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S  Barbara Reid
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This - thesis examines the Buddhist congepts_‘éf reflection , ’

‘presence. » subjective-objective relationships and meditation and

.

their relation to my practice of the art of watercolour . ‘There is,

Ed

also a discussion of the Chinese ! Six Principles of Painting.'., '

as well as some discussion of the technical aspects of watercolour .
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Zen is no more there .

" sertion that I have raised my hand and my .paintings , I

- of Buddhism or the reality of Chinese paintings , and have , in-

-stead , seletted what I feel relates to my work as a water-

INTRODUCTTON

' . ' 3 . e
. [
.

What I have tr;\i to do ih 'this thesis is to put ‘into .’
verbal form cer%ain Chmeae and Buddhist concepts that I

have reahzeu and applied to my art. of wa.tercolourmg . These

very principles wmch I have mtrerrra.ted into my work as a

watercolourist are the illusive things that really have no .

. <

words to discribe them . 'l‘his is , I suppose , in keeping

with all I have read on the subject of Zen . For Zen is ul- ' a

tlmately a personal expenence . ‘ ‘ . e
. A8 ).T. Suzuki says : " When I raised the hand thus , -

there is Zen .( But when I assert that I have raised the hand ,_
. ; : .
"

(-

,This thesis , then , is the as-.

. believe , are theé raising of it .

1 l;ave perhaps left out or exaggerated the importance

of 'some of these concepts in relation to the formal structure

o]

colourist . i o . F)

I have divided this thesis into, six chapters . The first
,r‘ -
fou:c . Reﬂectlon s Presence’,. Sunjective = Objective , 8nd’ oo

Meditation , are my attempt to bridge the gap between idea ' T
) ) ! ) .

and,expefrie'hce . The expeiience in every case came first .

°
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" of their wealth of ‘insight into the apt of Painting . Chinese

INTRODUCTION = ,

o

t

The idea(s) was later searched and reseéarched , defined and

refined , formed and deformed .- .

- -~ 4
‘ i

The remaining chapters K Six Principlés .a'nd Watercolour , -
are somewhal more technical in tone . They involve' mthe/ | pre,%\‘
ing four chapters and their practical apﬁlication and a teche

4
nical ﬁu‘xmlé.ry of the art of watercolour . :
I h;J.Ve chosen. the Six Principles of Hsieh Ho because

painting was basically ink painting , vwhich is very much likle‘

watercolours , These Six Principles serve , for me , to }ink

Chinese i‘de&s on painﬂng with the actuality of ink painting . i

v

%8 Osvald Siren says : “"...they ( Six Principles ) indicate

. the path of the p‘aintegé ; they are signposts along the road

which must be observed s if he is to arrive at his goal . w?

‘ 3
The chapter on watercolour is broken into what I feel - -

*

are the various elements in the process of watercolouring

»

which are : water , colour , light , and brpsh usage . Some

, e Ry
of this information I gathered from ‘books on the subjeet and
from Phil Hocking , who was my teacher in watercolour , The

majority of this information I gathered by ' doing ' amd,

by experimentation .,~Some of this information serves only to

confuse or make complex something which {s complex . For .
watercolouring is , to those seriously ipterested y aWulti-
dimensfonal art wvhose technical aspect can become all import- { |

end . For me ., this technical aspect is important only . o .

Y




.. Watercolour is Zen and Zen is watercolour . I am not %uggestg'

|

' INTRODUCTION - -

| . .
because it enables the artist to express the subtleties of
. /| '

the medium . ] i .

My theéis is that Zen and watercolours are well suited

o

to each other , ahd that , for me , they are synonymous .’

4

ing that this discove'rjr of mine holds true for everyone‘:

Certainly there are watercolou;giiats who have never heard,of

~

Zen ( and do not care to ) and who do-.not feel that by doing

watercolours they are engaging in a Zen activity . But , I

’
.

believe that even without the words , the ideas , and the

) personal styles that have come to be called Zen styles or

Chinese styles , all wa-tercolouri’s{:a have experienced certain ‘

practices of a Zen activity by ' doing "the art of v‘later— R

colou.fing . ‘ - .

Finally I wish to thank everyone who helped me with this
thesis , c.aspecially D.Ts Suguki , who led me to believe that

it was at least possi})le to discuss Zen Buddhism . Alsc‘: "

" Nathan » Nancy ,Myra , Marshal , Loren Singer » and my ‘three

-advisors Gary Walters , Jerry Kraas , and Guido Molinari .-

1 ) * .
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. - . . CHAPTER T

Reflective

0 \ .
Reflectior ca’n‘ be observed' throughout natire ; through-

out tne world of man , and throughout the universe . No broeeas

is 8o visually manifest as that of reflection .

- «

‘The reflection of light is , perhaps , the most beauti- -

% b ful occurence in nature . It has long faécinated man ‘f. Philoa-
J 9

opiqers use the metaphorical aspécts of reflecti_c‘m to illusdtrate ~
 ideas . Scieritists gtudy tlge ppssiblej uses of "it . bhginéers
'buiilq instruments whose pri'r:\‘ciples hinge on reflection .Thé,
:artist has painted , the muﬁ:;ician has ‘played » the writer has

C written, the dancer has danced , their Iove of this process

-

'd

throughvut our his’tory » C. .

<
'

'\ The reflective act is a single event'in which what is

1

béing reflected and that-whi&hreflects are joined How sen= «

. . . gitive we are to observing and experie_ncin'g this reflective pro-
3 -

- ' éess depnnds‘upon hdw aware we are of light and its effects . A

Y

S o ) conscious effort to observe the‘effects‘of light on matter de~

& o ) velops an awareness ‘of_‘ the ,joini.pg.,.' It develops our }mowledgé

3 the things being joined and of.the joint itself -,

: . * The reflective act of the fmind is o;-g‘an?.zation , oata-
- loguing , condensing , and , at times , outright deception .

~

We see through our eyes , but along the way to.cen-




\ REFLECTIVE

sgiduenega'- the visual sfimuli are ofteh chafnged and distorted ,
in some cases beyond recognition . The dreamer -, upon waking

from a dream is actively selecting , reflecting y and cha.ng-

ing the dream itself . Th1s is, done so fast , and 8o auto-

o

. o
matlcally, ’ ’the dreamer believes these selections are part of

the dreem . S0 too with vision . We do not'see what 15 - bt
what we perceive to be what ig .

Perc@{}tion involves more than the consclous mind and
1ts analytical , logical ways . It involves the. heart ,
spirit , and emotions .. The- myatical realms and the un.f‘;lthom-
able parts of ourselves‘are. entwined/ With the conscious mind .
These , too , are subject to de-forming by the cancious é.nd
by the subconscious . !

All people 'reflects their time in unknown ways . We col=-
" lect "con_écious/ and subconscious info:matioﬁ from the environ-
rhént around us , from the environments we dqgupy ’ ané have
6écv.;pie;i » and from the interior environment in which we live
These effect and affect the way we‘perceive things .

Orgar;izat'ion is the first s‘t"ep of the mind yolbonscious .
.perception . We take the seemingly chép'tic state of nature and
create from it a composite totality . We create words as well
as visual s\ymbole to encompass things thaet cannot be encomp-
assed . The words and symbols relate more. to our idea oi" nature
tlhan' to the reality of nature . Our orga.niz‘atioh is for our own

benefit , so that we can _understand , in a conscious

v

~
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 REFLECTIVE, .
way y the workings of something that is beyond” concepti?x

‘We see the parts ar a few workings of nature clearly but the
totality we have created does not fit the gcthaiity of nature .
<0 The. reflective bridge between memory , or ca_taloguing ’ }
and consciousness is a bridge which do.es nqt- separate , but
w}:zich j;ins . It is not a bridge that serves only the functien-
al or utilitarian purposes of an indiwidual , but also the.in-
gspirational , mystical , perceptual , and creative aspects 6f
the artist . -

Memory is the reflection of. a reflectlon . The initial |
-rreflection imprints 1ts image through the senses upon the cir-
‘cuitry of the brain . We must -flrat sense , eith§r coasoiously
‘or sub\cons'ciously ’ beforg. any reflection is possible . :

if we refine our senses through a conscious effort to do

80, perception is enhanced . With the enhancement of ’berception

-

comes a ftilier and deeper imprint upon” the brain . When recalled ,

th:‘is, fuller and deeper imprint allows us to see ', not just more,
but better . \ ) )

Good observation , for me P "is the expgrienée its;lf, that
is, percéption involv:ea the- perc—eiver’in the action of things .
By this involvement a direct ' becoming ! of the things we
.are obser\:ring }}appens‘ o Thus we a;w.*e merge‘d wit‘h\ the oi\ject of
our perception . We are no longer only tl;exo‘tiservérg or the

. pexceivers but also the partakers .

‘ ) ) .
We are at the séhe time watchers of this partaking . The

G.
-

oy
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. "~ internal dialogue of ‘observation at times wanders where it will,

P

. _— %eavmg the ob‘,ject of our” perceptlon , 1eav1ng it so completely
4 o
. / ©  *that we no longer reflect.it and no longer observe it . This
K - . ! »
., - .
. running dialogue detracts from the experience of observation ,
¢ . -« I

and can alienate the s~e1fl fron; a relationship with all-that

is happefilng outsidée the self , . _ ) . - oos
- ‘ P . T o ’ R \
. . . L It takes a great act of ' conzentration '3 4o allow all

1 N ’ N . h P
. the consscious. and unconscious word-thoughts to drift away and

L)

allow the experience of mgrger to take place . Bankei deserib- \ b ":';r
. ,‘ . - . ‘ . ' & “
‘ es this act','of ' conzentration '"and the subsequeri’t mind voives : 3‘? RS
K . SO g
. v AT
as follows : " You should re:tl),ze that such thought is just a ' " ;f‘:,;*f.
) temporary mental construction , and not try to b ;‘-;5’ 3
(3 lj o

) ) . ) A hold or to reflect it . Let i alone Jjust as it "é}
' ocours and just as it ce/es « Tt is 11ke ap - ;' 33
' image reflected in a mirror « The mirror is clear % o
and reflects anything w,h_lch comes before it , and ) H ;
’ A ] . ' . 0l
’ - : ‘ , xyet‘ no image sticks in the mirror . w4 . ,; ,"‘«-33
, ) B [ 3¢ ’;‘\g
This ' letting- go ! allowe good obeerVation to take place for ‘ ;}‘S
- , R
e pure observation is pure reflection . 3880
- o .. e,
. ) kLA
4 good ‘reflective inetrungent'is one which does not ob- : ;ll(m;’:'%
o ¢ ) - [ . ; :’ '?.;‘,‘?
scure , distort , Cg tarnish . It can never not.reflect thougn _"e},g
PR . s ‘ . \ oyt
N [ NG ! . W
broken into a thoupand pieces , each one - thousandth of a piece ;’ ; .

3 . » 3 - - “
. , will reflect..” S ~ . p .;'S
) ’ ‘ ‘o 9 . : g o ‘¢ . N ) ,& “:"2
In Zen , mirror-insight is a atate Qf higher perceptions , e' o

- . ' s

. "

. one: which ie achieved when the mind is free from digreesion - ?‘,

. ]
from conceptualization , and, from distinctions of BubJect and , | "ﬁ M
’ : ' R

) o . iy
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'REFLECTIVE :
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< object . Chuang-tzu , a Taoist sage , states , " The perfect

’

_ man employs his mind es a mirror . It grasps nothing j it

,  refuses nothing . It receives , but does not keep . "o
. . % Mirror insight is the Zen vision . Life is one movement
~ ’,

for the Zenist , and the m,c.)vement encompasses every facet of *:;’g

. living . Thj.s peicspectivgé is reflective in that all things that .

