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Introduction

Chinese calligraphy is primarily an art of applying shifting force and direction to a
soft-headed ink brush in order to produce subtly varied characters. There are five major script
styles: seal script, clerical script, running the script, cursive script, and standard script. In China,
calligraphy has been recognized as a major artistic activity since 200 BCE, and it was widely
practiced by intellectuals. It has also generated a considerable body of pre-modern and
contemporary critical literature, much of which consists of stylistic analysis. Up until the 1980s
and 90s, art historians still discussed calligraphy in terms of formal handling, and more often
than not, they failed to consider the social context in which calligraphy was made. In this
thesis, I investigate the social and political background of the calligraphy and poems created by
the well-known Qing Dynasty calligrapher Yi Bingshou {#&#% (1754-1815).

The Humble Magistrate

Yi Bingshou was born in an intellectual family. His father was a jinshi =1 which is
roughly equivalent to a Ph.D in the Chinese bureaucratic system. Yi Bingshou received his own
jinshi degree at the age of 35 and went on to become the local magistrate of Huizhou E /1 and
Yangzhou 591 from 1799 to 1805. In the official history, Draft History of Qing ;&5 %, the
historians recognized Yi Bingshou as an honorable official. The text summarizes his career
quite possively:

[Y1 Bingshou] inquired about the suffering of the people and eliminated excessive

and unfair regulations. In applying the law, he did not spare powerful families and

demonstrated thorough knowledge of the statutes. The senior clerks often tried to

pass heavy punishments on people, but in many cases Yi Bingshou, the
magistrate, enacted more lenient sentences.'

! Draft History of Qing, vol. 265, Yi Bingshou’s Zhuan {FEZBR+H)



He is, however, more famous for his clerical scripts and running scripts than his political
career. Yi Bingshou was one of the best stele school calligraphers. In his official capacity as an
administrator, he practiced calligraphy, and often gave calligraphy as gifts to his friends and
colleagues. Today, his surviving works often garner high prices at auctions. For example, the
Beijing Poly auction house sold Yi Bingshou’s Sui Xing Cao Tang BREEE (Figure 1)
handscroll for $3.5 million in 2014. Yet, in order to fully understand the value of his
calligraphy, it is important to investigate the larger context of Mid-Qing calligraphy, the source
of his calligraphic inspiration, his beliefs, and his personal challenges.

The Context of Mid-Qing Calligraphy

Starting from the late Ming dynasty to the middle of the Qing dynasty (around 1650 to
1802), the grand calligraphic style underwent considerable change. The stele school of
calligraphy, beixue 823 had gradually undermined the powerful influences of the traditional
school of calligraphy, tiexue 582, I will use terms such as “traditional style” and “stele style”
to refer back to these two styles in the following discussion. The scholar Bai Qianshen B iR1E
demonstrates this dramatic shift in Chinese calligraphy. By pointing to several external factors,
including the excavation of the ancient steles, shifts in public preferences, and the emergence of
seal culture.? So it is important to analyse the broader context of Qing calligraphy and outline
the external factors before addressing the particular features of Yi Bingshou’s calligraphy in the

next chapter.

2 Qianshen Bai. Fu Shan's world: the transformation of Chinese calligraphy in the seventeenth century. Cambridge,
MA: Harvard University Asia Center. (2003), Chapter 1



Two types of calligraphic trends became popular at the same time in Qing China. The
Manchu emperor and the court were fond of the traditional style usually referring to running
script, cursive script, and standard script, whereas intellectuals tended to embrace the stele style,
including seal script and clerical script. During the early Qing dynasty, emperor Kangxi & ER
(1654-1722) collected many calligraphic works in the traditional style. The art historian Liu
Heng pointed out that Kangxi was obsessed with Dong Qichang’s EH & calligraphy and its
refined style. Some leading government officials adopted Dong’s style in an effort to flatter the
emperor.’ Dong’s style later became the standard script of official writing, especially in formal
administrative documents. In order to pass the civil service exam, students forced themselves to
learn this standard script. Even a stele calligrapher like Yi Bingshou was capable of using it
because he was once a student who needed to pass the same exam.

Another branch of Qing intellectuals , however, rejected Dong’s style in art making.
Instead, they drew inspiration from the archaeological studies and epigraphy and adopted the
stylistic archaic clerical and seal scripts. They called themselves “the stele school” who
enthusiastically study about the bronze and stone inscriptions that were used almost two
thousand years ago.* & 5 £

Liao Xintian, a stele school scholar, has proposed three main factors contributing its
early formation. First, the tediousness intellectual associated with the guangeti EEI%8 (Figure
2), a derivative of Dong’s style, and used to write formal documents. Even though every

student learned this style, they hardly ever used it for art making because its formal rigidity

3 Heng Liu. Zhong Guo Shu Fa Shi. Di 1 ban. Nanjing Shi: Jiangsu jiao yu chu ban she, 1999, 51

* Shen Fu, Trace of the Brush. Yale University Press, 1977, 43



discouraged personal variations. Second, Liao underscores the importance of literary
inquisitions. The authoritarian government of the Qing actively censored intellectuals: the
emperors confiscated many artworks, including the calligraphy of the traditional school.
Consequently, many literati adopted the stele school style and viewed it as an oppositional
alternative to the government’s calligraphic taste. A third factor in the rise of the stele school
were the complicated ethnic tensions between the Han Chinese and the Manchurians; despite
being the majority, the han subjected to the rule of the minority Manchurians.’

Because so much calligraphy sequestered in the imperial collection during the Qing
dynasty, intellectuals like Yi Bingshou had little access to examples from the calligraphic
canons. The emperor Kangxi amassed a significant collection of high quality calligraphy and
jewelry. These objects currently in the National Palace Museum helps us to understand, the
kinds of works that were favored by the emperor — and those that were rejected. For example,
Liu Jinku, an art historian, argues that the formation of the imperial “collection” involved
normal trade, property confiscation, and sometimes tributes.® For example, the collector Liang
Qingbiao ;EF1Z offered a luxurious painting called Bamboo and Sparrow ¥ & to the court
to flatter the emperor. From looking at the collections. it is apparent that the emperor was
interested not only in original calligraphic masterpieces, including works by Mi Fu K7 and
Dong Qichang EH &, but also in the work of imitators like Zhangzhao 3K B&. (Figure 3) More
significantly, Qianlong himself loved writing in traditional calligraphy styles. The underlying

assumption is clear: the emperors had little or no interest in non-canonical calligraphies, nor did

3 Xintian Liao, Qing dai bei xue shu fa yan jiu: Research on the study of engraving calligraphy (pei hsiue) of
Ching dynasty / Liao Shin-tyan. Chu ban. #Jkf. Taibei Shi: Taibei shi li mei shu guan,1993, 43 E#rH

6 Jinku Liu, Nan Hua Bei Du, Shi tou publication. 2007, 124 XI|&FE, FEILE



their subordinates acquire works by stele calligraphers including Wang Duo F £, Fushan {11,
and Bada Shanren /\ XL A. The Qing imperial collection indicates that: 1) the court was
uniquely interested in canonical calligraphy and 2) Yi Bingshou and other stele school
calligraphers were, as a result, not favored by the court.

Yet Yi Bingshou has received a significant amount of recognition from his own social
circle as well as from late twentieth-century revolutionary Kang Youwei , and modern scholars.
Yi Bingshou’s close friend an elder calligrapher Weng Fanggang 54 # (1733-1818),
commented on the younger man’s adaptation of the Han dynasty style: “The solid and artless
strokes are the Han style!” One hundred and fifty hundreds years later, B8 % (1858-1927)
recognized Yi Bingshou as the trailblazer and the initiator of the stele school generation.” And
more recently scholars Liu Heng has praised Yi Bingshou as a master of the Han style who
successfully integrated it into his own writing.® It would seem that only the court ignored Yi
Bingshou shou’s talent and his ability to revive ancient Qin and Han calligraphies with
apparently crude and artless strokes. Why and how did Yi Bingshou’s work gain recognition
among his literati friends and later art critics?

