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Chinese Painting
Equipment

The Four Treasures of the Studio

Phe brush, the T tic, th nk tone and the paperthe

writing
S, hme lxux knm\ nas Lhc four treasures of the studio’ since the
endofthe 10 cengury when thre wasahopof that ame

e equipment in Anhui province. The asurcs’ arc
Sttt required to paint traditional Chinc:

subjects in ‘shades of black’

Accessories
In addition o brush, e ink stonc and ink stick, the painter
needsa

B B e pe A e
10 serve as the absorhent bucking for the Chinese paper, Weights
are also needed to hold the paper in position. There are also three

a




special items included here: awooden ‘mountain’ brush rest, an
antique water dropper n the shape ofa bird on a ree trunk, and
- (Th

of P. Cherreu).

Chinese Painting Brushes

All derive from the writing brush, but early writing was done
with a whittled, sharpened willow stick on strips of bamboo.
General Meng Tian wholived in the Qjin Dynasty (221-206 BC)
iscredited with the invention of the brush of hair. In the story
relating to this, itis said that as he was supervising the
construction of the Great Wall he saw a tuft of goa
one of the stones, noticed its resemblance to the willow stick and
tried to write with it

The brush most used at present s a blend of the hairs of the
weasel and the hare, but rabbit hair brushes, goat hair brushes,
oreven panda ha
available.

Much care is needed in the making of a brush. For instance, a

kto

i 5 n
thick and has, therefore, 10 be obtained in the autumn when all
i s T R

eCl

every painter should possess his own brushes which, afer
training, take on his own personality and character. Although
Chinese brushes are numbered, there is not always total
i i a T

in the illustration is a medium-sized one. The bristles are

approximately 1 inch in length. The cost of brushes varies

according to both the size and the type of hair used

in the brush }
An assortment of brushes, from small o large, is

also shown. k
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Some are hanging from a special rack (only to be used when the
brushes are complerely dry); a multiple brush, made up of ten
small brushes glued together and used for washes, islying on a
wooden polished brush rest; a bamboo ‘fountain brush” with its
capat itsside is available for calligraphy; a set of six matching
range of brush sizes available and

helps show the comparison between the popular sized brushes
and the huge brush lying next to them.

e Chincse brush always returns toa fine point when itis
wet, butits f
the brush can produce strokes of varying degrees of broadnes
or even split itsellinto two or more points o produce multiple
lines with a single stroke. Tt is usual in ink painting only to usc
one brush throughout, as the brush will be capable of painting
everything from the finest line t0 broad areas of wash. It is also




The stages inmaking a brush.

el
the 0 use only one brush.

i
e Chincsc brush is made up of hairs of varying lengths,

L0 buil

bcen reached, the bundlc of hair s ted, glued and msened into
ot to
loosen the glue in these brushes, as |h|s isits weakest pnmr. Hot

not <
outof the handle, they usually remain tied together in the bundle
d can be re-i i glued with )Abrush

from the Western world has a large amount of hair inside the
handle, while the opposite s true for an oriental brush. This
1 aqt

when loaded with ink.

b

Bamboo hande

| aristeanee

Preparing the Brush for Painting
-an begin the C sh has to be
“broken in’ if it is a new one, not previously
First, the cap should be removed. This is sometimes bamboo,
and nowadays may even be made of plastic. Tt should then be




throw, utback on the brush
pmlccl the brush dniong il tavel

Nex arch, used to shape and p hairs
stioutd b sty dipping the brush in water and gently
‘manipulating the point against the side of the paint dish, or even,
very gently, massaging with the fingers.

Looking after the Brush

The brush should always be washed at the end of its use, takin
special care to remove all traces of the black ink, which dries into
agritty state and would damage the brush if left in the hairs for a
Tong time.
Brushes should be dried in the
ally with the b

bybeinglaid down

ly g teor
ink stone. Traditionally, painters used a brush rest, often made
in the shape of a mountain, to rest the damp brushes while in the
proc mr,mm.nu For Chinese painting it is important to be
extra asthe

the paper puts it more at risk than in ordinary Westen
watercolour painting. However, brushes should mothe et to dry
athe ke oo s e ot 1o i 1 the baseof
the hairs and may loosen the brush from the handle.




The Ink Stone

the black ink, the ink stick is rubbed in water on an ink
stonc. The grinding action rubs ink from the stk cnabling it 1o
mix with the water. The finer the grain of the ink stonc, the

he ink becomes and the needed for

grinding

The stone should be extrernely smooth and harc. The most
famous ink slabs are said (o be from the Anhnv district oiLhnn
Gena e
e S g
stone:

Inkstones,

The Ink Stick

Old Chinese ink is made of pine soot mixed with glue and other
hold it together. It into the
form ofastick, sometimes round, sometimes squure, decorated
with ch d ther ink
from lampblack mixcd with var nnh, pork at, andmusk or
camphor; these have a lightly bluish, metallic tinge to ther
(radition says that if this ink stick is rubbed on thie lips or
tongue. it is considercd  good remedy for fits ad convulsions)
A good ink stick is light in weight and very britrle, The best ink
sticks praduce a black which does not stick the brush hairs

e size of the ink stick should be compatible with the size of
k stonc on which it is to be rubbed and able to make an
amountof nl le for the subject matter and painting size
e L large inkstick, ink




stone and brush; but a short picce of writing will not need so
much ink to be made, so the stick and stone can be smaller.
The ink stick wears down very slowly with use, but the ink

stone will last forever.

Mixing the Ink

Before beginning to paint, the artist always prepares fresh ink.
avaiablein bordes, it s not suitable for
Bkt etcut gl gy which am b peodeby the.
Chinese ink stick. The action of rubbing the ink stick in the water
on the ink stonc has the psychologically meditative effect of
preparing the mind for the painting zhead, and as such has
always been regarded almost as a sacred rite.

‘o mix the ink, first put some clear water into the well of the
ink stone. Hold the ink stick upright and dip one end into the

Differentink sticks.

water to dampenit, then begin to rub it on the flat surface of the

er depends upon how much ink

ink stone. (The amount of wi
you expect 1o need. Begin with about half a teaspoonful, then
experience will help you to increase or decrease this.)



the stone

trails behind on the stone’s surface. By that time the rather
abrasive noise of the grinding has become muflled and softer. As
porates, the

more concentrated.

Caring for the Ink Stick and Ink Stone

“The ink stick should not be left to stand on the ink stone, or it will
stick to it and damage the stone, therefore allow it to dry frecly in
theair. Oldnk should notbeleft todry and coagulacon the
c grity grains ca Kif the
G

surface clean.

The Painting Surface

Withall the tools now assembled, the paper must be selected and
then all the “four treasures of the studio’ will be ready
painting can begin. Chinese paper is available in many qualities
and kinds. It made from
fishing nets, but s now made from rice-straw, reeds, wood pulp,
d treated with gluc,
gether there arc many types of paper levelsof

absorbency.
absorbency is an essential quality of the paper.
Incividualpapers-icepaper, mulberryor bamboo - eact

I to

plntioe T i

rough, mooth dllor gory, .mm-nrhmlmrlm.. sothe

AR o ad

i el Pl ek e ey
and

Sized paper allows for slower brushwork, as the ink do

dy and it is also fast drying. Thercfore, finc,

work is casier to aunmpluh on this type of paper

not
detailed

andink nulw\(hm(hdlf(vn-m [mp(‘r s absorbency. Since there
isstilla rable amount of individual work required in the
making of Ghines gancrd; e rasin 756 of eper ky reaes
differenty with each different batch supplied. Even the weather,
beitdry or humid, can cffect the reaction of ink on the paper
surface.
Ti

P paper, however, must
aflatsurface and held down by thin, lat weights. Underneath



the Chinese paper, an absorbent layer, such as blotting paper or
newspaper, is placed to take up any surplus ink

Paper Thickness

Painting paper does vary considerably in thickness.

one sheet of Chinese absorbent papcr measur
others vary up to as much as 12/1000 inch, this being the thick
Hosho paper.
The mostversaile paper isavailable in long continuousrll,
25 ) long. The most Iy used
width is 174 inches. (M cm) wide, although narrower rolls arc
also obtainable, some of them already divided ino fixed lenghs
Usually Chinese paper hasa ‘smooth’ and a ‘rough’ si

which can cusly be discovered by finger touch. The smooth’
side is the correct one to use as the painting surface. The rolls of
paper all have this smooth side as the inside surface of the roll,
presumably as away of giving it the maximurn possible
protection

Various types of silk can also be used as a painting surface, but
the best quality work in shades of black is always done on paper
as the essence of ink painting is the reaction between the
absorbency of the paper and the brush.

