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Introduction

During the mid-18th century, Yangzhou, a city in the Jiangsu province,
prospered as the salt industry boomed in the surrounding provinces. When
the property of the merchants in Yangzhou grew significantly, the painting

- market also flourished. Among the different stylistic approaches that flourished
in Yangzhou, the “Eight Eccentrics of Yangzhou” is the most favourite with
the salt merchants and local residents. There are a number of different
combinations or groupings for the so-called “Eight Eccentrics™ after the term
first introduced in 1873. In total, there are altogether 135 artists involved in the
list, including Hua Yan (1682-1756), Gao Fenghan (1683-1749), Li Shan (1686-
ca.1760), Wang Shishen (1686-1759), Jin Nong (1687-1763), Huang Shen (1687-
before 1772), Gao Xiang (1688-1753), Zheng Xie (1693-1765), 1i Fangying (1697-
1756), Bian Shoumin (1684-1752), Luo Pin (1733-1799), Chan Zhuan (1678-
1758), Min Zhen (1730-after 1788), Li Mian (1691-1755) and Yang Fa (1696-ca.
after 1762). As there is no substantive conclusion of which eight members,
the term can only be considered as a collective designation for the group of
artists who share certain commeon characteristics in their life and art.

Among these artists, many of them were initially scholar-painters who
followed the literati tradition in their artistic pursuit. They became professional
painters during the course of their life that they had to sell their paintings
and calligraphy to carn a living. For this reason, they were attracted to
Yangzhou, a large commercial city of their time. In stylistic terms, their
paintings differ largely from the Orthodox School which follows the art-
historical tradition; instead, they focused on the expression of their own
feelings and temperament. Their art was considered “eccentric” since they
did not adhere to the conventionally accepted manners and habits.

The “Eight Eccentrics” found their most outstanding achievement in the
painting of flowers and birds and the so-called “Four Gentlemen” painting
of plum blossoms, orchids, bamboo and chrysanthemums. However, since
the “Bight Eccentrics” lived close to the lower class people, they were familiar
with the decadence and corruption of the society and the suffering of the
people, their paintings were thus given a new dimension of meaning. These
artists also catered for the art market of Yangzhou by switching their art to
suit the taste of the patrons in terms of subject and technique. This is the
reason why they were se popular among the patrons.

However, after flourishing for less than a hundred years, the salt industry
finally declined in the 19th century. The painting centre was then switched
from Yangzhou to the new commercial city Shanghai. The innovative spirit
and the mutual relationship between artists and merchants that had been

developed in Yangzhou was continued in Shanghai.

Hua Yan Two scholars versifying
Hua Yan (1682-1756) was renowned for painting birds-and-{lowers, landscapes
as well as figures. In this hanging scroll (fig.1), two scholars are sitting in the
shade of trees. While one of them is holding a fan, the other is sipping tea
leisurely. The depiction of the figures’ faces is similag
(ca.1494-ca. 1552), and the drapery of the robe:
flowing lines. With refined taste and exqu‘i'si-.l;c technig

n by smooth and
Yan depicted

1.the style of Qiu Ying

not only the figures’ appearances, but also their feelings and emotions. The
composition is carefully constructed to highlight the two scholars. Forming
the focus of the painting, they occupy the spacious part of the painting,
while the other parts are filled with trees, rocks and water. In addition, the
bodies of the two scholars are large in proportion. This tradition can be
traced back to the Tang and Song dynasties (960-1368) figure painting. The
old trees are painted with both wet and dry brushstrokes, and the rocks are
dyed by moist ink. Hua Yan used light and clear colours to represent a fresh
and clean environment after rain. Although Hua Yan extracted the painting
skills from other masters, he could make something new and paint in his
oW Way.

Hua Yan's careful arrangements rendered a quiet, beautiful and relaxed
atmosphere that characterizes this painting. Tt symbolizes his desire to lead a

tranquil life and his wish to sweep the dust away by his brush.

Gao Fenghan

The three
excellence:

poetry, painting
and calligrapby

Gao Fenghan (1683-1749)
was a multi-talented artist

trained in the realm of

poetry, painting, calligraphy

and seal-carving, This album

by Gao Fenghan is entitled

The th Hence (fi B2 SEW (ZEM) (—F) 1734 FOER
be three excellence ( 1%-2) Fig. 2 Gao Fenghan The three excellence: poetry, painting and
because it combines all calfigraphy (one leal) 1734 Xubaizhai Collection

[«

aspects of his talent. The first painting in this album is a scene of Tianchishan

near Suzhou, where wispy clouds create a heaven-like landscape, and the

two conversing monks also convey such atmosphere. The second one dep_ict,&z_. o
the scenery of the canal near Yangzhou, with the bending willows swaying
genlly in the breeze. The third one depicts an odd‘lookiﬂg___piﬁ tf e outside
the temple of the Land God in Shandong province. The exec :

tree displays Gao's powerful brush manipulation. The fourth painting is a
tree in autumn executed in the style of Li Cheng (919-967). 1t also incorporate

elements of cursive script in the outline of the tree branches

Each of these paintings is accompanied b ent .