Py

. % ‘ happen are seen , without commer;t y without concept ; Jjust as
‘they happen . They are experfenced without getting lost in the

_experience , and like a mirror , perceptions ‘are not.' stuck '
. 1 -

to the mind‘,but reflect and reverberate into the very re--

" L
«

, cesses. of being . ) / '
. This point of view i8 a 360 degree perspective without

; being above , below , or beside .’For Zen is the totafity of

i

things . It }s( not wholly a philosophy . It is not entirely a

religion , and it is more than a system of everyday living .

It- is a way of viewiﬁg , & 'way of seeing , and a way of know-
0 -~ . . a

ihg . ,

3

©  fthis state of being is the Buddha state in practice. The

- K . v
. . % Buddha's enlightenment was an instant recognition of his rela-
- t‘ionshif: to the world . It was a transcendence , @ going bey-

]
Y

ond the limitations of form . _ ' -
v 4 ‘ .

. ) " One who is°not-attached to ' form ' need not be. reformed 0

o . The non3differentiation of surface®, of outside and of
inside , of subject and of ohject ', are in'fpor‘tant Buddhist éo:x-

. cepts , as well as being found in the Zen and Taoist doctrines .

-

! :\darga-jnana. ',.7 literally translated from the San-

[




REFLECTIVE '
skrit , means ' mirror insight ' or ' mirror intuitive wisdom

ineight' . Id. is'a etate reached after all distj,nctions fade

K i

1

away . It is a state in which no dist-:!.ngmfishing characteristics
separate one ' suchness' ‘rom thi next,. / ‘ ;

- space and time are forgotien , transcended by -;&ﬁe act of
mifrorl insight . For , in the stete of supreme ' conzentration .!
all concepts lsse their word meanings . Bverything is that
breathing anﬁ.timing in life which is the ever ! present ' now .

The space which ‘this' reflective etate rev\aale is infinite

'
N

v oeehe— n ‘

> “J‘?"B’pace , where there is room for all .thinge s°yet there is no
coneept for d’szerentiation\ of all these things . It is a space
beyond're‘ason ’ be;irond logic , and ;et it does not oppose logic
or reason . . _ ' = | .
T‘h'e mind is like a mirror . It has‘form \;Jhile‘ being form-
less . It is the.obstacle that obscures , yet it is the thing
that enables the obatacle to vanish .:The Zenists say not

. 'by ef,fort » and not by non—effort ! are these obstacles trars~

cended ; tra.nscehded to a epace where there are no limitations ’
no transcendences , no differentiation . Where no—thing is the

same and no=-thing ils différent '« Mind can change until thé_re is

nomind .
’ A

The artist is not foreign to this e‘tate ’ for , when one

)
o~

" is faced with that white canyas ;0x paper , the process of be‘-~

coming ' is in motion . The artist ,reflecte , .the :lmege re-
fleq’ied is the painting , and the thing be'irig reflected 'i'e'the

=

8




REFLECTIVE ‘ o
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artist's vision . This triad constructs a reality all its owrf

4

-in which each‘element ig intrinsic ih order for this act of

reflection to manifest itself . liach element is not without its ’

influence on and by the other element's nature .
411 the elements , that is , the artist , the medium,
and the vision of the artist , have influencing naturgs of their

own , and'are influenced , also , by exterior forces .

&
The act of reflection , in painting , is a living , breath~-

ing , moving occurehce , in which the ertist ( hopefully Mre- ' .
flects the essence of things ;‘and in & sense becomes these
things . *
Painting , as an art ( .whose time ) has come to hold a
very material dimension in the history of man . Its:materia% gi-‘
mension , is , for me , also spiritual . The arE;st g%ves &
. spiriéeal.life to the‘thinge he 'paints and 1n'thi§kway
' heightens life . This spiritual life is not just a reflection
'of the artist's spirituality , but is made manifest in the - C
materlal s in the palnting itself . ‘ .
Painting s, for me , is the e;ploratlon of space « 1 search _
for%a'apaee I have experiencee and , at times ’ experience a \ ‘ A ;
c | space I have not seen béforé . A good reflécéioneis one which :
. moves‘éith ihé.object‘and 15;. in its owﬁ‘way ’ the objeet re-
flected . In this way I am the space 1 explore and disdover .

Perhaps , in'a Buddhist sense , this diacovery is a rediscovery "o .

something which I have always known but only needed to realize .«

-z
3
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I oﬁce had the realization'that I did not end at my finger-

v

tips or at the ends of my toes , that I “extended throughout space

N e and tlme . Only the thing I called myeelf wés not me . I called ; !

¢ o ‘ myself mountain , fish , wind , door , rock , painting , etc.
T ) .+.and everywhere I was manifest was not separated ‘by matter
. but joined by matter . ‘ vy

. \ ’ ' , Painting is my way of expressing the reflection and re-
- o verbergtion of thé things I have experienced . HOQ well or o .r'

A . how exact this expression is depends » in part: ’ upon how
clearly I see the thlngs I am reflecting « S0 I try t6 be a “

good mirror , and reflect the way water does s both on the cglm

)/'- and the roﬁgh sea , the way light does when responding to colour
< ' and form , and in the way mankind reflects what it means to be

human and otherwise .
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-sense of timing involves a sense of space and matter . The

CHAPTER II

"PRESENCE

Presence is , in a way , a sense of timing', ‘and any
‘ ]

effect of matter upon matter is ? piocess of continual change .

Cause and effect are chain-<reactions which I , as an observer

" witness in a conceptual fashion . I distinguish one change from

*

the next by conceptualizing the différences . This shorthand of
the mind allows me to see things , not as they‘are y but as I °

L4

conceive them to be , - ¥

°

Space and time , in the conscious mind , follow & pattern.’

established by prior conceptions . I project inte the past ,

. ‘present , and future sequential containers ,, each alighed in

~an order which I think is constant . But s My experience of

space and time ig.in no suoh order . It 1eaps « It aumps .

To have & good sense of timing involves more then running )

with the clock . It involves a realization of a pgesence that

" does not siart or 8t0p ~ This.presenée , for me , ii'eternally

mystical § the more I preconceive the further away I get from

@ mystery . , . . !

-
Il

" My sense of timing involves all my senses , a11<my facul-

ties . I use intuition , perception , conscious reasoning , and

, R -
my emotions to gain & sense of timing , ss well'as the physical

’




4

senses it pagses through . The senées are at once linked

to the past and to the present without being split , The*past

once linked to-its / my past and its / my present . I ex=

happen . o . - - L )

sense .,

@ - -

Intuition allows access intoé a world beyond‘&ﬁickening

and beyond ‘extension , It is a way of experiencing the world S .

directly , without forethought . To have an intuitive sense of s s
. . .

time one must trust the perceptions which intuition sees , with- *

“

out preconception ,

My perception of time functions like the physical : i@ﬁ{
S

o

and the present are linkéd ,. in part , to the senses by instict-

ual reactions . The senses are at once experiencing and record-

> .

ing the experience as it happens . e

The perception of tihe is done ' per '~ ' by * , ' ception '-:

' receiving '1.8 To receive through the senses one must clear
the way , that is , be prepared to réceive « I study and train .
myself to prepare to receive . I do this by trusting the .

[y

. .
pexceptions of my intuition . As I perceive time I am at SR

perience and record the perceptioﬂs of my intuition , as they . .

‘Zen Es definitel?'anti-coﬂceptual , that is , against
any conception the intellect may wish to'enclose . The basic
precepts of formal Buddhism do enclose certain ideas .‘ |
"It was éagghf by thé Buddha , oh monks , that ... the past , .
the future , physical space ... and ind}viduals are Aothing

but names . forms of theught , words of common usage , merely




-

~

' ' everyminite Zen ' . This is something which , as far as

PRESHNCE

1

superficial realities . ". 7 The above quote states:the belief
that.there are no such things.as space and time in réality .
Only in conceptuai thinking are there Buch~tbinge ag past ,
present , and futuie . o

‘ Zen presence does not belong to any temporal sequente .
That fs s it does not exist between ;hat is calléd the pas£
and the future , ;t was formed out of thg Budhhajs own state
of being , which sees no differentiation betweén being and .-
10

becoming . For the Zenist ", ..being is becoming ... "
- -

As Sin'ichi Hisamaton statés s " ‘Buddhahood is not a matter of

transcendence or imminence, 'but of ' Presence ."11 o .

This presence is that of the ' formless:' self . In

‘Buddhist philosophy when one has realized this ' formless '

" self , or , as.'the Zenists proclaim , become enlighten?d ,

time is an illusion , the past and the future dissolw and the

present expands everywhere at everytime .

For the Zenists , the Buddha was a man . What distin- (// '

\

guishes him from the rest of mankind was his attainment of
- 1 ' '

Zen is concerned , we too can attain . We ao not have %o sif

under the Bodhi tree for seven yeaxrs before this awareneas

4

becomes our own , although wé would be lucky if this en-
lightenment was so easily achieved . " As to the opening of
satori , all Zen cah do is to indicate the way and leave the

. N 12 .
rest all to one's own experience ... "  Personal experience

/

:...\&:.w.—_.‘...,.mwm:w:“ - ame ea
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is the only wa& to understafid Zen preeence‘; but thér are many

ways to understand presence . For'the artist’, -especially the \

.
. . N

K watercolouriot , must have a sense of presence . " A painter
must choose ‘the riyht moment botg from a- subjective and an

~ bbjec?ive point of view and then start with utmost decision and

in full - command of’all his powere . w13

© . ' The watercolourist's sense of tlming must be 1mpeccable ,

.

as he must not only know ! how ' but. ' when-' . This,is what

-

"L v ‘ dis%inguishes watercolour from-all other-mediums , for

N A ARt S

"Lﬂ. no medium in all the painter's repertoire is as revealing o )

and exacting as thie', "4 ,
. - . The watercolourist must understand water and colbur)in

4

a way that does not interfere with the actual application of

. ' the medium' ., Any disturbing influences will break conzentra- o

o

: ! ‘ ‘
) - tion ' , and with the breaking of ! conzentration ' the sense
8 <

‘of preagnée needed to control this medium is lost .

Control is a word often used in watercolourin@ but

‘contral takes on a broader mqaning of conforming with the -

4

nature of the medium . It means conforming without‘thought of

cOnformingf.,It'ié like the Chinesé idea of fin@ing & harmony

between the'artist and his mediun .

The more that is known about the nhture of the medium , ,

o

the more possibilities'there are for uses and devigtions within ) .y
h e

° ’ ~ the nature of the medium . The knowledge that good observation .

will bring , as well as good experimentation , is an e;periential

I
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PRESENCE
knowledge . It is ! ledrning by doing ' , but if we gather
N 4
such knowledge without the proper t!pirita its use will remain
e . " éomething ofan ecclétic , piece‘;mealed" ’ apiritléss knowledge . -
To capture the spirit of the medium , «knowlédge r’nust be w

- ' 'translated int.o a personal understanding of the mediu)m . This
spint is ¢ch'i . 15 It is that total hfe-breathing s lifef‘ .
giving , movmg , Objectiveless , suh,)ectiveless energ;y . It
'ig living in a space‘ that is so everpresent that something is
transmitted to the painting , something so 1ifefull that it

- - : continues 'to happén after the baintling ‘has d;:ied ’ afte:r.\it
T is hung . . ;:& ‘
The éensitivity of both artist and viewer reveals itself
1 in‘ the qua.liiy of the experience of the work of ;xt . This
' sensitiv;.ty can be trained and developed to heighten the quality
of experience but the foundati of ‘thie experience is in
- personal expression . )
This experientia.l empathic ! aeeing ! can only happen
when the painting touches something within us , not when it
' purely conforms to abstract ideae we* have on painting + Like
the sage who " ,.‘..judgea by the concrete confe_nt of the
. ‘E *exv;:ience , and not Iiy its conformity with pruely theoretical .
‘ . . ‘ ) standards ."416 ' ’ ‘ ‘ N R | . .

