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2. HANDWRITTEN BOOKS
BEFORE AND AFTER THE

INVENTION OF PRINTING






Part A. The Early
Scroll Book

In China as in the ancient Mediterranean world, the earliest books were
handwritten on long strips of soft material that could be rolled, making
convenient units for carrying about, reading, and storing. In the Mediter-
ranean world the material was papyrus, fundamentally different from pa-
per, although from it our word for paper is derived. In ancient China the
material was silk. During Roman times papyrus gave way to parchment
and vellum, treated animal skins that could more readily be cut-into rectan-
gular sheets than joined into long strips, so the papyrus roll gave way to
the codex, a stack of parchment sheets fastened together at one side. In
China, silk began to give way to paper in the third century A.D. (although
it was never fully displaced for calligraphy or painting). Paper could be
rolled as easily as silk, and the roll or “scroll book™ (chiian) continued to be
the standard format for the book for many centuries. It was not until print-
ing from wooden blocks was introduced in the seventh or eighth century
that a new material factor, the practical limits on the size of wooden blocks,
imposed shape and size on pages. That is when the roll gave way to stacks
of pages stitched together to form a ts’e, or volume. Thus the new form of
the book in China came to resemble the somewhat earlier new form of the
book in Europe, the codex. The implications for design of the shift from
long strips to rectangular page-size units have intrigued art historians East
and West. In China, before that change occurred the scroll book had
achieved a long history of high artistic significance. As in the West when
printing finally appeared there in the fifteenth century, the venerated tra-
ditions of the hand-copied book were slowly and reluctantly displaced;
they set the standards for the early printed “imitations.”

The history of that hand-written scroll book thus goes back to the po-
shu, the books written on silk, known from literary records as having com-
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SECTION TWO

menced as early as the seventh century B.C. (although the earlier form of
the book written on strips of wood or bamboo continued to be used
through Han times). A few beautiful examples from pre-imperial times
have been found. The most extensive finds however are from early Han,
from a pair of tombs excavated at Ma-wang-tui near the Hunan city of
Ch’ang-sha in 1972. Dating from about 190 B.C., they contained many
objects in perfect state of preservation, including a dozen or more extensive
pre-Han texts written on silk. We have no example of po-shu to display
here.

Here we see a number of important hand-written scroll books all written
on paper. Of greatest historic interest is the scroll written by So Tan, signed
and dated to a date corresponding to 270 A.D. It contains the latter forty
percent of the famous Taoist text, the Lao Tzu (or Tao-te Ching). It may be
the earliest scroll book written in ink on paper anywhere in the world. It
was preserved in the cache at Tun-huang discovered by Sir Aurel Stein in
1907. It can be compared with photographs of the Ma-wang-tui po-shu, or
silk manuscript, of the Tao-te Ching written about 190 B.C. These texts,
about 450 years apart, are the two earliest known versions of the famous
Taoist work. Note the development of the calligraphy and the continuities
of format.

With the coming of Buddhism to China during the Han period, there
were many reasons for making copies of Buddhist writings, the sutras. A
distinct style of standard script developed, as skilled copyists, whose names
we usually do not know, standardized the copying of sutras. The style of
their calligraphy is often called “‘hsieh-ching-t’i”’ or sutra-writing style. It has
its own logic, stressing smooth uniformity, varying in artistic quality but
recognizably of one genre. Here we see a number of outstanding examples
of sutras, mostly from Tun-huang and dating from the sixth through the
ninth centuries.

Labels no. 24-25 are by Siu. The essays and all remaining labels are by
Ch’en.
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THE SCROLL BOOK

24. Formal ceremonies at a meeting of scholars
(Shih hsiang-chien chih Ii). Replica of
wooden strips in clerical script.

Date: early 1st c. B.C.
Dimensions: 55.5 cm long.

Source: Chung-kuo k’o-hsiich-yiian k’ao-ku
yen-chiu-so, comp., Wu-wei Han-chien
(Peking: Wen-wu, 1964), p. 24; excavated
from M5, Mo-tsui-tzu, Kansu.

Although paper had already come into use by
the Han period (206 B.C.-220 A.D.), wooden
and bamboo strips were still widely used as an
inexpensive material for writing until the third
century. Classical texts written on such strips
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and bound into a set, as shown here, consti-
tuted an early form of the book. With the in-
dividual strips fastened in a fixed sequence, the
text was kept in the right order. Before an in-
scription was executed with a brush in black
pigment, the writing surface had to be polished
and sometimes covered with a coating. For
binding, notches were cut onto the side of the
strips where they were to be fastened with
hemp or leather string. On this set of wood
strips is preserved a text on scholarly ritual and
decorum. The brushwork is highly finished
and the composition gracefully balanced. The
spacious arrangement adds to our visual enjoy-
ment.
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25. Lao-tzu. Ink on silk in seal script.

Date: early 3rd c. B.C.
Dimensions: 18 cm wide.

Source: Ma-wang-tui Han-mu po-shu cheng-
li hsiao-tsu, comp., Ma-wang-tui Han-mu po-
shu Lao-tzu (Peking: Wen-wu, 1976), fig. 1;
excavated from M3, Ma-wang-tui, Ch’ang-
sha, Hunan, in 1974-5.

Ancient texts preserved on silk manuscript
were an early form of the book. Written on this
partially deteriorated manuscript are two
Taoist classics, the Te-ching and the Tao-ching,
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and four other ancient texts dealing with moral
issues and military affairs. The text is executed
in small-seal script, which had already under-
gone a partial evolution to clerical script. The
pictographic nature of the seal script here has
been adjusted to quicker, more regularized
writing, as seen in the pausing and thickening
of rightward diagonals and the emphatic left-
turning sweeps. The vertical columnar format,
marked with fine ink lines, derives from bam-
boo strips. Found in a tomb datable to 168
B.C., this silk manuscript was probably ac-
quired during the lifetime of the tomb’s de-
ceased and cherished as a rare and antique item.
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26. Transcription of the Tao-te ching. Detail
of handscroll in clerical script, ink on
paper.
Calligrapher: So Tan (ca.250 - ca.325 A.D.). paper scrolls. A large proportion of these
Date: 270 A.D. scrolls are manuscripts of Buddhist sutras

and Confucian or Taoist classics, among

- et e s L which the earliest work is a copy of the

Callespon: The Jana B, BRow Collecton on Tao-te ching (no. 26), dated 270 A.D. and

loan to The Art Museum, Princeton ; :

University (L198552) transcribed bY So Tan (Ca. 250—(:3.325).] It
is now in the John B. Elliott Collection on
loan to the Art Museum, Princeton Uni-

Dimensions: 30.8 ¢cm high.

versity.
Important archaeological finds in China at So Tan was born into a literary family
the turn of this century occurred during at Tun-huang. His uncle So Ching (239-
the exploration of the Sutra-storage Cave 303) was a scholar, geomancer, and tal-
(ts’ang-ching tung) at Tun-huang in Kansu ented calligrapher who specialized in the
province. The collection in the cave con- cursive-script style. In 264, So Ching and
sists of a great variety of historical docu- his four cousins entered the Imperial
ments that touch upon almost every as- Academy (T ai-hsiich) in Lo-yang, then
pect of Chinese culture from the third to the capital of the Wei Kingdom (220-265
the eleventh century. The documents in- A.D.), and became famous as the ‘“‘Five
clude both religious and secular themes; Dragons from Tun-huang.” Possibly the
and the media include visual and literary young So Tan joined his uncles in the Im-
forms, mostly preserved on silk and perial Academy at this time. In Lo-yang
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he became interested in Taoism, which
probably was introduced to him by his
friends from southeast China, then the
center of the religion. Probably through
their connections he moved to Nanking,
the capital of the Wu Kingdom (221-280),
and adopted the calendar year of the Wu
reign to date his works. He finished the
transcription of the Princeton Tao-te ching
in 270.2 At the end of the scroll, he in-
scribed: “On the fifth day of the fifth
month of the keng-yin year, the second
year of the Chien-heng reign, So Tan
from Tun-huang Commandery finished
writing this” (Chien-heng erh nien keng-yin
wu-yiieh wu-jih Tun-huang chiin So Tan
hsieh i). The extant manuscript in Prince-
ton offers but a fragment of the original
classic, attributed to Lao Tan (active ca.
5th c. B.C.). The characters are written

within 118 ink-ruled columns on fragile
yellowish paper. According to Professor
Jao Tsung-i, the So Tan manuscript was
primarily based on an ancient version of
the Tao-te ching with commentary by Ho-
shang-kung (fl. ca. 3rd c. A.D.) and is dif-
ferent from another version with com-
mentary by Wang Pi (226-249).3

The calligraphic style of the So Tan
manuscript demonstrates a relationship

27. Chien Kuan-nei hou Chi-chih piao
(Memorial to recommend Chi-chih, Marquis
of Kuan-nei). Detail of rubbing, ink on
paper.

