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R BRI - 2RI L IERASR AR e S B 18] - FERIREIHE % B Ay 2 BUs s B RE T Rz F
IEAHAVREIRRE - NILIRRRGETERIGR A — 5B - FEEE (BR) EFAR (FERWED
e E]

AR BENIER TR FEE AR LTI G R - BERSHRE - hiE
AT L PRRTER UG AR R 0 o T OUR X PG R B (3 X ATHE 0 2016 & 12
116 A )

AR RE A RN ) (EEEREIR R E R TR MR B Y - GAIER EAE (F
fee R RS U AUE - (EEISE b — R AV BB 51  H EiBl RRE LRz E
ISRV - B EREIGEE - MIE SRR NS - 2B K - BIATHEE L
(7w B EIR 2 RS (A R TR R A - BEPRERIG SR RIEERT 100 7088 11 MBI
TR A 15 g/t » 2RI S 15 73 880K Ryt IR 2 U RS T R 2 RIS » (Rl e
B EE) > IR T 4RI ES R )RR OB - fREEMBAT (2009 - 231) EERA [FZE5E S AYRT
gt BRESEESEHIIZ DA B AR SRR N TR 588 R LA mIRL - (B £ (25
17) —ERPAMEH S48 (MG T BEIR - IHERERARME) - ABREFESEH S - 828
WIE—ERZACE N TSR - HIE (BT ) —BEE e RIS T 8 T et - 240
YOSRE G R F b A S (E E - AR - R R LT R R A By S (B E A WRE ?

B2~ (RIR) BVRMIBIE | BARERAURIR

(BRIR) & BERISREERISER] - SERIEEE] - SHeHHEs - MG E R - P B2 8
B BB TERIGREAR N NSRRI R 5 S SR A RIE > K BIERS R
AR BEERSCR (CU&aTR ) » RN E N Rk - R T e ZH EmaTHIw
e oy - BIEE (B R PR A R 220 - R ER 7 & (F A RERF i B Al sh
HERIS - FERIE N TR EATIRES T R G B A S - B e E BRIy - i (B
TE L R EE% - RIESTam It SRR 2 =t -



BCTRRAR S FL TR A (B RS S )

(ER) SEBILURERY T4 - se Bt E M pH RAVESR - Bk st R BN S B ~
tEEEEY) - R A K - SEHEN T HBRAAETE - R WARER - FEER
NIFER RIS - ISENRR R ERBEEY) - F—RURE T AENE S EE R 4E
7 EEHFKRGEEHEE > S EREEE B A OB - SHEIE 2 E RINEEE > 52
@R RV IB GRS % o 55— R BRI - 19 - RIGFEVEIFRI - #A FEREFRr
CEIREITER - B RV ERENE R LRRES S 2 T05 Bl A AR A @
R ©

P RRIE R SRR N R AT BUREE RG> AR ORER PTG LI -
b S B ECFAIE () Th A5 B Ay 5 U A - bR ~ BEREE ~ Bk ~ B9 ~ 0fF 5 - & FETH
AR ~ MR\ H R R B A B R BLR AR BT S [T S5t H G BRI R IRGTESHTEUR - 52
IR B TR R B s R B R SRR R R R T A R

TEFRRIGSTEANE 2R > (BUR) IERCERIERRIIRIE A - R S - P
YR & DEKEMES  BEREEORRE - BRI S RE e LRSS RE
o O REEMER (REMEI LG  EEsrE B EAnEE > B T EFRISEIEE
—{EEEER IR VTR - RS 2 0 SEIEZEH DAV R o M EBRE - 2R FARR
FIRE LR 23 BUR BUHE D IR A S (A BEEE R e A 2 BRI f ()1
AR o

(BIR) HISEETTER @ RS (B0~ 8L - 85 - KUKEREY - AEFEENESR
WAFENEERS - 5 EE R RG> SRS BRI - SRS E IR A Re%S
TEEEE T RIE—SRE > A ERESHER THVEREA -

TR FERSE — R DA S RS AV SRR RE SRR SR & LU - SRRE R R 2t im - #5857
NEEAHE CRAEMA S TR (BUR)) B R EHRE

FIR(ERF) BB (MFRE) L] BEFBERAE §AE-Gd DR

g et s R e (B s ek ) AT B (L A ) 0 d e e g

TREGENEHERAB - BRAFF R rER T H2da A FAGEHTHE

EXAFEREMLT hE PR RPN F R BX o B AR @
¢

EREF B OFPGERE §BADEMES A n g e g

bR REREE R (ENEEE) - (GERGE ) - (BEES]) ~ CREERS) ~ CEIRIT) ~ (TTRBUE) - BH—RERA =K
FoREBR =R -



FFE 4 % 109 (110 # 12 7))

SRR PR H G PR RS R 6 e B TR k(7
Ao

BEEEFERHEL (B SERNEGTRIE A B GRS RECASE(LEREASRES - M
AL BB EAREE , (OE 1~ B 2) - ALAVERE SRS H NS AR USRS
HEROITEASS A B BBl - BMERAOREMEEREZTE -

| IRARRI I BIS 2 50 2 RIEMHRII SRR

AR > (BRIR) BYSmAIYI RS B R L BRI m E S R E T B R AR E & AL
ORAEMARERAEE (BUR)) —SUEHY AT MBERIS R - i /\éﬁ%ﬁﬂﬁﬁ IR
7& ) tEta R Al EIR AT CKHIBE AEER - 2800 - (BR) HRE—W8g - SRnET B ESHE
BT RIRT - ptEE LIRS A EAER - HAER - Bk - ﬁﬁﬂéﬁfﬁﬁé’ﬁbf‘ﬁz‘«hfﬂiﬁ :
HRE > LUBIERISN G EBlG TR - I EHEEEIE ANET5 HEFF%E ez -
BIHEE - BHh > REEETIE—pR g Rig ﬁﬂﬁﬁﬁ%ﬁﬁ’%ﬁfﬁ@ FEFLJES HA S A e - R
JEERE T A FAS BN R LR L - 2R ﬁﬁTEfﬁiﬁF = HRERIFE SRR SRS E R M2
HEFERMEEE MR -

It > SFEIENEASIDL T EE g HINGE HEEEAERSEEREREEAN S
EVERELER eSS ERIGN ~ HH SRS T RATIIER TR & Hj R =5 - Wit
" Ui BRI - T AR TR G IR RS E S L ENT - IEER g FEal (0
[l 3~ & 4) -

? N ROGEEEERIERE LRI R - 2B RS (2014) - RFERDIP AL 2% - DRRZEBER
L Ef A B A b -



TR TN TR CERVENTE VN E R I ST LY

3 (EEHifT) Bt - I2tRiEtE 4 535 RO SRR 2 —

ACELEL - (BIR) HERETZ SRR SRR - ERIRIRVETEE ZFE - RZ
FEREEA FENEEE GG S SERAIEE - DA 2 RIS E =2 £
RRE LB RN - CBUR) BEBEISIAREED LIRS - FROHT » B ET s
ERZ BRI - Rt > AHETYEREEEKEE - EE(EAPRBESPEE - (B
B chAlEER PSR B IR - s L ERRIZEATTY 538 E R (FE R - B2 iR FHE
B G MIHES R EEREL A - B2 TEIK ) B T AR fURES - [LEREZ
ERESEANSE - ERBRIRAZIERE > RKEFREE SRS -

HIA SR ta P B A ~ SH/ NS R FRES AT Y BLER - AN PR St — SR
Bl - 48 Ry s SeEARMERI B RGHLE - e~ B - EEEAVEENH - AR RAY - HAHSE
B ST AT AE SR AVAN UL NS RN - R S AR RIS KA - ERILG - A fRF ~ 4 E 2R
FEFEZERFESEAM IS > MASERIRE > SHIFEERR - #E7 :

B PARGES A YA S che AR R p e il d o Blde @i o T
Lk \gd%‘gnié ﬁj_@/rﬁgﬁééi% 5 BN eeeees ,‘}gr;{fa;_‘% ﬁjo}\‘.,’ﬁﬂ}%{#_@ ’éﬂﬁtlﬁii"lﬁ
Rz PR TR I FOFS o (FRBEPH 2017 E 40 120 )

MEZ > FRERRESEE ARSI T HENENSEMIN  BAHSEENNEE - IEFS
EZRA 2T E SR —RERAEUE - B - BB REEE  ARHETE R EMMSE - B
BERIE -~ ARIEHIT RS [T - IR EATE RS - AR EST REBURAESR T
PR - QLRI 2R TR (EENAT ) —ERAVRIEE A EE RSN RO BRI REEA SR
BITERYSERUEBLIETH - 12 » BIS T RYZEHES S BEA BB 21 RS R L RAy A
B (USRI ATRE ) » HE thaE i A 8 - DUEBIHI RS - (Bl s LR & ZlE SN
EENAIET R - EEIEIGIR SR RRIM B HEC sk s T -
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Fsg4E % 109 #H (110 & 12 1)

—g AN A RNSERE LAY T HE > BUEREEAN S - BifEdEit - HEEA
SRR R BEEBTHVER: - B (B EARLS - BBEISE S RS HR - Fin BN
TEEDERER SR (A1) & b SR ERE BT A RS E ARSI H 2R - £ CBIR)
FEEIh > WARET IR S BEFIRR RR R - BIEBRI T — NGRSO SR & LR AT SR8y
SZEE - (RNt Rl FEAS (H G P DA R TR A - AE T UED IR T AR AR Rl AR EE -
HEIE ~ AR VERAT B B BOA T 2 0REURHRAT - B IR B R IR AR AT (R R Eh (5 I ReRI4R Y
FRET > AKIRER A SRRV R (3 - (FPEeAFIRE - 2017 4R 4 [ 12 H) iEtraRBHRNEE LR
R " ERE A BIGEIES - (BRI T 23R a2 SR R B st
fY > BIANFRIEEERE S SEHEITIN » WAHE LI ATEE ~ B TEEN(F - A RE B RSER A > H
KB RRIDRER - ASGE R T EERA ) A T BB A ) R - R IEE BRI R
PR B T 2R S B 55 UL U 1 -

CBR) RN - tWRIFERRISRES (W5 T RA ) BESGETEEEIEET > &
B RE AN S FRRE 2 A REE S R W & - BRI AR - IR
et~ IR TR B SR RE R 2 B RGEN 2R tIPES 0 (8155 ) i e 28y 2R EAL -

" ANENEEEMR ) BV - R EAREE T R AN S RESS RS Ml S R 2 B R T
EFE 0 MIEPERR -

[FlRRt - E5H ARG N Ry BRI RECE SEAT = T S AOHEE - A5tHIESE G IER 5 5y - e
VAR TR AR > ROtRIRERER e W H RS =arIPIR e e & T BRI
B - BB G Z=MIEZ LS HEm - TRRATRARER - GBI R A A5 - BBk
OB GRET BV EBIERE RIEE GRS P A B A RSCR e EE T 8 A
%~ RS RO - FRENE > BAE 2 BB AT « R IR R AL S R i 8 HAS PR
BIETTREZ AR (ED - b2 BAE SR T RS WHEAHE » SRR O DR RERGET - 15
THIHEAESE & _E oS TR B ORI Y EE B = > S BRI L - 1B BB T R AR
B SAERASHMERTIE S - SRR AFTERY > BUREZISH TR, - (A&l - 2017)
BISA RIS HHR RS ~ O E MR E RS T RE AL - — 8 (B) RiEkaE =8
B (BIR) (FEERF AR HIEE -

PEHEE AT FEE ) - 5:%%3&5@&;%‘4@:% s A HEFA B IR A R

L NS FenE F o
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Kr;;i#ﬁ-‘J ;.I r%—é{?J. '1%'6‘%‘5 <<@<_§2>> ,L/; };—W/}\g@ % ,,,]

EFHARE TR AR RTA G G > AFRBRIRER RS 7 F
o AR TG 92 ARk

iﬁ”}‘;"ﬁ%‘uﬁ pijiﬁaﬂf /)»)i TPk /)»ﬁf’-?‘zz “,»?Kﬁéﬂﬁ;;m;g i3RI % A s
WoAe B & peh® Ao (3 p EEGE 2017 &3 58 )

TERRIE ) HIRIRAVRE R R SRR T R AR - SR A IR B R - SmAl
ERE S REIS R E - REHEBR R EIE R  SRAIAE R -

h - REEEIEQ) IR IERIBIZHR

— HERHE?TAMBI?

ESGER T ERE (BUR) 2 4RAIERAY IR thaes Ry RiED = » RER105 - ERE SRRl
A RREEERTAY T (EE — o RAVEER - A IMTEO RIS R - BUER RE L
BEEREE 7 (BUER) MR RSH e Rt LE % - 72 %%Eféfﬁﬁéﬁéﬁﬂi%‘ﬁﬁ? » 73 Bl RyRiTt
AENERN CRAEMAL TR ) BERmaEme (RRNAZENEEGZER) o FERILEFm
AR & ~ FREEAR BRI SR SR S - ﬁi%ﬁ%uﬁﬁf [E—&E L fetiE A SRR
AR - A e DU Ry E Rt Tam > PR LR AU B R s Ry 2
M

£ CRAEMAR ERRAEE ) —30 S AB LRI R HEE |

R e TiE NP ) B M F TR THEL ek F T B
BT RIRT | 0?50 A R RAL AR T F R 4 G A ¥ 3
EwAE T b E-mTRF, Fr TgEH, g ? (235400 2017)

BE VBRI E A SR S LR e SRR AR > BREL0 R R fea ~ BN LARIR - 2B
BRI A b ARG FE - Bt E FGE AR A 5 REZEE S LHEE - EEH
B BERVEIEmAvEset: - IS abaie OF) SBIfELERFEF RFEZAN - CRAET
REERAVRE) —3CPL TR | {5 SERIENE RS 04— - K AT A FEH o RS L R
SRTERIER S G - Bh(F - 15128 T fRi A A FELE e R SR E i R ey — & (B 4 —)

12



Fsg4E % 109 #H (110 & 12 1)

AR B SR ER R, - DU ERERUR IR - i IR A0 ~ IRARATHS [RGB B I A — B DK
LTI E B LR S SRR U L B R R BRI - F > IV am P TR S 2 B S E A 5
& BREURAIEENAR SRS LA AR > DUB T BIGREIEE AJEY | HRERE - EBLEAIfE
g AR AR R USRI AR AT S - 8T I SRR BRI EAI A 2 (BIR) 4Rl
PR B ERE TR H EY -

TR ERR R CBR) KSR aE b R A EaUGIRAVER S - NI SCEE DA Ry
TR (REMLAERVBIGZER]) - W EERERUERGE (BRTT) —B - IEmatam EL ORISR B
S ST R S R BB R R - SCERA

FHIRER A SR AGFHEFEZ DL AT B S Y By P SR
T EFRIA - o BT BN AT AL AT, B R Ad Y EF
WA TS o RS A BRI BT 3 R R R LI @ AL
ProZRERrdE. mhhal a2 F X P Ea £ FHai g d o F
pTERIADCHE A F T AR ERPE AR RIS R Y g ey -
g N o (RmE > 2017)

MY CREEMAZE TRSHYE ) Ao RInvstat @ HEIST% NESER - Mk EFREE
HIERME 5 (RENAZERIERGZEM ) AlSOEARIUR R EG 2R RE - R Ry 5
TR - 28 0 (REFLAZEMBIGZER ) — OB SR RS RIS R TIEENE » K
T 2HE T CBR ) R s ElT - BRUERE R H iR B H BV 2 BT T 7515 - B3 &
BT RSS B R B ARG BL B FR 2 A [EIRY » BRI ELBE R BI85 8 L A U B S [E] R
TR EA A G -

fis _Eal R SEaT B S DARRRE (BRI 8351 B A SE RS UIHVEIRE v DR LB 2 ASTERHI SR
=TEEE (BR) (95724 EBERIS e S U AR R I R - TEE % DA
%5 (immersive theater ) {EERZE &L - ZEHAFIIN - (IR AYRIEFEWIG AT EI Y

Bl - EEREERE (BUR) #RRENE—E (2017 ) siAEEAEE (K 1E5) %
RPN E SR AR ERRITIR =8 FEMNEL - RS E SRR Sy SRR

e 1A WC SEIESILAVERIEEE (RE > i ) > SRS - 120 T ORISR
SETRE ~ G TR ~ RERE - BRIRAEEL - BURE IR 2 BB ? BT (AT

10 S fer ABCHEE4EE https://www.scde-dance.com/performance.php?cid=2 - f@ZZ HHA : 2021 45 22 H -
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BCTRRAR S FL TR A (B RS S )

WEM 7 o I TSR AE SR & BLE SR [ BURR (A SR A F AT 2 (b & B E P S |48 - (BRIR)
HIBIF BN A B ERE MRl A DZ VAR ECR - AT LR A S0 48 (BIRHE )
fatth  EAEBPG N EEEERSE > BRI R T a3 TS —(E R [E R S s AV BE 22 [ -

Z EFRILRTBIIZ

IUZHBISHENE TR BEEAE BP 2 » {22 Machon (2013, pp.29-31, pp.38-40) 5%
R EREE AT LB WA ZAVEIS B B (EFER& 40 ( Richard Wagner ) B2H5 55 Gesamtkunstwerk )
FIEEFE (Antonin Artaud ) ¥2#SE15; (total theater) WUMES: » FEREEES B35 4F (happening) -
BRFEHTES (Jerzy Grotowski ) B2 G BiLEE B[ 2 BEl{45F - Machon (xvi) F1 Alston (2013, p.128)
BfEH > EEREERIDESAEIWIER S - B T0Z B A H T2 S LB E g0 Dz H
HIEIERGETSN (BIAA LB BRI TE  ALE iR GBS0l - FEiEinzefisat) - A SaiRe
EBXESRBRAIEmIE R LOUR BG4 (GIRIEERS) - BRI RAVER: - SRI0Z
B HERSRE XS E R - SUBUR L 820 EeE - BN wE L e B R T st %
5 o Wk DUBUR 2 B th Y B BB A EU B RS « 1B e E B Bt e TP = L3RR R IE R RE

0 RERDUR AR BIEEHE A S - NMEEER e S - iadE R D28 - 5N
B E AT 22 B R Ry — TR PR TR s B Y -

ZATM » Alston (2013, p.129) F5H1 » ZEE1S AV GATATTEUE B st 2 — (ER R ARVEE
HIMEAe B35 e A VE TR R U= AR i) - Rt » DUE KBS E R - ke MEEE ST
MmIEEEE R - SRR E DB R AEE . - EDDRR B AR B e mIERREP =
RIEFIUZIES - AR VIR AR R E i N e 2 R iS5 DR R BRI S LS - I
JER AR A R - Machon (2013, pp.62-63) KRB LRI AT REAEA NI DZRER D =0 - 55—
BEBEEE IR R EG T2 A B LIS EEHENXSES > Machon 5y "3k

(absorption ) &5 " S E #E A —(E#EF T4V 75 - Machon 7/ /5 " #E | (transportation ) « 55—
FRZ RS0 B E 2% 02U RRRF 223288 > Machon 85 " 52 271Z 4 (total
immersive ) °

HESREE LA GG DR B S — (IR E 2 (H R DR ESHEE PUEUR B~
FiEHVRHEE BB LU BIS Y S IS - Alston (2013, p.128) f5HIDZBISRAL LHIREIEE
BUERZIA SRS - H 2 (MEAN—E ) BRI & 22 ] aE B H e B 4 B Eh =
IS8 - LRGBS R FUREVERY  EA O BEREMEE TR S 08 | (BRIEE 5 2019) - HH

" 222 WC Dance Z£E4EH - http://wcdance.org/works/info/20 - f&ZZ HHEA : 2021 425 F 22 H -
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PO A B RHE RIS T RIS E 28 e st A B N N B Eh 154 RSN CAES
MAEEE R ML EAS S FE R - ERZIA SR - EENEHEZ E SRR E 2RISR
SCIRAE LR BIREH -

BERZIASECR S ERE RS R - B M E — e BRI - Ba
PRI A B B2 REEE AR S A AR 5 R R ZI N AE R BRI - 12 DRV A EIHYRCR - 3t
EVERIAINS - SEAE SRS E 2R L EERREIER > AU EO SR - 11
R BT BIERAANE © Machon (2013, p.283) {55 (tactile) @F &M T
B AMEBNERGZE TER SRS ER PR - (TENEIE A E2BR e
AITEIFTELR SRR () > thg—M 52  (haptic) - [LTE " 52 | EBIE(E A ZAFLAE
I PR PR B ARSI S BT A Y B CGBIRTT) —E AT RREERINR
ARSIV EEFNZ — (TSGR -

BE  IUABISGVE T2 8% - I LAY GRS ERPRE T toE RE0R (B
i) EASTEERTTE > 3 (GEE M) WEENEIERE - B F - Wit > BRERSEHE
FE > HESHRAFEEIEIE  (Alston, 2013, p. 129) - BURAEIURAEIGNEZ IR BUYEEIBRT
sat o MEELlL e i B CEERE P EEARSRAE - BRI A ~ 281 BEPRA AR SR B
—RERHZPE - OEEZ > 2018 1 BRIE(E » 2019) ZAMiERHAEENSGT L& - BE > U=
GRS (R BRI S 2 B R th A AR » TSR B BB IR & SR B Ry
SELH I TENELREE - (Alston, 2012, p.197)

=V IURIRERBISPH TRIBHN

DL_E# Machon =FEMEZS /A UE ASREI AR A ERRR S > (BIR) AVRRERGTHES —
e [EEEE B RG T HRASEGR T ER o BRI RGO A R ETTE
AZESERGZE » SRR S BLEN TEE | - BEBASCR IS SR - 3B (BR) FTEH
FRERERERTIUZABISEEER - FIET SRR ORFUBIEHRZL W R - ATERSS Ry k(82 IR AL - —(
&% EH B SRS E ARG RN IR o S ([ERIEE SRR B2 L EE - )
JEE - CBIR) B )UR=CRAES SR ol e 2 BURE A RLL RV E 488 7 BRI fnl sk Ry 5 2
#?

