QIANSHEN BAI

Calligraphy for Negotiating Everyday
Life: The Case of Fu Shan (1607-1684)

he focus of art history in recent decades has shifted from aesthetics,

period style, individual style, and connoisseurship to the social histo-
ry of art. This is a significant shift, and not only has it cansed old interpre-
tations to be reexamined critically, but it has also incorporated previcushy
neglected areas into scholarly agendas. Previously, studies of Chinese paint-
ing were heavily influenced by Chinese literati theories of art and criti-
cism, reinforced by the West's enthusiasm during this century for
expressionism. In contrast to the strong, long-standing scholarly interest in
literati art, until lately there has been almost no interest in artists of lower
social background, conventionally categorized as “professional artists.” As
art historians have revisited Chinese art and adopted a wider outlook, how-
ever, the artistic accomplishments, lives, and historical contributions of these
“professional” artists have received greater attention.! Meanwhile, recent
studies of patronage have introduced an economic dimension into our un-
derstanding of literati art, taking up such topics as paintings as gifts, ex-
change of favors, and the lives and creative techniques of literati and
professional painters in traditional China.?

Up to now, the new trend has focused on the social status of artists and
collectors and the relationship of status in the production and transaction of

I THANE Celia Carrington Riely, who read this paper meticulously and offered invaluable
suggestions for revision. [ am grateful to Richard Barahart for his invitation to a colloquivm
series at Yale University in February of 199y, where parl of this article was first presented,
and to Patricia Ebrey, who encouraged development of the article for the sympesium “Visu-
al Dimenstons of Chinese Culture” at the Institute of Advanced Study, March, 1ggg. My
thanks alse go to Weigang Chen, Elizabeth ten Grotenhuis, Sylvan Barnet, and, as always,
Maithew Flannery for offering constructive comments and discussion.

1 See Richard Barnhart's Painters of the Great Ming: The Imperial Court and the Zhe School,
with essays by Mary Ann Rogers and Richard Stanley Baker {Dallas: Dallas Art Museum, 1G94).

2 The pioneering research on this was James Cahill's The Painter's Practice: How Artisis Lived
and Worked in Traditional Ching (New York: Columbia U.P., 1gg4). A recent valuable contri-
bution is Gong Jisui's unpublished manuscript “On Gift Painting.” Both Cahill and Gong
seek to identify general patterns {Cahill drawing on examples from the Song to the Qing, Gang
going up W the modem age}, but neither gives a thorough historical study of a single period.
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art.? Countering art history’s traditional idealization of literati art as purely
an art of self-amusement and expression, the new art history has empha-
sized the “professional status” of many “amateur” artists and sought to un-
cover the practical and economic motivations behind their art in order to
establish a more realistic view of Chinese art as against “partial or decep-
tive visions.™

This effort is admirable, yet as exploration of the professional status of
so-called literati artists moves forward one is compelled to ask whether
there are significant differences between the literati and the professionals,
besides the fact that education made it possible for the literati to inscribe
essays and poems on their art. Did the literati live and work differently
from “professional” artists? If so, were transactions for literati art works
conducted differently? And if such transactions were conducted different-
ly, what were the major causes of this?

This article attempts to answer such questions by presenting a detailed
case study of the seventeenth-century artist Fu Shan {#ill (zi Qingzhu FE),
an accomplished calligrapher, painter, and seal carver, although I concen-
trate chiefly on the role calligraphy played in his everyday life. The pur-
pose of this focus is multifold. For centuries, calligraphy has been regarded
as one of the most important achievements in Chinese art. Because it was
mainly practiced, collected, and appreciated by the elite, it has been de-
fined by art historians as the “art of the elite.”” A calligrapher is obliged 1o
follow the sequence of strokes, characters, and lines that constitute writing,
and the flow of his brush sketches a sequential path that has a temporal
dimension akin to that of music. Because calligraphy is non-representa-
tional, and because it is seen as a spontaneous product of hand, mind, and
feeling, it has long been viewed and praised by art critics and scholars as
xinkua LB, “traces of the mind.” Thus, while students of Chinese art his-
tory have spared no effort in studying the practical aspects of painting,
little attention has been paid to equivalent questions in the study of callig-
raphy. Further, even as cultural historians endeavor to investigate the ev-

3 Two recently published articles in 4r! Bulletin reflect the trend: Anne Burkus-Chasson,
“Elegant or Common? Chen Hongshou's Birthday Presentation Pictures and His Profession-
al Status,” Arf Bubletin 36.2 (t9g4), pp. 279—300; Kathlyn Maurean Liscomb, “Social Status
and Art Collecting: The Collections of Shen Zhou and Wang Zhen,” Art Bulletin 78.1 {1996),
pp- 111-56.

4 Cahill, Pairter’s Practice, p. 2.

s Lothar Ledderose, *Chinese Calligraphy: Art of the Elite,” in Irving Lavin, ed., World
Art: Theme of Unity in Diversity, Acts of the z5th International Congress of the Histery of Art
(University Park: Pennsylvania State U.P., 198g] 2, pp. 291-04.
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eryday life of commoners,® the everyday life of the otherwise much-stud-
ied elite has been sirangely neglected,

This article looks at both domains through Fu Shan, a member of the
cultural elite who used his calligraphy in dealing with the problems of ev-
eryday life. Calligraphy was used, for example, to repay favors (as, for in-
stance, the securing of a tax remission), to barter for food, to help settle a
legal dispute, and to assist in establishing and maintaining a social net-
work. Fu Shan left numerous letters and notes concerning his use of callig-
raphy in an everyday context — documents that survived due mainly to the
desirability of his calligraphy from the viewpoint of collectors. The surviv-
al of an artist’s everyday letters in such great number is extremely rare in
Chinese art history. These materials enable us to reconstruct Fu Shan’s life
in a detailed and substantiated manner. The following article shows, per-
haps for the first time, dimensions of Chinese calligraphy beyond artistic self-
expression, not previously discussed by Chinese or Western art historians.

While my study pursues the connections between the art of calligra-
phy and everyday pursuits, the theoretical implications go beyond just “ad-
justing our image of the Chinese artist.”” Born into a landed family with a
long scholar-official tradition, Fu Shan enjoyed an affluent life until the fall
of the Ming in 1644. But the Ming-Qing dynastic transition left him in dire
economic circumstances, and thereafter he was forced to live off his medi-
cal practice and sales of his art. Since much of his income was derived from
calligraphy, Fu Shan lived and worked as a professional artist. But an im-
portant fact should not be overlooked: late in the Ming, Fu Shan was al-
ready the foremost cultural figure in Shanxi province.® He was the possessor
of enormous cultural assets - what may be called “cultural capital,” to bor-
row Bourdieu’s term.? Most intriguing is that, while his political and eco-
nomic situation was seriously damaged in the Manchu takeover, Fu Shan’s

4 See Michel de Certeau, The Practice of Everyday Life, trans. Steven Rendall (Berkeley: U.
of California P., 1984}, p. ix.
7 This phrase refers to the title of chap. r of Cahill, Painter's Fractice.

% A brief biography of Fu Shan is in Arthur W. Hummel, ed., Eminent Chinese of the Ch’ing
Period (1644-1g12) (Washington D.C.: United States Government Printing Office, 1944),
pp. 260-62, See also Hao Shuhou M 1%, Fiu Shan zhuan 1117¥ {Taiyuan: Shanxi jiaoyu
chubanshe, 1985); Wei Zongyu BIT &, Fu Shan pingzhuan #8157 (Nanjing: Nanjing dax-
ue chubanshe, 19g5); Lin Peng #88, Danya shulun }HE Ei# (Taiyuan: Shanxi renmin chu-
banshe, 198g); Min-Shin bunjin kenkytkai #1#5 X ABFA &, ed., Fie Zen ML {Tokyo: Geijutsu
shinbunsha, 1gg4); Uchiyama Kan P ILUE, ed., Fu Zen no shoho |1 ># i (Tokyo: Nigen-
sha, 1gy4}; Qianshen Bai, “Fu Shan (1607-1684) and the Transformation of Chinese Callig-
raphy in the Seventeenth Century,” {Ph.D. diss., Yale University, 1996}.

9 Pierre Bourdieu, Distinction: A Sacial Critique of the Judgement of Taste, Richard Nice, trans.
(Cambridge, Mass.: Harvard U.P,, 1984}, p. 12.
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cultural reputation continued to rise. From this we may conclude that cul-
tural capital, in addition to having its own logic of accumulation and oper-
ation, is, to a degree, independent of political and economic power.

The significance of Fu Shan’s case lies in two things: first, his celebrity
status gave him tremendous cultural capital, and, second, he was keenly
aware of this resource and constantly drew on it when negotiating his way
through a path strewn with everyday problems. The cultural capital in fact
made it possible for Fu Shan to play an active and even manipulative role
when interacting with his public. The relationship between Fu Shan as art-
ist and his socially diverse public is so complicated that it cannot be appro-
priately explained by reference to the conventional artist-patron framework,
which typically assumes that the patron plays a highly influential and often
dominant role in art making. We see, below, that a contrary situation is pre-
sented in the case of Fu Shan, where the artist was often the arbiter of taste.

ESTABLISHING CULTURAL CELEBRITY:
FU SHAN’S LIFE DURING THE LATE-MING PERIOD

Fu Shan was born in 1607 in Yangqu [Bf, a county near the city of
Taiyuan AXJ&, Shanxi province. For generations the Fu family maintained
a strong commitment to education, but it achieved the pinnacle of success
- a kinsman’s passing the national civil service examination — only when
Fu Shan’s grandfather Fu Lin {#%% obtained the jinshi degree in 1562. Two
of Fu Lin’s brothers were also successful in the civil service examinations:
Fu Zhen {2 became a jurenin 1561 and Fu Pei 8% a jinshi in 1577.
During the Ming dynasty, Shanxi was culturally somewhat backward: only
5.6 percent of the total number of jinshi degrees awarded in the Ming peri-
od went to natives of Shanxi, a percentage far lower than that for Nan Zhili
(the Southern Metropolitan Region} and Zhejiang.'® Thus, the Fu family’s
three degrees — two jinshi and one juren — and the official careers these
three brothers pursued must have brought them disproportionate power
and prestige, and thus enabled Fu Shan to marry a daughter of Zhang Pan
sR¥¥ ( jinshi 1586), a senior government official, even though Fu Shan’s
father was not a degree holder.!!

10 Wang Shangyi E# #% and Xu Hongping f% %, “Song Yuan Ming Qing shiqi Shanxi
wenren di dili fenbu ji wenhua fazhan tedian” 5785 (565 HA L 78 3 A ByHhER O T2 S0 1L 5
BEYF R, Shansi daxue suebao |UIFE A PEH (1983.9), p. 40.

11 Although twe of Fu Shan’s uncles became juren in the Wanli (1573-1619) and Tiangqi

{1621-1627) reigns, Fu Shan's father did not participate in the examination, but remained at
home to fulfill filial duties, working meanwhile as a private tutor.
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Yuan Jixian R {zi Yuanshan Z(ll; d. 1646}, a scholar-official who
enjoyed a national reputation, came to Shanxi in 1634 as commissioner of
education. In 1646 he reestablished the Sanli Academy =3I &Rz, once an
important school in the province, and Fu Shan enrolled. The Sanli Acade-
my was soon influential in the political and cultural life of Shanxi, and had
a profound influence on the rest of Fu Shan’s life. The Academy gathered
together some of the most promising young men of the province, many of
whom became Fu Shan’s lifelong friends. Fu Shan’s talent soon won him a
high reputation, and he was ranked by Yuan as the best student.

In the very year he reestablished the Academy, Yuan Jixian was ac-
cused of taking bribes. He was arrested and sent to Beijing for interroga-
tion. Having heard that Yuan Jixian was in trouble, Fu Shanr and his close
friend Xue Zongzhou B#57F (d. 1649) urged the students of the Sanli Acad-
emy to sign a petition asking for Yuan’s release. Led by Fu and Xue, the
Shanxi students marched to Beijing. The petition was snccessful. Yuan Ji-
xian was retried and found not guilty, Fu Shan’s and Xue Zongzhou's cour-
age in rescuing Yuan Jixian earned them a name among scholars and officials
in Beijing. At the request of Yuan Jixian, a senior official, Ma Shiqi 51 3F
(1584~1644), wrote an essay entitled “Record of Two Righteous Scholars
from the Right Side of Mount [Taihang],“ which helped to establish Fu’s
reputation as a Shanxi leader.

In 1642 Fu Shan failed the civil service examination at the provincial
level. This failure put the social advancement of Fu’s family at risk. To Fu
Shan’s way of thinking, however, it was not a disaster. He had long since
been devoting attention to religious texts {subjects useless for the civil ser-
vice examinations), and we may deduce that he paid less than full attention
to the examination and the abstruse knowledge it required.’? Underlining
the gap between personal accomplishment and examination results, Fu Shan,
assisted by his son Fu Mei 85 (1628-1684), completed a work titled Liang
Hanshu xingming yun RS & #2488 (Fgures in the History of the Former Han
and the History of the Later Han [Arranged by] Surname Rhymes) in the same
month that he failed the civil service examination. Their reference work
made an inventory of persons named in the two meost famous histories of
the Han dynasty (206 Bc— 220 AD), used even today for research on the Han.

Throughout his life Fu Shan continued his scholarly pursuits. Although

12 Many leading intellectnals of the late-Ming understood that the greatest defect of the
examination system was that success required not real knowledge but the memorization of
model essays and passages from the classics. See Willard Peterson, Bilter Gourd: Fang F-chik
and the Fmpetus for Intellectual Change in the 165305 (New Haven: Yale U.P., 1979), pp. 44-63.
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he did not achieve “accomplishment and fame %" through the state ex-
amination, he believed that his writings would make his fame everlasting.'*
Fu Shan was already regarded as an accomplished calligrapher and painter
before the fall of the Ming dynasty. He was also admired for his own skill
in connoisseurship and his works were sought by Shanxi collectors early in
the 1650s, when he was still only in his twenties.'* In sum, though Fu Shan
was not a high degree holder and government official, by the end of the
Ming dynasty he had aiready established himself as a leading cultural and
intellectual figure in Shanxi through various political and cultural activi-
ties. His social status as a cultural celebrity proved to be a major symbolic
resource for his survival in the turbulent period of dynastic transition.

STRUGGLE FOR SURVIVAL: FU SHAN AND DAI TINGSHI

In 1644 the Ming dynasty fell to the Manchus, who were regarded by
the Chinese as aliens. Some Chinese died in either organized or personal
acts of resistance; others collaborated with the new regime, Those who
remained loyal to the Ming dynasty paid a tremendous price, both politi-
cally and economically, for their moral integrity. In the early days of the
dynastic transition, Fu Shan sold his real estate in Taiyuan and other places
and, accompanied by his mother {d. 1661}, his son Fu Mei, and his nephew
Fu Ren 817 {1638-1674), took refuge in Yuxian %%, Fenzhou 7,
and other places of relative safety in Shanxi, During this chaotic period, Fu
Shan also participated in various secret resistance activities, although the
attempt to restore the Ming proved futile.

Money from savings and real estate soon ran out. Fu Shan was forced
to find other ways to support the family. Around 1650 he and a few friends
tried to open a liquor shop but failed, partly because of the Manchu state’s
strict prohibition on fermenting alcohol in areas with severe grain shortag-
es.’® As a medical doctor, Fu Shan also earned money from the practice of

13 See the testament addressed to his two grandsons in 1684, before his death, which asks
them to collect his and Fu Mei's essays and poems, whether long writings or only jolttings of
a few words, in order to compile The Writings of the Fu Family from Shanxi. He claimed, It is
writing that can become immortal in this world, that can spread the spirit of the universe and
manifest the Essence of the Five Virtues™; Liu Guanwen B/& X et al,, eds., Fu Skan quanshu P
HiZ# (Taiyuan: Shanxi renmin chubanshe, 1gyz; hereafter cited as FSQF), vol. 1, p. 522.

14 Fu Shan, “Ti Song Yuan mingren huiji” HUA T A A REE, FSQS 1, p. 406.

15 This is mentioned in a letter to a friend, now kept in The Palace Museum collection in
Beijing. He also notes that he tried to obtain government permission to manufacture alcohol
through Wei Yiao $—%& {ca. 1620-1694), 2 government official with whom he was friend-
ly. This attempt appears to have been unsuccessful because it is entirely unmentioned in his
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medicine. Records confirm that he owned a small pharmacy in the city of
Taiyuan, run by his son Fu Mei, while Fu Shan lived in the suburbs. A
major source of income was calligraphy and painting, especially the former.
But Fu Shan was disappointed that he had to live off selling calligraphy. He
lamented his situation: “My family has been good at calligraphy for five or
six generations. But my ancestors never wrote calligraphy for a living. It is
1 who now suffer the burden of writing cailigraphy for income.”*

Though chagrined, Fu Shan was lucky to make his living this way. The
Ming-Qing dynastic transition had no revolutionary impact on Chinese
social structure and culture. Cultural tastes and patterns remained the same
among the Chinese social and political elite, who preserved their political
interests by cooperating with the Manchus or became government officials
through the new regime’s civil service examinations. At the local level in
Shanxi, the gentry and moneyed classes continued to be the major acquir-
ers of calligraphy. Though reluctant to make his living at calligraphy, Fu
Shan could find customers for his work without difficulty.

