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[Program])

September 3
Theme : The Formation of the Tradition of Chinese Calligraphy

9:30~10:00  About Symposium and Keynote Lecture
Aesthetics of Sho between the East and the West
Kanbayashi Tsunemichi

(Director of Niigata City Aizu Yaichi Memorial Museum)

10:00~12:00 Presentation
The Formation of Tradition and Ideography within Chinese Philosophy
Kaji Nobuyuki

(Emeritus Professor of Osaka University)

Statement that “Autobiography” is not Written by Huai-su
Jrom the Half-Handscroll Version Transferred to Japan
Fu Shen (Professor of National Taiwan University)

The largest Colophon in China: The Stone Hymn 745 of 579 AD at Mount Tie £/
Lothar Ledderose

(Senior Professor of Institute for East Asian Art History Heidelberg University)

13:30~15:30 Presentation
About the Expression of Movement and Space in Sho-Art
Qiu Zhenzhong (Professor of China Central Academy of Fine Arts)

Yipin as an Aesthetic Category: from Calligraphy to Painting in the Chinese Art Theory
Yolaine Escande

(Research Director CNRS, CRAL, EHESS)

Contemporary Chinese Calligraphic Experiment: Xu Bing's Art as a Case
Liu Yuedi

(Associate Professor of Institute of Philosophy at Chinese Academy of Social

Sciences)

16:00~18:00 Debate: The Sho Style of Niigata
Facilitator : Kanbayashi Tsunemichi (Director of Niigata City Aizu Yaichi Memorial Museum)
Panelists : Nonaka Hirotoshi (Professor of Gifu Women’s University)
Tsunoda Katsuhisa (Associate Professor of Niigata University)
Shimizu Fumihiro (Assistant Professor of Niigata University)
Matsuya Kuninori (Senior Curator of Niigata Prefectural Museum of Modern Art)

Kishima Natsuyo (Assistant Chief Curator of Niigata City Aizu Yaichi Memorial Museum)
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[Program])

September 4

Theme : The Transformation of Calligraphy in Japan and South Korea

9:30~12:10

13:30~15:30

16:00~18:00

Presentation
Japanese Calligraphy and the Influence of Chinese Calligraphy:
From Ancient Times to Heian Period
Shimatani Hiroyuki
(Director of Kyushu National Museum)

Calligraphy with Waka-Poem: Poetic Sentiment in Japanese Letter Calligraphy
Kaya Noriko
(Professor of Tokyo Gakugei University)

A Study on the Relation between the Hangul Calligraphy Art in Korea
and the Chinese Calligraphy Style
Park Sung-Won (Curator of National Museum of Korea)

Korean Arts and Culture, the World of Its ‘Meot’ or Elegance
Min Joosik
(Professor of Yeungnam University, South Korea)

Presentation
American Collectors of Japanese Calligraphy: Understanding Form over Meaning
John T. Carpenter
(Mary Griggs Burke Curator of Japanese Art, The Metropolitan Museum of Art)

About the Concept of Blank Space Yohaku in Japanese Avant-Garde Calligraphy
and Euro-American Abstract Painting
Eugenia Bogdanova-Kummer
(PhD Candidate, Heidelberg University)

Calligraphy and Abstract Painting — Two Practices in 1950’s
Osaki Shinichiro
(Chief Curator of Tottori Prefectural Museum)

Joint Discussion: The Possibility of “Calligraphy” in the Computer Age
Facilitator: Kaya Noriko (Professor of Tokyo Gakugei University)
Panelists: Shimono Kenji (Professor of Hanazono University)

Osaki Shinichiro (Chief Curator of Tottori Prefectural Museum)

Pan Fan (Associate Professor of Fo-Guang University)

Min Joosik (Professor of Yeungnam University, South Korea)

John T. Carpenter (Mary Griggs Burke Curator of Japanese Art,

The Metropolitan Museum of Art)
Eugenia Bogdanova-Kummer (PhD Candidate, Heidelberg University)

Tradition and Transformation in Aesthetics of East Asian Calligraphy



5

2016 4E 9 H3 H (K) BHREHRE - S
HOXY —HHELHEDRT—

PARIEE  (FrRh ) R R )

ZOEE TH7Y7XALETH 2015 FigH, DA 72y bo—BRELT TH7O7ICBITS THD
FE) DIBHEER) E VI T—<ICKBEBEES VR LZFI T2 EICRELL, 22TET
O VERISILADERICOWTERELLZVLERVWET,

HOERASH 7O 7 TEEE 3, DEVEEE, ZLTHRENZZDEMELTOR
MAEHATEEVLIEZDHDE L2, PEFRICH UL S TEHRRRO L #BidiEn el
DHDETH, DO TEHEI ARV T 25 M e AAaINZEEHDEFLATL, THLT
ALE, FEOFERYIZIE, HPEOE T SULBICHEA 2 ERFROBNILZ LS 22D TIERWTL X
R

SHOBERMERICH ST, TA7 7Ry P THIUETFTTHIL, ZNFTRUPLETEHI N
XFE, TR VLS TEMNICHEIN S, 72RO FIcEb>TLEwE L, BT4E
Wb TUA HE M T2 WTELE TP 7 OREICE 5T, ZHUIDE DL fakk s
BALDPDHNEYA, ZOXIRIRWD DT, DIHOIUILD TEHDEXDM 572K DK -
THLMLERHLEIICEHVET, ZOS VARSI LADOMRMIIZE. oD HT 7 E O AL
IDOWTHA MR EBIEZHD S LTh, ARELKFZRTODOLMEELTVET,

