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The Inconstancy of Character Structure 13

- Writing in Chinese
CHENG TE-K'UN

Introduction

Among the reviews on my series, Archaeology in China, the longest and the most critical one is
that of Dr Noel Barnard on the third volume, Chou China (9) in Monumenta Serica (4). To review
a book of 430 pages mth 152 seems quite unusual \and“ this is possible probably because the

e consndemble research’”, consulting no
, ism s directed against matters concerning the
inscriptions, the arch: :rlpt and gertain aspects of historical approach” (4, 308-309)*. He gives
28 pages to thirteen “‘minor miscellaneous corrections and comments”, 70 to eight sets of ““inscrip-
tions”, 26 on his “prmc1ple of constancy of character structures” and half a page on “a hitherto
unpublished Shou-hsien bronze”. It is indeed a solid piece of work.

Archaeology is a handmaiden of history. The purpose of Chou China is to show, as stated in the
concluding paragraph, how “the excavations of the ancient remains have testified that the history
given in literature is accurate and trustworthy in what it describes™ (9, 303). But archaeology in
China is young. It is still in a fact-finding stage and the interpretations of archaeological data tend
to vary considerably. In a general work like Chou China there is no space for the enumeration of
the various schools of thoughts, not to say, a critical survey of their works. Take for instance the
dating of the Piao bells J§ [ #7 % . At least a dozen scholars have voiced their opinions, giving
dates ranging from 550 B.C. to 380 B.C. As Wen T’ing-ching’s {& %% 4 .thesis seems to me to be the
most reasonable of them all his datmg of 404 BC. i mentm u Ching, But holding a

Barnard could only conclude that “any date around 500 B.C. would be appropriate” (4, 395). I do
not consider it fitting to bother my readers with all these controversies. However, such detailed
comments are indeed welcomed because they serve admirably as critical commentaries on parts of

the original text. As supplementary readings my readers may appreciate the complexity of the
problems involved.

The main purpose of his long review, however, is “to reply to his [my] contention that my
{his] principle of constancy of character structures is invalid” (4, 308). The principle has been
advanced by Barnard in 1958-59, but since the generalization is not quite in keeping with the actual
practice in Chinese writing, I have questioned its validity in less than two pages (9, 287-88). Now,
Barnard has devoted 26 pages to uphold his theory. It would therefore be worthwhile to examine

the principle once more, to see if the contention is “barely worth the amount of mk in writing it”
(4, 418). i

m bold face refers to the book or article

* All references in the text i1
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Dr Bamard; s principle of constancy of character structures

The principle of constancy of character structures, according to Barnard, is a new theory which
he has formulated after his long study of ancient Chinese inscriptions. It was first published in his
article on a recently excavated inscribed bronze of Western Chou date as follows:

In each of the several thousands of fully attested inscriptions I have studied it was observed that
repeated characters, or elements of characters, in any one document, were always written on the
same structural principles — numbers of strokes, position and intrinsic features of stroke combina-
tions, always accorded in each occurrence of the same character written by, the:same writer. The
principle is so irrefutably evidenced in attested texts engra in bone; bronze, and stone; cast
bronze texts, impressed seal texts; and in ink writing'o : bamboo that there remains

p
c examples exist. (2, 37-38)

Dr Barnard then applied this “principle to the inscriptions of Mao-kung ting %/} and San-shih
pan ;4% , and finding some examples of inconstancy in these two famous inscriptions he
declared that they “are neither archaic, Chou, nor genuine.” (2, 39) In the foot-note at the bottom
of the same page he reaffirmed that this “is the decisive proof of forgery in the case of the Mao-
kung ting.”

The proclamation of this new principle was probably not quite satisfactory to the author
himself. So in his second declaration of the principle in Japan he writes:

Amongst all these scientifically excavated documents I found that, within each individual document,
every character repeated two or more times and each repeated element of a ch: cter (whether in
the same character or in another character) was always written on the same- stmctural principles.
- sl:ructures do not vary although shape d:fferenoes are.to be fiote This characteristic I term

number of new r
them. (3, 25)

Then he goes on to give more examples of inconstancy in Mao-kung ting (P1.2) and San-shih p'an
(P1. 1c), which appear quite irregular in his hand-copy. He concludes:

In the face of properly attested examples of calligraphy can we accept this standard of writing as
that of a Chou period scribe — one may even doubt that it was executed by a Chinese! That it is
the work of a recent forger is not to be doubted. Such variation in structures in the writing of
identical characters in above illustrations is certainly not the result of accident and it is definitely
not a natural characteristic in Chinese calligraphy — it is merely ignorance of a type that could
only have originated in recent times.

If I am correct in interpreting ‘the principle of constancy of character structures’ in this way —
ie. to regard ‘inconstancy” as evidence of forgery — then it must be applied throughout all relevant
documents to test further its validity. (3, 28)

This he did and he gave the results.
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(1) Amongst unattested oracle bone texts about 20 cases of slight inconstancy were found in a
total of some 20,000 studied for evidence of this feature. (The foot-note says “Actually there were
found only two definite cases of inconstancy comparable with those [Mao-kung ting and San-
shih p'an) illustrated above. In all other instances it was merely a matter of one or two strokes
omitted in one or more repeated characters in the same document, These are not really examples
of structural inconstancy as the basic structure and stroke order of writing is maintained; they are
accidental omissions whose insignificance is little greater than that of the Westerner who fails to
dot his ‘i's or cross his ‘t’s, The examples cited above, however, illustrate the nature of inconstancy
— an ignorant disregard of fundamental principle in writing: stroke order and the baslc structure
of the character”.)

(2) of some 10,000 bronze mscnpuons about 507 cal co\ stancy: were noted.

of miscellaneous materials, e.g. Stone Drum text; pottery inscriptions,
te cases were found. (3, 28-29)

(3) Amongst somg
etc., practically nio

So Dr Barnard concludes:

Upon the basis of a statistical survey of all unattested archaic writings as well as an exaniination of
21l fully attested documents of the same period, I am quite satisfied after prolonged study of this
matter to assert that inconstancy is not a characteristic of Chinese calligraphy, whether ancient or
modern; where it is found in archaic style writing it is merely due to ignorance on the part of the
writer of the principles of Shang and Chou period calligraphy. It is quite permissible to regard
inconstancy as a definite proof of forgery. (3, 29)

It is interesting to note that this new principle was first conceived because the author has noted
the absence of inconstancy of character structures in the inscriptions of the newly excavated
bronze vessels. He has applied this principle to all the attested and unattested texts, including all
the archaic inscriptions in existence, and ha mally become' onfident that he is ready to
extend it to cover modern writings and constancy of character structures is a
definite proof of forge:

This is indeed revolut onary as well as challenging. Revolutionary sbecause inconstancy of
character structures has always been regarded as a natural characteristic of Chinese writing, the
new principle would upset our well established knowledge and practice; challenging, because it
would mean that all the scholars who took part in the study of Mao-kung ting were all ignorant.
They include such great scholars as Hsii T"ung-po #%: [/ #f1, Wu Shih-fen & &, Sun Yijang #&35
%, Wu Ta-ch’en & A &, Liu Hsin-yuan %[, {§ , Wu Pao-wei '2 % {4 , Chang Chih-kang 2§ -~ i,
Kuo Mo-jo 5 5k % , Wang Kuo-wei £ # , Yi Hsing-wu T4 E , Wu Ch'i-ch’ang ‘2 1 &, Jung
Keng 7% 55 , Kao Hung-chin & ##4 , and Tung Tso-pin % {£% . The whole discipline of Chin-shih
hsueh % F% Chinese epigraphical studies would be shaken to its roots. Then the famous Mao-
kung ting would have to be dethroned from its prominent place in the Palace Museum. This is a
very serious matter indeed. As Mao-kung ting and San-shih p'an are the treasures of the Palace
Museum it is the duty of the museum authority to defen th n their authentmty has been
questioned, but in a general book like Chou. China, 1 ¢ er. juty to caution my readers
who are mostly unfamiliar with Chines aJ Y. agmmt the validity of the new principle.
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On “the firinciple of constancy of character structures”

In contesting the new principle in Chou China 1 have raised three points. They are: 1. inconstancy
of character structures was a common, natural feature in ancient Chinese writing; 2. it is present in
some fully attested texts; and 3. it has always been a common characteristic in Chinese writing,
ancient or modern. Let us review in this section Barnard’s reactions to these objections —

1. The inconstancy of character structures in ancient Chinese writing may be manifested in
Chin wen pien (14), a standard dictionary on bronze inscriptions of the Shang and Chou periods.
It has been carefully prepared by Jung Keng, each of the 1 racters in its various forms being
accurately copied by the great scholar himself.-Based on 'k F'made the following observa-

- tion:

- A rough estlmate x¥s.that there are 745 inscriptions containing each a character that is written
in two different forms; 96, three; 26, four; 12, five; and 3, six. And in the case of Chu k'e ting the
same character wei “to make”, appears on the vessel in seven different ways. (9, 287)

Barnard could not accept these cases of inconstancy as contrary to his principle in three
respects:

a. Some of the characters, for examples the five kueis & on Chi-po kuei {213 E (4,409) and
the seven chus £ in Chu k’e ting $£7% % are not from one individual document. He points out
that the principle does not apply to the same writer or maker of the vessels who was ordered to
cast a series of vessels for the same occasion each bearing the identical text. Not even the lid-
mscnpuon and the body- mscnptlon of the same vessel could be regar <one document. His

are still hundreds of others which are definitely not similar in character structures on the same
inscription. How could Dr Barnard justify his new principle in the remaining hundreds of cases? He
tries to brush aside Jung Keng’s hand copy of the characters as of secondary source and prefers to
use only ink-rubbings or his own hand copies which, ironically, are both secondary in nature.

b. Dr Barnard emphasizes the distinction between “‘structure and *“shape or form”. He claims
that “structures do not vary although shape differences are to be noted”. Inconstancy “is an
aspect of structure not of shape” (4, 422). He seems unable to appreciate the fact that shape is
determined basically by structure, i.e. structure produces shape.

c. Dr Barnard accepts that there are certain degrees of inconstancy, but they are to be attributed
to the human element, the physical nature of the documents and some calligrapl

he ‘kt‘ext into an entirely
, of time (4, 409, 428) or
9).. The ornission or addmon of one stroke, contrary

heavy ink used in mala
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to his rigid definition of nbers of strokes, is to be regarded as having no bearing upon the
principle. It is no more significant than the propensity of western writers to omit the dotting of
“1”s or the crossing of “‘t"s. (4, 418)

2. Chou China quotes one of the recent examples of attested inscription, Shu-ssu-tzu ting,
which is composed of 27 characters (P1. 1a). It has (a) “‘six characters each composed of a mien
‘toof’. Among these two are written in two strokes, one in three, and three in four strokes. (b) The
character pei ‘cowrie’ (the seventh word) is written in its common form, but the ‘cowrie’ element
in the character pao ‘precious’ (the fifteenth) is in a very much simplified structure. (c) The place
name, which is undeciphered, occurs twice in the text as th d'twentieth word, but is
written in two different ways, the former with a, cumplex‘ the latter a simple form of the
radical yiieh ‘moon’.” (9 88) ‘these 't f inconstancy in an individual text are
definitely variations cau: : 1 nvolving the numbers of strokes which have
effected the shapes of t aracters, But stlckmg to his principle Barnard tries to rationalize by
insisting on that — -

a. All the mien elements are structurally identical, “but in slight respects the shapes differ”
(4, 426). It seems he is unable to appreciate the fact that some of these elements are written in
three strokes. He notices the difference in one of them and guesses that “perhaps it is the character
pao in line 3, which is a little indistinct because of corrosion?” (4, 426) But as a matter of fact pao
appears in line 2, not line 3.

b. The difference in the pei element and the pei character is similarly dismissed by Barnard. He
says, “It is not inconstancy according to my definition”. (4, 426) But he has to admit that “in the
archaic inscriptions, elements which are too complex to write in reduced size _e--g_ftéh abbreviated.”
(4, 426) This is in fact one of the many reasons for the inconstancy in se writing as we shall
review later on. P oo BN

¢. As to the yizeh element, he attributes the omission of the central stroke in the second charac-
ter to the scribe’s or foundry artisan making “too small a space to allow it to be incised in the clay
master pattern.” (4, 426)

There is no doubt that Barnard is a good scholar, diligent and conscientious and is privileged in
having all the materials that he requires in his research. But he seems to be handicapped by having
ignored some basic training in writing itself. He can copy the archaic script mechanically with
either the single-line copying or the double-line shuang-kou # 4% tracing. But being unfamiliar
with the manipulation of the brush and lacking in calligraphic practice he does not appreciate the
sequence of strokes in character structure as well as the shape and quality of the strokes. These
account for some errors in his hand copy texts. Look at the hand copy of Shu-ssu-tzu ting which
he has made (P1. 1b). Apart from the weakness in some of the strokes, the same element 7 has
been traced as % in line 1.10, ¥ in line 2.6 and § mlme32 ] as p§ i line 1. 10and)5\1 in
line 3.2; and the character f in line 3 9 as <&, v mor
From the structural point of vi rent the
rubbing! It is an irony for
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the principle of constancy of character structures and to regard inconstancy as a definite proof of
forgery. Barnard has probably relied too much on his own hand copy.

