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ABSTRACT

A Case study of An Artistically Gifted

Chinese Girl: Wang Yani

Ligin Tan

This 1s a case study of the development of artistic
ability in a gifted Chinese child, in particular, Wang Yani,
a painting prodigy. It is probable that this is also the first
study, to investigate the relationship Dbetween the
e¢rtraordinary painting ability of such a child and Chinese art
tcaching methods. It offers a basis for comparing artistic

talents in China and the West.

The thesis presents an in-depth analysis of the three
main periods in Yani's work: success (age 3 to 6 years),
cnploration (age 7 to 11 years) and silence (age 11 to 15

years) .

The success period reveals her gift for representational
means involving brush-ink techniques and the order—-formula

tecaching method to express her childhood innocence.

The period of exploration involves wider themes, ranging

from the personalized plot to forms, materials and media. In



addition, her brush-ink technique cvolves turther.

The period of silence reflects the beagrnning ot adult

consciousness. However, she 1s unable to show on  cquivalemnt

development in artistic maturity and selt-development.

Three factors are important in analyzing Yaniu's general
education: 1) learning methodology, M) environment al

influences, 3) heredity, ( her family and the surrounding

social spirit). In addition, her talent is related to three

traditional Chinese cultural factors: the order-tormula

teaching method in art education, the naturalistic ink-charm

of rice paper as a medium and the traditional Chinese ethic of

hard work.
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CHAPTER 1

INTRODUCTION

A. Painting Prodigies

Due to the relatively liberal political and cultural
climate prevailing on mainland China, the overwhelming desire
of many Chinese parents to improve their social status was
implemented through the commencement of their children's
education at the earliest possible age. The social trends for
early childhood education on the part of parents dictated this
change in philosophy. At this time, parents were seeking
common recognition in terms of education of their children.

As a result of this new development, China, in the last
Lthirteen ycars, has seen the emergence of a large number of
child prodigies in the area of painting and calligraphy.
Child predigies are, however, not limited to one occupation
sucl. as painting and calligraphy, as some of these children
simul taneously undertake poetry, calligraphy, and painting.
An important e:nample is Jin Jin, a 6 year old from Shenyang.
Her exntraordinary development has aroused the interest of
eminent Chinese child psychologists, literary experts, poets
ana art educators (Xue, 1990).

Despite the concentration on many artistic fields, some
children specialize in painting only a specific kind of

animal. A good exnample, is A Xi, a 17 year old from Guangxi



province. He paints cats {(Ke, 1938).

Some of the children produce calligraphy comparable to
that of their famous predecessors, like four y-rar old Chen
Xiao=Yin of Zhu Zhou in Hunan province (Min, 199Q).

Some Chinese child prodigies have attracted the attention
of North American child psychologists who specialise in the
field of child art education. Wang Yani, a 15 years old trom
Gong Cheng, in Guangxi Province provides a good e:xample.  She
has gone on numerous exhibitions and tours both at home and
abroad (Ho, 1989).

In view of the unfamiliarity «f most North Amcricans with
young artistic talent in China, it is my 1ntention here, to
explore in detail Wang Yani's works in order to study the
development of artistic Chinese child preidigies. It 15 also
my intention to compare my findings with those of similar
studies, and to present the lessons that «arce learned from
them. In addition, I will express my opinions, ospecifically,
on the relationship between the development of the painting

ability of talented ycung Chinese and Chinese art education.

B. Brief Biography of Wang Yani

Wang Yani was born ( May 2, 1975 ), the daughter of a
Chinese artist, Wang Shigiang, in Gonqgchenqg county 1n the
autonomous region of the Zhuang people. Thic 1o g minority
group in Guanxi province in Southern China. It 15 caid by her

father, Wang, Shigiang, that on her entry into the world ohe



was greeted by the smell of o0il paint that is "inseparable
from our profession." (Warg, 1987)

fYani's mother, 1s a typical Chinese housewife who takes
care of the household and provides moral support for her
husband, son and daughter, Ysni. ( Yani has a brother who is
two years her junior (Gotze, 1987 and Ho, 1989)).

It was under her father's guidance
that Yani started painting at the age of ?
two. According to Shigiang by the time %
she was six, she had already completed
over 4,000 paintings. At present, her
work numbers more than 10,000 pieces.
Her works were exhibited in Shanghai,
Guangzhou, Beijing, and Hongkong where
they att.acted widespread attention from

Chinese artists and the general public

alike (Jiang and Huang 1984). Following Figure 1 vYani at Opening

of the Exhibition in Canton

- e : 381 (from Gotze, 1987
this, there were further exhibitions in !®%! (from Gotze, 1987)

Japan, Germany, the United Kingdom, and the United States.
She has now commanded attention on the international scene (Ho
1989, Gotcze 1987). In addition, she has also aroused the
scholarly interest of North American art educators and
psychologists.

At home, in China, Wang Yani achieved fame: she is the
youngest solo painting exhibitor, the youngest painter to

publish a volume of works, and the youngest person honoured by



having one of her designs grace a Chinese postage stamp (lau,

1987) .

C. The Purpose of the Study

The purpose of this study is
to inquire into and research the
development of, and support for the
extraordinary artistic painting

ability of Chinese children. In B

order to do so, I will focus B
particularly, on the work of Wang:‘”-
Yani, which I will conveniently Lffi
divide into four (4) broad f?g?nEZ Tann on Pant g (et o,
analytical areas: |

1) Her training, the unique path her learning

experience followed and the way in which she

learned;
2) How her gift for painting developed;
3) The differences and similarities hetween her work
and the work of other gifted Chinegse children; and
4) Exploration of the Chinese artists poerception of

Yani's work.



CHAPTER 2

REVIEW OF THE LITERATURE

With respect to the critique for Chinese painting, the
carliest literature available on Chinese painting tradition
was put forward by Xie, H.({ AD.459-532 ) . He did extensive
rescarch in ancient Chinese painting which is presented in his

work A Criticism of Ancient Painting ( Xie, 1962). In his

crposition he enunciated the famous Six Canons of Painting for
Chinese Art criticism: deft brushwork, venerated traditions,
well planned space, versatile colours, accurate likeness and
life-1like spirit.

Later, Jing, H. (A.D. 903-919), in his famous A Note on

the Art of Brush ( Jing, 1974 ) erased the six criteria

previously put forward by Xie, instead he mentioned: Qi
(spirit or essence); Yun (charm); Si (implication), Bi
(brushwork), Mo (application of ink), and Jing (composition).
He also listed four requirements for evaluating paintings:
shen (spirit); Mias (ingeniousness); Qi (rarity):; and Qiao
{(skilfullness).

A more central development came later with G. Wang (1679)
who collected and classified thousands of order-formulae which

are used in Chinese painting'. He presented this in his work,

An order formula is the prescribed sequence of
strokes for making an image

5



The Model of Painting Technique in Jie Z1i Garden. In addition,

he derived the order-formula in landscape, bird-tlower and
figure. He also presented an incredible level of detail and
numbers of strokes on the way to draw a tree, stone, leat, and
flower. The order-formula of dots, for example, were derived
with dozens of topologies, each one has a name and specific
use for one kind of leaf or stone. These order-formulae in
art education have greatly influenced the generation ot
artists that followed and are still in use today.

With respect to the investigation of Chinesc art, one
case study was published by Woo (1981). He used the famous
painter, Chi Pai-Shui, in order to 1investigate Chinese
aesthetics and to try to assist Chinese art teachers to
explain the subject to Western students. Woo claims that
there is a much closer relationship bhetween the lite of an
artist and his work in China, than that which e:ists in the
West. The Chinese tradition stresses the ethical sense behind
the artist's work. Woo, for exzample, assumes that Chinese
artists capture the spirit within the subject and qgo beyond
Western art with its mere depiction of cutward form.

With respect to the investigation of Chine=e child art,
Martin, (1981) wrote an article about the child prodiqgy Wang
Xinhai's drawing. In addition, he interviewed his father,
Xinhai, a nine-year-old, was hailed as another Picasso in
China. It was evident that he was an excellent painter as he

had utilized widely different styles rang:nqg from traditional




Chinese ink-wash to twentieth century styles reminiscent of
Walt Disney. His inspirations mostly came from movies, TV,
zoo and radio.

In addition, to the article by Martin on Wang, Xinhai,
Zu, (1984) did a reportage on Xinhai. He reported that Xinhai
was born in an artistic family, and that, at the age of two,
his father Wang Tongren, taught him. His father was an artist
and professor at The Central Institution of Fine Arts in
Beijing, and became Xinhai's first art teacher. ¥Xinhai had
great interest and made high demands on himself. Xinhai was
reported to have visited 200 mural museum, art exhibitions and
artist's families. In addition, Xu asked which TV, movies,
and radio stories he listened to, and which children's comic
and science books he read. Xinhai replied that it was in the
hundred's. The content of Xinhai's drawing is liberal. At
the end of his article, Xu asked two rhetorical questions: "Is
it necessary to put Xinhai into a formal Fine Arts University?
Is it possible for the method used in Chinese University to
kill Xinhai's prodigious ability?2"

The third child prodigy reported on, was A-Xi (Tan,
Wenxi) . Ke, (1988) wrote an article about the chiid, He states
that: "A Xi got an education from his father Tan, Zhengrong
and the famous artist Li, Logong. This prodigy specialized in
cat drawing. He drew ten thousand paintings when he was age 7.
The honours he got came from incredible hard work."(P_ )

The other child prodigy examined was Yani, who is the



principal case under study in this paper. Jiang (1984),
witnessed Yani's paintings and had the opportunity to speak
with Yani and her father. He noticed that Yani had mastered
some of the most important principles and skills of Chinese
art. Jiang also suggested that educators should try to
understand the pure spontaneity of children, and that,
practice makes perfect.

Wang, (Yani's father, 1987) documented a lot of material
concerning Yani's drawing ability, her interest in art and hex
learning process from age of 2 to 11. According to him, Yani,
at age two, showed an interest in the world of art. Wanqg
remarked that he had never even considered giving her instruc-
tions or guiding her talent. However, he noticed that monkey:
occupy the centre of her childhood world of artistic cendeavour
and when she discovered that monkeys alone provided insuffi-
cient scope for depicting her feelings and desircs, she began
to explore flowers, portraits, landscapes and birds. He:
deduced that Yani has a strong imagination, remarkable powers
of observation; and an exact memory where her painting are
concerned. He also, inferred that, Yani has no definite theme
in mind when she takes up the brush. Her pictures reveal the
restlessness characteristic of children.

Goldsmith and Feldman's (1988) study of Wang Yani,
compares Chinese and Western art. They reporterd that while
Western painting used light and shadow to giwve the appearance

of three dimensional space, the Chinese traditinnally attoenpts




t depict the essence of form. They asserted that Wang Yani's

qgift was partly a gift inherited from her parents, and also,
the result of environmental and cultural support. They claimed
further that Yani possessed the mature perspective inherent in
child prodigies. After the age of sii or seven, Yani's art
was less egocentric and showed the characteristic themes of
adolescence. They further asserted that the making of a
prodigy is a delicate process because the inborn talent of a
child may be lost if it is not nurtured by family, friends,
tecachers and the culture which the child is born into.

Ho, in her (1989) study of Wang Yani's artistic ability
demonstrates that Yani clearly exemplifies a case of both
nature and nurture. She argued that it is extremely rare to
find a child like Yani with so great a range of precocious
artistic achievements at such an early age. Yani deftly
captures the texture of the monkeys fur and the volume of
their bodies. She further asserted that Yani has the extra-
ordinary ability to identify these qualities and to distil
their essence in her highly eupressive forms.

According to Ho, Yani's landscape is a lyrical interpre-
tation of nature. She is not so much concerned with truthful
visual appearance but rather translates her impressions of,
and feelings toward nature, into spontaneous splashes of ink,
colour washes and loose brushwork. Yani's figure paintings
are charactericzed by a childish simplicity. She has explored

and experimented with various techniques in their linear



definition. Yani also adopted the style of the Chinese
painting masters, both old and new.

Delbanco (1989) studied monkeys 1n Chinese art and
culture. She claims that monkeys have long 1nhabited the
culture of China and that Yani is remarkable for her i1nvention
of purely personal and fresh images of thesc credatures. In
addition, the most vibrant monkey images since the Song belong
to Yani. She also shares with the Song masters an intimate
knowledge of her subjects. She has succeeded in Lransforming
herself into what she is painting. Yani's brushwork is more
abstract than the earlier painters. However, Yani and earlier
artists both have captured the moment before action.

Andrews (1989) studied Yani and contemporary Chinese
painters and claims that Yani's artistic vocabulary by the age
of four was already the language of traditional Chinese
painting, and as such, she is in the mainstream ot contempor-
ary Chinese painters and is developing her own voice.

With respect to art education, Gardner (1987) obser red
art classes in China. He claimed that there are tive assump-
tions in Chinese society which influence Chinese art cidien-
tion: "1) Life should unfold like a performance, with careful-
ly delineated roles. 2) All art should be beautnful and showddd
lead to good behaviour. 3) Control is5 essential and must
emanate from the top. 4) Education should take place by
continual careful shaping. 5) Basic skills are fundamental and

must precede any efforts to encourage creativity." (p.5)
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Hou, (1992) in his reportage, conversed with an art
teacher who lived in Hong Kong. He talked about art education
in Hong Kong, China and other countries. He claims that it is
unnecessary for Chinese art education to follow Western
footprints. He also suggested that Chinese art educators will
have to build a new approach characterized only by Chinese art
eclucation.

With respect to Learning method, Zhao and Ge (1988) did

a study on How to Learn Chinese Painting by Children. In

their study they examined 41 different order-formulae of
flowers, animals, trees, vegetables and fruits which is a
typical order-formula teaching method book in Chinese art
education.

Innovations in teaching method reported by Li(1988) . They
reported that in the past few years, Ms. Yang, an art teacher
at Beijing Teacher's College, and her assistants have con-
ducted a pre-school experimental art class to probe the new
method of teaching, giving the children more freedom to draw
what they like. It remains difficult however to change the
basic conventional concept of art education and to make people
understand that art is important to children's development.

General research material on gifted children is presented
in Wong (1991). He did a research on the pioneer class in
China's Academy of Science and a few interviews with former
prodigies. He has studied five hundred prodigies in this class

since 1978. Three hundred of these graduated, 70% of them did

11



graduate studies, one hundred more of them took Ph.D. programs
in foreign countries. A few years later, several very young
achicvers in Chinese education, appeared youngest university
student was 11 years old, the youngest Ph.D student was I3
years old, the youngest university teacher was 19 years old

and the youngest associate professor was 26

26 years old. He
showed that under 30% of former prodigies ecnperienced the
termination of prodigious abilities.

With respect to Western children's art, PFein (1976) did
a study of drawing by her daughter, Heidi. Fein made a prctor-
ial chronology of the stages of her daughter's drawing. The
series of drawing shows the progression of Heidi's talent tor
drawing.

In addition, Duncum (1985) did an extensive study ol how
a number of Western artists learned to draw 1n childhood. His
study is based on biographies, autobiographies and collections
of youthful drawing. Duncum claims that all of the artists
learned to draw by copying.

In all the literature I researched, I only found one casc
studies (Pariser 1991) on Chinese gifted children, and few in-
depth studies of the factors facilitating the development of
Chinese gifted children namely: Chinesc teaching methods;
Chinese painting techniques and matcrials; and  Chinese
aesthetic. However, Chinese art teachers, artiats and Woestoern

pschologists can work together in future studicso.

12




CHAPTER 3

METHODOLOGY AND PROCEDURE

The methodological approach adopted in my inquiry is
mainly qualitative, involving descripticn, observation,
comparison, questionnaires and interviews.

My procedure started with library research and the
collection of information on Chinese, and Western artistic
child prodigies. [n particular, there is detailed presentation
of, and evaluations of Wang Yani.

Second, a review of information abount Yani and a dis-
cussion of various videos, television programs, publications,
and e:thibitions highlighting child prodigies are looked at.

Third, there is a detailed analysis and comparison of the
development of Yani's monkeys paintings with that of her land-
scapes.

Fourth, there is a thorough examination of the brush-ink
technique, colour, calligraphy, composition and Rendering of
space, and thematic content of 60 of Wang Yani's works.

F'inally, interviews were conducted, in order to see how
Chinese artists responded to Yani's work. The interviews
wore conducted by David Pariser and myself on four artists
from Mainland China and Taiwan. The following standard
questions were presented to the artists. Their answers are

ftound Chapter 9:
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Is there anything unusual about the way 1n which
Yani's ideas and technical skills developed?

Is there anything unusual or exceptional  about
Yani's technique?

Do you think Yani was helped by an adult ! Which
picture shows this? why do you think so?

What do you think of her calligraphy trom age 3
until age 157

Is there a difference in the way which Yani makes
animals and landscapes? What ts the ditterence?
What do you think are Yani's chances ot becoming a
significant/important adult artist 1n China?

How would you describe a Chinese chirld who wan
unusually good at painting? What do they do? What
does "gifted child " mean in term of Chinese parnt -

ing?

14




CHAPTER 4

ANALYSIS OF YANI'S DRAWING ABILITY AND IT'S DEVELOPMENT

A. Introduction

Yani is a typical Chinese painting prodigy, whose
development follows quite 2 distinctive course. She has
successively euperienced developmental pcriods of monkey
painting at age 3 to 6 years, landscape painting at age 7 to
11 years, and flower-and-bird painting at age 11 to 15 years.
Among these three stages the monkey painting stage has been
the most important and successful. In terms of the quality of
output, landscape paintings illustrate a greater degree of
ciploration of ideas. However, they are less important than
the monkey paintings. The flower-and-bird paintings exhibit
a good level of composition, but lack the striking quality of
the miscellaneous themes explored in landscape paintings.

Using the brush-ink criteria of life-like spirit, Yani's
strongest period of expression occurred from ages 3 to 6;
while her works from ages 7 to 11 represent a period of
cxploration; and from ages 17 -15 represent a significant

period of uncertainty.

