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  Abstract 
In the 15th and 16th centuries, Portuguese and Spanish successively opened up 
two trade routes through the Indian Ocean and the Pacific Ocean, establishing the 
Maritime Silk Road from China to Europe and America. Since then, Chinese silk 
has been continuously sold to the West. Although the export volume of silk fa-
brics in the late Ming Dynasty is considerable, many western museums still have 
a certain amount of silk fabrics at that time, due to the lack of source records in 
the collection, it is difficult to trace the origin of their trade, and it is more diffi-
cult to clarify the origin of their varieties, decorative style, transmission path, as 
well as their functions and influence overseas. This paper is based on craftsman-
ship and ornamental styles of silk fabrics in the Ming Dynasty in Western mu-
seums, including Kesi, Zhuang Hua satin, Song brocade and so on, as well as the 
influence of the Ming Dynasty’s policy of tribute on silk trade. The change of the 
form of silk trade in the late Ming Dynasty and the development of Jiangnan silk 
producing areas in China is sorted out. At the same time, this paper aims at clari-
fying the characteristics of culture in visual sense of the main varieties, origin, 
ways of transmission and decorative styles of Chinese export silk fabrics in the 
late Ming Dynasty. In addition, along with the spread of Chinese silk fabrics to 
the west, Chinese weavers began to weave new patterns integrating Chinese and 
Western cultural elements, such as a textile with crowned double headed eagles, 
which created visual symbols with the characteristics of the times, reflecting the 
multidimensional "dialogue" function established by Chinese silk fabrics between 
Chinese and Western cultures, highlighting the era style of globalization and 
communication. 

Keywords 
Globalized communication, Trading of silk fabrics, Culture in visual sense, "Di-
alogue" function 

 
1. Introduction 

Chinese silk has a long history of introduction to Europe, until the 15th century. The silk trade between the two 
areas always relied on Central Asian merchants to carry out, until the Portuguese opened up a new route through 
the Indian Ocean, and provided the Chinese and Western silk trade with a new opportunity. Through this maritime 
silk route, Europe and distant China began a direct silk trade and cultural exchanges. Chinese silk craftsmanship 
has a long history and is extremely rich in varieties and colors, and especially the figured silk process represents the 
highest level of silk craftsmanship. Jiangsu, Zhejiang, Sichuan, Shanxi, Fujian and Guangdong were important 
silk-producing areas during the Ming Dynasty, with Sichuan's Shu brocade, Jiangnan's Song brocade and kesi, Fu-
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jian and Guangdong's Gaiji and Zhang satin, which were representative of silk varieties.  
After the 15th century, the new route was opened up, providing a trade opportunity for the export of Chinese silk. 

Compared with the detailed records of domestic silk in the late Ming Dynasty, the records of exported silk were 
extremely limited, generally in the freight list were recorded as "raw silk, silk or taffeta", etc., whose name was 
general, and were lack of detailed description of the varieties, techniques and colors. In addition to the Ming Dy-
nasty's consistent policy of tribute, foreigners' activities in China were severely restricted, so how silk was shipped 
overseas from different regions, and what the applications, functions, and social roles of Chinese silk abroad were, 
are far from clear. These questions are clarified with a view to uncovering the aesthetic role of Chinese silk as a 
visual culture that developed between Chinese and Western societies in this paper, and thus providing evidence for 
the visual image of China in Western societies in the context of globalization during the 16th and 17th centuries. 

The figured silk is the most difficult, and the most distinctive craftsmanship in silk production, so it is easier to 
determine its origin and style. According to a survey of silk in the major Western museums' collections of the Ming 
dynasty, they show the characteristics of official silk craftsmanship and decorations of the Ming dynasty. What’s 
more, the basis of silkworm breeding in the Taihu Lake, as well as the Official Organizations’ exquisite silk 
processing skills in Nanjing, Suzhou and Hangzhou, and the budding capitalism promoted by the exuberant private 
silk industry in Suzhou and Hangzhou, both manufacturing processes and capacity have ability to meet the needs of 
the Western globalized market. It is inferred that these collections in Western museums must have had a close con-
nection with the silk-producing regions of Jiangnan in the late Ming Dynasty. 