Tttt HASULDERIEDS IR £ > 7R T, (Bhi iy 2 T w3V RR D BT B GR D 5\ 1356
HEOWREBONE LIz, 2O ->72DD, ZORADPEE %) — F LT /MIEKEST
L7z, /NIcXduE, FEEMicldied, BB 2 EBA5505ThHD, FRITlER0uboiZln
WET, UL BICKGm L 7DD, HPEDEMEBEL T2 E M A o ag KTl
ROIFNUD—JF 1> e BIRZ R E R AL F L7z, ROV T LAk UL, HOR
BN E L EMMEFERDO MG, HI0IFHEEORIICHD, ZOFEICENBZMRDEIIZT I
EZ6NDEREST-DTLT,

HW7POTICBIS EDEY) DIEHEER



September 3 About Symposium and Keynote Lecture

Aesthetics of Sho between the East and the West

Kanbayashi Tsunemichi
(Director of Niigata City Aizu Yaichi Memorial Museum)

This time we have organized the international symposium named “Tradition and
Transformation of Aesthetics in East Asian Calligraphy (Sho & ) as one of events
concerning “Culture City of East Asia 2015 Niigata”. I would like to explain the
meaning of the symposium.

From the ancient times people in East Asia have an aesthetic idea called “Shi-Sho-
Ga-Itchi (¥ —3%)”, that is, poetry, writings and paintings hold an artistic Ideal in
common. In the West we also indicate the similar proverb “ut pictura poesis”, namely,
poetry and paintings come and go between each, however, people have never regarded
writings as art compared with poetry and paintings. From this point of view aesthetics
of Sho is characteristic of the aesthetic consciousness in East Asian countries, Japan,
China and Korea which use Chinese characters.

In today’s information oriented society letters or characters formerly written with
a pen or brush are almost changed into mere signs mechanically printed through a
personal computer. It may be a cultural crisis of East Asian countries generally using
for thousands of years Kanji ({#5%). On this occasion we need to look back upon once
more aesthetics of Sho based on our cultural tradition. This attempt must be helpful
to promoting mutual understanding and friendship among East Asian countries in the
future.

At the beginning of cultural modernization in the 19th century Japan the traditional
art theory of Sho-Ga( i ) was confronted with Western art theory or aesthetics which
a pioneer of Western style painting, Koyama Shotaro (/MLITEKER ) asserted. According
to Koyama, Sho was not art but symbols or signs for ideas, and its work was thought
of as not art work but only craftsman’s work. Immediately an art historian, Okakura
Tenshin( il & K .[» ) who was well acquainted with both of Eastern and Western art,
made an unsparing objection to Koyama’s one-sided opinion, and Tenshin pointed out
the essential beauty of Sho in the personal expression of a calligrapher and abstract

beauty compared with music.

6

Tradition and Transformation in Aesthetics of East Asian Calligraphy



7

201546 9 H3 H (K) %&
HHE IS T BIEHDIIR - L7

IndfRfT  CRBORA =% )

XHFM AL B O TESNTE ., ZORYETIEIESEHETH LD, MHEFITHEEL QLTI
K TH5,

R, TROLBICR (D7E) %, WIBEE, WRYEZELHT, Lvinid, MADKREIC
HEo2DTIFRL, HIUND NEDILEFFHRZ FIBRICT 2D T, DAL EINTOE, XF
ELTEET D,

LoL, REDBH-T, OMOFYDTRT FiRMNADDOZEDHT) 2RIVINCE LT LA
#HThs, QRIZXFRIRMTHLDT, —~FOHE - REUCFM»HD»05, KEIch, @FE
PTVEEIDLPRDENDZDT, I LTHEME)FEIEL, TR D DI k>TwL,

ZITIBDOZZET, FEHGEEOREL TR LD HH ERBLEMAGDE L L,
KL FOAAHSIZBZTPLIELERD,

LREDEIBEDH -z, ZITRIELFEEZT DRI D5 720D, Thbb bW bR E SCF,
RIG TR RN EIE LT A 72T > TR E ST D e ENTE L,

HFEOE 6, FAENCZOMELZEELTEEEIFT, SHIZE>T05, HEFRIREL»ORE
XFDTH5,

COHEFEPMINTOE, FHABLZ2VIHEALTRL, Zud, EROAD L7 UcBnT
BRI TH o7z, FlEkT 2EDLSHOMA LIS 5508 T 2 DR BITHY T 2 7% E Dl 53
Bl THD, fER., LS TP TELIIICHR>T0o7, BIFTH O (X) U,
W77 TIIEDPS N, 7Y 7 TREPSA~, £ (FL) FILTOE, SHBHTIT M7 7,
P77 O =IO ALK 3 D—D DRI 5 ET B,

ZDEEDIERLE, ADSIEN, HIVIIEDLPSENEVHIEENEIZ, BFFRICEHEHTLIENTE
B, HPoLENEEOTOLRPT, EbroGALEESHTE, CEMREILLTLEIDLSoTHS, £
DOHFANE)EZIEL A TH 2,

EIAD, EDETFALOIHIEEZIHOE 77 (b HIL7Y7) LB O E . SSICHATED,
HTEH LT B G XFORATHLE, FHNZ EDS TATIESHEHDD, A ~NFRITTE AT
b, FENns, WHWws TS LHE - LES - VAES - IHEE - EBTEE) fvok, B
5RANEEHDDITAZEATHE, 2ERLLTHAVARRREERZELIZEDHLTNS, I
XAUE, Dot Aol Lo Hilla 613w,