B. Monkey Painting and the Period of Success ( Age 3 to 6)
Most of Yani's significant paintings of monkeys were done

during this period. As such, these works were instrumental in
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her becoming a renown painting prodigy both in China and
abroad. Her first book was entitled, Yani's Monkeys (Jiang
and Huang 1984). It represents a series of typical monkey
paintings. In order to understand the development ot
Yani's ability it will be recessary to examine this important
collection of monkey paintings.
(1). The Combination of Life-like Spirit and Hrush-Ink Tech-

nique

The highest standard of aesthetics and appreciation in
Chinese painting is a life-like spirit. Modern or traditional
Chinese painters will not dispute this fact. While some
Western art concentrates on capturing expression in three-
dimensional space and also, the relationship between light,
shadow, and colours, Chinese artists’ emphasize Lhe esceontial
connection between life~like spirit and black-white., What the
Chinese artists pursue, is not the eixpression of the truth of
the objects, but rather the resonant combination of brush-ink
textural qualities and the self-cultivation of the painter,
This represents a historic four thousand vyear-old Chinege
legacy. It proved important from the very beqginning of fani's
study of painting and it has also served to cnoure that her
paintings would be of the highest Chinese standard,

Baumgarten (1930), a renowned Western poyechologist,
suggests that child prodigies display an unusiual mizture of
child and adult abilities, while Feldman and Goldomith (1989),

after studying Yani's case, claimed that she wac o4 wonderfal
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phenomenon: a prodigy who gave life to a child's images with
the brushwork of a skilled adult. From a Chinese perspective,
Yani is considered to have mastered some very important and
fundamental Chinese painting skills and also, a few compli-
cated techniques, usually, evident only in the works of adult
painters.

Despite the extraordinary level or competence exhibited
by Yani, the question is posed as to how much technique she
has mastered, as well as whether or not, with that technique,
she successfully reprecents what she wanted to express. In
addition, the question is posed as to whether or not her
paintings evince a satisfactory life-like spirit?

During the monkey period most of Yani's brush-ink work
involved relatively simple and basic brush techniques.
However, the life-like spirit captured in her various express-
ions of the mood of monkeys is not something ordinary children
could produce. Thus, her work with monkeys is singled out for
praise by Chinese artists.

The landscape paintings of her later period, however,
adopt mainly adult techniques, but receive little praise for
possessing any life-like spirit. This is so, because the
Chinese attitude towards child prodigies is not one of easy
approval for their mastery of adult brush-ink techniques, but
rather one for a sensitive choice and mastery of the right
brush-ink technique for the object painted. In addition, note

is taken of the successful expression of the child's life-like
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spirit through the object.

Iin terms of life-like spirit, the paintings ot Yani's
monkeys during that period represents her best work as she
successfully and rapidly utiliced simple
brush-ink techniques to express a kind of
child-like life-like spirit. The movement
of her brush is characterized by simplicity
and naivete and her ink work is simple as it
embodies fewer arrangements of objects as in

A Baby Monkey (Figure 3), for example, that

was painted by Yani at the age of four. The

simplicity of her technique gives rise to a

sense of transparency. Charm and brush go ¥igure 3 wus ©.i.

(e ates & Hugp 179
hand in hand.

Likewise in We Have Fruit to Eat (Fig-

ure 4), painted at the age of seven, the
composition covers the entire painting.
However, the brush-ink technique utilized
here is simple, fluent, and full of vari-
ations. As a result, the whole painting
appears harmonious, simple and vigorous,

embodying a sharp contrast of the light and

dark tones of black. )
Pigure 4 dang Tara,
vepee by e Hare Fraat ot

Technically, the theme of the monkey e v wibing 1o,
painting seems to have been completed without hesitation using

only one stroke of the brush. In sharp contrast Lo Figures 3
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and 4, Close Brothers (Figure 5), which was done at age ten,

possessed composition  and other obvious similarities to the
first painting. This portrays a sense of hesitation in brush-
ink, and thus, is not as clear-cut and fluent as the two
previously mentioned works.

In addition, there is also a big differ-
ence in the life-like spirit of the two
paintings. In the former, the monkey repre-
sents a king monkey, full of vigour and
vitality, while in the latter, the tiger

resembles a cautious kitten. The harmony in

the earlier painting between the qualities of

childhood innocence and clownisiiness forms

the essence of the monkey. The spirit and
Figure 5 Wang Yini,

e 10, 1o L Bipother,

(o, 1 e childhood innocence of the painter herself
constitutes another important factor in the successful
cxpression of the life-like spirit.

In most of Yani's monkey paintings, the monkey's appear-
ance tells us what Yani herself wanted to do. 1In her express-
ion of the animal, Yani's own childhood naivete, childishness
and sense of clowning are embodied with great naturalness and
vividness.

At about age 6, Yani mastered a simple brush-ink tech-
nique. This is evident in her experimentation and exploration
of ink and colour mixtures. An example of this is, Let Me

Smell the Flower (Figure 6), in which the vase is painted with
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the mixture of third blue and black

ink-tone.

In

this

painting the third blue maintains not only the teecling of 1ts

original colour but, also, its transparency.

Mine (Figure 7).

Pigure 6 Wang Yani, age 4,

is evident for example in

Among all

is so, because on the taces

occasionally in Yani's paintings.

That 's

The method of tone harmony appears

This

All

Yani's

paintings this is my ftavourite.
O f

monkey and the little butterflies

This

t he

o1l

Let Me Smell The Flower (hiang Which she previously would have painted

& Huang 1984)

bright-red and green colours, she employed a mizture of these

colours in mineral white and ink.
This is a significant innovation as
it makes the colour and the body of
the monkey appear more harmonious and
unified.

With respect to the method of
light ink technique, light ink-wash
is employed in Hurry Down (Figure 8).
The generally rough texture of the
watermark caused by the flowing of
the 1light ink yields a seemingly
tough paper-like effect. Yani con-
tinued exploring this technique even

after her monkey period.
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In order to give a clear understanding of
Yani's technique, her development, and the
degree of mastery she attained in brush-ink
technique, T will discuss eighteen of her
masterpieces. In this discussion, I will give
categories and numbers for her specific mas-
tery of the brush-ink technique. The express-

ion between brush-ink, and the 1life-like

spirit is also sorted according to their size.

Figure 8 w.s 7ni, The number of Monkeys painted is listed on
Ve by, Hurry Down
(Jrang & Huang 19%1)

Table 1 (below).

Table 1, shows the principal brush-ink techniques adopted
in most of Yani's monkey paintings from 3, up to age 14.
These are: up-right brush, side brush, light and dark stroke,
light and dark dot, light and dark line, and light and dark
wash.

Yani's development follows a chronological and methodo-
logical pattern. Between the age of 3 and 5 she adopted and
mastered some relatively difficult techniques, such as,
minture of ink and colour, ink-colour harmony, fly-white and
broken-ink: . From age 5 to age 11, she tried some more
difficult techniques in monkey paintings, producing both
successes and some failures. From age 11, she exhibits little

variation and exploration of technique in monkey painting.

See Appendix A for definition of terms
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et ween the age of 4 and 6, groups of monkeys began
toappear in her paintings, the number of individual monkeys in
4 painting ultimately reaches one hundred, by the age of 9.

On the whole, the smaller paintings are better than the
large ones. The work in her earlier periods seems to have a
good combination of brush-ink and life-like spirit. 1In the
later period, she explored relatively difficult techniques as
seen in paintings 20, 22, 23 and 24.

The overall combination of brush-and-ink and life-like
paintings at the age from 3 to 6 are Yani's most successful
works. Of interest, too, is that most basic techniques Yani
mastered are suitable for representing soft rather than hard
objects, and for these, wet-ink technique is better. Wet-ink
technique requires more water to be mixed with the ink than
dry-ink technique. Usually Chinese artists use a soft sheep-
hair brush to apply the solution. Thus, the simple and
cffective wet-ink technique is common throughout her early
works.

(M. order-formula Method

In the analysis of Yani's works, brush strokes are always
made in the same order and according to the same formula in
the monkey paintings she made between the age of 3 and 15. The
order-formula is defined by dividing the monkey postures into
lett, middle and right side as in Table 2.

Table 2 shows that the three order~formulae Al, A2, A3
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TABLE 3: ORDER-FORMULA IN YANI'S CRANE & ROOSTER PICTURES
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are, in fact, one order-formula with threc ditterent sets ot
dynamics. Order-formulae Al and A3 has around 3uv strokes, and
order-formula A2 has around 45 strokes. [In the analysis ol
Yani's works using this order-formula, 1t is casy to conclude
that, there is no variation in the order-tormula ol Yani's
monkey painting, there are only some changes n dynamics.
This practice was adopted by Yani between the ages ot 3 and
15, and provided her with the freedom both to represent
various monkey postures, and at the same time, to convey an
impression of her inner and outer worlds.

Although, Yani utilized this order formula, she  had
recourse to another order-formula to paint cCcranes, roosters,
and peacocks (See Table 3) and for work she completed Tater.
(3) . Thematic Content

In most of Yani's monkey paintings done ftrom aqge 3 to 0,
the plot and connotation are straightforward and natural, and
without the symholism that often occurs 1n adult works. dler
father once remarked that the works of this period recorded
her thoughts and feelings of the moment lrke the pages of
diary (Wang 1987) Yani's works are ocqgocentrio narrative
drawings. As such, almost every painting conveyn g Ltory.

E:amples of these are, That's just what he want:o, What o nice

smell, How anxious his eyes are and That's all mine. Simnlar-

ly, theme, content and feeling do not differ Srgnifrcant by
from those of other children her age.

Goldsmith (1989), reached a similar rnonclusion from her
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~tudy of Yani's early works. According to Goldsmith, She
crpresses comnon childlike themes in her work, not the issues
and  preoccupations of adulthood. According to Western
theories of psychological development, egocentricity is a word
fitting Yani's preoccupation with her own specific interests
and actions during this early period. This is a trait common
in all children.
(4). Composition and the Rendering of Space
There is a great difference between Chinese
and Western art in terms of the rendering of
composition and space. Westerners emphasize
perspective, three-dimensionality and geometri-
cal forms. Chinese artists, on the other hand,
cxplore the scattered perspective, the three

types of mountain perspective tecuiniques in

landscape (high, level and deep distance), the

Figure 9 vang
spacing and exposure of an object, the selection Yani, aas 3, Tiny
Tree 1ang
. ) . Hoaang 1934)
and depiction of momentum of the mountain. In

addition, the Chinese artist explores the contrast of dark
with light, empty and solid (in ink) and wide with narrow
structural spaces.

As 1s vevident in Tiny tree (Figure 9), Yani was not
influenced by these traditional compositional concerns. At
age 4, however, her emphasis was on conveying a sense of space
with attention to the relation between thin and thick, black

and light, and empty and solid. After the age of 5, her
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concern for the rendering of space has been broadencd, as s

evident in Gathering plum flowers (¥igure 10). The inter -

crossing of the branches and twigs, the relation ot sparsity
to density, and black to light in i1nk bring out the relation-
ship between front and back, giving rise to a fecling ot
space. A similar technique has been used in the two paintings

Three Roosters (Figure 11) and Three Cranes (Firqure 1)

ABRERD g

o1

:)41'.-0‘-0-{\4

FPigure 10 Wang Yani, a9, Gathering Plun
Flowers {Jianag & Huang 1934)

Figure 11 Wareg Yanit, age by Tt ko e
(Jrang & Hoang 17=4,
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In Dancing Happily (Figure

13) a dense crowd of monkeys is
depicted in the painting, on

both the left and right sides.

In the middle a few monkeys are
?f?@ﬁ,}?f@fﬁ:ﬁgjf'“ o g Hei- painted thinly. Thus, the spac-
1ng and the themes are effectively depicted against density.
lirre, the black and light in brush-ink in the density repre-
sents the relationships between the front and

hack.

The rice 1is for vyou (Figure 14}, was

painted at age 5. It is one of the most

successful paintings in both its childlike
character and sophisticated composition.
This is so, because it seems to uphold the ]
composition's ideal as expressed in the adage N
in density even wind cannot penetrate and in %
spacing horse racing can be held.® The den- :

sity 1s observable in the rooster at the top

1

of the painting. Beneath the rooster, three

times the amount of space is allotted to the Figure 14 Wang
Yani, az2 £, The kice
R Is For You (liang &

ronstor., As such, the rooster itself, uuan; 1224

already occupies space sufficient for horses to run. The rice

' Although today this saying is common knowledge

among Chinese artists, the idea originated in an
ancient Chinese poem and an art critic possibly
dround the time of the Tang Dynasty
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at the bottom of the painting makes the overall

balanced.

composition

Thus, the relationship between calligraphy and the

figures depicted in the painting gives uniformity to the l1ife-

like spirit of the painting.

After

solid,
more
tation.

Plums

age o,

ot thick and

intense
This

in full bloom

thin,

in her

empty

the not.ion

and

and black and light is

presoen-

1s evident n

15) and I

here

‘have

(Figure

Lwo

16) .

(Figure

gour ds

Har e,

black and light of the branch

are clearly demarcated.  The
it SIRN variation 1n light 15 also
[ IS |
. vident in These Flowoers are
Figure 15 Wang Figure 16 Wing evident n Ih-( i E'lower ar
Yani, age 5, Plums fani, age &, I Hiv
in Full Bloom (Jiang Two Gourds Herw (J1avi Mine (Figure

& Huang 1984) & Huang 1984)

17), here the colour of the ink on the leaves
of the flower varies in lightness from ons
leaf to another.

The perspective of Chinese composition
is deeply influenced by the spirit of Chinese
philosophy. In their management of chal-
lenge, the Chinese unlike the west, emphasize
endurance nct aggression. This ability to

endure is called the spirit of the great wall
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(#ie 1984). In addition, inward shin bone (inward content)
rather than outward beauty, is also emphasized as a philos-
ophy, in composition. This trait has the effect of making the
composition line appear as an inward rather than an outward
force. This element of Chinese heritage is reflected in the
carly period of Yani's works. However, how this thousand year
old Chinese cultural legacy was important in influencing the
thought-process of a naive child remains a puzzle.

If we take the work That's all mine (Figure 7) which was

done at aqge 5, for exzample, it is evident that the composition
line itself has created a sense of an outward expansion force
(Figure 18). However, this force in composition is achieved
only by the force of the monkey turning out its tail, and
also, by the force of calligraphy, which gives rise to a sort

of inward composition line much expressive of life-like spirit

(Figure 19).
7 ~ 7
; \\ /
./
. \ .
| ¥
A /
1
AN
a// \\
\\

Vs N, . >
Figure 18 The Figure 19 The
Composition Line of Composition Line of
That ' All Mine That's All Mine
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The situation

is uite ditferent
)lle?_t_—)) ﬁ,/ﬂﬁ:f' q [SEENG Ol

&t

@ G
(i Eﬂ:{/ X .
in Dead  drunk,

which was also done
at age b, (Figure
20) . Het o, the
composition Lines
intersecct and move,

Pigure 20 Wang Yaini, age 4, Dead Drunk(Jiang » Huinag 1994)  jyyt- with ”“P] ied

meaning -- the seal, the calligraphy and the hands of the
monkey are all helping in the retrieval of the composition
force line (Figure 21). Other changes can be found in the siue
of Yani's composition during this period. Small and irrequlat
compositions were adopted when she was 3, as evident in A Tiny
Tree 16 = 8 cm (Figure 9). After age 4, howecver, all her
compositions become regular. The so-called reqular composi-
tion is based on how many cuttings were made from the Chinese
rice paper that is utilized. The size of her compositions
were determined by the size of the painting to he placed on
the rice paper itself. Yani's usual composition sives were

now based on the cutting of the 4

chi paper. The most frequently _“#““~'";.i
used sizes were 33 2 68 cm, 33 & T

. -
132 cm and 68 z 132 cm. At ages TN
3 and 4 the formats Yani utilized LN -
were usually vertical, horizon- Figure 21 cire o« r.v.o e ot

Deeard Lreans
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tal, or srquare.

After age 5, however, she strengthened her vertical
composition with frequent double cutting of rice paper in the
33 »x 132 cm format. At the same time, her painting in the
hand scroll format, the traditional composition began appear-

ing with It Is Heaven to be in the Orchard (561 % 68 cm, Fig-

ure 22).  The format of a whole and a double piece of rice

Figure 22 wW.ung Yini, age & It 15 Heaven to te in the Orchard (Jiang & Huang 1284)

paper is adopted in works such as Fifth Birthday Celebration,

132« 132 cm (Figure 27%) and In the Forest, (Figure 24).

Yani's fifth year is therefore significant as it marks an
important period in her development of composition size.
Although the devel-
opment of wvertical,
horizontal and
square forms did not
negatively influence
Yani's progress in

expressing life-like

-5
e s
*, L

spirit or her brush-

Figure 23 Wang, Yani, age 5, Fitth Birthday Celebration and-ink technique,
(Jranag & Huing 1984 )
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there appears to be an inverse relationship between composi-
tion size and brush-ink technique, and the expression of life-
like spirit. Quality is compromised as the larger works do
not seem as good as the small ones with respect to an overall
life-like spirit. The composition of

Fifth Birthday Celebration, (Figure

23), for example, conveys a general
impression of loose organisation, and
in addition, the black component lacks
overall unifying arrangement. One
plausible explanation for this is that
she may have been too young to manage a
bigger painting.

(5). Colour

The Chinese and Western approaches

to colour are quite different. In the

West the approach is a to use scien- Figure 24 wivi i, (i

B, Tt e b Urarag, U,
1)

tific colour system and to regard blue,
red and yellow as the frame of reference for colours. On the
other hand, the Chinese regard black and white ao the cources
for all colours, therefore, the study of colour in Chinese
painting is biased towards the ink layer rather than to Lhe
layers of other colours, and each colour 1s hased on black and
white.

An object's colour is always the result o1 colour anrl

ink, and their expert combination can yield a cubtle effoct,
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Hoowmeser, the procedure is strict and complicated as ink must
serve as oo foundation to which mineral colours can be later
applied. After this, the botanical base can be used and
finally the mineral colours can be employed. The mixing of
ink and colour forms an intrinsic part of a strict training in
me:t iculous brushwork. Yani was weak in this area for at the
argee of 3, she began freehand brushwork and did not learn to
use a meticulous brushwork. As a result, there could be no
effect. from such training on her use of colour. Thus, one
would therefore expect to see in her work few restrictions in
the use of botanical or mineral colours. It is surprising to
learn that she had mastered the technique of blending colours
with ink at age 3.

In That's just what I wanted (Figure

25), she blended flower blue with ink to
produce a natural and transparent effect.

Sleeping Under the Gourd, age 4, (Figure 26),

the mineral colour, azurite, is blended with
ink which creates an
impression of mois-

ture in the appro-

priate place. After

age 6 she had more
Figure 25 Wi 1o,

Ve o That o it whiat
wat (e o o frequent recourse to
IRERR

this technique in her work.

7.

. Figure 26 Wang Yani, aa2 &,
Another essential aspect of Sleaeping Under the Gourd (Jiang 4
Huing 1934)
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Yani's colouring development lies in her practice ot both pure
ink drawings and colour and ink mixed drawings, 1n the same
period. For example, while engaging frecly 1n blends ot
colour and ink, she concurrently painted many pure 1nk

paintings, such as, How inevitably nice, (aqe 6, Figure JH).