There are three underlying assumptions about the larger context of calligraphy. First of
all, the court has little interest in purchasing stele school calligraphy. It is possible that a small
number of stele style calligraphy is stored in the palace, but much of the imperial collection has
yet to be opened to the public. Calligraphers like Yi Bingshou were thus able to explore stele

school calligraphy with no interruption from the court. Nor for that matter, did they expect the

7 Donglin Wang, Qing Dai Li Shu Yao Lun, Shanghai Shuhua Press, 2003, 14 I&E ARBEER
$ Heng Liu, Zhong Guo Shu Fa Shi, Qing Dai Juan, JiangSu Education Press, 1999, 179  2{H, HEIZ&®



court to buy their works. Secondly, the extensive production of the stele style calligraphy was
uniquely a literati activity practiced opposition to the aesthetic promoted by the court.

Several common misunderstandings regarding the “stele school” needs to be clarified
from the outset. Epigraphy was initially promoted by a famous Song scholar Ouyang Xiu EX[5
& (1007-1072) for whom the studies of the stele as a passionate hobby.’ Although he collected
stone rubbings and wrote extensive commentaries, many of which were known to Yi Bingshou,
he did not intended to integrate the characteristics of stele scripts into his own writing, or use
epigraphy to establish a new strain of calligraphy. To put it simply, epigraphy was not an

established discipline until Qing times.

Following the Great Scholar Su Shi

The teachings of Su Shi & #xX (1037-1101) were also important to Yi Bingshou’s
formation. Su Shi was a famed scholar, statesman, calligrapher and poet of the Song dynasty.
For his vocal opposition to policies that harmed middle and lower income taxpayers, Su was
exiled to the city of Huizhou in 1094, and Yi Bingshou was appointed there as the local
magistrate £1fF in 1801. There are many connections other than this geographical tie. Yi
Bingshou’s admiration for Su Shi can be found in his poems, calligraphy and even his taste. To
be specific, Yi Bingshou and Su Shi both considered the moral integrity of a calligrapher to be
more important than refinement of calligraphic skill. Furthermore, they both wrote extensively
about art collecting and made a distinction between highly ornate objects and genuine art, in this

context, meaning primarily calligraphy and painting. This section explores how Yi Bingshou’s

? Ronald Egan, The Problem of Beauty. Aesthetic Thought And Pursuits In Northern Song Dynasty China.
Cambridge, Mass: Harvard University Asia Center, 2006, 13

10



admiration for Su Shi shaped his perspective on calligraphy and art collecting, and most
importantly, his understanding of what it meant to be a responsible man of letters in troubled
times.

As Ronald Egan pointed out, Su Shi asserted in many colophons that brushwork reflects
the virtue of the calligrapher, and that the calligraphy of a virtuous man deserves to be valued
even if his brushwork is not exceptionally good."” This reflects a belief, shared by the Song
dynasty intellectuals, that the moral integrity of the calligrapher was an intrinsic aspect of his
calligraphy. It is evident that Su Shi was thinking in terms of intrinsic value over superficial
beauty and elegance. This is his poetic reflections on the matter:

In calligraphy, Duling valued only the thin and taut,
His view is an unfair one I [Su Shi] do not accept,
Short, tall, fleshy, thin - each has its appeal,
Jade Bracelet and flying swallow who could dislike either of them."
Su Shi firmly believed regardless the calligraphic style, readers will love these scripts if the
calligrapher is virtuous and honest. One of Yi Bingshou’s poems specifically responded to Su
Shi’s claim about the intrinsic value of calligraphy:
Why do I have to discuss the quality of the calligraphy from the
standpoint of its artistic values? Justice lies between the people and
heaven, and it is not bounded by any restrictions.'
Su Shi and Y1 Bingshou shared a common belief about the probity of a calligrapher is much

more important than forms and styles of scripts. The poem is directly referring to Su Shi, and

this third and fourth lines: “Why do I have to discuss the quality of the calligraphy from the

' Ronald Egan, Word, image, and deed in the life of Su Shi, Harvard University Press, 1994 , 267
" Egan, Word, 269

12 Yi Bingshou, Shu Fa Jing Xuan Ji, Xi Ling Press, 2013, 133
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standpoint of its artistic values? Justice lies between the people and heaven, and it is not
bounded by any restrictions” implies that Yi Bingshou was himself an admirer of Su Shi’s
moral integrity.

The Taste of the Literati

During the Song dynasty, prominent scholars such as Ouyang Xiu and Su Shi attempted
to promote a value system that distinguished the taste of the literati from that of the court and
the aristocrats: knowledge was valued over wealth, natural beauty over heavy ornament,
crudeness over refined craftsmanship.

The literati tended to despise ostentatious art collectors. One of the major arguments
advanced by Egan is that as a literatus Su Shi adopted a humanistic approach to understanding
art. '* Su Shi was constantly deployed elevated taste in his definition of art. In fact, he invented
the term “literati painting”, an art form in which , he claimed, metaphor and erudition should be
hidden yet available to the viewers. Refined craftsmanship and ornamentation were looked
down upon by those scholars. Su Shi was perhaps even more rigid than Ou Yangxiu in his
judgements of taste and styles. Su believed spending large sums of money could mentally
corrupt a man. Nearly a thousand years later, Yi Bingshou embraced a similar view:

[Collecting] paintings and calligraphy is a superficial hobby. Overly
indulging in these “things” is like indulging in music and sex. Therefore
past scholars quit “playing” those “things” that could corrupt their
aspiration.[ The believed that] Art collectors should be humble and
moderate. If one is benevolent, then one may collect these things.

Otherwise, one should not be a hypocritical [ostentatious] collector. '
(Figure 4)

8 Ronald Egan, The Problem of Beauty, Chapter 4

4 Yi Bingshou, See Appendix
12



The text is self-explanatory. Yi Bingshou regarded art as a temptation and thought that
collecting art should be very carefully practiced. For he and Su Shi alik: this “elevated” taste
meant valuing knowledge and naturalness over ornamentation, crudeness over craftsmanship. °

There is an object in Yi Bingshou’s own collection that reflects this kind of bias. An
inscribed limestone scholar's rock (Figure 5.0) that he signed and named “Descending Goose
Peak” by him. In order to understand why he valued this plain black rock, it is necessary once
again to look back to Su Shi.

Su Shi hated “things” (wu #)) but loved rocks. (Egan referred to “things” as
commodities.) His affection for rocks , no doubt, based on those negligible materialist worth. '
Martin Powers has argued that Su Shi must have valued these objects because he considered
them to be “natural” - ziran and that these rocks, for Su Shi, were seen as imaginary landscape.'’
Morris argues the “mini world of the garden.”'® Put simply, both scholars that recognized these
Song intellectuals valued the connotations of the rock and their natural appearance as primary

pleasure.

'® Susan Bush,The Chinese Literati on Painting: Su Shih (1037-1101) to Tung Ch’i-ch’ang, 1

6 Egan, The Problem of Beauty, 179

7 Martin Powers, Garden Rocks, Fractals and Freedom: Tao Yuanming Comes Home,” Oriental Art, XLIV, no 1,
1998, pp 33,34

'8 Edwin Morris, The Gardens of China,Library of Congress Cataloging in Publication, 82
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Figure 5.1 Details of “Descending Goose Peak,”

Returning to the analysis of Y1 Bingshou’s scholarly rock (Figure 5.0), we can see that he
engraved, or asked an engraver to carve, three characters on the surface of the rock reading
“Descending Goose Peak,” & fEI& ( feng meaning a natural peak of a mountain). (Figure 5.1)
Thus, it is evident that Y1 Bingshou, as a cultural successor to Su Shi, was highlighting the
landscape connotations of the rock. He surely inherited the same traditional literati ideas that
had been endorsed by prominent scholars, like Su Shi.