1

It takes coming t6 the medium fresh ,every time , for a
. ! truly creative , spontaneous painting to haz;pen + All that

I
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training a watercolourist does to ' master ' an art must find

I3

I ' ¢ \ :
its way into the very pOres of | the brush for the greater ex-
pe1rience'of 4 vision enlivened 1 to take place . Intuitive in-

. . 31&hts as.well as- conscious feelmg a.nd thoughts , that have |

been more than just ma.nnered s that have been , in a way ,
dlgested and become par't of the aelf are ways in which to ,

! see' and ' know ' presence .

-

Spontaneity is Zen . It is ‘the purest kind of Zen presehée,

°

for an instantaneous response shows one's willingness to enact
the \fgry idea , the very actuality bf\L freedom . Zen has always

maintained that its way is a liberation . It is a 1iberation

’ ) .

. ',,from convantion , from contrived action , and , in a Buddhist

sense , a liberation from the cycle of birth and death .
Spontaneity is a Taoist docirine that found its natural

home in'Zen , Spontaneous action ét'ems from the illustration L

\
t

of. nature and the w‘ay in which nature flows ., It evolved ' -

from the Taoist prirciple of action., whish is the action of 5 -
\ » . , .
! natural flowing ' .
5 v [}

" Actmg in Harmony with nature thus meane for thg Taoists act-
17T™
"

v

T ’ ing spontaneously and according to one's true nature .
Both the Taoists and the Zenists insigt upon spontaneity ’ i

p.s‘ & means of discovering and deponstmt{ng this 'disg;overy of

presence , It is a way of reaching one's irmér aétivity . ,

-

Spontaneous action , in a Taoist sense , is the instructor into

. o "+ the higher reé,lity' of nature and , in a Buddhist sense , this

¢, ' v . ,

A
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L4

‘higher ' reality already exists within every sentient being .

Only the realization is lackirg . i

sopntaneous actlon is a rhythm of life . It is a sudden ,

-'flowing s Thythm . The sense of timing developed with this

<

I

action is“sharpéned by practice , ' by doing '‘.
Spontaneous action means perceiving ( by receiving ) this flow-

ing within as well as without o -

.".'_
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'istie~tendency-oef our ideas of reallty . Moéern man is alien~ ’

qated from natugg§%>from society , and from himself . We refer

-as aeﬁarate from all that is not human., and much that is .

scholars 3 and epiritualiats_. In‘%he Bast , this discusq}on has

~

CHAPTER 11
SUBJECTIVE ~ OBJKCTIVE
The notion of ' subjective ' and '’ objeétive ' are
pé;haps a great metaphoru}or the world and .ourselves . The

s

fact that thgie terms exist %estifies’to the split or dual-

&

. » ‘ e
to our own aerlf-reality as subjective , and the rest of real=- .

-

ity as objective . , "

" Subjective -~ obaective concepts have found their way .

“into many topics. They are not Just philosophical R artistlc ,

" or psychological ; they are that part of man that sees himself

.

In the West és well. as in the East~theée terms have been

formally discussed by philosqpﬁéfs » artists , intellectuals , ” \i

involved the rellgzous community %o a far greater extent . Hindu, a
3
Sufi N Bahi ’ and Buddhist soholara have given subjective-object- . v

ive relationships much discussion throughout their histories .

. Buddhi#{s are especially interestel in subjective-objﬂﬁ!rﬂ 0

7

‘ive.relationqhips , for these terms ;Elate to a central i ga in

Buddhist bhilogophy o M ALl thiﬂga are to be seen as abiding in -

Solitude where there is no evolving of discrimination . w18

. . .
. N . . I . .
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SUBJECTIVE - ODJECTIVE
i

‘observing and phrticipatinglare merged into one expefiencg . -

‘When it is ourselves that ve want to participate in and

"

observe , this dilemma reaches a conflicting climax .

" The will wants to know itself , and consciousness
awekened , and with the awakening of conéciousneééﬁihe
will-is split in two . The one will , whole and complete

@ in itself , is now at once actor and oﬁéerveft. Conflict
is inevitable ; for the actor now wants to be free from
the limitationé underwhich he has been obliged to put

_himself in his desire for conaciousness . He has in one
sense been engbled to see , but at the same time there

8 something which he , as observer , cannot see ." ®

'If the minh—voice is used,it imposes itself oﬁlall our activi-
ties . The self or subjective ego protects itself from loss of
consciousneas by separating itself from the m%rger of subje%t

and object . If the will is commanded to, stop %bese mind-voices ,
an equal end oppoaite effect can "take place .

«  The resolution of this conflict , for the Zenist , is

. ' ' s | ' —
. the use of ' Parjar vision ' or ' intuitive vision ' ..By d}g

ectly seelng into oursglves we see thiougﬁ quraelvea + As the
Zenists say ' not by effort and noé b& non-effort "ié this
direct seeing accomplished . By neither affirming or denying
'this dillema but by allowing thosefmind—voices @come to their
natural end , is the resolution of this conflict evolvad .

" Zen ‘grew out of’ a special- training of the mind . w23 This ‘
training is not a training of the will ,.but a training of

letting go of the will y of mindfullness .
-




" given the name subjective , -

R Vo
2.
‘ SUBJECTIVE - OBJECTIVE '
Through the spiritual exercises taught in the sutras and the
practice of meditation subjectivity Eid_pbjedfiﬁity become
" ,..forms of thought , words of common usage , merely
superficial realities ."19 . . i;
4

The loss of a subjective or an objective point gf view
is. a diffichlt inte}lectull idea to grasp . Yet , it is véry
simplé tO\?ut into'practice . We eiperience this stage when
we are totally involved %p the action of ' cohzeﬁtrat;on' .

_While the -gxperience takes place we are neither sub&ect nor

N

- object' , we are neither outside a greater’reaiity nor trapped

. inside a kesser one . Distinctions do not arise in a state of

o ’

mind that coupletely ideﬁtifies with the abjects of perceﬁtion ‘

& .
"It is only when we come away from ' conzentrating ' ‘that\it is
; s

4
vl

Meditation , as a gpiritual exercise s 1s reaching this

state through ' conzentration ' . The Sanscrit word samadhi

%

: refers to the state of meditation "... in which the distinction
9 . )
botwéen subgect and object disappears o 20 Ih Zen , med-

*

1tat;on ie‘not a withdrawal into the self but a ' going beyond '

the self . Al; the senses are receptive to everything that

happen “within as well as without the self ., b'_ .

v

. . : R
" Being’a spectator while one is also.a participant spoils one's.

21 . e o

performance N We associate action with participation and ,

non - action with observiﬁg . The desire to participate and to

obsenye ig-met with in every day life . In meditation both

A
4
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not to say that form will change its appearance on an optical
’This is not the case when a.“peiaOn merely projects himself upon

. , . .
. " Only when y‘\ou have no things in mind and no mind im: things are

“you vacant and spiritually empty and marvellous . " : -t . ‘

- and knowing in this manner the artist reaches a space where

“and how miraculous this .

SUBJECTIVE' - OBJECTIVE

-

- . ’

Parjan vision in the art of medhtation releases the mind °

from distinctions of subject and ab.)ect . " Subgect a.nd object

w111 lose thefr distinction a.nd essence ‘and appearance will- be
24 ey

of one suchness . When we see to the essence of things

their appearance is in harmony with their function . This is

® ¢

level , but that it will change ita meaning to the perceiver . .

-

an object nor when an object occupies one's mind .

e N R R b A P i e N 5D 1o £ B T o kv ia E o T T

25
s R 2
In Zen , ‘seeing and knowing are one sense , Painting , . . .

A}
. .

for me , is also a way of seeing and knowing . By pragticing

gbservation the artist acquires a refined ‘sense of' ' seéing '
. A .

By, experiencing the object of observation the artist acquires

a refined sense of ' knowing ' , or the object . By seeing ’ ‘ ol
S oo ~ ‘. , ;

3’

there is no mind , no ‘thiné , th'at can be g:raspéd and given a

name and therby a distinguiahing quality N ' ' ‘

When one really merges with an ob:)ect g:ea.t magic takes

LN

¥

place . This magic is the mysticism of everyday* living e "I

draw water , and I carry fuel , how wondrously supe:lrnatnral

" w26 -7 .
.t v ‘ .\

In Zen as well as in art thereare great inspiratj.onéffhat . i ‘

atem from this. _suddeh insight or merger of subject and objeqt .
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SUBJECTIVE - OBJECTIVE ° '
7 ’ .
. " Applied in the £i€1d of artistic mctivity thie is a

‘ [ . delinition of @he higheet form of conception , the
purest kind of inspiratlon ¢ the knower becomes the
' " object of his knowledge , the artist the thing he
. visualises or conceives , and-‘if hle possesses the
. ' ‘ . proper means of exterio'{zatio;:‘/,%e will tranemit in
' symbols of shapes or signs something which contain®®a
spark of that eternal siream of life or consciousness
which abides when forms decay . " 27

When a work Bf art is execu"te‘d' ,n the training must be so
o ingrained in the artist that no conscious reference is made to°
it . Getting the materials together and using them ¥n a way that
does not hinder the experience of ' seeing ' an knowing ' is
a developed®skill . In ink painting , as in wa‘terco’louring R
oo ’ hesitation ca.n have disa,;teroua re::sultas /. Every, action of the
artist iq revealed on the piece of paper . '
This bringé watercolour to.the very heartu'o{ Zen . As
p.\'l‘. Suz{zki'so fambusly says 1 " Life \i_s ‘a sumiye (:- p;ainti,}g«
which must be executed once and for g1l time a.ﬂd without hes-
) itatior.x without intellection y and no’correc't‘iona are permigsible
or possible ... Zen therefor; ought to be caught while the )th'ifng
) ,is‘ gé)ing on , hgither before nor after . It is an apt of;p'n&e

T ' instant . n28

‘Both the artist and the Zenist awaken some-
thing within that was before hidden', the'artist with his ',
special way of seeing , and the Zenist with his epecfa.ls ways of

A

Q‘ - . . demonstrating that sight . ' T

.\ . . ” - — -

»
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CHAPTER III

MEDITATION

Zen is the Japanese word for meditation , It is Ch'an
in Chinese , which was probibiy a;iapted from the Sanskrit word
__x____ . One might suppose meditation has a great deal to do
with Zen Buddhism ., ‘I‘here are many kinds of meditation . In the
Mahayana Buddhist pchool y or Le#ser Vehicle °y meditation is
a central spiritual practice « In the Lankavatvara Sutra med-
itation is discussed at great length . This sutra was the first
sutra studied by the Zen sect in China , a.r;d its influence .on
Zen is 1n'diapu11ab1e . It vas said to have been brought from
India.by Bodridharma , .the Foundetr of Zen Buddﬁism in China..;

around 520 A,D. and handed over tp his first disciple , Hui-
k'e . 2

The -Lankavatara Sutra classifies meditation into four

t

o

. 4 - N
of Dhyana ' . ThHe first Dhyana s a8 stated in the lankavatara
Sutra y i8 meditatation practiced by the ignora.nt or the un=

lea.rned « The pra.ctic'ioners of this meditation " ... regard the

world as imperma.nent ’ impure y and pain-producing, “they persi- ‘

tently follow these thou;_,hts until they rea.lize the samadhi 30 .

[ 4

of thought—extinotion. " 31\ ‘lThe practice of meditation by the

ignora.nt' is the kind of meditation said to be practiced by the
. ] -

devotées. of Yoga , who "ha.ve ‘been ;nstm_ictedv in the doctrine of .

?

I

mair; states ‘he e states are refered to as the ' Four States .

1 ke i P st s o




of Suchness ..

MEDITATION

Nonat‘man'.‘32

The second Dhyeana is : " The Dhyana devoted to the exam-

v

ination of meaning . n33 or " ... statement -~ reviewing ..h"}4

The rractitioner contempiates or.meditates on a varietj"of state-
ments i.e. " ... each object has its individual marks ..‘.‘"35
or " ... thingé;are created\by‘an external agency ... n36
Through this contemplation the medipptor reaches a state
" eae, bgyond the ego-lesaness of things ... " 3T Thia/gbxégg
is often practiced by philosophers and inteilectﬁals .

