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Abstract

This thesis investigates the complexity of cultural translation of visuai language,

considering writing systems both a profound shaping force and mic;rocosmic reflection

ofthe centl'alelements ofits culture. It focuses on the caseofChinese pictogram in

Western everyday fashion;fa~hion is treated hereas a site wherethe conceptual,

aesthetic and cultural dynamics vividlyinteractwith one another. This workprobes

what tensions are 10st and added to the pictograms' cultural meaning in theprqcess of

translation, bearing in mind the two different aesthetic philosophies underlining Western

and Chinese calligraphies. Seeing the complexity in the change oftensions, the thesis

argues that nothing remains "authentic" in cultural translation, but the value of the

encounter lies in the possibilities foreach culture to reconsider itse1f in the. corrective

mirrof of the Other.
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Résumé

La présente thèse étudie la complexité.de la traductioncultureUe du langage

visuel, percevant les systèmes d'écriture à la fois comme un profond m.ode de

façonnage et un reflet misrocosmiquedes éléments centrauxde sa culture. Elleise

concentre sur le cas des pictogrammes chinois .dans la mode occidentale de tous les

jours; la mode est traitée ici comme un site oùles dynamiques conceptuelle,esthétiqueet

culturelle interagissent de façon frappante les unés avec les autres. La thèse étudie les

tensions qui sont perdues et qui viennents' ajouter à la. signification culturelle des

pictogrammes, en tenant compte des .deux différentes philosophies esthétiques qui sous

tendent les calligraphiés occidentale et chinoIse.. Compte tenu de la complexité du

changement de tensions, l'auteur de.la thèse soutient que rien ne reste·authentique dans

latraduction culturelle, mais que la valeur de la rencontre réside dans les possibilités qui

s'offrent à chaque culture de. se réexaminer.
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lntroductl.on

This thesisinvestigates thecomplexity of the cultural translation ofvisual

language on the site of fashion. Through a close examination of the.adaptation of

Chinese pictograms inWestern.fashion pieces collectedthrough fieldwork, this thesis

inquires into the cultural context of language and calligraphy, text and image, and the

conceptual significance of writing systems. It probes theprofoundlydiffeJ;ent aesthetic

philosophies of Western and Chinese calligraphies, .and analyzes how the cultural

meaning of Chinese pictograms is changed in their translation into a Western setting. In

this work fashion is treated as a site where the cultural translation takes place.

Written language, as both the main method and main form with whichhuman

civilization has accumulated its knowledge andpassed it on to subsequent generations, is

entrenched in the civilization itself. Harold Innis (1950, 1951) wasone of theJirst

communication scholars to point out that civilizations with different writing systems

should be expectedto have comparable differences in thought patterns. Marshall

McLuhan (1964, 1980, 1967) articulated that the principal means or media of

communication used by a civilization molds it more than the content of the

communication. The medium isthemessage. The form is the content. The compeUing

andubiquitous nature ofvisuallanguage is the very cause, and the veryJoeus, of this

study.

Since 1999, myfirstsummer in Montreal, l have been startled by how frequently

Chinese pictograms are used ineveryday fashion. It seemed that not a day would go by

without mynoticing sueh Chinese pietograms applied as. a visual decoration on fashion

items. Chinese pictograms have also become apopular tattoo motif. This trend
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manifests itse1f in mass media as weIl. In an episode of the popular TV sitcom Ally

McBeal in August 2001, the heroine Ally, having the birthday blues in her late twenties,

wears a T-shirt with a tiger and the Chinese pictograms *~-®-mjue ming hu, the killing

tiger, on her chest. In another example, the tattoo seen on the neck of a National

Basketball Association player is the Chinese pictogram representing loyalty, ,r:tJzhong.

The front page of the Arts and Entertainment section of The Montreal Gazette on August

2Sth
, 2001 shows a Canadian animator Cordell Barker wearing a polo shirt with a reprint

of an original Chinese painting with calligraphy.

What intrigued me initial1y about this phenomenon was that such application of

Chinese pictograms would not seem "appropriate" in a Chinese context The pictogram

in Western fashion apparently is an adaptation ofChinese calligraphy, as they both use

pictograms as visual decoration. However, they do not appear and feel quite the same to

a native Chinese speaker and writer. What happens when the symbol from one culture is

placed in the context of the other? In what ways are both affected by this transposition?

What kind of hybrid expression (cultural, aesthetic and linguistic) is created in this

process?

In this study fashion is the site where the cultural translation of the visual

language occurs in daily practice. Fashion is a stage, a forum and an intersection where

many cultural, aesthetic, and social dynamics encounter one another directly,

simultaneously, intuitively, and frequently. Chinese pictograms are also often applied

onto Western household objects, furniture, stationary, pottery and cards. In Western

experimentalliterature, the juxtaposition of Chinese ideographic language and Western

alphabetic language are created to "pursue a mediation upon the nature of the reading
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and writing experience, both Oriental and Western" (Hellerstein1991, 329). But fashion

is abetter site to observe the cultural translation thart household objects and

experirnentalliterature. Tt is everyday fashioI},this thesisproposes, where the dynamics

of.culturaltranslationare most vivid. First, fashion is moreintimate to the personthan

the household object~, both physically and psychologically; fashion has become

inseparable from one's identity. Second, fashion is worn byeverybqdyeveryday

everywhere; it forms a ubiquitous medium of constant interpersonal non-verbal

communicatioll. Arid third, the use.of pictograms on fashionis visuallanguage practiced

in. its IIloment andits place, but research on an artistic literary experiment wiIllikely fall

into the recording or representation of the visuallanguage.

Some of thestudies of visual language areengaged largely with alphabetic

languages with atacit assumption that the findings and conclusions are applicable to ail

languages. Most ofthe West~rn works, especiallythe earlier ones, were written from

within. the Western ethnocentric position that sees their own language as "normal" and

othersas abnormal 1
.. Those witha cross-culturaLapproach mainly rely on archivaI

material andsecondarysources rather thanthe Chinese visuaI language contextualizedin

contemporary everydaylife(eitherthe everyday life in the West or the East). This

1 For.,xfunple, Albertin.,Gaur inAHistory Calligraphy (1994) considers Western, Arabic and Chinese
calligraphies as "the three great traditions" (Chapter4~,but once sheenters theoreticaldiscllssion in
Chapter 3 to def1ne "calligraphy" as an art form, the criteria. are applicable only to alphabetiqlanguage.
Linguist.Geoffrey SampsOll(1985, 12) criticizes thal·~estern works on writing systems are·"ethnocentric"
and their treament torelatively "aIien"systems "is at best cursory and, in somecas.,s,full of factulll
errors". Chil[lesl2 Language:F act a1'ldFantasy (1984)6y)oOO DeFrancis is one of such examples for
factual errors. }ackG.oody (yoodY<iPd Watt 1963; Goody1977) ultimately a§serts thatidepgraphic
writing is inferiorasa medium of culture.R..0bert KLogan(i986,2l) h01ds thepreconc.,ption that it
take$less time to become lit.,rateinEnglishthan in Chinese, since one contains only twenty-gixletters and
th~ other thousands ofpictograms,hpwe"er, onehaving learnedthetwenty-si,,1ettergcan not n~cessarily
readandwrite, while somebody having l.,arnt several th{)llSand Chinese characterscan. To he literate in
an alphabetic languageÏs not to kriowthe alphabet, but to be literate. in thousllnds ofwords and phrases,
which is. not substantially different from ideographic languages.
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shouldnot be surprising since thereare few opportunities for Chinese visllallanguage to

beutilized in Westemsocietyto directly interactwith the cultural dynamics in everyday

practice.Now Western fashion createsthat opportune forum for first hand research,

whêre the investigatorcan actually interview the "participants" of the cu.ltural

translation, as 1did with most ofthe fashion wearers inthe fieldwork.

With a cross-cultural· subject such as Westem fashiort with Chinese pictograms,. it

is very easy to make interpretationsbased on little actual observation of the objects of

study itself. For instance, the interpretationscan he made of: 1) the authenticity

(therefore superiority) of Chinese ca1ligraphy as opposed tothe use ofpictograms in

Western fashion; 2) the commercializationof art work; and 3) the erotici~ation ofthe

East by the West. .. This thesisdeliberately avoids employing these Interpretations;

instead, it .aims to articulatea more intricate understanding of the object itself at a cross

culturallevel. All examples, therefore, \Vill be described in detailbefore a cultural or

socialanalysis is executed,and attention isgiven to the visual.language and writing

system ofboth cultures.

Since this work deals with Ch~nese pictograms as visuallanguage (a writing

system), Chinese pictograms as a visual art (calligraphy), and fa.shion{a sitedf cultural

translation), implicates literaturein tbree fields: visuallanguage studies, calligrllphy

(both Chinese al1dWestern), andfashion studies. A rich body of scholarship has been

writien in eacl(ofthese three fields. The theoretical framework oithis thesis brings

together certainaspects from the~efields while. privileginga theoreticalapproach

d~fferent from most ofthe sou.rces and thus analyzing the subject from a new position.



The theoretieal framework of this paper ean be summarized as following:. based

upon the· notion that the writing system is both a profound shaping force and

mierocosmic refleetion of theessential elements of its culture, this thesis investigates the

complexity of the cultural translation of Chinesepictograms in the Western everyday life

on the site of fashion. This study probes the kinds of changes that OCCur in Chinese

pictograms whenemployed as a visual decoration in Western fashion and ultimately

explains these changes in the light of philosophical difference between Chinese and

Western calligraphy.

The work is structured in five chapters. Chapter Ibuilds up thetheoretical

ground forlater analysis and discussion. First itreviews the existing literature in the

three fields that are covered in this interdisciplinary work: visuallanguages. studies,

ealligraphy (both Western andChinese),and fashipn studies. Then.it situates the

theoretiealframework ofthis study within the existing literature.The core concept,

"tension", is borrowed fromEntwistle (2000), but redefinedJor this work as the confliet

and negotiation between eontradietory limitations and prineiples in the making and

appreciation of cultural objects.Tensionsare both the pausing points of anxiety and

generativepointsofmeaning. A tensionl11ay remain ambivalentand unnoticed in.its

native eulturalcontext, but becomes palpable in another culture, just likeone will

discover.aword's intricate meaning when hearing a foreigner üsing it in a grammaticaUy

correct butculturally peculiar way. The cultural translation ofyisuallanguage, as

demonstrated on the site ofWestern fashion,will inevitably result inthe 10ss, adding or

distortion oftensions withinit; whentheadop~ingcmttrredoes not have an equivalent art
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fonu of expression, which is the very case of Chinese calligraphy in Western culture, the

changes oftensions· become extraordinarily rich.

Entwistle discusses tensions in modern fashion practice, whilethis thesis is

concerned. with the change oftensions in the cultural translationofChinese pictograms.

Since fashion is the core serting of these pictograms, the tensions in fashion practice

certainly will influence what tension in the pictogram is lost oraddedand how it

happens. Therefore, the consideration offashion as the site ofthe·changeintensions

will run through the whole work Finally, a section on fieldwork methodology explains

how fashion examples used inthis thesis were collectedand. organized.

ChapterII takes up the discussion of the two different aesthetic philosophies of

Western and Chinese calligraphy. To demonstrate thattheEnglish tenu "calligraphy" is

a mis-translation of the Chinese art Cyt shu-fa, the art of writing, threeapproaches are

employed: a discussion of the etymology of the terms "calligraphy" and shu-fa; a history

ofthe two practices;and acomparison of the social status of calligraphersin the two

cultures. This chapter airns to clarify somelong"held. ambiguities regardingChil1ese

calligraphy and Western calligraphy, so as to give thereaderamore contextualized

understanding of the two sides that are involved in the cultural translationhefore

discussingthe complexity ofthetranslation itself.

Chapters III and IV are syrnrnetrical analyses of the translation of thepictograms.

Chapter Inexplores those. tensions that exist in the Chinese context but arelostin

Western fashion, and Chapter IV looks .at the tensions that are ne:wly addedtothese

pictograms in the Western contextHerefashion is studiedmore as anembodied object

in practice than as an item separated from the. human body.

6



Chapter V probes further the subject by a close examination ofthree specifie

fashion items that use Chinese pictograms in a creative way. Fashionwith Chinese

pictograms,like other hybrid forms of expression, provides the fashion-maker witha

new vocàbularyand the art form with new possibilities. TheChinesepictogramacquires

more freettom as apure visual motif in a Westernsetting; it also tends to integrate with

the maker's native culture.

Basedon the analysis of complex changes oftensions, as presentedin Chapters

III, IV and V, this thesis argues thatnothing remains "authentic"in the processof

cultural translation, and any misinterpretation isaccompanied by newdynamicswhich

shed light on the visuaI language itself as well as on the cultures involved in the

exchange. Visuallanguage,hand-writtenor printed, has the capacityto reflect the most

exquisite spirit of the time and the most profound conceptionofa culture. Such capacity

makesresearchpn cultural translation ofvisuallanguage essentially valuable, for it

intrigues us to .contemplate our native culture from the outside and examine the

tremendousdiversity ofhumancreativity. In an age of increasingglobalization and

cross-cultural comnlUnication, such research is ofparticular importance to the field of

communication studies.

7



1. Literature Review and Theoretical Framework

This thesis takes as the subjectof investigation the use of Chinese pictograms in

Western fashion in order to analyze themes -- conceptual, linguistic,. and aesthetic-- that

come tog~th~r in the processof cultural.translation..Alltheanalysis and hypotheses are

based on examples collectedthrough fieldwork. Although a fair amount of attention is

giverito a review oftheJiteraturewritten on visuallanguage and writingsystems,

Chine§e .ahd West~rn calligraphy, and fashion studies, an engagement with the real

fashion piec.es penetrates the analysis.

Two major groups of theones and approaches canbe found toelucidate the

subject ofthis thesis. One is focusedon the commercializationof artwork, with

capitalism in relation to art and humanismas its underlying concern. The second can he

grouped aroundthe post-colonial theory and the eroticisationofnon-Western cultures by

the West; this.can be represented by Edward Said (1978). Both groups oftheorie$ have

been highly influentialin almost every fieldofhumanities and social science, and have

shaped the ways we view and al1alyze the society and its practices. 1t can alsobe argued

that while thefirst theoretical approachhas accomplished the shiftfrom academic avant

garde into .the "colleçtive consciousness" of the whole society, the second approach is

being integrated intotlJ.e mainstream intellectual agenda. Either of the two perspectives,

it seems, would havebeen anaturalplace to position a subject like Western fashion with

Chinese pictograms.. This thesis, while acknowledging thesetwo th~oreticalapproaches

as able to provide powerful insight, deliberatelychooses to focus.elsewhere. What

intrigues me in the pictogramsused in fasbion is the intimacyofint~ractionbetween

diffel'ent visuallanguages and different cultures, andthe tremendously rich dynamics

8



that would not appearwithout cross-cultural interaction, This thesis provides a close

analysis of the visuallanguageitself andfocuses on elucidating the meeting oftwo very

different cultural mentalities within the fonllll of fashion, bringing to the surface what

one maybe unlikely •.• to noticewithin one specifie culturealone (either Western or

Chinese). Iftl}ereis going tobe any insight into the dynamies ofeultural translation, it

mustbe supported by aetual evidence frOlnthis cultural discourse.

1.L..iteraturéReviéW

Thesubject ofthis thesis falls.within the sphereofthreefields: 1) visual

language studies; 2) .calligraphy (both Western and Chinese); and 3)fashion studies. The

field of visuallanguagestudies needs to be eontextualizedwithin the eritical "linguisti<;.

turn" of Western scholarship ill the 20th centurywhich.sawa .large number of studies on

language systems. Thatcentury maybecharacterized by the "self-awareness" of

language. The "self..awareness" oflal)guage refers to thephenomenon that intellectual

discoul"se begun to contemplate its oWll medium or, actually, itself, much research was

conducted in language onJanguage itself.Linguisticsandsemiotics.notonlyemergedas

riew fields,but also, more ptofoundly, beeamea tool,.aparadigm, and a perspective for

otherfièldsin humanities and social $ciences to teinvestigate their own academic

(lgendas. Never wel"e the social sciences and humanities so clearly aware ofthefact that

the ·overwhehning majority ofhuman knowledge· is aqcumulatedin, through, and with

language. However, as Geoffrey Sampson (1985, U)pointsout, .most ofthelinguistics

ofthe 20th century has almostentirèly neglected writing in being preoccupiedwith

speech.Similar criticism is notedby Jacques Dçrrida (1967,44) and Harvey l\1inkoff

(197S,194). F. W.Hôuseholder.(1969,·886), as Sampson notes, ".listseight propositions



accepted as axiomaticby the followersofthe American linguist Leonard Bloomfield, of

which the fitst is 'Language is basically speech, and writing is of no theoretical interest'"

(1985, 11). The tide beganto turn in the second half ofthecentury, vyhenvisual

language .and writiIlg systems gradually gained ground as a much-deserved field of

interest.

Considerable research has surveyed various writing systems, both cOIltemporary

and.historical (Sampson 1985; Mason 1920; Gelb 1952; Coulmas 1976; Robinson 1995).

Sampson(1985),inWriting System: A Linguistic Introduction offersan excellent

introduction to modern linguistic studies onwriting systems, as weIl as -most relevant

for thepurpose.ofthis thesis-- a fine discussion of Chinese visual writing in comparison

to alphabétic writing. A History ofthe Art afWriting by William A.Mason(1920) is one

of the earIier systeIl1atic·endeavors exploring various writing system. AIthough muchof

Mason' sargument 1S hindered by the Western e~hnocentricism prevalent in his time, the

studyoffers fine documentation of the original archeological evidence. Sorne

contemporary studies of the subject (Drucker 1995) rely onmuch earlier scholarship like

Edmund Fry's Pantagraphia , anençydopediaofalphabets and typefacespublished in

London 1799, and Isaac Taylor'sauthoritative work The Alphabet, LOIl<l0n 1899.

Other studiesexpand theirinquiry beyond written language to signs, icons and

symbols, and often investigatethem as a .communicative language as weIl. IntheirSigns,

Symbols and Jeans: Pre-history ta the Computer Age, Rosemary SassoonandAlbertine

Gaur (1997) conect a wide range of examples from various ctlltures and various fields of

llUIIlan activity, such as religion, visual art creation,biIingual edueation,music and

dance.. The growing scholarship within the fieldofnew media technologies manifests a

10



renewed interest in thewritten language systems, particularly pictographie languages

(see, for example, Paul Honeywill Visual Language ofthe World Wide Web, 1999).

Classic. studies of the visuallanguage of art, like Visual Thtnking by Rudolf

Arnheim (l969)and leonology: Image Text ldeology by W.J. T. Mitchell (1986), are

concerned with pictures, signs ançlsymbols .not Written language, however, much of

theiranalysis is applicable to writing.systems as weB.

There seem to· be a growing interest specifically in the Western alphabet as

evidenced intheworks ofscholars suchas RobertK. Logan (1986) and Leonard Shlain

(1998): In his popular work The Alphabet EJfeet: the Impact ofPhonetie Alphabet on

the Developrnent ofWestern Civilization, Logan describesthe dramatic raIe the phonetic

alphabet has played in thedevelopment of Western civilization, in contrast to the

pictographic writiIlg systems in China andelsewhere. He attributes all the achievements

conventionally associated with Western civilization - suchas the modem science, logic,

Western codified law,monotheisln, rationality and individualism -" to alphabetic writing.

Shlain (1998), in his The Alphabet Versus the God4ess: The Confiict Between Word and

Imag(1 proposes causal linkages between the w:dting systems (particularly alphabetic

writing) and patriarchal power structure2
. Deep in this work is Shlain' s cOl1cern withthe

imbalance between the feminine yin energy and masculine yangenergyin today's world,

especially in the West (1998, 2, 431-32).

Logan andShlain's attitudestoward.Westerncivilization and a possible alphabet

effectarequite different. For example, Loganprivileges Western monotheism and

positsa causallinkbetweenl11onotheism, universallaw,and then modemsciellce (1986,

2 See SandraF. Witelson (l989)"Hand and Sex Differencesinilie Isthml.ls and AnteriorCommissureof
the Human CorpusCallosum", Brain 112:799-835
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112-14).3 Shlain on the other hand attributes Western religious Intolerance tq alphabetic

writing (1998,341-361)4. Despitetheir differences,both Logan and Shlain provide a

compeŒng argument forhow deeply written language is entrenched in Western

civilization andhow profoundly it has shaped the civilization in which it is embedded. A

civilizationis boththe soil and the f1'4it ofits writing system. Both Shlain and Logan

attribute much of their work to Marshall McLuhan (1964, 1980, 1967) who in the 1960s

articulatedthat the principal means or media of communicationemployed bya

civilization molds itmore than the contentofthe communication.

Another scholar whose work is concerned with the Western alphabet is Johanna

Drucker, a printer, typographer and scholar. In The Alphabetic Labyrinth: the Letters in

Historyand Imagination (1995), she focuses on the distinct visual characteristics of

alphabet and investigates the "alphabet symbolism" in Western cultural history"which

interweaves with the domain ofphilosqphy and religion, mysticism and magic,

ling;uistics and humanistic inquiry" (13). She deals mainly with Western European

alphabets within the alphabetic writing system and covers the originsof alphabet to the

20th c~ntury. Althqugh when the alphabet originated is ambivalent, the origination is

crucial to the understanding; of it. In Figuring the WQRD: EssaysonBooks, Writing,

and VisuaIPoetics(1998), she explores the visuaI presentation oflanguage. In The

Visible Word: Experimental Typography andModern Art, l090-1923(1994)Drucker

provides ananalyticaLdocumentation oftherevolutionary episode in WesternvisuaLart

history when letters,literature and writinglanguagewasdiscoveredas a "sign", an

abstract visual motif and I11flterials for inventory experiment by the avant-garde artist.

3 "Univefsal Law" and "Why ScienceBeg~n in the West"
4 See Chapter 31 "FaithIHate"
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Someof the artistic experiments covered in The VisibleWord were part of the

International Concrete Poetry movement of the last century, best exemplified in the

works of French poet Stéphane Mallarmé. The essence of Concrete poetry, in the vvords

of Jean-Francois Bory, is "real writing only writing writing itself" (quoted in Bowler

1970, 13). The manifesto of concrete poetry isperfectly applicable to Chinese

calligraphy, "them ofwriting about writing itself".

This thesis considers the above thernes of discourse, butitis primarily

preoccupied with the interactionoftwo writing. Its ambition is not to determine which

writing system is superior, but to seek the possibility of a bridge in an investigation of

their encounter. The thesis would rather set aside the question of cultural superiority,

when much effortcan be done in explaining and understanding differentwriting

systems..When Chinese pictograms are utilized in an English environment,·all the

linguistic, cultural and social aspects of the two writing languages encpunter and interact

with each other intensively. Thisencounter provides an ideal site for the observation of

the cultural translation of a visuai language. Asa consequence, the characteristics or the

nature of each visllallanguage isrevealed better in the comparison with the other.

Another uniquenessofthis thesis from theprevious works lies in the field work. Most

of the existing works on visuaI language, particularly writing systems, are based on

historical literature and secondary sources such as archeological evidences and historical

documentation, while this study isgrounded in the first hand examples set within

contemporaryeveryday practice. They are visual1anguage in itsoriginal time and space,

rather than the documentation ofit. Studies on visuallanguage.and writing systems

based uponhistoricalliterature arenaturaUy short ofthe "real-timeness", where aIl the
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people, social atmosphere and cultural settingsare not necessarily documented together

witl,tthe visuallahguage, or simply impossibleto be documented. Focusing on one

specific forum of fashion, the field work in this thesis.attempts to demonstrate how

visuallanguage is deeply· set into its space, timeand. cultural envirolU11ent.

Let us now examine the field of calligraphy. In many ways, the subjectof visual

languagestudiesand calligraphy studies overlap with each other. The difference

between the twois thatof foc.us: visuallanguage studies seemedtobe largely concerned

with the literatureas a writing system, while calligraphy studies is preoccupiedwith the

visualbeauty of written language. One sees visuallallguage as words; the other tre.ats it

primarilyasanimage.

Amongother existing works on Chinesecalligraphy, a classic is Yee Chiang' s

(1973)Chinese Calligrapi]y: Anlntroduction ta its Aesthetics and Technique,first

published in 1938. Chiang, himselfa calligrapher, intended this book as bothan

introdllction to the aesthetics of this. art· form qnd a practical manuql for Westerners.