Dr Barnard’s analytical diagram of idiosyncracies in the element {£ in various characters of the
Mao-kung ting (P1. 2b) seems even more fantastic. He uses three types of lines, bold, blank and
spotted, which cross and connect with each other in fanciful messes to illustrate the inconstancy
of the character structures. No Chinese or Japanese scholars would ever analyze the ancient script
in such a brilliant fashion. The diagram was published in Japan and Mr Lee Yim inclines to think
that “Because the Japanese are the most modest and polite peop aturally they do not like to
embarass an honorable speaker, particularly since he.is awestern hoiar It is likely too that they
do not want to dlscourage any young and inexpenence student ir his field.” (20, 31-32)

es8ary,; as a matter of fact to give any example for the inconstancy of character
structures in post-Han writings. They can be found in practically every type of text. But Barnard
prefers to uphold his generalization by giving three examples. Let us review the explanations which
he has given in these three cases:

a. Chou Wang Yi mu chih ming [& F3% &35 (PL. 3)

This inscription is dated 702 A.D. in the Chou dynasty which was established by Empress Wu
Tse-t’ien 3% H|X during the T’ang times. There are two types of inconstancy of character structures
in this document (4, 429). The normal script like the characters % and % are written either in
k'ai-shu #3% or in hsing-shu 173 , two completely different scripts. Barnard dismisses them as
constant character structures with some shape variations. But to take the three characters £ in
which one of the radicals is written in three strokes { (li ’ “two 5 (line 20.12) and in
one { (line 6.4) respectwely as merely shapefvanatio'

Chinese knows that the' adical | ;
foot™’; the second (n eads ]en, meamng ‘a man” and the third may be taken as a presentation
of the radical in As . This is definitely a case of inconstancy of character structures even in
Barnard’s restricted definition.

The irregular characters in this inscription, such as ® for H , [ for g, 4 for A, 5 for A,
etc. are new characters introduced during the short dynasty of Empress Wu. Barnard calls these
“invented” characters. As they are used here in place of the regular script they have no bearing on
the principle in question. It goes only to prove that new characters could freely be created, as in
this case by a new government. This is in fact another reason for the inconstancy of character
structures in Chinese writing.

b. Lan-t'ing hsu W%

This is a well-known masterpiece of Chinese ca.lhgraphy and Barnard has quoted the observation
of the text by Baien HOchlku *’é. Wikl kwhlch reads ,
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es 28 ‘lines, 324 characters,but where any character is repeated two or more
times it is constructed on each occasion in different form, the character ;7 appears just on 20 times
and each varies in some respect.

with the following comments:

Investigation shows, however, that the structure is constant throughout the 20 characters and it is
merely shape that differs — I have selected this example to illustrate the general lack of distinction
between the concepts of structure and shape which greets one in most writings in this field.
4, 431)

general understanding d Japiinese' sckw1th regards to the structures and shapes in
Chinese writing. Of course, they know the difference between shape and structure, but they also
realize that the shape of a Chinese character is determined not only by the number of strokes and
on the ways in which they are combined, but, more important, by the shape and movement of the
strokes employed in the construction. They are given various names as we shall see in a later
section. In the analytical diagram mentioned above Barnard has introduced his own strokes, so no
wonder that he has found himself face to face with the general lack of distinction between the
concepts of structure and shape, which he has created with his incomplete understanding of the
Chinese character structure. As a matter of fact the variation in strokes and the constructions of
strokes provide more reasons for the inconstancy of character structures.

c. Meiji Tenng Seichoku 934K B2

This is an Imperial Rescript of Emperor Me1_|1 written by a t p ese ‘epigrapher, Takata

Chusht &M £ & . Barnard reproduce four _gages of it to show -characters 5 are written
differently as follows: ‘

%ﬁ '2 % % ‘s g

“In the four pages,” he remarks, “the graph £ kG or 6 (huang) has been executed in five distinct
structural variations. We have h-re, therefore, a single document, written by a person, and with
three characters constructed differently — there are many more in the complete text.” (4, 432)
The document reproduced contains actually six characters but Barnard does not explain why “the
graph has been executed in five distinct structural variations” and why only “with three characters
constructed differently.” According to Barnard’s own definition all these six characters are
constructed differently. He admits that this is a case of inconstancy but. h preferg to rationalize
that the variant structures have been “purposely selected and-copi ¢ell known inscriptions
or other sources. Inconstancy is premeditated and thus.is not able to its unconscious
manifestion in the Mao- . th p'an’>(4, 432) What an explanation! How does he
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differentiate prémeditation from unconscious manifestation? Actually, purposeful selection and
unintentional deliberation of characters of different structure are two more common reasons for
the inconstancy of Chinese writing.

Dr Barnard’s incomplete understanding of Chinese writing and calligraphy may be illustrated by
the conclusion which he has drawn from the study of the post-Han calligraphy. He says:

The search for vagaries, variant forms, variant structures, ldlosynCracles, etc, leads us almost
exclunvely to the writing of master ealhgtaphers from whom mlhgraplty was’ an end in itself, It
the . . of..

a master; for
was merely a

To regard most of the anonymous writers of ancient China as only professional scribes seems a bit
forgetful in Barnard’s part. How many of the ancient inscriptions have been selected as standard
masterpieces in such authoritative collection as Shodo zenshu (1) which he knows so well! It is a
common knowledge that post-Han epigraphical calligraphers were required to practise the art with
ancient inscriptions as models. The celebrated Takata is no exception.

In view of the discussions above, it seems evident that Barnard’s principle of constancy of
character structures has been conceived with incomplete understanding of the nature of Chinese
writing. His concepts of structure and shape are restricted and personal. The principle is further
confined to one individual document by itself. Any general inconstancy of character structures,
even by the same writer, can be trumped with the fact that they are not.in

“‘one document” or a
“lack of distinction between the concepts of structure and:shape.” They are dismissed triumphant-
ly: “These are not mconstancy according to my deﬁmtnon > However, the inconstancy of character
structures has alway. tural feature of Chinese writing, and it is sad to find that
the new principle c; its own limited ground. In the several cases discussed
above, the author is: obhgedfto resort to other explanations. Some are attributed to human negli-
gence such as the addition or omission of one stroke by the writer, the mistakes intransferring the
text to the clay mould or in casting, and the heaviness of ink used in making the rubbing; others
are said to be caused by the physical nature of the documents themselves, the presence of spacers
in the inscribed area, the corrosion of the bronze itself and the unsatisfactory condition of cleaning;
and still others are labelled as “invented” characters or “premeditated” inconstancies. A fundamen-
tal principle must be capable of univeral application. It would be a mere fancy if it has to be
supported at every turn with tedious argumentations. Barnard’s principle of constancy of character
structures belongs clearly to the latter catagory.

