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Unit One
Traditional Chinese Culture

The Language of Painting
By Edward H. Schafer

The painters of Ancient China, swiftly brushing

ink and watercolors onsilk, werenotcontent merely
to imitate nature. They set themselves a more
elusive and challenging goal: to capture the spirit
as well as the form of their subjects. According to the
influential Fifth Century art critic, Hsich Ho, a
painter needed to fulfill six canons to be a truly
great artist. His rules, which are elaborated upon in
the following parts, called for a high degree of skill

in composition, color rendition and especially bru
shwork—a technique closely related to the picture-language of Chinese writing. But
most important of all, Hsiech Ho demanded an infusion of the artist’s own spirit to give

the painting ch’ i—the vitality of life itself.

A%

Deft Brushwork

2 To Chinese artists, line—rather than the light and shadow of much Western art—

was the basic structural element of all painting,
as it was of calligraphy. A high premium was
placed on the skilled manipulation of the brush,
which was made of a bone or wood handle fitted
with unusually soft, flexible bristles. In the
calligraphy above, done with such a brush, ene of
Hsieh Ho’s primary canons of art is expressed in
the four Chinese ideograms “Structure-Method
Use-Brush.” Indeed, the mastering of brushwork

rendition /ren'difan/ n. the pattern in which colors
are arranged

infusion /in'fjuizon/ . the act of infusing or intro-
ducing a certain modifying element or quality
premium /'primrom/n. an unusual or high value
manipulation /mo'nipjulesfon/ n. shrewd manage-
ment, especially for one’s own advantage

canon /'kenon/ n.  a list of the works of an author
that are accepted as authentic

ideogram /'ultogreemy/ #. a character or symbol
that directly represents a concept or thing, rather
than the sounds that form its name. Also called
ideograph
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was considered so necessary in giving life to  imprint/mpmt/ . a distinctive influence
a painting that one art critic described the fpalstomishggis lfasl gt condilion anessumpfion o
) 3 which rests the validity or effect of something else
brush as an extension of “the arm, the belly fidelity /fr'delti/ n. the quality of being faithful
. . dept /'edept/ adj. very skilled
and the mind”; another acep
. ’ L, called brushwork an versatile /'vaisotail/ adj. having varied uses or serving
artist’s “heart-print.” many functions :
g . . . hue /hjui/ n. color
.lee calhgr aphers ? Chinese pamters dictum /'diktom/ n. an authoritative, often formal state-
practiced for years to develop the muscular —ment
control necessary to execute swift, delicate strokes. Every artist tried to perfect his
brushwork until it bore an imprint as personal as his handwriting. When a painter had
mastered this technique, his strokes were said to resemble a dance—full of energy,
movement and life. As one master put it, brushstrokes should be “like a flock of birds
darting out of the forest, or like a frightened snake disappearing in the grass, or like

the cracks in a shattered wall.”

i Yoz e
Accurate Likenesses

The purpose of the painter was, in the word of an artist of the Fourth Century, “to
portray the spirit through the form.” The ability to draw good likenesses was gradually
learned over the centuries. By the Ninth Century, when works like court scene were
being painted, artists more than satisfied the stipulation of Hsieh Ho’s Canon, which
is symbolized by the above characters idelity-Type Depict-Form.”

This canon, however, became the focus of a continuing debate among Chinese
artists and critics, which was more important: exact representation or free expression?
Virtually, all artists agreed that the subject of a painting should have recognizable form,
but many felt that the spirit of the subject was even more important. One Ninth Centu-
ry critic, striking at the root of the problem, declared that an artist who could capture
life necessarily had to be adept at representation—but that a good representationalist
could not always capture life.

Y 2
Versatile Colors

Through the Tang Dynasty color played a major role in Chinese painting, and in
the Buddhist art of that period it achieved a brightness and variety it would never
approach again. In the canon above (“According-Object Apply-Color”), Hsieh Ho
insisted that the colors of a painting match the hues of nature. While most artists
followed this dictum, others went beyond it, particularly in religious art. In some
Buddhist paintings, for example, color was used symbolically to represent the forces of
nature. Thus green, red, yellow, white and black stood for wood, fire, earth, metal and

2
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water respectively. In some other Buddhist works, color performed more purely
decorative purposes, creating a dazzling mosaic of the primary colors of red, blue and
yellow, and the softer secondary colors of violet, green and orange.