This work combinesaesthetic description and theoretical analysis, with numerousplates

and text illustrations. More thanonethirdofthe woikis.devotedtodetaileddescription

of the trainingprocess.• Chiang' sintroduction of the training process is valuable not

onlyfotthose who aim to practice calligtaphy but also thosewho only intendtolearn

about it, because it is hardly possible toappreciate Chinese calligraphy without being

able to visualize and experienceits making.Yu-hoTseng's (1993)A HistoryafChinese

Calligraphy is a later systematical research of the subject. Jean François Billeter (1990)

inhis TheChinese Art afWriting, investigatesÇhil1ese calligraphyfroma Westerner's

point of view. His understanding of Chil1ese calligraphy develops from its comparison
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with Western visual art, therefore acquiring a compelling clarity for the.Western reader

who isunfamiliar with this art form.. He articu1ates the nature .of Chinese calligraphy in

many ways that a Chinese scholar or speaker nevercould.. Billeter aims to he1p the

readers actuallyfee/the art p)'relating to their bodilyexperience such astheirsellse of

balance or motion and the structure ofthe humaubody with which everyone is very

fâmiliar, despite his cultural background. By setting aside the 1iteracy obstacle and

temporarily bracketing the history of Chinese calligraphy, he .successfully leads the

reader directly into the very essence of Chinese calligraphy.

As an attempt at philosophical analysis, the article by Jolm Hay (1983) draws

attention to the microcosmic nature of the human bodyin Chinesecalligraphy, and

Lothar Ledderose (1984) connects calligraphy to Taoist religion. Research on specifie

styles, caIligraphersor historical eras does not seemsignificant in Western scholarship;

Ledderose (1979) and Peter Charles Sturman (1997) both concentrate on one

calligrapher Mi Fu (l 051-11 07), who was not only an.accomplished calligrapher

painter-poet, butalso a devoted art theoristand art historian of calligraphy.

The exhipitions of Chinesecalligraphy andmuseum collections often serve as the

basis for publications with abundant illustrations of t4e actuaF.artwork.. Here.we should

mention works such as: I-kuo Ch~g (1998) ofMiriam & Ira D. Wallach Ali Gallery;

JosephChang,'[homas Lawton and Stephen D. Allee (2000) ofFreeJ; Gallery of Art in

Washington D.C.; Yi-mei LiU (1997) ofthe Shanghai Museum; and Shen C. Y. Fu

(1977) ofYale University Art Gallery.

In the Chinese context, painting and calligraphy ar~ ennieshed into each other

withthe same brushwork, in the same hand of the calligrapher-painter. This close4mit
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relationship between Chinese calligraphy and painting is dramatically different from the

one between Western calligraphy and painting, where Western calligraphy 1S never

giventhesame weight as painting. Several works explore the mergeofcalligraphy and

painting in Chinyse culture., Robert Hatfield Ellsworth (1987) discussesbothChinese

painting and calligraphy between 1.800 and 1950. MiçhaelSullivan in The Three

Perfections: Chinese Painting, Poetry and Calligraphy (1974) echoes Robert]j. Harrist

in his "The Two Perfections: Reading Chinese Poetryand Calligraphy" (1999).They

both explore how Chinese poetryand Chinese calligraphy have persistentl'y influenced

each other and how they ultimately share the sélllle aesthetic philosophy, which is in

contrast to the clear differentiation and relativelyseparated developmentof Western

literature, cillligraphy and painting. In his Beyond Presentation: Chinese Painting and

Calligraphy.8th_14th Century(1992), Wen C. Fong, thena visiting curator at the

Metropolitan Museum ofArt:, delves deeper into theoretical andp'Qilosophical

exploration of Chinese visual art. A.nother study published by The Metropolitan

Museum ofArt, Words and Images: Chinese Poetry, Calligraphy, and Painting{Murck

and Fong 1991)collects multidisciplinary essays by scholars and calligraphers in. the US,

China, Taiwan andJapan.

In Westernliteratureon Chinesecalligrilphy,a theme, which is not as significant

in conventionalcalligraphy studies in China, emerges: calligraphy and politics.

Ledd,érose (1986)positsthat Chinese calligraphy has ill\Vaysbeen usedtohelp the

literati "foster the social cOllesivenessof theirclass, which in turnwas a prerequisite for

political cohesiveness and stability" (35); evidently, "those men who createdand

developed the calligraphic tradition were thesame men who ci"eated and developed the

16



poIitical traditions"(50). Amy McNair (1998) focuses oh calligraphy's significance in

Chihese politics in the historicalperiod of the late Tang Dynasty to the Northern Song

Dynasty (about thelate 9th to early 1ih century) when calligraphydeveloped rapidly,

a,nd Richard Curt Kraus (1991) investigates this theme in contemporary China.

What We: need tÇ> bear in mind is the fact that in Chinese scholarship, the

connection between calligraphy and politicsis never givenas muchâttention as it is by

the Western scholars, for calligraphy in a Chinese context is first and Joremost an art

from. Another fact we need to take into account is that in Western scholarship Chinese

calligraphy is a fairly new field, as Philippe de Montebello, the Director of the

Metropolitan Museum of Art, points out, until the 1950s Chinese. calligraphyand

painting still remained"little~u.nderstood fields" (MurckandFong 1991, ix). Whereas,

almost rightupon the "discovery" of Chinese calligraphy in Western scholarship, the

relation.ship between brush and power has beensystematically explored, and such works

mâke up a much higher proportion ofthe total amount of.Westerl1 publications than in

Chinese scholarship. Such intellectual sensitivity certainly.adds new insight to further

study of the subject and prÇ>vides interpretations that Chinesescholars .are le:ss likely to

have because they maybe too used to the political system to see .itsexistence.However,

this sel1sitivity inpolitics, in cÇ>ntrast vvith the in.difference toward sÇ>me more: essential

the11les like the comparison of wtitingsystems, indicates that to certaindegre:e China and

Chinese culture remains fortheWest@ object first loadedwithpolitical meaning. The

political interpretation certainlyhas its consequence· in intellectual understanding,

however, what is important tohighlight is thatthe political image of China may

overshadow·the culture, the very esSence of the subject.
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The literature on Western calligraphy indicates that the boundaries of this art of

writing can be ambivalent. Besides hand-wtitten beautifiedscript, the following skills or

objects are discussed under the name of "calligraphy": letterdesign/lettering, font,

typography{Gaur 1994), In this thesis, .Western calligraphy refers to all these visual arts

that utilize written and printed language to create a visual effect. Albertine Gaur· in A

History ofCalligtaphy (1994) provides a brief lineage of Western lettering and the

calligrapher's status in Western hîstbry. Her discussion ofwriting tools reveals how

technological changes affectedwritingexperienee. Nicholete Gray in his A History of

Lettering, Creative Experiment and Lettering Identity (1986), offers a detailed history of

the art ofletter design in Western culture. Williams Roberts (1843) and Michelle P.

Brown (1990) discussthe development of Western lettering in different historical

periods since antiquity. Anthologies of calligraphie worksof Western calligrélphy

includes Buss Speetor, Reagan and Roberta Upshaw's (1981) Words as Images and

Berjouhi Bowler' s The Word as Image (1970). An exhibition atPortland Art Association

in 1958 producedCalligraphy: the Golden Age andlts Modern Revival.

As handwriting is declining in Western practice, sorne scholars are attempting to

explore the new possibilities for calligraphy in apost-typewriter age. Such engagements

are Heather Child's Calligraphy Today: A Survey ofTradition and Trends (1963) and

Paul. Standard's Calligraphy's Flowering, Decay and Restoration with Hintsfor Its

Wider Use Taday(1947), Drucker (1994) discusses the new possibilities oftypography

exemplified in variousavant-garde groups' manifestas.

Most of the literatureon calligraphy deals exdusivdy with either Chinese or

Western calligraphy; ifthere is a reference to theother, il is mostly cursory. Although
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Gaur (1994) inc1udes Western, Islamic and Chinesecalligraphy, thethree aremerely in a

juxtaposition, thereby failing to address theprofoundphilosophieal differences between

them. The subject of this thesis Is the complexity ofcultural translation of visual

language; therefore the.differences in the aesthetic philosophies ofWestem an4 Chinese

calligraphy profoundly underlies my analysispresented below.

In the fieldoffashion studies, a large body ofliteraturedeals with sueh aspects

as fashion mstory, cultUral meanipeg and the fasmon industry. Much literature has been

written to systematically preserve the history ofWestern fashion. Canonic W9rks inc1ude

James Laver'sTaste and Fashion,fromthe French Revolution to the Present Day

(1945), Style in Costume (1949), and Costume and Fashion: A Concise History (1982).

Valerie Steele (1988) record the history of Paris fashion.Doreen Yarwood's The

Encyclopedia ofWorld Costume (1978) is one of the firs!. attemptsat fashion history on a

global scale.

The cultural meaning of fashion is taken up in numerous works. Turner R.

Wilcox's The Mode in .Costume (1958), .and Alison Lurie's The Language ofClothes

(1992) both fit intoBarthes' semiotic>approach toward fashion (1983). Amy de la Hay

and.Elizabeth Wilson (2000), Fred Davis (1992) and Diana Crane (000) discuss fashion

and its social agenda, and how fashion forms ourgender, c1ass.and cultural identities,

while shaping and reflecting the culture.!t isÎll. John Fiske(1989) terros fashion as a

"popular text" whose meaning i8 completed only in the "contextualization" in reference

to other popular texts. Joannefinkelstein's The Fashioned Self(1991) is preoccupied

with how the humanbody is mol4ed by artificial materials and technologies according to

fashionnorms and trends.P. Braham (1997) locates fashion in the wholecultural
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industry andconsiders fashion as a cultural product (to beproduced, distributed and

consurned) rather than as a popll1ar text (to becomposed, read and respondedto). E.

Wilson (1985, 1991)pays close attention to fashion's setting, which enables dress to

becomefashiôn. Ted Polhemus and Lynn Proctor in Fashion andAnti-Fashion: An

Anthropology ofClothing and Adornment (1978)turn their anthropologicallens toboth

Western and non-Western cultures, modem and pre-modem societies, in order to find

out auniversal fashion system.

The most articulating distinctionbetween "fashion" ancl"clothing" is found in

Fashion as Communication, in which Malcolm Barnard (1996) conc1udes that "fashion"

is a propedy postrnodern phenomenon rather than a universal phenomenon throughout

hurnan history, for only in postmodernsociety does the value of a piece ofgarment

depend more on its "meaning"thafiitspractical function. This "meaning" can only

derive from the "complicated networkof similarities ovedapping and criss-crossing"

with other garments (1996, .9).. This networkof the meanings, instead. of an aggregation

of somegarments, is what we calI "fashiori". Therefore there are two critical

distinctions between clothing and fashiçm according to Barnard. The value Of c10thing

depends mainly on its practical function, while for fashion, value resides in its

"rneaning". Then, c10thing exist$bypieces, whilefashion onlyexists asanetwork; e.ach

fashiollpiece deprives its meaning from others. This thesisis written in the light of

Barnard's distinction betweenJashion andclothing.

Among diversified approaches within cultural studies, fem.inist theory has been

partidularlyprolific, partiallydue tb thefact that fashion has conventionally been

regarded as· a "feminine"domain. Angela McRobbie (1991, 1999) is a foremost
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feminist scholar in the field of fashion. Robert (1977), J. Gaines andC. Herzog

(1990), and Colin McDowell (1992) prohe how gender hierarchy is practicedand

experieneed in fashion, and how fashion has become an accurate mirror ofthe society' s

perception of gender.

Feminist theory often overlaps with post-colonial theory in fashion studies, since

both are concerned withrevealing.power structures and the voiee ofthemarginalized .

Wendy Chapkis and·Cynthia.Encloe (1984) demonStrate that woman in different

cOlll1tries experience similar oppression and .marginaliz~tion.J.Lownand H. Chenut

(1984) are concerned with power structures withinthe globalfashion industry. Reina

LeWis (1996) synthesizespost-colonialtheoryand feminist theory in Gender

Orientalism: Race, Femininifyand Representation. Ruth.B. Phillips and Christopher B.

Steiner (1999) address the post-colonial issues manifested in fashion. Since this thesis

covers fashionas weB as East-and-West relations,itis neceSsary to explain why if does

not utilize post-colonial theory. Post-colonial theory is largely generatedby scholarship

fro.mthe territories and culture~ that were colonized by the West. China,thollgh

invaded and exploited,has never been colonized institutionally. What is especially

meaningful fot this work is that never has. a Western language been imposed on China;

the Chinese language hasuot been suppressedo[ marginalized5 Therefore, post-

5 There weretwo waves of simplification and alphabetization of Chinese ',Vritten language, bUt both.are
advocatedbyChinese.themselves, seeCathy L~ngHo (1996).. For a greater context ofthese ~wo
waves, see ImmaIl.uel C. Y. Hsü(2000) "21. The Intellectual Revolution, 1917-23"~nd"26. The
People's RepuiDlicofChina: Its First Decade". inThe RiseofModemChina. These two waves of
simplification are more out of psychological panic thanactual inefficiency, particularly the
second wave in Mao's reign.Numerous reasons resultin the twosimplifications,but themost
profoundone,. isthat thi~(,;iyilization 10st its sense.of confidence and security in the violent
confrontation with Western civilization. Most ofthe cultunü destruction to China in the 20th
century is done by Chinese. For the simplification of Chinese, see Cathy Lang Ho "Refonning
the Chinese Soul"i\.1etropolisJune 1.996.
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colonial theory is notapplicable to Chinese culture withoutsignificant modifications to

its precepts. Given the prevalence of post-colonial theory in contemporary scholarship,

this work ai)1ls toexplore the actualencounters of cultures for the sake of a more

thorough understandingof eachother rather than hide itself in the.insightfulness of a

grandtheory. By no meansdoesthe avoidance, or the lack of post-colonial theory hint

the disagreement with i1. In fact this thesis is motivated by similar political goals that

aim to clear up misunderstandings or a lackofunderstanding between cultures for a

more balanced global cultural system. Italso tried to avoid the over-politicization or

simplification of the subjec1.

Much scholarship on tnass media also acknowledges fashion. Jennifer Craik

(1994) appliessociological fie1dwork to investigate the audience's reaction to the

model' s face in fashion advertising. In her famous Watching· "Dallas": Soap Opera and

the Melodramaticlmagination (1985), len Angdiscusses how fashion is presented to

promote certain femaleimages in the TV genre ofmelodrama.

Besides the literature that directly deals with fashion, some works from other

fields have significantly contrîbutedto fashion studies. Sociologist GeorgSimmel inhis

1904 work On Individuality and Social Forms (1971,295-323) provides one of the

earliest sociological studies of fashion. Simmel articulates the idea that two

contraciictory tendencies, the need to belong to the communityand the need to

differentiate oneself from the others, are essential in theestablish.ment offashion.

Simmelinspires Entwistle's discussion of "tension" in mod~m fashionpractice (2000),

which will be discussed more extensively later in this chapter. Another sociologist who

has made a considerable contribution to fashion studies is ErvingGoffman (1971, 1972,
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1976, 1979). Goffman is preoccupied with the order of social interaction, where two or

more individuals are physically in one another' s presence. He conceptualizes such

situations as co-presence, drawing attention to the human body, for he argues that

1).ormally, al;ly individual in a position to receive an embodied message also makes

himselfa sender of an embodied message: Goffman's theory on roleproposes that an

individual' s performance. in another.novel identity will be extemalized and added to his

personal biography. Wearing a fashion piece with a foreign identity is one of the best

examples of such performance in a novel role.

Cultural studies of fashion set up the ground forinterpreting the cultural

meaningsof fashion and demonstrate that fashion is a highly meaning-enriched cultural

object. These works articulateor imply that fashion is a meaning network, therefore,

for this thesis, the Chinese pictograms' locationonfashion is determinant to their

cultural meaning. The site is involved in the translation. Different from most of the

cultural studies on fashion, this work is based on fashion examples coUected through

fieldwork rather than relying on the representation of fashion from magazines, fashion

archives, TV or movies.

In summary, it can be argued that the unique position ofthis thesis in relation to

most ofthe literature examined above isthat: 1) it is based on visuallanguage and

fashion pieces .in everyday practice instead of secondary sources, and 2) it is not mainly

concemed with power structure in the East-West encounter, nor 1s it interested in

evaluating which writing system, alphabetic or Ideographie, is SUPerior; it ispreoccupied

with revealing the complexity of the cultural translation of visuallanguage.
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2. Theoretical Framework

This cross-cultural study.draws on three notionsto form its theoretical

framework: the culturalsignificance of writing systems; the anthropological approach

toward artforms; and theautonomy of fashion as a complete meaning network. While

cross~cultural studies ofwriting systems tend to juxtaposealphabetic and ideographic

languages (such as Logan1986 and Shlain 1998), this workfocuses on theencounter,

interaction and translation between the two.

Entrenched in our culture writing systems play a crucial role in shaping our

thought patterns, and inshaping the cultures we live in.. The recognition of th~

importance ofwriting system is indebted to Harold Innis (1.951,· 1950), arid the

articulation ofmedia as an active shaping force in communication processesis attributed

toMarshaIl McLuhan (1964,1980,1967). From Geoffrey Sampson (1985), Idraw the

notionthat WrÏting language deserves the same linguistic attentionthat speech has been

given. Robert K. Logan (1986) and Leonard Shlain (1998) provide two different but

equally useful modelsto demonstrate the cultural impact of a writing system. Itis not

necessary for me to accept aIl of Logan and Shlain's arguments toagree with their

belïef in writing systems' profound impact on cultures.

In the 20th century, inteIlectual discourse began to contemplate the very medium

in which it was conductedand with which Ït was accumulated: language. It is uot a

coïncidence that theself-awarenessofa writing systeminscholarship occursinthe same

timeframe as globalization. Increasing cross-cultural communication manifests the

difference and diversity oflânguages and W'riting systems. The recognition of the other

is the prerequisite for the recognition ofoneself. The more one knows about another
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writing system, the more elaborate one's understandingofone's own wiUbecome. The

self-awareness of one' s own writing system, and the encounter with another, are the two

sides of a coin. Logan' s "alphabet effect" would have been meaningless if every corner.

ofhuman civilization wereusing alphabet.

The second notion of the theoretical framework ~ to use an anthropological

approach to observe the. items and base·any aesthetic and cultural aJ1alysisclosely on

actual evidencesfrom the items, is proposed by anthropologist Alfred GeU (1998).

Because most research in art history isengaged in theaesthetic analysis of the objects

from the Western point ofview, Gell (1998) proposes an anthropological theory of art.

He argues that "the aim of anthropology is to make sense ofbehavior in the context of

social relations.Correspondingly, the objectivity of anthropological theory of art is to

account .for the production and circulation of art objects as a function of this relational

context" (Gel~ 1998, 1 He daims that any aesthetic abstraction and cultural

interpretation musttherefore be tightly based on precise exaroination al1ddescription of

the art objects.. As shown in the Appendix, aH the Chinese pictograms andihe fashion

itemsinthis work are given adetailed description in the same ma;nner.

IiI his semiotic work, The FashionSyste11'1, Roland Barthes (l983)treats.fashion

as a complete systew. in the sense that languages are complete. Every wordin a language

iSultimately arbitraryand its meaJ1ing depends on its relationship with otherwords,

especially thosein close proximity. .Bathes' semiotic approachtoward fashion

highlightsthenecessityoftreating a certain fashionpieceas akilot inanetwork of

meaning. This thesis tries to.understcl1ld fashion pieces withChinese pictograms by

examining other similar, contrasting or relevant fashionexamples.
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Anne HoIlander'sSeeing Through Clothes (1978) objects to the practice of

skippingc(ln~fulexamination of thedothes and treating them as merely a meqium to

express something.else,.such as social, economic or cultural ideas. She daims that

fashionshould be treated as an artistic form with itsown power and autonomyjust like

painting and music. My subject is more aboutthe graphie decorationon the fasllion

thanfashion itself, but HoIlander'.s c1aimoffashion's artistic autonomy enablesmeto

place emphasisonthe integration of Chinese pictograms with the fashionpiece and the

weaier, rather than treating them(ls graphic posters that happens to be applied onto a

piece of clotho

The theoretical framework of this thesis is based on the notion that visual

language is a shaping force and a nlicrocosmic reflection of its culture. AIl the

discl,lSsion in this workisbased on caiefulobservatiqIlofthe examples ofChinese

pictograms, as weIl as attentive consideration ofthe site offashion wherethe cultural

translation takes place. Barthes' approach, on the other hand, is the inspiratiqnto visit

some.traces in·Westem fashionhistory,particularly thehistory sincethe 1960s.

Thereisalso a need toexplain why the fashion pieces in this thesis are

predominantly popular or "low" fashion. Contemporary yvestetnhigh fashion

occasionally emplqys non-Occidental visuallanguages,incluciing Chinese pictograms,

as decOration. The Orièntal influence in Western fashion andcostumehjstory,

particularly in thelastcentury, has been acImowledgedin scholarship{Laver1982, 227,

322;Htlng1995; Hollande!, 1975, and Lurie .1992,88-90 and the fourteenthcolorplate).

This influence was, and is, demonstrated inalmost everyaspect ofhigh f(ishion, froIn

design, and style, throughtextile, color,contour, sealliing and cut, to the use ofmotifs
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and accessories. This trend reaches its culmination with the emergence of several

prominent Japanese designers such as Miyake in the second half o.fthe 20th century and

the influence of Zenphiloso.phy onsome major Western designers such as Giorgio

Annani (see the exhibition album at Guggenheim Museum in New York City, Celant

2000). The attention given topopular fashion instead ofhigh fashion that drivesthis

research is deliberate. Firstand fo.remost, the adoption of the Chinese pictogram is far

more significant in popular fashion than in haute couture. Second, popular fashion has

taken the center of the global fashion stage since the 1960s, and most cultural studies of

modem fashion are focused on popular fashion, which is the case of most of the works

on fashionreviewed just now. Third, popular fa$hionis more ~xpressive than high

fashion of the theme 1 wantto discuss,that is, the cultural translation in daily practice,

since popular fashion is part of everyday lived culture, while high fasmon is more a set

of fictional images formulated in fashion magazines, movies and on television.

3. Core Concept: Tension

The core concept ofthisthesis is borrowedfrom Joanne Entwistle (2000). In her

broadexamination of the literature on Western f~shion writtenin the 20th century, The

Fashioned Body, Entwistle distillsthreekinds of "tension" ih contemporary fashion

practice (2000, 112-139). The firsttension occurs hetween fashion as an expression of

the wearer' s identity and its disguise.. Modern fashion is rooted in the process of

industrialization and urbanization. Asa result,fashion becomes both an immediate

expression of one's identity and the index o.f communication betweeh strangers, since in

the city mingled strangers have just tIeeting moments to impress and know oile. another.

Compared with costumes of the feudal. era, modern fashion is. far more egalitarian and
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homogeneous and leaves th~. traditiol1al class/social division much less. Meanwhile, the

increasing accessibility of fine fashion makesit easier than ever for one. to create an

identity in disguise that does not reflect one's real social, cultural and economic status.

The second tension occurs between.theartificially-styled self and thenatural, authentic

self. Fashion on the onel1and helps to highlight and reveal the authentic and natural

beauty ofth~ human. body andhuman personality,but, on the otherhand, it has

developed into an elaborate artifice to construct a new self at thewearer's will.

Fashiol1practice, no matter how elaborate andartificialits devicesmay be, never ceases

to asserthow"real" and "natural" its images are. Therefore, a tension exists between the

artificiality and l1aturalness in.the imagescreated by fashion. The third tension in

fashion practice is betweel1 an individual' s desire to imitate others and to differentiate

oneselffrom others,orthedesire to belong to a group and to stand out in the crowd.

One'sdress sends out one ofthe firstsignals in interpersonal communicatiol1 and

acknowledges one's membership in a social community. However, with fashion

entering the era of individualism in the 1960s (see Laval 1982, Chapter Ten), as weare

going to discuss further il1Chapter V, the major functionofwestem fashion is to

contribute to the. makil1gof a self-conscious iJ;l,dividual image. Thus, every piece of

fashion isa negotiation between one's uniqueness and communalidentity.

El1twistle does not define the term"tension", but she seems toconceptualize

"tension" as acol1flietpetween twoaspects within one cultural object. Here l will

borrow the terrn of "tension" for mydiscussion.l Will feframe this term and apply the

new definitionto a set of similarbut broader subjeets.
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Thereare certain limitations andprinciples Ina cultural object, which often

point in different and even contrary directions. What is a limitation and what is a

priIlciple? For the purpose of this thesis, limitation refers tothe naturallimits imposed

by the Illedium and the fundamental fotm·of the art fbrm orthe culturalbbject. For

instance, a painting is engaged in reflecting a three-dimensional world ina two-

dimensional medium; it can only repre~ent butcannever be three-dimensionaL Unlike

limitation, principle refers to the culturally, socially constructed conventions in the

making andappreciation of cultural objects, AnexaIllple is hownudity is interpreted in

different cultures. Nudity represents the natural beauty of the humaribodyin classic

European paintings, and is an homage to human being during the Renaissance, while in

classic Chinese paintingsnudity isViewed as mostly pornographie and sexuaL In

another example, blanIrness or empty space is an essential component ofChinese

painting; a. painting full ofink and color everywhere would be considered unbalanced

and inpoor taSte, while Western painters have been filling up theentire canvas for

centuriesto accuratelyportray the objective world6
.

Theconflictand negotiàtionbetween contradictory .limitations and principles

causes difficulty,ambiguity aIld anxiety in the producing andconsuming of the cultural

commodities.•...•. The difficulty,ambiguityand anxiety are the psychological "pausing

spot"in art production and consumption where theàrtist and audience can feel

something not going very smoothly. Such a pointcan be summarizedas tension.