Inconstancy of character structures in Chinese wntmg

In formulating the principle of constancy of kcharacteré%tm ama:d c1a1ms that he has
studied: (1) all the fully attested sc;ent:flcally excavated docu , which include all the texts
engraved in bone, bro ; t on bronze as well as seal impressions and ink writings
on silk and on bamb d has found not a single exception among them; (2) in a total of some
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20,000 unattested oracle bone texts, he has found about 20 cases of slight inconstancy; (3) of
some 10,000 unattested bronze inscriptions about 50 cases of inconstancy were noted; (4) amongst
some hundreds of miscellaneous material, e.g. Stone Drum text, pottery inscriptions, etc., practi-
cally no definite cases were found; and (5) inconstancy is not a characteristic in ancient or modern
Chinese calligraphy, meaning presumably the entire post-Han writings. This is indeed an enormous,
big claim, covering the whole literature of China and Japan for over 3,000 years. To suggest
deliberately that all the known Chinese and Japanese writings have been consulted seems pre-
posterous, because it would be physically impossible for any one to doso in a life time.

condition, many of th aving just one or a few characters; the great majority of the bronze
inscriptions are merely personal names and clan symbols, consisting again of one or two characters;
and seal impressioné are almost all proper names and official titles and the inscriptions seldom
exceed four characters each. To take these as “texts” and “documents” is probably just to be
impressive. Take for instance the 616 inscriptions published by Yii Hsing-wu in his last book,
Shang Chou chin wen lu yi (31) cited by Barnard. A rough count shows that there are 160 inscrip-
tions with one character, 505 with 1-10 characters, 43 with 11-30 characters, 24 with 31-50
characters, 17 with 51-100 characters, one with some 126 and another with 206. As there is hardly
any duplications of characters or elements in inscriptions with less than 10 characters, it is evident
that some 80 per cent of this collection would not be serviceable as source materials for the
research in question. Furthermore, owing to the corrosion of the bronze in burial and other human
mishaps a large number of the usable inscriptions are far from being comple ith:such a situation
in view the number of perfect and cleaxlv readable inscri t1ons~attes e nattested together
i g the principle seems highly

Yi-hou Nieh kuei 7{{% % (no. 167 in Yi’’s collection),used by
Barnard in his study has roughly 126 characters (P1. 4a). The physical condition of the document
is so poor that less than 40 characters, roughly 30 per cent, are perfect with all the strokes clearly
in place. Five transcriptions and commentaries by Ch’en Meng-chia f§ %%, Ch’en Pang-fu [ 75 ,
Kuo Mo-jo 87K % and T’ang Lan ) (¥ have been published. They furnish the basis for Barnard’s
reconstruction (P1. 4b) in 122 characters, several of them being compound characters. In his
comment of Yi’s rubbing, Barnard writes: “It is particularly clear and shows definitely the exis-
tence of the ‘eye’ element in the obscured eighth character in line 1.” (2, p1.3). But the eighth
character in line 1 of his reconstruction which he fills in himself is ¥ and it does not call for an
‘eye’ element. How faithful and accurate are Barnard’s reconstructions to their originals remain
therefore wide open for discussion! And yet the author proceeds with his own reconstructions to
formulate his fundamental principle. If Dr Barnard has his own reconstructions: carefully checked
or uses a large number of better preserved inscriptions in his study he. bly would never have
hit upon such a fanciful idea as the constancy of character s ucturesﬁ» e has apparently relied too
much on his own hand- Erquns‘tru‘ and 2) It would therefore be worth-

while to re-examine at t } u]ly attested documents which Barnard has claimed
to have enlighten him.
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1. Oracle records

Mr Lee Yim’s article “On the variants of the character ‘Ho’ ({7]) appearing on the same
oracle bones” (19) may be cited as a concrete proof that inconstancy of character structures
constitutes a common feature in the Shang oracle records. In this case it is a diviner writing
his own name in 48 different forms which may be grouped into five types. On a number
of individual pieces two or more forms have been noted. Recently Mr Lee has sent me a dupli-
cated copy of another article entitled “Structural and calligraphical inconsistencies of Chinese
characters as found in oracle inscriptions.”(20) More cases o inconstancies have been found
| ed texts each may be given as

i [H: — Chia pien k’ao shih, pl. 048,
— Ipien, 3212.
— Ipien, 4611.
— Ipien, 8888.
— Ping pien, 235.
ii. 74 : ngpie‘;;, 50, 171.
iii. [ : ‘Chia pien, 60;1, 1036, 2858.

Catalogue of the Kyoto Collection —

i kd § % — No.2362
ii. B N p — No. 3099
i 4 K & — No. B2401

2. Attested bronze inscriptions

It would be superfluous to go over all the attested bronze inscriptions published in the last
few decades. Take the three small monographs on my shelf for examples: Four inscriptions with
definite cases of inconstancy may be observed:

a. Shih-shih kuei £
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line3.5; éX line4.8.

line3.6; 1 line 4.9; %1 line 7.6.

E
=
> & ey N

line44; dff line 4.6.
Q

=

iv. line 4.7; line 8.9.

v.EH: line 7.8; ﬁ@ line 9.6.

a>
QPR

b. Yu-fukuei v X K %

c. Han-huang-fu kuei @%’xé& (P1. 6a): 4 cases
iog: §3 tne22; §Y line3.d.

i @: m line33; A line3.S.

i g2: @p lnels; §f line3s
vog: R tine27; ;r; line 1.9

d. Shih-k’e hsii (i 72 %% (P1. 6b): 4 cases —

g P line 4.8.

i, &: 4 line47; A lineS8.
v. % : % line 4.11; ¥ line 5.5.
3. Unattested bronze inscriptions
For this group the well-known Nieh Ling yi <%k (P1. 7a) of the Freer Gallery of Art

(27, p1.22), which Barnard has studied in several occasions, may be taken as an example. Four
cases of inconstancy at least may be found in this inscription:

B line s5.3.

-]

i B: B line L10;

i, &: @ line
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ii. F: W line12.7; 4 last character.
iv. H: 2 line13.7; % line 14.3.

4. Miscellaneous attested materials

For this group three famous long inscriptions, also evidently known to Dr Barnard,may be
examined:

a. The Ch’ang-sha ch ‘ien-ts’e ffii I} ba.mboo book PL.7b cases —

i, 2 : 4@ % 3515,

Strip 5 — one case —

L Y5 2 Y 4 s

The document consists of 43 stri
number of cases:of Cy 1
many as 8 forms

as an individual entity, the
phed The character 4 appears here in as

g 66 & 68; 77, ® 810; § 16.4; § 21.5; & 242; b 263.

The writing of this character in many forms on one single document is not limited to the
bamboo book. One of the mao 7 spear-heads unearthed at Ch’ang-sha (P1. 7c) has also a
long inscription. Although most of the characters in this text has yet to be read, a series of
four characters 4 in a row are actually written in four different ways, as follows:

b. Oh-chun-ch’i chieh 55 B & (P1. 8ab)

ction of four, It has an

This is in the form of a strip of bamboo in b
and‘acc -Lo’s (30) hand copy, six

inscription of 165 ch acters |
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i ﬁf,.fﬁnel.fi‘{ PX  line6.11.
ii. X: X lne2.12; R line9.13.
i %: 4§ linedl; @ line83.
v.5%: § lineld; & lineS7; (M line6.s.

This is the famous Ch’u manuscript with roughly 980 characters. It has been studied by
many scholars and published no less than 20 times. In his latest research on the text Yen
Yi-p'ing observes casually that the character ssu P4 “four” appears in two forms (29, 18)
and the variations of the character wei &5 “to do” occurs in the largest number (29, 20). His
hand copy of the document shows many more cases of inconstancy which may be listed
below:

i AL, B A73; E A1030; ¥ B42S.

ALl4; 8% 23l

A7.26.

C4.2.2.10.

R AL
@) A2.23;

P B

A5.22; AR 321

S

viii. P9: &) A4.6; Y A9.5.

ix. g § A421; §XK  A433.

