati, a painter well grounded in the Milanese
artistic environment and with an active workshop where several painters
oper ated. As | have s howMemorid postdimance fr
corroborates this hypothesis fuet.

In the same sectiohalso looked at one particularly important aspect of
Castiglioneds trai ni ngusefulTpictorml exampdes t he ab
from visual sources such as religious festivals, architecture and other elements
displayed withinthe cultural space of Milan. For this reason, | have emphasized
the relevance of places like tlBacro Monteof Varese or of festivals like the
celebrations of St. Charles Borromeo. | believe that the visual evidence
represented by the commission in Gehdly supports this view.

From the formal type of training, in turn, | extended my exploration of the
practice of gathering visual knowledge to visual elements not strictly included
in the canon of painting that existed i Cast i gl One ofgiesainci t y
reasons for this is that such practices are described in great detail in the artistic
literature of early modern ltaly. To follow this aim, | undertook a short
investigation within the Milanese Vi sue
research has unceked important images for understanding the traininthef
painter. These images, which Castiglione could easily acesesse book

illustrations and objects from the Milanesenderkammeof Manfredo Settala.
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Both of these categories are related to Chimé come with critical features and
contexts that one must acknowledge when studying the artistic relations
between China and Europe.

Shifting my focus from the i mmedi ate
training, in the beginning of the third part | concatgd on the geographical
contextualisation oéarly moderrEuropean imagery of China. There, | tried to
give a clear picture of the relationship between geography and painting and to
explore those elements I mportant for C.
keystone that supports this argument is that perspective could be uaad as
epistemiecognitive model as welas a mere painting technique. Far from
having exhausted the exploration of such vast territory, | simply looked at
perspective as ausefulagenn Casti gl i oneds heacives. My a
was also motivated by textual evideratesingCa st i gl i ondils engag
commissions involvingpecific perspectival techniques. These techniques were
mainly usedfor mural paintings. They entad a working knowledge of
projective geometry which was developed especially by Andrea Pozzo, one of
Castiglionebds artistic model s. Furtherm
perspective might have given Gigtione the possibility ofinking his pictues
to new visual contexts.

By using the textuakources, | discussethe commissions in which
Castiglione had to use a highly specialised knowledge ofqgtio¢ geometry.tl
seems that Castiglione usedstknowledge for mural paintingpmmissions in
Lisbon and also for two Catholic churches in Beijing. In particular, the two
Beijing commissions not only represent an importantpae c t of Castigl
oeuvre butthey are alsoa useful source for enquirinpitot he pai nt er 6s
relatiorship with his spectators, and tm the Chinese reception of images
embodying European techniques and aesthetic viédwsordingly, | have
accounted for this interesting encounter between China and Europe by analysing
briefly the Chines&nowledge of linear perspectiamd by comparing Eopean
and Chinese responses to illusionistic pictures. | believe that a proper
understanding of such responses is a first step towards a fuller comprehension
of Castiglionebds achievements in the | ar
imperial patros. The view that | have developed in this thesis challenges the

idea of hybridisation and adaptationesftpromoted by scholars who attend only
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toCasti gl i one 6% Instead, kproposed tBehidea @ translation as
the main working process adopteyl Castiglione in Beijing.

From this point of view, in the final part | analysed the Qing scrolls that |
consider mo st representative of Casti gl
looking at the paintings, | explained how Castiglione traadldlis knoiedge
of perspectivepf chiaroscuro, of the reflective qualities of surfaces and other
skills to meet his Qing commissions. Bomparison between his Italian
paintings and his Qing scrolls reveals
great detail. Regandg the nort e c hni c al aspects of Casticg
have focused my attention on his capattiyact as a courtier and to deploy
learnt behaviours like obedience and prudence.

The aspiration of this thesis was to offer new insights into a u@idistic
career.lbel i eve t hat Carsotbe dividecoamyenors intwa r e e r
distinct entities one inEurope the other inChina. It must be considered as one
continuous and individuachievement mainly formed by a search for points of
connet i vity. Castigli one 0 san atstig endéaeonrc € s h 0\
was prompted by a professional needin& particular pictures with particular
spaces and spectators. In other words, connectivity was for Castiglione an
endlesseffort to understandhe everchanging frameworks for making and
using pictures. To do so betweivp different artistic contexiastiglione had
to undestand both his technical competence hrglviewer® ¢ o. IStradyxt t
was a heterogeneous and contradictory experiena@rewtulturd analogies
unified different observers, and wherailtural differences created profound
fractures between individuals. For this reason, | believe that in lookiegrigt
modernartistic interrelations between Europe and Chore must exploréhe
moving boundaries between individual and collective spaces, body and intellect,
curiosity and indifference. In turn, it might be possible to discover the effects
thatsuch boundaries had and have on the use of pictures.

Castiglionedss trlaats| at ipoani ns$leo W s i ndi
composed by the way in which he manages his skills in relation to the nature of
the commission. Th&dea of translation also proves that Castiglione and his
patrons together made pictures that they did not considwids but, rather,

397 See my introduction,-9.
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perfectly homogeneous in their functions and style. Regarding works of art that
straddle the two cultural spheres of China and Europe, transttarid make
art historians reject the easest dichotomy that posits two fixed styles as
representative of two different artistic cultures. Instead, we need to look at the
history of how certain artistic skills were used and combined by artists, patrons
or collectors.