Not all members of the social elite in Shanxi experienced the same
economic misfortune as Fu Shan during the political transition. Dai Ting-
shi B (2f Fengzhong #&{® ; ca. 1623—1692), a young friend from a
scholar-official family in Qjxian $R#%, a county south of Taiyuan, presents
a different case. The friendship between Fu Shan and Dai Tingshi started
in the 1630s when both were students at the Sanli Academy. In his preface
to Fenglin yizhi Y4k —1{ (Branch from a Maple Forest), a collection of Dai’s
essays, Fu Shan describes their early acquaintance:

Fengzhong (Dai Tingshi) became a student of Yuan Yuanshan (Yuan Jix-

ian) in his early teens, and resolved that he would one day win recogni-

tion for moral integrity and literary talent. In the year bingzi (166), the
governor of Shanxi Wu Luyou LR (Wu Sheng B4% ., 1589- after

1644) and Master Yuan reestablished the Sanli Academy and selected

talented young men to study there, Fengzhong was popular among his

peers. He seldom yielded to other students, aside from requesting instruc-
tion from me. Because he was young and bright, I always gave him what

I thought was good advice.'”

later wrilings. With regard to the Manchu prohibition on alcohol production, see Fan Jinmin
&R, “Qingdai jinjiu jinqu di chubu yanjiu™ S {LEFSWITIET T, fiuzhou xuckan .
MEF 4.9 (19g1), pp. Bi—118. Although Fan’s article deals only with the Kangxi reign {1662
1722}, it is likely that the policy began in the Shunzhi reign (:643-1662) because north
China, including Shanxi province, suffered severe famines in this period, forcing the govern-
ment to grant frequent tax exemptions to affected areas.

16 FSQS 1, p. 864. 17 Ibid., p. 367.
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At the Sanhli Academy, Dai Tingshi gained immediate prestige from
the fact that both his grandfather and father were jinshi degree holders, a
rare occurrence in Shanxi. Dai probably felt superior to most of his class-
mates. But Fu Shan was some sixteen years older than Dai, and had estab-
lished himself as a leading figure in Shanxi cultural circles while Dai was
still a teenager. Hence Dai treated Fu Shan less as a classmate than as a
mentor. Elsewhere in the same preface, Fu mentions that Dai was willing
and eager to learn from him, and thus we can assume that Dai was proud of
the association and believed it would enhance his reputation.

Unlike his close friend Fu Shan, whose fortune was ruined by the dy-
nastic transition, Dai managed to keep his well-to-do family out of eco-
nomic trouble in the early years of Manchu conquest. The reasons were,
first, that Qixian seems not to have been seriously attacked by either Li
Zicheng’s & H ¥ rebel army or by the Manchus, leaving the Dai family
property relatively intact, and second, Tai's skill in business allowed a rap-
id accumulation of wealth after the devastation of war.

Dai’s economic resources allowed him to become the most important
art collector in early-Qing Shanxi. His cultural activities were not limited
to collecting art and antiques. Among the many publications he sponsored
were anthologies of poetry by the Shanxi literati and a collection of Fu
Shan’s calligraphy. In the Ming and Qing dynasties, while Shanxi mer-
chants were as successful and rich as merchants from Huizhoun, in Anhui
province, Shanxi merchants spent much less money on sponsoring cultural
enterprises than did their Anhui counterparts. This only emphasized Dai
Tingshi’s activities in collecting and cultural sponsorship, and made him
the sole Shanxi collector of that time to achieve national reputation.'®

Daij also provided economic support to friends in trouble. Many of Fu
Shan’s surviving letters to Dai reveal the economic dimension of their rela-
tionship. Gifts like food, vegetables, and fruit, were often mentioned in
letters, as, for example, the following: “The rice and dry melon arrived. I
am truly grateful for your kindness. Thank you.”?

Beginning in 1653, Fu Shan settled in a suburb of Taiyuan, where the
cost of living was higher than in most places in Shanxi, including Qixian.
To save his limited financial resources, Fu Shan carefully planned expen-
ditures. He frequently asked Dai Tingshi to send food from Qixian for his

18 Fu Shen's M discussion of early-Qing art collections lists Dai as the only Shanxi
native among important northern collectors; “Wang Duo ji Qingchu beifang jiancangjia® F

FER BV EREER, Duoyun £ T (19g1.1), pp. 73-586.
19 F5QS 1, p. 471,
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family. A few letters by Fu Shan survive concerning these matters (see fig-
gre 1). One, written around 1665, reads:

I heard that the prices of rice and wheat are considerably cheaper there
than here in the provincial capital (Taiyuan). I would like to bother you to
buy eight taels of rice and six taels of wheat to prepare for the coming
winter and spring. Money is ready. I did not give it to messenger Xu
becanse I was afraid that he would return alone [which was unsafe]. If you
are coming to the provincial capital as you said, 1 will give it to you in
person. If you are not, please ask messenger Xu to bring a letter to me,
and 1 will give him the money. I will pay for an ox cart to transport the

20

goods.

In most cases, when money was available, Fu Shan would pay Dai
Tingshi in cash when asking for help. But when he was short of money, he
would borrow money from Dai. About 1656, he wrote to Dai:

I went to the provincial capital yesterday. Originally I planned to see the
surveillance commissioner but had no proper gift {to present|. May I bother
you to buy tea and a fan on credit as gifts for him? I do not think I will be
able to see him today. When you see him, please give him my regards. At
present, I need money... . I am reluctant to impose on you, but I must ask
for your help. I have not yet decided on an amount, but my son Mei can
discuss this with you in person.”!

Fu Shan in fact asked Dai to provide a wide range of services. The fol-
lowing letters tell us more about the routine contacts between Fu Shan and
Dai Tingshi. In a letter written probably in the early 1670s, Fu Shan wrote:

I am going to realize the dream that [ have cherished for many years:
visiting Mt. Song and Mt. Shaoshi (in Henan). Now that [ am old and
weak, I want to fulfill this goal before my death. I wonld like to ask you to
lend me a horse. And when the time comes, [ also need a capable servant
to help me... . For travel expenses, I plan to collect enough money by
selling a few [examples of] calligraphy and paintings. Are there some foolish
people in your county who would buy them?*

2 FSOS 1, p. 476,

21 FS0S 1, p. 478. The commissioner was Yang Sisheng 158 % (1621-1663], a native of
Zhili province (modern Hebei) and a jinski of 1646. Yang was appointed as surveillance
commissioner of Shanxi in 1655 and subsequently became Fu Shan’s friend. In the fullowing
year, Yang was promoted to the post of provincial administrative commissioner of Henan.
Fu Shan and Dai Tingshi both kept in touch with him, and made plans to visit Yang in
Henan and bring him art works and antiques. Fu Shan wrote calligraphy and carved seals for
him; see Fu's letters to Dai, FSQS 1, pp. 476. 483, 499

22 F5QS 1. p. 477
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Among 150 or so surviving letters by Fu Shan, about seventy were
written to Dai Tingshi. Although those cited above are but a fraction of this
invaluable group of documents, they present a vivid picture of Dai’s rela-
tionship with Fu Shan, in particular Dai’s acting virtually as business man-
ager for Fu Shan in his family affairs.

Fu Shan paid cash to Dai for the requested goods. For other services,
Fu Shan repaid Dai with medical services to his family and with art works,
including calligraphy, paintings, and seals. Many of Fu Shan’s letters to
Dai bear witness to the exchanges of art work for mundane help. One reads:

I have made for you one painting, ten [works of] calligraphy of my poems

on gold-flecked paper, and four large hanging scrolls on Korean paper.

These more or less fulfill your request. I am having a messenger deliver

them te your office.??

Dai Tingshi may well have kept some, sold others, or used some as
gifts to strengthen his social network. This is evidenced by a beautiful al-
bum of paintings by Fu Shan and Fu Mei, now in a private collection. Dai
Tingshi's colophon states that, late in the summer of 1669 Shen Hanguang
A (1619-1677), a renowned literatus from Zhili province, met Dai
Tingshi in Taiyuan and asked him to purchase works by Fu Shan. Dai pre-
sented the album to Shen as a gift. Shen Hanguang was in fact also a friend
of Fu 8han, yet he did not buy the art work directly from the artist, but
through Dai Tingshi because Shen very likely knew that Dai was an agent
of Fu Shan. In traditional China, many art collectors were also dealers. In
the letter quoted above in the text, the works Fu Shan made at Dai’s re-
quest seem not to have been for Dai himself. It is likely that Dai commis-
sioned them, at least in part, for others. It is also reasonable to assume that
Dai may have received benefits from this art transaction.

Dai was a well-educated literatus, yet he relied heavily on Fu Shan’s
connoisseurship. As the foremost art connoisseur in Shanxi, Fu Shan served
as the chief and probably sole consultant to Dai Tingshi in building his
collection. A handscrol]l by the famous landscape painter Yan Wengui #%
W (active ca. g70—1030), purchased by Dai around 1645 and now in the
collection of the Osaka Municipal Museumn of Art, bears Fu Shan’s frontis-
piece of four seal-script characters, as well as a long colophon. In the colo-
phon, Fu Shan says that Dai Tingshi consulted him before buying it and

23 FSQS5 1, p. 472. Many sarviving letters to Dai contain similar messages, e. g., “Your
satin has been received, but I still do not have leisure to make use of it. When the ink is
ready, 1 shall shoulder my responsibility”; ibid., p. 477.
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that he encouraged Dai to pay a high price.
Letters by Fu Shan describe further the critical role Fu Shan played in
Dai Tingshi’s collecting activities. One of them reads:
None of the paintings by Mr. Wang is good. His painting did not improve
until the year xinyou. [t became better as he got older. These paintings
seem to have been made when he was just beginning to learn how to
paint. The small painting with towers and pavilions is not very good,
either. But it may, after all, be acceptable as a painting of old architecture,
so you can keep it.**

As we see here, Fu Shan gave Dai his straightforward opinion on what
to buy, what not to buy, and why.

Dwelling in Taiyuan, with a richer cultura] life than that of Qixian, Fu
Shan had more opportunities to see good antiques than did Dai, who usual-
ly remained in Qixian on business and was unable to come to Taiynan as
often as he wished. For this reason and as a trusted friend who understood
well Dai’s tastes and needs, Fu Shan occasionally bought antiques without
consultation. Fu Shan notified him of such a purchase in a letter: “I have
found a Xuande incense burner. The price is three taels of silver, fairly
cheap. I will send it to your office as soon as I get it. Since the owner now
has something else do to, I have not yet bought it.”%*

Because of Fu Shan’s reputation and skill, Dai often asked him to add
colophons to paintings in his collection. A letter to Dai from Fu reads:

...The paintings arrived... . I will keep them in my place for a few days
and give them to messenger Yang after inscribing them... . The painting
by Dong [Qichang] is fine. But the ink plum attributed to Chen [Jiru] is
fake 26

Because of their critical content and calligraphy, Fu Shan’s inscriptions
unquestionably increased the market and artistic value of such works.
The foregoing letters to Dai hint at the degree of economic interaction
between the two and at the extent to which it was bound up in social {and,
if we examine Fu’s letters to others, political) issues. In this web of interde-
pendence there was a subtle type of deal-making and negotiation. That is,
negetiation was implicit in the fabric of their dealings. In China, exchanges

24 FSQS 1, p. 483. 5 FSQS 1, p. 471,

2 F§QS 1, p. 476. Often, Fu Shan mentions that he wrote inscriptions and colophons for
Dai. For instance, “The painting has been inscribed, and I will send it off tomerrow morn-
ing... . The fan was given to messenger Kang. You can get the seal [I carved for you] from
my pharmacy”; FSQS 1, p. 476. Evidently Fu regularly added inscriptions and colophons to
works in Dai's collection.
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of art works, particularly, were imbedded in a wider web of transactions in
which negotiation was understood rather than explicit, thus restricting our
ability to quantify the specific terms of a deal. There was no need for such
specificity in Dai’s and Fu’s culture, yet for every action by one there should
have been a proportional, if not immediate, reaction by the other simply in
order to maintain social norms. Thus, a balancing of obligations and bene-
fits, although seldom stated in quantifiable terms, prevailed in most of the
dealings between these two individuals and among Chinese generally.

Describing a relationship between two descendants of Ming scholar-
officials like Dai and Fu, and their differing fortunes in the early part of the
Qing, leads to broader issues: first, how far-reaching were the uses of cal-
ligraphy in everyday life; and second, what was the nature of the relation-
ship between an artist and his audience?

CALLIGRAPHY FOR EVERYDAY LIFE:
A VARIETY OF USES FOR FU SHAN'S CALLIGRAPHY

The previous section showed some of the ways in which Fu Shan, an
artist from a family of scholar-officials, struggled to survive during the peri-
od of dynastic transition. Drawing on Fu Shan’s association with his close
friend Dai Tingshi, I provided examples of how calligraphy was used in
everyday life. But Fu Shan’s calligraphy was employed in yet other situa-
tions, such as personal gratitude and political protection.

Calligraphy quite often was used to express gratitude. In 1681, Fu Shan
spent several months at the residence of his friend Zhang Zhi 18 (z Yuan-
pei JCI#) in Pingding %, a small prefecture in eastern Shanxi. To ex-
press his appreciation, Fu Shan composed a poem and wrote it on a fan. In
a short intreductory note to the poem Fu wrote: “In the winter of the year
of xinyou (late 1681 or early 1682) I stayed at Mr. Zhang Yuanpei’s Yuli
Garden and returned home in the third month of the year of renxu (1682).
I write this fan to express my thanks.”” Fu Shan mentions in his poem that
Zhang was the grandson of his close friend Zhang Sanme 8= (zi Rikui
H#; 1585-1649), a senior official of the Ming dynasty from Pingding.
Zhang Zhi endeavored, by his hospitality, to maintain the earlier tie with
an important cultural figure. Fu Shan's fan was a repayment (in some part,
at least) for the favor of Zhang’s hospitality 28

2?7 FSQ85 1, p. 19y.

2% Whether or not Fu Shan made works of art for Zhang during his stay at Zhang's resi-
dence is unclear.
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As a leading literary figure, Fu Shan was often asked to compose, and
make calligraphic scrolls of, congratulatory essays for such occasions as the
birthdays of the sons and grandsons of friends. A long handscroll now in a
Japanese collection tells the following story. For many years Wang Daling
FE K% {zf Yuging §iF), a friend of Fu Shan, was not able to have a son {a
serious problem for a gentry family in traditional China). Finally, in 1667,
when Wang was fifty-two years old, his wife gave birth to a boy. Happy
and excited, Wang asked Fu Shan to write something for the occasion. Fu
Shan wrote eleven poems and an essay in the form of a handseroll? In a
social context, this action must either have paid off an obligation previous-
ly incurred by Fu Shan or created one on Wang’s part.

Exchanging calligraphy for food was also a common activity in Fu
Shan’s daily life. In a letter to someone named Quan, who was apparently
well-to-do, Fu Shan wrote that his family had run out of rice and that he
had copied the Classic of Filial Piety in small regular script to trade for twen-
ty to thirty pounds of rice from Quan.* Presumably Fu Shan and Quan
had made this kind of trade before, and both knew roughly the terms, oth-
erwise Fu Shan would not have written hastily without advance notice. In
the same letter, Fu Shan said that his trading calligraphy for rice would
make him a laughingstock in Daling X[ (another name for Wenshui 37K
county, near Taiyuan). Though Mr. Quan seems to have been an agent for
Fu Shan’s calligraphy in Daling, the trade between Fu Shan and Quan was
not monetary.®' It is, however, a clear instance of the use of art in a negoti-
ated exchange, a negotiation that, in this case, was immediate and explicit.

Trading calligraphy for assistance not only took place between Fu Shan
and wealthy individuals like Dai Tingshi; deals were also made with peo-
ple of relatively low social background, like the residents of Fu Shan’s vil-

lage. Fu Shan wrote a set of four quatrains of five characters per line that
recount a particular negotiation for his calligraphy. An introductory note
to the poems explains: “Mrs. Pang e A kindly made me a pair of new
shoes. I informally jotted down four peems to express my thanks. Then
Jinlang #E admitted they had planned from the beginning to use the shoes
to trade for my calligraphy.” In the poems, Fu Shan describes how happy

20 The poems are undated, but in an anthology of poems by Fu Shan’s friend Li ‘{indu E:2
P (1631~1692) one in particular is “Congratulating My Old Friend Wang.[glmﬁg‘.{u-
qing) on the Birth of His Son" {datable to t1667). See Li Yindu, Shougitang dlaq:.xmi.?-?%
(Kangxi edn.) 15, pp. 4a-b. Fu's eleven poems were very likely written at this time.