Calligrapher: attr. Chung Yu (ca.170 - 230).
Date: original rubbing from N. Sung (960-
1127).

Dimensions: 13.7 x 25.7 cm.

Source: Shodo 3, no. 111.
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with that of the great calligrapher Chung
Yu (ca. 170-230). Squat in shape, each
character shows elements of clerical-script
(li-shu), characterized by wavy horizontal
strokes (p’o) and strongly accented flaring
diagonals (chieh, or na). The stress on
these flaring diagonal strokes gives each
character a stable base and balances the
composition. Each stroke has a smooth
silhouette, which results from the steady
movement of a soft brush controlled by
a highly trained hand. In its overall effect,
the calligraphy looks natural, relaxed, and
rhythmical. These characteristics, includ-
ing squat composition, emphatic diago-
nal strokes, relaxed brushwork, and an
unembellished manner reflect the calli-
graphic style of Chung Yu, as seen in the
“Memorial to Recommend Chi-chih, the
Marquis of Kuan-nei” (Chien Kuan-nei
hou Chi-chih piao) attributed to him (no.
27). It was not surprising that So Tan
adopted Chung Yu’s calligraphic style
during his stay in Lo-yang, since Chung
had been an influential statesman and cal-
ligrapher there until his death in 230.

Another example with aesthetic princi-
ples similar to those of the So Tan manu-
script is a fragment discovered in Turfan
in Chinese Turkestan, from Records of the
Wu Kingdom (Wu chih), datable to ca. 300
A.D. (no. 28). The calligraphic style rep-
resented by the So Tan manuscript, more-
over, became a convention for transcrib-
ing Buddhist sutras in the Six Dynasties
Period (220-589) known as Liu-ch’ao
hsieh-ching t’i. One of the best examples
of this category is a manuscript entitled
“Formula to Be Recited at the Ceremony
of Receiving the Commandments™ (Shih
sung pi-ch’iu chieh pen), dated 406, now
in the collection of the British Library (no.
29).4

Conventionally, the term hsieh ching has
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28. Wu-chih ts’an chiian (Fragment from
‘Records of the Wu Kingdom’).

Detail of handscroll, ink on paper.
Author: Ch’en Shou (233-297).
Date: ca. 300.

Dimensions: 25.7 cm high.
Source: Shodo 3, no. 127.

referred only to the production of Bud-
dhist sutras. But since it literally means a
transcription either of the texts of sutras or
of classics, then naturally it should also in-
clude transcriptions of Buddhist tripitaka,
Taoist scriptures, and Confucian classics.
Although the tradition of sutra transcrip-
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29. Shih sung pi-ch’iu chieh-pen (Formula to
be recited at the ceremony of receiving the
commandments). Detail of handscroll, ink
on paper.

Date: 406.

Dimensions: entire scroll 24.5 x 710 cm.
Collection: British Library (S. 797).

Source: Asahi Shinbunsha, Dai’ei toshokan
shiizé Tonkd Réran kobunsho ten (Tokyo: Asahi
Shinbunsha, 1983), p. 56, pl. 32.

tion has remained alive since Buddhism
came to China in the first century A.D.,
there 1s no single persistent calligraphic
style specifically designed for this cate-
gory. The so-called “sutra transcription
style” (hsieh ching t’i) is a vague term refer-
ring to the text being transcribed, rather
than to a calligraphic style.

In fact, the many sutra transcriptions
executed throughout the centuries can be

distinguished by different period styles,
each reflecting a variety of sources and
aesthetic concerns. For example, the “Six
Dynasties Sutra Transcription Style” be-
speaks its primary relationship with the
style of Chung Yu, characterized by for-
mal simplicity (see above concerning the
So Tan manuscript). In contrast, the
unique calligraphic style of the “T’ang Su-
tra Transcription’ category clearly differs
from works of the Six Dynasties. This
point can be illustrated by a stylistic anal-
ysis of a scroll entitled **‘Mo-ho po-jo p’o-
lo-mi-to ching” (Mahaprajiiaparamita)® by
an anonymous T ang calligrapher (no. 30)
from the Sutra-storage Cave at Tun-
huang.

This scroll consists of only one chapter
from the original sutra entitled “Pien-
hstich p’in.”” The characters are written
within ink-ruled columns on yellowish
paper. The format consists of columns of
seventeen characters, except in a few
cases where the number of characters
ranges from eighteen to twenty-two. The
calligraphy of this scroll clearly contains
elements of regular script (k’ai-shu), char-
acterized by sophisticated brushwork, ar-
chitectonic composition, and tight, even
spacing.

The horizontal and vertical brush
strokes are of similar width; dots and
hooks are evident; and the flaring diago-
nals prominent in clerical script are less
pronounced. Each stroke represents the
subtle and complicated modulations that
result from skillful shifts of the pressing-
and-lifting movement of the brush. These
sophisticated strokes are compressed into
a square composition to form each char-
acter. They are tightly spaced from top to
bottom in each column, but an open space
is left between columns. This arrange-
ment brings to the entire composition a
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sense of rectitude and regularity. (Such
characteristics are also found in three other
Buddhist sutra scrolls datable to the same
period: “Mo-ho po-jo p’o-lo-mi fang-
kuang ching kung-yang p’in,” “Ta-chi-
ching hsien-hu-fen shou-chi-p’in,” and
“San-mi-ti-pu lun.”’® (See nos. 31-33.)

The development of regular-script cal-
ligraphy reached its apex in the T’ang pe-
riod, when new aesthetic formulae in this
genre flourished. The great masters were
Yi shih-nan (558-638), Ch’u Sui-liang
(596-658), Ou-yang Hsiin (557-641), and
Yen Chen-ch’ing (709-785), whose influ-
ence was widespread and prolonged. A
ninth-century rubbing, “An Inscription
on the Stele at Hua-tu Temple” (Hua-tu-
ssu pei ming) by Ou-yang Hsiin, which
was discovered at the Sutra-storage Cave
at Tun-huang,” indicates that calligraphers
in the Tun-huang Buddhist scriptoria
knew and adopted the formulae of these
masters.

Mahayana Buddhism was introduced
from China to Japan by Paekche monks
in the mid-sixth century. Patronized by
Prince Shotoku (572-621), the new reli-
gion began to flourish nationwide. Based
on Chinese models, numerous Buddhist
temples were erected, statues created, and
sutras transcribed. Transcription of Bud-
dhist sutras in Japan had by the twelfth
century undergone a three-stage artistic
evolution. In the Nara period (645-710),
sutra transcription was primarily carried
out by monks. Most sutras executed in
this period were written in ink on plain
paper; occasionally they were transcribed
in gold paste on indigo paper. In the early
Heian period (794-897) these practices be-
gan to change: the sutras copied in this
period were often transcribed in gold or
silver ink on colored paper and were ac-
companied by illustrations, either preced-

ing the text as frontispieces, or paralleling
the text.®

In the late Heian period (897-1185),
the development of sutra transcription
reached its apex, both in quality and in
quantity. The transcription of sutras be-
came a new fashion among the ruling
class. Aristocrats saw sutra transcription
not only as a means of expressing their re-
ligious piety, but also as a means of accu-
mulating the personal merit needed to
achieve salvation. Motivated by this con-
viction, some of them initiated projects to
transcribe enormous numbers of sutras
that were then dedicated to temples.’
Most of the sutras copied in this period
were physically embellished in the Japa-
nese style known as “Decorated Sutras”
(soshoku-gyo), with text written in gold or
silver paste on colored paper and preceded
by a frontispiece and a floral-decor cover
on the reverse.!®

The most distinctive groups of such su-
tra include the Jingoji Sutras (Jingoji-kyo)
dedicated by the imperial family to the
Jingo Temple in 1141,!! the Chusonji su-
tras (Chiisonji-kyo) dedicated by the Fuji-
wara family to Chasonji late in the twelfth
century, and the “Sutras Dedicated by the
Taira Family to the Itsukushima Shrine”
in 1164. The latter are known as the
Heike-n6-gy6.!? In terms of decoration,
the Jingoji and Heike-n6-gy6 sutras rep-
resent a drastic contrast in aesthetic taste.
Most of the decor on the latter is colorful
and innovative — an appropriate reflec-
tion of the character of the Taira family,
then overwhelming the country with
wealth and political success. In contrast,
the decoration on the Jingoji sutras is
more conservative. Its simple, refined,
and elegantly restrained quality reflects an
older tradition of sutra illustration. '3

The Jingoji sutras clearly show formal
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30. Mo-ho po-jo p’o—lo-mi ching
(Prajaiaparamita sitra). Detail of
handscroll, ink on paper.

