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̹ ʉ˫ʇ˫ʈ˫̹bŅĴ̹ĜƘĜşƀ̐ŀĜŵİĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŦĿ̹7ĜŲĜş̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʇʌʋ

ʉ˫ʈ˫̹bŅĴ̹ňŞŲĜĪƀ̹ŦĿ̹rĴŹƀĴŵş̹Ĝŵƀ̹Ŧş̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʇʍʇ

ʉ˫ʉ˫̹bŅĴ̹ňŞŲĜĪƀ̹ŦĿ̹#Ĝŵ̹�ĜŹƀĴŵş̹ƀŵĜİňƀňŦş̹Ŧş̹ƙĴŹƀĴŵş̹ĜĩŹƀŵĜĪƀ̹ŲŵĜĪƀňĪĴŹ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʇʎʈ

 4.4.1. Dishu: �̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʈʅʉ

q˫̹��;;,$W�T),�̹bW��,b,HB̹H#̹b)�̹�W��,�̹[�W,Tb̹�B�̹,[;�A,�̹
��;;,$W�T)x˥̹,B#;f�B��[̹HB̹�HBb�ATHW�Wx̹̹ ̹ ̹
r�[b�WB̹��;;,$W�T)x̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʈʅʎ

ʊ˫ʆ˫̹�ŵĜĩňĪ̹ƙŵňƀňşŀ̹ŹƟŹƀĴŞ̹Ĝşİ̹ňƀŹ̹ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʈʆʇ

ʊ˫ʇ˫̹bŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹ƀŅĴ̹ƙŦŵİ̹khatt̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʈʆʌ

ʊ˫ʈ˫̹bŅĴ̹ňŞŲŦŵƀĜşĪĴ̹ŦĿ̹ƙŵňƀňşŀ̹ƀŦ̹,ŹŘĜŞňĪ̹ĪƄŘƀƄŵĴ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʈʇʆ

ʊ˫ʉ˫̹bŅĴ̹ŀĴşĴŵĜŘ̹ĪŦşĪĴŲƀ̹ŦĿ̹,ŹŘĜŞňĪ̹Ĝŵƀ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʈʇʉ

ʊ˫ʊ˫̹AƟŹƀňĪĜŘ̹İňŞĴşŹňŦş̹ŦĿ̹,ŹŘĜŞňĪ̹Ĝŵƀ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʈʈʉ

ʊ˫ʋ˫̹bŅĴ̹İĴƘĴŘŦŲŞĴşƀ̹Ĝşİ̹ŹŲŵĴĜİ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŹƀƟŘĴŹ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʈʈʍ

ʊ˫ʌ˫̹bŦŦŘŹ̹Ĝşİ̹ŞĜƀĴŵňĜŘŹ̹ŦĿ̹,ŹŘĜŞňĪ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʈʉʍ

5.8. �$4�#���.#,̹˾�ŘĜĪŖ̹rŵňƀňşŀ˿̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʈʊʆ

ʊ˫ʎ˫̹�ŦşƀĴŞŲŦŵĜŵƟ̹ŲŵĜĪƀňĪĴŹ̹ƙňƀŅ̹�ŵĜĩňĪ̹ŹĪŵňŲƀ̹Ĝşİ̹,ŹŘĜŞňĪ̹ĪĜŘŘňŀŵĜŲŅƟ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʈʊʋ

̹ ʊ˫ʎ˫ʆ˫̹bŅĴ̹ňŞŲĜĪƀ̹ŦĿ̹rĴŹƀĴŵş̹Ĝŵƀ̹Ŧş̹ƀŅĴ̹AňİİŘĴ̹�ĜŹƀĴŵş̹̹ ̹ ̹ ̹
̹ ̹ ̹ ̹ ̹ ̹ ̹ ̹ ̹ ̹ ̹ ̹ ̹ ̹ ̹ ̹ ̹ ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʈʋʅ

 5.9.2. 	0-0Ɓ44�̹ŞŦƘĴŞĴşƀ̹Ĝşİ̹ňƀŹ̹ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʈʋʆ

q,˫̹�fWW�Bb̹TW��b,��[̹,B̹W��;A̹H#̹r�[b�WB̹��;;,$W�T)x̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʈʌʊ

ʋ˫ʆ˫̹̚rŦŵİ̹ĜŹ̹Ĝş̹ňŞĜŀĴ̛̹ĪŦşĪĴŲƀ̹ŦĿ̹ƀŅĴ̹ŞŦİĴŵş̹ŲĴŵňŦİ̹ŵĴŘĜƀĴİ̹ƀŦ̹

̹̹̹̹̹̹̹̹ĪŦşƀĴŞŲŦŵĜŵƟ̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʈʍʅ

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE



11

ʋ˫ʇ˫̹bŅĴ̹rĴŹƀĴŵş̹ĜĩŹƀŵĜĪƀ̹ŲĜňşƀňşŀ̹ŵĴŘĜƀĴİ̹ƀŦ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹̹ ̹ ̹ ̹̹̹̹̹ ̹̹̹̹
̹̹̹̹̹̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʈʎʅ

ʋ˫ʈ˫̹bŅĴ̹ŵĴŘĜƀňŦş̹ĩĴƀƙĴĴş̹ŲŦŹƀŞŦİĴŵş̹ĪŦşİňƀňŦş̹ƙňƀŅ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹

̹̹̹̹̹̹̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʉʅʈ

ʋ˫ʉ˫̹�ŹĴŞňĪ̹ƙŵňƀňşŀ̹ŵĴŘĜƀĴİ̹ƀŦ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʉʅʍ

ʋ˫ʊ˫̹BňĴŘŹ̹̚[ŅŦĴ̛̹AĴƄŘŞĜş̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʉʆʊ

ʋ˫ʋ˫̹TŦŖŵĜŹ̹;ĜŞŲĜŹ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʉʉʉ

ʋ˫ʌ˫̹[Ĝňİ̹�ŦŖňşŹ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʉʊʊ

ʋ˫ʍ˫̹�ĴşňŹ̹�ŵŦƙş̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʉʋʋ

ʋ˫ʎ˫̹�ĴşňŹĴ̹;ĜĪŅ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʊʅʆ

ʋ˫ʆʅ˫̹;ŦŵĴİĜşĜ̹~ĴŀĜ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʊʅʍ

ʋ˫ʆʆ˫̹bŅŦŞĜŹ̹,şŀŞňŵĴ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʊʆʉ

ʋ˫ʆʇ˫̹qňŖƀŦŵ̹9ĜŞŹ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʊʇʉ

ʋ˫ʆʈ˫̹�ŅĜŵĜĪƀĴŵňŹƀňĪŹ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫˫̹ʊʈʈ
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�Ř̹ ŹňŹƀĴŞĜ̹ İĴ̹ ĴŹĪŵňƀƄŵĜ̹ ŦĪĪňİĴşƀĜŘ̹ ŹĴ̹ ŅĜ̹ İĴŹĜŵŵŦŘŘĜİŦ̹ Ɵ̹ ƘĜŘŦŵĜİŦ̹ ŲŦŵ̹
ŹƄ̹ ĿƄşĪňŦşĜŘňİĜİ˫̹ [Ĵ̹ ĪŦşŹňİĴŵĜ̹ ƄşŦ̹ İĴ̹ ŘŦŹ̹ ŹňŹƀĴŞĜŹ̹ İĴ̹ ĴŹĪŵňƀƄŵĜ̹ŞĝŹ̹
ĜƘĜşƥĜİŦŹ̹İĴŘ̹ŞƄşİŦ̹Ɵ̹ ŘĜ̹ĪĜŘňŀŵĜĿŊĜ˦̹ĪŦş̹ƄşĜ̹ƀŵĜİňĪňŧş̹İĴ̹ŞĝŹ̹İĴ̹İŦŹ̹
ŞňŘ̹ ĜťŦŹ̹ ̎ŴƄĴ˦̹ ĜŘ̹ ŲĜŵĴĪĴŵ˦̹ ĪŦŞĴşƥŧ̹ ĪŦş̹ ŘĜŹ̹ ŞĜƟƅŹĪƄŘĜŹ̹ ĪƄĜİŵĜİĜŹ̹
ŵŦŞĜşĜŹ̹ İĴŘ̹ ŹňŀŘŦ̹ ,̹ ŅĜŹƀĜ̹ şƄĴŹƀŵŦŹ̹ İŊĜŹ̹̎ ŅĜ̹ ĴƘŦŘƄĪňŦşĜİŦ̹ ĩĜœŦ̹ ĴŹĜ̹
ŲĴŵŹŲĴĪƀňƘĜ˫̹�Ĵ̹ŅĴĪŅŦ˦̹ ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŹĴ̹ŅĜ̹ĴşƀĴşİňİŦ̹Ɵ̹ĴŞŲŘĴĜİŦ̹ĪŦŞŦ̹
ƄşĜ̹ĴşƀňİĜİ̹ĿƄşĪňŦşĜŘ̹ŲĜŵĜ̹ĴŹĪŵňĩňŵ˦̹ĪŦşŹĴŵƘĜŵ˦̹ĪŦŲňĜŵ̹Ɵ̹İňĿƄşİňŵ̹ĴŘ̹ƀĴƞƀŦ̹
ŴƄĴ̹ŹĴ̹ŲŵĴƀĴşİĴ̹ŘĴĴŵ˫̹

�ŹĴ̹ĪŦşĪĴŲƀŦ̹İĴ̹ĪĜŘňŀŵĜĿŊĜ˦̹ĩĜŹĜİŦ̹Ĵş̹ŘĜ̹ƀŵĜİňĪňŧş˦̹ŅĜ̹ňİŦ̹ĴƘŦŘƄĪňŦşĜşİŦ̹
Ĵş̹ ĿƄşĪňŧş̹İĴ̹ ŘĜŹ̹ŲŦŹňĩňŘňİĜİĴŹ̹ ƀĵĪşňĪĜŹ̹Ɵ̹İĴ̹ ŘĜŹ̹İňƘĴŵŹĜŹ̹şĴĪĴŹňİĜİĴŹ̹
İĴ̹ĪĜİĜ̹ĵŲŦĪĜ˫̹;Ĝ̹�İĜİ̹AĴİňĜ̹ŹĴ̹ĪŦşŹňİĴŵĜ̹ƄşĜ̹İĴ̹ŘĜŹ̹ĴƀĜŲĜŹ̹ŅňŹƀŧŵňĪĜŹ̹
Ĵş̹ ŘĜ̹ ŴƄĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ƀƄƘŦ̹ ŹƄ̹ ĜŲŦŀĴŦ˫̹ TŦŵ̹ ĴŹŦ̹ ŵĴŹƄŘƀĜ̹ ĪŵƄĪňĜŘ̹ ŲĜŵĜ̹ ŘĜ̹
ƀŵĜİňĪňŧş̹ĪĜŘňŀŵĝǬĪĜ˫̹

;ŦŹ̹ ĜşƀňŀƄŦŹ̹ ĪĜŘŊŀŵĜĿŦŹ˱ĴŹĪŵňĩĜŹ̹ ĴŵĜş̹ ƄşĜ̹ ĴŹŲĴĪňĴ̹ İĴ̹ ĜŵƀĴŹĜşŦŹ̹ ŴƄĴ̹
ŹĴ̹ İĴİňĪĜĩĜş̹ Ĝ̹ ŘĜ̹ ƀĜŵĴĜ̹ İĴ̹ ŵĴĜŘňƥĜŵ̹ ƀĴƞƀŦŹ̹ ŘĴŀňĩŘĴŹ˦̹ ŲŵňşĪňŲĜŘŞĴşƀĴ̹
ŞĜşƄŹĪŵňƀŦŹ˫̹ TŦŵ̹ ĴŹŦ˦̹ İĴŹİĴ̹ İňĿĴŵĴşƀĴŹ̹ ŲĴŵŹŲĴĪƀňƘĜŹ˦̹ ŘĜ̹ ƀŵĜİňĪňŧş̹
ĪĜŘňŀŵĝǬĪĜ̹ŦĪĪňİĴşƀĜŘ̹ŹĴ̹ĴşƀĴşİňŧ̹ĪŦŞŦ̹Ƅş̹ŦǬĪňŦ̹ĜŘĴœĜİŦ̹İĴŘ̹ŞƄşİŦ̹İĴŘ̹
ĜŵƀĴ˫̹̹

[ňş̹ĴŞĩĜŵŀŦ˦̹ĿŵĴşƀĴ̹Ĝ̹ĴŹĜ̹ňİĴĜ˦̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ̹ĪŦşƀĴŞŲŦŵĝşĴĜ̹
ŵĴŲŵĴŹĴşƀĜ Ƅ̹ş Ī̹ĜŞĩňŦ Ź̹ňŀşňǬĪĜƀňƘŦ˦ ƀ̹ĜşƀŦ ƀ̹ĵĪşňĪĜ Ī̹ŦŞŦ Ī̹ŦşĪĴŲƀƄĜŘŞĴşƀĴ˫̹
�ş̹ĴŹƀŦŹ̹ŞŦŞĴşƀŦŹ̹ĴŹ̹Ƅş̹ĪĜŞŲŦ̹ĜĩňĴŵƀŦ̹Ĵş̹ĴŘ̹ŴƄĴ̹ĴƞňŹƀĴş̹İňĿĴŵĴşƀĴŹ̹
ĿŦŵŞĜŹ̹İĴ̹ĴşƀĴşİĴŵ̹ŘĜŹ̹ŲŵĝĪƀňĪĜŹ̹ĪĜŘňŀŵĝǬĪĜŹ˫̹

�Ř̹ ĪĜŘŊŀŵĜĿŦ̹ ŦĪĪňİĴşƀĜŘ̹ ĪŦşƀĴŞŲŦŵĝşĴŦ̹ ŲŵĴǬĴŵĴ˦̹ ŞĜƟŦŵňƀĜŵňĜŞĴşƀĴ˦̹
ĴŘňŞňşĜŵ̹Ƅş̹ƀĴƞƀŦ˦̹ƄşĜ̹ŲĜŘĜĩŵĜ˦̹ƄşĜ̹ ŘĴƀŵĜ̹Ŧ̹ĪƄĜŘŴƄňĴŵ̹ƀňŲŦ̹İĴ̹ĴŘĴŞĴşƀŦ̹
ĴŹĪŵňƀŦ̹ŘĴŀňĩŘĴ˦̹ňşĪŘƄŹŦ̹ŵĴĪŦşŦĪňĩŘĴ˦̹ŲĜŵĜ̹İĜŵ̹ŘƄŀĜŵ̹Ĝ̹ƄşĜ̹ňŞĜŀĴş̹ĪĴŵĪĜşĜ̹
Ĝ̹ ŘĜ̹ ĜĩŹƀŵĜĪĪňŧş˦̹ ŴƄĴ̹ ŲƄĴİĴ̹ İĴǬşňŵŹĴ̹ ŲŵňşĪňŲĜŘŞĴşƀĴ̹ ĪŦŞŦ̹ ĪĜŘňŀŵĜĿŊĜ̹
ĴƞŲŵĴŹňƘĜ˦̹ĴƞŲĴŵňŞĴşƀĜŘ̹Ŧ̹ĜĩŹƀŵĜĪƀĜ˫̹�ş̹ ŘƄŀĜŵ̹İĴ̹ĪĴşƀŵĜŵŹĴ̹Ĵş̹ĴŘ̹ ƀĴƞƀŦ̹
ŘĴŀňĩŘĴ̹ ĪŦş̹ ƄşĜ̹ ŲĴŵŹŲĴĪƀňƘĜ̹ ŵĴŹƀŵňşŀňİĜ̹ ŲŦŵ̹ ŘĜ̹ ƀŵĜİňĪňŧş̹ Ĵş̹ ŘĜ̹ ŴƄĴ̹ ĴŘ̹
ĴŹĪŵňĩĜ̹ ĴŹ̹ Ƅş̹ ŹĴŵƘňİŦŵ̹ İĴŘ̹ ƀĴƞƀŦ˦̹ Ĵş̹ ĴŹƀĜ̹ ŦƀŵĜ̹ŞĜşĴŵĜ̹ İĴ̹ ĴşƀĴşİĴŵ̹ ŘĜ̹
ĪĜŘňŀŵĜĿŊĜ˦̹ĴŘ̹ƀĴŞĜ̹ŲŵňşĪňŲĜŘ̹ŹĴ̹ĪŦşƘňĴŵƀĴ̹Ĵş̹Ƅş̹ŀĴŹƀŦ̹Ɵ̹ŘŦŹ̹ŞŦƘňŞňĴşƀŦŹ̹
İĴ̹ ŘĜ̹ ŞĜşŦ̹̎ŘŦŹ̹ İĴşŦŞňşĜİŦŹ̹ ŀĴŹƀŦŹ̹ ŹňŞňŘĜŵĴŹ̹ Ĝ̹ ŘĜ̹ ĴŹĪŵňƀƄŵĜ̹̎ ŹĴ̹
ŵĴňƘňşİňĪĜş̹ĪŦŞŦ̹ĪĜŘňŀŵĜĿŊĜ˫
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;Ŧ̹ŴƄĴ̹ŹĴ̹ĴşĪƄĴşƀŵĜ̹ŲŵňşĪňŲĜŘŞĴşƀĴ̹ƀŵĜŹ̹İňĪŅĜŹ̹ŲŵĝĪƀňĪĜŹ̹ĴŹ̹ĴŘ̹ĪŦşĪĴŲƀŦ̹
İĴ̹ ĴŹŲŦşƀĜşĴňİĜİ˦̹ œƄşƀŦ̹ ĪŦş̹ ŘĜ̹ ňşĪŘňşĜĪňŧş̹ ŲŘƄŵĜŘňŹƀĜ̹ Ɵ̹ ĴĪŘĵĪƀňĪĜ̹ ŴƄĴ̹
İĴŲĴşİĴ̹ƅşňĪĜŞĴşƀĴ̹İĴ̹ŘŦŹ̹ĪĜŘŊŀŵĜĿŦŹ̹Ɵ̹ŹƄ̹ŲĴŵĪĴŲĪňŧş̹Ɵ̹ĪŦŞŲŵĴşŹňŧş̹İĴ̹
ŘĜ̹ĴŹĪŵňƀƄŵĜ̹Ɵ̹İĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ˫̹�ŴƄŊ˦̹ĴŹƀĜŹ̹ŹĴ̹ƄƀňŘňƥĜş̹ĪŦŞŦ̹ĴƞŲŵĴŹňŦşĴŹ̹
ňşƀĴŵĪĜŞĩňĜĩŘĴŹ˫̹ ;Ĝ̹ ŵĜƥŧş̹ ĴŹ̹ ŴƄĴ̹ ŘĜŹ̹ İĴǬşňĪňŦşĴŹ̹ Ɵ̹ İĴŹĪŵňŲĪňŦşĴŹ̹
ĴŹŲĴĪŊǬĪĜŹ̹ŴƄĴ̹ĜŲƄşƀĜş̹Ĝ̹ƘĜŵňŦŹ̹ŘŊŞňƀĴŹ̹ĴşƀŵĴ̹ŘĜ̹ĴŹĪŵňƀƄŵĜ̹Ɵ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹
̎ĜŹŊ̹ĪŦŞŦ̹ŘĜ̹ŲňşƀƄŵĜ̹̎ŅĜş̹ĪŦŞĴşƥĜİŦ̹Ĝ̹İňŹŦŘƘĴŵŹĴ̹ĪŦş̹ŘŦŹ̹ĪĜŞĩňŦŹ̹
Ĵş̹ŘĜŹ̹ĜĪƀňƀƄİĴŹ̹ĪŦşƀĴŞŲŦŵĝşĴĜŹ̹ŦĪĪňİĴşƀĜŘĴŹ˫

�Ź̹ İĴĪňŵ˦̹ ƀĵĪşňĪĜŞĴşƀĴ̹ ŲƄĴİĴ̹ ĜǬŵŞĜŵŹĴ̹ ŴƄĴ̹ ŘĜ̹ ĜĪƀňƀƄİ̹ ĪŦŞƅş̹ ĴŹ̹ ĴŘ̹
ĴŞŲŘĴŦ̹ İĴ̹ ƄşĜ̹ ĜŞŲŘňĜ̹ ŀĜŞĜ̹ İĴ̹ ŞĜƀĴŵňĜŘĴŹ̹ ŴƄĴ̹ ĩĝŹňĪĜŞĴşƀĴ̹ ƀňĴşĴş̹
ŘĜ̹ ĪĜŲĜĪňİĜİ̹ İĴ̹ İĴœĜŵ̹ ƄşĜ̹ ŅƄĴŘŘĜ˦̹ ƄşĜ̹ ŞĜşĪŅĜ˦̹ ƄşĜ̹ ŹĜŘŲňĪĜİƄŵĜ˦̹ Ƅş̹
ƀŵĜƥŦ˦̹ ƄşĜ̹ ŘŊşĴĜ̹ Ɵ̹ ĴŘ̹ ƀŵĜƥŦ̹ ŀĴşĴŵĜŘ̹ ŴƄĴ̹ ƄşĜ̹ ŅĴŵŵĜŞňĴşƀĜ̹ ŲƄĴİĴ̹ İĴœĜŵ̹
Ĵş̹ ŘĜ̹ ŹƄŲĴŵǬĪňĴ˫̹�İĴŞĝŹ˦̹ ĪŦşĪĴŲƀƄĜŘŞĴşƀĴ˦̹ ĴŘ̹ ňşƀĴŵĵŹ̹ ŹĴ̹ ŅĜ̹ ĪĴşƀŵĜİŦ̹
Ĵş̹ ŀĴşĴŵĜŵ̹ ĜŘƀĴŵşĜƀňƘĜŹ̹ ŴƄĴ̹ ƘĜƟĜş̹ ŞĝŹ̹ ĜŘŘĝ̹ İĴ̹ ŘĜ̹ ƀŵĜİňĪňŧş˫̹ TŦŵ̹ ĴŹƀĜ̹
ŵĜƥŧş˦̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ̹ĴŹƀĝ̹ŘĴœŦŹ̹İĴ̹ŹĴŵ̹ƄşĜ̹ĿŦŵŞĜ̹ĪŦŞŲŵĴşŹňĩŘĴ̹
Ɵ̹ İĴǬşňĩŘĴ̹ İĴ̹ ĜĪƄĴŵİŦ̹ ĪŦş̹ ŘŦŹ̹ ŲĜŵĝŞĴƀŵŦŹ̹ ĪĜŘňŀŵĝǬĪŦŹ̹ ƀŵĜİňĪňŦşĜŘĴŹ̹
ĪŦşŦĪňİŦŹ˦̹ ŴƄĴ̹ ĴŹƀĝş̹ ŵĴŘĜĪňŦşĜİŦŹ̹ ĪŦş̹ ĴŘ̹ ƀĴƞƀŦ̹ ĴŹĪŵňƀŦ̹ ŘĴŀňĩŘĴ˦̹ Ɵ̹ ŘĜ̹
ĴŹĪŵňƀƄŵĜ̹ İĴ̹ ŘĜŹ̹ ŘĴƀŵĜŹ̹ İĴŘ̹ ƀĴƞƀŦ̹ ĩňĴş̹ ĪŦşŹƀŵƄňİĜŹ̹ Ɵ̹ şŦ̹ ŹŦŞĴƀňİĜŹ̹ Ĝ̹
ňşƀĴŵŲŵĴƀĜĪňŧş˫̹

bĜşƀŦ̹ ŘŦŹ̹ ŲŵŦĿĴŹňŦşĜŘĴŹ̹ ĪŦŞŦ̹ ŘŦŹ̹ ĪĜŘŊŀŵĜĿŦŹ̹ œŧƘĴşĴŹ̹ ňşƀĴŵĜĪƀƅĜş̹ ĪŦş̹
ŦƀŵĜŹ̹ İňŹĪňŲŘňşĜŹ̹Ɵ̹ ĪŦş̹ ŦƀŵĜŹ̹ ƀŵĜİňĪňŦşĴŹ̹ ĪĜŘňŀŵĝǬĪĜŹ̹ ŲĜŵĜ̹ İĜŵ̹ ŘƄŀĜŵ̹ Ĝ̹
ŦĩŵĜŹ̹ŴƄĴ̹ŹŦş̹ĴŘ̹ŵĴŹƄŘƀĜİŦ̹İĴ̹ƄşĜ̹ĿƄŹňŧş̹ĴşƀŵĴ̹ŘŦŹ̹ĜŹŲĴĪƀŦŹ̹ĪŦşĪĴŲƀƄĜŘĴŹ̹
Ɵ̹ƀĵĪşňĪŦŹ˫̹

�ŹƀĴ̹ ĴşĿŦŴƄĴ̹ ŵĴĪňĴşƀĴ̹ ňşƘňƀĜ̹ Ĝ̹ ŘĜŹ̹ ňşƀĴŵĜĪĪňŦşĴŹ˫̹ ;Ĝ̹ ĪŦŞŲŘĴœňİĜİ̹ Ɵ̹ ŘĜ̹
ĜŞĩňŀƈĴİĜİ̹ ŹŦş̹ ŘŦŹ̹ ƀĵŵŞňşŦŹ̹ ŞĝŹ̹ ƄƀňŘňƥĜİŦŹ̹ ŲĜŵĜ̹ ŅĜĪĴŵ̹ ŵĴĿĴŵĴşĪňĜ̹
Ĝ̹ ŘĜŹ̹ŲŵĝĪƀňĪĜŹ̹ĜĪƀƄĜŘĴŹ̹Ŧ̹Ĝ̹ ŘĜŹ̹ ňşƀĴşĪňŦşĴŹ̹İĴ̹ ŘŦŹ̹ĪĜŘŊŀŵĜĿŦŹ˫̹[Ĵ̹ŲƄĴİĴ̹
İĴĪňŵ˦̹ŲŦŵ̹ƀĜşƀŦ˦̹ŴƄĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ̹ĴŹƀĝ̹ǭŦŵĴĪňĴşİŦ̹Ĝ̹ƀŵĜƘĵŹ̹İĴ̹
ŘĜ̹ňşƀĴŵŲŵĴƀĜĪňŧş̹ŴƄĴ̹ŅĜĪĴş̹İĴ̹ĴŘŘĜ̹ŘŦŹ̹ĪĜŘŊŀŵĜĿŦŹ˦̹ŴƄĴ̹ŞĜşňǬĴŹƀĜş̹ƄşĜ̹
ŲĴŵŹŲĴĪƀňƘĜ̹İňĿĴŵĴşƀĴ̹Ĝ̹ŘĜ̹İĴ̹ŘĜ̹ƀŵĜİňĪňŧş̹ŲĴŵŦ˦̹ƀĜŞĩňĵş˦̹İĴ̹ĜŘŀƅş̹ŞŦİŦ̹
Ɵ̹İĴ̹İňĿĴŵĴşƀĴŹ̹ŞĜşĴŵĜŹ˦̹İĴŵňƘĜİĜ̹İĴ̹ĴŘŘĜ˫̹

[ň̹ĩňĴş̹ĜŘŀƄşĜŹ̹İĴ̹ŘĜŹ̹ŲĴŵŹŲĴĪƀňƘĜŹ̹ĜĪƀƄĜŘĴŹ̹ƀňĴşĴş̹ŵĜŊĪĴŹ̹Ĵş̹ŘĜ̹ƀŵĜİňĪňŧş̹
ŦĪĪňİĴşƀĜŘ˦̹ ƘĜŵňŦŹ̹ ĪĜŘŊŀŵĜĿŦŹ̹ ŹĴ̹ ňşŹŲňŵĜş̹ Ĵş̹ ŦƀŵĜŹ̹ İňŹĪňŲŘňşĜŹ˦̹ ĪŦŞŦ̹ ŘĜ̹
ŞƅŹňĪĜ˦̹ ŘĜ̹İĜşƥĜ̹Ŧ̹ ŘĜ̹ŲŦĴŹŊĜ˰̹ĜŘŀƄşŦŹ̹ŵĴǭĴœĜş˦̹İĴ̹ŞĜşĴŵĜ̹ŹňŀşňǬĪĜƀňƘĜ˦̹
ŦƀŵĜŹ̹ ƀŵĜİňĪňŦşĴŹ̹ ĪĜŘňŀŵĝǬĪĜŹ̹ ĪŦŞŦ̹ ŹŦş̹ ŘĜŹ̹ İĴ̹ �ƞƀŵĴŞŦ̹ HŵňĴşƀĴ̹ Ɵ̹
HŵňĴşƀĴ̹AĴİňŦ˫̹

�İĴŞĝŹ˦̹ İĜİŦ̹ ŴƄĴ̹ ŘĜ̹ ĜŲĜŵňĴşĪňĜ̹ƘňŹƄĜŘ̹ İĴ̹ ŘĜŹ̹ ŦĩŵĜŹ̹ ŹĴ̹ ŅĜ̹ƘƄĴŘƀŦ̹ŞƄƟ̹
ĜĩŹƀŵĜĪƀĜ˦̹ŘŦŹ̹ŘŊŞňƀĴŹ̹ĴşƀŵĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹Ɵ̹ŘĜ̹ŲňşƀƄŵĜ̹ŹĴ̹ŅĜş̹ŅĴĪŅŦ̹ŞƄƟ̹
ĩŦŵŵŦŹŦŹ˫̹ �ŹŦ̹ ŹňŀşňǬĪĜ̹ ŴƄĴ̹ ŘĜŹ̹ ĪĜŵĜĪƀĴŵŊŹƀňĪĜŹ̹ Ɵ̹ ŘŦŹ̹ ĪŵňƀĴŵňŦŹ̹ İĴ̹ ŘĜ̹
ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ̹ƀĜŞĩňĵş̹ŅĜş̹ĪĜŞĩňĜİŦ˫

�ş̹ ŵĴŹƄŞĴş˦̹ ĪĜĩĴ̹ ŹĴťĜŘĜŵ̹ ŴƄĴ˦̹ Ĝ̹ ŘŦ̹ ŘĜŵŀŦ̹İĴ̹ ŘĜ̹ ŅňŹƀŦŵňĜ˦̹ŞňĴşƀŵĜŹ̹ ŴƄĴ̹
ŘĜ̹ ƀŵĜİňĪňŧş̹ ĪĜŘňŀŵĜĿŊĪĜ̹ ŦĪĪňİĴşƀĜŘ̹ ŅĜ̹ ĴƘŦŘƄĪňŦşĜİŦ̹ Ĵş̹ ƀŦŵşŦ̹ Ĝ̹ ŘĜŹ˫̹
ŲŦŹňĩňŘňİĜİĴŹ̹ ƀĵĪşňĪĜŹ̹ Ɵ̹ Ĝ̹ ŘĜŹ̹ şĴĪĴŹňİĜĴŹ̹ ĿƄşĪňŦşĜŘĴŹ˦̹ Ĵş̹ ŘĜŹ̹ ƅŘƀňŞĜŹ̹
İĵĪĜİĜŹ̹ ŹĴ̹ ŅĜş̹ŲŵŦİƄĪňİŦ̹ ĪĜŞĩňŦŹ̹ŞƄƟ̹ ŹňŀşňǬĪĜƀňƘŦŹ̹ Ĵş̹ ŘĜ̹ ĿŦŵŞĜ̹İĴ̹
ĴşƀĴşİĴŵŘĜ̹Ɵ̹İĴ̹ĴœĴĪƄƀĜŵŘĜ˫

)ŦƟ̹ Ĵş̹ İŊĜ˦̹ ĪĜİĜ̹ ƘĴƥ̹ŞĝŹ̹ ŲĴŵŹŦşĜŹ̹ ĴşƀňĴşİĴş̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ĪŦŞŦ̹ ĿŦŵŞĜ̹
İĴ̹ ĴƞŲŵĴŹňŧş̹ ĜĩňĴŵƀĜ̹ Ĝ̹ ŘĜ̹ ňşƀĴŵŲŵĴƀĜĪňŧş̹ ňşİňƘňİƄĜŘ˦̹ İĴ̹ ŞŦİŦ̹ ŴƄĴ̹ ĴŹƀĝş̹
ŹƄŵŀňĴşİŦ̹ ĴŹƀňŘŦŹ̹ ŲĴŵŹŦşĜŘĴŹ̹ ŴƄĴ̹ İĴŵňƘĜş̹ İĴ̹ İňĿĴŵĴşƀĴŹ̹ ŞŦƀňƘĜĪňŦşĴŹ˫̹
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[ňş̹ ĴŞĩĜŵŀŦ˦̹ Ĝ̹ ŲĴŹĜŵ̹ İĴ̹ ĴŹƀŦŹ̹ şƄĴƘŦŹ̹ ňşƀĴŵĴŹĴŹ˦̹ şŦ̹ ĴƞňŹƀĴş̹ ĴŹƀƄİňŦŹ̹
ĴƞŅĜƄŹƀňƘŦŹ̹ ŹŦĩŵĴ̹ ĴŘ̹ ƀĴŞĜ̹ ŴƄĴ̹ ŦĿŵĴƥĪĜş̹ İňĿĴŵĴşƀĴŹ̹ ŲĴŵŹŲĴĪƀňƘĜŹ˫̹ �ŹƀŦ̹
ŹƄŲŦşĴ̹Ƅş̹ƘĜĪŊŦ̹ĩňĩŘňŦŀŵĝǬĪŦ̹ňŞŲŦŵƀĜşƀĴ˫̹TŦŵ̹ĴŹŦ˦̹ŘĜ̹ňşƘĴŹƀňŀĜĪňŧş̹ŴƄĴ̹ĜŴƄŊ̹
ŹĴ̹ŲŵĴŹĴşƀĜ̹ĜĩŵĴ̹Ƅş̹ĪĜŞňşŦ̹Ĝ̹ŘĜ̹ŅŦŵĜ̹İĴ̹İňŹĪƄƀňŵ̹Ɵ̹ĴŹƀƄİňĜŵ̹İňĪŅŦ̹ƀĴŞĜ˫

�Ř̹ ŦĩœĴƀŦ̹ İĴ̹ ĴŹƀƄİňŦ̹ İĴ̹ ĴŹƀĜ̹ ňşƘĴŹƀňŀĜĪňŧş̹ ĴŹ˦̹ ŲŦŵ̹ ĪŦşŹňŀƄňĴşƀĴ˦̹ ŘĜ̹
ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ̹ĪŦşƀĴŞŲŦŵĝşĴĜ˦̹ĴşƀĴşİňİĜ̹ĪŦŞŦ̹ĴƞŲŵĴŹňŧş̹ƘňŹƄĜŘ̹
Ɵ̹ĪŦŞŦ̹ŲŵĝĪƀňĪĜ̹ŴƄĴ̹ĴŹƀĝ̹ĴƞŲĜşİňĴşİŦ̹ŹƄŹ̹ŘŊŞňƀĴŹ̹Ɵ̹ŘĜŹ̹ĿŵŦşƀĴŵĜŹ̹İĴ̹ŘĜ̹
ĴŹĪŵňƀƄŵĜ̹̎ŵĴŹƀŵňşŀňİĜ̹ŲŦŵ̹ ŘĜ̹şĴĪĴŹňİĜİ̹İĴ̹ ŘĴĴŵŘĜ̹ ŹĴŞĝşƀňĪĜŞĴşƀĴ̎˫̹
�Ĵ̹ĴŹƀĴ̹ŞŦİŦ˦̹ŲŦİĴŞŦŹ̹İĴĪňŵ̹ŴƄĴ̹ŘĜ̹ňşƘĴŹƀňŀĜĪňŧş̹ŹĴ̹ŅĜ̹ĪĴşƀŵĜİŦ̹Ĵş̹ŘĜ̹
ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ̹ĪŦşƀĴŞŲŦŵĝşĴĜ̹Ɵ̹ŹƄŹ̹ŲŵĝĪƀňĪĜŹ̹Ɵ˦̹ƀĜŞĩňĵş˦̹Ĵş̹ ŘĜŹ̹
ŲŦŹňĩŘĴŹ̹ ňşǭƄĴşĪňĜŹ̹ ŴƄĴ̹ Ĵş̹ ĴŘŘĜ̹ ĴœĴŵĪĴş̹ ŘĜŹ̹ ƀŵĜİňĪňŦşĴŹ̹ ĪĜŘňŀŵĝǬĪĜŹ̹ İĴ̹
�ƞƀŵĴŞŦ̹HŵňĴşƀĴ̹Ɵ̹İĴ̹HŵňĴşƀĴ̹AĴİňŦ˫̹

�ĜŹĜİĜ̹ Ĵş̹ ƄşĜ̹ ňşƀĴŵĜĪĪňŧş̹ ĴşƀŵĴ̹ ŘĜ̹ ƀĴŦŵŊĜ̹ Ɵ̹ ŘĜ̹ ŲŵĝĪƀňĪĜ˦̹ ĴŹƀĜ̹
ňşƘĴŹƀňŀĜĪňŧş̹ŅĜ̹ƀĴşňİŦ̹ĪŦŞŦ̹Ǭş̹ĪŦşŦĪĴŵ̹ŘĜŹ̹ĪĜŵĜĪƀĴŵŊŹƀňĪĜŹ˦̹İňşĝŞňĪĜŹ̹
Ɵ̹ŘĜŹ̹ƀĴşİĴşĪňĜŹ̹ĪŦşƀĴŞŲŦŵĝşĴĜŹ̹ĪĜŘňŀŵĝǬĪĜŹ̹ŦĪĪňİĴşƀĜŘĴŹ˫

;Ĝ̹ ŲŦŲƄŘĜŵňİĜİ̹ ĜŘĪĜşƥĜİĜ̹ Ĵş̹ ŘŦŹ̹ ƅŘƀňŞŦŹ̹ ĜťŦŹ̹ ŲŦŵ̹ ĴŘ̹ lettering˦̹ ŲŦŵ̹
ĴœĴŞŲŘŦ˦̹ Ɵ̹ ŘĜ̹ İňŀňƀĜŘňƥĜĪňŧş̹ İĴ̹ ĪĜŘňŀŵĜĿŊĜŹ˦̹ ŅĜ̹ İĜİŦ̹ ŘƄŀĜŵ̹ Ĝ̹ ĪňĴŵƀĜ̹
ĪŦşĿƄŹňŧş̹ Ĝ̹ ŘĜ̹ ŅŦŵĜ̹ İĴ̹ ŅĜĩŘĜŵ̹ İĴ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŲƄĴŹ˦̹ Ĵş̹ ŦĪĜŹňŦşĴŹ˦̹ ŹĴ̹
ĴŞŲŘĴĜ̹ ĴŘ̹ ƀĵŵŞňşŦ̹ ŲĜŵĜ̹ İĴŹňŀşĜŵ̹ ŦƀŵĜŹ̹ ŞĜşňĿĴŹƀĜĪňŦşĴŹ̹ ŴƄĴ̹ şŦ̹ ŹŦş̹
ĪĜŘňŀŵĝǬĪĜŹ̹ Ĵş̹ ŹĴşƀňİŦ̹ ĴŹƀŵňĪƀŦ˫̹ �İĴŞĝŹ̹ İĴ̹ ŘĜ̹ İňƘĴŵŹňİĜİ˦̹̎Ɵ̹ İĴĩňİŦ̹
Ĝ̹ ŘĜ̹ƀĴşİĴşĪňĜ̹ĪŦşƀĴŞŲŦŵĝşĴĜ̹ĴĪŘĵĪƀňĪĜ̹Ɵ̹ŲŘƄŵĜŘňŹƀĜ̹Ĝ̹ ŘĜ̹ŅŦŵĜ̹İĴ̹ĪŵĴĜŵ̹
ŦĩŵĜŹ̹ ĪĜŘňŀŵĝǬĪĜŹ̎˦̹ ĪƄĜşİŦ˦̹ İĴŹİĴ̹ ƄşĜ̹ ŲĴŵŹŲĴĪƀňƘĜ̹ ňşƀĴŀŵĜŘ˦̹ ŹĴ̹
ĴƞĜŞňşĜ̹ ĴŘ̹ ŹňŀşňǬĪĜİŦ̹ ŘňƀĴŵĜŘ̹ İĴŘ̹ ƀĵŵŞňşŦ̹ ĪĜŘňŀŵĜĿŊĜ˦̹ ŲƄĴİĴ̹ ĜŲŵĴĪňĜŵŹĴ̹
ĪŧŞŦ˦̹ İĴŹİĴ̹ ĴŘ̹ ŲŵňŞĴŵ̹ŞŦŞĴşƀŦ˦̹ ŹƄ̹ ŲĴŵĪĴŲĪňŧş̹Ɵ̹ƄŹŦ̹ ĜŲƄşƀĜş̹ Ĝ̹ƄşĜ̹
ĿĜŘƀĜ̹ İĴ̹ ŲŵŦĿƄşİňİĜİ˫̹ TŦŵ̹ ĴŹŦ˦̹ ŵĴŹƄŘƀĜ̹ ĿƄşİĜŞĴşƀĜŘ̹ İĴǬşňŵ̹ Ĝ̹ ŴƄĵ̹ ŹĴ̹
ŵĴǬĴŵĴ̹ŘĜ̹ŲĜŘĜĩŵĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŲĴŵŦ˦̹ƀĜŞĩňĵş˦̹ŘŦ̹ĴŹ̹İĴŘňŞňƀĜŵ̹ŘŦ̹ŴƄĴ̹şŦ̹ĴŹ˫̹
�ş̹ĴŹĴ̹ŹĴşƀňİŦ˦̹ĴŹ̹şĴĪĴŹĜŵňŦ̹ĜşĜŘňƥĜŵ̹İňƘĴŵŹĜŹ̹ĪĜŵĜĪƀĴŵŊŹƀňĪĜŹ̹ŞĴİňĜşƀĴ̹
ĴŘ̹ ĴƞĜŞĴş̹İĴ̹ ŦƀŵĜŹ̹ ƀŵĜİňĪňŦşĴŹ̹ ĪĜŘňŀŵĝǬĪĜŹ̹Ɵ˦̹ŞĝŹ̹ ĪŦşĪŵĴƀĜŞĴşƀĴ˦̹ ŘĜŹ̹
İĴ̹�ƞƀŵĴŞŦ̹HŵňĴşƀĴ̹Ɵ̹ŘĜŹ̹İĴ̹HŵňĴşƀĴ̹AĴİňŦ̹̎Ĝ̹ŘĜŹ̹ŴƄĴ̹ƟĜ̹şŦŹ̹ŅĴŞŦŹ̹
ŵĴĿĴŵňİŦ̹ĜşƀĴŵňŦŵŞĴşƀĴ̎˦̹ŴƄĴ̹ŲĴŵŞňƀĴş̹ĴşƀĴşİĴŵ̹ĪƄĝŘ̹ĴŹ̹ŘĜ̹ňşƀĴŵĜĪĪňŧş̹
İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ̹ ĪŦşƀĴŞŲŦŵĝşĴĜ̹ ĪŦş̹ ŘĜŹ̹ İĴ̹ ŦƀŵĜŹ̹ ĪƄŘƀƄŵĜŹ˦̹
İĴŹİĴ̹ŅĜĪĴ̹ŞƄĪŅŦ̹ƀňĴŞŲŦ˫

[Ĵ̹ ŅĜ̹ ŵĴĜŘňƥĜİŦ̹ ƄşĜ̹ ĜŲŵŦƞňŞĜĪňŧş̹ ŀĴşĴŵĜŘ̹ Ĝ̹ ŘĜ̹ ŹňƀƄĜĪňŧş̹ ĜĪƀƄĜŘ̹ İĴ̹ ŘĜ̹
ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ̹ ĪŦşƀĴŞŲŦŵĝşĴĜ̹ Ɵ̹ ŹĴ̹ ŅĜş̹ ĜşĜŘňƥĜİŦ̹ ŘŦŹ̹ ĴşĿŦŴƄĴŹ̹
ƀĴŧŵňĪŦŹ̹Ɵ̹ĪŵŊƀňĪŦŹ̹İĴ̹ ŘĜŹ̹İĴǬşňĪňŦşĴŹ˦̹ ŘŦŹ̹ĜşƀĴĪĴİĴşƀĴŹ̹ŅňŹƀŧŵňĪŦŹ̹Ɵ̹ ŘĜ̹
ĴƘŦŘƄĪňŧş̹ İĴ̹ ŘĜŹ̹ ŲĴŵĪĴŲĪňŦşĴŹ̹ Ɵ̹ ŲŵĝĪƀňĪĜŹ̹ ŦĪĪňİĴşƀĜŘĴŹ̹ İĴ̹ �ƞƀŵĴŞŦ̹
HŵňĴşƀĴ̹ Ɵ̹ İĴ̹ HŵňĴşƀĴ̹ AĴİňŦ˫̹ �ŹňŞňŹŞŦ˦̹ ŹĴ̹ ŅĜ̹ ňşİĜŀĜİŦ̹ ŹŦĩŵĴ̹ ŘŦŹ̹
ĪĜŘŊŀŵĜĿŦŹ̹ ĪŦşƀĴŞŲŦŵĝşĴŦŹ̹ Ɵ̹ ŹƄŹ̹ ŦĩŵĜŹ̹ ŲĜŵĜ̹ İĴƀĴŵŞňşĜŵ̹ ĪƄĝŘĴŹ̹ ŹŦş̹
ŹƄŹ̹ ŵĜŹŀŦŹ̹ ĪĜŵĜĪƀĴŵŊŹƀňĪŦŹ˫̹ ;Ĝ̹ ňşƀĴşĪňŧş̹ ŅĜ̹ ŹňİŦ̹ ŲŵŦŲŦŵĪňŦşĜŵ̹ Ƅş̹
ĪŦşŦĪňŞňĴşƀŦ̹ ŹňŀşňǬĪĜƀňƘŦ̹ Ɵ̹ ƄşĜ̹ ƘňŹňŧş̹ İĴŹİĴ̹ŞƅŘƀňŲŘĴŹ̹ ŲĴŵŹŲĴĪƀňƘĜŹ˦̹
şĴĪĴŹĜŵňĜŹ̹ŲĜŵĜ̹ƄĩňĪĜŵ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ̹ĪŦşƀĴŞŲŦŵĝşĴĜ˦̹ĪŦş̹ŹƄŹ̹
İňƘĴŵŹĜŹ̹İňşĝŞňĪĜŹ˫

�Ź̹ şĴĪĴŹĜŵňŦ̹ ŵĴĪŦşŦĪĴŵ̹ ŴƄĴ̹ ŘŦŹ̹ ĜşƀĴĪĴİĴşƀĴŹ̹ ŴƄĴ̹ ŹĴ̹ ŅĜş̹ ĴƞƀŵĜŊİŦ̹
İĴ̹ ŘĜŹ̹ ĿƄĴşƀĴŹ̹ ĴƞĜŞňşĜİĜŹ̹ ŅĜş̹ ƀĴşňİŦ̹ Ƅş̹ ŲĜŲĴŘ̹ ňŞŲŦŵƀĜşƀĴ̹ Ĵş̹ ŘĜ̹
ĜŲŵĴĪňĜĪňŧş̹ İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ İĴŘ̹ ŲĜŹĜİŦ˦̹ ŲŵĴŹĴşƀĴ̹ Ɵ˦̹ ŲŦŹňĩŘĴŞĴşƀĴ˦̹ İĴŘ̹
ĿƄƀƄŵŦ˫̹ �Ř̹ ňşİĜŀĜŵ̹ ŹŦĩŵĴ̹ ŘĜŹ̹ ŲŵĝĪƀňĪĜŹ̹ İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ˦̹ Şň̹
ĪŦŞŲŵĴşŹňŧş̹ ŲĴŵŹŦşĜŘ̹ ŹŦĩŵĴ̹ ĴŹƀĜ̹ ŹĴ̹ ŅĜ̹ ĴşŞĜŵĪĜİŦ̹ Ĵş̹ ĴŘ̹ ŲƄşƀŦ̹ İĴ̹
ƘňŹƀĜ̹ŴƄĴ̹ŅĴ̹İĴŹĜŵŵŦŘŘĜİŦ̹Ĵş̹ĴŹƀĜ̹ ňşƘĴŹƀňŀĜĪňŧş˫̹TƄĴİŦ̹ĜǬŵŞĜŵ̹ŴƄĴ̹ĴŹ̹

I. INTRODUCCIÓN



ʆʋ

1 �ĴĿĴşİňİĜ̹Ĵş̹œƄŘňŦ̹İĴ̹ʇʅʆʇ̹Ĵş̹ŘĜ̹fşňƘĴŵŹňİĜİ̹)ĜĪĴƀƀĴŲĴ˦̹�şŖĜŵĜ˦̹bƄŵŴƄŊĜ˫

Ƅş̹ƘňĜœĴ̹ŴƄĴ̹ĪŦŞĴşƥŧ̹ĪŦş̹ƘĜŵňŦŹ̹İĴŹĴşĪĜİĴşĜşƀĴŹ̹Ĵ̹ňşŹŲňŵĜĪňŦşĴŹ̹ŴƄĴ̹
ŹĴ̹ĴşĪƄĴşƀŵĜş˦̹ŲŵňşĪňŲĜŘŞĴşƀĴ˦̹Ĵş̹ŘĜŹ̹ ňşƀĴŵŲŵĴƀĜĪňŦşĴŹ̹İĴ̹ ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹
ŦĪĪňİĴşƀĜŘ̹ĪŦşƀĴŞŲŦŵĝşĴĜ˫̹�Ř̹ŲŵŦĿƄşİňƥĜŵ̹Ĵş̹ŘĜ̹ňşƘĴŹƀňŀĜĪňŧş̹ƀĴŧŵňĪĜ̹Ɵ̹
ŲŵĝĪƀňĪĜ˦̹Şň̹ŲĴŵĪĴŲĪňŧş̹ŹŦĩŵĴ̹ĴŘ̹ƀĴŞĜ̹ŅĜ̹ĪĜŞĩňĜİŦ̹Ɵ̹ŅĜ̹ƀŵĜşŹĿŦŵŞĜİŦ̹
Şň̹ŲŵŦŲňĜ̹ŦĩŵĜ̹ĪĜŘňŀŵĝǬĪĜ˦̹Ĵş̹ŹĴşƀňİŦ̹ĿŦŵŞĜŘ̹Ɵ̹ĪŦşĪĴŲƀƄĜŘ˫̹�ŹƀŦ̹ŞĴ̹ŅĜ̹
ŘŘĴƘĜİŦ̹Ĝ̹ ňşƀŵŦİƄĪňŵ̹ƘĜŘŦŵĴŹ̹ĴŹƀĵƀňĪŦŹ̹Ɵ̹ĪŦşĪĴŲƀƄĜŘĴŹ̹Ĵş̹ŞňŹ̹ŲŵĝĪƀňĪĜŹ˦̹
ŞĝŹ̹ĜŘŘĝ̹İĴ̹ŘĜ̹İňŞĴşŹňŧş̹ƘňŹƄĜŘ˫

9ī:ī��1/0%Ƃ���%ñ*

Aň̹ňşƀĴŵĵŹ̹ŲŦŵ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ĪŦŞĴşƥŧ̹ĪŦş̹ŘĜ̹ƀňŲŦŀŵĜĿŊĜ˦̹ŴƄĴ̹ƀňĴşĴ̹ŹƄ̹ĩĜŹĴ̹
Ĵş̹Şň̹ňşƀĴŵĵŹ̹ŲŦŵ̹ŘĜ̹ŘňƀĴŵĜƀƄŵĜ˦̹ĜŹŊ̹ĪŦŞŦ̹ƀĜŞĩňĵş̹ŲŦŵ̹ŘĜŹ̹ŞĜƀĴŞĝƀňĪĜŹ˫̹
�ĴŹİĴ̹ ʆʎʎʎ̹ ŅĜŹƀĜ̹ ʇʅʅʉ̹ ĴŹƀƄİňĵ̹ ĴŹƀĜİŊŹƀňĪĜ̹ Ɵ̹ ƀŵĜĩĜœĵ̹ ĴƞĪŘƄŹňƘĜŞĴşƀĴ̹
ĪŦş̹ şƅŞĴŵŦŹ̹ Ɵ̹ ĪĝŘĪƄŘŦŹ˰̹ ĜİĴŞĝŹ˦̹ ŲĜŵĜ̹ ŘŘĴŀĜŵ̹ Ĝ̹ ĴŹƀŦŹ̹ ĪĝŘĪƄŘŦŹ˦̹ ƀŵĜĩĜœĵ̹
ĪŦş̹ ĴĪƄĜĪňŦşĴŹ̹ İĴ̹ ĿŦŵŞƄŘĜĪňŦşĴŹ̹ ŞĜƀĴŞĝƀňĪĜŹ̹ ŹŦĩŵĴ̹ ŹŊŞĩŦŘŦŹ̹
İĴƀĴŵŞňşĜİŦŹ̹ ĪŦş̹ ĪŦşİňĪňŦşĴŹ̹ ŲŵĴƘňĜŹ̹ ĪŦŞŦ̹ ƄşĜ̹ ĿŦŵŞĜ̹ İĴ̹ ŘĴşŀƄĜœĴ̹
ŹňŞĩŧŘňĪŦ̹ İňĿĴŵĴşƀĴ˦̹ ĜŹŊ̹ ĪŦŞŦ̹ Ĵş̹ ŘĜ̹ ňşƀĴŵŲŵĴƀĜĪňŧş̹ İĴ̹ ňşƘĴŹƀňŀĜĪňŦşĴŹ̹
ŞĴİňĜşƀĴ̹ĴŘ̹ĪĝŘĪƄŘŦ̹İĴ̹ĴŹƀĜŹ̹ĴĪƄĜĪňŦşĴŹ˫̹

�ƄşŴƄĴ̹ ĴŹƀŦŹ̹ İŦŹ̹ ƀĴŞĜŹ˦̹ ƀňŲŦŀŵĜĿŊĜ̹ Ɵ̹ ĴŹƀĜİŊŹƀňĪĜ˦̹ ŲƄĴİĴş̹ ŹŦşĜŵ̹ŞƄƟ̹
İňĿĴŵĴşƀĴŹ˦̹ ĪŦŞŦ̹ İňŹĴťĜİŦŵĜ̹ ŀŵĝǬĪĜ̹ ŴƄĴ̹ ĩƄŹĪĜ̹ ŘĜ̹ ňşƀĴŵŲŵĴƀĜĪňŧş̹ İĴŘ̹
ŲŵŦĩŘĴŞĜ̹ Ĵş̹ ŘƄŀĜŵ̹ İĴ̹ ĴşĪŦşƀŵĜŵ̹ ŘĜ̹ ŹŦŘƄĪňŧş˦̹ ƀĴşŊĜ̹ ŞƄĪŅĜŹ̹ ŀĜşĜŹ̹ İĴ̹
ŲŵŦĿƄşİňƥĜŵ̹Ĵş̹ŘŦŹ̹ƀĴŞĜŹ̹ŲĜŵĜ̹ĪŦŵŵĴŘĜĪňŦşĜŵ̹Ɵ̹ĴşĪŦşƀŵĜŵ̹ŘŦŹ̹ŲƄĴşƀĴŹ̹Ŧ̹
ŲŵŦƞňŞňİĜİĴŹ̹ĴşƀŵĴ̹ƘĜŵňĜŹ̹İňŹĪňŲŘňşĜŹ˫̹

�Ŧş̹ Şň̹ ŹĴŀƄşİĜ̹ ŘňĪĴşĪňĜƀƄŵĜ̹ ̎ĴşƀŵĴ̹ ʇʅʅʊ̐ʇʅʅʎ̹̎ ĪƄŵŹĜİĜ̹ Ĵş̹ ĴŘ̹
�ĴŲĜŵƀĜŞĴşƀŦ̹ İĴ̹�ňŹĴťŦ̹$ŵĝǬĪŦ̹ İĴ̹ ŘĜ̹ #ĜĪƄŘƀĜİ̹ İĴ̹�ĴŘŘĜŹ̹�ŵƀĴŹ̹ İĴ̹ ŘĜ̹
fşňƘĴŵŹňİĜİ̹ İĴ̹ )ĜĪĴƀƀĴŲĴ̹ İĴ̹ bƄŵŴƄŊĜ˦̹ ŞňŹ̹ ňşƀĴŵĴŹĴŹ̹ ŹĴ̹ ƀŵĜŹŘĜİĜŵŦş̹
Ĝ̹ ŘĜ̹ ĴŹĪŵňƀƄŵĜ̹ĜŘĿĜĩĵƀňĪĜ˦̹ ŘĜ̹ ŵŦƀƄŘĜĪňŧş˦̹ ŘĜ̹ ƀňŲŦŀŵĜĿŊĜ̹İĴŘ̹ ĜŘĿĜĩĴƀŦ̹ ŘĜƀňşŦ̹
̎ĜİŦŲƀĜİŦ̹ Ĵş̹Şň̹ ŲĜŊŹ̹ ĴŘ̹ ŲŵňŞĴŵŦ̹ İĴ̹ şŦƘňĴŞĩŵĴ̹ İĴ̹ ʆʎʇʍ̹̎ĪŦŞŦ̹Ƅş̹
ŹňŹƀĴŞĜ̹ŴƄĴ̹ĪŦşŹňŹƀĴ̹Ĵş̹ŹňŀşŦŹ̹ĜĩŹƀŵĜĪƀŦŹ̹Ŧ̹Ĵş̹ĿŦŵŞĜŹ̹İĴ̹ĪŦŞƄşňĪĜĪňŧş̹
ŲŵĴĪŦşİňĪňŦşĜİĜŹ˱ŲŵĴĴŹƀĜĩŘĴĪňİĜŹ˫̹ �Ź̹ şĴĪĴŹĜŵňŦ̹ ŹƄĩŵĜƟĜŵ̹ ĜŴƄŊ̹ ŴƄĴ˦̹
ĪŦşƀŵĜŵňĜŞĴşƀĴ̹ Ĝ̹ ŘŦ̹ ŴƄĴ̹ ŞƄĪŅĜŹ̹ ŲĴŵŹŦşĜŹ̹ ŹƄŲŦşĴş˦̹ ĴŘ̹ ŹňŹƀĴŞĜ̹
ĴİƄĪĜƀňƘŦ̹ ƀƄŵĪŦ̹ şŦ̹ ƀňĴşĴ̹ ŵĴŘĜĪňŧş̹ ĪŦş̹ ŹňŹƀĴŞĜ̹ İĴ̹ ĴŹĪŵňƀƄŵĜ̹ ĝŵĜĩĴ˫̹ ;Ĝ̹
ňİĴşƀňİĜİ̹Ɵ̹ŘĜ̹ĪƄŘƀƄŵĜ̹ƀƄŵĪĜŹ̹Ɵ˦̹ŲŦŵ̹ĴşİĴ˦̹ĴŘ̹ ňİňŦŞĜ˦̹ŹŦş̹ňşİĴŲĴşİňĴşƀĴ̹
İĴŘ̹ ,ŹŘĜŞ˦̹İĴ̹ ŘĜ̹ĪƄŘƀƄŵĜ̹Ɵ̹İĴŘ̹ ňİňŦŞĜ̹ĝŵĜĩĴŹ˫̹�ŹƀĜ̹ĴŹ̹ ŘĜ̹ŲŵňşĪňŲĜŘ̹ŵĜƥŧş̹
ŲŦŵ̹ ŘĜ̹ ŴƄĴ̹ŞĴ̹ ňşƀĴŵĴŹĜ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŘĜƀňşĜ̹ Ɵ˦̹ Ĵş̹ ĴŹƀĜ̹ ňşƘĴŹƀňŀĜĪňŧş˦̹ ŘĜ̹
ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ˫

�ƄŵĜşƀĴ̹ ŞňŹ̹ ĴŹƀƄİňŦŹ̹ Ĵş̹ ĴŘ̹ �ĴŲĜŵƀĜŞĴşƀŦ̹ İĴ̹ �ňŹĴťŦ̹ $ŵĝǬĪŦ̹ İĴ̹ ŘĜ̹
fşňƘĴŵŹňİĜİ˦̹ŞĴ̹ ŘŘĜŞĜŵŦş̹ ŘĜ̹ ĜƀĴşĪňŧş̹ ŘĜŹ̹ ŲŵĝĪƀňĪĜŹ̹ İĴ̹ İňŹĴťŦ̹ ŀŵĝǬĪŦ̹
ŲŦŹŞŦİĴŵşŦ˦̹ ŴƄĴ̹ ĪŦşŦĪŊ̹ Ĝ̹ ŲĜŵƀňŵ̹ İĴ̹ ŘĜ̹ ŘĴĪƀƄŵĜ̹ İĴ̹ ĜŵƀŊĪƄŘŦŹ̹ Ɵ̹ ŘňĩŵŦŹ̹
ĴŹĪŵňƀŦŹ̹ ŲŦŵ̹ƘĜŵňŦŹ̹ ĪŵŊƀňĪŦŹ˦̹ ĴşƀŵĴ̹ ŘŦŹ̹ ŴƄĴ̹ ŹĴ̹ ŲƄĴİĴ̹ŞĴşĪňŦşĜŵ̹ Ĝ̹ WňĪŖ̹
TŦƟşŦŵ˫̹bƄƘĴ̹ ĪŦşƀĜĪƀŦ˦̹ ƀĜŞĩňĵş˦̹ ĪŦş̹ ĴŘ̹ ƀŵĜĩĜœŦ̹ İĴ̹ İňŹĴťĜİŦŵĴŹ̹ ĪŦŞŦ˦̹
ŲŦŵ̹ĴœĴŞŲŘŦ˦̹BĴƘňŘŘĴ̹�ŵŦİƟ˦̹�ĜƘňİ̹�ĜŵŹŦş̹Ɵ̹[ƀĴĿĜş̹[ĜŀŞĴňŹƀĴŵ˦̹ŴƄĴ̹ŞĴ̹
ŲŵŦŲŦŵĪňŦşĜŵŦş̹ĩƄĴşŦŹ̹ĴœĴŞŲŘŦŹ̹İĴ̹ƀňŲŦŀŵĜĿŊĜ̹Ɵ̹lettering̹ŦĪĪňİĴşƀĜŘĴŹ˫̹

TŦŵ̹ŘŦ̹ƀĜşƀŦ˦̹ŘĜ̹ŲŵňŞĴŵĜ̹ŞŦƀňƘĜĪňŧş̹İĴ̹ĴŹƀĜ̹ňşƘĴŹƀňŀĜĪňŧş̹ŹƄŵŀňŧ̹İĴ̹ŞňŹ̹
ĴŹƀƄİňŦŹ̹ ĜşƀĴŵňŦŵĴŹ˦̹ ĜŹŊ̹ ĪŦŞŦ̹İĴ̹ ŘĜŹ̹ ĴƞŲŘŦŵĜĪňŦşĴŹ̹ ŵĴĜŘňƥĜİĜŹ̹ŲĜŵĜ̹Şň̹
ŲŵŦƟĴĪƀŦ̹ ǬşĜŘ̹ İĴ̹ ŞĝŹƀĴŵ̹ ƀňƀƄŘĜİŦ̹ �# � �#�)"$)"� ��� � *!� �4+*"-�+#4ĭ�
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ʆʌ

�ƄŵĜşƀĴ̹ŘĜ̹ňşƘĴŹƀňŀĜĪňŧş̹ŲĜŵĜ̹Şň̹ŲŵŦƟĴĪƀŦ̹ǬşĜŘ̹İĴ̹ŞĝŹƀĴŵ̹Ɵ̹ŲĜŵĜ̹ŲŦİĴŵ̹
ĪŦŞŲŵĴşİĴŵ̹ ŘĜŹ̹ŲŵĝĪƀňĪĜŹ̹ ƀňŲŦŀŵĝǬĪĜŹ̹İĴŘ̹ ŹňŀŘŦ̹ww,˦̹ ĿƄĴ̹ ňşİňŹŲĴşŹĜĩŘĴ̹
ĪŦŞŲŵĴşİĴŵ̹ĴŘ̹ĴŹŲŊŵňƀƄ̹İĴ̹ŘĜ̹ĵŲŦĪĜ˦̹ŲŵňŞĴŵŦ̹Ĝ̹ƀŵĜƘĵŹ̹İĴ̹Ƅş̹ĜĪĴŵĪĜŞňĴşƀŦ̹
ĜŘ̹AŦƘňŞňĴşƀŦ̹AŦİĴŵşŦ˦̹ŴƄĴ̹ŲƄŹŦ̹ĵşĿĜŹňŹ̹Ĵş̹ŘĜŹ̹ĿƄşĪňŦşĴŹ̹İĴŘ̹ƀĴƞƀŦ̹̎
ŘĴŀňĩňŘňİĜİ̹̎Ɵ̹Ĵş̹ĴŘ̹ŞŦİŦ̹Ĵş̹ŴƄĴ̹ŹĴ̹ĿŦŵŞĜ̹ŹƄ̹ƘňŹňĩňŘňİĜİ̹Ɵ˦̹İĴŹŲƄĵŹ˦̹Ĵş̹
ĪŧŞŦ̹ŹĴ̹İĜ̹Ĵş̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ̹ƀŵĜİňĪňŦşĜŘ̹Ɵ̹Ĵş̹ĪŧŞŦ̹ŹĴ̹ŲĴŵĪňĩĴ̹
ŘĜ̹ĴŹĪŵňƀƄŵĜ̹Ĵş̹HĪĪňİĴşƀĴ˫̹

AĴ̹ňşƀĴŵĴŹŧ˦̹ĴŹŲĴĪňĜŘŞĴşƀĴ˦̹ĪŧŞŦ̹ŘĜ̹ƀňŲŦŀŵĜĿŊĜ̹ŲƄĴİĴ̹ĪŦşƘĴŵƀňŵŹĴ̹Ĵş̹Ƅş̹
ŞŦİŦ̹İĴ̹ĴƞŲĴŵňŞĴşƀĜŵ̹ĪŦş̹ŘĜŹ̹ĿŦŵŞĜŹ̹İĴ̹ŘĜŹ̹ŘĴƀŵĜŹ̹Ɵ̹ĪŦş̹ŘĜ̹ĪŦŞŲŦŹňĪňŧş̹
İĴŘ̹ ƀĴƞƀŦ˦̹ ŞĴİňĜşƀĴ̹ ŘĜ̹ ŵƄŲƀƄŵĜ̹ İĴ̹ şŦŵŞĜŹ˦̹ ŴƄĴ̹ ŵĴĜŘňƥĜĩĜş̹ ĜŘŀƄşŦŹ̹
İňŹĴťĜİŦŵĴŹ˫̹AĴ̹ŘŘĜŞŧ̹ŘĜ̹ĜƀĴşĪňŧş̹ŘĜ̹ĴƘŦŘƄĪňŧş̹ŅňŹƀŧŵňĪĜ̹İĴ̹Ƅş̹ŹňŹƀĴŞĜ̹
İĴ̹ĴŹĪŵňƀƄŵĜ̹ĿŦşĵƀňĪŦ̹ŴƄĴ̹ŹĴ̹ĪŦşŹňİĴŵĜ̹ƄşŦ̹İĴ̹ŘŦŹ̹ŞĝŹ̹ĜƘĜşƥĜİŦŹ̹ĴşƀŵĴ̹
ŘŦŹ̹ŴƄĴ̹ĴƞňŹƀĴş̹ĜŘ̹ ŹĴŵƘňĪňŦ̹İĴ̹ ŘĜ̹ŅƄŞĜşňİĜİ̹ŲŦŵ̹ŹƄ̹ĜŘƀĜ̹ ĿƄşĪňŦşĜŘňİĜİ˫̹
#ƄĴ̹ŞƄƟ̹ ňŞŲŦŵƀĜşƀĴ˦̹ ƀĜŞĩňĵş˦̹ĪŦŞŲŵĴşİĴŵ̹ ŘĜŹ̹İňŹƀňşƀĜŹ̹ŲĴŵĪĴŲĪňŦşĴŹ̹
ŴƄĴ̹ƀňĴşĴş̹ŦƀŵĜŹ̹ĪƄŘƀƄŵĜŹ̹ŹŦĩŵĴ̹ ŘĜ̹ĴŹĪŵňƀƄŵĜ˫̹bŵĜƀĜŵ̹İĴ̹ĴşƀĴşİĴŵ̹ĪŧŞŦ̹
ĿƄşĪňŦşĜş̹ ŹƄŹ̹ ŹňŹƀĴŞĜŹ̹ ŲĴŵŦ˦̹ ƀĜŞĩňĵş˦̹ ňşƀĴşƀĜŵ̹ ŲŵŦĿƄşİňƥĜŵ̹ Ĵş̹ ŘĜ̹
ĪŦŞŲŵĴşŹňŧş̹ ĪŦşĪĴŲƀƄĜŘ̹ ŴƄĴ̹ ĴƞňŹƀĴ̹ ƀŵĜŹ̹ ĴŘŘŦŹ˦̹ ŞĴ̹ ŲŵŦŲŦŵĪňŦşŧ̹ ƄşĜ̹
ŲĴŵŹŲĴĪƀňƘĜ̹ ŹŦĩŵĴ̹ ĪŧŞŦ̹ ƄĩňĪĜŵ̹ ŘĜ̹ ĴŹĪŵňƀƄŵĜ̹ ŦĪĪňİĴşƀĜŘ˦̹ ĜŹŊ̹ ĪŦŞŦ̹ ŘĜ̹
ƀňŲŦŀŵĜĿŊĜ˱ĪĜŘňŀŵĜĿŊĜ˫̹

�ş̹ĜŴƄĴŘ̹ŞŦŞĴşƀŦ˦̹ŦĩŹĴŵƘĜŵ̹ŘĜŹ̹ŲŵĝĪƀňĪĜŹ̹ƀňŲŦŀŵĝǬĪĜŹ̹ĪŦşƀĴŞŲŦŵĝşĴĜŹ̹
Ɵ̹ İĴŹĜŵŵŦŘŘĜŵ̹ Ɵ̹ ĴƞŲŘŦŵĜŵ̹ ĜŘƀĴŵşĜƀňƘĜŹ̹ ŴƄĴ̹ ŹňŵƘňĴŵĜş̹ ĪŦŞŦ̹ ŞĴİňŦŹ̹ İĴ̹
ĜƄƀŦĴƞŲŵĴŹňŧş˦̹ ŹĴ̹ ĪŦşƘňŵƀňŧ̹ Ĵş̹ ƄşŦ̹ İĴ̹ ŘŦŹ̹ ŦĩœĴƀňƘŦŹ̹ ŲŵňşĪňŲĜŘĴŹ̹ ŲĜŵĜ̹
ĴŹƀŵƄĪƀƄŵĜŵ̹ ĴŘ̹ ŲŵŦƟĴĪƀŦ̹ ĜŵƀŊŹƀňĪŦ̹ ƘňşĪƄŘĜİŦ̹ Ĝ̹ Şň̹ ŲŵŦƟĴĪƀŦ̹ ǬşĜŘ̹ İĴ̹
ŞĝŹƀĴŵ˫̹ �İĴŞĝŹ̹ İĴ̹ Şň̹ ŲŦŹňĪňŦşĜŞňĴşƀŦ̹ ŲĴŵŹŦşĜŘ̹ ŹŦĩŵĴ̹ ĴŘ̹ ƀĴŞĜ˦̹ ŘŦŹ̹
ŲŵŦƟĴĪƀŦŹ̹ ŵĴĜŘňƥĜİŦŹ̹ İƄŵĜşƀĴ̹ ŞňŹ̹ ĴŹƀƄİňŦŹ̹ İĴ̹ İňŹĴťŦ̹ ŀŵĝǬĪŦ˦̹ ŞĴ̹
ĪŦşİƄœĴŵŦş̹Ĝ̹ĴƞŲĴŵňŞĴşƀĜŵ̹ĪŦş̹ĴŘ̹İňŹĴťŦ̹İňŀňƀĜŘ̹Ɵ̹ĪŦş̹ ŘĜŹ̹ ƀĵĪşňĪĜŹ̹İĴ̹
İňĩƄœŦ̹ŞĜşƄĜŘ̹Ĵş̹ĴŘ̹ĝŞĩňƀŦ̹İĴ̹ŘĜ̹ƀňŲŦŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ˫̹

�ƄŵĜşƀĴ̹ ĜŴƄĴŘŘĜ̹ ňşƘĴŹƀňŀĜĪňŧş˦̹ ŞĴ̹ İň̹ ĪƄĴşƀĜ̹ İĴ̹ ŴƄĴ̹ ŘĜ̹ ĪŘĜƘĴ̹ ŲĜŵĜ̹
ĪŦŞŲŵĴşİĴŵ̹ ŘĜ̹ ƀňŲŦŀŵĜĿŊĜ̹ ĴŹ̹ ĴşƀĴşİĴŵ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ Ŧ˦̹ ĜŘ̹ ŞĴşŦŹ˦̹ ŹĴŵ̹
ĪŦşŹĪňĴşƀĴ̹ İĴ̹ ƘĜŵňĜŹ̹ ĪƄĴŹƀňŦşĴŹ̹ ňŞŲŦŵƀĜşƀĴŹ˦̹ ƀĜŘĴŹ̹ ĪŦŞŦ̹ ŘĜ̹ ĴƘŦŘƄĪňŧş̹
İĴ̹ ŘĜŹ̹ ĿŦŵŞĜŹ̹İĴ̹ ŘŦŹ̹ ĴŹƀňŘŦŹ̹ ĜşƀňŀƄŦŹ˦̹ Ĵş̹ ŴƄĵ̹ ĪŦşİňĪňŦşĴŹ̹ ŹƄŵŀňĴŵŦş̹Ɵ̹
ŹĴ̹ ƀŵĜşŹĿŦŵŞĜŵŦş˦̹İĴŲĴşİňĴşİŦ̹İĴ̹ ŘĜŹ̹şĴĪĴŹňİĜİĴŹ̹İĴ̹ ŘĜ̹ĵŲŦĪĜ˦̹ĪƄĝŘĴŹ̹
ĿƄĴŵŦş̹ ŘĜŹ̹ ĪŦşİňĪňŦşĴŹ̹ ƀĵĪşňĪĜŹ˦̹ ŲŵĴŹƀĜşİŦ̹ ĴŹŲĴĪňĜŘ̹ ĜƀĴşĪňŧş̹ Ĝ̹ ŘĜ̹
�İĜİ̹ AĴİňĜ̹ �ƄŵŦŲĴĜ˫̹ �İĴŞĝŹ˦̹ AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˥̹ ʇʋʍ˿̹ ŹĴťĜŘĜ̹ ŴƄĴ̹ ĴŘ̹
ĪŦşŦĪňŞňĴşƀŦ̹İĴ̹ ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹şŦ̹ĴŹ̹ŹŦŘŦ̹ĪŵŊƀňĪŦ̹ŲĜŵĜ̹ ŘĜ̹ƀňŲŦŀŵĜĿŊĜ̹ŹňşŦ̹
ŴƄĴ̹ ĴŹ̹ ŹňŀşňǬĪĜƀňƘŦ̹ ŲĜŵĜ̹ ŦƀŵĜŹ̹ ĝŵĴĜŹ̹ İĴ̹ ŘĜŹ̹ ĜŵƀĴŹ̹ ŀŵĝǬĪĜŹ̹ ƀĜŘĴŹ̹ ĪŦŞŦ̹
̕ĴŘ̹İňŹĴťŦ˦̹ŘĜ̹ĜƄƀŦĴİňĪňŧş˦̹ŘĜ̹ŀŵĝǬĪĜ̹ŲŦŵ̹ŦŵİĴşĜİŦŵ̖˦̹ŲŦŵ̹ŘŦ̹ŴƄĴ̹ŹƄĩŵĜƟĜ̹
ŴƄĴ̹ŘĜ̹ĴşŹĴťĜşƥĜ̹İĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ƀňĴşĴ̹Ƅş̹ŲĜŲĴŘ̹ĪŵƄĪňĜŘ̹Ĵş̹ŘĜ̹ĴİƄĪĜĪňŧş̹
ƀňŲŦŀŵĝǬĪĜ˫̹

�ş̹ĴŹƀĴ̹ŹĴşƀňİŦ˦̹ŘĜ̹ŲĴŵĪĴŲĪňŧş̹İĴ̹ŘĜ̹ĴŹĪŵňƀƄŵĜ̹̎ĪĜŘňŀŵĜĿŊĜ̹Ɵ̹ƀňŲŦŀŵĜĿŊĜ̹̎
ŹĴ̹ŅĜ̹ƘňşĪƄŘĜİŦ̹Ĝ̹ ŘĜ̹ ĿƄşĪňŦşĜŘňİĜİ̹Ɵ̹ĜŘ̹ ŹĴŵƘňĪňŦ̹İĴ̹ ŘĜŹ̹şĴĪĴŹňİĜİĴŹ̹İĴŘ̹
ƀĴƞƀŦ˦̹ĴŹĪŵňƀŦ̹Ŧ̹ňŞŲŵĴŹŦ˫̹TŦŵ̹ĴŘŘŦ˦̹ĴŘ̹ŲƄşƀŦ̹İĴ̹ŲĜŵƀňİĜ̹ĴŹ̹ŴƄĴ̹ŘĜ̹ĿŦŵŞĜ̹ŹĴ̹
ŅĜ̹ĪŵĴĜİŦ̹Ĝ̹ŲĜŵƀňŵ̹İĴ̹ŘĜ̹ĿƄşĪňŧş̹Ɵ̹ŴƄĴ̹ƀňĴşĴ̹ŹƄŹ̹ŵĜŊĪĴŹ̹Ĵş̹ŘŦŹ̹ŹňŹƀĴŞĜŹ̹İĴ̹
ĴŹĪŵňƀƄŵĜ̹ĿŦşĵƀňĪĜ˦̹ĪŦşŹňİĴŵĜİŦŹ˦̹ĪŦŞŦ̹ƟĜ̹ŅĴ̹ĪŦŞĴşƀĜİŦ̹ĜşƀĴŵňŦŵŞĴşƀĴ˦̹
ĪŦŞŦ̹ĴŘ̹ŹňŹƀĴŞĜ̹İĴ̹ĴŹĪŵňƀƄŵĜ̹ŞĝŹ̹ĜƘĜşƥĜİŦ̹İĴŘ̹ŞƄşİŦ˫̹

�ƞňŹƀĴş̹ şƄŞĴŵŦŹŦŹ̹ ĴœĴŞŲŘŦŹ̹ ŴƄĴ̹ İĴŞƄĴŹƀŵĜş̹ ŴƄĴ̹ ŘŦŹ̹ İňŹĴťĜİŦŵĴŹ̹
ŵĴŹŲĴƀĜş̹ Ɵ̹ ŵĴňşƀĴŵŲŵĴƀĜş̹ ŘŦŹ̹ ĴŹƀňŘŦŹ̹ ĜşƀňŀƄŦŹ˫̹ �ŹƀĴ̹ ĴŹ̹ ĴŘ̹ ĪĜŹŦ̹ İĴ̹ ŘĜŹ̹
ŞĜƟƅŹĪƄŘĜŹ̹ ĪƄĜİŵĜİĜŹ̹ ŵŦŞĜşĜŹ˦̹ ŘĜ̹ ƀňŲŦŀŵĜĿŊĜ̹ İňŀňƀĜŘ̹bŵĜœĜş̹ ˾ʆʎʍʎ˿̹ İĴ̹
�İŦĩĴ˦̹̎ƄşĜ̹ ŵĴňşƀĴŵŲŵĴƀĜĪňŧş̹ İĴ̹ ŘĜŹ̹ ŘĴƀŵĜŹ̹ İĴ̹ ŘĜ̹ ĪŦŘƄŞşĜ̹ ƀŵĜœĜşĜ̹̎
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Ŧ̹ İĴ̹ ŘĜŹ̹ İňƘĴŵŹĜŹ̹ ƀňŲŦŀŵĜĿŊĜŹ̹ İňŀňƀĜŘĴŹ̹ ĪŵĴĜİĜŹ̹ ŲŦŵ̹ İňŹĴťĜİŦŵĴŹ̹
ĪŦŞŦ̹ 7ŦşĜƀŅĜş̹ �ĜŵşĩŵŦŦŖ̹ ̎ĜŘ̹ ŴƄĴ̹ ŹĴ̹ İĴĩĴ̹ ŘĜ̹ ƀňŲŦŀŵĜĿŊĜ̹ �ĜŹƀĜŵİ˦̹
ŴƄĴ̹ ŞƄĴŹƀŵĜ̹ ƄşĜ̹ ĪŘĜŵĜ̹ ĜİĜŲƀĜĪňŧş̹ İĴ̹ ŘŦŹ̹ ĴŹƀňŘŦŹ̹ textualis̹ Ɵ̹ fraktur˦̹
ŞĜƟŦŵňƀĜŵňĜŞĴşƀĴ˦̹ ŲŵŦŲňŦŹ̹ İĴ̹ ŘĜ̹ ĴŹĪŵňƀƄŵĜ̹ ŀŧƀňĪĜ̎˫̹ �ŹƀŦŹ̹ ŹŦş̹ ŹŦŘŦ̹
ĜŘŀƄşŦŹ̹ĪĜŹŦŹ̹ŴƄĴ̹ĜŲƄşƀĜş̹ƄşĜ̹ŵĴŘĜĪňŧş̹ĪŦş̹ŘŦŹ̹ĴŹƀňŘŦŹ̹İĴ̹ĴŹĪŵňƀƄŵĜ̹İĴŘ̹
ŲĜŹĜİŦ˦̹̎ĪŦŞŦ̹ƟĜ̹ŅĴ̹ĪŦŞĴşƀĜİŦ̎˦̹ĴŘ̹ŞŦİŦ̹Ĵş̹ŴƄĴ̹ŹĴ̹ƘňĴŵŦş̹ĜĿĴĪƀĜİŦŹ̹
ŲŦŵ̹ŘĜŹ̹ŅĴŵŵĜŞňĴşƀĜŹ̹Ɵ̹ŘĜŹ̹ƀĵĪşňĪĜŹ̹İĴ̹ĪĜİĜ̹ĵŲŦĪĜ̹Ɵ̹ŹƄ̹ŹňŀşňǬĪĜİŦ̹ŲĜŵĜ̹
ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ƀŵĜİňĪňŦşĜŘ̹Ƅ̹ŦĪĪňİĴşƀĜŘ˫̹TŦŵ̹ŘŦ̹ƀĜşƀŦ˦̹ŹĴ̹ŲƄĴİĴ̹ĜǬŵŞĜŵ̹ŴƄĴ̹
ĴŘ̹ĪŦşŦĪňŞňĴşƀŦ̹İĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŅĜ̹ŹňİŦ̹Ƅş̹ĴŘĴŞĴşƀŦ̹ĴŹĴşĪňĜŘ̹ŲĜŵĜ̹ŴƄĴ̹
ŘĜ̹ƀňŲŦŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ̹ŹĴĜ̹ŹňŀşňǬĪĜƀňƘĜ˫̹

AĴ̹ŅĴ̹ŵĴĿĴŵňİŦ̹ŅĜŹƀĜ̹ĜŴƄŊ̹Ĝ̹ŘŦŹ̹ŴƄĴ̹ĿƄĴŵŦş̹ŘŦŹ̹ŲŵňŞĴŵŦŹ̹ňŞŲƄŘŹŦŹ̹ŲĜŵĜ̹
Şň̹ňşƘĴŹƀňŀĜĪňŧş˦̹Ĵş̹Ƅş̹ŵĴĪŦŵŵňİŦ̹Ĵş̹ĴŘ̹ŴƄĴ̹ĪĜŞĩňŧ̹Şň̹ňşĪŘňşĜĪňŧş̹ŅĜĪňĜ̹
ŘĜ̹ƀňŲŦŀŵĜĿŊĜ̹ŲŦŵ̹ĴŘ̹ňşƀĴŵĵŹ̹ŲŦŵ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ˦̹şĜĪňİŦ̹İĴ̹ƄşĜ̹ĴƘŦŘƄĪňŧş̹İĴ̹
Şň̹ƀŵĜƟĴĪƀŦŵňĜ̹İĴ̹İŦĪĴ̹ĜťŦŹ̹ĪŦŞŦ̹İňŹĴťĜİŦŵĜ˫̹

TŦŵ̹ Ƅş̹ ŘĜİŦ˦̹ ŘŦŹ̹ ĴœĴŞŲŘŦŹ̹ ƀŵĜİňĪňŦşĜŘĴŹ̹ İĴ̹ ĪĜŘňŀŵĜĿŊĜ̹ Ɵ˦̹ ŲŦŵ̹ ŦƀŵŦ˦̹ ŘĜŹ̹
İňĿĴŵĴşƀĴŹ̹ ŲŵĝĪƀňĪĜŹ̹ ĪĜŘňŀŵĝǬĪĜŹ̹ ĪŦşƀĴŞŲŦŵĝşĴĜŹ̹ ŦĪĪňİĴşƀĜŘĴŹ̹ ŵĴƘĴŘĜş̹
ŘĜ̹ ŹňŀşňǬĪĜƀňƘĜ̹ İňĿĴŵĴşĪňĜ̹ ĪŦşĪĴŲƀƄĜŘ̹ Ɵ̹ ƘňŹƄĜŘ̹ ŴƄĴ̹ ĴƞňŹƀĴ̹ ĴşƀŵĴ̹ ĴŘŘĜŹ˫̹
�ĴŹİĴ̹ ŴƄĴ̹ ňşƘĴŹƀňŀƄĵ̹ ŹŦĩŵĴ̹ ŘĜŹ̹ ƀĴşİĴşĪňĜŹ̹ ƀňŲŦŀŵĝǬĪĜŹ̹ ĜĪƀƄĜŘĴŹ̹
İƄŵĜşƀĴ̹ Şň̹ ŞĝŹƀĴŵ˦̹ ŞĴ̹ ĴşĪŦşƀŵĵ̹ ĪŦşŹƀĜşƀĴŞĴşƀĴ̹ ĪŦş̹ ŘĜŹ̹ ŲŵĝĪƀňĪĜŹ̹
ĪŦşƀĴŞŲŦŵĝşĴĜŹ̹İĴ̹ŘĜ̹İĴşŦŞňşĜİĜ̹ĪĜŘňŀŵĜĿŊĜ̹Ɵ˦̹ŲŵňşĪňŲĜŘŞĴşƀĴ˦̹ĪŦş̹ŘĜ̹
ĜĩŹƀŵĜĪĪňŧş̹İĴ̹ ŘĜŹ̹ ŘĴƀŵĜŹ˦̹ŲĜŘĜĩŵĜŹ̹Ŧ̹ƀĴƞƀŦŹ˫̹�şƀŦşĪĴŹ̹ŞĴ̹İň̹ĪƄĴşƀĜ̹İĴ̹
ŴƄĴ˦̹ĜŘ̹ňŀƄĜŘ̹ŴƄĴ̹Ĵş̹ĴŘ̹ĪĜŹŦ̹İĴ̹ŘĜ̹ƀňŲŦŀŵĜĿŊĜ̹ĪŦşƀĴŞŲŦŵĝşĴĜ˦̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹
ƀňĴşĴ̹ŹƄ̹ŲŵŦŲňĜ̹ĝŵĴĜ̹ĜƄƀŧşŦŞĜ̹ŴƄĴ̹ŹĴ̹ŅĜ̹ƘňŹƀŦ̹ĜĿĴĪƀĜİĜ̹ŲŦŵ̹İňĿĴŵĴşƀĴŹ̹
İňşĝŞňĪĜŹ̹ Ɵ̹ ĿĜĪƀŦŵĴŹ˦̹ şŦ̹ ŹŦŘŦ̹ ŵĴŘĜĪňŦşĜİŦŹ̹ ĪŦş̹ ĴŘ̹ ŲŵĴŹĴşƀĴ̹ ŹňşŦ˦̹
ƀĜŞĩňĵş˦̹ŲŦŵ̹ŘĜŹ̹ŵĴĿĴŵĴşĪňĜŹ̹ŴƄĴ̹ŲŵŦƘňĴşĴş̹İĴ̹ŘĜ̹ƀŵĜİňĪňŧş˦̹ĜŹŊ̹ĪŦŞŦ̹İĴ̹
ŦƀŵĜŹ̹ƀŵĜİňĪňŦşĴŹ̹ĪĜŘňŀŵĝǬĪĜŹ˦̹ŲŵňşĪňŲĜŘŞĴşƀĴ̹İĴ̹�ƞƀŵĴŞŦ̹HŵňĴşƀĴ̹Ɵ̹İĴ̹
HŵňĴşƀĴ̹AĴİňŦ˫̹

[Ĵ̹ ŲƄĴİĴ̹ ĜǬŵŞĜŵ̹ ŴƄĴ̹ ĴŹƀĴ̹ ĩŵƄŹĪŦ̹ İĴŹŲĴŀƄĴ̹ İĴ̹ ŘĜŹ̹ ŲŵĜĪƀňĪĜŹ̹
ĪŦşƀĴŞŲŦŵĝşĴĜŹ˦̹ŵĴŹŲĴĪƀŦ̹Ĝ̹ŘĜ̹ƀŵĜİňĪňŧş˦̹ĪŵĴĜ̹Ƅş̹ĝŵĴĜ̹ŀŵňŹ̹Ĵş̹ĴŘ̹ŹĴşƀňİŦ̹
İĴ̹ŴƄĴ̹ŲŵŦƘŦĪĜ̹ĪŦşǭňĪƀŦ̹ĴşƀŵĴ̹ŘŦŹ̹ŴƄĴ̹ŲŵĜĪƀňĪĜş̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ĜŲĴŀĜİŦŹ̹
Ĝ̹ ƄşĜ̹ ŅňŹƀŦŵňĜ̹ ĩĜŹĜİĜ̹ Ĵş̹ şĴĪĴŹňİĜİĴŹ̹ ĿƄşĪňŦşĜŘĴŹ̹ ƀĜŘĴŹ̹ ĪŦŞŦ̹ ĪŦŲňĜŵ̹
ĴŘ̹ ƀĴƞƀŦ̹ İĴŘ̹ ŲĴŵňŦİŦ̹ ĪŦŵŵĴŹŲŦşİňĴşƀĴ̹̎ŘĜ̹ �İĜİ̹AĴİňĜ˦̹ ƄşĜ̹ ĵŲŦĪĜ̹ İĴ̹
ĜŲŦŀĴŦ̹ ŲĜŵĜ̹ ŘĜ̹ ĪƄŘƀƄŵĜ̹ İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̎˫̹ ;ĜŹ̹ ŲŵĝĪƀňĪĜŹ̹ ĜĪƀƄĜŘĴŹ̹ ŹĴ̹
ŲŘĜşƀĴĜş̹ ĪŦŞŦ̹ Ƅş̹ ĜŘĴœĜŞňĴşƀŦ̹ ƀŦƀĜŘ˦̹ ňşĪŘƄŹŦ̹ ĪŦŞŦ̹ Ƅş̹ ŵĴĪŅĜƥŦ̹ İĴ̹ ŘĜ̹
ƀŵĜİňĪňŧş˦̹ Ĝ̹ ƀŵĜƘĵŹ̹ İĴ̹ ŘĜ̹ ĴŘňŞňşĜĪňŧş̹ İĴŘ̹ ƀĴƞƀŦ˦̹ İĴ̹ ŘĜŹ̹ ŲĜŘĜĩŵĜŹ˦̹ ŘĴƀŵĜŹ̹
Ŧ̹ ŹňŀşŦŹ̹ ĴŹĪŵňƀŦŹ̹ ŵĴĪŦşŦĪňĩŘĴŹ˫̹ �ŹŦ̹ ŘŘĴƘĜ̹ Ĝ̹ ĪŦŞŲĜŵĜŵ̹ ŘĜŹ̹ ŲŵĝĪƀňĪĜŹ̹
ĪĜŘňŀŵĝǬĪĜŹ̹ ĪŦşƀĴŞŲŦŵĝşĴĜŹ̹ Ɵ̹ ŘĜ̹ ŲňşƀƄŵĜ̹ ĜĩŹƀŵĜĪƀĜ̹ ŦĪĪňİĴşƀĜŘ˦̹ ƄşĜ̹
ĪŦŞŲĜŵĜĪňŧş̹ ňşĜŲŵŦŲňĜİĜ̹ Źň̹ ŹŦŘŦ̹şŦŹ̹ ŴƄĴİĜŞŦŹ̹ Ĵş̹ ĴŘ̹ ŲĜŵĴĪňİŦ̹ƘňŹƄĜŘ˦̹
ƟĜ̹ŴƄĴ˦̹ŲŵĴĪňŹĜŞĴşƀĴ˦̹ĴŹ̹ĴŹĴ̹ŲĜŵĴĪňİŦ̹ƘňŹƄĜŘ̹ĴŘ̹ŴƄĴ̹ŘĜŹ̹ŹĴŲĜŵĜ˫̹TŦŵ̹ĴŹŦ˦̹
ŲĜŵĜ̹ ňİĴşƀňǬĪĜŵ̹ ŘĜŹ̹ İňĿĴŵĴşĪňĜŹ˦̹ ĴŹ̹ şĴĪĴŹĜŵňŦ̹ ŅĜĪĴŵ̹ ƄşĜ̹ ňşƘĴŹƀňŀĜĪňŧş̹
Ĵş̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ĪŦşƀĴŞŲŦŵĝşĴĜ˦̹Ƅş̹ ƀĴŞĜ̹ ŹŦĩŵĴ̹ ĴŘ̹ ŴƄĴ̹ ĴƞňŹƀĴ̹Ƅş̹ƘĜĪŊŦ̹
ňşƘĴŹƀňŀĜİŦŵ̹ňŞŲŦŵƀĜşƀĴ˫̹

�Ź̹ ĴƘňİĴşƀĴ̹ ŴƄĴ̹ ŘĜ̹ şŦĪňŧş̹ İĴ̹ ĴŹĪŵňĩňŵ̹ ĴŹ̹ İňŹƀňşƀĜ̹ Ĵş̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹
ŦĪĪňİĴşƀĜŘ̹Źň̹ŘĜ̹ĪŦŞŲĜŵĜŞŦŹ̹ĪŦş̹ŘĜŹ̹ƀĴşİĴşĪňĜŹ̹ĜĪƀƄĜŘĴŹ̹Ĵş̹ŘĜŹ̹ŴƄĴ̹ĴŹƀĜ̹
şŦ̹ ŹĴ̹ ŲĜŵĴĪĴ̹ şň̹ ƘňŹƄĜŘ̹ şň̹ ĿƄşĪňŦşĜŘŞĴşƀĴ̹ Ĝ̹ ŘĜŹ̹ ĿŦŵŞĜŹ̹ ƀŵĜİňĪňŦşĜŘĴŹ˦̹
ŲĴŵŦ̹ĜƄş̹ĜŹŊ˦̹ĴŘ̹ĪĜŘŊŀŵĜĿŦ̹ŘĜ̹İĴǬşĴ̹Ɵ̹ŘĜ̹ŘŘĜŞĜ̹ĪĜŘňŀŵĜĿŊĜ˫̹

WĴƘňŹĜşİŦ̹ ŘĜŹ̹ ŵĴĿĴŵĴşĪňĜŹ̹ Ɵ̹ ŘĜ̹ ĩňĩŘňŦŀŵĜĿŊĜ̹ ŹňŀşňǬĪĜƀňƘĜ̹ Ĵş̹ ĴŘ̹ ĝŞĩňƀŦ̹
İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ĪŦşƀĴŞŲŦŵĝşĴĜ̹ ˾ƀĜŘ̹ Ɵ̹ ĪŦŞŦ̹ ŹĴ̹ ňşİňĪĜ̹ Ĵş̹ ĴŘ̹ ĜŲĜŵƀĜİŦ̹
̚ʆ˫ʊ˫̹ AĜŵĪŦ̹ ƀĴŧŵňĪŦ̹ Ɵ̹ ŵĴĿĴŵĴşĪňĜŘ̛˿˦̹ ŘĜŹ̹ ŞĴşĪňŦşĜİĜŹ̹ ĝŵĴĜŹ̹ ŀŵňŹĴŹ̹



ʆʎ

ĴƞňŹƀĴş̹İĴĩňİŦ̹Ĝ̹ ŘĜ̹ ĿĜŘƀĜ̹İĴ̹Ƅş̹ĴŹƀƄİňŦ̹ ňşƀĴŀŵĜŘ̹İĴŹİĴ̹ƄşĜ̹ŲĴŵŹŲĴĪƀňƘĜ̹
ĜŞŲŘňĜ̹ ŲĜŵĜ̹ ƄĩňĪĜŵ̹ Ɵ̹ ĴşŞĜŵĪĜŵ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ĪŦşƀĴŞŲŦŵĝşĴĜ˫̹ �Ź̹ Ƅş̹
ĝŵĴĜ̹ ĜĩňĴŵƀĜ̹ ŴƄĴ̹ ŲƄĴİĴ̹ ĴŹƀĜŵ̹ ĴƞŲƄĴŹƀĜ̹ Ĝ̹ İňĿĴŵĴşƀĴŹ̹ İĴǬşňĪňŦşĴŹ˦̹
ňşƀĴŵŲŵĴƀĜĪňŦşĴŹ˦̹ ĪŦŞŲĜŵĜĪňŦşĴŹ˦̹ İĴŘňŞňƀĜĪňŦşĴŹ̹ Ɵ̹ İĴŹƘŊŦŹ̹ ŲŦŵ̹ ŲĜŵƀĴ˦̹
ƀĜşƀŦ̹ İĴ̹ ŲŵŦĿĴŹňŦşĜŘĴŹ˦̹ ĪŦŞŦ̹ İĴ̹ şŦƘĴŘĴŹ˫̹ TŦŵ̹ ĴŹƀĜ̹ ŵĜƥŧş˦̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹
ŦĪĪňİĴşƀĜŘ̹ ĪŦşƀĴŞŲŦŵĝşĴĜ˦̹ ĪŦŞŦ̹ ƄşĜ̹ ĿŦŵŞĜ̹ ĜƄƀŧşŦŞĜ̹ İĴ̹ ĜŵƀĴ̹ ̎
ŴƄĴ̹ ŹĴ̹ŅĜ̹ ĪŦşƘĴŵƀňİŦ̹ Ĵş̹Ƅş̹ ĪĜŞŲŦ̹İĴ̹ ĜŞŲŘňŦ̹ ĴŹŲĴĪƀŵŦ̹̎şĴĪĴŹňƀĜ̹Ƅş̹
ĴƞĜŞĴş̹ ĴƞŅĜƄŹƀňƘŦ̹Ɵ̹ ƄşĜ̹ ŵĴĴƘĜŘƄĜĪňŧş̹ İĴ̹ ŹƄŹ̹ İňşĝŞňĪĜŹ˦̹ ŲĜŵĝŞĴƀŵŦŹ̹
Ĵ̹ ňşǭƄĴşĪňĜŹ̹ ŲĜŵĜ̹ ĴƘňƀĜŵ̹ ĪŦşǭňĪƀŦŹ̹ Ɵ̹ ŞĜŘĜŹ̹ ňşƀĴŵŲŵĴƀĜĪňŦşĴŹ̹ ŹŦĩŵĴ̹
ŘĜŹ̹ ƀĴşİĴşĪňĜŹ̹ ĜĪƀƄĜŘĴŹ˫̹ ;Ĝ̹ ňşƘĴŹƀňŀĜĪňŧş̹ ŴƄĴ̹ ĜŴƄŊ̹ ŹĴ̹ ŲŵĴŹĴşƀĜ̹ ŹĴ̹
ŅĜ̹ ĪŦşĪĴĩňİŦ̹ ĪŦŞŦ̹ Ƅş̹ ĴƞĜŞĴş̹ ĜŞŲŘňŦ̹ ŴƄĴ̹ ĪŦşƀĴŞŲŘĜ̹ İňĿĴŵĴşƀĴŹ̹
ŲĴŵŹŲĴĪƀňƘĜŹ˫̹[Ƅ̹Ǭş̹ĴŹ̹ŲŵŦŲŦŵĪňŦşĜŵ̹Ƅş̹ĜşĝŘňŹňŹ̹Ĵş̹ŲŵŦĿƄşİňİĜİ̹ŹŦĩŵĴ̹
ŘĜŹ̹ ŲŦŹƀƄŵĜŹ̹ ĪŦşƀĴŞŲŦŵĝşĴĜŹ̹ ŵĴŹŲĴĪƀŦ̹ Ĝ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ˦̹ Ĝ̹
ŲĜŵƀňŵ̹ İĴ̹ ƄşĜ̹ ĴƞŲŘŦŵĜĪňŧş̹ŞĝŹ̹ ŵňŀƄŵŦŹĜ̹ ŴƄĴ̹ ŘĜ̹ ŴƄĴ̹ ŅĜĩňƀƄĜŘŞĴşƀĴ̹ ŹĴ̹
ĴşĪƄĴşƀŵĜ̹Ĵş̹ŘĜŹ̹ĿƄĴşƀĴŹ̹ĴƞňŹƀĴşƀĴŹ̹ŅĜŹƀĜ̹ĴŘ̹ŞŦŞĴşƀŦ˫̹

�ĜİŦ̹ ŴƄĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ĜƀŵĜĴ̹ Ĝ̹ ŘŦŹ̹ ĜŵƀňŹƀĜŹ̹ ĪŦşƀĴŞŲŦŵĝşĴŦŹ˦̹ ŹƄ̹
ňşƘĴŹƀňŀĜĪňŧş̹ ĴŹ̹ şĴĪĴŹĜŵňĜ̹ ŲĜŵĜ̹ ňİĴşƀňǬĪĜŵ̹ ŘĜŹ̹ ňşƀĴŵĜĪĪňŦşĴŹ̹ ĴşƀŵĴ̹
ĴŹƀĜ̹Ɵ̹ ŦƀŵĜŹ̹ İňŹĪňŲŘňşĜŹ̹Ɵ̹ ŲĜŵĜ̹ İňĿĴŵĴşĪňĜŵŘĜ˫̹ �ŹƀŦ̹ ŲƄĴİĴ̹ ŲŵŦŲŦŵĪňŦşĜŵ̹
ƄşĜ̹ İĴŘňŞňƀĜĪňŧş̹ ĴŹĴşĪňĜŘ̹ İĴ̹ ŹƄŹ̹ ŲŵĝĪƀňĪĜŹ˦̹ ňşĿŦŵŞĜĪňŧş̹ ĪŵƄĪňĜŘ̹ ŹŦĩŵĴ̹
ĿƄĴşƀĴŹ̹ İĴ̹ ňşŹŲňŵĜĪňŧş˦̹ ĜŹŊ̹ ĪŦŞŦ̹ ƄşĜ̹ şƄĴƘĜ̹ ƘĴşƀĜşĜ̹ ŴƄĴ̹ ŲĴŵŞňƀĜ̹
ƘĜŘŦŵĜŵŘĜ̹ İĴŹİĴ̹ ƄşĜ̹ ŲĴŵŹŲĴĪƀňƘĜ̹ İňĿĴŵĴşƀĴ˦̹ ŹňƀƄĝşİŦŘĜ̹ Ĵş̹ Ƅş̹ ŞĜŵĪŦ̹
ŞĝŹ̹ĜİĴĪƄĜİŦ̹ŲĜŵĜ̹ ŹƄŹ̹ĪĜŵĜĪƀĴŵŊŹƀňĪĜŹ˫̹�ĴŹİĴ̹Şň̹ŲƄşƀŦ̹İĴ̹ƘňŹƀĜ˦̹ ĴŹƀĜ̹
ňşƘĴŹƀňŀĜĪňŧş̹ŲƄĴİĴ̹ŹĴŵ̹ƘĜŘňŦŹĜ̹Ĵş̹ŘĜ̹ŞĴİňİĜ̹Ĵş̹ŴƄĴ̹ĜŲŦŵƀĜ̹Ƅş̹ĴşĿŦŴƄĴ̹
ŴƄĴ̹ ĪŦşƀŵňĩƄňŵĝ̹ Ĝ̹ ĪŦşŦĪĴŵ̹ŞĴœŦŵ̹ ĴŘ̹ ĪĜŞŲŦ̹Ɵ̹ŴƄĴ̹ŲƄĴİĴ̹ŅĜĪĴŵ̹ŴƄĴ̹ ŘŦŹ̹
ĪĜŘŊŀŵĜĿŦŹ̹ƀŦŞĴş̹ĪŦşĪňĴşĪňĜ̹İĴ̹ŴƄĴ̹ĴŹƀĝş̹ĜşƀĴ̹ƄşĜ̹ĿŦŵŞĜ̹ĜƄƀŧşŦŞĜ̹İĴ̹
ĜŵƀĴ˫̹
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�̹ ŘĜ̹ ŘƄƥ̹İĴ̹ ŘĜ̹İĴǬşňĪňŧş̹Ɵ̹ œƄŹƀňǬĪĜĪňŧş̹İĴŘ̹ ŦĩœĴƀŦ̹İĴ̹ ĴŹƀƄİňŦ˦̹ ŹĴ̹ŲƄĴİĴ̹
ĜǬŵŞĜŵ̹ŴƄĴ̹ĴŹ̹şĴĪĴŹĜŵňŦ̹ŲŘĜşƀĴĜŵ̹İňƘĴŵŹĜŹ̹ĪƄĴŹƀňŦşĴŹ˫̹�ŹƀĜŹ̹ŅĜş̹İĜİŦ̹
ŘƄŀĜŵ̹Ĝ̹ŘĜŹ̹ŹňŀƄňĴşƀĴŹ̹ŲŵĴŀƄşƀĜŹ̹İĴ̹ňşƘĴŹƀňŀĜĪňŧş˥̹

ˡ˭�ŧŞŦ̹ ŹĴ̹ ŲƄĴİĴ̹ İĴǬşňŵ̹ Ŧ̹ İĴŹĪŵňĩňŵ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ̹
ĪŦşƀĴŞŲŦŵĝşĴĜˬ̹

ˡ˭�ƄĝŘĴŹ̹ŹŦş̹ŘŦŹ̹ĪŵňƀĴŵňŦŹ̹ŲĜŵĜ̹İĴǬşňŵ̹ŘŦ̹ŴƄĴ̹ŵĴŲŵĴŹĴşƀĜ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŅŦƟ̹
Ĵş̹İŊĜˬ

ˡ�ƄĜşİŦ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ĴƞŲŘŦŵĜ̹Ɵ̹ŲŵĴŹĴşƀĜ̹ ŘĜ̹ŲĜŘĜĩŵĜ̹ ĪŦŞŦ̹ ňŞĜŀĴş˦̹ ĪŦş̹
Ƅş̹ŲĜŵĴĪňİŦ̹ƘňŹƄĜŘ̹ĪŦş̹ŘĜ̹ŲňşƀƄŵĜ̹ĜĩŹƀŵĜĪƀĜ˦̹˭ŲŦİĴŞŦŹ̹ŹĴŀƄňŵ̹ŘŘĜŞĝşİŦŘĜ̹
ĪĜŘňŀŵĜĿŊĜˬ

ˡ�Ź̹ ŲŦŹňĩŘĴ̹ ĴƘĜŘƄĜŵ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ̹ ĪŦşƀĴŞŲŦŵĝşĴĜ̹ ĪŦş̹
ŘŦŹ̹ ŲĜŵĝŞĴƀŵŦŹ̹ ŦĪĪňİĴşƀĜŘĴŹ̹ ĴŹƀĝşİĜŵ̹ ŴƄĴ̹ ŹŦş˦̹ ĩĝŹňĪĜŞĴşƀĴ˦̹ ŘĜ̹
ĿƄşĪňŦşĜŘňİĜİ̹Ɵ̹ŘĜ̹şĴĪĴŹňİĜİ̹İĴ̹Ƅş̹ƀĴƞƀŦ̹ŘĴŀňĩŘĴˬ

ˡ˭VƄĵ̹ŹƄĪĴİĴ̹ĪŦş̹ĴŘ̹ŲĜŲĴŘ̹İĴŘ̹ĜşƀňŀƄŦ̹ĴŹĪŵňĩĜ̹Ɵ̹ĪŦş̹ĴŘ̹İĴŘ̹ĪĜŘŊŀŵĜĿŦ̹ĜĪƀƄĜŘˬ̹
˭�ƞňŹƀĴş̹ İňĿĴŵĴşĪňĜŹ̹ Ɵ̹ ƀŵĜşŹĿŦŵŞĜĪňŦşĴŹ̹ ňŞŲŦŵƀĜşƀĴŹ̹ ŴƄĴ̹ ŹĴ̹ ŲƄĴİĜş̹
ŵĜŹƀŵĴĜŵ̹Ĝ̹ƀŵĜƘĵŹ̹İĴ̹ŘĜŹ̹ŲŵĝĪƀňĪĜŹ̹İĴ̹ŘŦŹ̹ĪĜŘŊŀŵĜĿŦŹ̹ĪŦşƀĴŞŲŦŵĝşĴŦŹˬ



ʇʅ

ˡ�ĴşƀŵŦ̹ İĴŘ̹ ŞƄşİŦ̹ İĴŘ̹ ĜŵƀĴ˦̹ ˭İŧşİĴ̹ ŹĴ̹ ŲƄĴİĴ̹ ƄĩňĪĜŵ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹
ŦĪĪňİĴşƀĜŘ̹ĪŦşƀĴŞŲŦŵĝşĴĜˬ

ˡ˭VƄĵ̹ ƀňŲŦ̹ İĴ̹ ňşǭƄĴşĪňĜŹ̹ ŅĜ̹ ŵĴĪňĩňİŦ̹Ɵ̹ ŵĴĪňĩĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ̹
ĪŦşƀĴŞŲŦŵĝşĴĜˬ̹ ˭[Ĵ̹ ŲƄĴİĴş̹ ŵĜŹƀŵĴĜŵ̹ Ɵ̹ ŹĴŲĜŵĜŵ̹ ĪŦşĪĴŲƀƄĜŘ̹ Ɵ̹
ĿŦŵŞĜŘŞĴşƀĴ̹ĴŹƀĜŹ̹ňşǭƄĴşĪňĜŹˬ

ˡ˭[ƄŲŦşĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ̹ ĪŦşƀĴŞŲŦŵĝşĴĜ̹Ƅş̹ĜŘĴœĜŞňĴşƀŦ̹ ƀŦƀĜŘ̹
İĴ̹ŘĜ̹ƀŵĜİňĪňŧş̹ĪĜŘňŀŵĝǬĪĜ̹ŦĪĪňİĴşƀĜŘ̹Ŧ̹ƀŦİĜƘŊĜ̹ŹĴ̹ƀŦŞĜş̹ŵĴĿĴŵĴşĪňĜŹ̹İĴ̹
ŘĜ̹ƀŵĜİňĪňŧşˬ̹�ş̹ŦƀŵĜŹ̹ŲĜŘĜĩŵĜŹ˦̹˭ĴƞňŹƀĴ̹ƄşĜ̹ŵĴŘĜĪňŧş̹İĴ̹ĪŦşƀňşƄňİĜİ̹ĪŦş̹
ĴŘ̹ ŲĜŹĜİŦˬ̹[ň̹ ĴŹ̹ ĜŹŊ˦̹ ˭ĪƄĝŘĴŹ̹ ŹŦş̹ ĴŹĜŹ̹ ňşǭƄĴşĪňĜŹ̹Ɵ̹İĴ̹ŴƄĵ̹ŞĜşĴŵĜ̹ ŘĜŹ̹
ŵĴǭĴœĜ̹Ĵş̹ŹƄ̹ŦĩŵĜ̹ĴŘ̹ĪĜŘŊŀŵĜĿŦ̹ĪŦşƀĴŞŲŦŵĝşĴŦˬ

ˡ�ş̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ̹ ĪŦşƀĴŞŲŦŵĝşĴĜ˦̹ ˭ŅĜƟ̹ ĜŘŀƄşĜ̹ ňşǭƄĴşĪňĜ̹
ƀĵĪşňĪĜ̹Ɵ̹ĪŦşĪĴŲƀƄĜŘ̹İĴ̹ŘĜŹ̹ĪƄŘƀƄŵĜŹ̹ĪĜŘňŀŵĝǬĪĜŹ̹İĴ̹�ƞƀŵĴŞŦ̹HŵňĴşƀĴ̹Ɵ̹
İĴ̹HŵňĴşƀĴ̹AĴİňŦˬ̹˭�ƞňŹƀĴ̹ĜŘŀƄşĜ̹ňşƀĴŵĜĪĪňŧş̹ĪŦş̹ĴŘŘĜŹˬ

9ī;ī:ī�
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;ĜŹ̹ ŲŵĴŀƄşƀĜŹ̹ İĴ̹ ňşƘĴŹƀňŀĜĪňŧş˦̹ ŴƄĴ̹ ĜĪĜĩŦ̹ İĴ̹ ŞĴşĪňŦşĜŵ˦̹ ŞĴ̹ ŅĜş̹
ŘŘĴƘĜİŦ̹Ĝ̹ŲŵŦŲŦşĴŵ̹ŘĜŹ̹ŹňŀƄňĴşƀĴŹ̹ŅňŲŧƀĴŹňŹ˥

ˡ;ŦŹ̹ ŘŊŞňƀĴŹ̹ƀŵĜİňĪňŦşĜŘĴŹ̹ĴşƀŵĴ̹ ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹Ɵ̹ĪňĴŵƀĜŹ̹ŞĜşňĿĴŹƀĜĪňŦşĴŹ̹
ĜŵƀŊŹƀňĪĜŹ̹ ŹĴ̹ ŅĜş̹ İňŹƄĴŘƀŦ̹ ŀŵĜĪňĜŹ̹ Ĝ̹ ŘĜŹ̹ ŲŵĝĪƀňĪĜŹ̹ İĴŘ̹ ĪĜŘŊŀŵĜĿŦ̹ ĜĪƀƄĜŘ̹
ŴƄĴ̹ ŅĜş̹ ňşƀŵŦİƄĪňİŦ̹ ŘĜ̹ ĴƞŲŵĴŹňŧş̹ ĪŦŞŦ̹ ĴŘĴŞĴşƀŦ̹ ňŞŲŦŵƀĜşƀĴ˫̹ �ŹƀŦ̹
ŹƄŲŦşĴ̹ŲĜŵĜ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ĪŦşƀĴŞŲŦŵĝşĴĜ̹ƄşĜ̹ŘňĩĴŵĜĪňŧş̹ŵĴŹŲĴĪƀŦ̹Ĝ̹ŘĜŹ̹
ĪŦşŹƀŵňĪĪňŦşĴŹ̹ňŞŲƄĴŹƀĜŹ̹ŲŦŵ̹ŘĜŹ̹ĜŹŲĴĪƀŦŹ̹ƀĵĪşňĪŦŹ̹Ɵ̹ĪŦşĪĴŲƀƄĜŘĴŹ̹İĴ̹ŘĜ̹
ƀŵĜİňĪňŧş˫̹

ˡ;Ĝ̹ĪĜŘňŀŵĜĿŊĜ̹ĪŦşƀĴŞŲŦŵĝşĴĜ˦̹ňşĪŘƄŹŦ̹ĪƄĜşİŦ̹ŹĴ̹ŞĜşňǬĴŹƀĜ̹Ĝ̹ƀŵĜƘĵŹ̹İĴ̹
ĿŦŵŞĜŹ̹ŴƄĴ̹ŹĴ̹ĜĪĴŵĪĜş̹ĪŦşŹňİĴŵĜĩŘĴŞĴşƀĴ̹Ĝ̹ŘĜ̹ŲňşƀƄŵĜ̹ĜĩŹƀŵĜĪƀĜ˦̹ŹňŀƄĴ̹
ƀŦŞĜşİŦ̹ŲŵĴŹƀĜİĜŹ̹ŵĴĿĴŵĴşĪňĜŹ̹Ĵ ň̹şŹŲňŵĜĪňŦşĴŹ̹ŴƄĴ̹ŲŵŦĪĴİĴş̹ƀĜşƀŦ̹İĴ̹ŹƄ̹
ƀŵĜİňĪňŧş̹ĪŦŞŦ̹İĴ̹ŘĜŹ̹İĴ̹�ƞƀŵĴŞŦ̹HŵňĴşƀĴ̹Ɵ̹HŵňĴşƀĴ̹AĴİňŦ̹ĜŹŊ̹ĪŦŞŦ̹İĴ̹
ŦƀŵĜŹ̹İňŹĪňŲŘňşĜŹ̹ĜŵƀŊŹƀňĪĜŹ˫̹

ˡ;Ĝ̹ĪĜŘňŀŵĜĿŊĜ̹ĪŦşƀĴŞŲŦŵĝşĴĜ̹ŹĴ̹ĪŦşĪňĩĴ̹ĪŦŞŦ̹ƄşĜ̹İňŹĪňŲŘňşĜ̹ĜƄƀŧşŦŞĜ̹
ŴƄĴ̹ ŹĴ̹ ŲƄĴİĴ̹ ĪŦşŹňİĴŵĜŵ̹ ĪŦŞŦ̹ Ƅş̹ ĝŵĴĜ̹ ĜĩňĴŵƀĜ̹ Ĝ̹ ŘĜ̹ ňşƀĴŵŲŵĴƀĜĪňŧş˦̹
İĴŲĴşİňĴşİŦ̹ İĴŘ̹ ĪĜŘŊŀŵĜĿŦ̹Ɵ̹ Ĵş̹ ŘĜ̹ ŴƄĴ̹ ŹĴ̹ ňşĪŘƄƟĴ̹ ĜŘ̹ ŘĴĪƀŦŵ˱ĴŹŲĴĪƀĜİŦŵ˫̹
�ŹƀŦ̹ŲƄĴİĴ̹ĴƞňŀňŵŘĴŹ̹İňŹƀňşƀŦŹ̹şňƘĴŘĴŹ̹İĴ̹ŘĴĪƀƄŵĜ̹Ĝ̹ƀŵĜƘĵŹ̹İĴ̹ŘĜ̹ňŞĜŀĴş̹
İĴ̹ ŘĜ̹ ŲĜŘĜĩŵĜ˫̹ WĴŲŵĴŹĴşƀĜ̹ ƄşĜ̹ ĿƄŹňŧş̹ ĴĪŘĵĪƀňĪĜ̹ İĴ̹ŞƅŘƀňŲŘĴŹ̹ ĪĜŲĜŹ̹ İĴ̹
ŹňŀşňǬĪĜİŦŹ̹Ĝ̹ƀŵĜƘĵŹ̹İĴŘ̹ĪŦşĪĴŲƀŦ̹İĴ̹ŦĩŵĜ̹ĜĩňĴŵƀĜ˫̹

ˡ;Ĝ Ī̹ĜŘňŀŵĜĿŊĜ Ī̹ŦşƀĴŞŲŦŵĝşĴĜ Ź̹Ĵ Ņ̹Ĝ Ī̹ŦşƘĴŵƀňİŦ Ĵ̹ş Ƅ̹ş Ĝ̹ŵƀĴ Ŵ̹ƄĴ İ̹ĴŹƀĜĪĜ Ų̹Ŧŵ̹
ŹƄ Ĝ̹ŹŲĴĪƀŦ Ų̹ĴŵĿŦŵŞĝƀňĪŦ˦ Ĵ̹ş Ĵ̹Ř Ŵ̹ƄĴ Ĵ̹Ř Ī̹ĜŘŊŀŵĜĿŦ Ź̹Ĵ ň̹şƘŦŘƄĪŵĜ Ų̹ĴŵŹŦşĜŘŞĴşƀĴ̹
Ĵş Ĵ̹Ř Ų̹ŵŦĪĴŹŦ Ī̹ŦŞŦ̹ǬŀƄŵĜ Ĝ̹ĪƀňƘĜ Ŵ̹ƄĴ ŵ̹ĴǭĴœĜ Ź̹ƄŹ Ź̹ĴşƀňŞňĴşƀŦŹ Ɵ̹ Ĵ̹ŞŦĪňŦşĴŹ̹
Ĝ̹ƀŵĜƘĵŹ̹İĴŘ̹ŀĴŹƀŦ̹İĴ̹ŹƄ̹ŞĜşŦ˫̹

ˡ�ŦŞŦ̹ŴƄňĴŵĜ̹ ŴƄĴ̹şŦ̹ ĴƞňŹƀĴş̹ ĪŵňƀĴŵňŦŹ̹ ĪŦşĪŵĴƀŦŹ˦̹ ĪŦŞŦ̹ ŹƄĪĴİŊĜ̹ Ĵş̹ ŘĜ̹
ĪĜŘňŀŵĜĿŊĜ ƀ̹ŵĜİňĪňŦşĜŘ˦ Ř̹Ĝ Ī̹ĜŘňŀŵĜĿŊĜ Ī̹ŦşƀĴŞŲŦŵĝşĴĜ ƀ̹ňĴşĴ Ř̹ŦŹ Ź̹ƄƟŦŹ Ų̹ŵŦŲňŦŹ̹
ƀĜŘĴŹ̹ĪŦŞŦ̹ŘĜ̹ŅĜĩňŘňİĜİ̹İĴ̹ŘĜ̹ŞĜşŦ˦̹ŴƄĴ̹İĴĩĴ̹ŹĴŵ̹ĪĜŲĜƥ̹İĴ̹ĪŦşŹĴŀƄňŵ̹ŘĜ̹
ĪĜŘňİĜİ̹İĴŘ̹ŀĴŹƀŦ˫̹

DE LA TRADICIÓN DE LA CALIGRAFÍA OCCIDENTAL AL GESTO EXTENDIDO
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ˡ�ŦşŦĪĴŵ̹ŘĜŹ̹ŲŵĝĪƀňĪĜŹ̹ĪŦşƀĴŞŲŦŵĝşĴĜŹ̹İĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ˦̹ŹƄŹ̹
ƀĴşİĴşĪňĜŹ̹Ɵ̹ŞĜşňĿĴŹƀĜĪňŦşĴŹ˦̹ĪŦş̹ĴŘ̹Ǭş̹İĴ̹ ƀŵĜƥĜŵ̹Ƅş̹ŲĜşŦŵĜŞĜ̹İĴ̹ŹƄ̹
ŹňƀƄĜĪňŧş̹ĜşƀĴŵňŦŵ̹Ɵ̹ĜŹŊ̹ĪƄĩŵňŵ̹ĴŘ̹ƘĜĪŊŦ̹ĴƞňŹƀĴşƀĴ̹Ĵş̹ŘĜ̹ĩňĩŘňŦŀŵĜĿŊĜ̹ĜĪƀƄĜŘ˫

��&!0%2+/��/,!�ÙƂ�+/� !��*2!/0%#��%ñ*ĭ

ˡ�şĜŘňƥĜŵ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ̹ ĪŦşƀĴŞŲŦŵĝşĴĜ˦̹ Ĵş̹ ŹƄŹ̹ ĜŹŲĴĪƀŦŹ̹
ƀĵĪşňĪŦŹ̹Ɵ̹ĪŦşĪĴŲƀƄĜŘĴŹ˦̹ŲĜŵĜ̹İĴƀĴŵŞňşĜŵ̹ŘĜŹ̹İňşĝŞňĪĜŹ̹Ɵ̹ĪĜŵĜĪƀĴŵŊŹƀňĪĜŹ̹
ŴƄĴ̹ŲĴŵŞňƀĜş̹ĴşŞĜŵĪĜŵŘĜ˱İĴǬşňŵŘĜ̹Ŧ̹İĴŹĪŵňĩňŵŘĜ˫̹

ˡ�ĴƀĴŵŞňşĜŵ̹ ŘĜŹ̹ ňşǭƄĴşĪňĜŹ̹ ŴƄĴ̹ ŅĜ̹ ŵĴĪňĩňİŦ̹ ŘĜ̹ ŲĴŵŹŲĴĪƀňƘĜ̹ ĪĜŘňŀŵĝǬĪĜ̹
ĪŦşƀĴŞŲŦŵĝşĴĜ̹ŦĪĪňİĴşƀĜŘ̹İĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ƀŵĜİňĪňŦşĜŘ˫̹

ˡ�ŦşŦĪĴŵ Ź̹ň Ņ̹ĜƟ ŵ̹ĴĿĴŵĴşĪňĜŹ İ̹ĴŘ Ų̹ĜŹĜİŦ Ŵ̹ƄĴ Ř̹ŦŹ Ī̹ĜŘŊŀŵĜĿŦŹ Ī̹ŦşƀĴŞŲŦŵĝşĴŦŹ̹
ĜİŦŲƀĜş̹Ŧ̹ĜİĜŲƀĜş̹Ɵ̹Źň̹ĴŹƀĜŹ̹ŵĴŲŵĴŹĴşƀĜş̹ƄşĜ̹ĪŦŞŲŘĴƀĜ̹İĴŹƘňĜĪňŧş̹İĴŘ̹
ŲĜŹĜİŦ˫̹

ˡWĴĜŘňƥĜŵ̹ Ƅş̹ ĜĪĴŵĪĜŞňĴşƀŦ̹ Ĝ̹ ŘĜŹ̹ ƀŵĜİňĪňŦşĴŹ̹ ĪĜŘňŀŵĝǬĪĜŹ̹ İĴ̹ �ƞƀŵĴŞŦ̹
HŵňĴşƀĴ̹Ɵ̹İĴ̹HŵňĴşƀĴ̹AĴİňŦ̹ŲĜŵĜ̹ŲŵĴĪňŹĜŵ̹ŹƄŹ̹ĴĿĴĪƀŦŹ̹Ɵ̹ŹƄŹ̹ňşǭƄĴşĪňĜŹ̹
Ĵş̹ĴŘ̹ĴşĿŦŴƄĴ̹ĪŦşƀĴŞŲŦŵĝşĴŦ̹İĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ˫̹

ˡ�ŦŞŲŵĴşİĴŵ̹ŘĜŹ̹ƀŵĜİňĪňŦşĴŹ̹ĪĜŘňŀŵĝǬĪĜŹ̹İĴ̹ŘĜŹ̹ĪƄŘƀƄŵĜŹ̹İĴ̹HŵňĴşƀĴ̹ŲĜŵĜ̹
ĴşƀĴşİĴŵ̹ ŘĜŹ̹ ŹňŞňŘňƀƄİĴŹ̹ ĴşƀŵĴ̹ ŘĜŹ̹ İňŹƀňşƀĜŹ̹ ĪŦŵŵňĴşƀĴŹ̹ ŵĴŲŵĴŹĴşƀĜİĜŹ̹
ŲŦŵ̹ ŘŦŹ̹ ĪĜŘŊŀŵĜĿŦŹ̹ ŦĪĪňİĴşƀĜŘĴŹ̹ ĪŦşƀĴŞŲŦŵĝşĴŦŹ˦̹ ĜŹŊ̹ ĪŦŞŦ̹ ŘĜŹ̹ ňİĴĜŹ̹
ŹƄĩƟĜĪĴşƀĴŹ̹Ĝ̹ŹƄŹ̹ŲŵĝĪƀňĪĜŹ˦̹ŵĴŘĜĪňŦşĜİĜŹ̹ĪŦş̹ĴŹƀĜŹ̹ƀŵĜİňĪňŦşĴŹ˫̹̹

ˡWĴǭĴƞňŦşĜŵ̹ŹŦĩŵĴ̹ĪŧŞŦ̹ŘĜŹ̹ŲŵĝĪƀňĪĜŹ̹ĪĜŘňŀŵĝǬĪĜŹ̹ĪŦşƀĴŞŲŦŵĝşĴĜŹ̹ŅĜş̹
ňşǭƄňİŦ̹Ĵş̹Şň̹ƀŵĜĩĜœŦ̹ĪŦŞŦ̹ĜŵƀňŹƀĜ˫̹
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�ŹƀĜ̹ ňşƘĴŹƀňŀĜĪňŧş̹ŹĴ̹İňƘňİĴ̹Ĵş̹İŦŹ̹ŲĜŵƀĴŹ˥̹ ŘĜ̹ŲŵňŞĴŵĜ̹ĴŹ̹Ƅş̹ŵĴĪŦŵŵňİŦ̹
ŲŦŵ̹ŘŦŹ̹ĜŹŲĴĪƀŦŹ̹ƀĵĪşňĪŦŹ̹Ɵ̹ƀĴŧŵňĪŦŹ˦̹ĜŹŊ̹ĪŦŞŦ̹ŅňŹƀŧŵňĪŦŹ̹İĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹
ŦĪĪňİĴşƀĜŘ˦̹ İĴ̹ �ƞƀŵĴŞŦ̹ HŵňĴşƀĴ̹ Ɵ̹ İĴ̹ HŵňĴşƀĴ̹ AĴİňŦ̹ Ɵ̹ ŘĜ̹ ŹĴŀƄşİĜ̹
ŹĴ̹ ĪĴşƀŵĜ̹ Ĵş̹ ŞňŹ̹ ĜŲŦŵƀĜĪňŦşĴŹ̹ ĪŦŞŦ̹ ĪĜŘŊŀŵĜĿĜ˫̹ �Ź˦̹ ŲŦŵ̹ ƀĜşƀŦ˦̹ ƄşĜ̹
ňşƘĴŹƀňŀĜĪňŧş̹ ƀĴŧŵňĪŦ̐ŲŵĝĪƀňĪĜ̹ Ĵş̹ ŘĜ̹ ŴƄĴ̹ ŅĴ̹ ŵĴĪƄŵŵňİŦ̹ Ĝ̹ İňĿĴŵĴşƀĴŹ̹
ŞĵƀŦİŦŹ̹ŴƄĴ̹İĴŹĪŵňĩňŵĵ̹ĩŵĴƘĴŞĴşƀĴ̹Ĝ̹ĪŦşƀňşƄĜĪňŧş˫

TĜŵĜ Ř̹Ĝ̹ŲŵňŞĴŵĜ̹ŲĜŵƀĴ̹ŹĴ̹ŅĜ Ř̹ŘĴƘĜİŦ̹Ĝ̹ĪĜĩŦ̹ƄşĜ ň̹şƘĴŹƀňŀĜĪňŧş̹İŦĪƄŞĴşƀĜŘ˦̹
Ĝ̹ƀŵĜƘĵŹ̹İĴ̹ŘĜ̹ŘŦĪĜŘňƥĜĪňŧş˦̹ĪŦşŹƄŘƀĜ̹Ɵ̹ĴŹƀƄİňŦ̹Ĵş̹ŲŵŦĿƄşİňİĜİ̹İĴ̹ĿƄĴşƀĴŹ̹
ŹĴĪƄşİĜŵňĜŹ˦̹ ĿƄşİĜŞĴşƀĜŘŞĴşƀĴ̹ ŘňĩŵŦŹ̹ Ɵ̹ ĜŵƀŊĪƄŘŦŹ̹ ŹŦĩŵĴ̹ ĴŘ̹ ŦĩœĴƀŦ̹ İĴ̹
ĴŹƀƄİňŦ˫̹

TŦŵ̹ ŘŦ̹ŴƄĴ̹ŹĴ̹ ŵĴǬĴŵĴ̹Ĝ̹ ŘĜ̹ ŹĴŀƄşİĜ̹ŲĜŵƀĴ˦̹ŲŵĴŹĴşƀĜ̹ƄşĜ̹ŵĴǭĴƞňŧş̹ŹŦĩŵĴ̹
Şň̹ ŲŵŦŲňĜ̹ ŦĩŵĜ˦̹ Ĵş̹ ŘĜ̹ ŴƄĴ̹ ŹĴ̹ ŵĴǭĴœĜ̹ ŘĜ̹ ňşǭƄĴşĪňĜ̹ İĴ̹ ŘĜ̹ ňşƘĴŹƀňŀĜĪňŧş̹
İŦĪƄŞĴşƀĜŘ̹ŴƄĴ̹ŞĴ̹ŅĜ̹ŲŵŦŲŦŵĪňŦşĜİŦ̹Ƅş̹ĪŦşŦĪňŞňĴşƀŦ̹Ĵş̹ŲŵŦĿƄşİňİĜİ̹
İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ˦̹ ĜŹŊ̹ ĪŦŞŦ̹ ŘĜ̹ İĴ̹ ŦƀŵĜŹ̹ ĪƄŘƀƄŵĜŹ˫̹�ŅŦŵĜ̹ ĩňĴş˦̹
İĴŹİĴ̹ƄşĜ̹ŲĴŵŹŲĴĪƀňƘĜ̹ŞĴƀŦİŦŘŧŀňĪĜ̹ŅĜ̹ŹňİŦ̹ĴŹĴşĪňĜŘ̹ĴŘ̹ŅĴĪŅŦ̹İĴ̹ŴƄĴ˦̹
İƄŵĜşƀĴ̹ ĴŘ̹ ƀňĴŞŲŦ̹ İĴ̹ ňşƘĴŹƀňŀĜĪňŧş˦̹ ŞĴ̹ ŅĴ̹ ĿŦŵŞĜİŦ̹ Ĵş̹ ŘĜ̹ ŲŵĝĪƀňĪĜ̹
ŞĴİňĜşƀĴ̹ ŘĜ̹ ŵĴĜŘňƥĜĪňŧş̹ İĴ̹ İňĿĴŵĴşƀĴŹ̹ ĪƄŵŹŦŹ̹ Ɵ̹ ƀĜŘŘĴŵĴŹ̹ İĴ̹ İňĿĴŵĴşƀĴ̹
İƄŵĜĪňŧş˦̹ Ĝ̹ ŘŦŹ̹ ŴƄĴ̹ ŅĴ̹ ĜŹňŹƀňİŦ̹ Ĵş̹ �ŹŲĜťĜ˦̹ #ŵĜşĪňĜ̹ Ɵ̹ bƄŵŴƄŊĜ̹ ˾ƘĵĜŹĴ̹

I. INTRODUCCIÓN



22

�şĴƞŦ̹�˿˫̹�̹ĪŦşƀňşƄĜĪňŧş˦̹ŲŵŦĪĴİĴŵĵ̹Ĝ̹İĴƀĜŘŘĜŵŘŦŹ˥̹

ˡ�ŦŲŲĴŵŲŘĜƀĴ̹ĪŦş̹�ŞĜşİĜ̹�İĜŞŹ˦̹ʅʉ˫ʅʎ˫ʇʅʆʉ˦̹�ĜŵĪĴŘŦşĜ˫

ˡ�ŵƀ̹BŦƄƘĴĜƄ̹�ĜŲňƀĜŘŹ̹ĪŦş̹9ĴňƀŅ̹�İĜŞŹ˦̹ʅʊ˫ʅʎ˫ʇʅʆʉ˦̹�ĜŵĪĴŘŦşĜ˫

ˡAĜƟƅŹĪƄŘĜŹ˥̹;ĴƀŵĜŹ̹�ĜŲňƀĜŘĴŹ̹ĪŦş̹9ĴňƀŅ̹�İĜŞŹ˦̹qňŹňŦşĴŹ̹,ŘƄŹƀŵĜĪňŧş̹Ɵ̹
�ĜŘňŀŵĜĿŊĜ˦̹ʅʋ˫ʅʎ̐ʅʍ˫ʆʇ˫ʇʅʆʉ˦̹�ĜŵĪĴŘŦşĜ˫̹

ˡ�ĜŘňŀŵĜĿŊĜ̹$ŧƀňĪĜ̹HŵşĜŞĴşƀĜİĜ̹ĪŦş̹9ĴňƀŅ̹�İĜŞŹ˦̹qňŹňŦşĴŹ̹,ŘƄŹƀŵĜĪňŧş̹
Ɵ̹�ĜŘňŀŵĜĿŊĜ˦̹ʆʋ˫ʅʇ̐ʅʉ˫ʅʊ˫ʇʅʆʊ˦̹�ĜŵĪĴŘŦşĜ˫

ˡ�ĜŘňŀŵĜĿŊĜ̹�ƞŲŵĴŹňƘĜ̹ ĪŦş̹HŵňŦŘ̹Aňŵŧ̹$ĴşŦƘĜŵƀ˦̹qňŹňŦşĴŹ̹ ,ŘƄŹƀŵĜĪňŧş̹Ɵ̹
�ĜŘňŀŵĜĿŊĜ˦̹ʆʍ˫ʅʈ̐ʇʅ˫ʅʊ˫ʇʅʆʊ˦̹�ĜŵĪĴŘŦşĜ˫

ˡ�ĜŘňŀŵĜĿŊĜ̹ĪŦş̹$ŧƀňĪĜŹ̹TŦƀĴşƀĴŹ̹ĪŦş̹HŵňŦŘ̹Aňŵŧ̹$ĴşŦƘĜŵƀ˦̹�ŦŞĴŹƀňŖĜ˫

ˡ�ĜŘňŀŵĜĿŊĜ̹ �ƄŵŹňƘĜ˦̹ )ňŹƀŧŵňĪĜ̹ Ɵ̹ AŦİĴŵşĜ̹ ĪŦş̹ 9ĴňƀŅ̹ �İĜŞŹ˦̹ ʅʈ̐
ʆʅ˫ʅʍ˫ʇʅʆʊ˦̹[Ĝňşƀ̐�şƀŦňşĴ̹;̝�ĩĩĜƟĴ˦̹,ŹĴŵĴ˦̹#ŵĜşĪĴ˫

ˡ�ĜŘňŀŵĜǬĜ̹ŲĜŵĜ̹Ƅş̹�ƞŘňĩŵňŹ̹ĪŦş̹WňĪĜŵİŦ̹WŦƄŹŹĴŘŦƀ̹[ĪŅŞňİƀ˦̹�ŦŞĴŹƀňŖĜ˫

ˡ�ŹĪŵňƀƄŵĜ̹ ,şŹƄŘĜŵ̹ Ɵ̹ �ĴĪŦŵĜĪňŧş̹ �ĴŘƀĜ̹ ĪŦş̹ �ŞĜşİĜ̹ �İĜŞŹ˦̹ ʆʅ̐
ʆʌ˫ʅʍ˫ʇʅʆʊ˦̹[Ĝňşƀ̐�şƀŦňşĴ̹;̝�ĩĩĜƟĴ˦̹,ŹĴŵĴ˦̹#ŵĜşĪĴ˦

ˡ�ĜŘx ŘňŀŵĜǬĜ̹ �ƞŲŵĴŹŹňƘĜ̹ ĜŞĩ̹ WŦİŦŘĿŦ̹ #ĴŵşĝşİĴƥ̹ �ŘƘĜŵĴƥ˦̹ ʆʆ̐ʆʇ˫ʆʆ˫ʇʅʆʋ˦̹
�ŦŘx ŘĴŀň̹HǬĪňĜŘ̹İĴ̹�ňŹŹĴşƟ̹$ŵġǬĪ̹İĴ̹�ĜƀĜŘƄşƟĜ˦̹�ĜŵĪĴŘŦşĜ˫̹

ˡ;ĴƀƀĴŵňşŀ̹ Ɵ̹ WŦƀƄŘĜĪňŧş̹ Ĝ̹ TňşĪĴŘ̹ ŲŦŵ̹ �ĴŘĴƀŵňŹƀĜ˦̹ �İŵňĝş̹ TĵŵĴƥ˦̹ ʇʍ̐
ʇʎ˫ʅʆ˫ʇʅʆʌ˦̹AĜŵƀňŘŘŦ̹#ňşĴ̹�ŵƀŹ̹rŦŵŖŹŅŦŲ˦̹�ĜŵĪĴŘŦşĜ˫

ˡ;ĴƀƀĴŵňşŀ̹ [ŦĩŵĴ̹ TňĴİŵĜ̹ ĪŦş̹ [ƀĴŲŅĴş̹ rĜƀƀŹ˦̹ ʆʆ̐ʆʇ˫ʅʇ˫ʇʅʆʌ˦̹ qňŹňŦşĴŹ̹
,ŘƄŹƀŵĜĪňŧş̹Ɵ̹�ĜŘňŀŵĜĿŊĜ˦̹�ĜŵĪĴŘŦşĜ˫

ˡ,şƀŵŦİƄĪĪňŧş̹Ĝ̹ ŘĜ̹�ĜŘňŀŵĜĿŊĜ̹�ŅňşĜ̹ĪŦş̹7ĴşşƟ̹�ŅňŅ̐�ŅňĴŅ˦̹ʅʇ˫ʅʈ˫ʇʅʆʌ˦̹
�ŹŲĜň̹�ŀŀ˦̹�ĜŵĪĴŘŦşĜ˫

ˡbĜŘŘĴŵ̹ İĴ̹ WŦƀƄŘĜĪňŧş̹ ĪŦş̹ 7ĜŖŦĩ̹ �şŀĩĴŵŀ˦̹ ʅʈ̐ʅʉ˫ʅʈ˫ʇʅʆʌ˦̹ qňŹňŦşĴŹ̹
,ŘƄŹƀŵĜĪňŧş̹Ɵ̹�ĜŘňŀŵĜĿŊĜ˦̹�ĜŵĪĴŘŦşĜ˫

ˡbĜŘŘĴŵ̹ İĴ̹ ŲňşĪĴŘĜİĜ̹ ĪŦş̹ ;ƄĪĜ̹ �ĜŵĪĴŘŦşĜ˦̹ ʈʅ̐ʈʆ˫ʅʆ˫ʇʅʇʅ˦̹ 9ĜŘňŀŵĜǬŹƀ̹
ʇʅʇʅ˦̹,ŹƀĜşĩƄŘ˫

ˡ�ĜŘňŀŵĜĿŊĜ̹Ɵ̹WŦĪŖ̝ş̝WŦŘŘ̹ĪŦş̹,Ƙĝş̹�ĜŹƀŵŦ˦̹�ŦŞĴŹƀňŖĜ˫

ˡbĜŘŘĴŵ̹ İĴ̹ �ĜŘňŀŵĜĿŊĜ̹ �ŘĜĪŖŘĴƀƀĴŵ̹ ĪŦş̹ ;ƄĪĜ̹ �ĜŵĪĴŘŘŦşĜ˦̹ ʅʆ̐ʅʇ˫ʅʇ˫ʇʅʇʅ̹
9ĜŘňŀŵĜǬŹƀ̹ʇʅʇʅ˦̹,ŹƀĜşĩƄŘ˫

�ĴŹİĴ̹ ĴŘ̹ ŲƄşƀŦ̹ İĴ̹ ƘňŹƀĜ̹ ŞĴƀŦİŦŘŧŀňĪŦ˦̹ ĴŹƀĜŹ̹ ŲŵĝĪƀňĪĜŹ̹ ŞĴ̹ ŅĜş̹
ŲŵŦŲŦŵĪňŦşĜİŦ̹ Ƅş̹ ĜŞŲŘňŦ̹ ĪŦşŦĪňŞňĴşƀŦ̹ ƀĵĪşňĪŦ̹ ŹŦĩŵĴ̹ ŘĜ̹ ŲŵĝĪƀňĪĜ̹
İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ˦̹ ƀĜşƀŦ̹ ƀŵĜİňĪňŦşĜŘ̹ ĪŦŞŦ̹ ĪŦşƀĴŞŲŦŵĝşĴĜ˦̹
ĿƄşİĜŞĴşƀĜŘĴŹ̹ŲĜŵĜ̹ĴŘ̹İĴŹĜŵŵŦŘŘŦ̹İĴ̹Şň̹ŲŵŦŲňĜ̹ŦĩŵĜ˫̹
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�ŦŞŦ̹ ƟĜ̹ ŅĴ̹ ĪŦŞĴşƀĜİŦ̹ ĜşƀĴŵňŦŵŞĴşƀĴ˦̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ĪŦşƀĴŞŲŦŵĝşĴĜ̹
ŦĪĪňİĴşƀĜŘ̹ ĴŹ̹Ƅş̹ĝŞĩňƀŦ̹ŴƄĴ̹İĴŞĜşİĜ̹ ňşƘĴŹƀňŀĜĪňŧş˫̹ [ňş̹ ĴŞĩĜŵŀŦ˦̹ Ĵş̹
ŘĜŹ̹ƅŘƀňŞĜŹ̹İĵĪĜİĜŹ̹ŅĜ̹ĪŵĴĪňİŦ̹ŘĜ̹ĪĜşƀňİĜİ̹İĴ̹ŲƄĩŘňĪĜĪňŦşĴŹ̹İĴİňĪĜİĜŹ̹
Ĝ̹ĴŘŘĜ̹İĴĩňİŦ˦̹ŲŦŹňĩŘĴŞĴşƀĴ˦̹ĜŘ̹ĪŵĴĪňĴşƀĴ̹ňşƀĴŵĵŹ̹ŴƄĴ̹ŹƄŹĪňƀĜ˦̹ƀĜşƀŦ̹ĴşƀŵĴ̹
ŘŦŹ̹ŲŵŦĿĴŹňŦşĜŘĴŹ̹ĪŦŞŦ̹ĴşƀŵĴ̹ŘŦŹ̹amateurs. 