7 After the 10th Century, however, an increasing interest in landscape painting led to
a decline in strong colors; they were not suited to nature’s real hues, and artists also felt
that they obscured fine brushwork. In place of brilliant pigments, painters began to use
delicate ink washes, giving the linear outlines of forms more prominence. Ultimately,
many artists gave up color altogether, believing that the contrast between black and
white portrayed more effectively the opposites of nature.

BT
Well-planned Space

8 Over the centuries, Chinese painters worked assiduously to perfect the craft of
composition, which Hsieh Ho described as “Division-Planning Placing-Arranging”
(characters above). In addition to rules laid down for arriving at the proper balance of
elements in a picture, special attention was paid to achieving sense of three-dimensional
space. Perspective, in the Western sense, of a view that appeared to be seen through a
window, did not lend itself to the Chinese hand-held scroll, which was unrolled and
viewed in sections, not as a whole. The Chinese developed other devices for
expressing distances; two major ones are illusion of depth and feeling of height. The
former was achieved in landscape paintings by arranging rocks, trees, houses, etc. into
a series of overlapping shapes while the latter was conveyed in landscapes by
juxtaposing mountains and some smaller foothills or contrasting chiseled cliffs with
rivers, or something to that effect. The third device is combining height and depth,
which gives the effect of, for instance, a sprawling landscape that draws the viewer’s
eye past the foreground cliffs to distant, towering peaks.

9 As landscape scrolls were unrolled, variations of these compositional devices
came into play. Viewers were not confined to a single, fixed viewpoint, but were
treated to a constantly shifting sense of depth, height and subject matter, as their eyes
roamed across the landscape. The painting became almost like a modern motion
picture as it added to space the new dimension of time.

Vs By DS I
G U5%
Venerated Traditions
10 A sense of the past permeated art, and copying great artists of earlier times was
considered an important and honorable .
. pigment /'pigmoant/ n. any substance which gives color to
endeavor. In the characters above Hsieh paint or dyc .
Ho urged artists to master this skill as a assiduously /3'sidjuasly adv. with care and persistence
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means of “transmitting the past.” Copying siavish /slevif/ adj. showing no originality; blindly imi-

not only showed reverence for what had ™8 )

gone before; it also had the practical function ::::eh:i:l/l;e:i( Z:é: ;;‘Z:;:;:ﬁ‘:;;n ofa workofart
of puttlng valuable pamtmgs into wider spontaneity /,sppnta'niziti/ n. the quality of being spont-

. . . L. aneous and coming from natural feelings without con-
circulation, while training the hand and eye straint
of the young artist. Since it was believed that ;;“d*;:;" /m’pazt/v. to communicate (information or know-
the ancient masters had found an ideal way delineate /drimiett/ v. to show by drawing
of expressing form for every type of object, the artist, by copying these established
forms, became free to concentrate on giving “life” to his painting.

11 In copying, the Chinese did not limit themselves to reproducing slavish replicas.
Indeed, they believed that exact duplication lost the essential ingredient of spontaneity.
To bring reproductions alive in a new way, they frequently attempted free variations
on traditional themes. For example, a renowned landscape by Wang Wei, who of all
Chinese painters was thought best able to impart the quality of vitality, were often
copied in the following centuries, but each copyist has injected his own creative

touches. They delineated the mountains, river, trees and rocks in their own style.

EqO S
Lifelike Spirit

12 To the Chinese, the one attribute that distinguished great art was the mysterious
quality of “vitality,” defined by Hsieh Ho, in the characters above, as “Breath-Resonance
Life-Motion.” Unlike craftsmanship, which could be leared by mastering the lessons
in the five preceding canons of art, the ability to impart life to a painting could not be
taught. It was considered a gift from Heaven itself—a gift that put its possessor in har
mony with the world, enabling him to perceive and re-create the inherent spirit of his
subject.

13 A contemporary of Hsieh Ho’s described pictures that had succeeded in capturing
life on a still, flat surface: “I compare and distinguish the mountains and seas. The wind
rises from the green forest, and the foaming water rushes in the stream. Alas! Such
painting cannot be achieved by physical movements of the fingers and hand, but only by
the spirit entering into them. This is the nature of painting.”

(approximately 1160 words)
Reading Time: Reading Rate:

A~ Cultural Notes
L=

1. About the text and author: adapted from Ancient China by Edward H. Schafer
and the editors of Time-Life Books. Author of ground-breaking works such as

4
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The Golden Peaches of Samarkand: A Study of Tang Exotics and The Vermilion
Bird: T’ ang images of the South, Professor Edward Schafer (1913—1991)
was a pioneer in the study of medieval Chinese civilization and particularly
well known for his work on the material culture of the Tang Dynasty.