Date: T’ang period (618-907).
Dimensions: 27.3 cm high.

Collection: The John B. Elliott Collection on
loan to The Art Museum, Princeton
University (L1986.104b).

affinities to T’ang models, as seen in a
scroll entitled “Kompon setsu issai ubu
binaya” (Ken-pen-shuo i-ch’ieh yu-pu pi-
na-yeh; Sanskrit: Miilasarvdstivada nikaya
vinaya sitra)'* now in the collection of the
Art Museum, Princeton University (no.
34). The scroll consists of two main parts:
the text of the sutra and a frontispiece,
which shows the Buddha preaching under
Vulture Peak. The physical relationship
between the text and the frontispiece as
such is a formal adoption of the T’ang
mode, as seen in the Diamond Sutra
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(Prajnaparamita-sutra), dated 868, in the
British Museum (no. 35). Both the text
and the painting of the Jingoji scroll are
executed in gold and silver paste on indigo
paper — the same media popularly used
in the T ang period.'® The text is arranged
into columns defined by silver lines. In
most cases, each column comprises sev-
enteen characters, the number commonly
used in most Japanese sutra scrolls. This
style also can be regarded as a T ang influ-
ence, and is represented by the Buddhist
sutras found at Tun-huang.

In the text such characters as erh and o
were written in archaic forms. Archaic
scripts of this kind were used formulai-
cally in T’ang sutra writings, and thus
show how faithfully the Jingoji sutra pre-
served the T'ang model. In terms of cal-
ligraphy, the characters of the Jingoji
scroll are written in refined regular-
script style, neatly configured, and evenly
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31. Mo-ho po-jo p’o-lo-mi fang-kuang ching
kung-yang p’in. Detail of handscroll, ink
on paper.

Date: early T'ang period (ca. early 7th ¢).
Dimensions: entire scroll 25.73 x 466.73 cm.

Collection: Gest Oriental Library.

spaced. This is reminiscent of the T’ang
sutra writings seen in nos. 30-33. The sty-
listic affinity between the Jingoji sutra and
its T’ang sources proves that T’ang cul-
ture remained influential in Japan during
the Heian period.

Esoteric Buddhism entered Japan dur-
ing the Nara period (710-794) because of
constant cultural contact with China. It
was at that time regarded as a mystery re-
ligion (mikkyo), and initially gained little
prominence. During Heian, however, this
religion began to flourish, and eventually
became one of the most influential Bud-
dhist sects, dominating Japanese religious
life throughout the period. The flores-
cence of Esoteric Buddhism in Japan has
been accredited to the “Eight Masters,”
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32. Ta-chi-ching hsien-hu-fen shou-chi-p’in.

Detail of handscroll, ink on paper.
Date: T"ang period (618-907).
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Collection: The John B. Elliott Collection on
loan to The Art Museum, Princeton

University (L1986.61).

33. San-mi-ti-pu lun. Detail of handscroll,

ink on paper.
Date: T'ang period (618-907).

Dimensions: 23.3 cm high.
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34. Komponsetsu issai ubu binaya
(Milasarvastivada nikaya vinaya sitra).
Detail of handscroll, gold and silver on
indigo paper.

Date: Late Heian period (ca. 1150).
Dimensions: painting, 25.9 x 21.2 cm;
calligraphy, 25.9 cm high.

Collection: The Art Museum, Princeton
University (1959-121).

who included such important monks as
Kuakai (774-835), Ennin (794-864), and
Enchin (814-891). Each traveled to China
and brought back large numbers of Eso-
teric Buddhist icons and scriptures edited
in the K’ai-ytian period (714-741).1¢
Esoteric Buddhists believed that the only
way to reach enlightenment is through
the ceaseless practice of chanting Esoteric

sutras and meditating on Esoteric deities
to the accompaniment of ritual gestures.
Each deity was believed to hold a certain
power to help followers quell emotional
turmoil and reach eternal peace. The pic-
torial representations of these deities are
based strictly on iconographic descrip-
tions appearing in sutras. Depending on
their nature, status, and power deities are
represented either in merciful or in fearful
appearances, and accompanied by attri-
butes and emblems symbolizing their spe-
cific powers. They can be represented in-
dividually as independent icons, or shown
hierarchically grouped in a schematic dia-
gram called a mandala, which symbolizes
each one’s influence over a specific sphere
of the Buddhist universe. Considered as
pivotal vehicles to enlightenment, the Es-
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oteric icons thus are important in both
public and private rituals. In the Heian pe-
riod, due to the popular expansion of re-
ligion, Esoteric icons were constantly
copied with great accuracy and precision
from earlier models. One of the most im-
portant works of this period is the “Ten
Scrolls of Esoteric Icons” (Zuzo jikan sho)
compiled by Byodobo Yogen (some say
by Shojobo Ejo) around 1135.17

The Ten Scrolls are an encyclopedic
compilation of extant Esoteric icons, and
became standards for copies in later pe-
riods. As preserved in later copies, the Ten
Scrolls consist of ten categories of icon
arranged in hierarchical order: starting
with buddhas, bodhisattvas, and heavenly
kings, and ending with celestial beings.
Each icon is accompanied by a passage of

text that serves as an iconographic refer-
ence. It includes the sutra on which the
icon is based, the original Sanskrit name
of the icon, an emblematic Sanskrit char-
acter as insignia for the deity, and specific
mudra, weapon, and vehicle by which the
deity is identified.'® The best example of
these characteristics is a fragment show-
ing the ninth of the Ten Scrolls copied by
an Esoteric Buddhist monk, Konkoshi
Ryosho, in 1321.'" The fragment,
mounted as a handscroll, is now in the
collection of the Art Museum, Princeton
University.

The Princeton fragment is missing the
scroll’s first five icons and text. It consists
in total of seventeen sections of icons of
heavenly kings, each accompanied on the
right by its text, providing a strict formula
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35. Frontispiece to Chin-kang ching
(Prajfiaparamita sitra). Detail of
handscroll, blockprint on paper.

Date: T’ang period (618-907).
Dimensions: 23.7 x 28.5 cm.

Collection: The British Library (P.2. Ch. ciii.
0014).

Source: Whitfield, Art of Central Asia 2, fig.
144,

for the execution of the icon. In some
cases an annotation is added at the end of
the text to give more iconographical ref-
erences, as seen in the thirteen columns of
writing immediately to the right of the
Four Heavenly Kings in the middle of the
fragment (no. 36). The annotation indi-
cates that the coloration for the Four

T Y T '\ __EJ(/ “qf:}-..
S

SV

Heavenly Kings is as follows: the King of
the North (Vaisravana), dark blue; the
King of the East (Dhrtarastra), light blue;
the King of the South (Viridhaka), red;
and the King of the West (Viripaksa),
white. It further explains that this formula
was adopted from that for another set of
the Four Heavenly Kings in the Great
Eastern Temple (Todaiji), and the formu-
lation of such color-cardinal relationships
was borrowed from Chinese geomancy
(yin-yang chia), rather than from tradi-
tional Esoteric iconography.