Boneless painting technique also began to emerqge when she was
6, for example, the camel in Hurry home (Fiqure 9) and the

deer in Riding on a deer (Figure 27). These efforts were less

than a complete successes as their colouring was too light;

and lacked depth and vigour.

4 The method of colour 1nk harmony, also
/‘ .
dg ¥ . .
é;ﬂ appeared occasionally in Yani's
Y
~}é; works. An example ot this s
3 ‘\t 1Y
”g the painting, That's all mine
.fﬂggg (Figure 7) in which the overall
t X
colour is unified in the tLone
A base. Despite this howcver,
St
X A4

- Yani's colour preference  was
Figure 27 Wang Yani,

age 6, Riding cn the . .

T:rie: ,(Jlang ﬁ& Huang blased towardS thq Lrad 1 t 1Oled l
12324)

versatile colours method'.

(6) . Summary l:‘xgure "28‘ w).l: ;’

PIEI AVE R L e
a) Yani's Period of Success (age 3 Lo §) TR R AT

I I

During this period, Yani rapidly mastered sowme bhatie bt

effective brush-ink styles, and skills requisite on drawing

i+ See the Terminology of Chinese Painting Tochuigques in

Appendix A.
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the armals for her pailntings. In addition, she successfully
represented a pure childish life-like spirit without the
cymbolve overtones of adult art. The child-like innocence of
the monkeys became the principal means to

convey this life-like spirit.

Yani, having mastered the basic brush-

L WOV AY

and-1nk techniques, started exploring others,

mect ing with both success and failure. The

hrush-and-ink skills she practised and mas- ) -
tercd, all fall into the moist category, that ! yf‘
is, snitable for representing soft objects. ;\%45.

Iin the theme, Yani gravitated towards / ';‘/ j

cqocentricity, which is not much different

{rom olher children of her age. In composi- Figure 29 = v
7any, a3 *, durzy
Home (do, 1323

tion, at the age of 5, she began to use the
met hod of space, traditional in Chinese painting that aims at
richness in inward content.

At age 3, we begin to see vertical and horizontal form in
her  composition, After age 5, her vertical compositions
improved ( look at Figure 14 and Figure 16 ) as well as the
composition on the whole piece of rice paper, the double rice
paper and on the hand scroll.

With respect to colour usage, however, there seems to be
no positive relationships between the development in composi-
tion size and the development of the life-like spirit 1in her

brush-ink technique. From her early years she showed a
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preference for the versatile colour techniques. At the aage of
3 or 4 she was already beginning to blend colour with ink. At
age 6 she practised the boneless technigue.

b) . Monkey Painting

The combination of brush-ink technique and Tite-brke
spirit was at its best in Yani's monkey painting from age 3 to
6. In my opinion, monkey paintings at the age of 1 or hH are
her finest work. From age 6 to 9 she embarked on some new
explorations of her monkey painting technique, but had Trmited
success. Thus, after age 9, the number of the monkey paint -
ings declined, so no comparison could be drawn between the
life-like spirit and brush-and-ink technique of this peryod
with those of the past.

Three order-formulae, Al, A2, A3 (See Table 7)), were not
significantly different from each other when adopled in Yani's
monkey paintings. However, the order form Al was the one she
favoured most. Her use of order-formulac lasted fromage 5 to
15. The order-formula itself did not expericence any develop
ment or change, only elemental changes in the posture and
number of monkeys.

The fundamental brush-ink technique of monkey parnt ing is
up-right brush, side brush, light and dark stroke, Lrgnt and
dark dot, light and dark line and light and dark wash.  They
do not vary significantly from the basic Lechnique of Chynene
painting. Some relatively difficult technicgues, <uch o,

miwture of ink and colour, broken ink and colour ank harmony
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were adopted when she was 3 and 4. The number of monkeys Yani

painted, went from only a few per picture to many monkeys at

aqge: 3 or 4. Groups of monkeys appeared during the late

period, age 6. She painted a larger number of monkeys when
r

she was ages 5 and 6. By age 9, hundreds of monkeys appeared

n her paintings.,

C. Landscape and The Period of Exploration: Age 7 to 11
one only has to take a glance at Yani's work's to see

that monkey paintings dominate her work. These are followed

in order by landscape painting. Among the 69 works in the

show titled Yani The Brush of Innocence in the Asian Art

Gallery of San Francisco, 28 monkey paintings were presented.
They represent 41 percent of her paintings. Flowers-birds
represented only 11% and paintings of other animals 21%.
Landscapes represented only 22% and figure painting a mere 5%.
This disparity in representation can thus be traced to her
compositional concentrations at different periods.

Yani's paintings during her period of exploration (age 7
to 11 ) were mainly linked to landscapes. Flowers-birds,
figures and animals were less common. Her concentration on
landscape painting is linked to her development during this
period. She made a gradual transition from her domination of
child-1like purity, naivete, and innocence. Though she e:plored
brush-and-ink technique more widely, no technique emerged

that was representative of her inward nature and spirit.
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(1). The Combination of Life-like Spirit and Brush-ink

Techniques.

We may be disappointed when we apply the criterion of
life-like spirit to Yani's landscape paintings. This s
because she rarely succeeds with the simple brush-ink
techniques in landscapes. These same techniques were present
in monkey paintings which did represent the life-1like spurit.”

Chinese landscape painting has a long history and there
have been large numbers of famous landscape pairnters.  The
resulting reservoir of technique is profound and vast, In
recent times, the landscape in Guilin in China has supplied a
unique opportunity for Chinese artists of talent. This
situation is a challenge to a child like Yanmi to {ind her own
métier and thus to distinguish her own explorations from those
of all the other prodigies.

The personalisation which we find in Yani's monkey
paintings, is absent in her landscapec paintings. Dhe shows no
signs of child-like motivation or a personal interest o Her
devotion to imitating the works of adults and to crploring
brush-ink technique smothered her child-like innocence and the
life-like spirit. It is significant that Yani hadl begun

tackling the technical problems of the matcerial ot oelf and

w

At the same time, a painting prodicqgy rnamed Huaneg
Dan, in the province of Guang Xi, osuccessfally
mastered around the aqge of 6 several  cimple
techniques of brush and ink to convey the vitalily
of the pure and vivid landscapes in Guilin (L,
1987) (Figure 30)
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eploring the brush-ink technique rather than just telling a
story.

One of the techniques exzplored by Yani was water breaking
ink and 1ink breaking water.®
Although, this technique was

cvident at age 4, she made

Pigure 30 Huang Dan, age 6, Mountailns
(Liu, 1987)

limited use of it. Later,
she used a lot of 1light ink
and water, covering wider
areas and sprinkling the
arrangement of different ink,

as in Lion Mountain, age 8,

(Figure 31). Here, the

landscape is one of the most

Pigure 31 Wung Yani, 1= 8, Linn Mountiin
(Hey 10H7) successful of her

representation of life-like spirit. Through the auxiliary
effects of its layering of ink, structure of composition,
mountain and ink dynamics, it exhibits well and forcefully the
momentum of the mountain. In particular, the flowing of ink

and water in the painting can be found in the boats at the

t

See Brexen Ink 1in the Terminology of Chinese
Painting Techniques, Appendix A
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bottom of the

page.

Yun Cal Mountain, age 8, (Figure 30 s

another example in which she made tull use ot

the water-like brush mark eftects on rice

paper. Here different layers of ink were

painted around water thus succesastul ly

producing the brush-ink of fect.

However, the

composition is flawed, as it is not close-hnit

and lacks beautification. This has the eoftedct
of spoiling the mountain charn  and 1t
momentum.

A similar technique was applied an the
monkey painting, Good Harvest (Figure 3), aqe
11, yielding a special eftect.

Another brave euploration ot Yami's is
her application of ink with paper rather than
brush. If we confine our discussion here, to

Figure 32 wang the nature
Yani, age 8, Yun Ca
Mountain (Ho, 1989)

o] £
mountains rather than

traditional
aesthetic, it
that

object with
nature.

landscape

a mountain

Thus,

paintings

Chinese
is evident
is an
a hard

when

are




e.;reecuted using traditional technique, generally a wolf-halir
brush or a brush mixed with wolf-hair and sheep-hair’ for
enprescing the hard nature of landscape, multi-layer rubbing
and wrinkling of its side brush is used. It must have been no
doubt difficult for little Yani to master up to a thousand
kinds of fundamental traditional techniques in landscape
painting. However, she must have mastered some basic
techniques such as, outlining, rubbing, and wrinkling. Yani
wanted to skip over this most fundamental technique and paint
directly with paper. 1In a way, paper may not necessarily be
less suitable than wolf-hair brush. Yani, however, failed to
grasp the most fundamental dry-ink techniques for painting
LLandscape. Consequently, her landscape paintings were very
soft, almost cottony. Her own personal nature disposes Yani
to paint softly rather than harshly. Thus, there remains a
great gap in explanation of this soft tool, plus soft effect
and Yani's soft rature and the hard natural objects of the
landscape.

Another characteristic of Yani's landscapes 1s her
obvious imitation of some famous adults in their brush work
application, ink, colour and composition. This situation 1is
not unusual amongst Chinese painters. Her imitation was
creative as it benefitted her brush-ink technique. However,
her child-like innocence and vitality was compromised as she

See the Terminology of Chinese Painting
Materials, Appendix A
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did not have the adult cultural experiences and behaviour.
Failing to match this culture and nature, her work became
unclear, and weak. A good example is the blank space 1n Yun

Cai Mountain, age 8, (Figure 32) and You Can Never Finish

Painting of Mountains and Rivers in Guilin, aqge 8, {(Figure

78., Appendix D). These appears quite unnatural, "a knito-
cutting feeling". Lt is almost as though the painting has
been literally, severed by a knife.

The technique of leaving some blank space is cmployed by
adults to consolidate the relationship in painting between
space and the momentum of mountains, and in observation of the
principle that, as the poets say, silence tclls more than
words. This technique is basic to landscape painting, and
adults pay caraful attention to it. Evidently, little Yani
had difficulties in understanding the usc of empty space and
the relationship between the momentum of the mountain and the
empty space. As a result, the space in her painting appears
as a white path winding through the mountains. This is quite

an unnatural picture.

o

- CAL T
P iyl

Another exploration embarked on by
Yani in her landscape painting is the
selection of a variety of papers other

than rice paper. In Early Morning,

(Figure 34), and Guilin's Autumn,

(Figure 35), both painted at age 7, she

. . . Figure 34 wing fan., g 1,
replaced rice paper with tough paper. iy Mg (i, 9%
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This has its disadvantage for unlike rice papers which absorbs
moisture and brush mark, tough paper repels moisture, and
colour stays on its surface.

The following Table, (Table 4) is organized in the same
way as the one for monkey painting. It examines Yani's brush-
ink technique and the quality of the life-like spirit in her
landscapes. From Table 4, it
is evident that the brush-ink
techniques in all the other
landscape styles are composed
of the following
characteristics: more wet ink
and less dry ink technique.

The wet-ink techiique

breaks down into light-wet

stroke, dark-wet stroke,

ljght—ink linel dark-ink Figure 35 Wang Yani, age 7, Guilin's Autumn
(Ho, 1989)

line, mixture ol ink and
colour, paper instead of brush, wash with a larger light-ink
cover, wash with a larger dark-ink cover.

The pattern of exploration for almost the entire
collection of these paintings was the mixture of ink and
colour, paper instead of brush and wash with a larger light-

ink coverage.

From 7 to 11 Yani showed no obvious development or
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progress in her landscape paintings. Nevertheless, there
appecared to be signs of continuous exploration and a pursuit
of variety. Some basic techniques such as contour and rubbing
and wrinkling were not evident in her landscape paintings.
(2) . The Method of Representation with No Order-formula
Unlike Yani's monkey paintings, her landscape paintings
do not seem to follow any special sequence. Landscape
paintings has a ready-made order-formula -- a very complicated
one -- provided by Chinese painting tradition, according to

the introduction in The Model Painting technique of Jiezi

Garden (Wang 1679). Leaves alone have dozens of order-
formulae; so do dots. The order-formula of the landscape
paintings must be established by recombining these basic
creative order-formulae, their mastery requires a significant
period of years or decades.

Modern Chinese child prodigies usually bypass this period
of hard discipline, settling instead, for some equivalence
with the most fundamental techniques and simple order-formulae
only for small subjects in the landscape (eg. houses, trees
and boats). They create, out of their own personal philosophy,
a very simple landscape painting endowed with childish
innocence. Examples of this phenomenon can be found in A Xi's

landscape painting by dry ink® (Litv, 1987) (See Figure 75) and

Some information on painting was obtained from
photographs sent by A Xi's father
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TABLE §: ORDER-FORMULA IN YANI'S HORSE AND OX PICTURES
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in Huang Dan's landscape painting by rubbing and wrinkling
{I.iu, 1987) (See

Figure 30).

Figure 36 Wing Yini, age 10, Ngen [Ho, 1738)

Likewise, Yani, too, drew a kind of
landscape without reference to a special
order-formula. However, from the very
beginning she dispensed with the simplest
landscape techniques and the technique for
representing hard objects like rocks. As a
result, she failed to create traditional
Chinese landscape effects.

Although Yani did not

follow an order-formula in her

Figure 37 Wang )
Yaur, agqe H, Mo More jandscapes, she did adhere to

Fiohiineg (Ho 194Q)

order-formulae with her animals, for e:xample,
a horse order-formula 1in Horses, age 8,
(Figure 79, See Appendix D) and an ox order-

formula in Oxen, age 10 , (Figure 36, Table

5). Order-formulae can also be found in her

fiqure painting.

Figure 38 wang
Yani1, age 19, Pretty
River Banks ( Ho
1989 )

(3) . Composition

Yani placed emphasis on the form of the
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drawing itself. This can be determined from the development ot

her composition. In her landscape composition,
level distances of the three traditional Kkinds
of mountain perspective find a wider and more
conscious use than high distance.” The Early

Morning age 7, (Figure 34), Guiling's Autumn

age 7, (Figure 35), Lion Mountain age 8,

(Figure 31), and You Can Never Finish u

Painting the Mountains and Rivers in Guilin aqge

8, (Figure 78, See Appendi:x D) all embody the
level distance technique.

No More Fishing, age 8, (Figure 37) and

Pretty River Banks age 10 , (Figure 38) both

embody deep distance, with a small amount of

the d\‘l‘}‘ and

————

Figure 39 I'he
Gt 1t e Lt ot
| A P IIS BE A NT Y

high distance technique found in Yun Cai Mountain (age 8,

(Figure 32). But the effect of this technique was well

affected by a large application of light ink.

i

Pigure 40 Wung Yani, aqge %, A Hurdred Monve g, (Ho, 19407,

Appendix A
50
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In her composition lines, the conscious S and Z forms

increased and were formed as in A Hundred Monkeys, age 9

(Figure 40) with the horizontal S form (Figure 41) and the

form of Z (Figure 39)

in Mo More Fishing,

age: B, (Figure 37) and
Pretty Riverbank, age { - N R

10, (Figure 38). By

comparison, the § and

. Pigure 41 The Zcmeosition Line of A Hundred Monkeys
2 forms were found in !

Yani's early works. Lately, she was more mature and
spontaneous in her rendering of density in the technique of
brush-ink, empty and solid space, and dark and light. Most of
the foreground mountains in her landscape paintings were
painted with light ink. Different light ink's were used to
represent the far Landscape.

The rendering of the arrangement for the mountains in the

painting You can never finish a painting of the mountains and

rivers, (age 8, Figure 78, Appendix D) looks very clear and
the dark and light component were skilfully controlled, so
that everything took its proper place in establishing the
reclationship between mountains far and near.

Horses age 8, (Fiqure 79, Appendix D) is a masterpiece in
its rendering of the relationship between thick and thin, and
empty and solid, in which twelve horses were perfectly

arranged with the seven horses on the left appearing dense and
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the remaining five horses in the rear appearing taint.

In the composition of Last night T dreamt I saw racing

egrets age 11, (Figure 80, Sce
Appendix D), the force line from right
to left is strengthened and the
technique of deep distance made clearly
evident by the alternation of dark and
light ink. The disappointment 1is that
the overall brush-ink is too
fragmentary and uncouth  and is

deficient in an integrating life-like

spirit.

Her compositions, from age 7 to 11 rpigure 42 wuwy (o, e o,

The fattbee M b can Br beer (o,
Janay

were on average larger and longer than
her monkey paintings. This trend
towards variety and the gencral
increase in size of animal paintings,
indicate that she
had improved her
management of the

larqger size

paintings.
(4) . Colour

During this

Figure 43 Wit (e, vy 1,
far 0! fraer g THe, T,

period from age 7/

to 11 years, Yani barely vonturcd on i

Figure 44 Vi Yani, age 4
Little Mountain (fzom He, 1287

’
1
!
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wirder selection of bright and sharply contrasted colours some
of which she applied directly to paintings even without first
mi:ring them with ink. For erample, the figure painting, The

Little Mushroom Picker age 7, (Figure 42) and Yani's Party,

age T (Figure 43) embody the simple use of
cinnabar and second-blue. The landscape

paintings Little Mountain, age 8, (Figure 44)

and Spring, age 9, (Figure 45) displays the
effect resulting from blending Indigo with
Gamboge .

This use of original colours could give

rise to some sharp effect, but the images are

too straight- forward, vulgar and inelegant
due to Yani's handling of the material. A

wider use of the boneless painting technique rigure 45 wang vani,
age 9, Spring {Ho,

can also be found during this period. 1989)

Another characteristic of Yani's work
during this time was her alternation between
pure-ink painting and more brightly coloured
painting. Colour paintings became more
numerous in her work, but pure-ink paintings

like What a Nice Place, age 11, (Figure 46)

and Last Night I Dreamt Saw The Racing

kgrets, age 11, (Figure 80) and so forth,

still predominate. In general, both the
Figure 46 vang Yani,

technique of versatile colours and that of .32 11, wWhat a Nice
Place (Ho, 1989)
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ink harmony still dominated her work, particularly in the
landscape painting where techniques are evident n cvery
painting.

(5). Summary

The period from age 7 to 11 years, 1s a period ot
exploration. This was a period during which Yani turned to
a wider study of thematic content, from personalized plots to
the study of material and medium. However, because she was
not well-established in the exploration of forms and material,
she failed to find a simple brush-ink technique with which to
impart life-like spirit to her landscapes as she had done to
her monkey painting. Despite this, however, she made striking
progress in her brush-ink technique.

Her principal innovations in brush-ink were an the
techniques of mixture of ink and colour, Lhe use ot paper
instead of brush, wash with a larger application of light and
dark-ink and empty space. Although she boldly substituted
paper at times for a brush, she still failed to represent the
hard landscape with the wet ink technique hecause of her lack
of the most fundamental brush-ink technique for depretaing
landscape.

