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Introduction

< See p. 114, fig. 21

This selection of Taoist magic diagrams, talismans and charms repre-
sents an aspect of Chinese art virtually unknown in the West. Art
historians — even Eastern art historians — have largely ignored them,
concerning themselves primarily with problems of artistic technique
rather than meaning, the question of ‘how’ rather than ‘why’. Yet
Taoist calligraphy, as I shall be showing, has been of first importance
in China since earliest times, both as an artistic carrier of spiritual
truths, and as the one means of communication with the spints,

Taoist graphic art was first and foremost a practical magic, enabling
man to communicate with the spirit world and influence the workings
of the invisible forces of nature for his own benefit. It was geared to his
everyday needs, concerned with the changes of season and weather
essential for planting, harvesting, and building. On another level of
daily life, the diagrams and talismans were intended to cure sickness,
bless marriage, ease childbirth, protect the household from fire, get
rid of pestilence and misfortune, guard against calamities. In short,
they were to make the daily life of the people easier. Later in the text
we shall be looking at the different ways in which these magic dia-
grams have been made and used, throughout the centuries.

On a deeper philosophical level, the diagrams may be understood
as embodying the concepts of Taoist philosophy. They are to help us
harmonize the sexual polarities, the yin and yang, within ourselves, and
to place us in harmony with the turbulent energies that act upon our
lives and the universe. At the most profound level of all, they point the
way to the core of Chinese mysticism. We can intuit the truth that
reality is not a succession of separate moments, or an infinite number
of separate ‘things’, but a seamless web of eternal change, like the
currents of a river, or clouds blown by the wind; that ‘being’ and
‘non-being’ are complementary, just as the fretted stones which we see
depicted in the diagrams are given their shape by crosion, and the
surrounding silence gives music its form. In the visual arts of China,
empty space is as important as line. The final goal of the Taoist mystic
is to penetrate beyond ordinary ‘reality’ to reach to an awareness of
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"The Flying Male Phoenix”
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(below). (From Chiang
Ping-chien, Shwi-lung ching
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the ultimate tranquillity, that which is beyond time and change, the
Great Ultimate, the Whole, the ‘mystery beyond all mysteries’, called
by the Chinese the Tao.

Artistically, the diagrams represent some of the most fascinating
examples of Chinese abstract art to develop outside the imperial
mainstream, which i1s what we know as *Chinese art’ today. They are
as much a part of the legacy of Chinese art as the celebrated Shang and
Chou ritual bronzes and jades, Han and T ang pottery tomb figurines,
Sung academic paintings and calligraphic scrolls, or Ming and Ch’ing
dynasty ceramics.

We can see their influence in the symbolic abstraction of these other
visual arts. We can also clearly observe their traces in the techniques of
various Taoist schools and secret societies which operated all over
China from the Han period onwards. These include astrology,
palmistry, physiognomy, geomancy, alchemy, herbal medicine,
acupuncture, and the arts of movement (t'ai-chi chiian and kung-fu).

The secrecy that has surrounded Taoist teaching arises partly from
the taboo on the sacred — the mystic communication has to be pro-
tected from the eyes of the uninitiated or irreverent — and partly from
the historical need to protect the various cults from official hostility.
Even today, talismans have been refused to non-Taoist, non-Chinese
enquirers,

The Secret Sources

The present selection of Taoist magic diagrams, talismans and charms
has been taken from the most esoteric of the 1,464 works preserved in
the Tao-tsang, the 1436 (early Ming dynasty) edition of the Taoist
canon, and other Ming and Ch’ing dynasty manuals. The Tao-tsang,
first published about AD 1190, was originally an even larger collection
before its burning was ordered by Kublai Khan of the Mongol (Yiian)
dynasty in 1281,

In its present (early Ming) form the collection consists of seven
different sections (‘caves’) with various supplements, containing more
than fifty million characters of text and several thousand diagrams.
Supplementary diagrams were added in the Ming period, but the vast
majority of those printed are ancient canonical forms, belonging to a
tradition of occult art over two thousand years old, the roots of which
go back to shamanistic practices in the second and first millennia s c.

The shaman is a person who has acquired techniques which enable
him to contact the spirit world, and, specifically, to summon spirits.
His power and prestige largely depend on the number of spirits he can
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Talisman of the Messenger of
the Nine Heavens, who can cure
epidemics, It depicts a shaman
performing a mitual fire-dance

{ Tap-tsang 1203-224:16h)

voluntarily incarnate in himself and thereby control. He may be
aided by songs, dances, drums and, frequently, narcotics.

There was a limited tradition of these practices in Taoism, particu-
larly in South China, but more frequently Taoist magic used talismans
and charms which became impersonal repositories of power. They
were impersonal in the sense that, once the talismanic calligraphy had
been completed by the Taoist priest, who would usually reproduce a
canonical prototype, all his spiritual power was immediately trans-
ferred to the talisman. It was then used by the individual as a kind of
ritual object to retain his direct contact with the spirit.

A profound belief in the spiritual powers of calligraphy was very
probably already present even in the formative period of Chinese
civibhzation (i.e. during the first millennium Bc), and was largely
responsible for the survival of the Chinese ideographic script. For it is
significant that, despite several attempts at reform, the Chinese
civilization has always shown reluctance to adopt an alphabetic script.

In order to protect the talismanic ‘mystery” a number of beautiful
secret scripts were evolved by Taoism; how they arose and in what
way they differ from ordinary calligraphy, we shall see later in the
introduction, when we look at the magic power of calligraphy.

The diagrams as they appear today were the work of a wide range
of artists, including illiterate villagers, recluses and hermit-scholars,
as well as Taoist exorcist-priests, faith-healers, and sorcerers. Most of
them are anonymous, for the powerful talismanic forms are rarely
attributed to particular individuals, and the legendary attributions of
the Taoist canon must be treated with reservation.

In their oniginal form, these diagrams were the most perishable
visual art products of China. Some of these mystic diagrams were
originally drawn in the dust with a wooden stick or a finger, others
(after Han times) on paper to be burnt as *paper-money’ offerings to
the forces of the supernatural. These notes of ‘paper-money’ were
reproduced many thousands of times in the course of a single genera-
tion, only to be used for a single day in a given hour of the magic nte.
The highly perishable material of which they were made was itself a
constant reminder of the cardinal Taoist teaching: the principle of
Eternal Change which governs the whole universe. Indeed, most of
them have disappeared along with the voices of the famous ancient
singers and the movements of celebrated Sw and T'ang dynasty
dancers. Yet, they have not been completely lost. Outstanding ex-
amples have survived in Taoist canonical sources, and even today are
being copied closely. A number are to be found among the illustrations
of this book.
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Eternal Change

At the very root of this occult art we find the ancient Taoist philo-
sophical teachings of yin-yang. According to this system, ‘the One’,
the Whole, the Great Ultimate (f'ai-chi), produces the negative-
positive dualism of yin and yang, whose continuous interaction gives
birth in tum to the Five Elements (wu-hsing), from which all events and
objects are derived. The principle of yin is conceived as sovereign over
Earth. It corresponds to negative, female, dark, watery, soft, cold,
deadly, still, etc. The principle of yang is conceived as sovereign over
Heaven. It corresponds to positive, male, light, fiery, hard, warm,
living, moving, etc. Yin and yang divide to form the points of the
cOmpass.

The Five Elements, Wood, Fire, Earth, Metal, and Water, like all
the cosmos have a yin and yang aspect. The Ho-t'u, one of the two most
ancient Taoist diagrams, is a chart of the Five Elements as they exist in
the Prior Heavens of Change in their life-giving, yang order. Wood
is said to give birth to Fire, Fire to Earth, Earth to Metal, and Metal to
Water. Finally, Water gives birth to Wood, and thus starts a new cycle.

During the first part of the year, when nature is on the increase, the
yang aspect is dominant. During the second half of the year, when
nature declines towards winter and death, the yin aspect becomes
dominant. Thus, in order to accomplish the renewal of the umiverse,
the Ho-t'u diagram alone is not enough. The Taoist must also under-
stand the principles according to which the reverse process from yang
to yin operates. To achieve this, the Taoist uses a second chart called
the Lo-shu, the second most ancient diagram, said to have been
discovered by the legendary Emperor Yii on the back of a tortoise
emerging from the Lo river. The Lo-shu is the diagram of the so-called
Posterior Heavens of Change. Here the Five Elements no longer bring
life. The creative order of the Five Elements in the Prior Heavens of
Change (i.e. Wood, Fire, Earth, Metal, and Water) is rearranged
according to the destructive order of the Five Elements in the Posterior
Heavens of Change (i.e. Water, Fire, Metal, Wood, and Earth). Thus
yin Water overcomes yang Fire, yin Fire destroys yang Metal, yin
Metal destroys Wood, and finally yin Wood overcomes Earth. The
cosmos must await the rebirth of yang and the winter solstce. Men
must put the magic Ho-t'u back into the centre of the universe to make
nature flourish again and start a new cycle of change.

Like the Ho-t'u, the Lo-shu is basically a diagram of change.
According to legend, it inspired King Wen, founder of the Chou
dynasty, to create the Book of Changes (I-ching). It is also a magic
square: no matter in which direction the numbers of the Lo-shu are
added up, the total 1s always fifteen.



ELEMENT :
DirecTioN:
Coroun:
SEASON:
MNUMBERS AND

HEAVENLY STEMS (yin)

CLIMATE:
MounNTAINS

PLANETS:
SOUND
MusicaL NOTE:
VIRTUES :
EMoTIONS:
ANIMALS:

VISCERA:
ORIFICES :
Tissues:
FLavoun:
Opour:
EMPERORS

(yang)

THEIR ASSISTANTS:

This Taoist cosmos of eternal change has further implications for
occult arts, since the Five Elements are also connected with symbols
of direction, colour, season, etc., as set out in the following table,

according to their order in the Prior Heavens of Change:

Wood —+ Fire —  Earth —  Metal -+ Water
East South Centre West MNorth
Bluc Red Yellow Whire Black
Spring Summer Late Summer Autumn Winter
B I 2, ting 10, chi 4, hsin 6, kuei
3, chia 7. ping 5y WN o, keng I, jen
Windy Hot Humid Dry Cold
T ai-shan Heng-shan Sung-shan Hua-shan Heng-shan
(in Hunan) (in Hopei)
Jupiter Mars Saturn Venus Mercury
Shourng Laughing Singing Weeping Groaning
chiiel chih kung shang yii
Benevolence  Propricty Faith Righteousness Wisdom
Anger Joy Sympathy Grief Fear
Dragon Phoenix Ox or Buffalo Tiger Snake and/or
Tortoise
Liver Heart Spleen Lungs Kidneys
Eyes Ears Mouth Nose Anus and Vulva
Ligaments Arteries Muscles Hair and Skin  Bones
Sour Bitter Sweet Pungent Salt
Rancid Scorched Fragrant Rotten Purnd
Fu Hsi Shen Nung Huang-ti Shao-hao Chiian-hsii
Chii Mang Chu Jung Hou-t'u Ju=shou Hsiian-ming

This doctrine of the Five Elements applies both to the external
macrocosm of the universe and to the internal microcosm of the
individual self. To a student of the occult, it offers not only a general
guide to an understanding of the world but also a means whereby the
cosmic pattern of change can be influenced through an act of *sympa-
thetic magic’. Such an act, however, is much dependent on the precise
tming of the change, for which a specialized knowledge of the
calendar is necessary.

The normal Chinese calendar is partly lunar, with the length of the
month determined by the cycles of the moon, and partly solar, in so
far as the length of the year is linked to the four seasons, as in the
western calendar. From the point of view of occult practices, however,
another calendar system is far more relevant. This is basically a con-
stant repetition of a sixty-year or sixty-day cycle of sixty two-
character terms, which has been used in China to designate the element
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of time since before 1000 Bc. A measurement of both days and years,
it is formed by revolving a cycle of ten characters, representing the
Ten Heavenly Stems, with one of twelve, representing the Twelve
Earthly Branches. The ten Heavenly characters are: chia, i, ping, ting,
wu, chi, keng, hsin, jen and kuei. The twelve Earthly characters are: tzu,
ch’ou, yin, mao, ch'en, ssu, wu, wei, shen, yu, hsii and hai. The duodenary
system has also been used on its own to designate the twelve months
and the twelve double hours of the day, starting at 11 p.m. In addition,
there is a number for each person determined by the characters drawn
from the cycles marking the year, month, day, and hour of his birth.
Taoist occult theory correlates these two sets of characters with the
workings of the Five Elements, colours, seasons, etc.

The following passage from the Pao-p'u tzu, a Taoist work of about
AD 300, explains this concept:

When the Ling-pao ching speaks of protective days, it means a continuation of
the Twelve Earthly Branches and the Ten Heavenly Stems in which the first
element begets the second. Days chia-wu (no. 31 of the 6o-cycle) and i-ssu
(no. 42) are examples of this. Chia is Wood, and wu 1s Fire; { too 1s Wood, and
ssu Fire, Fire being bomn of Wood. When it speaks of proper days, it means
combinations where the second element begets the first. Jen-shen (no. 9) and
kuei-yu (no. 10) are examples of this. Jen 1s Water, and shen 1s Metal; kuei is
Water, and yu is Metal, Water being born of Metal. By constraining days it
means combinations where the first element conquers the second. Wu-tzu
(no. 25) and chi-hai (no. 36) are examples of this. Wu is Earth, and tzu is
Water; chi too is Earth, and hai Water, and according to the theory of the
Five Elements, Earth conquers Water. By attacking days it means combina-
tions where the second element conquers the first; chia-shen (no. 21) and i-yu
(no. 22) are examples of this. Chia is Wood, and shen 1s Metal, i too is Wood
and yu Metal, Metal conquers Wood. From these examples one can deduce
the rest.