By the end of the ninth century, the
Chinese had already applied woodblock
printing technique to the reproduction
of Buddhist sutras and illustrations. The
most important extant works of this cate-
gory are the scroll of the Diamond Sutra
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(Chin-kang ching), dated 868, the “Image
of Pi-sha-men t’ien” (VaiSravana), dated
947, and the ‘“‘Image of Bodhisattva”
(Wen-shu p’u-sa; Sanskrit: marnjusri), dat-
able to the mid-10th century, all in the
British Museum (nos. 37-38).%0

A remarkable breakthrough in the tech-
nique of woodblock printing took place
in the eleventh century, when Pi Sheng,
a Northern Sung (960-1127) official, in-
vented movable type (huo-tzu-pan yin-
shua-shu). This technological innovation
can be considered the origin of modern
typesetting. This efficient method of
printing spurred the proliferation of books
and Buddhist sutras from then on, and
Buddhist scriptoria probably began to
lose their importance as centers for repro-
ducing sutras. Even so, highly developed
printing techniques did not terminate the
long history of sutra transcription. In fact,
pious Buddhist calligraphers in later pe-
riods never ceased to transcribe sutras so
as to incur blessings on special occasions.
One of the best examples of this category
is the Diamond Sutra copied by Chang
Chi-chih (1186-1263), now in the John B.
Elliott Collection (nos. 39a-b).%

Chang was brought up in Li-yang, An-
hui, in a family famous for political and
scholarly achievement, and he became a
renowned calligrapher. His uncle Hsiao-
hsiang (1132-1170) was a high-ranking
official and esteemed calligrapher, who
employed the writing style of Yen Chen-
ch’ing. His father, Hsiao-po (c.s. 1163),
was also a successful offical. Chang Chi-
chih himself passed the chin-shih examina-
tion and became the tutor to the crown
prince. He completed this copy of the
Diamond Sutra in memory of his father’s
death on the first day of the sixth lunar
month of 1246 (indicated in the colophon
at the end of the text, no. 39b). Written on

gridded paper, the calligraphy was origi-
nally mounted as a handscroll, then con-
verted into an album in 1664.22 The pres-
ent album consists of 128 leaves;? each
leaf contains four columns, each usually of
ten medium-sized characters in regular-
script style.

The calligraphy strongly demonstrates
Chang’s personal style: taut economic
brushwork and open spacing. The dy-
namic aesthetic quality results from his
synthesis of the brush techniques and
compositional ideas of his predecessors,
including Chung Yu, Wang Hsi-chih
(321-379), Ch’u Sui-liang, Yen Chen-
ch’ing, Li Yung (678-747), Sung emperor
Hui-tsung (r.1100-1125), Su Shih (1036-
1101), and Huang T’ing-chien (1045-
1105).

The brushwork of the Diamond Sutra is
extremely sophisticated (no. 39a). Each
stroke contains internal variations in
width, resulting from the shifts of pres-
sure from the brush movements. These
variations are most clearly seen in the hor-
izontal strokes, each one of which looks
thicker at its beginning on the lower left
and thinner at its end on the upper right.
This slightly tilting arrangement creates a
sense of dynamic movement. The device
originated in the “Epitaph for General Li
Ssu-hsiin” (Yiin-fei chiang-chiin Li Ssu-
hsiin pei) by Li Yung. Another technique,
in which the termination of the horizontal
stroke is short and abrupt, can be traced
back to Wang Hsi-chih, as seen in his
“Letter on the Seventeenth Day” (Shih-
ch’i t’ieh). But in other cases, the horizon-
tal stroke is terminated with a sharp thin
hook moving in a reverse direction. This
device recalls the brush idiom of Sung
emperor Hui-tsung, famous for his “slen-
der-golden style” (shou-chin t’i). To bal-
ance these tilting, undulating horizontal
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36. Esoteric Buddhist icons. Detail of
handscroll fragment, ink and colors on
paper.

Artist: Konkoshi Ryoshao.

Date: 1321.

Dimensions: 30 cm high.

Collection: The Art Museum, Princeton
University (1958-42).

strokes, most of the vertical strokes are
thin, rectilinear, and relatively even in
width.

Most of the diagonal strokes extending
from upper right to lower left look thin
and simple in shape, but their strong force
counterbalances the tilting. Here Chang is
influenced by Huang T’ing-chien, partic-
ularly his “Letter to Chang Ta-t'ung”
(Tseng Chang Ta-t'ung ku-wen t’i-chi).
In contrast, the diagonals extending from
upper left to the lower right are graceful in
shape but complicated in brushwork.

They appear slender and elegant in the be-
ginning but become thick and brisk at the
end — a feature reminiscent of the brush
idiom of Ch’u Sui-liang.

The configuration of the individual
character is square and self-balanced, re-
flecting the aesthetic ideas of Yen Chen-
ch’ing — those concerned with formal
dignity and correctness. Yen’s style was
highly praised among Sung scholars, who
considered calligraphy to be the imprint of
the mind and the reflection of the artist’s
personality. Probably Chang Chi-chih
adopted Yen'’s style through the teachings
of his uncle Hsiao-hsiang.

The most notable aspect in Chang’s
composition is the sense of spaciousness.
Although the idea of creating large spaces
within small characters comes from Su
Shih, Chang Chi-chih made his own
interpretation. First, he often allowed
space between strokes, especially in the
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upper-left corner of an enclosure (such a
device can be traced back to Chung Yu, in
his “Memorial to Recommend Chi-chih”’;
see no. 27). Secondly, he usually com-
bined two diverging strokes into a brief
hook and left more open space in the char-
acter composition. And thirdly, he placed
shortened and sharpened dots at a certain
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distance from the character proper in or-
der to enlarge the space between them.

As we have seen, all the versatile de-
vices in brushwork, composition, and
spacing bring to the writing of the Dia-
mond Sutra the open, lively, and dynamic
quality of Sung calligraphy.?
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37. Pi-sha-men t’ien (Vaisravana). Album 38. Wen-shu p’u-sa (Bodhisattva manjusri).
leaf, blockprint on paper. Album leaf, block print on paper.

Date: 947. Date: ca. mid-10th c.

Dimensions: 40 x 26.5 cm. Dimensions: 27.9 x 16.8 cm.

Collection: The British Museum (Stein Collection: The British Museum (Stein
painting 245). painting 237).

Source: Whitfield, Art of Central Asia 2, fig. Source: Whitfield, Art of Central Asia 2, fig.
153. 142.
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.

39a-b. Chin-kang ching (The Diamond Dimensions: each leaf, 29.3 x 13.7 cm.

Sutra). Album leaves, ink on paper. Collection: The John B. Elliott Collection on

Calligrapher: Chang Chi-chih (1186-1263). loan to The Art Museum, Princeton
University (L1970.177a-c).
Date: 1246.
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1. For further references to the So Tan

Manuscript, see Jao Tsung-i, “Wu
Chien-heng erh nien So Tan hsieh
pen Tao-te ching ts’an chiian k’ao-
cheng” [The So Tan Manuscript
Fragment of the Tao-te ching, A.D.
270], Journal of Oriental Studies 2.1
(January 1955), pp. 1-30, English
summary, pp. 68-71; Jao Tsung-i and
Hibino Jobu, ““Taijé gengen dotoku-
kyo” [The So Tan Manuscript], in
Shodo 3, pp. 187-188, pls. 119-120;
and Frederick Mote, ‘“The Oldest
Chinese Book at Princeton,” The
Gest Library Journal 1.1 (Winter 1986),
pp. 34-44.

2. Jao, “So Tan Manuscript,” p. 2; also

see Mote, “The Oldest Chinese
Book,” pp. 37-38.

3. Jao “So Tan Manuscript,” pp. 13-15;

see Mote, ‘“The Oldest Chinese
Book,” pp. 40-41. The authentication
of this scroll is primarily based on Jao
Tsung-i, “So Tan Manuscript,” an
extensive textual study of different
versions of the Tao-te-ching. How-
ever, the title at the end of the scroll,
reading: ““T’ai-shang hstian-yiian Lao-
tzu Tao-te-ching,” raises a question
about dating it to 270. The honorific
title ““Tai-shang hstian-yiian huang-ti”
was first granted in 666 to Lao-tzu by
the T’ang emperor Kao-tsung (r.649-
783). (For further reference to the
study of Lao-tzu see Morohashi Te-
tsuji, Dai Kan Wa jiten (Tokyo: Dai-
shukan shoten, 1958), vol. 9, pp. 145-
47.

. The manuscript (S. 797) is catalogued
in Lionel Giles, Descriptive Catalogue
of the Chinese Manuscripts from Tun-
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huang in the British Museum (London:
Trustees of the British Museum,
1957), pp. 132-133. It is a long hand-
scroll, measuring 24.5 x 710 cm.
Both sides of the scroll are covered
with characters. The text was tran-
scribed by many hands, each in an in-
dividual calligraphic style. The sec-
tion selected here is located near the
end of the back of the scroll.

The sutra was translated from San-
skrit to Chinese by the Indian monk
Kumarajiva (Chiu-mo-lo-shih; 344-
413) in Ch’ang-an. For more refer-
ences to the sutra see Ono Gemmyo
et al., eds., Bussho kaisetsu daijiten
[Bibliographical Dictionary of Bud-
dhist Texts] (1935; rpt. Tokyo: Daitd
shuppansha, 1964-66), vol. 10, pp.
270-71.