2. The Origin and Trade Routes of Chinese Exported Silk Products in the 16th Century 
The Great Age of Navigation, which began in Europe in the 15th century, not only symbolized the rapid rise of 

the Iberian Peninsula and the European commercial empire, but also marked the connection of Europe, America 
and Asia into a truly global trade system through ocean voyages. At first, this kind of maritime trade under the 
guarantee of European navigation and military superiority did not develop smoothly in China's coast, due to the 
Ming dynasty had an inherent policy of tribute and was under the implementation of a strict ban on maritime trade. 
So maritime trade was always officially prohibited, until Longqing emperor opened country to foreign trade limi-
tedly in 1567, the tribute trade began to decline, and turned to new forms of ocean-going trade with the West. Es-
pecially in 1557, after Macau's legalization of foreign trade, silk and porcelain became the bulk of goods sold to 
Europe. It is well known that silk mainly came from the Jiangnan region. The reason for this, on the one hand, be-
cause Jiangnan was the center of the silk industry in the Ming Dynasty, on the other hand, because of the influence 
of the tribute system on the export trade in the late Ming Dynasty. 

Firstly, as China's silk production gradually concentrated in the Jiangnan region. In the course of the Ming Dy-
nasty, Suzhou, Hangzhou and Nanjing had developed extremely prosperous cities for the silk industry. They not 
only can produce exquisite silk and a full range of products, but also have a mature ability of production, as well as 
a sufficient market for raw materials. Nanjing had a strong ability of silk production in the Ming Dynasty, so in 
order to reduce the burden of supply around the year, other local weaving bureaus even went direct to Nanjing to 
purchase silk fabrics. During the Chenghua period, Fujian, Jiangxi, Zhejiang and other official weaving and dyeing 
bureaus "...in recent years had gone to Nanjing for weaving" thus causing the social phenomenon of high prices of 
silk fabrics in Nanjing. Secondly, the Ming Dynasty enforced a strict tribute system. Ming Dynasty’s policy of tri-
bute was to "benefit the distant people" to achieve the purpose of "all countries going to the Ming dynasty to 
present tribute" (Zhang, 2011), but due to strict management, the mission to the capital must follow the prescribed 
"tribute road". During the Ming Dynasty, there was a meeting hall in Nanjing and Beijing, which was responsible 
for receiving envoys from overseas countries (Wei, 2000). These envoys, which came from both the eastern and 
western countries, generally traded the goods they brought with Chinese merchants at the Huitong Hall (Li, 2007). 
As a result, in overseas trade, the foreign envoys and missionaries developed an awareness of places such as Nanj-
ing as a distribution center for exported goods intensively, and the trade also provided geographic information 
about China to the Western cartographic industry. 

Nanjing had been changed from the capital to the Southern kingdom in the late Ming Dynasty, however, the 
Roman phonetic symbol "Nankin" was still used to refer to Nanjing in Western maps published in the 17th century. 
This is precisely the result of the fact that Western cartographic sources were derived from earlier Chinese atlases. 
For example, the Italian missionary Matteo Ricci, who lived in China for many years at the end of the Ming Dy-
nasty, wrote in his diary: In the Chinese Empire, there are two regal provinces—Nankin, the southern kingdom, and 
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Pekin, the Northern kingdom (Ricci, 2017). "Nankin" here means the Southern kingdom region, which includes 
many provinces and states such as Suzhou and Songjiang. In addition, we can see the continuation of the geo-
graphical names of the Ming Dynasty in the Novus Atlas Sinensis printed in the Netherlands in 1655. Therefore, in 
the list of goods traded by Chinese and Western shipping in the 16th and 17th centuries, many export goods pro-
duced in Jiangnan were named "Nanjing", such as some goods are called "Nanjing cargos" or textiles are called 
"Nanjing cloth". 