FEZ Wt m ) DR BRI S R T 22 HRA B SR BT SRR - SR B EIURNEE
TBREL -~ EEHVERE - (F00FR > 2020) (BRAR) BB E T A SHEABISE VSRR - g0 B
BIZE TSR - (BR) BRI EZERT (B0 4 ~ SR e 2= RIEHAERA: - 2800 > 2iEl
AR IRV BRI - R =R TS IR DR & 2Ry A A A v e - R
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BCTRRAR S FL TR A (B RS S )

TSI 2 A 5 BBeFEiT e - & THVSSRAIRETE I R s - S 2 BEpr A AR AE
P REARRY RIS - AN RSB YIRS B SR o DRI e (B g S s e AT
G ~ T ~ IRARAY - EEELIREERE -

B T RS — (R E ARSI R - R e BTG - RE2ERASERA HEH M - R
BIFI iR B FI 3R (Craig Quintero) 5 HIIUZABIS hFRIEEATHEE -

FAEGFR L A ABRBIEN A L P AR RS o F AT 2 R
BRVELTE I Fnp Y o TR R - B RAR AR E R (FLN

M, @ 2 {riﬁJ"(?"*? » 2020)

BIS T EE) DRI E RS - fEH BB R LB (T - FREAVAZ I  $riEry
FH - MIEREATFTRE 2 o A TEIE - Al H BRI IUGRES EE G B E R B L e BIE
ASHL - (BUR) SRR E RO BB EE) » 2N HEIS S ER S S SIS H G55
G5 REE (B) REBSBLHS - BRI IENE - SPRREEER - IRARRTE - RS EE
Hy TR MPERI TR 2R LS BRI E AR - Ry 7B RS RE RS tH G T HAR ~ HJE
HAR S 5 - S BA BRIy Tl A2 T - PR R R TR E S S
BERE A R R BRI A FEVER HAY - 140 AR Bl E TR A i) -
R 220 (2 Ry (ARSI FRARSE A - (BEETT) P BOEHIZHEE Ry 1 Hip iR S IR B
SUTRIGEENIUZ AR NIELEES T Aupkor el ARES I (5) RAHEAT R AR
HEMIRASH - B TEER > 6 E THEUEHERET & 28R 1Rk I &iERE
PEVEER

IS MRS SEI T T R BB RS 5 A B IR (L T 5SS - B BERE
o TR B2 8 - D) CAlE 5) - FIRF > B T UEEERENE - RS - CHREE

AR i 2 B RS B A — B0 07 - FEBUR B ISRV IEIL T - B TE S L
RN EEEH R (JE) - FEETIGRZIRZ IR e E— e - 580 WA
SLITRE ST IR SR - (BT ) BRI ARRIERZ I ARE F Machon (2013, p.283) £y ' fi#52 |

(haptic) 2R - BIERASEZEFTEE - 178 (PR - 365 - SE0FF) HIEHSEEL
w0 BAEUR 2 BB ATTEI AT LR SRR (JB) - DU IS tH G IR SerB e e B T
BHVTIERE S IR - ASGERIERREGRISGE - 1B TR, GRS RER - BHE (B) B
ISAHEE S (IR T (B E A B A S SR UM B2 B AR BR - PEAS BRI B ek iz
PRSP NIRZE] - [NIE LUESS s B S e Tl E I RIS 22 ] -
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FFE 4 % 109 (110 # 12 7))

5 BEEERT T

FAHRIS N DR AR (T B A AR A B RIS T (S BUR A R EE2 8 WA A
B - EE MR -

IURABIGH S — R 2 8 fine BIEEHERK » JREE GEE /) #E
ARG ERE T MR RERSE RS - (BET) —BRAEM2ENEE > WAIEERmHE
ENETHIBE - A RA S ETE « BFvBUR LSRR E T IEERENEF -
MRERFEA B R G A - B URAAIEEZ - TRERFASIIER (2019 > H 27) 45 i
R P B ARE - BHP R g REE AR T HEihFEF 2
v PRI e S A TR IR 0 R R gk A B R S I A ek o R

%

Fou
RABIGE R T et ) (BIEMRERE) - BB RS Y 2R - OR A B IS HI ) EL AT
S VAN B B AT RS MY E B L S PSR A\ A B B BB (B [l 6% - BRI pE B TRUMI B
REUR VRS > X prAA R EEE B RS TR ER M - B DR B A B R Y
N2 - DUEIElRE CBRIR ) BRI SETRIZENRE » — (s NSt syl E 154 - S— AU
FERIFTBOERY BT - BRI SRR A B LA e s R R R TR AR -

(BUR) SEIRERBBEHMIREE ~ SRNZREGME  WH AR AR - 2w
HEZEMH - BILERAERGREREREAZEIS G EAFR U2 NI R EH 2R G 8
BT AR Z AL > FEI0_ BB SRR SR AL o e SRR R E () - RAGRCEAYHETRE (4
(T (EESRAT ) — B RER BRI = BEPE ELARY) - IRl H BRI A E pif e & EASFR B F R T T8
ELE &) - (BUR) MREMBCU b LR - SEaRM I T SR LA EATZE B TR

Y

=l

Ik

12 SREAHE MR RI—ADG W E R ERS A S R T AR A - i A e 5l POk iR A vk o (STESEESNEL » 2017 £F
4H12H)
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BCTRRAR S FL TR A (B RS S )

AFHRILOF AL F (B AP g EP LF R B PHARG iy
B& o A g TG A A fﬁkiﬁ—?:& DIAGE P BE T AR o (T > 2021 £ 1
729 p)

IR BRI —E RN Z K E SR TR EREE ARMER S E MRS B
UIHY o A Ry s PR A HDs M B\ BRAE 4 B RGBS EE IR T 515 (BRI i Y —
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From ‘Gazing’ To ‘Engaging’: A Theatrical
Shift in Contemporary Folk Dance, A Case
Study of “Mo Niang”

Wei-Ying Hsu’

Abstract

The rituals, arrays and mini-dramas of Ma-Zu pilgrimage have always been the representatives of
the local culture and are created as folk dances in performance. The goal of staging these dances was to
refine grassroots materials into art works. In contrary to these dances, Yi-Tzy Folk Dance Theatre of
Tainan deliberately integrated arrays and goddess Ma-Zu statues into the theatrical performance "Mo
Niang". Ma-Zu statues circled the aisles of the auditorium and aroused audience interactions. This
created the event much like Ma-Zu pilgrimage in the theatre. It was a new phenomenon in Taiwan's folk
dance performance and raised the question of how to understand it. This paper proposes that this form
of performance echoed the post-millennium shift in contemporary theater from focusing on the work on
stage to create the immersive experience of the audience. At the same time, the aesthetic qualities of
folk artists were brought out instead of refined. In this way, this paper discusses the alternative strategy

for staging Ma-Zu pilgrimage in contemporary theater.

Keywords: folk dance, Ma-Zu pilgrimage, immersive experience, grassroots aesthetics

Project Assistant Professor, Liberal Education Center, National Chin-Yi University of Technology
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Research on Improving Children’s
Aesthetic and Emotional Experience-An
Example of Designing Art Teaching Aids

Inspired by Po Yu Bird by Max Liu

Lee-Chen Chen” ~ Chiung-Hui Huang™

Abstract

This study applied Max Liu’s creative concept and image performance of Po Yu Bird series of
paintings to design a set of hands-on art teaching aids for children that could not only facilitate aesthetic
and affective education, but also be viewed, touched and creatively arranged. Research Goals: First, the
study explored and elaborated the design concept and process of utilizing Max Liu’s Po Yu Bird series
in creating art teaching aids for young children; second, the study evaluated the effectiveness of the art
teaching aids on improving children's aesthetic and emotional experience. Empirical study results: have
created a set of art teaching aids for young children- Have Fun with Po Yu Bird, Game and Teaching
Aids Set. The empirical study results suggested that the game and teaching aids set contains potential
value for education, including: creating both aesthetic and emotional education game content rich in
gameplay diversity for children; increasing the experiences gained from aesthetic education, experience
the aesthetic experience of response, receptivity, and production, and express themselves feelings; and
expanding emotional education to allow children to learn about themselves, others, and family through
games and develop their own emotional awareness and empathy for others and family. The study hopes

to inspire the thinking of teachers, create educational games, and apply the results to education.

Keywords: art teaching aids for young children, aesthetic education, aesthetic and emotional

experience, emotional education, Max Liu

Associate Professor, Department of Early Childhood Education, Asia University
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A Pilot Study on the Aesthetic Pleasure of
Sculptures
Tuck-Fai Cheng* ~ Yang Gao** » Cheng-Hsiang Yang*** » Rungtai Lin****

Abstract

The focus of product design had shifted from functional needs to emotional experiences in the age
of experiencing economic consumption. In sighting into user's emotions tended to touch their inner
emotions, and to meet the aesthetic experience design is a pressing matter of the moment. Nine of the
world's 15 most famous sculptures were selected to distinguish from the pleasure study in sculptural art.
After the consultation and analysis by experts, four ways of expressing the beauties (form, symbol, idea
and concept) were relative to the intensity of the four senses of pleasure (physiological pleasure, social
pleasure, psychological pleasure and conceptual pleasure) of the subject’s cognitive sculptures. In order
to understand the way the users perceive aesthetic pleasure, a quantitative analysis of the questionnaires
were conducted to explore the preferences, differences, and commonality. The result showed that “age”
had significant differences in pleasure. Meanwhile, the higher the “familiarity” of the work, the higher
the pleasure was. Research conclusion showed that “age” and “familiarity” have a significant predictive
effect on aesthetic pleasure. This study provided a reference on the subsequent research for the industry

of creative design.

Keywords: sculpture, aesthetic pleasure, experience economy, creative industry design

Assistant professor, Department of Cosmetology, The University of Hungkuang / Doctoral Candidate, Graduate School of
Creative Industry Design, National Taiwan University of Arts

ok

Doctoral Candidate, Graduate School of Creative Industry Design, National Taiwan University of Arts

ok

Doctoral Candidate, Graduate School of Creative Industry Design, National Taiwan University of Arts

Hhrk

Professor, Graduate School of Creative Industry Design, National Taiwan University of Arts

73



WL RS R LAY

74



FRFE AR % 109 (110 # 12 7))

A Study of Zhu Yunming’s Calligraphic
Development
The Progressive Birth of an Unfettered Cursive
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Abstract

One of the four most celebrated talents of Wu (Suzhou) from the Ming dynasty, Zhu Yunming
(1461-1527) was most admired for his accomplishment in calligraphy. At a time when the leading trend
in the late Ming dynasty was artistic freedom and liberation from rules in calligraphy, Zhu Yunming
was ranked the period’s finest calligrapher and leading proponent of this trend-being the first to
revolutionize the cursive script.

Here, my research establishes and classifies Zhu Yunming’s achievements in the various styles of
writing as a basis for judging his style of calligraphy. His background, philosophy, and influence on the
literati style of Suzhou (national, economic, cultural, and commercial centre) during the Ming Dynasty
will also be highlighted according to his three stages of artistic development.

Zhu Yunming thrived on variety and change and was renowned most notably for his iconoclastic
thinking. At the pinnacle of his art, we see the calligrapher - one who was not only well-versed in the
scripts of several great ancient masters, but also able to synergize these forms to craft his unique style of

the cursive script.

Keywords: Zhu Yunming, cursive calligraphy, artistic development

" Doctoral Candidate, Department of Fine Arts (Oriental Art History), National Taiwan Normal University
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Introduction

This essay discusses the Chinese calligraphic styles of Zhu Yunming 7 70.8H(1461-1527),! one of
the four most celebrated talents of Wu (Suzhou) from the Ming dynasty. Zhu Yunming courtesy name
Xizhe (#7#7); art name Zhishan (F11]), Changzai (#5%5%)” was most admired for his accomplishment in
calligraphy.’ Due to the supernumerary thumb on his right hand, he gave himself the sobriquet “Zhizhi
Scholar” (Fif54).4

In 1493 at the age of thirty-three, Zhu Yunming succeeded in the civil service examinations and
became a provincial graduate, but he never did pass the metropolitan examination and eventually gave up
at the age of fifty-five. In 1515, he was appointed as Prefect of Xingning County in Guangdong, where he
served as the principal editor of the Gazetteer of Xingning County during his five-year term. In 1520, he
was promoted to Controller-General of Yingtian Prefecture (modern Nanjing). He resigned in less than a
year on a plea of illness and was named Zhu Jingzhao (f15JK).> Thereafter, Zhu Yunming devoted the
rest of his life to calligraphy.

Here, I examine the three stages of Zhu Yunming’s artistic development. In Stage 1, we see him as
an emerging calligrapher entering into a deeper exploration of the style inherited from the scholars of the
Jin and Tang dynasties (before age 51). In Stage 2, we explore how his writing was influenced by Zhong
You’s style of writing (from ages 51-61). In the final Stage 3, we see him as a consummate calligrapher
who was not only well-versed in the scripts of several great ancient masters, but one able to amalgamate
these forms to develop his unique style of calligraphy. Zhu Yunming thrived on variety and change, and
was famed especially for his wild cursive script Kudngedo (JF5L) and his iconoclastic thinking® (from

ages 62-67).

' Twitchett, D.C. & Fairbank, J.K. (1978). The Cambridge History of China, Volume 7, Part 1, Cambridge University Press, p.
730.

2 Chin, bai hou cho J}% 7% ; Ohno Syusaku, yaku KXEFE{EEE.(2009 January ). “Rakkan to yin ni " Chousai ; ni mieru Syuku
in mei no bokuseki kou” (&K & BN " g8k |12 B 2 2 /BH D £E5 ) »Syohou kangaku kenkyu FIAFEEENFE > pp.52-55.

3 Quote by Imperial scholar-official, historian and art connoisseur, Wang Shizhen F 1 (1526-1590) (B36/G =) “KRFNEE
BRSOk e Rl - SURFABH ~ ERRERZ - o7

4 Barnstone, T. & Chou,Ping., (2005), The Anchor Book of Chinese Poetry, New York, NY, Anchor Books., p.307.

Jing zhao TIJK literally means highest office that one has attained.

¢ Chang, K.S & Owen S(Ed). (2010). The Cambridge History of Chinese Literature: From 1375, Cambridge, England, Cambridge
University Press, pp.36-42.
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Tutelage and era background

Born into a scholarly family, Zhu Yunming had many opportunities to be in the company of literati
and aristocrats since young. His paternal grandfather, Zhu Hao (f)i58 > 1405-1483) was the Administration
Vice Commissioner of Shanxi, while his maternal grandfather, Xu Youzhen ({£& & * 1407-1472) was a
former Marquis of Martial Achievement. This gave Zhu Yunming a most advantageous head start in
education. At the tender age of five,” he was already a child prodigy who could write characters a foot

square, and by the age of nine, he was capable of composing poetry.
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Though I have not accumulated enough skills in my calligraphy, I am fortunate to have
been taught by my ancestors since childhood, they made me practice the model
calligraphy compendium of ancient Jin and Tang dynasties and never from

contemporary masters.

From the description in the above text, we learn that Zhu Yunming’s early calligraphy paid particular
attention to the styles of Jin and Tang dynasties, which is likely due to the influence of his family’s
cultural environment. According to Fu Shen, in a colophon of one of Zhu Yunming’s personal
calligraphies,” he clearly recorded that it was his father, Chu Hsin ({73 » 1435-1483), though short lived
and arguably less accomplished than his other teachers, who had the foresight to insist his son learn only

from the models of ancient calligraphers and no others.

Fortunately, what I did receive in the way of instruction was from my late father. Since
childhood, he never allowed me to learn the writing of any recent or modern

calligrapher. Everything I happened to see consisted of models of calligraphy from the

7 Murck, Christian, 1978, “Chu Yun-ming (1461-1527) and Cultural Commitment in Su-chou”, PH.D. Dissertation of Princeton
University, p.162.

SOB e HLnHA - (BURENLHE RIS 5% ) - (REESE) COMBUESE) - 6 26 < [MEHEL - pp.19-20.

According to Fu,Shen in Traces of the Brush: Studies in Chinese calligraphy, 1980, Yale University Press, p.211, the colophon

has since been missing.
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Tsin (Jin) and Tang periods. But I was playful and lazy and never continuously put in ten

days’ of effort on one model.”’ (Fu.1980, p.211)

Hitherto, what further pushed Zhu Yunming to work hard on his “retro” consciousness (a
combination of the suaveness of the Jin dynasty style and the rigorous law of the Tang dynasty style),
would most probably be his learning from his teacher, Li Yingzhen (ZEFE1H > 1431-1493), the Vice
Minister of the Court of the Imperial Stables who later became his father-in-law, when Zhu married his
daughter at the age of seventeen. Besides being a teacher to Zhu Yunming, Li Yingzhen was also Wen
Zhengming’s (Z{#HH » 1470-1559), teacher. He endeavoured to follow the styles of the Jin and Tang
dynasties in his calligraphic theory and expression. His calligraphy works are revelations of Ouyang Xun
(BRF5%E8 » 557-641) and Yan Zhenqing’s (BEELIH! - 709-785) brushstrokes. In the literati society of the
Ming Dynasty, Li Yingzhen was best known for his advocacy to pursue the methods of the ancient Jin and
Tang Dynasties, creating his own Considerations on a Slave of Calligraphy NG shii lon (40E ).
However, it was the “retro” point of view proposed by Li Yingzhen that really influenced Zhu Yunming
and Wen Zhengming, who respectively led the painting and calligraphy art circles in the late Ming
Dynasty. The inheritance and application of their “retro” consciousness not only became more aligned to
their time in the hands of Zhu Yunming and Wen Zhengming, but was also the most distinguishing feature
of their times. For Zhu Yunming, his “retro” creativity was manifested through his ability to recall the
styles of the great ancient calligraphers from memory and synergize them with his own character and
temperament.

Below was how Zhu Yunming reinterpreted the calligraphy theory proposed by Li Yingzhen in his
book:

A ) F4&B 28t MBEA(RA ) TR &Gz fpdie o

Prod o uE R FHRFRELH 2 HiRp - - (Cui, 2011. P.56)

10 Ibid, p.211.
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Xu Wugong, Liu Xitai, Wu Wending and Li Taipu were great officials and calligraphers,
who were revered by the Metropolitan scholars;, among Xu Wugong, Liu Xitai, Wu
Wending, and Xiao Huangmen, who emulated the calligraphy of the Song and Yuan
dynasties, only Liu Xitai never did lose his own sense of style. Li Taipu (Li Yingzheng),
who is of high calibre, differs by not seeking the pursuits of the Song, cutting off from its
roots, like Sun Zhifan, his calligraphy displays his individual style, stripped of its
tendons and bones, the structure of his calligraphy is his creation, he voices his derision
in his manuscript Considerations on a Slave of Calligraphy, purely for self-satisfaction

and appreciation.