Concerning these sutras, see Ono,
Bussho 4, p. 123; 5, p. 258; 10, p. 274.
The photographic reproduction of
this work was published in Roderick
Whitfield, The Art of Central Asia:
The Stein Collection in the British Mu-
seum (Tokyo and London: Kodansha
Intl., 1983) 2, fig. 97.

The latter is exemplified by the “Il-
lustrated Sutras of Cause and Effect
Past and Present” (E-Inga-kyd). For
general information on sutra tran-
scription in Japan prior to the twelfth
century, see Komatsu Shigemi, Heike-
no-gyo no kenkyi [Study of the Illu-
minated Buddhist Sutras Dedicated
by the Taira Family to the Itsuku-
shima Shrine in the Last Years of the
Heian Period] (Tokyo: Kodansha,
1976) 1, pp. 46-51, 74-105. For refer-
ence to E-Inga-kyo see Ito Takuji,
“Shakyo yori mita Kakoé Genzai In-
gakyo gakan” [Research on Old Cop-
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11.
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ies of the Kako Genzai Ingakyo Su-
tras: A Textual Study], Bijutsu kenkyi
4.149 (August, 1958), pp. 1-29; 4.150
(October, 1958), pp. 21-49.

See Komatsu, Heike-ni-gyo 1, pp. 78-
79.

For further reference, see Egami Ya-
shushi, “Jink6-in z6 Shishi ginji Shin-
gyo sogenga no sansui hyogen” [Land-
scape Depiction in the Frontispiece of
Hannya Haramita Shingyé Owned
by the Jinko-in], Bijutsu kenkyn 3.301
(September 1975), pp. 1-15; Sudd
Hirotoshi, “Kodai to Ajia no kyo-e:
Enryakuji z6 konshi ginji Hokkekyo
o meggute’’ [Paintings Embellish-
ing Sutra Scrolls of Ancient East
Asia, Centering on the Lotus Sutra
Copied in Silver on Dark-blue Paper,
Owned by the Enryaku-ji], Bukkyo
geijutsu 172 (May 1987), pp. 48-89;
and Kameda Tsutomu, “Shinko6-in z6
shishi gindei Hannya shingyo no mi-
kaeshi-¢”’ [A Frontispiece Painting of
the Sutra in the Shinkoin Collection],
Yamato bunka 6 (April 1952), pp. 55-
57.

The Japanese imperial family dedi-
cated about 2,317 scrolls to the Jingoji
Temple in 1141. On the background
of the Jingoji sutras, see Manabe
Shunsho, “Konshi kinji Issai-kyo”
[The Buddhist Tripitaka Written in
Gold Paste on Indigo Paper], in Sho-
gakkan, comp., Nihon meihd shiten
[Dictionary of Famous Art Treasures
in Japan] (Tokyo: Shogakkan, 1971),
pp- 266-67; see also Komatsu, Heike-
no-gyé 1, pp. 78-79. Besides Jingoji,
the imperial family also dedicated su-
tra scrolls to other temples, among
which the most famous is Kungji;
see Shimada Shijir, “Kundji-kyd”
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13.

14.

15.

16.

17.

18.
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[Frontispiece Painting of the Hok-
keky6 Sutra in the Collection of Mr.
Kinta Muto], Yamato bunka 10 (June
1953), pp. 43-47.

The Taira family dedicated 32 scrolls
to the Itsukushima shrine in 1164. For
details, see Komatsu, Heike-no-gyo,
vol. 2.

The aesthetic contrast in decorations
between the Heike-no-gyo and the
Kundji sutras was mentioned in Shi-
mada, “Kunoji-kyo.” For the back-
ground of the transcription of the
Buddhist Tripitaka in the Heian pe-
riod, see Komatsu, Heike-no-gyo 1,
pp. 74-77.

The sutra was translated from San-
skrit to Chinese by the monk I-ching
(635-713); see Ono, Bussho 3, p. 533.

The application of gold and silver
paste on indigo paper as media for
Buddhist sutras was popular in the
T’ang, as mentioned in the diary of
Ennin (794-864), a Japanese monk
who from 838-839 traveled in China
to pay homage to famous temples.
The reference was quoted in Ko-
matsu, Heike-né-gyo 1, p. 79.

For the general background of the de-
velopment of Esoteric Buddhism in
Japan, see Ono Gemmy®d, Bukkyd no
bijutsu oyobi rekishi [The Art and His-
tory of Buddhism] (Tokyo: Bussho
kenkytikai, 1916), pp. 706-40, 971-
1009; Manabe Shunsho, Mikkyo bi-
jutsu jisetsu [An Introduction to the
Art of Esoteric Buddhism] (Tokyo:
Dait6 shuppansha, 1986).

See also Sawa Ryuken, Butsuzo zuten
[Buddhist Iconography]| (Tokyo: Yo-
shikawa kobunkan, 1961), pp. 1-16,
esp. 13-14.

Matsunaga Shodo, Mikkyo daijiten
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[Encyclopedia of Esoteric Buddhism]
(1931; rpt. Kyoto: Mikky® jiten hen-
kai, 1945) 2, pp. 1327-28.

An inscription by the monk Konko-
shi Ryosho appears at the end of the
scroll. In it he says that he copied and
collated the text from a model “on the
9th day of the 4th month in the year
hsin-yu, the 5th year of the Genkyd
era [1321-1323].” “5th year’” may be
his mistake for “Ist year,” to which
hsin-yu correctly corresponds in that
cycle.

For photographic reproductions of
these three objects and many others,
see Whitfield, The Art of Central Asia,
2, figs. 142-153.

For further information about the his-
tory of this work, see Fu Shen,
“Chin-kang po-jo p’o-lo-mi-to ching

22,

23.

24.
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ping t’i-pa” [The Calligraphy of the
Diamond Sutra and its Colophons], in
Nakata Yujir6 and Fu Shen, eds., O-
Bei shizo Chigoku hosho meiseki shii
[Masterpieces of Chinese Calligraphy
in American and European Collec-
tions] (Tokyo: Chiié koronsha, 1981)
2, pp. 148-151.

See Pi Ting-ch’en’s colophon at-
tached to the calligraphy.

The text included in this album is in-
complete, with 248 characters miss-
ing; see Hsii Yiieh-shen’s colophon
(dated 1884) at the end of the album;
see also Fu, “Chin-kang,” p. 151.
Chang Chi-chih’s calligraphic style
can hardly be related to the Buddhist
scripture tradition, although he
adopted many archaic scripts of the
Six Dynasties.



Part B. Handwritten Books
After the Invention

of Printing

The T’ang dynasty (618-906 A.D.) has been called the formative period in
the history of Chinese printing. It was then that woodblock printing be-
came a fully developed technology. By the end of the T ang, printing had
become widely used throughout many regions of China as well as Korea
and Japan, neighboring countries which shared China’s civilization. The
fullscale development of printing was at hand. During the tenth century
large sets, such as the complete Confucian classics and the Buddhist Tripi-
taka, running to hundreds of thousands of pages, were printed. In Northern
Sung times (960-1125) China experienced a golden age of printing. It might
seem that thereafter there would be little practical reason to continue mak-
ing manuscript copies of books. Printed books were inexpensive, and well-
edited printed texts could establish a standard of scholarly accuracy. A few
purely utilitarian reasons for making manuscript books nonetheless re-
mained: Some might borrow a book to make a manuscript copy when
booksellers could not supply one for sale, or when the borrower could not
afford to buy a copy. Or, an owner of an incomplete set might have re-
placement pages or volumes carefully handwritten and inserted when the
book was rebound. And of course, there were some books that were never
printed, for one reason or another, so were circulated only in manuscript
copies. In the main, however, the Chinese printed book was relatively
cheaper, lighter, more convenient to produce and to use than was the early
European printed book. Quite gradually, over a period of two or three
centuries, the spread of printing brought printed books to all corners of
China and printed texts became generally available in Sung times.
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Those facts notwithstanding, the tradition of the manuscript book con-
tinued to have a life of its own, long after the widespread use of printing.
The reasons for that are aesthetic and devotional, often both. The aesthetics
of calligraphy, which flourished greatly in the T ang period, not only influ-
enced the design of printed books, but also found still more direct expres-
sion in the creation of manuscript books. The role of the professional copy-
ist declined as the utilitarian need simply to produce books was reduced by
the availability of printing. On the other hand, superior calligraphers seem
to have been all the more drawn to creating handwritten books as works of
art.