TŦŵ̹ ĴŹŦ˦̹ ĜŅŦŵĜ˦̹ ĴŘ̹ şƅŞĴŵŦ̹ İĴ̹ ŦĩŵĜŹ̹ ŹŦĩŵĴ̹ ŘŦŹ̹ ŹňŹƀĴŞĜŹ̹ İĴ̹ ĴŹĪŵňƀƄŵĜ̹
ŦĪĪňİĴşƀĜŘĴŹ˦̹ ŹƄŹ̹ ŵĜŊĪĴŹ̹ Ɵ̹ İĴŹĜŵŵŦŘŘŦ˦̹ ŴƄĴ̹ ňşĪŘƄƟĴş̹ Ŧ̹ ŹĴ̹ ĪĴşƀŵĜş̹
ƅşňĪĜŞĴşƀĴ̹ Ĵş̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ˦̹ ĴŹ̹ ŵĜƥŦşĜĩŘĴŞĴşƀĴ̹ŀŵĜşİĴ˫̹AňĴşƀŵĜŹ̹ŴƄĴ̹
ĜŘŀƄşĜŹ̹ŦĿŵĴĪĴş̹ĜşƀĴĪĴİĴşƀĴŹ̹ŞĝŹ̹Ŧ̹ŞĴşŦŹ̹İĴƀĜŘŘĜİŦŹ̹ŹŦĩŵĴ̹ŘĜ̹ŅňŹƀŦŵňĜ̹
Ɵ̹ ĴŘ̹ İĴŹĜŵŵŦŘŘŦ̹ İĴ̹ ŘĜŹ̹ ĿŦŵŞĜŹ̹ İĴ̹ ŘĜŹ̹ ŘĴƀŵĜŹ˦̹ ŦƀŵĜŹ̹ ŲŵĴŹĴşƀĜş̹ ĴŹĪŵňƀƄŵĜŹ̹
ĜşƀňŀƄĜŹ̹Ĝ̹ŞŦİŦ̹İĴ̹ŞĜşƄĜŘĴŹ̹ŲĜŵĜ̹ĜŲŵĴşİĴŵ̹Ĝ̹ƀŵĜƥĜŵŘĜŹ˫̹

�̹ ĪŦşƀňşƄĜĪňŧş̹ ĜşĜŘňƥĜŵĵ̹ Ɵ̹ ĪŦŞĴşƀĜŵĵ̹ ĩŵĴƘĴŞĴşƀĴ̹ ĜŴƄĴŘŘŦŹ̹ ƀŵĜĩĜœŦŹ̹
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ŅĜĩňŘňİĜİĴŹ˦̹ĜŲŵĴşİňĴşİŦ̹ŘŦŹ̹ƀŵĜƥŦŹ̹ĪŦŵŵĴĪƀŦŹ̹İĴ̹ŘĜ̹ŲŘƄŞĜ˦̹ĪŦş̹ĴŘ̹ĝşŀƄŘŦ̹
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�$) � �-$/$)"Ĭ� �# � $! � �)�� ��''$"-�+#4� *!� 
- ) � � ''$)"/*)˦̹ ŲƄĩŘňĪĜİŦ̹
ŲŦŵ̹ �ŅňŘİ˦̹ �ŦŘŘňşŹ˦̹ )ĴĪŅŘĴ̹ Ɵ̹ 7ĜĪŖŹŦş̹ ˾ʆʎʍʌ˿˫̹ ;ŦŹ̹ ĜƄƀŦŵĴŹ̹ ŹĴ̹ ŵĴǬĴŵĴş̹
ĩŵĴƘĴŞĴşƀĴ̹ ĜŘ̹ ŵĴşĜĪňŞňĴşƀŦ̹ ĪĜŘňŀŵĝǬĪŦ̹ İĴŘ̹ ŹňŀŘŦ̹ w,w̹ Ɵ̹ ĜĩŦŵİĜş̹ ĴŘ̹
ƀŵĜĩĜœŦ̹ İĴ̹ ŘĜ̹ ĪĜŘŊŀŵĜĿĜ̹ ,ŵĴşĴ̹ rĴŘŘňşŀƀŦş̹ ˾ʆʎʅʉ̐ʆʎʍʉ˿˫̹ [Ĵŀƅş̹ �ŅňŘİ̹ Ĵƀ̹
ĜŘ˫̹ ˾ʆʎʍʌ˿˦̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŞŦİĴŵşĜ̹ ŹƄŵŀĴ̹ ĪƄĜşİŦ̹ ĜŘŀƄşŦŹ̹ ĪĜŘŊŀŵĜĿŦŹ̹ Ɵ̹
İňŹĴťĜİŦŵĴŹ̹ ĪŦŞĴşƥĜŵŦş̹ Ĝ̹ ŵĴƘňŹĜŵ̹ Ɵ̹ ŲŵĜĪƀňĪĜŵ̹ ŘĜ̹ ĴŹĪŵňƀƄŵĜ̹ ĜşƀňŀƄĜ˫̹
[ňş̹ ĴŞĩĜŵŀŦ˦̹ İĴŹƀĜĪĜş̹ ŴƄĴ̹ ŘĜ̹ ĪĜŵĜĪƀĴŵŊŹƀňĪĜ̹ ŲŵňşĪňŲĜŘ̹ İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹
ŦĪĪňİĴşƀĜŘ̹ĴŹ̹ĴŘ̹ĜŲĴŀŦ̹Ĝ̹ŘĜ̹ƀŵĜİňĪňŧş˥̹ŹĴ̹ƀŵĜƀĜ̹İĴ̹ƀŵĜşŹŞňƀňŵ̹ĴŘ̹ŞĴşŹĜœĴ̹
Ĝ̹ ƀŵĜƘĵŹ̹ İĴŘ̹ ŹňŀşňǬĪĜİŦ̹ İĴŘ̹ ƀĴƞƀŦ˦̹ ĜŘŀŦ̹ ŴƄĴ̹ ŞĜşƀňĴşĴş̹ ŘŦŹ̹ ĪĜŘŊŀŵĜĿŦŹ̹
ŞŦİĴŵşŦŹ˫̹ �ŅňŘİ̹ Ĵƀ̹ ĜŘ˫̹ ˾ʆʎʍʌ˿̹ ĜǬŵŞĜş̹ ŴƄĴ̹ ŘĜ̹ ĴŹĪŵňƀƄŵĜ̹ ĴƞŲŵĴŹňƘĜ̹
ĴŹƀĝ̹ ŲŵĴŹĴşƀĴ̹ Ĵş̹ ŘĜŹ̹ ŦĩŵĜŹ̹ İĴ̹rĴŘŘňşŀƀŦş̹ Ĝ̹ ƀŵĜƘĵŹ̹ İĴ̹ ĪŦŞŲŦŹňĪňŦşĴŹ̹
ĪĜŘňŀŵĝǬĪĜŹ̹ĪŦşŹƀŵƄňİĜŹ̹ĪŦş̹ĪŘĜŵňİĜİ̹Ɵ̹ĩňĴş̹ŦŵŀĜşňƥĜİĜŹ˫̹

;Ŧ̹ ŴƄĴ̹ ŲƄĴİĴ̹ İĴİƄĪňŵŹĴ̹ ĜŘ̹ ĴƞĜŞňşĜŵ̹ ĴŹƀĴ̹ ŘňĩŵŦ̹ ĴŹ̹ ŴƄĴ˦̹ Ĵş̹ ŘŦŹ̹ ĜťŦŹ̹
ŦĪŅĴşƀĜ˦̹ ƀŦİĜƘŊĜ̹ ŹĴ̹ ĴşƀĴşİŊĜş̹ ŘĜŹ̹ ĿŦŵŞĜŹ̹ ĴƞŲŵĴŹňƘĜŹ̹ İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹
ĪŦŞŦ̹ ŘĴƀŵĜŹ̹ ĩňĴş̹ ĪŦşŹƀŵƄňİĜŹ̹ Ɵ̹ ĴŹƀŵĴĪŅĜŞĴşƀĴ̹ ĪŦşĴĪƀĜİĜŹ̹ ĪŦş̹ ŘĜ̹
ŘňƀĴŵĜƀƄŵĜ̹Ɵ̹ĪŦş̹ĴŘ̹ŹňŀşňǬĪĜİŦ̹ŦĪĪňİĴşƀĜŘ̹İĴŘ̹ƀĴƞƀŦ˫̹TŦŵ̹ĴŹŦ˦̹ŹĴ̹İĴŹĪŵňĩĴş̹
ĪŦş̹ŹƄŹ̹ĿŦŵŞĜŹ̹ňİĴĜŘĴŹ̹Ɵ̹ŘĜ̹ĴƞŲŵĴŹňƘňİĜİ̹ŹĴ̹ƘňşĪƄŘĜ̹Ĝ̹ŘĜ̹ňşƀĴŵŲŵĴƀĜĪňŧş̹
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İĴ̹ŘĜ̹ĴŹĪŵňƀƄŵĜ̹ĜşƀňŀƄĜ̹ŴƄĴ̹ŅĜĪĴ̹ĴŘ̹ĪĜŘŊŀŵĜĿŦ˦̹ƄşĜ̹ňşƀĴŵŲŵĴƀĜĪňŧş̹ŴƄĴ̹şŦ̹
ĪŦŞŲŵĴşİĴ̹ ŘŦŹ̹ĴşĿŦŴƄĴŹ̹ĜĪƀƄĜŘĴŹ̹İĴ̹ ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹Ĵş̹ ŘŦŹ̹ŴƄĴ̹ŹĴ̹ĪĴşƀŵĜ̹
ĴŹƀĜ̹ ňşƘĴŹƀňŀĜĪňŧş̹ İŦĪƀŦŵĜŘ˫̹ ;ŦŹ̹ ĜƄƀŦŵĴŹ̹ şŦ̹ ĜŲŦŵƀĜş˦̹ ŲŦŵ̹ ƀĜşƀŦ˦̹ ƄşĜ̹
ƘĜŘŦŵĜĪňŧş̹şƄĴƘĜ˦̹ŲĴŵŦ˦̹ĜŘ̹şŦ̹ŅĜĪĴŵŘŦ˦̹ŲŦşĴş̹İĴ̹ŵĴŘňĴƘĴ̹ŴƄĴ̹ĴŹ̹şĴĪĴŹĜŵňŦ̹
ŲŵŦĿƄşİňƥĜŵ̹ Ĵş̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŞŦİĴŵşĜ̹ Ɵ̹ ĪŦşƀĴŞŲŦŵĝşĴĜ̹ ŲĜŵĜ̹ ŲŦİĴŵ̹
ŹňƀƄĜŵ̹ĜİĴĪƄĜİĜŞĴşƀĴ̹ŘĜŹ̹ŲŵĝĪƀňĪĜŹ̹ĜĪƀƄĜŘĴŹ˫̹

�ş̹ ʆʎʍʍ˦̹ ƘňŦ̹ ŘĜ̹ ŘƄƥ̹��''$"-�+#4��*��4Ĭ� �2 )/$ /#� � )/0-4��-��$/$*)� �)��
Practice˦̹ ŴƄĴ̹ ňşĪŘƄŊĜ̹ ƀĴƞƀŦŹ̹ İĴ̹�ŅňŘİ̹ Ĵş̹ ĴŘ̹ ŴƄĴ̹ ŹĴ̹ ŵĴǬŵňŧ̹ Ĝ̹ ŘĜŹ̹ ŘĴƀŵĜŹ̹Ɵ̹
ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ƀŵĜƥĜİĜŹ̹ Ĝ̹ ŞĜşŦ˦̹ ĜŹŊ̹ ĪŦŞŦ̹ Ĝ̹ ŘĜ̹ ŅňŹƀŦŵňĜ̹ İĴ̹ ŘĜŹ̹ İňƘĴŵŹĜŹ̹
ĴŹĪŵňƀƄŵĜŹ̹ ŞĴİňĴƘĜŘĴŹ˦̹ ňşĪŘƄƟĴşİŦ̹ ŘĜŹ̹ ŲŵĝĪƀňĪĜŹ̹ ĪĜŘňŀŵĝǬĪĜŹ̹ Ĵş̹ $ŵĜş̹
�ŵĴƀĜťĜ˦̹�ƄŵŦŲĜ̹Ɵ̹��˫ff˫̹�ƄşŴƄĴ̹ĴŘ̹ƀŵĜŹĿŦşİŦ̹ŅňŹƀŧŵňĪŦ̹ĴŹƀĝ̹ŲŵĴŹĴşƀĴ̹
Ĵş̹ ĴŘ̹ ŘňĩŵŦ˦̹ şŦ̹ ŹĴ̹ ĜşĜŘňƥĜ̹ Ĵş̹ İĴƀĜŘŘĴ̹ ŘĜ̹ ƀŵĜşŹňĪňŧş̹ İĴ̹ ŘĜ̹ ƀŵĜİňĪňŧş̹ Ĝ̹ ŘĜ̹
ĪŦşƀĴŞŲŦŵĜşĴňİĜİ˫̹ �ŹƀŦ̹ ŞĴ̹ ŘŘĴƘŧ̹ Ĝ̹ ĪŦşŹňİĴŵĜŵ̹ ŴƄĴ̹ ĴŵĜ̹ şĴĪĴŹĜŵňŦ̹
ŲŵŦĿƄşİňƥĜŵ̹ Ĵş̹ ŘĜ̹ ŲĴŵĪĴŲĪňŧş̹ İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ Ɵ̹ Ĝ̹ ĪĴşƀŵĜŵŞĴ̹ Ĵş̹ ŘĜ̹
ŞŦİĴŵşňİĜİ̹Ɵ̹ŘĜ̹ŲŦŹŞŦİĴŵşňİĜİ˦̹ĪŦŞŦ̹ĴƀĜŲĜŹ̹ŴƄĴ̹ŅĜş̹ŲŦİňİŦ̹ŹƄŲŦşĴŵ̹
ĪĜŞĩňŦŹ̹Ĵş̹ĴŹĜ̹ŲĴŵĪĴŲĪňŧş˫̹

fşĜ̹ ňİĴĜ̹ ŹŦĩŵĴ̹ ĴŹĜ̹ ƀŵĜşŹňĪňŧş̹ ŴƄĴ˦̹ ƀĜŞĩňĵş̹ ŹĴ̹ ĴşĪƄĴşƀŵĜ̹ Ĵş̹ ŦƀŵĜŹ̹
ĿƄĴşƀĴŹ˦̹ĴŹ̹ŴƄĴ̹ŘĜ̹ƀĴĪşŦŘŦŀŊĜ̹İĴ̹ňŞŲŵĴŹňŧş̹ŘňĩĴŵŧ̹ĜŘ̹ĴŹĪŵňĩĜ̹İĴ̹ŹƄ̹ĪĜŵŀĜ̹Ɵ̹
İňŦ̹ŘƄŀĜŵ̹Ĝ̹Ƅş̹ĴŹŲĜĪňŦ̹ŲĜŵĜ̹ŴƄĴ̹ĴŹƀĴ̹ŲƄİňĴŵĜ̹ĜŲŵĴĪňĜŵ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ĪŦŞŦ̹
ƄşĜ̹ĿŦŵŞĜ̹İĴ̹ĜŵƀĴ˫̹�ş̹ĴŹĴ̹ŹĴşƀňİŦ˦̹ĴŘ̹İĴŹĜŵŵŦŘŘŦ̹ƀĴĪşŦŘŧŀňĪŦ̹ŹĴ̹ŲĴŵĪňĩĴ̹
ĪŦŞŦ Ř̹Ĝ Ř̹Ƅƥ̹ŴƄĴ̹ĜŘƄŞĩŵŧ Ř̹Ĝ̹ŞĴşƀĴ̹İĴŘ̹ĴŹĪŵňĩĜ˫̹�ĜĩĴ˦̹ĴşƀŦşĪĴŹ˦̹ŲŘĜşƀĴĜŵŹĴ̹
Źň̹ŘĜ̹ŘňĩĴŵƀĜİ̹İĴŘ̹ĴŹĪŵňĩĜ̹ŦĪĪňİĴşƀĜŘ̹ŹĴ̹İĴĩĴ̹Ĝ̹ŘĜŹ̹ƀĵĪşňĪĜŹ̹İĴ̹ňŞŲŵĴŹňŧş̹
Ŧ̹Ĝ̹ŘĜŹ̹ňşƀĴŵĜĪĪňŦşĴŹ̹ĴşƀŵĴ̹İňĿĴŵĴşƀĴŹ̹ŲĴŵŹŲĴĪƀňƘĜŹ̹ĪĜŘňŀŵĝǬĪĜŹ˫̹�ŹƀŦ̹ŞĴ̹
ŅĜ̹ŘŘĴƘĜİŦ̹Ĝ̹ŵĴǭĴƞňŦşĜŵ̹ŹŦĩŵĴ̹Źň̹ŘĜŹ̹ŵĴŹƀŵňĪĪňŦşĴŹ˦̹Ĝ̹ŘĜ̹ŅŦŵĜ̹İĴ̹ƘĜŘŦŵĜŵ̹ĴŘ̹
ŲŦƀĴşĪňĜŘ̹İĴ̹ ňşƀĴŵŲŵĴƀĜĪňŧş̹İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ˦̹ ŲŵŦĪĴİĴş̹İĴ̹ ŘĜ̹
ĪĜŘňŀŵĜĿŊĜ̹Ĵş̹ŹŊ̹ŞňŹŞĜ̹Ŧ̹İĴ̹ŘĜ̹şŦĪňŧş̹ŦĪĪňİĴşƀĜŘ̹ŹŦĩŵĴ̹ŘĜ̹ĿƄşĪňŦşĜŘňİĜİ̹
İĴ̹ŘĜ̹ĴŹĪŵňƀƄŵĜ˫̹

WĴŹŲĴĪƀŦ̹ ĜŘ̹ ŲĜŲĴŘ̹ İĴ̹ ŘŦŹ̹ ĜƘĜşĪĴŹ̹ ƀĴĪşŦŘŧŀňĪŦŹ˦̹ İĜİŦ̹ ŴƄĴ˦̹ Ĵş̹ �ƞƀŵĴŞŦ̹
HŵňĴşƀĴ˦̹ İĴŹİĴ̹ ŘŦŹ̹ ŦŵŊŀĴşĴŹ̹ İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ˦̹ ĴŹƀĜ̹ ŹĴ̹ ŅĜ̹ ĪŦşƀĴŞŲŘĜİŦ̹
ĪŦŞŦ̹ ĜŵƀĴ˦̹ şŦ̹ ŲƄĴİĴş̹ ĪŦşŹňİĴŵĜŵŹĴ̹ ĪŦŞŦ̹ ĴŘĴŞĴşƀŦŹ̹ İĴƀĴŵŞňşĜşƀĴŹ̹
İĴ̹ ŘĜ̹ ŘňĩĴŵƀĜİ̹İĴ̹ ŘĜŹ̹ŞĴşƀĴŹ̹ĪĜŘňŀŵĝǬĪĜŹ˫̹[ňş̹ĴŞĩĜŵŀŦ˦̹ ŘĜ̹ ŹňƀƄĜĪňŧş̹Ĵş̹
HĪĪňİĴşƀĴ̹ ĴŹ̹ ĪŦŞŲŘĴƀĜŞĴşƀĴ̹ İňĿĴŵĴşƀĴ̹ Ɵ̹ ŘĜ̹ ĪƄĴŹƀňŧş̹ ƀĴĪşŦŘŧŀňĪĜ̹ ŹĴ̹
ĪŦşƘňĴŵƀĴ̹ Ĵş̹ ňŞŲŦŵƀĜşƀĴ̹ ŲĜŵĜ̹ ŘĜ̹ ňşƘĴŹƀňŀĜĪňŧş̹ Ĝ̹ ŘĜ̹ ŅŦŵĜ̹ İĴ̹ ĩƄŹĪĜŵ̹ ĴŘ̹
ŹňŀşňǬĪĜİŦ̹İĴ̹ŘĜ̹ĴŹĪŵňƀƄŵĜ̹Ɵ̹İĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹Ĵş̹ŹƄŹ̹ŞĜşňĿĴŹƀĜĪňŦşĴŹ̹ŞĝŹ̹
ĜşƀňŀƄĜŹ̹Ɵ̹Ĵş̹ŘĜŹ̹ĜĪƀƄĜŘĴŹ˫̹

TŦŵ̹ŦƀŵĜ̹ŲĜŵƀĴ˦̹ĴŘ̹ŘňĩŵŦ̹İĴ̹�ŅňŘİ̹˾ʆʎʍʍ˿˦̹şŦ̹ĴƞĜŞňşĜ̹ŘĜ̹ňşƀĴŵĜĪĪňŧş̹ĴşƀŵĴ̹
ŘĜŹ̹İňƘĴŵŹĜŹ̹ĪƄŘƀƄŵĜŹ̹ĪĜŘňŀŵĝǬĪĜŹ̹Ĝ̹şňƘĴŘ̹ĜŵƀŊŹƀňĪŦ̹şň̹ĪƄĝşİŦ̹şň̹ĪŧŞŦ̹ŹĴ̹
ŅĜş̹ŲŦİňİŦ̹ňşǭƄňŵ̹ŞƄƀƄĜŞĴşƀĴ˫̹

�ĴşƀŵŦ̹ İĴ̹ ĴŹƀĜ̹ ŦĩŵĜ̹ ŞĴ̹ ŀƄŹƀĜŵŊĜ̹ İĴŹƀĜĪĜŵ̹ ĴŘ̹ ĜŲĜŵƀĜİŦ̹ ƀňƀƄŘĜİŦ̹
̕;ĴƀƀĴŵňşŀ̹ ĜŹ̹ Ĝş̹ �ŵƀ̖˦̹ ĴŹĪŵňƀŦ̹ ŲŦŵ̹ ĴŘ̹ ĪĜŘŊŀŵĜĿŦ˦̹ İňŹĴťĜİŦŵ̹ ĴİňƀŦŵňĜŘ˦̹
ĴİƄĪĜİŦŵ̹Ɵ̹ŲĜŘĴŧŀŵĜĿŦ̹qňŘŘƄ̹bŦŦƀŹ˫̹�ŹƀĴ̹ĜƄƀŦŵ̹ŹƄĩŵĜƟĜ̹ŴƄĴ̹İňŹĴťĜŵ̹ŘĴƀŵĜŹ̹
ĪŦş̹ ňŞŲĜĪƀŦ̹ ĴŹƀĵƀňĪŦ̹ ŹňŀşňǬĪĜ̹ ňŵ̹ ŞĝŹ̹ ĜŘŘĝ̹ İĴŘ̹ ƘĜŘŦŵ̹ ĪŦŞƄşňĪĜƀňƘŦ̹ İĴ̹
ŘĜ̹ ŘĴƀŵĜ˫̹ bŦŦƀŹ̹ŞĴşĪňŦşĜ̹ ŴƄĴ̹ ̕ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ĜĩŹƀŵĜĪƀĜ̹ ĪŦşƀĴŞŲŦŵĝşĴĜ˱
ĪĜŘňŀŵĜĿŊĜ̹ ĴƞŲĴŵňŞĴşƀĜŘ˱ĪĜŘňŀŵĜĿŊĜ̹ Źňş̹ ŲĜŘĜĩŵĜŹ̖̹ ˾ʆʎʍʍ˥̹ ʎʉ˿̹ ŹĴ̹ ňşŹŲňŵĜ̹
Ĵş̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŦŵňĴşƀĜŘ̹ ĪŦş̹ ŲňşĪĴŘ̹ Ɵ̹ ŴƄĴ̹ ŘĜ̹ ňşƀĴşĪňŧş̹ İĴ̹ ŘŦŹ̹ ĜŵƀňŹƀĜŹ̹
ĪŦşƀĴŞŲŦŵĝşĴŦŹ̹ĴŹ̹ŘĜ̹İĴ̹̕ĪŵĴĜŵ̹ĴŞŦĪňŦşĴŹ̹ŴƄĴ̹ĜĪƀňƘĴş̹ŘĜ̹ƘňİĜ̹ňşƀĴŵňŦŵ̖̹
˾ʆʎʍʍ˥̹ʎʉ˦̹ʎʇ˿˫̹



ʇʋ

bŦŦƀŹ̹ňİĴşƀňǬĪĜ̹ƀĴşİĴşĪňĜŹ̹ĪŦşƀĴŞŲŦŵĝşĴĜŹ̹İĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹İĴ̹�ƞƀŵĴŞŦ̹
HŵňĴşƀĴ˦̹ĜƄşŴƄĴ̹şŦ̹ŲŵĴŹĴşƀĜ̹ ňşĿŦŵŞĜĪňŧş̹İĴƀĜŘŘĜİĜ̹ŹŦĩŵĴ̹ŹƄ̹ƀŵĜİňĪňŧş̹
şň̹ŹŦĩŵĴ̹ ŘĜ̹ŲĴŵĪĴŲĪňŧş̹ŴƄĴ̹İĴ̹ĴŹƀĜ̹ŹĴ̹ ƀňĴşĴ̹Ĵş̹HĪĪňİĴşƀĴ̹şň˦̹ ƀĜŞŲŦĪŦ˦̹
İĴŹƀĜĪĜ̹ ŘĜŹ̹ ŲŵĝĪƀňĪĜŹ̹ ŦĪĪňİĴşƀĜŘĴŹ̹ İĴ̹ lettering̹ Ɵ̹ İĴ̹ ƀňŲŦŀŵĜĿŊĜ˦̹ ̎
ĴŞŲŘĴĜİĜ̹ĪŦŞŦ̹ňŞĜŀĴş̎˦̹ŞŦİĴŵşĜŹ̹Ɵ̹ŲŦŹŞŦİĴŵşĜŹ˫

�Ź̹ ŞĝŹ˦̹ bŦŦƀŹ̹ ˾ʆʎʍʍ˿̹ ŹƄĩŵĜƟĜ̹ ŴƄĴ̹ ĜŘŀƄşŦŹ̹ ĪĜŘŊŀŵĜĿŦŹ̹ ŦĪĪňİĴşƀĜŘĴŹ̹
ĩƄŹĪĜş̹ňşĪŦŵŲŦŵĜŵ̹ŘĜ̹ŲĴŵŹŲĴĪƀňƘĜ̹ŦŵňĴşƀĜŘ̹ŲĴŵŦ̹şŦ̹ŘŦŀŵĜş̹ĜŹňŞňŘĜŵŘĜ˫̹;Ĝ̹
ŵĜƥŧş˦̹Ĵş̹ŹƄ̹ŦŲňşňŧş˦̹ŵĴŹňİĴ̹Ĵş̹ŴƄĴ̹ŘŦŹ̹ĜŘĿĜĩĴƀŦŹ̹ŘĜƀňşŦŹ̹ŹŦş̹̕İĴŞĜŹňĜİŦ̹
ŹňŞŲŘĴŹ̹ŲĜŵĜ̹ŦĩƀĴşĴŵ̹ĿŦŵŞĜŹ̹ňşƀĴŵĴŹĜşƀĴŹ̹Ɵ̹ŲňşƀŦŵĴŹĪĜŹ̹ĪŦş̹ŘĜ̹ĜƟƄİĜ̹İĴ̹
ŘŊşĴĜŹ̹œƄŀƄĴƀŦşĜŹ̖̹˾ʆʎʍʍ˥̹ʎʈ˿˫̹�Ź̹ƄşĜ̹ĪŵŊƀňĪĜ̹Ĝ̹ƀĴşĴŵ̹Ĵş̹ĪƄĴşƀĜ̹ŴƄĴ˦̹Źňş̹
ĴŞĩĜŵŀŦ˦̹şŦ̹ŹĴ̹œƄŹƀňǬĪĜ̹şň̹ĜŲŦƟĜ̹Ĵş̹ňşĿŦŵŞĜĪňŧş̹İĴƀĜŘŘĜİĜ˫̹�ŹĜ̹ĪĜŵĴşĪňĜ̹
ŅĜĪĴ̹ŴƄĴ̹şŦ̹ŹĴ̹ĴşƀňĴşİĜ̹ĩňĴş̹Ɵ̹ŴƄĴ̹ŲƄĴİĜ̹ĪĜƄŹĜŵ̹ĜŘŀƅş̹ŞĜŘĴşƀĴşİňİŦ̹Ŧ̹
ĪŦşǭňĪƀŦ˦̹ŲĴŵŦ˦̹ĜŘ̹ŞĴşŦŹ˦̹ŲƄĴİĴ̹ŹĴŵ̹Ƅş̹ŲƄşƀŦ̹İĴ̹ŲĜŵƀňİĜ̹ŲĜŵĜ̹ĜĩŦŵİĜŵ̹
ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ĪŦŞŦ̹ƀĴŞĜ˦̹İĴ̹ƄşĜ̹ŞĜşĴŵĜ̹ňşƀĴŀŵĜŘ˫̹�ş̹ĪƄĜŘŴƄňĴŵ̹ĪĜŹŦ˦̹ŹĴ̹
ŲƄĴİĴ̹İňŹĿŵƄƀĜŵ̹İĴ̹ƄşĜ̹ŦĩŵĜ̹ĪĜŘňŀŵĝǬĪĜ˦̹̎Źňş̹şĴĪĴŹňİĜİ̹İĴ̹ŘĴĴŵ̹ĴŘ̹ƀĴƞƀŦ̹
ĴŹĪŵňƀŦ̹ ˾Źň̹ ŘŦ̹ ŅĜƟ˿̹̎ ŲŦŵ̹ ŹƄŹ̹ ƘĜŘŦŵĴŹ̹ ŲŘĝŹƀňĪŦŹ˫̹ �Ř̹ ƀĴƞƀŦ̹ ňŘĴŀňĩŘĴ̹ ŲƄĴİĴ̹
ŲĴŵĪňĩňŵŹĴ̹ ĪŦŞŦ̹ Ƅş̹ ƀŵĜĩĜœŦ̹ ĪĜŘňŀŵĝǬĪŦ̹ ĜĩŹƀŵĜĪƀŦ˦̹ ŴƄĴ̹ ŹĴ̹ŞĜşňǬĴŹƀĜ̹ Ĝ̹
ƀŵĜƘĵŹ̹İĴ̹ŘĜ̹ĪĜŘňİĜİ̹İĴ̹ŘĜ̹ŘŊşĴĜ̹Ŧ̹İĴŘ̹ƀŵĜƥŦ˫̹�Ĵ̹ĴŹĴ̹ŞŦİŦ˦̹ĴŘ̹ĴŹŲĴĪƀĜİŦŵ̹
ŲƄĴİĴ̹ ĴşƀĴşİĴŵ˦̹ ĜŲŵĴĪňĜŵ̹ Ĵ̹ ňşĪŘƄŹŦ̹ ňşƀĴŵŲŵĴƀĜŵ̹ ŘĜ̹ ŦĩŵĜ˦̹ ƟĜ̹ ŴƄĴ̹ ĴŹ̹ Ƅş̹
ĴŹŲĜĪňŦ̹ ĜĩňĴŵƀŦ̹ Ĝ̹ ƀŵĜƘĵŹ̹ İĴ̹ ŘŦŹ̹ ŀĴŹƀŦŹ̹ İĴ̹ ŹƄ̹ ĜƄƀŦŵ˫̹ fşĜ̹ ŲĴŵŹŲĴĪƀňƘĜ̹
ŞĝŹ̹ ĪŵŊƀňĪĜ̹Ɵ̹Ƅş̹ ĴƞĜŞĴş̹İĴ̹ ŘĜŹ̹ ƀĴşİĴşĪňĜŹ̹ ŹĴŀƄňİĜŹ̹ ŲŦŵ̹ ŘĜŹ̹ ŦĩŵĜŹ̹ İĴ̹
ŘĜ̹ ŞĜƟŦŵŊĜ̹ İĴ̹ ŘŦŹ̹ ĜŵƀňŹƀĜŹ̹ ĪŦşƀĴŞŲŦŵĝşĴŦŹ̹ ŵĴǭĴœĜş̹ ŴƄĴ̹ ĴƞňŹƀĴ̹ ƄşĜ̹
ňşƀĴŵŲŵĴƀĜĪňŧş̹ ŲĴŵŹŦşĜŘ̹ ŴƄĴ̹ ŲƄĴİĴ̹ ĜƟƄİĜŵ̹ Ĝ̹ ŹňƀƄĜŵ̹ ĴŘ̹ ŞĜŵĪŦ̹ ŀĴşĴŵĜŘ̹
İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ̹ ĪŦşƀĴŞŲŦŵĝşĴĜ˫̹ TŦŵ̹ ĴŹƀĜ̹ ŵĜƥŧş˦̹ ĴŹƀĴ̹ ƀĴŞĜ̹
ƀĜŞĩňĵş̹ŹĴ̹ŅĜ̹ňşĪŘƄňİŦ̹Ĵş̹ŘĜ̹ŲĜŵƀĴ̹ƀĴŧŵňĪĜ̹İĴ̹ŘĜ̹ňşƘĴŹƀňŀĜĪňŧş̹ŵĴĜŘňƥĜİĜ˦̹
ƟĜ̹ŴƄĴ̹ŲŦİŊĜ̹İĜŵ̹ŘƄŀĜŵ̹Ĝ̹ƄşĜ̹İňŹĪƄŹňŧş̹Ɵ̹Ĝ̹ƄşĜ̹ƘĜŘŦŵĜĪňŧş̹ŞĝŹ̹ĜİĴĪƄĜİĜ˫̹

�Ř̹ ŘňĩŵŦ̹ İĴŘ̹ İňŹĴťĜİŦŵ̹ ĿŵĜşĪĵŹ̹ �ŘĜƄİĴ̹ AĴİňĜƘňŘŘĜ˦̹ ��''$"-�+#4Ĭ� �-*(�
��''$"-�+#4� /*� ��./-��/� ��$)/$)"� ˾ʆʎʎʋ˿̹ ĴŹ̹ ƄşŦ̹ İĴ̹ ŘŦŹ̹ ŞĝŹ̹ ŵĴŹŲĴƀĜİŦŹ˦̹
ŵĴĪŦŞĴşİĜİŦŹ̹ Ɵ̹ ĪŦşŹňİĴŵĜİŦŹ̹ ĪŦŞŦ̹ ƄşĜ̹ ŵĴĿĴŵĴşĪňĜ˦̹ şŦ̹ ŹŦŘŦ̹ ŲŦŵŴƄĴ̹
ŲŵŦŲŦŵĪňŦşĜ̹ňşĿŦŵŞĜĪňŧş̹ƀĴŧŵňĪĜ̹ĪŦŞŲŘĴƀĜ̹ŹňşŦ˦̹ƀĜŞĩňĵş˦̹ŲŦŵŴƄĴ̹ĜĩŦŵİĜ̹
ŘĜŹ̹ ƀĴşİĴşĪňĜŹ̹ ĪŦşƀĴŞŲŦŵĝşĴĜŹ̹ ĪŦş̹ ƘĜŘŦŵĜĪňŦşĴŹ̹ ŹňŀşňǬĪĜƀňƘĜŹ˫̹ [Ĵ̹
ŲƄĴİĴ̹ĜǬŵŞĜŵ̹ŴƄĴ̹ĴŹƀĴ̹ĜƄƀŦŵ̹ĴŹ̹ƄşŦ̹İĴ̹ŘŦŹ̹ŲŵňŞĴŵŦŹ̹ŴƄĴ̹ŅĜş̹ŦĩŹĴŵƘĜİŦ̹
ĪŵŊƀňĪĜŞĴşƀĴ̹ ŘŦŹ̹ şƄĴƘŦŹ̹ ŲŘĜşƀĴĜŞňĴşƀŦŹ̹ ĪĜŘňŀŵĝǬĪŦŹ̹ ŦĪĪňİĴşƀĜŘĴŹ˫̹
�ĴşƀŵĝşİŦŹĴ̹ Ĵş̹ ŘĜŹ̹ ŲŵĝĪƀňĪĜŹ̹ Ɵ̹ ŘĜ̹ ǬŘŦŹŦĿŊĜ̹ İĴ̹ ĴŹŦŹ̹ ŲŘĜşƀĴĜŞňĴşƀŦŹ˦̹
AĴİňĜƘňŘŘĜ̹ŅĜĪĴ̹Ƅş̹ŵĴĪŦŵŵňİŦ̹ŲŦŵ̹ŘĜ̹ŅňŹƀŦŵňĜ̹İĴ̹ŘĜ̹ĴŹĪŵňƀƄŵĜ̹ŲĜŵĜ̹ŘŘĴŀĜŵ̹Ĝ̹
ŘĜ̹ŹňƀƄĜĪňŧş̹ĜĪƀƄĜŘ˦̹Ĵş̹ŘĜ̹ŴƄĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŹĴ̹ĪŦşŹňİĴŵĜ̹Ĵş̹HĪĪňİĴşƀĴ̹ƄşĜ̹
ĿŦŵŞĜ̹İĴ̹ĜŵƀĴ̹ŀŵĜĪňĜŹ̹Ĝ̹ƄşŦŹ̹ĜŹŲĴĪƀŦŹ̹ŀĴŹƀƄĜŘĴŹ̹ŴƄĴ˦̹ŲŵŦŀŵĴŹňƘĜŞĴşƀĴ˦̹
ŹĴ̹ŅĜş̹ňİŦ̹ƘŦŘƘňĴşİŦ̹İŦŞňşĜşƀĴŹ̹ŞňĴşƀŵĜŹ̹ŹĴ̹ŹĴŲĜŵĜĩĜş̹İĴŘ̹ŹňŀşňǬĪĜİŦ̹
ŘňƀĴŵĜŘ̹ İĴ̹ ŘĜŹ̹ ŲĜŘĜĩŵĜŹ˫̹ ;Ĝ̹ ŦĩŵĜ̹ İĴŘ̹ ĜƄƀŦŵ̹ ĿŵĜşĪĵŹ̹ ĜŲŦŵƀĜ̹ Ƅş̹ ĜşĝŘňŹňŹ̹
ĴŹƀĵƀňĪŦ̹ ŲĴŵŦ˦̹ ƀĜŞĩňĵş˦̹ ĴŹ̹ ƄşĜ̹ ŀƄŊĜ̹ ŲŵĝĪƀňĪĜ̹ Ĵş̹ ŘĜ̹ ŴƄĴ̹ ŹĴ̹ ĜĩŦŵİĜ̹ ĴŘ̹
ƘĜŘŦŵ̹ ĿŦşĵƀňĪŦ̹İĴ̹ ŘĜ̹ ŘĴƀŵĜ̹ Ĵş̹ƄşĜ̹ĩƅŹŴƄĴİĜ̹ŲŦŵ̹ ŵĴňşƘĴşƀĜŵ̹ ŘĜ̹ ŲŦƀĴşĪňĜ̹
ĴƞŲŵĴŹňƘĜ̹İĴŘ̹ŹňŀşŦ˫̹

TĜŵĴĪĴ̹ŴƄĴ̹ƄşŦ̹İĴ̹ŘŦŹ̹ŦĩœĴƀňƘŦŹ̹İĴ̹ĴŹƀĴ̹ŘňĩŵŦ̹ĿƄĴ̹ŦŵŀĜşňƥĜŵ̹Ɵ̹ŲŵĴŹĴşƀĜŵ̹
İňĿĴŵĴşƀĴŹ̹ ƀĴŞĜŹ̹ ĪŦş̹ ŘĜ̹ ǬşĜŘňİĜİ̹ İĴ̹ ĪƄĩŵňŵ̹ ĴŘ̹ ƘĜĪŊŦ̹ ĴƞňŹƀĴşƀĴ̹ Ĵş̹ ŘĜ̹
ĪŦşŹňİĴŵĜĪňŧş̹ Ɵ̹ ŲĴŵĪĴŲĪňŦşĴŹ̹ ŹŦĩŵĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ˫̹ AĴİňĜƘňŘŘĜ̹ ĪŦŞĴşƀĜ̹
ŴƄĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ĴŹ̹ ƄşĜ̹ İňŹĪňŲŘňşĜ̹ ŹŦĩŵĴ̹ ŘĜ̹ ŴƄĴ̹ ĴƞňŹƀĴş̹ ŲŵĴœƄňĪňŦŹ̹ Ɵ̹
ŞĜŘĴşƀĴşİňİŦŹ˫̹�ĴŹİĴ̹ ŹƄ̹ŲƄşƀŦ̹İĴ̹ƘňŹƀĜ˦̹ ĴŹ̹İňĿŊĪňŘ̹ İĴ̹İĴǬşňŵ˫̹TŦŵ̹ ĴŘŘŦ˦̹
ŹƄ̹ ŲƄşƀŦ̹ İĴ̹ ŲĜŵƀňİĜ̹ ĴŹ̹ ŘĜ̹ ĴŹĪŵňƀƄŵĜ˦̹ Ĝ̹ ŘĜ̹ ŴƄĴ̹ ĜƀŵňĩƄƟĴ̹ ĪĜŵĜĪƀĴŵŊŹƀňĪĜŹ̹
ŞĝŹ̹ ŹĴŞĝşƀňĪĜŹ̹ ŴƄĴ̹ ŀŵĝǬĪĜŹ˥̹ ̕ŘĜ̹ ĴŹĪŵňƀƄŵĜ̹ ĜİŴƄňĴŵĴ̹ ŹĴşƀňİŦ̹ Ĝ̹ ƀŵĜƘĵŹ̹
İĴ̹ ŘĜ̹ ŘĴŀňĩňŘňİĜİ̹ Ɵ̹ ĴŘ̹ ŲŵŦĪĴŹŦ̹ İĴ̹ ŘĴĪƀƄŵĜ̹ ĜŘĿĜĩĵƀňĪĜ˫̹ TŦŵ̹ ŦƀŵŦ̹ ŘĜİŦ˦̹ ŘĜ̹



ʇʌ

ĪĜŘňŀŵĜĿŊĜ̹ ŲƄĴİĴ̹ ĜİŴƄňŵňŵ̹ ŹňŀşňǬĪĜİŦ̹ ŞĴİňĜşƀĴ̹ ĴŘ̹ ŹňŘĴşĪňŦ̹ ƟĜ̹ ŴƄĴ̹
ŲŵĴƀĴşİĴ̹ ŹĴŵ̹ ĴƞŲŵĴŹňƘĜ̹ Ɵ̹ ĜŵƀŊŹƀňĪĜ̹ ŞĝŹ̹ ŴƄĴ̹ ĴŹƀŵňĪƀĜŞĴşƀĴ̹ ƄƀňŘňƀĜŵňĜ̖̹
˾ʆʎʎʋ˥̹ʆʌ˿˫̹�ĴŹİĴ̹ŹƄ̹ĴşĿŦŴƄĴ˦̹ĴŹ̹ĴƘňİĴşƀĴ̹ŴƄĴ̹ŲňĴşŹĜ̹ŴƄĴ̹ŘĜ̹ĴŹĪŵňƀƄŵĜ̹Ɵ̹ŘĜ̹
ĪĜŘňŀŵĜĿŊĜ̹ŹŦş̹İŦŹ̹ĝŵĴĜŹ̹İĴ̹ĴŹƀƄİňŦ̹İňŹƀňşƀĜŹ˦̹ĜƄşŴƄĴ̹ĪŦş̹ƄşĜ̹ĴŹƀŵĴĪŅĜ̹
ŵĴŘĜĪňŧş̹ ĴşƀŵĴ̹ ĴŘŘĜŹ˫̹ �ş̹Şň̹ ŦŲňşňŧş˦̹ ĴŹ̹ ňşƀĴŵĴŹĜşƀĴ̹ ŴƄĴ̹AĴİňĜƘňŘŘĜ̹ şŦ̹
ŹĴ̹ŵĴǬĴŵĜ̹Ĝ̹ŘŦŹ̹ŘŊŞňƀĴŹ̹İĴŘ̹ĜŘĿĜĩĴƀŦ̹ŘĜƀňşŦ̹ŦĪĪňİĴşƀĜŘ˦̹ĪŦŞŦ̹ŅĜĪĴ̹bŦŦƀŹ˫̹
�ŦşŹňİĴŵĜ̹ŘĜ̹ňşƘĴşĪňŧş̹İĴ̹ŘĜ̹ĴŹĪŵňƀƄŵĜ̹ĪŦŞŦ̹̕ƄşĜ̹ĪŦşİňĪňŧş̹ŲŵĴƘňĜ̹ŲĜŵĜ̹
ĴŘ̹ İĴŹĜŵŵŦŘŘŦ̹ İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̖̹ ˾ʆʎʎʋ˥̹ ʌʊ˿̹Ɵ̹ ĪŦŞĴşƀĜ̹ ŴƄĴ˦̹ŞňĴşƀŵĜŹ̹ ŴƄĴ̹
ŘĜ̹ ĴŹĪŵňƀƄŵĜ̹ ĴŹ̹ Ƅş̹ ƘĴŅŊĪƄŘŦ̹ ŴƄĴ̹ ŹĜƀňŹĿĜĪĴ̹ şĴĪĴŹňİĜİĴŹ̹ Ĝ̹ ƀŵĜƘĵŹ̹ İĴ̹ ŹƄŹ̹
ŵĜŹŀŦŹ̹ ĿƄşĪňŦşĜŘĴŹ˦̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ĴŹ̹ƄşĜ̹ ĿŦŵŞĜ̹ĴƞŲŵĴŹňƘĜ̹ŴƄĴ̹ĴŘ̹ ĜŵƀňŹƀĜ̹
ŞĜşňǬĴŹƀĜ̹Ĵş̹ŹƄŹ̹ŲŵĝĪƀňĪĜŹ˫̹

WĴŹƄŘƀĜ̹ ňşƀĴŵĴŹĜşƀĴ̹ ŴƄĴ̹ AĴİňĜƘňŘŘĜ̹ ŲĜŵĴƥĪĜ̹ ňŀşŦŵĜŵ̹ ŘĜŹ̹ ŲŵĝĪƀňĪĜŹ̹ İĴ̹
ŘĜ̹ ĴŹĪŵňƀƄŵĜ̹ ŴƄĴ̹ ŹĴ̹ ŘŘĴƘĜş̹ Ĝ̹ ĪĜĩŦ̹ ĪŦŞŦ̹ ƄşĜ̹ ĿŦŵŞĜ̹ İĴ̹ ĜŵƀĴ̹ ŞĝŹ̹ ŴƄĴ̹
ĪŦŞŦ̹ĴŹƀŵňĪƀĜŞĴşƀĴ̹ ŵĴŘĜĪňŦşĜİĜŹ̹ ĪŦş̹ĴŘ̹ ŘĴşŀƄĜœĴ̹ŅĜĩŘĜİŦ˫̹�ş̹ ĪĜŞĩňŦ˦̹
ŴƄňĴŵĴ̹ƀŵĜƥĜŵ̹ƄşĜ̹ ŘŊşĴĜ̹ŲŵĴĪňŹĜ̹ĴşƀŵĴ̹ĴŘ̹ ƀĵŵŞňşŦ̹ĴŹĪŵňƀƄŵĜ̹Ɵ̹ĪĜŘňŀŵĜĿŊĜ˦̹
Źňş̹ ƀĴşĴŵ̹ Ĵş̹ ĪƄĴşƀĜ̹ ŘĜŹ̹ İňĿĴŵĴşƀĴŹ̹ ŲĴŵŹŲĴĪƀňƘĜŹ̹ İĴ̹ ŦƀŵŦŹ̹ ŹňŹƀĴŞĜŹ̹ İĴ̹
ĴŹĪŵňƀƄŵĜ˫̹fşĜ̹İĴ̹ŘĜŹ̹ŲŵňşĪňŲĜŘĴŹ̹ĩŵĴĪŅĜŹ̹ŲĜŵĴĪĴ̹ĪŦŞĴşƥĜŵ̹ĜŴƄŊ̹ŲŦŵŴƄĴ̹
Ĵş̹ �ƞƀŵĴŞŦ̹ HŵňĴşƀĴ̹ Ɵ̹ Ĵş̹ HŵňĴşƀĴ̹ AĴİňŦ̹ ŘĜ̹ ĴŹĪŵňƀƄŵĜ̹ Ɵ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ˦̹
şŦ̹ ŹĴ̹ ŹĴŲĜŵĜş̹ İĴ̹ ƄşĜ̹ ŞĜşĴŵĜ̹ ƀĜş̹ ŲŵŦşƄşĪňĜİĜ˫̹ �ŹƀŦ̹ ŹňŀşňǬĪĜ̹ ŴƄĴ̹
ŲĜŵĜ̹ ĪŦŞŲŵĴşİĴŵ̹ ĴŘ̹ ƀĵŵŞňşŦ̹ĴŹĪŵňƀƄŵĜ̹ ĴŹ̹ ňşİňŹŲĴşŹĜĩŘĴ̹ ĪŦşŦĪĴŵ̹ŦƀŵŦŹ̹
ŹňŹƀĴŞĜŹ̹İĴ̹ĴŹĪŵňƀƄŵĜ˦̹ĪŧŞŦ̹ŹĴ̹ĜŲŵĴĪňĜ̹ĴŹƀĜ̹Ɵ̹İĴ̹ŴƄĵ̹ŞĜşĴŵĜ̹ŹĴ̹ŲĴŵĪňĩĴ̹
ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ˫̹ [ŦŘŦ̹ Ĵş̹ ĴŹĜŹ̹ ĪňŵĪƄşŹƀĜşĪňĜŹ̹ ŘĜ̹ƘĜŘŦŵĜĪňŧş̹ ŲƄĴİĴ̹ ŹĴŵ̹ŞĝŹ̹
ĜĪĴŵƀĜİĜ˫̹ TŦŵ̹ ĴŹƀĜ̹ ŵĜƥŧş˦̹ Ĵş̹ ĴŹƀĜ̹ ňşƘĴŹƀňŀĜĪňŧş̹ ŹĴ̹ ŅĜ̹ ňşĪŘƄňİŦ̹ ĴŹƀĜ̹
ĪƄĴŹƀňŧş̹ ƟĜ̹ ŴƄĴ̹ ĜĿĴĪƀĜ̹ Ĝ̹ ŘĜ̹ ĪŦŞŲŵĴşŹňŧş̹ Ɵ̹ ĜŘ̹ ĴŞŲŘĴŦ̹ İĴ̹ ŘĜ̹ ƀŵĜİňĪňŧş̹
ĪĜŘňŀŵĝǬĪĜ̹ŦĪĪňİĴşƀĜŘ˫̹

bŵĜŹ̹ ĴŹƀĜĩŘĴĪĴŵ̹ ŘĜ̹ ŹĴŲĜŵĜĪňŧş̹ ĴşƀŵĴ̹ ĴŹĪŵňƀƄŵĜ̹ Ɵ̹ ĪĜŘňŀŵĜĿŊĜ˦̹ AĴİňĜƘňŘŘĜ̹
˾ʆʎʎʋ˿̹ İňŹĪƄƀĴ̹ ŘĜ̹ İĴǬşňĪňŧş̹ ŘňƀĴŵĜŘ̹ İĴ̹ ĴŹƀĜ̹ ƅŘƀňŞĜ̹ ŴƄĴ̹ ĜŹƄŞĴ̹ ĪŦŞŦ̹
ĪŵƄĪňĜŘ̹ Ĝ̹ ŲĴŹĜŵ̹ İĴ̹ ŴƄĴ̹ ƀŦİĜŹ̹ ŘĜŹ̹ ĿƄĴşƀĴŹ̹ Ɵ̹ ŘŦŹ̹ ĜŵƀňŹƀĜŹ̹ ŞĜşňǬĴŹƀĜş̹
ĪŦşŹĴşŹŦ̹ĜŘ̹ŵĴŹŲĴĪƀŦ˫̹TŦŵ̹ĴŘŘŦ˦̹ŅĜƟ̹ŴƄĴ̹ŹƄĩŵĜƟĜŵ̹ŴƄĴ̹ĴŹƀĜ̹ĴŹ̹ƄşĜ̹İĴ̹ŘĜŹ̹
ĜŲŦŵƀĜĪňŦşĴŹ̹ŞĝŹ̹ŹňŀşňǬĪĜƀňƘĜŹ̹İĴŘ̹ĜƄƀŦŵ˫̹

�ĜŘňŀŵĜĿŊĜ̹ ĴŹ̹ ƄşĜ̹ ŲĜŘĜĩŵĜ̹ ŀŵňĴŀĜ̹ ŴƄĴ̹ ŹĴ̹ ƀŵĜİƄĪĴ̹ ĜŘ̹ ĴŹŲĜťŦŘ̹ ĪŦŞŦ̹ ̕ĴŘ̹
ĜŵƀĴ̹ İĴ̹ ĴŹĪŵňĩňŵ̹ ĪŦş̹ ĩĴŘŘĴƥĜ̖̹ Ŧ̹ ̕ĴŹĪŵňĩňŵ̹ ĩĴŘŘĜŞĴşƀĴ̖˫̹ [ňş̹ ĴŞĩĜŵŀŦ˦̹
AĴİňĜƘňŘŘĜ̹ ĜǬŵŞĜ̹ŴƄĴ̹ ŹĴ̹ ƀŵĜƀĜ̹İĴ̹ƄşĜ̹ŞĜŘĜ̹ ňşƀĴŵŲŵĴƀĜĪňŧş̹ŲƄĴŹ̹kallos 
ŲƄĴİĴ̹ŵĴĿĴŵňŵŹĴ̹Ĝ̹ŘĜ̹ĩĴŘŘĴƥĜ̹Ĵş̹ŦƀŵŦ̹ŹĴşƀňİŦ˫̹�ĴŹĪŵňĩĴ̹ŘĜ̹ĩĴŘŘĴƥĜ̹ĜŵƀŊŹƀňĪĜ̹
ĪŦŞŦ̹ ̕Ƅş̹ şňƘĴŘ̹ ŞƄƟ̹ ĜŘƀŦ̹ ŴƄĴ̹ ŹňŀşňǬĪĜ̹ İňŞĴşŹňŦşĴŹ̹ ĪŦŞŲŘĴƀĜŞĴşƀĴ̹
İňĿĴŵĴşƀĴŹ̹İĴ̹ĿƄĴŵƥĜ̹Ɵ̹ŵĴĜŘňƥĜĪňŧş̹Ĵş̹ŘĜŹ̹ĜŵƀĴŹ̹ŲŘĝŹƀňĪĜŹ̖̹˾ʆʎʎʋ˥̹ʆʌ˿˫̹HƀŵŦ̹
ŲƄşƀŦ̹ ŴƄĴ̹ ŹƄĩŵĜƟĜ̹ ĴŹ̹ ŴƄĴ̹ "-�+# $)˦̹ ĴƀňŞŦŘŧŀňĪĜŞĴşƀĴ˦̹ ŲƄĴİĴ̹ ňşİňĪĜŵ̹
şŦ̹ ŹŦŘŦ̹ ĴŹĪŵňƀƄŵĜ̹ ŹňşŦ˦̹ ƀĜŞĩňĵş˦̹ İňĩƄœŦ˫̹ �Ř̹ ĜŘĪĜşĪĴ̹ ĪĜŞĩňĜ̹ ĜŘ̹ ŹĴŲĜŵĜŵ̹
ĴŘ̹ İňĩƄœŦ̹ İĴ̹ ŘĜ̹ ĴŹĪŵňƀƄŵĜ˦̹ ĴşƀĴşİňĴşİŦ̹ ĴŹƀĴ̹ ĪŦŞŦ̹ Ƅş̹ ĜĪƀŦ̹ Ɵ̹ ĪŦŞŦ̹ Ƅş̹
ĪŦşĪĴŲƀŦ̹Ĝ̹ ŘĜ̹ƘĴƥ˫̹�Ĵ̹ĜŅŊ̹ŴƄĴ̹İĴǬşĜ̹ ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ĜĪƄİňĴşİŦ̹ĜŘ̹ŹĴşƀňİŦ̹
ĴƞŲĜşİňİŦ̹ İĴ̹"-�+# $)̹̎ĴŹĪŵňĩňŵ̹Ɵ̹ İňĩƄœĜŵ̎˦̹şŦ̹ ŹŦŘŦ̹ ĪŦş̹ ŘĴƀŵĜŹ̹ ŹňşŦ̹
ĪŦş̹ŹňŀşŦŹ̹ĪŵĴĜİŦŹ̹̕İĴ̹ŞĜşĴŵĜ̹ĜŵŞŦşňŦŹĜ̹Ɵ̹ŅĝĩňŘ̖̹˾ʆʎʎʋ˥̹ʆʍ˿˫̹

TĴŵŦ̹ şŦ̹ ŹŦŘŦ̹ ŲŵŦŲŦŵĪňŦşĜ̹ ƄşĜ̹ İĴǬşňĪňŧş˦̹ ŹňşŦ̹ ŴƄĴ˦̹ ĜİĴŞĝŹ˦̹ ŲĴŵŞňƀĴ̹
ĪƄĴŹƀňŦşĜŵ̹ ĪŧŞŦ̹ ŘĜ̹ ƀŵĜİƄĪĪňŧş̹ ŲƄĴİĴ̹ ĜĿĴĪƀĜŵ̹ ĜŘ̹ ĴşƀĴşİňŞňĴşƀŦ̹ İĴŘ̹
ĪŦşĪĴŲƀŦ̹ Ɵ̹ İĴ̹ ŘĜŹ̹ ĪĜŵĜĪƀĴŵŊŹƀňĪĜŹ̹ İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ˫̹ �ŹƀĴ̹
ƀĴŞĜ̹ŹĴ̹ƀŵĜƀĜ̹Ĵş̹Şň̹ ňşƘĴŹƀňŀĜĪňŧş̹Ɵ̹ŲŦŵ̹ĴŹŦ̹ ŘĜ̹İĴǬşňĪňŧş̹İĴ̹ĪĜŘňŀŵĜĿŊĜ̹
ŹĴ̹ ňşĪŘƄƟĴ̹ĜŴƄŊ̹ŲĜŵĜ̹ŵĴŹŲŦşİĴŵ̹Ĝ̹ ŘĜŹ̹ŲŵĴŀƄşƀĜŹ̹ŲŘĜşƀĴĜİĜŹ̹Ĵş̹ ƀŦŵşŦ̹Ĝ̹
ŘĜŹ̹ŲŵĝĪƀňĪĜŹ̹ŦĪĪňİĴşƀĜŘĴŹ̹ĪŦşƀĴŞŲŦŵĝşĴĜŹ̹Ɵ̹ĪŦŞŦ̹Ƅş̹ŞŦİŦ̹İĴ̹ĴƘňƀĜŵ̹
ĪŦşǭňĪƀŦŹ̹ĪŦşĪĴŲƀƄĜŘĴŹ˫̹
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AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿̹ ňşĪŘƄƟĴ̹ ŘĴƀŵĜŹ̹ Ɵ̹ ƀŦİŦ̹ ƀňŲŦ̹ İĴ̹ ƀŵĜƥŦŹ̹ ŀĴŹƀƄĜŘĴŹ̹ ŘňĩŵĴŹ̹
Ɵ̹ ĪŦşŹňİĴŵĜ˦̹ ňşĪŘƄŹŦ˦̹ ŴƄĴ̹ ŘĜŹ̹ ŞĜŵĪĜŹ̹ ŲƄĴİĴş̹ İĴşŦŞňşĜŵŹĴ̹ ĪĜŘňŀŵĜĿŊĜ˦̹
Ĵş̹ ĴŘ̹ ŞŦŞĴşƀŦ̹ Ĵş̹ ŴƄĴ̹ ĪƄĴşƀĜş̹ ĪŦş̹ İĴƀĴŵŞňşĜİĜŹ̹ ĪĜŵĜĪƀĴŵŊŹƀňĪĜŹ˫̹
�ĴŹƀĜĪĜ̹ŲĜŵĝŞĴƀŵŦŹ̹ŴƄĴ˦̹Ĵş̹ŹƄ̹ŦŲňşňŧş˦̹ŹŦş̹ƄşňƘĴŵŹĜŘĴŹ˥̹̹ŘĜ̹ĜŵŞŦşŊĜ˦̹ŘĜ̹
ŲŵŦŲŦŵĪňŧş˦̹ĴŘ̹ĴŴƄňŘňĩŵňŦ̹ ĿŦŵŞĜŘ˦̹ĴŘ̹ŵňƀŞŦ̹Ɵ̹ĴŘ̹ĪŦşƀŵĜŹƀĴ˦̹ ƀĵŵŞňşŦŹ̹ŴƄĴ˦̹
İĴŹİĴ̹ ŹƄ̹ ŲƄşƀŦ̹ İĴ̹ ƘňŹƀĜ˦̹ İĴĩĴş̹ ƀĴşĴŵ̹ Ĵş̹ ĪƄĴşƀĜ̹ ŘŦŹ̹ ĪĜŘŊŀŵĜĿŦŹ˫̹ TĴŵŦ˦̹
ĜİĴŞĝŹ˦̹ ŘŘĜŞĜş̹ ŘĜ̹ ĜƀĴşĪňŧş̹ĜŘŀƄşĜŹ̹İĴ̹ ŹƄŹ̹ĜǬŵŞĜĪňŦşĴŹ˥̹ ̕˧̹ĜŘ̹ŞĴşŦŹ̹
Ĵş̹Şň̹ŦŲňşňŧş˦̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ĴŹ̹ ĴŹĴşĪňĜŘŞĴşƀĴ̹ƄşĜ̹ĜĪƀňƘňİĜİ̹ĴŹŲňŵňƀƄĜŘ˦̹
Ƅş̹ ŞĴİňŦ̹ ŲĜŵĜ̹ ĜİŴƄňŵňŵ̹ Ƅş̹ ĜƄƀŦĪŦşŦĪňŞňĴşƀŦ̹ ĩĜŹĜİŦ̹ Ĵş̹ ƘĜŘŦŵĴŹ̹ ŴƄĴ̹
ĴƞĪŘƄƟĴş̹ŘĜ̹ňİĴĜ̹ŞňŹŞĜ̹İĴ̹ŞŦİĜ̖̹˾ʆʎʎʋ˥̹ʆʈ˿˦̹ŹƄĩŵĜƟĜşİŦ˦̹ƀĜŞĩňĵş˦̹ŴƄĴ̹ŘĜ̹
ňŞŲŦŵƀĜşĪňĜ̹İĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŵĜİňĪĜ̹ŞĝŹ̹Ĵş̹ĪŧŞŦ̹ŹĴ̹ĴŹĪŵňĩĴ̹ŴƄĴ̹Ĵş̹ŴƄĵ̹
ŹĴ̹ĴŹĪŵňĩĴ˫̹

TĜŵĴĪĴ̹ ĴƘňİĴşƀĴ̹ ŴƄĴ̹ AĴİňĜƘňŘŘĜ̹ İĴǬşĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŲŦŵ̹ ŘŦŹ̹ ƘĜŘŦŵĴŹ̹ Ɵ̹
ĪĜŵĜĪƀĴŵŊŹƀňĪĜŹ̹ ŴƄĴ̹ ƀňĴşĴ̹ Ĵş̹ �ƞƀŵĴŞŦ̹ HŵňĴşƀĴ˥̹ ŵĴƘĴŘĜŵ̹ ŘĜŹ̹ ĴŞŦĪňŦşĴŹ̹
ĪŦŞŦ̹ ƄşĜ̹ ĜĪƀňƘňİĜİ̹ ĴŹŲňŵňƀƄĜŘ̹ Ŧ˦̹ ĜŘ̹ ŞĴşŦŹ˦̹ ĴŘ̹ ĜƄƀŦŵ̹ ĜŲƄşƀĜ̹ ĴŹƀŦŹ̹
ĪŦşĪĴŲƀŦŹ˦̹ ĜƄşŴƄĴ̹ Źňş̹ ŞĴşĪňŦşĜŵŘŦŹ̹ ĴƞŲŘŊĪňƀĜŞĴşƀĴ˫̹ �ŹĜ̹ ĴŹ˦̹ ŴƄňƥĝ˦̹
ƄşĜ̹ İĴ̹ ŘĜŹ̹ ŘĜŀƄşĜŹ̹ İĴŘ̹ ŘňĩŵŦ˫̹ TŦŵ̹ ĴŹĜ̹ ŵĜƥŧş˦̹ Ĵş̹ ĴŹƀĜ̹ ňşƘĴŹƀňŀĜĪňŧş̹ ŹĴ̹
ŅĜ̹ ĴŹƀňŞĜİŦ̹ ňŞŲŦŵƀĜşƀĴ̹ ŦĩŹĴŵƘĜŵ̹Ɵ̹ ĪŦŞŲĜŵĜŵ̹ ŘĜŹ̹ ŹňŞňŘňƀƄİĴŹ̹ ĴşƀŵĴ̹ ŘĜ̹
ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ̹Ɵ̹ŦŵňĴşƀĜŘ˫̹�ŹƀŦ̹ŅĜ̹ĜƟƄİĜİŦ̹Ĝ̹ĴşƀĴşİĴŵ̹ĪŦş̹ŞĜƟŦŵ̹
ŲŵĴĪňŹňŧş̹ŘĜ̹ŲĴŵŹŲĴĪƀňƘĜ̹ĪŦşƀĴŞŲŦŵĝşĴĜ˫̹̹

TŦŵ̹ŦƀŵĜ̹ŲĜŵƀĴ˦̹AĴİňĜƘňŘŘĜ̹ ĜǬŵŞĜ̹ŴƄĴ̹ ̕ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ĴŹƀĝ̹ŞĝŹ̹ ĪĴŵĪĜ̹İĴ̹
ŘĜ̹ ŲňşƀƄŵĜ̹ ŴƄĴ̹ İĴ̹ ŘĜ̹ ŘňƀĴŵĜƀƄŵĜ̹ Ĵ̹ ňşĪŘƄŹŦ̹ ŲŦİŵŊĜ̹ ĪŦşŹňİĴŵĜŵŹĴ̹ ĪŦŞŦ̹ ŘĜ̹
ĿƄĴşƀĴ̹İĴ̹ ŘĜ̹ŲňşƀƄŵĜ̖̹ ˾ʆʎʎʋ˥̹ ʆʌ˿˫̹�ŹƀĜ̹ŲƄĴİĴ̹ ŹĴŵ̹ƄşĜ̹İĴ̹ ŘĜŹ̹ŲŵňşĪňŲĜŘĴŹ̹
ŵĜƥŦşĴŹ̹ŲŦŵ̹ŘĜŹ̹ŴƄĴ̹ňŀşŦŵĜ̹ŘĜ̹ĴŹĪŵňƀƄŵĜ̹ĪŦŞŦ̹ĿŦŵŞĜ̹İĴ̹ĜŵƀĴ˫̹�ş̹ĪĜŞĩňŦ˦̹
ĪŦŞŦ̹ ƟĜ̹ ŹĴ̹ ŅĜ̹ ĪŦŞĴşƀĜİŦ̹ ĜşƀĴŵňŦŵŞĴşƀĴ˦̹ İĴşŦŞňşĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ Ĝ̹
ƀŦİŦ̹ ƀňŲŦ̹ İĴ̹ ŞĜŵĪĜŹ̹ ĴƞŲŵĴŹňƘĜŹ˦̹ ŹňŀşŦŹ˦̹ ƀŵĜƥŦŹ̹ Ɵ̹ ŘŊşĴĜŹ˫̹ �ŹƀŦ̹ ŀĴşĴŵĜ̹
ňşƀĴŵŵŦŀĜşƀĴŹ̹ ŹŦĩŵĴ̹ Źň˦̹ ĴĿĴĪƀňƘĜŞĴşƀĴ˦̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŹĴ̹ ĜĪĴŵĪĜ̹ Ĝ̹ ŘĜ̹
ŲňşƀƄŵĜ̹ŞĝŹ̹ŴƄĴ̹Ĝ̹ŘĜ̹ĴŹĪŵňƀƄŵĜ˦̹ŹŦĩŵĴ̹Źň̹ĴŹĜ̹ĪŦŞŲĜŵĜĪňŧş̹ĴŹ̹ĜŲŵŦŲňĜİĜ̹
ƟĜ̹ŴƄĴ̹ĜŞĩĜŹ̹ŹĴ̹ĪŦşŹňİĴŵĜş̹ĪŦŞŦ̹İňŹĪňŲŘňşĜŹ̹İňĿĴŵĴşƀĴŹ˫̹˭�Ź̹şĴĪĴŹĜŵňŦ̹
ŵĴşŦŞĩŵĜŵ̹Ŧ̹ĪŘĜŹňǬĪĜŵ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹Ĝ̹ƀŵĜƘĵŹ̹İĴ̹ŘĜ̹ĪŦşŹňİĴŵĜĪňŧş̹ĴŹƀĵƀňĪĜ̹
İĴ̹ŘĜ̹ŲňşƀƄŵĜˬ̹

;Ĝ̹ ĜşĜŘŦŀŊĜ̹ ĴşƀŵĴ̹ ĪĜŘňŀŵĜĿŊĜ̹ Ɵ̹ ŲňşƀƄŵĜ̹ ŴƄĴ̹ ĴŹƀĜĩŘĴĪĴ̹AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿̹
Ĵş̹ŘĜ̹ƅŘƀňŞĜ̹ŲĜŵƀĴ̹İĴŘ̹ ŘňĩŵŦ̹ĴŹ̹ ŘĜ̹İĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ňŘƄŹƀŵĜİĜ̹Źňş̹ŲĜŘĜĩŵĜŹ̹
ĪŦşĪŵĴƀĜŹ̹Ɵ̹ şň̹ ŹňŴƄňĴŵĜ̹ ŘĴƀŵĜŹ˫̹�Ř̹ ŵĴĪŦşŹňİĴŵĜŵ̹ ĴŘ̹"-�+# $)̹̎ĴŹĪŵňƀƄŵĜ̹
Ɵ̹ İňĩƄœŦ̹̎Ɵ̹ ŘĜ̹ ĜĪƀňƀƄİ̹ ŲňĪƀŧŵňĪĜ̹ İĴ̹ Ƅş̹ ĪĜŘŊŀŵĜĿŦ̹ ĪŦşƀĴŞŲŦŵĝşĴŦ̹ ŴƄĴ̹
ĪŵĴĜ̹ĿŦŵŞĜŹ̹ĜĩŹƀŵĜĪƀĜŹ̹Ĵş̹ŹƄŹ̹ŲŵĝĪƀňĪĜŹ˦̹ŹĴťĜŘĜ̹ĴŘ̹ƘŊşĪƄŘŦ̹ŹňŀşňǬĪĜƀňƘŦ̹
ĴşƀŵĴ̹ ĜŞĩĜŹ̹ İňŹĪňŲŘňşĜŹ˫̹ �ŹƀĴ̹ ƀĴŞĜ̹ ŅĜ̹ İĜİŦ̹ ŘƄŀĜŵ̹ Ĝ̹ƘĜŵňĜŹ̹ ŲŵĴŀƄşƀĜŹ̹
Ɵ˦̹ ƀĜŞĩňĵş˦̹ Ĝ̹ ĜŘŀƄşĜŹ̹ ŅňŲŧƀĴŹňŹ˫̹ �Ź̹ Ƅş̹ ĜŹŲĴĪƀŦ̹ İĴŹƀĜĪĜĩŘĴ̹ ŴƄĴ̹ ŘŘĴƘĜ̹ Ĝ̹
ĜŞŲŘňĜŵ̹ ŘĜ̹ŲĴŵŹŲĴĪƀňƘĜ̹Ĝ̹ ŘĜ̹ŅŦŵĜ̹İĴ̹ĜĩŦŵİĜŵ̹ ŘĜ̹ĜĪƀňƀƄİ̹ĪŦşƀĴŞŲŦŵĝşĴĜ̹
İĴŹİĴ̹ ǬşĜŘĴŹ̹ İĴŘ̹ ŹňŀŘŦ̹ ww̹ Ɵ̹ Ĵş̹ ĴŘ̹ ŹňŀŘŦ̹ ww,˦̹ ƟĜ̹ ŴƄĴ̹ ƘĜŵňŦŹ̹ ĪĜŘŊŀŵĜĿŦŹ̹
ĪŦşƀĴŞŲŦŵĝşĴŦŹ̹ ŲŵĴǬĴŵĴş̹ ňİĴşƀňǬĪĜŵŹĴ̹ ĪŦŞŦ̹ ŲňşƀŦŵĴŹ̹ Ĵş̹ ƘĴƥ̹ İĴ̹
ĪĜŘŊŀŵĜĿŦŹ˫̹

[ňş Ĵ̹ŞĩĜŵŀŦ˦ Ř̹ĜŹ Ĝ̹ŲŦŵƀĜĪňŦşĴŹ İ̹Ĵ̹AĴİňĜƘňŘŘĜ ş̹Ŧ ŵ̹ĴŹƄŘƀĜş ƀ̹Ĝş Ź̹ĜƀňŹĿĜĪƀŦŵňĜŹ̹
ĪƄĜşİŦ̹ ŹĴ̹ ƀŵĜƀĜ̹ İĴ̹ ĪŦŞŲŵĴşİĴŵ̹ ŘĜ̹ ŲĴŵĪĴŲĪňŧş̹ ĪŦşƀĴŞŲŦŵĝşĴĜ̹ İĴ̹
�ƞƀŵĴŞŦ̹ HŵňĴşƀĴ˦̹ İŦşİĴ̹ ŲňşƀƄŵĜ̹ Ɵ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŹĴ̹ ĜŹƄŞĴş̹ ĪŦŞŦ̹ ĜŵƀĴŹ̹
ŅĴŵŞĜşĜŹ˦̹ ĴşƀŵĴŞĴƥĪŘĜİĜŹ˫̹ [ň̹ ĩňĴş̹ ŘĜŹ̹ ĪŘĜŹňǬĪĜĪňŦşĴŹ̹ Ɵ̹ İňƘňŹňŦşĴŹ̹
ŹŦş̹ şĴĪĴŹĜŵňĜŹ̹ ŲĜŵĜ̹ ĴşƀĴşİĴŵ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ̹ ĪŦşƀĴŞŲŦŵĝşĴĜ˦̹
ƀĜŞĩňĵş̹ŵĴŹƄŘƀĜş̹ĪŦşƀŵŦƘĴŵƀňİĜŹ̹ĪƄĜşİŦ̹ŹĴ̹ŵĴĜŘňƥĜ̹ƄşĜ̹ňşƘĴŹƀňŀĜĪňŧş̹Ĵş̹
ŲŵŦĿƄşİňİĜİ̹ŹŦĩŵĴ̹ĴŹƀĴ̹ƀĴŞĜ˫̹;Ĝ̹ňşĪŘƄŹňŧş̹İĴ̹ŘĜ̹ĜĩŹƀŵĜĪĪňŧş̹ĪŦŞŦ̹ŦƀŵŦ̹

DE LA TRADICIÓN DE LA CALIGRAFÍA OCCIDENTAL AL GESTO EXTENDIDO
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İĴ̹ŘŦŹ̹ĜŹŲĴĪƀŦŹ̹Ĝ̹ƀĴşĴŵ̹Ĵş̹ĪƄĴşƀĜ˦̹ŘŘĴƘĜ̹Ĝ̹ĪƄĴŹƀňŦşĜŵŹĴ̹Źň̹ŘĜ̹ŲňşƀƄŵĜ̹Ɵ̹ŘĜ̹
ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘĴŹ̹ŲƄĴİĴş̹ƘĜŘŦŵĜŵŹĴ̹ĪŦŞŦ̹Źň̹ ĿƄĴŵĜş̹ŲŵĝĪƀňĪĜŹ̹ĪŦş̹
ĜĪƀňƀƄİĴŹ̹ŹňŞňŘĜŵĴŹ˫̹

TŦŵ̹ ŦƀŵĜ̹ ŲĜŵƀĴ˦̹ ĴŹ̹ şĴĪĴŹĜŵňŦ̹ ƀĴşĴŵ̹ Ĵş̹ ĪƄĴşƀĜ̹ ĴŘ̹ ĜŹŲĴĪƀŦ̹ ƘňŹƄĜŘ̹
İĴ̹ ŘŦŹ̹ ŹňŹƀĴŞĜŹ̹ İĴ̹ ĴŹĪŵňƀƄŵĜ̹ İĴ̹ �ƞƀŵĴŞŦ̹ HŵňĴşƀĴ˦̹ ̎ĩĜŹĜİŦŹ̹ Ĵş̹
ĿŦŵŞĜŹ̹ ňİĴŦŀŵĝǬĪĜŹ̹ Ɵ̹ Ĵş̹ ŘŦŹ̹ ŴƄĴ̹ ĪĜİĜ̹ ĪĜŵĝĪƀĴŵ̹ ƀňĴşĴ̹ Ƅş̹ ŹňŀşňǬĪĜİŦ̹
ŘňƀĴŵĜŘ̎˦̹ ŲƄĴŹ̹ İĜ̹ ŘƄŀĜŵ̹ Ĝ̹ İňĿĴŵĴşĪňĜŹ̹ ĴşƀŵĴ̹ ŘŦŹ̹ŞŦİŦŹ̹ İĴ̹ ĴşƀĴşİĴŵ̹ ŘĜ̹
ĜĩŹƀŵĜĪĪňŧş̹ Ĵş̹ ŵĴŘĜĪňŧş̹ ĪŦş̹ ŘĜ̹ ĪŦşĪĴŲĪňŧş̹ ŦĪĪňİĴşƀĜŘ̹ İĴ̹ ĴŹƀĜ˫̹ �ŹƀŦ̹
ŲƄĴİĴ̹ ŲĴŵĪňĩňŵŹĴ̹ Źň̹ ŦĩŹĴŵƘĜŞŦŹ̹ ŘĜ̹ ĴŹĪŵňƀƄŵĜ̹ İĴ̹ HŵňĴşƀĴ̹ AĴİňŦ̹ Ɵ̹ ŘĜŹ̹
ĪĜŵĜĪƀĴŵŊŹƀňĪĜŹ̹ ŀŵĝǬĪĜŹ̹ Ɵ̹ ĿŦşĵƀňĪĜŹ̹ İĴ̹ ŹƄ̹ ĜŘĿĜĩĴƀŦ˫̹ �ŦŞŦ̹ ƟĜ̹ ŹĴ̹ ŅĜ̹
ňşİňĪĜİŦ̹ĜşƀĴŵňŦŵŞĴşƀĴ˦̹ ŘĜŹ̹ĪƄŘƀƄŵĜŹ̹İĴ̹�ƞƀŵĴŞŦ̹HŵňĴşƀĴ̹Ɵ̹İĴ̹HŵňĴşƀĴ̹
AĴİňŦ̹ şŦ̹ ŲĴŵĪňĩĴş̹ ŘĜ̹ ĴŹĪŵňƀƄŵĜ̹ Ɵ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ĪŦŞŦ̹ İŦŹ̹ İňŹĪňŲŘňşĜŹ̹
İňĿĴŵĴşƀĴŹ˦̹ĜƄşŴƄĴ̹ŹĴ̹ĪŦşŹňİĴŵĜ̹ŴƄĴ̹ĴŹƀĜ̹ƅŘƀňŞĜ̹ƀŵĜşŹŞňƀĴ̹ŞĝŹ̹ŴƄĴ̹ĴŘ̹
ŹňŀşňǬĪĜİŦ̹ŘňƀĴŵĜŘ̹İĴŘ̹ƀĴƞƀŦ˦̹ƟĜ̹ŹĴĜ̹Ĵş̹ŹƄŹ̹ŞĜşňĿĴŹƀĜĪňŦşĴŹ̹ƀŵĜİňĪňŦşĜŘĴŹ̹
Ŧ̹ ĪŦşƀĴŞŲŦŵĝşĴĜŹ˫̹ fşĜ̹ ƘĴƥ̹ ŞĝŹ˦̹ şŦŹ̹ ĴşĪŦşƀŵĜŞŦŹ̹ ĪŦş̹ ŴƄĴ˦̹ Źňş̹
ĴƞĜŞňşĜŵ̹ĴŹĜŹ̹ĪƄŘƀƄŵĜŹ˦̹şŦ̹ŹĴ̹ŲƄĴİĴ̹ƀŵĜƀĜŵ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ĪŦşƀĴŞŲŦŵĝşĴĜ̹
İĴ̹ŞĜşĴŵĜ̹ňşƀĴŀŵĜŘ˦̹ĜŹŊ̹ĪŦŞŦ̹ĪŦş̹ŴƄĴ̹ĴŹ̹şĴĪĴŹĜŵňŦ̹ĴşƀĴşİĴŵ̹ĴŘ̹ĪŦşĪĴŲƀŦ̹
ŦĪĪňİĴşƀĜŘ̹İĴ̹ĴŹĪŵňƀƄŵĜ˦̹ŲŦŵ̹ ŘŦ̹ŴƄĴ̹ĴŹƀŦŹ̹ĜŹƄşƀŦŹ̹ŹĴ̹ŅĜş̹ ƀŵĜƀĜİŦ̹Ĵş̹ ŘĜ̹
ŲŵňŞĴŵĜ̹ŲĜŵƀĴ̹İĴ̹ŘĜ̹ňşƘĴŹƀňŀĜĪňŧş̹ŴƄĴ̹ŹĴ̹ŵĴĪŦŀĴ̹Ĵş̹ĴŹƀĜ̹ŞĴŞŦŵňĜ˫̹

HƀŵŦ̹ ĜŹŲĴĪƀŦ̹ Ĝ̹ İĴŹƀĜĪĜŵ̹ İĴŘ̹ ŘňĩŵŦ̹ İĴ̹AĴİňĜƘňŘŘĜ˦̹ ĴŹ̹ ŴƄĴ̹ ĪƄĴşƀĜ̹ ĪŦş̹ ĴŘ̹
ŲŵŧŘŦŀŦ̹ İĴ̹AĜŵŖ̹qĜş̹ [ƀŦşĴ˦̹ Ƅş̹ ĴƞŲĴŵƀŦ̹ ĴŹŲĴĪňĜŘňƥĜİŦ̹ Ĵş̹ ĪĜŘňŀŵĜĿŊĜ̹ Ɵ̹
œĴŵŦŀŘŊǬĪŦŹ̹ŞĜƟĜŹ˫̹�ŹƀĴ̹ĜǬŵŞĜ̹ŴƄĴ̹ ƀŦİĜƘŊĜ̹ŹĴ̹ŲňĴşŹĜ̹ŴƄĴ̹ ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹
ĴŹƀĝ̹ ŵĴŘĜĪňŦşĜİĜ̹ ĪŦş̹ ĴŘ̹ ŘĴşŀƄĜœĴ˦̹ İĴ̹ ĜŅŊ̹ ŴƄĴ̹ ŹĴ̹ ĪŦşĪňĩĜ̹ ĪŦŞŦ̹ ĜŘŀŦ̹
ƄƀňŘňƀĜŵňŦ˫̹ �ƘňİĴşƀĴŞĴşƀĴ˦̹ ĴŘ̹ ĜƄƀŦŵ̹ ŹĴ̹ ŵĴǬĴŵĴ̹ Ĝ̹ ĜŴƄĴŘŘĜŹ̹ ŲŵĝĪƀňĪĜŹ̹
ĪĜŘňŀŵĝǬĪĜŹ̹ŴƄĴ̹Ĝƅş̹ŹĴ̹İĴŹĜŵŵŦŘŘĜş̹Ĵş̹ƀŦŵşŦ̹Ĝ̹ĿŦŵŞĜŹ̹İĴǬşňİĜŹ̹İĴ̹ŘĴƀŵĜŹ̹
Ɵ̹Ĝ̹ĪŦŞŲŦŹňĪňŦşĴŹ̹ĪƄƟĜ̹ŞňŹňŧş̹ĴŹ̹ƀŵĜşŹŞňƀňŵ̹ŘŦŹ̹ĪŦşƀĴşňİŦŹ̹İĴŘ̹ŞĴşŹĜœĴ̹
Ĝ̹ƀŵĜƘĵŹ̹İĴ̹ŘĜŹ̹ŲĜŘĜĩŵĜŹ˫̹

qĜş̹[ƀŦşĴ̹ĪŘĜŹňǬĪĜ̹ŘĜŹ̹ŲŵĝĪƀňĪĜŹ̹ĪĜŘňŀŵĝǬĪĜŹ̹Ĵş̹İŦŹ̹ŀĵşĴŵŦŹ̹ŲŵňşĪňŲĜŘĴŹ˥̹
ĴŘ̹ ŲŵňŞĴŵŦ̹ ŴƄĴ̹ ŘŘĜŞĜ̹ ̕ĪĜŘňŀŵĜĿŊĜ̹ ƘĴŅňĪƄŘĜŵ̖˦̹ ŴƄĴ̹ ƀňĴşĴ̹ ŲŦİĴŵ̹
ĪŦŞƄşňĪĜƀňƘŦ̹Ɵ̹ŲĜŵƀĴ̹İĴ̹ŘĜŹ̹ňşŹĪŵňŲĪňŦşĴŹ̹İĴ̹ŘĜ̹WŦŞĜ̹ňŞŲĴŵňĜŘ˦̹ĜŹŊ̹ĪŦŞŦ̹
İĴ̹ŘŦŹ̹ŞĜşƄŹĪŵňƀŦŹ̹ňŘƄŞňşĜİŦŹ̹İĴ̹ŘĜ̹�İĜİ̹AĴİňĜ̹Ĵ̹ ňşĪŘƄƟĴ̹ŘŦŹ̹İňŹĴťŦŹ̹
ƀňŲŦŀŵĝǬĪŦŹ̹ŴƄĴ̹ŹŦş̹letterings˦̹ĪƄňİĜİŦŹĜŞĴşƀĴ̹ĴŘĜĩŦŵĜİŦŹ˦̹ŴƄĴ̹ŲƄĴİĴş̹
ĴşĪŦşƀŵĜŵŹĴ̹Ĵş̹ŘĜŹ̹ĪƄĩňĴŵƀĜŹ̹İĴ̹ŘňĩŵŦŹ˦̹ƀŊƀƄŘŦŹ̹İĴ̹ŲĴŘŊĪƄŘĜŹ̹Ŧ̹ŲƄĩŘňĪňİĜİ̹
ĪŦŵŲŦŵĜƀňƘĜ˫̹�ŹƀĴ̹ŀĵşĴŵŦ˦̹ĪŦş̹ŹƄ̹ŲŦİĴŵ̹ĪŦŞƄşňĪĜƀňƘŦ˦̹̕ňşƘňƀĜ˦̹ĴşŀĜƀƄŹĜ˦̹
ĴƞňŀĴ̹ŹĴŵ̹ŘĴŊİŦ˦̹ŦĩĴİĴĪňİŦ˦̹ĪŵĴŊİŦ̹Ŧ̹ĪŦŞŲŵĜİŦ̖̹˾qĜş̹[ƀŦşĴ˦̹ʆʎʎʋ˥̹ʌ˿˫̹

�Ř̹ŹĴŀƄşİŦ̹ŀĵşĴŵŦ̹ŹĴŵŊĜ̹ŘŦ̹ŴƄĴ̹İĴşŦŞňşĜ̹̕ĜŵƀĴ̹ĜĩŹƀŵĜĪƀŦ̖˦̹Ĵş̹ĴŘ̹ŴƄĴ̹ĴŘ̹
ĪĜŘŊŀŵĜĿŦ˦̹ ĪŦŞŦ̹ĪƄĜŘŴƄňĴŵ̹ŦƀŵŦ̹ĜŵƀňŹƀĜ˦̹ ĜİŴƄňĴŵĴ̹ŅĜĩňŘňİĜİĴŹ̹ ƀĵĪşňĪĜŹ̹Ɵ̹
ĿŦŵŞĜŘĴŹ̹ŲĜŵĜ̹ƀŦİĜ̹ŹƄ̹ƘňİĜ̹Ɵ̹Ƅş̹ŘĴşŀƄĜœĴ̹ƘňŹƄĜŘ̹ŴƄĴ̹İĴŹŲňĴŵƀĜ̹ĴŞŦĪňŦşĴŹ˫̹
bŦİŦ̹ĴŘŘŦ̹ŹĴ̹ŵĴǭĴœĜ̹Ĵş̹ŹƄŹ̹ŲŵĝĪƀňĪĜŹ˫̹TĜŵĜ̹ĜŲŦƟĜŵ̹ŹƄŹ̹ĜŵŀƄŞĴşƀŦŹ˦̹qĜş̹
[ƀŦşĴ̹ƄŹĜ̹ĪňƀĜŹ̹İĴŘ̹ ĪĜŘŊŀŵĜĿŦ̹ĪŅňşŦ̹rĜşŀ̹)ňŹ̐�ŅňŅ̹ ˾rĜşŀ̹wňƥŅň˿̹ ˾ʈʅʈ̐
ʈʋʆ˿̹ŴƄĴ̹ŲŦşĴş̹İĴ̹ŵĴŘňĴƘĴ̹ŴƄĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŹĴ̹ŵĴŘĜĪňŦşĜ̹ĪŦş̹ĴŘ̹ĜŘŞĜ̹Ɵ̹ŘŦŹ̹
ŹĴşƀňŞňĴşƀŦŹ̹Ɵ̹ŴƄĴ̹ĴŹŦ̹ĪŦşŹƀňƀƄƟĴ̹ŹƄ̹ĴŹĴşĪňĜ̹Ɵ̹ŲŦİĴŵ˫̹[Ĵŀƅş̹qĜş̹[ƀŦşĴ˦̹
ĴŹƀĴ̹ƀňŲŦ̹İĴ̹ĪĜŘŊŀŵĜĿŦ̹ŲƄĴİĴ̹ŵĴǭĴœĜŵ̹ĴŹĴ̹ŲŦİĴŵ̹Ĝ̹ƀŵĜƘĵŹ̹İĴ̹Ƅş̹ŹŦŘŦ̹ƀŵĜƥŦ˦̹
ĪŦŞŦ̹Źň̹ĪĜşƀĜŵĜ˦̹ĩĜňŘĜŵĜ̹Ŧ̹ŘŘŦŵĜŵĜ˫̹

qĜş̹ [ƀŦşĴ̹ İĜ̹Ƅş̹ ŲĜŹŦ̹ŞĝŹ̹ ĪƄĜşİŦ̹ ĜǬŵŞĜ̹ ŴƄĴ̹ ĴŘ̹ ĪĜŘŊŀŵĜĿŦ̹ ŦĪĪňİĴşƀĜŘ̹
ŞŦİĴŵşŦ˦̹ĜŘ̹ ňŀƄĜŘ̹ŴƄĴ̹ŹƄĪĴİĴ̹Ĵş̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹œĜŲŦşĴŹĜ˦̹ĴœĴĪƄƀĜ̹ŹƄ̹ĜŵƀĴ̹
ĪŦŞŦ̹ Ƅş̹ ĜŵƀĴ̹ ŞĜŵĪňĜŘ˦̹ Ĵş̹ ĴŘ̹ ŴƄĴ̹ ƄşĜ̹ ƀĵĪşňĪĜ̹ ŞĴİňƀĜƀňƘĜ̹ İĴ̹ ĜĪĪňŧş̹
ĜŲƄşƀĜ̹Ĝ̹Ƅş̹shodo̹˾ĴŘ̹ĪĜŞňşŦ̹İĴ̹Ƅş̹ŲňşĪĴŘ˿˦̹ƀĵŵŞňşŦ̹ƄƀňŘňƥĜİŦ̹Ĵş̹7ĜŲŧş̹

I. INTRODUCCIÓN



ʈʅ

ŲĜŵĜ̹ŵĴĿĴŵňŵŹĴ̹Ĝ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ˫̹[Ĵŀƅş̹qĜş̹[ƀŦşĴ˦̹AĴİňĜƘňŘŘĜ̹ŹĴ̹ǬœĜ̹Ĵş̹ĴŹƀĴ̹
ƀňŲŦ̹İĴ̹ŲŵĝĪƀňĪĜ̹ĪĜŘňŀŵĝǬĪĜ˫̹�Ĵ̹ĜŅŊ̹ŴƄĴ̹ŹĴ̹ĴşƀňĴşİĜ˦̹ƄşĜ̹ƘĴƥ̹ŞĝŹ˦̹ŴƄĴ̹ŘĜ̹
ĪĜŘňŀŵĜĿŊĜ̹ĜĪƀƄĜŘ̹ŹĴ̹ĜŹƄŞĴ̹ĪŦŞŦ̹ƄşĜ̹ĿŦŵŞĜ̹İĴ̹ĜŵƀĴ̹ŴƄĴ̹ƀňĴşĴ̹ŹňŞňŘňƀƄİĴŹ̹
ĪŦş̹ŘĜ̹ƀŵĜİňĪňŧş̹ĪĜŘňŀŵĝǬĪĜ̹İĴ̹�ƞƀŵĴŞŦ̹HŵňĴşƀĴ˦̹ňşĪŘƄŹŦ̹ĴŴƄňŲĜŵĝşİŦŹĴ̹
Ĝ̹ĴŹƀĜ˦̹Ĝ̹ƀŵĜƘĵŹ̹İĴ̹ŘĜ̹ĜĪƀňƀƄİ̹ĜĩŹƀŵĜĪƀĜ̹˾Źňş̹ŲĜŘĜĩŵĜŹ̹Ŧ̹ƀĴƞƀŦ̹ŵĴĜŘ˿˫̹

[ňş̹ ĴŞĩĜŵŀŦ˦̹ ĪŦŞŦ̹ ƟĜ̹ ŹĴ̹ ŅĜ̹ ĜŲƄşƀĜİŦ̹ ĜşƀĴŵňŦŵŞĴşƀĴ˦̹ Źňş̹ ƀĴşĴŵ̹ Ĵş̹
ĪƄĴşƀĜ̹ ĴŘ̹ ŲƄşƀŦ̹ İĴ̹ ƘňŹƀĜ̹ İĴ̹ �ƞƀŵĴŞŦ̹ HŵňĴşƀĴ̹ ŹŦĩŵĴ̹ ŘĜ̹ şŦĪňŧş̹ İĴ̹
ĜĩŹƀŵĜĪĪňŧş˦̹ ĴŹƀĴ̹ ĜşĝŘňŹňŹ̹ şŦ̹ ŲƄĴİĴ̹ ŹĴŵ̹ ŲŵĴĪňŹŦ̹ ŲŦŵŴƄĴ̹ ĴŹƀĜŞŦŹ̹ ĜşƀĴ̹
ŞĜşĴŵĜŹ̹ İňĿĴŵĴşƀĴŹ̹ İĴ̹ ĴşƀĴşİĴŵŘĜ˫̹ BŦ̹ ŦĩŹƀĜşƀĴ˦̹ ŘĜŹ̹ ĜŲŦŵƀĜĪňŦşĴŹ̹
ŞĴşĪňŦşĜİĜŹ̹ ŅĜş̹ ŹƄŹĪňƀĜİŦ̹ ƘĜŵňĜŹ̹ ŲŵĴŀƄşƀĜŹ̹ İĴ̹ ňşƘĴŹƀňŀĜĪňŧş̹ Ĵ̹
ŅňŲŧƀĴŹňŹ̹ ŹŦĩŵĴ̹ ŘĜŹ̹ ňşǭƄĴşĪňĜŹ̹ ŵĴĪňĩňİĜŹ̹ ŲŦŵ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ̹
ĪŦşƀĴŞŲŦŵĝşĴĜ̹ ŴƄĴ˦̹ ĪŦŞŦ̹ ƀĜŞĩňĵş̹ ŅĴŞŦŹ̹ ňşİňĪĜİŦ˦̹ ŅĜ̹ ĪŦŞĴşƥĜİŦ̹
Ĝ̹ ƀĴşĴŵ̹ ƄşĜ̹ ĜŲĜŵňĴşĪňĜ̹ ƘňŹƄĜŘ̹ŞƄƟ̹ ŹňŞňŘĜŵ̹ Ĝ̹ ŘĜ̹ ŲňşƀƄŵĜ̹ ĜĩŹƀŵĜĪƀĜ̹ Ŧ̹ Ĝ̹
ŘĜŹ̹ ŲŵĝĪƀňĪĜŹ̹ ĪĜŘňŀŵĝǬĪĜŹ̹ İĴ̹ �ƞƀŵĴŞŦ̹ HŵňĴşƀĴ˫̹ �ŹƀŦ̹ ŅĜ̹ ŦŵňĴşƀĜİŦ̹ Şň̹
ňşƘĴŹƀňŀĜĪňŧş̹ ŅĜĪňĜ̹ ŘĜ̹ ĩƅŹŴƄĴİĜ̹ İĴ̹ ňşƀĴŵĜĪĪňŦşĴŹ̹ ĴşƀŵĴ̹ İňĿĴŵĴşƀĴŹ̹
ƀŵĜİňĪňŦşĴŹ̹ĪĜŘňŀŵĝǬĪĜŹ̹Ɵ̹ĴşƀŵĴ̹ŘŦŹ̹ĪŦşĪĴŲƀŦŹ̹Ɵ̹ŞĜşĴŵĜŹ̹İĴ̹ĴşƀĴşİĴŵ̹ŘĜ̹
ĪĜŘňŀŵĜĿŊĜ̹İĴ̹ŘŦŹ̹ĪĜŘŊŀŵĜĿŦŹ̹ŴƄĴ̹ƀňĴşİĴş̹Ĝ̹ĪŵĴĜŵ̹ƄşĜ̹ňŞĜŀĴş̹Ĵş̹ŘƄŀĜŵ̹İĴ̹
Ƅş̹ƀĴƞƀŦ˫̹

;Ĝ̹ ŦĩŵĜ̹ İĴ̹ AĴİňĜƘňŘŘĜ̹ ̎��''$"-�+#4Ĭ� �-*(� ��''$"-�+#4� /*� ��./-��/�
Painting̹̎ ĪƄĴşƀĜ˦̹ ĜŹňŞňŹŞŦ˦̹ ĪŦş̹ ŦƀŵŦ̹ ŲŵŧŘŦŀŦ˦̹ ĴŹĪŵňƀŦ̹ ŲŦŵ̹ �ŦşĜŘİ̹
7ĜĪŖŹŦş˫̹ �ŹƀĴ̹ İĴŹĪŵňĩĴ̹ ŘĜŹ̹ ŲŵĝĪƀňĪĜŹ̹ ĜĪƀƄĜŘĴŹ̹ ĪŦŞŦ̹ İĴŹƀňşĜİĜŹ̹ Ĝ̹
ĜŘĪĜşƥĜŵ̹ƄşĜ̹ĴŹŲĴĪňĴ̹İĴ̹ĿŦŵŞĜ̹İňşĝŞňĪĜ˦̹ĴŴƄňŘňĩŵĜİĜ̹ĴşƀŵĴ̹ĴŘ̹ĪĜŦŹ̹Ɵ̹ĴŘ̹
ŦŵİĴş˫̹ TĜŵĜ̹ ĵŘ˦̹ ŘŦŹ̹ ŹĜĩĴŵĴŹ̹ Ɵ̹ ŘĜŹ̹ ŲŵĝĪƀňĪĜŹ̹ ŅňŹƀŧŵňĪĜŹ̹ ŹŦş̹ ňŞŲŦŵƀĜşƀĴŹ̹
ŲĜŵĜ̹ŞĜİƄŵĜŵ̹Ɵ̹ĜŘĪĜşƥĜŵ̹ƄşĜ̹ĴƞŲŵĴŹňŧş̹ŲŵĴĪňŹĜ˫̹

�Ř̹ ĪŦşŦĪňŞňĴşƀŦ̹ ŅňŹƀŧŵňĪŦ̹ Ɵ̹ ŘĜ̹ ŲŵĝĪƀňĪĜ̹ İĴ̹ ŘĜ̹ ĴŹĪŵňƀƄŵĜ̹ ŵĴŹƄŘƀĜş̹
ňşİňŹŲĴşŹĜĩŘĴŹ̹ ňşĪŘƄŹŦ̹ ŲĜŵĜ̹ Ƅş̹ ĪĜŘŊŀŵĜĿŦ̹ ŴƄĴ̹ ĪŵĴĜ̹ ƄşĜ̹ ŦĩŵĜ̹ ĪĴŵĪĜşĜ̹
Ĝ̹ ŘĜ̹ ĜĩŹƀŵĜĪĪňŧş˫̹�ŅŦŵĜ̹ĩňĴş˦̹İĴŹİĴ̹Şň̹ŲƄşƀŦ̹İĴ̹ƘňŹƀĜ˦̹ ŘĜ̹ŞĜİƄŵĴƥ̹İĴŘ̹
ĪŦşŦĪňŞňĴşƀŦ̹Ɵ̹ ŘĜ̹ŅĜĩňŘňİĜİ̹şŦ̹ŹƄŵŀĴş̹ŹŦŘŦ̹İĴŘ̹ ŹĜĩĴŵ̹ŹŦĩŵĴ̹ĴŘ̹ŲĜŹĜİŦ˦̹
ŹňşŦ̹ ŴƄĴ˦̹ ƀĜŞĩňĵş˦̹ Ɵ̹ ĪŦŞŦ̹ ƟĜ̹ ŅĴ̹ ňİŦ̹ İňĪňĴşİŦ̹ Ĝ̹ ŘŦ̹ ŘĜŵŀŦ̹ İĴ̹ ĴŹƀĜŹ̹
ŲĝŀňşĜŹ˦̹ŵĜİňĪĜş̹Ĵş̹ƄşĜ̹ƀŦŞĜ̹İĴ̹ĪŦşĪňĴşĪňĜ̹ŹŦĩŵĴ̹ĪŧŞŦ̹ŹĴ̹ŲĴŵĪňĩĴş̹ŘĜ̹
ĴŹĪŵňƀƄŵĜ̹Ɵ̹ŦƀŵĜŹ̹ ƀŵĜİňĪňŦşĴŹ̹ĪĜŘňŀŵĝǬĪĜŹ˫̹�ŹƀŦ̹ŲŵŦŲŦŵĪňŦşĜ̹ƄşĜ̹ƘňŹňŧş̹
ŞĝŹ̹ĜĩňĴŵƀĜ˦̹ŲĴŵŦ˦̹ĜŘ̹ŞňŹŞŦ̹ƀňĴŞŲŦ˦̹ŞĝŹ̹ŲŵĴĪňŹĜ˦̹ŹŦĩŵĴ̹ŘĜ̹ŹňƀƄĜĪňŧş̹İĴ̹
ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ĪŦşƀĴŞŲŦŵĝşĴĜ̹ŴƄĴ˦̹Źňş̹ĴŞĩĜŵŀŦ˦̹şŦ̹ĴŹƀĝ̹ŲŵĴŹĴşƀĴ̹Ĵş̹ŘĜŹ̹
ĿƄĴşƀĴŹ̹ĴƞĜŞňşĜİĜŹ̹Ɵ̹ŴƄĴ˦̹şƄĴƘĜŞĴşƀĴ˦̹İĴŞƄĴŹƀŵĜ̹ ŘĜ̹şĴĪĴŹňİĜİ̹İĴ̹ ŘĜ̹
ňşƘĴŹƀňŀĜĪňŧş̹ŴƄĴ̹ĜŴƄŊ̹ŹĴ̹ŲŵĴŹĴşƀĜ˫̹

�ş̹ĴŹƀĴ̹ĜşĝŘňŹňŹ̹İĴŘ̹ŞĜŵĪŦ̹ƀĴŧŵňĪŦ̹Ɵ̹İĴ̹ŵĴĿĴŵĴşĪňĜ˦̹ŅĜ̹İĴ̹ňşĪŘƄňŵŹĴ̹ĴŘ̹ŘňĩŵŦ̹
��-$� Ĭ� �-/$./� *!� �# � �-$)/ ���*-�� ˾ʇʅʆʈ˿̹ İĴŘ̹ ĪĜŘŊŀŵĜĿŦ̹ Ɵ̹ ŵŦƀƄŘňŹƀĜ̹ 7ŦŅş̹
[ƀĴƘĴşŹ˦̹ƄşŦ̹İĴ̹ŘŦŹ̹ŲŦĪŦŹ̹ĜƄƀŦŵĴŹ̹ŴƄĴ̹ŅĜş̹ĪŦşƀŵňĩƄňİŦ̹Ĝ̹ŘĜ̹ĪŦŞŲŵĴşŹňŧş̹
İĴ̹ŘĜŹ̹ŲĴŵĪĴŲĪňŦşĴŹ̹İĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ˫̹�ŹƀĜ̹ŦĩŵĜ̹ŲŵĴŹĴşƀĜ̹ƄşĜ̹
ŵĴĪŦŲňŘĜĪňŧş̹ İĴ̹ ŹƄŹ̹ ƀŵĜĩĜœŦŹ̹ ĪĜŘňŀŵĝǬĪŦŹ̹ Ɵ̹ İĴ̹ lettering̹ ŲĴŵŦ˦̹ ĜİĴŞĝŹ˦̹
ŦĿŵĴĪĴ̹ŹƄ̹ŲĴŵŹŲĴĪƀňƘĜ̹ŹŦĩŵĴ̹ ŘĜ̹ĪĜŘňŀŵĜĿŊĜ˫̹�ŹŊ˦̹ƄƀňŘňƥĜ̹ĴŘ̹ƘŦĪĜĩŘŦ̹ĴŹĪŵňĩĜ̹
Ĵş̹ŘƄŀĜŵ̹İĴ̹ĪĜŘŊŀŵĜĿŦ̹ŲĜŵĜ̹ŵĴĿĴŵňŵŹĴ̹Ĝ̹Ƅş̹ĜŵƀňŹƀĜ̹ŴƄĴ̹ƀŵĜĩĜœĜ̹ĪŦş̹ŘĴƀŵĜŹ˫̹

[Ƅ̹ŞĜşĴœŦ̹İĴŘ̹ ƀĵŵŞňşŦ̹ ŵĴŹƄŘƀĜ̹ ŹňŀşňǬĪĜƀňƘŦ̹ŲŦŵŴƄĴ̹ ŘĜ̹ŲĜŘĜĩŵĜ̹ ĴŹĪŵňĩĜ̹
ŹĴ̹ ĴŞŲŘĴĜĩĜ̹ŲŵňşĪňŲĜŘŞĴşƀĴ̹ĜşƀĴŹ̹İĴ̹ ŘĜ̹ ňŞŲŵĴşƀĜ̹ŲĜŵĜ̹ ŵĴĿĴŵňŵŹĴ̹ Ĝ̹ ŘŦŹ̹
ĴŹĪŵňƀŦŵĴŹ̹ŞĴİňĴƘĜŘĴŹ˦̹Ĵş̹ŹƄ̹ŞĜƟŦŵŊĜ̹şŦ̹ŲŵŦĿĴŹňŦşĜŘĴŹ˦̹ŞŦşœĴŹ̹Ĵ̹ňşĪŘƄŹŦ̹
ĴŹĪŘĜƘŦŹ̹ŴƄĴ̹ĴŹĪŵňĩŊĜş̹ŲĜŵĜ̹ĪŦŲňĜŵ̹ ƀĴƞƀŦŹ˫̹[ƀĴƘĴşŹ̹ŹĴťĜŘĜ̹ ŘĜ̹ĪŦşĿƄŹňŧş̹
ŴƄĴ̹ ŹĴ̹ ŲŵŦİƄĪĴ̹ ĜŘ̹ ĜŲŘňĪĜŵ̹ ĜŞĩĜŹ̹ ŲĜŘĜĩŵĜŹ˦̹̎ĴŹĪŵňĩĜ̹Ɵ̹ ĪĜŘŊŀŵĜĿŦ̹̎ƟĜ̹
ŴƄĴ̹ ŘĜ̹ İňĿĴŵĴşĪňĜ̹şŦ̹ ĴŹƀĝ̹ ĪŘĜŵĜŞĴşƀĴ̹ ĴŹƀĜĩŘĴĪňİĜ̹şň̹ ĴƞŲŘňĪĜİĜ˫̹�ŹƀĴ̹ ĴŹ̹
Ƅş̹ĜŹŲĴĪƀŦ̹ŴƄĴ̹ŹĴ̹ŅĜ̹ňşĪŘƄňİŦ̹Ĵş̹ŘĜ̹ňşƘĴŹƀňŀĜĪňŧş̹ŲŦŵŴƄĴ̹ŲƄĴİĴ̹ĜĪŘĜŵĜŵ̹



ʈʆ

ĪŦşĪĴŲƀŦŹ̹ Ɵ̹ ĴƘňƀĜŵ̹ ŞĜŘŦŹ̹ ƄŹŦŹ̹ ƀĴŵŞňşŦŘŧŀňĪŦŹ˫̹ ,şƘňƀĜ˦̹ ĜİĴŞĝŹ˦̹ Ĝ̹ ŘĜ̹
ŵĴǭĴƞňŧş̹ŹŦĩŵĴ̹ ŘŦŹ̹ĜşƀňŀƄŦŹ̹ĪŦşĪĴŲƀŦŹ̹İĴ̹ĴŹĪŵňĩĜ̹Ɵ̹ĪĜŘŊŀŵĜĿŦ˦̹ ŹŦĩŵĴ̹ ŘĜ̹
ĜŵƀĴŹĜşŊĜ̹Ɵ̹ĴŘ̹ĜŵƀĴ̹ĪĜŘňŀŵĝǬĪŦ̹ŦĪĪňİĴşƀĜŘ˫̹

�Ř̹ňŀƄĜŘ̹ŴƄĴ̹AĴİňĜƘňŘŘĜ˦̹[ƀĴƘĴşŹ̹˾ʇʅʆʈ˿̹ŹĴťĜŘĜ̹ŴƄĴ̹ŘĜ̹ŲĜŘĜĩŵĜ̹ĪĜŘňŀŵĜĿŊĜ̹şŦ̹
ĴŹ̹ŵĴŲŵĴŹĴşƀĜƀňƘĜ̹İĴŘ̹ĜŵƀĴ̹İĴ̹ŘĜŹ̹ŘĴƀŵĜŹ̹ŴƄĴ̹ŹĴ̹ŲŵĜĪƀňĪĜ̹Ĵş̹ŘĜ̹ĜĪƀƄĜŘňİĜİ˫̹
TŦŵ̹ ĴŘ̹ ĪŦşƀŵĜŵňŦ˦̹ ŲĜŵĜ̹ ĵŘ˦̹ ŘĜ̹ ŲĜŘĜĩŵĜ̹Ɵ̹ ŹƄ̹ ŲĴŵĪĴŲĪňŧş̹ ĴŹƀĝş̹ ĴŹƀĜşĪĜİĜŹ̹
Ĵş̹ ƄşĜ̹ ƘňŹňŧş̹ İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŴƄĴ̹ ŹĴ̹ ŵĴǬĴŵĴ̹ Ĝ̹ ŘĜ̹ ĿƄşĪňŧş̹ İĴ̹ ĪŦŲňĜŵ̹ Ɵ̹
ƀŵĜşŹŞňƀňŵ̹Ƅş̹ŞĴşŹĜœĴ˫̹�ş̹ŹƄ̹ŦŲňşňŧş˥̹̕;Ĝ̹ŲĜŘĜĩŵĜ̹̚ĪĜŘňŀŵĜĿŊĜ̛̹şŦ̹ĴŹ̹ŘŦ̹
ŹƄǬĪňĴşƀĴŞĴşƀĴ̹ĜŞŲŘňĜ̹ĪŦŞŦ̹ŲĜŵĜ̹ĪĜŲƀĜŵ̹ ŘŦ̹ŞĴœŦŵ̹İĴ̹şƄĴŹƀŵŦ̹ƀŵĜĩĜœŦ̹
ĜĪƀƄĜŘ̖̹˾ʇʅʆʈ˥̹ʆʊ˿˫̹bĜŞĩňĵş̹ĜťĜİĴ̹ŴƄĴ̹̕ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ĴŹƀĝ̹Ĵş̹ŲŵŦĪĴŹŦ̹İĴ̹
ŵĴİĴǬşňĪňŧş̖̹˾ʇʅʆʈ˥̹ʇʆ˿˫̹�Ř̹ĜƄƀŦŵ̹İĴŹƀĜĪĜ̹ŴƄĴ̹ĴŹƀĜ̹şŦ̹ŹĴ̹ĴœĴĪƄƀĜ̹İĴşƀŵŦ̹
İĴ̹ŘŦŹ̹ŘŊŞňƀĴŹ̹ŴƄĴ̹ŹĴ̹ĴŹƀĜĩŘĴĪŊĜş̹Ĵş̹ŘĜ̹ĜşƀňŀƈĴİĜİ˫̹

[ňş̹ ĴŞĩĜŵŀŦ˦̹ ŲĜŵĴĪĴ̹ŞĝŹ̹ ĜŲŵŦŲňĜİŦ̹ ĜǬŵŞĜŵ̹ ŴƄĴ̹ ĴŘ̹ ŲŵŦĩŘĴŞĜ̹şŦ̹ ĴŹƀĝ̹
Ĵş̹ ŘĜ̹ŲĜŘĜĩŵĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŹňşŦ̹Ĵş̹ŹƄ̹ ňşƀĴŵŲŵĴƀĜĪňŧş̹Ɵ̹ĪŦşĪĴŲƀƄĜŘňƥĜĪňŧş˦̹
ŴƄĴ̹ĴŹƀĝş̹ĪŦşĿŦŵŞĜİĜŹ̹ŲŦŵ̹ ŘĜ̹ ňİĴĜ̹ŦĪĪňİĴşƀĜŘ̹İĴ̹ ŘĜ̹ĴŹĪŵňƀƄŵĜ˫̹TŦŵ̹ĴŹƀĜ̹
ŵĜƥŧş˦̹ ŘĜ̹ şŦĪňŧş̹ İĴ̹ ĪĜŘňŀŵĜĿŊĜ̹ ̎ŵĴĿĴŵňİĜ̹ Ĝ̹ ŘĜ̹ ŲŵĝĪƀňĪĜ̹ ƀŵĜİňĪňŦşĜŘ̹ Ɵ̹
Ĝ̹ ŘĜŹ̹ ŲŵĝĪƀňĪĜŹ̹ ĪŦşƀĴŞŲŦŵĝşĴĜŹ̹̎ ŅĜ̹ ĪĜŞĩňĜİŦ̹ Ɵ̹ ŲŦşĴ̹ Ĵş̹ ĪƄĴŹƀňŧş̹
ŘĜŹ̹ ĪĜŵĜĪƀĴŵŊŹƀňĪĜŹ̹ Ɵ̹ ĴŘ̹ŞŦİŦ̹ Ɵ̹ ĪŵňƀĴŵňŦŹ̹ ĪŦş̹ ŴƄĴ̹ ƘĜŘŦŵĜŵ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹
ŦĪĪňİĴşƀĜŘ̹ĪŦşƀĴŞŲŦŵĝşĴĜ˫̹

;ŦŹ̹ĪŦŞĴşƀĜŵňŦŹ̹Ɵ̹ĜşĝŘňŹňŹ̹ ŹŦĩŵĴ̹ ŘĜ̹İĴǬşňĪňŧş̹İĴ̹ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ̹
İĴ̹AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿̹Ɵ̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿̹ ĜŞŲŘŊĜş̹ ĴŘ̹ ŹĴşƀňİŦ̹ İĴŘ̹ ĪŦşĪĴŲƀŦ̹
Ɵ̹ ŦĩŘňŀĜş̹ Ĝ̹ ŲĴşŹĜŵ̹ Źň̹ ĴŹ̹ şĴĪĴŹĜŵňŦ̹ ŵĴİĴǬşňŵ̹ ŘĜŹ̹ ƀĴşİĴşĪňĜŹ̹ ĜĪƀƄĜŘĴŹ̹
Ŧ̹ ŵĴşŦŞĩŵĜŵŘĜŹ̹ ŲĜŵĜ̹ ĪĜŲƀĜŵ̹ ŘĜŹ̹ İňĿĴŵĴşƀĴŹ̹ ĜĪƀňƀƄİĴŹ̹ Ɵ̹ ĪŦŵŵňĴşƀĴŹ̹
ĴƞňŹƀĴşƀĴŹ˫̹�ş̹ŘƄŀĜŵ̹İĴ̹ĪĜŞĩňĜŵŘĴŹ̹ĴŘ̹şŦŞĩŵĴ˦̹ĴŹ̹ŲŵĴĪňŹŦ̹ĴƞĜŞňşĜŵ̹ŦƀŵĜŹ̹
ŲĴŵŹŲĴĪƀňƘĜŹ̹ŲĜŵĜ̹ĪŦŞŲŵĴşİĴŵ̹ŹƄ̹şĜƀƄŵĜŘĴƥĜ˫̹�ŹƀĜ̹ňİĴĜ̹ŅĜ̹ŦŵňĴşƀĜİŦ̹ŘĜ̹
ňşƘĴŹƀňŀĜĪňŧş˦̹ ŅĜĪňĵşİŦŘĜ̹ŞĝŹ̹ ňşƀĴŀŵĜŘ˦̹Ɵ̹ ŅĜ̹ ňşǭƄňİŦ̹ Ĵş̹ŞňŹ̹ ŲŵĝĪƀňĪĜŹ̹
ŲĴŵŹŦşĜŘĴŹ˫̹

TŦŵ̹ ŦƀŵŦ̹ ŘĜİŦ˦̹ [ƀĴƘĴşŹ̹ ĜşĜŘňƥĜ̹ ŘĜŹ̹ ŲŵĝĪƀňĪĜŹ̹ ĪĜŘňŀŵĝǬĪĜŹ̹ ŴƄĴ̹ ŲŦşĴş̹
ĵşĿĜŹňŹ̹Ĵş̹ŘĜ̹ĪĜŘňİĜİ̹İĴ̹ŘĜ̹ŘŊşĴĜ̹̎ŴƄĴ̹ĴŘ̹ŲŵĴǬĴŵĴ̹İĴşŦŞňşĜŵ̹̕ĜĪƀňƀƄİ̖̹
˾ʇʅʆʈ˥̹ ʌʆ˿̎˦̹Ĵş̹ ŘĜŹ̹ ŘĴƀŵĜŹ̹ ̕ƘňƘĜŹ̖̹Ɵ̹Ĵş̹ ŘĜŹ̹ ŵĴŘĜĪňŦşĴŹ̹ŞĴƀňĪƄŘŦŹĜŞĴşƀĴ̹
ĴŴƄňŘňĩŵĜİĜŹ̹ĴşƀŵĴ̹ĴŹŲĜĪňŦ̹ŲŦŹňƀňƘŦ̹Ɵ̹şĴŀĜƀňƘŦ˫̹�ŹƀŦ̹ĜŲƄşƀĜ̹Ĝ̹ŘĜ̹ňşĪŘƄŹňŧş̹
İĴŘ̹ĴŹŲĜĪňŦ̹ĪňŵĪƄşİĜşƀĴ̹ĪŦŞŦ̹Ƅş̹ĴŘĴŞĴşƀŦ̹Ĝ̹ĪŦşŹňİĴŵĜŵ˫̹�ǬŵŞĜ̹ŴƄĴ̹ŘĜ̹
ĴƞŲŵĴŹňƘňİĜİ̹İĴ̹ŘĜ̹ŦĩŵĜ̹ŲƄĴİĴ̹İĴǬşňŵŹĴ̹ŲŦŵ̹̕ŘĜ̹ňŞĜŀňşĜĪňŧş̹ŲĴŵŹŦşĜŘ˦̹ĴŘ̹
İĴŹĪƄĩŵňŞňĴşƀŦ˦̹ŘĜ̹ĴŞŦĪňŧş̹Ɵ̹ŘĜ̹ĴƞĪňƀĜĪňŧş̹Ŧ̹ĴşĴŵŀŊĜ̹ƘňŹƄĜŘ̖̹˾ʇʅʆʈ˥̹ʇʊ˿˫̹
[Ĵŀƅş̹ĴŹƀĴ̹ĜƄƀŦŵ˦̹ƀŦİŦ̹ŲƄĴİĴ̹ŹĴŵ̹ĴƞŲŵĴŹňƘŦ̹Ɵ̹ŘĜŹ̹ŲŵĝĪƀňĪĜŹ̹ƀŵĜİňĪňŦşĜŘĴŹ̹
İĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ƀĜŞĩňĵş̹ŲƄĴİĴş̹ŹĴŵŘŦ˫̹

[ňş̹ ĴŞĩĜŵŀŦ˦̹ ŘĜ̹ ŲŵňşĪňŲĜŘ̹ ŲŵĴŦĪƄŲĜĪňŧş̹ ŲĜŵĜ̹ ĵŘ̹ ĴŹ̹ ŴƄĴ̹ ŘĜ̹ ĪĜŘňİĜİ̹ İĴ̹
ŘĜ̹ŦĩŵĜ̹ŹĴ̹ŲƄĴİĜ̹ĜŲŵĴĪňĜŵ̹Ĝ̹ƀŵĜƘĵŹ̹İĴ̹ƄşĜ̹ŹĴŵňĴ̹İĴ̹ŵĜŹŀŦŹ̹ĪŦŞŦ̹ŹŦş̹ĴŘ̹
İňşĜŞňŹŞŦ˦̹ŘĜ̹ƘňƘĜĪňİĜİ˦̹ŘĜ̹ĜŵŞŦşŊĜ˦̹ĴŘ̹ŵňƀŞŦ̹Ɵ̹ŘĜ̹ŹĜĩňİƄŵŊĜ̹ĜĪƄŞƄŘĜİĜ̹
ŴƄĴ̹ ŹĴ̹ ŞĜşňǬĴŹƀĜş̹ Ĝ̹ ƀŵĜƘĵŹ̹ İĴ̹ ŘĜ̹ ŘŊşĴĜ˦̹ Źňş̹ İňŹƀňşĪňŧş̹ İĴ̹ ŀĵşĴŵŦŹ˦̹
ƀĴşİĴşĪňĜŹ̹Ɵ̹ĴŹƀňŘŦŹ̹Ŧ̹ĜŘ̹ŞĜŵŀĴş̹İĴ̹ŴƄĴ̹ĴƞňŹƀĜş̹ŘĴƀŵĜŹ̹Ŧ̹ŲĜŘĜĩŵĜŹ˫̹�ŹƀŦŹ̹
ŵĜŹŀŦŹ̹ŹĴ̹ĪŦşƘňĴŵƀĴş̹Ĵş̹ĴŘĴŞĴşƀŦŹ̹Ĝ̹ĪŦşŹňİĴŵĜŵ̹Ĵş̹ĴŹƀĜ̹ ňşƘĴŹƀňŀĜĪňŧş˦̹
ŲƄĴŹ̹ ĴŘ̹ ĜşĝŘňŹňŹ̹ İĴ̹ [ƀĴƘĴşŹ̹ ĴŹ̹ ŞƄƟ̹ ŘňŞňƀĜİŦ˫̹ �ňşĜŞňŹŞŦ˦̹ ƘňƘĜĪňİĜİ˦̹
ĜŵŞŦşŊĜ̹ Ɵ̹ ŵňƀŞŦ̹ ŹŦş̹ ĪŦşĪĴŲƀŦŹ̹ İňĿƄŹŦŹ̹ ŴƄĴ̹ ŦĩŘňŀĜş̹ Ĝ̹ ŲŵĴŀƄşƀĜŵŹĴ˥̹
˭ĪŧŞŦ̹İňŹƀňşŀƄňŵŘŦŹ̹Ĵş̹ŘĜŹ̹ŲŵĝĪƀňĪĜŹ̹ĪŦşƀĴŞŲŦŵĝşĴĜŹˬ̹˭�ƄĝŘĴŹ̹ŹŦş̹ŘŦŹ̹
ĪŵňƀĴŵňŦŹ̹Ɵ̹ĪŦşŹňİĴŵĜĪňŦşĴŹ̹ĴŹƀĵƀňĪĜŹ̹İĴ̹ĴŹĜŹ̹ŲŵĝĪƀňĪĜŹ̹ĪŦşƀĴŞŲŦŵĝşĴĜŹˬ̹
˭�ƄĝŘ̹ĴŹ̹ĴŘ̹ŹňŀşňǬĪĜİŦ̹İĴ̹ŘĜ̹ĪĜŘňİĜİ̹İĴ̹ŘĜ̹ŘŊşĴĜ̹Ĵş̹ƀĵŵŞňşŦŹ̹ĪĜŘňŀŵĝǬĪŦŹˬ̹
TĜŵĜ̹ ŵĴŹŲŦşİĴŵ̹ Ĝ̹ ĴŹƀĜŹ̹ ĪƄĴŹƀňŦşĴŹ̹ ŅĜ̹ İĴĩňİŦ̹ ĴƞĜŞňşĜŵŹĴ̹ ĴŘ̹ ƀŵĜĩĜœŦ̹
İĴ̹ ƘĜŵňŦŹ̹ ĪĜŘŊŀŵĜĿŦŹ̹ ĪŦşƀĴŞŲŦŵĝşĴŦŹ̹ şŦƀĜĩŘĴŹ˦̹ ŴƄĴ̹ ĜĩĜŵĪĜş̹ ƄşĜ̹



ʈʇ

ĜŞŲŘňĜ̹ ŀĜŞĜ̹ İĴ̹ ŲŵĝĪƀňĪĜŹ̹ ŵĴŲŵĴŹĴşƀĜƀňƘĜŹ̹ İĴ̹ İňĿĴŵĴşƀĴŹ̹ ĜĪƀňƀƄİĴŹ̹
ƀĵĪşňĪĜŹ̹ Ɵ̹ ĪŦşĪĴŲƀƄĜŘĴŹ˫̹ �ŹƀŦ̹ ŅĜ̹ ŹňİŦ̹ ĴŹŲĴĪňĜŘŞĴşƀĴ̹ ŵĴŘĴƘĜşƀĴ̹ ŲĜŵĜ̹
ĴŹƀĜ̹ ňşƘĴŹƀňŀĜĪňŧş̹Ɵ̹ ŹĴ̹ŅĜ̹ ňşĪŘƄňİŦ̹Ĵş̹ĴŘŘĜ̹ŲĜŵĜ̹ŲŦİĴŵ̹ĪŦŞŲŵĴşİĴŵ̹ ŘĜŹ̹
ƀĴşİĴşĪňĜŹ̹ĜĪƀƄĜŘĴŹ˫̹

TŦŵ̹ ŦƀŵŦ̹ ŘĜİŦ˦̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿̹ ĜǬŵŞĜ̹ ŴƄĴ̹ ŘĜ̹ ŹĴşŹňĩňŘňİĜİ̹ ŦŵňĴşƀĜŘ˦̹
ĴŘ̹ "-�ƈ/$˦̹ ĴŘ̹ ŀĜŵĜĩĜƀŦ˦̹ ŘĜ̹ ĴŹĪŵňƀƄŵĜ̹ Ĝ̹ ŞĜşŦ˦̹ ŘĜ̹ ĪŵĴĜĪňŧş̹ İĴ̹ ŞĜŵĪĜŹ̹
ĴƞŲŵĴŹňƘĜŹ˦̹ ĴŘ̹ ĴƞŲŵĴŹňŦşňŹŞŦ̹ ĜĩŹƀŵĜĪƀŦ˦̹ ĴŘ̹ İňĩƄœŦ̹ Ɵ̹ ŘĜŹ̹ ĴŹƀŵƄĪƀƄŵĜŹ̹
İĴ̹ ŘĜŹ̹ ĿŦŵŞĜŹ̹İĴ̹ ŘĴƀŵĜŹ̹ ŹŦş̹ŲĜŵƀĴ̹İĴŘ̹ ĴŹŲŊŵňƀƄ̹İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹Ɵ̹İĴ̹ ŘĜŹ̹
ŘĴƀŵĜŹ̹ĪŦşƀĴŞŲŦŵĝşĴĜŹ˫̹�ŹňŞňŹŞŦ˦̹ŲŵŦŲŦşĴ̹ƘĴŵ̹ĴŘ̹İňşĜŞňŹŞŦ̹ĪŦŞŦ̹Ƅş̹
ĴŘĴŞĴşƀŦ̹Ĝ̹ĜťĜİňŵ̹Ĝ̹ ŘĜ̹ ƀŵĜİňĪňŧş̹ŞĝŹ̹ŴƄĴ̹ĪŦŞŦ̹Ƅş̹ŵĴĴŞŲŘĜƥŦ̹İĴ̹ĴŹƀĜ̹
˾ʇʅʆʈ˥̹ʆʇʊ˿˫̹�ŹƀĴ̹ĜşĝŘňŹňŹ̹ŲŵŦŲŦŵĪňŦşĜ̹Ƅş̹ĜŞŲŘňŦ̹ĜŲŦƟŦ̹ŲĜŵĜ̹ĴşŞĜŵĪĜŵ̹ĴŘ̹
ĴŹƀĜİŦ̹İĴ̹ŘĜŹ̹ŲŵĝĪƀňĪĜŹ̹ĜĪƀƄĜŘĴŹ̹Ɵ̹ŹƄ̹ĴƞĜŞĴş̹Ɵ̹ĜĩŵĴ̹ŘĜ̹ŲŵĴŀƄşƀĜ̹ŹŦĩŵĴ̹
ŘĜ̹ŵĴŘĜĪňŧş̹Ĵ̹ňşƀĴŵĜĪĪňŧş̹ĴşƀŵĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ̹Ɵ̹ŦŵňĴşƀĜŘ˦̹ƀĜşƀŦ̹
ƀĵĪşňĪĜ̹ĪŦŞŦ̹ĪŦşĪĴŲƀƄĜŘŞĴşƀĴ˫̹

[ƀĴƘĴşŹ̹˾ʇʅʆʈ˿̹İňĪĴ̹ŴƄĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŹĴ̹ĪŦşŹňİĴŵĜ̹ƄşĜ̹ŹĴťĜŘ̹ŴƄĴ̹ĜşƄşĪňĜ̹
ƄşĜ̹ňİĴĜ̹ŞƄĪŅŦ̹ŞĝŹ̹ĜŞŲŘňĜ˫̹�Ř̹İňĩƄœŦ˦̹ŘĜ̹ŲňşƀƄŵĜ˦̹ŘĜ̹ĴŹĪƄŘƀƄŵĜ˦̹ĴŘ̹"-�ƈ/$ 
Ƅ̹ ŦƀŵĜŹ̹ ĿŦŵŞĜŹ̹ İĴ̹ ĜŵƀĴ̹ ŲƄĴİĴş̹ ŹĴŵ̹ ĪĜŘňŀŵĜĿŊĜ˦̹ Ĝ̹ ƀŵĜƘĵŹ̹ İĴ̹ƄşĜ̹ ĪĜŘňİĜİ̹
ŹňŞňŘĜŵ̹ Ĝ̹ ŘĜ̹ İĴ̹ ƄşĜ̹ ŞĜŵĪĜ˦̹ Ĵş̹ ŘƄŀĜŵ̹ İĴ̹ ŴƄĴ̹ ŹĴ̹ İňĩƄœĴ̹ Ŧ̹ ŹĴ̹ ĴŹĪŵňĩĜ̹
ŞĴĪĝşňĪĜŞĴşƀĴ˫̹�Ř̹ ĜƄƀŦŵ̹ ŵĴŲĜŹĜ̹ ŘŦŹ̹şŦŞĩŵĴŹ̹İĴ̹ƘĜŵňŦŹ̹ ĜŵƀňŹƀĜŹ̹ ĪŦŞŦ̹
WŦĩĴŵƀ̹AŦƀŅĴŵƙĴŘŘ˦̹7ĜĪŖŹŦş̹TŦŘŘŦĪŖ̹Ɵ̹#ŵĜşƥ̹9ŘňşĴ˦̹ĪƄƟĜŹ̹ŦĩŵĜŹ̹ŹĴ̹ĩĜŹĜş̹
Ĵş̹ŘĜ̹ŹĴşŹňĩňŘňİĜİ̹İĴ̹ƄşĜ̹ŘŊşĴĜ̹ŴƄĴ̹ŲĜŵĴĪĴ̹ĪĜŘňŀŵĝǬĪĜ˫̹�ŴƄŊ˦̹ĴŘ̹ĪŦşĪĴŲƀŦ̹
İĴ̹ ŘĜ̹ ŲĜŘĜĩŵĜ̹ ĪŦŞŦ̹ ňŞĜŀĴş̹ ŲĜŵĴĪĴ̹ ĴşĪŦşƀŵĜŵŹĴ̹ Ĵş̹ ŘĜ̹ ŹňŞňŘňƀƄİ̹ ĪŦş̹
ŘĜŹ̹ ŲŵĝĪƀňĪĜŹ̹ İĴ̹ ŘĜ̹ ŲňşƀƄŵĜ̹ ĜĩŹƀŵĜĪƀĜ̹Ɵ̹ ĪŦşİƄĪĴ̹ Ĝ̹ ƄşĜ̹ ŵĴǭĴƞňŧş̹ ŹŦĩŵĴ̹
ĴŘ̹ ĪŦşĪĴŲƀŦ̹ İĴ̹ ŘĜ̹ ŲĜŘĜĩŵĜ̹ ĪŦŞŦ̹ ňŞĜŀĴş̹ Ĵş̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ̹
ĪŦşƀĴŞŲŦŵĝşĴĜ˫̹

