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Explanatory Remarks

This courseware was originally conceived for Chinese language students only, but
halfway through the compilation, we decided that it would be suitable for students of
Chinese animation film as well—because Three Monks (1980), preceding the films
produced by the Fifth Generation of Chinese film makers, was a pioneer in bringing
Chinese film-art to the attention of the outside world during the first three or four years of
the 1980s, soon after China’s “opening” to the west. Two main principles have guided the
project throughout its compilation: completeness in content and ease of operation (i.e.,
user-friendliness).

In our effort to strive for completeness we included in the courseware not only the
components found in any standard language textbook or interactive language courseware
(i.e., in either traditional paper-format or digital format)—vocabulary, grammar notes,
voice, exercises, and other learning activities—but also descriptive, analytic, and critical
scholarly studies pertaining to the film Three Monks, and to its director, A Da. In our
pursuit of ease of operation, we subscribed to the notion of intuitiveness. Consequently,
we saw no need to provide any elaborate “instruction” files. We are confident that the
user will find the courseware self-explanatory and easy to navigate after only a few
clicks.

In addition to these Explanatory Remarks, the Acknowledgments and the Prefaces,
the courseware includes the following component parts:

* Introduction: The introduction is meant to provide a general background-
discussion of the film: its main theme, its creative approach and guiding
principles from the perspectives of the film’s director (A Da) and most
important critics. The author of the introduction has also attempted to
clarify some of the key concepts to which the filmmakers of Three Monks
subscribe.

* Video: The subtitles (or voice-over) represent our interpretation of a film
that is, in its original form, an “international version” having no human
voice. We strove to avoid any subjective discussion or description of the
three protagonists’ mental activities, thought processes, or emotional
reactions. The user can choose between having or not having the subtitles,
and when selecting subtitles, the option of subtitles in traditional or
simplified form. The option of whether to synchronize the voice and the
subtitle-text is also provided.

* Text: The text—in either traditional characters or simplified—is not
identical to the video’s subtitles (or voice-over). It is a longer version of
the video’s subtitles presented as a “voiced book”. Without the animated
images, this provides the user with a more complete, detailed, and more
leisurely read/voiced narrative than the subtitles/voice-over of the video.



The user can choose to read/listen to the written text with its voiced sound
component from page to page, or to read/listen to a particular sentence by

clicking on that sentence. Users can also cross-reference either the section
on vocabulary or the section on grammar (each section also having a voice
component) at any time while reading/listening.

* Discussion or Composition Topics: For the benefit of each of our
two intended user groups (i.e., students of Chinese language and
students of Chinese animation), we have decided to present the topics
in English. The user can choose to respond in either English or
Chinese. The topics are suggested talking points about 7hree Monks,
and are by no means exhaustive.

* Translations: The 9 translation selections are unedited authentic writings
by well-known Chinese animators or Chinese animation film scholars.
Indeed, our first selection, “Self-introduction” (courtesy of Xu Chang, A
Da’s son) is an unpublished, short, informal essay written by A Da
himself, about himself. Following this piece are excerpts from six articles
all published in the book Three Monks—from Three Phrases to an
Animated Film (China Film Publishing Company, Beijing, 1984); these
excerpts provide insight into the many aspects of the film. The last two
selections are exclusively on A Da, the first an outline of A Da’s
professional life, and the second (in English) a fleeting vignette of A Da,
the person. The selections were included here because of the significance
of their content, and because of their linguistic appropriateness for
Chinese language student users.

* Appendices: In view of the scant study in English of Chinese animation,
the appendices are intended to be of special interest to American
students of Chinese animation in general. Three of the five appendices
are materials never before published in any format: the 25-minute video
on the “Question and Answer Session”— filmed during A Da’s
screening of several Chinese animation films at Dartmouth College in
1984—was converted from a VHS tape kept at the College’s Jones
Media Center. The article written by A Da’s son, Xu Chang, and the
article written by Dartmouth Professor David Ehrlich, are courtesy of the
respective authors.

For the benefit of users who would like printed versions of any (or all) of the texts
contained in the courseware, we have provided printable PDF versions. For uninterrupted
viewing, we have also enclosed the original video, with the choice of playing or not
playing the Chinese voice-over.

Finally, a word about the original video that we adapted to the current courseware:
We obtained the official written release to adapt Three Monks to interactive courseware



in November 2002. The release was granted, on behalf of Shanghai Animation Film
Studio, by Professor David Ehrlich, representative and agent in North America for sales
and educational releases of the video versions of the animation produced at the Shanghai
Animation Film Studio. This version of the video Three Monks is slightly different in two
ways from the commercial versions (CD and DVD) sold in China:

1. The colors and images are less sharp, and in a few places, appear to be
somewhat subdued or “washed out”.

2. Scenes 104, 105, and 106 (i.e., the first three scenes in the second volume of
the storyboard, depicting the third protagonist, Fat Monk, entering the
temple), totaling about 16 seconds in time and 22 feet of film, are missing.

Neither of these differences affects the overall quality of the film or the flow of the
narrative, but we thought that it should be pointed out.

Hua-yuan Li Mowry
Dartmouth College
December 2016
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Preface
David Ehrlich

It is with the greatest pleasure that I write the Preface to this Courseware. I am a
professional animator, a specialist in the history of Chinese Animation, a colleague and
dear friend of A Da for the last five years of his too short life, a former student in
Professor Mowry’s 1988 Chinese Language class, and finally, co-instructor with
Professor Mowry of Chinese Film courses at Dartmouth.

I have written and lectured on numerous occasions that A Da’s “Three Monks”
was in my opinion the greatest of the Shanghai Animation Studio’s works. Every Chinese
child grows up knowing and loving each of these very unusual monks. The film was the
first Chinese animated short ever awarded at the prestigious Berlin Film Festival, and the
film was one of only two Shanghai animations acquired by Home Box Office for
screening to American audiences. Clearly the film has universal appeal and is accessible
to folks of all ages. More than any other Chinese animation, its characters are highly
individualized. Certainly, A Da’s love of the seven dwarfs in Disney’s “Snow White” had
a tremendous influence on the way in which he designed his film, and the intricate
synchronization of the monks’ movements to the music also owes much to Disney’s
“Silly Symphonies”. Professor Mowry’s choice of “Three Monks” as the first work to be
included in her Courseware could not have been more apt, and I know that A Da would
be both proud and excited that his work might be used to help foreign students learn his
language.

Professor Mowry’s Introduction to A Da and his films is clearly the most
extensive analysis of his work in the English language. It should form a solid basis for
further work by American researchers on A Da’s contribution to Chinese animation.
Including the translation selections of unedited writings about the film by well-known
Chinese animators and scholars, including that by A Da, himself, is a most valuable
contribution to a deep understanding of the film as well as compelling material for a
greater comprehension and usage of Chinese language. Similarly, the materials included
in the Appendix, especially the 1984 Question and Answer Session with A Da at
Dartmouth and the article written by A Da’s son, Xu Chang, will give the viewer a more
direct personal experience of this gentle artist, one that will help immeasurably in
clarifying the inspiring relationship between the artist and his work.

As I moved through the various sections of the Courseware, I was intrigued by the
various approaches to the film that Professor Mowry has created. The questions regarding
the film that are posed include some of the questions we’ve both asked in our college
classes, and they are placed in perfect sequence to stimulate critical thinking about the
film and in fact, about the nature of animation as an art form. This is an excellent vehicle
for the study of Chinese animation and should find its way into both animation history
and Asian culture courses. The fact that the courseware is also directed to the study of



spoken and written Chinese makes this offering ideal for language classes. Language
drills are obviously effective in reinforcing the retention of vocabulary and grammar, but
how much more effective might they be when presenting the student with an entertaining
vehicle for learning. This is precisely what Professor Mowry has done in integrating
language study with the study and appreciation of such a wonderfully inspiring animation
by one of the greatest animators from the famed Shanghai Studio.

The organization of the Courseware, moving from section to section in easily
accessible sequence, makes learning quite easy and, indeed, quite a bit of fun. I can
imagine A Da, himself, sitting at a laptop he once could only dream about, watching his
film scene by scene, answering the questions in both English and Chinese and chuckling
to himself as he moves forward. He would have loved this! And I know he would have
enjoyed the graphic compositing of each page as well as the collaging of images of the
monks that adorn those pages. As an artist, myself, I never take for granted the dedication
that the author and her two Beijing collaborators have shown in working out the visual
design of the Courseware. It is superb.

Finally, I wanted to thank my dear friend, Professor Mowry, for treating A Da’s
work with such reverence and sensitivity. This Courseware is a work of art and education
of the highest quality, and I am proud to be even a small part of its genesis.

David Ehrlich
Film and Media Studies, Dartmouth College
Animation School, Communications University of China



Preface
Pamela Kyle Crossley

As modern people we don’t think about interdependence the way that people used to.
When we work we get a paycheck, when we want food we go to the grocery, when we want a
house we buy or rent it, when we want to get someplace we drive a car or take ourselves to the
bus or subway. We hope other people are helpful and trustworthy, and we value cooperation in
an abstract way. But what if you had to grow your own food or know somebody who could,
make your own clothes or trade something to somebody who could make them for you, build
your house or get family or friends to help you do it? What if when you traveled it was on foot,
and you would need help and protection to reach your destination? Those were the normal
conditions for most people before the nineteenth century. In China, where villages and extended
families controlled most people’s lives, the benefits of cooperation became deeply embedded in
social values and were also major themes in philosophy. But in popular culture, there was also a
keen awareness of the dangers of interdependence—the chaos that could result when some
people were dishonest, or incompetent, or lazy, or selfish. The old and popular proverb of the
three monks was a lesson on the troubles that arise when a monk decides that his work might be
lightened if he has partners. With one partner, the amount of water carried per person is quickly
cut in half, and with two partners the thirsty work makes them drink more water than they can
carry. The original saying suggested that the more you can do on your own, the better off you
might be. No matter what your elders, your teachers, and government officials might tell you,
“Three monks, no water to drink ( —{EF11#7% 7KFZ)” warned of the risks of enlisting helpers in
any task.

Why would such a proverb feature monks? It is not a coincidence that the negative
implications of the story would appear to reflect poorly upon family members if the characters in
the story were related; by making the actors monks, the story avoids questioning the trustful
family relationships that were fundamental in Chinese society. But something else was going on.
The proverb of the three monks is ironical not only because it suggests the inevitable
undependability of humans in a society in which everybody was interdependent, but also because
it attributes these less than admirable traits to individuals who are supposed to be exemplars of
morality. Everywhere in the medieval world, monks—whether Christian or Buddhist—were
objects of humor, partly for this very reason. Instead of being chaste, honest, unselfish and
hardworking, monks were often pilloried as lecherous, cynical, hypocritical and lazy. Without a
doubt such individuals were to be found among monks, but this was in some ways also an ironic
comment upon the roles of monasteries in local life. Villagers and local elites were often
dependent upon monasteries because the monks farmed skillfully or employed large numbers of
farmhands; they often ran hospitals and were very well informed in medicinal plants; they often
took in orphaned boys to train them as new monks; and they were often the leaders in fields that
required literacy, such as animal breeding and long-distance communications. As in the original
anecdote of the three monks, the dependency upon the monasteries bred mistrust.



But there was something else behind the literary tradition of the foolish or useless monk.
More than any other religious figures, monks and nuns were outsiders. They were objects of
humor in the same way as country bumpkins in the city, or city slickers in the countryside, or
foreigners of any kind, or animals masquerading as people. Outsiders are ignorant of the rules
and easily taken advantage of. They take words literally, use gadgets for the wrong purposes,
trust the wrong people. And in traditional societies, making fun of outsiders was always without
risk. They were not anybody’s family that could be insulted, they were not political authorities
who could respond with punishment, they were not part of powerful organizations that could
exact revenge. The tendency to make fun of monks had another dimension in East Asia, where
many of the monks were—or were assumed to be—practitioners of Zen (Chan). These monks
often used ko ‘ans (gong’an) in their teaching, in which incongruous responses to students’
questions were used to break the students’ dependence upon rationality. To society at large, the
disciplined illogical of Zen teachers became a folk theme of the nonsensicality and naivety of
monks generally. Folk tales and literature featuring not only misbehaving monks but clownish,
moronic monks were always popular. In East Asia we still have vivid representations of this
mistrust in writings such as Judge Dee stories that often venture into monasteries full of
wayward monks, or medieval Japan’s “Essays in Idleness” (Tsureuregusa), written by the monk
Kenko, in which fellow monks are often depicted as doing the ridiculous, the inane, the useless,
in order to illuminate some greater truth.

In this animation, the tradition of the three monks is put to fascinating use. The first monk
appears to be a boy, perhaps the sort of orphan boy that monasteries often sheltered and taught.
As a child he both trusts adults but also has insight into their untrustworthiness; when they let
him down, he continues to hope that they will learn the meaning of cooperation. In the
animation, the boy monk keeps looking for successful cooperation and finally finds it when a fire
in the monastery forces all the monks to work together to put it out. This brilliantly rendered
story is proudly modern: Instead of warning people trapped in an interdependent society of the
dangers of dependency, it inspires people who live in an independent society to remember that
ultimately all humans are interdependent. Making a child the center of a story that looks beyond
immediate conditions to greater truths is both visually appealing and as modern as the message
of the revised story. In earlier times, children were often victims of evil-doers, or burdens to
heroes engaging in great adventures. In modern stories, children are seen as retaining an innate
insight and hopefulness that can inspire adults to greater selflessness.

The happy modernity of the animation should not obscure how profoundly traditional and
Chinese is the learning software that here features the animated tale as a means of teaching
reading and speaking of Chinese. In the classrooms of traditional China where boys were
learning to read and memorize the great Confucian classics, or people of all ages learned popular
reading texts such as the Three Character Classic, learning was a multi-dimensional experience.
The shapes of characters, the sounds of characters and the rhythm of the lines of compositions
were all experienced as immediate, physical and complementary. Students memorized by
standing near their desks (not sitting at them) and saying the lines out loud (not in their heads),



and moving their bodies in rhythm with the language. The words individually and the
composition as a whole became part of what we would now call “body memory,” not just
something to be incised in the mind and recalled by force of will. This software does a
remarkable job of recreating that experience in the modern setting. The written characters (in
simplified or traditional form), the spoken text, and the absorbing animated action are all
experienced simultaneously, allowing the student to associate character, sound and meaning in a
way they may not even be wholly conscious of.

Such a multi-dimensional and multi-media project needs an unusual team to be produced.
The Three Monks, in a style of animation representative of China’s “fifth generation” of
filmmakers, was directed by A Da and released in 1980. In 2001 Professor Hua-yuan Li Mowry
of Dartmouth College conceived the idea of making the film the center of a multi-media software
device for teaching Chinese, and in 2002 David Ehrlich, who was then teaching film studies at
Dartmouth, received formal permission to adapt the film to teaching purposes. The script for the
voice-over was specially written by Professor Mowry for the project, as the original film had no
narrative or subtitles. The result is a “voiced book™ that closely narrates the animation, adding to
the texture of the viewing experience and supporting the entire learning experience. Readers have
access not only to reference materials during the reading/viewing, but in addition are supplied
articles and original essays about the animated film from writers ranging from essays such as Han
Yu’s Chitchats on The Monks, to memoirs of the film’s production from A Da, to David Ehrlich’s
appreciation of A Da—some in Chinese, some in English, some available both in Chinese and in
English. The result is that not only do students have a fantastic resource in this software, but also
instructors of Chinese and film scholars who will use it to enrich their teaching.

Pamela Kyle Crossley

Charles and Elfriede Collis Professor of History
Professor of Asian and Middle Eastern Studies
Dartmouth College
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Preface
Dennis Washburn

In its 2007 report, “Foreign Languages and Higher Education: New Structures for a
Changed World,” the MLA ad hoc Committee on Foreign Languages makes two key
observations. First, while acknowledging the practical use of a wide variety of pedagogical styles
and practices, it argues that these may be grouped under one of two main categories that
represent divergent views on the function and purposes of language education: an instrumentalist
approach, which treats the acquisition of a second language as primarily a functional skill for
communication, and a culturalist approach, which emphasizes the relationship of language to
social, historical, and literary traditions as well as to cognitive structures. Second, the committee
notes that these divergent approaches help to shape institutional organizations, pointing to the
fact that at many colleges and universities there is a split even within departments between
language-teaching faculty and faculty who teach about ‘culture’ (broadly construed).

The lack of full coordination between these approaches is an important matter to
consider, because it can have a measurably adverse effect on language acquisition and
proficiency. This is most apparent in critical languages like Chinese that present special
challenges (e.g. mastering its tones or its complex script). In my experience as a teacher of
Japanese (a language with its own notoriously difficult writing system and linguistic registers),
the failure to fully coordinate the so-called instrumentalist and culturalist approaches is revealed
in a number of problems that often plague intermediate and advanced students. These include the
inability to summarize the content of materials (written, visual, or aural) in a manner that would
be clearly understood by a native speaker, to use proper styles and registers of language and
situational idioms in both everyday and formal settings, and to fully comprehend classroom
discussions, radio broadcasts, or even films and television shows that provide visual cues for
understanding. These problems are almost always the result of an emphasis on constituent
grammatical rules, individual characters, and vocabulary items in isolation, apart from broader
cultural codes, leaving students either to reconstruct a foreign language or, in the case of reading
comprehension, to decipher it.

Of course, an instrumentalist focus is to some extent unavoidable at the initial stages of
language acquisition. After all, the sheer number of discrete elements in Chinese (as in Japanese)
that must be learned can be overwhelming to a student who lacks sufficient knowledge of the
target culture — knowledge that would serve to contextualize not only patterns of speech or
thought, but also of beliefs, values, or tastes. Nonetheless, the failure to adequately situate
particular linguistic components within authentic cultural contexts inevitably leads to
breakdowns in communication and comprehension that require remedial work in intermediate
and advanced level courses to overcome.

While the MLA committee report advocates more thorough integration of divergent
approaches, it also makes clear that such integration is not simply a matter of giving equal focus
to the four fundamental skills of speaking, listening comprehension, reading, and composition.

11



Language competence can be most effectively acquired (and evaluated) only within very specific
cultural and social contexts, and the most practical way to emulate those contexts in a classroom
setting is to apply the disciplinary assumptions and methodologies appropriate to the materials
assigned for study. Such an approach does not treat language as merely a tool for some other
end, nor does it view language as the abstract essence of culture. Instead, it recognizes that the
quotidian work of second-language acquisition — the study of vocabulary, grammar, writing
systems, styles and registers — is itself a form of critical thinking and interpretation.

The heuristic value of language study, then, lies not just in the knowledge obtained about
another culture (crucial though that is), but in the way the process of acquiring that knowledge
fosters habits of critical thinking through negotiating linguistic and cultural differences. Effective
pedagogy must therefore, of necessity, bring into play a range of disciplinary methods and best
practices in order to help students become more self-reflective about their own cultural
assumptions and thereby make other cultures accessible to them.

The Chinese language courseware developed by Professor Hua-yuan Li Mowry around
the animated film Three Monks is a wonderful example of the sort of coordinated disciplinary
approach to language pedagogy advocated by the MLA’s ad hoc Committee on Foreign
Languages. The choice of a work by the important director, A Da, as the primary ‘text’ ensures
that students will practice all four language skills in the narrowly integrated sense discussed
above, but the courseware goes far beyond that function. It is carefully designed to encourage
students to engage the film on deeper aesthetic, political, and ethical levels. The pedagogical
materials that explain the linguistic contexts of the film’s visual and textual elements, the
translations that examine A Da’s aesthetic through the disciplinary lens of film studies, and the
biographical information and filmography provided by the appendices all work together to bring
the students closer to understanding how a Chinese audience might react to and appreciate the
animation. The film is a delight that will ease the drudgery of language learning, while the
exercises and scholarly apparatus of the courseware will provide students with rigorous training
that will develop their intellectual powers and interpretative skills in Chinese. As a model of
language pedagogy, this is truly an admirable achievement.

Dennis Washburn
Jane and Raphael Bernstein Professor in Asian Studies
Dartmouth College
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Introduction
Hua-yuan Li Mowry

The animation film Three Monks is based on a popular Chinese proverbial saying:
“When there is one monk, he [alone] carries [two pails of] water to drink; when there are
two monks, they [together] carry [one pail of] water to drink; when there are three
monks, none has water to drink —/NMFIEHEKIZ, PINFIEIEKIZ, =NFE 3K
iz (lit. “one monk shouldering water to-drink; two monks carrying water to-drink; three
monks no water to-drink).' This proverbial saying depicts a common phenomenon of
human psychology and behavior: whenever the action, or the lack-of-action, by
individual members in a community is determined solely by considerations of self-
interest, the community as a whole may suffer. It also connotes different individual,
versus collective, approaches to task-managing and problem-solving.

It is a saying which almost all Chinese people have heard, including children—the
generally intended audience of Chinese animation films.”

But A Da fi[iA (Xu Jingda 51X, 1934-1987), the director of this delightful
film Three Monks, has transformed the last phrase of the saying, giving it a twist and a
new meaning as well, for the animation does not end with the words “when there are
three monks, none has water to drink”. In fact, contrary to the Chinese viewer’s
expectation, the last three characters of the saying, % 7KIZ (i.e., “no water to-drink™),
never appear on the screen. Instead, at the very beginning of the film and immediately
preceding the title Three Monks (in oversized characters), we note in the three vertical
lines that A Da has provided an incomplete quotation of that saying:

One monk shouldering water to-drink
Two monks carrying water to-drink
Three monks...