In order to further illuminate this notion of “natural” rocks, it is useful to compare and
contrast the expensive rocks from imperial collections. The imperial collectors showed no
interest in amassing small inexpensive rocks, like the one signed by Yi Bingshou. Instead, they
mainly collected two types of rocks: expensive jades and gigantic rocks from Lake Tai. Edwin
Morris notices the Qing court purchased a significant number of expensive rocks for the
emperor’s personal garden, now commonly known as the Beihai Park. These gigantic rocks
(Figure 6) originated in the Yangtsz delta region and were transported to Beijing at considerable
cost. The court was actively collecting jades and commissioning engravers to make them into
delicate artworks. The so called “Jade Miniature Mountain with Figure of Arhat,” (Figure 7)

was carefully selected for quality; the inscription carved in the finest script indicates that

14



delicate piece was commissioned and designed by the court. It is evident that the emperor and
the imperial family favored this kind of object Yi Bingshou and his friends help such things in
contempt.
A Wide Range of Calligraphic Abilities

Yi Bingshou’s main sources of artistic inspiration were Han dynasty historical objects. In
this section, I will briefly discuss his calligraphic abilities and his preference for using clerical
script for purpose of art making. In his later years in Yangzhou, Yi Bingshou mainly focused on
developing and producing calligraphy. Before that, he spent most of his life studying, teaching,
and working as a magistrate. As stated earlier, he was required to use the rigorous and
delimiting guange script. One of his essays from this period (Figure 8) makes clear that he used
a small brush to write delicate characters. And that he was in full command of the official style.

Although Yi Bingshou is best known today for his stele calligraphy, he was also able to
write in canonical styles, especially the traditional running script. Preface to the Poems
Collected from the Orchid Pavilion =5 % (Figure 9) is the most celebrated work of the great
calligrapher Wang Xizhi E£ 2 (303-361), whose running script is considered to be the best
ever written and this is the style Tang calligraphers intended to revive. From Yi Bingshou’s
version of the same text. (Figure 10) One can conclude that Yi Bingshou was able perfectly to
execute the canonical style. This indicates that he not only had a wide range of calligraphic
styles at his command. From the quality of the calligraphy, it is apparent that he spent a
considerable time practicing the canon. But like other stele school calligraphers, he also

appreciated insignificant calligraphers' — the same ones who, because of their status as clerks,

® For clarification, sometimes these “insignificant calligraphers” just happened to be clerks who
know how to read and write, so it is debatable if they should even be called calligraphers
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were ignored by the traditional school. Yi Bingshou loved stele scripts that had been
traditionally considered to be poorly executed. In fact, his clerical script and running scripts
exemplify the highpoint of the stele school. As a representative of the stele school, Yi Bingshou
used the inspiration gained from practicing Han stele and bronze works to design inscriptions on

tombstones and to write his own diary. The next section will consider these works.

Sources of Calligraphic Inspiration: Han Stele

In previous sections, I have demonstrated that a significant number of traditional school
calligraphic works were collected by the emperor, which resulted to turn to even earlier periods
for calligraphic inspirations. In this section, I will briefly discuss how Yi Bingshou’s clerical
script was inspired by ancient steles and how he integrated that style into his own calligraphy.

The Zhanggqian stele R B

Yi Bingshou used the Zhanggqian stele as a mode. (Figure 11.1) Working from rubbings of
the Han dynasty (original 186 BE, excavated during the Ming dynasty) (Figure 11.0), he was
dealing clerical scripts that are skewed and uneven in size — suggesting that the work was
neither made by a professional calligrapher nor by a good engraver. It was made to
commemorate Zhanggian’s journey to the West. According to the inscription, it was
commissioned by Wei Meng and carved by Sun Xing, low ranking clerks, both of whom were
friends of Zhanggian.

Yi Bingshou, however, very much appreciated the stele that he considered its poor
execution, it’s artlessness, as a source of inspiration. Yi Bingshou, in other words, sought to

appropriate the “objectionable” qualities of the Zhanggqian stele, and reconfigure them to create
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a script with which he could address his own historical moment. Yi Bingshou must have
understood the text and its account of historical figures. So by copying this stele he not only
demonstrated his historical erudition but also his appreciation of a crude calligraphic style that
would never enjoy the favor of the court. He repeatedly copied the inscription on the stele,
trying to modify the quality with his own creativity. The reason I use the word “creativity” is
that in the traditional field of calligraphy, “creativity” has negative connotations. The best
calligrapher is always the one who is able to revive the calligraphy from the ancient sage Wang
Xizhi. But after the rise of the stele school, this ideal gradually changed and critics started to

value the artist’s creativity.

e

(Figure 11.2)s Detail of the character“ £, Yi’s version(Left); Original Zhanggian stele(Right)

Y1 Bingshou used the stele school aesthetic in recreating the Zhangqian stele, which was
created by an amateur. In one of his versions of the stele (Figure 11.1), he improved upon the
characters. For example, he executed in what is thought to be the more legible, the vertical
stroke of the character “_E” meaning “up”. On the original stele that same character it is skewed
to the left, but in Y1 Bingshou’s copy it is totally upright. In this way, Yi effectively “cleaned
up” the writing of the original to make it more readable for the people, who presumably would
have understand the calligrapher’s enthusiasm for a script that was spontaneously antient and

“artless.”
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(Figure 11.3) Details of the character“E”, Yi’s version(Left); Original Zhanggian stele(Right)

He also shifted the usual orientation of the character meaning “sound” 2. Conventionally
“H.” part of the character, is placed underneath “FE %", the other part of the character. Yi
Bingshou placed “E-” underneath “75”, to the left of the character “%.” This modification is

rare in the traditional school of calligraphy, but Y1 Bingshou was willing to make such artistic

choices, it is an intentional archaizing of a modern character.

T s

(Figure 11.4) Details of the character* 0”, Yi’s version(Left); Original Zhanggian stele(Right)

Third, he joined characters that are disconnected in the original stele, making the
composition more compact. For example, in the character meaning “analysis,” xi 0 (4T), there is
too much space between the “AK” and “J7,” as if they are falling apart. A professional
calligrapher would not be this sloppy. Y1 Bingshou has closed the gaps and made the character
more legible. This raises the question of why, during Yi Bingshou’s generation, calligraphers
started to embrace this kind of “poorly executed” work, and why the new versions of them came

to be widely accepted by later generations of critics. Did the later generations of art critics still
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consider this sort of styles as “poorly executed”? Or did they recognize them as archaization, is

one who like Yi Bingshou, like the erudition or the resurrection?

The Hengfang stele /552

Another important piece is the re-creation of the Hengfang stele. Yi Bingshou loved the
Hengfang stele (Figure 12.1) and mentioned it once in a poem calling it our generations’
model.”” He took an additional step by recreating the stele in this own hand (Figure 12.0). The
reason I recognize this piece as a big step forward is that Yi Bingshou made many bold changes
to the original script. This Hengfang stele was executed by a better engraver or calligrapher than
the creation of the Zhangqian stele. (Figure 12.0) One can see that this stele consists of
characters of unified size, and proper spacing, resulting in a work that was already easily
legible.

Stylistically speaking, the re-creation of the stele revealed three particular emphases: the
use of non-standard characters (yitizi), the closely juxtaposed (but different) characters, and the

use of dry ink.

2 Yi Bingshou, Liu Chun Cao Tang, vol.1, 70
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Figure 12.2 Details of the character” 0”, Yi’s version(Left); Original Hengfang stele(Right)

Where non-standard character are concerned, Yi Bingshou made several variations from
the original text. For example, the character “LEL” is written as “B” on the stele; Yi used “n.”
These characters are called non-standard characters (yitizi), meaning that they convey the same
meaning through different forms. Scholar Bai considered to be a “playful” variation that is
practiced by literati. He traced the origin of this unusual phenomenon to the early seventeenth
century. Scholars during the Ming dynasty were interested in the strange characters that
appeared on ancient steles, and they adopted some that had been abandoned for more than a
thousand years. After the fall of the Ming dynasty, The Qing scholars continued to use these
characters and sometimes in literary rebuses, the objective would have been to show the old
characters to friends who presumed untangle the reference and share in the erudition. Therefore,
it is the evidence that Yi Bingshou was using this kind of characters to evoke readers’ curiosity

and to establish intellectual lineages.
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Figure 12.3 Details of Y1 Bingshou’s the Hengfang Recreation

As for the closely juxtaposed characters, Yi Bingshou modified the clerical script of the
Hengtfang stele so that some strokes are elongated to the point that they nearly touch the other
characters. For example, the horizontal strokes of the character “3&” are extended to the right of
the grid and two strokes from the character “/” extended to the left of the grid. As a result,
these strokes are stacked on top of each other. It is interesting to see how the calligrapher was
able to control the length of the strokes and establish a kind of intimacy between characters.
Similarly, the character “Z” and “j& (1%)”, the horizontal strokes “Z” almost touch “ 7 .”
Large brushes are relatively difficult to control, and the calligrapher has anticipated the use of
large characters would lead to overly dense compositions on the hanging scrolls, and he was

able to avoid this problem by making the strokes intertwined yet not connected.
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Figure 12.4 Details of Yi Bingshou’s Hengfang Recreation