�Ĵ̹ ĜŅŊ̹ ŴƄĴ˦̹ ĪŦŞŦ̹ AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿˦̹ [ƀĴƘĴşŹ̹ İĴŹĪŵňĩĜ̹ ŹƄ̹ ŞĜşĴŵĜ̹ İĴ̹
ĪŦŞŲŵĴşİĴŵ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŞĴİňĜşƀĴ̹ ƘĜŵňĜŹ̹ şŦĪňŦşĴŹ̹ Ɵ̹ ŵĜŹŀŦŹ̹ ŴƄĴ˦̹ Ĵş̹
ŵĴĜŘňİĜİ˦̹ ƘĜş̹ŞĝŹ̹ ĜŘŘĝ̹ İĴ̹ ŘĜ̹ ƀŵĜİňĪňŧş˫̹ ,şĪŘƄƟĴ̹ Ĝ̹ ŘŦŹ̹ ĪŦşƀĴŞŲŦŵĝşĴŦŹ̹
ŴƄĴ̹ ƀŦİĜƘŊĜ̹ ŞĜşĴœĜş̹ ŘĜ̹ ŲĴŵĪĴŲĪňŧş̹ ĜşƀňŀƄĜ̹ İĴ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ˫̹
BƄĴƘĜŞĴşƀĴ˦̹ĴŹƀŦ̹ŅĜĪĴ̹ŴƄĴ̹ŹĴĜ̹ŲŵĴĪňŹŦ̹ĴŹƀƄİňĜŵ̹İĴ̹ŞĜşĴŵĜ̹ĴƞŅĜƄŹƀňƘĜ̹
şŦ̹ŹŦŘŦ̹ĴŘ̹ĪŦşƀĴƞƀŦ̹ŦĪĪňİĴşƀĜŘ˫̹�̹ŲĴŹĜŵ̹İĴ̹ŴƄĴ̹ĜŴƄŊ̹[ƀĴƘĴşŹ̹˾ʇʅʆʈ˿̹ŲŦşĴ̹
ĵşĿĜŹňŹ̹ Ĵş̹ ŲƄşƀŦŹ̹ ŞƄƟ̹ ňŞŲŦŵƀĜşƀĴŹ˦̹ ŘĴ̹ ĿĜŘƀĜ̹ ĴƞĜŞňşĜŵ̹ ŘĜ̹ ŲĴŵŹŲĴĪƀňƘĜ̹
İĴ̹�ƞƀŵĴŞŦ̹HŵňĴşƀĴ˦̹ŘĜŹ̹ňşƀĴŵĜĪĪňŦşĴŹ̹Ɵ̹ŘŦŹ̹ĴĿĴĪƀŦŹ̹ŴƄĴ̹ŲƄĴİĴ̹ƀĴşĴŵ̹Ĵş̹
ŘĜ̹ ŲŵĝĪƀňĪĜ̹ ĪĜŘňŀŵĝǬĪĜ̹İĴ̹HĪĪňİĴşƀĴ˫̹�İĴŞĝŹ˦̹ ŘŦŹ̹ ĜŵƀňŹƀĜŹ̹ ŦĪĪňİĴşƀĜŘĴŹ̹
ĜşƀĴŹ̹ŞĴşĪňŦşĜİŦŹ̹İĴŹĪŵňĩĴş̹ĪŧŞŦ̹ŵĴĪňĩňĴŵŦş̹ ŘĜ̹ ňşǭƄĴşĪňĜ̹İĴŘ̹ĜŵƀĴ̹Ɵ̹
İĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹İĴ̹�ƞƀŵĴŞŦ̹HŵňĴşƀĴ̹Ɵ̹ĪŧŞŦ̹ĴŹƀĜ̹ĪŦşŹƀňƀƄƟŧ̹ŹƄ̹ĴşĿŦŴƄĴ˫̹
[ňş̹ ŞĴşĪňŦşĜŵ̹ ĴŹƀĜŹ̹ ŅƄĴŘŘĜŹ̹ ĪĜŘňŀŵĝǬĪĜŹ̹ Ĵş̹ ŹƄŹ̹ ŦĩŵĜŹ̹ şŦ̹ ŹĴ̹ ŲƄĴİĴ̹
ĴƞŲŘňĪĜŵ̹ŹƄǬĪňĴşƀĴŞĴşƀĴ̹ĴŘ̹ĪĜŵĝĪƀĴŵ̹İĴ̹ĴŹƀĜŹ˫̹

;Ĝ̹ ŦĩŹĴŵƘĜĪňŧş̹ İĴ̹ ŘĜ̹ ŦĩŵĜ̹ İĴ̹ ŘŦŹ̹ ŲňşƀŦŵĴŹ̹ ĜĩŹƀŵĜĪƀŦŹ̹ ŞĴşĪňŦşĜİŦŹ̹
ŞĝŹ̹ ĜŵŵňĩĜ̹ŲŘĜşƀĴĜ̹ƄşĜ̹İĴ̹ ŘĜŹ̹ ŲŵĴŀƄşƀĜŹ̹ ĪŵŊƀňĪĜŹ˦̹ ŴƄĴ̹ ĪŦŞňĴşƥĜş̹ ĪŦş̹
AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿̹ Ɵ̹ ŘĜ̹ ĪŦŞŲĜŵĜĪňŧş̹ ŴƄĴ̹ ĴŹƀĜĩŘĴĪĴ̹ ĴşƀŵĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹
Ɵ̹ ŘĜ̹ ŲňşƀƄŵĜ˰̹ ŹƄŵŀĴ̹ İĴ̹ ŘĜ̹ şĴĪĴŹňİĜİ̹ İĴ̹ ĜƘĴŵňŀƄĜŵ̹ Źň̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŹĴ̹
ĪŦşƘňĴŵƀĴ̹Ĵş̹ŦƀŵĜ̹ĿŦŵŞĜ̹İĴ̹ŲňşƀƄŵĜ̹ĜĩŹƀŵĜĪƀĜ̹Ŧ̹Źň̹ĴŹ̹ĪŦŵŵĴĪƀŦ̹İĴŹĪŵňĩňŵ̹
ŘĜŹ̹ŦĩŵĜŹ̹ŲňĪƀŧŵňĪĜŹ̹ĜĩŹƀŵĜĪƀĜŹ̹ĪŦŞŦ̹ĪĜŘňŀŵĝǬĪĜŹ˫̹�ŹƀĜŹ̹ĪƄĴŹƀňŦşĴŹ̹ŞĴ̹
ŅĜş̹ ŘŘĴƘĜİŦ̹Ĝ̹ĪĴşƀŵĜŵŞĴ̹ƀĜşƀŦ̹Ĵş̹ ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ĪŦŞŦ̹Ĵş̹ ŘĜ̹ĴŹĪŵňƀƄŵĜ̹Ɵ˦̹
ƀĜŞĩňĵş˦̹Ĵş̹ŘĜ̹İňƘňŹňŧş̹İĴ̹ŘĜ̹ŲňşƀƄŵĜ̹İĴşƀŵŦ̹İĴ̹ŘĜ̹ŲĴŵŹŲĴĪƀňƘĜ̹ŦĪĪňİĴşƀĜŘ˫̹
TŦŵ̹ĴŹŦ˦̹ŘĜ̹ĜĩŹƀŵĜĪĪňŧş̹ĪĜŘňŀŵĝǬĪĜ̹ŅĜ̹ŹňİŦ̹Ƅş̹ĜŹƄşƀŦ̹ĴŹĴşĪňĜŘ˦̹Ĝ̹ŘĜ̹ŅŦŵĜ̹
İĴ̹ĪŦŞŲŵĴşİĴŵ̹Źň̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ĴŹ˦̹ĪŦŞŦ̹ŹĴ̹ĜĪĜĩĜ̹İĴ̹İĴĪňŵ˦̹ƄşĜ̹ĿŦŵŞĜ̹İĴ̹
ŲňşƀƄŵĜ̹ĜĩŹƀŵĜĪƀĜ̹Ŧ̹Źň̹ŘĜ̹ŲĜŘĜĩŵĜ̹̕ĜĩŹƀŵĜĪƀŦ̖̹ĪŦşŘŘĴƘĜ̹Ƅş̹ĪŦşĪĴŲƀŦ̹ŞĝŹ̹



ʈʈ

ĪĴŵĪĜşŦ̹Ĝ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹İĴ̹�ƞƀŵĴŞŦ̹HŵňĴşƀĴ̹ŴƄĴ̹Ĝ̹ŘĜ̹ŲňşƀƄŵĜ̹ŦĪĪňİĴşƀĜŘ˦̹
ĪŦş̹ ŹƄ̹ ĴĪŘĴĪƀňĪňŹŞŦ˦̹ ŹƄŹ̹ ŵĴĿĴŵĴşĪňĜŹ̹ ĜŘ̹ ŲĜŹĜİŦ̹ Ɵ̹ Ĝ̹ ŦƀŵĜŹ̹ ĪƄŘƀƄŵĜŹ̹ Ɵ̹
İňŹĪňŲŘňşĜŹ˫̹

HƀŵĜ̹ĪŦşƀŵňĩƄĪňŧş̹İĴŘ̹ƀĴƞƀŦ̹İĴ̹[ƀĴƘĴşŹ̹ĴŹ̹ ŘĜ̹ ňşƀŵŦİƄĪĪňŧş̹İĴŘ̹ƀĵŵŞňşŦ̹
̕ŅŊĩŵňİŦ̖̹ ŴƄĴ̹ ĴŞŲŘĴĜ̹ ŲĜŵĜ̹ ŵĴĿĴŵňŵŹĴ̹ Ĝ̹ ŘĜŹ̹ ŲŵĝĪƀňĪĜŹ̹ ĪŦşƀĴŞŲŦŵĝşĴĜŹ̹
ŵĴĜŘňƥĜİĜŹ̹ĪŦş̹ŲňşĪĴŘ̹Ɵ̹ŴƄĴ̹ňŘƄŹƀŵĜş̹ŘĜ̹ĪŦşƘĴŵŀĴşĪňĜ̹Ɵ̹ŘĜ̹ƀŵĜşŹňĪňŧş̹İĴ̹ŘĜ̹
ĪĜŘňŀŵĜĿŊĜ̹ŅĜĪňĜ̹ ŘŦŹ̹ŞŦƘňŞňĴşƀŦŹ̹ĴƞŲĜşİňİŦŹ̹İĴŘ̹ĜŵƀňŹƀĜ˫̹AňĴşƀŵĜŹ̹ŴƄĴ̹
ĴŘ̹ŲňşĪĴŘ̹İĴ̹ĩŦŵİĴ̹ĜşĪŅŦ̹ĴŹ̹ĴŘ̹ňşŹƀŵƄŞĴşƀŦ̹ŦĪĪňİĴşƀĜŘ̹Ɵ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŹĴ̹
ŦŵňĴşƀĜ̹Ĝ̹ŲŵŦİƄĪňŵ̹Ƅş̹ŵňƀŞŦ̹Ɵ̹Ƅş̹ŲĴŹŦ̹ƄşňĿŦŵŞĴŹ˦̹ĴŘ̹ŲňşĪĴŘ̹ŲƄşƀňĜŀƄİŦ̹
ŹĴ̹ ĴŞŲŘĴĜ̹ Ĵş̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ İĴ̹ �ƞƀŵĴŞŦ̹ HŵňĴşƀĴ˦̹ Ĵş̹ ŘĜ̹ ŴƄĴ̹ ŹĴ̹ ƘĜŘŦŵĜş̹
ŞƄĪŅŦ̹ŞĝŹ̹ ŘŦŹ̹ İňĿĴŵĴşƀĴŹ̹ ŹňŹƀĴŞĜŹ̹ İĴ̹ ŲŦşİĴŵĜĪňŧş̹ Ɵ̹ ŘĜŹ̹ ƘĜŵňĜĪňŦşĴŹ̹
İĴşƀŵŦ̹İĴŘ̹ŲŵŦŲňŦ̹ƀŵĜƥŦ˫̹

;ĜŹ̹ İňĿĴŵĴşƀĴŹ̹ ŅĴŵŵĜŞňĴşƀĜŹ̹ ŵĴǭĴœĜş̹ ĴŘ̹ ĪĜŵĝĪƀĴŵ̹ İĴ̹ ŘĜ̹ ŘŊşĴĜ˫̹ �Ŧş̹ ĴŘ̹
ƀňĴŞŲŦ˦̹ ĴŹƀĴ̹ ĪŦŞĴşƥŧ̹ Ĝ̹ ĪĜŞĩňĜŵ̹ İĴĩňİŦ̹ Ĝ̹ ŘĜ̹ ĜĪƀňƀƄİ̹ İĴŘ̹ ĪĜŘŊŀŵĜĿŦ̹
ŦĪĪňİĴşƀĜŘ̹Ɵ̹Ĝ̹ŹƄ̹ĪŵĴĪňĴşƀĴ ň̹şƀĴŵĵŹ̹Ĵş Ř̹Ĝ̹ĪĜŘňŀŵĜĿŊĜ̹ĪŦş̹ŲňşĪĴŘ̹ŲƄşƀňĜŀƄİŦ˫̹
�İĴŞĝŹ˦̹ Ĵş̹ ĜŘŀƄşŦŹ̹ ĪĜŹŦŹ˦̹ ŘĜŹ̹ İňĿĴŵĴşĪňĜŹ̹ ňşĪŘƄŹŦ̹ ĪŦŞĴşƥĜŵŦş̹ Ĝ̹
İĴŹĜŲĜŵĴĪĴŵ˫̹ TŦŵ̹ ŘŦ̹ ƀĜşƀŦ˦̹ ŘĜ̹ ƘĜŵňĴİĜİ̹ İĴ̹ ĪĜŵĜĪƀĴŵĴŹ̹ İĴşƀŵŦ̹ İĴŘ̹ ƀŵĜƥŦ̹
ŹĴ̹ ŅňƥŦ̹ İĴŹĴĜĩŘĴ̹ Ɵ̹ ƘňŹňĩŘĴ̹ ŲĜŵĜ̹ ŘŦŹ̹ ĪĜŘŊŀŵĜĿŦŹ̹ ŦĪĪňİĴşƀĜŘĴŹ˫̹ [ƀĴƘĴşŹ̹ ŘŦ̹
İĴŹĪŵňĩĴ̹ĪŦş̹ĴŘ̹ ƀĵŵŞňşŦ̹̕ŅŊĩŵňİŦ̖̹Ɵ̹ŹƄŹ̹ ĿŦŵŞĜŹ̹ĪŦŞŦ̹ĿŦŵŞĜŹ̹ŅŊĩŵňİĜŹ̹
ŴƄĴ̹ ŵĴŲŵĴŹĴşƀĜş̹ ŘĜ̹ ŹĴşŹňĩňŘňİĜİ̹ ĴşƀŵĴ̹ ĴŘ̹ ŲňşĪĴŘ̹ ŲƄşƀňĜŀƄİŦ̹ Ɵ̹ ĴŘ̹ İĴ̹
ĩŦŵİĴŹ̹ĜşĪŅŦŹ˫̹

˭VƄĵ̹ŹňŀşňǬĪĜ̹ĜŴƄŊ̹ ŹĴşŹňĩňŘňİĜİˬ̹[ƀĴƘĴşŹ̹ŹĴťĜŘĜ̹ŴƄĴ̹ ŘŦŹ̹ ŘŊŞňƀĴŹ˦̹ ĴşƀŵĴ̹
ŘĜ̹ ĪŦşĪĴŲĪňŧş̹ İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ̹ Ɵ̹ ŘĜ̹ İĴ̹ �ƞƀŵĴŞŦ̹ HŵňĴşƀĴ˦̹
İĴŹĜŲĜŵĴĪĴş˫̹[ňş̹ĴŞĩĜŵŀŦ˦̹ĴŹƀŦ̹ŹƄŹĪňƀĜ̹ŦƀŵĜ̹ŲŵĴŀƄşƀĜ̹ŹŦĩŵĴ̹ĴŘ̹ĪŧŞŦ̹Ɵ̹
ĪŦş̹ŴƄĵ̹ŞŦƀňƘĜĪňŦşĴŹ̹ĪŦŞĴşƥŧ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ̹Ĝ̹ŲĜŹĜŵ̹İĴŘ̹ƀĴƞƀŦ̹
ĴŹĪŵňƀŦ̹ĜŘ̹ŀĴŹƀŦ̹ŵĴĜŘňƥĜİŦ˫̹˭�ƄĝŘ̹ĴŹ̹ĴŘ̹ĪŦşĪĴŲƀŦ̹İĴ̹ŀĴŹƀŦ̹Ĵş̹ĪĜŘňŀŵĜĿŊĜˬ̹
[ƀĴƘĴşŹ̹şŦ̹ŘŦ̹ƀŵĜƀĜ̹İĴ̹ŞĜşĴŵĜ̹ŲŵŦĿƄşİĜ̹Ĵş̹ŹƄ̹ŘňĩŵŦ˦̹İĴ̹ĜŅŊ̹ŴƄĴ̹ŹĴ̹ŅĜƟĜ̹
ĪŦşŹňİĴŵĜİŦ̹Ƅş̹ƀĴŞĜ̹ĜŲŵŦŲňĜİŦ̹ŲĜŵĜ̹ĴƞĜŞňşĜŵ̹Ĵş̹ĴŹƀĜ̹ňşƘĴŹƀňŀĜĪňŧş˫̹

[ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿˦̹ ƀĜŞĩňĵş˦̹ ŞĜşňǬĴŹƀĜ̹ ŹƄ̹ ŲŵĴŦĪƄŲĜĪňŧş̹ ŲŦŵ̹ ŘĜ̹ ĪƄŘƀƄŵĜ̹
ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ̹ ŴƄĴ̹ şŦ̹ ŅĜ̹ İĴŹĜŵŵŦŘŘĜİŦ̹ ŘĜ̹ ŹĴşŹňĩňŘňİĜİ̹ ŲĜŵĜ̹ ŴƄĴ̹
ŹĴ̹ ŘĜ̹ ĪŦşŹňİĴŵĴ̹ Ƅş̹ ĜŵƀĴ˫̹ �ǬŵŞĜ̹ ŴƄĴ̹ HĪĪňİĴşƀĴ˦̹ Źňş̹ İƄİĜ˦̹ ĪĜŵĴĪĴ̹ İĴ̹
ĪŦşĪňĴşĪňĜ̹ İĴ̹ ŘĜ̹ ĿŦŵŞĜ̹ ĪĜŘňŀŵĝǬĪĜ̹ ŴƄĴ̹ ƀňĴşĴş̹ ŘĜŹ̹ ĪƄŘƀƄŵĜŹ̹ İĴ̹HŵňĴşƀĴ̹
AĴİňŦ˫̹ �ǬŵŞĜ̹ ŴƄĴ̹ ̕ĪňĴŵƀĜŞĴşƀĴ̹ HĪĪňİĴşƀĴ̹ ĪĜŵĴĪĴ̹ İĴ̹ ŘĜ̹ ĪŦşĪňĴşĪňĜ̹
Ɵ̹ İĴ̹ ŘĜ̹ ŹĴşŹňĩňŘňİĜİ̹ ŅĜĪňĜ̹ ŘĜ̹ ĿŦŵŞĜ̹ ĪĜŘňŀŵĝǬĪĜ̹ ŴƄĴ̹ ƀŦİĜƘŊĜ̹ ƀňĴşĴş̹ ŘĜŹ̹
ĪƄŘƀƄŵĜŹ̹İĴ̹HŵňĴşƀĴ̹AĴİňŦ̹Ɵ̹�ŹňĜ̖̹ ˾ʇʅʆʈ˥̹ ʆʊ˿˫̹�Ź̹ŦĩƘňŦ̹ŴƄĴ˦̹Ĵş̹ ŘĜ̹�İĜİ̹
AĴİňĜ˦̹ ŘĜ̹ŹŦĪňĴİĜİ̹şŦ̹ŲŦİŊĜ̹ĪŦŞŲŵĴşİĴŵ̹Ɵ̹ĜŹňŞňŘĜŵ̹ŘĜ̹şĜƀƄŵĜŘĴƥĜ̹İĴ̹ŘĜ̹
ŲĜŘĜĩŵĜ̹ĴŹĪŵňƀĜ˦̹ƟĜ̹ŴƄĴ̹ ŹĴŵƘŊĜ̹ƅşňĪĜŞĴşƀĴ̹ŲĜŵĜ̹ ŹĜƀňŹĿĜĪĴŵ̹şĴĪĴŹňİĜİĴŹ̹
ĿƄşĪňŦşĜŘĴŹ̹Ɵ̹şŦ̹ ĪŦşƀĜĩĜ̹ ĪŦş̹şňşŀƅş̹ƘĜŘŦŵ̹ ĜƀŵňĩƄňİŦ̹ ĪŦŞŦ̹ ŹŊ̹ ŹƄĪĴİŊĜ̹
Ĵş̹ �ƞƀŵĴŞŦ̹ HŵňĴşƀĴ̹ Ŧ̹ Ĵş̹ HŵňĴşƀĴ̹ AĴİňŦ˫̹ �ŹƀŦ˦̹ ƄşĜ̹ ƘĴƥ̹ ŞĝŹ˦̹ ŦĩŘňŀĜ̹
Ĝ̹ ňşİĜŀĜŵ̹ Ĵş̹ ŲŵŦĿƄşİňİĜİ̹ ŹŦĩŵĴ̹ ŘĜ̹ ƘĜŘŦŵĜĪňŧş̹ İĴ̹ ŘĜ̹ ĴŹĪŵňƀƄŵĜ̹ Ɵ̹ İĴ̹ ŘĜ̹
ĪĜŘňŀŵĜĿŊĜ˫̹�ƄşŴƄĴ̹[ƀĴƘĴşŹ̹ŞĴşĪňŦşĜ̹ŲƄşƀŦŹ̹ĪŵŊƀňĪŦŹ˦̹ŹƄŹ̹ĴƞŲŘňĪĜĪňŦşĴŹ̹
şŦ̹ŲƄĴİĴş̹ĪŦşŹňİĴŵĜŵŹĴ̹ĪŦŞŲŘĴƀĜŞĴşƀĴ̹ ŹĜƀňŹĿĜĪƀŦŵňĜŹ̹ Źň̹şŦ̹ ŹĴ̹ ŵĴĜŘňƥĜ̹
Ƅş̹ ĜşĝŘňŹňŹ̹ ňşƀĴŀŵĜŘ̹ ŲŦŵŴƄĴ̹ ĴŘ̹ ĪŦşĪĴŲƀŦ̹ İĴ̹ ĴŹĪŵňƀƄŵĜ̹ ŦĪĪňİĴşƀĜŘ̹ ŅĜ̹
ĜĿĴĪƀĜİŦ̹İňŵĴĪƀĜŞĴşƀĴ̹Ĝ̹ŘĜ̹ĪŦŞŲŵĴşŹňŧş̹İĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ˦̹ ňşĪŘƄƟĴşİŦ̹ŘĜ̹
ĿŦŵŞĜ̹Ĵş̹ŴƄĴ̹ŹĴ̹ŲŵĜĪƀňĪĜ̹Ɵ̹ŹĴ̹ƄŹĜ˫̹TŦŵ̹ŘŦ̹ƀĜşƀŦ˦̹ĴŹ̹şĴĪĴŹĜŵňŦ̹ĪŦşŦĪĴŵ̹Ɵ̹
ĪŦŞŲŵĴşİĴŵ̹ŲŵňŞĴŵŦ̹ŘĜ̹ĴƘŦŘƄĪňŧş̹İĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ƀŵĜİňĪňŦşĜŘ̹ŦĪĪňİĴşƀĜŘ̹
ŲŦŵŴƄĴ̹ ŹƄŲŦşĴ̹ ƄşĜ̹ ƀŦŞĜ̹ İĴ̹ ĪŦşĪňĴşĪňĜ̹ ŹŦĩŵĴ̹ ŘĜŹ̹ ŘňŞňƀĜĪňŦşĴŹ̹ İĴŘ̹
ĪŦşĪĴŲƀŦ̹İĴ̹ĪĜŘňŀŵĜĿŊĜ̹ŴƄĴ̹ŹĴ̹ĴŹƀĝ̹ƀŵĜşŹĿŦŵŞĜşİŦ̹Ĵş̹ĴŘ̹ŲŵĴŹĴşƀĴ˫̹



ʈʉ

�ŲĜŵƀĴ̹İĴ̹AĴİňĜƘňŘŘĜ̹˾ʆʎʎʋ˿̹Ɵ̹İĴ̹[ƀĴƘĴşŹ̹˾ʇʅʆʈ˿˦̹�ŵŦƙş̹̎Ƅş̹ŵĴĪŦşŦĪňİŦ̹
ĪĜŘŊŀŵĜĿŦ̹ ňŵŘĜşİĵŹ̹̎ Ĵş̹ ŹƄ̹ ŘňĩŵŦ̹ �-*2)� ��''$"-�+#4ĩ� � )$.� �-*2)�
Discusses His Art ˾ʇʅʆʈ˿˦̹ ŦĿŵĴĪĴ̹ ƄşĜ̹ ƘňŹňŧş̹ ŹŦĩŵĴ̹ ĴŘ̹ ĴşĿŦŴƄĴ̹ İĴ̹ ŹƄŹ̹
ŦĩŵĜŹ˦̹ ĪŦş̹ ŹƄŹ̹ ĴŹƀňŘŦŹ̹ Ɵ̹ ŘĴşŀƄĜœĴŹ̹ ƅşňĪŦŹ˦̹ Ĵş̹ ŵĴŘĜĪňŧş̹ ĪŦş̹ ŘĜŹ̹ ĿŦŵŞĜŹ̹
İĴ̹ŘĜŹ̹ŘĴƀŵĜŹ̹Ɵ̹ŘĜ̹ĪŦŞŲŦŹňĪňŧş˦̹ ŘĜ̹ĴŹƀŵƄĪƀƄŵĜ̹Ɵ̹ŘĜ̹ǭƄňİĴƥ˦̹ ŘĜ̹İňŹĪňŲŘňşĜ̹Ɵ̹
ŘĜ̹ ŘňĩĴŵƀĜİ˦̹ ňşĪŘƄƟĴşİŦ̹ĜŘ̹ lettering̹Ɵ̹ĜŘ̹İňŹĴťŦ̹Ĵş̹ĝŞĩňƀŦŹ̹ŞĝŹ̹ĜŞŲŘňŦŹ̹
İĴ̹ ĜƄƀŦĴƞŲŵĴŹňŧş̹ Ɵ̹ ĪŦŞƄşňĪĜĪňŧş̹ ĜŵƀŊŹƀňĪĜ̹ ĪŦş̹ ŀĴŹƀŦŹ̹ ĪĜŵŀĜİŦŹ̹ İĴ̹
ĴƞŲŵĴŹňƘňİĜİ˫̹

�ŦŞŦ̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿̹ Ɵ̹ AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿˦̹ �ŵŦƙş̹ ˾ʇʅʆʌ˿̹ İĴŹĪŵňĩĴ̹ ŘĜ̹
ĪĜŘňŀŵĜĿŊĜ̹ĴƞĜŞňşĜşİŦ̹ŲŵňŞĴŵŦ̹ŘĜ̹ƀŵĜİƄĪĪňŧş̹İĴ̹kallos̹Ɵ̹"-�+# $)Ī̹[Ĵŀƅş̹
�ŵŦƙş̹˾ʇʅʆʌ˿̹ĴŹƀĜ̹ƀŵĜİƄĪĪňŧş̹ĴƀňŞŦŘŧŀňĪĜ̹ŹĴ̹ŵĴǬĴŵĴ̹Ĝ̹ĿŦŵŞĜŹ̹İĴ̹ŘĴƀŵĜŹ̹Ɵ̹
Ĝ̹ĪĜŘňŀŵĜĿŊĜŹ̹ŹňŞŲŘĴŞĴşƀĴ̹İĴĪŦŵĜİĜŹ˦̹ŴƄĴ̹ŹĴ̹ŵĴŲŵŦİƄĪĴş̹ĪŦşĿŦŵŞĴ̹Ĝ̹ŘŦŹ̹
ŞŦİŦŹ̹ƀŵĜİňĪňŦşĜŘĴŹ˫̹�Ř̹ĜƄƀŦŵ̹ŹĴ̹şňĴŀĜ̹Ĝ̹ŹŦŞĴƀĴŵŹĴ̹Ĝ̹ŘĜŹ̹ŘňŞňƀĜĪňŦşĴŹ̹İĴ̹
ŘĜŹ̹şŦĪňŦşĴŹ̹ĪŦşƘĴşĪňŦşĜŘĴŹ̹Ɵ̹İĴŘ̹ƘŦĪĜĩŘŦ˫̹

�ƄşŴƄĴ̹ ŘĜŹ̹ ĜŲŦŵƀĜĪňŦşĴŹ̹ İĴ̹ �ŵŦƙş̹ ŹŦş̹ İĴ̹ ňşƀĴŵĵŹ˦̹ ŹĴ̹ ĴĪŅĜ̹ Ĵş̹ ĿĜŘƀĜ̹
ňşĿŦŵŞĜĪňŧş̹ İĴƀĜŘŘĜİĜ̹ ŹŦĩŵĴ̹ ŘŦŹ̹ ƀĵŵŞňşŦŹ̹ Ɵ̹ ƄşĜ̹ ŞĜƟŦŵ̹ İňŹĪƄŹňŧş̹
ŴƄĴ̹ ŲĴŵŞňƀĜ̹ ĪŦŞŲŵĴşİĴŵŘŦŹ̹ ŞĴœŦŵ˫̹ �Ź̹ ňŞŲŦŵƀĜşƀĴ̹ ŵĴĪĜŘĪĜŵ̹ ŴƄĴ̹ ŅŦƟ̹
ŘĜ̹ ňşƀĴŵŲŵĴƀĜĪňŧş̹ İĴ̹ ĴŹŦŹ̹ ƀĵŵŞňşŦŹ̹ ŹĴ̹ ŅĜ̹ ĪŦşƘĴŵƀňİŦ̹ Ĵş̹ Ƅş̹ ƀĴŞĜ̹
ĴşƀĴŵĜŞĴşƀĴ̹ŲĴŵŹŦşĜŘ˦̹şŦ̹Ĵş̹ĪƄĜşƀŦ̹Ĝ̹ŘĜ̹ƀĴŵŞňşŦŘŦŀŊĜ̹Ĵş̹ŹŊ̹ŞňŹŞĜ̹ŹňşŦ̹
ŹŦĩŵĴ̹ĴŘ̹ŞŦİŦ̹İĴ̹ĴşƀĴşİĴŵŘĜ˦̹İĴ̹ĜşĜŘňƥĜŵŘĜ̹Ɵ̹İĴ̹ĴƞŲŘňĪĜŵŘĜ˦̹İĴ̹ĜĪƄĴŵİŦ̹
ĪŦş̹ ŘŦŹ̹ ƘĜŘŦŵĴŹ̹ İĴŘ̹ ŞŦŞĴşƀŦ˫̹ [ƄŵŀĴ̹ ĜŴƄŊ˦̹ İĴ̹ şƄĴƘŦ˦̹ ŘĜ̹ şĴĪĴŹňİĜİ̹ İĴ̹
İňŹĪƄƀňŵ̹ ŘĜ̹İĴǬşňĪňŧş̹Ŧ̹İĴŹĪŵňŲĪňŧş̹İĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ĪŦşƀĴŞŲŦŵĝşĴĜ˦̹ƀĜŘ̹
Ɵ̹ĪŦŞŦ̹ŹĴ̹ŲŘĜşƀĴĜ̹Ĵş̹ĴŘ̹ŹƄĩĜŲĜŵƀĜİŦ̹Ĵş̹ĴŘ̹ŴƄĴ̹ŹĴ̹ŵĴĪŦŀĴş̹ŘĜŹ̹ŲŵĴŀƄşƀĜŹ̹
İĴ̹ňşƘĴŹƀňŀĜĪňŧş˫̹

�ŵŦƙş̹ ˾ʇʅʆʌ˿̹ ŞƄĴŹƀŵĜ̹ ŹƄŹ̹ ŲŵĝĪƀňĪĜŹ̹ ƀŵĜİňĪňŦşĜŘĴŹ̹ İĴ̹ ĪĜŘňŀŵĜĿŊĜ̹
ŘĴŀňĩŘĴ̹ œƄşƀŦ̹ Ĝ̹ ŹƄŹ̹ ŦƀŵĜŹ̹ ŦĩŵĜŹ˦̹ ŲĴŵŦ̹ ŘŦ̹ŞĝŹ̹İĴŹƀĜĪĜĩŘĴ̹ ĴŹ̹ ĪŧŞŦ̹ ƀŵĜƀĜ̹
ŘĜ̹ ĪŵĴĜƀňƘňİĜİ˦̹ ĴŘ̹ ĪŦşƀĴşňİŦ̹ Ɵ̹ ĴŘ̹ ŹĴşƀňİŦ̹ İĴŘ̹ ĪŦşĪĴŲƀŦ˦̹ Ĝ̹ ŘĜ̹ ŅŦŵĜ̹ İĴ̹
ŵĴŲŵĴŹĴşƀĜŵ̹ ŘŦŹ̹ ƀĴƞƀŦŹ̹ ŲĜŵĜ̹ İĜŵ̹ ŘƄŀĜŵ̹ Ĝ̹ ŹƄ̹ ĴŹƀňŘŦ̹ ŲŵŦŲňŦ˦̹ İĴşŦŞňşĜİŦ̹
̕ĪĜŘňŀŵĜĿŊĜ̹ ŲŦŘňŵŵŊƀŞňĪĜ̖̹ ˾ʇʅʆʌ˥̹ ʆʆʇ˿˫̹ �ŹƀĴ̹ ƀĵŵŞňşŦ̹ ňŞŲŘňĪĜ̹ ĴŘ̹ ĴŞŲŘĴŦ̹
ŹňŞƄŘƀĝşĴŦ̹İĴ̹İŦŹ̹Ŧ̹ŞĝŹ̹ŵňƀŞŦŹ̹ŴƄĴ̹ĴŘ̹ĜŵƀňŹƀĜ̹ŅĜ̹ĜİĜŲƀĜİŦ̹İĴ̹ŘĜ̹ŞƅŹňĪĜ̹
Ɵ̹ŴƄĴ̹ŅĜ̹ĜŲŘňĪĜİŦ̹Ĝ̹ŹƄŹ̹ŲŵĝĪƀňĪĜŹ˦̹İĴ̹ŞŦİŦ̹ĪŦşƀŵĜŵňŦ̹Ĝ̹ ŘŦ̹ŴƄĴ̹ŅĜĪĴ̹ ŘĜ̹
ĪĜŘňŀŵĜĿŊĜ̹ƀŵĜİňĪňŦşĜŘ˦̹ŴƄĴ̹ŹĴ̹ĪĴşƀŵĜ̹Ĵş̹ĴŘ̹ŲŵŦŲňŦ̹ŵňƀŞŦ̹İĴşƀŵŦ̹İĴŘ̹ĴŹƀňŘŦ̹
Ɵ̹ŲŦŵ̹ŵĜƥŦşĴŹ̹ĿƄşĪňŦşĜŘĴŹ˫̹�Ź̹ ŘŦ̹ŴƄĴ̹�ŵŦƙş̹İĴŹĪŵňĩĴ̹ĪŦŞŦ̹ƀŵĜŹĪĴşİĴŵ̹
ŘĜ̹ƀŵĜİňĪňŧş˫̹[Ĵ̹ŅĜĩŘĜŵĝ̹İĴ̹ĴŘŘŦ̹Ĵş̹ĴŘ̹ĪĜŲŊƀƄŘŦ̹q,˦̹ŲĴŵŦ̹ĜŴƄŊ̹ĴŹ̹ŦŲŦŵƀƄşŦ̹
ŹĴťĜŘĜŵ̹ŴƄĴ˦̹Źňş̹İĜŵ̹ŞƄĪŅŦŹ̹İĴƀĜŘŘĴŹ̹ĜŘ̹ŵĴŹŲĴĪƀŦ˦̹ĴŹƀĴ̹ĪĜŘŊŀŵĜĿŦ̹ňŵŘĜşİĵŹ̹
ĪŦşŹňİĴŵĜ̹ŴƄĴ˦̹Ĵş̹ ŘƄŀĜŵ̹İĴ̹ĴŞŲŘĴĜŵ̹ ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ĪŦŞŦ̹ŞĴŵĜ̹ŹĴŵƘňİŦŵĜ̹
İĴŘ̹ƀĴƞƀŦ˦̹ŹĴ̹İĴĩĴ̹ŹĴŵ̹Ƅş̹ĜŵƀňŹƀĜ̹ŴƄĴ̹ĴƞŲĴŵňŞĴşƀĜ̹Ɵ̹ĿƄŹňŦşĜ̹ŘĜŹ̹ƀĵĪşňĪĜŹ̹
ĪŦş̹İňĿĴŵĴşƀĴŹ̹ĜĪƀňƀƄİĴŹ̹ĪŦşĪĴŲƀƄĜŘĴŹ˫̹�ŹƀĜ̹ ňİĴĜ̹ŞĴ̹ŅňƥŦ̹ŲĴşŹĜŵ̹Ĵş̹ ŘĜ̹
şĴĪĴŹňİĜİ̹İĴ̹İňŹĪƄƀňŵ̹Źň̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ĪŦşƀĴŞŲŦŵĝşĴĜ̹ŵĴŲŵĴŹĴşƀĜ̹Ŧ̹şŦ̹ŘĜ̹
ĪŦŞŲŘĴƀĜ̹ŹĜŘňİĜ̹İĴ̹ŘĜ̹ƀŵĜİňĪňŧş˫̹

�Ź̹ŦĩƘňŦ̹ŴƄĴ̹�ŵŦƙş̹şŦ̹ĴƞĪŘƄƟĴ̹ŘĜ̹ĪŦşƘĴşĪňŧş˫̹[ňş̹ĴŞĩĜŵŀŦ˦̹ŲĜŵƀňĴşİŦ̹
İĴŘ̹ ĪŦşĪĴŲƀŦ̹ İĴ̹ ĪĜŘňŀŵĜĿŊĜ̹ ĪŅňşĜ̹ Ɵ̹ œĜŲŦşĴŹĜ̹ ŵĴŹƄŞňİŦ̹ Ĵş̹ ŘĜ̹ ĿŵĜŹĴ̹ ̕ĴŘ̹
ĴŹŲŊŵňƀƄ̹Ĵş̹ ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŲƄĴİĴ̹ŹĴŵ̹ŞĝŹ̹ ňŞŲŦŵƀĜşƀĴ̹ŴƄĴ̹ŹƄ̹ ŘĴŀňĩňŘňİĜİ̖̹
˾ʇʅʆʌ˥̹ ʆʆʎ˿˦̹ ĪŵĴĴ̹ ŴƄĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ̹ ŲƄĴİĴ̹ ŘŘĴŀĜŵ̹ Ĝ̹ ĪŦşĪĴĩňŵŹĴ̹
İĴ̹ ŘĜ̹ ŞňŹŞĜ̹ ŞĜşĴŵĜ˫̹ BŦ̹ ŦĩŹƀĜşƀĴ˦̹ �ŵŦƙş̹ şŦ̹ ĜŲŦƟĜ̹ ŹƄ̹ ĜŵŀƄŞĴşƀŦ̹
ŲŦŵŴƄĴ̹ Ĵş̹ ŹƄ̹ ŘňĩŵŦ̹ ĿĜŘƀĜ̹Ƅş̹şňƘĴŘ̹ İĴ̹ ňşĿŦŵŞĜĪňŧş̹ŞĝŹ̹ŲŵŦĿƄşİŦ̹ ŹŦĩŵĴ̹
ĴŹĜŹ̹ ƀŵĜİňĪňŦşĴŹ̹ ĪĜŘňŀŵĝǬĪĜŹ̹ Ɵ̹ ŵĴŹƄŘƀĜ̹ İňĿŊĪňŘ̹ İĴ̹ ĴşƀĴşİĴŵ̹ ĪƄĝŘĴŹ̹ ŹŦş̹
ŘĜŹ̹ ĪŦşĪĴŲĪňŦşĴŹ̹ ŴƄĴ̹ ŅĜƟ̹ İĴƀŵĝŹ̹ İĴ̹ ĴŘŘĜŹ˫̹ BƄĴƘĜŞĴşƀĴ˦̹ ĴŹƀŦ̹ŞĴ̹ ŘŘĴƘŧ̹
Ĝ̹ ĪŦşŹňİĴŵĜŵ̹ ŘĜ̹ şĴĪĴŹňİĜİ̹ İĴ̹ ŲŵŦĿƄşİňƥĜŵ̹ Ĵş̹ ĴŘ̹ ĪŦşŦĪňŞňĴşƀŦ̹ İĴ̹ ŘĜ̹



ʈʊ

ĪĜŘňŀŵĜĿŊĜ̹İĴ̹�ƞƀŵĴŞŦ̹HŵňĴşƀĴ̹ŲĜŵĜ̹ŲŦİĴŵ̹İĴƀĴŵŞňşĜŵ̹ŹƄŹ̹İňşĝŞňĪĜŹ̹Ĵ̹
ňşǭƄĴşĪňĜŹ̹Ĵş̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ̹ĪŦşƀĴŞŲŦŵĝşĴĜ˫̹

�ŹňŞňŹŞŦ˦̹�ŵŦƙş̹˾ʇʅʆʌ˿̹ĜĪƄťĜ̹ŦƀŵŦ̹ƀĵŵŞňşŦ˥̹̕ĪĜŘňŀŵĜĿŊĜ̹ŵĴİƄĪĪňŦşňŹƀĜ̖˦̹
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ŘĜŹ̹ŞĜƟŦŵĴŹ̹ĴŹ̹ ŘĜ̹İĴǬşňĪňŧş̹Ɵ̹İĴŹĪŵňŲĪňŧş̹İĴ̹ ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ̹Ĝ̹
ƀŵĜƘĵŹ̹İĴŘ̹ƀĵŵŞňşŦ̹ĪĜŘňŀŵĜĿŊĜ˦̹ĜŘŀŦ̹ŴƄĴ̹ňşƀĴŵǬĴŵĴ̹Ĵş̹ŘĜ̹ĪŦŞŲŵĴşŹňŧş̹İĴ̹
ŘĜ̹ĴŹĪŵňƀƄŵĜ̹ŦĪĪňİĴşƀĜŘ˦̹ŴƄĴ̹ŅĜ̹ĴƘŦŘƄĪňŦşĜİŦ̹Ĵş̹ƀŦŵşŦ̹Ĝ̹ŘĜ̹ĿƄşĪňŦşĜŘňİĜİ̹
Ɵ̹ĜŘ̹ĜŘĿĜĩĴƀŦ̹ĿŦşĵƀňĪŦ˫̹TĴŵŦ̹ĴŹƀĜ̹ŲĴŵŹŲĴĪƀňƘĜ̹şŦ̹ŹŦŘŦ̹ňŞŲƄŘŹĜ̹ŘĜ̹ňİĴĜ̹İĴ̹
ĴŹĪŵňƀƄŵĜ̹ŹňşŦ˦̹ ƀĜŞĩňĵş˦̹ ŘĜ̹ŲĴŵĪĴŲĪňŧş̹İĴ̹ ŘĜ̹ĪĜŘňŀŵĜĿŊĜ˦̹ŴƄĴ̹ ƀĜŞĩňĵş̹ŹĴ̹
ĴŞŲŘĴĜ̹ŲŦŵ̹ŵĜƥŦşĴŹ̹ĿƄşĪňŦşĜŘĴŹ˫̹

�ƄĜşİŦ̹ ŹĴ̹ ĪŦŞŲĜŵĜş̹ ŘĜ̹ ƀŵĜİňĪňŧş̹ Ɵ̹ ŘĜŹ̹ ŲŵĝĪƀňĪĜŹ̹ ĪŦşƀĴŞŲŦŵĝşĴĜŹ̹
ŹƄŵŀĴ̹ ƄşĜ̹ ŀŵĜş̹ İňĿĴŵĴşĪňĜ̹ ŴƄĴ̹ ŹĴ̹ ĴşƀňĴşİĴ̹ ĪŦŞŦ̹ ŲŵŦİƄĪƀŦ̹ İĴ̹ ƄşĜ̹
ŞĜŵĪĜİĜ̹ İĴŹƘňĜĪňŧş̹ İĴ̹ ŘĜ̹ ƀŵĜİňĪňŧş̹ ŲŦŵ̹ ŲĜŵƀĴ̹ İĴ̹ ŘĜŹ̹ ĪŦŵŵňĴşƀĴŹ̹
ĪŦşƀĴŞŲŦŵĝşĴĜŹ˫̹ [ňş̹ ĴŞĩĜŵŀŦ˦̹ ƄşĜ̹ ňşƘĴŹƀňŀĜĪňŧş̹ Ĵş̹ ŲŵŦĿƄşİňİĜİ˦̹
İĴŹİĴ̹İňĿĴŵĴşƀĴŹ̹ŲĴŵŹŲĴĪƀňƘĜŹ˦̹İĴŞƄĴŹƀŵĜ̹ŴƄĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ̹ĴŹ̹
İĴ̹şĜƀƄŵĜŘĴƥĜ̹ĜĪƄŞƄŘĜƀňƘĜ˦̹ŘŦ̹ŴƄĴ̹ŹňŀşňǬĪĜ̹ŴƄĴ̹ŹĴ̹ĜŲŵĴĪňĜ̹ŘĜ̹ƀŵĜİňĪňŧş˦̹
ĴŘ̹ĪŦşŦĪňŞňĴşƀŦ̹ĜŵƀĴŹĜşĜŘ˦̹ŘĜ̹ňşƀĴŵŲŵĴƀĜĪňŧş̹ŲĴŵŹŦşĜŘ̹Ɵ̹ŘŦŹ̹ŹĴşƀňŞňĴşƀŦŹ̹
İĴŘ̹ ĪĜŘŊŀŵĜĿŦ˦̹ ŴƄĴ̹ ĴŹƀĝ̹ İňŹŲƄĴŹƀŦ̹ Ĝ̹ ŲŵĜĪƀňĪĜŵ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ĪŦŞŦ̹ ƄşĜ̹
ĿŦŵŞĜ̹ İĴ̹ ĜŵƀĴ̹ ĴƞŲŵĴŹňƘŦ˫̹ TŦŵ̹ ƀŦİŦ̹ ĴŹƀŦ˦̹ ĴŹ̹ ňŞŲŦŵƀĜşƀĴ̹ ŵĴƘňŹĜŵ̹ ƀŦİĜŹ̹
ĴŹƀĜŹ̹ĪĜŵĜĪƀĴŵŊŹƀňĪĜŹ̹ŲĜŵĜ̹ƄĩňĪĜŵ̹Ɵ̹ĜŲŵĴĪňĜŵ̹ŘĜŹ̹ƀĴşİĴşĪňĜŹ̹ĜĪƀƄĜŘĴŹ˫̹

;Ĝ̹ ĪŦşŹƄŘƀĜ̹ İĴ̹ ŘĜŹ̹ ĿƄĴşƀĴŹ̹ ĜŴƄŊ̹ ĪŦŞĴşƀĜİĜŹ̹ ŅĜ̹ ŹĴŵƘňİŦ̹ İĴ̹ ĩĜŹĴ̹̹
ŲĜŵĜ̹ ŲŘĜşƀĴĜŵ̹ ƀŦİŦŹ̹ ŘŦŹ̹ ŦĩœĴƀňƘŦŹ˦̹ ňşƀĴŵŵŦŀĜşƀĴŹ̹ Ĵ̹ ŅňŲŧƀĴŹňŹ̹ İĴ̹ ĴŹƀĜ̹
ňşƘĴŹƀňŀĜĪňŧş̹ Ɵ̹̎ŵĴĪŦŀňİŦŹ̹ Ĵş̹ ĴŘ̹ ĜŲĜŵƀĜİŦ̹ ʆ˫ʈ̹ ˾̕TŵĴŀƄşƀĜŹ˦̹ ŅňŲŧƀĴŹňŹ̹
Ɵ̹ ŦĩœĴƀňƘŦŹ̹ İĴ̹ ňşƘĴŹƀňŀĜĪňŧş̖˿̹̎ İĴ̹ ĴŹƀĜ̹ ňşƀŵŦİƄĪĪňŧş̹ Ɵ̹ŞĴ̹ ŲĴŵŞňƀňŧ˦̹
ĜİĴŞĝŹ˦̹ňİĴşƀňǬĪĜŵ̹ŘĜŹ̹ŘĜŀƄşĜŹ̹İĴ̹ĴƞňŹƀĴşƀĴŹ˫̹

DE LA TRADICIÓN DE LA CALIGRAFÍA OCCIDENTAL AL GESTO EXTENDIDO
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�ŹƀĜ̹ ŞĴŞŦŵňĜ̹ ŹĴ̹ İňƘňİĴ̹ Ĵş̹ ŹňĴƀĴ̹ ĪĜŲŊƀƄŘŦŹ˫̹ ,şĪŘƄƟĴ˦̹ ĜİĴŞĝŹ˦̹ ŘĜŹ̹
ĪŦşĪŘƄŹňŦşĴŹ˦̹ŘĜ̹ĩňĩŘňŦŀŵĜĿŊĜ̹Ɵ̹İŦŹ̹ĜşĴƞŦŹ˫̹

�Ř̹ ĪĜŲŊƀƄŘŦ̹ ,̹ ŹĴ̹ĪŦŵŵĴŹŲŦşİĴ̹ĪŦş̹ĴŹƀĜ̹ ňşƀŵŦİƄĪĪňŧş˦̹ŲĴŵŦ̹ĴŘ̹ ĪĜŲŊƀƄŘŦ̹ ,,̹
ĴşƀŵĜ̹ƟĜ̹Ĵş̹ŘĜŹ̹İĴǬşňĪňŦşĴŹ̹İĴ̹ĴŹĪŵňƀƄŵĜ˦̹lettering˦̹ƀňŲŦŀŵĜĿŊĜ̹Ɵ̹ĪĜŘňŀŵĜĿŊĜ˫̹
[Ĵ̹ ĴƞĜŞňşĜş̹ Ĵş̹İĴƀĜŘŘĴ̹ ŲĜŵĜ̹ŲŦİĴŵ̹ŲŵŦŲŦŵĪňŦşĜŵ̹ ňşĿŦŵŞĜĪňŧş̹ŀĴşĴŵĜŘ̹
ŹŦĩŵĴ̹ ĪŧŞŦ̹ İňŹƀňşƀŦŹ̹ ĜƄƀŦŵĴŹ̹ Ɵ̹ ĿƄĴşƀĴŹ̹ İĴŹĪŵňĩĴş̹ Ɵ̹ ĴşƀňĴşİĴş̹ ĴŹƀŦŹ̹
ƀĵŵŞňşŦŹ˫̹

�ƄşŴƄĴ̹ĴŘ̹ĿŦĪŦ̹ŹĴ̹ŲŦşĴ̹Ĵş̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ˦̹ŲĜŵĜ̹ĪŦŞŲŵĴşİĴŵ̹ŹƄ̹ŹňŀşňǬĪĜİŦ̹
ĪŦş̹ŞĜƟŦŵ̹ŲŵĴĪňŹňŧş̹ĴŹ̹ ňşİňŹŲĴşŹĜĩŘĴ̹İňŹĪƄƀňŵ̹ ŘŦŹ̹ ƀĵŵŞňşŦŹ̹ŴƄĴ̹ĜĪĜĩŦ̹
İĴ̹ ŞĴşĪňŦşĜŵ̹ ƄşĜŹ̹ ŘŊşĴĜŹ̹ ŞĝŹ̹ ĜƀŵĝŹ˥̹ ĴŹĪŵňƀƄŵĜ˦̹ ĴŹĪŵňƀƄŵĜ̹ Ĝ̹ ŞĜşŦ˦̹
lettering̹ Ɵ̹ ƀňŲŦŀŵĜĿŊĜ̹ Ɵ̹ ĪŧŞŦ̹ ŹĴ̹ ĴşƀňĴşİĴş̹ Ĵş̹HĪĪňİĴşƀĴ˫̹ �ƞĜŞňşĜŵ̹ ĴŘ̹
ŹňŀşňǬĪĜİŦ̹ İĴ̹ ĴŹĪŵňƀƄŵĜ̹ ƀňĴşĴ̹ ƄşĜ̹ ĴŹŲĴĪňĜŘ̹ ňŞŲŦŵƀĜşĪňĜ̹ ŲŦŵŴƄĴ˦̹ Ĵş̹
HĪĪňİĴşƀĴ˦̹ ŹĴ̹ ĪŦşŹňİĴŵĜ̹ Ƅş̹ ƘĴŅŊĪƄŘŦ̹ İĴŘ̹ ŘĴşŀƄĜœĴ̹ ŅĜĩŘĜİŦ˦̹ Ĵş̹ ŘƄŀĜŵ̹
İĴ̹ ƄşĜ̹ ĴşƀňİĜİ̹ ĜƄƀŧşŦŞĜ˦̹ ƀĜŘ̹ Ɵ̹ ĪŦŞŦ̹ ŹĴ̹ ŞĜşňǬĴŹƀĜ̹ Ĵş̹ ŘĜŹ̹ ŲŵĝĪƀňĪĜŹ̹
ĜĪƀƄĜŘĴŹ˫̹�Ŧş̹ĴŹƀĴ̹ĴƞĜŞĴş̹Ĵş̹ŲŵŦĿƄşİňİĜİ̹ŹĴ̹ĩƄŹĪĜ̹ƄĩňĪĜŵ̹Ɵ̹ĴşŞĜŵĪĜŵ̹
ŘĜ̹ ŲĜŘĜĩŵĜ˦̹ ŲĴŵŦ˦̹ ƀĜŞĩňĵş˦̹ ŲŵŦŲŦŵĪňŦşĜŵ̹ƄşĜ̹ŞĴœŦŵ̹ ĪŦŞŲŵĴşŹňŧş̹ İĴ̹ ŘĜ̹
ŲĴŵŹŲĴĪƀňƘĜ̹ ŦĪĪňİĴşƀĜŘ̹ ŹŦĩŵĴ̹ ŘĜ̹ ĴŹĪŵňƀƄŵĜ̹ Ɵ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ˫̹ [Ĵ̹ ĪŦşŹňİĴŵĜ̹
ŴƄĴ̹ŘĜŹ̹İňŹĪƄŹňŦşĴŹ̹Ĵş̹ƀŦŵşŦ̹ĜŘ̹ƀĵŵŞňşŦ̹ŹŦş̹ŹňŀşňǬĪĜƀňƘĜŹ̹ŲĜŵĜ̹ŴƄĴ̹ŘŦŹ̹
ĜŵƀňŹƀĜŹ̹ ŴƄĴ̹ ŲŵĜĪƀňĪĜş̹ ŘĜ̹ ĴŹĪŵňƀƄŵĜ̹ ĪŦŞŦ̹ ƄşĜ̹ ĿŦŵŞĜ̹ İĴ̹ ĜŵƀĴ˦̹ ŲƄĴİĜş̹
ŲĴŵĪňĩňŵŘĜ̹ Ɵ̹ ƘĜŘŦŵĜŵŘĜ˫̹ [Ĵ̹ ƀŵĜƀĜ˦̹ ĜİĴŞĝŹ˦̹ İĴ̹ ĜŲŦŵƀĜŵ̹ ƄşĜ̹ ŲĜŵƀĴ̹ ƀĴŧŵňĪĜ̹
ŴƄĴ̹ŘŦŹ̹ĜƄƀŦŵĴŹ̹Ŧ̹ĜŵƀňŹƀĜŹ̹ŅĜĩňƀƄĜŘŞĴşƀĴ̹şŦ̹İňŹĪƄƀĴş̹Ĵş̹ŘĜ̹ĩňĩŘňŦŀŵĜĿŊĜ̹
ĴƞňŹƀĴşƀĴ˫̹

�Ŧş̹ĴŹƀĜ̹ƀŦŞĜ̹İĴ̹ĪŦşĪňĴşĪňĜ̹ŹŦĩŵĴ̹ŘĜ̹ĪƄĴŹƀňŧş˦̹ŘĜ̹İĴǬşňĪňŧş̹İĴ̹ĪĜŘňŀŵĜĿŊĜ̹
ŹňŀƄĴ̹ ŹňĴşİŦ̹ ĪŘĜƘĴ̹ Ɵ̹ ŲŵŦĩŘĴŞĝƀňĪĜ˫̹ �ŹƀŦ̹ ƀĜŞĩňĵş̹ ŹĴ̹ ĴƞĜŞňşĜ̹ Ĵş̹ ĴŹƀĴ̹
ĪĜŲŊƀƄŘŦ˦̹ Ĝ̹ ŲĜŵƀňŵ̹ İĴ̹ ŘĜŹ̹ ĜŲŦŵƀĜĪňŦşĴŹ̹ İĴ̹ İňĪĪňŦşĜŵňŦŹ˦̹ ĴşĪňĪŘŦŲĴİňĜŹ̹ Ŧ̹
İĴĪŘĜŵĜĪňŦşĴŹ̹ İĴ̹ ĜƄƀŦŵĴŹ̹ Ŧ̹ ĴŹĪŵňƀŦŵĴŹ̹ ŹňŀşňǬĪĜƀňƘŦŹ˫̹�ŴƄŊ˦̹ Ĵş̹ ŘƄŀĜŵ̹ İĴ̹
İĜŵ̹ƄşĜ̹İĴŹĪŵňŲĪňŧş̹ĪŦŞŲŘĴƀĜ̹İĴ̹ĪĜŘňŀŵĜĿŊĜ̹ŲĜŵĴĪĴ̹ŞĝŹ̹ĪŵƄĪňĜŘ̹İňŹĪƄƀňŵ̹
ŘĜŹ̹ ĴƞŲŘňĪĜĪňŦşĴŹ̹ İĴ̹ ŘĜŹ̹ İňŹƀňşƀĜŹ̹ ĿƄĴşƀĴŹ˦̹ İĴŹİĴ̹ ƘĜŵňŦŹ̹ ĴşĿŦŴƄĴŹ˦̹
ŴƄĴ̹ ĜƟƄİĴş̹ Ĝ̹ İĴŹĪŵňĩňŵ̹ ŘĜŹ̹ ĪĜŵĜĪƀĴŵŊŹƀňĪĜŹ̹ İĴ̹ ŘĜ̹ ƀŵĜİňĪňŧş̹ ĪĜŘňŀŵĝǬĪĜ̹
ŦĪĪňİĴşƀĜŘ̹Ɵ̹ŘĜŹ̹İĴ̹ŘĜ̹ŹňƀƄĜĪňŧş̹ĜĪƀƄĜŘ˫̹

�Ř̹ ĪĜŲŊƀƄŘŦ̹ ,,,̹ ŹĴ̹ ĪĴşƀŵĜ̹ Ĵş̹ ŘĜ̹ ƀŵĜİňĪňŧş̹ ĪĜŘňŀŵĝǬĪĜ̹ŦĪĪňİĴşƀĜŘ̹ Ĝ̹ ƀŵĜƘĵŹ̹
İĴ̹İňƘĴŵŹĜŹ̹ĴŹĪŵňƀƄŵĜŹ̹ŹňŀşňǬĪĜƀňƘĜŹ̹Ɵ̹ŹƄŹ̹ĪĜŵĜĪƀĴŵŊŹƀňĪĜŹ̹ŲĜŵĜ̹ĜŹŊ̹ŲŦİĴŵ̹
ĜŲŦŵƀĜŵ̹ĪŦşŦĪňŞňĴşƀŦŹ̹ŹŦĩŵĴ̹ ŘĜ̹ĴƘŦŘƄĪňŧş̹İĴ̹ ŘĜŹ̹ ŘĴƀŵĜŹ̹Ĵş̹ ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹
ŦĪĪňİĴşƀĜŘ̹İĴŹİĴ̹ŘĜ̹�İĜİ̹AĴİňĜ̹ŅĜŹƀĜ̹ŘŦŹ̹ŲŵňŞĴŵŦŹ̹ĜťŦŹ̹İĴ̹ŘĜ̹ňŞŲŵĴşƀĜ̹
Ĵş̹ ĴŘ̹ ŹňŀŘŦ̹ wq,˫̹ [Ĵ̹ ňşĪŘƄƟĴ˦̹ ƀĜŞĩňĵş˦̹ ĴŘ̹ ŵĴşĜĪňŞňĴşƀŦ̹ İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹
ŦĪĪňİĴşƀĜŘ̹ Ĵş̹ ĴŘ̹ ŲĴŵňŦİŦ̹ ̕ŞŦİĴŵşŦ̖˫̹ �İĴŞĝŹ˦̹ ŹĴ̹ ĴŹƀƄİňĜ̹ ŘŦŹ̹ ĪĜŞĩňŦŹ̹
Ĵş̹ŘĜ̹ŲĴŵĪĴŲĪňŧş̹İĴ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹İĴ̹ŘŦŹ̹ĴŹĪŵňĩĜŹ˱ĪĜŘŊŀŵĜĿŦŹ˱ĜŵƀňŹƀĜŹ˫̹�ŹƀŦ̹
ĜƟƄİĜ̹Ĝ̹ĪŦŞŲŵĴşİĴŵ̹ŞĴœŦŵ̹ ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ŦĪĪňİĴşƀĜŘ̹ ĪŦşƀĴŞŲŦŵĝşĴĜ̹Ĵş̹
ĪŦŞŲĜŵĜĪňŧş̹ĪŦş̹ŘĜ̹ƀŵĜİňĪňŧş˫̹̹

�Ř̹ ĪĜŲŊƀƄŘŦ̹ ,q̹ ĴŹƀĝ̹ İĴİňĪĜİŦ̹ Ĝ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ İĴŘ̹ �ƞƀŵĴŞŦ̹ HŵňĴşƀĴ̹ Ŧ˦̹
ŞĝŹ̹ ĪŦşĪŵĴƀĜŞĴşƀĴ˦̹ Ĝ̹ ŘĜŹ̹ ĪĜŘňŀŵĜĿŊĜŹ̹ ĪŅňşĜ̹Ɵ̹ œĜŲŦşĴŹĜ˫̹�ŦŞňĴşƥĜ̹ ĪŦş̹
Ƅş̹ ĩŵĴƘĴ̹ ŵĴĪŦŵŵňİŦ̹ ŲŦŵ̹ ƄşŦŹ̹ ŹňŹƀĴŞĜŹ̹ İĴ̹ ĴŹĪŵňƀƄŵĜ̹ ŴƄĴ̹ İňǬĴŵĴş̹ İĴ̹
ŘŦŹ̹ ŦĪĪňİĴşƀĜŘĴŹ˫̹ [Ĵ̹ ŵĴĜŘňƥĜ˦̹ ƀĜŞĩňĵş˦̹ ƄşĜ̹ ŵĴĿĴŵĴşĪňĜ̹ ĜŘ̹ ƀĜŦŊŹŞŦ˦̹ ĴŘ̹
ĪŦşĿƄĪňĜşňŹŞŦ̹ Ɵ̹ ĴŘ̹ ĩƄİňŹŞŦ̹ ŲŦŵŴƄĴ̹ ŲĜŵĜ̹ ĴşƀĴşİĴŵ̹ ĴŹĜŹ̹ ĪĜŘňŀŵĜĿŊĜŹ̹
ĴŹ̹ şĴĪĴŹĜŵňŦ̹ ĪŦşŦĪĴŵ˦̹ ĜƄşŴƄĴ̹ ŹĴĜ̹ İĴ̹ ŞĜşĴŵĜ̹ ĩĝŹňĪĜ˦̹ ŘĜ̹ ŲĴŵŹŲĴĪƀňƘĜ̹
ĪƄŘƀƄŵĜŘ̹ ƘňşĪƄŘĜİĜ̹ Ĝ̹ ĴŹƀĜŹ̹ ŵĴŘňŀňŦşĴŹ˫̹ �İĴŞĝŹ̹ İĴ̹ ŘĜŹ̹ ŅĴŵŵĜŞňĴşƀĜŹ̹ Ɵ̹

INTRODUCCIÓN



ʈʍ

ŞĜƀĴŵňĜŘĴŹ̹ŴƄĴ̹ĴŞŲŘĴĜş̹ŘŦŹ̹ĪĜŘŊŀŵĜĿŦŹ̹İĴ̹�ƞƀŵĴŞŦ̹HŵňĴşƀĴ˦̹ŹĴ̹ĴƞĜŞňşĜş̹
ŘŦŹ̹ ƀĵŵŞňşŦŹ̹shufa̹ ˾ŲĜŵĜ̹ ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ĪŅňşĜ˿̹Ɵ̹shodo̹ ˾ŲĜŵĜ̹ ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹
œĜŲŦşĴŹĜ˿˦̹ƄŹĜİŦŹ̹ŲĜŵĜ̹ŵĴĿĴŵňŵŹĴ̹Ĝ̹ŘĜ̹ŲĜŘĜĩŵĜ̹ĪĜŘňŀŵĜĿŊĜ˫̹

�ş̹ ĴŹƀĴ̹ ĪĜŲŊƀƄŘŦ̹ ƀĜŞĩňĵş̹ ŹĴ̹ ĴŹƀƄİňĜ̹ ŘĜ̹ ĴƘŦŘƄĪňŧş̹ İĴ̹ƘĜŵňĜŹ̹ ĴŹĪŵňƀƄŵĜŹ̹
ĜşƀňŀƄĜŹ̹ ŅĜŹƀĜ̹ ŘĜŹ̹ ŲŵĝĪƀňĪĜŹ̹ ŞŦİĴŵşĜŹ̹ Ɵ̹ ĪŦşƀĴŞŲŦŵĝşĴĜŹ˫̹ [Ĵ̹ ŦĿŵĴĪĴ˦̹
ŲŦŵ̹ ƀĜşƀŦ˦̹ƄşĜ̹ƘňŹňŧş̹ ňşƀĴŀŵĜŘ̹İĴ̹ ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹İĴ̹�ƞƀŵĴŞŦ̹HŵňĴşƀĴ˦̹ ŘĜŹ̹
ňşǭƄĴşĪňĜŹ̹ŞƄƀƄĜŹ˦̹ĪŦş̹ŹƄŹ̹ŲĜŵƀňĪƄŘĜŵĴŹ̹ĪĜŵĜĪƀĴŵŊŹƀňĪĜŹ̹Ɵ̹ŘĜŹ̹İňşĝŞňĪĜŹ˫

�Ř̹ĪĜŲŊƀƄŘŦ̹q̹ĴŹƀĝ̹İĴİňĪĜİŦ̹Ĝ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹İĴ̹HŵňĴşƀĴ̹AĴİňŦ̹Ɵ̹ŹĴ̹ŵĴǬĴŵĴ̹Ĝ̹
ŘĜŹ̹ŲŵĝĪƀňĪĜŹ̹ĪĜŘňŀŵĝǬĪĜŹ̹ĪŦş̹ŘĜ̹ĴŹĪŵňƀƄŵĜ̹ĝŵĜĩĴ̹Ɵ̹Ĝ̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ňŹŘĝŞňĪĜ˫̹
[Ƅ̹ĴŹƀŵƄĪƀƄŵĜ̹ĴŹ̹ŹňŞňŘĜŵ̹Ĝ̹ ŘĜ̹İĴŘ̹ĪĜŲŊƀƄŘŦ̹ĜşƀĴŵňŦŵ˫̹�ş̹ŲŵňŞĴŵ̹ŘƄŀĜŵ˦̹ŹĴ̹
ŞĴşĪňŦşĜ̹ĩŵĴƘĴŞĴşƀĴ̹ĴŘ̹ŹňŹƀĴŞĜ̹İĴ̹ĴŹĪŵňƀƄŵĜ̹ĝŵĜĩĴ̹ŲĜŵĜ̹ŲŵŦĿƄşİňƥĜŵ˦̹
İĴŹŲƄĵŹ˦̹ Ĵş̹ĴŘ̹ ĪŦşĪĴŲƀŦ̹İĴ̹khatt˦̹ ƀĵŵŞňşŦ̹ƄƀňŘňƥĜİŦ̹ŲĜŵĜ̹ŵĴĿĴŵňŵŹĴ̹Ĝ̹ ŘĜ̹
ŲĜŘĜĩŵĜ̹ĪĜŘňŀŵĜĿŊĜ˫̹TĜŵĜ̹ĪŦŞŲŵĴşİĴŵŘŦ̹Ĵş̹ŲŵŦĿƄşİňİĜİ̹ĴŹ̹ňşİňŹŲĴşŹĜĩŘĴ̹
ŵĴĿĴŵňŵŹĴ̹Ĝ̹ ŘĜ̹ĪƄŘƀƄŵĜ̹ ňŹŘĝŞňĪĜ˦̹ŲƄĴŹƀŦ̹ŴƄĴ̹ĜĿĴĪƀĜ̹Ĝ̹ ŘĜ̹ ĿŦŵŞĜĪňŧş̹Ɵ̹Ĝ̹ ŘĜ̹
ŲĴŵĪĴŲĪňŧş̹ İĴ̹ ŘĜ̹ ĴŹĪŵňƀƄŵĜ̹ Ĵş̹ HŵňĴşƀĴ̹ AĴİňŦ˫̹ BŦ̹ ŲƄĴİĴ̹ ŲĴŵİĴŵŹĴ̹ İĴ̹
ƘňŹƀĜ˦̹ƀĜŞŲŦĪŦ˦̹ ŘĜ̹ňŞŲŦŵƀĜşĪňĜ̹İĴ̹ŘĜ̹ĴŹĪŵňƀƄŵĜ̹ŲĜŵĜ̹ĴŘ̹,ŹŘĜŞ˦̹Ĵş̹ĪƄĜşƀŦ̹
Ĝ̹ ĪŦşĪĴŲƀŦ̹ ŀĴşĴŵĜŘ̹ ŲĴŵŦ˦̹ ƀĜŞĩňĵş˦̹ Ĵş̹ ŵĴŘĜĪňŧş̹ ĪŦş̹ ŘĜ̹ İňŞĴşŹňŧş̹
ŞŊŹƀňĪĜ̹İĴŘ̹ĜŵƀĴ̹Ɵ̹ĪŦş̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹ňŹŘĝŞňĪĜ˫̹�İĴŞĝŹ̹İĴ̹ŘĜŹ̹ŲŵňşĪňŲĜŘĴŹ̹
ŅĴŵŵĜŞňĴşƀĜŹ̹ĴŞŲŘĴĜİĜŹ˦̹ŹĴ̹ĴƞĜŞňşĜ̹ŘĜ̹ĴƘŦŘƄĪňŧş̹İĴ̹ƘĜŵňĜŹ̹ĴŹĪŵňƀƄŵĜŹ˦̹
ňşĪŘƄƟĴşİŦ̹ ŘĜŹ̹ ňşƀĴŵŲŵĴƀĜĪňŦşĴŹ̹ĪŦşƀĴŞŲŦŵĝşĴĜŹ̹İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ˫̹�ŹƀŦ̹
ŲŵŦŲŦŵĪňŦşĜ̹ ƄşĜ̹ ƘňŹňŧş̹ ŀĴşĴŵĜŘ̹ ŴƄĴ̹ ŲĴŵŞňƀĴ̹ ŵĴǭĴƞňŦşĜŵ̹ ŹŦĩŵĴ̹ ŘĜŹ̹
ňşǭƄĴşĪňĜŹ̹Ĵş̹ŘĜŹ̹ŲŵĝĪƀňĪĜŹ̹ĪĜŘňŀŵĝǬĪĜŹ̹ŦĪĪňİĴşƀĜŘĴŹ̹ĪŦşƀĴŞŲŦŵĝşĴĜŹ˫̹̹

�Ř̹ ĪĜŲŊƀƄŘŦ̹ q,̹ ŹĴ̹ ĴşĿŦĪĜ̹ Ĵş̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ̹ ĪŦşƀĴŞŲŦŵĝşĴĜ˫̹
�ŦŞňĴşƥĜ̹ ŅĜĪňĴşİŦ̹ Ƅş̹ ŵĴĪŦŵŵňİŦ̹ ŲŦŵ̹ ŘĜŹ̹ ĜŲŦŵƀĜĪňŦşĴŹ̹ İĴ̹ İňŹƀňşƀŦŹ̹
ĜƄƀŦŵĴŹ̹ ŹŦĩŵĴ̹ ŘĜ̹ ŲĜŘĜĩŵĜ̹ ĪŦŞŦ̹ ňŞĜŀĴş̹ Ɵ̹ ŹƄ̹ ŵĴŘĜĪňŧş̹ ĪŦş̹ ŘĜ̹ ŲňşƀƄŵĜ̹
ĜĩŹƀŵĜĪƀĜ̹ ŦĪĪňİĴşƀĜŘ˫̹ �ŹňŞňŹŞŦ˦̹ ŹĴ̹ ĜĩŦŵİĜş̹ ŘĜŹ̹ ĜŲŦŵƀĜĪňŦşĴŹ̹ İĴŘ̹
ŲĴşŹĜŞňĴşƀŦ̹ ŲŦŹŞŦİĴŵşŦ˫̹ bŦİŦ̹ ĴŘŘŦ̹ ĜƟƄİĜ̹ Ĝ̹ ĪŦŞŲŵĴşİĴŵ̹ ŘĜŹ̹
ĪĜŵĜĪƀĴŵŊŹƀňĪĜŹ̹İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ĪŦşƀĴŞŲŦŵĝşĴĜ̹Ɵ̹ ŹƄŹ̹ ŵĜŊĪĴŹ̹ŅňŹƀŧŵňĪĜŹ˦̹
ĜŹŊ̹ ĪŦŞŦ̹ İňŹƀňşƀŦŹ̹ ĴœĴŞŲŘŦŹ̹ İĴ̹ ŘĜ̹ ŦĩŵĜ̹ ŲŵŦİƄĪňİĜ̹ ŲŦŵ̹ ƄşĜ̹ ŹĴŵňĴ̹ İĴ̹
ĪĜŘŊŀŵĜĿŦŹ̹ĜĪƀƄĜŘĴŹ̹ŴƄĴ̹ŹŦş̹ƄşĜ̹ŵĴĿĴŵĴşĪňĜ̹Ĵş̹HĪĪňİĴşƀĴ˫̹

;Ĝ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ̹ ĜŹƄŞĴ̹ şƄĴƘĜŹ̹ İňŞĴşŹňŦşĴŹ̹ ŴƄĴ̹ ŹĴ̹ ĴƞƀňĴşİĴş̹
Ĝ̹ƘĜŵňĜŹ̹ ĪĜŲĜŹ˦̹ŞĜŵĪĜİĜŹ̹ ŲŦŵ̹ ƄşĜ̹ ŵňĪĜ̹ŞƄŘƀňŲŘňĪňİĜİ̹ İĴ̹ ĿŦŵŞĜŹ̹Ɵ̹ ƄşĜ̹
ŲĴŵŹŲĴĪƀňƘĜ̹ ĪŦşƀĴŞŲŦŵĝşĴĜ˫̹ �̹ ƀŵĜƘĵŹ̹ İĴ̹ ŘĜŹ̹ ŲŵĝĪƀňĪĜŹ̹ İĴ̹ ŘŦŹ̹ ĜŵƀňŹƀĜŹ̹
ŲƄĴİĴ̹ ŦĩŹĴŵƘĜŵŹĴ̹ ƄşĜ̹ ĪŦşŹňİĴŵĜĩŘĴ̹ ƀŦŞĜ̹ İĴ̹ ĪŦşĪňĴşĪňĜ̹ İĴ̹ ŴƄĴ̹ ŹĴ̹
ĴŹƀĝ̹ ŲŵŦİƄĪňĴşİŦ̹Ƅş̹İĴŹŲĴŵƀĜŵ̹ İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ŦĪĪňİĴşƀĜŘ̹ İĴ̹ İňƘĴŵŹĜŹ̹
ŞĜşĴŵĜŹ˫̹�ŹƀĴ̹ĴŹ̹ĴŘ̹ŲƄşƀŦ̹ĪĴşƀŵĜŘ̹İĴŘ̹ĪĜŲŊƀƄŘŦ̹q,˦̹Ĵş̹ĴŘ̹ŴƄĴ̹ŹĴ̹ĜşĜŘňƥĜ̹
ŘĜ̹ ŦĩŵĜ̹ İĴ̹ ƘĜŵňŦŹ̹ ĜŵƀňŹƀĜŹ˥̹ BňĴŘŹ̹ ̚[ŅŦĴ̛̹ AĴƄŘŞĜş˦̹ TŦŖŵĜŹ̹ ;ĜŞŲĜŹ˦̹
[Ĝňİ̹ �ŦŖňşŹ˦̹ �ĴşňŹĴ̹ �ŵŦƙş˦̹ �ĴşňŹ̹ ;ĜĪŅ˦̹ ;ŦŵĴİĜşĜ̹ ~ĴŀĜ˦̹ bŅŦŞĜŹ̹
,şŀŞňŵĴ̹ Ɵ̹ qňŖƀŦŵ̹ 9ĜŞŹ˦̹ ŴƄĴ̹ ƀŵĜĩĜœĜş̹ İĴ̹ ŞĜşĴŵĜ̹ ňşƀĴŵİňŹĪňŲŘňşĜŵňĜ̹
Ɵ̹ Ĵş̹ ĪŦŘĜĩŦŵĜĪňŦşĴŹ̹ ŴƄĴ̹ ŵĴǭĴœĜş̹ Ĵş̹ ŹƄŹ̹ ŲŵĝĪƀňĪĜŹ̹ ƄşĜ̹ ƘĜŵňĴİĜİ̹ İĴ̹
ŞŦƀňƘĜĪňŦşĴŹ̹Ĵ̹ ňşǭƄĴşĪňĜŹ˫̹�Ř̹ĴƞĜŞĴş̹İĴ̹ŹƄ̹ŦĩŵĜ̹ŲĴŵŞňƀĴ̹ĴşŞĜŵĪĜŵ̹Ɵ̹
ƄĩňĪĜŵ̹ ŘĜŹ̹ ƀĴşİĴşĪňĜŹ̹ ĪŦşƀĴŞŲŦŵĝşĴĜŹ˦̹ İĴǬşňŵ̹ ŹƄŹ̹ ŵĜŹŀŦŹ̹ İňŹƀňşƀňƘŦŹ̹
Ɵ̹ ĪŦşŦĪĴŵ̹ ŘĜŹ̹ ĪĜŵĜĪƀĴŵŊŹƀňĪĜŹ̹ İĴ̹ ŘĜŹ̹ ŲŵĝĪƀňĪĜŹ̹ ĪĜŘňŀŵĝǬĪĜŹ̹ ĜĪƀƄĜŘĴŹ̹ Ĵş̹
ĪŦŞŲĜŵĜĪňŧş̹ ĪŦş̹ ŘĜŹ̹ ƀŵĜİňĪňŦşĴŹ̹ ĪĜŘňŀŵĝǬĪĜŹ̹ ƀŵĜİňĪňŦşĜŘĴŹ˦̹ ĜŹŊ̹ ĪŦŞŦ̹
ĪŦş̹ŘĜŹ̹İĴ̹�ƞƀŵĴŞŦ̹HŵňĴşƀĴ̹Ɵ̹HŵňĴşƀĴ̹AĴİňŦ˫̹

TŦŵ̹ ƅŘƀňŞŦ˦̹ ĴŘ̹ ĪĜŲŊƀƄŘŦ̹ q,,̹ ŲŵĴŹĴşƀĜ̹ Şň̹ ňşƀĴŵŲŵĴƀĜĪňŧş̹ ŲĴŵŹŦşĜŘ˦̹ Ĝ̹
ƀŵĜƘĵŹ̹İĴ̹Şň̹ŲŵŦŲňĜ̹ ŦĩŵĜ˦̹ İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹Ɵ̹ ŹƄŹ̹ŲŵĝĪƀňĪĜŹ˦̹ Ĝ̹ ŲĜŵƀňŵ̹ İĴŘ̹
ĪŦşŦĪňŞňĴşƀŦ̹Ɵ̹ İĴ̹ ŘĜŹ̹ ĴƞŲĴŵňĴşĪňĜŹ̹ ŴƄĴ̹ŅĴ̹ ňİŦ̹ ĜİŴƄňŵňĴşİŦ̹ Ĝ̹ ŘŦ̹ ŘĜŵŀŦ̹



ʈʎ

İĴŘ̹ ŲŵŦĪĴŹŦ̹İĴ̹ ĴŹƀĜ̹ ňşƘĴŹƀňŀĜĪňŧş˫̹$ŵĜĪňĜŹ̹ Ĝ̹ ĴŘŘŦ̹ŅĴ̹ŲŦİňİŦ̹ ĴŹƀĜĩŘĴĪĴŵ̹
ƄşĜ̹ ŵĴŘĜĪňŧş̹ ŹňŀşňǬĪĜƀňƘĜ̹ ĴşƀŵĴ̹ ŘĜ̹ ƀĴŦŵŊĜ˦̹Şň̹ ŲĴŵĪĴŲĪňŧş̹ Ɵ̹ ŘĜ̹ ŲŵĝĪƀňĪĜ̹
İĴ̹ ŘĜ̹ ĪĜŘňŀŵĜĿŊĜ̹ ĪŦşƀĴŞŲŦŵĝşĴĜ̹ ŦĪĪňİĴşƀĜŘ˫̹ )Ĵ̹ İĴ̹ ŹĴťĜŘĜŵ̹ ŴƄĴ̹ ĴŹĜ̹
ňşƀĴŵŲŵĴƀĜĪňŧş̹ŹĴ̹ŅĜ̹ňİŦ̹ƀŵĜşŹĿŦŵŞĜşİŦ̹Ĝ̹ŞĴİňİĜ̹ŴƄĴ̹ŲŵŦĿƄşİňƥĜĩĜ̹Ĵş̹
ŘĜ̹ƀĴŦŵŊĜ˦̹ŘĜ̹ŲŵĝĪƀňĪĜ˦̹ŘĜ̹ŅňŹƀŦŵňĜ˦̹ŘĜŹ̹ƀĵĪşňĪĜŹ̹Ɵ̹ŹƄ̹ĴƘŦŘƄĪňŧş˦̹ƀĜşƀŦ̹ĿŦŵŞĜŘ̹
ĪŦŞŦ̹ĪŦşĪĴŲƀƄĜŘŞĴşƀĴ˫̹

�ŹƀĜ̹ŞĴŞŦŵňĜ̹İĴ̹ ňşƘĴŹƀňŀĜĪňŧş̹ŹĴ̹ĪňĴŵŵĜ̹ĪŦş̹ƄşĜŹ̹ĪŦşĪŘƄŹňŦşĴŹ̹Ɵ̹ƄşĜ̹
ĩňĩŘňŦŀŵĜĿŊĜ˫̹bĜŞĩňĵş̹ ŹĴ̹ ňşĪŘƄƟĴş̹İŦŹ̹ĜşĴƞŦŹ˫̹�Ř̹ŲŵňŞĴŵŦ̹ ˾�˿̹ ĪŦşƀňĴşĴ̹
ňşĿŦŵŞĜĪňŧş̹ŹŦĩŵĴ̹ƀĵŵŞňşŦŹ̹ŵĴŘĜĪňŦşĜİŦŹ̹ĪŦş̹ŘĜ̹ĪĜŘňŀŵĜĿŊĜ̹Ɵ̹ĴŘ̹ŹĴŀƄşİŦ̹
˾�˿̹ŵĴĪŦŲňŘĜ̹ƘĜŵňĜŹ̹ĪŦşĿĴŵĴşĪňĜŹ̹Ɵ̹ƀĜŘŘĴŵĴŹ̹Ĵş̹ŘŦŹ̹ŴƄĴ̹ŲĜŵƀňĪňŲĵ̹Ĵş̹�ŹŲĜťĜ˦̹
#ŵĜşĪňĜ̹Ɵ̹bƄŵŴƄŊĜ˦̹ŴƄĴ̹ŅĜş̹ĪŦşƀŵňĩƄňİŦ̹şŦƀĜĩŘĴŞĴşƀĴ̹Ĝ̹Şň̹ĜİŴƄňŹňĪňŧş̹
İĴ̹ŅĜĩňŘňİĜİĴŹ̹ĪĜŘňŀŵĝǬĪĜŹ̹ƀĵĪşňĪĜŹ̹Ɵ̹ŲŵĝĪƀňĪĜŹ˫  
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I. INTRODUCTION
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bŅĴ̹rĴŹƀĴŵş̹ ƙŵňƀňşŀ̹ ŹƟŹƀĴŞ̹ İĴƘĴŘŦŲĴİ̹ Ĝşİ̹ ĜŲŲŵĴĪňĜƀĴİ̹ ƀŅŵŦƄŀŅ̹ ňƀŹ̹
ĿƄşĪƀňŦşĜŘ̹ ĴĜŹĴ˫̹ ,ƀ̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŞŦŹƀ̹ ĜİƘĜşĪĴİ̹ ƙŵňƀňşŀ̹
ŹƟŹƀĴŞŹ̹ ňş̹ ƀŅĴ̹ rŦŵŘİ˦̹ Ĝşİ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ̐ŞŦŵĴ̹ ƀŅĜş̹ Ĝ̹ ƀƙŦ̐
ƀŅŦƄŹĜşİ̐ƟĴĜŵ̐ŦŘİ̹ ƀŵĜİňƀňŦş̹ ƀŅĜƀ̹ ňŹ̹ ŹĜňİ̹ ƀŦ̹ ĩĴŀňş̹ ƙňƀŅ̹ ƀŅĴ̹ WŦŞĜş̹
�ĜŲňƀĜŘŹ̹ŦĿ̹ƀŅĴ̹ǬŵŹƀ̹ĪĴşƀƄŵƟ̹ƄşƀňŘ̹şŦƙ̹̐ƙĜŹ̹ĿŦŵŞĴİ̹ĜŵŦƄşİ̹ƀŅňŹ̹ŞňşİŹĴƀ˫̹
,ş̹ ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŅĜŹ̹ ĩĴĴş̹ƄƀňŘňƥĴİ̹ ĜŹ̹ Ĝ̹ ĿƄşĪƀňŦşĜŘ̹
ĴşƀňƀƟ˦̹ƙŅňĪŅ̹ŵĴĿĴŵŹ̹ƀŦ̹ƙŵňƀňşŀ˦̹ŲŵĴŹĴŵƘňşŀ˦̹ĪŦŲƟňşŀ˦̹Ĝşİ̹ŹŲŵĴĜİňşŀ̹ƀŅĴ̹
ƀĴƞƀ̹ŞĴĜşƀ̹ƀŦ̹ĩĴ̹ŵĴĜİ˫̹

bŅĴ̹ ĪŦŵĴ̹ ňİĴĜ̹ŦĿ̹ ƀŅĴ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦş̹ ĴƘŦŘƘĴİ̹İĴŲĴşİňşŀ̹
Ŧş̹ ƀŅĴ̹ ƀĴĪŅşňĪĜŘ̹ ŲŦŹŹňĩňŘňƀňĴŹ̹ Ĝşİ̹ ƘĜŵňŦƄŹ̹ ƘĴŵşĜĪƄŘĜŵ̹ şĴĴİŹ̹ ŦĿ̹ ƀŅĴ̹
ƀňŞĴ˫̹ [ňşĪĴ̹ ƀŅĴ̹AĴİňĴƘĜŘ̹ ŲĴŵňŦİ̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŹňŀşňǬĪĜşƀ̹
ƀňŞĴŹ̹ ƀŅĜƀ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦş̹ƙĜŹ̹ ňƀŹ̹ ŅĴƟİĜƟ˦̹ ňƀ̹ ŲŦňşƀŹ̹ ƀŦ̹
ƀŅĴ̹ ŞĜşƄŹĪŵňŲƀ̹ ĪƄŘƀƄŵĴ̹ ňş̹ ƙŅňĪŅ̹ ƄŹĴİ̹ ŞĜƀĴŵňĜŘŹ˦̹ ĿĜŞňŘňĜŵňƀňĴŹ̹ ƙňƀŅ̹
ƀŅĴŹĴ̹ ŞĜƀĴŵňĜŘŹ˦̹ Ĝşİ̹ ŞĜşňŲƄŘĜƀňŦşŹ̹ ŦĿ̹ ƀŅĴŹĴ̹ ĜƘĜňŘĜĩŘĴ̹ ŞĜƀĴŵňĜŘŹ̹ ƀŦ̹
ƙŵňƀĴ̹ĜşĪňĴşƀ̹ŹĪŵňŲƀŹ̹ƙĴŵĴ̹ŅňŀŅŘƟ̹ĪŵƄĪňĜŘ̹ ĿŦŵ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦş̹Ĝşİ̹
ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝş̹ňşİňŹŲĴşŹĜĩŘĴ̹ŲĜŵƀ̹ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹

�şĪňĴşƀ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˱ŹĪŵňĩĴŹ̹ƙĴŵĴ̹Ĝ̹Ŗňşİ̹ŦĿ̹ĪŵĜĿƀŹŞĜş̹ƀŅĜƀ̹ŹĪŵňĩĴŹ̹ĜŹŹňŀşĴİ̹
ƀŦ̹ ĿƄŘǬŘŘ̹ ƀŅĴňŵ̹ ƙŦŵŖŹ˦̹ ƀŦ̹ ƙŵňƀĴ̹ ŘĴŀňĩŘĴ̹ ƀĴƞƀ˦̹ ŲŵňŞĜŵňŘƟ̹ ĿŦŵ̹ ŞĜşƄŹĪŵňŲƀŹ˫̹
)ĴşĪĴ˦̹ ĿŵŦŞ̹ ƘĜŵňŦƄŹ̹ ŲĴŵŹŲĴĪƀňƘĴŹ˦̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦş̹ ƙĜŹ̹
ĴƞĴĪƄƀĴİ̹ĜŹ̹Ĝ̹ĪŵĜĿƀ̹ĿĜŵ̹ĿŵŦŞ̹ƀŅĴ̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹Ĝŵƀ̹ĿŦŵŞ̹ĩĜĪŖ̹ƀŅĴş˫̹

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŵĴŲŵĴŹĴşƀŹ̹ Ĝ̹
ŹňŀşňǬĪĜşƀ̹ ŹŅňĿƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş̹ ŦĿ̹ ƀŅĴ̹ƙĴŹƀ˦̹ ĩŦƀŅ̹ ƀĴĪŅşňĪĜŘŘƟ̹ Ĝşİ̹
ĪŦşĪĴŲƀƄĜŘŘƟ˫̹ ,ƀ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĩĴ̹ ŲĴŵĿŦŵŞĴİ̹ ĜŹ̹ Ĝş̹ ŦŲĴş̹ ǬĴŘİ̹ ňş̹ ƙŅňĪŅ̹
İňǣĴŵĴşƀ̹ƙĜƟŹ̹ŦĿ̹ƄşİĴŵŹƀĜşİňşŀ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹ĩĴŀĜş̹ƀŦ̹
ĩĴ̹ĴşĪŦƄşƀĴŵĴİ˫̹

�ŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ŞŦŹƀŘƟ̹ŲŵĴĿĴŵŹ̹ƀŦ̹ĴŘňŞňşĜƀĴ̹Ĝ̹ƀĴƞƀ˦̹Ĝ̹
ƙŦŵİ˦̹Ĝ̹ŘĴƀƀĴŵ˦̹Ŧŵ̹ĜşƟ̹Ŗňşİ̹ŦĿ̹ŵĴĜİĜĩŘĴ˦̹ĴƘĴş̹ŵĴĪŦŀşňƥĜĩŘĴ̹ƙŵňƀƀĴş̹ĴşƀňƀňĴŹ˦̹
ƙŅňĪŅ̹ĪŦŞĴ̹ŦƄƀ̹ƙňƀŅ̹ƘňŹƄĜŘ̹ňŞĜŀĴ̹ĪŘŦŹĴ̹ƀŦ̹ĜĩŹƀŵĜĪƀňŦş̹ƀŅĜƀ̹ňŹ̹ŲŵňŞĜŵňŘƟ̹
İĴǬşĴİ̹ ĜŹ̹ ĴƞŲŵĴŹŹňƘĴ˦̹ ĴƞŲĴŵňŞĴşƀĜŘ˦̹ Ŧŵ̹ ĜĩŹƀŵĜĪƀ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ ,şŹƀĴĜİ̹ ŦĿ̹
ĿŦĪƄŹňşŀ̹Ŧş̹ƀŅĴ̹ŵĴĜİĜĩŘĴ̹ƀĴƞƀ̹ƙňƀŅ̹Ĝ̹ŵĴŹƀŵňĪƀĴİ̹ŞňşİŹĴƀ̹ŦĿ̹ƀŅĴ̹ƀŵĜİňƀňŦş̹
Ĝşİ̹ƀŅĴňŵ̹ĩŦƄşİĜŵňĴŹ̹ŹƀƄĪŖ̹ŹĪŵňĩĴ̹ňŹ̹Ĝ̹ŹĴŵƘĜşƀ̹ŦĿ̹ƀŅĴ̹ƀĴƞƀ˰̹ƀŅĴ̹ŞĜňş̹ƀŅĴŞĴ̹
ĩĴĪĜŞĴ̹ Ĝ̹ ŀĴŹƀƄŵĴ̹ Ĝşİ̹ ƀŅĴ̹ ŞŦƘĴŹ̹ ŦĿ̹ ƀŅĴ̹ ŅĜşİ̹ ̐ŹŦ̐ĪĜŘŘĴİ̹ ƙŵňƀňşŀ̐ŘňŖĴ̹
ŀĴŹƀƄŵĴŹ̹̐ƀŅĜƀ̹ĜŵĴ̹ĪŘĜňŞĴİ̹ĜŹ̹ĪĜŘŘňŀŵĜŲŅƟ˫
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rŅĜƀ̹ ňŹ̹ ŞĜňşŘƟ̹ ĴşĪŦƄşƀĴŵĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ĪƄŵŵĴşƀ̹ ŲŵĜĪƀňĪĴŹ̹ ňŹ̹ ƀŅĴ̹
ĪŦşĪĴŲƀ̹ŦĿ̹ŹŲŦşƀĜşĴňƀƟ˦̹ŲŘƄŵĜŘňŹƀňĪ̹Ĝşİ̹ĴĪŘĴĪƀňĪ̹ňşĪŘňşĜƀňŦş̹ƀŅĜƀ̹İĴŲĴşİ̹
ŹŦŘĴŘƟ̹Ŧş̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹Ĝşİ̹ƀŅĴňŵ̹ŲĴŵĪĴŲƀňŦş̹Ĝşİ̹ƄşİĴŵŹƀĜşİňşŀ̹ŦĿ̹
ƙŵňƀňşŀ˦̹ ŅĴşĪĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ )ĴŵĴ˦̹ƙŵňƀňşŀ̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŵĴ̹ ƄŹĴİ̹ ĜŹ̹
ňşƀĴŵĪŅĜşŀĴĜĩŘĴ̹ĴƞŲŵĴŹŹňŦşŹ˫̹bŅĴ̹ŵĴĜŹŦş̹ňŹ̹ƀŅĜƀ̹ƀŅĴ̹ŹŲĴĪňǬĪ̹İĴǬşňƀňŦşŹ̹
Ĝşİ̹ İĴŹĪŵňŲƀňŦşŹ̹ ƀŅĜƀ̹ ŲŦňşƀ̹ ƀŦ̹ ƘĜŵňŦƄŹ̹ ĩŦƄşİĜŵňĴŹ̹ ĩĴƀƙĴĴş̹ ƙŵňƀňşŀ̹
Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹̐ĜŹ̹ƙĴŘŘ̹ĜŹ̹ŲĜňşƀňşŀ̹̐ŹƀĜŵƀĴİ̹ƀŦ̹İňŹŹŦŘƘĴ̹ƙňƀŅ̹ƀŅĴ̹rĴŹƀ̝Ź̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ĜƀƀňƀƄİĴŹ˫

,ş̹ ŦƀŅĴŵ̹ ƙŦŵİŹ˦̹ ƀĴĪŅşňĪĜŘŘƟ˦̹ ƀŅĴ̹ ĪŦŞŞŦş̹ ĜƀƀňƀƄİĴ̹ ĪĜş̹ ĩĴ̹ ŹƀĜƀĴİ̹ ĜŹ̹
ĴŞŲŘŦƟňşŀ̹Ĝ̹ƙňİĴ̹ŵĜşŀĴ̹ŦĿ̹ŞĜƀĴŵňĜŘŹ̹ƀŅĜƀ̹ĩĜŹňĪĜŘŘƟ̹ŅĜƘĴ̹ƀŅĴ̹ĪĜŲĜĪňƀƟ̹ƀŦ̹
ŞĜŖĴ̹Ĝ̹ƀŵĜĪĴ˦̹ŹƀĜňş˦̹ŹŲŘĜŹŅ˦̹Ĝ̹ŹƀŵŦŖĴ˦̹Ĝ̹ ŘňşĴ˦̹Ĝşİ̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ŀĴŹƀƄŵĴ̹ƀŅĜƀ̹
Ĝ̹ƀŦŦŘ̹ĪĜş̹ŘĴĜƘĴ̹Ŧş̹ƀŅĴ̹ŹƄŵĿĜĪĴ˫̹#ƄŵƀŅĴŵŞŦŵĴ˦̹ĪŦşĪĴŲƀƄĜŘŘƟ˦̹ƀŅĴ̹ĪŦşĪĴŵş̹
ĩĴĪĜŞĴ̹ ƀŦ̹ ŵĴĜĪŅ̹ ĜŘƀĴŵşĜƀňƘĴ̹ ňİĴĜŹ̹ ƀŅĜƀ̹ ŵĴĜĪŅ̹ ĿĜŵ̹ ĩĴƟŦşİ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş˫̹
#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ĿĜŵ̹ĿŵŦŞ̹ĩĴňşŀ̹Ĝş̹ƄşİĴŵŹƀĜşİĜĩŘĴ˦̹
İĴǬşĜĩŘĴ̹ ĿŦŵŞ̹ ĜĪĪŦŵİňşŀ̹ ƀŦ̹ ŖşŦƙş̹ ƀŵĜİňƀňŦşĜŘ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŲĜŵĜŞĴƀĴŵŹ˦̹
ƙŅňĪŅ̹ ĜŵĴ̹ ŵĴŘĜƀĴİ̹ ƀŦ̹ƙŵňƀƀĴş˦̹ ŘĴŀňĩŘĴ̹ ƀĴƞƀ̹ Ĝşİ̹ƙŵňƀňşŀ̹ƙĴŘŘ̐ĪŦşŹƀŵƄĪƀĴİ̹
ŘĴƀƀĴŵĿŦŵŞŹ̹ŦĿ̹ƀŅĴ̹ŹĪŵňŲƀ̹ƙňƀŅŦƄƀ̹ĜşƟ̹ƀƟŲĴ̹ŦĿ̹ňşƀĴŵŲŵĴƀĜƀňŦş˫

�ŦƀŅ̹ŲŵŦĿĴŹŹňŦşĜŘŹ̝̹Ĝşİ̹ƟŦƄşŀ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̝̹ňşƀĴŵĴŹƀŹ̹ňşƀĴŵĜĪƀ̹ƙňƀŅ̹ŦƀŅĴŵ̹
İňŹĪňŲŘňşĴŹ̹Ĝşİ̹ŦƀŅĴŵ̹ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦşŹ̹ ƀŦ̹ĪŵĴĜƀĴ̹ ĿƄŹňŦş̹ƙŦŵŖŹ̹ ƀŅĜƀ̹
ŞĴŘƀ̹ ňşƀŦ̹ ĴĜĪŅ̹ ŦƀŅĴŵ̹ ƀĴĪŅşňĪĜŘŘƟ̹ Ĝşİ̹ ĪŦşĪĴŲƀƄĜŘŘƟ˫̹bŅĴ̹ ŵĴĪĴşƀ̹ ĜƀƀĴŞŲƀ̹
ňşƘňƀĴŹ̹ ňşƀĴŵĜĪƀňŦşŹ˦̹ŞŦŹƀŘƟ̹ƀŅĴ̹ ňşƀĴŵŘĜĪĴİ̹ĪŦŞŲŘĴƞňƀƟ̹Ĝşİ̹ĜŞĩňŀƄňƀƟ̹ ňş̹
ƀĴŵŞŹ̹ŲŵňŞĜŵňŘƟ̹ƄŹĴİ̹ƀŦ̹ŵĴĿĴŵ̹ƀŦ̹ŲŵĜĪƀňĪĴŹ̹Ŧŵ̹ňşƀĴşƀňŦşŹ˫̹)ĴşĪĴ˦̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ǭŦƄŵňŹŅĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ňşƀĴŵŲŵĴƀĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ƙĴŹƀĴŵş̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ƙŅŦ̹ŵĴƘĴĜŘ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ŞňşİŹĴƀ̹ƀŅĜƀ̹
İňǣĴŵĴşƀňĜƀĴŹ̹ ňƀŹĴŘĿ̹ ĿŵŦŞ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş˦̹ ĜŘŹŦ̹ İĴŵňƘĴİ̹ ĿŵŦŞ̹ ňƀ̹ ňş̹ ƘĜŵňŦƄŹ̹
ƙĜƟŹ˫̹rŅňŘĴ̹ŹŦŞĴ̹ŦĿ̹ƀŅĴ̹ĪƄŵŵĴşƀ̹ŲĴŵŹŲĴĪƀňƘĴŹ̹ŅĜƘĴ̹ŵŦŦƀŹ̹ňş̹ƀŅĴ̹ƙĴŹƀĴŵş̹
ƀŵĜİňƀňŦş˦̹ ƘĜŵňŦƄŹ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ƀĜŖĴ̹ ňşŹŲňŵĜƀňŦş̹ ĿŵŦŞ̹ ŦƀŅĴŵ̹ İňŹĪňŲŘňşĴŹ˦̹
ŹƄĪŅ̹ ĜŹ̹ ŞƄŹňĪ˦̹ İĜşĪĴ˦̹ Ŧŵ̹ ŲŦĴƀŵƟ˰̹ ŹŦŞĴ̹ ŵĴǭĴĪƀ̹ ƀŅĴ̹ ŹňŀşňǬĪĜşƀ̹ ĿĴĜƀƄŵĴŹ̹
ŦĿ̹ŦƀŅĴŵ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦşŹ˦̹şĜŞĴŘƟ̹#Ĝŵ̹�ĜŹƀĴŵş̹Ĝşİ̹AňİİŘĴ̹�ĜŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ˫̹

#ƄŵƀŅĴŵŞŦŵĴ˦̹ ŹňşĪĴ̹ ƀŅĴ̹ ƘňŹƄĜŘ̹ ĜŲŲĴĜŵĜşĪĴ̹ ŦĿ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ƙŦŵŖ̹
ĩĴĪĜŞĴ̹ ŅňŀŅŘƟ̹ ĜĩŹƀŵĜĪƀ˦̹ ƀŅĴ̹ ĩŦƄşİĜŵňĴŹ̹ ŦĿ̹ ƙŵňƀňşŀ˦̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ Ĝşİ̹
ŲĜňşƀňşŀ̹ĩĴĪĜŞĴ̹ŅňŀŅŘƟ̹ĩŘƄŵŵƟ˫̹bŅĜƀ̹ŞĴĜşŹ̹ƀŅĴ̹ĿĴĜƀƄŵĴŹ̹Ĝşİ̹ƀŅĴ̹ĪŵňƀĴŵňĜ̹
ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŅĜƘĴ̹ŹŅňĿƀĴİ̹ĜŹ̹ƙĴŘŘ˫

bŦ̹ŹƄŞ̹ƄŲ˦̹ňƀ̹ŹŅŦƄŘİ̹ĩĴ̹ŹƀĜƀĴİ̹ƀŅĜƀ˦̹ƀŅŵŦƄŀŅŦƄƀ̹ŅňŹƀŦŵƟ˦̹ƙŅňŘĴ̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦş̹ŅĜŹ̹ĴƘŦŘƘĴİ̹ĜŵŦƄşİ̹ƀŅĴ̹ƀĴĪŅşňĪĜŘ̹ŲŦŹŹňĩňŘňƀňĴŹ̹Ĝşİ̹
ĿƄşĪƀňŦşĜŘ̹şĴĴİŹ˦̹ňş̹ŵĴĪĴşƀ̹İĴĪĜİĴŹ˦̹ƀŅĴŵĴ̹ŅĜƘĴ̹ĩĴĴş̹ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ̹
ĪŅĜşŀĴŹ̹ňş̹ƀŅĴ̹ƙĜƟ̹ŦĿ̹ƄşİĴŵŹƀĜşİňşŀ˦̹İĴǬşňşŀ˦̹Ĝşİ̹ĴƞĴĪƄƀňşŀ̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ˫

bŦİĜƟ˦̹ ŞŦŵĴ̹ Ĝşİ̹ ŞŦŵĴ̹ ŲĴŦŲŘĴ̹ ŲŵĜĪƀňĪĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňş̹ ƀŅĴ̹ ĿŦŵŞ̹ ŦĿ̹
ĴƞŲŵĴŹŹňŦş̹ ĩƟ̹ ňşİňƘňİƄĜŘ̹ ňşƀĴŵŲŵĴƀĜƀňŦşŹ̹ Ĝşİ̹ ĪŵĴĜƀĴ̹ ŲĴŵŹŦşĜŘ̹ ŹƀƟŘĴŹ̹
ƙňƀŅ̹ƘĜŵňŦƄŹ̹ŞŦƀňƘĜƀňŦşŹ˫̹�ĴŹŲňƀĴ̹ƀŅĴŹĴ̹ ňşƀĴŵĴŹƀŹ˦̹ ƀŅĴŵĴ̹ĜŵĴ̹şŦƀ̹ŞĜşƟ̹
ĪŦŞŲŵĴŅĴşŹňƘĴ̹ ŹƀƄİňĴŹ̹ ĜĩŦƄƀ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ĿŵŦŞ̹ƘĜŵňŦƄŹ̹ŲĴŵŹŲĴĪƀňƘĴŹ˦̹ƙŅňĪŅ̹ĪĜş̹ĩĴ̹ŹƀĜƀĴİ̹ĜŹ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ŀĜŲ̹ňş̹
ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŘňƀĴŵĜƀƄŵĴ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹Ĝ̹ƀŅĴŞĴ̹ƀŅĜƀ̹ňŹ̹ňşƀĴŵĴŹƀĴİ̹ňş̹ƀŅňŹ̹ŵĴŹĴĜŵĪŅ̹ƀŦ̹İňŹĪƄŹŹ̹Ĝşİ̹
ŹƀƄİƟ̹ ĩŵŦĜİŘƟ̹ ƀŦ̹ ŲŵĴŹĴşƀ̹ Ĝşİ̹ ĪŘĜŵňĿƟ̹ ƙňƀŅ̹ ĜŘŘ̹ ĪŘĴĜŵĜşĪĴ˦̹ Ĝşİ̹ ƘĜŵňŦƄŹ̹
ŲĴŵŹŲĴĪƀňƘĴŹ̹ĪĜş̹ĩĴ̹İĴŹĪŵňĩĴİ˫
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bŅĴ̹ ŦĩœĴĪƀ̹ ŦĿ̹ ƀŅňŹ̹ ŹƀƄİƟ̹ ňŹ̹ ƀŦ̹ ĴƞĜŞňşĴ̹ ƙĴŹƀĴŵş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ŲƄƀŹ̹ ĿŦŵƙĜŵİ̹ ƀŅĴ̹ŲĴŵĪĴŲƀňŦş̹Ĝşİ̹ƄşİĴŵŹƀĜşİňşŀ̹ŦĿ̹
ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹Ĝ̹ƘňŹƄĜŘ̹ĴƞŲŵĴŹŹňŦş̹ĩƟ̹ƄƀňŘňƥňşŀ̹ƀŅĴ̹ŲŦŹŹňĩňŘňƀňĴŹ̹
ƙňƀŅ̹ŲŵŦŀŵĴŹŹňƘĴ̹ĴƞŲĜşŹňŦş̹ŦĿ̹ƀŅĴ̹ŘňŞňƀŹ̹Ĝşİ̹ĩŦƄşİĜŵňĴŹ̹ŦĿ̹ƙŵňƀňşŀ̹ƀŅĜƀ̹
ňŹ̹ŹƀƄĪŖ̹ƀŦ̹ĩĴ̹ŵĴĜİ̹ŹĴŞĜşƀňĪĜŘŘƟ˫̹,ƀ̹ŅĜŹ̹ĩĴĴş̹ĿŦĪƄŹĴİ̹Ŧş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ŲŵĜĪƀňĪĴŹ˦̹ Ĝşİ̹ ŲŦŹŹňĩŘĴ̹ ňşǭƄĴşĪĴŹ̹
ŦĿ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ Ĝşİ̹ AňİİŘĴ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦşŹ˫̹ ,ƀ̹
ňŹ̹ ŀŵŦƄşİĴİ̹ Ŧş̹ Ĝş̹ ňşƀĴŵĜĪƀňŦş̹ ĩĴƀƙĴĴş̹ ƀŅĴŦŵƟ̹ Ĝşİ̹ ŲŵĜĪƀňĪĴ̹ ĜŹ̹ ňƀŹ̹
ŵĴǭĴĪƀňŦş˫̹ bŅňŹ̹ ŵĴŹĴĜŵĪŅ̹ ĜňŞŹ̹ ƀŦ̹ ĿŦĪƄŹ̹ Ŧş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹
ŲŵĜĪƀňĪĴŹ̹ ƀŦ̹ ŘŦĪĜƀĴ̹ ƀŅĴ̹ƘĜŵňŦƄŹ̹ ĿĴĜƀƄŵĴŹ̹ Ĝşİ̹ İƟşĜŞňĪŹ̹ ƀŅĜƀ̹ ĜǣĴĪƀ̹ ƀŅĴ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ƀĴşİĴşĪňĴŹ̹ňş̹ƀŅĴ̹rĴŹƀ˫̹

rňƀŅ̹ ƀŅĴ̹ĜŲŲĴĜŵĜşĪĴ̹ŦĿ̹ ŘĴƀƀĴŵňşŀ˦̹ ĿŦŵ̹ ĴƞĜŞŲŘĴ˦̹ Ĝşİ̹ ƀŅĴ̹İňŀňƀňƥĜƀňŦş̹ŦĿ̹
ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖŹ˦̹ĪŦşĿƄŹňŦş̹ŅĜŹ̹ĜŵňŹĴş˦̹Ĝşİ̹ŹŦŞĴƀňŞĴŹ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹
ŹŲŦŖĴş̹ ŦĿ̹ ƀŦ̹ İĴŹňŀşĜƀĴ̹ ŦƀŅĴŵ̹ŞĜşňĿĴŹƀĜƀňŦşŹ̹ ƀŅĜƀ̹ ĜŵĴ̹şŦƀ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹
ňş̹Ĝ̹ŹƀŵňĪƀ̹ŹĴşŹĴ˫̹�ŲĜŵƀ̹ ĿŵŦŞ̹ƀŅĴ̹İňƘĴŵŹňƀƟ˦̹ĩĴĪĜƄŹĴ̹ŦĿ̹ƀŅĴ̹ĴĪŘĴĪƀňĪ̹Ĝşİ̹
ŲŘƄŵĜŘňŹƀňĪ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƀĴşİĴşĪƟ̹ ŦĿ̹ ĪŵĴĜƀňşŀ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ƙŦŵŖ˦̹
ƙŅĴş̹ ĴƞĜŞňşňşŀ̹ ƀŅĴ̹ ŘňƀĴŵĜŘ̹ ŞĴĜşňşŀ̹ ŦĿ̹ ƀŅĴ̹ ƀĴŵŞ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĿŵŦŞ̹ Ĝ̹
ĪŦŞŲŵĴŅĴşŹňƘĴ̹ŲĴŵŹŲĴĪƀňƘĴ˦̹ ňƀ̹ ňŹ̹ŹĴĴş̹ƀŅĜƀ̹ĿŵŦŞ̹ƀŅĴ̹ǬŵŹƀ̹ŞŦŞĴşƀ˦̹ƀŅĴ̹
ŲĴŵĪĴŲƀňŦş̹ Ĝşİ̹ ƄŹňşŀ̹ ƀŅĴ̹ ƀĴŵŞ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ şŦƀ̹ ƙĴŘŘ̹ ƀŅŦƄŀŅƀ̹ ƀŅĜƀ̹
ĜŘŹŦ̹ ŲŦňşƀŹ̹ ƀŦ̹ ƀŅĴ̹ ŘĜĪŖ̹ ŦĿ̹ ĴƞĜŞňşĜƀňŦş̹ ƀŅĴ̹ ƀŅĴŞĴ̹ ĪŦŞŲŵĴŅĴşŹňƘĴŘƟ˫̹
#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ĜŲĜŵƀ̹ĿŵŦŞ̹İňŹĪƄŹŹňşŀ̹ƙŅĜƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŵĴĿĴŵŹ̹ƀŦ˦̹ ňƀ̹ ňŹ̹
ĜŘŹŦ̹ňşİňŹŲĴşŹĜĩŘĴ̹ƀŦ̹ŅŦŘİ̹ƙŅĜƀ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹şŦƀ˫̹,İĴşƀňĿƟňşŀ̹
ƘĜŵňŦƄŹ̹ ĿĴĜƀƄŵĴŹ̹ ƀŅŵŦƄŀŅ̹ ĴƞĜŞňşňşŀ̹ ŦƀŅĴŵ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦşŹ˦̹
şĜŞĴŘƟ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ Ĝşİ̹ ƀŅĴ̹AňİİŘĴ̹ �ĜŹƀ˦̹ ƙňƀŅňş̹ ƀŅĴ̹ ŘňŞňƀĜƀňŦşŹ˦̹
ňƀ̹ ƙňŘŘ̹ ĩĴ̹ ŞƄĪŅ̹ ŞŦŵĴ̹ ĜŲŲŵŦŲŵňĜƀĴ̹ ƀŦ̹ ŞĴşƀňŦş̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ƀĴşİĴşĪňĴŹ̹ĿŦŵŞĴİ̹ĩƟ̹ňşƀĴŵĜĪƀňŦş̹ƙňƀŅ̹ŦƀŅĴŵ̹ŞňşİŹĴƀŹ̹ĿŦŵ̹ŞĜşƟ̹ƟĴĜŵŹ˫

rňƀŅ̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ĜŹŹĴŹŹŞĴşƀ̹ŦĿ̹ƀŅĴ̹ĪƄŵŵĴşƀ̹ŹňƀƄĜƀňŦş̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƀŅĴŦŵĴƀňĪĜŘ̹ Ĝşİ̹ ĪŵňƀňĪĜŘ̹ ĴƞĜŞňşĜƀňŦşŹ̹ ŦĿ̹ ƀŅĴ̹
İĴǬşňƀňŦşŹ˦̹ ƀŵĜİňƀňŦşĜŘ̹ ĩĜĪŖŀŵŦƄşİ˦̹ Ĝşİ̹ ƀŅĴ̹ ĴƘŦŘƄƀňŦş̹ŦĿ̹ ƀŅĴ̹rĴŹƀĴŵş˦̹
#Ĝŵ̹�ĜŹƀĴŵş˦̹Ĝşİ̹AňİİŘĴ̹�ĜŹƀĴŵş̹ŲĴŵĪĴŲƀňŦşŹ̹Ĝşİ̹ŲŵĜĪƀňĪĴŹ̹ňş̹ƀŅĴ̹ŵĴĜŘŞ̹
ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˰̹ ĴƞĜŞňşňşŀ̹ ƀŅĴ̹ ƘĜŵňŦƄŹ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
Ĝşİ̹ ƀŅĴňŵ̹ƙŦŵŖŹ̹ ƀŦ̹ İĴƀĴŵŞňşĴ̹ ƀŅĴ̹ ĿĴĜƀƄŵĴŹ̹ Ĝşİ̹ ňşǭƄĴşĪĴŹ˦̹ ƀŅĴ̹ ĿŦĪƄŹ̹
ňŹ̹ Ŧş̹ ŲŵŦƘňİňşŀ̹ ŹňŀşňǬĪĜşƀ̹ ŖşŦƙŘĴİŀĴ̹ Ĝşİ̹ŞƄŘƀňŲŘĴ̹ ŲĴŵŹŲĴĪƀňƘĴŹ̹ ƀŅĜƀ̹
ĜŵĴ̹ şĴĴİĴİ̹ ƀŦ̹ ĩĴ̹ ĪŦşŹňİĴŵĴİ̹ ƀŦ̹ ŘŦĪĜƀĴ̹ Ĝşİ̹ ŲĴŵĪĴŲƀ̹ ňş̹ ƀŅĴ̹ ŵĴĜŘŞ̹ ŦĿ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙňƀŅ̹ňƀŹ̹ƘĜŵňŦƄŹ̹İƟşĜŞňĪŹ˫̹

,ƀ̹ ňŹ̹ Ĝ̹ŞƄŹƀ̹ ƀŦ̹ ŀňƘĴ̹ ƀŅĴŹĴ̹ ĩĜĪŖŀŵŦƄşİŹ̹ ĴƞƀŵĜĪƀĴİ̹ ĿŵŦŞ̹ ƀŅĴ̹ ĴƞĜŞňşĴİ̹
ŹŦƄŵĪĴŹ̹ĪŘĜňŞĴİ̹ƀŦ̹ŅĜƘĴ̹ŹňŀşňǬĪĜşƀ̹ŵŦŘĴŹ̹ňş̹ĜŲŲŵĴĪňĜƀňşŀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŦĿ̹
ƀŅĴ̹ŲĜŹƀ˦̹ŲŵĴŹĴşƀ˦̹Ĝşİ̹ŲŦŹŹňĩŘƟ̹ƀŅĴ̹ĿƄƀƄŵĴ˫̹#ƄŵƀŅĴŵŞŦŵĴ˦̹ĩƟ̹ŲŵĴŹĴşƀňşŀ̹
ŲŵĜĪƀňĪĴŹ̹ ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ŞƟ̹ ŲĴŵŹŦşĜŘ̹ ƄşİĴŵŹƀĜşİňşŀ̹ ŦĿ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ƙňŘŘ̹ĩĴ̹ĿŵĜŞĴİ̹ƀŦ̹ŵĴƘĴĜŘ̹ƀŅĴ̹ŲŦňşƀ̹ŦĿ̹ƘňĴƙ̹,̹ŀĜňşĴİ̹ƙňƀŅ̹ƀŅňŹ̹
ŵĴŹĴĜŵĪŅ˫̹,ƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ňƀ̹ňŹ̹Ĝ̹œŦƄŵşĴƟ̹ƀŅĜƀ̹ŹƀĜŵƀŹ̹ƙňƀŅ̹ƘĜŵňŦƄŹ̹
ƀŵňŀŀĴŵŹ̹ Ĝşİ̹ ňşŹŲňŵĜƀňŦşŹ̹ ŞŦŹƀŘƟ̹ ĴşĪŦƄşƀĴŵĴİ̹ ƙňƀŅ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňşƀĴŵŲŵĴƀĜƀňŦşŹ˫̹ )ŦƙĴƘĴŵ˦̹ ƙňƀŅ̹ Ĝ̹ İĴĴŲĴŵ̹ ŘĴƘĴŘ̹ ŦĿ̹
ňşƘĴŹƀňŀĜƀňŦş̹Ĝşİ̹ƀŅĴ̹ŲĴŵňŦİ̹ƀŅĜƀ̹ŅĜŹ̹ĩĴĴş̹ĴƞŲĴŵňĴşĪĴİ̹Ĝƀ̹Ĝ̹ƀŅĴŦŵĴƀňĪĜŘ̹
Ĝşİ̹ŲŵĜĪƀňĪĜŘ̹ ŘĴƘĴŘ˦̹ ƀŅĴ̹ŦƘĴŵĜŘŘ̹ƄşİĴŵŹƀĜşİňşŀ̹Ĝşİ̹ĜƀƀňƀƄİĴ̹ƙňƀŅňş̹ ƀŅĴ̹
ŵĴĜŘŞ̹ŦĿ̹ƙŵňƀňşŀ̹ŅĴşĪĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňş̹ƙĴŹƀĴŵş̹ĪƄŘƀƄŵĴ˦̹ŹƀĜŵƀĴİ̹ƀŦ̹ŹŅňĿƀ̹
ňş̹ŞƟ̹Şňşİ˦̹ ŵĴǭĴĪƀĴİ̹ ňş̹ŞƟ̹ƙŦŵŖŹ̹ŞňşĴ̹ ĜŹ̹ƙĴŘŘ˫̹bŅĴ̹ ĪŦŞŲŵĴŅĴşŹňƘĴ̹
ŹƄŵƘĴƟ̹Ŧş̹ƀŅňŹ̹ƀŅĴŞĴ̹ƀŵĜşŹĿŦŵŞĴİ̹ŞƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙŦŵŖŹ̹ňş̹Ĝ̹ƘňŹƄĜŘ̹Ĝşİ̹
ĪŦşĪĴŲƀƄĜŘ̹ ŹĴşŹĴ˫̹bŅĜƀ̹ŞĴĜşŹ̹ ,̹ ŹƀĜŵƀĴİ̹ ĜƀƀŵňĩƄƀňşŀ̹ ƀŅĴ̹ ĜĴŹƀŅĴƀňĪ̹ Ĝşİ̹
ĪŦşĪĴŲƀƄĜŘ̹ƘĜŘƄĴŹ̹ƀŦ̹ŞƟ̹ŲŵĜĪƀňĪĴŹ̹ĩĴƟŦşİ̹ƀŅĴ̹ƘňŹƄĜŘ̹İňŞĴşŹňŦş˫
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9ī:ī��1/0%Ƃ��0%+*

AƟ̹ ňşƀĴŵĴŹƀ̹ ňş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŹƀĜŵƀĴİ̹ ƙňƀŅ̹ ƀƟŲŦŀŵĜŲŅƟ˦̹ ƙŅňĪŅ̹ ŅĜŹ̹ ňƀŹ̹
ŀŵŦƄşİ̹ ňş̹ ŞƟ̹ ňşƀĴŵĴŹƀ̹ ňş̹ ŘňƀĴŵĜƀƄŵĴ˦̹ ĜŘŹŦ̹ ŞĜƀŅĴŞĜƀňĪŹ˫̹ #ŵŦŞ̹ ʆʎʎʎ̹
ƀŅŵŦƄŀŅ̹ʇʅʅʉ˦̹,̹ŹƀƄİňĴİ̹[ƀĜƀňŹƀňĪŹ̹Ĝşİ̹ƙŦŵŖĴİ̹ĴƞĪŘƄŹňƘĴŘƟ̹Ŧş̹şƄŞĩĴŵŹ̹
Ĝşİ̹ĪĜŘĪƄŘĜƀňŦşŹ˰̹ŞŦŵĴŦƘĴŵ˦̹ ĿŦŵ̹ ŵĴĜĪŅňşŀ̹ ƀŅĴŹĴ̹ĪĜŘĪƄŘĜƀňŦşŹ˦̹ ĴŴƄĜƀňŦşŹ̹
ŦĿ̹ ŞĜƀŅĴŞĜƀňĪĜŘ̹ ĿŦŵŞƄŘĜƀňŦşŹ̹ ŦƘĴŵ̹ ŹƟŞĩŦŘŹ̹ İĴƀĴŵŞňşĴİ̹ ƙňƀŅ̹
ŲŵĴĪŦşİňƀňŦşŹ̹ ĜŹ̹ Ĝ̹ƙĜƟ̹ ŦĿ̹ İňǣĴŵĴşƀ̹ ŘĜşŀƄĜŀĴ̹ƙňƀŅ̹ ŹƟŞĩŦŘŹ˦̹ Ĝşİ̹ ĜŘŹŦ˦̹
ňşƀĴŵŲŵĴƀĜƀňŦş̹ŦĿ̹ŵĴŹĴĜŵĪŅĴŹ̹ĩƟ̹ĪĜŘĪƄŘĜƀňşŀ̹ƀŅĴŹĴ̹ĴŴƄĜƀňŦşŹ˫̹

�ŘƀŅŦƄŀŅ̹ ƀŅĴŹĴ̹ ƀƙŦ̹ ƀŦŲňĪŹ˦̹ bƟŲŦŀŵĜŲŅƟ̹ Ĝşİ̹ [ƀĜƀňŹƀňĪŹ˦̹ ŞĜƟ̹ ŹŦƄşİ̹
ŅňŀŅŘƟ̹İňǣĴŵĴşƀ˦̹ĜŹ̹Ĝ̹ŀŵĜŲŅňĪ̹İĴŹňŀşĴŵ̹ŹĴĜŵĪŅňşŀ̹ĿŦŵ̹ƀŅĴ̹ňşƀĴŵŲŵĴƀĜƀňŦş̹
ŦĿ̹ ƀŅĴ̹ ŲŵŦĩŘĴŞ̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ Ǭşİňşŀ̹ ƀŅĴ̹ ŹŦŘƄƀňŦş̹ ĿŦŵ̹ ƀŅĴ̹ ŲŵŦĩŘĴŞ˦̹ ,̹
ĜŞ̹ŖĴĴş̹ ƀŦ̹ İĴŘƘĴ̹ ňşƀŦ̹ ƀŅĴ̹ ƀŦŲňĪŹ̹ ƀŦ̹ ĪŦŵŵĴŘĜƀĴ̹ Ĝşİ̹Ǭşİ̹ ƀŅĴ̹ ĩŵňİŀĴŹ̹ Ŧŵ̹
ŲŵŦƞňŞňƀňĴŹ̹ĩĴƀƙĴĴş̹ƘĜŵňŦƄŹ̹İňŹĪňŲŘňşĴŹ˫̹

rňƀŅ̹ ŞƟ̹ ŹĴĪŦşİ̹ ĩĜĪŅĴŘŦŵ̝Ź̹ İƄŵňşŀ̹ ʇʅʅʊ̐ʇʅʅʎ˦̹ #ĜĪƄŘƀƟ̹ ŦĿ̹ #ňşĴ̹ �ŵƀŹ˦̹
$ŵĜŲŅňĪ̹ �ĴŹňŀş̹ �ĴŲĜŵƀŞĴşƀ˦̹ ƀŅĴŹĴ̹ ňşƀĴŵĴŹƀŹ̹ ŹŅňĿƀĴİ̹ ƀŦ̹ ĜŘŲŅĜĩĴƀňĪ̹
ƙŵňƀňşŀŹ̹ ̐ŘĴƀƀĴŵňşŀ̹ Ĝşİ̹ ƀƟŲŦŀŵĜŲŅƟ̹ ƙňƀŅ̹ ƀŅĴ̹ ;Ĝƀňş̹ ĜŘŲŅĜĩĴƀ˦̹ ƙŅňĪŅ̹
ƙĜŹ̹ ĜİŦŲƀĴİ̹ ňş̹BŦƘĴŞĩĴŵ˦̹ ƀŅĴ̹ǬŵŹƀ˦̹ ʆʎʇʍ̹ ňş̹bƄŵŖĴƟ˦̹ ĜŹ̹ Ĝ̹ ŹƟŹƀĴŞ̹ ƀŅĜƀ̹
ĪŦşŹňŹƀŹ̹ŦĿ̹ŅňŀŅŘƟ̹ĜĩŹƀŵĜĪƀ̹ŹňŀşŹ˦̹ŲŵĴĪŦşİňƀňŦşĴİ˱ŲŵĴĿĜĩŵňĪĜƀĴİ̹ĿŦŵŞŹ̹ŦĿ̹
ĪŦŞŞƄşňĪĜƀňŦş˫̹,ƀ̹ŞĜƟ̹ĩĴ̹şĴĴİĴİ̹ƀŦ̹ĩĴ̹ƄşİĴŵŘňşĴİ̹ŅĴŵĴ̹ƀŅĜƀ̹ĪŦşƀŵĜŵƟ̹
ƀŦ̹ ƙŅĜƀ̹ ŞĜşƟ̹ ŲĴŦŲŘĴ̹ ĜŹŹƄŞĴ˦̹ ƀŅĴ̹ ĴİƄĪĜƀňŦş̹ ŹƟŹƀĴŞ̹ ňş̹ bƄŵŖĴƟ̹ ŅĜŹ̹
şŦƀŅňşŀ̹ ƀŦ̹ İŦ̹ ƙňƀŅ̹ ƀŅĴ̹ �ŵĜĩňĪ̹ ƙŵňƀňşŀ̹ ŹƟŹƀĴŞ˫̹ bŅĴ̹ bƄŵŖňŹŅ̹ ňİĴşƀňƀƟ̹
Ĝşİ̹ĪƄŘƀƄŵĴ˦̹ŅĴşĪĴ̹ŘĜşŀƄĜŀĴ˦̹ĜŵĴ̹ňşİĴŲĴşİĴşƀ̹ŦĿ̹,ŹŘĜŞ˦̹�ŵĜĩňĪ̹ĪƄŘƀƄŵĴ˦̹
Ĝşİ̹ƀŅĴ̹�ŵĜĩňĪ̹ŘĜşŀƄĜŀĴ˫̹,ƀ̹ňŹ̹ƀŅĴ̹ŞĜňş̹ŵĴĜŹŦş̹,̹ĜŞ̹ňşƀĴŵĴŹƀĴİ̹ňş̹;Ĝƀňş̹
ƀƟŲŦŀŵĜŲŅƟ̹Ĝşİ˦̹ňş̹ƀŅňŹ̹ŵĴŹĴĜŵĪŅ˦̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫

�Ƅŵňşŀ̹ ŞƟ̹ ŹƀƄİƟ̹ ňş̹ $ŵĜŲŅňĪ̹ �ĴŹňŀş̹ �ĴŲĜŵƀŞĴşƀ˦̹ ƀŅĴ̹ ŲŦŹƀŞŦİĴŵş̹
ŀŵĜŲŅňĪ̹ İĴŹňŀş̹ ŲŵĜĪƀňĪĴŹ˦̹ ŞĜňşŘƟ̹ ĿŦŘŘŦƙňşŀ̹ ƀŅĴ̹ ĜŵƀňĪŘĴŹ̹ Ĝşİ̹ ĩŦŦŖŹ̹ ŦĿ̹
ƘĜŵňŦƄŹ̹ ĪŵňƀňĪŹ˦̹ şĜŞĴŘƟ̹ WňĪŖ̹ TŦƟşŦŵ̹ Ĝşİ̹ ƘĜŵňŦƄŹ̹ ŀŵĜŲŅňĪ̹ İĴŹňŀşĴŵŹ˦̹
ƀŦŦŖ̹ ŞƟ̹ ĜƀƀĴşƀňŦş˦̹ şĜŞĴŘƟ̹ BĴƘňŘŘĴ̹ �ŵŦİƟ˦̹ �ĜƘňİ̹ �ĜŵŹŦş˦̹ Ĝşİ̹ [ƀĴĿĜş̹
[ĜŀŞĴňŹƀĴŵ˦̹ƙŅŦ̹ ŀĜƘĴ̹ ĴƞƀŵĴŞĴ̹ ĴƞĜŞŲŘĴŹ̹ ŦĿ̹bƟŲŦŀŵĜŲŅƟ̹ Ĝşİ̹ ;ĴƀƀĴŵňşŀ̹
ĜŹ̹ňŞĜŀĴŹ̹ŦĿ̹ƀŅĴňŵ̹Ŧƙş̹ƀňŞĴ˦̹ĴŹŲĴĪňĜŘŘƟ̹ňş̹ƀŅĴ̹ƙĴŹƀĴŵş̹ƙŦŵŘİ˫̹)ĴşĪĴ˦̹ƀŅĴ̹
ƘĴŵƟ̹ǬŵŹƀ̹ŞŦƀňƘĜƀňŦş̹ŦĿ̹ƀŅňŹ̹ŵĴŹĴĜŵĪŅ̹ǬŵŹƀ̹ŵĴŲŵĴŹĴşƀĴİ̹ňƀŹĴŘĿ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹
ĿŦŵŞĴŵ̹ ŹƀƄİňĴŹ̹ ňş̹ ƀŅĴ̹ ĿŦŘŘŦƙňşŀ̹ƟĴĜŵŹ˦̹ ƀŅĴ̹ ŲĴŵňŦİ̹ ŦĿ̹ŞƟ̹ŞĜŹƀĴŵ̹ ƀŅĴŹňŹ˦̹
ĴşƀňƀŘĴİ̹�# ��#�)"$)"���� �*!��4+*"-�+#4ĭ��*.//4+*"-�+#4��)��� .$")$)"�
�*.//4+*"-�+#$���4+ !�� 1˦̹ƙŅňĪŅ̹ŞĜňşŘƟ̹ĿŦĪƄŹĴİ̹Ŧş̹ƀŅĴ̹ňŞŲƄŘŹĴ̹ŦĿ̹ĩĴňşŀ̹
ŦƄƀ̹ŦĿ̹ŵƄŘĴŹ̹Ĝşİ̹ŲĴŵĪĴŲƀňŦşŹ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ŵĴĜŘŞ̹ŦĿ̹ƀƟŲŦŀŵĜŲŅƟ˫̹

�Ƅŵňşŀ̹ ƀŅĴ̹ ŵĴŹĴĜŵĪŅ̹ ŦĿ̹ ŞƟ̹ ŞĜŹƀĴŵ̹ ƀŅĴŹňŹ˦̹ ňş̹ ŦŵİĴŵ̹ ƀŦ̹ ĜŲŲŵĴŅĴşİ̹
ŲŵĜĪƀňĪĴŹ̹ ŦĿ̹ ƀŅĴ̹ ƀƙĴşƀƟ̐ǬŵŹƀ̹ ĪĴşƀƄŵƟ˦̹ ňƀ̹ ƙĜŹ̹ ňşİňŹŲĴşŹĜĩŘĴ̹ ƀŦ̹
ĪŦŞŲŵĴŅĴşİ̹ƀŅĴ̹ŹŲňŵňƀ̹ŦĿ̹ƀŅĴ̹ƀňŞĴ˦̹ǬŵŹƀ̹ƀŅŵŦƄŀŅ̹ŞŦİĴŵşňŹŞ˦̹ňş̹ƙŅňĪŅ̹
ƀŅĴ̹ǬŵŹƀ̹ŦĩœĴĪƀňƘĴ̹ňŹ̹ƀŦ̹ƄşİĴŵŘňşĴ̹ƀŅĴ̹ĿƄşĪƀňŦşŹ̹ŦĿ̹ƀŅĴ̹ƀĴƞƀ̹̐ŘĴŀňĩňŘňƀƟ̹̐ĜŹ̹
ňƀŹ̹ƘňŹňĩňŘňƀƟ̹ňŹ̹ĿŦŵŞĴİ˦̹ĜŹ̹ňş̹ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹ƀŵĜİňƀňŦşĜŘ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹
Ĝşİ̹ƀŅĴ̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹ƀŅĴ̹ƙŵňƀňşŀ̹ŦĿ̹ƀŅĴ̹rĴŹƀĴŵş̹ŞĴşƀĜŘňƀƟ˫

)Ŧƙ̹ ƀƟŲŦŀŵĜŲŅƟ̹ ĩĴĪŦŞĴŹ̹ Ĝ̹ ƙĜƟ̹ ƀŦ̹ ĴƞŲĴŵňĴşĪĴ̹ ŘĴƀƀĴŵĿŦŵŞŹ̹ Ĝşİ̹ ƀĴƞƀ̹
ƙňƀŅňş̹ ƀŅĴ̹ ĪŦŞŲŦŹňƀňŦşŹ̹ ĿŦŵ̹ ŲĜŵƀňĪƄŘĜŵ̹ İĴŹňŀşĴŵŹ̹ ƀŅŵŦƄŀŅ̹ ĩŵĴĜŖňşŀ̹
ƀŅĴ̹ŵƄŘĴŹ̹ĿĜŹĪňşĜƀĴİ̹ŞĴ̹ƙŅĴş̹ŘŦŦŖňşŀ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ŅňŹƀŦŵňĪĜŘ̹ĴƘŦŘƄƀňŦş̹
Ĝşİ̹ ŹŅňĿƀňşŀ̹ŞĴĜşňşŀ̹ Ĝşİ̹ ĪŦşĪĴŲƀ̹ ŦĿ̹ƙŵňƀňşŀ̹ ňş̹ ƀŅĴ̹rĴŹƀ˦̹ƙŅĴŵĴ̹ ƀŅĴ̹
ŲŅŦşĴƀňĪ̹ ƙŵňƀňşŀ̹ ŹƟŹƀĴŞ̹ ňŹ̹ ĜŹŹƄŞĴİ̹ ĜŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŞŦŹƀ̹ ĜİƘĜşĪĴİ̹

1 ,ƀ̹ƙĜŹ̹İĴĿĴşİĴİ̹ňş̹7ƄŘƟ̹ʇʅʆʇ̹Ĝƀ̹)ĜĪĴƀƀĴŲĴ̹fşňƘĴŵŹňƀƟ˦̹�şŖĜŵĜ˦̹bƄŵŖĴƟ˫
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ŹƟŹƀĴŞŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ ŹĴŵƘĴİ̹ ĿŦŵ̹ ŅƄŞĜşňƀƟ̹ ƙňƀŅ̹ ňƀŹ̹ ŅňŀŅŘƟ̹ ĿƄşĪƀňŦşĜŘ̹
ĿŦŵŞĜƀňŦş˫̹ ,ƀ̹ ƙĜŹ̹ ŅňŀŅŘƟ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ ƄşİĴŵŹƀĜşİ̹ ƀŅĴ̹ ŲĴŵĪĴŲƀňŦş̹
ŦĿ̹ ƀŅĴ̹ƙŵňƀňşŀ̹ ŦĿ̹ İňǣĴŵĴşƀ̹ ĪƄŘƀƄŵĴŹ˦̹ şŦƀ̹ œƄŹƀ̹ ŅŦƙ̹ ƀŅĴňŵ̹ ŹƟŹƀĴŞŹ̹ƙŦŵŖ˦̹
ĩƄƀ̹ ƀŵƟňşŀ̹ ƀŦ̹ İĴŘƘĴ̹ ňşƀŦ̹ ƀŅĴ̹ ĪŦşĪĴŲƀƄĜŘ̹ ƄşİĴŵŹƀĜşİňşŀ̹ ĩĴŅňşİ̹ ƀŅĴŞ˦̹
ŲŵŦƘňİĴİ̹ ňŞŞĴşŹĴ̹ ňşŹňŀŅƀ̹ ňşƀŦ̹ ŅŦƙ̹ ƀŦ̹ ŘŦĪĜƀĴ̹ ƙĴŹƀĴŵş̹ ƙŵňƀňşŀ̹ Ĝşİ̹
ŅĴşĪĴ̹ƀƟŲŦŀŵĜŲŅƟ˱ĪĜŘŘňŀŵĜŲŅƟ˫

HĩŹĴŵƘňşŀ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƀƟŲŦŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹Ĝƀ̹ƀŅĜƀ̹ƀňŞĴ˦̹İĴƘĴŘŦŲňşŀ̹
Ĝşİ̹ ĴƞŲŘŦŵňşŀ̹ ĜŘƀĴŵşĜƀňƘĴ̹ ŞĴİňĜ̹ ĜŹ̹ ŲŘĜƀĿŦŵŞŹ̹ ŦĿ̹ ŹĴŘĿ̐ ĴƞŲŵĴŹŹňŦş̹ ƙňƀŅňş̹
ƀŅĴ̹ĪŦşĪĴŲƀ̹ƙĜŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞĜňş̹ĜňŞŹ̹ŦĿ̹ŹƀŵƄĪƀƄŵňşŀ̹ŞƟ̹ŞĜŹƀĴŵ̹ƀŅĴŹňŹ̝Ź̹
ĜŵƀňŹƀňĪ̹ŲŵŦœĴĪƀ˫̹�ŲĜŵƀ̹ĿŵŦŞ̹ŞƟ̹ŀĴşĴŵĜŘ̹ĜƀƀňƀƄİĴ̹ĜĩŦƄƀ̹ĪŵĴĜƀňşŀ̹ƀŅĴ̹ĪŦşĪĴŲƀ̹
Ĝşİ̹İĴŹňŀşňşŀ̹ƀƟŲŦŀŵĜŲŅňĪ̹ŲŵŦœĴĪƀŹ̹İƄŵňşŀ̹ŞƟ̹ŀŵĜŲŅňĪ̹İĴŹňŀş̹ĴİƄĪĜƀňŦş˦̹
,̹ƙĜŹ̹ňşĪŘňşĴİ̹ƀŦ̹ĴƞŲĴŵňŞĴşƀ̹ƙňƀŅ̹İňŀňƀĜŘ̹İĴŹňŀşňşŀ̹Ĝşİ̹ŞĜşƄĜŘ̹İŵĜƙňşŀ̹
ƀĴĪŅşňŴƄĴŹ̹ňş̹ƀŅĴ̹ŵĴĜŘŞ̹ŦĿ̹rĴŹƀĴŵş̹bƟŲŦŀŵĜŲŅƟ˫