Holding the Brush

T is very much a result of the
wayin whichitisho 10, Th tainigics et s depéndent upon

Tm brush is not held close to the bristles, butin the middic or at
the top pon the stroke

atthe time. The hand shouldbe unsupported and be able to
move freely. In ancient times the grip was not exacly the same
asitis now. One book describes the moving of the ring and little
fingers from the front t0 the underside of the brush as being as

totally different method was invented which gave incredibly



fihe brush and therefory
produced a whole new range of painting,

The brush is held perpendicularly between thumb and index
finger,

ush
from the other side e e ﬁuxﬂ suppor h !he ving m.K«
It nables the

e
artistto move the brush freely inall directions over el /7«1
ting surface and still
the brush.
“The placement of the fingers is very similar to the method of
hn\dmg chopaic, but with gl touch capable o hanging

) withort v sty sy

The brush can be held vertically or obliquely, but in all cases
is Itis not an easy position to take,
pecia y
Western brush techniques, but it i essential to correct handling.
of the brush in all its manifest and diverse facers.
Theprighbus osiion, lthough it canaly prodce alie,
can give
ot .t thetime of painting. fonly the tp toaches the paper
lightly, the stroke will be a thin one; if pressure is applied, the
stroke is broadened because of the extra bristles used. The tone
will depend on the ink loading of the bristles further up the tip.
18




P i
llel to cach quitea
different effect is achieved

Effect s not only related to position and pressure, but also to
the speed of the stroke. In the main, the broad stroke can be
made at 3 slowes pace han the ll\m suoke.

i
contol The sils i come anly with practie; with

instinet p guldes the bru:
d cnabl toapply pressures,
thereby achicving the desired results.

Mixing Shades of Black

Formore control over the shades it is necessary to mix the black

casualy mixed togeher inthe brush.
1 sing the brush, take some of the dark ink from the ink
o putitonto the plate or porcelain dish. (The
brush should be wet, but not dripping.

2 Ulmg the same brush, take water, a few dropsata time,
mk ogethr.

2 i
(Lvemuaﬂy this should not be necessary as experience will
be the guide.)

4 Ifthe tone is too dark, add some mare water; if too light,
then more ink is needed from stone.

5 Black ink should alwzyxbfuwd lrrcdy from the ink

stone, but care must be taken that the brush is not too wet
when will

and reduced in tone.



6 Whenth hade, orshades equired have ben made on
p ¢ brush is 10 be I e
e i ety overioaded
with w

Ttis essential to be able to control the amount of water in the
brush. Overa period of time and practice, a ‘feel” is acquired as
to the capacity of each individual brush to hold the ink, what the
tonciswhen! lockmg atthe colourof the brush, and when re-

Eventually,seven differentiated shades of black can be mad
butfor the beginner, five shades can be casily obtained from the
black ink-stick. The diagram shows these shades, so that they
can be referred to in later chapters.

Loading the Brush

The capacity of the Chinese brush to hold water and ink is one of
its most important features. Stroke: be exceuted
correctly and with control if the brush has been correctly loaded.
The amount of water in the brush controls the wetness of the
stroke. Ifthe intention is to paint a brush stroke which flows
freely over the surface of the paper, but isstll within the

ter’s control, then it s not only important for the brush not







tobe 100 wet, (which can cause over-absorbency in the paper),
butalso for it not to be too dry (which stops the brush flow and
causes spaces to appear in the brush stroke).

Loading the brush with threetonas. As an experiment in hm\h

inese
brush, the following is a helpful exercise. First, make some black
ink. Then:

1 Dip the brush in fresh, clean water

2 Hold the brush upright t0 allow the surplus water to drip
off.

3 Touch the tip of the brush to the darkest ink on the ink

4 Allow the ink (o rise up the bristles.

5 Press the bristles gently against the side of a clean plate or
porcelain dish

6

Touch the tip once again to the
There should now be three tones on the brush; the darkest at the
tip and the lightest tone nearest to the handle of the brush.

dark ink on the stone.

Now, put the whole of the brush bristles gently down on
the Chinese paper and paint a line perpendicular to the
handle of the brush. Ths oblique stroke should show all
three tones on the pape:




Ifthe heel of the brush (nearest the handle) is lifted off the.
paper, then only two tones will remain on view.

This exercise also helps to show that the angle of the handle
controls both the width of the stroke and the tones. Ifthe brushiis
held upright, for instancc, then only one tone will result. The ink
puton the tip can, of course, be varied, but the tip of the brus!
which can only draw alin, can only give onc shade. However,
with allthe bristlex on the paper a much wider range of tonal
changes can be achicved

Even using only one tone, quite different effects are obtaincd
by

a) using a we brush, or

b) using a dry brush

t ¥ (0 restrict practice

ismore helpful to attempt small, but complete painting
be seen h
overall composition of the brushwork.
The following chiaptcrs will demonstrate just a few of the ways
thar Chinese black ink together with a Chiriese brush, can

convey a myriad colours ih the changing pageant of nature’s
beauty

c.In fact it
5,30 that
in the




Damboo

The bamboo grows as high as a tree and belongs t the same
family as grass. Tts stems - hard, straight and hollow - arc always
pointing upwards. Tts leaves are green at all scasons and

ath the winter
snow or swaying with the storm, under the moon or in the sun

Although b throughout

and mild temperate zones, the heaviest concentration and
largest number of specis is to be found in South-East Asia.
‘There are about 1,000 species of barboo, some growing to
heights of between 100 and 120 feet and having stems up to 12
inches in diameter

akey rolein Ch and
art u..d }m helped generally to shape the country’s life style
Poets and painters are inspired by bamboo’s beauty and
strength, Su Shih said, ‘T would rather eat no meat than live
without bamboo. The lack of meat will make me thin, but the
lack of bamboo will make me vulgar.’ During the Southern and
Northern Dynasties pof seven men of letters were known
asthe Seven Wise Men of the Bamboo Grove, so wisdom came
ith bamboo. As the.
weatheringall conditions, o t came to represent the perfect
gentleman who always remains loyal. Wen Cheng-ming wrote

A pureperson s like a tall bambon;
Athin bamboo i like a noble man

Ifany one subject area could be said to epitomise Chinese
Painting and in particular shades of black, then it would
certainly be bamboo. The strucrure of bamboois a
ways to the strokes required in Chinese writing. Whe
there can be no hesitation as brush meets paper, since the power
that propels the brush to action comes entircly from within
Tranquillity combined with confident brush control is needed to
achieve a successful bamboo paintins
Because of the popularity of the subject mater, a great deal

Besbechwriten b baimboo panin following is

mpact version ufrhrpnnﬂpl:sunul\ din this specific area of
B paintin ion, brush control and
Tt ) hehit i nes oy 4 e B0
painting,

2




Principles of Bamboo Painting - Composition

‘Bamboo s made up of four parts: the stem, the knot or joint, the
branches and the leaves.