 
Figure 1. The name of “Nankin” in Novus Atlas Sinensis painted by Martino Martini. 

According to the documentation, the silk fabrics produced in Suzhou, Hangzhou and Huzhou region often went 
by water to Zhenjiang Prefecture first, then by land to Nanjing. Nanjing Longjiang Stage was taken as a starting 
point, and then these commodities went through Dangtu and Wuhu counties to Jiangxi Chief Secretary. Finally, 
they went through Fengcheng County, Luling County, Taihe County and so on to Guangzhou, waiting for Macao 
merchants to come to Guangzhou for trading (Huang, 1992). At last, they completed the domestic transportation of 
silk fabrics for export. After they were transported from the interior to the Macau port, Portuguese merchants in 
Macau became the exclusive geographical intermediaries who shipped the silk fabrics to access the oceanic trade 
routes. The trade routes for the export were divided into the Indian Ocean route, which connected to the European 
trade, and the Pacific route, which connected to the Spanish American colonies, and they were two of the most im-
portant routes in the Chinese export silk trade in the 16th and 17th centuries. The Portuguese took advantage of 
their military superiority to control the trade routes in the Indian Ocean, establishing silk trade with Goa and Ma-
lacca steadily in the Indian Ocean, Macau on the coast of Guangdong, and Nagasaki in Japan as their strongholds. 
Unlike the Portuguese, under the Treaty of Tordesillas, the Spanish opened up the Pacific route through the Ameri-
cas, eventually establishing a trade and military base in the Philippines, developing the Manila sailing trade and 
forming a silk road from Manila to Acapulco. 

However, Europe and America had distinctive markets, and different structures of society also caused different 
needs of trade. Compared to the newly discovered American continent, the Chinese export silk trade, dominated by 
the Portuguese, had a very limited impact on the pattern of silk trade in the whole world. At that time, Europe's 
main supply of raw silk came from Persian transport by land, and local European silk production was gradually 
finding substitutes in southern Europe and other regions. Therefore, the Portuguese looked for silk supplies in the 
East only for the sake of diversification of silk, with the main purpose of looking for cheaper raw silk products (Ma, 
2017). The Manila sailing ship trade brought Chinese products to the Americas which were superior in quality and 
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price compared to European silk fabrics. As a result, the large amount of silver was exchanged from the Americas 
for Chinese silk products, greatly stimulating the development of silk industry in the Jiangnan region of China. It 
led to the further development of the silk industry in the region, which in turn propelled a steady spread of silk from 
China to the West during the Ming Dynasty. Then China formed a route from Jiangnan to Guangzhou inland, and 
then through the Macao liner transited silk to overseas markets. Thus, the European voyages provided a market for 
the export of Chinese silk fabrics, and at the same time spurred the beginning of the declining of the traditional tri-
bute trade. 

The opening of two ocean trading routes provided a huge overseas market for Chinese silk products in the late 
Ming Dynasty, and Chinese traditional East and West Ocean-going trade gradually declined, at the same time, the 
globalization of the silk trade began to take shape. As a result, silk as the main product in the overseas trade not 
only ensured stable economic relations between China and the West, but also led to cross-cultural exchange activi-
ties that created a significant social impact in the Americas and Europe. 

3. Exported Silk Fabrics and Decorative Features 
During the 16th and 17th centuries, the Portuguese and Spanish Oriental sailing ship trade carried large quanti-

ties of silk goods to the West. Since 1497, when da Gama led a warship to Calicut, India, Chinese silk was shipped 
to Europe via Portuguese ships, and in 1518 alone, more than 2.5 tons of Chinese silk and other Chinese fabrics 
were shipped to Portugal (Peck, 2013). The silk trade in Macau continued nearly a century later, and in 1604 a Por-
tuguese cargo ship, the Santa Catarina, carrying large quantities of silk from Macau to Goa, was intercepted by the 
Netherlands with 1,200 bales of raw Chinese silk on board, as well as chests filled with colored damask, satin, taf-
feta and silk. And there were also large number of gold thread or gold silk, cloth woven with gold thread, golden 
robes and bedspreads, silk quilts and bedspreads, etc. 