"
i
My
"9

>

o

[\®]
N
2

B225; & B227; ER  B32L;
B7.1.

Ve S
@

\

xi. |



150

i, % %‘ % B

xiv. %: FA BS24; Jo| BS35; R} B4d4.
xv. g 4§ BSA7 A C23210; 1% 32215,
Xvi. %: % C4.1.2.12; % c4.2.2.21.

xvil. £ g CA3.0; ¥ Al.le.

5. Miscellaneous unattested materials
‘ may be taken as examples.
a. Ch’in tsu Ch'u wen §;ﬁ%5€
The original stone had long been destroyed, but three copies of the text have survived and
passed through a number of transmissions. According to the most easily accessible text in the
Shih-so 7 % (11), at least seven cases of inconstancy may be noted:
i ¥: F  line22; T Ine222.
i qg line 2.5; ﬂﬁ line 48.4.
i, £: @ line26; ¥
v B g *
v. 8§} lineld 36 34 line 22.1.

vi. i#: %% line 43.6; 2,;\ line 55.2.
vii : 3 line7.6; 3K line32s; 35 line3s..
b. Edict of Ch’in Shih-huang-ti on an oval pottery Yheasure Z&# 8373 (P1. &)
This is one of the many inscriptions of the famous edict on weight-and-measure issued by
Ch’in Shih-huang in 221 B.C. It is rather unusual to find any inconstancy of character struc-

tures on this type of official document, but a definite case may be given:

% line 9.1; ng line 10.3.

6. Han bronze inscri
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A few more exmﬁpies of inconstancy may be found in Han bronze inscriptions, taken from
Ch’in Han chin wen lu mentioned above:

a. Yung-shih Ch'eng yii ting X ik & @if (P1.9a) —
H: B B E E B H
b. Yun-yang ting E/5 (P1. 9b) — 6 cases —

i E: @ I%:‘}
i, B )’%

ifi. <k 2(

v, A J/'\

vi. /i FE] '-E)

c. Yen-shih tsao tso hsi B K& (F ¥k (P1.9c) — 3 cases —

i1 %‘ line 1.1; C‘.j line 2.4.
ii.%:§ line 1.2; %« line

i oo m < s d 5

7. Post-Han materials

To complete our brief survey of inconstancy of character structures in Chinese writing some
post-Han materials may also be examined. For the Six dynasties, a few examples may be drawn
from the inscriptions on tomb stones studied by Chao Wan-li (§) —

a. Shih Wan mu-chih T3t &35 (P1. 10a) - 7 cases —

iL#: 48 linell; 4% line2.14.

line 1.4; jﬁ

-~
W
Y

i § line 2.9.

E
ol
al
foh




‘line32; FR line3.13.
line 10.5; ¥4 line 6.20.
line1.12; #| line3.1; % line 13.14.
vi. m: vk line 12.11; % line 235,

b. Yuan Siu mu chih 7T7%&iE (P1. 10b) — 4 cases —

i fE: A¥_ line 5.2
i #l: %
i, 1 : A line 4.8.

iv. @: %§ linel13.5 JH line15.25.

c. Chang ch’iang mu chih FEZ 3L (P1. 11a) — 5 cases —

s
EBe

i S line 1.14; line 8.3; i  line14.3.

i, #: & line9.14;

line 10.6.

sl

v, H:

v, 4
d. Kuo Hsiu mukc}kzih Pk &k (P1.11b) — 6 cases —
i Zz: Z line2l; 4 line27; ¥ line7.11.
i, ¥ SfR line 6.12; ]9 line 6.13.
i io: 3% line7.3; 1% lme74.

iv. (1: @y line6.5; A line 7.10.

line 9.12.
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— 5 cases —
oMW line 1.10; #{ line 4.4,

i 2§ lne23; ¥ tine2.10.

fi. {: 4X line3.3; Jf line8.1.
. £: 3% line7.2; W line8.2; %&_ line9.11.
V. #: 4% line14.13; $X line 17.7,

f. Inscription on a Ly jen shih p'an

of two pieces of bronze, a square plaque, roughly 11.4 centimetres in size, in the bottom,
serving as the Earth and a semi-spherical disc, 6 centimetres in diameter on top symbolizing
Heaven. They are both inscribed and are connected to each other with a pin in the centre so
that the round Heaven can be rotated on the square Earth in the process of divining. The
inconstancy of character structures in this document may be listed as follows:

i. # : &, ¥ on Earth square.
fi. % : 1%, X % onHeaven disc.

iii. £» : ,< on square; ~ on disc.

iv. JT : € on square; # on disc

v. B : {5 on di % on square.”

vi. B B on back of square; ,@f" on disc.
vii. s : #¥ on square; ¥ on back of square.
g. Kuan-yin ching Bl E# (P1.13a)

This is a T’ang Buddhist manuscript brought back by Stein in the British Museum. It was
published by Prof, A. Fujieda (12). The text was written with a wooden pen and retouched
to give the effect of brush strokes. Some cases of inconstancy may be noted. On the page
reproduced here the character fappearsas 3t in five strokes in line 2.4 and { in six strokes
in line 4.3.

h. Labels of Buddhist images (P1, 13b):



Ch gTe- un

: 99 of a long scroll of Buddhist images of the 12th century in the Palace
Museum in Taipei. The section published by Helen B. Chaplin (6) has two labels. The character
it are written in two ways: fif and-& .

i. Panjo po lo mi to hsin ching ¥ 51 BE % L (Pl. 14a)

This is attributed to Shih T’ao 1% . The first page has four cases of inconstancy as
follows:

i v ¥ linel2; % line2s5.

i, B ,% line 4.5;

iii, HD : \fr

v. % : # line7.12; FE line8.1.
j- Inscription on a bamboo painting by Cheng Hsieh &% (P1. 14b)
Cheng Hsieh was a leading painter and calligrapher of the eighteenth century. Here the
inscription is written from left to right, contrary to the common practice in writing from
right to left. The inconstancy of character structures in this inscription is most evident —

i B: v linel.8; 7 line19.5.

ii. #: -§ line88; & line94.

v. 20 L {  line 5.7.
V. B rg :\li“ne4.12; L. line66; 7. line 10.5.
vi. #%: gé_\ line 5.8; »3]&‘ line 6.7; ﬁé_ line 10.4.
vii. Bt B line5.11; g line 17.6.
viil. % : 2! line7.10; £/ line 14.7.
ix. B )% line 7.8; F} line 14.1;  } line 19.7.
X. 4 % line 16.8; }‘L line 20.4.

o)
o
%1*
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The number of cases'may be increased by taking the various elements of the characters into
consideration.

K. Seals of Chinese painters and collectors (P1s. 15, 16a-d)
A corpus of the seals used by the Ming and Ch’ing painters and collectors has been
published by Wang Chi-ch’ien and Victoria Contag. Among the literary phrases adopted for

some of the seals, a few examples of inconstancy in character structures may also be found:

i. Seal of Hung Wu 54FF : %5 H 1 B # (P1. 152)

Z\.:H’X; ‘:/::r\’:'
iii. Seal of Li Shih-cho Z: it : FHEEEE xR B (P1.15¢)

iv. Seal of Chin Nung % 2 : % Hing&r (P1.15d)

A

ﬁ:@,g.