Fro, WED, B2 TALWIEEIEARIULZZ, HFOZEEAETI) FARDIAL LD TE, [
Bomigo—# L, HLOEEZEDHL TV,

ZDEI 2 EHZ FTREIC L CE DI TP O KL TR bR CFIEED, = THEEFE A ST,
LT TR EZAICH S,

WK, ) LT 2 ) ANRIDEEZ LR LT LI1TE, RELEADIDVELLDIEFIETORY,
ZRUT Vo0, E9NIIBDTHAI D,

ZEIRITIE, NREZNEERTEH - BREED D, FZNZHEUOTE ANEDHENDO =EDH 5,
FTFEVF =R\ SEBFEEDERMT L2, 20Uz THERY - 5 - BRERL o=F%T
R3INb, LL.Z2H0)aREEFEOE L FETIEZNhE TR ($ERY) -4 Gls) ) &L,
HFEO—F FEREH) ZROTELELDSDHS, Lo, FACETFZHENRHS, FECIEFMES,
HARTRABRDMRBEONG, BEZIRDD, Lo leZifiLTaiwERY),

HW7POTICBIS EDEY) DIEHEER



September 3 Presentation

The Formation of Tradition and Ideography within Chinese
Philosophy

Kaji Nobuyuki

(Emeritus Professor of Osaka University)

Characters have hitherto been created in all parts of the world. Although there have been
various ways to reproduce these, a method that existed without doubt was pictography.
Pictograph, which symbolizes the shape or features of an object, not only enables recognition
at a personal level, but also allows common recognition with other people. Being commonly
shared by many people, pictographs would later become established as written characters.
However, such characters were flawed. First, it was difficult to depict in the pictographic form
all things in the world (including abstract ideas). Second, being pictorial, it was time consuming
and bothersome to hand write every character. Finally, as demand for easier writing method
emerged, details were inevitably omitted and the original form became incomprehensible.

As a result, like the form of the characters, sound also became an important element for
commonality. In order to solve the inconvenience of pictograph, a method was consequently
created to combine sound and pictographic form.

After this development two types of characters appeared: ideogram created only from
pictograph and phonogram that represented only sound by completely omitting details of
pictograph. In the case of the kanji, it miraculously combined both ideogram and phonogram,
surviving up to present day.

As kanji characters became organized, the stroke order also gradually became standardized.
It was a natural necessity in ancient times as there was a limited amount of resources for
recording things in writing, including brushes, today's paper, as well as ink. As a result, the
way of writing developed in that one would write from top to bottom. According to Ichisada
Miyazaki, people began writing from right to the left in West Asia, and from left to right in
South Asia. This is a focal point in the cultural division of the western, southern and eastern
areas of Asia. If we look at these ways of writing, we see that the stroke order cannot be
arbitrarily changed. This is because it becomes confusing if a sentence written from right to left
is changed to be written from left to right in the middle of writing, and vice versa.

However, in the case of East Asian calligraphy (especially Northeast Asia) written from top to
bottom, it became possible to drift to right or left, although the principle is to write from top
to bottom. Kana (Japanese cursive syllabary) that represent phonogram derived from kanji is
also the case. Scattering writings such as Chirashigaki, Fujinohanagaki, Tateishigaki, Kosujigaki
and Gankogaki that change the line of the words from top to bottom create an overall beautiful
design. Such a culture did not appear from areas where people wrote from left to right or the
opposite. Moreover, in the case of writing praise for a painting, it can be fitted in the blank
space of the image because it is written from top to bottom, and the unified image and text
create a new esthetic image. What enabled such development was the pictographic sense, the
origin of kanji, which has been continued and used for 3000 years.

Naturally this has much to do with the thoughts and senses of people using kanji, but what are
these thought and senses?

In language, there is the form and sound that express an object, and then the human brain
that ties them together.

Linguists Ogden and Richards explained this as trinity of “referent, symbol, and thought
of reference”. However, long before such modern linguistics, the Chinese had already been
using “jitsu” (actual object) for “referent” and “mei” (name) for “symbol”, and exercised the
agreement of the two. There is a tendency to give priority to “referent” in China, but the
Japanese tend to give priority to “symbol” while using the same kanji. In my presentation, I
will discuss these topics.
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September 3 Presentation
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September 3 Presentation

The largest Colophon in China:
The Stone Hymn 134§ of 579 AD at Mount Tie $%iL

Lothar Ledderose
(Senior Professor of Institute for East Asian Art History Heidelberg University)

The Heidelberg Academy £}£[5% and the Shandong Stone Carving Art Museum [l ¥ 44 1
ZN B Y8 in Jinan ¥ Fd collaborate in the study of Buddhist sutras engraved in stone in
Shandong ILI¥ Province. One passage from the Vast and Universal Great Collection Sutra (Da
fangdeng daji jing KT RER ) is engraved on a granite slope, 51.70 meters in height, on
Mount Tie #&1l1 near Zoucheng #¥5k . It is dated 23 September 579.

To its left, in a field of ca. 17 x 4 meters, is a colophon. Two characters at the top give its
title: Stone Hymn 1548 . This Stone Hymn is the topic of my paper.

1. Text

The Stone Hymn £4%4H is written in parallel prose (pianti B ), in a flowery language, replete
with poetic metaphor. No work on the history of Chinese literature has mentioned it. One of
the reasons for this gap may be the poor state of the inscription’s preservation. In 2003 the
calligrapher Aikawa Masayuki fHJIf7T (pen name Tetsuzan #kIl1) presented a transcription.
Our reconstruction is based on his and other transcriptions and on extensive investigations at
the site.