The third Dhyena is : " The Dhyéna with Suchness for iis

object ses " OO

or."’... attaching oneself to Thatneas ..."39
This form of meditation does not 1nt611ectually speculate on

Buédhist philosophy . It does not see distinctions either ‘
between ' being ' and ' non-being ' , or between subjgct .and
qbdect‘._No ﬁind thought;-well up from the intuitive mind
’qf from tbe conscious mind . Imaginatioﬁ is dpneuaway with

»

qﬁd the practicioner " ... establishes himself in the reality
. 40 R
"

N

The fourth Dhyana 18 " ... the Dhyana of Tathagatas veet?
This state of meditation is pyacticed by tﬁ&se who have ' real-
ized ' their true natures to be that of Buddha . Prajna OF
noble wisdom is used fo reélizé,thie state of ;;hitétion . It.
is a state characterized‘by going beyond either speculafion or

relative consciousness . It is not a state which ' one enters '

- .or ' goes out of ! , but one which is realized directly .

The Chinese were staggered by the complex system of

’

y .
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MEDITATION

. . ' ~ ~ . '
clasgification of the Indian Mahyana Buddhists . As D.T. Suzuki
says : " ... the Chinese are above all a most practical

people , while the Indians are visionary and highly speculative 42

" The many states and.stages of Mahayana meditation were not

. . {
practical for the Chinese , because of their ( Indian Mahayana
. !

Buddhists ) inter-relation with other religious cults in India '
vhich the Chinese were not familiar with .
In ﬁaﬁy cases these classificatiohs were,modifi;d'. Some
underwent changes or were neglected altogether when the whole
formal structﬁré of Buddhism seeped into China | As Zén evglved
in Ching the steps or'degreesiiﬁvolved in meditation were done
aﬁay with . The ! abrupt ' doctrine insisted on a ' §udden !
reali;ation s which is not necessarily attacheﬁ to any'form ’
orpmnme,Aammpﬁmg(swf-m4Am.)sna,"To
train yoursélf in sitting meditation ( Zazen ) is to train

yourself to be a sitting Buddha . If you train yourself in y
‘ ' 43
1"

[

Zazen ( you should know ) Zen is neither sitting nor lying .
- . .

Again , in a dinlogue between himself and Ma-tzu ( Baso in Jap-
. L C
anese ) .

.

" Huai-jang ¢ ' What .seekest thoy here sitting.cross-
' legged . ' '
Ma-tzu :.' My disire is to becomr, a Buddha ._"~ _
Thereupon the master took up a piece of biick and began
to polish it hard on a stone near by . o
Ma-tzu 1'' What workest thou on so , my master . '
Huai-jang 1 '. I am trying to turn this ( brick ) into

a mirror . !
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MEDITATION

Mm amount of polishing will twmn this ( brick )
: into a mirror . ' .

Huai-jang s ' If so , no amount of sitting éroés-legqu
¢ 85 thou doest will mak; thee a Buddha .F"44

The posture for Zen meditation i; called , in Japanese y
Zazen . Iﬁ is reminiscent of the Yogin posture . However the .
objectives are different ., In Mahayana Buddhisﬁ s a tranquil-
ization and q;ieting of the mind is a way to meditate . Quiet- '«
ism and tranquilization of the mind was‘seen by soéé Zemists .
as too limiting and toé negative.a practice . It was tH;ught to
be a denial of’the will ’ and in Zen nothing is denyed or affirm-
ed ., Medifation in Zen is a letting- go ' exercise . .

w;;n Buddhiem was fi;st introduced to China , and for about
tyo Qundred years afterwards meditation was precticed in its

original form . Slowly this practice changed to suit the temper-

ment of the Chinese . Meditation evolved into a spiritual

" exercise , which allows the inthitive mind to release obstacles

and let down b@rrierd « It could be practicgd anywhefe , not
only in the "' quiet rooms ' of a monastery .h

s Tﬂe éhinese are a disciplined peopﬁe_.'Tﬁey hadlmaﬁy
formal Social conventioanwhich required the individual to learn ,

r

at an early age , the ' right ' way to act-by instilling

"methods of discplining actions and speech’. Discipline became

a habit that the individual was encouraged to develop , not out

o

of competition with other people but out of self-competition .

Zen monastaries are known for their great discipline ,

©
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it is a spiritual libderation from all convention of the

MEDITATION - : ©

their formal methods of training and their ( by our standards )
. i 2 ¢
restrictive modes of conduot . Liberation under these circum~

stanceg y in a Western context , at first seems unlikely . ﬁut

o
!

self . Monastic 1life in -a Zen temple is‘stmpiified livingfh

‘ iny the bare essentials are required , anything extra ié

v ¢ , /
non-conservative ., The -idea behind monastié life is-notito
galn a sense of personal discipline , although that too is a
benefit of these places y but to realize one ' s truq nature..
Thls realization cannot be forced or hurried . . ’

- It does not come from the intellectual atmosphere of the

(sfudy , but from the fields of every day life . For this

reason manuel labor is stressed . Zen monastaries are well

“known for their productivity and cleanliness , yet these

' virtues ' are more of a reflection of devotiop to enl;ghtqn—
ment than the means to thati end .

Meditation , in many monastaries y 18 an integral part
of the training for a Zen monk . It is a learning ' by doing '

ot

experience .

* yours , but it is &Xkind of knowledge that transcends the
‘ [

' doing.' . Total involvement in the ' doing ' allows the

u ¢
practicloner to greet the experience of meditation anew every
. E 4

v

gime it is practiced . o PR

l . * -
" To be totally absorbed in what we're doing is [to use our

P4
powers and faculties at their maximum efficiency! " 45

Learning ' by doing ' is a way to make knpwledge

s et i Zrton




o ' MEDITATION \

X 'fb ' conzentrate ' is to be practical with personal energy .
! Conzentration ' is ah integral part of Buddhist meditation .
The pz'acticioner is told to concentrqte on an object ,
either mental or physical , and to try to maintain that'conzen- | 1‘:
tration ' in formal Mahayana Buddhism . ' Conzentration ' in
Zen c,onsists of allowing the nlaturalflowing of thoughts to come ’

to an end . It is here that action takes place on another level .,

P e S, X o
]

Zen meditation is, this action , and its effect on the

mind is unquestionable . For , meditation releases us from the

D
* .

oy

_ great burden and the great joy of the mind . It releases us

to experience our bodies and our minds without being drawn | 1
into a raging conflict or commentary on all that we are o, .
experie:ncing . |

In Japan meditation evolved beyond sitting still ., A~
' do | 'isa ' way ' . _Iht is a'way'that carries a ‘epi‘ri‘tua.l‘

‘connotation . Many crafts and martial-arts in Japan , as well

as businesses , end in the word ' do '  for example ; Judo \
T'ai Kvan do , Basido , etc ««+ The apir:-i‘cua.l aspect of these
arts is a method of balanc;ir‘xg the secular craft or a.rt' witha
greater,' way ' . | X ’ '
One important facet of dl1 '~ do's’ is something calléd
- ! centering ', Ina physical sense , this could mean the : ¢
center of gra.vit:} . Combined with :;E; do ' this center, is\alsg
a spiritual center . In ' the martial arts it is the denter of

power and strength , where the hidden forces reserve them=

i

i




D

the spiritual and physical center . The training of the

- nowhere are things static . Therefore , any conceptual boundar-

MEDITATION.

selves until called upon’ . This reserve can be trained and
directed . The reglon behind the belly~button is said to be
body

23

and mind consists of ! cpnientrating ! on this region , and de- )
veloping an awarenesq of its sﬁace and'the s;ia,ceAit can effect .
The mariial arts develop this awareness mo that the ch!'i is
directed to ' one point ' . t

Centeﬂng is a spirg‘.tual space-fihdirgg « It is not so
much’ a matter of defining space or enlcffosin‘; épace ’ aé it ia
a realization 61‘ space i'{self . It is the realization that
space cannot be énclosed or defined , except in g‘conceptuai
form . In reality there are = no division.s s no boundar=-
ies . 4 ‘

3 Modern science has demonstrated this very clearly vfhen

it talks about matter being a conce‘ﬁtx‘aﬂon of particles
that are either closer tOgethér:or fuxther apart . These par-
ticles are themselves madg up of‘ atoms and the atoms of elec-
trons , neutréns , and protons which are bound together by
tiug.:ks . Here , mpst dramatically . a.:Ll things are in motion ;°
S X
ied we asaign to things are in reality constantly moving .

| Finding the center gmistlall thié afcf,ivity is like
f'inding the center of something that has no form . It is in
one respect ridiculous to talk of centers in connection with

something wﬁich igs formless. Equaldistance has no meaning in

this context , as thereis nothing to be equal , and distance

’
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‘5we;1 as the end .

MEDITATION

imp].ies an eénd to space which brings us back to bound'a.ries“ and'
concepdions . | |

The sgiritual space-findihg of centering revolveg axround
finding ‘the concantrafioq .of energy , ‘of ch'i of spirit .
Likehed to the concentra;tion of particle..’s that‘ constitute
Eatter s & Spiritual concentration 'is the pléce yhere the ‘
Bpirit is most active .

We , as finite mAtter in space , have a place which is

called the center because it is the place where balance of

. form is established . But s a8 formless spiritual beings ,

thig lance does not oc¢cupy physical space , but gathers

in ti physical . If we , as the Buddhist says are ultimatel,;"
emfty and formless existing in a fqrmless and empty univexise '
f:inaing our center or the center of anything is a mislegding
“%earch . For ., we are; the center as well as the pér@eter as.

Balance is determined by the individual . That is " Man

i\a the measure of all things . " 47 " Balance i8 not a.lwa.ys'

1 .
.the equa.l-distan‘ce of the mathematicia.ns « It can be rhythms

in space , that at first appea:r to be asymetrical When one
'acqulres a rei‘ined sensibillty of balance s things a.re seen
beyond the convent:.onal sense of b'alano,e ‘. Their ‘1nna.te
'ha.rmony is revealed .

Meditation plays a g'reat parLt in the Chinese arts , not\;
just in the process of creatiOn ‘nut also in the apprecia.tion

of art . " Fastern art forms , too , are forms of meditation

.
a

a
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v . MEDITATION

They arc not so much means for expressing the artist's ideas ,

as ways of self-realization through the development of the in-

tuitive mode of consciousness , w48 o , ’
The ‘watercolourist , because of the na 1 e' f the medium ,
must work from a state of ' conzentration ' , for the mediun‘x‘
reqﬁires total presence of mind.. This présehce c;f mind can be
meditative . | '
Beforc; I start 2 painting I sit dOHr} in front of the
pé.pér anc{ ! c;)nzéhtrate ' on how the forms are going to be
placed on the surface . I then mimic the motdons of the brush
with V(sweeping awirls ‘, a sort of painting with air . ‘My body ,

especially my arms , must be limber and loose . Cramping up

in the middle of a painting can be disasterious,if not painful .

~ For me this is a state of meditation . It is a state that o

primes my mind and body for what is.about. to teke place .

! continue this meditative state while the wa.tercolour ‘

‘is being pamted . I let loose my mind to experience all that

ha.ppens y @ it happens . This experiential state is not only
a mind state but a 'Eotal body state . My hand-mind is of one
movement , not iwo sepa.rate functions . Impulses do not come
only from the mind but also from the hand , simulta.neously .

5
At times my hand moves to an area that needs working with~

o

o LN

out being told by the mind to do 80 ,
If you were to watch thia process , it might seem that

the actual .application of the paint must be done very quiokly .

oo . '
But for me , the doer , time becomes a rhythm that is the rhythm

<

[ et 2 oo
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.- MEDITATION

of water a1d colour , It has its own flow., and I am that flow=-

~

N e s v %
.