The notes to the talismans which follow contain frequent references
to this cyclic system, which is by no means as complicated n its
practical application as it appears in the passage quoted above. For
example, if a given year, month, day or hour is linked with the element
Water, this signifies that a good deal of rain may be expected during
the period, while a dominant element of Fire would indicate a hot
spell and also an increased risk of fire breaking out. The choice of lucky
and unlucky days, which features so prominently in Chinese divina-
tion and farmers’ almanacs, is only one of the practical extensions of

this yin-yang and Five Elements theory.
Yin-yang numerical system, as shown in the table above, also
played a prominent part in Taoist magic. As we shall see, a large
3-5 number of talismans were used in sets of threes, fives, nines, etc.
6-10 Among these, the sets of fives were considered particularly powerful
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Magic talisman to bring
happiness and good fortune,
depicting two constellations
{yim and yang) interlocked in
acrobatic sexual union. (Early
12th century, Teo-tsang
a17-25:1h)
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because they acted on the Five-Element space-time factor of the
cosmos with associated symbolism of colour, smell, taste, sound, etc.
Inspired by the philosophical doctrine of the Five Elements, popular
Taoist spiritualism showed itself remarkably practical again: the
multiperceptual contact with the spirit world opened up additional
channels of communication with the spirits, making use of all the
senses of the human body.

Of the heavenly bodies, the radiant Sun represents yang and the
silver Moon, yin. To reinforce yang, Taoist magic prescribed sun-
bathing in the nude for men, who were instructed to hold a talisman
(a secret character for sun written in the yang colour, red, on green
paper). Moon-bathing in the nude was prescribed for women to
reinforce their yin, and they too were to hold a talisman (a secret
character for the moon written in the yin colour, black, on yellow
paper). Constellations too, according to the principle of the har-
monious (yin-yang) unity of heaven and earth, guided and influenced
changes on earth. Hence their frequent appearance in talismanic
graphic compositions and secret diagrams. They are often represented
symbolically as convoluted stones and rock-formations.

IVital Breath

Ch'i, the Vital Spirt, fills the world of the Taoist. It is the Cosmic
Spirit which vitalizes and infuses all things, giving energy to man, life
to nature, movement to water, growth to plants. It is exhaled by the
mountains, where the spirits live, as clouds and mist and, therefore,
the undulating movement of clouds, mist, or air filled with smoke
rising from burning incense, is a characteristic mystic representation
of ch'i in Taoist art. As the Universal Force or Eternal Energy, 1t is at
the centre of Taoist breathing exercises, which also involve the art of
smelling and the use of incense. In occult diagrams it is the reason for
the preference for asymmetrical design. The Pao-p’u tzu states: "Man
exists in ch’i, and ch’i is within man himself. From Heaven and Earth
to all kinds of creation, there is nothing which would not require
ch’i to stay alive. The man who knows how to circulate his ¢h’i main-
tains his own person and also banishes evils that might harm him.’
The same source mentions a method of casting spells by simply
rendering breath (ch’i) more abundant. The Taoist Chao Ping used to
charm streams by breath so that the water-level dropped as much as
twenty feet. Using the same technique, he would light a cooking-fire
on thatched roofs without setting light to the dwelling, render boiling
water harmless for scalding and prevent dogs from barking.

13
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Taoist mystics also conceived of ch'i as the invisible underground
currents of the earth. Geomancy (feng-shui in Chinese, meaning ‘wind
and water’) was born out of this concept. It was concerned with the
art of fixing the sites of houses for the living and tombs for the dead
in mystic harmony with the local currents of ¢h’i, the Cosmic Energy.
Traditionally, if houses and tombs were not correctly sited, evil effects
were likely to befall the inhabitants of the houses and the descendants
of the dead, whereas a good siting would bring them happiness,
prosperity and longevity. The forces and nature of the invisible ch'i
currents, known also as ‘dragon’s veins’, were determined not only by
mountains and hills (yang), and valleys and watercourses (yin), but
also by the movements of the heavenly bodies from hour to hour and
day to day all round the year. The yin and yang aspects of geomancy
currents were also identified with the Tiger and the Dragon, which in
turn represented the western and eastern quarters of Heaven. Asa rule,
a three-fifths yang and two-fifths yin balance was thought to be the
most favourable. A magnetic compass marked with trigrams and
hexagrams of the I-ching, as well as with the sexagenary cycle of stems
and branches, aided the complex reckoning for the selection of the
suitable site. Compass references have been indicated in the notes on
some of the talismans illustrated later in the book.

But ¢h'i also meant sexual energy. The yin-yang theory held that the
sex organs were a major vehicle of the primary forces of the universe,
and looked upon sexual intercourse as an act charged with Cosmic
Energy. The schematic symbol of yin and yang is a circle divided into
two equal parts by a curving line, with the lower, or female half dark,
and the upper, or male half light. The Earth, woman, and the vulva
are all yin. Heaven, man, and the penis are all yang. The union of these
opposites leads symbolically to the harmony of the universe. This also
means that it is possible to believe that Heaven and Earth consummate
their relation each time a man and a woman perform the sexual act.
The prolongation of this act, therefore, becomes a magic ritual. Hence
the frequent references, both symbolic and explicit, to the union of the
opposite sexes in Taoist magic rites, according to which there were
lucky and unlucky days for intercourse, favourable and unfavourable
directions and positions in which to lie, etc. There was also an early
Taoist ritual known as the ‘deliverance from guilt’ ceremony which
took place on the nights of the new moon and the full moon. It con-
sisted of a ritual dance, the ‘coiling of the dragon and playing of the
uger', which ended in successive sexual unions in the assembly. It was
censured in a pre-T"ang Buddhist document on the grounds that ‘men
and women have sexual intercourse in an improper way as they make



?‘T
B

ESI
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(Early 1ath century, Tao-tiang
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no distinction between nobility and commoners’ — a piece of con-
temporary social criticism which testifies to the egalitarian nature of
Chinese Taoist magic.

Bodily yin-yang and Alchemy

Man’s own body is also governed by the principle of the Great
Ultimate (t'ai-chi), yin-yang and the Five Elements. Traditionally,
when yin and yang were formed out of the primordial chaos, yang,
being light, went up to form Heaven, while yin, being heavy, de-
scended to form the Earth. This idea is repeated in the composition of
the human body, with the head as Heaven and the feet as Earth. There
is a spirit in each part of the body corresponding to the structure of the
universe. The five organs have their ruling spirits, the upper parts of
the body contain the yang spirits of Heaven, and the lower parts
accommmodate the yin spirits of Earth. At birth we are filled with the
primordial yang and, as we grow, this yang waxes until, on maturity, it
reaches its peak. But yin is also present and, as life goes on, yin increases
and yang gradually flows away. When the balance of yin and yang is
no longer effective, we die. Our breath, spirit, and seminal essence are
all dissipated. But for the Taoist death is not a separation of the body
and spirit as we conceive of it in the West. It is rather a separation of the
yin and the yang elements of man.

Concepts of Taoist internal alchemy also appear in talismanic magic.
As we have just seen, the human body was considered to be endowed
by Heaven and Earth with the two life-constituents, yin and yang.
They are symbolized by the trigrams k'an and li respectively. K'an
and [i are also the active manifestations of ch’ien (representing Heaven)
and k'un (representing Earth), thus symbolizing their influences. In
alchemical terms, ch'ien and k'un also represent the furnace (the ‘subtle
fire' of the body) and the crucible (the centres in the body where
energy is transformed), while k’an and li are the ingredients combining
in the crucible to form the elixir of life. Trigrams k’an and li also stand
for the sacred union of ¢h’ien and k'un, and that of yin and yang. This
union is said to be the magic union of the solar and lunar influences, for
in the I-ching, k'an and li represent the moon and sun.

These were the chief principles governing Taoist thinking, and the
main purpose of the magic rites and ritual activities of popular
Taoism, with its use of talismans and charms, was to win the blessing
associated with yang and suppress the dark forces of yin.

Finally, in accordance with the ancient principle of Taoist inner
alchemy, certain post-Han Taoist cults stressed the idea of giving

15



Talisman of the Ruler of the
South, to assist in refining
spiritual energy, and by Taoist
Inner Alchemy, to achieve
tmmuortality, The design
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‘to refine’ - beneath.

{ Tao-tsang 11 53-29:6h)
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birth to a new man within oneself, instead of producing offspring
externally. This ‘infant’ represented the immortal soul which was
finally externalized when the soul left the mortal body and joined the
spirit world. This inward concentration of life-forces, aided by talis-
manic magic, 15 symbolized by the image of the flaming “pearl,” a
frequent talismanic graphic component, representing the offspring of
the union of k’an and /i, the human and cosmic Energies enveloped in
the fire of transformation.

The Spirit World

During the centuries of the Han and post-Han periods (i.e. from the
second century BC onwards), popular Taoism began to develop a
large pantheon of the spirit world which numbered tens of thousands
by the end of the Ch’ing period. Both zoomorphic and anthropomor-
phic images, representing gods, spirits and demons, appear in this
pantheon. They are drawn from ancient Chinese nature-worship,
local hero-cults and ancestor-worship, and are so numerous that it
would be impossible to list them all. The gods are divided into two
categories: those of the Prior Heavens, and those of the Posterior
Heavens. At the top of the hierarchy are the gods of the constellations,
i.e. the Prior Heavens, the abode of the transcendent and eternal Tao.
The Prior Heavens are exempt from changes and represent the mystic
sources of life, primordial breath, and blessing in the world of the
Posterior Heavens. The gods commonly worshipped by Taoists as
patron spirits are those of the Posterior Heavens, where change does
take place. They are divided into three groups: those of the Heaven,
those of the world of nature and man, and those of the underworld
hidden beneath the oceans. These three sections of the visible world
are governed by the change of seasons and the continuously revolving
complementary interaction of yin and yang.

The highest of the Taoist divinities are the Three Pure Ones of the
Prior Heavens. These are the so-called Primordial Heavenly Worthy,
Elder Lord of the Heaven, controlling the past; the Precious Spiritual
Heavenly Worthy, Ling-pao, Lord of the Earth, also known as the
Jade Emperor, controlling the present; and the Precious Divine
Heavenly Worthy, Tao-te, Lord of Man, also known as Lord Lao,
controlling the future. They reside in the three highest of the heavenly
realms. The Three Pure Ones, lords of Heaven, Earth and Man are
also lords of the head, the chest and the belly in man, corresponding
also to primordial breath, spirit, and seminal essence.

Of even greater antiquity than the Three Pure Ones are the Five
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Primordial Spirits, who also dwell in the Prior Heavens, but are
summoned to Earth during rituals. These are the five spirit-emperors:
Fu Hsi for the East, Shen Nung for the South, Huang-ti for the Centre,
Shao-hao for the West, and Chiian-hsii for the North. They are
accompanied by their assistants or spirit-ministers, and are closely
connected with the workings of yin-yang and the Five Elements, as
well as with the animals and star-spirits symbolizing the Five Direc-
tions. The five great mountain peaks of China are considered to be the
special repositories of these spirits of the Five Directions, and are thus
symbolically treated as sources of the Five Elements. For example,
Hua-shan is the dwelling place of the spirits in the west, and the source
of Metal.

All other spirits who rule the visible world (like the Three Star-
gods of Happiness, Prosperity and Longevity, or the Kitchen God)
watch over men's good and evil deeds and report them to the
heavenly rulers for reward or punishment. In popular Taoism, the
highest spirits commanding yang influences are resident in Heaven and
provide life and blessing. The demons of the underworld are the
spirits of men who have died violent deaths or committed suicide, or
orphan souls lacking ancestor’s tablet or offspring. These bring mis-
fortune, sickness and calamity to mankind. Good spirits, on the other
hand, are invariably those of virtuous men and women who worked
on behalf of mankind (e.g. as healers) during their lives, and who have
become local cult figures after death so that their power and good
influence should continue to operate. But in this Taoist spirit world
‘bribery” exists as well as the power of accumulated ‘merit’: demons
and spirits were symbolically given talismanic ‘paper money’, just as
the mandarins of imperial China were offered bribes in return for
their favour or influence. Clearly this is an indication of the effect of
China’s mandarin society on the Taoist system — the use of burnt
offerings to spirits predates the use of actual paper money by over two
thousand years. As a rule, gods worshipped at seasonal festivals and
rites were only summoned at other times in the case of great disasters
or calamities.

