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Abstract

John Henry Fuseli can be regarded as the first free-lance painter in the modern sense.
The shift of objective thematics toward the creating subject, as well as opposition to the
forms of life represented in absolutism and rationalism, at the same time gave rise to a
situation to participate in the closed world of classic academic schools, and it confronted
them with new challenges and objectives. This process was characterized by reorientation
of the artist’s attention toward himself or herself, and by the search for new topical areas
and formulations most appropriate to their treatment. In addition to Homer, Nordic
mythology, Dante, and Shakespeare, Milton’s “Paradise Lost” became an inspirational
sources of Fuseli’s pictorial inventions. For the 18th century no poet seemed to be closer
to the divine than Milton, no poem closer to the sacred Scripture than “Paradise Lost”.
Within few years after its primary publication, “Paradise Lost” established as the great
central work of the nascent English Literary Canon. Milton is claimed to be the ultimate
epic poet, possessed of all the gift of natural genius, who can not only match but exceed
both Homer und Virgil. But “Paradise Lost” was frequently figured almost from the
beginning not merely as a canonical but also as a sacred text, and its poet not merely as a
national property (“our Milton™), but as a writer touched by the divine. At least in poetic
hyperbole Milton was becoming godlike, a Christianized furor poeticus. The tragic hero
of John Milton’s Paradise Lost is not Adam, Christ, or God Himself, but Satan, the
former angel who falls from grace and becomes the epitome of evil. The fallen Lucifer
(Satan) served as a symbol of the imagination, crystallising the idea of the rebel artist at
the opening of what we know as ‘Romanticism’. The image brings together many of the
recurrent preoccupations of what became known as the Gothic and the Sublime.

Keywords: Henry Fuseli, Milton Gallery, Paradise Lost, Sublime, Sturm and
Drang
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The Role and Impact of the Word in Post-Reformation
Christian Art: St. Peter’s in Rome
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Abstract

Since the year of 1606, on the immense dome’s retaining ring in St. Peter’s in Rome,
there is one of the Western world’s largest inscriptions. The aesthetic impact of the
colossal blue letters on a golden background is overwhelming. It is a spectacular example
of colossal epigraphy in one of the Europe of those times most public places, made in the
classical Roman imperial and early-Christian medium of mosaic. It is “language in
architecture”, the language being that of the Western Church, at the same time the
international language of Europe in Early Modern Times, which is Latin. The inscription
reads: TU ES PETRUS ET SUPER HANC PETRAM AEDIFICABO ECCLESIAM
MEAM ... TIBI DABO CLAVES REGNI COELI ... “And I tell you that you are Peter,
and on this rock I will build my church, and the gates of Hades will not overcome it. I will
give you the keys of the kingdom of heaven...”

The words are from the Bible, more precisely from the Gospel of St. Matthew. There,
Jesus says them to Simon Peter, the elected amongst the twelve Apostles. Those are the
founding words of Church and Papacy. In St. Peter’s, however, they are taken out of their
original context. They run around the vast dome of Michelangelo’s cupola. Their new
context, then, produces a new function and role, a new impact, and a new meaning:
addressing Peter as if he were present, they mark his hidden tomb under the cupola. They
denote the hidden body of the fisherman and Apostle from Galilea who by the middle of
the first century had come to Rome from the Eastern parts of the Empire, he, Peter, the
first Pope, of whom tradition said that he had been crucified here and had been buried on
the Vatican hill. They denote that place under the dome where there had been the centre
of an immense cult of his tomb from the second century onwards, that place which in the
fourth century Constantine made the centre of a gigantic imperial basilica, even before
towards the end of the century Christendom would rise to the status of state religion of the
Roman Empire; that place, which Bramante made the centre of his radical new planning
of New St. Peter’s and which finally was crowned by Michelangelo’s cupola.

