e -A “Pirates V:ew of Art Hlstory

nacra SherHn N

In the giobahzmg contemporary world 1t is v1ta1 for minor 1anguages to 11ave access_ B
* to major languages. A lack of access would be fatal to their survival, “Translation” is
i he1r survival kit. This also means that minor non- “Western languages are subjected to
- Western edltorshlp, censorshlp, and even rejection and cancellation. Such acts exemplify

~:the politics of translation. Let us briefly examine its dynamism an_d mechanism in the

"-~E,j@1?oss—c1.11tura1 exchange between “the dominant West and the .m_arginalized rest” with
i briefreference to Bengal and Japan, encompassing the fields of commercial transactions,
stock exchange markets, world literature, and pre-modem, modern, and contemporary

- “art history. How can non-Western cultural products obtain “civil rights 50 to speak, in

.the Westernized global market? What are the by-products such a: “promotion” produces
“as a result of necessary and inevitable compromises?’ Let us examine the meaning of
- #piracy” in this process of cultural translation. “Piracy’ here is perceived not as a criminal
‘act per se, but rather as a beneficial form of resistance to political hegemony. Who is
entitled to define the “criminality” in question? And to what extent does the “pirates’
‘view” invalidate the geopolitical domination of major languages and hegemonic cultures?”

Batta-mon: Between Piracy and Authenticity

“Batta-mon 1s a colloquial expression local to the Kansai region of Western Japan. This term

- designates commodity goods circulated and supplied through irregular or illegal channels.
Though the etymology is not clear, batta-mon, or batta-things, are to be distinguished
from bacchi-mon or pacchi-mon, which includes fakes, forgeries, counterfeits, illegal
imitations, etc. (this pair of terms may be of Korean origin, and may have circulated in
Japan first among Korean residents). By coincidence, batta also means grasshopper or
locust. The artist Okamoto Mitsuhiro took advantage of this chance homonym by creating
stuffed artificial grasshoppers and covering them in leather printed with world-famous
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E .._-brand marks st grasshoppers prmted Wrth the locros of Chanel Gucc1 Fendr amonc -
"fother brands Were exhrbrted at the Kobe Fashron Museum m 2010 AithouO"h thts event -

__ - went, for the most part, unnoticed, one of the Compames whose brand ma.rk was used
~ tooknotice and demanded the removal of all the pieces with the brand maker’s logo from_
SERARS 'the exhrbrtron space, clalmmg that they mfrmcred on the company S trademark rights 3

S Okamoto the batta-mon artist, was accused of copyright Vrolatton and threatened
.Wlth a lawsuit for damages to intellectual property As stated above, batta-mon are by

o -_deﬁnrtron irregularly circulated, dubious merchandise. But Okamoto’s batta-mon were

o “authenticated,” ironlcaﬂy enou0h by the very legal accusation made acamst them Let |
o __me add that the artist never made it clear whether the printed leather used in his pieces

i ~was authentie or 1llecra11y counterferted Thls however does not make any dlfference '
- asthe pleces were not mtended for sale. In : any case, the authentrmty of this artist’s batm-_

- 'mon————that is, objects dlstnbuted through 111egal channels—was recogmzed 1ega11y What
- resulted turned out tobea sophlstrcated tactic for obtammo a mark of “authenucrty”
g soelal reeogmtron as a fake However, the reeoom‘aon was paradox1ca1 because this
~very form of authentication deprlved the grasshoPper-form of the barra—mon the: rloht

- ‘to be openly drsplayed to the publlc And one. mwht Wonder what exactly was bemg

' v1olated” in this case?
g ~Okamoto’s barta -mon were subsequently removed from the Kobe E ashlon
o Museurn The claim against them was filed by the Director of Intellectual Property. at
- the aggrieved company’s Japanese affiliate. Upon receiving the claim, the municipality
of Kobe and its Foundation for Cultural Promotion immediately ordered the removal
.~ of the works on May 6, 2010, Okamoto and the chief curator of the museum were not
informed of the removal in advance. The clalmants also prohibited any future pubhc
exhibition of the batta-mon. This demand was injurious to the artist beeause he could no
‘longer exhibit his pieces. Yet, through this tactical defeat Okamoto trrumphed in terms of
general strategy; he succeeded in provoking an excessively self-righteous reaction from
one of the world’s top-ranking fashion firms. And in excess of its original intention, the
exhibition also exposed the hypersensitive stance of the Intellectual Property Director
in his defense of his company’s brand mark. Indeed, the Director went so far as to claim
that the exhibition went “against public order and morals.” One might think that attacking
a local Japanese artist would lead to detrimental opinions of the haughty position of the
exclusive brand. However, in this case, the protection of potential financial profits took
precedence over the concern for maintaining a positive public image of the company’s
global brand. The company’s threat of censorship approached the absurd.