Besides learning from his grandparents and father-in-law, together with Tang Yin (55 > 1470-1524),
Zhu Yunming studied under Wang Ao (28 > 1450-1524), who also influenced this calligraphic style.
Nevertheless, in addition to the calligraphic style expressions of his four teachers, there was also the
prevailing style of Zhao Mengfu (BZ g > 1254-1322) and the inevitable influence of the Hanlin script
(BEREIBE Gudn gé ti)'? led by Shen Du (JJE » 1357-1434) . Since no existing copy of Zhu Hao’s writing
had been found, we shall examine and compare Zhu Yunming’s and his other three teachers’ calligraphy,

demonstrating the style similarities to and influence on Zhu Yunming’s style in the early years.

12" Hanlin or Secretariat was the script required on all official memorials and examination papers of the Ming dynasty, consisting of
a strong perpendicular axis of the column that runs through virtually every character; taking the likeness of today’s printed font.
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Table 1 Zhu Yunming's Early Style and Teacher- student Relationship
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Zhu Yunming £ 70,85 Xu Youzhen #5A K | Li Yingzhen ZEJEH Wang Ao FZ&
Zai shan ji {(fELLEE) Running script Bié hou | Manuscript {RFE) Running script Q1
tie ye ({TEAI&RME) Lushi ({FE&EHE%)

A closer look reveals that these four gentlemen wrote with a style in accordance with the same
system of the two Wangs - Wang Xizhi (2§ > 303-361) and Wang Xian Zhi (FEk> > 344-386). More
precisely, they all employed the same configuration of the brush, rounded strokes at the turning point,
written with the tip of the brush. Their writing styles were graceful and elegant. The style of expression
was close to the Hanlin script that the literati were accustomed to writing during the imperial
examination, which was very different from the ungainly style of Zhong You (§#%% > 151-230), whose
style Zhu Yunming took on from his second to the third developmental stage of his writing (from ages
51-61).

In summary, all these applications of his mentors’ styles and the establishment of the “retro” style in
the late Ming Dynasty played a decisive role in shaping Zhu Yunming’s future calligraphic approach. In
his book, Traces of the Brush published in 1980, Fu Shen had summarized all of Zhu Yunming’s scripts,
stating that his small regular script was executed in the style of Wang Xizhi and ZhongYou; regular script
in Ouyang Xun or Yu Shinan (E g > 558-638) style; running-regular script, which consisted of a

mixture of styles was chiefly after Zhao Mengfu; likewise for his running script, it was also a
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combination of styles with elements from either Zhao Mengfu or Zhong You; running cursive was further
developed from his running script, but had tendencies developed to a fuller extent.!> Though true to a
certain extent, we as readers need to remember that Fu Shen’s material as he said it himself “is meant as a
departure for further enquiry”'*. Zhu Yunming's style of writing different scripts changed at every stage of

his lifespan and did not always hold consistent.

Stage 1 Early Period (before age 51)

Zhu Yunming wrote in the styles of many masters and every piece of work was different. On his
colophon to Qian zi wén{ T2 ), Wang Shu (T > 1668-1743), who had seen over two hundred works
by Zhu Yunming claimed that there was no one like the other.

Studying Zhu Yunming’s early style of the regular script showed similarities with Yan Zhenging."
This is mainly because Zhu Yunming had diligently been practicing Yan Zhenqing’s script over the years.
Akin to Yan Zhenqing’s regular script, Zhu Yunming’s character was also brawny and heavy in style.
However, the style of Zhu Yunming’s early regular script was still mainly influenced by the system of the
Hanlin script. Du Yuming compared Zhu Yunming’s Zdi shan ji {{ELLIZC) , written at age 36, with Zhao
Mengfu's Yii zhong feng ming bén (EArfilEHAA) ' which were collected by the National Palace
Museum, Taipei. Among them, Zaishan ji was regarded as Zhu Yunming’s usual style of writing
commonly identified with the developmental stage two of his regular script. Hence, the author concluded
that both Zhao Mengfu and Shen Du's style of writing were popular styles imitated by scholars and literati
in the early Ming Dynasty and therefore used this as a standard plumb-line for identifying the style of Zhu
Yunming’s writing period.

Examining Zhu Yunming’s script, 77 nizangii lin yudn xin { AR FEPPAE I ), written at age 31, Zhu
Huiliang believes that in this work, Zhu Yunming was most probably influenced by Zhong You’s style of
writing, and mentioned that “the characteristic of the brush is an absolute mimicking of the ancient style of

brushwork, and the structure is unwieldy.”"’ He Yanquan further pointed out that this script is obviously

13 Fu, Shen, p. 210-211.

4 Ibid, p.205.

BOAAREA (1992) o (WLARBHEEE Y T B T R EUA BRI ) o BT RS KB SR SR ATIE RS0 0 p4S.

16 Ibid, p. 48, diagram 3.

Vo TSESRUEEE Y H o SR RER > 2013 (AT - YL A BBE R E R ) (E)
HFI) > 360 H > p.67.
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Zhu Yunming’s style, “writing in the form of Zhong You's miniature regular script, the body is broad and

generous, while he held on to the brush in a light manner, hence writing in thinner strokes. "'

Table 2 Zhu Yunming’s Early Stage Writing Style of Zhong You (regular script)

M N T
UE) b

)

A

;‘ .v‘

F

Zhong You §##% Zhu Yunming 7t 78HH Shen Du Jiif& Shen Du J &
Stone rubbing Jian ji zhi | Ti nizangiii lin yudn xiu Jing zhai zhén Qian yi zhai ming
bido RIFA (EBFER) (R {5 B PK R Uy ) CHIPR ) (it 7 #8)

Drawing upon these two characters shen shan (%ELL), Zhu Yunming’s calligraphy may prove
relatively weaker and thinner, but in actual fact is more rigorous than Zhong You’s. It is clearly indicated
in its three-point radical dotted-strokes of the upper character and the horizontal stroke at the bottom of
the lower character, judging from the structure layout, Zhu Yunming’s script here is closer to the
expression of Shen Du’s style of writing. On the whole, it has yet to deviate from the aesthetics of the
early Ming Dynasty. To say that Zhu Yunming’s style at this stage inclined towards Zhong You’s style of

writing would be a tenuous claim based on the ambiguous evidence.

18

PGSBS MEEE (SRS R IRy » SRR ISR - BREUHE , IR > 2013 > (ENGE R — ULRHE AR ) (i
EXW AT > 358 # 0 p.87.

82



EW L &

% 109 # (110 & 12 7 )

Table 3 Arrangement of Zhu Yunming’s Early Years Calligraphy
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2244 3 e &
BKata # LI
Zhu Yunming it 700, 31 Zhu Yunming it 7005, 36 Zhu Yunming it 7885, 36
Zit yun hut ging dan ji Qian zi wén {FF3L) Zai shan ji {(fELLEE)
(H FREBE R )
4 F) L kR O® Z2 Ny g\
P 3 Pt
i A W g\
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"o s %‘ -
i ¥ de @ I8 % ‘)4 %& )i =
oo AL IR
EE} = ,&{1” ; (51 | i % -a
T ;’ ’é\j ;/.:\ #‘ v o 2, 4
Gt L = L
oy g ¥ 2 /‘é‘g‘ &
% ZTrT é, A % Z 1% Q
Zhu Yunming it 7085, 37 Zhu Yunming i f0.5H, 38
Ti ming rén dido yuéting ti Ké zhu ji {m]TEE )
(EHHASIH = &)

It is obvious at this stage, Zhu Yunming’s style did possess an affinity to the styles of Zhong You,

Yan Zhenqing, Zhao Mengfu, and also that of his four teachers. As with regards to the structure of his

characters, in the alignment of ‘Qi

7|'/—‘

58y and the fluctuating rhythm performed by the entire calligraphy

script of Zhu Yunming’s writing style, it has yet escaped the hedge of the popular style in the early Ming

Dynasty. It came in various styles, significantly manifesting the “retro” aesthetics. Zhu Yunming’s writing
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style could be more clearly administered when his skills become more proficient in his next

developmental stage of writing.

Stage 2 Consolidating Period (from ages 51-61)

The establishment of Zhu Yunming’s consolidating period style of writing could be evidently seen
from his works from the ages of 51-61. The calligraphic style of Zhu Yunming in this stage had gradually
escaped the expression of the popular styles in the early Ming Dynasty. Having practiced extensively in
archaism under the styles of the Jin and Tang dynasties, his style of writing had become more diversified;
he gradually combined and digested all the requisite technical skills that he had learned from the masters
with personal apprehension, eventually forming his very own unique style of calligraphy, which led to
true freedom and self-expression. The famous Wang Duo (T $% - 1592-1652) once described Zhu
Yunming’s calligraphy:

TREAET o TARIT R o B E D B FTE el

His calligraphy style consists from that of Zhong You till calligraphers of this present age;

therefore, leading to the creative and innovative style established during his last years.

This middle-period style of writing is particularly outstanding for the study on Zhong You, and
therefore attracted much attention from scholars. Many are particularly anxious about the impact of
Zhong You’s script Jian ji zhi bido {(FEZEE ) on Zhu Yunming's style of writing. It was recorded in the
Bd zhongyudn chang jian jido ji zhi bido zhenji (BREETTHEEEZHRER) !

PisA o BEARR CPFHAFTIEEFTE AT RHREG O KELEE 2 fo S AR
ERIRLBPE S ) U R B 1 2 of;zﬁﬁ%igtiif;{g’,
AP AYA IS A L FES B pHFrEIORAFRIE FLE

T ofEe T FEZEH AL ZFL o R FKHr gL

Y (H3) X5 (1968) o (WIBUKEESERFEHGIATTIRD - CEFUIALE) » Volume 10 B+~ » 2L : HISGES - p413.
0 () Pl (1971) « (RUIREERS) - B =11 » 210 B RE B - PURESCER - p.1579.
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At the beginning of the Hongzhi era, someone took Zhong You's Jian ji zhi bido and
requested for my authentication with the intention of selling it off in the future; due to its
hoariness, I dare not confirm its genuineness. This same scroll was later acquired by
Shen Zhou's family and his eldest son, Shen Yunhong consulted me; I again hesitated.
One day, when my father-in-law, Li Yingzhen appraised the scroll, he identified and
heartily wrote a connoisseur’s label exclaiming, “This is a genuine work of 1,200 years

old; an antiquity which is a rare treasure indeed!”

Since Zhong You's scroll of Jian ji zhi bido had been identified by Li Yingzhen as authentic, it was
documented that, Wu Kuan (52 » 1435-1504), Wen Zhengming, and others had all seen this work,
judging from the records at the time. It is conceivable that the literati writers in Suzhou at that time might
also have seen Zhong You’s Jian ji zhi bido and that the ink scroll was widely circulated, causing a
sensation in the Suzhou literati circle. It became a work which was intensely studied and discussed,
following a resurgence of the Zhong You style, and Zhu Yunming was greatly influenced by the discovery

of Zhong You’s original script.?!

This probably explained why Zhu Yunming’s style of writing changed
after this significant encounter with Zhong You's unwieldy style.

Looking at this particular stage of Zhu Yunming's style of writing, which was influenced by Zhong
You, Du Yuming made several detailed comparisons and explanations.”? Key among them was the
unbalanced linear arrangement in his calligraphic composition. Instead of adopting the traditional
arrangements of compressing the radical to look narrower, while the right side of the character looks
broader, Zhu Yunming operated on the contrary to create characters that looked squarish and uniquely
oblique. Du Yuming also expressed his opinions that Zhu Yunming’s changes to the reconstruction of
characters were made under the influence of the “retro” consciousness, which were later adopted by
scholars.

Also noteworthy is He Yan-Chiuan’s assertion that Zhu Yunming ingeniously incorporated Wang

Xizhi’s style, under the learning style of Zhong You. In Zhu Yunming’s works of Hudngtingjing { &= iZ4% )
by Wang Xizhi, He Yan-Chiuan pointed out Zhu Yunming’s style of using his brush to create plumpish,

Though Jian ji zhi bido was a major stylistic model for Zhu Yunming, it was found to be of questionable authenticity and said by
scholars and connoisseurs in both the Qing Dynasty and the 20" century to be an excellent work of forgery by Northern Song
artist, Li Gonglin Z=/\Ji (1049-1106 ) . See chapter 3, Collecting, Connoisseurship, and Antique Models-Murck Christian 1978
“Chu Yun-ming (1461-1527) and Cultural Commitment in Su-chou”, PH.D. Dissertation of Princeton University, p.177-201.

? FLAAEA, p.52.
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squarish characters with wide frames, resembled Zhong You’s characters. I believe that the combination
of Wang Xizhi’s style and Zhong You’s style of writing not only marks Zhu Yunming’s personal
reinterpretation of the Jin Dynasty style, but also includes more aspects of his “retro” aesthetics in the
early Ming Dynasty, which is a combination of austereness and gracefulness.

To discuss this issue, we must first make a basic chronology of Zhu Yunming's Lin Hudngtingjing { i
H[EEE) , which was used by He Yan-Chiuan to compare the early and late styles of Zhu Yunming’s

regular script (Table 4).

Table 4 A Comparison of an Early and Consummating with an Unspecified Date Hudngtingjing

Zhu Yunming #7788, 31 Zhu Yunming {7 70,85, no age Zhu Yunming #71 78.HH, 66
Ti nizangii lin yudn xin Lin Hudngtingjing Hé tdo yinjini shi { FIFEECES )
(REfT Do) (FEERELS )

The early style features, as mentioned in the previous section, are more inclined to the popular
examination style, while the later Hé tdo yinjiti shi { FIfEEHETF) can be seen in a striking likeness to
Zhong You’s style of austereness. The characters are more flat and rounded, and less emphasis is placed
on the finishing of each stroke. In contrast to his earlier Lin Huangtingjing (no age), the way his brush
was maneuvered and the spatial arrangements allocated still identified it closer to his earlier style.
Judging from the tightness of the script, this was most probably a piece completed by Zhu Yunming
between the ages of 51 to 60.
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While clarifying the possible writing date of Lin Hudngtingjing, 1 realized that if I compared his
writing to the early characters of Zhao Mengfu and Shen Du, Zhu Yunming had begun consciously
experimenting with the possibility of synergizing the writing styles of Wei and Jin dynasties with the

“retro” aesthetics of his calligraphy. These were proven to be successful as evidenced in his calligraphy
(Table 5).

Table 5 A Comparison between Lin Huangtingjing & Song, Huang Xizhi’s Huangtingjing

Wang Xizhi £352 No age, Zhu Yunming | Wang Xizhi 22> | No age, Zhu Yunming

Song, stone rubbing K45 L s.EH Song, stone rubbing I 5|
7R Hudngtingjing Lin Hudngtingjing K Huangtingjing Lin Hudngtingjing
(EHREL) (EE=ERELL) (FHREL) (EEEEREL)

Subsequent detailed comparisons proved that the Song stone rubbing of Hudngtingjing and Zhu
Yunming’s Lin Hudngtingjing are more expressive in their gestures, and their structures are proper
without diverting from its rules. The spatial arrangement of the strokes within the character is tight,
making its overall appearance compact as it works towards its goal of aesthetic beauty. Though Zhu
Yunming’s Lin Hudngtingjing, possesses the delicate posture of Zhao Mengfu at the turning point of the

stroke, it still maintains its proper elegance; just as the overall style of the script below (Table 6).
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Table 6 Zhu Yunming, Wei Ji, Lin Hudngtingjing (partially magnified) National Palace Museum, Taipei

i

Looking at composition itself, there are several characters that are flattened, such as “Sud” " ff | ,
“Li” "B |, or expressions that have been deliberately skewed, such as “Ling” " & |, “Xia” " ¢ |, “Chd”
F'HY | . These styles of expression, though not advocated at the beginning of the Ming Dynasty, which
was the brush calligraphy copybook training, were however styles revealed under the preserved
traditional discipline of studies made from the copybooks of stone inscription rubbing. The Lin
Huangtingjing can be said to be an ingenious way of integrating the calligraphic trend of the times, with the
ungainly and unwieldy taste of Zhong You under Zhu Yunming’s pursuit of the “retro” style.
Judging from the above attainments, they offer a better argument as works of Zhu Yunming’s regular

script style written during his second developmental stage (Table 7).
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Table 7 Zhu Yunming’s consolidating period regular script styles
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A careful study of the two Lin Hudngtingjing written at age 51 and 61 years old reveal their style
discrepancies. Although one can notice the structural transformation of Zhong You’s style in his
51-year-old’s composition when compared with the above work of unspecified date in the previous
paragraph, this style is more beautiful and soft when set side by side with his work at age 61. The later
composition is obviously more rounded and uncomplicated, and the strokes no longer have traces of Shen
Du’s Hanlin script style and is now much closer to the style of Hé tdo yinjiii shi a work from a later stage.
However, when compared with his later period, when Zhu Yunming’s writing style was more agile and
uninhabited, this work is still considered relatively restrictive in expression.

In comparison with Zhu Yunming’s profound study of Zhong You’s style of regular script, scholars
of Zhu Yunming’s consolidating period style of writing have different opinions on the achievement of his
running script, based on their articles debating the appearances of Zhu Yunming’s consolidating period
running script style. It is more difficult to clarify Zhu Yunming’s personal style in the consolidating

period.
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Table 8 Comparative analysis of Zhu Yunming’s running script style during his consolidating &
consummating periods
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From the mastery of the spontaneous rhythm of movement represented by the varying thickness of

the strokes in the characters; and not being limited to the mimicry of Mi Fu, the writing is more of a

reflection of Zhu Yunming’s alluring personal style-which is not a trademark of his consolidating period

writing. Hence, I am inclined to date it as a composition that he did at around the age of 64.

In addition to the comparative study of Zhu Yunming’s stage two running script and that of Mi Fu’s,

I agree to He Yanquan’s view of comparing Zhu Yunming’s style in this period with that of Wang Xizhi’s

in his analysis of the works from the catalogue Myriad Forms in the Tip of a Brush: The Art of

Calligraphy by Zhu Yunming Special Exhibition.
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Zhu Yunming imitated many model calligraphy compendia and they all follow Wang
Xizhis brush concepts-the manoeuvring, ceasing, and the diversity that came from the
turning of the brush; giving a sense of vitality to the lines of the once stiff looking stone
rubbing (@ &% % > 2013, p.379)

Along the same vein, I feel that extending Zhu Yunming’s style in this period and comparing it with
Zhang Zhi’s 5= ( ?-192)Bayuéjiiri tie{ )\ JLHME) may give readers some clues to their likeness
(Table 9).

Table 9 Written at Age 61, Zhu Yunming’s Lin wangxizhi tié in Comparison to Wang Xizhi and Zhang
Zhi’s Style

Zhang Zhi 5B,

Wang Xizhi F2 7 Zhu Yunming 7 705, 61,
Song, stone rubbing S 4
Ping’an heru feng ju san tie Lin wangxizhi tie B vud i i tic
e . Y S t
(PG =) (BT i) P

(VANEDINEL )]

BoOfRAR (2013) - SR PURIRRE o SESCAT > 3581 H 74 -
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From the comparison of the above three, it can be found that Zhu Yunming’s strokes in this period
are obviously more proficient than that of his previous periods, and he is very fluent in writing in the style
of Wang Xizhi. There is no stagnation in the pursuit of form during his imitation of the script, unleashing
the prowess and spirit of Wang Xizhi’s calligraphy accurately. Comparing it with Ping’an héru feng ju
san tie (FZAMUZERE=ME) , Zhu Yunming 61-year-old's work in its overall style and fluidity of lines
held great similarities to it. However, judging from the characters “Jin” " 3T | and “song” " 3% | found at
the end of the first line of this piece of Zhu Yunming’s composition, the free strokes with the radical “7_",
its rounded and flowing strokes of the free-willed brush are more difficult to decipher when compared
with that of the two Wangs’ calligraphy styles and structures. Its approach holds greater similarity to that
of Zhang Zhi’s works; this free and smooth line also affects the establishment of Zhu Yunming’s style
during stage three of his cursive styles to a certain extent.