The final message of A Da and his colleagues, as expressed through the animated
visual images of the last quarter of the film—images that might be seen as diametrically
opposed to the original Chinese saying, and to that which is clearly conveyed in the first
three-quarters of the film—in fact represents an idealized behavior pattern: the notion of

unity.
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Unity has throughout Chinese history been regarded as an essential force for
social stability. Modern or ancient, slogan-like or proverbial phrases such as “unity is
strength #1455 & /1 & >, “with one-mind, [even] Tai Mountain [can be made to]
disappear A\ /0»55Z= 1115, “when a multitude of people gather fire wood, then the flame
shoots high Ax A\ #5848 K J# 7 or “when brothers are of the same mind, the earth will
turn gold 5. 25— 2% 00 e 148 ¥ 4> are amongst those cliches that secondary-school
students in China sprinkle liberally about in writing their school composition-assignments.

However, despite expressing a yearning for unity, the Chinese frequently are
regarded, even by Chinese critics, as a selfish people, a non-cooperative people, so that
one might frequently hear a phrase such as “Chinese are a plateful of loose sand-grains

HH E & — 8B or “whenever there is one Chinese, he is a dragon; whenever three,

three worms — /M E AR —% K, =P E A =2 1. What those sayings imply
is indeed more than simply that the Chinese people lack any unifying characteristic or
tendency; they also point to a negative but common human behavior, that of indifference
or lack of compassion, or even that of “taking delight in another’s misfortune =K "R45%”.
In Three Monks, this flawed behavior is portrayed with light-hearted humor. But because
no malice is meant, the viewer would respond in general with an understanding smile.
In an article recounting the process of the creation of 7Three Monks, A Da remarks

on the “main theme =@ of his film:

“When there are three monks, none has water to drink” is a

negative statement satirizing the kind of people who harbor

only selfish motives and are not willing to cooperate. It does

not imply that multitude is not desirable. What it means is

that if there is no unity, then tasks will fail ‘0o A 55 A IR 5.

Our film, on the one hand, should point out the ill

consequences caused by a lack of unity among a multitude

of people and on the other hand must also inform the viewer

that if all members of the multitude are of one mind and

exert themselves to the same goal, then they will definitely
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be able to accomplish whatever they set out to accomplish.

This is the “main theme =8> of our film.?

How should one express through animation this theme which is based on an old

proverbial saying, but with a new, much more optimistic, positive, yet equally true twist?

In the same article A Da provides his “10 Principles” to which he adhered when directing

the film Three Monks:*

1.

Chinese-ness [ ff]: By “Chinese-ness”, A Da not only refers to the story or
the plot—the proverb that inspired him and formed the basis of his
animation’s main theme—but also to the artistic expression of the story.
Hence, in terms of drawing, the filmmakers use “emptiness % [ for the
background and the two-dimensional, flat graphic lines, as well as simple yet
bright and contrastive colors for the images—all characteristics of traditional
Chinese folk painting; in terms of music, the tunes and musical instruments
are all what one might describe as “Chinese Buddhist”.
Connotative & & [1]: A Da tells us that his Three Monks is a work of a
different kind of realism—the “realism of assumption i & V£ KL 5L . A
Da mentions two specific aspects of this kind of realism. First, it does not
pursue any “re-appearance of events”. Instead, it explains an issue or a
question, including the philosophical, through a fabricated story. Second, its
artistic expression can be stylized or abstract. As an example illustrating the
actual application of this principle, A Da remarks on the scenes of the monks
carrying water pails uphill or downbhill:

...[in depicting these scenes,] we did not draw the monk

walking on the mountain slopes. The monk walks, against the

‘empty’ background, a few steps towards the left; he then

turns around and walks a few steps towards the right; and then

he turns around again and walks a few steps towards the left....

And then he arrives [at the temple on the top of the mountain

or at the foothills by the river]. It appears as if the monk is

walking up-and-down in an abstract environment. However,
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since we have already made it clear, in the earlier scenes, the
surrounding environment of the story, there is no need for us
to draw the concrete mountain-slopes ...yet the viewers of the
animation are able to ‘see’ all the details.
A Da then confesses to us, “This is the ‘expressing ideas 5 7.’ approach that
I have learned from the Chinese performing arts”.
Oriented towards the broader populace KAX[: In terms of his audience,
A Da hopes that his Three Monks can be accepted and appreciated by
all—"“male, female, old, young; those who labor with physical strength or
those laboring through mental capability; Chinese or foreigners, even
including different religious believers.” A Da does stress, however, that
in spite of the fact that the film is meant for all to enjoy, he demands that
the filmmakers aim high and stay away from catering to the mediocre
taste of “petty city-dwellers /N7 K.
Modern BIAXH: In describing his Three Monks as a Chinese yet modern and
novel film, A Da takes as an example the film’s depiction of the rise and fall of
the sun. “...the sun moves by following the rhythm of the music—this is not what
we witness in real life.... In order to express the passing of time, we integrate the
images we perceive of the pulsating movements of a clock’s second hand into the
rising and falling of the sun—this method of expression-by-association B8 Tk
is commonly used in the modern arts.”
Cartoon-like 2 [1]: In order to create images resembling the best of cartoon-
strips, whose most significant characteristic is the immediacy in message
through images, A Da has recruited the famed cartoon-strip artist Han Yu ¥
to be responsible for Three Monks ™ art design. To accommodate Han Yu’s
unique style of drawing, A Da has even modified the studio’s camera aperture

Ji' 1] to square-shaped.
Humorous K4ER¥): A Da writes in this section: “Humor already resides in the

3-phrase saying, so the film should also be humorous. Moreover, we must pay
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10.

attention to subtleness—we don’t want ‘plain tricks/stunts 1% 3k nor would
we cater to low-class tastes; in particular, we cannot demonize the monks.”
Pithy and concise ¥§4%/1: In order to achieve this goal, A Da insists that all
superfluous details be removed from the plot. In terms of color, he wants the
simplest primary colors for his characters; as for the background, it is almost
completely “empty”.

Comedic = J#|ff]: A Da intends to produce a cheerfully constructed satiric
comedy XUl = f&l; only satire of good-intention is meant for the film. He
hopes that his audience, while laughing in delight, will spontaneously
comprehend some universal truth. The ending, which evolves from “no water
to drink” to “there is water to drink 5 7Kz should also make one smile.
Action-focused ZJE]: A Da discusses the concept of “dialectic unity HilE
4i— between action and stillness. He also mentions the necessity of a
rhythmic structure for the film’s repetitive actions: monks’ entering the scene
one by one; their carrying water; their reciting mantras; their attempts at
extinguishing the fire, etc.

Musicality & 4 [J: In the absence of human voice, A Da emphasizes the
importance of music—it guides the action-design, the thythm of movements,

and the synchronization of all animated images.

With these “10 Principles”, A Da has touched upon nearly all aspects of the film.

Of the many descriptive or analytical articles, published after the release of the film
Three Monks, few have gone beyond A Da’s own critical account of the film. Most of
those writings expound or elaborate on the various points already raised by A Da—some
are further studies tracing Three Monks’ affinities to the traditional Chinese aesthetics of
brush-painting and calligraphy;’ some are comparisons between Three Monks and other
more recent forms of art (such as cartoon or folk-painting) or explorations of the various
components which make up the whole of this unique animated film: the screenplay (i.e.,
the plot or story) and the storyboard, character and animation design, background
drawing, photography, music, etc.® Though many critics acknowledge the fundamental

characteristics of the film’s “Chinese-ness”, even more point out its universal appeal.
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In the following paragraphs I should like to cite several scenes (number 97 and
numbers 190-195)” from the published storyboard of Three Monks to illustrate more
clearly some of the points which A Da includes in the discussion of his “10 Principles”
but which might not be familiar to our American students of Chinese language or Chinese
animation.

First, what might A Da have meant by the term “realism of assumption i & 4 [
PISEZ 3= X7 In questioning this, I would hope also to shed light upon a related, and

frequently used, term in writing on traditional Chinese painting, calligraphy, poetry, or

stage arts: “expressing ideas 5 7=". In fact, many writers and critics, including A Da,
) y

consider that the two terms (i.e., “realism of assumption” and “expressing ideas”) overlap
in meaning.®

Scene with number 97 depicts Fat Monk, upon reaching the riverbank, after
walking for a distance under the burning sun, immediately dropping his head into the
water. At this particular moment, we hear the hissing “sss...” sound as if a red-hot iron
rod is plunged into cold water. The viewer knows perfectly that the “sss...” sound can
never be produced, in real life, by the monk’s plunging himself into the river, no matter
what high degree of scorching heat he is suffering from. But the viewer accepts this
fanciful yet logical, and therefore believable, depiction with an understanding and
appreciative smile—because he not only knows the almost limitless perimeters of the
world of drawing and animation, but also allows himself to be led into this wonderland of
symbolism and imagination where everything seems to be more direct, simple, and
Spontaneous.

Scenes numbers 190-195, a series of shots totaling 31.85 feet of film, depict in
rapid succession how Tall Monk, in great haste, mistakes Little Monk for a bucket of
water, carries him on his shoulder-pole to the burning temple and throws him into the fire:
Little Monk in mid-air. Pause. Tall Monk and Fat Monk pull Little Monk down from
mid-air and bring him back to consciousness.

This is a series of delightful scenes which portray the tense (and intense) energy
and effort exhibited by the three monks, in desperation, in their attempts to extinguish the

fire. Again, within the almost unlimited perimeters of the world of drawing and
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animation, the viewer simply accepts the validity of the string of events which in real life
would be considered absurd and beyond the realm of reason and reach.

Hu Yihong ##K 4L, a junior colleague of A Da, wrote in 1983 of the fundamental
difference between “movie FL5” or “story-film #{ZF /7>, and “animated film Z/ji| 5 *:

In my opinion, if we consider the realm of “movie” or “story-film”

a real and tangible, or an imagined, material world, then the realm of

animation should be an organized space which was drawn on a sheet of

flat paper with that special pen by the artist (the director or the designer of

the animation)—that space being the “assumed realm of drawing {F 7€ ]

SR
Hu Yihong further explains this difference by using the metaphor of the “eye R g

Therefore, we can call the lens that accurately reveals and records

the material world, the “keen eye i F¥J IR G ; and the animation-artist’s

pen—which is not restrained by physical space and time, light and color,

or any rules of perspective—and the camera /ens that the artist uses to

display his animated and fanciful drawing, the “mind’s eye /(» & ] AR &,

These are two completely dissimilar eyes. The animated film Three Monks,

due to its nature of the “expressing ideas 5 =", distinguishes itself from

the story-film in both its presentation and its special film-language. The

success of Three Monks lies in its adherence to the animation-film’s

intrinsic characteristics.
Yes, the “assumed realm of drawing” provides the animation artist a space which does
not abide by rules of the physical world; it is a space as expansive or restricted such as
can be defined only by the “mind’s eye” of the artist’s pen and his camera /ens. Because
of its none-abiding nature in presentation, A Da finds the “shifting” (or the “moving”)

perspective H{ 5i% 40 of traditional Chinese brush-painting,'' and the utilization of
exaggeration % 7K and transformation 22J of the modern art form of the cartoon, to be

the most suitable model for the Three Monks, rather than story-films which attempt to

“accurately reveal and record the material world”.
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However, A Da was an artist who, like many of his contemporary Chinese
colleagues, seemed to have a clear sense of social and educational mission in mind as he
pursued his art in the “assumed realm of drawing”. He never seemed to be interested in
any extreme form of abstract expressionism. One of A Da’s last two short animated-films,
Super Soap AL (6-minute long, co-directed with Ma Kexuan 1 7 5., 1986),
depicts an absurd anecdote of a super-salesman and a group of ordinary, consumerism-
led people. The salesman proclaims that his super-soap can wash clean any stain or color.
All the people buy his soap and all the clothes the people are wearing become white.
Next we see the soap-salesman turns himself into the boss of a “super color” company....
With all the people (now wearing only white clothes) raising their hands holding money,
the viewer can anticipate another buying spree of this same group of consumerism-led
people.

With its entirely fabricated characters, events, and backgrounds, even as surreal a
film as Super Soap does not depart from the depiction of some common human behavior-
patterns or psychological truths—a testament to the kind of realism which A Da
designates as the “realism of assumption”. Taking into consideration both his interest in
animation’s practical application as a tool for satirizing certain social phenomena, and his
interest in animation-education, A Da was actually a fairly main-stream 20" century
Chinese artist. But A Da definitely is not the typical follower of the established Chinese
Communist literary-and-art policies whose fundamentals are laid out in Mao’s “Yan’an
Talks on Literature and Art”."> Judging from his released, available films, one can see
that all 13 animations in which A Da plays a decisive role in the creation aim at both
entertaining and educating, and are not just for children but also adults, be they Chinese
or otherwise.

During the question-and-answer session at a showing of his Three Monks (and 3
other animation shorts) at Dartmouth College in 1984, in responding to the remark (from
among the audience) that “I noticed that there is no talking in these films....”, A Da
provided us with this interesting comment: “...I want [sic] to bring it (i.e., Three Monks)
to the United States, so without dialogue it will be easy to understand.... This film, no

[sic] dialogue, only action and music, so everyone can understand....” (see Appendices).
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Clearly, A Da considered images and music, in animation films, more important
than spoken language. A Da’s comment also points to his acute awareness of the
potential of China’s animation films’ reaching out to a boundary-less international
audience. Professor David Ehrlich, in an unpublished short article written in August
2010, hailed A Da as “Chinese Animation’s Open Door to the World” (see Appendices);
I would hope that with this courseware not only our American Chinese-language
students, but also our students of film, can enter freely, with joy and laughter, the

wonderland of Chinese animation.

! Please pay attention to the three verbs used in this 3-phrase saying: tiao $k, tai A, and
mei V%, in particular the connotations of the first two, tiao $& and tai 6. While tiao

always implies the use of a shoulder-pole, the action of #ai can be carried out with bare
hands, by one person or two or more people.

*> While admitting that “the great number of viewers” is children, when answering the
question “Are all the [animation] films produced [in China] intended for children?”, A
Da, the director of Three Monks, further remarked: “When I directed this film, I was
thinking above all of adults....”. AnimaFilm, No. 3, 1984. Pages 16-18.

> A Da, “from three phrases to an animated film— Three Monks” M\ =1 | —# 5 i
F— (=AF1) in the book Three Monks—firom Three Phrases to an Animated Film

(=AY A=A 1E 2| —# 30 F (page 70). China Film Publishing Company
HL 5 H AL, Beijing, 1984, pages 68-74.

* Ibid, pages 71 and 72.

> For an analysis of, and inquiry into, the relationship between animation (using Three
Monks as an eminent example) and painting-and-drawing is Hu Yihong’s “Some
aesthetic characteristics of animation films” $#{K4L: )i v 15 SERFE in Cinematic

Arts 22K vol. 125 (2), 1983, pages 48-51.

% In 1984, China Film Publishing Company H ¥ 1§ Hi it published the book Three
Monks—fiom Three Phrases to an Animated Film =AY M =40)1E 2| —5 2l iH Fr
which contains the animation’s screenplay 3¢ K S22 il A its 242 scenes [H[H] 7355 Sk A,
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the complete storyboard 5¢ i &5 4, and 16 articles written by the film’s original creators
and some of its most insightful critics. The articles, almost all based on first-hand
experience, discuss in great detail the film’s creative process and the people who
participated in this process. This book is the single most essential written source for the
film Three Monks.

%ﬁl:ln

7 The “scene number” refers to the number termed “jinghao %i5, or “shot numbers”, in

A Da’s storyboard. Ibid. Pages 45-61. Scene number 97 can be found on page 51, and
scene numbers 190-195, on pages 57-58.

% A Da, “From three phrases to an animated film— Three Monks™: “This is what we call
‘realism of assumption’ or ‘expressing ideas’....” (Op. cit., page 71).

? Ibid, page 50.
0 0p. cit.
"8 B is more commonly translated into English as “multi-point perspective”.

12 “Talks at the Yan’an Forum on Literature and Art” in Mao Tse-tung (i.e., Mao Zedong)
on Literature and Art, Foreign Languages Press, Beijing, 1967. Pages 1-43.
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Vocabulary

héshang

e i

Buddhist monk

lu (tiao, duan)

% (& &)

road

nido (zhi)

% (R)

bird

shenbian

i

around (one's) body

fei 1ai fei qu

TS

to fly back and forth

tai tou

%k

to raise the head

(méi) zhuyi
(&) 2%

(not) to have paid attention

wigui

5@ (R)

turtle

ban dao (le)

2ef8) (T )

to trip/stumble over

si jido chao tian

v B30 K

four-limbs-towards-heaven
(i.e., to be flat on one's back)

zuo (q1 1ai) to sit (up)
A (AR )
zheéngzai right then

iEFE




pinming (de)
Bhop(H)

with all one's strength

Z1ji

2

(one)self

fan (guo) shén (lai)

# (1) & ()

to turn (over) one's body

bang le (ta) yi ba

»7 (€) —

to lend a hand (i.e., to help)

zhan (qi lai)

b (RR)

to stand (up)

jixl
k25

to continue

wang qgian zou
AEA A

to walk/go forward

bujiil

A

not-long (i.e., shortly)

da shan (zuo)

Kb ()

big mountain

shanjido foot of the mountain
oL By

shanlu mountain road
¥

wanwan ququ

AL

twisting-and-turning

shanding

TR

mountain-top, top of
a mountain



miao (zuo)

K (B )

temple

(mido) pang

() ¥

beside (the temple)

shii (k&)

(R )

tree

zOu jin (miao li)

At (BE)

to walk into (the temple)

guanyin xiang (zuo)

A% (B)

image/idol of the Guanyin
Bodhisattva

shou zhong

F

inside the hand

peng (zhe) holding (with both hands)
# (&)

huaping vase

yiRiid

cha (zhe) placed, inserted
(&)

shuzhi (zhi, gén)

BAL (B &)

twig

gua (zhe) hanging, hung
#(F)

lianzi curtain

T

bai ( zhe) displayed/displaying,
FZ ( %— ) placed/placing

3



gongzhuo (zhang) offering-table

” (i.e., table for setting out
4#“7% ( ﬂ: ) offerings/scrifices)
fang (zhe) put, placed/placing
wx (F)
lazha (zh1, gén) candle
Mgk (. AR)
xianglu incense burner
W
din (le dan) to brush off, to wipe off
#(T#)
shenshang on one's body
kb
chéntu dust-dirt
bt
gul (zai) to kneel
¥ ()
dianzi cushion
#F
xiang towards, to
2]
ke (qi) tou (lai) (beginning) to kowtow
# (&) k (k)
yijing already
I
nian (le) to wither (to have withered)

5(7)




na qi to pick up

$i

dao (le dao) to pour

# (T4

yi di shui a drop of water
— A K

simian all (four) directions
V9

wangwang to take a look
22N

shul gang water barrel

JK &L

shul pido water ladle/dipper
7S /N

yao to ladle out (liquid)
é\é

biindan (geén, tiao)  shoulder pole (i.e., carrying

iz (Hk, 4)  pole)

tiao (qi) to pick (up), to carry

B (A2)

kong empty
72
a

shui tong water pail/bucket

TR AR

da shui to get water

FTK




zou le ji bu

AT ILY

to have walked a few steps

zhou (le zhou) méi

% (T4%) A

to frown

mei banfa

B I

to have no means/way

1

shun (zhe)
(&)

following, along

hé bian

FTA

river-shore

chili (de)
"L (H)

strenuously, with great
effort

tiao (shang shan)

P (ENy)

to carry (up the hill)

zou hui

A9

to walk/go back

zhuang man
D
R

to fill to the brim

mashang

5t

immediately

jingshen (le)

#Ar (7))

to become energetic, energized

xiao (le) (beginning) to smile
)

£(7)

taiyang the sun

p A




xia shan to set (the sun)

THh

nian (qi) jing (1ai) (beginning) to recite the

& (R) 2 (k)5

shéng (leq1 1ai) to rise (to have risen)
F (TARX)

yi tian you y1i tian one-day-again-one-day
— Kk X—k% (i.e., day after day)
tiantian raci everyday being the same
R R At

nianzhe nianzhe (jing) while reciting (the sutra)

SHESH (£)

da (qi) késhu1 (1ai)  (beginning) to doze off

it (#2) maRE (k) 1

haozi (zhi) rat, mouse

#F (R)

pao (le) chu lai to (have) run out

# (THER)

zhi1 zh1 zhi (de) (onomat.) squeaking(ly)
vk v vk (Hh)

jiao (zhe) screaming, screeching
™ (&)

chio xing (le) to (have) noisily awaken
m/l~@§( T ) (ed) one

guo le yihuir after a short while

iF Y —2 L




laosht (zhi) rat, mouse

Z8 (R)

dao lvan to cause trouble, to disturb

il

ju q1 to raise
AL

muya (bang) wooden drum (-stick), used by

Buddhist monks to accompany
7]‘56— ( 7}% ) the chanting of sutras

hénhén (de) fierce(ly)

TR ()

chao towards

B

zh1 de yi shéng with a sqeaking sound
L —

tao zou (le) to (have) run away
#E(T)

wi (Zh?’) to cover (with one's hand)
#F(F)

zul (zhang) mouth

% (7K )

wanpi (de) mischievous(ly)

ﬂﬁ)i (H)

shuangshOu héshi to press the two hands together
XX’T‘/{,\*]‘ (in a Buddhist salutation)

hudié (zhi1) butterfly

sk ()




zhouwei all around

P B

hui (le ji xid) to wave (several times)
# (TILTF)