The creative imitation of the works of famous adult
painters was significant in Yani's work during the period when
she adopted the technique of the three kinds of mounteail
perspective. She skilfully and pleasantly, rerorted to

composition with S and Z forms and the rendering of thick and
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thin, empty and solid space and light and dark. The size of
he:r composition, in general, became larger and larger, at the
cxzpense of life-~like spirit, composition, and brush-ink.

In the domain of colour, she made continuous use of the
techniques of colour and ink mixture and versatile colours.
With increasing practice with brighter colours and pure ink
paintings, her overall sense of colour strengthened and

colours multiplied.

D. Flower and Bird Painting and the Period of Silence (age

11-15 Years)

Yani started making pictures of flowers and birds at the
age of 4. Progressively, her technique in flower bird painting
improved. Her paintings of cranes, lotuses, peacocks, bottle
gourds and roosters are masterpieces from her flower bird
period, age 4 to 6. The principal characteristics of these
pictures is the use of an order-formula and brush-ink tech-
niques, which she mastered and which are instrumental in
communicating childish innocence and charm.

After age 7, a few flower bird paintings still turned up.
Other obvious tendencies were the re-use of her childhood
thematic content and imitation of the composition of flower
bird paintings painted by famous painters. From the latter,
she learned composition and brush-and-ink handling techniques,
changing thereby her own painting style and exhibiting clear

traces of the famous painters whom she imitated.
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Having explored landscape painting, Yani must have seen
the gap between her own preference for sott subjects and the
hard landscape painting. Therefore, after age tl, she came
back to explore the soft flower bird painting and to make tull
use of her wet ink technique, even so the number ot monkey and
landscape paintings diminished.

During this period there were few publications and
evhibits of Yani's landscape work. The following analysis s
chiefly based on the works kept in different museums after her
performances and visits, and therefore may not be as compre-
hensive as that of the previous two periods.

(1) . The combination of life-like spirit and brush-ink
techniques.

Between the ages of 11 and 15, what Yani pursucd was no
longer influenced by childish 1innocence, hut cxhiibited the
composition and brush-ink techniques of adults. However owing
to the difference between her nature and that of her cultural
background there remained a large disparity between her brush-
ink technique and the life-like spirit it was antended to
convey. The result was that her work was quite difforent than
what it was when she was 6. In additinn, her enthusiast o
exploration of brush ink technique disappearad, although what
she had already mastered of it survived and was reflectod an
her hardling of different compositions and themat o content .

Quite a number of her later paintings were loos elaborate

than her earlier ones and have a rough quality t« *heme The
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question posed 1s, is it that she was fed up with painting or
414 che pursue the rough effect on purpose? Evidently, the
painting Take a lap (age 11, Figure 47) was painted roughly
and wantonly in ink without arrangement and transparency and
with complete neglect of the biggest part of the technique she
had mastered since the age of 3. Branches were painted with
a carelessly dragged brush, and calligraphy appeared more
chopstick 1n style. Strokes lacked vigour and breaking. The

p.oorly combined stems and branches of What a Nice Place (age

i1, Figure 46) leave on2 with a strong sense of wantonness.
The use of ink is not out-
standing and the calligraphy
actually spoils the painting.
This contrasts sharply to the

painting Gazing at the Moon

(age 6, Figure 48) with elab-

orately and carefully painted

stems, with a variety of dif-

Figure 47 Wi Pigure 48 Wi rferent brush-ink techniques.

Prote din e ntt o Yani, 3¢ b, Gazing
e, L 1t the Mecrn (Ha,
RIS}

Perhaps the painting What a
Nice Place (Figure 46) shows that Yani was tired of painting
and needed a period of rest from her work in which to enrich
herself with culture and develop interests in other fields.
It is evident that she should not keep on painting when it
proved difficult, since to do so would most certainly contrib-

ute to fatilure.
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However, Yani
did some master-
pieces which show
her fine technique
in wet ink. In

Monkey and Chicken

age 14, (Figure

49) the two large

banana leaves were Figure 49 Wang Yani, e 11, Momkey et foeben (A At
Museum's collection, San Francip o)

skilfully and

straightforwardly painted with a clear ver-

satile ink colour, front dark, and back

light. However, she used just the point of

the brush in Monkey and Chicken creating OB L

T
4

simple effects without unnecessary ink.
Likewise, in How Nice age 11, (Figure 50)
the colour of ink for the rotten leaves and
gourd was clearly arranged. Table 6 below
presents material in order to facilitate
the reader's understanding of Yani's brush-

ink technique. From the information pro-

vided, we can see that, basically, no new
erploration of Yani's brush-irk techniquo
occurred, instead, Yani returned to the

Figure 50 vwaag ‘an

brush-ink technique of her first and second .5 .. 0w e,

Vyty,
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TABLE 7: ORDER-FORMULA IN YANI'S EGRET, GOLDFISH AND CHICK PICTURE
D. EGRET F. GOLDFISH K. CHICK
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DESCRIPTION OF LETTERS: S-THE ORDER OF BRUSH STORKES
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period. Many newly erplored brush-ink techniques were little
nsed in this period. However, of those she employed, she seems
to have preferred the wet ink and dry ink ones. The larger
s1ze of compositions has been popularized and were facilitated
by Yani's ability.
(2). The Method of Representation

With respect to flower bird painting, as with all
animals, the order-formula method was used. In this period
Yan1 had been working with egret, goldfish and chicken order-
formulae (See Table 7). For monkeys she returned to the order-
formula she had mastered at age 3. Even some flowers have
order~formulae, as do trees and other vegetation, though to a
lesser enxtent. Obviously there were too many varieties of
order formula for Yani to master, and her work became somewhat
shaky.
(3). Composition

Undeniably Yani made some progress in composition not-
withstandirgy the slow development of her brush-ink technique
and thematic content. One sees the improvement 1in her
rendering of spaces, and the obviously conscious choices she
makes in distribution of dark and light ink in paintings like
Monkey and Chicken, age 14 (Figure 49), where for example, two
large banana leaves, one graduating from deep black ink to
charred ink and the other from light ink to darker, thereby
acquire three-dimensionality. Moreover, Yani consciously

makes the line of vision of the object extend towards the
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subject. For instance, of the composition line in Monkey and
Goldfish, age 15, (Figure 51) goldfish, trees, and tocks
travels towards the main subject the monkey (Figure 52). A

similar scheme appears in Monkey and Chicken.

Secondly, to keep the overall painting balanced, space s
distributed in the
painting purposefully
and attention is paid
to the relationships
between large and

small, and between

light and heavy. At

Pigure 51 Wing Yini, nje 15, Monkey andd Gol it b (A 1y
the age Of 14, Yani Art Museum”. collection, Can Franogr o)

is making conscious efforts

T ——

to position her calligraphy T
in such a way as to balance ‘\\\\\
. . ~
the painting, as for ~ T~
. . Fi 52 treempe st ien Do ot ik el
evample, in Two Red Birds . i R me

age 15, (Figure 53). Her
composition succeeds as a
typical adult's composition;
the principal items are big
and the deep Dblack ink

becomes the main part of the
painting. A large space 1is

left on the right above the




sten, presumably for the express purpose of providing viewers
with much food for thought. The little birds and the small
red flowers set off and balance the rest of the painting.
Compositions like those chosen by Yani tend to take up
whole sheets of 4 chi rice paper (132 2 68 cm) or 5 chi rice

paper (168 2 84 cm), such as Last Night I Dream I Saw the Rac-

ing Fgrets (Figure 80), Monkey and Chicken (Figure 50 ) and

Red kgret (Figure 54). Meanwhile, the use of double cutting
and the quarto of 5 Chi rice paper was increased such as Tak-

ing a Nap (Figure 47) and A Small World (Figure 55). All

these paintings show growth

g

. . 23 e SN
and reinforcement of Yani's ﬁ?ﬁggmaﬁ‘g
N e (]

X

k)
& Ao
ability to manage the large T owR Q%&.
‘7‘
paintings. The horizontal § Q.

and vertical composition 3\\\;1 s
>1
turned up time and again, :J[L\

while 1long scroll composi-

Figure 54 Wans Yani, aq- 14, Red Eqret (Acia
Art Museum"s collection, fan Frarcisce)

tions are infrequent.
{4) . Colour

Hardly any variation or development occurs in Yani's use
of colour. She still practised the technique of colour and
ink harmony but a chief characteristic of this period is the

application of loud and vulgar colour. In Two Red Birds, age

1y, (Figure 53), for example, birds and flowers sport bright
red or even rose colours and the original azurite was used for

the bamboo green.
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f5) . Summary

After exploring a range of technigues from
soft to hard object, Yani came back to soft
objects. She no longer pursued the brush-ink
of child like innocence, striving instead for
the adult's presentation of space, size, den-
sity, weight, balance, and colour harmony.

These attempts failed because a wide gap lay

between her and the adult in both knowledge and

ability. She failed to explore new brush-ink
Fiqure 55 Wu.

techniques with the result that the number of e Qmw”‘h‘n
et Wt C

techniques she used, diminished. Some works o

where wet ink still predominated, possessed a rough testure.

No noteworthy progress occurred in colour. She stuck to the

order-formula technique in animal painting.
We lament Yani's adolescence, because she scems to have
experienced a decline like most other teenagers 1n comparison

with the creativity normal amongst younger children.

E. Calligraphy During All the Three Periods
Chinese calligraphy has always been  conoidered o

important part of Chinese painting. From the vicwupoint of the

literary painters, calligraphy tends to be  superior b
painting. Apart from its wvisual wvaluec 1t plays o uery
important role in summarizing the artistic concoeption of the
painter.
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Surprisingly Yani's work evolved towards forms of drawing
cihiibating development in colour and brush-ink composition,
but. her calligraphy did not develop. Yani's calligraphy
comparable with that of other children at the age of 3 or 4
since few at this age, with the exception of calligraphic
prodiqgies, have learned this art.

Such a childish handwriting style can be easily accepted
al the age of 3 or 4 years. However, when most children reach
Lhe age of 5 or 6, their parents are usually just beginning to
train them either in handwriting or calligraphy. Therefore,
there was a small gap between the calibre of Yani's calligra-
phy when she was 6 and that of other 6-year-olds. From the
very beginning Yani's calligraphy like her painting stressed
childish ecffects, an aim little contemplated by ordinary
children, who start with basic writing lessons on the "Type

of Character"

and "The Usage of Brush". 1In Yani's calligra-
phy, there was hardly any putting down or closing up of
Chinese characters'®. So when her childish approach waned, her
calligraphy just gave people an impression of "chopsticks"
cxhibiting no evolution whatever in the frame or shape of the
character. Her writing is hard, rough, casual, and unvaried.

Howecver, there was, admittedly, some development in the
crupressiveness of brush-ink technique in Yani's calligraphy.

Although Yani's calligraphy did not change, her use of ink

10

See Terms for Chinese painting techniques,
Appendix A
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(light/dark; wet/dry), did change in harmony with the 1ink
style of the painting. Take for example, Thice Cranes (Fiqguroe
12). Here, the calligraphy is light and moist looking and
thus in harmony with the painting's overall 1nk colour. he
also wrote more fluently but placed less emphasis on changes
of ink and harmony with the overall painting. Owing to the
enlargement of her vocabulary, she could at once more aptly
record what she wanted to eixpress and position 1t in het

painting.

F. Summaries of Yani's Technical Development

Concerning the combination of life-~like spirit and brush-
ink technique, Yani's development is characterioed by her
driving success to unsuccess. She rapidly mastorced come basice
but effective styles in brush-ink technique and order formula
skills in animal drawing between the ages 3 to 6. At these
ages, she was successful in representing a pure childish Tifoe-
like spirit without the adult symbolic flavour:s. Unteortunate-
ly, she was unsuccessful in finding a simple brush-ink
technique although her use of materials  and media were
facilitated by further development. Shewea ot able by
represent the life-like spirit of pre—adolesconcc during the
ages of 7 to 11 years. During the period from age 11 teo 1Y,
what she then pursued was no longer representative of o the
charm of childhood innocence' but rather adult consociounness,

This she failed to present.
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The development of Yani's drawing ability is closely
iuteqgrated with her mastery and application of the order-
formula method. She used a good foundation based on the
combination of the order-formula method and the brush-ink
technique, Inverse combination yielded opposite results. She
was therefore successful in her monkey painting using the
order-formula and she was unsuccessful in applying it in
Iandscape painting.

Comparing Yani's 3 periods in terms of techniques, table
8 shows us that, during the first period 18 brush ink tech-
niques were used, during the second one 19 and during the
third one 13 kinds brush-ink techniques were used by Yani. The
technique of up-right brush, side brush, light-wet stoke and
dark-wet stoke were the basic ones used most during the 3
periods encept side-brush, because Yani used the technique of
paper instead of brush during this time. At the second period,
Yani enplored some wet-ink techniques, light-ink line, dark-
ink line and a lager dark-ink wash techniques were used 71-
/95 of the time, mixture of ink harmony, paper instead of
brush and a larger light-ink wash techniques were used 93-100%
ol the time. Yani displayed much fewer techniques during the
third period.

The development of Yani's wet-ink technique is character-
ized by levels of simplicity and completeness. In order to
gain more attention from society, Yani did not follow the

traditional learning steps to pursue the ink-effects in rice
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paper quickly, that is, learning wet-ink after a good gqrasp ot
dry-ink technique. As well, standard ways of using the brush
were not followed by Yani. From the beginning to the present,
Yani applied wet ink techniques directly.

Table 11 below shows that at age 3, light-wetl strokoes,
dark-wet strokes, light-ink lines and a mixture ot ink and
colour techniques were applied. At age 4, the “bhioken ink?
techniques appeared. Between the age of 5 and 6 years, the
dark-ink line, dark-ink dot and light-ink wash teohnignoes were
displayed. After 7, further improvements in wet-i1nk tollowed.
A larger coverage of light-ink and dark-ink wash were applied
in a greater quantity at age 8-11.

Although Yani made a brave exploration of the technrque
of wusing paper instead of a brush, she still failed to
represent the hard landscape with the wet-ink technique duc to
her deficiency in applying the most fundamental brush-ink
technique in depicting landscapes. Obviously, without fundd-
mental dry-ink technique and instruction in the way Lo use the
brush, the development of VYani's drawing ability  was
inhibited. As a result, this application of the technigue in
the development of Yani's dry-ink technique and the way of
using a brush appeared regressive.

The development of Yani's composition and space rendering
is characterized by inclining small to large <icse, planc to
spatial perception, and simple to multi-level. Thus,  the

average size of her works grew larqger and longer, indicating
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improvemecnt in her ability to manage larger size paintings.

Unfortunately, there appears to be an inverse relationship

hetween the development of the expression in the composition

size and the life-like spirit, and the brush-ink technique.
After age 7, the progress of spatial perception charac-
teristic of Yani's work during the time when she adopted the
three types of mountain perspective as the rendering of thick
and thin, empty and solid space, and light and dark ink were
consciously used and seemed more skilful.
The development of Yani's colours between the ages of 3

to 11 years, was characterized by a multiplication of a

variety of her colours. Yani had a preference for using

bright, sharp, and vulgar colours. These remained in Yani's
patterns during the later period. The Technique of colour and
ink minture and the use of versatile colours continued from

age 3 to 15.

Now I present a summary of important findings:

1. Yani rapidly mastered some basic brush-ink techniques and
order formula skills during the first period. She was
successful in representing a pure childish life-like
spirit. Unfortunately, she was not able to represent the
life-like spirit of pre-adolescence during the second and
third periods.

2. There appears to be an inverse relationship between the

development of the expression in the composition size and

the life-like spirit, and the brush-ink technique. The
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size of her composition, in general, beocame laraer and
larger, at the expense of life-like sprrit, composition,
and brush-ink.

Yani bravely explored some wet technigques ot second
period, obviously, without fundamental Jdry-1nk techngue
and instruction in the way to use the brush, the develonp-
ment of Yani's drawing ability was inhibited.

After exploring a range of techniques tor representing
soft and hard objects, Yani came back to represeating

soft objects.
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CHAPTER 6
AN ANALYSIS OF YANI'S EDUCATION, METHOD OF LEARNING AND

ENVIRONMENT

In the 1970's a multitude of child prodigies emerged in
Chhna. 1n Guang i province, Yani's home-town, alone nearly 30
calligraphy and painting prodigies emerged. Their works won
various awards and were erxhibited at home and abroad. Four of
them have even published painting albums (Liu, 1987 p.94-95).

In the meantime, a pioneering class was started by the
China Academy of Science for the first batch of prodigies
enlering University in China's educational history. A few
years  later, many gifted youngsters emerged across the
courlry: the youngest university student, 11 years old; the
youngest Phd student, 23 years old; the youngest university
teacher, 19 years old; and the youngest associate professor,
26 years old (Wong 1991).

Studies made by psychologists of prodigies in China and
abroad, during this period show that the principal causes of
this phenomenon are children's inborn gifts, careful fostering
in t ramily environment, and the opening up of society.

Goldsmith and Feldman, Gifts Well Given, 1989 concluded

trom their study of Yani that she had three blessings. Her

tirtst blessing was to be born with an immense talent and to
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have the drive and desire to express herv gitt. Her scecond was
to be born into the Wong family, which reccogniced, chervished,
nurtured, and sacrificed for her talent. Her thitd was to
have been born at a time when her country was re-ciamning
it's educational goals and practices and was cager to under-
stand and learn from powerful early expression ot talent Like
Yani's.

As to why and how a culture which reveres the arts and
civilized wvalues can bring Yani's gift into frurttulness, the
psychologists did not do further study. On the bhasis ot my
own careful analysis of Yani's works and of Chinese culture,
I myself believe that, apart from the above mentioned three
factors, another three very important factors are rnvolved in
the genesis of prodigies: 1. the naturc of Chinese cducatrong
its method of teaching by order-formula; 2. the characteras
tics of prevalent material, the affimity of rice paper for
ink; 3. the prescriptions of Chinese cthics -- diligence and

hard work.

The Three Blessings
(1) . Inborn Talent and Artistic Family

An extraordinary innate gift for drawing and be tneg born
into an artistic family where this talent v carefally
fostered are the two important blessings  common to o the
majority of Chinese prodigies. This 15 btrue for gnstance, of

Jinjin in Shenyang (Xue 19%90); A Zi in Guangeor hou 1981 ;
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Wang Zinhar in Beijing (Zu 1984); Huang Dan in Guanxzi (Liu,
19%/7) and Chen Ziaoyin in Hunan (Min 1990). All these
prodigics are from artistic families where from the beginning
they were nurtured in an artistic atmosphere.

