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Abstract
Beginning in the seventeenth century, engraved texts on ancient monuments became a vital
source for Confucian scholarship and artistic practice in China. Scholars used these inscriptions
to establish meanings of Confucian classics, verify recorded historical events, and reconstruct
lost sites of cultural legacy. This methodological trend, known as kaozheng, or Evidential
Scholarship, stresses the importance of textual analysis to the attainment of authentic knowledge
of the past. Intrigued by the materiality and archaic scripts of these engravings, painters and
calligraphers of the Qing dynasty (1644-1911) deployed prodigious efforts to interpret them in
different media in pursuit of aesthetic originality. This stylistic revolution, later termed beixue, or
the “stele tradition,” advocates the engraved calligraphy on early stelae as the ideal model.

My dissertation examines how Yi Bingshou (1754-1815), a key figure in the stele tradition,
employed archaic styles of calligraphy to establish new aesthetic standards, commemorate
historical figures, and negotiate meaningful social connections. Drawing on the social theories of
memory, | have chosen three crucial episodes in Yi’s life and art to investigate the antiquarian
culture of Qing China, involving critical reflections upon the genesis of the stele tradition, the re-
invention of historical figures, and the modes of artistic patronage. The case of Yi offers a
vantage point to reconsider the varied roles of artistic writings in the production of space,
memory, and identity. It also helps illuminate the intellectual transformation toward
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“authenticity,” “materiality,” and “medium” behind the formation of new aesthetic judgements.
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Introduction
Beginning in the seventeenth century, engraved texts on ancient monuments, ranging from the
Qin (221-206 BCE) to the Tang (618-907) dynasties, became a vital source for Confucian
scholarship and artistic practice in China. Scholars used these inscriptions to establish meanings
of Confucian classics, verify recorded historical events, and reconstruct lost sites of cultural

legacy. This methodological trend, known as kaozheng 757%, or evidential scholarship, stresses

the importance of textual analysis to the attainment of authentic knowledge of the past.!
Intrigued by the materiality and archaic scripts of these engravings, painters and calligraphers of
the Qing dynasty (1644—1911) deployed prodigious effort to interpret them in different media in

pursuit of aesthetic originality. This stylistic revolution, later termed beixue T %%, or the “stele

tradition,” advocates the engraved calligraphy on early steles as the ideal model.? Its profound
impact continues to this day.

My dissertation examines how Yi Bingshou 34 (1754-1815), one of the key artists in

the stele tradition, employed archaic styles of calligraphy to establish new aesthetic standards,
commemorate historical figures, and negotiate meaningful social connections. Born in Ninghua,
Fujian Province, Yi held several important posts in Beijing, Huizhou, and Yangzhou. He was
also widely celebrated by his contemporaries for his innovative appropriation of the clerical

script on Han-dynasty (206 BCE-220 CE) monuments. Drawing on the social theories of

! For discussions on kaozheng, see Benjamin A. Elman, From Philosophy to Philology: Intellectual and Social
Aspects of Change in Late Imperial China (Cambridge, MA: Harvard University, 1984); Benjamin A. Elman,
Classicism, Politics, and Kinship: the Chang-chou School of New Text Confucianism in Late Imperial China
(Berkeley: University of California Press, 1990). For the employment of kaozheng in the reconstruction of cultural
traditions, see Tobie Meyer-Fong, Building Culture in Early Qing Yangzhou (Stanford: Stanford University Press,
2003).

2 Amy McNair, “Engraved Calligraphy in China: Recension and Reception,” The Art Bulletin, Vol. 77, No. 1 (Mar.
1995): 106—14; Qianshen Bai, Fu Shan's World: The Transformation of Chinese Calligraphy in the Seventeenth
Century (Cambridge, MA: Harvard University Asia Center, 2003); Aida Yuen Wong, The Other Kang Youwei:
Calligrapher, Art Activist, and Aesthetic Reformer in Modern China (Leiden: Brill, 2016).



memory construction, especially works of Eric Hobsbawm, Pierre Nora, Charles Steward, and
Jan Assmann, I use critical concepts of “historicity,” “invented tradition,” and “sites of memory”
to interpret Yi’s artistic career.’ This methodological framework is important and necessary
because artistic traditions, whether an early painting, calligraphy, or stone engraving, gained
unprecedented importance for the antiquarian circle of Yi. These people were not passive
recipients of ancient artifacts but active agents who carefully selected historical objects to assert
meanings for the present and future. I have chosen three crucial episodes in Yi’s life and art to
investigate the antiquarian culture of Qing China, involving critical reflections upon the genesis
of the stele tradition, the re-invention of historical figures, and the modes of artistic patronage.
The case of Yi offers a vantage point to reconsider the varied roles of artistic writings in the
production of space, memory, and identity. It also helps illuminate the intellectual transformation
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toward “authenticity,” “materiality,” and “medium” behind the formation of new aesthetic
judgements.

Significance and Contribution

Scholarship on Yi Bingshou and calligraphers in the eighteenth century tends to celebrate artistic

genius as the major manifestation of creativity.* In China, for example, scholars praise Yi and

other renowned calligraphers of the period as ingenious artists who transformed the styles of

3 Eric Hobsbawm, “Introduction: Inventing Tradition,” in The Invention of Tradition, ed. Eric Hobsbawm and
Terence Range (Cambridge, UK: Cambridge University Press, 2012), 1-14; Pierre Nora, “Between Memory and
History: Les Lieux de Mémoire,” Representations 26 (Spring, 1989): 7-24; Jan Assmann, “Collective Memory and
Cultural Identity,” New German Critique, No. 65, Cultural History/Cultural Studies (Spring-Summer, 1995): 125—
133; Charles Steward, “Historicity and Anthropology,” Annual Review of Anthropology, vol. 45 (2016): 79-94;

4 For some recent important works on Yi Bingshou, see Li Shuqing, “Yi Bingshou shufa zhi yanjiu f/t #4757k 2 Wf
577 (master’s thesis, Zhongguo wenhua daxue, 1985); Pik Ki Ho (He Biqi), “Qingdai lishu yu Yi Bingshou i5XA#
FHELFFE47 (master’s thesis, The Chinese University of Hong Kong, 2001); Jin Dan, Zhongguo shufajia quanji: Yi
Bingshou Chen Hongshou W [B 357258 4248 A 54% B3 (Shijiazhuang: Hebei jiaoyu chubanshe, 2006); Zhou
Hanyun, “Yi Bingshou shufa yanjiu ft 4% &% 75 (PhD diss., China Academy of Art, 2014); Tan Pingguo, Yi
Bingshou nianpu fF F&ZF-5% (Shanghai: Dongfang chubanshe, 2017).



early stone inscriptions with unparalleled erudition and skill. In my dissertation, I critically
consider the social factors in the creation of originality in Qing China. My research reconstructs
the network of collecting stone inscriptions in Beijing, the patronage of frustrated scholar-
officials, and the thriving art markets in Qing Guangzhou. It challenges the conventional view of
Yi as a lofty intellectual deprived of social connections and monetary support and addresses the
reciprocal networks at Yi’s disposal. As my project shows, Yi achieved fame as an innovative
calligrapher not only because of his talent but also due to his creative use of his social resources.
Scholars have long recognized the genesis of the stele tradition as a transformative juncture

in the history of Chinese art.’ Tiexue 5%, or the model-letters tradition, promoted the study of
the elegant, gestured handwriting of Wang Xizhi T3 (303-361) and Wang Xianzhi TJ§k2

(344-386) through printed compendia of their letters.® This stylistic tradition rose in the tenth
century and dominated the development of Chinese calligraphy for hundreds of years. In
contrast, beixue, or the stele tradition, advocated the engraved calligraphy on ancient steles as
ideal models and promoted the anomalous effects of stone carving as a desirable aesthetic. Such
artistic transformation began in the seventeenth century and remains influential until today. Yi
Bingshou, a key figure in the stele tradition, incorporated many Han-dynasty stone inscriptions
in his personal style of writing. However, scholars have generally overlooked why Qing
calligraphers were interested in promoting specific steles, and how these stone inscriptions came

to embody different meanings in varied social and intellectual contexts. In my dissertation

5 See, for example, Qianshen Bai, Fu Shan’s World: The Transformation of Chinese Calligraphy in the Seventeenth
Century (Cambridge, MA: Harvard University Asia Center, 2003).

¢ Lothar Ledderose, Mi Fu and the Classical Tradition of Chinese Calligraphy (Princeton: Princeton University
Press, 1979); McNair, “Engraved Calligraphy in China: Recension and Reception,” 106-14; Amy McNair, “The
Engraved Model-Letters Compendia of the Song Dynasty,” Journal of the American Oriental Society, Vol. 114, No.
2 (Apr.-Jun. 1994): 209-25.



(especially Chapter Two), I ask how Y1 and his circle of antiquarians appropriated epigraphic
inscriptions to search for their own identities in the late eighteenth century and how their
investigations about the materiality of stone monuments paved the road for the emergence of a
new stylistic canon. The present project departs from the celebratory mode of analysis, bringing
fresh insights of memory studies into the re-evaluation of the stele tradition.

Recent comparative studies of antiquarian practices have shown that antiquarianism is a
worldwide phenomenon.” The scholarship of world antiquarianism underscores the
historiographical value of antiquarian inquiries as the precursor of modern disciplines such as
history, art history and archaeology. It also suggests the significance of material remains to the
advancement of historical research. My project contributes to this discourse by examining Yi
Bingshou and the group of cultural elites associated with him, who fashioned artistic objects of
the past into aesthetic authorities.

The history of collecting Chinese art is an important field of inquiry which involves
interdisciplinary perspectives from art history, museology, and cultural studies. As noted by
Vimalin Rujivacharakul, collecting is a significant aspect of human culture because material
objects always function to connect people and generate meanings for beholders.® The issue of
collecting is also an integral part of Qing antiquarianism not only because antiquarians of this
period happened to be avid collectors but also because meaningful relationships and artistic
discourses took shape through these acquisition behaviors. A variety of objects that were once

owned by the group of Yi’s friends and associates later entered museum collections in the United

7 See, for example, Alain Schnapp, ed., World Antiquarianism: Comparative Perspectives (Los Angeles: Getty
Research Institute, 2013); Peter N. Miller and Frangois Louis, eds., Antiquarianism and Intellectual Life in Europe
and China, 1500-1800 (Ann Arbor: University of Michigan Press, 2011).

8 Vimalin Rujivacharakul, ed., Collecting China: The World, China, and a History of Collecting (Newark Del.:
University of Delaware Press, 2011).



States. My project, especially Chapter Five, offers insight into the provenance of these objects
and shed light on their social trajectories in the twentieth century.

Dissertation Structure

Chapter One “Seeing Y1 Bingshou” presents an artist biography of Yi in the cultural milieu
under the reigns of Qianlong (r. 1735-1796) and Jiaqing (r. 1796—1820) Emperors. I focus on the
interactions between Yi and his immediate socio-political environment. Born in Ninghua, Fujian
Province, Yi grew up in a prominent gentry family and was mentored by noted scholar-officials
of the eighteenth century. He had held several important posts in Beijing, Huizhou, and
Yangzhou, and developed an expansive network with court officials, regional scholars, and
merchant families. During his years in Beijing, Yi was deeply involved with the thriving

antiquarian community led by Weng Fanggang 5 /7 4] (1733-1818) and came to be recognized

for his bold and vigorous interpretation of the Han-dynasty clerical script. Government
corruption and local uprisings in the late eighteenth century had a profound impact on Yi’s
career in Huizhou. He lost his position as the Prefect of Huizhou due to the Boluo Rebellion and
began to seek political patronage from maritime merchants in Guangzhou. During his final
appointment as the Prefect of Yangzhou, Yi collaborated with the influential scholar-official
Ruan Yuan Pt 7yt (1764-1849) on restoring important cultural sites in the region.

Chapter Two “Problems of the Zhang Qian Stele” investigates Yi’s calligraphic copies of a
controversial inscription from the second century. A reassessment of the reception of the Zhang
Qian Stele reveals how Yi and his cohort formulated a new conception of historicity in the

eighteenth century. Gu Yanwu [ ¢ 1 (1613-1682) first identified the inscription as conflicting

with Han-dynasty orthography, and thus believed the work was forged during its excavation in

the late sixteenth century. By reading the varied responses to Gu’s argument, I demonstrate how



the leading kaozheng scholars distinguished the roles of carver, transcriber, and calligrapher in
the production of engraved texts. In addition, they appropriated the origin myth of the clerical
script to establish the Zhang Qian Stele as an exemplary historical style, and used the eleventh-

century idea zhihou 'E )5, or “substantial and blunt,” to articulate the aesthetic experience of the

inscription as a genuine expression of oneself. I argue that Yi’s repeated transcriptions of this
stele not only aestheticized the “mistakes” in this inscription as an emblem of historical
materiality but also celebrated its style as his ancestral heritage.

The following two chapters delve into the archaeology of Su Shi (1037-1101) in Huizhou,
Guangdong Province. After becoming the region’s prefect, Yi relied on a group of poems,
essays, and inscriptions, written during Su’s banishment to Huizhou in the eleventh century, to
excavate and restore sites related to this renowned cultural paragon. These two vignettes about
the re-invention of a historical figure exemplify how Yi manipulated material objects to narrate
his contemporary concerns. Chapter Three “A Story of the Inkstone” examines an alleged Song-
dynasty (960—1279) inkstone, miraculously unearthed during the renovation of Su’s residence at
the White Crane Peak in Huizhou in 1800. I offer a contextual reading of this enigmatic object in
the regional gazetteer, the empire-wide ceremony on Su’s birthday, and the imperial production
of “Su Shi” artifacts. I argue that Yi harnessed the inkstone as a multi-sensorial relic to announce
moral rectitude and unadorned aesthetic to the local audience. Chapter Four “The Tomb of Wang
Zhaoyun” analyzes Yi’s reconstruction of Zhaoyun’s (1062—1096) epitaph near the West Lake of
Huizhou. A beloved concubine of Su, Zhaoyun followed her husband to the south and died
during the exile. Not only did Su write about her at length, but she was also depicted by

“remnant subjects (yimin 1&[X;)” from the Ming Dynasty (1368—1644), such as Bada Shanren

(1626—1705) and Shitao (1642—1707). Through a detailed comparison of these varied



representations, I showcase how Zhaoyun was imagined by male scholars as a loyal companion,
a talented woman, and a wandering ghost. Yi’s re-engraving of her tomb epitaph speaks about
his appropriation of female voice to reinforce gender norms, and the contemporary zeal for
fanciful accounts of unseen spirits.

The final chapter “Remembering the Ye Family” discusses three types of works Yi dedicated
to the Ye family, a distinguished maritime merchant clan of Qing Guangzhou, with an emphasis
on the contexts in which they were created, used, displayed, and exchanged. The first category,
“architectural calligraphy,” refers to artistic writings on the media of couplet and placard, which
were designed to embellish and identify a specific architectural space. I argue that these graphic
writings functioned as “poetic images” to generate a fictionalized reality eliciting imaginative
responses from occupants of the space. The second category, “occasional gift,” tackles his
innovative transcriptions of early calligraphy and stone inscriptions for different social events. |
showcase how Yi encoded his emotions, especially gratitude and sympathy, with his selection of
stylistic models. The last genre, “painting colophons,” explores the reception of Chinese
paintings in the nineteenth century. These inscribed texts uncover the desire of these educated
elites to invent an artistic tradition of Guangdong and project their contemporary experience into
the historical images. This large body of calligraphic pieces reveal this merchant family as loyal

friends and devoted supporters of Canton scholars and artists.



Chapter One: Seeing Yi Bingshou
Yi Bingshou (1754-1815) is most remembered today as a dedicated government official and an
ingenious calligrapher during the reigns of the Qianlong (r. 1735-1796) and Jiaqing (r. 1796—
1820) Emperors. He held important posts in several crucial regions across the Qing empire,
including the capital city Beijing, Huizhou in Guangdong Province, and Yangzhou in Jiangsu
Province. He belonged to a generation of scholars who practiced evidential scholarship

(kaozheng 75 7%), a methodology that advocates the use of rigorous textual analysis to reconstruct

knowledge about the past.” These evidential scholars promoted early epigraphical materials (i.e.,
engraved texts on steles, bronze vessels, ceramic tiles, and coins) as original, untouched, and
authentic styles from historical times.!° Yi was a key figure in the stylistic transformation of
calligraphy spurred by the burgeoning of evidential scholarship. His boldly creative
interpretation based on the calligraphy of Han-dynasty (202 BCE-220 CE) steles was widely
praised by his contemporaries. Yi was posthumously promoted by Kang Youwei - 45 (1858—
1927), a major theorist of Chinese calligraphy in the late nineteenth century, as one of the
“founders” of “stele-school calligraphy” in China.!!

This chapter presents an artist biography of Yi that will serve as a matrix of my analyses in

the following chapters on how Yi and his close associates promoted new stylistic models,

° For discussions on kaozheng, see Elman, From Philosophy to Philology: Intellectual and Social Aspects of Change
in Late Imperial China; Elman, Classicism, Politics, and Kinship: the Chang-chou School of New Text Confucianism
in Late Imperial China. For the employment of kaozheng in the reconstruction of cultural traditions, see Meyer-
Fong, Building Culture in Early Qing Yangzhou.

10 For the emergence of epigraphical calligraphy, see McNair, “Engraved Calligraphy in China: Recension and
Reception,” 106-14; Bai, Fu Shan's World: The Transformation of Chinese Calligraphy in the Seventeenth Century.

1 Zhu Jia, ed., Guang Yizhou shuangji shuzheng &5} # 5 7% (Kowloon: Zhonghua shuju, 1979). For English
discussions on Kang Youwei and his theories, see Yuli Wang, trans., The Mirror of Writing: Kang Youwei’s

Curriculum for Chinese Calligraphy Art (Washington, DC: New Academia Publishing, 2017); Wong, The Other
Kang Youwei: Calligrapher, Art Activist, and Aesthetic Reformer in Modern China.



commemorated historical figures, and negotiated social relationships. My narration of Yi’s life
thus focuses on his participation in the antiquarian culture of eighteenth-century China. The life
of Yi has been well-documented through a large body of texts and objects related to him. The
“Epitaph for the Prefect of Yangzhou Yi Bingshou,” written by the poet and scholar Zhao

Huaiyu 1% & (1747-1823), offers an immediate profile of Yi from the perspective of his close

friend.'? There are also two traditional biographies of this man, compiled slightly later than his
lifetime, in the dynastic histories of the Qing. He is a featured cultural luminary in the section
“Literary Garden (wenyuan 3 %1)” in the Biographies of the Qing Dynasty (Qing shi liezhuan i
51 %1]{8).13 His other biography is listed in the section “Principled Officials (xunli {§52)” in the
Draft History of the Qing Dynasty (Qing shi gao & 5 #).'* Consistent with one another, these
three major texts portray Yi as a compassionate and upright official who was good at poetry and
calligraphy. Modern scholars, including Li Shuqing, Ma Guoquan, Zhou Hanyun, and Tan
Pingguo, have reconstructed several detailed chronicles of this renowned calligrapher,
highlighting both his life trajectory and social network. ' Using these early sources and recent
scholarship, I sketch an account of Yi’s life that emphasizes his interactions with leading
scholar-officials, influential tastemakers, resourceful collectors, and wealthy patrons. Through a
biography of this kind, I aim to outline Yi’s cultural endeavors in the late eighteenth and early

nineteenth centuries.

12 Zhao Huaiyu, “Yangzhou zhifu Yi jun Bingshou mubiao #MN & HHE T4z 23K, in Bei zhuan ji THHEE, by
Qian Yiji (Beijing: Zhonghua shuju, 1993), 3155-7.

13 Wang Zhonghan, ed., Qing shi liezhuan 75 25118 (Beijing: Zhonghua shuju, 1987), 5956-7.

14 Zhao Erxun, et al., Qing shi gao i& 4% (Beijing: Zhonghua shuju, 1977), 485:13407-8.

15 Li Shuqing, “Yi Bingshou shufa zhi yanjiu fft 4% &% 2 W} 5T (master’s thesis, Zhongguo wenhua daxue,
1985); Ma Guoquan, “Yi Moging xiansheng nianbiao 55 /525 4F3K ) Shupu F5¥, vol. 51, No.2 (1983): 38-52;
Zhou Hanyun, “Yi Bingshou shufa yanjiu 542548/ 50 (PhD diss., China Academy of Art, 2014); Tan
Pingguo, Yi Bingshou nianpu 4% F5% (Shanghai: Dongfang chubanshe, 2017).



This chapter begins by introducing Yi’s family background of Yi, especially the origin of the
Yi family and the career of Yi’s father. Each of the following three sections delineates Yi’s
major activities in Beijing, Huizhou, and Yangzhou, as well as his exchanges with prominent
scholar-officials in these cities.
1.1 Family Background
Born in Ninghua, Fujian Province, Yi Bingshou grew up in a prominent gentry family that had a
distinguished genealogy. His ancestors were said to have migrated from Henan to Fujian in the
late Tang Dynasty (618-907).'¢ In particular, Yi Bingshou recognized Yi Yin £ 7 (trad. c.
1649—-1549 BCE), a legendary minister of the Shang Dynasty (c. 1600—1046 BCE), as his
ancient ancestor.!” Their shared surname is derived from the Yi River (Yishui f#7K) in Henan

because the Yi clan is believed to have originally settled along this famed waterway. Such family
history had a deep impact on the artistic practice of Yi Bingshou. The artist once indicated that
he chose the Heng Fang Stele 17714 as a stylistic model because he and the protagonist of this
stele were of the same origin. Dated to 168, the Heng Fang Stele commemorates an otherwise
unknown military official named Heng Fang (106—168) of the Eastern Han Dynasty (25-220).!8
The inscription tells that Heng Fang identified Yi Yin, who was also known as “E Heng [ £
during the Shang, as the beginning of his family tree.!® The style of the Heng Fang Stele thus

became a channel through which Yi Bingshou could place himself in a venerable genealogy of

16 Zhao Huaiyu, “Yangzhou zhifu Yi jun Bingshou mubiao,” 3155.

17Yi talked about this ancestral lineage and his stylistic choice in a poem, see Yi Bingshou, “Ti Heng Fang bei yin
tong Tanxi xiansheng ji Gui Weigu daling 7 75 2 [ B IR Se A aF FE R4 K4 in Liuchun caotang shichao ¥
F 558 (Guangzhou: n.p., 1815), 4:7a-b.

18 For the text of the Heng Fang Stele, see Gao Wen, Hanbei jishi {54 FE (Kaifeng: Henan daxue chubanshe,
1997), 307-23.

19 “E heng,” also known as baoheng {1, was a synonym for the official title of Yi Yin as the minister of the Shang
Dynasty, see https://www.zdic.net’/hans/%E9%98%BF%E8%A1%A1 (accessed 04/06/2022).
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historical figures. Yi Bingshou also had a personal seal, reading “a Seedling of E Heng (E Heng
zhi miao 112 11, Figure 1.1).”?° A detailed discussion about the creation of this “ancestral
style” can be found in Chapter Two.

Yi Chaodong fF 54K (1729-1807), the father of Yi Bingshou, was an eminent court
official.>! In his youth, Yi Chaodong began to gain recognition from important scholars in
Fujian. He studied with Lei Hong 75 ## (1696-1760), an esteemed scholar-official from
Ninghua, and was highly regarded by Cai Shiyuan %1t i (1682—1733), a notable court
academician from Zhangpu in Fujian. Yi Chaodong received his jinshi degree, the highest degree
in the civil service examination, in 1769 at the age of forty. Such achievement was not easy
because the annual quota of degree holders was limited, and the competition was fierce.
Benjamin Elman has noted that “the odds for success in all stages of the selection process were
perhaps only slightly better than the 1 in 6,000 during the Qing.?* After gaining the degree, Yi
Chaodong was appointed by the Qianlong Emperor to several significant positions. He first

served at the Board of Justice (Xingbu |3 for eighteen years. Later Yi Chaodong was
promoted to serve as Vice Minister at the Court of Judicial Review (Dalisi shaoqing K55 /D

Ji) and subsequently as the Chief Minister at the Court of Imperial Entertainments (Guanglusi

20 Lian Xinfu, ed., Yi Bingshou fashu daguan f}t 342173 KB (Fuzhou: Haichao sheying yishu chubanshe, 2009),
254. This seal is also impressed on a collaborative work by Yi and his colleagues (a set of four calligraphic hanging
scrolls) at Shanghai Museum, see the entry Hu J& 1-4258 in Zhongguo gudai shuhua jianding zu, ed., Zhongguo
gudai shuhua tumu T B HE HE H (Beijing: Wenwu chubanshe, 1986), 5:354. 1 would like to thank Dr. Yan
Xiaojun at Shanghai Museum for allowing me to examine this work in person, as well as providing me with high-
resolution reproductions of this work.

2! For an account of Yi Chaodong’s life, see Qin Ying, “Guanglusi qing Yi jun Chaodong jiazhuan Jt:#5=F il 4+ F &
PR, in Bei zhuan ji, 1172-3.

22 Benjamin A. Elman, “the Social Roles of Literati in Early to Mid-Ch’ing,” in The Cambridge History of China:
The Ch’ing Dynasty to 1800, edited by Willard J. Peterson (Cambridge, UK: Cambridge University Press, 2016),
384.
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qing Y6 4%5F .2 He also served as an editor for the imperial encyclopedia project Complete
Library of the Four Treasuries (Siku Quanshu VU & 4>3).>* In 1796, Yi Chaodong was invited
to the Banquet of a Thousand Elders (Qiansouyan T 5 %) in the Forbidden City, which

celebrated the longevity of the Qianlong Emperor. He was awarded a set of imperial gifts,
including a precious inkstone. Thereafter Yi Chaodong named his personal study the “Studio of
the Bestowed Inkstone (Ciyan zhai #515i75)” to commemorate this distinct honor.?’ Yi Bingshou
had accompanied his father to the imperial banquet and witnessed this magnificent court
ceremony.

The remarkable career of Yi Chaodong paved the way for Yi Bingshou to enter the circle of
educated elites in Fujian. As a young man, Yi Bingshou studied with Yin Chengfang [Z7& 77
(1715-1790), an eminent educator in Ninghua.?® He also developed close friendships with

emerging talents in the region including Zhang Tengjiao 5RMEIL (1759-1795) and Wu
Xianxiang 5= E il (1748-1828). The early social engagement between Yi Bingshou and his
peers in Fujian is perhaps best represented through the handscroll Autumn Willows (Qiuliutu FX
Hi[&E, Figure 1.2) by Huang Shen #1H (1687-1772).2” A man from Ninghua, Huang Shen

mainly established his reputation as an eccentric artist in Yangzhou during the eighteenth

century. In 1782, Yi Bingshou and four local friends — Wu Xianxiang, Yin Donglin P& H Ak (c.

23 Tan Pingguo, Yi Bingshou nianpu, 74-5.

24Yi Chaodong had several poems about his participation in the editorial work of Siku quanshu, see Tan Pingguo, Yi
Bingshou nianpu, 42-3.

25 Wu Xiqi %5 (1749-1818) had written an essay, titled “Ciyan ji BjiisC,” to commemorate this rare honor for
Yi Chaodong, see Tan Pingguo, Yi Bingshou nianpu, 110-1.

26 Tan Pingguo, Yi Bingshou nianpu, 23.

%7 This painting is now in the collection of the Tokyo National Museum of Art, see
https://webarchives.tnm.jp/imgsearch/show/C0090808 (accessed 04/06/2022).
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late eighteenth century), Yin Anlii 2% & (c. late eighteenth century), and Xie Zun ##f & (c.

1730-1782) — viewed the image together and left a series of poetic inscriptions on the scroll.?8

Yi’s colophon in the small standard script (xiaokai /M), to the best of my knowledge, is likely

to be his earliest surviving calligraphic work.

1.2 Early Career in Beijing, 1784—1799

The years in Beijing were defining for Yi Bingshou. He was mentored by several prominent
senior scholar-officials at the capital and came to be recognized for his calligraphy. In 1784, Yi
arrived in Beijing to prepare for the civil service examination and became acquainted with
important court academicians. He is said to have studied calligraphy with the Grand Secretary

Liu Yong X3 (1720-1805), whose handwriting reinvigorated the classical styles of Wang
Xizhi £33 (303-361) and Su Shi ### (1037-1101).2° Between 1785 and 1787, Yi was on
the staff of Ji Yun ACH (1724-1805), one of the chief editors for Siku Quanshu, and he served as

an instructor to Ji’s grandchildren.*® Ji was impressed by Yi’s ability to produce archaic styles of
calligraphy. It is recorded that Ji often commissioned Yi to write court memorials on his behalf
because the Qianlong Emperor was particularly fond of Yi’s clerical-script calligraphy.®! Many
of the inscriptions on Ji’s treasured inkstones were also carved from Yi’s calligraphy. This
collection of inscribed objects was later published as the Inkstone Manual of the Cottage of

Close Scrutiny (Yuewei caotang yanpu B 105 5 1 7). 32

28 Tan Pingguo, Yi Bingshou nianpu, 29. Xie Zun was a painter in Fujian.

2 This story that Yi obtained the calligraphic teaching of Liu Yong was told by Bao Shichen (1775-1855), see Tan
Pingguo, Yi Bingshou nianpu, 33. Liu Yong is known to have creatively re-interpretated many of Su Shi’s
calligraphic works. One good example is the hanging scroll at the Freer Gallery of Art (accession number: F1982.6),
see https://asia.si.edu/object/F1982.6/ (accessed 04/06/2022).

30 Tan Pingguo, Yi Bingshou nianpu, 32.
31 Tan Pingguo, Yi Bingshou nianpu, 58.

32 Tan Pingguo, Yi Bingshou nianpu, 121. For reproductions of these inkstones and their inscriptions, see Fu
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Yi prospered as a government official in Beijing. After gaining his jinshi degree in 1789, Yi,
like his father, began his career at the Board of Justice and was widely recognized for being
‘impartial and empathetic.’3* In 1798, he was awarded the top distinction during the annual
review of capital officials.>* Yi also developed meaningful friendships with colleagues at this

position. The seal-script calligrapher Sun Xingyan &£ fiT (1753-1818), for example, was

among the people at the Board of Justice who shared Yi’s interest in early stone inscriptions.

Yi was deeply involved with the thriving antiquarian culture at the Qing capital. The
reputation of the Yi Family as an emerging clan of notable capital officials made Yi a welcomed
member to varied cultural circles in Beijing. He was especially close with leading scholars of
ancient Chinese writings, including Weng Fanggang 5 /7 4 (1733-1818), Huang Yi ¥ %)
(1744-1801), and Gui Fu 1§ (1736-1805). A brilliant court academician and bibliophile,

Weng was an influential tastemaker who had numerous students across the Qing empire because
of his position as education commissioner in Guangdong, Jiangxi, and Shandong.* This man
authored several important treatises on early stone engravings, including the Records of Stone
Inscriptions in Eastern Guangdong and the Records of Stone Inscriptions of the Two Han

Dynasties.*® Huang Yi was known for his extensive research on historical monuments in Henan

Xuancong, Zhang Chugiao, Zhang Guangyan, and Wang Duo, eds., Ji Xiaolan pidian Song shi fu Yuewei caotang
yanpu 4CHEEJE LB RES BB HOR SRS (Beijing: Xiandai jiaoyu chubanshe, 2009), 261-344.

33 Tan Pingguo, Yi Bingshou nianpu, 73.

34 Tan Pingguo, Yi Bingshou nianpu, 147.

AN

35 For the career of Weng, see Zhao Erxun, et al., Qing shi gao, 485:13394-5; Shen Jin, Weng Fanggang nianpu %
J7 #il -5 (Taipei: Zhongyanyuan wenzhesuo, 2002).