The Stems

Space should be left between the sections of the stem for
the knots,
The sections between knots near the ends of the stems
should be short, those forming the middle should be long,
while at the base of the stem they are again short.
Avoid painting bamboo stems that appear withered,
swollen, or (0o dark in tone
T et ahould i ll b o 88 S g
Tk s ofthe e shunld be dis

irmly join the sect g dbelow
mem, their Torms-beiig ke haff x cieele
Atabout the fifth knot above the soil, the branches and
foliage begin to grow.
Ifonly one or two stems of bamboo are being painted, the
ink tones can all be the same
Tfthere are three or more sterns, then those in the
foreground should be painted in dark tones and those in
the back in light tones.

=

10 Avoid: a) swollen or distorted stems; b) uneven ink tones;
) adryness that lookslike decay; d) coarseness of texture;
€)adensity of ink that may look like rot and f) equal
spacing between knots.



Knots

1 The upper part of the knot should cover the lower, the
lower part should support the upper.

2 Knots should not be 0o large or 0o small.

3 Knots should not be of cqul.l i

4 They should not be too

5 The space between s S e o large

Branches

1 Th i . from
the main stems.

2 Thick branches have thin branches growing from the
knots and are really a smaller version of the main bamboo
stem.

y
cannot grow from any other part of the bamboo plant.

4 Inlandscay . the bamboo is so thin that the

branches look like stalks of grass.
Leaves

1 Tn painting leaves the brush should be saturated with ink.

2 The brush strokes should move easily and without
hesitation.

3 The stroke requires a movement which is in turn light and
then heavy.

¢ Ifthereare many leaves they should not be tangled

-w leaves, then il
the blank spacesv
in the wind, their s
stretched taut and the leaves give an impression of
disorder.
7 Bamboos bend in the rain, but remain straight in fair

weather.

strong forked branch, with small leaves at the tip of the
branches and groups of larger leaves near the basc or body
of the plant

Five essentials for good bamboo painting

1
2
3

The silk or paper should be of good quality.
The ink should be fresh

“The brush should be swift and sure.
Before starting the composition should be clear in the.
mind, with each leaf and each branch mentally fixe
position.




5 Allfour sides of the bamboo should be considered when
planning the composition.

Errors to avord
1 Avoid making stems like drumsticks,
2 Avoid making joints of equal length.
3 Avoid lining up the bamboos like a fence.
4 Avoid placing he eaves all 10 one sic.
5

c the
iss-crossing of a net, or i a
willow.

How to paint bamboo - Technique
The Stems

) Makea puh s rom he botom upwards
2

wxdth uptoamaximum Rl fength of the brisdle.

ll"'

3 With lightbrush pressure, place the brush on the paper and

pause, push, pause, of.
4 The brush handle should be vertical



Uprightbrush

Stop: Pasoand ftbush

Thick bamboo stroke.

Thin bamboo stroke.

5 Leaveasmall space between the sections of the
bamboo stem

2

£z 3

oy,

e

h



6 Double brush loading p
on (o the stem, as it is not possible to overpaint.




i joi ivi inink
which is one shade darker than the stem itself. They should be
added isdry. Tl

Joint strokes

A N

B o

s

Asingle stroke can be added either between the two stom
Sections, or on the top onc only or

Sometimes two dividers can be inserted, one on the top
scction of the branch as before, and a similar shape, but
upside down on the bottom branch section



The Branches

“There are different thicknesses of branches as there are of stems.

1 Thin branches grow from the main stems. The strokes, all
painted upwards, should still have pauses, but because the
branches are young, thin and leaf-bearing, they do not
have joints.

Thick branches have thin branches growing from the knots
and are really another smaller version of the main bamboo
stems,

3 Branches grow alternately from the knots of the stems




The Leaves
T Iways the last part
painted and are the most difficult part of the um.pmuon e

ily app
overcrowded, m,,. itis advisable to practise leaf ok oo
their own before attempting to add them to the stems and
branches of the final bamboo composition

Twobrush sirokes ke afish's

1 Practise the different leaf positions first, beginning with
small pumbers of leaves

prightbrist

pressuo Pressure Nogressure

Contnuetre|
S
B iaiching the papet




Examples of spread-out eaves in groups of two and three.

Leaves can be painted upwards, or hanging down
depending on the gencral disposition of the main bamboo
composition. Usually small groups tend to have all the
leaves painted in the same direction.

Ifthe leaves overlap, then care must be taken not to
overload the brush as two layers of ink are filling the same
paper space. It s often casier to allow one group of leaves
ta dry before painting others on top of them,




Leaf groups of four, five and six.

The beauty of ban

hoolies in the joy of the brush thythms and
the strong graceful strokes of the leaves, The very first bamboo 3
painting derived from an artist who saw the outline of the
shadow of bamboo reflected on alarge paper screen in the
emperor’s palace. That is why the paintings alwaystend to be in
strong single tones with each stroke having a clear-cut edge.
Bamboo i< very difficult 10 paint but, by starting with small
groups and not being frightened (0 thow away the failures,
success will eventually be achicved; it will be appreciated all the
more for the difficulrics gone through in the path (0 its
attainment

33






Calligraphy

“The term calligraphy des

s from the Greek work ‘kalligraphia’
hinese.

standards of brushwork apply to this art as

pply to painting, for

calligraphy is an art form in itself.

Bone Carving

ang Dynasty
(17661122 BC)

My
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LargoSeal Sl Seal
CrouDynasty - Ciin Dyndsty
(112229 8C ..~ (221 207 B

g v & & &

The connection between the art of writing Chinese characters
and the ar( of painting is casier o understand when you consider
!Inl these characters were, at one time, actually pictures. The
€ ot eiten comiunication way intheform of
pictogra Egypia Whena
it became
evermore necessary to condense the pictorial forms into symbols
or characters, where each one stood for a particular word
The historical evolution of the written language explains the
varicty mmmﬁnmddmmw different dynasties. Th
A ctont B ne il conitob bancind il end
e (1766-1122 BC). Am
formalised large seal script developed during the o Dynasty
(1122-256 BC) and was inscrived in bronze and stone. During.
the Ch'in Dynasty (221:207 BG) the small scal style, whichis
still used in seals today, was irtroduced by the calligrapher Li
Ssu. Then followed the more formalised official style, sometimes
called ‘clerical’, in use from the Han Dynasty (207 BC-AD 220)
0 the heginning of the Sui Dynasty (AT 588)




Within the period AD 588 (o the present day, there have
developed y arcused
their context;

Tobe able to wule some Chines cters on a painting —
the date or a good. mbol, or perhaps  small poem - is the
casiest way (0 b:gm to attempt Chinese calligraphy. Later it may
be possible to make the calligraphy the whole focus and main
clement of the composition but, of course, it is always very
difficult to write with confidence in a foreign language.

‘The importance Ofcdhg\'apln in Chinse e oo o

Sere offered as

bals for oo
in‘thrso stylos

s of call
gifis and they are vicd asw\Hr angu\gi " and scrolls and album
leavesin s paintings

common origin and cach evolved as a means ofrn.lkmg an
acstheric statement, expressing the underlying principles of
nature,

‘The Chinese characters, the written symbols of the Chinese
language, arc usually made up of several parts. Each part of the
character is called ‘a component”. (Some ‘components’ are
characters in their own right.) Each component is composed of
number of basic strokes and the following are the seven most
elementary ones. The arrows show the direction of the brush
movement

’ [ — ' } eftward ot toardrop

suspandednosde

V

‘/ [ER———

S
. j\ stk

long ook

weaping ightward troke



The main strokes involved in Calligraphy

Hook stroke

Angle the brush handle away from yourselfat approximately
45°. Point the brush tip 10 the top lefi corner of the paper. Put
brush to paper,then drag from left to upper right, gradually
lifting off.