In folk religion and in magic rites contact was primarily with the
lower level of the spirit world: the shen spirits and the kuei demons.
According to yin-yang theory, before death the yang part of a man’s
soul is hun, and after death, it is shen. The yin part of the soul before
death is p'o, and after death, it is kuei. Thus the yin part of the soul after
death is usually associated with demons and evil. The kuei may also be
the harmful spirit of a man who has not been properly returned to
earth in burial; a person, for instance, who has died by drowning. In
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many cases, people who have died violent deaths have kuei and not
shen spirits. In Chinese mythology, they appear to seek vengeance on
mankind for their unfortunate position. In some parts of China,
however, they are regarded as patrons of gamblers and prostitutes.
According to Taoist beliefs, the yin soul is divided into seven and is
connected with the emotions, while the yang soul is divided into three
and is responsible for human virtues. These emotions and virtues also
correspond to the Five Elements, Seasons, Directions, etc., as shown
in the chart above (p. 11). Thus man’s relation to this many-layered
spirit world of the popular Taoist pantheon, which already numbered
several hundred in Han times, was further complicated by the con-
tribution of later Taoist teachings, mostly of sectarian nature, in the
fields of geomancy, alchemy, medicine, etc. As a result, the Taoist
vocabulary of the period acquired fresh connotations, and the visual
arts developed new dimensions of occult symbolism. These included
the esoteric significance of the unity of the round Heaven and the
square Earth; nature worship, from sacred mountains to indoor dwarf
plants; the intentionally vague concept of ch'i, Cosmic Energy, and its
careful preservation in the body through Taoist self-cultivation,
breathing exercises and prolonged sexual intercourse. Thus the
vocabulary of Taoist occult art was founded on the concept of multi-
perceptual communication with the spirit forces of the universe, from
which grew the notion that the arts should appeal simultaneously to
sight, hearing, taste and feel, and should include movement, a
principle alien to Western art traditions, in which any particular art is
expected to appeal to two of the senses simultaneously at most.

The Magic Power of Calligraphy

The magic power of talismans derived, as we have seen, from the fact
that, according to Taoist belief, they were permanently inhabited by
spirits. Thus men were able to communicate directly with spirits by
means of these talismans without the participation of a medium. The
talismans themselves acted as mediums, and were to be treated with
the greatest respect, veneration, and secrecy. The interdependence of
the Taoist spirit world with the material world made the use of talis-
mans much more significant than it would be to Western spiritualists,
since spirits were believed to play a commanding role throughout the
whole universe, and not merely in a realm of ghosts and supernatural
beings. Moreover, talismans constituted the basic essentials for
individual Taoist religious practice and worship, as well as for
communal rites.
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Spoken charms and spells predated written and painted talismans
in China as in other parts of the world. The composition of the
Chinese character shou, meaning ‘invocation of spirits’, shows two
‘mouth’ graphs at the top and a magic wand underneath, strongly
suggesting the participation of two people, one presumably a medium,
engaged in the task of invoking the spirits. Under shamanistic in-
fluence, mediums seem to have played a very significant part in the
mystic experiences of Chinese Taoists during the Han period and
before. And talismans of particular power were believed to have been
composed by those Taoist mystics who were able to communicate
directly with the spirits.

Contemporary Han and post-Han sources invariably emphasize
the unusual graphology of protective charms and spells received by the
mystics from the spirits. They refer to various ‘cloud scripts’, archaic
script forms, and commonly unrecognizable forms of script and
graphic compositions charged with magic power which were
secretly handed down by the early Taoist mystics. Some of these
were written on peach-wood plaques, such as the Weapon-Averter
seal talismans of the Chou period, measuring 6 by 3 inches, written
in five colours, and placed on gates and doors during the month
of midsummer. Others, like the post-Han Five-Colour Talisman,
which guarded against pestilence and all kinds of illness, were in-
scribed on paper or silk of various colours. Yet others were written on
gold or jade tablets. In addition to black ink, red cinnabar was used for
the calligraphy. The Red Spirit Talisman, for instance, which was
wom on the body primarily to guard against death or wounding in
battle, consisted of drawing in red cinnabar on wvertical strips of
yellow paper.

The size of the written character or characters varied considerably:
some, like the Enter-Mountain Amulets attributed to Lao-chiin to
protect travellers in mountainous regions, were mscribed in specially
large characters to fill the whole oblong plaque or paper strip. Others
only had one or two characters written on them: the *Emperor of the
North’, for instance, which afforded protection against crocodiles and
insects, as well as winds and waves. Some combined a word of com-
mand or request with semi-abstract representations of spirit moun-
tains, constellations, or elements of thunder and lightning (to fighten
demons). Others consisted of amulets about two inches square, carved
from the pith of jujube and inscribed only with archaic seal-script
characters: the Lao Tan Amulet, for example, which protected against
tigers, i.e. symbolically against the influence of the yin (female)
element. More commonly, however, the talismans were oblong strips
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with written characters descending in a single or combined vertical
form, rather than spreading horizontally. The strong esoteric influence
of this strip-format 1s indicated by the fact that it has survived intact
in the format of both Chinese and Japanese hanging paintings, par-
ticularly landscapes, in later centuries.

Originating from, and inhabited by spirits, these compositions were
treated with the utmost reverence. To receive their favour, one had
to perform a brief personal introduction to them by name, bow to
them at least twice and, if necessary, pronounce the prescribed
incantation. When this ceremony had been performed, the talismans
would be placed in garments, on doors or gates, or burned to provide
protection. In the latter case, the ashes might or might not be con-
sumed, according to the prescribed ritual. Although the talisman was
traditionally produced for the layman by an initiated Taoist priest, the
priest was not required, except in the case of specially prescribed cures
or exorcism, to communicate with the spirit world. On the other
hand, certain highly powerful talismanic formulae were transmitted
by Taoist mystics from generation to generation in utmost secrecy.
Many of the examples illustrated in this book belong to this class.

In a description of the contemporary use of talismans, the Pao-p'u
tzu (¢. AD 300) lists several forms much used at the time. Among these
were some to be written in red cinnabar and worn by travellers in
mountains and forests; others to be fastened on doors, corners, pillars
and beams, and set up at important road-junctions and public spots;
others ‘to reduce to subjection’; and finally, the Charm of Universal
Peace attributed to the founding figure of philosophical Taoism, Lao-
tzu (sixth century Bc).

The uninitiated were of course unable to read these talismans and
charms. The Pao-p’u tzu complains that no layman could detect the
errors in them although some were suspect, and various Taoist sources
of later centuries ascribed the inefficacity of talismans to the use of
mutilated versions or faulty copies. The increasing use of calligraphic
magic talismans by the fifth century could not prevent the decline of
old talismanic graphic traditions: indeed, it opened avenues for fresh
visual interpretations, culminating in the lowering of Taoist art of the
Sung period.

Magic diagrams, talismans and charms required a secret language
for their expression, a symbolism outside the scope of the ordinary
graphic vocabulary of Chinese writing and painting. For this purpose,
popular Taoism was able to draw upon the unlimited resources of the
Chinese inventive genius. But in order to find unorthodox calligraphic
expression, or to modify existing forms for occult use, the artist had to
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solve an almost insuperable problem. The rules governing the use of
the sensitive Chinese writing brush, one of the most ingenious inven-
tions of Chinese civilization, were rather inflexible. Strictly speaking,
there was only one way of writing a Chinese character correctly. The
rules of the brush were admittedly more flexible for painting and for
the so-called ‘free’ calligraphic exercises, in which the character was
sometimes modified out of recognition. To fulfil his function, the
occult artist had to stay either partly or completely outside the tradi-
tional conventions of Chinese calligraphy which, for example, did not
accommodate waves and curving lines, or circular forms in script.
Hence the emphasis on these in ‘free’ calligraphic exercises. Some-
times, of course, the writer was an illiterate folk-artist, and therefore
already outside the tradition, so that his contribution to the vocabulary
of unorthodox expression was fortuitously non-conformist.

The Mystic Graphic Arts

Taoist philosophy has been called at the same time scientific and
mystical. And this applies equally to the magic art of Taoist talismanic
composition. But the graphic styles of the diagrams clearly reveal two
categories of inspiration: some display an acquaintance with brushed
calligraphy, or incorporate elements of it; others simply do not show
any relation to, or influence from, the conventional technique. In the
second category we find imitations of wood-carving and needle-
work techniques at one end of the spectrum, and, at the other, the
blood-stained impressions left upon the paper by the cut tongue of the
medium. These bloody marks represent the words of the spirit,
and the utterances of spells by the medium. Itis also an example of the
creation of new talismans by means of the mediumistic practices of the
Spirit Cloud (shen-hsiao) Sect of Taoism, which dates back to the
Hsiian-ho reign period (AD 1119-26) of the Northern Sung dynasty.
These practices have survived until the present day in Hong Kong and
Taiwan. M. Saso, in his Taoism and the Rite of Cosmic Renewal, has an
illustration of a half-naked medium cutting himself with a sword
while in trance, and carrying on his back a talisman dipped in blood.

The variety of occult graphic compositions is enormous, ranging
from the spontaneity of trance-drawings to the meticulous draughts-
manship of pseudo-scientific diagrams and magic charts. However,
the technique of execution remains uniformly unsophisticated,
lacking the subtle texture strokes of academic painters. But the
Northern Sung School and the School of Literati (wen-jen) of the
Yiian period accepted some of the principles inherent in Taoist
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graphic art, together with its mystic values, and thus from the Sung
period onwards, inspired calligraphers and painters were generally
regarded as people able to communicate with the spirits. As a result,
the spiritual cult of calligraphy (and painting) long venerated by
Taoists, became firmly established beyond the boundaries of talis-
manic graphics.

Furthermore, talismanic calligraphy included other means of
symbolic contacts with the powers of the supernatural: first and fore-
most, the elements of magic dance. As an art of movement, dance
symbolized the principle of change. The magic dance of the
legendary limping Emperor Yii is often referred to in talismanic
compositions. These movements which were taught to Yii by
heavenly spirits to give him command over the spirits of nature,
originally represented a kind of hopping dance that Taoist shaman
sorcerers often performed while in trance. But the Taoists were
primarily concerned with the magic power of calligraphy, and con-
sidered its effectiveness to lic above all in the line traced by the
sorcerer’s feet in dance, a line which reproduces a vortex, a spiral of
magic, frequently reinforced by constellations.

What are the chief merits of this Taoist graphic art?

First of all, we find that it provided the foundation for a high level
of abstraction in Chinese art as a whole, creating forms of a primarily
graphic nature for the basic concepts of Taoist teachings, which were
metaphysical, rather than ethical, embodying such concepts as
Change, Movement, and Energy. Ancient China’s lack of epic tradi-
tions ensured a fertile soil for this abstract symbolism. It penetrated
artistic life beyond the visual, influencing the arts of movement, for
nstance, and music. As Taoist graphic art recognized no lines of
demarcation between the real and the imaginary, it could appeal
equally to all, from the philosophically minded to the least sophisti-
cated, although at very different levels. The active use of the imagina-
tion in interpreting abstraction was the cardinal point in this type of
Taoist art, and still survives in many areas of Chinese art and literature.
In traditional Chinese opera, for instance, the almost bare stage is
traditionally filled in by the imagination of the spectator.

In addition, Taoist occult artists developed the basic grammar of a
superbly rich artistic language designed to symbolize and embody
continuity of form (i.e. material reality) in space (i.e. imagination).
Through observation of rolling clouds and mist, undulating waves,
rising vapour and smoke — the most intangible of all phenomena — they
established linear representations for Change, Movement, and Energy.
The basic grammar of this artistic language constituted a unique form
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of rhythmic linearity, uniting the perceptible — the pulse beat of the
human body — with the invisible ether of breath and spirits. This
Taoist-inspired abstract linearity is already to be seen in the decorative
arts of the late Chou period: in bronzes during the sixth and third
centuries Bc; in the lacquer of the Chang-sha type of the third
century BC; and mn silk and painted pottery designs of the Han period.

Curving lines which at first allowed man to contact the spirit world,
later took on the opposite function in popular occult art: namely they
were the one way to outwit evil spirits who can move only in a
straight line!

This graphic art of the occult also helped, in a typically Taoist
fashion, to establish the significance of *no statement’ which enables
one to make a statement. It created the mystic as well as the artistic
framework to blend ‘statement’ with calligraphic ‘emptiness’ in the
true complementary manner of the magic interaction of yin and yang.
Thus ‘emptiness’, or ‘no statement’, becomes a statement in this art;
a mystic statement, skillfully representing the elements of uncertainty
in real life, the vagueness of destiny, or the obscurity of the future. The
musical pause, the momentary stillness in dance, or the enclosed
emptiness in calligraphic composition or painting, all become an
inseparable part of the whole, just as the negative yin or the positive
yang alone cannot form a complete interlocking symbol of the two,
representing the Great Ultimate.

Taoist graphic art also produced a system of symbolic multiplicity
which went well beyond the ordinary limits of the visual arts. This
repertoire of symbolism had a metaphysical significance which was
applied alike to Heaven, Earth, and mankind. It sought to unite men
and spirits into a single state in emulation of the perfect harmony of
yin and yang, or of Heaven and Earth. Thus we find that the cavities
of rock-formations also symbolize stars, which in turn represent
lanterns. Similarly, the footpath marked out on the Taoist pilgrim'’s
guide-map to the sacred mountains becomes a magic line on the chart
to find the spirits. On another level, the ‘sound’ of blue jade lends its
‘colour’ to the sky, and phallic diagrams become ‘Heavenly Cures’.
To make matters still more complicated, the world of imperial China
was also incorporated into the Taoist system when, for example, the
term for summoning spirits, ‘induce to come’, took on the additional
mandarin meaning: ‘by imperial order’.