36 Weng Fanggang, Yuedong jinshi lue 2 3 4411, in Shike shiliao xinbian £1 %) 52814 (Taipei: Xinwenfeng
chubanshe, 1982); Weng Fanggang, Liang Han jinshi ji W% 44150, in Lidai beizhi congshu JEACHRGE# &
(Nanjing: Jiangsu guji chubanshe, 1998).
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and Shandong.*” His rich experience of examining stone monuments in situ was valued by this
group of epigraphic scholars. Huang also provided them with access to ink rubbings of early
stone monuments. The distinguished paleographer Gui Fu once invited Yi to collaborate on the

seal-script dictionary Mouzhuan fenyun $5% 77 58.%® Yi was responsible for the transcription of

ancient characters in this publication. The passion for early epigraphical materials was perceived
as a fashionable pastime among educated elites in the eighteenth century.*® Such antiquarian
community offered Yi an opportunity to establish himself as a calligrapher with great erudition
in ancient writings.

This community of antiquarians were equally interested in “spiritual communion (shenhui fif

)" with cultural paragons in Chinese history.*’ In the second half of the eighteenth century,

37 For the antiquarian endeavor of Huang Yi, see Michael J. Hatch, “Outline, Brushwork, and the Epigraphic
Aesthetic in Huang Yi’s Engraved Texts of the Lesser Penglai Pavilion (1800),” Archives of Asian Art, 70.1 (April
2020): 23-49; Lillian Lan-ying Tseng, “Retrieving the Past, Inventing the Memorable: Huang Yi’s Visit to the Song-
Luo monuments”, in Monuments and Memory, Made and Unmade, ed. Robert S. Nelson and Margaret Olin
(Chicago: The University of Chicago Press, 2003), 37-58; Lillian Lan-ying Tseng, “Mediums and Messages: The
Wu Family Shrines and Cultural Production in Qing China”, in Rethinking Recarving: Ideas, Practices, and
Problems of the “Wu Family Shrines” and Han China, ed. Cary Y. Liu (New Haven and London: Yale University
Press, 2008), 260-8; Qianshen Bai, “The Intellectual Legacy of Huang Yi and His Friends: Reflections on Some
Issues Raised by Recarving China’s Past,” in Rethinking Recarving, 286-37; Qin Ming, “Huang Y1 fangbeitu
gianzhuan: jianlun Huang Yi fangbei situ de neizaiguanxi ji zhengtijiegou 3% % 5h % & F {25 : e smss 2 5hi% Iy
N TE B 1R S BB 4E RS Zhongguo meishu FBIZEMT, no. 5 (2019):82-9; Xue Longchun, Guhuan: Huang Yi yu
gianjia jinshi shishang T 8X: ¥ 5 L7 52 & 475 ) (Beijing: Sanlian shudian, 2019); Xue Longchun, “Huang Yi
jinshi shoucang zhong de difangguan ¥ 2 &A1 W FIH 5T B, Taida Journal of Art History, 46 (2019): 117-
173; Lu Hui-wen, “Hanbei tuhua chu wenzhang: cong Jining zhouxue de hanbei tan shiba shiji houqi de fangbei
huodong vE A% [ 35 HHSCE . 1885 8 N S VR ER T )\ ACAR WM RH RS 81, Taida Journal of Art History, 26
(2009): 37-92; Gugong bowuyuan, ed., Penglai suyue: Gugong cang Huang Yi Han Wei beike teji YEHTE 4 : W=
B 5% S AR ZRE4E (Beijing: Zijincheng chubanshe, 2010); Huang Yi, Xiaopenglai ge jinshi wenzi /N 3 [8 4
13T, in Shike shiliao xinbian disan ji 412\ 52k} ¥4 55 — 85 (Taipei: Xin wenfeng chuban gongsi, 1986), 1: 529-
650; Gugong bowuyuan, ed., Gugong cang Huang Yi chidu yanjiu: shouji \ = J 3 5 R IEWF 7 :  FHF (Beijing:
Zijincheng chubanshe, 2014); Gugong bowuyuan, ed., Gugong cang Huang Yi chidu yanjiu: kaoshi # = 5 % 5 )X
&R 7T : %R (Beijing: Zijincheng chubanshe, 2015).

38 Tan Pingguo, Yi Bingshou nianpu, 115-6. Gui Fu, Mouzhuan fenyun #2577 %8 (n.p.: 1796),
https://hdl.handle.net/2027/keio.10811425274 (accessed 04/06/2022).

3 Xue Longchun, Guhuan, 169-212; Shana Brown, Pastimes: From Art and Antiquarianism to Modern Chinese
Historiography (Honolulu: University of Hawai’i Press, 2011).

40 The term “spiritual communion” is used by Patricia Berger and Alfreda Murck in their analyses on the veneration
of past by Chinese literati, see Patricia Berger, Empire of Emptiness: Buddhist Art and Political Authority in Qing

15



scholars in Beijing began to commemorate the birthdays of historic personalities. A huge admirer
of the Song (960-1276) polymath Su Shi, Weng Fanggang established a tradition known as Shou

Su hui 2%k €, or the Celebration of Su Shi’s Birthday.*! A detailed description and analysis of

this creative reception of Su Shi can be found in Chapters Three and Four. The noted poet

Fashishan 7£33% (1753-1813), who was also a Mongol bannerman, brought his friends to
celebrate the birthday of Li Dongyang 2= % [ (1447-1516).*? Fashishan owned the former

residence of Li Dongyang in Beijing and used the place for the ceremony. An upright official of
his day, Li Dongyang was an acclaimed poet and calligrapher of the Ming dynasty (1368—1644).
Participants of these birthday celebrations often composed rhymed verses to early poems by
these figures, and inspected artifacts, such as portraits and calligraphic works, related to these
cultured men. Yi was a frequent invitee to both social events in Beijing and became obsessed
with these renowned historical literati. His running-script calligraphy resembles the style of Li
Dongyang. During his post in Huizhou, Yi also restored several ruined sites related to Su Shi.
These repeated and ritualized transhistorical appropriations made Su Shi and Li Dongyang into
symbols of value through which Yi and other likeminded scholars could express their political
beliefs, cultural preferences, and social status. These birthday celebrations also generated a sense
of belonging for educated elites who self-identified as students and followers of these cultural

figures.

China (Honolulu: University fo Hawai’i Press, 2003), 126; Alfreda Murck, “Spiritual Communion: The Cult of Su
Shi,” in Eccentric Visions: The Worlds of Luo Ping, edited by Kim Karlsson, Alreada Murck, and Michele Matteini
(Ziirich: Museum Reitberg Ziirich, 2009), 80-7.

41 Michele Matteini, “The Aesthetics of Scholarship: Weng Fanggang and the Cult of Su Shi in Late-Eighteenth-
Century Beijing,” Archives of Asian Art 69.1 (April 2019): 103-120; Murck, “Spiritual Communion: The Cult of Su
Shi,” 80-7.

42 Tan Pingguo, Yi Bingshou nianpu, 161.
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The cosmopolitan environment of Beijing also allowed Y1 to interact with Korean scholars.
He developed friendships with several prominent envoys from Choson (1392-1897) Korea. In

1791, Yi wrote a farewell poem to Pak Chega M58 (1750-1815), a distinguished scholar and
poet of the late Choson, for his journey back to Korea.*® The following year, when Kim Ido 4 )&
F£ (1750-1813) prepared to return to Korea, Yi was asked to inscribe a painting which Zhang
Daowo GRIiEJR (1757-1829) produced for Kim.* The exchange between Qing scholars and

Choson envoys contributed to the emergence of transnational intellectual trends and artistic
styles. Michele Matteini has discussed how Choson scholars took portraits of Su Shi to Korea
and continued the celebration of Su Shi’s Birthday with local educated elites.*> Maya Stiller has
pointed out that the styles of some archaic stone carvings at Kiimgangsan were inspired by
contemporaneous Chinese calligraphers, such as Yi Bingshou, Huang Yi, and Sun Xingyan.*¢
Such trans-regional movement of material objects and aesthetic ideas was integral to the world
Yi lived in.

1.3 Life in Huizhou, 1799-1803

In 1799, Yi was promoted to serve as Prefect of Huizhou in Guangdong Province. Because Su
Shi lived in Huizhou from 1094 to 1097 during his Lingnan exile, the restoration of cultural ruins

related to the Song paragon became a vital aspect of Yi’s administration of the region.*’ In 1800,

v A

#Yi Bingshou, “Song Gaoli Piao Jianshu Qijia guiguo i =i FEAM® 2% K ER K, in Liuchun caotang shichao, 2:3a.
4Yi Bingshou, “Ti Zhang Shuiwu cishi Daowo huace song Gaoli Jin Liidu guiguo #E5R 7K 2 ] 52 1E V& & ik &
& B E,” in Liuchun caotang shichao, 2:6b.

45 Matteini, “The Aesthetics of Scholarship,” 115.

4 Maya K. H. Stiller, Carving Status at Kiimgangsan: Elite Graffiti in Premodern Korea (Seattle: University of
Washington, 2021), 82-3.

47 For Su Shi’s Huizhou exile, see Ronald Egan, Word, Image and Deed in the Life of Su Shi (Cambridge, MA:
Harvard University Press, 1994), 86-107, 213-5.
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Yi initiated the renovation of the old residence of Su Shi at the White Crane Peak (Baihefeng I
f#504). At the site, he miraculously unearthed an inkstone that bears Su Shi’s signature and seal.
This enigmatic object and its multilayered meanings are examined in detail in Chapter Three.
The following year, Yi re-engraved two stone plaques — “Virtue-Has-Neighbors Hall” (De you
ling tang 154G #f5) and “No-Deviant-Thoughts Studio” (Si wu xie zhai 8 fEH7%), a name
which Su Shi chose for his residence in Huizhou.*® Yi also transcribed Su Shi’s Inscription for
the No-Deviant-Thoughts Studio (Si wu xie zhai ming #1075 $%), in which Su explained his
choice of the tile for his personal study, and had the inscription engraved in stone.*’ At Mount

Gu (Gushan f1l1) near Huizhou’s Feng Lake %3, Yi rebuilt the tomb of Wang Zhaoyun T #f
% (1062-1096), Su Shi’s beloved concubine. The prefect transcribed Su’s Epitaph for Zhaoyun,

originally upon the death of Zhaoyun in 1096, and had it erected next to the tomb.>® In Chapter
Four, I examine this reconstruction of Zhaoyun’s Tomb with an emphasis on how male scholars
appropriated her cultural image during the Qing dynasty. These monuments related to Su Shi
also reached audiences beyond Huizhou. Yi reported his cultural restorations to his friends,
especially Weng Fanggang in Beijing, through personal letters and ink rubbings of these re-

engraved stone inscriptions.!

48 For an interesting discussion on these re-engravings, see https://mp.weixin.qq.com/s/Fju0Hr3GON4gCmTEipafsA
(accessed 04/06/2022).

4 Su Shi, “Siwuxie zhai ming bingxu ARG E4310 17, in Su Shi quanji jiaozhu: Wenji #RI 2 E8ERE: SCEE,
edited by Zhang Zhilie, Ma Defu, and Zhou Yukai (Shijiazhuang: Hebei renmin chubanshe, 2010), 3:2186-9.

50 Su Shi, “Zhaoyun muzhiming ¥ &= 2 & $8,” in Su Shi quanji jiaozhu: Wenji, 3:1630.

S1Yi was known to have sent ink rubbings of the inkstone he discovered at the White Crane Peak to Weng
Fanggang, see Tan Pingguo, Yi Bingshou nianpu, 201.
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Another significant achievement of his career in Huizhou was the construction of Feng Lake

Academy (Fenghu shuyuan ¥ 32 Fit).>? Educated elites in and around Huizhou had long

expressed the need to rebuild the old regional school but the plan had always been delayed due to
the high expense. When Y1 arrived as the new prefect, he responded to the request by setting up a
plan to establish a new Confucian academy near Feng Lake in Huizhou. The construction began
in the summer of 1800 and was completed in the winter of 1801. The total cost was five-
thousand taels of silver, which roughly equal to one hundred and sixty thousand US dollars

today. Yi wrote and dedicated the inscription “Sincere and Venerable (dunzhong 3 ),” for the

school, which aimed to stress the Confucian value in honest and respectful behaviors. This
calligraphic work was originally hung at the central hall of Feng Lake Academy. A modern re-

engraving of the inscription can be seen at the site today. Yi invited Song Xiang A (1756

1826), a prominent scholar from Jiaying, in Guangdong, to head the school as the primary
instructor. In the nineteenth century, Fenghu Academy produced many significant scholars and
was deemed one of the largest educational institutes in Guangdong.

The post in Huizhou connected Yi Bingshou to wealthy maritime merchants in nearby
Guangzhou.** The city had produced many important merchant families because Guangzhou was
designated by the Qing government as the only trading port with foreigners. Yi was especially
close to the Ye Family. This clan gained prominence in the second half of the eighteenth century
through their lucrative business with noted companies from Europe and America. The Ye Family

was also an important patron of the arts in the Cantonese region. Ye Menglong (1775-1832), for

52 Tan Pingguo, Yi Bingshou nianpu, 194, 210-1.

33 For a recent discussion on the relationship between Yi and the Ye Family, see He Biqi, “Sushi dikun: Yi Bingshou
yu Ye Menglong jiazu de qingyi JAUtH 58 .. P SRAZEREE 2558 SR (W15 56, Zhongguo shufa HEBIE%, 376, No. 6
(2020): 84-9.

19



example, assembled an impressive collection of Chinese paintings and sponsored the production

)‘54

of several calligraphic compendia (fatie i%M).>* They also offered financial support to

distinguished scholars and artists in the region. Y1 was a valued guest to literary gatherings at the
estate of the Ye Family. He also dedicated many calligraphic works to different members of the
family. In Chapter Five, I examine these dedicatory works in the context of social exchange
between Y1 and the Ye Family.

The social upheaval and bureaucratic corruption of the early nineteenth century brought an
abrupt end to his position as the Prefect of Huizhou.* In the seventh month of 1802, a felon in
Boluo county of Huizhou escaped from jail. The Jiaqing Emperor suspended the positions of Yi,
as well as several other involved officials in Guangzhou, because the incident was considered
negligence in the supervision of local affairs. The following month, an uprising started in Boluo

and quickly spread across eastern Guangdong. Yi quickly advised Gioro Jiqing % 4% 75 & (1753—

1802), the Governor-general of Guangdong and Guangxi, to contain the riot with proper military
strategies. However, Gioro Jiging not only dismissed Yi’s suggestion but also blamed Yi for the
escalation of local rebellion. Yi was sent to jail in Guangzhou and set to be banished to the
military base in Yili, in distant Xinjiang Province. After the Boluo rebellion was pacified, the
Jiaging Emperor ordered the case to be thoroughly investigated. Not long after he was suspended
from his position, Gioro Jiging committed suicide. In addition, educated elites in Huizhou
reported to the imperial investigator how the insightful suggestions of Yi had been ignored by

Jiging. In 1803, the emperor issued an edict to release Yi from the prison and revoke his

5% For the calligraphic compendia that Ye Menglong sponsored, see “Youshizhai fatie sijuan &£ 35 V4 45,” and
“Fengmanlou jitie liujuan JE MM 7<%, and “Zhenyinyuan fatie shijuan H [Z %M 45 in Rong Geng,
Cong tie mu #MW; H (Hong Kong: Zhonghua shuju, 1986), 2:606-14; 4:1523-8.

35 My following reconstruction of the event is built upon the rigorous research of Tan Pingguo, see Tan Pingguo, ¥i
Bingshou nianpu, 217-226, 233-4.
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upcoming banishment. Yi stayed in Guangzhou for a while before he returned to his home in
Fujian.

1.4 Life in Yangzhou, 1805-1807

The final position Yi held was Prefect of Yangzhou.>® In the Qing dynasty, officials who had
been punished and dismissed from their posts could submit a significant amount of cash to be re-
considered as candidates for government employment. Such practice is known as juanfu 515,
literally “to donate and recover.”’ The epitaph of Yi says that some of his close associates
(unspecified) assisted him with the required donation to “recover’ his imperial appointment.>® I
surmise that the Ye Family of Guangzhou was among the people who offered financial support.
Feng Minchang %5 & (1741-1806), one of their common friends, noted that if not for
thousands of taels of gold from the Ye Family, Yi would not be able to walk around free.*® In
1805, with the recommendation of Tiebao #f& (1752-1824), then the Governor General of
Jiangnan and Jiangxi, and Wang Zhiyi ¥ £ 4 (1743-1818), then the Governor of Jiangsu, Yi

was appointed to serve as the Prefect of Yangzhou.®® At the new post, Yi devoted himself to

flood control in the lower Yangtze River region. He solicited contributions from salt merchants

%6 For detailed accounts of Yi’s life in Yangzhou, see Tan Pingguo, Yi Bingshou nianpu, 249-366.

57 Zhao Degui, “Qingdai Qianlong chao «tuiguang juanfu zhi li» yanjiu JE{CHZFE R (HEREIEIE ) BFF,” Lishi
dang’an JFE 5282, no. 1 (1991): 98-108; Wu Yue, Zhongguo de juanna zhidu yu shehui " B (¥ F5 40 1) & B 4t €
(Nanjing: Jiangsu renmin chubanshe, 2013); Zhao Yapu, “Qingdai juanna pingxi /& X5 ANZEAT (master’s thesis,
Suzhou University, 2020).

58 Zhao Huaiyu, “Yangzhou zhifu Yi jun Bingshou mubiao,” 3155-7.

59 This comment is part of a colophon by Feng Minchang on an album of poems that Yi brushed for Ye Tingxun, see
“Yi Mogqing shice 82551}, in Ye Menglong, Fengmanlou shuhua lu JB 1% 25 3 5%, in Minguo gaochao ben
RBP4, edited by Guangdongsheng Zhongshan tushuguan and Zhongshan daxue tushuguan (Guangzhou:
Guangdong renmin chubanshe and Nanfang chubanshe, 2016) volume 32: 341-2. The original Chinese text reads:

“LONEREEEEM 2 Hoh, HECT-eARR), BDE SRS RRAT R B sk
60 Tan Pingguo, Yi Bingshou nianpu, 298.
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in Yangzhou to build shelters and supply porridge for local refugees. Residents of Yangzhou
remembered Yi as a caring and competent administrator.

Yi also worked with Ruan Yuan Pt 7t (1764—1849) to restore important cultural sites in

Yangzhou. A native of Yangzhou and a proponent of evidential scholarship, Ruan had held
prominent positions in Zhejiang, Hubei, Guangdong, and Guizhou.®' Between 1805 and 1807,
Ruan returned to Yangzhou to observe the requisite period of mourning for his father. At the end

of 1805, Ruan completed the construction of the Wenxuan lou 3 i%4#, or the Tower of Literary

Selection, which honored Yangzhou as the origin place for the famed sixth-century literary
anthology Wenxuan.®* Yi composed a calligraphic couplet for the new building. The following

year, Yi invited Ruan to collaborate on the compilation of Yangzhou tujing 7 M [E|£%, an

illustrated gazetteer of Yangzhou. Yi also contributed his salary to cover the expense of this
publication.®® In 1807, when Ruan re-discovered the mausoleum of Emperor Yang (569-618) of
the Sui Dynasty (581-618), he requested Yi to brush a stele inscription commemorating this
finding (Figure 1.3).% The monument remains extant today in the north of Yangzhou.

Yi Bingshou relinquished the post in Yangzhou due to the sudden death of his father. In the

eighth month of 1807, Yi Chaodong passed away at the age of seventy-nine. Yi Bingshou

%1 For discussions on Ruan Yuan and his cultural engagements, see Eric Lefebvre, “L' "Image des antiquités
accumulées" de Ruan Yuan: La représentation d'une collectionprivée en Chine a I'époque pré-moderne,” Arts
Asiatiques, Vol. 63 (2006): 61-72; Wei Peh T’1, “Private Patronage of Scholarship and Learning During the Mid-
Qing: Ruan Yuan and the Scholars Around Him,” Journal of the Hong Kong Branch of the Royal Asiatic Society,
Vol. 31 (1991): 40-64; Betty Peh-T’1 Wei, Ruan Yuan, 1764-1849: The Life and Work of a Major Scholar-Official in
Nineteenth-Century China before the Opium War (Hong Kong: Hong Kong University Press, 2006); Steven B.
Miles, The Sea of Learning: Mobility and Identity in Nineteenth-century Guangzhou (Cambridge: Harvard
University Asia Center, 2006); Ye Pengfei, Ruan Yuan Bao Shichen Byt €1 (Shijiazhuang: Hebei jiaoyu
chubanshe, 2003); Man-kam Leung, “Juan Yuan: The Life, Works and Career of a Chinese Scholar-Bureaucrat”
(PhD diss. University of Hawaii, 1977).

2 Meyer-Fong, Building Culture in Early Qing Yangzhou, 75-127.
63 Tan Pingguo, Yi Bingshou nianpu, 309.
% Meyer-Fong, Building Culture in Early Qing Yangzhou, 118-9; Tan Pingguo, Yi Bingshou nianpu,.339-340.
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returned to his hometown Ninghua to conduct a proper burial for his father and fulfill his
Confucian obligation as a filial son. Unfortunately, Y1’s mother, Madame Luo, also passed away
in 1808 at the age of eighty-one. Yi was devasted by the loss of both parents and chose to stay in
Ninghua to mentor younger members of his family. In 1815, Yi felt motivated again to seek an
official appointment in Beijing.% However, on his way north, Yi died in Yangzhou due to a
sudden illness (possibly pneumonia). Local scholars commemorated the former prefect by

registering his name in the Four Worthies Shrine (Sixian ci /U & #7) in Yangzhou.®® The shrine
previously honored Su Shi, Ouyang Xiu EXf% 1% (1007-1072), and Wang Shizhen T 45

(1634—1711) for their contributions to the cultural history of Yangzhou. The addition of his name

to the shrine immortalized Y1i as an integral part of the city’s cultured past.

65 Tan Pingguo suggests that Yi decided to return to officialdom because he was asked to pay a fine of seven
thousand and five hundred taels of silver due to the flood in Yangzhou in 1806, see Tan Pingguo, Yi Bingshou
nianpu, 371. Qing laws required that local officials (both former and current) be fined when local facilities went
wrong. In this case, because the riverbanks had been re-built and strengthened under his administration, Yi was
responsible when these structures were damaged.

% Tan Pingguo, Yi Bingshou nianpu, 504-5.
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Chapter Two: Problems of the Zhang Qian Stele
A transmitter and not a maker, trusting in and loving antiquity.®’
WIMAME, A& T
—  From Lunyu it (the Analects)
For students of Chinese calligraphy today, the Zhang Qian Stele (Zhang Qian bei 5RIE %) is

considered as one of the most significant models of the clerical script (lishu 3#2), an ancient

script type traditionally believed to have originated in the time of the First Emperor (259-210
BCE) of the Qin Dynasty (221-206 BCE).®® Dated to 186, the Zhang Qian Stele was originally
erected in Dongping County of Shandong Province as a memorial to an unrecorded minor
official, one Zhang Qian of the Eastern Han period (25-220).%’ The monument is now housed in

the Temple of the Great Mountain (Dai miao /&) at the foot of Mount Tai in Tai’an,

%7 For the translation, see Burton Watson, trans., The Analects of Confucius (New York: Columbia University Press,
2007), 48. For the original Chinese text, see Cheng Shude, Lunyu jishi it 5%, 4 vols. (Beijing: Zhonghua shuju,
1990), 2:431.

% In the standard narrative about the invention of different script types, Cheng Miao, a low-ranking clerk of the Qin
dynasty, was named as the “founder” of the clerical script, see Zhang Huaiguan, “Shu duan #£,” in Fashu yaolu
13 5%, by Zhang Yanyuan (Shanghai: Shanghai guji chubanshe, 2013), 166-7. I discuss this traditional belief in
the section “Style of the Clerk.” Scholars in recent decades have used archaeological findings, such as covenant
texts in Houma and Wenxian during the Spring and Autumn Period (c. 771-476 BCE) and bronze inscriptions from
the Warring States Period (c. 475-221 BCE), to investigate the phenomenon of libian $§5% (lit. the development of
the clerical script), especially how the clerical script evolved from earlier script types. The issue is important
because it serves as the foundation of the Chinese writing system that remains in use today. A rather progressive
view is that the characteristics of the clerical script had already emerged on covenant texts during the late Spring and
Autumn Period, roughly around 497-489 BCE, see Liu Fengshan, “Libian yanjiu £}5##f 70 (PhD diss., Capital
Normal University, 2006); Tian Fang, “Libian xintan 42 #1#% (master’s thesis, Tianjin Normal University, 2014).
For a recent dating of these covenant texts, see Crispin Williams, “Dating the Houma Covenant Texts: The
Significance of Recent Findings from the Wenxian Covenant Texts,” Early China 35-36 (2012-13): 247-275. A more
conservative viewpoint is that the creation of the clerical script should have taken place at least by the late Warring
States Period, roughly around 361-381 BCE, see Qiu Xigui, Wengzixue gaiyao L2 (Beijing: Shangwu
yinshuguan, 2013), 74-79. For the ceremonial use of the clerical script during the Tang dynasty, read Liu Xiaoling,
Sheng Tang Bafen shu yanjiu 853 )\ 7> EF W FC (Taipei: Wenjin chubanshe, 2009); and Robert E. Harrist, The
Landscape of Words: Stone Inscriptions from Early and Medieval China (Seattle: University of Washington Press,
2008), 219-70. For the study of the clerical script as a part of epigraphic inquiry during the Song dynasty, read
Harold Mok, “Seal and Clerical Scripts of the Sung Dynasty,” in Character and Context in Chinese Calligraphy, ed.
Cary Y. Liu, Dora C. Y. Ching, and Judith G. Smith (Princeton: Art Museum, Princeton University, 1999), 174-198.
% For the text of the inscription, see Gao Wen, Hanbei jishi 154 FE (Kaifeng: Henan daxue chubanshe, 1997),
489-501.
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Shandong. The inscription is best known for the plain and angular brushstroke, and the compact
and dense character structure. Take the beginning section of the stele as an example (Figure 2.1),
each character is tightly constructed by strokes of even thickness. The starting point of each
stroke, however, is marked by a distinct square edge. These formalistic features, often described

9% ¢

in terms such as “vigorous,” “substantial,” and “heavy,” are not only thought to represent an

authentic historical style but also considered as a direct and unadorned expression of one’s inner
self.

Such aesthetic experience of the Zhang Qian Stele did not take shape until the second half of
the eighteenth century. In the seventeenth century, educated elites began to promote ancient
epigraphical materials as authentic and uncorrupted examples of early calligraphic styles.”®

However, the value of the Zhang Qian Stele was heavily contested.”! Gu Yanwu i 4 i (1613

0 For a discussion on the emergence of the epigraphical calligraphy in the seventeenth century, see Qianshen Bai,
Fu Shan's World: the Transformation of Chinese Calligraphy in the Seventeenth Century (Cambridge: Harvard
University Asia Center, 2003). I follow Bai to term the type of calligraphy inspired by ancient epigraphical materials
as “epigraphical calligraphy.” I also avoid using the term “stele school (beixue 1 £2%)” to address this kind of
calligraphy because the term became popular in a slightly later period and is thus often used to speak about cultural
and political concerns that were different from the period under discussion in the present article. For a recent
discussion on the theories of the “stele school,” see Aida Yuen Wong, The other Kang Youwei: Calligrapher, Art
Activist, and Aesthetic Reformer in Modern China (Leiden and Boston: Brill, 2016); Amy McNair, “Engraved
Calligraphy in China: Recension and Reception,” The Art Bulletin, Vol. 77, No. 1 (Mar. 1995): 106-14. The study of
epigraphical materials first emerged in the eleventh century. Epigraphists viewed these inscriptions as authentic
historical documents vis-a-vis “transmitted texts” that were compiled and edited by historians of later periods and
used these quasi-archaeological materials to verify recorded historical events. For discussions on this intellectual
tradition, see Ronald Egan, “Ou-yang Hsiu and Su Shih on Calligraphy,” Harvard Journal of Asiatic Studies, 49.2
(1989): 365-419; Ronald Egan, “Rethinking ‘Traces’ from the Past: Ouyang Xiu on Stone Inscriptions,” chap. 1 in
The Problem of Beauty: Aesthetic Thought and Pursuits in Northern Song Dynasty China (Cambridge: Harvard
University Asia Center, 2006), 7-59; Hsii Ya-hwei, “Antiquaries and Politics: Antiquarian Culture of the Northern
Song, 960-1127,” in World Antiquarianism: Comparative Perspectives (Los Angeles: Getty Research Institute,
2013), 230-248; Hsii Ya-hwei, “Bei Song wangqi jinshi shoucang de shehui wangluo fenxi 3t 5 #A 4 47 WSO 4L
AL T, Xinshixue H7 52, vol. 29, no. 4 (Dec. 2018): 71-124; Yunchiahn C. Sena, Bronze and Stone: The
Cult of Antiquity in Song Dynasty China (Seattle: University of Washington Press, 2019); Jeffery Moser, “Learning
with Metal and Stone: On the Discursive Formation of Song Epigraphy,” in Powerful Arguments: Standards of
Validity in Late Imperial China, ed. Martin Hofmann, Joachim Kurtz, and Ari Daniel Levine (Leiden and Boston:
Brill, 2020), 135-74; Chen Wenbo, “Huang Tingjian yu Beisong houqi de jinshi jiancang shijie % J& EXH b 54 4% HA
()4 A B S Wenyi yanjiu SCEERFFT, no. 12 (2021): 129-42.

! In recent years, several scholars in China have re-visited issues related to the stele’s authenticity, see Cheng
Zhangcan, “Du Zhang Qian bei zhiyi E5RIE % £ 5E,” Wenxian SCJER, No. 2 (April 2008): 3-16; Cheng Zhangcan,
“Du Zhang Qian bei zai zhiyi 785 IE M F L 5E,” Wenxian SCE, No. 3 (July 2009): 128-39; Cai Fuquan and Xiong
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1682), an influential scholar of epigraphy during the early seventeenth century, severely
questioned the authenticity of the Zhang Qian Stele and argued that the work was a counterfeit of
the late Ming. Following Gu’s viewpoint, other contemporary scholars had pointed out additional
problems of this inscription, such as the poor quality of carving and the unorthodox use of
characters. In the eighteenth century, Yi Bingshou and his close associates re-conceptualized the

Zhang Qian Stele as the original style of the clerical script. Proponents of kaozheng 7575

(evidential research) advocated that rigorous philological analyses of early texts could clarify
meanings of ancient Confucian classics and restore lost sites of cultural legacy.’”? Drawing on
relevant historical documents, these kaozheng scholars placed the Zhang Qian Stele into a
stylistic lineage which they considered congruous with the development of Chinese writing.
They also connected the blunt and robust brushwork of this inscription with an age-old idea
about spontaneity.

In this chapter, I argue that Yi contributed to the construction of the stele’s authenticity

through his copies of the Zhang Qian Stele. Lin [i, literally “to copy,” was the critical term that

Yi used to denote this type of artistic practice. Copying an earlier piece suggests that the writer

Shuangping, “Zhang Qian bei zhenwei bian 5RIEM ZABHE,” Shufa yanjiu Fi%HE 5T, No. 1 (2018): 78-102; Wu
Chaoyang and Jin Wen, “Du Zhang Qian bei bianyi yu Cheng Zhangcan xiansheng shangque 8518 i B 5 - B 2
BRI AR ME,” Wen shi zhe SCH145, Vol. 322, No. 1 (2011): 164-8; Zhang Ming and Li Lingli, “Zhang Qian bei
xiangguan wenti kaobian 538 B AH 4 R RE % #%,” Zhongguo guojia bowuguan guankan 7[5 B 5% 1#.4) & 7 1], No.
12 (2015): 129-41; Zhang Ming, “Zhang Qian bei de faxian ji qi liuchuan wenti kaobian 5R3E i 1] 5% B K F it (2 74
EEHE,” Rongbaozhai 58 517%, No. 3 (2015): 164-75. For an English discussion on the issues of the Zhang Qian
Stele, see Peter Sturman, “Aesthetic Dimensions of the Clerical Script,” in Double Beauty: Qing Dynasty Couplets
from the Lechangzai Xuan Collection, edited by Jason C. Luo, and Peter C. Sturman (Hong Kong: Art Museum, the
Chinese University of Hong Kong, 2003), 36-7.