In general, at the age of two, they received brushes from
therr parents and began painting or embarked on rigid artistic
trainiug., For crample, at this age, Chen Xiaoyin practised
calligraphy for four hours everyday''. Their ability in
calligraphy and painting obviously developed earlier than in
ordinary children. Meanwhile, the careful education and
training provided by their parents accelerated this develop-
ment..  As Jinjin once put it, "My poem and painting all come
oul of the candle parties my Mama often held for me" (Xue
1990) .

Yani Loo was blessed by this double advantage of innate
gift and 1ts nurture by an exceptional family very early on.
She was attracted by the fragrance of her father's oil paints,
which arousced her strong interest in drawing. As an artist,
the tather from the very beginning discovered that his
daughter had a special interest in animals and the beauty of
nature and that, further, she possessed the artist's vision
and  powers ot observation. Accordingly, he offered his
dauahter a timely training and education. Yani's gqgift,

theretore, 1s closely related to the education received from

Intormation obtained from a letter which Chen
Niaoyin's father wrote to me.
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her father and to her familial environment.
(2). Social Zeitgeist

1976, the second year after Yani was born, 18 an amport
ant date in China's modern history when Mao, Jhou, and Chu,
the three chief state leaders passed away in succession, Attoen
their deaths a power struggle broke ont. As a re-ult, the
Cultural Revolution ended and China opened her door to the
world. To start with, society proposced retorms and eoncouraged
traditional culture {including the thematic content ot the
traditional Chinese painting) while absorbing Western cultuare,
It reassessed the relationship between individual creatve
values and fame and art for art's sake (not just for polit)
cal reasons).

Art during the Cultural Revolution had served onty
political and critical pur-
poses. Inborn talent 1in
drawing could only be used
to make political propaganda

paintings such as Severely

Criticizing Lin Piao and

R ;.4‘ 4 .‘:" * N AT, vt
e Y g 4 Vg
(TRt - | g
ﬁ* A .\: .. ! pe .Iv : ‘/(
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'.,.‘,V,‘hy}.,:._.. ot & .
lazi ulasan
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Confucius, (Figure 56) 1 g%ﬁ&d
. Fi r 56 ¢ . b o4, o, s e,

have Become a Little Red . 30070 N !

IR L | s

Guard (Figure 57). Childish innocence wan totally dyotorted,
Fortunately, Yani was born and grew up in an o entarely dif
ferent time. She could paint works with tradit ional Chiyne o

themes and give free euxpression to her indisydeal croat e
/
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ndulging in, for exzample, her favourite subject, monkeys.
ohee couled, as well, 1f she wished, cultivate personal fame.
~hnother important social factor in
this now relaxed era was the approval
now accorded to children's early educa-
tion. oince the end of the 70's, China
had practiced a rigid system of popula-
tion control, limiting each family to
one  child. The education of that,
necessarily most precious commodity was
therefore ot great interest to people,

a situation that, along with, the tra-

ditional Chinese habit of wishing a
child to become a dragon' led to the
Figure 57 w. Ying, 330 10, I
carly childhood education practices He7s Boeime 3 iatiie fed Suasd
that prevailed from the 70's to the 80's and even up to the
90's in China. The Chinese traditionally tend to favour
harmony over variety, so many people wanted to raise especial-
ly able children.
When the child prodigies received attention in newspaper
and on T.V., many parents, out of emulative zeal, encouraged

their own sons and daughters to start careers as painting

prodigies. This trend could be compared with similar one in

This phrase refers to parents' support of higher
education for their children and in the hope of the
child one day becoming great person.
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the early 70's when children were enceouraged to learn musical
instruments and dancing. In citiecs, chiltdren generally
learned violin and accordion, while 1n the countryside the
flute and Er H (two strings) were popular. The ditterence 14
that this musical training was based on Maoist praiorities and
ideology and was normally confined to schools, the later trend
of visual art training stressed the child's ability to master
a technique, was apolitical, and was normally carrired out
within the family and culture palaces.'

During the period when visual arts prodigies were o topue
of interest to people. different regions and provinces
competed with each other with regard to which had the most
prodigies. In the Guang Xi provinces and Berjing city, a
whole theory of prodigies came to Tight. Poople  beocan
interested in finding painting prodigies from varitous walbs of
life: in the family, school, palace of culture, and 5o on.
Such children took part in competitions and thear oucceases
lead to regional feelings of pride. Some prodigien were
selected by the state premier for the opportunity to cchibot
and perform at home and abroad, and recevyed gold, oy lver TS|
bronze awards.

(3) . Summary
Yani fortunately was born into an artiotie fami by where

her early inborn talent was discovered and fosteyed with

3 This information 1s based on the antpor ' teaching

experiences from 1973 to 194/ 11 Chiti
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automat 1 training. She was also born at a time when Chinese
noc1etly was becoming a little more liberal and andividual
creative and artistic values were reasserted and popular
approval  was forthcoming for early childhood education.
Indecd, she was born in Guang X1 province, where interest in
artistic children was intense. In short, Yani, the painting
prodigy did not just start from nowhere: her artistic produc-
tion was the conscquence, in the main, of three contributing
factors or blessings —-- inborn talent, the possession of an

artistic family, and a favourable social zeitgeist.

Three Specific Traditional Cultural Features

Apart from the three substantial blessings just noted,
Yaui's talent was also formed from e:nposure to traditional
Chinese cutture.
(1) . Art bkducation: The order-formula teaching method
a) A brief introduction

The cream of thousands of years of Chinese art, the
result of constant depositing and endless selection, is order-
formula method. In the music of the Chinese Peking Opera, for
example, cach body movement has a fined orcacr-formula, and in
Chinese painting, animals, leaves, and rock all have their
order-tormulae.  Thus, the order-formula teaching method came
into being so that people could learn easily, remember easily,
and so be capable of carrying on tradition. I myself watched

in person a nine-year old pupil perform a love story in Peking
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Opera style after being taught by the order-formula toaching
method. The libretto, tone, and movement were poetrtormed an
exactly the right way. You could hardly belreve this pertorm
ance was given by a nine-year old pupil. In tact what he did,
was to simply follow the order-formula. God  knows 1t he
already had experienced in his heart the love of the opposite
sex that the performance was about.

The order-formula concept has been accepted an Chineoe
art for a long time, particularly in the cevaluation ot the
traditional arts, but the body of order-formula theory oo
matter of recent decades ''. Though the order-tormala teacioig
method emerged side-by-side with Chinese parnting arts, no -
depth study has been made of it. [Irom generation to gener
ation people just adopt it as tradition. As a matter ob tact,
the order-formula teaching method 15 wvery popular an arl
circles and in art text-books 1n the clementary schools an
well. Even special albums have been publiched for chaldren to
follow in Chinese painting, for eciample, How to  Learn Chine

Painting by Children (Zhao and Guo 19848} pablihed byoo

Beijing art and photography houce introduces oo albl AL orddes
formulae, diagrams and explanatinng f{or drawineg ditteren
animals and plants. Although not a4 cingie wora pecqtooally

refers to the order-formula teaching method, ot 1o o Yy gl

See my work, "Exploration of the Teackiang Method o

Art, part of which was published in Study on idie
tion, 1982, China
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children's art book based on order-formula teaching method.

(Farpare S8, 89 and 90) .

The: most important \
4 £ ®
merit of this order-formula )
H Floo €% 08ty
s . . I ATRITURSE
teaching method is that it . l[li}‘nu;f',lfﬂmll!?
LR T
!
1o asy to adopt, master and | e
IR T S0
. Al
produce results with,  Thus, ;5 5 i e, wy
T N A
AR W 3 N 0T 1)

mmstead  of besetting  its ' )
practitioners with diffi-
culties, it encourages and )

Q )
instils confidence, arousing ‘ ' ’ * ()%%
their interest and a new '
desire to paint, It can (E‘lg{\;sr; 58 The Goldfish Order-Formuls (Zhas,
also be assimilated by the young children at an early stage of
cognitive development. The biggest problem 1is that it
testricts  the mode of thinking and hinders creativity.
Traditional theory in Chinese painting recognized this problem
and stressed cuan jin gu (going into it) and da chu lai (break
through 1t), Cuan in fact means to go into and study the
order-formula; da means to break through the restrictions of
this order-tormula and create a style of one's own. In
consequence, whether one can break through this order-formula
and create one's own style becomes the chief traditional
criterion in the evaluation of a real artist.

b) Yani and the order-formula teaching method.

Yani adopted the order-formula in paintings of a variety
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of different animals, among these was the monkey order-tormula
which she used from age 3 to 15. It 1s by no means an
exaggeration to say that Yani used this order-tormula to
create and represent fully the monkey world in her heart.

The question is, was this order-formula ot Yani's tauaght
or did she discover or create it by herself? Undoubtodly, she
was taught. Otherwise, if she was capable ot 1nventing a new
monkey order-formula at age 3, why did she not invent any
others up to the age of 15? And why did she keep using the
same order-formula for chickens, peacocks and crancs that she
used at the age of 4? Then who is5 the percon to use this
order-formula? Who is her teacher?

Most researchers, such as Goldsmith (1989), Pariser
(1990), and Ho (1989), believe this was her  tather. I
completely agree with this point of view. Certarnly, Yani was
taught and instructed in the order-formula techngque by
someone. However, Yani's father incisted that he did nol
teach Yani; nor were any other artists mentioned who mrght
have done so. Her father claims she anventod thio all by
herself (Wang 1987, p.15), a contention that doe make the
emergence of Yani's technique rather myctoriou,. For the fake
of convenience I shall call this teacher whe 10 anwr b lbineg Lo
speak his name, Yani's teacher.

Yani's teacher is an artist with Jlinks to bLaoth more

xperimental and traditional art. He/ohe creatoed vhe order -
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formula for Yani's monkey,'” and then also created her other
animal order-formulae. He cor she also taught Yani successful-
Iy with the order-formula method and enabled her to master and
use the order-formulae in less time than she would have
unassisted.  The sagacity of Yani's teacher consists in her
divergence from the traditional apprenticeship, allowing Yani
to skip over meticulous attention to brushwork directly and to
start frechand brushwork!”. The teacher sought every means to
produce the {irst effect of painting, a fresh, inspirec touch,
and  the  c¢hildish  innocence of
Yani's heart. He/she was also wise
1in that his her encouragement of
Yar i to paint was accompanied by an

insistence  that she master some

brush~-ink techniques, so making

] , Figure 59 :1a Feng, age 6, An
full use c¢f the natural and acci- u‘«:(‘gptlller;[ Performance {(Wang, Z. 1987}

dental effects possible with ink.
He/she taught Yani the technique of creative copying and
mirtation clearly evident in her works after age 7. Though

copying was criticized in the West during tne 20's and 30's,

S50 tar I have not found any book or material which
presents the same order-formula for monkeys which
Yanl uses. The only exception occurred in the
painting "An Excellent Performance'" by Nizeng (age
¢ Figure 59) from Hubei Province, picture was
published Iin Selected pictures by Chinese Children
Hubel Children's Publishing House, 1987

See Terms for Chinese painting styles, Appendix A
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it has always been one of the most important buasie-training
techniques in China's system of art oducation, and nmore
recently, new opinions on copying have been appearing in the
West. From age 7 to 11, what Yani largely crigaged in was et
this technique of creative imitation.

Indeed, in this period, she made tull use ot bruch nk
techniques and different order-tormules for animals and
vegetation. She didn't hesitate either to tmitate the compo
sitions and Dbrush-ink techniques ot several  ditierent
painters, rearrénging in components of theipr proture  on
creating derivative paintings, as in A omall village (age 10,
Figure 60). Here order-formulae for houses and water, and
brush-ink technique and colouring of the treea all wuere copred
from the works of Qi Baishi, [Li Keshu and Wua Cheng Shao, bl
the composition is invented,

On the other hand, Yani's teacher was wi o cly abandonng
the traditional idea of aloofness'' and contacred artiots and
famous painters of different social status and cococootally
held exhibitions for Yani.

Certainly Yani's teacher carruied a clear tradnt conad e o
her nimself, since he did impose restrictaions on Qo' learn
1ng, or rather only allowed her to repreccent “he tnomat g

content and the brush-ink of literary pant g vty a0l e

1 People are advised not Lo soeck horour andd qiciaey, 1

avold the worldly-wisae aned zulgasr Lo 1o frarn from
self-admiration
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markers of adult mentality and aesthetic standards, maybe Yam
herself independently explored other fields. To judge trom
Yani's works so far published. She has not
touched modern Chinese concepts of paintiugqg,
wider thematic content, or modern western
art.

Yani's teacher while demanding a master-
ly grasp of the order-formula for various
animals, did not encourage Yani to abandon
order-formulae; at least we see no sign of
this up to age 15.

(2). Material: The Ink-Charm of Rice Papcr

The majority of Chinese painting pro-
digies choose brush, ink, rice paper and ink
stone, as their medium, the traditional four
treasures in the Chinese studio, in Selec-

tions of Guang Xi Children's Calligraphy and

Painting (Liu 1987 ), 35 out of 41 child

prodigies are described as receiving training

in Chinese painting, a full 85% who paint fiqﬁ?’ﬁ°fﬁﬂ7x?
o 1 e

Chinese painting engage in calligraphy. Of

the 115 works in the Selected Picture by Chinege Children

(Wang, Z. 1987) over half were Chinese ink paintings.
All the outstanding Chinese prodigies | have oo far
studied, paint Chinese ink paintings. Then why are there no

prodigies in other fields like o1l painting, literary sketch,
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and water colcour in China? My answer 1is that, apart from
certairn cultural residues and aesthetic customs, the Chinese
painting medium is one of the chief causes of the prodigy
phenomenon. Because both Chinese painting materials and art
terminology are easy for them to master, children find it
casier to produce excellent results and so readily acquire
robust interest in art from the beginning. For example, the
rice paper made in China has a special quality which brings
out the special virtues of ink-charm. As the saying has it,
in splash-ink, free from inhibition; in dark black ink, bright
and clear; in light ink, clear in layers; in accumulative ink,
dark and vigorous (You 1991). This standard ink charm is one
of the first objectives of artists and only by this ink charm
can they fully represent life-like spirit in their paintings.

The famous Chinese archaeologist, writer, poet, and
calligrapher, Guo Moruo once said, "Rice paper is an artistic
creation invented by Chinese working people without which
there would be no artistic charm for Chinese calligraphy and
painting would be devoid of its artistic nature.” (Wei 1991).
Throughout Chinese history many artists, calligraphers,
writers, poets, philosophers, and politicians cherished rice
paper as highly as gold. This esteem for rice paper has been
the subject or theme of many Chinese classics.

The manufacturing technique and the inestimable result
with its ink-charm are quite mysterious, but the mastery of

ink techniques on the rice paper is easily achieved. Anyone
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can produce ink-charm to different degrees simply by splashing
ink on rice paper. However variation in ftorce, speed, time,
temperature, and the amount of water splashed, yiceld a ranage
of much to be desired accidental effects from 1nk-charm.
Secondly, wet ink and light ink more easily give risc to ok
charm effects than dry and dark ink and so on. One could
elaborate at greater length on the detail but the gist ot whal
I am saying is that it is these special virtues ol rice paper
and ink that lay the foundation for Chinese painting pro-
digies.

Not least of these advantages is that children tend to
learn ink and brush painting techniques faster than oil
painting techniques. Yani benefited from the Chinese art
heritage and made full use of ink-charm effects and used many
wet ink techniques.

Secondly, painting on rice paper requires planning. once
you are ready, you must make the painting at one stroke
without hesitation or corrections for otherwise the flowing of
water or the dryness of the ink will spoil the offeot of the
painting. Basically, each painting 15 done in oo frechand
style which ranges from 10 minutes to half «an hour,  1n
evecution, special painting takes no more than an hour. The
need to work quickly, without corrections on rice paper 1o
also one of the reasons for the order-formula teaching methiod,
This enables the beginner to make quick mantery of  the

characteristics of rice paper and bring about faster, more
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aecurate  and better results. Therefore the order-formula
tearching method and ink charm of rice paper have attracted a
larqge: number of Chinese children painters.

(%) . Ethics: Traditional Morality and Hard Training

When I was at the age of 4 and 5, my mother often told me
the stories of how an iron stick is made into a needle and of
wiater drops cutting through rock. When I entered school I
often got the lesson that no one cares abount your ten years
of hard study, but once you become famous you will become
well-known under heaven. When I took up brush, almost all the
seniors would constantly remind me that no writing characters
can be hand-written well without a hundred days of effort,
practice makes perfect. It is certain that this is the norm
for Chinese children receive this kind of education.

The traditional values of hard work, plain living and
persistence which have undergone thousands of vyears of
cultural residue are deeply rooted in me and in most Chinese.
buring her infant days, Yani was inspired by this same spirit
of hard training. When she was 6, she already had made four
thousand works. It goes without saying that Yani compared
with other ordinary children possessed more extraordinary
encrqgy, corcentration of mind and the spirit of never feeling

weariness.
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CHAPTER 6
COMPARATIVE ANALYSIS OF YANI AND OTHER GIFTED CHINESE

CHILDREN: XINGHAI AND A-XI

A. Yani and Xinghai - A Comparative Analysis
(1). Introduction

Born in 1971, he is 4 years older than Yani, and bas, as
another painting prodigy enjoyed considerable popularity 1n
Beijing between the years 1980 and 1985. Al the age of soven
he began painting, and after age nine had his personal
painting exhibitions held in Beijing, Lanzhon, and Guang:hon
(China) and in the United States, Germany and Italy. In the

United States, Baltimore Sun (Martin 1981) newspaper catlled

him another Picasso in China. (Figure 61) As time passed,
more reports continued. The Cen-
tral News studio turned his
on-the-spot performance into a
film. The reportage of Xinghai
carried 1in the fourth volume of

Beijing Art (Xu 1984) received the

silver medal for the 1980 Indian

International Children Art Works

Pigure 61 vy /.ot oy an UL L),
Tnd fhaltarore L May T, T,

Competition, and was also awarded

first prize for the painting competition sponsored by the
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journal of Chinese Children during 1981.