The Taoist practice of using intimidatingly vivid colours, however,
was never taken up by the academicians of Chinese fine art. Such
colours, which were also used in the related art of paper-cuts, directly
reflected the colour consciousness of the yin-yang world of symbolism,
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besides expressing the inherent desire of the Taoist occult to create a
different art, suitable for communication with the spirits. Talismanic
colours and colour-combinations — characteristically Chinese reds,
yellows, greens, and blues — contributed to the splendour of popular
Taoist festivals in the decoration of streamers, banners, kites, lanterns,
brooms, baskets, parasols and fans, all of which were employed in
Taoist magic nites. Of these, brooms were traditionally regarded by
the shamans as magic implements to sweep away evil spirits. The long
shapes of the streamers and strip-banners indicated talismans with their
inscriptions and symbolic designs. And their movements in the wind,
which would cause them to show or hide their inscriptions or designs
with each gust, symbolized the uncertainty and suddenness of man’s
contact with the spirits. Similarly, the flash of the ancient bronze
mirrors, which was supposed to signify lightning and thunder, also
represented this moment of spiritual contact, although these magic
phenomena were later reinterpreted according to popular occult
tradition as no more than functions of exorcism. Some Taoist sects,
however, remained very much aware of the concept of the momen-
tary spiritual experience, vision, insight or inspiration, and brought it
nto the foreground to meet the challenge of Ch’an (Zen) Buddhism
in Sung times. Occult Taoism nevertheless did not prove sufficiently
flexible to make much of the Buddhist concept of Enlightenment: its
followers turned instead to the world of metamorphosis familiar to
the West in the form of Chinese ghost stories, and placed increasing
emphasis on the concept of immortality.

To return to the ritual objects used in Taoist popular festivals and
communal rites, the flickering lights (yang element) of lanterns were
to guide the spirits to the altars during seasonal rites at night (the yin
period). The colourful parasols provided shade (yin element) against
the burning sun, thus regulating its yang influence. The movement of
fans brought currents of ch’i, Vital Energy; while baskets of lowers
provided the various scents — another yin-yang ‘regulator’ in man’s
communication with the spirit world. Spoken charms, spells, and
chants combined with talismans to give multiperceptual contacts
with the spirits over and above the visual art of calligraphy.

Making Talismans

In order to assess the early popular Taoist concept of talismans, one
should note that the Chinese word for talisman, fu, originally desig-
nated written tallies or contracts. In Han times, talismanic charms
attributed to the inventor of magic charms, Chang Tao-ling (first
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century AD), also known as Chang T'ien-shih or Heavenly Master
Chang, the legendary founder of the Heavenly Master Sect, repre-
sented a kind of contract made with the spirits. As such, they were
looked upon as important documents of contract to be carried on the
body to provide permanent protection. They guaranteed command
over the spirits whenever it might be required. This popular Taoist
belief, indeed, prevailed alongside the more profound mysticism of
philosophical Taoism for centuries. The use of ‘protective contract’
talismans appears to have been universal, but popular Taoism favoured
the use of specific talismans as well. In fact, the ever-increasing variety
of printed talismans from the Sung period onwards proves their
immense popularity. Even up to the present day, an estimated two
million talismanic New Year prints are marketed in China annually.

There are over three thousand basic talismans preserved in the
monumental compendium of the Taoist canon, with several hundred
other magic diagrams and charts. These examples provide ample
material to enable us to analyse the art of making talismans as well as
their underlying graphic principles.

As we have seen, the use of talismans was governed by the yin-yang
Five Elements theory, the complex doctrine which taught that men
were able to influence the processes of the universe by their participa-
tion through magic (as opposed to the teaching of religious acceptance
of Confucianism and, to a large extent, Buddhism). In the course of
the centuries following the Han period, this system acquired lavish
accretions from folk art and festivals, to such an extent that, by the
seventeenth and eighteenth centuries, it became practically impossible
for the uninitiated to observe the outward signs of it correctly. In fact,
outsiders were hardly aware of the complex esoteric preparations
which preceded the performance of Taoist occult rites. Only recently
have reliable accounts been published for the first time. These provide
fascinating information on the precise tming of Taoist occult rites,
including the making of talismans. For example, after the day and
hour of the ceremony had been determined by an astrologer in accord-
ance with the temple’s geomancy and the nature of the festival, a list
was drawn up of those people whose presence would be inauspicious
to the occasion. This was because their eight characters (i.e. the cyclic
double characters for year, month, day, and hour of birth) would
clash with the elements governing the auspiciousness of the chosen
day. In fact, their presence would not only be an expression of dis-
respect, it might also incur the actual hostility of the spirits.

In talisman-making, the nming was equally important. Talismans
of Chung Kuei, for example, the popular devil-catcher whose cult
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goes back to T"ang times, had to be composed not only on the day of
his festival — the Fifth Day of the Fifth Moon — but preferably during
the wu hour of that day, i.e. berween 11 a.m. and 1 p.m.

Among a host of similar examples we may single out the practice of
making medicinal talismans by Taoist doctors (known as chu-yu-ko).
The treatment of an illness included chanting the name of a particular
healing spirit while tracing the charm or talisman on paper. The ashes
of this paper, mixed with the appropriate ‘carrier’ drug, was believed
to be efficacious whether swallowed or used externally. The doctor
had to be familiar with the spirits of all the thirteen branches of Taoist
medicine (namely, the greater veins, winds, arrestives, external infec-
tions, swellings, mouth and teeth, eyes, ears and nose, obstetrics,
external injuries, external wounds caused by metal weapons, acu-
puncture, and pediatrics), as well as their related diseases, principal
curative areas, and appropriate charms. In addition, he was required to
observe specific geomantic codes for establishing his surgery. This had
to be spacious and far away from the kitchen and living quarters of the
house. In the centre stood the altar for the spirit of the Yellow
Emperor with his image hanging above it. To the left was a second
altar for healing spirits, whose names were written in ink on red paper,
and to the right was the altar of Lao-tzu. Before all three were con-
tainers with offerings of ripe fruit and flowers. The most important
feature, however, was a low square table specially installed to hold the
implements necessary for writing charms. On it would be laid out
secret Taoist talismanic writings, papers of various colours, brushes,
cinnabar, ink, and clean water.

The procedure in the treatment of the sick was as follows: after the
patient had told the Taoist doctor his symptoms, he was led to the
image of the Yellow Emperor where he (or his representatives) burnt
incense and bowed formally four times. The doctor then recited the
water incantation, the cinnabar incantation, the ink incantation, the
brush incantation, the paper incantation, the incantation for writing
the selected charm and, finally, the incantation to summon the spirits
of the appropriate branches of Taoist medicine involved in the case.
After this, the doctor painted the charm, at the same time silently
repeating the Yellow Emperor’s chant for healing. When he had
finished, he wrote the two characters chih ling, meaning ‘induced to
come’ or by imperial order’, on the top of the paper and placed it on
the altar. Then having sprinkled three drops of water on the ‘Summon
the Spirits’ charm, he took a mouthful of water and sprayed it over the
talisman he had just painted. After making the healing spirit incanta-
tion, he rose, clicked his teeth three times to mark a pause, bowed
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formally, picked up the talisman and retired. Finally, he wrapped the
talisman in white paper and gave it to the patient with instructions on
how to burn it (i.e. how to send it to the spirits) and what additional
drugs to take. The patient would then take the talisman home in his
left (yang) hand.

Equally elaborate was the procedure for making the magic peach-
wood wands used in trance-drawings. In this type of talismanic com-
position (more often found in South China), the drawing was traced
on a thin layer of sand or rice spread on a table. The medium some-
times took the wand in both hands or, alternatively, allowed one hand
to be held by a person wanting to establish contact with the spirits and
record the talismanic message. The drawing might later be trans-
ferred to paper, particularly if the diagram was proved to be suffi-
ciently powerful. The peach-wood was usually cut from a twig
growing on the east side of the tree, since the peach was associated with
the immortal paradise of the Queen Mother of the West, and this
arrangement therefore symbolized the union of East and West. On
the side opposite the twig, characters meaning ‘Spirit of the Clouds’
(yin) would be cut in the bark of the tree. As implements of automatic
writing, these wands were regarded as especially powerful and were
frequently used in exorcism, as were peach-wood calligraphic swords.
According to popular Taoist belief, the instruments used for writing
talismans and charms were themselves so powerful that they were
capable of defeating not only ghosts and evil spirits, but also hostile
animals and men.

Talismanic Language

Five basic colours were traditionally used in paper charms and talis-
mans for, since spirits moved in all five directions, a suitable colour or
combination of colours was needed to control them. Yellow repre-
sented the Centre, blue the East, red the South, white the West, and
black the North. Of these, red was especially important in that it also
symbolized blood, the life-force, and was considered to have supreme
magic power. Red talismanic paper protected the whole family from
pestilence and ills. The belief that red brought good fortune and long
life is indicated by the extensive use of red cinnabar in Taoist alchemy
in perpetual search for the elixir of life. The prevalence of cinnabar-red
carved lacquers in popular Taoist magic art can also be linked to the
magic powers of red, since they are frequently adorned with benevo-
lent talismanic inscriptions. In view of the auspicious meaning of red,
it is easy to understand the popular appeal of this colour when it
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became the symbol of a political movement in China, as was the case
with the Chinese Communist Party. Again, one can better understand
Red Guard demands in recent years that red should be the *Go’ colour
at traffic lights, instead of green.

The widespread Chinese superstition about destroying any kind
of paper is certainly connected with the talismanic use of paper in
Taoist occult practices. For paper has always been a relatively cheap
and easily available material in all parts of China.

Talismanic language required, first and foremost, a visual statement
of the unity of Heaven above and Earth below, and this was expressed
in the verticality of the composition, whatever the differences of
detail. In early Taoist symbolism, thin lines represented Heaven and
thick lines Earth. In later centuries, a rounded style of calligraphy was
used to indicate yin, no doubt deriving from the clouds which repre-
sented that aspect. On the other hand, a squarish style of calligraphy
indicated yang, referring presumably to hard, angular rock-forma-
tions. Therefore, the ancient Chinese symbolism of the round Heaven
and square Earth did not apply to talismanic graphics. On the con-
trary, the rounded, soft style was yin, the hard, squarish style, yang.

Dots, either connected by straight lines or not, represented stars and
constellations. In combined compositions, these appear in the upper,
celestial half of the talisman. Such visual references to the stars are
frequently to be found in charms against demons, for celestial deities
were powerful destroyers of spectres as well as dispensers of felicity.
Hence, too, the visual reference to constellations in terms of cavities of
rock-formations, re-emphasizing the unity of Heaven and Earth. In
other instances, constellation dots outline human figures and convey a
bizarre, almost futuristic mood of expression, as we can see in the
Armour of Man talisman of Sung or Yiian date, where the image is
strangely reminiscent of a twentieth-century spaceman.

Ascending and descending lines found in various types of talismanic
calligraphy are another reference to the invisible lines of contact
between celestial spirits above and terrestrial beings below. This
concept of linear contact is very close to the shamanistic symbol of the
Tree (axis mundi) which was said to be the home of the spirits permitt-
ing ascent to the various heavens or descent to our world. The lines
occur with surprising regularity in all kinds of talismans. When
broken, they resemble the shape of the Chinese character for ‘bow’,
and this has resulted in another false interpretation by the uninitiated
of later centuries, who taught that the character had been incorporated
into the talismans because the bow was a weapon especially feared by
evil spirits.
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The vortex, or spiral of the ancient Taoist Cosmic Energy, which
is the dominant sign of the celestial upper half of the talismanic com-
positions in some of the most ancient charms preserved in the Pao-p'u
tzu, was later believed to symbolize thunder and lightning — a result of
the growing influence of a great variety of thunder-and-lightning
gods invented by popular Taoism in post-Han times.

Since talismans and charms were believed to produce whatever con-
dition they expressed, Taoists invented a great variety of them, in
particular, characters which express the blessings of shou (longevity),
and fu (happiness). Archaic and fanciful talismanic representations
were produced for them in a hundred different forms, and used by
way of decoration on all sorts of objects from lacquer to silk em-
broidery. Written characters denoting felicity, and therefore produc-
ing it, likewise appeared regularly in charms on the grounds that they
frustrated evil. Talismans also contained threats and commands
directed at evil spirits. Among these, we find the character sha (to
murder) with great regularity. Another powerful character for charm-
writing is cheng, which denotes the Order of the Universe, before
which all evil influences must disappear. It is frequently accompanied
by chih, also meaning ‘order’, so that the charm enjoins good be-
haviour on evil spirits in accordance with the Order. By no means less
powerful and frequent are the characters for Sun and Moon, which
are often combined to form the character ming, meaning light — a
devil-destroying power with huo, fire.

A very prominent position in talismanic graphics was held by ting,
the fourth of the ten Heavenly characters, which represents South and,
therefore, the devil-destroying element of Fire. In the sexagenary
cycle ting recurs six times to perform its exorcising function, hence
ting is written six times in some talismans. A similar part is played by
chia, the first of the ten Heavenly characters, which represent East
where the devil-destroying Sun rises.

Talhismans were of course inscribed with the names of benefactor
and protector spirits. But even more extensive was the use of the
rough drawings supposed to be portraits of gods. Frequently in frag-
mentary form, with only an arm or leg indicated, their magic effect
was regarded as even stronger. When such talismans and charms were
burned, the demons were believed to be most satisfactorily roasted,
tortured, and killed. For such important talismans, the gods were
specially chosen from among Generals of the Celestial Armies.

Sentences in ordinary Chinese writing dedicated to gods and spirits
to station themselves on certain spots to protect people feature in a
good number of talismans. Among these, one finds commands like,

29
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‘Planet Jupiter take station here’, ‘Li Kuang shoot your arrows this
way’, or ‘This is to order the Dark Lady of the Nine Heavens to stop
murderous influences’.