From the concept of translatonitsbvi ous that a painter
manner cannot be used to compare two cultures. The individual manner is
indeed influenced by the culture in which it was developed but it is not
reducible to it. An artist like Castiglione is in a peculiar position: he used what
he had learnt in Italy togint in China. His Western skills are essential for
understanding his entire career but they are useless if one wishes to compare
two entire artistic cultures, the ltalian and the Chindgsgeom Casti gl i one
translation,nsteadone may start to considertigtic encounters between China
and Europe from a different perspective. This perspective uses the individual
manners of theicture makersboth artists and patrons, as the basic terms of
analysis. It is a way of giving life to objects that allows udraw links between

the past and thgresentand between individuals and cultures.
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Appendices

Appendix A
Matteo Ripa toGeneral Secretary Monsignor Silvio de Cavaliéiichivio di

Propaganda FideScritture riferite neicongressii Indie Orientali, Cina,
Miscellanea 17,.f17.

Non | ascino doéinviare alcun virtuoso. Un
sapesse smaldare galanterie dbéor o, doéar
Chirurgo et un buon Pittore, specialmente fasse ritrattista, e sapesse di

prospettive ched6 quello.che pi%¥ qui sti

Appendix B

Two letters by Antonio De Payra to the Jesuit General Michelangelo Tamburini:
ARSI, Goa 9, volll, f£.500 r/v., April 18 1713;ARSI, Goa 9yol. II, f. 501 v,
August 26, 1713.

1.
€ Frater Josephus Castillone ex longo tempore designatus ad Sinas, etiam
iturus erd hoc anno cum aliis sed man€ibnimbricae culpa P. Rectoris illius

Collegii; qui a me apto tempore monitus ut dictum fratrem huc reetittem
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aliis navem ascensurum astute illum detinuit ut absolveret quasdam picturas ab
eo incoeptas in Sacello dicti CollegiQuo factum est ut Vice Proviae
Sinicae frustra expendead ducenta prope scuta ad illius comeatum nauticum
insumptum. Quos soptus tenetur solvere ex iustitia Collegium Conimbricense
cum illius Rector causa fuerit ut frustra expenderemiatr.quod Paternitatis
Vestrae brachium impro quae non sinit pauperrimaittam Vice Provinciam

tam grave nocumentum pati. Interim Paternit&strae felicissimam salutem
exopto suamque deprecor mihi impartiam beneditionem et me specialiter
meminerit in suis Sanctis Sacrificiis, quibus me valde commedrdtzrnitatis

VestraegHumillimus in Christo Filius

2.

Fr Josephus Castiglioni hoc anno neit Pechinum ex culpa Patris Rectoris
Corimbricensis qui voluit ut prius absolventur quaedam pictWwaee petit ut
Collegium Corimbricense ex iustitia solveret 200 scuta quae Provincia Sinensis
expendit in preparativis necessariis pro Fr Castiglidriiae perierunt.

Appendix C
Gi useppe CMemoria gostumaautbad snknownARSI, Bras. 28, f.
92 r.Underlining indicategpassages quoted in the main teithis thesis

Memoria postuma Fratris Jospehi Castiglione

Ex iis qui in nostra Provincigivere desierunt maximo luctu clarus est Frater
Josephus Castiglione, vir in quo conditiones et dotes quas in adiutore
domesticae rei requirit societas apprime eminebant; vir quamvis in nostro
ordine in humilem coadiutoris gradum adoptatus, nullisqueatdigosus ornatus,
virtutum tamen magnitudine, ac huius Imperii honoribus, atque dignitatibus
inclitus, vir cuius celebrius est nomen quam ut ulla hominum comendatione
indigeat: vir equidem, sive morum et vitae sanctitas, sive artis suae pictoriae
excellenta spectanda sit, utraque laude floruit inter eximios religiosae virtutis,
et inter praestantissimos artis suae: societatem vero nostram humili suo
adiutoris gradu ita illustravit et rem christianam arte sua adeo promovit, ut
nemo omnium magiskEius virtuem satis, superque aestimare licebit ex eo,

guod non modo inter nostros verum etiam inter Aethnicos amicos institutum
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erat eum Sanctum senem, Sanctum hominem appellare. Hodiernus Imperator
qui in discernendis hominum vitiis ac virtutibus est perquam vsssals,
tantam de illius sanctitate conceperat opinionem ut ambigere coeperit an in orbe
universo reperiri similis possit. Verba illius hic repeto: In Europane reperiuntur
homines tuae artis similes? Respondet Castiglione: Sunt equidem multi. Urget
iterum Et tuae eximiae virtutis parem inveniamne ego?

De eius picturae praestantia unquam de aliquo legi, audivive meritum aliquando
fuisse titulum, hiuc simili, quem Imperator regio penicillo eius picturis
inscripsit = Effectuosus rerum penicillus = scilicéa naturas rerum imitatur
pingendo ut videatur non pingere sed eas efficere. His ergo breviter indicatis,
eius duntaxat vitam per summa capita percurram: nec mihi satis est otii ut
possim longam narrationem atexere.