One might conclude that this corporation or its legal representative missed the rare.
chance to promote a new product. Indeed, many consumers were eager to obtain one of
these cute grasshoppers branded with their favorite logo. It is easy to imagine how the
brand-mark holder might have profited by buying up the patent for Okamoto’s batta-mon
so as to legitimate its “authenticity.” However, if authenticated, the batia-mon would

66 REVIEW OF JAPAMESE GULTURE AND SOGIETY DECEMBER 2014



uld make it an 1nauthent1c batta-mon, no longer worthy of the name. How can the";

the batta-mon case.’ _ i S
. The legal system may e phllosophlcally deconstmcted in terms of its pr otectlon e
_t_he brand mark. Who is authonzed to attach a locro to What kind of 1tem‘? Who has the =

not authorlzed to circulate partlcular goods thh specxﬁc logos? The case of the batta -1on -

' dndicates that several layers of different restrlotxons and authonzatlons are supenmposed e

d condensed in the conventional and legal use of t:fadema:cks ‘One may even question the - -
; erversrry of the brand mark 1tse1f having become. the commodi‘fy Consumers 10 longer
choose a spec1ﬁc handbag for its aesthetlc des1on or functmnal efﬁc;lency, but simply
for the sake of the brand mark printed upon it, which they want to “possess.” Another

_ §example dev1sed by the artist Tano Taiga sheds hght on this preposterous situation.

B ."-?(Needless 10 say, preposterous ‘means that the. convent10na1 deﬁmtlon of “trademark” G

- s a certificate of the quality of goods is no lonoer relevant here ) - i

“Tano’s Monogram Line Series (Monoguramu rain shirfzu, 2010) COIlSlStS of

: "fabncated handbags with explicit brand logos. Yet these handbags are not made of

~ Jeather; they are imitation handbags sculpted of camphor wood covered with a colored-

. fpencﬂ drawing.® Equipped with a hidden video camera, Tano put one of his wooden

“imitation” sculptures on his shoulder (as if wearing a bag) and walked around -

‘a flagship store in Paris to see what would happen; nobody seemed to notice
“that he was carrying a wooden fake. But it would be inexact to call it a fake, because the

- wooden sculpture is deprived of any practical function. Tano’s sculpture cannot be sold
as a knockoff of the original, because the wooden replica cannot substitute for a leather
bag. What matters is only the visual illusion it creates. But it can be purchased by art
museums as an authentic and original piece, a wooden sculpture with a pencil drawing
on its surface—unless the brand-mark holder were to protest against the purchase and
take legal action. After consulting the brand maker, the Miyagi Museum of Art shrewdly
covered the logo marks on Tano’s pieces to avoid the risk of being sued. The case also
questions the limit of current notions of the counterfeit, revealing the ambiguity of criteria
underlying such legal decisions. Both Okamoto’s batia-mon and-Tano’s Monogram Line
Series blur the margin of the fake and the authentic. With the prospect of the proliferation
of such objects, one may wonder what is at stake in the overlap of the contemporary art

market and the highly commercialized brand-image industry. Can these parodies of
brand-name merchandise dismantle the worship of brand-name labels that has swept
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: 1ongel be authentlc baz‘ta-—mon as they Would 1ose the dlstmc’non of bemg somethmcr -
_'t'_.does not cuculate asa regular conuner01a1 item.” If the creator Okamoto ‘were
o have been bribed by the management of one of these compames ‘what would have
ppened‘7 His artificial creature would be protected by copynght and could therefore no -
onger be pmperly identified as true batz‘a»mon_thanks to this protecnon‘ Authentlcatlon i

wuthenticity. of an act of § pn‘acy be sustamed? Thxs 18 the ﬁlndamental paradox revealed :

ht to Testrict the apphcab;hty of the mark to spemﬁc commodlty goods‘? Who is and i is =
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: o "-'consumer behavzor throughout the woﬂd’? Partlally, at least‘7 And 18 the “theoretxcal reach”- ﬁ
S of these amstlc pastlches 11m1ted to a warnmo acamst brand~mark worshlp‘? S

i Export Lacquer Faked J apanese Authentlcﬁy EERIEA i
- Letus briefly review the history of how “China” came to mean porcelam and “J apan
RN ..;"came 1o mean lacquer ware. Thanks to Rosemary Scott, Angela Schottenhammer and
" other scholars,” it is now well known that during the early modern penod Chmese'-
i '_'manufacturezs in Jingdezhen ° 1m1tated” Japanese Tmari ware, and Japanese potters