That aesthetic impulse was matched by the devotional. Duplicating Bud-
dhist scriptures was regarded as an act of merit. Although that merit also
could be gained by paying for the printing of religious texts, special merit
was seen to lie in the careful copying of such texts as a devotional act. Hum-
ble monks, lay devotees among the literati, even emperors did this. The
pious conception underlying this Buddhist act was extended to copying
Taoist and other kinds of texts having magical or meditative value. Many
of the most famed calligraphers copied texts, their copies valued for reasons
inextricably intertwining devotional, aesthetic, and philosophical motives.
Some favorite texts, such as the Tao-te Ching, the Diamond Sutra, the Heart
Sutra, were written many times by some of the great calligraphers. Some-
times those original works of art were subsequently engraved on stone or
wood in careful tracings of the original, not in reverse for printing, but face
up for making rubbings. So the practice came full circle — unique works
of art becoming duplicated facsimiles.! Here we see examples of books in
the calligraphy of great artists, or in that of very skilled calligrapher copy-
ists; some are in scroll book format, others in album or stitched volume
format. They illustrate the continuing tradition of the handwritten book.

This part is written by Hung-lam Chu.
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Although handwritten Buddhist sutras
arose originally as an active expression of
religious devotion, there were cases of
practical necessity, such as the replace-
ment of missing printed texts in the fa-
mous Chi-sha pan ta-tsang-ching (no. 40).
This was a Buddhist canon in Chinese
translation, so called because it was
printed in the Buddhist monastery Yen-
sheng yiian, in Chi-sha, an island in a lake
east of the city of Soochow. Started as
early as ca. 1225 during the Southern Sung
period, the cutting and printing of the en-
tire set of 1,532 sutras in 6,362 chiian was
not completed until 1349, well into the
last reign of the Yiian dynasty. The pres-
ent set was acquired from Peking by
Guion M. Gest’s agent and advisor Com-
mander [.V. Gillis in 1928 or 1929, before
the Chinese unearthed another partial set
in 1931. Although already not in complete
form when it was acquired, this set still
contains 1,479 sutras, comprising 6,014
chiian of text in 5,359 characteristic sutra-
binding volumes — roughly ninety-five
per cent of both the original numbers of
titles and chiian.

According to the late Ch’ii Wan-li, who
examined the entire set and added to Hu
Shih’s earlier report, 698 of the extant vol-
umes were printed during the Sung, 1,632
during the Yiian, and 868 during the
Ming, the latter being replacements for
missing originals, taken from two other
sets of the Buddhist canon that were cut
and printed during the Ming. The remain-
ing 2,161 volumes were all hand copied
during the Ming Wan-li period, according
to Hu Shih.?

Here we see a typical example of those
handwritten Ming replacement volumes.
The black-inked illustration preceding the
text is also a Ming painting or tracing.
Note that the last folio of this illustration

displays a salutation to the throne: “Long,
long live the Emperor.” Either imperial
patronage of Buddhism or Buddhist so-
licitation of patronage accounted for this
banal expression; in fact, the Ming impe-
rial family and eunuchs often were in-
volved in the printing and reissuing of
Buddhist canons. For this reason, it is
possible that these handwritten replace-
ments were made with imperial funds and
under eunuch direction, if not necessarily
in the palace establishments. In any event,
the calligraphy demonstrates a remarkable
similarity to printed pages of the Sung
original (no. 49), showing a style that
originated from the calligraphy of Yen
Chen-ch’ing of the T’ang. Such integrity
by unknown scribes in facsimile repro-
duction suggests that devotion was in no
way absent, even though the primary in-
tention was utilitarian.

Yung-lo ta-tien (no. 41) is an example of
books that were hand written not mainly
because of financial considerations, but
because of their specific nature and their
intended audience. It was imperially com-
missioned in 1403, with a staff of 147
scholar assistants — compilers, scribes,
proofreaders — under the general direc-
torship of its initial proponent, Hsieh
Chin (1369-1415) from Chi-shui, Kiangsi.
The project was reinforced in the follow-
ing year by other co-directors and some
2,180 more scholars. When completed in
1408 the Yung-lo ta-tien comprised 22,877
chiian, making it the largest collectanea the
world had yet known. But whether the
compilation was due to the Yung-lo em-
peror’s effort to preserve all known liter-
ature up to his day, or as a device to quiet
restless literati who despised his usurpa-
tion, the fact remains that the huge project
was not initially conceived for the purpose
of cultural dissemination, nor for making
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40. Chi-sha pan ta-tsang ching. 6,014 ch.

(5,359 vols.) extant.

Collection: Gest Oriental Library.

Date: ca. 1225-1349; handwritten

replacement, 1573-1620.
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knowledge accessible to all the educated.
Rather it was compiled mainly for a
highly limited audience, as a reference li-
brary for emperors and their intimate lit-
erary officials at court. Since it was meant
to be kept in the palace, publication was
out of the question from the very begin-
ning.

Late in the Chia-ching reign a palace fire
prompted the emperor to order a facsimile
copy of the original set to be made in the
palace establishments. The original set has
since been lost and this facsimile, started
in 1562 and completed in 1567, under the
directorship of such eminent officials as
Chang Chii-cheng (1525-1582) and Kao
Kung (1512-1578), is the only surviving
set and, unfortunately, is quite incom-
plete. The Gest Collection holds two vol-
umes.

The volume illustrated constitutes chiian
14,949 of the collectanea. It bears the text
of the book Fu-jen cheng-chih, a medical
discourse on female diseases and their
treatments. The sources cited in the dis-
course and the characters on the center of
the “block’ are written in red. Also red-
inked are all the column lines, double bor-
der lines, and such conventional margin
marks as “fish tails” and “block mouths.”
Carefully executed, the calligraphy for
characters of both sizes displays a style
that often can be found in other handwrit-
ten books by imperial order. Written on
large pages of high quality white paper,

< 41. Yung-lo ta-tien. 2 ch. (2 vols.)
extant.

Date: 1562-67 (Peking).

Dimensions: 16 cols. of 28 small chars.;
border, 35.3 x 23.3 cm.

Collection: Gest Oriental Library.

this volume and the other are still bound
in the original light-yellow cover paper,
typical of Ming palace books.

Princeton’s other volume (constituting
chiian 20,573) has pasted at the end of the
text a slip bearing the names of the proof-
readers, copyists, and punctuators. The
chief proofreader, Ch’in Ming-lei (1518-
1593), bears the title of a vice-minister.
Ch’in’s biography shows that in 1566 he
was appointed vice-minister of Personnel
and charged with supervising the proof-
reading of the new copy of Yung-lo ta-tien.
Since we know it took five years for the
copying to be completed, and since pre-
sumably some 4,600 chiian would have
been copied each year, then the year 1566
and the chiian number of 20,573 seem to
fit. Applying this rate, the volume illus-
trated was probably copied in 1565.3

Another reason for handwritten books
was to pursue the recording of forbidden
information. Gest Library’s incomplete
set of the Ta-Ming shih-lu (Veritable Rec-
ords of the Ming; see no. 42) includes the
official records of nine of the sixteen
Ming reigns. They appear under eight
separate titles, each of which uses the tem-
ple name of the emperor to whose reign
the records belong: T’ai-tsu (including
both the Hung-wu and Chien-wen em-
perors), originally compiled in 1418; T’ai-
tsung (Yung-lo emperor), compiled in
1430; Hstian-tsung (Hstian-te) in 1438;
Ying-tsung (including his Cheng-t'ung
and T’ien-shun reigns as well as Ching-
t’ai under the emperor Ching-ti) in 1467,
Hsien-tsung (Ch’eng-hua) in 1491; Hsiao-
tsung (Hung-chih) in 1509; Wu-tsung
(Cheng-te) in 1525; and Shih-tsung (Chia-
ching) in 1577.

The compilation of each ruler’s Verita-
ble Records was imperially commissioned
at the beginning of the succeeding reign.
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These records were officially designed to
be read by the emperors and the official
compilers. As a rule, two original copies
were made for each reign, one to be placed
inside the palace and the other to be de-
posited in the Grand Secretariat, and the
working manuscript was ceremoniously
burnt when the originals were formally
presented. Like the Yung-lo ta-tien, the
Veritable Records were not intended for
circulation; in fact it was against the law
that they be read by unauthorized persons.
But as Ming imperial vigor waned and
bureaucratic malpractice prevailed after
the middle of the sixteenth century, un-
authorized officials were able to consult
the copies in the Grand Secretariat, and
eventually they even hired scribes to copy
them for their own libraries. Thanks to
such illegal practice, these records still
survive in manuscript form, although
their originals had long since disappeared.