The Taoist Vision

Taoist magic offered man an inner vision to help him communicate
with the various spirits that inhabit the body. But since the body is a
microcosm, all these interior spirits are also spirits of the exterior
world. By the use of talismanic calligraphy, the Taoist is able to extract
the cosmic emblems from within, and project them around himself
1 if forming a meditative mandala — his personal image of the uni-
verse, with himself at the centre. This image is sometimes reduced in
talismanic magic to a mere circle representing the Whole, the Great
Ultimate, the ultimate substance of Tao: emptiness. It is in perfect
equilibrium, and nothing can harm it. Tt takes no initiative, to produce
either happiness or disaster.

The spirit of philosophical Taoism remains the most important
mystic ingredient in the occult use of talismans. This idea is best
summed up in the words of an eighth-century Taoist source, the
Kuan-yin tzu:

Being is Non-Being and Non-Being is Being; if you know this, you can
control the spirits and demons. The Real is Empty and the Emprty is Real; if
you know this, you can sec the stars even at dawn. . . . If you unite yourself
with all things, you can go unharmed through water and fire. . . . Only those

who have the Tao can perform these acts. Better still not to perform them,
though able to perform them.

Indeed, talismanic magic was all this in essence. In pracuce, it provided
the link between popular Taoism and Taoist philosophical mysticism.
In the application of occult ideas, 1t harmonized sectarian views and
teachings without necessarily discrediting any of them, or creating
rivalries. Talismanic magic art encompassed the symbolism of the
noise of the fire-crackers in popular spirit festivals as it did the silence
of the Taoist hermit's meditation, recognizing both as ways of
spiritual communication. Thus meditational inactivity existed happily
alongside the vigorous dance movements within this frameless and
endless system of multiperceptual symbolism, in which even time
and space could be dissolved. For the true mastery of this magic art
the understanding of Tao is needed: the understanding of the process
of change, the harmonization of experiences, spiritual and human
alike, which in the final analysis cannot be encompassed by a single
act of will.






Plates 1—17

Taoist magic diagrams are regarded as most potent talismans, with
universal command over all spiritual forces. They invoke the
harmonizing influence of yin-yang and Eternal Change, the Divine
Order of Heaven, Earth, and Mankind, and the workings of the
universe, through the principle of the Five Elements, symbolized by the
Five Sacred Mountains, places of Taoist pilgrimage. In plates 1-10,
meditative power is the dominant theme, and the shamanistic origin of
the talismans related to the Five Sacred Mountains may be gathered from
the hints of ritual masks. In plates 11—12, occult script forms accompany
talismans related to Directions and Seasons. Plates 1315 illustrate the
magic power of the Divine Order resulting from the unity of Heaven and
Earth, expressed in a variety of different ways — for instance, rolling
clouds (Heaven) lend their shapes to rock-formation (Earth) — and used
in a variety of talismanic magic (plates 16, 17).

1 The Blessed Union of Yin and Yang.
The characters at the foor of the diagram,
fing-men, mean ‘Summit gate'. Ting abo
mcams the button or knob & Tackst wean on
his cap. This fing symbolizes the ch'i (Vital
Energy) which accumulates at the top of
the head through Taoist seli-cultivation.
The chief Tacist technigue for increasing
Vital Energy, refined through the system of
internal cireulation, 1 the sexual practice of
coitus reservatus, ( Tao-tsong §50-373a)

3 The Pattern of Change, produced by
the intercourse of the Vital Energy of Ling-
pao with the Vital Energy of primordial
darkness. The first of a set of three most
powerful and universal Tacist magic dia-
grams, relited to both Heaven and Earth
(see alsa 3, 4)-

3 The Space Song of the Blue Sky {pi-fe).
Pi-la also means “the sound of Jade falling
from Heaven', The second of a set of three
muost powerful and universal Taoust magic
diagrams, specially related to Heaven (sce
also 2, 4)-

4 The Dark Earth of the Great Float {the
floating island of the Taoist Immormaly),
The third of a it of three most powerful
and umiversal Taoist magic diagrams,
specially related 1o Earth (sec also 2, 3).

Thie sex of three (pls. #-4) is preserved in the
present form in 3 Sung work attributed to
Emperor Hui-tsung, 11o1=36, [ Teo-trang
144-1323, 33, 48)

s The marbled pattern of ov'i (Vieal
Energy) painted on the forchead m theatri-
cal make-up designed by the modemn

32

Chinese artist Hao Shou-chen (1886—-1961).
This make-up recalls the shamanistic masks
used tn Taoist magic. Chinese theatrical
masks carry on the same tradition.

fi-14 Five is the most important number
in Taoist magic. The five great mountain
peaks of China are taken as the repositories
of the spirits of the Five Directions (M, 5, E,
W and Centre), and as the source of the
corresponding Five Elements (see p. 1),

These five diagrams are, according to the
Chinese captions, the Talismans of the
“True Forms' (i.e the authentic, pilgrim-
protecring talismanic forms) of the Sacred
Mountzins of the East (T'at-shan in Shan-
tung); South (Heng-shan in Hunan), West
{Hua-shan in Shensi); North (Heng-shan in
Hopei); and Centre {Sung-shan in Honan)
The primitive, shamanistic imagery is left
unexplained m Chinese sources, though it
seems 10 preserve some representational
elements of local spinit-cult images. (Tae
tsamg B40:1th, 124, 12b, 133, 13b)

t1-12 Talismam of the *Troe Forms' of
the Sacred Mountaim (sec also 6-108), com-
bined with magic graphs for the corres-
ponding directions and seasons. The Sacred
Mountain of the Morth Talisman has graphs
for North (above) and Winter (below), The
Sacred Mountuin of the East Talisman has
graphs for East (above) and Spring (below).
These talismans are attributed to the legend-
ary Tung-fang So, the Chinese equivalent
of Baron Miinchhaosen, who is supposed
to have lived during the Han dynasty, and
century ne (Tao-tsamg 438:11b-13a, ¥b—
ga)

13 A cluster of sacred Tanist spirit fungus,

modelled with rolling clouds which are the
secret locations of spirits. Like the gnarled
roots in pl. 14, 1ts eroded shape harmonizes
yin and pamg, Heaven and Earth. Ther
harmony has supernatural power combined
here with the efficacious medicinal power of
the ling-chil fungus. (Porcelain, kwan type,
Yung-cheng scal-mark, 1723-35)

14 Earth (yin) is represented by twisted
root and branch shapes, and Heaven {Elmg}l
by the holes between them, resem ing
constellations, The side-views of this stand

ovide two different esoteric diagrams for
ocating spinits. (Carved wood stand, Sung
dynasty style)

1§ The diagram of the Mountain of the
Blue City, also known as the Mountain of
the Heavenly Kingdom, includes secrel
passages for man to reach the spirits who
dwell up among the mountains. The mysuic
symbaolism of the shapes harmonizes rock
formations (yang) and cavities (yin). The
cavities are also seen a5 referring to constel-
lations, adding to the power of the unity of
Heaven and Earth. Asributed to Tung-
fang So., who was supposed to have lived
during the Han dynasty, and century BE.
{ Tao-isang 438-14a)

16 South-orientated magic map of the
Lanterms of the Nine Hells, used symbolic-
ally to guide souls out of Hell, and help
them to escape varous forms of torture.
{ Taa-tiang 217-14: 5h)

17 ‘Scattering ¢h'i in Bird Patterns’: 2
diagram used in Taoist weather ceremonies
to disperse clouds. (From a igth-century
Taoist weather manual)
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Plates 18-30

As testimony to human anxiety, Taoist magic is much concerned with
immortality, or at any rate with the desire for a long and sexually active
life. The life-giving talismans of Ling-pao, ‘Spiritual Heavenly
Worthy', Lord of Earth, represent some of the most powerful charms in
this group, all of which are executed in a characteristically bold and heavy
graphic style. These life-giving talismans seem to have been used in many
different ways, including even in burial ceremonies (plate 19}, but they
all relate to a spiritual power which was closely connected with the
ancient cult of the Earth Spirit. Birds (later more specifically cranes)
represent longevity in occult tradition, hence their frequent appearance in
talismans, often in shorthand form, for instance as bird-heads. These are
the forerunners of the mystic Bird Script of talismans of later periods.

i Talisman of the Armour of Earth.
Eight t'fen (Heaven) charactens surround a
lauei character. Kuei spirits are the yin part of
the soul after death, associated with demons
or evil, or the souls of men who have not
been properly returned to the earth in
burial. { Teo-tsang B53: 16b)

19 Bold Taoist walismanic calligraphy
symbalizing Earth combined with ‘con-
stellation holes’, ie. Heaven. It was re-
putedly engraved on stone on the outer
coffin of Duke T eng of the Han period,
t 200 BC. (The carlicst reference to this
inscription 13 by & writer in the 6ith century,
Reproduced from the Hui-'ang che-chi, 7h,
late 14th century)

a0, 21 Four magic formulac to ward off
evil (jpin) nfluences are combined m the
design of this wooden stand, and also in the
brushed composition which can be read
from any of the four directions. It incor-
porates the characters for Heaven, Earth,
Fire and Metal (Setand, Ch'ing dynasty,
18th century; diagram, Sung date, Teo-
tiang 543-38: 18a)

22 Tahwman to witalize the tongue. Such
diagrams m heavy calligraphy are an “im-
proved’ version of the blood-stained im-
pressions formerly made on the paper by
the cut tongue of the medium, Attributed
to Ling-pao. (In an carly 12th-century work
by Lin Ling-su, Tao-tang 463-268:1b)

23 Talisman to witalize the tongue. It is o

be used under the sign of the third branch
of thc Twelve Earthly Branches, with
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corresponding symbolic anrmal Tiger, 2o~
diacal sign Gemind, hours 3—5 am., and
point of compass East-MNorth-East. It repre-
sents the Vital Energy (ch'd) of the purple
clouds of the Centre of Heaven, Itis painted
wn cinnabar-red on a yellow ground. Ar-
tributed to Ling-pac. (In an early 12th-
century work by Lin Ling-su, Tao-fsangp
463; veproduced here from Tao-trang 543-
41:20a-b)

24 Talisman of the Bird Mountain of the
Supreme Taowst, where Vital Energy gives
life to the spirits, It is reputed to have the
power to grant immortality, (Probably
from the period of the Six Dynasties, Tao-
toarg 431 5a)

2§ Jade Talisman symboliring ascending
yuny, with the Dragon of the East and the
Fire Bird of the South. A talismn to pro-
long active life and increase sexual cnergy.
{Period of the Sixth Dynasties)

26 Talisman in brushed technique, used to
establish contact with spirits andfer to
bring about Unity. Like the talisman in

I. 23, to be used under the sign of the thard

ranch of the Twelve Earthly Branches, It
represents the Vital Encrgy (ch') of the
precious radiance of the Centre of Heaven.
Pamted in cinnabar-red on a yellow ground.
Anributed ro Ling-pao. (ln an early 12th-

century work Lin Ling-sis, Tao-tsang
463; reproduced here from Tao-tsamg 543
41:17a-h)

27 Talisman to vitalize the kidneys (kid-
neyt symbolizing the fomale sex ).
The two shapes suggest a pair of female

60348

dancers with yin receptacles {ie. the female
sex organy) emphasized To be used under
the sign of the first branch of the Twelve
Earthly Branches, with corresponding sym-
bolic animal Rat, zodiacal sign Aries, hours
I pam to 1 am., and point of cor:']:au
Morth, It represents the Vital Energy of the
dark clouds of the North. Black on 2 white
ground. Atrbuted o Ling-pac. (ln. an
catly 12th-century work by Lin Ling-su,
Tao-tsang 463; reproduced here from Tao-
tsang $43—41:18b)

38 Talisman to vitaliee the eyes. To be
med under the sign of the fourth branch
{with corresponding symbolic animal Hare,
rodiacal sign Cancer, F‘mm §-7 a.m., point
of compass East), and tenth branch (ie
Cock, Capricorn, 3-7 p.m., West) of the
Twelve Earthly Branches, representing the
Vital Energy of the radiance of the Sun and
Moon. Blue on 2 white ground. Artributed
to Ling-pan. {In an early 1 ath-century work
by Lin Ling-su, Tao-{sng 463; reproduced
here from Tae-tiang 543-41:10a)

29 Talisman to vitalize the brain. To be
used under the sign of the Centre, 1.e. Earth,
representing the Vital Energy of the pre-
cious radisnce of the Upper Heaven. Red
on a white ground, Hlﬂ‘lgﬂlld to Ling-pan.
iln an carly 1ath-century wmkmtéy Lin
Ling-su, Tao-tsang 463; reproduoced here
from Tao-tsang 543-41:22b)

30 Talisman to vitalize the blood. The
design appears to represent a coiled anake.
Artributed to Ling-pao. (In an early 1ath-
century work by Lin Ling-su, Tae-tiamg
463-26813b)
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Plates 31—41

The movement of air, and the rising smoke of incense and burnt paper
talismans, represent ceaseless change and cosmic energy (ch'i) — the
all-pervading force in Taoist magic. These highly abstract compositions
have a characteristically thin and refined linearity. Their lines can be
broken (yin) or continuous (yang), rounded (yin) or angular (yang),
or a combination of both (plate 36). Although they are of widely different
esoteric_functions, ranging from charms for summoning spirits (plate 31)
to medicinal talismans (plate 40), they are all related to Heaven, the
yang partner of the yin Earth. This linear talismanic graphic style had a
marked influence on the free calligraphic exercises of conventional
Chinese art. The majority of them, however, were not originally

painted with the brush. Most of them are derived from magic drawings by

mediunis on sand- or rice-tables.