�Ƅŵňşŀ̹ƀŅĜƀ̹ŵĴŹĴĜŵĪŅ˦̹ŦşĴ̹ŦĿ̹ ƀŅĴ̹ŹňŀşňǬĪĜşƀ̹ŵĴĜŘňƥĜƀňŦşŹ̹ ňŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ŖĴƟ̹
ƀŦ̹ƄşİĴŵŹƀĜşİňşŀ̹ƀƟŲŦŀŵĜŲŅƟ̹ňŹ̹ƀŦ̹ƄşİĴŵŹƀĜşİ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹Ĝƀ̹ŘĴĜŹƀ̹ĩĴňşŀ̹
ĜƙĜŵĴ̹ŦĿ̹ƘĜŵňŦƄŹ̹ŹňŀşňǬĪĜşƀ̹ňŹŹƄĴŹ˦̹ŹƄĪŅ̹ĜŹ̹ŅŦƙ̹ƀŅĴ̹ĿŦŵŞ̹ŦĿ̹ƀŅĴ̹ĜşĪňĴşƀ̹
ŹƀƟŘĴŹ̹ ĴƘŦŘƘĴİ˦̹ ƄşİĴŵ̹ ƙŅĜƀ̹ ĪŦşİňƀňŦşŹ̹ ƀŅĴƟ̹ ĴŞĴŵŀĴİ̹ Ĝşİ̹ ƀŵĜşŹĿŦŵŞĴİ̹
İĴŲĴşİňşŀ̹Ŧş̹ƀŅĴ̹şĴĴİŹ̹ŦĿ̹ƀŅĴ̹ĴŵĜ˦̹ĜŘŹŦ̹ƀŅĴ̹ƀĴĪŅşňĪĜŘ̹ŲŦŹŹňĩňŘňƀňĴŹ˦̹ŞŦŹƀŘƟ̹
ŲŦňşƀňşŀ̹Ĝƀ̹ƀŅĴ̹AĴİňĴƘĜŘ̹ĴŵĜ̹ŦĿ̹�ƄŵŦŲĴ˫̹AŦŵĴŦƘĴŵ˦̹AĴİňĜƘňŘŘĜ̹˾ʆʎʎʋ˥̹ʇʋʍ˿̹
ĪŘĜňŞŹ̹ƀŅĜƀ̹ŖşŦƙŘĴİŀĴ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹şŦƀ̹œƄŹƀ̹ĪŵňƀňĪĜŘ̹ĿŦŵ̹ƀƟŲŦŀŵĜŲŅƟ˰̹
ňƀ̹ ňŹ̹ŹňŀşňǬĪĜşƀ̹ĿŦŵ̹ŦƀŅĴŵ̹ĜŵĴĜŹ̹ŦĿ̹ŀŵĜŲŅňĪ̹ĜŵƀŹ˦̹ŹƄĪŅ̹ĜŹ̹̚ŘĜƟŦƄƀ˦̹İĴŹŖƀŦŲ̹
ŲƄĩŘňŹŅňşŀ˦̹ ĪŦŞŲƄƀĴŵ̹ŀŵĜŲŅňĪŹ˦̛ ̹ ŅĴşĪĴ˦̹ ŅĴ̹ƄşİĴŵŘňşĴŹ̹ ƀŅĜƀ̹ ĴİƄĪĜƀňŦş̹ŦĿ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ŅĜŹ̹Ĝ̹ĪŵƄĪňĜŘ̹ŵŦŘĴ̹ňş̹ƀŅĴ̹ĴİƄĪĜƀňŦş̹ŦĿ̹ƀƟŲŦŀŵĜŲŅƟ˫̹

,ş̹ ƀŅňŹ̹ ŹĴşŹĴ˦̹ ƀŅĴ̹ ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹ƙŵňƀňşŀ̹ ̐ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ƀƟŲŦŀŵĜŲŅƟ̹̐
ŅĜŹ̹ ĜŘƙĜƟŹ̹ ĴŞĴŵŀĴİ̹ ƙňƀŅ̹ ĿƄşĪƀňŦşĜŘ̹ ňşƀĴşƀňŦşŹ̹ ƀŦ̹ ŹĴŵƘĴ̹ ŲĜŵƀňĪƄŘĜŵ̹
şĴĴİŹ̹ƙňƀŅ̹ňƀŹ̹ŲƄŵĴ̹Ĝşİ̹İňŵĴĪƀ̹ĴƞŲŵĴŹŹňŦş̹ŦĿ̹ƀŅĴ̹ĪŦşƀĴşƀ˦̹ƙŅĜƀĴƘĴŵ̹ƙĜŹ̹
ƙŵňƀƀĴş̹Ŧŵ̹ŲŵňşƀĴİ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ňƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹ƀŅĜƀ̹ƀŅňŹ̹ĜŹŹƄŞŲƀňŦş̹
ŦĿ̹ĿŦŵŞ̹ňŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ĩĴ̹ĪŵĴĜƀĴİ̹ŦƄƀ̹ŦĿ̹ĿƄşĪƀňŦş̹Ĝşİ̹ŅĜŹ̹ňƀŹ̹ŵŦŦƀŹ̹ƀŅĜƀ̹
ŹƀĜŵƀ̹ƙňƀŅ̹ƀŅĴ̹ŲŅŦşĴƀňĪ̹ƙŵňƀňşŀ̹ŹƟŹƀĴŞŹ̹ƀŅĜƀ̹ĜŵĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ƀŅĴ̹ŞŦŹƀ̹
ĜİƘĜşĪĴİ̹ŹƟŹƀĴŞ̹ŦĿ̹ƙŵňƀňşŀ̹ňş̹ƀŅĴ̹ƙŦŵŘİ˫

AŦŵĴŦƘĴŵ˦̹ƀŅĴŵĴ̹ĜŵĴ̹şƄŞĴŵŦƄŹ̹ĴƞĜŞŲŘĴŹ̹ƀŅĜƀ̹İĴŹňŀşĴŵŹ̹ŀŵĴĜƀŘƟ̹ŵĴŹŲĴĪƀ̹
Ĝşİ̹ ŵĴňşƀĴŵŲŵĴƀ̹ ĜşĪňĴşƀ̹ ŹƀƟŘĴŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ WŦŞĜş̹ �ĜŲňƀĜŘŹ̹ ĜŹ̹ İňŀňƀĜŘ̹
ƀƟŲĴĿĜĪĴ̹bŵĜœĜş̹ ˾ʆʎʍʎ˿̹ ĿŵŦŞ̹�İŦĩĴ˦̹ƙŅňĪŅ̹ ňŹ̹ İňŵĴĪƀŘƟ̹ ŵĴňşƀĴŵŲŵĴƀĴİ̹ ŦĿ̹
ƀŅĴ̹ŘĴƀƀĴŵŹ̹Ŧş̹bŵĜœĜş̝Ź̹ĪŦŘƄŞş˦̹Ŧŵ̹ƘĜŵňŦƄŹ̹İňŀňƀĜŘ̹ƀƟŲĴĿĜĪĴŹ̹ŦĿ̹İĴŹňŀşĴŵ˦̹
ŹƄĪŅ̹ ĜŹ̹ 7ŦşĜƀŅĜş̹ �ĜŵşĩŵŦŦŖ̹ Ĝşİ̹ ŅňŹ̹ ƀƟŲĴĿĜĪĴ̹ şĜŞĴİ̹ �ĜŹƀĜŵİ̹ƙŅňĪŅ̹
ĪĜŵŵňĴŹ̹ ĪŘĴĜŵ̹ ĜİĜŲƀňŦş̹ ŦĿ̹ŞŦŹƀŘƟ̹ textualis Ĝşİ̹ fraktur̹ ŹƀƟŘĴŹ̹ ŦĿ̹ $ŦƀŅňĪ̹
ƙŵňƀňşŀ̹ŹƟŹƀĴŞŹ˫̹bŅĴŹĴ̹ĜŵĴ̹ œƄŹƀ̹Ĝ̹ ĿĴƙ̹ŲŦňşƀňşŀ̹Ĝƀ̹ ƀŅĴ̹ĜşĪňĴşƀ̹ƙŵňƀňşŀ̹
ŹƀƟŘĴŹ̹ Ĝşİ̹ ƀŅĴňŵ̹ ĿŦŵŞŹ̹ Ĝşİ̹ ŅŦƙ̹ ƀŅĴƟ̹ƙĴŵĴ̹ ĜǣĴĪƀĴİ̹ ĩƟ̹ ƀŅĴ̹ ƀŦŦŘŹ̹ Ĝşİ̹
ƀĴĪŅşňŴƄĴŹ̹ŦĿ̹ƀŅĴ̹ƀňŞĴ˦̹ƙŅňĪŅ̹ŞĴĜşŹ̹ƀŵĜİňƀňŦşĜŘ̹Ŧŵ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹
)ĴşĪĴ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ŖşŦƙŘĴİŀĴ̹ ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŅĜŹ̹
ĩĴĴş̹ƀŅĴ̹ĴŹŹĴşƀňĜŘ̹ĴŘĴŞĴşƀ̹ƀŅĜƀ̹ŞĜŖĴŹ̹ƙĴŹƀĴŵş̹ƀƟŲŦŀŵĜŲŅƟ̹ŞĴĜşňşŀĿƄŘ˫

bŅĴŹĴ̹ĿĴĜƀƄŵĴŹ̹ŞĴşƀňŦşĴİ̹ĜĩŦƘĴ̹ĪĜş̹ĩĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ƀŅĴ̹ǬŵŹƀ̹ňŞŲƄŘŹĴŹ̹
ƀŦ̹ŵĴŹĴĜŵĪŅ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ĿŦŵ̹ŞƟ̹İŦĪƀŦŵĜŘ̹ŵĴŹĴĜŵĪŅ˦̹ĜŹ̹Ĝ̹œŦƄŵşĴƟ̹
ƀŅĜƀ̹ ŹŅňĿƀŹ̹ ňşƀĴŵĴŹƀ̹ ĿŵŦŞ̹ ƀƟŲŦŀŵĜŲŅƟ̹ ƀŦ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹
ĿƄşİĜŞĴşƀĜŘŹ̹ƙňƀŅ̹ƀŅĴ̹ƘĴŵƟ̹ĩĜŹňĪ̹ňŞŲƄŘŹĴ̹Ĝşİ̹şĴĴİŹ̹ƀŦƙĜŵİ̹ŹĴşŹƄĜŘňƀƟ̹
ŦĿ̹ƀŅĴ̹ƀƙĴŘƘĴ̐ƟĴĜŵ̹ĪĜŵĴĴŵ̹ĜŹ̹Ĝ̹İĴŹňŀşĴŵ˫

Hş̹ŦşĴ̹ŹňİĴ̹ƀŅĴ̹ƀŵĜİňƀňŦşĜŘ̹ĴƞĜŞŲŘĴŹ̹ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˰̹Ŧş̹ƀŅĴ̹ŦƀŅĴŵ̹
ŹňİĴ̹ ƘĜŵňŦƄŹ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŲŵĜĪƀňĪĴŹ̹ ŵĴƘĴĜŘ̹ ƀŅĴ̹



ʉʋ

ŹňŀşňǬĪĜşƀ̹ İňǣĴŵĴşĪĴ̹ ĿŵŦŞ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş̹ ňş̹ ĪŦşĪĴŲƀƄĜŘ̹ Ĝşİ̹ ƘňŹƄĜŘ̹ƙĜƟŹ˫̹
[ňşĪĴ̹,̹ňşƘĴŹƀňŀĜƀĴİ̹ƀŅĴ̹ĪƄŵŵĴşƀ̹ƀŵĴşİŹ̹ŦĿ̹ƀƟŲŦŀŵĜŲŅƟ̹İƄŵňşŀ̹ŞƟ̹ŞĜŹƀĴŵ̝Ź˦̹
,̹ĪŦşŹƀĜşƀŘƟ̹ĴşĪŦƄşƀĴŵĴİ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ŲŵĜĪƀňĪĴŹ̹ŦĿ̹ŹŦ̐ĪĜŘŘĴİ̹ĪĜŘŘňŀŵĜŲŅƟ̹
ĜŹ̹ƙĴŘŘ˦̹ŞŦŹƀŘƟ̹ƙňƀŅ̹ƀŅĴ̹ĜĩŹƀŵĜĪƀňŦş̹ŦĿ̹ƀŅĴ̹ ŘĴƀƀĴŵŹ˦̹ƙŦŵİŹ˦̹Ŧŵ̹ƀĴƞƀ˫̹)ĴşĪĴ˦̹
,̹ŵĴĜŘňƥĴİ̹ƀŅĜƀ˦̹ĜŹ̹ňş̹ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƀƟŲŦŀŵĜŲŅƟ˦̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŅĜŹ̹ňƀŹ̹Ŧƙş̹ĜƄƀŦşŦŞŦƄŹ̹ĜŵĴĜ̹ƀŅĜƀ̹ŅĜŹ̹ĩĴĴş̹ĜǣĴĪƀĴİ̹
ĩƟ̹ ƘĜŵňŦƄŹ̹ İƟşĜŞňĪŹ̹ Ĝşİ̹ ĿĜĪƀŦŵŹ˦̹ şŦƀ̹ œƄŹƀ̹ ŵĴŘĜƀĴİ̹ ƀŦ̹ ƀŅĴ̹ ŲŵĴŹĴşƀ˦̹ ĩƄƀ̹
ĜŘŹŦ̹ ňşŹŲňŵĜƀňŦşŹ̹ ĪŦŞĴ̹ ĿŵŦŞ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş˦̹ ĜŹ̹ ƙĴŘŘ̹ ĜŹ̹ ŦƀŅĴŵ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ƀŵĜİňƀňŦşŹ˦̹ŞĜňşŘƟ̹#Ĝŵ̹�ĜŹƀĴŵş̹Ĝşİ̹AňİİŘĴ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫

,ƀ̹ ĪĜş̹ ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ƀŅňŹ̹ ŹŅĜŵŲ̹ İĴŲĜŵƀƄŵĴ̹ ŦĿ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ŲŵĜĪƀňĪĴŹ̹ĿŵŦŞ̹ƀŅĴ̹ƀŵĜİňƀňŦş̹ĪŵĴĜƀĴŹ̹Ĝ̹ŀŵĜƟ̹ĜŵĴĜ̹ňş̹ƀŅĴ̹ŹĴşŹĴ̹ŦĿ̹ĪŦşǭňĪƀ̹
ĩĴƀƙĴĴş̹ŲŵĜĪƀňƀňŦşĴŵŹ̹ňş̹ƀĴŵŞŹ̹ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦş˦̹ƙŅňĪŅ̹
ňŹ̹ ŀŵŦƄşİĴİ̹ Ŧş̹ ƀŅĴ̹ ĿƄşĪƀňŦşĜŘ̹ şĴĪĴŹŹňƀňĴŹ̹ ŹƄĪŅ̹ ĜŹ̹ ĪŦŲƟňşŀ̹ ƀŅĴ̹ ƀĴƞƀ̹
ŦĿ̹ ƀŅĴ̹ ĪŦŵŵĴŹŲŦşİňşŀ̹ ŲĴŵňŦİ̹ ̐ƀŅĴ̹ AňİİŘĴ̹ �ŀĴŹ˦̹ ƀŅĴ̹ ŲĴŵňŦİ̹ ƙŅĴş̹ ƀŅĴ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ĪƄŘƀƄŵĴ̹ ŲĴĜŖĴİ˫̹ �ƄŵŵĴşƀ̹ ŲŵĜĪƀňĪĴŹ̹ ĜŵĴ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ƀŦƀĜŘ̹
İĴŲĜŵƀƄŵĴ˦̹ĴƘĴş̹ƀŅĴ̹ŵĴœĴĪƀňŦş̹ŦĿ̹ƀŅĴ̹ƀŵĜİňƀňŦş̹ĩĴĪĜƄŹĴ̹ŦĿ̹ƀŅĴ̹ĴŘňŞňşĜƀňŦş̹
ŦĿ̹ ƀŅĴ̹ ƀĴƞƀ˦̹ƙŦŵİŹ˦̹ ŘĴƀƀĴŵŹ˦̹ Ŧŵ̹ ŵĴĪŦŀşňƥĜĩŘĴ̹ƙŵňƀƀĴş̹ ŹňŀşŹ˫̹bŅĜƀ̹ ĪĜƄŹĴŹ̹
ƄŹ̹ ƀŦ̹ ĪŦŞŲĜŵĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŲŵĜĪƀňĪĴŹ̹ƙňƀŅ̹ ƀŅĴ̹
ĜĩŹƀŵĜĪƀ̹ ŲĜňşƀňşŀ̹ ŦĿ̹ ƀŅĴ̹rĴŹƀ˦̹ƙŅňĪŅ̹ ňŹ̹ Ĝş̹ ňşĜŲŲŵŦŲŵňĜƀĴ̹ ĪŦŞŲĜŵňŹŦş̹
œƄŹƀ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ƘňŹƄĜŘ̹ ŵĴŹĴŞĩŘĜşĪĴ̹ ŹňşĪĴ̹ ƀŅĴ̹ ŹňŞňŘĜŵňƀƟ̹ ĩĴƀƙĴĴş̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ĜĩŹƀŵĜĪƀ̹ ŲĜňşƀňşŀ̹ ŦĿ̹ ƀŅĴ̹rĴŹƀ̹ ĪĜş̹ ĩĴ̹
İĴƀĜĪŅĴİ̹ƀŅŵŦƄŀŅ̹ƘňŹƄĜŘ̹ĜŲŲĴĜŵĜşĪĴ˫̹bŅňŹ̹ĜŹŹĴŹŹŞĴşƀ̹ ňŹ̹şĴĴİĴİ̹ƀŦ̹ĩĴ̹
ŵĴƘĴĜŘĴİ̹Ĝşİ̹ŲŵĴŹĴşƀĴİ̹ƀŅŵŦƄŀŅ̹Ĝ̹ĩŵŦĜİ̹ňşƘĴŹƀňŀĜƀňŦş̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ňŹ̹ŦĩŹĴŵƘĴİ̹ĜŹ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ŀĜŲ̹ňş̹ƀŅĴ̹ĜŵĴĜ˫̹

,ƀ̹ ňŹ̹ ĴƘňİĴşƀ̹ ƀŅĜƀ̹ ƀŅĴ̹ ĪŦşĪĴŲƀ̹ ŦĿ̹ ƙŵňƀňşŀ˦̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŦĿ̹ ƀŅĴ̹ rĴŹƀ˦̹
ĪŦŞŲĜŵĴİ̹ƙňƀŅ̹ƀŅĴ̹ĪƄŵŵĴşƀ̹ƀĴşİĴşĪňĴŹ̹ňş̹ƙŅňĪŅ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ƘňŹƄĜŘŘƟ̹
Ĝşİ̹ĿƄşĪƀňŦşĜŘŘƟ̹şŦƀ̹ŹňŞňŘĜŵ̹ƀŦ̹ƀŵĜİňƀňŦşĜŘ̹ĿŦŵŞŹ˦̹ĩƄƀ̹ňƀ̹ňŹ̹ŹƀňŘŘ̹İĴǬşĴİ̹Ŧŵ̹
ĪĜŘŘĴİ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĩƟ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ˫

;ŦŦŖňşŀ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ŹňŀşňǬĪĜşƀ̹ ŵĴĿĴŵĴşĪĴŹ̹Ĝşİ̹ƙŦŵŖŹ̹ŦĿ̹ ŘňƀĴŵĜƀƄŵĴ̹ ňş̹
ƀŅĴ̹ ŵĴĜŘŞ̹ŦĿ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĜŹ̹ŞĴşƀňŦşĴİ̹ ňş̹ŲĜŵƀ̹ ĴşƀňƀŘĴİ̹
̚ʆ˫ʊ˫̹ bŅĴŦŵĴƀňĪĜŘ̹ Ĝşİ̹ ŵĴĿĴŵĴşƀňĜŘ̹ ĿŵĜŞĴƙŦŵŖ˦̛ ̹ ƀŅĴŹĴ̹ ŞĴşƀňŦşĴİ̹ ŀŵĜƟ̹
ĜŵĴĜŹ̹ ŹƀňŘŘ̹ ĴƞňŹƀ̹ İƄĴ̹ ƀŦ̹ Ĝ̹ ŘĜĪŖ̹ ŦĿ̹ ĪŦŞŲŵĴŅĴşŹňƘĴ̹ ŹƄŵƘĴƟ̹ ĿŵŦŞ̹ Ĝ̹ ĩŵŦĜİ̹
ŲĴŵŹŲĴĪƀňƘĴ̹ ƀŦ̹ ŘŦĪĜƀĴ̹ Ĝşİ̹ ĿŵĜŞĴ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ ,ƀ̹ ňŹ̹
Ĝş̹ ŦŲĴş̹ ĜŵĴĜ̹ ƀŅĜƀ̹ ĪĜş̹ ĩĴ̹ ĴƞŲŦŹĴİ̹ ƀŦ̹ ƘĜŵňŦƄŹ̹ şŦƀ̹ ƘĴŵƟ̹ ĜŲŲŵŦŲŵňĜƀĴ̹
İĴǬşňƀňŦşŹ˦̹ ňşƀĴŵŲŵĴƀĜƀňŦşŹ˦̹ ĪŦŞŲĜŵňŹŦşŹ˦̹ İĴƀĴŵŞňşĜƀňŦşŹ˦̹ Ĝşİ̹
ŞňŹİňŵĴĪƀňŦş̹ĩĴƀƙĴĴş̹ĩŦƀŅ̹ŲŵŦĿĴŹŹňŦşĜŘŹ̹Ĝşİ̹şĴƙĩňĴŹ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĜŹ̹Ĝş̹ĜƄƀŦşŦŞŦƄŹ̹Ĝŵƀ̹ĿŦŵŞ̹ƀŅĜƀ̹ŅĜŹ̹
ĩĴĪŦŞĴ̹Ĝ̹ǬĴŘİ̹ŲĴŵĿŦŵŞĴİ̹ňş̹Ĝ̹ƙňİĴ̹ŵĜşŀĴ˦̹ňƀ̹ňŹ̹şĴĴİĴİ̹ƀŦ̹ĪŦŞŲŵĴŅĴşŹňƘĴ̹
ĴƞĜŞňşĜƀňŦş̹ Ĝşİ̹ ŵĴĜŹŹĴŹŹŞĴşƀ̹ ŦĿ̹ ƀŅĴ̹ İƟşĜŞňĪŹ˦̹ ŲĜŵĜŞĴƀĴŵŹ˦̹ Ĝşİ̹
ňşǭƄĴşĪĴŹ̹ƀŦ̹ĜƘŦňİ̹ƀŅĴ̹ĪŦşǭňĪƀňŦşŹ̹Ĝşİ̹ŞňŹňşƀĴŵŲŵĴƀĜƀňŦşŹ̹ŦĿ̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ƙňƀŅ̹ ƀŅĴ̹ ĪƄŵŵĴşƀ̹ ƀĴşİĴşĪňĴŹ˫̹ bŅňŹ̹ ŹƀƄİƟ̹ ŲŵŦŞňŹĴŹ̹ ƀŦ̹
ŲŵĴŹĴşƀ̹Ĝ̹ĪŵƄĪňĜŘ̹ĩŵŦĜİ̹ĴƘĜŘƄĜƀňŦş̹ƀŅŵŦƄŀŅ̹İňǣĴŵĴşƀ̹ŲĴŵŹŲĴĪƀňƘĴŹ̹Ĝşİ̹
ĜŘŹŦ̹ŲŵŦƘňİĴŹ̹ŹňŀşňǬĪĜşƀ̹ĜŹŹĴŹŹŞĴşƀŹ̹ŦĿ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ŞňşİŹĴƀ̹ŦĿ̹
ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙňƀŅ̹Ĝ̹ŞŦŵĴ̹ŵňŀŦŵŦƄŹ̹ŖşŦƙŘĴİŀĴ̹Ĝşİ̹ĴƞĜŞňşĜƀňŦşŹ̹
ƀŅĜƀ̹ƀŅĴ̹ĴƞňŹƀňşŀ̹ŹŦƄŵĪĴŹ̹ŅĜƘĴ̹şŦƀ̹ŲŵĴŹĴşƀĴİ̹ŹŦ̹ĿĜŵ˫

[ňşĪĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ Ĝş̹ ĜƄƀŦşŦŞŦƄŹ̹ ĜŵĴĜ̹ ƀŅĜƀ̹ ĜƀƀŵĜĪƀŹ̹
ƀŅĴ̹ĜŵƀňŹƀŹ̹ƀŦ̹ĴŞŲŘŦƟ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƀŅĴ̹ĪŦŞŲŵĴŅĴşŹňƘĴ̹ňşƘĴŹƀňŀĜƀňŦş̹Ĝşİ̹
ĴƞĜŞňşĜƀňŦş̹ ĜŵĴ̹ ŹňŀşňǬĪĜşƀ̹ Ĝşİ̹ şĴĴİĴİ̹ ƀŦ̹ ňİĴşƀňĿƟ̹ ƀŅĴ̹ ňşƀĴŵĜĪƀňŦşŹ̹
ĩĴƀƙĴĴş̹ ĩŦƀŅ̹ ňşƀĴŵİňŹĪňŲŘňşĜŵƟ̹ Ĝşİ̹ İňǣĴŵĴşƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪƄŘƀƄŵĴŹ˦̹
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ƙŅňĪŅ̹ ƙňŘŘ̹ ŲŵŦƘňİĴ̹ ĴŹŹĴşƀňĜŘ̹ İĴƀĴŵŞňşĜƀňŦşŹ̹ ŦĿ̹ ƀŅĴ̹ ŲŵĜĪƀňĪĴŹ˦̹ ĪŵƄĪňĜŘ̹
ňşĿŦŵŞĜƀňŦş̹Ŧş̹ ŹŦƄŵĪĴŹ̹ŦĿ̹ ňşŹŲňŵĜƀňŦş̹Ĝşİ̹İƟşĜŞňĪŹ˦̹ Ĝşİ̹ŦŲĴş̹Ĝ̹şĴƙ̹
ƙňşİŦƙ̹ ƀŦ̹ ĴƘĜŘƄĜƀĴ̹ ňƀ̹ ĿŵŦŞ̹ Ĝ̹ İňǣĴŵĴşƀ̹ ŲĴŵŹŲĴĪƀňƘĴ̹ ĩƟ̹ ŲŘĜĪňşŀ̹ ňƀ̹ ňş̹ Ĝ̹
ŞŦŵĴ̹ ĜŲŲŵŦŲŵňĜƀĴ̹ ĿŵĜŞĴƙŦŵŖ˫̹ ,̹ ŹňşĪĴŵĴŘƟ̹ ĩĴŘňĴƘĴ̹ ƀŅňŹ̹ ŵĴŹĴĜŵĪŅ̹ƙňŘŘ̹ ĩĴ̹
ƘĜŘƄĜĩŘĴ̹ Ĝşİ̹ ĩŵňşŀ̹ Ĝ̹ ŲĴŵŹŲĴĪƀňƘĴ̹ ƀŅĜƀ̹ ŞĜƟ̹ ŹňŀşňǬĪĜşƀŘƟ̹ ĪŦşƀŵňĩƄƀĴ̹
ƀŦ̹ ƀŅĴ̹ ǬĴŘİ̹ Ĝşİ̹ ŀňƘĴ̹ Ĝ̹ ƘĜŘƄĜĩŘĴ̹ ŲĴŵŹŲĴĪƀňƘĴ̹ Ĝşİ̹ ĜƙĜŵĴşĴŹŹ̹ ƀŦ̹ ƀŅĴ̹
ĪĜŘŘňŀŵĜŲŅĴŵ̹ĜŹ̹Ĝş̹ĜƄƀŦşŦŞŦƄŹ̹Ĝŵƀ̹ĿŦŵŞ˫
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9ī;ī9ī��!/!�.�$�-1!/0%+*/

,ş̹ŘňŀŅƀ̹ŦĿ̹ƀŅĴ̹İĴǬşňƀňŦş̹ŦĿ̹ƀŅňŹ̹ŹƀƄİƟ̝Ź̹ŦĩœĴĪƀ̹Ĝşİ̹œƄŹƀňǬĪĜƀňŦş˦̹ňƀ̹ĪĜş̹ĩĴ̹
ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ŹĴƘĴŵĜŘ̹ ŴƄĴŹƀňŦşŹ̹şĴĴİ̹ ƀŦ̹ĩĴ̹İňŹĪƄŹŹĴİ˫̹bŅĴŹĴ̹ŴƄĴŹƀňŦşŹ̹
ĪĜş̹ĩĴ̹ŵĜşŖĴİ̹ĜŹ̹ĿŦŘŘŦƙŹ˥

ˡ)Ŧƙ̹ĪĜş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ĩĴ̹İĴǬşĴİ̹Ŧŵ̹İĴŹĪŵňĩĴİˬ̹

ˡrŅĜƀ̹ĜŵĴ̹ƀŅĴ̹ĪŵňƀĴŵňĜ̹ƀŦ̹İĴǬşĴ̹ƙŅĜƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŵĴŲŵĴŹĴşƀŹ̹ƀŦİĜƟˬ

ˡrŅĴş̹ĪĜŘŘňŀŵĜŲŅƟ̹ĴƞŲŘŦŵĴŹ̹Ĝşİ̹ŲŵĴŹĴşƀŹ̹ƀŅĴ̹ňŞĜŀĴ̹ŦĿ̹ƀŅĴ̹ƙŦŵİ˦̹ƙŅňĪŅ̹
ƀĜŖĴŹ̹ƘňŹƄĜŘ̹ ŵĴŹĴŞĩŘĜşĪĴ̹ƙňƀŅ̹ ĜĩŹƀŵĜĪƀ̹ ŲĜňşƀňşŀ˦̹ ĪĜş̹ ňƀ̹ ŹƀňŘŘ̹ ĩĴ̹ ĪĜŘŘĴİ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ňş̹ƀŅĴ̹rĴŹƀĴŵş̹ŵĴĜŘŞˬ

ˡ,Ź̹ ňƀ̹ŲŦŹŹňĩŘĴ̹ ƀŦ̹ĜŹŹĴŹŹ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙňƀŅňş̹ ƀŅĴ̹
ŹƀĜşİĜŵİ̹ŲĜŵĜŞĴƀĴŵŹ̹ŦĿ̹ƀŅĴ̹rĴŹƀ˦̹ƙŅňĪŅ̹ĜŵĴ̹ĩĜŹňĪĜŘŘƟ̹ƀŅĴ̹ĿƄşĪƀňŦşĜŘňƀƟ̹
Ĝşİ̹şĴĪĴŹŹňƀƟ̹ŦĿ̹ŘĴŀňĩŘĴ̹ƀĴƞƀˬ

ˡrŅĜƀ̹ĜĩŦƄƀ̹ƀŅĴ̹ŵŦŘĴ̹ŦĿ̹ƀŅĴ̹ĜşĪňĴşƀ̹ŹĪŵňĩĴ̹Ĝşİ̹ƀŦİĜƟ̝Ź̹ĪĜŘŘňŀŵĜŲŅĴŵˬ̹�ŵĴ̹
ƀŅĴŵĴ̹ ĜşƟ̹ŞĜœŦŵ̹ İňǣĴŵĴşĪĴ̹ Ĝşİ̹ ŹŅňĿƀŹ̹ ƀŅĜƀ̹ ĪĜş̹ĩĴ̹ ƀŵĜĪĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̝̹ŲŵĜĪƀňĪĴŹˬ

ˡrŅĴŵĴ̹ ĪĜş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĩĴ̹ ŘŦĪĜƀĴİ̹ ňş̹ ƀŅĴ̹ Ĝŵƀ̹
ƙŦŵŘİˬ

ˡrŅĜƀ̹ Ŗňşİ̹ ŦĿ̹ ňşǭƄĴşĪĴŹ̹ İŦĴŹ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ŵĴĪĴňƘĴˬ̹�Ĝş̹ ƀŅĴŹĴ̹ ňşǭƄĴşĪĴŹ̹ĩĴ̹ ƀŵĜĪĴİ̹Ŧŵ̹İĴƀĜĪŅĴİ̹ĪŦşĪĴŲƀƄĜŘŘƟ̹Ĝşİ̹
ƘňŹƄĜŘŘƟˬ

ˡ�ŦĴŹ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŵĴŲŵĴŹĴşƀ̹ƀŅĴ̹ƀŦƀĜŘ̹İĴŲĜŵƀƄŵĴ̹
ĿŵŦŞ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş̹ ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ Ŧŵ̹ İŦĴŹ̹ ňƀ̹ ŹƀňŘŘ̹ ĪŦşƀĜňş̹
ŵĴĿĴŵĴşĪĴŹ̹ ĿŵŦŞ̹ ƀŅĴ̹ ƀŵĜİňƀňŦşˬ̹ ,ş̹ ŦƀŅĴŵ̹ ƙŦŵİŹ˦̹ ňŹ̹ ƀŅĴŵĴ̹ Ĝ̹ ĪŦşƀňşƄňƀƟ̹
ŵĴŘĜƀňŦşŹŅňŲ̹ƙňƀŅ̹ ƀŅĴ̹ ŲĜŹƀˬ̹ ,Ŀ̹ ŹŦ˦̹ƙŅĜƀ̹ ĜŵĴ̹ ƀŅĴŹĴ̹ ňşǭƄĴşĪĴŹ˦̹ Ĝşİ̹ ŅŦƙ̹
İŦĴŹ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ŵĴǭĴĪƀ̹ƀŅĴŹĴ̹ňşǭƄĴşĪĴŹˬ

ˡ�ŵĴ̹ ƀŅĴŵĴ̹ ĜşƟ̹ ňşǭƄĴşĪĴŹ̹ ŦĿ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ Ĝşİ̹ ƀŅĴ̹AňİİŘĴ̹ �ĜŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ĪƄŘƀƄŵĴŹ̹ ƀĴĪŅşňĪĜŘŘƟ̹ Ĝşİ̹ ĪŦşĪĴŲƀƄĜŘŘƟˬ̹ Hŵ̹ ĜŵĴ̹ ƀŅĴŵĴ̹ ĜşƟ̹
ňşƀĴŵĜĪƀňŦşŹ̹ƀŅĜƀ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŅĜƘĴ̹ňşŹŲňŵĴİ̹ĩƟ̹ƀŅĴŞˬ

9ī;ī:ī��!/!�.�$�$5,+0$!/!/

bŅĴŹĴ̹ŵĴŹĴĜŵĪŅ̹ŴƄĴŹƀňŦşŹ̹ŅĜƘĴ̹ŀňƘĴş̹ŵňŹĴ̹ƀŦ̹ƀŅĴ̹ĿŦŘŘŦƙňşŀ̹ŅƟŲŦƀŅĴŹĴŹ˥

ˡbŅĴ̹ ĩŦƄşİĜŵňĴŹ̹ ĩĴƀƙĴĴş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ĜŵƀňŹƀňĪ̹ ŲŵĜĪƀňĪĴŹ̹ ŅĜƘĴ̹
İňŹŹŦŘƘĴİ̹ ĩƟ̹ ƀŅĴ̹ ŲŵĜĪƀňĪĴŹ̹ ŦĿ̹ ƀŅĴ̹ ĪƄŵŵĴşƀ̹ ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ ƙŅŦ̹ ŵĴǭĴĪƀ̹
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ƀŅĴ̹ ĴƞŲŵĴŹŹňŦş̹ ƀŅŵŦƄŀŅ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŲŵĜĪƀňĪĴŹ˫̹ bŅĜƀ̹ ŞĴĜşŹ̹ ƀŅĴ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŞňşİŹĴƀ̹ ŵĴŲŵĴŹĴşƀŹ̹ ĿŵĴĴİŦŞ̹ ĿŵŦŞ̹ ňƀŹ̹
ƀŵĜİňƀňŦşĜŘ̹ŘňŞňƀĜƀňŦşŹ̹ŦĿ̹ƀĴĪŅşňĪĜŘ̹Ĝşİ̹ĪŦşĪĴŲƀƄĜŘ̹ĩƄŵİĴşŹ˫̹

ˡ�ŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĴƘĴş̹ƙňƀŅ̹ ňƀŹ̹ ŅňŀŅŘƟ̹ ĜĩŹƀŵĜĪƀ̹ ĿŦŵŞŹ̹ ƀŅĜƀ̹
ĜŵĴ̹ ĪŘŦŹĴ̹ ƀŦ̹ ƀŅĴ̹ ĜĩŹƀŵĜĪƀ̹ ŲĜňşƀňşŀ̹ ƘňŹƄĜŘŘƟ˦̹ ŹƀňŘŘ̹ ƀĜŖĴŹ̹ ňƀŹ̹ ŵĴĿĴŵĴşĪĴŹ̹
Ĝşİ̹ ňşŹŲňŵĜƀňŦşŹ̹ ĿŵŦŞ̹ ňƀŹ̹ ƀŵĜİňƀňŦşŹ˦̹ ĜŘŹŦ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ Ĝşİ̹AňİİŘĴ̹
�ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦşŹ̹ Ĝşİ̹ ňşƀĴŵĜĪƀňŦşŹ̹ ƙňƀŅ̹ ƀŅĴ̹ ŦƀŅĴŵ̹ Ĝŵƀ̹
İňŹĪňŲŘňşĴ˫̹

ˡ�ŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ĜĪĪĴŲƀĴİ̹ ĜŹ̹ Ĝş̹ ĜƄƀŦşŦŞŦƄŹ̹ İňŹĪňŲŘňşĴ̹
ƀŅĜƀ̹ ĪĜş̹ ĩĴ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ Ĝş̹ ŦŲĴş̹ ĜŵĴĜ̹ ƀŦ̹ ňşƀĴŵŲŵĴƀ̹ İĴŲĴşİňşŀ̹ Ŧş̹ ƀŅĴ̹
ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ ňşĪŘƄİňşŀ̹ ƀŅĴ̹ ŵĴĜİĴŵ˱ƘňĴƙĴŵ˦̹ İĴŞĜşİ̹ ĿŵŦŞ̹ ƀŅĴŞ̹ Ĝ̹
İňǣĴŵĴşƀ̹ŘĴƘĴŘ̹ŦĿ̹ŵĴĜİňşŀ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ňŞĜŀĴ̹ŦĿ̹ƀŅĴ̹ƙŦŵİ˫̹,ƀ̹ŵĴŲŵĴŹĴşƀŹ̹
Ĝş̹ ĴĪŘĴĪƀňĪ̹ ĿƄŹňŦş̹ ŦĿ̹ ŞƄŘƀň̐ŘĜƟĴŵ̹ ŞĴĜşňşŀŹ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ŦŲĴş̹ ƙŦŵŖ̹
ĪŦşĪĴŲƀ˫

ˡ�ŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŅĜŹ̹ ĩĴĪŦŞĴ̹ Ĝş̹ Ĝŵƀ̹ ĿŦŵŞ̹ ƀŅĜƀ̹ ŹƀĜşİŹ̹ ŦƄƀ̹
ƙňƀŅ̹ňƀŹ̹ŲĴŵĿŦŵŞĜşĪĴ̹ĜŹŲĴĪƀ˦̹ňş̹ƙŅňĪŅ̹ƀŅĴ̹ŲŵŦĪĴŹŹ̹Ĝşİ̹ňƀŹ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹
ĜŵĴ̹ŲĴŵŹŦşĜŘŘƟ̹ňşƘŦŘƘĴİ̹ňş̹ƀŅňŹ̹ŲŵŦĪĴŹŹ̹ĜŹ̹ĜĪƀňƘĴ̹ǬŀƄŵĴŹ̹ƙŅŦ̹ŵĴǭĴĪƀ̹ƀŅĴ̹
ĿĴĴŘňşŀ̹Ĝşİ̹ĴŞŦƀňŦş̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ŀĴŹƀƄŵĴ̹ŦĿ̹ƀŅĴ̹ŅĜşİ˫

ˡ[ňşĪĴ̹ ƀŅĴŵĴ̹ ĜŵĴ̹ şŦ̹ ĪŦşĪŵĴƀĴ̹ ĪŵňƀĴŵňĜ̹ ĜŹ̹ ňş̹ ƀŅĴ̹ ĪĜŹĴ̹ ŦĿ̹ ƀŵĜİňƀňŦşĜŘ̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŅĜŹ̹ňƀŹ̹Ŧƙş̹ŀĴşƄňşĴ̹ĪŵňƀĴŵňĜ̹ƀŅĜƀ̹
ĪĜş̹ĩĴ̹ŵĜşŖĴİ̹ĜŹ̹ƀŅĴ̹ŹŖňŘŘ̹ŦĿ̹ƀŅĴ̹ŅĜşİ˦̹ƙŅňĪŅ̹ĪĜş̹ĩĴ̹ĜĩŘĴ̹ƀŦ̹ŲĴŵĿŦŵŞ̹ƀŅĴ̹
ŴƄĜŘňƀƟ̹ŦĿ̹ƀŅĴ̹ŀĴŹƀƄŵĴ˫
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ˡbŅĴ̹ ŦĩœĴĪƀňƘĴ̹ ňŹ̹ ƀŦ̹ ŖşŦƙ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ŲŵĜĪƀňĪĴŹ̹ ŦĿ̹ rĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ňƀŹ̹ƀŵĴşİŹ̹Ĝşİ̹ŞĜşňĿĴŹƀĜƀňŦşŹ̹ňş̹ŦŵİĴŵ̹ƀŦ̹İŵĜƙ̹Ĝş̹ŦƘĴŵƘňĴƙ̹
ŦĿ̹ ňƀŹ̹ ĪƄŵŵĴşƀ̹ ŹňƀƄĜƀňŦş̹ Ĝşİ̹ ƀŅƄŹ̹ ǬŘŘ̹ ƀŅĴ̹ ĴƞňŹƀňşŀ̹ ŀĜŲ̹ ňş̹ ĪƄŵŵĴşƀ̹
ŘňƀĴŵĜƀƄŵĴ˫
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ˡ�şĜŘƟƥĴ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪŦşĪĴŲƀƄĜŘŘƟ̹
Ĝşİ̹ ƀĴĪŅşňĪĜŘŘƟ̹ ƀŦ̹ İĴƀĴŵŞňşĴ̹ ƀŅĴ̹ İƟşĜŞňĪŹ̹ Ĝşİ̹ ĿĴĜƀƄŵĴŹ̹ ŦĿ̹ ƀŅĴ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŦ̹ĿŵĜŞĴ˱İĴǬşĴ̹Ŧŵ̹İĴŹĪŵňĩĴ˦

ˡ�ĴŹňŀşĜƀĴ̹ ƀŅĴ̹ ňşǭƄĴşĪĴŹ̹ ĩĴŅňşİ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ŞňşİŹĴƀ̹
ňş̹ŵĴŹŲĴĪƀ̹ŦĿ̹ƀŵĜİňƀňŦşĜŘ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹

ˡ�ĴƀĜĪŅ̹ƙŅĴƀŅĴŵ̹ƀŅĴŵĴ̹ĜŵĴ̹ŵĴĿĴŵĴşĪĴŹ̹ĿŵŦŞ̹ƀŅĴ̹ŲĜŹƀ̹ƀŅĜƀ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ĜİŦŲƀ̹ Ĝşİ̹ ĜİĜŲƀ˦̹ Ŧŵ̹ İŦĴŹ̹ ňƀ̹ ŵĴŲŵĴŹĴşƀ̹ Ĝ̹ ƀŦƀĜŘ̹ İĴŲĜŵƀƄŵĴ̹
ĿŵŦŞ̹ƀŅĴ̹ŲĜŹƀ˦

ˡ[ƀƄİƟ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹Ĝşİ̹AňİİŘĴ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦşŹ̹ƀŦ̹ŘŦĪĜƀĴ̹
ƀŅĴ̹ĴǣĴĪƀŹ̹Ĝşİ̹ňşǭƄĴşĪĴŹ̹Ŧş̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ŞňşİŹĴƀ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˦

ˡ�ŦŞŲŵĴŅĴşİ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ Ĝşİ̹ AňİİŘĴ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ƀŵĜİňƀňŦşŹ̹ ƀŦ̹ ƄşİĴŵŹƀĜşİ̹ ƀŅĴ̹ ŹňŞňŘĜŵňƀňĴŹ̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̝̹ ƀĴşİĴşĪňĴŹ̹ Ĝşİ̹ŞňşİŹĴƀ̹ ĩĴŅňşİ̹ ƀŅĴňŵ̹ ŲŵĜĪƀňĪĴŹ̹
ŵĴŘĜƀĴİ̹ƀŦ̹ƀŅĴŹĴ̹ƀŵĜİňƀňŦşŹ˦

ˡ�şĜŘƟƥĴ̹ŅŦƙ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ŲŵĜĪƀňĪĴŹ̹ĜŵĴ̹ňşǭƄĴşĪňşŀ̹ŞƟ̹ƙŦŵŖ̹ĜŹ̹Ĝş̹ĜŵƀňŹƀ˫
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bŅňŹ̹ŵĴŹĴĜŵĪŅ̹ŅĜŹ̹ƀƙŦ̹ŲĜŵƀŹ˥̹bŅĴ̹ǬŵŹƀ̹ňŹ̹ƀŅĜƀ̹ƀŅĴ̹İŦĪƄŞĴşƀĜŵƟ̹ŵĴŹĴĜŵĪŅ̹
ŅĜŹ̹ĩĴĴş̹ĪĜŵŵňĴİ̹ŦƄƀ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ŘŦĪĜƀňŦş̹ŦĿ̹ƀŅĴ̹ŵĴŘĴƘĜşƀ̹ĩňĩŘňŦŀŵĜŲŅƟ˫̹
bŅňŹ̹ŲĜŵƀ̹ŅĜŹ̹ŵĴŘňĴİ̹Ŧş̹ŹĴĪŦşİĜŵƟ̹ŹŦƄŵĪĴŹ̹ĴƞƀŵĜĪƀĴİ̹ĿŵŦŞ̹ƀŅĴ̹ĴƞňŹƀňşŀ̹
ĩňĩŘňŦŀŵĜŲŅƟ˦̹ŹƀƄİƟňşŀ̹Ĝşİ̹ĜşĜŘƟƥňşŀ̹ƀŅĴŞ˫̹

bŅĴ̹ ŦƀŅĴŵ̹ ŲĜŵƀ̹ ňŹ̹ ňş̹ƙŅňĪŅ̹ ňƀ̹ ňŹ̹ ĪĜŵŵňĴİ̹ ŦƄƀ̹ ŞƟ̹ ŲĴŵŹŦşĜŘ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ƙŦŵŖ̹ƀŅĜƀ̹ňŹ̹ŵĴŲŵĴŹĴşƀĴİ̹Ĝşİ̹İňŹĪƄŹŹĴİ̹ňş̹ƀŅĴ̹ŘňŀŅƀ̹ŦĿ̹ƀŅĴ̹ňşĿŦŵŞĜƀňŦş̹
ĜĪĪƄŞƄŘĜƀĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹İŦĪƄŞĴşƀĜŵƟ̹ŵĴŹĴĜŵĪŅ̹ŦĿ̹ƀŅĴ̹ǬŵŹƀ̹ŲĜŵƀ˫̹

�ŘŘ̹ ŘĴĜİ̹ ƀŦ̹ ƀŅĴ̹ ŀĴşĴŵĜƀňşŀ̹ ŦĿ̹ şĴƙ̹ ňİĴĜŹ̹ ŘĴİ̹ ĩƟ̹ Ĝ̹ ŲŵŦĪĴŹŹ̐ŦŵňĴşƀĴİ̹
ĜŲŲŵŦĜĪŅ̹ ƀŅĜƀ̹ ŅĴŵĜŘİŹ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ƙŦŵŖŹ̹ ŵĴǭĴĪƀĴİ̹ ƀŅĴ̹ ƄşňŴƄĴ̹
ƄşİĴŵŹƀĜşİňşŀ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ŲƄƀŹ̹ƘĜŘƄĴ̹
Ŧş̹ ƀŅĴ̹ ŲŵŦĪĴŹŹ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ ŲŘĜşşňşŀ̹ ƀŅĴ̹ŞĜƀĴŵňĜŘŹ̹ Ĝşİ̹ ŖşŦƙňşŀ̹ ŅŦƙ̹
ƀŅĴƟ̹ŵĴĜĪƀ˰̹ŅĴşĪĴ̹ĜşƀňĪňŲĜƀňşŀ̹ŲŵŦƘňİĴŹ̹ƀŦ̹ĴŹƀĜĩŘňŹŅ̹Ĝ̹ŴƄĜŘňƀƟ̹ŦĿ̹ŲŘĜşşĴİ˱
ƄşŲŘĜşşĴİ̹ ŀĴŹƀƄŵĴŹ̹ Ĝşİ̹ ĪŦŞĩňşĜƀňŦşŹ̹ ƀŅĜƀ̹ ĴŞĴŵŀĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹
ŲŵŦĪĴŹŹ̹ŦĿ̹ĪŵĴĜƀňşŀ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖ˫̹AŦŵĴŦƘĴŵ˦̹ňş̹ŦŵİĴŵ̹ƀŦ̹ŀĜƀŅĴŵ̹
ƀŅĴ̹ƘĜŵňŦƄŹ̹ƀĴĪŅşňĪĜŘ˦̹ŲŵĜĪƀňĪĜŘ˦̹Ĝşİ̹ĪŦşĪĴŲƀƄĜŘ̹ňşĿŦŵŞĜƀňŦş̹ǬŵŹƀ̐ŅĜşİ˦̹
ƘĜŵňŦƄŹ̹ ŘŦşŀ̹Ĝşİ̹ŹŅŦŵƀ̐ƀĴŵŞ̹ĪŦƄŵŹĴŹ̹Ĝşİ̹ƙŦŵŖŹŅŦŲŹ̹ ňş̹[ŲĜňş˦̹#ŵĜşĪĴ˦̹
Ĝşİ̹bƄŵŖĴƟ̹̐ĜİİĴİ̹ĜŹ̹�ŲŲĴşİňƞ̹�̹̐ĜŵĴ̹ŵĜşŖĴİ̹ĜŹ̹ňş̹ĿŦŘŘŦƙŹ˥

ˡ�ŦŲŲĴŵŲŘĜƀĴ̹ƙňƀŅ̹�ŞĜşİĜ̹�İĜŞŹ˦̹ʅʉ˫ʅʎ˫ʇʅʆʉ˦̹�ĜŵĪĴŘŦşĜ˦

ˡ�ŵƀ̹BŦƄƘĴĜƄ̹�ĜŲňƀĜŘŹ̹ƙňƀŅ̹9ĴňƀŅ̹�İĜŞŹ˦̹ʅʊ˫ʅʎ˫ʇʅʆʉ˦̹�ĜŵĪĴŘŦşĜ˦

ˡAĜƠƄŹĪƄŘĜŹ˫̹;ĴƀŵĜŹ̹�ĜŲňƀĜŘĴŹ̹ƙňƀŅ̹9ĴňƀŅ̹�İĜŞŹ˦̹qňŹňŦşŹ̹,ŘƄŹƀŵĜĪňŧş̹Ɵ̹
�ĜŘňŀŵĜǬĜ˦̹ʅʋ˫ʅʎ̐ʅʍ˫ʆʇ˫ʇʅʆʉ˦̹�ĜŵĪĴŘŦşĜ˦

ˡ�ĜŘňŀŵĜǬĜ̹$ŦƀňĪĜ̹HŵşĜŞĴşƀĜİĜ̹ƙňƀŅ̹9ĴňƀŅ̹�İĜŞŹ˦̹qňŹňŦşŹ̹,ŘƄŹƀŵĜĪňŧş̹
Ɵ̹�ĜŘňŀŵĜǬĜ˦̹ʆʋ˫ʅʇ̐ʅʉ˫ʅʊ˫ʇʅʆʊ˦̹�ĜŵĪĴŘŦşĜ˦

ˡ�ĜŘňŀŵĜǬĜ̹�ƞŲŵĴŹňƘĜ̹ƙňƀŅ̹HŵňŦŘ̹Aňŵŧ̹$ĴşŦƘĜŵƀ˦̹qňŹňŦşŹ̹,ŘƄŹƀŵĜĪňŧş̹Ɵ̹
�ĜŘňŀŵĜǬĜ˦̹ʆʍ˫ʅʈ̐ʇʅ˫ʅʊ˫ʇʅʆʊ˦̹�ĜŵĪĴŘŦşĜ˦

ˡ,ƀĜŘňĪ̹�ĜŘŘňŀŵĜŲŅƟ˦̹)ňŹƀŦŵňĪĜŘ̹Λ̹AŦİĴŵş̹ƙňƀŅ̹9ĴňƀŅ̹�İĜŞŹ˦̹ʅʈ̐
ʆʅ˫ʅʍ˫ʇʅʆʊ˦̹[Ĝňşƀ̐�şƀŦňşĴ̹;̝�ĩĩĜƟĴ˦̹,ŹĴŵĴ˦̹#ŵĜşĪĴ˦

ˡ,şŹƄŘĜŵ̹[ĪŵňŲƀ̹Λ̹�ĴŘƀňĪ̹�ĴĪŦŵĜƀňŦş̹ƙňƀŅ̹�ŞĜşİĜ̹�İĜŞŹ˦̹ʆʅ̐ʆʌ˫ʅʍ˫ʇʅʆʊ˦̹
[Ĝňşƀ̐�şƀŦňşĴ̹;̝�ĩĩĜƟĴ˦̹,ŹĴŵĴ˦̹#ŵĜşĪĴ˦

ˡ�ĜŘx ŘňŀŵĜǬĜ̹�ƞŲŵĴŹŹňƘĜ̹ƙňƀŅ̹WŦİŦŘĿŦ̹#ĴŵşĝşİĴƥ̹�ŘƘĜŵĴƥ˦̹ʆʆ̐ʆʇ˫ʆʆ˫ʇʅʆʋ˦̹
�ŦŘx ŘĴŀň̹HǬĪňĜŘ̹İĴ̹�ňŹŹĴşƟ̹$ŵġǬĪ̹İĴ̹�ĜƀĜŘƄşƟĜ˦̹�ĜŵĪĴŘŦşĜ˦

ˡ�ĜŘňŀŵĜǬĜ̹ĪŦş̹$ŦƀňĪĜŹ̹TŦƀĴşƀĴŹ̹ƙňƀŅ̹HŵňŦŘ̹Aňŵŧ̹$ĴşŦƘĜŵƀ˦̹�ŦŞĴŹƀňŖĜ˫

ˡ�ĜŘňŀŵĜǬĜ̹ŲĜŵĜ̹Ƅş̹�ƞŘňĩŵňŹ̹ƙňƀŅ̹WňĪĜŵİŦ̹WŦƄŹŹĴŘŦƀ̹[ĪŅŞňİƀ˦̹
�ŦŞĴŹƀňŖĜ˦

ˡ;ĴƀƀĴŵňşŀ̹Ɵ̹WŦƀƄŘĜĪňŦş̹Ĝ̹TňşĪĴŘ̹ŲŦŵ̹�ĴŘĴƀŵňŹƀĜ˦̹�İŵňĝş̹TĵŵĴƥ˦̹ʇʍ̐
ʇʎ˫ʅʆ˫ʇʅʆʌ˦̹AĜŵƀňŘŘŦ̹#ňşĴ̹�ŵƀŹ̹rŦŵŖŹŅŦŲ˦̹�ĜŵĪĴŘŦşĜ˦

ˡ;ĴƀƀĴŵňşŀ̹[ŦĩŵĴ̹TňĴİŵĜ̹ƙňƀŅ̹[ƀĴŲŅĴş̹rĜƀƀŹ˦ʆʆ̐ʆʇ˫ʅʇ˫ʇʅʆʌ˦̹qňŹňŦşŹ̹
,ŘƄŹƀŵĜĪňŧş̹Ɵ̹�ĜŘňŀŵĜǬĜ˦̹�ĜŵĪĴŘŦşĜ˦

ˡ,şƀŵŦİƄĪĪňŦş̹İĴ̹ŘĜ̹�ĜŘňŀŵĜǬĜ̹�ŅňşĜ̹ƙňƀŅ̹7ĴşşƟ̹�ŅňŅ̐�ŅňĴŅ˦̹ʅʇ˫ʅʈ˫ʇʅʆʌ˦̹
�ŹŲĜň̹�ŀŀ˦̹�ĜŵĪĴŘŦşĜ˦

ˡbĜŘŘĴŵ̹İĴ̹WŦƀƄŘĜĪňŦş̹ƙňƀŅ̹7ĜŖŦĩ̹�şŀĩĴŵŀ˦̹ʅʈ̐ʅʉ˫ʅʈ˫ʇʅʆʌ˦̹qňŹňŦşŹ̹
,ŘƄŹƀŵĜĪňŧş̹Ɵ̹�ĜŘňŀŵĜǬĜ˦̹�ĜŵĪĴŘŦşĜ˦



ʊʅ

ˡ�ŵƄŹŅƙŵňƀňşŀ̹ƙŦŵŖŹŅŦŲ̹ƙňƀŅ̹;ƄĪĜ̹�ĜŵĪĴŘŘŦşĜ˦̹ʈʅ̐ʈʆ˫ʅʆ˫ʇʅʇʅ˦̹
9ĜŘňŀŵĜǬŹƀ̹ʇʅʇʅ˦̹,ŹƀĜşĩƄŘ˦

ˡ�ĜŘňŀŵĜĿŊĜ̹Ɵ̹WŦĪŖ̝ş̝WŦŘŘ̹ƙňƀŅ̹,ƘĜş̹�ĜŹƀŵŦ˦̹�ŦŞĴŹƀňŖĜ˦

ˡ�ŘĜĪŖŘĴƀƀĴŵ˦̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙŦŵŖŹŅŦŲ̹ƙňƀŅ̹;ƄĪĜ̹�ĜŵĪĴŘŘŦşĜ˦̹ʅʆ̐ʅʇ˫ʅʇ˫ʇʅʇʅ̹
9ĜŘňŀŵĜǬŹƀ̹ʇʅʇʅ˦̹,ŹƀĜşĩƄŘ˫

#ŵŦŞ̹ƀŅĴ̹ŞĴƀŅŦİŦŘŦŀňĪĜŘ̹ŲŦňşƀ̹ŦĿ̹ƘňĴƙ˦̹ƀŅĴŹĴ̹ŲŵĜĪƀňĪĴŹ̹ŲŵŦƘňİĴ̹Ĝ̹ĩŵŦĜİ̹
ƀĴĪŅşňĪĜŘ̹Ĝşİ̹ŲŵĜĪƀňĪĜŘ̹ŖşŦƙŘĴİŀĴ̹ĜĩŦƄƀ̹ƀŵĜİňƀňŦşĜŘ̹Ĝşİ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŅĜƀ̹ ŞƟ̹ ĪƄŵŵĴşƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƄşİĴŵŹƀĜşİňşŀ̹ Ĝşİ̹
ŲŵĜĪƀňĪĴŹ̹ ĜŵĴ̹ ŀŵŦƄşİĴİ̹ Ŧş̹ ĜŹ̹ ĿƄşİĜŞĴşƀĜŘ̹ ňşŹňŀŅƀŹ̹ ƀĴĪŅşňĪĜŘŘƟ̹ Ĝşİ̹
ĪŦşĪĴŲƀƄĜŘŘƟ.
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rĴŹƀĴŵş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŵĴŴƄňŵĴŹ̹ Ĝ̹ ƙňİĴ̹ ŵĜşŀĴ̹ ŦĿ̹
ňşƘĴŹƀňŀĜƀňŦş˫̹ �ŦşŹĴŴƄĴşƀŘƟ˦̹ ƙňƀŅňş̹ ƟĴĜŵŹ˦̹ Ĝ̹ ĪŦşŹňİĴŵĜĩŘĴ̹ ĜŞŦƄşƀ̹ ŦĿ̹
ŘňƀĴŵĜƀƄŵĴ̹ ŅĜŹ̹ ĩĴĴş̹ ŲƄĩŘňŹŅĴİ̹ ĜĩŦƄƀ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹
ňş̹ƀŅĴ̹ƀƙĴşƀňĴƀŅ̹Ĝşİ̹ƀƙĴşƀƟ̐ǬŵŹƀ̹ĪĴşƀƄŵňĴŹ˦̹ŲŵŦĩĜĩŘƟ̹İƄĴ̹ƀŦ̹ƀŅĴ̹ŵňŹňşŀ̹
ƀŵĴşİ̹ƀŦƙĜŵİŹ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĜşĪňĴşƀ̹ŞĜşƄŹĪŵňŲƀŹ˦̹Ĝşİ̹ŅĜşİƙŵňƀƀĴş̹ƀĴƞƀŹ̹
Ĝƀ̹ĩŦƀŅ̹ŲŵŦĿĴŹŹňŦşĜŘ̹Ĝşİ̹ĜŞĜƀĴƄŵ̹ŘĴƘĴŘŹ˫

bŅĴ̹şƄŞĩĴŵ̹ŦĿ̹ĩŦŦŖŹ̹ƀŅĜƀ̹İĴĜŘ̹ƙňƀŅ̹ƙĴŹƀĴŵş̹ƙŵňƀňşŀ̹ŹƟŹƀĴŞŹ̹ƙňƀŅ̹ƀŅĴňŵ̹
ŵŦŦƀŹ̹ Ĝşİ̹ İĴƘĴŘŦŲŞĴşƀŹ˦̹ ňşĪŘƄİňşŀ̹ Ŧŵ̹ ŹŦŘĴŘƟ̹ ĿŦĪƄŹňşŀ̹ Ŧş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹
ňŹ̹ şŦƙ̹ ŵĴĜŹŦşĜĩŘƟ̹ ŘĜŵŀĴ˫̹ rŅňŘĴ̹ ŹŦŞĴ̹ ŀňƘĴ̹ ŞŦŵĴ̹ Ŧŵ̹ ŘĴŹŹ̹ İĴƀĜňŘĴİ̹
ĩĜĪŖŀŵŦƄşİ̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ŅňŹƀŦŵƟ̹ Ĝşİ̹ ƀŅĴ̹ İĴƘĴŘŦŲŞĴşƀ̹ ŦĿ̹ ŘĴƀƀĴŵĿŦŵŞŹ˦̹
ŦƀŅĴŵŹ̹ŲŵĴŹĴşƀ̹ƘĜŵňŦƄŹ̹ĜşĪňĴşƀ̹ŹĪŵňŲƀŹ̹ŹĴŵƘňşŀ̹ĜŹ̹ ňşŹƀŵƄĪƀňŦş̹ŞĜşƄĜŘŹ̹
ŲŵŦŞňŹňşŀ̹ ƀŦ̹ ƀĴĜĪŅ˫̹ �ŘŘ̹ ƀŅĜƀ̹ ŘĜŵŀĴ̹ şƄŞĩĴŵ̹ ŦĿ̹ ƙŦŵŖŹ̹ ƀŅĜƀ̹ ŅĜƘĴ̹ ĩĴĴş̹
ĿŦƄşİ̹ŵĴŘĴƘĜşƀ̹ĿŦŵ̹ƀŅňŹ̹ŵĴŹĴĜŵĪŅ̹ĜŵĴ̹ŀŦňşŀ̹ƀŦ̹ĪŦŞŞĴşƀ̹ĩĴŘŦƙ˫

7ĜĪŖŹŦş̹˾ʆʎʍʆ˿˦̹ňş̹ŅňŹ̹ĩŦŦŖ̹ĴşƀňƀŘĴİ̹�# ��/*-4�*!��-$/$)"˦̹İĴƀĜňŘŘƟ̹ĴƞĜŞňşĴİ̹
ƀŅĴ̹ ĴƘŦŘƄƀňŦş̹ ŦĿ̹ ƙŵňƀňşŀ̹ Ĝşİ̹ ňƀŹ̹ İĴƘĴŘŦŲŞĴşƀ̹ ĜŹ̹ Ĝ̹ ŹƟŹƀĴŞ˦̹ ňşĪŘƄİňşŀ̹
ĜşĪňĴşƀ̹ ƙĴŹƀĴŵş̹ ŲŵĜĪƀňĪĴŹ̹ ƙňƀŅ̹ ŹĪŵňŲƀŹ̹ ňş̹ ƀŅĴ̹ AňİİŘĴ̹ �ŀĴŹ̹ ƄşƀňŘ̹ ƀŅĴ̹
ĪƄŵŵĴşƀ̹ ŹňƀƄĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ʆʎʍʅŹ˫̹ bŅĴ̹ ĩŦŦŖ̹ ƀĜŖĴŹ̹ ĜƀƀĴşƀňŦş˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹
ƙňƀŅ̹ƀŅĴ̹ŲĜŵƀ̹ĴşƀňƀŘĴİ̹̚rŵňƀňşŀ̹ĜŹ̹�ŵƀ̛̹˾ʆʎʍʆ˥̹ʆʊʉ˿˦̹ƙŅňĪŅ̹ĿŦĪƄŹĴŹ̹Ŧş̹ƀŅĴ̹
İĴƘĴŘŦŲŞĴşƀ̹ƀŅĜƀ̹ĩĴŀňşŹ̹ƙňƀŅ̹ƀŅĴ̹şňşĴƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹ƙŅĴş̹7ĜĪŖŹŦş̹ĜŘŹŦ̹
ŹƀĜŵƀĴİ̹ƀŦ̹ƄŹĴ̹ƀŅĴ̹ƙŦŵİ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅĴŵ˫̹,ƀ̹ŲŵŦĩĜĩŘƟ̹ňşİňĪĜƀĴŹ̹
ƀŅĴ̹İňƘňŹňŦş̹ĩĴƀƙĴĴş̹ƀŅĴ̹ĜşĪňĴşƀ̹ƙŵňƀňşŀ̹ŹƟŹƀĴŞŹ̹ƄŹĴİ̹ĿŦŵ̹şĴĪĴŹŹňƀƟ̹Ĝşİ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹ƙňƀŅ̹ĜŵƀňŹƀňĪ̹ ĜŲŲŵŦĜĪŅĴŹ˫̹bŅňŹ̹ ňŹŹƄĴ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ˰̹
ŅŦƙĴƘĴŵ˦̹ƀŅĴ̹ŵĴĜİĴŵ̹İŦĴŹ̹şŦƀ̹ĴşĪŦƄşƀĴŵ̹ĜşƟ̹İĴƀĜňŘĴİ̹ĴƞŲŘĜşĜƀňŦş̹ŦĿ̹ƀŅĴ̹
rĴŹƀ̝Ź̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹ƙŵňƀňşŀ̹Ŧŵ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹�ňƀŅĴŵ̹ƙŵňƀňşŀ̹Ŧŵ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹
ĜŹ̹Ĝ̹ƀĴŵŞ˦̹ĜŵĴ̹ĴƞĜŞňşĴİ̹İĴƀĜňŘŘƟ̹ňş̹ƀŅĜƀ̹ŹĴşŹĴ˫̹

�ŲĜŵƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ ŅňŹƀŦŵňĪĜŘ̹ ĴƘŦŘƄƀňŦşŹ̹ ŦĿ̹ ƀŅĴ̹ ƙŵňƀňşŀ˦̹ ňƀ̹ ňŹ̹ İĴǬşňƀĴŘƟ̹
şĴĴİĴİ̹ ƀŦ̹ ĩĴ̹ ĪŦşŹňİĴŵĴİ̹ ŅŦƙ̹ ƀŅĴ̹ ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹ ƙŵňƀňşŀ̹ ňş̹ ƀŅĴ̹rĴŹƀ̹
ĜǣĴĪƀŹ̹ ƀŅĴ̹ ĿŦŵŞĜƀňŦş̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňĿ̹ ƀŅĴ̹ ĩŦŦŖ̹ ňşĪŘƄİĴŹ̹ ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ňş̹ ňƀŹ̹ ĪŦşƀĴşƀ˫̹AŦŵĴŦƘĴŵ˦̹ ĴƘĴş̹ ƀŅŦƄŀŅ̹ ƀŅĴ̹ ŹĪŦŲĴ̹ ňŹ̹ ŹŦŘĴŘƟ̹
ƙĴŹƀĴŵş˰̹ ňƀ̹ ňŹ̹ ŹňşĪĴŵĴŘƟ̹ ĩĴŘňĴƘĴİ̹ ƀŅĜƀ̹ ƀŦ̹ ĴƞĜŞňşĴ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹
ňƀ̹ ňŹ̹ ňşİňŹŲĴşŹĜĩŘĴ̹ ƀŦ̹ ĪŦşŹňİĴŵ̹ ƀŦ̹ ĜŲŲŵĴŅĴşİ̹ ŦƀŅĴŵ̹ ƀŵĜİňƀňŦşŹ̹ ƀŅĜƀ̹
ŅĜƘĴ̹ĩĴĴş̹ ňşƀĴŵĜĪƀňşŀ˦̹şĜŞĴŘƟ̹ ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ ˾�ŅňşĴŹĴ̹Ĝşİ̹7ĜŲĜşĴŹĴ̹
ĪĜŘŘňŀŵĜŲŅƟ˿̹ Ĝşİ̹ ƀŅĴ̹ AňİİŘĴ̹ �ĜŹƀ̹ ˾ĪĜŘŘňŀŵĜŲŅƟ̹ ƙňƀŅ̹ �ŵĜĩňĪ̹ ŹĪŵňŲƀ̹ Ĝşİ̹
,ŹŘĜŞňĪ̹ ĪĜŘŘňŀŵĜŲŅƟ˿̹ ĩĜŹňĪĜŘŘƟ˫̹ bŅňŹ̹ ňŹ̹ ƀŅĴ̹ ŞĜňş̹ ŹƄĩƀŵĜĪƀňŦş̹ ƀŅĜƀ̹ ňŹ̹
İňŹƀňŘŘĴİ̹ƙňƀŅ̹ƀŅňŹ̹ŵĴŹĴĜŵĪŅ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ňƀ̹ňŹ̹Ĝ̹ŞĜŹŹňƘĴ̹ŀĜŲ̹ĿŦŵ̹ƀŅĴ̹
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ĩŦŦŖ̹ ƀŅĜƀ̹ƙĜşƀŹ̹ ƀŦ̹ ĿŵĜŞĴ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙňƀŅŦƄƀ̹ĴşŅĜşĪňşŀ̹ ƀŅĴ̹
ŹĪŦŲĴ̹Ĝşİ̹ŲĴŵŹŲĴĪƀňƘĴ̹ňş̹ƀĴŵŞŹ̹ŦĿ̹ƙŵňƀňşŀ̹ĪƄŘƀƄŵĴŹ˰̹Ĝƀ̹ŘĴĜŹƀ̹ŲŦňşƀňşŀ̹Ŧŵ̹
ĿŵĜŞňşŀ̹ƀŅĴ̹ĪŦşĪĴŲƀ̹ňş̹Ĝ̹ŀĴşĴŵĜŘ̹ŹĴşŹĴ̹ƙňŘŘ̹ĩĴ̹ŞƄĪŅ̹ŞŦŵĴ̹ĜŲŲŵŦŲŵňĜƀĴ̹
ĿŦŵ̹ ƀŅĴ̹ ŵĴĜİĴŵ˫̹�şİ̹ƙŅĜƀ̹ŅĜŹ̹şŦƀ̹ĩĴĴş̹ ňşƘĴŹƀňŀĜƀĴİ̹ ňş̹ ƀŅňŹ̹ĩŦŦŖ̹ ňŹ̹ ƀŦ̹
ŘŦĪĜƀĴ̹ƀŅĴ̹ŹňŀşňǬĪĜşƀ̹ŲŦňşƀŹ̹ƀŅĜƀ̹şĴĴİ̹ƀŦ̹ĩĴ̹ƄşİĴŵŘňşĴİ̹ňş̹ƀŅĴ̹ŘňƀĴŵĜƀƄŵĴ̹
Ŧş̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹�ŲĜŵƀ̹ĿŵŦŞ̹ƀŅĜƀ˦̹ƀŅňŹ̹ĩŦŦŖ̹ŲŵĴŹĴşƀŹ̹ƀŅĴ̹ƙĴŹƀĴŵş̹
ŞňşİŹĴƀ̹ŦĿ̹ƙŵňƀňşŀ̹ƀŅĜƀ̹ňŹ̹ĩŦƄşİĴİ̹ƀŦ̹ƀŅĴ̹ĿƄşĪƀňŦşĜŘ̹şĴĪĴŹŹňƀňĴŹ˦̹ƙŅňĪŅ̹
ňŹ̹ƀŅĴ̹ňİĴĜ̹ƀŅĜƀ̹ňŹ̹ŲŦňşƀĴİ̹ŦƄƀ̹ňş̹ƀŅňŹ̹ŵĴŹĴĜŵĪŅ˫̹bŅĜƀ̹ŞĴĜşŹ˦̹ňƀ̹ŲŵŦƘňİĴŹ̹
ŘňŞňƀĴİ̹ ňşĿŦŵŞĜƀňŦş̹ ƙňƀŅňş̹ ƀŅĴ̹ ŘňŞňƀĜƀňŦşŹ̹ ŦĿ̹ ƙĴŹƀĴŵş̹ ƙŵňƀňşŀ̹ Ĝşİ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ŵĴŘĜƀĴİ̹ƀŦ̹ƀŵĜİňƀňŦşĜŘ̹ŞňşİŹĴƀ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹

�ŵŦŀňş˦̹ƙňƀŅ̹ŅňŹ̹ƀƙŦ̹ĩŦŦŖŹ̹ƙŵňƀƀĴş̹ĜĩŦƄƀ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĴşƀňƀŘĴİ̹Medieval 
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Ages and How to Do It̹ ˾ʆʎʍʇ˿˦̹ ƀĜŖĴŹ̹ ĜƀƀĴşƀňŦş̹ ĩƟ̹ ŞŦŹƀŘƟ̹ ĿŦĪƄŹňşŀ̹ Ŧş̹
ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ƀŅĴ̹ŅňŹƀŦŵňĪĜŘ̹ĴƘŦŘƄƀňŦş̹ŦĿ̹ƙŵňƀňşŀ̹ňş̹ƀŅĴ̹rĴŹƀ̹ĩĴŘŦşŀŹ̹
ƀŦ̹ ƀŅĴ̹ ŹĜŞĴ̹ ƀňŞĴ̹ ƀŅĜƀ̹ 7ĜĪŖŹŦş̹ ˾ʆʎʍʆ˿̹ ŲƄĩŘňŹŅĴİ̹ ŅňŹ̹ ĜĩŦƘĴ̐ŞĴşƀňŦşĴİ̹
ĩŦŦŖ˫̹�ŵŦŀňş̹ŲŵŦƘňİĴŹ̹İĴƀĜňŘĴİ̹ňşĿŦŵŞĜƀňŦş̹ĜĩŦƄƀ̹ƀŅĴ̹ŞĴİňĴƘĜŘ̹ŹĪŵňŲƀŹ˦̹
ƀŅĴ̹ĴƘŦŘƄƀňŦş̹ŦĿ̹ ƀŅĴ̹ŹĪŵňŲƀ̹ƄşƀňŘ̹ ƀŅĴ̹Ųŵňşƀňşŀ̹ŲĴŵňŦİ̹ŞŦŹƀŘƟ˦̹ ňşĪŘƄİňşŀ̹
ƀŅĴ̹ ƙŦŵŖňşŀ̹ ĴşƘňŵŦşŞĴşƀ̹ Ĝşİ̹ ĪŦşİňƀňŦşŹ̹ ŦĿ̹ ƀŅĴ̹ ŹĪŵňĩĴŹ̹ ƀŦ̹ ĿŵĜŞĴ̹
ƀŅĴ̹ ŀĴşĴŵĜŘ̹ ĜƀŞŦŹŲŅĴŵĴ̹ ňş̹ ƀŅĴ̹rĴŹƀ̹ Ĝƀ̹ ƀŅĜƀ̹ ƀňŞĴ̹ ŲĴŵňŦİ˫̹ bŅňŹ̹ ňŹ̹ ƀŅĴ̹
ŹňŀşňǬĪĜşƀ̹ ŲĜŵƀ̹ ƀŅĜƀ̹ ŲŵŦƘňİĴ̹ ňşĿŦŵŞĜƀňŦş̹ ƀŦ̹ İĴƀĜĪŅ̹ ƀŅĴ̹ ŹňŞňŘĜŵňƀňĴŹ̹
Ĝşİ̹ İňǣĴŵĴşĪĴŹ̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ ƀŵĜİňƀňŦşĜŘ̹ ŹĪŵňĩĴ̹ Ĝşİ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ƙŅŦ̹ ĜŘŹŦ̹ ňşŹŲňŵĴŹ̹ĩƟ̹ ƀŅĴŹĴ̹ ĜşĪňĴşƀ̹ƙŵňƀĴŵŹ̹ Ĝşİ̹ ŵĴǭĴĪƀĴİ̹
ƀŅĴŹĴ̹ňşǭƄĴşĪĴŹ̹ƀŦ̹ƀŅĴňŵ̹ŲŵĜĪƀňĪĴŹ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ƀŅĴŹĴ̹ĩŦŦŖŹ̹ŲŵŦƘňİĴ̹
ŹƄŲŲŦŵƀ̹ňşĿŦŵŞĜƀňŦş̹ĜŹ̹Ĝ̹ŹĴĪŦşİĜŵƟ̹ŹŦƄŵĪĴ˫

AŦŵĴŦƘĴŵ˦̹�ŵŦŀňş̝Ź̹ ƀƙŦ̹ĩŦŦŖŹ̹ ŹĴŵƘĴ̹ ĜŹ̹ŞĜşƄĜŘŹ̹ ƀŅĜƀ̹ ĪŦşŹňŹƀ̹ŞŦŹƀŘƟ̹ ŦĿ̹
ŞŦŵĴ̹ ŲŵĜĪƀňĪĜŘ̹ ňşĿŦŵŞĜƀňŦş̹ ĜĩŦƄƀ̹ ƀĴĪŅşňŴƄĴŹ̹ ŵĴŘĜƀňƘĴŘƟ̹ ĜĪĪŦŞŲĜşňĴİ̹
ĩƟ̹ƘňŹƄĜŘ̹ ŵĴĿĴŵĴşĪĴŹ̹ ĩƟ̹ ŦǣĴŵňşŀ̹ ňşŹƀŵƄĪƀňŦşŹ̹ Ŧş̹ ŹĴŘĴĪƀňşŀ̹ ŹƀƟŘĴŹ̹ ƀŦ̹ ƀŅĴ̹
ŲŵĜĪƀňƀňŦşĴŵŹ˦̹şĜŞĴŘƟ̹WŦŞĜş̹�ĜŲňƀĜŘŹ˦̹fşĪňĜŘ˦̹�ĜŵŦŘňşŀňĜş˦̹$ŦƀŅňĪ̹)ĜşİŹ˦̹
,ƀĜŘňĪ˦̹ Ĝşİ̹ �ŦŲŲĴŵŲŘĜƀĴ˫̹ )ĴşĪĴ˦̹ ƀŅĴ̹ ŵĴĜİĴŵ̹ ňŹ̹ ĴşĪŦƄŵĜŀĴİ̹ ƀŦ̹ ŲŵĜĪƀňĪĴ̹
ĩƟ̹ ĪŦŲƟňşŀ̹ ĴĜĪŅ̹ ŹĪŵňŲƀ̝Ź̹ ŞŦİĴŘ̹ ĩƟ̹ ĿŦŘŘŦƙňşŀ̹ �ŵŦŀňş̝Ź̹ ňşŹƀŵƄĪƀňŦşŹ̹ ƀŦ̹
ĜĪŴƄňŵĴ̹ ƀŅĴ̹ ŹŖňŘŘ̹ ĩƟ̹ ŘĴĜŵşňşŀ̹ ƀŅĴ̹ ĪŦŵŵĴĪƀ̹ ŲĴş̹ ŹƀŵŦŖĴŹ̹ ƙňƀŅ̹ ƀŅĴ̹ ŲŵŦŲĴŵ̹
ĜşŀŘĴ̹ ŵĴŴƄňŵĴİ̹ ƀŦ̹ ĪŦŵŵĴĪƀŘƟ̹ ĩƄňŘİ̹ ƀŅĴ̹ ŘĴƀƀĴŵĿŦŵŞ̹ ŹƀŵƄĪƀƄŵĴ˫̹ ,ş̹ ĜİİňƀňŦş̹
ƀŦ̹ƀŅňŹ˦̹�ŵŦŀňş̹ŦŞňƀŹ̹ƙŵňƀňşŀ̹ĜŹ̹Ĝ̹ŲĜŵƀ̹ŦĿ̹ŅňŹ̹ĩŦŦŖŹ̹ƙňƀŅŦƄƀ̹ŀňƘňşŀ̹ĜşƟ̹
ĪŵňƀňĪĜŘ̹ ĜŹŹĴŹŹŞĴşƀ̹ŦĿ̹rĴŹƀĴŵş̹ŲĴŵĪĴŲƀňŦş̹ ňş̹ ƀĴŵŞŹ̹ŦĿ̹ƙŵňƀňşŀ˫̹)Ĵ̹ŦşŘƟ̹
ňşƀĴşİŹ̹ƀŦ̹ĿŵĜŞĴ̹ƀŅĴ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦş˰̹ŅŦƙĴƘĴŵ˦̹ňƀ̹ňŹ̹ĩĴŘňĴƘĴİ̹
ƀŅĜƀ̹ƙňƀŅŦƄƀ̹ŀňƘňşŀ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ŲŦňşƀ̹ĜĩŦƄƀ̹ƀŅĴ̹ƙŵňƀňşŀ̹ĪŦşĪĴŲƀ̹ŦĿ̹ƀŅĴ̹
rĴŹƀ˦̹ ňƀ̹ƙňŘŘ̹ĩĴ̹œƄŹƀ̹Ĝ̹ŹƄŲĴŵǬĪňĜŘ̹ĜƀƀĴŞŲƀ̹ƀŦ̹ĿŵĜŞĴ̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹
AŦŵĴŦƘĴŵ˦̹ ŅĴ̹ İŦĴŹ̹ şŦƀ̹ ŞĴşƀňŦş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦş˫̹ �Ź̹
ŹƀĜƀĴİ̹ ĴĜŵŘňĴŵ˦̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪĜşşŦƀ̹ ĩĴ̹ İĴŹĪŵňĩĴİ̹ ŹŦŘĴŘƟ̹ ĿŵŦŞ̹ Ĝ̹
ƙĴŹƀĴŵş̹ŲĴŵŹŲĴĪƀňƘĴ˰̹ŲĜŵƀňĪƄŘĜŵŘƟ˦̹ňƀ̹ŅĜŹ̹ƀŦ̹ĩĴ̹ĪŦşŹňİĴŵĴİ̹ƙŅĴƀŅĴŵ̹ƀŅĴŵĴ̹
ŞĜƟ̹ ĩĴ̹ ƘĜŵňŦƄŹ̹ ĿĴĜƀƄŵĴŹ̹ ĜŲĜŵƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ rĴŹƀ̹ ƀŅĜƀ̹ ŅĜŹ̹ ĜǣĴĪƀĴİ̹ ƀŅĴ̹
ƘňŹƄĜŘ̹ĴƞĴĪƄƀňŦş̹Ĝşİ̹ĪŦşĪĴŲƀƄĜŘ̹ŲŦňşƀ̹ŦĿ̹ƘňĴƙ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ňƀ̹ŵĴƘĴĜŘŹ̹ƀŅĴ̹şĴĪĴŹŹňƀƟ̹ŦĿ̹Ĝ̹İĴƀĜňŘĴİ̹ŵĴŹĴĜŵĪŅ̹
Ĝşİ̹ĴƘĜŘƄĜƀňŦş̹Ŧş̹ƀŅĴŹĴ̹ňŹŹƄĴŹ̹ƀŅĜƀ̹ĜŵĴ̹ĪŦşŹňİĴŵĴİ̹ňşĪŦŞŲŘĴƀĴ˫
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ĩƟ̹ �ŅňŘİ˦̹ ǬŵŹƀ̹ ŹŘňŀŅƀŘƟ̹ ňşĿŦŵŞŹ̹ ƀŅĴ̹ ŵĴĜİĴŵ̹ ƙňƀŅ̹ Ĝ̹ ŘňƀƀŘĴ̹ ĩĜĪŖŀŵŦƄşİ̹
ĜĩŦƄƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̝Ź̹ ŵĴƘňƘĜŘ̹ ňş̹ ƀŅĴ̹ şňşĴƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ̹ Ĝşİ̹ ňşƀŵŦİƄĪĴ̹
ĪĜŘŘňŀŵĜŲŅĴŵ̹ ,ŵĴşĴ̹ rĴŘŘňşŀƀŦş̝Ź̹ ˾ʆʎʅʉ̐ʆʎʍʉ˿̹ ĜŲŲŵŦĜĪŅ̹ ƀŦ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹
WĴƘňƘĜŘ̹ ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ĪĜŘŘĴİ̹ ŞŦİĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙŅĴş̹
ƀŅĴ̹ ĜşĪňĴşƀ̹ ŹĪŵňŲƀ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĩĴ̹ ŵĴĜŹŹĴŹŹĴİ̹ Ĝşİ̹ ŵĴ̐ŲŵĜĪƀňĪĴİ̹ ĩƟ̹
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ƘĜŵňŦƄŹ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ Ĝşİ̹ İĴŹňŀşĴŵŹ˦̹ ĩƄƀ̹ ƀŅĴ̹ŞĜňş̹ ĿĴĜƀƄŵĴ̹ ŦĿ̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ŦĿ̹ ƀŵĜİňƀňŦş˰̹ĪŦşƘĴƟňşŀ̹ ƀŅĴ̹ŞĴŹŹĜŀĴ̹ ƀŅŵŦƄŀŅ̹ƀŅĴ̹ŞĴĜşňşŀ̹
ŦĿ̹ ƀŅĴ̹ ƀĴƞƀ˦̹ ŲŵĴŹĴŵƘĴİ̹ŞĜňşŘƟ̹ ĩƟ̹ ƀŅĴŹĴ̹ŞŦİĴŵşňŹƀ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˫̹�ŅňŘİ̹
˾ʆʎʍʌ˿̹ŹƀĜƀĴŹ̹ƀŅĜƀ̹ǬşĴ̹Ĝşİ̹ĴƞŲŵĴŹŹňƘĴ̹ƙŵňƀňşŀ̹ŞĜşňĿĴŹƀŹ̹ ňƀŹĴŘĿ̹ ƀŅŵŦƄŀŅ̹
rĴŘŘňşŀƀŦş̝Ź̹ƙŦŵŖŹ˦̹ĪŘĴĜŵŘƟ̹ĪŦşŹƀŵƄĪƀĴİ̹Ĝşİ̹ƙĴŘŘ̐ŦŵŀĜşňƥĴİ̹ĪĜŘŘňŀŵĜŲŅƟ̹
ĪŦŞŲŦŹňƀňŦşŹ˫̹rŅĜƀ̹ ĪĜş̹ ĩĴ̹ ƄşİĴŵŹƀŦŦİ̹ ŅĴŵĴ̹ ĩƟ̹ ĴƞĜŞňşňşŀ̹ ƀŅĴ̹ƙŦŵŖ̹
ňşĪŘƄİĴİ̹ ňş̹ ƀŅňŹ̹ ĩŦŦŖ˦̹ ňş̹ ƀŅĴ̹ ʆʎʍʅŹ˦̹ ĴƞŲŵĴŹŹňƘĴ̹ ĿŦŵŞŹ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ƙĴŵĴ̹ŹƀňŘŘ̹ĪŦŞŲŵĴŅĴşİĴİ̹ƀŅŵŦƄŀŅ̹ƙĴŘŘ̐ĪŦşŹƀŵƄĪƀĴİ̹ŘĴƀƀĴŵĿŦŵŞŹ̹ĪŘŦŹĴŘƟ̹
ĪŦşşĴĪƀĴİ̹ƀŦ̹ ŘňƀĴŵĜƀƄŵĴ̹Ĝşİ̹ƀŅĴ̹ŞĴĜşňşŀ̹ŦĿ̹ƀŅĴ̹ƀĴƞƀ̹ ňş̹ƀŅĴ̹rĴŹƀ˫̹#ňşĴ̹
ŘĴƀƀĴŵŹ̹ ƙĴŵĴ̹ İĴŹĪŵňĩĴİ̹ ƙňƀŅ̹ ƀŅĴňŵ̹ ňİĴĜŘ̹ ĿŦŵŞŹ˦̹ Ĝşİ̹ ĴƞŲŵĴŹŹňƘĴşĴŹŹ̹
ŹƀĴŲŲĴİ̹ ňş̹ ƙňƀŅ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̝Ź̹ ňşƀĴŵŲŵĴƀĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ĴƞĜĪƀ̹ ŹƀƟŘĴ̹
ŦĿ̹ ĜşĪňĴşƀ̹ ŹĪŵňŲƀ˦̹ ƙŅňĪŅ̹ İňİ̹ şŦƀ̹ ĪŦƘĴŵ̹ ƀŅĴ̹ ĪƄŵŵĴşƀ̹ ĜŲŲŵŦĜĪŅĴŹ̹ ƀŦ̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƀŅĜƀ̹ ƙňŘŘ̹ ĩĴ̹ ňŘŘƄŹƀŵĜƀĴİ̹ ňş̹ ƀŅňŹ̹ İŦĪƀŦŵĜŘ̹ ŵĴŹĴĜŵĪŅ˫̹ #Ŧŵ̹
ƀŅňŹ̹ ŲŵĴŹĴşƀ̹ ĩŦŦŖ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ ƙŵňƀĴŵ̹ İŦĴŹ̹ şŦƀ̹ ŲŦňşƀ̹
Ĝƀ̹ ĜşƟ̹ ĿŵĴŹŅ̹ ĜŹŹĴŹŹŞĴşƀŹ˫̹ ,ƀ̹ ňŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŹňŀşňǬĪĜşƀ̹ ĪŦşƀŵňĩƄƀňŦşŹ̹
ƀŦ̹ ƀŅĴ̹ ŵĴŹĴĜŵĪŅ̹ ƀŦŲňĪ̹ ƀŅĜƀ̹ ňŹ̹ şĴĴİĴİ̹ ƀŦ̹ ĩĴ̹ İňŹĪƄŹŹĴİ̹ ƀŅĴ̹ŞŦİĴŵş̹ Ĝşİ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙňƀŅ̹ ƀŅĴňŵ̹ ĿĴĜƀƄŵĴŹ̹ ňş̹ ŦŵİĴŵ̹ ƀŦ̹ ĿŵĜŞĴ̹ ƀŅĴ̹
ĪƄŵŵĴşƀ̹ŲŵĜĪƀňĪĴŹ̹ĜŲŲŵŦŲŵňĜƀĴŘƟ˫̹̹

�şŦƀŅĴŵ̹ĩŦŦŖ̹ŲƄĩŘňŹŅĴİ̹ƀŅĴ̹ĿŦŘŘŦƙňşŀ̹ƟĴĜŵ˦̹ĴşƀňƀŘĴİ̹��''$"-�+#4��*��4Ĭ�
Twentieth Century Tradition and Practice ˾ʆʎʍʍ˿̹ ĩƟ̹ �ŅňŘİ̹ ĪŦşĪĴŵşŹ̹
ŅĜşİŞĜİĴ̹ ŘĴƀƀĴŵňşŀ̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙňƀŅ̹ Ĝ̹ ŅňŹƀŦŵňĪĜŘ̹ ĩĜĪŖŀŵŦƄşİ̹ ŦĿ̹
ƀŅĴ̹ƘĜŵňŦƄŹ̹ŞĴİňĴƘĜŘ̹ŹĪŵňŲƀ˦̹ ňşĪŘƄİňşŀ̹ƘĜŵňŦƄŹ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹ ňş̹
�ŵňƀĜňş˦̹�ƄŵŦŲĴ˦̹Ĝşİ̹ƀŅĴ̹f[�˫̹�ƘĴş̹ƀŅŦƄŀŅ̹ƀŅĴ̹ŅňŹƀŦŵňĪĜŘ̹ĩĜĪŖŀŵŦƄşİ̹ňŹ̹
ňşĪŘƄİĴİ̹ňş̹ƀŅňŹ̹ĩŦŦŖ˦̹ƀŅňŹ̹ĪŅĜşŀĴ̹İŦĴŹ̹şŦƀ̹ĜŲŲĴĜŵ̹ƀŦ̹ĩĴ̹ĿƄŘŘƟ̹İňŹĪƄŹŹĴİ̹
ňş̹ İĴƀĜňŘ̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ƀŵĜşŹňƀňŦş̹ ĿŵŦŞ̹ ƀŵĜİňƀňŦş̹ ƀŦ̹ ĪŦşƀĴŞŲŦŵĜŵƟ˫̹ HşĴ̹
ĜŹŹƄŞŲƀňŦş̹ ĜĩŦƄƀ̹ ƀŅňŹ̹ ƀŵĜşŹňƀňŦş˦̹ ĜŘŹŦ̹ŞŦŹƀŘƟ̹ ĴşĪŦƄşƀĴŵĴİ̹ ňş̹ ŹĴƘĴŵĜŘ̹
ŦƀŅĴŵ̹ ĩŦŦŖŹ˦̹ ňŹ̹ ƀŅŦƄŀŅƀ̹ ĜŹ̹ Ųŵňşƀňşŀ̹ ƀĴĪŅşŦŘŦŀƟ̹ ŘĴĜİŹ̹ ƀŅĴ̹ ŹĪŵňĩĴ̹ ĿŵĴĴ̹
ĿŵŦŞ̹ŅňŹ̹ĩƄŵİĴş˦̹ Ĝşİ̹ ňƀ̹ ĪĜƄŹĴŹ̹ Ĝ̹ ŹŲĜĪĴ̹ ĿŦŵ̹ŅňŞ̹ ƀŦ̹ ŹƀĜŵƀ̹ ƀŦ̹ ĜŲŲŵĴĪňĜƀĴ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹Ĝ̹ ĿŦŵŞ̹ŦĿ̹Ĝŵƀ˫̹bĴĪŅşŦŘŦŀňĪĜŘ̹İĴƘĴŘŦŲŞĴşƀ̹ ňŹ̹ĪŦşŹňİĴŵĴİ̹
ƀŅĴ̹ ŘňŀŅƀ̹ ŦĿ̹ ĜƙĜŵĴşĴŹŹ̹ ňş̹ ƀŅĴ̹ ŹĪŵňĩĴ̝Ź̹ Şňşİ˫̹ bŅňŹ̹ ŹƀĜƀĴŞĴşƀ̹ ŵĜňŹĴŹ̹ Ĝ̹
ŴƄĴŹƀňŦş̹İƄŵňşŀ̹ƀŅňŹ̹ŵĴŹĴĜŵĪŅ̹ƙŅĴƀŅĴŵ̹ƀŅĴ̹ŵĴŹƀŵňĪƀňŦş̹ĪŦŞĴŹ̹ƙňƀŅ̹ƀŅĴ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ňƀŹĴŘĿ̹Ŧŵ̹ƀŅĴ̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹ƀŅĴ̹rĴŹƀ̹ňş̹ƀĴŵŞŹ̹ŦĿ̹ĿƄşĪƀňŦşĜŘňƀƟ̹
ŦĿ̹ƀŅĴ̹ƙŵňƀňşŀ̹ĪĜƄŹĴŹ̹ƀŦ̹ĩĴ̹ĩŘňşİ̹ƀŦ̹ƀŅĴ̹ŲŦƀĴşƀňĜŘ̹ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹
ƀŅĜƀ̹ ĪĜş̹ ĩĴ̹ ňşƀĴŵŲŵĴƀĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ŀĴŹƀƄŵĴ̹ ŦĿ̹ ƀŅĴ̹ ŅĜşİ˫̹ [ňşĪĴ̹
ƀĴĪŅşŦŘŦŀƟ̹ ňŹ̹ œƄŹƀ̹ Ĝ̹ ƀŦŦŘ̹ ƀŅĜƀ̹ İŦĴŹ̹ şŦƀ̹ İňŵĴĪƀŘƟ̹ ĜǣĴĪƀ̹ ƀŅĴ̹ŞňşİŹĴƀ̹ ŦĿ̹
ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ Ĝşİ̹İĴƀĴŵŞňşĴ̹ ƀŅĴ̹ ĪŘĜŹŹňǬĪĜƀňŦşŹ˦̹ ƀŅňŹ̹
ŹƀĜƀĴŞĴşƀ̹ŦĿ̹�ŅňŘİ̹ ŘĴĜİŹ̹ŞĴ̹ƀŦ̹ĪŦşŹňİĴŵ̹ƀŅĴ̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹
Ĝşİ̹ƀŦ̹ƙŵňƀĴ̹ňş̹ƀŅĴ̹ŞŦİĴŵş̹Ĝşİ̹ŲŦŹƀŞŦİĴŵş̹ŲĴŵňŦİ˫

Hş̹ ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ ƀŅňŹ̹ĩŦŦŖ̹ ŘĜĪŖŹ̹ Ĝş̹ĴƞĜŞňşĜƀňŦş̹ŦĿ̹ ƀŅĴ̹ ňşƀĴŵĜĪƀňŦş̹
ĩĴƀƙĴĴş̹ İňǣĴŵĴşƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪƄŘƀƄŵĴŹ̹ Ŧş̹ Ĝş̹ ĜŵƀňŹƀňĪ̹ ŘĴƘĴŘ̹ Ĝşİ̹ƙŅĴş̹
Ĝşİ̹ŅŦƙ̹ƀŅĴƟ̹ňşǭƄĴşĪĴ̹ĴĜĪŅ̹ŦƀŅĴŵ˫̹,ƀ̹ƙňŘŘ̹ƀŅĴş̹ŞĜŖĴ̹ĪŵňƀňĪŹ̹ƙŅĴƀŅĴŵ̹ƀŅĴ̹
ŞĜňş̹ŵĴĜŹŦş̹ĿŦŵ̹ƀŅĴ̹rĴŹƀĴŵş̹ŹĪŵňĩĴ̝Ź̹ĿŵĴĴİŦŞ̹ňŹ̹ƀŅĴ̹Ųŵňşƀňşŀ̹ƀĴĪŅşňĪŹ̹Ŧŵ̹
ňşƀĴŵĜĪƀňŦşŹ̹ŦĿ̹İňǣĴŵĴşƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲĴŵĪĴŲƀňŦşŹ˫̹[ňşĪĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŅĜŹ̹
ĩĴĴş̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝŵƀ̹ĿŵŦŞ̹ƀŅĴ̹ĩĴŀňşşňşŀ̹ňş̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀ˦̹ƀĴĪŅşŦŘŦŀňĪĜŘ̹
ĜİƘĜşĪĴŹ̹ĜŵĴ̹şŦƀ̹ĪŵňƀĴŵňĜ̹ƀŦ̹İĴƀĴŵŞňşĴ̹ƀŅĴ̹ĿŵĴĴİŦŞ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹
ŞňşİŹ˫̹rŅƟ̹ ƀŅňŹ̹ ŹňƀƄĜƀňŦş̹ ňŹ̹ ƀŦƀĜŘŘƟ̹ İňǣĴŵĴşƀ̹ ňş̹ ƀŅĴ̹rĴŹƀ̹ ĩĴĪŦŞĴŹ̹ Ĝ̹
ŵĴŘĴƘĜşƀ̹ŴƄĴŹƀňŦş̹ƀŅĜƀ̹ŘĴĜİŹ̹ƀŦ̹Ĝ̹ŹĴĜŵĪŅ̹ĿŦŵ̹ƀŅĴ̹ŞĴĜşňşŀ̹ŦĿ̹ƀŅĴ̹ƙŵňƀňşŀ̹
Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĩĴĿŦŵĴ̹Ĝşİ̹şŦƙ̹ĿŦŵ̹ƀŅňŹ̹ŵĴŹĴĜŵĪŅ˫

#ƄŵƀŅĴŵŞŦŵĴ˦̹ƀŅĴ̹ŲĜŵƀ̹ĴşƀňƀŘĴİ̹̚;ĴƀƀĴŵňşŀ̹ĜŹ̹Ĝş̹�ŵƀ̛̹˾ʆʎʍʍ˥̹ʎʉ˿̹ƙŵňƀƀĴş̹
ĩƟ̹ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ĩŦŦŖ̹İĴŹňŀşĴŵ˦̹ĴİƄĪĜƀŦŵ˦̹ŲĜŘĴŦŀŵĜŲŅĴŵ˦̹Ĝşİ̹ĜƄƀŅŦŵ̹qňŘŘƄ̹
bŦŦƀŹ̹ ƀĜŖĴŹ̹ ĜƀƀĴşƀňŦş̹ ŅĴŵĴ˫̹ bŦŦƀŹ̹ ŅňŞŹĴŘĿ̹ ƄşİĴŵŘňşĴŹ̹ ƀŅĜƀ̹ İĴŹňŀşňşŀ̹



ʊʈ

ŘĴƀƀĴŵŹ̹ ƙňƀŅ̹ Ĝş̹ ĜĴŹƀŅĴƀňĪ̹ ňŞŲĜĪƀ̹ ŞĴĜşŹ̹ ŀŦňşŀ̹ ĩĴƟŦşİ̹ ƀŅĴ̹ ŘĴƀƀĴŵ̝Ź̹
ĪŦŞŞƄşňĪĜƀňƘĴ̹ ƘĜŘƄĴ˫̹ bŦŦƀŹ̹ ˾ʆʎʍʍ˿̹ ŞĴşƀňŦşŹ̹ ƀŅĜƀ̹ ̚ĪŦşƀĴŞŲŦŵĜŵƟ̹
ĜĩŹƀŵĜĪƀ̹ ĪĜŘŘňŀŵĜŲŅƟ˱ĴƞŲĴŵňŞĴşƀĜŘ̹ ĪĜŘŘňŀŵĜŲŅƟ˱ĪĜŘŘňŀŵĜŲŅƟ̹ ƙňƀŅŦƄƀ̹
ƙŦŵİŹ̛̹ ˾ʆʎʍʍ˥̹ ʎʉ˿̹ ňŹ̹ ňşŹŲňŵĴİ̹ ĩƟ̹ ŦŵňĴşƀĜŘ̹ ĩŵƄŹŅ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ Ĝşİ̹ ƀŅĴ̹
şŦƀňŦş̹ŦĿ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĜŵƀňŹƀŹ̹ňŹ̹̚ƀŦ̹ĪŵĴĜƀĴ̹ĴŞŦƀňŦşŹ̹ƀŅĜƀ̹ĜĪƀňƘĜƀĴ̹
ňşşĴŵ̹ ŘňĿĴ̛̹ ˾ʆʎʍʍ˥̹ ʎʉ˦̹ ʎʇ˿˫̹ HĩƘňŦƄŹŘƟ˦̹ bŦŦƀŹ̹ ňİĴşƀňǬĴİ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ƀĴşİĴşĪňĴŹ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙňƀŅŦƄƀ̹ İĴƀĜňŘĴİ̹
ňşĿŦŵŞĜƀňŦş̹ ĜĩŦƄƀ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦş̹ Ŧŵ̹ rĴŹƀĴŵş̹
ŲĴŵĪĴŲƀňŦş˦̹ Ŧŵ̹ƙňƀŅŦƄƀ̹ƄşİĴŵŘňşňşŀ̹ ƀŅĴ̹ƙĴŹƀĴŵş̹ ŲŵĜĪƀňĪĴŹ̹ ŦĿ̹ ŘĴƀƀĴŵňşŀ̹
Ĝşİ̹ ƀƟŲŦŀŵĜŲŅƟ̹ ĜŹ̹ Ĝş̹ ňŞĜŀĴ̹ ňş̹ ƀŅĴ̹ŞŦİĴŵş̹ Ĝşİ̹ ŲŦŹƀŞŦİĴŵş̹ ŲĴŵňŦİ˫̹
)ĴşĪĴ˦̹ňƀ̹ňŹ̹ŦşĪĴ̹ĜŀĜňş̹ƄşİĴŵŘňşĴİ̹ƀŅŵŦƄŀŅ̹ƀŅňŹ̹ĩŦŦŖ̹ƀŅĜƀ̹ƀŅĴŹĴ̹ňŹŹƄĴŹ̹
ĜŵĴ̹şĴĴİĴİ̹ƀŦ̹ĩĴ̹ĴƞĜŞňşĴİ˫̹

,ş̹ ĜİİňƀňŦş˦̹ bŦŦƀŹ̹ ˾ʆʎʍʍ˿̹ ƄşİĴŵŘňşĴŹ̹ ƀŅĜƀ̹ ŹŦŞĴ̹rĴŹƀĴŵşĴŵŹ̹ ĜŵĴ̹ ňş̹ ƀŅĴ̹
ŴƄĴŹƀ̹ĿŦŵ̹Ĝş̹ŦŵňĴşƀĜŘ̹ŞňşİŹĴƀ̹ĩƄƀ̹ĿĜňŘ̹ƀŦ̹ĜŹŹňŞňŘĜƀĴ̹ňƀ˫̹bŅĴ̹ŵĴĜŹŦş̹ňŹ̹ŹŅŦƙş̹
ĜŹ̹;Ĝƀňş̹ĜŘŲŅĜĩĴƀŹ˦̹ƙŅňĪŅ̹ĜŵĴ̹ ̚ƀŦŦ̹ŹňŞŲŘĴ̹ ĿŦŵ̹ŦĩƀĜňşňşŀ̹ ňşƀĴŵĴŹƀňşŀ̹Ĝşİ̹
ŲňĪƀƄŵĴŹŴƄĴ Ŀ̹ŵŦŞ̹ƙňƀŅ̹ƀŅĴ̹ŅĴŘŲ̹ŦĿ̹ŲŘĜƟĿƄŘ Ř̹ňşĴŹ̛̹˾ ʆʎʍʍ˥̹ʎʈ˿˫̹bŅĴŹĴ̹ĜŵĴ̹ŅňŀŅŘƟ̹
şŦƀĴƙŦŵƀŅƟ̹ ĪŵňƀňĪŹ˰̹ ŅŦƙĴƘĴŵ˦̹ ňƀ̹ ŅĜŹ̹ ƀŦ̹ ĩĴ̹ ĴƞŲŵĴŹŹĴİ̹ ĩƟ̹ œƄŹƀňĿƟňşŀ̹ ňƀ̹ ĩƟ̹
İĴƀĜňŘĴİ̹ňşĿŦŵŞĜƀňŦş̹Ĝşİ̹ŦƄƀŘňşňşŀ̹ňƀ˫̹rňƀŅŦƄƀ̹ĜşƟ̹İĴƀĜňŘĴİ̹ňşĿŦŵŞĜƀňŦş˦̹
ňƀ̹ ĪĜşşŦƀ̹ ĩĴ̹ ƙĴŘŘ̐ƄşİĴŵŹƀŦŦİ̹ Ĝşİ̹ ĜŘŹŦ̹ ŞĜƟ̹ ĪĜƄŹĴ̹ ŞňŹƄşİĴŵŹƀĜşİňşŀŹ̹
Ŧŵ̹ĪŦşǭňĪƀŹ˦̹ĩƄƀ̹Ĝƀ̹ŘĴĜŹƀ̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹Ĝ̹
ŹƄĩœĴĪƀ̹ŞĜƟ̹ĩĴ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ŅĴŘİ̹ĪŦŞŲŵĴŅĴşŹňƘĴŘƟ̹ĩƟ̹ƀŅňŹ̹ƀƟŲĴ̹ŦĿ̹ĪŵňƀňĪ˫̹
#ƄŵƀŅĴŵŞŦŵĴ˦̹ƙňƀŅŦƄƀ̹ĩĴňşŀ̹ĜĩŘĴ̹ƀŦ̹ŵĴĜİ̹ƀŅĴ̹ƙŵňƀƀĴş̹ƀĴƞƀ˦̹ňĿ̹ƀŅĴŵĴ̹ňŹ̹ĜşƟ˦̹
ŦşĴ̹ĪĜş̹ĴşœŦƟ̹ƀŅĴ̹ƙŦŵŖ̹ƀŅŵŦƄŀŅ̹ňƀŹ̝̹ŲŘĜŹƀňĪ̹ƘĜŘƄĴŹ˫̹fşŵĴĜİĜĩŘĴ̹ƀĴƞƀ̹ŞĜƟ̹
ĩĴ̹ŲĴŵĪĴňƘĴİ̹ĜŹ̹ĜĩŹƀŵĜĪƀ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖ˦̹Ĝşİ̹ƀŅŵŦƄŀŅ̹ƘĜŵňŦƄŹ̹ĿĴĜƀƄŵĴŹ˦̹
ŹƄĪŅ̹ĜŹ̹ƀŅĴ̹ŴƄĜŘňƀƟ̹ŦĿ̹ƀŅĴ̹ŘňşĴ̹Ŧŵ̹Ĝ̹ŹƀŵŦŖĴ˦̹ƀŅĴ̹ƙŦŵŖ̹ĪĜş̹ĩĴ̹ƄşİĴŵŹƀŦŦİ˦̹
ĜŲŲŵĴĪňĜƀĴİ˦̹Ĝşİ̹ĴƘĴş̹ňşƀĴŵŲŵĴƀĴİ̹ĩƟ̹ƀŅĴ̹ƘňĴƙĴŵ̹ŹňşĪĴ̹ƀŅĴ̹ƙŦŵŖ̹ŲŵŦŞňŹĴŹ̹
ƀŅĴ̹ ŦŲĴş̹ ŹŲĜĪĴ̹ ƀŅŵŦƄŀŅ̹ ňƀŹ̹ ŀĴŹƀƄŵĴŹ˫̹ �̹ ŞŦŵĴ̹ ĪŵňƀňĪĜŘ̹ ŲĴŵŹŲĴĪƀňƘĴ̹
Ĝşİ̹ ƀŅĴŦŵĴƀňĪĜŘ̹ ĜŹŹĴŹŹŞĴşƀ̹ ŦĿ̹ ƀŅĴ̹ ƀĴşİĴşĪƟ̹ ŦĿ̹ ŞŦŹƀ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ĜŵƀňŹƀŹ̝̹ƙŦŵŖ̹ ŵĴǭĴĪƀ̹ ŲĴŵŹŦşĜŘ̹ ňşƀĴŵŲŵĴƀĜƀňŦş̹ ƀŅĜƀ̹ŞĜƟ̹ŅĴŘŲ̹ ĪĜŲƀƄŵĴ̹ ƀŅĴ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̝Ź̹ŀĴşĴŵĜŘ̹ĿŵĜŞĴ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ƀŅňŹ̹
ňŹŹƄĴ̹ňŹ̹ĜŘŹŦ̹ ňşĪŘƄİĴİ̹ňş̹ƀŅĴ̹ƀŅĴŦŵĴƀňĪĜŘ̹ŲĜŵƀ̹ŦĿ̹ƀŅĴ̹ŵĴŹĴĜŵĪŅ˦̹ƙŅňĪŅ̹ƙňŘŘ̹
ŘĴĜİ̹ ƀŦ̹ ŞŦŵĴ̹ ĜŲŲŵŦŲŵňĜƀĴ̹ İňŹĪƄŹŹňŦş̹ Ĝşİ̹ ĜŹŹĴŹŹŞĴşƀ̹ ňş̹ ƀŅĴ̹ ŵĴĜŘŞ̹ ŦĿ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ˫

#ŵĴşĪŅ̹ ƀƟŲĴ̹ İĴŹňŀşĴŵ̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ AĴİňĜƘňŘŘĜ̝Ź̹ ĩŦŦŖ̹ ĴşƀňƀŘĴİ̹
��''$"-�+#4Ĭ� �-*(� ��''$"-�+#4� /*� ��./-��/� ��$)/$)"̹ ˾ʆʎʎʋ˿̹ ňŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹
ŅňŀŅŘƟ̹ ŵĴŹŲĴĪƀĴİ˦̹ ŵĴĪŦŞŞĴşİĴİ˦̹ Ĝşİ̹ ĪŦşŹňİĴŵĴİ̹ Ĝ̹ ŵĴĿĴŵĴşĪĴ̹ şŦƀ̹
ĩĴĪĜƄŹĴ̹ ňƀ̹ ŲŵŦƘňİĴŹ̹ ĪŦŞŲŵĴŅĴşŹňƘĴ̹ ƀŅĴŦŵĴƀňĪĜŘ̹ ňşĿŦŵŞĜƀňŦş̹ ĩƄƀ̹ ĜŘŹŦ̹
ĩĴĪĜƄŹĴ̹ ňƀ̹ ĜİİŵĴŹŹĴŹ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƀĴşİĴşĪňĴŹ̹ ƙňƀŅ̹ ŹňŀşňǬĪĜşƀ̹
ĜŹŹĴŹŹŞĴşƀŹ˫̹ ,ƀ̹ ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ ƀŅĜƀ̹AĴİňĜƘňŘŘĜ̹ ňŹ̹ŦşĴ̹ŦĿ̹ ƀŅĴ̹ǬŵŹƀ̹ ƀŅĜƀ̹
ŘŦŦŖ̹ĪŵňƀňĪĜŘŘƟ̹Ĝƀ̹ƀŅĜƀ̹ŵĜşŀĴ̹ĿŵŦŞ̹ƀŅĴ̹ƘňĴƙŲŦňşƀ̹ŦĿ̹ƀŅĴ̹şĴƙ̹ĪĜŘŘňŀŵĜŲŅňĪ̹
ĜŲŲŵŦĜĪŅĴŹ̹ ŦĿ̹ ƀŅĴ̹ rĴŹƀ˫̹ WĴƘĴĜŘňşŀ̹ ŅňŹ̹ ŲŵĜĪƀňĪĴŹ̹ Ĝşİ̹ ŲŅňŘŦŹŦŲŅƟ̹ ŦĿ̹
rĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ AĴİňĜƘňŘŘĜ̹ ŹƀĜŵƀŹ̹ƙňƀŅ̹ƙŵňƀňşŀ̹ ƄşƀňŘ̹ ƀŅĴ̹ ĪƄŵŵĴşƀ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ˦̹ƙŅňĪŅ̹ĜŵĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ ĿŦŵŞ̹ŦĿ̹Ĝŵƀ̹ ňş̹ ƀŅĴ̹rĴŹƀ̹
ƀŅŵŦƄŀŅ̹ ŀĴŹƀƄŵĜŘ̹ ĜŹŲĴĪƀŹ̹ ƀŅĜƀ̹ ĩĴĪŦŞĴ̹ ŀŵĜİƄĜŘŘƟ̹ İŦŞňşĜşƀ̹ ňşŹƀĴĜİ̹
ŦĿ̹ ƀŅĴ̹ ŘňƀĴŵĜŘ̹ŞĴĜşňşŀ̹ ŦĿ̹ ƀŅĴ̹ƙŦŵİŹ˫̹ )Ĵ̹ ŲŵŦŞňŹĴŹ̹ ŅňŹ̹ ŵĴĜİĴŵŹ̹ Ĝ̹ ĩŦŦŖ̹
ƀŅĜƀ̹ŹĴŵƘĴŹ̹ĜĴŹƀŅĴƀňĪĜŘ̹Ĝşİ̹ŲŵĜĪƀňĪĜŘ̹ƙĜƟŹ̹ĩƟ̹ŲŵŦƘňİňşŀ̹ĜşĜŘƟŹňŹ̹Ĝşİ̹Ĝ̹
ŲŵĜĪƀňĪĜŘ̹ŀƄňİĴ̹ŦĿ̹ ƀŅĴ̹ŹƄĩœĴĪƀ̹ĩƟ̹ŲĴĴŘňşŀ̹ƀŅĴ̹ ŘĴƀƀĴŵ̝Ź̹ŲŅŦşĴƀňĪ̹ƘĜŘƄĴ̹ ňş̹
ƀŅĴ̹ŹĴĜŵĪŅ̹ĿŦŵ̹ŵĴňşƘĴşƀňşŀ̹Ĝş̹ĴƞŲŵĴŹŹňƘĴ̹ŲŦƙĴŵ̹ŦĿ̹Ĝ̹Źňŀş˫

,ƀ̹ ŹĴĴŞŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ĜňŞŹ̹ ŦĿ̹ ƀŅňŹ̹ ĩŦŦŖ̹ ňŹ̹ ŦŵŀĜşňƥĴİ̹ Ĝşİ̹ ŲŵĴŹĴşƀ̹
ŹƄĩœĴĪƀŹ̹ ƀŦ̹ ǬŘŘ̹ ƘĜŵňŦƄŹ̹ ŀĜŲŹ̹ ňş̹ ƀŅĴ̹ ĜŹŹĴŹŹŞĴşƀŹ̹ Ĝşİ̹ ŲĴŵĪĴŲƀňŦşŹ̹ ŦĿ̹
ĪĜŘŘňŀŵĜŲŅƟ˫̹ ;ŦŦŖňşŀ̹ Ĝƀ̹ ƀŅĴ̹ ŹƀĜƀĴŞĴşƀ̹ ŦĿ̹ AĴİňĜƘňŘŘĜ̹ ňş̹ ŅňŹ̹ ĩŦŦŖ˦̹ ŅĴ̹
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ŹƀĜŵƀŹ̹ƙňƀŅ̹ƀŅĴ̹ňşƀŵŦİƄĪƀŦŵƟ̹şŦƀňŦş̹ƀŅĜƀ̹ŅĴ̹İňŹĪƄŹŹĴİ̹ƀŅĴ̹İĴǬşňƀňŦş̹Ĝşİ̹
İĴŹĪŵňŲƀňŦş̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ Ĝ̹ İňŹĪňŲŘňşĴ̹ ňş̹ƙŅňĪŅ̹ ƘĜŵňŦƄŹ̹ ŲŵĴœƄİňĪĴŹ̹
Ĝşİ̹ ŞňŹƄşİĴŵŹƀĜşİňşŀŹ̹ ĴƞňŹƀ˫̹ )Ĵ̹ ƀŅňşŖŹ̹ ƀŅĜƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ İňǤĪƄŘƀ̹
ƀŦ̹ İĴǬşĴ̹ Ĝşİ̹ ňƀ̹ ňŹ̹ ƀŅĴ̹ ŦĩœĴĪƀ̹ ŦĿ̹ ŹŦ̹ŞĜşƟ̹ ŲŵĴœƄİňĪĴŹ˫̹ #ňŵŹƀ˦̹ ŅĴ̹ ĩĴŀňşŹ̹
ƙňƀŅ̹ƀŅĴ̹ĴŞŲŅĜŹňŹ̹Ŧş̹ƙŵňƀňşŀ˦̹ƙŅňĪŅ̹ ňŹ̹ŞŦŹƀŘƟ̹ĪŦşŹňİĴŵĴİ̹Ĝ̹ŹĴŞĜşƀňĪ̹
ĿĴĜƀƄŵĴ̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ Ĝ̹ ŀŵĜŲŅňĪ˫̹ �ĪĪŦŵİňşŀ̹ ƀŦ̹ ŅňŞ˦̹ ̚rŵňƀňşŀ̹ ĜĪŴƄňŵĴŹ̹
ŞĴĜşňşŀ̹ ƀŅŵŦƄŀŅ̹ ŘĴŀňĩňŘňƀƟ̹ Ĝşİ̹ ƀŅĴ̹ ŲŵŦĪĴŹŹ̹ ŦĿ̹ ĜŘŲŅĜĩĴƀňĪ̹ ŵĴĜİňşŀ˫̹
Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ŅĜşİ˦̹�ĜŘŘňŀŵĜŲŅƟ̹ ĪĜş̹ ĜĪŴƄňŵĴ̹ŞĴĜşňşŀ̹ ƀŅŵŦƄŀŅ̹ ŹňŘĴşĪĴ̹
ŹňşĪĴ̹ ňƀ̹ ňŹ̹ ňşƀĴşİĴİ̹ ƀŦ̹ ĩĴ̹ ĴƞŲŵĴŹŹňƘĴ̹ Ĝşİ̹ ĜŵƀňŹƀňĪ̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ ŹƀŵňĪƀŘƟ̹
ƄƀňŘňƀĜŵňĜş̛̹ ˾ʆʎʎʋ˥̹ ʆʌ˿˫̹ �ĜŹĴİ̹ Ŧş̹ ƀŅňŹ̹ ĜŹŹĴŹŹŞĴşƀ˦̹ ňƀ̹ ňŹ̹ ĴƘňİĴşƀ̹ ƀŅĜƀ̹ ŅĴ̹
ĩĴŘňĴƘĴŹ̹ƙŵňƀňşŀ̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŵĴ̹ ƀƙŦ̹ İňŹƀňşĪƀ̹ ĜŵĴĜŹ̹ ƀŦ̹ ŹƀƄİƟ̹ƙňƀŅ̹
ĪŘŦŹĴŘƟ̹ ŘňşŖĴİ̹ ĴĜĪŅ̹ ŦƀŅĴŵ˫̹ ,ƀ̹ ňŹ̹ ňşƀĴŵĴŹƀňşŀ̹ ƀŅĜƀ̹ AĴİňĜƘňŘŘĜ̹ ŅĴŵĴ̹ İŦĴŹ̹
şŦƀ̹ŞĴşƀňŦş̹ĜşƟƀŅňşŀ̹ĜĩŦƄƀ̹ƀŅĴ̹ƙĴŹƀĴŵş̹ŘňŞňƀ̹ŦĿ̹ƀŅĴ̹;Ĝƀňş̹ĜŘŲŅĜĩĴƀ̹ĜŹ̹
bŦŦƀŹ̹İŦĴŹ˫̹)Ĵ̹ĪŦşŹňİĴŵŹ̹ƀŅĴ̹ňşƘĴşƀňŦş̹ŦĿ̹ƙŵňƀňşŀ̹ĜŹ̹Ĝ̹̚ŲŵĴĪŦşİňƀňŦş̹ĿŦŵ̹
ƀŅĴ̹ İĴƘĴŘŦŲŞĴşƀ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̛̹ ˾ʆʎʎʋ˥̹ ʌʊ˿˫̹rŅňŘĴ̹ƙŵňƀňşŀ̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹
ĜŹ̹ Ĝ̹ ƘĴŅňĪŘĴ̹ ŅĴŵĴ̹ ƀŅĜƀ̹ ŹĴŵƘĴŹ̹ şĴĴİŹ̹ ƀŅŵŦƄŀŅ̹ ŅňŹ̹ ĿƄşĪƀňŦşĜŘ̹ ĿĴĜƀƄŵĴŹ˦̹
ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ĴƞŲĴĪƀĴİ̹ƀŦ̹ĩĴ̹ĜŹŹĴŹŹĴİ̹ŅĴŵĴ̹ĜŹ̹Ĝş̹ĴƞŲŵĴŹŹňƘĴ̹ĿŦŵŞ̹ƀŅĜƀ̹
ƀŅĴ̹ĜŵƀňŹƀ̹ŞĜşňĿĴŹƀŹ̹ŅňŞŹĴŘĿ̹ƀŅŵŦƄŀŅ̹ŅňŹ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŲŵĜĪƀňĪĴŹ˫̹

,ƀ̹ ňŹ̹ ŅňŀŅŘƟ̹ ňşƀĴŵĴŹƀňşŀ̹ ƀŅĜƀ̹ AĴİňĜƘňŘŘĜ̹ ŹĴĴŞŹ̹ ƀŦ̹ ňŀşŦŵĴ̹ ƙŵňƀňşŀ̹
ŲŵĜĪƀňĪĴŹ̹ƀŅĜƀ̹ĜŵĴ̹ĴƞĴĪƄƀĴİ̹ĜŹ̹Ĝ̹ĿŦŵŞ̹ŦĿ̹Ĝŵƀ̹ŵĜƀŅĴŵ̹ƀŅĜş̹ŹƀŵňĪƀŘƟ̹ŵĴŘĜƀĴİ̹
ƀŦ̹ŹŲŦŖĴş̹ŘĜşŀƄĜŀĴ˫̹,şŹƀĴĜİ˦̹ŅĴ̹ƙĜşƀŹ̹ƀŦ̹İŵĜƙ̹Ĝ̹ŹƀŵňĪƀ̹ŘňşĴ̹ĩĴƀƙĴĴş̹ƀŅĴ̹
ƀĴŵŞ̹ƙŵňƀňşŀ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹HşĴ̹ŦĿ̹ƀŅĴ̹ŞĜňş̹ŀĜŲŹ̹ŹĴĴŞŹ̹ƀŦ̹ŹƀĜŵƀ̹ŅĴŵĴ˫̹
#ňŵŹƀ˦̹ )Ĵ̹ İŦĴŹş̝ƀ̹ ŞĴşƀňŦş̹ ƀŅĴ̹ ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹ ƀŅĴ̹ƙŵňƀňşŀ̹ ňş̹ ƀŅĴ̹rĴŹƀ̹
Ĝşİ̹ ƀŅĴ̹ İňǣĴŵĴşƀ̹ ŲĴŵŹŲĴĪƀňƘĴŹ̹ ŦĿ̹ ŦƀŅĴŵ̹ ƙŵňƀňşŀ̹ ŹƟŹƀĴŞŹ˦̹ şĜŞĴŘƟ̹ ƀŅĴ̹
#Ĝŵ̹�ĜŹƀ̹Ĝşİ̹ƀŅĴ̹AňİİŘĴ̹�ĜŹƀ˦̹ňş̹ƙŅňĪŅ̹ƙŵňƀňşŀ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜĪƀƄĜŘŘƟ̹
İŦ̹şŦƀ̹ŹĴŲĜŵĜƀĴ̹ĴĜĪŅ̹ŦƀŅĴŵ̹ƀŅĜƀ̹ŹŅĜŵŲ˫̹bŅĜƀ̹ŞĴĜşŹ̹ƀŦ̹ĪŦŞŲŵĴŅĴşİ̹ƀŅĴ̹
ƀĴŵŞ̹ƙŵňƀňşŀ˰̹ňƀ̹ňŹ̹ňşİňŹŲĴşŹĜĩŘĴ̹ƀŦ̹ŖşŦƙ̹ĜĩŦƄƀ̹ŦƀŅĴŵ̹ƙŵňƀňşŀ̹ŹƟŹƀĴŞŹ˦̹
ŅŦƙ̹ƀŅĴƟ̹ĜŲŲŵĴĪňĜƀĴ̹ƙŵňƀňşŀ˦̹Ĝşİ̹ňş̹ƙŅĜƀ̹ƙĜƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ƙŵňƀňşŀ̹
ĜŵĴ̹ ŲĴŵĪĴňƘĴİ˫̹ HşŘƟ̹ ňş̹ ƀŅĴŹĴ̹ ĪňŵĪƄŞŹƀĜşĪĴŹ̹ İŦĴŹ̹ ňƀ̹ ŹĴĴŞ̹ ƀŅĜƀ̹ ƀŅňŹ̹
ĜŹŹĴŹŹŞĴşƀ̹ƙňŘŘ̹ĩĴ̹ŞŦŵĴ̹ĜĪĪƄŵĜƀĴ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ƀŅňŹ̹ňŹŹƄĴ̹ňŹ̹ňşĪŘƄİĴİ̹
ňş̹ ƀŅňŹ̹ ŵĴŹĴĜŵĪŅ̹ ƀŦ̹ ŖşŦƙ̹ ƀŅĴ̹ ĪŦŞŲŵĴŅĴşŹňŦş̹ ŦĿ̹ƙĴŹƀĴŵş̹ƙŵňƀňşŀ̹ Ĝşİ̹
ŅŦƙ̹ňƀ̹ňŹ̹ĜŲŲŵĴĪňĜƀĴİ̹ňş̹ƀŅĴ̹rĴŹƀ˫̹,ƀ̹ĜŘŹŦ̹ĜǣĴĪƀŹ̹ƀŅĴ̹ƄşİĴŵŹƀĜşİňşŀ̹Ĝşİ̹
ĴŞŲŘŦƟŹ̹ƀŅĴ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦş˫

�ĿƀĴŵ̹ŞĜŖňşŀ̹ƀŅňŹ̹İňƘňŹňŦş̹ĩĴƀƙĴĴş̹ƙŵňƀňşŀ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹AĴİňĜƘňŘŘĜ̹
˾ʆʎʎʋ˿̹ İňŹĪƄŹŹĴŹ̹ ƀŅĴ̹ ŘňƀĴŵĜŘ̹ İĴǬşňƀňŦş̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƙŅňĪŅ̹ ĪĜş̹ ĩĴ̹
ĜŹŹƄŞĴİ̹ĜŹ̹ĪŵƄĪňĜŘ̹ĴƘĴş̹ƀŅŦƄŀŅ̹ĜŘŘ̹ŹŦƄŵĪĴŹ̹Ĝşİ̹ĜŵƀňŹƀŹ̹ŅĜƘĴ̹Ĝ̹ĪŦşŹĴşŹƄŹ̹
ĜĩŦƄƀ̹ňƀ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ňƀ̹ĪĜş̹ĩĴ̹ƄşİĴŵŘňşĴİ̹ƀŅĜƀ̹ƀŅňŹ̹ňŹŹƄĴ̹ňŹ̹ŲŵŦĩĜĩŘƟ̹
ŦşĴ̹ŦĿ̹ŅňŹ̹ŹňŀşňǬĪĜşƀ̹ĪŦşƀŵňĩƄƀňŦşŹ˫̹

�ĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ Ĝ̹ $ŵĴĴŖ̹ ƙŦŵİ̹ ƀŅĜƀ̹ ƀŵĜşŹŘĜƀĴŹ̹ ƀŦ̹ �şŀŘňŹŅ̹ ĜŹ̹ ̚ƀŅĴ̹ Ĝŵƀ̹ ŦĿ̹
ĩĴĜƄƀňĿƄŘ̹ ƙŵňƀňşŀ̛̹ Ŧŵ̹ ̚ƙŵňƀňşŀ̹ ĩĴĜƄƀňĿƄŘŘƟ˫̛ ̹ )ŦƙĴƘĴŵ˦̹ AĴİňĜƘňŘŘĜ̹ ĪŘĜňŞŹ̹
ƀŅĜƀ̹ňƀ̹ňŹ̹ƀŅĴ̹ŞňŹňşƀĴŵŲŵĴƀĜƀňŦş̹ŦĿ̹ƀŅĴ̹ƙŦŵİ̹kallos̹ƀŅĜƀ̹ŞĜƟ̹ŵĴĿĴŵ̹ƀŦ̹ĩĴĜƄƀƟ̹
ňş̹ Ĝ̹ İňǣĴŵĴşƀ̹ ŹĴşŹĴ˫̹ )Ĵ̹ ŲŦňşƀŹ̹ Ĝƀ̹ ĜŵƀňŹƀňĪ̹ ĩĴĜƄƀƟ̹ İĴŹĪŵňĩĴİ̹ ĜŹ̹ ̚Ĝ̹ ƘĴŵƟ̹
ŅňŀŅ̐ŘĴƘĴŘ̹ ŹňŀşňĿƟňşŀ̹ ĜŘƀŦŀĴƀŅĴŵ̹ İňǣĴŵĴşƀ̹ İňŞĴşŹňŦşŹ̹ ŦĿ̹ ŹƀŵĴşŀƀŅ̹ Ĝşİ̹
ĿƄŘǬŘŘŞĴşƀ̹ňş̹ƀŅĴ̹ŲŘĜŹƀňĪ̹ĜŵƀŹ̛̹˾ʆʎʎʋ˥̹ʆʌ˿˫̹�şŦƀŅĴŵ̹ŲŦňşƀ̹ƀŅĜƀ̹ŅĴ̹ƄşİĴŵŘňşĴŹ̹
ňŹ̹ ƀŅĜƀ̹"-�+# $)˦̹ ĴƀƟŞŦŘŦŀňĪĜŘŘƟ˦̹ŞĜƟ̹ ňşİňĪĜƀĴ̹ şŦƀ̹ œƄŹƀ̹ƙŵňƀňşŀ̹ ĩƄƀ̹ ĜŘŹŦ̹
İŵĜƙňşŀ˫̹[Ŧ˦̹ňƀŹ̹ŵĜşŀĴ̹ňŹ̹ĪŅĜşŀňşŀ̹ƙŅĴş̹ĪŦşŹňİĴŵňşŀ̹İŵĜƙňşŀ̹ĜŲĜŵƀ̹ĿŵŦŞ̹
ƙŵňƀňşŀ̹ĜŹ̹Ĝş̹ĜĪƀ̹Ĝşİ̹ĜŹ̹Ĝ̹ĪŦşĪĴŲƀ˰̹ŅĴşĪĴ̹ŅĴ̹İĴǬşĴŹ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙňƀŅ̹ƀŅĴ̹
ĴƞŲĴşİĴİ̹şĜƀƄŵĴ̹ŦĿ̹"-�+# $)̹̐ƙŵňƀňşŀ̹Ĝşİ̹İŵĜƙňşŀ˦̹şŦƀ̹œƄŹƀ̹ƙňƀŅ̹ŘĴƀƀĴŵŹ̹
ĩƄƀ̹ ŹňŀşŹ̹ ĪŵĴĜƀĴİ̹ ̚ňş̹ Ĝş̹ ĴƞŲŵĴŹŹňƘĴ˦̹ ŅĜŵŞŦşňŦƄŹ̹ Ĝşİ̹ ŹŖňŘŘĿƄŘ̹ ŞĜşşĴŵ̛̹
˾ʆʎʎʋ˥̹ʆʍ˿˫̹,ƀ̹İŦĴŹ̹şŦƀ̹œƄŹƀ̹ŲŵŦƘňİĴ̹ƀŅĴ̹İĴǬşňƀňŦş̹ĩƄƀ̹ĜŘŹŦ̹ŘĴƀŹ̹ƀŦ̹ŴƄĴŹƀňŦş̹
ŅŦƙ̹ ƀŵĜşŹŘĜƀňŦş̹ŞĜƟ̹ ĜǣĴĪƀ̹ œƄİŀňşŀ̹ ƀŅĴ̹ ĪŦşĪĴŲƀ̹ Ĝşİ̹ ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̹ ŦĿ̹
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ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹bŅňŹ̹ňŹŹƄĴ̹ňŹ̹ĿŦƄşİ̹ĴŹŹĴşƀňĜŘ̹ňş̹ŞƟ̹ŵĴŹĴĜŵĪŅ̹ĩĴĿŦŵĴ̹
ƀŵƟňşŀ̹ ƀŦ̹ İĴŹĪŵňĩĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ˰̹ ŅĴşĪĴ̹ ƀŅĴ̹ İĴǬşňƀňŦş̹ ŦĿ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ňşĪŘƄİĴİ̹ňş̹ƀŅňŹ̹ŵĴŹĴĜŵĪŅ̹ƀŦ̹ĜşŹƙĴŵ̹ƀŅĴ̹ŵĜňŹĴİ̹ŴƄĴŹƀňŦşŹ̹ňş̹
ƀĴŵŞŹ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ŲŵĜĪƀňĪĴŹ̹Ĝşİ̹ĜƘŦňİ̹ĪŦşǭňĪƀŹ˫

AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿̹ ĜŘŹŦ̹ ŹĴĴŞŹ̹ ƀŦ̹ ňşĪŘƄİĴ̹ ŘĴƀƀĴŵŹ̹ Ĝşİ̹ ĜŘŘ̹ ŹŦŵƀŹ̹ ŦĿ̹ ĿŵĴĴ̹
ŀĴŹƀƄŵĜŘ̹ŹƀŵŦŖĴŹ˰̹ĴƘĴş̹ŞĜŵŖŹ̹ŞĜƟ̹ĩĴ̹ĪĜŘŘĴİ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹ŹŦŦş̹ĜŹ̹ƀŅĴƟ̹
ĪĜŵŵƟ̹ƘĜŵňŦƄŹ̹ĿĴĜƀƄŵĴŹ̹ňş̹ƀŅĴŞ˫̹)Ĵ̹ŅňŀŅŘňŀŅƀŹ̹ƀŅĴ̹ƄşňƘĴŵŹĜŘ̹ŲĜŵĜŞĴƀĴŵŹ˦̹
şĜŞĴŘƟ̹ ŅĜŵŞŦşƟ˦̹ ŲŵŦŲŦŵƀňŦş˦̹ ĿŦŵŞĜŘ̹ ĩĜŘĜşĪĴ˦̹ ŵŅƟƀŅŞ̹ Ĝşİ̹ ĪŦşƀŵĜŹƀ˦̹
ĜŹ̹ ƀĴŵŞŹ̹ ƀŅĜƀ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ŅĜƘĴ̹ ƀŦ̹ ĪŦşŹňİĴŵ˫̹)Ĵ̹ ĜŘŹŦ̹ ƀĜŖĴŹ̹ ĜƀƀĴşƀňŦş̹
ƀŦ̹ ƀŅĴŹĴ̹ ŹƀĜƀĴŞĴşƀŹ̹ ƀŅĜƀ̹ İĴǬşĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˥̹ ̚˧ ƀŦ̹ ŞƟ̹ Şňşİ̹ Ĝƀ̹ ŘĴĜŹƀ˦̹
ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ĴŹŹĴşƀňĜŘŘƟ̹Ĝ̹ŹŲňŵňƀƄĜŘ̹ĜĪƀňƘňƀƟ˦̹Ĝ̹ŞĴĜşŹ̹ŦĿ̹ĜĪŴƄňŵňşŀ̹ŹĴŘĿ̐
ŖşŦƙŘĴİŀĴ̹ ĩĜŹĴİ̹ Ŧş̹ ƘĜŘƄĴŹ̹ ƙŅňĪŅ̹ ĴƞĪŘƄİĴ̹ ƀŅĴ̹ ƘĴŵƟ̹ ňİĴĜ̹ ŦĿ̹ ĿĜŹŅňŦş̛̹
˾ʆʎʎʋ˥̹ ʆʈ˿̹ ̐ƄşİĴŵŘňşňşŀ̹ ƀŅĜƀ̹ ƀŅĴ̹ ňŞŲŦŵƀĜşĪĴ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŘňĴŹ̹ ňş̹ ŅŦƙ̹
ƙŵňƀƀĴş˦̹ŵĜƀŅĴŵ̹ƀŅĜş̹ƙŅĜƀ̹ňŹ̹ƙŵňƀƀĴş˫̹,ƀ̹ňŹ̹ĴƘňİĴşƀ̹ƀŅĜƀ̹AĴİňĜƘňŘŘĜ̹İĴǬşĴİ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ĩƟ̹ ƀŅĴ̹ ƘĜŘƄĴŹ̹ Ĝşİ̹ ĿĴĜƀƄŵĴŹ̹ ŦĿ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹
şĜŞĴŘƟ̹ŵĴƘĴĜŘňşŀ̹ĴŞŦƀňŦşŹ̹ĜŹ̹Ĝ̹ŹŲňŵňƀƄĜŘ̹ĜĪƀňƘňƀƟ˦̹Ŧŵ̹Ĝƀ̹ ŘĴĜŹƀ̹ŅĴ̹ŲŦňşƀŹ̹
Ĝƀ̹ ŹňŞňŘĜŵňƀňĴŹ̹ ĩĴƀƙĴĴş̹ ƀŅĴŹĴ̹ ĪŦşĪĴŲƀŹ̹ ƙňƀŅŦƄƀ̹ ŞĴşƀňŦşňşŀ̹ ƀŅĴŞ˫̹ ,ƀ̹
ňŹ̹ĜşŦƀŅĴŵ̹ŀĜŲ̹ňş̹ŅňŹ̹ĜŹŹĴŹŹŞĴşƀ̹ňş̹ƀŅňŹ̹ĩŦŦŖ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ƀŅĴ̹#Ĝŵ̹
�ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦşŹ˦̹ƙňƀŅ̹ ƀŅĴňŵ̹ŞňşİŹĴƀ̹ Ĝşİ̹ ŲŵĜĪƀňĪĴŹ˦̹ ňƀ̹ ňŹ̹
ňşĪŘƄİĴİ̹ ňş̹ ƀŅňŹ̹ ŵĴŹĴĜŵĪŅ̹ ƀŦ̹ İĴƀĜĪŅ̹ ƀŅĴ̹ ĿĴĜƀƄŵĴŹ̹ ŦĿ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ŲŵĜĪƀňĪĴŹ̹ ƀŅŵŦƄŀŅ̹ ŦĩŹĴŵƘňşŀ̹ Ĝşİ̹ ĪŦŞŲĜŵňşŀ̹ ƀŅĴ̹ ŹňŞňŘĜŵňƀňĴŹ̹ ĩĴƀƙĴĴş̹
ƙĴŹƀ̹ Ĝşİ̹ ĴĜŹƀ˦̹ƙŅňĪŅ̹ƙňŘŘ̹ ŅĴŘŲ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ŞňşİŹĴƀ̹ŞŦŵĴ̹
ĜĪĪƄŵĜƀĴŘƟ̹ƄşİĴŵŹƀĜşİ˫