Teardrop stroke
vertically, y ight, pause and
rotate.
Bone Stroke
Hook and
in between.
| | The i logical

and each stroke follows the other in a precise and rhythmic
order. The general rule i to work rmm the top down, and from

left to right

placedin . starting at e topof

right hand side cw row beginya the top and is pla«d o
asow |y | v the lft of the previous one.

horizontall

it poems, coupl i

writing on paintings, to retain the old format of vertical lincs
The i

l first, with the painter sitting in a very erect position, or standing,
v ifthe work s to be particularly large. The brush should be kept
upright and, to allow for totally free movement of the arm, the
wrist should not be allowed to rest on the surface of the paper.
The ink used should be a rich, strong black. T
without being supe:




increase the pressure to roaden the stroke and release it 10
b Try
carefree but strongly formed sweeping ekt
proportioned but s rcd long strokes. Baldness is
required for the dots and short strokes.

As with all the Chinese brushwork, confidence has 1o be
developed by practice. A bold, sure touch is a necessity for
succesiul calligraphy. l\opossxbm(y ofsrasi, dlieringor

constant practice using me bv-mh will eventually dev elop lhc
expertise required. Unlike other areas of Chinese p:
i practice is not enct e
attention (o be paid to | the

character component

Developing from this, the quality of the brushwork is judged,
notonly by the length and thickness of the individual strokes, but
also by kow the strokes meet each other as they are written in
sequenc to form cach character.

The rles of stroke order in writing
follows:

nese characters are as

Example Suokearder s

Yy R
e
@ Whc i deah st e
W el i 000

eft companent before gt componen:



within the much used character for ‘long life’. This character,

v

of calligraphy on a scrol, as an embroidery motif, on pottery and
ontained within many written expressions of general goodwill

on Chinese New Year cards. Tt can most uscfully be tried as the

been practised.

Longlte

paint the order
shown. Tt often helps to vary the size of the character to find
which particular format suits you best for practice purposes.
Another popular character is ‘luck’ which is Fu (pronounced
foo). Again, the arrows give both direction and order of stroke, so
that the character will develop rhythmically as it is painted.

=

Ifone stroke does not quite join on o the next, it is much
Bettertoleave he light gap. than o snempt o add an cxtra

acter, and of course, as
Ghincse painting, strokcs canno be successtally “ticied up’ i the
brush technique has caused an incorrect stroke to be formed. No
amount the

when, pieces, one
Clarartbr b ot o sool ppars ety pa st

absorbent painting surface.

Hapoiness



The addion ofthecharacis o happinessto the v

he p:
Wishes - luck, happlnu\ and long life

\"4

Bl

All Good

Allgood wishes.

2
N

ut useful of
Chinese numbers, plus the characters for month and year
necessary to enable the date o be written. A painting seems (o be
‘more finished ifit is dated and the small number of characters

necessary (o achieve this are as follows.

B
¥

4 4w
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required then the month and the day can be added.

comma i)
i .
i g

g

Written characters in their pictorial form were the fore-
ennertfodayis Gallgraphy and el of rediconal painting.
Ley appeared on bron: d probably at about the same
time A~unbm\d\ ry motifs, with particular attention being paid

I the silk cocoon, CI icces
have mmph mrchmese scriptworked on them, from single:
poems, I richin
s pleasing y and

Since most ancient embroidery was made as an adornment for
the robes of male officials, the longevity character -

appeared frequently, but the most popular character on old
embroidered pieces was ‘the double st" = double happiness:

2
&




One *good wish phrase’ also popular on embroidery, seems o
= i form,

P ging !
embodying, asitdoes, a wealth of ancient philosophy in a

‘writing. Th i reads
“Wu uchinju'.‘May you have the ive blessingsand embody
the nine similarities (in your person)’. The *five Blessings
longlife, wealih, health, many sons il natura death: Onthe
right is the modern form.

77_5 %
sing

e e i’ areembodd ummerunuwmgwm
s, like
hugtbulku)fmck ke streams, ik the mor ike s o ik
the age of the southern hills and like the luxuriance of fir and
cypress, so may be thy increase and descendants to come.”

il |




fish

The Chinese traditionally paint fish swimming in waer. Ifan
artist caught the twists and turns of fish swimming among the
‘water weeds, then the painting would be most prized by
connoisseurs.

The carp is the most frequently depicted fish in Chinescartand
asit was believed that it could transform itself into a dragon by
leaping the Lungmen Fallson the Yellow River, i was regarded
asasymbol of crary eminence, o it was sed fo symbolis the

The
Jazuli and Jam carvings, as well asin
many paintings. Because of its scaly armour, it is regarded asa
symbol of martial attributes, and as it struggles against the
current it is also a representarive emblem of perseverance.

A pair of fish together are symbolic of marriage and of
harmony, while groups of fish swimming graccfully with the
waters’ flow can be conceived as a visual demonstration of the
Chinese way of thinking, figuring both in Taoist and Buddhist
philosophy. The fish signifies freedom from restraints, moving
easily through the water in any direction. The ‘flow’ of fish in
water can be paralced by man’sexistence in the cver-changing
natural wo

Carp can v 1060 years’old and cvenupto 100. They are
often
bk, They are P vegetables, noodles o
cooked rice.

Goldfish are well known for their bubbly eyes and pearly or

There are 1,000 ? traditon in




cl i being kept in wide-topped
ceramic bowls. Because ofthe ey they were kept, they have

s” and
curved fins Which e nn]y seen at their best from ’\ho\c

“The Chinese list 9 types of fish: carp, pompadour fish,
mandarin fish, goldfish, freshwater goby, flying fish, small fish,
shrimps or crayfish, crabs

~

Pompadour

Galdist

Some of the more common fish.



Some examples of ish of different shapes.

General Order for Painting Fish
Usually fish should be pa.\med beginning with the head, then the

body, and finally the
iy ey descnpuon of the method, it s
firs

st




painted in light, diluted ink (stage 1), and then thick dark ink
used on the forchead and eyes, (stage 2). The body can be painted
doubid i Kin bold brush

the light . (stage
Finally, in (stage 4), scales are added while the body stroke s stll
wet, and fins and tail, in medium ink, put the finishing touches
10 the fish.




Painting Frogs

1
2
8
4
5

Eyesand mouth in black ink

Awet stroke follows for the back

Add four legs

Add feet, three on each leg in darkish ink.

Lastly in paler ink add a line for the frog’s underside.

eyesandmouth

underside






6 The five body segments are painted with a double loaded
brush, lightening as the segments become smaller. ]
body can be bent into a flowing swimming position by the
careful placement of the semi-circular strokes

7 Outline the underneath of the segments

8 Addlegs

9 Addiail

10 Mouth parts.

11 The clawsare painted next in dark grey using five very
positi

12 Witha fine brush and dark ink add the eyes

13 Lastly the feelers, in a large sweeping stroke. Should the

brush leave the paper in the course of making this stroke,
the space between should not be filled in or any attempt
‘made (o join up the two parts of the stroke. The Chinesc
He oh b sion Bt i S et spirit present
indicating that the mind knows that the stroke is
continuous, even if it is not 5o in real terms.

A fascinating decorative pattern is made by the leelers when
are painted in one composition. There isno need
in water by wa ~itiswell
understood that blank space in a composition with fish can only
represent water. The other difficulty, always present for the
Welr e e
sure that
e o e
decision should ahways be NO, Ttis better to have less in the
picture than an overcrowded painting.

several
cl




Painting Goldfish

3
4
5

Body with two-colour wet stroke.

Eye semi-circles and under body linc in dark grey.
Mouth and eyes in deep black

Four side fins and tail in medium grey.

Thin black lines on fins and tail.