(7). Turdividual and Social Background

Tanl and Xinghai were both born into families where the
fathers were painters; one in Gon Chen County, Guilin, and the
latter 1n the Capital of Beijing. The artistic atmosphere
influenced them both from a very early age, and as 1 argue in
7ani's case and is clear in Xinghai's case their fathers gave
them timeiy education and training. In terms of official
notice, Yani was noticed four years earlier than Xinghai, who
became known at age nine. Both were active as Chinese
painting prodigies during the 80's. It would therefore appear
that an artist's heredity, family and social environment are
the main factors explaining their development.
(3). Thematic content

A big difference exists between Yani and Xinghai in the
thematic content of painting. Yani has experienced a clear
series of thematic changes: from monkey to landscape and then
to flower-and-bird, the monkey paintings are her masterpieces
cmbodying childish innocence and charm. Xinghai, on the other
hand, went through no clear thematic stages: he began with
cats, figures come later, and then he painted fish, landscape,
cats and fiqures at same time,

Avound the age of 9 and 10, he made a lot of pictures of
children's stories, fairy tales, T.V., cartoons, films and
historical stories, offering some indication of his wide

thematic content, for example, Standing Cat (figure 62), King
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of Dragon Enters Palace (Figure 84), Black Pony (Figure 8b),

Majestic Appearance (Figure 82), Hundreds of Fish (Fiqure ou),

A Group of Horses (Figure 67), Sleep Touring Guling (Fiaure

68), Seventh Ranking Official (Figurc 64), Rocky Forest
Landscape (Figure 83). Xinghai's father once sard, His
inspiration comes from touring the Zoo, and from lListening to
ancient stories over the radic. (Martin, B.K., 1981).
Compared with Yani, Xinghai hardly has any involvement in
the thematic content of literary painting. Children's themathe
content dominates his paintings. He has a wider thematic
content and more obvious childish tastes.
(4. Method of Representation

Yani's paintings show an order-formula wherecas Xinghai's

do not . (see the cat paintings Majestic Appearance (age 9,

Figure 82) and Standing Cat (age 9, Figure 62)). Though the

cat's majesty is depicted, the technique of
representation differs totally - one stand-
ing, the other climbing, with no fixed order
in brush-ink. In his rooster paintings, the
technique of representation for each rooster

varies from one to another. The Family of

the Rooster (age 9, Figure 63) shows the

E‘igux:e 62 Wineg
technique of contrast between short black Zirihe. e o

Sy terb g [
(Withor ', et

line and wet ink block. Lo o,

Gourd and Rooster (age 9, Figure 64) was painted com-

pletely with dark black and dark black dry ink with no lincs.
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The painting Fooster fage 9, Figure 65) was completed using

the toechnire of wet light 1ink and

ELEN
g
&

f1ght and dark black, alternately.
The: technigue in the painting Hun-
drede of Fish (age 8-9, Figure 66)
haas  evenn more varieties, showing

ifferent postures and expressions.

~All o sorts of emotions are conveyed

Figure 63 Wang ¥Yinanai, age 9,

by movement of the eyes and swing- 7 Family Of The Rectror (Author's

ing tails. Obviously the fish are
personalced.

Also, 1n the painting, A Group
of Horses (age 9, Figure 67), fif-
teen horses are painted, each having
dif ferent posture and made with a
different representational technique.

In Yani's painting o©of Horses,
(age 8, Figure 79) each horse has the
same posture and one order-formula
(Table 5 ), the only difference being
the technique of brush-ink. Begin-

ning from age six or seven, Yani

tried to pursue the method of liter-

: ‘epresentation in ¢ iti .
ary repr € ation, omp051tlon, Pigure 64 Wang Xinghai, age 9,

i Gourd & Roester (Author's Slides
brush-1nk, and thematic content, Collection)

whereas Xinghai gave free expression to his ideas; what he
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desired to express, he painted.
(5). Techniques of Brush-ink, Composition, Colour and
Calligraphy
Both Yani and Xinghai mastered some
basic techniques of brush-ink. On the
whole, however, the techniques of brush-

ink Yani mastered exceed those of

Xinghai. At the age of 5 or 6, Yam
Figure 65 :: b, o1 o,

ot can bt Iyt
tion)

mastered some difficult techniques, such
as colour and ink harmony, where deep
black breaks 1light and 1light breaks
deep black.

While Xinghai possesses fewer

techniques of freehand brushwork (basi-

cally outlining first and then filling

in ink and colour) some freehand tech- F*gure 66 =ivni .ubii. vi
Ll )

niques of brush-ink are used in animal

paintings as well as in landscape - particularly the use of

brush in landscape - where
he reveals a more solid
foundation than Yani, and
where his vigorous brushing
characteristics with alter-

native rubbing and wrinkl-

ing appear. His contour

method and technique of Figure 67 Wiy /v, o o 0 5 !

perea laurthor ' Loy
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rubbang/wrinkling were used in the Rocky Forest (age 9, Figure

#y, Goo Rppendi: D) and Sleep touring Gui Lin (age 9, Figure

6#), which are rarely found in Yani's paintings. From this,
it may be concluded that Yani is good at ink use and Xinghai,
the: bhruch. While Yani is skilful in wet ink, Xinghai is
skilful with rubbing and wrinkling dry ink.

With regard to composition, Yani's work, before the age
of five shows no influence of traditional compositions. She
{1 lowed, after age seven, traditional adult compositions for

literary paintings. It was at the age of

seven that Xinghai began to paint. The

representation of various spatial rela-

tions were clearly strengthened after the

age of eight - for example, The Seventh

Ranking Official (age 8, Figure ©69),

where big and small figures, black and

light ink helped create a sense of space.

In landscape painting he used the three

types of

mountain

Figure 68 ing Minaghay,
Vo9, cHeeep Pouring Golin perspec-
!

teden)

[IRSERR TR

t 1 v e :

level distance in Sleep Touring

Guir lLin (Figure 68), high dis-

tanice in Rocky Forest  (Figure

83), and deep distance in Moun- Pigqure 69 wWan3 Xinhai, age 8, Seventh
Ranking 0fficial (3uthor's slida)
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tains and Waters, age 8, (Figure 70).

His other thematic

choices, 1like myth, fairy
tales and traditional
stories give no indication
of any traditional adult

composition factor. All

are surface decoration
type of composition, full giyyf“gﬂjpnuﬁﬁmgﬂ:fﬂlr;n‘”'hh it
but in order. 1In composition, Xinghai often adopts vertaical
and horizontal forms, which differ from the hand-scroll Yana
employs.

As to colour, Yani has a better understanding ot
black/white relations than Xinghai. At 3 or 4, Yani began to
use the technique of ink and colour mi:xture, with better
understanding of colour after eight. Colour and i1nk mizture
find little use in Xinghai's paintings. Inctead, the tech
niques of filling in colour after outlining, pl.ain colour, and
the versatile colours were often used to give rise to sharp
contrasts.

Although Xinghai's sense of colour 1mproved, we find all
sorts of colours in a single painting duc to his lack of
awareness of colour/ink harmony. For eample, yn fani's

painting, Yani's Party (Figure 43) all ninc fiqgures an the

picture were basically painted with orange, while Zinghar's

painting, King of Dragon Enter Palace (age 10, Firogure #4,
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Geeee Appendiz D) shows different colours were used to paint
thee figure with no awareness of colour tone.

As to calligraphy, ZXinghal didn't make much progress.
Yot it 13 obvious that he had some training with simple
alligraphy, and that he copied some calligraphy models that
may be found behind his use of the brush - giving the sense of
put.t ing down, closing up, pressing and breaking'.

(6) . EBducation and Methods of Learning

In terms of ecducational environment, Xinghai lives in
Berjing, the cultural centre in China. What he sees and
hears, of course, 1is far more than Yani. In addition, his
father is a teacher in the Cultural Institution of Fine Arts,
regarded as an institute for higher learning. In the last
decade, many teachers have advocated modern art, and they
arranged the first exhibition for Xinghai at the Central
Institution of Fine Arts, with the aim of changing the art
teaching method there.

The espousal of modern art has, more or less, influenced
the tecaching method of Xinghai's father and Xinghai's repre-
sontation, which is free from traditional technique and adult
stagnation. Yani, born in Gong Cheng County, Guangi Xi
province received from the very beginning a rigid traditional
cducation, as is reflected in her paintings.

Yani's teacher 1is both sagacious and strict: he quided

1 Please to see the terms of Chinese painting tech-

niques, Appendix A
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Yani with order-formulae, steps and purpose. At the begianing,
Xinghai also received basic brush-ink traraing. And yet, trem
his painting, we see how the guidance ot his teacher was
loose, without procedure and order-tormulac: he allowed
Xinghai's interests and imagination to develop naturally.
(7). Summary

Thus the artist's 1mmediate family and social cenvitonment
are natural common factors in the respective development ot
Xinghai and Yani. Yani was trained under the systemat i
traditional technique of brush-ink and order-tormulae, withomt
traditional method of basic training. Her development shows
a marked inclination to pursue brush-ink techniques, themat re
content, and colour composition of the adult Titerary otyle

Xinghai, on the contrary, had no training o systomal e
traditional techniques in brush-ink, no solid basie training
no order-formula training. He is a prodigy who developed
naturally.

Yani went through clear periods of brush-ink noe and
thematic content whereas ZXinghai did not: hio development
bears the feature of alternating. Yani's themat o content 1o
relatively narrow, namely, the thematic content of literary
painting such as monkey, landscape, tlower-bird. By con-
trast, Xinghai covers a wide range of themat i contoent, from
the heavens to the earth, from past to future, andd anythong
else one can imagines.

Yani's method of representation  chow, o clear
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Arider-formula, while Zinghai's does not. Yani is good with
{he: une of ink, whereas Zinghai excels by brush. Both of them
A1 not progress much in calligraphy and reveal no gift for
calligraphy, when they are compared with the calligraphy of
children of the same age.

vani's work has gained more approval: the mature and
traditional factors of her work have won approval from
trarditional painters and society as a whole. Xinghai's works,
unfortunately, are only appreciated by artists with modern
consciousness and society in general tends to regard him only

as a child painter.

B. Comparison of A-Xi and Yani Fi&

(1). Introduction

Having the original name of Tan Wen Xi, ,
A i was born in September 1973, of Mao Nan
Nationality. He is a gifted painter in Guang
Xi province and enjoys the same popularity as
Yani. At the early age of three, he began
painting, guided by his father and the famous Eig?fﬁ;Ziuf1;§>on
painter, Mr. Li Luo Gong. Exhibitions were held in Beijing,
shanghai, Guangzhou and Gui Lin in China, Hongkong,
Singapore, the United Kingdom, Finland and other countries and
places (Figure 71).

A Xi was awarded first prize at the Finland International

Children's Painting Exhikition, in 1976; first prize at the
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China Children's Painting Competition in Shanghai, 1979, and
the gold medal at the Asian Children's Painting Exhaibaition an
1981 and 1991 (Ke, W., 1988). The GuangXi1 J1i la Publishing

House published an A Xi Painting Album (A Xi, 1991) .

Meanwhile, the film Son of Nature, bascd on A X1 was

made by Xi An Film Studio. In 1990 he enroled at the Depart-
ment of Fine Arts of the Educational Institute of Gui lan, to
aspire to the role of professional painter.

(2) . Social Background and Environment

Both A Xi and Yani were born in an artist's family and
received training in a county cultural palace in GuangXi.
With regard to nationality both belong to a minority. Both
likewise began to paint on rice paper with brushes at the age
of three. A Xi became famous after he received first prive al
the Finland International Children's Painting Exhibaitaion for
his Gui Lin Landscape of 1976. He has since become very
active in the forum of GuangXi painting prodigies. A X1, who
is three years older than Yani, became noteworthy two or three
years earlier than Yani.

Growing up in an artistic family and benefitting from the
opening up of society, are common feature 1n for the develop:
ment of both.

(3). Thematic Content

Strictly speaking, A ¥i became famous for hio  cat

painting, and Yani became famous for her monkey painting.

From age three to nine, A Xi's themes were catl and Vandsoeaps:
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which he developed simultaneously. From age 13 to 16, he
be-gan, apart from cat and landscape, to sketch and paint
flowers with colour studies (See the questionnaire filled in
by his father), which differed from Yani's step-by-step
dcvelopment.  From ten recent works which A Xi donated to the
Asian Sport Game, his works still have cats and landscape as
themes.

As with Yani, A Xi's themes and connotations are influ-
cnced by the traditional themes of literary painting.
Although he favours cat, fairy tales and short stories in
history, most of his paintings still belong to the category of
literary painting, like the twig of flowers and two cats in
Flower and Cat, age 10, (Figure 72) and orioles, loquat and

two cats in We are in Happiness(age 10, Figure 73).

- % .
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Figure 7,2 Ak, e 10, Blewer and cat Figure 73 A Xi, age 10, We are 1n Happiness
(Voo 1oy (Liu, 1487)

After the age of ten, a kind of poetic literary flavour
tound expression in many of A Xi's thematic works (absent

among Yani's works), such as Drunken Cat (age 11, Figure 86,
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Appendix D), where a drunken cat lay still on the qround,
squinting at the broken pieces of a fallen cup.

This realm of the half drunk and dreaming 13 the main
sentiment of literary style. The painting Snow {aqge 1.7,
Figure 87, Appendix D) is, another example, havina the poetiuce
quality of the literary style, where, apart {rom houses an t he
vicinity painted with charred ink, the background sky 15 tull
of light ink dots which incline the viewer towards a drowsy
state.

Moreover, the calligraphy was also done 1n light 1nk, to

invite endless reflection.

(4) . Representational Technique

Like Yani, the cats in A Xi's paintings are done accord-
ing to an order-formula. From the age of three to 1/, s
cats have the same order-formula. All other varieties were

variations of this order-formula (that is, the Games ot Cats,
(age 7, Figure 88), where dozens of cats have similar
order-formulae). However, A X1 also
painted some cats with different
order-formulae, like Drunken Cat (age
11, Figure 86 ), where the cat was
totally painted with wet dark ink,

marking a difference from his usual

order-formula. His Three Squatting

Figure 74 7 /., 0 1%,
Thoreo spaattaneg ot Cgartre,!

Cats (age 16, Figure 74 ) which he oo o

donated to the Asian Sport Games, were all drawn with Tines
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The cats that A Xi painted at the ages of 6 and 7 have
t he nature of decoration and exaggeration (none of which is
found in Yani's work). When A Xi was six, the many single
~ats he painted later took on a new form through omission, and
cxaggeration, with focus upon physical features, characteris-
t1c movement and expression.
(). Technique of Brush-ink, Composition, Colour

and Calligraphy

The techniques of brush-ink A Xi mastered are not as
varied as those of Yani in terms of wet ink technique.
Although many cats were painted with wet ink, the technique 1is
simple, having little wvariation. Yet the vigour of his
strokes of dark and charred ink in landscape paintings as well
as his technique of rubbing/wrinkling with charred ink exceed

Yani. For instance, the Gui Lin Landscape (age 6 and 7,

Figqure 75), the technique of rubbing/wrinkling and the contour
method were used with moderate boldness, with ink penetrating
below the surface. Strokes are vigorous in their appearance,
and A Xi exceeds Yani in his dry ink technique.

To speak of composition, A Xi was also influenced by the
traditional literary style. His composition, however, 1is
simpler than Yani's. For the most part, his cats are accom-
panied by twigs flowers, grasses and insects.

Relations within the composition of contrast of thin with
thick, dark with 1light, empty with solid remain simple.

Whereas Yani uses various flowers, birds and vegetation to set
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off monkey painting against complex
compositions - A Xi makes more use
of, in landscape painting, level dis-

tance and high distance. Yani puts the

stress on deep distance and level dis- G
tance. . ‘R.;1-86
P

Regarding colour, at the age of 4
or 5, A Xi began using the technique of ﬁﬁﬁ:ﬁlji-lﬁ‘a”w S
colour and ink mixture. After 7 or 8, the variety ot 1nk use
increased, and his sense of colour grew stronger. At about
age 11, he employed original colour directly, with results
which I find too vulgar and lurid. Like Mountains and Waters
of Guilin (age 11, Figure 76), where indigo colour was
directly used. His colour use turned more mature after
fifteen, comprising elegance and harmony.

On the whole there are many similarities between A Xi and
Yani in their development of colour, and few differcnces.

With respect to calligraphy, like Yani, A Z1's carly cal-
ligraphy showed no real gift. But after he reached age ten,
his work improved. The seal character (a style of Chincoe
calligraphy often used on scals) and even the shoguowen,
(inscriptions on drum-shaped stone blocks of tLhe Warring
States period: 475-221 B.C.) appeared in his characters, This
indicated that A Xi then began copying model charactoers an he

practised calligraphy.

After age 15, he made much greater progress: the bruch-
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in¥ and the structure of his charac-
ters all clearly showed his efforts.

(¢). Education and Method of Learn-

A X1 received an education
similar to Yani, and his instructor
was also  open-minded, although
strict in the way of systematic
training: he likewise employed

order-formula teaching to help A Xi

paint cat. An order which he used ggdg;xq:teervgfAGL(iliiang(a(Llit,,Mlogu8n7c)ains
unt1l age 17. With regard to learning, both A Xi and Yani
posscssed those virtues common to the Chinese people, namely,
industry and diligence, for, at the age of seven, A Xi had
already produced some 10,000 pictures (Table 11, Appendix C)
while Yani drew over 4,000 pictures by the age of six.

However, in learning procedure, Yani changed themes one
at a time (monkey to landscape to flower-bird ), while A Xi
developed simultaneously in landscape and cat painting, from
age 3 to 17.
(7). Summary

There are more similarities than dissimilarities between
A X1 and Yani. They lived in similar environments and times
and grew up in an artistic family. Both received training in

traditional Chinese painting and order-formula methods, to

which they adhered as adolescents. Diligence and hard work
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were traits common to both. All their paintings revealed the
characteristics of thematic content, brush-ink, literary style
compositions. As well, their gifts showed up at a very youny
age. They rapidly mastered the basic ink and brush Chinese
painting and order-formula for cats and monkeys - with which
they represented their vision ot a child's world.

One difference is that A Xi was able at an carly age to
use the medium of exaggeration and decoration. e combined the
order-formula with the simplicity of brush-ink. Afttoer his
tenth year, the poetic flavour of literary style cmerged in
his painting. A Xi's thematic content has always been the
simultaneous depiction of landscape and cat painting. This
differs from Yani's segmental change in themes development .
In brush-ink, Yani goes further than A Xi in wet ink tech-
nique, who works better with dry ink.

Yani's composition is comple:, having morc variation t han
A Xi's, which is simple and plain. Roth artists didn't
progress very much in calligraphy, although A Z1, after the

age of 10 improved gradually while Yani remaincd the same.
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CHAPTER 7

WHAT DO CHINESE ARTISTS THINK OF YANI'S WORKS?

A. The Brief Description of Interview with Four Chinese

Artist

In order to get more information for our study of Yani,
David Pariser, a Professor of Art Education at Concordia
University, and I conducted personal interviews, in April
1991, with four artists from Mainland China and Taiwan, who
are now living in Canada. These are: Mr. Zhang, Hung, Wong
and Han. Mr. Zhang, Songnan (M.F.A.) who was a professor of
Central Institution of Fine Arts (Beijing, China). Mr. Hung,
Junian (B.F.A.) who was a teacher at the Hunan Theater College
(Changsha, China). Mr. Wong, Suibo (B.F.A.) who was a teacher
at the Central Institution of Fine Arts (Beijing, China ).
Mr. Han, Pei-Yuan (M.D.) who is a executive of Modern Art
Research Association of Montreal, and a famous facilitator and
organizer specifically of Chinese art in montreal.