- in Atita exported “fake”- ngdezhen ‘ware.! The notion ‘of authentw versus fake wag
':'less lmportant than competmcr by means of’ faithful and tactful copies of an ongmal of

o hlstoncal 1mportance “Stealing the secret techmque of your rival (ancient or modem) :

was not a shameful or criminal act of theft perse because one couid not fabricate a copy of
.h1gh quahty Just by stealmg itor smut,ghng itaway. Rather a*‘copy’ (uz‘sushz which also

" means “transmission’”’) was a respectfhl undertaking, an achievement of understanding

:craftsmansmp mgnalmcr the highest honor. Moreover the reallty of these comer01a1
" transactions cannot be reconstructed snnply by relylng on statistics recorded in ofﬁcml
- documents. The more complex reahty reS1ded in Ilieoal t1 ade Where not only baa‘ta ~mon
'but also bacchi-mon flourished. - SN : -

“Let us consider the case of Japanese export lacquer At the begmmng of the
_seventeenth century, the standard forms of export lacquer from Japan changed
dramatically. Previously, Portuguese_ merchants had commissioned Japanese lacquere_rs
to make utensils for Christian ritual use, objects such as retables or folding lecterns
‘ornamented with nacre-inlay and lacquered with motifs such as camellias. (tsubaki),
lespedeza (hagi), and maple (kaede). Trunks decorated with wave designs (seigaiha)
and topped with hemispherical domed lids were also extremely popuiar However, tastes
changed with the takeover of commerce by the Dutch, and items for religious practice’
disappeared as Christianity was forbidden in Japan The trunks W1th nacz.e—mlay were
superseded by rectangular boxes.’ : ”

The most famous remaining examples of export lacquer after this change are the
so-called Van Diemen box and the Mazarin chest, both in the collection of the Vic toria
and Albert Museum.'® As these works demonstrate, nacre inlay lost its popularity and
was largely replaced by picturesque landscapes or exotic genre scenes of court culture
realized in maki-e, literally “sprinkled picture,” a technique of building up designs in
powder or filings of gold or other materials on or within the layers of a lacquer surface.
We should observe that authentic lacquered wooden furniture was easily modified in form
and function according to this shift in European consumers and their tastes. Despite their
fascination with lacquerware, it is obvious that neither the Portuguese nor the Dutch were
satisfied with just any item made of lacquer. Both groups of Western consumers sought
specific forms according to their own needs and ordered different types of decoration
according to their particular taste. As Japanese export lacquer goods strictly for foreign
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,errsumers the chests for Portuguese elrents could easrly be replaced by boxes for Dutc:h

' an) could easrly be replaeed by a batta (grasshopper) in the manner of Okamoto’s baz‘ta— o

impose their own branding mark in the name of “mtelleetu.al property” (althouch the

en poor qualrty Western 1m1tat10ns were referred toas ]aparmmg”)

- ebjeets they were specrﬁcaliy ordered for export to an 1dentrﬁed destmatron in Europe =
ough Captain Frangois Caron (1600- -73) of the Dutch East Indra Company The panels .
the box are decorated with maki-e deplctmg imaginary scenery of the. eourt culture -
medrevai Kyoto (from the eleventh to the thirteenth eenturres) with cou.r”[ ladies and _—
gh- rankmg gentlemen in official costurne Cur1ously, _however specrahsts cannot :