Although it is not possible to distinguish what the species are and where the origins of silk are from the docu-
mentation alone, by the records of such a huge volume of silk trade, it must have been a production area with com-
plete base of silk industry to meet the needs of such a globalized trade. The most mature silk weaving production 
area in the Ming Dynasty was the Jiangnan region. Especially after the Jiajing century, the silk industry developed 
the most rapidly. In the local area, it had formed a specialized division of labor, in addition to Nanjing, Suzhou, 
Hangzhou, Shengze, Huzhou and a number of silk-weaving centers around the township also began to rise. There 
were almost representative silk products in all prefectures and counties in Jiangnan. 

The earliest known "Zhuanghua" fabric was in the Ming Dynasty "Tianshui Bingshan Record". "Zhuanghua" is a 
complicated process which the patterns are weaved partially and the weft will be cut off. Due to the high costs, it 
was mainly used by emperors. It could not be done in local institutions easily, but was mainly produced by the offi-
cial Inner Weaving and Dyeing Bureau in Nanjing. Until the Qing Dynasty, although the official institutions in 
Suzhou and Hangzhou also began to weave this type of figured fabric products with "Zhuanghua" technique, the 
process was still in accordance with method of production of the Jiangning (Nanjing) Weaving Bureau. Due to the 
widespread use of the Dahualou looms, the silk industry in Nanjing had developed considerably, especially the 
Yunjin brocade fabric was more gorgeous, resulting in "Zhuanghua satin", "Zhuanghua leno", "Zhuanghua gauze", 
" Zhuanghua silk", "Zhuanghua tough silk", "Zhuanghua brocade", "Zhuanghua Yun gauze", "Zhuanghua Bu 
gauze", "Zhuanghua Lu silk", "Zhuanghua silk cloth", "Zhuanghua Yun cloth", "Zhuanghua Jiao cloth" and other 
rich silk weaving species. 

"Kesi" and "Song brocade" are popular craft varieties in Suzhou. Kesi was a valuable silk weaving species in the 
Ming dynasty. Kesi takes advantage of a process called "Tong Jing Duan Wei" (warp threads are continuous, weft 
threads are cut), and uses small shuttle to weave patterns partially. Unlike the general figured process of storing 
patterns with “Hua Ben” (a pre-defined pattern record), the kesi only places the drawing under the warp, and traces 
the outline on the warp according to the pattern, and then the artisan uses different colors of weft threads to weave 
the pattern of each area. It was often used to produce the emperor's robe and official costume on the patch, and also 
made hangings, screens, draperies. The kesi sold to Europe was often used to make clothes for participants and ce-
remonial decorations, as well as for liturgical decorations for churches. 

Song brocade patterns are mostly geometric patterns skeleton, such as tortoiseshell pattern, Tianhua Brocade, 
Bada halo, Coiling pattern, etc., then filled them with all kinds of flowers and miscellaneous treasures. The shape is 
complicated and the color is ancient and simple. It was often used for painting and calligraphy framing and was 
widely used in the Ming Dynasty. Song brocade is mainly characterized by the simultaneous display of figures in 
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the warp and weft threads. It bases on Shu brocade from the Han and Tang Dynasty, and the unique technique of 
changing colors in the weft direction has been created. The whole fabric can be formed in different horizontal col-
ors without increasing the layer of weft. Weaving generally adopts the "three twills organization", with two layers 
of warp and three layers of weft. The warp contains bottom warp and face warp, and the bottom warp is soft silk, as 
the ground pattern, while the face warp is raw silk, as the knotted warp of the weft. Since the color of the weft 
thread is much larger than the weight of the weft thread, it can make the decoration of the fabric appear colorful, 
which has made the characteristics of Song brocade. 