30 FSQS 1, pp- 495-97-

31 [ have found only cne specific request for silver — to his friend Wei, in a letter to him; see n. 35.
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he was to receive the new shoes and how well made they were.® It is un-
clear how Mrs. Pang and Jinlang were related. From the context, however,
Jinlang was probably Mr. Pang. It was Jinlang’s idea to exchange shoes for
Fu Shan’s calligraphy, something he admitted quite openly. It is unlikely
that Jinlang and Mrs. Pang were of high social background, although Jin-
lang may have been able to read. This exchange is also of interest because
both parties anticipated the exchange before its terms were made explicit;
only Jinlang’s frankness and Fu’s note permit us to know the history of an
exchange that would otherwise have remained private. This trade shows
the range of possible exchanges: if someone might have traded shoes for
calligraphy, why not socks or pants?

Calligraphy was useful in ways that would surprise most modern art
historians. In the twelfth month of the year wuzi {early 1649), Jiang Xiang
2£7E, a former Ming general who surrendered to the Qing and retained his
military rank, led an insurrection against the Manchus in Datong, Shanxi.
Jiang’s army soon occupied Xinzhou 1 i, near Taiyuan. Martial law was
declared in Taiyuan. The city gates were closed, and a special pass was
required of those wishing to leave. Fu Shan wrote to Wei Yiao to obtain a
pass, and at one point explained the reason for his request:

My mother was about to go to Pingding to manage her grandson’s {Fu
Mei) marriage. But it happens that the city gates are closed, and she can-
not leave because Taiyuan is under martial law. It is said that you might
be able to help me get a pass. | am now sending Mr. Hnangyu to ask your

advice on this special matter.>®

Slightly later, Fu Shan sent another letter to Wei concerning Fu Mei’s
marriage, in which he mentions that he is in the process of writing several
scrolls for Wei:

At present, I have no special reason for staying here except that I have
not yet finished the hanging scrolis of calligraphy for you. 1 will depart
eastward once the writing is done. My children may go first. If you hap-
pen to be there, I hope you will trouble yourself to take care of them,
since the wedding will be held there.3*

a2 FSQS 1, p. 196,

43 This is one of eighteen letters Fu Shan wrote to Wei mounted as a handscroll, now in
the collection of Dr. Yip Shing Yiu in Hong Kong. For the transcription of these letters and
a discussion of the relationship between Fu Shan and Wei Yiao, see Bai Qianshen SE 30
“Fu Shan yu Wei Yiao: Qingchu Ming yimin yu shi Qing Hanzu guanyuan guanxi di gean
yanjin” LR —EEDRRREFEE Y AMKRAOMERR, Guoli Taiwan Daxue
meishushi yanjiu jikan 8T EMIREHEFRET] 3 (March, 1996}, pp. 95-139-

% FSQS 1, p. 130. Fu Shan’s only child was Fu Mei, but his nephew Fu Ren alse lived with
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At the time this letter was written, Wei Yiao was working for the pro-
vincial administrative commissioner in Shanxi. Earlier, in 1646—47, he had
served as prefect of Pingding. Although he was now serving in Taiyuan, he
must have known many people in Pingding and traveled there frequently
owing teo the nature of his job. He could certainly have provided conve-
niences to the Fu family. As the former prefect of Pingding where Fu Mei's
wedding was to be held, his presence at the wedding would no doubt great-
ly honor the Fu family and their in-laws, The closely spaced interactions
between Wei and Fu involving calligraphy, gate passes, and care of Fu's
family suggest a pattern of social and economic involvement, as well as
pointing to the two men’s mutual regard.>®

Late in the Ming, wealthy families with local influence and power counld
easily evade regular taxation and labor service. After 1644, though, their
political power was severely damaged, and they lost many privileges and
benefits. Fu Shan had to find new ways to balance his losses, About 1652,
Fu Shan wrote to Wei Yiao regarding the lifting of a tax exemption on his
land. The letter reads in part:

My family is originally from Xinzhou; at present we still own some poor
land there... . As a registered household, my family has not been taxed
for eighty years. But now, treacherous officials have put them into the tax
category “Real Grain.” I am bombarded with complaints from my clans-
men there, and my two brothers are burdened with taking care of this
matter. Their bitterness cannot be expressed by words. I am going to
submit a report to the government and ask to have the case transferred to
the prefecture in which I am living and to have the property tax exempt-
ed as before. Is this possible? If so, 1 still do not know how to process it. I
hope you can advise my brother [Fu} Zhi # 1L about this. I myself am
ready to live in abject poverty, but this concerns the livelihcod of my
family, so I cannot leave the matter unsettled. I have just heard that the
Bureau of Agriculture is investigating famine. Might this help my chance
of pursuing it?®¢

Presumably Fu Shan was ashamed to ask the Qing government to ex-

him {Ren’s father Fu Geng {5, Fu Shan's clder brother, died in 1642}. 50 here Fu Shan
talks of his “children” rather than child.

25 Besides executing calligraphy for Wei Yiao, surviving letters demonstrate that Fu Shan
also made a bamboo painting for Wei and wrote a prescription for Wei's younger brother,
Wei Yikun ¥ --# (d. 1653).

3 Like other letters in the handscroll, this is undated. According te Qingshi gao i H 1, the
government remitted tax on crops because of the lamine of 1652. Zhao Erxun ## 52 et al., Qing-
shi gao (Beijing: Zhonghua shuju, 1g76-1977), vol. 1, pp. 130—51. Thus I tentatively date it to 1652.
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empt his land from taxation, although he found himself obliged to do so in
order to feed his family. Hence, at the end of the letter, he adds the follow-
ing words: “After reading, please burn this immediately; do not keep it. Be
sure of that! Be sure of that!” But Wei Yiao so treasured Fu Shan’s calligra-
phy that he did not honor Fu Shan’s request and instead preserved this
interesting historical document because of its calligraphic value. Letters
and prescriptions by Fu Shan had already become collectible items by the
early part of the Qing. For Wei Yiao and others, receipt of letters from Fu
Shan became an opportunity for collecting his calligraphy, and one may
also suppose that the choice of Fu Shan as medical advisor was sometimes
influenced by a desire to collect his prescriptions. By sending a request for
assistance or by writing out a prescription, Fu Shan simultaneously pre-
sented the recipient with a collectible item.

Art could be involved in situations even more unusual than the above.
Perhaps the most bizarre example in the case of Fu Shan occurred when he
was in jail. If not typical of everyday life, it was part of it, and reveals the
diversity of circumstances in which calligraphy figured. In the summer of
1654, Fu Shan was arrested and jailed in Taiyuan for his involvement in
anti-Manchu activity.3? A report favorable to Fu Shan, drafted by a num-
ber of provincial and prefectural officials, was submitted to the central gov-
ernment for examination and approval. Meanwhile, friends in Shanxi
actively participated in the rescue work. By fall of the same year, Fu Shan’s
punishment was significantly mitigated, and he was moved into a special
jail at Jinci, a beautiful temple in Taiyuan. While he was in jail waiting for
a memo from Beijing, he produced warks of calligraphy in surprising num-
bers. Brush and paper must have been obtained by friends, even by guards.
People were all the more anxious to collect his calligraphy because no one
could predict the outcome of his case 3@ Government officials, even jail
guards, may have taken this chance to ask Fu Shan to execute works of
calligraphy for them. It is interesting that, for the most part, the few works
of this time that survive take their texts from the Daoist and Buddhist clas-
sics. It is hardly surprising that Fu Shan, while waiting for a verdict, copied
religious texts in the hope that he would be protected by spiritual powers.

37 Details of the case are well documented in three reports submitted to the Shunzhi em-
peror by three judicial departments in the central government in 1654 and the year follow-
ing: FSQS 7, pp. 5159-97

3 For a detailed discussion, see Baj, “Fu Shan yu Wei Yiao,” PP- 109—14; and idem, “Fu
Shan yanjiu zhaji® ¥ \UFFEAL3E, Shanxi daxue shifan xuepuan suebao || 760 5R B 801 2 Iy M 4
(1998.2}, pp. 71-72.
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Fu Shan was released late in the summer of 1655. Of the tl.lree other
people involved in the case, one was hanged and two were whipped one
hundred times and exiled a thousand {i away. Fu Shan was the only one to
have avoided punishment. His fame as the leading intellectual and .cultura]
figure in Shanxi won him greater political protection than Fhat av?ulable to
men of lesser background. While the example just cite(.:l did not l-nvolve a
direct negotiation of art for freedom, Fu Shan’s artistic .reputah‘on‘ r.n‘ust
have loomed large in the consideration cof his case. Iromcal}y, his Jall.mg
may have increased his fame among Ming loyalists, Han Chinese officials
in the Qing government, and literati.®® The more famous he became, no
matter what the reason, the more popular his calligraphx became and tbe
greater the demand for it. A significant political reputation helped to in-
crease status in the cultural sphere. ‘ '

One of the government officials who played a key role in rescuing F:}

Shan was Bian Dashou 85 %% (active 1640s-50s}, the prefect of Taiyuan.
Bian, in fact, was Fu Shan’'s friend; in a letter to Dai Tingshi, Fu Shan wrote:
“Prefect Bian just sent me a letter saying he was about to .leave. He ask:::li
me to prepare a work {or works} of art for him. Then he will rush north.
[t was evident that Fu Shan and Bian Dashou knew each other well,.and
that Bian had Fu Shan execute calligraphic works for hﬁrn. Thus calll‘gra}-
phy was part of the groundwork of friendly social interac.tlon that won Bian's
active assistance for Fu Shan in a moment of great peril. .

The letters left by Fu Shan reveal in a striking way the dee uses to
which his calligraphy was put in the negotiations of everyday hfe; In or.der,
however, to further our understanding of why and how Fu Sh:Am. s calligra-
phy was created and used, we need to know who were the r‘emplen.ts of Fu‘
Shan’s calligraphy. Important members of Fu Shan’s audience, like D;n
Tingshi and Wei Yiao, have been discussed above. But ?tbers need to be
introduced, because only when a sufficient number of recipients have been

studied and compared is a reconstruction of the interaction between Fu

Shan and his audience possible.

# His case was mentioned and he was called a hero in friends’ poetry; J_FSQS TP 4%9;1.
Contemporary and later historians mentioned the case when composing biographies of Fu
Shan; ibid., pp. 5082, 5040, 5054. ' o

40 The preliminary proceedings were held in Taiyuan prefecture, Bian darec‘tmg the cros;
examination. In his report to the provincial court, Bian defendedl Fu Shanl as innocent ::nt
wrongly charged. Later, Bian's report was quoted by the provincial court in their report to
the central government; FSQS 7, p. 5181,

41 FSGS 1, p. 480.
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FU SHAN'S PUBLIC

It is no easy task to define Fu Shan’s public. Nevertheless, by studying
the writings of Fu Shan and his friends and other historical sources like
local gazetteers, scholars have identified about 150 people associated with
him.*? Among the hundreds of Fu Shan’s calligraphic works, some bear
dedications. Though not as numerous as we might wish, these, together
with records scattered in other documents, allow us to categorize Fu’s pub-
lic into five groups, mostly by social status and geography: Ming and Qing
government officials; the Shanxi literati; literati from other provinces; cler-
gy; and unknown gentry and merchants.

Ming and Qing Government Officials

Fu Shan consistently maintained close relationships with Ming and
Qing government officials. Since he only occasionally traveled beyond
Shanxi, the officials he knew were mainly natives of Shanxi and those ap-
pointed to office in Shanxi.

As a member of the Shanxi elite, Fu Shan had a long relationship with
Shanxi-born officials. Some of them were classmates from the Sanli Acad-
emy who successfully passed the civil service examinations and became
government officials. Others he knew through different channels. One was
Zhu Zhijun K25 ( jinshi 1622), a Ming official from Shanxi who served
the Manchus briefly in the 1640s and then retired to his hometown of Fen-
zhou. A student of Chen Jiru i & (1558-1639), Zhu had wide contacts
with literati in Jiangnan, long a cultural center. He had a fairly close rela-
tionship with Fu Shan. Late in the 1650s Fu Shan painted four leaves with
landscapes on which he inscribed poems to celebrate Zhu’s birthday. In a
letter to Dai Tingshi, Fu Shan mentioned the event and asked Dai to help
him have these works mounted. Zhu’s excitement over these works was
expressed in a group of poems praising them.#*

42 An incomplete list of Fu Shan's friends and acquaintances can be found in a biograph-
ical chronology compiled by Hou Wenzheng {2 %L in his Fi Shan shiwen xuanghu MILFX
i (Taiyuan: Shanxi renmin chubanshe, 1985}, pp. 567-6g. See also a study of Fu Shan's
relationship with eminent scholars and literati of the early Qing in Yin Xieli 7, “Fu
Shan yu xuezhe mingshi jiacyou kao™ #1548 2 #,4- & # iy San Jin wenhua yanjiuhui
xueshubu " H AL FEEHATEK, ed., San Jin wenhua yanjin luncong = H WAL 9T %
{Taiyuan: Shanxi renmin chubanshe, 1994}, pp. 106-50.

*3 Among the 150 identified friends, less than ten were Ming officials, about thirty Qing

officials, about thirty famous literati from other provinces; the rest were Shanxi literati and
well-educated Buddhist monks.

4 FSQ5 1, p. 472. Zhu's poems can be found in Deng Zhicheng 87 3, Qingshi jishi
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Fu Shan'’s friends among officials appointed to posts in Shanxi ranged
from top provincial officials to county magistrates and even, occlasionally,
to low-ranking government staff. Thus the geographical, educ‘at:onal, anT:l
family backgrounds of this part of Fu Shan’s andience were diverse. Offi-
cials serving in Shanxi at the beginning of the Qing were almost all keen to
obtain Fu Shan’s calligraphy. Wang Yuyou E8R{f, a friend crf Fu Shan
from Zhili province, told his fellow townsman Kong Xianyi fLER, wh,o
was leaving for Shanxi to take a low government positign, that Fu Shan’s
calligraphy was imbued with the spirit of Zhong You ###% (151230 aD)
and Wang Xizhi T#Z (ca. 303-361] and that every characten: coulld be
valued in gold. He told Kong that if he wanted to obtain Fu Shfan s;alhg'ra-
phy he should visit Fu, taking wine and his letter of introduction.*®

The Shanxi Literati

Spread throughout the province, Shanxi literati were th.e rnajnr‘ac-
quirers of Fu Shan’s art. These Shanxi friends were from Ming sc}*:01ar—
official families or the landed class, the latter including former Ming princes.
Many were Fu Shan’s friends from his days at the Sanli Academy, the group
to which Dai Tingshi belonged.

Local literati esteemed Fu Shan as the leader of Shanxi culture, and
their association with him had the benefit of reinforcing their cultural posi-
tion in their prefectures or counties. When traveling in Shanxi, Fu Shan
was entertained by these friends, and his attendance at an event was con-
sidered a favor or even a great honor.*® More important from the stznd-
point of art, these friends formed a wide network that promoted, distributed,
exchanged, and sold Fu Shan’s calligraphy.

poem, Zhu said he missed Fu Shan, but that when he saw his calligraphy on his wall, he felt
near; ibid., p. 723.

15 Wang Yuyou, Wugong shanren ji 71U AR (Kangxi edn.) 12, pp. 3b-4a. 8o [ar oo
work by Fu for a Manchu has been discovered. i

a As mentioned above, late in 1681, or early in 1682, Fu stayeq at Zhar}g Zhi's for a‘-b}:)ut
three months. He wrote out a calligraphy fan for Zhang expressing gratitude. I Flu k; an
executed no other works of art during his stay, then this fan ma')pr s_eem to us too 'll[ edlu
requite the favor. But we must realize that towards the Iend of his life Fu Shan en‘]lc;y}el_ a
national reputation. Thus many officials and local literati were eager to 'assoi.late \'\f"l . lm‘;
and to offer him hospitality. By accepting such offers, Fu Shan was h‘lmse fcon erring
favor, so that circumstance would determine if and when Fu gave advice on collecting or
presented an art work.
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Literati from Other Provinces

Intellectual life in China had been dominated by men from the south
for centuries, but in the 1660s and 70s a Shanxi community made up of
northerners and southerners contributed significantly to Chinese intellec-
tual and cultural life. Throughout this period, Fu Shan’s residence in a vil-
lage about five miles southeast of Taiyuan was a center for scholarly
gatherings. This intellectual community contained a host of leaders in schol-
arship, literature, and the arts. It included Gu Yanwu B4 (1815—1682)
from Kunshan, Jiangnan, who had a profound influence on Qing intellec-
tual life; Pan Lei #& K (1646—1708), a student of Gu Yanwu from Wuyjiang,
Jiangnan; Yan Ruoqu %% (1636—1704) from Shanyang, Jiangnan; Cao
Rong 1% (16121683}, a scholar and prominent collector of ancient cal-
ligraphy from Xiushui, Zhejiang; Zhu Yizun %% (1629-1709), a fellow
townsman of Cao; Li Yindu, a scholar from Fuping, Shaanxi; Wang Hong-
zhuan L5AE (1622—1702), also a northerner and collector of calligraphy,
from Huayin, Shaanxi; and two poets: Shen Hanguang from Zhili and Qu
Dajun KX (1630-16¢6) from Canton.*”

On the one hand, Fu Shan’s connection with these men from other
areas increased his national reputation. On the other hand, they were not
just his intellectual companions, but were also competitors who challenged
his position as the cultural authority of Shanxi. In the 1660s and 1670s, Fu
Shan devoted himself to studies of the ancient classies, phonology, and
paleography in response to the challenges posed by this milieu,* undoubt-
edly the most sophisticated members of his public.