To sum up the attainment of Zhu Yunming’s writing style in this consolidating stage, we could
clearly witness his study of the previous generations of calligraphers under the “retro” sense of
consciousness. In addition, to the combination of the delicate writing style and the austere expressions of
Zhong You’s style, this period was a stable amalgamation of calligraphic achievements. Since Zhu
Yunming's calligraphy does have a tendency to go in and out of various styles during this period,
therefore it is difficult to pinpoint the achievement of calligraphy that is unique to Zhu Yunming’s
exemplary attainment. Nonetheless, it can be found that with the passage of time, Zhu Yunming’s pursuit
of his predecessors’ calligraphic structures seemed to have been ingrained into his heart and mind, with a
mastery that surpasses the imitation of all forms. From then on, one can notice the structure of Zhu

Yunming’s final developmental stage gradually forming.

Stage 3 Consummating Period (from ages 62-67)

A leading trend in the late Ming dynasty that gained traction was the notion of artistic freedom and
liberation from rules in calligraphy. Zhu Yunming was the greatest calligrapher of this period, and one
that was considered as a turning point for this reform.?* In this late calligraphy style, from age 62 till his
death at 67, we also see his finest in the cursive scripts. Subsumed in his personal style was the elegant
freedom of semi-cursive, cursive, and wild cursive scripts. His style was not dependent on any singular

model and contrasted dramatically with more conservative manners. It was independent and never

2% Fu, Shen,p.205.
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overshadowed by the mainstream style of his time; instead it became a link between the past and present
in its approach to tradition. Meanwhile, the discussion articles on Zhu Yunming's late style of writing are
currently the subject of much attention in the academic discussion of his calligraphy, with the analyses
mainly focusing on the controversies of his consummating period of the regular script and the two styles

of cursive calligraphy.

(i) Regular Script

After studying Chiishibicdo { HEfiZ=Z) , Shimono Kenji {5 in his essay about the wild cursive
script of Zhu Yunming ( ¥ f0BHDIFEEEIZ DS T ) stated that his small regular script, which was
written in the style of Wang Xizhi had received high praise in the history of calligraphy. Howbeit,

Chiishibido {HEfiZ%) was written in accordance to the style of Zhong You's small regular script.?’

------ BORAP )LD LEbOR  HENPRIINZUF O FHT oL L Hik
(AL BOHEFDTFLIRTOUE I HFETH - ZDHL VbR ST
FIASCI R ERE RO ORATFETNEL ) L3R TWVE .

.. even before the completion of his regular script, he (Zhu Yunming) realized that his
writing would possess a strong propensity towards the clerical script, which is a
prominent feature of Zhong You from the Wei Dynasty's small regular script calligraphic
style. It was said that Zhu Yunming s representative work, Chiishibido, was in pursuit of

Zhong You's regular script style.

This same conclusion was also mentioned earlier by Christian Murck, who made an analysis of Zhu
Yunming’s Chishibido {HffiZE) 2° of the Tokyo National Museum, Japan, with Zhong You’s Jidan ji zhi
bido (FEEZEE#)?" in his 1978 dissertation. He tried to explain the profundity of Zhu Yunming’s learning
of Zhong You from the analysis of his character structures and demonstrated how Zhu Yunming improved

on certain characters in Chiishibido, displaying his ingenious calligraphic skill, which gave solutions to

2 Shimono, Kenji, T EH#5.1992,“Syuku inmei no kyousousyohou ni tsuite” (¥t B O FF B #1512 DU C) kenkyukiyou (FF4E
FOE) kyoto daigaku (rUH[KEL), p.37-38.

26 Written in 1514, at age 55.

7 MAAHH, pol.
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ease complications in certain characters.”® Though Du Yuming followed suit by giving more illustrated
examples and used style analysis to analyse the style of the two compositions in detail, the interpretation
of Zhu Yunming’s personal style appeared to be vague, almost ignoring the uniqueness of Zhu’s personal
style altogether. In light of this, I personally feel that Zhu Yunming’s strokes, though looking similar to
Zhong You’s, are longer in contrast, and the space between his strokes in the character was cavernous,
enhancing the white space within. Thus, it created a sense of connection between the text and formed a
beautiful picture composition.

Christian Murck further mentioned that Zhu Yunming had always been “interested in the aesthetic
and critical values of the Song masters as well as their calligraphic styles, in their prose and poetry as well
as in their painting and calligraphy.”® In a like manner, Shimono Kenji believes that Zhu Yunming was
aiming for the cadence of Jin (+#5), which was the philosophy of the beautiful and elegant rhythmic
calligraphic style of the Jin Dynasty, reflecting the leisurely elegance of the scholar-official class, and
showing an understated and demure beauty. He was not satisfied with the formalization of the Hanlin
script at the time, and set his sights on perfecting Zhong You’s small regular script instead.

However, the small regular script in itself was bound by many rules and limitations compared to the
cursive script. Hence, in order to innovate and freely express himself, Zhu Yunming needed to turn to the

cursive script where he could have the liberty to develop and excel in his own unique style. (Figure 1).

2 Murck, Christian, p.72.
2 Ibid, p.161.
3% Shimono, Kenji, T¥Ff5, p.35.
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Zhu Yunming, Chishibido {HEfi#) , Tokyo National Museum, Japan

Figure 1
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In 2013, a more in-depth study by Zhu Huiliang’s Pu ben zhuo né —mou gan shi ming-zhuytinming

HJH ) was
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published. This essay basically inherits Du Yuming’s point of view on the comparison of Zhong You’s
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style of writing, and the style of Zhu Yunming’s Xian mii chén fitrén shou zhuang {SeRIBRIE A TFHIR)

written at age 65, and Hé tdo yinjiii shi ( FMIFFEEEF) written at age 66, to demonstrate that besides

assimilating Zhong You’s style and spirit of calligraphy, Zhu Yunming’s style also contained within itself

the styles of the two Wangs, hiding Ouyang Xun’s style and bringing forth Yan Zhenqing’s style into his

FREHFEE | ; or perhaps even within the Ouyang Xun structure, he also included Zhong

"

d
You, the two Wangs, Yan Zhenqing and Zhao Mengfu " B{ > [ %2

late perio

’E%J '31

A
Below are three collections from Zhu Yunming's consummating period calligraphy (Table 10).

e~ I~ BH Bl

i

KRAER (2013) - BEARI—B 15— U AE VIR B R E I - =S AT > 360 3] > H 66-68 -

31

95



A Study of Zhu Yunming’s Calligraphic Development: The Progressive Birth of an Unfettered Cursive

Table 10 Zhu Yunming’s Regular Script in His Last Years

Zhu Yunming 3t 70.8H, 65
Xian mii chén fiirén shou zhuang

(SRR ATFHIR)

Zhu Yunming #7050, 65
Qian wén (TF30)

Zhu Yunming i 508H - 66
Hé tao yinjiu sht

CRIPEEIE T )

Zhu Yunming’s Xian mii chén fiirén shou zhuang {SeBHEFR N TR ) was exactly as Zhu Huiliang

described-written in reference to Zhong You’s calligraphic structure but held within a combination of

various styles as well as Zhao Mengfu's manner of tapering of his brush at the end of a character.

Nevertheless, in his Hé tdo yinjiti shi and Qian zi wén (L) scripts, one can witness the personal

style of Zhu Yunming taking shape. Withal, when comparing Zhu Yunming’s approach with that of the

other calligraphers, it is still a challenging task to clarify his unfettered style.
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Zhu Yunming’s Late Regular Script Style in Comparison with Zhong You and Zhao Mengfu’s

Style
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Song, stone rubbing,
Zhong You,
Jian ji zhi bido

KigA @i (BFEER)

Zhu Yunming, age 66,

Heé tao yinjiti shi
National Palace Museum, Taipei
LI 66 BEIE
CRIFEIGHERT )

BUATE S YT

Zhao Mengfu,
Small Regular Script Huangtingjing
National Palace Museum, Beijing
HEE CIME=ERELL)
I HCE TR

It is evident that Zhu Yunming’s final stage of regular script style does possess Zhong You’s spirit in

his character structure, Zhao Mengfu’s gesture in his movement of the brush, and the mimicking of

several other predecessors. However, judging from the rhythm of its linear flow, Zhu Yunming was more

liberal in his arrangement of size and character spacing, and definitely placed a much stronger emphasis

on revitalization than any of his predecessors, and yet he continued to maintain a certain balance

throughout the entire outlook of his composition. At the end of his essay, Zhu Huiliang described Zhu

Yunming’s style of expression in his later years as:

Zhén —“True”, and " JF | Kudng —“wild”. I agree with this point of view, but comparing with the styles of
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Zhong You and Zhao Mengfu, I believe that it is not because Zhu Yunming purposefully cast many styles
onto his writing. Rather, he managed to stably arrange the characters of his delicate and austere styles into
the spatial structure of his characters under staggering transformation, thus harmoniously balancing the
overall layout in an ever changing rhythmic environment. This is perhaps a better way to explain the
achievements of Zhu Yunming's style of writing in his late period, which is also the style bearing his

personal characteristics.

(ii) Cursive

It can be observed that Zhu Yunming’s cursive compositions were mainly concentrated in his last
developmental stage, with great success especially in the areas of draft cursive " Z25. | Zhangcdo and wild
cursive " JEE | Kudngcdo. In fact, some of his wild cursive scripts were so wild that Fu Shen called them
“mad” cursive scripts®2. From the perspective of draft cursive, Lu Sufen’s article analysed that since Zhao
Mengfu, Song Ke (ZR% » 1327-1387 ), Shen Yun (%% » 1357-1434 ) and Zhu Yunming, the styles
of draft cursive had been evolving, and believed that Zhu Yunming was consciously trying to study the
narrative of calligraphy. There are not many of Zhu Yunming’s works in draft cursive, but his achievement
in this style marked the converging effect of the attempts of the previous generation.*

Shimono Kenji stated that Zhu Yunming’s wild cursive achieved its optimal expression after his
retirement as a court official, where he spent much time at entertainment banquets feeling emancipated
from the woes of politics, and under the joyful influence of alcohol, was able to write some of his most
creative compositions in wild cursive, particularly QianHou chibi fu{ Fij{%7~E£[#, )(Figure 2). Calling this

T3]

Zhu’s “most exciting work” in his consummating period, Fu Shen mentioned the visibility of Huang
Tingjian’s &EEX style. Clearly, a conscientious effort had been distinctly made not to slavishly model
after it, yet he cleverly succeeded in departing and adhering to Huang’s style and spirit throughout his

entire manuscript.34

32 Fu, Shen. 1980. Traces of the brush: Studies in Chinese calligraphy, Yale University Press, p.214.
BOERZF 2013, (EREEE -GN ESE) , (ESXW AT 0 361 # 0 p.84-95.

3 Edited by Alfreda Murck and Wen C. Fong. 1991. Words and Images: Chinese poetry, calligraphy, and painting, New York:

Metropolitan Museum of Art ; Princeton : Princeton University Press, p.26.
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Figure 2 Zhu Yunming QianHou chibi fu (partial) Fit&7EERE, (FED), Shanghai Museum

According to Shimono Kenji in his other 1992 essay about the trends of the cursive script during the
Ming dynasty Min’ocho ni okeru kyousouno ryuukou to sonoyousou {HARIZ BT BITEDRITE 7D
FEAH ) , there were two schools of cursive calligraphy; one in accordance to the style of Wang Xizhi,
which is genteel in outlook, while the other is that of Zhang Xu and Huaisu, which is more liberated in
nature. He classified the styles of the two schools by different calligraphers from Jin to the then, modern
Ming, into types A, B and C. He termed them all as rennga-gata L > /7B — “brick” style, as the
characters were lined up like rows of bricks, with varying degree of spaces in between in the layout of the
calligraphy. The breakthrough came when Zhu Yunming devised the isigaki-gata FG¥EREI — “cairn” style
for his wild cursive. This is a spatial arrangement where he would fill the vacuum in-between the characters
with the next character in the script, creating a daring and outlandish sense of continuity and fluidity, in the

pattern of a cairn under type D, which became synonymous with his style.>*(Figure 3).

35 Shimono, Kenji. FEF{@5, 1993, “Min’ocho ni okeru kyousouno ryukou to sonoyousou” ( BAfIZH1F DI ORI TEE DO
#H), Syogakusyodousi kenkyu{( 5 E1E S AFSE) Syuku inmei wo chuusintosite HLIAZH.LELT > |, p.93.
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Figure 3 Kenji Shimono’s Layout Arrangement of Cursive Scripts, Types A-D

Undoubtedly, Zhu Yunming was a forerunner to the experimental styles and great individual freedom

9o ¢

of artist expression, which the late Ming dynasty was characterized by. It was claimed that Zhu’s “greatest

”36, which to me

impact on the history of calligraphy came from his experiments in wild cursive writing
has already in itself entered into the realm of perfect ease and liberation.

The performance of Zhu Yunming’s wild cursive works in his later years has always been of concern
to many scholars. Below is also a clearer arrangement of the achievements of Zhu Yunming’s cursive

style in his consummating period. (Table 12).

3¢ Harrist, R. E. Jr and Wen C. Fong (1999). The embodied image: Chinese calligraphy from the John B. Elliott Collection, New
York, NY. Harry N Abrams Inc., p.144.
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Table 12 Zhu Yunming’s Consummating Cursive Script Style

Zhu Yunming i 7055, 61,

; ! Zhu Yunming it f1.BH, 64, Zhu Yunming {7 7055, 66,
in wangxizhi tié N .,
B Qian zi wén {TEL) Ot yan liishi { S 1H5s)

(EEEzimk)

Zhu Yunming i 7B, 67,
Hou chibi fii”(wén zhéng ming chibi tii)
(&IREEIR) CLEHAIREEE])

Zhu Yunming it 78HH, 66,
Hé tao yinjiti shi {FIVGER )
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It can be noticed that Zhu Yunming progressively became liberated in his cursive brush strokes in his
later years. Whether it be the traditional style or his pursuit of the “retro” style from his earlier stage, they
could no longer limit his personal writing style now. This is precisely the topic of Zhu Yunming’s later
essays, where he argued that perfecting the skill" I}j |gong in calligraphy is the prerequisite for expressing
one’s character " 4: | xing, in his calligraphic work, which would be a manifestation of his skills and
cognition, and therefore his ability to innovate and establish his personal style.>” At present, the works of
Zhu Yunming’s wild cursive scripts such as Q7 ydn liishi (== 15%) written at age 66, and Hou chibi fil

(1&/REEH, ) at age 67, are all recognized as his model pieces according to He Zhaoshen, and are part of

his miscellaneous calligraphies and poems Zdshii shi tie {FEZE505) 3 (Figure 4).

-

Figure 4 Zhu Yunming, Miscellaneous Calligraphies and Poems,

National Palace Museum, Taipei

According to the comparison of the styles of the above three works, most scholars believe that Zhu
Yunming’s configuration of the “dot” stroke or stipple in his wild cursive script in his late period was very
different from that of his personal characteristics during previous periods. The virtuoso brushwork of
vertical and horizontal stippling dots bestrewed the unwinding flow of the cursive script, patterning it into
a tempo of flamboyant strokes that conveys a series of contrasting thick heavy and fine light flaring links
traversing the surface. It gives off an overt vitality that is centralized within the structure of each

character; offering a specific identity to Zhu Yunming’s work.

OB (1988) © G - HEIEVARRE - (LA | T IARSEITHRH: - p.368.
e {dER 2017 » EEZ Y — O RIIGERFES YT - SESXWAT > 410 8 H 74,
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Below are Zhu Yunming’s wild cursive scripts, from which we can discern that this method is

gradually being matured and widely adopted (Table 13).

Table 13 Zhu Yunming's Last Stage of Wild Cursive Works
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Zhu Yunming it 7185, 66 Zhu Yunming it 7044, no age Zhu Yunming it 70HH, 67
Ot yan lLishi (- =1EE%s) Zashii shi tie (FEEFFMNE) Hou chibi fui, (Wén zhéng ming chibi

ni) (TRIREEIR) CLEEH7REEE])

In his Q7 ydn Lishi (=% ) , the use of stippling to express the rhythm was limited. However, in
his Zashi shi tie {FEESNLE) , such employment is widely visible; in the Hou chibi fir, written at age 67,
there were also many such applications. The usage of this technique became more and more accurate with
practice, thus becoming a personal characteristic that Zhu Yunming adopted to balance the overall rhythm
when writing his wild cursive. His works at this stage are basically easier to distinguish from the other
Ming Dynasty calligraphers or even works from his first and second stages. Wang Chong (F-5E °
1494-1533), himself a master of the spontaneous wild cursive calligraphy, was certain that Zhu
Yunming’s fondness for this script came about because it allowed him to openly express his personality
and unleash his temperament, which was unhesitating and forthright (" £ 11458 & & CE— » REMUZE
3’ Attt SEAMEESIFE KNG | ).3° The overall rhythm of his calligraphy at this stage is smooth

and natural, and it is basically more difficult to forge. Among them, the writing pattern presented in Hou

¥ fdE (2013) - MESMEBEPISE - LAt BUE WA - H 211
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chibi fii, can be regarded as the culmination of Zhu Yunming’s expressive wild cursive style. The brush

movement accelerates, with separate strokes and characters flowing together into a continuous flow.

Conclusion:

When it comes to calligraphy and painting in the Ming and part of the Qing Dynasties, Suzhou was a
place where the literati and scholars would display and critique one another’s calligraphy and artworks at
gatherings, gradually deepening and expanding the knowledge in these fields of art.

Set in Suzhou during the Ming Dynasty, where leisure oriented the lives of the literati, the spirit of
the movement was creating works of art for one’s own enjoyment, and cursive writing was the apogee of
expression. This essay takes a look at the calligrapher, Zhu Yunming — foremost calligrapher in the land.*°
Here, my research establishes the study of standard chronology to compare the writing styles of Zhu
Yunming, classifying it into three periods: early, consolidating, and consummating. In addition, it clarifies
Zhu’s achievements in the various styles of writing, as a basis for judging his style of calligraphy. Finally,
in the last stage of Zhu’s calligraphic development, we witness how all his nascent years of various script
pursuits consummated in a perfect marriage with his temperament and personality traits, kindling the birth
of his unfettered cursive.

It has always been a tradition for calligraphers to learn by copying the rich model calligraphy
compendia collections from the ancients for decades to eventually form their own unique styles.
However, I believe not every man has what it takes to revolutionize the cursive script, by simultaneously
withdrawing from and complying with the rules of ancient masters, without missing out on the
proprieties. Only a person of polished refinement, strength and vigor, coupled with an authentic and

liberated spirit like Zhu Yunming, was able to accomplish such a feat.