The words of the inscription are not only addressed to the historical Peter.
Papacy is not a dynasty. From the fifth century onwards its theory follows a
legal “figura” of Roman law: Each Pope is the direct successor, that is the direct
universal heir of Saint Peter. Hence, as ritual provides, at the beginning of every

Papal Mass, when the Pope approaches the altar over Saint Peter’s tomb, the words “Tu
es Petrus” are intoned.

The colossal inscription addressing the historical Peter and every single one of his
successors was unveiled in 1606. At the same time, its existence reflects one of the
deepest breaks in the history of Western civilisation. In 1606 the words “Tu es Petrus™ are
not least polemical. They are directed against Protestantism which does not share the
belief in Peter, for which the Pope is not the head of the Church, for which Jesus with the
words “Tu es Petrus” did not found the papacy - against Protestantism vehemently
opposing the cult of Saint Peter’s tomb and his



relics. This historical situation of the year 1606 is the starting point of my paper

entitled “The Role and Impact of the Word in Post-Reformation Christian Art” which on
the case of the inscriptions of St. Peter’s intends to exemplify the themes of this
conference, namely “Art”, “Ritual”, “Religion”, “Material Culture” and “Spiritual
Beliefs” and their interaction at the time.

Keywords: Post-Reformation Christian Art, Image-Word Relationship, St. Peter,
Protestantism, Epigraphy
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Abstract

The Kung-Tung Technical Senior High School chapel, built during the 1960s in
Taitung (Taiwan), is unique among Taiwanese sacred buildings, intricately reflects the
development of modern European architecture and Catholicism, and represents the vision
of the well known post war Swiss architect Justus Dahinden. In addition to analyzing the
correlation between Kung-Tung Senior High School chapel and Dahinden’s architecture
theory, this study explores the insights by, for the first time, integrating the interior space
and decoration with visual effect, liturgical concepts and religious symbolical meanings,
development of contemporary European modern church architecture as well as the modern
liturgical movement. This enables the understanding of impacts and breakthrough of
European architectural legacy since 1945. The abovementioned investigation also builds
the foundation to identify the significance of this chapel along with the imbedded
inspirations in Dahinden’s design, and to present the insights on its artistic cultural
implications.

Keywords: Kung-Tung Technical Senior High School chapel, European modern
church architecture, Justus Dahinden, Liturgical Movement, The Second Vatican
Council



FE 2011 - CEREMEGEUEEE - BAEIEEGIE) - (BESER) 2 1 43-70

L1 HE G BRI 0 4
B HE AR

The Contemplating Figure and the Maitreya Faith- the
Origin of the Contemplating Figure in Japan

T=E Yun Wang

RS

ASLLNA A b ST -F G (B ) RUIARL - piEE GRS e AR
REfEE R o o BB BRI E e A 2 A0 S R TR ES Lk - EETR A
TR S G B AERE R QDR HER R B A E R AV ER - fRE It aaE g PR E
ILFFHYIE RIS ZR o BRI SRR AR 5 - S BRI AE S m] 6 M Y = A =i S (2
RPN EE RS ) —FRRERE R EREE L - fEE - EO AR R 0 1 PR
M~ B S BRES GBS N SR RNy - A E—EEEME - i
MEGAVS G H BRI B G R REdT - 2~ BARY T RERS ) AURESREAME R - (1) fEMREET >

"HEfS ) (F R TEEEEAY SRR R IR - BREATE R B £/ () CREEIE
RS HT ) SFACHL Py TRERE ) 58 T REEE , REE (A -

(2) FonEEGbey TRER ) BERATRER RNt T EEE ) FYEG A - ditt > &
ie i EsTam A TR EEATEILE G AR R E PRI - BRI RRAYSRE ]
REARCKE L ZATHEA T - RS EmEa fprIlEE o ME-EHE AR TRz B R
BT EMERHIBEEI - HATE AR A WA A ST A e it - &re DA EAEE
&~ OB~ B =J5 R amaAER - AR HAPS B dten &y © B s B TRV H A—
HR oSG - TR GRS BB Y T IR B L NI Y B R S GA = DIIRE (4 -