Religious Figures

Fu Shan, of course, did not always write calligraphy with material in-
terests and practical purposes in mind. He became a Daoist priest after the
Ming’s collapse and was deeply interested in Buddhism. He left quite a
number of scholarly writings on religion and also wrote many items of cal-
ligraphy for Daoist and Buddhist temples and their religious personnel
At the request of a temple, Fu Shan sometimes wrote works of calligraphy
for charity; in a short note to eight poems on calligraphy included in his
collected writings, he wrote: “Sometimes people ask me to write calligra-

47 Their biographies are in Hummel, Eminent Chinese.

‘f-“ _F_ur a discussion of the effect of this intellectual community on Fu Shan’s intellectual
activities, see Bai Qianshen, “Shiq; shiji liushi, qishi niandai Shanxi xueshuquan dui Fu Shan
xueshu yu shufa di yingxiang” +--CH#EE 7 L+ S RILIFE SR 810 SHTH B MR
&, Guoli Taiwan daxue meishushi yanjiu jikan 5 (March toy8), pp. 183—217.

¢ FSQS 1, pp. Ba-81, 123, 166, 18g, 250, 237, 240, 272, 443—68.
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phy to provide relief to the poor. If it really helps a little, satin and silk are
not wasted.” Although Fu Shan may not have received payment for writ-
ing calligraphy for monks, he often stayed in their temples when he trav-
eled, and because many temples had a garden-like setting, he frequently
made use of them to host literary gatherings.

The Unknown Audience

Most of Fu Shan's works do not bear a recipient’s name, thus we must
speculate in reconstructing this part of Fu Shan’s public. It is reasonable to
assume that such calligraphy was made in three kinds of circumstance. First
was that created in leisure. At the end of an album of calligraphy in a vari-
ety of scripts Fu Shan wrote: “In the bright autumn, my sight is clear. I
wrote this [piece of] calligraphy to calm my unsettled heart.” Presumably
Fu Shan executed this work at leisure without an intended audience, and, if
this is true, it was not intended to be put to any particular use, although any
calligraphy might become a gift or commodity later on. Second, some works
were executed for agents without knowing who might be the potential buyer.

The third category was works written for people to whom Fu Shan did
not want to write dedications. He mentions that he was often asked by suwu
&%, “vulgar people,” to write calligraphy,! that they took advantage of
his need for money, and that he was forced to produce calligraphy even
when he did not want to.52 Who were these “vulgar people?” It is fair to
assume that they were Shanxi merchants and gentry who could afford Fu
Shan's calligraphy but whose little knowledge of literature and art made it
awkward for them to approach him. In this general time period, merchants
from Shanxi attained a national reputation for business acumen and wealth.
But compared to their southern counterparts, Shanxi merchants were noto-
rious for stinginess in sponsoring cultural activities.® “Vulgar people” were
probably those unwilling to pay what the calligrapher expected and what
they could very well afford. Such people had neither erudition nor ele-
gance, and so would have annoyed Fu Shan, We can assume that many
examples of Fu's calligraphy without dedication were made for just such
vulgar people.®

Though anonymous, such clients should not be forgotten. The fact

50 Ibid., p. 274. st Ibid., p. 864. 52 Thid., p. 866.

53 Zhao Ruyong #iiik, *Ming-Qing Shanxi junxiu zhishi heyi qishi congshang” BH7E LI
FEHEE 2 -8 LB 1278, Shanxi deoe xuebao (1987.4), pp- 45-49-

54 Kathlyn Liscomb makes a useful comparison of the collection of paintings by literati
painter Shen Zhou £ /5 (1429-1509) with that of Wang Zhen 5 (1424-1405). a success-
ful 15th-c. merchant. She writes: “[That] none of the paintings in Wang Zhen's collection
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that a great number of Fu Shan’s works of calligraphy bear no dedication
makes it likely that Fu Shan spent considerable time and energy dealing
with such people on a daily basis, More important, a considerable propor-
tion of Fu Shan’s income must have come from making calligraphy for the
vulgar, winning him some independence from exclusive reliance on a few
DAIrOW resources.

Fu Shan’s public, as demonstrated above, was highly diverse. It in-
cluded people from all social and cujtural backgrounds, ranging from high-
ranking officials and leading scholars to monks, local gentry and merchants.
Some were culturally sophisticated, while others whom Fu deemed vulgar

merely aspired to elegance by hanging up examples of celebrity calligra-
phy in their homes.

TACTICS

His public defined, we now turn our attention to Fu Shan’s variety of
approaches in dealing with different audiences.®* This raises the question
of how Fu Shan’s calligraphy was created and used.

Calligraphy for Fu Shan was not simply a matter of writing out serolls:
it was a complicated process in which he employed specific tactics that
varied with the sitnation, thus increasing efficiency, elevating the value of a
work, or pleasing recipients. Sometimes a tactic was employed to protect
the calligrapher’s dignity. In sum, the tactics were distinct but not necessar-

ily independent: an work of calligraphy could be the result of adopting
several of them at the same time.

Selecting Texts 5o

A calligraphic work consists of the following parts: the principal text,
which can be a brief one- or two-character phrase, long poems or essays, or
a combination; an inscription or colophon; a dedication with the recipi-

was dedicated to him and that he clearly formed his collection in large part by acquiring
many paintings done for another person strongly suggests that he was not part of any efite
artistic circles”; see Liscomb, “Social Status and Art Collecting,” p. 133. While merchants

may have obtained Fu Shan’s calligraphy, it was difficult for them to negotiate with Fi; for his
adding to them personal dedications and inscriptions,

55 Discussions of such tactics in Chinese painting are in Ginger Cheng-chi Hsu's article
“Merchant Patronage of Eighteenth Century Yangzhou Painting,” in Chu-tsing Li et al., eds.,
Artists and Patrons: Social and Economic Aspects of Chinese Painting, The Kress Foundation and
Department of Art History, University of Kansas {Kansas City and Seattle: Nelson-Atkins
Museum of Art in cooperation with the U. of Washington P, 1g8g}, pp. 215~25; Cahill's
FPatnter’s Practice, and Gong “On Gift Painting.”

% Robert E. Harrist, Jr.’s “Reading Chinese Calligraphy” is probably the first study to call
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ent’s name; and the signature of the calligrapher.

Some of those who sought his work probably asked Fu Shan tc.) copy a
specific text, such as the Thousand Character Classic. In other cases, clients left
all decisions to the calligrapher. This does not mean that the calligrapher had
a free hand when creating a work for a friend or client. Typically., when a \‘uvork
was made for a specific occasion, the calligrapher would take into cons:dc.er-
ation the recipient and type of occasion, and then .select a text and script
accordingly. A text could be composed by the calligrapher, compo.sed by
the recipient, or drawn from a famous ancient or con.'ltempora.ry writer. .

Fu Shan was unmatched as a poet and essayist in Shanxi cultural cir-
cles, and often when creating calligraphy he simply selected one or several
of his old poems. For more formal occasions, he would compose new po-
ems or essays, in which case, both text and calligraphy hon.ored the .remp—
jient. He was frequently called on, for instance, to produce.bu“thday gifts for
old friends. Cao Wei B &, a juren degree holder from Fenzhoun and class-
mate of Fu Shan from the Sanli Academy, turned sixty in 1656. To cele-
brate this event, Cao’s children and students asked Fu Shan to compose az
essay praising Cao’s virtues that ultimately numbered 8oo cha‘racters an
was copied out on twelve huge satin hanging scrolls.”” Such a gift of course
did Cao a great honor.

The selection of texts from ancient sources had been a popular prac-
tice in calligraphy since the Eastern Jin dynasty (31 7—‘42(.)). A text cop;leld
out by a master calligrapher made the reading and viewing a lhor‘oug y
enjoyable experience. Fu Shan, of course, routinel?/ 1?nade use of this pra.lc:
tice. But what interests us is that Fu Shan turned it into a. strategy for in
creasing efficiency when faced with an overwhelf'nmg number of
commissions. A frequently copied text was the set of e%ghf piems b):‘ the
famous Tang-era poet Du Fu #LH (712—770) entitled “QuTxmg B (“Au-
tumn Meditations”). In a colophon appended to these elgh.t"poerns {on a
calligraphy album in the collection of the Palace Museum, Beijing), Fu Shan
explains his reason for using them so often:

This old man (that is, Fu Shan himself) cannot remember how many hun-

dreds of times he has copied these eight poems. About to copy them

again, I know that even the “Autumn Meditations” are tired of my copy-

i i i E. Harrist, Jr., and Wen
ly attention to the texts of calligraphic works. See Robiert : . _
?c:n!:h;?]:?;:o;ie; Image: Chinese Calligraphy from the John B. Elliot Collection {Princeton: The
Art Museum, Princeton University, 199g), pp. 2—-27-
i i i i Shanghai Museum. Each scroll
57 This set of hanging scrolls is now in the collection of the gl E
measurel: j;() X 45 cfn. lg"leproductions and text are in Lin Peng #48 and Yao Guojin StEFE,
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ing them. But these eight poems are familiar to people, and so I avoid the
problem that, when I copy other poems by Du Fu, people may be unhap-
py because they do not know which poems they are.®

Copying poems he had memorized speeded up commissions that Fu
Shan did not have to take seriously. By choosing such a text, Fu Shan steered
clear of problems that might arise with the segment of his public that was
not well educated, since he avoided having to explain the text to those with
inadequate literary training. This approach also worked well from the stand-
point of the recipient. With a calligraphic rendering of “Autumn Medita-
tions” hung in a conspicuous place in his reception hall, the owner could
proudly show off his literary knowledge by reading the poems aloud and
explaining them to his guests, and the guests could respond with a few
positive but general comments. An unfamiliar text might create an embar-
rassing situation if it could not be identified and explained by either host or
guests. Aesthetic enjoyment in this situation depended on the beholders’
knowledge, however limited. A well-known ancient text permitted a broader
appreciation of the calligraphy.

On rare occasions, Fn Shan would write calligraphy the text of which
was composed by its recipient. This was the highest honor Fu Shan could
offer. For example, in 166g Gu Yanwu and Li Yindu - both friends of Fu
Shan - traveled northward to visit the thirteen Ming imperial tombs in
Changping & and mourn their fallen dynasty. Each wrote a commemo-
ration of the emotional journey and Li produced a set of thirteen poems for
the thirteen tombs.® Fu Shan, a die-hard Ming loyalist who shared Li's
affection for the fallen dynasty, was deeply moved by their pilgrimage. In
addition, Fu Shan, like Gu Yanwu, had a high opinion of Li Yindu, regard-
ing him as the best poet since Qian Qianyi #5# 3% (1582-1664).% So he
respectfully promised Li that he would transcribe Li's poems in small reg-
ular script and accompany them with thirteen matching paintings.!

eds., Fu Shan {%10, vol. 63 of Liu Zhengcheng FIIEAL, gen. ed., Zhengguo shufa quanji HRIH
Z 2% (Beijing: Rongbaozhai, 1906), pp. 84-8g, 362-63.

56 The exact meaning of the last sentence is not entirely clear because Fu Shan used an
abscure allusion the reference of which cannot be determined. But the context suggests that
it is an explanation of why he did not copy Du Fu poems that were considered unfamiliar.

5% Gu Yanwu's short memorial ode written for this event is in G Tinglin shiwen ji B # 5
X #{Beijing: Zhonghua shuju, 1983}, p. 120. Li"s poems for this occasion seem not to be extant.
He wrote that he gave the poems to Fu Shan; Li, Shougitang wenji TH 53 X # (1823) 3, p. 13.

5 FSQS 1, p. 181,

%1 Li, Shougitang wenfi 3, p. 13, Elsewhere, Li writes that Fu Shan liked to use Li's own
poems when executing calligraphy for him; ibid. 2, pp. 5-6.
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Prefaces and Inscriptions on Calligraphy

The importance of prefaces and inscriptions should not be overlooked
in studying how works of calligraphy were commissioned. Fu Shan, like
many other calligraphers, treated these particular aspects seriously. In the
1670s he was commissioned to write out a set of twelve hanging scrolls for
the sixtieth birthday of Wang Xiyu E£# 7. His short preface (see figure
2a) reads:

Wang Jizi TZF (Yongyu Al F) is going to shatter the cold and shock

the waves sailing to Hailing ##[% to celebrate his second older brother’s

sixtieth birthday. He asked his friend Linggi % % to order calligraphy
from this old man [Fu Shan} [as a birthday gift].

The preface tells us that the work was commissioned by Wang Yongyu
for his brother Wang Xiyu, whose name appears as the dedicatee on the
final scroll. The text of these scrolls is a forty-line poem by Fu Shan in
which he praises the friendship between the Wang brothers. Whether Fu
Shan knew Wang Xiyu, the dedicatee, is unclear. From the text, we know
that Xiyu was probably a Shanxi native with some literary training, cur-
rently doing business in Hailing (modern Taizhou #/}, a county on the
Grand Canal near Yangzhoun and an important center for the salt business.
Wang Xiyu may have had something to do with this trade since Shanxi
merchants were active in Jiangnan in the early part of the Qing period. If
so, then Wang Xiyu was probably a literatus engaged in business, like Dai
Tingshi. Fu Shan’s forty-line poem mentions that Wang Yongyu, who com-
missioned the work, had sent Fu a letter and poems on a previous occasion.
But it seems likely that Wang Yongyu did not know Fu Shan well; other-
wise he would not have asked Linggqi, son of an old friend of Fu Shan, to
deliver the commission.

What we do know is that four people were concerned in the transac-
tion. Fu Shan was the calligrapher; Wang Yongyu commissioned the work
(not for himself but as a birthday gift for his brother); Wang Xiyu was the
actual recipient: and Lingqi was the go-between who transmitted the com-
mission from Wang Yongyu to Fu Shan and the work from Fn Shan to
Wang Yongyu. Following the text, Fu Shan appended a colophon that con-
cerns all four of those involved. It reads (figure 2B):

My old arms have been so painful that I burned my ink stone a long time
ago. It is pleasant that [Lingqil, the son of my friend, comes to visit. He
[Linggqi] has said repeatedly that the brotherhood [between Wang Yongyu
and Wang Xiyu] is lofty like the clouds. I was touched, and unaccount-
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ably my withered arms are suddenly light. The allusions in my poern are
derived from the elegant poems that Yongyu presented to Mr. Wen
(Yangmeng 32 # 5% ; fl. first half of seventeenth century) from Longmen
#EMT .52 [ cannot forget these poems, and I mention them to show my
respect. Is this enough to make Xiyu cizhang 5L [the literary gentle-
man|® happy and [encourage him} to drink his fll [at his birthday par-
ty]?m

We know that Fu Shan never abandoned calligraphy for any length of
time; thus when he says, “My old arms have been so painful that I burned
my ink stone,” he is guilty of hyperbole. But the language of this inscrip-
tion serves several purposes. First, it alerts his viewers that this work is
exceptional: he suggests he has come out of retirement to make it, and that
therefore the recipient is particuiarly deserving. Second, it suggests that
the calligrapher was ailing when the work was made. Ailing or not, Fu’s
point is that the completion of so huge a piece is no easy task for him, and
the fact that he is willing to undertake it is in itself a compliment to the
recipient. Whether or not the task was really hard to compiete is immateri-
al: Fu's intention was to compliment the recipient, not describe accurately
the gestation of the piece. Third, it hints that Fu Shan accepted the com-
misston only after his friend Linggqi repeatedly described the lofty friend-
ship between the two brothers, which deeply moved Fu Shan. “Said
repeatedly” suggests that persuasion was necessary, and that Fu Shan’s cal-
ligraphy was not easily come by. Fourth, it compliments all those involved:
Wang Yongyu, the commissioner, whose idea it was to present calligraphy
by Fu Shan to his brother as a birthday gift; Linggqi, the go-between, who
did his best to persuade Fu Shan to write the piece; and Wang Xiyu, the
recipient, whose lofty relationship with his brother was what impelled Fu
Shan to pick up his brush.

Last, and perhaps most important, even though forced to produce cal-
ligraphy for a living, the text of the inscription preserved Fu Shan’s dignity

% This is the ancient name of Hejin 3t county, southwestern Shanxi. The distance be-
tween Longmen and Taiyuan is about 280 miles, or 906 /i In the poem, Fu Shan says, “From
a distance of a thousand /i, the fourth son of Mr. Wen came (o visit me.” So it is likely that

Lingqi, the go-between, wa: Wen Yangmeng's fourth son, and Mr. Wang Yongyu was Wen
Yangmeng's student.

&3 Lit., “man of literalure,” or “man of letters,” a respectful form of address in traditional
China.