Non obscuris parentibus natus essf@dione in antigua ac nobili civitate

Mediolanensi die 19 Julii anni 1688 paterna domo educatus, pueriles exegit

annos in iis litteris ac virtutibus, quarum aetas prima capaxAsapictoriae

sub disciplina Magistri, illius aetatis celeberringint sedulo navavit operam, ut

discere docturius videretur. Societatem iniit Genuae anno aetatis suae 19. In

tyrocinio autem uti erat natura docilis, ac pronus ad virtutem, ad eam duntaxat

dirigi, non cogi debuerit. Nondum exacto tyrocinio, missus est Misan

ibique tyrocinium singulari, uti historia illius testatur, vitae cum exemplo,

lequmgue nostrarum observantia absolvit. Postguam se Deo votis simplicibus

obstrinxit, in Corimbricam migrare missus est; guo tempore sacellum

domesticum illius collegii ssi picturis ornavit, tam secunda fama ac tanta

omnium approbatione, ut in nostra etiam aetate nemo est gui non miretur tantae

artis naturam ac praestantiam

Olyssiponem e Conimbrica reversus, navem in Indiam profecturam
ascendit sed vix vela dare coeperatmd adhuc prope in conspectu erat
Olyssiponis, navis in scopos ingressa, nisi Dei benignitate ereptus, certo
naufragio periret; sed post sexcenta maris pericula, Deo propitio, Goamtandem,
Indiarum caput, pervenit. Ibi, dum opportunitatem in Sinus quo kura Wfota
ferebant, proficiscendi, praestolatur, vires reficit, ac novis virtutum exercitiis ad
difficilem periculosamque navigationem se accingit. Jam navis erat in procinctu,
cum tot tantaeque navigandi suboriuntur difficultates, ut penes solvendi spes

nulla jam adesset. Sed Castiglione qui usu ipso et patientia occoluerat, ad
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omnem maris hominumque acerbitatem, omnes illas difficultates quae
Procuratoribus nostris maximae videbantur, Divina pavente clementia vicit, ac
secunda navigatione Macaum appulg diJiulii 1715. Ad petitionem Magnatis

qui issu Imperatoris eum Pekinum ducere deberet non sine peculiari Numinis
providentia Macai aliquantulum est moratus: in ipso enim tempore disensiones
inter Genuensem et Senatores illius urbis exortas sedavit, eeqstpiinae
amicitiae restituit.

Pekinum nordum pervenerat, iam eius fama ad aures Imperatoris KanXi

pervenerat, ac impatiens avidusque expectabat atque volebat suismet oculis

videre tantae artis peritiam. Ubi ac urbem intravit quin ad nostros diverteret,

illico ad se adduci iubet. Nec mora: ab illo petit an aviculam quando depingeret.

Paruit ille et tam felici artis suae eventu, ut Imperator haesitare coepit viva an

picta foret. Ne ergo popul ares suos frau

unius maus occluderet, discipulos legit Castiglionemgue picturae praefacit.

Hanc Praefecturam, quae raro sine aliorum offensa exercetur, per quadraginta et
amplius annos tanta dexteritate ac prudentia tractavit Castiglione, ut
offendiundum ulli non modo non prasdrit, immo omnium benevolentiam ita
captaverit, ut ad difficultates tot quot tribunali illi operam dabant ad illum
tamquam ad Patrem occurrerent.

Evivis sublatis Imperatoribus Kan Xi et Yum Chim, tronum ascendit Kien
Lum qui Castiglione peculiari amore aeeluti filiali affectu a puero
prosequebatur; nec patiebatur videre emeritam Castiglione senectutem nullis
dignitatibus ornatam; eis de causis eum in Magnatum Ordinem cooptare
decreverat. Rumor iste urbe tota adeo invalescebat, ut multi rem pro confecta
haberent, ac Castiglione aperte congratularentur. At bonus senex qui eiusmodi
dignitates, utpote odiosas Ordini nostro, a suaque humilitate alienas, perhorrebat
totus profusus in lacrimas, a Deo media quibus ad eas viam occludat enixe orat
efflagitatque. Dam igitur suum perpendit quo modo sine tanti Principis
offendiendo eas deflectare valeat, inusitatam in vultu praefert maestitiam, qua
amicis indicium facit perquam invitus sit illas accepturus: nec hoc latuit
Imperatorem qui, ne illum cui placere desidecantristaret, decretum suum,
quod raro fit, revocavit. Vincit tandem Castiglione humilitas: ceterum cum
honores suam semper naturam sequantur ac retineant, fugientemque

prosequantur, effugere tamen eos quos urbanitas et gratitudo acceptare suadebat
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haud quaquam potuit. Donavit illi Imperator proprium birretum quod donum
adeo rarissimum est ut vix intra annorum saecula semel audiatur ab Imperatore
ulli fieri. Sed bonus frater honore illo ac dignitate adeo parce est usus, ut non
nisi festis diebus Imperater illo tectus in publicum prodiret. Praeterea cum
dolores podagrae ita acerrime illum cruciarent, ut non nisi maximo dolore ac
difficultate intrare posset in Palatium, decretavit Imperator ut ritu Regulorum
intra moenia Palatii equitaret. Et si bonus eserpro eo eximio honore ac
beneficio ingentes agerit gratias Imperatori, eo tamen privilegio uti non est
ausus. Hanc renitentiam humilitati Castiglione attribuit Imperator; ideoque non
ut oboediat urget sed summa erga Senem benevolentia amice monetugjadetq
ut velit pro comoditate sua equitare. His duplicatis beneficiis devictus Senex, ne
inurbana duritia ac contumacia offensionem daret monenti, bis tantum equitavit
ad id excusationem afferensiscommodius infirmitatique suaalubrius fore
deambulare paus quam equitaré&Sed cum honores et dignitates adeo importune
eum sequebantur, ut Imperatoris mater etiam vellet inter Magnates adoptatum,
idque filio petiit ac demum oboedientiae lex eum coegit acceptare, horrorem
illum vicit ut moderatoribus suis past. Caeterum sibi adeo strictas instituit
leges ut dignitate sua umquam committeret quod quisquam gravate ferret eius
imperium, et illud in suo dominatu praecipuum atque unice expetendum putabat,
in ferendis muneribus praeire caeteris constanter dehemgus modestia, et
exemplo potius quam auctoritate gubernare oporteret. Quod reliquum vitae
tempus habuit in picturae atque Architecturae negotiis sedulo impendit,
particeps semper laborum ac curarum omnium quae in iis maxime temporibus
inciderunt.