i1 _ Spirit-invoking  esoteric  diagrams
formed by lines of blue and red. The
disgram on the nght mvokes: ‘the Im-
martals of the Great Paradise, the Supreme
Heaven, the Five Sacred Mountains, the
Four Great Rivers [ Yangtze, Yellow River,
Huai and Chi], the Twelve Sources of
Rivers, and the Five Internal Orgams [kid-
neys, heart, lungy, liver, spleen].” The
diagram on the left invokes: ‘the Super-
tmmortals of the Great Paradise and Su-
reme Heaven, the Feathered and Flying
ivine Immortals and Fragrance-spreading
Strong Men, each to represent the strength
of 3,000 men.” [ Tao-trang 1367:15b)

32, 33 The eighth and rwelfth of the
Twelve Field-Marshal Talismans, by means
of which Vital Energy (ch') stimulates the
gall and heart respectively. The pattemn
suggests the rising smoke of incense. White
an a blue ground, and white on red, respec-
tively. {Tao-tsang 216-62:gb; 216-62:10b)

14 Talisman of the Charcoal-stove, hased
on the patterns of riung smoke. One of a
set of eight diagrams to free souls from the
Eight Tortures of the Earthly Prison (ie.
the charcoal-stove, the iron couch, the pile
of knife-blades, the hallow bronze pillar
with furnace inside, the boiling cauldron,
the iron wheel, saw and bee). The text reads:
‘By the will of this Ling-pao Talisman,
liberate the dead on behalf of [so-and-sa,
get them out of the Earthly Prison of the
Charcoal=stove, so they can nde on this
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light and live according to the principles of
human kind . . .* [ Tao-rsang 216—51:15h)

15 Talisman to purify the mind, to be
burned using an incantation of 37 characters
which may be tratslated as follows: "Spint
of the Divine Ruler of the Red Palace,
Energy of burnt offerings, follow the light
and fy to purily, Come to the cottage-wall
of the Taoist so that weariness has no place
in his mind. Under the peaceful moming
sky the sweet dew sees quickly to form red
jasper. Fallow withour delay the com-
mands of the True Order.’ [Tao-tsang
217-30: 22b)

36 ©Old Master's Talisman to nd dwellings
of evil spinits and cure epidemics, in com-
bined round and square calligraphy. One of
a set of seven, this charm is to be used only
in the eastern quarters of the house. The
others in the ser are specified for the
southern, western and northern quarters,
and those to be placed on the bed, the stove
and behind the howse, (Tao-tsang 217-24:
ifia)

37 Talisman to wvitalize the lungs, in
rounded (pin) calligraphy. To be used
under the sign of the tenth branch of the
Twelve Earthly Branches {corresponding
to Cock, Capricorn, §~7 p.m., Weut). It
represents the Vital Energy (ch'i) of the
yellow clouds of the Centre of Heaven.
Painted m white on a black ground. Attri-
buted to Ling-pao. (In an early 1ath-cen-

tury work by Lin Ling-su, Tao-tsang 141
41:2tb; also reproduced Tao-trang 461)

38  Jade Talisman of Supreme Ruler One
of the Great Cave, in rounded (yin) calli-
graphy. It embodies ‘the turbid torrent of
the whirlpool of the female essence’, and
‘offers 3 magic formula to ward off evil
influences’, (Tao-tsany 7-2:21h)

19  Talisman of the Heavenly Cure, made
in 1974 at the Chinese New Year. This type
of mystic ‘paper money’ i3 known as “white
gold' in Singapore today. (Red ink and
eight-trigram seal-impression on yellow.
From a Chmmese Taoist temple in Bukit
Timah, Singapore)

40 Talisman of the Heavenly { yang) Cure
for women (yin), with crect penis { yung)
under a constellation. The penis carrics a
brushed character meaning ‘induced to
come'. The character also means ‘by im-
Euﬂﬂ order’. The curative diagram is

ased on the concept of illnes (excess of yin
influence) being cured by re-establishing
the right balance between yin and pang
ﬂlmﬁtgh sexual intercourse (Tao-fiang 217~
16:6b)

41 NMamral rock-formagon i Hong
Kong, a place of pilgrimage for Taoist
women. All-night lantern festivals take
place here, connected with the ralismanic
cult of the Heavenly Cure.
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Plates 42—55

Cloud formations were associated with the movement of spirits, which
were believed to dwell in mist, emerging suddenly to manifest themselves
hefore human beings. A purple flash, or clowds of five colours, Srequently
marked such supernatural events. But these spivitual contacts too could be
controlled by the magic power of calligraphy, and the various cloud-motifs
employed in Taoist graphics serve this very purpose. Thus a variety of
superbly linear and vapoury *Cloud Script’ forms derive their shapes and
therefore their magic power from cloud formations. They are believed to
have special powers to enable man to communicate with the spirit world,
hence their extensive use in talismanic graphic art. Cloud formations,
with or without constellations, also provide the model for the magic art of
movement (plate g2), and even geomancy (plate 46). Sound was believed

to penetrate this mysterious cloudy spirit world, so that talismans were
often used in combination with spoken charms, incantations, and chants.
The musical scores accompanying diagrams (plate 49) are written in a
style resembling magic Cloud Script calligraphy.

42 Cloud Dance performed i murror-
image formation. T{:ﬂil'ﬂ pairs of female
dancers represent the living, with the leg-
movements of the Cai-chi chitan exercises
{‘riding of the Heavenly Horse’), while
their arm-movements symbolically reach
out to invoke the spirits, i harmony with
the Inner Alchemy. The Cloud Dance links
nricrocosym and mactocostm, man with the
spirit world (Rubbing from a stonc-en-
graving on an carly T'ang tomb, excavated
1971-4)

43 ‘Flight of the Phoemix’ around an
imaginary ball of fire, i.c. the sun, an act of
magic symbolically inviting the union of
yin and yang, performed by acrobatic
dancers of the Peking Opera. This move-
mient expresses the same theme a the magic
diagram shown on the facing page

44 Magic diagram of the interaction of
the yang element of the fiery sun and Aying
yin rain-clouds. (Cinnabar-red and black
ink, From 2 tgth-century Taoist weather=
mnual)

4% Diagram to prevent great ramfall and
wind. The cinnabar-red sun colleets black
clouds in @ fahion reminiscent of the
geomancy pattern shown on the facing
page. (From a 1gth-century Taoit weather-
manual)

46 Geomancy pattern known as “The

Flowing Spints collece Water', indicating
increased yang influence of the spirits which
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absorbs yin water and thus prevents rain.
(From the geomancy manual of Chiang
P'ing-chien, Shui-ling ching 1:35b, 1744 ed.)

47 [hagram for making ran, based on the
sever-star constellation of the Great Dipper
with a bird-headed cloud formation, sym-
bolizing ‘the bursung of clouds and rain’, a
metaphor for orgasm. In this esoteric con-
text, sexual intercourse was behieved to
produce actual rainfall. Plack ink. (From 2
1gth-century Taoist weather-manual)

48 Diagram of movement, based on the
seven-star constellation of the Great Dipper,
symbolizing, as the title states, 'the inter-
course between Heaven (pang) and Earth
{ yin), n the footsteps method of the Grear
Yii (legendary emperor of the Hus dyn-
asty). These seven steps (the first and Jan
footprints are not counted) also represent 4
ritual dance combined with sexual inter-
course of man ( yang) and woman ( yin), at
three different stages, indicated in the dia-
gram by horizontal lines. (From an ap 1116
saurce, Tae-tsmmg 1210-8: $a)

49 The waterfall - '"Mountain-peak Cloud
Falls' — is made up of musical scores of
hymns to the Immortals. These are recorded
it the *Sound of Jade’ style of mystic calli-
graphy. (Sleeping Dragon Mountain Sceoll,
detail, ateributed to Li Kung-lin, 1ogo-
1 1o6, of the Northem Sung dynasty)

sa  The verncal linearity of the rock-face
behind these musicians incorporates graphic

clements of the *Sound of Jade™ style of
calligraphy m musical scores of hymm to
the Immortals. (Te-hus porcelain, early
17th century, Ming dynasty)

s Taoist musical scores, relang to the
mystic “Sound of Jade’. (Collecuon of
hymns to the Immortals, Tao-tumg 602-1:
)

51 Calligraphic exercise entitled “Sound’
The character is cxccuted by the con-
temporary Chinese artist Chiang Yee {who
lives in New York) in the ‘Sound of Jade
style of mystic seript. (Shown at onc-man
exhibition Hong Kong 1672)

53 The Taoist Clowd Script (yin) em-
ployed as decoration on 3 brush-holder of
phallic or rock (yang) shape. (T ien-ch'i
period, 16217, Ming dynasty)

54 An early gth-century version of Clood
Script which seems still to retam tallsmarnic
graphic elements: the elongated serip-for-
mat of talismans dominates this style. Cloud
Script ‘was wed to emphasize the unity of
yin (clouds, mist ete.) and pang {Heaven).
The standard forms of the Chinese charac-
ters are printed belaw, (Tuoo-tsang 78:33b-
144)

g5 Text of Primordial Tap, an esoterc
eusay, written in Cloud Senipt characters
with the standard forms of Chinese charac-
ters above, (Sung period, Tao-fsang 220-3-
12b-11a)
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Plates 56—03

Invisible geomancy currents and their mysterious patterns form a special
group among Taoist occult graphic diagrams. The purpose of these
diagrams was to prevent danger and calamities, and to suggest locations
which would enable one to avoid confrontation with spirits rather than to
invoke them, so to that extent they differ from other talismans. The
patterns included various ‘scientific’ observations of the invisible magnetic,
wind, and underground-water currents of the Earth, relating them to the
visible aspects of the location or landscape. As graphic diagrams they are
powerful tools of sympathetic magic, enabling one to bring about many
kinds of desirable changes. Their occult application is virtually unlimited.
This is indicated by the titles of these geomancy patterns (as given in the
captions below ), many of which have sexual connotations.
Representational art makes full use of these forms (plate 57). These ideas
were also employed with the utmost precision in the anatomical theory of
yin and yang diseases in traditional Chinese herbal medicine and
acupuncture. They provide the concepts for the location of acupuncture
meridians and spots to be stimulated ‘to evoke’ — as one would invoke
spirits — either yang tonification or yin sedation, according to the
prescribed intensity of stimulation of the affected areas and nerves.

Names given to the body's hollows, and blood and breath conveyances,

frequently suggest geomantic parallels.

s6 (Geomancy patterns. The diagram
above iv entitled: ‘A Beautiful Woman
offering Flowers' (sexual reference s in-
tended). The diagram below: “The Pincers
of 3 Centipede’. (From the geomancy
manual of Chiang Ping-chien, the Shu-
fung ching 33133, 1744 ed.)

57 The ‘One’, the "‘Great Ultimate®, {'ai-
chi, cxpressed in sexual terms a4 the magic
umion of yin and pang, The lover are m the
Taoist ‘Hovering Butterflies” posture, the
eleventh of the Thirty Heaven and Earth
Postures.  (Porcelain, mid-18th  century,
Ch'ing dynasty)

s Geomancy pattern of the "Grear Ulti-
muate’ (1" ai=chi), represented a the wnion of
interlocked yin and pang. (From the Shui-
lung ching 1:11b, 1744 ed.)

59 Geomancy makes its appearance m a
military handbook on explosives, dated
1662 Placed on a trigram ch'ien | yang), with
legs apart, the female (yin) receives a
phallic candle to produce an ‘explosion’,
i.e. o produce orgasm. (From Wu-lich
chih by Ellm Yitan-i, 1662; recently repro-
duced in 2 Maoist article relating to guerilla

82

warfare, by Lin Hsien-chou i Wen-uw
173, cntitled : Inveniion of automatic devices :

bombs, land mines amd limpet mines in ancient
China)

6 The composition of this scene of lovers
in a garden s reminiscent of the geomancy
pactern known a5 ‘A Lake peacefully
Gathering Pebbles' - 2 Taoist metaphor for
sexual intercourse. (Blue and white por-
celam slecve vase, Tramitional period,
g o—fi)

61  Geomancy pattern known as “A Lake
peacefully Gid’ltﬂlﬂg Pebbles’. {From the
Shewi-lerg ching 1:53b)

63 Geomancy patterns known & A Boat
Sailing with the Wind' {above), and "Har-
bouring i a Cave with Bent Bow” (below),
The title of the second has military a4 wel
a3 sexual connotations, (From the Shi-lurng
ching 3:16a, 1744 ed.)