2. Space

The text anchors the sutra at a crossing of two cosmic axes. The main axis runs from Mount
Tai Taishan #& [li, 90 km to the north, to Mount Yi 8 (Ij, 11 km in the south. On both
mountains, the First August Emperor of Qin Z#{ 24 (r. 221-210 BCE) had erected stelae.
The secondary, less prominent axis runs east-west from the Chang Cliff B (or Mount Jian 2%
[11), to a post road.

3. Colophon

The Stone Hymn 75 %H is one of the earliest full-fledged colophons in China and, with its
height of 17 meters, perhaps the largest ever. Anticipating the topics of many later colophons,
the author talks about the significance of the main sutra text; he explains the circumstances
of its carving; he names the people involved, explores their motives and praises their virtue;
he identifies the calligrapher, defines his position in the calligraphic tradition, and evaluates
his aesthetic achievement.

4. Liturgy

The Stone Hymn £ AH can also be read as a liturgy for the consecration of the engraved
sutra. The notion that it will survive the end of the world is central: “ FELLE L, 7&K
Entrusting the texts to a high mountain, they will last forever without end.”

5. Calligraphy

The bold calligrapher has embedded his characters on a rocky cliff under the open sky. He
negotiates the medium of stone by adapting the flow of his columns to bulging and cascading
surfaces. Stylistically, he harks back to the clerical script of the pre-Wang Xizhi 1882 (303
— 361) period, spacing the elements of his characters widely and asymmetrically in daring
compositions. Yet his style is not archaic but archaistic, self-conscious and sophisticated.

6. Calligraphy theory

The Stone Hymn {728 also remarks on the calligraphy of the sutra: , {5, WBiER .
Its excellence surpasses Wang Xizhi F £ .2 (303 — 361) and Wei Dan B #E (179 — 253); its
marvels exceed Zhang Boying {12 (32, #1904 Hi# ) and Zhong You &% (151 —
230).“

Professor Bi Fei 2% from the China Art Academy HE{SEffif% at Hangzhou #iH has shown
that in this group of four classic calligraphers, Wei Dan replaces Wang Xianzhi FJEk2 (344-
388), who was known for writing letters. Wei Dan, by contrast, wrote name tablets %H for
palace or monastery halls. The Stone Hymn #1%f thereby highlights the public character of

the sutra on the mountain, revealing how Buddhism saw and presented itself at the time. 12
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September 3 Presentation

Yipin as an Aesthetic Category: from Calligraphy to Painting
in the Chinese Art Theory

Yolaine Escande
(Research Director of CNRS, CRAL, EHESS )

Yipiniftih as an aesthetic category first appeared in a treatise on calligraphy, Li Sizhen’
s 2= B (?-696) Shupin hou (& &% ) (Classification of Calligraphers Continuation),
before being used in poetry and in painting. A close reading of Tang and later treatises
on painting and calligraphy, especially Zhu Jingxuan’s &5 * (ninth century) Tangchao
Minghua lu {4 5HE#) (Annals of Renowned Tang Painters), will lead to re-interpret
what has usually been called “the yi-pin style of painting”, and considered a school
of painting, a tradition. The paper will aim to show yipin has generally nothing to do
with a style of painting, as this aesthetic category does not involve the artwork, but the
artist.

The paper will consider three points: first, it will recall the origins of such a translation
and examine its possible reasons; second, it will explain the function of “aesthetic”
categories like yipin, and proceed to a synchronic study of the notion in the founding
texts, so to translate it; third, it will attempt a diachronic analysis of the notion and of
its evolution, in theory of art texts. Thus, the paper will first proceed to a review of the
ranking tradition, then to an overview of the translation and understanding of yipin
before examining the content of this category when it became a pictorial tradition.

The methodology is not founded on Western art history standards, but on the one
hand, on the analysis of the intrinsic logic of the texts in their own context, and on
the other hand, on the artistic (practical and technical) and theoretical (philosophical)

approach of the practitioner.
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September 3 Presentation

Contemporary Chinese Calligraphic Experiment:
Xu Bing's Art as a Case

Liu Yuedi

(Associate Professor of Institute of Philosophy at Chinese Academy of Social Sciences)

In a post-modern context, the reflection upon and interpretation of an art tradition would
become futile without an equal or parallel concern with the practice of an art that aims at
innovation. For that matter, the western mirror image of calligraphy will be suspended in the
re-examination of what calligraphy is in order to come up with an affirmative answer by way
of a negative definition of what calligraphy is not, i.e. neither drawing nor practical art nor
performing art nor pure art. Whether calligraphy is painting relates to the question of how
Chinese characters become art; Whether calligraphy is applied art relates to the question
of whether the basic features of calligraphy can be attributed to handwriting; Whether
calligraphy is artwork points to the creative process of calligraphy; Whether calligraphy is
pure art addresses the question of how traditional calligraphy is deeply rooted in life. The
changes in the artistic creation of a contemporary Chinese artist, Xu Bing, will be applied to
explain how Chinese characters-based calligraphy is translated into a “calligraphic Experiment”
in contemporary art. The Changes in Xu Bing’s Creative Transformation of Calligraphy are
including: 1. Book from the Sky: the Imitative Power of the “ Quasi-Song Typeface”; 2. Square
Word Calligraphy: Mutual Decoding and Misreading between Chinese and English; 3. Square
Word Calligraphy Classroom: Viewers’ Participation in Calligraphic Exercise; 4. The Living
Word: from Word Evolution to Model Evolution; 5. Reading Landscape: Writing Landscape
Painting with Chinese Characters; 6. Background Story: Returning Brushstroke and Ink”to
Materials; 7. Book from the Ground: the Ultimate Pursuit of the Same Character All Over
the World. Besides, the advantages or its opposite will be evaluated within the framework of
Chinese aesthetics. In general, the use of calligraphic characteristics in his artistic creation
proves that Xu Bing has grasped the spirit of traditional Chinese calligraphy: (1) The union of
tuxing and tushi in calligraphy is a source of inspiration for Xu Bing, whose artistic creation
is greatly influenced by the image-led thinking of Chinese people. (2) Calligraphy, as an art
of living, is another source of inspiration. Xu Bing denies that his works are art. In Xu Bing’
s eyes, art is just a basic form of living. (3) An additional inspiration source for Xu Bing’s
reflection upon art is the writing process of calligraphy. From the perspective of classical.