_ lidentify the subject matter depreted Some. pieces may well evoke famous scenes from
 lthe Tule of Genji (Genji monogatari, c. 1008), others a scene of hunting in the Zale ofthe
ga Brothers (Soga monogatari, late twelfth to early thirteenth century), bu’c the images -
ken as an ensemble do not appear to constrtute 2 coherent narrative procrram or even. .
ake any iconographic sense." : : o
“Some specialists are still struggling in vain to produee a ratronal expianatrorr
for this apparent farrago. However, one may easily understand why these narrative
aintings refuse a specific namrative reading. From the outset, they were destined for
foreign amateurs who were expected to be ignorant of Japanese legends and tales The
manufacturers and artisans freely arranced attractive, preturesque and exotic scenes -
without aiming for overall coherence. These were images intended simply to please
the eye, and not intended for exegesis and ekphrasis by certified experts. They
iwere authentic-looking fabrications to be appreciated only by those who could not
-understand the absurd features of the scenery. In other words, a “faked authenticity” or
an autherrtrcar on 01" t‘re fake was achieved for the purpose of proﬁtabie corm‘n.err*ral

'?jacrlterra To return again to our earlier question, one may wonder why this is not
true as well with the global brand company that rejects identification with a local
‘batta-mon."* Perhaps in the future such companies will fabricate goods of “fake
~authenticity,” or “authenticated fakes,” as the Japanese lacquer craftsmen did for
foreign markets in the seventeenth century.

A ray-skin shield with lacquer ornament (ca.1580) is preserved in the collection
‘of Ferdinand II in Tirol, at the Schloss Ambras on the outskirts of Tansbruck, Austria.'?
This shield is said to be a Japanese product. However, my personal expertise does not
sustain this opinion. The image of flowers and squirrels on the reverse is not realized in
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ents. To return to the logic of batta-mon, the Louis Vuitton bag (a forergn brand” in
7. Okarnoto s position resembles that of the rnedieval Japanese lacquer craftsrnen and : _
_se Who purchase brand goods today as “forelgn 1mports resemble the seventeenth~: e

niury Consumers of Japanese lacquers J apanese cabmetmakers were notina posrtron'_' o

panese makz e teehnlque remamed such a uruque and mrmrtable brand mark that f_".: -
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. the gold-lacquer mak1~e teehmque of J apan but rather n the manner ofthe 130‘1““ pamtmcr g

_' t“__'*-*probably exported to Southeast A31a and transformed there mto a shleld and then sent |
~onto Europe Where 1t was nustakenly v1ewed as al apanese produot Such decoratwe _
- -embellishments were frequently added in the course of commercial transactions and
' recirculations. Chmese porcelaln was decorated with gold and sdver S0 asto add Value
U _for both the Indian and Islamic markets and eventually cherlshed for this added Value in
: Cits ﬁnal destmatlon in Northem Eulope The fact that these items traveled all the Way to
S '_'Europe was the key factor, and occasmnal additions both in decoratlon and commtssmn
. fees were necessary sutpluses The additions did not deprive the items of their aura of

"_jauthentlelty, on the contrary, the fact that they were augmented by other treasures and

' ornamentation dunncr their voyage added to their oncunal Value The manufactu:ters and

o mmal merchants d1d not complam about such ‘abuses.”

N Ultlmately, some decoratlve 1acquer underwent an unexpected metamorphosm
‘10 Survwe on the surface of Rococo Afurniture. The 1egendary etghteenth-century

S cabmet—maker Bemard van Rxsenburgh 11 mvented a secret techmque of stripping a thin

~layer of 3apanese Iacquer from its supportmv wood body and, like a skin transplant
- aftaching it to the curved surface of Rococo furniture. Outdated lacquer decoration
- produced for Dutch export was “recycled” as it were, and found. a new habitat on the

~front and side panels of Rococo commodes where it could serve. once again in elite

Western residences and royal palaces. Such lacquers had become very expensive for
Europeans due to the suspension of ofﬁ(:lal trade in Japanese lacquer by the Dutch
East India Company in 1693." o : :
o “To return to our- 1n1ttal metaphor of the batta -on, One- could say that Van
Rtsenburgh s operation can be likened to transmsmc brand-marked Gucei or Loms
Vuitton leather onto the wooden body of a grasshopper without the permlssmn of
the copyright holders (had there been any). Was Van Risenburgh’s modification a .
violation of copyright, constituting an infringement of trademark? If a time machine
were available, would the Japanese lacquer craftsmen sue the French ébéniste for
damages? Would they present themselves before an international tribunal as an instance
of intellectual property abuse? If the norms of repatriation espoused in recent political
and artworld discourse were applicable to such cases, perhaps the Japanese as well
as the artisans of the Mughal Court and their authorized descendants would also
demand reparation for damages. As the art historian Kavita Singh astutely points out,
the owners and architects of European Rococo palaces like the Shonbrunn Palace in
Vienna have caused irreparable damage to Indian cultural and intellectual properties.
In decorating their palaces with imported Indian items, they completely overlooked
their original usage and context and had no misgivings about dismembering precious
painting panels and reutilizing them on palace walls.!
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-f-The Metamorph051s of Commodrty Geods Between Loeal and Global Markets