,ş̹ƀŅňŹ̹ŵĴŹŲĴĪƀ˦̹ĪŦşŹňİĴŵňşŀ̹ƀŅĴ̹ĿĴĜƀƄŵĴŹ̹ƀŅĜƀ̹ŅĴ̹ƄşİĴŵŘňşĴŹ˦̹AĴİňĜƘňŘŘĜ̹
ŵĴĜĪŅĴŹ̹ ŅňŹ̹ ĪŘĜňŞ̹ ƀŅĜƀ̹ ̚ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ĪŘŦŹĴŵ̹ ƀŦ̹ ŲĜňşƀňşŀ̹ ƀŅĜş̹ ƀŦ̹
ŘňƀĴŵĜƀƄŵĴ̹ Ĝşİ̹ ĴƘĴş̹ ĪŦƄŘİ̹ ĩĴ̹ ĪŦşŹňİĴŵĴİ̹ ĜŹ̹ ƀŅĴ̹ ŹŦƄŵĪĴ̹ ŦĿ̹ ŲĜňşƀňşŀ̛̹
˾ʆʎʎʋ˥̹ ʆʌ˿˫̹ ,ƀ̹ŞĜƟ̹ĩĴ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ŞĜňş̹ ŵĴĜŹŦşŹ̹ŅĴ̹ ňŀşŦŵĴŹ̹ƙŵňƀňşŀ̹ ĜŹ̹ Ĝ̹
ĿŦŵŞ̹ŦĿ̹Ĝŵƀ˰̹ňşŹƀĴĜİ˦̹ŅĴ̹ĪĜŘŘŹ̹ĜŘŘ̹ŹŦŵƀŹ̹ŦĿ̹ĴƞŲŵĴŹŹňƘĴ̹ŞĜŵŖŹ˦̹ŹňŀşŹ˦̹ŹƀŵŦŖĴŹ˦̹
Ĝşİ̹ ŘňşĴŹ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹)ĴŵĴ˦̹ ĜşŦƀŅĴŵ̹ŴƄĴŹƀňŦş̹ŵĜňŹĴİ̹ĜĩŦƄƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹
ňŹ̹ƙŅĴƀŅĴŵ̹ĪŘŦŹĴŵ̹ƀŦ̹ŲĜňşƀňşŀ̹ƀŅĜş̹ƙŵňƀňşŀ̹Ŧŵ̹ƙŅĴƀŅĴŵ̹ƀŅňŹ̹ĪŦŞŲĜŵňŹŦş̹
ňŹ̹ ĜŲŲŵŦŲŵňĜƀĴ̹ ŹňşĪĴ̹ ƀŅĴ̹ƙĴŹƀ̝Ź̹ ŲĜňşƀňşŀ̹ Ĝşİ̹ƙŵňƀňşŀ̹ ĜŵĴ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹
ƀƙŦ̹İňǣĴŵĴşƀ̹İňŹĪňŲŘňşĴŹ˫̹,Ź̹ňƀ̹ŵĴĿĴŵŵňşŀ̹ƀŅĜƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹şĴĴİĴİ̹ƀŦ̹ĩĴ̹
ŵĴşĜŞĴİ̹Ŧŵ̹ŴƄĜŘňǬĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ĜĴŹƀŅĴƀňĪ̹ĪŦşŹňİĴŵĜƀňŦş̹ŦĿ̹ŲĜňşƀňşŀˬ

�ĴŹňİĴŹ˦̹ ƀŅĴ̹ ĜşĜŘŦŀƟ̹ ĩĴƀƙĴĴş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ŲĜňşƀňşŀ̹ ŅĴŵĴ̹ ƀŅĜƀ̹
ŞĜşňĿĴŹƀŹ̹ ňƀŹĴŘĿ̹ ňş̹ ƀŅĴ̹ ŘĜŹƀ̹ ŲĜŵƀ̹ ŦĿ̹ AĴİňĜƘňŘŘĜ̝Ź̹ ĩŦŦŖ˦̹ ňŘŘƄŹƀŵĜƀĴİ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ƙňƀŅŦƄƀ̹ ĴƞĜĪƀ̹ ƙŦŵİŹ̹ Ŧŵ̹ ĴƘĴş̹ ŘĴƀƀĴŵŹ˫̹ �Ɵ̹ ŵĴĪŦşŹňİĴŵňşŀ̹
"-�+# $)̹ ̐ƙŵňƀňşŀ̹ Ĝşİ̹ İŵĜƙňşŀ̹ Ĝşİ̹ ƀŅĴ̹ ŲĜňşƀĴŵŘƟ̹ ĜƀƀňƀƄİĴ̹ ŦĿ̹ Ĝ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ ƙŅŦ̹ ĪŵĴĜƀĴŹ̹ ĜĩŹƀŵĜĪƀ̹ ĿŦŵŞŹ̹ ňş̹ ƀŅĴňŵ̹
ŲŵĜĪƀňĪĴŹ˦̹ AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿̹ ŲŦňşƀŹ̹ ŦƄƀ̹ ƀŅĴ̹ ŹňŀşňǬĪĜşƀ̹ ŘňşŖ̹ ĩĴƀƙĴĴş̹
ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ĜĩŹƀŵĜĪƀ̹ŲĜňşƀňşŀ˫̹bŅňŹ̹ ňŹŹƄĴ̹ŅĜŹ̹ŀňƘĴş̹ŵňŹĴ̹ ƀŦ̹ ŹĴƘĴŵĜŘ̹
ŵĴŹĴĜŵĪŅ̹ ŴƄĴŹƀňŦşŹ̹ Ĝşİ˦̹ ĜŘŹŦ˦̹ ƀŦ̹ ŹŦŞĴ̹ ŅƟŲŦƀŅĴŹĴŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ ŹƀĜƀĴİ̹
ĩĴĿŦŵĴ˫̹ ,ƀ̹ ňŹ̹ Ĝ̹ şŦƀĴƙŦŵƀŅƟ̹ ĜŹŲĴĪƀ̹ ƀŅĜƀ̹ ŅĴ̹ ŲŦňşƀŹ̹ ŦƄƀ̹ ƀŅĜƀ̹ ŘĴĜİŹ̹ ƀŦ̹
ŦŲĴşňşŀ̹Ĝş̹ĜİİňƀňŦşĜŘ̹ŲĴŵŹŲĴĪƀňƘĴ̹ňş̹ƀŅĴ̹ŴƄĴŹƀ̹ƀŦ̹ŦĩŹĴŵƘĴ̹Ĝşİ̹ĜİİŵĴŹŹ̹
ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĜƀƀňƀƄİĴ̹ ƀŅĜƀ̹ĴŞĴŵŀĴİ̹ŞŦŹƀŘƟ̹ ňş̹ ƀŅĴ̹ ŘĜƀĴ̹ ƀƙĴşƀňĴƀŅ̹
Ĝşİ̹ ƀƙĴşƀƟ̐ǬŵŹƀ̹ ĪĴşƀƄŵňĴŹ˦̹ ŹňşĪĴ̹ ƘĜŵňŦƄŹ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
ŲŵĴĿĴŵŹ̹ƀŦ̹ňİĴşƀňĿƟ̹ƀŅĴŞŹĴŘƘĴŹ̹ĜŹ̹Ĝ̹ŲĜňşƀĴŵ̹ŵĜƀŅĴŵ̹ƀŅĜş̹Ĝ̹ĪĜŘŘňŀŵĜŲŅĴŵ˫̹

)ŦƙĴƘĴŵ˦̹ ňƀ̹ ňŹ̹şŦƀ̹ƀŅĜƀ̹ĴƞŲŘĜşĜƀŦŵƟ̹Ĝşİ̹ŹĜƀňŹĿĜĪƀŦŵƟ̹ƙňƀŅŦƄƀ̹ ňşƀĴşŹĴŘƟ̹
İĴĜŘňşŀ̹ ƙňƀŅ̹ ƀŅĴ̹ ƄşİĴŵŹƀĜşİňşŀ̹ ŦĿ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ŲĴŵĪĴŲƀňŦş̹Ĝşİ̹ƄşİĴŵŹƀĜşİňşŀŹ˦̹ ňş̹ƙŅňĪŅ̹ŲĜşƀňşŀ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŵĴ̹
ĜŹŹƄŞĴİ̹ ĜŹ̹ ŹňŹƀĴŵ̹ Ĝŵƀ˦̹ ňşƀĴŵŞňşŀŘĴİ̹ ĴĜĪŅ̹ ŦƀŅĴŵ˫̹ �ŘŹŦ˦̹ ňĿ̹ ƀŅňŹ̹ ƀƟŲĴ̹ ŦĿ̹
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İňƘňŹňŦş̹Ŧŵ̹ĪŘĜŹŹňǬĪĜƀňŦşŹ̹ĜŵĴ̹şĴĪĴŹŹĜŵƟ̹Ŧŵ̹ĜĪĪƄŵĜƀĴŘƟ̹ŵĴǭĴĪƀ̹ƀŅĴ̹ĿĴĜƀƄŵĴ̹
Ĝşİ̹ İƟşĜŞňĪŹ̹ ŦĿ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ĪŦşƀŵŦƘĴŵŹňĜŘ˦̹
ƙŅňĪŅ̹ ĪĜş̹ ĩĴ̹ İňŹĪƄŹŹĴİ̹ ĜĿƀĴŵ̹ İĴƀĜňŘĴİ̹ ŵĴŹĴĜŵĪŅ̹ ĜĩŦƄƀ̹ ƀŅĴŹĴ̹ ňŹŹƄĴŹ˫̹
�şŦƀŅĴŵ̹ ŴƄĴŹƀňŦş̹ ňŹ̹ ŅĴŵĴ̹ ŵĜňŹĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ĜĩŹƀŵĜĪƀňŦş˦̹ ƙŅĴƀŅĴŵ̹
ĜĩŹƀŵĜĪƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ƙĴŹƀĴŵş̹ ŲĜňşƀňşŀ̹ Ĝşİ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪĜş̹ ĩĴ̹
ĜŹŹĴŹŹĴİ̹ĜŹ̹ňĿ̹ƀŅĴƟ̹ĜŵĴ̹ĩŦƀŅ̹ŲŵĜĪƀňĪĴŹ̹ƙňƀŅ̹ŹňŞňŘĜŵ̹ĜƀƀňƀƄİĴŹ˫̹

AŦŵĴŦƘĴŵ˦̹ƀŅĴ̹ƘňŹƄĜŘ̹ĜŹŲĴĪƀ̹ŦĿ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ƙŵňƀňşŀ̹ŹƟŹƀĴŞŹ̹ňŹ̹şĴĴİĴİ̹
ƀŦ̹ĩĴ̹ĪŦşŹňİĴŵĴİ̹ŅĴŵĴ̹ƀŅĜƀ̹ĜŵĴ̹ĩĜŹĴİ̹Ŧş̹ňİĴŦŀŵĜŲŅňĪ̹ĿŦŵŞŹ̹ĜŘŹŦ̹ĪŦşŹňŹƀŹ̹
ŞŦŵĴ̹ƀŅĜş̹ƀŅĴ̹ŘňƀĴŵĜŘ̹ŞĴĜşňşŀ̹ŦĿ̹ƀŅĴ̹ĪŅĜŵĜĪƀĴŵ˦̹ƙŅňĪŅ̹ŘĴĜİŹ̹ƀŦ̹İňƘňİňşŀ̹
ƀŅĴ̹ĪŦŞŲŵĴŅĴşŹňŦş̹ŦĿ̹ƀŅĴ̹ňŹŹƄĴ̹ŦĿ̹ĜĩŹƀŵĜĪƀňŦş̹ĩĴƀƙĴĴş̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹
Ĝşİ̹ƀŅĴ̹rĴŹƀĴŵş̹ĪŦşĪĴŲƀŹ˫̹bŅňŹ̹ňŹŹƄĴ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ňş̹ƀŅĴ̹AňİİŘĴ̹�ĜŹƀ˦̹Ĝ̹
ŀŵĜŲŅňĪĜŘ̹ĿĴĜƀƄŵĴ̹ƀŅŵŦƄŀŅ̹ƀŅĴňŵ̹ĜŘŲŅĜĩĴƀ˦̹ĴƘĴş̹ƙňƀŅ̹Ĝ̹ŲŅŦşĴƀňĪ̹ĿĴĜƀƄŵĴ˫̹
#Ĝŵ̹�ĜŹƀĴŵş̹Ĝşİ̹AňİİŘĴ̹�ĜŹƀĴŵş̹ĪƄŘƀƄŵĴŹ̹İŦ̹şŦƀ̹ĪŦşŹňİĴŵ̹ƙŵňƀňşŀ̹Ĝşİ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ ƀƙŦ̹İňǣĴŵĴşƀ̹ İňŹĪňŲŘňşĴŹ˦̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ĪŦşŹňİĴŵĴİ̹
ƀŦ̹ĪŦşƘĴƟ̹ŞŦŵĴ̹ƀŅĜş̹ƀŅĴ̹ŘňƀĴŵĜŘ̹ŞĴĜşňşŀ̹ŦĿ̹ƀŅĴ̹ƀĴƞƀ̹ňş̹ĩŦƀŅ̹Ĝ̹ƀŵĜİňƀňŦşĜŘ̹
Ĝşİ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ŞĜşşĴŵ˫̹rňƀŅŦƄƀ̹ ĴƞĜŞňşňşŀ̹ ƀŅĴŞ˦̹ ŦşĪĴ̹ ĜŀĜňş˦̹ ňƀ̹
ĪĜşşŦƀ̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴ̹ ňŹŹƄĴ̹ ňŹ̹ĪŦşŹňİĴŵĴİ̹ĪŦŞŲŵĴŅĴşŹňƘĴŘƟ˫̹bŅĜƀ̹
ŞĴĜşŹ˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˦̹ƀŅĴ̹ƙŵňƀňşŀ̹ĪŦşĪĴŲƀ̹ŦĿ̹ƀŅĴ̹rĴŹƀ̹ňŹ̹şĴĴİĴİ̹
ƀŦ̹ĩĴ̹ƄşİĴŵŹƀŦŦİ˦̹ŹŦ̹ňƀ̹ňŹ̹ňşĪŘƄİĴİ̹ňş̹ƀŅĴ̹ǬŵŹƀ̹ŲĜŵƀ̹ŦĿ̹ƀŅňŹ̹ŵĴŹĴĜŵĪŅ˫

�şŦƀŅĴŵ̹ ƀŅňşŀ̹ ƀŅĜƀ̹ ƀĜŖĴŹ̹ ĜƀƀĴşƀňŦş̹ ňş̹AĴİňĜƘňŘŘĜ̝Ź̹ ĩŦŦŖ̹ ňŹ̹ Ĝ̹ ĿŦŵĴƙŦŵİ̹
ƙŵňƀƀĴş̹ ĩƟ̹ Ĝ̹ AĜƟĜ̹ ĴƞŲĴŵƀ̹ ŹŲĴĪňĜŘňƥňşŀ̹ ňş̹ AĜƟĜ̹ )ňĴŵŦŀŘƟŲŅŹ̹ Ĝşİ̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹AĜŵŖ̹qĜş̹[ƀŦşĴ˦̹ƙŅŦ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ŹƀňŘŘ̹ƀŅŦƄŀŅƀ̹
ƀŅĜƀ̹ŵĴŘĜƀĴİ̹ƀŦ̹ ŘĜşŀƄĜŀĴ˰̹ŅĴşĪĴ̹ ňƀ̹ ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ŹŦŞĴƀŅňşŀ̹ƄƀňŘňƀĜŵňĜş˫̹
,ƀ̹ŵĴĿĴŵŹ̹ƀŦ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹ŹƀňŘŘ̹ĪŦşŹňŹƀňşŀ̹ŦĿ̹ĪŘĴĜŵ̹ŘĴƀƀĴŵĿŦŵŞŹ̹Ĝşİ̹
ƀĴƞƀ̹ ƙňƀŅ̹ ƀŅĴ̹ ĜşƞňĴƀƟ̹ ŦĿ̹ ŞĴŹŹĜŀĴ̹ ƀŅŵŦƄŀŅ̹ ƙŵňƀƀĴş̹ ƙŦŵİŹ˫̹ qĜş̹ [ƀŦşĴ̹
İňƘňİĴŹ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŲŵĜĪƀňĪĴŹ̹ ňşƀŦ̹ ƀƙŦ̹ ŞĜňş̹ ŀĴşŵĴŹ˫̹ #ňŵŹƀ̹ ňŹ̹ ĪĜŘŘĴİ̹
̚ƘĴŅňĪƄŘĜŵ̹ĪĜŘŘňŀŵĜŲŅƟ˦̛ ̹ƙŅňĪŅ̹ŅĜŹ̹Ĝ̹ĪŦŞŞƄşňĪĜƀňƘĴ̹ŲŦƙĴŵ̹ĪŦşŹňŹƀňşŀ̹ŦĿ̹
,ŞŲĴŵňĜŘ̹ WŦŞĴ̝Ź̹ ňşŹĪŵňŲƀňŦş̹ Ĝşİ̹ ňŘŘƄŞňşĜƀĴİ̹ŞĜşƄŹĪŵňŲƀŹ̹ ŦĿ̹ŞĴİňĴƘĜŘ̹
ƀňŞĴŹ˦̹ ňşĪŘƄİňşŀ̹ ƀƟŲĴ̹ İĴŹňŀşŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ ĪĜŵĴĿƄŘŘƟ̹ ĪŵĜĿƀĴİ̹ ŘĴƀƀĴŵňşŀŹ̹
ƀŅĜƀ̹ ĪĜş̹ ĩĴ̹ ĴşĪŦƄşƀĴŵĴİ̹ Ŧş̹ ĩŦŦŖ̹ œĜĪŖĴƀŹ˦̹ ŞŦƘňĴ̹ ƀňƀŘĴŹ˦̹ Ŧŵ̹ ĪŦŵŲŦŵĜƀĴ̹
ĜİƘĴŵƀňŹňşŀ˫̹bŅňŹ̹ŀĴşŵĴ˦̹ĜĪĪŦŵİňşŀ̹ƀŦ̹qĜş̹[ƀŦşĴ˦̹ƙňƀŅ̹ňƀŹ̹ĪŦŞŞƄşňĪĜƀňƘĴ̹
ŲŦƙĴŵ˦̹ ̚ňşƘňƀĴŹ˦̹ ĪĜœŦŘĴŹ˦̹ İĴŞĜşİŹ̹ ƀŦ̹ ĩĴ̹ ŵĴĜİ˦̹ ŦĩĴƟĴİ˦̹ ĩĴŘňĴƘĴİ˦̹ Ŧŵ̹
ĩŦƄŀŅƀ̛̹ ˾ʆʎʎʋ˥̹ ʌ˿˫̹ bŅĴ̹ ŹĴĪŦşİ̹ ŀĴşŵĴ̹ ŦĿ̹ qĜş̹ [ƀŦşĴ̝Ź̹ İňƘňŹňŦş̹ ňŹ̹ ĪĜŘŘĴİ̹
̚ĜĩŹƀŵĜĪƀ̹Ĝŵƀ˦̛ ̹ ňş̹ƙŅňĪŅ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ĜŹ̹ĜşƟ̹ŦƀŅĴŵ̹ĜŵƀňŹƀŹ˦̹ĜĪŴƄňŵňşŀ̹ƀŅĴ̹
ŹŖňŘŘŹ̹ ĿŦŵ̹ Ĝ̹ ŘňĿĴƀňŞĴ̹ ňş̹ ƀĴĪŅşňŴƄĴŹ˦̹ ĿŦŵŞŹ˦̹ Ĝşİ̹ ƀŅĴ̹ƘňŹƄĜŘ̹ ŘĜşŀƄĜŀĴ̹ ƀŅĜƀ̹
ĴƘŦŖĴ̹ĴŞŦƀňŦşŹ˦̹ŵĴǭĴĪƀŹ̹ĜŘŘ̹ƀŦ̹ŅňŹ̹ŲŵĜĪƀňĪĴŹ˫̹qĜş̹[ƀŦşĴ̹ŴƄŦƀĴŹ̹ĿŵŦŞ̹ƀŅĴ̹
�ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹rĜşŀ̹ )ňŹ̐�ŅňŅ̹ ˾rĜşŀ̹ wňƥŅň˿̹ ˾ʈʅʈ̏ʈʋʆ˿̹ ŲŦňşƀ̹ Ĝƀ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ŵĴŘĜƀĴ̹ ƀŦ̹ ƀŅĴ̹ ŹŦƄŘ̹ Ĝşİ̹ ĿĴĴŘňşŀŹ̹ ĩƟ̹ İňŹƀňŘŘňşŀ̹ ƀŅĴ̹ ĴŹŹĴşĪĴ̹ ŦĿ̹
ŲŦƙĴŵ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹�ĪĪŦŵİňşŀ̹ƀŦ̹ŅňŞ˦̹ƀŅňŹ̹Ŗňşİ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ĪĜş̹ŵĴǭĴĪƀ̹
ƀŅňŹ̹ŲŦƙĴŵ̹ƀŅŵŦƄŀŅ̹Ĝ̹ŹňşŀŘĴ̹ŹƀŵŦŖĴ˦̹ĜŹ̹ňĿ̹Źňşŀňşŀ˦̹İĜşĪňşŀ˦̹Ŧŵ̹ĪŵƟňşŀ˫

,şƀĴŵĴŹƀňşŀŘƟ˦̹qĜş̹[ƀŦşĴ̹ƀĜŖĴŹ̹ňƀ̹ŦşĴ̹ŹƀĴŲ̹ĿƄŵƀŅĴŵ̹Ĝşİ̹ĪŘĜňŞŹ̹ƀŅĜƀ̹ŞŦİĴŵş̹
ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ œƄŹƀ̹ ŘňŖĴ̹ 7ĜŲĜşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĴƞĴĪƄƀĴŹ̹ ƀŅĴňŵ̹
Ĝŵƀ̹ĜŹ̹Ĝ̹ŞĜŵƀňĜŘ̹Ĝŵƀ̹ ňş̹ƙŅňĪŅ̹Ĝ̹ŞĴİňƀĜƀňƘĴ̹ ƀĴĪŅşňŴƄĴ̹ŦĿ̹ĜĪƀňŦş̹ŲŦňşƀŹ̹Ĝƀ̹
shodo̹ ˾ƀŅĴ̹ƙĜƟ̹ŦĿ̹ Ĝ̹ ĩŵƄŹŅ˿˦̹ ƀŅĴ̹ ƀĴŵŞ̹ƄŹĴİ̹ ňş̹7ĜŲĜş̹ ƀŦ̹ ŵĴĿĴŵ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹
�ĪĪŦŵİňşŀ̹ƀŦ̹qĜş̹[ƀŦşĴ˦̹AĴİňĜƘňŘŘĜ˦̹ƙňƀŅ̹ŅňŹ̹ĩŦŦŖ˦̹ŲĜƟŹ̹ĜƀƀĴşƀňŦş̹ƀŦ̹ƀŅĜƀ̹
Ŗňşİ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŲŵĜĪƀňĪĴ˫̹ )ĴşĪĴ˦̹ ňƀ̹ ňŹ̹ ƄşİĴŵŹƀŦŦİ̹ ŦşĪĴ̹ ĜŀĜňş̹ ƀŅĜƀ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ƀŦİĜƟ̹ňŹ̹ĜŹŹƄŞĴİ̹ƀŦ̹ĩĴ̹Ĝş̹Ĝŵƀ̹ĿŦŵŞ̹ƀŅĜƀ̹ƀĜŖĴŹ̹ŹňŞňŘĜŵňƀňĴŹ̹ƙňƀŅ̹
ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦş˦̹ĴƘĴş̹ĴŴƄĜƀňşŀ̹ĴĜĪŅ̹ŦƀŅĴŵ̹ƀŅŵŦƄŀŅ̹
ƀŅĴ̹ ĜĩŹƀŵĜĪƀ̹ ĜƀƀňƀƄİĴ̹ ƀŅĜƀ̹ŞĴĜşŹ̹ƙňƀŅŦƄƀ̹ ĜĪƀƄĜŘ̹ƙŦŵİ̹ Ŧŵ̹ ƀĴƞƀ˫̹rňƀŅŦƄƀ̹
ĪŦşŹňİĴŵňşŀ̹ ƀŅĴ̹ĜĩŹƀŵĜĪƀňŦş̹ĜŹ̹Ĝ̹ ĪŦşĪĴŲƀ̹ ĿŵŦŞ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ŲŦňşƀ̹ŦĿ̹
ƘňĴƙ˦̹ ƀŅňŹ̹ ĜŹŹĴŹŹŞĴşƀ̹ ĪĜşşŦƀ̹ ĩĴ̹ ĜĪĪƄŵĜƀĴ˦̹ ƙŅňŘĴ̹ ƀŅĴ̹ ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹ ƀŅĴ̹



ʊʌ

ĜĩŹƀŵĜĪƀ̹ĿŦŵŞ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ĪŦŞŲŵĴŅĴşİĴİ̹ŅňŀŅŘƟ̹İňǣĴŵĴşƀŘƟ̹ĿŵŦŞ̹ƀŅĴ̹
rĴŹƀĴŵş˦̹ƙŅňĪŅ̹ƀĜŖĴŹ̹ňƀŹ̹ŵŦŦƀŹ̹Ĝşİ̹ŵĴĿĴŵĴşĪĴŹ̹ĿŵŦŞ̹ňƀŹ̹ƀŵĜİňƀňŦş̹ƙňƀŅŦƄƀ̹
ĪŘĜňŞňşŀ̹ĩĴňşŀ̹ĿŦŵŞŘĴŹŹ˫̹bŅňŹ̹ňŹŹƄĴ̹ĜŘŹŦ̹ŵĜňŹĴŹ̹ƘĜŵňŦƄŹ̹ŵĴŹĴĜŵĪŅ̹ŴƄĴŹƀňŦşŹ̹
Ĝşİ̹ ŅƟŲŦƀŅĴŹĴŹ̹ ŵĴŘĜƀĴİ̹ ƀŦ̹ ƀŅĴ̹ ňşǭƄĴşĪĴŹ̹ Ŧş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ŹƀĜŵƀĴİ̹ƀŦ̹ŵĴǭĴĪƀ̹Ĝ̹ŅňŀŅŘƟ̹ŹňŞňŘĜŵ̹ƘňŹƄĜŘ̹ĜŲŲĴĜŵĜşĪĴ̹ƀŦ̹
ĜĩŹƀŵĜĪƀ̹ŲĜňşƀňşŀ̹Ŧŵ̹#Ĝŵ̹�ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ˫̹)ĴşĪĴ˦̹ ňƀ̹ İňŵĴĪƀŹ̹
ƀŦ̹ ŹĴĜŵĪŅ̹ ĿŦŵ̹ ňşƀĴŵĜĪƀňŦşŹ̹ ĩĴƀƙĴĴş̹ ƀŅĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦşŹ˦̹ ĜŘŹŦ̹
ŵĴŘĜƀňŦşŹ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ĪŦşĪĴŲƀŹ̹Ĝşİ̹ŞňşİŹĴƀŹ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ƙňƀŅ̹ƀŅĴ̹
ƀĴşİĴşĪƟ̹ƀŦ̹ĪŵĴĜƀĴ̹Ĝ̹ƙŵňƀƀĴş̹ňŞĜŀĴ̹ŵĜƀŅĴŵ̹ƀŅĜş̹Ĝ̹ƙŵňƀƀĴş̹ƀĴƞƀ˫

bŅĴ̹ ŦƀŅĴŵ̹ ĿŦŵĴƙŦŵİ̹ ňŹ̹ ƙŵňƀƀĴş̹ ĩƟ̹ �ŦşĜŘİ̹ 7ĜĪŖŹŦş˦̹ ƙŅŦ̹ İĴŹĪŵňĩĴŹ̹
ĪƄŵŵĴşƀ̹ŲŵĜĪƀňĪĴŹ̹ĜňŞĴİ̹Ĝƀ̹ŵĴĜĪŅňşŀ̹Ĝ̹ŹŦŵƀ̹ŦĿ̹İƟşĜŞňĪ̹ŹŅĜŲĴ̹ĩĜŘĜşĪĴİ̹
ĩĴƀƙĴĴş̹ĪŅĜŦŹ̹Ĝşİ̹ĪĜŘŞ˫̹�ĪĪŦŵİňşŀ̹ ƀŦ̹ŅňŞ˦̹ŅňŹƀŦŵňĪĜŘ̹ŖşŦƙŘĴİŀĴ̹Ĝşİ̹
ŲŵĜĪƀňĪĴŹ̹ĜŵĴ̹ĜŘŹŦ̹ŹňŀşňǬĪĜşƀ̹ƀŦ̹ŞĜƀƄŵĴ̹Ĝşİ̹ŵĴĜĪŅ̹ĜĪĪƄŵĜƀĴ̹ĴƞŲŵĴŹŹňŦş˫̹
rŅĜƀ̹ňŹ̹ƄşİĴŵŹƀŦŦİ̹ƄŲ̹ƄşƀňŘ̹şŦƙ̹ňŹ̹ƀŅĜƀ̹ƀŅĴ̹ŅňŹƀŦŵňĪĜŘ̹ŖşŦƙŘĴİŀĴ̹Ĝşİ̹
ŲŵĜĪƀňĪĴ̹ŦĿ̹ƀŅĴ̹ŅňŹƀŦŵňĪĜŘ̹ŹĪŵňŲƀ̹ĜŵĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ňşİňŹŲĴşŹĜĩŘĴ˦̹Ĝşİ̹ƀŅĴ̹
ǬŵŹƀ̹ŲŅĜŹĴ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹ĴƘĴş̹ĿŦŵ̹Ĝ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ƙŅŦ̹ĪŵĴĜƀĴŹ̹
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ŹŖňŘŘ̹ ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪĜşşŦƀ̹ ŹŦŘĴŘƟ̹ ŲŵŦƘňİĴ̹ ƀŅĴ̹ ŖşŦƙŘĴİŀĴ̹
ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŅňŹƀŦŵƟ̹ ƙňƀŅ̹ ňƀŹ̹ ĴƘŦŘƄƀňŦş˰̹ ňƀ̹ ĜŘŹŦ̹ ŘňĴŹ̹ ňş̹ Ĝş̹
ĜƙĜŵĴşĴŹŹ̹ŦĿ̹ŅŦƙ̹ƙŵňƀňşŀ̹ňŹ̹ŲĴŵĪĴňƘĴİ̹Ĝşİ̹ĜŘŹŦ̹ŦƀŅĴŵ̹ŞĜňş̹ĪĜŘŘňŀŵĜŲŅƟ̹
ƀŵĜİňƀňŦşŹ̹ĪŦŞŲŵĴŅĴşŹňƘĴŘƟ˫̹,ƀ̹ƙňŘŘ̹ŲŵŦƘňİĴ̹Ĝş̹ŦŲĴş̹Ĝşİ̹ŞŦŵĴ̹ĜĪĪƄŵĜƀĴ̹
ĜŲŲŵĴŅĴşŹňŦş̹ŦĿ̹ƀŅĴ̹ŹňƀƄĜƀňŦş̹ŅĴŵĴ˫̹)Ŧƙ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ƄşİĴŵŹƀŦŦİ̹Ĝşİ̹
ĜŲŲŵĴĪňĜƀĴİ̹ƀŅĴŵĴ̹ňŹ̹ňşİňŹŲĴşŹĜĩŘĴ̹ƀŦ̹ŴƄĴŹƀňŦş˫̹HşŘƟ̹ƀŅĴ̹ŖşŦƙŘĴİŀĴ̹ŦĿ̹
ƀŅĴ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲĴŵĪĴŲƀňŦş˦̹ĜŘŦşŀ̹ƙňƀŅ̹ƀŅĴ̹ŲĜƀŅ̹ŦĿ̹ĜĩŹƀŵĜĪƀňŦş̹
ňş̹ƀŅĴ̹ŵĴĜŘŞ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙňŘŘ̹ĩĴ̹ŅňŀŅŘƟ̹ŹƄŲĴŵǬĪňĜŘ̹ƀŦ̹İĴĜŘ̹ƙňƀŅ̹ ňƀ̹ ňş̹
ŦşĴ̹İňŞĴşŹňŦş̹Ĝşİ̹ƀŦ̹Ĝ̹ŦşĴ̐ŹňİĴİ̹ƄşİĴŵŹƀĜşİňşŀ̹ŦĿ̹ƀŅĴ̹ĴŹŹĴşĪĴ̹ŦĿ̹ƀŅĴ̹
ňŹŹƄĴ˫̹,ƀ̹ňŹ̹ŦĩŹĴŵƘĴİ̹ƀŅĜƀ̹ƀŅňŹ̹ňŹŹƄĴ̹ňŹ̹şŦƀ̹ƘŦňĪĴİ˦̹İĴŲňĪƀĴİ̹Ĝƀ̹ĜŘŘ˦̹Ŧŵ̹şŦƀ̹
ĴşŦƄŀŅ̹ ĿŵŦŞ̹ ƀŅĴ̹ ŵňŀŅƀ̹ ĜşŀŘĴ̹ ňş̹ ƀŅĴ̹ ĜĩŦƘĴ̐ŞĴşƀňŦşĴİ̹ ĩŦŦŖŹ˫̹ )ĴşĪĴ˦̹
ŦşĪĴ̹ ŞŦŵĴ˦̹ ňƀ̹ ŲŦňşƀŹ̹ Ĝƀ̹ ƀŅĴ̹ şĴĪĴŹŹňƀƟ̹ ƀŦ̹ ĪŦŞŲŵĴŅĴşŹňƘĴ̹ ŹƄŵƘĴƟ̹ ňş̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹
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ŲŵŦĿĴŹŹňŦşĜŘŹ˦̹ŞŦşŖŹ˦̹ Ŧŵ̹ ĴƘĴş̹ĴşŹŘĜƘĴİ̹ŲĴŦŲŘĴ̹ƙŅŦ̹ƙŵŦƀĴ̹ ƀŦ̹ ĪŦŲƟ̹ ƀŅĴ̹
ƀĴƞƀ˫̹,ƀ̹ŹĴĴŞŹ̹[ƀĴƘĴşŹ̹ŲŦňşƀŹ̹Ĝƀ̹ƀŅĜƀ̹ĪŦşĿƄŹňŦş̹ňş̹ƄŹňşŀ̹ƀŅĴ̹ŹĪŵňĩĴ̹Ĝşİ̹
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ĜĪĪŦŵİňşŀ̹ƀŦ̹ŅňŞ˦̹ƀŅĴ̹ƙŦŵİ̹Ĝşİ̹ňƀŹ̹ŲĴŵĪĴŲƀňŦş̹ĜŵĴ̹ŹƀƄĪŖ̹ňş̹ŲĴşŞĜşŹŅňŲ˦̹
ƙŅňĪŅ̹ŵĴĿĴŵŹ̹ƀŦ̹ƀŅĴ̹ĿƄşĪƀňŦş̹ŦĿ̹ĪŦŲƟňşŀ̹Ĝşİ̹ĪŦşƘĴƟňşŀ̹ƀŅĴ̹ŞĴŹŹĜŀĴ˫̹)Ĵ̹
ĴƞŲŘĜňşŹ̹ ňƀ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ŹƀĜƀĴŞĴşƀ˥̹ ̚bŅĴ̹ƙŦŵİ̹ ̚ĪĜŘŘňŀŵĜŲŅƟ̛̹ ňŹ̹ şŦƀ̹ ĩňŀ̹
ĴşŦƄŀŅ̹ ƀŦ̹ĪĜŲƀƄŵĴ̹ ƀŅĴ̹ĩĴŹƀ̹ŦĿ̹ŦƄŵ̹ƙŦŵŖ̹ ƀŦİĜƟ̛̹ ˾ʇʅʆʈ˥̹ ʆʊ˿˫̹)Ĵ̹ĜŘŹŦ̹ĜİİŹ̹
ƀŅĜƀ̹̚ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ňş̹ƀŅĴ̹ŲŵŦĪĴŹŹ̹ŦĿ̹ŵĴİĴǬşňşŀ̹ňƀŹĴŘĿ̛̹˾ʇʅʆʈ˥̹ʇʆ˿˫̹[ƀĴƘĴşŹ̹
ŹƀŵĴŹŹĴŹ̹ ƀŅĜƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ şŦƀ̹ ĴƞĴĪƄƀĴİ̹ ƙňƀŅňş̹ ƀŅĴ̹ ĩŦƄşİĜŵňĴŹ̹ ĜŹ̹ ňş̹
ĜşĪňĴşƀ̹ ƀňŞĴŹ˫̹ )ŦƙĴƘĴŵ˦̹ ňƀ̹ ŹĴĴŞŹ̹ŞŦŵĴ̹ ĜŲŲŵŦŲŵňĜƀĴ̹ ƀŦ̹ ĪŘĜňŞ̹ ƀŅĜƀ̹ şŦƀ̹
ƀŅĴ̹ƙŦŵİ̹ ňƀŹĴŘĿ̹ ĩƄƀ̹ ƀŅĴ̹ ňşƀĴŵŲŵĴƀĜƀňŦş̹Ĝşİ̹ĪŦşĪĴŲƀƄĜŘňƥňşŀ̹ŦĿ̹ ƀŅĴ̹ƙŦŵİ̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ňŹ̹ĿŦŵŞĴİ̹ĩƟ̹ƀŅĴ̹rĴŹƀĴŵş̹ňİĴĜ̹ŦĿ̹ƙŵňƀňşŀ˦̹ĪĜş̹ĩĴ̹ŅĴŘİ̹
ŵĴŹŲŦşŹňĩŘĴ̹ĿŦŵ̹ňƀ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ƀŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ŵĴĿĴŵŹ̹
ƀŦ̹ ƀŅĴ̹ ƀŵĜİňƀňŦşĜŘ̹ ŲŵĜĪƀňĪĴ̹ Ĝşİ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ŲŵĜĪƀňĪĴŹ˦̹ ŹŅňĿƀĴİ˦̹ ƀŅĴş̹ ňƀ̹
ŵĜňŹĴŹ̹ŴƄĴŹƀňŦşŹ̹ĜĩŦƄƀ̹ƀŅĴ̹ĿĴĜƀƄŵĴŹ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹
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ĪŦşĪĴŲƀ̹ ňŹ̹ ňşĪŘƄİĴİ̹ ňş̹ Ĝ̹ ĩŵŦĜİ̹ ŹĴşŹĴ̹ ƀŅŵŦƄŀŅ̹ ňƀŹ̹ İĴǬşňƀňŦşŹ̹ Ĝşİ̹
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ĜşŦƀŅĴŵ̹ŲĴŵŹŲĴĪƀňƘĴ̹ ƀŦ̹ŹĴĴ̹ ƀŅĴ̹şĜƀƄŵĴ̹Ĝşİ̹ƀŅĴ̹ĪŦŵĴ̹ŦĿ̹ ƀŅĴ̹ƙŵňƀňşŀ̹Ĝşİ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŅĜƀ̹ ňŹ̹ ňşİĴŲĴşİĴşƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ ĩŦƄşİĜŵňĴŹ̹ ŦĿ̹ ƀŅĴ̹ ĜŵƀňŹƀŹ̝̹
Şňşİ˦̹ĩƄƀ̹ňƀ̹ŅĜŹ̹Ĝ̹ŲŦƀĴşƀňĜŘ̹ƀŦ̹İňŹĪŦƘĴŵ̹ĜŹ̹ňş̹ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş˫̹
bŅňŹ̹ ĜǣĴĪƀĴİ̹ŞƟ̹ ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹ƙŵňƀňşŀ̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ ŀĜƘĴ̹ Ĝ̹
İňŵĴĪƀňŦş̹ƀŦ̹ƀŅňŹ̹ŵĴŹĴĜŵĪŅ̹Ĝşİ̹ňşǭƄĴşĪĴİ̹ŞƟ̹ŲĴŵŹŦşĜŘ̹ŲŵĜĪƀňĪĴŹ̹ƙňƀŅňş̹
ƀŅĴňŵ̹ ĪŦşĪĴŲƀƄĜŘ̹ ňşƀĴŵŲŵĴƀĜƀňŦş̹ Ĝşİ̹ ŲŵĴŹĴşƀĜƀňŦş˫̹ bŅĴ̹ ƀĴŵŞňşŦŘŦŀƟ̹
ĩĴĪŦŞĴŹ̹ ĪŘĴĜŵĴŵ̹ Ĝşİ̹ŞŦŵĴ̹ ĜĪĪƄŵĜƀĴ̹ƙňƀŅ̹ ƀŅĴ̹ İĴƀĜňŘĴİ̹ ĴƞĜŞňşĜƀňŦş̹ ŦĿ̹
ƀŅĴ̹İĴǬşňƀňŦşŹ̹Ĝşİ̹ƀŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹ƙĴŹƀĴŵş˦̹ĴĜŹƀĴŵş˦̹Ĝşİ̹ŞňİİŘĴ̹ĴĜŹƀĴŵş̹
ĪŦşĪĴŲƀŹ̹ ŦĿ̹ ƙŵňƀňşŀ̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ bŅĜƀ̹ ĜŘŹŦ̹ ŘĴĜİŹ̹ ƀŦ̹ Ĝ̹ İĴƀĜňŘĴİ̹
ĴƞĜŞňşĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ňşƀĴŵĜĪƀňŦş̹ ĩĴƀƙĴĴş̹ ƀŅĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪƄŘƀƄŵĴŹ̹
ƀŅĜƀ̹ ŞĜŖĴŹ̹ ƀŅňŹ̹ ŵĴŹĴĜŵĪŅ̹ ĪŦŞŲŵĴŅĴşŹňƘĴ̹ Ĝşİ̹ ŲŵĴŹĴşƀŹ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹
ŲĴŵŹŲĴĪƀňƘĴ̹ƀŦ̹ƄşİĴŵŹƀĜşİňşŀ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫

[ƀĴƘĴşŹ̹ ĪŵňƀňĪňƥĴŹ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŲŵĜĪƀňĪĴŹ̹ ĜŹ̹ ŹƀŵĴŹŹňşŀ̹ ƀŅĴ̹ ŴƄĜŘňƀƟ̹ ŦĿ̹ ŘňşĴ̹
̐ŅĴ̹ ŲŵĴĿĴŵŹ̹ ƀŦ̹ ĪĜŘŘ̹ ̚ĜƀƀňƀƄİĴ̛̹ ˾ʇʅʆʈ˥̹ ʌʆ˿˦̹ ŘňƘňşŀ̹ ŘĴƀƀĴŵŹ˦̹ ǬşĴŘƟ̹ ĩĜŘĜşĪĴİ̹
ŵĴŘĜƀňŦşŹŅňŲŹ̹ ĩĴƀƙĴĴş̹ ŲŦŹňƀňƘĴ̹ Ĝşİ̹ şĴŀĜƀňƘĴ̹ ŹŲĜĪĴ˦̹ ƙŅňĪŅ̹ ŲŦňşƀŹ̹ ƀŦ̹
ƀŅĴ̹ĪŦşŹňİĴŵĜƀňŦş̹ŦĿ̹ ƀŅĴ̹ŹŲĜĪĴ̹ĜŵŦƄşİ̹ĜŹ̹Ĝ̹ ŵĴĜŘ̹ŞĜƀƀĴŵ˫̹)Ĵ̹ĪŘĜňŞŹ̹ ƀŅĜƀ̹
ƀŅĴ̹ ĴƞŲŵĴŹŹňƘĴşĴŹŹ̹ ŦĿ̹ ƀŅĴ̹ ƙŦŵŖ̹ ĪĜş̹ ĩĴ̹ İĴǬşĴİ̹ ĩƟ̹ ̚ŲĴŵŹŦşĜŘ̹ ňŞĜŀĴŵƟ˦̹
İňŹĪŦƘĴŵƟ˦̹ĴŞŦƀňŦş̹Ĝşİ̹ƘňŹƄĜŘ̹ĴƞĪňƀĴŞĴşƀ̹Ŧŵ̹ĴşĴŵŀƟ̛̹˾ʇʅʆʈ˥̹ʇʊ˿˫̹�ĪĪŦŵİňşŀ̹
ƀŦ̹ŅňŞ˦̹ĴƘĴŵƟƀŅňşŀ̹ĪĜş̹ĩĴ̹ĴƞŲŵĴŹŹňƘĴ̹ĜŹ̹ŘŦşŀ̹ĜŹ̹ňƀ̹ĴƞŲŵĴŹŹĴŹ̹ŹŦŞĴƀŅňşŀ˦̹
Ĝşİ̹ƀŵĜİňƀňŦşĜŘ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹ĪĜş̹ĩĴ̹ĴƞŲŵĴŹŹňƘĴ̹ĜŹ̹ƙĴŘŘ˫̹

)ŦƙĴƘĴŵ˦̹ƀŅĴ̹ŞĜňş̹ĪŦşĪĴŵş̹ĿŦŵ̹ŅňŞ̹ňŹ̹ƀŅĜƀ̹ƀŅĴ̹ŴƄĜŘňƀƟ̹ŦĿ̹ƀŅĴ̹ƙŦŵŖ̹ŞĜƟ̹
ĩĴ̹ ĜŲŲŵĴĪňĜƀĴİ̹ ƀŅŵŦƄŀŅ̹ ƘĜŵňŦƄŹ̹ ĿĴĜƀƄŵĴŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ İƟşĜŞňŹŞ˦̹ ĩĴňşŀ̹
ĜŘňƘĴ˦̹ŅĜŵŞŦşƟ˦̹ ŵŅƟƀŅŞ˦̹Ĝşİ̹ĜĪĪƄŞƄŘĜƀĴİ̹ƙňŹİŦŞ̹ƀŅĜƀ̹ŞĜşňĿĴŹƀ̹ ňƀŹĴŘĿ̹
ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ŘňşĴ̹ ƙňƀŅŦƄƀ̹ İňŹƀňşĪƀňŦş̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ ŀĴşŵĴŹ˦̹ ƀŵĴşİŹ˦̹
ŹƀƟŘĴŹ˦̹ Ŧŵ̹ƙŅĴƀŅĴŵ̹ ƀŅĴŵĴ̹ ĴƞňŹƀ̹ ŘĴƀƀĴŵŹ̹ Ŧŵ̹ƙŦŵİŹ˫̹ bŅĴŹĴ̹ ƀĴŵŞŹ̹ ĩĴĪŦŞĴ̹
ňŹŹƄĴŹ̹ ƀŅĜƀ̹ şĴĴİ̹ ƀŦ̹ ĩĴ̹ ĪŦşŹňİĴŵĴİ̹ Ĝşİ̹ ĴƘĜŘƄĜƀĴİ̹ ňş̹ ŞŦŵĴ̹ İĴƀĜňŘ̹ İƄĴ̹
ƀŦ̹ ƀŅĴ̹ İňŹĪƄŹŹňŦş̹ ƀŅĜƀ̹ ňŹ̹ŞĜİĴ̹ ŅňŀŅŘƟ̹ ŘňŞňƀĴİ̹ ĩƟ̹ [ƀĴƘĴşŹ̹ ƀŦ̹ ĴƞĜŞňşĴ̹
ĪŦşĪŵĴƀĴŘƟ˫̹ bŅĴŹĴ̹ ĪŦşĪĴŲƀŹ̹ ŦĿ̹ İƟşĜŞňŹŞ˦̹ ĩĴňşŀ̹ ĜŘňƘĴ˦̹ ŅĜŵŞŦşƟ˦̹
Ĝşİ̹ ŵŅƟƀŅŞ̹ ŹŦƄşİ̹ şŦşŲŅƟŹňĪĜŘ˦̹ ŹŦ̹ ŅŦƙ̹ İŦ̹ İĴƀĜĪŅ̹ ƀŅĴŞ̹ ƀŅŵŦƄŀŅ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ŲŵĜĪƀňĪĴŹˬ̹ �şİ̹ ƙŅĜƀ̹ ĜŵĴ̹ ƀŅĴ̹ ĪŵňƀĴŵňĜ̹ Ĝşİ̹ ĜĴŹƀŅĴƀňĪ̹
ĪŦşŹňİĴŵĜƀňŦşŹ̹ ŦĿ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ŲŵĜĪƀňĪĴŹˬ̹ rŅĜƀ̹ ňŹ̹ ƀŅĴ̹ ŞĴĜşňşŀ̹ ŦĿ̹
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ƀŅĴ̹ ŴƄĜŘňƀƟ̹ ŦĿ̹ ƀŅĴ̹ ŘňşĴ̹ ňş̹ ƀĴŵŞŹ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟˬ̹ bŅĴƟ̹ ŞƄŹƀ̹ ĴƞĜŞňşĴ̹
ƘĜŵňŦƄŹ̹ ŹňŀşňǬĪĜşƀ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ƙňƀŅ̹ ƀŅĴňŵ̹ƙňİĴ̹ ŵĜşŀĴ̹
ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹ŵĴŲŵĴŹĴşƀňşŀ̹İňǣĴŵĴşƀ̹ƀĴĪŅşňĪĜŘ̹Ĝşİ̹ĪŦşĪĴŲƀƄĜŘ̹
ĜƀƀňƀƄİĴŹ˫̹ bŅňŹ̹ ňŹ̹ ƀŅĴ̹ ŹňŀşňǬĪĜşƀ̹ ŲĜŵƀ̹ ŦĿ̹ ƀŅňŹ̹ ŵĴŹĴĜŵĪŅ̹ ƀŅĜƀ̹ ŞƄŹƀ̹ ĩĴ̹
ňşĪŘƄİĴİ̹ňş̹ƀŅňŹ̹ňşƘĴŹƀňŀĜƀňŦş̹ƀŦ̹ƄşİĴŵŹƀĜşİ̹ƀŅĴ̹ĪƄŵŵĴşƀ̹ƀĴşİĴşĪňĴŹ˫

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿̹ ĪŘĜňŞŹ̹ ƀŅĜƀ̹ �ĜŹƀĴŵş̹ ŹĴşŹňĩňŘňƀƟ˦̹
ŀŵĜǤƀň˦̹ ŹĪŵňĩĩŘňşŀ˦̹ ŅĜşİƙŵňƀňşŀ˦̹ ĴƞŲŵĴŹŹňƘĴ̹ ŞĜŵŖ̐ŞĜŖňşŀ˦̹ ĜĩŹƀŵĜĪƀ̹
ĴƞŲŵĴŹŹňŦşňŹŞ˦̹İŵĜƙňşŀ˦̹Ĝşİ̹ŘĴƀƀĴŵĿŦŵŞ̹ŹƀŵƄĪƀƄŵĴŹ̹ĜŵĴ̹ŲĜŵƀ̹ŦĿ̹ƀŅĴ̹ŹŲňŵňƀ̹
ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ŘĴƀƀĴŵ̹ĜŵƀŹ˦̹Ĝşİ̹ŅĴ̹ŦǣĴŵŹ̹ƄŹ̹ƀŦ̹ŹĴĴ̹ƀŅňŹ̹
İƟşĜŞňŹŞ̹ĜŹ̹Ĝş̹ĜİİňƀňŦş̹ƀŦ̹ƀŅĴ̹ƀŵĜİňƀňŦş˦̹ŵĜƀŅĴŵ̹ƀŅĜş̹ĜŹ̹Ĝ̹ŵĴŲŘĜĪĴŞĴşƀ̹
ŦĿ̹ňƀ̹˾ʇʅʆʈ˥̹ʆʇʊ˿˫̹bŅňŹ̹ňŹ̹Ĝ̹ŅňŀŅŘƟ̹ĪŵƄĪňĜŘ̹ĪŵňƀňŴƄĴ̹Ĝşİ̹ĜşĜŘƟŹňŹ̹ƀŅĜƀ̹ŲŵŦƘňİĴ̹
ĜŞŲŘĴ̹ŹƄŲŲŦŵƀ̹ƀŦ̹ĿŵĜŞĴ̹ƀŅĴ̹ŹƀĜƀĴ̹ŦĿ̹ĪƄŵŵĴşƀ̹ŲŵĜĪƀňĪĴŹ̹Ĝşİ̹ƀŅĴňŵ̹ĜşĜŘƟŹňŹ̹
ƀŅĜƀ̹ ŵĜňŹĴŹ̹Ĝ̹ŴƄĴŹƀňŦş̹ĜĩŦƄƀ̹ ƀŅĴ̹ŵĴŘĜƀňŦş̹Ĝşİ̹ ňşƀĴŵĜĪƀňŦş̹ĩĴƀƙĴĴş̹ ƀŅĴ̹
ƙĴŹƀĴŵş̹Ĝşİ̹ĴĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹ƀĴĪŅşňĪĜŘŘƟ̹Ĝşİ̹ĪŦşĪĴŲƀƄĜŘŘƟ˫

AŦŵĴŦƘĴŵ˦̹ ĜĪĪŦŵİňşŀ̹ ƀŦ̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿˦̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ŹƄŲŲŦŹĴİ̹ ƀŦ̹ ĩĴ̹
ĪŦşŹňİĴŵĴİ̹Ĝ̹ŹňŀşŲŦŹƀ̹ƀŅĜƀ̹ŅĴŵĜŘİŹ̹Ĝ̹ŞƄĪŅ̹ŘĜŵŀĴŵ̹ňİĴĜ˫̹)ĴşĪĴ˦̹İŵĜƙňşŀ˦̹
ŲĜňşƀňşŀ˦̹ ŹĪƄŘŲƀƄŵĴ˦̹ ŀŵĜǤƀň˦̹ Ŧŵ̹ ŦƀŅĴŵ̹ Ĝŵƀ̹ ĿŦŵŞŹ̹ ĪĜş̹ ĩĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ƀŅŵŦƄŀŅ̹ŞĜŵŖ̐ŘňŖĴ̹ŴƄĜŘňƀƟ̹ŵĜƀŅĴŵ̹ƀŅĜş̹ŞĴĪŅĜşňĪĜŘŘƟ̹İŵĜƙş̹Ŧŵ̹ƙŵňƀƀĴş˫̹
)Ĵ̹ĴƘĴş̹ŲĜŹŹĴŹ̹ƀŅĴ̹şĜŞĴŹ̹ŦĿ̹ƘĜŵňŦƄŹ̹ĜŵƀňŹƀŹ̹ŹƄĪŅ̹ĜŹ̹WŦĩĴŵƀ̹AŦƀŅĴŵƙĴŘŘ˦̹
7ĜĪŖŹŦş̹TŦŘŘŦĪŖ˦̹Ĝşİ̹#ŵĜşƥ̹9ŘňşĴ˦̹ƙŅŦŹĴ̹ƙŦŵŖŹ̹ĪŦşŹňŹƀ̹ŦĿ̹ƀŅĴ̹ŹĴşŹňĩňŘňƀƟ̹
ŦĿ̹ Ĝ̹ ŘňşĴ̹ ƀŅĜƀ̹ ŘŦŦŖŹ̹ ĪĜŘŘňŀŵĜŲŅňĪ˫̹)ĴŵĴ˦̹ ƀŅĴ̹ ĪŦşĪĴŲƀ̹ ŦĿ̹ ƀŅĴ̹ƙŦŵİ̹ ĜŹ̹ Ĝş̹
ňŞĜŀĴ̹ ŹĴĴŞŹ̹ ƀŦ̹ Ǭşİ̹ ňƀŹĴŘĿ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ŹňŞňŘĜŵňƀƟ̹ ƙňƀŅ̹ ƀŅĴ̹ ĜĩŹƀŵĜĪƀ̹
ŲĜňşƀňşŀ̹ŲŵĜĪƀňĪĴŹ̹ƀŅĜƀ̹ŵĜňŹĴŹ̹Ĝ̹ŴƄĴŹƀňŦş̹ňş̹İňŹĪƄŹŹňşŀ̹ƀŅĴ̹ƙŦŵİ̹ĜŹ̹Ĝş̹
ňŞĜŀĴ̹ĪŦşĪĴŲƀ̹ňş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫

)ĴşĪĴ˦̹ ĜŹ̹ AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿˦̹ [ƀĴƘĴşŹ̹ İĴŹĪŵňĩĴŹ̹ ŅňŹ̹ ƄşİĴŵŹƀĜşİňşŀ̹ ŦĿ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŅŵŦƄŀŅ̹ ƘĜŵňŦƄŹ̹ şŦƀňŦşŹ̹ Ĝşİ̹ ĿĴĜƀƄŵĴŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ ĜĪƀƄĜŘŘƟ̹
ŘĜŵŀĴŵ̹ ƀŅĜş̹ ƀŵĜİňƀňŦş˦̹ ĴƘĴş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƀŅĜƀ̹ ŹƀňŘŘ̹ ŅĜşŀňşŀ̹ ĜŵŦƄşİ̹
ƀŅĴ̹ĜşĪňĴşƀ̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹bŅĜƀ̹ŞĜŖĴŹ̹ňƀ̹şĴĪĴŹŹĜŵƟ̹
ĿŦŵ̹Ĝ̹ĪŦŞŲŵĴŅĴşŹňƘĴ̹ŹƄŵƘĴƟ˦̹şŦƀ̹ œƄŹƀ̹ ňş̹ƀŅĴ̹ĪŦşƀĴşƀ̹ŦĿ̹ ƀŅĴ̹rĴŹƀ˫̹�ƘĴş̹
ƀŅŦƄŀŅ̹[ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿̹ŹƀŵĴŹŹĴŹ̹ŅňŀŅŘƟ̹ĪŦşŹňİĴŵĜĩŘĴ̹ŲŦňşƀŹ̹ŅĴŵĴ˦̹ ňƀ̹ŹƀňŘŘ̹
İŦĴŹ̹ şŦƀ̹ ǬŘŘ̹ ƀŅňŹ̹ ŀĜŲ̹ ĴşŦƄŀŅ̹ ĩĴĪĜƄŹĴ̹ ŅĴ̹ İŦĴŹ̹ şŦƀ̹ ĴƞĜŞňşĴ̹ ƀŅĴ̹ #Ĝŵ̹
�ĜŹƀĴŵş̹ŞĴşƀĜŘňƀƟ˦̹ƀŅĴ̹ňşƀĴŵĜĪƀňŦş˦̹Ĝşİ̹ĴǣĴĪƀŹ̹Ŧş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴ̹ňş̹
ƀŅĴ̹rĴŹƀ˫̹AŦŵĴŦƘĴŵ˦̹ƀŅĴ̹ĜĿŦŵĴŞĴşƀňŦşĴİ̹ƙĴŹƀĴŵş̹ĜŵƀňŹƀŹ̹ƀĜŘŖ̹ĜĩŦƄƀ̹ŅŦƙ̹
ƀŅĴƟ̹ƙĴŵĴ̹ňşǭƄĴşĪĴİ̹ĩƟ̹#Ĝŵ̹�ĜŹƀĴŵş̹Ĝŵƀ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňş̹ŹŅĜŲňşŀ̹ƀŅĴňŵ̹
ƄşİĴŵŹƀĜşİňşŀ˫̹,ƀ̹ƙŦƄŘİ̹şŦƀ̹ĩĴ̹ŹƄǤĪňĴşƀŘƟ̹ĴƞŲŘĜşĜƀŦŵƟ̹ƀŦ̹ŞĴşƀňŦş̹ƀŅĴ̹
ĪĜŘŘňŀŵĜŲŅňĪ̹ƀŵĜĪĴŹ̹ňş̹ƀŅĴňŵ̹ƙŦŵŖ̹ƙňƀŅŦƄƀ̹ĜİİŵĴŹŹňşŀ̹ƀŅĴŹĴ̹ňŹŹƄĴŹ˫̹

#ƄŵƀŅĴŵŞŦŵĴ˦̹ ĪŦşŹňİĴŵňşŀ̹ ƀŅĴ̹ ƙĴŹƀĴŵş̹ ĜĩŹƀŵĜĪƀ̹ ŲĜňşƀĴŵŹ̹ ƀŅĜƀ̹ ĜŵĴ̹
ŞĴşƀňŦşĴİ̹ĜĩŦƘĴ˦̹ňƀ̹ŵĜňŹĴİ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ĪŵňƀňĪĜŘ̹ŴƄĴŹƀňŦşŹ̹ƀŅĜƀ̹ŹƀĜŵƀ̹ƙňƀŅ̹
AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿̹ Ĝşİ̹ ŅňŹ̹ ĪŦŞŲĜŵňŹŦş̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙňƀŅ̹ ŲĜňşƀňşŀ˦̹
ƙŅĴƀŅĴŵ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĩĴĪŦŞĴŹ̹ ĜşŦƀŅĴŵ̹ ĿŦŵŞ̹ŦĿ̹ ĜĩŹƀŵĜĪƀ̹ ŲĜňşƀňşŀ̹ Ŧŵ̹ ňŹ̹
ňƀ̹ ĜĪĪƄŵĜƀĴ̹ ƀŦ̹ İĴŹĪŵňĩĴ̹ ƀŅĴŹĴ̹ ĜĩŹƀŵĜĪƀ̹ ŲĜňşƀĴŵŹ̝̹ƙŦŵŖ̹ ĜŹ̹ ĪĜŘŘňŀŵĜŲŅňĪˬ̹
bŅĴŹĴ̹ ŴƄĴŹƀňŦşŹ̹ ŘĴĜİ̹ ƀŦ̹ ĿŦĪƄŹ̹ Ŧş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ƙŵňƀňşŀ˦̹ ƀŅĴ̹
İňƘňŹňŦş̹ŦĿ̹ŲĜňşƀňşŀ̹ ňş̹ ƀŅĴ̹ƙĴŹƀĴŵş̹ŞĴşƀĜŘňƀƟ˫̹�ŘŹŦ˦̹ ƀŅĴ̹ĜĩŹƀŵĜĪƀňŦş̹ŦĿ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ĩĴĪŦŞĴŹ̹Ĝş̹ĴŹŹĴşƀňĜŘ̹ŲĜŵƀ̹ŦĿ̹ƀŅĴ̹ǬŵŹƀ̹ŲĜŵƀ̹ŦĿ̹ƀŅňŹ̹ŵĴŹĴĜŵĪŅ̹
ƀŦ̹ ƄşİĴŵŹƀĜşİ̹ ƙŅĴƀŅĴŵ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĩĴĪŦŞĴŹ̹ Ĝş̹ ĜĩŹƀŵĜĪƀ̹ ŲĜňşƀňşŀ̹ Ŧŵ̹
ƀŅĴ̹ƙŦŵİ̹ĜĩŹƀŵĜĪƀ̹ ĪĜŵŵňĴŹ̹ Ĝ̹ ĪŘŦŹĴŵ̹ ĪŦşĪĴŲƀƄĜŘ̹ŞňşİŹĴƀ̹ ƀŦ̹#Ĝŵ̹�ĜŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ŵĜƀŅĴŵ̹ƀŅĜş̹ƙĴŹƀĴŵş̹ŲĜňşƀňşŀ̹ƙňƀŅ̹ ňƀŹ̹ŵĴĿĴŵĴşĪĴŹ̹ ĿŵŦŞ̹ƀŅĴ̹
ŲĜŹƀ˦̹ŦƀŅĴŵ̹ĪƄŘƀƄŵĴŹ˦̹Ĝşİ̹İňŹĪňŲŘňşĴŹ̹ƙňƀŅ̹ňƀŹ̹ĴĪŘĴĪƀňĪ̹ĿĴĜƀƄŵĴ˫

I. INTRODUCTION



ʋʅ

HşĴ̹ ĪŦşƀŵňĩƄƀňŦş̹ŦĿ̹ [ƀĴƘĴş̹ ňŹ̹ ƀŅĴ̹ ƀĴŵŞ̹ ̚ŅƟĩŵňİ˦̛ ̹ƙŅňĪŅ̹ ňŹ̹ƄŹĴİ̹ĩƟ̹ŅňŞ̹
ƀŦ̹ ŵĴĿĴŵ̹ ƀŦ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹ŲŵŦİƄĪĴİ̹ĩƟ̹ĩŵƄŹŅ̹ ƀŅĜƀ̹
ňŘŘƄŹƀŵĜƀĴ̹ ƀŅĴ̹ ĪŦşƘĴŵŀĴşĪĴ̹ Ĝşİ̹ ƀŵĜşŹňƀňŦş̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŦ̹ ĴƞŲĜşİĴİ̹
ĜŵƀňŹƀ̝Ź̹ ŞŦƘĴŹ˫̹ rŅňŘĴ̹ ƀŅĴ̹ ĩŵŦĜİ̹ ĴİŀĴ̹ ňŹ̹ ƀŅĴ̹ ňşŹƀŵƄŞĴşƀ̹ ŦĿ̹ ƀŅĴ̹ rĴŹƀ˦̹
Ĝşİ̹ rĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙĜŹ̹ ňşĪŘňşĴİ̹ ƀŦ̹ ŲŵŦİƄĪĴ̹ ĴƘĴş̹ ŵŅƟƀŅŞ̹ Ĝşİ̹
ƙĴňŀŅƀ˦̹ ƀŅĴ̹ŲŦňşƀĴİ̹ĩŵƄŹŅ̹ ňŹ̹ƄŹĴİ̹ ĿŦŵ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ ňş̹ƙŅňĪŅ̹
İňǣĴŵĴşƀ̹ƙĴňŀŅƀňşŀ̹ ŹƟŹƀĴŞŹ̹ Ĝşİ̹ƘĜŵňĜƀňŦşŹ̹ƙňƀŅňş̹ ƀŅĴ̹ ŹƀŵŦŖĴ̹ ňƀŹĴŘĿ̹ ĜŵĴ̹
ŅňŀŅŘƟ̹ƘĜŘƄĴİ˫̹bŅĴ̹İňǣĴŵĴşƀ̹ĿĴĜƀƄŵĴ̹ŦĿ̹ƀŅĴ̹ƀŦŦŘŹ̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹ĪŅĜŵĜĪƀĴŵ̹ŦĿ̹
ƀŅĴ̹ ŘňşĴ˫̹rňƀŅ̹ ƀňŞĴ˦̹ ƀŅĴ̹ ŘňşĴŹ̝̹ ĪŅĜŵĜĪƀĴŵ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĪŅĜşŀĴ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹
ĜƀƀňƀƄİĴ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹İƄĴ̹ƀŦ̹ƀŅĴ̹ŵňŹňşŀ̹ňşƀĴŵĴŹƀ̹ŦĿ̹ƀŅĴ̹rĴŹƀ̹ƀŦ̹ĩŵƄŹŅ̹
ĪĜŘŘňŀŵĜŲŅƟ˫̹ #ƄŵƀŅĴŵŞŦŵĴ˦̹ ňş̹ ŹŦŞĴ̹ ĪĜŹĴŹ˦̹ ƀŅĴ̹ İňǣĴŵĴşĪĴŹ̹ ĴƘĴş̹ ŹƀĜŵƀĴİ̹
ƀŦ̹ ĩĴ̹ İňŹĜŲŲĴĜŵĴİ˫̹ )ĴşĪĴ˦̹ ƀŅĴ̹ ƘĜŵňĴƀƟ̹ ŦĿ̹ ĪŅĜŵĜĪƀĴŵŹ̹ ƙňƀŅňş̹ ƀŅĴ̹ ŹƀŵŦŖĴ̹
ĩĴĪĜŞĴ̹İĴŹňŵĜĩŘĴ̹Ĝşİ̹ƘňŹňĩŘĴ̹ƀŦ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˫̹[ƀĴƘĴşŹ̹İĴŹĪŵňĩĴŹ̹
ƀŅňŹ̹ƙňƀŅ̹ƀŅĴ̹ƀĴŵŞ̹ŅƟĩŵňİ̹Ĝşİ̹ƀŅĴ̹ĿŦŵŞŹ̹ĜŹ̹ŅƟĩŵňİ̹ĿŦŵŞŹ̹ŵĴŲŵĴŹĴşƀňşŀ̹ƀŅĴ̹
ŹĴşŹňĩňŘňƀƟ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ŲŦňşƀĴİ̹ĩŵƄŹŅ̹Ĝşİ̹ĩŵŦĜİ̐ĴİŀĴİ̹ĩŵƄŹŅ˫̹)ĴŵĴ̹ƙŅĜƀ̹
İŦĴŹ̹ƀŅĴ̹ŹĴşŹňĩňŘňƀƟ̹ŞĴĜşˬ̹[ƀĴƘĴşŹ̹ŲŦňşƀŹ̹Ĝƀ̹ƀŅĴ̹İňŹĜŲŲĴĜŵňşŀ̹ĩŦƄşİĜŵňĴŹ̹
ĩĴƀƙĴĴş̹ƀŅĴ̹rĴŹƀĴŵş̹Ĝşİ̹#Ĝŵ̹�ĜŹƀĴŵş̹ƀŅŦƄŀŅƀ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹)ŦƙĴƘĴŵ˦̹
ŅĴŵĴ˦̹ĜşŦƀŅĴŵ̹ŴƄĴŹƀňŦş̹ĜŵňŹĴŹ̹ňş̹ŅŦƙ̹Ĝşİ̹ƙňƀŅ̹ƙŅňĪŅ̹ŞŦƀňƘĜƀňŦşŹ̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ƀŵĜşŹĿŦŵŞ̹ ĿŵŦŞ̹ ƀŅĴ̹ ƙŵňƀƀĴş̹ ƀĴƞƀ̹ ƀŦ̹ ŲĴŵĿŦŵŞĴİ̹
ŀĴŹƀƄŵĴ˫̹rŅĜƀ̹ňŹ̹ƀŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹ƀŅĴ̹ŀĴŹƀƄŵĴ̹ňş̹ĪĜŘŘňŀŵĜŲŅƟˬ̹,ƀ̹ňŹ̹ĴƘňİĴşƀŘƟ̹
şŦƀ̹ĪŦşŹňİĴŵĴİ̹Ĝƀ̹ƀŅĴ̹İĴĴŲĴŹƀ̹ŘĴƘĴŘ̹ňş̹[ƀĴƘĴş̝Ź̹ĩŦŦŖ˰̹ĿŦŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ňƀ̹ňŹ̹
ĜŲŲŵŦŲŵňĜƀĴ̹ƀŦ̹ňşĪŘƄİĴ̹ƀŅĴŹĴ̹ňŹŹƄĴŹ̹ňş̹ƀŅňŹ̹ŵĴŹĴĜŵĪŅ˫

[ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿̹ ĜŘŹŦ̹ ŹƀĜƀĴŹ̹ ŅňŹ̹ ĪŦşĪĴŵş̹ ĜĩŦƄƀ̹ ƀŅĴ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ĪƄŘƀƄŵĴ˦̹ ƙŅňĪŅ̹ ŅĜİ̹ şŦƀ̹ ĴƘŦŘƘĴİ̹ ƀŅĴ̹ ŹĴşŹňĩňŘňƀƟ̹ ƀŦ̹ ĩĴ̹ ĪŦşŹňİĴŵĴİ̹ Ĝş̹
Ĝŵƀ˫̹ )Ĵ̹ ĪŘĜňŞŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ rĴŹƀ̹ ƄşİŦƄĩƀĴİŘƟ̹ ŘĜĪŖŹ̹ ĜƙĜŵĴşĴŹŹ̹ ŦĿ̹ ƀŅĴ̹
ĪĜŘŘňŀŵĜŲŅňĪ̹ ĿŦŵŞ̹ ĜŹ̹ ňş̹ ƀŅĴ̹ AňİİŘĴ̹ �ĜŹƀ̹ ĪƄŘƀƄŵĴŹ˫̹ )Ĵ̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹
̚�ĴŵƀĜňşŘƟ̹ ƀŅĴ̹ ƙĴŹƀ̹ ŘĜĪŖŹ̹ ƀŅĴ̹ ĜƙĜŵĴşĴŹŹ̹ Ĝşİ̹ ŹĴşŹňĩňŘňƀƟ̹ ƀŦ̹ ƀŅĴ̹
ĪĜŘŘňŀŵĜŲŅňĪ̹ ĿŦŵŞ̹ ƀŅĜƀ̹ ŞňİİŘĴ̹ �ĜŹƀĴŵş̹ Ĝşİ̹ �ŹňĜş̹ ĪƄŘƀƄŵĴŹ̹ ŹƀňŘŘ̹ ŅĜƘĴ̛̹
˾ʇʅʆʈ˥̹ʆʊ˿˫̹,ƀ̹ňŹ̹ŦĩƘňŦƄŹ̹ĩĜĪŖ̹ƀŅĴş˰̹ŞĴİňĴƘĜŘ̹ŞňŀŅƀ̹şŦƀ̹ƄşİĴŵŹƀĜşİ̹Ĝşİ̹
ĜŹŹňŞňŘĜƀĴİ̹ƀŅĴ̹şĜƀƄŵĴ̹ŦĿ̹ƀŅĴ̹ƙŵňƀƀĴş̹ƙŦŵİ˦̹ƙŅňĪŅ̹ƙĜŹ̹ŹŦŘĴŘƟ̹ŹĴŵƘĴİ̹ĿŦŵ̹
ĿƄşĪƀňŦşĜŘ̹şĴĴİŹ̹Ĝşİ̹İňİ̹şŦƀ̹ĪŦşŹňŹƀ̹ŦĿ̹ĜşƟ̹ĜƀƀŵňĩƄƀĴİ̹ƘĜŘƄĴŹ̹ĜŹ̹ňş̹ƀŅĴ̹
#Ĝŵ̹�ĜŹƀĴŵş̹Ŧŵ̹ ƀŅĴ̹AňİİŘĴ̹�ĜŹƀĴŵş̹ƙŵňƀňşŀ˫̹)ĴŵĴ˦̹ ƀŅĴŵĴ̹şĴĴİŹ̹ ƀŦ̹ĩĴ̹ Ĝ̹
ĪŦŞŲŵĴŅĴşŹňƘĴ̹ŹĴĜŵĪŅ̹ŦĿ̹ŅŦƙ̹ƙŵňƀňşŀ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŵĴ̹ĜŲŲŵĴĪňĜƀĴİ̹
ŦşĪĴ̹ ĜŀĜňş˫̹ �ƘĴş̹ ƀŅŦƄŀŅ̹ [ƀĴƘĴşŹ̹ ŞĴşƀňŦşŹ̹ ĪŵňƀňĪĜŘ̹ ŲŦňşƀŹ̹ ŅĴŵĴ˦̹ ňƀ̹
ňŹ̹ ĩĴŘňĴƘĴİ̹ ƀŅĜƀ̹ŅňŹ̹ ĴƞŲŘĜşĜƀňŦşŹ̹ ňş̹ŅňŹ̹ ĩŦŦŖ̹ ĜŵĴ̹şŦƀ̹ ƀŅĜƀ̹ ŹĜƀňŹĿĜĪƀŦŵƟ̹
ƙňƀŅŦƄƀ̹ Ĝ̹ ĪŦŞŲŵĴŅĴşŹňƘĴ̹ ĜŹŹĴŹŹŞĴşƀ̹ ŦĿ̹ ƀŅňŹ̹ ŀĴşŵĴ˫̹ bŅĴ̹ ƙŵňƀňşŀ̹
ĪŦşĪĴŲƀ̹ŦĿ̹ƀŅĴ̹ƙĴŹƀ̹İňŵĴĪƀŘƟ̹ĜǣĴĪƀĴİ̹ƀŅĴ̹ƄşİĴŵŹƀĜşİňşŀ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹
ŅŦƙ̹ ƀŦ̹ ĴŞŲŘŦƟ̹ Ĝşİ̹ ŲŵĜĪƀňĪĴ̹ ňşĪŘƄİĴİ˫̹)ĴşĪĴ˦̹ ƀŅĴ̹ ƀŵĜİňƀňŦşĜŘ̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ĩĴĪŦŞĴŹ̹ Ĝş̹ ňŹŹƄĴ̹ ƀŅĜƀ̹ ňŹ̹ ǬŵŹƀ̹ şĴĴİĴİ̹ ƀŦ̹ ĩĴ̹ ŖşŦƙş̹ ƀŦ̹ ĩĴ̹
ĪŦŞŲŵĴŅĴşİ˦̹ƙŅňĪŅ̹ĪŵĴĜƀĴ̹ĜƙĜŵĴşĴŹŹ̹ŦĿ̹ƀŅĴ̹ŘňŞňƀĜƀňŦşŹ̹ŦĿ̹ƀŅĴ̹ĪŦşĪĴŲƀ̹
ŦĿ̹ƀŅĴ̹ƀŵĜİňƀňŦşĜŘ̹ŞňşİŹĴƀ̹ƀŅĜƀ̹ŅĜŹ̹ĩĴĴş̹ƀŵĜşŹĿŦŵŞĴİ̹ňş̹ŲŵĴŹĴşƀ˫̹

�ŲĜŵƀ̹ ĿŵŦŞ̹ AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿̹ Ĝşİ̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿˦̹ Ĝ̹ ŵĴşŦƙşĴİ̹ ,ŵňŹŅ̹
ĪĜŘŘňŀŵĜŲŅĴŵ̹ �ŵŦƙş˦̹ ňş̹ ŅňŹ̹ ĩŦŦŖ̹ ĴşƀňƀŘĴİ̹ �-*2)� ��''$"-�+#4ĩ� � )$.�
Brown Discusses His Art ˾ʇʅʆʌ˿˦̹ ŦǣĴŵŹ̹ Ĝ̹ ŀŵĴĜƀ̹ ňşŹňŀŅƀ̹ ƀŦ̹ ŅňŹ̹ ŵĴĜİĴŵŹ̹
ĜĩŦƄƀ̹ŅňŹ̹ ĜŲŲŵŦĜĪŅĴŹ̹ ƀŦ̹ŅňŹ̹ƙŦŵŖŹ̹ƙňƀŅ̹ŅňŹ̹ƄşňŴƄĴ̹ ŹƀƟŘĴŹ̹ Ĝşİ̹ ňİňŦŞŹ̹
ĩƟ̹ İňŹĪƄŹŹňşŀ̹ ĴƘĴŵƟ̹ ŲŅĜŹĴ˦̹ ŵĴŀĜŵİňşŀ̹ ŘĴƀƀĴŵĿŦŵŞŹ̹ Ĝşİ̹ ĪŦŞŲŦŹňƀňŦş˦̹
ŹƀŵƄĪƀƄŵĴ̹Ĝşİ̹ǭƄĴşĪƟ˦̹İňŹĪňŲŘňşĴ̹Ĝşİ̹ĿŵĴĴİŦŞ˦̹ňşĪŘƄİňşŀ̹ƀŅĴ̹ƀŵĜşŹĪĴşİŹ̹
ŦĿ̹ŘĴƀƀĴŵňşŀ̹Ĝşİ̹İĴŹňŀş̹ƀŦ̹ĩŵŦĜİĴŵ̹ŵĴĜŘŞŹ̹ŦĿ̹ŹĴŘĿ̐ĴƞŲŵĴŹŹňŦş̹Ĝşİ̹ĜŵƀňŹƀňĪ̹
ĪŦŞŞƄşňĪĜƀňŦş̹ƙňƀŅ̹ŘŦĜİĴİ̹ĴƞŲŵĴŹŹňƘĴ̹ŀĴŹƀƄŵĴŹ˫̹

�Ź̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿̹ Ĝşİ̹ AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿˦̹ �ŵŦƙş̹ ˾ʇʅʆʌ˿̹ İĴŹĪŵňĩĴŹ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ĩƟ̹ ǬŵŹƀ̹ ĪŵňƀňĪňƥňşŀ̹ ƀŅĴ̹ ƀŵĜşŹŘĜƀňŦş̹ ŦĿ̹ kallos̹ Ĝşİ̹ "-�+# $). 



ʋʆ

�ĪĪŦŵİňşŀ̹ƀŦ̹�ŵŦƙş̹˾ʇʅʆʌ˿˦̹ƀŅňŹ̹ĴƀƟŞŦŘŦŀňĪĜŘ̹ƀŵĜşŹŘĜƀňŦş̹ŵĴǭĴĪƀŹ̹ŹňŞŲŘƟ̹
İĴĪŦŵĜƀĴİ̹ ŘĴƀƀĴŵĿŦŵŞŹ̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƙŅňĪŅ̹ ŵĴŲŵŦİƄĪĴ̹ ƀŦ̹ ĪŦşĿŦŵŞ̹
ƀŦ̹ ƀŵĜİňƀňŦşĜŘ̹ ŞŦİĴŹ˫̹ bŅƄŹ˦̹ ŅĴ̹ ŵĴĿƄŹĴŹ̹ ƀŦ̹ ĩĴ̹ ŘňŞňƀĴİ̹ ĩƟ̹ ĪŦşƘĴşƀňŦşĜŘ̹
şŦƀňŦşŹ̹ Ĝşİ̹ ĩƟ̹ ƀŅňŹ̹ ƀĴŵŞ̹ ĜŹ̹ ƙĴŘŘ˫̹ )ŦƙĴƘĴŵ˦̹ ŅĴŵĴ˦̹ ňƀ̹ ƙŦƄŘİ̹ ĩĴ̹ ŞŦŵĴ̹
ĜŲŲŵŦŲŵňĜƀĴ̹ƀŦ̹ŀňƘĴ̹İĴƀĜňŘĴİ̹ňşĿŦŵŞĜƀňŦş̹ňş̹ƀŅĴ̹ŹĴşŹĴ̹ŦĿ̹ƀŅĴ̹ƀĴŵŞŹ˦̹Ĝşİ̹
İňŹĪƄŹŹňşŀ̹ňƀ̹ĿŵŦŞ̹ƘĜŵňŦƄŹ̹ĜŹŲĴĪƀŹ̹ňŹ̹ƘĴŵƟ̹ňŞŲŦŵƀĜşƀ̹ňş̹ƀĴŵŞŹ̹ŦĿ̹ĩĴňşŀ̹
ƄşİĴŵŹƀĜşİĜĩŘĴ˫̹,ƀ̹ňŹ̹ňŞŲŦŵƀĜşƀ̹ƀŦ̹ĴŞŲŅĜŹňƥĴ̹ƀŅĜƀ̹ƀŅĴ̹ŲĴŵĪĴŲƀňŦş̹ƀŅĜƀ̹
ňŹ̹ ƀŵĜşŹĿŦŵŞĴİ̹ ƀŦİĜƟ̹ ňŹ̹ Ĝş̹ ĴşƀňŵĴŘƟ̹ ŲĴŵŹŦşĜŘ̹ ňŹŹƄĴ˦̹ şŦƀ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹
ƀĴŵŞ̹ ĩƄƀ̹ ƄşİĴŵŹƀĜşİňşŀ̹ Ĝşİ̹ ŞĜŖňşŀ̹ ƀŅĴ̹ ĜşĜŘƟƥĴŹ̹ Ĝşİ̹ ĴƞŲŘĜşĜƀňŦşŹ̹
ĜĪĪŦŵİňşŀ̹ƀŦ̹ƀŅĴ̹ƘĜŘƄĴŹ̹ŦĿ̹ƀŅĴ̹ŲĴŵňŦİ˫̹bŅňŹ̹İňŹĪƄŹŹňŦş̹ŵĜňŹĴŹ̹Ĝ̹ŴƄĴŹƀňŦş̹
ĜĩŦƄƀ̹ŅŦƙ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĪĜş̹ĩĴ̹İĴǬşĴİ̹Ŧŵ̹İĴŹĪŵňĩĴİ˦̹
ĜŹ̹ňƀ̹ňŹ̹ŹƀĜƀĴİ̹ňş̹ƀŅĴ̹ŹĴĪƀňŦş̹İĴİňĪĜƀĴİ̹ƀŦ̹ŵĴŹĴĜŵĪŅ̹ŴƄĴŹƀňŦşŹ˫̹bŅňŹ̹ňŹŹƄĴ̹
ňŹ̹ňşĪŘƄİĴİ̹ňş̹ƀŅĴ̹ǬŵŹƀ̹ŲĜŵƀ̹ŦĿ̹ƀŅňŹ̹ŵĴŹĴĜŵĪŅ˦̹ƙŅňĪŅ̹ŘĴİ̹ƀŦ̹ŵĴĪŦşŹňİĴŵňşŀ̹
ƀŅĴ̹ƀĴŵŞ̹ĜŲŲŵŦŲŵňĜƀĴ̹ƀŦ̹İĴǬşĴ̹ƀŦ̹ĜƘŦňİ̹ƀŅĴ̹ĪŦşǭňĪƀŹ˫

rŅňŘĴ̹�ŵŦƙş̹˾ʇʅʆʌ˿̹ŵĴŲŵĴŹĴşƀŹ̹ŅňŹ̹ƀŵĜİňƀňŦşĜŘ̹ŘĴŀňĩŘĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹
ĜŘŦşŀŹňİĴ̹ƙŦŵŖ˦̹ƙŅĜƀ̹ňŹ̹ŅňŀŅŘƟ̹ĪŦşŹňİĴŵĜĩŘĴ̹ňŹ̹ŅŦƙ̹ŅĴ̹ĴƞĜŞňşĴŹ̹ĪŵĴĜƀňƘňƀƟ̹
ƙňƀŅ̹ĪŦşƀĴşƀ̹Ĝşİ̹ĪŦşĪĴŲƀƄĜŘ̹ŹĴşŹĴ̹ňş̹ŵĴŹŲŦşİňşŀ̹ƀŦ̹ƀĴƞƀŹ̹ĩƟ̹ŵĴŲŵĴŹĴşƀňşŀ̹
Ĝşİ̹ňİĴşƀňĿƟňşŀ̹ŅňŹ̹ƄşňŴƄĴ̹ŹƀƟŘĴ̹ĪĜŘŘĴİ̹+*'4-#4/#($����''$"-�+#4̹˾ʇʅʆʌ˥̹ʆʆʇ˿˫̹
,ƀ̹ ňŹ̹ ƀŅĴ̹ ƀĴŵŞ̹ ƀŅĜƀ̹ ňŞŲŘňĴŹ̹ ƀŅĴ̹ ŹňŞƄŘƀĜşĴŦƄŹ̹ƄƀňŘňƥĜƀňŦş̹ ŦĿ̹ ƀƙŦ̹Ŧŵ̹ŞŦŵĴ̹
ŵŅƟƀŅŞŹ̹ ƀŅĜƀ̹ ŅĴ̹ ĜİĜŲƀĴİ̹ ĿŵŦŞ̹ ƀŅĴ̹ŞƄŹňĪ̹ Ĝşİ̹ ĜŲŲŘňĴİ̹ ƀŦ̹ ŅňŹ̹ ŲŵĜĪƀňĪĴŹ˦̹
ĪŦşƀŵĜŵƟ̹ ƀŦ̹ ƀŵĜİňƀňŦşĜŘ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ ĿŦĪƄŹĴŹ̹ Ŧş̹ ƀŅĴ̹ ŹĜŞĴ̹ ŵŅƟƀŅŞ̹
ƙňƀŅňş̹ ƀŅĴ̹ ŹƀƟŘĴ̹ İƄĴ̹ ƀŦ̹ ƀŅĴ̹ ĿƄşĪƀňŦşĜŘ̹ ŵĴĜŹŦşŹ˫̹ bŅňŹ̹ ňŹ̹ ƙŅĜƀ̹ ŅĴ̹ ĪĜŘŘĴİ̹
ƀŵĜşŹĪĴşİňşŀ̹ƀŵĜİňƀňŦş˦̹ƙŅňĪŅ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹#Ŧŵ̹ƀŅĴŹĴ̹
ŵĴĜŹŦşŹ˦̹ƙňƀŅŦƄƀ̹ŀňƘňşŀ̹ŞƄĪŅ̹İĴƀĜňŘ̹ĜĩŦƄƀ̹ ňƀ˦̹ ĿŦĪƄŹňşŀ̹ŅňŹ̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅĜƀ̹ŅĴ̹ĩĴŘňĴƘĴŹ̹ňŹ̹ĜŹ̹Ĝş̹ĜŵƀňŹƀ˦̹ƙŅŦ̹ĴƞŲĴŵňŞĴşƀŹ˦̹ŵĜƀŅĴŵ̹ƀŅĜş̹
ĴŞŲŘŦƟňşŀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹Ĝ̹ŹĴŵƘĜşƀ̹ŦĿ̹ƀŅĴ̹ƀĴƞƀ˦̹ĩƄƀ̹ĿƄŹňşŀ̹ƀŅĴ̹ƀĴĪŅşňŴƄĴŹ̹
ƙňƀŅ̹ ƀŅĴ̹ĪŦşĪĴŲƀƄĜŘ̹ĜƀƀňƀƄİĴ̹ ňŹ̹ ƀŅĴ̹ĜňŞ̹ƀĴşİĴşĪƟ̹ŦĿ̹ŅňŞ˫̹bŅňŹ̹ŲŵĜĪƀňĪĴŹ̹
ŲŦňşƀŹ̹Ĝƀ̹ƀŅĴ̹ŴƄĴŹƀňŦş̹ƀŦ̹İňŹĪƄŹŹ̹ĜĩŦƄƀ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙŅĴƀŅĴŵ̹
ňƀ̹ŵĴŲŵĴŹĴşƀ̹ƀŅĴ̹ƀŦƀĜŘ̹İĴŲĜŵƀƄŵĴ̹ŦĿ̹ƀŅĴ̹ƀŵĜİňƀňŦş̹Ŧŵ̹şŦƀ˫̹

,ƀ̹ňŹ̹ŦĩƘňŦƄŹ̹ƀŅĜƀ̹ŅĴ̹İŦĴŹ̹şŦƀ̹ĴƞĪŘƄİĴ̹ƀŅĴ̹ĪŦşƘĴşƀňŦş˰̹ŅŦƙĴƘĴŵ˦̹ŵĴĪŦŀşňƥňşŀ̹
ƀŅĴ̹ ĪŦşĪĴŲƀ̹ ŦĿ̹�ŅňşĴŹĴ̹ Ĝşİ̹7ĜŲĜşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ŹƄŞŞĜŵňƥĴİ̹ ĜŹ̹ ̚ŹŲňŵňƀ̹
ňş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŅĜƀ̹ŞĜƟ̹ĩĴ̹ŞŦŵĴ̹ ňŞŲŦŵƀĜşƀ̹ƀŅĜş̹ňƀŹ̹ ŘĴŀňĩňŘňƀƟ̛̹ ˾ʇʅʆʌ˥̹ʆʆʎ˿˫̹
)Ĵ̹ ĩĴŘňĴƘĴŹ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪĜş̹ ĩĴ̹ ĜŹŹĴŹŹĴİ̹ ňş̹ ƀŅĴ̹ ŹĜŞĴ̹ƙĜƟ˫̹ bŅňŹ̹
ĴƞŲŘĜşĜƀňŦş̹ ňŹ̹ƙŦŵƀŅ̹ ƀŦ̹ ĩĴ̹ İňŹĪƄŹŹĴİ̹ Ŧş̹ Ĝ̹ İĴĴŲĴŵ̹ ŘĴƘĴŘ̹ƙňƀŅ̹ ƀŅĴ̹ ĪŵňƀňĪĜŘ̹
ňşĿŦŵŞĜƀňŦş̹ ĜĩŦƄƀ̹�ŅňşĴŹĴ̹ Ĝşİ̹7ĜŲĜşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ ňŹ̹ ĜĩŹĴşƀ̹ ňş̹
�ŵŦƙş̝Ź̹ ĩŦŦŖ˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ňƀ̹ ňŹ̹ İňǤĪƄŘƀ̹ ƀŦ̹ ƄşİĴŵŹƀĜşİ̹ ƀŅĴ̹ŞňşİŹĴƀ̹
ĩĴŅňşİ̹ ƀŅĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦşŹ˫̹ )ĴşĪĴ˦̹ ĿŵĜŞňşŀ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ĩĴĪŦŞĴŹ̹ĪŅĜŘŘĴşŀňşŀ̹ƀŦ̹ĜŲŲŵĴĪňĜƀĴ˫̹bŅĜƀ̹ŲŦňşƀŹ̹ƀŦ̹ƀŅĴ̹
ňŞŲŦŵƀĜşĪĴ̹ŦĿ̹ŀĜňşňşŀ̹ ňşŹňŀŅƀ̹ ňşƀŦ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŦ̹İĴƀĴŵŞňşĴ̹
ƀŅĴ̹ƘĜŵňŦƄŹ̹İƟşĜŞňĪŹ̹Ĝşİ̹ňşǭƄĴşĪĴŹ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹

�şŦƀŅĴŵ̹ ƀĴŵŞ̹ �ŵŦƙş̹ ˾ʇʅʆʌ˿̹ ĪŦňşŹ̹ ňŹ̹ - �0�/$*)$./� ��''$"-�+#4˦̹ ƙŅňĪŅ̹
ŵĴĿĴŵŹ̹ƀŦ̹ĜĩŹƀŵĜĪƀňŦş̹ňş̹ƀŅĴ̹ŵĴĜŘŞ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĿŦŵ̹�ŵŦƙş̹ĩƟ̹ŵĴİƄĪňşŀ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŦ̹ ňƀŹ̹ ̚ĴŹŹĴşƀňĜŘ̛̹ ˾ʇʅʆʌ˥̹ ʇʈʊ˿˫̹ bŅĜƀ̹ ŞĴĜşŹ̹ ŅĴ̹ İŦĴŹ̹ şŦƀ̹
ƙŵňƀĴ̹ĜŹ̹ŅĴ̹İŦĴŹ̹ ňş̹ ƀŅĴ̹ ƀŵĜİňƀňŦşĜŘ̹ ŹĴşŹĴ˫̹bŅĴŵĴ̹ĜŵĴ̹şŦ̹ ŘĴƀƀĴŵŹ˦̹ƙŦŵİŹ˦̹
Ŧŵ̹ ĪŅĜŵĜĪƀĴŵŹ̹ œƄŹƀ̹ ŲĴŵĿŦŵŞňşŀ̹ ƙňƀŅ̹ ƀŅĴ̹ ŞĜƀĴŵňĜŘ̹ ňş̹ ŅňŹ̹ ŵĴİƄĪƀňŦşňŹƀ̹
ĜƀƀňƀƄİĴ˦̹ ŵĴŲŵĴŹĴşƀňşŀ̹ ĜĩŹƀŵĜĪƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĿŦŵ̹ ŅňŞ˫̹ ,ƀ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹
ŲŅŦƀŦŀŵĜŲŅňşŀ̹ňŞĜŀĴŹ̹ŦĿ̹ ňşŖ̹İňŹŲĴŵŹĴİ̹ňş̹Ĝ̹ ŘňŴƄňİ̹Ĝşİ̹ƙŵňƀňşŀ̹ ŘĴŀňĩŘĴ̹
ƙŦŵİŹ̹ Ŧş̹ ňƀ̹ ƙňƀŅ̹ ŅňŹ̹ ŲŦŘƟŵŅƟƀŅŞňĪ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ ,ƀ̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ Ĝ̹
ŵĴİƄĪƀňŦşňŹƀ̹ ĜŲŲŵŦĜĪŅ̹ ƀŅĜƀ̹ ňŹ̹ ĜňŞĴİ̹ ŲŵŦĩĜĩŘƟ̹ ƀŦ̹ İňŹƀňŘŘ̹ ƀŅĴ̹ ƙĴŹƀĴŵş̹
ŘňŞňƀĜƀňŦşŹ̹Ĝşİ̹ňŹ̹ĴƞŲŘĜňşĴİ̹ĩƟ̹�ŵŦƙş̹ĜŹ̹̚ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹Ĝ̹ŵĴĪŦŵİňşŀ̹ňş̹
ňşŖ̹ŦĿ̹Ĝ̹ŲĴŵĿŦŵŞĜşĪĴ̹ŦĿ̹ŞŦƘĴŞĴşƀ̛̹˾ʇʅʆʌ˥̹ʍʍ˿˫̹



ʋʇ

�Ƅŵňşŀ̹ ƀŅĴ̹ ĴƞŲŘĜşĜƀňŦş̹ ŦĿ̹ ŅňŹ̹ ĜŲŲŵŦĜĪŅĴŹ̹ ƀŦ̹ ŵĴİƄĪƀňŦşňŹƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
̐ŅĴ̹ĜŘŹŦ̹ĪĜŘŘĴİ̹ňƀ̹ŲƄŵĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙŅňŘĴ̹ĴƞŲŘĜňşňşŀ̹ƀŅĴ̹ŲŵŦĪĴŹŹ̹ňş̹ƙŅňĪŅ̹
ŅĴ̹ ŹƀŵĴŹŹĴŹ̹ ƀŅĴ̹ ĜĩŹƀŵĜĪƀ̹ ĪŦşĪĴŲƀƄĜŘňŹŞ̹ Ĝşİ̹ ŅŦƙ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ şŦ̹
ŘŦşŀĴŵ̹ŹĴŵƘĴŹ̹ ĿŦŵ̹ĜşƟ̹ ĿƄşĪƀňŦşĜŘ̹ ŵĴĜŹŦşŹ̹ĜŹ̹ ňƀ̹ƙĜŹ̹Ĝƀ̹ŞĴİňĴƘĜŘ̹ ƀňŞĴŹ̹ ňŹ̹
ŹňŀşňǬĪĜşƀ˰̹ ŅŦƙĴƘĴŵ˦̹ ňƀ̹ ňŹ̹ ŴƄĴŹƀňŦşĜĩŘĴ̹ ƀŦ̹ ĪĜŘŘ̹ ňƀ̹ ŵĴİƄĪƀňŦşňŹƀ̹ Ŧŵ̹ ŲƄŵĴ˦̹
ƙŅňŘĴ̹ �ŵŦƙş̹ ŹƄŲŲŦŵƀĴİ̹ ƀŅĴŹĴ̹ ňŞĜŀĴŹ̹ƙňƀŅ̹ ƀŅĴ̹ƙŵňƀƀĴş̹ƙŦŵİŹ̹ ƀŅĜƀ̹ ĜŵĴ̹
ŹƄŲŲŦŹĴİ̹ƀŦ̹ĩĴ̹ŵĴĜİ˫̹,ƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹ƀŅĜƀ̹ňƀ̹ĪŵĴĜƀĴŹ̹Ĝ̹ŴƄĴŹƀňŦş̹ŦĿ̹ƙŅĴƀŅĴŵ̹ňƀ̹
ňŹ̹ňş̹Ĝ̹ĪŦşƀŵĜİňĪƀňŦş̹ƙňƀŅňş̹ňƀŹĴŘĿ˦̹ƀŦŀĴƀŅĴŵ̹ƙňƀŅ̹şŦƀ̹ĩĴňşŀ̹ĜĩŘĴ̹ƀŦ̹ŹƀĜşİ̹ňş̹
ňƀŹ̹ĪŘĜňŞ̹ĿƄŘŘƟ˫̹bŅňŹ̹ňŹŹƄĴ̹ŲŦňşƀŹ̹Ĝƀ̹ƀŅĴ̹İňŹĪƄŹŹňŦş̹ƙŅĴƀŅĴŵ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
ŞňşİŹĴƀ̹ŵĴŲŵĴŹĴşƀ̹ƀŅĴ̹ƀŦƀĜŘ̹İĴŲĜŵƀƄŵĴ̹ĿŵŦŞ̹ƀŅĴ̹ƀŵĜİňƀňŦş˫

#ƄŵƀŅĴŵŞŦŵĴ˦̹ ĜŹ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĩĴĪĜŞĴ̹ ŞŦŵĴ̹ ŀĴŹƀƄŵĜŘ˦̹ �ŵŦƙş̹ ˾ʇʅʆʌ˿̹
ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ŅĴ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ŘŦŦŖ̹ Ĝƀ̹ ƀŅĴ̹ ŲĜňşƀňşŀ̹ ŦĿ̹ TŦŘŘŦĪŖ˦̹ 9ŘňşĴ˦̹ bŦĩĴƟ˦̹
Ŧŵ̹ AŦƀŅĴŵƙĴŘŘ˦̹ ĜŹ̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿̹ ŞĴşƀňŦşŹ˦̹ ĜŹ̹ Ĝ̹ ŹŦƄŵĪĴ̹ ŦĿ̹ ňşŹŲňŵĜƀňŦş̹
ĿŦŵ̹ŅňŹ̹ƙŦŵŖŹ˦̹ƙňƀŅŦƄƀ̹ĪŦşŹňİĴŵňşŀ̹ŅŦƙ̹ƀŅĴŹĴ̹ŲĜňşƀĴŵŹ̹ƙĴŵĴ̹ ňşǭƄĴşĪĴİ̹
ĩƟ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ Ĝŵƀ̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŲŵĜĪƀňĪĴŹ˫̹bŅĜƀ̹ŞĴĜşŹ˦̹ƙňƀŅŦƄƀ̹
ŞĴşƀňŦşňşŀ̹ ƀŅĴ̹ ŞƄƀƄĜŘ̹ ňşƀĴŵĜĪƀňŦş̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ rĴŹƀ̹ Ĝşİ̹ �ĜŹƀ˦̹ ƀŅĴ̹
ŵĴĿĴŵĴşĪĴŹ̹ Ĝşİ̹ ĪŦşĪĴŲƀŹ̹ ŦĿ̹ ƀŅĴ̹ ĜĩŹƀŵĜĪƀ̹ ŲĜňşƀĴŵŹ̹ ĪĜşşŦƀ̹ ĩĴ̹ ĿƄŘŘƟ̹
ƄşİĴŵŹƀŦŦİ̹ĿŵŦŞ̹ƀŅĴ̹ĜĩŹƀŵĜĪƀ̹ĪŦşĪĴŲƀ̹ŦĿ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹
ňŹ̹İňǣĴŵĴşƀ̹ĿŵŦŞ̹ƀŅĴ̹ƙĴŹƀĴŵş̹ĜĩŹƀŵĜĪƀňŦş̹ĪŦşĪĴŲƀ˫̹bŅňŹ̹ňŹŹƄĴ̹ƄşİĴŵŘňşĴŹ̹
ƀŅĴ̹şĴĴİ̹ ƀŦ̹ŴƄĴŹƀňŦş̹ ƀŅĴ̹ ŵĴŘĜƀňŦş̹ĩĴƀƙĴĴş̹ ƀŅĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦşŹ˦̹
ňşŹŲňŵĜƀňŦşŹ̹Ĝşİ̹ŹňŞňŘĜŵ̹ĿĴĜƀƄŵĴŹ̹ƀŅĜƀ̹ňŹ̹ƀŵĜĪĴİ̹ƘňŹƄĜŘŘƟ̹Ĝşİ̹ĪŦşĪĴŲƀƄĜŘŘƟ˫̹

�ƀ̹ ƀŅĜƀ̹ ŲŦňşƀ˦̹ ƙňƀŅŦƄƀ̹ ŀĜňşňşŀ̹ ƀŅňŹ̹ ňşŹňŀŅƀ˦̹ ĜŹŹĴŹŹňşŀ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ƙňƀŅ̹ ŅňŀŅŘƟ̹ ĜĩŹƀŵĜĪƀ̹ ĿŦŵŞŹ̹ ĜŹ̹ ŘňŖĴş̹ ƀŦ̹ ĜĩŹƀŵĜĪƀ̹ ŲĜňşƀňşŀŹ̹
ŦĿ̹ƙĴŹƀĴŵş̹ ňŹ̹şŦƀ̹ĜĪĪƄŵĜƀĴ˫̹ ,ƀ̹ŞĴĜşŹ̹ƀŅĴŵĴ̹ ňŹ̹Ĝ̹ĪŦşŹňİĴŵĜĩŘĴ̹ŀĜŲ̹ƀŦ̹ĩĴ̹
ĪŦşŹňİĴŵĴİ̹Ĝşİ̹İňŹĪƄŹŹĴİ̹ ĿŵŦŞ̹ƘĜŵňŦƄŹ̹ŲĴŵŹŲĴĪƀňƘĴŹ˫̹bŅĴ̹ ňşƀĴŵĜĪƀňŦşŹ̹
ĩĴƀƙĴĴş̹ ƀŅĴ̹ ĴĜŹƀ̹ Ĝşİ̹ƙĴŹƀ˦̹ ĜŹ̹ŞĴşƀňŦşĴİ̹ ĴĜŵŘňĴŵ˦̹ ňşĪŘƄİĴİ̹ Ĝ̹ İĴƀĜňŘĴİ̹
ĴƞĜŞňşĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ňşǭƄĴşĪĴŹ̹ Ŧş̹ ƀŅĴŹĴ̹ŞĴşƀňŦşĴİ̹ ŲĜňşƀĴŵŹ˦̹ƙŅŦ̹ ĜŵĴ̹
ĜŘŹŦ̹ŲŦňşƀĴİ̹ƀŦ̹ĜŹ̹ňşŹŲňŵĜƀňŦşŹ̹ĩƟ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹
ƙňƀŅŦƄƀ̹ ŞĴşƀňŦşňşŀ̹ ƀŅĴ̹ ĴǣĴĪƀ̹ ŦĿ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹
ŲĜňşƀňşŀ̹Ŧş̹ƀŅĴŞ˫̹,ƀ̹ňŹ̹ŹĴĴş̹ĜŹ̹ŹňŀşňǬĪĜşƀ̹ƀŦ̹ƄşİĴŵŘňşĴ̹ƀŅĴ̹ňşŹŲňŵĜƀňŦş̹
Ĝşİ̹ ĿĴĜƀƄŵĴŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ ŅňŀŅŘƟ̹ İŦŞňşĜşƀŘƟ̹ ĴŞŲŘŦƟĴİ̹ ĩƟ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ Ĝşİ̹ ŅĜƘĴ̹ ƀŅĴňŵ̹ ŵŦŦƀŹ̹ ňş̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀ˫̹ #Ŧŵ̹ ƀŅňŹ̹
ŵĴĜŹŦş˦̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙňƀŅ̹ ňƀŹ̹ ƀŵĜİňƀňŦş˦̹ŞňşİŹĴƀ˦̹ ĜĴŹƀŅĴƀňĪ̹
ĪŦşŹňİĴŵĜƀňŦşŹ˦̹ Ĝşİ̹ ĜĩŹƀŵĜĪƀňŦş̹ ĪŦşĪĴŲƀ˦̹ ƀĜŖĴŹ̹ ňŞŞĴşŹĴ̹ ŲŘĜĪĴ̹ ňş̹
ƀŅňŹ̹ ŵĴŹĴĜŵĪŅ̹ ĿŦŵ̹ ƀŅĴ̹ ŹĜŖĴ̹ ŦĿ̹ ĜşŹƙĴŵňşŀ̹ ƀŅĴ̹ ŵĴŹĴĜŵĪŅ̹ ŴƄĴŹƀňŦşŹ̹ Ĝşİ̹
ƄşİĴŵŹƀĜşİňşŀ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫
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ʋʈ

�Ź̹ Ĝ̹ ŵĴŹƄŘƀ̹ ŦĿ̹ ƀŅĴ̹ ĪƄŵŵĴşƀ̹ ŘňƀĴŵĜƀƄŵĴ̹ ŵĴƘňĴƙ̹ Ĝşİ̹ ƀŅĴ̹ İĜƀĜ̹ ŦĩƀĜňşĴİ̹
ĿŵŦŞ̹ ƀŅĴ̹ ŵĴŹĴĜŵĪŅ˦̹ ƀŅĴ̹ ŹňŀşňǬĪĜşƀ̹ ŀĜŲŹ̹ ňş̹ ƀŅňŹ̹ ňŹŹƄĴ˦̹ ĜŹ̹ ŹƀĜƀĴİ̹ ĜĩŦƘĴ˦̹
ĜŵĴ̹ ŘŦĪĜƀĴİ˫̹ bŅĴŵĴ̹ ňŹ̹ şŦ̹ ĪŦŞŲŵĴŅĴşŹňƘĴ̹ ŵĴŹĴĜŵĪŅ̹ Ŧş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŵĴŘĜƀĴİ̹ƀŦ̹ ňƀŹ̹ ĿĴĜƀƄŵĴŹ̹Ĝşİ̹ ňşǭƄĴşĪĴŹ˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹
ƀŅĴ̹ ƀŵĜİňƀňŦş̹ ŦĿ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ Ĝşİ̹AňİİŘĴ̹ �ĜŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ ňşĪŘƄİňşŀ̹ ƀŅĴ̹ ĜĩŹƀŵĜĪƀ̹ ŲĜňşƀňşŀ̹ ŦĿ̹ ƀŅĴ̹ ƙĴŹƀĴŵş˫̹ HşĴ̹ ŦĿ̹
ƀŅĴ̹ ĩňŀŀĴŹƀ̹ ĪŦşĿƄŹňŦşŹ̹ ŹĴĴŞŹ̹ ĜĩŦƄƀ̹ ƀŅĴ̹ İĴǬşňƀňŦş̹ Ĝşİ̹ İĴŹĪŵňŲƀňŦş̹ ŦĿ̹
ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ƀĴŵŞ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŅĜƀ̹ ňŹ̹ ňşƀĴŵĿĴŵĴİ̹
ƙňƀŅ̹ƀŅĴ̹ƙŵňƀňşŀ̹ƄşİĴŵŹƀĜşİňşŀ̹ŦĿ̹ƀŅĴ̹rĴŹƀ˦̹ƙŅňĪŅ̹ŅĜŹ̹ĴƘŦŘƘĴİ̹ĜŵŦƄşİ̹
ƀŅĴ̹ ĿƄşĪƀňŦşĜŘ̹ ŵĴĜŹŦş̹Ĝşİ̹ ƀŅĴ̹ŲŅŦşĴƀňĪ̹ĜŘŲŅĜĩĴƀ˫̹bŅňŹ̹ŞňşİŹĴƀ̹ ŹĴĴŞŹ̹
ƀŦ̹ İŵňƘĴ̹ Ĝ̹ ĪŦŵşĴŵ̹ ŦĿ̹ ƀŅĴ̹ ňİĴĜ̹ ŦĿ̹ƙŵňƀňşŀ˦̹ ĜŹ̹ƙĴŘŘ̹ ĜŹ̹ ƀŅĴ̹ ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ňŹ̹ĜŘŹŦ̹ĴŞŲŘŦƟĴİ̹ĿŦŵ̹ƀŅĴ̹ŹĜŞĴ̹ĿƄşĪƀňŦşĜŘ̹ŵĴĜŹŦşŹ˫̹

rŅĴş̹ ĪŦŞŲĜŵňşŀ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş̹ Ĝşİ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ŲŵĜĪƀňĪĴŹ˦̹ ƀŅĴŵĴ̹
ňŹ̹ Ĝ̹ ŅƄŀĴ̹ İňǣĴŵĴşĪĴ̹ ƀŅĜƀ̹ ňŹ̹ ƄşİĴŵŹƀŦŦİ̹ ĜŹ̹ ňĿ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƀĴşİĴşĪňĴŹ̹
ŵĴŲŵĴŹĴşƀ̹Ĝ̹ŹŅĜŵŲ̹İĴŲĜŵƀƄŵĴ̹ĿŵŦŞ̹ƀŅĴ̹ƀŵĜİňƀňŦş˫̹)ŦƙĴƘĴŵ˦̹ĪŦŞŲŵĴŅĴşŹňƘĴ̹
ŵĴŹĴĜŵĪŅ̹ ĿŵŦŞ̹ ƘĜŵňŦƄŹ̹ ŲĴŵŹŲĴĪƀňƘĴŹ̹ ŹŅŦƙŹ̹ ƀŅĜƀ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ŅĜŹ̹ Ĝş̹ ĜĪĪƄŞƄŘĜƀĴİ̹ şĜƀƄŵĴ˦̹ ƙŅňĪŅ̹ ŞĴĜşŹ̹ ĪŅĴŵňŹŅňşŀ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş˦̹
ĪŵĜĿƀ̹ ŖşŦƙŘĴİŀĴ˦̹ Ĝşİ̹ ƀŅĴ̹ ŲĴŵŹŦşĜŘ̹ ňşƀĴŵŲŵĴƀĜƀňŦş̹ Ĝşİ̹ ĿĴĴŘňşŀŹ̹ ŦĿ̹ ƀŅĴ̹
ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ƙŅŦ̹ ňŹ̹ƙňŘŘňşŀ̹ ƀŦ̹ ŲĴŵĿŦŵŞ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ Ĝş̹ ĴƞŲŵĴŹŹňƘĴ̹ Ĝŵƀ̹
ĿŦŵŞ˫̹,ƀ̹ňŹ̹ŹňŀşňǬĪĜşƀ̹ƀŦ̹ŵĴĜŹŹĴŹŹ̹ĜŘŘ̹ƀŅĴŹĴ̹ĿĴĜƀƄŵĴŹ̹ƀŦ̹ŘŦĪĜƀĴ̹Ĝşİ̹ĜŲŲŵĴĪňĜƀĴ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ƀĴşİĴşĪňĴŹ˫̹

,ƀ̹ ĪĜş̹ ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ĜŘŘ̹ ƀŅĴ̹ ŦĩœĴĪƀňƘĴŹ˦̹ ŴƄĴŹƀňŦşŹ̹ Ĝşİ̹ ŅƟŲŦƀŅĴŹňŹ̹ ŦĿ̹
ƀŅňŹ̹ ŵĴŹĴĜŵĪŅ̹ ƀŅĜƀ̹ ĜŵĴ̹ ŞĴşƀňŦşĴİ̹ ňş̹ ŲĜŵƀ̹ ̚ʆ˫ʈ˫̹ WĴŹĴĜŵĪŅ̹ ŴƄĴŹƀňŦşŹ˦̹
ŅƟŲŦƀŅĴŹňŹ˦̹Ĝşİ̹ŦĩœĴĪƀňƘĴŹ˦̛ ̹ĜŵĴ̹ĿŦŵŞĴİ̹ĜŵŦƄşİ̹ƀŅĴŹĴ̹ŘňƀĴŵĜƀƄŵĴ̹ŵĴƘňĴƙ̹
Ĝşİ̹ƀŅĴ̹ŀĜŲŹ̹ƀŅĜƀ̹ĜŵĴ̹ĪŘĜňŞĴİ̹ĜŹ̹İĴƀĜĪŅĴİ̹ŅĴŵĴ˫
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bŅĴ̹İŦĪƄŞĴşƀ̹ŲŵĴŹĴşƀĴİ̹ŅĴŵĴ̹ňŹ̹İňƘňİĴİ̹ňşƀŦ̹ŹĴƘĴş̹ĪŅĜŲƀĴŵŹ˦̹ňşĪŘƄİňşŀ̹
Ĝ̹ĪŦşĪŘƄŹňŦş̹ŲĜŵƀ̹Ĝşİ̹ƀƙŦ̹ĜŲŲĴşİňĪĴŹ˫

rŅňŘĴ̹�ŅĜŲƀĴŵ̹,̹ĪŦƘĴŵŹ̹ƀŅĴ̹ňşƀŵŦİƄĪƀňŦş̹ŦĿ̹ƀŅĴ̹ŵĴŹĴĜŵĪŅ˦̹ĪŅĜŲƀĴŵ̹,,̹ĪŦƘĴŵŹ̹
ƀŅĴ̹İĴǬşňƀňŦşŹ̹ŦĿ̹ ƀŅĴ̹ƀĴŵŞŹ˦̹şĜŞĴŘƟ̹ƙŵňƀňşŀ˦̹ ŘĴƀƀĴŵňşŀ˦̹ ƀƟŲŦŀŵĜŲŅƟ˦̹Ĝşİ̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƙŅňĪŅ̹ ĜŵĴ̹ ĴƞĜŞňşĴİ̹ ĪŦŞŲŵĴŅĴşŹňƘĴŘƟ̹ ƀŦ̹ ŲŵŦƘňİĴ̹ ŀĴşĴŵĜŘ̹
ňşĿŦŵŞĜƀňŦş̹ ĜĩŦƄƀ̹ ŅŦƙ̹ ƀŅĴŹĴ̹ ƀĴŵŞŹ̹ ĜŵĴ̹ İĴŹĪŵňĩĴİ̹ Ĝşİ̹ ƄşİĴŵŹƀŦŦİ̹
ĩĜŹĴİ̹ Ŧş̹ ƘĜŵňŦƄŹ̹ ňşĿŦŵŞĜƀňŦş̹ ĴƞƀŵĜĪƀĴİ̹ ĿŵŦŞ̹ İňĪƀňŦşĜŵňĴŹ˦̹ ĩŦŦŖŹ˦̹
ĜŵƀňĪŘĴŹ̹ Ĝşİ̹ ŹƀĜƀĴŞĴşƀŹ̹ŦĿ̹ƘĜŵňŦƄŹ̹ ĜƄƀŅŦŵŹ̹ Ĝşİ̹ĜŵƀňŹƀŹ˫̹bŅĴ̹ ĿŦĪƄŹ̹ ňŹ̹ Ŧş̹
ƀŅĴ̹ ƀĴŵŞ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŅĴŵĴ˰̹ŅŦƙĴƘĴŵ˦̹ ƀŦ̹ĪŦŞŲŵĴŅĴşİ̹ ňƀ̹ŞŦŵĴ̹ĜĪĪƄŵĜƀĴŘƟ˦̹
ňƀ̹ ňŹ̹ ňşİňŹŲĴşŹĜĩŘĴ̹ ƀŦ̹ İňŹĪƄŹŹ̹ ŦƀŅĴŵ̹ ƀĴŵŞŹ̹ ̏ƙŵňƀňşŀ˦̹ ŅĜşİƙŵňƀňşŀ˦̹
ŘĴƀƀĴŵňşŀ˦̹ Ĝşİ̹ ƀƟŲŦŀŵĜŲŅƟ˦̹ Ĝşİ̹ ŅŦƙ̹ ƀŅĴƟ̹ ĜŵĴ̹ ŲĴŵĪĴňƘĴİ̹ ňş̹ ƀŅĴ̹ rĴŹƀ˫̹
)ĴŵĴ˦̹ĴŞŲŅĜŹňƥňşŀ̹ƀŅĴ̹ƀĴŵŞ̹ƙŵňƀňşŀ̹ĪĜŵŵňĴŹ̹ŲĜŵƀňĪƄŘĜŵ̹ ňŞŲŦŵƀĜşĪĴ̹ƀŅĜƀ̹
ƙňŘŘ̹ ŵĴƘĴĜŘ̹ ƀŅĴ̹ƙĴŹƀĴŵş̹ĴƘŦŘƄƀňŦş̹ŦĿ̹ƙŵňƀňşŀ̹Ĝşİ̹ŅŦƙ̹ ňƀ̹ ňŹ̹ŲĴŵĪĴňƘĴİ̹ĜŹ̹
Ĝ̹ƘĴŅňĪŘĴ̹ŦĿ̹ ŹŲŦŖĴş̹ ŘĜşŀƄĜŀĴ̹ŵĜƀŅĴŵ̹ ƀŅĜş̹Ĝş̹ĜƄƀŦşŦŞŦƄŹ̹ĴşƀňƀƟ̹ĜŹ̹ĪĜş̹
ĩĴ̹ ĴşĪŦƄşƀĴŵĴİ̹ ĜŞŦşŀ̹ ĪƄŵŵĴşƀ̹ ŲŵĜĪƀňĪĴŹ˫̹ fşİĴŵ̹ ƀŅĴ̹ ĪŦŞŲŵĴŅĴşŹňƘĴ̹
ĴƞĜŞňşĜƀňŦş̹ ǬŵŹƀ̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ƙŵňƀňşŀ̹ ŅĴŵĴ˦̹ ƀŅĴ̹ ŴƄĴŹƀ̹ ŦĿ̹ ŘŦĪĜƀňşŀ̹ Ĝşİ̹
ĿŵĜŞňşŀ̹ ƀŅĴ̹ ƀĴŵŞ̹ ňş̹ ƀŅĴ̹ ŵĴĜŘŞ̹ŦĿ̹ ƀŅĴ̹rĴŹƀĴŵş̹ƙŦŵŘİ̹ŲŵŦƘňİĴŹ̹ Ĝ̹ ĩĴƀƀĴŵ̹
ƄşİĴŵŹƀĜşİňşŀ̹ŦĿ̹ƀŅĴ̹ƙĴŹƀĴŵş̹ŞňşİŹĴƀ̹ĜĩŦƄƀ̹ƙŵňƀňşŀ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹,ƀ̹
ňŹ̹ĩĴŘňĴƘĴİ̹ƀŅĜƀ̹ƀŅĴ̹İňŹĪƄŹŹňŦşŹ̹ĩĴŘŦƙ̹ĜŵĴ̹ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ̹ĿŦŵ̹ĜŵƀňŹƀŹ̹
ƙŅŦ̹ŲŵĜĪƀňĪĴ̹ƙŵňƀňşŀ̹ĜŹ̹Ĝş̹Ĝŵƀ̹ ĿŦŵŞ̹ ƀŦ̹ƘňĴƙ̹Ĝşİ̹ĜŹŹĴŹŹ̹ƙŵňƀňşŀ̹ ĿŵŦŞ̹
ƀŅĴŹĴ̹ ŲĴŵŹŲĴĪƀňƘĴŹ̹ Ĝşİ̹ ŹƄŵŵŦŀĜƀĴ̹ ňƀŹ̹ ƀŅĴŦŵĴƀňĪĜŘ̹ ŲĜŵƀ̹ ƀŅĜƀ̹ ĜƄƀŅŦŵŹ̹ Ŧŵ̹
ĜŵƀňŹƀŹ̹İŦ̹şŦƀ̹ŀĴşĴŵĜŘŘƟ̹İňŹĪƄŹŹ̹ňş̹ŞĴşƀňŦşĴİ̹ŘňƀĴŵĜƀƄŵĴ˫
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rňƀŅ̹ ƀŅňŹ̹ ĜƙĜŵĴşĴŹŹ̹ ŦĿ̹ ƀŅĴ̹ ňŹŹƄĴ˦̹ ƀŅĴ̹ İĴǬşňƀňŦş̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ŹƀňŘŘ̹
ĪŵƄĪňĜŘ̹Ĝşİ̹ŲŵŦĩŘĴŞĜƀňĪ˦̹ƙŅňĪŅ̹ňŹ̹ĜŘŹŦ̹ĴƞĜŞňşĴİ̹ňş̹ƀŅňŹ̹ĪŅĜŲƀĴŵ̹ŵĴŀĜŵİňşŀ̹
ƘĜŵňŦƄŹ̹İňĪƀňŦşĜŵňĴŹ˦̹ĴşĪƟĪŘŦŲĴİňĜŹ˦̹Ŧŵ̹ŹƀĜƀĴŞĴşƀŹ̹ŦĿ̹ŹňŀşňǬĪĜşƀ̹ĜƄƀŅŦŵŹ̹
Ŧŵ̹ƙŵňƀĴŵŹ˫̹)ĴŵĴ˦̹ŵĜƀŅĴŵ̹ƀŅĜş̹ŀňƘňşŀ̹Ĝ̹ĪŦŞŲŘĴƀĴ̹İĴŹĪŵňŲƀňŦş̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹
ňƀ̹ ŹĴĴŞŹ̹ ŞŦŵĴ̹ ĪŵƄĪňĜŘ̹ ƀŦ̹ İňŹĪƄŹŹ̹ ƀŅĴŹĴ̹ ŹŦƄŵĪĴŹ̝̹ ĴƞŲŘĜşĜƀňŦşŹ̹ ĿŵŦŞ̹
ƘĜŵňŦƄŹ̹ŲĴŵŹŲĴĪƀňƘĴŹ̹ƀŅĜƀ̹ƙňŘŘ̹ŅĴŘŲ̹ƀŦ̹İĴŹĪŵňĩĴ̹ƀŅĴ̹ĿĴĜƀƄŵĴŹ̹ŦĿ̹ƀŅĴ̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦş̹Ĝşİ̹ƀŦİĜƟ̝Ź̹ŹňƀƄĜƀňŦş˫

,ş̹�ŅĜŲƀĴŵ̹ ,,,˦̹ ƀŅĴ̹ ĜňŞ̹ ňŹ̹ŞĜňşŘƟ̹ ƀŦ̹ ĿŦĪƄŹ̹ Ŧş̹ ƀŅĴ̹rĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ƀŵĜİňƀňŦş̹ ƀŅŵŦƄŀŅ̹ƘĜŵňŦƄŹ̹ ŹňŀşňǬĪĜşƀ̹ ŹĪŵňŲƀŹ̹ Ĝşİ̹ ƀŅĴňŵ̹ ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̹
ƀŦ̹ ŲŵŦƘňİĴ̹ ŖşŦƙŘĴİŀĴ̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ĴƘŦŘƄƀňŦş̹ ŦĿ̹ ŹĪŵňŲƀŹ̹ ŦĿ̹ rĴŹƀĴŵş̹
�ĜŘŘňŀŵĜŲŅƟ̹ ĿŵŦŞ̹ ƀŅĴ̹ AňİİŘĴ̹ �ŀĴŹ̹ ƀŦ̹ ƀŅĴ̹ ĴĜŵŘƟ̹ ƟĴĜŵŹ̹ ŦĿ̹ ƀŅĴ̹ Ųŵňşƀňşŀ̹
ŲĴŵňŦİ̹ ňş̹ ƀŅĴ̹ ŹňƞƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˦̹ ňşĪŘƄİňşŀ̹ ƀŅĴ̹ ŵĴƘňƘĜŘ̹ ŦĿ̹ ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƀŅĴ̹ ŲĴŵňŦİ̹ ƀŅĜƀ̹ ňŹ̹ ĪĜŘŘĴİ̹ŞŦİĴŵş˫̹ bŅňŹ̹ ňşĿŦŵŞĜƀňŦş̹ ŀňƘĴŹ̹
ňşŹňİĴ̹ĜĩŦƄƀ̹ƀŅĴ̹ƘŦƟĜŀĴ̹ŦĿ̹ƀŅĴ̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹ƀŅĴ̹ŹĪŵňĩĴŹ˱ĪĜŘŘňŀŵĜŲŅĴŵŹ˱
ĜŵƀňŹƀŹ̹ ňş̹ ƀŅĴ̹ ŵĴĜŘŞ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŅĜƀ̹ ƙňŘŘ̹ ĜŘŹŦ̹ ŹƄŲŲŦŵƀ̹ Ĝ̹ ĩĴƀƀĴŵ̹
ƄşİĴŵŹƀĜşİňşŀ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ňş̹ĪŦŞŲĜŵňŹŦş̹ƀŦ̹
ƀŅĴ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦş˫̹

�ŅĜŲƀĴŵ̹ ,q̹ ĿŦĪƄŹĴŹ̹ Ŧş̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ŞĜňşŘƟ̹ �ŅňşĴŹĴ̹ Ĝşİ̹
7ĜŲĜşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ŹƀĜŵƀňşŀ̹ƙňƀŅ̹ĩŵňĴĿ̹ňşĿŦŵŞĜƀňŦş̹ĜĩŦƄƀ̹ƀŅĴ̹ƙŵňƀňşŀ̹
ŹƟŹƀĴŞŹ̹ ƀŅĜƀ̹ İňǣĴŵ̹ ĿŵŦŞ̹ rĴŹƀĴŵş˫̹ AŦŵĴŦƘĴŵ˦̹ ƀŦ̹ ĪŦŞŲŵĴŅĴşİ̹ ƀŅĴ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦş̹ ŦĿ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀ˦̹ ňƀ̹ ňŹ̹ ňşİňŹŲĴşŹĜĩŘĴ̹ ƀŦ̹ ĪŦşŹňİĴŵ̹
ƀŅĴ̹ ĪƄŘƀƄŵĜŘ̹ ŞňşİŹĴƀ̹ ĩĴŅňşİ̹ ňƀ˦̹ şĜŞĴŘƟ̹ bĜŦňŹŞ˦̹ �ŦşĿƄĪňĜşňŹŞ˦̹ Ĝşİ̹
�ƄİİŅňŹŞ˦̹ƀŅĜƀ̹ƙňŘŘ̹ŲŵŦƘňİĴ̹ňşŹňŀŅƀ̹ňşƀŦ̹ƀĴŵŞŹ̹ĜĴŹƀŅĴƀňĪ̹ĪŦşŹňİĴŵĜƀňŦş̹
ŦĿ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ �ŲĜŵƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ ƀŦŦŘŹ̹ Ĝşİ̹ ŞĜƀĴŵňĜŘŹ̹
ĴŞŲŘŦƟĴİ˦̹ ƀŅĴ̹ ƀĴŵŞŹ̹ shufa̹ ˾ĿŦŵ̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˿̹ Ĝşİ̹ shodo ˾ĿŦŵ̹
7ĜŲĜşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˿̹ ƄŹĴİ̹ ƀŦ̹ ŵĴĿĴŵ̹ ƀŦ̹ ƀŅĴ̹ ƙŦŵİ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙňŘŘ̹ ĩĴ̹
ĴƞĜŞňşĴİ˫̹bŅĴ̹ ĴƘŦŘƄƀňŦş̹ ŦĿ̹ ƘĜŵňŦƄŹ̹ ĜşĪňĴşƀ̹ ŹĪŵňŲƀŹ̹ ƄşƀňŘ̹ŞŦİĴŵş̹ Ĝşİ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ŲŵĜĪƀňĪĴŹ̹ƙňƀŅňş̹ƀŅĴ̹ŵĴĜŘŞ̹ňŹ̹ĜŘŹŦ̹ňşĪŘƄİĴİ̹ňş̹ƀŅňŹ̹ŲĜŵƀ˫̹
rňƀŅ̹ ƀŅňŹ̹ ĪŦŞŲŵĴŅĴşŹňƘĴ̹ ňşŹňŀŅƀ̹ ňşƀŦ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ŲŵĜĪƀňĪĴŹ˦̹ƀŅĴ̹ŞƄƀƄĜŘ̹ ňşǭƄĴşĪĴŹ̹ƙňƀŅ̹ƀŅĴňŵ̹ĿĴĜƀƄŵĴŹ̹Ĝşİ̹İƟşĜŞňĪŹ̹ĜŵĴ̹
ŘŦĪĜƀĴİ̹ĩĴƀƙĴĴş̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹rĴŹƀĴŵş̹Ĝŵƀ˰̹ĜŘŹŦ˦̹ĩĴƀƙĴĴş̹
ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ˫̹

�ŅĜŲƀĴŵ̹ q̹ ĿŦĪƄŹĴŹ̹ Ŧş̹ AňİİŘĴ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ŵĴĿĴŵŹ̹ ƀŦ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ŲŵĜĪƀňĪĴŹ̹ ƙňƀŅ̹ ƀŅĴ̹ �ŵĜĩňĪ̹ ŹĪŵňŲƀ̹ Ĝşİ̹ ,ŹŘĜŞňĪ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹
bŅĴ̹ ŀĴşĴŵĜŘ̹ ĜŲŲŵŦĜĪŅ̹ ƀŦ̹ ƀŅňŹ̹ ŲĜŵƀ̹ ňŹ̹ ŹňŞňŘĜŵ̹ ƀŦ̹ ƀŅĴ̹ ŲŵĴƘňŦƄŹ̹ ĪŅĜŲƀĴŵ˫̹
#ňŵŹƀ˦̹ƀŅĴ̹�ŵĜĩňĪ̹ƙŵňƀňşŀ̹ŹƟŹƀĴŞ̹ňŹ̹ŞĴşƀňŦşĴİ̹ĩŵňĴǭƟ˦̹ƀŅĴş̹İĴŘƘňşŀ̹ňşƀŦ̹
ƀŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹khatt˦̹ Ĝ̹ ƀĴŵŞ̹ƄŹĴİ̹ ƀŦ̹ ŵĴĿĴŵ̹ ƀŦ̹ ƀŅĴ̹ƙŦŵİ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹bŦ̹
ĪŦŞŲŵĴŅĴşİ̹ ňƀ̹ İĴĴŲŘƟ˦̹ ňƀ̹ ňŹ̹ ĜŘŹŦ̹ ňşİňŹŲĴşŹĜĩŘĴ̹ ƀŦ̹ŞĴşƀňŦş̹ ƀŅĴ̹ ,ŹŘĜŞňĪ̹
ĪƄŘƀƄŵĴ˦̹ƙŅňĪŅ̹ŞŦŹƀŘƟ̹ĜǣĴĪƀŹ̹ ƀŅĴ̹ ĿŦŵŞĜƀňŦş̹Ĝşİ̹ĪŦşĪĴŲƀňŦş̹ŦĿ̹AňİİŘĴ̹
�ĜŹƀĴŵş̹ ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹ƙŵňƀňşŀ˦̹ ŹƄĪŅ̹ ĜŹ̹ ƀŅĴ̹ ňŞŲŦŵƀĜşĪĴ̹ ŦĿ̹ƙŵňƀňşŀ̹ ĿŦŵ̹
,ŹŘĜŞ˦̹ ƀŅĴ̹ ŀĴşĴŵĜŘ̹ ĪŦşĪĴŲƀ˦̹ Ĝşİ̹ ƀŅĴ̹ ŞƟŹƀňĪĜŘ̹ İňŞĴşŹňŦş̹ ŦĿ̹ ,ŹŘĜŞňĪ̹
Ĝŵƀ̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ �ĴŹňİĴŹ̹ ƀŅĴ̹ ŞĜňş̹ ƀŦŦŘŹ̹ ĴŞŲŘŦƟĴİ˦̹ ƀŅĴ̹ ĴƘŦŘƄƀňŦş̹
ŦĿ̹ ƘĜŵňŦƄŹ̹ ŹĪŵňŲƀŹ˦̹ ňşĪŘƄİňşŀ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ňşƀĴŵŲŵĴƀĜƀňŦşŹ̹ ňş̹
ƀŅĴ̹ ŵĴĜŘŞ̹ ŦĿ̹ AňİİŘĴ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƙňŘŘ̹ ŲŵŦƘňİĴ̹ ňşŹňŀŅƀ̹ ňşƀŦ̹
ŀĴşĴŵĜŘ̹ĜŲŲŵĴĪňĜƀňŦş˫̹)ĴşĪĴ˦̹ ƀŅĴ̹ ňşǭƄĴşĪĴŹ̹Ŧş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹ƙňŘŘ̹ĩĴ̹İňŹĪƄŹŹĴİ˫

�ŅĜŲƀĴŵ̹ q,̹ ĿŦĪƄŹĴŹ̹ Ŧş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ŹƀĜŵƀňşŀ̹
ƙňƀŅ̹ ƀŅĴ̹ ƘĜŵňŦƄŹ̹ ňşĿŦŵŞĜƀňŦş̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ƙŦŵİ̹ ĜŹ̹ Ĝş̹ ňŞĜŀĴ̹ ĪŦşĪĴŲƀ̹
ĜŘŹŦ̹ňƀŹ̝̹ŵĴŘĜƀňŦş̹ƀŦ̹ƀŅĴ̹ƙĴŹƀĴŵş̹ĜĩŹƀŵĜĪƀ̹ŲĜňşƀňşŀ̹Ĝşİ̹ƀŅĴ̹ŲŦŹƀŞŦİĴŵş̹



ʋʊ

ĪŦşİňƀňŦş˦̹ ƙŅňĪŅ̹ ƙňŘŘ̹ ŅĴŘŲ̹ ƀŦ̹ ƄşİĴŵŹƀĜşİ̹ ƘĜŵňŦƄŹ̹ ĿĴĜƀƄŵĴŹ̹ ŦĿ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ƙňƀŅ̹ ňƀŹ̹ ŅňŹƀŦŵňĪĜŘ̹ ŵŦŦƀŹ˦̹ ŹňŞňŘĜŵ̹ ĴƞĜŞŲŘĴŹ˦̹
Ĝşİ̹ŲŦňşƀŹ̹ ƀŦ̹ĩĴ̹ĴƘĜŘƄĜƀĴİ̹ ƀŅĜƀ̹ƙňŘŘ̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ĪƄŵŵĴşƀ̹
ŲŵĜĪƀňĪĴŹ̹ ŦĿ̹ rĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ƀŦ̹ ĿŵĜŞĴ̹ ƀŅĴ̹ ŀĴşĴŵĜŘ̹ ƀĴşİĴşĪƟ̹
ŦĿ̹ ƘĜŵňŦƄŹ̹ ŹĴŘĴĪƀĴİ̹ şŦƀĴƙŦŵƀŅƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ŦĿ̹ ƀŅĴ̹ rĴŹƀ˫̹ rĴŹƀĴŵş̹
�ĜŘŘňŀŵĜŲŅƟ̹ƄşİĴŵƀĜŖĴŹ̹şĴƙ̹İňŞĴşŹňŦşŹ̹ƙňƀŅ̹ƘĜŵňŦƄŹ̹ŘĜƟĴŵŹ̹ŞĜŵŖĴİ̹ĩƟ̹
Ĝ̹ ŵňĪŅ̹ŞƄŘƀňŲŘňĪňƀƟ̹ŦĿ̹ ĿŦŵŞŹ̹ ňş̹Ĝ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ŞňşİŹĴƀ˫̹�ŦşŹňİĴŵĜĩŘĴ̹
ĜƙĜŵĴşĴŹŹ̹ ŦĿ̹ rĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ ĜƙĜŖĴşňşŀ̹ ňşƀĴŵĴŹƀ̹ ňş̹ ƘĜŵňŦƄŹ̹
ŞĜşşĴŵŹ̹ ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ŲŵĜĪƀňĪĴŹ̹ŦĿ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ĜŵƀňŹƀŹ˦̹ ƙŅňĪŅ̹ ňŹ̹ Ĝ̹ ĿŦĪƄŹ̹ ŲŦňşƀ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,˫̹ [ĴƘĴŵĜŘ̹ ĜŵƀňŹƀŹ˦̹ şĜŞĴŘƟ̹
BňĴŘŹ̹ ̚[ŅŦĴ̛̹ AĴƄŘŞĜş˦̹ TŦŖŵĜŹ̹ ;ĜŞŲĜŹ˦̹ [Ĝňİ̹ �ŦŖňşŹ˦̹ �ĴşňŹĴ̹ �ŵŦƙş˦̹
�ĴşňŹ̹ ;ĜĪŅ˦̹ ;ŦŵĴİĜşĜ̹ ~ĴŀĜ˦̹ bŅŦŞĜŹ̹ ,şŀŞňŵĴ̹ Ĝşİ̹ qňŖƀŦŵ̹ 9ĜŞŹ̹ ƙŅŦ̹
ƙŦŵŖ̹ ňş̹ Ĝş̹ ňşƀĴŵİňŹĪňŲŘňşĜŵƟ̹ ƙĜƟ̹ Ĝşİ̹ ĪŦŘŘĜĩŦŵĜƀňŦşŹ̹ ŵĴǭĴĪƀ̹ ƘĜŵňŦƄŹ̹
ŞŦƀňƘĜƀňŦşŹ̹Ĝşİ̹ňşǭƄĴşĪĴŹ̹Ŧş̹ƀŅĴňŵ̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹ƙňŘŘ̹
ĩĴ̹ŲĴŵƄŹĴİ̹ňş̹İĴƀĜňŘ˫̹�Ɵ̹ĴƞĜŞňşňşŀ̹ƀŅĴŹĴ̹ŹĴŘĴĪƀĴİ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
Ĝşİ̹ƀŅĴňŵ̹ŲŵĜĪƀňĪĴŹ˦̹ ƀŅĴňŵ̹ŹƀĜƀĴŞĴşƀŹ˦̹Ĝşİ̹ƘĜŵňŦƄŹ̹ ŘňƀĴŵĜƀƄŵĴ̹ĴƞĜŞňşĴİ̹
ĪŦŞŲŵĴŅĴşŹňƘĴŘƟ˰̹ ƀŅĴ̹ ňşǭƄĴşĪĴŹ̹ ĪĜş̹ ĩĴ̹ ŀĴşĴŵĜŘŘƟ̹ ŵĜşŖĴİ̹ ĜŹ̹ ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦş̹ ƙňƀŅ̹ ňƀŹ̹ ŅňŹƀŦŵƟ̹ ňş̹ ňƀŹ̹ ĿŦŵŞ̹ Ĝşİ̹ ĪŦşĪĴŲƀ˫̹ �ŘŹŦ˦̹
ŦƀŅĴŵ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦşŹ˦̹ ŞŦŹƀŘƟ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ Ĝşİ̹ AňİİŘĴ̹ �ĜŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƙňƀŅ̹ ƀŅĴňŵ̹ ĜĴŹƀŅĴƀňĪ̹ ĪŦşŹňİĴŵĜƀňŦşŹ̹ ĩŦƀŅ̹ ĪŦşŹĪňŦƄŹŘƟ̹
Ĝşİ̹ ƄşĪŦşŹĪňŦƄŹŘƟ˦̹ ĪƄŵŵĴşƀ̹ ƀĴşİĴşĪňĴŹ̹ ĜŵĴ̹ ĿŵĜŞĴİ˫̹ bŅĴňŵ̹ ŲĴŵĪĴŲƀňŦş̹
ŲŵŦƘňİĴŹ̹ ĜŞŲŘĴ̹ ŹƄŲŲŦŵƀ̹ ƀŦ̹ ŘŦĪĜƀĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƀĴşİĴşĪňĴŹ̹ Ĝşİ̹
ňŘŘƄŹƀŵĜƀĴ̹ ƀŅĴ̹ İƟşĜŞňĪŹ˦̹ ĿĴĜƀƄŵĴŹ˦̹ Ĝşİ̹ ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̹ ŦĿ̹ rĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹ƀŦİĜƟ̹ĪŦŞŲĜŵĴİ̹ƀŦ̹ƀŅĴ̹ƀŵĜİňƀňŦş˦̹#Ĝŵ̹�ĜŹƀĴŵş˦̹Ĝşİ̹
AňİİŘĴ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦşŹ˫̹

�ƀ̹ ŘĜŹƀ˦̹ �ŅĜŲƀĴŵ̹ q,,̹ ŲŵĴŹĴşƀŹ̹ ŞƟ̹ ŲĴŵŹŦşĜŘ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňşƀĴŵŲŵĴƀĜƀňŦş̹
Ĝşİ̹ ŲŵĜĪƀňĪĴŹ̹ ƀŅĜƀ̹ ŅĜƘĴ̹ ĴŞĩŦİňĴİ̹ ĩƟ̹ ĜĪĪƄŞƄŘĜƀĴİ̹ ŖşŦƙŘĴİŀĴ̹ Ĝşİ̹
ĴƞŲĴŵňĴşĪĴŹ˫̹ bŅĴƟ̹ ŀĜƘĴ̹ Ĝ̹ ĪŅĜşĪĴ̹ ƀŦ̹ ĩƄňŘİ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ŵĴŘĜƀňŦşŹŅňŲ̹
ĩĴƀƙĴĴş̹ƀŅĴ̹ƀŅĴŦŵƟ˦̹ŞƟ̹ŲĴŵĪĴŲƀňŦş˫̹AƟ̹ŲŵĜĪƀňĪĴ̹ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹
ŅĜŹ̹ ĩĴĴş̹ ƀŵĜşŹĿŦŵŞĴİ̹ ĩƟ̹ ƘňŹƄĜŘŘƟ̹ Ĝşİ̹ ĪŦşĪĴŲƀƄĜŘŘƟ̹ ĩƟ̹ ĜĪŴƄňŵňşŀ̹
ƀŅĴŦŵĴƀňĪĜŘ̹Ĝşİ̹ŲŵĜĪƀňĪĜŘ̹ŖşŦƙŘĴİŀĴ̹ĜĩŦƄƀ̹ ňƀŹ̹ŅňŹƀŦŵƟ˦̹ ƀĴĪŅşňŴƄĴŹ˦̹Ĝşİ̹
ĴƘŦŘƄƀňŦş̹ƘňŹƄĜŘŘƟ̹Ĝşİ̹ĪŦşĪĴŲƀƄĜŘŘƟ˫̹

AŦŵĴŦƘĴŵ˦̹ ƀŅňŹ̹ İŦĪƀŦŵĜŘ̹ ŵĴŹĴĜŵĪŅ̹ ĪŘŦŹĴŹ̹ ƙňƀŅ̹ ĪŦşĪŘƄŹňŦşŹ̹ Ĝşİ̹ Ĝ̹
ĩňĩŘňŦŀŵĜŲŅƟ˫̹ ,ş̹ ĜİİňƀňŦş˦̹ ƀƙŦ̹ ĜŲŲĴşİňĪĴŹ̹ ĜŵĴ̹ ňşĪŘƄİĴİ˫̹ �ŲŲĴşİňƞ̹
�̹ ĪŦƘĴŵŹ̹ ƀĴĪŅşňĪĜŘ̹ ňşĿŦŵŞĜƀňŦş̹ ĜĩŦƄƀ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ Ĝşİ̹ �ŲŲĴşİňƞ̹ �̹
ĴƞŅňĩňƀŹ̹ ƘĜŵňŦƄŹ̹ ŘĴĪƀƄŵĴŹ̹ Ĝşİ̹ƙŦŵŖŹŅŦŲŹ̹ ƀŅĜƀ̹ ,̹ ŲĜŵƀňĪňŲĜƀĴİ̹ ňş̹ [ŲĜňş˦̹
#ŵĜşĪĴ˦̹ Ĝşİ̹ bƄŵŖĴƟ˦̹ƙŅňĪŅ̹ ŅĜƘĴ̹ ĪŦşƀŵňĩƄƀĴİ̹ ňŞŞĴşŹĴŘƟ̹ ƀŦ̹ ĜĪŴƄňŵňşŀ̹
ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŹŖňŘŘ̹ƀĴĪŅşňĪĜŘŘƟ̹Ĝşİ̹ŲŵĜĪƀňĪĜŘŘƟ˫





67

II. DEFINING THE TERMS:

WRITING, LETTERING, TYPOGRAPHY AND CALLIGRAPHY 

More and more people practice calligraphy to explore more expressive 
and individual approaches and create personal styles and languages 
with various motivations. Both professionals’ and pupils’ interests 
interact with other disciplines and create fusion works that melt in each 
other. These interactions mainly invite the interlaced complexity and 
ambiguity in terms primarily used to refer to practices or intentions. 

