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0. Efii=Art&ZDED FROBKIGEZ DER

Semantic Field around “Art” in Cross-Cultural translation

o 1epvn techné (T R—)= THfii I[geijutsu]
o ars (7 JLR) =TEAM Ibijutsw/ T 7—k][a:to]
« ars et sciencia T ERZE of. BEATEFEIR]

Nishi Amane (1829-1897) Encyclopedia (1869?)
o 1gyvn (Greek)=ars (Latin) = T (%) ff I[(gaku)jutsu]

YR TEdT ) [gijutsu] [EERI69. [(EE BIGE

Y technology (17C.) TR I[kagaku-gijitsu](1941)
 Scio= sciencia =Fachwissenschaften [F}% |[kagaku]

¢ ©lEB%|[rigaku] <ME5#] physics<HELi- Rdi-ki

Ingenium=>Engeneering= T2 |[ko: gaku](1877)=>TET |

Cf. € F7% Kaneko Tsutomu, LUZAEF Yamamoto takamitsu
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AUV)—-&'4F7—(Henry Dyer 1848-1918)
1873-824F TR
BREVLET

P - The Collected Writings of Henry Dyer, in 5
e ¢ e . mirrm  Vols. edited by Nobuhiro Miyoshi (Tokyo:
Z?”ﬁi%g ;f%‘g;% %ﬁﬁ?ﬁi‘ Edition Synapse) ISBN 978-4-901481-83-0
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I industrial art/ art industriel
FGFZEMT  Angewendte Kunst

1854 South Kensington Museum

Osterreichisches Museum fiir angewandte Kunst 1863

L'union centrale des arts appliqués a I'industrie 1862 MAK Wien
<« London International Exhibition on Industry and Art 1862

Société des arts décoratifs 1882 (républicaine gambettiste)
= Exposition universelle a Paris 1889

I TERSEHTE4 IK6bu Bijutsu Gakkou 1876-1883  LE}&

TER MBI TR MM ORI (2)7RIOENBUAESO KB
JSRT—EMELOBR [RMI74JIBRE) I 5RT— R—1 X - RERIE
Eﬁ%ﬁlaﬁﬁﬂifﬁﬁﬁmﬂ%fffﬁ'J7£E0)§frﬁ%§& BAR—] (RRAFHEMN
EjE.EEﬂ—F HR/—rHARICE B EM IS ORIBIE [Sa—DD 4] 618
=

Translation
mistranslation
Bk EERE B AEBRER]OER S BRIE—H — B THL, translate

No equivalence exists between European origin and Japanese translation on (L.) translat-
the level of the translation of vocabulary. transferre

FR=TranslationZDM ?  FIIRICH 1+ BT FlME I DLBE M ?

AETRIET HEDEECHTL. HAETRLMICHEBL TV SICBE
&L\ﬁé‘ﬁl:égﬁﬁggztl& B0, Trans: ‘across’
The correspondence of both side on the level of vocabulary and category isat  Ferre: ‘to bear’
best approximate and not at all perfectly interchangeable.

© RRELTREBRICE, TRESRANSHERT S, Traduire (fr.)
«  Asaresult, a wide margin of uncertainty remains for the mutual cross-cultural (L. ) traducere
understanding, even on the level of basic technical terms, which dictionaries “faire passer’
pretend to put into equivalence on an equal footing.
BREFFMTHEVLORLICHFMEVSEBHABEEZEH Uversetzen
Translation consists of giving a (practical) illusion of equivalence between Ubertragen
the two entities which are far from being equivalent.
Sameness simply must be somewhere. It seems a statement of belief. R BR
Andrew Chesterman, Memes of Translation, 1997, p.32 _ 3
BR RR
equivalence, sameness b
70 NEREE#Septuaginta, LXX LUEDT#EE 15D\ TR (@) :