2 Benjamin Elman, From Philosophy to Philology: Intellectual and Social Aspects of Change in Late Imperial
China (Cambridge: Harvard University Press, 1984); Benjamin Elman, Classicism, Politics, and Kinship: The
Ch’ang-chou School of New Text Confucianism in Late Imperial China (Berkeley: University of California Press,
1990). For examples on the use of kaozheng method in the artistic culture, see Michele Matteini, “The Aesthetics of
Scholarship: Weng Fanggang and the Cult of Su Shi in Late-Eighteenth-Century Beijing,” Archives of Asian Art 69.1
(April 2019): 103-120; Michele Matteini, “The Story of a Stone: Mi Fu’s Ink-Grinding Stone and its Eighteenth-
century Replications,” Arts Asiatiques, vol. 72 (2017): 81-96.

26



considered the work an inspiring model of calligraphy and intended to master its style through
close and repeated transcriptions. Beginning in the sixteenth century, however, the idea of /in
expanded far beyond the faithful imitation of ancient masterpieces. Katharine Burnett has
translated the term as “innovative transcription” to underscore the conceptual originality of

copying in the field of Chinese art.”* Dong Qichang & H & (1555-1636), for example, had

employed a wide range of styles to transcribe time-honored calligraphic pieces and identified
such practice as “copying.”’* Yi’s copies of early stone inscriptions fall under the purview of this
updated notion of /in. He was known to have copied a variety of early stone inscriptions, the
majority of which had never been considered as calligraphic exemplars prior to his time.”
Among these innovative transcriptions, the Zhang Qian Stele stands out immediately for the
sheer number of copies and the wide span of time that Yi had devoted to this single monument.
Six different transcriptions of this Han stele by him have survived today (Appendix I). Scholars
in the past have thus identified the Zhang Qian Stele as one of the major sources for the style of
Yi’s clerical-script calligraphy.’® Yet, rather than merely portraying Yi as a follower of this
historical style, I propose that his calligraphic copies of the Zhang Qian Stele played a role in the
formation of a new artistic canon and demonstrated the evolving conceptions of historicity at the

time.”’

73 Katharine P. Burnett, Dimensions of Originality: Essays on Seventeenth-Century Chinese Art Theory and
Criticism (Hong Kong: The Chinese University Press, 2013), 209-19.

" For discussions on Dong Qichang’s copies, see Bai, Fu Shan’s World, 35-50.

75 For a list of inscriptions that Yi had studied, see Pik Ki Ho, “Qingdai lishu yu Yi Bingshou j5&{QAf & Bl 42>
(master’s thesis, The Chinese University of Hong Kong, 2001), 106-7.

76 Jin Dan, Zhongguo shufajia quanji: Yi Bingshou Chen Hongshou T[S &5 K &4 R4 MG F
(Shijiazhuang: Hebei jiaoyu chubanshe, 2006), 55-6. Ho, “Qingdai lishu yu Yi Bingshou,” 110. Zhou Hanyun, “Yi
Bingshou shufa yanjiu 542 &7 71 (PhD diss., China Academy of Art, 2014), 43-6.

77 For a discussion on the issue of canon and canonicity, see Richard Vinograd, “Classification, Canon, and Genre,”
in A Companion to Chinese Art, eds. Martin J. Powers and Katherine R. Tsiang (West Sussex, England: Wiley
Blackwell, 2016), 254-76.
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My use of the term “historicity” in this chapter is not limited to its dictionary definition as
“historical authenticity,” which suggests an actual occurrence of the past. I am also inspired by
the use of “historicity” in anthropology and sociology as an analytical framework on the
experience of time, especially the complex relationship between the past, present, and future.”
Eric Hirsch and Charles Stewart, for instance, adopt the concept to investigate the social
production of history, especially how present people “make sense of the past, while anticipating
the future.”” The formulation of historicity as a position one takes to interpret historical
materials for the future could be a useful approach to the antiquarian culture of eighteenth-
century China. As strong adherents of kaozheng, scholars of this period were skeptical about
knowledge from the past and never ceased to question the materials in front of them. Yet, they
also expressed a shared desire to re-imagine fabled stories in classical texts. I would argue that
this ambivalent stance, both as critical students of the history and devoted followers of the
tradition, exemplifies how they navigated through different temporalities to conceive their own
historicity. Yi’s copies of the Zhang Qian Stele produced a “version of the past” that could
demonstrate his cultural beliefs to future generations.®® Together, these artistic writings not only
probe the shifting paradigm of aesthetic preference but also indicates how scholar-artists

formulated unprecedented relationships with the past.

8 T am especially inspired by the following works: Charles Steward, “Historicity and Anthropology,” Annual Review
of Anthropology, vol. 45 (2016): 79-94; Francois Hartog, Regimes of Historicity: Presentism and Experiences of
Time, trans. Saskia Brown (New York: Columbia University Press, 2015); Eric Hirsh and Charles Stewart,
“Introduction: Ethnographies of Historicity,” History and Anthropology, Vol. 16, No. 3 (September 2005): 261-74;
Reinhart Koselleck, Futures Past: On the Semantics of Historical Time, trans. Keith Tribe (New York: Columbia
University Press, 2004); Tom Rockmore and Joseph Margolis, eds., History, Historicity and Science (Hampshire,
England: Ashgate, 2006).

7 Hirsh and Stewart, “Introduction,” 262.

80 “Versions of the past” is a phrase that Hirsh and Stewart have used in their definition of “historicity,” which
highlights the malleability of historical memories. Their original sentence reads: “... ‘historicity’ describes a human
situation in flow, where versions of the past and future (of persons, collectives, or things) assume present form in
relation to events, political needs, available cultural forms and emotional dispositions. ...,” see Hirsh and Stewart,
“Introduction,” 262.
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The chapter begins with an analysis about the critique of the Zhang Qian Stele by Gu Yanwu
and others. The problems of this inscription center on its ambiguous provenance, inflated text,
and unconventional style. In the following sections, I showcase how eighteenth-century scholars,
especially Niu Yunzheng fi# & (1706-1758), Weng Fanggang 53 /7 4] (1733-1818) and Gui
Fu #£#8 (1736-1805), re-established the Zhang Qian Stele as an authentic model of the clerical

script through the lens of historical materiality. They distinguished the roles between transcriber
and carver in the making of stone inscriptions, arguing that the textual mistakes of the Zhang
Qian Stele were signs of authenticity because the anonymous clerk who transcribed the memorial
onto the stone could produce unintentional errors.®! To their eyes, these careless mistakes
signified the historicity of the Han dynasty, because the stone medium should document those
unintentional errors. Referring to the origin myth of the clerical script, Weng theorized the style
of the Zhang Qian Stele as “the style of the clerk.” He also appropriated the early idea of

“substantial and blunt” (zhihou & J&) to articulate the aesthetic experience embodied in the plain

and unmodulated brushstrokes of this stone inscription. In the final section, I delve into Yi’s
motivation for making different copies of the Zhang Qian Stele. In his early works, Y1 voiced his
support for the stele’s authenticity by closely tracing the carving effect of the variant characters
on the Zhang Qian Stele. In addition, I argue that Yi chose the Zhang Qian Stele as a stylistic
model because the style of the inscription was closely associated with his ancestry. Yi later also
transcribed the Zhang Qian Stele with other renowned Tang-dynasty (618-907) calligraphies to
announce a lineage of Chinese calligraphy that he and his friends had envisioned. His emphasis

on the spatiality of this inscription in his late copies of 1813 speak of his desire to pass on the

81 Clerks and scribes making mistakes was a perennial problem in Chinese history. For similar problems in the Song
dynasty, see Susan Cherniack, “Book Culture and Textual Transmission in Sung China,” Harvard Journal of Asiatic
Studies, 54, no. 1 (1994): 5-125. I would like to thank Alfreda Murck for sharing this source with me.
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method of kaozheng to his younger generation. In all, this chapter examines the layered
meanings behind Y1i’s stylistic choice through the shifting receptions of the Zhang Qian Stele.
2.1 Critique of the Zhang Qian Stele
Prior to the eighteenth century, many scholars had raised questions about the authenticity of the
Zhang Qian Stele. Because the inscription was not associated with any traditional masters of the
clerical script or recorded in early epigraphic treatises, collectors and antiquarians had
formulated different opinions, even contradicting ones, about its provenance, text, and
calligraphic style. Although renowned calligraphers such as Fu Shan {1l (1607-1684) and
Zheng Fu Z5# (1622-1693) owned ink rubbings of this stele, they did not seem to develop their
own styles of the clerical script based on the Zhang Qian Stele.®? These contested viewpoints
likely undermined its status as a proper stylistic source in the seventeenth century.

2.1.1 Provenance
The provenance of the Zhang Qian Stele is not entirely orthodox. The inscription was not
collected by famed Song-dynasty (960—1279) epigraphic scholars, such as Ouyang Xiu X571
(1007-1072), Zhao Mingcheng & Bk (1081-1129), and Hong Kuo & (1117-1184). Their
catalogues had long been deemed important sources that serve to verify the origin of early stone

inscriptions.® Responses to the absence of the Zhang Qian Stele in these classical texts vary

from each other. Avid collectors such as Du Mu #{#2 (1459-1525) and Sun Chengze 47K %

82 Bai Qianshen and Xue Longchun, mentioned about Fu Shan’s and Zheng Fu’s collections of the Zhang Qian Stele.
See Bai, Fu Shan's World, 188; Xue, Zheng Fu yanjiu B3 # i/ 7T (Beijing: Rongbao zhai, 2007), 124.

$30uyang Xiu, Jigu Iu bawei 215 $% F (Taipei: Xinwenfeng chuban gongsi, 1982); Zhao Mingcheng, Song ben
Jinshi lu RA 4 F1#% (Beijing: Zhonghua shuju, 1991); Hong Kuo, Lishi lixu 3% 245 (Beijing: Zhonghua shuju,
1985). Shana Brown also notes the importance of these Song scholars in her discussion about the history of Chinese

antiquarianism, read Shana Brown, Pastimes: From Art and Antiquarianism to Modern Chinese Historiography
(Honolulu: University of Hawai’i Press, 2011), 13-32.
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(1592-1676) expressed their sense of excitement for encountering the new.3* For them, the
opportunity to acquire an ancient stele that had not been discovered by Song scholars was
invaluable, which enabled them to “surpass” the Song legacy. Epigraphic scholars, including Gu
Yanwu, however, were troubled by the fact that the stele was not from Song collections. For
them, this new discovery only implied that serious steps of verification should be carried out.

In addition, the discovery of the Zhang Qian Stele is as much a mystery as a known fact.
Historical texts offer little clue as to when and how this stone monument was found in the first
place. The earliest note about the Zhang Qian Stele dates to the fifteenth century by Yang Shiqi

13 (1365-1444), a distinguished official of the Ming dynasty.® Yang received an ink
g g dynasty g

rubbing of the Zhang Qian Stele from his friend at the Confucian academy of Dongping County
in Shandong. Nothing was mentioned about the provenance of the stele. The only record that
indicates the origin of the Zhang Qian Stele comes in the Ming Jiajing-period (1522—-1566)
Gazetteer of Shandong, which tells “the stele was unearthed in recent times.”%® The temporal
ambiguity of these textual accounts produces many uncertainties about the origin of Zhang Qian
Stele. 1t is generally believed today that the Zhang Qian Stele was unearthed as early as the late

fourteenth century in Dongping.

2.1.2 Text

$ Du Mu, Jinxie linlang %= #EWIHS, in Lidai beizhi congshu FEAIE 5 (Nanjing: Jiangsu guji chubanshe, 1998),
2:206; Sun Chengze, Gengzi xiaoxia ji PE-¥$H 5 7C, 5:12 (accessed through the Electronic SKQS).
8 Yang Shiqi, Dongli ji B H4E, xuji #{4E juan % 20:24 (accessed through the Electronic SKQS).

8 ] used the digital database Zhongguo fang zhi ku "8 77 & J#, published by the Beijing Erudition Digital Research
Center, to locate this entry, see Shandong tongzhi 111 il & (Jiajing Period of the Ming, 1522-1566), juan 22. Also,
Gu Yanwu mentioned this record in his discussion about the Zhang Qian Stele, see Gu Yanwu, Jinshi wenzi ji %41
SCFARL, in Lidai beizhi congshu JEATREE# 5 (Nanjing: Jiangsu guji chubanshe, 1998), 2: 501.
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The text of the Zhang Qian Stele, in some Confucian scholars’ views, has an inflated style of
writing. The inscription commemorates the life of an unrecorded minor official Zhang Qian (d.

186) in Gucheng #{3, the present-day Dongping, during the late Eastern Han period.?” The text

begins by tracing the ancestral lineage of Zhang Qian to several famous historical figures with

the same surname Zhang, such as Zhang Zhong 5&ff (c. 800 BCE) of the Zhou Dynasty (1046—
256 BCE); and Zhang Liang 5k R (c. 250-186 BCE), Zhang Shizhi 5.2 (c. 150 BCE) and
Zhang Qian 5E %% (164—114 BCE) of the Western Han period. Wang Shizhen T 1 H (1526—

1590) of the Ming was not convinced by this genealogical narrative and criticized it as a
fabrication.® In his view, these people had no obvious connection with the family of the stele’s
protagonist because all of them were from different geographical regions in history.?’

Gu Yanwu had a much more alarming opinion on the textual authenticity from the
philological perspective. After carefully examining the content of this new inscription, Gu
concluded as follows:

The stele is at the Confucian academy of Dongping county.

In the sentence “huang yuan ji bin zhe,” the character bin is written wrongly. In the sentence
“zhong qian yu chao zhe,” the character zhong is written wrongly. In the sentence “yuan ji
qie yu jun,” the character ji is written in separate parts as ji and gie. Ancient characters are
interchangeable; however, adding the radical dai to bin is already ridiculous; how could one
character be separated into two? The stele was not collected by Ouyang Xiu, Zhao
Mingcheng or Hong Kuo. Gazetteer of Shandong says that the stele was recently excavated
from the earth. Isn’t this the case of some interested parties obtaining an ancient rubbing and
re-engraving the [inscription] on the stone? This must be why [the text] is so absurd. *°

A FOF MR

Rz [DRiEBEE ], ik [hEREE ], BZi. MXAm: 2]
HRRAE, B2 w52, m (& 5 (5] e, SUTE—5 84

87 For the full text of the Zhang Qian Stele, read Gao, Hanbei jishi, 489-501.

88 This kind of fabrication was common during the Han dynasty and was a part of the “status inflation” that people
used to enhance their social standings. I would like to thank Professor Amy McNair for pointing this out.

8 Wang Shizhen, Yanzhou sibu gao =M VY7, 134:3 (accessed through the Electronic SKQS).

0 Gu, Jinshi wenzi ji, 501.
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Gu here used a couple of mistaken characters in the text to claim that the Zhang Qian Stele must
have been a forgery. In his opinion, the writer of the inscription was not capable of adhering to
the standard orthography and therefore the stele cannot be authentic. Gu’s approach of
verification was rooted in the Song epigraphic tradition. He took Ouyang Xiu as the model and
attempted to use epigraphic materials as one of the primary sources to help verify the meanings
of early Chinese characters and texts.”! As a result, Gu compared the Zhang Qian Stele with
other inscriptions of the Han period, hoping to establish the inscription as reliable evidence that
could be used to verify transmitted texts. Moreover, Gu’s disavowal of this inscription can also
be explained in the context of the Ming-Qing transition. As Benjamin Elman and Bai Qianshen
have pointed out, Gu severely attacked the heterodox ideals of late-Ming intellectuals and
believed they were the reasons for the “corrupted” popular culture of the sixteenth century.®> The

late-Ming connoisseur Li Rihua 2= H4£ (1565-1635), for example, mentioned multiple times in

his diary that antique dealers of Suzhou and Jiaxing often produced forgeries of stone
inscriptions for monetary gain.”® Being aware of these “unorthodox” practices, Gu may have
been skeptical about any “new” discovery from the late Ming. It is thus not surprising to see him
attribute the textual mistakes of the Zhang Qian Stele to some “interested parties” who possibly

forged this stone inscription in the recent decades.

1 Gu had stated his admiration for Ouyang Xiu in his preface to Jinshi wenzi ji. For a translation of this important
text, one can read Bai, Fu Shan's World, 162.

%2 Bai, Fu Shan s World, 159; Elman, From Philosophy to Philology, 3, 51.

93 Wan Muchun, Weishui xuan li de xianju zhe: Wanli monian Jiaxing de shuhua shijie W/K#F B RIH EH: BB K
4 3% B 2 3 5 (Hangzhou: Zhongguo meishu xueyuan chubanshe, 2008), 105-6.
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As a well-revered philologist, Gu’s viewpoint on the Zhang Qian Stele could not be easily
overlooked. Contemporary and later scholars nonetheless responded to his opinion when dealing

with the Zhang Qian Stele. Some had voiced agreement with Gu. Feng Ban #¥F (1614-1681)
pointed out a few additional paleographical mistakes in the inscription and Lin Tong #1J

(1627-1714) decided to transcribe the words of Gu in his study of the inscription.”* Some,

however, chose to be reticent about the issue of authenticity. Zhu Yizun & 3% & (1629-1709)

noticed two unusual characters in the inscription but was able to find precedents in other stone
inscriptions. In addition, Zhu did not even mention Gu’s view at all, which may be read as a

subtle expression of disagreement.’® Others, such as Gu Aiji FHZ% 75 (fl. 1718) and Wan Jing
£ (1659—1741) admitted the textual problems but felt reluctant to fully embrace Gu’s

assertion.”® They acknowledged the atypical writing of characters in the text, but they quibbled
about Gu’s bold claim that this inscription was a fake. Although these opinions vary from each

other, what had been a consensus was the idiosyncrasy of the text of the Zhang Qian Stele.

2.1.3 Style
The calligraphic style of the Zhang Qian Stele is archaic but unconventional (Figure 2.1).
Viewers of this inscription in the Ming and early Qing nearly all agreed that the brushstrokes of
the Zhang Qian Stele were antique. For example, Wang Shizheng, though being critical about the

content of the inscription, praised its calligraphy for being “craft-less” and possessing the

% Feng Ban, Dunyin zalu $iW5$5%, 6:7 (accessed through the Electronic SKQS); Lin Tong, Laizhai jinshike kaoliie
He s G A ZFE W, juan shang 75 I:24 (accessed through the Electronic SKQS).

95 Zhu, Pushuting jinshi wenzi bawei, 22-3.
% Gu Aiji, Li bian 3%, 7:106 (accessed through the Electronic SKQS); Wan, Fen li ou cun, juan shang:28-9.
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“antique spirit.”®’ Gu Aiji took similar view and believed that the calligraphy was archaic.’® The
most articulated opinion came from Wan Jing. In his view, the characters were appealing but the
carver of the inscription was not skillful enough to reproduce it. As a result, Wan criticized that
the engraved characters do not possess “the method of the brush.”®” In my view, the main reason
behind Wan'’s critique lies in the stylistic difference between the Zhang Qian Stele and the Cao
Quan Stele. Dated to 185, the Cao Quan Stele (Figure 2.2) commemorates the Han official Cao
Quan (c. 169-184) for his exemplary Confucian character of filial piety and loyalty.'% Ever
since its discovery during the late sixteenth century, the inscription was lauded for its fresh and
complete appearance, in comparison with those eroded and damaged inscriptions found centuries
earlier. The style of the Cao Quan Stele was also championed by scholars in the seventeenth
century as an authentic model of the clerical script.!®! Wan, in particular, spoke highly about the
Cao Quan Stele for its fluid and sharp brushstroke and praised its fine carving for exhibiting the
precise brush movement. On the contrary, the characters in the Zhang Qian Stele often appear
blunt and individual strokes sometimes feature jagged outline edges (Figures 2.3 and 2.4). Wan’s
aesthetic preference for the Cao Quan Stele could have led him to downplay the Zhang Qian
Stele as a “poorly carved” monument. The refreshing aesthetic experience with the Cao Quan

Stele likely played a role in the reception of the Zhang Qian Stele as unconventional at the time.

97 Wang, Yanzhou sibu gao, 134:3.
% Gu, Li bian, 7:106.
% Wan, Fen li ou cun, juan shang:28-9.

100 For the complete text of the Cao Quan Stele, see Gao, Hanbei jishi, 472-88.

101 One example for this promotion of the Cao Quan Stele can be found in the comment by the important epigraphist

Guo Zongchang #85% E (d. 1652), see Guo Zongchang, Jinshi shi %41 %, 1:12-3 (accessed through the Electronic
SKQS).
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The entry of the Zhang Qian Stele in the Calligraphy and Painting Catalogue of the Peiwen

Studio (Peiwen zhai shuhua pu il 375 2 & 5%) encapsulates the controversy over this stone
p p Yy

inscription at the turn of the eighteenth century. Completed in 1708, this one-hundred volume
project was intended as an imperial encyclopedia of arts under the reign of the Kangxi Emperor
(r. 1661-1722). A special section, entitled “Anonymous Calligraphies of the Preceding Dynasties

Lidai wuming shi shu JFEAQ 44 [GF),” was dedicated to inscriptions on bronze vessels and
g p

stone monuments. These records are mostly transcriptions of earlier written documents including
official dynastic histories and scholarly treatises. In the entry for the Zhang Qian Stele, editors of
this imperial catalogue selected a few lines from Du Mu and Gu Yanwu to introduce this
inscription. ' The words by Du suggests the date and function of the work, whereas Gu’s
remarks tell its location and provenance. In addition, this publication acknowledges Gu’s
proposition that the stele was a recent forgery. The inclusion of the Zhang Qian Stele in this
project as an important artwork affirmed its potential to become a monument of Chinese
calligraphy. At the same time, the selected annotation from Gu’s scholarship nonetheless framed

the Zhang Qian Stele as a work of questionable content and style.

2.2 New Conceptual Framework

The increasing interest in examining stone monuments in situ during the eighteenth century
prompted the emergence of a new framework to consider the meaning of a text in relation to the
materiality of its medium. Antiquarians such as Niu Yunzhen and Weng Fanggang traveled
across China to survey and examine how texts were engraved on extant monuments. These

onsite investigations enriched their knowledge about the materiality of stone engravings. Rather

102 Sun Yueban, et al., eds., Yuding Peiwen zhai shuhua pu 78 € O35 35 E 5, 61:60-1 (accessed through the
Electronic SKQS).
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than merely focusing on the text and style represented by two-dimensional ink rubbings, scholars
of this period broadened their investigations into issues surrounding the medium of inscription,
the effect of carving, and the condition of stone. These newly emerged inquiries reconsidered the
creation process of a stone inscription, which, in the minds of evidential scholars, is at the core of
defining the historicity of any ancient artifact. Amid this intellectual awakening, Weng and his
cohort re-established the authenticity of the Zhang Qian Stele and constructed it as an exemplary
monument of art. Its style of the clerical script became a dominant mode of expression during the

second half of the eighteenth century.
2.2.1 Chu Jun and Niu Yunzhen

The collaborative project by Chu Jun #1& (c. 1740s) and Niu Yunzhen was the first publication

that responded to the problems of the Zhang Qian Stele in the eighteenth century. According to
Lillian Lan-yin Tseng, their illustrated catalogue of stone inscriptions has been published in three
editions and under two different titles.'!%® The first one, Records of Viewing Epigraphic

Inscriptions (Jinshi jingyan lu %41 &8 HR %), was likely completed by Chu Jun alone in 1736.

This earliest version contains illustrations of steles, bronze vessels, figurines, and architecture,
which are accompanied by short annotations. A native of Shaanxi, Chu stated that he had visited
these monuments in person and produced ink rubbings of them with his own hands. Unlike most
of his predecessors who only recorded texts of these inscriptions, Chu painstakingly rendered the
mediums of these carved texts. For works in the stele format, Chu drew out the complete shape
of these monuments, including details of the exterior décor. In addition, if a text were inscribed

on the back of steles, Chu would create an independent illustration for the back view. He also

103 Lillian Lan-yin Tseng, “Between Printing and Rubbing: Chu Jun’s Illustrated Catalogues of Ancient Monuments
in Eighteenth-Century China,” in Reinventing the Past: Archaism and Antiquarianism in Chinese Art and Visual
Culture, ed. Wu Hung (Chicago: Center for the Art of East Asia, 2010), 255-6.
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documented a variety of engraved medium such as bricks and pillars. The overall effect of his
pictures tends to imitate the appearance of an ink rubbing, wherein characters are shown in white
against the dark surface of stone. It is worth noting that the author made a special effort to
capture the current condition of these monuments by delineating the erosion and cracks on the
stone surface. This kind of representational technique, as Tseng suggests, emphasizes the
material support of engraved texts, and aims to impress the viewer with a sense of
verisimilitude.!® The second edition, titled the I/lustrations of Epigraphic Inscriptions (Jinshi tu

4 f1l&]), was completed in 1743 with Niu’s assistance. Niu supplemented each inscription with

his annotation, whereas the pictorial representation remained almost unchanged with the first
edition. Born in Shandong, Niu was a renowned scholar of Confucian classics and epigraphy. In
1745, Chu and Niu decided to add two volumes of post-Han inscriptions to the /llustrations of
Metals and Stones, which constitute the third version of the project.

Although Chu intended to convey a sense of realism by depicting the fragmented state of
engraved monuments, the pictures of these engraved texts are far from faithful. Not only does the
calligraphic style of varied inscriptions appear undifferentiated, the scale of characters in some
inscriptions also appear disproportionate. The Zhang Qian Stele and the Cao Quan Stele, for
example, should contrast with one another in terms of calligraphic styles but their illustrations in
the catalogue are entirely identical (Figures 2.6 and 2.7). In the catalogue, both inscriptions
feature an idealized form of the clerical script, emphasizing the horizontally elongated shape of
characters and the modulated, wavy brushstrokes. Moreover, the size of the seal-script title
inscription on the Zhang Qian Stele should be at least twice as large as the one painted by Chu.

In this regard, although the authors claimed to offer a unique visual experience as if “looking at

104 Tseng, “Between Printing and Rubbing,” 273-7.
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the original stele in situ,” the illustrations of these engravings show more interest in their
materiality than their actual styles of writing.!%°

The acute awareness about the materiality of stone inscriptions is also evident in the
annotations of this catalogue. In the Records of Viewing Epigraphic Inscriptions, Chu kept
meticulous measurements of the Zhang Qian Stele, including its height, width, and depth, as well
as the different sizes of characters in the heading, front, and back sections.

The authors of this catalogue disagreed with Gu Yanwu who identified this inscription as a
later forgery. Chu first stated that the textual mistakes of the Zhang Qian Stele were common
errors by people who transcribed the text onto the stone.!%® Niu further articulated this point of
view in the lllustrations of Metals and Stones. He wrote:

For the Stele of the Divine Spirit of the White Stone and the Zhang Qian Stele, people in the
past all took them as fakes. Some said: people of the Wei (220-266) re-engraved old steles to
make [these two inscriptions]. Considering all the [material] facts, I do not agree. I have
closely looked at the Zhang Qian Stele: its straight, upright, unadorned and grand [style]
greatly resembles the Heng Fang Stele. It is no doubt an exemplary object of the Han
dynasty. ... [Many] ancient writings in the bibliography of the Six Arts (Six Classics) were
lost after the Han dynasty, only two or three out of the ten engraved on stones have survived.
Their shape and style — square or slant, loose or dense — may not all be identical. For people
who study the ancient (inscriptions), the foremost is to inspect their outer appearance and
make sure their spiritual essence (style) has the merit. Therefore, one should search for those
inscriptions that matches with ancient styles. Even if they are fragmentary, they are still
valuable treasures that can benefit later generations. [These inscriptions] are documents that
can enrich our material knowledge and verify [received] texts. People only see that the shape
of characters in the Zhang Qian Stele are square-looking and the format of the stele features
hornless-dragon decorations, and thus subjectively downgrad it as [a work of] the Wei. And
they compare it to [Wei] steles such as the Stele of Receiving Abdication and the Stele of
Kong Xian. What a pity! How is this any different from those who believe hearsay? ... (A
re-statement of the mistaken characters, as noted by Gu Yanwu, in the text.) [These mistakes]
are merely variations of dots and strokes and errors of the engraving process, which in fact,
only prove the simplicity and casualness of ancient writings. Even those who are good at
making forgeries are unable to imitate these [textual] mistakes. However, aficionados (such

195 For Chu’s and Niu’s statements on the purpose of this project, see Niu Yunzhen and Chu Jun, Jinshi tu %

(n.p.: 1743), seq. 3-8 (Harvard College Library Harvard-Yenching Library, https://nrs.harvard.edu/urn-
3:FHCL:4910123, accessed 07/01/2020).

106 Chu Jun, Jinshi jingyan lu %1 48R 8%, 68 (accessed through the Electronic SKQS).
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as Gu Yanwu) merely relied on these [variant characters] for the textual verification. Isn’t
this a paradox?

(AR [oRiEM ) , HFANEURRE. SH: SAMEMAZ. GHE, A
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Niu here pointed out two important issues regarding the materiality of the Zhang Qian Stele.
First, echoing Chu’s opinion, Niu believed that the textual problems were caused by the process
of carving. The unconventional use of characters should not be seen as evidence of forgery but a
sign of authenticity, because the orthography of early China might not be as rigid as Gu Yanwu
assumed, and the diversity of early writings should also be weighed. The idiosyncratic characters
in the Zhang Qian Stele, in Niu’s view, could never be fabricated by professionals who made
fakes for a living. In other words, these mistakes were too genuine to be forged, and therefore
should be recognized as lectio difficilior, a principle of textual criticism that denotes the
inevitable scribal errors.!® The significance of this argument lies in Chu’s and Niu’s attention
toward the issue of transmediality. Gu’s textual approach assumed the Zhang Qian Stele as an
unmediated document written by a literate Han elite who should have closely followed the
orthographic conventions of the day. Chu and Niu, however, gave consideration to the roles of
transcriber and carver in the completion of an engraved monument. Often illiterate in early times,

these workers were responsible for the transcription of the text. In their view, these people

inevitably produced mistaken characters when transferring a brush-written text onto stone. It

197 Niu and Chu, Jinshi tu, 2: seq. 65-6.

108 For this principle of philology, see Emanuel Tov, “Criteria for Evaluating Textual Readings: The Limitations of
Textual Rules,” The Harvard Theological Review, Vol. 75, No. 4 (Oct. 1982): 429-48.
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should be clarified, however, that this new analytical framework does not negate what Gu
believed was wrong but only illuminates an alternative path in the construction of authenticity.
Their interpretations about the Zhang Qian Stele prioritized different factors in the creation of an
early artifact. For eighteenth-century intellectuals, the material evidence was an integral part of
their conception of early China. The “genuine mistakes” in the text of the Zhang Qian Stele
should be valued because they speak about the materiality of the stone medium.