Benefcia atque amoris signa, quibus eum Imperator affecit tam multa
sunt ut omnia amplecti longa narratione opus esset. Tanta solicitudine eius
salutem ac comoditatem curabat ac si parentis sui valetudinem tractaret.
Medicos, quibus utebatur ad eum mittebat;div@mina omnia ex Regia
Farmacopea mittebat. Si quandoquidem in Palatio eum non videbat adeo
irrequieta cura de illo inquirebat ut haut obscure indicaret quantam sibi
molestiam afferret eius absentiae causa: hins ut quamprimum convaleret,
medicinam jinsem praetiosissimam illi saepe donabat: multaeties illum

hortabatur ut domi quiesceret viresque attritas reficeret.
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Denique, ut omnia paucis amplectar, quidquid filialis pietas erga parentes
ac officiosa amicitia erga amicos excogitare solet, id totum satgm@perator
erga suum charum Castiglione. Eius septuagesimum aetatis annum summa
beneficentia, Regiaque liberalitate ac maximo honore celebravit et quod caput
est cum sciret ea quae fragili hominum memoriae comendantur facilius
corrumpi quam quae scriptrmandantur, proprio penicillo eius laudes scripsit.
Octogesimum quoque aetatis illius decreverat celebraturum: sed Divina Bonitas
prius eum ad premium suorum laborum evocavit, ac die 16 Julii anni 1766 e
vivis discessit. Admonitus a medicis de eius motie/@rus ac sincerus amicus
eum universa aula condoluit his verbis: Dolendum, dolendum sane, quod
praestanti viro privamur! Praeterea tamquam si pristina beneficia imparia forent
tanti viri meritis, denuo inter Magnates secundi ordinis eum cooptavit ac
primario huius aulae tribunali praefecit: virtutes eius honorificentissimo elogio
extolit et tandem pro funeris expensis trecenta scuta elargitur.

Castiglione mors ab omnibus complorata, tamgquam maxima totius
Provinciae iactura: in illo quippe nostrorum Giianorumque spes nitebatur ut
si quae exorirentur difficultates, illius authoritate ac precibus evanuissent: in
comuni vero maerore nobis solatiae sunt eximiae eius virtutes quas nobis ad
perpetuum excitamentum reliquit. Nutus maiorum ut leges observabat,
praevertebatque. Nulla illi potior cura quam ut Deo ac moderatoribus suis,
quippe Dei vicariam potestatem habentibus, satisfacBeetpertatem colebat
tam arcte ut nihil daret acceptaretve quin ad id, toties quoties id acciderit,
suorum moderatorum comsm impetraretur. Castitatem incredibili cura ac
prope superstitiose custodiebat; senex aetatis decrepitae tot pugnis et victoris
clarus sensus suos tam severa lege fraenabat ut umquam quidquam laxari illis
permiserit: locutiones umbram duntaxat impuidtatinvolventes summa
diligenti a amobsgcaednittts flagifiaireferemtes lede humqguam
est ausud.egum nostrarum observantia adeo in illo exacta ad normam mentis S.
Parentis, ut multi dicere solerent si quo interiret casu in Castiglioeeieaga.
Animi perturbationes atque illam praesertim quae praestantibus in aliqua arte
viris gloriolae beneficio insidiatur, ita subegerat, ut fateretur se capere non posse
ut quisquam propriis laudibus delectaretur. Quamvis per tot annos versaretur in
aula, de spiritu tamen aulico, quidguam umquam traxit: non adulatione inflatus,

non dignitatum aut commodorum illecebra tactus: a simulatione prorsus alienus:
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imo uti erat natura ipsa candidus, et ingenuus, animi sui sensus ita solebat sine
ambagibus explicar ut ab eo fraudem metueret nemo, nemo eius qualecumque
vocem haberet suspectam. Nullus vidit eum aliquando otiosum: quod rebus
gerendis supererat temporis aut contemplationi rerum caelestium, aut precibus
fundendis impendebat Totus Deo et suo humerbdde per raro diverticulum

aliquod appetebat aut quaereldggotia quae ad Numinis gloriam hominumque

salutem non pertinerent, penitus negligebat. Sensus fraenabat ciliciis, flagellis,

jejuniis, et invicta rerum molestarum patientia, quibus corpus suum in

servitutem redigebat. Unus, qui per quindecim annos intime cum illo tractavit,

asserebat nihil in illo notatum ungquam esse quod reprehendi posset: nihil

mutilum, nihil manchum, nihil imo quod ad solidae virtutis normam non

exactum: non impetum animi, afiem repentinum quod a virtute deflecteret.

Ea quae ad confessionem afferebat crimina erant eiusmodi ut vix sacerdos

materiam aptam absolutionis inveniret. In morbo extremo qui decem et octo dies

tenuit de suo obitu uti de re quadam iucunda ac porro sgitaf loquebatur;

nec ungquam esse sui compos desit. Primam, uti creditur, innocentiam, cum

pervulgata et publica non usitatae virtutis opinione tumulo intulit.