BESET  FEIEMEG: - S - OARMESF RS G I E N E O A G

* B AL R ER b A SCER SR S S -
Yun Wang, Lecturer, School of Humanities: Art History and Theory. China Central Academy of Fine Arts.
T 2011 o (PPUEMEGBEESE M — BAFIEEGE ) o (BFEAEER) 21 43-70

Abstract



This paper started from the contemplating figure of Bodhisattva Maitreya of
Koryaji (Hokan Miroku) in Japan, and discussed the origination of its statuary style
and statuses. Through a detailed comparison with the style of the Baishi (White Stone)
Statue from the Eastern Wei to Northern Qi in Dingzhou area,

Hebei Province, China, the author believes the Hokan Miroku maintained the

essential modeling factor of the Baishi Statue from the Eastern Wei to Northern Qi
Period, while integrating the naturalist tendencies occurred after the Sui Period. As

for the discussion on the origination of its statuses, this paper mainly fo

cused on the content of the vowing article of the contemplating figure unearthed from

Dingzhou area, Hebei Province and the meaning of “Dragon Tree”’image.

The conclusions reached here include: 1. There are overlapping parts and in

dividual tendencies among the vowing articles of the contemplating figure
Bodhisattva statue and Maitreya statue. 2. The “Dragon Tree”contained in the

contemplating figure is highly possible to be the description of Nagapus. pa in the
Maitreyavyakarana interpreted by Kumarajira, that is, the recurrence im

age of “the precious flowers are blossoming from the branches as the precious dragon
(g fEr 5855 ) . Based on the two conclusions above, the author believes that

the possibility of the existence of Maitreya in the contemplating figure contained

“Dragon Tree”image can’t be rejected. The image of Contemplating figure highly
possibly originates from the casual appropriation of Pensive Prince Siddhartha to

represent the Prince Maitreya who has become a

monk, and the first place of the appropriation may be in Dingzhou area.

To summarize the outcome of the discussion of the style, documents and
images, this paper reached the preliminary conclusion that Hokan Miroku and under
its influence some contemplating figure in Japan, have close relationship
with the Baishi (White Stone)Statue from Hebei in statuary style and statuses.

Keywords: Contemplating Figure, Maitreya Faith, Bodhisattva Maitreya
Contemplating Figure of Karydji in Japan, Baishi (White Stone) Statue in Dingzhou
area, Hebei Provinc, China
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Abstract

Depending on area and time-period, differences in the representation of Amitabha’s
Pure Land are intentionally made conspicuous. | will present divergences between ancient
Japanese examples and those seen in the Mogao cave murals of Dunhuang: | will
examine differences in both representation of Amitabha’s (Ch. Amituo, J. Amida) Pure
Land, as well as in Pure Land conceptions.

In Japan, from the early stages of the transmission of Buddhism, faith in the
Buddha Amida and in Amida’s Pure Land spread. From the Asuka and Hakuho
periods, the visual depiction of faith in Amida became popular, reaching a peak in the
Nara period. It is conjectured that there were probably few differences be
tween the Asuka to Nara-period representation of Amida’s Pure Land and the Pure Land
conception and depiction in China and the Korean Peninsula.

At the beginning of the Heian period, furthermore, within Tendai Buddhism, Amida
faith in the form of devotion to the Buddha and rebirth in Amida’s Pure Land of Ultimate
Bliss (J. Gokuraku) spread at the foot of the Mt. Hiei. Moreover, as a result of the Tendai
monk Ennin’s journey to Tang-period China, the Pure Land repetition of the name of the
Buddha Amida (Ch. nianfo, J. nenbutsu) as practised on Wutaishan in Shanxi Province
was brought to Japan in 848, and had a considerable influence. Then, in the mid-Heian
period (985), Tendai monk En-shin/Genshin compiled the Essentials to Salvation
(Ojoyoshii), promoting rebirth in Amida’s Pure Land, and, for that purpose, advocating
contemplation and chanting of the nenbutsu.