Painting Crabs
Usually the crabis painted in all one shade, though va

are possible. The order of painting

1 The three parts of the body first
Thelegs next, four each side, each leg is m\hm parts
alk.

' ]
3 Theeyes are wet blobs, cach with an eye

Although crayfish arc often painted in a group being the solc
1 toseeva
4 small

inonc p g b
around their smalle

fish, sometimesa
counterparts. Occasionally fish may be shown with a lotus
flower, or frogs sitting on a lotus leaf, or on ariver bank.




However, in all compositions in which fish are the main
constituents there is always an element of movement implicit in
the painting. As many Chinese paintings are rather static in

concept, such compositions make a welcome change.




Flowers

i 1

e C i

The firstestablished botanical garden was at Ch'ang-an in 111

BC. Itis the natural scene which appeals most so, if possible,

shady pools oflotus and goldish, miniatuse brids, stunted
dtop

for the flowers.
Fach llower in China has a meaning and, further, the Chinesc

believe that every woman is represented in the ‘other world” by a

trec ora flower. One of the common names for China is ‘the Flowery

Land’ and different flowers ’md blussom are used o symbolise

the months of the year, as well

iout sascns Farecolst et o e

be painted with specific birds. The peony N

flower (not the tree peony), for instance, is \ i

often paired with long-iled i e the. S W\ y

phocnix, the peacock or the pheasant

58



The chart shows the symbolism and groupmqs of the different

flowers and blossoms throughout the.

Chinese Floral Calendar and Flower Symbolism

Flowers Symbolising

Accompanying

Flowersfor Seasons  Seasonal Secondary
the 12 Flowers ‘Animals/ Designs Characteristics
Seasans
1 Prunus Almand sy heau Courtladies Fortitude in sorrow
Bellflower vamcu Gondluck Godofwealth  Suecess/fame.
2 Peach Cherry Iybeauty, youth  Voungpen,ie  Vilty bope
Millet ’
Narcissus  Good fortunc rm.\ bei Introspection, sef-estcem
3 Prony Peach  Spring, youth, marriage, Fide & attadants Good wishes, rch
immortalty
4 Cherry Willow  Meekness, feminine grace,  Swallow Poetic ability, artistic
charm worth
5 Magnolia Summer Aster  Beauty, charm Butterlies Humility
Symbol: Az Waonmasly grace Butterllies Luxuriant abilties
the Camellia  Beauty, good healths Dragonlies Physical & mental
Tows strength
6 Pome- Convolvu-  Love & marriage Hummingbirds  Early day, dependence
granare s
7 Lows Iris Grace alfction. Beaury i solitude
Jasmine  Grace, swe Butterfles Fragrance, antraction
Toms  Summer, purm riflness Duck Spiritual grace
8 Pear Magnalia ~ Feminine beat Osentation, self-esteern
Ceoneectonil NI -l TWNECRR i oo
Pheasant
 Mallow Pome- Posterity, offspring Playing children  Narural abundance
granare
Rose Fragrance, prosperity

Bees, humming
birds

Sweetness in desolation

10 Chrysan- Autamn

themum  symbal
the

Chrysan

themum

11 Gardenia

Mallow

Myric
Oleander
Olive

Pear

Mid-autuma, jovialiy, case

Feminine grace, subdlety
Quierude, rusticity

Fame, succe

Reauty, grace
Grace, delicacy

Purity, justice

Crab, dragon, girls

Suifts
Martins, geese

Godt orwealt,
officials
Birds, inscers
Wil gecse

Offcials i robes

Scholarship, rerirement

Antistc merit
Peace, humility

ity i achieverment

Joy, schievement

Unimervingjudgement

12 Poppy Winter
symbols:
Prunus
and

Poppy

Almond
Fungi

Pin
Plum
Poppy

Wornasly beauty
Longlife, immortalty

Long life, courage
Winter, long life strecgth
Striking beauty, rest

Courtladies
Old man, young
5

Sk, hiecune
White bea

Fortitude in Sorrow
Persistence.

Liunortality, faithfulnss
Hisdies ook




Painting Flowers

There is an accepted Chinese way.
The flower heads themselves are painted first, then the leaves
a y Ti i vh.-n

Testanitbl
regurded as‘a llower' in the same way a5, say, nm‘, erlomia:.

|mpm1'ml clementof he subject nmucr Ttis, mm-m very

flower itself; for blossom, it is the bmmh which is
d : and thy 3

by the
special overlapping of its long, thin lcaves.

Asthere are basically two methods of painting - the outline
o andthe sl stroke dchwique - chojos s ot e

as il
coinpesitins, Mo Sawets ean be painjed in ciber & Lhmqu\. or
acombination of the two methods. That s to say, there are three
ways:

1 Alloutline.

2 Outline flowers and solid-stroke leaves.

3 Allsolid strokes.

tho(lh(m-ull(-rmmwtpmrl\m'«A(hlh-r«.nl\-mplm in the
re p o utine

a’nnx[hd)ruxhpmm

, when the

miny b eateibert i hw in ‘-mpm

flowers, | i he solid

technique,the comporiion has  sironger elin o i, i

the brush head the painting
face, Teadicon kas
for specific flowers, although there are certainly no rules
governing the choices mad.

wers are inblack, but the

solid-stroke techniques are ofien more suitable o colour
painting, exceptin the case of a very important and positive.
flower such as the lotus,

The Narcissus.

narcissus. The Shu-hsien, Water Immorral or narcissu
mentioned in the 9th century as coming
Byzantium. Inlatc winter, when the Chinese celcbrate the
Spiing Eeaivalthey prefure Cas rd desoraie (s ot
S x 2 % A

NP T b e i, el ik e iy
s provide an

legant background to th
adds o the atmosphere.
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The grew wild a the south-
east coast of China hk‘(ullhnﬂ acultivated ﬂuwu in the 10th
century, There are man: ties of narcissus, which divide
into thesingle lowered cat cgory which has sx petals, or the
bun has a corona of split perals

dwmd i a ball-shape
The Chinese believe that the colour, the fragrance and the
elegance of this flower liken it to an ancient Eil painting
painting, it is alwa
bgamio the Somposhioe 1 e insas BTy adokotic et
carefully rubbing the ink stick on the ink stone

Painting the Narcissus

Tand the tip of the brush anly with black ink directly from
the ink stone.

Beginning with the most central flower, paint s centre
and then cach petal starting from the inside of the flower.
Next, mix the black ink with some water on the palette and
with dark grey paint the outline of the thicker section of the
stem nearest (o the flower

Next the bulb is painted
Finally, the long clegant lea

its roors.
are painted in dark ink.




Th o, which l their
elegant simplicity, canbe et ascomple at thisstage, orhave
ades of grey (or colour) added. The shades should not be
i o caachally, apthe invitian st sy 1o 6l inihe
outline’ but o add more depth (0 the painting; and care should
be taken that all the outlines are dry before adding these shadcs.
To demonstrate the alternative, the vudine fowes and solid-
stroke leaf method of painting flowers, the best example is the
Chinese lotus

The Lotus

“To the Chinese, the lotus s the most important of all the
cultivated flowers, grown for both irs heanty and ifs usefulness.
Ithas large blossors, tinted pink, crearny white or yellow
growing on stalks six or seven feet high, appearing from the
centre of very broad, (sometimes three feet in diameter),
nasturtium-shape

Every part of this plant has a special use; the fruits and leaves

re used as foods; the dricd yellow stamens are used as an
astringentand as a cosmetic; the seeds can be used as medicinc
or eaten asa dessert. The kernels are boled in soup, roasted o
eaten raw, while the stems are sliced and boiled, The leaves can
be taken medicinally or used dricd o wrap food.