63 Geomancy patterns known a5 “An
Immortal’s Hands plocking the Lute
{above), and *The Left and Right Hands of
an Immoreal’, (From the Shui-lung ching
3:0b, 1744 ed.)
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Plates 64—81

The magic ingredients of Taoist occult art were provided by their
calligraphic components, some pictorial, others abstract, as well as by
their general design. Extensive commentaries in the Tao-tsang explain
the components’ significance, though mostly in characteristically laconic
terms. For instance, in the Taoist canonical analysis of the magic
components of the Jade Talisman (plate 66), the sequence of twenty
diagrams reveals the order of the magic rites, and reflects the * Journey
of the Soul’, guided by stars in heaven and by lanterns on earth.
Charms containing characters for ‘longevity', "happiness', and *good
luck', executed in a variety of graphic styles {plates 73, 74) also form an
important component group. They too are believed to work by virtue of
sympathetic magic. Less common pictorial elements are huwman heads,

legs and arms, which were supposed to confer exceptional power on composite
talismans. These members are identified with the spirit figures of the popular

Taoist pantheon. Some are executed with almost childish simplicity (plare 81),
others skilfully incorporate magic characters of great complexity (plate 77).

fig, 65 Tallsmans of the Afteenth and
twenty-fourth of the thirty-six Generals
who act as Informen of Heaven, with both
pictorial and abstract calligraphic com-
ponents. Extensively used as "paper money”
for bribing spidts. (From an early rath-
century work, Tas-famg 463-273:70. ub)

6 Analysis of the twenty components of
the Jade Tabsman (platc 67), from the
Taoist Canon. According to the Chinese
captions, theswe are (reading vertically and
from the left): (1) the Eight Daybreaks
which control the Wild Beasts: (1) the
mimic of Emperor Shun which pacifies the
subtle spirits: (3) the Mine Distnicts; (4) de-
fects and melancholy; {3) Flying Creatures
above the Spints; (6) Close-netting and the
Pure Region; (7) Fragrant and Beautiful,
{8} the Empty Tum; (4) to pour 3 likation
af Water; tluL the Yellow Flower[s]; (11}
Period of Drark and Light: (12) the Master
of the Spimts; (13) to open the T:mpl:;
(14) to prolong and vield: (1 5) the Cinnabar
Hall; (16) the Four Darecrions; (17) the Six
Rules; (18} the Thirteen Doors; (19} the
Receiving of the Majestic Four Vital Spirits
{ch'i); and (2o) to pass by those who guard
the Fouwr Doom. This sequence seems to
indicare the stages of an unknown niual,
while the magic mgredients of cach dia-
gram revedl muloperceptual contaces with
the Yellow Spint. { Tau-tamg 21664 19b-
20}

67 The Jade Talisman. addressed 0o the
Yellow Spine, the powerful spire of Earth
and Centre, The third of 5 set of five (one
for each of the Five Element). { Tao-tsang
a16: zoa-b; based on the form attributed to
Emperor  Hul-tsung, iroi-26, of the
MNorthern Sung dynasty: Tao-tsang 144-3:
13b-14a)

68 Script bomed ;m magic on many objects

Here the stem of a plant is twisted into the
awspicions  charscter  thow — “longevity'.

90

(Blue and white porcelain bowl, Wan-li
period. 1573-161%, Mmg dynisty)

6y Sole surviving example of 3 secrer
Taoise script known as the "Brlliant Jade
Character” seript. It gives a version of the
first 48 (of 64) hexagranis of the l-dhing, The
script-was osed in talismans to refer to cycles
of change, based on the migrams of the
I=ching. The style suggests the mfluence of
embroidery, (In 3 work of an 1118, Tav-
Py 463-202:304)

0 Show — ‘long Life® — at the centre of a
dragon-and-cloud deign representing the
union of Heaven and Eirth. The talismanic
power of the shon characrer was believed o
be so powerful that an abject inscribed with
it would ¢ertainly prolong the owner's life.
Such objecn were popular a birthday
resents, (Carved red and black lacquer
o-lid, Chus-ching period, | 522-66)

71 Belief in the magie power of calli-
graphy continues today i China. Chair-
man Mao's portrait is flanked i procession
by double ha ("happiness’) characters, pradh-
tizmal Taoist ralismans, The colour-scheme,
red and green, i alwa Taoist, symbolizing
the perfect harmony of Heaven and Earth,
(Hopei Province, 1968)

72 Free broshed, ‘grass” calligraphic form
of the character shou - ‘long life’ — exeeured
in the manner of a Taoist magic diagran,
Signed by the B4-yvear-old Yeh Chih with
the seal of the artist. (Rubbing dated 1st day
of the st moon of 1863, Ch'ing dynasty)

71 The One Himdred Talismanic Formm
of the character show = ‘long hife’. (Afrer De
Groot)

74  The One Hundred Talismanic Forms
of the character fi - ‘happiness’. (Afier De
Giroot)

75 Talisman to repel demons, represent-
mg the devil-catching Chung Kuei. (igth-
century stone rubbing)

76 Talismamc picture of the Tamst God
of Literature, K uei-hing, made from two
brushed characters forming his name. He
stands on a third character, e, the name of a
giant turtle said to support the Earth. (Un-
dated stonc-rubbing; painted Ma Te-chas)

77 Theseven characters of this calligraphic
picture read: "Tao penetrates Heaven nd
Earth and has qualitics beyond Form'

They alw depicr the Star-god of Longevity.
The rubbing s of an engraving said o be
based on the Ho-t'u and Lo-shu diagrams
(sec p. 10}, (Undated compontion by Yiian
Shen, pamted by Tung Ts'e-san and ‘en-
graved by Lin Kao-kuet)

7% Lanterms arranged a8 the characters
o'l pen chemg, meaning ‘to prolong life by
imperial order’, A life-preserving talisman
based on festive lanrern-displays. Ch'il ("by
imperial order’) hae 40 linterns, yen ['to
prolong’ 36, and sheng (Clife’) 24, As sources
of hight (pamg), lanterms were supposed 1o
help prolomg actve life. (From a 13th-
century work, Tao-fsang 1210-9: 15a)

79 Talisman for weking employment.
(From a Taofst work of unknown date,
Tao-tiumg 668—7 ; 28a)

Ho Tallsman of the Armour of Man. The
figure i reinforced with constellation dots,
(Third of a set of three, probably Sung or
Yilan in date, ¢ 1100, Tao-tsany 853 16b}

#i  Talisman of the Heavenly Messenger.
with colled body representing the Twenty-
eight Constellations to aid brightnes (pang)
and proteet the body, and legs o walk in
coils on Earth { pin) w seize and destroy evil
apirits, who can only move in 2 straight
line. { Tuo-tsamg 217-21:72)






|
_

o u@ e
M i
ot MH I i%ﬂgw@ﬁ

Bt ipn et bl
%Hfu g

o










g
et

§2 &

f'a
}':
)

)

§ies J°
a5 GE;'%

¢

)
. ]
S

A,

R
Sel
9!""“\

4

3 [

-—

b

)

N2>
Bllig™

5 10

2t

£ R &

%0

S
S
2

%

)

§
.



-

Sl 11 L Ll L

| i
(! J
L L

./”’ ._.

g
aE = W




L5
=



¢%¢Wﬁ@mﬁéﬁwﬁﬁ§ %w L_nw

460 {15 6 7 BHD B iR S5 R <
T HE I BE IE @ T W HE R
¥IE WE %%@\éﬁ%%i%
%M%m %ﬂ %%g mim__ %i :_m
f(if® % Y i &_w%ﬂ %%%M%
E\c_ﬁ%iﬁ Imxmfﬁﬂ MBDWN@.I.AD
Wz J8]5 e i 11E &= 60 S i€ HE
s E3- R 185 Iy 2 g E &= 4
ﬁﬁﬁ%;k?x@%wﬁiﬁ

J55\ DI?%‘




l
l

0

p=—:
— N
ISV

g&i §°§ %

e
X

=

N

“F
%g-mgﬁéﬁbé‘i@/\@ 4] & @R X

=

Mk = B =

—
I 0RO

Bul: g0

é%%%% g
SUR BT 5 )
S0 youd

St S5

e o O i &9 5] @) oo

0] 2 oo S

i L & ©)

L







R TRTTR (e

o el s

77









wrmyﬂz




EATER

EREER

AW Y- BEER €
SRR R W




Plates 82—83

In Taoist magic art the circle combines stmplicity with perfection,
emptiness with fullness; it harmonized the visible with the invisible, the
linear with cyclic manifestations of Change and Movement. Here it
represents both the mystic and philosophical power of talismans (plate 83)
and ‘the One’, the Great Ultimate (t'ai-chi) ( plate 82).

B2  Diagram of the Great Ulimare (fm- 83 The ‘Diagram of the Talisman' {fur).
chi). (Yiian period, Tap-taang § 59-1- 3h) (11th e, Sung period. Tao-tsang 1210-5:5h)
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Meditational diagrams and talismans

t (Facing page) Omne of the Eijght Pure
Omnes shown as a Taotst priest at an altar
holding a phallic ( yang) audience tablet in
both hands, in a flnatng boat-shaped
craft of rolling clonds. (Tao-tamy 426-3h)

2 The True Jade Talisman of the
Omamental Tum of the Moon
According to the caption the Moon
represents the Five Elemenits. ( Tao-tsang
217-18: 5a)

3 The Beavnful Inner View of
Brightness, Clearmess and Splendour,
depicting a meditating Taoist hermit on
the right and a magic diagram on the left.
The incantation to accompany the
diagram may be translated as follows

"The view spreads over Heaven | yang] and
Lake [ yin], Mctal [West] and Water
[North], in a semi-circle, To light the dark
night, | and the Dark Fearl [the Moon in
its last quarter] drink and dnift [together]
The bright, thick liquid [of wine, yin]

and i3 fragrance penetrate my spiritual
body. After repeated true unions [with
yin]. I shall ride over the land and soar to
the skies.” [ Tao-rimg 21811 12b-13a)

4 Nature-worship séance in an open
P.J_vil_':nn. with a2 band of musicians left,
potted dwart=tree and mimature rock-
formation centre, and sacrificial foed and
wine offered by Taoist priests nght,
(From a Sung dynasty work, Tao-tsang
437-2:15b-16a)

109



] ?~1.1HIL dug‘rnm of the combination of
the Five Element and Heaven and Earth
diagrams. { Tao=trang 217-24:24b)

- ~
fi  Magic dugram of the round Heaven I l'l
and square Barth. { Tao-tsang 217-24:24b)

7 South-oriented diagram of the Five
Elements: Fire (and South) tap, Earth
centre, Water below ; Metal left and
Wood right. { Tao-tsang 217-24: 25a)

# Black Talisman in the shape

appropriate to the Element Water with r
Cloud Scripe calligraphy. { Tao-tsany
h-:_{..|_-.1|l.

9  Talismanic forms of pi discs
appropriate to {top to bottom) Mountain
{and Heaven) in blue; Earth in vellow
Water in black. { Tae-tsang 543-28:6a)

1o [JHFTJI'H of the Three Sub-divitions
of the Universe: Heaven, Mankind and
Earth. (From the f-hsmg 1"w-shou wai-p'ien
by Chang-li of the Yiian period, Tao-trang
15011 4a)



(1 Disgrams of the legendary Taoist Ho-t'u associated with
the Dragon-haorse (right), and the Lo-shu associated with the
Tortaise (left), showing magic arrangements of odd and even
nimbers within a drcle. (From the Ch'i-men 5a, late 17th
century)

13, 13 Diagrams of the legendary Taoist Ho-t'u (top) and
Lo-shu, magic charts of odd and even numbers in rectangular
arrangements according to the interpretation of Ts'a

Y tlan-ting of the Sung perod. (From a 1706 work by Hu
Wei, the I-t'u ming-pien §:9b, ga)
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15 The Eight Trgrams of King Wen, with South and
trigram li (representing Sun) st top, North with trigram E'an
{representing Moon) at bottom. (From a 1706 work by Hu

Wel, the I-'u ming-pien 8:6b)

14 Two magic diagrams symbohzing the universal power of
Change. On the lefe: Heaven (top), Earth (below), Sun (left),
and Moon (right). On the right: trigrams ch'ien, k'un, §i, and
k'an. (From a 1706 work by Ho Wes, the -'u ming-piem 1:73)
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1v) the Hell of the Blood
{ Tan-tsang

16 Magie diagrams of lanterns to guide spirits, composed of Eight Trigrams of the Nine Palaces, (
comstellations and trigrams. From left to rght: (1) the Jade Lake (‘with red pebbles spread over the bndge')
Pivat of the Mine Heavens, (i) the Power of Fire, (i) the 14604 38b-20a) '



17 Two talismans to sccure the orderly influence of the Five Elements, with
magic constellations relating to mankind (ot the right) and Earth (on the left).
Two of a set of three relanng to Fleaven, Mankind, and Earth. (Eacly 13th

century, Tao-teang 217-14: 1b)

16 Mystc diagram showing the combined Tread-pattern of Terrestrial
Regulations and the Flight-pattern of Celestial Roles, to emphasize the magic
union of Earth { yin} and Heaven (ypang). In sets of foot-prints, symbalic of a
ritual dance, Earth ts represented by a mystic spiral of three complete turns,
Heaven, by the conscellation of the Great Bear, which 1s also repeated in the
centre of the terrestrial spiral. A yin-yang regulator diagram af universal magic
power. (Late 13th century, Tian-rsang 1z210-8:1b)

113
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Charms for summoning spirits

19 Exorcist charm of the Supreme Heavenly Ruler of the
South Pale, with special power to create law and order
among evil spini. (From an undated Taoist work on
exorcism, Tas-{samg 1153-4o:22b)

20 Talisman to protect the body in mountainous
regions. The character sh ‘mountain’ — forms part of
the compesinion, This talisman is to induce the help of the
F«.|_|.'|_1:'¢::||_.-_' Heavenly Ruler of the North Pole agairist
baleful influence. [ Tao-tsang 1152-38;3b)

21 Talisman for the Brief Spirnteal Encounter Altar, to
establish contact with the Spirits of Earth and Wind with
the aid of the Spirits of the Five Emperors. To be burnt in
frone of the altar with an mcantaton of eight words

[ Tap=tiang 1152-10:252)

22 Exorcist charm of the Heavenly Messenger, who
enforces law and order among spirits and terminates
the haleful mfAuences of evil spirits. { Tao=tigng
1142-36:7h)




a3 Exorcist charm of the Five-Thunder Messenger who

has special power to regulate rain and sunshine
( Tuo-tiang 11523—40: 14b)