Chinese aesthetics, part of the essence of traditional culture through which he has struggled
to present calligraphic characteristics is missing in Xu Bing’s works. In a sense, the loss is
nowhere found but in success. First, qi, as part of the calligraphic qi yun, is missing in Xu
Bing’s works of quasi-Chinese characters. Second, as far as Zen’s wu (enlightenment) is
concerned, Xu Bing has paid more attention to the philosophical effect of dun wu (sudden
enlightenment), which is however more like brain-teasing when the audience suddenly realize
that the characters in Book from the Sky are illegible, while the square words are legible.
Third, as far as the way of thinking is concerned, Xu Bing has not isolated himself from
the influence of the pictorial Chinese characters, which is evident both in Chinese people’s

thinking and their aesthetic feeling.
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September 3 Debate

Tradition of Sho-Art in Niigata

Facilitator : Kanbayashi Tsunemichi (Director of Niigata City Aizu Yaichi Memorial Museum)

Panelists :
Nonaka Hirotoshi (Professor of Gifu Women’s University)
Tsunoda Katsuhisa (Associate Professor of Niigata University)
Shimizu Fumihiro (Assistant Professor of Niigata University)

Matsuya Kuninori (Senior Curator of Niigata Prefectural Museum Of Modern Art)

Kishima Natsuyo
(Assistant Chief Curator of Niigata City Aizu Yaichi Memorial Museum)

What features the traditional Sho style of Niigata? The good examples are “the
characteristic Sho Art of people of letters” such as Ryokan, a renowned priest in Edo
Period, whose works remind us Huai-su’s Sho style, and Aizu Yaichi, a great tanka poet
who so much adored ancient city of Nara. On the other hand, we have Maki Ryouko’ s
Sho style, which is of an orthodox school. He was considered as one of “the three best
Sho artists during the period of bakumatsu (the very end of Tokugawa Shogunate Era)”
along with Ichikawa Beian and Nukina Kaioku.

Having encountered the Japanese traditional Sho style and Western modernism,
Eguchi Sogen, a Sho artist of Niigata, created “the avant-garde style of Sho Art”.

As I mentioned above, we are so proud of these various and abundant features of
the Sho tradition in our hometown Niigata. I’'m wondering how you could classify or

characterize “the Niigata Sho Art.”
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September 4 Presentation

Japanese Calligraphy and the Influence of Chinese Calligraphy:
From Ancient Times to Heian Period

Shimatani Hiroyuki
(Director of Kyushu National Museum)

The Japanese did not have their own writing system until they saw Chinese characters,

kanji, used on coins and cultural items brought to Japan through interactions with
China. Such interactions would further accelerate thereafter between the seventh
century and the ninth century as a result of Japan's dispatching of envoys to Tang
Dynasty China. With students and monks who accompanied these envoys bringing back
to Japan the useful knowledge and advanced technologies they had acquired in China,
Chinese culture became rapidly absorbed in Japan. The same applied to calligraphy;
it was only natural that Japanese calligraphy would develop under the influence of its
model, Chinese calligraphy. The arrival of Wang Xizhi's calligraphy such as the Sang
Luan Tie now in the Museum of the Imperial Collections (Sannomaru Shozokan) was
a vital catalyst for calligraphy in Japan. Wang Xizhi's calligraphy was revered and
became widely admired by the Japanese. This trend led to the parallel development
of Chinese calligraphy works by the Sanpitsu (Three Great Brushes) — Emperor Saga
of early Heian period (786-842), the Buddhist monk Kukai (774-835) and courtier
Tachibana no Hayanori (7-842) — as well as their own individual styles.

By the middle of the Heian period, unique Japanese cultures focused on waka poems
and other arts gradually began to emerge, just as manyogana characters used to denote
the Chinese and Japanese readings of kanji chracters had been developed during the
Nara period. Calligraphy in Japan also developed uniquely through Japanese sense of
beauty and value, leading to the creation of various types of kana characters, including
the cursive sogana which had developed from the Chinese cursive style. It was at this
time that the Sanseki (Three Brush Traces) — Ono no Michikaze (894-966), Fujiwara
no Sukemasa (944-998) and Fujiwara no Yukinari (972-1027) — were active. These
figures helped to complete the wayo style, meaning Japanese calligraphy as opposed to
the karayo style of Chinese calligraphy. Wayo calligraphy is gentle and elegant, where
brush strokes characteristically lean to the right with tensetsu (continued lines) having
relative gentle curves. Yet even the calligraphy of the Sanseki was based on Chinese
calligraphy.

