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FOREWORD

In December of 1976 | completed the first set of albums in my projected series called Fundamentals
of Chinese Flower Painting. It introduced the wax-plum, orchid, bamboo and chrysanthemum in four
albums.

Because it was bi-lingual, in Chinese and English, the set was widely appreciated at home and
abroad, and brought Chinese flower painting into the average western home in a significant way.

Beginning in 1977, my wife, Lu Hsiang-ju, and | travelled to London, Paris, Rome, the Vatican,
Florence, Lausanne, Monte Carlo, Luxemburg and Brussels, visiting major museums and art gallenes.
| also held one-man exhibitions at the National Museum of History and the Taiwan Provincial Museum
in Taipei, the Simon Fraser University Art Gallery and the Art Gallery of Greater Victoria in British
Columbia, the San Diego Art Museum, the Asian Pacific Museum in California, the Municipal Art Gallery
in Hong Kong etc. In 1980 we moved from Los Angeles in the United States to Vancouver in Canada.
in 1981 my second set of albums was published in Taiwan. In 1982 | joined the faculty of China Cultural
University on Yangmingshan as professor in the art department and moved to Taiwan where in time
left over from teaching | was able to produce this second set of albums for the series Fundamentals
in Chinese Flower Painting for the Art Book Publishing Company in Taipei.

This set of albums focusses on the flowers of the four seasons with five kinds per seasons, that
is, of twenty kinds of flowers in four albums. There are altogether 128 illustrations all in full colour.
The introductory section of each flower provides its background, life cycle, special characteristics,
and each illustration explains in detail the techniques used and the manner of learning, in simple easily
understood terms to provide ‘easy access to the difficult’ so that the student may progress in easy stages
without difficulty. ;

The series is based on the lofty and refined tradjtion of the Wu (Suchou) School of (literati)
painting. While it is deeply rooted in the Six Laws propounded by Hsieh Ho in the fourth century it
also introduces devices new to Chinese painting, being the author’s own contributions.

I plan to follow this set of albums with a third one on ‘Birds, Insects and Fish’, and a fourth one
on ‘Vegetables, Fruits, Trees and Rocks’, bringing the series to a total of 16 albums, which truly fit
the overall title of Fundamentals in Chinese Flower Painting which may contribute a little to the art
world.

I am grateful to all the friends who have cooperated in making the production of this book a
reality. Should any faults remain, | respectfully await your criticism and guidance.

Chou Shih-hsin

April 30th, 1983, Taipei



PREFACE

The art of flower and bird painting in China goes back a long time and was highly developed already
by the T‘ang dynasty. Eventually it became an independent genre, reaching a splendour admired
worldwide.

Whether in appreciation or in its creation, flower painting induces tranquillity and purity in the
mind and stimulates serenity. It has long been considered one of the joys of life.

To study Chinese flower painting it is best to look closely at ancient masterpieces, analyzing their
various stylistic traditions, characteristics and their impact upon later painting.

If you wish to study more in depth while you practice to establish a basis of your flower and
bird painting, please observe the following guide lines.

e Master the form. Sketching from nature, and observing of nature’s cycles throughout the year are
basic to a painter’s life. Only keen observation and constant sketching will build a store of references
in your mind, from which you then select, organize, edit and perfect their form and gesture endowed
with a sense of life.

e Practice your brushwork. Be diligent in regular exercises to perfect the most basic strokes and dots.
At the same time practice Chinese calligraphy. Once you begin to incorporate brushstrokes from
calligraphy into your painting your brushwork will become endowed with a live quality, and its
application to painting will become more effective, simplified and assured.

e Work at composition. Notice the characteristic feature of Chinese composition which stresses
‘complementary opposites’ and which achieves a sense of unity and cohesion. Also notice the use
of void and mass, density and sparsity, host and guest (main and subsidiary motifs), gathering and
dispersing, light and shade, stretching and shrinkling, etc . . . These must be thought out carefully
and truly understood before you will be able to control them at will.

e Apply your colours thoughtfully. If you use inkwash, don‘t be slapdash with other colours, as the
combination must be refined and elegant. Misuse of gaudy colours results in pictures which bore
one easily. Learn from the millennium of experience in the tradition.

e Cultivate yoyr imagination. Plunge deeply into life. Travel and observe. Open your heart to external
stimuli and mental associations. Spend more time with history, literature, music, theatre, sculpture
. . . Widen your cultural experience, deepen your fund of impressions and enrich the inner content
of your work. :

The first four rules sharpen your technical skills, the last enriches your own being (the creator
of you works), and thus elevates and deepens the intrinsic flavour of your works. All this takes a very
long time of rather hard work before you reach the level of a mature, seasoned and creative artist.

All those who wish to become artists must go through a long period of building, refining, deepening
and ripening. It is my earnest hope that this book will provide some incentive and much encouragement.
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THE CHINESE HIBISCUS

The tree Chinese hibiscus is also called tree lotus, frost-defier, ground peony in China. There are the --

so-called large-red thousand-petal, white-thousand-petal, the half-white-half peach-red thousand-petal
single and double varieties. The drunken Chinese hibiscus, is white in the morning, peach-hued by
midday, and a bright red by sunset, changing colours three times a day. The yellow variety is rather
rare,

The petals of the tousand-petal types curl in and out and have a three-dimensional quality, without
front and back ‘faces’ and is also known as the ‘four-faced Chinese hibiscus’. Those petals facing the
sun turn red and the effect is often a red and white mixture.