The Gest set was secured from the
family of Chang Chih-tung, the famous
nineteenth~century governor-general of
Hu-kuang. But as its two ownership seals
indicate, it was originally owned by Sung
Yiin (1681-1760), a native of Shang-ch’iu,
Honan, the youngest son of an eminent
scholar and official, Sung Lao, a vice-gov-
ernor of Feng-tien fu. Ch’ii Wan-li com-
pared the Gest’s manuscript with another,
the Pao-ching lou version held by the
Academia Sinica. He noted that because
of their textual closeness both versions
might have been based on the same
source, if the Gest version was not directly
copied from the latter. He further noted
that the Gest manuscripts were either cop-
ied during late Ming times or during early
Ch’ing, and that Sung Yiin might have
been responsible for the copying.*

The page illustrated (no. 42) is taken
from the last page of chiian 47 and first

page of chiian 48 of the Hung-wu reign.
Note that the calligraphy is neatly and
carefully executed, showing stylistic ex-
cellence that is not to be found in many
second- or third-hand manuscripts. How-
ever, in some other volumes the calligra-
phy is so poor that one must imagine
its copyist as an underpaid, work-a-day
scribe.

Ch’in-ting kuo-shih ta-ch’en lieh-chuan (no.
43) is a Ch’ing period example of imperi-
ally commissioned books intended for the
imperial archives as a source for future
historical compilation. It is the Chinese
version of a huge collection of biographies
of high officials. The biographies had been
composed and presented between 1796
and 1835. (Gest also has 24 chiian of the
Manchu version in 24 volumes.) Preced-
ing the text is an 1846 memorial for the
presentation of the collection. From it we
know that the project was supervised by
two of the highest officials at the court of
the Tao-kuang emperor. The leading one
was Mu-chang-a, a member of the Man-
chu Bordered Blue Banner and grand
secretary at the time of the compilation,
but later cashiered for corruption. His
Chinese counterpart was P’an Shih-en
(1770-1854), an optimus from Wu-hsien,
Kiangsu, who was then grand secretary
and Grand Councilor of State.

Compilation of this kind was commis-
sioned for the first time by the Ch’ien-
lung emperor in 1765. When the second
compilation took place in 1811, during the
Chia-ch’ing reign, it was announced that
thereafter a new compilation was to be
made every ten years. But then nothing
happened until the present, third compi-
lation, which was to include some 4,200
biographies. When text copying was done
late in 1846, the new collection was pre-
sented to the throne, and at least one copy
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42. Ta-Ming shih-lu. 1,492 ch. (173 vols.)

extant.

2.5 cm.

Collection: Gest Oriental Library.

Date: 17th century.
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43. Ch’in-ting kuo-shih ta-ch’en lieh-chuan.
144 ch. (156 vols.) extant.

Author: Mu-chang-a (1782-1856) et al.,
comps.

Date: 1848 (Peking).

Dimensions: 7 cols. of 18 chars.; border, 29.3
x 18 cm.

Collection: Gest Oriental Library.

was to be forwarded to the State Archives
(Huang shih-ch’eng).

It is not known how many original cop-
ies were made. During the Ch’ing an em-
peror would usually bestow such impor-
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tant books on Manchu princes and se-
lected court favorites. Since the copy ex-
hibited does not bear an imperial seal, it is
unlikely that it was originally held in the
palace. But it is a copy that had been pre-
sented to the throne.?

The pages illustrated (no. 43) are texts of
the biographies of Ts’ai Hsin (1707-1800?),
a grand secretary from Chang-p’u, Fukien
(right), and Liu Yung (1720-1805), a
grand secretary from Chu-ch’eng, Shan-
tung (left). All the column lines, double
border lines, and margin marks for block-

.84.
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printed books on the copy are red-inked.
The calligraphy bears a style most en-
dorsed by the Ch’ing emperors and their
court erudites in the Hanlin Academy —
elegantly derived from both Yen Chen-
ch’ing and Ou-yang Hsiin — and appro-
priately dubbed the “Hanlin style.” This
copy, as all others in the set, is bound with
brocade in imperial yellow.

Handwritten books were created some-
times because of the rarity of the printed
originals. Our late Ming (or early Ch’ing)
copy of Tung-tu shih-liieh (nos. 44a-b) rep-
resents an important work on the history
of the Northern Sung dynasty by Wang
Ch’eng. It was first written and published
during the Southern Sung but rarely cir-
culated in subsequent dynasties. Wang
Ch’eng was a native of Mei-chou, Szech-
wan, and has been hailed as one of the
three greatest Sung historians to write
about the history of his own dynasty, the
others being Li T’ao (1115-1184), author
of Hsii tzu-chih t’ung-chien ch’ang-pien
(for Northern Sung), and Li Hsin-ch’uan
(1167-1244), author of Chien-yen i-lai hsi-
nien yao-lu (for early Southern Sung).
Since the biographical record for Wang
Ch’eng is so slim, modern scholars have
ascertained merely that his work was
based on that of his father, Wang Shang,
who had been a compiler of the Sung Ver-
itable Records during the Shao-hsing pe-
riod (1131-1162). However that may be,
Tung-tu shih-liieh is an important source of
Sung history and a good history per se,
appropriate in its narrative and fair in its
opinion. But despite its importance, it was
rarely accessible in the past. Even the fa-
mous erudite scholar and book collector
Ch’ien Ch’ien-i (1582-1664) could not ob-
tain a copy until 1623, when he managed
to borrow a handwritten copy from a

vice-minister in Peking and made a dupli-
cate.®

The original version of this book com-
prises 130 chiian, including writings in the
three categories of dynastic annals, hered-
itary households, and biographies. The
extant 83 chiian in Gest cover only the bi-
ographies. But, for reasons unknown, not
only the page that should have borne the
title of the book is missing, but pasted on
a blank page preceding the text is a slip on
which the title, evidently written by a for-
mer owner, appears as “‘Li-tai ming-jen
liech-chuan” (Biographies of Eminent Men
of the Ages). On this slip is also a line not-
ing that the copy was hand written by a
famous person during the K’ang-hsi pe-
riod (1662-1722).

The illustrations are taken from page 1
and page 19 of the first volume. Both the
calligraphy and the editorial format of this
copy show it to be a faithful facsimile of a
Sung printing. Slightly rectangular in
shape, with well-balanced and sharply de-
fined strokes, the characters are in so-
called “Sung style,” typically developed
for printed books during the Sung dy-
nasty. There was careful collation done to
this copy, appearing in red-inked correc-
tions made beside characters wrongly
copied or wrongly cut in the original (no.
44b). The large seal of a former owner ap-
pearing on the first page (no. 44a, lower
right) bears the inscriptions “‘Seal of cal-
ligraphy and painting treasured by the
Hall of Illustrious Goodness (Ming-shan
t'ang).”

Huang Ming Su-huang wai-shih (no. 45)
is another example of books that were
hand copied because of their rarity. The
book is an unofficial annalistic history of
the reign (1522-1566) of the Chia-ching
emperor of the Ming. It was written by a
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44a-b. Tung-tu shih-liieh. 83 ch. (22 vols.)

extan

t.

Author: Wang Ch’eng (fl. 1140-60).

Date: 17th centu

tion: Gest Oriental Library.
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scholar-official, Fan Shou-chi, who was a
native of Wei-ch’uan, Honan, and its pref-
ace is dated 1582. The work drew much
on the then still rarely accessible Veritable
Records of the Chia-ching emperor, and it
also supposedly employed some material
not included therein. Following the for-
mat of the popular Outline of the Compre-
hensive Mirror for Aid in Government, a his-
torical work attributed to Chu Hsi, this
book is noteworthy for its detailed con-
tent, but has been criticized for its unre-
fined narrative.

Included in rearranged form as part of
another, larger, work on the history of
Ming published in Nanking in 1602 —
Huang Ming ta-cheng chi compiled by Lei
Li — Fan’s book seems never to have
been printed as an individual work. In any
event, no printed copy of it has been re-
ported, and there is only another complete
handwritten copy, in the library of Peking
University. That copy was once owned
by the eminent late Ming official and
thinker Li K'un (1536-1618). An incom-
plete Ming handwritten copy is held by
the National Central Library in Taiwan.”