Following the middle of the Heian period, contemplation of Amida’s Pure Land was
surpassed, as people aspired to actual rebirth in this Pure Land. Above all, interest
focused on the nine levels of rebirth described at the end of the Sutra of Contemplation on
the Buddha of Immeasurable Life (Ch. Guanwuliangshoujing, J. Kanmurygjukyo,
henceforth Contemplation Sutra). In 1053, Fujiwara no Yorimichi built the so-called
Phoenix Hall (H56do) of Byodain in Uji, where the nine levels of welcoming (J. raigo)
were an especially important matter of interest, as scenes of these nine levels were drawn
on the surrounding walls. However, most of these raigo wall paintings of Amida and the
saintly host do not display distinctions between the nine levels. Rather, they are an
extension to a depiction of Japan’s abundant natural scenery, expressing aspiration to

rebirth in the Buddha
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Amida’s Pure Land of Ultimate Bliss.
In China, on the other hand, the Sui and the Tang were periods when faith in



Amituo’s Pure Land was promoted. In the later part of the beginning of the Tang,

Master Shandao wrote a commentary on the Contemplation Sutra and strength

ened faith in the Western Pure Land of Ultimate Bliss. From works such as the Records
of Famous Painters through the Ages (Lidai minghua ji), it is possible to know that in the
great monasteries of the capitals of the time, Chang’an and Luoyang, Pure Land
transformation scenes were drawn on the walls of halls and

pagodas. In the Mogao Caves of Dunhuang in Gansu Province, one can see many
paintings of transformation scenes of the Pure Land and of the Contemplation

Sutra. While numerous examples were produced in Dunhuang, one does not, for the most
part, come across examples of copying or reproducing from the limited original images.

At the same time, even though the forms of those reborn in the Pure Land
are depicted, scenes of the nine levels of welcoming are not found. In many Con
templation Sutra transformation scenes from Dunhuang, we find thirteen of the sixteen
Pure Land contemplations of this sutra, but the last three, that is, the nine
levels of welcoming, are omitted.

It can be said that, in diversity, China does not have full-blown welcoming depictions
of rich conception and expression to the degree that Japan does. Japanese Pure Land faith
continued to accept “joyfully seeking the Pure Land; wearied, abandoning defiled
existence” as pertaining to oneself, and Japanese Pure Land paintings sought an intimate
relationship between oneself and others, above all in raigo depictions. On the other hand,
in Chinese examples, the relationship between the Buddha, together with his Pure Land of
Ultimate Bliss, and the reborn, as ourselves in the present world, is never shown. A big
difference with Dunhuang as well as with Chinese Pure Land transformation scenes, let
us say, is that they display a relationship of cool distance between life in this world and
the postmortem world. This may have resulted from a faithful reflection of psychological
difference in the Pure Land view of self and others.

Keywords: Amitabha, Pure Land, Visual Aspects of the Pure Land Based on the

Contemplation Sutra
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Abstract

The Seiryoji Shaka (Shakyamuni) statue, made in 985, was commissioned by a famous
Japanese monk Chonen and brought to Japan the year after it was made. Because it is a
rare case of extant dated Northern Sung dynasty Buddhist statue, it
is significant in both art history and Buddhist history. The Saidaiji Shaka, was a direct

copy of the Seirydji image. Made in 1249,
the Saidaiji Shaka was commissioned by the Kamakura-period monk Eison, and
it was carved in the site of Seiryoji. The two images are not only very similar in
their appearances, they also share the feature that both contain a great amount of deposits.
However, the deposited items are quite different.

The central item of the Seiryoji deposits is a set of human organs made of silk. To
deposit human organs, made of fabric or metal, into Buddhist statues are not uncommon in
China and Korea. However, this practice was not in the main stream in Japan.

Among the Japanese statues made before or in the tenth century, we do not find any
example holding as many items of deposits as the Seirydji Shaka did. Only after the
eleventh century, that is, the later part of the Heian period, it became popular to put
deposits into Buddhist statues in Japan. However, it is not until the Kamakura period that
we find examples comparable to the Seirygji Shaka.