':. 1o imitate. And his choice of the blue flower pattern retraces the Dutch-Chinese trade of
_"-_the Golden Age of the Netheﬂands At the same. t1n1e h1s oeramics 1m1tate the form of L

: *;‘J_potatees Why the potatoV One st remember that the potato came all the way to Europe o

. source of 1ts 1mportat1011 to J apan 18 N1 evokes the 1tmerant path followed by the potato :: :
RO '- he. mtentlonally overlaps his own mlgratron W1th the tuber’s tour of the world. In domg s
i i_i so he 51multaneously transmrts another message Just as the potato took root m Dutch.-..; -

. : accepted by the somety to Wthh he has 1rnrr11grated

- The naturalized vegetable serves as a metaphor for the artlst S 1n1grat1on Indeed

L 'the fake ceramic potatoes Whlch the Chmese artist mass produces are full of relevant - -'

o connotatlons Frrst the size and form of the potato is. ﬁttmg in that it can be crraSped and - .
“ cherished in one’s palm. The tactile sensation is cause for alarrn in- contexts ruled by

L modem museolocrlcal protocols originating in the West, which stress v1sual observation

. at a distance at the cost of direct contact with the materiality of the objeet Seeond __
| the slightly irregular spherical form also evokes that of a Chinese Water-dropper one -

i " of the four treasures in Chinese hteratl culture (namely, brush 1r1k stick, nk box, and

- Water~dropper) And yet Ni’s pieces are fake as they are non—functronal Water-droppers L
According to the definition proposed by Immanue1 Kant, pleces of fine art must be
deprived of practical use, and their “disinterestedness” or Interesselosigkeit, lies at the

“core of their artistic value.!” While modestly protesting this Western definition of fine
art, Ni’s potato-like objects suggest a possible alternative. Third, the implicit allusion to
Chinese tradition also hints at another use of the object. By grasping the ceramic ball as
a hand exercise in the manner of Chinese “exercise balls” (jianti giu), an old person can
stimulate the brain and avoid senile dementia. These tiny objects thus promote the moral
principle of filial piety and substantiate the wish for longevity, a universally relevant
message for family harmony.'3 :

Fourth, and this is crucial to our discussion, the potato-shaped ceramic ball
performs remarkably well in the “money game,” earning considerable revenue in the
system of business strategy and commercial promotion. On the one hand, people cherish
the uniqueness of the item in a conventional manner, in the form of art appreciation. This
is why the original should not be reproduced or be easily reproducible. Copies should
not be carelessly propagated as this diminishes the value of the original, which Walter
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L The deeontextuahzahon of 1terns from then natwe lands and thelr naturahzatzon m forel gn - ::3 S
' landsare two sides of the same coin. To examine the mechanism of transmigration, letus =~
s consider the case of the contemporary Chinese artist Ni Harfen ,who resides in Holland,

where he has gained fame for his potato-form ceramic wares. His cobalt-blue glaze
e pwment 1S remmlscent of the Chmese porcelam that Delftware art1sans persrstenﬂy tried
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.::-:-Ben}amm oalled 1ts aura ”19 On the other hand however people covet the treasu:fes .

'_}that their nelchbors cherish. They ‘want to- possess something similar to what their

| ne1ghbors possess One. should therefore create a balance between scarmty value and
mass produenon The potato -like ceramic objeot sat1sﬁes both of these. contrad1otory
deszres Each potato—hke object is both umque and sm:nlar n shape to other homolooous _
. .1tems for no two are 1dent10a1 - : : : .

' Through the eonjunctxon of these four factors the potato shaped cerannc
ball efﬁe1enﬂy arouses cur1031ty and enhances the desue 10 possess those that are in

- commercial circulation, To jumpstart th1s domino effect, N1 initially- distributed specimens

“ free of charge as token glﬁ:s When every household possesses aNi 0b3 ect, the artistwill be

= '-unammously recognized as a member of s0c1ety His integration in Delft Wﬂl be reahzed

- At that moment, Nl will'no 1onUer be an 1nd1v1dua1 but become a tradema:rk recogmzed

. by all 01t12ens In fact in recent years the artist h1mse1f has evolved. into a brand of sorts

asan 1mport agent beoause he handles a great Vanety of “fake” mass~produced garden
. furniture made of ceramic with cobalt-blue decoration, dxstnbuted under his own license.