P . 4
g«»@‘ ing movement . The time-space reached is a painterly space ,

which I do not stand outside of , or beside , or behind , but’ -

- ot . A2

within‘ +» This space-time is , for me , a meditative space ,
one which is alive with Zen activity .
In the state of rmedij;ation and extreme ' c:)nzentration\',
. | @eat creative acts are demﬁnstratéd .- These acts may manifest
themselves in a singlé“brush s@roke ’ or in 'the‘blénding of
two colours , as well.as in the total painting . I experience

this creative explosion from wifhin . The manifestation of

this experience is the painting itself , So that painting

serves , for me ; not only to record this experience , but /

to- actually live , and relive it . o

-
o e, e bt i b < 8 =

a A




CHAPTER IV

Poren ¢ -

4 2

. SIX PRINCIPLIS . Y

Pl

p———

The Chinese culture was steeped in the old . Ancestral §
worship and the accomplishments of the past contributed to O .
the heritage of cultural excellence for which the Chinese are

.well known ., Their love of f‘or;nal s Titualistic practices

found its way into the arts in general and into painting and )

.callimspecifically » This formality was , in part , ' ]

generhted Jnd mainteined by a tradition of literary examin-

ation into'philosophical es well as technical topics in the v P
- arts .

This great literary heritage ( ‘unequalled for manyccentur-
ies in the West ) served to focus and centerb various diacussions
on art by Chinese scholars , ‘artists , and‘critics . The,
tradition of art criticism was by the Sth centﬁry AJD., an A .

established practice . This practice involved discussions of

i o ki e i b S

the nferits or.failures of precedin',;; artists . .'

Hsieh llo (' 500 A.D. ) formulated tl';é ' Six Pripciples ' o .
of paiﬁti’pg . It is believed that these principle; were in B |
- Aexist_ence‘ before his timb , and th;q he copied them from an -

earlier unknown manuseript . Hsieho Ho added a character or

Y

' word to each 62‘ the ' Six Prinoiples;.' ’ exteﬁding thé mean- : o
"49. . ) /1

ing of \eya.ch' principle .’ His essay eptitle:i ' Ku lue P' in L

- ©
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SIX PRINCIPLES g

also includes a discussion of the third and fourth century -
painters and their attainment ( or lack pf‘attainment ) of
the|' Six Principles' . ' \

/ Many-paintgrs were said to have achieved a few of these
' Six Principles ' in ﬁheir work , but few attained all six ,

Only greaf‘masters possesed the means to express gll six

principles . For many centuries these six principles were used , <(j.

by later critics and artisis as a criterion to judge a work of

art , and to decide what class of painter merited status as a

el

master . . \ i .
| Chang Huai-kuan , a famous critic of the Han dynasty ,

divided painters into threé basic classes ; the ' chen '
or diving ¢lass ; the ' miao ' or'wonderful class ; and the

' neng-' or skillful class . This class system was later
Joer ) N ~

broadened (‘and changed ) by Ching Hao , -a critic of
the Shung dynasty in his essay ' Pi Fa Chi ! or* ' Records of
0
Brush wOrk '5. He added a fourth class of pginter whichuyas the

' chi' ao '‘or clever class of painter . He discusses these
i . v

classes of painters as followg t

" There are divine ( shen ) , wonderful ( or,, myster-.
{ous , miao ) , clever { chi’ao ) , and skillfyl,
( neng ) painters . The-divine majes no effort but
achieves.the forms spontaneocusly by following the
transformations of Nature . The wonderful penetrates ,
. with ﬁis thoughts the nature of everything in heaven

and earth , and thua the things flow out of his brush -
in accordance with the truth of the metif . The clever

‘} o * (
e
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DR SIX PRINCIPLES

N T

( or astounding ) painter draws vast outlines which are

not/ in accordance with the truth of the motif ; the ~ ’
thinés\ he makes are strahge-and queer and quite out of
'S . reason 2 This is the result of bn;sh-wbrk without
v-j ,‘ thought .- The skilful  painter carves oxtt ahd piecels
‘ . together scraps of beauty , which but seem in accord -
ance with the great principles ( Six Principles ) s

: ( he forces the drawing and works in a hlghly exageerat—

* . . .ot 4

ed fasluon o It may be said that reality is not enough

for him , as he makes guch a display of floridity. n

P o . Y . ,
: § Bach class of painters was again divided into ' higher .! and’

4

. : .- ' lower ' classes., - - s
oo ~ v 3
L4

. s . )
\ This. class system became standard after the Han ®
- N b N ’

dyn&st; s and critics seemed never to tire of disagreeing

2 : with each Gt’ﬁer about who belonged where and about, the

~

-~ number ' of principles a cer'bam pa.inter possessed y or did not

a
v

2 . : -
-t - e possees .- . . . * A NE

Hsieh Ho's ' Six Principles ' are $ splrit resonance ; -

. »’ '
T two Qbone manner ;Wm with the object to obtain c
- TN T ‘ ~%

likengss ; four -.apply. tge colours"’according to the charact-

) ‘ ‘ . ' . A N ‘\‘ .

. /, : eristics ; five - plan and design | place and.position ; and &
B \“ . ) 52 ) Lo

’ . "8iX - to »tranamit models by drawing o7

\ K N ‘ ‘These ' Six Principles ' becama important not only to

the crities , but also to artists . At ary stage after the 8ix-

th cbntury no_ artist could be unawqpe of their existence .

d 2 Taoist artiats , Confusiousiat aTtists , and Zenist artists .
use&J these E Six Principles ' as governing principles {

. \ - T’hei? :t;aj;n;pg as artists ..‘M.any a_.ttepp?e’d to puf. into

5
s V 4 ¢ " e
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- ' Ch'i ' is the life~-giving quality that hieghtens the other

37.

SIX PRINCIPLES

-

practice tfese principles . f\ ) . -

T “ »
One : Spl& Reamance .. Ch'i yun sheng=tung

s

' Ch'i '°mgans spn:it ; ' yun ' means resonance , ha.rnfony ’

consonance , “harmonious vibrations ; ' gsheng ' means life or
death ; and , ' tung ' means movement or motion of a physical

Kind » P31 gh'i ' hes been translated as., *

responsiveness of the Vital spirit . " 54 " eee v;-ation .

see Sympathetic

through spirit consonance ... w35 But , as Osvhld Siren

says : " It ( first principle ) suggests moxe than itpdefines

and can consequently hardly be rendered into English by four
56 ' ‘
"

words .

, -~

This first principle is considered the most important

of the six, as it is the one the others fely upon . For ,

five principles » and without which , painti}lg is rendered

lifeless . ~ '

Its sp;ritual a.spect cannot be overlooked , for it is
this spirituality that is mysterious a.nd whmh " ... cannot be
learned ."57 Its vitality- i8™ ... a result of the activity
of the spirit ." J° Applied to the art of palnting ' Spirit
Reéénance ' means catching this vitality as it happens’ .\
Tﬁe_reverbera.tion of this iife-giving quality is ( hopefully )

\

amplified by the skill of 6;5 painter and ‘Gehoed in the painting .

s e e e aia R
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[a] ~

Two : Bone Manner , Ku Fa -

! Bone Manner ' is a delightful phrase'for structural brush

work .*The expression of ';Bone ' for this principle implies

b
solidity and natural growth . The brush was used as an ex-

tension of thé'hand bones . Bones generally occupied a symbolic
B ' . .
as well as a practical place in ancient Chinese culture . They

were used 'as divination instruments and are called ' oracle

bones ' . Little is known about the origin of these bones °

’ , : 3
although many have been found all over China . -

-

" The dlviner smoothed off the aurface of tortoise
shell or' cattle scapula and bored into this surface a )
-series of concave depressions ., He then acratched into
thls prepared surface a gquestion the king ( or other
person ) wished to put to supernatural powers .
Touching a redhot poker to the cavity beaside the )
insoribed question , the diviner produced cracks in

o9

the bone s Which he then interpreted as a response N
Ground, b0nes were also uded combined with herbs and giéan to :

the sick , as well as being ingredients in mystic potions .

3rush work is a most impoitant préctiqg o0 “the Chinese .
]

" Their involvement with the brush and its usage has taken the

brush beyond "its technica; application , info the realm of

an expressive tool ; This principle of * Bone 'Manner ' was a
N R " ‘ v

. central focus for Chinese painters . " The structural brush .

‘'work has always been accepted as an element of'prlgary importe

ance : in Chinese painting , forﬁing riot only the backbone , but

the very life nerve of the painter's art . n60 g

38.
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Structural brush work , to the Chinese painter, not onl&
apﬁlied to the art of'ﬁainting bu£ a}po 40 the art of calli-
graphy . 'The structure of the characters in calligréphy islde-
;efﬁined gy the skill of the calﬁiﬁltpher + To the Cy}nese ’
brush-work was & skil%udeveloﬁed By’examipation of the ' mas -
ters ' brush-work and ﬁnswervihg dedication to practice .
Judgameqt,of the skill of a calligrapher or fginter often
meant judgement of'their‘brush-work‘.

The brush is the trensmittér of the aftistﬂs vision , and
its sensitivity as a transmitting i;sprhment is indisputable .
When the brush is held in an upriéﬁt position , with the hand
gripping it loosely close to the blunt end , its sensitivity
is increased', along.with the difficultg'of controlling its

movements . When the hand is not leaning dn a table or the

~ paper- , there is nathing to steady the brush's movement ex-

-cept the skill , or lack of it ,'of the artist . kvery move-

v

ment of the Brush is recorded in ink . Brush-work ’ when pos—
itionéa in this manner , as it is often in calliér;phy , has
influences that come from ' outsidd ' as well as from in-

side ! the artist’s control . All the influencing factors can
rﬁrely be totally controlled by the arfist + The Chinese accept-
ed this ) not with resignation , but with'an eye to the greater
ﬁetaphysicél implications . It is an acceptance , in some , o
way of the hgTan condition and man's inability to manipulate
things beyond his control . p

~ - Spontaneity was highly thought of by the Chinese ,

\ ‘ e o L “ ;I ‘\
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esbeciélly when applied to brush-work .. The Taoists continually

stressed the poidt‘of ' flowing with things ' instead of against
things . Ypontaneous action was in accord with this flowing .

In brush-work , sﬁhntaneity was , to some extent , tne endeavor

to release restricting conscious control and allow this flow to

happen in a work of art . ; Tzﬁ.jan v 61 means ' self evident

or ' self-existent ' . It is spontaneous action in practice .
sApplied to the art of painting ' Tzu Jjan ' devgloped into a’
school « The ' untrammeled ' school of painting , in southern

China had a great following among the Taoist and Zenist artists.

-

It was also a style of calligraphy called the ' i p'in ' style .
This method of brush-work appealed to the Taoist and Zenist

artists because-of its quick , Bpontageous-méthod .

Ie

Chu Ching-hsuan , an esteemed critic of the Sung period

( 960 « 1279 ) elaborated on the earlier four classes of paint-
. . 1 .
ers to include the '_p'in ' or ' untrammelgd‘; class , He sald :

" The spontaﬁeous ( 1 ) style of painting is the most diff=-
foult-. Those who follow it are unskilled in the use of
compasses and squares for drawing circlgg and sgquares .

" They scorn refinement and minuteness in the colouring '
and make the forms in an abridged manner . They grasp
the self-existent ( tzu jan ) which cannot be imitated ,
and give the unexpected . Theref(re this is called the

; spontanous manner , " 62

He later likens this style to a " ... spiritual manner ..."63

The ' untrammeled ' school of painting often used the

g el {3 Sk on -t i onbr 4 7
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' broken ' ink effect , in which the brush is skipped across

. the.rice paper . This method of brushpyork became popular in

the C'hing period ( 1644 ~ 1912 ) . It was refered to as the

‘Fei mo ' or ' flying ink ' method . A dry brush ( one that

’ .
is not saturated with water and ink ) leaves pockets of air

-

that adhere to the mqpﬂiains or high parts of fhe paper . A
textural effect is produced by this rapid style of brush-work .
There gre many tecniques of brush-work . Kach technique

g

produces~a certain'effect « The Chinese uselseveral brushes ,

~. each is designed t0 achieve a certain effect . Great ex-

perimentation has gone into the developement of ‘these briushes .