There are clear vein markings on the petals. The single variety has pistil and stamens like those of the
sun-flower. Those of the double variety are scattered in amongst the petals, in the second month of
autumn they come to bloom, waxing and waning in turn in light and dark hues and can endure cold,
remaining on the stem after the petals have fallen.

Since it can withstand the cold in noble solitude after all the other flowers have been araduallv killed
off by the encroaching autumn, standing alone in the frost, ancient Chinese have called it the gentleman’s
flower.

In the Five Dynasties period, the king Meng planted peonies all over the city of Ch’engtu in Ssuch'uan.
Every fall, the blooms spread over forty miles in brocade-like splendour, reflecting each other from
hills and plains. To this day Ch'engtu is still called Chinese hibiscus city.

It is associated with the lotus because of its giant size and bright colours: the ancient Chinese called
it lotus tree, while calling the lotus water Chinese hibiscus. This reflects their particular love and
association for these two flowers.

The leaf resembles a palm, the stem is long, straight and hard. The are more than ten blooms per
clump. Flowers bloom at the end of the woodsy portion in succession in luxuriant profusion and are
one of the glories of autumn.
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ILLUSTRATION 1

® Chinese flowers are painted in four different manners: whole scene, partial scene, cut flowers and
potted plants. )

e This is a partial scene, focussing on a detailed view. The hanging branch covered with ripening buds,
placed behind the flower, adds to the sense of depth in space.

® The ‘left-over-white’ areas of paintings are extremely important in Chinese painting as they let the
space ‘breathe’,

e Select a suitable brush: a large brush can paint small, but a small brush cannot paint large strokes.

e Follow this order in copying the illustration: The large flower, the flower base, the floral stems,
the petal-veins, the stamens, the leaves, the leaf-veins, the overlapping leaves at the lower left, the
buds, the twin supports, red petals within the buds, connecting flower stems.
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ILLUSTRATION 2

® The originator in combining red flowers and black leaves into a high art is China‘s Ch’i Pai-shih.

e First do the inkwash leaves, noting the six hues of ink: black, white, dry, wet, dark, light. Black
means ink’s actual colour. White means the areas exposed when the brush is applied fast, hard and
aslant, causing the fibres to splay in the technique called ‘flying white’. Wet and dry refer to the
amount of water in the brushtip. Dark and light refers to the various hues and textures of ink which
include scorched ink, thick ink, heavy (repeated) ink, light ink and clear ink.

e When limning the veins, the brushwork must be supple and firm but not hard and not too orderly.
The lines should be partially hidden in spots to apear natural and escape the vulgar quality in hack
painting.

® First paint the deeper-hued leaves, then paint the light ink leaves. Where there is overlapping,
distinguish front and back by means of the veins. In this way painting from dark ink gradually to
very light ink you can use several layers and create an illusion of spatial depth.

® Mix white pigment powder with aniline red for the petals. Or you may wipe a clean-washed brushtip
across the aniline red directly. If you use white powder make sure it is not too thick, or you lose

the tender quality of the petals.
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THE FLOWER

e Double varieties have many petals, hence their buds are also full and roundish.
Buds on one stem open at various times in succession, hence the buds are large and small.
® You may paint some leaves on the stem bearing the buds, but only beneath the entire cluster of

buds.
e For buds just opening, first paint the green hulls and supporting leaflets, then paint the red petals

revealed within.
e Don’t make the floral stems too thin; they should be thick and firm in order to support the masive

flowers about to open. ‘

%8



X9



yIEEML

O EEREAMIEZERSRY  AAUHERAREERBEE -

o - HEMESRE  EEVH-FE  BEA RRELGHREFH) BELEREE -

OHMERBHRMZEN  IITE - ¥E-RE  REF - THNBERFEZHRHE -

o L EERAALURALMZH L ABEH BN EREBBERTERTE o 2 FREAING BEIRBAE X
i SN

o EINEIREER Z i~ BRE > ¥ NEMNKMESESE L EHMH -

THE LEAVES

e Chinese hibiscus leaves resemble the base of the human palm. Use a large linked-brush or Chinese
couplet brush (lien-pi or tui-pi) for best result.

e First make the large broad stroke down the middle the fattest, biggest one, then follow with lesser
strokes to the two sides, decreasing in size, smallest at the outer edges.

® Practice painting the leaves’ different directions such as drooping, half-drooping, left-leaning,
right-leaning etc. Examine the plant in nature and memorize its various gestures and aspects.

® The veins of half-drooping leaves must not be limned down the centre because a portion of the leaf
is in back and not visible. Limn down the centre for leaves totally drooping whose entire face is
visible.

e Leaf-stems follow the directions and postures of the leaves and become slightly coarser at the base
where they connect to the branch.
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