2. Hsieh Ho (479—502): or Xie He, Chinese figure painter and critic who is
best remembered for collating or inventing the famous “Six Principles” (liufa)
of Chinese painting. The “Six Principles” have inevitably acquired new and
even different meanings through the ages, but generally they may be para-
phrased as follows: creativity (or “spirit resonance”), structural use of the brush,
proper representation of objects, specific coloration of those objects, good
composition, and transmission of the old masters by copying them. These
became the basic standards of both the Chinese painter’s training and the
critic’s judgment,

3. ch’i (RR): or Qi. In traditional Chinese culture, Qi is an active principle forming

part of any living thing,
X Exercises
==
L Answer the followin: questionsibased onithe text.

1. What is the goal of the ancient Chinese painters? \

2. What are the six canons, stipulated by Hsich Ho, that need to be fulfilled by a
good ancient Chinese painter?

3. What is special about Buddhist paintings so far as application of colors is
concerned?

4. What is the relation between form and spirit in Chinese painting?

5. Why did many Chinese artists tend to create black and white landscape paintings
instead of color ones?

IL Paraphrase.
1. One Ninth Century critic, striking at the root of the problem, declared that an
artist who could capture life necessarily had to be adept at representation—but
that a good representationalist could not always capture life. (Paragraph 5)
2. In place of brilliant pigments, painters began to use delicate ink washes, giving
the linear outlines of forms more prominence. (Paragraph 7)
3. In copying, the Chinese did not limit themselves to reproducing slavish replicas.

5



RBIRNE =41

Indeed, they believed that exact duplication lost the essential ingredient of
spontaneity. (Paragraph 11)

II1. Translate the followin

Chinese original. . ‘

1. like a flock of birds darting out of the forest, or like a frightened snake
disappearing in the grass, or like the cracks in a shattered wall. (Paragraph 3)
(- ME)

2. I compare and distinguish the mountains and seas. The wind rises from the green
forest, and the foaming water rushes in the stream. Alas! Such painting cannot
be achieved by physical movements of the fingers and hand, but only by the
spirit entering into them. This is the nature of painting. (Paragraph 13) (%< =
F )

e

lowing|statements.

1. One Ninth Century critic, striking at the root of the problem, declared that an
artist who could capture life necessarily had to be adept at representation—but
that a good representationalist could not always capture life. (Paragraph 5)

2. Viewers were not confined to a single, fixed viewpoint, but were treated to a
constantly shifting sense of depth, height and subject matter, as their eyes roamed
across the landscape. The painting became almost like a modern motion picture

as it added to space the new dimension of time. (Paragraph 9)

3. A sense of the past permeated art, and copying great artists of earlier times was
considered an important and honorable endeavor. (Paragraph 10)

V. Wi
Tmagine you are introducing “Ascending the River on Qingming Festival” ({& ¥
b E) to a foreign friend. Please write an essay as the introduction with the
knowledge you have learned from the text.

Limitless Energy
By John Dyson

1 Skinny as a beanpole for all of my 60 years, I’ ve never been particularly sporty
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or muscular. As well, arthritis had been seeping into
my joints. Remedies such as fish oil and ginger—and
less white wine—hadn’t helped. Yet over the past six
months or so, nearly all my aches and pains have
vanished. I can even swing my leg over mybicycle again.

2 What accounts for this burst of strength and well-
being?
3 I have touched heaven and earth. I have shaken

my tail feathers and danced with rainbows. In short,
like millions around the world, I have discovered t’ai chi.

4 Literally, “t’ai” means grand or limitless, and “chi” is your inner energy, the breath
of life. Today, t’ai chi is explained as internal kung fu, or meditation in motion.

5 In cities from Hong Kong and San Francisco to Auckland and Copenhagen, I
had seen people doing the strange looking, slow-motion exercises, always in a park
or quiet place. And I had heard about the benefits—according to an old saying, you
attain the pliability of a child, the vitality of a lumberjack and the wisdom of a
sage.

6 I was sceptical. I have been tortured and bored by yoga and reduced to a
kneeaching hobble by jogging; what could this Chinese stuff do? But my son, a fan
of martial arts, pushed me intoit. “You’ll find it soothing, Dad”, he said.