6 Atieast until the development of modem âbstract painting;see Leonard Shlain1998,Cpapter 12
"East/West"
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Tensioncan arise between different limitatiop,s, between different ptinciples, and

betweena limitation and a principle.

Tensionscan resultinrichlayers ofmeaning in a cultural object, layers which

attract an audience's gaze. The major tensîon essentially marks each type of cultural

objects. Tension canbe foundin literaturebetweenthe comprehensiveness and the

novelty ofthelanguage, in saying somethîng everyone understands in a new lal1guage.

In dance, tension can be found between the spontaneityof the body and the highly

tegulated control ofthe body, thatis,making thehighly structured choreography sêem

spontaneousap,deffortless.• In music, tension can be found between the richness and

complexity of emotion and the ambiguity and transience of sound. In classical painting,

tension can be fc>und b~tweep,the reseJ)lblance tothe real world aJ:ldthe painter's unique

observation and presentation, and in modernabstract painting, perhapsbetween the

constantly changing Inne!:" world the wo!:"k aims to represent and the stiUness of thecolors

and Hnes on the canvas.

Tensiohnot onlyexists in the making ofculturalobjects, but also in the

appr~cîationof them. GeIl defihes "social agency" iriart practice as the persons and

things that cause a particular.eventto happen by aets ofwill or intention(1998,16).

When regarded as a social agency, a culturalobject reflects its maker' s ideas while

intriguingtheàudience. Theseideas and expectations, often subtleand intuitive, canbe

seen as "tacit contracts" betweenmaker and audience, and betweendifferent makers and

differentaudience membersthemselves.When artwork iS"misplaced" or

"misinterpreted";itmeanstheappreciation conflicts withcertain social and aesthetic

contracts in the cultural object.
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Because the appreciation of a cultural object is highly sociallyand culturally

constructed, the translation of foreign cultural objects is accompanied by changes in

these tensions. Because. tensions plays. a subtle.and intricate role in the production and

consllffiption ofpopular art works, they are often not fully noticed or taken for granted

by themaker and receiver, even in their native culture. One canhypothesize that

tensions will be inevitablychanged in cult.ural transmission. Three types of changes can

occur: the loss ofoldtensions, the distortion ofoldtensions and the emergence ofnew

tensions. When it comes to an art form thatlacks a real equivalent in theadopting

culture, as in the case ofChinesecalligraphy, the changes of tensions become

particularly complexand rich.

Entwistle's three tensions. in modem fashion practice,.namely, between fashion

as expression and disguise of the wearer's identity,·between the artificially-styled self

and the authentic self, and between the wearer' s communal membership and

individuality, willbe re'-addressed in chapters HI and IV. These tensions infashion

interweave with the tensions in the Chinesepictogram/calligraphyon a piece of fashion,

since fashion is the site that determines the pictograms' cultu.ral meaning. There are

different layers of a culturalobject's setling; here, fashionis the first layer of the

Chinesecalligraphy' s setting. Unlike the discussion ofthe three tensions in fashion, the

coming discussion ofthetensions of the pictograms aimsto discoverthe change of

tensions; it will, therefore, analyze thesame pictograms in differentcultural settings.
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4. Methodology

All the· garments presented in this work were observed and documented in downtown

Montreal. 1 carried my camera with me almost every day during the period ofMarch to

July 2001, in the area where most ofmy daily activities occur: downtown Montreal,

between Pins Street and Antoine Street, and betweenGreene and Saint Denis Avenues.

This is the busiest area of Montreal where major hotels, banks, theatres, and shopping

centers cluster, with s11laH businesses in every corner. It also contains many educational

institutionssuch as McGill University, Concordia University, severalbuildings of

Universitié du Quèbec à Montréal, colleges and high schools. Therefore this area is full

ofprofessionals and young students. The average age of the population is fairly young.

There is no preference in sample selection. l toak photographs of aH the garments l saw

whenever l had the camera with me, so the selection i8 a randomsample. AH the

wearers gave me permission to· take their photographs and were informed of the intended

application of the photographs. The data, whenever specifie, were either gathered from

the label on the garment or provided by the wearer.

The racial and ethnicbackgroundofthewearers was quite diverse, ip.cluding

Europeans, Arabs, Africansand Asians. Only three of the eighteen·wearers were of

Asianorigin, howev~r, they were either born in Canada or i11lmigrated here in early

cmldhood. So no racial tendency wasibbserved in this research; this fashioI1trend is not

particularly significant among certain racial group. Thereis no visible gender tendency

either, as the male and female ratio of theeighteen participants is exactly l: L Ihad brief

conversations with trlost of the wearers when the situation aHowed. Chinese is the first

language for none ofthem,except for onesubject who immigrated to Canada trom
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Taiwan in her early childhood. Most of the wearers' first language was English or

French, and only for one subject of European origin, was Chinese a second language.

Therefore, onlytwo wearers are literatein Chinese. Others, though unable to read

Cmnese, often knew the pictogram's meaning from the seller orfrom their Chinese

friends. Therefore, there is no evidence that the conSlJIDersofthese fashion items are of

special lil1guistic or cultural group.

The appendix contains twenty-one fashion pieces and four fashion accessories

that werephotographed; a detailed description accompaniesthçsetwenty-fivefigures.

Thetwenty-onefasmon pieces are organized intothree tables according to the visual

effect ofthe Chinese pictogram on them.·These are shown in Table 4: Fashion with only

Chinese Pictograms (Figure 27-37, page 108-113), Table 5: Fashionwith Chinese

Pictograms and Other Motifs (Figure 38-44, page 109..116), and Table 6: Fashion with

Chinese Pictograrns on the Entire Falxic (Figure 45..47, page 117-118). The four fashion

accessories are in Table 7 (pagé 119-120).• Within each of these fourtablès, the data is

dividedinto two categories, about the fashion and about the>Chinese pictograms. The

first category includes: thetime and place 1 took the photograph, the wearer's identity,

the fashion' s textile,place ofmanufacturing and place ofpurchase, brand name, price

range, and style. The second includes thenumber, meaning, script, color, size, and

locationüfthe pictogram on the fashiol1, aswellasthe technology with which the

pictogramswere addedonto the clothes. Besides thefjgures intheappendix, there are

three otheritems that use pictograms in a notablycreative way.One table for each item

(Table 1-3) can be found in Chapter V, in close pro)(imity to the analysis.
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As demonstrated by the photographs and data in the appendix, these fashion

items with Cmnese pictograms share the fol1owing characteristics:natural, soft andthin

fabric, often in tight contour; inexpensive price range; casual style. They are worn by

young people in theit late teens to twenties. In short, these garments are intimate, young,

casual and inexperisive. The Chinese pictograms on these twenty-one fashion items are

examined andanalyzed in Chapters III and IV, but a.basic understanding of Chinese and

Western calligraphy needs to be established beforethe discussion, because a solid

understanding of the twô sides involved in theencounter is necessary to understandthe

encounter itself. This discussion is presented in Chapter II below.
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II. "Calligraphy"?

Beforeany discussion of the pietograms or calligraphy used in Western fasmon

takes place, we must examine the Chinese wordof shu-fa (.1*), andits popular English

translation "calligraphy". In the West, as a minor artcraft, the boundary between

ealligraphy and other terms sueh as penmanship, lettering and typographyis not clear.

In many cases, any forms of art that usebeautified visuaI language as deeoration are

eonsidered "calligraphy" (Gray 1986; Gaur 1994).• Therefore, in the following

comparison with Chinese ealligraphy,Western calligraphy includes beautified

handwriting, lettering alid typographY.

Eaeh Chinese pictogram is both the smallest visuallinguistic unit and a

morpheme, the smallest meaningfullinguistic unit, or it· functions both as the equivalent

of a.letter and a word. in alphabetie languages. There is a systematicshift of perception

from alphabetic/phonetic language to ideographie/pictographie language when

eomparingthe written forms ofChinese .and English7
. To lookfortheequivalentofa

pietogram in an alphabetic language will, at best, over-simplify the situation, and, at

worst, use an alphabetic parameter to judgean Ideographie language. As a matter of

f[l,et,. the ehoice of words "letter" and "word" as used. above to deseribe the funetion of a

pietogram, 1S an already inaeeurate compromise. Ultimately, there is :no Iinguistic

concept of "letter"in Chinese; tlle right word is * zi,acombination of sorne strokes

7 About these two major writing systems, an excellent Ji~guistic resource is Geoffrey Sampson Writing
System: A Linguistic Introduction, Stanford University Press, 1985.. A much earlier work isWilliam A.
MasonA History oftheA,rtofWriting, New york: The Macmillan Company, 1920. ft contains deta.i1ed
description withplenty of pictograllls as examp1es, although the author' s intelIigentanalysis was very
mucb crippled byhis ethnocentrism.~there wasno concern about being "politicallycorrect" in the 1920s.
He essentially indicatesthat phonetic writingwas the best andthat pther cultures should adopt it, "in the
20lh century ofthe Christian era" (177).
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acting as the smallest unifofboth meaning and form ofthe written language, in a

monosyUabic form. TheChinese equivalentof"word", ~11] ci, iSIllOSt often

composed of one or two zi. Therefore, in Chinese there is adlctionary ofzi and a

dictionary of ci, with thezi·dictionary considered more linguistical1y fundamental.

Chinese cidictioflaries are more for knowledge and vocabulary, somewbatclose to a

Western encyclopedia or thesaurus. Analyzingthe Chinese written laflguage, therefore,

does notinvolvébreakinga word into sections ofsyllables and then tracingits Latin,

Greek orother linguistic foots, but looking at different parts ofthe visual graphicand

their interrelation.

Themost simple and effective method to understand a word in EngIish is to

examine its etymology. According to The New Oxford Dictùmary ofEnglish (pearsal1

1998), the origin of "calligraphy" is the seventeenth century Greek word kalligraphia,

from kalligrapphos "person who writes beautiful1y", from kallos"beallty" graphein

"write" (260). The Chineseword shu-fa (3~*)is composedoftwo zi: the first, shu (3)

meanstheactionofwriting, the Work ofwriting orto write; the second,fG(n:) means

the rule,the law, the wayand the method. Soliteral1y shufa means "the mIe and

method.ofwriting". ClassicChinese merelyuses shu (3)instead ofshu-jato refer

calligraphy.. The !11ost authoritative resource for the earliest originofzi is the book Shuo

Wen lie Zi (mtJtfB**), "talking (about)-Iiterature-explaining-zi". Shuo Wen Jie Zi,

written duririg 100-222 A.D, is the.first systematic Chinese zi dictionary, providing the
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origin of more thanJ}ine thousand zi. 8 Today' sversion was edited by Xu Xuan in 998

A.D.. Thefollowing pictograms inFigure 1 (page 38) arecopied from Shuo Wen lie Zi;

the contemporary writing isin a smaller size belowthe original one. They are in the

writing style of the. Qin and Han Dynasties (about 221 Be to thefirst century AD),

calledthe sealscript, 7huan shu, firstfoundengraved on stone and bronze. In Figure 1,

pictograI)11 .. means "to write", andpictogram 5means "to draw, to paint" As we can

see, "to write" and "todraw"share the same upper part---pictogram 2, which l11eans "the

swiftl}ess and skillfulnessofhand"(Xu,p5., upper section). Pictogram 2 is composed. of

two parts,pictogl'an:l3 and 4. The upper partrêpresent "you, a hand;threefingers listed

here are hand' s; when the items are many, the 1ist doesnot go over three" (64, upper

section). The lower part looks like a piece ofdrapery, '~jin,thehandkerchief or tower

wom on the body" (156, lower section). When a hand hand1esa piêce of fine fabric, it

must be swift and skiHful.

8 Thi~ book also clarifies the sixmethods in whichChinesepictogramsare cOllll"()sed andstructured.For
more in Englisb aboutthe six basic. methods of Chinese pictogram's cOlllposition,.see chapter Il: "Tbe
()rigin and Construction of Chinese Characters"in Chiang Yee, Chinese Pic.tqgraJl1: An Introduction To
ItsAestheticand Technique (Harvard University Press, 1973).Chapter 8 "A logographic system: Chinese
writing" inGeoffrey Sampson, Writing System: A Iinguistic introduction{Stanford University Press, 1985)
.can heip an alphabetic speaker understandthe Chinese writingsystem.
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Figure 1: The etymology of the Chinese word shu, to write/writing,usuaHy

translated as "caUigraphy". (Xu,J963)

The El)glish word "calligraphy" is COll1posed ofkallos("beauty") + graphein

("write"); the.essence is the beautiful appearance ofthewriting,with afocus on the

result,the pleasant appearance and the artwork-as-a-final-product. While the Chinese

word shu, "write/writing" is theskillfulness and ~wiftness of the hand, the motion and

spontaneity of the body; the focushereis on the sequence, the motion and the arhin-the

making.When we look at Western calligraphy, we can hardly perceive th.esequence of

the motion, the ~pontaneity of the body, the pulse ofthe artist whocreates the letters.

The final product appears mostly static,. frozen and still. In contrast,.Chinese
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calligraphy accurately displays a sense of motion, the sequence, the breath and

ultimately, the.artistas aperson.

A letter in Western calligrFlphy is often the product of tens and hundreds of

motions: calculating, drafting, writing, correcting, polishing, and decorating.· Chinese

calligraphy must be executed allat once, not al10wing any correcting nor polishing.

(When a Chinese calligrapher is urisatîsfiedwith his work, his onlychoice isto start over

on aJ)other piece ofpaper.) In other \'vords, the smallest unit in Western calligraphy is

each letter or ward, whereas in Chinesecé:llligraphy the unit is each movement ofhand,

eachbreath ofthe calligrapher. The former l1ighlights the sculpture ofwritten.words

and the .latter the dancing of them.

Because the letter is the basic unit in Western calligraphy, typography that

engages in producing various forms ofletters haveachieved much higher diversity than

that of Chinese typography. Meanwhile, because each motion,each Hne is the basic unit

in Chinesecalligraphy, and only hand-produced ones are regarded as artistic, endless

effortispaid to making one Hne with one stoke, whereasinChina. typography never

develops to the Same.level as in the West.

The two differentperceptions ofwriting.conveyed in the etymology are also

supported bylhehistory of Western and Chinese caJligraphy. In A Historyof

Calligraphy, Albertine Gaur (1994) compares three traditions ofcalligraphy: Western,

Arabie and Chinese. Gaur cFltegorizes Westerncalligraphy into hvotypes," book hands

and documentary hands":

The first, us~d fore111ost for the. copying ofliteratu.re,aimed at darity,
regularityand (to sorne extent)impersonality.Usuallythe work of
professionaLscribers, deliberatestylization ctin give iliesehandsaIl
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element ofimposing beauty. Docul1lentary styles coyer a much
wider range of purpose; they includechancery hands as well as the
workaday writings of officiaIs and private pei"sons. For this type of
script the abilityto write quickly is of gI"eat importance, and to
achieve this, the pen.should be lifted as rarely as possible· from the
writing ll1a.terial. This inturncanlead to ligatuI"es (cUI"sive
appearance), loops and an increasing number of abbreviations. (Gaur
1994,47)

Though differentstylesof Western calligraphy are all rooted in the Roman

system of scripts llsed inthe Roman Empire betweenthe reign of the Emperor

Augustus (31 BC-14 AD) and the papacy of Gregory the Great (590 - 604 AD), the

systematic study ofWestern calligtaphy inmany ways started with letter designing

in the 15th century (Figure 2 page 42). The art ofletter designing, or lettering, aims

to regularize the visual. appearance 0 f the smallest unit ofwriting language, "in

which very often mathematical principles were brought to bear on the structure of

Roman letterforms". Lettering isalways the base of Western calligraphy, and

"with the advent of typography it was felt that the mIes had to be codified to

safeguard excellence. In this way the introçiuction of printing helped to stimulate

and protect fine writing" (Gaur 1994,47-48). As Michelle P. Brown in the book A

Guide to· Western Historical Scriptsfrom Antiquity to 1600 (1990) documents, the

historyof Western calligraphy is mainlycomposed of the development of different

script systems and lettering. Chronologically, they rangefrom the üld Roman

Sy~tem of Scripts, the New Roman System of Scripts and.all Inslllar$ystem of

Scripts, to Carolingian (orCaroline) minuscule in Charlemagne'sreign, the

HurnanistBook Script and the Humanist Cursive Book Sçript in use from the 1Sth

century onwards. The ultiInate aim is to copy these standard beautiful scripts.
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Figure 2: The Western art.of lettering started in the 15th c~ntury,using
mathematical principles, from Gaur(1994, 48).OriginaUy~madvertisement for
Walter Kaech's book, Rhythm and ProportioninginLettering.

Figure J: Apprés la Marne, Joffreyisita le front enauto(originallytitled
Montagnes +vaUées + r0ll.tes +Joffre) F.·T. Martiuette, from.Mots en Liberté,
Milan: 1919. {Drucker 1994,133

42



Chinese calligraphy, contrary to its Western counterpart, seei11.g the aesthetic

value in the spontaneity of the hurnanbody, never tried to formulateandregulate wiiting

in mathematical principles. The history ofChinese calligraphy isessentiallyan

evolution of diversified styles with canpnic works and maestros. Masterpieces of

calligraphy and master' snames are weIl known in Cllina, quite similar to the situation of

the history of W.estern painting..Every style, school andphilosophical revolution is first

and fordnost represented by and connected to certain individualartists. Years of

practicearerequired to copy masterpieces, but the ultimatepurpose is to accomplish

one'sown style afterimitating the masters. There is no equivalentofthe artfonn

"letteri11.g" in China, nor have engineers in Chinese history everheld the sway oftype

design, as their Western colleaguesdid, until the end ofthe 19th century, when artists

William Morris and Edward Johnston put calligraphyand lettering into British art

schools 'curriculum{Gaur 1994, 183-186).

Further evidenceoftheprofounddifference betwe.en "calligraphy" andshufa, is

the calligraphers' socialstatlis in theirnative. cultures. Acçording to Gaur, the Western

calligrapher is·"neither anartist in harmony withnature, nor amystic looking for the

hidden face ofAllah in acombinatioll ofletters,butsimply acraftsman" (1994, 72). In

Imperial Rome, the calligrapherwasmainly a scribe, thatis, a copyist.After the sack of

Rom~ by the Goths in.41OAD, book production and the continuationofliteracy passed

i11.to the hands ofthe llewly emergingChristianChurch,whose very existence depended

ontheauthority of written Biblicaltexts.Soon, aH the.large monasteries inEurope had

somededicated and often giftedmonkswho worked not onlyasscriIJes, buta1so as

illl1minators orbookbil1ders; Gaurstatesthat "these scribeswere, however,first and
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fOIemost copyists; they were never considered artists" (1994,73). Their names usually

were not recorded: "(H)owever arduous the task and however important the work,pride

in one's skill and achievements was rigorously discouraged" (1994, 73). In the 12th

century, with the d~cline of the Church's monopoly on scholarship and the secularization

of society, the position of calligraphers/scribes drastically changed, from religious

servantsto commercial craftsmen, but "their status was on the whole fairly low" (Gaur

1994, 77), for "the pay of a 14th .century scribe was generally thesa11le as.that of a

common fann labourer, only halfthat ofacarpenter" (78). The 16th centurysawa

steady increase inbureaucracy, which in turn'created a need for officiaIs and secretaries

who could write in an appropriate manner,and therefore, in the late 15th and during the

whole of the 16th century the writing master gained importance. By the 18th century, the

great overs.eas trade and colonial expansion ofEnglandcreated aneed for a large·army

of clerks. This again changed the position of the writing master:

No longer a member of a respected community, or part of a team of
sought-after craftsmen, he began to rank somewhere between a law
writing'scrivener' (tainted in public esteembecause of a perceived
association with1lloney lending and fraudulent costs) and a mere
schoolmaster (never a popular figure)" (Gaur 1994, 81).

Overall, Western calligraphers were not regarded aS artists, but mainly practical

craftsmenwhose social and economic status remained fairly low.

Chinese calligraphers, by way of contrast, have always been highly respected artists

and members of the cultural elite.Calligraphy has been considered a significant part of

the education. At the elite level, it isa very spiritual art practiced entirely for the art's

sake. "Many Chinese Emperorsand dignitaries were not onlyaccom.plished

calligraphers butalso well-kl1owncol1ectors" (Gaur 1994, 129). At the popular, more
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humble level, it is still a highly respectedand admired artistic skill;calligraphy is weIl

paidand the work is maintained forits artistic value:

In ChinE). (and in the Far East which follows Chinese traditions)
calligraphy wasnever justa leading visualart form; it was, and is, the
most important of the "three perfections" ~ poetry~ calligraphy and
painting. To be a "master of the three perfections" has alwaysbeen
the mark of a truly cllitured, trulyeducated, indeed trulysuperior
human being. Being a .. llledium of direct communication between
performer and onlooker itallows deep insightinto the personality of
the practitioner.... The calligrapher is thus. in many ways a role
model. He is part ôf an elite because ofpersonaL inner merit and not
simply.as the result ofinberitance ofbirth. (Gaur 1994, 135)

Such perception has rendered.calligraphy a toolof political and cultural hi~rarchy

in Chinese soci~ty(Ledderose 1986). Many politicians,if not great calligraphers,have

beautiful handwriting. Today, walking in the Long Corridor in the Summer Palace in

Beijing, one can still see the elegant calligraphy ofthe empress dowager Ci-xi (1835-

1908).who controlled the court for 48years until her death (Hsû 2000, 262).· Mao, who

was a recognized calligrapher for his grass c"ilfsiVe, wrote aIl the names of the most

important universities in Beijing, as wellasthe title of The People 's Dai/y.

In opposition to the fact that traditionaLWestern calligraphers werediscouraged

or .even forbidden (in the Middle Ages) to take pride in theiiskillbysigning their work,

Chinese calligraphers must put their signaturt";and personal seal at the colophon to

authenticate a piece of work. The importance of artistic authenticity in Chinese

calligraphy contributesto the factthat sealengravingin Chinahas dev~loped iuto its

own autonomousart form9
. The vastly differentsocial status of Western and Chinese

9 For more on Chinese sealengraving, see Jason C. Kuo (1992) Ward As Images: the Art ofChinese Seal
Engraving.
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calligraphers reflects the fundamental inequality between the two kinds ofart of Writing

in the two cultures.

In sllmrtlary, the discussion above on the differences in the etymologyofthe

terros, the history oftheartforro and the social statusof calligré\phers, demonstrates that

the English word of "calligraphy" is not an appropriate translation for the Chinese shu-fa

orshu, the art ofwriting. Jean Francois Billetter inhis The Chinese ArtofWriting

asserts:

...Chinese calTigraphy has very little to do with what is.called
calligraphy in Europe, where itrefers toa stylized,painst&king,
highly regular penmanship prettified with flourishes or Other
super&dded ornaments; ore1se ilmay refer to fanciful typographical
effects ofthekind of exemplified by ~pollinaire'sCalligrammes.

This calligraphy is a minor art; it is all1atter of.carefuI worknlanship,
oftaste, of happy finds. On the whole, Western calligraphy is
impersonaEit gets rid of individual traits, it curbs those .elemental
impulses which set the se&! ofpersonalityon writing and give it its
spontaneous character.
ChineSe calligraphy is.neither painstaking nor prettified writing. Ii
rulesout anyarbitrary stylization of forms andeven more any
decorativeadditions. TheChinese calligrapher's·oneconcern is to
endow thecharactersWith life, toanimate themwithoutstraining
themin any way. He putshis sensibility in the service ofwriting, and
then,byasubtle reversaI, contrives to use writing to express his
P?rsonalsensibilitY.l'hankstothis reversaI, Chinese writing
becomes a medium of expression of great richne~s and delicacy.
(1990,11)

Whydid Western calligraphy not develop into a major art form like painting,

music and literature in Western art history, while Chinese calligraphy has long become a

"perfection" in Chinese culture? Onereason is that Chinese pictographie Writing offers

an almost inexhaustible repertory of form,arid.another more philosophieal root is in the

different perception of "writing". As the. etymologies of the terms conveyed, by

focusing on thestatic final product andby setting up standard calligraphie letters, the
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Western art of writing leaves little space for individualistic expression. Any art fonu

must offer a lot of room for artistic individuality as well as a sufficient "langUage" to

present this individuality. Thewriting art iri theWesterncontext closest to Chinese shu

fa, is not what has beencalledcalligraphy, qutis perhapscontemporary graffiti, and

sorne modern calligr~phyinflu~ncedby the Chinese. Contemporary gr~ffiti·shares the

following common aspects with Chinese calligraphy: the·spontaneity of the hUl1lan body;

the movementand sequenc~ in the writing;andthe significanee of artistic individuality

(shown in the ubiquitolls signattlre~). Just as the Chinese calligrapher sees writing as a

life~long hobby and has to write every dayno matter how accomplished he already is

(Chiang 1973, 193-196), a graffiti "writer"keepsworking in spiteofthe factthatmost

of hiswork will be cl(:ared or covered by others. The pleasure 1S in the making, inthe

movement of the hand, in the rhythm of the breath, more than in the final products. It

does notbothereithertheChinese calligrapher or the Western graffitiarlist that.most of

their works are not going to bepreserved, becaus~ after developing·th~ir skill.and

personaLstyle, they carry their "work" withintheirbody wherever they go. Another

interesting similarity.between c;hinesecalligraphy .and contemporarygraffiti is their

strong spatial sel1se.· Chinese callig~aphyis restricted to a limited pieceof paper which

requires high capability in spatial organization. The work of calligraphy i8 mounted into

a scroll andplaçed in anarchitectutal space. Graffiti has similar limitations. Therefore,

they both haveto pay mueh attention to the spatialarrangernent of graphie elements and

the architecturalenvir6nment.