" This megalomaniacal proliferation testifies to the transfmmaﬁon of the 1nd1v1dua1/art1st

- into an entity with the status of a “legal personality.”® T '
Ni’s transformation or metamorph051s is not exceptlonal but typloa} of successful
--cases of adaptatlon and’ 1nteg1atlon into Dutch society, and similar also to the way the
potato entered Europe. The process also marks his personal passage from a vernacular
market (within the Chinese cultural sphere) to a global market (represented by the
metropolitan city of Amsterdam and Dutch society). He is remembered for having
exhibited, at the beginning of his career, a. wall with neon illumination that emanated
illegible letters. The work was called Trojan Horse (2008), evoking the metaphor of
border transgression by a dummy gift that surreptitiously inserts itself inio the target
territory to perpetrate subversive activities. Illegible letters or texts that are impossible
to decode serve as vehicles of cryptography. They resemble a Trojan horse inasmuch as
their indecipherability constitutes a potential threat.!

This reminds us of another Chinese artist, Xu Bing, who became famous for
calligraphy composed of fake Chinese characters of his own invention. His work is
worthy of attention in terms of its translation strategy. Let us point out two aspects of
Xu’s maneuver here, his “double tongued” duality and “auto-poietique” proliferation.
First, Xu does not hide the fact that his invention 1s a fake, insofar as it is not an authentic
system of letters recognized by Chinese culture. He exhibits the inauthenticity of his
invention for the sake of the Chinese public. Indeed, anyone with a knowledge of Chinese
language and culture can easily ascertain that his invention is a fake. At the same time,
however, he is intentionally targeting Chinese-illiterate viewers, who are not supposed to
be able to “read” the letters of his invention. It is true that the Chinese-illiterate viewers
do know by hearsay that his characters are not legible, but they cannot “read,” as it
were, the illegibility of these characters. They are lacking in the ability to recognize the
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hey are as they stand before Xu’s ealhcrraphy 22

yond recognition.

z-a relevant alternative code. -

hinese influence has been prevalent. “Fake letters” appear to have been invented as
gestures of cultural resistance at the fringes of powerful centers. The J apanese invention

syllabic phonograms and the Korean invention of Hangul, the world’s only entirely
ificial phonetic code, which was invented during the reign of the Emperor Sejong

Moreover, the northern nomadic peoples who wished to compete with Chinese civilization
invented the Khitan script (ca. 920) and Jurchin script (1119); the needlessly complicated
characters in both cases undoubtedly reveal their inferiority complex vis-a-vis the
iifinential cultural center. However, these “fake” Chinese characters were legitimized
as “authentic” in official documents of these dynasties.?*

it is not by chance or accident that Chinese artists with the conviction of bridging
their own culture with non-Chinese cultures invented new sets of “fake” letters so as to
facilitate their communication with others in their passage of transmigration.” It must
already be obvious that Ni and Xu are none other than direct descendants of “china”
‘porcelain makers and “japan” lacquer craftsmen. This observation brings me to propose
;‘-the necessity of promoting a “pirates’ view” in translation studies as a means of fully
?__:gnderstandmg legal and illegal cultural transactions as a whole.
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:leclbﬂzty in ques‘uon They are certamly ﬂhterate but they de not know how 1111terate_3’“-.3 :
o Xu is, in a sense, a’ self—conﬁx‘med Crlmlnal in that he exhlblts hlS fake and'_:-?__' _'-':;:. g
mmterfelt art with a full awareness of ¢ cheatmO” the pubhc “And the counterfelt 1S
'_eessful insofar as it not only cheats those Who are ignorant but. also, and. more___z-f.
portantly, those who kIlOW full wen that they are bemg cheated Xu has been sueeessfu} S

cause he knows how to entertain a public that is literate in Chinese eharacters They.f'_”-._-_' -
oy his ealhgraphy of absurd 1etters no less than these for whom the absurdaty remams :