The lotus is also known as a symbol of purity and perfection,
growing out of the mud into a state of blossoming beauty and
fruitfulncss. The flowers are open for a mere three days, then
petal by petal they disintegrate. leaving the green seed head
expose:

Ithas become very positively connected to Buddhism, partly
because of the symbolism; partly because of the visual
representation of the Wheel of the Law by the flower form, with
the petals taking the place of the spokes. Buddha s usually
represented asseated on the sacred Io!u\aml inimitation nl
this, Buddj

amped position whlch devel |()p~ a sm\e ofhndxl) peace lhe

one of the
signs seen on the sole of Buddha’s foot.

Itis not only a symbol important to Buddhists, that the lotus is
recognised, but also as an emblem of one of the Fight Lmmortals
of Taoism - the other main Chinese religion. The seed-cup on
the lorus stem, holding as it does many seeds, becomes an
emblem of offspring.




“The lotus is also regarded as representing summer and
fruitfulness; it appears in stylised form in paintings, in
embroidery, on carpets and as ceramic decorations.

Although'it s not an easy flower to paint, mainly because of
the disproportionate size of the leaves and the fact that the
Western painter may well never have seen a lotus bloom, itis the

. P as
such is well demonstrated by the power and versatility of shades

of black.

Painting the Lotus

1 Plan the composition so that spaces are left for cros
leaves and stems

2 Paint the pod heads first by outlining the seed pod and the
tiny circular seeds.

g
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3 Sced pods on their own should have a space left at the basc
Sothat the stalks can be joined corrcetly.

4 Tfthe seed pods are still surrounded by the petals of the
flower, then the petals grow from the base of the pod and

painted.

5 The flower petalsare finely veined and, althoughitis not
necessary to show them, light-toned, thin ink lines can be
included




6 The leaves can be shown in various stages and positions as
they unfold.

On the large leaves, the veins radiate from the centre of
each leaf: “fork’ as they & 4

leaf edge.



The leafstalks are darker than the flower stalks.

8

Loa

Voins aded

Dotsadded 1o



9 Each flower, bud and leaf has its own individual stalk.

atus budamost open

The Peony

The tree-peony is regarded as the king of flowers, the flower of
riches and hunuur and isheldin bigh esteera by the Chinese
since the T"ang Dynasty

Wisan cmnbiem of lo»e and affection, a symbol of feminine.
beauty, and also reps the season of spring. The peony is
somerinen alled e Ao of wealth angvast. Ffoss the Sung

onwards it has often been 2 favourite pottery motif, both

onits own and in composition with rocks.




Ifthe plant becomes loaded with flower heads and heavily
leafed in green this s regarded as an omen of good fortune; butif
the leaves dry up and the flowers suddenly fade, this presages
poverty for the flower’s owner, o even some appalling disaster
0 the whole family

Flowering plants are divided into two kinds; those with woody
stems, usually perennials, and herbaceous plants which are
usually annuals.

Painting the Peony
11 s an all-outline flower.

Following the painting of the na
and the lotus, which was painted in the combined techniques of
and solid- , the thi iqueisto




eavily paint the flowers and leaves all in the solid-stroke method. The
tune; but if peony is a good example of this method as itlendsitself to the
resages impressionistic looseness of the brush strokes, in contrast to the
gdisaster carcfully constructed neatness of outline flowers

The flower tselfis large and heavy, not delicate, and is well
vith woody shown by the techniques of shades of black.

inc flower,

theleaves.




The order of painting for the peony is: flower first, followed by
Leaves, and finally the stems arc added. It is usual to begin at the
centre of the flower, whether the flower is fully open or half open.
Petals can be painted in a light shade of grey first, with strokes
being superimposed in darker shades while the first brush strokes
are still wet. The peony has petals darker at the outside and
lighter in the middle, with each petal having a very ragged edge.
“The peony plant has its lcaves grouped in threes at the end of
stem which is connected o the main one.

Centre brush point.

Brush point should always be to the centre.

Add another petatlayer ina lighter tone.




Add more petals o the top or bottom of the flower head, depending i
which direction you wish the head o point.




Addvensinbiack it i of s

three.




Group1

Apeony leaf group.

oup3

Graup?

Flowerbud

Loaves

Apeony bud.

Larger eat groups

Stem

Smallleat buds



Insects

Bees, wasps, butterflics and other insects can be added to flower
and blossom paintings to add life and a touch of ‘realism to the
composition. Insects gather round the flowers, collccting their
fragrance; they climb along stems and alight on leaves. They can
be used to hint subtly at the advent of spring, summer or.
autumn, by presence ics in spring have pli
wings and enlarged lower parts of a body about to lay cgs. In
autumn, butterflies have strong wings, lean bodics and tails
Iengthened with age. Flying butterflics have their tbe-like
‘mouth appendage curled, but, alighted on a plant, the mouth
extends to penetrae the flower and draw its nectar. Although
insects, including butterflies are usually placed in flower

, to maintain degrecof
realism.

Painting Insects

There are two methods of painting inscts, either with the

both wet
and dry techniques (dry for the soft wings and head; wet for the
top of the head, the eyes and the hard shiny lcgs.) Bees arc often
added, if ink has been splashed, to cover up the mistake. Asthe
Chinese bee s smaller than foréign varieties and is regarded by
the Chinese as being an emblem of industry and thrift, itmakesa
very suitable addition to flower paintings.

Order or painting insects (except some butterflics)

1 Head
2 Body and wings
3 Legs

Boesandwasps.



Important reminders

1 Tnsects usually have four wings and six legs.
Jumping insects have strong back legs and lying insccts
have large main wings.

When flying, an insect’s body drops, but its wings

up.
Aninsect’s legs are pullcd up while lying
‘When alighting an inscet stretches itslegs.

Noteson Painting Insects

A small pointed brush should be used.
Hair-line strokes are needed, with even more delicate
brushwork for really small inscts.
The order of painting s cycs, head, thorax, abdomen,
wings, legs and antenn:
e head of the insec o be pated ) sk
shade ofink, with the eyes always bl
Paint the wings of a flying insect wi 5 alln‘ brush, working
from the base of the wing where it joins the body and
allowing it to fade outward
Fuzzy inscts, such asa bumble bee need a dry brush

slike wasps or beetles need awet brush.
scts have their legs painted in a series of fine bone-
type (like calligraphy) strokes with a wet brush and black

ink.
9 Fach antenna should be painted in one smooth stroke.

Dragonflies

The dragonfly is an emblem of summer and a symbol of

Lisoften pi
particularly those associated with water like the lotus.




Dragonfies.

76

orm, they
are sometimes known as the ‘typhoon fly, while the Chincse
slang term for them is ‘old glassy’ because of their large
transparent wings. They fit over streams and along river banks,
eating harmful insects and are, therefore, much appreciated by
the people who live near water




Praying mantis and crickets.

Crickets

The cricket is the triple symbol of fife and death and etemal
renewal. Like flowers, insects have their own language: 4 cicada
onaweeping willow suggests the song of the insect, mingled with
the rustlinglcaves, caressed by the wind; the praying mantis is &
symbol of bravery. Many amulets, pendants, litle sculprured
jades, ces, butterfli

‘meaningful to the lovers who exchanged them. The prescnce of a
cricketin the home was a sign of good luck; on hearing it poets
experienced a fecling of tender melancholy. An ancient ode of
Che-king says, that the first song of the cricket is the signal for
work to the weaver. Women in princely harcms kept them in
little golden cages that they placed near their pillows at night, so
that they could listen happily to them which would case their
loncliness.




Bumg/l.u
y onlya but
blem of joy, since the Chi
once had a dream in which he became ahuuenﬂ) happlly ﬂymg
e Taoist
felici

from flower to flower sipping nectar. The same

g
nese version of Cupid

perhaps the!
Although when painting insects,the head s usully painied
first,
are the most important theyare
painted first.