English translation of the Memoria postuma

Among those who passed away with great mourimiraur Provinceone should
mention the wetknown Brothe Castiglione He was greatly endowed with all
those qualities that our Society appreciates in a brother coadjutor. Though he
worked in our Society in the humble rank of coadjutor without any haaorif
titles, he was nevertheless renowned for his great virtues as well as for the
appreciation and honours gtad to him by the Emperor. His name is so
celebrated that it is beyond human praise. He was certainly admired both for his
saintly life and moralsnd for the excellence of his pictorial art and therefore
celebrated by highly religious men as well as by excellent painters. He so well
represented our Society as a humble domestic servant and so well promoted
Christianity by his art that nobody elsel di better.

By all means, we can hold him in esteem for his virtues: in fact he was

call ed oO0hol y mayoburlwoatherdds wdll gs by native frieads.6 b
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The present Emperor who is so clever in
had so highan opinion of his piety that he believed that a similar man could
not be found alll over the worl d. One <can
there in Europesuche x cel | ent artists as you are?¢
replied: 0There ®&raekmdmye IEmpeedd. pArdsi
would I find one as virtuous as you are?

As to the excellence of his art | never read or heard of any painter on
whose paintings the Emperor wrote with
creator of t hiaisegcsiriicateghatde wasso goodoaf imifating
nature that he didot seem to paint things, rather to create them. Having said
that, | will give you a brief summary of his life since | have not enough time for
a long narration.

Castiglione was born ithe noble and ancient city of Milanto a welk
known family on 19 July 1688. He was brought up in the paternal home. In his
childhood he received an education which was focused on literary studies and
on the practice of those virtues that children caarneHe was so keen on
practicing painting under the guidance of a master who was most celebrated in
that age that he showed great skill in learning theHatentered the Society of
Jesus in Genoa when he was 19.
During his novicate he was so obedieamnd gooehearted that he did

not need to learn any virtues, rather just to be led to them. When he was sent to
the Mission he finished the part of the noviciate that he had not completed
before. As we can see from his life, he was an example of rare amtbalways
respectful of the laws of the Society of Jesus. After taking the simple vows he
was sent to Coimbra where he painted the domestic chapel of the Jesuit College.
He was greatly admired for that work and gdiggeatfame for it. Today there
is noone who does not admire the nature and beauty of his great art.

He left Coimbra for Lisbon where he sailed for Indimfortunatelythe
ship, soon aftent had left the harbouand Lisbon could still be seen, crashed
into some rocks and Castiglione syrel woul d have died i f God
snatched him from the wreck. Anyway, after many perilous adventures on sea,
thanks to God, he landed @ba, the capital city in India. Herke was offered
the opportunity to sail for China, which was his great réedie regained his

strength ad prepared himself by renewedaercises of virtue to undertake the
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hard and dangerous navigation. The ship was just lgaviten obstacles arose

regarding such a lengthy voyatfeat there was no more hope for sailing. But

Cag i gl i one was wused to human and natur al
overcame even these difficultigbat had seemed insuperable to our $opg

and after a happy journdae reached Macao on the first of July, 1715.

He was askedy the Mandarin wb had to take him to Beijing according
to the Emper or dysatMagasforsame time and thisevdidb st a
not occur without particular intervention ofoly Providence; in fact in those
days he [Castiglione] loathe opportunity to settlsomequarrelsthat hadrisen
between the Genoese and teaisr members of the community of Macao and
he brought them bacto be ongood terms.

As soon as Castiglione arrived in Beijing, his fame reached the ears of
Emperor Kangxi who was waiting for him veryppatiently because he wanted
to see with his own eyes all this bravura. Once in the city, the Emperor ordered
Castiglione to be conducted to him even before he had met our people [the
Jesuit missionaries]. Without preambles the Emperor asked Castigliqaent
a bird. Castiglione obeyed and he did it so skilfully that the Emperor was
wondering whether the bird was alive or painted. In order not to defraud his
people[probably referringo those working irthe Imperial painting workshops]
and to have a ride art practised by a uniquely skilful artist, the Emperor chose
a few disciples and appointed Castiglione as their master. He led the workshop
with so much skill and sensibility for more than forty years that no disciples
ever felt hurt by him, which issually hard to avoid. Wit is more, he was so
esteemedy his disciples thatwhen in difficulties they referred to him like a
father.

After the reigns of Kanxi and¥onzheng, Qianlong ascended the throne.
Since he was a child he was an admirer of Castigland developed a great
love and filial affection for him. As soon as he became the Emperor, he could
not stand the fact that the worthy old man did not have any honours so he
decreed that he would enter the order of Mandarins. As the news was rapidly
spreading over the city, a lot of pele started to congratulatém openly on
what they thought was a settled fact, b thrtuous old man abhorred these
kinds of honours which arealien to our Society and incompatible with his

humility, and prayed Godith many tears to show him the way to avoid them.
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So while asking God for what he had to do to avoid those honours with no
offence for such a prince, he looked unusually sad so that his friends took it as a
clear sgn of his unwillingness to accept suctavour: a clear sign indeed also

for the Emperor who, as he dimdt want to afflict the very person he wanted to

gratify, recalled the decree, somethimghi ch r arely happens.