54 For further details about this work, see Lin and Yao, eds., Fu Shan (n. 57, above), pp.
382-83. I do not agree with Yao's argument that it was Wang Yongyu himself wha came to
visit Fu Shan to ask for calligraphy. It ignores the fact that Wang Yongyu asked Linggi to
pass the request to Fu Shan, as Fu mentions in his short preface.
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as a literatus. No monetary transaction was mentioned in this case, although
it is likely that Fu Shan received a handsome payment in some form or
other. But the inscription makes it clear that the calligrapher undertook
serious calligraphic works for others only when moved by their lofty char-
acter. The shades of meaning contained in this short inscription show what
could be involved in an art transaction of this period. That Fu was able to
express so much in a few lines demonstrates his gift as a Wl‘ltet.‘.

The importance placed on inscriptions in the context of yzr?gckou T i
calligraphy (calligraphy executed in honor of an occasion or in order tt_‘f
fulfill a social obligation} is illustrated by a letter Fu Shan wrote to WEI
Yiao around 1657, when Wei asked Fu to write calligraphy for his friend
Zichuan )|, Fu Shan writes:

I will soon write the calligraphy for Zichuan, as you requested. But [ have

to consult you on the inscription. I have no idea how to write it, nor do 1

know what kind of personality he has. I need your instruction.*®

What is of particular interest here is that Fu Shan is concerned mo?"e
about the inscription than about the principal text, which was usually writ-
ten in larger characters and occupied most of the album, OT s.crou. The
reason Fu Shan appears so cautious about phrasing the inscription is thE?.t
he wanted to satisfy Wei Yiac by pleasing Zichuan, and thereby keep his
friend happy. Although Fu Shan did not know Zichuan, he wantedlthe
inscription to personalize the work for him. If the text was a standard liter-
ary compasition, the inscription offered the artist the k{e?t, and perhaRs
only, opportunity to do that, The reason Fu Shan was w111‘mg to go to t.hns
trouble was because he knew that the recipient would be delighted to recel\«'f:
a work that demonstrated an “intimate” relationship with a cultural celeF:vn—
ty, even though, in fact, the recipient knew the calligrapher only by reputation.

The Function of shangkuan (Dedications} and the Artist's Seal

An old tradition in Chinese calligraphy called for the calligrapher to
dedicate his works to the sponsor, colleague, relative, or friend who was it.s
recipient. Dedications (skangkuan 125X ) on art works could serve as a pri-
vate communication between artist and dedicatee; but usually the dedica-
tion was also public, since the calligraphy was often displayed in places
where people other than the recipient and his family could view the fvc.:rk.
Thus, in many cases, a dedication involved not only the artist and rec:ple.nt
but also a wider audience, by putting the relationship between the artist

%5 This is one of the eighteen letters that Fu Shan wrote to Wei Yiac, mentioned above, n. 3.
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and recipient on display.

How a dedicatee was addressed was often important. The cultural sig-
nificance of different forms of address is seen in the contents of such refer-
ence books as Chengwei lu ¥EFHER (Listings of Forms of Address), which gives
forms of address, past and present, formal and informal % There were also
numerous guides to ordinary writing that taught proper forms of address
and the occasions for their nse. Differing forms of address might be appli-
cable to one individual, depending on circumstances. Some forms signaled
intimacy between addresser and addressee, such as yinzhang AL (friend
related by marriage), while others indicated a long-standing relationship,
such as shixiong {tt 5. (friend whose older kin were friends of the older kin
of the writer).

Some terms efevated the addressee by stressing his cultural background.
For example, when dedicating the above-mentioned set of twelve hanging
scrolls to Wang Xiyu, who was probably a literatus engaged in commercial
business, Fu Shan addressed him as cizhang, thus emphasizing Xiyu's liter-
ary side and lending him an aura of culture. If, like Fu Shan, the calligra-
pher was an important cultural figure, a laudatory form of address could
considerably enhance the recipient’s self-esteem. Of course, it could also
be a cheap and meaningless cliché. Distinguishing the implications of such
terms is critical to understanding the calligrapher-commissioner relation-
ship and often depends on context. In the present case, for example, we
know that the use of cizhang was genuinely intended to honor the recipient
because of the character of the inscription as a whole. In another setting, its
use might be routine.

The inclusion or exclusion of the recipient’s name can also be a matter
of some significance. Anne Burkus-Chasson observes this when discussing
a birthday painting by Chen Hongshou [R#t% (1599—1652). She correctly
characterizes Chen’s work “Female Immonrtals,” now in the Palace Muse-
um, Beijing, as a painting for a birthday celebration. Because it bears no
dedication, Burkus-Chasson argues: “Omitting the name of the painting’s
recipient, Chen does not directly honor the birthday celebrant. Rather, he
only guarantees his authorship of this work. Extending his signature and
seals along the left edge of the painting, he proffers an object of his hand.
Value lay in this, and not in the demonstration of social affinities that bound
painter to celebrant. From this, Chen’s relative distance from the commis-

5'5 Lian.g.Zhangju REGE, Chengwei lu {Changsha: Yuelu shushe, 1ggt}, who notes that
social position may have required several or even dozens of forms of address.
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sioner may be inferred.”®” This argument is valid, except that we are not
certain who commissioned Chen Hongshou’s painting. Chen may have
painted it during his spare time and given it to an agent for sale. [t may
have had no specific audience at all. Fu Shan, for instance, made many
works of calligraphy without dedications for his agents. The advantage of
having no dedication was that an agent could sell a painting to anyone need-
ing a birthday gift. This caveat notwithstanding, Burkus-Chasson’s discus-
sion of Chen’s work focuses our attention on the functions of dedication.
By including or withholding a recipient’s name, an artist could control his
degree of intimacy with the recipient. Moreover, when producing calligra-
phy for sale, a good dedication might require extra money. Thus, inclusion
of a personalized dedication of the kind Fu Shan intended to write for Wei
Yiao’s friend Zichuan was a favor that Wei would have felt obligated in
some way Lo return.

Affixing seals to paintings and works of calligraphy was already an old
and widespread practice. In most cases, a work would not be considered
complete until one or more seal impressions was made, except for works
considered as daily practice pieces or on letters and drafts. Nevertheless,
an artist might purposely avoid impressing seals on a work for two reasons.
First, he might be reluctant to impress his seals on an unsatisfactory work.
Thus absence of an artist’s personal seals sometimes means that a work is
of low quality. Alternatively, by neglecting to impress his seal, the artist
may have been seeking to downplay his association with the recipient. Fu
Shan seems to have adopted this ploy. In a letter to Wen Xuanxi X
(15096— after 167g) he wrote:®®

Since my skin ulcer flared up, my hands and arms are swollen and pain-

ful. This has lasted almost ninety days. I have not been able to produce

calligraphy for over one hundred days and have not written to you for

long time. But not desiring to decline your various requests, I presentas a

start this work full of errors. | have finished this couplet first, but with

regard to the fan, please give me another two or three days to do it. do
not have the right brush for fans here. And I have no seal paste. For this
reason | did not impress my seal on the(se) work(s).%®

67 Burkus-Chasson, “Elegant or Common?” p. 294.

68 Wen Xuanxi was an old friend of Fu Shan who seems to have been wealthy. Fu Shan's
letters and poems show that Wen often sent him gifts or treated him to good food. For a
discussion of the relationship, see Yao Guojin, “Fu Shan Tiangquan wubo tu kaa” BLUERE

I , Shanxi daxue shifan xueynan xuebao 37 (1997.1), pp. 67-69.
9 FSQS 1, p. 486.
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Why did Fu Shan, calligrapher and painter, have no seal paste? Even
if true, seal paste was a common commodity, Fu could easily have man-
aged to borrow some if he had wanted to. Probably Wen was trying to get
hold of free or cut-rate works for his friends — a commission that Fu Shan
was not inclined to treat seriously. “I have no seal paste” is merely an ex-
cuse here, and a thin one at that.
These considerations suggest that some works of calligraphy were more
important than others, in that they conferred greater prestige on their re-
cipients. Excluding other factors, we may rank them follows:
1. works with a text composed by the artist especially for the recipient;
2. works with changhuan 525X , a long, descriptive inscription that included the
recipient’s name;

. works with shangkuan (a dedication);

. works with giongkuan 835% (signature) and seal(s) of the artist;

- works with the artist’s signature but no seal(s); and

- works with the artist’s seal(s) but no signature.

ac
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Having something like this in mind {subconsciously, at least), Fu Shan
would tailor his works of calligraphy according to his assessment of the
occasion and the recipient. As mentioned above, many of Fu Shan’s sur-
viving works are without a dedication. Often they were intended for the
less important, less discriminating members of his audience.

Selection of Scripis

The discussion above demonstrates that rational calculation was often
involved in the making of calligraphy. Like the selection of text, the selec-
tion of the type of script was sometimes part of this calculation.

Few of those commissioning calligraphy made a request regarding the
nature of the text, and only very occasionally might they express an inter-
est in the choice of script.”® But if Fu Shan did agree to execute a calli-
graphic work in a particular script, the commissioners would usially make
no further demands — Fu Shan, after all, was a great master,

In particular, he was one of the most accomplished seventeenth-cen-
tury masters of cursive writing, and most of his calligraphy is written in two
scripts, running and cursive. The majority of his extant works are hanging
scrolls: huge in size, beld in brushwork, their images are striking, and they

70 For example, in an inscription on a hanging scroll executed in cursive script, now in the
collection of the Beijing Municipal Bureau of Cultural Relics, Fu Shan wrote: “I have not

written cursive calligraphy for a while. But owing to the persuasion of my old friend Chang-
ba, I wrote this.”
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must easily have gained the attention of viewers. But partly because they
were spontaneous, a great many of these works are also carelessly execut-
ed. Interestingly, most of them bear no dedication and were very likely
made for the anonymous segment of Fu Shan’s public, those he called “vul-
gar people.” Fu Shan writes in a note that he often was pushed to write
calligraphy by “vulgar people” when he had no wish to do so;”! he de{-
scribes calligraphy made under these circumstances as “dead calligraphy.™
Thus, on the one hand, running and cursive scripts were expressive be-
cause less restrained, and on the other, they permitted speedy execution,
so that the calligrapher could finish a job in the fastest possible time, a
combination of factors that favored the calligrapher’s interest.

Fu Shan’s true metier was small regular script; but regular script is
formal and time-consuming. As mentioned above, in the discussion of Fu
Shan’s public, when Fu Shan promised Li Yindu that he would T;ranscribe
Li’s poems commemorating his trip to the thirteen Ming imperial tombs,
he told Li that he would copy them in small regular script. Fu Shan wanted
to show how seriously he tock this special task. Compared with cursive
script, which is easy to scribble but hard to do well, small regular scrip‘t is
easier to control, but only if a calligrapher applies unbroken concentration
and devotes considerable time to a work. Because regular script was time-
consuming, a gift of small regular script was usually considered sincere and
generous. In addition, unlike cursive script, which is usually written on
huge, striking scrolls intended to be hung on conspicuous walls, small reg-
ular script was usually reserved for album and handscroll formats: Oni
opened them slowly and perused them thoughtfully. This more “private
viewing allowed for intimacy between artist and recipient. Thus Fu Shan
tended to reserve this script for the most valued and educated members of
his public. .

Both extant works and written records confirm this point. Kept in the
Fu family collection, other works in small regular script were written for
friends like Dai Tingshi, Li Yindu, and government officials like Cao Rong,
Sun Maolan /%W (active mid-seventeenth century; governor of Ning-
xia), and Gao Heng B ¥T (1612—1697, vice-minister of justice). For instance,
in farewell poems to Fu Shan written in 1667, Cao Rong, who was also a
famous collector of calligraphy, mentions that Fu Shan had transcribed the
Buddhist classic Diamond Sutra for him.7® Although Cao Rong did not spec-

71 FSQS5 1, pp. Bg-64. 71 FSQS 1, p. g{}::;
73 Cac Rong, “Liubie Fu Qingzhu” W HIMAE X, in Fingtitang shiji BIBE IR (1725) 34.
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ify what script was used, it is safe to assume that it was written in small
regular script, since it was the convention to copy sutras in that script, and
all extant copies of Buddhist sutras by Fu Shan {except one in seal script,
which was even more formal) were written in regular script. For literati
calligraphers, the text of the “Diamond Sutra” is long, and it must have
taken a long time for Fu Shan to finish this work. Unquestionably, it was a
precious gift, which is the reason Cao mentions it in his poem.

Anather script that Fu Shan treasured but seldom used for others was
clerical script. During the early part of the Qing era a significant departure
occurred in Chinese calligraphy, with clerical script playing an important
role. Scholars placed increasing emphasis on textual research: ancient in-
scriptions came to be regarded as important sources for verifying or cor-
recting standard versions of the classics and histories, and the study of
epigraphy assumed a new importance. In line with this development, the
primitive character of epigraphical texts came to be appreciated in the field
of calligraphy, and such texts were advocated as stylistic models by a num-
ber of leading calligraphers of that time.”* Fu Shan was a vigorous advo-
cate of the clerical script calligraphy found on Han steles, claiming it as a
major source of calligraphic inspiration and as a spur to innovation, and he
took rubbings of Han steles as models when practicing clerical script callig-
raphy.”* He was keenly aware, however, that his taste for Han clerical script
was not shared by many others of his time. He said in a note on calligraphy:

Three generations of my family have grasped the profundity of Han cler-

ical script. We treasure our writings and do not lightly show them to peo-

ple, because their excellence lies in things people do not understand: the
ugly and awkward, the archaic and plain.?

Few works in clerical script by Fu Shan survive. He was inclined to
show and discuss clerical seript calligraphy only for the artistically sophis-
ticated. In a colophon to a rubbing of the Han stele “Huashan bei Ergiif:
originally in the collection of Wang Hongzhuan, the famous collector men-
tioned above, Li Yindu said that recently he had met Fu Shan in Taiynan,
and that the two had discussed Han clerical script: Fu had claimed a deep
understanding of the essentials of Han calligraphy, which, he said, had been
ignored by previous calligraphers for a thousand years.”” In 1667 Dai Ting-

74 See Bai, “Fu Shan.”

7% On Fu's advocacy of Han-era clerical script, see FSQS (, pp. 853—56.
76 BSOS 1, p. B6z,

77 This rubbing is now in the collection of the Palace Museum, Beijing. Li’s colophon is
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shi asked Fu Shan to copy out the text of a stele for the grave of his father,
Dai Yunchang B# £ (1579—1667), a retired Ming official. The stele’s ep-
itaph was written by Li Yindu and the title by Gu Yanwu. Fu Shan paid Dai
the signal honor of transeribing the epitaph in the formal dignity of Han

clerical script.

Ghost-calligraphers

Fu Shan’s fame in calligraphy brought him many commissions and
requests, which sometimes overwhelmed and exhausted the aging calligra-
pher. Over-burdened, he inevitably turned to ghost-calligraphers, especially
because his son and nephew were both accomplished calligraphers. Fu
Shan’s writings state that his son Fu Mei and nephew Fu Ren played such a
role.” But the use of ghost-calligraphers caused problems of its own. On
occasion, clients would come to Fu Shan’s home and urge him to execute
calligraphy on the spot in order to ensure its anthenticity. Fu Shan was
usually dismayed by such pushiness. He knew that what most visitors wanted
was not style or quality but the assurance of authenticity. In response, he
probably grasped a brush and executed a work as quickly as he could,
sending calligraphy-seekers away as soon as possible, Works made under
these circumstances were never good, Fu Shan once said, because they
resulted from bad moods. Fu Shan further claimed in a resentful tone, “If
my calligraphy is not worth viewing, even a genuine work is not worth
treasuring.””¥

Another problem caused by ghost-calligraphers was the speculation
about its being a genuine work by Fu Shan based on appearance. Fu Shan
mentions, in a note written about 1674, that people frequently speculated
on the differences between his calligraphy and that of his ghost-calligra-
phers:

Some people pretend to be connoisseurs and claim that they are able to

distinguish my calligraphy from my son’s. How amusing! They argue that

works with ink-saturated, bold and spontaneous strokes are made by the

not dated, but states that Li wrote it in the summer in Xi'an, just after returning from Taiyuan,
where he had met Fu Shan. This allows us to date the colophon to (666, because in that year
Li was in Taiyuan in the spring and spent his summer in Xi'an. See Wu Huaiqing BT,
Guanzhong sar [i nianpu B ZFF3H, ed. Chen Junmin BEE (Taibei: Yunchen wenhua
shiye youxian gongsi, 1992), pp. 337-38. Fu Shan also discussed clerical-script calligraphy
with Cac Rong and Zhu Yizun; see Zhu Yizun, Pushuting ji B E 5 4 (Shanghai: th‘mghua
shuju, 1946} 47. Zhu was clearly familiar with Fu Shan’s clerical script because he praised Fu
in a poem as one of the few early-Qing masters of it {ibid. 10, p. 2b).