Second, the calligraphic style of the Zhang Qian Stele is also a telling material evidence. Niu
established a stylistic connection between the Zhang Qian Stele and the Heng Fang Stele #1777
fit. Erected in 168 CE, the Heng Fang Stele (Figure 2.8) is a classical monument of the clerical
script because renowned Song scholars had already collected and studied this inscription in
detail. The text begins with a biography of the Commandant of Imperial Guards Heng Fang (d.
168) and ends with tetrasyllabic verses celebrating his Confucian character.'® Originally located
in Wenshang 7 I in Shandong, the Heng Fang Stele was toppled by a severe flood in 1730.
Although people of the area soon raised funds to have the monument re-erected, the surface of
the stone experienced considerable damage and many characters are now lost.!!’ To Niu’s eyes,
the style of the Zhang Qian Stele is similar to the Heng Fang Stele. Both inscriptions feature a
quadrate shape, and the modulation of individual brushstroke is reduced to a minimum. The

characters jun 7 on both steles appear almost identical (Figures 2.3 and 2.5). The radical yin 7+
is larger than the element kou [, which creates an unbalanced character structure. The

brushstrokes in both characters do not have much variation and one can easily sense the effect of

rough carving. Bridging the style of the Zhang Qian Stele to a well-established monument of the

109 For the complete text, read Gao, Hanbei jishi, 307-23.
119 Niu and Chu, Jinshi tu, 2: seq. 47.
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clerical script, Niu was able to establish a new stylistic lineage in the history of Chinese
calligraphy. In my view, this stylistic affinity could be explained from a geographical standpoint.
Wenshang and Dongping are neighboring counties in Shandong, less than fifteen miles apart. It
is plausible that these inscriptions signify a regional tradition during the Eastern Han period.
Using the materiality of stone and the style as major evidence, Chu and Niu re-established the
Zhang Qian Stele as an authentic Han monument.

2.2.2 Weng Fanggang
Weng Fanggang further promoted this material framework of analyzing stone inscriptions. A
native of Beijing, Weng was an influential evidential scholar in eighteenth-century China.''! A
talented student of Confucian classics, Weng obtained his jinshi degree in 1752 at the age of
twenty. Weng served as one of the editors for the imperial encyclopedia Siku quanshu. He also
held important posts in Guangdong, Jiangxi, and Shandong as Education Commissioner. These
official experiences not only helped him build an expansive social network but also allowed him
to visit a variety of historical sites in person for empirical research. His surviving publications
demonstrate his impressive range of interests, from annotations to classical texts to analyses of
important calligraphic works. Weng’s stature as a profound epigraphic scholar is best
exemplified by his two monumental catalogues of stone inscriptions, Records of Stone
Inscriptions in Eastern Guangdong, and the Records of Stone Inscriptions of the Two Han
Dynasties.''> Weng frequently invited his literati friends to discuss stone inscriptions together

and sought help from them to acquire reliable ink rubbings of early steles. For example, Huang

11 For details of Weng’s life, one can read Shen Jin, Weng Fanggang nianpu %3 /7 #4F 5% (Taipei: Zhongyanyuan
wenzhesuo, 2002).

12 Weng Fanggang, Yuedong jinshi lue B % 4 f1W, in Shike shiliao xinbian 41 % 2Bl 4 (Taipei: Xinwenfeng
chubanshe, 1982); Weng Fanggang, Liang Han jinshi ji W4 4150, in Lidai beizhi congshu JEACHE G5 &5
(Nanjing: Jiangsu guji chubanshe, 1998).
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Y1, a noted collector of stone inscriptions, had sent ink rubbings to Weng on many occasions and
generously shared his own onsite discoveries through letters.!'* The exchange among these
epigraphic scholars formed an intellectual community with shared approaches toward early
inscriptions.

Weng admired the endeavor Chu and Niu had embarked on and valued their contribution to

the field of epigraphy. He wrote a preface for Qian Yong &3k (1759-1844), an acclaimed

calligrapher of the clerical script, when Qian decided to produce an epigraphic catalogue in the
manner of Niu and Chu.''* He also composed a short essay explaining how he was inspired by
the epigraphic approach of Chu and Niu.!'® In both writings, Weng identified Chu and Niu as the
true heirs of the Song legacy, praising their methods of investigation and innovative illustrations.
In his own treatises on stone inscriptions, Weng not only quoted Chu and Niu numerous times,
but also offered new evidence to support their claims. Such intellectual lineage is most obvious
in dealing with the issues of the Zhang Qian Stele. Weng fully embraced Niu’s judgement that
the textual mistakes were a result of the intermedia transference. In his comment on the Zhang
Qian Stele, Weng began by citing a few lines from the /llustrations of Metals and Stones, and
then added his opinion as follows:
For this stele, the person who composed the text might not be the person who transcribed [the
text] on the stone. I thought in the Eastern Han Dynasty, document clerks who were good at
calligraphy were not lacking. It seems that [the transcriber] did not review and look at the
manuscript closely enough and then absentmindedly brushed the text like this. ... [The

textual problems] were all errors of the brush and should not be taken to argue against [the
authenticity of the inscription].

113 For a discussion on the interactions between Huang Yi and Weng Fanggang, see Wang Zhe, “Gugong cang Weng
Fanggang zhi Huang Yi Xinsui zha xiaokao = J80 55 77 A 5% &) Bk AL/ %5, in Gugong cang Huang Yi chidu
yanjiu kaoshi U= 835 5 RPERE S % RE, ed. Qin Ming (Beijing: Gugong chubanshe, 2015), 238-49.

114 Weng Fanggang, “Wei Qian Meixi zhengke Jinshi tu xu Z$EMH 28 & A1 [E 7, in Fuchu zhai wenji 184175
S 4E (Taipei: Wenhai chubanshe, 1969), 1:107-9.

115 Weng Fanggang, “Ziti kaoding Jinshi tu hou H % 5] &A1& 1%, in Fuchu zhai wenji, 1:281-3.
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Weng made a clear distinction between the writer and the transcriber and suggested that the latter
was responsible for the textual mistakes. This line of logic was likely stimulated by the fact that
eighteenth-century scholars had encountered numerous discrepant characters in stone
inscriptions. For example, in his examination of a Han pictorial engraving, Weng noticed that the

character gi 75 was written in several different ways.'!” Using the Zhang Qian Stele as evidence,

Weng explained that this kind of atypical writing of characters was ubiquitous on Han
monuments because “document clerks (transcribers)” could never be free of mistakes in their
copying process. Consequently, he advised that one should not fastidiously apply the standard
orthography to judge Han inscriptions. The flexible use of characters on engraved monuments
was perhaps a writing convention during the Han dynasty.

Weng further supported the authenticity of the Zhang Qian Stele with his onsite observations.

In the autumn of 1779, Weng traveled to Jiangning Y1 %% (the present-day Nanjing) because of an

official assignment. On the second day of the tenth month of that year, during his journey back to
the capital, Weng made a special stop in Dongping to examine the Zhang Qian Stele, a work that
had fascinated him for almost a decade. He visited the county’s Confucian Academy and found

the stele standing to the west of the Hall of Bright Morality (Minglun tang #ffii ). At the time,

this free-standing stele was built into a bricked wall and sheltered by a pavilion. Upon close

inspection, Weng identified several missing characters and noted that “the stone appeared to be

116 Weng Fanggang, Liang Han jinshi ji Wi 44150, in Lidai beizhi congshu JEARIHEE# F (Nanjing: Jiangsu guji
chubanshe, 1998), 13:646.

7 Weng, Liang Han jinshi ji, 695.
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especially dark and unrefined.”!'® According to Weng, the stone texture of the Zhang Qian Stele

seemed much more “ancient” than the Divine Omen Stele (Tianfashenchen bei K % i 5 it

dated to 276), an inscription that he had just examined in person during his stay in Jiangning.
Weng’s generic language does not clarify how he was able to date these different stone materials.
Nevertheless, the onsite examination of the stone surface must have allowed Weng to establish

his confidence about the historicity of the Zhang Qian Stele.

2.2.3 Gui Fu
Scholars in the circle of Weng shared the concern with the materiality of early inscriptions. Gui
Fu, a noted scholar of ancient writings, proposed to reevaluate stone as a writing medium. In his
view, the unforgiveness of engraving as a textual medium had prevented people from correcting
mis-carved characters because it was difficult to edit the carving without damaging the stone.'"
As a result, the textual mistakes were common in early inscriptions, simply because the artisans
were unable to modify the stone surface once the chiseling was completed. Gui also developed

an elaborate theory on shubei &1, literally “the writing on the stele,” to explain how people

worked on this special medium in historical times.!** Drawing from relevant textual records and
surviving stone inscriptions, Gui argued that all the steles were erected first, and then written and
carved with texts. As a result, the placement of characters on the stele had to cope with the
physical constraints of the vertical writing surface. For example, inscribed characters sometimes
feature utterly long vertical strokes, suggesting that carvers were unable to stop the flow of knife

due to the physical setup of steles.'?! These varied material factors probably persuaded Gui to

118 Weng, Liang Han jinshi ji, 694.
19 Gui Fu, Zha pu #L## (Beijing: Zhonghua shuju, 1992), 322.
120 Gui, Zha pu, 219.

121 Huang Rende also makes a similar point in his study of stone inscriptions from the Northern Wei Dynasty (386~
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reconsider the unconventional characters in the Zhang Qian Stele. He thus concluded that the
textual problems of this inscription were likely caused by the materiality of stone, and people in
early China had to bear with these unintentional errors.

2.3 Stylistic Significance

With this new framework of looking at stone inscriptions, mis-written and discrepant characters
on steles and bronzes became less problematic but were viewed as a historical phenomenon.
However, the re-conception of the Zhang Qian Stele’s historicity posed additional questions that
required new justifications. If the text of a stone inscription was not as unmediated as epigraphic
scholars always assumed, to what extent could they be deemed as valid evidence to verify
received historical documents? What is the proper approach to make use of these engraved texts,
which might have entailed considerable interventions from the transcriber and the carver? How
could intellectuals reconcile the tension between the material authenticity and the poorly
executed text? And eventually, why should calligraphers take the “carelessly-produced” Zhang
Qian Stele as a model of style?

Weng offered a solution to these questions by proposing an aesthetic approach to early stone
inscriptions. He advocated that one should look at them as artistic objects and use them as
evidence to sort out the stylistic development of Chinese calligraphy. Weng discussed this
methodology in several different essays. First introduced in the two writings on the catalogue by
Chu and Niu, this line of thought was further developed in a series of essays on the tenets of

kaozheng,'*> Weng had employed a similar language in these different texts to deliver the same

535), see Hua Rende, “The History and Revival of Northern Wei Stele-style Calligraphy,” in Character & Context in
Chinese Calligraphy, edited by Cary Liu, Dora Ching, and Judith Smith (Princeton: Art Museum, Princeton
University, 1999), 104-31.

122 Weng Fanggang, “Kaoding lun shang zhi yi %5] 7 2 —,” “Kaoding lun shang zhi er 5] 7 .2 —,” and
“Kaoding lun shang zhi san % 5] & 2 =, in Fuchu zhai wenji 1841735 L4 (Taipei: Wenhai chubanshe, 1969),
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central idea. He began by justifying his approach in the Song epigraphic tradition. The idea that
stone engravings embody crucial aesthetic values first emerged in the discourse of Ouyang Xiu
and Hong Kuo, who expressed their curiosity over visually appealing inscriptions. He then
pointed out the limitation of applying these engraved texts to rectify historical documents. In his
view, there were few occasions in which the content of an inscription could in fact help clarify
the history. Even if an inscription is different from records of dynastic histories, how could one
be certain that the history is mistaken, whereas the inscription is correct? What if the transcriber
or the carver was not meticulous enough in the transmedia process of the inscription? As a result,
Weng advised caution in using stone inscriptions to verify dynastic histories. He was especially
against those who “utilize epigraphy at the expense of the histories.”!?* The numerous textual
mistakes in engraved inscriptions must have urged Weng to re-consider the relationship between
stone inscriptions and transmitted texts.

To achieve his aesthetic vision of stone inscriptions, Weng sought to build stylistic
connections between stone inscriptions and renowned Chinese calligraphers. Chu and Niu had
already suggested a stylistic link between the Zhang Qian Stele and the Heng Fang Stele. Going
one step further, Weng argued that the style of the Heng Fang Stele had “foreseen” the
development of Yan Zhenqing’s (709-785) robust mature style.!?* It should be clarified that
Weng never indicated that Yan studied or was inspired by the Heng Fang Stele. His conception
of this lineage was more formalistic than historical. The visual similarities between the two —
compact character composition and dense brushstroke — enabled Weng to locate a Han-dynasty

counterpart of the great Tang master. The meaning of this linkage is twofold. First, because the

1:296-305.
123 The original sentence reads: Hif1 Z| LAl 52 4%, see Weng, “Kaoding lun shang zhi san,” 304.
124 Weng, Liang Han jinshi ji, 648.
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styles of the clerical scripts on the Heng Fang Stele and the Zhang Qian Stele are equivalent to
Yan’s standard script, all of them should have the same artistic value. Second, one could fathom
the origin of Yan’s style by studying its Han-dynasty precedents. The obsession to find the origin
of things is an integral part of evidential research. Scholars believed that they could enhance their
understanding of the Confucian classics if they were able to decipher the original shape,
pronunciation, and meaning of Chinese characters. Weng applied this conviction to his study of
clerical-script inscriptions and promoted the Zhang Qian Stele for its relationship with the style

of Yan Zhenqing.

2.3.1 Style of the Clerk
Weng Fanggang further traced the formalistic features of the Zhang Qian Stele to the origin myth
of the clerical script. After examining the stele in person in 1779, Weng felt inspired to write a
long poem praising the antiquity of the Zhang Qian Stele. Two lines from the poem touch upon
the style of the inscription, especially how it represents the authentic style of the “clerk™:

The method of the clerical script was derived from [the writings] of clerks,

[in the Zhang Qian Stele], the genuine and unadorned ideas of that time (Qin Dynasty) can

still be seen.

Slanted brushstrokes are not like bird tails, pie (a type of leftward stroke) strokes are not like

waves.

Following the dynamic configuration of [each character], the brushstrokes come into their
natural vertical and horizontal positions. !

FRHEAEAR HAERE, W R EFEANE . MARERMARE, FES M E
In Weng’s view, the Zhang Qian Stele signifies an ancient style of the clerical script because of
its embodiment of plainness and unadornment. The “bird tail” and “waves” here refer to the kind

of gestured brushstrokes that could be observed in the Cao Quan Stele. Weng believed that the

125 Weng Fanggang, “Zhang Qian bei ge 5RIEMFHK,” in Fuchu zhai shiji 1811735 54, in Qingdai shiwen ji huibian
15 EF CHE %4 (Shanghai: Shanghai guji chubanshe, 2010), 381:172. For a detailed explanation on the different
types of strokes in a Chinese character, see Lei Xue, Eulogy for Burying a Crane and the Art of Chinese Calligraphy
(Seattle: University of Washington Press, 2019), 11-3.
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earliest form of the clerical script should not have such flamboyant brush movement. His

conviction, in my view, is based upon the invention story of the clerical script during the reign of

the First Emperor. This story is recorded in a number of classical texts and functions as a part of

the traditional narrative on the invention of Chinese writing. For example, Zhang Huaiguan 5R 1%
% (c. 8th century), the famed Tang historian of calligraphy, described the emergence of the

clerical script as follows:

As for the clerical script, Cheng Miao, a man of Xiagui from the Qin, created it. Miao’s style
name was Yuancen. Initially, he served as a prison officer in the county’s office. Then he
was convicted. The First Emperor imprisoned [Miao] in Yunyang. Ruminating [in the jail]
for ten years, [Miao] transformed the square and round shapes of big and small seal scripts
into three thousand characters of the clerical script. Presenting them to the First Emperor,
who thought [this invention] could be of good use, [Miao] was appointed as the Imperial
Censor. Because memorial presentations [at the court] were frequent and numerous, yet
characters of the seal script were difficult to write, the clerical script was thus used. Because
clerks [used it] to aid the [speed] of writing, it was therefore called the clerical script. !¢
FREH . ZRIRANERER . B . matimds. 5. B2 REGM
o BREAFE. ANETEMAME=T5. 2. hE2FZ. &, B bE
HEZ. 7K. MY . UABAEE. MaME.

The passage serves as an important textual basis for what Weng claimed to be the “style of the
clerk.” It establishes a key belief that the clerical script was adapted from the seal script. This
derivative relationship suggests that the earliest form of the new script should have maintained
some characteristics of the old one. In other words, although the clerical script was simplified
and distinctive, it shared the same origin with the seal script and thus should embody the
principles of the seal script. In the Qin dynasty, the seal script was widely used in state-

sponsored stele inscriptions.'?” Although these original monuments were long lost, eighteenth-

126 Zhang Huaiguan, “Shu duan,” 166-7.

127 Martin Kern, The Stele Inscriptions of Ch'in Shih-huang: Text and Ritual in Early Chinese Imperial
Representation (New Haven: American Oriental Society, 2000); Robert E. Harrist Jr., The Landscape of Words:
Stone Inscriptions from Early and Medieval China (Seattle: University of Washington Press, 2008), 211-5.



century scholars were able to gain some idea about the Qin seal script through important early

copies of those inscriptions. For example, the Stele of Mount Yi (Yishan bei U 1), attributed

to the Legalist Qin statesman Li Si (d. 208 BCE), survives in a re-engraved copy made by the

collaboration of Xu Xuan 14:$% (916-991) and Zheng Wenbao ¥ 32 (953—1013).'%% An ink

rubbing of this tenth-century re-engraving at the Freer Gallery of Art (Figure 2.9) shows the
perceived hallmarks of the Qin seal script: the structure of each character is utterly symmetrical,
and individual strokes are uniform and even. The same formal qualities could also be found in
the Zhang Qian Stele. Gui Fu had once adamantly argued that one should closely study the seal
script in order to understand the development of the clerical script.'*® The even and ample
brushstrokes in the Zhang Qian Stele, in Weng’s view, testifies to the development of the clerical
script from the seal script. Celebrating the inscription as “the style of the clerk,” Weng thus
fashioned the Zhang Qian Stele into a fountainhead of the clerical script.

2.3.2 Idea of “Substantial and Blunt”
Weng Fanggang also equipped the unmodulated brushwork of the Zhang Qian Stele with an
aesthetic experience that is believed to reveal the authentic self. He frequently adopted the term

zhihou ' J&, “substantial and blunt,” in his prescription for the ideal calligraphy and poetry.'*°

128 For a translation of the stele, read Kern, The Stele Inscriptions of Ch'in Shih-huang, 10-15. For a discussion on
the re-engraving of the stele, see Moser, “Learning with Metal and Stone,” 135-74.

129 Gui Fu, “Shuo li 7%} [On the Clerical Script],” in Wanxueji, juan 2: 6-15,
https://archive.org/details/02103490.cn/page/n12/mode/2up (accessed March 1, 2022).

130 peggy Pik-ki Ho, “Weng Fanggang yu Qian Jia shiqi beitie shufeng ji jiancang wenhua £ /7 4 Bl 57 57 I A5
5 o J Bk S48, (PhD diss., National Taiwan University, 2011), 295-7; He Jiwen, “Weng Fanggang de Song
shixue %577 4l [ AR FFE2 (PhD diss., Chinese University of Hong Kong, 2003), 171-6; Fu Yuanqiong, “Weng
Fanggang jinshi shuhua tiba yanjiu 5577 4l 4 1 & 3 - B 70 (PhD diss., Nanjing University, 2012); Wang
Bozhe, “Qian Jia lishu guannian de zhuanbian dui beixue sixiang de cujin ¥z 57 54 25 B 0 1) g 53 5 g 2 JE AR ) {1
1, ”Shufa #i%, no. 5 (2019): 64-9.
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In one of his colophons, Weng even essentialized such quality as the principle of Chinese
calligraphy:
Although calligraphy is a minor field of study, after the seal and clerical scripts, the standard
script was developed. After [the styles of] the Han and Wei (220-266) periods, [the styles] of

Jin (266—420) and Tang (618-907) periods were established. If [this development] were
summarized in one phrase: it is to be substantial and blunt.!3!

i NNE, MERRE R/, BERZRGEHEH, Z-FUke, HEREMC
R

In Confucian classics, the meanings of zAi, or “substance,” and /ou, or “bluntness,” usually stand

in opposition to wen 3, or “embellishment.”!*? Identifying someone as “substantial and blunt”

means that the person does not care to be “embellished” and is thus upright and honest. This
dichotomy often prioritizes the unadorned and sincere expression of oneself as the most desirable
manner of artistic and literary productions. Weng might have employed this archaic concept as a
rhetoric for the age-old belief that “writing is the delineation of the mind.”!*3

Weng perhaps also chose the term to evoke a preferred method of brushwork that had been

well enunciated in the art criticism of medieval China. Huang Tingjian 3% £ EX (1045-1105), a

renowned calligrapher and poet of the Song dynasty, is known to have promoted the idea of

131 Weng Fanggang, “Ba biejian Zengzici ji # il & & 1 filiC,” in Weng Fanggang tiba shouzha jilu, 182.

132 Two early examples of this semantic opposition are wen zhi bingbing SCE WA, or “a perfect balance between
embellishment and substance,” and zhong hou shao wen E J&/> 3, or “valuing bluntness and dismissing
embellishment.” The first phrase is from Lunyu (the Analects), which describes the desirable quality of a gentleman,
see Cheng Shude, Lunyu jishi, 2: 400-1; The second phrase appears in Shiji 3250 (Records of the Grand Historian),
which was used to portray Zhou Bo &) (d. 169) as an honest and frank official, see Sima Qian, Shiji 52C, 10 vols.
(Beijing: Zhonghua shuju, 2014), 2: 491-2. For English discussions on this relationship and the definition of wen,
see Chow Tse-Tsung, “Ancient Chinese Views on Literature, the Tao, and Their Relationship,” Chinese Literature:
Essays, Articles, Reviews, Vol. 1 (Jan. 1979): 3-29; Stephen Owen, “Periodization and Major Inflection Points,” in
The Oxford Handbook of Classical Chinese Literature, ed. Wiebke Denecke, Wai-yee Li, and Xiaofei Tian (New
York: Oxford University Press, 2017), 17.

133 Amy McNair touches upon this point in her discussion about the politics of calligraphy. See Amy McNair, The
Upright Brush: Yan Zhenqing s Calligraphy and Song Literati politics (Honolulu: University of Hawai’i Press,
1998), 1-15.
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zhihou in his calligraphic practice. In a letter to a friend, Huang argued that one should model on
the “substantial and blunt” brushstroke in ancient calligraphic models:

[You] are quite engaged with learning calligraphy. During the spare time after the cultivation
of moral character and the study of classics, [calligraphy] is indeed a hobby superior to
others. However, one must take the ancients as teachers. Although the method of brush aims
to be clear and energetic, the substantial and blunt [brushstroke] must be the foundation.
When ancients talked about calligraphy, they considered the firm and forthright [brushstroke]
that sinks [into the paper] as good. Tang-dynasty calligraphers compared the calligraphy of
Xu Jihai (Xu Hao, 703—782) to “wild beast kicking a rock,” and “a thirsty stallion racing
toward a spring,” which help explain the general idea of what [the ancients considered as
good]. Among the mistakes of calligraphy, the seductive beauty is a trivial flaw, while
frivolity is a significant illness. One must directly lay each brushstroke in upright and regular
positions. Then when those brushstrokes are released, the running-script calligraphy can be
naturally made. Although cursive-script calligraphy is cursory, the intention of each
brushstroke should be upright and regular. Most important, one should avoid deliberately
decorating and linking [each brushstroke] — this is not what makes the calligraphy. '3
HRIEE RN RS, BB R, M . SREZN NAAT, ERMYGES), ©L
BERA. BN, UTTERRAE. &R, MRFEENERin, wEsE
R, HOREW . NEZE, BYRLH/ME, B0 m, BEAEE ik, £
JRINE, BT, FRIME, MESWE, RSHBRSE, EANE.

The above passage serves as an annotation to zhihou. Huang defines the concept as a style of
brushstroke that is not only sturdy but also vigorous. He likened the feeling of this brushstroke to
the outburst of energy often associated with robust animals such as horses. Characters
constructed by such brushstrokes would be “substantial and blunt” because they appear to “sink

(chen JT)” into the surface of the paper, almost as if they were engraved. Huang also contrasted
zhihou with zimei ZYH, or “seductive beauty,” another critical concept in the theories of Chinese

calligraphy. Amy McNair has pointed out that the term “seductive beauty” was used as a

13+ Huang Tingjian, “Yu Yichun Zhu Heshu BLE R AEL” in Huang Tingjian quanji 3 #EE2 4%, ed. Liu Lin, Li
Yongxian, and Wang Ronggui, 4 vols. (Chengdu: Sichuan daxue chubanshe, 2001), 2: 499. I have consulted with
several English scholarship on Huang Tingjian’s calligraphy and poem to translate this passage. A small section of
the text has been translated by Fu Shen in his dissertation, see Shen C.Y. Fu, “Huang T’ing-chien’s Calligraphy and
His Scroll for Chang Ta-T ung: A Masterpiece Written in Exile” (PhD diss., Princeton University, 1976), 213-4.
Yugen Wang has translated z4i as “substance” in his work, see Yugen Wang, Ten Thousand Scrolls: Reading and
Writing in the Poetics of Huang Tingjian and the Late Northern Song (Cambridge: Harvard University Asia Center,
2011), 87-8, 169-70, and 224 (note no. 51).
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metonym for the style of Wang Xizhi £ 2% (303-361), the Sage of Chinese calligraphy.'*®

Because none of his original works are extant, the style of Wang is best exemplified through
trusted early copies.'*® For example, the fluent flow of intensely modulated inked lines in the
Ritual to Pray for Good Harvest (Xingrangtie 17 #E, Figure 2.10), an early Tang tracing copy
of a fragment of a letter by Wang, represents a signature style of his running-script calligraphy

(xingshu 172).">” Such floating, gestured, and conscious movement of the brush, is perhaps

exactly what Huang tried to argue against: the frivolous and ostentatious use of the brush. Huang
believed that the “substantial and blunt” brushstroke was an authentic ancient method because it
avoided deliberate embellishment and did not appear overly decorative. It is quite likely that
Weng shared this conviction and appropriated the concept as a pathway toward spontaneity.
Huang Tingjian and Weng Fanggang did put what they advocated into practice. Their extant
calligraphic works illustrate how they incorporated the idea of “substantial and blunt” in their
artistic creations. In the Scroll for Zhang Datong (Figure 2.11), Huang employed a thick and
vigorous brushstroke to “engrave” each large-size character on the paper. The beginning section
of each stroke is blunt and firm, which generates an impression of the great strength the artist had
inserted in his brush. In the Comments on Calligraphy (Figure 2.12), Weng seemed to have
maintained a stable speed of writing to allow each solid brushstroke to fully saturate the

absorbent paper. The z-shaped structure in the character zhi 2, for example, is almost reduced to

a round vertical line (Figure 2.13). The use of dense ink adds to the overall feeling of “bluntness”

135 McNair, The Upright Brush, 13-5, and 134-9.

136 Robert E. Harrist Jr., “Copies, All the Way Down: Notes on the Early Transmission of Calligraphy by Wang
Xizhi,” The East Asian Library Journal, Vol. 10, no. 1 (Spring 2001): 176-96; Robert E. Harrist Jr., “Replication and
Deception in Calligraphy of the Six Dynasties Period,” in Chinese Aesthetics: The Ordering of Literature, the Arts,
and the Universe in the Six Dynasties, ed. Zongqi Cai (Honolulu: University of Hawai’i Press, 2004), 31-50.

137 For a detailed study of this object, read Martin Kern, “Made by the Empire: Wang Xizhi’s ‘Xingrangtie’ and Its
Paradoxes,” Archives of Asian Art, vol. 65, no. 1/2 (2015): 117-37.
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in this calligraphic work. Weng transformed all the sharp-edged strokes into plump inked
silhouettes. Although these two works are different in terms of personal styles, they highlight a
shared visual language that favors the use of the heavy and centered brushstroke. Weng and
Huang developed their own “substantial and blunt” styles to express their genuine and unadorned
selves.

2.3.3 Celebrating the Zhang Qian Stele
The stylistic symbolism of the Zhang Qian Stele became widely recognized when Weng and his
cohort celebrated this early inscription at their numerous gatherings. After his trip to examine the
Zhang Qian Stele in person, Weng returned to the capital in the winter of 1779. The renowned

painter Luo Ping ZE ¥ (1733-1799) immediately paid him a visit in Beijing and brought him an

“old ink rubbing of the Zhang Qian Stele.” Feeling exhilarated by Luo’s timely gift, Weng asked
Luo to paint an image of him looking at the Zhang Qian Stele. Entitled Looking at the Stele

(Guan bei tu Bi1%[E]), this painting only survives in Weng’s writings and its whereabout is
currently unknown.'*® Sometime during the next year, Weng lent this ink rubbing of the Zhang
Qian Stele to Gui Fu and asked him to write a colophon. At the time, Gui, Song Baochun AR{#7E
(1748-?), and Qian Zai & (1708-1793), three of Weng’s closest antiquarian friends, were
about to leave the capital. To commemorate their shared interests in archaic inscriptions, Weng

commissioned another painting from Song, entitled Appreciating the Stele (Pin bei tu f 1%

l&]). 139 Similar to the previous work, this painting also exists only in Weng’s record. However,

138 Weng, Liang Han jinshi ji, 648.

139 Weng Fanggang, “Pin bei tu bing yin fh%[& N 5],” in Fuchu zhai ji wai shi {8V 84N, in Qingdai shiwen ji
huibian 155 CHE %4 (Shanghai: Shanghai guji chubanshe, 2010), 382:514. Shen, Weng Fanggang nianpu, 155-
6.
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we do know that Weng’s request for Gui’s colophon served as a prelude for this image. It is
reasonable to speculate that “the stele” in both paintings referred to the Zhang Qian Stele. Weng
likely reported his onsite discoveries to his friends and they probably both shared a laugh about
Gu Yanwu’s earlier assertion. These paintings could have contributed to the new status of the
Zhang Qian Stele as a model of the clerical script.

Led by Weng Fanggang, scholars in the eighteenth century constructed the historicity of the
Zhang Qian Stele and fashioned its style into the new aesthetic standard of the clerical script.
The process is similar to what Eric Hobsbawm has termed as “the invention of tradition,” in
which people effectively constructed a new system of beliefs under the guise of historical
materials.'** Weng and his literati group used the materiality of stone inscription and the origin
myth of clerical script to re-establish the authenticity of the Zhang Qian Stele. Their repeated
celebrations of the object in poems, scholarly notes, and paintings re-invented the status of the
inscription. It was during this intellectual transformation that Yi Bingshou, an important member
of Weng’s circle, began to put into practice these new beliefs by selecting the Zhang Qian Stele
as his stylistic model.

2.4 Early Copies

Yi Bingshou began his study of the Zhang Qian Stele around age thirty. The earliest record of
Yi’s copy of the Zhang Qian Stele is dated to 1783, when he embarked on a journey to Beijing
for the imperial civil service examination.'#! The temporal sequence between Weng’s promotion
of the Zhang Qian Stele around 1780 and Y1i’s earliest copy, in my view, is unlikely to be a

coincidence. Moreover, on his way to the north, Yi had spent a few days in Shandong and met

140 Eric Hobsbawm, “From ‘Introduction: Inventing Traditions’,” in The Collective Memory Reader, 271-4.

141 The work is in the collection of the Beijing Palace Museum but has never been published, see Zhongguo gudai
shuhua jianding zu, ed., Zhongguo gudai shuhua tumu F B 1 E HE H (Beijing: Wenwu chubanshe, 1986), 1:4.
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with Huang Yi, who was then in charge of river maintenance in Jining.'*? The Zhang Qian Stele
and the Heng Fang Stele were among those famed inscriptions in the region. During his short
stay in Jining, Y1 had gifted Huang a clerical-script couplet, executed in a style similar to the
Zhang Qian Stele (Figure 2.14).'* The thick and even brushstrokes remind of “the style of the
clerk.”