humility had prevailed. There were other honours, which were alatur
consequences of his nature and behavipamd these werehaunting him
constantly. Among those he could not avpigtre] the ones that his politeness
and gratitude persuaded him to accept. The Emperor gave Castiglione his cap as
a preseh Such an evdris so rare that no one in the course of the centuries ever
heardof the Emperor givingomeone his cap as a present; our good brother was
SO sober in wearing that dignified present, that he did not wear it in public
except during the celebrations for tRgnperor. Moreover since Castiglione
seriously suffered frorgoutand got into the Imperial Palace with great pain and
difficulty, the Emperor decreed that he would enter the Palace on horseback
according to the Palace Rules for princes. The good old imankeéd the

Emperor very much for the eminent and dignified honour and benefit but did not

dare to use it. The Emperor i mputed such

he did not force him to obey, but tried to persuade hith great regard and
benevoénceto go on horseback any time he thought it was for his greater
comfat and convenience. Castiglione was won otwice to acceptgiven
honour and not wanting to offendhe Emperor with his impolite sevriand
indifference, accepted rde just twiceand then apologizedjiving the reason

that it was healthier to walk rather thenride to cure his infirmities. Honours

and benefits greatly haunted himo much t hat even the
asked her son to accept Castiglione among the Nobles.yHmealWas forced to
consent by the law of obedience, in fact he had to overcome the repulsion for
honours in order to obey his Superiors. Furthermore he lived by very strict rules
and never required from his disciples anything too hard to accomplish,hising
prestige. He believed it was uniquely and particularly requested by him as a
master always to do his own duty first and then expect it fh@rothers and to
leadwith modesty and good batiour more than with authority. Hspent the

rest if his life n executing pictorial and architectural works with great

earnestnesslways sharing all the difficulties and cares of our times. He was
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given so many favours argignsof love by the Emperor that a long account
would be needed to lighem all.

The Empeor used to care for Castiglioneo:
samesolicitude he would have showar a member of his family and used to
send him his doctors and all the remedies from the Imperial Pharmacy. When he
did not see him at the Palace, he enguabout him so anxiously that it was
clearthathe suffered from his absence aad soon as Castiglione recoveriee
gave him the precious medicine call@tseng Frequently he exhorted him to
stay at home in order twuild up his weakening strength

Finally, to summarize all in few words, the Emperor used to do for his dear
friend Castiglione al/l t hat f iallthat| | ove
solicitous friendliness[can devise]f o r friendsb®o happiness.
Casti gl i tethditthslay svithweryngreat humiy royal munificence
and the greatest honours and what is more, sheeknew that what is
committedto the frail human memory is more easily corrupted than what is
committed to written words, he wrote the praisesiof with his royal brush. He
also had decreed celebrations liig eighti¢h birthday, but Divine Providence
designed to call him earlier from this world reeceivethe prize for his labours
and he passed away the 16 of July, 1T8@er being] informed bythe doctors
about Cast itheEmpemrasé srue drel aincére frieddmented the
losswiththewvh ol e court wi tréallyhavaetodamenhe loss ef: 6 We
such a woThdnhag thaughrhé previous favours wieadequate for
the virtues of such a man, he inscribed him in the second ofdiae Notables
[Mandaring and, presiding at the supreme triburked,exalted his virtues with a
very honorific discourse and liberally gave three hundedafor the funeral.

Ca st i gdeathomasgererally lamented as a misfortune for the whole
province since Christian hope lived in him so evidently that difficulties seemed
to vanish thanks to his authority and prayers. In our common grief we can find
much consolation in the high virtutsat he left us as a constant spur. He used to
ful fil t he e icigate thend Hendid Indt care &amythingeelsd but
to please God and his own spiritual fatheass Goddés vi car s. He
poverty so strictly that he rarely gave or acedpanything from anyone and
when he did it, it was with hisitbuperior

incredible care and some superstitidthen very old and illustrious afteso
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many struggles and victories, he was still keeping his sensesatechiand did
not let them relax for any reason. He avoided all expressions containing even the
smallest hint of impurity. He never dared to read books in which he might find
shameful obscenities. In the observation of the laws of our Society he so
perfecty adhered to the principledf our Patron Saint that it was generally said
that in the case our Rule was lpst could be found in him. He so much
controlled his emotions, mostihdt perturbation that usually sedumecellent
artists with the hope of aze small glory, that he confessed he could not stand
those who took pleasure in being ped. Though he had frequentdue
Imperial Palace for so long, there was nothing of the court spiritrirak he did
not swell up by adulation or wasaptued by theseductionof honours and
benefits and he was completely alien to falsehételwas pure and ingenuous
by nature and used to shadvis feelings without ambiguity so that no one feared
to be deceived dio hear an ambiguowsord from his mouth. No one eveavs
him inactve as he used his spare tinmemeditating on heavenly things or in
praying. All in him was for God and His love, so he rarely desired or looked for
distractions of any kind.

In all his life he showed no interest in situations not involvirggglory of
God or the welfare of others. He kept his senses subdued byldtas,
flagellations and fasts, thus having his body enslaved by the endurance of pain.
A man who had known him personally for fifteen years testified that there was
nothing reprlensible in him, nothing imperfect, everything about him was
perfect according to the rule of a firm virtue, no feeling or rapture of the soul
was detached from virtue. What he would confess as a mortal sin was hardly
considered blameworthy by his confess&/hen his life was coming to a close
over the last eighteen days of his illness, he was talking of his death like a happy,
even desirable event. He never lost consciousness. Until his death he was pure
and innocent and the fame of his rare virtues spegadywhere.