7 S80S, p. 864. 7% FSQS ¢, pp. 864, 866.
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father, and those with less ink and with clearly defined strokes are made
by the son. Listening to this kind of argument is like listening to a lunatic’s
ravings.®

Thus, on the one hand, good works by ghost-calligraphers were some-
times taken as Fu Shan’s works, and, on the other hand, careless works by
Fu Shan were sometimes considered ghost-calligrapher fakes. In the early
1670s, Zhao Jishi ## - (juren 1650; native of Xiuning, Anhui), then mag-
istrate of Jiaocheng 24 county, asked Fu Shan through the agency of Dai
Tingshi to write the signboard for his studio. Fu Shan complied, but Zhao
complained angrily about the quality of the calligraphy received. In a let-
ter to Dai Tingshi, Zhao told Dai that, although he was not good at calligra-
phy, he had sufficient knowledge to appreciate it, and he believed that the
work he had been sent was written not by Fu Shan but by his son. To Zhao
this was an ethical matter. Though he had the calligraphy engraved on the:
signboard and hung in his studio, he warned that it would damage Fu Shan’s
reputation ®!

Whether the work Zhao received was genuine or not is unclear; nor
do we know the exact nature of the transaction. All we know is that Zhao
regarded the calligraphy as problematic. But if Zhao Jishi was casting doubt
on Fu Shan’s ethics, Fu Shan was himself finding an ethical justification for
careless execution:

Because of difficulties arising from too little money, I have been forced to
do these pieces as if | were a servant. Most visitors are not very honest.*?

Fu believed that it was he, proud scholar and talented artist, who was
being taken advantage of by others. He was the victim; hence, he was not
ashamed of producing careless works. But if Fu Shan continued to produce
poor works, why did people continue to request his calligraphy? And what
made it possible for Fu Shan to survive the criticism of people like Zhao

Jishi, who recognized the poor quality of some of Fu Shan’s productions? I
address these questions below.

Delayed Response

When overburdened, Fu Shan probably ranked requests for his callig-
raphy and responded accordingly. He would have responded promptly to

%0 FSQS5 1, p. 864.

(K:l Z]Taod‘]is)hi, “Yu Dai Fen{;gz!;ang” SR (D, Wangingge ziding wenji &4 H H 3T &

ngxi edn.} 8. p. 1204, rpl. Sike guanshu cunmu congsky 7458 2 BIEF 'nan: Qi

shushe, tgg7), jibe R, vol. 220, p. g27. ¢ FRARA Uina: Qe
8z FSQS 1, p. 866.
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requests with deadlines, for instance, for works intended as birthday or
farewell gifts, such as a set of twelve hanging scrolls for Cao Wei's sixtieth
birthday party mentioned above; and he would have given priority also to
works he intended to exchange for necessities, like the ones he executed
for exchanging food with Mr. Quan.

In all likelihood, Fu Shan was often asked by friends to make gratis
works of calligraphy, or on the understanding that they would return the
favor at a later date. If the artist was swamped with work, he might treat
such a request as a low priority and delay his response. We can assume that
those who wanted a free or “cut-rate” work would not press Fu Shan as
much as those who paid cash, unless they needed it urgently. Extant letters
and colophons prove that delaying his response was in fact a strategy of Fu
Shan. Fu might even have delayed a request for calligraphy from his close
friend Dai Tingshi. In a colophon to an album for Dai that was a copy of
the Thousand Character Classic in cursive script (see figure g}, Fu wrote:

Tt has been three or four years since Fengzhong [Dai Tingshil asked me to

copy the Thousand Character Classic. Old, my wrists stiff as iron, how can 1

copy it seriously? Moreover, my eyesight is blurred. When I am writing,

[all T can do is] write what I see vaguely. At the end of spring, I was about

to ride a donkey deep into the mountains, but Dai’s messenger came over

to ask me to finish what I had promised.®*

If Dai had not sent someone to urge Fu Shan, there is no telling when
Fu might have finished it.

In one extreme case, there was even an eight- to nine-year delay. An
essay in an album by Fu Shan begins with these interesting sentences:

This small album has been on my desk for eight or nine years, and I had

forgotten who asked me to write in it. Not until a few days ago did Anbo

#4471 ask me whether I had written calligraphy for his small album, and

remembered that this one was his.*

Anbo was the zi of Shi Xun 1), a xiucai degree holder from Yuxian.
Fu probably felt guilty for having delayed so long and composed for this
album a long essay praising Liwa 4, a former prostitute and wife of Shi
Xun, for her faithful love of her husband, a poor literatus, during difficult tmes**

In most cases, Fu Shan could avoid feeling guilty if, instead of refusing
a request, he simply put off responding because he was too busy. He had
many things to take care of, and sometimes he was ill. A slow response, we

#i Ibid., p. 400. a4 [bid., p. 372.
#5 Fy Shan also wrote a bicgraphy of Shi Xun; FS@S 1, p. 358,
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assumne, was doubly effective because a reasonable person would not send
another request, at least uniil the previous one had been completed; thus,
by delaying current orders, Fu Shan warded off future ones as wel] 86

Delayed responses were most often experienced by those asking for
free or cut-rate works. The fact that such requests were usually from old
friends often exacerbated the delays, since Fu Shan would have been reluc-
tant to let his ghost-calligraphers handle them. For one thing, Fu Shan would
have felt uncomfortable “cheating” friends like Dai Tingshi, For another,
those who knew Fu Shan well might easily discover whether a work was
actually by Fu Shan or whether it was only by one of his ghost-calligra-
phers. For friends, then, it was necessary for Fu Shan to respond in person,
and delays did not tend to give affront, as would outright refusal.

Though Fu Shan might delay his responses, the tactic did not always
work well. Sometimes his friends, especially his close friends, came to his
home to urge him to finish a requested work. On a calligraphic inscription
Fu Shan left a record of just such an occasion:

Brother Ju asked for my calligraphy. My old arms are so painful that I
could not even make wild duck [untrained] calligraphy. But when Mr.
Bohun {Hi# came to urge me to write, I finished it pecfunctorily. It makes
you taugh.*?

Bohun is the zi of Zhu Boyi %K AF1$#, a former Ming prince from Fen-
zhou. After the Manchu conquest, he made a living from his medical prac-
tice. He and Fu Shan were close friends: they composed poems and traveled
together. When he came to urge Fu Shan to finish a work for his friend
“Brother Ju,” it was hard for Fu Shan to refuse.

Complaints

Fu Shan may not have been able to decline requests from his friends,
but he could complain. After writing out a Tang poem for Bai Yuncai 5%
¥2 (zi Jushi IEE), a close friend since his days in the Sanli Academy, Fu
Shan added an inscription that is self-denigrating, almost bitter in tone:

#i No example of Fu Shan's calligraphy has been found for supporting this point. But a
relevant case is a painting by Fu Shan for his friend Wen Xuanxi, mentioned above, now in
the collection of Shanxi Provincial Museum. An inscription reads, in part: “The paper has
been in my place for a year since Mr. Xuan[xi] brought it here and charged me to make a
painting. Old and sick, I have not been able to raise the brush. The third month of the year
of bingehen (1676) is Mr. Xuan[xi|'s eighty-first birthday, 1 roughly brush a [cypress] iree in
celebration.” Fu Shan cleverly killed two birds with this single stone. If he had completed the
painting soon after Wen's request, he would have had to prepare a second gift, likely another
painting or calligraphy, for Wen’s birthday.

A7 FSQS 1, p. 287,
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This calligraphy by an old man (Fu Shan himself} is just like a wild duck,
not worth treasuring. But those who love sick things continually request
my calligraphy. Nowadays people are so strange, even Jushi! Take a look.
Where can you find excellence [in this work]?**

In a letter to Dai Tingshi written in his old age, Fu Shan describes in
detail his sufferings when forced to write calligraphy:
When this old man [Fu] heard the words “write calligraphy,” he got a
headache. After struggling to finish the writing, I felt as if my eyes were
burning. I applied some salve to my eyes, and then could not even open
them. My suffering is great; this is no falsehood. As for the calligraphy:
how can one even call it calligraphy! At your request, I have smeared two
fans. This is not my fault. If someone criticizes them, please explain for me.*

Here, Fu implies that the artist should not be held responsible for un-
satisfactory quality. Complaints such as these sent a message to his friends
that the calligrapher was heavily burdened, and served as an excuse for

careless work.

Storing Away the Best Works

Our discussion of Fu Shan’s tactics unavoidably leads us to the ques-
tion, who among Fu Shan’s public received his best and his worst works?

Obviously, those whomn Fu Shan called “vulgar people” and those who
asked for free work were prime candidates for receiving the worst. Free-
loaders deserved poor works. But, ironically, even vulgar people who paid
the calligrapher might receive poor works because Fu Shan knew that they
lacked the skill to judge calligraphy. Though rich, they were culturally in-
ferior to Fu Shan. Money talked; it was not always heard.

In general, educated government officials and literati got better works.
But if we sort through Fu Shan’s works and identify their recipients, we
find that the quality of a work does not always match the social status of its
recipient. For instance, even Zhao Jishi, Magistrate of Jiaocheng county,
failed, apparently, to obtain a good work.

Whether on the basis of contemporary or traditional aesthetic stan-
dards, only a limited number of Fu Shan’s extant works are considered of
especially high quality, of which a few bear Fu-family collection seals. Some
are impressed with the seal “Fushi jiacang M F#E * (“Collection of the
Fu family”; figure 4, upper-right corner); some bear the seals of Fu Shan,

#d Tbid., p. 400. #2 Thid., p. 479-
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Fu Mei, and Fu Ren, showing that the Fu family considered these works
important. The example shown in figure 4 is an album of small regular-
script calligraphy that has a Fu-family collection seat and seals of Fu Shan,
his son, and his nephew. The text is the “Zeng Zi wen & F[” chapter of
the Li ji {Book of Rites).™ The calligraphy is beautifully executed, with brush-
work and character structure resembling that of the Tang master Yan Zhen-
qing ZHEHE (709-785).

The works Fu Shan kept for himself served three purposes. First, they
could be used for urgent and important occasions, as when Fu Shan gave
the “Zeng Zi wen” album to Wei Xiangshu. Second, they constituted a port-
folio of Fu Shan’s superior calligraphy. Fu Shan knew that there were con-
noisseurs who could judge the quality of his work. The many careless works
he made on various occasions may have hurt his reputation,®! but his per-
sonal collection could be used to demonstrate his achievement. Further-
more, if educated visitors wanted to see good work, he had something to
show them, and Fu Shan was no doubt concerned about how to satisfy this
small segment of his public. Third, Fu Shan was anxious to transmit te later
generations the works on which he hoped his future fame would rest. He
writes in a short note:

To live in the human world and ensure that one or two works become
immeortal: this is what one should strive for.2

Although Fu Shan always believed that the quality of his calligraphy
would be acknowledged by later generations, he knew that only a limited
number of his works would be considered masterpieces by later genera-
tions, He once remarked:

Even the best calligrapher is not satisfied with all his works. Just as in
literature, there are only a few masters in each dynasty, and each master
can produce only a few masterpieces.®

* Fu Shan’s colophon informs states that it was executed in 165y, Early in 1684, antici-
pating his death and concerned that his two young grandsons would be bullied by local
rivals after he died, Fu Shan wrote a letter 1o Wei Xiangshu 8 %18 (rB17-1687), an old
friend and retired senior official, asking the latter to be his grandsons’ guardian. At the end,
Fu Shan said, “I present you with the ‘Zeng Zi wen’ [ copied thirty years ago”; FSQS 1, p.
504. Very likely, then, the album in Japan is the work thal Fu Shan presented to Wei Xiang-
shu in 16884. This example illustrates the point made above that Fu Shan tended to reserve
works in small regular calligraphy for the most educated members of his public.

#1 For instances in which Fu Shan’'s careless works attracted criticism, see Bai Qjanshen,
“Fu Shan wei Chen Mi zuo caoshu shice yanjiu biji” 811 S EL B 53 MA T35, Shufa
yanfin & IR 88 (1g99.2), pp. g4—tog.

w2 FS0S 1, p. 83q. % Ibid., p. 8g9.
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To support his family, Fu Shan was forced to rely on the market or on
friends acting as his agents in Shanxi and Zhili, but distrusted the art mar-
ket as a means of passing his works on to posterity. For this reason, and the
more practical reasons just discussed, Fu Shan retained some of his best
works in his own collection.

NEGOTIATION AS ELITE INTERACTION

Tactics were an important element in Fu Shan’s negotiation with his
public, and to some degree they enabled him te manipulate his social envi-
ronment. But they did nothing, however, to change the larger social space
that was shaped by the political context and in which Fu Shan had to exist.
In other words, for much of his life Fu Shan wrote calligraphy for a living.
But skillful manipulation aflowed the artist to expand, to a more than ordi-
nary degree, his own space within the confines of the socio-political order
of his time, and the leverage for expanding this space was afforded by the
power of his celebrity status. Although obliged to write calligraphy for a
living, to a considerable degree within that limitation, he could do so on
his own terms.

As mentioned, Fu Shan achieved celebrity status owing to his family
background, talent, and leadership in the 1646 petition, which won the
young man a naticenal reputation as a “man of righteousness.” He gained
charisma directly from this involvement, yet also from his active engage-
ment in the intellectual and cultural movements of Ming loyalists like him-
self during the early-Qing period.

Two events helped perpetuate Fu Shan’s fame. One was his imprison-
ment in 1654—1655, which made him a loyalist hero. The other was his
refusal to sit for the special examination of 1679 that was held directly by
the Kangxi emperor. In 1678, the Qing court summoned famous scholars
and literati to Beijing to take part in a special imperial examination for
erudite scholars and for those with literary talent.** Fu Shan was one of
about 170 from all over the nation to be recommended, but he refused to
take it, giving illness as an excuse. This refusal, a symbolic gesture against
collaboration, enhanced his reputation. When Fu Shan was about to return
to Taiyuan, Feng Pu #&# (1609—1692), a senior official in charge of the
examination, composed two farewell poems in which he alluded to Fu Shan

94 For details, see Qianshen Bai, “Turning Point: Politics, Art, and Intellectual Life during
the Boxue Hongei Examination (1678-1679),” paper presented at the symposium “The Qing
Formation in Chinese and World Time,” Indiana University, Bloomington, June 12, 1999.
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as the Tao Yuanming MJ#i 5 (365°- 427) of his time.%

Fu Shan’s leading position in literary and artistic circles also derived
from his innovative scholarship. In his day scholars adopted a radically
new approach to intellectual inquiry, with the result that the cultural eljte
were ranked according to new criteria. In a discussion of the major charac-
teristics distinguishing the Ming cultural elite from that of the early Qing,
Guo Shaoyu has argued that Ming literati made achievements mainly in
literature and art, while their Qing counterparts did so through scholarship
in the modern sense. Although, for instance, the painter and calligrapher
Dong Qichang # 1L & (1555-1636) is often spoken of as a scholar-official,
his work cannot really be called scholarship because it involved no serious
research. In contrast, after the dynastic change scholars carefully gathered
their research materials and developed insights based on this type of sys-
tematic tnvestigation. Guo’s generalization is perhaps simplistic, but he is
right in pointing out that scholarship increasinged in importance in Qing
cultural life. The most celebrated cultural figures were loyalists like Sun
Qifeng £ &1 (2 Zhongynan $#7T; 1585-1675), Fang Yizhi 75 L1% (1611—
1671), Gu Yanwu, Wang Fuzhi X (1619-1692), and Huang Zongxi
ER# (1610-16g5). After the fall of the Ming, they devoted their energies
to scholarship and became experts in such fields as philosophy, phonolo-
gy historiography, and paleography. Their accomplishments were formi-
dable; and they virtually shaped the intellectual discourse of their age.
Literary talent in and of itself was no longer enough to secure one a leading
position in cultural circles.¥? Fu Shan was among this group of loyalist lead-
ers, and his surviving works demonstrate his competence in the disciplines
just mentioned. Talent in calligraphy alone was not enough to make Fu
Shan a famous calligrapher: he was scholar first, then artist. His reputation
in politics and scholarship promoted his fame in calligraphy. Cultural celebri-
ty was by this time a status that could not be achieved by artistic talent alone.

In previous sections I have discussed the mundane aspects of Fu Shan’s
career and his use of calligraphy in everyday life. Yet, these mundane real-

% Feng Pu, “Zeng Fu Qingzhu zhengjun ershou™ ME#H TS » Fashantang ji £\
S8 (Kangxi edn.) 6, Pp. 20a-b.

#> Guo Shacyu FREHMK, “Mingdai di wenren jituan™ HICAI LA RM, in Zhaoyushi gudian
wenxue funji BIRE 3 35 J 0548 28 {Shanghai: Shanghai guji chubanshe, 1983}, vol. 1, p. 526.