Another early copy of the Zhang Qian Stele, dated to 1788, illuminates Yi’s acute awareness
about the materiality of the Zhang Qian Stele (Figure 2.15).'** A large hanging scroll measuring
over one meter in height, the piece consists of twenty-nine characters from the beginning section
of the inscription. Yi placed eight characters in each of the first three vertical columns and ended
with five characters in the final column. The characters in Yi’s copy are around ten centimeters
square, which is three times bigger than the ones engraved on the stone. Yi seemed to have
applied an even pressure to shape horizontal strokes in plain, flat lines. His enlargement of each
character enhances the overall effect of simplicity. The solid and dark brushstrokes allow each
character to firmly sit on the paper as if they were carved into stone. Y1 paid close attention to
the character structures on the original stone surface. Such an interpretative approach was likely
inspired by his close observation on the effect of carving on the Zhang Qian Stele. Take the final

character mo 7% in his copy as an example. His composition is identical with the one on the

Zhang Qian Stele but differs from the standard way of writing it (Figures 2.16, 2.17 and 2.18).

142 For Huang Yi’s epigraphic research in Shandong, see Lu Hui-wen, “Han bei tuhua chu wenzhang: Cong Jining
zhouxue de Han bei tan shiba shiji houqi de fangbei V15 |&] &5 H S 2 -1 7% 58 0 22 Ry i ek -+ )\ 4012 A i 56
8,” Taida Journal of Art History [BI31 & ¥ 2247 SLIF FL 4T, No. 26 (2009): 37-73.

143 For Yi’s life events in 1783, see Tan Pingguo, Yi Bingshou nianpu {32 #2 45 (Shanghai: Dongfang chubanshe,
2017), 30-1. For this work, see Xie Zhiliu, ed., Zhongguo lidai fashu moji daguan B FE A% E S5 55 K
(Shanghai: Shanghai shudian, 1987), 15:97.

144 This work is currently in the collection of the Fujian Museum. For its reproduction, see Zhonghua shuhua jia *
#EHE 5, No. 96 (Oct. 2017): 29.
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The two vertical lines in the i [H element are extended downward, connecting with the long

horizontal stroke below. Considering Gui Fu’s theory on the stele creation, this unusual
extension of strokes could have been a result of the vertical stone surface. When carving on the
stone vertically, carvers sometimes were unable to stop their tools as they wished. Yi decided to
maintain this striking feature of the stele medium in his handwritten copy. Through the faithful
delineation of the carving effect, Yi expressed his belief that the transmedia process was a telling

feature of authentic Han styles.

2.5 Ancestral Style

Yi did not study the style of the Zhang Qian Stele merely because of the promotion of his
contemporaries. Embedded in his devotion to this inscription was his own agenda to search for
the style of his ancestry. In a poem to Gui Fu, Yi indicated that he had copied the Heng Fang
Stele more than a hundred times because he and Heng Fang shared the same ancestor.'* The text

of the Heng Fang Stele tells that Heng Fang’s ancestor was Yi Yin 7 (trad. c. 1649-1550

BCE), a legendary minister of the Shang dynasty (1600-1046 BCE). Because Yi Bingshou
shared the identical family name with Yi Yin, he believed that the Heng Fang Stele could
symbolize the calligraphic style of his ancestry. To commemorate this special bonding with the
history, Yi also carved a personal seal, reading “A Seedling of Mr. Heng [l 1fj (Figure
1.1).”146 This seal impression indicates that Yi self-identified as a descendant of Heng Fang and

felt proud enough to proclaim this relationship in stone. The Heng Fang Stele and the Zhang

Qian Stele belonged to the same lineage of the clerical script, which Weng and his friends had

145 Yi Bingshou, “Ti Heng Fang bei yin tong Tanxi xiansheng ji Gui Weigu daling 78 /7 /7 i f2 [F] B iR Je Ak Zi R
B KA, in Liuchun caotang shichao, 4:7a-b.

146 T find this seal impression from a set of hanging scrolls at the Shanghai Museum, see the entry Hu J& 1-4258 in
Zhongguo gudai shuhua jianding zu, ed., Zhongguo gudai shuhua tumu, 5:354.

57



argued was the original “style of the clerk.” It is quite possible that Yi chose to copy the Zhang
Qian Stele because he deemed the style of this inscription a part of his ancestral legacy.

His friends also appropriated stone inscriptions to help Yi connect with the history. In 1796,
Huang Yi started a pilgrimage to Luoyang to survey ancient monuments. He climbed the sacred
Mount Song and traveled along the Luo River. Huang had kept a diary during this trip and later

painted this journey in a set of album leaves, titled Visiting Steles in the Song-Luo Area &%)
8 [&.'*7 One of the pictures in this album depicts Huang’s visit to Mount Shaoshi (Shaoshi shan
/% 111) in Henan (Figure 2.19). The two small rectangular structures at the center of this image

represent the stone gate-tower Huang had visited in person. Upon close inspection, Huang

discovered a semi-hidden character yi f/ beneath the moss on the east side of the monument.

Carefully making an ink rubbing of the character with his own hands, Huang then sent the
imprinted image to Weng and asked him to share it with Yi. Weng was delighted to learn about
this finding and agreed that this ancient engraving should belong to Yi since it was his family
name. Based on the rubbing, Weng re-engraved the character yi onto an inkstone and gifted it to
Yi (Figure 2.20).'*® Looking at the inkstone and hearing about the story, Yi was thrilled to find
another connection with the historical past. He even composed a poem to celebrate this
meaningful discovery.!# Listing stone inscriptions that were famously known to have the

character yi, such as the Heng Fang Stele, Y1 claimed all of them as his ancestral role models.

147 Lillian Lan-yin Tseng has discussed this painting, see Lilian Lan-yin Tseng, “Retrieving the Past, Inventing the
Memorable: Huang Yi’s Visit to the Song-Luo Monuments,” in Monuments and Memory, Made and Unmade, eds.
Robert S. Nelson and Margaret Olin (Chicago: The University of Chicago Press, 2003), 37-58.

148 This inkstone appears to have survived today, see Guo Ruoyu, Zhikan pinyan Iu %% W% % (Shanghai:

Shanghai guji chubanshe, 2008), 58-61. Hye-shim Yi has also discussed this inkstone in her dissertation, see Hye-
shim Yi, “The Calligraphic Art of Chen Hongshou (1768-1822) and the Practice of Inscribing in the Middle Qing”
(PhD diss., UCLA, 2019), 99-100.

14991, “Huang Xiaosong sima ta Songyang sanque wen ji Su zhai suoti 3 /Ma & 68 5 =B CH R 35 % &, in
Liuchun caotang shichao, 2:19-20.
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Such connections with the past allowed Yi to align with exemplary historical figures and
formulate a cultural identity that could be traced back through stone inscriptions.

Scholars in the circle of Yi also used the Zhang Qian Stele for the purpose of self-fashioning.
Weng, for example, had employed the content of this inscription to fabricate a relationship

between his student Zhang Tingji 5% £ (1768-1848) and Ji Qiao #if% (d. 522 BCE), a

legendary minister at the time of Confucius (trad. c. 551-479 BCE). Zhang Tingji once acquired

a small fragment of a broken Tang stele from the Temple of Zichan (Zichan miao ¥ J&) in

Henan.'*® Zichan was the style name of Ji Qiao. A well-known politician of the Zheng State
during the Spring and Autumn Period (c. 771-476 BCE), Zichan had been celebrated in a variety
of early texts for his exemplary conduct. The fragment bore only three characters, which could
be vaguely identified as “the Seventh Year of the Tianbao Era (748).” According to the

traditional calendar of Sexagenary Cycle, this date was a wuzi [%§ year. Zhang, who was also

born in a wuzi year, was therefore enchanted by the fact that the temporal connection between
him and the ancient inscription Like Yi, Zhang carved a personal seal to identify his relationship
with the Tang stele and the Temple of Zichan. Moreover, Zhang repurposed this fragmented stele
into an inkstone, which he could use and interact with daily.'*! He then invited Weng to inscribe
the inkstone. Reflecting upon the provenance of the artifact, Weng selected a four-character line

from the Zhang Qian Stele to be engraved on Zhang’s cherished object, reading “[The man from]

150 Details of this story can be found in Zhang Tingji, “Tianbao qizai Zheng Zichan miao duanbei yan X £ L #51
EEBRETRAR,” in Qingyi ge zayong T 15 MK, 11-13, in Guixin tangji 25545 in Qingdai shiwen ji huibian &5
REF 3 #E B2 4 (Shanghai: Shanghai guji chubanshe, 2010), 490:443-4; Weng Fanggang, “Zhang Shuwei duanbei
yan ge SRR BT AR, in Fuchu zhai shiji, 584.

151 Hye-shim Yi has discussed Zhang Tingji’s inkstone productions, see Hye-shim Yi, “From Epigraphy to Inscribing
Objects: Recarving Ancient Relics into Inkstones,” Orientations, Vol. 51, No. 6 (November/December 2020): 64-71.
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Dongli embellished the writing (Dongli runse # HLif{%).”!52 The meaning of this content was

twofold. First, this phrase identifies the stone’s relationship with the Temple of Zichan. Dongli
was Zichan’s hometown. This four-character phrase, derived from a story in the Analects, tells
that Zichan had “added the finishing touches” to the official documents of the Zheng State. !>
Second, this brief line is also an important point of connoisseurship for ink rubbings of the
Zhang Qian Stele. For example, Weng had noted that these four characters on the Zhang Qian
Stele had experienced severe damage in his lifetime.!>* Consequently, one could date the ink
rubbings of the Zhang Qian Stele by looking at the condition of these characters. If a rubbing
shows these characters as intact, then it should have been made in the seventeenth century or
even earlier. In addition, the fact that Weng was able to re-engrave these characters suggests his
possession of an early ink rubbing of the Zhang Qian Stele. The choice of this inscriptive content
therefore not only affirmed Zhang’s association with Zichan but also demonstrated Weng’s
erudition as a resourceful antiquarian.

The apparent credulity of evidential scholars in eighteenth-century China may appear
difficult to explain. How could these people, who were known for their rigorous study of
historical texts, easily fall for these fabricated ancestral lineages? In my view, their efforts in
building connections with historic figures of early China could have aimed to solve their
anxieties over their own origins in history. The names of Yi Yin and Zichan powerfully
resonated with people who had memorized the classical texts by heart. The copy and

appropriation of survived inscriptions that had reference to those classical stories served to forge

152 Weng Fanggang, “Shu jiuben Zhang Qian bei hou zeng Dongping mutai Jiliang jianzeng Zhang Shuwei xiaolian

A IRIE AL I AR R ARG SR BUR FE AR, in Fuchu zhai shiji, 585.
153 Burton Watson, trans., The Analects of Confucius (New York: Columbia University Press, 2007), 97.
154 Weng, Liang Han jinshi ji, 694.
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a material link between Qing scholars and the value system of Confucianism. Fashioning
identities that were deeply rooted in the Confucian classics, Yi and his peers found ways to insert
themselves into the canonical representation of the past. The empirical study of early artifacts

then became a new and useful tool of self-fashioning in the eighteenth century.

2.6 Combining the Han and the Tang

Yi supported Weng’s ideas on the Zhang Qian Stele by copying this Han inscription alongside
famed calligraphic pieces of the Tang dynasty. In 1811, Yi combined a five-character excerpt
from the Zhang Qian Stele with a single line from the Letter on the Controversy over Seating
Protocol by Yan Zhenging in a one-meter-long handscroll (Figure 2.21).!% The juxtaposition of
the clerical script with the running script was not unprecedented in Yi’s career. Yi had once
copied the Letter (Figure 2.22) by Yan in conjunction with a clerical-script inscription attributed
to Cai Yong (133-192).!% This compositional scheme, I believe, might have been inspired by

the materiality of calligraphic compendium (fatie %1M{). In a traditional calligraphic

compendium, brief samples of calligraphy in different script types are often arranged next to
each other. Y1 could have appropriated this presentational format to exalt his transcriptions to the
status of exemplary writings in calligraphic compendia. More important, putting the Zhang Qian
Stele in parallel with Yan’s calligraphy, Y1 may have aimed to propagate Weng’s theory that

Yan’s calligraphy “originated” from the styles of the Heng Fang Stele and the Zhang Qian Stele.

155 Fykuyama Shodd Bijutsukan, Min Shin no sho to kaiga WiE ® & & 421 (Fukuyama-shi: Fukuyama Shodd
Bijutsukan, 2005), 81.

136 This inscription attributed to Cai Yong is included in the Ru tie, see Wang Jinli, et al., eds., Ru tie %t (Beijing:
Wenwu chubanshe, 2008); Qi Gong, et al., eds., Zhongguo fatie quanji "85 4= 4 (Wuhan: Hubei meishu
chubanshe, 2002), Vol. 4. Amy McNair has discussed Ru fie in some detail, see Amy McNair, “The Engraved
Model-Letters Compendia of the Song Dynasty,” Journal of the American Oriental Society, Vol. 114, No. 2 (Apr.-
Jun. 1994): 209-25.
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By placing these works of different time periods in a single handscroll, Yi promoted a lineage of
brushwork that he and his friends believed in.

Yi perhaps also used this method of combination to voice his rejection of Gu Yanwu’s
negative opinion about the Zhang Qian Stele. In an undated hanging scroll (Figure 2.23), Yi

transcribed the Zhang Qian Stele with a seal-script inscription by Li Yangbing 2= UK (c. 8

century).'>” Li was a renowned calligrapher of the Tang dynasty and he had collaborated with
Yan Zhenqing on projects of stone inscription. For example, Li had written the seal-script
heading for the Yan Family Temple Stele, while Yan executed the main content of the
inscription. Yi’s hanging scroll begins with a rectangular cluster of twelve characters from the
Zhang Qian Stele. In the lower section, Yi copied ten characters from Li’s Record of Three

Burials (San fen ji —31£7C). Erected in 767, the text of this inscription was composed by Li

Jiging Z2Z=IH (d. 767) to commemorate the lives of his three elder brothers.!*® Li Yangbing was

responsible for transcribing this essay onto the stone, using his signature style known as the
“iron-wire” seal script. The term describes the firm, unmodulated, and slim brushstrokes that
look like iron wires. Although this piece of writing had long been recorded in historical texts and
studied by calligraphers, scholars had questions about its authenticity due to its unconventional
use of seal-script characters. Wang Shizhen believed that because the texture of the stone looked
ancient, the inscription was therefore unlikely a re-engraving of later periods. Zhao Han agreed
with this point of view, but he despised its calligraphy for not possessing any “spiritual essence”

of Li. Sun Chengze, on the other hand, complimented the style of the Record of Three Burials

157 Guojia wenwu ju, ed., Zhongguo wenwu jinghua daquan shuhua juan B SCHIRE 3E K 423 24 (Hong Kong:
Shangwu yinshu guan, 1995), 112. I would like to thank Dr. Wang Zhongxu at Beijing Palace Museum for sharing a
reproduction of this work with me.

158 Wang Chang, Jinshi cuibian 441 %45, 94:14-17.
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and praised Li Yangbing as the best seal-script calligrapher in the post-Qin eras. However, Qian
Daxin KT (1728-1804) and Bi Yuan 3t (1730-1797), two of Yi’s contemporaries,

identified a couple of non-standard seal-script characters in the inscription and suspected that this
work might have been a later re-engraving.'>® The issues surrounding the Record of Three
Burials are comparable to the Zhang Qian Stele. Scholars doubted the historicity and stylistic
value of this inscription based upon the unconventional use of characters. It was unclear how
Weng, Gui or Yi thought about this inscription. Nevertheless, their beliefs in the heterogeneity of
ancient characters could have implied their opinions. Juxtaposing the Zhang Qian Stele with the
Record of Three Burials, Yi could have expressed his promotion for the authentic materiality
these inscriptions. As controversial as their texts might seem, their calligraphic styles were
authentic and meaningful. Combining Han and Tang models in a single work of art, Yi revealed
both his conception of the calligraphic history and his methodological stance toward stone

inscriptions.

2.7 Material Entirety in the Late Copies

Yi’s final copies of the Zhang Qian Stele are dated to the year 1813, when he lived a semi-retired
life in his hometown Ninghua. The two copies of the Zhang Qian Stele that Y1 completed this
year embodied his desire to pass on his knowledge of the evidential scholarship (Figures 2.24
and 2.25).'%° These two works drastically differ from his earlier copies in terms of style and
compositional scheme. In both works, Yi slowly dragged his brush to firmly engrave each

character onto the paper. In addition, Yi mixed characters from different sections of the Zhang

159 These viewpoints had been transcribed by Wang Chang in his catalogue of stone inscriptions, see Wang Chang,
Jinshi cuibian, 94:14-17.

160 One of these works is reportedly in the collection of Yang Shanshen #53E7% (1913-2004), see Shupu: Yi Bingshou
zhuanji F55: R4 B, No. 51 (1983): 50; the other one is now in the collection of the Guangdong Museum, see
Zhonghua shuhua jia F#EEEH K, No. 96 (Oct. 2017): 64-5.
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Qian Stele in his late copies, whereas his early copy only selected content from the front surface
of the inscription. In the single hanging scroll work of 1813 (Figure 2.24), Yi pieced together
twenty-four characters from both the front and back sides of the monument: the first twelve
characters came from the fagade of the stele while the remaining half were taken from the back.
The back section of the Zhang Qian Stele records donors’ names and the amount of money they
had contributed to the project. Rather than conveying any semantic message, Y1 could have used
these names and numbers to express the spatiality of the monument, a statement about the
importance of materiality in epigraphic study. Bridging these physically separated contents on a
single hanging scroll, Yi perhaps meant to emphasize that stone inscriptions are not merely texts
but three-dimensional objects. This message could only be deciphered by a knowledgeable
viewer. Looking at the scroll, an informed audience would first recognize the style of the Zhang
Qian Stele and then be struck by the strange content. Perhaps with the help of a stone inscription
catalogue at hand, the spatial allusion of Yi’s innovative transcription would then become
apparent. The visual puzzle of this scroll challenges a beholder to imagine the monument in situ,
and to experience the work as if one was circumambulating the stele in person.

Yi further explored the idea of spatiality in his other copy of the Zhang Qian Stele of the
same year (Figure 2.25). This monumental work consists of four large hanging scrolls, each of
which measures over one meter in height. Yi had copied texts from both the heading, front, and
back sections of the stele. From left to right, characters in the first two scrolls derive from the
main inscription. The third scroll signifies the back of the monument. In the final scroll, Yi
transcribed the entire seal-script heading on the top of the monument. Unlike the previous work,
Yi added a brief description at the end of each scroll to identify the original locations of these

texts on the stele. Because Yi had transcribed these excerpts on separate scrolls, it is probably
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less demanding for a viewer to discern the meaning of this compositional scheme. Reading from
left to right, an audience would be oriented toward different spatial sections of the Zhang Qian
Stele and then come to realize the material entirety of this early stone monument.

Yi’s innovative transcriptions of the Zhang Qian Stele illuminates his employment and
promotion of the evidential scholarship in artistic arena during the eighteenth century. Yi and his
friends reconstructed the authenticity of the Zhang Qian Stele by considering the transmedia
process of making stone inscriptions. In his early copies, Yi showcased his support for the
authenticity of the Zhang Qian Stele by closely tracing the carving effect of this inscription. In
addition, evidential scholars at the time were keen on building personal connections with early
artifacts. Y1’s repeated transcriptions of the Zhang Qian Stele was part of this trend to search for
to a historically rooted ancestral style and cultural identity. Yi had also copied the Zhang Qian
Stele with important works of the Tang dynasty to promote his ideas about the lineage of Chinese
calligraphy and the aesthetic approach toward stone inscriptions. In his late years, Yi continued
to re-design his transcription of the Zhang Qian Stele by emphasizing its spatial orientation.
Young students who viewed these late works were able to gain a vivid lesson about the

importance of empirical research.
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Chapter Three: A Story of the Inkstone
In 1800, an enigmatic inkstone (Figure 3.1) unearthed at the White Crane Peak in Huizhou
captivated the attention of antiquarians across the Qing empire.!®! The object features a plain

rectangular surface and a slight dark-purple shade. Known as duanshi %t f71, or the Stone of
Duan, the rock material is unique to the ancient Duan Prefecture (Duanzhou % /1) in nearby
Zhaoqing 2 2 .19 Yi Bingshou, the prefect of Huizhou at the time, was most excited by two
engravings on the back of the inkstone, the semi-cursive character shi ¥ and the seal impression
“The Virtue-Has-Neighbors Hall (De you ling tang #54 #5%%).” The character was identified as
a signature by the renowned Song (960-1279) literatus Su Shi @4 (1037-1101) because many

of his surviving calligraphies were signed in a similar fashion. The seal refers to an inscription
Su brushed for his newly built home in Huizhou in the late eleventh century.'%* These carved

marks convinced Yi and his friends that the inkstone must have been a precious belonging of Su.

161 The inkstone that I examine in this chapter is now in the collection of the Ninghua County Museum in Fujian
Province, see Lian Xinfu, ed., ¥i Bingshou fashu daguan {Jt 3#%i%:3 K#{ (Fuzhou: Haichao sheying yishu
chubanshe, 2009), 284-5. Li Shuqing has pointed out another copy of the inkstone, which was previously in the
collection of Liang Tingzhan Z:5EH} (1796-1861), see Li Shuqing, “Yi Bingshou shufa zhi yanjiu 4z EE 2
7T (master’s thesis, Zhongguo wenhua daxue, 1985), 65-9. In her view, the version owned by Liang Tingzhan is
unlikely to be the original but perhaps a later copy. I agree with her on this point and believe the inkstone at the
Ninghua County Museum to be the original object discovered by Yi Bingshou.

162 Traditionally, collectors categorized inkstones based on the provenance of stone materials, and these material
types had become brand names for different inkstones in imperial China. To learn about the early classification of
inkstones, one can read Ng Pak-sheung, “A Regional Cultural Tradition in Song China: ‘The Four Treasures of the
Study of the Southern Tang’,” Journal of Song-Yuan Studies, Vol. 46 (2016): 57-118. In her recent study of
inkstones, Dorothy Ko also discusses the different quarries of duanshi in Zhaoqing, see Dorothy Ko, The Social Life
of Inkstones: Artisans and Scholars in Early Qing China (Seattle and London: University of Washington Press,
2017), 58-67.

163 The seal is never seen on extant works of Su. However, it is possible that Su had carved his studio names into
personal seals. For example, a seal reading No Deviant Thought (another title inscription Su brushed for his personal
study in Huizhou) is imprinted on the famous scroll Old Tree, Rock and Bamboo by Su Shi. This work was
auctioned by the Christie’s in Hong Kong in 2018. For a discussion related to this work, see Peter C. Sturman, “Su
Shi Renders No Emotion,” The Journal of Chinese Literature and Culture, 6:1 (April 2019): 15-55; Alfreda Murck,
“Su Shi’s Wood and Rock,” in Special Publication: Su Shi’s Wood and Rock (New York: Christie’s, 2018), 15-7.
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The present chapter explores the creative receptions of Su Shi in the Qing dynasty through
the layered meanings of this inkstone in the eyes of the nineteenth-century scholars. Su, also

known by the style-names Dongpo *3% and Zizhan £, has been remembered and imagined

through a vast range of artifacts associated with him. The assemblage of his poems and essays
began in Su’s lifetime and became further expanded not long after his death. Those written
works during his political exiles — first to Huangzhou (1080—1084), then to Huizhou (1094—
1097) and Danzhou (1097—1100) — have served as powerful remedy for personal frustrations of
later scholars who resonated with the way Su dealt with the unexpected.'®* His handwritings
were engraved into stone and promoted as calligraphic exemplars since the twelfth century.'®®
Circulating anecdotes, such as his unconventional culinary skills and humorous exchanges with
colleagues, were registered into his biography by his admirers.'®® Theatrical performances also
fueled colorful imaginations about his eventful life.'¢” The inkstone is one among a great variety
of works that were discovered and assigned to Su’s name. These texts and objects constitute an
infinite archive, from which people could extract, or even invent, meanings to serve their own

purposes.

164 For a discussion on Su’s literature of exile. See Ronald Egan, Word, Image and Deed in the Life of Su Shi
(Cambridge, MA: Harvard University Press, 1994), 207-60.

195 The earliest extant compendium of Su Shi’s calligraphy is Xilou Su tie FiiE#R i, also known as Dongpo Su gong
tie I K 2 M. This set of stone engravings was likely completed before 1173 and originally consisted of ten
volumes. However, only six out of the original ten survive today. For a discussion on this calligraphic compendium,
see Qi Gong, and Wang Jingxian, eds., Zhongguo fatie quanji "' [Bi%: M 44 (Song Dongpo Su gong tie A H I fx
3 1ik), vol. 6 (Wuhan: Hubei meishu chubanshe, 2002), 1-5; Rong Geng, Cong tie mu #M H (Hong Kong:
Zhonghua shuju, 1982), 3:1148.

166 For a discussion on Su Shi and the food culture of China, see David R. Knechtges, “Tuckhoe and Sesame,
Wolfberries and Chrysanthemums, Sweet-peel Orange and Pine Wines, Pork and Pasta: The fu as a Source for
Chinese Culinary History,” Journal of Oriental Studies, Vol. 45, no. 1&2 (December 2012): 1-26.

167 W, L. Idema, “Poet Versus Minister and Monk: Su Shi on Stage in the Period 1250-1450,” T oung Pao, vol. 73
(1987): 190-216. One specific play about Su Shi that I will discuss later in this dissertation is Jinlian ji 43450 by
Chen Ruyuan (c. 1580), see Chen Ruyuan, “Jinlian ji pingzhu 4:3# 70 5F5%,” edited by Huang Chonghao, in Liushi
Zhong qu pingzhu 7518 1 5F5E, edited by Huang Zhusan and Feng Junjie (Changchun: Jilin renmin chubanshe,
2001), 13:1-403.
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In the eighteenth century, with the emergence of Shou Su hui 5 fik &, or the Celebration of

Su Shi’s Birthday, material things and historical locations connected with Su functioned as sites
of memory where Qing scholars could make trans-historical connections with the Song paragon

and express a “collective shared knowledge of the past.”'®® Around 1780, Weng Fanggang 5 /;
4l (1733-1826) began to invite scholars and artists to commemorate Su’s birthday at his

residence in Beijing.'® They chanted Su’s poems and composed rhymed verses to honor Su’s

literary genius. Occasionally, painters such as Luo Ping &' I# (1733-1799) produced images

related to Su for this event. Guests were also welcomed to look at Su’s calligraphies in Weng’s
collection. Participants of this special gathering would often report to Weng when they
discovered any ancient paintings, calligraphies or stone inscriptions that were believed to be
done by Su. Yi Bingshou, a frequent participant in this event, relocated this invented tradition to
Huizhou when he served as the region’s prefect.!”® This ceremony also grew into an international
trend when Joseon (1392-1897) envoys replicated some of those efficacious images and brought
them to the Korean peninsula for veneration.!”!

My analysis focuses on the “functional authenticity” of the inkstone found in Huizhou. In her

study of the great Yuan (1271-1368) painter Wu Zhen 5$E (1280-1354), Joan Stanley Baker

adopts the term to denote the positive reception of famous paintings that cannot be fully verified

168 Jay Winter, “Sites of Memory,” in Memory: Histories, Theories, Debates (New York: Fordham University Press,
2010), 312-24. The concept “sites of memory (lieux de mémorie)” first appears in Pierre Nora’s influential study on
the dynamics between history, memory, and nation state, see Pierre Nora, “Between Memory and History: Les Lieux
de Mémorie,” Representations, no. 26, (Spring 1989): 7-24.

169 Michele Matteini, “The Aesthetics of Scholarship: Weng Fanggang and the Cult of Su Shi in Late-Eighteenth-
Century Beijing,” Archives of Asian Art 69.1 (April 2019): 103-120; Alfreda Murck, “Spiritual Communion: The
Cult of Su Shi,” in Eccentric Visions: The Worlds of Luo Ping, edited by Kim Karlsson, Alfreda Murck, and Michele
Matteini (Zirich: Museum Reitberg Ziirich, 2009), 80-7.

170 Eric Hobsbawm, “Introduction: Inventing Tradition,” in The Invention of Tradition, ed. Eric Hobsbawm and
Terence Range (Cambridge, UK: Cambridge University Press, 2012), 1-14.

171 Matteini, “The Aesthetics of Scholarship,” 115.
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to be genuine or to have existed in history.!”? Because these works had long been believed to be
done by the master, they acted as important stylistic sources for later artists. The concept directs
our attention from traditional connoisseurship to the efficacy of fabled artifacts, especially their
memorial function and didactic power as authentic representations of the lived experience of
their alleged creators. These “Su Shi” artifacts gained special significance in the eighteenth
century among Weng’s cohort due to their ability to perform meaningful episodes of Su’s life. |
am aware that by the most rigorous modern standard, only a small portion of these works can be
considered genuine. More pieces only possess dubious connections with Su. Nevertheless, all of
them were construed as powerful images by Weng and his friends because they enacted
memories of Su and allowed beholders to experience a sense of belonging.

My investigation into the material legacy of Su Shi concentrates both on the micro-regional
level and the macro-empire context. In the recent two decades, modern scholars have pointed out
that the promotion of sites and figures connected to a region’s unique past exemplifies the
increasing localism in Qing China.!”® Yet, the symbolism of the inkstone was possible to the
local audience also because the set of cultural meanings embodied in material things associated
with Su had already been established through a national network of knowledge dissemination. As
a Fujian native who worked in Beijing for over a decade and was frequently appointed for out-

of-capital tours, Yi was key to the formation of this discursive network that appropriated Su’s

172 Joan Stanley Baker, Old Masters Repainted: Wu Zhen (1280—1354) Prime Objects and Accretions (Hong Kong:
Hong Kong University Press, 1995), 35-9.

173 Tobie S. Meyer-Fong, Building Culture in Early Qing Yangzhou (Stanford, Calif.: Stanford University Press,
2003); Steven B. Miles, The Sea of Learning: Mobility and Identity in Nineteenth-century Guangzhou (Cambridge,
Mass.: Harvard University Press, 2006); Steven B. Miles, “Creating Zhu ‘Jiujiang’ in Nineteenth-Century
Guangdong,” T oung Pao, vol. 90 (2004): 299-340; Steven B. Miles, “Rewriting the Southern Han (917-971): The
Production of Local Culture in Nineteenth-Century Guangzhou,” Harvard Journal of Asiatic Studies, vol. 62, No. 1
(Jun., 2002): 39-75; Steven B. Miles, “Celebrating the Yu Fan Shrine: Literati Networks and Local Identity in Early
Nineteenth-Century Guangzhou,” Late Imperial China, Vol. 25, No. 2 (December 2004): 33-73.
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cultural images. On a regional level, the detailed comparison between Ming and Qing gazetteers
of Huizhou sheds light on the state of Su’s former residence as Yi began his archaeology. I also
examine a group of materials located beyond Huizhou, such as the inkstones produced by the
Qing imperial workshop and the paintings by Yangzhou artists.

The chapter has an episodic structure, with each section focusing on an event, a poem, a site,
a painting, an inscription, and an object. I begin with a discussion on the farewell gathering
Weng hosted for Yi at the annual celebration of Su Shi’s birthday, and the send-off poem Weng
wrote for Yi. My reconstruction of the event and intertextual reading of the poem reveal how
scholars in Weng’s circle conveyed emotions of departure through material objects associated
with Su’s life and artful references to Su’s literary corpus. In the following section, I use the
painting White Crane Peak by Luo Ping to illuminate how scholars in the eighteenth century re-
imagined Su’s residence in Huizhou through literary texts and onsite investigation. However,
records from local gazetteers underscore the limits of this antiquarian imagination because the
site had undergone several modifications since the fourteenth century. Situating the discovery of
the inkstone in the regional history, I argue that Yi found the object in a Ming-dynasty (1368—
1644) ruin and established its authenticity based on the eleventh-century idea on the relationship
between material things and human enjoyment. At last, I show that inkstones associated with Su
were valued in the eighteenth century for their ability to evoke important moralistic lessons and

cosmic transformation. Paintings by Li Zongmo Z=5%5% (fl. early seventeenth century) and
Huang Shen 3% 1H (1687-1772) about the Heavenly Inkstone speak about the didactic power of

this type of object. Another inkstone named “Congxing Inkstone” illuminates how the Qing
imperial workshop translated a renowned inkstone inscription by Su into a sensorial design

involving astrological movement. Reading the “Su Shi” inkstone from Huizhou against these
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paintings and invented objects, I argue that Yi harnessed the artifact as a multi-sensorial relic to
announce moral rectitude and unadorned aesthetic to the audience in Guangdong.
3.1 Farewell Banquet
In 1798, after working at the Ministry of Justice in Beijing for a decade, Yi received a new
appointment to become the prefect of Huizhou, Guangdong Province.!”* This new post was not a
form of punishment (as in Su’s time) but intended as a promotion. Yi gained not only an
elevation in official rank but also an important experience of local administration. Adjacent to
Guangzhou, a growing cosmopolitan of international exchange, Huizhou was the ancestral home
for many migrant merchants in the area. Yi’s teachers, colleagues and friends all felt happy for
him because a crucial position like this was both a testament of Yi’s capability and a solid
foundation for career advancement in the future. At the same time, the long distance of this
relocation, from the northern capital to the southern frontier, prompted his peers to express
proper goodbyes.