The Kamakura-period Japanese deposits had three features. First, the five-ring pagoda
was often a central item. Second, certain combination was often found in deposits. Third,
the preparation of deposits was taken by a great amount of believers. All in all, although
the Saidaiji Shaka was a direct copy of the Seiryoji Shaka, in terms of the deposits, the
former represents a Japanese tradition, rather than following the Chinese example.

Keywords: Buddhist Deposit, Seiryoji, Saidaiji, Chonen, Eson
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Abstract

This article aims to explain the possible meanings of the images of Manava jataka
and Asoka and Rahula stories at the Yungang Cave-temples, taking into account their
positions in the caves, their relationship with the main statues and the descriptions in
sutras.

The earliest surviving Manava jataka image at Yungang is in Cave 10; the earliest
Asoka tale in Cave 18; the earliest Rahula tale in Cave 19. The latter two caves both had
close connections with Taoyao. Cave 18, besides seeking to edify the faithful, expressed
rulers’ determination to protect the Dharma Law, while Cave 19 illustrated Chinese social
morality by showing that it is necessary to have one’s parents’ consent before becoming a
monk, in accordance with the rulers’ vigilance against Buddhist organizations. With
Taoyao deprived of his leading position in Buddhist society in 483 AD, the Yungang
Caves were transformed from temples of the state and imperial fa mily to those of ordinary
monks and laymen. This change could be explained as a demonstration of
Shakyamuni’s teaching and could be easily understood by commoners. The Manava jataka

appeared in the second stage of Yungang’s
construction. It preached that resolving to worship and make offerings to the
Buddha will lead to enlightenment. The Asoka image publicized the idea that
distributing alms will help obtain blessings and virtues. Both of these stories encouraged
acts of charity, and this is the reason that they could be placed
together. Compared with the previous two subjects, the Rahula story alone has fewer
representations at Yungang. This is probably because the Rahula story publicized leaving
one’s family and becoming a monk, and contradicted the
state policy of controlling and administering monks and nuns.

Keywords:Yungang Cave, Manava jataka, Asoka, Rahula
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Abstract

“Judith and Holofernes” is one of the earliest history paintings of Caravaggio. The
painting fully demonstrates the transformation in Caravaggio’s Language of Art and his
artistic conception; in addition, it shows that
Caravaggio try to establish himself as a history painter of grand manner. Before Caravaggio,

the apocryphal story of Judith has already inspired
many of the artists and even writers. Nevertheless, Caravaggio is the first artist
who depicts the very moment of the beheaded Holofernes as the real subject of the painting.
This unexpectedly dramatic moment just as the peripeteia which Aristotle has formulated in
his Poetic, brought out the whole narrative tension, and furthermore this is one of the
reasons why Caravaggio chooses this moment for the representation. Caravaggio makes
great use of contrapposto-principle
and pathos-theory to construct and to give each character a specific personality
and distinguishing characteristic with the view of enhancing the dramatic effect, expanding
the interpretative possibilities of the painting.

After the Reformation, the representation of the religious subject matters emphasizes
the emotional resonance between spectators and characters in painting. During this period
of time the drama has been exploited as a method of moral education and religious
advocacy. Under such premise scenes of violence and tragic events were to be rationalized.
The expressive of language in Caravaggio’s Judith seems to have reflected the theoretical
debate on theatrical performances.

Even though the story of Judith is a religious theme, Caravaggio’s painting of Judith
belongs to a private collection as Kabinettstueck; consequently, it does not need to follow
the strict decorum of the religious paintings which have to be exposed in public places.
Therefore, the cautious analysis of the painting of Judith will help us to deeply understand
the development of artistic language of Caravaggio, and to widely explore his aesthetic
conception and the expressive meanings of the painting.

Keywords: Art Theory, Ut Pictura Poesis, Istoria, Paragone, Christian Art
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