Y1 Bingshou’s was specially interested in dry ink because it could help him to control the
gradations of the blackness by controlling the saturation of the ink brush. Ink is one of the
important parts of a calligraphic work, and a calligrapher or an artist is able to control the
gradient of the blankness by controlling the saturation of the ink brush. The Hengfang stele
re-creation exhibit the dry effects. For example, the character “&” has several strokes that seem
to have been done with an especially dry brush. It is crucial to note that writing calligraphy is a
long process; each strokes requires great attention and patience. Before applying the next stroke,
the calligrapher must decide whether to dip the ink again. Writing in dry ink was a studied
technique . Many of the Song and Ming scholars recognized that one of the major
characteristics of ancient stelac were that sometimes were damaged and partially eroded. These
effects were thought to be “natural.” And calligraphers began to use dry ink effect to imitate the
damage and erosion of an aged stele. This particular effect attested once again the appreciation
of the “naturalness”. Thus the core aesthetic of a stele clerical script is not the “extraordinary”
techniques of past calligraphers far from it. Rather it is the naturalness of the script reveal both

through age and through relative naivete of the calligrapher.
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Application of the Clerical Script

Su Shi’s memorial text to his beloved concubine Wang Zhaoyun (1062-1096) was
considered a literary masterpiece in the eighteenth century. When Y1 Bingshou was the
magistrate of Huizhou, he reconstructed the tomb of Wang Zhaoyun and decided to use his
calligraphic style to recreate Su Shi’s text. Both Su Shi and Yi Bingshou’s calligraphy was
carved on a stele and placed near Wang Zhaoyun’s tomb. (Figure 13.0 and Figure 13.1) *' Su
Shi’s typical running script focuses on the thin and elegant strokes. Figure 13.1 is Yi
Bingshou’s imitation of the text. Someone with no prior knowledge of calligraphy will
recognize that there is a significant stylistic difference between the two. The traditional school
emphasized an elegant way of writing, a balance between thin and thick strokes, and swiftness
of execution. Yi Bingshou’s version apparently adopted some of the calligraphic inspiration he

borrowed from the Han stele. He used non-standard characters, a uniform thickness of strokes,

Figure 13.2 Su Shi’s “#8” Yi Bingshou’s “&&” Su Shi’s “LL” Yi Bingshou’s “0”

and highlighted the naiveté of the clerical script.

-\."2:1-'"\--" 7
T |

For example, he wrote “#8” as “B&”, and “LL* as “0.” Using these alternative ways of

writing characters on a public stele is especially significant, because Yi Bingshou wanted

2! Liu Qijin, a contemporary scholar, collected all the characters from Su Shi’s surviving works in 1991,
and assembled them to reconstruct what Su Shi’s text might have looked like in his own hand, so Figure
13.0 is an image of the stele in Su Shi’s imagined hand. Even though the 20" century reconstruction is an
only assembly of Su Shi’s characters, it provides a close approximation of how Su Shi’s original writing
likely would have appeared.
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ordinary people to be able to read the text. But he also made it clear to scholars in his circle that
he himself favored this unorthodox choice. Thus, The solution has thus to make moderate use of
yitizi in this particular stele, thereby pointing to his appreciation of unconventional while
ensuring the text is readable.

As I mentioned above, the most significant differences between the traditional school and
the stele school was fully exemplified in this text. To compare Su Shi’s original writing was
reconstructed in 1991, the scholar selected the calligraphers’ most typical characters that were
used by him. It is easy to see the different forms, the traditional school underscored the free
brush movements, open and angular characters structures, a balance between thin and thick
strokes, very fine ligatures between strokes, and sharp hooks at the bottom ends of the thick
vertical strokes.”? Yi Bingshou’s work characterized standardized thickness, and hooks are
mostly rounded not sharp, One of Yi Bingshou’s poems reveals his artistic intention concerning
past calligraphy:

The traditional ink [scripts] are often misleading,

I am such an unconstrained person.

We all known Su Shi resurrected the Jin dynasty calligraphic style,

How have [I] betrayed Su Shi?*
Yi is interested here in Su Shi’s resurrection of the Jin dynasty calligraphic styles, yet he was
reluctant to follow Su Shi’s formal approach. So, why would Y1 Bingshou suggest in the poem
that Shi, suggest in the poem that the traditional scripts were often misleading?

During the Song Dynasty, scholars including Ouyang Xiu and Su Shi sought to

resurrected calligraphic styles from the previous dynasties. They wrote extensively about the

2 Stephen Little, The Bulletin of the Cleveland Museum of Art, Volv 74, 379
3 Yi Bingshou, Colophon on the Four Song Period Masters of Calligraphy BRI ZR, author’s translation, Figure
17
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history of calligraphy, and expressed great enthusiasm for the talents of their predecessors. In
contrast, Yi Bingshou’s calligraphy and text do not show any evidence that he felt obligated to
resurrect the formal style of his calligraphic predecessors. Was it because he was less skillful
from them? Or certainly not, the calligraphic ideals of Yi Bingshou’s generation had been
reconfigure around different values.
Sources of Calligraphic Inspiration: Bronze works

Yi Bingshou was also interested seal script. For the calligrapher, inscriptions on bronze
works were another important source of calligraphic inspiration. Fu Shen, the prominent scholar
of calligraphy, also recognized that Yi Bingshou’s use of round stroke was an “ancient
approach” derived from the seal script and inscriptions from bronze works, emphasize round

edges instead of sharp edges.**

Figure (14.1) Detail of the character “river”

In one of Yi’s seal script characters, (Figure 14.0), he used thin strokes were entirely
different from the ones he had learned from stele. Unlike the thick, bold lines of conventional
clerical scripts, this work emphasized fine curved, and elongated strokes, while still retaining
the round edges and perfect symmetry that characterized the seal style. For example, in the

character “;I” (Figure 14.1) Yi Bingshou wrote a perfectly “Z” at the right, which is balanced

24 Shen Fu. Traces of the Brush: Studies In Chinese Calligraphy. New Haven, Conn.: Yale University Art Gallery,
1977, 59
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by three curving lines, deployed to fashion the* 7 ”. These subtle variations revealed his
understanding of the ancient calligraphy as well as his interest in applying these characteristics

to art making.

S=

v

(Figure 14.2)  Yi Bingshou’s “8” Su Shi’s running script Character“$”

Symmetry is not a feature of traditional school calligraphy. Running scripts emphasized
modulated lines in which the orientation of the orientation of the character is unbalanced or
tilted. The seal script consists of thin, curved, and elongated strokes. For example, Su Shi’s
“B2” is executed in modulated strokes that exhibit the pressure applied to the paper by the

brush. In contrast Yi Bingshou’s “2” in seal script appears to be measured and meticulous.

(Figure 14.3) Yi Bingshou’s character “high”  (Figure 14.4) Early stone rubbings character “high”

The character “/&” meaning “high” in seal script is typically written as figure 14.4, but Yi
Bingshou deliberately transformed the upper part of the character into a symmetrical structure.

Yi Bingshou was clearly inventing a new archaising writing that was based on seal scripts.
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Application of Seal Script

Yi Bingshou used seal scripts in many of his daily writings. For example, in the diary,
(Figure. 15) records Y1 Bingshou remembers his teacher Ji Xiaolan, a leading official, giving a
Han dynasty ink stone to Liang Zhangju Z2E$5(1775-1849). The script used in this piece is a
clerical script with seal characteristics. He used thin brushes which were typically employ to
write non-seal script characters. This piece also shows that seal script he at tempted is is

significantly different than his re-creations of clerical script.