In one of his personal seals, ¢ % 4 (10, 201.7

v. Seal of Yag\ShoﬁﬁEfﬁ T N&ﬂ o S9RKEETT & (PL. 15¢)
JiA %ﬁ , gﬁ (Shuang-kuo style); ﬂ:i}? R é? .

vi. Sealof T'ung Yii #&§k: MIEMIEEEF (P1.156)
#: 5%? .

vii. Seal of Min Chen Bi1i: HEAIEH K4 (P1. 16a)
B8, 8 %:H, K-

viii. Seal of Yang Chin #% : B ith BER M
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ix. Seal of Shih T’a0 ‘6% P ERAZT RELLZREHE 2 Z (P1. 160)
oW, s, g %:L}‘}/,“:‘E’;
x. Seal of Emperor Ch’ien-lung #5& : # H B k&% (Pl.16d)

75:-;1,;591.

8. Modern writings

In going over the publications wl ich Dr Barnard has stu in discussing the problem in
i e been encountered. They are the handwritings of two

leading scholars in e;sé epigraphy.

a. Chiang nan Ch’un iT.#3% by Tung Tso-pin (P1. 16¢)
This is a poem written by Tung Tso-pin for Prof. Kaizuka Shigiki H % /£ #f , the Kyoto
scholar of the oracle records. It appears first in the oracle script and is followed by a trans-
cription in hsing shu 172 . There is no need to point out that the character structures in

these two systems of writing are different from each other. Two cases of inconstancy may
be noted in the oracle script text alone:

i gk k) line 1.4; éxg line 2.6.

iil. d: v linel.l;, A line 2.1; \=) line 4.3,

It is well-known that Prof. Jung Keng usually writes his own texts for lithographic repro-
duction. In the three pages of the preface of Ch’in Han chin wen lu the following cases of
inconstancy in his writing may be listed:

i Zz: Z_ plalineld; 2 p.la,line 12.17.
ii. f8: 4¢ ©p.daline69; 4{f p.1b,line1.14.
iii. AT p-T)I p.1a, line 1.14; ﬁ p.1b, line 10.8.

iv. {: 4 plaline5.13; ;  p.laline5.18.

v. Zl: x’f)] p-la, line 7.23; ?’I] p-1b, line
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vii. ;5: . p3a,line6.11; R p.2a,line 9.5.
viii. B8: 5  p.lb,line 14.24; 3L p.3a, line 10.16.
The text is written in k’ai-shu but abbreviated structures are occasionally introduced in the

writing. Moreover, in the section on 4 chi Z#¥ cross-bow mechanism (chapter 6), the
characters # are written in the following variations:

675 676 677 678 679 680 681 687

AL
% 5%
688 697

15 Ast
X 3
698 699 700 702 703 704 705 712

It is interesting to note how a character with two radicals or a handful of elements can be
fitted to give more than 30 forms. Jung Keng is far from being an ordinary student in
epigraphy. Neither could we place his Ch’in Han chin wen hu among the forgeries.

With all these examples which I have gathered at random above it is evident that inconstancy of
character structures has always been a prominent characteristic in Chinese writing. A writer has
always been free to do so intentionally or unintentionally. The foundation f ch a practice is
laid not only in the nature of the writing itself but also in the long deve nt. We may keep
these examples in mind when we discuss the \developmentﬁ ting in the following
section. ‘ ; ‘
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In discussing the evolution of character structures in Chinese writing one must bear in mind at
least five facts. First, China has always been a country of many nationalities. At present there are
still some 50 peoples living together They have each retained a language of their own but most of
them speak the kuo-yit Bz5 national language and use the same type of writing. Numerically, the
Chinese writing is the most widely used writing in the world. Secondly, like the language, the
Chinese writing is a living art. It changes with the progress of time. Thirdly, like the Chinese people
and their culture, the Chinese writing is developed in self-contained seclusion and it forms a unique
development quite different from any other system in the world. Fourthly, the Chinese writing is
not alphabetical, each character stands for a syllable and represents an idea: It is monosyllabic and
isolating, hence each character is a gra h by itseif. T ness of the writing has determined
1 1inese writing has a long history. Its beginning
rd century B.C. The post-Han development has

B3 FE on the un—conventlonal characters; Tzu-yang hsueh q—%%’é on the standard characters;
Shuo-wen hsueh 32 on the Shuo-wen characters; Ku-wen-tzu hsueh <5 £ on the archaic
characters; and Lu-shu hsueh <22 on the six classes of characters. They have each a tradition of
its own. It is evident that the evolution of Chinese characters constitutes a complicated affair,
attracting the attention of Chinese scholars throughout the centuries.

The Chinese writing, like all other systems of writing in the world began in pictorial forms. At
first these were merely visual symbols which appeared either as pictures in solid forms or as
drawings of lines and dots and could be called pictographic from one point of view.and ideo-
graphic from another. This type of early symbols has been found on the pottery of Neolithic
period long before the beginning of history. They were painted with:a hair brush or incised with a
sharp point (33, 166-68;197; 35) These implementsiwere known respectively as pi % brushes and
tao 7) Kknives in the histeri ave. t en along ime, perhaps several thousand
years for these early symbols to bek sed as characters in writing.

By the time of the Shang dynasty a fully developed system of writing was in service. A large
number of ancient bronze inscriptions and oracle records have beenpreserved. There are some
marked differences between these two types of writing. In the bronzes the characters usually
resemble closely the original objects and are often solid in appearance, while those in the oracle
texts are rather simplified and abbreviated, written with thinner lines and dots. Besides, many of
the characters in the oracle script for animals which are drawn horizontally on the bronzes are
turned to stand erect with the head on top. Tung Tso-pin holds the opinion that the bronze script
should be regarded as a Shang archaic script and the oracle writing a Shang modern script (8, 187-
88). It is interesting to find that even in the modern script a character may appear in many forms,
some as many as forty different ways of writing. This shows that the symbolic characteristic of a
character was still predominent because the meaning was more important than its form. The Shang
writer was free to write a character in whatever way he pleased, either in the archaic or in the
modern script or in his own way, provide | aracters was not impaired.
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This accounts for the_incon‘stalfc'y of character structures in the Shang script mentioned in the
foregoing section.