We , in the Wést , could learn a great deal by studying fhe

. \ . " Y
Cliinese brushes and their uses . The sensitivity and subtly

of the brush=work in Chinese painting and calligraphy has

t

refined the art of painting beyond the forms produced by its

.

use . s

\ Three : Conform with the Objects to Give Likeness

- This third piiucip}e alone encompasses formal rendition
but , when combined with the first principle of life force ,

L3 . -
carries rendition beyond draftmanship . True likeness , for

‘the Chinese , was a kind of realism that involved the mind and

héa:t}as well as the spirit .‘Spiritualzréaliam found its -

v

natural home in ink painting , where objects could be ren~

dered quickly and without too much forethought . So that some-

thing so fleeting , B0 elusive , as spirii resonance could.,

S,
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in an ungarded moment ; leap to'thé\paper . Thus capturs
ing the true likeness thg#4 is beyond form and beyond ex-
plan;tion . As Chang Yen Yuan said: " Painting must be sought
for beyond the shapes . " 64 .

Th%s fourth painciple involves .the artist with the'object'
ﬁeing depiocted in a painiing , 80 that subject and object
become one . From this true likeness is achieved . It can

differ from the conventional likeness , for likeness does not
always cdpture the precise appearance of things , bdbut , can
mean capturing the symbolic or essential charateristic of

a thing , whose form , as Osvald Siren says " ... i never
) * ' 1

constant ... w65 The'never constant'forms.of nature were , to

the Chinese , beautiful .

When the object being rendered was the vision in the

artist's mental eye its true likeness on paper was to conform

with the vision . This vision can also be shaped 6n the paper

Ve

as well as in the artist's eye . The ' splashed ink ' method '

w?

was often used as a sort of inspiration . When the splashing
N ]

of the ink’ spread out,oﬁ the paper , it often naturally suggest-" -

ed g mountain scape or a rocky cliff . Many arpists used this

method for their inspiration , thus , conforming with the

4

object could mean conforming with the suggestion af the 1ﬁ5/,

+

vsplashes .

<

One of the hardest things to learn in painting , is when

‘to stop . In watercolour , the term ' overworked ' is used for -

a

»
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not knowing when the paper’has feached a p\oi‘r;( where the fibers

are disturbed . ?igment will then float oﬁ top of the paper

fibers instead of sj:nking i)\ . Scrubbing is often the cause of

over—woi'king . It may also happen when the artist uses.an in- \ -

ferior paper that does not havé fnu_ch flexibility to it ..

R A St TN L

) , »
To know when to start and when to stop are important

aspects o Chinese rainting . The word ' miao 1i ' means ’ .

literally translated , ' mysterious fitness ' . When it is o
g’ , . ] ‘

" applied to painting this ' mysterious fitness ' means just ‘ M

) , ,

the right amount of forethought combined with a sense of timing |

that intuitively knows when to Btart and when to stop a painting.

~ b A g

This ' miao 1i ' ca.nnot,'be learned in a condcilous manner,

" but must b;a found within , It is a spontaneous reaction , that -
the C'hineae saw as mysterious because it is 'ttlxe way of r;a.ture.
Again , spontaniety was prized as a r?}ea.ns to get at some ess- ’ i
.e'nce of an object and to know , intuitively , when that easence

. 'w‘a's achieved . =~

o conform with the ohjeét to give likeness ' covers

* many expressions in’ the artistivméditim of painting . In this

way a viewer of art is shown‘many ' true likeness ' , and is “¥

abie , through developed perception , to judge whether an art-

ist has ' conformed with an object to gi‘vé likeness *, 1 . i
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Four :_Apply the colours according to the characteristics

Combined with the first principle of spirit resonance ,
this fourth principle ié made richer and fuller . Resonance
is intimgtel& connected with colour . The‘ wave patterns
that colours eshibit are , perhaps /, not unlike the energy
patterns thgt'resohance“has » Both echo sométhing which must .

be perceived in a personal manner to be fW1ly appreciated .

Colour , for the Chinese , was not just the various hues,

—

but also the'graéation of whites to blacks in ink .,Todpee‘
the gradation from blacks througﬂ gray as being colour , is
a réfinément 6f perception .,

This foufth principle includes the use of colour in;the
decorative arts of éeramipa s lacquered ware , and th; paint-'
ing of fans . Ceramics Qas a highly developed arttin China
where.glaiing b;came,a meaxr sclence , The colours in glaziﬁg ?
developed glowly s Certain dynasties cchentrated on specific
célour schemes . These colour schemes had a symbolic'a; well as
a practical aspect to them . The Chinese , as a whole , ;ssigned
s&mbolié significance to the iarioﬁs hues in the colour spe;t~
rum ., The combingﬁione of colours was , to some extent , the |
combining of symbolg . Héwevar this symbolic system waa‘not
rigidly followed by Chinese artists ., In paintiﬁg » green and

gold were used as symbols of the divinity of the origina of

rainting and calligraphy .

!

Painfing on 8ilk involves a different aproach than paint-

o e e G kA
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.

ing on ri;e ﬁgper . Colours react diffefently Qhen overlapped
on silk than they do on rice paper . Outlining €t ' ching
cheh ' with an ink called ' chiao mo” «which %s considered
the darkest ink , was applied afier the colours were oquiik .
Thus tﬁe colours in silk painting tended to be contained by é
dark outline-. g -

' According to the characteristics ' means accprding to
the colour of "the*object being depicted . This principle is
connected with the third prineciple , ' conform with .the object
to give likeneaé ' since , colour should be applied to give
likeness and a sense of_realify o

.

Five : Plan and Design , or Rlace and Position

This fifth princigle encompasses our ideas of composs

ition . " Composition ... in painting is pre-eminently a pro-

blem of ' gpacing ' or of placing the object so that the,inter-

mediate spaces become eloquent and esthetically significant ."66

Sﬁacing was a matter of attarﬁﬁng harmony through placement of

the " ... DJragon Veins .., " 67
]

that produced a balance of composition .

or * Lung mo ' at interveals

The intervals or as the Chinese say ' k' ajho ' ' are the

J . :
' opening ' and ' closing ' of the structural ' Dragon Veins ' .
P 4 ‘.
They are the spaces in beiween that enhance tbe painted parts .

The ' oh'i fu ' or*trising ' and ' falling ' or a paint- -
ing is its general rhythm . Harmony is achieved when the ' open-
ing ' and the ' closing ' and the ' rising ' and the ' falling '

of the structural composition of a painting is reglized s not

o 0
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. v
only within the parts or actual strokes , but within the whole ,

. " If ox,x‘e is able to give the spacing‘ intervals ( k'aiho )
afhd\ the rising an? falling ( ch'i fu ) movement , and
if €uthermore , the oujtlines and the effevcts of life
are harmoniously rendered , then the dragon veins are

turning and bending with the proper rhytmm ., » 68

The Chinese sense of rhythm is hiéhly refined in their
h raintings . It is a&ﬁense of rhythm that is percelved 1in nature
and translated into the art of'la.lndscape painting . So that a
painting of mountainé and valleys was not just a painting
of mo;zntainé and va}.’leys but a painting of the rhythms of nature
manifest in n;ountains and valleys .
The rhythm of the unpainted pats as well as the painted
. vas given consideration . The unpainted 'parfs were made alive
and vitalized by the use of the occupied Bpace . This vitaliz#]
ation of \f.hgﬂtinpﬁain'ted partas by‘the painted became the hallmark
of Chinese ink painting . | I | |

e N - " To call it ( space ) atmosphere or something similar
;/ would hardly be corréc'i: ’ beoax\fe it is not netessarily
P \/eréndent upon tones or vapors , or weshes of ink , it.
is just as often rendered simply by the bare silk or -
paper . Thq enveloping space becames 1like an ech,o. s &
refleotnion‘of "the Great Void y which is the essenceé of
' ' ‘ "' ‘the painter's intuitive mind , " 69 . N '

4
In painting , the 1light and the dark form the two wing‘s'
r \ Of'!_a bird , one cammot dispense with either of them . " If '
\‘0ﬁq can give the right combination of light and dark ., spirit-

ual vitality will epsue ..." 'O In ink painting the light

[
-

!
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and the dark work together , too much of one and thevother is
swallowed , too little of one and the other is overemphasized v
The composy%1on- of a painting involves a balance of
form that includes the liget and the dark ,|t£e intervals ,
agd the structure of the brush-work . In‘the art of landaéape

painting the Chinese artists have shown their extemsive un -

derstanding of the relationship of the parts to the whole and

“of basic rhythms in‘nature . They excelled in the gmall as well

as in the graed spaces o

Six 1 To Transmit Models by Drawing ,

This sixth principle is a call for copying’ from masters ,
and to capture the spirit of the'original painting~. In China
there has been a tradition of copying from very early timea .
In fact, this is how many paintings have been perserved , Often
the coples are all that remain of many great paintings .

To experience tﬁe experience -of the art;st was thoﬁght' ) ;
té be a suﬁreme pleasure . To ﬁo th;s b& painting a copy of
the originai/was to fyse delight and skill .* ‘

‘ To ' transmit models by draving * enables the copyist to
understand the physical eetivity, that went into ° paintihg .
The actual movements of the brush of the masterwre re-enacted
.by copying . The student or hobbyist learhed theae movenments
' by doing ' . Rice paper , beé;uae of its absorbancy is very
delicate , and must be handled with care . If the copyist hes-.

itates too long or moves %ﬁo‘slowlj“, the paper will absorb too

much ink . A t€ar or bioK of ink will result . .

9 TN s B E 1Y g IS S X e W
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was8 the main teaching method for all artists’ .

48.
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\

- . -

- Learning brush-work by this method of copying is an ex-
cellent method of learning by example . To the Chinese , it
‘ Student;s spent
many years learning the art pf copying ' bertain artistp‘ rose
to fame because of their skill at coi)y:gqg . l;{obbyisﬁs de:reloi)ed
their skill in ﬁainting and calligraphy by copying .

Thé lack of i;x\spired creativity cogld ‘never bhe ma::le up -
by mere copying . This c\Ould' h_appen' only when the copyist put
away the original and incorporated the things learned ( by
copying ) into an original painting , Learning ' by
doing ' or by exxierie;zce is still the best tegcher , but ,

3
N 4

unless the pupil-teacher relationsﬁip is transceﬁded , the

knowledge learned from experience is only of a préctical

" nature . Inspiration demands more . The creative and the

original facets of the a.rtis'Q/alfént cannot be neglected

by total submeraion in“the skillful art of copying .

. \
‘

RN




. Q\ ‘CHAPTERVI o

) ' . * 7 WATERCOLOUR

The use of vfater i.n wate'rcolour'ing is & particularly sen-
sitive ‘protcess . It is-an important elqment throughout ’the art
, oI“ watercoloﬁring ’ ‘and is used at a ‘.number t;f sta’ges in the

oy » g

process . -

g ' ‘ The paper , when it is made , is diluted with water tb

spréad out the cotton fibers . Where there is water in the

4 .
! s by ’

pulp there will be air when the pulp has . -

¢

. .. VWater is used in the Btretél}ing of papér . It dissolves

a thin laye? of&‘m@ on the pap;ar , as well as enlarging the .
P fibers themselves . When paper is made , sizing is used to hold
} ‘ ‘ the fibers.togethef . Oftenovan exeessive amount is used . As the ,
mixture of pa.per ’ wa.ter . and sizing dries ,~the sizing rises
- o to the eurface and is marooned on the fuzzy layer of -paper .