FEES MEHROAER, BB IIRR07, 2013, p. 12-14

1. From Left to Right
or From Right to Left

. ERFIRICE T 5ELERRE

KRR ATAIR LB O R ELH
(19304 )

Yashiro Yukio in the founding days of
the Institute for Art Research, ca. 1930
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The old professor of aesthetics at the Harvard University confessed. He had naturally
thought that this part on the extreme left must be the beginning of the scroll, as he had
taken it for granted that the scroll should be developed from left to right. He found
there the dramatic beginning of the whole story just like the opening of Beethoven’s Fifth
Symphony: “Thus Fate knocks at the door.”. He used to explain to his students that the
soldier at the top of the processing was the symbolic herald of the entire epics. Upon
listening to my lecture however, he finally recognized his fatal error, and told me with
humor that he would no longer be able to use his striking comparison. Funny as it were,
his confession was so painful to me that | could not find out a word to console him.
Yashiro Yukio (1890-1975), “Recollection of my days in Harvard as lecturer, 1932" % y
My Artistic Pilgrimage, &t [FADEHEE] 1972, pp.289-290 ; g ] 3 —~ Inuhiko Yomota, Manga Genron, 1994
. e Paperback ed. Chikuma, 1999, p.129

surrounded the palace, captured the
nd then consigned the st ucture to the flames. Even though
c triumphant here, they later suffered defeat and death at the

]

Heiji Monogata| i scrool, Fenollos: d collection, The Boston Museum of Art, MA

I—2. Cézanne’s metamorphose in multiple translations
BIEREEL Iz, EHU XD ZEZR From West to East

« Théodore Duret, «ll faut se garder d’en faire (de Cézanne)' un
Homme pénétré d’idéee révolutionnaire». Les Peintres mpresslonmstes
1906 FAR—JL - FaUTENRIROESL] HFR. /31 - 232 —V<BR
Arishima lkuma, 5 &4 translated into Japanese in 1910 E{FE @31 ?
« Il faut reconnaitre Cézanne comme « pemtre révolutoinnaire »
TEMBEMITRBRCEAL( - E‘“inﬁ RAN-EFUR]

« Paul Cézanne, peintre », Shir aba (=] vol.1 No.3, 1910
Yanagi Muneyoshi #5715 [ & DER] « Peintre de la révolution”,

— e

Qa« S

Z///

HB 1 [F4E#11990-1995 I 4
Hitoshi Iwaaki, Parasyte, 2008-2011? BN E o oy
Japanese original, French translation, Par/CS/te, 2002- 2004 and English Trs.

FFARBRIT YA ] 1972-1983; Osamu Tezuka, Buddha, 2005-2006? “Pinzelschwung” %% “Lebensbejaher” <Th. Duret (japonisant)

Right hands in the Japanese original turns into left hands in English translation!




FHEYOREBORRE, BRICIDERBE

Von Manet zu Picasso, 1913/1922
Meister Eckehart Are aber ich nicht, so wére auch Gott nicht » (S.84)

IyynILh-T—L

TEAFELE T NIE, MEELFAELEL
FHIEREMERI(1922) = BIEREHTEM] (1934)
EMER M EREE. Bt TEHEt]
“Aquivalent und Synthese wgrdé/n die beiden
Kunst. » (Max Raphael, $.97)

RNMaurice Denis; Cézanne» (1907) “équivalent», « synthé
=Maurice/Mef/I/eau-Ponty, L'Oeil et l'esprit TARE¥E#] =
Wolfgang Iser, Der Akt des Lesens, Theorie Aethetischer Wirkung, 19
[fT&ELTDERE] (1982) =Translation theories (1990-)

Théodore Duret: * Impressionism (1878-1906) 3R AT 1S FERIRE R (1)
lius Meier’-G\ra“efe: *Expressi n!smus(1908)