PR. J&1 oI

Figure 15.1 Yi Bingshou’s “P9”, “f&]” ,“[@]”

The three characters above share the same basic composition “Fq," what Yi Bingshou has
done here is to intervene into the conventions of clerical script, by making subtle (and not so
subtle) changes. He avoids the overly excessive use of the same curly repetition at the left

bottom corner in the structure “F5”.
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Figure 15.2 Yi Bingshou’s “#&” «Z»

He integrate seal script techniques into the horizontal stokes. The character “%£” and “Z2”
both consist of a “ZK” structure at the bottom. Yi Bingshou choose to curved the horizontal
strokes and to give it a “tail” at the right.

To conclude, imitation, usually translated /in i or fang {5, was an indispensable to the
study of calligraphy in China. In the 1980s and 90s, many scholars believed that calligraphy
served principly utilitarian purpose. They neglected the fact that a professional calligrapher,
drawing inspiration from stelae, bronze works, and more canonical works, that cleverly
referenced historical conventions in order to transmit alternative meaning. Eventually, when the
calligraphy felt that his technique was “mature” enough for art making, he then started to
formally produce art works. As a result, these observations support the assertion that Yi
Bingshou was therefore not only trying to revive scripts that were used during the Han dynasty,
he could make the calligraphy itself a communicative form that was only partially reliant upon
content also to establish a style of his own invention that cleverly referenced historical

conventions in order to transmit alternative meanings.
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Political Sabotage

In Chinese, the term “calligrapher” has many connotations. A “calligrapher” is not only
an artist, but also a scholar, an intellectual, a poet, and a government official. In order to fully
understand Yi Bingshou, it is necessary to read his poems and to study the historical pertaining
to his life as an official. In this section, I will unpack one of the crucial events of Yi Bingshou’s
life and consider the ways it shaped his writing.

Yi Bingshou made a fan (Figure.16) sometime between 1800 and 1815. He used running
script of his own design and offered the fan as a gift to his friend Liang Zhangju 2 E4E
(1775-1849). The title is called the Colophon on the Four Song Period Masters of Calligraphy,
and it consists of four sub-poems. Each sub-poem conveys critical information about historical
references and calligraphy. For the general public, subtle historical references seem obscure.
But Liang Zhangju, a prominent Qing intellectual, would definitely have recognized names of
past politicians, and their respective histories. In order to unpack both the theme and the social
implications of the work, it is essential to analyze these historical references. The second sub
poem has the most explicit in this regard:

The honest and outspoken yet isolated official during the Yuanyou
period wrote the Cold Food Festival Poem.When I imitate the
calligraphy, it often reminds me of the time when I was prohibited to
write. Why do I have to discuss the quality of the calligraphy from the
standpoint of its artistic values? Justice lies between the people and
heaven, and it is not bounded by any restrictions.
During the Yuanyou Jt#h Era (1086 to 1094), during which the government of the Song

dynasty suppressed dissent and free speech, which in turn resulted in severe political sabotage.

The partisan dispute of Yuanyou Jo#h/#$TE ES was initiated by the statesman Wang Anshi E

% Yi Bingshou, Colophon on the Four Song Period Masters of Calligraphy, Yi Bingshou’s Calligraphic
Collection, Ink on Paper, 133

29



% (1021-1086), whose goal was nothing less than the complete reform of Chinese society.
My primary interest here is not to evaluate the feasibility of this reform; rather, I want to
emphasize its consequences. As a result of the ensuing conflict, government officials were
divided into two camps: the Conservative party and the New party. The leaders of both parties
debated extensively about which policies will serve the common good.

This discussion did not end with a compromise. Instead, it led to the most severe purge of
the otherwise liberal Song dynasty. When the leader of the new party, Sima Guang 5] Bt
(1019-1086), and then Wang Anshi himself both passed away, the purge reached its apex: the
New party ruthlessly executed their opponents. One of the leaders of the New party, Cai Jin £2
IR (1047-1126) drafted a blacklist of conservative party members, identifying them as partisans
of evil TtHh#&E and prohibiting their successors to take the civil service exam. This infamous
black list was made into a stele and was widely reproduced and disseminated nationwide.?® The
influence of this blacklist continued to have an impact well after the Yuanyou era because
students use this stele as a tool to learn calligraphic model. However, when later Song historians
reevaluated the purge, they recognize Cai Jin and the New party as corrupt, members of the
Conservative party as innocent victims. Generations of scholars thus regarded the blacklist as
evidence of speech suppression, and Yuanyou became byword for political sabotage.

Yi Bingshou’s poem does not explicitly name “The honest and outspoken official.” But it
does mention the “Cold Food Festival Poem” 32 B &F. By mentioning the poem, Yi Bingshou
indirectly refers to its author: Su Shi, a name on the Yuanyou blacklist,who we accordingly take

to be the official. Almost all of Su’s poems recount his miserable experience in exile, where he

% Cai Jing, A Blacklist of Conservative Party Members, JT#h & 5512
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languished for years because he wanted to protect the middle and lower income taxpayer from
being overly taxed. Qing scholars often regarded Su Shi as a quintessential victim of speech
suppression.

The second line addresses Yi Bingshou’s attempt to imitate Su Shi’s poem and
calligraphy. Imitation was seen at the time as a means of spiritual synchronization with the
original calligrapher. So in this case, the subjects of the second line of the poem are both Yi
Bingshou and Su Shi. When Su Shi was forced into exile, he expressed disappointment for
having lost his position at court. He represented this sentiment in the Cold Food Festival Poem
by invoking withering flowers and cold rains. Yi Bingshou, in turn, expressed his emotion by
imitating Su Shi’s poem. The third line of the poem indicate that the Cold Food Festival Poem
has long been regarded as an outstanding example of running script calligraphic style, even
though its message has been overlooked. The final lines of Yi Bingshou’s poem seem to correct
this oversight by suggesting that content of the Cold Food Festival Poem is even more powerful
than its delicate calligraphy. Yi asserts that , as I already pointed, Justice for the honest and
outspoken official lay between the people and heaven. %’

Several critical questions emerge from reading this poem. Why did Yi Bingshou refer to
an episode of political sabotage that happened nearly seven hundred years earlier? What kinds
of attitudes are readable in the last line of the poem.

One part of the Draft History of Qing ,** the Qing government official history, recounts

an episode of Yi Bingshou’s life as a magistrate. He faced his biggest crisis in November 1802.

27 Heaven in this context can be interpreted as the “sky,” and the heavens not “heaven” in a religious sense, or the
omnipotence the emperor.
28 Draft History of Qing, vol. 265, Yi Bingshou’s Zhuan (FI{E=FH R+ H)
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It turned into a nightmare that he would remember for the rest of his life. When Chen Yaben [&
AR incited a riot, Yi Bingshou, the local magistrate at the time, suppressed the riot with the
help of seventy soldiers, but without the consent of his superior military commander Sun
Quanmou R E 2 X. Yi Bingshou overstepped his boundaries as local magistrate, giving
military advice to the military commander. Soon there after, Chen’s successor, Chen Lanji B
F&, started another riot in Boluo 1 #, seeking revenge on the government’s response to the last
riot. The rebels gathered more men this time and started to loot towns in Yi Bingshou’s
jurisdiction. The magistrate wanted to protect his citizens and sent a request to Sun Quanmou
for reinforcements for the army in order to quickly end the rebellion, Sun refused. Yi Bingshou
was enraged and he argued with his superior. Even though Sun Quanmou eventually sent three
hundred men to help the magistrate, Yi Bingshou failed to stop the rebellion and was therefore
was discharged. Some of the soldiers, however, insisted that he stay with the troops, so Sun
Quanmou reluctantly restored Yi Bingshou to his position. But the conflict was not over.

Yi Bingshou repeatedly urged the military commander to send more troops after some of
the soldiers joined the rebellion. But Sun Quanmou was fed up with Yi Bingshou’s
impertinence, so he along with and the governor of Guangdong and Guangxi Jiqing fi EH2E
T B, accused Yi Bingshou of dereliction of duty and failure to crush the rebellion.

The turning point of this rebellion is recorded in the military report written from the
provincial governor Hu Tuli #j[El£L. Chen, the rebel, killed some of his comrades and
eventually losing the faith of his soldiers. (Figure 2) ? And the government in turn demanded

another reinforcement and to eradicate the remaining rebel forces. Hu Tuli was careful to report

2 Hutu Li, Military report in Boluo Incident, Grand Council database , See Figure 2
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that both of Yi’s superior in this events misbehaved: Jiqing panicked during the rebellion; and
Sun Quanmou attempted to enlist rebels in the government’s military rather than pressing
charges on them. This report is confirmed in the chapter about Jiqing in the Draft History of
Qing.