Moreover, Xu has recenﬂy alleoed that thh study, hzs fake 1etters become 1e01b1e ':'
nd he. dlstnbutes a textbook for this ‘purpose.? Indeed he multlplles his own fake o
araeters remaining faithful to the pnnc,lples of an 1deooraph1c mode} By combmmo o

sic elements, a Chmese character amalgamates itself s0 as to bear and transm1t
mplicated meanings. Xu elaborates his own system of fake letters based onthis innate
chanism and dynamic. Whether the outcome is authentic or not is a question of its
ture social recognition, one that the. artist himself is ne1ther necessanly 10T entxrely_-*:.'
'ponsﬂale for, Here i is ope example of an initial act of pnacy (it was onﬁinally lackmg .
sbcml recognition) gaining authonty httle by l1tt1e and eventualiy 01rcu1atmg in soc1ety__- :

‘Historically, similar cases have occurred at the penphery of cultural spheres where

the seventh century of hiragana cursive and katakana fragmented signs to serve as .

and promulgated by him in 1446, are “fake letters” within the Sino-centric worldview.
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T -*The Stoch—Exchanoe Model of Translatmn Toward a “Plrates Vlew” of World

-’-'_Art H;swry

oo—1In the Guise of a Tentatwe Conelusmn GRE

'::-;-“Secretly 111sertmg into the text a message that. those aware of the sﬂ:uatlon could
- ‘understand but others would take in a completely oppos1te way has | always been a

- thetorical measure to which those excluded from the media and power and umntentlonally

I j'releoated to the perlphery ultmlately resort.” So writes the film. historian and cultural
Lo critic Yomota Inuhiko in accounting for the situation ‘of Korean re51dents ‘writing in
L jthe ] apanese language under colonial rule; and perhaps a similar: sort of “dog»whlstle”

i _eommumcatlon 13 operatlve in the artofa Xu Bing ora Ni I—Ia1fe11g i
S - The same mechanism can’ be. seen to functxon When a text flom a mmor and
fsuboxdmate cultural sphere 18 translated mto a maj or, predommam market To offer a
comprehens1ble metaphor one might think of the stock market. To be listed in the stock
~-exchange, each company. has to satlsfy initial hstmg requ1reme11ts The. mtematmnal
_'f-stock market is to world literature what the 1oca1 market is to national 11terature The
‘latter ‘is either ‘confined within the borders of a Iocal languacre or unwzlhng to step’

. beyond. the boundaries of the vernacular language for fear of losing its initial and reliable

‘readership. Colioqmal expressions are not always exportable ‘We have exammed briefly

~ here some aspects of. the contemporary world art market in a historical perspectwe 21

“This analysis will help us better understand the role of t1 anslanon—lneludmg non-verbal
_-commumcatlon—m a larger context. . L
In the process of transferrmg vernacular 1tems to an mtemaﬁonal market
' _'modxﬁcataons are often required. We might ask to what extent local flavor must be
sacnﬁced S0 that an item can gain global recognition. And, at the same time, we have
“to gauge the extent to which standardization must be rejected so that an item can
transmit local or historical partlcularltles In other words, the 1nte1play between the
limits of permissible heterogeneity and rejected homogeneity is at stake at the fringe
of the cultural stock-market system. In the current crisis of globalization in the world
economy, the mechanism of piracy must be scrutinized, as the black market secretly
sustains and subverts the legal market on the surface. On the one hand, local markets
tend to be erroneously seen as illegal black markets due to their different commercial
customs that remain impenetrable, incomprehensible, and hence unfair from the point of
view of outsiders, or “international fraders.” On the other hand, the assumption that the
global market is the only possible legal market on account of its international visibility
in the hegemonic market system is equally mistaken. Thus, the interplay that takes place
between local and global markets gains vital importance not only in the study of real
politics and economy, but also in cultural studies.”
In this very context, Okakura Kakuzd, the legendary author of The Book of
Tea (1906) and the first curator of the Oriental collection at the Museum of Fine Arts,
Boston serves as a guide.” He left his Japanese colleagues and artists with an enigmatic
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nderstandmo this parabie when transposmg it to the oontext of the Woﬂd art market _.
Vhat can “English” stand for in the visual and plastic arts??! T he. Greco-Roman canon
ot the only standard for aesthetw criteria. Should the J apanese or Indian grasshopper .