# Fu, Shen, 1980. Traces of the brush: Studies in Chinese calligraphy, p.146.
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éﬂﬁ%ﬁ%ﬂﬁ%ﬁi‘aﬁﬁ BIE > MM ERE - REEEREI - BB E SR AR ZEA GEER
A —{E RS -

TERHY TR SUEZ T » B FENVEE T RS AR S B E BB
FAMARAVEGEDL T SRR EREHIEE | KRR - nIDIERE T B ERENER (FER
ZOPHHIRAR ) AYSLIL BRI | o EESREEIA AR E N BN E: (Brunelleschi) HYE SRR IEZ AL -
MIRAERERIE T@EREG - TR Al @E N R E R GG R THS L EME
A SRR

AR ESREIE T TR ERG FE ) ERE  [EEEEF] (Vasari) F4gEHEF A
oo il BLHERAAIGE "R RERSRGA R RSEEEE - FUER m?FEEE M E LIS
G R REBIT - HILHESR |- DUTS 00 s 85 - 21880502 T A B GEE, 1Y »
A BB SEE T 418 - b /Esish G Gaadi R R B —Eh 5y - i AR E=SE T -
BEAR > T RCRAFEF IR A4S RE R ) SEREER T RS IR R R

BN S DAR T BI5 M CRETRNE - 2002 ) o FEHA EESRE R SO REIEL — Bl R B BRI — L& SEE B visuelle B théatrale »
BOCE L TiEEE, 2 RRE TR
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FHPN BRSNS D - BE Mk v LB Pk i
EGARR B R e At - Ht G A e hE R LA - o AR ¥
BACER AT PR BRE fo- BEG AR ISR FEFIITILR

BT o F (TR VAL IR AR ES) £iEFE kR Rp > v EE

2¢ ch- ok o ek IR F L MR HES & 2 o (Damisch, 1972, p.254) 3

BB TR T SRR L)E - T ENEE N TR MR R

FTH e

TEER ) R R ERTE R BUAE RN - E 2 EHUERT P ESRRE | MR
DA NBEAE S — (&% 52 - I B FREs B s M R R0 (R - (H2AEIEERT - RSB RIsE
CATREAT RAV RIS L HVEN - BRI - Fke - EANER T — PHniREErY
BT o BE—Z5AR T B SESRVETEG (R T SRR EE SRR R T
PIAFAFE -
" RES "BIR,

FH MGG IELL T oA o LA TIREE | ZREREE - it - IS RFREE EHIEE
B A HUE T EEUHE (ERNESR) 0 RS T h—FEARREE R —% » B mEH
Wi BT R BeEE o MR N ARSI DUEAR AR (855 ) 2IERER - [EIRF - Al o] DAfesg s
R TEEE A G AE I - W AR A R R FT S o PR A A - HPT R EEST T 2
—{E AT d G DU T IRAEEE | Z R FERIER T AOsbE 4 (J. M. W. Turner, 1775-1851)
Hy4EE -

R R A A IS E R G BRI AR - (FEHESZHZHR MR ER v DERAE S
wHUHERCAIR AR E N — S E TR RGBS (LRl AR T g

"R R A e PRI EOI RS B B D AR T R AU AESE - ST AY( John Ruskin, 1819-1900 )
1y (FAER) (Modern Painters, 1843-1860) {F RsZR4hiyEiZeE » IERBE T ERWNIELLZE -

e (BRAER ) BURGS TG E IEH - EeieEn s T HE  ZUE -
RESEZE TSSO AT LA ER » BEREAR RV SRE & 2 SC BB B LUK - A S B am 4K R S

«L’expérience de Brunelleschi réduit le /nuage/ a un effet de réflexion, a un reflet spéculaire convoqué dans le champ figuratif
par le détour d’un artifice matériel. Mais cette réduction a une double portée, rationnelle er symptomatique : elle est tout
ensemble la conséquence et I’indice de I’instauration de I’espace perspectif au titre d’espace théorique de la (re)présentation.
Bien loin qu’il s’inscrive a son principe, I’illusionnisme (dont la limite est ici clairement marquée) apparait comme un effet du
systéme, comme une fonction de la structure représentative. » (Damisch, 1972, p.254 )
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ek A

& (BEHP ARG R B > BT S VR AR B AT - BRI TR AR TR
(imitation) BEZHISE - EEHTEEER - FTsBRVRIIEA R T REFENESR > mEREWIHR
FEHg (BEEENRS) AP FEECEHER T § - Wi dor A rag v 2 £
o APTRLI AL L THP g ) (Ruskin, 1907, p.16)  ZEHT G5 B IR
e TERGEZ THY TR R o S o REFE R - GHAEREN R /Y CHSRIVEHED
EZEN CRAMBREEHERRED -

ST SO — TR TR RN - S5 H B B D R TR Al -
MAERE A b ARSI AV ZE BIAY > NS B 2 A e 1 Y 2 R A
= B R KHERYE R ~ A - A2 CRICGEZR) B el T3k (mystery) ZKeHEZRGE—HHY
fEdm > JIESRFEE S TEE  HEFYEREEN - AIRER ErEET 2 E BANEMED
(Ruskin, 1907, p.205 ) - B » ZESMRAEE R EIZEIT S5 R G EIRAEW T 2 &% - N
i CGRAEZ) BB ED R "ok, T B ) UE0E » MORAE S HE— P RaR R MR b
BT TR SRS HIIRAR R

e RIBFALL S0 BT - BRG DTSRG G- BEF R
- B UPRAEEROEE > R AadeG 0 BE (L) E hd R RFRT AE
Fropril o @ R g R 3 AT el ‘fﬂ ATl S - S ensg it o T8 R
FR- BEEUIR AR OE 2 P FE R EEF CE AR ER 2o RS o de
BT d A 1853 £ B (A 2B 0 20 Z PRI - B lid B A EH TR
§ o R A - £ 2 3% o (Damisch, 1972, pp. 257-259) 4

BLEGR A E R MR RSN E A LRy A#HAM: - FE L e it
GBS - PIANEATEA (E. H. Gombrich) HYENLT - &H EHUIE R CEEERAY T HIE
50T MBI R EREAY— 5 (Fishman, 1963, p.16) «

IEGE I S HIN RIS B BRI EZ LI S RN R HIEREE A2
HEmAY 20 - S — TR EE R - Tt imaBHE: - B —in T EEL - TR, I

«A faire servir le nuage a des usages toujours plus étendus, I’art s’exposait a voir la situation se retourner au bénéfice de
I’é1ément méme dont il avait jusque-la prétendu jouer comme d’un outil, d’un instrument au service de la représentation [...] 1a
ou les peintres d’autrefois recherchaient la stabilité, la permanence, la clarté, le spectateur moderne est invité a se plaire a
I’obscurité, a 1’éphémeére, au changement, et a tirer le plus de satisfaction et d’instruction de ce qui se laisse le moins facilement
fixer et comprendre : le vent, 1’éclairage, I’ombre des nuages, etc. Le service des nuages, - la formule, comme Ruskin 1’écrira en
1853, pourrait malheureusement servir & caractériser 1’art moderne, dans sa détermination négative. » (Damisch, 1972, pp.
257-259)
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X IEZNZ > WA SRR EEE L e = - B B E AR e - atg s
A5 - AR E EGFRRAE L  @RAMEE SRR T BDERG ) 1P S - AR
— Rl LRV TATEAR S 2R GRS > B MEe R RS 25 - B2
RIS ~ AT SAVBIT o (R TR R SR - WA S R E I R E IR - TR ERA
eI L FAfE T g -

SREFGAEE - DU > BN AR AT R RE Sk a I L EfE T
TR AT R e < R E AR - B PU T S AW ED BRERE ¢ E 5 o B - ERAIER
E@@mﬂiqﬂ’ %%EE%I%BQ?F@ﬂ%Eﬂ@§Z<E3 P REZHFEIR ) M2 T REFRCLETR ) o SR

REfEH - FrHVsEE RS - IEZ R R ELEE VIR RERVIE IR A2 e e MR
ﬁ%@IE%%i

BARv AR ?«f‘:ﬁ_.‘fﬂit’ PSR RS NP S rﬂ#ﬂ e NSRS E I L N S <0
fola e 2P 0 A H/E T et R RIS KL{W’H*#FI’}KXT R A SR
4 (réalité) - T8 F AR F UET.‘LF?”‘ i l% oo A T O ES e h BB L

He-fa1k {’i‘*’ FELAPM L Y a2 REEG T o ie- B ALE AR -

S

B E - ey § RSARES RE E ST 0 2 - AR Hef
A meﬁm°l“&ﬂ%ﬁ&»ﬁsliufthgﬁ FELE IR SRR
R E Th U b Ak (signifiant) ek = b A A BT 7 # iy o (Damisch,

1972, p.255) 3

IR A B Ry e PR A (R SR R (R4S - I LUE R BLFRRIEN RS Bl A A FE - i
TR S R ﬁﬁﬂxﬁgﬁéﬁéﬁm%ﬁﬁ’@%E%E%ﬁﬁZ%(%%iﬁ@@%ﬁ
EEAZHN) - EEMARET] > MiE—LREDH AR — G BRRAY

TILHEACRAT e - BASRACIE T AR (CERISCR) ﬁﬂﬂﬂﬁi’ MREAER T (N
) HRH - REDNRAEH I SHEE > SR IARE - HIREA B 7Lt
SRR > BB T Em R IR AN RE R TP SRR

«En tant qu’il intervient dans le tissu figuratif, et dans son apparence comme dans son signifié, le /nuage/ n’a pas d’autre
« réalité » que celle que lui assigne la représentation. Est-ce a dire qu’il n’ait qu’une valeur d’emploi, et qu’in soit fondé a en
traiter sous la rubrique de /’outil, dans une perspectif instrumentaliste ? A étre ainsi posée, dans les termes et du point de vue qui
sont ceux de la pensée du signe, la question n’admet pas de réponse simple, univoque : dans la conjoncture figurative dont le
modele perspectif assure la régulation, 1’élément satisfait & un certain nombre de fonctions, facilement repérables. Mais la
fonctionnalité du signe ne suffit pas a justifier sa valeur d’index théorique, pas plus qu’elle n’épuise 1’efficacité de la figure dans
le registre du signifiant. » ( Damisch, 1972, p.255)
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R ATk SRRy

2 \ iZrEaER

T ARBT R B T MERGY - e T B R TR S TR RREE T A
— IR DA HARRARE S AR AR - e R i B S —RE % -

R EMIREIR TP —SEA S 28T - @EMm PR HBARES Rt R
HOAUE —SesRsE ol RE - TP SR TR TS S H R E R E AT - Fla = AR
EEISCE A TP 15 ) (Formalism ) AHELAEHE (Kant) HEESGRAY - EAEHHY TP A2
AT BN E - g feryEsieEs » BN REAIR e — R E AR
Hisots  REEHETRES - BRI T ) Rt B A A =S - i
HE L EWEAESERHERT TR 5 DBIAESEHHEYESR -

ZRrbAREER TR MR R — 8 R IRE - SRR R e LR ER

(Friedrich Nietzsche, 1844-1900 ) Rif{&FF-HILEES - 2 LU BB R ERGARETY o ZEHTE&LURER -
Iy Rl T AR IESE MR L 2 e - AT ST R4 (R B RS S840 o B fi
s e SRR AV ZE R » AR o3 BIE BT I F i Rt iR T X - Hh— R A R AR 4R
DIA - 2 PRARIE AR RS R T = (Bt st E T BRAY ) YRS - SS—r AR S0
ZHIAARAY ~ GE$HTEER -

FBEEEEETE DU E RS T TP RIEAVERRE - iR T 2 B A R e e
fRPRME - I B A ERAVBITHER T BEE s ) AU R -

— T ) BATELE

TEEEHTE Y TR TG ) FREROYRR AT R BIER RN R fEimfeh
T ERIIANTERCAENE ~ R A (ERAAARAE L RO R o I R AR R Ry T B
EERARITERSY ) o BERHE e ETem EEEE EFEHkRN TR e HRRT
TR T BEY EEARGS DR - e —EOEET » ERE S EITSEITE - e
SRR DR B R BRI 55 RIRE 2 I Ress © G ire ki REURE an T 2618 » A=y s
B MERARSREA HIFMR AL T 28 i 5 B R AE SE I AT T -

"R T LY NEREREE AR TS o iR WG SHE (Johann Wolfgang von
Goethe I SIABE BRIV AN - BETRMEE M BHERVEE T 2 4.3 7 f§ i+ ¢9755% («Le nuage n’est
pas une forme réductible» ) - IEFRZAR ALY - EHECEEMFZ—TEE AR - fREER
JERRME (Damisch, 1972, p.269) « [ Z Fr AR DA BHER N AV E AR R e - R Rt —
RS B AR S L0 B AEARES  BIHILHARAVRE 128 (Romanticism ) #HE -
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RB E AV TR SRR E T E R M ARE TR W HRR AR E AR TE: (Y
R ERIER) A RESEIEEI B AAA SR TR | - WEH BRIt ER - e A
LERGNEE > REWA I URATEN TORER > ERHEARAS A TEERMAEE - DI
STBAEUAIN S  RAESSMEIYER (Fishman, 1963, p.29) - HHENE MRS ER - TSR
HESMBPNENER > FiwmEiatimE 2 E OKo TP @ BoEstamem_EAVE
PRSI i ~ AILEHEAVRF 0 o EFEAELL TS SO et T st B i B 248 (Aristotle) 5
AU RRAH R AR RSB - RS — BT i (E1S B R AV B MR B TRE » BliE — 5
BT TR W HAS R SRS AR RATRR S - AR R — TR

------ TR E A RATE T R B T et B A A AR 2 A
doRAF P ER S BAAEA Y T LR U BT ARG RT T A
Boad g fhne B ERERAPERLEE 2 Y ORI T U REE
U A RATA S PR BF VAP EERT A EZIRT DR

( Damisch, 1972, pp. 271-272) ¢

HRGAER > S RE R 2 (HERTREE ? AT LIS - ARSI — 0 3w ol T 2 (R AV A i
TEERED ~ FHEG R AT R EAY - 28NS N A AR _E4G B on ELER S f8 40 A (Rl ERS - SOELE
TIRBEAG B R0 S EER T E ) $00E - (REMEEE RSB R REIER - E—
Rl — 7] AT DA R R AR B AP T - FLR AT 1884 ERIGRANY [ H LAY R E |
Z R (BUER) B SIEMBHY » " g d et 2 v ehiddp 2 B el 08 % o

A dp e — BB R K2R oo (Damisch, 1972, p.272) » IEtghEsi - BN A R EAGIIT
RENAEFREME 2R EREEMFRER BB 2 FrZR] > 1 B & AR
&y -

Pritbz4h - EACRHE TP B SRR RIR I EEL (8752 (Jacques Derrida) £ (FHEE) (De
la. Grammatologie ) TR IAENT » FHELLK T1FAE ) EERS - £ (FRE) T s

¢ «Or, c’est ce que ne pouvait admettre un Ruskin, attaché qu’il était au « mystére » au point qu’il lui ait fallu ignorer, aussitot
qu’énoncée, I’idée que le nuage pit étre constitué de molécules sphériques maintenues ensemble par I’attraction, tout en
déclarant sans issue le probléme de sa visibilité, de sa couleur, de son contour. Ce que ces problémes laissent pointer, tout en la
dérobant, c’est la question méme du signifiant de la peinture, question que Ruskin, pour sa part, s’est employé a dissimuler
systématiquement sous un amas de nuées. » ( Damisch, 1972, pp. 271-272)

T (EAER R ) E S ERE By 1848 40 B By 1884 4E T H % London Institution FRHHITREG < EFELL “The Storm-Cloud
of the Nineteenth Century” R °
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Dlea B 180y (GRfi#kE) (De Interpretatione) fRHIEEHE T 7HE ) FUEHIP LEREE - si TS
TBAECSCE > BMESE NS RIREGR —ERE —EFAVRE - SO — 75505
H—— TR FIRTERPY - HEE SRR E R T YA ESE ) (primary symbols) (Derrida,
1997, p.12) » $HEZFEBEHIREIRES - BT UEAE BB AT DURIETTIRE —b - MmN
STEHANEERE T ) DU TS )~ TR (Eidos) ®ERIFVATE 2 ARESm - ) 7 IRHERE (Heidegger)
AP RINVA HERE - TfeRAH St — R R A e - T 5B ) B (pp.
13,19) -

ESR ST TR EREY - TP MESRIENGA L TR BES - Al BEEL
PEEHERBIRGAIELEL - S S R0 - ST AR BV ES - EE Ll en "=, &
Fiz bAE - HEREETEESEGN -

—TRR, BER TR,

Jesket BN MRER R 3 - 2 2 DA EE T A 2US ARG B ELRI B+ - IR S EE
B HEFTIA R ERE LR TP B0 TR TME ) FESHIRUE © (S SRS
N - FE EIRAIFIZEN N R NHTRF R 25 Fam MR R tH—TERn - e RAy (PREERYHIER)
(The Gay Science, 1882) ¥R HEr&%H (Wagner) HYSFERJRAIEL » 28010 - ZESMBEARATE T TEs]—
TEHRRENEAILS » IHEITENTEERN NEAENRZE | $UE -
ek NAEIIRZE | BEERGIEHEHIIN - 2 (PREERRTE) —EHIvEinakz
I TAELA T ARG [ AT UEE] » HAR(E T fesRItt —SUEMEEIT 20t T B85 ) AV 2 3
EEME - WP AR - WILIER TIRAERIRZE | REINRIEN - RN - SR REIRETAZMETE
Py

""" RETECERAEG L - FHmpEY b 1B 8 - Fhars kAR
LA EEFR e hh- BLH Y o TERRL K (Wagnerism) o LS S P
A mr/ﬁ]@"d)’ g8 R RAREERPAHN B ER V- BN UER ER
PR R ERPIERDEG B R ERRR F § DF A
(limpidezza ) v f## s7irzk (gaya scienza) ; 7 > 2 ¥ A g g > 4> ViG> R

3 2 FulgE (grand logic) —— iz 2 b s { Z3EH T - B g T -
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AT dE 2 eh s e i~ JERORLD B R 4 g S il J el
- P FRLF Zenx zE g | (Damisch, 1972, p.273) 8

Ry T ERGARRE FAE RALEEHY - EFXAVEMT R ] - iR B T EAR G E H B %
(Bayreuth ) BIS5fi iy l+ © tb—BR5E T IERGr L T EZ=AVEEE - FELURRET T84T » TR
ERBEERFHNESD  MEREERENEIS 2 FIVEE - S{EFERAVEE T DR IE R SR AN
T EEMER A ENRZE | B o EASN SRR EME E’]L*% TSt A
HEEERITEM DIERERCR S E - (ER—ER G2 RME L0 T @Aa k> @B %3
Fep T RR Y PR R g Aok > bR M- B d R TR, AT 2
3 BB g F 2c% o ) (Damisch, 1972,p.274) °
HRZEEEIERNT T IGAEEARZE > DU (CHEEATER) i B89l vsEs  EEE P
= R EARERER T IE 7 EF?UE'J'J%?I(?H | BRI EE N G A B S TR [E AR A AR 7 AR
7 (PREEmYRIER) [FOGRIERER - BE EE RN AR EiTHIRE - IEAFHE (Arthur Danto )
FEHIAY (2005) » HRASERA B AL h A IR S AVER - AR - HOARBHRH TEARER TR
PURe TAFAE 3 BIVI AR » FRst2TE T 2252 ) (appearance ) KK o 15 —HEAT LUEERIF S (Nietzsche,
2001 ) ¥AREEMTHIREERE L ot BT AR A — 7 B i SRR S S (p.8) 0 55
— I BLEEAR A ~ FAFEEIIRCEE A (p.80) « BEAREAIELEARIE A 58 2 HH[E - il
IR » IR BT JE R B A A E S v I — T B A EA i b - [ERZ A S e b 7
H‘(Zlﬁ/ﬁﬂ'] TE A L v TR e SRR Sl 3 R BN E AR AN A
A FA LIRS F——h LA B2 P | (Nietzsche, 2001, p.8) 10 HEFE
02 TMEREIERS ) BRI - LA DA  JERFTEEIIL & —E e B ERE IR
TEaaky DAY ) TR - TR RS o A EREGEEHE A TIREEN - A
MEEE -

«...Ruskin aura tenu objectivement sa place dans le débat ou se résumera la querelle qui domine la fin du siécle : celle du
wagnérisme. Lorsque Nietzsche, aprés une lingue « convalescence », décidera de rompre avec Wagner, sa guérison prendra la
forme d’un choix : choix, contre le Nord humide et les brumes de 1’idéal wagnérien, de la limpidezza de I’air des pays chauds et
de la gaya scienza — le gai savoir, c’est-a-dire non seulement la 1égereté, 1’esprit, le feu, la grace, mais aussi la grand logique, —
et avant tout choix d’un art autre — « un art ironique, 1éger, furtif, divinement désinvolte, divinement artificiel, qui, telle une
flamme claire, jaillit dans un ciel sans nuages! ». (Damisch, 1972, p. 273 )

«Or les effets scéniques qu’autorisait cette neutralisation de I’instance productive matérielle de la musique n’étaient pas sans
rapports avec ceux auxquels visaient les adeptes d’un certain « flou » ou « nuagisme » pictural. » ( Damisch, 1972, p. 274 )
“Oh, those Greeks! They knew how to /ive: what is needed for that is to stop bravely at the surface, the fold, the skin; to worship
appearance, to believe in shapes, tones, words - in the whole Olympus of appearance!”
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R ATk SRRy

&re LACAREE R 2 Sl FR BB > HArA SR E— R DL T R AR E R AT ) Z
FEPTRIR - [l > DA S E AL —LefE P R TR 3R B Ry s SR T - RIS S [ ey
STERE] T EAHVEER ) o R (PREEHIER) [FIXH TR ) AR o JeR E YR i
REL T AIEFTER ) BGIREE - TARIESE TR ? ) GUERE) W > St ENfEREELE
RAVEE LU BN A @ i L DU S LT 2 (8 #2507 (logos ) (Derrida, 1997, p.19) ©

= RBETSPH "X, 8

PHEERITE DU SRR T A 2 Pl - E SRl S e T s — R L e E =B -

NG E R AEIBE R Mt SiE — B EE M BRI R
B T pal ) M2 EE - R LI A g I P B AR -

FELUR G 30 - 2 e 2255 T 5 e DL R S e R B B - 20A] 73 BRI L A R B IR
S BRRCHTHVERS 2 RIESURAVIBI AR - Mt E2ny - RaEM s " A RSP, &5 —
B o FERMIRE] T B E ) EEETRETHRBEAMENGE , —8 0 fBVILTERY > 2
FERT AR - é‘éﬁﬁﬁﬂﬁﬁr mE P EAR ) HYEE o A ERF A R {8 R 2R I
TRERAVAH | - FilE Sl - W ATasRr A E L R EEIT TR A S ER
&R SR —@fiémé’ﬂﬁ?ﬁﬂfﬁ% 1

- 26 > XFh# (Chromatisme) (F R F M= ¢ 2> AK) - L8 ko
SRR S - A9 NG M AT Y LA H RURE LR Y

Z
IR Eo4pE e T 52 AREY N AT ENERAEEDTE T ;_uﬂz;,b
L3 (I | hd o BAL IR AT 000 R KR R S PIF e Bm B R D
P EgEES e Y > RAS T LR 175 g et i (matérialité) 2
dpm i BAG R AHEA RELE L RansIms 50 0F L8R L EOP g
P %+ F/ {1 & o (Damisch, 1972, pp. 275-276) !