Order for painting butterfis.

)




Special notes on buterfles

When flying, only half the body is visible.

Atrest, the whole body is visible.

The butterfly has two antennae on its head.

The mouth is in between the antennae.

Flyingin the morning, a butterfly’s wings are straight up
opposite each other.

G

Before a Chinese artist begins to paint, many hours have been
spentin watching butterflies, for instance, or loaking
different varieties of insects, in flight and at rest. Every single
element of nature is worthy of ime and attention to the artist
who wishes to portray., albeit impressionistically, the real, iving
world. The descriptions given htrtanddut ‘painting instructions
m to be very form: only be
regarded as an aid, not a substirute l'ur the artist’s own eyes. One
of the accrued benefits of an interest in Ghinese traditional
painting is that a better and morc intense way of looking at
things develops unobtrusively. Seeing, instead of merely
looking, becomes an everyday occurence. Even in the centre of a
big city, there are bees and other insects o be seen and admircd
‘The painting should follow the observation, so the ideas and
information put forward n thissctionareonly a pinter s to
tolook, i
Lm\mu‘w You most
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Pirds

Birds are . Theysiton the b
atree, paasenoas  lower o ret o he sice of watery pos,
They help give lfe and movement, albeit gentle, to the calm,

paintings. They also refer symbolically to character traits or

imply
Chinese believe that the bird lives to 1,000 years of age), so for an




old man’s birthday, a crane under a pine tree is considered
lucky. Mandarin ducks and swallows oﬁen occur in pairs - ducks

ooy Tt fasipics re s very Yadky ormer and umially
appear in large official celebratory paintings. The chart on page

feature most often in Chinese painting.
Painting Birds
The Chinese say “To paint a bird, do not go away from the form

of ancgg’. A bir the that s
body shape. Two egg-shaped ovals provide the framework for

o

thatof an egg, with head, tail, wings and feet added. The
tail grows at the end of the oval.

Ifthe bird i divided into three sections the third section s
where the legs go.



The smal ircle, which represents the head, can be.
moved inside or outside the body egg shape.

The preceding pictures give the general body shape and format
However, when starting to paint the bird there is an accepted
Chinese order of painting which has t0 be followed. Since the
bird must first be able (o eat and then to see, the first part of the
bird to paint is the bill. Next, paint the eye that is near the roof of
the bill

Although, occasionally, the eye can be painted before the
beak, the eyes and beak are akways painted before the body of the
bird. Following the beak and the eyes, the head should be
completed, then the bird’s back, wing feathers, breast feathers,
tail, legs and feet.



\

‘The two diagrams explain the order for both the ‘brush-line
and “solid-stroke’ methods of painting birds. The bird can then
be placed on a branch or in a tree as appropriate. Both methods
usc a fine brush for the beak, eyes and claws.

bank ove head
1

Add teathers Add more feathers

—_™,

o

perscompoted

# Wseatinabrushi

e

Cowtorgippngonatuanch

Outline or brush-line metho. ket

Logs andclaws st 83



for head, body and feathers.



Birds give life to a painting of a rather static branch, or tree,
and can, therefore, be painted in a rather quiet, indistinct way.
Alternatively, the bird can form the main clement of the painting
and, assuch, will be required to demonstrate rather more of its
own character. Some painters are expert in the art of depicting
two or more birds in natural interaction in a fine and detailed
‘manner, while Chai Pai Shih could convey the fluffiness of a
baby chicken with three wet brush strokes.

As with all other subjects in traditional Chinese Painting, itis
necessary to obscrve and enjoy birds in their natural habitat until
aclear picturc can be retained in the mind, before attempting to
commit brush o paper. Thisabscrvation ofature i  leasure
in of the many side benefi h
ol s ancet onemea art v

The Chinese are so enamoured of their birds that
they take them out for walks, cither still in their cage:
sitting on their shoulder.

eapet,
, or perhaps




This bird has space below and may fly
down into the picture.

Composition

Arrange your flower and bird paintings so that they borh look
natural. In some places things may appear crowded, in other
arcas of the picture there may be much open space. According o
the ancient Chinesc, ‘Where expansivencss i required, let there
beroom for a trotting horse, where compactness is required, let
not a needle pass through’

By putting the bird i one corner
of the composition, h has the space
tolyinto the whole area.

A

This bird has space to fly upwards. Y
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Bird Symbolism in Chinese Art

Name ofbird

Legendary Significance Symbolic Force _ Association
1 Cock y Red cock on th
fve virtues. themale principle wall of  house.
A crown on his head marks his literary spirit - B
2 Spursonlisfect mark s warke dpiion o
3 Heiscourageous, for he fights ions
4 Bencvolent, e cal for s o g e, Princ dot
s away ghosts
5 Pt e e,
2 Grane Next to Phoenix in importance. Conveyanceof the  Long life Pine Teees
Soulof the departed to the Western Paradise Highoffcia Snow
position Winter
Messenger of the:
gods
3 Crow ‘Three-legged red crow said to inhabit the sun Evil Sun
Presages illluck ifits cry is heard while negoriating  TIl-uck in business  Filial picty
business
4+ Dove With the pigeon shares suggestion of useful lang ife.  Long i Good Digestion
Decorated the jade sceptre which, in the Han Dullness Faithfilness
nasty, ci Tmparciality
Metamorphosis  Filial piety
Orderliness Spring.
5 Duck Symbolofa roving life until paired. Then asertled  Felicity Lows
existence. Beauty Water Reeds
Conjugal fidelity
6 Falcon  Witheagles and hawks emblomaticofkeen vision  Authority Sun
o bold courage. Used on screens and pans. > Wild Animals
Warrions
7 Goose ‘Symbol of masculinity. Exnblemn of the conjugal scare. Faithfulness Writing
Letters. News from
adistance
8 Kinglsher Fine fobes nd imposng randeur. Spec. R Bestyand Bir Weett
nature. Feathers used for appliqué: oty A Tre
Powering eeds
9 Magpic  Noise Mischicf. Good news, Guests. Rejoicing. s Among the Beautiful Maidens
name means bird ofjo fanchus, Trees and Country ™
divinity and is
Imperial rule
10 0wl Conerete and moral evil. Dread, awe, death, Death. Crime.
Horror Withered Flowers
11 Parrot Faithfulnss berween husband and wie. Tidelity Flowersand
Brillance
12 Peacock  Beauty and digaity. The decoration of the peacock’s Tlowvers and

feather was given for special services.

Beauty and
dignly

besniful Maidens




Name ofbird

Legendary Significance

Symbaic Force

Association

13 Pheasant

Beauty and good fortunc.

Beauty and good
fortune

Flowers and
‘Humming Birds

14 Phosnix

Tmperial dignity. Beauty. Prosperity. Second of the

Beauty and good

Sun, Maon,

16 Swallow

four supernatural ercatures. Clovds and Waves

Military ardour and courage Poverry. Millet and Grasses
Bravery

Women's voices. Danger. Pekingisknown asthe — Speed Clouds. Birds and

cityof swallows Daring Flowers




Mounting Technigues

Unless the intention i to make a folding fan, then the next stage

towards completing a finished picture is the mounting stage.
When the painting is finished and has had time to dry

thoroughly, the ragile casily-crease paper has o be provided

with the c. T}

‘mounting the absorbent paper on 1o a card lmkmg.

Mounting

The Equipment required.

1 Allat, well-polished metal or plastic surface, such asa
le with

2 Search wallpaper paste (not a synthetic based one) mixed
toaslightly thinner consistency than recommended for
paper hanging.

3 Alarge wallpaper brush with coarse bristles.

4 Appropriate mounting board, which should not be the
laminated type as thisis likely to separate when wet. A
card, such as antique Queen Anne Voait i the o
suitable.