One of those fond farewells took place during the annual celebration of Su Shi’s birthday on
the nineteenth day of the twelfth month, according to the lunar calendar, at Weng Fanggang’s
studio. Weng was known for his profound admiration for Su. This man not only named his study

the Su Studio (Su zhai #£7%) but also self-claimed as a disciple of Su. Michele Matteini has

examined the cult of Su Shi in Beijing and pointed out that this ceremony was a rather loosely
organized event.!”> Although Weng repeatedly gathered his friends at the same day every year,
the celebration did not have a set ritual to follow. Participants varied each year as did their

activities. Yi was one of the privileged literati who were frequently invited to the event. In 1798,

174 For Yi’s life, see Tan Pingguo, Yi Bingshou nianpu 3424 5% (Shanghai: Dongfang chuban zhongxing, 2017).
175 Matteini, “The Aesthetics of Scholarship,” 103-120.
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when the news of Yi’s appointment spread across the capital, Weng decided to fuse this birthday
celebration with a farewell theme. Because Su’s birthday is only ten days from the Lunar New
Year’s Eve, this event often seemed a perfect venue for Weng and his cohort to bid farewell to
those who had to leave Beijing in the coming spring. This temporal coincidence must have
charged this annual gathering with abundant emotion. Aspirations for the new year and
reflections on the past year were mingled with heartfelt adieux. This conjuncture was especially
meaningful for Yi, since he had not only been a core member of this scholarly community for
over ten years, the destination of his new post, Huizhou, was also closely relevant to Su’s life.
Images and stories about Su thus constitute a poetic channel through which this group of Qing
scholars navigated their contemporary experience.

The birthday/farewell party that Weng hosted for Yi can be reconstructed in striking details
through surviving texts.!” It was a quiet snowy day in Beijing. Invited participants, including

Zhao Huaiyu ##1% & (1747-1823), Luo Ping, Qian Yong #¥k (1759-1844), and Chen Wenshu
B SR (1771-1843), gathered indoors at Weng’s residence. Until the next morning, they drank

wine while looking at various artifacts and composed poems in memory of that day. Although
the whereabouts of these artifacts are unknown, annotations in poems by Weng and his friends
offer some useful clues to reconstruct the objects they viewed and how they might have been
used during the event.

According to these annotations, party participants worshipped (perhaps also burnt incense in
front of) a Han-dynasty (202 BCE-220) brick that is inscribed with characters The Fifth Year of

the Wufeng Era (Wufeng wunian H.JE\1.4F, 53 BCE). This ancient object, Weng noted, also bore

176 My reconstruction of this event is primarily built upon Tan Pingguo’s detailed study of Yi’s life, see Tan, ¥i
Bingshou nianpu, 173-4.
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an inscription by the renowned Yuan-dynasty (1279—1368) antiquarian Wugiu Yan & {7
(1268-1311). Weng did not own this artifact but borrowed it from another person, whom he did
not specify. They also looked at a special painting that Luo created for this year’s celebration.
Luo was much in demand as a copyist, and this work was a copy of a painting by Shitao 17
(1642-1707), Master Dongpo Traveling in Snowy Weizhou (Pogong Weizhou xuexing tu 3 /A
2547 |&). The title suggests that Shitao’s original composition was most likely a pictorial
interpretation of a similarly titled poem that Su wrote on the Lunar New Year of 1077.!77 On the
New Year’s Eve, a heavy snowstorm had kept Su in Weizhou, in present-day Shandong, during
his trip from Mizhou % /| to the capital. Su resumed his journey the next day once the weather
permitted. Deeply touched by scenes he saw on the road, especially drought-stricken fields and
disheartened farmers, Su hoped that this spring snow would forecast a better harvesting season
ahead. Earlier in 1798, Weng saw this Shitao work at the home of Chu Pengling #J#2#4 (d.
1825) and decided to borrow it for Luo to make a copy for the celebration of Su’s birthday.'”
Luo completed this commission in a hanging scroll and brought the image to this gathering. Qian
Yong also brought an imaginary portrait of his distant ancestor Qian Liu $£% (825-932), King
Wusu £ T of the Wuyue Kingdom 5[5 (907-978), for his friends to enjoy.

This set of objects prepared by Weng and his guests indicates the creative ways in which

Qing scholars appropriated the past to articulate their worldly experience. The veneration of a

177 Su Shi, “A snowstorm on the New Year’s Eve, I stayed in Weizhou; the Next morning was clear, I assumed my
trip; however, the snow returned again in the middle of my travel, I thus composed this poem B % K25 85 i/ oo H
B ZEATHIEE1EAE,” in Su Shi quanji jiaozhu: Shiji, 4:1447.

178 This information is from an inscription by Weng on another Shitao’s painting. This set of album leaves was
auctioned by the Sotheby’s in Hong Kong in 2016. The front leaf also has an inscription by Yi Bingshou. See
https://www.sothebys.com/en/auctions/ecatalogue/2016/fine-classical-chinese-paintings-
hk0635/10t.360.html?locale=en# (accessed 03/20/2021).

73



carved Han brick speaks about the epigraphic interests shared among this group of people and
their identities as resourceful and erudite antiquarians. The portrait of Qian Liu represents the
emerging quests for ancestral lineages that could be testified by excavated objects and engraved
stones, an eighteenth-century trend we have observed in Chapter Two through Yi’s conception of
his family legacy. Luo’s copy of the painting by Shitao was the central object that connects both
Su and Yi to the event: the wintry scenery outside Weng’s residence echoed Su’s encounter of
the snow in Weizhou, and Su’s relocation reminded the guests of Yi’s upcoming journey to the
new post. The senses of migration, snowfall, and New Year oscillate between the eleventh-
century poem and the eighteenth-century gathering, Shitao’s original picture and Luo’s re-
creation, and Su’s optimism and Y1i’s promising future. These multi-layered references generate
sincere emotions that seem only appropriate for this specific time, place, and person.
3.2 Parting Poem
In one of the parting poems for Yi, Weng devised a similar strategy to commemorate his
relationship with Yi through skillful references to Su’s life. He wrote:

At the capital, in joint couches [we] gathered for several consecutive years.

In dreams, [we] shared ferry rides in the southern region.

In Shi’s (Shi Family of the Southern Song) annotations [of Su Shi’s poems], [I was]

delighted to find the line by Prefect Fang (Fang Zirong, the Prefect of Huizhou in Su’s

time).

Su Shi’s calligraphy indeed has a tie with Mozhai (the style name of Yi Bingshou).

The Plaque No Deviant Thoughts'” is a place I return to in spirit.

The Hall Virtue Has Neighbors inspires awe in my mind.

The scallions'®® and water have said more than I would dare.

The plucked hemp, green and shimmering, [as if] mounted escort calling out to announce
[your] arrival.

179 Siwuxie is a difficult term to translate in English and here I adopt the translation by Alfreda Murck, see Alfreda
Murck, “Su Shi’s Wood and Rock,” in Special Publication: Su Shi’s Wood and Rock (New York: Christie’s, 2018),
15-7. Peter Sturman translates the term differently as “No Wayward Thoughts,” see Peter C. Sturman, “Su Shi
Renders No Emotion,” The Journal of Chinese Literature and Culture, 6:1 (April 2019): 15-55.

180 1 translate xie #E as scallions here for the sake of brevity. The term refers to a special type of scallion grown in
China, known as allium chinese, or chinese scallion.
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SUIERI IR, SRR ML, RS ST ), SRE AT AR
B RAPE R, TEAAREERAR. HK2 S5 S, FinseraE.

This poem epitomizes the kind of literary game that Weng and his friends played at the
celebration of Su’s birthday.!3? The first two lines indicate the relationship between Yi and
Weng as like-minded friends and imply that Yi was about to depart for the south. Coded with
elusive references to Su’s exile in Huizhou, the remaining verses are intended to parallel Yi’s
upcoming journey with the one that Su had embarked on centuries earlier.

The phrase “Shi’s annotations” refers to Shi zhu Su shi izt @k a (Shi’s Annotations to Su
Shi’s Poems), the earliest anthology of Su’s poems which had just been re-discovered in the late
seventeenth century.'®® This poetry collection was put together by three obscure Southern Song
scholars, Shi Yuanzhi i JGZ (jinshi degree in 1154), his son Shi Su Jifif& (jinshi degree in
1193) and Gu Xi & (c. 12 century). The first edition of the book was printed in 1213 and
was believed to consist of forty-two volumes. However, when Song Luo K% (1634-1713), then

the Provincial Governor of Jiangsu, found and purchased this age-old manuscript from a book

collector in the Jiangnan region, only thirty volumes from the original survived. Song was also a

181 Weng Fanggang, Fuchuzhai shiji 189]75 5542, 52:22, in Qingdai shi wen ji huibian &5 X 524% (Shanghai:
Shanghai guji chubanshe, 2010), 381:487.

182 Alfreda Murck has discussed poetry of this kind in her examination of the cult of Su Shi during the Qing. In her
view, Weng and his friends wrote these poems with undisclosed references to Su because Su had composed similarly
encoded poetic lines for his friends during his lifetime. In other words, the practice itself was an homage to Su.
Murck also believes that these intentionally obscured references “create a code that provided protection, keeping
conversations between friends exclusive.” Her political reading of this type of poetry as a deliberate act to avoid
censorship is worth noting here, especially in the context of Qing literary inquisition. For her insightful discussion,
see Alfreda Murck, “Travel Sites of Immortal Po,” in Eccentric Visions, 234.

183 Two early versions of this anthology are known to have survived. The earliest was printed in 1213, which had
been collected by Song Luo and Weng Fanggang. A slightly later version was published in 1262, which used to be in
the possession of Weng Tonghe %3 [F]#% (1830-1904). For discussions on the history of this important anthology,
one can read, Zheng Qian, Songkan Shi Gu zhu Su Dongpo shi tivao KT 5T &R H 552 E (Taipei: Yiwen yinshu
guan, 1970); I Lo-fen, “Jingguan zhenshang: Weng Fanggang jiucang ben ‘Shi Gu zhu Dongpo xiansheng shi’ (i
HE: H7AEREA BT RBICAER) | in Shuyi Dongpo 32 H 3 (Shanghai: Shanghai guji chubanshe,
2019), 203-48.
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huge admirer of Su. He asked Shao Changheng Hi =% (1637-1704) to edit this fragmented

anthology and supplement the missing parts by consulting other extant collections of Su’s
poems. The project was completed and published in 1699 under the same title.'®* The original
thirteenth-century manuscript which Song had collected entered Weng’s possession in 1773.
Weng carefully studied this rare book and published his own annotations of Su’s poems.'**> He
valued the object as one of the most important treasures at the Su Studio and often displayed it at
the celebration of Su’s birthday.

To Weng’s eyes, the re-discovery of this ancient anthology was relevant to Yi’s new post.

“Prefect Fang” in the poem refers to Fang Zirong 77§ % (jinshi degree in 1053), the Prefect of

Huizhou when Su was there. In 1097, Su had exchanged a series of poems with Fang. The verses
that Su wrote have all been well recorded and regarded as tokens of their friendship.'%¢ However,
it was never clear what Fang had composed in response. Surprisingly, in the original Shi zhu Su
shi, Song Luo and Weng Fanggang found an ink-written record of a rhymed poem by Fang,
although only the final line of this fragmented poem was legible.'®” In Weng’s view, Yi’s
appointment as the new prefect was no less exciting than the extraordinary find of the old
prefect’s lost verse.

In the next line, Weng further stressed the connection between Yi and Huizhou as

“predestined.” In the fifth month of 1096, Su inscribed Mohua tang ERAL 5 (The Hall of Silent

184 The above information comes from Shao Changheng, “Ti jiuben Shi zhu Sus hi 28 A 5T 6k 55, in Su Shi
quanji jiaozhu. Shiji, 8:5823-4.

185 Matteini, “The Aesthetics of Scholarship,” 107.
186 For these poems, see Zhang et al., eds., Su Shi quanji jiaozhu: Shiji, 7:4816-9.
187 Zha, Su shi buzhu, 40:30.
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Transformation) for the office of Zhou Yanzhi & =& (c. 11" century) in Xunzhou 7§ 1. '#8
Zhou was then the Prefect of Xunzhou, a region neighboring Huizhou. According to Weng’s
Records of Stone Inscriptions in Eastern Guangdong (Yuedong jinshi lue B3 4 f1 1), this
stone inscription still survived in the eighteenth century.!'®® Moreover, when Weng wrote this
farewell poem, Y1 had just adopted the style name Mozhai #A%% (Silence Studio). It is unclear if
Yi intentionally took this name because of Su. At least, Weng believed that Su’s earlier
inscription helped Yi to form a special attachment to the place of his new post.

The allusion to Su continues in the last section of the poem. “No Deviant Thoughts” and
“Virtue Has Neighbors” were two titles that Su adopted for his newly built residence at the
White Crane Peak in Huizhou.'*" In the final verses, Weng made a direct reference to two poems
by Su. Su had used the exact same phrase “The scallions and water have spoken more” in his

poem “Gate for Remaining Upright (Yizhi fang 1& . 1}7)” to portray the honesty and uncorrupted
office of his friend.!®! The metaphor of xieshui #i7K (scallions and water) originates from the
story of the famed recluse Ren Tang 1T:5¢ (c. 2™ century CE) in Hou Han shu.'®> Ren had once
placed a large bunch of scallions and a bowl of water in front of his door when the local prefect
Pang Can i £* (?-136) visited him. Pang soon realized that Ren intended to teach him a lesson

about local governance: he should be as transparent as the water, and when dealing with

powerful local clans, he should be impartial and decisive just like pulling the scallions from the

188 Kong Fanli, Su Shi nianpu #f#{F5% (Beijing: Zhonghua shuju, 1998), 1227.
189 Weng Fanggang, Yuedong jinshi lue B 4 411%, 9:6, accessed through the HathiTrust Digital Library.

190 Zhang et al., eds., Su Shi quanji jiaozhu: Wenji, 3:2186. Su Shi mentioned these two inscriptions in his surviving
poems, see Zhang et al., eds., Su Shi quanji jiaozhu: Shiji, 8:5279. Both phrases derive from the Confucian Analects,
see ibid., 8:5281.

191 Tbid., 5:2905.
192 Fan Ye, Hou Han shu 1% %%, Online Siku quanshu (Wenyuange Edition), 81:7.
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ground. Su had also used the phrase zheshu $Ti% (the plucked hemp) in one of his poems to Fang

Zirong. The line reads:

The pulled scallions have witnessed the achievements of virtuous prefects.
The plucked hemp shall slightly console the heart of old acquaintances.'*

ﬂiﬁ Eﬁﬁ%%ﬂ‘ﬂﬁ, :J:Ff JILHQB%TE&A’D‘D
Su here again used the image of scallions to praise Fang for following the Confucian standard of

governance. The “plucked hemp,” first appeared in the “Nine Songs” attributed to Qu Yuan J& Ji

(ca. 3rd century BCE), is a classical expression for send-off. In the original composition, Qu said
that he had “plucked the glistening flower of the Holy Hemp (a mythical plant) to give to one
who lives far away.”!** Since then this symbolic gesture since has been adopted by Chinese
poets to convey parting from friends.!®* In this regard, the closing lines in Weng’s poem not only
match the poem that Su wrote for Fang Zirong but also reinforces the theme of farewell. With
these skillful literary references, Weng eloquently expressed his aspiration for Yi to lead an
illustrious administration in Huizhou, just like Fang did at the time of Su.

The decoding of this poem requires extensive knowledge about Su’s life and literary corpus.
Given Y1’s frequent participation in Weng’s celebration of Su, it should not be a surprise that he
was able to penetrate all the poetic allusions in this work. This poem indeed characterizes Yi’s
career in Huizhou. Tropes and references in this poem — historical sites, calligraphic inscriptions,
and moral lessons — were (re)built, excavated, and taught by Yi after he arrived in Huizhou.

Moreover, this kind of textual proficiency was also a strong demonstration of kaozheng, or the

193 Zhang et al., eds., Su Shi quanji jiaozhu: Shiji, 7:4819.

194 David Hawkes, The Songs of the South: An Ancient Chinese Anthology of Poems by Qu Yuan and Other Poets
(London: Penguin Books, 1985), 111. I would like to thank Alfreda Murck for informing me about the issues
regarding the date and historical reception of Qu Yuan.

195 The phrase may also have a reference to one of Tao Qian’s % (365-427) poem, in which Tao used the same
phrase to send off his old friends. For this possible reference, see Zhang et al., eds., Su Shi quanji jiaozhu: Shiji,
7:4820.
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evidential scholarship, in eighteenth-century China.'*® This poem showcases Weng’s critical
knowledge of Su through his study of the thirteenth-century source Shi zhu Su shi and onsite
examinations of Su’s engraved inscriptions. As Yi read and deciphered this poem, Su’s major
activities in Huizhou became visible.

3.3 Dongpo’s Former Residence

The place where Su once lived in Huizhou is an important topos in Chinese literature. Poems and
essays by Su about the site have functioned as a core source of historical imagination about his
living experience there.'”” In these texts, Su tells of building a small house for himself at the

White Crane Peak, a modest hillock measuring only five zhang 3 (less than twenty meters) in
height. This hill faces the Eastern River (Dongjiang #7L) that flows through the city of

Huizhou. The original construction was completed in the second month of 1097. Orange and
lychee trees were planted near the house. To the west were two of his neighbors, an elderly

laywoman named Lin (Linpo #£%%) and a certain Mr. Zhai who was a candidate of Metropolitan
Examination (Zhai xiucai # 75 7). A new well was drilled to supply water for the neighborhood.

Su invited his neighbors and friends, including Fang Zirong and Zhou Yanzhi, for the
housewarming. He brushed the inscriptions, “No Deviant Thoughts” and “Virtue Has

Neighbors,” for the studio and hall of his new residence.'*®

196 Benjamin A. Elman, From Philosophy to Philology: Intellectual and Social Aspects of Change in Late Imperial
China (Cambridge, MA: Harvard University Press, 1984), 38-56.

197 The reason for Su’s demotion to Huizhou was not much different than his first exile to Huangzhou, both of which
were results of faction politics at the court. He was charged for defaming the emperor and subsequently removed
from service. Su had taken shelter at several places in and around the prefecture before his final settlement at the
White Crane Peak. For details of this political persecution, see Egan, Word, Image and Deed in the Life of Su Shi,
86-107; for the places that Su had lived in Huizhou, see ibid., 213-5.

198 For Su’s poems on his new residence at the White Crane Peak, see Zhang et al., eds., Su Shi quanji jiaozhu: Shiji,
7:4804-19.
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The painting White Crane Peak (Figure 3.2) dated to 1780 by Luo Ping illuminates how
eighteenth-century scholars combined textual accounts with onsite investigation to conceive the
place as an authentic monument of Su’s life.!”” A precipitous mountain penetrates clouds in the
center of the picture, and a few distant peaks stand in the background. This aggrandized
depiction, as pointed out by Alfreda Murck, is perhaps “inspired by Su’s descriptions of the
vistas that could be seen from his new residence.”?*’ Indeed, in the Beam Inscription for the New

Residence at the White Crane Peak 5T & _FHESC (hereafter the Beam Inscription), a

liturgical text for the completion of the new house, Su employed florid language to portray the
location as a heavenly terrace:
The myriad households of Goose City (Huizhou) are scattered at the crossing of two rivers;
the lonely peak of White Crane Temple stands above a thousand cliffs. Mirage Mountains

float in the ocean like phantasms. Immortals and transcendent soar into the sky in constant
traffic. 20!

The picture appears to have also been sparked by the empirical research of Weng Fanggang, who
inscribed two poems and a long colophon next to the painting. Weng visited the White Crane
Peak in Huizhou during his tenure as the Education Commissioner of Guangdong between 1764
and 1772. The well depicted atop the mountain was a monument he had carefully examined in
person. Weng especially valued the ruined inscription at the rim of the well and documented it as

the most important historical remnant in Huizhou.?*? In his view, the fragmented condition of the

199 This paining, formerly in Wan-go H.C. Weng Collection, is now in the Museum of Fine Arts, Boston. See Kim, et
al., eds., Eccentric Visions, 236.

200 Alfreda Murck, “Travel Sites of Immortal Po,” 234.

201 This English translation of the Beam Inscription is by Zhiyi Yang, see Zhiyi Yang, Dialectics of Spontaneity: The
Aesthetics and Ethics of Su Shi (Leiden/Boston: Brill, 2015), 188. For the original text in Chinese, see Zhang Zhilie,
Ma Defu, and Zhou Yukai, eds., Su Shi quanji jiaozhu: Wenji ¥ 2 8A%5E: X5 (Shijiazhuang: Hebei renmin
chubanshe, 2010), 9:7150-5.

202 Weng Fanggang offered a detailed account of his onsite investigation at the White Crane Peak, see Weng,
Yuedong jinshi liie, 9:4-5. Su also wrote a poem about the miraculous spring from the well he drilled at the White

Crane Peak, see Su Shi, “At the new residence on the White Crane Peak, I dug a well for forty chi, drilling through a
gigantic boulder and obtaining the spring %5 1187 & 8 H: VU -+ FOB R A A4 R T3 58,7 in Su Shi quanji jiaozhu:
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inscription testifies to the age of the monument and the historicity of the site. The painting, in
this regard, highlights a mode of historical imagination in the eighteenth century that merges
textual knowledge and in situ observation. Looking at the image, one thus relives not only the
poetic vision of Su when the villa was first completed in the eleventh century, but also the recent
trip Weng embarked on to survey stone inscriptions in Huizhou.

The condition of the site, as Weng saw and experienced in the late eighteenth century, was by
no means “Song original” but had been heavily mediated by local officials of the Ming dynasty.
When Yi began to renovate buildings at the White Crane Peak in 1800, the architectural complex

had long been registered as “Dongpo’s Former Residence (Dongpo guju A IH i ) in local
gazetteers under the standard category “Ancient Sites 1 . 2 Part of the site also assumed the
memorial function as the Dongpo Shrine (Dongpo ci * 3% 4#i) no later than the Yuan dynasty
(1279-1368). A clay sculpture (tuxiang 1214) of Su Shi was worshipped at the shrine, flanked by
several other images. In the Yuan, the image was accompanied by a statue of Chen Yaozuo [ 3%
/£ (963-1044), a Song-dynasty official who had served in Huizhou.?** During the Ming,
however, the local prefect Li Shuyu Z5f{ & (b. 1408) replaced the statue of Chen with the
images of Tang Geng JF ¥ (1070-1120), a prominent Song official banished to Huizhou in the

early twelfth century, and Su Guo #fi# (1072—1123), the third son of Su Shi who was also

Shiji, 7:4809.

203 The following discussion is based upon records from three local gazetteers in the digital database Zhongguo fang
zhi ku F1[B 77 J&, published by the Beijing Erudition Digital Research Center: Guangdong tongzhi chugao 3 #iE
LWIFE (Jiajing Period of the Ming, 1522-1566), Qianlong Guishan xianzhi ¥z 1% §735 85 & (1783), and Guangxu
Huizhou fuzhi Y& SN AT & (1884). In what follows, I use the juan 4 number from the original gazetteer and the
page number from this digital database to index the source.

204 In a now lost essay, Yuan scholar Xing Shiheng #RtH T (c. 14th century) noted this arrangement of images, see
Qianlong Guishan Xianzhi, juan 5, 202.
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demoted to Huizhou.?% Gu Sui % (jinshi degree in 1518), a later magistrate of the region,
added Su Zhe &£ (1039—1112), the younger brother of Su Shi who was exiled to a nearby

county, to the group for veneration. However, in 1575, the sculpted images of Tang Geng and Su
Zhe were removed from the shrine for unknown reasons. Because these Song-dynasty figures all
had sojourned in and around Huizhou during their lifetimes, their images were probably meant to
represent important episodes of the region’s cultural history. It is unclear why the set of images
went through several modifications. If the above records from local gazetteers are accurate, the
Dongpo Shrine possibly housed at least two clay sculptures of Su Shi and Su Guo by the late
sixteenth century.

No additional change to the shrine was documented since then but careful maintenance of the
site had become an established practice among Qing officials in Huizhou. From 1657 to 1779,
the so-called “Dongpo’s Former Residence” went through at least five major renovations
sponsored by local administrators.?’® Rituals were also held twice a year at the Dongpo Shrine,
making it a place for the regional cult that worshipped Su Shi as an immortal. Yi’s renovation of
Dongpo’s Former Residence might have stemmed from the shared interest in Su as a cultural
luminary among his cohort. However, the project could have also had a special appeal to the
local audience due to its deep roots in well-established regional folklore.

3.4 Discovery of the Inkstone
The alleged eleventh-century inkstone, which I introduced at the beginning of this chapter, was

excavated from a ruin dated to the late sixteenth century. Yi noted that he found the inkstone in a

205 The following modifications of the images are documented in Qianlong Guishan Xianzhi, juan 5, 202-3.

206 These restorations, documented in the section “junshi {53+ (prefectural affairs)” in Guangxu Huizhou fuzhi, took
place in 1657, 1660, 1670, 1723, 1779, see Guangxu Huizhou fuzhi, juan 17.
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place known as Ink Swamp (mozhao 52i8).2°” Ink Swamp and Cinnabar Pond (zhuchi Tith), a

pair of dried-up shallow pools in the eighteenth century, earned their names from the Beam
Inscription:
I shall dig Yishao’s (Wang Xizhi, 303—-361) Ink Pond, and install Zhichuan’s (Ge Hong,
283-343) Cinnabar Stove.?%
Jiks B> 2 S, HE) I 2 T
The Ink Pond of Wang Xizhi, the sage of Chinese calligraphy, refers to a time-honored anecdote
about Wang cleaning his inkstone in a natural pond near his house.?*” Because of his extreme
enthusiasm for writing calligraphy, Wang transformed this pool of transparent water into a dark

pond of ink. The Cinnabar Stove points to a local legend that Ge Hong had once concocted

elixirs of immortality in Luofu Mountain (Luofu shan %% 1l1) near Huizhou.?!° This line, from

my reading, should not be taken as an actual plan of construction but more likely conveys Su’s
aspiration for the newly built environment. Similar to his rendition of the White Crane Peak as a
sublime mountain, the language here suggests that Su looked forward to practicing calligraphy
and Daoist alchemy at his new home. Although these pools were identified in the sixteenth-
century gazetteer as being “dug by Dongpo,” Qing compliers supposed that they were probably
“added and built by later people.”?!! Moreover, my survey of extant writings on Dongpo’s
Former Residence suggests that the Ink Swamp and the Cinnabar Pond first appeared as

historical components of the site in a poem by Chen Jin (5% (1525-1566).2!% Since then, this set

207 The place of discovery is noted in the inscription by Yi on the back of the inkstone.
208 Yang, Dialectics of Spontaneity, 188. Zhang, et al., eds., Su Shi quanji jiaozhu: Wenji, 9:7150.
209 Zeng Gong, “Mochi ji S2¥hEL,” in Yuanfeng leigao TGS JEFH, juan 17.

210 Ronald Egan suggests that Su’s interests in alchemy and Ge Hong were not entirely mundane concerns of health
but probably also speaks of his desire to “transcend the world of men,” see Egan, Word, Image and Deed in the Life
of Su Shi, 237-45.

21 Guangdong tongzhi chugao, juan 1, 108; Qianlong Guishan Xianzhi, juan 4, 156-7.
22 Qianlong Guishan Xianzhi, juan 4, 166.
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of scenic spots became a standard literary trope delineating Su’s residence in Huizhou. It seems
likely that this poetic line in the Beam Inscription was translated into the physical site around the
sixteenth century. From this perspective, the inkstone Yi found in 1800 most likely emerged
from a locale which was not invented until the late Ming dynasty.

My analysis here does not aim to cast doubts on Yi’s intent behind this miraculous discovery
but to illustrate the historical provenance of the inkstone. Yi’s archaeological activities can be
confirmed by the writings of nineteenth-century scholars.?'* For example, those who saw the
inkstone were deeply impressed by the sharp contrast between the carving of Su’s personal
marks and the inscriptions later added by Yi and his friends.?'* The former possesses a coherent
shade of color with the stone material, a sign of gradual erosion caused by the long duration of
its underground burial; whereas the latter displays fresh traces of carving that are distinctively
crisp and new. My conviction is that Yi did uncover the inkstone during his renovation project
and treasured the artifact for its aged appearance and geographical proximity to the place where
Su once lived.

The apparent credulity may seem odd on the surface but could be explained in relation to a
Song idea about collecting and collectibles. As Su Shi eloquently expressed in the Beam
Inscription, “material things decline and prosper, at times they hide while other times reveal

[themselves] #)75 Ji i, B MBS EA.” In her study of the text, Zhiyi Yang believes that the

213 Moreover, it seems quite common for people in the area to find early material objects from historical sites. Local
gazetteer of Huizhou also documents a few other instances in which engraved stones were unearthed from the old
residence of a historical person. For example, a Ming scholar had once unearthed an inkstone inscribed with the
character /i ff§ from the historical residence of an obscure Song official in Huizhou, see Guangxu Huizhou fuzhi,
juan 28, 1083.

214 Shunde xianzhi IAfE5R & (Xianfeng Period, 1851-1861), accessed through the digital database Zhongguo fang
zhi ku #3877 75 &, published by the Beijing Erudition Digital Research Center, juan 20, 1866-7.
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vicissitudes of material things could be read as a metaphor for Su’s own tumultuous life.?!> At
the same time, the anthropomorphization of objects was perhaps also spurred by philosophical
reflection on the relationship between the human and material world, an important Song-dynasty

concept that is best articulated by Ouyang Xiu B[ 15 (1007-1072):

As a rule, material things accumulate where they are enjoyed and are likewise possessed
where the resources to obtain them are greatest. If there are resources but no enjoyment, or
enjoyment without resources, then even if the things in question are close at hand and easy to
acquire, they will not be brought to you. 2!

Yo P hs, MHEARIRA 1258, AL, GF2 iy, Bk H 5 H AR

Zo
This principle for the lives of material things seems a perfect annotation to Yi’s discovery.
Earlier people did not find the inkstone because they either lacked interest or capability. The
treasure, however, chose to manifest itself in front of Yi because he not only admired Su Shi but
was also intellectually able to appreciate the object. Qing antiquarians had referred to these
classical lines by Ouyang to justify their collecting of engraved stone materials.?!” For them,
their desire to uncover the past, as well as their appreciation for archaic calligraphic styles,
contributed to the finding of ancient inscriptions unknown to earlier scholars. It is perhaps
because of this eleventh-century idea that Yi and his friends were able to establish a sense of

historicity for the inkstone.?'® This inkstone happened to “prosper” at a moment when the

“enjoyment” of the object was the greatest. The rhetoric of material things’ embodiment of

215 The English translation is adapted from Zhiyi Yang’s work, see Yang, Dialectics of Spontaneity, 188.

216 Ronald Egan, The Problem of Beauty: Aesthetic Thought and Pursuits in Northern Song Dynasty China
(Cambridge, Mass.: Harvard University Press, 2006), 11-12.