1" «Mais 1a ou le chromatisme (du gr. = Couleur, ton musical) entrainait une série de questions de forme que les musiciens de XXe

siécle, a la suite de Schonberg et de Webern, travailleront a développer et a résoudre, le « nuagisme » représente au contraire, en
peinture, la négation de tout probleme formel, sinon une fuite dans 1’ « idéal » analogue a celle que Nietzsche décele chez
Wagner. Par un renversement qui n’a rien de dialectique, le méme élément qui était I’indice, dans le contexte classique, de la
matérialit¢ du signifiant pictural, apporte alors son renfort a I’idéalisme régnant, et fonctionne comme 1’opérateur de la
transformation de la réalité scénique en image. » (Damisch, 1972, pp. 275-276 )
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IE—BS [SORE » B I A A — R T RO Tk Ewlm TP AR
Y AEELERVEIZAE - (EREIRALE - HAEUIRERER - SRR h AT - I HFFGE
FRHEATE RS « fEPIERIRRE - SEI0R AR SRS [ AI5Z ) B SUATRAVAEAK - G EATEER
SFEA AR BN - FIREAER R & FAVAG S AR M R RETREAM B4R - BmETELRRAVREAY - 20kt
N HIEZEEE T T pat, SR - GE R REgT S EX -

(R AT T EER L~ TP M R AT B RN R o SRS R R AT
RELLRSUE - T 7 AR AR - HLIEACRIVEE N HAESE " RCR | R EUIE] -
& Yo A R SRS i o7 & - iGpkk i b rT DAL s - EIR L AlS A B A e ss R
FARRE - ARG BL E R T S E )~ T ROpal ) ATEEhZL (Gilles Deleuze, 1925-1995) EL#Z -
ERMAILSEGIRT 112 RSN B w2 e S ER ) S B ERR A 18
S FRABRIRERME ) 2B T SEERINE BB b — T 2y ) rIRAIS TIF (B
2018 - H 79) - AH¥IHY - TSGR EAVAE " B Gm AR BRI EE R 7 1
R - R S E St - — (B &R AR R - BTl &A st R - P
o FETERAER Z EHIEES (G2 aT - i HREENE R - BUR AU KSR B BT - HREEH
TREEIT Y > TR B AR A - R = -

B2~ IKESR

Mg EATHE AR BT 7 ) TR T B A S R 2 1% ST T Y
BETR o i iE—(EES R E RS AR AL ORISR (B S VEI /g A (Paradigmatic )
SRIBIFARRE AT RE - BV R RIFTORER I SE S — g MR e R R T E 4emE s o
ME #0357 - R 7 4o AL AT B H0 R4 S - BT whd 4
T R A o (ATEE - FEEFE 0 1990 - H 99) w5, » FXEAREmARE S AR B SIS &
B T A RE SR AT EE RN (] - I T R 2 AR B AR RS, ) B VERA L T B YR

PR o SHRCHY 5 WYSESRERAY AR E » —(EZFEERES - WAy eTREME | H—(EE = —(E5e %
FTHE S -

UpKEsRm "2 TR SO EMEE A ARG ERMES - T2 (Frangois
Jullien ) f¢HSCHYRIARES T @ Slim H S BAVAR R - B8 - B2HA (REEEEE) (De
L’essence ou Du Nu, 2000 ) HHEzFRAY - 258 AR T RHDIAESAR - A ih o] LSS ER H = eE fE R
& HEmE AL AR -
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AR B ACUE B K - g e U R E R TR R AR e YA R
BREMIN REE > HEME S E RN FEEE S E R - U8 AR - AlgEsRieE
HBUEPARRAVRI AN - AR R > — oy R e tam L K= T IR S LU

THE ) BSREER G e

—TEwER, B ", B

[EIE R Tam e i ERIREAR - (LVKESRAY " iwET ) U iRt TP B REAVERE TR - E
FEEAZEMMCLENIIEE - HERET - PRI AN T A - AN HEBEE " AieiHm
HBEL ) HEmaS o BRSOy TERER ) ESCARRYE A TP LR ZB AR SE © HRE I H
o1 JtRIE Rl EEIHE R TP AU EIRIEEES -

ALK ER " MRy T2 AR R AR - P AATE S - HEARES

TERE ) NEEMGRFEE - LKERRAE N BT SRR E RS R T WA ZIR
NEVFENVEE - BEER - T EINS R EERFE T, £ (WHEE) 4 & TEY
IAE | (F Rt > T TS P - IIRERR THE 2SN S ESAERZR
— (Barnes , 1991, 193a30-193b6 ) * - iz thgh/ga » U AEHE 17— (EEY) - LR CEEEAE
WA ECHIEIR - DURIIOTHIAE © BHOEEE] - Ty T8 TiwE ) BERRIRASZ TR
FRESYIHTRE | WEA BRI ENIZIRIME - GBI A G B S —RGTE T EYEE
FUEY ) ILE

R AR EIX Y IS L W Eot - SUETE TS
A GH ~ v T A% A5 0 0 v RAARE 1 R AR A
AARRe b 7B - AN (forme )T & ——do R B BREA G iR ——
v a4 kY crdl B (délinéation) % R EM o 4 foly 285 A 224 o
pula i GEE TR T4 F s %“l{" Rudkd e &g e Ea(EH)
ERAOFERYE- DL E R P LR B R 2 kg

12 «“Another account is that nature is the shape or form which is specified in the definition of the thing.”
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RE LRk PHET o REF G v R R A e R L b e
( Damisch, 1972, pp. 288-289 ) 13

PSRRI - SRS S B A S — (AR S I R - I TR A R
4 o HAES| T MR o bR ke UrEt o (R AE (1642-1707) By (FHiw) B 55—
ERRELS (1675-1752) HY (R - LHVHTARE RPN ZHmOFE G " NZEMINE | BR
R& > EmENI SR BV E MR o SR SRR ATIERAEIAR © AR B E

e TH R IR ~ EEB > SRHTORE K SRFEEAS N - ESHY TE A it
*E”ﬂlﬁﬁ’/“ﬂﬁ“\%TUJ7J<$E’J$EE§T% CIEREAEEHI BRVIE - AR SRR - © £iE

—ZYIHIEER T - w] LI A TR e TP at ) rE IR R BRI R B
—HZEPZ N LB TR - A EEEM T 4HREREYHRET | -

B OrrESESE) " RME ) (T - Rt Ea Rz ERI R T RE M o kA BT
o BXEEAVES T i'?é%mﬂﬁ'ﬁ?ﬂﬁ{ﬁ%*@é’ﬂiﬂﬁ P RIREEMATES - MESFRESE EN
o B FEERER - SRR e B R EIRE S B RE S - AHEHY > 2
SRt .y L1 7K S T i T ﬁ%ﬁﬁfh SYBRREES Y AHIA R R EISRAG T - 8L - HEBOIE (r T
EESE) 1y TR E ) EE - A (G E) B R MBS ERE I BRI
MRS - e =RER A& - (871 - 23 - £ - 19820 | 4) E5iltsnss LK Emiim/
) T EENZER] ) DUR TR EHEM A EU KSR HEY R TR AVRR 1T e s g et
F AR ERE RIS ST RS BT AR BATE REBR I E Y A F a2 A Rt

«Le pinceau n’a donc pas pour fonction de délivrer le contour ni de délimiter les formes dont il lui revient plutot d’exprimer la
structure, voire la texture, par les moyens qui sont les siens. « Qu’il s’agisse de n’importe quelle forme plastique, elle se raméne
toujours aux principes ¢lémentaires qui sont inclus dans les divers types de lignes et de rides. » D’ou il découle une notion de la
forme — pour autant que le mot s’impose, et qu’il soit ici recevable — qui ne doit rien a la délinéation au sens occidental, non plus
qu’au partage aristotélicien entre couleur et figure ( d’autant que la peinture, celle des « lettrés », a laquelle se réferent pour une
bonne part les Traités chinois sur la peinture de paysage — et d’abord les Propos de Shitao — est une peinture monochrome, qui
ne connait que des seules valeurs de ton). L’encre et pinceau comme chair et os : I’encre, si elle fait s’épanouir les formes du
paysage, ¢’est dans la mesure ou elle confere sa chair a I’ossature qu’il appartient au pinceau de produire. » ( Damisch, 1972, pp.
288-289)
W OTIMAENZEMINESE - RIEZAL - FRER SNPCRMANARE L « 2 NEE T - ME#EE - (% » 2008 -
37)
B T A BESWEIAR 208 S Ryckmans TEEE | —RAVEERE o RETEERETIRY] TR EREE WA Eﬁ%ﬂ
R o MH AR RED (1675-1752) Y (@& "B W & W EBEEES  TEFEmmEE - JFEMED -
D - G2 ST « BIZHERER - L DLPIRE - FREBI AR AR Eﬁazmg
B2 SFISESTIHIBIE « SR « R - B2 LUPARIE - FRBABS B o ) (Ryckmans, 1984, p.50)
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wisAzd #rog 2 o (Damisch, 1972, pp. 292-293) !¢ #mERILAREBEYIVEEFRER - MRES
e BV B ERELKER T AAFE

i SIS Bl Ry — T EIE A 18— Rt A cho AR T SRR | AVIBIZAHNTIE - (2%
fE TP R R R E pCGE AR - MR TR - £ T AR ) hAVENRE - (T > 2007
H 48) i > ZEhaE A BRI A EAY o AR T EE w2 PSSR ERE -
fti— B B AE A ST BR8N 8 J | L8 Sl 1 s s B R 4R I it
FFETRHY ©

— Wk EmmavEE T B A B R

R T @EERARRIEE  KE N ULKE R R EE en " S
B0 TSR (& ARV ARIE B A Y o B e D EEEEEN TE -~ B
09 TR DAORILKE R ORI E . - B — st R UK Em S > B
RS - (H1S T T TR AR AR

ARSI HERE - A TE ) RS EETERE T ) (substance ) MERAY AR
BIRG - TEBRETTER G B T RANINES 2 90 > WVE 2 —(E S Rt anY ~ AR — VISR YIH B 1Y
Bl - TE ) WIFIRIFESC Tousia ;) B2 TEAE | (being) [F]FE (Robinson, 2020) o A B EEYIHILHER
B EMINEFEAE 2 —EREE - iRl 2= TE | s EEYEEAE NS - 58
SR B TR L L @R R L2 ke o (T 0 2008 5
H 33) ZhtaRE - e RN UKERES T TE ) B ERERsRIERE - TE L I
NMEEREER B e s R Sy - e —TEERE) - SSRGS 2 LS HI S BB S - A8
IEERS 752

Th TR AP (et - FEmEHT T 225 > Fi? 2L BELLEF
(mot) # %% T4 i | (substance) g ehs ¥ 0 S d24dh 36~ 2 3 B 1%~ 12
TN RN Ly TR EES R R

BB ot e f 0 g A A R ) - B (TR LA A

16 «Si délimitation, il y a, elle aura moins pour role d’isoler, de séparer, de définir, d’identifier, que d’établir une corrélation entre

deux termes qu’elle ne pose donc disjoints que pour ouvrir le champ de leurs interactions et du proces dialectique auquel donne
cours leur opposition. » ( Damisch, 1972, pp. 292-293 )
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PRI A e A BRRER SRR R R RN - BT IR
(forme intelligible ) » & B -~ — f&4p 38 3% 532 7] - (Damisch, 1972, p. 295) V7

RS sm KB R T8 ) MEA B ARAE IR IR GG T T BHER Y TR REISUE
EZAEIEARA FEARE - MR EEiE Y /KSR A A S E e
1Y o WA DRI T AV E A TE - THENRIAE] KEBT N ZERME A  ER  MEE"H
i, R E AV RGERE - (Jullien, 2005) Rk - KEH - ILZKERA B ZIRERRER
KAy T R, ZE9y o fE RN IER B HHET. Z 48 B ARSE - BERE TR HIEEAR -

i B IR ARG st A T AR B L LK S5 A & iE — (B smhe o — e T H3 fir
PEAE S RERRG - ERE LAY T RER ) EREIT  seEPRY T SRR o MIERNVEREIE
B 2 I R e P = LAY BB - T2 AF R — TS A R - 46 H— (B B AR 4R Y
HEF - tptEsRn - " RER L WNERRN S » SRR TP sEs > BRI TS
— TR -

HIIH/ER T RER L B BEEREE TR, AE  TITEIIIAANE - BT ERY T B (le support)
Wt R /KEAT A ANERMAL - ZERHAVERIH R —ZOthsREE - TR W RAEEE » PRGN A
Bigm—E TR GEMEZ0  MEERE TEEIASH TR T 3 hf 272 2235 % ~

(matiere) » B3t ¥ - Bfx A o v 2 - THA4 42 R A - (Damisch, 1972, p.296) '8 [fi
BRI WHEE T AR ILOKER T O4R - EERRPARRAL AV - S2PRE QARE B E Ry R i
HYEREE - A TR T e ) fEKE R T eRAYER | (Damisch, 1972, p.311) -
AR TR BB BRSBTS R R LK S A =R - T
—(EFCRE - TR (EEEBNUKER - N R RIS -

FHEEY TR YSEEME - (et U KE RIS Ia T - e SR AR R Ao R B Y
- st ll e EEa ) R - fEHBER - LKERIVEEAEE A BT EIBGE 221
S—dEiEE S - FIIERA B AR R E R E—EES A EA T A T ME TR

17 «Cette « substance intérieure » (mais le mot est particuliérement mal choisi dans la mesure ot la pensée chinoise ignore le mot, et

jusqu’a I’idée de « substance », et ne connait que de I’interaction, des corrélations, des implications entre les termes, entre les
signes, sans se préoccuper de la substance qui les sous-tend et dont la notion, comme 1’a montré Granet, se confond avec celle de
rythme), cette structure (a condition qu’on I’entende en un sens strictement logique, et comme un principe d’ordre dialectique)
n’a rien d’une forme intelligible, d’une idée platonicienne. » ( Damisch, 1972, p. 295)

8 «Mais le souffle n’est pas d’un autre ordre que la figure ou la matiére; il n’a rien d’un principe « spirituel » [...] » (Damisch,

1972, p. 296)
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X (FE) /NE (FFE) - IEZEREREER(L - 2l T BERENEEEE
Fs EHRAY > MAE—(E TR HI 2R B K (R 485 2B o Y DIRE -

BE BRE AN PN AR SRS R TR FRAES TR E AT LR W
B~ #gﬁf:—ﬁ;fu‘yglg ...... [ER R A TP 1p BT s%%_@_ f@;ﬁ;{;ﬁj‘ra M fg,gg

(B &AL 5 B enfial) 2 @ eniz g B % o (Damisch, 1972, p.308) "

5 ml4
a0

FEEEREE A LKERAVE A ERN E B T AR ) L e EA BB EE R -
KR T WA RPRIEAVZAE © —F T SMmERELIRE , AV S8 T REREAE ) B9 - Y
ERRT TR B OPE iR EERYEERC - (S E R IR A AH R (S DA B e R AR A R
AR < BRI DKERG RN - Wit 7 ENEENIPT > #MRETREAEH
IECAF A Tl S P R e R AR (A AR L

- Eig

FEME R K B GE DUR i Re BB R 2 i1 st e iR A Ry
B - EESHMEE AR > il TARIMES TR DU T EERRIGHTE R ¢ g
AiIE > ZEMBEEE T RpkEhY - SEFUERIEELEHY T EVE RS ) (la sensation) » $H#1%7 - HI
(e MR TR EN S LF  F2 Ry T H I (la réalisation ) - BHZ 4L (signifiant)
B ARG -

FESTEIZEMAVRIRE T - ZEME EEERIERIRESA - BVERGE ~ 2= (le vide) ~ JHFZHVEREME: -
TR - B — R0 A M EARREERY TP iR ER ) £ E (B ARE BRI
e ESE TN - FREVIARER - MR ZE N PR AT E — LA S EAA B E R L1

TREE LT WM B ERER R EREDASUE - B e e e E AT LAY R TR
TN RIRERE ) NS o A H R E RN R IR Y -

19 «Mais alors qu’en Occident la paradigme, dés lors qu’il joue sous I’espéce phonétique, impose une analyse du procés pictural en

termes de représentation, de dérivation, de projection|...] le fait qu’en Chine [...]ce fait, cette détermination affranchit par
contrecoup la peinture de sa dépendance par rapport a une totalité « naturelle », préexistante, et qui s’annonce comme totalité¢ du
signifié, c’est-a-dire, en définitive, de sa dépendance par rapport au langage, au logos comme phone, pour établir — tirant
argument de la connivence profonde qui, traversant tout systéme institué, lie la trace picturale a la trace scripturale — a 1’origine
de Particulation ou le langage, et la « logique », la « science » avec lui, trouvent leur principe. » (Damisch, 1972, p.308)
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— BERSREPN

A ZE Y R E BV B IE R H S AR - (B8 BB Emi S R E a7 = -
AL T EREEFRE R | oKam > e " &% (transcrire) HYRNVE RV |~ T IERRFSRAY
BB R | - iU G A PR R VB B R A B A ARSIV - FUE
B PR LY S —TERTIR AR - 6 H 2 -

JBNE R I (AR H B R ZE M IS, - R AR i R M - ZE AR E A

(Emile Bernard) (5 FVEREH » (i —EEAVAEE MM RE BERIE TR » 1 B FHRSSSeAss:
{EHYEVE W - (Bernard, 1904, p.23) WIFLAVRRHARSE 8 o HfE—LREEEEARY - SEBLE AR ETE
BARST VR AR - EVE RS R AR EUE T R | (les taches colorées ) VAR & » I A 4@ HHVERETLR -
MEEE e E RS ER L -

fi &A% (Maurice Merleau-Ponty, 1908-1961) $13f " RUE R - " A1 | HESERRHVHE A -
B T AN AT E S 2 B - EE L RSB R A SBRERE B T IR RES R E
#ErE T RERAE ) E—ES  FERERAMSARS > 2R E— S h&SmtEE - AmiE
{E—TE BT AR RNAIE Z SMTEAEAIREDTTORS » R REVIENG: « 75 (HIBIHSER ) (Phenomenology of
Perception) | » HALFY "B | —R0 TN EEEEBRE - IERBAEEZNLE

(Merleau-Ponty, 2012, p.11) « TfifHEY » T A5 | (perception ) — AT LA B & RERE ¥ B E
B MRS - HsERNE S VSRR R — A - —ESRMETE - —EESR - — R &
WEIH AR NG - e BB > JAECHIRAYEHE Z ISR G - EFrvE
S o P HEVE EUVEAVALET o 78 (ZEMIAYHE) (La doute de Cézanne ) H » fE& BERT 50 Fy 28 i HY48
EAEME PG | BEPNERIE (réalite) (BURBEANVEIRS ) - 2Bkt Emn B B -
M4 EER T —HEEEER R (Merleau-Ponty, 1966, p.19) - fERRERFEZE M A RAVIFELTHE - =
TP ER— AR WP T A B RSN - BHS REME R T2 BIE 158K
e R RE B HEM R - TTEZ 2 — DR T (Merleau-Ponty, 1968 ) -