Japanese calligraphy would continue to be influenced by Chinese calligraphy
thereafter, transforming into various styles according to the needs of the times. In
this talk I wish to focus on the influence of Chinese calligraphy in the period between

ancient times and Heian period.
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September 4 Presentation

Calligraphy with Waka-Poem:
Poetic Sentiment in Japanese Letter Calligraphy

Kaya Noriko
(Professor of Tokyo Gakugei University)

Japanese calligraphy was originated by embracing Chinese characters to achieve such
a unique development. Kana( {44 Japanese letter) calligraphy is a typical phenomenon.
As the calligraphic culture of East Asia has the aspects of “Use and Beauty”, in order to
understand Japanese unique aesthetic tradition, it is important to understand how these
aspects of calligraphic culture have worked together. Therefore, in this presentation,
the characteristics of beauty are considered from the following three points, which
specifically target kana calligraphy from the Heian period:

1. Evidence of ingenious attempts in writing pure Japanese words

Let us research how the character styles have transformed and established in the
process of adopting and applying Chinese characters to pure Japanese words with a
different linguistic structure, and how the styles have been managed. The relationship
between the characteristics of brush strokes and character shapes in writing pure
Japanese words will also be studied. The nature intrinsic to kana can be confirmed
here.

2. Relationship between waka poem (fI#) and kana letter

The close relationship between waka poem and kana letter is described in the “kanajo
(k44 preface written in kana)”of “Kokin Waka Shu” ( &5 4#1#%E Collection of Ancient
and Modern Japanese Poetry), which was compiled for the first time by Imperial
command. Waka poems, which grow from “the seeds in peoples’ mind”, and kana,
which are the letters to carry the spirit of waka poems, are intricately connected as a
poetic language. This does not mean that poetic sentiments are written in kana letters.
Attention should be paid to the characteristics of kana integrated with poetic sentiment
or feeling, the poetic sentiment of kana themselves, and the relationship between them.

3. Kana as brush strokes to carry poetic sentiment

Chirashi-gaki( #& L 2 discretely writing) is one of the styles unique to kana calligraphy.
The aspects where various elements of the brush stroke rhythms, formative letterings,
use of characters, flow of lines, sumi-tsugi( 5 #fk & adding sumi-ink in the middle of a
character) and structures on the spaces, which are closely intertwined, are specifically
shown in San-shikishi( = & % )-namely, “Sunshoan-shikishi( < & & ff #£ )”, “Tsugi-
shikishi( #£ % )” and “Masu-shikishi( # {4 % )”. In the expressions of integrating the
waka, writings and paintings can be seen in the Emaki( #& 2% picture scroll) of the
“Genji-monogatari( JR K55 )7, the greatest kana literature of the Heian period.

The poetic sentiment of kana in this context means that, although the use of kana is

based on their utility, the kana appear to be emerging as traces of the brush beautifully.
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September 4 Presentation

A Study on the Relation between the Hangul Calligraphy Art
in Korea and the Chinese Calligraphy Style

Park Sung-Won

(Curator of National Museum of Korea)

This script is a study on the connection between the Hangul calligraphy art in Korea and
the Chinese calligraphy style.

Having been affected by the influence of Chinese calligraphy style, the calligraphy art
in Korea has reinterpreted it and then has created the tradition and own style of Korean
calligraphy art.

The history of calligraphy art in Korea began mainly with Chinese characters (5 : kanji).
However, after appearing of Hangul, which was a writing system created by Sejong (the 4th
King: 1418-1450) of Chosun Dynasty, the history of Korean writing system has developed in
the two main streams; Chinese characters and Hangul.

Since Hangul is a phonogram, it has a different structure from Chinese characters, which are
ideograms. But we can see some connections between the two writing systems in the seiji
principle, the form of letters and characters, in the way of stroking or drawing of a brush, and
so on. The form of letters in Hangul has the basic structure of “ + (heaven : X ), — (earth :
H1), | (person: A )” and they are combined or changed as “hieroglyph”, whose squares
and stroks of a brush are from tensho. You can see this type of writings clearly in the earlier
reference books such as “The Manual of “Hunminjeongeum ( TR 11 ) “and other related
books, which were published at the early time of Hangul. Since then, Hangul has been
formed into the block style, the semi-cursive style, and other various writing styles.

Though Hangul is a very practical writing system, it was not valued higher than Chinese
characters during the Chosun Dynasty. It was not until 20th Century that the value of Hangul
was reevaluated.

There are two reasons people became to attach importance to Hangul those days. One
is that there was an ethnic conscious among Korean people against the fact of forceful
colonial rule by the Japanese Imperialism. And the other is that Hangul as writing system
became recognized important with value and merit in wider perspective. The research of
Hangul done those days was based on the enthusiasm like the time of the birth of Hangul.
And its atmosphere was linked with Hangul calligraphy, along with discovering art of old
handwritings, the fresh aesthetic of Hangul calligraphy as art was evaluated.

On the other hand, Hangul calligraphy artists such as Kim Junghyeon (1921-2006), who
thought highly of Hangul calligraphy art, have improved its value through their various
activities. What Kim Junghyeon made efforts and stressed most was trying to approach the
basic structure and meaning of Hangul writings on the basis of its connection with Chinese
ones. After deducing an answer for this, he attempted to apply it to the Hangul calligraphy
art. Through this process, he created his original Hangul writing system called “iljungche (—
th#E) 7. It is highly evaluated as one of the fruits of 20th Century since it searched for the
structural connection between his original writing and Chinese writing style which was used
when Hangul was created.