First, we showed 25 slides of painting by Yani from ages
3 to 15. Second, we used comparative analysis methods to show
the some topic painted at different periods using two slide
projectors. We asked the artists to compare the 2 slides and
give a detailed analysis. For example, in the section of
comparison of monkey pictures, we showed the following slides

{Table 10):
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TABLE 10: SHOWING PAIRS OF YANI'S MONKEY PAINTINGS

AS PRESENTED TO FOUR CHINESE ARTISTS.

Left Slides Right Slide

Projector Projector

Dead Drunk age 4 Monkey and Age 14

Chicken

|

That is for age 5 Whose Flowers | Age |/

Mommy are so Pretty

Playing a age 6 Good Harvest [ Age 7/

Game

I Have Some age 6 Monkey and Age 11

Fruit Good Fish

We gave 7 painting and calligraphy groups to compare.,

These were: monkeys, cats, rooster and red-crowned crane,

trees, landscapes, calligraphy, and composition.

B. Summaries of the Answers
We summarize the answers which the four artasts qgaye to,
the 8 questions which we asked. The answere are Summar 1zed

according to each individual question.
The first question asked was, "Is there anything unusiual

about the way in which Yani's ideas and technical okille
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e loped?” In response, Huang thought that her early
decrelopment. was good, and that it later became normal. Thus,
aceording o Huang: "Her early monkeys are the only works that
se:t her apart from other children her age, her later works
show normal development”” (p.51). Zhong mentioned that she
developed normally. According to Zhong: "I think Yani's way of
developing is a truly normal way for Chinese children, so many
Chinese children are like her."(p.17) Dr. Han, however, was
not surprised by Yani's development as a whole, but he did see
that certain of her techniques, and certain parts of particu-
lar paintings were unusual. He recognized that her development
is that of a normal Chinese child, except at a very young age.
According to Wong, "I think she has a particularity which is
that she persisted with one style from 3-14 years old, this is
very good. Most Chinese children though they drew very well
when they are younger, stop, or changed to a different style
when they were older." (p.37)

The seccond question asked was, "Is there anything unusual
or euceptional about Yani's technique?" Three of the respon-
dents think that Yani's technique in the painting of monkeys
was unusual in the early period. The techniques in the other
periods are very normal. According to Wong, "You see this

part, Good Harvest , (age 11, Figure 33), look at the master's

Ix

All quotes are from the transcript of our inter-
views with the artists. Page numbers indicate where
in the transcript, the quotes can be found
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painting in technique. It is easy to tollow the master's
technique. Chinese painting techniques are casy to learn,
easy to practise, and easy to look nice."(P. Jd4-20)0 The

composition in painting The Rice is for You (age H, Frgure

14)is impressive and unusual, Han thought that 1t showed very
unusual skill. However, Zhong suggested that  Yant had
received help from an adult for this specitic work., According
to Han, "It is very unusual. The children, tor example, the
rooster, is an outgrowth of that, even the head ot the peacock
goes to the edge of the paper, so that creates a tension, an
very light space. Seldom would a traditional painter, or an
adult do that."(P.60) Zhong's response 15 the  same  an
question 3 below.

The third question asked was, "Do you think TYTani wan
helped by an adult? Which picture shows this? Why do you think
so?" Four of the respondents gave some ancwoer: it 1o possible,

for example, The Rice Is for You, (liqure 14), shows o very

unusual composition. Zhong said, "T think it 1o pociable tor
her to draw a big picture and then for an adult to hoave helped
her to cut it to make a smaller onc." (I'.1%) Profteoor Parioaer
asked "why?" In response, 2Zhong added, "obh, thio kind o
thing happens when I was teaching peasants in the countryoade
in China. I taught them about compos:ition by choosing
specific parts of different paintinqgc, although 1 didn®t
actually use my hands to draw, [ gave them many ditferent

ideas of how to chose from cne part of the partang.” o)
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7an1 'y landscape work entitled Autumn in a Hamlet, (age 9,

Firgure 81), shows different styles and one remarkable wrinkl-
ing and rubbing skill. According to Wong, "It is possible that
when che copied the different adult's style afterward she put
it in one painting" (P.34). Zhong however affirmed that, "I
don't think it is her drawing, perhaps an adult demonstrated
for her. Because this landscape is totally different from her
style and personality.” Each of the respondent's thought that
she gol teaching, but they didn't know how much. Zhong was
definitely sure about this as he remarked, "Certainly, I am
one hundred per cent sure she has been taught, but I am not
sure whether it was by her father or not."(p.4) In the
painting A Tiny Tree (age 3, Figure 9), Hung mentioned that,
"This was done to a with adult education and training, she
certainly got some form of it."(P.45) Zhong agreed, "This
drawing is Yani's own, but she may have received some ir.struc-
tron from an adult, on how to use her brush." (p.17).

The fifth question asked was, "What do you think of her
calliqgraphy from age 3 until age 15?2 " Wong argued that Yani's
calliqraphy showed a little progress. The other three thought
that Yani showed no development in her calligraphy from age 3
to 14, Zhong said without hesitation: "No development is
apparent She didn't practice calligraphy."(p.13) Wong
faltered a little as he said, "I think she has little develop-
ment . For example, she was trying wet or dry calligraphy to

harmonire the relationship between the calligraphy and
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painting. "(p.35)

The fifth question posed was, "ls there a ditterence an
the way which Yani makes animals and landscapes? What o the
difference?"” Here there was unanimous agroement o overyone
said yes. They liked her monkey or animal painting: more than
her landscapes which were not as good, neither the sprrit no
the technique. Huang said that, "the spirit and oholdish
innocence in Yani's monkey paintings is her trademarbh. bt
those in her landscapes all disappearcd. The techinngue vced
in her landscapes are mostly copied from a few ftamous art-
ists." (p.45)

The sixth question asked was, "What do you think Yani's
chances of becoming a significant/important adult artaist an
China?" Most of the respondents agreed that Yani's carly worhs
were more remarkable than her later works and that her current
paintings are unremarkable. However, they did not diomees the
possibility that she will become a big artist, 1t will depend
on her development. Huang stated that, "If she can develop
the future, it is 0.K! However, it is hifticualt to vy what
will happen. It depends. It really depends on bher cnviron
ment, her education. I can't say."(p.5%1) Wong sugegetod that,
"It is possible, but she has to make biq changen ot ne anly
continue “his way then it is impossible."(p. 1Y)

The seventh and final question asked was, "How wonild yon
describe a Chinese child who was unusually good ot parntang?

What do they do? What does giftedren mean ir fCnanee fant -
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1y We daid not get a satisfactory answer to this question.
The: four artist talked about life-spirit which 1is wvery
important. 1t has been a traditional standard used to distin-
rqu15h good art from poor art. Therefore, we supposed that
people in China possibly use the same standard to judge

~hi1ldren and adults who are unusually gifted.



CHAPTER 8

CONCLUSIONS

A. Findings from the Case Study

Yani's progress 1is typical of a talented Chinese child
painter. Three main factors account for her tortuirtous
growth: heredity, family, and the social spirit which sur-
rounded her. In addition, her talent 1s related to three
traditional factors of Chinese culture: the order-tormula
teaching method in art educaticn, the naturalistic charm ot
rice paper as a material, and a naticnal cthic of i1nduntry and
diligence.

I surmise that Yani's teacher is a sagacious, but tradi-
tional teacher. He/she made a timely discovery of Yani's
drawing ability, and offered careful training. While guiding
Yani he/she avoided traditional basic training and  made
skilful use of rice paper's charms. He/she was inotrament ol
in using the traditional order-formula teaching method and the
creative original imitation method, which cnabled Tant to
obtain surprising effects in a short period of tame,

There are three developmental periods for her work:s the
period of success, from age 3 to 6 years. Thic period reveals
her gift for representation. During this tame her gift

connoted mainly a quick mastery of order-formula parnt rng of




the monkey and in particular, the basics of brush-ink tech-
nigue.  She used this technique to freely express the charming
rqualities of her childhood innocence.

A period of erploration marks the second phase (age 7 to
11). She beggan to explore wider themes; plaots become person-
alized. Mastery of materials and media are facilitated by
further development in the brush-ink technique. It is unfortu-
nate that Yani couldn't continue to produce charming images
using her hard landscapes as a thematic subject.

A period of silence (age 11 to 15) follows, Yani moved
back Lo the enploration of soft subjects such as flower-bird
paintings after having explored hard objects. What she then
pursued was no longer the charm of childhood innocence, but
rather, adult consciousness. Yet, due to Yani's immaturity,
she failed to show comparable competence at the adult level.

Yani's difficulties during her period of adolescence are
unfortunate; as with other children, the waning of childhood
creativity proved a setback to her phenomenal childhood
SUCcCess.

One of the important features of the development of
Yani's drawing ability is her mastery and application of the
order-formula for animal painting. The three order-formulae,
Al A2 A3 (p.45) are quite similar. They were used in her
monkey painting until age 15. The order-formulae themselves
show no variation and development. In her work, variation

only occurs in the posture and number of monkeys. Likewise
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all kinds of animals such as horses, oxen, chickens, spariows,
cranes, egrets and goldfish respectively have their own tixed
order-formulae. Although Yani showed a great tendency to
develop her all-around drawing ability, her calligraphy (age
3 to 15) shows a little improvement.

Yani's pictures, which emphasize childish spirait are
entirely removed from the Chinese ideas about the relationshap
of literature, philosophy and the poetry to pamnting. Adult
artists emphasize that neither of the two elements may replace
each other, nor can they be compared. Yani's works capture o
fully childish, playful spirit instead of a learned one. Her
overall technique of representation 1s removed from adull

performance, despite her traditional foundation of brush/inh

use, colouring, and composition. However, shoe has mastered
some adult techniques and a few special ones. Yani's paintings
still convey a child's naive drawing of outward fourms, lacking

the symbolic image and literary connotation of adult:s.
Animal order-formulae are one of the i1mportant hases an
the drawing for both Yani and A Xi. However, Zinqghar didn't
use any of the order-formula to paint animals. Themat 1o
content, composition, brush-ink and a literary style were
objects of common pursuit. Xinghai's picturcs reflect the
interests and content of childhood, such as, myths, qgossip,
television, cartoons, science fiction, fantacy and historiceal
accounts. His composition and technique of bruch-i1nk oeen

mostly self-taught.
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Lifferences 1n the respective pursuits of Chinese and
viesvern people naturally effect the evaluation of Chinese
prodigies., Western educational psychologists, for example,
consider Yani a prodigy who gives life to children's images
with the brush of a skilled adult. However, from the Chinese
perspective, the solution is not the mixture of childish and
adult abilities, nor the number of techniques she has mas-
tered, but how, via this mixture a successful representation
of a kind of vivid, childish charm and clumsiness emerges in

addition to, life-like spirit.

B. Suggestions for Further Research

From ancient China there is a saying: "Prodigy at ten,
gitfted scholar at twenty - and ordinary person at
thirty." (Wong, R. 1991) This indicates the developmental
history of many talented Chinese children. It is hoped that
Yani can avoid this fate and thus, walk toward success. It is
important to note how she could do this. First, my instinct,

and the results of the studies presented here, suggest that

Yani's possible failure may be due to her adherence to the
order-formula. In my opinion, this is a key problem.
secondly, Yani's teacher seems too overbearing. His/her

ettect should be lessened in favour of an approach which gives
Yani more voice. Most of China's ordinary children are able
to successfully avoid the above tyrannies to self actualiz-

at.ion.
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The advantages and disadvantages of the order-tormula
teaching method have not, so far, received much study in
China. Abroad, Lowenfeld did not beliecve 1in copyinag or n
giving children formulae, nor did European art educator Croek,
However, to date, this teaching method has intluenced emergent
Chinese painting prodigies. A breakthrough 1s required in the
study of order-formula teaching to mahe possible o better
method of educating Chinese painting prodigies,

I am certain that Yani was taught by someone, The
question is who? The answer to this 1s still a mystery. Hes
father has denied his involvement and he couldn't point to any
teacher. This is difficult for our study. 1't, perhaps,
someday Yani and her father share this mystery with us the
results of present and previous studies could be aftected as
significant conclusions could then be drawn based on the
teacher's method. However at present 1t is impossible for us
to believe that the techniques used in part of her works all
came from her hand. If we take, for example, the landooape

painting, Autumn in a Hamlet (p.155): the mountain 1o parnted

very skilfully with adverse rubbing and wrinkling using «
vivid model and magnificent energy. This technogque o neuer
found in any of her other works. In addition, the calligraphy

in her painting, That's just what [ want (p.36) cohibats the

kind of vivid brushwork not noticeable clscwhere b fore her
15th year.

A fundamental analytical question 15 posed throuqghont the

117




study: 1o it therefore possible for her to consciously master
st age three, a method she has not mastered or repeated since
that time? David Pariser and I (Pariser and Tan 1991) have
4lco raised this question during our interview with the four
Chinese professional artists. Three of them gave the same
comment  that, the possibility exists for the involvement of
adults where, with regard to performance and demonstration a
supportive hand is never far.

Any conclusive answer to this inquiry can only be found
from further studies and personal interviews with Yani and
her father. The question remains why there are so many
Chinese prodigies in China, and why the Chinese painting
material engenders gifted children. Another question why there
are so few gifted Chinese children in the realm of sketches,
oil paintings and water colours? This could be the basis for

a larger research project.

C. Limitations of the Study

The case of Wang Yani can only be used as an example with
which to enramine the main characteristics of art education of
Chinese child prodigies.

A further, and significant limitation is that, I was not
able to conduct interviews with Wang Yani and her father, nor
was 1 able to conduct interviews with the people, the artists
and the schools connected with Wang Yani. In addition, Wang

Yani has made 10,000 painting works up to now, but I was only
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able to conduct an analysis based on about 170 picces ot her
work via publications, videos, television programs amd
exhibitions.

There is also limited information available on how Wang
vani was educated and how she studied. Besides an article in
1988 by her father which mentioned how she started painting
when she was young, there is no other information on how she
studied. Thus, I could only conduct an objective analysis
through what she did in her paintings and based onmy JhH years
practical experience in Chinesc painting and on my 12 years

experience in teaching.

D. Implication for Art Education and Teaching

The examination of Chinese art teaching methods in this
thesis, should be beneficial in assisting art teachers to
understand the advantage and disadvantage of the order-formula
method of instruction. Hence, art teachers could more intell}i-
gently select and apply the method they wish to une in Chinee
art teaching methods.

The study of Yani's brush-ink technigue cerves  the
purpose of assisting art teachers to understandd the relaton
ship of the teacher to different Chinese parnt ing bechiriepaes,
as well as, how such techniques are applicd to specitic age
groups. A question raised is the need to assess thee relat ion
ship of the teaching method itself to the difforent Chivnieeoe

painting techniques and also, how one might approach teaching
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normal or gifted children. Thus, with more study, the art
teacher should be able to teach children in accordance with
the1r aptitudes, by using a method which accommodates the
particular child.

This study on Yani should assist art teachers in thinking
about how to help children to reach the unity of life-like
spirit and brush-ink technique, instead of only focussing
teaching on technique, or of only seeking ink-charms effects-

a5 we have seen with Yani.
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APPENDICES
Appendix A: Terms of Reference and Definition

A. The Basic Names and Terminology of Chinese Art Criticism
Al. The Aesthetic Standards of Chinese Painting

Chinese philosophy, literature, ethics and religion
permeate the study and aesthetic principles of painting (Li,
v. 1976 and 1987). These principles are:

a) The Unity of Nature and Humanity. This principle

emphasizes the oneness of people with the universe and
humanity's return to nature. It underlines the Chinese
artist's quest for beauty in the unity of nature with
humanity.

b) The Unity of Form and Emotion. An inter-relationship

is thought to exist between external beauty in nature and
the development and rhythm of people's lives, therefore,
although Chinese aesthetics has a high regard for the
standardization and stylization of art forms, it always
relates these forms to the expression of emotion, thus
preserving a high degree of freedom within a rigid
standardized form.

c) The Unity of Goodness and Beauty. Chinese paintings

have always stressed the inspirational effects of art on
behaviour, often linking an appreciation of beauty to
noble spiritual qualities and virtue, or the practise of

morality.
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A2. Characteristics of Chinese Painting

Chinese painting 1is characterised by many cultural
factors which play an important role in the output and
painting, itself (Wang, B. 1982). These arc:

a) The Combination of Poetry, Calligraphy, Paimnting, and

Seals. Chinese painting emphasices the common origin of
calligraphy and painting and thett tundament al
relationship with poetry. There is a common Chinese
saying that underscores this: the scenery lying hidden in
poetry and the poetry lying hidden in the picture,

b) The Unity of Black and White. Chinese painting has

long recognized black and white as being the origin of
colour, as much as Yin and Yang are thought to be the
source of all things. In Chinese painting the two basic
elements of black and white serve as a crucial means of
expression.

c) The Unity of Represencation and Non-descraiption.

China has been deeply influenced by the Confucian
doctrine of the Mean. A Chinese painting aims daf  a
condition intermediate between representation and non-
representation.

d) The Unity of Outward Form and Inncr Sprrat.  Thig

principle consists in, the necessary prosence inoart, of
both spirit and form. Form beinqg the outward means by

which spirit is expressed.

e) The Unity of Unsubstantiality and Concretencos.  The
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irfrzal here 1s to pursue concreteness to the minutest
detail and unsubstantiality to the extent that there is
without any restrictions. Some parts of a painting are
done without inhibitions and disregard or artificial
restraints, while others are done in concrete and careful

detairl.

>
[

Gtandards for a Critique of Chinese Painting

LLife-like Spirit has traditionally been considered by the
Chinese as art's highest goal. In the fifth Century, the
tamous art critic, Xie He (Wang, B. 1982), proposed the
following definitional criteria: deft brushwork, accurate
likeness, versatile application of colour faithful to the
original, well-planned space, observance of venerated
traditions, and life-like spirit.

In Jing Hao's book, A Note on the Art of Brush, (AD. 903-

919, republished 1974) written in the Fifth Dynasty period,
the 10th century, six criteria's are mentioned: Qi (spirit or
essence) , Yun (charm), Si (meaning/implication), Bi
(brushwork), Mo (application of ink), and Jing (composition).
In addition to these, he also listed four requirements for
evaluating paintings: Shen (spirit), Miao (ingeniousneass), Qi
(rarity) and Qiao (skilfullness). Over the centuries these
criteria have had great influence on art cricicism and are

still in use today.
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B. The Basic Terms and Definition of Chinese Traditional
Painting style.