The Shang modern script was undoubtedly a very advanced type of writing. Most of the lu-shu
six principles, normally used to create Chinese characters, were already in service. Among the 1226
deciphered characters of the oracle records studied by Li Hsiao-ting 2= 5z, 277 are hsiang-hsing
% J4 pictographs, 20 chih-shih 1§ % indicative symbols, 396 hui-i & & logical combinations,334
hsing-sheng ;% phonetic compounds, and 129 chia-che |3 % borrowed words (34, 91-95). The
data show clearly that the Shang writing was still dominated by the pictographic and ideographic
script, but it had began to introduce a new system with the phonetic writing a the basic principle
of creating new words. The change occurred by puttmg thee bols into different use.
Two existing symbols  the meaning and the other, the sound.
In this way the new ¢ 1ep gé\ which was the sound symbol, rather
than the original idea. ! cess shows that the original pictographs which was based on a
direct link between the and the script was broken and a direct link between writing and
language was established. Thus the stage of mere picture drawing was left behind. We may call
this type of writing a “linguistic script” though it was not alphabetical. This method was in
fact quite risky and when employed to a large extent it would inevitably lead to confusion.
Subsequent developments show that it could be improved by using a sound-indicator which would
serve as a sense-indjcator at the same time. The phonetic compound takes advantage of the logical
combination to signify a clearer meaning. The great majority of Chinese characters were destined
to be created in this fashion. The change from the pictorial to the linguistic script was actually far
more complicated than what has just been described. The process was also responsible for the in-
constancy of character structures because a writer was free to create new characters for his own use.

The discarding of picture drawings did not standardize the. acters. In the Chou
dynasty a large number of them were snnplxﬁed but elabo tinued to muitiply. The
construction of a character with dots and lmes mained- a omphcated affair. A dot could be large
or small and its shapes rangﬁ from circular or square to triangular, rectangular or semi-lunar. A
line could be bold or fine; long or short, straight, curve or bent, or in various degrees of inclination.
The dots and lines in varying numbers could be freely fitted with one or the other in all sorts of

combinations. The variations were indeed innumerable.

The Western Chou script was known as ta-chuan % which was characterized with elaborate
combination of structural elements. The development was further complicated by the decline of
the Chou central government and the expansion of the feudal states. Most of the latter created new
characters and new types of writing of their own. Apart from the common system which used only
lines and dots there were the nigo-shu &E bird script, the ch'ung-shu #:% worm script and the
k’e-tou wen i1 3C tadpole script as well as all sorts of curious structures serving their respective
purposes. The writings of Chan-kuo BB were full of local characteristics. Their deviation from
the common system became so wide spread that there rose a popular demand fora unified writing.

became restricted in the adually to the introduction of the li-shu
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% £ which was unorthodox but easier to write. Meanwhile, Ch’in Shih-huang succeeded in uni-
fying the country and proclaimed the writing of his own state, known as hsigo-chuan /|~ %: , as the
official writing of the land. But Ch’in dynasty was short-lived and the official script failed to take
roots. It is evident that throughout the Chou dynasty there was never a standardized script for the
entire country and writers were free to write in their own respective fashions. This again accounted
for the inconstancy of character structures and styles of writing which occurred so frequently in
Chou writings.

The whole collection of the Chou scripts was finally h down'to the Han dynasty. There

Mang £ # four types were still in circulation, known at that time as chuan-shu, tso-shu {;: &,
miu-chuan % and nigo-ch’ung-shu %# £ . They were further enriched by four new ones:

ku-wen # 3 , an archaic script which was brought to light by the discovery of some ancient texts;
ch’i-tzu %5 , a curious script introduced by such mischievous scholars like Yang Hsiung 45 # ;
ts'ao-shu 5 & , a cursive script adopted for quick execution in writing; and k’zi-shu #£% , a formal
script reputed to have been invented by Wang Tz’u-chung T i {4 . However, only chuan-shu, li-shu
and fs'so-shu were in common use. Shortly after Han, when the Wei 3% government tried to
standardize the Confucian classics, three scripts, ku-wen, chuan-shu and li-shu were used simultane-
ously on the same text. They were known collectively as San-t'i shih ching =¥ 42 . It is clear
that there was not a single standard script in the Han times and writers were free to write in
whatever style they pleased or created.

invent their own way ¢
EBEH . They inclu hosg that were written in colour as well as various scripts of the
minorities. There were 24 types of chuan-shu in miscellaneous forms because mischievous writers
took pride in their recklessness. These accounted for a large number of strange characters used in
the writings of this period as we have seen in some of the mu-chih mentioned above.

The reckless development of Chinese writing during the Six Dynasties was partly checked in the
following period. The T’ang scholars exerted great effort to standardize the script mainly under
k’ai-shu. Many books were written in favor of the movement and k‘wi-shu became in time the
official script ever since. For daily use, it was supplemented by the cursive forms of hsing-shu and
ts'ao-shu. These three common scripts were structurally quite different from one another and apart
from the official documents and printed works, scholars were free to use them at random in their
writings, It was also common for them to include characters in chuan-shu and h-shu;as they pleased.
Many examples have been reproduced in the preceding sectio :

] ge of the scholar class who were versed in
n in the countryside had always been free to
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act independently too. They preferred simple abbreviated characters which were widely circulated
outside the élite or official circle. With the popularization of printing in the post-T’ang times a
large number of folk literature were published in the simplified script which was known as su-tzu
&% . They matched very well with the vernacular literature and began to attract the attention of
the literary class. It is interesting to note that the study of the su-tzu script was quite popular at
the beginning of the Republic and scholars like Ch’ien Hsuan-t’ung £ 4[], Liu Pan-nung 2| &
and Jung Keng did not hesitate to use them in their writings. The simplified character movement,
championed by the People’s Republic nowadays has actually a history of at least a millennium
behind it. The inconstancy of character structures has always been a.common feature in Chinese
writing.

The developmen pes of Chinese writing through out the ages constitutes a
continuous process.: cripts evolved one after another without much interruption. In most
cases the charactersare structurally quite different from one another and they are easily distinguish-
able. Moreover, they can also be differentiated from the calligraphic point of view. Ever since the
Shang dynasty, Chinese characters are composed of dots and lines, and as they are written with a
hair brush, they are generally described as brush-strokes. The brush can be made to produce
strokes of widely varying thickness and the flexibility makes it possible to explore its possibilities
fully. The art of brush manipulation has progressed with the introduction of the various types of
writing,

In the beginning the Shang calligrapher used the brush only in a very limited way. The stroke,
whether bold or fine, appears always with a point at each end. This shows that the brush touches
the writing surface first with the tip, a slight pressing gives the tl'ucke part/in the middle, and
finally the brush is lifted gradually, ending aga.m with a point. It at there is only a one way
movement with the brush and most of the strokes stand Qdepen jently by themselves.

This style of writing ¢ ued tobe in fashion in Western Chou. Most of the bronze inscriptions
of this period were writte: n the Shang manner with strokes which begin and end with a point.
The size of each character varies according to the number of strokes used in the construction,
smaller characters having fewer strokes while large ones being more complicated. There was yet no
principle regarding the spacing of the character.

By the beginning of Eastern Chou there evolved a tendency to arrange all the characters in
similar spaces and to write the strokes without the points, giving a smooth line from end to end.
This needs a proper control of the brush with a steady hand. It became the standard style of
writing for hsigo-chuan. The calligrapher began to do a stroke continuously in several directions
and to make each character an entity by itself in the prescribed space, usually a square.