97 One example demonstrates the powetful impact of this intellectual trend on the literati.
Gao Shigi FLEF (1645-1704), a literati conrtjer of the Kangxi emperor (r. 1662—1722),
commissioned Xu Shan % (active after 1650) to write Chungru diming aolue T 5k 1 & £ B8
(Brief Studies of Place Names in the Spring and Autumn Annals) bui listed himself as the author;
Zhang Mu 18, Yan Ruoqu nianpu [5)i538 6 3 {Beijing: Zhonghua shuju, tgg4), pp. 68-6g.
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ities never damaged his image as a celebrity. By the mid-1650s, at the lat-
est, Fu Shan was already being called a “gaoshi B L " (“lofty scholar, or
hermit™) and “gishi &¥ " (“marvelous, extraordinary scholar”), a standing
he retained till the end of his life.™®

In his later years, Fu Shan became even more of a cultural legend. Xu
Qianxue ¥ 2 (1631-1694) was a nephew of Gu Yanwu and one of the
top Chinese officials in the central governmeni; in a prefacqe to the collect-
ed works of Liu Tiren FI881{ (jinshi 1655; 2i Gongyong 23 5 ), a govern-
ment official and influential literary figure, Xu wrote:

Mr. Liu Gongyong from Yingchuan was a marveleus scholar with ex-
traordinary talent.... When he visited Sumen £ [}%’ and met Su:q
Zhongyuan [Sun Qifeng], he wanted to leave office and become Sur.l 5
disciple. He stayed there about a month, building a house [for fum?'e vis-
its] before he left and leaving his zither behind. Passing through Tai.yuan,
he paid special homage to Fu Qingzhu [Fu Shan| in Songzhuan.g vrlla%;i;
Sitting under thatch, they composed poetry all day. How noble Liu was!

Aside from some general remarks on Liu’s literary talent and unusual
personality, the two specific pieces of evidence that Xu gives us t‘o demon-
strate Liu’s superior quality as an individual are, first, that Liu built a house
in Sumen and studied with Sun Qifeng,'"! and second that he and Fu Shan
composed poems together. No other details are offered. But none of this

matiered for Xu: the mere fact that Lin associated with leading cultural
LYz

figures was proof of his nobility.

us In the 16508, Zhu Zhijun, the retired official from Fenzhou‘menlli_r.me‘zd above, preser;tv
ed a poem to Fu Shan praising him as a “lofty scholar™; Deng, Qingsht jishi, vol. 2, p. 723,t Z
the winter of 1664-1665 Ji Yingzhong 5B ¥ (active after about 1650}, a we]]—'c?)nn'e; e '
literatus from Nanjing, wrote a letter to Fu beginning: “I hzlwe h.e:'ard that on th-? right si e]-(:
Mt. Taihang lives Mr. Fu Qingzhu, a marvelous scholar. I-.Ils wr|tmgia_re hke_ his pe:s'c;%;ﬁy
— candid and lofty — and the land in which he lives”; Ji Yingzhong, :jl Fu ng_zhu ]-l-“ _
¥, in Zhou Lianggong M5 T, ed., Chidu xinchao T T # (Shanghai: Shanghai zazhi gong
si, 1g35r-1946), vol. 4, pp. 170-71.

ngjme(:;was in Huixian ¥%f , Henan province, where Sun Qifeng lived and taught.

100 Iny Liu Tiren, Qisongtang shifi AR SFH (1868). ) s

el Lia Ti not the only one who built a small house by Sun’s residence in 3umen.
After ;‘;?t:;;eﬁi::wemmemjgb in 1656, Wei Yiao visited his teach'er Sun in Su;‘l;n f{?ur
times, and during his third visit in 1670 built a thatchec! hut the‘re. which he namﬁ ‘ueh;l.g
T (Snow Pavilion) because it was covered by snow in the‘wmter. Proud of fallowing his
teacher for so long a time, Wei Yiao called himself Mr. Xueting. N

102 Chu Fangqing f#77 % (1633-1683) was another Han Chinese official who exhibited
the craze for celebrities. When serving as the magistrate of Qingyuan /57 county in Shanxi,
Chu sent a student to Fu with a letter that stated his hope to make Fu ‘Sharl s acgufumar{c;:
but also his fear that a magistrate’s posilion was teo humble for seeking a.slsocmtl?ln w1;
national figure. Thus he sent his student t¢ present his poems and essays, hoping to show Fu
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Though brief, Xu Qianxue’s remarks point to an interesting phenom-
enon in early-Qing politics. We know that at this time many Han Chinese
officials supported loyalist scholars, and many, like Liu Tiren, became their
students.!®* After Sun Qifeng was forced to move to Henan from his home-
town in Zhili, several senior government officials became his disciples, in-
cluding Wei Yijie &/ (1616~1686) and Tang Bin & (1627-1687).
Fu Shan and Gu Yanwu were not enthusiastic about recruiting and preach-
ing 1o students, but they often received hospitality from local officials when
they traveled. Gu spent the last twenty-some years of his life in north Chi-
na frequently being entertained by officials.'™ In about 1673 he made plans
to found a research library in Fenzhou, Shanxi, and his nephews Xu Qian-
xue, Xu Bingyi {##— (1633-1711), and Xu Yuanwen fRITX {1634-1691)
- all senior officials in the Qing government,!® wrote an open letter that
circulated in literary circles asking for donations of books for their uncle.!"
The Xu brothers’ letter should not be viewed simply as a request for assis-
tance but as a symbolic rallying call among Han Chinese literati.

Given the strict Manchu policy of ethnic discrimination, Han Chinese
officials knew very well that no matter how high their government posi-
tion, they were still second-class citizens. Furthermore, those who took of-
fice in the early years of the Manchu conquest knew that assisting an alien
government would inevitably be viewed as a stigma by later generations.
Thus, when political and military struggle against the Manchus was found
to be futile, those serving the government sought to assuage their guilt by
helping loyalists survive, supporting their research, and promoting their
cultural achievements. This, they hoped, would constitute some justifica-
tion for their “betrayal.” During this difficult peried of political transition,
it was the case not only that loyalist scholars and artists needed Han Chi-

Shan that he was not a “vulgar official.” See Chu Fangqing, Chu Dun'an wenyi i} HE L H
(Kangxi edn.} 1, pp. 16a-17a.

103 Receiving help from Han Chinese officials during the early Qing would not have hurt
the image of a loyalist as long as he himself did not serve the Manchus. Although Fu Shan
asked for and received help frem Han Chinese officials in the Manchu government, he was
nevertheless praised in the context of Boyi and Shugqi - figures in an ancient legend about
leyalty to one’s original ruler. See Wei Yiao's poem mourning the death of Fu Shan in 1684;
FS08 7, p. sozo.

104 See Willard J. Peterson, *The Life of Ku Yen-wu, t613—1682," HJAS 24 (106q), pp.
202-4.

105 Biographies of the Xu brothers are in Hummel, Eminent Chinese, pp. g10—12, 327.

106 The Xu brothers’ letter is given in an article by Wang Zongyan {47, “Gu Tinglin
xiansheng nianpu shuhou” BB RS L L BB, in Gu Tinglin xiansheng nianpu Auibion B
WAL EH RS (Hong Kong: Congwen shudian, 1975), pp. 965-66.
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nese officials, but also that the officials desperately needed the loyalists.
The officials had what the loyalists needed — economic support and politi-
cal protection. But equally, loyalists could provide officials with justifica-
tion for their action in the eyes of history: it was the loyalists who would
determine history’s assessment of their participation in the Manchu gov-
ernment. That Han Chinese officials were the important acquirers of works
produced by loyalist artists like Fu Shan only increased loyalist-official in-
teraction and the complexity of the negotiations between them. Support by
officials for loyalists like Fu Shan, Sun Qifeng, and Gu Yanwu may have
been chiefly economic, but their interactions were political and social as
well: they shared a loyalty to certain ideals, and were often bound by ties
of friendship.

With this in mind, we might better understand a certain contradiction.
While receiving generous support from various officials, Fu Shan could
nonetheless maintain his independence, since, in some respects, he was the
one who was in a position of power. Take the case of Wei Yiao, an efficial
who provided key assistance to Fu Shan from 1648 to 1656.197 Late in
1656 Wei Yiao was appointed magistrate of Xinzhou, north of Taiyuan.
He resigned the post two months later on the excuse of illness and returned
home. On behalf of his friends in Shanxi and himself, Fu Shan executed a
set of twelve hanging scrolls for Wei Yiao as a farewell gift {figure 5). The
text is an essay by Fu Shan titled “As Brother Lianlao [Wei Yiao] Sets Off
for the North, Frank Words Are Presented in Farewell.”!® Fu Shan says
that when asked to praise Wei’s achievements as an official he could not.
He explained that he would have offended not only Wei Yiao but also
wine because Wei “was not interested in his official post, anly in wine.” By
stressing Wei’s love of wine (a symbol of passive resistance) and avoiding
discussion of Wei's official service in Shanxi, Fu Shan implied that serving
the Manchus was, though regrettable, understandable. Wei, of course —
aware that future generations might read this essay, would have felt himself
deeply obligated to Fu Shan.

However, in the same essay, Fu Shan implicitly criticizes Liu Yin ZIH

107 Wei Yiao’s economic assistance to and political protection of Fu Shan were discussed
in the previous section. The most generous instance of economic support for Fu occurred in
1655, when Wei bought him a house in the Taiyuan suburb of Tutang for thitty taels of
silver. Moving into this house ended a chaotic period in Fu Shan’s life during which, for nine
years, he remained unsettled; see Wang Yuyou, “Weij Haiweng zhuan” B E, in Wei
Yiao, Xueting shiwen gao 2555 X (manuscript in the collection of Beijing Library).

10# These scralls are now in the collection of Mr. H. Christopher Luce of New York. Fora
transcription and mere thorough discussion of this text, see Bai, “Fu Shan yu Wei Yiao,” pp- g8-107.
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(1249-1293), a famous scholar of neo-Confucianism who served the Yuan
dynasty. For Fu Shan, the critical mistake of neo-Confucian moral teaching
lay in its neglect of the distinction between Chinese and barbarian. Fu Shan's
attitude towards Liu Yin offers a more subtle reading of the scrolls: serving
an alien regime was understandable, albeit regrettable. This heightens the
meaning of his having given Wei Yiao's “frank words as farewell.”1%¢

Paradoxically, while receiving assistance from collaborators, loyalists
continued their criticism of collaboration. Their criticism was tolerated
because Han Chinese officials were themselves ambivalent. Note, for in-
stance, Wei Yiao's retirement from office on the pretext of illness. Many
officials would have prefetred to be loyalists, but lacking the means to sup-
port their families, or for other practical considerations, or fearful of defy-
ing Manchu pressure to serve the government, they were unable to realize
their preference. In this cultural climate, Fu Shan could criticize collabo-
ration in a general way even in cultural interactions with collaborating
officials. As long as his remarks were not so embarrassing to officials as to
be unacceptable, his criticisms only improved his image as a loyalist cul-
tural hero.

Whereas Wei Yiaoc was a government official with whom Fu devel-
oped a close relationship, Dai Tingshi was simply a member of the literati.
Normally, from the viewpoint of art history, Dai Tingshi falls squarely in
the category of patron: he was a collector who economically supported Fu
Shan’s work. But the Fu-Dai friendship leads us to a critical question in
Chinese art history: what was the nature of the relationship between artist
and patron?

To perceive the Fu-Dai relationship simply as one of artist and patron
is to ignore its multiple facets. In addition to being classmates at the Sanli
Academy, Dai and Fu were also loyalist friends and related by marriage.!'?
Dai Tingshi’s son Dai Ji #{3t! married the daughter of Li Tianfu 2% %82, a
juren degree-holder in Taiyuan, while several members of the Li family
had married into the the Fu family, While Dai served as an economic spon-
sor and agent of Fu’s art, Fu, who was himself a collector of calligraphy,

1% Even so, Fu Shan could hardly have expressed his ideas as frankly as he would have
wished, given the political situation; thus he later wrote to Wei Yiao and asked him to read
“between the lines” of these scrolls. He also asked Wei to tolerate his criticizing Liu Yin. Fu's
letter to Wei is fortunately preserved as the last letter in the handserol] of eighteen lellers in
the Yip Shing Yiu collection (see above, n. 43)

110 Fu Shan calted Dai Tingshi “a friend in winter” (see FSQS5 1, p. 367), meaning that he

treated Dai as a loyalist comrade. After Fu's death, Dai became a state teacher in Wenxi 8
H county, Shanxi.
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painting, and calligraphic rubbings and sometimes dealt in art,'!! acted as
the most influential consultant to Dai’s art collection. Fu was also medical
doctor to the Dai family, so there was a doctor-patient relationship between
him and Dai. Moreover, Dai esteemed Fu as his mentor, something that
took the relationship beyond simply one of intellectual companionship.

As demonstrated here, Fu Shan and Dai Tingshi interacted in a com-
plex way. Although Dai Tingshi was wealthy, Fu Shan possessed tremen-
dous “enliural capital.” Although Fu Shan was more active — even dominant
— in some aspects of their relationship, Dai was more active or dominant in
others. The net result was a balance in which neither man had the upper
hand. Having said this, however, we must qualify it to a degree by drawing
attention to the mentor-disciple aspect of their relationship.

Both Fu Shan’s letters to Dai and Dai's own writings confirm that Fu
Shan was Dai’s mentor and that Dai treated him with great respect. For
instance, in a long letter to Dai, Fu Shan recommends a number of classics
and advises Dai what he should pay attention to and why.''? Here Dai was
very much the subordinate. A student remains, to an extent, forever in-
debted to his teacher, who is usually his superior in age; and in China the
position of teacher is a revered and powerful one that often overshadows
other interactions with the person who has once been a student.''® Dai’s
subordinate position as “pupil” remained a factor in their relationship as
iong as Fu Shan lived.

I have already mentioned in the second section, above, that Dai Ting-
shi’s art collection was shaped by Fu Shan’s advice. Not only was Dai a
collector but he was also, like many literati, an amateur calligrapher. An
extant album of landscapes by Fu Shan and Fu Mei preserves a rare colo-
phon by Dai: the convex strokes of his calligraphy are reminiscent of Yan
Zhenqing, but his characters are more elongated than Yan’s (figure 6). Com-
paring Dai’s colophon with an album of calligraphy by Fu Shan, we find

11t According to Dai Tingshi, Fu Shan once acquired, in a trade with his friend Chen Mi,
a painling by Guan Daosheng B3 F (wife of the Yuan master Zhao Mengfu #i:£ 1K), Fu
later sold this painting to a Mr. Gao from Yuxian. Fifteen year later, Dai bought it from Mr.
Gao, see Dai Tingshi, “Guan Furen xiaohua ji" 8% A H 3T, in Dai, Banke ji ¥ o] 8 (1953} 3.

1z F§G8 1, p. 46g. Similar advice can be found in another letter Fu Shan wrote to Dai
Tingshi (ibid., p. 479).

13 When describing China in the sixteenth century, Matteo Ricci (1552—1610) wrote:
“These people pay more respect to their teachers than we do, and if one man places himself
under another for instruction, even for a day, he will call him master for the rest of his life.
Not only that, but he will show him the deference of a pupil to his master, by sitting beside
him at any public gathering and by honoring him with the titles and rites that due to a

magistrate™; Matthew Ricci and Nicolas Trigault, China in the Sixteenth Century: The Journal of
Matthew Ricci: 1583—1610, trans. Louis ]. Gallagher, 5. ]. (New York: Random House, 1953}, p. 8.
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that Dai’s calligraphy bears a strong formal resemblance (figure 7)."** Here,
again, Fu was the dominant party.

The relationship between the two men challenges conventional stud-
ies of patronage in Chinese art. To focus chiefly on its economic aspects
misses the multiple roles played by a literatus like Fu Shan, who as well as
being an artist was a collector, connoisseur, and critic.’'* Fn Shan was quite
able to negotiate with Dai and others who sought his calligraphic works: it
was Fu Shan, not his patron or client, who to a large extent determined the
style of the work commissioned, the degree of intimacy implied by the
inscription, and how soon the patron or client took possession of it. Of
course, Fu Shan could not altogether ignore the wishes of a patron or cli-
ent, nor entirely flout social convention. But he could and did find ways to
improve his position within the limits and constraints imposed on him by
society,!'®

While modern scholars tend to perceive the patron as the superior in
the artist-patron partnership, the Fu-Dai relationship gives us, in many re-
spects, the opposite. In fact, the strands of their relationship were so inter-
woven that the artist-patron model is too simple to reproduce the realities
of the Chinese artist-collector or artist-recipient relationship. The facets of
such a relationship are so much more complex and dialectical than those an-
ticipated by the mode] that they utterly overwhelm its explanatory capacity.

With regard to Fu Shan’s relationship with the anonymous segment of
his public ~ local gentry, merchants, and those attempting to obtain free or
cut-rate calligraphy — we have little information. But though culturally less
sophisticated, they derived meaning from Fu Shan’s calligraphy. A deep-
rooted belief in traditional China held that calligraphy reflected the mind
of its creator, and that acquiring calligraphy by a famous artist brought the
artist’s presence into the owner’s home. From this standpoint, the man who

"¢ One might ask whether it was Dai Tingshi’s calligraphy that influenced Fu Shan’s. But
this is unlikely. From letters, we know that Dai consiantly requested calligraphy from Fu
Shan, yet Fu Shan never reciprocated. Moreover, nol only was Dai Tingshi the most enthu-
siastic promoter of Fu Shan’s calligraphy, but also Fu's calligraphy was the more famous; see
Dai, “Ba jiacang Fu Daoweng sanshi moji™ B 58 918 85 -7 | BB, in 5057, pp. 5117-18.