During the process of creating a brand new life of writing system, Hangul, and its
establishment, the tradition from the past and the mutual connection with the circumstances
are extremely significant. We can recognize the possibility of creating a new life of original
writing system by applying the traditional Chinese writing style and its positive effects on
us. We can also understand clearly the positive factors which were acquired from the past
through the process of developing Hangul as a new writing system from the very beginning of

it to the modern Hangul calligraphy art style of 20th Century. 26
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September 4 Presentation

Korean Arts and Culture, the World of Its ‘Meot’ or Elegance

Min Joosik

(Professor of Yeungnam University, South Korea)

The Korean word meot sometimes gets mentioned in discussions on the characteristics
of Korean culture and art. This word is uniquely Korean and is considered to be one
word that best describes the aesthetic sense of the Koreans. While meot is also used
to depict the beauty of things in nature and artworks, it is unique in that it depicts the
aesthetic values of things that are particularly found in human characters, behavior,
action and ways of life. For this reason, meot is also considered to be an ideology that
is the core of the formation of the Koreans as desirable people.

As the aesthetic sense of the Korean people, meot has developed into the principle
of daily living transcending the artistic sense. Meot is above all spiritual freedom and
a life that is not restricted to secular reality. In other words, meot is another way to
describe the refined tastes of the modern Korean people. To live a free life surrounded
by mountain forests and give up fame and fortune by severing oneself from worldliness
in a lost era troubled by political strife is also meot. However, meot is not simply the
thought of seclusion; it is linked to optimism. No one knows exactly when the word
meot became first used, but it may be considered that, while the word poongryu or
elegance was used to depict the aesthetic sense of the attitude to life of cultured people
and aristocracy, meot may have been used as a term to represent the refinedness that
has profoundly permeated into the lives of the common people. In other words, meot is
the Hangul version of poongryu or elegance.

It should be noted that, as an important aesthetic categorization for the Korean people,
meot encompasses knowledge and virtues, as well as being the principles of education
for the cultivation of seonbi scholars. The Koreans have hitherto considered such
aesthetic principle of meot or poongryu as an indicator for the nurturing of people.
In the same way that the ideology of hwarang during the Silla period was considered
refinedness, the ideology of nurturing seonbi during the Joseon period was considered
to be meot. Both these contain heung and shinbaram elements. These are not simply
optimistically fun and freewheeling, they also denote loyalty and integrity, as well as
openheartedness and unchanging character. To the Korean people, meot is the most
representative word of praise that denotes the idea of "elegant living" or "know what is
elegant". Meot and poongryu are the ways of an aesthetic life.

In this talk I would like to discuss how meot as the most characteristic aesthetic sense
of the Korean people has appeared in the artistic world.
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September 4 Presentation

American Collectors of Japanese Calligraphy:
Understanding Form over Meaning

John T. Carpenter
(Mary Griggs Burke Curator of Japanese Art, The Metropolitan Museum of Art)

Most American collectors of Japanese art in recent decades have focused on painting,
ukiyo-e prints, or ceramics, lacquerware, or other decorative arts. Among these
collectors, however, some expanded their interests to include calligraphy of all periods,
including sutras of ancient times, kana produced in court settings, writings in Chinese
by Zen monks and nuns of medieval times, inscriptions on Edo-period literati, Rinpa,
or ukiyo-e paintings, and modern calligraphy.

As a rule, most American collectors of sho are not able to easily read premodern
scripts, so they are not responding initially to the semantic meaning of the texts, even
if they have access to translations, but rather to the formal beauty of brush written
characters.

This paper will explore the types of calligraphy that American collectors have
cherished, and record some of their views on works based on publications,
correspondence and interviews. Some collectors of calligraphy developed an interest in
this area because they were involved in the practice of Zen Buddhism or tea ceremony,
and their tastes in collecting reflect these sensibilities.

Another way that collectors in the West have come to enjoy calligraphy is when it is
found on paintings or woodblock prints they have acquired; in cases such as these,
the dynamic of text-image interaction opens a new way of interpreting works that
adds another dimension of enjoyment of Japanese art. Zen calligraphy or avant garde
contemporary calligraphy resonates with the tastes of collectors who also enjoy abstract

expressionist or “action painting.”
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September 4 Presentation

About the Concept of Blank Space Yohaku in Japanese Avant-Garde
Calligraphy and Euro-American Abstract Painting

Eugenia Bogdanova-Kummer
(PhD Candidate, Heidelberg University)

This talk will focus on the postwar developments in Japanese avant-garde calligraphy

and in particular investigate the relationship between calligraphy and abstract
painting. An important feature of postwar avant-garde calligraphy was its international
orientation, often realized through the approximation with Euro-American abstract
painting. In this talk I will closely analyze one specific aspect which enabled this
approximation.

Visual expressivity and freedom of calligraphic style is often regarded to be specific
characteristic of avant-garde calligraphy. When calligraphic conventions and rules
are loosened, calligrapher's personality can be more directly expressed in calligraphic
works, which in this case increasingly start reminding abstract paintings. Yet,
calligraphy's avant-garde is not limited to the reduction of readability and maximization
of the visual appeal. The ways of conceptualizing calligraphy went through deep
transformations as well. As an example of such conceptual shift, this talk will address
the change in the concept of space within postwar calligraphy, in particular within the
notion of blank space yohaku.

In this talk I will closely analyze discussions which took place in the Bokujinkai group,

which was a representative of postwar avant-garde calligraphy. Formed in Kyoto in
1952, this group was a pioneer in calligraphy's internationalization. While keeping
active ties to Japanese and foreign abstract painters, Bokujinkai calligraphers wanted
to renegotiate the relations between calligraphy and painting, and to find calligraphy's
place within international modern art scene. Focusing on Bokujinkai, I will investigate
the exchange, mutual impact and transformation of art concepts within postwar avant-
garde calligraphy in Japan and abstract painting in the US and Europe.