Stretching paper washes off the siéing from this layer, en-

. abling’ the mixture of pigment and water to penetrate deep into

-

I

' ) “the bulk of i)aper . Stretchiné also sensitizes the pé.per to the
\ pigment‘ + The fibers swell up with water 4, making the cellular
.walls of the f'ibers thinner » When the paper is stapled or
water-gurm'n &lued to a board the paper cannot, contract . When
,‘. the stretching is finished and the water has dried , ‘the cell-

’ wlar walls of the f.j.bqrs are left open allowing the pigment

o
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- : foi‘ming dryiﬁg lines or brush lines . Bursh lines -appear be-~
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« "o f . -

" to sink deeper into the paper . Water is . also 1,1933 to dilute ’
the'pigment , causing a stretching out or pullirig out of the
we . - . ..‘ -/
» pigment . This produces.a lightenirig of value .

N

* " The pigment ; by the time it is in tube form:, is two-'
thirds water . This varies from tube to tube . The more con-'

. o . . ’ /
)cen'trated the mixture is  in the tube , the more water is ‘».,' .

~ - .

needed~ to"td‘ilute the m:.xture « Some tubes req\ire more water

s

than others f‘It is much easier to control the mlxture by the

< v

use of water than by the uge of pigment . A little pigm?t will

go a longlway . PN 1

. Water can also be used directly on the paper ju~t before ) 2
. applying the yater-pighent mixture . This technique is very’

ugeful for washes of large areas . Wetting the paper before

painting also keeps the paper‘ from drying unevenly and from

cause the pa.per’ {s drted out from stretching . The first

-

[ ' . . ‘,
stroke on the paper is absorbed deep into the t‘ibers*, leaving \
-

the uppermést 1ayer free from-the ixturem'heweecond stroke - -

is_placed on or near the fir?t ’ and this layer is resoaked . -

L

t

The result is visible brush strokes . Thia technique can be .

used_ *to proBuce textural effects , or , it tan happen out of
, Lt ' ‘4
. ignorance of 'the nature of the medium . »

: Water is responsible for many effects in watezcolour . To

understand its natume the watercolourist obeervea the effect ‘
. m’ .

" it has on either the brush , the paper , or the pigment . Ex=-

LIS
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_Colour

.m'atter of cancentration of particles and tcnal value , The dis~

water .. If this mixture is combined on the pallet with care-

-and with water . This varies from tube to tube , from brand to

- 5]

WATERCOLOUR
perimentation is one way to ohserve these effects , When the ° ‘ .
watercolourist fully understands the nature of water , its

\ -

use as a tool and as a \toy in the process of watercolouring ,

the whole art is heiéhtenéd by personal experience e

N Ny S

" The mysteries of col,gizr have been e:épi/ ed for many

generatior;s because it is. an integral’ part of the s_{ory 'oif mar'g“ }

in his eternal striving for pe_rfgction in the arts and - )

’ »
. 1 , i
sciences ," U .

¥ ’ .
The study of colour is intimately connected!with the *

study of light . Both , when applied te the art of watercolour 5
enable the watercolourist to ﬁ'erc.eive subtle’ variations in
tonal value . Watercolour is juststhat , water and colour .

A stuldy of both water and colour will deepen an understcnding v

s
“

?f the medium .

Colodrmixing is & fine art . Colour 'in ‘watercolour is a

tance betweén one particle and the next ia separated by

and pnqgrstandi;lg the resulting colour will resound with con-
aistency . Tenal value', in watercolour » involves an under- ‘ ’ (
standing of the different colours used and the quantity of

colour ﬁs‘éd o | - i | Lo

Different colours react differentI'y when mixed tpge;hér "

brand . The .powder pigment in both oils and vatercolour is

4
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~acid . It got ite }ame from the original Which éas ground

WATERCOLOUR

the same ., In’ watercolours this pigment is mixed with water: . ‘
soluable gum arabic , glycer.tn., and water .

The Chemical or natura.l formulas in colour pigmtents is the

science of colour combination . The folYowmg is a list of

some colours in watercolours and théir composition and char-

acteristics , !

flizarin crimson - This is a coal tar derivative- whose origin

is aocredited to Sir William H'eﬁry Perkin in 1856 , 12 . N ’

Cadmium red - This pigment is a comparatively mddern pigment

and is made of cadmium sulphide and cadmium selenide . "The
’ / - ’
selenide gives the red hue , It is best not to mix cadmiums

w1’ch dead compounds s Chrdmes , or copper compounds , if

uniformity of colour is de.sired y &8 these combinations tend .

to separate either in the pallet or on- the paper . s

Venetla.p red - This hue was made of ferric ox1de bu’c today is

a blending of oxide of iron and calcium sulphate or gypsum . 74 -

Colbalt blue - This hue is a compound of colbait and alumina .

A high percentage of the world's supply comes from Cobalt

. , .
;-
Ontario . ! . oo ‘

-~

Ultfemarine blue - This hue is a coinplex compound -of eilica_ '

contaixiing alumina , soda , sulphur, and combined sulphur

"

lapis lazuri and ocould only be gotten beyond ( ultra ) the

seas ( marine ) . Its chemical eythentio , again,should not"

be* mixed with ﬁ-omee or coppefs > [

t

Cadmium Yellow = 'I‘hie /co‘lour 15 one of the most per.nanent' i

[ L

A
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yellows known . It is derived from sulphide of cadmium ., 76

Yellow ¢ch®e - This colour is made of either iron oxide or
.native raw earth , It does not mix well with alizerin crimson

el v : , |

or madder red . 17 .

Chrome green - This colour does not mix well with sulphur i
compounds , cadmiums , ultramarine blues , or lake colours ',

]

It is usually made of va.'rying proportions of chrome yellow and
i . prussian blue . [ | ' .
Ivory black - Generally , blacks are made of carbons . Ori.gin-
ally , it was made from charred ivory chii)s and shavings , but
owing to the scarcity of ivory on the market , it is made of
A\ charred shin bones of sheep , ”
a ‘ 80
QU La.mp black ~ This is made from 0il carbon .
Colour mixing in the pallet requires conzentration ' and
. precise timing . If the watercolourist does not stir th? mix~
ture of water and pigment well -in the pallet , particles-of
pigmerx"t sink to the bottom and the water ~w:Lll rise to the
~surface . When the brush is ' dipped into the pallet , tne tip
will hit the bottom and gather the pigment particles , while
© %~ -the r\_eat of the brush soaks in the watery mixture . The
result , when applied to paper ,7 is inconsisterrcy , Chinese

and Japanese summiy-e painters use this ;nethod with fantastic

results , but it is a method that requires much practice. .

Tube colours retain their freshness only in the tube .
When they are left in the paliet they dry out . If water is

added to this dried-out colour , the part‘icles will not dreak

s e e N
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¢
dgwn as easily as if they were lgft in the tube .  Conservation
of colour is another wqy to protect the freshness of water;
{Golours .
Transparencies occur in watercolour by over-lapping one
rﬁolouréd area with another and with the natural, gyansparency
of the medium . The result of over;lapﬁing iq différeﬁt than
mixing the tyo colours on a pa}let . Over-lapping colours on
paper changes thé reflection of light . w1th this change s the |,
actual colour of the.over—lap is changed .
. Particles of one colour may seperate and settlé in diff—
‘erent areas than porticles of another colour ., A spécklgd
'effect may be produced with this method of colour mixing . This
effect is quite dynamic , as the overall colour efﬁect.is one
‘of joining by association or proximity , rather than one of -
*actu{al mixing . )
Anothér technique‘used in colour appli;ation is gradation

from light ( diluted ) to dark ( concentrate ) , or from one .

colour Jto another . This ' split fountain ' effect is very'diff- -

N

icult to handlgwﬁiTheAsuccess of it depends upon the colours
used and the manner of their use . Generally , it is more diff-

‘
icult to start from a dark hue and work into a lighter hue .

If the transition from one colour to the next must happen
within a cexrtain space designated for such transition , cotrol
and understanding are of the.utmost importance , The only way

to understand this technique is to practice it and observe what

"=
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" being acqulred can later be used as techniques . The art of

bceomes a means of subile transmission . The subtlety of the

_Light

"light is the study of colour and matter . The inter-relation

' relatively inessential. differences between their constituent -

WATERCOLOUR

hgppens o The pigment and yater mixture is coniro}led by the
use of the brush . If the brush is dipped into water at any
time during the gradation , it will not be & uniform transition.

When an adequate knowledge of the nature of the medium
and the materials used is acquired through practice , the

various’ accidents that happened while this knowledge was

the ' controlled accident * is one of the watercolourist's most

useful techniques ,

'

A1l techniques in wateroolour can become more than just .

¥

' tricks of the trade ' , they can become a means of self-

4
expression . Aqway to produce desired effects with watercolour

medium allows the artist to express the subtleties of “colour

and form in apersmal experience . )

{

" A1l we see hinges on the emission of light and the re- ‘

flection of 1light . Light is to agll living things their live- q-
) ‘ 0 !
lehood . To 1t all things owe their existence . The study of

\\‘ “
of colour and matter with light is the study of the universe

4 .
itself . Light is matter , colour ie light . " The differences

between light and bulk matter , are now thought to flow from

B
particles . Particles ... of all kinds exhibit wave proper-

ties , n81




WATERCOLOUR

The effects of light on matter require careful obser- . \

vation . To actually observe light particles a Speéial lens’
is needed ,but to observe light particleq en masse the ;
ﬁuman eye is ;ensitive enough .

) Sir Isaac Newgkn was the first to give 1light seriqus
consideration scientifically . His experiments provided a

basis for the continuation of\a study that has branched dut

into a number of specialized fields . For instance , spgctrology

82

ig " The study of science of specters,'’ Optics is the’

"-... science oflsight or of the mediumxof sight., i.e. 1ight ’ !
. |

that branch of physics which deals with 'properties and phe-~

nomena of light . n83

Although Newton's studies were connected with his en-

deavour to improve optical instruments , the study and

classification of seven spactral colours was énalyzed by him .84 o i

With the advent of specialized optical instruments ,

t

tﬁe spectral colour chart was broadened yo include the ult;a—

violet and infrared'spectrum vhich are not visible to %he

human eye ( but are to some lower forms of life ) . Gamma rayi?,
’ /

X-~rays , aﬁd radio waves oscilate at higher or lower frequencies ,

and are beyond human visual detection .
. d
Modern physics has concurred with Newton's discoveéry that

light is a particular kind of matter . This conclusion has
gained considerable importance in the study of physics and will

‘continue to evolve as the study of physics evolves .
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WATERCOLOUR

v

. Observation is done by ’everyone . C[m;scious and unconscious
observat;oh is not only. a sight-oriented sense ., We also obse‘r-
ve with our ears y with the sense of touch , taste , smell ,
and with all our mental activities . Rl |

A conacious study by observation devel;)ps the sensitiv-
ity of all the senses ., Visually observing the effects of .
light on matter sharpens our sensitivity both to light and
matter . This fine tunimg of the sight heightens visual per-.
ception-. The iraining of visual perception in the artist is
a natural and a dgveloped skill . By learning how to observe,
the artist actually observes more .

L3

'I_‘extuf; colour , and form are directly related to
light . Texture is often seen as shadow » produced by the

' /
angle of light . Colour is the frequency at which light
' -
/

vibrates . Form is defined by light . A h'eightened\ sensitivity

to light gives a heightened sentitivity to colour , form and

For the watercolourist s a heightened sense of light is.a
. - 4 “
heightened sense of the medium itself . No other medium re-
lies upon the artist's knowledge of light as intensé:ly as does -

watercolour .

Light plays an important role. froh the beginning of the
process to the end . The more the .watercolourist knows about
light the mor; hé knows about gatercolour » It is in the
naturé of the medium to r”eflect light is a ‘particula:.c way .

Light actually sinks into the papsr and reflects through the

N
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colour . Thg grain of the paper will gffaect this‘reflection .

-~If the paper is rough , light will bounce more directly off

v

the paper . Both ropgh and smooth white paper channel light by
reflection , When colour is introduced , the reflection of
ligﬁt is changed by the absorption ox reflection of the par-.
ticular colours used . Because colour in watercolour is s
in itc primary stal’;e \,’/ pigment particles , these particles
either sink into the paper or ﬂbat on top . If the partitles

have dissolved and sunlj?hto the paper the fuzzy fibers will

remain transparent if not , they will héve the heavier énd) .