The rebellion in 1802 was apparently full of ups and downs, but Yi Bingshou was still
found guilty for dereliction of duty and failure to crush the rebellion. Wo Bushi, the new
governor who replaced Jiqing visited Huizhou where thousands of citizens petitioned for Yi
Bingshou’s exoneration.*® They claimed that Yi Bingshou was innocent. The new governor
reported this unusual phenomenon to Jiaging 3 FX, the emperor, who pardoned Yi Bingshou
and made him the magistrate of Yangzhou. I believe this is the reason that Yi Bingshou do that
last line. “Justice for the solitary official lies between the people and heaven, and it is not
bounded by any restrictions X R AFZE

The word “justice 23” in Chinese means “public,” which suggest the determination of Su
Shi’s innocent involved the consent of the people. The word “heaven X in Chinese, as I
mentioned above, refers to “sky”, as well as the preeminence of the emperor; But suggest Yi’s
innocent, like Su Shi’s, innocent, was determined by the public consent.*' Thus when Yi

Bingshou wrote his poem, he was likely referring to his own discharged and reinstatement since

%0 The Draft History of Qing does not include an alternative case when thousands of citizens petitioned for
someone’s exoneration, thus Yi Bingshou’s incident was the sole case.

31 Firstly, they are both victims of a political sabotage in which Yi Bingshou was blamed by his superior and Su Shi
was suppressed by the New Party. Second, the people, the citizen loved both of him. When Su Shi during the
Yuanyou purge, regained endorsement from Fang Zirong 5 F %, the local procurator A=SF in Huizhou. He also
received recognition for his career as a righteous intellectual. Most importantly remembered by the later historians.
Scogin specifically recorded Su Shi’s contribution in local levels, For example, he established the earliest form of
orphanage, clinic.# Yi Bingshou was also favored by his citizens in his jurisdiction. He restored the Fenghu
academy in Huizhou and built several food stations after the flood of Yangzhou in 1805.
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his reinstatement was enacted by the emperor in response to the public. The recipient of this fan,
the intellectual Liang Zhangju, would have no doubt understood these references.

The official history apparently favors Yi Bingshou, and faults his superiors. But the truth
might not be so simple. Yi’s dismissal was devastating to his family. Yi Bingshou’s father ,Yi
Chaodong {##A#&, sent a report in 1806, in which he accused the military governor Sun of
working with the enemy and refusing to deploy his army. The emperor and the military elite
were skeptical of these claims, because, first of all, they rightfully assumed Y1 Bingshou’s
father was writing on his son’s behalf, and secondly because it seems illogical for the military
governor not to deploy his army to put down the rebellion. They accordingly urged Wo Bushi
the new governor, confirm Yi Bingshou’s “misconduct,” despite Yi Bingshou’s father
entreaties. The word choices in this record indicate that the charge against Y1, dereliction of
duty, amounted to treason, but Wo Bushi corroborating his father claim, reported back to the
emperor that Yi Bingshou made several formal request for reinforcement, but was rejected each
time by the military governor. **

Although the court accused Yi Bingshou’s father of distorting the facts, it did not press
charges. The case was no doubt mentally devastating for a 78-years-old man who saw that his
son was about to be exiled.* In any case, the difficulties thus experienced may very well have
led Yi Bingshou to warn people, in his later calligraphy, to employ “cautious speech.”

When Emperor Jiaqing reflected on this incident in 1833, 30 years after the rebellion, he
remarked that this case involved a series of bureaucratic concealments and considerable

corruption .** He not only denounced Jiging’s and Hu Tuli’s dereliction of duty, as one would

32 Emperor Jiaging’s period Archives, see Appendix I1
3 Yi Chaodong died in one year after this incident.
3 Emperor Jiaqing’s period Archives, see Appendix II
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expected, but also he condemned Yi Bingshou for not reporting his superior’s crime to the
central government. Yi Bingshou was fortunate be pardoned and exonerated in 1807 since he
had not been entirely blameless.

In addition, he composed several poems to illustrate his disappointment at Huizhou: “ It
breaks my heart to see this place where forthright honesty and moral rectitude died; I submitted
my frank and beneficial proposals [at Huizhou]... My aim was to serve the emperor, but all I'm
left with are tears!”** Another poem is more specific: “Every time I return to Huizhou, I can’t
bear to look back. Some folks from Huizhou came to visit me yesterday, and said they missed
me as they would miss their mothers. I am not making this up. Then they addressed me “father,
would that you would always exhort us to speak in the public interest.” *® The tone of both
poems highlights his disappointment. Therefore, Yi Bingshou felt impacted by the series of
events that happened in Huizhou.

I am inclined to believe that this event was a turning point in Yi Bingshou’s life. He
fought in a local rebellion, failed to suppress the enemy, offended his superior, was discharged
from his post, and finally pardoned by the emperor. After all of this, it is not surprising that he
would start to produce calligraphy and focus on themes such as speech suppression and cautious

speech.

3 Yi Bingshou, Liu Chun Cao Tang, vol.2 , 21
% vi Bingshou, Liu Chun Cao Tang, vol.2 , 29
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Works with Speech Suppression Themes

Yi Bingshou wrote and edited the Liu Chun Cao Tang poem collection B3 &FE & 5FED
near the end of his life. In several of his poems describe episodes of political sabotage
suppression of speech, for example The Nostalgia to the Past ®Ee1 A HE. The first of the
subpoems addresses a prominent figure of the Han dynasty:

There was a young man from Luoyang whose talent was recognized by the

Emperor. The record says that he could work well with the ministers from Chu. He

was an exceptional prodigy! When he sent his advice to the court, his policy

documents were neglected, despite his tears and entreaties. In the end, how should
his advice become policy with two noblemen close to the throne blocking it? *’

The protagonist, Jiayi & s8 was a talented man who was preventing from sending his
proposal unable to send his proposals to the higher court because of the interference of the
“Jiangguan #%8>. “§%#” here specifically refers to two noblemen of the Han dynasty: Zhoubo
and Guanyin. Because these two figures, unjustly stand between the protagonist and the
emperor, it seems likely that Y1 Bingshou is referring to himself and his difficulties with Sun
Quanmou and Jiging.

Political sabotage is a vague term that usually points to speech suppression or power
struggle. So a poem address the theme of political sabotage, we have to wonder whether the
poet is actually addressing about his own freedom of speech. It may help to explain why Yi

Bingshou wrote several poems about the concept of “cautious speech.” He even formalized this

concept as a family motto so his descendants would remember it.

37Yi Bingshou, Liu Chun Cao Tang, vol.1, 29
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“Cautious Speech” and Outspokenness

Some of Yi Bingshou’s assertions and teachings are contradictory. There is sufficient
evidence to show that he was outspoken yet cautious in his speech and writing. What inferences
can be drawn from these “cautious speech” mottos?

In the Draft History of Qing account of 1805 rebellion, Yi Bingshou’s outspokenness is

referred to three times within a short text.3®

Consider Yi Bingshou’s choice of words as he
argues with Sun; 1) if we delay the reinforcement, the people will suffer more!” 2) If we
recklessly send troops and are outnumbered, everything will be too late!”*° His blunt attitude
was not lost on his superiors, according to the Drafi History of Qing, nor was the resentment &
¥ he expressed at their apparent incompetence.

On the other hand, When Y1 Bingshou later wrote mottos about “cautious speech,” he
would go so far as to make calligraphic works for public display. The concept of “cautious
speaking” can be traced in Confucius Analects, but various sources show that it was not favored
by many intellectuals. Su Shi was an outspoken figure even after he was exiled during the
Yuanyou purge. He famously said of outspokenness:

"Words arise in the heart and erupt into the mouth. If you spit them
out you might offend someone, but if you swallow them you will
surely offend yourself. I've always thought it better to offend
others, and so I have always spat them out.” *°
Yi Bingshou knew and admired this text and one point in his life, and he was himself equally

outspoken. In the aftermath of the 1806 rebellion and his exoneration by the emperor, however,

his tone would change:

% Draft History of Qing, vol. 265, Yi Bingshou’s Zhuan (51E_BN+H)
% Draft History of Qing, vol 265
% Su Shi, Si Tang Ji BE 1
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Whenever [I] say something inappropriate, I end up regretting it.