& As the period’s most influential calligraphy critic, Fu Shan shaped Qing calligraphic
taste. See Bai Qianshen, “Qingchu jinshixue di fuxing dui Bada Shanren wannian shufeng di
yingxiang” 1 & BRHREH A KILABRT EROBE, Gugong xueshu jikan 45T F
T 123 (1995), pp. 9093, gb-100.

115 Li-tsui Flora Fu's excellent review article patronage in Chinese painting points out that
a defect of these studies is in overstating the role of patronage and neglecting the active role
played by some artists in art making; Fu Li-tsui #§17%, “Youguan Zhonggue huihua zanzhu
di yanjiu" R E BB RYNIAT , Renwen xuehas N THEH (5 {Tune tag7), p- 71.
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created the work was more important than what it was about or how well it
was made. Fu Shan knew that many calligraphy-seekers paid less attention
to artistic quality than to his fame as a celebrity. Because it mattered little
to such people whether a piece was good or bad, those that Fu produced
for them were often mediocre. He once wrote cynically:
In West Village there is a useless old man. People come to him one after
another, asking either for prescriptions or calligraphy. This old man does
not know how many people died because of his medicine, or how many
brocades, satins, and fans were smeared by him [with poor writing]. One
can say that these people do not love their lives nor treasure their money.
What foolishness!''”

It is unlikely Fu Shan would have made public such thoughts. But some-
times he did tease recipients in the very works they obtained. A poem ti-
tled “At Random, I Playfully Inscribe” includes this passage:

Blindly, people shower praises over my calligraphy!

But where lies the excellence of my calligraphy, if excellent?

Although calligraphy is made for others,

It is T who know much of the method.

Learning Han clerical script, Cai Yong £ (132-192 AD) is my model,

For the standard seript of Tang, I follow Yan Zhenging.''®

In most cases, Fu Shan used this tactic with sufficient discretion, and
people took his jokes and teasing well, thinking them part of the eccefltr?c
character of a lofty scholar. But sometimes he offended people. He salq in
a note that some thought he liked to curse others.!’? Nevertheless, as point-
ed out above, Fu Shan’s reaction to requests for occasional calligraphy was
often based on his assessment of the expectations of his public. If the as-
sessments went wrong, criticism would follow. In the case of Zhao Jishi, Fu
Shan might have underestimated Zhao’s skill in distinguishing good‘ from
careless calligraphy. Even then, Fu could have afforded te be eccentn.c and
cynical in his response. Since he was already a national cultural figure,
Zhao, a local official, conld do little harm. ‘

The recipients of Fu Shan’s calligraphy, whoever they were, had httl‘e
to do with shaping Fu Shan’s taste; rather, Fu's own aesthetic soal and‘ his
responses to the political and intellectual environment led to innovation.

w7 E8QS 1, p. goo.

14 Ihid., p. 1:16. Fu Shan sometimes copied this poem onto scrotls when he was asked to
write calligraphy.

112 Jhid., p. 8y
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Twice in the early years of the new dynasty his calligraphy underwent trans-
formation. During the 1640s and 5os, for instance, it shows the increasing
influence of Yan Zhenqing. An album of small regular-script calligraphy
written by Fu Shan in the winter of 1653-1654 is evidence of it (see figure
4}. Carefully executed, the work takes as model Yan’s calligraphy in small
regular-script entitled Magy xiantan ji RS 3 (“Record of the Lady
Magn’s Immortal Terrace™). In this work, Fu used Yan’s own techniques to
reproduce Yan’s solid, convex strokes. But the slightly unbalanced charac-
ter structure reminds us of Fu Shan’s early training in the small regular-
script of Zhong You and Wang Xizhi,

Fu Shan’s strong interest in Yan Zhenqing in this period is reflected in
his writings. In the middle or late 1670s, he wrote: “When I open a [work
of| calligraphy by Lugong [Yan Zhenqing], I dare not look at it carelessly.
This is because I have the reverence of a loyalist. .. . Thirty years ago I used
to copy [Yan Zhenqing’s calligraphy] carefully... . Now [ am old! I am
old!™12¢ His enthusiasm for the Tang-era master apparently remained undi-
minished over time: in his late calligraphy, especially in the small running-
script in which he recorded notes in the books he read and annotated, the
influence still was dominant.

The second transformation, which took place in the 1660s, was brought
about by Fu’s deep interest in the clerical-script calligraphy of the Han
period. As mentioned, Fu’s passion for Han clerical script was influenced
by early-Qing intellectual trends, which stressed the importance of inscrip-
ttons on such ancient objects as steles in the process of interpreting the
histories and the classics. The most eloquent advocate of this new calli-
graphic taste was Fu Shan.

Thus, Fu Shan, in his calligraphy, was influenced not chiefly by his
contemporaries but by artists from the distant past, with whom he com-

120 Chen fie MUK, “Shufa onji” FikBHE, in Pinglu conghe G K ¥ %) {Beijing: Beijing Zhong-
guo shudian, 1985}, p. 11a. The second character Fu Shan used for “old” is mas % s which
also has the meaning of “seventy years old.” Fu Shan turned seventy in 1654G; thus this pas-
sage dates from or after 1676. In the passage, Fu mentions that he was copying Yan’s callig-
raphy thirty years earlier, in the late t640s or early t650s. This passage, then, reinforces my
conclusion that Fu Shan spent the years after the Manchu conquest intensively copying Yan
Zhenqing’s calligraphy. In another writing, he describes his feelings when copying Yan Zhen-
qing’s cailigraphy: “I have [often] copied the calligraphy of the two Wangs, and although 1
have written the names of [Wang] Xizhi and {Wang] Xianzhi thousands of times, I have
never paid them special attention. But when I write the name of Lugong [Yan Zhenqing], it
calls forth in me a feeling of profound respect. I do net know why. In just the same way,
when I read the Sanguo zhi WL | History of the Three Kingdoms and encounter Guan [Yu|

[F] {d. 21g) and Zhang [Fei} F|[FR) (d. 221}, ] am unaccountably partial to them and take their
side”; ibid.
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muned, as it were, through direct examination of their works. (N‘altural}y,
though, Fu’s political and intellectual miliew probably inﬂgenced his choice
of ancient models.) The result was the development of an mdependen't style
that only increased his celebrity; and that celebrity in turn boosted his b’ar—
gaining power with individuals in every sector, whether cultural, social,

political, Or economic.

CONCLUSION

The current study has focused almost entirely on the practical and
political of Fu Shan’s calligraphy, but this focus should not be viewed as
denying its all-important aesthetic aspect. Fu Shan produced‘ many wc.)rks
not intended for a practical purpose: some were made for h‘l(S own enjoy-
ment, and many others were inspired by his artistic interest.'*!

Fu Shan was an artist with a keen awareness of his cultural assets‘ am:
his status as a cultural celebrity — what I have called his “cultural ca:plta}.
It was his cultural capital that enabled him to deal successfully with l?fe
problems; without it, he would not have been able to ach?eve what he did.
Unlike political power and wealth, which might‘l:rve drastically .reduced or
entirely lost during a time of dynastic transition,!#* c1.11tura1 capital was no(;
so easily stripped away, and Fu Shan’s cultural reputation not only remaine
intact but continued to grow at the beginning of the Qing.

One reason it did so was that the dynastic transition did not chaTlge
the institutional process for selecting the nation’s politica.l elit‘e. In particu-
lar, the civil service examination, adopied in the north in 1‘b45 and later
resumed in the south, had much to do with shaping the political landscape.
The Manchu were a ruling minority, and to rule China effectively ar.ld t?fﬁ-

ciently, they relied heavily on the Confucian scholarly elite. Confuctan;s.m
was adopted early on by the state as the most important component ol its
ruling ideology. The Han Chinese political elite were selected by the same
procedures and according to the same standards, from the same possestsords
of cultural capital, as in the past. Since the rules of the game remaine
unchanged, Fu Shan’s leading position in the cultural sphere was secure.

121 Fu Shan's discussions of the art of calligraphy can be found in Fu Shan {see n. 57}, PP

3g6—q0t. ‘

122 Jonathan Spence writes: “In Ming and Qing China, there was a]n"!.l:lstdrll;) :;:s:;ca::i{l :i:
such. The descendanis of the ruling families of even thehgr.Eatesl dynasties lthe et Ming
titles and prestige once their dynasties had fallen... .Sumlerly, after :{61:, o W Norton &
aristocracy was not preserved”; The Search For Modern China (New York: W.

Co., 1990} P- 45
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For the Han Chinese, Fu Shan was a member of the “cultural nobility” (to
borrow a term from Bourdieu): 123 to respect Fu Shan and treasure his art
was to respect and treasure “this culture of ours, ™2+

By reviewing everyday economic, political, and cultural matters,125
the present study shows how a calligrapher lived and worked early in the
Qing. It demonstrates how cultural capita] was formed, maintained, and
accurnulated, and how the possessor of cultural capital was in a position to
extract political protection or economic support from those who were po-
litically and economically powerful - reversing what is usually assumed to
be the direction taken between the politico-economic and cultural spheres.

In order to show how cultural capital functioned, I have chosen Fu
Shan, an artist who was keenly aware of his cultural assets and consciously
made use of them in dealing with everyday problems, as the subject of my
investigation. But readers may ask if this concept is applicable to other
literati artists of the early Qing?

The answer is yes. Relationships like the one between Fu Shan and
Dai Tingshi were common among literati artists and collectors. Bada Shan-
ren /\KIUA (1626—1705), for instance, a former Ming prince who lived
through his calligraphy and painting after the dynastic transition, and his
young friend Fang Shiguan 77 3§ (1650—ca. 1711), an Anhui merchant
living in Nanchang who had a great interest in art and literature, had a
relationship similar to that of Fu and Dai.’?¢ Towards the end of his life,
Bada Shanren received much praise, affection, and economic support from
Fang, who was twenty-four years his junior and probably regarded the
former Ming prince as his mentor and probably as a cultural hero. Two
lines from one of Fang’s poems express his admiration: “Fortunately, we
still have our model of character close by, so the world is not as sad and

123 Bourdieu, Distinction, p. 2.

124 This point may be illusirated by the following. In 1646 Wei Yiao was appointed pre-
fect of Pingding, Shanxi. Before e left for Shanxi, his Ming loyalist mentor wrote him a
motto; “Be honest in performing official duties; love the peaple; respect the scholars®; Bai,
“Fu Shan yu Wei Yiao,” p. 8. The phrase “this culture of ours” is borrowed from the title of
Peter K. Bol's “This Culture of Ours”: Intellectual Transitions in Tang and Song China (Stanford:
Stanford U.P., 1ggz).

123 Studies of this kind in Chinese painting tend to miss the significant distinction beiween

artists who possessed much cultural capital and those who had very little, if any.

126 On the life and art of Bada Shanren, see Wang Fangyu and Richard Barnhart, 7he
Master of the Lotus Garden: The Life and Ar! of Bada Shanren {16261 705, ed. Judith Smith
{New Haven: Yale University Art Gallery, 1990}, esp. discussion of Bada Shanren's friend-
ship with Fang Shiguan on p. 5g; see also Wang Shiqing {E{##, “Qingchu sidaseng hekao”
FEWMERIEE®, The Journal of the Institute of Chinese Studies of the Chinese University of Hong
Kong FHEh I KB QB LH TS 15 {tg84), pp. 199-200,
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cold as it is in deep autumn.”'??

The well-connected senior government official Zhou Lianggong ] 5&
T {16 12-1672) was another artist-cotlector to whom the approach em-
ployed here might be applied.'*® Take, for example, Zhou’s interaction
with Cheng Sui 2 (1607-1692), a literati seal-carver.'?® In his Yinren
ghuan ENNA1& (Biographies of Seal Caroers), Zhou wrote:

When someone asked Mugian {Cheng Sui] to carve a seal, he would re-
spond to the request only after several months, or a few years later; or
sometimes not at all. For this reason, he has been condemmned by those
who do not know his character well, But Mugian does not care, because
with [such superlative] poems and essays he despises his contemporaries.

I have known Mugqian for more than thirty years, but have fewer than
thirty seals by him in my collection,'*

Thus it seems that Cheng, like Fu Shan, frequently adopted the tactic
of delayed response when dealing with his clientele.’®! What is significant
is that it was his poems and essays — the true measure of one’s cultural
achievement in traditional China - and not his artistic skill, that Cheng was
so proud of, and allowed him to delay his response to requests, even to
ignore some. While Zhou, a powerful collector, was unable to get as many

of Cheng’s seals as he wished, he nonetheless praised Cheng as the fore-

. . r H : 132
most seal carver of his time and was proud of their association.

Many more examples of this kind might be cited. Once the notion of
cultural capital is introduced into the study of early-Qing literati art, we

127 Translation by Wang Fangyu, in Wang and Barnhart, Master of.r)_u Lotus Garder:, P: 59-
For the respect showed Bada Shanren by local officials, see Wang, “Qingchu sidaseng,” pp.
198-9g. ' _ o

128 For a biographical study of Zhou Lianggong, see Hongnam Kn:rl, The Life of a tron:
Zhon Lianggong (1G12~1672) and the Painters of Seventeenth- Century Ching (New York: China
Institute of America, 19gt). o

123 For biographical information on Cheng Sui, see Li Zhigang T2, “Cheng Sui (_Ih()'_:'.—
1692} huibua yanjiu™ #£ ¥ (1607-1602) M EUIY, Masier's Thesis, The Chinese Universi
ty of Hong Kong, 19g5. o

130 Zhou Lianggong, Yinren zhuan, as reprinted in Ming Qing yinren zhuan BATREI A 4 (Hong
Kong: Boyazhai, 1977), j. 1, p. 10b. . ‘ '

121 I we read carefully the letters, nates and inscriptions of early-Qing artists, we find thai
the tactics employed by Fu Shan were also sometimes adopted by olhers. E. B in th:.- sey-
enth letter of a newly discovered album of Bada Shanren’s letters, the Iatle.r writes: On a
small fan for Mr. Nai, I transcribed |some of] my own writing{s) to invite his criticism. On
other works |1 am sending to you] I did not sign my name [or impress my name seal|. Please
forgive me.”

122 Zhou, Yinren zhuan 1, p. 10b.
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find that Fu Shan was by ne means an isolated case, Few artists, of course,
enjoyed a national reputation like Fu Shan’s. But there were many who
were celebrities at the provincial or local level, and though their cultural
capital varied, and many were not as skillful as Fu in putting it to use, they
nonetheless employed it in dealing with the political and economic cir-
cumstances in which they found themselves, This is the key point that the
present study tries to make: that, in possessing cultural capital, literati art-
ists may be distinguished from professional artists.

Fu Shan’s use of cultural capital was by no means extraordinary, What
is perhaps unique is that in his notes and letters, Fu Shan documented this
use — and his negotiating tactics - in great detail; and that these notes and
letters, which fortunately have survived because of their calligraphic value
and Fu Shan’s fame, enable us to reconstruct his interactions with his friends
and clients. Many early-Qing artists who did not leave such writings in fact
lived lives not unlike Fu Shan’s, and shared with Fu Shan the modes of
making and using works of art. It seems reasonable to generalize on the
basis of Fu Shan’s experience.

A study of Fu Shan leads us to the conclusion that the political, eco-
nomic, and cultural circumstances of Chinese literati artists early in the
Qing era were in many ways richer, more variable, and more complex
than has been assumed by previous investigations, and it calls for thearet-
ical alternatives in the study of early-Qing art in particular, and the social
history of Chinese art in general.

LIST OF ABBREVIATIONS

FSQS Fu Shan guanshu 18 ||| 28
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Figure 1. Fu Shan, Letter to Dai Tingshi on Purchase of Food in Qixian

Ca. 1665; collection of Deng Baoshan. After Lin and Yao, eds., Fu
Shan (see n. 57), p. 110; by permission of the editors.
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Figure 24. Fu Shan, Hanging Scroll

First of a set of tweive scrolls for Wang
Xiyu. Shanxi Provincial Museum; af-
ter Fu Shan, p. z23; by permission of
the editors.
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Figure 2p. Fu Shan, Hanging Scroll

Last of a set of twelve scrolls for Wang
Xiyu. Shanxi Provincial Museum; af-

ter Fu Shan, p. 228; by permission of
the editors,

Figure 3. Fu Shan, Colophon to Thousand-Character Classic

Cursive script. Shanxi Provincial Museum; after Fu Shan, p. 264; by permis-
sion of the editors.



Figure 4. Fu Shan, Transcription of Zengzi wen

SmAall regular script; 1654. Current collection unknown. After Nishikawa
Nei #5)112, ed., Shin Fu Zen sha 3G 1U%E (Tokyo: Nigensha, 1977}, p- 43.

Figure 5. Fu Shan, Hanging Scroll

1656. First of a set for Wei Yiao. Col-
lection of H. Christopher Luce. By per-
mission of the collector.
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Figure 7. Fu Shan, Lea f n Album of Calligraphy in Assorted Scripts

i of New York.

ng Jisu

nd Fu Mei

ity of Michigan Museum of Art.

Figure 6. Dai Tingshi, Colophon to Album of Paintings by Fu Shan a

1663, Private collection on loan to the Univers

By permission

Undated. Formerly in collection of Dingyuanzhai, Taibei. Photograph

provided by Go

of the collector.