TELERNZZAY (FEREVE BV R ) - AEEEY > ATRTDIES T VB EVE | BT RIR AR
il > B R R4S - EUE RV 2B T Bl Ik AR L iy W B2 T SCEHAE (cliché)
f9 s (Deleuze, 2003, p.34) - LIt —RVE S HIEBIE S4@E « P=UEY > MAEE A2 —EE
BHY RSP SRR - TR EL R IR -

iR 2 2R BT - 3 T EVE RV B avA Wi (E S ES - H— A T2 ) BSP e
EEAZRBRELSER  MEOEAT - RE2EEMEGRPIER - S(LEEHE 50 - i
NEEEES - B siREME - EREZESE T T | (réalisation) HYTAE - EAHFIT " H
B BRI —ETEESRER - TER ) WIER R —ERESK E S ERA B - TR
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pE 5@' 5 K1 % 2 E iz

—fEEEsE (FIa0 : O ) EREENHARERAZR - (FErhdsk - SUEEEHE S - W
BhE U RVE SR ) AVERGIHERAELL TS50

RAaHI AT - HRDE - AL GRS A o - EE'JE%' »
AT L R UEEEER N RV ENEREL P L A 2 G i
Bk FF P 3 Ak B L RGOS - AEHNENOREET R
(réalisation) 2 & > F & p &= 57 - &7 e #F47 (le lieu fini d’une
conversion) > %igZ2 P > - FReB L EAFFHE RS BET AR v ezl ki
FoA AR P EIRG - BAE T BTk R R 3 R RS AR F
& % (sensations optiques ) » ﬁ‘}u{%? FRAda - #Tanv PapHRR e
g o s (2T HE ) BT R (sensations colorantes) + » fi&{’é_
&%+ A (représentent) T RO ERL BE o v FE BRI TR, Ol
AR T - B mipd REEBIR L FHOPAE S - B B LD -
( Damisch, 1972, p.314) 20

"RERERECEAS o ERNG ISR TIRES ) AV o DU TR RUB IR |
DUk TR B RGE ) B3 ¥ - 25 T VB R ERER RS ERITEmL T
B W ERIUEAER R - LT T B WA RN EE SN RYHSUE ZFE - T ke
Tl MR R 22 52 - RhELRE 2 IR RAYSR(E - MENEEAER— LU EB A - EWiEs] R
—&  BORS DU EHRS T BN LR RV R FFR 0 Bk ?*Eﬂﬁ%i%ﬁﬁf%iﬁu
HEMMADL > (LR HE HEENEEME LRI " HAM T RHEA] ) (donner le pas a la lettre du
tableau ) (FRHHBIRAHARNY T FE%E )~ Ul HE S ERBEEE ) T @EFEL FEER -
B IRRE BN E B E BRI A TR T~ St R eI R A A T
I > SR EE TR A S - R EHIRE (R -

20 «Mais la touche n’était encore pour Monet que I’instrument d’une dissolution des formes dans I’atmosphére : il faudra que vienne

Cézanne pour la voir assumer, sur la toile, une fonction constructive. Occupé qu’il était non plus a noter ses impressions, mais a
transcrire des sensations [...]JCézanne aura finalement ét¢ conduit & donner le pas a la lettre du tableau sur le chiffre de la
représentation. Entre la lecture du modele et sa réalisation, le tableau s’offre comme le lieu fini d’une conversion dont la touche,
qui le répéte dans sa forme et sa position, se présente comme 1’opérateur...et qu’il faut distinguer, du point de vue théorique,
entre les sensations optiques, qui se produisent dans I’organe visuel et font classer les plans selon leur degré de luminosité
relative, et les sensations colorantes (et non: « colorées »), soit les signes qui représentent ces mémes plans sur la toile,
moyennant la conversion que Cézanne dénote « réalisation », et qui impose de produire, en termes théoriques, la question du
signifiant en peinture. » ( Damisch, 1972, p.314)
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EREAZEAN - ARPHF 2SN LR - EW SN RE BEEARE - e A
WO R MRTBRATRE - NIt NI TR ARSI R - 72 ] RETERY 34 Ay -

AL e

T Rk UAOREE R EE R > W BRI T - ZEEHARIEZREE S T RAE
AR > MEVIARER » farmn TR T HIRIEVAT L 2 - FEZ MG R EEEAE « SEMAVE AV
TR TR Gl B GO N EO B R M e B AV IR E R R [EAY - (B2 T SR
A U A E R R B ) SO T EAAHE e MR BERE Y ~
ERSHIaAIATSE o R EMIRE B S S E - SR o MY TRl B
SHER > EREERT - — ST E S RS IIERIRER - 1 2 — T mES T ER
(NEE » Iy HEERIIEREE 22 (le vide) ARAJFIIL—FFE -

AT D22 ) fERR MR KRRV B - B FTOUEE 22 SRR IKE
Y T2 )~ a oS - Al EEREREMEENUIKE - eEOtETHE— "2, VE
o RERIREIHRE TR GHRRRRE > SEMRY T2 ) MEARERER LN TR EEERA
ERNESHY - R - EME I 22 BRSNS AT S LA - AR
HHIA—(EZE G > A (EH AR 2 2 TR HYEEA -

RIS T 22 o BESE 7 B R 8 P8 B oG am At » Yoy WREE MY T 22 ) Bl /KA — TR SE e RS
FEAGE R — " 22 MBS 4EE TSRV RATE 5 BIA0EPHE (Goya) (R ) ( The Dog in the Arena,
1823) HUMH¥IIE - EoL - LI/KERE 0 IEAELKEwATE LAY - 2 TR TR AUREIREE -
It— B R SE Y ~ HR LK SRR S A BRI « ZERI/KR Z 9 8 RN S e i im A 6
BRAY - EE AR B K - MEE—PEEE TEZ ) B sHEser =12

DRAENESR T HAER ) AT EEE o fEEHERY (R) 2 BHIEEEE S N AR AP
BT - MEREIEZ M RAT IR S — F iR A " B8R PR G - EWE
R S LN ZE MR B E T W EE A BAUIRRE > AR T oG ) A DL
FERERMAZGH ARG 2T T EYEY ) NEMAS - 2880 22 ) BBENEEEN
BT EEE RS S MEHARAT AT REME -

AT, HEd bEFREHEFRRELY H Ao BN > AR L 2

POoRTAEER IR R YIHEHE A DT R A AT 2T BT wiEd

HeEIRE ST o & ARG B i (Uimage) Il 4rf B ibhd
$4

(tableau) z. B ent=# » 1% Biiy B S (7RI EEHBNLE ) %
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Wi o LR kT P oo a4 17 5 - B A % (coupure) - (Damisch, 1972,

p.313) 2

EESENE 2 P LASRERZE Y T YR ) - BN R SR R NE E R - TEmEEE
R~ EREH > R B 2 R MER - 2By 22 > JhZER TER ) BNz
FEIEEY ARG ) BIPER - TSR ERE T I E 8% th i A S 3R A, -

EFEM g > WS ISR T T SRR R - MY TR SUERAR E R -
EE > B R 2 R E AR E PR 22 ARG FE BAffE)EﬁfEﬁZEP
TSR L — R AR ~ BBy T & T E0IIRES ) EOEREEARE - 300 TR E T LEER
P ALY GERENEITER - WRSRGINIZE MRS b — R il > M-~ ERm b
MG > ARG ) DU T RARATE ) AYRRERS S > AR Ry iE R A SR R AN o
i~ B FISIEE T Ba Bl R - WEES BT TEE AR R 2N R - FARE R —
T T EEDGEIRIRAR ) Mz AR E RBUE E ARG BEMTEYNEY - Bt
R

PEEBE A A GET L ZHRE ) TR R & 0 L F - ARrEiend
ARIEETE TVARE B A4 T s 'F‘Mr}’ é@m,hqﬁgﬁ_ﬁg%ﬁq%&,%%ﬁ—;

PRI & R SR mﬁ%‘“* BRELTEILATHERL D
V- W st N N ?CFJ% R > v RS ERB T FRIEF 4] (refoulement/
suppression ) 4% 2 3F 17 ¢ @ pranfed] o B Fadrd] 0 B hjff‘ufg% T4 - B
AREFE - AR TS EE ; 1o (Damisch, 1972, p.313) 22
FEMF Ry M Em Y A AR B - HE F A DU T B RS RS AR LT 2R B AR TR REF —
fe RS Sy T ENSEK TZE?EE%ZAiﬁiﬁfﬂ bfﬁﬁﬁ@ o UHPEME ) AR IEAIEEAER (FE82) F

2l «La rupture décisive interviendra avec les derniéres ceuvres de Cézanne, o, dans les lacunes, dans les manques de I’image, la
toile elle-méme impose 1’évidence de sa matérialité, tandis que la prise en considération de la surface du tableau 1’emporte, sans
retour possible, sur la recherche de I’illusion de profondeur. C’est par ce déplacement de /’image, proposée a 1’imagination, au
tableau, oftert comme tel a la perception, plus encore que par la déconstruction de I’espace traditionnel qui aura été le moyen de
ce déplacement, que ’ceuvre de Cézanne prend, au détour du XXe siécle, figure de coupure. » (Damisch, 1972, p. 313)

22 «Mais ce renversement, a la différence de celui que parait impliquer le « service des nuages », revét une portée véritablement
dialectique [...] produit au contraire [...] la surface comme support de toute inscription, de toute construction, le support comme
surface, matiére premiére qu’il appartient a la peinture d’articuler. Cette production confére a I’interminable théorie du /nuage/
dans la peinture d’Occident son sens, en méme temps qu’elle en rend manifeste la fonction d’écran au service du refoulement :
refoulement du signifiant, refoulement de la peinture en tant qu’elle en rend pratique spécifique, proceés matérialiste de

production. » ( Damisch, 1972, p.313)
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TR FMIGES (phone) 33— » MEMAEALH " OIS, 802 TRRIGE, 21b - 4
LA AR S i S — (PR (5 © 4 > B8 T @&E ) AGECAFRE BT N DU &R ER
5534 AR TEEEINE  HIHR ORI GERNE - (ST 7 - R 2
AR EHIER S » WA E— o] D E— BB A i ap 24 DU E RAVER S - TS %
HiE% > RERE ST HIBARE -

B - #55R

teERRERAG R TR EEEAIEST - PR EGE S HIRLS It ER g EERD
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Damisch’s Treatise on Symptoms in
Painterly Expression

Chia-Yi Liu’

Abstract

The purpose of this essay is to pinpoint Damisch’s theoretical perspective in his treatise on
painterly expression and its “symptom”. In his account of the historical turns in painting during the late
19th century to the early 20th century, Damisch raises the idea of a “symptom” at play. Hence pointing
out that “symptom” does not equal features presented to the eye, nor does it possess an absolute
definition. Instead, “symptom” stands for the very gap between modes of thought. Thus, Damisch
outlines “symptom” through a series of dialectical inquiries, investigating its relation to certain
theoretical concepts. In this essay, I will elaborate on the three investigations applied by Damisch,
which are: (1)“What is at stake in the field of ‘representation’ of expression?” (2)“What is at stake in
the field of ‘form’?” (3) “What further development does this ‘symptom’ lead to?” It is shown that these
investigations do not merely reinterpret the significance of the historical turn of painting during the late
19th century to the early 20th century, but also bring together the act of painting and that of discursive

analysis, amplifying their resemblance.

Keywords: Hubert Damisch, symptom, representation, form, signifier

PhD Student, Department of Fine Arts, National Taiwan Normal University
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RAATFTIREERE & » —HE2Af#yas (Jean Baudrillard, 1929-2007 ) M ERAVIZ sk © (EHSE
—RFEAE (VI#e %) (Le Systéme des Objets, 1968 ) Fth - st HR S LART Sy 7 B 22 Bl e (AT
FOVFEREIRAE > 789 - A - g 2 BRI G 3 — 20 Dl 855 05 = ith 0 (B (E P
B % o iEREIZ )7 R IERE > AL RAIRE - FIRRA i RERYESE - A - %
BEEF PRIV - ERE BN AB UYL Bt EAER R © 104 % (consommation ) ~ #E#S

(média) ~ #Ef5: (simulation) % » MHEL N » AREFH BT AN RSB A AR Fs AHI -

EEAIL - AAA5EE 1996 AR (FRIBER ) (Libération) 3551 ( Eiffiiy4eE ) (Le complot de
Part) » 2 HSHHE BREEENEECE Y — -« MFEAVEREHN R CEN S
F - RERE P AT oo M OR S A #1E REHT ~ RN R ni e & BV E T H B E 2 - f
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b OMRGEEAY R (A BRI FER 0 ) —30 ST R R R R A (e R S
FEEHUMEE (FREEA - 2002)

2 JBEETEZFE S “Baudrillard et le « Complot de Iart » : nullité et nudité des idoles” & (FRASENTELE) 56 29 HA » 7
TSI FERE R AT 2 300 « R KA A — » SEE AR CEA s (R S DU SOR T - WS latk 2 3
EATHERE - EZRSCELIE R CMmmsl (Bigry3est) © MGV ESRE) -
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Bl BItEEBER

"l ) (transsexuel) Bl THES5ER | (transésthetique) BARFAGEAE (EAiTHYILEE ) B E iR
TR (B EE SR - AR E AU —E TGRS - BE L - EEZ ORISR - 7B
S 1990 FEHRRAVEAE (FE2 B ) (La Transparence du Mal) » 32Kl > AfiBifE ig ke L EE T
WA AR RS W ERL S YR SR - TR A S W (B (F R R R Rk SR FL SRt - ERIIEL - AR
ACRFRAIRERGAERS M B T TR B TSR ) EWAERL SRR (EETHYILEE)
XEPHER (SIh8E) MM ? B Z ERYREH SR 2

AR R CE T ME SR, T HERREE ) BB LF R S R RYHEERRE - $r 1 — T
EEEIAN FEIRVELIRRE— — B "M BYIRAE ¢

ERGFEEE T Y iRtk (S A e i T ARR2Z Y AR F - A
(une transparence du sexe) » i& > 7 #-p - 2y b e pr R | - B ELE R
oz ? oM AL ALY v AL REY PG M A BRI AL F

(hyperréalité) + B o ¢
yp P

Nl Ry E T (trans ) o AEARA S BB RSP ATHERYE A =g ¢ R B -
BSi - S JEE R IRESRARE TR R IR EAER T R RN R TR HIIRRS o A
T T B TR RORESEANEEE IR GE A — (SrRE S kee R 2 - 5 gl A
AR - AR T A RAY ) IREE > T2 T ERRE AT RAY | o FTA RIS M AR o
[F) 22 A — o A — TR PRELZAVIRES - T ", E=EaR R - SR E - MEEs
AEAZER T B 2 B B #OR TR - FIR AR AR - SRAVED
Rt EfEt " v e 2 FREZ > %5 B a 2R G0 LT 3 Mo, EREREENE
R T T R L)% HBLE AL RE R ITEE A THE BB IEEEEMESE | ARE -

[FIF - BB SR ER AR th A IRV B

Jean Baudrillard (1990), La transparence du mal. Paris, France: Galilée.

JR3Z  Aprés lorgie et la libération de tous les désirs, nous sommes passés dans le transsexuel, au sens d’une transparence du
sexe, dans des signes et des images qui en effacent tout le secret et toute I’ambiguité. Transsexuel, au sens ou ¢a n’a plus rien a
voir avec I’illusion du désir, mais avec I’hyperréalité de I’image. (Baudrillard, 2005, p. 77)
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Fgpern Aot > v e KA I TENC RAEY 0 5T TR REA T E S DT R
(banalité esthétique) + ehfl 5 » ¢ Flpt 3 T LEHF °

SR 1% > 2R
¥ # (Dada) DU #HS2 (Marcel Duchamp, 1887-1968 ) E’Jfﬁ}ﬂz%ﬂfuu <<H,R§$E;|5>> ( Porte-bouteilles,
1914) ~ (3£ ) (Fontaine, 1917) % » REEAflTHEHA A —TE T ST , BYGANR - HHtL - BTSN HRE
$E AR RS AR AR EmAYSE - B BURE BT OB A — i e E
M WIRIE (BB ER At AR P - SRR T EN - wERG R " Eilrsidk
iy, T EEEBEE | PSR - RIS (ER IR - %ﬁﬁ%ﬂa TBAAAF - R AT HYER )

(ready-made ) » i’ 7 BEHEA B AT o - SRR T2 — (I T 3EER | AYERE > BRAG R ERDUFRE Y T (HE

A ey BB TRl ) B TSR | AR —ERAIRERY S - HISARAY ISR
AR THU ) RS ISR - M2 FER A SR RRELREE - }E{%ﬁﬁ’\ﬂﬁﬁ RS (Bl 3L
i) HERSCEIARRE - @ NS am i S LA TR ) IR

ZAM "M BT ERlg ,  RA IR MEUE 7 Ryl AnA o B T’ELF@{IffE%,u%T’E%EﬁBﬁXﬁ
MUEREE 2 BE L - T BULpch TN BAR L E B OHVEE R - BB bakiEaE
LA R o 1771 B A W (S [ SR B[R » Hor 2 — (2 + iE W (B Ay
o #E AL AE (AR ARRAY — e A | b o TERlg T IR - A an (e Ay T RS
TER VAR

> H

frfuﬁﬁ?"’? T o ORI g Y $¥ % /4 (objet) £ MR OE Tl S o Bip
BREH > 25 % fiv R (%5 5 (puissante ) > T}ﬁrFﬁ{'} % R 2 AN - Ao M F
Beni B v Y air A %o B g wﬁ A B (2 A &
PREREAMALK ) Ra o S B 4ngrag e (forcer) A5 Ao 11 2 B AEFOH
R BE (volonté) 4p ¥t/ ©

JF3Z * Ainsi de I’art, qui lui aussi a perdu le désir de Iillusion, au profit d’une élévation de toutes choses a la banalité esthétique,
et qui donc est devenu transesthétique. (Baudrillard, 2005, p. 77)

J3Z @ Pour art, ’orgie de la modernité a consisté dans 1’allégresse de la déconstruction de 1’objet et de la représentation.
Pendant cette période, I’illusion esthétique est encore trés puissante, comme Iest, pour le sexe, I’illusion du désir. A 1’énergie de
la différence sexuelle, qui passe dans toutes les figures du désir, correspond, pour I’art, I’énergie de dissociation de la réalité (le
cubisme, 1’abstraction, I’expressionnisme), 1’'une et 1’autre correspondant pourtant a une volonté de forcer le secret du désir et le
secret de 1’objet. (Baudrillard, 2005, pp. 77, 79)
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iy an A S R il S R AT RIE A % E%ﬁm’%f SATERACEEY T AR AL
EIARMHYE T " B E RV EMIREE —ZFIHEEA B - slEZEReE ~ B
g —HHITERERE -

(TR ) R 4 302 543w (maudite) 284 ch— 05> > o - B ILF o
BURIME AR A E S B ARG ARG~ o A KA LIF A
& eh b fpins B P e B 2408 5 (publicitaire) £ f ¢ 0 v Sy d4p AL ?
to I LA it e (pornographié) £ A ¢ 0 & B AR E LA 27

B PATA RIS > ER SR B SEIRE R EATAIERY  RtE
BT ES g5 A AU st ) fOXRE BN RS B ARV EAlr R IR Bl 2 > 38
INEROERRERAE " BIE4% ) b - A EENET > FRRBEEEE S > —UJEEEN
AR FrAR SRR ERES AR R R BUE L E IR AR &R T AEL)SR ) TIFHE
AT Rz A A A ? TESRER ) (B iE (e I RRSER, - IR QT Bl e R la AT bRy 22 52 -

ERAEEE IR T T MRS ) AR o AR E AR IABMA S
th TEEEE - EHTS > B Sn B E Lo USSR TRy DR, S o BAALE
fEthey TEEsSREE ) AIRTHE—20 i A 8 RSB R RFRAY— (EHERR. - TEARA oy E{F (VIREZ)
o BAERER T BIRFIRALARSS T ) Tem IRV ThRECE P E(EAE t — 2T IAREL - FFIRILIE
Ak T —EETT9E - MG RIHRER - HE(EE - ERNER > B T EENFFRL ) BiE
(Baudrillard, 1968, chap.1) - T EigHIFFHALEERRNE ? WiARAGn i = - HE RS E R © fHEEE
PR IEERR -

# % @ ( insignifiance ) ErhE LA LEASOPR A ARDPL

(dénuement ) > % & i} *

ERE Rty m*}firr?? - RCEl2
SR FB T o - fAZ & (rien) 0 4] (initiatique) 75 5% » & 8- " & ;(Mal)
SRR RN g"ﬁ A A o R 2 g (nullite) i *’}5  F o A R R