% 3
; ” , o ~
calligraphic style. Gao was also famous for hi carving, This album of

paintings features twenty-seven seals, cellent example of

Gao's celebrated art forms. Some of the inscripti is seals are related
to his life experiences. For example, the seal “hou shangzuosheng” reveals
at he painted with the Teft

rm afier be

instead when he was unable to paint with

prison. This album was execuled three

arm was crippled, showing his well control of techniques.

Wisteria and paradise flycatcher
| Shen (1686-ca.1760) followed the meticulous court painting style when he
was a court painter at his early stage. He then transformed his style to a



transition of style. In this painting, Li Shan drew a pig
trunk accentuated by repeated circular dry brushstrokés, The rock in the
toreground was executed with bold and moist brush which was influenced
by Xu Wei (1521-1593) and Shitao (1642-1707). The contours of wisteria were

outlined by thin and light ink while the petals were painté

y white pigment
90). The wisteria
tnishes the painting

which are similar to the style of Yun Shouping (1633
scattered over the trunk enriches the compositi
with elegance.

On the upper left of the branch is a paradise flycatcher observed at an
unusual low angle. It is painted with light ochre colour with vivid posture.
Two long tail feathers of the paradise flycatcher have long been related to
the ribbons worn by ancient courtiers and officials. Moreover, the Chinese
name of “paradise flycatcher” (shoudar) is a pun on the word “longevity”
(show). Paintings of these kinds of subjects symbolizing prosperity and
longevity were popular commodities in Yangzhou at that time.

Wang Shishen Orchid and bamboo
Wang Shishen (1686-1759) Lxcdled in pﬁgﬁlﬁhg ﬁowers

upper art of the painting; the other gr@up is mmg :

with a%few bamboo shoots%n hé lower ground.

; :f‘
in d different way as comparey%t"to Wang Shishen.

His painting is executed in a freer and spontanecus

stvie, revealing the mdwlduahty of the “Eight %

ntrlt:” attists. (see also Album oj Pplum blossom, Egﬁ%‘iﬂiﬁ

St 1m, beini 1 inte by Li Vie. 4 Wang Shishen
y nwem bf)( Q)M P ¥ Orchid and bamboo

Chongyizhai Collection

Jin Nong

Eight borses / Calligraphy in qisbu (lacquer script)

This album (fig.5) by Jin Nong (1687-1763) illustrates different postures of
horses. From ancient times, horses provide great convenience for human to
travel a long distance; therefore, there is a long history for the close
companionship between horse and human. In this album of paintings, some
leaves depict the horses as a tribute accompanied by the grooms. One of the
grooms can be identified as a foreigner by his facial appearance and the

clothes he wears. The unrestrained character of horses is also depicted in

5

- early stage Tt is different from his

this album. This can be
seen in one leaf that
shows a horse loaded
with a saddle and a
bridle, but it is not
accompanied by any
human beings. The
paintings are executed
inn Jin Nong's personal
idiom. The outline of the
horses is applied with a
brush style reminiscent
Flg 4 }m l\ong faﬂfgrapby it thm /?Lir’:qz:i&r
of the graving yuMozha Gollecion '

techmques anc the resu]t has éin archaic appeal

Huang Shen (1687-before 1772) was
rencwned for his figure paintings. The
subject and figures of this painting (fig.
7) were similar to other paintings by
him on findaiwei *. This kind of subject
symbolizing prosperity and high
position in court (see also Wisteria and
paradise flycatcher by Li Shan) was
very popular among merchants and
officials in Yangzhou. As a professional
painter, Huang Shen was prolific in

producing paintings with such kind of

subjects.
i ?%%inting belongs to the
e:tltftﬂou'% style of Hu'mg Shen at his

'BAlntznb; of his later years with bold

B 7 EE A LEERR
bru5$tr0keb derived from his running  pig. 7 Huang Shen Figures Xin An Ju Collection

' scrlptﬁ Under the influence of his mentor Shangguan Zhou (1665-1750), the

figures of this painting are more naturalistic. Besides, the hair, jewels and the
pattern on the robe are all depicted delicately with fine details. For the
drapery of the robes, Huang Shen opted for bold and vigorous brushstroke
instead. The bending azurite strip of cloth not only links the three figures but
also provides a graceful thythm by its flowing lines. The twist of the back of
the female attendant indicates Huang Shen’s pursuit of “eccentricity”. His

students (see also Figure by Li Qiao) and followers inherited his style.