The principle of “speaking cautiously” not only applies to public

spaces, but also private spaces.*' (Figure 17)
In this passage Y1 Bingshou pauses to reflect after making an inappropriate statement. The
theme of “cautious speech” 25 is thereby articulated.

The same is true of a tablet that reads: “reflect on yourself and speak cautiously” & 518
=" (Figure 18) Yi Bingshou offered this tablet as a gift for an elder called Xiong at his
seventieth birthday, and it was produced is 1811. This piece of writing is obviously formal since
he listed all his governmental titles in this tablet on the right, and he uses standard running script
instead of his signature clerical script.

There are two possible explanations for his commitment to “cautious speech”: fear of
demotion or deliberate irony. The Reflect on Yourself and Speak Cautiously tablet consists of
four big characters, decorated in gold, and written in the standard “official” running script,
which suggests a double measure of respect--in terms of both meaning and style. One possible
explanation is that Yi Bingshou was indeed attempting to flatter an elder in an especially
dignified manner. On the other hand, it is possible that the heavy-handed obsequiousness in
play here indicates the possibility that Yi Bingshou is speaking ironically (and, in effect,
disrespectfully ). The instability of meaning is produced to a certain extent by the contradictory
nature, when considered together, of all his poems and teachings. It may be true that he admired
Su Shi and his outspokenness early in his career, and that he would become more respectful

after having been exonerated by the emperor in 1806. We do not, however, know when these

poems were written. Which points to the other possibility, which is that his “outspoken” and his

41 Yi Bingshou, Yi Bingshou Calligraphic Collection, Xi Ling , 54 Note: The date of this specific writing cannot
be traced, but it is very likely that Yi Bingshou wrote this after having some arguments within the household.
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“cautious” texts were chronologically interspersed during his lifetime. This would suggest that
every time he promoted the concept of “cautious speech” he actually meant the opposite, an
ironic form of communication that would have been recognized by his fellow intellectuals.
Regardless of the unanswerable question about meaning and intent, we are dealing in Yi

Bingshou with a calligraphy who like Su Shi before him understood a calligrapher is more than
a craftsman and clerk. In this following undated poem he clearly exhort justice and
outspokenness:

Even though I left [this place], how could I forget [the event]. | remember

everyone I have met here and everything I have encountered. This event

[probably Chen’s rebellion] is about Justice! It is not enough to limit these

feelings in publications, Only Justice knows my true feelings, and only Justice

can bear my rage.*
According to Yi Bingshou and Su Shi’s definition. A true calligrapher must be an intellectual, a

virtuous man who were capable of writing beautiful calligraphies. And yes, Yi is definitly a true

calligrapher.

“2Yi Bingshou, Liu Chun Cao Tang, vol.2, 29
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Conclusion

A poet might refine his rhetoric more than a thousand times to make his poem perfect.
Similarly, a calligrapher might practice his brushstrokes for more than a thousand times to make
his calligraphy idiosyncratic. My discussion of Yi Bingshou and his calligraphy makes clear
that Qing dynasty calligraphers had a distinct stylistic and ideological differences compared to
Tang and Song calligraphers.

I have argued four basic points in this essay. First, that the imperial collection (and other
external circumstances) shaped the broader calligraphic context in which Yi Bingshou worked.
Second, that there were tangible connections between the aesthetic taste and beliefs of Yi
Bingshou and Su Shi. Third, that Yi Bingshou’s experiments in seal script and clerical script
were based on his adaptation of ancient styles, which allowed him to communicate in different
formal “voices” in his personal and public projects. Finally, through close analyses of primary
resources and of Yi Bingshou’s political situation, I offered an explanation as to why he
composed calligraphy and poems on the themes of speech suppression and cautious speaking.

There are multiple limitations of my research. First, [ have not had the chance to see Yi
Bingshou’s work in person, and most of the images of the calligraphy come from the Yi
Bingshou’s Calligraphy Collection published by Xiling Press in Hangzhou. Second, Yi
Bingshou often did not date his his calligraphy, which makes it almost impossible to confirm
whether the poems are referencing specific events in his life. Therefore, I assume that Yi

Bingshou wrote those speech suppression poems after he experienced a series of political
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setbacks. Even so, I hope I have offered useful insights into Yi Bingshou’s life and work, while

also rehearsing new methodological directions for the history of Chinese calligraphy.
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Appendix II

Author’s Classical Chinese Translations

Draft History of Qing, Vol 265 (FME_BR+ 1)

FERER FEH BEEILA HE£+IEL1 &ﬂ%I% E%%on
B=% HAERBEMIFN, H
AEBUEREZZ. ZEFHM.

[Y1 Bingshou] inquired about the suffering of the people and eliminated excessive and
unfair regulations. In applying the law, he did not spare powerful families and
demonstrated thorough knowledge of the statute. The senior clerks often tried to pass
heavy punishments on people, but in many cases Yi Bingshou, the magistrate, enact
lenient sentences.

=L ERBEHYPE RRRAW BEHREEtABZ, \F BREREARKAE.
REZREETRE, RENDERECTERARIEER, BEX, SREEAFRY
K BEEBRBERES FE REEHZ. FREE: FERE EZ%@
@EOJ%ET%E F=BA, ZEER: EEE. 8=

“The best move is to send three or four men to scout the enemy. If we recklessly send

"’

troops and are outnumbered, everything will be too late!
ignored him.
THERXRE=ZFAE, FHUE BAER. FREUMEEZBEE, TRSE
BES, KR ﬁ%iTﬁ HIFEESEDh, KSEHEHME A/EM. X
RIE®, E%-ﬁ%ﬁﬁ, ERBEEEZR, BELUKEHEE dereliction of duty iR . &
FREEAMERMN, IREBETAGFFERRE, LB BHREE RERE, #m™
A, RGN

The Military Commender

Yi Bingshou’s Calligraphy Collectiont, {FRIRE EFE iE

THIMAERT, REEREER, MARERIME 2ORRAFZE Page 133
The honest and outspoken yet isolated official during the Yuanyou period wrote the
“cold food festival poem”.When I imitate the calligraphy, it often reminds me of the
time when I was prohibited to write. Why do I have to discuss the quality of the
calligraphy from the standpoint of its artistic values? Justice lies between the people and
heaven, and it is not bounded by any restrictions.

—ExRAARE ESTHKXE BEHREAEHZE Page 54
Whenever [I] say something inappropriate, I end up regretting it. The principle of
“speaking cautiously” not only applies to public spaces, but also private spaces.
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ESFEZY, BENTHEBRAR, HEFHMIYRE WEHAIREGTEGERR,
HERITF, Page 138
[Collecting] paintings and calligraphies are superficial hobbies. Overly indulge in these
“things” is like indulging in music and sex. Therefore past scholars quit “playing” these
“things” that could corrupt one’s aspiration. Art collector should be humble and
moderate. If one is benevolent, then one may collect these things. Otherwise, do not be a
hypocritical [ostentatious] collector.

Yi Bingshou, Liu Chun Cao Tang B &E = ;5§

BT RE, SAfAER, NEFXK EBEERH LFEEER THBEXE
'T’E’A%ﬂ-ﬁ‘ﬁ, HEABREIEZLL,

Even though I left [this place], how could I forget [the event]. I remember everyone I

have met here and everything I have encountered. This event [Chen’s rebellion] is

about Justice! It is not enough to limit these feelings in publications, Only Justice

knows my true feelings, and only Justice can bear my rage.

HKEWE, RXFEZA, BELEN THERSE, BEAKAZR BRoRMNE
FEHER. AREHHEOLXTE,

“Every time I return to Huizhou, I can’t bear to look back. Some folks from Huizhou

came to visit me yesterday, and said they missed me as they would miss their mothers. I

am not making this up. Then they addressed me “father, would that you would always

exhort us to speak in the public interest.”