217 For example, Weng Fanggang had quoted this opening line by Ouyang in his discussion on the purpose of
collecting stone inscriptions, see Weng Fanggang, “Ziti kaoding Jinshi tu hou H 8% 5] &A1& 1%,” in Fuchu zhai
wenji 184] 75 L 4 (Taipei: Wenhai chubanshe, 1969), 1:281-3.

213 It had been a convention for newly appointed prefects to study a region’s geography, customs, and history
through local gazetteers. Yi was thus quite likely to have read the Qing gazetteer of 1783 and learnt about the

complex modifications of the site. This historical awareness, in this regard, does not undermine the value of the
discovery but only serves to strengthen it.
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agency broaches a new line of inquiry beyond questions of authenticity and date: what is the
enjoyment that the inkstone bestowed upon this group of Qing scholars?
3.5 The Heavenly Inkstone
Answers could be first formulated from the identity of inkstone as an important didactic object,
capable of instructing moralistic lessons through the sensorial experience it generates. An
essential instrument for producing ink, the inkstone was an indispensable part of scholars’ daily
lives in imperial China. As observed by Dorothy Ko, the inkstone began to emerge as a
quintessential representation of scholarly collectible when Song scholars devoted elaborate
writings about it in the eleventh century.?'” Indeed, Su Shi had written some thirty surviving
inscriptions for inkstones.??’ These texts transformed this stone material into symbols of
exemplary human character.

In particular, the lesson that Su Shi gained from his favorite inkstone in his youth tells of the
meanings that this material object came to embody in the eighteenth century. The intriguing

story is recorded in Su’s “Inscription on the Heavenly Inkstone (Tianshi yan ming KA i $#):

When [Su] Shi was twelve years old, in the open ground near his house at the Silk Products
Guild, he and a group of children dug in the dirt for fun and found an unusual stone. [The
stone surface felt] like fish skin, warm and sparkling, with a pale green color. The exterior
and interior [of the stone] all had thin silver stars (dots). Knocking on it created a clanging
sound. When [Su] tried it out as an inkstone, it made ink quite well, even though it did not
have a space to store water. The former gentleman (Su’s father) said: “This is a heavenly
inkstone. It has the virtue of an inkstone even though its form is insufficient.” He therefore
bestowed the stone on Shi, saying: “this is auspicious for writing.” Shi treasured and used the
object, and composed an inscription, reading:

It was created at once and cannot be changed. Some concentrate on virtue and some
prefer perfect form. Weighing the two, I am content with my choice. Relying on [words]
from other people’s lips and bowing to their feet, the world has many like this.

219 Ko, The Social Life of Inkstones, 160.

220 For a survey of these texts, see Lu Qingbin (Andrew Lo), “Su Shi yu yan wenhua &R ELE% 1k, Songdai
wenxue yanjiu congkan R ICZH T #E T, no. 8 (2002): 471-93.
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In Autumn, the seventh month of the second year of the Yuanfeng Era (1079), I was accused
of a crime and sent to jail. My family was driven from our home, and [my] books were
scattered in a mess. The next year, when [I] arrived in Huangzhou, I sought the inkstone but
could not find it. I thought it was lost. In the seventh month of the seventh year [of the
Yuanfeng Era] (1084), as the ferry reached Dangtu (in present-day Anhui Province), |
opened my hamper of books and suddenly re-discovered it (the inkstone). Deeply delighted, I
handed it over to Dai and Guo (Su Shi’s sons). The case [for the inkstone] was not skillfully
made but because my father carved [the case] with his hands at the place where I received the
inkstone, and then had artisans complete the design, [the case] cannot be changed.

B+ TR, RATESSATERMT, SRERBMALL, GRG0, MeERE, R
A, REEMEME, Mok, IR, HIEs, ﬁwm? e EL: SRR
ﬁ_ju ﬁﬁ)qumy ﬁﬁr/%}j/\\ﬂ:/ﬂzo ”.[’/L/H\%$_t7 EI “EI%ZT‘:F“H_:IA ”$ﬁ§ﬁﬁﬁﬁz, E.y‘j
F74=IF
—R AL AR, R, e T, BT, BT . MEE,
HEZCP

U TEKEH, PR, R, FEEEL. WEEEMN, REAER, U

MRz R, BHELEH, MTEESE, #F5, BEAEZ. HE, bUfha. & HLE
AL, JYEE T2, LA E, At 2!

Loaded with symbolism of Confucian values, this essay begins by identifying the inkstone as a
virtuous object because it fulfilled its primary duty to produce ink and did not fixate on the outer

appearance. The term tianshi X1, which can mean either “natural rock™ or “heavenly stone,”

seems a deliberately ambiguous suggestions that this stone was naturally transformed by a
heavenly force. Despite its defect in shape, this inkstone gained its value because of its ability to
produce ink. This metaphor intends to anthropomorphize the inkstone as a Confucian gentleman,
who receives bodily form from his parents and often engages in righteous behavior. Su Shi’s
father used this unusual object to teach him a lesson about the attainment of virtue: appropriately
performing one’s social roles is an important expression of virtue. Just as the inkstone does its

job, a gentleman should focus on behaving like a gentleman.

221 Zhang, et al., eds., Su Shi quanji jiaozhu: Wenji, 3:2099-101.
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Su Shi’s inscription for the Heavenly Inkstone in the second paragraph, however, appears to
contradict his father’s forthright instruction. Even though he agreed with his father that “virtue”
and “form” cannot be attained at the same time, Su did not overtly announce his choice between
the two.??? The final line of Su’s inscription could be read as his attitude that one should not bow
to mainstream opinions. The preference of virtue over conformity is crucial and correct but one
should also stand by one’s own beliefs and decisions, even at a time when the majority embrace
the opposite. Su was known for this individualist stance, which can be observed in many of his
other writings. This insistence on independence also appealed to later scholars who faced similar
dilemmas in their own life circumstances.

The epilogue for the inscription appropriates the function of the inkstone as a writing
instrument to suggest the restraint of Su’s expression during the exile. The loss of the inkstone in
1079 and its re-discovery in 1084 corresponds to the period of Huangzhou exile. In 1079, Su was
convicted of treason due to his poems written during the government’s new economic policy.
Many of these writings were interpreted by his rivals at the court as criticism toward the
emperor. He was jailed for several months, faced the death penalty, and was eventually banished
to Huangzhou. The imperial edict in 1084 which appointed Su to a post in Ruzhou marked the
end of his first political exile.??? In addition, Su had also employed expressions, such as “burnt

brush and inkstone %22 H” and “abandoned brush and inkstone J##2E i, to indicate his self-

distancing from literary compositions during his exiles.?>* Ronald Egan notes that when Su Shi

222 The phrase jun ci er zhe 33l —. 7 may seem open for different interpretations, as it can mean both “weighing the
two,” or “balancing the two.” I translated as the former because I do not think Su was bold enough to make an open
statement against his father that he wanted to pursue both the virtue and the form. I believe that Su did not reveal his
choice here because he did not feel that his opinion matters, and one should make one’s own decision.

223 For details that led to this banishment, one can read Egan, Word, Image and Deed in the Life of Su Shi, 27-53.

224 See, for examples, “Responding to Cen Liao,” in Zhang, eds., Su Shi quanji jiaozhu: Wenji, 9:6705-6; and
“Letters to to Mao Zeming,” in Zhang, eds., Su Shi quanji jiaozhu: Wenji, 8:5895.
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was banished to Huizhou, his brother Su Zhe urged him to “burn the brush and inkstone.”** The
loss of inkstone perhaps suggests Su’s self-censorship to avoid political troubles, whereas the
reunion with the inkstone was meant to announce his joyful reclamation of freedom after the

Huangzhou exile.

3.5.1 Hllustrations of Dongpo’s Honorable Traces
The story of the Heavenly Inkstone began to signify an important episode of Su Shi’s life as
early as the seventeenth century. In the late-Ming scroll /llustrations of Dongpo’s Honorable
Traces (Dongpo xiansheng yiji tu #3756 4= FK ki, Figure 3.3), Li Zongmo produced a painted
biography of Su through thirteen anecdotes spanning from his adolescence to the end of his

life.??® A man from Fujian, Li was an obscure painter active around the time of Dong Qichang &
H: B (1555-1636). In this work, he divided the vignettes of Su’s life into independent pictorial

units and added short inscriptions for identification.

The text next to the third picture (Figure 3.4) summarizes the story in which Su Shi
unearthed an inkstone near his house at the age of twelve. The image depicts a young man sitting
in an upright position behind a desk, framed by a painted landscape screen. He holds a brush,
preparing to dip it into the ink in the inkstone, a gesture implying the literature he will compose
with the ink that will be produced by the stone object. The image-text relationship suggests that
Li interpreted this anecdote from the perspective of Su’s father and cast the stone as an

auspicious sign of literary composition. With the visual emphasis on the given role of the

225 Egan, Word, Image and Deed in the Life of Su Shi, 216.

226 The painting is currently in the collection of the Beijing Palace Museum, see Gugong bowuyuan, ed., Qiangu
fengliu renwu: Gugong bowuyuan cang Su Shi zhuti shuhua tezhan T 27 JBRAY): 8RR 7 & E 45 E (Beijing:
Gugong chubanshe, 2020), 84-7.
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inkstone, the picture intends to reiterate the lesson of Confucian virtue that Su gained in his

youth.

3.5.2 Dongpo Appreciating the Inkstone
Su Shi and his inkstone evolved into a widely popular pictorial theme in the eighteenth century
through the hands of Huang Shen. A Fujian native, Huang earned his fame in Yangzhou as a
figure painter, whose works were sought after by a diverse clientele. Several of Huang’s
paintings depict Su Shi holding an inkstone. Ginger Cheng-chi Hsii has discussed these popular
images as commodities for sale in the art market of Yangzhou. In her view, these paintings not
only cater to Huang’s “clients’ desire for narrative content,” but also help increase Huang’s
productivity for high market demands.??” Huang efficiently fashioned new narratives by paring
the same Su Shi image with different inscriptions or additional historical figures. These paintings
contributed to the dissemination of Su Shi’s inkstones stories and the propagation of their
intended moralistic messages.

One of these paintings inscribed with the Inscription on the Heavenly Inkstone fosters a
nuanced image-text relationship to activate the multi-sensorial enjoyment of the inkstone. Titled
Dongpo Appreciating the Inkstone (Figure 3.5), the painting belongs to a set of undated album
leaves now in the collection of the Palace Museum in Beijing.??® Su is portrayed as an old man in
frontal view with a standing posture. The man in this painting carefully holds an inkstone with

his left hand, and gently touches the stone surface with his right hand. This dynamic gesture

227 Ginger Cheng-chi Hsii, A bushel of pearls: Painting for Sale in Eighteenth-century Yangchow (Stanford: Stanford
University Press, 2001), 120-2. Shanghai Museum and Kyoto National Museum are two institutions that house this
kind of identical portrait of Su Shi by Huang Shen.

228 This album is currently in the collection of the Beijing Palace Museum (BPM), under the title Album Leaves of
Landscapes and Figures (Shanshui renwu tuce 117K N¥)|&}). One can find reproductions of this album in the
digital collection database (shuzi wenwu ku ¥U'F- W) &) of the BPM, https:/digicol.dpm.org.cn/. Its accession
numbers are 1 00099557-1/12 to #r 00099557-12/12. The undated album is made up by a mixture of twelve
images about different historical figures and landscapes.

90



seems to evoke the texture and sound of the unusual stone Su described in the text. In his other
inscriptions, Su also employed the phrase yude jinsheng L1547, or “the virtues of jade and

the sound of bronze (bells)” to praise the physical feature of inkstones.??’ In Confucian classics,
the materiality of a jade symbolizes the five basic virtues of a Confucian gentleman —
benevolence, wisdom, righteousness, propriety, and trustworthiness — and the vibration of bronze
instruments helps induce these exemplary human characters.?*° Tactile interactions with an
inkstone, such as touching and knocking its stone surface, activate meanings traditionally
embodied in jades and bronzes, and therefore elevate its status to those classical artifacts. Placing
the object firmly in Su’s hands instead of on a scholarly desk, Huang’s picture imparts a rich
sensory stimulation, through which viewers could sense the softness of the stone and hear the
clinking sound as Su gently stroked the object.

A further comparison with Li’s work underscores the retrospective gaze in Huang’s painting.
Staring deeply at the gift from his father, the man is no longer in his adolescence but just went
through his first political exile. This contemplative look was perhaps meant to convey Su’s
complex array of feelings when reunited with his favorite inkstone in 1084. In addition, this
psychological portrait also serves to complement the inscription on the painting. Huang only
transcribed the first two sections of the Inscription for the Heavenly Inkstone on the image,
narrating the discovery of the stone and instructions from Su’s father. The omitted epilogue, on
the other hand, is told by the image. The text and the portrait, in this regard, works together to

generate a rich experience of viewing — from reading the inscription to looking at the image. This

229 Su had used this phrase, or phrases with a similar idea in the following inscriptions on inkstones: Inscription for
Wang Pingfu's Inkstone £V iR $; Inscription for Kong Yifu's Dragon Tail Inkstone L5 F #E BTN $8; Inscription
for Kong Yifu's Phoenix Beak Inkstone fL5% 7 B\ £ il 5. For the complete texts of these inscriptions, see Zhang,
eds., Su Shi quanji jiaozhu: Wenji, 3:2060; 3:2064; 3:2065-6.

230 For the symbolisms of jade and bronze instrument in early literatures, see ibid., 3:2061.
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carefully designed picture constructs Su Shi’s inkstone as an embodiment of moral rectitude and
unrestrained expression for the eighteenth-century audience.

3.6 Congxing Inkstone

Inkstones attributed to Su Shi in the Qing imperial collection elucidates a different enjoyment of
the object as an intermedia pictorial surface mirroring the cosmos. The Congxing Inkstone

(Congxing yan fi¥ L1, Figure 3.6) occupies a special place in the Qing palace because of the

intricate relationship between the visual design of the object and the inscription by Su on the side
of the stone. Deeply valued by the Qianlong Emperor, the inkstone also bears one poem by the
emperor and eight inscriptions by important Qing academicians. Seldom did an inkstone receive
recognitions from so many court officials. Liu Yong Z/J# (1720-1804), one of these inscribers,
was a teacher to Yi when he served in Beijing. The case of the Congxing Inkstone thus
illuminates the cross-media translation of Su’s literary compositions into material designs, a
phenomenon contemporaneous to Yi’s excavation of the inkstone in Huizhou.

3.6.1 Inkstone Manual of Western Clarity
The Congxing Inkstone is one of the six “Su Shi” objects in the Inkstone Manual of Western
Clarity (Xiging yanpu V& HE).2>! Completed in 1778, this twenty-four-volume catalogue was
among the several projects patronized by the Qianlong Emperor to document the massive
collection of the Qing imperial household. Modern scholars have pointed out that the emperor
used his arts collection to represent his multi-ethnic empire and build his image as a universal

ruler of both military might and cultural capability.?*? His collection of inkstones involved a

21 yu Minzhong, et. al., eds, Qinding Xiging yanpu # € FHiH5 5, 24 vol.

999

232 For example, see Yu Hui-chun, “Bronzes from Afar: Ch’ien-lung’s ‘His-ch’ing Hsii-chien Chia-pien Fu-lu’”,
Taida Journal of Art History, 31 (2011): 151-96; Nicole T.C. Chiang, Emperor Qianlong’s Hidden Treasures:
Reconsidering the Collection of the Qing Imperial Household (Hong Kong: Hong Kong University Press, 2019);
Patricia Berger, Empire of Emptiness: Buddhist Art and Political Authority in Qing China (Honolulu: University of
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similar purpose but was also distinctive because no similar catalogue on this type of object had
been made by rulers of earlier dynasties. This illustrated catalogue includes a wide temporal
spectrum of artifacts, ranging from ceramic inkstones of the Han dynasty to recent products from

the Qing imperial workshop. Qianlong appointed Yu Minzhong T8 (1714-1779) to head a

team of scholars to study and inventory these selected inkstones from the palace collection. Men

Yingzhao ["JJEJK (fl. 1780s), a court painter specialized in the chiaroscuro technique, was

responsible for descriptive drawings of these artifacts. The emergence of an imperial catalogue
of this kind speaks about the unprecedented interests in inkstones during the eighteenth century.
It should be noted that this set of documents was compiled in a typical mode of the Qianlong
era, which is to say the emperor often disguised his innovations as collecting or tradition. As
scholars have noted in recent decades, the emperor not only fabricated a variety of ancient
inkstones based on earlier texts but also registered these inventions alongside historical samples
he probably did collect, as if they were of equal status and authenticity.?** For example, extant
archives from the Imperial Household Department (Zaobanchu & ##iZ) clearly identifies that at
least one of these six inkstones attributed to Su was in fact commissioned by Qianlong.?** In
1743, the emperor asked the Imperial Inkstone Workshop to produce an object known as the

Inkstone of the Knotted Rope #5401 (Figure 3.7). Court artisans first submitted a wooden

Hawai’i Press, 2003), 63-82.

233 Zheng Jiahua, “Xiqing yanpu guyan PHiEHEEE 51, Gugong wenwu yuekan #'= 3C¥) H I, no. 167 (February
1997): 22-32; Zhao Lihong, “Qing Qianlong shiqi fanggu yan zhizuo chutan & ¥z % IR5 B 07 7 B BAE WK (A
Preliminary Exploration of Archaistic Ink-stones Produced during the Qianlong Emperor’s Reign in Qing
Dynasty),” Gugong xuekan # =27, vol. 18 (2017): 168-180; Wang Zigi, “Wuhui yu xiangxiang touguo Tongque
way an de renshi tan yishupin de suzao 7% & BLAH 52 17506 35} 80 28 FLAR I A2 skl 290k i M 9838, Gugong
bowuyuan yuankan # = YRR T, vol. 215, no. 3 (2020): 76-84.

234 Zhao, “Qing Qianlong shiqi fanggu yan zhizuo chutan,” 169-70. For the original archival record, see Zhongguo
diyi lishi dang’an guan, and Xianggang zhongwen daxue wenwu guan, eds., Qinggong neiwufu zaobanchu dang’an
zonghui 15 = N5 IR 1& P B A 2548 (Beijing, Renmin chubanshe, 2005), 10: 765-6.
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model (muyang A4tk) to the emperor for his opinion. Qianlong approved their design and
ordered that the character shi ¥, a common signature of Su, be carved on the stone.

Interestingly, the emperor also asked the workshop to burn this inkstone to create an antiqued
appearance for the object. This fabricated object was then listed as one of the “Su Shi” inkstones
in the Inkstone Manual of Western Clarity and is now housed at the Beijing Palace Museum.>*
Records from this catalogue therefore should not be taken as unfiltered historical evidence but
read against the inventive antiquarian enterprise that the Qianlong Emperor embarked on in the
eighteenth century.?*

In my view, the admiration for Su Shi must have elevated his name to the status of a “super-

brand.” Dorothy Ko first uses the term to describe the cultural fascination around Gu Erniang
4R (fl. 1700-1722), an extraordinary female inkstone maker in Suzhou.?*? In her insightful

study, Ko demonstrates how Gu’s personal style grew to be a famous brand through the
circulation of her stories and the exchange of products believed to be made by her. A gigantic
body of inkstones attributed to this celebrated woman emerged in eighteenth-century China yet
none of them could be unequivocally said to be from her hand or her studio. The mechanism, in
which artisans across China actively adapted a diverse repertoire of cross-media knowledge
about Gu — textual records, textile techniques, ink rubbings, pictorial sketches — for inkstone
designs, gave rise to the countless objects with Gu’s name. A similar phenomenon could have

occurred with the emergence of “Su Shi” inkstones at the Qianlong court and in the Qing empire

25y, et. al., eds, Qinding Xiging yanpu, juan 8: 18-21; Fu Qiang, “Su Shi ming duanshi jiesheng wen yan &£ $7,
Ui A1 &5 ARAUR,” in Qiangu fengliu renwu, edited by Gugong bowuyuan, 366-9.

236 Patricia Berger also discusses the inventive copies of old paintings in the Qing imperial collection and analyzes
the purpose of Qianlong behind commissioning those works, see Berger, Empire of Emptiness, 75-8.

237 Ko, The Social Life of Inkstones, 123.
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at large. Although the exact provenance of the remaining five objects, including the Congxing
Inkstone, are not entirely clear, their varied designs coalesce Su’s stories and inscriptions into
meaningful visual programs. To modern scholars’ eyes, these items in the Inkstone Manual of
Western Clarity are unlikely to be possessed or produced by Su but rather forged during either
the Ming or the Qing.2*® I agree with this general observation but would like to add that the
ingenuity of Su’s inkstone inscriptions must have inspired the creation of these artifacts. In other
words, it was Su’s influential literary corpus that functioned as a super-brand, stimulating a
fanciful re-imagination of ancient inkstones that this man saw and owned in the eleventh century.
3.6.2 Ink as the Rain, Stone as the Sky
This intermedial fabrication is perhaps best exemplified by the Congxing Inkstone.?** A modest
rectangular shape, this inkstone features an archaic format originated from the Song dynasty,

known as chaoshou ¥»3F, literally “to seize by hand.” ?*° The term describes the hollow bottom

238 | surmise that it might have been created during the late Ming since imageries of constellations was a popular
motif associated with Su Shi at the time. For example, Wen Zhengming was known to have collected an Kui
constellation inkstone that bears Su Shi’s signature, see Chiang Pei-Chun, “Wen Zhengming shige shenghuo
kongjian yanjiu yi Suzhou weizhu de kaocha U FH EFR AR 36 25 I 70 - DRI 2% E B %2, (MA thesis,
National Sun Yat-sen University, 2015), 42-3. Thomas Kelly also mentions this inkstone in his dissertation, see
Thomas Patrick Kelly, “Clawed Skin: The Literary Inscription of Things in Sixteenth Century China,” (PhD diss.,
University of Chicago, 2017), 63.

239 My use of the term “intermedial” is inspired by W. J. T. Mitchell’s and Lars Ellestrém’s definition of
“intermediality” as a mixture of “sensory, perceptual and semiotic elements,” see W. J. T. Mitchell, “There Are No
Visual Media,” Journal of Visual Culture 4 (2005): 257-266; and Lars Ellestrom, “The Modalities of Media: A
Model for Understanding Intermedial Relations,” in Media Borders, Multimodality and Intermediality (Basingstoke:
Palgrave Macmillian, 2010), 17-24. Their studies recognize “medium” and “mediation” as a process that involves
multiple sensory modalities, such as sight, hearing, and touch. For an introduction to different conceptualizations of
“intermediality,” see Sonya Petersson, Christer Johansson, Magdalena Holdar, and Sara Callahan, eds., The Power
of the In-Between: Intermediality as a Tool for Aesthetic Analysis and Critical Reflection (Stockholm: Stockholm
University Press, 2018).

240 This inkstone measures about sixteen centimeters in length, nine centimeters in width and around six centimeters
in height. It is currently in the collection of the National Palace Museum, Taipei, see
http://antiquities.npm.gov.tw/Utensils Page.aspx?Itemld=37854. The object is featured in an exhibition catalogue
by the Metropolitan Museum of Art, see Wen C. Fong and James C. Y. Watt, eds., Possessing the Past: Treasures
from the National Palace Museum, Taipei (New York, Metropolitan Museum of Art, 1996), 537-8.
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cabinet with which people could take up the object without ink dirtying their hands. The stone
facade is smoothly curved to form a concaved structure on the top for storage of liquid ink. A
relief image of swirling clouds around the moon sits on the edge of this curve (Figure 3.8). The
moon imagery frames a light green palette inside, resembling the shape of an eye. Commonly

known in Chinese as shiyan AR, literally “the eyes of the stone,” this natural mark is unique to

materials from Duan Prefecture in Guangdong. In the eleventh century, inkstone aficionados

such as Mi Fu K77 (1052—1107) promoted these “eyes” for their rarity on Duan stones and
developed elaborate terminologies, such as “mynah’s eyes (quge yan E5i5HR),” or “cat’s eyes
(mao yan FiHR),” to classify them based on their different shapes and colors.?*! Antiquarians and

collectors from the Ming also took up this idea to rank stones based on these special
constituents.?*> Due to this continued discursive investment, by the eighteenth century, Duan
stones with these extraordinary marks were viewed as invaluable materials of historical
significance.
The Congxing Inkstone earned its name from an inscription carved on the right side of the
object (Figure 3.9). The text reads:
When the moon is between the stars Ji (Winnowing-basket) and Bi (Net), wind and rain
come.
The wide ocean of brush and ink is just like this.

The ink cloud floats in the air, blocking the sky.
As the wind blows and the cloud moves, the stars and the moon become magnificen

AZAER, BRRIER. G, KR
REFS, WARK. BRER, 7B,

t. 243

241 Ko, The Social Life of Inkstones, 63-67; Liu Yanliang, Duanyan quanshu ¥ 4= (Hong Kong: Balong shuwu,
1994), 78-86.

222 One example is Gao Lian, Zunsheng ba jian 1842 J\}i%,19 vols., Harvard Yenching Institute collection, juan 15,

15-9. It is interesting to note that editors of Xiging yanpu referred to this book as an early example of an illustrated
inkstone manual.

243 Zhang, eds., Su Shi quanji jiaozhu: Wenji, 3:2096-7.
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My plain English translation here does no justice to Su’s ingenious comparison of the ink-

grinding process to a natural celestial event. Derived from the Confucian classic Shangshu ¥,

or Classic of Documents, the first line alludes to the calendar system of Twenty-eight Lunar
Mansions, which traces the movement of the moon in relation to constant stars in the cosmos.?**

The term congxing describes the moment when the moon appears between the stars ji # and bi
# Because these two constellations were symbols of wind and rain, this position of the moon is

seen as a prediction of a rising storm. The following two lines use this atmospheric condition as
an analogy to the rubbing of inkstick against the stone surface with water. Dark liquid flows out
as if thunderclouds shadow the sky.

This poetic metaphor is further animated by the pictorial design of the Congxing inkstone.
The slightly slanted plane guides ink to permeate motifs of the moon and clouds at the edge of
the concave area. The mini-cylindrical pillars in the cabinet of the object concludes the visual
narrative with a sense of astonishment (Figure 3.10). The starry night in the final line is
translated into a material design of sculpted columns, each of which is perhaps dyed with the

shiyan décor.>® These thinly carved pillars were intentionally made in a broad array of heights to

24 For the original passage in Shangshu, see ibid., 3:2096. For a recent discussion on Shangshu, see Martin Kern
and Dirk Meyer, Origins of Chinese Political Philosophy: Studies in the Composition and Thought of the Shangshu
(Classic of Documents) (Leiden: Brill, 2017); Michael Nylan, The Shifting Center: The Original "Great Plan" and
Later Readings (Nettetal: Institut Monumenta Serica, 1992). In their introduction, Kern and Meyer mention a
forthcoming translation of Shangshu by the late Father Paul L. M. Serruys (1912-1999), Michael Nylan, and David
Schaberg. For the theory of Twenty-eight Lunar Mansions, see Nicholas Campion, 4strology and Cosmology in the
World's Religions (New York: New York University Press, 2012), 101-9; Philip Yampolsky, “The Origin of the
Twenty-Eight Lunar Mansions,” Osiris, Vol. 9 (1950): 62-83; Joseph Needham and Ling Wang, Science and
Civilisation in China (Cambridge: Cambridge University Press, 1954), volume 3: Mathematics and the Sciences of
the Heavens and the Earth, 242-83.

245 I surmise that these marks are unlikely to be natural but probably fabricated in a similar way as the renowned
Meat-shape Stone (rouxing shi AIF£1) at the National Palace Museum, Taipei. This jade material was intentionally
dyed by court artisans to emulate the color and texture of a real pork belly, see Chen Jie-jin and Xu Jun-xian,
Gugong jingpin daolan U= K &5 % (Taipei: Xianggang shangyakai diannao yueying gongsi Taiwan fengongsi,
2007), 99.
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represent the variable distances of actual constellations. The blinking eyes also serves as a blunt
metaphor for twinkling stars in the evening.

The success of this visual program could not be achieved without a fluid set of sensory
interactions with the inkstone. Reading Su’s inscription first builds a mental expectation for
décor on the face of the object. Holding the inkstone and feeling the protruding texture on the
back encourage a beholder to flip the object, where a clear evening sky full of stars makes their
final début. The sequence of images is enacted through tactile interactions with the material
object. This sensorial engagement is a design language to facilitate the movement of astrological

symbols on the Congxing Inkstone.

3.6.3 A Theory of Creation
Poems by the Qianlong Emperor and his courtiers suggest that the emperor probably had Su’s
inscription added to an old Duan stone to create the Congxing Inkstone. This speculation may be
first supported by the discrepancy between the words of Qianlong and his subjects. In the spring
of 1777, Qianlong composed a poem for the stone and had it engraved both on the inkstone and
its wooden case (Figure 3.11). The emperor, however, made no reference to Su but only
described the astrological décor and praised the stone for its ancient origin from the Old Pit, the
earliest quarry of Duan Stones in Zhaoging.?*® Qianlong also asked eight scholar-officials from

the inner court, Yu Minzhong, Dong Gao & ii (1740-1818), Peng Yuanrui %G (1731-1803),
Shen Chu JL#] (1735-1799), Liang Guozhi Z2B75 (1723-1786), Chen Xiaoyong =%k (1715-
1779), Jin Shisong 4> +:#2 (1730-1800), and Liu Yong, to endorse the object. Carved on the four

sides of the wooden case, their dedicatory verses identify Su’s calligraphic inscription as a

246 Ko, The Social Life of Inkstones, 58.
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meaningful component of the object. The difference in language makes me wonder whether Su’s
inscription was a part of the design when Qianlong wrote his poem. A possible reason for the
emperor’s neglect, other than his ignorance, is perhaps that the inscription by Su had not been
attached to the stone surface yet. It should also be noted that these texts are all well documented
in the Inkstone Manual of Western Clarity. 1 thus would like to propose that Su’s inscription
might have been engraved after the emperor’s poem in early 1777 and before the completion of
the catalogue in 1778.

Two intriguing lines from these officials’ poems could further corroborate this hypothesis.
Liu opened his encomium with a curious phrase, “(Su) Shi’s inscription maintains the Song
design ¥l 34 ¥ R %> Liang ended his composition with a puzzling remark, “A re-inscription
from seven hundred years ago 581 F #}.” If their words were taken in the most literary sense,

Liu and Liang seem to suggest that Su’s inscription was a blueprint for the archaic design and
therefore deserved to be re-engraved on the inkstone. These court compositions, infused with
intentional ambiguity and inanity, remain open for different interpretations. However, if my
reading is correct, Liu and Liang implied that Su’s inscription was created at a later point to
better perform the theme of the inkstone.