XiUzi sleeve

AT

gan zou to chase away

laoshi always

ZR

xianhua (zhi, dud, shu) fresh flowers

$Hie (B, &, R)

weén le wén to take a sniff

T

lianlian bu shé (de)  to be reluctant/unwilling to
BERS (H) potwih

gan (ta de) lu to rush on (his) journey
At (fety) %

da (le ge) zhaohu to (have) greet(ed)

:}T (TA) #¢

zhushi watching, staring/gazing
EAL

ba (gao héshang) ling dao (shul gang) gian
fe (&) AF (KRE) A

to lead (the tall monk) to the front (of the water
barrel)




yi wan shuil

— B 7K

a bowl of water

yi piao shui

— Ik

a ladleful of water

ban piao shui

F K

half a ladleful of water

j1 di shui

JUiE 7K

several drops of water

1

yao (le yao) tou

#(T#) X

to shake (have shaken) the
head

lidng tong shui

w9 A 7K

two pails/buckets of water

renzhen (de)

KA ()

serious(ly)

dasuan

TH

to plan/intend to

kan zai yan li

AEBRE

to have seen, to have an
eyeful of...

déyi (de)
& (#)

self-complacent(ly)

hai méi (z6u j1 bu)

r& (ALY )

not-yet/merely (having
walked a few steps)

yushi
T

therefore

shou wu zu dio

3R 5%

dancing with joy

10



zhao (zhao shou) to beckon

?(?%)

mingbai to understand

A e

nao (nao tou) to scratch (the head)
¥ (k)

bu ji¢ (de) puzzling(ly)

R ()

yuanlai in fact, actually

bu gingyuan (de) unwilling(ly)
RER (3)

jingling clever

R

bu ting (de) non-stopping(ly)
MF (3)

tur (lai tui qu) to push (back and forth)
#(RIEX)

xiwang to hope

e

qing (y1i diar) to be (a bit) light(er)
2 (—&L)

zuihou finally, in the end
RJe

sheng qi (le) to be/become angry

A5 (T)

11



réng (xia)

#(TF)

to throw/cast (down/aside)

bei dui bei
| |
# 5

one's back to that of another

zha (le zhd) yan
Bz (Tez) IR

to (have) blink(ed)

zhuyi idea

kaishi to begin

I 45

liang to measure

A

24

changdu length

KE

héshi suitable, appropriate
g

duifang the other side/party
xF 7

zhan... pianyi to take advantage of...
b f B

yinci therefore, for this reason
& 3L

yuan di the original/former place

JR

ta (le xia) shétou

e (TTF) &k

to stick (one's) tongue out

12



turan suddenly

chizi (bd) ruler

RF ()

jihao mark

%

zhongyu finally, at last

YT

you yi shéng méi yi shéng (de) with a sound, with
75-——)‘?‘.5 ,5’2-——)%"; ( Hh, ) silence (i.e., haltingly)

qiao to beat (the drum)
zuan jin to duck into (as a hole)
Xu€zi boots

rén ba zhu unable to hold back

B R AE

taopao to run away

k¥,

huxiang mutually

Z AR

du (zhe) qi to feel resentful, miffed

B (&) A
giao b dao yiqi qu le unable to drum together

r,{;f 3| —#AL £ T any more (i.e., out of sync)

13



gezi

58

each one

zuodian seat cushion
A 4
nuo kai to move/shift away

i ¥in

zOu zhe zOu zhe

walking-and-walking

hudéhong fiery red
Ker

zhao to shine
HE

FARAY

chu le yi tou da han

T — kKT

to sweat profusely about the
head (i.e., one's head to be
drenched in sweat)

hanzhu

e

drops of perspiration

difo (xia 14i)

#(FxR)

to fall (down)

shai (de tonghong)

W (fFider)

(all red from) exposure to
the sun

zhe zhu
WAE

to block out (the sun)

feikuai (de)
e (M)

with lightning speed

po bu ji dai (de)

BRERF (M)

impatient(ly)

14



yitou zha dao shui li

—kILE|KRE

to plunge one's head into
the water

youXIan (de) leisure(ly)
&R (3)
you (zhe) swimming

# (&)

liangkuai (duo) le
wr (%) 7

to become (much) cooler

tuo

%

to take off

guang zhe (jido)

A& )

bare(-footed)

liao qi to lift up

y1 jido the hem of a garment
R A

xidoxin yiyi (de) gingerly

NOHEHE ()

yu qan all the fish

& B
tiao shang tiao xia

Pt _EBET

shang (le) an
E(T) A
huo beng luan tiao

& 5 BBk

to jump up and down

(having) come ashore

jumping around livelily

15



zhéngli
i

y1 piao ji€ yi piao

— I3

to adjust (one's clothing)

ladle after ladle

buman (de)

it (H)

disapproving(ly)

shui de zhéng xiang

E’Jié

right in the midst of a
comfortable sound sleep

chong (le) guo qu

A (T) itk

to rush over

shi jin (de)
#2h (H)

applying force (i.e.,
forcefully/vigorously)

iiti (zhd)
#w (f£)

to grasp, to grab hold

nong xing

Ein

to waken

ha 1i hatd (de)
FEAE (M)

muddle-headed(ly)

toutou (de) stealthily

o far (iﬂ&)

ranhou afterwards/then
Ra

z1 gu zi (de)

e (3)

by oneself while oblivious
to others

giang
Zion

to take by force, to seize

16



gulu gulu (de) (onomat.) glug-glug-glug

koo (L)

shéng qi bu jié xid qi one breath not followed by

= S 1= the next (i.e., out of breath,
‘J: ’L‘Z:%'i‘:]: G breathless)

qingjing situation, scene

R

suoxing might as well, simply

Fyd

bao qi to hold up (with both hands)

AL

(kan) dai le dumfounded/flabbergasted (by
( 7%- ) 7% T what one sees...)

shangxin (de) sad(ly)

s (H)

bi qi (le) yanjing to close one's eyes

A (T ) BRAE

sheng menqi to nurse one's resentment

E N A

kuanda loose

TLR

tao (chu) to pull (out), to take (out)

# (&)

bing (kuai, zhang) a flat pie/cake, biscuit,

B (3. 7K) cookie

zhudn tou to turn one's head

5ok

17



(tamen) lid the two (of them)

(HeAT) 475

pai to hit

¥i

naodai head

Jis 4%

y€ zhu to choke on (food)
ganjin quickly

A

xiongkou chest

Jé) o

yan to swallow

B

lihai severe

i E

meng (pai) fiercely (hitting)
& (4h)

da qi ger lai beginning to hiccup

FrAevg Lk

yi shéng Jié yi shéng one sound after another
13 *
;=

jiling quick-witted
PLR
yanzhu eyeball

AR 2k

18



diao tou

-k

to turn one's head

yéxil maybe/perhaps
A,
sheng xia remaining

#F

chijing (de)
IR (M)

astonishing(ly)

zhéng (kai le) yan

B (7 )R

to open one's eyes

wiqu (de)
T ()

despondent(ly)

yin (le) xia lai

to darken, to be overcast

| (T) Tk

wiyun dark clouds
5=

piao to drift

£/

jin jie (zhe)

B (F)

immediately following

da 1éi to thunder
E

shandian to lighten
N ¥,

dianguang lightning

L

19



liang light/bright

——

=3

73

(feng) yue gua yue da (the wind) to blow harder

( X, ) A& 4K and harder

dong dio x1 wai bending east and leaning west
7_']-_- 'E'J B FE (i.e., bending back and forth)
hdoxiang to seem, to look like
%

dao to fall/topple

18]

zhunbei to prepare, to get ready

B

ji€ (yu shui) to catch (rain water)

# (@R)

meéi xiang dao unexpected(ly)
X AEE

huore fire-hot, buming hot

K

head-hanging and spirit-lost
chui téu sang qi (i.e., discouraged, disheartened,

$3k & &, disappointed)

dianran to light

o PR
AR WAL

y1 shan yi shan (de)flickering

—R—R (3b)

fa (zhe) guang emitting light

2 (F) &

20



chénmo (de) silent(ly)

T (M)

dong zhang x1 wang (de) east-look west-gaze

é{ 7k 752 ( W ) (i.e., to look all around)

(pao le) jiquan (to have run/made)
( E@ T ) )L@ several circles/rounds
da fan to knock down
FTE
zhutai candle stand
& &
kén to gnaw
i

zhao (qi) hud (1ai) (to begin) to bum, to catch fire

& (#) X (k)

mao (qi) yan (lai) (to begin) to smoke
B (&£)3|(x)

manyan to spread

¥

nong thick/dense

;3

giang (xing le) (awakened by) choking
% (BT)

faxian to discover

%3

baowéi to surround

eLE

21



j1 de tuantuanzhuan

543 ) 1 4

Running around helter-skelter
(i.e., in a state of
confusion/chaos)

guagua (de)
R ()

(onomat.) cackling

jin gén (zhe)

B3R (&)

closely following

yi bu xidoxin

with a single lapse of

— s attention
jimang hurriedly
&

ying (zhe)
(&)

going to meet

po to splash

iﬁ

congmang hastily

Z9K)=

bankong (zhong) (in) mid-air
¥z OF)

jiu to save

xia (dai le) scared/frightened

TIRT)

(into a state of shock)

mo (mo) to rub
E ()
anwel (anwei) to comfort

2R (%K)

22



sha tou shd ndo

stupefied, silly-looking

R K AR i
zhan bu wén to be unsteady on one's
3h R A legs

dun (le) dﬁri
E(T)®F

to jounce, to lift then quickly
put down (a person
or a thing)

huang (le) huang

2 (T)R

to sway

hui guo shén lai

to regain consciousness

=] i Ak

feiben to run at a flying speed
R

jiu huo fire-fighting

HK

tongxin xiéli

o

same-heart joined-force
(i.e., with concerted effort)

yi tang yi tang (de)
—A—A ()

once and again (i.e.,
repeatedly going/doing)

nong yan

R IB

thick/dense smoke

pumie (le)

AR (T)

to extinguish (to have
extinguished)

ding (ding) shén
(&) 4¥

to compose (oneself)

song (le) kou qi
(T ) B&

to release one's breath
(i.e., to breathe freely,
to be relaxed)

23



huifu to recover, to return to
}’-
WA

pingjing calm

3

zhou (qi le) méi (beginning) to frown
% (A7) A

bu yue ér tong being in accord without prior
S 21] . ]g] consultation
quantou fist

jiangzhi (de) stiff(ly)

A (k)

la (qi) shou (lai) to join/hold hands
2 (&) F (X)

anzhuang to install

X

lulu (water-well) pulley
HRdp

gua to hang

ZE

gouzi hook

)T

yao (shang) to crank (then to bring up)
# (L)

ti to lift

#

24



tongshi

Fl B

simultaneously, meanwhile

welsheng

B, 5

coda (i.e., the final scene)

weiwei (de) slight(ly)

s (3b)

Iu (chu) to reveal

& (8)

Xiéor()ng smiling countenance
ES8

bi?_mjﬁ playwright

& B

ddaoyan director

IR

zaoxing art/image design

i A

beijing sheji background design
=%t

huijing background drawing
Y= A

<IN 4IN

sheying photography

78T

donghua sheji

ER R &

animation design

zuoqu

(=

composer

25



yanzou orchestra
“F"
//\ N

zhihui conductor

15
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Grammatical Remarks

I . Borrowed verbal measure-words

There are in general two types of measure-words for verbs:
the proper verbal measure-words and the borrowed verbal
measure-words. The former are the measure-words used
always for verbs — such as "ci k", "bian #", or "xia F". The
latter are measure words borrowed from nouns referring to
either the agent performing the action or the tool/means by
which the action is being executed. Borrowed verbal
measure-words usually are placed after the verb as a
complement, but can also be placed before the verb as

an adverbial phrase.

We have in the text 3 sentences where 3 different
borrowed verbal measure-words are used:
"vi ba —#2" (1) ,"yi bang —#" (1), and "yi shéng —&=" (1)

1. AL @b EEBGE L 8Ty,
ﬁ;’[}% T 'E,";}a o Pgl

2. ;A AR EHAFRTIT 45, P&
RATRLILT o pgi0

3. ETAT — 7, HEBARBETH L, rai




II. Reduplication of "y1 + measure-word"

The reduplicated "y1 + measure-word" phrase has the
meaning of "one after another", "over and over", and of
"repetition”. Its main function, however, is to delineate

or to describe; hence, it is different from "many" or "many
times", in both meaning and function. The reduplicated
phrase usually is placed before the verb, as an adverbial or
adjectival modifier. Sometimes a connective such as

"you X" (again) or "jie #" (followed by) can be inserted
between the two identical "y1 + measure-word" phrases.

We have in the text 6 sentences where 6 different
reduplicated "y1 + measure-word" phrases are used:
"yitian you yitian —RK X—X" (1), "yipiao ji€ yipiao

— 24 —2\" (2), "yishéng jié yisheng —F&—#" (1),
"yishin yishin —R— " (1), "yitang yitang —#—#" (1),
and "yitong yitong — A —A" (1).

1. — R —K, KRRKAtb, pai
2. iAa iy — 3t 3 B K ALAT
— I — B ALK K, peld

3. e e e B EM— I — I Mg K,
X AME K, pPgld

4. EMFo A RAR AT BILR, —Fi—
AR RAB, palb

5. AR E R GG RS — ] — N K E K, Pel8

6. AR H S, —A—AHITK,
Fe — A — A 0 K TR BT Mo 28 e) SR KK, Pe2l




III. Verb + "de 4" + complement of manner or
degree/intensity

This structure is descriptive in nature, expressing the
manner or degree/intensity of the action that is executed.
The complement of manner or degree/intensity is usually
an affirmative statement. When negating such a statement
by using "bu A", the "bu A" should be inserted between
"de 78" and the complement.

We have in the text 11 such sentences.

I FRAATER, FB I ed BRI
%%/&E\%%o Pg7

2. \AANFe i 4T R —HF, Ped

3. REA QL 8IMF, ZBLRET, 27
A )M, FAEF AR, Pel0

4. Rty KRBT T —k KT, Pell
538 7T —2 Ly st AR W IFiB 4L T o Rell

6. F AL, AR ES MY,
Ie i An Ao b Tit k. Rl

7. AAHIF EARBET Ao Peld

8. FEfe L shde/ BT T, e EFET . nlb
9. DA RITRBIEE, nl7

10. EAAZF AR, A FREZE L PIF, w8

11. 7 2 D Fe iR B AT IR KR I ay
A FERFE s Pe20

e




IV. The "yi + verb" phrase

The phrase "yi (one/once) + verb", indicating a brief
action, is incomplete semantically. It must be followed
by another sentence, to form a semantic whole, with a
complete, self-contained meaning. The sentence
immediately following the phrase "y1 + verb" is the
consequence or result, the revelation or conclusion,

or the discovery of the brief action expressed by the
"yi + verb" phrase.

In the text, there are 13 such sentences where 6
different "y1 + verb" phrases are seen: "yi kan —&" (8),
"yi yio —&" (1), "yi xiang —8" (1), "yi chuan — %" (1),
"yiréng —#" (1), and "yi pai —#4" (1).

1.3k —F, EMIGMECEE T, 2

2. M m PR, FFT —AKE, AKIR—G,
KEBZWEZAKT o P2

3.MAETILY, £ TFT—F, FKROG—EKLYT! 3
4. ZFe—71, R ALK —MAEKIT

K7 Pet

5. FAe i B FBAE KM, 20— A, "F!

& —F A peld

6. LT AEVE, —F8F, &, WTFEAAN
H 4 FF\ 7 Pgl2

7. MFEREMLAER? BLT—A, 255 g2

8%%%%%7% Fe KIRAEKAELE — 75,
5&’}9‘ :S'th}(ﬂ: T Pg IS

IJ ﬁﬂr‘jﬁﬂmﬁ\? [lj4£7j<§12 7% 4 /Xﬁ
KT? pel3




10. —F&, MHLE2LERT LT, rall

11. B2t KA T AfeAm, —Jag,
BRT AT 2o —ILB,  rels

12. LR &G e iR zrk— 38, L EIF AL
— A&, WHEEREZARK? ri6

13. =4 Fehi— A28, #R%AELT B, ol




V. Verb + "qilai &2 %"

When "qilai #3k" is used as a verbal complement, it has
the meaning of "beginning to". It also implies that the
action (if the verb is an action-verb) or condition/situation
(if the verb is a stative-verb) has a propensity for
continuation. If the verb takes an object, that object is
usually placed between "qi #2" and "lai &".

We have in the text 21 such sentences, using 13

different verbs to form the "verb + qilai" or
"verb + qi + object + 1ai" constructions.

| B THY L L L, BERT LG
MFFEAL K R, Pe2

2. KIAF LT, IMekdizi,
3. Fe A EA LR, ITARERE R, Ped

4, e A%k, P
5. 1 Fed Bt —AAE TA R, Pl

6. RARBARGLFT —FRF,
TRARARFERBIZE, Py

7. AN Fe G LA Bk pell
8. F/ e AR B A X AAL 2k, pelo
9. BEFe iy Bt kidmitE, FEENK

SRE) AT, AR EE—KILBIKE, Bl
K 5 Pell




10. By —3E /D G 3) KEeLHT, —IRNE—
IRH B ALK K, Pgld

1. f— BT — fe KRB FREE, KGN
B R BB ALKET , reld

12. W FeiFe S Fe i A M —IAE— IR B K,
Xiﬁi’éé’b%o Pg14

13. Hfai— k3Lt KAL B v vle@ 3h g T
AR, Peld

14, ARz TIZR, NEKGH ZHET
— 3 )UAE, "L T AR, elb

15. A Fe AR R 12 W AT 4275 )Lk, Pelb

16. e ERILH, FEREET hk, tustsk
AL T ALk, Pelb

17. FA~Fe i R FLHL K o Pelb
18. B3k bk S, FrdavhAci itk pel8

19. SEIRACFWT T, A—2ILEI L, BB TR
wEh, KR, @mERBREAMAE, 8

20. EAFeHHE T, FAAF K, 2

21. Ay F 2 —ABEF—mK, —3ILBT
AL K Pg23




VI. The "bd 2" sentences

Chinese "ba #2" is typically classified as a "preposition"
when, in an "inverted" sentence (where the object is
positioned before the verb), it occurs before a noun or
a pronoun that serves as the direct object of the transitive

verb. There, "bd 42" has the meaning of "disposal" or
"handling". The transposed noun in such a "ba #&" sentence
is generally "specified", hence the frequent use of the
determinative "zheé iX" or "na A", or of other modifiers
having a defining nature.

The "ba 2" construction is preferred, or even mandatory,
in sentences having a complex predicative environment.
Examples include sentences where the predicate

consists of a verb and a complement; or where the
predicate consists of a verb and two objects; or where
the predicative verb is either duplicated or includes
either of the aspect particles "le 7" or "zhe %".

As a general rule, the negative adverbs "bu R" or
"méiydu X A" are positioned before "ba e".
Altogether in the text, there are 37 "bd #&" sentences.

1. AGBE, (IFed) FeREIFKEL,
X HEH T Ko Pe3

2. —RNEFHT B, v F,
Fe N Fag VBT o ped

3. ;A E T JUT AT, BIesisEt, ro

4 SHFm BT R, EEMMTEEHT —
B, AT, wSREETRE,

e dyde G Fe B AR D) RAELAT,  Pe

B he R ICARBEK B E T o Peb

B R —4a Il ieiX FIRRKEFE T , P66
N FeB e R G LR KEAB L T 4,  Peb

© N o v
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9. Z AR ICHIL B KELE  Pal
10. ATty —AL e KAB) 3 T ARELE Dol

11. #F5 ZAR &g I Faih B R e KA
Sy ey AR A, Pe8

12. (A ) REA 8 I LEIRIT, pai0
13. fude 3T PLT o Pel2

14. FEFe i e RS -T2 2 ok pel2
15. e ARG & 30 = 2 7T 25, pel2

16. BAFaHeB % T K, JeKIRAEKEE —F5,
B AT T o peld

17. S i WAL Fo b 69 R, 1% 2h )L AL,
B, T THF—2)LFjeEfey F82 . peld

18. IFahshie mie I T b, Pl

19. f— A BT —iA fe /KB BE KA E | peld

20. N H e G e A i —EE— M
Bk, X AMEK; LK, o
FaiEF| —iA, pgld

21. FEFeh AR XAVE R, Xk, &
%iﬁ%ﬁ%@%i@ Pg 14

22. FEfe itk B T AMeim, —ARER,
AT | T o T A — 3 UG,
BT hrie— 8 )UEAFAEFET LT, nls
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23. BEfeiy L ashie el T T, pelb
24, WS ML, e ET Hk, k6

25. JAn i —e L T AL, JoR T ey — R ILK
%F“L%%T o Pglb

26. ME IR TR, BEXINMERE,
Y AT, Xﬁi'%«’f@iiﬁ&lﬂi? Pg 16

27. BRI N ERE T, gt

28. PR DHEFXHT Hk, REKBZEHIHTIL
BiE, Sk LT4ER, —TFTFsiedFyrLirs
B ET, pois

29. MERTEZE, BMRMRK, F=AFd
%‘Ff/“"'ﬁ\@i'f Pg 18

30. BAe iyt ARAR K IE & K K, Pe20

31. WA &l de A & F 49 DN e R FEE F &
T Tk, pe20

32. TAMF & Lo Fo B T 2, p20

33. ZAARIWHR S, —A—FIFTK,
JE,— A8 — A% 04 7K TR B M 2R &) SR KOK P2l

34. BEFei ) FAAFTK, T RKiekiEHE
B s 0G4 F b pe2

35. DNFaie A AKIE E TR, pe22
36. Zfe T KB K KAE, e RE D, e

37. INFa e & Fe i Bpu by — AN KAR B 2
AL T S, P22
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VIl. The "bei #4" sentence

As a coverb, "beéi #£" is used in the passive-voice sentence
to introduce the agent of the action, and as such is the
approximate equivalent of the preposition "by" as used

in the English passive-voice sentence. The "bei #"
sentence is frequently used to express a negative

sentiment or situation (such as suffering or hardship).