/ Lewis Hind, Post Im e§s\/‘onists (1911)
i« Rii?mbg\r‘gvolution » 1913

.s. Kinoshita Mokutaré

esprit révolutionnaire’

agoto’ 1913
\Klime asao

Maurice Denis « Cézanne'» —Kuroda Jitaré Nakai S6tard (1922)
(1907) 7 \

«équivalenty « syntés€n  Meister Eck(e)hart

\
\\

Feng Zikai (1930) 8714

Maurice Merleau-Ponty, L’Oeil et I'esprit (1961)

Volfgang lIser, Der Akt des Lesens, 1982
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James McNeil Whistler (1835-1903) Crepuscule in Flesh Color and
Green (HELREDEE /V/L/N51V)
DA LR IY=— )L hAYRF5— 18664 T—hEMTEE

2. BITEIRICE (BT Sl 2
Equivalence in Artistic Translation?
2-1 From Whistler to Taikan

Hishida Shunso (right ) and Yokoyama Taikan (left) (REDTLUIAV N BER)

- . SI—LRTH=— )L RAVRS—
ZEMEE (1874-1911) EHILLKER (1868-1958) (1850.1903) S DA M EE 18726

(/98— L)
C— LR RY=— )L KA YRT—
18664 FILY'—REfMEE

HEILKER., IR 1905 #E IR EMEE
Yokoyama Taikan, Sailing Back, 1905,
Shiga Prefectural Museum




HWILKE (RA)
Yokoyama Taikan
Sailing Back

1905 (BA:A38) &

James McNeil Whistler

(1835-1903)

Crepuscule in Flesh Colour and Green
1866

Oriental influence was no accident, no ephemeral ripple on the
world’s art stream, but a second main current of human achieve-
ment sweeping around—into the ancient European channel, and
Thus isolating the three-hundred-year-long island of academic
Extravagance.”

Ermest F. Fenollosa
(1853-1908)

Ernest F. Fenollosa,

he Place in History
of Mr. Whistler’s
Art », Lotus, Dec.,
1903, p.15

Nocturne Grey and Silver, 1873-5, Théodore Duret Colletion 1887-1894
Philaderphia, Museum of Art
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H#ILKE (H&EDE) Moon Light Waves R iSTE R D HIVE. 1904F LH#EE
Yokoyama Taikan 75> R H—FF—-h—TFTARITKYBEA KRR+ ETMEE
of ERREE [KIR- FEOBCKEFLIRBA 1T B AEHBRESF % Ivol.3, p.449

FLeap N—F=—E =Tyl b—2A 1876-TT4FE 7)—7 il

JAPONAIS

J.-M. Whistler
Peacock Room
(1876-77)

Louis Gonse,
L’Art japonais
(1883)




ZMEFE Hishida Shunsd (¥ MF) Forest at Sunset, 19044
BAB R FKFHEDOHE executed during his stay in the U.S.A.

Abanindronath Ta;
Reproduced in Nocturn  7&78gh

Abanindranath re (1871-1951)
Bharat Mata (Mother India) 1905
Water Color on

2
2-2 Chiaroscuro or Notan
FTARY—OMREN
¢ Chiaroscuro (it.), clairobscure (fr.), Dark-and-light (en.-am.)

pictorial representation of the depicted objects
BIEE. BRI BEICBER XK T IMAROIRBOEE

« Notan ;& Three Elements: line, notan and color

* “harmonious arrangement of values (of the relative quantities of
reflecting light) involves a new kind of beauty (notan) and a new
faculty to create ideas in term of it.”