d do so at the risk of being accused of v1olatmg Westem copynght‘? Thls questlon Sl
rings me to. the Indlan poet Rabmdranath Tagore.??: i S
Tagore was a Bengali poet for Whom Enghsh remamed a forelg*a tongue 2013 L
a) _ks the centennial of Tagore’s receipt of the Nobel Prize in literature, as the first Asian
aureate. In 2012, that is, 99 years later, Gayatri Chakravorty Sp1vak an mtematxonally -
enowned hterary theorlst from Bengal and a professor at Colurmbia University, was
osen as the reo1p1ent of the Kyoto Prize, an international prize with the ambition of -
overing fields that remain m}.acknowledced by the Nobel Pnze What has happened in-
e‘fween‘? And what is the meaning of the 99 years that separate these two cele‘ozfatlons'f‘33 -
e time- span between them cannot be that of a szmple contingency. To this. quesﬁon
/hich has many relevant answers, let me propose the followmg anecdote and suggest
n additional scenario. :

- Although they met only twice in their lives, Tagore was deeply 1n1pressed by
,\Okakura In his posthumous tribute to Okakura, Tagore provided the following insight.
' :Recollectmg Okakura’s first stay in India in 1901 to 1902, Tagore remarked: “[Okakura]
vould often buy some very cheap thmgs like simple clay-oil pots that _peasants use,
th ecstasy of admiration, some things in which we had failed to realize the instinct for
;beauty 34 Discovering everyday utensils and taking them out of their original context
(decontextualization) was common practice for Japanese tea masters. Ancient tea masters
de everyday Korean rice bowls into historic masterpieces (naturalization). Such bowls
pere given names and transmitted from one generation to another as unique objects.
‘Following in the steps of his predecessors, Okakura also procured marvelous trouvailles
(lucky finds, to use the French expression) on Indian soil, where tea originated. Economics
eaches us that decontextualization supplies added value and exchange value to otherwise
ordinary items. Herein lies the secret of commercial transactions as well as the origins
f “piracy” as their inevitable side effect.

 If Tagore listed Bengali poetics in the stock exchange of world literature by
f{-_translatmg his own collection of Bengali poems, the Gitanjali, into English as Song
Offerings (1909), Okakura, for his part, listed Asian popular crafts and the aesthetic
i;practlce of the tea ceremony on the stock exchange of world art through The Book
“of Tea (1906). Both writers overemphasized the superiority of Oriental spirituality
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fesson for iravehng abroad If you are ﬂuent in Enghsh he adv1sed 11; is better to.y Wear
our vernacular clothing, but if you do not speak English weil, you had better put ona .
'estern coat’ If “Enghsh” here indicates a universally valid tool of communication,
‘seems as if Okakura were preaohmg that local color cannot be effectwely expressed L
ithout the adequate suppott of a universal tool of communication. 1 have dn‘iﬁoulty mo

rear Gucei or Ferragamo skin so as to disguise itself in acceptable or de rigueur attire?
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N over. Occxdental matenahty 36 Judgmg from the perspoctwe of ouitural transplantatmn_

" conducted in the transaotlon of commod1ty goods through the Indian Ocean, it ‘may

.~ be wise to lecons1der these cases of ¢ cultural translation” from the ¢ ‘pirates’ view,?7-

I Tagore s and Okakura’s. operauons were successﬁﬂ it is simply because they both
 knew quite well the very limits of their posszble Oporauons within the Western colonial
- world system 1o successfully conduct cultural “piracy” Wlthln the xestnctlons of the
~rules of the game (regle du jeu, as Picrre Bourcheu called 1t) * 50 as 10 make such an
illegal transaction 1ega1 (or to make illegal transactions legally), one has to recognize
“the margins of the rules in the game that one is obhged to play (jeu. de regle). Indeed, by

: - -imitating Wostem attire, ‘you may be accused of mﬁmomg on-(Western) copymght but

by putting on aborlgma]/natlve at’ure you may be accused of violating the dress code
~Asian individuals were forced to mount soph1st1catod modes of resistance. acralnst such
| -bltter constramts of ¢ mtellectual colonialism.” Thus if the colomahsm they opposed

can be seen as Operatmg like a system of “global pzracy comparable to the world wide

L Qstock exchanoe market, then the tactics of Asian intellectuals like Tagore and Okakura
arelittle more than forays of “mmor piracy’ launched from local and vernacular markets

" with the aim of filling in gaps between the local and the global. But who is entitled
~to determine the rules and permissible margins of the game?? This is the question of
cultural hegemony that we must consider and negotiate to further our resistance against

g _.mtellectual colonialism, wh1ch 1s the Ulobal plracy that contmues to 1mprlson us.* o
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crossing the Indian Ocean. Let me
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Poulton and Rustom Bharucha for
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