Though the El1glish phrase "the art ofwriting" would bemueh Iiluresuitable than

"calligraphy" for shu-fa~1 am still going to uSe the English translation of "ealligraphy"
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in the rest ofthe thesis, for the same reason as BiHeterwho claims.that '''ealligraphy' is

ahandier term and has derivatives like 'calligrapher' and 'calligraphie'" and these

derivatives are diffieult todispense with" (1990, Nevertheless, it would be

necessary toremind readers tokeepin mind the significant differences in meanings

between "calligraphy"in this workandthe EngIish connotation of the term

"calligraphy", and not to associatethe \\lord with

writing lO
.

images ofthe Western system of

lOFor moreonChinesecalligraphy, See Ecke, TsengYu-ho(1993) A HistoryofChinese Calligraphy,
Hong Kong. For complete resources in bothChinese and Western literature, check t?e bibliographyof
Billeter(1990} The ChineseAr~fJ;Writing. 11le bibliographyofChiang{I973) Chinf!se Calligraphy: An
Introçiuction toits Aesth~ticsandTechniqUi?(tllird edition), providessol1}emost important1iterature in
Chinesehistory. A good caliigraphydictionF'-ryis Fujiwara Ka~urai (1970) Shogen.For more about the
integrity ofChinese painting and Chinesec,!lligraphy, check Alfreda Murck and Wene.Fong (Ed.)
(1991 }Words and Images: ChinesePoetry, Calligraphy, an,dPainting, andWen e. Fong (1992) 13eyond
Presentation: Chinese Painting and Calligraphy 8!h;.14!h Century.
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III. The Lost Tensions

After the clarification of the differences between Westerncalligraphy and

Chinese calligraphy, it is also necessary to note that there are two types of Chinese

calligraphy, the lowandthe high, orthe popular and the elite. The popular type is used

mainly for decoration and sign marking. Within theChinese context, ordinary, nice

handwriting. is used widely for daily significant signs such as a store' s name, an

ornamental hanging scroll in the living room, or the couplets on two sides of a gate. The

second type, elite calligraphy, is considered high-class artworkintended to express the

spirituality and individuality of the calligrapher. The prime purpose ofpopular

calligraphy is to please the eye a,nd also to mark geographicsigns for the public, while

the core intention of elite calligraphy is to convey artistry and spirituality. Sorne styles

of the elite type are beyond mostpeople' s recognition, such as cao-shu, the grass script

(see Chiang 1973, 93~1 05),so they cannot function as a publicsign. Authorship remains

mainly anonymous in the former group, but is.essential for the latter. Though the two

groups of calligraphy have different purposes and styles, they share common ~esthetic

criteria.. In certain circumstances, these two types mingle as well. Famous calligraphers

are often invited, withgreat respect and admiration, to write the name for a store or a

newspaper.

The Chinesepictogram used on Western fashion is comparable to thepopular or

lowgroup of Chinese calligraphy, since they both serve as decoration on daily objects,

and the artist remains anonymous. Since mostofthe literature on Chinesecalligraphy

concerns the elite type, in order to help the reader understandthe idea better, sorne

references have to be drawn from writing on high or elitecalligraphy. These references,
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although written about elite calligraphy, are equally applicable to the popular group.

Now, let us lookat the tensions.that exist in Chinese calligraphy that are 10st in its

adaptation by Western fashion. These lost tensions include: 1) the tension between

explicit literature and .abstract visual beauty, 2) the tension between calligraphy' s

permanent intention and its temporarycarrier, paper, 3) the tension between literaI

expression and restricted space, and 4) the tension between the fixed patterns of

pictograms and artistic individuality

1. The tension between e~plicitUteratureand abstract visualbeauty,

or between words and images

Chinese calligraphyis acombination ofliterature and abstract drawing, brushing

and pail1ting. Thecontent ofthewiitingis mostly classic literature, eitherancientor

contemporary. Even when it is as practical as a restaurant's name, the narne must be

elegant or subtle, with a certain literary beauty. In other words, not any Chinese word

deserves to be written as calligraphy. In his article "The Two Perfections: Reading

Chinese Poetry andCalligraphy", RobertE. Harrist Jr. (1999) traces the history of the

clOse dynamic between paetry and calligraphY in Chinese history, statil1g that

calligraphers transcribe poetry in every Gonceivable formai and style: "The alliance of

the two arts was reinforced by the aesthetictheories that treat poetry and calligraphy as

uniquelypowerfuLmeans of self-expression."{28 I)Many calligraphers, both historical

andcontemporary, ar.e also accomplished literatLand scholars. Amongthe most

acclaimedfigures ~ in tenus·of achievement in bath fields ~ are Su Shi, or Su Dongpo

(1037-] 101), Huang Tingjian (1045-1105), Mi Fu(l052-1107), and Dong
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Qichang(l555-1636).· Regarding the lower, popular calligraphy, often the anonymous

calligraphefis alocal authority on culturewith a substantial background in literature.

Often the calligrapher needs to compos~ a piece of poetry on the. spot or memorize a

piece wruIe he is writing in public as a kind of performance. As shown in Figure 1 (page

38), the Chinese pictogram "write" and "draw/paint" sharethe sameupperpartthat

represents a skillful·hand holding a piece of fabric, wruch demonstrates that calligraphy

andpainting are closely linked in Chinese art rustory. Many calligtapher-lîterati are

accomplished painters as weIl, incluqing the five literati listedabove.·· Figure 4 and

Figure 5 are two examples. In:tigure4 page 52, the painting and the calligraphy are in

an ensemble, bothcontaining similarbrushes and strokes with rough corners, and

display a.similarbalance-in-asymmetry, alld a kind ofuntamed beauty. Figure 5 page

53, a paintingwith calligraphy by Zheng Xie, conveys the idea that theartistemploys his

paintingbrush to his calligraphy, or applieshis calligiaphy skill to his painting. In his

pictogramwe find bamboo and orchidleaves. Ifwe look back ~dforthat the painting

onthe left and the calligrapher on the right, the pictograms start to tum into orchid,

bamboo and stone. These twopailltings convey the Inseparable relatiollship between

calligraphy and painting in the Crunese context; this relationship has no equivalent in

Western painting and calligraphy.
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Figure 4: "ChilleseOrcbidFI9wer"by LiSban,c. eigbteentbcentury. Copiedfrom
Cbiang Yee (1973), Plate XVII. (Courtesy offbeArtlnstitute ofCbicago)
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Figure 5: "Bamboo with CaUigraphy" by Zheng Xie (Cheng Hsieh), demonstrating
the resemblance between the brushwork of the caUigraphy and the painting.

Copied from Chiang Yee (1973), Plate XVIII. (Collection of Rudolph Schaeffer,
San Francisco)

53



In theadaptationofChinese calligraphy by Western fashion, the tension between

graphies and lîterature is largelylos1. Asshown in Table 4-7 in the appendix, most ofthe

itemslîmitthenumber of pîctograms to five; four are merely a single character,thl.ls

decreasing the possibîlîty for lîterary meaningiand aesthetics.Some ofthe pietograms'

literaI meanîngs lose their ÎJ1Îtial sophistication andbecomeexcessively caslial and

tasteless, accordingto the criteria for Chineseliterature. Forexample,.in Figure 41 page

115 (meiyou zhanzheng, "No Wars"), situated as a political slogan, would be incomplete

and inadequate within its own native contex1. The six pictograms jn Figure 38 page 114

are a randomcombination without consistent meaning. In Figure 46 page 117·spme

pictograms are eomprised of onlythe lefthalfof 'ffg!ong, "dragon". Even anaudienee

unahle to readChinese can seethis fragmentation ifitturns thebigger pictogram on the

righfabout900 c1ockwise, then compares it withthe thinner part on theleft.Here, the

fragmentation of one pictograrp. equates totakingthe "mpo" outof "composition",

thereby elîminating the 1l10rpheme, the smallestmeaningfullinguistîc unît.

Most Western audiel1ces can only interpret the layer of abstract visual beautyof

the pietograms, while missing theJayer oflîterary beauty. Thé richtension originating

from the· ihtegration of the two layers is 10s1.. The tensionbringsabundantand intricate

Havor tothe images, whichrelies on appreciating thecombination ofwhatthe words

ll1eanand how they look, or,by reading lîterature and observing painting

simultaneously. Jnfaet, "teading lîteratureand watchingpainting" is just an

explanation, since calligraphyîs not literatureplus painting,justas Westemopera is not

singing plus drama. If is an art form \Vith its o\Vil autonoll1y.• Theappreciation is towards

its integration and integrity, towatds aself-sufficient world with its oWn dynamics.

54



2. The tension between calligraphy's permanent·intentionand its

temporary carrier: paper.

Tounderstandthe permanent intentionof calligraphy,one must examine. the role

ofcalligraphy.indaily.Chinese practice. Calligraphy is a tremendously significant

marker in architectural design, moral instruction and ritualpractice, as weIl as a visual

decoration in Chinese culture (Liu, 1999; Ledderose, 1986). In order to serve these

functions, any piece ofcalligraphy isex:pected to be as durable as possible. On the other

hand, the Ideal carrier of calligraphy is paper, especiaIly certain kinds of soft paper that

absorb inks weIl, since sllch paper aHows thesmoothest motion of the soft brush and

.reflectsthe slightest traces ofink.Paper, though, is a fragile materialwith a relatively

shortlife span. A conflict appears here between the artist' s intention that callignlphy be

permanent and its temporary carrier. In the Chinese context, this conflicthas been

resolved in man.y waY~: choosing high-quality, durablepaper, mounting and ~raming the

paper,and engraving calligraphy into more durable materials, such as ston~, jade, brick

and wood. Usually, êalligràphy is hung high at the center of an architecturaLspace for

audiencesto appreciateand respect. This heightalso ensures that thecalligraphyis

beyondpeople's.reach. The deliberatechoice of the carrier also determines thatthe

material's color.and textileshould be in harmony withthecaUigraphy's literary content

andgraphic style, though withsufficient contrast for thepictogram to stand out. For

instance, calligraphy for weddings is in golden or black ink on red paper, while for

funerals it must be black ink whitepaper.
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Two kinds of1110dern clothing indicate suchintention of permanence similar to

calligraphy. One is formaI clothes in fine. and durable materials with exquisite tailoring,

but frequently, simple style. Artother, at least in colder climates, is thethick, warm

winter jackets or coats ihatare expected to be wornfor years.Most Western fashion

piecesthat adoptsChinesecalligraphy doesnothave this permanence. The pictograms

appear on ratherh01110geneous fabric, cotton, which is relatively cheapand easy to

produce. Asshown in Table 4-7, fifteen amongthetwenty-one pieces are 100% cotton.

The priee range and the .casual mode imply h~rethat Chinese pictograms are reproduced

on the disposable part of one's wardrobe. The c10thing designers do not intend these

pictograms on Western fashion to.be permanent; consequently, the tension between

permanence and the temporarycarrier no longer exists.

Pictograms have occasionally beenusedas decoration on fabric inChinese

culture as weIl ~ they were partiç;ularly popular during the Qing Dynasty (1616-1911),

whenthey were used widely in both court dress and common people's wear.. However,

in such cases, thepictograms do .not have the status of calligraphy fol' tmee reasons.· First

of aIl, the c:hoiee ofthe pictogram is restricted to a verY fewauspicious words, suchas:

xi (%happiness ), shou (!Hongevity) and fu CtMfortune. and good luck). Figure 6 page

57 isan example .of a silk fabric with the pictogram shou (longevity) on it, matie during

the Qing Dynasty; the figure is tqkenfromthe book The HistoryofArt ofSilk by Zhao

Ferig (1992, 188). Furthermore, these few pictograms, when appliedon Chinese fabric,

have been highly modified, sometimes making their motifs unrecognizable. In such

cases,the visual effeet substantially surpasses the literaI meaning. Figure 7, eopied from
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Auspicious Motif(ChinaBookstore 1986,116, 117)). demonstrates that these auspicious

words can he so highly modified that they become pure motifs in Chinese visual art.
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Figure 7:Highlymodified pictogram
"longevity" asa pure motif

Figure 6: Chinese silkfl;"tbric with
pictograms of "longevity"(Zhao,
1992)

Oilier than on fabric suçh abstract motifs derived from Chinese pictograms are also

widelyused on architecture andhousehold objects, such as the armchair with

"longevity" (shou ~)inFigure 8 (Interestingly ellough,the auspicious motif detived

from pictografus, like those· in Figure. 7, is actually doser to the concept of Western
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calligraphy or lettering than Çhinese calligraphy, forbQthWestern calligraphy and these

motif-pictograms are static, are mathematicallyregulated and later added

ornamentation.) The third reaSOl} for clainling thatthese pictograms onChinesefabric is

not a formofChinese calligraphy lies in the fact that theyare used often in repetitiOn.

They arenot given more significancethan other repetitive visualmotifs, suchas the

gourds (illd pomegranates in Figure 6..The Chinese pictogram on the Western fashion

items inthis work are comparable to a painting of a rose ona wall, while thepictograms

onChinese fabric are comparabletothe repetitive.rose motif on thewallpaper. It is for

these three reasons that theChinesepiêtpgrcun on fabtic hasnever beençonsidered

comparable to calligraphy,al}d clothing is !lever a conventional medium forcalligraphy

in China.

Figure 8: A traditional Chinese armchair with "longevity"
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3. The tension between .literai expression and restricted space.

The quantity of paper she or.he uses is rarely a concern for a writer; however, a

calligrapher always \\Torks within a limitedspace on the paper to express a certain literaI

content. A landscape painter may addsome small objects to fill li blank corner or skip

part ofthelawn ifhe fmds thereisno space for Iton the paper; however, a calligrapher

cannot add or skip one or two pietograms, for they mak.e up a complete piece of

literature. Calligraphy, likedesign and architecture, is a spatial art. Most of the time the

calligrapheris given one piece ofpaper in a fixed size and shape. One of the essential

tensions in Chinese calligraphyis how the artistarrangespictogramsinsucha restricted

space. The location of the whole body of writing on the paper, t4e relationship betweel1

the main body and the auxiliary parts (such as the calligrapher's signature and seal), the

spacebetween each Hne orcolunlll, the space between each pictogram and each stroke

within apictogram - alltequire deliberation. As calligraphydoes not allow any

correction or embellishment, the tension of spatial arrangement becomes vital.

In Western fashion, though the sense of spacestill exists, it isreduced to the level

of a basic concern inany form ofvisual art. Sorne examples show pages .of text printed

onto the fabric, adesigl) which treats the text as a background instead of a language with

expliciti't1eaning(Figures 45, 46,.47in Table 6, page 117-118). Such abolition ofspace

restrictionscreates tworisks. One is that the pictograms appear upside down when the

fabric. is sewn into clothes. Another is that the pictograrn doesnot.appear. complete when

fabric is cut, as in Figure 47. In Figure 9 page 60, at the back hem the phrase "plume

bloOl)1sfive happiness" in the redtablet is eut in the middle. The format that features

several pictograms vertically stacked in a square.is an adoption of a popular presentation
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of Chinese calligraphy. This format is usedin the couplets for events such as the Spring

Festival, or in the paper slip used to present riddles at Lantem Festival garden parties,

and in ilwooden tablet at agate to indicate the name of the owner or thename of the

building. The way in which differentpictograms cooperate with qne another within a

lünitedspace creates tension, but also provides the calligrapherwith unlimited

possibilities to create and express individuality through the. interactionbetweel1 the

substance (the strokes or characters} and the void (the emptiness or space). In Figure 9,

the larger pictogram "plum"overlapswith smaller pictograms in thetablet. Thislooks

distl.lrbing to eyes familiar with Chinese calligraphy,Jor it appears too tight, with too

little room for each pictogram to"breathe"; itlooks like one pictogram is suppressing

another.

Figure
tablet.

LU" 1;'''' pîctograllD. "happiness" overlaps with smaUer ones in
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When pictograms are cut at the edge of the fabric, the integration of calligraphy as one

piece of work, as.one autonomous space, is lost. Here, the arrangement of pictograms in

a certain space is no longer a restriction for the fashion designer.

4. The tension between fixed patterns. of pictograms and artistic

individuaHty

Essentially, the patterns of each Chinese pictogram are regulated in thesame

manner as the twenty-six letters of the English alphabet. Even the strokes within each

pictograrn should be writtenin a certain order.. This causes. one ofthe substantial

differences between calligraphy aIld abstract painting; the latterhas no restriction on

graphie pattern and doesnot need.tobe "recognizable".However,theexpressive

capability of Chinese ca.lligraphy is not restricted by the fixed nature of its patterns since

thousands of Chinese pictograrns provide a.nearly ihexhaustiblerepertory ofvisual

effects for artists toexpress th~ir individuality. The writingtoolforChinese calligraphy

is aiso critical to this expression. The flexibility, absorption aIld elasticity of the Chinese

brush perrriit muchmore varietyin width, shape, thickness and depth ofthe colot ofits

strok:e than the hard tips ofWestern pens lI. As Billetter describes in The Chinese Art of

Writing (1990):

11 Albertine Gaur (l994)gives an insightfuldiscussion of the writing tool'simpacton Western
caUigraphy in Chapter l "The Tools for Writing"ofA HistoryofCcdligraphy, New Yprk: Cross River
Press. He argues that whateverits technical and commercialadvantages,caUi~aphicaU~thellletalpen
could never match the quill, put "the final horror", as faras caUigraphy is concerned, occurred after 1945
withthe increasinguse of the baU~point pen. Becal.lse ahaU-point pen. is generaUy based.on a ball
revôlvifig in the mouth of a tube, "it gHdes over the page producing thin Hnes of umeHeved, equal
thickness, hardly differentfromthe Hnesmade by a stylus,but often a good dealless tidy"(1994,30).
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[B]ecause the brush is not a rough toollike the pen, but an instrument
which registers every move of the hand, howeverslight or sudden,
with the exactness of a seismograph..The Chinese calligrapher uses
it to record forces arising from the depthsofhis being.... (Billetter
1990, Il)

In this sense, Chinese calligraphy is an·art fmm that limits· artistic individuality with its

highly fixed patterns while reflectinghis or her individualityperfectly by recording

every intricate trace of the motion and spontaneity of the artist.

In Chinese Calligraphy: Anlntroduction ta Its Aesthetic and Technique,

Chiang Yee (1973)writes that printed letters are considered "lifeless" in the eyesofthe

Chinese, ultimateJy because theyare fixed in the same mathematically accurate pattern

and reflect no individuality. There are twoother reasons for this "lifeless" critique that

Chiang does not mention. First, typography is still and frozen, and reflects no trace of

motion, of the sequences between strokes, the speeds and strengths of the hand that vary

one second from anotherduring the.course ofwriting. Second, typography is so easy to

produce in a massive quantitythat it no longer has anything to do with the maker' s

physical, spiritual or mental developmeIlt.. As a highly performative art, every piece of

calligraphy is an instinctive co-ordination ofthe artist' s iuner world, breath and muscular

strength. If requires years of strict training, but is executed in·such a short time that it

aUows for no hesitatioll. Therefore, onlycalligraphy VVritten by a person has the power

of"enchantment",as GeU (1992) discusses in his "The Technology ofEnchantméntand

the Enchantment of Technology".

As described earlier in this chapter, tlle low, popuHrr type of calligraphy does not

emphasize authorship as much as the mghelitetype. Does this contradict the daim of

artistic individuality in Chinese calligraphy? My answerjs no. Artistic individuality does
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not equ.al authorship. The former is a characteristic of the art fonn, and is the general

criterion for whicha work is evaluated. The latter is the recognition ofthe former at a

higher level. In other words, when an audience ofcalligraphy does not want to know the

nameof the calligrapher, it can still appreciate the workthrough imagining a

calligrapher, a person behind the piece of art. A similarinstance Can be found in.the art

of per(ormance.When we watch adrama on the street, we don't necessarily care to

know the name of the perfonner (the authorship), but we constantly feel the perfonner as

an individual andwe essentially judge the performance bythepersona (the individual

identityof the artist). When the performer's talent and skill are far above average, he or

she is recognized as a star (authorship). His or her aut9biography is requested by the

audience as theevidence that they actually see the star in perSon (proving the

authenticity of authorship). Therefore, authorship is a natural consequence or a reflection

of the general artistic individuality of an art foim.. WestemcaHigraphy does not develop

canonic calligraphers as Chinese calligraphyhasbecausethe art form as a whole is

essentially impersonaL

In Chin~se practice, if is often not the calligrapher but the buyer/patron who

determines the content of calligraphy. In theChinese context, since nearly everypieceof

calligraphy is a significant sign and important decoratic)ll, buyers seeking a calligrapher

often already have certain ideas about the literature ofthe calligraphy. Some graceful,

positive, poetic. pictograms have a better chance of being chosen in calligraphy than

others, such as}j (yue, "moon"), Jl (feng, "wind"), ff(xiang, "fragrance"), ]f(xue,

"snow") and .~. (qing, "clear, pure, clean"). This increases thefixity of the pictograms,

consequently increasing the form'scontradiction with artistic.individuality. Another fact
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isthatsome literary masterpieces have been written bynumerous calligraphers again and

again, thereby increasing this tension, though in a more minor way. Although

theoretically there are morethan ten thousand Chinese pictograms,. and eight thousand

are often used in moderrtliterature, the amountoften used in calligraphy is much

smaHer, perhaps fourto six thousand (unfortunately there are no authoritative statistics

available onthis subject).

InWesternfashion, most pictograms are machine-printed on a massive scale.

Furthermpre, the factlhat most pictograms are directlyeopied from typography proves

that artistic individuality isnonexistenthere. The images Figures 27,30,33,34,37,39,

43,44 in theappendix aH have typographic fonts. Inthe m:ost extreme example shown

in Figure 27 page 108, "Love" is not only in a typographie font, but a very mechanistie

font,with strokes in an aecurately even wicl.th, smooth edges andsharp ends. The

audience unable to read Chinese pictograms are.unaware that the artistie individuality of

Chinese calligraphy lies in the handwritingofvarious individuals. For them, the Chinese

pietogram in typographyseemsexotie and unique enoUgh, in eontrast to alphabetie

languages.

Since graphie design has become asignifieantart form since theJate 19th century

in the West, its influence on Westernfashion must be taken into consideration. In the

West; the font and faces ofIetters have developed into an art fonu with a large number

ofvarieties; these aremultipliedby lowerandupper case and Roman and Italic styles.

By way ofcontrast,"the Chinese·did notgo in fora variety oftype-faces; they were

never inten~sted in typographyas an art,probablybecause the virtues prized in

calligraphy - whiehwas a major art-fonu.,... werejust the properties of spontaneity and
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unmeehanical irregularity whichcannotbe reproduçedin type"(Sampson 1985, 165).

The variety of font and typeface Chinese printers use today are mainly ada.pted from

Western fonts. The rapid development of graphic d.esign in the 2üth eentury raises the

significance of typography to a higher level in Western visual art, as in his Graphie

Design: A Concise History, Richard Hollisdeseribes:

Most usuallywords and. images are used together;eithertext or
imagemaydominate, or each haveitsrn.eaning deterrninedby the
other.. Sorne of the. most sophistieated examples of graphie design
have. relied 011 the precision of words to give an exactrneaning to an
ambiguous imagé.
Whenprinted, the word,a.s a forrn of recorded speech, loses a whole
rangeofexpression .and infleetion. Contemporary graphie designers
(andparticularly their precursors, the Futurists) have triedto break
this limitation. Their work gives sound to typographie expression
throughthesize, weight and position ofthe letter. Indeed the urge to
do more than merelyeonvey a message, to give it a unique eharacter,
is instinctive. (HoUis 1994, 7)

HoUis states that "graphie design is the business of making or choosing marks and

arrangingthem on a surface to convey an idea" Chinese pietograms,as a set of"newly

discovered" marks, appeal to Western graphie designers, whoin arranging them,

naturally, use the principles of graphie design rather than theaesthetic principles of

Chinese calligraphy.

Thisehapterexplores the four tensionsthat ar.e lostinthe euIturaltranslation of

Chinese pictograms into Westernfashion. Chinese calligraphygenerates its beauty from

the tension petween its explicit literary meaning and abstraet visualappearance, while

Chinese pictograrnson Western fashion 'l-te not reM 'l-S a written languagea.nymore but

mainly as a graphie syrnbol. Il1the Chineseçontext.ealligr'l-phyis conductecl and

preservedas a respectable signwith aperrnanentintention, while the carrier.of
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caHigraphy is the fragile matàial of soft paper. This tension between permanency and

fragilitylsmanifested invaridus measures to preserve and protect the calligraphie piece.