When li-shu was introduced the calligraphic strokes assumed a new way: of expression. There are
more variations in one stroke and the circular, curved, rquﬁded‘hne n-shu was changed into
a square and polyangular form, ﬁrm and decorati inar s usually done by pressing

’ nds while a charactenstlc stroke also begins with a dot
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but the brush is dragged on and pressed harder towards the end and finally lifted to form a sharp
point. In this way the point of the brush plays its part again in calligraphy in a deliberate fashion.
The writer enjoys now a freedom in applying the writing implement and, therefore, it is easier and
less tiring in writing.

At a glance the writing of k’gi-shu is again quite different from the chuan-shu and li-shu. There
is an inflexible regularity of design and the characters are constructed, sometimes compressed to
form a square block of uniform size. The types of strokes, however, are further increased, each
having its own way of execution By the time of the Six Dynasti}

her pupils, the celel Wang I-lm-chih J:ﬁz settled finally with only eight. He advanced the
theory that eight basic’ strokes would be necessary in Chinese calligraphy as embodied in the charac-
ter yung i . This has been more widely studied than any other system of classification. The eight
strokes of yung are tse il , le %), nu %5, yo i&, ts'e 5 , liang 4%, cho % , and chieh 1, each
requiring its own way of manipulation, This is, of course, basic, but in general a student would
need a wider training. It is only after the mastery of the k’zi-shu that he is allowed to wander into
any other styles including the hsing-shu and ts'zo-shu. It has been common for a master to do a
piece of calligraphy in several styles involving various types of character structures as we have
noted in Cheng Hsieh (P1. 14b) mentioned above.

There is no need to go into the diversities in the shapes and structures of hsing-shu and ts’ao-shu.
Every calligrapher is free to develop his or her way in the cursive scn Apart from the official
documents and printed matenals, calhgxaphlc works are us

be further enriched
white”. The beauty of €
less shape and no calli

ese. éalhgraphy is a beauty df graphlc movement, not a designed motion-
her would ever be restricted by the constancy of character structures.

The evolution of character structures in Chinese writing occurs either gradually or drastically.
Gradual evolution is usually effectuated without deliberation. For example, a dot may be written
as a circle, and a circle may become a square or an oval or an oblong. Some would appear with
projections at the two upper corners and some other forms. This is done unintentionally and
before long the resulting structure or shape of a character or element in a character may turn up to

be totally different from the original. But historically the sequence of the changes may usually be
traced.

Drastic evolution of Chinese characters, on the other hand, is mostly accomplished deliberately
by the writer. It may also be enforced as a government policy. The development is more complex
than the gradual changes just mentioned. It moves continuously between two. poles, complexity
on one hand and simplification on the other. The fo to.give a character a clearer
meaning as well as a wider scope for artistic treatment; il tter usually aims at fascilitating
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cating as well as a series of éﬁﬂplifymg process. Many examples are given in T’ang Lan’s Ku wen
tzu hsueh tao lun (26, 22-51; cf., 32).

History witnesses three major cycles of this development. First, the elaborate picture writing of
early historical days was succeeded by the simple Shang oracle script, then the cumbersome struc-
ture of ta-chuan was reduced into the hsigo-chuan of Ch’in and the li-shu of Han, and finally, k ‘ai-
shu was supplanted with the chien-tzu &% simplified script of the present day. Being symbols of
writing which may be freely manipulated by the writer, the Chinese characters have enjoyed a
continuous evolution. Moreover, most Chinese calligraphers are usually weil versed in most of the
scripts of ancient times and various types of character structures and wntmg styles would often
pass mto their works at random. Desplte the hlstoncalppmcess tha ne style succeeds another,

features of Chinese wr ] By hmmng ‘the scope to a single document by one individual writer
will not be able to alter this basic practice throughout the ages.

Conclusion

With the discussion on the new principle of constancy of character structures advanced by Dr
Barnard, the review of the various single documents with some inconstancy of character structures
and a brief introduction to the evolution of character structures and of calligraphic manners in
Chinese writing it is plain that inconstancy of character structures has always been a common
feature in Chinese writing. Therefore, the conclusion which I have reached in Chou China — “It is
evidently not ‘quite permissible to regard inconstancy as a definite proof of forgery.’ ” — should
be upheld.

University of Cambridge
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Plate 1

Plate 2

Plate 3

Pate 4

Plate 5

Plate 6

Plate 7

Cheng Te-k’un

Shu Ssu-tzu ting e+ 5.
Hand copy of Shu Ssu-tzu ting by Dr Barnard.

Shuang-kou %7 double-line tracing of some characters'in

San-shih p'an #z X% by Dr Barnard.

; kou double-line tracing of some characters in Mao-

- kung ting % />t by Dr Barnard.

An analytical diagram of idiosyncracies in the writing of the
element {E in various characters in Mao-kung ting by Dr
Barnard.

Chou Wang Yi mu chih ming l T HE 3

Yi#hou Nteh kuei H&ExBE

Hand copy of Yi-hou Nieh kuéi

Shik-shih kuei i i85

Yufu kuei K3 E

Han-huang-fu kuei WA E

Shih-k’e hsit Five&E

Nieh Ling yi 5.4 %

Ch’u chien 58

4, fig. 28.

4, fig. 28.

3, p. 26.

3, p. 25-6.

3, p. 30.

4, fig. 29.

31, No. 167.

2, fig. 2.

18, pl. 8.

17, fig. 15.

21, fig. 64.

21, fig. 102.

27, pl. 22.
24, pl. 4.

28, pl. 12.



Plate 8

Plate 9

Plate 10

Plate 11

Plate 12

Plate 13

Plate 14

Plate 15
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Oh-chun Ch’i chieh 55 # f il 16, pl. 27a.
Hand copy of Oh-chun Ch’i chieh by Yin and Lo. 30, 9.
Ch’in t'o liang chao wen ZEW BT 13, 1. 27b.

Yung-shih Ch’eng yu ting 5k i4 % 8 f 13, 2.1.4b
Y 13, 2.1.7a.
Y hih tsao tso hsi & B3 VE 13, 2.5.64a.
Shih Wan mu chih ming Euﬁg;{@g 5, pl. 77.
Yuan Hsiu mu chih ming L% 8its% 5, pl. 95.
Chang Chiang mu chih ming 5% 83 4% 5, pl. 401.2
Kuo Hsiu mu chih ming KBk S5, pl. 408.2

5, pl. 413,

7, 134.
Calligraphy, Kuan-yin ching #i & 12, pl. 36.
Calligraphy, Buddhist scroll. 6, fig. 1.
Calligraphy of Tao Chi & 23,3. 1.
Calligraphy of Cheng Hsieh £ 15, 13.

Seal of Hung Wu 2LEF 10, 87. 71.

10, 90. 149.
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c. ”éeal of Li Shih-cho 7tk fs 10, 147. 71.
d.  Seal of Chin Nung &£ 10, 201. 21.
e.  Seal of Yao Shou #k#Z 10, 206. 29.
f.  Seal of T'ung Yu &k 10, 378. 45.
Plate 16
a.  Seal of Min Chen I H 10, 385. 14,
b. 10, 409. 48.
c. 10, 427. 30
d.  Seal of Emperor Ch’ienlung % 10, 587. 141.

e.  Calligraphy of Tung Tso-pin #{FH 1, 16. fig. 23.
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