Appendix D

Casti gl i osgned By the arisg the Vice General Father Giovanni
Suarez and theGeneral Michelangelo TamburilfARSI, Ad Gradum Admissi
15411773 Juxta Formulas Votorum in Arsi Asservatalsus24, Ass. Lusit.
Coad. Spit. 17061768(Listed in alphabetical order).
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Ego Joseph Castiglione promitto Onnipotenti Deo, coram eius Virgine Matre, et
tota coelesti curia, et tibi Reverendo Patisejtho Suarez Societatis lesu, vice
F.R.P. Michaelis Angeli Tamburini Praeposti Getlier Societatis lesu, et
Successorum eius locum Dei tenenti, perpetua Pauperitatem, Castitatem, et
Obedenciam, juxta modum, in litteris Apostolicis et Constitutionibus dictae
Societatis expressuniekini in Ecclesia Collegii Societatis lesu die octavo
Decenbris anno Millesimo S&ingentesimo vigesimo Secundo.

Appendix E
Castiglione tahe Jesuit General Michelangélamburini,ARSI, Jap. Sin.184,
ff. 37r/v 38r/v.

14 ottobre 1729. Pekino. Al Molto Reverendissimo in Cristo Nostro Padre.

Con umile e filale confidenza mi pongo ai piedi di V.P. baciandoli con
quell'affetto e sinceritd che richiede l'umile stato di un minimo [Temporal
Coadjutor], e inutile ma fortunato figlio di V.P. leri con singolar mia
consolatione, e con interno rispetto, e riverenzavetti bencheé indegna una
memoria di V.P., con la quale s'invigori un poco I'anima mia, nel divino servitio.
Ringratio umilmente V.P. di questo conforto, poiché i deboli come io I'hanno di
bisogno, io non saprd con parole ringratiare a bastanza il patemmare di

V.P., ma La ringratio ben si, con sospiri e lagrime di tenerezza, e di filiale
sommissione, e rispetto all P.V., riconoscendomi indegno di un tale sollazzo.
Ma in ottima occasione mi invio il Signore Iddio questo soglievo di V.P.,
poiché stavattualmente considerando tra me stesso (con alcun timore e rossore)
come havevo di proporre a V.P. una piccola idea, che mi occorse, ma vedendo
la benignita di V.P., presi cuore per proporre con maggiore confidenza e
sommissione a V.P. la seguente supplipai che havendomi Dio Nostro
Signore per sua bonta dato alcun desiderio di evitare l'otio desiderarebbi di
impiegare quel tempo che mi avanza delle occupationi precise in qualche cosa
degna di qualche lode, la quale fusse d'alcuna gloria d'Dio, utilitpuabta
missione, e d'alcun piccolo credito della Compagnia. Stando in questo pensiero
mi occorse che il nostro Fretto Andrea Pozzo di felice memoria imprimi con

credito della Compagnia e pubblica utilita i due tomi di prospettiva
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[Perspectiva pictorum architectorun), non meno celebri che ammirabili, e
ancor che io povero e inutile non arrivi ad essere degno discepolo di tal Fretto, e
che considerando la mia poca abilita tenga motivo di timere e d'abbatermi
d'animo, con tutto animato della Bonta @io e confidato nel patrocinio di
Maria Santissima, e del suo Sposo, e nostro protettore S.Giuseppe, volentieri
apro il mio cuore a V.P. con quella indifferenza che mi & possibile conforme le
nostre regole, ma se questa mia piccola idea parra a V.P. un gpaogesito,
lascero (col favore d'Dio) ogni impresa come se mai mi fusse occorsa. E cossi
propongo a V.P., come per il decorso de varii anni feci varie opere di pittura
(benche di poco valore) delle quali mi restarono i disegni con i quali mi pare
che si ptrebbero intagliare rami, e imprimersi imagini per utilita di questa
Missione, e poi doppo con le dette immagini formare un libro, il quale servisse
in Europa d'alcun aiuto a principianti nel arte della pittura, con acrescervi (se
cossi mi parra convenit) alcuni consilii, e documenti della medesima arte.
Ma come per fare quest'operetta si richiede la mano di un buono intagliatore in
rame, proposi questa piccola idea al nostro Fretto Ferdinando Moggi (che di
presente risiede in questa Residenza) il qeale molto affetto si offeri per
abbracciare questo lavoro, essendovi pero il beneplacito de Superiori e
veramente mi sarebbe di molta consolatione se in questa piccola opera non
entrasse nissiun esterno, ma fusse fatta solo de due Fretti della Comeagnia,
guesto medesimo (a mio parere) sarebbe d'edificazione a secolari d'Europa di
vedere che non stiamo qui otiosi, e che ci profittiamo di tutto quel tempo che
potiamo, a gloria d'Dio e questo medesimo si spiegara nel medesimo libro. Se
poi Dio Nostro Signae (col beneplacito di V.P.) ci concedera gratia di
terminare questa piccola fatica, e quella riuscire d'alcuna accettatione, e habbia
qualche esito (come spero nel Signore, poiché credo che sara cosa alquanto
utile e dilettevole, e se non questo almenaqdalche divotione, e d'alcuna
novita in Europa) la nostra intentione dico poi, de ambidue, sarebbe d'applicare
il lucro della detta opera, in alcun opera pia, in benefitio di questa Missione,
ripartendo il detto lucro per la meta di sorte che ciaschedenwiddue Fretti
possa (con licenza di V.P.) applicare la detta meta in quello che avera maggiore
divotione in bene della Missione. Intorno poi alle spese del detto libro, mi