“Oriental notan” “Greek notan” Venetian notan,” “notan of
Rembrandt, of Velasquez,...of Whistler, “the common nodule”

M mIRs 25—
E.F. Fenollosa, introduction, pp. XXiv-xxv.
Epochs of Chinese and Japanese Art, Heinemann, 1912

Nandalal Bose

Queen Kaika

Reproduced in Kokka No..

rom Ramayana
3 (1908)
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Chiaroscuro v.s. Notan

Caravaggio

The Incredulity of Saint Thomas
1601-02; Oil on canvas, 42 1/8
x 57 1/2 in; Neues Palais,
Potsdam

Tawaraya Sétatsu
ke )

Water Fowl on a Lotus
Pond

#£116.0cm #%50.0cm
TIRE- 17142

P HERVALE Y
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« Notan »
« Landscape is a good subject for notan-compisiton, to be treated
at first as design, afterward as a picture. (...) [#R&1M%]
¢« Synthetic teaching » of design and painting
Fenollosa + Arts and Crafts Movement

« Notan in landscape, a harmony of tone relations, must not be
mistaken for light-and-shadow which is only one effect or
accident. JR#KEBIERE, ERAIREMHR BELRLS

¢ Light-and-shadow is a term referring to modeling or imitation

Ernest F. Fenollosa of solidity; (...) it does not help one to appreciate tone-value in
1853-1908 pictures. (p.129) « roundness & solidity » lead to « sculptor ».
Arthur  Wesley Dow BROER ITRLIROLE . BEAOMRENCETEY)
1857-1922
" «  Arthur Wesley Dow (1852-1934), Composition, 1899; 214 ) R )
Composition, 1899, LA = ST ’ ’ Arther W. Dow, View of a Port, woodblock print  {i& %%+ & % 1D 3%& Dvariants
ed.1913  Tz/OH%%ICHET $BAZFEHashimoto Yasusachi [CrR=XLEBKRDENHE] BH4. 2001

27ded. 1913

3 frame-&-gride question #:$AA-1&F-RiRE

Artur Dow, Composition 1899/1913.
Piet Mondrian, Composition with Yellow, Blue and Red,
1937-42, Tale Gallery Frank Lloyd Wight,

Arther W. Dow, Willows in Bloom (1921), Rising Moon (1898-1905), woodblock print |
BAZREHashimoto Yasusachi [CrR=X L&BXRDEMKE] BA4t. 2001 Arthur Wesley Dow 1857-1922, Composition, 1899. 2nd ed. 1913




Godfather of all things Red, Yellow and Blue,
1937-42. Piet Mondrian (1872-1944).

Arthur Wesley Dow (1852-1934), Composition,
1899; 2nd ed.1913

Ho-6-den or the Phoenix Hall[BLELE at the Chicago Colombus World Faire,
1893, aerial view
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Kevin Nute, Frank Lloyd Wright and Japan : The role of traditional Japanese art and
architecture in the work of Frank Lloyd Wright, London : Chaoman & Hall, 1993
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Wright s’inspire-t-il du pavillon Phénix de I’Epsotion a Chicago en 1893?
Kevin Nute, Frank Lloyd Wright and Japan : The role of traditional Japanese art and
architecture in the work of Frank Lloyd Wright, London : Chaoman & Hall, 1993

Cheney House 1903 Perspective

Cheney House Plan

—— B

JEEBXEIE Okakura, K.: The Hooden (1893) 1t

Arthur Dow = Frank RLloyd Wright
Y Piet Modrian
Sergei Eisensetein

Arthur Wesley Dow, Composition, 2nd ed.

1913
"The Ardmore experiment" Frank Lloyd
Wright's Suntop Homes - 1939
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O, oty Dot =
77 ATTORNEYS

| INVENTOR
LU ngnl'r Lloyd Wright

by

FRANK
—LLOYD
WRIGHT'S|

STAINED GLASS|

Frank Lloyd WrightT7—> LA k)R (§8E
)] 4 X: Wig19.7cm x H#919.8cm x DFY
13cm BYLHEELES/H91.8cm

W E5: 92205 B F=H: F)—owF

The Robie House, Chicago,
ILL.,
1908-10, Prairie style house

IR 7MEEE (15 B AER/PIER) 1924

F.L. Wright
1926

©Daisuke Tomiyasu

=

W cngawa

Engawa devenu un vocabulaire-recette de la spatialité japonaise
Frank Lloyd Wright, John C. Pew House. Madison, Wisconsin. 1940.
Usonian Style.