In the Western context, Chinese pictograms appear mainly on disposable fashion pieces

that do not carry permanent intension. Thethird tension in Chinese calligraphy is the

literaI expression and the restricted space. NormaHy literature is written with no

limitation oftpe shape and size of the paper, while Chinese calligraphyis designed to

complete a piece of literaI work within a piece of fixed paper. In Western fashion,

however, thepictogrmns are plSlced withlittlerelation tothe shape and sizeofthe

clothing. Finally, the core tension ofChinesecalligraphylies in the factthat calligraphy

thrives to express artistic individualitywith highly fixed patterns. The Chinese

pictograms in Western fashion are ultimately treated as another kindof font rather than

individual expression conducted by a humanbody. These four tensions are lost in the

translation dueto the different Witing systems, the.different status of calligraphyand the

calligrapher in thetwo cultures, and more profoundly, two different aesthetics.

However,simultaneously hew tensions that do not exit in the Chinese context display

themselves in Chinese pictograms onceplanted into Western soil.
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IV. The .Added Tensions

III the adaptation of Chinese pictograms by Western fashion, the major tensions

in Chinese calligraphyare lost, butsomenew ones are added. Fournew tensions can be

discussed in.the new Western context: betweena foreign langnage and the

English/French setting;betweenrebelliousness and mainstream values in a society;

betweellthe expanded cultural horizon ofthe wearer and the shortage ofknowledge of

this new horizon;· and between the common style of this fqshion and the exotic

pictograms on it.

1. The tension betwèen a foreign language and its English/French

setting:.·alienation

As Table 4-7 in the appendix shows, aIl thephotographs for my thesis were taken

in a dense urban area in downtown MontreéÙ where Chinesewritten language is .alien.

Among aIl visnal media, including paintings, motifs, signs and written language,. written

language is themost explicit and precise. In a society with high literacy rate,writtel1

languageé:l:lways iIllmediately.il1vites readingand therefore deliver~ expressive messages

in a far more. accurate manner than a pure visual decoration. An alien motif or a symbol

in publiccancause a similar tension, but not as significant as the onecaused byan alien

language.

These fashion it~ms inevitahly cause an action: one is, after aU, wearing an

expressive message that the overwhelmingmajority is unable to decode. These fashion

items.act as "social agents" according to Alfred OeIl' s defil1ition in bis Art and Agency,

an Anthropological Theory (1998):
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Agel1cy is attributable to those persons(and things, see below)
wl1o/which are seen as initiating casual sequences of a particular type,
that is,events caused by mind or will or intention, rather thanthe mere
concatenation ofphysicaJ events. An agent is one who 'causes events to
happen' in their vicinity. ... Theidea ofagency is aculturally prescriped
frafilework for. thinkingabout causation, when what happens is (in some
vague sense) supposed to beintended in advance by some person-agentor
thing-agent. (Gell, 1998, 16-17)

GeU differentiates between the terros "happenings" and "action": the former is

caused by "physicallaws", the latter by"prior intentions". He realizes that "the ways in

which socialagency can be invested in things, or can emanate· from things, are

exceedingly diverse"(18). These depend on the strength ofthe intention or "will" in the

thing as asocial agent, or the effectiveness andefficiency of the agent in causing action.

If various agenciesare divided into"strong agents" and "weak agents", fashion ranks

quite highamong the strong ones, for the foUowing reasons.

First of an, fashion is made to be worn on the humanbody. This attachment is

integrated into the identity of "fashion"; a gannent is not "fashion" when it is not worn

on a body. Joanne Entwistle(2000) argues that "fashion isall about body: it is

produced, prorooted and worn by bodies" (1). In much research onhistorical costume -

where the realwearer has long dieci out - researchers put a costume on a human body or

artistic model to view.its effects (see the illustrations in Hollander 1978). Fashion

unmistakably initiates the action ofwearing andcarrying it everywhere we go. Ithas

becoll1ea partofboth our body and our social identity; you arewhat you wear is both

believedby the wearer and the viewer in modern urban life12
.

12 Seeal1 issue of The New York Times Magazine, November 14 1999, It 's So You, What Clothes Reveal,
and Mask, about ldentity.
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Secondly, fashion may be. worn for many hours because·of itsprotective function

and the social norms inmostcultures.···. The timepeople spend with their garments is

probably longer thanwith most of other "thing agents".

Thirdly, fashion hasincreasingly become an.individualistic statement in

everyday practice since the 1950s. James Laver points ()ut, in h1S classical Costume and

Fashion: A Concise. History (1982, Chapter 10 "The Era ofIndividualism"),that the

ready-to-wearfashion inciustry celebrated a boomalmost at the same time as the young

revolution in fashionwas afoot in the 1ate 1950s. Bythe 1980s, individualityin fashion

practice had become "a personally individual style ofdressing" with the ready-to-wear

fashion pieces andaccessories. In otherworcls, today's individualism in fashion practice

is not to invent or make one's.own look, but is to choose from the large selection of

ready-made pieces. John Fiske (1989), in his "The JeaningofAmerica" also articulates

the iciea that "popular culture is necessarily the art of making cio with what is available"

(15). On one hand, there is astrong attempttocreate one's unique style in modern

individuals; onthe other,most fashionitemsone wears are ready-made by others

without wearer's involv~ment.Naturally, nowfashiop. items have more "responsibility"

to initiate the actionof choosing, which meansthat the fashion designer and

manufacturer have to put more effort on imagining the cop.sumers' individual preference

and putting the design intention into the fashion. The. contradiction between strong

individualism andthe massavailàbility ofready-made products requires that fashion

manuftlcturers try their best to make today' s fashion a social agent as strongand efficient

as possible soasto cause the consumer's action of choosinga givenpiece. Besides,
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most fashion is sufficiently inexpensive that it can cause the "action" of impulsive

buying. Impulsive buying is convincing evidence of fashion as a strcmg social agent.

Asa consequence offashion bèinga strong social agent in modern life, any

significant decoration, or accent, on fashion must contain a strong intention to cause a

certain action on the part of the wearer,as weil as a reaction from theviewer. When we

consider the Chinese pictogram as. a thing by itself, it also becomes a social agent. This

does not meanto disregard the fashion item that the pictogram is on, but rather to view

the fashion as.the stage.where the pictogram as asocial agent exercises its intention.

What kindof action does the pictogràm on the fashioncause? If invites wearing

it andintegrating an alien language into one' s identity; therefore, the wearer somewhat

alienates himselffrom the environment. Subtly, in such action there is a certain amount

of recklessness or a lackofconsideration toward viewers, perhaps only a secondary

consideration for. il nativespeaking a foreign language aloud in public - "Keep them

guessing!" In the early 19805, when China hadjust opened its doorsto the world after

more than thirty years of isolation, Latin letters and words, predominantly in English,

beca1lle apopular decoration in youngpeople's fashion, though oftenthewearers had no

clue wl1atthe words they were carrying withthe1ll meant. For those Chinese who

frowned upon those letters, part·ofthereason might bethat they felt insulted or teased by

beingforced to look at a banner that they could nat read.

2. The tension, betweèn rebelliousness and mainstream values ln a

society

Fromthe information in Table 4-7, it is obvious that the North American wearers of

clothingfeaturing Chinese pictograms are all young people, in their late teens to
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twenties. Most of the items are tight, stretchy tops, in direct contact with the body.

People take offtheir jackets, gloves and scarves when the temperature or activity

changes, but not the dothes indirect contact with their upper bodies. The former can be

considered "long-distaI).ce fashion" and the latter "short-distance fashion". Chînese

pictograms rarely show up on long-distance fashion like jackets or coats. Based on the

appendix, we cau see that all the materials are relatively thin and soft, providing a

pleasant feeling. The style of the fasmon is casual; the material mostly 100% cotton, so

it can be said thatthesefashion items are intimate, natural and cagnaI. They are more

like a part ofthe body rather than an additional decoration or protection of the body.

The messages of the pictograms include love, anti-war, nature, mysterious strength

andpeaceful imagery. Thestrongest message that stands out isJove. Figure 27,28,32

(page 108, 110)are an "Love", and the "woman, man, big" in Figure 31 page 11 0

contains sexual and emotional indications as weIl. An interestingcase is Figure 37 page

113. The word "Spring" bas a highly sexual connotation in Chinese literature. The

Cmnese word for pornography, 1Jf'8 chungong, literally means "spring palace". The

"spring" on thechest lies over apine tree, witha rising sun in its branches. The whole

motifcanbe interpretedas the coming ofspring as well as the awakening ofone's

sexuality. Being perceive<i as the eSsence ofhuman vitality,the pursuit offreedom, the

intimacy with nature andthe puJse to create, in 20th century Western literature, fine art

and pop music, sexuality has beenutilized as a weapol1 against theincreasing

formalization and restrictions of an industrialized andcommercialized society. Within

such cultural context the location of the pictograms can not be considered sexually

neutral. In women'sfashion, the location ismostoften on or between the breasts (Figure
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27,28 page 108, Figure 29 page 109 , Figure 32 page 110. Apictogram there literally

invites gazing at the motif and the sexual zone. In men's fashion, pictograms are mostly

on the chest (Figure 18 page 93, Figure 30 page 109, Figure 31 page 110, Figure 34 page

Ill, Figure 37 page 113,Figure 40 page114) where the developed masculine muscle

acts. as a "sexy" symbol aswelL In Figure 51, the young manis showing both the tattoo

and his.musc1es of the upperarm.

The pictogramXingfu, "happiness", inFigure 30 can be seen as the contraryor

alternative of "success". Theword yongheng, "eternity", in Figure 31 1s in harmony with

the moderate colot, soft fuaterialand relaxing style of the longskirt.• In Chinese

literature and philosophy, the idea thatsuccess, fame, wealth and prestige are not

everlasting and will eventually tutn outvoidhas been contained for centuries. "Eternity"

here is a subtle reminderof an alternative value. FigJlres 25, 36, 38,41 have a dragon

motif,and Figures 36, 38 have the pictogram of1ong"dragon" too. The dragon isthe

symbolof mysterious power éUld authority in Chinesèculture, and in Western society it

has cometo be identifieq as an Oriental sign, especiaUy depicting China.

Interestingly, Figure 28 pagelÜS and Figure 11 page 73 present t\vovery

Western messages forthos~literateinChinese. Figure 28is a very feminine sleevèless

topwithspaghettistraps. The pictograms say, "1 love you", but the word "you" here is

feminine. Does the designer intend to make a statement in favor ofhomosexuality?

There is not enoughinformationavailableto make acredibleconclusioll, but what

mattershere is that an audience literate inChinese in a Western setting can easily read

the message of homosexuality from it,suggestingthatthe transformation of context

results in a llew interpretation. In Figure Il the fireball from the dragon' s mouth i$ a
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Tai-chi mqtif of Taoism. In the standarçlTai-chi motif(Figure 10), the white halfwith a

black dot represents yang, and the black half with a white dot, yin. Yang should be at the

top and yinatthe bottom. In Figure Il yin switches to the top, overyang. It could

humorously,perhaps unintentionally, indicates a kind of feminist message.

Figure 10: Standard Tai-chi motif, or

Tai-Chi

Figure 11: Detailedmotifof dragou

with aTai-chi fireball

üverall, the messages.of the pictograms and motifs ateopposite or alternative

valuestoestablished mainstream society. They are about love, sexuality, nature, peace

and mysterious/sensualpower. They are rarely ~bout mainstream values in Western

culture (increasingly inthe whole global culture as weIl) such as power, money,

materialism, politicsotindustrialization.

Duringthç conversation with the wearers while I was taking thephotographs,

so.metold me thatthey werenotsurewhether the pictogr~ms were Chineseor Japanese,

and they did not appear to careabout this isSue. Some calI the pictograms"Asian

chatacters",thoughthere is no suchlinguistic category. In a way, the attraction ofthese
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pictograms is more about what they are not rather than what they are: theyare not

English or French, not North American mainstream sYffibols, and they are not concurrent

with mainstream values; they are Chinese language and calligraphy.

Having discussed the tension caused by rebelliousness in the Western context, l

will examine a similar case in the Chinese context, where pictograms are l.lsedon clothes

to express aggression. Here, the pictogranI on Chinese clothes is different from the

examples of Chinese silk fabric discussed in Chapter HI (see Figure 6, page 57). In this

case,the pictogram is not repetitive motifwoven into or printed ontothe fabric, but

functionS as an independent sign on the clothes. In the traditional Chinese way of

thinking, it is considered too aggressive, also somewhat vulgar, to put a banner like "No

War" or "1 love you" on one's chest, for words areso expressive that writing on one's

body is almost like visually screaming in public. The phel1omenon that written language

is considered too aggressive onclothing in Chinese culture is very similar to the invasion

of public space by ubiquitous advertising.

There are very few cases·in the Chinesecontext where.large pictogramsare

written on clothes,and all are used without exception to express the professional

aggression ofpolice, soldiers and guards; one example is the huge ~. zu, "soldier" on

the frontor back of a soldier'suniform,as shown in Figure 13 page 76. It is an

illustration by famous. contemporary illustrator Dai Dunbang (1998) for Shui Hu, a novel

set during the Northem Song Dynasty (960~-U27). In Figure 14 on.page 77, also by Dai

for the same nove!, the huge pictogram on the two private guards' chests, ~Zu,

represents the family name oftheir master. Today in Canada 1 found a similar case.

74



Figure 12 a strikingly huge~ sheng (victory)at the backofthe Nike basketball

shirt expresses another type of professional aggression-not in military but in sports. A

yellow edge increases the image's contrast against thePrussianblue background.

Though in bath contexts the huge pictograms on clothes express the wearer' s

aggression, the two types ofaggression arenot eX<ictly tlle. same. In the traditional

Chinese context, it is not an individual choice but aprofessional requirement. The

Canadian wearing the "Victory" basketballshirt asserts himselfbychoosing and wearing

a certain piece offashion on the basketball coUrt, so the assertiveness andaggression is

no.t professional but individual. In the Càna.dian context, the. student wearer knows the

meaning ofthepictogram and he chose this piece ofNike T-shirt mainly fortlle

pictogram, so tlle aggressiort expressed by the·pictogram.is an individualistic declaration.

The huge "soldier" on Cllinese clothirtg does not expressjndividuality, but actuallY

denies it. A sbldierpossesses multiple.identities: fighter, son, father, somebody from a

certain village or province, etc.. By aggressively claimingjust one identity, the

pictogram practically eliminates the wearer's other identities,becauseother identities

such as a loving husband will appear inappropriate to the person in uniform. When the

same single identityis imposed on numerous soldiers, individuality is abolished. Itcan

be concluded thata similar applicationof the Chinese pictogram in thetwo figures

serves the same function ofexpressingthe wearer's aggression and strength, but in a

traditional Chinese context if isan abolition of thewearer' s individuality, while in a

modemWestem context it is a vigorous statement it.
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Table 1: BasketbaU Shirt. with ~'Victory"

figure No. 12

Time 02/10/2001
Place UniversitypfWaterloo, gym.

Têxtile 100%c6ttoll
Manufactured United States
Purchased UIlkIlown
Brand Nikè
Priee UIlkIloWn
Wearer's identity University student
Sie Looseshort-sleeve hasketball T-shirt for men

Number& 1;"Victory"
meanin

27cm x 30cmlpictogram

At the center of the back.

In white with wide solid yellow edge, ag~inst Prussia
blue background.

Typographic standard script, in fat strokes with soft
edge.

Script

Description
of the Color
Chinese
pictograms Sue

t------+----------------------I
Location

The pictogram is printed, and the yellow edge is
i..- ..l..- --L..:.art;:.;,;;;ifi;;,;;.lc,;;.;i;,;;;a;;;,.1m;;,;;.;,;;;a;.;.;te;;,;;.r;;;.;;.iai pressed onto the fabric.

with
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Figure 14: Private guards in the North Song Dynasty, with their master's surname
Zhu on the chest, by Dai Dunbang (1997)

The location of the pictograms also reflects the tension related to individual

rebelliousness. Most of the pictograms are placed on the center of the chest, which is a

key focus of attention on the human body after the face. The location of pictograms and

motifs is similar to tatioos: the chest, the shoulder, the arm, and the upper to central

back. The fabric is often stretchy, tight, thin and soft, highlighting the contour of the

body like an artificial skin. The c1ose-fitting contour of these tops and T-shirts parallels

the tattoo. In sorne cases, motifs are directly copied from traditional Oriental tattoos.
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Figure 24 is a perfect "printed version on fabric" ota. Chinese or Japanese tattoo.

Tattoos, bothinChina and the West, were historicallyused to brand prisoners. To

endUre the pain for hours certainly demollstratesone' s courage and physical strength. So

tattoo is considereda symbol ofa strongpersonalîtyandrebelliQusiIess both in the

Chinese and Western culture. ·In fact, oneofthettends inNorth American tattooing is

the useofChinese and Japanese pictograms (Figure 50,51 page 120), as weIl as typical

Chinese motifs suehéls thy Chinese dragortand Tai-chi Il1otîf.

Inhis Oriental Enlightenment: The Encounter betweenAsian and Western

Thought, John James Clarke describes such.cultural phenomena in the West:

Inflatedenthusiasm for Oriental ideas .and practiceshas often been
associated with thecounter-culture movement of the1960s with its
youth against the.orthodoxies of modem bourgeois life, but what will
become clear isthatorientalisl11 has for the three centuries assumed a
counter-cultural,cou~ter-bourgeois role, and becorne. in vélfiolls ways
a ga.<lfly pIaguing aU kindsoforthodoxies, and an ynyrgizer ofradicaI
protest,and in doingso if hasoften been inthe business not of
reinforcing Europe'sestabIishe<l roIe and identity,~utrather of
ul1derrnining il. (1997, 27)

Western fashion.WithChinese pictograms, in a way,is the lingering sound or a recaU of

youth fashion of the19§Os.

3. Thetensioh between an éxpanded cultural horizon and a relative

shortageof knowledgeof this horizon

Modem mass media have brought much raw information about foreign cultures,

remote countries andhighly professionaland sophisticated topics such as space trave!

and humangenes. We deal with a much bro.âder set of issues ill ourdaily

communication; we may feelour horizons have been expanded, but mass media do not
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bring su.fficient knowledge ara more insightful perspective. We know about more

things, have more information, butwe do not necessarily lli1derstand them hetter. Itcan

be said that mogem men are talking about more things that they have not experienced

and do not understand than. they did hefore theera ofmass media.

To çarry on one'sclothing a foreign language with anon-mainstream message

signifies intelligence, open-mindedness and ctitical capahility. However, most wearers

are unable to read Chinese, which causes a suhtle rîsk of heing fooled or even insulted

by wearing words they do not understand. The wordson Figure 43 and 44 page 116,

says "1 am notocean ghost, loosenlrelease" on the. left, "Ghost guy and long nose,

release/relax" on the right. The phrase "ocean ghost" was initiaUy a discriminative and

offensive term for Westemers, for mostWesterners arrived in China by sailing across

the ocean, and they prohably seemed like "ghosts"because the "unusual"colors oftheir

hair and eyes are similartothose of ghosts in Chinese painting. The word FJt!"gui,

"ghost", alsohastheconnotationofheingsmart and.naughty, so to caU achîldxiao-gui,

"little gl1ost" is the equivalent of the English phrase "little monster". In today' s

coUoquial Chinese,a Westemer is most often caUed #FJt!,,-I' yang gui-gb "ocean ghost",

between Chinese themselves, usually in ajoking manner with no.discriminatory·intent,

although it is. still not a formally p6!ite term13
. The lack of cultu.ral capital putsWestem

wearerS ofclothes withCllinese pictograms in. a powerlessposition. Thisanxiety does

not disappear even though IUostofthe wearers l interviewed knowexactlywhat the

13 Many Chinese usingthe w(jrd '~6ceanghost" or"ghosf" mean no discriminatiqn or offense, Just because
it isahandy word in the language. However, today \Vesternersare unlikelytouse "chink" in
conversation between themselves, for there is a .c;oncem. of being"politicall)' correct". Such concern has
not registered in many Chinese minds yet, showing that racial issues have not .been discusseçi in the
racially homogeneous Chint;:se culture.
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pictograms mean. The girl who allowed me to photograph .the tattoo on her shoulder

(Figure 50 page 120) triedtoconfirm with me whether the pictogramreally meant

"wolf'. She toldme thatshe had confirmedthis with somebody literate in Chinese

before allowing the pictogram to be tattooedon herbody. The tensionWas so strong that

shehad toconfirm it once again with me.

Many of the fashion item:> in the appendix were made outside of Canada orthy

United States, which again could heightenthe Wearer's anxiety. The phenomenon of

anxietyover foreign goods actually happens on a global scale, when people U.se

merchandise made in other countries by people they have little contact with. The

personalconnection.between the manufacturer and consumer is demolishedbit by bit

when the chain ofmaterial-manufacture-delivery-consurnption is stretched longer and

longer both spatially and over time.

Along with a combinationof the wearers'iUiteracy in tfie Chinese language, a

lackofknowledge.about the native cultUre fromwhich the art work originates, and the

fact thatthe Jashionis made in aforeigncountry, a fourth aspects raisesthetensionto a

highyt.level: the stereotype of Chinese culture in the Western assubtle, mysterious,

sophisticatedand sometimes sly. As Clarke (1997) summarizes, the West has developed

anage-old ambivalence towards the East, perceived as. "an alienregion of looming

threatand Impenetrable lI1ystery", a culture completelysegregâted from the West that

has been respected and admiredfor its gloriouscivilizationsbut has been put intothe

inferior, bfickward and subordil1ate category on the global map since industrialization in

the W~st and the East' s colonization by the West. More and more work i8 beingdone

that demonstrates that the West and the East arenotabsolutely segregated, that Chinese
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culture and especially technology influenced Western history and there has always been

sorne interaction; s1.1ch opinionis del110nstrated by Clarke (1997), Jack Goody(1996) on

intellectualhistoryand Joseph Needham (1954-and 1978-) on the historyof science and

technology. Nevertheless, the dominant perspectivein the Westernacademy and public

stiHremainsambivalent, the imagined segregation and the.adl11ired-but-inferior

syndrome. This myth sUITounding the East on the one hand providesthe consumer with

a fantasy that isessential for takingpleasure in. the embodiment ofa mysterious ima.ge;

on theother hand the myth inc:reases theanxietyand the t{msion between being

intelligent, fashionabIe,open-rrlinded and being naive.

The utilization of f'oreign Ingredients, whichused to be availableexclusively to

the economic and cultural elite in pre-democracy Western society,creates another

exquisite satisfaction, the.imitationof"the aristocrat the oldtime", or a generalsense

of "doing weIl" In the West mostofthe foreign goods used to have astrong association

with wealth and prestige until 19thcentury, s11ch as Chinesesilk and China, India spices

and Africa Ivory. Suchillusionary pleasure cannat develop withoutmodern mass media.

Mass media constantly deliver bits and]Jieces.of knowledge arid ülformation about

diverse foreign cultures, alJout remote and dangerous placesmost .of the audience will

neverset foot on in their whole life. The information in mass media is more about a

phenQrnenon, an Ulll.lsual, perverse part of the whole scene, the surface of events rathe:r

than a complete pictureof atheme withitshistorical dimension. Watching TV,

"foIlowing developments of situation day by day"andthen talking about it with one' s

neighborcreates the illusion thatone reaIly knows the situatio~ in a foreign coUIitry,and
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that theissuehas.become part of one's ·life.Westemcountries don'thavea monopoly

on such illusions -- they are an iricreasing part of people's attitude al'oundthe globe.

4. ThetE:)nsion betweenthe common styleqf fashion items and the

exotic pictQgr~msonthem

This tension rnay beinterpreted as "exoticism", and somewhatblurs with thefirst

tensionof"alienatiop"thatwas discussedearlier. According to The New Oxford

Dictionary ofEnglish (Pearsall, 1998), the word ."alien" has the connotation of

"unfamiliar and disturbing or distasteful"; it comes into Middle English via Old French

from the Latin alienus "belongingto another", whichis rooted inalius, "others" (43).

The w6rd "exotic" originated in the late.16th century, via Latin from the Greek exotikosj

foreign, which isrooted in exo, "outside"(646)..•. Ithasthe connotation of "attractive or

strikingbecause colorfulor out of the ordinary". More specifically for this thesis,

"alienation" refers to "misplaced,therefore disturbing", and. "exoticism" connotes "from

far, t];lerefore interesting". The tension of exoticislll arisesbetwyen the common style of

the fashion andtheexoticimagery of the €hinese pictograms, togetherwit];l the orif.',ntal

motifs.