It can also be used for emphatic purposes, and can
sometimes be converted into a "bi #&" sentence.

We have in this text 10 "be&i #%" sentences.

1. (e — R & 54k T, Pl
2. Bk T AW AR, Pgl
3.3 7 — 2L IR IBAFIE L T pell
4. PDRYARAT KRB E, Pell
5. BORACER T o pels

6. TP T AR, RILH TEZH IR
KB T, pgl8

7. 'J‘ﬁt’r‘%*‘z:'l"\‘»‘, X%*i*‘/\ ﬁ]% é;]"’@
8. WA BT R T 5 Pe20

9. T A PN FeH B R AT LB Ime, A
AL 3ERAE o Pe20

ATHF—FF, KKLTHINRT, pe2i

o Pgl19
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V. Functions of "zhe #&"

The verb marker/ending "zhe %" has several functions:
1). Positioned after an action verb, "zhe %" indicates the
progression or the continuation of an action. The adverbial
words "zhéng ", "zai £", or "zhéngzai iE£" often occur
before a "verb + zhe " phrase.

2). "Verb + zhe" can indicate "existence", which usage is
usually descriptive in nature.

3). "Verb + zhe" can be used as the first verbal phrase in
a "two verbal-phrase" sentence. In such a sentence, the
"verb + zhe" describes the manner in which the action
expressed by the second verbal phrase is executed.
Sometimes the "verb + zhe" is reduplicated to show that
the action expressed by the second verbal phrase begins
when/as the action expressed by the reduplicated

"verb + zhe" ends, thereby connoting a natural resultative
transformation from the first action (expressed by the
reduplicated "verb + zhe") to the second action
(expressed by the second verbal phrase).

4). "zhe" can be suffixed to a few specific coverbs:
"chénzhe # &", "shunzhe IR &", "xiangzhe ¥ &",
"chaozhe #1&", or "jiezhe & &".

We see in this text 42 sentences with the verb
marker/ending "zhe" used.

1. A= Fedh esb b 5, Pl

i FeBi kA EDNE, Pgl

MEFF B E— ., P

LR G A — AU AR, Pe2

MFEFREET T, P2

AMEAIE A R R, P2

R T LA e — AN, Pe2

MR AT T eeeg AR T WL TTA, P8

A—R, IMehAELSAZ, TTARBER, P
12

O o0 N o Ut K~ WD




10. —RAD#FHTFIT Bk, oo 5, Pl
11. P FeHIE 5", P

12. 5FeHBTHE, EENMTFEEHRT
— R B, P

13. ZFR AT T deg LR E£2 T
TRE /N JE, Peb

14, DA LR G At A, TIEK,
R E H S, Pl

15. DA R R L S FHAT . ral
16. A Fe iy A AP — AN E KA, P8

17. A Fe i — R EHEE A, P

18. HAVIZIEH A — F &k — F oS A K&, pelo

19. FERT AT AR LA, IMeBAR
AAIEZERRIE T, pelo

20. e A K B30 5T I T —H, Plo
21. /N Fe i AR F A XA E R, Rl

22. mBH ARARIIT, ZLREKT,
A fFm i )L, A EHF AR, P10

3 MFeh A S EHERMERT . pil

A 1
9
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24, MEAHF S B EIERMGHE S, Pl

25. RIEIF LT, FET L, KA.
WARRA, POEARTT, g

26. W FeZ o EE TR, RiEMA EH, 13

27. B A A AL AR EITKT,
ey Fe g e B ET o relt

28 ey A Toly, AF|FMA, 37T WK,
IMEZT T HEHOLE, £RHE, i

29. /e e G fe i A A —ERE— IR B K,
X AARE R, pgld

30. MEFHE=ANFod. AW AA TR, il

3. MR, EREBEETHER, taxtii
HrB T AL R, pelb

N.EEZHTik, BEAEZXZITE. LENRAY, kl7
33. AN Fe el IR AR A R BRAEFR Pell

34. ME I IRETIEZ P &, Pel8

35. FAR SR &G sk — ] — A 3 K 5 K, Pel8

36. iX B A% N F 0 N B R ei ] AR A T, pelg
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37. ALFE_ & I Fe i DAL | A2 KA R AR
AR, SFeH Bk A, Pl

38. FEAe il A, Peld

39. AP, mime—kPFH—AKME, F—
KBk A DA BRI E R T , el

40. feA Bl de b H & T8 DA A FE T PR
T Fko P20

41. KB F , Pe2l

42. ZANFaF B AP 5 —miK, —HILB
T %éf]’io Pg 23
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A—Xk, A—E D Ffed ek bt F,
W g B ARG ERARE, Db
HEENE, AEE, H—E5BL8HT
B Ak TR WK, DAk AR
%ﬂ%ﬁ&iﬁﬁ Wl g TEE YR,
¥ T e—de, MMedsETAR, #gE
ﬁi,xx,miﬂ T—ERLE LT,

Ly sty WA EAENE, B
FRARE, Ded A e, A RLBER
BBEE, S5 PHRE—BILR, LR
FEIE F — OB, LS B E R T,
BaTedE— TRt 2. 2T L3 F 3808
Fe—BAE, MMehETHES LR L
SEAERT L RS AR, I —F,
ARG EH LB ET, & »{mﬂi /)~ Fe
BT B, AR -

P — KK
T, e EmEE
A3 T — B KA,
RKIN—5, K
AL LE A KT (\@

¥




N Fa iy A RdERA T W B = K AR A
TR, kAT, ATEY, £TF
— &, RO —BERT | DRk T A,
1B & ik, BREITR, BEEFSTYS
a0 AR T T, 1T mARK,
L AR, &
=g, fekpliE
KEAL e bR,
ERmTAR, BT [
BHAELE EskdEAr T, k]
BMELET,

|
a

—

KB TLT, IMedmdseR;, K%
SFTARE, MMehstEiTk, — X X—X,
FEdmit, H—F, ey EAhLeE,
ITARER, — BOETFIT B R, s
] | Je e P ERT L e L
SRR, BT —4g, NERXRIBEL,
e RA R TR AT § AT
x, PERARM—FERAET DFHIEE
%, ACARWET



BT RA, BREEART —EEFEST
W g, — B S Ae ) B B R AR
*, SFHET L& T4T, Bledskg s,
A E A RA, SRHATHE, £X
WA TAREET A&, MTH, RHA
Je &t G A T ¥ b, B B FRh AP &Y
MAET ., SFeBEREE T RER
Fod st | w8 AR AT, R— 8 5
MAFTE R LGL T,

e BIE 44 W e L B A B T
TEGNER . DA EALSE, FI S
it RARETRK, MERHEFESTITT

; Bt EBF 6
AT, Iekiedf
MAR R KELET, &7
Ho—BiK, &Ae ik
st ie A ai KB 2T o
W 5 T —OK,
TS b6 BTH—FH, Gi
AR — Lkt FRAKLBRT , HiE
18, N Fe ke A A R R AR 4 T A,
BTHBAH: EHT.




5 e e mE sk B K ALAE, A BIEK
Mt A LB, 2T XK, DG
Fph—BAZET AR, SFHITT wAAK,
= T B, B ey — AL KA HE T K
STAT

K TLT, mEfH—AZALMS
&, RgitTRR, sffE2mitRE,
A B BT HE LR, Dk A ERAZE
EWET, RAEEM, BEALY, &
Fa— 2, R EH R —MEAZITK
" TARMFKETER, I Al
BT TS RIGR., fed i Feih B8 F,
N R G B Bt E3IE, R
WhE S, REAGFH LM N Fed—
AL FATK, D Fe iy RIF R IR E S e ik A
T




AR Aoy A eI F — B = KAF, T
L EFTK A5 F AR KA ) Fe ik 40T Fe K AR
EEfed AR, SGRFHXETER, W
AL EAR TR R, AR Tig,
HT MK, mEfRH—RkEFEE L,
P& b AT SR AR GG B AR — AR RS M3 R
A g TP 3 — 2k
. A FEALAE R

! T, BT T miEFKME,
B FHBFAETH L,

= #® T —g 5, e
O T Mes TR, A7 —1@

f = i&, BL®I AIE
W, A AF=mIEYEE, AR —EEE
KA M T, SR T =T, 1252
gy F e Fedh g FXKIF %, miBERS =4
R—A, FEAAHFEALA TR T, H
S EFEHFHALTYT RH, DfedE S5t
T FEHR, BT —€ 5%, IfekiEiia,
RREAR LB T —Je R T, ALHART
wALBMIER, SN A ELEMAE LT AR
., MBALAKI T ABGT, BAK
W, AL,




X FLT, @@%hx%%biw
R, PIRIRILE —BE — BRI E K E,
'J‘%fﬁhiﬂl\;}% J%LT o IV*‘//\, '6’5%51}57 %
Fom g T 42, AXRTaTAEB LA,
WA B REFZEF AR ET , S8
ARKEHEHEIRTITT —F, P RA2R
LI T . WAFeH AR E R L AATLE R,
T 2 T — R BAAREE B R D) —&
%To%ﬁéam£%%% BHTRET,
A AT, FHETA A,

LB T &K, —AFERHLHEIR
AT, MidAFEEFRGHRT, Ka
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TR, b RIFHBTF ) 3
A I A RAT B 4T
A% A2 LY e
) AL R Yy,
AW —A, !
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Wik, FHERMEHIE TR, BREH
Wo—3AFLE| K AL, vBALK R,

A



AR LN EKKM R E . e

BB T ARVABIRES T, L ReT , 4k
FeHFMT, FEFE, REH | AR
B, N HEBAWBT, SEEM TSN E
BT, LT ELME, —FH
F, R, RFAEAELER )
B BT —F, 248! i ,’g
%hm%%%“%%ﬁém,(¢g$“
R, GEEH ALY, iy W
AR R B AL o, sk T AL R, IR
WFRIR, A B NBREAERT A,

i Fa g — 8 N BRI R) KA RT, —IK
%*%%%i%% ) e iy e 12 A i 3h
5%, RAAF A, Hfdrdag T K,
e KIRAZ K ALAL — B3, PR AR T
Nedfe g i R —F, EREA
KT? B—F, Mih o3t bk
x 7. ARZENKE, LFHAHBESFELRGF
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Wy LB, AEBE, T
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B, XLAEARR; REAKIN, e
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R T LT, = BFf&iE QB8 X &
BEARTAN R, BELREHE, RTFHAT,
NFez TIZIR, ME KR4I AZHE T
— WA, LT AR, Gie AT A
ST A, HihRaEaE T A
fla, —3RE4%, ART gy
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aabiests kT TR, 2F 0 )
BFRET, HERAEFRMLM O,

= B Fe AR RS AT AL SR, — B
FE— B, MR BEF e IRk —
W OWBABRSAA—F, LHFEMER
HAK? AR, AL T Rk, %
PHZFRAMBTRR SFfh—leigid T
L, R T —B R KFBF AT, BN,
B Fe L3 T 8 R B Fe i 3R AR AL TE AR,
AT, B B BH TR, AREMEE
ZHh, BTHRTF, IRZRERELET.
i et B R SR | B N G 7T Sl i



KGHART ., A —F 0 KEL,
IKAGFe mIEAR BRI, RIZIZAMIET
T &, g]ﬁ'f}ﬁz«(‘?]\ﬂl\ R EXLLTE.
XAWRE, EXFeDEBRET, Z1Bf
P AR E R . RAF IR, hE, BE
B S | BALARBEA K BRI R
BlHE, DB RE T, ARG
AEB B, ABKE, B3 ELAETH

T, AL AT %iiﬁﬁ% %
M, dh REFETGK, LB EE
%T,A%%k%xaiTgf@%hﬂ
38 R M T T /KRE Ao KA

B IR BT E T 2%, FARAL A BT
XET, mARZEBR GGG — P — P %
K. ZABFH A BIRE AL | TR T
Lt BREDEFIITHR, REBEH
o7 S BEA, Sk ETHEEL, — T Fstied
WEATIEO LT o ek L, BdevE
AUHEE R, HUBAFETT , 3 —iF 5Bk,
B2 T AL, FAKR, mAREFA
R, AR TFAEG L, MAME, o=
AAe HARLEBET . FodIBk T AR, 2
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EIENE KK, BT IF—m-F, K K&HH
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Vocabulary

héshang

e i

Buddhist monk

lu (tiao, duan)

#% (M. &)

road

nido (zhi)

5 (&)

bird

sheénbian
g

around (one's) body

fei 1ai fei qu

e f A&

to fly back and forth

tai tou

15 28

to raise the head

(méi) zhuyi
(&) =&

(not) to have paid attention

wigui

BE (B)

turtle

ban dao (le)

to trip/stumble over

&8 (7)
si jido chao tian four-limbs-towards-heaven
A i.e., to be flat on one's back)
g HGF é}] b3 (i.e, to
zuo (q1 1ai) to sit (up)
2 (A
zheéngzai right then

iEFE




pinming (de)
()

with all one's strength

Z1ji

S

(one)self

fan (guo) shen (lai)

(@) 7 (R)

to turn (over) one's body

bang le (té) y1 ba

7 (e) —t

to lend a hand (i.e., to help)

zhan (q1 1ai)
%(%%)

to stand (up)

jixl to continue

wang gian zou to walk/go forward
T A

bujit not-long (i.e., shortly)

R

da shan (zuo)

big mountain

Kol ()

shan jido foot of the mountain
L

shanlu mountain road

Ly &

wanwan ququ twisting-and-turning
*%*—" Q%Q\ﬁﬂ\ﬁ]

shanding mountain-top, top of
J—JTE a mountain




miao (zuo) temple

B (R )

(miao) pang beside (the temple)

(B) 5

shu (ke) tree

B (AR)

zOu jin (miao li) to walk into (the temple)

A (B2 )

guanyin xiang (zu0) image/idol of the Guanyin

%%%,f% ( }‘_-T-i) Bodhisattva

shou zhong inside the hand
X

peng (zhe) holding (with both hands)
#= (%)

huaping vase

FEHA

cha (zhe) placed, inserted
(%)

shuzhi (zhi, gén) twig

A (B, &)

gua (zhe) hanging, hung

# (%)

lianzi curtain

T

bai (zhe) displayed/displaying,
jﬂb (%) placed/placing

3



gongzhuo (zhang)

g (&)

offering-table
(i.e., table for setting out
offerings/scrifices)

fang (zhe)

& (%)

put, placed/placing

lazht (zh1, gén)

HE (. &)

candle

xiangla
i

incense burner

dan (le dan)
#(T74#)

to brush off, to wipe off

shénshang on one's body
gLk

chéntu dust-dirt
Bt

gul (zai) to kneel

¥ ()

dianzi cushion
*T

xiang towards, to

&

ké (qi) tou (1ai)

A (#2) 38 (R)

(beginning) to kowtow

yijing already
FE
nian (le) to wither (to have withered)

5(7)




na qi
£

to pick up

dao (le dao)
# (T4)

to pour

yi di shui
— A K

a drop of water

simian

V9 g

all (four) directions

wangwang

24

to take a look

shul gang

FK AL

water barrel

shul piao

IKE

water ladle/dipper

yao
&

155

to ladle out (liquid)

biandan (gén, tiao)

mif (AR, %)

shoulder pole (i.e., carrying

pole)

tidgo (qi)

P (A2)

to pick (up), to carry

kong
5
A

empty

shul tong

TR AR

water pail/bucket

da shui

FTK

to get water




zOu le j1 bu

A7 &S

to have walked a few steps

zhou (le zhou) méi

(TR A

to frown

mei banfa

to have no means/way

shun (zhe)

Ja (%)

following, along

hé bian
i

river-shore

chili (de)
v, ) (o)

strenuously, with great
effort

tiao (shang shan)

B (Ey)

to carry (up the hill)

zou hui

A

to walk/go back

zhuang man
* \‘
. B

to fill to the brim

mashang

Bl

immediately

jingshen (le)

#Ar (7))

to become energetic, energized

xiao (le) (beginning) to smile
£(7)
taiyang the sun

X%




xia shan to set (the sun)

T

nian (qi) jing (lai) (beginning) to recite the

& (R) & (f)

shéng (leqi lai) to rise (to have risen)
F (TAR)

y1 tian you yi tian one-day-again-one-day
— kX X —Kx (i.e., day after day)
tiantian ruci everyday being the same
R K Fm itk

nianzhe nianzhe (jing) while reciting (the sutra)

~2 ~2 -
RERE (&)

da (q1) késhu1 (lai)  (beginning) to doze off

Ir (&) saeg (&)

haozi (zh1) rat, mouse

#T (%)

pao (le) chu lai to (have) run out

s (THAR)

zh1 zhi zhi (de) (onomat.) squeaking(ly)
vy vk vk ( e, )

jiao (zhe) screaming, screeching
™ (%)

chdo xing (le) to (have) noisily awaken
a}~@§(7) (ed) one

guo le yihuir after a short while
BT 45




laosht (zhi) rat, mouse

ZR (%)

dao luan to cause trouble, to disturb
B
Jju q1 to raise

RAL

milyﬁ (bang) wooden drum (-stick), used by

Buddhist monks to accompany
7]"%‘ ( 7};‘:‘ ) the chanting of sutras

hénhén (de) fierce(ly)

TR (3)

chao towards

g;] ......

zh1 de yi shéng with a sqeaking sound
" I, — A

tao zou (le) to (have) run away
#E (7))

wu (zhe) to cover (with one's hand)
#E (%)

zui (zhang) mouth

% (3k)

wan 1 (de) mischievous(ly)

(%)

shuangshou héshi to press the two hands together

301 (in a Buddhist salutation)
hadié (zhi) butterfly
wk (%)




zhouwei all around

P B

hui (le ji xia) to wave (several times)
E(TAT)

xiuzi sleeve

Ah-T

gan zOou to chase away

A2

130shi always

g

xianhua (zhi, duo, shu) fresh flowers

TAC NENE S

weén le wén to take a sniff

B T

lianlian bu shé (de)  to be reluctant/unwilling to

%24 %24 ~ #é’;‘ ( i’JZ, ) part with

gan (ta de) lu to rush on (his) journey
#2 (Huty ) %

da (le ge) zhaohu to (have) greet(ed)
h(T@)?%

zhushi watching, staring/gazing
TEAL

ba (gao héshang) ling dao (shul gang) gian
te (BAeik ) 482 (AKdr) B

to lead (the tall monk) to the front (of the water
barrel)




y1l wan shui
—BEIK

a bowl of water

y1 piao shui

—IRIK

a ladleful of water

ban piao shui

FIRAK

half a ladleful of water

j1 di shui

A K

several drops of water

yao (le yao) tou

# (T#%) 3

to shake (have shaken) the
head

lidang tong shuil

Y AR 7K

renzheén (de)

AE (M)

dasuan

THE

two pails/buckets of water

serious(ly)

to plan/intend to

kan zai yan li
AAERE

déyi (de)
BE ()

VvV

hai méi (zou ji bu)
s 9L (i& )
yushi

to have seen, to have an
eyeful of...

self-complacent(ly)

not-yet/merely (having
walked a few steps)

therefore

shou wu zu dio

F IR

dancing with joy

10



zhao (zhao shou) to beckon

B (8BF)

mingbai to understand

HaR=)

nao (nao tou) to scratch (the head)
# (3)

bu ji¢ (de) puzzling(ly)

R ()

yuanlai in fact, actually

bu gingyuan (de) unwilling(ly)

Rk (3)

jingling clever

bu ting (de) non-stopping(ly)
Mz ()

tu1 (1ai tu1 qu) to push (back and forth)
i (CRIEE)

xiwang to hope

2

qing (y1 diar) to be (a bit) light(er)
g (—23)

zuihou finally, in the end
A

sheng qi (le) to be/become angry
2R (T)

11



réng (xia)

# (TF)

to throw/cast (down/aside)

bei dui bei
B 9l b
¥ #3

one's back to that of another

zha (le zhd) yan
Bz (TEZ) R

to (have) blink(ed)

zhuyi idea

kaishi to begin

) 44

liang to measure

o

2

changdu length

& E

héshi suitable, appropriate
&1

duifang the other side/party
$435

zhan... pianyi to take advantage of...
AGeeeees g T

yinci therefore, for this reason
3

yuan di the original/former place
JR

to stick (one's) tongue out

12



turan suddenly

chizi (bd) ruler

RF (F)

jihao mark

LR

zhongyu finally, at last

% F

you yi shéng méi yi sheng (de) with a sound, with

75]—___,%_" 5)2_,_;‘{{} (3, )  silence (i.e., haltingly)

qiao to beat (the drum)
zuan jin to duck into (as a hole)
XUu€zl boots

T

rén b zhu unable to hold back
Y NE

taopao to run away

%

huxiang mutually

& 8

du (zhe) qi to feel resentful, miffed

B (F) =

giao bu dao yiqi qu le unable to drum together

n{?(- él] % T any more (i.e., out of sync)