What calligraphy is and which practice can be called a calligraphy 
piece or not even if it cause problematic assessments and localizations 
ĩĴƀƙĴĴş̹ƀŅĴ̹ŲŵŦĿĴŹŹňŦşĜŘŹ̹Ĝşİ̹ĿŦŵĪĴŹ̹ƀŦ̹ĪŵĴĜƀĴ̹ĪŘĜŹŹňǬĪĜƀňŦşŹ̹Ŧŵ̹ňşƘĴşƀ̹
new terms. It seems to evoke confusion and create a grey area as a 
highly open discipline to certain prejudices and misunderstandings in 
the current state. Under these circumstances, Western Calligraphy is 
şŦƀ̹ƀŅĜƀ̹ĴĜŹƟ̹ƀŦ̹İĴǬşĴ̹ƀŵĜİňƀňŦşĜŘŘƟ̹Ĝşİ̹ĪŦşƀĴŞŲŦŵĜŵňŘƟ˫̹

In particular, it may be claimed that it is not solely an issue of the 
history of the writing nor particularly calligraphy itself that requires 
ŵĴĪŦşŹňİĴŵňşŀ˰̹Ŧş̹ƀŅĴ̹ĪŦşƀŵĜŵƟ˦̹ĜŹ̹Ĝ̹ƙŅŦŘĴ˦̹ĿŵŦŞ̹İňǣĴŵĴşƀ̹ŲĴŵŹŲĴĪƀňƘĴŹ˦̹
ňƀ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ ŦĩŹĴŵƘĴ̹ Ĝşİ̹ İňŹĪƄŹŹ̹ ƀŦ̹ ĿŵĜŞĴ̹ Ĝşİ̹ ŘŦĪĜƀĴ̹ ƀŅĴ̹
contemporary calligraphy practices, the dynamics behinds them. Before 
discussing the salient points about contemporary western calligraphy, 
ŹŦŞĴ̹ ŵĴŞĜŵŖŹ̹ ĪŦşşĴĪƀĴİ̹ƙňƀŅ̹ ƀĴŵŞňşŦŘŦŀƟ̹ Ĝşİ̹İĴǬşňƀňŦşŹ̹ ŹŅŦƄŘİ̹ ĩĴ̹
made. For this reason, it is necessary to examine the terms of writing, 
ŅĜşİƙŵňƀňşŀ˦̹ ŘĴƀƀĴŵňşŀ˦̹ Ĝşİ̹ ƀƟŲŦŀŵĜŲŅƟ˰̹ ŅŦƙ̹ ƀŦ̹İĴǬşĴ̹ ƀŅĴŞ̹Ĝşİ̹ŅŦƙ̹
ƀŦ̹İĴǬşĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňş̹Ĝ̹ŘňƀĴŵĜŘ̹Ĝşİ̹ŲŵĜĪƀňĪĜŘ̹ŹĴşŹĴ̹ĪĜş̹ĩĴ̹İňŹĪƄŹŹĴİ̹ňş̹
detail. These are large areas to examine. Considering the limitations, 
it will be in search of raising questions from various perspectives and 
inviting closer attention. 

,ş̹ ƀŅňŹ̹ ĪŅĜŲƀĴŵ˦̹ ĩƟ̹ ĪŦŘŘĴĪƀňşŀ̹ ƀŅĴ̹ ƘĜŵňŦƄŹ̹ Ĝşİ̹ ŹňŀşňǬĪĜşƀ̹ İĴǬşňƀňŦşŹ̹
Ĝşİ̹İĴŹĪŵňŲƀňŦşŹ̹ĴƞƀŵĜĪƀĴİ̹ĿŵŦŞ̹İňǣĴŵĴşƀ̹ŹŦƄŵĪĴŹ˦̹ŹƄĪŅ̹ĜŹ̹İňĪƀňŦşĜŵňĴŹ˦̹
books, articles, and statements of some critics and artists, the 
discussion will be held surrounding the term writing, lettering, 
ƀƟŲŦŀŵĜŲŅƟ˦̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ŹňşĪĴ̹ňƀ̹ňŹ̹şĴĪĴŹŹĜŵƟ̹ƀŦ̹ĪŘĜŵňĿƟ̹ňş̹ƀŅĴ̹ǬŵŹƀ̹
place to locate and frame the contemporary western calligraphy itself.
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of the term

This part will examine the meaning of the term writing literally and 
observe the possible motivation behind the evolution of writing; also, 
ŹŦŞĴ̹ İňŹĪƄŹŹňŦşŹ̹ Ĝşİ̹ ĪŦşǭňĪƀŹ̹ƙňŘŘ̹ ĩĴ̹ŞĴşƀňŦşĴİ̹ ŅĴŵĴ̹ ĩƟ̹ ĴƞĜŞňşňşŀ̹
various authors who have studied this genre. The comprehensive 
ĴƞĜŞňşĜƀňŦş̹ ǬŵŹƀ̹ ŦĿ̹ ƀŅĴ̹ ƙŵňƀňşŀ̹ ŅĴŵĴ˦̹ ňş̹ ƀŅĴ̹ ŴƄĴŹƀ̹ ŦĿ̹ ŘŦĪĜƀňşŀ̹ Ĝşİ̹
framing the term in the realm of the Western world, will provide a 
better understanding of the western mindset starting with writing. It 
ňŹ̹ĩĴŘňĴƘĴİ̹ƀŅĜƀ̹ƀŅĴ̹İňŹĪƄŹŹňŦşŹ̹ĩĴŘŦƙ̹ĜŵĴ̹ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ̹ĿŦŵ̹ĜŵƀňŹƀŹ̹
who practice writing as an art form to view and assess writing from 
these perspectives and surrogate its theoretical part that the authors 
discussed here.

It could be claimed that understanding the term writing is the primer 
point of the formation of existing perceptions in the western world 
ĜĩŦƄƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ŅĜŹ̹Ĝ̹İňŵĴĪƀ̹ňŞŲĜĪƀ̹Ĝşİ̹ŵĴǭĴĪƀňŦşŹ̹Ŧş̹ƀŅĴ̹ĪƄŵŵĴşƀ̹
contemporary calligraphy practices.

According to Ong (2002), writing, especially alphabetic writing, is 
among the most drastic of the three technology, and it started with 
what print and computers merely continue, which means “reduction of 
dynamic sound to quiescent space, the separation of the word from the 
living present, where alone spoken words can exist” (Ong, 2002: 80). 

Writing has gone through many stages. It can be observed through 
the cave of Altamira (c. 21,000 to 17,000 BC), the cuneiform tablets of 
Mesopotamia (c. 3500-3000 BC), Egyptian hieroglyphics (c. 3000 BC), 
ƀŅĴ̹ ǬŵŹƀ̹ ĜŘŲŅĜĩĴƀŹ̹ ňş̹ [ƟŵňĜ̹ ˾Ī˫̹ ʆʈʅʅ̹ ��˿˦̹ ŅĴşĪĴ̹ ƀŅĴ̹ İĴƘĴŘŦŲŞĴşƀ̹ ŦĿ̹
Ųŵňşƀňşŀ̹ ˾ƀŅĴ̹ ĴŘĴƘĴşƀŅ̹ ĪĴşƀƄŵƟ̹ ňş̹ �ŅňşĜ̹ Ĝşİ̹ ƀŅĴ̹ ǬĿƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ̹ ňş̹
Europe) as a visible mark that has passed on to generations.

According to Online Etymology Dictionary, the word writing is explained 
ĜŹ̹ ̚ƀŦ̹ ŹĪŦŵĴ˦̹ ŦƄƀŘňşĴ˦̹ İŵĜƙ̹ ƀŅĴ̹ ǬŀƄŵĴ̹ ŦĿ̛̹ ňş̹ HŘİ̹ �şŀŘňŹŅ̹ ˾written). It 
continues to illustrate in various languages, namely in Proto-Germanic 
(written) refers “to tear, scratch,” in Old High German (rizan) refers 
“to write, scratch, tear,” in German (reißen) refers “to tear, pull, tug, 
sketch, draw, design,” and in most Indo-European languages the word 
“to write” refers “to carve, scratch, cut.” Considering the languages 
mentioned here, the word “to write,” as claimed here, as a verb has a 
broad sense of various types of activities, namely “tearing, scratching, 
sketching, drawing, carving, cutting, pulling, tugging,” which points to 
the various stages that writing gone through in respect of tools and 
techniques that used in a particular time.

;ŦŦŖňşŀ̹ƀŦ̹ƀŅĴ̹İĴǬşňƀňŦş̹ŦĿ̹Online Cambridge Dictionary, the word “to 
write” is explained as “to make marks that represent letters, words, 
or numbers on a surface, such as paper or a computer screen, using 
a pen, pencil, or keyboard, or to use this method to record thoughts, 
ĿĜĪƀŹ˦̹ Ŧŵ̹ŞĴŹŹĜŀĴŹ˫̛ ̹ ,ş̹ ƀŅňŹ̹ İĴǬşňƀňŦş˦̹ ĜŹ̹ ƀŅĴ̹ ŲŵĴƘňŦƄŹ̹ İĴǬşňƀňŦş̹ ĜŘŹŦ̹
consists, writing is an act that is executed in various ways. Moreover, 
ňƀ̹ ňŹ̹ ŹƄŞŞĴİ̹ ƄŲ̹ ĜŹ̹ Ĝ̹ŞĴƀŅŦİ̹ƙňƀŅ̹ Ĝ̹ ŹŲĴĪňǬĪ̹ ĿƄşĪƀňŦş˦̹ ƀŦ̹ ŵĴĪŦŵİ˫̹�Ź̹
an act, with various tools, including a primitive form of material to 
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İňŀňƀĜŘ̹ŲŘĜƀĿŦŵŞŹ˦̹ƀŅĴ̹ĿĴĜƀƄŵĴŹ̹ŦĿ̹ŞĜŵŖŹ̹ŅĴŵĴ̹ŹŲĴĪňǬĴİ̹ĜŹ̹ŘĴƀƀĴŵŹ˦̹ƙŦŵİŹ˦̹
or numbers that probably means recognizable by either side used for 
various purposes. It also points to the units of a language system, 
namely letters, words, or numbers, that are assumed as vehicles of the 
ĜĪƀ̹ŦĿ̹ƙŵňƀňşŀ˫̹�̹ŀĴşĴŵĜŘ̹ňşňƀňĜƀňŦş̹ƀŦ̹ƀŅňŹ̹İĴǬşňƀňŦş̹ĩĴŀĜş̹ƙňƀŅ̹ŞĜŵŖ̐
making as representative of thoughts, facts, or messages. Overall, it will 
not be wrong to claim that writing is accepted as a practical method 
to communicate in a broad sense. At this point, it would be useful to 
ŲŵŦƘňİĴ̹ ŹŦŞĴ̹ ŖşŦƙŘĴİŀĴ̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ƀĴŵŞ̹ƙŵňƀňşŀ̹ ƀŅŵŦƄŀŅ̹ ŹňŀşňǬĪĜşƀ̹
authors that study the realm of writing.

Davy (1772) starts his book with the following statements: “Writing, in 
the earliest ages of the world, was a delineation of the outlines of those 
things men wanted to remember, rudely graven either upon shells or 
stones, or marked upon the leaves or bark of trees” (Davy, 1772: 1). A 
memory aid is stressed here as the origin or trigger necessity of writing 
by Davy. The motivation behind writing at an early age is assumed to 
be its function.

On the other hand, British linguist, palaeographer, and writer David 
�ňŵňşŀĴŵ̹ ˾ʆʎʋʇ˿̹ İĴǬşĴŹ̹ ƙŵňƀňşŀ̹ ĜŹ̹ ĿŦŘŘŦƙŹ˰̹ ̚ƀŅĴ̹ ŀŵĜŲŅňĪ̹ ĪŦƄşƀĴŵŲĜŵƀ̹
ŦĿ̹ ŹŲĴĴĪŅ˦̹ ƀŅĴ̹ Ǭƞňşŀ̹ ŦĿ̹ ŹŲŦŖĴş̹ ŘĜşŀƄĜŀĴ̹ ňş̹ Ĝ̹ ŲĴŵŞĜşĴşƀ̹ Ŧŵ̹ ŹĴŞň̐
permanent form” (Diringer, 1962: 13) in which he points to bound of 
writing to speech, and he continuous as “writing presupposes the 
existence of spoken language” (Diringer, 1962: 14). He underlines the 
relationship between speech and writing as many other authors, 
namely Gelb (1963) and Avrin (1991), mentioned in the following pages. 

Moreover, Diringer (1962) assesses writing as a conscious activity and 
has inseparably bound up with man’s conscious intellect. That may be 
considered his idea about writing closely related to language itself and 
the established stabilized system. Here, it may become blurry whether 
he accepted the primitive forms as writing or not.

About the description of writing, Ong (2002) states in a strict sense 
of the word; that it is a technology that has shaped and heightened 
modern man’s intellectual level and activity. For this reason, he 
assumes it as a very late development in human history, especially 
considering homo sapiens who have been on earth for nearly 50.000 
ƟĴĜŵŹ˫̹ ,ş̹ ĪŦşƀŵĜŹƀ˦̹ ƀŅĴ̹ ǬŵŹƀ̹ ŖşŦƙş̹ ŹĪŵňŲƀ̹ ĜŹ̹ ƀŵƄĴ̹ƙŵňƀňşŀ̹ ̐ƙŅňĪŅ̹ƙňŘŘ̹
be mentioned in following pages, was developed around the year 3500 
DC in Mesopotamia. Here, with these statements of Ong (2002), it is 
ƄşİĴŵŹƀŦŦİ̹ƀŅĜƀ̹ĩĴĿŦŵĴ̹ƀŅĴ̹ǬŵŹƀ̹ŹĪŵňŲƀ˦̹ĜşƟ̹ƀƟŲĴ̹ŦĿ̹ŹĪŵĜƀĪŅ̹Ŧş̹Ĝ̹ŵŦĪŖ̹Ŧŵ̹
a stick may not be assumed as writing because, according to him, the 
critical breakthrough is the knowledge that brought into the word was 
achieved with human consciousness, not with simple semiotic marking 
was performed. He continues, “when a coded system of visible marks 
was invented whereby a writer could determine the exact words that 
the reader would generate from the text. This is what we usually mean 
today by writing in its sharply focused sense” (Ong, 2002: 83).

Followed by ancient historian Ignace Jay Gelb (1963) examined the 
ŹĪňĴşƀňǬĪ̹ ŹƀƄİƟ̹ ŦĿ̹ ƙŵňƀňşŀ̹ ŹƟŹƀĴŞŹ˦̹ ĿŦŵ̹ ƙŅňĪŅ̹ ŅĴ̹ ĪŦňşĴİ̹ ƀŅĴ̹ ƀĴŵŞ̹
grammatology. Gelb (1963) examines writing evolution. He starts 
with brief information about the motives that lie based on all human 
intercommunications. He mentions communication as one of human 
ĩĴŅĜƘňŦŵ̝Ź̹ŞŦŹƀ̹ŹňŀşňǬĪĜşƀ̹ĴƞƀĴŵşĜŘ̹ĿĴĜƀƄŵĴŹ˫̹$ĴŘĩ̹ŞĴşƀňŦşŹ̹ƀŅĴ̹ƀƟŲĴŹ̹

II. DEFINING THE TERMS: 
WRITING, LETTERING, TYPOGRAPHY AND CALLIGRAPHY
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of communication: vision, audition, and the sense of touch. Visual 
communication can be achieved through gestures and mimicry, which 
can be assessed as companions of speech. As an example of this genre, 
he gives the Australian aborigines who often use the gestural language 
system, particularly by widows prohibited to utter a word, instead 
utilize visual expressions when they are in the period of mourning. The 
other simplest form is auditory communication, such as whistling to 
call someone. Gelb stresses auditory communications in his book as 
ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞŦŹƀ̹ĴǣĴĪƀňƘĴ̹ŹƟŹƀĴŞŹ̹ĜĪŅňĴƘĴİ̹ĩƟ̹ŹŲŦŖĴş̹ŘĜşŀƄĜŀĴ̹İňŵĴĪƀĴİ̹
to the ear of the person targeted to communicate. The other simplest 
way of communication is the sense of touch by feeling, such as the 
handclasp, the back slap, or hand stroking, which is used by a blind 
deaf-mute and accepted as a fully developed communication system. 

As Gelb (1963) claims, the communication types mentioned here have 
two common features: time and space. All are assessed as momentary; 
that is why they are restricted by time, and all are actualized between 
people in proximity to each other, hence restricted by space. At 
this point, Gelb connects his above explanation about the types of 
communication with writing, and he claims that time and space are two 
values that cannot be limited in terms of communication of thoughts 
and feelings. For these reasons, he believes the new communication 
method is not bound to time and space; it was needed rather than 
merely marking on objects or any solid material.

�ĿƀĴŵ̹ŞĴşƀňŦşňşŀ̹ĪŦŞŞƄşňĪĜƀňŦş˦̹$ĴŘĩ̹˾ʆʎʋʈ˿̹ŹĴĜŵĪŅĴŹ̹ĿŦŵ̹ƀŅĴ̹İĴǬşňƀňŦş̹
of writing, which is not that easy, contrary to what was expected. It may 
help observe the dynamics and possible origin, historical evolution, and 
motivation behind the writing to frame and locate it.

According to Gelb (1963), writing as an act started when man learned 
and used various communication methods to convey his thoughts and 
feelings with visible marks. It is an action that is executed “by means of 
motor action of the hands in drawing, painting, scratching, or incising” 
(Gelb, 1963: 6). He stresses how it is expressed not just by objects 
themselves but by leaving marks on any other materials. It could be 
achieved just with a particular system. 

One point also highlighted here is that writing is executed as a 
system for him. Gelb (1963) states that a conventional system of signs 
or symbols is supposed to be developed to communicate in terms of 
thoughts and feelings. Through that system, both sides -the sender and 
the receiver- are supposed to understand each other. In terms of writing 
systems, it is probably supposed to be considered the requirement of 
setting up the rules and actual learning of the forms and principles 
of writing. Developing the writing as a system also indicates that the 
character marked on any surface that lost its being as an individual 
and independent expression, hence becoming a tool of communication 
of human beings (Gelb, 1963). With this statement, it turns out to be 
contentious whether he still leaves space for the non-linguistic function 
of writing or not, as Coulmas (2002) claims. Hence, Gelb (1963) seems 
to divide the writing that had been executed throughout its history, 
and not all were performed in respect of the system, and not all have 
the same level in respect of intercommunication of a human being. 
According to these divisions, Gelb (1963) prefers to create a hierarchical 
development ranking between the writing systems.
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Before mentioning writing systems, it is necessary to look back to 
ĴĜŵŘňĴŵ̹ ĴƞĜŞŲŘĴŹ̹ ňş̹ ŦŵİĴŵ̹ ƀŦ̹ ŦĩŹĴŵƘĴ̹ ƀŅĴ̹ ŅňŹƀŦŵňĪĜŘ̹ ĴƘŦŘƄƀňŦş̹ ĩŵňĴǭƟ̹
and the discussion among some authors on whether the earlier 
examples of writing can be accepted as writing or not. These early 
ĿŦŵŞŹ̹ ĜŵĴ̹ ĪĜŘŘĴİ̹ ŲŵňŞňƀňƘĴ̹ Ŧŵ̹ ĴŞĩŵƟŦ̹ƙŵňƀňşŀ˦̹ ǬŵŹƀ̹ƄŹĴİ̹ ňş̹ ƀŅĴ̹ [ƀŦşĴ̹
Age (Avrin, 1991) as scratches, drawn or painted on the walls of caves, 
Ĝşİ̹ĜĪĪĴŲƀĴİ̹ĜŹ̹ƀŅĴ̹ƘĴŵƟ̹ǬŵŹƀ̹ŲŵĴĪƄŵŹŦŵ̹ŦĿ̹ƙŵňƀňşŀ˫̹�Ƙŵňş̹˾ʆʎʎʆ˿̹ŹƀĜƀĴŹ̹
that embryo writing consists of signs that were merely invented by 
their writer and probably represented an idea that can be deciphered 
only by people who belong to the same frame of reference. Memory 
devices can be shown as an example, such as tying a knot around the 
ǬşŀĴŵ̹ƀŅĜƀ̹ŹĴŵƘĴŹ̹ĜŹ̹Ĝ̹ŵĴŞňşİĴŵ˦̹Ŧŵ̹quipu, the pre-Columbian Peruvian 
form made of knotted cords with various colors and lengths that mark 
ŦƄƀ̹şƄŞĴŵňĪĜŘ̹ƘĜŘƄĴŹ˫̹ ,ş̹�ƄŵŦŲĴ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ ňş̹ [ŦƄƀŅĴŵş̹#ŵĜşĪĴ̹ Ĝşİ̹
BŦŵƀŅĴŵş̹[ŲĜňş˦̹ĴŞĩŵƟŦ̹ƙŵňƀňşŀ̹ƙňƀŅ̹ŞĜŵŖŹ̹Ĝşİ̹ŹňŀşŹ̹ƙĜŹ̹ŲĜňşƀĴİ̹Ŧş̹
the cave walls and scratched on stones and bones between 30.000 to 
ʎʅʅʅ̹��˫̹[ŅĴ̹ƄşİĴŵŘňşĴŹ̹ƀŅĜƀ̹ƀŅĴ̹ĴƞĜĪƀ̹Şessage of this pre or proto-
writing is still not certain. Without any knowledge about the context 
and any information about how to reveal or decipher the signs, the 
interpretation of these writings might be inaccurate. At least it is valid 
for these signs on the caves, but for modern signs, the knowledge or 
ňşĿŦŵŞĜƀňŦş̹ňŹ̹şŦƀ̹ŘňŞňƀĴİ̹Ĝşİ̹ĜĪĪĴŹŹňĩŘĴ˦̹ƘĴŵňǬĴİ̹ĩƟ̹ƘĜŵňŦƄŹ̹ŞĴİňĜ˫

;ŦŀŦŀŵĜŞŹ̹ĜŵĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ƀŅĴ̹ǬŵŹƀ̹ŹƀĜŀĴ̹ŦĿ̹ƀŵƄĴ̹ƙŵňƀňşŀ˦̹ĜŹ̹�Ƙŵňş̹˾ʆʎʎʆ˿̹
and Diringer (1962) credit. Logographic writing, also called picture 
writing, has two types of signs, namely pictographs and ideographs. 
While in pictographic writing, signs are used as graphic representations 
of objects, in ideographic writing, signs are used as representations of 
ĪŦşĪĴŲƀŹ̹ ĜŹŹŦĪňĜƀĴİ̹ƙňƀŅ̹ ƀŅĴ̹ ŲňĪƀƄŵĴ˫̹ [ňşĪĴ̹ ňİĴŦŀŵĜŲŅňĪ̹ ƙŵňƀňşŀ̹ Ĝşİ̹
the interpretations of the signs are closely linked to culture and oral 
communication, it is supposed to be taught to people; for this reason, it 
is accepted as less international than pictographic writing. Ideographic 
writing is described as an improved kind of picture writing that is an 
initial step in rendering a script capable of consisting of abstractions 
and subtleties. It means they represent not just merely the things 
but connate the idea or concept that is bound up. The trademarks, 
international road signs, and fabric cleaning instructions can be used 
as examples of logograms (embryo writing). However, it is still not 
regarded as a complete system of writing.

The next phase that Avrin (1991) mentions is phonograms of 
phonographic writing, in which the sign or unit represents the sound 
of the object’s name rather than the object itself or the idea connected 
ƙňƀŅ̹ ňƀ˫̹ TŅŦşŦŀŵĜŲŅňĪ̹ ƙŵňƀňşŀ̹ ňŹ̹ ĪŘŦŹĴŘƟ̹ ƀňĴİ̹ ƀŦ̹ ƀŅĴ̹ ŹŲĴĪňǬĪ̹ ŹŲŦŖĴş̹
language and how the reader pronounces the picture itself. The hybrid 
systems that consist of logograms and phonograms also exist in the 
history of writing, such as in ancient Mesopotamia and Egypt. Also, 
the Chinese system, which is fully developed by 1200 BC, consists of 
logograms and phonograms.

The last step, considered the most advanced stage of writing by Avrin 
(1991) and Gelb (1963), is entirely phonetic, in which elements of speech, 
namely consonants and vowels, are represented by abstract signs. 
Even though it is viewed as evolved from phonograms, the reference 
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of the object here is no longer necessary. It is a system that a syllabic 
Ŧŵ̹ ĜŘŲŅĜĩĴƀňĪ̹ ŹĪŵňŲƀ̹ ĪĜş̹ ĜĪĪŦŞŲŘňŹŅ˫̹ [ƟŘŘĜĩňĪ̹ ƙŵňƀňşŀ̹ ňŹ̹ Ĝ̹ ŹƟŹƀĴŞ̹ ňş̹
which each unit represents a consonant and vowel combination. 
While hundreds of signs are necessary for pictograms, ideograms, 
and phonograms, fewer signs are enough to represent the possible 
combinations of consonants and vowels in speech. For example, the 
Japanese have two syllabi systems used since the ninth century CE: 
katagana and hiragana. While katagana̹ňŹ̹ŲŵĴĿĴŵŵĴİ̹ŞĜňşŘƟ̹ĿŦŵ̹ŹĪňĴşƀňǬĪ̹
literature and public documents, hiragana is used as a daily script found 
in newspapers and general literature.

Last, the alphabetic system is a reduced system, consisting mainly 
of between twenty-two and thirty signs in theory. It is based on the 
approach that one sign represents one sound (Avrin, 1991). Avrin 
explained this phase as the most crucial development in writing 
history, as mentioned before, such as Gelb (1963) and Diringer (1962).

In the phonetic writing system, each unit corresponds to a sound or 
sounds in a language, which means the direct relationship between 
written and spoken language. The form of a symbol and the sound it 
represents are not necessarily connected; any shape can represent them. 
AŦŵĴŦƘĴŵ˦̹ ƀŅĴ̹ ŘĜŹƀ̹ İňƘňŹňŦş̹ ŦĿ̹ ƀŅňŹ̹ ĪŘĜŹŹňǬĪĜƀňŦş̹ ňŹ̹ ĜŘŲŅĜĩĴƀňĪ̹ ƙŵňƀňşŀ˰̹
even technically, it can be accepted as a subdivision of phonetic writing. 
Using the letter as a representative of certain sounds is considered by 
Diringer (1962), which has enormous advantages rather than previous 
systems such as ideograms or even if syllables that refer to the Japanese 
ƙŵňƀňşŀ̹ŹƟŹƀĴŞ˫̹�ňŵňşŀĴŵ̹ĪŘĜňŞŹ˦̹ ̚bŅĴ̹ĜŘŲŅĜĩĴƀ̹ ňŹ̹ƀŅĴ̹ŞŦŹƀ̹ǭĴƞňĩŘĴ̹Ĝşİ̹
useful method of writing ever invented, and from its origins in the Near 
East, has become the nearly universal basis for the scripts employed by 
civilized peoples, passing from language to language with a minimum of 
İňǤĪƄŘƀƟ˫̹BŦ̹ŦƀŅĴŵ̹ŹƟŹƀĴŞ̹ŦĿ̹ƙŵňƀňşŀ̹ŅĜŹ̹ŅĜİ̹ŹŦ̹ĴƞƀĴşŹňƘĴ˦̹ŹŦ̹ ňşƀŵňĪĜƀĴ̹
and so interesting a history” (Diringer, 1962: 23).

Gelb (1963) mentions three main writing stages; no writing, 
forerunners, and full writing. Pictures even used for communication 
şĴĴİŹ̹ ĿĜŘŘ̹ƄşİĴŵ̹ ƀŅĴ̹ǬŵŹƀ̹ĪĜƀĴŀŦŵƟ̹ŦĿ̹şŦ̹ƙŵňƀňşŀ̹ƀŅĜƀ̹ŅĜİ̹ƀŅĴňŵ̹Ŧŵňŀňş̹
in simple pictures such as caves’ walls. The category of forerunners of 
ƙŵňƀňşŀ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ĜŘŘ̹ƘĜŵňŦƄŹ̹İĴƘňĪĴŹ̹ƀŅĜƀ̹ŞĜş̹ƄŹĴİ̹ĿŦŵ̹ƀŅĴ̹ǬŵŹƀ̹ƀňŞĴ̹
to express thoughts and feelings, which refers to the primitive writing 
of Avrin’s description. Last, Gelb used the term full writing as “a device 
for expressing linguistic elements by means of conventional visible 
marks” (Gelb, 1963: 24). Diringer (1962) credits the term true writing for 
the same category. Full writing refers to the alphabetic system, which 
means for him, the single sounds of a language are expressed by it.

Gelb (1963) claims that the full vocal system was achieved by the Greeks, 
who evolved a system of vowels and the overall form of the alphabet. 
For sure, utilizing consonants and vowels was not the only thing, but 
it also focused on the question of how to represent spoken language by 
visible marks, which the Greeks considered. In other words, the Greeks 
transformed the alphabet into a phonemic notation (Harris, 1989).

To sum up, the evolution that started here with primitive logograms 
until the alphabet is accepted as an improvement. Alphabetic writing 
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as a communication system is the most improved version of the history 
of writing. As if the description of Gelb (1963) here is getting closer to 
being related to the language itself. As mentioned before, this is the 
actual linear single direction that Gelb (1963) advocates. He assesses 
ňƀ̹ ĜŹ̹ ŲŵŦŀŵĴŹŹňŦş˦̹ ƙŅňĪŅ̹ ŞĴĜşŹ̹ ƀŅĴ̹ ĜŘŲŅĜĩĴƀňĪ̹ ŹƟŹƀĴŞ̹ ňŹ̹ ŹƄǤĪňĴşƀ̹
enough then its predecessors to serve human communication, which is 
assessed as the main aim of writing.

Hence, even though they call all phases writing, full writing -an 
alphabetic system- is actually accepted as a true writing system that 
ňŹ̹ ĴǤĪňĴşƀ̹ Ĝşİ̹ ƀŅĴ̹ŞŦŹƀ̹ ňŞŲŵŦƘĴİ̹ ĿŦŵŞ̹ ňş̹ƙŵňƀňşŀ̹ŅňŹƀŦŵƟ˫̹)ŦƙĴƘĴŵ˦̹
some authors criticize this assumption, such as Coulmas (2003) and 
Harris (1989, 1995a, and 2000).

Before mentioning these opposing opinions, another point of Gelb’s 
(1963) statements takes attention is the artistic perspective of writing. 
He claims that this issue has been neglected generally. Considering the 
time his book was published in 1963, this claim may not be surprising. 
It is highly respectable that Gelb (1963) mentions the artistic notion of 
writing. However, closely examining his statements, what he refers to 
with artistic perception in the realm of writing is actually a general 
form of a script with aesthetic value at all times, as he claims. 

According to Gelb (1963), if they are formed clearly to serve their main 
aim, which means to be read, a script will have that artistic value, which 
points to eliminating all unnecessary ornamentation or exaggerated 
forms that may prevent writing from being legible. It is understood that 
the representation forms of “practical recording and transmission of 
communication” (Gelb, 1963: 229) are still the initial concern. However, 
it is highly interesting when he gives examples about writing and its’ 
aesthetic value; he points to calligraphic hands such as Carolingian 
and Gothic writing systems will be examined in Chapter III. Gelb (1963) 
compares them with the architecture of their own time and how they 
manifested themselves with parallel features. 

As the round forms of letters of Carolingian handwriting can be 
observed in Romanesque architecture’s roundness, or the Gothic 
writing systems and its dominant feature of angularity and pointedness 
manifest itself in Gothic architecture. 

As Gelb (1963) claims, aesthetic features can be observed through the 
careful execution of the letterform that exists in formal writing, which 
ňŹ̹ƄŹĴİ̹ĿŦŵ̹ŦǤĪňĜŘ̹ŲƄŵŲŦŹĴŹ̹Ĝşİ̹ĴƞĴĪƄƀĴİ̹ŵňŀŦŵŦƄŹŘƟ˫̹�Ź̹Ĝş̹ĜƄƀŅŦŵ˦̹ŅĴ̹
mentions here an issue that the calligrapher also constantly discusses 
in the realm of calligraphy. It is highly considerable here since he 
mentions the term writing and points to the calligraphic script as 
ƙŵňƀňşŀ˫̹ ,ƀ̹ ĪŦƄŘİ̹ ĩĴ̹ ƄşİĴŵŹƀŦŦİ̹ ĿŵŦŞ̹ ŅĴŵĴ˰̹ ƀŅĜƀ̹ ƀŅĴŵĴ̹ ňŹ̹ Ĝ̹ ĪŦşǭňĪƀ̹
between using these terms and what they are meant to be here. To 
İňƘňİĴ̹ƙŵňƀňşŀ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹ňĿ̹ƀŅĴƟ̹ĜŵĴ̹ƀŦƀĜŘŘƟ̹Ŧŵ̹ŲĜŵƀňĜŘŘƟ̹İňǣĴŵĴşƀ̹
disciplines is what one will encounter in most literature. By examining 
ƀŅĴ̹ İĴǬşňƀňŦş̹ ŦĿ̹ $ĴŘĩ̹ ˾ʆʎʋʈ˿˦̹ ňƀ̹ ƙňŘŘ̹ ĩĴ̹ ĪŘĴĜŵĴŵ̹ ŅŦƙ̹ ƀŅĴ̹ rĴŹƀĴŵşĴŵ̹
ŲĴŵĪĴňƘĴŹ̹ ƀŅĴ̹ ƀĴŵŞŹ̹ Ĝşİ̹ ŅŦƙ̹ ňƀ̹ ĜǣĴĪƀŹ̹ ƀŅĴ̹ ňşƀĴŵŲŵĴƀĜƀňŦşŹ̹ ŦĿ̹ ƀŅĴ̹
contemporary practices in calligraphy.
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Gelb’s (1963) approach here is assessed as belonging to a particularly 
Western mentality and contentious by Coulmas (2003), who examines 
ƀŅĴ̹ ŹĜŞĴ̹ ňŹŹƄĴ˫̹ )Ĵ̹ ǬŵŹƀ̹ ŲŵŦƘňİĴŹ̹ ňşĿŦŵŞĜƀňŦş̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ňşƀŵňĪĜƀĴ̹
ŵĴŘĜƀňŦş̹ ĩĴƀƙĴĴş̹ ƙŵňƀƀĴş̹ Ĝşİ̹ ŹŲŦŖĴş̹ ŘĜşŀƄĜŀĴ˦̹ ĜŘŹŦ̹ ŹňŀşňǬĪĜşƀ̹
knowledge engaging the history of writing, and hence about the 
human thoughts and literate society. His main concerns are the 
linguistic aspects of writing. What Coulmas (2003) means with Western 
mentality is the perception of writing that is being evolved in a 
ŲĜŵƀňĪƄŘĜŵ̹İňŵĴĪƀňŦş̹ĿŵŦŞ̹ŘŦŀŦŀŵĜŲŅ̹ƀŦ̹ŹƟŘŘĜĩĜŵňĴŹ̹Ĝşİ̹ǬşĜŘŘƟ̹ĜŘŲŅĜĩĴƀŹ˫̹
This direction is accurate and heralds one particular goal; the Roman 
alphabet. He criticizes it as an overly simplistic perception and limited 
ƀŦ̹Ǭƀ̹ ƀŅĴ̹ ĴƞĜĪƀ̹ŞŦİĴŘ˰̹ŞŦŵĴŦƘĴŵ˦̹ ňƀ̹ ĪĜŵŵňĴŹ̹ Ĝ̹ ŵňŹŖ̹ ŦĿ̹ İňŹŵĴŀĜŵİňşŀ̹ ƀŅĴ̹
other writing systems.

Coulmas (2003) pays attention to Gelb (1963), who seems to assess that the 
ŵĴŹƀ̹ŦĿ̹ƀŅĴ̹ƙŵňƀňşŀ̹ŹƟŹƀĴŞŹ̹ĜŵĴ̹şŦƀ̹ŞĜƀƄŵĴ̹ĴşŦƄŀŅ̹ƀŦ̹ŵĴǭĴĪƀ̹ƀŅĴ̹ŹŲŦŖĴş̹
language since Gelb (1963) profoundly believes it is the aim of writing; it 
means writing. However, Coulmas (2003) criticizes whether writing is 
ŞĴŵĴŘƟ̹Ĝ̹ŹƄĩŹƀňƀƄƀĴ̹ĿŦŵ̹ŹŲĴĴĪŅ̹ňş̹ƀŅĴ̹ǬŵŹƀ̹ŲŘĜĪĴ˦̹ĜŲĜŵƀ̹ĿŵŦŞ̹$ĴŘĩ̝Ź̹˾ʆʎʋʈ˿̹
hierarchical development ranking, which is also being criticized. 

AŦŵĴŦƘĴŵ˦̹$ĴŘĩ̹˾ʆʎʋʈ˿̹ŹĴĴŞŹ̹ŹĜƀňŹǬĴİ̹ƙňƀŅ̹ƀŅĴ̹ĜŹŹƄŞŲƀňŦş̹ƀŅĜƀ̹ƙŵňƀňşŀ̹
reached its ultimate improvement with the alphabetic writing system. 
Conserving the culminated history of writing, Coulmas (2003) alienates 
this reductionist and grandiose perspective.

When Gelb (1963) compares the writing system of Egyptian picture 
writing and the Chinese system, which may be the most challenging 
in the world as he claims, it still may have the potential to be more 
expressive and beautiful, however complex and challenging to a vast 
majority of the populations. Whereas the alphabet writings obviously 
may be easier to learn and write, which is assessed as more valuable 
to Gelb (1963). Coulmas (2003) points to the Egyptians with a writing 
system consisting of twenty-four or twenty-six mono consonantal 
signs consisting of logograms, phonograms, and determinatives. Even 
if it was a complex system still assessed as close to being an alphabet. 
Under this condition, Egyptians still decided to be stuck with this 
complex system for centuries. 

Coulmas (2003) explains that during the history of the Egyptian writing 
system, it grew more complicated with various changes without any 
ŲŵŦŀŵĴŹŹ̹ňş̹ĴĪŦşŦŞňƥňşŀ̹ĴǣŦŵƀ̹Ŧŵ̹ŵĴĪĴİňşŀ̹ƀŅňŹ̹ĪŦŞŲŘĴƞňƀƟ˫̹

A similar issue can be considered about the Chinese and their 
characters, which means both sound and meaning. Instead of reducing 
the signs just representation of a single sound and drastically reducing 
their systems, they preferred to keep the system as it was. Considering 
the Japanese who reduced Chinese characters to a syllabary also did 
not utilize the alphabetic system. Coulmas (2003) asks whether it 
would be accepted as malformation or primitive psychology. On the 
contrary, he claims the Egyptian, Chinese and Japanese writing system 
might be more functional than it seems, and it might be the wrong 
perception that belongs to the alphabetic minds who might ever heard 
the Egyptian language spoken.
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Coulmas (2003) takes attention to the assessments of Gottfried 
Wilhelm Leibniz (1646-1716), and as an alphabet of human thoughts, 
he states that Leibniz believed the ideas could be visualized, and the 
Chinese writing system actually is imperfect in the execution of a 
universal script that could directly convey the ideas. That means 
Chinese characters referring to things instead of words may provide 
a fundamental advantage due to his envisioned of the universal script, 
which would be a semantic script not dependent on a particular 
language; however, it could be pronounced in any language.

It may be claimed whether it is writing or not, maybe on the debate. 
However, Coulmas believes writing does not refer merely to thought 
or sound; also, the misleading assumption would be to consider it as 
pure semiography or pure phonography. Real writing, as he coins, is a 
compromise, historical, and pragmatic. Moreover, he claims all writing 
systems have both semantic and phonetic interpretations, but they all 
İňǣĴŵ̹ňş̹ƀŅĴ̹ŹňŀşňǬĪĜşĪĴ̹ĜƀƀĜĪŅĴİ̹ƀŦ̹ŦşĴ̹Ŧŵ̹ƀŅĴ̹ŦƀŅĴŵ̹˾�ŦƄŘŞĜŹ˦̹ʇʅʅʈ˿˫

On the other hand, the general emphasis on writing as a representation 
of speech (can be observed in Gelb’s (1963), Diringer’s (1962), and Avrin’s 
˾ʆʎʎʆ˿̹ ŹƀĜƀĴŞĴşƀŹ˿̹ ĜŘŹŦ̹ ŦǣĴŵŹ̹ Ĝ̹ ŦşĴ̐ƙĜƟ̹ ĴƞĴĪƄƀňŦş˫̹ �ŦƄŘŞĜŹ̹ ˾ʇʅʅʈ˿̹
ŲŦňşƀŹ̹ƀŦ̹ƀŅĴ̹ŵňŹŖ̹ŦĿ̹ĜƀƀĴŞŲƀňşŀ̹Ĝ̹ŹňşŀŘĴ̹ƄşňƘĴŵŹĜŘ̹İĴǬşňƀňŦş̹ŦĿ̹ƙŵňƀňşŀ˫̹
He claims that it would be either anachronistic or informed by cultural 
ĩňĜŹ˫̹ bŦ̹ ĜŲŲŵĴĪňĜƀĴ̹ ƀŅĴ̹ İňǤĪƄŘƀƟ̹ ŦĿ̹ İĴǬşňşŀ̹ƙŅĜƀ̹ƙŵňƀňşŀ̹ŞĴĜşŹ˦̹ ŅĴ̹
ĩĴŘňĴƘĴŹ̹ ňş̹ŵĴƘňĴƙňşŀ̹ŹŦŞĴ̹ŦĿ̹ƀŅĴ̹İĴǬşňƀňŦşŹ̹ƀŅĜƀ̹ŅĜƘĴ̹ĩĴĴş̹ŲŵŦƘňİĴİ̹
by those concerned themselves with the issue.

Coulmas (2003) gives some references to provide some information 
ĜĩŦƄƀ̹ ƘĜŵňŦƄŹ̹ ŹňŀşňǬĪĜşƀ̹ İĴǬşňƀňŦşŹ̹ ŦĿ̹ ƀŅĴ̹ ŅňŹƀŦŵňĪĜŘ̹ ĪŅĜŵĜĪƀĴŵŹ˫̹ bŅĴ̹
ǬŵŹƀ̹ŦşĴ̹ňŹ̹�ŵňŹƀŦƀŘĴ˫̹

According to Coulmas (2003), statements of Aristotle about writing had 
a huge impact on Western thinking about writing, which points to the 
alphabetic system (especially in the time of the Greeks and the invention 
of the vowels), the most improved system in the history of writing. He 
explains that Aristotle’s main concern was not directly about writing. 
Instead, Aristotle explained things, concepts, and signs and how these 
linguistic entities would be related to the material world’s ideas and 
ƀŅňşŀŹ˫̹)Ĵ̹ĩĴŘňĴƘĴŹ̹ ƀŅĴ̹ƙŦŵİŹ̹ŞĜşňĿĴŹƀĴİ̹ ƀŅĴŞŹĴŘƘĴŹ̹ ňş̹ ƀƙŦ̹İňǣĴŵĴşƀ̹
forms: sounds of human-produced and letters. The central elements 
ŦĿ̹�ŵňŹƀŦƀŘĴ̝Ź̹İĴǬşňƀňŦş̹ŦĿ̹ƙŵňƀňşŀ̹ƙĴŵĴ̹İĴƀĴŵŞňşĴİ̹ĩƟ̹ƀŅĴ̹ĿƄşĪƀňŦş̹ŦĿ̹
writing, which is supposed to form signs as being a reference to other 
signs. Writing comes after the vocal speech as well as subordinate to 
ňƀ˫̹ �ŦƄŘŞĜŹ̹ ˾ʇʅʅʈ˿̹ ĪŘĜňŞŹ̹ ƀŅĜƀ̹ ƀŅňŹ̹ ĜŹŹƄŞŲƀňŦş̹ ŵĴǭĴĪƀŹ̹ ƀŅĴ̹ $ŵĴĴŖ̹
Antiquity’s literacy practices. According to these assumptions, the 
primary system is vocal speech, and writing is accepted as secondary, 
which depends on speech. It leads to the assumption that the meaning 
of the writing is deserved only by means of analyzing speech. Coulmas 
˾ʇʅʅʈ˿̹ŹƄŞŞĜŵňƥĴŹ̹�ŵňŹƀŦƀŘĴ̝Ź̹İĴǬşňƀňŦş̹ňŹ̹ƙŵňƀňşŀ̹ĜŹ̹ŹƄĪŅ̹Ĝşİ̹ĪŘĜňŞŹ̹
that this treatise stayed in scholars’ minds as a general statement and 
passed through to the present time in terms of Western mentality.

In his analysis, Coulmas (2003) also included Plato (c. 428 BC-348 BC), 
who reasoned that writing as a memory aid and could not substitute for 
speech because the speech is bound to a speaker. That means there is no 
clear reconciliation between text and discourse, speech, and speaker.
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Coulmas (2003) also mentions Chinese literature and philosophy, 
particularly Liu Hsieh (465-522) and his book entitled Literary Mind 
and Carving of the Literary Dragon (2015), which is credited as a 
comprehensive literary criticism work in Chinese literature. The 
concepts and standards of writing as an art form are the focal point 
in terms of Chinese. As Coulmas states, there is a noteworthy element 
ĜĩŦƄƀ̹ƀŅĴ̹İĴǬşňƀňŦş̹ŦĿ̹)ŹňĴŅ̹ƙŅňĪŅ̹ňŹ̹ŞňŹŹňşŀ̹ňş̹�ŵňŹƀŦƀŘĴ̝Ź̹ŹƀĜƀĴŞĴşƀŹ˫̹
It is the potential of writing as a creative activity that is related to Tao. 

In Merriam-Webster Online Dictionary˦̹ bĜŦ̹ İĴǬşĴŹ̹ ĜŹ̹ ˾ʆ˿̹ ̚ƀŅĴ̹
unconditional and unknowable source and guiding principle of all 
reality as conceived by Taoists,” and (2) “the process of nature by which 
all things change and which is to be followed for a life of harmony.” The 
creative potential of writing that Hsieh mentions actually illuminates 
Tao, and Tao inspires writing. The relationship between speech and 
writing is not necessarily direct here, and the ideas can be expressed 
ŲŦĴƀňĪĜŘŘƟ̹ ňş̹ ƙŵňƀňşŀ̹ Ŧŵ̹ ňş̹ ŹŲĴĴĪŅ̹ ĿŦŵŞ˫̹ bŅĴ̹ ŞŦŹƀ̹ ŹňŀşňǬĪĜşƀ̹ ŲĜŵƀ̹
Coulmas (2003) stresses is that writing is not bound up with the 
language in China, which means that writing is not a mere substitute 
for speech. It is an autonomous act. 

Moreover, Coulmas (2003) considers Zen and its protest, the distance 
between the message and the person who sends or receives it. According 
to Zen, writing is assumed as an essential practice, which means the 
performance of writing as a conscious act, the way, the path that cannot 
ĩĴ̹ŹƀŦŵĴİ̹ňş̹ǬƞĴİ̹ŹňŀşŹ˫̹,ƀ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ƀŅŵŦƄŀŅ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹
assessed as one of the most highly valued art inspired by Buddhism, and 
as a word, shodo refers to the way of writing which is used for the term 
calligraphy in the Chinese language. 

�Ɵ̹ ĩŵňĴǭƟ̹ŞĴşƀňŦşňşŀ̹ ƀŅĴ̹ŞňşİŹĴƀ̹ ĩĴŅňşİ̹ ƀŅĴ̹�ŅňşĴŹĴ̹ ĪƄŘƀƄŵĴ̹ Ĝşİ̹ ƀŅĴ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦş̹ ňş̹�ŅňşĜ˦̹�ŦƄŘŞĜŹ̹ ˾ʇʅʅʈ˿̹ŲŦňşƀŹ̹ŦƄƀ̹ ƀŅĴ̹İňǣĴŵĴşĪĴ̹
between the perception of the two mentalities. Writing and calligraphy 
in Chinese culture are not interchangeable terms. Calligraphy tradition 
means writing tradition, which will be mentioned in Chapter IV when 
examining the Far Eastern Calligraphy, Chinese and Japanese calligraphy 
ƀŵĜİňƀňŦşŹ̹ ŲĜŵƀňĪƄŘĜŵŘƟ˦̹ Ĝşİ̹ ƀŅĴňŵ̹ ňşǭƄĴşĪĴŹ̹ Ŧş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ rĴŹƀĴŵş̹
Calligraphy. However, what Coulmas (2003) points out here is highly 
ĪŦşŹňİĴŵĴİ̹ Ĝşİ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŹňŀşňǬĪĜşƀ̹ ĜŵŀƄŞĴşƀŹ̹ ĜĩŦƄƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
perception in the West.

With overall examples of Coulmas (2003), he tries to show the 
distinction between the meaning of the speaker and the literal text, 
which occurs when one eliminates the act of the speaker and the 
interaction between speaker and listener. After all assessments, 
Coulmas (2003) suggests rethinking the conceptual model of Western 
ƀŅňşŖňşŀ̹ĜĩŦƄƀ̹ƙŵňƀňşŀ˫̹)Ĵ̹ŦǣĴŵŹ̹Ĝş̹ĜŘƀĴŵşĜƀňƘĴ̹ƘňĴƙ̹ƀŦ̹ĪŦşĪĴŲƀƄĜŘňƥňşŀ̹
the relationship between writing and speech and claims that written 
signs do not evolve for merely recording speech but rather as a system 
of communication. He states that speech is not the initial trigger 
for writing. Hence rather than merely depicting sounds, they are 
ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ƀŅĴ̹ ŲŅŦşĴƀňĪ̹ ňşƀĴŵŲŵĴƀĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ƙŵňƀƀĴş̹ ŹňŀşŹ˫̹ [ňşĪĴ̹
interpretations may change according to various features and create 
perception, it is called Western thinking in this case.

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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With comprehensive examinations, Coulmas (2003) is not alone in his 
assessments of the necessity of rethinking the conceptual model of 
Western. Linguist Roy Harris united in some common denominators with 
Coulmas in his books Sings of Writing (1995) and Rethinking Writing (2000). 

Harris (1995a) states that the Western academic tradition relied on writing 
extensively. As he claims, there has been no comprehensive theory on 
writing itself produced so far. Throughout the Western tradition, Harris 
believes that the discussion about writing science had two tendencies, 
ŲŦƀĴşƀňĜŘŘƟ̹ ĩĜŹĴİ̹ Ŧş̹ ŞňŹƄşİĴŵŹƀĜşİňşŀ̹ Ĝşİ̹ ŦƘĴŵŹňŞŲŘňǬĪĜƀňŦş˫̹ HşĴ̹ ňŹ̹
the tendency “to identify writing with its physical execution, its material 
resources, and processes” (Harris, 1995a: 12), and the other is “the tendency 
to identify writing with various social or intellectual functions (whatever 
these are assumed to be)” (Ibid.). He claims that the philosophers such 
ĜŹ̹�ŵňŹƀŦƀŘĴ̹ŅĜİ̹ňİĴşƀňǬĴİ̹ƙŵňƀňşŀ̹ƙňƀŅ̹ƀŅĴ̹ŹĴĪŦşİ̹ƀĴşİĴşĪƟ˦̹ƙŅňĪŅ̹ňŹ̹ƀŦ̹
form writing related to spoken language.

Through examining his other book, Rethinking Writing (2000), ironically, 
ŅĴ̹ŦǣĴŵŹ̹Ĝş̹ĜŘƀĴŵşĜƀňƘĴ̹ƀňƀŘĴ̹ ĿŦŵ̹ƀŅňŹ̹ŦşĴ̹ĜŹ̹The Tyranny of the Alphabet 
and How to Escape from it, in which he sarcastically reveals his argument. 
He underlines the repeated explanation about the relationship between 
speech and writing as a traditional assumption, which is problematic. 
The main question of him is, why should there be any need to rethink 
writing at all? This is mainly the question of whom does not satisfy with 
the traditional perspective. He proposes “to treat writing as a function 
of the versatile human capacity for sign-making” (Harris, 2000: 4). His 
study analyzes the basic principles in writing as a complex form of 
communication without regarding the text, whether a sonnet, symphony 
or signature of a label. Description of Harris seems to consist of all types 
of systems that human leaves sing, which Gelb (1963) excludes.

Moreover, nor he does point at the alphabetic writing or the other 
systems to create a hierarchy. This is one of the points that Harris (2000) 
mentions and criticizes Gelb (1963). He assesses it as a failure because the 
ĩŦŦŖ˦̹ĜĪĪŦŵİňşŀ̹ƀŦ̹)ĜŵŵňŹ˦̹ƀƄŵşĴİ̹ŦƄƀ̹ƀŦ̹ĩĴ̹şŦƀŅňşŀ̹ĩƄƀ̹Ĝ̹ĪŘĜŹŹňǬĪĜƀňŦş̹
of the writing systems rather than debating its foundations. In addition 
to this, he dwells on Gelb’s (1963) consideration of writing that is 
evolved, and this evolution is considered an improvement. Gelb refers 
to it -as mentioned before, and Coulmas (2003) also criticizes it; early 
writing examples are considered primitive. Harris underlines Gelb’s 
İĴǬşňƀňŦş˦̹ƙŅňĪŅ̹ňŹ̹̚Ĝ̹ŹƟŹƀĴŞ̹ŦĿ̹ŅƄŞĜş̹ňşƀĴŵĪŦŞŞƄşňĪĜƀňŦş̹ĩƟ̹ŞĴĜşŹ̹
of conventional visible marks” (Gelb, 1963: 12), which is a broad sense of 
İĴǬşňƀňŦş̹ƀŅĜƀ̹Ĝ̹ƙňİĴ̹ƘĜŵňĴƀƟ̹ŦĿ̹ŹňŀşŹ̹ĪĜş̹ĪŦşŹňİĴŵ̹ƄşİĴŵ̹ƀŅňŹ̹İĴǬşňƀňŦş̹
of writing. Obviously, it reveals Gelb’s contradiction in a sense, as he 
could not decide whether earlier forms could be called writing or not.

)ĜŵŵňŹ̹˾ʇʅʅʅ˿̹ŦǣĴŵŹ̹ƀŦ̹İňŹĪƄŹŹ̹ƙŅĴƀŅĴŵ̹ƙŵňƀňşŀ̹ƙĜŹ̹ňşƘĴşƀĴİ̹Ŧŵ̹ŞĴŵĴŘƟ̹
evolved and whether this evolution refers to improvement, which 
means every writing system is better than the previous system. He 
ǬşİŹ̹ ƀŅĜƀ̹ ňŹŹƄĴ̹ ňş̹ ƀŅĴ̹ İĴĩĜƀĴ˫̹ �ĪĪŦŵİňşŀ̹ ƀŦ̹ ŅňŞ˦̹ ňĿ̹ ƙŵňƀňşŀ̹ ŹƟŹƀĴŞŹ̹
were invented, then no doubt they would serve a variety of purposes, 
such as “to record business transactions, to set down stories and 
musical compositions, to do complex mathematical calculations, to 
choreograph dances, to keep calendars and account, and to deal with 

II. DEFINING THE TERMS: 
WRITING, LETTERING, TYPOGRAPHY AND CALLIGRAPHY
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ňşĿŦŵŞĜƀňŦş̹ ŦĿ̹ŞĜşƟ̹İňǣĴŵĴşƀ̹ ŖňşİŹ̛̹ ˾)ĜŵŵňŹ˦̹ ʇʅʅʅ˥̹ ʆʆ˿˫̹ ,ƀ̹ ňŹ̹ ŲĴŵĿĴĪƀŘƟ̹
possible to use this system without understanding the basic principles 
of writing. He claims, “Understanding what writing makes possible 
is not at all the same thing as understanding what makes writing 
possible” (Ibid.), which is one of the primary focuses of attention in his 
study. What makes writing possible is the concern of the semiologist. 
However, there is no easy way to describe the writing or answer the 
question “what is writing” since the term writing has been applied to 
such a diverse variety of activities, which also can be examined from 
İňǣĴŵĴşƀ̹ŲĴŵŹŲĴĪƀňƘĴŹ̹ƀŅĜƀ̹ĪŦşŹňŹƀ̹ŦĿ̹İňǣĴŵĴşƀ̹İƟşĜŞňĪŹ˫̹�Ź̹ŅĴ̹ĪŘĜňŞŹ˦̹
writing is not just a bunch of scripts; hieroglyphics, alphabetic, or 
technique; clay tablets, pen and ink, printing, etc., to study.

Overall examination, it is possible to say that writing is a concept that 
has undergone various transformations in the Western world on its 
historical and intellectual levels. There may be a debate regarding it as 
a mere substitute for speech, or just a functional way to preserve and 
convey knowledge; what Harris (2000) underlines in his statements is to 
ĪŦşŹňİĴŵ̹ƙŵňƀňşŀ̹ĜŹ̹Ĝş̹ĜĪƀňƘĴ̹Ĝşİ̹ňşǭƄĴşƀňĜŘ̹ĪƄŘƀƄŵĜŘ̹ĜŀĴşĪƟ̹ňş̹ňƀŹ̹ƙĜƟ˫

On the other hand, a superiority mentality between primitive and 
current writing systems as a part of the traditional view of western 
writing thinking is no longer assessed as merely limited to the spoken 
word. Harris interprets the modern view as an essential innovation: 
writing brings no new mode of storing and conveying information but 
a new mentality (Harris, 1989). Finally, primitive drawings, whether they 
have no system or not, still may have an intention of writing or consist 
of writing gestures. It is not easy to ascertain the purpose or the urge 
what triggers to draw or incise a picture since the circumstances are still 
kind of unknown at a certain level that let the execution, whether they 
are manifested to carry a notion of magic, religious or aesthetic impulse.

,ƀ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ŅŦƙ̹İĴŘňĪĜƀĴ̹Ĝşİ̹ňşƀŵňĪĜƀĴ̹ƀŅĴ̹ŞĜƀƀĴŵ̹ŦĿ̹İĴǬşňşŀ̹ƀŅĴ̹
terms that have been under debate for such a long time, and among 
the professionals, there are some contradictions that contemporary 
calligraphers have to be aware of. This is the main reason also the term 
writing is supposed to be examined in this chapter before the main focal 
point of this dissertation, which is contemporary calligraphy practices 
in the West. How prevalent western mentality distinguished writing 
and calligraphy from each other, on what bases, and how it gets blurry, 
ĴŹŲĴĪňĜŘŘƟ̹ĪŦşŹňİĴŵňşŀ̹ƀŅĴ̹ĪƄŵŵĴşƀ̹ŲŵĜĪƀňĪĴŹ˦̹ŅƟĩŵňİ̹ĿŦŵŞŹ̹ƀŅĜƀ̹ňşǭƄĴşĪĴ̹
each other start with the western perspective about the term writing, 
which is mostly concerned with the cognitive and linguistic aspect of it.

Right at this point, what contemporary calligrapher has to be 
considered is that, according to Encyclopaedia Britannica, calligraphy 
as a term entered most European languages about the end of the 
sixteenth century. Until that time, the word calligraphy did not appear 
in western culture. Before that, Greek and Latin -derived alphabets 
Ĝşİ̹ƀŅĴ̹ŹŲŵĴĜİ̹ŦĿ̹ƀŅĴŞ̹ŅĜİ̹ĩĴĴş̹ĴƞĴĪƄƀĴİ̹ĩƟ̹ŹŲĴĪňǬĪ̹ŹĪŵňŲƀŹ̹ƀŅĜƀ̹ƙňŘŘ̹
be mentioned in Chapter III, which we are called after the sixteenth 
century as calligraphic script and accepted as a practice of calligraphy. 
rňƀŅ̹ƀŅĴ̹Ųŵňşƀňşŀ̹ŲĴŵňŦİ̹ňş̹�ƄŵŦŲĴ̹ňş̹ƀŅĴ̹Şňİ̐ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹Ĝ̹ĪŘĴĜŵ̹
division arose between handwriting and scripts with more elaborated 
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ĿŦŵŞŹ̹ ňş̹ ƀŅĴ̹rĴŹƀ̹ ˾BĜŹŅ˦̹ �ĜŵĩŦƄŵ̹ Λ̹ ŦƀŅĴŵŹ˦̹ ʇʅʆʎ˿˫̹ bŅĴ̹ ĪŦşǭňĪƀ̹ Ĝşİ̹
the division between writing and calligraphy may start right at that 
point. With printing technology, the scribe was no longer compelled 
to copy what was needed and had room for more individual practices. 
Hence, the division between calligraphy and writing, particularly 
handwriting, started to refer to the types of practices, whether writing 
was executed just for needs or not. This purpose also carried the role of 
the letterform, whether elaborated carefully or more freely. For these 
reasons, it needs to be considered whether writing and calligraphy 
ĜŵĴ̹ İňǣĴŵĴşƀ̹ İňŹĪňŲŘňşĴŹ̹ Ŧŵ̹ƙŅĴƀŅĴŵ̹ƙŵňƀňşŀ̹ ňŹ̹ Ĝş̹ƄŞĩŵĴŘŘĜ̹ ƀĴŵŞ̹ ƀŅĜƀ̹
actually consists of calligraphy. This discussion will be examined 
in depth in part entitled “2.5. Western Calligraphy: a brief tour of its 
ŦŵňŀňşŹ̹ Ĝşİ̹İĴǬşňƀňŦşŹ̹ ŦĿ̹ ƀŅĴ̹ ƀĴŵŞ̹ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̛ ̹ ňş̹ƙŅňĪŅ̹ ƀŅĴ̹ ƀĴŵŞ̹
and the concept will also be discussed; however, it is so intricate 
subject that in order to build a link between the parts, it is unavoidable 
to repeat and remind some of these issues here.

As observed, and as Coulmas (2003) claims, the western approach 
divides writing, calligraphy, lettering, and typography in terms of 
ŅŦƙ̹ ŦşĴ̹ ĴƞĴĪƄƀĴŹ̹ ňƀ˫̹ HƘĴŵĜŘŘ˦̹ ňƀ̹ ňŹ̹ ŦǣĴŵĴİ̹ ŅĴŵĴ̹ ƀŦ̹ ĩĴ̹ ĪŦşŹňİĴŵĴİ̹ ƀŅĜƀ̹
writing as an umbrella term consists of all subgroups, namely lettering, 
calligraphy, and typography, that are performed for various reasons in 
various ways, as shown in Fig. 1. 

)ĴŵĴ˦̹ňƀ̹ňŹ̹ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ̹ŅŦƙ̹ƀŅĴ̹ĿŦŵŞ̹ňŹ̹˾ŵĴ˿ŲŵŦİƄĪĴİ˦̹ƙŅĴƀŅĴŵ̹ŘňƘĴ̹
Ŧŵ̹İňǣĴŵĴİ˫̹�Ź̹ŦĩŹĴŵƘĴİ˦̹ƙŅňŘĴ̹ŅĜşİƙŵňƀňşŀ˦̹ŘĴƀƀĴŵňşŀ˦̹Ŧŵ̹ŅĜşİ̹ŘĴƀƀĴŵňşŀ˦̹
and calligraphy are directly executed, typography is deferred executed.

To sum up, looking in one direction, as indicated in the western 
ŞĴşƀĜŘňƀƟ̹ĜĩŦƄƀ̹ƙŵňƀňşŀ˦̹ĪĜş̹ĩĴ̹ĜĪĪĴŲƀĴİ̹ĜŹ̹Ĝ̹ŹƀĜŵƀňşŀ̹ŲŦňşƀ̹ŵĴǭĴĪƀňşŀ̹
the perception and interpretation of calligraphy in the western 
ƙŦŵŘİ˫̹ ,ƀ̹ ňŹ̹ şŦƀ̹ œƄŹƀ̹ ňƀŹ̹ ƀŵĜİňƀňŦşĜŘ̹ ŹĴşŹĴ̹ ĩƄƀ̹ ĜŘŹŦ̹ ŵĴǭĴĪƀŹ̹ ƀŅĴ̹ ĪƄŵŵĴşƀ̹
artistic expressions with this lack of knowledge and awareness about 
these discussions mentioned above. Giving autonomy to writing will 
throw light to contemporary calligraphers and help them understand 
ǬŵŹƀ̹ ƙŵňƀňşŀ˦̹ ƀŅĴş̹ ňƀŹ̹ ŹƄĩŹĴĪƀňŦş˰̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ ,ƀ̹ ƙňŘŘ̹ ĜŹŹňŹƀ̹ ƀŅĴ̹ ƙĜƟ̹
one understands calligraphy and its dynamics that be worthy of 
examination. 

Fig. 1. A diagram that can 
be illustrated writing as an 
umbrella term, Image credit: 
Almıla Yıldırım.

writing

hand writing
(direct execution)

lettering/hand lettering
(direct execution)

calligraphy
(direct execution)

typography
(deferred execution)
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These subgroups have some common features, as well as some 
İňǣĴŵĴşĪĴŹ˦̹ ƀŅĜƀ̹ŲŵŦƘňİĴ̹ĴŹŹĴşƀňĜŘ̹ ňşĿŦŵŞĜƀňŦş̹ƀŦ̹ ňİĴşƀňĿƟ̹Ĝşİ̹ĪŘĜŹŹňĿƟ̹
ƀŅĴŹĴ̹ ƀĴŵŞŹ˫̹ #Ŧŵ̹ ƀŅĴŹĴ̹ ŵĴĜŹŦşŹ˦̹ ňş̹ ƀŅĴ̹ ĿŦŘŘŦƙňşŀ˦̹ ňƀ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹
ňİĴşƀňĿƟ̹ ƀŅĴŞ̹ ĪŦşĪĴŵşňşŀ̹ ĴƞŲŘĜşĜƀňŦşŹ̹ ŦĿ̹ ŹŦŞĴ̹ ŹňŀşňǬĪĜşƀ̹ ĜƄƀŅŦŵŹ̹
and artists to avoid confusion. Otherwise, it seems easy to lose the 
comprehensive perspective if one base a conclusion on a single 
ŦĩŹĴŵƘĜƀňŦş̹ Ĝşİ̹ ĴƘĴş̹ şĴŀŘĴĪƀŹ̹ ƀŅĴ̹ ŹňŀşňǬĪĜşƀ̹ ĿĴĜƀƄŵĴŹ̹ ŦĿ̹ ŹŲĴĪňǬĪ̹
inherent characteristics.

:ī:ī�
�* 3.%0%*#ĭ����.%!"�0+1.�+"�%0/� !Ƃ*%0%+*/��/���0!.)

Various uses of the term handwriting are occasionally used to refer 
to calligraphy practices, probably because the stress of the execution 
manually with the word hand here creates confusion. For this reason, it 
is necessary to mention handwriting to frame it.

British calligrapher and author on writing Alfred Fairbank (1975) put stress 
on the primal feature of handwriting as its function as follows: “Handwriting 
is a functional thing, intended for communicating and recording thoughts. 
It is to be read and therefore legibility is an essential virtue” (Fairbank, 
ʆʎʌʊ˥̹ ʆʈ˿˫̹ [ňşĪĴ̹ ƀŅĴ̹ ŲŵňŞĜŵƟ̹ ĿƄşĪƀňŦş̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ƀŦ̹ ĩĴ̹ ŵĴĜİ̹ ĿŵŦŞ̹ ƀŅĴ̹
Western perspective, which is discussed earlier, the letterform’s legibility 
comes to the fore here. Hence, Fairbank seems to follow the functional 
notion of writing that is executed through the letters attributed to convey 
the message through semantic meaning. To accomplish that notion, 
handwriting -particularly the letterforms- is supposed to be clear and well-
constructed without any doubt in its recognition.

#ĜňŵĩĜşŖ̹˾ʆʎʌʊ˿̹ĜŘŹŦ̹ŲŦňşƀŹ̹ŦƄƀ̹ƀŅĜƀ̹ŅĜşİƙŵňƀňşŀ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹İňǣĴŵ̹
from each other, as mentioned before, to distinguish between merely 
functional and the principles and methods of calligraphic scripts used 
conventionally, which are the features that distinguish handwriting 
from calligraphy. He stresses executed form that creates an exact 
shape of letterforms, assessed as beauty by itself, which may also partly 
ŘĜĪŖ̹ ňş̹ŅĜşİƙŵňƀňşŀ̹ Ĝşİ̹ŲŦŦŵ̹ŀƄňİňşŀ˫̹ ,ƀ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ ŦĩŹĴŵƘĴ̹ ƀŅĴ̹
separation of handwriting and calligraphy of Fairbank (1975) here due 
to the purposes they performed, such as for daily usage or more formal 
documents, and how they performed, whether the speed is an issue or 
şŦƀ˦̹ŹňşĪĴ̹ƀŅĴ̹ŹŲĴĴİ̹ŦĿ̹ƙŵňƀňşŀ̹İňŵĴĪƀŘƟ̹ĜǣĴĪƀŹ̹ƀŅĴ̹ĿŦŵŞ̹ŦĿ̹ŘĴƀƀĴŵŹ̹ƀŅĜƀ̹
ĜŘŹŦ̹ ĜǣĴĪƀŹ̹ ƀŅĴ̹ ŘĴŀňĩňŘňƀƟ̹ ŦĿ̹ ƀŅĴ̹ ƀĴƞƀ˫̹)Ĝşİƙŵňƀňşŀ̹ ŅĜŹ̹ ĩĴĴş̹ ĴƞĴĪƄƀĴİ̹
more freely than traditional calligraphy. Hence, it could be claimed 
that Fairbank’s (1975) interpretation seems to refer to the current 
form of the division since the emergence of printing technology in the 
rĴŹƀ˦̹ƙŅňĪŅ̹ŹĴĴŞŹ̹ƀŦ̹ĩĴ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŹňŀşňǬĪĜşƀ̹ŵĴĜŹŦşŹ̹ƀŅĴ̹İňŹƀňşŀƄňŹŅ̹
between handwriting and calligraphy.

Moreover, Dutch typographer and designer Gerrit Noordzij (2005) 
ŹƄŞŞĜŵňƥĴŹ̹ ƀŅĴ̹ ƀĴŵŞ̹ ŅĜşİƙŵňƀňşŀ̹ ĜŹ̹ ̚bŅĴ̹ ǬŵŹƀ˦̹ ňşňƀňĜŘ˦̹ ĿƄşİĜŞĴşƀĜŘ̹
shape is the single track of a tool. Only handwriting preserves the 
characteristics of the single stroke. Handwriting is single-stroke 
writing” (Noordzij, 2005: 9). Here according to Noordzij, how one 
executes writing seems to be the essential feature in distinguishing 
ƙŅĜƀ̹ ŅĜşİƙŵňƀňşŀ̹ ňŹ̹ Ĝşİ̹ ƙŅĜƀ̹ ňŹ̹ şŦƀ˫̹ [ňşŀŘĴ̐ŹƀŵŦŖĴ̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ƀŅĴ̹
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hand forming the letter’s fundamental shape without repeating or 
retouching to that single stroke; hence, the track of a tool on the surface 
can be easily observed, as he claims. If the form is constructed by more 
than one stroke as a drawing, it will easily lose track of that one stroke; 
instead, the overall composition of strokes can be observed. It has to 
be stated that it does not mean all drawing consists of retouching 
necessarily. In that case, as Noordzij (2005) claims, it could not be called 
handwriting anymore. 

Hence, what is understood from his explanations can be seen in Fig. 2, the 
ŅĜşİƙŵňƀƀĴş̹ŦĿ̹ŞƟ̹İĴĪĴĜŹĴİ̹ĿĜƀŅĴŵ̹AĜşŹƄŵ̹xŉŘİŉŵŉŞ˦̹ƙŵňƀƀĴş̹Ĝƀ̹ŦşĪĴ̹ĜŹ̹
Ĝş̹ĜĪƀ̹ŦĿ̹ƙŵňƀňşŀ̹ĿŦŵ̹ŹŲĴĪňǬĪ̹ŲƄŵŲŦŹĴŹ̹ƀŅĜƀ̹ĜŵĴ̹ƀŦ̹ƀĜŖĴ̹şŦƀĴŹ̹Ĝşİ̹ŘĴĜƘĴ̹
his messages described as handwriting. It is his personal handwriting, 
highly individual and authentic, consisting of various types of marks, 
which belongs to the writer himself. As a result, handwriting can be 
explained as a subgroup of writing that is executed particularly by 
hand, without limitation by any writing systems, but the execution is 
precise by hand.

On the other hand, it is pretty common to observe that handwriting 
is used to refer to the calligraphy of ancient writing scripts of the 
West mostly. It is not that wrong as long as the execution is done by 
hand because traditional western calligraphy refers to manual writing 
(handwriting), which follows certain rules that traditionally construct 
ancient script styles. What calligraphy is will be examined on the 
following pages; however, using the term handwriting to refer to 
calligraphy is not that accurate and depends on the word calligraphy 
itself, how and from what perspective it is described. It should be 
noted that, as mentioned earlier, calligraphy as a term started to 
be used after the printing period to refer to a more elaborated and 
carefully executed version of writing by hand, so technically, it is 
handwriting in a sense, and the term calligraphy seems to invent to 

Fig. 2. An example of 
handwriting belongs to 
Mansur Yıldırım, 2021, 
Source: Personal archieve.
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ĪŵĴĜƀĴ̹ ƀŅĴ̹ ĪŘĜŹŹňǬĪĜƀňŦş̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ ŅĜşİƙŵňƀƀĴş̹ Ĝşİ̹ ŲŵňşƀĴİ̹ƙŦŵİ˫̹
The calligraphic handwritten text started to be executed during the 
printing period without limits for functional reasons, which heralded 
various interpretations of the ancient scripts. That means scribes had 
room for individual touches. In that sense, even calligraphy is a kind 
of handwriting; only the term handwriting can refer to any type of 
writing executed by hand. Hence, one should remember that if someone 
practices traditional western calligraphy, it can be called practicing 
calligraphic handwriting or handwritten text in the realm of traditional 
western calligraphy. However, not all are supposed to know traditional 
western calligraphy to perform handwriting.

To sum up, it could be observed that during the course of the evolution 
Ĝşİ̹İĴƘĴŘŦŲŞĴşƀ̹ŦĿ̹ƙŵňƀňşŀ̹ ňş̹İňǣĴŵĴşƀ̹ŲĴŵňŦİŹ˦̹ ƀŅĴ̹ƄŹĜŀĴ̹ŦĿ̹ ƀŅĴ̹ ƀĴŵŞ̹
handwriting also has shifted. Earlier times of writing systems all can be 
claimed as handwriting considering the meaning of the term writing 
consists of various types of actions, basically referring to mark-making. 
With the calligraphic practices, with the printing period, it is observed 
that handwriting started to refer to fast executed letterforms that are 
used for informal purposes such as daily needs, without retouch. That 
means it is literally written, not constructed, and in the realm of design, 
the term handwriting generally refers to freely executed letterforms 
without elaboration or not consist any unnecessary elements, just basics 
to shape that independently form. 

:ī;ī��!00!.%*#ĭ����.%!"�0+1.�+"�%0/� !Ƃ*%0%+*/��/���0!.)

Lettering is a method where every letter is drawn. The term lettering is 
ĜŘŹŦ̹ ƄŹĴİ̹ ƀŦ̹ İĴǬşĴ̹ Ĝş̹ ĜĪƀ˦̹ƙŅňĪŅ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ Ĝ̹ ŘĴƀƀĴŵňşŀ̹ ĜŵƀňŹƀ̝Ź̹ ĜƀƀňƀƄİĴ̹
and behavior who pays attention to each letter that is constructed and 
ŵĴƀŦƄĪŅĴİ̹ňş̹Ĝş̹ĜŵŵĜşŀĴİ̹ŘĜƟŦƄƀ̹ƄşƀňŘ̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ĪŦŞŲŦŹňƀňŦş̹ŹĜƀňŹǬĴŹ̹ŅňŞ˫

Lettering can be performed in an analogical or digital way. If it is executed 
ĩƟ̹ŅĜşİ̹ŹŲĴĪňǬĪĜŘŘƟ˦̹ƀŅĴ̹ĪŦŵŵĴŹŲŦşİňşŀ̹ƀĴŵŞ̹ƙŦƄŘİ̹ĩĴ̹̚ŅĜşİ̹ŘĴƀƀĴŵňşŀ̛̹ƀŦ̹
emphasize it. Hand lettering, as a subset of lettering, is the active writing 
process done by hand by drawing the letters rather than typing. 

As a vibrant force in graphic design, it has the potential as one of the 
ŹňŀşňǬĪĜşƀ̹ ŞĴƀŅŦİŹ̹ ƀŦ̹ ĪŵĴĜƀĴ̹ ƀƟŲĴĿĜĪĴŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ İňŀňƀĜŘňƥĴİ˫̹ fşŘňŖĴ̹
traditional calligraphy with a set of rules, such as how to manipulate 
ƀŅĴ̹ ƀŦŦŘ̹ Ĝşİ̹ŅŦƙ̹ŞĜşƟ̹ ŹƀŵŦŖĴŹ̹ ňƀ̹ƙňŘŘ̹ ĩĴ̹ ĪŦşŹƀŵƄĪƀĴİ̹ ƀŅĜƀ̹ŞĜƟ̹İňǣĴŵ̹
from each particular script, hand lettering provides ample space and 
ƀŦƀĜŘ̹ ĿŵĴĴİŦŞ̹ ŦĿ̹ ĪŵĴĜƀňşŀ̹ ƀŅĴ̹ ŹŅĜŲĴ̹ Ŧŵ̹ ĿŦŵŞ̹ ƀŅĜƀ̹ ǬƀŹ˦̹ ƙŅňĪŅ̹ ĜŘŹŦ̹ ňŹ̹
treated as an image by the lettering artist.

The lettering process can be observed here in Fig. 3, which illustrates 
ƀŅŵĴĴ̹ŲŅĜŹĴŹ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵ̹̚ş˫̛ ̹HşĴ̹ŹňŀşňǬĪĜşƀ̹ĿĴĜƀƄŵĴ̹ƀŅĜƀ̹İňǣĴŵĴşƀňĜƀĴŹ̹
lettering from calligraphy and handwriting is that each essential part 
consists of more than one stroke.

The lettering process can be observed in the following image (Fig. 4) 
that illustrates the word lettering, which is basically drawn as an 
ŦƄƀŘňşĴ̹ǬŵŹƀ˦̹ ƀŅĴş̹ŵŦƄŀŅ̹ŹŖĴƀĪŅĴŹ̹ ňşŹňİĴ̹ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵ˫̹bŅňŹ̹ ňŹ̹ĩĜŹňĪĜŘŘƟ̹
constructing a letter which is called lettering.



83

Fig. 3. The letter “n” with 
rough sketches with drawings 
and retouches, Image credit: 
Almıla Yıldırım. 

Fig. 4. The hand lettering 
process, rough sketches with 
drawings and retouches, 
Image credit: Almıla Yıldırım.

According to British craftsman Edward Johnston (1917), legibility, 
beauty, and characters are the essential quality of lettering that can 
be observed through ancient inscriptions and writings. It seems 
he uses the term to refer to the general concept of writing and 
insists on observing these models execute “good” lettering, and 
the underlines feature of lettering -retouches and drawn- are not 
an issue here. The features of good lettering for him are ranked as 
simplicity, distinctiveness, proportion, the beauty of form, the beauty of 
uniformity, right arrangement, and well-organized spacing. Simplicity 
means simply arranged with necessary parts. Distinctiveness refers 
to each individual letter that has distinguished characteristics that 
are heavily recognizable. Proportion is achieved when all letters are 
proportionally arranged without any exaggerated or dwarfed part. The 
beauty of form, according to Johnston, “having beautiful shapes and 
constructions, so that each letter is an individual and living whole (not 
Ĝ̹ŞĴŵĴ̹ĪŦŘŘĴĪƀňŦş̹ŦĿ̹ŲĜŵƀŹ˿̹ǬƀƀĴİ̹ĿŦŵ̹ƀŅĴ̹ŲŦŹňƀňŦş˦̹ŦǤĪĴ˦̹Ĝşİ̹ŞĜƀĴŵňĜŘ̹ŦĿ̹
the object bearing the inscription” (Johnston, 1917: 239). 

These explanations here carry importance due to the term beauty 
that is repeatedly used to refer to calligraphy, both as the technical 
and literal meaning, which will be examined in part “2.5. Western 
�ĜŘŘňŀŵĜŲŅƟ˥̹Ĝ̹ĩŵňĴĿ̹ƀŦƄŵ̹ŦĿ̹ňƀŹ̹İĴǬşňƀňŦşŹ̹ŦĿ̹ƀŅĴ̹ƀĴŵŞ˫̛ ̹7ŦŅşŹƀŦş̝Ź̹ŦƀŅĴŵ̹
feature is the beauty of uniformity refers to the consistency between the 
corresponding parts of letters, namely bodies, limbs, heads, and family 
ŘňŖĴşĴŹŹ̹ŦĿ̹ƀŅĴ̹İňǣĴŵĴşƀ̹ŘĴƀƀĴŵŹ˫̹The beauty of arrangement refers to how 
well the placing connecting, and spacing of letters, words, and lines 
Ǭƀ˰̹ĜŘŹŦ˦̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ŲŵŦŲŦŵƀňŦş̹ŦĿ̹ĴƘĴŵƟ̹ŲĜŵƀ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵ̹Ĝşİ̹ŞĜŵŀňşŹ̹
included in this feature. He also mentions that the essential quality 
of the work, i.e., hand and pen, is rightly made and handled skillfully 
with a distinguishing personal hand is desired as a right expression 
of character (1917: 239). Proper form, arrangement, and expression are 
actually not just for good lettering but also generally refer to other 
writing genres established as desired by the artist.

On the other hand, American printer and type designer Frederic W. 
Goudy (1963) explains that lettering is meant to be informal writing that 
is properly drawn, not written. Here, it takes attention that Goudy starts 
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to use the term to distinguish lettering based on its way of execution. 
According to him, lettering can be used for book covers, title pages, 
advertisements, and types in order to clear this; if the actual work of 
the artist is not reproduced or duplicated by a mechanical process, 
the lines of the text are supposed to be formed without any sketching, 
retouching or correcting. Hence, each letter written could be clear, 
simple, distinctive, and legible. One can observe the pen’s touch and use 
through that written text. The process creates it as the actual forming. 
According to Goudy (1963), the only main reason to draw letters could 
be to decorate the page. He sees lettering as a lack of originality and 
personal quality due to the mechanical process of lettering and 
duplicated process by sketches over and over again and retouches.

It has to be considered that Fairbank (1975) and Goudy (1963) refer to 
lettering to form a letter in a general sense. Fairbank repeats the words 
“the art of lettering” and stresses the importance of spacing between 
letters and their pattern created by placing the letter units regularly and 
well organized. Moreover, Camp (1971) uses pen lettering to refer to formal 
writing that is more bound to the conventional sense of calligraphy due 
to its purpose, which is to be read. For this reason, a letter as a form is 
supposed to be recognizable and easily understood by her.

On the other hand, Noordzij explains the terms as “writing with built-
up shapes” (Noordzij, 2005: 9), which means he still prefers to call it 
ƙŵňƀňşŀ̹ ňş̹ƙŅňĪŅ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ̹ ĜŵĴ̹ ĪŦşŹƀŵƄĪƀĴİ˫̹ ,ƀ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ̹ İƄĴ̹ ƀŦ̹
ƀŅĴ̹ İňǣĴŵĴşƀ̹ ƄŹĜŀĴ̹ ŦĿ̹ ƀŅĴ̹ ƀĴŵŞ̹ƙŵňƀňşŀ̹ Ĝşİ̹ İŵĜƙňşŀ̹ ƀŅĜƀ̹ ƄşİĴŵŘňşĴŹ̹
ƀŅĴ̹ İňǣĴŵĴşĪĴ̹ ĩĴƀƙĴĴş̹ ŘĴƀƀĴŵňşŀ̹ Ĝşİ̹ƙŵňƀňşŀ˫̹ �ĪĪŦŵİňşŀ̹ ƀŦ̹ BŦŦŵİƥňœ˦̹
lettering is still writing, whether it is drawn or not. He states that 
comparing handwriting and lettering, a lettering artist is supposed 
to be more patient in building the shapes than handwriting due to the 
retouching process that gradually improves the shape quality. Hence, 
lettering is supposed to be organized or designed, while handwriting is 
ŞŦŵĴ̹ŹŲŦşƀĜşĴŦƄŹ˫̹)ĴŵĴ˦̹ƄşŘňŖĴ̹ŅĜşİƙŵňƀňşŀ̹İĴŹĪŵňŲƀňŦş̹ƀŅĜƀ̹ŹŲĴĪňǬĴŹ̹
basically single-stroke writing, lettering generally consists of various 
repeated strokes until the desired form is achieved. For this reason, the 
trace of that one stroke is unavoidably lost. This is considered one of 
ƀŅĴ̹ŞĜňş̹İňǣĴŵĴşĪĴŹ̹ ňş̹ ňİĴşƀňĿƟňşŀ̹ƙŵňƀňşŀ̹ĜŹ̹Ĝ̹ ŘĴƀƀĴŵňşŀ̹ĩƟ̹BŦŦŵİƥňœ˫̹
However, according to lettering and calligrapher Ivan Castro (2016), the 
execution resembles drawing rather than writing (if it is assumed as 
one-single stroke), explains it clearly as follows:

When we create lettering, we’re closer to the act of drawing than writing. We’re building 
alphabetical signs with a drawing tool, using as many strokes as needed to get the exact 
shape we want. We can sketch, erase, correct, add, and try again to get that perfect 
ŘĴƀƀĴŵĿŦŵŞ˫̹ fŹƄĜŘŘƟ̹ ƙňƀŅ̹ ŘĴƀƀĴŵňşŀ̹ ƙĴ̝ŘŘ̹ ŲƄŵŹƄĴ̹ Ĝ̹ ŞŦŵĴ̹ ŵĴǬşĴİ˦̹ ŹƀƄİňĴİ̹ ŵĴŹƄŘƀ̹ ƀŅĜş̹ ňş̹
calligraphy, where we’ll have created a rawer form. I say usually because there are always 
ĴƞĪĴŲƀňŦşŹ˫̹,Ŀ̹ƟŦƄ̹ĪŦŞŲĜŵĴ̹Ĝ̹ǬşĴ̹ŲňĴĪĴ̹ŦĿ̹�şŀŘňŹŅ̹�ƄŵŹňƘĴ̹ŅĜşİƙŵňƀňşŀ̹ƀŦ̹ƟŦƄŵ̹ĩĴŘŦƘĴİ̝Ź̹
name scratched onto the bark of tree with your house keys, the former, being calligraphy, 
ƙňŘŘ̹ ŘŦŦŖ̹ ǬşĴŵ̹ ƀŅĜş̹ ƀŅĴ̹ ŘĜƀƀĴŵ˦̹ ƙŅňĪŅ˦̹ ĜĪĪŦŵİňşŀ̹ ƀŦ̹ ŦƄŵ̹ İĴǬşňƀňŦş˦̹ ƙŦƄŘİ̹ ĩĴ̹ ŘĴƀƀĴŵňşŀ˫̹
(Castro, 2016: 12)

Here again, what is striking is that Castro divides lettering and writing 
due to the act used to execute lettering, basically to draw. Again, this 
assent depends on how one interpreƀŹ̹ƀŅĴ̹İĴǬşňƀňŦş̹ŦĿ̹ƙŵňƀňşŀ̹Ŧŵ̹ŅŦƙ̹
he describes it.

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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�ĜĪŖ̹ƀŦ̹ƀŅĴ̹İĴǬşňƀňŦş̹ŦĿ̹Online Etymology Dictionary, the word as a verb 
has a broad sense of various types of activities, namely “tearing, scratching, 
sketching, drawing, carving, cutting, pulling, tugging,” which actually 
points to the various stages that writing gone through in respect of tools 
and techniques that used in a particular time. It will not be wrong to claim 
ƀŅĜƀ̹ƀŅĴŹĴ̹ƀƟŲĴŹ̹ŦĿ̹İĴǬşňƀňŦşŹ̹ŞĜƟ̹ĩĴ̹İƄĴ̹ƀŦ̹ƀŅŦŹĴ˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˦̹
western-oriented thinking that what Coulmas (2003) and Harris (2000) 
exactly take attention to in the realm of writing. Hence, all writing or 
lettering is a form of simple drawing in a sense, and determining to what 
genre it belongs through the execution may be considered an inevitable 
result of this western thought.

Right at this point, to explain the single-stroke theory mentioned 
ĜĩŦƘĴ˦̹ňƀ̹ňŹ̹ŹňŀşňǬĪĜşƀ̹ƀŦ̹ŞĴşƀňŦş̹�ŞĴŵňĪĜş̹�ĜŘŘňŀŵĜŲŅƟ̹ĜŵƀňŹƀ̹�İƙĜŵİ̹
M. Catich, who is credited with developing a thesis about the inscribed 
WŦŞĜş̹ ŹŴƄĜŵĴ̹ ĪĜŲňƀĜŘŹ̹ ŦƙĴİ̹ ƀŅĴňŵ̹ ĿŦŵŞ̹ ƀŦ̹ ƀŅĴ̹ ƄŹĴ̹ ŦĿ̹ ƀŅĴ̹ ǭĜƀ̹ ĩŵƄŹŅ˫̹
Catich describes the word “writing” from the perspective of how it is 
executed here. He explains it as “a method of making letters in which 
each essential part of the letter is made in one stroke” (Catich, 1991: 11). 

�Ź̹ ŹŅŦƙş̹ ňş̹ #ňŀ˫̹ ʊ˦̹ ƀŅĴ̹ ǬŵŹƀ̹ ŘĴƀƀĴŵ̹ W̹ ňŹ̹ ƙŵňƀƀĴş̹ ňş̹ ĿŦƄŵ̹ ŹƀŵŦŖĴŹ˰̹ ƀŅĴ̹
second one is in three, then two, and the last R is in one stroke. What 
is highlighted here is the method of creating each letter, which is all 
written. Neither the type of tool used nor the tool is lifted from the 
ŹƄŵĿĜĪĴ̹ƙŅĴş̹ĪŦşŹƀŵƄĪƀňşŀ̹ƀŅĴ̹ĴŹŹĴşƀňĜŘ̹ŲĜŵƀŹ̹ĜǣĴĪƀŹ̹ƀŅĴ̹İĴǬşňƀňŦş̹ŦĿ̹
the action here (Catich, 1991: 12). 

Fig. 5. Four written R’s, 
illustrated based on Catich’s 
description and his image that 
used in the book (1991: 12), 
Image credit: Almıla Yıldırım.

�ĜƀňĪŅ̹˾ʆʎʎʆ˿̹ĜŘŹŦ̹İňŵĴĪƀŹ̹ƄŹ̹ƀŦ̹ƀŅĴ̹ŞĜňş̹ŲŦňşƀ̹ŦĿ̹ŅŦƙ̹ŦşĴ̹ĪĜş̹İňǣĴŵ̹ƀŅĴ̹
form, whether written or drawn. Catich here actually does not include 
the lettering genre because it is evident that drawing and retouching 
are excluded from this description.

It seems like there is a distinction in using the term lettering of the 
above authors, which may depend on the time period; as mentioned by 
Johnston (1917), Goudy (1963), Camp (1971), Fairbank (1975), lettering is 
used to refer to the general act of constructing the letterforms, while 
Noordzij (2005), Catich (1991) and Castro (2016) start to make a clear 
distinction between the execution, whether written or drawn, which 
leads to calling the practice lettering.

II. DEFINING THE TERMS: 
WRITING, LETTERING, TYPOGRAPHY AND CALLIGRAPHY
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2.4. Typography: A brief tour of its origins and 
 !Ƃ*%0%+*/�+"�0$!�0!.)

Etymologically speaking, the word typography comes from Medieval 
Latin /4+*"-�Ɓ�, from Greek typos “type” and -grapheia “writing” 
from graphein “to write,” so it is literally translated as writing with 
type. Here, to write actually consists of various actions. According to 
Meirerding (2005: 135) “the root “gerbh-” means “scratch is the source 
of the Greek verb “graphein” meaning “to write” and the English words 
“carve,” “crab,” and “crawl.” 

On the other hand, Online Etymology Dictionary explains the term type 
˾ş˫˿̹ ŘĜƀĴ̹ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˫˦̹ ̚ŹƟŞĩŦŘ˦̹ĴŞĩŘĴŞ˦̛ ̹ ĿŵŦŞ̹;Ĝƀňş̹ typus̹ ̚ǬŀƄŵĴ˦̹
image, form, kind,” from Greek typos “a blow, dent, impression, mark, 
ƀŅĴ̹ĴǣĴĪƀ̹ŦĿ̹Ĝ̹ĩŘŦƙ˰̹Ĝ̹ǬŀƄŵĴ̹ňş̹ŵĴŘňĴĿ˦̹ňŞĜŀĴ˦̹ŹƀĜƀƄĴ˰̹ĜşƟƀŅňşŀ̹ƙŵŦƄŀŅƀ̹
of metal or stone; general form, character; outline, sketch,” from the 
root of typtein “to strike, beat.” 

Apart from the etymological explanation of the word typography, Online 
Merriam-Webster Dictionary describes typography as (1) “letterpress 
printing,” (2) “the style, arrangement, or appearance of typeset matter” 
that points to the required skill of arranging and setting type which 
utilized repeatedly.

Typography is a subset of writing that serves the study of letters applied 
to typefaces. It has been developed and practiced since the printing press, 
and moveable type system, metal alloy, and casting methods Johannes 
$ĴşŹǭĴňŹĪŅ̹ƥƄŵ̹;ĜİĴş̹ƥƄŞ̹$ƄƀĴşĩĴŵŀ̹˾Ī˫̹ʆʉʅʅ̐ʆʉʋʍ˿̹ĩƄňŘƀ̹ňş̹ƀŅĴ̹ǬĿƀĴĴşƀŅ̹
century. The printing blocks of metal or wood with letters and characters 
were adapted to letterpress printing, and it gave rise to typography as a 
İňŹĪňŲŘňşĴ̹ƀŅĜƀ̹ŹĴŵƘĴŹ̹Ĝş̹ĴǤĪňĴşƀ̹ƙĜƟ̹ňş̹ĩŦŦŖ̹Ųŵňşƀňşŀ˫

In the history of civilization, certain inventions have undeniable importance 
for the progress of humanity. The invention of printing is one of them that 
ĪĜş̹ĩĴ̹ĜŲŲŵĴĪňĜƀĴİ̹ĩĴĪĜƄŹĴ̹ŦĿ̹ƀŅĴ̹ĴşŦŵŞŦƄŹ̹ĴǣĴĪƀ̹Ŧş̹ĪňƘňŘňƥĜƀňŦş˫

Chappell and Bringhurst (2000) cite typographic printing as 
impressions from master sets of characters accurately composed into 
ƙŦŵİŹ˦̹ ŘňşĴŹ˦̹Ĝşİ̹ŲĜŀĴŹ˫̹[ƄĪŅ̹Ųŵňşƀňşŀ̹ŅĜŹ̹ĩĴĴş̹ƀŅĴ̹ ŘĴĜŵşňşŀ̹ƀŦŦŘ˦̹ ƀŅĴ̹
preserver of knowledge, and the medium of literature (Chappell & 
Bringhurst, 2000: 3). It is also called typographic printing that refers 
to “the process of duplicating images onto or into a base, usually paper, 
and usually through some mechanical means” (Ibid.: 6). 

The epoch after the invention of printing technology has been called 
̚ŞŦİĴŵş̹ ƀňŞĴŹ˦̛ ̹ ĜŹ̹ [ƀĴňşĩĴŵŀ̹ ̹ ˾ʆʎʋʆ˿̹ ĴŞŲŅĜŹňƥĴŹ̹ ŘĜƀĴŵ˦̹ ňƀ̹ ĩĴĪĜŞĴ̹ ŦşĴ̹
of the principal instruments to convey ideas penetrating almost every 
human activity as an integral part of the history of civilization. It can 
even be claimed that the printing technology had caused to evoke an 
assumption about the time as before and after perception, which meant 
that something ended and something else began with its distinctive 
ŲŦƙĴŵ̹Ĝşİ̹ňƀŹ̹ĴǣĴĪƀŹ̹Ŧş̹ŅƄŞĜş̹ŘňĿĴ˫̹

Printing technology has always been credited to Gutenberg, a member 
of the goldsmiths’ guild in Mainz (Germany), the city where the 
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admirable art of typography was invented in 1450. It was subsequently 
improved and propagated for posterity by his associates, Peter 
[ĪŅŦĴǣĴŵ̹ ˾ʆʉʇʊ̐ʆʊʅʈ˿˦̹ ƀŅĴ̹ ƘĴŵƟ̹ ǬŵŹƀ̹ İĴŹňŀşĴŵ̹ ŦĿ̹ ƀŅĴ̹ ŀŵĜŲŅňĪ̹ ňşİƄŹƀŵƟ˦̹
and Johan Fust (1400-1466), generally considered as the inventor of 
movable type, besides credited with perfecting printing and casting 
process (Ullman, 1932).

Gutenberg merely signed his name to a single printed book. However, 
ŅňŹ̹şĜŞĴ̹ƙĜŹ̹ǬŵŹƀ̹ŞĴşƀňŦşĴİ̹ňş̹ƀŅĴ̹ƟĴĜŵ̹ʆʉʌʆ̹ňş̹ƀŅĴ̹ĩŦŦŖ̹ĿŵŦŞ̹ƀŅĴ̹ǬŵŹƀ̹
printers of France: “There was near Mainz a certain Johann surnamed 
$ƄƀĴşĩĴŵŀ˦̹ƙŅŦ̹ƙĜŹ̹ ƀŅĴ̹ ƘĴŵƟ̹ ǬŵŹƀ̹ŞĜş̹ ƀŦ̹ İĴƘňŹĴ̹ ƀŅĴ̹ Ĝŵƀ̹ ŦĿ̹ Ųŵňşƀňşŀ̹
by which books were not written, as they used to be, with a reed nor 
with a pen as we do now, but by metal characters, and that with speed, 
elegance and beauty” (Davies, 1996: 6).

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ĜşŦƀŅĴŵ̹ňŞŲŦŵƀĜşƀ̹İĴƀĜňŘ˦̹[ƀĴňşĩĴŵŀ̹˾ʆʎʋʆ˿̹ŞĴşƀňŦşŹ̹
the misconception term related to the invention that “Gutenberg 
invented printing” is assumed by many as a shortened form of 
“Gutenberg invented the printing of books.” Nevertheless, in light 
ŦĿ̹ ƀŅĴ̹ ĴƘňİĴşĪĴ˦̹ [ƀĴňşĩĴŵŀ̹ ĴŞŲŅĜŹňƥĴŹ̹ ƀŅĜƀ̹ ĩŦŦŖŹ̹ƙĴŵĴ̹ ŲŵňşƀĴİ̹ ĴƘĴş̹
before Gutenberg. Thus, according to him, not the production of books 
revolutionized, but the use of movable types and its application to 
the machine-made edition. That means the epoch-making process of 
Gutenberg’s invention was “the possibility of editing, sub-editing, and 
correcting a text which was -at least in theory- identical in every copy: 
in other words, the uniform edition preceded by critical proof-reading” 
˾[ƀĴňşĩĴŵŀ˦̹ʆʎʋʆ˥̹ʇʇ˿˫̹�ĪƀƄĜŘŘƟ˦̹ƀŅĴ̹ŲŅĜŹĴ̹ŦĿ̹Ųŵňşƀňşŀ̹ĜŹŹƄŞĴİ̹ĩĴŀĜş̹ňş̹
China and Korea around the eleventh century and then blossomed in 
�ƄŵŦŲĴ̹ ňş̹ƀŅĴ̹ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˫̹�ŅĜŲŲĴŘŘ̹Ĝşİ̹�ŵňşŀŅƄŵŹƀ̹ ˾ʇʅʅʅ˿̹ŹƀĜƀĴ̹
that Gutenberg practiced this old Chinese technical advance to a far 
tinier character set. With his associates, Johan Fust (1400-1466) and 
TĴƀĴŵ̹ [ĪŅŦĴǣĴŵ̹ ˾ʆʉʇʊ̐ʆʊʅʈ˿˦̹ $ƄƀĴşĩĴŵŀ̹ İĴƘĴŘŦŲĴİ̹ ƀŅĴ̹ ƀĴĪŅşňŴƄĴ̹ ĩƟ̹
combining the ideas from many contemporary or ancient sources to 
reproduce it (Jackson, 1981).

First, the invention spread to other German cities and then to other 
countries. For this reason, it can be claimed that all the printers 
ƙĴŵĴ̹ $ĴŵŞĜş̹ Ĝƀ̹ ǬŵŹƀ̹ ˾fŘŘŞĜş˦̹ ʆʎʈʇ˿˫̹ fşŹƄŵŲŵňŹňşŀŘƟ˦̹ ĪŵĜĿƀŹŞĴş̹ƙĴŵĴ̹
supposed to be trained in German printing shops to learn and improve 
their skills in other countries in the West because Germany’s primary 
adopted feature was technology (Jackson, 1981).

bŅĴ̹ ǬŵŹƀ̹ ĴƞĜŞŲŘĴ̹ ŦĿ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ĪŦŞŲŘĴƀĴİ̹ ƙŦŵŖ̹ ŲŵŦİƄĪĴİ̹ ƙňƀŅ̹ Ĝ̹
moveable type is The forty-two-line Mazarin Bible (Fig. 6), also called The 
Gutenberg Bible or Mazarin Bible, printed around 1455 in Mainz. 

On the left, the opening of the Keio University copy can be observed, 
ňŘŘƄŞňşĜƀĴİ̹ ňş̹ AĜňşƥ˫̹ [ƀ˫̹ 7ĴŵŦŞĴ̝Ź̹ TŵŦŘŦŀƄĴ̹ ƀŦ̹ ƀŅĴ̹ �ňĩŘĴ˦̹ ŹŅŦƙňşŀ̹
ƀŅĴ̹ ǬŵŹƀ̹ ƀƟŲĴŹĴƀƀňşŀ̹ ŦĿ̹ ƀŅĴ̹ ƀĴƞƀ̹ Ĝşİ̹ ŅĴĜİňşŀŹ̹ ŲŵňşƀĴİ̹ ňş̹ ŵĴİ˦̹ Ĝşİ̹ Ŧş̹
the right the opening of the British Library paper copy, with Erfurt 
illumination, in the second typesetting with headings added by hand in 
red ink. Its’ style and composition were produced by Gutenberg, as well, 
to attempt to simulate the formal manuscript style that was popular 
at that time. Davies (1996: 40) states in his book The Gutenberg Bible 
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Fig. 6. Two example pages 
from The forty-two-line 
Mazarin Bible, Source: Davies, 
(1996: 36-37).

about the high quality of the materials and explains that “…the columns 
are aligned to an even margin (hyphens were allowed to overhang), 
the words within the columns are evenly spaced out by constant 
adjustment of abbreviations, the type impressions are crisp, the ink 
with his high metallic content is very black and glossy, the paper, 
imported from Italy, is strong and white”. Moreover, vellum had been 
preferred as a medium for a quarter of the extant copies, which means 
it costs about three times as much as paper.

The intriguing point is that the book printed in the second half of the 
ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹Ĝşİ̹ƀŅĴ̹ĿŦŘŘŦƙňşŀ̹ƀŅňŵƀƟ̹ƟĴĜŵŹ̹ĪĜş̹ĩĴ̹ŵĴŀĜŵİĴİ̹ĜŹ̹Ĝş̹
imitation of actual models of that time, meaning the gothic scripts 
(Fig. 7); thus, as claimed, printed books were not distinguishable from 
the contemporary manuscripts in outward appearance.

[ƀĴňşĩĴŵŀ̹˾ʆʎʋʆ˿̹ŲĜƟŹ̹ĜƀƀĴşƀňŦş̹ƀŦ̹ƀŅĴ̹ĩŦŦŖŹ̹ŲŵňşƀĴİ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ƟĴĜŵŹ̹
1450 and 1480, which are hardly distinguishable from the manuscripts.

bŅĴ̹ŲŵňşƀĴŵŹ̹ƀŦŦŖ̹ŦƘĴŵ̹ƘňŵƀƄĜŘŘƟ̹ƀŅĴ̹ƙŅŦŘĴ̹ŵĜşŀĴ̹ŦĿ̹ŹĪŵňŲƀŹ̹ƄŹĴİ̹ňş̹Şňİ̐ǬĿƀĴĴşƀŅ̐ĪĴşƀƄŵƟ̹
Europe: the textura of liturgical works, the bastarda of legal texts, the rotunda, and gothico-
antiqua, both Italian compromises between Carolingian and late medieval cancelleresca 
favoured by Italian humanists, and so on. Neither manuscript nor printed book had a title-
page or page-numbers; when colored initials and other illustrations were wanted, they had 
ƀŦ̹ĩĴ̹ňşŹĴŵƀĴİ̹ĩƟ̹Ĝ̹ŹŲĴĪňĜŘňŹƀ̹ŦƀŅĴŵ̹ƀŅĜş̹ƀŅĴ̹ŹĪŵňĩĴ̹Ŧŵ̹ŲŵňşƀĴŵ˫̹˾[ƀĴňşĩĴŵŀ˦̹ʆʎʋʆ˥̹ʇʌ̐ʇʍ˿

bŅňŹ̹ĪĜş̹ĩĴ̹ĜĪĪĴŲƀĴİ̹ĜŹ̹Ĝ̹ŲňĴĪĴ̹ŦĿ̹ĴƘňİĴşĪĴ˦̹ĪŦşǬŵŞňşŀ̹�ŅĜŲŲĴŘŘ̹Ĝşİ̹
Bringhurst’s notion about the purposed of the early printers that 
competed with a scribe and handwritten manuscript. As scribes 
ŞŦİňǬĴİ̹ ĴƞňŹƀňşŀ̹ ŅĜşİŹ̹ Ŧŵ̹ İĴƘĴŘŦŲĴİ̹ şĴƙ̹ ŹĪŵňŲƀŹ˦̹ ƀŅĴ̹ ĴĜŵŘƟ̹ ŲŵňşƀĴŵŹ̹
were intended to reproduce it on the printed book’s pages (Chappell & 
Bringhurst, 2000).
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Fig. 7. A specimen conspectus 
of the types used in the 
Gutenberg Bible. Source: 
Davies, (1996: 32).

$ƄƀĴşĩĴŵŀ̝Ź̹ ĜŲŲŵŦĜĪŅ̹ƙĜŹ̹ ňŞňƀĜƀňƘĴ̹ ĜŹ̹ƙĴŘŘ̹ ĜŹ̹ ňşşŦƘĜƀňƘĴ˦̹ ĿƄŘǬŘŘĴİ̹ ƀŅĴ̹
need of age at a lower cost; however, some good calligraphic models 
made him compete with the copyist of his time. The printer strove to 
create an almost similar appearance with the luxury editions’ pages 
to compete with the attraction of handwritten pages, composed 
traditionally and emulated with the scribe’s skill and dexterity. At that 
time, to compete with the scribe, the printer was supposed to follow the 
scribe so carefully. On this ground, there has been an inconclusive debate 
about whether the printer wished to deceive the public and to keep the 
familiarity as soon as possible between handwritten and printed pages. 
�Ź̹[ƀĴňşĩĴŵŀ̹ĪŘĜňŞŹ˦̹ƀŅĴ̹ĴƞŲŘĜşĜƀňŦş̹ňŹ̹ĜŘƙĜƟŹ̹ŲĜŵĜŘŘĴŘ̹ƙňƀŅ̹ƀŅĴ̹ŵĴĜİĴŵ̝Ź̹
attitude than the producer, and extreme conservatism has always been 
ŦşĴ̹ŦĿ̹ƀŅĴ̹ŵĴĜİĴŵ̝Ź̹ŲŵŦŞňşĴşƀ̹ĿĴĜƀƄŵĴŹ̹˾[ƀĴňşĩĴŵŀ˦̹ʆʎʋʆ˿˫

All explained above is ample support for the claim that had written 
scripts before the printing period is the original home of letters, which 
was also utilized by Gutenberg when he invented movable type printing.

Types are commonly accepted that based on the pen forms which 
ƙĴŵĴ̹ŦĩŹĴŵƘĴİ̹ ňş̹ŅĜşİƙŵňƀƀĴş̹ĩŦŦŖŹ˦̹ ƀŅĴş̹ŹňŞŲŘňǬĴİ̹ƀŅĴŹĴ̹ŲĴş̹ĿŦŵŞŹ̹
written by the scribe. Goudy (1963) explains the type composed in a 
simple corollary way of the written books which started to produce 
before them. Technical and mechanical limitations back then were 
primary concerns, but the expense of the beauty did not. Moreover, 
when the printing press came, the illuminated manuscript had already 
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when the printing press came, the illuminated manuscript had already 
ŵĴĜĪŅĴİ̹ňƀŹ̹ŅňŀŅĴŹƀ˦̹ŞŦŹƀ̹ŹňŀşňǬĪĜşƀ̹ŲĴŵňŦİ̹ňş̹ƀĴŵŞŹ̹ŦĿ̹ŲĴŵĿĴĪƀňŦş˦̹Ĝşİ̹
ƀŅĴƟ̹ İĴƀĴŵŞňşĴİ̹ ƀŅĴ̹ ĩŦŦŖ̹ ƀŵĜİňƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ǬĿƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˫̹ Tŵňşƀňşŀ̹
ƙĜŹ̹ǬŵŹƀ̹ƄŹĴİ̹ĜŹ̹Ĝş̹Ĝňİ̹ŦĿ̹ƀŅĴ̹ŹĪŵňĩĴŹ˦̹şŦƀ̹ĿƄşĪƀňŦş̹ĜŹ̹Ĝş̹ňşİĴŲĴşİĴşƀ̹
entity. At that time, printing meant using engraved blocks, not the 
printed pages from moveable types. However, the invention of movable 
types took the situation to a new level. There were two types of styles 
of writing that were generally in use: roman and gothic script, so-called 
black letter, particularly textura, which became styles of typefaces. 
Even a century after the movable type invention, the gothic style was 
ňş̹ƄŹĴ̹şŦƀ̹œƄŹƀ̹ňş̹$ĴŵŞĜşƟ̹ĩƄƀ̹ĜŘŹŦ̹ňş̹)ŦŘŘĜşİ˦̹#ŵĜşĪĴ˦̹Ĝşİ̹[ŲĜňş˦̹Ĝşİ̹
the roman type letters were in their crude form in the year 1464 that 
appeared in Germany (Goudy, 1963).

Apart from being the current script that scribes used to write manuals, 
the gothic script was more comfortable cast due to its heavy face and lack 
ŦĿ̹ǬşĴ̹ ŘňşĴŹ˫̹bŅĴ̹ĪŦŞŲĜĪƀşĴŹŹ̹Ĝşİ̹ĩŦŘİşĴŹŹ̹ŦĿ̹ ňƀ̹ƙňƀŅ̹ ĿĜŞňŘňĜŵ̹ ĿĴĴŘňşŀŹ̹
ƀŅĜƀ̹ŦŵİňşĜŵƟ̹ĩŦŦŖ̹ĩƄƟĴŵŹ̹ŅĜİ˦̹ƀŅĴ̹ĩŘĜĪŖ̹ŘĴƀƀĴŵ̹ƙĜŹ̹ƀŅĴ̹ǬŵŹƀ̹ƀƟŲĴĿĜĪĴ̹ƀŅĜƀ̹
molded. Because being recognizable back then, the reader also found it 
readable. With time, type forms itself, and when the printer discovers a 
more manageable shape to cast for printing, it heralds the revision of the 
form of the script for the sake of greater legibility (Goudy, 1963).

Typefaces are not bodily gestured as calligraphic scripts are, but 
ƀŅĴƟ̹ ŅĜƘĴ̹ ŞĜşƄĿĜĪƀƄŵĴİ̹ ňŞĜŀĴŹ̹ İĴŹňŀşĴİ̹ ĿŦŵ̹ ňşǬşňƀĴ̹ ŵĴŲĴƀňƀňŦş̹ Ŧş̹
ƀŅĴ̹ ŹƄŵĿĜĪĴ˫̹ $ŵĜŲŅňĪ̹ İĴŹňŀşĴŵ̹ Ĝşİ̹ ĴİƄĪĜƀŦŵ̹ bňŞŦƀŅƟ̹ [ĜŞĜŵĜ̹ ˾ʇʅʅʋ˿̹
explains typography in Western cultures, which occurs simultaneously 
on two visual levels. One is the macro level of overall composition 
that leads the eye around the format; the other is the micro level that 
refers to the details that lead to the general perception of the overall 
ĪŦŞŲŦŹňƀňŦş˫̹[ĜŞĜŵĜ̹ƄşİĴŵŘňşĴŹ̹̚ƀŅĴ̹ňşİňƘňİƄĜŘ̹ĿŦŵŞŹ̹Ĝşİ̹ňşƀĴŵĜĪƀňŦş̹
of alphabetic characters” as a key concept to appreciate and understand 
ŅŦƙ̹ƀŦ̹ĴǤĪňĴşƀŘƟ̹ƙŦŵŖ̹ƙňƀŅ̹ƀƟŲŦŀŵĜŲŅƟ̹ĴŘĴŞĴşƀŹ̹˾[ĜŞĜŵĜ˦̹ʇʅʅʋ˥̹ʆʉ˿˫̹

One of the most quoted experts on typography is Noordzij (2005), 
saying that “the middle ages begin with the invention of the word and 
the middle ages come to a close with the invention of typography.” He 
continues, “Typography is here understood: writing with prefabricated 
ŘĴƀƀĴŵŹ̛̹ ˾BŦŦŵİƥňœ˦̹ʇʅʅʊ˥̹ʉʎ˿˫̹fşŘňŖĴ̹ƀŅĴ̹İňĪƀňŦşĜŵƟ̹İĴǬşňƀňŦş˦̹BŦŦŵİƥňœ̹
avoids correlating typography to a particular medium or material. 

From a typographic point of view, type is a special branch of writing 
ƀŅĜƀ̹İňǣĴŵŹ̹ĴŹŹĴşƀňĜŘŘƟ̹ ĿŵŦŞ̹ŘĴƀƀĴŵňşŀ˫̹bŅĴ̹ƀƟŲŦŀŵĜŲŅĴŵ̹ĪĜş̹ŦşŘƟ̹ƙŦŵŖ̹
ƙňƀŅ̹ ƙŵňƀňşŀ̹ ƀŅĜƀ̹ ňŹ̹ ĜŵŵĜşŀĴİ̹ ňş̹ Ĝ̹ ĿŦşƀ˫̹ [ňşĪĴ̹ ƙĴ̹ ŘĴĜŵşĴİ̹ ƀŦ̹ ŹƀŦŵĴ̹
typefaces in computers, we can imagine type as lettering reproduced 
in a database (the typographic “font”) that makes the shapes of the 
original drawings available for composition. The lettering does not 
meet this typesetter’s condition by itself. However, when it comes to the 
properties of the design, there is nothing that could distinguish type; 
it is impossible to tell typographic letters from other reproductions of 
lettering (Noordzij, 2005: 9-10). 

Here, Noordzij (2005), through implying the prefabricated letters, 
creates a drastic distinction from other genres, namely lettering, 
handwriting, and calligraphy, as productions of a repeatable system 
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Fig. 8. Lettering, calligraphy, 
and typography are illustrated, 
Image credit: Almıla Yıldırım.

of setting letters. They can be stored in computers and reproduced 
whenever the designer needs them, and they are always ready for any 
type of composition. However, lettering, calligraphy, and handwriting 
ĜŵĴ̹İňǣĴŵĴşƀ̹ňş̹ƀŅĜƀ̹ŹĴşŹĴ˫̹,ş̹#ňŀ˫̹ʍ˦̹ƀŅĴ̹ƙŦŵİ̹ŘĴƀƀĴŵňşŀ̹ňŹ̹ŲĴŵĿŦŵŞĴİ̹ĩƟ̹
pencil. First, the outlines are drawn and then sketched roughly to give 
ĪŦŘŦŵ˫̹[ŦŞĴ̹ŲĜŵƀŹ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹ĜŵĴ̹ŵĴƀŦƄĪŅĴİ˦̹ĴŵĜŹĴİ˦̹Ĝşİ̹ŵĴİŵĜƙş̹ƀŦ̹
correct the shapes. It can be preferred to utilize it manually or digitally 
without creating a type from each letter here. If one desires to create a 
font with this lettering style, one can design every letter of the alphabet, 
numbers, and other typographic elements, such as diacritical marks, 
ĴƀĪ˫˦̹ĜŹ̹Ĝ̹ŲĜĪŖĜŀĴ˦̹ŵĴǭĴĪƀňşŀ̹ƀŅĴ̹ňİĴşƀňƀƟ̹ŦĿ̹ƀŅĴ̹ĴƞĜĪƀ̹İĴŹňŀş˫̹�ĜĪŅ̹ŘĴƀƀĴŵ̹
can be molded as a type to set or digitally created for computer use.

Moreover, in Fig. 8, the word calligraphy is performed with a metal nib 
pen and walnut ink directly, without retouching. To select the desired 
form of writing, it is supposed to be written repeatedly to achieve the 
script’s exact shape, which is called italic here. Once again, it can be used 
as a manually written or as a digitalized image. If one writes each of the 
letters in the same style and creates a font from it as a repeatable system, 
then it becomes typography; as shown in Fig. 8, the word typography is 
typed with the typeface Helvetica in the Adobe Illustrator program.

In Fig. 9, it can be observed the logotype design of Laura Meseguer, 
a freelance graphic and type designer based in Barcelona, with the 
occasion of the memorial for the attack on August 17th, 2017, at La Rambla. 

Fig. 9. A logotype for the 
sentence “Barcelona, ciutat de 
pau” (Bacelona, city of peace), 
Laura Meseguer, Source: Laura 
Meseguer Official Website, 
laurameseguer.com/project/
ciutat-de-pau, 
access: 11.03.2021.
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The design process was explained as that started by sketching the 
logotype and the symbol with a brush marker pen. Meseguer (n.d.) states 
that she prefers it to look like “simple casual writing,” meaning it can be 
ĜşƟŦşĴ̝Ź̹ŅĜşİƙŵňƀňşŀ˫̹[ŅĴ̹ŵĴŲĴĜƀŹ̹ƙŵňƀňşŀ̹ƀŅĴ̹ŹĜŞĴ̹ŹĴşƀĴşĪĴ̹ŦƘĴŵ̹Ĝşİ̹
ŦƘĴŵ̹ĜŀĜňş̹ƄşƀňŘ̹ ŹŅĴ̹ŹĜƀňŹǬĴŹ̹ ƀŅĴ̹ǬşĜŘ̹ ŵĴŹƄŘƀ̹ ƀŦ̹İňŀňƀĜŘňƥĴ˫̹bŅĴ̹ ŘŦŀŦƀƟŲĴ̹
pays attention to the transparency of the ink that led to observing the 
hand’s touches. It is not typography because the logotype is utilized as a 
complete image, as shown above. It can be ranked as handwriting due to 
revealing the designer’s own writing, but not executed at once, instead of 
repeating over and over again, which consists of the construction of the 
letters and words as a whole; however, it is not sure whether the process 
consists of retouches of Meseguer or not. Why not calling calligraphy is 
not debatable either, but it will be more understandable with the part 
̚ʇ˫ʊ˫̹rĴŹƀĴŵş̹�ĜŘŘňŀŵĜŲŅƟ˥̹Ĝ̹ĩŵňĴĿ̹ƀŦƄŵ̹ŦĿ̹ňƀŹ̹İĴǬşňƀňŦşŹ̹ŦĿ̹ƀŅĴ̹ƀĴŵŞ˦̛ ̹ƙŅĴŵĴ̹
the term will be held in detail, from traditional and modern perspectives, 
and in Chapter VI from a contemporary point of view. However, it can be 
stated that traditional western calligraphy has certain rules in creating 
ƀŅĴ̹ ŘĴƀƀĴŵĿŦŵŞŹ̹ ƀŅĜƀ̹ ĜǣĴĪƀ̹ ƀŅĴ̹ ƀƟŲĴ̹ ŦĿ̹ ĴŞŲŘŦƟĴİ̹ ŞĜƀĴŵňĜŘŹ˰̹ ĜŘŹŦ˦̹ ƀŅĴ̹
time period will be mentioned in Chapter III, and calligraphy requires 
skills that can be acquired with practice and historical knowledge that 
is accumulated with time. For this reason, it is sincerely believed that 
calligraphy, even practiced by contemporary calligraphers, still carries its 
references from its roots and history. Hence, this logotype design, even 
written by hand with various aesthetic considerations of the designer, 
cannot be ranked as calligraphy. With its spontaneous-like writing, hand-
lettering is more appropriate here.

On the other hand, the typeface can now be created as illustrated, hand-
lettered, or inspired by calligraphy and then turned into a digital font 
ǬŘĴ̹ƄŹĴİ̹ňş̹ƀŅĴ̹ŵĴŲĴĜƀĜĩŘĴ̹ŹƟŹƀĴŞ˫̹bŅĜƀ̹ŞĴĜşŹ̹ŘĴƀƀĴŵňşŀ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹
can inspire the creation of the type for typography. 

Fig. 10 shows examples of how lettering can be utilized for creating a 
font. Meseguer decides to create a script typeface with a handwriting 
look, practices each letter with a brush pen on tracing paper, and then 
ŹĪĜşŹ̹ŅĴŵ̹ ŘĴƀƀĴŵŹ̹ƀŦ̹ƘĴĪƀŦŵňƥĜƀňŦş̹ ňş̹ ,ŘŘƄŹƀŵĜƀŦŵ˫̹#ŦƄŵ̹İňǣĴŵĴşƀ̹ŀŘƟŲŅŹ̹ĜŵĴ̹
ĜŘŹŦ̹ŲŵĴŲĜŵĴİ̹ĿŦŵ̹ĴĜĪŅ̹ĪŅĜŵĜĪƀĴŵ˦̹ňşĪŘƄİňşŀ̹ŘňŀĜƀƄŵĴŹ˫̹)ĴşĪĴ˦̹ňƀ̹ǬşĜŘňƥĴŹ̹Ĝ̹
text in a handwritten sense, and each letter becomes a type that can be 
rearranged and reused. For this reason, the Brushland Typeface is a hand-
lettering-based design as a typeface, a part of the practice of typography.

Another issue actually mentioned earlier, while talking about Gutenberg 
Ĝşİ̹ ŅňŹ̹ ǬŵŹƀ̹ ĩŦŦŖ̹ ƀƟŲĴİ̹ ƙňƀŅ̹ ƀŅĴ̹ ňŞňƀĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ĩŘĜĪŖŘĴƀƀĴŵ̹ ňş̹ ƀŅĴ̹
sixteenth century that ancient scripts can be an inspiration for type design. 
This attitude also can be observed when looking at the near history.

A German-based type designer and calligrapher, Hermann Zapf (1918-
2015), can be pointed to exemplify this issue, inspired by Rudolf Koch 
(1876-1934) and Edward Johnston (1872-1944) -in terms of reviving 
calligraphy in the twentieth century. These artists will be mentioned 
on the following pages; for his reason showing the example of Zapf’s 
typography inspired by calligraphy will be more appropriate here. 

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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Fig. 10. The sketching process 
of the Brushland Typeface, 
Laura Meseguer, Source: Laura 
Meseguer Official Website, 
laurameseguer.com/project/
brushland, access: 11.03.2021.

#ňŀ˫̹ ʆʆ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ƀŅĴ̹ $ňŘŀĴşŀĜŵƀ̹ ĜŘŲŅĜĩĴƀ̹ ŦĿ̹ ~ĜŲĿ˦̹ ňşǭƄĴşĪĴİ̹ ĩƟ̹ ƀŅĴ̹
Gothic writing system and designed as a typeface. The Gothic writing 
system will be mentioned in Chapter III. However, it should be noted 
ƀŅĜƀ̹~ĜŲĿ̹ŹĴĴŞŹ̹ƀŦ̹ŵĴǬşĴ̹ƀŅĴ̹İŵĜƙňşŀŹ̹ŦĿ̹ƀŅňŹ̹ŹƀƟŘĴ˦̹ŲŵŦĩĜĩŘƟ̹ƀŦ̹ŞĜŖĴ̹
the letter more recognizable and the text more legible. To do so, he 
seems to rearrange the height of the letters in both majuscules and 
minuscules; also, with a narrower nib, he reduces the heavy appearance 
of this style. Hence, Zapf manages to interpret and transform this 
ancient script into a digital font.

Fig. 11. Gilgengart Typeface, 
Hermann Zapf, 1938-48, 
Source: Kelly, (2011: 22).

II. DEFINING THE TERMS: 
WRITING, LETTERING, TYPOGRAPHY AND CALLIGRAPHY
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[ƄĪŅ̹ĴƞĜŞŲŘĴŹ̹ŦĿ̹ƀŅňŹ̹ƀƟŲĴ̹ĪĜş̹ĩĴ̹ ňşĪŵĴĜŹĴİ˦̹ĩƄƀ̹Ĝƀ̹ƀŅňŹ̹ŲŦňşƀ˦̹ ňƀ̹ŞĜƟ̹
ĩĴ̹şĴĪĴŹŹĜŵƟ̹ ƀŦ̹ĩŵňĴǭƟ̹ĜİİŵĴŹŹ̹ ƀŅĴ̹ŴƄĴŹƀňŦş̹ŦĿ̹ŅŦƙ̹ƀŦ̹İĴƀĴŵŞňşĴ̹ ňĿ̹ Ĝ̹
typeface is calligraphic if it does not have a direct reference to the old 
script as in Zap’s work. 

Fig. 12 shows the Apple Chancery Typeface designed by Apple based on 
the chancery hand, a form of handwriting that belongs to the thirteenth 
century, which was used as a formal hand without linking the letters. 
It can be observed in the diagonal axis of the letter c, which is a cause 
of the broad nib that is cut with a certain angle and also held by a 
particular position of the tool, which are essential features that help 
to divide the typeface whether it is calligraphic or not. Moreover, the 
serifs of the letters are a typical feature of the chancery hand that is 
kept in its type version, created as a result of the same tool employed 
for calligraphy. Hence, the Apple Chancery is a typeface inspired by a 
calligraphic script, mostly imitation, and adaptations as a typeface can 
be called a calligraphic typeface.

Fig. 13. The Garamond 
Typeface, Source: Adobe 
fonts website, fonts.adobe.
com/fonts/adobe-garamond, 
access: 27.03.2021.

Fig. 14. The Centaur Typeface, 
Source: Fonts.com Website, 
fonts.com/font/monotype/
centaur, access: 27.04.2021.

Fig 12. The Apple Chancery 
Typeface, Source: Fontmirror 
Website, fontmirror.com/apple-
chancery, access: 27.04.2021. 

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ňş̹ƀƟŲĴ̹ĪŘĜŹŹňǬĪĜƀňŦş˦̹ƀŅĴŹĴ̹ĿĴĜƀƄŵĴŹ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹
in old styles, humanist̹İĴƘĴŘŦŲĴİ̹ňş̹ƀŅĴ̹ǬĿƀĴĴşƀŅ̹Ĝşİ̹ŹňƞƀĴĴşƀŅ̹ĪĴşƀƄŵňĴŹ̹
with the characterization of low contrast in stroke weight and angled 
serifs, such as Adobe Garamond (Fig. 13). Also, transitional typefaces 
are between old style and modern typefaces with a more vertical axis 
and sharper serifs such as Centaur (Fig. 14). Centaur is a serif typeface 
İĴŹňŀşĴİ̹ĩƟ̹�ŵƄĪĴ̹WŦŀĴŵŹ̹˾ʆʍʌʅ̐ʆʎʊʌ˿̹ƙňƀŅ̹ƀŅĴ̹ňşǭƄĴşĪĴ̹ŦĿ̹ƀŅĴ̹ǬĿƀĴĴşƀŅ̹
ĪĴşƀƄŵƟ˦̹ŵĴǭĴĪƀŹ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ĿĴĜƀƄŵĴŹ˦̹ŹƄĪŅ̹ĜŹ̹ŘŦƙ̹ĪŦşƀŵĜŹƀ̹ĩĴƀƙĴĴş̹ƀŅĴ̹
stroke width and the diagonal axis of the letter. This research is also 
typed in Centaur typeface.
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Keith Chi-Hang Tam (2002) explains the term calligraphic. The primary 
point mentioned here is how in the Western tradition, written scripts 
had been formed in respect of the used tools. When the traces of the 
tools are imitated or subverted, as shown in Figs. 12-14, the traces of 
the calligraphic feature appear in the letter through its form. Basically, 
establishing the ground on that, Tam (2002) determines the criteria 
ĿŦŵ̹ĜŹŹĴŹŹňşŀ̹ƀŅĴ̹ňşǭƄĴşĪĴ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŵňƀňşŀ̹Ŧş̹ƀƟŲĴĿĜĪĴŹ˰̹ŅĴşĪĴ̹
he claims that it is possible to determine whether that typeface is 
calligraphic or not. These criteria can be summarized as follows:

*examining the proportions of the letters -the majuscules and 
minuscules are constructed by the same proportion of the medieval 
scripts, being loyal to the proportion of the calligraphic form of the 
script,

*strokes -whether written with even width strokes or consists of thick-
ƀŅňş̹ƀŵĜşŹňƀňŦşŹ̹ƙŅňĪŅ̹ňŹ̹ĜǣĴĪƀĴİ̹ĩƟ̹ƀŅĴ̹ƀŦŦŘ̹ƀŅĜƀ̹ƄŹĴİ˦

*angles of stress or axis of contrast -if the axis of contrast is oblique 
that is reminiscent of the tool again and belongs to a medieval script if 
it is vertical, it belongs to modern Romans or a mixture of both which 
refers to transitional, 

ˡĜĪĪŦŞŲĜşƟňşŀ̹ ňƀĜŘňĪŹ̹ Ŧŵ̹ şŦƀ̐ňƀ̹ ŲŦňşƀŹ̹ Ĝƀ̹ ƀŅĴ̹ İňǣĴŵĴşĪĴ̹ ĩĴƀƙĴĴş̹
the created form of italic and simply skewed form of roman; and 
terminals -whether they are angled, orthogonal, horizontal/vertical, or 
combination of these which again mostly created depending on the tool 
that used. Tam’s overall explanations provide a general idea of how the 
term calligraphic is used in terms of calligraphy and typography.

2.5. Western calligraphy: A brief tour of its origins and 
 !Ƃ*%0%+*/�+"�0$!�0!.)

This section will examine the etymological meaning of the word 
calligraphy, the general conception, and the perception of western 
calligraphy itself. In particular, considering the above discussion 
ĜĩŦƄƀ̹ ƀŅĴ̹ ƀĴŵŞ̹ƙŵňƀňşŀ˦̹ ňƀ̹ƙňŘŘ̹ ĩĴ̹İňŹĪƄŹŹĴİ̹ƙŅĴƀŅĴŵ̹ ŹňŞňŘĜŵ̹ ĪŦşǭňĪƀŹ̹
or misperception about western calligraphy also exists or not; how the 
term calligraphy is translated, understood, and conceptualized during 
the evolution of calligraphy in the West. 

The particular aim is to provide ample support for locating the 
contemporary tendencies in the realm of western calligraphy by 
ĿŵĜŞňşŀ̹ƀŅĴ̹ŀĴşĴŵĜŘ̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹ƀŅĴ̹İĴǬşňƀňŦş̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˫

The word calligraphy is derived from Greek kaligraphia, from kallos 
meaning “beauty,” and -graphein meaning “to write.” In this sense, the 
combination of the word calligraphy occurring in loanwords from these 
two is commonly translated by Online Etymology Dictionary (n.d.) in the 
English language as “beautiful writing.” 

Moreover, Online Encyclopedia Britannica (n.d.) explains it as “the art of 
beautiful handwriting,” considering the Greek word’s same translation. 
,ƀ̹ ĪĜş̹ ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ƀŅĴŹĴ̹ ĜŵĴ̹ ƀŅĴ̹ ŦşŘƟ̹ ŹƀĜşİĜŵİ̹ İĴǬşňƀňŦşŹ̹ ƀŅĜƀ̹
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one can encounter in any source about western calligraphy. It can be 
claimed that usage of the word “calligraphy” actually points to “the 
conventional writing in the west.”