As can be seen in table 1-6,the fabric used for the dothing i8 the most common

cotton, an inexpel1sive and practicalJabric commonlyused in clothes for physicallabor

and wqrk-out. Mostoftheclothesinthesalllple arecasual and intended to beworn

directly over the body in warm or hot weather. Yet the pictograms and motifs on the

dothesrepresent images set apart.fromordinary,daily routine.• To sitl.late the pictograms

on ordil1arY fabrical1d styles rendersthe exoticeffect moresignificant.
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The Chinese written language placed on the wearer's body creates a contrast with

the English/French alphabetic Writings and signs cornmon in an urban setting, displaying

its own graphicbeauty. Sornetimes the pictograrns are accompanied by a painting or

drawing. In Figure 37page 113, the pictogram of"spring"is displayed on a pine tree

with a sun risingbetween its branches.ln Figure 41 page 5 anea,gle and a dragon are

hovering together in the.sparkling radiance of the sun. Whether the eagle and dragon are

fighting against or playing with eachother does not alter their physical beauty and

mysterious strength. The motif of the dragon and the eagleremindsthe initiated

audience of another ChineSe art, paper-cut (Figure ·15 page 84).Paper-cut has been a

traditional folk art in China for centuries. It isespecial1y popular as a window decoration

during the SpringFestival. Theartist - often a peasant - uses scissors ta cut, and aknife

tocarve a piece ofpaper to create images. The whole motif iscomposed of one

continuous curve. Each and every part of the motif must pe connected; in other words,

no open end isal10wedunlessit is very minoI. The choice of color merelyrelies on the

contrastbetweenthe paper and the background where the paper-cut ispasted,usual1y

window glass,.which is similar to woodcut.

Amongthe ten.figures in Table 5 and 6 page 113-118, Figure 39, 41,43,46 al1

have paper-cutstylemotifs. Arnong them 41, 4Jand 46 are dragons and 39 is a 1l10tif

with repetitive tigers. It ishard to believe that such strongpreference in paper-cut motifs

is merely the resultofthedesigners' personal taste. Certainly, the dragon has 10ngbeen

a symbol ofOriental cultures, particularly Chinese butthisdoes not explain why the

dragon is in this kindof graphic form. These motifs are·chosen out ofthousands of

available Chinese/Oriental motifs, partially because they reflect sorne "spirit" of the

83



culture. What kind of "spirit"can be found in thepaper-cut-like motifs cm these

Western fashion items? The fundamental philosophical aspect~ of paper-cut echo with

those oftpe Tai-chi motif(seeFigurel0, page 73). They both have: l)the continuity of

the curve; 2)the absence ofa distinctive boundary between parts ofthe image;·3) the

linestarting from nowhereand ending nowhere; 4) the wholeness inevolution and the

evolution within wholeness; and 5) the simplicityofcontrasfbetween two colors.

FigU're 15: Chin.esepaper-cut. (The coUectiQn. oftheauthor)

The fomanticized image of Chinese/Oriental culture as peaceful, cursive, natural and

mysteriousis closely associated withthe functionofthese clothes: decorative,leisurely

and entertaining.
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In The Romantic Ethic and the Spirit ofModern Consumerism, Colin Campbell

(1987) extensively discusse~ th~ romantic pursuit in modern consumerism. Campbell

defines "romantic" as "remote from .everyday life","imaginative or suggestive" of

"grandeur" or "passion"(l). In the footsteps of Max Weber, ascanbe seen in the title of

his book, which refers to Weber' s The Protestant Ethic and the Spirit ofCapitalism

(1930), he challenges the long-held assumption that modern cultural development is best

characterized by ever-increasing rationality (13). Where the assumption among

academics prevailsthat it is the advertisers who choose to use romantic materials,

Campbell asserts that:

[T]he reverse relationshipshouldalsobe taken seriously, with the
'romantic' Ingredient in culture regarded ashaving had a crucial part
to play in the development of modernconsumerism itself; indeed,
since consumption may determine demand and demand supply, it
couldbe argued that Romanticism itself played a critical role in
facilitating the Industrial Revolution and therefore the character of
the modern economy.(Campbell 1987, 2)

He theorizes that in modern consumption activity individuals employ their

imagination to COl1struct mental images that they consume for their intrinsic pleas1.1re. He

describes thispractice as "daydreaming Or fantasizing", "the ability to create an illusion

Which isJmownto be false but felt to be true"(1987, 77-78).Such imagination for

pleasure-seekingis ultimately different from the artistic creation of an "illusion" or

image, for daydreaming is motivated by a desire for contact with a given pleasure

source, which is something remote from everyday experience. Campbell only mentions

that such materials are mostly likelytaken from history, yet with globalizationand

people's·growing but still fragmented knowledge of other cultures, foreign materials

start: to· serve such fantasy more than before. Campbell points out that:
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It is possible, as wehave seen, togain pleasure frompuœ imaginary
situations, whilst, on the other hand,there are real-lifeactivities
whichyield enjoyment. Bringing these two together requires
envisqgingdifferent.forms ofrealexperience from those so far
encountered, one whichi.ncludeexisting pleasures whilst
corresponding more closely to th~contents of one's
'fantasies' .(1987, 85)

In agreementwith CampbeH's idea, John Fiske(1989) describes modern commodities as

serving twotypes offunction, "the material and the cultural"; the material function isto

meetpractical needs while. "the cultural function is concernedwith meaningand

values"(ll). This is exactly the case withthe fashion items inthis thesis. With their

inexpensive priee range, a consumercan easily indulge oneself in one of the most

common secular pleasures inmodern urbanlife: to put on a new item of clothing and go

out. The Chinese pictogram on thegarment,which isexotic, "remotefrom~veryday

life", "suggestive of grandeur and passion", forms the ingredient"corresponding more

closely to the contents of one's 'fantasies'''. The T-shirt islikea dish, then, and

pictùgrams are ~he spices. Tj:Ie combination of fantastic pleasure and realistic pleasure in

the sàJ11epieçe offashion heightens the tensionofexoticisrn.

Barthes (1983)regards fashionas a complete language with each fashion detail

or style as a vocabulary.·. Fiske (1989), too, uses literatl.lreandlanguageto describe

popular cultUral commodities. Reading a popular culturalc0ll'1modity as a "text", he

argues that onetext ofpopularculture contains impoverished meaning in itself: its

meaning can be completed only in the circulation of mcanings. Su.ch a situation is

conceptualized as "the tcxtualpoverty and intertextuality ofpopulartext"(Fiske 1989,

123-127). Therefore Just like language, a fashionvoçabulary derivesitsmeaning within
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a network of words. In Fashion as Communication, Malcolm Barnard (1996)quotes

Bauclrillard to articulate this idea:

The item of fashion, like Baudrillard's sign,exists only within a
network of differences. It is. different froni an the garments that exist
at the same time, that could be worn with it(syntagmatic difference),
and if is differellt from all the garments that come before and after it
<paradigmatic difference). On BaudriHard'sillccount, it might be said
that this playofdifferel1ce iswhere the item'sidentity and meanillg
as fashion cornes from....Hepoints out that neither long nor short
skirts haye anynatural or absolute value: it is only t~e relation of
differencebetween them that generatesany meaning they might
have. As hesays 'thelIlini-skirt has n~thingwhatsoevertodowith
sexualliberation; it has no <fashion) value except in opposition to the
longskirt' .<Barnard 1996, 157)

If Western fashion items withChinese pictogramsin 2001 is a vocabulary, what other

fashion vocabularies act as its synonyms and antonyms? In other words, to understand

the complete meaning of the fashion-with-Chinese-pictograms-in-200 1, we need to

studyother fashion vocabularies that make up the vicinity of. At least two should be

taken into account in the study, the "attitude T-shirt" with a slogan or explicit sign

popular since the 1960s, and the ubiquitous brand":name logo in Western fashion.

To compare "Chinese pictogram fashion" \Vith attitude T-shirts, we can borrow a

recent observation on a Chinese version ofattitude T-shirts. In his recentstudy Inthe

Red: On Contemporary Chinese Culture, Geremie R. Barmé (1999) records the "cultural

shirts" phenomena in Beijing 1991 :. T-shirts "bearing humorous,ironic, and,· sorne

claimed, political silk-screened statements and illustrations that were sold atstreet stalls

and in shops throughout the city" had become a runawaysuctess. He sees· a link

between the Western "attitude T-shirts" since the 1960s and the Chinese "cultural shirts"

in ·1991. He states that "'Attitude T-shirts' have been conimon since the 1960s, and they
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became highlymarketable item starting in the 1980s" (Barmé 1999,425)14. Barmé's

observation ofthese Chinese "cultural shirts" is certainly applicable to the "attit1lde T-

shirt": a streetwiseproduct whichempowersthe consumer, for "various sections of the

population could see the shirts as a way to make sorne kind of personal statement while

nothaving actually td verbalize their thoughts directly", and "the act of consumption-

display would allow people to engage in a voiceless exchange,a silent dialoguebetween

like-minded individuals" (1999, 145-156).

The similarity between Western attitude T-shirts and Chïnese pictogram

garments lies in the embodiedpersonal statement, the silent communication between

individuals andtheir participation in meaning-making. The difference between the two,

which is exaetly the origin of pietogram fashion's intrieate meaning, is that Chinese

pictogram fashionis more subtle, milder, andit funetions more as visual deeoration than

political.statement.

If the attitude T-shirt is a synonym ofChinese pictogram fashion, then

eontemporary fashion bearing brand name logos are its antonyni.. The increasing

appearanee ofbrandlogos on fashion.is a signifieant phenomenon sinee World War Two

(a trend that may be under-addressed in the literature on fashion). Brand name logos

represent comrnereialization, advertising and marketing, materialism, gigantie

transnational eompanies; they also represent a newkind of class division by

unmistakablyadvertisinga garment's priee range. With an understanding of the

international division of labor and the e)(ploiting behavior of sorne eompanies, people

14For "attitude T-shirt", Barmé(l999, 425) Iists the following readings: Seethe entries of'CoedNaked'
and 'No Fear' in StevenDaIy .and Nathaniel Wice, Ait. Culture (London: Fourth Estate, 1995), pp. 49 and
163. See also Rosalie Grattatori, Ed., Great T-Shirt GrÇlphics (Rockport, Mass.: Rockport Publisher,
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also start to read into logos the increasing economic.gap betweencountries. Some

consumers have started to boycott certain brands of fashion because the companies use

child and/or slave labor. Another kind of brand logo on fashion is not the brand of

clothesbut that of some other commodity, which is oftengiven away for free by big

companieswith certain purchases such as ahatWith McDonald logo. Such logos of

other commodity on fashion are even more intentionallyaggressive. The fashion logo in

a way confirms the practical function of the garment (this T·shirt is in good quality for

wearing), but the logo of non,..fashion commodity overwhelms the practical function of

the garments and therefore turns the garment into a moving billboard and demolishes the

original identityofthe garment as a c10thing piece.

Like logos, the Chinesepictogram in Western fashion is a language and explicit

sign asweIl, but it does flot tryto sell somethingor dec1are one's economic affluence.

Opposed to the idea of commercializationand materialism in logo fashion, Chinese

pictogram fashion proposes an alternative value and spirituallife. Opposedtothe

engagement with daily material activity in logo fashion, the items with Chinese

pictograms endeavor to disengage daily life and to connect with something remoteand

exotic. Opposed to the fact that the brand name logo oiten has little to do with visual

decoration and mostlyis a mereform ofliterary publicity, the emphasis on the Chinese

pictügrams is the image instead of the word.

The setofoppositions betweenbrand-name logo fashion and those with Chinese

pietograms is displayed in two.examples of brand fashion bearing Chinese pietograms.

1993). Japanese weird~slogan T-shirtshave also b<;en popular for decades. See, for example, Sally
Larsen, Japlish - Photographsby Sally Larsen (San Francisco: Pomegranate Artbooks, 1993)
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Figure 12 page 76, on the Nike ba.sketbaUshirt the "victory" on the back is

incomparably bigger thantheNikelogo on the left .ehest. On abasketballcourt, the

back beconies the best place for display since the athletes'. upper limbsare in constant

motion and they bend their bodies forward from time totime. The Illost significant

displaying spot is given to the pictogram instead of the Nike logo, wlllchmight be the

mostaggressive and recognized fashion logo in global popularculture15
. This manifests

the confiiet between the two motifs; here, the uniquemeaning ofthis pieee of fashion

depends more on the "yictory" than the Nike logo. Figure 47 page 119, aTOIllmy

Hilfigershirt, does not bear the blue-red-white square logo on the exterior that is well-

reeognized andubiquitous in his collections. Theaudienee cannot tell itsbrand from the

outside. When l asked the wearer to check thelabel, his female peçr let out aery, "Oh!

I1's a TOmmY!" However, in this design the marketing point isgiven to the ca::;mü,

exotic and soothing effect of the Chinesepictogramsoverthe brand logo. Thereduced

aggressional1dpublicity of the brançl.logos in the tVlo examples Illaffifest that,

profoundly, logoand Chinese pictograms possess eonflicting meaningand values, and

that the designer has to c1Wose onç as the priority for marketing.

By defining Chine::;e pictogram fashion using a fashiQn thesaurus, we are able to

See c1early hm", a certain piece of dres::; derives exquisite.connotation from the meaning

networkoffashion,and how fashion acts as a unique reflection of the spirit of the times

and the "circulation of meariings" in poplliar culture as JohriFiske (1987,124) sll.ggests.

15 Nike's bt~d-na1Ïleal1dlogowas.substantiallyadvertised intworecellt HoUYWQodmovies .. In What
WomenWqnt, released in2000, the whole plot .<.levelops around a career woman's frrst project ather new
position: the marketing of "Nike-for-Her". "Nike-for-her" represents fernaleJiberatiç)fiand female
heroism.• In AXnight'$ Ta!e,summer 2001 ,the Nikelogo is engrayedinto the k:night' sarmor. Set in 14th

centuryEngland, the herois a peasant boy whotakes on an .~lias in .. order to attendsports exclusive to
nobles. A female blacksmith invents anew forge method thatis laughed at by the other (aH male)
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V. ThreeCreative Pieces

Gauvin Alexander Bailey in his Arts ofthe Jesuit Missions in Asia and Latin

America, 1542-1773 (1999) points out that hybrid artwork formed by two or more

traditionsis.oftel1 regatded as.inferior, and thusisneglected byart history. Instead of

resorting to aesthetic evaluation, Baileyexploreshow cultures in exchange view each

other, why certain parts ofWesternvisual artare cl10sen foradaptation, and why so

many differentculturesreacted to the Renaissancevisual tradition in suchsimilar ways.

The hybrid artproduced for the Jesuit missions in Asia andLatin America frol11 1542 to

1773 is, for Bailey, nothing inferior,but rather"the catalyst for a very compelling

example ofhuman cooperation" (16), because:

Far. from being a product ofa single proactive Self, Jesuit mission art
was a global partnershipwith the other.l'l1e story is not about the
triumph.OfWestern culture but ofcultural encounter. ... The
encounter involved intimate contact among thewidest spectrum of
pe9ples, representing differentraces and religions aB weIl as political,
social, economic, ahd culturaltraditiom;. (Bailey 1999, 4)

For exactly the samereason, Western fashionwith Chinese pictograms or

calligraphyare not considered in this casestudyasevidence of the "triumph of

Oriental/Chinese culture", but atriangular prism toreflect the cultural encounter and

cross-cultural communication in the early21 st century. Myearlier discussion of the lost

aesthetic tensions of Chinese calligraphy in this encounter rnight seem to castan

unfavorable lighton these hybrid objects, with thepictogram/calligraphy on the Western

fashion items perhapsélPpearing sOll1ewhat inferior to the original calligraphy in the

blacksmiths. The courage ofyouth, the. optimism to changetheworld and the breakirigdown of gender
and class hierarchy are the meanings projected onto the Nike logo in tht< movie.
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Chinese eontext. However this is not the intention of this work. The following three

casesmay help to clarify my position.

Figure 23 is a reversible nightgown for men, photographed at the owner's

apartm~ntjn downtown MontreaL 1t is made ofsilk, and an identical pair of images is

embroidered on both sides.

Tabl~2: AReversible Nightgown

Fi~ure No.
Time
Place
Textile
Manufactured
Purchased
Brand
Priee
VVearer'sideniity

Style

Location

23
04/11/2001
Al1 apartmenton Peel street, downtown l\!1ontreal
100% silk
Urtknown
New York City, UnitedStates
Unknown
Unknown (a present)
University· student

Reversible two-sided nigh~gownfor men, loose, half
sleeves, deep cuffs, withablaek cottonb~lt.Two
hidden pockets at the bottorp on both sides.
At the center·of On the front

the back

Description
of the
Chinese
pictograms

Number&
mean.ing

Script

Colors

8ize

Technology

1 "double
happiness". There
are two sets of
identical
pictograms on both
sides.
Hand-written
standard script with
a sense of
spontaneity and
carelessness.
Black against
searlet on one side,
and scarlet against
black on the other
side.
9 cm 2/pietogram

Embroidery with
silk thread.

2 identical pietograms of
"longevity"symmetrically on
the left and right ehest. There are
two sets of identiealpictografus
on bothsides.

Hand-written standard script
with a tend~ncy of running
script, sharp sword-like strokes,
andsome strokes are .missing.

Blackagainsfsearleton one
side, and searlet against blaclc0n
the other side.

5 em2/pictogram

Embroid~rywithsilk thread.
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Figure 18: The front of the black side
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As shown in Figure 16-19 on page 93, on onesidethereis a searlet pietogram set against

a black background, and on the reverse.side, a blackpietogram against a searlet

background. This is an imitation of a Chinese seal engraving, whieh is both an

autonomous art form and an integral part of Chinese calligraphy.Ohinese seal

engraving has two basic formats: theyang motif in which the piçtograms stand out from

the stone surface and toueh the ink to print,and the yin motif in whieh the pietograms

areengraved.into the surface and appearas blankwithinasqmrre ofink (See Figure 20).

Figure 20: The Yang format and Yin format inphinese seal engraving. (Collection
of the authot)

The nightgown creatively uses this ying-yan dynamie.in seal engraving tomake a

specialfashion statement. (Another example ofl.lsingtwocolors to create a complex

yin-yangdyn.amie would be the white-blue porcelaill.) Thepictogram on the back is a

traditional Chinese motif eonnecting two identical%pictograms into one, l.lsually called

"double-happiness", "Double-happiness" ina Chinese context is exclusivelyused for

wed<.lings. For the Chinese, love, wedding, IIlarriage, childbirth, etc. are aIl rëgarded as

~P8~]aJjfOYinyang .tiaohe, "the harmony ofyin andyang" .Therefore the reversibility is

not simplyemployed for visual variety; the sensibility ofhavingançl knowing another
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"double-happiness" hiddenbetween the silkand one's skin, is highly intimate and

sexual. The reversible presentation of the pictogram, the literal mea.ning and cultural

connotation of the pictogram"double-happiness", along with the silk fabric. and intimate

style of the· fashion, integrate with one.another. This integration of the three elements

expresses rich, sexual implications accurately, exquisitely and subtly.

The secondpiece, a red-and...white tight top fora womanwas observed at the

bookstore of Concordia University (see Figure 29 page 109). Here Figure 21 page 96

shows the detailedgraphic design on the chest. The large pictogram means "love". The

long thick brush at the bottom, running upper-lefttoward lower-right, is the last stroke in

the charactet. The English word '''Concordia'' is lined above the last brush, closely

following the flow of the brush, conveying the impression that "Cbncordia" was written

after the pictogram'slast stroke. The order of the text is clear:(To) Love Concordia.

The combination ofpictogram and alphabeticsignsare quite similarto one of the

most famousrnodemgraphie designs, "1 Love New York" (Figure 22 page 96). Their

eolor-settings are in the same scarlet and white, for scarlet stands for blood, life, vitality,

heart, andemotion. The originality.ofthis graphie. design rests ina creative play of

graphie symbols, where the old conventional graphie vocabl1la.ry ("Concordia") and the

newexotic voçabulary (~,ai "love") cooperate with each other's visual TOrrn and

literalmeaning. Here the pictogram "love" obtains the status of a pure motif like the

heart in "1 Love New York".. Such perception of a.zi is hardly conceivable for a Chinese

whose brain is likely doomed to "read" it as anartieulated word.
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Figure 21: Detailed graphie design of
"Love Coneordia" on a top for

woman

Figure 22: The fàmous "1 Love New
York" graphi~design,~e,!York

Statel)eva.rtment of COinmeree
promotionallogo,by Cllarles Moss,

Wells, Rich, Greene

Figure 23: these31scrip of "love" and the "heart" in "love" (Xu, 1'63,J12, 1)

The.last fashionpiece, shawnin Figure 24-25 page 99, demonstrates how the

ar1ist can.use. any available form, orartistic vocabulary, to express his creativity. Strictly

speaking, there are no Chinese.pictograms on this T-shirt, since the seven motifs a.round
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the hem of the sleeves are not Chinese eharaeters with specifie rneanings. However, they

appear more like Chïnese pietograms than alphabetie letters, for they are eomposed of

typieal Chinese calligraphie strokes. It i8 the word "E NE R G l E", but it is also

eomposed of some parts and strokes of Chinese pietograrns. The designer alsoadded

sorne extra strokessueh as the dot under thelast "E" to enhance the "Chinese/Asian

effeet". The Integration oftwo languages, just as with the Integration of literatureand

painting in Chinese.calligraphy, results in. the rieh flavor ofthe artwork. Perhaps this

designer did not know how to write Chinese pictograms, but Latin letters there would be

indiseord with the Asian tattoo. He found a solutionthat a literateChinese rnay not

have been able to eoneeive. For the designer who eannot read the.Chinese word, he

reads the.strokes in a new way, and integrates Chinese strokes with his own language.

97



Table 3: T...shirl with tattoo motifs and Latin Lettersin Chinese strokes

Figure No.

Time
Place
Textile
Manufactured
Purchased
Brand
Price
Wearer's
identity

Style

Figure 24-26

04/1112001
An apartment on Peel street, downtownMontreal
100% Polianiide-Nylon,Polyamid-poliamida
Italy
Nice,France
"AYOR, At your own risk.·Energie"
About $80
University student

Elastic long-sleeve shirt for men, with identical motifon two
shouldersand àrms, very thin.

The decoration

Location

Description

Color

Size

'redmology

Around the two sleeve-hems,
seven-Ierter "ENERGIE".circ1es
% ofthe<hem.
Each letter is. composedin
Chinese .calligraphic strokes,
giving each letter the appearance
of one Chinese pictogram. Band
written;
Black against white, with red
cirde aroundeach letter.

1 cmeach letter, or pictogram;
whole,l cmx 14 cm

Print

Motif

Covering the twoshoulders
and arms, and 3;4 of the arm is
cirded.
Two flyingdragonsamong
waves, douds and peony.
There are twoidentical motifs
on both shoulders and arms.

Very extravag@t colors
against white, one dragonis
purple and another green,
waves and douds inbrown,
peonies in yellow, blue,leaves
III green
Covering the entire t\\70
shouldersand arms, about
24clIl x 64 cmeach side
Print
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Figure 26: The sleeve hem of the same T-shirt, with "ENERGIE" composed in
Chinese calligraphie strokes.
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As exemplified bythe three fashionitems, Chinese pictograms are becoming

part of the .artistic vocabulary of popular culture·that artists and consumers a.pply

individuallyin the new Western context. John Fiske (1989) suggests thatthe study of

popular culture requires researching not onlythe cultural commodities .out ofwhichit 1S

made, but also the way that people use them, and "the)atter are far more creative and

varied than the former"(15). His suggestion inspires me to investigate the fashion

designer and the wearer's creativity in the assimilation ofChînese pictograms in

Western fashion, instead of being blinded by an obsession with the "authenticity" of

Chinese.calligraphy.

1would like to close this part of the discussion with anepisode from a novel.

Thenovel is AWarfior's Journey ({~~1T )byJinYong{l994)16, the m.ost widely-read

livingChinesewritefanda newspaper entrepreneur in HongKong. Jin Yong integrates

nearly every form oftraditional Chinese art intohisJiction, from painting, music,

literature, architeçture to medicine, cooking, wine connoisseurship, gardening, and of

course, martial art. This storyis about calligraphy•. Two strangers appear on the

mainlandeveryyear,proclaiming themselves to be messengersfro:m a remote Island in

the ocean. They always take with them several first class Kung Fumasters to the Island.