Therefore, Huang Shen had a great impact on the Shanghai School of Painting

as well as many ceramic paintings in later periods,

*Note: The painting of Jindaiwei depicts the story of Han Qi (1008-1075), a famed
official of the Song dynasty (960-1279). When Han served his official term in Yangzhou,
a rare species of peony Jindaiwei bloomed at his courtyard. Han, together with Wang
Anshi (1021-1086), Wang Gui (1019-1085) and Chen Shengzhi (1011-1079), placed

Jindaiwei on their headgears. All of them rose to Prime Minister one after another.

Zheng Xie Bamboo

and rock / Free copy of
Huaisu’s autobiograpby
Zheng Xie (1693-1765), alias
Bangiao, was equally proficient in
poetry, painting and calligraphy. He
is also renowned for painting
bamboo, orchids and rock,
According to the inscription of this
painting (fig.8), Zheng depicted the
scene outside a window during a
rainy night. This is a typical
combination of bamboo and rock
by Zheng o represent the slender
bamboo shoots standing side by
side with a large towering rock.
Zheng likes to represent the
bamboo in a slender and simplified
form. Although slender in : :
appearance, the bamboo shoots are 9 i CEFR O EATTEMG

v . . Fig. 9 Zzheng Xie Free copy of Thiaisu's
tiff and S’[I‘Zligh’[‘ The bamboo autoliography Xubaizhai Collection

regular scrif ning script and cursive script into a single piece of work.
In general, fhe_iéh.&fété:ters look slightly flat, while individual brushstrokes
seem to randomly l_cxmﬂ-a_rge. Although the characters differ with each other
in their formal appe’arancé, they integrate harmoniously to form a well-
balanced piece of calligraphy.

Li Fangying Album of plum blossom, orchid,
chrysantbemum, bamboo and pine

Li Fangying (1697-1756) excelled in painting plum blossom, orchid, bamboo,
chrysanthemum and pine, however, in his old age, he particularly loved to
paint plum blossom. Plum always blossoms first in early spring to greet the
coming of the new season. Because it can stand cold weather, it receives
high praise for its firm and indomitable character.

This album (fig.10) was painted when Li Fangying was just dismissed
from office, showing that his painting style became more spontaneous and
uninhibited. In this leaf, two overhanging branches of plum blossom grow
from the top of the painting. The branches with grotesque distortion are
executed with bold and dry brushstrokes. Several pale flowers blossoming
on the tree branches are cutlined with light ink, The painting technique of
the branches and flowers are completely different, but the result is harmonious,

Li Fangying hated to paint indifferently but wanted to create something
new and strange, as shown in the first line of the poem on this leaf, “if a
painting is not strange and odd, it is totally mediocre and vulgar”. Li Fangying
took plum blossom as a model in his painting to express his feeling, because
plum blossom symbolizes purity, constancy and spirit of never stooping to
anything. An artist’s seal “one’s litelong friend” is impressed on this leaf,
revealing that plum blossom was not only a painting model, but also a close

friend of him.

Luo Pin Ghost amusements

Luo Pin (1733-1799) was famocus for his ghost paintings at his time. This scroll
of Ghost amusements (fig.11) reveals his creative imagination in painting
ghosts. The depiction of ghosts is unique and grotesque in individuality.
There are zall kinds of tall, short, fat and skinny ghosts with vivid facial
expressions and postures. Luo Pin applied large area of dark ink as background
to highlight the ghosts and t6 create a bizarre atmosphere, At the end of the
scroll, a skeleton is holding an arrow and an hourglass. It symbolizes the
quick passage of time and exhorts people to treasure time. The accurate
proportion of skeleton and the decoration of hourglass are more or less
influenced by the West.

Luo Pin claimed that he could see ghosts wandering around in town in
daytime. According to him, the ghosts were afraid of the rich by walking
gently alongside the walls while bullying the poor by tapping their shoulders
and stepping on their feet. Luo lived in the bustling city of Yangzhou for a
long time and he was not unfamiliar with the dark side of mankind. Therefore,
similar to his contemporary satirical ghost literatures, he painted ghost to
satirize the human world.

B11 2@ (REBEED 1797 EOTTFEN