The word calligraphy, as mentioned before, with the printing period, 
started to use to refer to artistic practices, not to functional usage 
of writing. Considering this knowledge, when calligraphy is used 
to refer to the conventional scripts, these scripts are practiced by 
artistic urge; however, there was no concept of calligraphy in the 
West before the printing period as it exists today. Hence, calling 
these scripts calligraphy is the debate in this sense, and this usage of 
the word calligraphy is misused, leading to false perceptions. It also 
ŵĴǭĴĪƀŹ̹ ƀŅĴ̹ ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹ ŦƀŅĴŵ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦşŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ #Ĝŵ̹
Eastern and Arabic Calligraphy, and created other genres in the realm 
of contemporary calligraphy and various adjectives such as tradition, 
modern, abstract, expressive, or experimental urged to identify that 
styles in the realm of western calligraphy.

bŦ̹ ĿŵĜŞĴ̹ ĜŘŘ˦̹ ǬŵŹƀ˦̹ ƀŅĴ̹ İĴǬşňƀňŦşŹ̹ ŦĿ̹ ƀŅĴ̹ ŹĴŘĴĪƀĴİ̹ İňĪƀňŦşĜŵňĴŹ̹ Ĝşİ̹
encyclopedias will be included in this discussion. Afterward, a general 
ĴƘĜŘƄĜƀňŦş̹ ŦĿ̹ ƀŅĴňŵ̹ İĴǬşňƀňŦşŹ̹ Ĝşİ̹ İĴŹĪŵňŲƀňŦşŹ̹ ƙňŘŘ̹ ĩĴ̹ ĪĜŵŵňĴİ̹ ŦƄƀ̹
to avoid repeating the same criticism, as the general evaluation is 
mostly parallel to each other in the literature discussed here. After 
dictionaries and encyclopedias, various selected literature in the 
ŵĴĜŘŞ̹ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ƙňŘŘ̹ĩĴ̹ŦĩŹĴŵƘĴİ˦̹ ĿŦĪƄŹňşŀ̹Ŧş̹ ƀŅĴ̹İĴǬşňƀňŦşŹ̹Ĝşİ̹
descriptions of calligraphy. Moreover, through assessing the words 
kallos and graphein, it aims to state what the word calligraphy means 
according to these sources and calligraphers, whether the meaning and 
the perception of calligraphy in the West are parallel to each other, what 
actually refers to them, also whether there are some contradictions to 
discuss as in the case of writing.

:ī=ī9ī��!/0!.*���((%#.�,$5� !Ƃ*%0%+*/����+. %*#�0+�/!(!�0! �
dictionaries and encyclopedias

According to Oxford English Dictionary ˾ş˫İ˫˿˦̹ƀŅĴŵĴ̹ĜŵĴ̹ƀŅŵĴĴ̹İĴǬşňƀňŦşŹ̹
for the word calligraphy: (1) “the practice, art, or profession of 
producing beautiful, ornamental, precise, or formal lettering with a 
pen or brush; beautiful, ornamental, or formal handwriting or hand 
lettering;” (2) “a person’s handwriting; a particular style or example of 
handwriting;” and (3) “Fine Art, a particular style of brushwork or line 
work.”1 It is observed that Oxford English Dictionary (n.d.) repeats the so-
ĪĜŘŘĴİ̹ŘňƀĴŵĜŘ̹ƀŵĜşŹŘĜƀňŦş̹ŦĿ̹ƀŅĴ̹ƙŦŵİŹ̹ŖĜŘŘŦŹ̹Ĝşİ̹ŀŵĜŲŅŦŹ˦̹Ĝşİ̹ňƀ̹İĴǬşĴŹ̹
western calligraphy in the statues of art as well as a craft through 
underlining the act of practicing and producing by hand particularly. 
Moreover, Oxford English Dictionary even limits the material with a 
pen or brush used to achieve the precise form of the letter. Under these 
limitations, it is not very clear to claim that practice is an art.

ʆ̹rŅňŘĴ̹ƀŅĴ̹ƘĴŵƟ̹ǬŵŹƀ̹ĪňƀĜƀňŦş̹İĜƀĴŹ̹ĩĜĪŖ̹ƀŦ̹ʆʊʎʅ̹ƀŅĜƀ̹ƀŅĴ̹ƀĴŵŞ̹ǬŵŹƀ̹ĜŲŲĴĜŵŹ̹ňş̹ƀŅĴ̹ŹĴşŹĴ̹ŦĿ̹˾ʆ˿̹̚ňş̹ƀŅĴ̹
ĩŦŦŖ̹ŦĿ̹ƙŵňƀňşŀ̹ŞĜŹƀĴŵ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹TĴƀĴŵ̹�ĜŘĴŹ̹˾ʆʊʉʌ̏ʆʋʆʅˬ˿˦̹ĴşƀňƀŘĴİ̹ƀŅĴ̹rŵňƀňşŀ̹[ĪŅŦŦŘĴŞĜŹƀĴŵ˦̹
ƀŅĴ̹ŹĴĪŦşİ̹ĴĜŵŘňĴŵ̹ĪňƀĜƀňŦş̹İĜƀĴŹ̹ĩĜĪŖ̹ƀŦ̹ʆʋʉʊ̹ňş̹ƀŅĴ̹ŹĴşŹĴ̹ŦĿ̹İĴǬşňƀňŦş̛̹˾ʇ˿̹̚ĜŲŲĴĜŵŹ̹ňş̹ƀŅĴ̹ǬŵŹƀ̹ĴİňƀňŦş̹
ŦĿ̹ �ŦŘĜŹƀĴŵňŦş̹ ƙŵňƀƀĴş̹ ĩƟ̹ ŲŦĴƀ̹ Ĝşİ̹ ŲŦŘĴŞňĪňŹƀ̹ 7ŦŅş̹ AňŘƀŦş˫̹ #ňşĜŘŘƟ˦̹ ĿŦŵ̹ ƀŅĴ̛̹ ˾ʈ˿̹ ̚İĴǬşňƀňŦş˦̹ �ŵňƀňŹŅ̹
newspaper The Observed published 1928 gives as the earliest citation” (Oxford English Dictionary, n.d.).
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Considering the mentioned explanation of the word graphos and writing 
as a concept, limiting the calligraphy, which can just be practiced by pen 
and steel nib, can be claimed as a false assessment here due to Roman 
�ĜŲňƀĜŘ̹ŹĪŵňŲƀ˦̹ƙŅňĪŅ̹ƙĜŹ̹ŲŵĜĪƀňĪĴİ̹ňş̹ƀŅĴ̹ǬŵŹƀ̹ĪĴşƀƄŵƟ̹ƙňƀŅ̹Ĝ̹ĩŵƄŹŅ̹Ŧş̹
the stone, before incised it (Catich, 1991). It will be mentioned in detail in 
Chapter III. Hence, the statement that conventional Western writing is 
merely practiced by pen or steel nib is inaccurate. 

According to Catich’s (1991) explanation, it can be claimed that it had 
ŹƀĜŵƀĴİ̹ƙňƀŅ̹Ĝ̹ǭĜƀ̹ƀňŲ̹ĩŵƄŹŅ˫̹bŅŵŦƄŀŅ̹ŞĜşňŲƄŘĜƀňşŀ̹ƀŅĴ̹ĩŵƄŹŅ˦̹ƀŅĴ̹ĿŦŵŞ̹
of a letter of Roman Capital could be established. This may be on the 
debate, whether the Roman Capital can be accepted as a calligraphic 
script by whom sees calligraphic script is merely practiced by steel nib 
in the West. However, almost every piece of literature, which will also be 
observed in this part, starts with the Roman Capitals to the historical 
evolutions in the realm of calligraphy.

Online Merriam-Webster’s Dictionary (n.d.) repeats slightly similar 
İĴǬşňƀňŦşŹ˥̹ ˾ʆ˿̹ ̚˾Ĝ˿̹ ĜŵƀňŹƀňĪ˦̹ ŹƀƟŘňƥĴİ̹ Ŧŵ̹ ĴŘĴŀĜşƀ̹ ŅĜşİƙŵňƀňşŀ̹ Ŧŵ̹
lettering,” (b) “the art of producing such writing; (2) penmanship;” 
(3) “an ornamental line in drawing or painting.” The similarity 
in the explanations, as can be observed here, manifests itself in 
repeated words and indicates that calligraphy is an art and produces 
handwritten letters by not just writing but also by drawing or painting. 
It may refer to other communication elements apart from the letters, 
such as punctuation marks, numbers, and even any standardized signs 
ƄŹĴİ̹ ňş̹ ƀŅĴ̹ ƀĴƞƀ˫̹ ,ƀ̹ ňŹ̹ ŅňŀŅŘƟ̹ ŹňŀşňǬĪĜşƀ̹ ĩĴĪĜƄŹĴ˦̹ Ĝƀ̹ ǬŵŹƀ˦̹ ňƀ̹ ŹĴĴŞŹ̹ ƀŦ̹
embrace other writing systems not consists phonetical signs; however, 
drawing and painting here refer to the ornamental elements that were 
used in order to elaborate the style, which may also be perceived as 
calligraphic beauty of that time. The perception of the beauty of the 
Greek and medieval times can be claimed as not that parallel with that, 
particularly in terms of writing. About the beauty concept, it will be 
examined in this part on the following pages. 

Moreover, Online Merriam-Webster’s Dictionary (n.d.) explains the term 
ŲĴşŞĜşŹŅňŲ̹ ƀŅĜƀ̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ƀƙŦ̹ İĴǬşňƀňŦşŹ˥̹ ˾ʆ˿̹ ̚ƀŅĴ̹ Ĝŵƀ̹ Ŧŵ̹ ŲŵĜĪƀňĪĴ̹
of writing with the pen;” and (2) “quality or style of handwriting.” 
Penmanship as a term is strictly bound to the perfection of technically 
well-proportioned letterforms with their sturdy structure and well-
organized compositions on the page that can be perceived through 
high technical skills with exertion. The beauty referred to in terms of 
writing just points to these features: well-proportioned letterforms, 
good structure, and well-organized compositions. It is a hint that 
beauty consists of a functional notion that is charged due to the needs 
of that time. Also, it seems that Online Merriam-Webster’s Dictionary 
assesses calligraphy, handwriting, and lettering are pretty much the 
same practices as long as they are executed with artistic tendencies.

Looking at the noun ��'ſ'$"-�Ɓ� in the Diccionario de la Lengua Catalana 
˾ş˫İ˫˿˦̹ƀŅĴ̹ƙŦŵİ̹ňŹ̹İĴǬşĴİ̹ĜŹ̹ƀŅĴ̹Ĝŵƀ̹ŦĿ̹ƙŵňƀňşŀ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹ŦĿ̹Ĝş̹ĜŘŲŅĜĩĴƀ̹
ĜŵƀňǬĪňĜŘŘƟ˦̹ĜĪĪŦŵİňşŀ̹ƀŦ̹Ĝ̹ŞŦİĴŘ˦̹ƙňƀŅ̹Ĝş̹ĜĴŹƀŅĴƀňĪ̹ ňşƀĴşƀ̹Ĝşİ̹ƙŵňƀňşŀ̹
made in accordance with this art. What could be understood here is 
that Catalan Dictionary also puts calligraphy to the art statues and the 
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genre of writing that follows the model, which refers to the script used 
before the printing period. It draws attention to the rules that Western 
�ĜŘŘňŀŵĜŲŅƟ̹ĪŦşŹňŹƀŹ̹ŦĿ˫̹�ĪĪŦŵİňşŀ̹ƀŦ̹ƀŅĴ̹İĴǬşňƀňŦş˦̹ƀŅĴŹĴ̹ŵƄŘĴŹ˦̹ŹƄĪŅ̹ĜŹ̹
how to manipulate the material, how many strokes are supposed to be 
employed, and in what order they have to be executed, are supposed to 
be followed if one wants to perform calligraphy.

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ŘŦŦŖňşŀ̹ĿŦŵ̹ƀŅĴ̹[ŲĜşňŹŅ̹şŦƄş̹caligrafía, the Diccionario 
de la Real Academia Española (n.d.) ŀňƘĴŹ̹ƀƙŦ̹İĴǬşňƀňŦşŹ̹ĿŦŵ̹ňƀ˰̹ƀŅĴ̹Ĝŵƀ̹ŦĿ̹
ƙŵňƀňşŀ̹ƙňƀŅ̹ĩĴĜƄƀňĿƄŘ̹Ĝşİ̹ĪŦŵŵĴĪƀŘƟ̹ĿŦŵŞĴİ̹ŘĴƀƀĴŵŹ˦̹ĜĪĪŦŵİňşŀ̹ƀŦ̹İňǣĴŵĴşƀ̹
styles and set of features that characterize the writing of a person, of a 
document, etc. It is once again underlined as an art form, executed with 
beautiful and correctly formed letterforms in various styles. One of the 
features of the conventional sense of calligraphy, the correct form, takes 
attention here, which refers to the perception of Greek mentality, which 
will be mentioned on the following page.

Continuing with another Catalan reference, Gran Enciclopèdia Catalana 
(1986) describes the word ��'ſ'$"-�Ɓ� as the art of writing the letters of 
Ĝş̹ ĜŘŲŅĜĩĴƀ̹ ňş̹ Ĝş̹ ĜŵƀňǬĪňĜŘ̹ƙĜƟ˦̹ ĜĪĪŦŵİňşŀ̹ ƀŦ̹ Ĝ̹ŞŦİĴŘ˦̹ƙňƀŅ̹ ĜĴŹƀŅĴƀňĪ̹
intent, which is opposed to spontaneous writing. Due to its relative 
speed, it tends to be cursive forms, which give a personal stamp to the 
writing. It is also explained that in some Eastern cultures, calligraphy 
has traditionally been highly regarded; thus, in China, it has been 
considered an art, even superior to painting, and in Persia and among 
ƀŅĴ̹ �ŵĜĩŹ˦̹ ňƀ̹ ŅĜŹ̹ ĩĴĴş̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ĜŵƀňŹƀňĪ̹ Ĝşİ̹ İĴĪŦŵĜƀňƘĴ̹ ĴŘĴŞĴşƀ˦̹
whereas, in the West, calligraphy was cultivated mainly in the Middle 
Ages by copyists in monasteries. Moreover, the word cal·lígraf -a is 
İĴǬşĴİ̹ĜŹ̹Ĝ̹ŲĴŵŹŦş̹ƙŅŦ̹ƙŵňƀĴŹ̹ƙňƀŅ̹Ĝş̹ĜŵƀňǬĪňĜŘŘƟ̹İĴŹňŀşĴİ̹ ƀƟŲĴĿĜĪĴ˦̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƙŵňƀňşŀ̹ƙňƀŅ̹ Ĝş̹ ĜŵƀňǬĪňĜŘ̹ ŘĴƀƀĴŵ˦̹ ƙňƀŅ̹ ĜĴŹƀŅĴƀňĪ̹ ňşƀĴşƀ˦̹ Ŧŵ̹
ĜŵƀňǬĪňĜŘŘƟ̹ ĪŵĜĿƀĴİ̹ ŅĜşİƙŵňƀňşŀ˦̹ ƙňƀŅ̹ ĜĴŹƀŅĴƀňĪ̹ ňşƀĴşƀ˦̹ ĩƄƀ̹ ƙňƀŅŦƄƀ̹
spontaneity. It continues that in ancient times, some pre-existing 
cursive handwriting was handwritten for use in luxury books or council 
documents. Calligraphic types without a previous cursive tradition 
have also been created in modern times.

Gran Enciclopèdia Catalana (1986) considers Western calligraphy 
as an art form in previous dictionaries written consistently and 
aesthetically and points to the feature of execution speed as a reference 
to distinguish calligraphy and spontaneous writing. Here, spontaneous 
writing may refer to handwriting used for informal purposes, namely 
daily needs, in which the form of the letter is not of primal importance; 
hence it could be executed fast rather than formal writing. To give an 
example of formal writing, luxury books or council documents can 
be shown, in which the form of the letter was supposed to be created 
carefully in respect of the accurate script. Gran Enciclopèdia Catalana 
(1986) slightly mentions how calligraphy is perceived in the other 
traditions, namely in the Far East, in particular China, and in the Middle 
East in Persia, where calligraphy is considered and practiced as one 
ŦĿ̹ ƀŅĴ̹ŞŦŹƀ̹ŹňŀşňǬĪĜşƀ̹Ĝŵƀ̹ ĿŦŵŞŹ˫̹ ,ƀ̹ ƀĜŖĴŹ̹ĜƀƀĴşƀňŦş̹ ƀŦ̹ĪŦşŹňİĴŵ̹ŦƀŅĴŵ̹
calligraphy conventions apart from Western and leads to comparing 
these traditions; however, it may not be appropriate to compare them 
ƙňƀŅ̹ƙĴŹƀĴŵş̹ ƀŵĜİňƀňŦş̹İƄĴ̹ ƀŦ̹ ƀŅĴ̹ĪŦşǭňĪƀ̹Ĝşİ̹ŞňŹƄŹĜŀĴ̹ŦĿ̹ ƀŅĴ̹ ƀĴŵŞŹ̹
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from the beginning without any background about these traditions. 
Also, calligraphy as a word is picked up by Westerners to refer to the 
writing traditions of these cultures. As mentioned in Chapter IV, in 
Far Easter, shufa is used for the calligraphy of China and shodo for 
Japan, also mentioned in Chapter V for the Middle East khatt is used 
to refer to the Islamic culture of calligraphy. Moreover, there are no 
ŹŲĴĪňǬĪ̹ĩŦƄşİĜŵňĴŹ̹ĩĴƀƙĴĴş̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ƙŵňƀňşŀ̹ ňş̹ƀŅĴŹĴ̹ĪƄŘƀƄŵĴŹ̹
as it exists in the West. For this reason, without these considerations, 
directly pointing at other traditions is not a good explanation in terms 
of calligraphy.

;ŦŦŖňşŀ̹ Ĝƀ̹ ƀŅĴ̹ İĴǬşňƀňŦş̹ ŦĿ̹ Enciclopedia Universal Ilustrada Europeo-
Americana ˾ʆʎʆʆ˿̹ İĴǬşĴŹ̹ ��''$"-�Ɓ� as the art of beautiful writing, 
the art of writing correctly. Furthermore, it is explained as the art of 
representing oral sounds with beauty by means of graphic signs. Here, 
it is underlined that the term beauty refers to the graphic elements 
of writing. According to its explanations, due to the material medium 
it uses and its power of representation, calligraphy occupies a pre-
eminent position among the plastic arts, having all the excellence of the 
arts of the word. As graphic art, it can be called a freehand drawing in 
short. It is explained that calligraphy consists of two parts: theoretical 
and practical; theory is what teaches us to write by means of rules, 
and practice is the application of these rules to writing. In the study of 
calligraphy, it is claimed that theory and practice always go together: 
each rule must be applied to a particular case. Just as each written 
exercise must be related to the rule to which it must be subject.

As in the case of previous dictionaries, Enciclopedia Universal Ilustrada 
Europeo-Americana (1911) repeats the same notions. Here it is obviously 
explained beauty with the features of “well, correctly constructed 
ŘĴƀƀĴŵĿŦŵŞŹ̛̹ĪĜŞĴ̹ňşƀŦ̹ŲŵŦŞňşĴşĪĴ̹ĜŹ̹Ĝş̹Ĝŵƀ̹ĿŦŵŞ˫̹HşĴ̹ŹňŀşňǬĪĜşƀ̹ŲĜŵƀ̹
is mentioned here as slightly that calligraphy consists of theoretical and 
practical parts related to how it is executed. It probably underlines the 
history of calligraphy and the evolution of the scripts that transformed 
bound to the social, political, cultural, and technological circumstances. 
The history of calligraphy is assumed as cumulative knowledge that 
one has to be considered while practicing. Apart from that, it explains 
the term beauty under the title of qualities of the calligraphic work, in 
which it determines the elements of a calligraphic piece, such as “unity, 
goodness,” and “perfection” (1911: 781-789).

Moreover, it explains the qualities of calligraphic work through 
the attributed notions such as beauty which refers the unity, truth, 
goodness, and perfection. In addition to beauty, calligraphic Works are 
assessed through the following qualities: clarity, equality, proportion, 
symmetry, parallelism, cleanliness, elegance, and correctness. Clarity 
consists in the distinction of parts, so that it can be easily read; 
equality, in which the signs of the same species have the same form and 
magnitude and in which the distances are the same in analogous cases; 
the proportion is the relation that there must be between the width and 
height of the letters in the writings and between the upper and lower 
case letters; the symmetry of a writing is the harmony of the position 
of the letters with each other; parallelism is the uniform distance 
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that must exist between all the points of the thick inclined sticks 
of the letters and between some lines and others of the calligraphic 
production; cleanliness, in which, in addition to the signs being well 
drawn and in the corresponding place, the calligraphic work is exempt 
from pencil marks, emendations, scratches, pen scratches, stains, blots, 
etc.; elegance is the pleasant distinction that expresses the good taste of 
the calligrapher and is manifested by the timeliness of the decorations 
and the care and delicacy in the execution of details; correction, since 
any lack of spelling in beautifully drawn writings is highly objectionable 
(Enciclopedia Universal Ilustrada Europeo-Americana, 1911).

Here the detailed description of beauty seems to refer to the Greeks’ 
perception in terms of writing. It is not surprising that writing in the 1920s 
ƙĜŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ĩĴ̹ĪŘĴĜŵ̹Ĝşİ̹ŵĴǭĴĪƀ̹ƀŅĴ̹ŴƄĜŘňƀƟ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵĿŦŵŞŹ˦̹ƙŅňĪŅ̹ňŹ̹
determined by the notions of equality, proportion, symmetry, elegance, and 
correction for such, as mentioned. Overall notions here refer to the primer 
and the only aim of the writing in the West in a conventional sense, which 
is charged writing with conveying the message. The description seems 
rather broad here, compared with the previous dictionaries; however, the 
perspective is pretty much the same with them.

As mentioned before in part “2.1. Writing: a brief tour of its origins and 
İĴǬşňƀňŦşŹ̹ŦĿ̹ ƀŅĴ̹ ƀĴŵŞ̹ĪĜŘŘňŀŵĜŲŅƟ̛̹ŦĿ̹ ƀŅňŹ̹ĪŅĜŲƀĴŵ˦̹ ĜŹ̹Ĝ̹ ƀĴŵŞ̹ƙĜŹ̹ǬŵŹƀ̹
used in the West about the end of the sixteenth century. Up until that 
time, copying the text or manuscript handwritten books with Greek and 
;Ĝƀňş̐İĴŵňƘĴİ̹ ĜŘŲŅĜĩĴƀŹ̹ ŅĜİ̹ ĴƞĴĪƄƀĴİ̹ ĩƟ̹ ŹŲĴĪňǬĪ̹ ŅĜşİŹ̹ ˾Encyclopaedia 
Britannica, n.d.), which will be mentioned in Chapter III that starts with 
ƀŅĴ̹ WŦŞĜş̹ �ĜŲňƀĜŘŹ̹ ŦĿ̹ ƀŅĴ̹ ǬŵŹƀ̹ ĪĴşƀƄŵƟ̹ ��̹ ƀňŘŘ̹ Ųŵňşƀňşŀ̹ ŲĴŵňŦİ̹ ŦĿ̹ ƀŅĴ̹
ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˫̹bŅĴŹĴ̹ŹŦƄŵĪĴŹ̹Ĝşİ̹ŹňŀşňǬĪĜşƀ̹ ŘňƀĴŵĜƀƄŵĴ̹ƄŹĴ̹ƀŅĴ̹ƀĴŵŞ̹
calligraphy to refer to these ancient writing styles; however, during that 
time, these hands were not called as calligraphy nor calligraphic script. 

The word calligrapher was not used in order to refer to scribe as well. 
�ŹŲĴĪňĜŘŘƟ̹ ĩƟ̹ ƀŅĴ̹ Şňİ̐ǬĿƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˦̹ ƙňƀŅ̹ ƀŅĴ̹ Ųŵňşƀňşŀ̹ ŲĴŵňŦİ̹ ňş̹
Europe, a clear division arose between hand (handwriting) and scripts 
˾BĜŹŅ˦̹�ĜŵĩŦƄŵ˦̹Λ̹ŦƀŅĴŵŹ˦̹ʇʅʆʎ˿˫̹bŅĴ̹ĪŦşǭňĪƀ̹Ĝşİ̹ƀŅĴ̹İňƘňŹňŦş̹ĩĴƀƙĴĴş̹
writing and calligraphy may start right at that point. It seems that the 
dictionaries and encyclopedias mentioned above referred to the ancient 
writing styles and called them calligraphy, which is a word that started 
ƀŦ̹ƄŹĴ̹ƀŦ̹ŅňŀŅŘňŀŅƀ̹ƀŅĴ̹İňǣĴŵĴşĪĴ̹ĩĴƀƙĴĴş̹ĜŵƀňŹƀňĪ̹ŲŵĜĪƀňĪĴ̹Ĝşİ̹ƙŵňƀňşŀ̹
that serves accurate needs such as copying and conveying the message 
of a text. It can be claimed that this usage of the word calligraphy in 
that sense has to be reconsidered, and it has to state after what point 
the term calligraphy has started to use.

The other repeated statement that is used mostly is “the art of 
calligraphy” or “the art of beautiful handwriting,” which has to be 
reconsidered, whether it is problematic or not. It also appears as a title 
of various literature that is highly respected and most quoted, such as 
Harris (1995b) The Art of Calligraphy: A Practical Guide to the Skills and 
Techniques; Ferraro, Metcalf, and others (2011) The Art of Calligraphy & 
Lettering (2011). It will also be mentioned about these books and their 
descriptions of calligraphy on the following pages.

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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The conception of art in a modern sense is highly comprehensive to 
İĴǬşĴ˦̹ŞŦŵĴŦƘĴŵ̹ƀŦ̹İĴĪňİĴ̹ƙŅĜƀ̹Ĝŵƀ̹ňŹ̹Ĝşİ̹ƙŅĜƀ̹ňŹ̹şŦƀ̹ňŹ̹ŦƄƀ̹ŦĿ̹ŹĪŦŲĴ̹
ŅĴŵĴ˰̹ŅŦƙĴƘĴŵ˦̹ ňƀ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ ĿŵĜŞĴ̹ ƀŅĴ̹ ĪŦşĪĴŲƀ̹ŦĿ̹ Ĝŵƀ̹ ňş̹ ĜşĪňĴşƀ̹
Greek and also medieval times when writing was used for functional 
reasons, in order to understand what calligraphy may refer, even it 
is claimed that calligraphy did not use back then to point at ancient 
writing styles. It will lead to locating misuses and underlining the chain 
reaction that has started with the perception of writing and continued 
with the calligraphy in terms of the Western world.

Eco (1986) examines the theory of the art of Medievals and “how far they 
were from any conception of art as a creative force” (1986: 95). He claims 
that there was no conception of art in the modern sense that may point 
at the primary function of the constructed object, which is not meant 
ƀŦ̹ĩĴ̹ĴşœŦƟĴİ̹ĜĴŹƀŅĴƀňĪĜŘŘƟ̹ňş̹ƀŅĴ̹ǬŵŹƀ̹ŲŘĜĪĴ˫̹)Ĵ̹ĜŘŹŦ̹ƄşİĴŵŘňşĴŹ̹ƀŅĜƀ̹ƀŅĴ̹
theory of art is actually based on two basic elements: one is knowledge 
(ratio, cogitation), and the other is production (faciendi, factibilium). 
These two elements frame this act as “a knowledge of the rules for 
making things” (Eco, 1986: 92). Eco’s explanation is highly direct and 
understandable in the Middle Ages, when the ancient writing systems 
that were now called the art of writing, calligraphy, was actually neither 
assessed nor practices as art by them, or at least, it can be claimed that 
the idea of art was not the same as today back then.

On the other hand, the word art is a Greek word related to aretes, which 
means “a capacity for making something,” also “a power of the practical 
intellect” (Eco, 1986: 92). Eco mentions another well-known feature of 
the medieval theory of art is the word ars, which was a concept with a 
broad sense that refers to technology and artisanry in a modern sense. 
Hence, art was not accepted as an expression; it aimed to construct an 
object in respect of its own rule at that time. These constructions could 
be a ship, a sword, a building, or a painting.

[ŅňşĴŵ̹˾ʇʅʅʆ˿̹ĜŘŹŦ̹ŞĴşƀňŦşŹ̹ƀŅňŹ̹ĪŦşĪĴŲƀ˦̹ŹƀĜŵƀňşŀ̹ƙňƀŅ̹ƀŅĴ̹ĴƀƟŞŦŘŦŀňĪĜŘ̹
explanations of the word art, derived from the Latin word ars and Greek 
language techne. These terms consisted of things that were considered 
as a craft. What one calls craft has a broad sense of the answer, such as 
“carpentry, and poetry, shoemaking and medicine, sculpture and horse 
breaking” (2001: 20). It can be understood that the word actually refers 
to the ability to make or perform the object rather than the object itself, 
ĜŹ̹[ŅňşĴŵ̹ĪŘĜňŞŹ˫̹�ŘŘ̹ŅƄŞĜş̹ĜĪƀňƘňƀƟ̹ŹĴĴŞŹ̹ƀŦ̹ĩĴ̹ŲĴŵĿŦŵŞĴİ̹ƙňƀŅ̹ŹŖňŘŘ˫̹
Hence, he claims that the ancient Greeks and Romans back then had no 
ǬşĴ̹Ĝŵƀ̹ĪĜƀĴŀŦŵƟ̹ĜŹ̹ňş̹ƀŅĴ̹ŹĴşŹĴ̹ŦĿ̹ŞŦİĴŵş̹ňİĴĜŹ̹Ĝşİ̹ŲŵĜĪƀňĪĴŹ̹ŦĿ̹Ĝŵƀ˫̹

[ŅňşĴŵ̹ ˾ʇʅʅʆ˿̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ İňƘňŹňŦş̹ĩĴƀƙĴĴş̹ŅƄŞĜş̹ ĜĪƀňƘňƀƟ̹ ĜŹ̹ ǬşĴ̹
arts and craft occurred in the eighteenth century in Europe, whereas 
WňŹĜƀƀň̹ ˾ʇʅʆʈ˿̹ ŹƀĜƀĴŹ̹ ǬşĴ̹ Ĝŵƀ˦̹ƙňƀŅ̹ ňƀŹ̹ ŵĴŘĜtively recent origin, started 
to separate itself from craft in the sixteenth century, that means the 
ĪŦşĪĴŲƀ̹ŦĿ̹ǬşĴ̹Ĝŵƀ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹İňŹƀňşŀƄňŹŅĴİ̹ňƀŹĴŘĿ̹ĜŹŹŦĪňĜƀĴİ̹ƙňƀŅ̹ƀŅĴ̹
realm of beauty and aesthetic in the late eighteenth century. 

In the eighteenth century, also pleasure in the arts was distinguished 
İƄĴ̹ƀŦ̹ŵĴǬşĴİ̹Ŧŵ̹ŦŵİňşĜŵƟ˫̹WĴǬşĴİ̹ŲŘĴĜŹƄŵĴ̹ňŹ̹ĪŘĜňŞĴİ̹ƀŦ̹ĩĴ̹ĜŲŲŵŦŲŵňĜƀĴ̹
ƀŦ̹ƀŅĴ̹ǬşĴ̹ĜŵƀŹ˦̹ƙŅĴŵĴĜŹ̹ŦŵİňşĜŵƟ̹ŲŘĴĜŹƄŵĴŹ̹ĜŵĴ̹ƄŹĴĿƄŘ̹Ŧŵ̹ĴşƀĴŵƀĜňşňşŀ˫̹

II. DEFINING THE TERMS: 
WRITING, LETTERING, TYPOGRAPHY AND CALLIGRAPHY
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bŅĴ̹ ŵĴǬşĴİ̹ ŲŘĴĜŹƄŵĴ̹ ŅĴŵĴ̹ ĩĴĪĜŞĴ̹ ƀŦ be called “aesthetic.” After the 
şňşĴƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹ƀŅĴ̹ƙŦŵİ̹̚ǬşĴ̛̹İŵŦŲŲĴİ˦̹Ĝşİ̹ŦşŘƟ̹Ĝŵƀ̹ƘĴŵŹƄŹ̹ĪŵĜĿƀ̹
ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹İňŹĪƄŹŹĴİ̹˾[ŅňşĴŵ˦̹ʇʅʅʆ˿˫

Namely, poetry, painting, sculpture, architecture, and music are not 
considered the same as shoemaking, embroidery, and storytelling, also 
called craft. Fine art is explained here as “a matter of inspiration and 
ŀĴşňƄŹ̹Ĝşİ̹ŞĴĜşƀ̹ƀŦ̹ĩĴ̹ĴşœŦƟĴİ̹ĿŦŵ̹ƀŅĴŞŹĴŘƘĴŹ̹ňş̹ŞŦŞĴşƀŹ̹ŦĿ̹ŵĴǬşĴİ̹
ŲŘĴĜŹƄŵĴ̛̹ ˾[ŅňşĴŵ˦̹ ʇʅʅʆ˥̹ ʊ˿˦̹ ƙŅĴŵĴĜŹ̹ ĪŵĜĿƀ̹ ňŹ̹ ̚ŵĴŴƄňŵĴİ̹ ŦşŘƟ̹ ŹŖňŘŘ̹ Ĝşİ̹
rules and meant for mere use or entertainment” (Ibid.). Hence, what 
can be understood here, the perception of calligraphy as an art with 
the current understanding has only been possible in the eighteenth 
century. That means, even if the word calligraphy was started to be 
used in the sixteenth century, it might take two more centuries for the 
art approach to form in terms of western calligraphy. Hence, it may 
not be that accurate to accept that with the printing technology of the 
ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹ŹĪŵňĩĴŹ̹ŹƀĜŵƀĴİ̹ƀŦ̹ŲĴŵĿŦŵŞ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹Ĝş̹Ĝŵƀ˫

On the other hand, while the term artista (artist) was coined in the 
Middle Ages with roots in ars, was refers to craftsmen or the students 
of the liberal arts (Risatti: 2013); later periods, the term “artist” and 
“artisan” were used to refer to a person who practices these activities, 
both terms were used interchangeably. That means that the word 
“artist” could refer not only to a shoemaker but also to a painter. By the 
eighteenth century, these terms were divided and became opposites. 
̚�ŵƀňŹƀ̛̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ƄŹĴİ̹ĜŹ̹ƀŅĴ̹ĪŵĴĜƀŦŵ̹ŦĿ̹ƙŦŵŖŹ̹ŦĿ̹ǬşĴ̹Ĝŵƀ˦̹̚ĜŵƀňŹĜş̛̹
Ŧŵ̹̚ĪŵĜĿƀŹŞĜş̛̹ŞĴĜşƀ̹ƀŅĴ̹ŞĴŵĴ̹ŞĜŖĴŵ̹ŦĿ̹ƄŹĴĿƄŘ̹ƀŅňşŀŹ̹˾[ŅňşĴŵ˦̹ʇʅʅʆ˿˫

From the point of historical reference, it is highly noteworthy that 
the word scribe is used mostly in the period when the writer had 
ŦşŘƟ̹ĪŅĜŵŀĴİ̹ĿŦŵ̹ĪŦŲƟňşŀ̹ƀŅĴ̹ƀĴƞƀ˰̹ŅĴ̹ƙĜŹ̹şŦƀ̹İĴǬşĴİ̹ĜŹ̹Ĝş̹ĜŵƀňŹƀ̹Ŧŵ̹Ĝ̹
calligrapher as in today. Also, they copied handwritten text by a script as 
a term, not calligraphic script, back then. Under these explanations, it is 
possible to understand the description of a scribe who was not assumed 
as an artist in the modern sense. It takes attention that in some of the 
literature in the realm of conventional writing, the word scribe and 
script are preferred use for the title, or even in the text, for example, 
Gullick and Rees, Modern Scribes and Lettering Artists (1980); Hamel, 
Scribes, and Illuminators (Medieval Craftsmen) (1992), Brown, Western 
Historical Scripts from Antiquity to 1600 (1993); Avrin, Scribes, Script, and 
Books̹˾ʆʎʎʆ˿̹Ĝşİ̹[ƀĴƘĴşŹ˦̹Scribe: Artist of the Written Word (2013).

At this point, it would be useful to look at what the words script, scribe, 
and hand mean. The word scribe as a verb literally refers to “to write” 
and comes from Latin scribere, and as a noun, Latin scriba means 
“keeper of accounts, secretary, writer.” Moreover, scribe as a noun dates 
back to 1200, means “professional interpreter of the Jewish Law” (late 
11c. as a surname), the word scriba from Church Latin means “teacher 
of Jewish law”, in Latin, special use of scriba means “keeper of accounts, 
secretary, writer,” from past participle stem of scribere means “to write,” 
ňş̹�şŀŘňŹŅ̹ ̚ŦşĴ̹ƙŅŦ̹ƙŵňƀĴŹ˦̹ŦǤĪňĜŘ̹Ŧŵ̹ŲƄĩŘňĪ̹ƙŵňƀĴŵ˫̛ ̹bŅĴ̹ƙŦŵİ̹scriber 
in Latin, graphein, glyphein in Greek, is also supposed to be considered 
here (Online Etymology Dictionary, n.d). 
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Moreover, graphein̹ ňŹ̹İĴǬşĴİ̹ĜŹ̹ƀŅĴ̹̚ŲŵŦĪĴŹŹ̹ŦĿ̹ƙŵňƀňşŀ̹Ŧŵ̹ŵĴĪŦŵİňşŀ˦̛ ̹
or in modern use, “writing, recording, or description.” It follows as 
“from French or German -graphie, from Greek -graphia” and explained 
as “write, express by written characters,” earlier “to draw, represent 
by lines drawn,” originally “to scrape, scratch” (on clay tablets with 
a stylus). The key point about the word graphein is considered in the 
broad sense as an act. On the other hand, the word script as a noun 
means “something written,” earlier script dates back to c. 1300, escrit 
from Old French means “piece of writing, written paper; credit note” 
(Modern French écrit), scriptum from Latin means “writing, book; law, 
line, mark.” Moreover, the word used to refer to “write” derives from 
scribere scriber (French écrire, Irish scriobhaim, Welsh ysgrifennu, German 
schreiben) in Celtic and Germanic, as well as Romanic languages. Scrifan 
from the Old cognate English means “to allot, assign, decree,” and in 
modern English, the word written as a verb is used to express this 
action (Online Etymological Dictionary, n.d.).

�ĜĪŖ̹ ƀŦ̹ ƀŅĴ̹ İňǣĴŵĴşĪĴ̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ ŹĪŵňŲƀ̹ Ĝşİ̹ ƀŅĴ̹ ŅĜşİ̹ ňŹ̹ ŹĜňİ̹ ƀŦ̹ ĩĴ̹
ĩĜŹĴİ̹ Ŧş̹ ƙŅĜƀ̹ ƀŅĴ̹ ƀĴƞƀ̹ ƙĜŹ̹ ƙŵňƀƀĴş̹ ĿŦŵ˰̹ ňƀ̹ ĜŘŹŦ̹ ĜǣĴĪƀĴİ̹ ƀŅĴ̹ ŦƘĴŵĜŘŘ̹
ĜŲŲĴĜŵĜşĪĴ̹ ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹ Ĝşİ̹ ƀŅĴ̹ ƀĴƞƀ˫̹ [ĪŵňŲƀŹ̹ ĜŵĴ̹ İňƘňİĴİ̹ ňşƀŦ̹ ƀƙŦ̹
subgroups, formal and informal. While a scribe is supposed to write 
clear, legible, well-made letters that favor the reader’s need, he mostly 
concentrates on the shape or form. It is called a formal script, which 
takes more time to execute and is used for formal documents and 
luxury books. On the contrary, if a scribe writes hastily with speed, 
favoring the writer’s need actually, he writes scribbled letters. The 
overall appearance of the letterform and the text were not the primal 
issue here. It is called informal scripts that are used for everyday use. 
While a script is a model that the scribe has trained and mounted in 
his eye before each letter, a hand is what a scribe puts down on a page 
without this envisagement. Hence, each scribe also has his own hand-
embellished by his taste (Drogin, 1989). These divisions, as claimed, 
started to occur with the printing period. It is highly noteworthy that 
these notions, such as clear, legible, well-made letters, are used to refer 
to the beauty in the realm of writing in previous sources that were 
observed. For this reason, it is confusing whether informal writing, due 
to its sloppy, carelessly constructed letterforms, is not beautiful so is 
not calligraphy. Once again, here, it raises to query the terms.

For more knowledge about the scribe, whether it makes sense to 
use the word calligrapher to recall him as an artist is problematic or 
not, it would be helpful to mention slightly about the scribe in the 
medieval times when hand-copying was the only way of recording and 
transmitting relevant text; a large number of manuscripts written out 
by hand by (Walther & Wolf, 2014).

Considering ancient writing, mainly in the Middle Ages, is examined in 
Chapter III, had been practiced for functional reasons and also assumed 
as a craft skill that needed to be acquired and mastered. It had the 
function of recording, copying, and conveying text, booklets, notary 
documents, or manuscripts. For this reason, this period is assessed 
as a manuscript culture that required technical and practical skills, 
which means craftsmanship in terms of calligraphy. Considering the 
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production of the manuscript consists of preparation of the material 
and tools -parchment, vellum or paper, also quill pen, organizing the 
composition of the page -the text and illumination, and writing process, 
then gathering the pages of the manuscript, all preserve the technics 
before the industrial period that needed to be learned and transmitted.

For quite a time, the monk scribe was responsible for all book 
production phases in medieval times. During that time, with the 
need for copied handwritten text, professional practitioners, so-
called lay scribes who were trained in a monastery, cathedral school, 
or scriptorium, appeared, and medieval monks had to work in 
collaboration with a lay scribe who was not an actual member of the 
guild (Drogin, 1989). Furthermore, in his book entitled The Golden 
Tread: The Story of Writing (2013), Clayton mentions the enslaved people 
involved in every aspect of the book production.

On the other hand, an ancient scribe, mostly a scribe monk, had a seven-
years of training to learn the ancient styles and master them to get 
permission to write a manuscript, which will also be mentioned in detail 
in Chapter III. Hence, as a craftsman, an ancient scribe had to learn how 
to manipulate the material and could not be distinguished from the tools 
that he relied on and depended on for his service to others (Rowley, 1997).

bŅĴ̹ ŹĪŵňĩĴ̹ ƙĜŹ̹ şŦƀ̹ ĜŘŘŦƙĴİ̹ ƀŦ̹ ŵĴǭĴĪƀ̹ ňşİňƘňİƄĜŘ̹ ĜŲŲŵŦĜĪŅĴŹ̹ ƀŦ̹ ƀŅĴ̹
handwritten text or manuals and was not allowed to use their acquired 
skill as a source of temptation to the pride, which means they were 
not encouraged to use their calligraphic skill as an expression of their 
individuality as well (Jackson, 1981). The book was not a medium for 
any personal expression or perspective on an artistic level. That means 
ancient writing practices -traditional calligraphy- were basically a craft 
that consists of tactile knowledge and requires acquiring technical and 
practical knowledge. 

The spread of printing techniques puts numerous scribes out of work or 
ĿŦŵĪĴİ̹ƀŦ̹ĩĴ̹ŵĴƀŵĜňşĴİ˫̹[ŦŞĴ̹ŖĴŲƀ̹ŹƄŵƘňƘňşŀ̹ĩƟ̹ƙŦŵŖňşŀ̹ňş̹Ųŵňşƀňşŀ̹ŹŅŦŲŹ˫̹
For medieval book producers, it meant adapting to the new medium and 
Ǭşİňşŀ̹ĜŘƀĴŵşĜƀňƘĴ̹ƙĜƟŹ̹ƀŦ̹ƀĜŖĴ̹ƀŅĴ̹ĪŘňĴşƀ̝Ź̹ĜƀƀĴşƀňŦş˦̹ŹƄĪŅ̹ĜŹ̹İĴƘĴŘŦŲňşŀ̹
an extravagant style alternatively. Conversely, some showed no 
consensus with the others who had tried to be adopted it, which meant 
not letting the machine surpass the hand. Technology may change the 
şĜƀƄŵĴ̹ŦĿ̹ĪƄŘƀƄŵĴ˦̹Ĝşİ̹ŹĪŵňĩĴ̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹ŵĴŴƄňŵĴŞĴşƀŹ̹ŦĿ̹ƀŅĴ̹ƀňŞĴ˰̹ƀŅƄŹ˦̹
changing the assumption of the concept is inevitable. However, these 
terms refer to conventional practices of scribes who did not mean to 
ĪŵĴĜƀĴ̹Ĝŵƀ˫̹,ƀ̹ŅĜŹ̹ƀŦ̹ĩĴ̹ĪŘĜŵňǬĴİ̹ƀŅĴ̹ƙŦŵİ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ˦̹ĿŵŦŞ̹ƙŅňĪŅ̹İĜƀĴ̹
and under what circumstances did the word calligraphy start to use in 
the West, even how it started to perceive as a concept of art.

Moreover, the statement “the art of calligraphy” is misused. If the 
term calligraphy refers to writing as an art form and divides itself 
from the writing performed purely for functional reasons, it makes no 
sense to use it as the art of calligraphy. It creates misconception and 
misperception, for sure. From the opposite perspective, if the medieval 
period’s conventional writing styles are referred to as calligraphy, 
it means these styles are accepted as an art form performed because 
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of aesthetic feeling and in search of individual expressions, which 
ňŹ̹ İĴǬşňƀĴŘƟ̹ şŦƀ̹ Ĝş̹ ňŹŹƄĴ̹ ňş̹ ƀĴŵŞŹ̹ ŦĿ̹ ƀŵĜİňƀňŦşĜŘ̹rĴŹƀĴŵş̹ƙŵňƀňşŀ˫̹ ,ş̹
addition to this, if calligraphy started to use in the printing period 
and became a term that refers to artistic practices, particularly in the 
eighteenth century, it would not be wrong to assume that calligraphy 
covers both past and present, meaning tradition and contemporary.

With the misusage of the word calligraphy, the other issue that has 
to be handled here is comparing it with other calligraphy traditions, 
namely Far Eastern and Middle Eastern Calligraphy. While in the 
West, calligraphy as a term does not exist but conventional writing 
and certain script styles of the time were in use for the functional 
needs before the printing period, directly bound to the needs of that 
age; in Far Eastern culture, namely Chinese and Japanese for example, 
calligraphy has been assessed as a divine activity that a person perform 
not just as cultural attainment but also of one’s internalized gestural 
alignment consists of universal sources of life and energy. For these 
reasons, written marks have been accepted as an expressive act that 
elevated the status of art from the beginning (Clayton, 2013). In terms 
of Middle Eastern Calligraphy, it is also assessed as a divine act that 
not every person has the capability to write and has the capacity to 
perform. Writing is directly related to religion and copying the holy 
book of the Qur’an. Also, the prohibition of visual depiction due to 
ŵĴŘňŀňŦş˦̹ƙŵňƀňşŀ˦̹Ĝşİ̹ŦŵşĜŞĴşƀĜƀňŦş̹ŅĜİ̹ĴŹĪĜŘĜƀĴİ̹ƀŦ̹Ĝ̹İňǣĴŵĴşƀ̹ŘĴƘĴŘ˫̹
These traditions will be examined in Chapters IV and V in search of the 
ňşǭƄĴşĪĴŹ̹Ŧş̹ƀŅĴ̹rĴŹƀ̝Ź̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ŲŵĜĪƀňĪĴŹ˰̹ŅŦƙĴƘĴŵ˦̹ňƀ̹ŅĜŹ̹ƀŦ̹ĩĴ̹
rethought under these circumstances whether the Western tradition 
of writing can be judged by comparing with these mindsets. It may 
help to questionnaire the Westerner’s mindset about writing from the 
beginning of the time that writing started used. However, it will not 
locate the idea of calligraphy, which appeared after the scribe’s release 
from his burden, and the writing as an act started to be considered an 
autonomous medium in the Western world.

)ŦƙĴƘĴŵ˦̹Ĝ̹ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ̹ŲŦňşƀ̹ƀŅĜƀ̹ňŹ̹şĴĴİĴİ̹ƀŦ̹ĩĴ̹ƄşİĴŵŘňşĴİ̹ŅĴŵĴ˫̹,ƀ̹
ňŹ̹şŦƀ̹ŹŲĴĪňǬĴİ̹ĜşĪňĴşƀ̹ƙŵňƀňşŀ̹ŲŵĜĪƀňĪĴŹ̹̐ƀŵĜİňƀňŦşĜŘ̹ĪĜŘŘňŀŵĜŲŅƟ̹̐ĜŹ̹Ĝ̹ĪŵĜĿƀ̹
to qualify it in the sense that it is less valuable than art practices. Especially 
considering the statements of Risatti (2013), who basically claims that 
craft is an art and developed the arguments discussing the dichotomies 
between function-nonfunction, craft-design, an artist as intellectual-the 
craftsperson as an object maker, including an artistic content-physical 
object in this topic. He challenges these issues, which point to a rejection 
of the degradation of the craft. Rather, Risatti (2013) prefers to underline 
ƀŅĴ̹ ĩĜŹňĪ̹ İňǣĴŵĴşĪĴ̹ ĩĴƀƙĴĴş̹ǬşĴ̹ Ĝŵƀ̹ Ĝşİ̹ ĪŵĜĿƀ˦̹ƙŅňĪŅ̹ ňŹ̹ ƀŅĜƀ̹ ǬşĴ̹ Ĝŵƀ̹ ňŹ̹
ŵĴŘĜƀĴİ̹ŞƄĪŅ̹ƀŦ̹ƀŅĴ̹ƘňĴƙĴŵ̹Ĝşİ̹ĪŦşƀňşƄĴŹ̹ĜŹ̹̚ǬşĴ̹Ĝŵƀ̹ĴşƀĜňŘŹ̹ƀŅĴ̹ŞĜŖňşŀ̹ŦĿ̹
symbols while craft entails the making of things” (Risatti, 2013: 89).

,şŹƀĴĜİ˦̹ ňƀ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ ĩĴ̹ ĜƙĜŵĴ̹ ŦĿ̹ ƀŅĴ̹ ƀĴŵŞ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ňƀŹ̹
usage as “the art of calligraphy” while referring to ancient writing 
practices. Moreover, it should be mentioned as a much more critical 
issue: whether today’s calligraphy practices still include craft knowledge, 
in other words, whether a contemporary calligrapher still needs to 
require the craft knowledge of ancient writing today. These questions 
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will be answered through this research, particularly in Chapter VI 
with the examination of the selected contemporary calligraphers and 
their practices, and also in Chapter VII while examining my personal 
calligraphy perception through my calligraphy practices. That leads us to 
arrive at the point that whether calligraphy is practiced with the concern 
ŦĿ̹ ŵĴǭĴĪƀňşŀ̹ ňşİňƘňİƄĜŘ̹ ĴƞŲĴŵňĴşĪĴŹ̹ Ĝşİ̹ ĴƞŲĴŵňŞĴşƀĜƀňŦşŹ̹ Ŧŵ̹ ŞĴŵĴŘƟ̹
serving for functional reasons, in both cases, calligraphy preserves its 
craft nature as an accumulated technical and practical also conceptual 
knowledge of the calligrapher. 

Calligraphy itself has an intrinsic potential about being expressive, 
beyond the language barriers and beyond the forms of the letters 
literally, and this notion is not limited to the nations, nor the time, but 
to the minds and perceptions of the man. In medieval times, because 
of the lack of the idea of art in a modern sense, the writing was not 
charged with these values, not as in the Far East or Calligraphy with 
the Arabic alphabet and the Islamic Calligraphy. Hence, it is not bound 
to the idea of the writing itself, but it is directly bound to the mindset 
of the practitioner and the capacity to assess it. Writing in the West 
emerged depending on merely the needs of time and transformed, 
bounding to the perception of a man in the West. This does not mean 
that it indicates the lack of potential of writing or calligraphy itself. 
�Ĵňşŀ̹ ŘňŞňƀĴİ̹ ƀŦ̹ ƀŅĴ̹ ŹŲŦŖĴş̹ ƙŦŵİ̹ Ĝşİ̹ ŘĜşŀƄĜŀĴ̹ ƙňƀŅ̹ ŹŲĴĪňǬĪ̹ ĜňŞŹ˦̹
namely to be read and convey the text message, it is not surprising 
that the potential power of expression in the writing realm seems to 
be shadowed or kept in the background. This potential may be unaware 
or ignored due to the general perception of writing, especially after 
the invention of the phonetic alphabet. It also seems contemporary 
ĪĜŘŘňŀŵĜŲŅƟ̹ŹƀňŘŘ̹ŹƄǣĴŵŹ̹ĿŵŦŞ̹ƀŅĴŹĴ̹ňŀşŦŵĜşƀ̹ŞňşİŹ̹ƀŅĜƀ̹ƙňŘŘ̹ĩĴ̹ŦĩŹĴŵƘĴİ̹
here while examining the authors’ and calligraphy artists’ descriptions.

In this context, while discussing other calligraphy practices, it is 
supposed to understand the fundamentals keenly and motives behind 
the other conventions in terms of writing and how it may lose some 
ŹŲĴĪňǬĪ̹ǬşĴ̹İĴƀĜňŘŹ̹ĩĴĪĜƄŹĴ̹ŦĿ̹ƀŅĴ̹ƀŵĜşŹŘĜƀňŦş̹ƀŦ̹ƀŅĴ̹�şŀŘňŹŅ̹ŘĜşŀƄĜŀĴ˫̹
At least, an artist should feel obliged to be aware of this.

�ĜĪŖ̹ƀŦ̹ƀŅĴ̹ĴƀƟŞŦŘŦŀňĪĜŘ̹İĴǬşňƀňŦşŹ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĜĪĪŦŵİňşŀ̹ƀŦ̹Online 
Etymology Dictionary, especially the word beauty that used in order to 
refer to calligraphy, words kallos (the noun beauty) and kalos or kalon 
(beautiful, the beautiful) expressed as “the (morally) beautiful, the 
idea goof,” also neuter of Greek kalos means “beautiful, noble, good.” 
Moreover, looking at the word callisto, it is explained as follows: 

In classical mythology, a nymph, mother of Arcas by Zeus, turned into a bear by Hera, from 
Greek kallistos, superlative of kalos “beautiful, beauteous, noble, good,” and its derived noun 
kallos “beauty,” from *kal-wo-˦̹ ƙŅňĪŅ̹ ňŹ̹ ŦĿ̹ ƄşĪĴŵƀĜňş̹ Ŧŵňŀňş˦̹ ŲĴŵŅĜŲŹ̹ ŵĴŘĜƀĴİ̹ ƀŦ̹ [ĜşŹŖŵňƀ̹
kalyana “beautiful.” The usual combining form in Greek was kalli-̹ ̚ĩĴĜƄƀňĿƄŘ˦̹ ǬşĴ˦̹ ŅĜŲŲƟ˦̹
favorable;” kalo- was a later, rarer alternative form. Also, the name was given 17c. to the 
fourth moon of Jupiter. Feminized as proper name Callista. (Online Etymology Dictionary, nd.)

On the other hand, the modern equivalent of the word beauty is in 
Online Cambridge Dictionary, which is: (1) (n) “the quality of being 
pleasing, especially to look at, or someone or something that gives great 
pleasure, especially when you look at it;” (2) “the business of making 
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people look attractive, using make-up, treatments;” (3) “something 
that is an excellent example of its type;” (4) “a quality that makes 
something especially good or attractive;” (5) “an attractive quality 
that gives pleasure to those who experience it or think about it, or a 
person who has this attractive quality;” (6) “Beauty can also mean an 
ĜƀƀŵĜĪƀňƘĴ̹ ĜŲŲĴĜŵĜşĪĴ˫̛ ̹�ĪĪŦŵİňşŀ̹ ƀŦ̹ ƀŅňŹ̹ İĴǬşňƀňŦş˦̹ ňĿ̹ ňƀ̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ƀŅĴ̹
thing or a person, it is evident that it has to satisfy certain feelings, 
such as pleasure or attractiveness, due to some characteristics of the 
look of that thing or people that trigger these feelings. Not just the 
physical appearance, such as being attractive, but it may be related to 
the internal feature that a thing or person carries, such as being good 
or having quality. Hence, it may claim from these explanations that the 
word beauty generally is used to refer to the comprehensive notion that 
general assessment charges with values. To understand whether the 
word beauty has a similar concept to these modern descriptions and 
what the Greek word kallos refers to, it is supposed to look at the Greek 
perception of beauty and its probable implications in terms of writing. 

Eco (1986) examines the term beauty and claims that the Medievals 
conceived of “beauty as purely intelligible as the beauty of moral 
harmony and metaphysical splendor” (Eco, 1986: 5). These statements, 
as he claims, one of the most profound understandings of their 
ŞĴşƀĜŘňƀƟ̹ Ĝşİ̹ ŹĴşŹňĩňŘňƀƟ̹ ňş̹ ƀĴŵŞŹ̹ ŦĿ̹ ĩĴĜƄƀƟ˫̹ ,ş̹ ƀŅĴ̹ ǬŵŹƀ̹ ŲŘĜĪĴ˦̹ ƀŅĴƟ̹
did not refer to something abstract and conceptual; on the contrary, it 
refers to everyday feelings related to lived experience (Eco, 1986: 4).

Eco (2004) also reviews the idea of beauty to provide ample support to 
understand the ideal of beauty, especially for Greeks. As he claims, beauty 
had no autonomous state in ancient Greece until the time of Pericles 
˾ˬ̐ʉʇʎ̹��˿˦̹ƙŅŦ̹ƙĜŹ̹Ĝ̹ŲŵŦŞňşĴşƀ̹Ĝşİ̹ňşǭƄĴşƀňĜŘ̹ŀĴşĴŵĜŘ̹ŦĿ̹�ƀŅĴşŹ˫̹)ňŹ̹
time is accepted as a golden age for Athens when military, economic, 
Ĝşİ̹ ĪƄŘƀƄŵĜŘ̹ ŲŦƙĴŵ̹ ĜŵŦŹĴ˫̹ ,ƀ̹ ňŹ̹ ĜŘŹŦ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ Ĝ̹ ƀňŞĴ̹ ƀŅĜƀ̹ ŹňŀşňǬĪĜşƀ̹
developments occurred in the arts, particularly in painting and sculpture. 
As Eco (2004) claims, the possible reason for this development may be 
the need to reconstruct the temples destroyed at that time because of 
the wars. Before that, Greeks did not have a real aesthetic and a theory of 
beauty. For these reasons, beauty is a term explained by associated with 
other qualities, such as moderation, harmony, and symmetry. The word 
kalon, assessed as improperly, may be translated by the term beautiful, 
which refers to pleasant feelings, raising admiration, or drawing 
attention. If something is beautiful, it may refer to that; it has a virtue 
that delights the senses, especially sight and hearing, as Eco (2004) 
claims. In the case of humans, these senses are not the only factors but 
also the qualities of the soul and the personality that perceives by the 
mind’s eye more than the eye of the body. 

Based on these explanations, Eco (2004) points to the term beauty bound 
up with the various arts, such as sculpture with the appropriate measure 
and symmetry of the parts, rhetoric with the right rhythm, in poetry with 
an enchantment, which makes the one delighted can be expressed. By 
examining the philosophers’ perspectives, the former one takes attention 
is an ancient Greek historian, philosopher, and soldier Xenophon from 
Athens (c. 430 BC-354 BC). In his Memorabilia (c. 371 BC), he intended 
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to legitimize the artistic practice by mentioning at least three aesthetic 
categories: “Ideal beauty, which represents nature by means of a montage 
of the parts; Spiritual Beauty, which expresses the soul through the eye 
(as in the sculptures of Praxiteles, who painted the eyes to make them 
look more realistic); and Useful, or Functional Beauty” (Eco, 2004: 48).

On the other hand, both Plato (429?–347 BC) and Aristotle (384 BC- 322 
BC) associate harmony and proportion of the parts with beauty; also, 
the morally good soul is viewed as harmonious or well-proportioned 
(Asmis, 2010). For Plato, beauty is distinct from the physical medium 
with its autonomous existence and is not bound to a sensible object 
in particular. Hence, beauty does not relate to what the eye sees. The 
senses are supposed to be overcome by an intellectual sight that requires 
knowledge about arts and philosophy. For these reasons, beauty is not a 
term in that everyone has the capacity to be appreciated (Eco, 2004).

Assessments of Eco (2004) in terms of Greek perception of beauty 
ŹĴĴŞ̹ şŦƀ̹ ƀŅĜƀ̹ İňǣĴŵĴşƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ ŞŦİĴŵş̹ ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹ ĩĴĜƄƀƟ̹ ňş̹ Ĝ̹
broad sense due to being charged with various values and not limited 
ƀŦ̹ ŦşĴ̹ İňŵĴĪƀ̹ ĴƞŲŘĜşĜƀňŦş˫̹ )ŦƙĴƘĴŵ˦̹ ŦƀŅĴŵ̹ ŹňŀşňǬĪĜşƀ̹ ŲŦňşƀŹ̹ ŅĜƘĴ̹ ƀŦ̹
be considered here. What is essentially supposed to be discussed is 
the claim of beauty being a component feature of western calligraphy 
ŲŵĜĪƀňĪĴ̹Ĝşİ̹ŅŦƙ̹ƀŅňŹ̹ŵĴǭĴĪƀŹ̹Ŧş̹ňƀŹ̹ŲĴŵĪĴŲƀňŦş̹Ŧŵ̹İĴǬşňƀňŦş˫

Johnston (1917) mentions the beauty of form in terms of writing and 
lettering as having beautiful shapes and construction. Hence each 
ŘĴƀƀĴŵ̹ĜŹ̹Ĝş̹ňşİňƘňİƄĜŘ̹Ĝşİ̹ĜŹ̹Ĝ̹ƙŅŦŘĴ̹ǬƀƀĴİ̹ŲĴŵĿĴĪƀŘƟ̹ƀŦ̹ňƀŹ̹ŲŦŹňƀňŦş̹Ĝşİ̹
the material of an object used bearing the inscription. Constructing 
beautiful forms, according to Johnston, requires “good taste, and that 
it turn requires cultivation, which comes from the observation of 
beautiful forms” (Johnston, 1917: 252). The craftsmen’s point of view as 
Johnston also sees himself as “achieving beauty by taking pains means 
acquiring skill in a special craft and adapting that skill to a special 
piece of work and perhaps the surest way to learn is to let our tools 
and materials teach us and, as it were, make beautiful shapes for us” 
(Johnston, 1917: 252-253). Hence, Johnston uses the term beauty in 
terms of lettering, which is required to achieve the right form that 
belongs to the qualities of good writing.

Goudy (1963), on the other hand, also uses the word beauty when he 
mentions letter construction. According to him, various features 
needed to be considered while construing a letter. First is the intrinsic 
shape of the model, i.e., the lines, curves, and angles or the direction of 
the lines that are used in order to compose it; the second is the form 
that consists of proportion and beauty, as Goudy states, whether the 
ŲĜŵƀňĪƄŘĜŵ̹ŞŦİĴŘ̹ǬƀŹ̹ƀŅĴ̹ŲŘĜĪĴ̹Ĝşİ̹ŲƄŵŲŦŹĴ̹ŦĿ̹ňşƀĴşƀňŦş̹Ŧŵ̹şŦƀ˫

Goudy (1963) also highlights that it all depends on the ability and taste 
of the artist. These features are for so-called aesthetic quality, which 
is organic and essential for itself, neither with the addition to the 
fundamental form of the letter nor with meaningless variations. Here 
Goudy explains the desire for the beauty of the form; however, the 
readability of the letter is still a primary desired feature than beauty 
ĿŦŵ̹ŅňŞ˫̹[ňŞŲŘňĪňƀƟ˦̹İňŀşňƀƟ˦̹ŅĜŵŞŦşƟ˦̹ŲŵŦŲŦŵƀňŦş˦̹Ĝşİ̹ŹƀŵĴşŀƀŅ̹ĜŵĴ̹ĜŘŹŦ̹

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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characteristics that Goudy stresses, which host beauty in their nature. 
Hence, beauty in terms of writing and calligraphy is strictly bound 
to the construction of a letterform, the overall composition of a text, 
and the harmonious adaptation of each part, which is supposed to be 
created in a well-proportioned manner. By the way, it states that the 
aforementioned proportion is based on the Roman Capital letters as 
uppercase and Carolingian minuscule script as lowercase letters, which 
will be mentioned in Chapter III.

:ī=ī:ī��!/0!.*���((%#.�,$5� !Ƃ*%0%+*/����+. %*#�0+���((%#.�,$!./

,ş̹ ƀŅňŹ̹ ŲĜŵƀ˦̹ ƀŅĴ̹ İĴǬşňƀňŦşŹ̹ Ĝşİ̹ İĴŹĪŵňŲƀňŦşŹ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĿŵŦŞ̹
various literature belong to calligraphers will be mentioned with 
ƀŅĴ̹ ŹƀĜƀĴİ̹ şŦƀňŦşŹ̹ Ĝşİ̹ ĿĴĜƀƄŵĴŹ̹ ĩĴĪĜƄŹĴ̹ ňƀ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ ŦĩŹĴŵƘĴ̹
the perception of the contemporary western calligraphers that will 
ŹŅŦƙ̹ ƀŅĴ̹ƄşİĴŵŹƀĜşİňşŀ̹ ŦĿ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ŅŦƙ̹ ƀŅĴƟ̹ İĴǬşĴ˦̹
mostly describe the western calligraphy. It will provide insights 
ňşƀŦ̹ ƀŅĴ̹ ŹňŞňŘĜŵňƀňĴŹ̹ Ĝşİ̹ İňǣĴŵĴşĪĴŹ̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ ƀŵĜİňƀňŦş̹ Ĝşİ̹ ƀŅĴ̹
contemporary, mainly from the perspective of the artists who have 
been already practicing calligraphy, also discussing the term through 
history and today.

�ĜŘŘňŀŵĜŲŅĴŵ̹ �ŵŦŀňş̹ ˾ʆʎʍʎ˿̹ İĴǬşĴŹ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ ƀŅĴ̹ Ĝŵƀ̹ ŦĿ̹ ƙŵňƀňşŀ̹
beautifully employed in various styles for various purposes, as 
mentioned in various dictionaries previously held. He mentions well-
ĪŦşŹƀŵƄĪƀĴİ̹ ŘĴƀƀĴŵŹ˦̹ ĩĜŘĜşĪĴ˦̹ Ĝşİ̹ ŲĴŵŹŦşĜŘ̹ ĜƀƀňƀƄİĴ̹ ŵĴǭĴĪƀňşŀ̹ ĜŵƀňŹƀňĪ̹
expression in a general sense to elaborate on his description. Here the 
construction of the letters is assumed as a critical feature of performing 
calligraphy beautifully and helps to gain a balance within the written 
text. The personal attitude of the calligrapher steps in through creating 
and preserving these determined notions of Drogin without losing 
the functional feature of the letter that is needed to be recognized 
and legible. Hence, it can be stated that the description of Drogin is a 
highly strict and narrow description that ignores most of the practices 
of the contemporary calligraphers, who prefer to eliminate the letters 
and employs various strokes, lines, marks, or even stains, who will be 
observed in Chapter VII. As can be seen in many other books mentioned 
above, it cannot be said that he contributes to this issue from a new or 
İňǣĴŵĴşƀ̹ŲĴŵŹŲĴĪƀňƘĴ˫

On the other hand, French type designer and calligrapher Mediavilla (1996) 
pays attention to his critics of the term calligraphy as a misunderstood term 
ĩĴĪĜƄŹĴ˦̹ ĜĪĪŦŵİňşŀ̹ƀŦ̹ŅňŞ˦̹ ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹İňǤĪƄŘƀ̹ƀŦ̹İĴǬşĴ̹Ĝşİ̹ňƀ̹ňŹ̹ƀŅĴ̹ŦĩœĴĪƀ̹
of so many prejudices. First, he begins with the emphasis on writing, which 
is mostly considered a semantic feature rather than a graphic. According 
to him, “Writing acquires meaning through legibility and the process of 
alphabetic reading. On the other hand, calligraphy can acquire meaning 
through silence since it is intended to be expressive and artistic rather than 
strictly utilitarian” (Mediavilla, 1996: 17). Here, it should be kept in mind that 
calligraphy is a writing practice that has its own distinctive features as 
handwriting, lettering, and typography- also basically assessed as forms of 
writing. Hence, what Mediavilla probably refers to through his usage of the 
term writing refers to handwriting. However, without underlining this issue, 

II. DEFINING THE TERMS: 
WRITING, LETTERING, TYPOGRAPHY AND CALLIGRAPHY
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based on this assessment, it sounds like he believes writing and calligraphy 
are two distinct areas to study. This description of writing is related to the 
ŘĜşŀƄĜŀĴ̹Ĝşİ̹ĜŘŲŅĜĩĴƀňĪ̹ŵĴĜİňşŀ̹ŵĴŞňşİŹ̹ƙŅĜƀ̹ƙĜŹ̹İňŹĪƄŹŹĴİ̹ňş̹ƀŅĴ̹ǬŵŹƀ̹
ŲĜŵƀ̹ĴĜŵŘňĴŵ˦̹ĴşƀňƀŘĴİ̹̚ʇ˫ʆ˫̹rŵňƀňşŀ˥̹Ĝ̹ĩŵňĴĿ̹ƀŦƄŵ̹ŦĿ̹ňƀŹ̹ŦŵňŀňşŹ̹Ĝşİ̹İĴǬşňƀňŦşŹ̹
of the term” that Coulmas (2003) and Harris (1989, 1995a, and 2000) assess 
as a Western mentality, which is needed to be rethought.

Moreover, Mediavilla (1996) criticizes the term calligraphy, which 
derives from the Greek word kallos translated as beauty, and graphein 
translated as writing, the beautiful writing, and he states that he does 
not see it as a translation suitable for Greek origin. He claims the word 
kallos could express artistic beauty at a high level semantically, which 
ŹňŀşňǬĴŹ̹Ĝ̹İňǣĴŵĴşƀ̹ŲĴŵŹŲĴĪƀňƘĴ̹ŦĿ̹ŹƀŵĴşŀƀŅ̹Ĝşİ̹ĿƄŘǬŘŘŞĴşƀ̹ňş̹ŲŘĜŹƀňĪ̹Ĝŵƀ˫̹
He keenly denies the connotation of “prettiness, frivolity, and mawkish 
decoration” (Mediavilla, 1996: 18), which has little in common with 
that beautiful writing. He calls it mistranslated; however, as discussed 
before, the concept of beauty and art in the Greek and medieval times 
will be more appropriate to call that misperception rather than a 
mistranslation. The translation may be called beautiful handwriting; 
however, how the terms beauty and writing were perceived at that time 
is the crucial point to discuss. With kallos, it is pretty obvious that they 
refer to neither prettiness, neither frivolity nor mawkish decoration. 
According to him, these misunderstandings surrounding calligraphy 
ĜŵĴ̹İƄĴ̹ƀŦ̹Ĝş̹ňŞŲŵĴĪňŹĴ̹Ŧŵ̹ĜŞĩňŀƄŦƄŹ̹İĴǬşňƀňŦş̹ŦĿ̹Ĝ̹İňŹĪňŲŘňşĴ˫̹

Apart from the word kallos, Mediavilla (1996) surrogates the word 
grephein, which is ambiguous whether it indicates writing or drawing. 
According to him, the consequences of this ambiguity create 
incomplete and misleading interpretations in a sense. 

As explained earlier, grephein contains a broad sense of mark-making 
İƄĴ̹ ƀŦ̹ ƀŅĴ̹ ŘŦşŀ̹ ŅňŹƀŦŵƟ̹ ŦĿ̹ ƀŅĴ̹ ĴƘŦŘƄƀňŦş̹ ŦĿ̹ ƙŵňƀňşŀ˫̹ [ňşĪĴ̹ƙŵňƀňşŀ̹ ňŹ̹
assessed as an umbrella term and consists of calligraphy, this wide 
range of execution, including drawing, mark-making, etc., also can be 
observed in the works of calligraphy. Hence, it seems not that accurate 
ƀŦ̹ ĴƞŲĴĪƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ Ĝş̹ Ĝŵƀ̹ ĿŦŵŞ̹ ƀŅĜƀ̹ ŵĴǭĴĪƀŹ̹ ŲƄŵĴ̹ ŘĴŀňĩňŘňƀƟ̹ Ĝşİ̹
clear letterforms as can exist in conventional medieval writing and 
merely can be executed by writing in a literal sense. 

As deeply believed, these perceptions in terms of literal translation 
of calligraphy actually started with the assessment of the writing in 
the West. When observing the contemporary western calligrapher 
practices in Chapter VI, it will be encountered how conventional 
ŲĴŵĪĴŲƀňŦş̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ňşŹƄǤĪňĴşƀ̹ƀŦ̹ĪŦƘĴŵ̹ƀŅŦŹĴ˫̹HƘĴŵ̹Ĝşİ̹ĜĩŦƘĴ˦̹
when perceiving the term writing with its broader sense of execution, 
it is possible to see the potential is not peculiar to contemporary 
tendencies; it already exists as an intrinsic feature of writing, hence in 
calligraphy. Employing writing as a functional entity is bound to the 
ŲĴŵĪĴŲƀňŦş̹Ĝşİ̹İŦĴŹ̹şŦƀ̹ ŵĴǭĴĪƀ̹ ƀŅĴ̹şĜƀƄŵĴ̹ŦĿ̹ ƀŅĴ̹ƙŵňƀňşŀ̹ ňƀŹĴŘĿ˫̹�Ĵňşŀ̹
ƄşĜƙĜŵĴ̹ŦĿ̹ƀŅňŹ̹ŲŦƀĴşƀňĜŘ̹ŞĜŖĴŹ̹ňƀ̹ƄşİĴŵŹƀĜşİĜĩŘĴ̹ƀŦ̹İĴǬşĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹
as a mysterious act, as Mediavilla does.
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HƘĴŵĜŘŘ˦̹ AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˥̹ ʆʍ˿̹ ŹƄŀŀĴŹƀŹ̹ Ĝ̹ İĴǬşňƀňŦş̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹
follows: “calligraphy is the art of giving form to signs in an expressive, 
harmonious and skillful manner.” Here, as Mediavilla states, the word 
signs refer not just to letters but also to all sorts of elements of the 
alphabet (may cover all sorts, not just the Latin alphabet). After all, he 
points out that the letter is an abstract sign that attributes phonetic 
content, and without any need to be read, one can enjoy the bunch 
of text written in any other unfamiliar alphabet. According to him, a 
western calligrapher who does not know the Japanese language can 
still be impressed with Japanese calligraphy. It will be calligraphy work, 
even if it is illegible for a western calligrapher. Hence, discussing the 
word grephein, whether writing or drawing, is unnecessary because 
ƀŅĴ̹İĴǬşňƀňŦş̹ĜĪƀƄĜŘŘƟ̹ĪŦşƀĜňşŹ̹ƀŅĴ̹ĴƞĜĪƀ̹ĜşŹƙĴŵ̹ĿŦŵ̹ ňƀ˫̹ ,ƀ̹ĪĜş̹ĩĴ̹ĩŦƀŅ̹
written or drawn as soon as it contains elements of writing that are 
not limited to letters. However, it is not clear at what level the clarity 
of the form of the letter and legibility of the text Mediavilla (1996) 
demands calligraphy works. However, at least, it is for sure due to their 
resemblance of him to paint rather than literature; he seems to be 
convinced that the medieval perception of calligraphy (better stated as 
“ancient writing styles”) as a functional entity is not capable of covering 
what Mediavilla percepts as calligraphy in general.

On the other hand, the statement of “the art of giving form to signs,” 
according to Mediavilla, refers to certain knowledge of ancient 
inscriptions and their techniques, which reminds Johnston (1917), 
who believes beauty can be achieved by a laborious act of acquiring 
a skill, adapting that skill to work and create a special piece in terms 
of calligraphy. Here, once again, the craft nature of calligraphy seems 
to be underlined as an acquired skill; moreover, the competence to 
ĜİĜŲƀ̹ƀŅňŹ̹ŹŖňŘŘ̹ƀŦ̹ƙŦŵŖ̹ŀňƘĴŹ̹ŹŲĜĪĴ̹ƀŦ̹ŲĴŵŹŦşĜŘ̹ĴƞŲĴŵňŞĴşƀŹ̹ƀŦ̹ŵĴǭĴĪƀ̹
individual experiences in calligraphy.

According to Mediavilla, learning the basic techniques is not enough 
due to universal parameters that he mentions as “harmony, proportion, 
formal balance and rhythmic contrast” (Mediavilla, 1996: 18). Moreover, 
he coins the term “true calligraphy,” which is characterized by 
“harmony, proportions and the richness of its forms” (Ibid.). 

The term true calligraphy reminds the term true writing, which is 
utilized to distinguish all writing practices and justify the phonetic 
alphabet as a real writing system. With true calligraphy, Mediavilla (1996) 
seems to distinguish all calligraphic works; some may be less calligraphic 
than others for him if they do not satisfy his determined key factors, such 
as harmony, proportions, and richness of the forms. Once again, it refers 
to the well-constructed signs that have balance within self. Moreover, 
after examining the statements of Eco (1986 and 2004), it could be 
understood that these parameters herald the beauty of the work in the 
realm of calligraphy in the calligrapher’s mind. With the correct balance, 
a harmony of the styles, and the right proportions, the legibility of the 
style will arise, and it will satisfy the need of the text, and lack of these 
features, as he claims, reduces calligraphy to simple writing. 
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Meanwhile, Mediavilla (1996) never considers the potential of writing 
as an art form as in the Far Eastern or Islamic tradition, where there is 
no strict distinction between writing and calligraphy or the modernist 
movements of the twentieth century of Europe, such as Futurism or 
Dada. While typography started to be performed as an image, western 
calligraphy started to be reconsidered and restudied, but not as an 
expressive platform as today, rather reviving the notion of clear, legible, 
harmonic, and elegant interpretations of various ancient scripts. This 
issue will be mentioned in Chapter III while examining the historical 
evolution of Western calligraphy.

�şŦƀŅĴŵ̹ ŹňŀşňǬĪĜşƀ̹ ŲĜŵƀ̹ ŞĴşƀňŦşĴİ̹ ƀŅĜƀ̹ AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿̹ ĪŵĴĜƀĴŹ̹ Ĝ̹
hierarchical rank between the calligraphic styles and divides them into 
ƀŅŵĴĴ̹ĪĜƀĴŀŦŵňĴŹ˫̹bŅĴ̹ǬŵŹƀ̹ňŹ̹ĪĜŘŘĴİ̹̚ƀŅĴ̹ĪŘĜŹŹňĪ̹ŹƀƟŘĴŹ̛̹˾ʆʎʎʋ˥̹ʇʋʌ˿˦̹ƙŅňĪŅ̹
follows the tradition basically, the second one is so-called more modern 
“based on cursive letterforms and gestural strokes” (Ibid.), and the last 
one is “the purely abstract styles which open up numerous new plastic 
possibilities” (Mediavilla, 1996: 268). It seems categories are not about 
the calligraphy itself. However, categories of approaches are strictly 
bound to the perception of writing, and these indications seem mostly 
to refer to the period of western calligraphy and how its’ perception 
has shifted through its’ history. For these reasons, mostly encountered 
adjectives such as tradition, modern, abstract, experimental, or 
expressive that are used to refer to calligraphy to identify it seem not 
that make sense while advocating the expressive potential as a nature 
of calligraphy that shelter itself. 

What takes attention is that Mediavilla (1996) aims to focus on the ties 
between calligraphy and abstract painting by stressing the calligraphic 
act, which is determined by the mechanisms of perception, as he 
claims, in order to understand the process of abstraction and ability 
to evaluating of calligraphic forms by qualitative and expressive 
terms as a creative activity through the nature and role of form and 
rhythm. The rhythm in the calligraphy is explained through the human 
body. Certain harmony in the coordination of the body’s movement is 
necessary to boost energy. With this harmony of movement, one can 
escalate the level rather than the one in an uncoordinated manner. 
Hence this form of harmony is assessed by Mediavilla (1996) as a form 
ŦĿ̹ŵŅƟƀŅŞ˫̹,ş̹ƀĴŵŞŹ̹ŦĿ̹ĪŵĴĜƀňƘĴ̹ǬĴŘİŹ˦̹ƀŅĴŹĴ̹ŲŵňşĪňŲŘĴŹ˦̹ĜŹ̹Ĝş̹ŦŲĴŵĜƀňƘĴ̹
source within oneself, lead the creative act.

Mediavilla (1996) comments too that the technical knowledge -the craft 
nature of calligraphy- about the ancient writing styles is necessary 
precisely at that point because one is expected to know how to manipulate 
signs of language, as he claims, which are assessed as “the most direct 
means of stimulating the mind and exciting the emotions” (Mediavilla, 
ʆʎʎʋ˥̹ʇʌʊ˿˦̹ŅĴşĪĴ̹ŲŵŦƘňİĴŹ̹ƀŦ̹ĴŹĪĜŘĜƀĴ̹ƀŅĴňŵ̹ĴǣĴĪƀŹ̹ĜŹ̹ĜĩŹƀŵĜĪƀ̹ĴşƀňƀňĴŹ˫

The relationship between writing and painting, as he claims, started 
with the pictographic elements that were employed in the earliest 
forms of writing. These forms of signs were very close to the pictorial 
representation of the object. Later these signs evolved into the phonetic 
alphabet, one of the abstraction forms that represent sounds. But 
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still, writing in a literal sense started to be seen as a platform that 
provides visual elements to adopt for an artist. Mediavilla (1996) does 
not claim that writing substitutes for painting; however, he claims 
that ambiguity arises when the artist employs elements of writing 
as the main component of his work. According to him, the artist is 
ŹƄŲŲŦŹĴİ̹ ƀŦ̹ ĴŞŲŘŦƟ̹ ƀŅĴŹĴ̹ ĴŘĴŞĴşƀŹ̹ ňş̹ Ĝ̹ ĪŦşƘňşĪňşŀ̹ƙĜƟ̹ ƀŅĜƀ̹ ŵĴǭĴĪƀŹ̹
beyond the literal meaning. He thinks the ambiguity just starts at this 
point due to these graphic aspects being developed and reaching the point 
“the writing becomes calligraphy” (Mediavilla, 1996: 292). Here he admits 
that calligraphic forms have a pure pictorial capacity through their lines. 
)Ĵ̹ĜŹŹĴŹŹĴŹ̹ ƀŅĴŹĴ̹ ŘňşĴŹ̹ĜŵĴ̹İňǤĪƄŘƀ̹ ƀŦ̹ ňİĴşƀňĿƟ̹ƙŅĴƀŅĴŵ̹ŞĜİĴ̹ƀŅŵŦƄŀŅ̹Ĝ̹
ĪĜŘŘňŀŵĜŲŅňĪ̹ĜĪƀ̹Ŧŵ̹ĜŹ̹Ĝş̹ĜĩŹƀŵĜĪƀ̹ŲĜňşƀňşŀ˫̹)ŦƙĴƘĴŵ˦̹ƙŅĜƀ̹ĪĜş̹ĩĴ̹ňİĴşƀňǬĴİ̹
are “the dynamics and impulses,” he claims. Again, this perspective, 
analyzing the lines as an abstract entity, comes from realizing writing 
from its imperatives of communication, such as its legibility and conveying 
the speech, which is assessed as Western mentality.

As Mediavilla (1996) also mentions, looking at the Far East -China and 
Japan- it seems unnecessary to identify oneself as a painter or a calligrapher 
because both are closely related to each other. However, in the West, this 
ŹňƀƄĜƀňŦş̹ňŹ̹ƀŦƀĜŘŘƟ̹İňǣĴŵĴşƀ̹İƄĴ̹ƀŦ̹ƀŅĴ̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹ƀŅĴ̹ƀĴŵŞŹ˦̹ ƙŵňƀňşŀ˦̹ Ĝşİ̹
calligraphy from the very beginning. He thinks the calligrapher remains 
obscure and misunderstood mainly due to these reasons. 

By gaining autonomy as an art, calligraphy started to be seen in a 
İňǣĴŵĴşƀ̹ƙĜƟ˫̹AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿̹ ĪŘĜňŞŹ̹ ňƀ̹ ŅĜŲŲĴşŹ̹ ňş̹ ƀŅĴ̹ ĪŦƄŵŹĴ̹ ŦĿ̹ ƀŅĴ̹
twentieth century. However, as stated before, writing, hence calligraphy, 
has that autonomous notion as an intrinsic entity that belongs to its 
şĜƀƄŵĴ˫̹,ş̹ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹ƀŅĴ̹rĴŹƀ˦̹ƀŅĴ̹ǬŵŹƀ̹ŹƀĴŲ̹ĿŦŵ̹ƀŅĴ̹ŲĴŵĪĴŲƀňŦş̹ĪŅĜşŀĴ̹
was supposed to be started before the twentieth century with the 
evolution of writing. However, it is evident that the perception of a man 
still struggles, and the western mentality couldn’t reach that capacity 
to understand yet. Hence, it reached a point where Mediavilla thinks 
calligraphy actually has freed itself from these burdens in the course of 
the twentieth century. It can be on debate and again seems to depend on 
how one sees and from what point looks and interprets it.

Mediavilla (1996) even mentions artists such as Hans Hartung (1904-
1989), who renewed the overall composition principles through lines 
and harmony, and he thinks some calligraphers devoted themselves to 
“abstract” calligraphy, where these principles of lines and harmony also 
dominate. It is understandable at this point that Mediavilla, under the 
light of these explanations, uses the term abstract calligraphy; however, 
ňƀ̹ ŞĜƟ̹ ĪĜƄŹĴ̹ ŦƀŅĴŵ̹ ĜŞĩňŀƄňƀƟ̹ ĜĩŦƄƀ̹ ŅŦƙ̹ ƀŅĴ̹ ŦşĴ̹ ĪĜş̹ İňǣĴŵ̹ ƙŦŵŖ̹ ŦĿ̹
calligraphy and abstract painting each other, or which is a determinative 
criterion that work is a calligraphic work or not. Is it supposed to look at 
the background of that artist, whether he has trained in ancient writing 
styles, i.e., traditional scripts of the West, or not? The personal answer 
will be given in Chapter VII with the examination of my calligraphic 
perception and attitude; however, it can be stated that this issue needs 
attention to be carefully thought out and discussed, also using the term 
ĜĩŹƀŵĜĪƀ̹ƀŦ̹şŦƀ̹ĪĜƄŹĴ̹Ĝ̹İňǣĴrent debate about it. 
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On the other hand, it has to be decided whether it is really necessary to 
divide disciplines that have practiced calligraphy in a hybrid way, fusing 
İňǣĴŵĴşƀ̹ŹƀƟŘĴŹ̹ƙňƀŅŦƄƀ̹ĪŦşsidering or avoiding the conventional rules 
ňş̹ŹĴĜŵĪŅ̹ŦĿ̹ŵĴǭĴĪƀňşŀ̹ŅňŹ̹Ŧƙş̹ŲĴŵŹŦşĜŘ̹ňşƀĴŵŲŵĴƀĜƀňŦş˫̹�ŘŹŦ˦̹ĜĩŦƄƀ̹ƀŅĴ̹
term abstract, it has to be considered carefully whether it is suitable 
with the calligraphic work that even just employs the stroke, lines, or 
ink splashes without actual style or letter; it seems abstract painting 
but carries references from its roots, tradition, and history. 

This type of calligraphic work does not claim to deny the past 
necessarily or to get away from it completely. It does not claim to be 
formless. On the contrary, it embraces the past and produces itself 
as a focus beyond it and to live it. If it has a peculiar feature, the aim 
is not to completely remove itself from its history and development. 
What makes calligraphy is that it progresses by accumulation. It 
should not be a stance that rejects its historical reference in terms of 
being independent of form; on the contrary, it should be assessed as 
embracing these references through creating a personal attitude about 
it. It can be claimed that the quality of the line and stroke -which will 
be discussed in the following pages- can release itself under these 
conditions: acquiring the skill with technical and practical knowledge 
and the capacity to investigate, interrogate, and interpret it. It should 
be assessed as neither denial nor betrayal to tradition in a sense.

�ĜŘŘňŀŵĜŲŅĴŵ̹[ŅĴŲŅĴŵİ̹˾ʇʅʅʆ˿̹İĴŹĪŵňĩĴŹ̹ƙŵňƀňşŀ̹ĜŹ̹̚Ĝş̹ĴƞƀĴşŹňŦş̹ŦĿ̹ŀĴŹƀƄŵĴ̹
-a way to make a motion visible, memorable, and lasting” (2001: 9), and she 
İĴǬşĴŹ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹ĜŞŦşŀ̹ƀŅĴŹĴ̹ƙĜƟŹ̹ƀŅĜƀ̹ŲĴŦŲŘĴ̹Ǭşİ̹ƀŦ̹ŞĜŖĴ̹ŹŲĴĴĪŅ̹
visible by pen. It seems that she describes calligraphy as a tool to record 
the speech with the potential to record this as a gesture. While she points 
to broad ways of making marks, she suddenly limits it to the alphabetic 
system and its conventional way of explaining and recording a speech as a 
tool. Many books have pretty much the same problematic conceptualizing 
attitude that exactly causes misunderstanding and lack of awareness 
about the nature of writing and calligraphy.

�ĜŘňŀŵĜŲŅĴŵ̹ qĜŵŀĜŹ̹ ˾ʇʅʆʅ˿̹ İĴǬşĴŹ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙňƀŅ̹ İƄĪƀƄŹ˦̹ ŵŅƟƀŅŞ˦̹
and metric components. The ductus is explained as the relationship 
between the speed and direction of the stroke, while rhythm means the 
repetition of a part, and metric is the relationship between the parts 
ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵ˫̹ TĜŵĜŘŘĴŘ̹ ƀŦ̹ ƀŅĴ̹ ĪŦşƘĴşƀňŦşĜŘ̹ ŹĴşŹĴ̹ ŦĿ̹ ƀŅĴ̹ İĴǬşňƀňŦş˦̹ ŹŅĴ̹
assessed it as an art form with well-constructed letters in a particular 
and proper way of writing. It seems Vargas describes calligraphy by 
ĜİŅĴŵňşŀ̹ ƀŦ̹ ƀŅĴ̹ ƀŵĜİňƀňŦşĜŘ̹ İĴǬşňƀňŦş˦̹ ŲŵŦƘňİňşŀ̹ ŹŲĜĪĴ̹ ĿŦŵ̹ ŲĴŵŹŦşĜŘ̹
ĜƀƀňƀƄİĴ̹İƄĴ̹ƀŦ̹İĴǬşňşŀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹Ĝş̹ĜĪƀ̹ŦĿ̹Ĝŵƀ˫

Chazal (2013), from his experience as a calligrapher, points to the human 
being’s desire to leave a visible mark loaded with feelings by using the 
potential of expressiveness that one can leave on the surface. These 
marks, he believes, are an expression of speech. Hence, it is unavoidable 
ƀŅĜƀ̹ŅĴ̹ ĪŅĜŵŀĴŹ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ƙňƀŅ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ŵŦŘĴ̹ ňş̹ƙŵňƀňşŀ̹ ĪƄŘƀƄŵĴ˦̹
development, and civilization. It is directly bound to literary culture. It 
means those who cannot read or write cannot appreciate a calligraphic 
work; however, calligraphy and writing may be read from an upper 
level through, not limited by the semantic meaning of the written text. 
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�şŦƀŅĴŵ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ Ĝşİ̹ ŘĴƀƀĴŵňşŀ̹ ĜŵƀňŹƀ̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿˦̹ ŹƀĜŵƀŹ̹ ƙňƀŅ̹
ƀŅĴ̹ ŲŅŵĜŹĴ̹ ̚[ĪŵňĩĴ˥̹ ĜŵƀňŹƀ̹ ŦĿ̹ ƀŅĴ̹ ƙŵňƀƀĴş̹ ƙŦŵİ̛̹ ňş̹ ŅňŹ̹ ĩŦŦŖ˦̹ ŵĴǭĴĪƀŹ̹
ŅňŹ̹ŲĴŵŹŲĴĪƀňƘĴ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ ňş̹ ƀŅĴ̹ǬŵŹƀ̹ŲŘĜĪĴ˫̹)Ĵ̹ŲŦňşƀŹ̹ ƀŦ̹ ƀŅĴ̹ ƀĴŵŞŹ̹
“writing” and “artist” to refer to writing as an art form and the scribe 
as an artist of the written word. He criticizes the word calligraphy, and 
according to him, the term is not enough to represent letter art that is 
practiced today; on the contrary, the word and its perception are stuck in 
penmanship, which refers to the function of copying and conveying the 
message. He explains it by saying: “the word calligraphy is not big enough 
ƀŦ̹ ĪĜŲƀƄŵĴ̹ ƀŅĴ̹ ĩĴŹƀ̹ ŦĿ̹ ŦƄŵ̹ƙŦŵŖ̹ ƀŦİĜƟ̛̹ ˾[ƀĴƘĴşŹ˦̹ ʇʅʆʈ˥̹ ʆʊ˿˫̹)ŦƙĴƘĴŵ˦̹ ňƀ̹
should be kept in mind that it is not the word itself but the interpretation 
of the word calligraphy, which is formed by the Western idea of writing, 
can be held responsible here, as mentioned above in depth.

[ƀĴƘĴşŹ̹ İĴŹĪŵňĩĴŹ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ ̚ŦŵŀĜşňƥňşŀ̹ŞĜŵŖŹ̛̹ ˾ʇʅʆʈ˥̹ ʆʅʅ˿˫̹rňƀŅ̹
marks, he does not mean just ordinary spontaneous entities; on the 
contrary, he points to the calligraphic form’s foundational units, which 
are basically a stroke, a line, and even maybe a trace of a tool. It again 
starts with the form of a letter, then transforms just a springboard to 
go beyond it. For these reasons, the culminated acquired technical and 
practical knowledge -a craft nature of calligraphy and skill- seems to 
ŵĴŘĴĜŹĴ̹ƀŅĜƀ̹ŞĜŵŖ̹ƀŅĜƀ̹[ƀĴƘĴşŹ̹ŵĴĿĴŵŹ̹ŅĴŵĴ˫̹

AŦŵĴŦƘĴŵ˦̹[ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿̹ŲŦňşƀŹ̹ ƀŦ̹ ƀŅĴ̹ ňİĴĜ̹ ƀŅĜƀ̹Ĝ̹ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ĴƘĴş̹ ňĿ̹ ňƀ̹
looks like spontaneous work, is supposed to think about where to put the 
next mark. With anticipating it, these marks are supposed to be organized 
on the surface, not just pre-prepared. However, it will happen as a reaction 
of the hand of a skilled calligrapher who has certain experiences, hence 
ĪŦŞŲĴƀĴşƀ̹ ƀŦ̹ ĜĪƀ̹ ŹŲŦşƀĜşĴŦƄŹŘƟ˫̹ rŅĜƀ̹ ĜĪƀƄĜŘŘƟ̹ ĩĴĪŦŞĴŹ̹ ŹňŀşňǬĪĜşƀ̹ ňŹ̹
the quality of the marks and character of the strokes that the calligrapher 
ŲĴŵĿŦŵŞŹ˦̹ƙŅňĪŅ̹[ƀĴƘĴşŹ̹˾ʇʅʆʈ˿̹ĜŘŹŦ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝş̹ĴŹŹĴşƀňĜŘ̹ĿĴĜƀƄŵĴ˫̹

[ƀĴƘĴşŹ̹˾ʇʅʆʈ˿̹ƀŵňĴŹ̹ƀŦ̹ĿŵĜŞĴ̹ŅňŹ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲĴŵĪĴŲƀňŦş˦̹ŞŦŹƀŘƟ̹ĿŦĪƄŹňşŀ̹
on a broad sense that embraces current expressive intentions but 
İŦĴŹ̹ şŦƀ̹ ĴƞĪŘƄİĴ̹ ƀŅĴ̹ ŵŦŦƀŹ̹ ĴňƀŅĴŵ˫̹ #ŵŦŞ̹ ƀŅĴŹĴ̹ ĜƄƀŅŦŵŹ˦̹ ŘňŖĴ̹ [ƀĴƘĴşŹ˦̹
Ĝşİ̹ AĴİňĜƘňŘŘĜ˦̹ ňƀ̹ İŦĴŹş̝ƀ̹ ŹĴĴŞ̹ ƘĴŵƟ̹ ĴĜŹƟ̹ ƀŦ̹ Ǭşİ̹ Ĝ̹ ĪŘĴĜŵ̹ İĴǬşňƀňŦş̹ ŦĿ̹
calligraphy, instead of descriptions, by charging the artistic values in a 
ŀĴşĴŵĜŘ̹ŹĴşŹĴ˫̹,ƀ̹ňŹ̹şŦƀ̹ƀŅĜƀ̹ŹƄŵŲŵňŹňşŀ̹ŹňşĪĴ̹ƀŅĴŵĴ̹ňŹ̹şŦ̹ĪŘĴĜŵ̹İĴǬşňƀňŦş̹
of calligraphy, as it exists for shufa, shodo, or khatt. Instead, artists and 
authors try to describe how they perceive and practice calligraphy and 
explain it from their point of view. It seems they do not stress enough 
ĜĩŦƄƀ̹rĴŹƀĴŵşĴŵŹ̝̹ŹƄŲĴŵǬĪňĜŘ̹ŲĴŵŹŲĴĪƀňƘĴ̹ ňş̹ŞĴİňĴƘĜŘ̹ ƀňŞĴŹ̹Ĝşİ̹ŅŦƙ̹ňƀ̹
ŵĴǭĴĪƀŹ̹ƀŅĴ̹ƙŦŵİ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹�ƘĴş̹ƀŦİĜƟ˦̹ƙŅĜƀ̹ƀŅĴƟ̹ĪŦŞŲŘĜňş̹Ŧŵ̹ŲŦňşƀ̹
at, seems not to clear the situation, and the main aim is the perception 
of the mind. Especially with a mentioned perception that for centuries 
westerner has, it seems not fair to expect to enhance these perspectives 
ŹňşĪĴ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ŹƀňŘŘ̹ňİĴşƀňǬĴİ̹ƙňƀŅ̹ĪĴŵƀĜňş̹ŘňŞňƀĴİ̹ŲŦňşƀŹ̹ŦĿ̹
view. Not the meaning of the words, such as beauty and the writing, but 
the interpretation of the words probably causes that limited assessment 
in terms of writing and particularly calligraphy. 

This interpretation mostly seems to feed the traditional parts that are 
strictly bound to the legibility of the letterform for the sake of conveying 
the message and text; copying without personal interpretations also 
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ŵĜňŹĴŹ̹Ĝ̹İňŘĴŞŞĜ˫̹[ƀĴƘĴşŹ̹˾ʇʅʆʈ˿̹ĪĜŘŘŹ̹ it dichotomies in thinking, such 
as traditional versus expressive, hand versus digital, and brush versus 
pen, which probably is not supposed to be the focal point. With the 
term expression, he is not just referring to the work with “strong 
ĴŞŦƀňŦş̹ňş̹Ĝ̹ŹŲŦşƀĜşĴŦƄŹ̹ŹƀŵŦŖĴ̹ŦĿ̹ŲĴş̹Ŧŵ̹ĩŵƄŹŅ̛̹˾[ĴƘĴşŹ˦̹ʇʅʆʈ˥̹ʈʆ˿̹ĩƄňŘƀ̹
in a painterly manner; rather, he states everything can be expressive 
because everything is expressive of something. Even traditional 
work with high legibility and well-organized text can be considered 
expressive. It is just authentic, at this point, maybe crucial about it. 
According to his assessments, he points to the current calligraphy 
ŲŵĜĪƀňĪĴŹ̹ Ĝşİ̹ ĪŘĜňŞŹ̹ ƀŅĜƀ̹ ̚ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ňş̹ ƀŅĴ̹ ŲŵŦĪĴŹŹ̹ ŦĿ̹ ŵĴİĴǬşňşŀ̹
ňƀŹĴŘĿ̛̹ ˾[ĴƘĴşŹ˦̹ ʇʅʆʈ˥̹ ʆʇ˿˫̹ )Ĵ̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƀĴşİĴşĪňĴŹ̹ ƀŅĜƀ̹
ŵĴǭĴĪƀ̹İňǣĴŵĴşƀ̹şŦƀňŦşŹ̹ƀŅĜƀ̹ƀŅĴ̹ƀŵĜİňƀňŦşĜŘ̹ĜŹŲĴĪƀ̹ŦĿ̹ƙŵňƀňşŀ̹ƀŅĜƀ̹ƙĜŹ̹
limited to its accurate rules and mentality, merely Western, and scribe 
performs not as a servant of a text2, but as an artist that transcends 
basic functionalities. He advocates that every piece of calligraphic 
work, whether created in the historical sense, such as a manuscript 
accepted as a masterpiece or a beautifully written wedding invitation 
envelope, is supposed to transcend itself in respect of the term quality. 
Collaboration with the text, in some cases even eliminating the text and 
ĪŵĴĜƀňşŀ̹ŹŦŞĴƀŅňşŀ̹ĩĴƟŦşİ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹Ĝşİ̹ƙŦŵİŹ˦̹ŵĴĿĴŵŹ̹ƀŦ̹ŵĴİĴǬşňşŀ̹
ĪĜŘŘňŀŵĜŲŅƟ˫̹,ƀ̹ňŹ̹ĜĪƀƄĜŘŘƟ̹ŵĴİĴǬşňşŀ̹ƀŅĴ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲĴŵĪĴŲƀňŦş˫̹

bŅĴ̹ ŦƘĴŵĜŘŘ̹ ĴƞŲŘĜşĜƀňŦş̹ ĩĜŹĴİ̹ Ŧş̹ [ƀĴƘĴşŹ̝Ź̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
practices shows that whether it is created by written form, painted or 
drawn, the criteria transformed as well as the perception about writing 
Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹�ŘĜŹŹňǬĪĜƀňŦş̹Ŧŵ̹ĪŵĴĜƀňşŀ̹Ĝ̹ŅňĴŵĜŵĪŅƟ̹ĩĜŹĴİ̹Ŧş̹ƀĴĪŅşňŴƄĴŹ̹
seems to lose its validity. For this reason, calligraphy or calligraphic seems 
to consist of a much more expanded nature than it used to be. 

On the other hand, Thorpe (2017), mostly focusing on the current 
practices, points at the attributed contemporary notion of calligraphy, 
such as more expressive, personal aesthetics that refer to experimenting 
with the letterforms, the compositional perception both technically and 
practically, also created the piece with innovative materials that refers 
the tool basically leave a mark, apart from the pen and metal nib, for 
ƀŅĴ̹ ŹĜŖĴ̹ ŦĿ̹ ŹĴĴŖňşŀ̹ ňşŹŲňŵĜƀňŦşŹ̹ ňş̹ ĴƘĴŵƟƀŅňşŀ̹ ĜŵŦƄşİ˫̹ [ŅĴ̹ ĪŘĜňŞŹ̹ ƀŅĜƀ̹
criticizing the practices as a right or wrong way of writing letterforms 
is now outdated. Every experienced calligrapher with a well-trained 
eye already has the ability to experience it. What she basically points 
out is thinking beyond the conventional attitude. There is nothing new 
ƀŦ̹ ŦǣĴŵ̹ŅĴŵĴ˰̹ ŹŅĴ̹ ňşƀĴşİŹ̹ ƀŦ̹ ňŘŘƄŹƀŵĜƀĴ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹
calligraphy, which is mostly repeated.

�şŦƀŅĴŵ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ �ŵŦƙş̹ ˾ʇʅʆʌ˿˦̹ ĜŹ̹ [ƀĴvens (2013) and Mediavilla 
˾ʆʎʎʋ˿̹ İŦ˦̹ İĴŹĪŵňĩĴŹ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĩƟ̹ ǬŵŹƀ̹ ĪŵňƀňĪňƥňşŀ̹ ƀŅĴ̹ ƀŵĜşŹŘĜƀňŦş̹

2 The phrase “servant of the text” has been utilized by scribes because they had an obligation to 
put importance on clear communication over artistic aspiration. It had been perceived as a mere 
duty, not just for the calligrapher but also typographer that Johnston stated as a traditional view 
that assessed the text with its leading role and guided the calligrapher. Moreover, this issue was 
discussed in a book art symposium titled Servi Textus: Servants of the Text˦̹ŅĴŘİ̹Ĝƀ̹[Ĝňşƀ̹7ŦŅş̝Ź̹�ĩĩĴƟ̹
and University in Collegeville, Minnesota, in 1996. According to Brown (2017), this commission 
intends to preserve scriptural values above artistic concerns; however, it also discussed at the same 
time whether calligraphy should always be a servant of the text (Brown, 2017).

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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of kallos (beauty) and graphein (to write). According to him, this 
ĴƀƟŞŦŘŦŀňĪĜŘ̹ ƀŵĜşŹŘĜƀňŦş̹ ŵĴǭĴĪƀŹ̹ ŹňŞŲŘƟ̹ İĴĪŦŵĜƀĴİ̹ ŘĴƀƀĴŵĿŦŵŞŹ̹ Ĝşİ̹
calligraphy, which reproduce to conform to traditional modes. Thus, he 
refuses to be limited by conventional notions and by this term as well. 
Once again, it is a matter of perception, and what he thinks about the 
translation of the terms kallos and graphos have to be better analyzed 
considering the possible broad expressions that may consist and 
possible shifting meaning due to the language.

His individual approach is called “polyrhythmic calligraphy,” which he 
İĴǬşĴŹ̹ ĜŹ̹ ̚ƀŵĜşŹĪĴşİňşŀ̹ ƀŵĜİňƀňŦş̛̹ ˾�ŵŦƙş˦̹ ʇʅʆʌ˥̹ ʆʆʇ˿˦̹ ƙŅňĪŅ̹ ƙňŘŘ̹ ĩĴ̹
mentioned in Chapter VI, for these reasons without giving much detail 
about it, focusing on his perception of calligraphy, what he believes is as 
an artist studies not as a servant of the text, but fusing the techniques 
with the conceptual attitude is the aim tendency of him. It is obvious that 
he does not exclude the convention, however recognizing the concept of 
Chinese and Japanese calligraphy, which can be summarized as “spirit in 
calligraphy that may be more important than its legibility” (Brown, 2017: 
119); he believes western calligraphy can be assessed in the same way. 

Another term, Brown (2017) coins, is “reductionist calligraphy,” which 
refers to abstraction in the realm of calligraphy for Brown, “calligraphy 
reduced to the essential” (Brown, 2017: 235). That means he does not 
write as he does in the traditional sense. There are no letters, no words, 
no characters, just performing with the material in his reductionist 
ĪĜŘŘňŀŵĜŲŅƟ˫̹[ƄŲŲŦŹĴ̹ŅĴ̹ŵĴĿĴŵŹ̹ƀŦ̹ƀŅĴ̹̚ĴŹŹĴşƀňĜŘŹ̛̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĩƟ̹
ĴƞĪŘƄİňşŀ̹ ƀŅĴ̹ ňİĴşƀňǬĴİ̹ ĿŦŵŞ̹ ŹƄĪŅ̹ ĜŹ̹ ŘĴƀƀĴŵŹ˦̹ƙŦŵİŹ˦̹ Ĝşİ̹ ĪŅĜŵĜĪƀĴŵŹ˫̹
In that case, it seems that he actually points to the fundamental of the 
calligraphic form again, line, stroke, or even just an act of writing that 
exist in the nature of the calligraphy.

,ƀ̹ ĪĜş̹ĩĴ̹ ŹĜňİ̹ ƀŅĜƀ̹AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿˦̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿˦̹ Ĝşİ̹�ŵŦƙş̹ ˾ʇʅʆʌ˿̹
actually try to rationalize their practices and perception of calligraphy 
in their current position considering contemporary tendencies and 
how it evolves back then. However, the point may be needed to be 
discussed here that even though all three seem to have a similar 
ĜƀƀňƀƄİĴ̹ ƄŹňşŀ̹ İňǣĴŵĴşƀ̹ ƀĴŵŞŹ˦̹ şĜŞĴŘƟ̹ ĜĩŹƀŵĜĪƀ̹ Ŧŵ̹ ŵĴİƄĪƀňŦşňŹƀ˦̹ ŹƀňŘŘ̹
their overall assessment seems pretty much the same: going beyond 
the literal meaning of the writing in the West, freeing the calligraphy 
from the charged conventional values and features, not excluding the 
tradition, knowledge or demanding practices, on contrary embracing 
all and creating more individual authentic visual form. Hence, instead 
of giving names to it, it seems to make more sense to analyze the 
terms in Western mentality and consider the circumstances and how it 
evolves and interacts with various dynamics by questioning it, not the 
calligraphy itself but the perception of the mind.

It seems the term writing has not been discussed yet from the 
perspective mentioned above. It is deeply believed that in order 
to describe the term calligraphy comprehensively, the primary 
unavoidable focus is supposed to be on the term writing in Western 
thinking. Considering the evolution and dynamics, but most 
ŹňŀşňǬĪĜşƀŘƟ˦̹ƀŅĴ̹ŲŦŹŹňĩŘĴ̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹ƙŵňƀňşŀ̹ňş̹ƀŅĴ̹rĴŹƀ̹ƙňŘŘ̹ŘĴĜİ̹ƀŦ̹
a more fair discussion in terms of calligraphy. 

II. DEFINING THE TERMS: 
WRITING, LETTERING, TYPOGRAPHY AND CALLIGRAPHY
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bŅĴ̹İĴŹňŵĴ̹ƀŦ̹İňƘňİĴ̹ƙŵňƀňşŀ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙŅňŘĴ̹İĴǬşňşŀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹
a form of writing is another issue that can be claimed as problematic. 
[ňşĪĴ̹ ƙŵňƀňşŀ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ ƘĜŵňŦƄŹ̹ ƀƟŲĴŹ̹ ŦĿ̹ ĜĪƀŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ ŹĪŵĜƀĪŅňşŀ˦̹
etching, carving, etc., bounding, reducing the term writing that merely 
covers the alphabetic system seems to ignore or be unaware of the 
history and evolution of writing. Moreover, as mentioned in this part, 
ƙŅňŘĴ̹İňŹĪƄŹŹňşŀ̹AĴİňĜƘňŘŘĜ̹Ĝşİ̹ŅňŹ̹İĴǬşňƀňŦş̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ŅňŹ̹ƄŹĜŀĴ̹ŦĿ̹
the term writing to divide calligraphy is worth underlining once again 
that what is needed to use is the term handwriting, rather than writing to 
distinguish from calligraphy, the wrong usage of the term unfortunately 
as in this case, makes it sounds like calligraphy is not a form of writing.

bŅĴ̹ŹĴĪŦşİ̹ŹňŀşňǬĪĜşƀ̹ŲĜŵƀ̹ŅĴŵĴ̹ňŹ̹ĪŦşŹňİĴŵňşŀ̹ƀŅĴ̹ƀňŞĴ̹ƀŅĜƀ̹ƀŅĴ̹ƀĴŵŞ̹
calligraphy started to be used. The printing period was a key period 
ƀŅĜƀ̹ ĜǣĴĪƀĴİ̹ ƀŅĴ̹ ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹ ƙŵňƀňşŀ̹ ĪĜƄŹĴŹ̹ ŵĴĜŹŹĴŹŹĴİ̹ ƀŅĴ̹ şĴĴİŹ˦̹
and created a breakpoint in writing history. Hence the term calligraphy 
started to be used to divide the practices for functional needs and 
created with an artistic urge that was independent of that limits. In 
light of this knowledge, while using calligraphy in order to refer to the 
art of writing, using the statement “the art of calligraphy” is something 
ƀŅĜƀ̹İŦĴŹ̹şŦƀ̹ŀŦ̹ĩĴƟŦşİ̹Ĝ̹ƙŵŦşŀ̹İňŘĴŞŞĜ̹Ĝşİ̹Ĝ̹ƙŵŦşŀ̹İĴǬşňƀňŦş˫

The other important part that has to be examined is the etymological 
meaning of calligraphy mentioned in almost every one of the literature in 
that realm. It is crucial to understand the perception of beauty and writing, 
what these terms refer to regarding the accurate time, what may consist of 
a concept, and when analyzing them from the current perspective, which 
may correspond in a contemporary sense. Overall, when being aware of 
the nature of writing and calligraphy, it can be claimed that the new terms 
or adjectives that are put in front of the word calligraphy, such as abstract, 
expressive, experimental, or modern, and even traditional, actually may 
create ambiguity and confusion itself, as most of the calligraphers also 
state, however still insisting on labeling it as such.

To sum up, it can be claimed that what calligraphy means is not an 
easy question to answer in a western mentality as in the Far Eastern 
calligraphy that will be mentioned in Chapter IV or the Middle Eastern 
calligraphy that will be mentioned in Chapter V. What is meant here 
the word shufa used for Chinese calligraphy and literally describes in 
English language as “the art and the discipline of writing in respect of 
the word shu (writing or written text), and fa (law, method, and way) 
(Iezzi, 2013a: 159). Shodo, is a word used to refer to Japanese calligraphy, 
which means “the art of writing” or “a way of writing” (Tara, n.d.). 
Arabic term khatt, which refers to calligraphy in the Middle East, means 
the extended trace of a thing. The noun khatt also contains the idea 
of writing that can be understood from various translations as “line 
and stroke, stripe as well as handwriting, writing, script, calligraphy, 
penmanship” (Blair, 2006, xxv). However, describing calligraphy as 
ĩĴĜƄƀňĿƄŘ̹ŅĜşİƙŵňƀňşŀ˦̹ĜŹ̹ĴƞŲŘĜňşĴİ̹ŅĴŵĴ˦̹ňŹ̹ŅňŀŅŘƟ̹ŹƄŲĴŵǬĪňĜŘ̹Ĝşİ̹İŦĴŹ̹
not describe calligraphy in a conventional and contemporary sense. 

On the other hand, if one mentions medieval times, it is not necessarily 
called with the word calligraphy; instead, it will be more appropriate 
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to call them the ancient writing styles/practices, which were employed 
for merely utilitarian concerns. As mentioned earlier, in the sixteenth 
century, the term calligraphy started to appear. It is evident that the 
direct translation of the word calligraphy creates misconception 
for one who perceives calligraphy in a wider sense, as in the case of 
contemporary western calligraphers, which will be well-understood 
with the closer examination in Chapter VI.

In the light of these considerations, does western calligraphy need a 
ĪŦşĪŵĴƀĴ̹İĴǬşňƀňŦşˬ

Considering the ancient writing styles -medieval/traditional 
calligraphy-, it can be claimed that it is a way of recording, copying, and 
preserving the data or knowledge performed with tools and materials 
İĴŲĴşİňşŀ̹ Ŧş̹ ƀŅĴ̹ ƀňŞĴ̹ Ĝşİ̹ ƀĴĪŅşŦŘŦŀƟ̹ ƙŅňĪŅ̹ ĜǣĴĪƀĴİ̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹
formulation, employed for practical reasons, seen as a type of craft 
that needed certain training to be acquired and mastered. Moreover, 
it is understandable through its recognizable letters; hence readable 
text (at least for familiar eyes) and appreciated with its understandable 
statements are key features of this kind. They are also appreciated 
through their techniques, dedication under limited conditions, and 
technical possibilities.

Looking at the current situation -will be well understood with the 
examination in Chapter VI; hence it will be more appropriate to describe 
ƀŅĴ̹ĪƄŵŵĴşƀ̹ŹňƀƄĜƀňŦş̹Ĝşİ̹ƀŵƟ̹ƀŦ̹Ǭşİ̹Ĝ̹ĩĴƀƀĴŵ̹ƙĜƟ̹ƀŦ̹İĴǬşĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹
after these examinations; however, it can be said that calligraphy 
cannot be limited by any type of materials or tools, also techniques, 
nor strictly limited with the written language concerning with the 
letters, words or texts. However, it can be claimed that calligraphy still 
preserves its craft nature, that means calligrapher requires to acquire 
a calligraphic skill that can be achieved with historical considerations, 
technical and practical knowledge of the ancient styles to reach the 
essence of its nature, which consists of accumulated data that has to be 
aware of and appreciated from the beginning of the history of writing, 
before organizing as a system.

As a word today, calligraphic rather than calligraphy seems to be 
employed commonly as an adjective that characterizes the intention 
and framework of a piece rather than being a name or a title. It evolved 
ĜŹ̹ Ĝ̹ ĿĴĜƀƄŵĴ̹ ƀŅĜƀ̹ ĪĜş̹ ĩĴ̹ ňİĴşƀňǬĴİ̹ ƙňƀŅ̹ ƀĴşİĴşĪňĴŹ̹ ĜŹ̹ ĪĜŘŘňŀŵĜŲŅňĪ˫̹
That means it is not totally calligraphy as known or seen for centuries 
from the western perception (means something does not belong to 
tradition totally), and these features reveal themselves through lines, 
strokes, and stains that appear as marks and dominate the overall 
artwork, can be a paint, a sculptor or an ordinary page that still can 
ĩĴ̹ŲĴŵĪĴňƘĴİ̹ĜŹ̹ĪĜŘŘňŀŵĜŲŅňĪ˫̹bŅňŹ̹ňŹŹƄĴ̹ƙňŘŘ̹ĩĴĪŦŞĴ̹ŞŦŵĴ̹ĴƞŲŘňĪňƀ̹ǬŵŹƀ̹
with the examination of the tradition in Chapter III, then observing 
and discussing the current situation of practices in Chapter VI, and 
at last, with my practices that are illustrated with their technical, and 
conceptual descriptions in Chapter VII that also reveals the personal 
understanding of western calligraphy today.
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III. WESTERN CALLIGRAPHY TRADITION

Western traditional calligrapŅƟ̹ĜŹ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ŲĜŵƀ̹ŦĿ̹ĪƄŘƀƄŵĴ̹ĜĪŅňĴƘĴİ̹
ňƀŹ̝̹ ŅňŀŅĴŹƀ̹ İĴŀŵĴĴ̹ İƄŵňşŀ̹ ŞĴİňĴƘĜŘ̹ ƀňŞĴŹ̹ ƀŅĜƀ̹ ĩĴŀĜş̹ ňş̹ ƀŅĴ̹ Şňİ̐
ʉʅʅŹ̹ƙňƀŅ̹ƀŅĴ̹İĴŲĜŵƀƄŵĴ̹ŦĿ̹ƀŅĴ̹WŦŞĜş̹ŘĴŀňŦşŹ̹ĿŵŦŞ̹�ŵňƀĜňş˦̹ŹňŀşĜŘňşŀ̹
ƀŅĴ̹ ƀƙňŘňŀŅƀ̹ ŦĿ̹ Ĝş̹ ĜŀĴ̹ İŦŞňşĜƀĴİ̹ ĩƟ̹ ĜşĪňĴşƀ̹ WŦŞĴ̹ ƀŦ̹ ƀŅĴ̹ Ĵşİ̹ ŦĿ̹ ƀŅĴ̹
ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹ƙŅĴş̹ƀŅĴ̹WĴşĜňŹŹĜşĪĴ̹ĩŘŦŹŹŦŞĴİ̹˾�ŵŦŀňş˦̹ʆʎʍʎ˿˫̹

�ş̹ ĜŲŲŵĴĪňĜƀňŦş̹ ŦĿ̹ ƀŦİĜƟ̝Ź̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ňşƀĴŵŲŵĴƀĜƀňŦşŹ̹ ňŹ̹ ňşƘŦŘƘĴİ̹
ňş̹ ƄşİĴŵŹƀĜşİňşŀ̹ ƀŅĴ̹ ŞĴĜşňşŀ̹ ŦĿ̹ ƀŅĴ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦş˦̹
ĜİĜŲƀĜƀňŦşŹ̹ ŦĿ̹ ňƀŹ̹ ŲŵĜĪƀňĪĴŹ̹ ƀŦ̹ ĪňŵĪƄŞŹƀĜşĪĴŹ˦̹ ŵĴǭĴĪƀňŦşŹ̹ ŦĿ̹
ƀĴĪŅşŦŘŦŀňĪĜŘ̹ ĜİƘĜşĪĴŹ˦̹ Ĝşİ̹ ĪƄŘƀƄŵĜŘ̹ ŹŅňĿƀŹ̹ ƀŅĜƀ̹ ŲŦňşƀ̹ Ĝƀ̹ ƀŅĴ̹ ĩŦƄşĪĴ̹
ĿŵŦŞ̹ ƀŅĴ̹ ŞĴİňĴƘĜŘ̹ ĴŵĜ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ƀƙĴşƀƟ̐ǬŵŹƀ̹ ĪĴşƀƄŵƟ˫̹ AŦŵĴŦƘĴŵ˦̹
ĜşĪňĴşƀ̹ ƙŵňƀňşŀ̹ ŹƀƟŘĴŹ̹ ŦĿ̹ ŞĴİňĴƘĜŘ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŵĴ̹ ŹƀňŘŘ̹ ƀĜƄŀŅƀ̹ ƀŦİĜƟ˦̹
Ĝşİ̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ŞŦŹƀ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ĴŞŲŘŦƟ̹
ňƀ̹ ĜŹ̹ Ĝ̹ ŵĴĿĴŵĴşĪĴ̹ Ĝşİ̹ ƄƀňŘňƥĴ̹ ƀŅĴ̹ ƀŅĴŦŵĴƀňĪĜŘ̹ Ĝşİ̹ ŲŵĜĪƀňĪĜŘ̹ ŖşŦƙŘĴİŀĴ̹
ŦĿ̹ ƀŵĜİňƀňŦşĜŘ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ ňşŹŲňŵĜƀňŦş̹ Ŧŵ̹ ĪŦşĪĴŲƀ̹ ĿŦŵ̹
ĴƞŲĴŵňŞĴşƀĜƀňŦş˫̹ bŅĜƀ̹ ŞĴĜşŹ̹ ƀŵĜİňƀňŦşĜŘ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ŹƀňŘŘ̹ ŵĴŘĴƘĜşƀ̹
Ĝşİ̹ ŲŵĴŹĴşƀ̹ Ĝşİ̹ ŵĴǭĴĪƀĴİ̹ Ĝşİ̹ ĴŞĩŦİňĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹
ƙŦŵŖŹ̹ ƀŦİĜƟ˦̹ƙŅňĪŅ̹ƙňŘŘ̹ ĩĴ̹ ĴƞĜŞňşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹q,˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹
ňƀ̹ ňŹ̹İĴĪňİĴİ̹ ƀŦ̹ ĿŦĪƄŹ̹Ŧş̹AĴİňĴƘĜŘ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŦ̹ĴƞĜŞňşĴ̹ ĿŦŵ̹
ƀŅňŹ̹ĪŅĜŲƀĴŵ˦̹şŦƀ̹ƀŦ̹ĴƞĜŞňşĴ̹ƀŅĴ̹ŅňŹƀŦŵňĪĜŘ̹ĴƘŦŘƄƀňŦş̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹
ĩƄƀ̹ ƀŦ̹ ŅĜƘĴ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ňşŹňŀŅƀ̹ ƀŦ̹ ŲŵŦƘňİĴ̹ ĜŞŲŘĴ̹ ŹƄŲŲŦŵƀ̹ Ĝşİ̹
ĩĜĪŖŀŵŦƄşİ̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş̹ ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ ,ƀ̹ ƙňŘŘ̹ ĜŘŹŦ̹
ŲŵŦƘňİĴ̹ƀŅĴ̹ŖşŦƙŘĴİŀĴ̹ƀŦ̹ŘŦĪĜƀĴ̹Ĝşİ̹ĿŵĜŞĴ̹ƀŅĴ̹ƀŵĜĪĴŹ̹ŦĿ̹ŅŦƙ̹ƀŵĜİňƀňŦş̹
ňŹ̹ŹƀňŘŘ̹ŵĴŘĴƘĜşƀ̹Ĝşİ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ňş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĜƀƀňƀƄİĴŹ˫̹,ƀ̹ĜŘŹŦ̹
ĴƞŲŘĜňşŹ̹ƀŅĜƀ˦̹ĜŹ̹ƙĴ̹ŅĜƘĴ̹ŹĴĴş̹ňş̹ƀŅĴ̹ŲŵĴƘňŦƄŹ̹ĪŅĜŲƀĴŵ˦̹ƀŅĴŵĴ̹ňŹ̹şŦ̹ŹňşŀŘĴ̹
İĴǬşňƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ƀĴŵŞ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ƀŅĜƀ˦̹ ƀŅĴŵĴĿŦŵĴ˦̹ ĴƞŲŘŦŵňşŀ̹ ňƀŹ̹
ŦŵňŀňşŹ̹ĪĜş̹ĜŘŘŦƙ̹ƄŹ̹ƀŦ̹ƄşİĴŵŹƀĜşİ̹ĩĴƀƀĴŵ̹ƙŅĜƀ̹ŅĜŹ̹ĩĴĴş̹ƀŅĴ̹ĴƘŦŘƄƀňŦş̹
ŦĿ̹ƀŅňŹ̹ǬĴŘİ̹ŦĿ̹ĜŵƀŹ̹Ĝşİ̹İĴŹňŀş˫

rŅĴş̹ ƀŅĴ̹ ƀňŞĴ˦̹ ŅĜşİ̐ĪŦŲƟňşŀ̹ ƙĜŹ̹ ƀŅĴ̹ ŦşŘƟ̹ ƙĜƟ̹ ŦĿ̹ ŵĴĪŦŵİňşŀ̹ Ĝşİ̹
ƀŵĜşŹŞňƀƀňşŀ̹ ňŞŲŦŵƀĜşƀ̹ ƀĴƞƀ˦̹ ƙŅňĪŅ̹ ŲŵŦƘňİĴİ̹ ƀŦ̹ ŲŵĴŹĴŵƘĴ̹ ŅňŹƀŦŵƟ̹ ĜŹ̹
ŹŦŞĴ̹ ŵĴŲŦŹňƀŦŵňĴŹ̹ ŦĿ̹ ĜşĪňĴşƀ̹ ŖşŦƙŘĴİŀĴ˰̹ ĜŲĜŵƀ̹ ĿŵŦŞ̹ ĪŦŲƟňşŀ˦̹ ĜşĪňĴşƀ̹
ŹŦĪňĴƀňĴŹ̹ĴşŀĜŀĴİ̹ƙňƀŅ̹ƙŵňƀňşŀ̹ĿŦŵ̹ƘĜŵňŦƄŹ̹ŵĴĜŹŦşŹ˦̹ŹƄĪŅ̹ĜŹ̹ƀŦ̹ŲŵĴİňĪƀ̹
ƀŅĴ̹ĿƄƀƄŵĴ̹Ŧŵ̹ňƀ̹ŹĴŵƘĴİ̹ĜŹ̹̚ŲŵŦŀşŦŹƀňĪĜƀňŦş˦̹ňİĴşƀňǬĪĜƀňŦş˦̹ĜĪĪŦƄşƀĜşĪƟ˦̹
Ĝşİ̹ Ĝş̹ ĜŘŞĜşĜĪ̛̹ ˾WŦĩňşŹŦş˦̹ ʆʎʎʊ˥̹ ʎ˿˫̹)ĴŵĴ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ƄşİĴŵŹƀŦŦİ̹ ƀŅĜƀ̹
ƙŵňƀňşŀ̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙĴŵĴ̹ ŲŵĜĪƀňĪĴİ̹ ƀŦ̹ ŹĜƀňŹĿƟ̹ ƘĜŵňŦƄŹ̹ şĴĴİŹ˦̹ ĜŹ̹
İňŹĪƄŹŹĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ ,,˦̹ƙŅňĪŅ̹ ňŹ̹ ŹƀĜƀĴİ̹ ĜŹ̹ ƀŅĴ̹ ŀĴşĴŵĜŘ̹ ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹
writing in the Wesƀ̹ŅĜƘĴ̹ĩĴĴş̹ĿŦŵŞĴİ̹ĜŵŦƄşİ̹ƀŅňŹ̹ƄşİĴŵŹƀĜşİňşŀ˦̹and 
ƀŅňŹ̹ŅĜŹ̹ĩĴĪŦŞĴ̹ƀŅĴ̹ŲŵňŞĜŵƟ̹İĴƀĴŵŞňşĜşƀ̹ňş̹ƀŅĴ̹ƘňĴƙ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ˫
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Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ňş̹ƀŅĴ̹rĴŹƀ˦̹ƙŵňƀňşŀ˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ŹƀĜŵƀĴİ̹ƀŦ̹
ĩĴ̹ĴŞŲŘŦƟĴİ̹ĜŹ̹Ĝ̹ĿŦŵŞ̹ŦĿ̹İĴƘŦƀňŦş̹ƀŅĜƀ̹ŹĴŵƘĴŹ̹ŵĴŘňŀňŦş̹ňş̹ƙŅňĪŅ̹ŹĪŵňŲƀƄŵĴŹ̹
ŅĜƘĴ̹ĪŦŲňĴİ̹ƀŅĴ̹ŹĜƟňşŀŹ̹ŦĿ̹$Ŧİ˫̹,ƀ̹ŲŵŦƘňİĴİ̹Ĝ̹İňǣĴŵĴşƀ̹Ŗňşİ̹ŦĿ̹İňŀşňƀƟ̹Ĝşİ̹
ŞňŹŹňŦş̹ƀŦ̹ĿŦŵŞ̹ŅŦŘňşĴŹŹ̹ƙňƀŅňş̹ƀŅĴ̹ĩŦŦŖŞĜŖňşŀ̹ĜĪƀňƘňƀƟ̹˾�ŘĜƟƀŦş˦̹ʇʅʆʈ˿˫

�ŘĜƟƀŦş̹˾ʇʅʆʈ˿̹ŹƀĜƀĴŹ̹ƀŅĜƀ̹ƀŅĴ̹ňşƀĴŵŲŵĴƀĜƀňŦş̹ŦĿ̹ƀŅĴ̹ŹŅĜŲĴ̹Ĝşİ̹ĪŅĜŵĜĪƀĴŵŹ̹
ŦĿ̹ŘĴƀƀĴŵŹ̹ĜŹ̹Ĝ̹ƀŵĜİňƀňŦş̹ŀŦĴŹ̹ĩĜĪŖ̹ĜŹ̹ĿĜŵ̹ĜŹ̹TŘĜƀŦ˦̹ƙŅŦ̹ŞĴşƀňŦşŹ̹ŘĴƀƀĴŵŹ̹
ĜŹ̹Ĝ̹ŵĴŲŵĴŹĴşƀĜƀňŦş̹ŦĿ̹İňǣĴŵĴşƀ̹ĿŦŵĪĴŹ˥

˼˧˽̹ƀŅĴ̹ŘĴƀƀĴŵ̹W̹ŹƀĜşİŹ̹ĿŦŵ̹ŞŦƀňŦş˦̹ƀŅĴ̹;̹ĿŦŵ̹ŹƄŲŲŘĴşĴŹŹ̹Ĝşİ̹ŹŞŦŦƀŅşĴŹŹ˫˫˫̹�ŘŘĴŀŦŵƟ̹ĴƞƀĴşİĴİ̹
ŹŦ̹ ĿĜŵ̹ ňşƀŦ̹ ƀŅĴ̹ŞĜŖňşŀ̹ ŦĿ̹ ŘĴƀƀĴŵŹ̹ İƄŵňşŀ̹ ƀŅĴ̹ ĴĜŵŘƟ̹AňİİŘĴ̹�ŀĴŹ̹ ƀŅĜƀ̹ ŦşĴ̹ ƀĴşƀŅ̐ĪĴşƀƄŵƟ̹
ŞĜşƄŹĪŵňŲƀ̹ ňş̹ ƀŅĴ̹ƀŦƙş̹ ŘňĩŵĜŵƟ̹ŦĿ̹�Ĵŵş˦̹[ƙňƀƥĴŵŘĜşİ˦̹ŹŅŦƙŹ̹şŦƘňĪĴ̹ŞŦşŖŹ̹ĩĴňşŀ̹ƀĜƄŀŅƀ̹
ƀŅĴ̹ŹŅĜŲĴ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹ĩƟ̹ŘňŖĴşňşŀ̹ƀŅĴŞ̹ƀŦ̹ƀŅĴŦŘŦŀňĪĜŘ̹ƀŵƄƀŅŹ̹ƀŅĜƀ̹ĜŵĴ̹ŅĴŘİ̹ňş̹ƀŅĴ̹Şňşİ̹
ĜŹ̹ƀŅĴ̹ŘĴƀƀĴŵ̹ňŹ̹ĿŦŵŞĴİ˫̹bŅĴ̹ƀŅŵĴĴ̹ŹƀŵŦŖĴŹ̹ŦĿ̹�̹ŹƀĜşİ̹ĿŦŵ̹ƀŅĴ̹bŵňşňƀƟ˦̹ƀŅĴ̹ĪĴşƀŵĜŘ̹ĪŵŦŹŹ̹ĩĜŵ̹
ŵĴŲŵĴŹĴşƀňşŀ̹ƀŅĴ̹)ŦŘƟ̹[Ųňŵňƀ̹ƀŅĜƀ̹ǭŦƙŹ̹ĩĴƀƙĴĴş̹#ĜƀŅĴŵ̹Ĝşİ̹[Ŧş˰̹ƀŅĴ̹İĴŹĪĴşİňşŀ̹ŞŦƘĴŞĴşƀ̹
ƙňƀŅ̹ƙŅňĪŅ̹;̹ňŹ̹ŞĜİĴ̹ŵĴĪĜŘŘŹ̹ƀŅĴ̹ĩňŵƀŅ̹ŦĿ̹�ŅŵňŹƀ̹ƙŅŦ̹ŅƄŞĩŘĴİ̹ŅňŞŹĴŘĿ̹ĩƟ̹İĴŹĪĴşİňşŀ̹ĿŵŦŞ̹
)ĴĜƘĴş̹ƀŦ̹�ĜŵƀŅ̹ƀŦ̹ĜŹŹƄŞĴ̹ƀŅĴ̹ĪŦşİňƀňŦş̹ŦĿ̹Ĝ̹ŹĴŵƘĜşƀ˫̹˾�ŘĜƟƀŦş˦̹ʇʅʆʈ˥̹ʊʆ̐ʊʇ˿̹

AŦŵĴŦƘĴŵ˦̹�ŘĜƟƀŦş̹˾ ʇʅʆʈ˿̹ŞĴşƀňŦşŹ̹ƀŅĜƀ̹ŹĪŵňĩĴŹ̹ŅĜƘĴ̹ĜƀƀŵňĩƄƀĴİ̹ŞňŵĜĪŘĴŹ̹
ƀŦ̹ ŘĴƀƀĴŵŹ˦̹ Ĝşİ̹ ĿŵŦŞ̹ ƀŅĴ̹ Şňİ̐ŹňƞƀŅ̹ ĪĴşƀƄŵƟ˦̹ ƀŅĴ̹ œĴƙĴŘĴİ̹ ƀŵĴĜŹƄŵĴ̐
ĩŦƄşİ̹ ŹĪŵňŲƀƄŵĜŘ̹ ĩŦŦŖ̹ƙĜŹ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĩĴ̹ ňşĪŦŵŲŦŵĜƀĴİ̹ ňşƀŦ̹ �ŅŵňŹƀňĜş̹
ňĪŦşŦŀŵĜŲŅƟ˫̹ ,ƀ̹ ňŹ̹ ĜŘŹŦ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ňşǭƄĴşĪĴ̹ Ŧş̹ ƀŅĴ̹ şĴƙ̹
ƀŅĴŦŘŦŀƟ̹ ŦĿ̹ ƀŅĴ̹ ĩŦŦŖ̹ ƙĜŹ̹ ƀŦ̹ ŘĴĜŵş̹ ̚ĩƟ̹ şĜŞňşŀ̹ ƀŅĴ̹ İňƘňşĴ̹ ĿŦŵĪĴ̹ Ĝşİ̹
ŦŵİĴŵ̹ĩĴŅňşİ̹ĪŵĴĜƀňŦş̹ĜŹ̹ ƀŅĴ̹rŦŵİ̹Ŧŵ̹ ŘŦŀŦŹ̹ŦĿ̹$Ŧİ˫̹ ̚,ş̹ƀŅĴ̹ĩĴŀňşşňşŀ̹
ƙĜŹ̹ƀŅĴ̹ƙŦŵİ̛̹˾�ŘĜƟƀŦş˦̹ʇʅʆʈ˥̹ʊʇ˿˫̹,ƀ̹ňŹ̹ƀŅĴ̹ŦŲĴşňşŀ̹ŦĿ̹[ƀ̹7ŦŅş̝Ź̹$ŦŹŲĴŘ˫̹
,ƀ̹ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅňŹ̹ŹňƀƄĜƀňŦş̹ŀĜƘĴ̹ƀŅĴ̹ŲŦƙĴŵ̹ƀŦ̹�ŅŵňŹƀňĜş̹ŹĪŵňŲƀƄŵĜŘ̹
ƀĴƞƀ˦̹ƙŅňĪŅ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ŵĴŲŵĴŹĴşƀĜƀňŦş̹ŦĿ̹ƀŅĴ̹ŲŵĴŹĴşĪĴ̹ŦĿ̹
ƀŅĴ̹İňƘňşĴ˫̹,ƀ̹ĜŘŹŦ̹ŲŵŦƘňİĴİ̹Ĝş̹ŦŲŲŦŵƀƄşňƀƟ̹ĿŦŵ̹Ĝ̹şĴƙ̹Ŗňşİ̹ŦĿ̹İĴĪŦŵĜƀňŦş̹
ƄşİĴŵ̹ƀŅĴ̹�ŅŵňŹƀňĜş̹ňşǭƄĴşĪĴ˫̹rňƀŅ̹ƀŅĴŹĴ̹ĿĴĜƀƄŵĴŹ˦̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹
ŹĴĴŞŹ̹ƀŦ̹ĪĜŵŵƟ̹Ĝ̹ŹňŞňŘĜŵ̹ŲŦňşƀ̹ƀŦ̹,ŹŘĜŞňĪ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹)ŦƙĴƘĴŵ˦̹ƘĜŵňŦƄŹ̹
ŞĜœŦŵ̹İňǣĴŵĴşĪĴŹ̹İňŹƀňşŀƄňŹŅ̹ƀŅĴ̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹ƙŵňƀňşŀ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹
ĩĴƀƙĴĴş̹ƀŅĴŹĴ̹ƀŵĜİňƀňŦşŹ˦̹ƙŅňĪŅ̹ƙňŘŘ̹ĩĴ̹ŅĴŘİ̹ňş̹�ŅĜŲƀĴŵ̹q˫̹