m&mi. Ll Py v F e 7=z
AXNOMED o EY L HIRME L b Ao Mot
HY. O AN R =) = D ADIHET T |
S MMETEACN A G AL s (103, 0,0, 410, MAiEzat o
MEFALDFI7 vy, Fr—aX-n04 ek
BZL——ATAD— BT ENE LR L T2 A 2
(18 3,42 1%
1600 FFan 2y M 62 F AR AR i b 2 5 0 AR NS T 3
NTHY, I hRUFAL b b EALTOC ETEA

John C Pew House. Madison, Wisconsin. 1940.
Usonian Style. Frank Lloyd Wright Kevin Nute, F.L. Wright and Japan, 1993
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5 3-3 CTITR DR EARENTI D
S0 N HEIABNHHETHE, (ARN)
/ TALLATAD DEREED, MBS, BEM
ok B AR EMEH EBEORERELT. ZOLIK
= OENDSERELERET 5.
2ar (P& o OFY, BEAFHEES !
Haxi I(E  aTAY
TRLE DR EEE] AT 1Ay IICHEL. 20
7 B S HUrDESIZEoT, B2
R KEeEBR BRSO,
L, 19325
IAE€ T aTAY
EEOME EASBATE?) TBRIE D $+3Ei%]19324F
B+A=0 S+E=
TR ARILEEROEE Bk : 5 — R
AHR=IE BRI-SORRORS FIA oS54 B

KARIEFER

Arthur Wesley Dow, Composition, 1899-1913
& EAIEELTO Arthur Wesley Dow?

SLTE- £ HE. WEL(THIEFR)
G REORE  GHEhER?

ABRETRE, T(E21T710D
BARRBHESNTOENA: -

F—X=4t. 19405

FTRE T—H—-FVOMER]
ALDFRA+IAEILaTA2D
BB BV EHRA, SHITBERA,

[FADFNMNILTREIZHESS

4. Einfiihlung B ERB AL
KUEELES Qinyun
Shengdong/Ki-in Seid6

* 4-1 Esoragoto 8 ZEE
s 42 MERITERRER

£H
£ €

£

& 43 Kbk EMRIRE
e FaEs
KIBEE [TBRER &I — 2%
B T OBEHEFET B e
THH_LEHOTIRER B
g.ﬁ

Arrangement in Flesh Colour and Brown:
Portrait of Arthur J. Eddy (1894),
James McNeill Whistler AJE (1859-1920)

ELf=hy: BREIRF R OB TR
NTTHRR. 20134, 9-48EH




. 4-1. Esoragoto #2222 %

Neither the Cubists nor Kandinsky troubled a very distinguished
Japanese expert who spent many days at the Exhibition (the
Armory Show, held in New York in 1913). “The principles of all
this are old, very old in Japan.” (...) Pointing to a drawing that
seemed scarce more than a few careless strokes, he said, “That is
quite in the spirit of the best Japanese art.” (p.147)

« Esoragoto is a very good word for the Post-Impressionists to
appropriate. We have no word in English and I know of none in
French that is its equivalent. (p.150) #3ZZEDHE MM (TALY

By this sentiment called living movement (sei do), reality is

imparted to the inanimate object. This is one of the marvelous

secrets of Japanese painting, (...) —matter responsive to mind.

(p.149) JBEH~DER

¢ Arthur Jerome Eddy, Cubists and Post-Impressionism, 1914; 1919;
Jap. Trans. By A KIE #Kume Masaoll LAk &% HAENRIR]
1918. Ch. 9 “Esoragoto” omitted from the Jap. Tran..