13



gezi

58

each one

zuodian seat cushion
A 4
nuo kai to move/shift away

R B

zOu zhe zoOu zhe

& FAE

walking-and-walking

hudhong
K 4L

fiery red

zhao
Jiicd

to shine

chu le yi tou da han

T —BAKT

to sweat profusely about the

head (i.e., one's head to be
drenched in sweat)

hanzhu

RS

drops of perspiration

dio (xia 14i)

#(FR)

to fall (down)

shai (de tonghong)

B (ffid4r)

(all red from) exposure to
the sun

zhe zhu

to block out (the sun)

feikuai (de)
e ()

with lightning speed

po bu ji dai (de)

BREF (M)

impatient(ly)

14



yitou zha dao shui li to plunge one's head into

— 3R atb _@] 7&3@ the water

youXIan (de) leisure(ly)
& ()
you (zhe) swimming
(%)
liangkuai (duo) le to become (much) cooler
w (%) 7
tuo to take off
Jivé
guang zhe (jiao) bare(-footed)
rtE (W)
liao q1 to lift up
AL
y1 jido the hem of a garment
R A
xidoxin yiyi (de) gingerly
NS HERE (M)
ya qin all the fish
tiao shang tiao xia to jump up and down
P LT
shang (le) an (having) come ashore
E(T) A

huo béng luan tiao jumping around livelily

el

15



zhéngli

%3]

to adjust (one's clothing)

y1 piao ji€ yi piao

— 2K — 2

ladle after ladle

buman (de)

i (3)

disapproving(ly)

shui de zhéng xiang

B {3 OE A

right in the midst of a
comfortable sound sleep

chong (le) guo qu
B (7)) @&k

to rush over

shi jin (de)
By (M)

applying force (i.e.,
forcefully/vigorously)

jiti (zhlr)
#w (4E)

to grasp, to grab hold

nong xing
7 B2

to waken

hit 1i hitd (de)
MEME (M)

muddle-headed(ly)

toutou (de) stealthily
farfar ()

ranhou afterwards/then
RIE

z1 gu zi (de)
BAEE (#)

by oneself while oblivious
to others

giang
®

to take by force, to seize

16



gulu gulu (de) (onomat.) glug-glug-glug

kol (k)

Shéng qi bu jié xid qi one breath not followed by

- > > the next (i.e., out of breath,
LERET £, (

breathless)

qingjing situation, scene

E3

suoxing might as well, simply

F g

bao qi to hold up (with both hands)

FoAL

(kan) dai le dumfounded/flabbergasted (by
( 75. ) 7% T what one sees...)

shangxin (de) sad(ly)

17 (H)

bi qi (le) yanjing to close one's eyes

AL (T ) IRAF

shéng menqi to nurse one's resentment

4 &

kuanda loose

AR

tao (chu) to pull (out), to take (out)

#(H)

bing (kuai, zhang) a flat pie/cake, biscuit,

/gﬁ'. (i}é\ 5"%) cookie

zhuan tou to turn one's head

¥4 38

17



(tamen) lia the two (of them)

(Hfr ) 4

pai to hit

%12

naodai head

W%

y€ zhu to choke on (food)
+ )

e A

ganjin quickly

A2 H

xiongkou chest

iz A=

yan to swallow

lihai severe

& E

meng (pai) fiercely (hitting)

% ()

da q1 gér lai beginning to hiccup

ATAE SR

yi shéng Jié yi shéng one sound after another
X > X
—HR—%

jiling quick-witted
HeE
yanzhu eyeball

AR 2k

18



diao tou

38

to turn one's head

yexil maybe/perhaps
sheng xia remaining

T

chijing (de)
i ()

astonishing(ly)

zhéng (kai le) yan
(T ) I’

to open one's eyes

wuqu (de)
£ ()

despondent(ly)

yin (le) xia lai

e (7T) FR

to darken, to be overcast

wﬁyﬁn dark clouds
piao to drift
T

jin ji€ (zhe)
T (%)

immediately following

da 1éi to thunder
g

shandian to lighten
Mg

dianguang lightning

19



liang light/bright

——

=3

73

(feng) yue gua yue da (the wind) to blow harder

(ﬂ) %E@ﬂ\’ck and harder

dong dao x1 wai bending east and leaning west
i'@] HE (i.e., bending back and forth)
haoxiang to seem, to look like
315

dao to fall/topple

18]

zhunbei to prepare, to get ready
4

ji€ (yu shui) to catch (rain water)

# (MmK)

meéi xiang dao unexpected(ly)

pgEkd

huore fire-hot, buming hot

head-hanging and spirit-lost
chui téu Séng qi (i.e., discouraged, disheartened,

£ E R disappointed)

dianran to light

LS

yi shan yi shan (de)flickering

—P—k (&)

fa (zhe) guang emitting light

B (F) A

20



chénmo (de) silent(ly)

TCE (M)

dong zhang x1 wang (de) east-look west-gaze

ﬁg&@fyfé ( W, ) (i.e., to look all around)

(pdo le) jiquan (to have run/made)

( ﬁ'@ T ) 79,& @ several circles/rounds
da fan to knock down

T8

zhutai candle stand

¥ 4%

kén to gnaw

"

zhao (q1) hud (1ai) (to begin) to bum, to catch fire

& (#) K (R)

mao (qi) yan (lai) (to begin) to smoke
=?
g (&) ZR)
manyan to spread
it
nong thick/dense
4
giang (xing le) (awakened by) choking
2 (BT)
faxian to discover
B
baowei to surround
eLE

Z1



j1 de tuantuanzhuan

22 B

Running around helter-skelter

(i.e., in a state of
confusion/chaos)

guagua (de)
gRoR (3 )

(onomat.) cackling

jin gén (zhe)

o (%)

closely following

yl bu xidoxin

o \/J\‘G

with a single lapse of
attention

jimang

Eas

hurriedly

ying (zhe)

g (%)

going to meet

po to splash

e

congmang hastily

ZJK=

bankong (zhong) (in) mid-air

¥ ()

jiu to save

xia (dai le) scared/frightened

W (RT )

(into a state of shock)

mo (mo) to rub
B ()
anwei (anwei) to comfort

2R (ZR)

22



sha tou shd ndo

1R AR N

stupefied, silly-looking

zhan bu wén

> =2
sk R EE

to be unsteady on one's
legs

dun (le) dun
F(T)F

to jounce, to lift then quickly
put down (a person
or a thing)

huén(g (le) huang

£(7) %

to sway

hui guo shén lai

= 8 A R

to regain consciousness

feiben
ek

to run at a flying speed

jitt hud

Hok

fire-fighting

tongxin xiéli

BN W)

same-heart joined-force
(i.e., with concerted effort)

yi tang yi tang (de)
—A—A ()

once and again (i.e.,
repeatedly going/doing)

nong yan
A I

thick/dense smoke

pumie (le)

ik (7))

to extinguish (to have
extinguished)

ding (ding) shén
() AF

to compose (oneself)

song (le) kou qi
* (7)) 7&K

to release one's breath
(i.e., to breathe freely,
to be relaxed)

23



huifu

WAL

to recover, to return to

pingjing calm
zhou (qi le) méi (beginning) to frown

(T ) A

bu yue ér tong

being in accord without prior

R &g ) consultation
quantou fist

%38

jiangzhi (de) stiffly)

188 ()

12 (qi) shou (lai) to join/hold hands

() F (&)

anzhuang
ey

to install

lulu

SRR

(water-well) pulley

gua

#

to hang

gouzi

5 F

hook

yao (shang)
#(L)

to crank (then to bring up)

to lift

24



tongshi

7] b

simultaneously, meanwhile

weisheéng

R

coda (i.e., the final scene)

weiwel (de)

s (M)

slight(ly)

It (chd)
#(H)

to reveal

xiaorong
A o

N Ao

smiling countenance

bianju

4R

playwright

director

art/image design

beijing sheji
) >t 2
H R ET

background design

huijing

4

background drawing

sheying
A

photography

donghua sheji

EE

animation design

zuoqu

1 W

composer

25



yanzou orchestra
CEN
//\ A

zhihui conductor

L

26
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Grammatical Remarks

I . Borrowed verbal measure-words

There are in general two types of measure-words for verbs:
the proper verbal measure-words and the borrowed verbal
measure-words. The former are the measure-words used
always for verbs — such as "ci k", "bian #", or "xia F". The
latter are measure words borrowed from nouns referring to
either the agent performing the action or the tool/means by
which the action is being executed. Borrowed verbal
measure-words usually are placed after the verb as a
complement, but can also be placed before the verb as

an adverbial phrase.

We have in the text 3 sentences where 3 different
borrowed verbal measure-words are used:

ny‘l b _j;BII (1) , ny|' béng _%n (1) , and ny‘l Shéng _%n (1)

1. 53R R EEBGA R TEB S R,

HETE—I o pa

2. ;A ARG EZERTHT —, I

3T T — A, HEANMBEAE TR L, P




II. Reduplication of "y1 + measure-word"

The reduplicated "y1 + measure-word" phrase has the
meaning of "one after another", "over and over", and of
"repetition”. Its main function, however, is to delineate

or to describe; hence, it is different from "many" or "many
times", in both meaning and function. The reduplicated
phrase usually is placed before the verb, as an adverbial
or adjectival modifier. Sometimes a connective such as
"you X" (again) or "jie #" (followed by) can be inserted
between the two identical "y1 + measure-word" phrases.

We have in the text 6 sentences where 6 different
reduplicated "y1 + measure-word" phrases are used:
"yitian you yitian —X X —X" (1), "yipiao ji€ yipiao
—ZRE—2\" (2), "yishéng jie yisheng —&F&E—&" (1),
"yishdn yishan — P —P" (1), "yitang yitang —#8—A" (1),
and "yiténg yitong —#F—AE" (1).

1. — R L —K, KRRKZ=itb, pg4
2. BEFa iy — i N B #E 3 B KA,
— I FE— I B ALK R peis

3. M fe g A EF e — I — WG K,
XAEAREBR, Pgld

4, ZABFaHERRASHLITAL G SR, — A4 — B,
AR . palb

5. AR BE IR 69508 — PO — PASb BER,  Pel8

6. —MBAAR SH# /1, —A—MITK,
Fe.— A — A 0 KR BT W ey B R R K, Pe2l




III. Verb + "de 4" + complement of manner or
degree/intensity

This structure is descriptive in nature, expressing the
manner or degree/intensity of the action that is executed.
The complement of manner or degree/intensity is usually
an affirmative statement. When negating such a statement
by using "bu R", the "bu R" should be inserted between

4

"de ##" and the complement.
We have in the text 11 such sentences.

1. AR ATER, A I FdEHEF
%%/{E\g%o Pg7

2. WABFe ) /T R —Ako P9

3. RSB LBIE, BLRET, 247
FEERW, FHEFTER. 0

4, KT K G RIFHE T —3BKRF, Rl

5.8 7 — & S AL AR B IFBALT o pell

6. & A& EAKAEL, XA BEITIER G i,
Nefifegfedi s T B X, Pl

7. WABAE T ERRIET Ko pald

8. A & oab et BT Tk, wFERBET, nis

. BRI ITRBIEE, pelt

10. ZMAAZF B ER, HBRpbZEBRMIT, ris
=4

11. 7] 2 e i) 3B 8 TR BA1R NG 09
AALSERAE . pe0




IV. The "yi + verb" phrase

The phrase "yi (one/once) + verb", indicating a brief
action, is incomplete semantically. It must be followed
by another sentence, to form a semantic whole, with a
complete, self-contained meaning. The sentence
immediately following the phrase "y1 + verb" is the
consequence or result, the revelation or conclusion,

or the discovery of the brief action expressed by the
"yi + verb" phrase.

In the text, there are 13 such sentences where 6
different "y1 + verb" phrases are seen: "yi kan —&" (8),
"yi yio —&" (1), "yi xiang —8" (1), "yi chuan — %" (1),
"yiréng —#" (1), and "yi pai —#4" (1).

1. {3638 — 75, HAMAZHBHTEBE T, pe2

2.4\ 2R, F3 T —AKRE, AKIK—F,
IRELAL L E KT o Pe2

3.AMAT Y, BT —&, Fko9—EBT! ras

4. G —71E, R AHER—EAEXIT
IKWR? Pal

5. MAeiy Al FEAAERTG, £7—A, !

S — N et

6. LT EVE, —F#F, "R, HTEHME
ﬂ-@&j{@ 9  Pgl2

7. 3F AR BEHERB? BT —FA, 2481012

8. MEFethvB &8 T /K, FeKEEAREAZ D5,
X AR T o i3

0. I Fe B A G ERE AL —F, EEER
KT? pPeld




10. — A&, FfHhoPaiF Lg% 7 0 rgld

11. FEFe i 38/ 7 AMm, —HiER,
AT | Lesh o ﬂ.’.&%‘——%ﬂ,ﬁﬁ Pg 15

12. B F 6y e IRk —9, FIEEBF AN
— 7, WHARALEZEARK? Pelb

13. Z A8 Faih — 3| E, AT B, P2l




V. Verb + "qilai A &"

When "qilai £ &" is used as a verbal complement, it has
the meaning of "beginning to". It also implies that the
action (if the verb is an action-verb) or condition/situation
(if the verb is a stative-verb) has a propensity for
continuation. If the verb takes an object, that object is
usually placed between "qi #2" and "lai &".

We have in the text 21 such sentences, using 13

different verbs to form the "verb + qilai" or
"verb + i + object + 1ai" constructions.

1L FehBTHRL LR E, AR T LS
ﬁ%ﬁﬂ%ﬁﬁﬁ;}io Pg2

2. AGFLT, IieHdiegk, pd
3. e A E AR, AR,

4, NFak X AATLE R, Ped
5. e S —EAZE T AR, Bl

RABALLET — T,
75’:‘;&39%,}35] RFZARMHIER, a9

7. WAB oy LB AT 8, Peld
8. M B Ae ¥ ZARBE F R XA, Pelo
0. BEFekh S Eu . R L, FEENEH

PRB|FTE, R LI —FAILB|KAR, BT
KA Pell




10. BEFe iy — 8/ Bt BB RACHT, —2RE—
IR B ALK R peld

11. o— T —1% e KA8) K E2, KA
B BE B MR A KT o peld

12. W Fe i fe ZFe i) HE ML — R —FR MG K
X AR K, Pgld

13. FAeis — A FLE KEAZA vl e vk v& b vd T
v

14, Az THZR, RE KRG 2HE T
—WRIABE, LT AR, relb

15. =B Fa B R4S M 74278 5,58, Pel6

16. & ARILH, R ETHR, o HFE
TEHRE T AL, Pelb

17. W8 Fe iy $LAR AL LA, Pelb
18. B3k LIBAE BRI 0B 4, Pel8

19. BT EBT T, A—ik B, BB TH
B b, EFAKCOR, mARPE AL, P8

20. ZABFeHERE T, FALF R, peal

21. ZAAFe iy FRE—ABEF—BIK, —RILEBT
e R, Pg23




VI. The "bd 2" sentences

Chinese "ba #2" is typically classified as a "preposition"
when, in an "inverted" sentence (where the object is
positioned before the verb), it occurs before a noun or
a pronoun that serves as the direct object of the transitive

verb. There, "bd 42" has the meaning of "disposal" or
"handling". The transposed noun in such a "ba #&" sentence
is generally "specified", hence the frequent use of the
determinative "zheé i£" or "na A", or of other modifiers
having a defining nature.

The "ba 2" construction is preferred, or even mandatory,
in sentences having a complex predicative environment.
Examples include sentences where the predicate

consists of a verb and a complement; or where the
predicate consists of a verb and two objects; or where
the predicative verb is either duplicated or includes
either of the aspect particles "le 7" or "zhe "

As a general rule, the negative adverbs "bu R" or
"méiydu X A" are positioned before "ba e".
Altogether in the text, there are 37 "bd #&" sentences.

1. A= EAE, (IFedh) FeRkBEIEREAE,
X Fe AR T K, Ped

2. —B/ETFIT B AR, U E,
Fe i Fo v BET o pad

3. G HIET LT AbT, BIeHiEATE . P

4. FHAHRT R, EHFHTAEE T —
Beih, MTH, e8iEe Tt P

Ife e A B AE B KRELAT,  Peb

= A AR R A ARBEK B T T o Peb

S AN R —E Ahieid FIAKLB R T, Peb
et xR A B KRB T 4 Feb

© N o W
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9. H A I AL B KAELAE , PeT
10. 1B Fa iy — AL Je KB 1 T KAEAL , Pel

11. A7 E AR BLAY A ) SR Je R AR
%ﬁpr‘% ﬂﬁl%«}}ﬁ_o Pg8

12. (REFeid ) KAE 8L, 10
13. M 3-FBLT . Pel2

14, e ie Ak 8 F 4228 R pgl2
15. fuie ARk 3 = B T AL 2 pal2

16. HAa o8 a5 T K, JeRIAERAAL—T3,
:}g’w}@@%ﬁ,iﬁf‘j T o peld

17. S RBP4 RIR, 1S 5L
BEEM, 8 T7H—e 2t elfe i FEE, i3

18. IFef R ie miE P 4T Hu, Peld

19. #o—3ig 3T — 1% Fe KAB) 1 K AL AE , peld

20. > e @ o i) A AL — B —BL
B, XAMER; EBAKEN, o
Foeh R —1%, o4

21. e BB AR, BLBX, R
FLALEL R e K AEE 245, Peld

22. A S RA T AMME, —FIER,
BALT B o 2 AL — 30 S8,
BT e — I A AERFAEE T, relb

9



23, ek b oo "R T FX, pels
24 M E AR, PR ET H L, mwlb

25. JAm —FE AR T LA, JeR T a)—BESLK
FRBHET o Pelb

26. AL IIRR TR, AR EEHEFKL,
B2 T T, XARLeLRHET, rab

27. BRI BRI T o Pell

28 AENAET XIT Bk, REDLIT %
B, sk ET4E, —TFFshieflgeird
B3 ET, rgis

20 1R B FAREE, MRME, =18 Ff%
FREEERET o pel8

30. fifAfe iy e ARAR K AR KoK, Pa20

3. M s te b EE F oy hFedt P
T T &, P20

32. A Fa k) Le N Fa iy ZET I P20

33. AR S H , —A—MbITK,
Te— A — AR 6 KRBT MU B e B R R K, Pe2l

34. MpAn R L T TR ATR, 4T T ARAERAR #)
P 64T £ pg22

35. IFe e AR AR AR TR, Pe22
36. BB B IE FHKG KK, TeCIRE DB, pew

37. I Fei e Z Fe % 4t — 18 = K AR A 5
AL LTS, P2
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VIl. The "bei #4" sentence

As a coverb, "beéi #£" is used in the passive-voice sentence
to introduce the agent of the action, and as such is the
approximate equivalent of the preposition "by" as used
in the English passive-voice sentence. The "bei #"
sentence is frequently used to express a negative
sentiment or situation (such as suffering or hardship).

It can also be used for emphatic purposes, and can
sometimes be converted into a "bi #&" sentence.

We have in this text 10 "be&i #%" sentences.

1. (D)t — G G BAEHE T,

2. BB AL & T MBI R, Pgl
3,18 T — B AM Mk B AFBAL T, pall
4. D BAE IR AT R B E, Pell

5. BB TETT o pel8

6. FrH B TAAR, B E O e e
KEET, pel8

7. M e —Rohes, ik —8 BB GE T, 19
8. e R T o Pe20

9. R Ak iB AR BEEIG 6, A
35 RAE P20

10. BTHHF—EF, KREAEZERT o Pl

11



Vll. Functions of "zhe & "

The verb marker/ending "zhe # " has several functions:
1). Positioned after an action verb, "zhe # " indicates the
progression or the continuation of an action. The adverbial
words "zhéng E", "zai £", or "zhéngzai :EA£" often occur
before a "verb + zhe & " phrase.

2). "Verb + zhe" can indicate "existence", which usage is
usually descriptive in nature.

3). "Verb + zhe" can be used as the first verbal phrase in
a "two verbal-phrase" sentence. In such a sentence, the
"verb + zhe" describes the manner in which the action
expressed by the second verbal phrase is executed.
Sometimes the "verb + zhe" is reduplicated to show that
the action expressed by the second verbal phrase begins
when/as the action expressed by the reduplicated

"verb + zhe" ends, thereby connoting a natural resultative
transformation from the first action (expressed by the
reduplicated "verb + zhe") to the second action
(expressed by the second verbal phrase).

4). "zhe" can be suffixed to a few specific coverbs:
"chénzhe # %", "shunzhe JB&", "xiangzhe ¥1& ",
"chaozhe #F", or "jiezhe #F&".

We see in this text 42 sentences with the verb
marker/ending "zhe" used.