Nopody everçol11es back. Theheroofthe book, Stone; isan ignorant and genuine boy

fromthecountryside. By pure chance, he is taken to theisland together withothers. At

16.Warriol" fiction hasbeena populargenrein Chinese fiction. WuXia (~1JO translatedas warri0ror
paladin,meansthosy.who help the disadvantaged and the supwessed, and carry out justice with1heir
martial aJ."t. Chinesewarriorfictions are mostly set inChina'shistorical past,inia fictional \\Todd of
Jianghu (Œ1tYJ) with its Qwn logic, while oftenprojecting the real contemporaryworld. Theclosest work
in Western literature mi~ht he Dumas' in France.. Another important work by Jin Yong, ~f1NŒ~rlJJXiaoAo
JiangHu, A Haughty Laughter Toward Jianghu, isa metaphor ~or the Cult1!ral· Revolution. Lee Ann '8

Hidden Dragon Crouching Tiger is adapted from one suchnovel written inearly 20tl1 centtirY hy Wang
Dulu.
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the welcomin.g banquet, the messengers reveal the secret that in a cave on this island

exists the last handwriting of the greatest KungFu master from generations ago. It is a

piece of a poem,A Warrior 's Journey by Li Bai ($ Él701-762 A.D.), one of the greatest

poet ofthe Tang Dynasty (618 to 907 A.D.), and the master had claimed that ms highest

mastery ofKung Fu was coded in this poem; AIl those who did not retum to the

mainlandare obsessed with decoding the cipher. The neWComers start to join the

decoding club, except Stone, who is notat aU qualified for such an intellectual task since

he is illiterate. He has no choice but to wander around on the island since there is no

ship retllrning to the mainland. Everybody copies the poetry most carefuUy, goesback to

their residenceand starts to study.it and discuss and debatewith one another. The cave

regains its quietn~ss.One day when Stone walks into the cave alone, he starts to look at

the lines,strokes,brushes and dots on the wall. His breath, before he mows, starts to

follow the rhythm of the strokes and brushes .•.. GraduaIly he feels a tremendous stream

of strength rising from the depth of his body. .•. Yes, the cipher is composed of the

visual image of the text instead of its literaI meaning. This story reveals the strong .link

between breathand Chinese calligraphy17, but 1bring it up here to show that those who

are literate in a language or a culture are sometimes doomed by their literacy, while the

"ignorant" onesmaybe freeto seeother sidesofthe subject.

17 For more about Chinese calligraphyandbreath, see Tomoko Kodama(1989) Oriental Calligraphy and
Painting: the 3B's, Body, Breath and Brush, and H. Hiyoshi (1990) "A Way to WriteChinese Through
Movement and Rhythmic Breathing" Revue de Phonetique Appliquee 1990,95-97,225-229.
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Conclusion

This thesis has investigated the complexity of the cultural translation of visual

language. Western fashiôn withChinesepictogramshas beendiscussed asa catalytic

siteofcross-cultura,l communication within whichthe widest spectrum oflinguistic,

conceptual, andaesthetic dynamicsinteraet with one another. The notion ofvisual

languàgeand writing system's rol~as an. active shaping foreeofa culture, andmy

interest in hybrid forrosof eulturalobj~ctsare what underlines aIl the analysispresented

in this work. Thus the focus of tms work has been on how people from different

traditions make. meaning out of oneatt:istic vocabulary ratherthan on the evaluation of

thetwowriting systems, alphabetie and Ideographie.

In order toex.plain why the spécifictensions are lost or added in the translation, a

comparisonof Western calligraphy and Chinese caHigraphy has been carried out,

probing the aesthetic philûsophiesofthe two art forms .. Westem calligraphy, relying on

mathematical regulation of letters, and then heautificatiol1, omamentatÏon of them, is

basically tacit ami. impersonal, whileChinesecalligraphy,with many more visual

possibilities~nabledby thousands ofpictograms, relies on the spontaneity of the human

bodyandreflects the slightest trace of thecalligrapher's sensipility. The Westem

calligraphy is ultimately an impersonal.craft andChinesecalligraphy strives to~xpress

artistic. individuality. On the othér hand, .Westem culture develops.a largevariety of

fonts and typefaces that Chinesehas· no comparison with. Thiscomplimentary

relationshipin thewritfen-Ianguage-based visual·art forms inWestem andChinese

cultures, is essentially rooted intheir polarized writingsystems.
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Fashion, as the site for the cultural translation, is determinant ofthe composition

of the pictograrns' new cultural meaning in the Western context. Following Gell's

anthropological perspective on art history,.this studybases cultural ana1ysis on a close

observation and description ofth~ pictograms andfashion pieces. Att~ntion isgiven to

the embodiednature offashion. Acknowledging the autonomy offashion proposed by

theorists such as Hollanderand Barthes, this thesis has positioned the Chinese

calligraphy/pictogram as an integralpali of the fashion andthe wearer's identity, instead

of viewing thesepictograms as merely coincidentally appliedi to apiece of clotho The

Western fashion items with Chinese pictograrns are read as, to use John Fiske's term,

pieces of "popular text". Since the meaning of a popular text can be completed only in

its intertextuality with other populartexts, the Western-fashion-with"a-Chinese

pictogram iscompared to its synonym (the attitudeT-shirt) and its antonym (the brand

name logo fashion).

As discussed in Chapter III,. Chinese calligraphy has lost many of its aesthetic

and social "tensions" in the process of its Integration into Western fashion. The integrity

of the Chinese pictogranl as word-and-ilnage in Chinese calligraphyis deconstmcted, for

it is not legible to its audience in the Western setting. Hs rich visual possibilities that

originate from the sp0n.taneityofthe human body have been stripped awayas

handwriting has beenteplaced with typography. Calligraphy's core value ofindividual

artistic expression is 10st. In addition, manytraditionalprinciples of Chine:-;e calligraphy

such·as the spatial arrangement of elements, choice .of materialand literaI content, are

ignored. However, Chinese pictograms gain more freedom to manifesttheir abstract

visual beauty in aforeign setti}']g: fashion. In the Western context, pictograms' aesthetics
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as graphie symbols stand out more than in the Chinese framework. With its linguistic

layer removed by "illiterate" readers, it achieves the status of a pure motif.

Western and Chinese calligraphy have fundamentally different aesthetic

philosophies, which is not fully realized by most of thestudies on Chinese or Western

calligraphy or on calligraphy in general.Westernca1ligraphy relies on the mathematical

regularity of théletter, its absolute legibility, and the stylistic formation of different

fonts. Cmnese calligraphy relies on the humanb()dy's spontaneity, its natural and

unregulated beauty, and the expression of artistic individuality. Western calligraphy is

essentiallyfrozen and static, while Chinese calligfaphy is ail about movement and

sequence. When we traceback the etymology ofthe English term "calligraphy" and

Chinese term ft shu,"io write, writing", we seethat "calligraphy" means "beautiful

. writing", while shu, "write", means "a skillful hand holds a tool". While Western

calligraphy focuses on the finafproduct, Chinese calligraphy is concerned with art-in

tl1e-making. The Western.perception of calligraphy Wsults.in reducing Chinese

pictograms to the stàtus of a font, which is the application of the Western lettering

technique tOanother kind ofwritten language.

When sorne old tensions of Chinese calligraphy are lost, new ones are added in

its Western setting. Non-mainstream messages such as love, sexuality,nature,peace and

rnystery·are presented in both the pictogram and accompan,ying.oriental motifs, which

causes the tension ofrebelliousness againsnhe main stream value. Embodying a foreign

written languageis a gesture of open-mindedness anda broad cultural horizon; however,

when the wearer's actual knowledge does not catch up with his or her employment of the

culturalobject, a tension is created. As the analysis shows, the adaptation of Chinese
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pictograms has largely been integrated intoWestern consumerism and North America's

youth culture as a symbol of alternative value. On the otherhand, the added tension of

exoticism largely reflects and supports the stereotypical image of Chinese culture in the

West: alien, mysterious, decorative, exotic, leisure1y, andentertaining.

In the processof adaptinga foreign cultural objectmisinterpretation and

mistranslation.are Inevitable. Nothing remains completely authentic in cultural

translation.·· Authenticity 1S becomingan increasingly relative conceptin the growing

exchanges between cultures today. If atype of<;ultural object is more or less like a

language with its own coherent system, then the aspects ofthis type such as medium,

form, style, canon and terminology can be regarded as the "vocabulary". More and more

"local" artistic vocabulariesare becomingavailableto foreign producers and consumers,

as in the case of Chinese calligraphy. The translation notonly brings new meaning to

the importing side, but also changes the meaning of the originaltext.

Whatll1atters in cultural translation orcross..culturalcommunication is not the

question of authenticity or the accuracy ofm~ssage reception. Excessive political

Interpretation doesnotbring a moreelaborate understanding ofthe cultures involvedin

this exchange, either. .To confine ourselves ta thispow~r/corltrolfocus alone is

ultimately limiting inits pessiInism;as John Fiske svggests (1989), it offers little hope of

progress. The value of the hybrid cultural abjects and research ori .such objects lies in

the fact.that"üthers" provide an inspiringand corrective mirr6r for oueself. Ifthe 19th

and 20th <;enturies·saw the encounter.andconfrontation.ofWest and East,·some signs

have shown the possibility thatthe 21 st century will seea higher level of communication,

interaçtion and at somepointcultural Integration ofthese t'Vo. Qfcourse, thereare
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numerous other cultures on the map, and "West and East" is just a simplified and

convenient division. If West is the "self', then China is an especially significant one

among its "others", for Chinese culture exemplifies the longesthistorywith no major

Western influence of more than two thousand years, and especially to my interest, its

language developed outside of the Western system. As a consequence, literature written

in Cllinese has beencontinuously accumulating for severalmillennia, which offers a

large body ofmaterials fora comparison with the West. Frenchphilosopher François

Jullien (1995) believes that the Chinese ideographic languageopensother possibilities

than th~ Indian-European language groups into which he was born. For him, Chinese

cultureoffers theideal image toreconsider Western culture from the outside. LJ. Clark

(1997) quotes Richard Bernstein at a recent East-WestPhilosophers' Conference, "it is

ollly through an engaged encounter with theOther,withthe otherness ofthe Other, that

one cornes to a more informed, textured understanding of the traditions to which 'we'

belong "(1997, 28). For Cmnese culture, theinventive or "Ul1conventional" exploration

of the graphic application of Chinese pictograms provides a totally new angle to inspect

its own language. Howan English speaker applies the pictogram to fashion and graphic

design in an EnglishIFrench environment, as investigated in this thesis, demonstrates

how a visuallanguageis interpreted in Western mass culture on its own. Since this

cultural translationon fashion happens ineveryday practice, it possesses a compelling

authenticity and aliveness that are sometimes in short supply in scholarship based upon

historical documentation.

Aspresented in this case study ofChinese pictograms in Westernfashion, the

encounter, though fun of misunderstanding and misinterpretation, carries with it new
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dynamics for both sides·ofthe cultural exchange. An encounter witha culture based on

a profoundly differentphilosophy sheds new light on the cultural object itself and the

cultur~jtjs from. While cross..cultural communication develops rapidly andplays an

increasingly significant role in the·shaping of our life, academic researchers need to

increase the attention they give to this subject. For me,among aIl the economic, cultural

and social exchanges, the most interesting one may he visuallanguage or writing

systems. Written language, the very medium through whicha culture accumulates and

passes 011, is both a shaping force and a microcosmic reflection of the essentialelements

of a culture. It isan extremely elaborate system; every written word or zi has themagic

of synecdoche. It possesses the flexibility to express the central conceptual

underpinning ata scale as small as an individual and as largeasa culture. When visual

language is utilized as an artistic expression, it is often carried out intuitively. The kind

ofworld-view that produces artistic expression, essentially different from the logiçal,

mathematical or "scientific" one that has become dominant in industrialized and

modemized societies, is on the whole under-addressed in the body of human knowledge.

Just a.s Chïnese culture may provide the ideal "others" for the West to contemplate itself

from outside, a much better understandingof art, as weIl as the kind ofworld-view that

produces art, will profoundlychal1enge some core ideas of our presentcivilization, and

accompanying this challenge are new possibilities.

107



Appendix

Table 4: Fashion Items with only Chinese Pictograms

Fi2u.re No. 27 28
Time 03/2112001 03/2112001

Place
Textile

McGillUniversity campus
100% cotton

McGi11University campus
100% cotton

Manufactured Canada Unknown
Purchased Maison Simons, Montreal Maison Shnons,.Montreal
Brand Twik of Simons Genie Generation
Priee Unknown Unknown
VVearer'sidentny

Style

University student
Semi-tight top with no sleeves, thin
straps, for women

Univyrsity student
1ight short-sleeves top for wotnan,
baby-blue stripes on the shoulders
and the sleeves hem

Hand-written standard script.

3;· "1 love (female) you"l;"Love"

Print

Number&
meanin2

Technology

~

'"~ Typographie standard script, strokes
:a Script in very even width, smooth edges

~ Ê1-- -1....;a;::n::.:d:,.:s::.:h:;:a::Jrp:..:..::.co.::.ID:;::;:e.:.;rs:,.:·-----___,--1-----___,-----------1
'fi ~ Colors Black against dark red background. Light blue,against white
'Q ~ background.=,sI-------1---."..___,-----,--------I--..:...:.:..:.::::;SF...;.;...,---.,._ ----Iil'a Size 10 cm-/ pictogram 2. 5cm

z
/pictogram; the whole:

.9' 7.5cmx2.5cm
~ Atthe center of chest. Vertically line up at the left side of
Q Location thebreast.

Print

Figure 27: Red top with "Love" Figure 28: VVhite top with "1 love
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Table 4: Fashion Items with only ChinesePictograms (Continue)

Fi!!ure No. 29 30
Time 07/19/2001 07/24/2001

Place
Concordia University bookstore,
downtoWIl Montreal

McGiU Campus,· downtown Montreal

Textile 100% cotton 100% cotton
Manufactured
Purchased

U.S
NIA

Unknown
Bangkok, ThaiIand

Brand
Priee
Wearer's identity

Style

DW Authentic
NIA
NIA (targeting Concordia students)
Semi-fitted long-sleeve T-shirt fonn
woman, white body and Ted sleeves

"Ultra. Violent Skin Bloc" ofDiesel
NIA
McGiUstudent
Loose T~shirt,elastic black sleeve
hemsatthe neck and arms.
l, "tiger'. Identicaltwoat the back
and front.

Number&
meaning

Technology

1; "Love". The English Word
"Cancordia" lining above the last

<I.l strokeof the pictogram
'"~ Hand-written standard script, rUllning Typologicalofficial script, or Li shue smoothly, showing the with sharp andheavy strokes. This
<I.l S Script professionalism of a calligrapher font is oftenusc::dforgovernment

.:S co; document and signs.

..... ·b""'.J--------"--+----~-----=-:-..,--.,.._-----_Ii___=_=.;===:.::...:==---..,----_I
Q ~ Br~ght red against white background Blaçk with bronze edgeagainst the
::: .... Colors

,sa .Q!:!.J---"- --"-+--:-""""",....... .,.._-------..,___II-r-e-d-c-i,,-rc,..-l....;e,'-o....;n....;-a-:.b-ro-llZ....;....;e_f:....;a..:..b...,..ri..:..c....;.-,..-._--1
Q.. 12crrt' l2cmLIpictogram on. a circ1e with a
'5 Size 16cUl diameter
'"<I.l

~ Location At the center of the chest At the center of the·chest and back

Print Print

Figure 30: Diesel T-shirt with "Tiger"
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Table 4: Fashionltems with only Chinese Pictograms (Continue)

FÏl!ureNo.
Time

Place

Textile
Manufactured
Purchased
Brand
Price
Wearer's identity

Style

Number&
meaning

Script

Colors

Size

Location

Tedmology

31
03/13/2001
McGiU University campus

Unknown
Unknown
Unknown
UnknOWll
Unknown
University student
Long·sleeves casual semi-tight
sweater for man
3; "Woman, man, big"

Infantile· haJ1d-written standard
script.
White,against bru;gundy
gackground.
2.6cm~/pictogram; the whole:
13cmx2.6cm
Vertically lined up on the left side
of the chest.
Embroidery with cotton thread

32
0211112001
Charley's in Place Alexis-Nihon.,
dOwntOWll Montreal
100% cotton
China
Canada
Unknown
Unknown
Fashion sales clerk
Semi-tight tank-top for woman

2; "Happiness"

Hand~written standard script.

In. black, against wl:üte background.

3cm~ /pictograro;
the whole: 8cmx 3cm
Vertically linedup atthe center of
the chest.
Print

32: white tank-top with "happiness"

big"
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Table 1: Fashion Items with only Chine$e Pictograms (Continue)

Time

Place

Textile
Manufac!ured
Pnrchased
Brand
Priee
W·earer's identity

Style

33
03/15/2001
TristanandAMERICAwarehouse
onSt. Catherine, downtown Montreal
100% rayon
Canada
Canada
"Tristan"
$79.99 on sale
NIA
Long smt for woman.

34
04/1112001
An apartmenton Peel street,
downtown Montreal
100% cotton
Portugal
Monaco
"Replay"
About $60
University student
Men's semi-tigllt long-sleeve T-shirt
with round neck.

Number&
meaning

Script

Colors

Size

Location

Technology

2; "l3temity"

Typographie standard script, with
brush-like str61œs.

Black againstgray background.

12 .ernLipictogram; the whole: 12cm
x 26.5cm

Vertically lined up on the 10wer right
side ofthe skirt, on right calf.
Print

1; "the sacrifice" or "the sacrifice
ceremony"

Typographie standard script, with
brush stroke in soft round end.

Scarlet against gray purple

5.5 cm"(pictogram

At the center of upper chest.

Embroidery, surrounded by white
purple thread

Figure 33: Grey long skirt with "eternity"

Figure 34: Long-sleeve
"sacrifice"

111



Table 4: Fashion Items with only ChinesePict(}grams(Continue)

FI~ureNo. 35 36
TIIDe 07/03/2001

Place
McGiH library, downtown Montreal Thé 01ympicbasin, Montreal dragon

boat festival.
Textile
Manufactured

50% cotton, 50% polyester
U.S.

100% cotton
V.S.

Purchased

Brand

Alberta
Logo T-shirtof a karate schoo1

New Jersçy,U.S.
Jerzees Activewear. Logo T~shirt for
aBoston dragon boat teatn.

Price NIA NIA

Very loose tanktop for man
2; "cutting", "wave".

;Engineer and peddler.
Loose T-shirt for man
McGill·student

1; "the Tao", lïteraBy "theway".Number&
meaning

Technology

Wearer's identity
Style

<li

'"<li= Hand,written standard script in a free Hand-writtell·staMard script by a:au Script style, manifesting the calligrapher's calligrapher.FuH oftense.;md
<li Ë strength and confidence. sj:rength to break the tense;C\ll--..........----t-,.;..;.;..:'-:""~ ..........;;....:..=;;:=.:=.:..:..,.-~---+-~~=~=:.=:...=.:....;:.;=..:..--.,....,..-__i
'E &iJ Colon Whiteagainst Frussianblue Bright yellow against Prussianblue
=,gl--:__----t--::-:--'r""'-----------+-:--.......,.,- -:--~-:__- ~:--__i
~ os. 30cm" "cutting", 24cmx13cm; "wave",
~ Size 12cm2

. The whole: 22cmx 28cm
·C
~ Location At the center of the back At the center ofthe back
~

Frint Print

for a
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Table 5: Fasllion Items witll Çllinese Pictograms and Otller Motifs

Figure No.

Time

Place

Textile
Manufacturêd
Purchased
Brand
Priee
Wearer'siden:tity
St le

Nnmber&
meaning

Script

Colon

Size

Location

Technology

Other Motifs

37

03/08/2001
Maison Simons, downtown
Montreal
100% cotton
China
Can.ada
"Twik" of Simons
Unknown
NIA
Loose T-shirt for man
1.

"Spring"

Typographie standard script, with
bmsh-like strokes.
B1ack,against solid orange
backgrojl1ld.
11· cmt Ipictogram; the who1e
image: 24cmxl1cm
At the center ofchest.

Pmt

A pine tree with sun risingamong
its branchs,under the pictogram
"spring"

38

02/04/2001
Urban Planet in Place Cathedral,
downtown Montreal
100% cotton
Pakistan
Canada
"~nakeeyes"

$14.99
NIA
Long~sleeveloose T-shirt for men.
6; "Happiness, misforiune, harmbny,
moon, teacher, walk".

Typographie standard script, with
b:rush-like strokes.
Black with red-orange edges, against
white background.
Il cmt Ipictogram; the whole: 30cm x
ncm
Vertically lined up on the right sleeve,
covering the entire length of the sleeve.
Print

On the chest, a balCkbird (phenex?)
rising its winds in red flame

Figure 37: Orange T-s;hirtwitli"Spring" Figure 38: Long-sleeve T-shirt with random
Chinese pietograms on the sleeves



Table 5: Fashion Items with Chinese Pictog!"ams and Othe!" Motifs (Continue)
Fh!ure No. 39 40
Time 01/07/2001 15/07/2001

Place

Textile
Manufadured
Purchased
Brand
Priee
Wearer's identity

Style

Galaxie Bleue, St. Catherine W276, St. Denis, Just For Laugh COllledy
downtown Montreal Festival, downtQWU Montreal
Cotton, silkand polyester 100% cotton
Unkrtown U.S.
NIA France
NIA Blend ofAmerica
Unkrtown 120 francs
NIA French university student
Loose short-sleeve brown shirt for Unisex.white loose T-shirt in fine
men, very 11ght and draping fabric. cotton
1; " beauty", also means "beautiful". 1; "tie., relate,connect" aIid "tight"Number&

meaning

Script

Colors

Size

Location

Technology

Other Motifs

Hand-writtenstandard script

Black, at the center of an orange
yellow circle vvith brush-likebalck
edges.

At the center ofthe back

Print

Orange-yellow tiger motifs along the
sleeve hems and the bottom.

Hand,written stanc:iard script, with
traces ofrunningscript as well.
Elegant and free.
Dark-grey against the orange and
white.

At the center of the chest

Print

Anorange hand-paint dot underthe
piCtogram, a.bout % smaller than the
pictogralll.

Figure 40: Whiteshort-sleeve T"shitt witb
"tie"

li'igure 39: Brown·shirt with "beauty" on the
back
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Table 5: Fashion Items with Chinese Pictogramsand Other Motifs (Continue)
Fi~ure No. 41 42
Time 03/0812001 04/03/2001

Place
Face London in Cours Mont-Royal, Le Palais du Cadeau on St. Denis,
downtown Montreal downtown Montreal

Textile 100% cotton 100% cotton
Manufactured Unknown Thailând
Furchased Canada Montreal, Cana,da
Brand Unknown "Kada lmport and Export"
Priee $115 $15

NIA NIAWearer's
identity

Style

Number&
meaning

Unisex top,loose, no sleeves

4;"No war"

Tight top no sleeves with two straps, and
close-fittingwaist for woman.
1; "Dragon"

Blackagainst white.

Hand-written standa.rd script, with slight
clul11Siness.

Repetitive flying-dragon motifs on the
whole fabric. The motifs look exactly like
paper-cut work.

Glittering artificial material pressed
onto cloth
Ahuge ea.gle and dragon motif
oecupies the wholefront. Yery
similar.to .the ·l'lti of paper-cut.

Teclmolog
y

Other M()tifs

~

~ Handwritten standard script, with
.s Script brush-like strokes..c::
~ ~ Colon Insparkling burgundy, against white
oS ~1- -;-b-:-a-:-c_k'"""""';gr40-,u_n-:-d_.__---:--""--:--"":",---:__--+-:-_>r.-:-- -'- ;

'0 ~ .11 cm2 /pictogram;the wholt.~: llem 4 cm4/pictogram
=.... Size x 51em
~ .~.~
.§" Q.l---'----1f-y--,-e-m-·c-a.....n,-y-,l-in-e-u-p--fr-o-m-.-th-e-I-e-ft---rA-t-t-h-e--Io-w-er---:le-ft--eo-rn--e-r-o'-:f-:th-e-w-'-h-ol-e---;

~Location shoulder to higher left-rib. embroidery thatoccupythe center orthe
Q ehestand upper stoma<;h.

Embroidery, probably artificial silk.

41: Uriisex tanktop with "nowar"
Figure 42: Tight white top with embroidered
dragon motif and the pictogram of "dragon"
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Table 5: Fashion Items with Chinese Pictograms and Other Motifs (Continue)
Figure No.
TiIlle 06/0812001

43 44

Place St. Laurent Str., St. L'lurent Festival, Montreal downtown
Textile 100% cotton, looks very airy and smooth
Manufactured Bangkok, Thailand
Purchased Bangkok, Thailand
Brand NIA
Priee Less than $15
Wearer's identitv NIA
St le Long.straight Wfap skirt for woman

Location 15. Below the knee, on the calves, .at the front 16. Around the anlde
SI-====-+-:-=,....,::..:..:;.:~...::.:::-:...:::::::,:-:~=..:.:.:.::...:..:.:.:.....:.~""'-"~.;;;;...::.:::..:._1~.:..:....;;.,;::.:-.:..:....;;:'-"-.=c..~--:-:".,:--,--.---_t
~ Number & 14. The 7 on.the left: "1 am not Western ghQst, Il. "People hate evil behaviors,
6iJ meaning release". The 7 on the right: "Westerrtghost and because they love virtue."