The silk brocades and kesi fabrics woven in Nanjing, Suzhou, and Hangzhou represented the highest level of 
achievement in Chinese weaving techniques during the Ming Dynasty. Therefore, this excellent silk craftsmanship 
was bound to have an impact on the variety and decoration of the export trade, both in the tribute trade and in the 
ocean-going trade. 

In addition to the development of silk craftsmanship itself, the change in policy in the Ming Dynasty has also 
caused different degrees of impact on the export of silk trade and silk patterns. The first stage since the early Ming 
Dynasty to the end of the Jiajing, which is the Ming Dynasty tribute trade stage. Trade objects were the East and 
West Ocean tribute countries, for trade was mainly from the local government weaving bureau and folk production 
of silk products, whose varieties and patterns were influenced by official and popular folk style. The second phase 
from Longqing to Chongzhen, which was the ocean-going trade stage. With the development of commerce in Ma-
cao and the expansion of missionary activities into China, Western merchants and missionaries brought a large 
number of orders for silk. At that time, on the basis of traditional design, the patterns of silk began to emerge as a 
fusion of Chinese and Western style, especially the Church ordered silk with religious emblems, which were clearly 
relevant to the spread of visual culture in religious activities. The missionaries often used Chinese silk garments in 
their ceremonies, particularly in the Spanish American colonies, where Chinese silk was used extensively as vest-
ments and dresses, thus promoting the integration of Chinese silk art into the aesthetic and cultural forms of the 
colonies (Gasch-Tomás, 2014). 

In the Metropolitan Museum of Art's collection, there are several Ming Dynasty "double-headed eagle" brocades 
that are representative of ecclesiastical silk, reflecting the fusion of Western ecclesiastical elements and Chinese 
silk decorative techniques. The combination of phoenixes and entwined peonies is common in Chinese silk weav-
ing, and in particular, the crafted features of the phoenixes, including the crown feathers on the head, the plumes on 
the neck, the triple feather structure on the wings, and the scale structure on the back, are transferred to the Austin 
Church double-headed eagle. We can also see typical decorative patterns such as the traditional entwined branch 
pattern, the peony pattern, and the cloud pattern. In another piece from the Metropolitan Museum of Art's 
"Crowned Double-Headed Eagle" figured collection, we can even see motifs such as the Asian elephant and the 
lotus flower. The elephant and lotus are supposed to come from countries with Buddhist beliefs in Southeast Asia, 
symbolizing local rights and beliefs, while they combine two local cultures from Asia and Europe. The fusion of 
these elements creates a visual cultural connotation of a religious and political nature, which is necessarily closely 
linked to the missionary activities of the Austin Church in Macau, China, and surrounding Asian countries. 

 
Figure 2. A textile with crowned double headed eagles. 
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Figure 3. A textile with crowned double headed eagles and Asian elephants (part). 

4. Chinese Silk Export Visual Culture of Communication and "Dialogue" Role 
Most of the silk fabrics are light, soft and colorful, which not only visually show a luxurious texture and become 

a symbol of privilege of the noble class, but also socially characterize the user's noble status, power and wealth. As 
early as the Roman period, the European nobility began to use highly prestigious Chinese silk, and this trade con-
tinued for thousands of years through the Silk Road in Central Asia. In addition, the upper class of many Asian 
countries also wore clothing made of Chinese silk. For example, during the late Tang and Five Dynasties, after the 
Japanese right minister Fujiwara Shisuke receiving a gift of silk from a local Chinese envoy, he replied, "The coun-
try has a decree that as a minister should not engage in diplomatic activities, even in the presence of valuable silk, 
and cannot violate it." It is clear that there was a general consensus on the social value of Chinese silk products 
among Japanese nobility. The gorgeous silk fabrics were traded to the West to show the unique aesthetic form of 
Chinese art, especially as cultural symbols in a visual sense, while pattern and color were attached to political and 
religious significance, developing a dialogue between social groups and expressing intentions and ideals which 
were specific to the owners of silk. In The Tale of Genji, written by the Heian period writer Shikibu, the way the 
royal family dressed at that time is described in detail, with particular emphasis on the use of Chinese silk fabrics in 
the daily life of the royal family Genji to express the noblest and elegant aristocratic culture of that era. From the 
psychological perspective of Genji's characters, who knew the essence of politics well, they borrowed the elegance 
of Chinese silk to give invisible pressure to their political enemies, and through the wearing of precious Tang qi and 
other clothing, they put themselves above others in poise and swagger, thus playing up the political weight behind 
the art of Chinese silk weaving. 