1. A— B Fag £ E & 2 bl

2. NeIBBEE DG, Pgl

3.BFF PR — LM, P2

4. FCHRARHE 5 — BB, Pe2

5. BLAF R FH AT, e

6. AT HMA— TR R, P2

7. 2T LA GEREEIEF—EFIE, P2

8. MuIE H4 S wh g A B T WL F g, Pl

0. F—K, MR ERE, TTARABER, ru
12




10.— B/ DEFHT B &, Swibn] 2,
11. N FeBEE . P

12. e BT A, Ei#iaTFEEET
— KB ¥, P

13. SRS 4 i i e LA 2] Tl
TEAG N B, Peb

14, N Fe i RO G B BEwIML, BRA,
X;%i&%%%ﬁp%o Pg7

15. D RIFRAKSE S ZFH AT o P
16. AR Fe ) Bl M E— A KA,  Pe8
17. W A Fedy —AR I EE &, P8

Pg4

18. WM IR 1B W — AR — AW E R %, Pelo

19. FZWF AT A LA, IR R
ﬁj@%"%‘ﬁ/ﬁ\ )ii’@ 5'{ T o Pglil

20. A Y AR eI EITIHT —H, Pl
21. WiAF S EARBE E R L AaALE R, Pall

22. AL Qe LI, BLRAET,

A FR I IE M, FHER AR Pg 10

23 fEFahE F A ZRGHERT . peli

/ 1
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24, FAEAR LB AEIECHI S, Pgl2

25. Hude T BT, FEFE, KEWH.
HAaARA, MOEEAWBT, p

26. W Fe g Fe b E T, RBEFTM, P13

27. A A& iﬁﬁ/i 7J<7]ﬁ £HTKT,
2) fﬂﬁﬁ"rﬁﬂﬁ TR ET , reld

28. BFAFei AT L, AR, 7T wAK,
%%MM®WMM% i@@ﬁom4

29. ety Fe ZFe ik HE AL —INGE— R F K
XAARER A

30. BEHEE = Bfd. GO HA TIRE, P4

3. fERIHR, BT T HER, o H R
#B T AC R, pel6

N EEHTBR, FHELEHE. LAEWNE, nll

33. ZABFe el B WAR FER . RAEZR, peli
34. B WY IR BT B M5, pel8
35. WAL BEMK 6938 08 — B — P W 50k pels

36. 12 BFAE N B ST G /)N B AR SR A T pel8
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37. B E 6 ) Fo i PAL B = K AR AR B b AR
TR, Sfes BIREML, Pel9

38. FEFary i 4 Pel9

39. =P, BmIEVW—EARE—AKRME, 7F—
B D AR R T, P19

40. M & lede b 58 F ey A 2 PR
T TR, P20

41. KEBEAEK S, P2l

42. ZABFe iy FAE—A B E—BiK, —HRIG
TALR, Pg23

‘ :}\1 J
fr. \:{"- )
A
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Discussion or Composition Topics

. Each of the three monks is caught up in an incident on his way
to the temple. Do these three incidents have anything in
common? Are they in any way parallel to one another?

. What role does Guanyin play in relation to the three monks?
Why does she sometimes open her eyes and sometimes close
her eyes? What does her frowning or smiling signify?

. Comment on the personality of the monks. Which of the three
is your favorite? Why?

. Discuss the animator’s characterization of each monk; pay
attention to physical appearance, to gesture and movement, and
to the monks’ respective interactions with the natural
environment.

. What role does the mouse play in the film?

. Do the monks kill the mouse? Is there in the film an

unmistakable indication—overt or covert—that the mouse is
beaten to death by the monks? Is the action of “beating” or
“killing” evident?

. We mentioned earlier that this animated film 1s based on a

popular Chinese proverbial saying, and that the animators have
made some changes to the third sentence of that saying. Based
on what you know about the late 1970s in China (Three Monks
was finished in 1980), do you think it likely that these changes



to the saying represent a reflection of, or an adjustment to,
changes in the Chinese social and political reality?

Is it accurate to say that the changes made by the animators
have obscured the original proverbial meaning of the saying
with respect to certain aspects of human behavior? Why?

Comment on the visual and the audio aspects of the animation,
referring for example to the use of color, to the drawing, to the
synchronization of sound and image, to the contrast between
stillness and motion, or to the music and musical instruments.



Translations ¥ % 25 >J

o [ilik: HIEANG (“Self-introduction” by A Da)

o MiHEATE “=MNMEAIN? 7 (Excerpt from Bao Lei’s “What
Should Three Monks Do?”)

o EFHEERM ¢ (FIM) MEKE” (Excerpt from Han Yu’s “Chitchats
on the Monks™)

o MiHEYLWE “RERE%3]” (Excerpt from Ma Kexuan’s “Search
and Study”)

o fixAREE “IEAMUIZIE” (Excerpt from Xu Xuande’s
“Between Likeness and Unlikeness™)

o WFBEEEE TR (=DAED) KWESR” i [elER]
(Excerpt from Jin Fuzai’s Appendix to his article “The Music of the
Animation Film Three Monks)

o FRHEMRSIN AN=FREEEE R —— s (=D 7
(Excerpt from Chen Jianyu’s “From Three Sentences to A Film—
Critical Analysis of the Animation Three Monks”)

o BIMRZL ¢ CRrdRruiIe) A GEIULR) - FlIAH) H PGB [
& [RATE A ] (L CHfRHEE) 1988/04, 104 T1)
(Appendix titled 4 brief introduction to A Da appended to Hu
Yihong’s article “Newly Installed Door Bell and Super Soap: A Da’s
Self-Surpassingness”. Contemporary Cinema, 1988/04, page 104)

* Excerpt from “A Da, China’s Animated Open Door to the West” by
David Ehrlich (in Animation in Asia and the Pacific by John Lent,
Indiana U. Press, 2001, pages 17-20)
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A Da, China’s Animated Open Door to the West
David Ehrlich

I first met A Da (Xu Jingda) at the Zagreb Animation Film Festival in 1982.
I had arrived at the festival a bit early and was eating breakfast alone in the
large hotel dining room. A few minutes later, a group of four Chinese
entered and shyly made their way to a table on the far side of the room. They
seemed quite insular, shooting me sidelong glances from time to time but
quickily turning away when I smiled at them. This was one of the first times
that Chinese animators had come to an international festival since the 1960s,
and I felt a bit shy myself about approaching them. Finally, after
procrastinating my way through six pieces of cold toast, I rose and slowly
walked over to their table. They continued eating, without looking up,
though their conversation stopped. In my most practiced Beijing accent, |
smiled and said, “ni hau”. Suddenly all four Chinese broke out into giggles
and stood up from their table to shake my hand. After the initial
introductions and chat from my Chinese 1 class about how they enjoyed
breakfast and the city of Zagreb, my Chinese vocabulary found its natural
limits, and I rose to go to the festival centre. As I reached the street, I turned
to see one of the Chinese following me. He gave me the biggest smile I had
ever seen and announced in absolutely clear English, “My name is A Da. I
learned English at Peter Pan School in Shanghai when I was child, but
please don’t tell other Chinese. China still a little funny.” As the festival
progressed, A Da and I spent more and more time together, speaking English
when we were alone, and my very simple Chinese when we were with his
colleagues. We became good friends at Zagreb, and that friendship
continued, nurturing us both through the years.

(The first paragraph, pages 17-18, Animation in Asia and the Pacific)
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Appendices ff 3%

* Newspaper articles on A Da during his 1984 USA-visit
1. Chinese Filmmaker To Teach, Show Work During
State Visit (The Times Argus, Barre-Montpelier, VT.
Tuesday, September 25, 1984)
2. The Art of A Da: Famed Chinese animator shares his
trade secrets with Vermont Children (The Burlington
Free Press. Saturday, October 13, 1984)

* Question and Answer Session during A Da’s screening of 4
animation films that he brought with him from Shanghai
Animation Film Studio F#E3EARHFEHI /], October 10,
1984, at Dartmouth College

1. Video (about 25 minutes)
2. Transcription from the video

* An article on Three Monks by A Da’s son, Xu Chang %%

1. The Chinese original
2. The English translation (by Hua-yuan Li Mowry)

* “A Da: Chinese Animation’s Open Door to the World” by
David Ehrlich (unpublished, August 2010)

* A partial list of A Da’s animation-films
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Better
Schools
Sought

By TOM SLAYTON
Times Argus Staff

The University of Vermont and the
state Education' Department will
cooperate in a program to improve
public school education, officials
disclosed today.

‘“We’re very fortunate in Vermont
to have had a long-standing working
relationship between the state’s
university and the state’s Education
Department,” said UVM President
Lattie F. Coor. “We have been
looking for tangible ways to use our
existing resources for specifically
solving existing problems in the state
of Vermont.”

Education Commission Stephen S.
Kaagan said, “This agreement
between the university and the state
Department of Education is an im-
portant beginning in extending the
capabilities of the university in
professional and academic training
and in community ' service to
teachers, students and ad-
ministrators of Vermont’s public
schools.”

The program was triggered by
national studies critical of the jobs
that public schools are doing in
educating their students. Kaagan
and Coor were careful to avoid any
direct criticism of Vermont
edueation.

They announced six initiatives
designed to improve opportunities
for students, teachers, and ad-
ministrators. They were:

e A summer science and
technoloyy institute.

e A leadership academy for ad-
ministrators. .

e A partnership to i unprove history
teaching.

e A joint assessment of new state
school standards.

e An expanded program for lear-
ning disabilities education.

e A UVM-based bureau of school
services.

The bureau would develop special

(Schools, Page 8)
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Chinese Filmmaker To Teach,

Show Work During State Visit

By SUSAN ROBERTS
Times Argus Staff

A Da, an internationally renowned
Chinese film animator who has won
numerous awards for his colorful,
thought-provoking films, is in Ver-
mont for four weeks to teach film
animation and show his work.

His visit, orchestrated by Brook-
field animator David Ehrlich and
sponsored by the Vermont Council on
the Arts, is a small triumph for the
state since there has only been one
other visit to the U.S. by a film
producer from communist China.

His visit was also made possible
with the helpof U.S. Sen. Patrtck
Leahy’s Burlington staff. L

Most of A Da’s time will be spent at
workshops at the Albert Bridge

Elementary School in Brownsville

and Oxbow High School in Bradford

where he will teach students the

rudiments of filmmaking. One
technique will include creating
animated figures from Chinese
letters. ‘
The trip
showings of five Chinese films, one of
which A Da directed, another of

includes statewide -

i

which he did the art design films for.
There will public screenings as well
as private showings for
schoolchildren through the end of
October.

Locally, there will be a public
screening Oct. 15 at Montpelier High

‘School at 8 a.m. St. Johnsbury’s

¥airbanks Museum will host a
showing the same day at 7:30 p.m.;
and there will be a screening Oct. 16
at 7:30 p.m. at Orange Arts at the
Mill in Bradford.

A Da’s work is remarkable in both

‘its simplicity and beauty. It is

animation for all ages, not geared
just toward children.

One of them, ‘“The Three Monks,”
is a 19-minute film that earned A Da
six international awards for his

direction.

A Da is one of China’s few film
animators. Although in the business
since the early 1950s, he is part of
what is only now becoming a growing
industry.

That industry is a far cry from the
tinsel and glitter of America’s
Hollywood.

" In China there is only one studio for

film animation, in Shanghai. It in-
cludes about 500 persons who are the
artists, designers, writers, and
dlrecwrs of animated films (not to be
confused with cartoons, which are
only onekind of animation).

Its members are from the ranks of
students who go to the nation’s one
art institute, in Soo Chow', of which A
Da is a graduate.

He also attended the Film
Academy in Beijing, the Chinese

capital, known more comamonly as’

Peki

He has produced more than 30
animaed films, each of which takes
anywkre from six months to two
years to create.

His career in filmmaking began at
an early age when he saw some
animation from the American
studios of the legendary Walt Disney.
A Da said those films had an enor-
mous impact on him and led him into
film animation.

He credits Disney with having
elevated animation to an art.

A Da began at the Shanghai studio

(Filmmaker, Page 8)
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MOSCOW (AP) — The Soviet
Union today rejected proposals made
by President Reagan in an address to
the United Nations, saying his
initiatives ‘‘boiled down to absolutely
groundless assertions” that the
United States seeks an end to the
arms race.

The official news agency Tass said
Reagan’s statements that he seeks
an. improvement in U.S.-Soviet
relations were an attempt to
present in a somewhat modified form
the self-same policy aimed at further

aggravating international tension,

achieving military superiority and
interfering in the internal affairs of
other states.”’

The president offered “a vessel
with nothing inside it,”’ Tass said.

‘“His speech contained no in-
dication of any change in the essence
of the present U.S. policy and boiled
down to absolutely groundless
assertions that the U.S.A. allegedly
wants the arms race to be curbed and
supports the basic aims and prin-
ciples of the U.N. charter,”’ the riews
agency said.

‘“The president’s words concerning
peace- were only meant to
camguflage Washington’s basic
foreign policy guidelines and its
interventionist policy in all regions of
the world — in the Middle East, in
Central America, in the south of
Africa, in Europe, in the Far East,”
Tass said.

The agency said “The U.N.
rostrum was actually used by

Reagan for his political, elec-
tioneering ajms.”

“‘What kinid of president will
Reagan be if re-elected?’' Tass
asked.
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Weather

A chill is coming:
showers developing
tonight, 60. Windy, colder
tomorrow, partly - sunny,
50s. Lows in the 20s
tomorrow night.
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Filmmaker-

(Continued from Page One)

as a background painter, gradually
working  his way up to painter,
animator, designer, - writer and
director.

His family is also involved — his
wife is a background painter, his
daughter is studying film animation.

The B50-year-old animator - is
friendly and outgoing. His English is
nearly flawless, thanks to his pre-
school education at an English-
speaking day care center in China.

He giggles as he views his films,
laughs frequently during , con-
versation about his past and work,
and can even make light of a dark
time in his country’s history.

A Da survived China’s. hated
“Cultural Revolution,” an attempt to
purge the nation of all intellectuals
and artists. Although never

threatened with death himself, A Da

says he knew of many who were
killed or relocated. _

The revolution began in 1966 under
the direction of leader Mao Tse-
Tung. Originally an attempt to
revitalize basic institutions, the
leadership enlisted the Red Army,
which attacked and removed what it
considered bourgeois elements in
cultural and political areas.

A Da was separated from his
family, working on a rural farm for
three years.

After the revolution toppled in 1969,
A Da returned to the Shanghai studio,

where he has gradually become one
of the leaders in the field of
animation.

His work is full of symbolism and
gentle meaning. In both “The Three
Monks’’ and ‘“The Monkeys Scooping
the Moon,” the end inessage is one of

Reagan Meets Mulroney

WASHINGTON (AP) — Canadian
Prime Minister Brian Mulroney, only
eight days in office, sat down with
President Reagan today to begin

.carrying out his campaign pledge of.

refurbishing “the relationship of
trust’” between Canada and the
United States. -

As the two leaders posed with their
advisers in the Oval Office at the
start of a brief discussion, Mulroney
indicated he would not dwell on the
subject of acid rain, perhaps the
touchiest issue between the two
nations.

When he declined to say whether he
would raise the subject with Reagan,
a reporter suggested there would not
be ‘““tough bargaining’’ at the outset.

“No, between friends we ac-
complish a few things,”” Mulroney
said. ‘‘As you know, the cornerstone
of our election campaign was the
refurbiishing of the relationship of
trust between Canada and the United
States, the United States being our
friend and favorite ally. We propose
to do precisely that.” y

Before the encounter, diplomats
from both counfries said cross-

border ties, although friendly under

the Liberal Party leadership in Oft-
tawa, are likely to improve further

under Mulroney and his Progressive
Conservatives. , ,

Besides - their working luncheon,
Reagan and Mulroney had on tap a
Rose Garden ceremony featuring an
appearance by Canaa’s Marc Gar-
neau, who next month will take part
in a scheduled U.S." space shuttle
flight, becoming his ‘nation’s first
astronaut. The ceremony also was
designed to highlight Canadian
contributions to American space
technology.

U.S. officials, who briefed repor-
ters Monday on Mulroney’s visit,
said they did not anticipate an in
depth. discussion between the two
leaders on the acid rain problem, the
most divisive issue in Canadian-
American relations.

Canada mainfains that acid rain
results fromsulfur dioxide emissions
originating in U.S. industrial plants
in the Midwest and that it threatens
Canadian fishing and timber
operations. The Reagan ad-
ministration has said the link bet-
ween acid rain and sulfur dioxide has
not yet been proved and requires
further study.

Mulroney has indicated he will give
that issue higher priority after the
U.S. presidential elections in
.November.,

Reagan Relates

A ‘Renaissance’

WASHINGTON (AP\ — Pracident

will have an the ecanamv .and an

cooperation. In the former, the gentle
monks learn they must work together
after a disagreement over who will
collect water for their lofty temple
almost leads to its destruction.

In the latter, the monkeys, after
trying to capture the moon in a bowl,
realize their foolishness in at-
tempting so high a vision and in
fighting over who will possess the
bowl. )

A Da’s alliance with Ehrlich came
about after the two met at the annual
international animation film festival
in Zagreb, Yugoslavia.

Ehrlich, who has been a teacher of
animation and part of the Vermont
Council on the Arts’- artist-in-
residence for some time, has been
attending the international festivals

‘for a number of years,

He has brought animators from all
over the world to Vermont for school
workshops and screenings of their
craft.

When Ehrlich and A Da met, they
realized after some discussion of
their pasts that their fathers both
graduated from the University of
Michigan in 1928. :

A Da, showing the Michegensian
Yyearbook for 1928, pointed his father
out in several group photos. He said -

although the two men never knew _

each other, it was a remarkable
coincidence.

ADa, holding a Chinese musical instrument. (Roberts photo)

Obituaries

Abbie M. Chatfield

BETHEL — Mrs. Abbie Mae
Chatfield, 94, died Sunday night in
Rowan Court Nursing Home in Barre
where she had lived for five years.
Previously she had been at. the
Chelsea Home for the Aged.

Born Dec. 26, 1889 in Tunbridge,
she was daughter of Abijah and Clara
(Farnham) Whitney. After attending
Tunbridge schools, she graduated
from the Randolph Normal School in
Randolph Center. :

After teaching at Bethel Quarry
Hill School, she married Will A.
Chatfield. They farmed for many
years on Christian Hill Road here.
Her husband died in 1949.

She then was a housekeeper in the
central Vermont area. She was a
member of the Randolph Normal
School Alumni Association.

Surviving are two sons, Paul W.
Chatfield, Randolph Center, and Carl
C. Chatfield, East Hampton, Conn.;
six grandchildren; five great-
grandchildren; a brother, Dr. Royal

Doris K. Rikert of Sharon. Burial will
be in Fairview Cemetery here.
There are no calling hours..

EdnaF.Ladd

WEST FAIRLEE — Mrs. Edna
Florence Ladd, 90, died Sunday night
in the Hanover, N.H., Terrace Health
Care where she had been a resident
for two years.

Born in Orford, N.H., Nov. 11, 1893,
she was daughter of David and Delia
(Smith) Marsh, and attended school
there. On Nov. 12, 1912, she married
Burns H. Ladd of Orford. He died in
1943.

Mrs. Ladd had lived in the Con-
necticut River Valley all her life. She
was homemaker for 19 years for Mr.
and Mrs. Edward Warren on the
Ridge in Orford and for seven years
for the Brock family in Newbury. She
lived here the past 12 years, and was
a member of the First
Congregational Church in Orford.

Survivors include a son, Ralph B.
Ladd, and a daughter, Maude
Collins, West Fairlee; seven grand-

Congregational Church by the Rev.

- Gordon Cook Jr. Burial will be in

Orford Street Cemetery.

Friends may call at the Boardway
& Cilley Funeral Home in Chelsea
Wednesday from 7 to 9 p.m.

Agnes Mazuzan Mass

NORTHFIELD — A funeral mass
for Mrs. Agnes Mazuzan, who died
Wednesday, was celebrated Monday
in St. John the Evangelist Church
here by the Rev. Joseph Romano.
Burial was in Calvary Cemetery.

. Patricia Seaver was organist and
soloist. Readers were Stephanie
‘Mazuzan and K. Mark Mazuzan.
Leonard Eurbin and Francis
Leonard ushered.

Bearers, grandsons, were John
Mazuzan III, Burlington;
Christopher Mazuzan, Portland,
Maine; Mark P. Mazuzan, Salem,
Mass. ; K. Mark Mazuzan, Sprigfield,
Va.; Michael Mazuzan, Jef-
fersonville; John Diego III,
Charlotte: Christopher ILego,_m New
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Famed Chinese animator -
shares his trade secrets An ;
with Vermont children =

-

lllustration Courtesy of A DA.

By TIM BROOKES
Free Press Staff Writer

ROWNSVILLE — Justin Chang, a fourth-

grader in the most famous elementary school

in the world of animated film, is nonchalant

about the whole business. He opens the first of
his three books of tracing paper filled with animated
Chinese character-words, each slightly further along in-
the narrative than its predecessor, and explains how
they’ll become a film. . _

“We pin them up on a board and have the camera
looking down towards them,” he says, as if to an
intelligent child, “and we take two frames. When it
slides past the camera it looks as if it’s moving. It takes
18 frames to make up a second. So a book (of drawn
images) isn't that much — it takes about eight or seven
seconds.”

Albert Bridge School a K-8 school in a small town
just west of Windsor is internationally renowned — -
among animators, at least. And it’s a measure of its
stature that A Da is here, for A Da is not only a Chinese
filmmaker with an international reputation, but a hero
in China because of his role in the liberation of the artist
after the Cultural Revolution.

The link between the school and its guest is David
Ehrlich, a Vermont animator who first visited Albert
Bridge in 1980, as a filmmaker in residence under the
auspices of the Vermont Council on the Arts. Since then
he has done three more workshops at Albert Bridge, has
visited more than 50 other Vermont schools and has
brought three prestigious animators from abroad to
work with schoolchildren.