7 And so, in a church hall near our home in London, my wife Kate and I stood
barefoot in a big circle with about 25 others—students, grandmothers, businessmen, a
top journalist and a teenage model. Instructor Kieran Hayes was a rugged-looking
31-year-old former rugby player.

8 He didn’t say much, but just started some warm-up exercises and stretching, and
we followed. “Now the eight pieces of the brocade”, Hayes said, and we launched
into a sequence developed by a Chinese general
centuries ago to exercise his troops. ;ﬁu/::]’;:/ - th emitec, Jipart, -or become diffimed

9 The slow, gliding movements with romantic  pliability /'plarobiltty . the property of being easily
names seemed weird and looked simple, but ::;;Yi:;‘;‘,‘;’;;kki:i i marked by or given to

they were far from easy. For the next 90 min- doubt; questioning. also skeptical

utes, as I parted the clouds and shot the golden i‘;’f;; ::’:’3;/ t:;l’ ;::f“;f;ﬁ::ﬁ:;’;‘::;

ea_glg, my muscles trembled. by means of deep meditation, prescribed postures,

10 Surprisingly, though, there was no huff and ﬂiﬁ?;tfggzg ]}’ ’:athsi:i s whiobias i mnd

puff. Flowing, dreamlike, from one position to walks with a hobbling gait

. . .. martial arts systems of codified practices and
the next, I could have been swimming in air. But ..~ srabning ot ot

there was much to think about... stand as if the puff/paf/ huff and puff: to breathe noisily, usually

. _ b se you have been doing physical exercise
head is suspended from the ceiling... bend the =" Py

7
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knees to lower the centre of gravity and stretch

the spine... sink the shoulders... breath deep into ~ 2Pdemen /'=bdaman’ n. the part of the body that
contains the stomach and intestines
the abdomen. workout /'warkaut/ n. a session of exercise or prac-
1 After a few twice-a-week classes and daily ~ ficc!o improve fitness, s for aletic competition
) ] ) tone /taun/ v. give a healthy elasticity to
practices at home, I noticed something strange  regimen /'redsimen/ n. 2 regulated system, as of di-

and wonderful. The juices were coming back therapy, or excreisd; jagemded to promote heelth
or achieve another beneficial effect

into my joints. My whole body was energised,  executed /'cksikju:t/ vt. to perform; do

my mental outlook more calm and serene. stance /stams/ . the pogition of a standing pecsan
. N i or animal, especially the position assumed by an
12 Have you been away? friends asked. athlete preparatoty to action
“You look so well.”
13 And it wasn’t just me. “My blood pressure is coming down and I feel so much
better,” Kate said. “I’m getting my spring back.”
14 T’ai chi revolutionises the idea that exercise must be sweaty and painful to be

effective. It’s not about force and strength, but flow. Sports and hard workouts tone
the external muscles, but t”ai chi works on the whole body and even on the mind.
Instead of leaving you ready to drop, it sets you up—ready for anything.

15 According to Chinese folklore, t’ai chi was invented by a 14th century Taoist
monk Zhang Sanfeng, who observed a crane fighting a snake in a pond. Struck by the
ebb and flow of the action, both yielding to the other yet giving no ground, he adapted
the movements into a martial art based on the Taoist principles of balance between
negative and positive, give and take, push and pull.

16 Followers discovered that doing the movements super slowly let them feel what
was happening in their bodies. And so t’ai chi also became an exercise regimen.
17 In the sessions my wife and I attended, for example, we learned the short form, a

sequence of 24 steps. Every step—white crane spreads its wings, wave hands like
clouds and so on—tells a story in slow-motion body language.

18 Yet every one, if executed quickly, also has a direct application in self defence.
When grasping the sparrow ’s tail, for instance, I am responding to an attacker’s blow
by swaying backwards, turning my hips and pulling him off balance.

19 There are other sequences as well—the 32-step form using wooden sword, the
42-step international competition form, the 108-step long form, and “push hands”, in
which you test your stances in feather-light combat against a partner.

20 Until the early 1800s t’ai chi was contained within a few families, but then a
peasant named Yang Lu-chan trained for years and began to teach the royal family
and others in Beijing. His “Yang style” became the root of all other styles and is the
one most followed today.

21 “T’ai chi has millions of devotees in Asia and its growth in the West is very
rapid,” says Anthony Goh, president of the USA Wushu-Kungfu Federation. “You

8