24 Exorcist charm of a Heawe nly Messenger riding a

Diragon, to be used against the evil influences of

Darkness [ pin), with a a8 word mcantagion, (Early
¥

century, Tae-trang 217-25:4a)

115



27 Tahsmans to nullify the effects
<:1';-.:nt1|i.: I'wo of 3 set of five, one
for each of the Five Directions. The
talismans combine popular images
of the Directional Supreme Rilers
with magic diagrams that form
thetr bodies, The White Supreme
Ruler of the West is on the righ
and the Black Supreme Ruler of the
MNorth on the lefi I.J.I—l'l.]_ir..\l
217-10:0a)

116

o

Preventive talismans
25 These two combined talismans bring good
fortune if they are drawn on the wall when i
bees Ay into vour howse. The _|-_|£r-m 15 based an
constellacion dots. | Tao-tsang 668—2:11h, 2 sectl
concerned with talismans for creating supernatur
CVETIES)

26 A pair of magic taboo characters {in mirror
image] mcorporating the “tger’ root, and thas th
mysterious spint of the nger. They are to be used

_||_||r:'|:J'|. to call home the soul of one who has died

away from home. ( Toe-tranyg 217-17:10h)




g A

28 Talisman to scatter clouds. (From an undated
Tacist work on exaorcsm, Tao-tiang 1152—41:30a)

29 Talisman to stop ramn. ( Tao-fsang 1152-41 10b)

30 A set of five magic :1|;gu1m: {1) to stop raimn,
(i1} to raise wind, (i) to raise thunder (1o srike
those who are guilty of secret ewvils], (1v) to rase
hail {to punish the ewil), {v] to stop fog. (From the
‘Secret methods of eminent spirits of purity and mystery”,
Ch'ing-wei shen-lich pi-fa, Tao—tsang 119-1:10b, a
work of unknown authorship and date)

Tk & ¥




influences. The talisman depicts the back (i.c
shadowed side) of a standing woman, thus doubly
emphasizing the presence of yin essence in the
composition. (Brushed calligraphic technigue,
Tao-tsang 117-21 1 5h)

I

T—— :

E 33 Tahsman of the Jade Lady to repel pany
T ——

_ B
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11 Five characters for occult use:
wind, clouds, thunder, rain, and

lightning (reading from top right)
(From an undated Taoist work on
exorcivm, Tao-tiang 1152—40; 18h)

iz Taltsman to stop wind, | Tas-
Liang 115341 130b)

P
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Protective talismans

14 Charm o protect against loss of voice. The
centre part of the compoition fepresenis the Jlln:_:-.

(Early 12ath century, Tao-frang 463-267:6a) Yl e
35 Bird-headed ralisman to protect the body and
secure longevity. (From an undated Taouist work
on exorcism, Tas-tsang 1152-43:0a) P
3¢ Talisman to destroy evil influences and noxiois i
spirits. The character shenyp - ‘life’ — is mounted on a
horse and penetrates through the character tha - "to
strike dead by evil influencey’. (Tao-tsang 1152-3%
-

1ob)

37 Charm to protect all six kinds of domestic
animals {i.c. oxen, sheep ar goats, hores, pigs, dogs

and fowls). (Tae-trmg 463-272:14b) a‘ 35
18  Talismin to protect status and salary,

( Tao-tsang 463—-372:13a)
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42 Diagram dated 1882 for warding off fire
(centre) with a note: "The Black Warrtoe"s [Chen
Wu's] Diagram for warding off fire possesses the
property of repelling unpropinious winds and
extnguishing fires and has on numerous occasions
shown its miraculous power. The Province of
Chekiang suffers greatly from fire: this may be
avoided by hanging up a copy of this diagram [in
Your |I-:*]11t_! I, Te H-:Iru__!;_ ]"'||.'r-1.'1' i !-Lh{‘k|.|1||.; from
the Mountain of Eternal Snow [in Manchuris],
selected 9 p.m. on the 6th day of the 3rd moon of
the 8th year of Kuang-hsil [a D r882], the Year Star
then being in the Dark, the Sign of the Month
being in P [19th zodiacal constellation with the
corresponding sign Moon), the Sun on its orbit
having atrained 1ts nadir, and the Moon being in
Ching [22nd zodiacal constellation], Saturn [Earth]
m that of Lou [16th zodiacal constellation], Jupiter

| Wood| in that of Mao [18th zodiacal constellation],
Mars f;['lTl.-l_ mn that of C |||||!_: |_;;‘||,_| rodical
constellation], Venus [Metal] in that of Wea [17th
zodiscal constellation], and Mercury | Water] in that
of Kuei [13th zodiacal constellation|; as being an
duspicious perod in which to COpy the Hagram

| accordingly instructed Chen Chi-chin, Sub-
Director of Studies, to copy it, and assisted by the
Director of the Hall of Authentic Texts, to supervise
the engraving of it in stone, to be set up in the four
corners of the cities of the Provinee to dispel
malignant geomantic influences and to enable the
PeL -]'-IF to procure :|.1|.‘l'|'l|r1|.‘_'|-a.

43 Two charms to protect agaimst ghosts. [ Tae-
bramg ¢58—1:34b)

44 Twao charms to protect the body from evil
:.r.nll'—f.'drr_\" O68-2: 24a)
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45 Good lock charm w give
prolonged life; to be worn on belts
The design imitates a shamanistic belr
{From a Taost work of unknown date,
Tan-tsanp 6683 24)

46 Charm to ease childbirth,
meorpoerating the character shenp
meaning "to be born”, "life” and *living'
{ Tao-isang 668-3:25h) .

47 Charm to comfort the unborn
child in the womb, incorporating
constellation dots. [ Too-tsang o681

ath)
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an of the Planet Jupiter, the
ment Wood. | Tee-tsang
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alisman of the South. ( Teo-trang
altsman of the Planet Mercory, the
W Element Water. [ Tao-trang

449
$63-271:2

—
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Talisman of the Naorth. (Early 12th
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cent Tao-isang 463
Talisma
4a}
Talisma
f Elem
1 :29h)
Talisman of the Planet Vent
f Elemer
i 1:294)
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Curative talismans

$3 Talisman to set a fracoured
skull. (Tao-tsang $41-35:14h)

54 Charm to remove all
diseases. (Early 1zth-century,
Tav-tsang 463-272:14b)

55 Charm to ser a fractured
foot, | Tao-tiang 463-267: 5h)

56  Charm to improve vision
(Tao-tzung 483267 5h)

37 Charm agdinst vomitng
{ Tao-tramg 463-267:6b)

$8 Charm to remove deafness
[ Tao-teang 463-267:6b)




Implements of magic

0, 60 Magic divination table. The top i3
decorated with dr igons and phoemixes on a
backpround covered with esotenc diagrams to
gunde the spints to the centre. The design can
be related to the famous Yellow Book
Talisman (6}, {(19th century

61  The Yellow Book Talsman. One of the
most powerful magic boards for contacting
spirits related o Earth. The format derives
from the squATe Fone at the centre of the
ancient round bronzre miro
of great talismanic power. | Tie-tamy

136 723—1h)

rrors, comsidered to be
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62 Banner with tiger and magic
diagram. According to the Chineie
caption, it belongs to “the West, the
White Mound, number 5. the 7th
and Ath of the Ten Celestial Stems
and the gth and 10th of the Twelve
Earthly Horary Branches and the
Element Metal. fes spirit 15 the
White Tiger and its colour i white,
The centre of the banner s white
and the border yellow, far Earth
gives life to Metal. One cannot use
red which offends Fire thar destroys
Metal," (From a mid-16th-century
wark by Ch'i Shao~pao, Chi-hsiao
hsin-thu 16: $h)

—
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ol 3 3

& o |
??’ 3 I";--.;-.'_"“?':‘-'4:"1

A 5 "
o 3 fr
fg Example of the use of
Taoist Cloud Script. (From the
Yilan edition of The Western
Chamber (Hsi-lustang chi), 1:54a)

1  Taoist banner of the Element
Metal, one of a set of five for each
of the Five Elements {(Metal,
Waood, Water, Fire and Earth) with
their appropriate colours, (From a
mid-ifith-century work by Ch'i
Shac-pan, Chi-hriao hsin-thu 16:9b)
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63 Tapist implements of magical power.

Right to left: (1) the Pennant of the Ten
Thowsand Spirits of the Luminous
Announcement; (i1} the Pennon of the
Hundred Malignant Spirits of Trembling
and Fear; (iii) the Threaded-banner of

l'en Thousand Years of Age of the Nme
Palaces; (iv) the Banner of the Rainbow of
the Spirits of the Three Pure Ones

[ Tav—tsang 1460-5-10b: 204)
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66 Right to left: (i) the Fan of the
Feathers of the Mine Heavens; {11) the Fan
of the Clouds of Good Fortune of the
Fragrant Salk; (iid) the Umbrella of Rosy
Clouds of the Flymg Spirits; (iv] the
Lantern of Light of the Partly Hidden
Candle. { Tao-tsang t460—5:2t1h—22a)
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fi7  Taoist magic sword carved out of
peach-wood with rounded end, used
symbaolically as 3 sword agains evil
spirits and frequently employed as a
WTIHNE instrument m talismanic
calligraphy. The blade s decorated onone
wide wich the bgure of Lao-teu (also
Enown as Lag Chiin or Lao Tan),
commuonly regarded v the onginator of
Taoism, He holds 3 seroll in ane hand,
and is riding under pinc-troes on b water
buffalo, on which, according to legend
hie left Chinia o travel towards the west
(1gth contury )

Note on the Tao-tsang
( Taoist canon )

The first section (titles (- 313), th

.i'.-'n'-'l_., aem (Cave of Truch), contains
documents of the Mac-shan Taoists, the
highest ranking of all Taois sect, with
special knowledge of rances spirit
writing and meditation, The second
section (314014}, the Tung-haian (Cave
of Mystery), contatns the powerful Five
Talismuans, texts of various liturgies

ing |ln|l|l}.‘ the communal festival of
Cosmic Renewal (clifas), and other

talismans, The third swection (51 5-g74)
the fll.u_'.'-'flnl L .|1...'-.-|:"\.|||r:|-\._. TSIsts
of the revelation given, at the end of the
Exitern Han dynasty, to Chang Tao-ling,
ounder of the Heavenly Master Sect of
Lung-shu-shan in Kiingy Provinee, The
fourth (g76-1,088), fifth (1 08711 ¢2)
and sixth (1,153-1, 176) sections dre
described 5 supplements of the firse
second, and third sections respectively
while the seventh section | LITF1.413) s
called Chenp, the "Orthodox One

A collection of later Taokst warks
04131, 404 of vanows early Ming
'L'l.l'-:-n'\-ilulg_'nln dates -.--r‘l!-l-.TF* the
edition. [Hagrams and ralismanis graphiic
Mustrations appear throwghour the whol
wit, Source references in the captions
of the prevent book are to title, ¢ hapter
and page numbers (recto: a, verwo: b . and
are based on Wieger's index-numben
% HII-IIIIF'J' hv)

Chronology

SHANC-Y 1IN BC

Lo

Cn'in

Has 206— 220 (AD
Triner Kincooss 211— 365
Six Lhwnasmims 2he— oK
Sui 4H1= AR
I ama ) E— a0
Fivi Divsasties GOr7— o
SuUwNG =127
Yiax IMoNGOLs) 12801368
Mune | J6R—1Ag4
Ci'ixe [MAarcHLs) Ifg4—1g12
ReErusL 121040
Peorie™s FRErupei T
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£1.95 1575, TAOIST GRAPHIC ART IS FIRST AND FOREMOST A PRACTICAL MAGIC.
IT IS DESIGNED TO PROTECT, TO HEAL, TO BRING SUCCESS IN EVERYDAY
UNDERTAKINGS, TO ENSURE LONG LIFE, HEALTH AND HAPPINESS. SUCH
MAGIC DIAGRAMS AND SCRIPTS HAVE BEEN MADE AND USED IN CHINA
FROM EARLIEST TIMES UP TO THE PRESENT DAY BY A WIDE RANGE
OF ARTISTS INCLUDING ILLITERATE VILLAGERS, RECLUSES AND
HERMIT SCHOLARS, AS WELL AS PRIESTS, SORCERERS AND FAITH-
HEALERS. ON A DEEPER PHILOSOPHICAL LEVEL, THE GRAPHICS
EXPRESS THE TAOIST VISION OF A UNIVERSE OF CEASELESS
CHANGE AND ALL-PERVASIVE VITAL ENERGY. THEY ARE
TO HELP US TO HARMONIZE THE YIN AND YANG, THE
SEXUAL POLARITIES WITHIN OURSELVES, AND ALLOW
US TO PLACE OURSELVES IN HARMONY WITH THE
TURBULENT ENERGIES THAT ACT CONTINUALLY
BOTH ON OUR LIVES AND ON THE UNIVERSE.
ARTISTICALLY, THEY REPRESENT AN ASPECT
OF THE CHINESE GENIUS STILL SCARCELY
KNOWN IN THE WEST, THOUGH NO
LESS VITAL THAN THE CELEBRATED
BRONZES & JADES, CERAMICS &
ACADEMIC PAINTINGS. LASZLO
LEGEZA, OF THE GULBENKIAN
MUSEUM OF ORIENTAL ART
AT DURHAM, IS (WITH *
PHILIP RAWSON) THE
AUTHOR OF TAO:
THE CHINESE
PHILOSOPHY
OF TIME &
CHANGE.

167 ILLUSTRATIONS THAMES AND HUDSON 30 BLOOMSBURY STREET LONDON WC1B 3QP
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