Einfiihlung EEBALKEELE) Qinyun Shengdong/Ki-in Seidd

* By this sentiment called living movement (sei do), reality is imparted
to the inanimate object. This is one of the marvelous secrets of
Japanese painting, (...) —matter responsive to mind. (Ch. 9,

« Esoragoto », p.149) [BEBH~DER
Arthur Jerome Eddy, Cubists and Post-Impressionism, 1914; 1919

. I‘yT'ﬂi)%{(Eu%) i,¥§1ﬁwﬁ’¥§ﬁﬁl‘ﬂ‘9"é*§fﬂﬂ‘]ﬁﬁﬁob

BAGR E i
5] (1557%% lzi cr)ﬂuf <%'cii FEBORELLTROL
117;! 20 &2&;?2@ F%ZH@?\; agligyxmzoﬁ)

R&EM A Einfiihlung, Theodor Ripps, Johannes Volkelt

EH EDong Qichang (1555-1636) KAREBITMMILARKIYEI, JEEA
#%5, BIE A4 %T W ZNELICITHEFREILEDTHEHT 50 ﬁ%_}é

(..) FEECEVHSNOOEERBONL T U XF OB THHHLL
E#RTHD, (142H)  “Innere Notwendichkeit,” Wassily Kandinsky,

Uber das Geistige in der Kunst, 1908, BlI=& % £ sRIEH#$#RI19172
EE=[BHAMEDLE] SEEE. 192265
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1) RBLHBLOEL, h A CHEAEICHER

« Aserious confusion has taken place in Japan
as of the distinction between “hatsuboku” 7§
£ (“pdmu” in Chinese) and “haboku”F§ &
(“pomu” in Chinese).

. “The Japanese understanding of the
difference between “hatsuboku” and
“haboku” is just the opposite of the Chinese
understanding.

[T AFERIHDL, [HEEAPDHED
FROKBEUTEREREL. () HEEIS
BRYTHRISREMANERELTERELD,
BISRAMKAESLS, H-EBEUTZOR
FREGERZBEY . RUOSEBREERIRIZIED. )
 (...), (In China) “haboku”F§ & (“pomu)

consists of establishing at first the contour by
thin ink;# 2, and when the contour is fixed,
(...) one has to break it by ‘burnt ink’ ££2&.

« 1BAME Hashimoto Kansetsu (1884-1945) gigmgﬁ

[RAE~DEFE] The Way to the Southern
School of Painting, 1924, 97-98 &

« 42 MERITERBERE

i
B
5
3
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i
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:‘:E-J_FLEJ(JN( EEEHBTIR(?) DEBL, K
WE0 (DE?‘J"C’I?."@L%%E}JTW)AQfJ‘C?)E
WIEZDHI-LORRD A FEHELLQL, &
DEHERCROTERVC LR, BITE ST

ﬁl:ﬁo T
%fﬁih’c\ #JJ&)‘C

ﬁﬂ('CF) %o

N
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@w§r

+  “The idealistic(?) movement, which has become recently prominent in
Europe, is nothing new in the East as a vision. Expressionists claim that it
is only after its birth that Art could discover a new method for its
manifestation, but this statement reveals their lack in serious search of the
Oriental tradition; as I have already stated elsewhere, Expressionism stems
from the subjective depiction of the Orientals and has been practiced much
earlier in the East .” (pp.12-13)

#BARBIE Hashimoto Kansetsu (1884-1945) [EIEI~ D EFE]
The Way to the Southern School of Painting, 1924, 12-138

o MRBILFETRBCHILHETCITRRER>EFTREBEMML
THE, ZDSATEEEL > THBERDBEICEDRELENS,

o CHISHLTIRBIFLE (PETH) ITE>TEHRAZED. IUAKAK

EHRBERL) BEMRBZUTEEL ERBEHMLT-KICEHI. &

W31THEERS, (TFARERILY [ME~OER] 98F)

AR EHBERAV. LRESEEBEAPIE

o LA TEATEROEAOKBILKEHMLTLSDRFFEYTHY.
IBWTIFLLHHEBILKITHET S,

« In contrast, “hatsuboku”#Z&(“pomu”) consists in determining at first the
“limit of a zone’ BHEM fF by the application of the ‘burnt carbon wooden
pencil’ £, and the determined zone is filled by an expressive stroke with
diluted inki2 2. When the ink is dried up, the painter adds the nuance of
‘thin and thick’ & %.