Last, the calligraphic style of Su’s inscription (Figure 3.12) could be read as the emperor’s
attempt to impersonate Su as an icon of Chinese literati culture. The formal characteristics of this
engraving on the Congxing Inkstone, to my eyes, display several prominent habits of using the
brush that are mostly seen in the Qianlong Emperor’s imitation of Su’s handwritings. In other
words, the inscription speaks of an imperial mode of doing Su’s calligraphy in the eighteenth
century. For example, the hanging scroll Copy of Su Shi’s Inscription (Figure 3.13) by Qianlong

at the National Palace Museum, Taipei, shows striking similarities with the engraving on the
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inkstone. In this work, Qianlong transcribed one of Su’s inkstone inscriptions and identified his
style of writing as “an imitation of Dongpo.”?*” The blunt angular shape at the beginning of each
stroke, an important feature of Qianlong’s study of Su’s style, can be observed in both examples.
The tendency to expose and tilt the brush tip towards the left when completing the final dot of a
character, such as sun 8, huai 13, zhen B in the inked scroll and yun =, lin ¥% and ran X on
the inkstone (Figure 3.14), is further evidence that these two writings could have been from the

same hand. The Model-letters of the Jingsheng Studio #5755 M, an imperial calligraphic

compendium of Qianlong’s handwritings, also includes many copies of Su’s letters that the
emperor made during his lifetime.>*® In this large body of imitative works, the Qianlong Emperor
clearly identified his position as a copyist who was erudite in Su’s different modes of expression.
On the contrary, the forged signature and seal of Su on the Congxing Inkstone represent a
different approach by the emperor to fully masquerade as the Song literatus. The creation of an
inkstone like this perhaps also fulfilled Qianlong’s enjoyment of the game of identity
substitutions.?*’

3.7 Inscribing the Inkstone

Yi employed the inkstone that he excavated in Huizhou as an expedient tool of self-promotion
and to gather support from local scholars. Not long after the discovery, Yi began to invite his

colleagues to inscribe the object. For educated elites involved in this project, the inkstone

247 For this work, see https://painting.npm.gov.tw/Painting_Page.aspx?dep=P&Paintingld=2499 (accessed

03/21/2020). Its accession number at the National Palace Museum, Taipei is #-3-000038-00000. Qianlong copied
this inscription from a Ming compendium of Su’s calligraphy, see Chen Jiru, Wanxiangtang Su tie Wi 75 3 &R il
(Beijing: Zhongguo shudian, 1990), 2:566-8.

248 One copy of this calligraphic compendium in the National Palace Museum, Taipei can be accessed through their

digital database Shuhua diancang ziliao jiansuo xitong &= % ML & ka2 R4,
https://painting.npm.gov.tw/SearchP.aspx.

24 For another example of the emperor’s interest to present himself as a Chinese literatus, see Kristina Kleutghen,
“One or Two, Repictured,” Archives of Asian Art 62 (2012): 25-46.
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allowed them to self-identify with Su and ease their career frustrations through Su’s experience
in the eleventh century. Yi first inscribed an inscription next to Su’s signature, documenting the
origin of the stone:

In the fifth year of the Jiaqing Period (1800), when renovating the Dongpo’s Historical

Residence at the White Crane Peak, I obtained the inkstone from the Ink Swamp.
Recorded by Yi Bingshou from Tingzhou.

R TE, EEEERIGSE, ST S TR,
At the time, Yi was generally in a celebratory mood when writing about this unusual excavation.
In a fragmented surviving inscription to a now lost portrait of Su (Figure 3.15), Yi assumed the
role of a cultural caretaker and likened himself to a re-incarnation of the old magistrate Fang
Zirong, who supported Su during his Huizhou exile in the eleventh century.?*° Little could Yi
foresee the political persecution against him in the coming years. In 1802, Yi was removed from
the office because a felony of Boluo County escaped from prison. Subsequently, the Governor of
Guangdong blamed Yi for the outburst of the Boluo Rebellion and set him on a planned exile to
Xinjiang. Details of these events are examined in the Chapter Five. Here, I intend to call
attention to Y1i’s initial response to the inkstone. A less joyful sentiment toward the object and
his time in Huizhou could certainly be observed in Yi’s later compositions. However, even with
these setbacks in life, he never claimed to be an incarnation of Su, as some of his contemporaries
did, but continued to maintain his position as a rebirth of Fang. The inkstone, in Yi’s eyes, was
perhaps a testament of his capability as a local administrator, who not only had the “resource” to

salvage the artifact but also the “enjoyment” of its significance to the region’s cultural past.

250 Shanghai shuhua chubanshe, ed., Yi Bingshou shufa mingpin fft 5 4% #5754 i (Shanghai: Shanghai shuhua
chubanshe, 2015), 47. Yi also expressed a similar self-identification in the poem “Zuo Huizhou Baihe feng tu
zhuang yu Suzhai Shi Gu zhu juan nei 1 2 25 22 5] 25 A 87 75 J BH AT 45 1N, see Yi Bingshou, Liuchun caotang
shichao BFH 558> (n.p., 1810), 4: 6a, HathiTrust Digital Library,
https://hdl.handle.net/2027/mdp.39015079581412 (accessed on 03/21/2021).
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Song Xiang AR (1756-1826) and Feng Minchang #5% & (1741-1806) also endorsed the

image of Yi as a virtuous prefect, who recovered a lost treasure from the earth. Engraved on the
back of the inkstone, their inscriptions read:
This is what the Revered Po (Su Shi) bestowed upon the Prefect (Y1 Bingshou). Looking
at it, I am deeply astonished! Noted by Feng Minchang from Qinzhou.
PEB A BT LA ST, B2 K. SR IS ik
The Prefect Moqing (Yi Bingshou) obtained this inkstone, and I had a poem for it. Ever
since then, we exchanged poems using this inkstone, ups and downs of our own lives
become apparent. Recorded by Song Xiang from Jiaying.
SRR, KA. ARMWAEMN, SHZRIFAE. FERMR.

Feng was born in Qinzhou #X/J!, Guangxi Province but he grew up in Guangdong as his family

migrated. As an adolescent, Feng first attended school in Zhaoqing, the region known for Duan
stones, and later went to study in Guangzhou. His talent as a young Cantonese scholar attracted
the attention of Weng Fanggang, who at the time served as the Education Commissioner of
Guangdong Province. Feng had studied with Weng for several years and became one of his
closest disciples. He was most often remembered as a renowned educator because he had worked
and taught in a number of Confucian academies across China. Between 1799 and 1801, Feng
worked as the Primary Instructor at the Duanxi Academy ¥iii2Z [T in Zhaoqing, one of the most
renowned educational institutions in Guangdong.?! The years of his work as a devoted teacher
made Feng a well-respected scholar in the eyes of Cantonese elites.

Song had a similar life trajectory and reputable career. Born in Jiaying 5% [, Guangdong

Province, Song was a revered poet and scholar in the region’s literary circle. He obtained his

Jinshi degree in 1799 and was appointed to the Hanlin Academy as a low-ranking junior

251 The above information comes from “Feng Minchang nianpu #5812 5% in Xiaoluofu caotang wenji /N5 15 5
34, in Qingdai shi wen ji huibian, 418:115-142.
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compiler.?>? Song stayed at the post only for a few months and then decided to return to
Guangdong. Contemporary accounts suggest that the poor salary and his aching feet caused by
the chilly northern climate likely triggered his leave.?>® Song did return to the capital later in his
career and received several important appointments to Yunnan and Hubei. The beginning of his
career, however, was probably not as encouraging as he would have imagined.

In 1800, when Yi was planning to re-build the Fenghu Academy 2 i#Z[5% in Huizhou, he
invited Song to work as the Primary Instructor. Song accepted the offer to head the local school.
He had witnessed the discovery of the inkstone and wrote a lengthy poem for this event. In the
Song for the Inkstone of the Virtue-Has-Neighbor-Hall {545 #F W&k, Song self-identified with
Su for their shared underappreciation by the throne.?** In addition, the warm welcome by the

region’s prefect also made Song wonder “if in the previous life, he was indeed Dongpo Hif £ %
#& 3 1. The ever-changing conditions of human lives, as Song noted in the inkstone

inscription, allow him to resonate with Su’s eventful career. He ended the poem with a deep
sense of liberation that he would enjoy the companionship with Yi in a place far away from
capital politics. This kind of sentiment is also omniscient in Su’s poems and essays during the
exile, which enabled him to avoid sorrow and self-pity.?>* The inkstone thus offered a proper
platform for Song to spiritually commune with Su and achieve reconciliation with his

disappointment in his early career in Beijing.

252 For a brief biography of Song, see Zhao Erxun, et al., Qingshi gao i5 45 (Beijing: Zhonghua shuju, 1977),
485:13401.

233 Song Yiming, “Chen Shougqi Song Xiang jiaoyou kao jianshu Qian Jia jian hanlin zhi shenghuo [ 25 H A< 22 %
2 IR T 5 AR 2 A2 35, Jinan shixue B 2, no. 13 (2017): 115-26.

2% Song Xiang, Fenghu mancao 8118 %%, in Qingdai shi wen ji huibian, 450:125-6.
255 Egan, Word, Image and Deed in the Life of Su Shi, 229
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The renovation project of Su’s Historical Residence continued into 1801. In the fourth month
of that year, Yi had the two damaged inscriptions by Su, Hall of Virtue Has Neighbors and
Studio of No Deviant Thought, refurbished and mounted at White Crane Peak. These two
inscriptions were mentioned by Weng in his farewell poem to Yi. Being aware of Weng’s
tremendous interests in Su, Yi sent ink rubbings of these re-engravings and the inkstone to the
capital. Weng was more than thrilled to learn about the inkstone as well as Yi’s restoration of
Su’s traces in Huizhou. Between 1801 and 1803, he temporarily changed his studio name as “the

Studio of the Virtue-Has-Neighbors Inkstone (You lin tang yan zhai 15 #515i7%).” Weng also

composed an inscription for the object, which was engraved on the wooden case of the inkstone
(Figure 3.16):
This is Mr. Dongpo’s “The Inkstone of the Virtue-Has-Neighbors Hall.” His name

remained intact [on the stone]. Prefect Yi in Huizhou obtained it. It has been seven-
hundred and five years since the former gentleman (Su Shi) had lived here.

RIFEERAMEZR, REERAS. BMNTHRLAGZ, ERxALEEtERR

0o
Together, these three inscriptions frame the symbolism of the Huizhou inkstone in relation to the
Congxing Inkstone and the Heavenly Inkstone. Top-tier scholars at the court praised the
Congxing Inkstone to affirm the Qianlong Emperor’s cultural competence, while leading
scholars of Guangdong inscribed the artifact to voice their support for the new prefect. The
location of Weng’s inscription is comparable to Qianlong’s gold inlaid poem on the box of the
imperial artifact. Weng’s profound knowledge of Su serves to strengthen the myth of the
inkstone and promote Yi as the rightful owner of the object. The absence of exciting visual

program on the Huizhou inkstone remind viewers of Su’s Inscription on the Heavenly Inkstone.

To Yi and his friends, the unadorned surface perhaps showcased an authentic scholarly taste
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about the material object. The Confucian lesson on the preference for the inner virtue over the

exterior form were heightened by the lack of embellishment on the object.
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Chapter Four: The Tomb of Wang Zhaoyun
The excavation of Su Shi in the landscape of Huizhou continued with the commemoration of

Wang Zhaoyun T 5= (1062-1096), a beloved concubine of Su Shi. In 1801, Yi also embarked

on a more elaborate task to re-build the tomb of Wang Zhaoyun at Mount Gu near the Feng Lake
in Huizhou. If Su’s former residence at White Crane Peak was for the most part a historical ruin
of intense local significance, the tomb of Wang Zhaoyun seemed to have been a fanciful site of
considerable national fame and trans-regional allure. Not only had she and her tomb been a
common literary trope of feminine beauty and loyalism, the romance between Su and Zhaoyun
was also featured in popular theatrical plays.?>® Numerous travelers across China had visited the
site since the thirteenth century to pay their homage to both Su and Zhaoyun.? In the Qing
dynasty, the stories of Zhaoyun were further appropriated by male scholars to convey a diverse
range of their contemporary feelings. The rich repository of their responses had generated
political memories and cultural fascinations about the place.

In this chapter, I examine the tomb of Wang Zhaoyun by tracing the layered meanings of her
cultural image during the Qing dynasty. I begin by analyzing how Su Shi portrayed Zhaoyun in
his extant writings. His poems and essays produce the image of a loyal young woman who died

unexpectedly. Next, I focus on two paintings of Zhaoyun by Bada Shanren /\ K1l \ and Shitao
177, two renowned painters during the Ming-Qing transition. I argue that Bada and Shitao

appropriated Zhaoyun as a symbol of loyalism to speak about their nostalgia for the collapsed

2% For an example of the theatrical plays that features Su Shi and Wang Zhaoyun, see Chen Ruyuan, “Jinlian ji
pingzhu 43 5CHFRE,” edited by Huang Chonghao, in Liushi Zhong qu pingzhu 758 B 551, edited by Huang
Zhusan and Feng Junjie (Changchun: Jilin renmin chubanshe, 2001), 13:1-403.

257 The earliest surviving poems about the site were by Liu Kezhuang 21733 (1187-1269), see Liu Kezhuang,
“Liuru ting 754155 and “Zai ti Liuru ting F#E7S W5, in Song shi chao HKiF#>, Online Siku quanshu
(Wenyuange Edition), juan 90, 39-40.
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Ming dynasty. In the final section, I investigate the possible motivations behind the
reconstruction of the tomb of Zhaoyun in the early nineteenth century. I argue that Yi, as the
prefect of Huizhou, promoted Zhaoyun for her exemplary female conduct. The increasing
interest in fanciful accounts about supernatural beings also fueled the imagination of Zhaoyun as
a ghost. Scholars in the circle of Yi believed that rebuilding her tomb offered Zhaoyun and her

soul a safe and concrete home.

4.1 Zhaoyun in Su Shi’s Writings
Zhaoyun did not have her own voice and it is through Su Shi’s writings that we come to meet
this eleventh-century woman.?>® A native of Hangzhou, Zhaoyun is portrayed in a handful of
Su’s poems as a faithful, understanding, and talented concubine who accompanied her husband
to the far south. Su had two wives and they unfortunately both passed away before the Huizhou
exile. Wang Fu F 9 (1039-1065) was the principal wife. After Fu’s death, Wang Runzhi T %]
2 (1048-1093), the younger cousin of Wang Fu, married Su as the secondary wife. Zhaoyun
first entered Su’s household in 1074 at the age of twelve, when Su worked in Hangzhou. Initially
the young lady did not know how to read or write but later learnt calligraphy from Su, and
acquired the basic method of the standard script. Although Zhaoyun was never Su’s wife, she
remained by Su’s side during his political exiles.

4.1.1 “The Poem for Zhaoyun”
It was during the banishment to Huizhou that Su dedicated many writings to Zhaoyun. In 1094,

when Su just arrived in Huizhou, he wrote “the Poem for Zhaoyun (Zhaoyun shi #{ZZ5)” to

258 My reconstruction of Zhaoyun’s life is based upon the following writings of Su: “Zhaoyun shi ¥ZZ#¥,” “Dao
Zhaoyun 15, in Su Shi quanji jiaozhu: Shiji, 4449, 4767; “Zhaoyun muzhiming 5% % £ §%,” “Huizhou jian
Zhaoyun shu Z W #AZEER,” in Su Shi quanji jiaozhu: Wenji, 1630, 6864.
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commemorate their unfailing companionship. In the preface to the poem, Su formed a playful
pride in his demotion through a comparison with the Tang (618-907) poet Bai Juyi )& %
(772-846):

When people refer to the song lyric by Letian (Bai Juyi), “Selling the /uo horse (a type of
white horse with black mane) and releasing the Willow Branch (Fan Su’s courtesan name),”
it was to praise their (the horse and Fan Su) refusal to leave when their master grew old and
sick. However, Mengde (Liu Yuxi, 772—842) had a poem, saying: “when the spring ends,
flying catkins will not remain; following the goodbye from the wind, which family would
they land?” Letian also wrote: “Illness is often the companion of Letian; following the
spring, Honorable Fan (Fan Su) returns only for a while.” This suggests that Fan Su must
have eventually left! I used to have several concubines, who in the last four or five years left
one after another. Only Zhaoyun accompanied my relocation to the south. From reading the
anthology of Letian, I humorously composed this poem. Zhaoyun, née Wang, is from
Qiantang (present-day Hangzhou). We had a son named Gan’er, who died before the age of
one.

HE SR A BB BUGIIN R, BHEZW, AELEN. AEEEFS: FHERE
AME, FERFEEHER. BRI WESE KM E, FER TR, IERER
B, TERAEYEE, WIHFEMERE, RAEE, BTrRE. NEE%RE, BIERL
. WHEMTIC, 8N, BEFTH®RR, RMRKEn.

The beginning quote in the above passage is from the “Song on the Indelible Affections” by Bai

Juyi.?® Because of his old age and poor health, Bai decided to downsize the family expenditure.
Sadly, both the /uo horse and Fan Su #£ 2 (fl. 9™ century) were among the chosen “objects” and
“expenses” to be cut off. On the day of departure, the animal was first led to the gate. Realizing
its fate, the horse shied away neighing and was reluctant to leave. At the time, the family
courtesan Fan Su was in her early twenties, and she earned her fame through singing the song
“Willow Branch (yangzhi #4%).” In the latter half of the poem, Bai assumed the voice of Fan
Su, kneeling on the ground, saying “you have ridden the /uo for five years, which is about a

thousand and eight-hundred days, ... I have served you for ten years, which is about three

259 Su Shi, “Zhaoyun shi,” in Su Shi quanji jiaozhu: Shiji, 4449.

260 Bai Juyi, “Buneng wang qing yin ANEEETE W, in Quan Tang shi 2= #F (Beijing: Zhonghua shuju, 1979),
461:5250-1.
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thousand and six-hundred days.” “Once we both leave,” she continued, “there will be no coming
back.” In the end, the courtesan questioned Bai: “even the horse has emotions, how could you,
the master, have no feelings?”

In the second quotation, Su used another poem by Liu Yuxi 2| &% (772-842) to underscore

the transient nature of things. The reference here was perhaps intended as a satirical comment
toward the over-emphasis on worldly emotions in the poem by Bai. Su interpretated the
departure of Fan Su as something that cannot be avoided. Such an attitude suggests his desire to
be released from mundane entanglements. The philosophy of “non-attachment,” as pointed out
by Ronald Egan and others, was a mindset he adopted during his eventful career, which helped
him to “keep sorrow and self-pity in check.”?%! In the next few lines, Su went on to joke about
how Fan Su must have left Bai even though Bai portrayed Fan Su as unwilling to leave.
Zhaoyun, unlike Fan Su, never left Su and chose to accompany Su to Huizhou. This contrast
must have made Su feel proud and grateful for the unwavering support of Zhaoyun during the
difficult moments of his life.

In the main poem, Su compared Zhaoyun to several exemplary women in history and hoped
that their relationship would transcend the ephemerality of life. He wrote:

Unlike Willow Branch (Fan Su) bidding farewell to Letian, [Zhaoyun] is like Tongde (Fan

Tongde, fl. 26—1 BCE) who accompanied Ling Xuan (fl. 26—1 BCE).

A’nu and Luoxiu did not grow old together, [but] the Goddess and Vimalakirti could always

discuss dhyana (meditation) together.

Buddhist scripture and alchemical furnace are [my] new livelihoods, sleeve dance and fan

sing were [her] previous deeds.

Once the elixir is ready, [Zhaoyun] should follow me to the Three Mountains [of

Immortality], and not become the Immortal of Cloud and Rain at the southern ridge of the
Wu Mountains.?%?

AMUGEHNEER, G UBEMAES X o FIIUES T ANFIE, RS A

261 Ronald Egan, Word, Image and Deed in the Life of Su Shi (Cambridge, MA: Harvard University Press, 1994),
229.

262 Su Shi, “Zhaoyun shi,” in Su Shi quanji jiaozhu: Shiji, 4449.

109



GG R, W ER S, PHRE =102, AMERBEEWAL.
The first two lines of Su’s poem is embedded with references to three classical stories in the

early literary tradition. A literate concubine of the Han-dynasty minister Ling Xuan, Fan Tongde

greatly admired the Grand Historian Sima Qian =] }§3& (145-135 BCE). Her interest in history

equipped her with an acute awareness of the temporal fluidity. She told her husband Ling that

neither could his “prosperity (% sheng)” be maintained, nor his “decline (3 shuai)” be

rejected.?®® However, she was content with their encounter and mutual company despite the

fleetingness of things. Luoxiu, née Li, is remembered as a virtuous mother during the Jin £

Dynasty (266-420), who used her marriage to benefit the political careers of her three sons.?**

A’nu was the infant name of her youngest son Zhou Mo J&7% (d. u.). According to Jin shu £ &,

unlike his elder brothers of great intelligence and excellent character, this man considered
himself an ordinary person who chose to serve his mother rather than pursuing a political career.
Su’s reference to the story intends to eulogize the loss of Zhaoyun’s son. Had Gan’er grown up
like A’nu, he probably would have made the same decision. In the next line, Su likened himself
to Vimalakirti, and Zhaoyun to the Goddess. The Vimalakirti Sttra tells that this famous
Buddhist layman was impressed by the Goddess’s debate with Sariputra and praised her
articulation of Buddhist philosophy.?®> Because Zhaoyun had long been interested in Buddhism,
the scriptural allusion is an appropriate metaphor to delineate the relationship between Su and

Zhaoyun.

263 Ling Xuan, “Feiyan waizhuan zixu fR#E/ME H F,” in Quan Han wen 473, Online Siku quanshu
(Wenyuange Edition), juan 56. Her original line in Chinese reads: s RE 2 AT, T2 AT, IR
Jr.

264 Fang Xuanling, et al., Jin shu £ & (Beijing: Zhonghua shuju, 1974) juan 96, 2514.

265 For an English translation of the story, see The Vimalakirti Nirdesa Siitra, translated and edited by Charles Luk
(Lu K’uan Yii) (Boston: Shambhala, 1990), 74.
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The remaining verses tells of Su’s emerging interests in Daoist pursuit of immortality. Egan
has suggested that Su began to model himself after Ge Hong (283-343), an alchemist who had
lived in Luofu Mountain near Huizhou, to transcend the ordinary world through Daoist practice
during his Huizhou exile.?*® The “Immortal of Rain and Cloud” in the final line is a classical
expression for the evanescence of love and pleasure. According to a legend from the Warring
States Period (475-221 BCE), the daughter of the Wu Mountains once entered the dream of a
king and spent a night with him.?%” The female immortal left the next morning, but she told the
king that she would transform into clouds during sunrises and rain during sunsets. The king had a

shrine made for her, named zhaoyun ¥, literally “the Dawn Clouds.” Interestingly, Su’s

concubine and the mythical monument shared the same appellation. Perhaps because of this
coincidence, Su ended his poem with a humorous note that Zhaoyun should not imitate her
ancestor to abandon their male counterparts but indulge his selfish desire to achieve immortality

together.

4.1.2 “The Epitaph for Zhaoyun”
Despite of these sincere wishes, Zhaoyun died due to a local plague in 1096, before she could
witness the completion of her new home on the White Crane Peak. Su was deeply pained by her
death. He buried her near a local monastery and composed “the Epitaph for Zhaoyun (Zhaoyun

z==

muzhiming 5] 2% % £ $4)” in person. The text is not as elaborate as other contemporaneous

examples but vividly constructs a profile of Zhaoyun as a Buddhist laywoman. It reads:

Mr. Dongpo’s attendant concubine Zhaoyun, style name Zixia, née Wang, was a person of
Qiantang (present-day Hangzhou). Intelligent and keen on righteous conduct. Serving her
husband for twenty-three years, [Zhaoyun] was ever loyal and respectful. On the renchen

266 Egan, Word, Image and Deed in the Life of Su Shi, 242-3.

267 Song Yu, “Gaotang fu =J#K,” in Wenxuan SCI%, edited by Xiao Tong, annotated by Li Shan (Shanghai:
Shanghai guji chubanshe, 1986), 875.
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(the fifth) day of the seventh month in the third year (1096) of the Shaosheng Era (1094—
1098), [she] died in Huizhou. On the gengshen (the third) day of the eighth month, [she] was
buried to the southeast of Qichan Monastery on Feng Lake. [She] gave birth to a son named
Dun (lit. “to evade”), who died before one year old. [She] followed the nun Yichong (d. u.) to
study the law of the Buddha, and roughly understood her main ideas. On the point of death,
[she] chanted four lines of gatha (verse) from the Diamond Siitra before she was cut off. The
inscription says:

Gazing up at the pagoda, taking refuge in the monastery.

Since this was where her heart lodged, she shall return to the Buddha.?®8

R frERE, 77, BER, 8N Bunirs, FE-Ha=E, 8
W —. MEEFEAER, 2 TEM, F=100. R, ZR2 S ST
R T, REFMKR. HHLLL LMW, THEKE. HAE & (&
IAE) DUEIE IR . $AE:
VB s, B . WikE O, a5
The illustrious character of Zhaoyun — smart, upright, devoted, and deferent — fulfill the social
expectation of women in imperial China. Later scholars also promoted this Confucian image of
her as a loyal partner. The aspect of her life as a student of Buddhism exemplifies her

understanding about the non-attachment to the illusionary world, two fundamental Buddhist

teachings. The four verses she recited before her death are the famous Six Illusions Gatha 7540
18 at the end of the Diamond Sitra:

All conditioned phenomena

Are like a dream, an illusion, a bubble, a shadow
Like the dew, or like lightning

You should discern them like this 2%

— VI Rk WL
N IR N TE JEAE I R
The death of family members is one of the “conditioned phenomena,” and thus should be viewed

as temporary and transient as the six metaphors in the Buddha’s words. If the death were an

illusion, the sorrow brought by this kind of departure would be equally fugitive. Zhaoyun

268 Su Shi, “Zhaoyun muzhiming,” in Su Shi quanji jiaozhu: Wenji, 1630.

269 Translated by A. Charles Muller, see http://www.acmuller.net/bud-canon/diamond_sutra.html#div-33 (accessed
03/21/2021).
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perhaps tried to liberate her husband from his pain with this Buddhist message. It is also possible
that Su employed Zhaoyun’s voice to relieve his own affliction. With the help of monks from the

Qichan Monastery, Su had the Pavilion of Six Illusions (Liuru ting 75 15%) constructed above

Zhaoyun’s tomb to remember the teaching of the Six l/lusions Gatha. The monument had
become a symbolic site where later visitors could envision Zhaoyun in the landscape of Huizhou.

In Su’s time, Qichan Monastery also housed the Great Sage Pagoda (Dashengta KI23). From

Zhaoyun’s burial place, the pagoda could be observed, and the temple bell could be heard. The
final inscription thus borrows the physical location of Zhaoyun’s tomb to send a prayer that she

would reach the Buddha’s land in the afterlife.

4.1.3 “Mortuary Memorandum Offered to Zhaoyun in Huizhou”
An unusual event after Zhaoyun’s death binds her image with elements most often seen in
miraculous stories and ghost tales. Three days after the funeral, a heavy storm with gusty winds
swept through Huizhou. Su went to inspect Zhaoyun’s tomb and observed five enormous

footprints, possibly by a giant (juren E.\), near the burial ground.?’® Given Zhaoyun’s Buddhist

background, one may wonder if these signs were received as an auspice since colossal footprints
had been a divine symbol of the historical Buddha. However, to Su’s eyes, they were perhaps a
spiritual message from the deceased that she still lingered in this world. Within two days, Su
gathered monks from the local monastery to conduct a postmortem ritual for Zhaoyun. He also
composed a prayer text to be burnt at the ceremony, titled “Mortuary Memorandum Offered to

Zhaoyun in Huizhou (Huizhou jian Zhaoyun shu 21 & 822 5%).”?"! In this prayer, Su briefly

recounted the hardships of Zhaoyun’s life and described the omen he saw at her tomb. At the

270 Su Shi, “Ti Qichan yuan fEAEERE,” in Su Shi quanji jiaozhu: Wenji, 8115.
271 Su Shi, “Huizhou jian Zhaoyun shu,” in Su Shi quanji jiaozhu: Wenji, 6864.
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end, Su hoped that the Buddha would “receive and guide the deceased soul to be reborn in the
Pure Land 25| -2/ 542 ¥ 1+ Zhaoyun in this story, to borrow Daniel Stevenson’s words,
was perhaps a “purgatorial liminioid (wangling T-%),” who awaited proper ritual performance
to lead her “pass through the intermediate state” of the afterlife and eventually “join the company
of the buddhas.”?”? The manifestation of Zhaoyun as a female ghost also made her grave

appealing to eighteenth-century scholars who were interested in fantastic tales of nonhuman

spirits. I will return to this aspect of her story in the section “Pacifying the Soul of Deceased.”

4.2 Loyalist Responses

During the decades after the Manchu conquest, educated elites first appropriated the image of
Zhaoyun as a loyal concubine to speak of the traumatic experience during the dynastic change
and express their loyalist sentiments toward the fallen regime.?”* Bada Shanren and Shitao, two

prominent painters of the period, have often been labeled as “remnant subjects (yimin & [X)”

because they were descendants from the Ming-dynasty royal family. This identity association
contributed to their artistic fame among scholars who felt disheartened by the establishment of
alien rulership and encouraged political readings of their artworks as embodiment of loyalist
predilection. Both painters had tackled stories of Zhaoyun in their extant works, though with

vastly different visual approaches. My reading of these pictures reveals that Zhaoyun and her

272 Daniel B. Stevenson, “Buddhist Ritual in the Song,” in Modern Chinese Religion I: Song-Liao-Jin-Yuan (960-
1368 AD), edited by John Lagerwey and Pierre Marsone (Leiden: Brill, 2014), 415-7.

273 Zhaoyun was not the only courtesan to be appropriated by scholars as a symbol of Ming loyalism. As pointed out
by Alfreda Murck, Wai-yee Li, and others, the Nanjing courtesan Kou Mei (b. 1624) was also celebrated for her
dedication to the Ming during the seventeenth century. See Alfreda Murck, “Responses to the Manchu Conquest: Wu
Hong and Kong Shangren,” Orientations Nov. /Dec/ (2005): 56-65; Wai-yee Li, Plum Shadows and Plank Bridge:
Two Memoirs about Courtesans by Mao Xiang (1611-1693) and Yu Huai (1616—-1969) (New York: Columbia
University Press, 2020).
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grave had been fashioned into a pictorial idiom of undisclosed loyalism in the early eighteenth

century.

4.2.1 Dongpo and Zhaoyun by Bada Shanren
Bada Shanren was an enigmatic painter whose family origin can be traced back to the Ming
Prince Zhu Quan (1378-1448).2* Bada was once a Buddhist monk, but he later renounced his
ordination and returned to secular life. The firsthand experience of the collapse of the Ming had a
deep impact on Bada’s life and his modes of expression. The man is most known for pictures of
wild creatures, plants, and landscapes with no obvious political messages. Hui-shu Lee, however,
has convincingly demonstrated how the artist transformed these seemingly neutral subjects into
laments on the fallen dynasty.?”> For example, in his fish paintings, Bada not only appropriated

the Chinese homophone of “fish (yu £1)” as “remnant (yu )" to self-identify as a Ming loyalist,

but also inscribed these images with intentionally ambiguous texts alluding to established
metaphors about the death of the emperor. In a similar vein, the painting Dongpo and Zhaoyun

(Dongpo Zhaoyun tu 3 5 Z= &) (Figure 4.1) should be examined in relation to the artist’s

living experience during the Ming-Qing transition, rather than merely as an illustration of
historic romance.
The formal attributes of Dongpo and Zhaoyun give the painting a somber ambience. The

picture represents an encounter between Su Shi and Zhaoyun in an open-air setting.?’¢ Sitting in

274 For an English biography of Bada Shanren, see Wang Fangyu, “The Life and Art of Bada Shanren,” in Master of
the Lotus Garden: The Life and Art of Bada Shanren (1626—1705), Wang Fangyu, Richard M. Barnhart, and Judith
G. Smith (New Heaven: Yale University Press, 1990), 23-81. “Bada Shanren” is among the numerous pseudonyms
the artist had adopted. Scholars have proposed several theories regarding Bada’s actual name, but the issue remains
debatable till this day. He is sometimes referred to as Zhu Da 4%, one of his more accepted formal names, in
Chinese scholarship, but more commonly addressed as Bada Shanren in English literature.

275 Hui-shu Lee, “The Fish Leaves of the Anwan Album: Bada Shanren’s Journeys to a Landscape of the Past,” 4rs
Orientalis, vol. 20 (1990): 69-85; Hui-shu Lee, “Bada Shanren’s Bird-and Fish Painting and the Art of
Transformation,” Archives of Asian Art, Vol. 44 (1991): 6-26.

276 One can access t