.~ f- +-::lo-=-n-"g"":n~o-s_:e"'-,r_e_la_x/_r_e-:-le_a-:s_e'_'.--:------:-:----::----:--=--=---+-::::--__-:-:__-"'7""-:--:---~--i
Cl. Hand-written standard script, with over-fanciful Typographie standard script, in
~ Script strokes. very regulated calligraphie strokes.
~1-----~:=_=:=:..:...;--:-:-"'7-----------_II_:::~..:..;;;g,;:;:~~F.;.===-==:..::;.;.._I:= Colors Red against black White against black
U~----I_~--"-__--~~------- __-_I_-,,..,_,.......-_----_____t
~ 3.5cm2Ipîctogram; 5cm2lpîctogram;
;: Size Each line: about 3.5cm x 30cm. Together with the the whole: about 70em x Sem
o dr<lg.on motif: about 25 em2

•
=f--__---r-="-:--~--.c-::---.--_'_:-----::----:~__-_1r_:_:__----------------_ti Other A flying dragon between the tow lînes of Chînese None
'S Motif pîetogram, inajoyful and energetic mood. The
.:!.ll- ~m:::.;o:-:ti::.:·f~b:::.;o.:.:rr:::.;o:::.;w~·:::.;s.:.:te:::e::.:hni::.:i::.:·qL::1u:::.;c-=fr:..:o:::.;m:::.;:..:.C..::h::.;in::.:e:..:.s:::.;eLP.=iap~e:..:.r....:-e:..:u:.:.:t._I'-='~-_----- __-- -_I
Q Tech- Print Print

nology

Figure 43: •• .illack skirt with three lines of
pictogramand a dragon motif

Figure 44: back of. the black skirt
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l'able 6: Fashion itemswith Repetitive Chinese Pictograms on l'he Eutire Fabric

Time

Place

Textile
Ma:nufactured
Purchased
Brand
Priee
Wearer's ic1entitv

Style

45
03/26/2001
McGill campus

100% Polyamide
France
France
"Pimkie"
Unknown (a present)
University student
Tight long-sleeve T-shirt, :bhlCk edge
at the collar and hem, for woman.

46
04/03/2001
An Inillan merchandise store on St.

Denis, downtown MoIltreal
100% cotton

Thailand
Montreal, Canada
No brand
$20, and $12.95 on sale

Long, straight wrap skirt for wom,en.

About 5 repetitive"dragon" .and 5
left-halves of"dragon".

'" Number& AboufJOpictograrns scatteredon the
~ meanillg entire fabrie; "Plum blooms(and
6'Jl brings) fivebappiness", "Plum",
o.. "Happiness".S:! I------_+-=--'-~_..------_:__~-----::__:__----+=_--:__-.,..--_:_____::-__._-_:_:____I
Q,. Rand-writtenstandard script in a Rand-written standard script, with
~ Script fefuinine .style. The trace of ink can slight clum,siness and hesitation with
= beseen. the stroke.
:a1-----~_+__=_::=_7'""'"---:__~--.--"":-::'_:___=____:_:__-+=_:_-_..~_;_:_--------:--~__I
U Colors Black against red, and black with White .against blue..s 1- ---___+~w...:h::.:i...:te:....e:....d:;JigiL:e...:a':"g~a::.:in::.:s:....t...g~ra=..y""-b...:a::..c:.:k:5'g~r...:01;;,;.:m:.;;.d...:._1-~ __.,..__--- -----_1
~ I3ig single pictogram: 14cm 1 Complete pictogram: 7em;
= Size pictogram; small pietograms four in a Ralf pictogram: 7cm X 3em
:§ group:. 2.5cm2/pictogram
Q,.I----~--+-':':-.........-----:--.--.:--'--~--.-:-:'--.,..---+=---:-----:------::----=-=--:-----I'5 Location Repeated all over the fabrie. Scattered over the entire fabric.
~I---------:__-"-î--=--:__.,..--------:------:-~-----+=------------:---------~
~ Technology Print Dye

Fi~ure 46: Blue skirt with"dragon"
pictogram and dragon motif
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47

Table 6: Fashion Items with Repetitive Chinese Pictograms on The EntireFabric
continue)

eNo.
Time 06/01/2001
Place Ste. Catherine, downtown Montreal
Textile 100% cotton
Manufactured Unkriown
Purchased NIA
Brand TommY Hilfiger
Priee NIA
Wear:er'sidentitv Unkriown
St le Casual short-sleeve srnrt.

Number & About 200 pictograms lining verticaUy on the. whole fabric.
ê meaning Line 1: "No fear", "to live" or "alive''.Line 2: "future youth".
5, Line 3: literally ,"East" .,"Beauty", "start to", "fly". Here "East Beauty" is
Q not a usual word but sounds like a company name.til----------+-==--:----:------:----:-----:--=--::--;------'7.........__---:---:--:------:----I'c. Hand-writt<;n standard script. The balanced· structure of each pictogramshows
~ the .deve1oped muscle and eye-hand coordination from an adult, while certain
~ Script characteristics in the strokes reveals that the writer is not a "native writer" ofe Chinese. It is probably from the hand of a Westemer leaming Chinese as
CIl foreign language for sorne years.;:1- _+..;:.::..~;;==::52..;..c:.!2..:.....:.:..:..;;...:....:..:.......:..."'-"-'=~__-----------------__l

.... Colors Black against gray.
01- -+ -.,-,__-----,---------,-----------__----1
:::: 2.5cmL

/ pictogram
~ Size
Cl.
'i: I---,--,-~--,-+-----,---,- --------__,------------__l
~ Location The whole upper body.
CIl
~ I-T-e-c-'-h-'-n~OI-'-o-g-y--+-P-r-'-in-t~W1...,·-:th--fi-n-e-c-o-'"n-tr-as-t-. --------,------------------1

Figure47: The casual gray shirt with 200 pictograms.
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Table 7: Fashion Accessories with Chinese Pictograms
No. of Fi2ures
Time

48
02/0912001 06/01/2001

49

Place
Textile
Manufactured
Purchased
Brand Name
Priee
Wearer's
identity
Type of the
subiect

Number &
meaning

Script

Colors

Sïze

Location

Technology

Metro station in Montreal
100% artificial materials
China
Montreal, Canada
Unknown
Unkn()wn
University student

Purse with shoulder-strap for woman,
with enough space for a CD player.
1; "Love"

Typographic standard script.

The same co1or as the background.
Engraved into the metal zipper handle.

2.5 cm" / pictogram

At th{tl center of the zipper handle, and
occupies most of it.

Engraved on mental

McGill Library, downtown Montreal
35% wool, 65%acrylic.
D.S. (?)
Eaton Center, Montreal
Zephyr "Cat"
$40
Newly graduated from McGill

Prussian basebaH hat with fine details.

1; "Cat"

Typographic standard script, with
sharp calligraphic strokes.

Embroidered

6cm"/pictogram

At the front center, right on the front
head.

Embroidery on fabric

Figure 49: Baseballbat with "cat"
embroidery

Figure 48: P"ilrsewith "love"on the zipper
handle
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Table 7: Fashion Accessories with Chinese Pictograms (Continue)

Figure No.
Time

Place

Textile
Manufactured
Purchased
Brand
Priee
\Yearer's identity
St le

50
02/05/2001
Pet's Land, Place Alexis
Nihon, downtown Montreal.
N/A
Montreal, Canada
Montreal, Canada
Unknown
Unknown
Shop.assîstant at Pet's Land
Tatt()oqn a gîrl's shoulder

51
07/23/2001
MainsonnoueveStr., near Condordia
University, downtown Montreal
N/A
Montreal, Canad<t
Montreal, Canada
UnknoWn
Unknown
University student
Tattoo on aboy's upper ann.

Number &
meaning

Script

Colors

Size.

Location

Teclmology

1; "Wolf'

Typographie standard script,
in sharpstrokes.

Black, with a trace ofblue
against skin.
5 cm2 /pictogram

On the back of her right
shoulder.
Tattoo

2;.the Mo pîctograrns literally"wîn",
"sharp" or "sharpen". The word, "vîctory".

Hand-written standard scrip, in calligraphic
strokes but unbalanced and crowded
structure.
Purple black against the skin.

At the center of his left upper-ann.

Tattoo

Figure 51: "victory"

120



Bibliography

Ang, len. (1985) Watching "Dallas": Soap Opera and the Melodramatic Imagination, translated by Della
Couling. New York: Methuen.

Arnheim, Rudolf (1969) Visual Thinking. Berkeley and Los Angeles, Califomia.: University of
CalifomiaPress.

Bailey, Gauvin Alexander. (1999). Arts on (he Jesuit Missions in Asia and Latin America, l542~1773.

Toronto, Canada: University of Toronto Press.

Barnard, Malcolm. (1 996)Fashion as Communication. London and New York: Routledge.

Barmé, Geremie R. (1999) In the Red: On Contemporary Chinese Culture. Chapter Six "Consuming T
shirts in Beijing", New York: Columbia University Press.

Bart~es, Roland. (1983) The Fashion System. Translated by Matthew Ward and Richard Howard. New
York: HiUand Wang, a division ofFarrar, Straus and Giroux, originally published in French as
Système de la Mode, 1967.

Billetter, Jean François. (1990) The ChineseArt ofWriting. New York City, N.Y.: Rizzoli International
Publications, Inc .. Translated fromFrench by Jean Marie Clarke and Michael Taylor.

Bowler, Berjouhi. (1nO)The Word as Image. London: Studio Vista.

Braham, P.o (1997) "Fashion: Unpackinga Cultural Production", in Paul. du Gay (ed.) Production of
Culture, Cultures ofProduction. London: Sage in association. withOpen University.

Brown, MichelleP. (1990) A Guide to Western Historical Scripts jrom Antiquity to 1600. London:
Toronto: British Library.

Campbell, Colin. (1987). The Romantic Ethic and the Spirit ofModern Consumerism. Oxford, Britain:
Basill3lackwell.

Celant, Germano and Harold Koda., eds. (2000) Giorgio Armani. New York, NY: Guggenheim Museum.

Qhang,I-kuo. (1998) Brushedvoices: Calligraphy in Contemporary China. New York: Miriam & Ira D.
WallachArt GaUery.

Chang, Joseph, Thomas Lawton and StephenD. Allee. (2000) BrushingthePast: Later Chinese
Calligraphyfrom the Gifi ofRobert Hatjield Ellsworth. Washington, DC: Freer Gallery of Art.

Chapkis, Wendy and Cynthia Encloe ,eds. (1984) OfCommory Cloth: Women in the Global Textile
Industry. Transnational Institute.

Chiang, Yee. (1973). Chinese Calligraphy: An Introduction toits Aesthetics aryd Technique (third edition).
Harvard, MA.: Harvard University Press.

Child, Heather. (1963) Calligraphy Today: A Survey o/Tradition andTrends, London.Britam: Studio
Books.

121



China Bookstore t:p ~'lfm. (1986) Auspicious Motif "Bw!il~.Beijing, China: China Bookstore
(Zhongguo Shudian).

Clarke, John James (1991). Oriental Enlighienment: the Eneounter Between Asian and Western Thought.
London: Routledge.

Coulmas Florian. (1916) The Writing Systems ofthe World. Oxford, Britain: Blackwell.

Craik, Jennifer. (1994) The Face ofFashion: Cultural Studies in Fashion. London; New York:
Routledge.

Crane, Diana.(2000) Fashion and Its Social Agenda: Class, Gender and Identity. University of Chicago
Press.

Dai, Dunbang. (1991) Portraits ofCharacters in Shui Hu by Dai Dunbang ~an71<.NFÀ!\i1.~. Tianjin,
China: Tianjin People's Fine Art Press (Tianjin Renmin Meishu Chubanshe, x.wÀ~~1.fÎf±l~
;f1), P68.

--. (1998). Illustrations afClassie Literature by Dai Dunbang ~anÉ~)(~:na!l.Shanghai,
China: Shanghai Archives Press (Shanghai Guji Chubanshe, l:1tilÉ~:±I~;f1).

Davis, Fred. (1992) Fashion, Culture and ldentity. Chicago: University ofChïcago Press.

DeFrancis, John. (1984) Chinese Language: Fact and Fantasy. Honolulu: University ofHawaü Press.

Derrida, Jacques. (1967) OfGrammatology. Johns Hopkins University Press.

Drucker, Johanna. (1994) The Visible Word: Experimental Typography and Modern Art, 1090-1923.
Chicago: The University ofChicago Press.

--. (1995) TheAlphabetic Labyrinth: the Letters in History and Imagination. London, Britain: Thames
and Hudson.

_.- . (1998) Figuring the WORD: Essays on Books, Writing, and Visual Poetics. New York: Granary
Books.

Ellsworth, Robert Hatfield. (1987) Later Chinese Painting and Calligraphy, J800-1950. New York:
Random House.

Entwistle, Joanne. (2000) The Fashioned Body: Fashion, Dress and Modern Social Theory. Cambridge,
UK: Piloty Press.

Finkelstein, Joanne. (l99l) The Fashioned Self Philadelphia, Penn.: Temple University Press.

Fiske, John. (1989) Understanding Popular Culture. Boston: UnwinHyman.

Fong, Wen C.. (1992) BeyondPresentation: Chinese Painting and Calligraphy 8lh
_J4lh Century. New

York: The Metropolitan Museum ofArt, and New Haven and London: Yale University Press.

Fong, Wen C., Robert E. Jr. Harrist ,eds. (1999) The Embodiedlmage: History ofChinese Calligraphy
from the John B. Elliott Collection. Princeton, NJ.: The Art Museum ofPrinceton University.

Fu, Shen C. Y.. (1977) Traces ofBrush: Studies in Chinese Calligraphy, New Haven, Conn.:Yale
University Press.

122



Fry, Edmund. (1 799}Pantagraphia. London: Cooper and Wilson

Gaines, J. and C.Herzog ,eds. (1990) Fabrications: Costume and the Female Bo«y.London: Routledge.

Gaur, Albertine. (1994) A HistoryofCalligraphy. New York: Cross RiverPress.

Gelb, Ignace. J.. (1952)AStu«y ofWriting, University of Chicago Press.

GeU, Alfred. (1992). "The TechnologyofEnchantment and the Enchantment of
TechnolQgy"in Coote., JeremyandAnthpny.Sheldon (eds.) Anthropology, Art and Aesthetics.
Oxford, UK: OxfordUniversity Press, P40-63.

-- . (1998). Art and Agency, anAnthropological Theory. Oxford, UK: Oxford
University Press, Pl-Il.

Goffman, Erving. (1971) The Presentation ofSelf in Everyday Life. London: The Penguin Press.

-- . (1972) Re1ations in Pubic: Microstudies ofthe Public Drder. Harmondsworth: f>elican Books.

_•._-. (1976) Gender Advertisement. London: Macmillan.

-.- . (1979) Stigma: Notes on the Management ofSpqiledldentity. Harmondsworth: Penguin Books.

Goody, Jack. (1977) The Domestication ofthe Savage Mind. Cambridge University Press.

---.. (1996) The East in the West. Cambridge, UK: University Press.

Goody, Jack and 1. Watt. (1963) "The Conseql1ence ofUteracy" Comparative Studies in Societies and
History, voL 5, 5, pp.304~45.

Gray, Nicholete . (1986)A History ofLettering, Creative Experiment and Lettering Identity. Oxford,
Britain: Phaidon.

Harrist, Robert 1;:•.. ~1999). "The TwoPerfections: Reading ChinesePoetry and CaUigraphy",in Fong
Wen and RoberrE. HarristJR.(eds.}Embodied Image: Chinese calligraphyfrom the John B.
Elliott Collection. Princeton, NJ.: The Art Museum of Princeton University.

Hay, Amy de la and El~zabethWilson,eds.(2000)Dejining Dress: Dress as ()bject, Meaning, and
Identity. New York: Manchester University Press.

Hay, John .• (1983) "TheHumanBody as Microcosmic Source of Macrocosmic Values in CaUigraphy", in
Susan Bush and Christian Murck (eds.) Theories ofthe Art in China, Princeton University Press.

Hellerstein, Nisa S.. (1991) "Calligraphy, Identity: Spcriptural Exploration as Cultural Adventure".
Symposium, Spring 1991,45 (1):329-342.

Hiyoshi, -H . (1990) "AWayto Wdte Chinese Characters through Movements and
Rhythmic Breathing". Revue-de-Phonetique-Appliquee; 1990,95-97, 225-229.

Ho, Cathy Lang .(1996) "Reforming the Chinese Soul". MetropolisJune 1996.

Hollander, Anne. (1978). Seeing Through Clothes. New York: Viking Press, Pxii-xv.

Honeywill, Paul •. (1999) VisualLanguagefor the WorM Wide Web. Exeter, England: Intellect.

Householder, F. W.. (1969) Review ofLanacker, Language anditsStructure, Language, vol. 45:886-89

123



Hung, Wu. (1995) "Emperor's Masquerade---'CostUllle Portraits' OfYqngzheng and
Qianlong". Orientations 26, 7 (July/Aug. 1995)

HoUis, Richard. (1994) Graphie Design: A Concise History. New York City, N.Y.: Thames and Hudson
lnc.

Hsü, lmmanuel C. Y.. (2000) The Rise ofModern China, Oxford University Press.

lnnis, Harold. (1950) Empire and Communication. Torpnto: University of Toronto.

--. (1951) The Bias ofCommunication. Toronto: University ofToronto.

Jin, Yong~Jj.(1994) A Warrior'sJourney~~1T Beijing: San Lian Press (=I{:)êl±JJt&*±).

lullien, François. (1995) Le Detour etl'Acces, Strategies du sens en Chine, en Greece. Grasset and
FasqueUe.

Kodama, Tomoko. (1989) OrientalCalligraphy andPainting: the 3 B's, Body, Breath and Brush, Ottawa
: Atelier Tomo.

Kakurai, Fujiwara JNH~U* . (1970) Shogen ~WJ'(. Nigensha, Tokyo.

Kuo, Jason C. . (1992)WordAs Images: the Art pfChinese Seal Bngraving, New YorkCity: China House
Gallery: China lristitute in America; Seattle: distributed by University of Washington Press.

Kraus, Richard Curt. (1991) Brushes with POWer: Modern Politicsand the Chinese Art ofCalligraphy.
Berkeley, Califomia : University of California Press.

Laver, James. (1945) Taste and Fashion, from the French Revolutionto the Present Day. London: G. G.
Harrap.

--•. (1949) Style in Costume. London and New York: Oxford University Press.

(1982) Costume and Fashion: A Concise History. Lqndon: Thames and Hudson Ud.

Ledderose, Lothar. (1979) Mi Fu andClassical Tradition ofChinese Calligraphy. Princeton University
Press.

-.-. . (1984) "Some Taoist ~lements in the Calligraphy of the SixDynasty". T'oung Pao LXX.

-- . (1986). "Chinese CaUigraphy: Its Aesthetic Dimensions and .Social Function"; Orientations, 17/10
(Octbber 1986): 35-5.

Lewis, Reina. (199(5) Gende.r Orientalism: Race, Femininity and Repres(!ntation. London: Routledge.

Liu, Cary Y.. (1999). "CaUigraphic Coupletsas Manifestations ofDeities.and Markers Qf Buildings", in
Fong WenandRobert.E. Harrist lR.(eds.) Embodies Image. Princj;)ton, NJ.: The Art Museum of
Princeton University.

Liu, Yi-mei . (1997) "E,ndless Variations: ChineseCaUigtaphy in the Shanghai MUseum". Oriemtation,
28/5 (May 1997)

124



Logan, Robert K.. (1986) The Alphabet Effect: theImpact ofPhonetic Alphabet on the
Development ofWestern Civilization. New York City, N.Y.: St. Martin's Press.

Lown, J. and H.Chenut. (1984) "The Patriarchal Treat:aHistory of Exploitation", in W. Chapl\isand C.
En<::oe (eds.), 0fCommon Cloth: Women in the Globql Textile lndustry. Transnationallnstitute,

Lurie, Alison. (1992) TheLanguage ofClothes. London: Bloomsbury PublishingLtd. First edition was
published in 1981.

Mason, William A.. (1920) A Historyofthe Art ofWriting.New York: The MacmiUanCompany.

McDowell, Colin. (1992) Dressed to Kil!: Sex Power and Clothes. London: Hutchinson.

McLuhan, Marshall. (1964)UnderstandingMedia: the Extension ofMan. New York: A Mentor Books.
McGtaw Hill.

_.-. (1980)TheGutenburgGalaxy. Toronto: University of Toronto Press.

McLuhan, Marshall and Quentin Fiore. (1967) The Medium is the Message. New York: BantamBooks.

McNair, Amy. (1995) "EngravedCalligraphy in China: Precension and Reception". Art Bulletin 7711: 106"
14.

--- . (1998) The Upright Brush : Yan Zhenqing's Calligraphy and Song Literati Politics. Honolulu:
University of Hawaii Press.

McRobbie, Angela. (1991) Feminisf/1 and Youth Culture: From "Jackie" ta "Just Seventeen". London:
Macmilla.n.

(1999) ln the Culture Society: Art Fashion and Popular Music. London; New York: Routledge.

Minl\off, Harvey. (1975) "Graphemics<and Diâchrony: Sorne Evidence from Hebrew Cursive". Afroasiatic
Linguistics voL 1:193~208.

Mitchell. W. J. 1. (1986) lconalogy, Image, Text, ldeology. Chicago: University of Chicago Press.

Murck,.Alfreda and Wen C.fong ,eds. (1991)Words and Images!' Chinese Poetry, Calligraphy, and
Painting. NY: The Metropolitan Museum of Art, Princeton, NJ.: Princeton University Press.

Needham, Joseph (1978-) Cambridge Texts in the Histary ofChinese Science. Cambridge· University
Press.

PearsaU, Judy, ed. (1998) The New Oxford Dictionary ofEnglish. Oxford University Press.

Phillips, Ruth B. and Christopher B. Steiner ,eds. (1999) Unpacking Culture: Art and Commodity in
Colonial andPostcolonial World. Berkeley ;London: University ofCalifomia Press.

Polhemus, Ted and Lynn Proctor ,eds. (1978)Fashion and Anti-Fashion: An Anthropology ofClothing
and Adornment. London: Thames and Hudson.

Portland Art Association. (1958) Calligraphy:the Golden Age and its Modern Revival: An Exhibition
Held crt PortlandArt Museum. Portland, Oregon: Portland Art Association.

Robert, H. (1977) "The Exquit:>ite Slave: The Role of Clothes in the Makingof the Victorian Woman".
Signs2(3): 554-69..

125



Roberts, Williams. (1843) A History ofLetter-writing, fromthe Earliest Period to the Fifth Century.
London: W. Pickering.

Robinson, A. (1995) The Story ofWriting. London: Thames and Hudson.

Said, Edward (1978) Orientalism. New York.: Vintage Books.

Sampson, Geoffrey. (1985) Writinz System: A Linguistic Introduction.Stanford,California: Stanford
University Press.

Sassoon, Rosemary and Albertine Gaur . (1997) Signs, Symbols and Jeons: Pre-hiitory to the Computer
Age. Exeter, Britain: Intellect Books.

Simmel, Georg. (1904!197l) "Fasbion", inD. Levine Ced.) On Individuality and Social form. The
University ofCbicago Press.

Sblain,.Leonard.• (1991)Art and Physics: ParaUe! Versions in Space,T'ime, and Light. New York:
William Morrow and Company, Inc..

--- .(1998) The Alphabet Versus the Goddess: The Conjlict Between Word and Image. New York:
Viking.

Spector, Bùss, Reagan and Roberta Opshaw (ed.) (1981) Words as Images. Chicago, Illinois: WhiteWalls
Inc..

Standard, Paul. (1947) Calligraphy's Flowering, Decay ({nd Restoration withHintsfor Its Wider Use
Today. Chicago: Society of Typographie Arts.

Steele, Valerie. (1988) ParisFashion: A Cultural History. Oxford: Oxford University Press.

Sturman, Peter Charles. (l997) Mi Fu.' Style and Art oftheCalligraphy in Northern Song China. New
Haven, Conn.: Yale University Press

Sullivan, Michael. (1974) The ThreePerfections: Chinese Painting, Poetry ànd Calligraphy. London:
Thames and Hudson

Taylor, Isaac. (1899). The Alphabet. London: Edward Arnold.

Tseng,Yu-ho. (1993) A History ofChineseCalligraphy. Hong Kong.

Weber, Max. (1930) The RrotestantEthic andthe Spirit ofCapitalism. Translatedby Taleott Parsons.
Ll)ndoIl: Unwin University Books.

Wilcox, TurnerR. (1958) The Mode in Costume. New York: Scribners.

Wilson, Elizabeth. (1 985) Adorned in Dreams:'Fashion and Modernity. London: Virago.

---. . (1991) The$phinx inthe City. London: Virago.

Witelson, Sandra F. (l989) "Hand and Sex Diffe~ncesintbeIsthmus and Anterior Commissure of the
Human CorpusCallosum". Brain 112:799-83$

Xu Shen ~qjl. (1963)~~Jc~CY:, Shurj Tf/en Jie Zi (Talking about the Literature and Explaining the Zi) ::lt
J?~: .q.:r~f!If FnJ Beijing: ZhongHuilSbuJu.

126



Yarwood, Doreen. (1978) The Encyclopedia ofWorld Costume. New York: Scribners.

Zhao, Feng ~~.(r992)The History ofthe Art ofSilk t:r,f.roJttfj1:. Hangzhou, China: Zhejiang Fine Art
Institute Press (i1i:j+I~#j~~JHt.I!W(H).

127