*  (Therefore) the so-called “haboku” landscape by Sesshit & f}or SessonH
#F in Japan is named rather “hatsuboku” in China. The Southern School
makes frequent use of “haboku” while the Northern School often relies
upon “hatuboku”

« Hashimoto Kansetsu, The Way to The Suthern School of Painting, 1923,
pp-97-98 [F-fHEELR] 4& () oot MZA  50ME2 [1845)5F

BABE [RE] 19254
AR LR, BAEFR R LY

Shi Tao, in Kansetsu's collection
HAIER Aoki Masaru
IEEOBLEREI[ZRE]
E14%E8S 19214 575-592H

Recently | heard that a certain
sinologist began to lecture Shi
Tao's treaties on Painting. Not only
lecturing but also hearing it would
be a pity, for his writing is like a Zen
Scriptures which you cannot grasp
unless you share the same mind-
set as the one in the artists heart.
COEHIXPEEN ROFER
EROT. BEDEZDRE
BLOABHBIENEASILETHD,
HTDAL EMHEhDEAL, —HEO
ERTHD, AHEOEERE. BF

HELUTASRIEEELGMH,
HLLDTHS,
TIERITHEEE
[BIEREE 12718, 19255

10
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2) REIOEARRBICETS. EFOREEE

TR BAREENED ., FEITELIELEDEEONTE. T
NHAERDIEMERDERDIRCRIINIEELHATHEIRGE
fiERETESICRL. BEAEDOEVMERIFRUBFTHLES
LIz0S3IZ STIFAPYER BRI EFRILTHILITF
2LTES1. (83H)

“Previously it has been said that the Japanese painting consisted in
drawing, whereas the Western painting is made of color pigment
covering the surface. In recent years, however, the Western
painting shows excitingly vivid brush strokes while younger
artists in Japanese style show dexterity in vague shading and
gradation, as if confecting a frosted glass.

#BABIE Hashimoto Kansetsu (1884-1945) [FEIEI~DEF2]
The Way to the Southern School of Painting, 1924, 97-98 &

R—JL-EHoR [F5UR 1839-1906]
(FOFavFODE) BF-FronNR
80X 64.50m 1890-95] Ea—L-alLsa:

THEE 18871936 (HK) & B

FRE2E -1 £197.6X195.5. 19174 H
REIER ST

3) FEEMIMEMER v BEBER
IFEEAQBEAHYMER LS SR OEEE INfEI<HA
WT—5HHBCEOHEHB DI, IRRLMEHO HIZIBESH

TLWARBLHER/RATHAHICRL., RFEDFEMITRFHIEK
DRI ST HAUBEEROT L THTREDREFT
HIEICEATHEDMNE DD ETHD] . e
~DiER]. 238,

* “Itis inevitable that the Westerners cannot get rid of their
materialist ideas and are confined in the limit of reasons
and sciences as they are caught in their strong tradition.
Whereas the spirit of the Oriental painting takes a
particular position in that it can reach the truth without
searching for the formal resemblance, without any
refinement of scientific substances. ”

o SEFRIMPEXRMERKBEM LR IIRAMEE

1 1930F1 AT MRS 1 BERX. fEimatIEA

4-3 fadh LK EHRGHE
« KESIUBEIZEITIEH

s

®

R
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10.12.59 sold for HK$18 million at Sotheby’s.
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Art and technique as an act of translation
in the cross-cultural contact-zone
FEBMENREFEICH T HIEIR
Translation in non-verbal plastic language?
Formen-Sprach, Farben-Sprach (Kandinsky)
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