~ In 1980 he and the Albert Bridge students produced
“Fantasies: Animations of Vermont Schoolchildren,” a
film that won six international awards — not only in
children’s categories — and was shown on television in
the United States, Australia and New Zealand and at 20
international animation festivals, Half the film was.

o e —
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ETIOENES!
Within four years, Albert Bridge students were the
best animators of their age in the world. The 1984
Olympiad of Animation, a international competition
sponsored by the Motion Picture Academy of Arts and
Sciences, L’Association Internationale du Film .
d’Animation and Los Angeles mayor Tom Bradley,
included a category for animation about sports by children.
Working with Ehrlich, each Albert Bridge student made 15-20
seconds of animation featuring people, animals or the Olympic
symbol — a total of about 100 films. They selected 25-30 films and
student unit directors made links to create a continuous film five
minutes long.
Of more than 130 entries from children around the world,
29 were selected as outstanding. Albert Bridge’s entry came in
12th — the highest position for a film made entirely by
elementary school children. Shaftsbury Elementary School, where
Ehrlich also has held workshops, came in 29th. Tracey Ottina, a
student at Oxbow High School, did a-project on her own and
finished in the top 20.

he fifth- and sixth-grade classroom shows the signs of a

teacher — Jim Goodhue — preparing his students for

their visitor. A map of Asia on the wall prominently

features China. A large bulletin-board has various
precepts of life in the People’s Republic: “Men and Women work
side by side.” “Workers in every occupation meet frequently to
evaluate their work, their efficiency and ways to improve their
work so it will better serve the péople.”*

: A Da evaluates the class’s work. This is the most
ambitious project, a re-interpretation of his recent film “36
Characters.”

The Chinese language doesn’t have letters but characters.
In simplistic terms, these are the descendants of pictures that
represented things. The Chinese character for “man” is clearly
recognizable as a stick-figure, although what looks like a hat is
actually a long pin stuck through his hair to keep it up in a bun.
“Sheep” is a stick-figure with curly horns. Many characters are so
recognizable that some students are doing an animated glossary in
which a picture of the object slowly dissolves into the Chinese
character. Everyone is learning a little Chinese.

- “36 Characters” is a lesson in etymology. A father shows
his son how the Chinese language developed by the same process
of transmutation from object into character. The 36 characters
used move and combine in a simple adventure story.

The fifth- and sixth-graders have been given the film’s
storyboard — 20 images representmg stages in the film — and
each student has animated one stage in the story. Chris Walker

Top: An example of A’ Da’s work from his most recent film
*36 Characters.’” Above: Robin Schnare, 11,
grader at Albert Bridge School consults with A Da. Right:
Justin Chang, 9, a fourth-grader, concentrates on his
work.

a sixth-

would rather do this than conventional art. %
“It’s funner,” he explains. “This you have two pictures

" and you can do anythmg in between. Art you're assigned and you

have to do something.”

_This class’ pictures are more advanced than their
juniors’. Jeff Stanley’s sun moves across the sky, a range of
mountains heaves into sight from the side of the picture, anda
man-character appears in a boat-character. His man has grace
and elasticity, bending as he rows. The pin is developed into a
broad-brimmed hat, giving the whole scene a Mexican feel.

In three weeks, Ehrlich and some of the students will
have linked all the individual stages, shot the stills and combined
them into an animated film. A Da is taking a print back to China
with him. The kids love that.

hey also love A Da. This is his last day in the school, an
the class has mnade a banner that thanks him for
working with them. Their guest, a stocky man never
without a smile, is clearly touched.

“Thank you! Thank you!” he cries, putting his arms
around the children. It’s his first visit to the United States, and his
first opportunity to work with such young animators. In China he
doesn’t teach; he’s one of about 20 directors in China’s only
animation center, the Animation Film Studio in Shanghai. He’s
been there 31 years, during which time he’s made 35 films, but not
continuously.

“Everything stopped from 1966 to 1972,” he said. With
the onset of the Cultural Revolution, a period of purging any “anti-
revolutionary” elements inr society, artists and intellectuals were
removed from positions of responsibility and sent for “re-
education” or imprisoned. Many died in prison, according to A Da.

Not a party member, the son of a banker who went to
college in Michigan, A Da was particularly at risk. He was sent to
a farm to take care of pigs and dig ditches. The Red Guards
separated him from his wife, who was sent to a different farm,
and his children, who found shelter with their grandparents.

In 1972 he was allowed to return to Skanghai, but the onl
work was pro-Gang of Four propaganda, which he calls “very bad
animation.”

«I didn’t like to do it,” he says, “but if’s the only thing in

Turn to CHILDREN, 3D

Mid-Life Beauties Raise Our Threshold of SeIf-Hafe

For those of you who missed it, Sophia
Loren turned 50. We are told that-she cele-
brated her birthday publicly in a shopping
mall in Atlanta. What glamorous errand had
brought the Italian movie star to the mall?
Had she run out of candles or pantyhose?

No, Sophia Loren had joined the bustling
ranks of certifiably older women promoting

beauty. By now it appears that nearly all the

women who are pumping and primping,
selling their shapes and their books on the
circuit, are more than halfway through the
average life expectancy. -

Only last year Joan £ollins, 50 wrapped
her body in nothing but boas for Playboy.

Before that Jane Fonda, 46, began bumping

and grunting on thousands of videotapes.
Now we have Raquel Welch writing and
posing as a 44-year-old yoga pinup queen and
Sophia Loren hustling for Coty and a. book of
beauty tips. Middle age is so popular that
soon a younger woman may have to lie to

/

get a publisher, or endorse a face cream.

-Frankly, I don’t begrudge Jane her biceps
or Joan her pectorals or Sophia her every-
thing. By all accounts, women like these are
supposed to offer hope for the Ghost of my
Christmases Future. But I’'m not sure how I
feel about their kind of middle age.

When I was a kid, the only older women
who won prizes for their physical preserves
were Gre@a Garbo and. Marlene Dietrich.
Even they were were looked upon with
suspicion, as if there were pictures of Doria
Gray hung up somewhere in their closets.
Most of us assumed that at some point past
30, you just quit. It was a vaguely unsettling
but.also reassuring idea.

After all, it was hard enough trying to
look like a model in Seventeen when you
were a teen-ager. How many of us suspected
that we would be compared o Linda Evans
at 40? Indeed, think of the women who have
spent five decades being measured against

Ellen Gﬁodl'ﬁan

Sophia Loren. Is it agy wonder that they are
fans of Elizabeth Taglor? -

The centiral notign of the middle-aged,
show-and-sell routingis that if SHE can look
that good at 50, so éan you. Just follow the
directions on (he package or the book. This is
a bit like saying that}f Shirley MacLaine can
dance at 50, you cin dance at 50. (Dear
Diary: Can I look like Catherine Deneuve at

41? Dear erter Did you look like Catherine

Deneuve at 20?)

The sales pitch of beautydom is generally
accompanied by a charming disclaimer
about youth. Loren, for example, writes in
her new book, that “this mature approach to
beauty...does not depend on possessing the
dewy cheeks of a teen-ager....” The secret in
this advice is that Sophia Loren apparently
had “dewy cheeks” as a teen-ager. The rest
of us had zits. A few of us may have had
muscles in youth; the rest' had premature
cellulite.

The new role models of mid-life assure us
that they, too, were really awkward and
unattractive in their youth. “I wasn’t always
considered beautiful,” writes Loren. “When I
was 13, my nickname was Toothpick....”
Raquel Welch goes a bit further saying, “For
the most part I see myself as a well-propor-
tioned wimp.”

As far as I can tell, not one of the new
breed of mid-life beauties is going to make

their peers feel good about themselves. It’s
Rosemary Clooney in a muumuu who makes
them feel good. What Loren, Fonda, Welch,”
etc., have done is to raise the threshold of
self-hate faster than the age span.

We no longer look forward to letting go
at 30. There is no thought of aging gracefully

at 40. At 50, we are faced with a prospect of-

daily regimens to soften our skin and tighten
our thighs. The end result .of all this is that
those of us who failed to look like Brooke
Shields at 17 can now fail to look like
Victoria Principal at 33 and like Linda
Evans at 41 and like Sophia Loren at 50.

When Gloria Steinem turned 50 this year,
she updated her famous line -from 40. She
said, “This is what 50 looks like.” With due
apologies to the cult of mid-life beauty, allow
me two words: “Not necessarily.”

. Egtlanb Goodman is a columnist for the Boston
obe.
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- cluding our own country,” said Fa-
ther Prive, director of the Office of

Youth Ministry. for the ~ diocese.

“They’ll use their own judgment. For
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Heart, and St. Peter’s, Rutland; St. John’s, North Ben-
nington; St. Francis and Sacred Heart, Bennington.

Boxes will be brought to one of five locations, St.
Johnsbury. Trucking Depots in Burlington, Rutland, Bel-

AL GOV WS ARAlig,  ALAMSASGHS SISV

instance, in St. Johnsbury and St. Albans, the local food lows Falls and St. Johnsbury, and Holy Angels parking
shelves are in dire need, so most of what they collect lot in St. Albans. They will be deposited Monday through
Thursday (in Burlington through Frnday)

will gd to them.”

More Delays Hit

Gossetts’

HOLLYWOOD — “Enemy Mine”
production, which started in April
and shut down in May, now isn't
targeted to resume until November
— which is just fme with Lou Gos-
sett.

He and Dennis Quaid have been
kept on full salary during the long
months since director Richard Lon-
craine was replaced by Wolfgang
Peterson — who scrapped all the
footage originally shot, ordered
script changes and the creation of
new special effects.

Gossett has just purchased a Ma-
libu home with the help of the money
he’s made . not . making “Enemy
Mine,” and he says with a laugh that
by the time the six-month shoot is
actually completed next year, “I'll
buy another house.”

The Academy Award-winning ac-
tor (“An Officer and a Gentleman”)
has spent the last few weeks follow-
ing Peterson’s directives to perfect a
new “Enemy” voice and walk “that
are totally not human.” Lou will
show them off Monday for the direc-
tor and 20th Century Fox brass at
George Lucas’ Northern California
studios — where he’ll also unveil the
new prosthetics makeup designed by
the Lucas team that created “E.T.”
and “Gremlins” characters.

“Enemy Mine” originally . was
budgeted at some $20 million and
Hollywood insiders are now saying
that — with the millions spent on
extra paychecks for its stars and
many more millions invested in re-
vamping the project and creating
new special effects — could end up

1

New Film

costing double that amount.

Gossett’s HBO “The Guardian”
movie (which debuts next Saturday)
includes ' the most horrifying rape
scene this reporter has ever seen. It
also has an ending which is so abrupt
that Gossett says there’s already talk
of a sequel to resolve some of the
mysteries left unraveled in the story
of a militaristic security guard hired
to protect a New York apartment
building.

* Kk %

- Tina Louise has joined the “Ritu-
als” cast, replacing Jo Ann Pflug.

* .o x %

Director Martin Scorsese’s

George Gershwin bio-pic is being.

produced by Irwin Winkler, and will
be part of his multi-picture deal with
Warner Bros.

* %k %

After his recent denials about
being the new love of Cristina De
Lorean’s life, ABC’s handsome
Broadcast Group - president, Tony
Thomopoulos; has decided to step out
publicly with the recently estranged
wife of John De Lorean. It’s a deci-

Events Publicize
Plight of Jews

The newly formed Burlington Ac-
tion Committee for Soviet Jews will
hold two events to publicize the
plight of Russian Jews. °

A Bike-a-Thon will be held Sun-
day at 1 p.m. at the Faith United
Methodist Church/Temple Sinai Syn-
agogue on Dorset Street, South Bur-
lington. Prizes will be given and
refreshments will be served.

On Thursday, after the 6:30 p.m.
services, a procession to carry the
Torah (scrolls of Jewish law) will
leave Ohavi Zedek Synagogue in hon-
or of the holiday of Simchat Torah
and Russian Jewry.

For more information, call Ste-
phen Pastner at 425-2786.

Fellowship Gets
Meeting Place

RICHMOND — The Richmond
Evangelical . Fellowship will meet
Sunday in its new facility on the
second floor of the Mason building.
David Roupe, assistant pastor of the
Essex Alliance Church, will lead the
dedication service at 9 'a.m. The
fellowship, a daughter church of Es-
sex Alliance, has been meeting in the
Richmond Elementary School for the
past year. For more information,

ITTUSTS UNSEIS 1IN dCaUlng Sikiaii BIUUPp QISTUSSIVIES @i
making presentations. The annual Youth Congress is held
in August at Johnson State College. This year 250 high
school youths from 60 parishes attended.

“From our point of view, we're concerned with issues
that are important to youth, and hunger and starvation is
certainly one of those,” he said. “In the process of
making them aware, we also hope that it will give them

e

orgamzatlon that gives out government surplus tood, and
Burlington Emergency Shelter Service. Although ' he
moved to St. Catherine’s in Shelburne in July 1983, he
continues to plant a big garden behind the Diocetan
Center, which he has done for 11 years. Gardening is one
of the ways he relaxes, he said. He has people vnsntmg
more than 300 families giving food away.

e e e e e ——

Children Study With Master

From Page 1D’

>

those dark days.”
After four years, everything changed.

- “1976 is the most important year for our China,” he
says. “First Chou En-Lai die, then Mao. In October the
Gang of Four are out so we feel very happy.”

After 10 years’ trauma, though, not many were

' cheering in public. Artists and intellectuals in particular

kept their heads down.”

“Some of the artists say, we do nothing, maybe no
trouble. I feel I must do something. I hate the Gang of
Four and make cartoons of them (in the People’s Daily
of Beijing, China’s largest daily newspaper). Other
artists come to me and say, A Da, you are taking very
big risk. Very dangerous.”

A Da’s daring, according to Ehrlich, made his one of
the most recognized and popular names in China. He
followed his cartoons with the first creative animated
film to be made in a decade, “One Night in the Art
Gallery.” In this political satire two men, implicitly

Women Continue to Postpone

WASHINGTON . (AP) After “An

increasing proportion of

symbolizing the Red Guards, destroy the paintings in a
gallery, only to find that by destroying the frames they
have liberated the pictures.

Though wordless, it was a triumph of free express-
ion, and restored the zest and imagination that had been
missing from animation during the Cultural Revolution.
It was a rallying-call for artists throughout the counfry,
Ehrlich says.

Now he has his own apartment at the studlo and to
his surprise this year the Chinese government let him
travel abroad alone, without a supervising interpreter.
Having seen only Vermont, he likes America, likes the
fall foliage, likes the “very good questions” the kids ask
in school. China must learn from America, he says. He
himself grew up learning animation by watching Disney.

“I am 50,” he says. “Same age Donald Duck.” i
‘. * *

“Fantasies” and “Albert Bridge School preseats
Olympics” are available through the Vermont Depart-
ment of Libraries.

Childbearing

The study also found use of mid-

postponing childbearing into their
late 20s as they pursued careers in
recent years, large numbers of
American women are now waiting
even longer — often fo their late 30s
— to have children.

women . who have been delaying
childbearing seem to be postponing
their first births until their mid- or
even late-30s,” the National Center
for Health Statistics said in its final
report on births in 1982.

Task Force to Hold Discussion

The Inter-Religious Task Force
on Central Amrica will sponsor a
program, ‘‘America’s Struggle:
Peace with Justice in Central Ameri-
ca,” Sunday at 7:30 p.m. in the Marsh
Life Science Hall on the University
of Vermont campus. William Hollis-
ter will be the moderator.

Featured speakers will be Ray-
mond Bonner, former New York

Memmine  smmnnsdbonn Jon TN OaVeen daee aend

with a parish in Nicaragua.

Responding to the speakers will
be representatives from Vermont-
Honduras Partners, the Vermont
Council on World Affairs, CASA and
Winooski 44.

|

wives to assist in birth has been
increasing  and reported a rise .in
childbearing by unmarried women.
The trend to postpone childbear-
ing into the middle or late 20s has
been widely noted in recent years as
young women pursued education and
established themselves in careers.

But the new statistics indicate
even further delays than have been
reported in the past. There was a
substantial increase in first births to
women in their 30s, while those in
the 25-29 age group actually had a
small decline in first births and the
rate for younger women also fell.
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Transcription from the video of the Q&A session during
A Da’s screening of four animation films at Dartmouth College
October 10", 1984

Speaker: A Da fi[ix

Date: October 10, 1984

Place: Dartmouth College, Webster Hall
Transcribed by Yan Fan J5°& in August, 2010

HOST: ...and I’'m the acting director of film studies and I’m also an ex
employee of Walt Disney’s. I’ve worked in animation, medium, for,
off and on, for about 30 years. So it’s a great pleasure for me to be
able to welcome, as our first film maker from the PRC, someone who
has made his mark creating animation. It seems entirely appropriate.

I’m also pleased that I can reciprocate in some sort of measure for the
hospitality of the Chinese Film Association for me and a group of 35
others who were in China earlier this spring. Unfortunately we were
not given a chance to visit Shanghai Film Studio but had I done so, |
might have even been able to meet A Da there but I did not.

However, he has worked there since the age of 19, idly starting at the
bottom of the ladder as most people do in animation studios; but he
really came into his own after the Cultural Revolution ended and there
was kind of a genuine renewal of creative work. And since that time,
he has fulfilled his early childhood ambitions of becoming a director
of animation as well as a designer, and his films have won prizes all
over the world at film festivals; so that today we’ll get a chance to see
some of those films and I’m sure that you will be very excited and we
feel very fortunate to be able to see them here. And then he will be
willing to answer questions about the films.

Perhaps we’ll stop after each reel if you want to. Will that be best?
After each reel and then we’ll talk a little bit. About an hour of film all
together, maybe a little bit more. And those sheets that I gave out
describe some of the films.



I also think you should know that it is through the generosity of the
Vermont Council of the Arts and prodigious efforts of David Ehrlich,
an animator from Randolph, VT who made this visit to this country,
this area, possible. And we’re very lucky that he could spare the time
to come down here today. And with that may [ with that introduce our
guest from the People’s Republic, A Da.

Audience claps.

A DA: I am very happy with the opportunity to come here and screen my
film for you. The first film is “The Three Monks” and the second film
is “The Monkeys Scoop Up the Moon.” All together, it is 30 minutes.

Sits down to watch film.

AFTER FILM-SCREENING.

Audience claps.

A DA: We have one more film. It’s a...now I will say something about the
film.

HOST: Yes, please!
A DA: The first film 1s done in 1980. It’s uh...

We have an old saying in China, it’s uh, “One monk carries two
buckets of water to drink and two monks carry one bucket to drink.
Then three monks, no water.”

I know there 1s English, “too many cooks” is the same. So, this film
is...I am the director of this film.

The second film is the Monkeys. I’'m not the director of this film but I
do all the artwork; I designed the monkeys and also backgrounds and
colors.

And the third film, we call it “Snipe-clam Fight”. It also come from a
saying in China it means, “If two parties fight, it benefits the third
one.” So, we don’t like to fight.



And this is the director, is my classmate. We work, we learn film in
Film Institute in Peking. We both work in Shanghai Animation Film
Studio for 31 years. Yeah.

And the last two films is paper-cut, not drawing, the first is drawing
on the cel...on the plastic. The second and third is paper-cut. And the
special technique, you can see the monkeys is just like wool. We use
special paper, the Chinese we call it the leather paper. And we paint
the monkeys that use the watercolor, we paint the monkeys. Then we
use a little bit water, just water, to draw the outline of the monkeys,
then pull it, so it becomes, just like...(gestures fur on monkeys).

So it’s a good technique.

FROM AUDIENCE: We have some questions.

HOST: Yes, please.

FROM AUDIENCE: I’d be interested to know how the films are
distributed and where they are shown? Are they shown in theaters or
on television? Or both?

A DA: Both, yes both.

FROM AUDIENCE: Are a great many of them together? Or one and then a
feature film as used to be done?

A DA: Uh, yes, both. Sometimes with a feature film and in the beginning we
have short, before the long film. And sometimes we put all together
maybe one by one together and show like together in the theater for
the children, maybe Sunday and, you know, holiday.

HOST: Other questions, at this time?

FROM AUDIENCE: Well, I would...on television...the first use is in the
theater or first use on television?

A DA: First use in theater, (chuckling) That’s very important!



HOST: The studio that you work in, I was told that there are as many as 500
people working there. (A DA: Yes, yes.) It’s a big studio. Does it do
entertainment films of this kind and other kinds of films?

A DA: We do only animation projects.

So this is the only one animation film studio in China. It’s a big one,
500 people. And now we have maybe some other film studio do a
little bit animation film. Maybe five people...something like that.
They want to try. Also the television station they like to do a little bit
animation.

FROM AUDIENCE: But they draw on your studio for most of the work.
A DA: Yep

FROM AUDIENCE: What other kinds of work are done there besides
animation, but these are what we would call story films. Are there
straight educational films made too?

A DA: Mmm, we make the film, pay attention to the education but we
almost do some like, film like this. There is a story and usually we do
maybe 90% is for children, only a little bit is for “big men”.

Audience laughs.
HOST: These aren’t children.

FROM AUDIENCE: I just wondered how many films does your group of
500 people make in one year or two years?

A DA: Yes, this is a problem, not so many. We make maybe three to three
hundred fifty minutes for one year.

FROM AUDIENCE: Does any of the 500 people have an opportunity to
direct or only certain people can do this?

A DA: Many different work to do, some are director, some are writer and
composer, and background painter, something like this, camera, sound.
And we have three kind of film. Animation film. One, the first one,



we call it cartoon. Drawings. So this is the most important part in a
animation film studio. The second and third one is called paper cut.
Cut out. Also we have puppet. And we usually have three kind.

FROM AUDIENCE: Are these films you have shot in 16 or 35?
A DA: Usually we have 35 then turn to 16. The copy is a little bit different.