BEHAHLK, XERER.. BERXTF, HEAEIEH

It breaks my heart to see this place where forthright honesty and moral rectitude died; I
submitted my frank and beneficial proposals [at Huizhou]... My aim was to serve the
emperor, but all I'm left with are tears”

BIEEFLD, EXEERM, E5ZEG, TEXTH WERBA, BRLEBH
. BUREREX, RSER, BKD

There was a young man from Luoyang whose talent was recognized by the

Emperor. The record says that he could work well with the ministers from Chu.

He was an exceptional prodigy! When he sent his advice to the court, his

policy documents were neglected, despite his tears and entreaties. In the end,

how should his advice become policy with two noblemen close to the throne

blocking it?
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Emperor Jiaqing’s period Archives ;F3R3x = KEASK%  (Online database)

General Report on Boluo rebelhon

Summary :Yi Bingshou’s father Yi Chaodong was accused for exaggerating the
facts and sending biased information to the central government.
ZREATER. EFPEGYER. FFERIREEMMAN. TEE£/\A
N, THBZEERFESRAZE, CHESTLENRERRERRE. &
EEDHRER, WRBNHEE, BRFEERRREARNE, SLEHES
. FFERSH, BEERBAKE. BHARBELRER. RIRRER
HZE, XEEWEZILET A, T%hhiT MEEEREWHAERL, &
BTIHE, DRER, ERILFEEREFEERNERE. HEXRFR, 21
. BRIRFET ., MRBEHRUEE. METHQEHMEhﬁo§f$E
Wi, RRREEFEMR. BATHFE, ReFERK. #r8R. FEH
ZHIEEMEEEZZREMER. MRBHERER. REBWEZEL
. WRREHETREXRFE, BEH4RNERES, EREF——5ERER
NEE, REEFTE, BENERERRGRLELE L. BLNARRER
WET, BIN—ETE, —EiEXEFE, FREEAFRE. FBEEULE
2%, RESRTH,. SRTIBEFL.,. AABNK. DTHRiERE, BELS
%Eﬁo#iﬁﬁouﬁﬁﬁﬁli REHN, DHRFE, BEFRF, It
IifﬂﬂT%ZH REGHE, LEBLING Zﬁ Eﬁ%oﬂ%

E@Eﬁ;&£EE%Z§ZlgMgmm—_ﬁEZ@oEﬁ%Eﬁ =R
BAT. SRS, AN, SAXALR, BUAKARS. FHL

=3 EHRITAE. ERRIEEN, HTEREZS
%EE&EExmﬁZ% %%ﬁmu% TBERERAH, ERFRXEXR
Aoﬁmﬁxoﬁﬁﬁﬁﬁﬂsmwﬁi ﬁﬁﬁﬂTﬁﬂﬁznsiﬂﬁ

2B, EXEBRHSELBRIE,. EMEemBerRng. FEHEE.,
mﬁ%&?Eﬁﬂ%Z%oﬁ#%ETﬁ HRFEGRERE, IREHFER
B, HEEEAR., FREVLLFEER, ENMRRERXEFEE®RA, BT
BEE, BB, %ﬁﬁiTﬁMﬁEom%mg SLEFL, e
B, EXHL, BEXAERETRE-ILZ2ZELER. HEZE ﬁﬁﬁmF
sk,
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Emperor Jiaqing’s period Archives (Online database)

Emperor Jiaqing, Reflection on Boluo rebellion

ZE, WNE., BB RESEFENER, MEXNZFTTFR, BT
B, RZEHMAF. kEAER. EEMER. FZEHRBEMEERT, X
BRETIRA, REMIK, HERE. ENEARREENETEKZ, FHE
R, URLILMERTFESE, DLFPHW, 95K, HEL. &R
&, RUMERENE, EXRE, ZETRFEAER. ERXFHSE,
HERFEENINSE, HFEETWNAIEK, HAZTHERN, BERER,
FEARIER, RUURRE, HELBERE. AMoXdik,. KEASE
AR, ERBBRER, EUFRAEFARE. BEAR, ERBITED.
MNEZRBHEANB, REmB2T, ERZR. NABERE——EM. B
X7m2E, HEKE, REAE+ZH. N27BR=EY, TRMITEEMARLLA
T, SERFEEL, MEKR. BEL, ZBEATFHM, EEKEHET, ™
UIEE, FZARBERS, LUERE, WSELLERFEHRoKRZE, 3
BEHEXRTFIE, REKBEMNERN, REFT. XFHMAILR, MAZH, B
Az¥, BRRBEIE, HRLKEZEDLE, ENE—UIEHN, BN
B, BREETI AR, RRIKERKE, HAEA. BEFTED, —£KH
M, IRIESEFRE, AT EBARZERER ETD, SHRELRM. BITEE
BZ2A- . AARSELIILHIR—F, MEXEM. ERFE. EFFR,
EHAEHEE, BHTE, SELLVEZR, mERMUERREFEMD
WS, HEFF, REME. HFT/NDEATE, DEELERE, FEERRE
ERRANBEE, ENMAFENE R, REMLETF, FFZ 11
2., EX5R, EPREARR. THEERER, F1THBHR. SE™mMY
fb. BERFER, EEXEMLE, FTEMES, HFZELRFRE)
FH. BEEE, XEEXEN, EARERWNT, HRBMNL, REK
X, FTBREEMN, ZEERRILBEMZEEE, FAXHITES, TRTH
BE, BEWZHTIRA., AXAEFEZEEMRRZE. ESXRIEE. A
EE2H, XMMEFRARE, OETEML. EZEERLRAEWER, FE
IWRBARE. FIrR2EFEN, BELEZHETIRA, LIEN X 8 FLHITE
NEBE, XEHEB, NEZR, FHZEZREWER, XHEFHER,
HIK. B4, TRERERER, RKZEN, BERE., ERKE, HF
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Appendix. III Image

Figure 1. Yi Bingshou, Sui Xing Cao Tang 4 E =, Ink on Paper, 1815

Figure 2. Hutu Li, Military report, Example of Guange script, Ink on Paper, 1806
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Figure 3, Zhang Zhao, Imitation of Mi Fu’s script Cao Zhi’s poem, Ink on Paper

50



ol o ) st a o e
| DT D 2w L

w u.@w_ré ..?M»z/m. ﬁ%iﬁn&?&iﬂﬁﬁﬁmf




Figure 5.0, Yi Bingshou’s Scholarly Rock , “Descending Goose Peak”, Scholarly Limestone
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Figure 6 Imperial Collection, Rocks from Lake Tai, Beihai Park, China
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Figure 7 Imperial Collection, Jade miniature mountain with figure of arhat , undated
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Figure 8 Yi Bingshou, Essay on the Qin dynasty Standard Script, Ink on Paper, undated
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Figure 9 Wang Xizhi, “Preface to the Poems Collected from the Orchid Pavilion, Ink on Paper,

Tang dynasty copies

Figure 10 Yi Bingshou, Copies of Preface to the Poems Collected from the Orchid Pavilion, Ink

on Paper, Undated
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Figure 11.0 Original Zhanggqian stele stone, Stone Rubbings, Image edited by the author,186 CE
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Figure 12.0 Original Hengfang Stele, Stone Rubbings ,Stone Rubbings, 168 CE

Figure 12.1 Yi Bingshou, Copies of Hengfang Stele, undated
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Figure 13.0 Liu Qijin, Collection of Su Shi’s Script and written in Su Shi’s text, Photo,1991
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Figure 13.1 Yi Bingshou, Su Shi’s Memorial to Wang Zhaoyun, Photo 1801

KL FERRR

0t TR — A1 5

Je R15 $ - ~$aBTE

| g ;}qﬁzzﬁ 2P W EE A

| S mses ﬁ*f%mﬁﬂ%aﬁ

w ESF Rl BB 3 S L’L%_F

ARELRE LT E

ST  B°EAXLH S8 &

e RSB FE ?2}5
T SX#ER=5
(RME BELEAF
, Je Bt S
SRR P =2k
BELR
BIAC S o (X
EE BT =%

59



 pDEK={T 7B
R+




PR ESY
2R LB R
T I= 5 C
==5 = Siii o
SR ITEE
&8 BB BGEM



Figure 16 Yi Bingshou,Running script on a Fan, Ink on Paper , undated
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Figure 17, Yi Bingshou, Running script Hanging Scroll, Ink on Paper , P54, undated
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