Specifically, China's Ming Dynasty coincided with the great European voyage of discovery, and silk spread 
widely in the West with the ocean-going trade. Many aristocrats in upper class and missionaries were driven by the 
new discoveries made in various parts of the world, and the wearing of Chinese silk by royalty or clergy in ceremo-
nies reminded people of the feats of the seafaring explorers in the discovery of the New World, which in turn gen-
erated a characteristic sense of reverence. They not only bought local Chinese silk, but also began to unconsciously 
adapt to Chinese styles, even ordering silk fabrics from China with their own cultural content, creating an actively 
cultural adaptation. These customers, usually from the court or the church, would provide the Chinese weavers with 
pattern samples. They combined the unique visual forms of their culture with traditional Chinese silk ornaments, 
which were then used to make ceremonial costumes or decorative objects to demonstrate political or religious pow-
er. The Spanish colonial church and aristocracy, in particular, made a large number of custom-made silk fabrics in a 
fusion style, of which the "crowned double-headed eagle" is the most representative of the fusion motifs (Planella, 
2015). 

Inevitably, Chinese artisans still unconsciously bring their long-established craft habits into the details of their 
made-to-order products when weaving foreign styles, creating a natural fusion of styles that is not deliberately re-
quested by the maker or the customizers, but rather reflects the "dialogue" between visual culture in early transmis-
sion groups phenomenon. On one level, it is a dialogue between the Western silk application and the communica-
tion community, and on another level, it is a dialogue between Chinese producers and Western consumers in terms 
of cultural adaptation. 
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First of all, from the level of applied communication, in the era of geographical discovery, Portugal and Spain 
explored overseas and opened up routes to America and South Asia. Portugal and Spain assumed the right to pro-
tect the Church and were obliged to help the Church spread, so quite a few missionaries went to the East through 
the new routes to carry out missionary activities. The honor of these commercial, political and religious causes was 
spread to the citizens and the religious believers of the West by the upper class with the help of visual and cultural 
information. As symbols of a foreign culture, silk motifs were condensed on silk fabrics by the hands of Chinese 
weavers, thus establishing a dialogue between silk fabrics and aesthetic objects, and also enabling the transmission 
of political and religious sentiments. Gorgeous Chinese silk spread the political and religious sentiment among the 
upper classes, both in terms of value and cultural features that could meet the psychological needs of the Western 
society for exoticism. As a result, the silk motifs fulfill the purpose of the church and secular rulers who intended to 
enhance the sense of reverence of the ordinary people and the faithful. The silk weaving ordered by the Western 
Church represented the discovery of a new world for the East, and even characterized power and status. The com-
bination of Chinese silk weaving in the Church's rituals created a new style of integration between East and West, 
and also strengthened the atmosphere of ritualized communication, enhancing the aesthetic purpose of sacredness 
as the highest value of solemnity and sublimity in religious rituals. 