FROM AUDIENCE: The techniques that you use that you talk about, did
you all discover them in China yourself or do some people...are they
trained overseas?

Host: He wants to know if people are trained overseas.
A DA: No, we didn’t. We just experiment for ourselves.

FROM AUDIENCE: What about training for young people. Is there an
opportunity for young people to enter the animation field in China?
Do you have training programs for new people or are you all like you?

Audience laughs.

A DA: Yes we have young people come into our studio. First we have
sometimes from school. We have only a few, maybe in Shanghai, only
one high school, there’s a class animation. So we have some young
men who first there, then came to our studio, who now is animator.

And also we have, my school in Peking Film Institute, we have
students come from here. But not so many

HOST: Do they get training in animation at the Beijing film school? Or just
film training?

A DA: Well, yes we have many actors, directors, animator... (in-audible)
FROM AUDIENCE: Of all the materials that you use from camera to film,

are there any that are harder to get than others or do you have ready
access to all the materials you need.



A DA: Yes, we buy some of those from the United States. The film I think is
Kodak. And some machine maybe from Japan and we have some
machine in China. Some mix. And I say the cel, the plastic, is from
Belgium. I don’t...please... (in-audible).

FROM AUDIENCE: I just want to ask as animation in China, what’s effect
of the computer...(in-audible)...

A DA: We didn’t try it, the computer yet. We know that there is computer
animation. It is very interesting. But we want to try it some day.
(Chuckling). Please.

FROM AUDIENCE: There seems to be a lot of nature going on in
animation that, (in-audible)... sense of a lot of nature. Is that a
problem for Chinese animation person...photography...

A DA: In China, the abstract art is not so common in China. So the other
reason is | talk just our film is usually for children to understand and
get some education. Not so common.

Please.

FROM AUDIENCE: I was just wondering if there was something
comparable to United States’ sort of cartoons...Saturday morning has
a lot of animated shows here. In China is there something that...is
there a distinction between this sort of animation and something
children might see on TV?

A DA: We have special programs for children but it’s not as long as yours,
maybe half day right? Whole Saturday morning...we have, sometimes
we have short, maybe half an hour or an hour program.

FROM AUDIENCE: Do you sort of live and...Super Friends all day? I
want [went?] to see this Saturday.

A DA: (Chuckles) Well....

FROM AUDIENCE: Is your Shanghai film studio is it financed by state or
do you get money from the distribution of the films or a combination
of the two? What brings the money in?



A DA: The government. Our studio it belongs to Ministry of Culture. So we
just make film and send it to them. And they pay me the money. The
government. Yeah.

FROM AUDIENCE: You have then a budget for the year. Is that it? So
much money for each year? And you want more.

A DA: Yes, make the world better. We must work hard. Most money are
not...we must work hard. Yes. Because the children like animation
film but not that...(in-audible)....

Yes please.

FROM AUDIENCE: I noticed that there is no talking in these films. Is that
common?

A DA: The reason is I want to bring it to the United States; so without
dialogue it will be easy to understand. Some film we have dialogue, of
course. Maybe more, more than this film. This film no dialogue, only
action and music so everyone can understand.

Please?

FROM AUDIENCE: I’m just curious. On that second film, with the
monkeys. There was a word on the screen at one point then they’re
starting to move...

A DA: Ah yes, that’s the title.

FROM AUDIENCE: Oh that’s the title.

A DA: Yes

FROM AUDIENCE: I’'m just wondering how you work with the composer
in creating music. Do you involve that in the early stages or do you
just give him the music, the film...

A DA: The first one I drew, I directed, so I understand...well...first I have
story, then I do a storyboard, I draw all the pictures, looks like a



comics. And all together, 240 drawings and...then I count the timing
with my watch, how many seconds each picture should need. It’s very
complicated to do it. Then divide the whole film in several parts, some
are quick, some are slow and some are loud. And some are...some are
quiet (in-audible).... Then I just...I put my whole idea on the
storyboard and write some thing on the storyboard. Then I ask my
composer, [ have a very good composer, cooperation with me in this
film. So I told him the story and then I want how many seconds or
how many one minutes, 25 seconds for each part and every picture we
have maybe two seconds or four seconds. And very carefully,
everything...

And then he get the idea and first he write the music then record with
the music man. And the first film is a traditional Chinese music. We
call it “hu qin”. Hu qin like this play (imitates playing of hu gin). And
also (imitates the playing of different instruments) um...I don’t know
what to call it...special music instrument.

And then we first done the music then we count how many the music
line...

FROM AUDIENCE: You do the music before you...

A DA: ...before we design the animation. Then the animation after the
music. So every part is just the same.

FROM AUDIENCE: Is there any difference in the way the in the
techniques or the story lines in cartoons produced before and after the
Cultural Revolution?

A DA: Of course it’s different, very different. Before and after...we have
one film later we will show here. It’s before the cultural revolution,
it’s a very good film. Not only for children...it’s uh...no story, but the
art is very good. The director is the director of a studio. The name is
Te Wei. The old artist now is almost 70 years old. And this is a very
beautiful film. And...and...

Uh...during the Cultural Revolution, almost, we have almost no
animation film. Only a few is very bad animation...uh...propaganda
(audience chuckles) for the Gang of Four. So it’s ugly. We don’t like



it. And only from ‘72 to ’76, four years, we only do a little bit, it’s
very bad, very poor art...propaganda. Then after that, such as this,
(in-audible)... after the Cultural Revolution.

FROM AUDIENCE: Were you able to...or were you ever...(in-audible). ..
A DA: Oh, stopped, everything stopped.
FROM AUDIENCE: But did you stay in Shanghai and work in the studio?

A DA: First we, ‘66 to ‘69, we still go into our studio but do nothing. Just sit
there and read books and answer questions (chuckles). And then from
‘69 to ‘72, all the studios, the members of studios, all the artists,
writers, singer, actor...go to a place we call May 7™ School...for work
as a farmer. And I feed the pigs for 8 months and dig canal and as a
farmer for almost 3 years. So only from °72 I just talk about
this...very bad, came back and do a little bit very bad animation. This
span, 10 years almost.

Please.

FROM AUDIENCE: Who makes the decision about what should be made
in your studio. Do you have a committee or...to decide this or the
director of the studio or (in-audible)...does he make the decisions?
The group?

A DA: Yes, group. A group. But he is most important person. So every time
if I have an idea, I want to do such film like “Three Monks” I talk, I
ask him, maybe if I can try to do an animation film like this. And if he
had agreed and the group then make...so...uh...I never worry about
money and animators work with me. And I am fortunate every time I
have a new idea...always agree. So I am fortunate (laughs).

FROM AUDIENCE: I just wonder how many people see movies every
week in China..I hear some incredible figures for this.

A DA: I can’t understand...I can’t answer this question...I don’t know how
many. It’s hard to say.



FROM AUDIENCE: I was told that there was something like 200 million
people a week go to the movies in different parts of China.

A DA: Maybe, quite a lot. The young people. Also we go to the theaters, it’s
very cheap. Only 50 cents, maybe. 30 cents, 50 cents. It’s very cheap.

HOST: Should we run the new films now?
A DA: One more. The title is “The Buffalo Boy and the Flute.”
Shows film.

AFTER FILM

A DA: Thank you for coming.
HOST: Thank you very much for coming.

END.
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A Reminder—Before You View the Animation Film
Three Monks

By Xu Chang (Charles Zee)

When viewing the animation film 7hree Monks with a critical eye, there are
aspects of the film to which I recommend you pay special attention. In doing so, you may
be prompted to discover subtleties that you might not otherwise have noticed, all of
which will help you more completely understand the intentions of the film’s director.

I did not participate in the film’s creation—yet, as it was my father’s work, I
nonetheless invested substantial thought in the project. At the time my father made the
film, our entire family of four was living in a single room. It faced north, and the floor-
space was but thirteen square meters and we had no air-conditioning. Because the whole
family lived in this tight space, we had relatively frequent communication and often,
when I woke from sleep, my father would be excitedly explaining a good idea or a good
method that he had come up with, one which applied to his film. And sometimes, with
tightly knit brows and puzzlement written all over his face, he would speak to us of the
problems that he’d been unable to resolve. Because I am a person of strong curiosity
myself, I understood more than some people my father's creative paths and methods—so
that even now, as I recall them, they still seem quite innovative and refreshing.

Viewed nowadays from either the perspective of literature or the perspective of
film, this version of Three Monks is recognized by all as an animation classic even
though, when A Da proposed converting the universally familiar, three-phrase saying into
an animated film, most people could not comprehend why he wanted to do such a thing.
Because, after all, the last phrase of the saying—"“when there are three monks, there is no
water to drink”—gives away the final ending. And when you have already learned the
ending, what more could there be in a film? Furthermore, because that saying has
circulated for such a long, long time, it now seems a veritable “truth”, an unquestionable
truism. But A Da, with his rich imagination and powerful creativity, altered this “truth”,
giving the film a surprise ending, an ending unexpected yet within the realm of both
reason and emotion. It is precisely this extraordinary approach of A Da that elevates the
animation to a new height, making it a film that well merits our discussion.

UNIQUE SCREEN EFFECTS
The proportions of length to width for the movie-screen were once generally
1:1.33. Thereafter, “wide-screen” was developed, and still later, the 360-degree
panoramic circular screen. No matter how one approaches it, the idea is the same: the
trend is towards ever-larger screen sizes.
When A Da was filming the Three Monks—considering that the film was to be a
work “depicting ideas”, hence a work that should utilize the simple effects of decorative



art—he requested that the shape of the camera’s aperture be made square. A Da viewed
this as a simple and reasonable request, though at the time, to accomplish it would have
taken quite some doing. The camera was the property of the studio, so the request would
have to be approved by the equipment-head of the studio. What is more, such a request
was unprecedented, and at first no one had the audacity to comply but at long last, thanks
to A Da’s patient and persistent persuading, the request was granted. Only A Da’s serious
commitment to, and responsible professionalism towards, artistic creation has made it
possible for us today to enjoy the visual sensation that a square screen brings.

Nevertheless, A Da did not simply employ some sort of mechanical “square
screen” for the entire film. Rather, according to the plot of the film, he selectively and
cleverly utilized the complete space of the original screen. Specifically, in the film’s 92"
frame-series—that where Little Monk and Tall Monk are having a fight—in order to
emphasize the great distance between these two, A Da “pushes” them right out of the
square, so that they reach the very edges of the original, rectangular frame, with Tall
Monk farthest to the left and Little Monk fartherest to the right. Such a concrete physical
distance manifests the monks’ internal distance, sensitizing the viewer to the desperate
incompatibility of the two monks.

I discovered inadvertently that the position of frame-series number 92 is the
golden dividing point: i.e., position 0.382 of the film’s 242 frame-series. All
accomplished at this single moment, at such a crucial position! I was absolutely amazed
by this revelation of A Da’s extraordinary sensitivity.

SKILLFUL UTILIZATION OF SOUND EFFECTS

For his Three Monks, A Da did not allow any of the characters to utter a single
word. In A Da’s view, there are certain matters and situations that become more obscure,
more inexplicable, the more one talks about them. And in fact, even if they could be
clearly elucidated, then the answers would also become “fixed” so that indeed there
would exist but one sort of answer, the “fixed” answer—which in turn would force upon
the viewer a conclusion concerning the film that the viewer might deem less than
satisfactory. So, would it not be better to leave the answers to the individual
understanding of each viewer? And because the viewers come from different places, each
belonging to a different age group and each having a different life experience, their
responses to the film will differ, and their answers to the questions that might arise from
the film will also naturally differ. Consequently—rather than resorting to words—A Da
took advantage of music and other sound effects, with each sound carefully thought-out
and programmed.

At the very beginning of the film, one notices that when the three written phrases
appear onscreen, the introduction just then of the percussion instruments already seems
unusual: first, to the beat of the wooden drum, each written character appears on the
screen, one after another, for the first phrase—“one monk carrying water to-drink”. Then,



one hears a second percussion instrument brought in and—to the combined beats of these
two different instruments—each character of the second written phrase appears, also one
by one: “two monks shouldering water to-drink”. Finally, we see the written characters of
the first half of the third phrase, “three monks...”, appearing one by one, to the
accompaniment of three percussion instruments. Although the viewer has seen only two
and a half of the three full phrases, the percussive sounds seem already to have provided
a hint of the “invisible” written characters of the last half of the third phrase. That is, both
the images of the three monks and the physical setting in which they find themselves
seem to appear before the viewer’s eyes, thanks to the meticulous programming of the
percussive sounds and the intentional selection of the musical instruments—percussion
instruments all commonly employed in the Buddhist temple. In only several seconds, the
basic tone for the film’s style and pattern have been set, while at the same instant the
viewer is left in suspense because of A Da’s withholding that last half of the third phrase
of the adage.

The beats of the Buddhist wooden drum, through the film’s entire course, show
the monks being of the same mind or of different minds: the drumbeats are either “in
sync” or “out of sync”. In one particularly humorous scene we see Fat Monk—drenched
in perspiration from his walking—dropping his head down into the river just as we hear a
hissing sound, the sound of a red-hot iron being plunged into water. The film emphasizes
the exaggerated, leaping montage-like structure; and its use of special sound effects
contributes tremendously to the presentation of its images. Amidst the beating of
percussion instruments, the images jump from long- to mid- to short-shots, and then to
close-up shots. And amidst the rhythmic drumbeats, the sun rises and falls, rises and falls,
as if it were the second hand on a clock ... all of which is harmoniously blended through
the skillful manipulation of sound effects.

SHARP CHARACTER PRESENTATION

The first task of the animated film Three Monks is the sculpting of its three
characters as dissimilar in appearance and personality, for only through differentiation
can one produce “theatricality”. And how to do this? In sculpting their physical builds, A
Da adopts the three shapes of “small”, “tall”, and “fat”; for their coloring, he uses “red”,
“blue”, and “yellow”, the three primary colors. Keeping in mind that the characters do
not speak, A Da selects the banhu, zhuihu, and suona—three of China’s traditional
musical instruments—as a means of rounding out both the characters’ images and their
spirits. In order to grip and hold the spectators’ interest at the very moment when each of
the three monks first appears, A Da pondered ways in which he might usher them, one by
one, onto the stage: we first see a curved line that follows the rhythm of the music,
bobbing up and down, eventually to become the entire body of each monk. Thus does A
Da first show us, respectively, the individual characteristics of each monk’s shaven head
and distinctive robe. Then, for each monk, A Da designs a first episode matching that



monk’s particular personality. We may note that each of the monks has a different walk;
each encounters a creature of one sort or another; and each treats “his” creature
differently, although (despite the differences) one thing holds true: through these three
parallel episodes, the viewer comes to realize that all three monks are good disciples of
Buddha.

With an eye to prominently projecting his characters, A Da in his visual design of
the animation’s background adheres to the familiar Chinese storytelling formula: “A long
time ago, there was a mountain; on the mountain there was a temple; and in the temple
there was a monk....”. He also adopts the “parallel perspective” approach common to
Chinese painting. Consequently, we now see a simple, clean animated film that is in
complete accord with the style of the story.

This represents no more than my personal understanding and knowledge of the
Three Monks. 1 think that you may experience much more when you actually view the
film. After all, wasn’t A Da often fond of saying that “the spectators and critics will
ponder matters even more than we do”?

(Translated by Hua-yuan Li Mowry)



A Da: Chinese Animation’s Open Door to the World

In 1989, when the Chinese government chose four filmmakers as the most
outstanding of more than 50,000 people who had worked in the industry, Te
Wei was one of them. In 1999, when the government chose the 100 most
outstanding films of China, only twenty of which were animated films, Te
Wei's four films were among them. ASIFA (The International Animation
Association) awarded Te Wei the ASIFA Prize at Annecy in 1995 for his
lifetime of work and courage. And yet, in 1988, Te Wei stated, “Shanghai
Animation truly reached its summit in 1980, with A Da’s Three Monks.”

I first met A Da in June of 1982 at the Zagreb International Animation
Festival. His Three Monks was screening in Competition after just winning
the Animation Prize a month before at the Berlin Film Festival. The festival
audience loved the film as much as I did, and A Da and I became good
friends. I had been fascinated with those Chinese characters that were
pictograms, and had always played in my mind with the idea of animating
them. I discussed the idea with A Da at Zagreb, and soon we had designed
an animation workshop to co-teach with children in Annecy, France the
following June at the time of the Annecy International Animation Festival.
Each child would learn to draw and animate a single pictogram and all the
animated pictograms would come together in a 4-minute animated film. The
result was successful enough to screen at the Annecy Animation Festival.

We next planned A Da’s month-long visit to my Vermont home for fall of
1984. He was to bring to the U.S. 90 minutes of animation from the
Shanghai Animation Studio to screen at schools and colleges on the east and
west coasts and to spend two weeks co-teaching with me a children’s
workshop at the Albert Bridge School in Brownsville, Vt. The children were
to make another animation for which they would learn to draw and animate
the pictograms. A Da’s visit to the U.S. was highly successful, primarily
because of the easy popularity of his Three Monks and his gentle, friendly
style of speaking.

When A Da returned to the Shanghai Studio in 1983 after Annecy, one of
the new animated films he proposed was to be “36 Characters” a
professional educational animation based upon the work we had been doing
with children in France. The film, which premiered at the 1986 Zagreb
Animation Festival, won the prize for Best Educational Animation.



While we were at Zagreb in 1986, I had been planning out my first
international Animation Collaboration, “Academy Leader Variations™. |
already had lined up some of the best animators from the U.S., Switzerland
and Poland, all of whom were my good friends. When I asked A Da if he
thought he could bring in some of the Shanghai animators, he grew excited
and said he would try. In 1985, A Da had been elected as the first Chinese
animator on the International Board of ASIFA, and this position gave him
the credibility successfully to lobby his studio for China’s participation in
the production. With A Da’s support, I completed the film in early spring of
1987. It went on to win the animation Jury Prize at the Cannes Film Festival,
but sadly, A Da was not able to join us for this success. On the train from
Shanghai to Beijing where he was to teach the animation class at the Beijing
Film Academy, he was felled by a stroke. Several hours later at the hospital
in Beijing, when he regained consciousness for a short time, the doctor
looked at his chart and exclaimed, “Oh, you’re A Da, who made “Monks
Carry Water”. A Da looked up at him, smiled softly and said, “Yes, but I can
no longer carry the water.” With that he died.

A Da was Chinese animation’s Open Door to the world. He gave China and
Chinese animation a presence throughout the U.S. and at film festivals in
Europe. He began China’s representation on the ASIFA Board that
continued until the present day. And he brought animation from North
American and European animation festivals back to the studio so that he and
his colleagues might open themselves to the animation world beyond China.

A Da had always wanted his son, Charles, to learn animation, but A Da died
too soon to teach him. When I was in Shanghai for a few months in 1988
helping the Shanghai Studio in their preparations for the First Shanghai
International Animation Festival, I used the opportunity to do a few
children’s animation workshops and asked Charles to assist me. He learned
quite quickly, and we created the A Da Animation Institute with funding
from the Overseas Chinese Association. I served on the Board along with
some of the studio pioneers like Wan Lai Ming and Te Wei who had been A
Da’s friends. Charles ran the Institute for a number of years and even placed
some of the children’s animation on CCTV. The Institute itself is no longer
active, but Charles continues teaching children animation at schools and
community centers in Shanghai.

David Ehrlich
August 24, 2010



A partial list of A Da’s animation films

Cel animation Zfj H 5

1. 3 NRIK T (Turnip Has Returned, 1959, a member of the film’s
collective creation-team)

2. W& (Dream of Gold, 1960, art-designer)

3. KFHWINE N (The Sun’s Young Guests, 1961. Co-director; the
other co-director: Wu Qiang 5[ 5#)

4. [ JEE—R (A Night in an Art Gallery, 1978. Co-director; the other
co-director: Lin Wenxiao /3 14)

5. WRREIH ¥ (Nazha Causes Havoc at Sea, 1979. Co-director; the other
co-directors: Wang Shuchen F# 1% and Yan Dingxian /™ ¢ %)

6. =AM (Three Monks, 1980. Director)

7. WAMEIR  (Butterfly Spring, 1983. Director)

8. =+ AF (36 Characters, 1984. The film was based on the 1983

work produced by French children at an animation workshop co-
taught by A Da and David Ehrlich, Annecy, France)

9. Z—EBWMIRIC (The Wonderings of San Mao, 1984. Director)

10. FEERIT14 (Newly Installed Doorbell, 1986. Co-director; the other
co-director: Ma Kexuan & 7 &)

11. BHAEE (Super Soap, 1986. Co-director; the other co-director: Ma
Kexuan & 7 &)

Paper-cut animation BY 4% 3)j IH F

12. #&7%7 H (Monkeys Fish For The Moon, 1981. Art Director)



Ink-brush animation 7K 5 z}j [H] /

13. /NP AL UY (Little Tadpoles Looking For Their Mother, 1961. A
member of the seven-person animation-design team)

According to the voluminous official Shanghai Film-Gazette 13§ H5
&, published in 1998, A Da in 1960 headed the section for character and
background design of Shanghai Animation Studio’s experimental group, to
find a way to animate the “ink-brush painting 7K 5% ] (see Shanghai Film-
gazette, pages 416-417). Having worked on the experimental project for
three months, the group succeeded in its attempt. In July of 1961, the group
produced China’s first ink-brush animation 7K 52 3/j ] J7, Little Tadpoles

Looking For Their Mother /INEFHEL R {545
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