Bl. Landscapes
These are the three main themes ot Chinese Painting:s.
There are six (6) identifiable styles in landscape:

a) Blue and green landscape - is based on the principle

of the prominence of blue and green colours. Works ot
this type are always of a meticulous style.

b) Light purple-red landscape - is based on the principle

of neutrality and concreteness of light purple-roed

colours.

c) Gold and green landscape - is bhased on the principle

of the sumptuousness of gold outlines with ovonide and
mineral green.

d) Axe-cuts landscape - is based on the ceffcct of the

cuts made by an axe with a brush stroke.

e) Charred-ink landscape - is based on the principle of

the strength of charred ink with the brush fairly dry.

f) Mi-dotting landscape - is based on the moisture of the

dotting method of Mi Pei (1301-1374). It gives contour

and solidarity to mountains and the carth.
B2. figures

The genre of figure painting is characterized by firue
main themes: beautiful women, portraits, qgenre  painting,
historical events or incidents, and Taoist and Buddhist

figures.
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flowers and birds

——
[

The genre of flower and bird painting usually includes
bird, flowers, grass, insect and specialized in animal themes.
k4. The basis terms used in Chinese art history

a) Freehand brushwork - are paintings characterized by

spontaneous expression and bold outlines.

b) Meticulous brushwork - are paintings characterized by

elaborate brushwork and close attention to details.

c) Literary painting - 1is characterized by the

literariness and thoughtfulness of the Literati's brush
strokes. It is distinct from academic painting or folk
painting.

d) Academic painting - is characterized by the

preciseness with respect to forms, rules and customs.

e) Boundary painting - this is measured painting, based

on ruled or measured outlines. These are common in
architectural representations.

f) Finger painting - 1is characterized by the use of

finger-tips or nails in place of, or in addition to, the

brush.
B5. Other Common Terms for Chinese Painting Style

Names for painting are based on the 1light of the
composition and the way in which it is mounted, such as,
horizontal, hanging scroll, vertical hanging scroll and hand

scroll.
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C. The Basic Names and Terminology of Chinese Painting

Materials.

Brush, ink-stick, paper and ink-stone are called the
"four treasures" in the studio and they are the main Chinese
traditional painting materials used (Choy,K. and Lianag, 1986).
Cl. Brush.

There are hundreds of brush names, but basically two
kinds of brushes. The soft-hair brushes are marnly made ol
white sheep-hairs, and the others are of brown-coloured woll
hairs.

a) Sheep-hair brushes. There arc three main kinds: 1)

Dou Bi - a very large brush made of hairs longer than two
inches; ii) Bai Yun Bi - a sheep hair brush mized with
some other harder hairs; and iii) Bar Jia Bir - a brush
for line drawing.

b) Wolf-hair brushes There are three main Fainda: 1) Dou

Bi - in very large size; 1ii) Lan ZJhu BiI - o brush for
wrinkling and rubbing; and iii) Ye Jin Bir - o brush for
line drawing. The mixed sheep and wolf hair brushes and
joint brush are very often used by artists.
C2. Ink Stick
Ink sticks are of three kinds. The firot one 15 made of
tung-oil soot; the second of resin soot; and the thrd of
lacquer soot.
C3. Rice Paper and Silk

The which is most commonly used 18 called Zuan Zhy. The

—
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be:t. rice paper is made of sandalwood bark in Jing Xian town,
An kFei province in China.

1ce paper comes in rolls, or different sheets of many
sizcs: Zhang 2 (around 4 metres), 8 Chi (about 2.6 metres), 6
chi (2 metres), 5 Chi (1.6 metres), 4 Chi (1.3 metres). The
width being half the length. Double cutting of the 4 Chi rice
paper creates pieces 68 x 68 cm or 34 x 132 cm; the quarto
becomes 34 0 68 cm and the octavo 34 2 34 cm or 16.5 2 132 cm.
The order size of rice paper can be done in a similar way.

Rice paper is also further divided according to the
thickness and thinness as called Miam Lian, Jia Lian, Dan Xuan
(cigar paper).

The name Sen Xuan and Shou Xuan are used to denote the
character of rice paper. Sen Xuan 1is absorbent as ink
diffuscs on it as the brush-stroke is made. High quality Sen
Xuan can produce innumerable ink charm which artists seek
themselves. Shou Xuan is alum-sized it becomes non-absorbent.
It is commonly advised to use this size of paper only for
Chinese paintings in the meticulous style as it gives the best
results. Another kind of rice paper which is very much more
reasilient is called pi-zhi. It is made from bast fibre of the
mulberry tree.

S1lk in the ancient fashion is still popularly used at
times. The thin ling silk has been in use for paintings in the
tree-hand style. Ready-made alum-sized Chinese pongee has

been in use for painting in the meticulous style.
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C4. Ink-stone

The best ink-stone that is used for paintinag 15 produced
in Quang-Dong and An Fei Provinces. The tenture ot the stone
is so fine that it is easily applicable to the ank stuck.
C5. Colours

There are roughly 20 kinds of Chinese paimntaing colours an
use. Most of these colours are derived trom botanie materirals
and minerals. The botanic materials include: ndigo, qaniboqge,
safflower, red and crimson lake. Mineral products ineludes
red ochre, vermilion, orpiment, aczurite, malachite green atd
flake white. Azurite and malachite green, according to the
lucidity and intensity of colour, 1s turther drivided 1nto
first blue, second blue, third blue, fourth blue and tiras!
green, second green, third green and tourth green.
6) Others

Other equipment and materials used 1n Chinese parntng
include: artists seals and a seal ink, a water «ish, 1-10
colour dishes, an absorbent cotton blanket or absorbent [oell

blankets.

D. The Basic Names and Terminology of Chinese Painting
Techniques.
D1. The Way to use the brush.

a) Up-right brush. To employ the central brush it as

v

necessary to point properly with the core of the brraish

always at the middle of the brush-stroke. It e ueed for



defining outline or dots and flips.

h) Cide-brush. It is employed by slanting the handle of
the brush on one side and making the brush-point lie on
the brim of the brush-stroke. 1t is used for wrinkling,

daubing and washing.

;) Draqgging, pushing and directing. It is used to direct

the brush to draw a line from left to right, top to
bot tom, or vice versa. It may be able to drag the brush-
tip to go ahead as though pulling a string or pushing it
forward as though moving a stone.

d) Putting down, closing up-lifting, pressing and

breaking. Putting down and closing-up are required in
some techniques. The brush-top has to keep the inside
movement of brush-strokes. It may be light or heavy.
Litting is used to half-lift the brush with only the tip
touching the paper to make a swift and thin line.
Pressing uses the tip of the brush to make thick, heavy
lines. Breaking means stopping the brush for a moment
and then changing the direction of the line to break the
brush stroke.

¢) Wrinkling and rubbing. The brush-side is employed in

this process. Both wrinkling and rubbing is done with
what are called thirsty brush and charred ink. There are
hundreds of styles of wrinkling, for example, hemp-fibre
and hammer-cutting wrinkles.

f) Outlining and non-outlining Although they are thinly
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D2.

drawn, the tenacious lines are not only used to deltneate
the contour of things, but also to sugaest tonture,
Anatomy or structure. Many styles of outlining are used,
for example, the cat tails, nail heads outline, and the
kindling outline.

The non-outlining method 15  sometimes  called
boneless. It is used to ecupress torms and structures
with soggy brush strokes without ocmployving contour
outlining.

g) dotting mural Although this is a singqular toechniogque

it belongs to the method of non-outline. There are
hundreds of dotting styles available, for oozample, the
double leaves, the character dots, the broken dots, and
brush dots.

e) flying white: This is a technique i1n which the harrs

of the brush are allowed to secparate, so that o stroke o
not solid black, but is broken by streaks ot unt ouched
ground. It 1s effected with a half-dry bru:h,

The Way to Use Ink.

a) The Five Shades of I[nk. - Ink, when driatedd with

water, can be graduated into many different chades . The
five shades of ink are charrecd, deep, dark, Light  aned
pale ink-black. In addition, there may stall bee many
tonal variations in each shade.

b) Wet, Sear and Soggy Ink. - To do a sear otrope o

have to make the brush become very dry.  More wuater 1o,



hi.

added to effect a sogqgy stroke and ample water is needed
for a wet stroke,

¢) Ink Washes. - To prepare an ink-wash it is necessary
to use a clean saucer with some water added. First, you
have to stir your ink-brush in it until the wash 1is
entirely smooth. Neitt, you add a little ink or water as
ncessary to make the right ink colour. Finally, you
apply it to a fixed area in the painting.

d) Laycrs of Ink and Accumulated Ink - To prepare layers

of ink and accumulated ink, you use a few layers of
charred ink or accumulating ink. Deep black ink differs
in testure and colour from over-painting with a few
layers of light ink washes, which are called layers of
ink.

¢) Broken ink - This means that charred ink is Dbroken
into light ink washes or the light ink washes are broken
into charred ink.

t) Rolled ink - Roll the ink on the paper in quick short
brush-strokes.

The Way to Use Colour.

a) colour washes. - Mix up colours with water and stir

with the brush and apply washes within the contour.

b) Wet underpainting, layers of colours, rubbing in

colour. - Wet underpainting is applied in bigger areas

such as water and sky. A picture can be painted with a

few layers of colour. A second layer of colour may be
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applied to a colour underpainting which 15 dry. Rubbing
is done with a dry brush using the brush-side technuigue.
It is best used for descraption ot teather:s,

c). Colour-ink mixing and colour mixing - Colouwrs can be

mixed with different inks to produce hund:eds ot tants,
as well as, the different colours can be mioed togethe:
to produce another tint.

d) Colour -ink harmony. - All the colom P e it g

must be brought intoharmonistic state. in cChinese st
be brought into harmony. In Chinese painting the commoen
way to harmony is mining colours with ditterent aink.
Rice paper come in mainly neutral colours to brang all
colour into harmony.

D4. Other Special Terms. High distance, deep obvotanee, leveld

distance.

These are three different types of mountari preropoct e,
High distance is the view from the fool of mountarne Looking
up to the peaks. Deep distance is the view [ro monntains or
peaks, in front, through to the mountains b tornieds Leere ]
distance is the view from near mountains, acronc, o the

distant mountains.



Appendix B: A Brief Introduction to Art Education Methods in China

China's long history of art education is principally one
i master-disciple  relationship. In 1902, however, the
l.1angjiang Teachers Academy was established to foster the
t1rot generation of Chinese art educators. Following this was
4+ correspondence school for Chinese and Western painting
created by Zhou ¥iang in 1910. These schools constituted the
be-inning of professional arts training institutions in China.
In 1912 Liu Hai-su not only created the first Chinese
professional arts school, The Shanghai Art Academy, but became
its principal. Today, China has several hundred schools and
faculties for fine arts instruction.

The school system, the master-disciple tradition and an
intermediate system presently represents China's three pillars
ot art education. Although the formal school system
represents the mainstream instruction and has vast influence,
the master-disciple tradition is still very much active. At
present it is in the process of undergoing new development.

With rcgards to children, even though there are quite a
number of painting classcs for children, most of these are
short-term and as a result, the nurturing and shaping of child
talent, especially that of child prodigies rests with parents
o1 individual masters and a new type of master-disciple
cducational system is emerging.

As for adolescents, cultural centres are their base for
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the arts. Art coaching classes have now become a necessary
route for entering professional art academices. Theae
professional academies, because of their stagnant approaches
and stubborn persistence in traditional th.nking, have
instilled a narrow form of teaching in the school systen.
This is so0, because individual teachers are inclined to act
like masters and so limit the transmission ot various i1deas.

The methods of Chinese art teaching can be divided into
traditional and modern. The former is represented in most
middle age and older art teachers, while, the latter, s
represented in the applications and creations of some younget
art teachers.

Chinese art teachers 1in the younger qgeucration have

absorbed a certain amount of Western art education theory

which they received during the open period ot the 1980'g,
First, they give more opportunity students to be free and to
represent their personality and creativity. Thi 1s

lowerfeld's influence. Second, they are poiscd to use westory
art education theory to break China's traditional oyoten,

At the same time, young Chinese art cducator are very
conflicted: they are trying to reform Chincoe art cducat ion,
but do not wish to wuse old-fashionaed western  1deans,
Therefore, young Chinese art teachers are making groeat offorty,
to build a new art education programme characterized by the
Chinese aesthetic, as well as, at the came time, oeeking o

combination of the best of Chinese traditional and meoders
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wietern art teaching theory (Hou, D. 1892).

The Method of Copying

This is a teaching method that had been followed in China
fror several thousand years. The approach to a formal
introduction to Chinese painting, is one of imitating hundreds
of paintings, and painters and making oneself familiar with
the properties of each new material. It also involves the
acquisition of proticiency with the tool or tools originally
employed on the painting with careful attention to brush
stroke technique. All this copying process aims at
cstablishing a solid skill base.

During the Ming dynasty, the publication of the book, The

Model of Painting Technique of Jie Zi Garden, (Wang. G., 1679)

provided a source of order-formulae for landscape, figure,

flower and bird painting for beginners to follow.

The Method of Tranquil Mind and Arduous Practice

This method focuses on having a tranquil mind, repetitive
cxercises, and achieving perfection through arduous practice.
one painting might require repainting for dozens of times
before it becomes acceptable. Thus, for enample, a single
word of calligraphy might well require hundreds of repetitions
before  becoming  a finished product. Under  these
circumstances, this famous Chinese poem on arduous study might

seem like a good motto for art students to emulate:
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My two ears hear not the happenings outsitde my window.

My heart and mind are monopolized by the boois

sages.

Although for ten winters I shall reomain unnoticed

One day achieving status Iin the esanms,

I shall be recogniced universally.

The spirit of tranquil mind and arduous practice s
related to Chinese Confucian culture, as well asn, Tiorst
consciousness doctrine and is rooted in the spirit of the

Chinese people.

The Method of Order-Formula

The antiquity of Chinese pecople and culture has loed to
various kinds of arts becoming standardized. This process o
especially notable in Chinese theatre, painting, juoetry,
calligraphy, and the martial arts. Recourse in 1y aching
practice to such standardization methods is referred to s the
order~formula education system.

Order-formula, in art teaching refers to the uLe of
specific order of brush strokes to draw « qiven objeot,
Teaching and learning both have to follow the order ey, by
step. Each step regquires a specified implement at ron of brach
ink on rice paper. It is a method resorted to moot trogquent by
by children and beginning painters. This ic 50, becaane 1t 10
easier for the students to grasp. It permits thero to attag
desired results more readily, hence 1t 1o alun more Tively to,
arouse their interest in painting. Itg dicadvantage o

it inhibits creativity,




The Method of Reproducing and Memorization

Chinese landscape painting does not emphasize concomitant
observing and painting, on the spot. The artist instead
memorizes the forms of scenery and the expressions of people
they encounter in the field. The artist does not begin his
actual painting until he returns home.

calligraphy teaching methods, on the other hand,
concerned very much with Bei Tie!”. Student use Bie Tie for
memorizing these ancient calligraphic form. This kind of
teaching method is related to the fact that Chinese painting

stresses being alive in spirit and having a life-like force.

The Method of Sudden Enlightenment:

The idea of sudden enlightenment comes from Chan (Zen).
Chan used to be divided into a Southern Sect and a Northern
Sect. The Southern Sect emphasized the suddenness of
enlightenment, whereas the Northern Sect stressed gradualness.
In the Ming dynasty (1368-1644), Dong Qi-chang, a famous
thinker and calligrapher, applied the ideas of both sects to
the theory of painting. Drawing more from the Southern Sect,
the teaching method of sudden enlightenment does not teach
concrete techniques. Only certain stories and matters related
to painting principles are discussed. It also emphasizes more

sensitive and thorough cbservation before painting.

v Ancient inscriptions and calligraphic form.
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The Method of Synthesis of the Five Senses

In general, the popular teaching method ot modern att
only makes use of the visual and auditory senses. The tactile
and olfactory senses have are not utilized 1n the creative
painting process. The achievements of modern psychology
attests to the fact that if every organ of gense can be tully
aroused, thinking ability and speed of tecdback will be
improved. Based on this principle, students are ashed to
touch, test, watch, smell and listen to the object.  As soon
as the students' mood are excited they are asked to paint
pictures.

This teaching method is usually used 1n landscape  and

bird-flower painting.

The Method of Competitive Reinforcement

This particular method of teaching emphasices individual
competition. The experiment showed that the coffect  of
individual competition was much better than that ot grovp
competition because this method gave full play Lo rndividongld
talent. The individual competition 1s divided inteo mater ol
composition, technique, colour and calligraphy. Much of the
students' skill, style and composition in Chincse poaaint e
changes quickly owing to the increacse 1 the  otudent ',
learning, interest and strong will-power  goeneratoed by

competition. As a result, mastery of materials andd technygues

for painting improve.
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The Method of Musical Empathy

This method requires students to learn the emotion of
mus 1o “hrough their personal experience and to transmit their
cme,t1on  into their inner-most being. Also, the method
requires students to transmit their inner-most being to the

srocess of creation.,
f

The Method of Self-Discovery

This method gave children a degree of freedom. In
addition, it utilized the children's interests in order to
lecad them to discover, think, explore and present the object
and questions by themselves. As a result, there are
advantages to assist children in harnessing their independent

thinking, enploration and creative abilities.

The Method of Creative Imitation

Young art teachers in China are of the belief that it is
necessary to continue imitation teaching methods and they
facilitate the methods which evolve into a creative imitation.
As such, students may be asked to utilize model painting
techniques, or to use any techniques that is necessary for
them to reach the life-like spirit in model painting. As a
result, this has prompted students to maintain creativity ever

during the copying process.
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Figure 78 Wang Yani, age 8, You Can Never [Finish
Painting of Mountains and Rivers in Guilin (fron
Ho, 1989)
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(Ho, 1989)

Horses

age 8,

Figure 79 Wang Yani,
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Figure 80 Wang Yani, age 11,
Dream I Saw Racing Egrets
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(from Ho,
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1989;




Figure 81 Wang Yani, age 9, Autum in a
Hamlet (from Ho, 1989)
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Figure 82 Wang Xinghai, age 9, Majestaic
Appearance (author's collection)
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Figure 85 Wang Xinghai, age 10, King of Dragon
Enter Palace (author's collection)
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Figure 86
{from Liu,
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Figure 87 Tan Wenxi, age 11, Snow (from
Liu, 1987, p.11)
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Appendix E Order-Formula in Animal Paintings
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Figure 89 Panda's Order-Fomula(from Zhao and Ge, 1988)
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Figure 90 Swan's Order-Fomula (from Zhao and Ge, 178
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