aiutaro della limosina, della congrua di mio uso, ancorche io veda, che quella



cetamente non bastara, a cagione d'altre precise necessita, ma in tal caso poi
ricorrer0 ai Superiori, 0 ad altri nostri, e se sara necessario, spero che Dio
Nostro Signore mi dara animo di ricorrere ancora a V.P., gia che per mia
fortuna tengo tal Padre,sono (benché indegno) figlio di tal Madre. La sudetta
idea e supplica manifestai gia al P. Vis Ignatio Kegler, al P. Prov. Giovanni
Duarte e al suo successore il P. Andrea Pereyra, come ancora il P.Superiore
Domenico Pinheiro, i quali con paternale amammuirono a questa petitione
con segni di speciale consolatione. Questa piccola opera, inclinano questi
Superiori, con molto mio gusto, e consolatione, che io la dedichi a Sua Maesta
il Re di Portogallo[Ferdinando I). Circa poi al esame del detto libro
suppongo, che i Superiori di qua hanno gia l'autorita per rivederlo e esaminarlo.
Questo e quel tanto che umilmente propongo alla P.V. chiedendoli il suo
beneplacito e licenza, se V.P. cossi lo giudica nel Signore, e quando V.P. non lo
giudicasse spedién tanto il Fretto Moggi quanto io ci confirmiamo totalmente
alla dispositione di V.P. Pero se la P.V. si vorra degnare di consolarci, col dilei
consenso, e beneplacito, resteremo ambi due animati e confortati nel Signore
per virtu della Santa ubbidienze, speraremo, che la Sua Divina Maesta ci
concedera vitta, tempo, e salute per poterci impiegare in questa piccola opera in
onore e gloria sua, e quando la divina bonta non lo disponesse cossi sia sempre
fatta la sua santissima volonta. Amen. Umilmentedihi S.Sac. e la Santa e
paternale benedittione di V.P.

Pekino dalla Residenzh S. Giuseppe 14 Ottobre 1729.
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Glossary of Chinese names, titles, and terms

Titles of painthgs and books are in italics

Baijuntu

Bei Tang
Biaozuo
baoyi

bufu

buzi

Celiang Fayi
Chen Mei
Da Qing
Ding Guanpeng
Dong Tang
du

fa
Falangchu
fenben
fengsuhua
guan
guanban
guanxiang
gongbi
gongbi jiehua

gongbi zhongcai

Gouguyi
Haitianxuritu
Hasake Gongmatu
huagao

huahuaren

Huangyu Quanlantu
Huayuanchu
Huazuo

JI

(Hundred Horses172§
(Northern Church)
(Mounting Shop
(Manchubondservants)
(surcoat)
(rank badge)
E (Theory and Methods of Measuyes
(1697%1745)
(Great Clarity)
¢ (active at court between the 1726 and the 1770)
(Eastern Church)
(to read)
(method)
(Enamels Department)
(a draft, a study)
E (genre painting)
(to observe)
(the observation of thehanging of objects)
(the observation of the forms of objects)
(realistic representation of objexts
(realistic representation of objects and
detailed use of brush, ink and pigménts
(realistic representation of objects and use of
vivid colourg
(Explanations of the Triang)e
(Rising Sun Against Oceanic $ky
W (Kazakhs Presenting Horses in Tribute
(apreliminarysketch)
(painter)
(Geographic and Cartographic Atlas
(Painting Academy Office)
(Painting Workshop)
4 (to approach)
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Jiao Bingzhen
jiehua
JiheYuanben

Jin Tingbiao
Juruitu

Jishilu

Kangxi

Kuzhu

Lang Shining
Lidai Minghuayji

Li Boming
Li Madou
Ma Guoxian
Ma Yuan
Minghuang
Mingshi
Nan Tang
Neiwufu
Nian Xiyao
Pan Tingzhang
Qianlong

Qianlong Huangdi
Chaofuxiang

Qianlong Dayuetu

gin

ginshen
Qiuping Xinyu
renwu
Ruyiguan
Shanshuihua
Shaolutu
shen

Sheng

Shi

Shixue
Shixue Jingyun
Shuitu

Siku quanshu
Suichaotu

Taihedian
Tangdai

(active at court from1680 to 1720)
(detailed use of brush, ink and pigments)
(the translation of Euclil Elements of
Geometry
(17571767)
(Assembled Auspicious Objects
(Archives Office?)
( Xuanhui, 16451722)
(Storehouse)
(Giuseppe Castigliond. 6881766
9 (Record of Famous Painters of all the
Dynastie$
# \  (Ferdinando Bonaventura Moggi)
(Matteo Riccj 15521610)
(Matteo Ripa)
(11901224)
(bright yellow)
(Ming History)
M (Southern Church)
N (Imperial Household)
(d.1738)
(Giuseppe Panzil7331812
( Hongli 171311799)

“E (Portrait of Emperor Qianlong in
Formal Court Robg
(Qianlong Inspecting the Troops
N (diligent)
N\ (diligent and prudent)

(figure and genre painting)
(Hall of Fulfilled Wishes)
(landscape painting)
(Deer Hunting Patrol
(cautious)
(living spirit)
(to look at)
(Visual Learning
(Essence of the Science of Vigion
(Studies of Water
(Complete Library of the Four Treasur)es
(The Qianlong Emperor and the Royal
Children)
(Hall of Supreme Harmony)
(active 17071750)
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