AR RN G E ST E (Mal) g -G H Pz A9 o

pid)

J3Z : Lart (moderne) a pu faire partie de la part maudite, en étant une sorte d’alternative dramatique a la réalité, en traduisant
P’irruption de l’irréalité dans la réalité. Mais que peut encore signifier ’art dans un monde hyperréaliste d’avance, cool,
transparent, publicitaire ? Que peut signifier le porno dans un monde pornographié¢ par avance ? (Baudrillard, 2005, p. 83)

[ 32 © Linsignifiance —la vraie, le défi, le défi victorieux au sens, le dénuement du sens, I’art de la disparition du sens—est une

qualité exceptionnelle de quelques ceuvres rares, et qui n’y prétendent jamais. Il y a une forme initiatique du Rien, ou une forme
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@ F_grie e % % (illusion radicale) - °

BB skt - Ao AR EASSHY T Rien  ~ AESHY T Neéant - o] DIEEAR B EIEHY ~
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A E (i 2 fRvVER > Rl EiNS - ZAIE " HAY ) AVRRImEraE &, 1y
AE - BEE o AR IR R B E TSR ) fREZ 0 Sl S A
FHPRALHERE - MM [ — 2 PIAVEREE - tptiesi - T PRt ) Usi > 2 Dl seg: , i
e (EflahyHa) ERSCE T E AR o

HREYIRSE - F bR RS > B S A ERE L — o MR E AR E TR
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REER D —PHRRES - RGEME SRR T EERE - i TEsRs ) fIESE
Folim - FHE— Pt g S (EEAR SR LA - AR (Eigryksl) SCEPIEER QAT -
FERL Sy A AR VAT IR A B 8 il 2 Ry 2R > i EA R R EmP By

initiatique du Mal. Et puis, il y a le délit d’initié, les faussaires de la nullité, le snobisme de la nullité, de tous ceux qui prostituent
le Rien a la valeur, qui prostituent le Mal a des fins utiles. (Baudrillard, 2005, pp. 87, 89)

J3Z * Quand le Rien affleure dans les signes, quand le Néant émerge au cceur méme du systéme de signes, ¢a, ¢’est I’événement
fondamental de I’art. C’est proprement I’opération poétique que de faire surgir le Rien a la puissance du signe—non pas la

banalité ou I’indifférence du réel mais I’illusion radicale. (Baudrillard, 2005, p. 89)
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e AL L R B (nul)o kB R R (néant) £ATSLER e v ie-
&1 o w2 & (nullite) 22 & § & (insignifiance) 2 % & — B & 42 @ % 5 B e

A5

3% Fuk (stratégie fatale) HE 2 o 10

A Eae sy » RAEIESRARIRET ~ By - EEE M "9 a0t - R PR E I
EAERY DB - BEEA EERY > RERAELN  BtEERE - IRERHEIERTHY
[ (R D P e T R A T T e AL AR R B T T A E () AR -
i (E (EEREE - MEE 2 MR fERAEIERE P HEENSE - ERIEATA
TR REUEMIEE © PTLAEREREEMT R - BAE SRR - BAREEENVSGEAHART -
BER  WIRRIREE AR AT T R R e ATS A B B o » SRRl s B pbAPRAY " 22
i T alkE  AURTIR o

IRAETRF AT AT IR AL HE ) T RRImA YRR i > BRI A R AR T SEER | SIRRR - FELE
AT DR R (a7 B B2 A AR M A PR © MBS B iR R PR S L A ST AR T T8 T 24l

10 JFZ © Ainsi Warhol est vraiment nul, en ce sens qu’il réintroduit le néant au cceur de 'image. Il fait de la nullité et de

I’insignifiance un événement qu’il transforme en une stratégie fatale de I’image. (Baudrillard, 2005, p. 89)
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EARIE > Wk " Esfr , EEEE Tt o B ORE ARG T e (RERS )
( Campbell's Soup Cans, 1962 ) 542 (A& &) (Brillo Box, 1964) » BR T Efla EACH 2 2RI >
SRR R ERYSE ~ BiSE 2 0N » AR ERIESMEESE - fEEE - WAZiEAAHE
B ERR TS8R TR o pBATIEAYRTIRE - SRR TS E G - Vi R e R UE e
AT PARIRHE M B b N R R AVESE - ER Y DIERE RS - EEE Rkt B
1 |
T IRE T B ER SR LAVERAR - AR A s, :

HuHpps - e E (nullitt) 95 £ K0 > & PRRS Eh R - AR 2L A4

e (publicitaire) Aj5% ~ B SR A5 o Ao FRE AT o 8 PEF ks PP p 2 D
£%E (nullite) 15 BRI EEAREAES T 0 v A A p R K BT

Y =] n Ba L 1L A - L P N 11
K= R e R = -~
ﬁ:m.,iﬁ- l% 13 (P @;FH'* - +£’:,{dtr‘ﬂ ¥z 0 )o

FEIE B sk h o AR LA TS L A Ao R B R fer iR (R (R 51 T RssRAE L - T (b
FSEREEREE » FOREEMZ M SR RElpgSE - B iimalss & - el p T "B, - 8
BRAVME B (o7 A E AR [E Z BRAE RS » DRAETHIPE S ] DUFS (e it m] DAFS (R 25l > ZRA] B
fEREMIIRTE ¢ TS > AR R AT R BB TR - 72t - A LB RATA iR (E T W
(HE SRS - S - A HEBARERIMER - #2— T ZRE T ) AVIRIERE -

TEE ) AR EEEAE T B EYmAY A EEEEIPRERIER  ERE
AV A EREE - K AYmE S > WIERBTEEYISEIE > FTUE S ER SRR AR EES
(Baudrillard, 1968, chap.4) - [fij " &l | /8RR > Sl /R o] R e 2t dnty £ ) - (HEEE
mnfl R TSR AT » IR SCHITHRE L FRH » 08 » — LB G S IR ~ BRHR - Smillit B S i e o -
AAZEHNFTHGE - & Zp R NPT (S0 - it - Swalitele R T T Eilndn , A5 0 [F
IRFp Ry BT RAR BRI SR -

5 —EFR ARSI AEAT A 3 I PP R 2 AUl T 2R ) (nul) IUERER L I H K EE

ey " AR ISR PR AR LR © HIE R R AR S A R SR AL - IR RAE SRR

""" JFZ : Les autres n’ont qu’une stratégie commerciale de la nullité, & laquelle ils donnent une forme publicitaire, la forme
sentimentale de la marchandise, comme disait Baudelaire. Ils se cachent derriére leur propre nullité et derriére les métastases du
discours sur I’art, qui s’emploie généreusement a faire valoir cette nullit¢é comme valeur (y compris sur le marché de 1’art,
évidemment). (Baudrillard, 2005, pp. 89, 91)
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SR BT E AR R RS - With - MBAER B8 — (BRI EER > e RS #iriE =
THESREE ) IVRPIRILEEIR - Bl s N Bl Ry T IR R ) B R

BRI E R R B RANEER - FS R T ERE TS - BilTEEN & EL
B~ RRATTGEIRE b - WL - Aey R PR E| - BB 2 Rkt -

Fopre S8 (2 EEEGETS Fopf s 1 L AR EF G Bagy
20 ) PR R h- AR o F BE- R e pn s AR ATR PR A R

Fhlb- BrlSgEs  afvr Ty 2Tl g ¢ _(résignation ) ¥ g4k o 12

FEIE B > AR EE TSRS H T - BB iisnIiE - SiMmistEA T —E T
HE | AUIRES - JRIRTER © EilirySsERAIEHHUY - S AL AR AR i faA T R &
ZE(EF > RIS EAHREES 20 T aRil ) BT - amilFEES 8 > —HEAT
HESIS > WS ERIDRE RS © Sl B SRR MBI S o AU E RS BRI R (S
BRI pHR TR B (E - - I E T 2R B A S0 EE -

F (R R TS E > B AR (E TR MR IREE R - AT AT
Z R FRENEFAE  FrARSUEERR R TR (ERR « IO — - WG E RER A7 -

frifrnefe (oY) SCED - B T EER TR ) ZRIWRERGUER © Hh 0k
TELEHH o TR EEMTHIRT A LHE A > SR EIRAVATRE 55— BRAE R S B Mo e |
B EER TR ERER L —ERTIRE  MERECRREEL - P EYE—ATRE - ERIEG]
THIESR WA R UZE RS - A o DL E S VR A - 58 T B ER
ST A RE - S EREUE TR - FRAE S —TETRERY EH S -

1~ EEEER

o S ER SRR AT S BT ER AL PR 2 o S (BT SRR ) —SCHIRRRY T R R b 2 S
b o BEILHITSETEE 2015 SRt (BRAUSETERH) MERAHE » Pk T —RIEEEER
H-(R&E o JE/EHE (Jean-Paul Curnier, 1951-2017) (YSCE (Afifiynndil (Eigrytsh) « (AEAVREE
BLRER ) » BZOCBTEL 80 ~ 90 FERAVABIEEAT SR LA R AT in B3 (EAflary I3 ) — VB A

12 JFE3 : [...] lart est entré (non seulement du point de vue financier du marché de I’art, mais dans la gestion méme des valeurs
esthétiques) dans le processus général de délit d’initi€. Il n’est pas seul en cause : la politique, I’économie, 1’information
jouissent de la méme complicité et de la méme résignation ironique du c6té des « consommateurs ». (Baudrillard, 2005, p. 93)
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A AT > BV R AR AT i Y E (VB AR T ERASUIR . — « AR
EXENRTH R E Wﬁ%ﬁ&%iﬂ WAL > SEH A MBS L’%T@%ﬁﬁﬂﬁ
eI TITELSN - RS R R REEFH N T BB M IR WP B E R =
T S ALAT 7 S Y R AR YR e Z R

[EEEZR CEIA =7 © BRI SRS ~ Moo AE &y 2 FH7&
o> DURHA B e T B ESR ) SHERENS - BER R [BEBEZR ENIDGEA L
E@ﬁ%ﬁﬁﬂm RIE AT AR Ryt A o (A ary 3R ) — VB e  ZRREEARIE =
SEREAI AR -

B BEEREHE BRI E 5 1960 A/ MNEFAT A TR, BT
o BIE > FE—-UealAvEE et SR > AR IR EERE M E AR LER] > e T E
ARSI RSB G2 - RERBUGHRFEERI T, - I RS g g me
HEHE -

FEIERRHIARES S8 2 T A S AE S b H PR B (REE T 57 R e BE(EfRt TR/ A&
{EEE -

BArEd A H A P B AL ENME BRELERGRIFOES RPN -
TEHEHSE R FRaR W oA R 2R B hmRpe o
vz Pa@sheng ) BRAE o T RS ARE B (FL G A k2 R e SaAg

N i o (7L SR eRE SR R D P 2 L% 2T 0 R SR M e 4 o

ﬁ%ﬁ’E%%ﬂuAﬁﬁﬁﬁﬁﬁéhéﬁﬁﬁﬁﬁ% REMERA) ~ St B g
Hamil ~ SAEHERAVE S - MMA e R CEN RN A S — — EEER R —— 2 —EREE
foEEE ﬁﬁéﬁ%mﬁﬁrﬁmjﬁ% M SRR ARy » fEE T A E R e
AR S 2 B TR HRS B T B EFEAYEEw ) (réactionnaies ) AYEEE » M fEEEEIEZ

POEBEERHRE T A S (i) PR EFEEA 0 A AN B AL PSS EP A PRI -
W2 e 3o (JEST ¢ Cet exposé sera alimenté non par une analyse a posteriori de ce qui fut réuni sous le titre générique du «

Complot de I’art» mais par I’expérience vécue ensemble de cet épisode qui nous a amené Jean et moi a des prises de positions )

(Curnier, 2015, p.56)

JF3Z ¢ Ses raisons d’intervenir sont a la fois nombreuses et profondément liées a sa pensée comme au role qu’il assigne a la

pensée. Elles portent sur les questions de valeur de ’objet, du signe, de I’ceuvre, de conception de [’histoire, de
>crepi T jON au profit du réel et de 2orie. Soit : la valeur comme imposture, la fin comme

décrépitude de ['illusion fit du réel et de Statut de la théorie. Soit : 1a val ture, la fi

non-avenir et comme toujours-déja dépassée, la disparition du rapport réalité/représentation sous 1’image et sous le simulacre et
la théorie comme jeu et comme piege. (Curnier, 2015, p. 59)
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Ty FY B EHHEE R EE -

T A SRR R FEN R R R FIE B RfR 0§ R ENTRA
Posi 507 - fEHRA S Fpt e TR i AR AT RAE RS A A PER g
Birg o

Nzt

T R - i A endle s - i R e iR B R - BEE
g - AR A fRp Y AR Reandsa B ENS) L 0 AR AN P o o

T 371 54 ) - Y "2 S - N & [N S
ERFIER-PHERF L L -ty e g F A K

HIEF R - [EEEI R EVEREENERMAA I E R (i) —SCImRRR - I
SRR 2 VETREITRRE > EORWHRIM T T B8, S iEnEENHE T A E
eAFimAER - MR ATE RS ) (EEIRE - B &L E LA RS E Ry AT S B
A - ERRFAIER TSR35 - 280 - (e =78 o] A e SR S A R BRI [ -
RIS A7 o B PR T h B o AT

HRASCHTE SRR - A S H SR E T e 72 (B A SR © RIS~ W
FHAE SR A F ) B8 5 LR AR MR E R - i MR SR 22 s - 1 (TR 3LEE)
EEERRMS L — TR T E R R REGRE 25 > BRAR A R AU R AL AR,
AR > VRIS > AT A Ca (i HA% O R AV S B R B Al #mE e T UTA L - AR
B MEAA TR R MBS AR - Al A IR AT s A L T SR T i
DUR AR S PLER (RS ~ H Y AR lE (T

BESE - S5 TRFSR ) ARG - fEARA Y BB E IR RIS - A s B
o Qi PRV > YOohHE T S EEIRSHE - it - Em TEEE ) EEE -2

!5 JF3Z:Cela le deviendra trés rapidement pour une raison au demeurant facile  comprendre, ¢’est que cette notion fait rapidement

office de label et en tant que telle déplace la valeur des ceuvres : ce ne sont plus elles qui font I’époque mais 1’époque qui les fait.
(Curnier, 2015, p. 43)

JFSZ ¢ 1l est certain que déplorer la disparition d’un art de la présence au monde, d’un art qui s’insérait dans la distance entre le
monde et nous, d’un art de la représentation jusque dans sa déconstruction, cela en cette époque ou cette distance n’existe plus et
ou I’image et la réalité ne font plus qu’un, n’a plus guére de sens. Reste toutefois 1’enchantement qui, lui, en a peut-étre encore
un. (Curnier, 2015, p. 54)
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BT ~ B > 4 ] DUEIER AR A ca Y RS (R H AVERHEHI R RS WA RESIR

ﬁ%iﬁflﬁf (ay el ey R 3 AR HE P T - oA RSBy S E h » ] R L A 7y o Y A
T T EEESME ) AU - RS - BeIRE T DUSE RS MR AR AT A o B RE e SRR SN -
ﬂlTU&Eﬁ# (Sfigy et ) WIRRA RoAna A VAR T SEAVPE SR - RAAse " B &
BRI SR - RS E E AR MIP AL - Feimra s (Er it 5 —— TR & Y
BHEEAI{Z IEHYLE -
Foo Ry A e (EflvIEEE ) B PR HA R R REH] - R
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EH T REMR R R
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fifr e (EETHyHEE) —SCh 23R B E R - BN E & EEAIRES R
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IR IAGRRE ~ SRbHAHIIIS - NIE > Tl TR ) BATH R AZR G  ERHALH
AYEREh - WINIE By EIFE REEE ~ L HII5HIr -

A R A% e LR R IERY SR A RE NI S 2 ER - MERR A BT S 11 g5
YR EEE RRRSRIES: > 40 - B~ SPEERS - W5 IRE > EERMH RIS IS - #o0bit s
TUKAVEZS > HEMETE B L AR R - FEZT B REMHIMEA N7y A IRy 37
B¢ TIGREERTOE ~ B2 Z HHEY ~ BRIV ER S B —J7 > A6 aeHY o ATAVRERZ (E
T Et G R R B R AR B IRSCEAVE R — - 2RI A s
BHEH R T —(EEF AR g RS E E SRR A S - I E R
g (EE A F I FRI AR AR - A7 nofE BTt Eam o BRE E53 ~ E R irry szt B
At - MY E BT B B VAR R M R EEAEER > BthEmR S
W R SCERIHA -

fhifrnoaZ e SCE T - PN TS L E ARV IR T ARy )~ TRy, > BESIH T H
BHEH MRS R - EEEENSCET > AR SR — R MEAIRE -

N
jud
Ny
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4y

FALE] 0§ A a TRpAEMRA] ) R TR BT ED P nd e Sk
LARPeE S o4 ARG #NE FIRRLA R EA Rl G R WA o o b
oo ERBELE GERARDORIELZ  BERE B R E L S RT
Bho @HLITE ERTE RO P BLR B AR ¥ B A5

17

BE b EREAAA L EEEARIAAER 1S - it IR AR A EE & A& - 52
Ry AHAEE IR ~ 40y " AE o i EE RS - B8R - BRRARE T3, Tt
g AE N TREE ) B WAL « IREZ HIERVILE o AR an THESR RIS > AERYRLE
A RREIEMBFFEM T Z2E ) B SN B AE AR L B

IRV IE T S EERIH AR - Ml "9, " il ) (EEMRELRE S - 1T

R(E(E ) AURTIRHE R AR ——Se SS M B A no Y B ARG S, — B Ao B BRI AE T HAt
Sl ) WEMAIRIET S - 15N EEEERAnA i B R0 E - 38 Rt S S ARl &5

17 JE3Z : 11 n’était surtout pas prévu que 1’absence de régle et d’énergie ou se complait un marché de ’art dopé au simulacre puisse
étre mis en cause « dans les régles de I’art », ¢’est-a-dire en rendant lisible ce qui se rend mystérieux par ’illisibilité. Le procédé
est, en la matiére, bien plus semblable par 1’élégance altiére et joucuse au geste fondateur de Marcel Duchamp. Duchamp, grand
prédécesseur en matiére de propulsion vers la fin de régne, que ce soit celle de I’auteur, de I’ceuvre d’art, du simulacre ou de la
valeur. (Curnier, 2015, pp. 51-52)
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A E A IR - B BB A LGE AT FORALAY ~ BlEESE R RIR S
e HRSAR it — M S ERIRRE - TA0[EARA SE TR ERAT T HY & U SR RE et -

frifr e — B DU B —E AR EER S — B F e St e B bR Y
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FHE (Arthur C. Danto, 1924-2013 ) " EA7fq& &85 | HUAHBRMES - A0 oo BEAUIES s (S BRI RE
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TEREMREE I - B RAIRE -

SE 2 AT R (EigryEEs ) & h ey BB R oA Bt L - TR AT A o
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18 EQL ifraa e/ H 1980 AR R i - WA S SR - RUREBAVESITI S - iy nn & ARRE RE 2T
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The Conspiracy of Art. The Context and
Problems of Thinking

Ting-Hao Chiou”

Abstract

The purpose of this article is to reveal the context of thoughts and underlying problems within the
work of Jean Baudrillard’s The Conspiracy of Art. Six parts in the main body of this article will be
discussed. Within the six parts, key concepts such as transsexual and transaesthetics, the transformation
from modern art to contemporary art and its following examples will be discussed in the second section
to the fourth section. The remaining part utilizes the essay, “Baudrillard and The Conspiracy of Art
(nullity and nudity of idols)”, written by Jean-Paul Curnier to compare with the writer’s point of view.
Furthermore, we can generate deeper and thorough thinking process about Baudrillard’s critical context
through Curnier’s essay. This article discovers that Baudrillard looked into the contemporary art
through the lenses of sociology perspective; in addition, he puts himself in modern art’s position and
examined the development of contemporary art. All these works lead him into criticizing and be
mindful of how contemporary art are becoming deceptive and orienting towards the phenomenon of

collusion.

Keywords: Jean Baudrillard, The Conspiracy of Art, contemporary art, theory of signs

PhD Student, Department of Fine Art, National Taiwan Normal University
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