The Gest copy is also a Ming product,
typified by the peculiar editorial format
as well as by the blue-inked column lines,
border lines, and margin marks of its
pages. The calligraphy here displays a
degree of similarity to that appearing in
the Yung-lo ta-tien volume introduced ear-
lier. It is no doubt a carefully executed
facsimile. The page illustrated lists the
great Wang Shih-chen (1526-1590) as the
collator of an original printed version,
the existence of which is problematical.
The occasional black-inked commentaries
written in the upper margins of folios
found elsewhere in this copy, however,
are most likely the work of another per-

son. An ownership seal bears an uniden-
tifiable name, Hsi-yen.

To have a clear manuscript for printing
was another important reason for making
handwritten books. An example is our
manuscript of the voluminous P’ei-wen
yiin-fu, the famous phrase dictionary com-
missioned by the K’ang-hsi emperor in
1704, completed in 1711, and printed
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45. Huang Ming Su-huang wai-shih. 46 ch.
(16 vols.).

Author: Fan Shou-chi (1542 - ca. 1611).
Date: 1582-1644.

Dimensions: 10 cols. of 18 chars.; border, 20.3
x 13.8 cm.

Collection: Gest Oriental Library.
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in 1713 by Ts’ao Yin (1658-1712) in
Yangchow. The dictionary was named
after the emperor’s study, P’ei-wen chai.
The compiler-in-chief, Chang Yii-shu,
an eminent scholar-official from Tan-t'u,
Kiangsu, was also the director-general for
the equally famous dictionary, K’ang-hsi
tzu-tien.

Arranged according to the traditional
sequence of rhymes, phrases which share
a master word are grouped under the last
character of each and every phrase. The
master word, always appears singly at
the beginning of a group, along with its
pronunciation and basic meaning. The
phrases are arranged in order of the num-
ber of words that composed them. The
sources of each usage are arranged under
the sequence of the Confucian classics,
histories, and philosophical and literary
works. Memorable poetic lines and cou-
plets, if available, then follow. (No. 46a;
the master word is the only one written
above the top margin.)

The present copy is the final, working
manuscript of this phrase dictionary. As
the illustration shows (no. 46b), many
corrections, emendations, supplements,
and editorial instructions written on sepa-
rate slips are pasted onto the appropriate
place for the guidance of the printer. It is
amazing to see that even in a preparatory
manuscript the calligraphy was elegantly
executed. Two ownership seals (not
shown here) indicate that this manuscript
was owned by Ying-ho (1771-1839) of the
Socolo clan, an eminent Manchu official
and writer. A colophon autographed by
Ying-ho in 1800 appears at the end of the
text. He mentions in it that he purchased
the book in Peking in the spring of 1799.
He further notes that this was the very one
collated by Hanlin officials and daily pre-

sented to the emperor for his personal pe-
rusal, and that the subsequently printed
version was substantially different.®

A manuscript entitled Tsai-hsii ming-i
lei-an (no. 47) is probably the only surviv-
ing text of a book intended for publication
and never printed. It is a medical case
study written by an eminent nineteenth-
century scholar-physician, Lu I-tien of
T’ung-hsiang, Chekiang. Preceding the
text is a preface by Lu himself, dated the
sixth month of 1863, and an eleven-entry
fan-li, or guideline for compilation.

According to the preface, Lu wrote this
work when he was serving as instructor in
the government school at Hangchow. It
took him twelve years to complete a first
draft, sometime around 1852, but soon
half of the manuscript was lost as a result
of Hangchow’s capture by the Taiping
rebels. It was not until a full decade later,
when he resided in Shanghai, that he was
able to resume his compilation with new
material. He modeled his book upon, and
intended it as, a continuation of two other
works in the same genre by a Mr. Chiang
and a Mr. Wei. The Chiang was no doubt
Chiang K’uan (1503-1565), a scholar of
She-hsien, Anhwei, who wrote the Ming-i
lei-an (12 chiian) in 1552. Likewise, the Wei
was Wei Chih-hsiu (1722-1772), a famous
physician from Ch’ien-t’ang, Chekiang,
who wrote the 60-chiian continuation, Hsii
ming-i lei-an, in 1770, which, however,
was published in 36 chiian. Lu’s work thus
became the second continuation, hence its
title, translated as Another Continuation
of Medical Cases by Famous Physicians.

Lu was famous not for this work (no.
47), but rather for his Leng-lu i-hua, a 5-
chiian work on medical theories, texts, and
cases. The work illustrated here is not
mentioned even in the most up-to-date
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46a-b. P’ei-wen yiin-fu. 444 ch. (104 vols.).
Author: Chang Yii-shu (1642-1711) et al.,

comps.

Date: 1704-1711.

Dimensions: 24 cols. of 25 small chars.;
border, 23.5 x 16.3 cm.

Collection: Gest Oriental Library.
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47. Tsai-hsii ming-i lei-an. 16 ch. (12
vols.).

Author: Lu I-t'ien (. 1840-70).
Date: ca. 1863.

Dimensions: 10 cols. of 22 chars.; border, 17.5
x 13.7 cm.

Collection: Gest Oriental Library.

bibliography of Chinese medical texts.
The format suggests that this was a make-
ready copy for the printer. But in all like-
lihood it has never been published and has
remained virtually unknown in medical
circles. The historical value of this manu-
script is readily appreciated.’

Our last selection, Wu-pei t'u (no. 48a-
b), is a black ink manuscript of illustra-
tions of armors, weapons, and other sorts
of military equipment that existed (if not
actually used) in late nineteenth-century
China. It contains 210 illustrations, all
most meticulously painted with the finest
brush and ink. There is no descriptive text

e

TR R R R

48a-b. Wu-pei t'u. 4 vols.

Author: Li Ching-yii (c.s. 1890), comp.
Painter: Ch’en Hsing-yiian (fl. 1890s).
Date: late 1890s.

Dimensions: border, 24.5 x 17 cm.

Collection: Gest Oriental Library.

for the illustrations, and neither is there a
preface or a postface. Only at the end of
the table of contents, on the first page of
the first volume, are there written the
names of three persons responsible for this
manuscript. They are “the compiler offi-
cial, Li Ching-yti; the proofreading offi-
cial, Kan Ta-chang; the painter and stu-
dent of the National Academy, Ch’en
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Hsing-yian.” Obviously, it is the manu-
script of a court-commissioned work. But
it does not appear to have been printed or
sufficiently known to scholars and librar-
ies. Pasted on top of several illustrations
are slips bearing the painter’s learned re-
quest for further instruction concerning
accuracy (no. 48a); obviously this was a
mature manuscript prepared for printing.
But because no printing ever occurred, it
is probably the only extant copy.'°

The proofreader and the painter are ob-
scure figures; but thanks to the name of
the compiler, we may make a decent guess
of the date of this manuscript. Li Ching-
yii, a native of Ho-fei, Anhwei, was the

eldest son of Li Han-chang (1821-1899),
governor-general of Kwangtung-Kwangsi
and elder brother of the well-known
statesman Li Hung-chang (1823-1901). Li
passed his chin-shih degree examination in
1890 and became a Hanlin bachelor. Ac-
cording to an imperial communication is-
sued in 1899 upon the death of his father,
Li was at that time a compiler in the Han-
lin Academy. Since it had taken him sev-
eral years to be promoted to compiler and
since he was to be promoted again after
his mourning period, he could only have
been involved in the compilation of this
work in the late 1890s. The place where
the work was done might well be Peking,
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SECTION TWO

as the titles of the personnel would sug-
gest.

Of the 210 illustrations, three are scales
to be applied for the actual measurements
of the others. The scale of each of the re-
maining 207 illustrations is written on the
lower margin of the outer side of the folio
on which the illustration appears. The
painter’s name, except in a small number
of illustrations where it does not appear, is
written on the lower margin of the oppo-
site side. It is from such scales that the
greatest value of the manuscript lies. Not
only can we know, for instance, the shape
of'a weapon, but also its original size. The
illustrations thus give us a sense of histor-
ical reality. We can not fail to have a vivid
sense of the components of an imperial
camp site (no. 48b), marvelous in its size
and layout, majestic and orderly in its de-
fense structures, and revealing in the rela-
tionship between the emperor and his sons
and the various officials. Lack of color is
amply compensated by meticulousness
and accuracy; the illustrations are tools for
practical purposes.
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