In the context of cultural adaptation, the fusion of motifs was a substantial stage in the adaptation of Western 
culture to Chinese society, as China and the West sought a mutually adaptive dialogue through silk and other ma-
terial culture as a way to build a favorable environment for political and trade relations with China. The fusion style 
of the "crowned double-headed eagle" silk fabric shows that although the Chinese weavers were provided with 
samples from Europe, they still designed and produced according to the traditions of their own craft. The decora-
tion's structure of this textile appears to be European in origin, but the pattern is distinctly Chinese. The Chinese 
weavers combined these Chinese and European patterns according to their own understanding, which eventually 
combined to create a fusion style. For example, originally the Augustinian Church used a motif of a double-headed 
eagle grasping an arrow and stabbing it into the heart, but the heart on many silk fabrics is woven in the shape of a 
bulging vase, indicating that the double-headed eagle, a Western cultural symbol, was never present in Chinese so-
ciety. Chinese weavers misread it and then converted it into traditional objects for understanding. In addition, the 
silk weaving of the wreath, the peony, and the vase are very obviously Chinese motifs, but the color scheme shows 
Iberian craftsmanship, and the fusion of Western religious and Chinese secular concepts is the result of the "dialo-
gue" between Chinese and Western cultures. 

In fact, in the communication of visual culture, the subject of creation and the recipient are of equal importance. 
Because in the communication and dialogue between culture and the public, visual culture makes the aesthetic val-
ue realized in the perceptual process of people's appreciation and acceptance because of the filling and concretiza-
tion of popular ideas, just as Chinese silk weaving art is embodied in the real and perceptible consciousness through 
the presentation of exotic styles, ritualistic communication and the collision of visual ideas in the process of ritua-
listic dissemination in the West. This is the visual culture of Chinese silk decoration, which is as syncretic as the 
"crowned double-headed eagle", and is made possible by the dialogue in the context of the age of discovery. By 
virtue of the religious imagination of the Church, the participants in the ritual become "implicit readers. The con-
gregation and the church perceive the charm of Chinese silk art in the process of dialogue, whichexists in the influ-
ence on the conception of the faithful. The sense of cooperation and dialogue between them gives it a deeper 
meaning. As a result, Chinese silk weaving exported for its visual culture of pattern, texture, craftsmanship and 
content carried out a process of dialogue with Western society, exerting many influences on Western society in 
terms of power and honor, religious beliefs and aesthetic interests. This dialogue put the charm of silk patterns into 
the influence and effect on the public, and also realized the wide spread of visual culture between the East and the 
West. 

5. Conclusion 
The late Ming Dynasty in China coincided with the period of geographical discovery in Europe, and the Western 

world was able to carry out direct economic and cultural exchanges with China. Chinese silk, with its excellent 
quality and low prices, dominated the trade and became a major commodity for the consumption of the American 
aristocracy. A large amount of American silver then flowed into China, further stimulating the rapid development 
of silk industry in China, especially the kesi and Song brocade in Suzhou, and the unique silk weaving techniques 
such as Zhuanghua satin and gold brocade in Nanjing. Not only were they able to meet the daily needs of trade, but 
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they also produced silk patterns with a fusion style to meet the higher visual and cultural consumption needs of the 
Western aristocracy. These custom-made products are stylistically blended with Chinese and Western artistic and 
cultural elements. The excellence of the Church and European aristocrats in their overseas endeavors is displayed to 
enhance the public's sense of admiration. It also realizes the communication between silk weaving and the public, 
and promotes the integration of Chinese and Western craftsmanship and culture. At present, we can enjoy the gor-
geous silk crafts from Jiangnan during the Ming Dynasty in overseas museums. And "The craftsmanship of Nanjing 
Yunjin brocade" and the "Sericulture and silk craftsmanship of China", to which the Suzhou kesi Craft belongs, 
have been officially inscribed on the UNESCO World Intangible Cultural Heritage List, creating a wider universal 
value in culture. In other words, Chinese silk weaving was disseminated across cultures in the era of globalization 
in the 16th and 17th centuries. The entire process, from production to consumption of visual culture, was a process 
of dialogue between different social groups. This dialogue also led to the integration and adaptation of Chinese silk 
fabrics with Western concepts in the cross-cultural dissemination, thus forming a unique visual image that was pre-
sented in pluralistic world culture. 
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