5 Asharp knife, metal straight edge, set squares (or square
forming device) and a cutting board

Method

1 Prepare the working surface by ensuring that the flat table

top is clean and wax polished

Check that the paste is correctly mixcd

3 Gut the mounting board so that it will completely cover the
whole of the painting.

4 Liethe picture, painting sidedown, on to the table top and
flatten it with the hand,

5 Toad the wallpaper brush fully, removing the excess; and
taen in a series of big, bold strokes from the centre of the
puinting (0 the outside, comgletcly cover the painting with
Faste. Any creases or folds can be “cased’ away by

paticntly brushing the surface Vi e loaid b

Ee st b taki ot 10 press oo heavily and the fngeti

and hands must be kept away from the et e




-

Check that all brush hairs, lumps of past or spots of dirt

g card j
slowly lowerit, ensuring that it s located so that the
painting is completely covered by the car

. g a wallpap
roller. When you are sure that they have joined together,
then carcfully peel away the newly mounted painting from
the table top, checking that the painting has, in fact, stuck
1o the card.
Allow the mounted painting to dry by placing it flatonto a
newspaper.
10 The next stage n the process s o cut the icture toits
correct size and shay
Ithe picturcistobe recangular (very feow G hmese peinines

for tho painting i by using two L shaped piccesafboard which
canbe mioved aroind unel hebestposicon s (nund, and then
the picture can be trimmed with a sharp ki




L]

Fampty space remaing an important part of the painting, even
at the mounting stage, so the picture should not be cut down too
drastically

Presentation

When the painting is in its mounted, manageable state it can be
of formas. Small paintings can be made

presented in a varie
into greetings cards
To Makea Creetings Card
1 Dividea rectangular card into three sections. (An
appropriate size might be 8in high by bin ide orthe
finished card.)

a3



4

Cut out a rectangular hole in the centre section.

Place your completed painting behind the rectangular
hole

Fold the right hand scction, under the picture and glue
down. If necessary, coloured paper can be placed behind
the picture to produce a tinted background

Amessage can then be written on the inside section.




Larg be glued on 2

make al pictures, "
Chinese paintings always have more space above the picture
than below it, and also that the sides of the mounting board
should be very narrow.

—f— Morsspace eft avove than below

L anow

Narrowside




Uour Questions Answered

Over a period of years, while teaching and lecturing on the
techniques of Chinese painting, there have been some general
queries on aspects related to, but not dircetly involved in, the
painting, which have becn asked again and again. This chapter
provides the answers 10 some of these queries

Question 1

Are there any general rulesthat the painter should follow?

Although traditional painting has accepted methods of
representing nature, there arc no hard and fast rules wi

demand that these should continue t0 be followed, provided that
the overall concept of the picture falls within the precepts put
forward by ‘Hsich Ho'. Tn the ‘Classification of Painters’
published about the year 500, Hsieh Holisted six basic
principles for raditional Chincse painters, of which all but the
first can be realised by practice. These ‘Six Canons’ as they were
called, are still observed by contemporary Chinese painters, so it
is clear that they are of great importance

The Six Rules
1

Me painting. This first and most important of the six rules

impl there is more to a painting than first meets the
eye. Additonally. e religiouabeiefs of Taoisem and
Buddhism are often visually manifested by the paintings
of their devout followers.

The brush creats thestructure of the painting. Control of the
Chinese brush in all its manifest complexities and
possibilities is almost as important to the quality of
traditional painting s The very nature of the
control necessary to manipulate brush and ink on the

& Ak

Ghinese brush painting.

lhuu/»yalmaluf o! zm pamlmemauldb(rm;gvuvmh Since

care ot o be gk et st s e e top wmich
s0 that it becomes abstract and unrecognisable. It is not
necessary to paint a named variety of flower, or slavishly
follow the proportionate size of a butterfly, but too much
of adeparture from realism is not considered allowable.
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4 The colour should be appropriate t the subject. The most
i thisrule i o
‘the seven shades of black” is equivalent to a colour and
can be used instead of reds, greens, ctc.

5 A painting should be composed correctly within its format. The
disposition of the subject matter on the painting surface is
ite a difficul of a Chinese pi

peci Westerner. i a
partof the original conception, there should eventually be
whole areas of unrned paining surface left when the

sides of the painting b ofansmg [mmzhanmm)l.\

isa h deal
with the different formats more specifically.

/ﬂlmmg Practising, by using the compositions of
recognised aintrsisa ood method o lcaming st

b focussed on brush usc and ink control. The
yupi, yumo’ =  to

both these Chinese painting elements ogether
Most books on Chinese painting contain these six rules as they
inci dof greati thi

traditional art form.

Question 2

5 i i Western
painting?
Generally speaking, there is more white space left in aChinese
pa aninu Westcan painting, he proportionofen being
as high as two-thirds space to one-third

Another characteristic of the Chinescr pamung isthay in

e the

, than
The around hoes thi

Question 3

cvolve?

The physical format of a painting influences both the style and
composition of the picture.
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Wall Paintings  Targe, fla surfaces painted in strong colours

and meant for public viewing, were the first of the Chinese

traditional paintings. Very few of these have survived, but
uddhist p: in the

caves of Tun-huang.
Sereens Many different kinds of screens were used in Chinese
houses, some with paintings put directly on to the treated
wood and ingsi Somes

itted ofa sing)

1 mounted on lc
vertical pancls mad folding screen. T

‘many uses. In the Han Dynasty (202 BG-AD 220) screens
were placed behind honoured guests, used as room dividers,

single
outside as wind-breaks.

Handscrolls were small personal paintings, 9-14 inches high,
they could be less than 3 fect long, or as much as 30 fect. A
round wooden roller was attached (o the leftof the scroll and a
semicircular rod to S i

were added to the paintings.

S

1o



As the Chinese read from right 1o left, so the scroll s viewed
by unrolling a bit at a time. The unrolling can be fast, medium
or slow according to the pace required for the composition.

Hanging Serals ook the place of wall paintings and, -

wereight i weight and casly role oF v, they b
changed often. The format allowed the whole painting (0 be
seen at once by a considerably greater number of people. The
usual height of such scrolls varied from 2-6 feet, although
some were aslong as 10 feer.




Although obtainable with difficulty in some countries, it is not
et avalabe n he Usiced Kingdom

result of the ungm\ paper being made ot rlored marural
fibre, such as mulberry or bamboo. However, there was also a
special liquid washed over paintings as anti-moth and insect
treatment. This liquid caused the paper to furn brown with age
and accounts for the ancient parchment colour of many of the old

rolls

Luis possible to achieve this ancient brown colouration by
washing over a composition, painted on white paper, with a
strong tea solution. This is very successful provided, a) the ink is
dry before the wash s added, b) the wash brush is soft and docs
not scrape the paper, and c) the tea is put on carcfully in
horizontal strokes which leave neither gaps nor overlaps. Of
course, watercolour paint could be used as the wash, but the
natural iement oftea blends morerealisticlly ntothe paper

dis to mount

p on tunwluuxed i ofa

pap
white one,

Question 9

What are “Yin and Yang'

Ancient Chinese mythology describes the world as b:mq ahen’s
egg, which separated into the yolk a
represcating the heavy clements which fotraee e eart, an the
other part of the egg, the light, pure elements which formed the
sky. These were Yinand Yang, representing the female (passive)
and male (active) elements respectively.

“The symbol shows that Yin and Yang are so closely
interwoven that each does not exist without the other.

Together Yin and Yang constitute the Tao (the eternal
principle); individually Yin is negative, dark, carth, moon, even
numbers, valleys and streams; Yangis positive, light, heaven,
sun, odd numbers and mountains. In painting, brush and
paper, ink stick and ink stone, seal and cinnabar paste, water
and mountains, are all part of the duality of Yin and Yang.