In particular I will study the mutual influences between the concepts of blank space
yohaku, central for calligraphy, and the concept of negative space developed in
Euro-American abstract painting. While analyzing a roundtable discussion between
calligraphers and abstract painters published in Bokujinkai's journal “Bokubi”, I will
compare the usage of art space in works and theories of Japanese calligrapher Morita
Shirya (1912-1998) and French abstractionist Pierre Soulages (1919-), who both
participated in this roundtable discussion. How did the Japanese calligraphers look at
the works of contemporaneous abstract painters, and in which words did they describe
them? And the other way round, how did Euro-American abstractionists perceive the

specific blank space yohaku in the works of Japanese calligraphers?
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September 4 Presentation

Calligraphy and Abstract Painting — Two Practices in 1950’s

Osaki Shinichiro

(Chief Curator of Tottori Prefectural Museum)

In Japan during the 1950’s, the interaction between artists and calligraphers deepened
a relationship between calligraphy and abstract painting like never before, especially
in Kansai region. Many artists painted monochrome liner abstractions whereas
calligraphers wrote in the style like creating a painting, with few words on a large
paper, and their works were often showed together with paintings in art exhibitions.
Under these conditions, the world renowned artistic group called the Gutai( B & )
Group was founded and its creation should deserve attention. Furthermore, in the same
time period, American Abstract Expressionism and European Informel Movement also

rose, leading to many liner abstractions to be shown on a global scale.

The effect avant-garde calligraphy had on European painting hasn’t been adequately
verified yet. When finding of a link between the two, one should consider the
Bokujinkai( £ A\ &) activity by Siryu Morita( # H 7-# ), Yuichi Inoue( # |4 —) and
Sogen Eguchi( /I. 1 ¥ X% ) in 1952 and the general magazine of calligraphy and art
“Bokubi( # 3£ )” made by Morita in 1954 to be the key. “Bokubi” included French
resumes and emphasized its visuals which made it likely to be accepted in Europe,
eventually being sent abroad. In addition, this magazine itself deepened its awareness
of the interaction between calligraphy and art. For example, Painting of Franz Kline

was posted on the front cover of its first issue.

However, the intimate relationship between art and calligraphy didn’t last long. At the
symposium “Calligraphy and Abstract Painting,” the leader of the Gutai Group, Jiro
Yoshihara, criticized that calligraphy still stuck to focusing on characters. On the other
hand, Shiryu Morita insisted that artists emphasize the importance of style too much
and he tried to make calligraphy reach a kind of spiritual area. Why did the relationship
with great potential rupture between calligraphy and art? In this presentation, I
would like to introduce Japanese and European abstract paintings as a clue to Asian
calligraphy and address the possibility calligraphy couldn’t realize, relating globalism

or modernism.
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September 4 Joint Discussion

The Possibility of “Calligraphy” in the Computer Age

Facilitator : Kaya Noriko (Professor of Tokyo Gakugei University)
Panelists : Shimono Kenji (Professor of Hanazono University)
Osaki Shinichiro (Chief Curator of Tottori Prefectural Museum)
Pan Fan (Associate Professor of Fo-Guang University)
Min Joosik (Professor of Yeungnam University, South Korea)
John T. Carpenter (Mary Griggs Burke Curator of Japanese Art,
The Metropolitan Museum of Art)

Eugenia Bogdanova-Kummer (PhD Candidate, Heidelberg University)

In recent years, electronic media has spread so rapidly that now people can instantly
communicate with one another from all around the world. As a result, the mainstream
media used for writing has shifted from “writing” to “typing”. In this joint session after the
presentations about “tradition and transformation in aesthetics of east Asian calligraphy”, the
possibility of a contemporary form of calligraphy will be considered.

In this discussion, the following two aspects will be focused on: The first aspect is how far
traditional calligraphy culture can be understood, and the other is how much is actually
“written” in this era of extreme globalization.

Since calligraphy is a part of the culture of writing, the “tradition” of its beauty and artistic
quality cannot be discussed without considering its relationship with the races, countries,
climates, politics, studies and educations it originates from. In fact, calligraphy cultures with
their own distinctive features have been formed in China, Korea and Japan, respectively. In
this era of globalization, however, phenomena related to calligraphy culture have become
further diversified through cross-cultural exchange.

Meanwhile, many traditional characteristics have become less distinguishable, so that
calligraphy cultures have become somewhat homogenized. Since cultural boundaries are
constantly changing, it is meaningless to seek our own pure identities. Therefore, our
relations with others must similarly be regarded as dynamic ones. Under these circumstances,
a calligraphy culture based on perspectives of communication, visual culture or the act of
“writing” becomes possible.

How can the history of high-art that certain elite groups have played a key role in creating
come to be enjoyed? How do cultural differences in the perception of beauty in calligraphy
appear? What is based on “writing”?

If attention is paid to today’s phenomena concerning characters and letters, our viewpoints
of “calligraphy”, which have existed until the present in East Asia, can be reconsidered. At
the same time, our vision of artistic culture in the future could be developed by making use
of what we have learned from traditional calligraphy culture. Here, in this session, a variety
of researchers from the East and West, who are specialists in different areas, are present. It is
hoped that fruitful discussions of issues related to the aesthetics of calligraphy or “writing” in

our time will take place through the exchange of their valued viewpoints. 36
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