\

larger particlec attached to their surface . Light passes
through this fuzzy layer , hits the dissolved colour in’ the
| .
fibers , and bounces back om absorbs the liéht according tc
‘~ : .

the various characteristics of the specific ,colour used . .

Where the mixture has sunk below the surface fuzz and

below the top~most layer cf .the paper , the natural whiteness
of the paper will directly reflect light . RS
The use of opaque colour in watercolours covers the
surface of the papér and doesAnot "allow 1light to penetrate to
the fibers below . Gouache and acrylic palnts have 1:hin5-s~ in
them that plug the fibers of paper or canvas . Traditionally
white and black are not used in watercoloﬁring because they do
not allow light to penetrate to the fibei;s of tlim paper .
The effect oi“‘.' reﬂected light in watercolours has a
distinct character .The motion of 1ight on and in the paper

gives a particular shimmer to watercolours that they are well

D s bt =
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WATERCOLOUR

known for . This vibrgncy accounts for the freshness of the

medium .

’ When g:!ass is put ’6ver a fipiehed watercolour , érgother
reflective’iayer is added . The rays bounce off and diffuse into
the glass . Those rays thét dtffuse into the glass hit‘t}ie paper's
surface and below the surface , bounce around the paper , re-
flecting off the hills and valleys and reflect back through
*the glass again . 'l'he’ effect can be breathtaking .

The use of iight in the reconstruction of forms in a
watercolour is a highly technicala feat. No other medium requir-
es at;éh a delicate hand as does watercolour in rendering ‘forms .
The_curvature of e; form has different kinds of light ‘at diff-
'erent points ., The intensity o;'\\light on an object heighténq
this difference . When a strong direct J;ight hitsh a curved/
surf;.ce , shadows and—seflections from the object 'ligh)ce.d , and
from the surrounding objects , change the intens{ity of the Te-

' [

flected light .
’ If you take a cup &nd 1light it from an incandescent bulb,

certain shadows and reflections can be seen . Core shadows ,’
as well as shadows from the curvature of the cup , and shadows
# '

produced from the cup iiself , are of a different intensity .

The light on the cup will have different reflective qualities ,

as well as different intensities . Light will reflect. from
. Y
the cup to the surface under the cup , and back again to the

cup . The colour of the surface under 1';’he cup will tint the cup ‘

o -

when ligh1:, is reflected from it to the cup . The-highlights

L ez LR b2
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’ .

appear white to the eyes , and where the cup is not highlighted P

but 1it , the texture of the cup will create little highlights |
and little shadows . The curved surface or turning edge of the

cup 18 lighter than at other points . »

ETY Y R

All these factoxjs are complexified when a watercolour

painting is done . The reflected light changes , and the shadow

changes , can be all dona with df'lfferent densities of pigment
and water . A highlight can be produced by pulling ' the

Pigment , that is , 'by adding more water to the mixture , or

™

bjr Just using water alone . A gradation of colour can be done ‘ I

by adding or subtracting water . In.other painting mediums , the

lighted and shadowed areas are usually done by adding white or i
black or another darker or lighter hue . This can be done at
any time in the case of oils , or redone at a later.date , as in

. acrylics . It 18 not so with watercolours .

Developed sensitivity of the use of water as light , in -

watercolours, develops an artist's awvareness of light iltself .
2 . -
When this awareness hecomeé ingrained , with careful observation .

. R .
and experim@ntation , the experience of light transcends the

’, - secular art of watercolours .- -

, Brush Usge' - ' .
7 The techniques of brush usage ar_e” develbped- through ' ’ .
practice with the brush . This practice is 8 deyeloping of

- , . s’ensi‘tivi{;y », both in ihe hand holding the tgrﬁsh and in the

mind of the watercolourist . This sensitivivity helps develop -

perception and observation . Perception is developed with the

14
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"]

knowledge derived from famjliarity with the brush , and ob-

. sewafiion is developed by seeing what happens unde.'& different

“ .
uges of the brush . \

There are many brush techniques in the &rt of watercolour ., All |
rely upon knowledge of the materials used . Knowledge c;f a
the different colours requires diff{erent techniques . Diff-
erent ‘papers have cfifferent' textures , so that one tecl?nique
on a certain paper may result in success , ;zhile the same
technique on another paper ma; result in failure .

All brt)xsh techﬁiques require senéitivity to pressure , 1o
. the action of thevbrush » and to the amount of pigment-water
mixture in the brush , The amount of pressure on the brush ,
as it flows 6n the pa.plar determines the a.moun’t of pigment-wdter
that will be released . ‘

If too much pressure is applied on the brush s too m\lch
- pigment-Yater will be released .. It will fio&it oA the\ sur-
face of the paf)en instead of éoa.king into the paper .

The action of the brush is its flexibility .Constant
use of a poor—dn‘al;lty brush will w:aar out the action c;f the
br\{zsh hairs . The flexibility of the haira determines the -

gensitivity of their response to movement .

Tﬁe amount of pigment-water in the ‘bru‘sh detém%nea the
way 1t flove out of the brush , If the brush is loaded , that
is , full of pj:.gment - wafer , it will flow 'in a different
way than if tﬁe brush h’a:s only a 1ittle pigment-water in it .

Pressure determines the amount of flow to some extent , but ,

-

1

o bt Vo e




¥

.
. . -
Iy - A
« f
f
.

WATERCOLOUR

if the brush is totally loaded , even the lightest pressure’
will result in an over-fowing of pigment-water . -

. The point .of the brush is; y traditionally , su;posed to
be very fine .”When the point of a brush flattens' out or when
it won't come together , because of age or gquality , the - ,
marks it produces on the paper cannot be very'fine .

Often wa}eroolourists reach a s_tage where they'use only

.one brush for both fine work and for broad washes . The point
- of "the brush should be given special cén!i;leration for this

'met}hod of working . Pressure wears the point ou} and -drastic

pressure kills a brush . A light hand for both washes and fine )

work will extend the life of & brush , o L

s

; Keeping ‘a brush in working orde} is a necess‘ity for all
watercolourists . Proper washing , storege , and usoe ca;x .
extend the 1ife of brixsh a éeat deal . Proper Qashing r;-
stores the action of the hairs and yashes off extra pigments’
fi‘om' the hairs , Soap robs the hairs of their natural oils
vwhich help. retair; vater . Excessive washing will shorten the !
7life 'of & brush as will dgfi'cient '{s'at;hing . A mild soap used
sparingly yil_l ~clea,n a bruéh well . I;i'oper storage will protect,
a brush from moths , who lay their eggs in the heirs , and who

_later eat the  hairs , Dust is alpo harinful to the hairs
of a brush . Dust-}\aé certaid acids that can destroy the hairs

\ 3

of a brush , so it is a good idea to store brushes in a. closed

.

container . \ ‘

The brush is a linking instrument in watercolouring .

2




t brush technique becomes an e;pféssnon of the artist .

63.

* WATERCOLOUR . _ } -

Tt links the pigment with the paper , the artist with the

menifestation of his viéion y and the wétercolourist with

his medium', There are many types of brushes~,aput the one

that is right is the one that works well for the individual
watercolourist . Basically , the higher quality brushes will
copt more , Lower cost does not necessarily ‘mean it will not
work properly , in fact~many*}ow cost‘brushes have an endear-
ing quality fb them .’bften a certain textured stroke is only

achieved with a low cost or poor. quality ' brush .,

14

All brush techniques were , at some time , experimental . P

When an gdaquate knowledge is acquired , through exbe;imentation,
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CHAPTER VII

CONCLUSION
L N 7 :
In my own watercolours I. atteppt to achieve a balance

of Tight and dark , of controled line and of loose line ., I
try to use the}white of the paper as ii’ght . I give the .
dg.rk areas special q;nsidénation y for 1 find that it is
o -
‘in the dark that the balance of light ia either achiewi\ed or .

fadls . Ideallythe light areas and the dark areas wil§>&‘ :

g'ive & senge of breathful movement of rising and f;@lling -

Y]

whicﬁ the total composition wiil hopefully,accentuate -,

. I will often do a number of sketches that I think will work . .

> - | s
when . . watercolour ip applie@&. Composition , for md , is -~

o

so-cnlled exterior reality

a matter of balance between
. » 1}

a:;d interior reality . I use landscape to convey %his

balanc%because I feel it is most suited to my method of .

i/-‘- 5‘}

Watercolour , for me , is a médium that requirés {o}al

woi‘king .

‘conzentration not just Trom the - conscious mind but from the -
subconecims rfind ., This dirécting of attention leads me' 1nt0

a world heyond woXds , wherﬁa subtle physica.l tranaition . .
' !
from one colour to another .takes on a mystical quality

thd.t{solidlfies in the material , in the paper :Ltaelf This

"
!

: mystical quality , for me , is spir:itt.lajf

" : ' o -
. 1 . .
. . . . . =t
.
.
. .
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GONCLUSION ° , -

I attempt to discover a space that_ is at once linked
to ph'ysical space ,’suc}‘; as'a landscape ,"and , to a spa;e
that is spritual . This §piritua1 space , for me , has a
purity so intense and luminous that when it is acbieveéo
a certain'breathfulnerss can be felt fz:om it < To giscovez!
this luminosity some Bg:v:-ea.t barrier is broken . The in-

spiration of discovery of this spiritual space transcends
Y

'the: prac‘tice of watercolours and allows access into a world ,

. bwyond descrip'tion ..

. L
For me , watergolour is symbolic of this spacé as well.

as being this space . So that the reflegtion of light ina .’

wat;molour is also the reflection of a s‘piritual N

The saturation of pigment and water into the fibers-of the

»

paper is the sbaorbtion of this other world into the vorld
of’ physical thi.ngs .« - ‘ -\

I carry on & tr_adi‘i_ion of igamslation . of translating a

‘ o

certain sensibility to a solid , of trénslating thoughts ,

»

images ’ idea.s s emotlona ’ colours » into paintings . The

tradition of this mani festation , 1 believe ., grows with

pe.inting . . /

The spirituality" of pa.inting does not only exist in

[}
religious subjects of the Itaha.n Renaiasance « It can

...manifest itself in the pure' space of & monotone wash or

~

in the complex composi'sion of a Carrivagio .

%
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CONCLUSION 4 ' o ;
In my own work and in.my life I attempt to follow the
Greek dictum of ' know thy elf ' . I believe the subconscious
T isa linﬂ to the infinite , and that this infinite is very
\ L, much suited , in human terms , to be relected in a painting, :
a piece of music or iﬁ.-A any cele'bz"ation of life or death . )
So waterqc;lours serve , to link all my experiences of life
- into one act of creation , where there isno 'I ' or ' me '
. \ ~
but only the wavebeat of existence and nonexistence . . E
- l 4 - - }
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NOTES

I4i o {

7 .
1 Dalsetz Teitaro Suzuki , Zen Buddhism , Selected Writings of

D.T, Suzuki , edited by William Barrett', 2nd ed.-( New York,

1956 ) @ . 129. 1 o

2 Osvald Siren , The Chinese on the Art of Painting , 4th ed.

N

\f "\\
‘(I\ewY?rk,1963) y Do 20 . N T— ,
N ‘
3 ! Conzentration ' -~ consentration .

4 Bankei , Daiho Shogen Kokushi Hogo , edited by Furata and
D.T. Suzuki , ( Tokyo , 1943 ) , Translatién read to Alan .W:
Watts by Professor Hesegawa ,'in Alan W, Watts , The Way of

Zen , Tth ed, ( New York , 1962 ) , p. 162 .

5  Chiang-tzu , in Alan W. Watts , The Way of Zen , Tth ed,

¢

( New York , 1962 ) , p. 32 .

6 »Kakuan , Zen Flesh , Zen Bones , Transecribed by Nyogen , ( Ver-
Id

. , 4 . R
+ mont , 1968 ) , p. 184 . i \ .
[4d
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