,ƀ̹ ĪĜş̹ ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ˦̹ ňş̹ ƀŅĴ̹ rĴŹƀ˦̹ ĪĜŘŘňŀŵĜŲŅƟ˱ĜşĪňĴşƀ̹ ƙŵňƀňşŀ̹
ŲŵĜĪƀňĪĴŹ̹ƙĴŵĴ̹ ŹƀňŘŘ̹ ŹĴĴş̹ ĜŹ̹ Ĝ̹ƄƀňŘňƀĜŵňĜş̹ŲŵŦĪĴŹŹ̹ĩĜĪŖ̹ ƀŅĴş˦̹ ĴŞĩŦİňĴİ̹
ƀŅĴ̹ ĿŦŵŞ̹ ŦĿ̹ ƀŅĴ̹ ŞĜşƄŹĪŵňŲƀ1˦̹ ŅĜşİƙŵňƀƀĴş̹ ĪŦŵŵĴŹŲŦşİĴşĪĴŹ˦̹ Ĝşİ̹ Ĝ̹
ƙŵňƀƀĴş̹İŦĪƄŞĴşƀ̹ƀŅĜƀ̹ƙĴŵĴ̹ĪŦŲňĴİ̹Ĝşİ̹ƄŹĴİ̹ƀŅŵŦƄŀŅŦƄƀ̹ƀŅĴ̹ŞĴİňĴƘĜŘ̹
ƙŦŵŘİ̹İƄŵňşŀ̹ƀŅĴ̹ŲŵĴ̐Ųŵňşƀňşŀ̹ŲĴŵňŦİ˫̹bŵĜİňƀňŦşĜŘ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙĜŹ̹ĜŘŹŦ̹Ĝ̹
ŹŖňŘŘ̹ƀŅĜƀ̹ŅĜİ̹ƀŦ̹ĩĴ̹ŞĜŹƀĴŵĴİ̹ŅŦƙ̹ƀŦ̹ĪŦşŹƀŵƄĪƀ̹ƘĜŵňŦƄŹ̹ŹƀƟŘĴŹ˦̹ŘĴĜŵş̹ŅŦƙ̹
ƀŦ̹ŞĜşňŲƄŘĜƀĴ̹ Ĝ̹ ǭĜƀ̐ĴİŀĴİ̹ ƀŦŦŘ̹ ˾ŴƄňŘŘ˦̹ ŵĴĴİ˦̹ ŹƀĴĴŘ̹ şňĩ˿˦̹ ƀŦ̹ ĪŦşŹňİĴŵ̹ ƀŅĴ̹
ĪŦŞŲŦŹňƀňŦş̹ĜŹ̹Ĝ̹ƙŅŦŘĴ̹ƀŦ̹ĪŦşƀŵŦŘ̹ƀŅĴ̹ŹŲĜĪňşŀ̹şŦƀ̹œƄŹƀ̹ĩĴƀƙĴĴş̹ŘĴƀƀĴŵŹ̹
ĩƄƀ̹ĜŘŹŦ̹ĩĴƀƙĴĴş̹ƙŦŵİŹ̹Ĝşİ̹ŘňşĴŹ˫̹

�ĜŘŘňŀŵĜŲŅƟ˦̹ şŦƙ˦̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ Ĝ̹ İƟşĜŞňĪ̹ ƀŅĜƀ̹ ŅĜŹ̹ ĴƘŦŘƘĴİ˦̹ şŦ̹ ŘŦşŀĴŵ̹
ŞĴŵĴŘƟ̹ Ĝ̹ ƙĜƟ̹ ŦĿ̹ ƙŵňƀňşŀ̹ ĿŦŵŞĜŘ̹ İŦĪƄŞĴşƀŹ̹ Ŧŵ̹ ĪĴŵƀňǬĪĜƀĴŹ̹ ĩƄƀ̹ ĜŘŹŦ̹ ňƀ̹
ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹Ĝ̹ŞĴĜşŹ̹ŦĿ̹ĴƞŲŵĴŹŹňşŀ̹ĴŞŦƀňŦş˦̹ĴƘŦŖňşŀ̹ƀŅĴ̹ŞŦŦİ̹ƙňƀŅ̹ĴƘĴş̹
Ĝ̹ŹňşŀŘĴ̹ ŘňşĴ̹Ŧŵ̹Ĝ̹ƙŦŵİ̹ŦĿ̹Ĝ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹Ŧş̹ƀŅĴ̹ĪŦşƀŵĜŹƀ̹ƀŦ̹ ňƀŹ̹ƀŵĜİňƀňŦş˫̹
)ŦƙĴƘĴŵ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƙŅĴƀŅĴŵ̹ ĪŦşƘĴşƀňŦşĜŘ̹ Ŧŵ̹
ĪŦşƀĴŞŲŦŵĜŵƟ˦̹ ŹƀňŘŘ̹ ŵĴŴƄňŵĴŹ̹ ŅňŹƀŦŵňĪĜŘ̹ ŖşŦƙŘĴİŀĴ˦̹ ĩŦƀŅ̹ ƀĴĪŅşňĪĜŘŘƟ̹ Ĝşİ̹
ŲŵĜĪƀňĪĜŘŘƟ˦̹ ĩĴĪĜƄŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŅĜŹ̹ Ĝş̹ ĜĪĪƄŞƄŘĜƀĴİ̹ İňŹĪňŲŘňşĴ̹ ƀŅĜƀ̹ ňŹ̹
ŹƀŵƄĪƀƄŵĴİ̹Ĝşİ̹ƀŵĜşŹĿŦŵŞĴİ̹ƙňƀŅňş̹ƀŅňŹ̹şĜƀƄŵĴ˫̹

ʆ̹;ňƀĴŵĜŘŘƟ˦̹manu ŞĴĜşŹ̹ŅĜşİ˦̹ƙŵňƀƀĴş̹ĩƟ̹ŅĜşİ̹ĩƟ̹ŦşĴ̹Ŧŵ̹ŞŦŵĴ̹ŹĪŵňĩĴ˦̹ňş̹ĪŦşƀŵĜŹƀ̹ƀŦ̹Ĝ̹ŲŵňşƀĴİ̹ĩŦŦŖ̹
˾rĜŘƀŅĴŵ̹Λ̹rŦŘĿ˦̹ʇʅʆʉ˥̹ʉʎʉ˿˦̹Ĝşİ̹ŹĪŵňŲƀ̹ŞĴĜşŹ̹̚Ĝ̹ŞŦİĴŘ̹ƙŅňĪŅ̹ƀŅĴ̹ŹĪŵňĩĴ̹ŅĜŹ̹ňş̹ŅňŹ̹Şňşİ̝Ź̹ĴƟĴ̹ƙŅĴş̹
ŅĴ̹ƙŵňƀĴŹ̹şŦƀ̹Ĝ̹ŅĜşİ˦̹ƙŅĜƀ̹ŅĴ̹ĜĪƀƄĜŘŘƟ̹ŲƄƀŹ̹İŦƙş̹Ŧş̹ƀŅĴ̹ŲĜŀĴ̛̹˾�ŵŦŀňş˦̹ʆʎʍʎ˥̹ʈ̐ʉ˿˫
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,ƀ̹ňŹ̹ŹĴĴş̹ƀŅĜƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĴƞŲĜşİ̹ňƀŹ̹ŘňŞňƀ̹ƙňƀŅ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ ƙŅŦ̹ ĴƞŲĴŵňŞĴşƀ̹ƙňƀŅ̹ Ĝ̹ ŘĴƀƀĴŵ˦̹ Ĝ̹ƙŦŵİ˦̹ Ŧŵ̹ Ĝ̹ ŞĜŵŖ˦̹ ĜŘŹŦ̹
ňşǭƄĴşĪĴİ̹ĩƟ̹ƙĴŹƀĴŵş̹ƀŵĜİňƀňŦş̹ňş̹ƘĜŵňŦƄŹ̹ƙĜƟŹ˦̹ňşƀĴŵŲŵĴƀĴİ̹ƀŅĴ̹ĜşĪňĴşƀ̹
ŹĪŵňŲƀŹ̹ĩƟ̹ĪŵĴĜƀňşŀ̹ňşİňƘňİƄĜŘ̹ŹƀƟŘĴŹ˦̹ĴƘĴş̹ňĿ̹ňşǭƄĴşĪĴİ̹ĩƟ̹ƀŅĴ̹ĜşĴĪİŦƀĴŹ̹
ŞĴşƀňŦşĴİ̹ ĜĩŦƄƀ̹ ŹŦŞĴ̹ ŖşŦƙş̹ ĜşĪňĴşƀ̹ ŹĪŵňĩĴŹ̹ Ŧŵ̹ ŴƄňƀĴ̹ ĿĜŞŦƄŹ̹
ŞĜşƄŹĪŵňŲƀŹ˦̹ŦĩŹĴŵƘĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹bŅĴŹĴ̹ňşǭƄĴşĪĴŹ̹ĜŵĴ̹ŵĴǭĴĪƀĴİ̹ňş̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖŹ˦̹ĜŘŹŦ̹ĩŘĴşİňşŀ̹ƙňƀŅ̹ŦƀŅĴŵ̹ĪĜŘŘňŀŵĜŲŅƟ̹
ƀŵĜİňƀňŦşŹ̹ŹƄĪŅ̹ĜŹ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀ̹Ŧŵ̹ƀŅĴ̹AňİİŘĴ̹�ĜŹƀ˫

,ƀ̹ňŹ̹ĪŵƄĪňĜŘ̹ƀŦ̹ƄşİĴŵŹƀĜşİ̹ƀŅĴ̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦş̹ƀŦ̹ŲŵŦƘňİĴ̹
ňşŹňŀŅƀ̹ňşƀŦ̹ƀŅĴ̹ƀŵĜİňƀňŦş̹ƙňƀŅ̹ňƀŹ̹ŅňŹƀŦŵƟ̹Ĝşİ̹ƀĴĪŅşňŴƄĴŹ˦̹ňşĪŘƄİňşŀ̹ƀŅĴ̹
ĴƘŦŘƄƀňŦş̹ŦĿ̹ŹĪŵňŲƀŹ̹ŦĿ̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ĿŵŦŞ̹ƀŅĴ̹AňİİŘĴ̹�ŀĴŹ̹ƀŦ̹ƀŅĴ̹
ĴĜŵŘƟ̹ƟĴĜŵŹ̹ŦĿ̹ƀŅĴ̹Ųŵňşƀňşŀ̹ŲĴŵňŦİ̹ňş̹ƀŅĴ̹ŹňƞƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˫̹ ,ƀ̹ƙňŘŘ̹ĜŘŹŦ̹
ĩĴ̹ŅĴŘİ̹ŅŦƙ̹Ųŵňşƀňşŀ̹ƀĴĪŅşŦŘŦŀƟ̹ĜǣĴĪƀĴİ̹ƀŅĴ̹ĜşĪňĴşƀ̹ŹĪŵňĩĴŹ̹Ĝşİ̹ŅŦƙ̹
ĜşĪňĴşƀ̹ŹĪŵňŲƀŹ̹ƙĴŵĴ̹ŵĴƘňƘĴİ̹ňş̹ƀŅĴ̹ƀƙĴşƀňĴƀŅ̹ĪĴşƀƄŵƟ̹ĩĴĪĜƄŹĴ̹ňƀ̹ŹŅŦƄŘİ̹
ĩĴ̹ĩĴĜŵ̹ ňş̹Şňşİ̹ƀŅĜƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲňŘĴŹ̹ƄŲ̹ĩƟ̹ ňƀŹ̹şĜƀƄŵĴ̹Ĝşİ̹ĪĜşşŦƀ̹ĩĴ̹
ŅĜşİŘĴİ̹ĜŹ̹ŹƀŵňŲŲĴİ̹ŦĿ̹ňƀŹ̹ŲĜŹƀ˫̹

)ĴşĪĴ˦̹ ƀŅňŹ̹ ĪŅĜŲƀĴŵ̹ ĜňŞŹ̹ ƀŦ̹ ŲŵŦƘňİĴ̹ ŖşŦƙŘĴİŀĴ̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ŅňŹƀŦŵňĪĜŘ̹
ĩĜĪŖŀŵŦƄşİ̹ ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦş˦̹ ŹĪŵňĩĴŹ˦̹ Ĝşİ̹ ƀŅĴňŵ̹ ƙŦŵŖňşŀ̹
ĪŦşİňƀňŦşŹ˦̹ ƙŅňĪŅ̹ ƙňŘŘ̹ ĩĴ̹ ŦĩŹĴŵƘĴİ̹ ĜŹ̹ ŵĴĿĴŵĴşĪĴŹ̹ Ĝşİ̹ ňşŹŲňŵĴ̹ ƀŅĴ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ĴƞĜŞňşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,˫̹ ,ƀ̹ ƙňŘŘ̹ ĜŘŹŦ̹ ĩĴ̹
ŞĴşƀňŦşĴİ̹ ƀŵĜİňƀňŦşĜŘ̹ŞĜƀĴŵňĜŘŹ̹Ĝşİ̹ ƀŅĴ̹ĴƘŦŘƄƀňŦş̹ŦĿ̹ ƀŅĴ̹ŹĪŵňŲƀŹ̹ ĿŵŦŞ̹ƀŅĴ̹
AňİİŘĴ̹�ŀĴŹ̹ƀŦ̹ƀŅĴ̹ĴĜŵŘƟ̹ƟĴĜŵŹ̹ŦĿ̹ƀŅĴ̹Ųŵňşƀňşŀ̹ŲĴŵňŦİ ň̹ş̹ƀŅĴ̹ŹňƞƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦ ̹
ƙŅňĪŅ̹ĪĜş̹ĩĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŹňŀşňǬĪĜşƀ̹ĩŵĴĜŖňşŀ̹ŲŦňşƀŹ̹ňş̹ƀŅĴ̹ŵĴĜŘŞ̹
ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˫ ̹ rňƀŅ̹ ĜŘŘ̹ ƀŅĴŹĴ̹ ĩĜĪŖŀŵŦƄşİŹ˦̹ ňƀ̹ ĜňŞŹ̹ ƀŦ̹ ŲŵŦƘňİĴ̹
ŖşŦƙŘĴİŀĴ̹ĜĩŦƄƀ̹ƀŅĴ̹ƀŵĜİňƀňŦş̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ŅŦƙ̹ňƀ̹ƙĜŹ̹ŲĴŵĪĴňƘĴİ̹Ĝşİ̹
ŲŵĜĪƀňĪĴİ˫̹,ƀ̹ƙňŘŘ̹ŲŵŦƘňİĴ̹Ĝş̹ŦŲŲŦŵƀƄşňƀƟ̹ƀŦ̹ŘŦĪĜƀĴ̹Ĝşİ̹ƄşİĴŵŹƀĜşİ̹ŅŦƙ̹ƀŅĴ̹
ŲĴŵĪĴŲƀňŦş̹ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŅĜŹ̹ĩĴĴş̹ĿŦŵŞĴİ̹Ĝşİ̹ŅŦƙ̹ƀŅĴ̹ƀŵĜİňƀňŦş̹ňŹ̹
ŞĜşňĿĴŹƀĴİ̹ňƀŹĴŘĿ̹ƀŅŵŦƄŀŅ̹ĪƄŵŵĴşƀ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ˫̹

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ Ĝ̹ ĪŦşŹňİĴŵĜĩŘĴ̹ ŲĴŵňŦİ̹ ŅĜŹ̹ ƀŦ̹ ĩĴ̹ŞĴşƀňŦşĴİ̹ ŅĴŵĴ˦̹
ƙŅňĪŅ̹ ňŹ̹ ĪĜŘŘĴİ̹ ƀŅĴ̹ ŵĴƘňƘňşŀ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŅĜƀ̹ ƙĜŹ̹ ƙňƀşĴŹŹĴİ̹ ňş̹
ƀŅĴ̹ ƀƙĴşƀňĴƀŅ̹ ĪĴşƀƄŵƟ˫̹ ,ƀ̹ ƙňŘŘ̹ ĜŘŹŦ̹ ŲŵŦƘňİĴ̹ Ĝ̹ ƘĜŘƄĜĩŘĴ̹ ĜŹŹĴŹŹŞĴşƀ̹ ƀŦ̹
ƄşİĴŵŹƀĜşİ̹ƙŅňŘĴ̹�ƄŵŦŲĴ̹ƙĜŹ̹ĿĜĪňşŀ̹ƘĜŵňŦƄŹ̹ŞŦİĴŵş̹ŞŦƘĴŞĴşƀŹ̹ƀŅĜƀ̹
ĜǣĴĪƀĴİ̹ Ĝ̹ ŘĜŵŀĴ̹ ŹĪĜŘĴ̹ ŦĿ̹ ĪƄŘƀƄŵĜŘ̹ ŘňĿĴ˦̹ ňş̹ ƙŅĜƀ̹ ƙĜƟ̹ İňİ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
ňşƀĴŵŲŵĴƀ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŦĿ̹ ƀŅĴ̹ ƀƙĴşƀňĴƀŅ̹ ĪĴşƀƄŵƟ˫̹ �ŲĜŵƀ̹ ĿŵŦŞ̹
ŲŵŦƘňİňşŀ̹ňşŹňŀŅƀ̹ňşƀŦ̹ƀŅĴŹĴ̹ĿĴĜƀƄŵĴŹ˦̹ĜşŦƀŅĴŵ̹ĪŵňƀňĪĜŘ̹ŹňŀşňǬĪĜşĪĴ̹ŦĿ̹ƀŅňŹ̹
ĪŅĜŲƀĴŵ̹ĪŦŞĴŹ̹ƙňƀŅ̹ƀŅĴ̹ňşǭƄĴşĪĴŹ̹Ĝşİ̹ĪŦşƀŵňĩƄƀňŦşŹ̹Ŧş̹ŞƟ̹ĪĜŘŘňŀŵĜŲŅňĪ̹
ŲĴŵĪĴŲƀňŦş̹Ĝşİ̹ĜƀƀňƀƄİĴ̹ ƀŅĜƀ̹ ŵĴǭĴĪƀŹ̹ŞƟ̹ƙŦŵŖŹ˦̹ŞĴşƀňŦşĴİ̹ ňş̹�ŅĜŲƀĴŵ̹
q,,˦̹İƄŵňşŀ̹ƀŅňŹ̹ŵĴŹĴĜŵĪŅ̹ŲĴŵňŦİ˫

3.1. Scribe and scriptorium

bŅĴ̹ ŅňŹƀŦŵƟ̹ ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ŲŵňŞĜŵňŘƟ̹ ŵĴŘĜƀĴİ̹ ƀŦ̹ ƀŅĴ̹
ŞĜşƄŹĪŵňŲƀŹ˦̹ ƙŅňĪŅ̹ ƙĴŵĴ̹ ŲŵŦŞŦƀĴİ̹ ŞĜňşŘƟ̹ ĩƟ̹ ƀŅĴ̹ �ŅŵňŹƀňĜş̹ �ŅƄŵĪŅ̹
ƀŅŵŦƄŀŅŦƄƀ̹ƀŅĴ̹ŞňİİŘĴ̹ĜŀĴ˫̹bŅĴŹĴ̹ƙĴŵĴ̹ƀŅĴ̹ƀňŞĴŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ŲĴŵňŦİ̹
ŦĿ̹ĴşŦŵŞŦƄŹ̹ŀŵŦƙƀŅ̹Ĝşİ̹ĜŘƀĴŵĜƀňŦşŹ̹ ňş̹ƀŅĴ̹�ŅƄŵĪŅ̹Ĝşİ̹ĪňƘňŘňƥĜƀňŦş̹ĜŹ̹
Ĝ̹ƙŅŦŘĴ̹ňş̹ƀĴŵŞŹ̹ŦĿ̹ŅŦƙ̹ƀŅĴ̹ŹĪŵňĩĴŹ̹ƙŦŵŖĴİ˦̹ƀŅĴňŵ̹ĜƀƀňƀƄİĴŹ̹ĜĩŦƄƀ̹ƀŅĴ̹
ƙŦŵŖ˦̹Ĝşİ̹ĜŘŹŦ̹ƀŅĴ̹ƀŦŦŘŹ˦̹ƙŅňĪŅ̹ĪŅĜşŀĴİ̹ŵĴŘĜƀňƘĴŘƟ̹ŘňƀƀŘĴ̹˾�ŵŦŀňş˦̹ʆʎʍʅ˿˫

�ŘĜƟƀŦş̹ ˾ʇʅʆʈ˿̹ŞĴşƀňŦşŹ̹ ƀŅĜƀ̹ ƘĜŵňŦƄŹ̹ ĜŹŲĴĪƀŹ̹ ŦĿ̹ ƀŅĴ̹ƙŦŵŖİĜƟ̹ WŦŞĜş̹
ŘňƀĴŵĜƀĴ̹ ƙŦŵŘİ̹ İĴŲĴşİĴİ̹ Ŧş̹ ĴşŹŘĜƘĴİ̹ ŲĴŦŲŘĴ˦̹ ŹƄĪŅ̹ ĜŹ̹ ŖĴĴŲňşŀ̹ ƀŅĴ̹
ŵĴĪŦŵİŹ̹ ŦĿ̹ ŞĜƀĴŵ̝Ź̹ ŘĴŀĜŘ̹ Ĝşİ̹ ǬşĜşĪňĜŘ̹ ƀŵĜşŹĜĪƀňŦşŹ˦̹ ĴİƄĪĜƀňşŀ̹ ƀŅĴňŵ̹
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ĪŅňŘİŵĴş˦̹Ĝşİ̹ƙŦŵŖňşŀ̹ĜŹ̹Ĝ̹ŞĜşĜŀĴŵ̹Ŧŵ̹Ĝ̹ŹĴĪŵĴƀĜŵƟ̹ňş̹ƀŅĴ̹ŞĜŹƀĴŵ̝Ź̹ŅŦŞĴ̹
Ĝşİ̹ ĩƄŹňşĴŹŹ˫̹ �ŘĜƟƀŦş̹ ˾ʇʅʆʈ˿̹ ŲŦňşƀŹ̹ ƀŦ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ̹ ŦĿ̹ AĜŵĪƄŹ̹ bƄŘŘňƄŹ̹
�ňĪĴŵŦ̹ ˾ʆʅʋ̹��̹̐ʉʈ̹��˿˦̹ Ĝ̹WŦŞĜş̹ŹƀĜƀĴŹŞĜş˦̹ ŘĜƙƟĴŵ˦̹ Ĝşİ̹ ŹĪŅŦŘĜŵ̹ƙŅŦ̹
ŅĜİ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ŵŦŘĴ̹ ňş̹ ƀŅĴ̹ ŘĜƀĴ̹ WŦŞĜş̹ WĴŲƄĩŘňĪ̹ ŲŦŘňƀňĪŹ˦̹ ňş̹ ƙŅňĪŅ̹
ŅĴ̹ŞĴşƀňŦşĴİ̹ ŅňŹ̹�ĿŵňĪĜş̹ ĴşŹŘĜƘĴİ̹ ŲĴŵŹŦş˦̹ bňŵŦ˦̹ƙŅŦ̹ ŅĜİ̹ ŲĴŵĿŦŵŞĴİ̹
ƀŅĴŹĴ̹ ƀĜŹŖŹ̹ŞĴşƀňŦşĴİ̹ ĜĩŦƘĴ̹ Ĝşİ̹ ĿŵĴĴİ̹ ňş̹ ʊʈ̹ ���˫̹bňŵŦ̹ ƄŹĴİ̹ ƀŦ̹ ƀĜŖĴ̹
ĪĜŵĴ̹ ŦĿ̹ �ňĪĴŵŦ̝Ź̹ ƀĜƞĴŹ˦̹ ŘŦŦŖ̹ ĜĿƀĴŵ̹ ŅňŹ̹ ŀĜŵİĴş̹ Ĝşİ̹ ĪŦŲƟ̹ �ňĪĴŵŦ̝Ź̹ ƙŦŵŖ̹
ĩĴĪĜƄŹĴ̹ �ňĪĴŵŦ̝Ź̹ ŅĜşİƙŵňƀňşŀ̹ƙĜŹ̹ ƀŦŦ̹ ĪŅĜŘŘĴşŀňşŀ̹ ƀŦ̹ ŵĴĜİ˫̹ ,ƀ̹ ňŹ̹ ĴƘĴş̹
ŹƀĜƀĴİ̹ƀŅĜƀ̹bňŵŦ̹ňşƘĴşƀŹ̹Ĝ̹Ŗňşİ̹ŦĿ̹ŹŅŦŵƀŅĜşİ˦̹ĪĜŘŘĴİ̹bňŵŦşňĜş̹şŦƀĴŹ˦̹ƀŅĜƀ̹
ŅĴŘŲĴİ̹ ŅňŞ̹ ƀŦ̹ ŵĴĪŦŵİ̹ ŹŲĴĴĪŅĴŹ̹ ƘĴŵĩĜƀňŞ˫̹rňƀŅ̹ ƀŅňŹ̹ ĴƞĜŞŲŘĴ˦̹ �ŘĜƟƀŦş̹
˾ʇʅʆʈ˿̹ŞĴşƀňŦşŹ̹ƀŅĜƀ̹ĴşŹŘĜƘĴİ̹ŲĴŦŲŘĴ̹ƙĴŵĴ̹ ňşƘŦŘƘĴİ̹ňş̹ĴƘĴŵƟ̹ĜŹŲĴĪƀ̹ŦĿ̹
ŘňƀĴŵĜŵƟ̹ƙŦŵŖŹ̹ŲŵŦİƄĪƀňŦş˦̹ ňşĪŘƄİňşŀ̹ƀĴĜĪŅňşŀ˦̹ƙŵňƀňşŀ˦̹ĪŦŲƟňşŀ̹ĩŦŦŖŹ˦̹
Ĝşİ̹ĪŦşŹňİĴŵňşŀ̹WŦŞĴ˦̹ƙŅňĪŅ̹ƙĜŹ̹Ĝƀ̹ƀŅĴ̹ŅĴĜŵƀ̹ŦĿ̹ƀŅĴ̹ƙĴŹƀĴŵş̹ƙŵňƀňşŀ̹
ƀŵĜİňƀňŦş̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹

AŦŵĴŦƘĴŵ˦̹ �ŘĜƟƀŦş̹ ˾ʇʅʆʈ˿̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ ƄŹĴ̹ ŦĿ̹ ƀŅĴ̹ ĴşŹŘĜƘĴİ̹ ŲĴŦŲŘĴ̹
ĿŦŵŞĜƀƀĴİ̹ĴƘĴş̹ŘňŞňƀĴİ˦̹ƙŅňĪŅ̹ĜǣĴĪƀĴİ̹ƀŅĴ̹İĴƘĴŘŦŲŞĴşƀ̹ŦĿ̹ƀŅĴ̹ƀŵĜİňƀňŦş˰̹
ňş̹ĪŦşƀŵĜŹƀ˦̹ƀŅĴ̹�ŅňşĴŹĴ̹ĪƄŘƀƄŵĴ̹ƙŅĴŵĴ̹ƙŵňƀňşŀ̹ňŹ̹ŹĴĴş̹ĜŹ̹Ĝş̹ĜĪƀňƘňƀƟ̹ƀŅĜƀ̹
ŵĴƘĴĜŘŹ̹ƀŅĴ̹İĴŞŦşŹƀŵĜƀňŦş̹ŦĿ̹Ĝ̹ƙŵňƀĴŵ̹ƀŅĜƀ̹ĴŞĩŦİňĴŹ̹ĩŦİňŘƟ̹ŀĴŹƀƄŵĴ̹ƙňƀŅ̹
ƀŅĴ̹ƄşňƘĴŵŹĜŘ̹ŹŦƄŵĪĴ̹ŦĿ̹ ŘňĿĴ̹Ĝşİ̹ĴşĴŵŀƟ˫̹bŅĜƀ̹ŞĴĜşŹ̹ƙŵňƀňşŀ̹ňŹ̹ĜŹŹĴŹŹĴİ̹
ĜŹ̹Ĝ̹ĪŵĴĜƀňƘĴ̹Ĝşİ̹ĴƞŲŵĴŹŹňƘĴ̹ĜĪƀ˫̹�ƀ̹ ƀŅĴ̹ŹĜŞĴ̹ƀňŞĴ˦̹ŞŦŹƀ̹ŦĿ̹ ƀŅĴ̹WŦŞĜş̹
ŵĴŲƄĩŘňĪ̹ Ĝşİ̹ ĴĜŵŘƟ̹ �ŞŲňŵĴ̹ ŘňƀĴŵĜƀƄŵĴ̹ ƙĜŹ̹ ĪŦŲňĴİ̹ ĩƟ̹ ĴşŹŘĜƘĴİ̹ ŲĴŦŲŘĴ̹
ňşŹƀĴĜİ̹ ŦĿ̹ ĩƟ̹ ŹĪŅŦŘĜŵŹ̹ Ŧŵ̹ ĜƄƀŅŦŵŹ̹ ƀŅĴŞŹĴŘƘĴŹ˰̹ ŞŦŹƀ̹ ŦĿ̹ ƀŅĴ̹ ŦŵİňşĜŵƟ̹
WŦŞĜş̹ ĪňƀňƥĴşŹ̹ƙĴŵĴ̹ ŘňƀĴŵĜƀĴ˫̹ ,ş̹ ƀŅĴ̹ ĿŦƄŵƀŅ̹ ĪĴşƀƄŵƟ̹��˦̹ ĩƟ̹ ƀŅĴ̹ ƀňŞĴ̹ŦĿ̹
�ŦşŹƀĜşƀňşĴ˦̹ ƀŅĴŵĴ̹ ƙĴŵĴ̹ ʇʎ̹ ŲƄĩŘňĪ̹ ŘňĩŵĜŵňĴŹ̹ ňş̹ WŦŞĴ̹ ˾�ŘĜƟƀŦş˦̹ ʇʅʆʈ˿˫̹
)ŦƙĴƘĴŵ˦̹ �ŘĜƟƀŦş̹ ˾ʇʅʆʈ˿̹ İŦĴŹ̹ şŦƀ̹ ŀňƘĴ̹ ĜşƟ̹ İĴƀĜňŘ̹ ĜĩŦƄƀ̹ ƀŅĴŹĴ̹ ĴşŹŘĜƘĴİ̹
ŲĴŦŲŘĴ̹ŹňşĪĴ̹ŹŘĜƘĴŵƟ̹ƙĜŹ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ĿĴĜƀƄŵĴ̹ŦĿ̹ƀŅĴ̹WŦŞĜş̹rŦŵŘİ̹ƙňƀŅ̹
ŞĜşƟ̹ ŹĴŵƘňĪĴŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ ŅŦƄŹĴŅŦŘİ˦̹ ĜŀŵňĪƄŘƀƄŵĴ˦̹ ŞňşĴŹ˦̹ ƙŦŵŖŹŅŦŲ˦̹ Ĝşİ̹
ĪŦşŹƀŵƄĪƀňŦş˦̹Ĝşİ̹ĴŞĩĴİİĴİ̹ňş̹WŦŞĜş̹ĪƄŘƀƄŵĴ˦̹œƄŹƀňǬĴİ̹ĜŹ̹ƄŹƄĜŘ˫̹

�ƘĴş̹ňĿ̹Ĝ̹ŹŞĜŘŘ̹ŞňşŦŵňƀƟ̹ŅĜİ̹ƀŅĴňŵ̹ĿŵĴĴİŦŞ˦̹ňĿ̹ŦşŘƟ̹ŦƀŅĴŵŹ̹ƙĴŵĴ̹ĜŘŵĴĜİƟ̹
ĴşŹŘĜƘĴİ̹ ŹňşĪĴ̹ ƀŅĴƟ̹ ƙĴŵĴ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ Ĝ̹ ŹƟŞĩŦŘ̹ ŦĿ̹ ƀŅĴ̹ ŹƀĜƀƄŹ̹ ŦĿ̹ ƀŅĴ̹
WŦŞĜş̹ĴŘňƀĴ˦̹ƀŅĴ̹ŞŦŵĴ̹ŦşĴ̹ŅĜİ̹ƀŅĴ̹ƙĴĜŘƀŅƟ̹ĜĪĪĴŲƀĴİ̹ƙňƀŅňş̹ƀŅĴ̹ĴƟĴ̹ŦĿ̹
ƀŅĴ̹ŲƄĩŘňĪ̹˾�ĜŵƀƙŵňŀŅƀ˦̹ʇʅʆʈ˿˫̹)ĴşĪĴ˦̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ŞŦşŖŹ̹İňİ̹
şŦƀ̹ŲŵŦİƄĪĴ̹ĜŘŘ̹ĩŦŦŖŹ˦̹ĩƄƀ̹ŹŦŞĴ̹ƙĴŵĴ̹ƙŵňƀƀĴş̹Ŧŵ̹ĪŦŲňĴİ̹ĩƟ̹ŲĴŦŲŘĴ̹ƙŅŦ̹
ŲŵĴŹĴŵƘĴİ̹ƀŅĴňŵ̹ƘĜŘƄĴ̹ĜŹ̹ƙŦŵŖĴŵŹ˫

rňƀŅ̹ �ŅŵňŹƀňĜşňƀƟ̹ ĜİƘĜşĪĴİ̹ ĜĪŵŦŹŹ̹ ŲĜŀĜş̹ �ƄŵŦŲĴ̹ ňş̹ ƀŅĴ̹ AňİİŘĴ̹
�ŀĴŹ˦̹ ƀŅĴ̹ AĴİňƀĴŵŵĜşĴĜş̹ ŹŖňŘŘŹ̹ ŦĿ̹ ŵĴĜİňşŀ̹ Ĝşİ̹ƙŵňƀňşŀ̹ƙĴŵĴ̹ ĩŵŦƄŀŅƀ̹
ƀŦ̹ ƀŅĴŹĴ̹ ŘĜşİŹ˦̹ Ĝşİ̹ ƙňƀŅ̹ ƀŅĴ̹ WƄŘĴ̹ ŦĿ̹ [ƀ̹ �ĴşĴİňĪƀ2˦̹ ŞŦşŖŹ̹ Ĝşİ̹ şƄşŹ̹
ƙĴŵĴ̹ ĴşĪŦƄŵĜŀĴİ̹ ƀŅĴ̹ ƄŹĴ̹ ĩŦŦŖŹ˦̹ ƙŅňĪŅ̹ ĪŵĴĜƀĴİ̹ Ĝ̹ şĴĴİ̹ ĿŦŵ̹ ŘňĩŵĜŵňĴŹ̹

ʇ̹�̹ŞŦşĜŹƀňĪ̹ĪƄŘƀƄŵĴ̹ƙĜŹ̹ĴƞŲŘĜňşĴİ̹ĩƟ̹�ĴşĴİňĪƀ̹ŦĿ̹BƄŵŹňĜ̹˾Ī˫ʉʍʅ̐ʊʉʈ˿˦̹ƙŅŦ̹ŅĜİ̹ŘňƘĴİ̹ňş̹ƀŅĴ̹ĴĜŹƀ̹ŦĿ̹
WŦŞĴ̹ĜĿƀĴŵ̹ŵĴƀňŵňşŀ̹ĿŵŦŞ̹Ĝş̹ĴİƄĪĜƀňŦş̹ňş̹ƀŅĴ̹ŹĪŅŦŦŘŹ̹ŦĿ̹ŵŅĴƀŦŵňĪ̹ňş̹WŦŞĴ̹ƀŦ̹ŘňƘĴ̹ŹŦŘňƀĜŵƟ˫̹[ŦŦş˦̹ŅĴ̹
ĜƀƀŵĜĪƀĴİ̹ĿŦŘŘŦƙĴŵŹ̹Ĝşİ̹ƙŵŦƀĴ̹Ĝ̹ŘňƀƀŘĴ̹WƄŘĴ̹ŦĿ̹ƀŅĴ̹ŞŦşĜŹƀňĪ̹ŘňĿĴ̹ĿŦŵ̹ĩĴŀňşşĴŵŹ˫̹,ƀ̹ƙĜŹ̹ŲŵŦŞŦƀĴİ̹ĩƟ̹
�ŅĜŵŘĴŞĜŀşĴ̹˾�ŅĜŵŘĴŹ̹ƀŅĴ̹$ŵĴĜƀ˿̹˾İ˫̹ʍʆʉ˿˦̹ƀŅĴ̹9ňşŀ̹ŦĿ̹ƀŅĴ̹#ŵĜşŖŹ˦̹ňş̹ŅňŹ̹ŵĴĿŦŵŞŹ̹ŦĿ̹ƀŅĴ̹ŞŦşĜŹƀĴŵňĴŹ̹
ňş̹ ƀŅĴ̹ şňşƀŅ̹ ĪĴşƀƄŵƟ˫̹ ,ƀ̹ ŲŵŦƘňİĴİ̹ ƀŅĴ̹ WƄŘĴŹ̹ ŦĿ̹ �ĴşĴİňĪƀ̹ ƀŅĜƀ̹ ĩĴĪĜŞĴ̹ƘňĜĩŘĴ̹ ŘňĿĴ̹ ĿŦŵ̹ŞŦŹƀ̹ ŦĿ̹ ƀŅĴ̹
ŞŦşĜŹƀňĪ̹ ŅŦƄŹĴŹ̹ ŦĿ̹ ƀŅĴ̹ ĴĜŵŘƟ̹ AňİİŘĴ̹ �ŀĴŹ˫̹ bŅĴ̹ ĜƀƀňƀƄİĴ̹ ŦĿ̹ ƀŅĴŹĴ̹ ŞŦşĜŹƀňĪ̹ ŹĪŵňĩĴŹ̹ ĴƞŲŘĜňşŹ̹ ĜŹ̹
ĿŦŘŘŦƙŹ˥̹̚,Ŀ̹ƀŅĴŵĴ̹ĩĴ̹ĪŵĜĿƀŹŞĴş̹ňş̹ƀŅĴ̹ŞŦşĜŹƀĴŵƟ˦̹ŘĴƀ̹ƀŅĴŞ̹ĪĜŵŵƟ̹Ŧş̹ƀŅĴňŵ̹ĪŵĜĿƀ̹ňş̹ĜŘŘ̹ŅƄŞňŘňƀƟ˦̹ŹƄĩœĴĪƀ̹
ƀŦ̹ƀŅĴ̹ĜŲŲŵŦƘĜŘ̹ŦĿ̹ƀŅĴ̹�ĩĩŦƀ˫̹�Ƅƀ̹ňĿ̹ĜşƟ̹ŦşĴ̹ŦĿ̹ƀŅĴŞ̹ĩĴĪŦŞĴ̹ĪŦşĪĴňƀĴİ̹ĩĴĪĜƄŹĴ̹ŦĿ̹ŅňŹ̹ŖşŦƙŘĴİŀĴ̹
ŦĿ̹ŅňŹ̹ ĪŵĜĿƀ˦̹ƙŅňĪŅ̹ ňŹ̹ ĜŲŲĜŵĴşƀŘƟ̹ĩŵňşŀňşŀ̹ŲŵŦǬƀ̹ ƀŦ̹ ƀŅĴ̹ŞŦşĜŹƀĴŵƟ˦̹ŅĴ̹ ňŹ̹ ƀŦ̹ ƀĜŖĴş̹ĜƙĜƟ̹ ĿŵŦŞ̹ŅňŹ̹
ĪŵĜĿƀ˰̹˧ƙňƀŅ̹ŵĴŀĜŵİ̹ƀŦ̹ƀŅĴ̹ŲŵňĪĴŹ̹ĪŅĜŵŀĴİ˦̹ƀŅĴ̹Źňş̹ŦĿ̹ĜƘĜŵňĪĴ̹ŞƄŹƀ̹şŦƀ̹ĪŵĴĴŲ̹ňş˰̹ĩƄƀ̹ƙŅĜƀĴƘĴŵ̹ňŹ̹ŹŦŘİ̹
ŹŅŦƄŘİ̹ĩĴ̹Ĝ̹ŘňƀƀŘĴ̹ĪŅĴĜŲĴŵ̹ƀŅĜş̹ňŹ̹ŲŦŹŹňĩŘĴ̹ĿŦŵ̹ŘĜƟ̐ŲĴŵŹŦşŹ˦̹ŹŦ̹ƀŅĜƀ̹$Ŧİ̹ŞĜƟ̹ĩĴ̹ŀŘŦŵňǬĴİ̹ňş̹ĜŘŘ̹ƀŅňşŀŹ̛̹
˾�ŘĜƟƀŦş˦̹ʇʅʆʈ˥̹ʌʇ˿˫̹AŦŵĴŦƘĴŵ˦̹�ĴşĴİňĪƀ̹ŵĴŞňşİŹ̹ŅňŹ̹ŞŦşŖŹ̹Ĝşİ̹şƄşŹ̹̚bŅĴ̹ŞŦşŖ̹ňŹ̹ĴŹŹĴşƀňĜŘŘƟ̹$Ŧİ̝Ź̹
ƙŦŵŖŞĜş˦̹Ĝşİ̹ňĿ̹ƀŅĜƀ̹ĪŅĜŵĜĪƀĴŵ̹ňŹ̹ňŞŲĴŵňŘĴİ˦̹ƀŅĴ̹ĪŵĜĿƀ̹ŞĜƟ̹ŅĜƘĴ̹ƀŦ̹ĩĴ̹ŹƄŹŲĴşİĴİ̛̹˾,ĩňİ˫˿˫



ʆʇʊ

ňş̹ ŞŦşĜŹƀĴŵňĴŹ̹ Ĝşİ̹ ŵĴŘňŀňŦƄŹ̹ ĪŦŞŞƄşňƀňĴŹ˫̹ HşĴ̹ ŦĿ̹ ƀŅĴ̹ İƄƀňĴŹ̹ ŦĿ̹ ƀŅĴ̹
�ŅƄŵĪŅ̹ƙĜŹ̹ƀŦ̹ƀĴĜĪŅ̹ĪŅňŘİŵĴş̹ƀŦ̹ŵĴĜİ˦̹Ĝşİ̹ňƀ̹ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ŞŦŹƀ̹ŦĿ̹ƀŅĴ̹
ŘňƀĴŵĜƀĴ̹ŲĴŦŲŘĴ̹ ňş̹ƀŅĴ̹AňİİŘĴ̹�ŀĴŹ̹ ŘĴĜŵşĴİ̹ŵĴĜİňşŀ̹Ĝşİ̹ŵĴĪĴňƘĴİ̹ŹŦŞĴ̹
Ŧŵ̹ĜŘŘ̹ƀŅĴňŵ̹ĴİƄĪĜƀňŦş̹ĿŵŦŞ̹ƀŅĴ̹�ŅƄŵĪŅ̹˾)ĜŞĴŘ˦̹ʆʎʎʇ˿˫̹

,ş̹ ƀŅĴ̹ ŹĴĪŦşİ̹ ŴƄĜŵƀĴŵ̹ ŦĿ̹ ƀŅĴ̹ ƀŅňŵİ̹ ĪĴşƀƄŵƟ˦̹ ŞŦşĜŹƀňĪňŹŞ̹ ĩĴĪĜŞĴ̹ Ĝ̹
ƙĜƟ̹ŦĿ̹ŘňĿĴ̹ƀŅĜƀ̹ĩĴŀĜş̹ƀŦ̹ĜŲŲĴĜŵ̹ňş̹ƀŅĴ̹BĴĜŵ̹�ĜŹƀ˫̹�̹şĴƙ̹ŘňĿĴ̹ƙĜŹ̹ĩƄňŘƀ̹
ƀŅĜƀ̹ŅĜİ̹Ĝ̹ĪŦŞŲŘĴƀĴ̹ĪŦŞŞňƀŞĴşƀ̹ƀŦ̹$Ŧİ˦̹ĿŦŘŘŦƙĴİ̹ƀŅĴ̹ŹĜŞĴ̹ŵƄŘĴŹ˦̹ĜƀĴ˦̹
Ĝşİ̹ ŲŵĜƟĴİ̹ ƀŦŀĴƀŅĴŵ˫̹ ,ş̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ŹňƞƀŅ̹ ĪĴşƀƄŵƟ˦̹ ƀŅĴŹĴ̹ ĪŦŞŞƄşňƀňĴŹ̹
ĩĴĪĜŞĴ̹Ĝş̹ňŞŲŦŵƀĜşƀ̹ŲŘĜĪĴ̹ňş̹ĩŦŦŖ̹ŘĴĜŵşňşŀ̹Ĝşİ̹ŘňƀĴŵĜĪƟ̹ƀŅĜƀ̹ĩĴĪĜŞĴ̹
ĜŲŲĜŵĴşƀ˫̹ �ŘĜƟƀŦş̹ŞĴşƀňŦşŹ̹ ƘňƘĜŵňƄŞ˦̹ƙŅňĪŅ̹ŞĴĜşŹ̹ Ĝ̹ ̚ŲŘĜĪĴ̹ ĿŦŵ̹ ŘňĿĴ̛̹
˾�ŘĜƟƀŦş˦̹ʇʅʆʈ˥̹ʉʎ˿̹ňş̹;Ĝƀňş˦̹ƀŅĜƀ̹ĩĴĜƄƀňĿƄŘŘƟ̹ŹňƀĴİ̹ŲŘĜĪĴ̹şĴĜŵ̹ƀŅĴ̹ŹĴĜ̹ƙňƀŅ̹
ĪŅĜşşĴŘŹ̹ ŵƄşşňşŀ̹ ňş̹ ĿŵŦŞ̹ ƀŅĴ̹ ŦĪĴĜş̹ Ĝşİ̹ ŲŵŦƘňİňşŀ̹ Ĝ̹ ǬŹŅŲŦşİ˫̹ bŅňŹ̹
Ŗňşİ̹ŦĿ̹ŞŦşĜŹƀĴŵƟ̹ŅĜİ̹Ĝ̹ƘňƀĜŘ̹ƙňƀŅ̹ ňƀŹ̹ ňşƀĴŘŘĴĪƀƄĜŘ̹ ŘňĿĴ˦̹ ĪŦşŹňŹƀňşŀ̹ŦĿ̹Ĝ̹
ƙĴŘŘ̐ĴŴƄňŲŲĴİ̹ŘňĩŵĜŵƟ̹Ĝşİ̹ŹĪŵňŲƀŦŵňƄŞ˫

HşĴ̹ŦĿ̹ƀŅĴ̹ƀƟŲňĪĜŘŘƟ̹ĩƄňŘƀ̹ŹĪŵňŲƀŦŵňƄŞ̹̐Ĝ̹ŵŦŦŞ̹ňş̹Ĝ̹ŞŦşĜŹƀĴŵƟ̹Ŧŵ̹�ŅƄŵĪŅ̹
ŵĴŹĴŵƘĴİ̹ ĿŦŵ̹ ƀŅĴ̹ ĪŦŲƟňşŀ̹ŞĜşƄŹĪŵňŲƀ̹ ˾�ŘĴŞĴşŹ̹Λ̹$ŵĜŅĜŞ˦̹ ʇʅʅʌ˿˦̹ ĪĜş̹
ĩĴ̹ŦĩŹĴŵƘĴİ̹ ƀŅŵŦƄŀŅ̹bĝƘĜŵĜ̹�ŲŦĪĜŘƟŲŹĴ̹ ˾bŅĴ̹bŦƙĴŵ̹ŦĿ̹ ̹bĝƘĜŵĜ˿̹İĜƀĴİ̹
ĩĜĪŖ̹ƀŦ̹ʎʌʅ˦̹ŲŵĴŹĴŵƘĴİ̹ňş̹�ŵĪŅňƘŦ̹)ňŹƀŦŵňĪŦ̹BĜƀňŦşĜŘ̹ňş̹AĜİŵňİ̹˾#ňŀ˫̹ʆ˿˫̹
,ƀ̹ ňŹ̹ ňŘŘƄŹƀŵĜƀĴİ̹ ňş̹ŦŵİĴŵ̹ ƀŦ̹ ĿŵĜŞĴ̹ ƀŅĴ̹ŦşĴ̹ŦĿ̹ ƀŅĴ̹ ŹĪŵňŲƀŦŵňƄŞ̹ƙňƀŅ̹ ňƀŹ̝̹
ŹĜĿĴŀƄĜŵİňşŀ̹ŞŦşŖŹ˦̹ŵĴŞŦƘĜĩŘĴ̹ŘĜİİĴŵŹ˦̹Ĝşİ̹ŹŞĜŘŘ̹ƙňşİŦƙŹ̹ňş̹ŦŵİĴŵ̹ƀŦ̹
ŲŵŦƀĴĪƀ̹ ƀŅĴ̹ ŹĪŵňŲƀŦŵňƄŞ̹ ĜŹ̹ƙĴŘŘ̹ ĜŹ̹ ƀŅĴ̹ŞĴŵňƀŦŵňŦƄŹ̹ ŅĜşİƙŵňƀƀĴş̹ ĩŦŦŖ̹
ĜŀĜňşŹƀ̹ ĜşƟ̹ ŲŦŹŹňĩŘĴ̹ ĜƀƀĜĪŖ̹ ˾�ŵŦŀňş˦̹ ʆʎʍʎ˿̹ ƀŅĜƀ̹ ĜŘŘ̹ ŹĪŵňĩĩŘňşŀ̹ ňş̹ ŦşĴ̹
ŵŦŦŞ̹ƙňƀŅ̹ƀŅĴ̹İňĪƀĜƀňŦş̹ĩƟ̹ŞŦŹƀ̹ŲŵŦĩĜĩŘƟ̹ ƀŅĴ̹ĜƄƀŅŦŵ̹Ŧŵ̹ŦşĴ̹ŦĿ̹ŞŦşŖ̹
ĴşŀĜŀĴİ̹ĜŹ̹Ĝ̹ŵĴĜİĴŵ˦̹ĜŘŘ̹ĜŘŞŦŹƀ̹ňş̹ŹňŘĴşĪĴ˫̹,ƀ̹ƙĜŹ̹ƀŅĴ̹ŦşŘƟ̹ŹŦƄşİ̹ŅĴĜŵİ˦̹
̚ƀŅĴ̹ŅƄŞŞňşŀ̹ŦĿ̹ĩĴĴŹ̹ĜŹ̹ƀŅĴ̹ĪŦŲƟňşŀ̹ŹĪŵňĩĴŹ̹ŞƄŞĩŘĴİ̹ƀŦ̹ƀŅĴŞŹĴŘƘĴŹ̹
ƀŅĴ̹ƙŦŵİŹ̹ŦĿ̹ƀŅĴ̹ƀĴƞƀŹ̹ŘƟňşŀ̹ňş̹ĿŵŦşƀ̹ŦĿ̹ƀŅĴŞ̛̹˾7ĜĪŖŹŦş˦̹ʆʎʍʆ˥̹ʋʋ˿˫

Fig. 1. Távara Apocalypse (The 
Tower of Távara), dated 970. 
Cod. 1240, Folio 139, Achivo 
Historico Nacional, Madrid, 
Source: Grabar & Nordenfalk 
(1957: 173).



ʆʇʋ

rŦŵŖňşŀ̹ ňş̹ƀŅĴ̹ŹĪŵňŲƀŦŵňƄŞ̹ƙĜŹ̹Ĝ̹Ŗňşİ̹ŦĿ̹ŦĩŘňŀĜƀňŦş̹ƀŅĜƀ̹ĜŘŹŦ̹ŲŵŦŞŦƀĴİ̹
ĴİƄĪĜƀňŦş˰̹ ŅĴşĪĴ̹ ŞĜşƄŹĪŵňŲƀŹ̹ ŅĜİ̹ ƀŦ̹ ĩĴ̹ ŲŵŦİƄĪĴİ̹ ƙňƀŅ̹ ƀŅĴ̹ ŀŵŦƙƀŅ̹ ŦĿ̹
ƀŅĴ̹ �ŅƄŵĪŅ˦̹ ƙŅňĪŅ̹ ŘĴİ̹ ƀŦ̹ ĴŹƀĜĩŘňŹŅňşŀ̹ şĴƙ̹ ŞŦşĜŹƀĴŵňĴŹ˦̹ ƙŅňĪŅ̹ ĪŵĴĜƀĴİ̹
Ĝşİ̹ ŵĜňŹĴİ̹ Ĝ̹ ĪŦşŹƀĜşƀ̹ İĴŞĜşİ̹ ĿŦŵ̹ ƀŅĴ̹ ŵĴŲŵŦİƄĪƀňŦş̹ ŦĿ̹ƘĜŵňŦƄŹ̹ ŵĴŘňŀňŦƄŹ̹
Ĝşİ̹ ĪŘĜŹŹňĪĜŘ̹ ƙŦŵŖŹ˫̹ �ŲĜŵƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ ĩŦŦŖ̹ ĩĴňşŀ̹ ĪŵĴĜƀĴİ̹ ĜŹ̹ Ĝş̹ ŦŵňŀňşĜŘ̹
ĪŦŞŲŦŹňƀňŦş˦̹Ĝ̹ŹĪŵňĩĴ̹şĴĴİĴİ̹ƀŅĴ̹ƀĴƞƀ̹ĜŹ̹Ĝş̹ĴƞĴŞŲŘĜŵ̹ƀŦ̹ĪŦŲƟ˫̹�ĴĜŵňşŀ̹ňş̹
Şňşİ̹ƀŅĜƀ̹Ĝ̹ŹĪŵňĩĴ̹İňİş̝ƀ̹ŹňŞŲŘƟ̹ƙŵňƀĴ˦̹ ŅĴ̹ŅĜİ̹ĪŦŲňĴİ̹Ĝşİ̹ƙĜŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹
ŅĜƘĴ̹Ĝş̹ĴƞĴŞŲŘĜŵ̹ĿŵŦŞ̹ƙŅňĪŅ̹ƀŦ̹ŲŵŦİƄĪĴ̹ƀŅĴ̹ƀĴƞƀ̹ĜŀĜňş˫̹rŅĴş̹ƀŅĴ̹ĴƞĴŞŲŘĜŵ̹
İňİ̹şŦƀ̹ĴƞňŹƀ̹ňş̹Ĝ̹ŞŦşĜŹƀňĪ̹ŹĪŵňŲƀŦŵňƄŞ˦̹ ŅĴ̹ŅĜİ̹ƀŦ̹Ǭşİ̹Ĝ̹ƙĜƟ̹ƀŦ̹ŲŵŦƘňİĴ̹ŦşĴ˫̹
bŅĴ̹ŞŦşĜŹƀňĪ̹ ŹĪŵňĩĴ̹ŞňŀŅƀ̹ ƀŵĜƘĴŘ̹ ĿŵŦŞ̹ ŦşĴ̹ŞŦşĜŹƀĴŵƟ̹ ƀŦ̹ ĜşŦƀŅĴŵ̹ƙŅĴŵĴ̹
ƀŅĴƟ̹ŅĜİ̹ƀŅĜƀ̹ĴƞĴŞŲŘĜŵ˦̹ ƙŅĴƀŅĴŵ̹ĪŦŲƟňşŀ̹ƀŅĴŵĴ̹Ŧŵ̹ŞňŀŅƀ̹ŵĴŴƄĴŹƀ̹ƀŦ̹ĩŦŵŵŦƙ˫̹
,ƀ̹ŹŦŞĴƀňŞĴŹ̹ŞĴĜşƀ̹ĪŵŦŹŹňşŀ̹şĜƀňŦşĜŘ̹ĩŦƄşİĜŵňĴŹ̹˾�ŵŦŀňş˦̹ʆʎʍʅ˿˫

�Ź̹ ĴŞŲŅĜŹňƥĴİ̹ ĩĴĿŦŵĴ˦̹ ĪŦŲƟňşŀ̹ ƀĴƞƀ̹ ƙĜŹ̹ ŘĜĩŦŵňŦƄŹ̹ ƙŦŵŖ̹ ƀŅĜƀ̹ ŅĜİ̹
ŘĜŹƀĴİ̹ĿŦŵ̹Ĝ̹ŘŦşŀ̹ƀňŞĴ˫̹,ş̹ŹŦŞĴ̹ĪĜŹĴŹ˦̹ňƀ̹ƀŦŦŖ̹ŦƘĴŵ̹ƟĴĜŵŹ̹ŦĿ̹ŦĪĪƄŲĜƀňŦş˦̹
İĴŲĴşİňşŀ̹Ŧş̹ ƀŅĴ̹ ŘĴşŀƀŅ̹ŦĿ̹ ƀŅĴ̹ĩŦŦŖ̹Ĝşİ̹ƙŅŦ̹ƙĜŹ̹ƙŵňƀňşŀ̹ ňƀ˫̹ ,ş̹ĩŦƀŅ̹
ĪĜŹĴŹ˦̹ ƀňŞĴ̹ ňŹ̹ Ĝ̹ ĪŵƄĪňĜŘ̹ ĴŘĴŞĴşƀ˰̹ ĴƘĴş̹ ňƀ̹ƙĜŹ̹Ĝ̹ƙŦŵŖ̹ŦĿ̹ Ĝ̹ ƀĴĜŞ̹ŦĿ̹ ƀƙŦ̹
Ŧŵ̹ ƀŅŵĴĴ̹ŹĪŵňĩĴŹ̹ ˾�ŵŦŀňş˦̹ ʆʎʍʅ˿̹ ƀŅĜƀ̹ĜŘŹŦ̹ĜǣĴĪƀĴİ̹ƀŅĴ̹ ĿŦŵŞĜƀňŦş̹ŦĿ̹ ƀŅĴ̹
ŹĪŵňŲƀŹ̹ƙňƀŅ̹ƀŅĴ̹şĴĴİ̹ƀŦ̹ƙŵňƀĴ̹ĿĜŹƀ˫

;ŦŦŖňşŀ̹Ĝƀ̹ƀŅĴ̹ĴŘĴƘĴşƀŅ̹Ĝşİ̹ƀƙĴŘĿƀŅ̹ĪĴşƀƄŵƟ˦̹ŞŦŹƀ̹ŦĿ̹ƀŅĴ̹ŞĜşƄŹĪŵňŲƀŹ̹
ƙĴŵĴ̹ ŲŵŦİƄĪĴİ̹ ňş̹ ŞŦşĜŹƀĴŵňĴŹ˫̹ AŦşŖŹ̹ İĴƘŦƀĴİ̹ ƀŅĴňŵ̹ ŹŲĜŵĴ̹ ƀňŞĴ̹ ƀŦ̹
ĜĪŴƄňŵňşŀ̹ ƀŅĜƀ̹ ŹŖňŘŘ̹ ƀŦ̹ ŹƀƄİƟ̹ Ĝşİ̹ ĪŦŲƟ̹ ƀŅĴ̹ ƀĴƞƀŹ˦̹ Ĝşİ̹ ŞŦŹƀ̹ ŵĴŘňŀňŦƄŹ̹
ĪŦŞŞƄşňƀňĴŹ̹ ŲŵŦİƄĪĴİ̹ ƀŅĴŹĴ̹ ŞĜşƄŹĪŵňŲƀŹ̹ ŹňŞŲŘƟ̹ ĿŦŵ̹ ƀŅĴňŵ̹ Ŧƙş̹ ƄŹĴ̹
ĩĴĪĜƄŹĴ̹ ƀŅĴŵĴ̹ ƙĴŵĴ̹ şŦƀ̹ ŞĜşƟ̹ ŲŵňƘĜƀĴ̹ ŦƙşĴŵŹ̹ ŦĿ̹ ĩŦŦŖŹ̹ ĩĜĪŖ̹ ƀŅĴş˫̹
)ĴşĪĴ˦̹ ƀŅĴ̹ ŞĜşƄŹĪŵňŲƀ̹ ŲŵŦİƄĪƀňŦş̹ İĴŲĴşİĴİ̹ Ŧş̹ ƀŅĴňŵ̹ şĴĴİŹ̹ ˾)ĜŞĴŘ˦̹
ʆʎʎʇ˿˰̹ ŅŦƙĴƘĴŵ˦̹ ňƀ̹ƙĜŹ̹ şŦƀ̹ ŦşŘƟ̹ŞŦşŖŹ̹ ƀŅĜƀ̹ƙĴŵĴ̹ ŘňƀĴŵĜƀĴ̹ ňş̹ İňǣĴŵĴşƀ̹
ŲĜŵƀŹ̹ ŦĿ̹ �ƄŵŦŲĴ̹ ĜİŞňşňŹƀŵĜƀňŦşŹ˦̹ ĩƄƀ̹ ňƀ̹ ĜŘŹŦ̹ ĩĴŀĜş̹ ƀŦ̹ ƀŵĜşŹĿŦŵŞ̹ ƀŦ̹ Ĝ̹
ŞŦŵĴ̹ŹƟŹƀĴŞĜƀňĪ̹ŹĪĜŘĴ̹ƀŅĜƀ̹ƀŅĴ̹ŀŵŦƙƀŅ̹ŦĿ̹ƙŵňƀňşŀ̹ĜŹ̹Ĝş̹ňşŹƀŵƄŞĴşƀ̹ŦĿ̹
ŘĴŀĜŘ̹ĜƄƀŅŦŵňƀƟ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ŞĴşƀňŦşĴİ̹˾�ŘĜƟƀŦş˦̹ʇʅʆʈ˿˫̹

�Ɵ̹ƀŅĴ̹ƀƙĴŘĿƀŅ̹ĪĴşƀƄŵƟ˦̹ĪŦşŹňİĴŵňşŀ̹ƀŅĴ̹ŀŵŦƙňşŀ̹İĴŞĜşİŹ̹ĿŦŵ̹ŅĜşİƙŵňƀƀĴş̹
ƀĴƞƀ˦̹Ĝ̹ŞĴİňĴƘĜŘ̹ŞŦşŖ̹ŅĜİ̹ƀŦ̹ĪŦŘŘĜĩŦŵĜƀĴ̹ƙňƀŅ̹Ĝ̹ŹŦ̐ĪĜŘŘĴİ̹ŘĜƟ̹ŹĪŵňĩĴ˱ŘĜƟŞĜş̹
˾�ŵŦŀňş˦̹ ʆʎʍʎ˿̹ ƙŅŦ̹ ƙĜŹ̹ şŦƀ̹ Ĝş̹ ĜĪƀƄĜŘ̹ ŀƄňŘİ̹ ŞĴŞĩĴŵ̹ ĩƄƀ̹ ƀŵĜňşĴİ̹ ňş̹ Ĝ̹
ŞŦşĜŹƀĴŵƟ˦̹ĪĜƀŅĴİŵĜŘ̹ŹĪŅŦŦŘ˦̹Ŧŵ̹ŹĪŵňŲƀŦŵňƄŞ˫̹AŦşĜŹƀŵňĴŹ̹ĩĴŀĜş̹ƀŦ̹ĴŞŲŘŦƟ̹
ŹĴĪƄŘĜŵ̹ŹĪŵňĩĴŹ̹Ĝşİ̹ňŘŘƄŞňşĜƀŦŵŹ̹ƀŦ̹ĪŦŘŘĜĩŦŵĜƀĴ̹ňş̹ŞĜşƄŹĪŵňŲƀ̹ŲŵŦİƄĪƀňŦş˫̹
�ĴĪĜƄŹĴ̹ƀŅĴ̹şĴĴİ̹ĿŦŵ̹şĴƙ̹ƀĴƞƀ̹ŹƀĜŵƀĴİ̹ƀŦ̹ňşĪŵĴĜŹĴ˦̹ŞŦşĜŹƀňĪ̹ŘňĩŵĜŵňĴŹ̹ŅĜİ̹
ƀŦ̹ŖĴĴŲ̹ƀŅĴňŵ̹ĪŦŘŘĴĪƀňŦşŹ̹ƄŲ̹ƀŦ̹İĜƀĴ˫̹AŦŵĴŦƘĴŵ˦̹ƀŅĴ̹ĴĜŵŘƟ̹ƄşňƘĴŵŹňƀňĴŹ̹ŦĿ̹TĜŵňŹ̹
Ĝşİ̹ �ŦŘŦŀşĜ˦̹ƙŅňĪŅ̹ƙĴŵĴ̹ŞŦŵĴ̹ Ŧŵ̹ ŘĴŹŹ̹ ňşİĴŲĴşİĴşƀ̹ ŦĿ̹ ƀŅĴ̹ŞŦşĜŹƀĴŵňĴŹ˦̹
ĩĴŀĜş̹ƀŅĴňŵ̹ĴİƄĪĜƀňŦş˫̹bŅĜƀ̹ĪĜƄŹĴİ̹ƀŅĴ̹şƄŞĩĴŵ̹ŦĿ̹ĜƄƀŅŦŵŹ̝̹ĩŦŦŖ̹ƙŵňƀňşŀ̹
ƀŦ̹ŵňŹĴ̹ ňşĪŵĴĜŹňşŀŘƟ̹ĴƘĴŵƟ̹İĴĪĜİĴ˫̹)ĴşĪĴ˦̹ŞŦŵĴ̹Ĝşİ̹ŞŦŵĴ̹ŲĴŦŲŘĴ̹ƙĜşƀĴİ̹
ƀŦ̹ĩĴĪŦŞĴ̹ĩŦŦŖ̹ŦƙşĴŵŹ̹ƀŅĴŞŹĴŘƘĴŹ˦̹ƙŅĴƀŅĴŵ̹Ĝ̹ŹƀƄİĴşƀ̹ƙŅŦ̹ŹĴĜŵĪŅĴİ̹ĿŦŵ̹
ƀĴƞƀĩŦŦŖŹ̹Ŧŵ̹Ĝ̹şŦĩŘĴŞĜş̹ƙňƀŅ̹ƀŅĴ̹İĴŹňŵĴ̹ƀŦ̹Ŧƙş̹ƀŅĴ̹ĩĴĜƄƀňĿƄŘŘƟ̹ňŘŘƄŞňşĜƀĴİ̹
TŹĜŘƀĴŵŹ˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ĩƟ̹ ƀŅĴ̹ ƀŅňŵƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˦̹ ŹĴĪƄŘĜŵ̹ ƙŦŵŖŹŅŦŲŹ̹
ŹƀĜŵƀĴİ̹ƀŦ̹ŲŵŦİƄĪĴ̹ĩŦƀŅ̹ƙŵňƀňşŀ̹Ĝşİ̹İĴĪŦŵĜƀňşŀ̹ŞĜşƄŹĪŵňŲƀŹ̹ĿŦŵ̹ŹĜŘĴ̹ƀŦ̹ƀŅĴ̹
ŘĜňƀƟ̹˾)ĜŞĴŘ˦̹ʆʎʎʇ˿˫̹

[ƀƄİĴşƀŹ̹ İĴŞĜşİĴİ̹ ƀĴƞƀĩŦŦŖŹ̹ Ŧŵ̹ ŵŦƟĜŘ˦̹ ĜŵňŹƀŦĪŵĜƀňĪ˦̹ Ĝşİ̹ŞňİİŘĴ̐ĪŘĜŹŹ̹
ŦƙşĴŵŹ˦̹ ŞŦŹƀŘƟ̹ şŦĩŘĴƙŦŞĴş̹ ̏ňƀ̹ ƙĜŹ̹ ŦĩŹĴŵƘĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ ŞĜœŦŵňƀƟ̹ ŦĿ̹
�ŦŦŖ̹ ŦĿ̹ )ŦƄŵŹʈ̹ İĴŞĜşİĴİ̹ ĩƟ̹ ƀŅĴ̹ƙŦŞĴş̹ ŦƙşĴŵŹ̹̐ İĴŹňŵňşŀ̹ ƀŦ̹ Ŧƙş̹ Ĝ̹
ŹŲĴĪňĜŘ̹ ĩŦŦŖ̹ƙňƀŅ̹ ŘĜƘňŹŅ̹ İĴĪŦŵĜƀňŦş̹ ĪĜƄŹĴİ̹ ƀŅĜƀ̹ ŀŵŦƙňşŀ̹ İĴŞĜşİ˫̹ ,ş̹
ĜİİňƀňŦş̹ ƀŦ̹ ƀŅňŹ˦̹ ƄŹƄĜŘŘƟ̹ƙňƀŅ̹ ŅňŹ̹ ŹĪŵĜŲĩŦŦŖ̹ ĜŹ̹ Ĝ̹ ŞĜŵŖĴƀňşŀ̹ ŹƀŵĜƀĴŀƟ̹
ƀŅĜƀ̹ İĴŞŦşŹƀŵĜƀĴŹ̹ ŅňŹ̹ ĪĜŲĜĩňŘňƀƟ̹ ĜŹ̹ Ĝ̹ ŞĜŹƀĴŵ˫̹ Hş̹ ŘĜŵŀĴ̹ ŹŅĴĴƀŹ̹ ƙňƀŅ̹
ŹŅŦŵƀ̹ƙŵňƀňşŀ̹ ŹĜŞŲŘĴŹ̹ ĜĪĪŦŞŲĜşňĴİ̹ ĩƟ̹ ƀŅĴ̹ şĜŞĴŹ̹ ŦĿ̹ ƀŅĴ̹ ŹĪŵňŲƀŹ̹ ƀŅĜƀ̹
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ʈ̹�ŦŦŖ̹ŦĿ̹)ŦƄŵŹ̹ňŹ̹Ĝ̹ŲŵĜƟĴŵ̹ĩŦŦŖ˦̹ĜŞŦşŀ̹ƀŅĴ̹ŞŦŹƀ̹ŲŦŲƄŘĜŵ̹ĩŦŦŖ̹ĜŵŦƄşİ̹ƀŅĴ̹ŞňİİŘĴ̹ŦĿ̹ƀŅĴ̹ƀŅňŵƀĴĴşƀŅ̹
ĪĴşƀƄŵƟ̹Ĝşİ̹ŀĜňşňşŀ̹ŲŦŲƄŘĜŵňƀƟ̹ňş̹ƀŅĴ̹ŹňƞƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˫̹,ƀ̹ňŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞŦŹƀ̹ĪŦŞŞŦş̹ƘĜŵňĜƀňŦşŹ̹
ŦĿ̹ŹƄŵƘňƘňşŀ̹ŞĴİňĴƘĜŘ̹ňŘŘƄŞňşĜƀĴİ̹ŞĜşƄŹĪŵňŲƀŹ̹İĴĪŦŵĜƀĴİ̹Ĝşİ̹ňŘŘƄŞňşĜƀĴİ̹ŘĜƘňŹŅŘƟ˫̹bŅĴƟ̹ŀĴşĴŵĜŘŘƟ̹
ĪŦşŹňŹƀ̹ŦĿ̹Ĝ̹ĪĜŘĴşİĜŵ̹ƙňƀŅ̹ƀŅĴ̹ĿĴĜŹƀ̹ŦĿ̹�ŅŵňŹƀ̹Ĝşİ̹ƀŅĴ̹qňŵŀňş̹AĜŵƟ̹Ĝşİ̹Ĝ̹ŹƄĩ̐ŵĴŀňŦşĜŘ̹Ĝşİ̹ŘŦĪĜŘ̹ĿĴĜŹƀ˦̹
ĜŘŹŦ̹ ŵĴĜİňşŀŹ̹ ĿŵŦŞ̹ ĿŦƄŵ̹$ŦŹŲĴŘŹ˦̹ ŲŵĜƟĴŵŹ˦̹ Ĝşİ̹ ŲŹĜŘŞŹ̹ ĿŦŵ̹�ŅŵňŹƀňĜş̹ İĴƘŦƀňŦş˫̹ �ŦşŹňİĴŵňşŀ̹ ƀŅĴňŵ̹
ĪŦşƀĴşƀ˦̹ƀŅĴƟ̹ƙĴŵĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ŞŦİĴŹƀ˰̹ŅŦƙĴƘĴŵ˦̹ƀŅĴƟ̹ƙĴŵĴ̹ŦĿƀĴş̹ňŘŘƄŹƀŵĜƀĴİ̹ňş̹ƀŅĴ̹ŞŦŹƀ̹ĴƞŴƄňŹňƀĴ̹
ĿĜŹŅňŦş̹ ˾rĜŘƀĴŵ̹Λ̹rŦŘĿ˦̹ ʇʅʆʉ˿˫̹ ̚)ŦƄŵŹ̛̹ƙĜŹ̹ ŵĴĿĴŵŵĴİ̹ ƀŦ̹ ĜŹ̹ ƀŅĴ̹ ŅŦƄŵŹ̹ ŦĿ̹ŞŦşĜŹƀňĪ̹�ňƘňşĴ̹HǤĪĴ˦̹
ƙŅňĪŅ̹ƙĜŹ̹ƀŅĴ̹ƀňŞĴ̹ŦĿ̹İĜƟ̹ƀŅĜƀ̹ŞŦşŖŹ̹ŀĜƀŅĴŵĴİ̹ňş̹ƀŅĴ̹�ŅƄŵĪŅ̹ƀŦ̹ŲŵĜƟ̹ƀŅĜƀ̹ŞĜİĴ̹ĿŦŵ̹ŘĜƟŲĴŦŲŘĴ̹ňş̹
ƀŅĴ̹ƀŅŦƄŹĜşİŹ̹ŦĿ̹ŵŦƟĜŘ˦̹ĜŵňŹƀŦĪŵĜƀňĪ˦̹Ĝşİ̹ŞňİİŘĴ̐ĪŘĜŹŹ̹ŦƙşĴŵŹ˦̹ŦĿƀĴş̹ƀŵĴĜƀĴİ̹ĜŹ̹ĪŦŞŞĴŞŦŵĜƀňƘĴ̹Ĝşİ̹
hanİĴİ̹İŦƙş̹ĿŵŦŞ̹ŦşĴ̹ŀĴşĴŵĜƀňŦş̹ƀŦ̹ƀŅĴ̹şĴƞƀ̹˾�ŘĴŞĴşŹ̹Λ̹$ŵĜŅĜŞ˦̹ʇʅʅʌ˿˫

Fig. 2. Writing Master’s 
Poster/Specimen Sheet, 
Source: Hamel, (1992: 138).

ŞĜŹƀĴŵĴİ̹ŅĜşŀňşŀ̹Ŧş̹ƀŅĴ̹ŦƄƀŹňİĴ̹İŦŦŵŹ̹Ĝşİ̹ƙĜŘŘŹ̹ŦĿ̹ƀŅĴ̹ĪňƀƟ̹ňş̹ŦŵİĴŵ̹ƀŦ̹
ƀĜŖĴ̹ĜƀƀĴşƀňŦş̹ŦĿ̹ƀŅĴ̹ĿƄƀƄŵĴ̹ĪŘňĴşƀ̹ƀŦ̹ŵĴŞňşİ̹ƄŹ̹ŦĿ̹ƙŅĜƀ̹ƙĴ̹ŖşŦƙ̹ƀŦİĜƟ̹
ĜŹ̹ ĜİƘĴŵƀňŹňşŀ˦̹ ĜŹ̹ ĪĜş̹ ĩĴ̹ ŹĴĴş̹ ňş̹ #ňŀ˫̹ ʇ˦̹ƙŅňĪŅ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ Ĝ̹ ŹŲĴĪňŞĴş̹
ƀŅĜƀ̹ŹŅŦƙŹ̹ƘĜŵňŦƄŹ̹ĜşĪňĴşƀ̹ŹĪŵňŲƀŹ̹ƀŅĜƀ̹Ĝ̹ŹĪŵňĩĴ̹ňŹ̹ŹŖňŘŘĴİ̹Ĝşİ̹ĪĜş̹ŹĴŵƘĴ̹
ĿŦŵ̹ŅňŹ̹ĪŘňĴşƀ̹˾9ƙĜŖŖĴŘ˦̹ʇʅʆʈ˿˫̹

,ƀ̹ŹŅŦƄŘİ̹ĩĴ̹şŦƀĴİ̹ƀŅĜƀ̹ƀŅňŹ̹Ŗňşİ̹ŦĿ̹ŲŵĜĪƀňĪĴ̹ňŹ̹ŹŘňŀŅƀŘƟ̹ĪŅĜşŀĴİ̹ĩƄƀ̹ŹƀňŘŘ̹
ĪĜş̹ĩĴ̹ĴşĪŦƄşƀĴŵĴİ̹ƀŦİĜƟ˰̹Ĝ̹ŹňşŀŘĴ̹ŲĜŀĴ̹ňŹ̹ƙŵňƀƀĴş̹ƙňƀŅ̹ŹĴƘĴŵĜŘ̹İňǣĴŵĴşƀ̹
ŹĪŵňŲƀ̹ ŹƀƟŘĴŹ̹ ƀŅĜƀ̹ ŵĴƘĴĜŘ̹ ƀŅĴ̹ ŹŖňŘŘ̹ Ĝşİ̹ ĪĜŲĜĪňƀƟ̹ ŦĿ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ ŅŦƙ̹
ŞĜşƟ̹ ŹƀƟŘĴŹ̹ ŅĴ̹ ĪĜş̹ ŲŵĜĪƀňĪĴ˦̹ Ĝşİ̹ ŅŦƙ̹ƙĴŘŘ̹ ŅĴ̹ ĪĜş̹ ĴƞĴĪƄƀĴ̹ ƀŅĴŞ˫̹ �ƘĴş̹
ƀŅŦƄŀŅ̹ƀŅĴ̹ŵĴĜŹŦş̹Ŧŵ̹ƀŅĴ̹ŞŦƀňƘĜƀňŦş̹İňǣĴŵŹ˦̹ňƀ̹ŹƀňŘŘ̹ĪĜŵŵňĴŹ̹Ĝ̹ĿĴĴŘňşŀ̹ŦĿ̹Ĝş̹
ĜşĪňĴşƀ̹ ŹĪŵňĩĴ̹ƙŅŦ̹ ŅĜİ̹ ĴĜŀĴŵ̹ ƀŦ̹ İňŹŲŘĜƟ̹ ŅňŹ̹ ĩĜĪŖŀŵŦƄşİ̹ Ŧş̹ ŦşĴ̹ ŹňşŀŘĴ̹
ŲĜŀĴ˫̹bŅňŹ̹ňŹŹƄĴ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫
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,ƀ̹ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹Ĝ̹ĿĴƙ̹şƄŞĩĴŵŹ̹ŦĿ̹ŘĜƟ̹ŹĪŵňĩĴŹ˦̹ƙňƀŅ̹ƀŅĴňŵ̹ĜĪŴƄňŵĴİ̹ŹŖňŘŘŹ˦̹
ĩĴĪĜŞĴ̹ƙĴŘŘ̹ ŖşŦƙş̹ƙňƀŅ̹ Ĝ̹ ŀŦŦİ̹ ŵĴŲƄƀĜƀňŦş̹ Ĝşİ̹ ŅĜİ̹ Ĝ̹ ĪŅĜşĪĴ̹ ƀŦ̹ƙŦŵŖ̹
ňşİĴŲĴşİĴşƀŘƟ̹ ƀŦ̹ ĜşŹƙĴŵ̹ ƀŅĴ̹ ŀŵŦƙňşŀ̹ İĴŞĜşİ̹ ĿŦŵ̹ ƀĴƞƀĩŦŦŖŹ̹ ĿŦŵ̹ ƀŅĴ̹
ƄşňƘĴŵŹňƀňĴŹ̹ŦĿ̹ƀŅĴ̹ƀƙĴŘĿƀŅ̹Ĝşİ̹ƀŅĴ̹ƀŅňŵƀĴĴşƀŅ̹ĪĴşƀƄŵňĴŹ̹˾�ŵŦŀňş˦̹ʆʎʍʎ˿˫

,ş̹ ƀŅĴ̹ ĿŦŘŘŦƙňşŀ̹ ƀňŞĴŹ˦̹ŅňŀŅŘƟ̹ ŹŖňŘŘĴİ̹ ŹĪŵňĩĴŹ˦̹İňǣĴŵĴşƀňĜƀĴİ̹ĜĪĪŦŵİňşŀ̹
ƀŦ̹ ƀŅĴňŵ̹ ĴƞŲĴŵƀňŹĴ˦̹ şĜŞĴŘƟ˦̹ ƙŵňƀňşŀ˦̹ İŵĜƙňşŀ˦̹ ĪŦŘŦŵňşŀ˦̹ Ĝşİ̹ ŀňŘİňşŀ˦̹
ŹŅĜŵĴİ̹ ŵĴŹŲŦşŹňĩňŘňƀňĴŹ̹ ňş̹ ƀŅĴ̹ ŞŦşĜŹƀňĪ̹ ƙŦŵŖŹŅŦŲŹ̹ ƙŅňŘĴ̹ ŲŵŦİƄĪňşŀ̹
ŅĜşİƙŵňƀƀĴş˦̹ňŘŘƄŞňşĜƀĴİ̹ƀĴƞƀŹ̹˾[ƀŵňĩŘĴƟ˦̹ʆʎʍʋ˿˫̹

3.2. Mastering the skill of ancient writing in the 
middle ages

AĜŹƀĴŵňşŀ̹ƀŅĴ̹ŹŖňŘŘ̹ňŹ̹ŞĴĜşƀ̹ƀŦ̹ŘĴĜŵş̹ŅŦƙ̹ƀŦ̹ŞĜşňŲƄŘĜƀĴ̹Ĝşİ̹ĪŦşƀŵŦŘ̹ƀŦ̹
ŦŵŀĜşňƥĴ̹ƀŅĴ̹ĿŦŵŞŹ̹Ŧş̹ƀŅĴ̹ŞĴİňƄŞ̹ĜŹ̹Ĝ̹ŹŲĜĪĴ̹ĩĴƀƙĴĴş̹ŘĴƀƀĴŵŹ˦̹ƙŦŵİŹ˦̹
Ĝşİ̹ŘňşĴŹ˦̹ƙŅňĪŅ̹ŞĴĜşŹ̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ŲĜŀĴ̹ŦĿ̹ƀŅĴ̹ŞĜşƄŹĪŵňŲƀŹ˦̹şŦƀ̹œƄŹƀ̹ĿŦŵ̹
ŦşĴ̹ŹĪŵňŲƀ̹ĩƄƀ̹ĜŘŘ̹ƀŅĜƀ̹ňŹ̹şĴĴİĴİ̹ƀŦ̹ƙŵňƀĴ̹ĿŦŵ̹ĴƞĜĪƀ̹İŦĪƄŞĴşƀ̹Ŧŵ̹ĩŦŦŖ˫

#Ŧŵ̹ ĪĴşƀƄŵňĴŹ˦̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦş̹ ŅĜŹ̹ ĩĴĴş̹ ƀŵĜşŹĿĴŵŵĴİ̹ ĿŵŦŞ̹ŞĜŹƀĴŵ̹
ƀŦ̹ ĜŲŲŵĴşƀňĪĴ̹ ƙŅŦ̹ ŲŵĜĪƀňĪĴŹ̹ ĜşĪňĴşƀ̹ ŹĪŵňŲƀŹ̹ Ĝşİ̹ ĩŦŦŖŞĜŖňşŀ̹ ƄşİĴŵ̹
ƀŅĴ̹ŞĜŹƀĴŵ̝Ź̹ŵƄŘĴŹ̹Ĝşİ̹ŞĴƀŅŦİŹ̹İĴƘĴŘŦŲĴİ̹ĩƟ̹ƀŅĴ̹ŞĜŹƀĴŵ̹ƀŦ̹ĪŦşƘĴƟ̹ƀŅĴ̹
ĪƄŞƄŘĜƀĴİ̹ ňşĿŦŵŞĜƀňŦş̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ĪŵĜĿƀ̹ ĩĜŹĴİ̹ Ŧş̹ ŲĴŵŹŦş̐ƀŦ̐ŲĴŵŹŦş̹
ňşƀĴŵĜĪƀňŦş˫

,ş̹ƀŅĴ̹ĪŦƄŵŹĴ̹ŦĿ̹ƀŅĴ̹ŘĜĩŦŵňŦƄŹ̹œŦƄŵşĴƟ˦̹Ĝ̹ŹĪŵňĩĴ̹ƙĜŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ŲŵĜĪƀňĪĴ̹
Ĝşİ̹ĩĴĪŦŞĴ̹ Ĝ̹ŞĜŹƀĴŵ̹ ĩƟ̹ ŘĴĜŵşňşŀ̹ ƀŅĴ̹ ĩĜŹňĪŹ̹ ŦĿ̹ ƀŵĜİňƀňŦşĜŘ̹ ŹƀƟŘĴŹ̹ Ĝşİ̹
ŲŵĜĪƀňĪňşŀ̹ İňǣĴŵĴşƀ̹ ŹƀƟŘĴŹ̹ Ĝşİ̹ ŅĜşİŹ̹ ƀŅĜƀ̹ ŹĴŵƘĴ̹ İňǣĴŵĴşƀ̹ ŲƄŵŲŦŹĴŹ˦̹
ƀŅĜƀ̹ ĪĜŘŘĴİ̹ ĜŲŲŵĴşƀňĪĴŹŅňŲ̹ ƀŵĜňşňşŀ˫̹ bŅĴ̹ ŵĴŴƄňŵĴİ̹ ŹŖňŘŘ̹ ƙĜŹ̹ ̚ƙŦŵŖňşŀ̹
ĜŹ̹ĪŘĴĜŵŘƟ̹ĜŹ̹Ĝ̹ŹňŀşĜƀƄŵĴ̛̹ ˾7ĜĪŖŹŦş˦̹ʆʎʍʆ˥̹ʋʇ˿˫̹bŅĜƀ̹ŞĴĜşŹ̹Ĝ̹ŹĪŵňĩĴ̹ƙĜŹ̹
ŹƄŲŲŦŹĴİ̹ƀŦ̹ĴŹƀĜĩŘňŹŅ̹ĩĜŹňĪ̹ŘĴƀƀĴŵ̹ŹŅĜŲĴŹ̹ƀŦ̹ŲŵŦİƄĪĴ̹Ĝ̹ŞŦŵĴ̹ĴĜŹňŘƟ̹ŵĴĜİ̹
Ĝşİ̹ƄşİĴŵŹƀŦŦİ̹Ĝ̹ŹĪŵňŲƀ˫̹

�ŲĜŵƀ̹ ĿŵŦŞ̹ ƀŵĜňşňşŀ̹ ňş̹ ƀŅĴ̹ ĩĜŹňĪŹ̹ Ĝşİ̹ ƀŅĴ̹ ĿƄşİĜŞĴşƀĜŘŹ̹ ŦĿ̹ ŹŖňŘŘŹ̹
ŹƄŲŲŦŹĴİ̹ƀŦ̹ĩĴ̹ĜĪŴƄňŵĴİ˦̹ƀŅĴ̹ĜŲŲŵĴşƀňĪĴ̹ĜŘŹŦ̹ŅĜİ̹ƀŦ̹ĩĴ̹ĜŘŘ̹ĜƙĜŵĴ̹ŦĿ̹ƀŅĴ̹
ňŞŲŦŵƀĜşĪĴ̹ ŦĿ̹ ŦĩŹĴŵƘĜƀňŦş˦̹ ŹĴŘĿ̐İňŹĪňŲŘňşĴ˦̹ Ĝşİ̹ ŲŵĴĪňŹňŦş˦̹ ňş̹ ŲĜŵƀňĪƄŘĜŵ˦̹
ĴŹŹĴşƀňĜŘ̹ ĿĴĜƀƄŵĴŹ̹ ňş̹ ƀŅĴ̹ ŵĴĜŘŞ̹ŦĿ̹ ĪŅĜŵĜĪƀĴŵ̹ ĩƄňŘİňşŀ˰̹ ŦƀŅĴŵƙňŹĴ˦̹ ňƀ̹ƙĜŹ̹
ĜŹŹƄŞĴİ̹ĜŹ̹ňĿ̹ŅĴ̹ĪŦƄŘİ̹şŦƀ̹ŀŦ̹ĩĴƟŦşİ̹ƀŅĜş̹ĩĴňşŀ̹Ĝ̹ĪŦŲƟňŹƀ̹˾,ĩňİ˫˿˫̹,ƀ̹ŘŦŦŖŹ̹
ŘňŖĴ̹ƀŅňŹ̹ňŹ̹ƀŅĴ̹ŲĜŵƀ̹ƀŅĜƀ̹ŹĴŲĜŵĜƀĴŹ̹Ĝş̹ĜŲŲŵĴşƀňĪĴ̹ĿŵŦŞ̹Ĝş̹ĴşŹŘĜƘĴİ̹ŲĴŵŹŦş̹
ŞĴşƀňŦşĴİ̹ ĴĜŵŘňĴŵ̹ ĜĩŦƄƀ̹ ƀŅĴ̹ WŦŞĜş̹ ŘňƀĴŵĜƀĴ̹rŦŵŘİ̹ ƀŅĜƀ̹ İĴŲĴşİĴİ̹ Ŧş̹
ĴşŹŘĜƘĴİ̹ŲĴŦŲŘĴ˦̹ĜŹ̹ĪŘĜňŞĴİ̹ĩƟ̹�ŘĜƟƀŦş̹˾ʇʅʆʈ˿˫

#ňŀ˫̹ʈ̹ňŘŘƄŹƀŵĜƀĴŹ̹Ĝ̹ƟŦƄşŀ̹ĜŲŲŵĴşƀňĪĴ̹�ƘĴŵƙňşƄŹ˦̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ǬŵŹƀ̹ŖşŦƙş̹
ŘĜƟ̹ĜŵƀňŹƀŹ̹ĩƟ̹ŅňŹ̹şĜŞĴ̹ŦĿ̹ƀŅĴ̹ŞĴİňĴƘĜŘ̹ĴŵĜ˦̹ƙŅŦ̹ŘňƘĴİ̹ĜŵŦƄşİ̹ƀŅĴ̹ƀƙĴŘĿƀŅ̹
ĪĴşƀƄŵƟ˦̹ ŹƀƄİƟňşŀ̹ ƄşİĴŵ̹ ŞĜŹƀĴŵ̹ )ňŘİĴĩĴŵƀ˦̹ ĜşŦƀŅĴŵ̹ ŖşŦƙş̹ ŞĴİňĴƘĜŘ̹
ĜŵƀňŹƀ̹ĩƟ̹ŅňŹ̹şĜŞĴ˫̹�ƘĴŵƙňşƄŹ̹ƙĜŹ̹ŲŦŵƀŵĜƟĴİ̹ĜŹ̹ňĿ̹ŲŵĜĪƀňĪňşŀ̹ĜŵĜĩĴŹŴƄĴŹ̹
ƙňƀŅ̹Ĝ̹ĩŵƄŹŅ˦̹ƙŅňŘĴ̹ŅňŹ̹ŞĜŹƀĴŵ̹ŹĪŵňĩĴ̹ĜƀƀĴŞŲƀŹ̹ƀŦ̹ƀŅŵŦƙ̹ƀŅĴ̹ŹƀŦşĴ̹Ŧŵ̹Ĝ̹
ŹŲŦşŀĴ̹Ĝƀ̹Ĝ̹ŞŦƄŹĴ̹İƄĴ̹ƀŦ̹İňŹƀƄŵĩňşŀ̹ŅňŹ̹ŘĜĩŦŵ̹˾7ĜĪŖŹŦş˦̹ʆʎʍʆ˿˦̹Ĝşİ̹ňƀ̹ƙĜŹ̹
ŹƄŞŞĜŵňƥĴİ̹ĩƟ̹ňşŹĪŵňĩĴİ̹ƀŅĴ̹ĪƄŵŹĴ̹Ŧş̹ƀŅĴ̹ĩŦŦŖ̹Ŧş̹)ňŘİĴĩĴŵƀ̝Ź̹ŘĴĪƀĴŵş̹
ƀŅĜƀ̹İňŵĴĪƀĴİ̹Ĝƀ̹Ĝş̹ƄşňşƘňƀĴİ̹ƘňŹňƀŦŵ˥̹̚Pessime mus, sepius me prouocas 
ad iram; ut te deus perdat̛̹˾ƟŦƄ̹ƙŦŵŹƀ̹ŦĿ̹ŞňĪĴ˦̹ƀŦŦ̹ŦĿƀĴş̹İŦ̹ƟŦƄ̹ŵŦƄŹĴ̹ŞĴ̹
ƀŦ̹ĜşŀĴŵ˰̹ŞĜƟ̹$Ŧİ̹İĴŹƀŵŦƟ̹ƟŦƄ˿̛̹˾�ŘĴŞĴşŹ̹Λ̹$ŵĜŅĜŞ˦̹ʇʅʅʌ˥̹ʎʎ˿˫
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Fig. 3. Scribe Hildebert cursing 
the mouse, Source: Clemens & 
Graham, (2007: 98).

bŅĴ̹ĴİƄĪĜƀňŦş̹ŦĿ̹ ĜŲŲŵĴşƀňĪĴ̹�ƘĴŵƙňşƄŹ̹ƙĜŹ̹ ƀŅĴ̹ ĴĜŵŘƟ̹ ĪŵĜĿƀ̹ ĴİƄĪĜƀňŦş̹
ƀŅĜƀ̹ ŅĜİ̹ ĩĴŀƄş̹ ƙňƀŅ̹ ƀŅĴ̹ ĜŲŲŵĴşƀňĪĴ̹ ŹƟŹƀĴŞ˦̹ ĿŵŦŞ̹ ƀŅĴ̹ ƀƙĴŘĿƀŅ̹
ĪĴşƀƄŵƟ˦̹ ĜŹŹƄŞĴİ̹ ĜŹ̹ Ĝ̹ ŞŦİĴŘ̹ ĿŦŵ̹ ĿŦŵŞĜŘ̹ ĪŵĜĿƀ̹ ĴİƄĪĜƀňŦş̹ ňş̹ �ƄŵŦŲĴ˫̹
,ƀ̹ ƙĜŹ̹ ĴŹƀĜĩŘňŹŅĴİ̹ ĿŦŘŘŦƙňşŀ̹ ƀŅĴ̹ ŅĴŵňƀĜŀĴ̹ ŦĿ̹ ňƀŹ̹ ĜşĪĴŹƀŦŵŹ˫̹ ,ş̹ Ĝ̹
ŲĜŵƀňĪƄŘĜŵ̹ İňŹĪňŲŘňşĴ˦̹ ĜŲŲŵĴşƀňĪĴŹ̹ ŘĴĜŵş̹ ƀŅĴ̹ ŹŖňŘŘ̹ ĿŵŦŞ̹ ƀŅĴ̹ŞĜŹƀĴŵ̹ Ĝşİ̹
ŹňŞƄŘƀĜşĴŦƄŹŘƟ̹ ĿŵŦŞ̹ĴĜĪŅ̹ŦƀŅĴŵ̹ĩĴĪĜƄŹĴ̹ŦĿ̹ƀŅĴ̹şĜƀƄŵĴ̹ŦĿ̹ƀŅĴ̹ ŘĴĜŵşňşŀ̹
ŲŵŦĪĴŹŹ̹ŲĜŹŹĴİ̹İŦƙş̹ĿŵŦŞ̹ŦşĴ̹ƀŦ̹ĜşŦƀŅĴŵ̹˾7ĜĪŖŹŦş˦̹ʆʎʍʆ˿˫̹

bŅňŹ̹ ƀƟŲĴ̹ ŦĿ̹ ĪŵĜĿƀ̹ ĴİƄĪĜƀňŦş̹ ĩĴŀĜş̹ ňş̹ ƀŅĴ̹ ƀƙĴŘĿƀŅ̹ ĪĴşƀƄŵƟ̹ ƙňƀŅ̹ ƀŅĴ̹
ĜŲŲŵĴşƀňĪĴ̹ ŹƟŹƀĴŞ̹ ƀŅĜƀ̹ ƙĜŹ̹ ĴŹƀĜĩŘňŹŅĴİ̹ ĜŹ̹ Ĝ̹ ŞŦİĴŘ̹ ĿŦŵ̹ ĿŦŵŞĜŘ̹ ĪŵĜĿƀ̹
ĴİƄĪĜƀňŦş̹ ňş̹ �ƄŵŦŲĴ˫̹ ,ş̹ ƀŅňŹ̹ ĜŲŲŵĴşƀňĪĴ̹ ŹƟŹƀĴŞ˦̹ Ĝ̹ ŹŞĜŘŘ̹ şƄŞĩĴŵ̹ ŦĿ̹
ĜŲŲŵĴşƀňĪĴŹ̹ƙĴŵĴ̹ƀŵĜňşĴİ̹ĩƟ̹ŞĜŹƀĴŵŹ̹ňş̹Ĝ̹ŲĜŵƀňĪƄŘĜŵ̹ĪŵĜĿƀ̹İňŹĪňŲŘňşĴ˦̹Ĝşİ̹
ŞŦŹƀ̹ĪŵĜĿƀŹ̹ŵĴŴƄňŵĴİ̹Ĝ̹ŹƀƄİƟ̹ŦĿ̹Ĝƀ̹ ŘĴĜŹƀ̹ŹĴƘĴş̹ƟĴĜŵŹ̹ňş̹ƀŅĴ̹ǬĴŘİ˫̹�Ƅŵňşŀ̹
ƀŅĴŹĴ̹ŹĴƘĴş̹ƟĴĜŵŹ̹ňş̹ƀŅĴ̹ƙŦŵŖŹŅŦŲ̹ŦĿ̹ƀŅĴ̹ŞĜŹƀĴŵ̹ĪŵĜĿƀŹŞĜş˦̹ĜĿƀĴŵ̹ŹŦŞĴ̹
ŹŲĴĪňǬĪ̹ƀŵĜňşňşŀ̹ĜĩŦƄƀ̹ƀŅĴ̹ĩĜŹňĪŹ˦̹ŞƄĪŅ̹ƀňŞĴ̹ƙĜŹ̹ĴƞŲĴĪƀĴİ̹ƀŦ̹ĩĴ̹İĴƘŦƀĴİ̹
ƀŦ̹ƙŦŵŖňşŀ̹Ŧş̹ƀŅĴ̹ĩĴŹƀ̹ŲňĴĪĴ̹ƀŅĜƀ̹ƙĜŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ŲŵĴŹĴşƀ̹ƀŦ̹ƀŅĴ̹ŞĜŹƀĴŵ̹
Ĝşİ̹Ĝ̹ĪŅňĴĿ̹ĜİŞňşňŹƀŵĜƀňƘĴ̹ŦǤĪĴŵ̹ŦĿ̹ƀŅĴ̹ŀƄňŘİ̹ňş̹ŲĜŵƀňĪƄŘĜŵ̹ňş̹ƀŅĴ̹ŘĜŹƀ̹ƟĴĜŵ̹
ŦĿ̹ƀŅňŹ̹ŲĴŵňŦİ˫̹bŅĴƟ̹ŲŵŦİƄĪĴİ̹Ĝ̹ŲňĴĪĴ̹ŦĿ̹Ĝ̹ŹĴƘĴş̐ƟĴĜŵ̹ŹƀƄİƟ̹ƀŅĜƀ̹ĪŵŦƙşŹ̹
ƀŅĴňŵ̹ĜĪŴƄňŵĴİ̹ŅňŀŅ̹ŹŖňŘŘ̹ ŘĴƘĴŘ˫̹�ĿƀĴŵ̹ƀŅĴ̹ĜŹŹĴŹŹŞĴşƀ̹ŦĿ̹ƀŅĴ̹ƙŅŦŘĴ̹ĩƟ̹ƀŅĴ̹
ŞĜŹƀĴŵŹ˦̹ňĿ̹ňƀ̹ĿƄŘǬŘŘĴİ̹ĜŘŘ̹ŵĴŴƄňŵĴŞĴşƀŹ˦̹ňƀ̹ƙĜŹ̹ĪŦşŹňİĴŵĴİ̹Ĝ̹̚ŞĜŹƀĴŵŲňĴĪĴ˦̛ ̹
Ĝşİ̹ƀŅĴ̹ŲƄŲňŘ̹ĩĴĪĜŞĴ̹Ĝ̹œŦƄŵşĴƟŞĜş̹˾rňŘĪŦƞ̹Λ̹�ŘĜƟƀŦş˦̹ʆʎʎʎ˿˫̹�Ɵ̹ŀĜňşňşŀ̹
Ĝ̹İĴŀŵĴĴ̹ĜŹ̹Ĝ̹œŦƄŵşĴƟŞĜş˦̹ƀŅĴƟ̹ƙĴŵĴ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ŹĴƀƀŘĴ̹İŦƙş˦̹ƙŦŵŖ̹ĜƙĜƟ̹
ĿŵŦŞ̹ƀŅĴňŵ̹ŞĜŹƀĴŵ̝Ź̹ƙŦŵŖŹŅŦŲ̹şĴňŀŅĩŦŵŅŦŦİ˦̹Ĝşİ̹ĴŞŲŘŦƟ̹ŦƀŅĴŵŹ˫
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;ŦŦŖňşŀ̹Ĝƀ̹ƀŦİĜƟ˦̹ƀŅĴ̹ƘĜŵňŦƄŹ̹ĪŦƄŵŹĴŹ̹Ĝşİ̹ƙŦŵŖŹŅŦŲŹ̹ĜĩŦƄƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹
ƀŅĜƀ̹,̹ŅĜƘĴ̹ŲĜŵƀňĪňŲĜƀĴİ̹ňş˦̹ĩŦƀŅ̹ƀŵĜİňƀňŦşĜŘ̹Ĝşİ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ŲŵĜĪƀňĪĴŹ˦̹
ŹĴĴŞ̹ƀŦ̹ĜİĜŲƀ̹ƘĜŵňŦƄŹ̹ĿĴĜƀƄŵĴŹ̹ĿŵŦŞ̹ňƀŹ̹ĜşĪĴŹƀŦŵŹ̹ĿŦŵ̹ƀŅĴ̹ŹĜŖĴ̹ŦĿ̹ƀŵĜňşňşŀ̹
ƀŅĴ̹ ŲĜŵƀňĪňŲĜşƀŹ̹ ĿŦĪƄŹňşŀ̹ Ŧş̹ ƀŅĴ̹ İĴƀĴŵŞňşĴİ̹ ƀŅĴŞĴ̹ Ŧŵ̹ ŹĪŵňŲƀ̹ ƀŅĜƀ̹ƙňŘŘ̹
ĩĴ̹ ŞĴşƀňŦşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,,˫̹ ,ƀ̹ ňŹ̹ şŦƀ̹ ŹƄŵŲŵňŹňşŀ̹ ƀŅĜƀ̹ ƀŅĴ̹ ĜŲŲŵĴşƀňĪĴ̹
ŹƟŹƀĴŞ̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ĴǣĴĪƀňƘĴ̹ ƙĜƟŹ̹ ƀŦ̹ ŘĴĜŵş̹ ĪŵĜĿƀ̹ ŹŖňŘŘŹ̹
ĩĴĪĜƄŹĴ̹ ŘĴĜŵşňşŀ̹ ƀŅŵŦƄŀŅ̹ İĴŞŦşŹƀŵĜƀňŦşŹ˦̹ ŦĩŹĴŵƘĜƀňŦş˦̹ Ĝşİ̹ ĪŦşŹƀĜşƀ̹
ŲŵĜĪƀňĪĴ̹ĜŵĴ̹ŵĜşŖĴİ̹ĜŹ̹ŖĴƟ̹ĿĴĜƀƄŵĴŹ̹ŦĿ̹ĜĩŹŦŵĩňşŀ̹ƀŅĴ̹ĪŵĜĿƀ̹ŖşŦƙŘĴİŀĴ˫̹,ƀ̹
ĪĜş̹ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ŘĴĪƀƄŵĴŵŹ̹ ŲƄƀ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ĴŞŲŅĜŹňŹ̹ Ŧş̹ ĜŘŞŦŹƀ̹ ĜŘŘ̹
ƀŅĴ̹ŖşŦƙŘĴİŀĴ̹ŦĿ̹ƀŅĴ̹ĜşĪňĴşƀ̹ŹĪŵňŲƀŹ˦̹ ƀŅĴňŵ̹ƀŅĴŦŵƟ˦̹Ĝşİ̹ŲŵĜĪƀňĪĴŹ̹ĜŹ̹ƀŅĴ̹
ǬŵŹƀ̹ ŹƀĴŲ̹ ĿŦŵ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜňşňşŀ˫̹qĜŵňŦƄŹ̹ ŦŵŀĜşňƥĜƀňŦşŹ˦̹ ŹƄĪŅ̹ ĜŹ̹�ŘĜŹŹ̹
�ĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹;ĴƀƀĴŵňşŀ̹�ŵƀŹ̹[ŦĪňĴƀƟ̹ ˾ĪŘĜŹ˫ĪŦ˫ƄŖ˿̹ ňş̹�şŀŘĜşİ˦̹ŲŵŦŞŦƀĴ̹
ƀŅĴ̹ ŹƀƄİƟ˦̹ ŲŵĜĪƀňĪĴ˦̹ Ĝşİ̹ ƀĴĜĪŅňşŀ̹ ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ŘĴƀƀĴŵňşŀ̹
ƙŅňŘĴ̹ ŀňƘňşŀ̹ ƘĜŵňŦƄŹ̹ ĪĴŵƀňǬĪĜƀĴŹ̹ ƀŦ̹ ƘĜŘňİĜƀĴ̹ ƀŅĴ̹ ŲŵĜĪƀňƀňŦşĴŵ̝Ź̹ ŹŖňŘŘŹ̹ ňş̹
ƙŵňƀňşŀ̹ƘĜŵňŦƄŹ̹ŹĪŵňŲƀŹ˫̹)ĴşĪĴ˦̹ƙŅĴƀŅĴŵ̹ňƀ̹İňǣĴŵŹ̹ĿŵŦŞ̹ĴĜĪŅ̹ŦƀŅĴŵ˦̹ƀŦİĜƟ̝Ź̹
ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜňşňşŀ̹ ňŹ̹ ĜŘŹŦ̹ ĩĜŹĴİ̹ Ŧş̹ ŲŵĜĪƀňĪňşŀ̹ ƀŅĴ̹ ĜşĪňĴşƀ̹
ŹƀƟŘĴŹ̹ĜŹ̹Ĝ̹ŹŲŵňşŀĩŦĜŵİ̹ƀŦ̹ŀŦ̹ĩĴƟŦşİ˫

bƄŵşňşŀ̹ ĩĜĪŖ̹ ƀŦ̹ ƀŅĴ̹ƙŵňƀňşŀ̹ ŦĿ̹ ƀŅĴ̹ŞĜşƄŹĪŵňŲƀ˦̹ƙŵňƀňşŀ̹ ĩĜĪŖ̹ ƀŅĴş̹ ňŹ̹
ƀŅŦƄŀŅƀ̹ ŦĿ̹ ŘňŖĴ̹ ĴĜƀňşŀ˦̹ƙŅňĪŅ̹ƙĜŹ̹ Ĝ̹ ƀƙŦ̐ŅĜşİĴİ̹ ŦŲĴŵĜƀňŦş˫̹ ,ƀ̹ ŞĴĜşŹ̹
ĩŦƀŅ̹ŅĜşİŹ̹ĜŵĴ̹ŦĪĪƄŲňĴİ˰̹ƀŅƄŹ˦̹Ĝ̹ŹĪŵňĩĴ̹ŲŵŦĩĜĩŘƟ̹ŅĜİ̹İňǤĪƄŘƀƟ̹ĿŦŘŘŦƙňşŀ̹
ŅňŹ̹ŲŘĜĪĴ̹ňş̹ƀŅĴ̹ĴƞĴŞŲŘĜŵ˫̹Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ŹƀĴĜİƟňşŀ̹ƀŅĴ̹ŲĜŀĴ̹ƙňƀŅ̹Ĝ̹
ǬşŀĴŵ̹ƀŅĜƀ̹ŞĜƟ̹ĪŦƘĴŵ̹ňşŖ̹Ĝşİ̹ŀŵĴĜŹĴ̹ŞĜƟ̹şŦƀ̹ŹŦƄşİ̹ĜŲŲŵŦŲŵňĜƀĴ˰̹ŅĴşĪĴ˦̹
ňƀ̹ŞĜƟ̹ĪĜƄŹĴ̹ƄşƙĜşƀĴİ̹İňŵƀ̹Ĝşİ̹ŞňŹƀĜŖĴŹ˫̹,şŹƀĴĜİ˦̹ƀŅĴ̹ŖşňĿĴ̹ƀňŲ̹ŅĴŘŲĴİ̹
ƀŦ̹ĪŦşƀŵŦŘ̹˾)ĜŞĴŘ˦̹ʆʎʎʇ˿˦̹ƙŅňĪŅ̹ƙňŘŘ̹ĩĴ̹ĴƞŲŘĜňşĴİ̹ňş̹ƀŅĴ̹ĿŦŘŘŦƙňşŀŹ˫

,ş̹#ňŀ˫̹ ʉ˦̹ Ĝ̹ŅňŀŅŘƟ̐ŹŖňŘŘĴİ̹ŞŦşŖ̹ ŹĪŵňĩĴ̹�ĜİƙňşĴ˦̹ ƀŅĴ̹ŲŵňşĪĴ̹ŦĿ̹ƙŵňƀĴŵŹ̹Ŧŵ̹
ŹĪŵňĩĴŹ̹ ̐princeps scriptorum̹ ˾�ŘňŦƀ̹ Λ̹ WŦŹĴ˦̹ ʇʅʅʎ˿˦̹ƙŅŦ̹ ŘňƘĴİ̹ ňş̹ ƀŅĴ̹Şňİ̐
ƀƙĴŘĿƀŅ̹ ĪĴşƀƄŵƟ˦̹ ňŹ̹ ŲŦŵƀŵĜƟĴİ̹ŅŦŘİňşŀ̹ Ĝ̹ ŖşňĿĴ̹ƙňƀŅ̹ Ĝ̹ŞŦŦş̐ŹŅĜŲĴİ̹ ŖşňĿĴ˦̹
ƄŹňşŀ̹ĿŦŵ̹ƀƙŦ̹ŵĴĜŹŦşŹ˦̹ŹŅĜŵŲĴşňşŀ̹ƀŅĴ̹ŴƄňŘŘ̹Ĝşİ̹ĴŵĜŹňşŀ̹ŞňŹƀĜŖĴŹ̹ňş̹ŅňŹ̹ŘĴĿƀ̹
ŅĜşİ˫̹bŅĴŵĴ̹ ňŹ̹ĜŘŹŦ̹Ĝ̹;Ĝƀňş̹ƀĴƞƀ̹ƙŵňƀƀĴş̹ĜŵŦƄşİ̹ƀŅĴ̹ ňŘŘƄŹƀŵĜƀĴİ̹ŲŦŵƀŵĜƟĴİ̹
ĜŹ̹ňĿ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŘĜƟĴŵŹ̹ŦĿ̹ňƀŹ̝̹ĿŵĜŞĴ˫̹,ƀ̹ňŹ̹ƀŵĜşŹŘĜƀĴİ̹ƙňƀŅ̹ƀŅĴŹĴ̹ƙŦŵİŹ˥̹̚)Ĵ̹
ƙĜŹ̹ƀŅĴ̹ŘĴĜİňşŀ̹ŲŵňşĪĴ̹ŦĿ̹ŹĪŵňĩĴŹ̹Ĝşİ̹ƀŅĜƀ̹ƀŅĴ̹ŀŘŦŵƟ̹ŦĿ̹ŅňŹ̹ŞĜşƄŹĪŵňŲƀ̹ƙĜŹ̹
ŲŵŦŦĿ̹ŦĿ̹ŅňŹ̹ŹŖňŘŘ˦̹ĜŹŹƄŵňşŀ̹ŅňŹ̹ĿĜŞĴ̹ĿŦŵĴƘĴŵ̛̹˾AĜŵĪŦŹ˦̹ʇʅʆʌ˿˫

Fig. 4. Self-Portrait of the 
scribe Eadwine, The “Prince 
of Writer” (c. 1140), Source: 
Jackson, (1981: 71).
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,Ŀ̹ĜşƟ̹ŞňŹƀĜŖĴŹ̹ŦĪĪƄŵŵĴİ̹Ŧş̹ƀŅĴ̹ŞĜşƄŹĪŵňŲƀ̹ŲĜŀĴ˦̹Ĝ̹ŹĪŵňĩĴ̹ĪŦƄŘİ̹ŴƄňĪŖŘƟ̹
ŹĪŵĜŲĴ̹ ƀŅĴŞ̹ĜƙĜƟ̹ ĿŵŦŞ̹ ƀŅĴ̹ƘĴŘŘƄŞ̹ œƄŹƀ̹ ĩĴĿŦŵĴ̹ ƀŅĴ̹ ňşŖ̹ ŹŦĜŖĴİ̹ ňşƀŦ̹ ƀŅĴ̹
ŹƄŵĿĜĪĴ˫̹bŅĴ̹ƘĴŘŘƄŞ̹ƀŅĜƀ̹ƙŦƄŘİ̹ŘĴƀ̹ŅňŞ̹ĴŵĜŹĴ̹ĜŹ̹ňĿ̹ƀŅĴŵĴ̹ƙĜŹ̹şŦ̹ŞňŹƀĜŖĴ̹Ĝƀ̹
ĜŘŘ˫̹�ĴĪĜƄŹĴ̹ŦĿ̹ƀŅĴ̹ŘĜƟĴŵĴİ̹ƀňŹŹƄĴ̹ŦĿ̹ƘĴŘŘƄŞ˦̹ƀŅĴ̹ŹĪŵňĩĴ̹ŅĜİ̹ŵŦŦŞ̹ƀŦ̹ƄşİŦ̹
ƙŅĴş̹ ŅĴ̹ ĴşĪŦƄşƀĴŵĴİ̹ ĜşƟ̹ ĜĪĪňİĴşƀ̹ İƄŵňşŀ̹ ƀŅĴ̹ ĪŦŲƟňşŀ˦̹ Ĝşİ̹ ŅĴ̹ ĪŦƄŘİ̹
ňşƀĴŵƘĴşĴ̹ƙňƀŅ̹ ƀŅĴ̹ŖşňĿĴ̹Ĝşİ̹ŅĜİ̹Ĝ̹ĪŅĜşĪĴ̹ ƀŦ̹ĪŦşƀňşƄĴ̹ ƀŦ̹ƙŵňƀĴ̹Ŧş̹ ƀŅĴ̹
ŹĜŞĴ̹ŲĜŀĴ˫̹HƀŅĴŵƙňŹĴ˦̹ŅĴ̹ƙĜŹ̹ ŹƄŲŲŦŹĴİ̹ ƀŦ̹ƙŵňƀĴ̹ ƀŅĴ̹ƙŅŦŘĴ̹ŲĜŀĴ̹ ĿŵŦŞ̹
ƀŅĴ̹ĩĴŀňşşňşŀ˦̹ƙŅňĪŅ̹ƙŦƄŘİ̹ĪŦŹƀ̹Ĝ̹ĪŦşŹňİĴŵĜĩŘĴ̹ĜŞŦƄşƀ̹ŦĿ̹ ƀňŞĴ˦̹Ĝşİ̹Ĝ̹
ĪŦşŹňİĴŵĜĩŘĴ̹ĜŞŦƄşƀ̹ŦĿ̹ŞŦşĴƟ̹ĿŦŵ̹ƀŅĴ̹ŞĜƀĴŵňĜŘ̹ƙŦƄŘİ̹ŅĜƘĴ̹ĪŦŹƀ̹˾)ĜŞĴŘ˦̹
ʆʎʎʇ˿˦̹ĪŦşƀŵĜŵƟ̹ƀŦ̹ƀŦİĜƟ̝Ź̹ŹňƀƄĜƀňŦş̹ňş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ƙňŘŘ̹ĩĴ̹ŦĩŹĴŵƘĴİ̹
ňş̹İĴƀĜňŘ̹ňş̹�ŅĜŲƀĴŵ̹q,˦̹ŅŦƙ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ĪŅĴŵňŹŅĴŹ̹ƘĜŵňŦƄŹ̹
ĜĪĪňİĴşƀŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ ňşŖ̹ İŵŦŲŹ˦̹ ƄşĪŦşƀŵŦŘŘĴİ̹ Ŧŵ̹ ƄşĴƞŲĴĪƀĴİ̹ ŹĪŵĜƀĪŅĴŹ̹ Ŧŵ̹
ŞĜŵŖŹ˦̹Ĝşİ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ŲĜŵƀ̹ŦĿ̹ƀŅĴ̹ĪŦŞŲŦŹňƀňŦş˦̹ĴƘĴş̹ĪŦŞŲŘĴŞĴşƀĜŵƟ̹
ĿĴĜƀƄŵĴŹ̹ƀŅĜƀ̹ŲŵŦƘňİĴ̹ŹƄŲŲŦŵƀ̹ƀŦ̹ƀŅĴňŵ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ĜƀƀňƀƄİĴŹ˫̹

Hş̹ ƀŅĴ̹ ŞĜşƄŹĪŵňŲƀŹ˦̹ ŵĴŲĴĜƀĴİ̹ ĜĪĪňİĴşƀŹ˦̹ ĴŵŵŦŵŹ̹ ŦĿ̹ ŅĜşİ̹ ŦĪĪƄŵŵĴİ̹
İƄŵňşŀ̹ĪŦŲƟňşŀ̹Ĝ̹ŘňşĴ̹ĩĴĪĜƄŹĴ˦̹ŅĜƘĴ̹Ĝ̹ŀŵĴĜƀ̹ŵĴŹĴŞĩŘĜşĪĴ̹ƀŦ̹ƀŅĴ̹ŲŵĴŹĴşƀ̹
ŅĜşİ̹̏ƀŅĜƀ̹ƀƟŲňşŀ̹̐ŹƄĪŅ̹ĜŹ̹ŞňŹŹňşŀ̹ƙŦŵİŹ˦̹ŞňŹŹňşŀ̹ŦƄƀ̹Ĝ̹ŘňşĴ̹ĩĴĪĜƄŹĴ̹
ŦĿ̹ ŘŦŦŖňşŀ̹ƄŲ̹Ĝƀ̹ ƀŅĴ̹ƙŵŦşŀ̹ŲŘĜĪĴ̹ ňş̹ ƀŅĴ̹ŦŵňŀňşĜŘ˦̹ ŵĴŲĴĜƀňşŀ̹Ĝ̹ƙŦŵİ̹Ŧŵ̹
Ĝ̹ŲŅŵĜŹĴ̹ ƀŅĜƀ̹ŞĜƟ̹ŅĜƘĴ̹ ĪŦŞĴ̹Ĝƀ̹ ƀŅĴ̹ Ĵşİ̹ŦĿ̹ Ĝ̹ ŘňşĴ˦̹ŞŦŵĴŦƘĴŵ˦̹ ŹŲĴŘŘňşŀ̹
ŞňŹƀĜŖĴŹ̹ ĜİİĴİ̹ ŘĴƀƀĴŵŹ̹ ̐İƄŲŘňĪĜƀĴİ̹ ŹƟŘŘĜĩŘĴŹ̹ Ŧŵ̹ Ĝİİňşŀ̹ ňŵŵĴŘĴƘĜşƀ̹
ŘĴƀƀĴŵŹ̎ŦĩŹĴŵƘňşŀ̹ ƀŅĴ̹ ŞĜşƄŹĪŵňŲƀ˦̹ ĪŘĜňŞňşŀ̹ ƀŅĜƀ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŞŦŹƀ̹
ĪŦŞŞŦş̹ŦşĴŹ̹ňŹ̹ĪĜƄŹĴİ̹ĩƟ̹ĴƟĴ̐ŹŖňŲ̹İƄĴ̹ƀŦ̹;Ĝƀňş˦̹ĜŹ̹Ĝ̹ŘĜşŀƄĜŀĴ̹˾,ĩňİ˫˿˫

,ƀ̹ ĪĜş̹ĩĴ̹ ŦĩŹĴŵƘĴİ̹ ňş̹ ƀƙŦ̹ ĴƞĜŞŲŘĴŹ̹ ňş̹#ňŀ˫̹ ʊ̹ ƀŅĜƀ̹ ŹŅŦƙ̹ ƀŅĴ̹ ŦŞňŹŹňŦş̹
ŦĿ̹ ŦşĴ̹ ŦĿ̹ Ĝ̹ ŲŅŵĜŹĴ̹ ŞňŹƀĜŖĴşŘƟ̹ ĩĴĪĜƄŹĴ̹ ŦĿ̹ ĴƟĴ̐ŹŖňŲŲňşŀ̹ ĩĴƀƙĴĴş̹ ƀƙŦ̹
ŦĪĪƄŵŵĴşĪĴŹ̹ ŦĿ̹ ƀŅĴ̹ ƙŦŵİ̹ persecutionem˦̹ ŘĜƀĴŵ̹ ĪŦŵŵĴĪƀĴİ̹ ĩƟ̹ ĴŵĜŹƄŵĴ̹
Ĝşİ̹ŵĴƙŵňƀňşŀ˦̹Ĝşİ̹ƀŅĴ̹ŦƀŅĴŵ̹ƙĜŹ̹ĪŦŞŞňƀƀĴİ̹Ĝş̹ĴŵŵŦŵ̹ŦĿ̹İňƀƀŦŀŵĜŲŅƟ4˦̹
ŞĴĜşŹ̹ĴƟĴ̹ŹŘňŲŲĴİ̹ĿŵŦŞ̹ŦşĴ̹ŦĪĪƄŵŵĴşĪĴ̹ŦĿ̹mortem̹ĩĜĪŖ̹ƀŦ̹Ĝ̹ŲŵĴƘňŦƄŹ̹
ŦşĴ˦̹ĪĜƄŹňşŀ̹ƀŦ̹ŵĴŲĴĜƀ̹ƀŅĴ̹ŲŅŵĜŹĴ̹dauid, sed post mortem˫̹

Fig. 5. above an eror of 
eye-skipping,

below an error of dittography, 
Source: Clemens & Graham, 
(2007: 35).

ʉ̹ �ňƀƀŦŀŵĜŲŅƟ̹ ňŹ̹ ĴƞŲŘĜňşĴİ̹ ĜŹ̹ ̚ƀŅĴ̹ ƄşňşƀĴşƀňŦşĜŘ̹ ŵĴŲĴƀňƀňŦş̹ ŦĿ̹ ŘĴƀƀĴŵŹ̹ Ŧŵ̹ ƙŦŵİŹ̹ ňş̹ ĪŦŲƟňşŀ̹ Ŧŵ̹
Ųŵňşƀňşŀ̛̹˾AĴŵŵňĜŞ̐rĴĩŹƀĴŵ˦̹ş˫İ˫˿˫

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ƙŅĴş̹ƀŅĴ̹ĴŵŵŦŵ̹Ŧŵ̹ĜĪĪňİĴşƀ̹ŦĪĪƄŵŵĴİ̹Ŧş̹ƀŅĴ̹ŲĜŀĴŹ̹ŦĿ̹
ƀŅĴ̹ŞĜşƄŹĪŵňŲƀ˦̹Ĝşİ̹ňĿ̹ƀŅĴ̹ŹĪŵňĩĴ̹ĪŦƄŘİ̹şŦƀ̹ŵĴŞŦƘĴ̹ňƀ̹ĿŵŦŞ̹ƀŅĴ̹ŲĜŀĴ̹ĩƟ̹
ŹĪŵĜƀĪŅ˦̹ňƀ̹ĪĜƄŹĴİ̹ŦşŘƟ̹ĩĴ̹ĪŦŲňĴİ̹ĜŀĜňş̹˾�ŵŦŀňş˦̹ʆʎʍʎ˿˦̹Ĝşİ̹ňşƀĴŵĴŹƀňşŀŘƟ˦̹
ňƀ̹ ƙĜŹ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ Ĝ̹ ŹĪŵňĩĴ̹ ƙĜŹ̹ şŦƀ̹ ŵĴŹŲŦşŹňĩŘĴ̹ ĿŦŵ̹ ŅňŹ̹ ŞňŹƀĜŖĴŹ˫̹
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Fig. 6. Detail of manuscript 
page demonstrate an 
appeared devil, Titivillus, 
early 15th century, Italy, 
Source: Drogin, (1989: 18).

,şŹƀĴĜİ˦̹ Ĝ̹ ŞƟŹƀňĪĜŘ̹ ǬŀƄŵĴ˦̹ ŲŅƟŹňĪĜŘŘƟ̹ Ĝşİ̹ ňŞĜŀňşĜƀňƘĴŘƟ̹ ňİňŦŹƟşĪŵĜƀňĪ˦̹
ŹŦ̐ĪĜŘŘĴİ̹titivillus,̹ĜŹ̹ňŘŘƄŹƀŵĜƀĴİ̹Ŧş̹ƀŅĴ̹ŞĜşƄŹĪŵňŲƀ̹ŲĜŀĴ̹ŦĿ̹ƀŅĴ̹ǬĿƀĴĴşƀŅ̹
ĪĴşƀƄŵƟ̹ ňş̹ #ňŀ˫̹ ʋ˦̹ Ĝ̹ ĪŵĴĜƀƄŵĴ̹ ŦĿ̹ ƀŅĴ̹ ňŞĜŀňşĜƀňŦş̹ ŦĿ̹ Ĝ̹ŞĴİňĴƘĜŘ̹ŞŦşŖ˦̹
ĩĴŘŦşŀŹ̹ ƀŦ̹ ƀŅĴ̹ ŞĴİňĴƘĜŘ̹ ĿŦŘŖŘŦŵĴ˦̹ ĪŵĴĜƀĴİ̹ ƀŦ̹ ĩŘĜŞĴ̹ ĿŦŵ̹ ŹĪŵňĩĴ̝Ź̹ Ŧƙş̹
ŞňŹƀĜŖĴŹ̹ ̐Ĝ̹ ĪŘŦŹĴŵ̹ ŘŦŦŖ̹ Ĝƀ̹ ƀŅĴ̹ ŅŦŵşĴİ̹ İĴŞŦş̹ƙŅŦ̹ ňŹ̹ ŵĴĜĪŅňşŀ̹ ƀŦ̹ ƀŅĴ̹
ŹƀƟŘňƥĴİ̹ŞĜŵŀňşĜŘ̹ŘĴĜİ̹İĴŹňŀş˫̹)ĴşĪĴ˦̹ƀňƀňƘňŘŘƄŹ̹ňŹ̹Ĝ̹ŹƟŞĩŦŘňĪ̹ǬŀƄŵĴ̹ƙňƀŅ̹
ƀŅĴ̹ ƀŅĴŞĴ̹ ŦĿ̹ ŀŦŦİ̹ƘĴŵŹƄŹ̹ ĴƘňŘ˦̹ Ĝşİ̹ ňƀ̹ ňŹ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ƙŅĴş̹ŅĴ̹ ŹĜƙŹ̹ Ŧŵ̹
ŅĴĜŵŹ̹Ĝş̹ĴŵŵŦŵ˦̹ŅĴ̹ŀňƘĴŹ̹ƀŅĴ̹ŹĪŵňĩĴ̹Ĝ̹İĴŞŦşňĪ̹ŹƀĜƀƄŹ̹ĜŹ̹Ĝ̹̚ŲĜƀŵŦş̹İĴŞŦş̹
ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̛̹ ˾�ŵŦŀňş˦̹ ʆʎʍʎ˥̹ ʆʌ˿˫̹ fşİĴŵ̹ ŹƄĪŅ̹ Ĝ̹ ĪŘňŞĜƀĴ̹ ŦĿ̹ ŞĴİňĴƘĜŘ̹
ƀňŞĴ˦̹ňƀ̹ŞňŀŅƀ̹ĩĴ̹ĪŵĴĜƀĴİ̹ĜŹ̹Ĝ̹ŞĴƀŅŦİ̹ƀŦ̹ŖĴĴŲ̹ƀŅĴ̹ŹĪŵňĩĴ̹ĜŘĴŵƀ̹Ĝşİ̹ŞĜŖĴ̹
ŅňŞ̹ĪŦşĪĴşƀŵĜƀĴ̹Ŧş̹ƀŅĴňŵ̹ĪŅĜŘŘĴşŀňşŀ̹ŦĪĪƄŲĜƀňŦş˫

rŅĜƀ̹ ƀĜŖĴŹ̹ ĜƀƀĴşƀňŦş̹ ŅĴŵĴ̹ ňŹ̹ ƀŅĜƀ̹ ŹĪŵňĩĴŹ̹ ĿƄŘǬŘŘĴİ̹ ĜŘŘ̹ ƀŅĴ̹ ŵĴŴƄňŵĴŞĴşƀŹ̹
ŦĿ̹ ŞŦşĜŹƀňĪ̐ĩŦŦŖ̹ ŲŵŦİƄĪƀňŦş˦̹ ƙňƀŅ̹ şŦ̹ ĜŘŘŦƙĜşĪĴ̹ ƀŦ̹ ŘĴĜƘĴ̹ ĜşƟ̹ ƀƟŲĴ̹ ŦĿ̹
ŲĴŵŹŦşĜŘ̹ŞĜŵŖ̹Ĝşİ̹ƀŦ̹ŞĜŖĴ̹ŞňŹƀĜŖĴŹ˫̹�Ź̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˦̹ĜĪĪŦŵİňşŀ̹ƀŦ̹
ƀŅĴ̹WƄŘĴŹ̹ŦĿ̹�ĴşĴİňĪƀ˦̹ĪŵĜĿƀŹŞĴş̹ƙĴŵĴ̹şŦƀ̹ĜŘŘŦƙĴİ̹ƀŦ̹ŹŅŦƙ̹ƀŅĴňŵ̹ŹŖňŘŘŹ̹ĜŹ̹
Ĝ̹ŹŦƄŵĪĴ̹ŦĿ̹ƀĴŞŲƀĜƀňŦş̹ƀŦ̹ŲŵňİĴ˦̹Ĝşİ̹ĩĴňşŀ̹ŅƄŞĩŘĴ̹ĜĩŦƄƀ̹ňƀ̹ƙĜŹ̹Ĝ̹ƘňŵƀƄĴ˫̹
�ĿƀĴŵ̹ĜŘŘ˦̹ƀŅĴƟ̹ĜŵĴ̹ƀŅĴ̹ƙŦŵİŹ̹ŦĿ̹$Ŧİ˦̹Ĝşİ̹ƀŅĴ̹ŹĪŵňĩĴ˦̹ƙňƀŅ̹ŅňŹ̹ĪŵĜĿƀ˦̹ŹĴŵƘĴŹ̹
$Ŧİ̹ĜŹ̹$Ŧİ̝Ź̹ƙŦŵŖŞĜş˫̹7ĜĪŖŹŦş̹˾ʆʎʍʆ˿̹ňşƀĴŵŲŵĴƀŹ̹ƀŅňŹ̹ňŹŹƄĴ̹ĜŹ̹̚bŅĴ̹ĜŵƀňŹƀ˦̹
ƀŅĴŵĴĿŦŵĴ˦̹ƙĜŹ̹ĴşĪŦƄŵĜŀĴİ̹şŦƀ̹ƀŦ̹İĴƘĴŘŦŲ̹ŅňŹ̹ŀňĿƀŹ̹ĜŹ̹Ĝş̹ĴƞŲŵĴŹŹňŦş̹ŦĿ̹ŅňŹ̹
Ŧƙş̹ňşİňƘňİƄĜŘňƀƟ̹ĩƄƀ̹ƀŦ̹ŲƄƀ̹ƀŅĴŞ̹ƀŦ̹ƀŅĴ̹ŹĴŵƘňĪĴ̹ŦĿ̹$Ŧİ̛̹˾7ĜĪŖŹŦş˦̹ʆʎʍʆ˥̹ʋʎ˿˫̹

bŅňŹ̹ ňŹ̹ Ĝ̹ ŅňŀŅŘƟ̹ ĜŲŲĴĜŘňşŀ̹ ŲŦňşƀ̹ ƀŅĜƀ̹ ŅĜŹ̹ ƀŦ̹ ĩĴ̹ ĪŦşŹňİĴŵĴİ̹ ĜĪĪŦŵİňşŀ̹ ƀŦ̹
ŹƀĜƀĴ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦş̹ ňş̹ ƙĴŹƀĴŵş̹ ĪňƘňŘňƥĜƀňŦşŹ̹ İƄŵňşŀ̹ ƀŅĴ̹ ŲŵĴ̐
Ųŵňşƀňşŀ̹ ŲĴŵňŦİ˫̹�Ź̹ŞĴşƀňŦşĴİ̹ ňş̹�ŅĜŲƀĴŵ̹ ,,˦̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ Ĝ̹ ƀĴŵŞ̹ƄşİĴŵ̹
ƀŅňŹ̹ňşƀĴŵŲŵĴƀĜƀňŦş̹ĪĜşşŦƀ̹ĩĴ̹ňşƀĴŵŲŵĴƀĴİ̹ĜŹ̹Ĝş̹Ĝŵƀ̹ĿŦŵŞ̹ňĿ̹ňƀ̹ŵĴĿĴŵŹ̹ƀŦ̹ƀŅĴŹĴ̹
ĜşĪňĴşƀ̹ƙŵňƀňşŀ̹ƀĴƞƀŹ̹ƙŵňƀƀĴş̹ƄşİĴŵ̹ƀŅĴŹĴ̹ĪňŵĪƄŞŹƀĜşĪĴŹ˫̹[ƀňŘŘ˦̹ ƘĜŵňŦƄŹ̹ŞĜŵŖŹ̹
ĪĜş̹ĩĴ̹ĴşĪŦƄşƀĴŵĴİ̹ƙŵňƀƀĴş̹ĩƟ̹Ĝ̹ŹĪŵňĩĴ̹ĿŦŵ̹ƘĜŵňŦƄŹ̹ŵĴĜŹŦşŹ˦̹ Ĝşİ̹ƀŅĴƟ̹ĪĜş̹ĩĴ̹
ĜŹŹĴŹŹĴİ̹ĜŹ̹ƀŅĴ̹ŲĴŵŹŦşĜŘ̹ŞĜŵŖ̹ŦĿ̹Ĝ̹ŹĪŵňĩĴ̹ƙŅŦ̹şĴĴİŹ̹ƀŦ̹ĴƞŲŵĴŹŹ̹ŅňŞŹĴŘĿ˫

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ƀŅĴŵĴ̹ĜŵĴ̹ƘĜŵňŦƄŹ̹ŞĜŵŖŹ̹Ĝşİ̹ƀĴƞƀŹ̹ƙŵňƀƀĴş̹ĩƟ̹ŹĪŵňĩĴŹ˦̹
ŵĴŀĜŵİŘĴŹŹ̹ŦĿ̹ƀŅĴ̹ŞĜşƄŹĪŵňŲƀ̹Ĝşİ̹ňƀŹ̹ƀŅĴŞĴ˫̹HşĴ̹ĴƞĜŞŲŘĴ̹ňŹ̹ƀŅĴ̹ŹĪŵňĩĴ̝Ź̹
ƙŅňşňşŀ̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ĪŦşİňƀňŦşŹ̹ ƀŦ̹ ĿŵĜŞĴ̹ ƀŅĴ̹ ĪŘňŞĜƀĴ̹ ŦĿ̹ ƀŅĜƀ̹ ŘĜĩŦŵňŦƄŹ̹
ƀňŞĴ̹İĴĴŲŘƟ̹ŅĴ̹ƙĜŹ̹ ňş̹Ŧŵ̹ŅŦƙ̹ŅĜŵİ̹ŅňŹ̹ƙŦŵŖ̹ƙĜŹ˫̹Hş̹ ĿŦŘŘŦƙňşŀ˦̹ ƀŅĴŵĴ̹
ĜŵĴ̹ƘĜŵňŦƄŹ̹ĴƞĜŞŲŘĴŹ̹ŦĿ̹ƀŅňŹ̹ňŹŹƄĴ˥



ʆʈʈ

BĴƙ̹ŲĜŵĪŅŞĴşƀ˦̹ĩĜİ̹ňşŖ˰̹,̹ŹĜƟ̹şŦƀŅňşŀ̹ŞŦŵĴ˫

,̹ĜŞ̹ƘĴŵƟ̹ĪŦŘİ˫

bŅĜƀ̝Ź̹Ĝ̹ŅĜŵİ̹ŲĜŀĴ̹Ĝşİ̹Ĝ̹ƙĴĜŵƟ̹ƙŦŵŖ̹ƀŦ̹ŵĴĜİ̹ňƀ˫

;Ĵƀ̹ƀŅĴ̹ŵĴĜİĴŵ̝Ź̹ƘŦňĪĴ̹ŅŦşŦŵ̹ƀŅĴ̹ƙŵňƀĴŵ̝Ź̹ŲĴş˫

˧bŅĜşŖ̹$Ŧİ˦̹ňƀ̹ƙňŘŘ̹ŹŦŦş̹ĩĴ̹İĜŵŖ˫

HŅ˦̹ŞƟ̹ŅĜşİ˫

˧rŅňŘĴ̹ ,̹ƙŵŦƀĴ̹ ,̹ ĿŵŦƥĴ˦̹Ĝşİ̹ƙŅĜƀ̹,̹ĪŦƄŘİ̹şŦƀ̹ƙŵňƀĴ̹ĩƟ̹ƀŅĴ̹ĩĴĜŞŹ̹ŦĿ̹ƀŅĴ̹ŹƄş̹,̹ǬşňŹŅĴİ̹ĩƟ̹
ĪĜşİŘĴŘňŀŅƀ˫

�Ź̹ƀŅĴ̹ŅĜŵĩŦŵ̹ňŹ̹ƙĴŘĪŦŞĴ̹ƀŦ̹ƀŅĴ̹ŹĜňŘŦŵ˦̹ŹŦ̹ňŹ̹ƀŅĴ̹ŘĜŹƀ̹ŘňşĴ̹ƀŦ̹ƀŅĴ̹ŹĪŵňĩĴ˧̹˾�ŅĜŲŘĜňş˦̹ʇʅʆʇ˥̹ʆʊʊ˿

�ŦşŹňİĴŵňşŀ̹ ƀŅĴŹĴ̹ ŹƀĜƀĴŞĴşƀŹ̹ ŦĿ̹ ŹĪŵňĩĴ̹ ĩĴŞŦĜşŹ̹ Ŧş̹ ƀŅĴ̹ ŲĜŀĴŹ̹ ŦĿ̹
ŞĜşƄŹĪŵňŲƀŹ˦̹ ňƀ̹ ňŹ̹ şŦƀ̹ ƄŲ̹ ĿŦŵ̹ İňŹĪƄŹŹňŦş̹ ƀŅĜƀ̹ ƀŅĴ̹ ŲŅƟŹňĪĜŘ̹ ĪŦşİňƀňŦşŹ̹
ňş̹ ŹĪŵňŲƀŦŵňƄŞ̹ ĜŹ̹ ƀŅĴ̹ƙŦŵŖŲŘĜĪĴ̹ ŅĜİ̹ ĪŅĜŘŘĴşŀňşŀ̹ ĪŦşİňƀňŦşŹ˫̹ ,ƀ̹ŞĜİĴ̹
ĴƘĴş̹ŅĜŵİĴŵ̹ƀŅĴ̹ĩŦŦŖ̐ŲŵŦİƄĪňşŀ̹ŲŵŦĪĴŹŹ̹ňş̹ƙŅňĪŅ̹ŹĪŵňĩĴŹ̹ĜĪƀňƘĴŘƟ̹ŅĜİ̹Ĝ̹
ŵŦŘĴ˦̹Ĝşİ̹ƀŅŵŦƄŀŅ̹ƀŅĴňŵ̹ĴƞŲŵĴŹŹňŦşŹ˦̹ƀŅĴƟ̹ŀĜƘĴ̹ňşƀĴŵĴŹƀňşŀ̹İĴƀĜňŘŹ̹ĜĩŦƄƀ̹
ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦş˫

�şŦƀŅĴŵ̹ ĴƞĜŞŲŘĴ̹ ƀŅĜƀ̹ ĪĜş̹ ĩĴ̹ ĴşĪŦƄşƀĴŵĴİ̹ Ŧş̹ ƀŅĴ̹ ŞĜŵŀňşŹ̹ ŦĿ̹ ƀŅĴ̹
ŞĜşƄŹĪŵňŲƀ̹ ŲĜŀĴŹ̹ ̐ŞŦŹƀŘƟ̹ Ŧş̹ ǭƟŘĴĜƘĴŹ̹ ňş̹ ƀŅĴ̹ ĩĜĪŖ̹ ŦĿ̹ ƀŅĴ̹ŞĜşƄŹĪŵňŲƀŹ̹̐
is called probatio pennae˰̹ Ĝ̹ ƀĴŵŞ̹ ŘňƀĴŵĜŘŘƟ̹ ŞĴĜşŹ̹ ̚ŲĴş̹ ƀĴŹƀ˫̛ ̹ bŅĴŹĴ̹ ĜŵĴ̹
İĴŹĪŵňĩĴİ̹ĜŹ̹ŹŲŦşƀĜşĴŦƄŹ̹ŹƀŵŦŖĴŹ̹ĴƞĴĪƄƀĴİ̹ĩƟ̹Ĝ̹ŹĪŵňĩĴ̹ƀŦ̹ĪŦşƀŵŦŘ̹Ŧŵ̹ƘĴŵňĿƟ̹
Ĝ̹ƙŵňƀňşŀ̹ňşŹƀŵƄŞĴşƀ˦̹ƙŅĴƀŅĴŵ̹ňƀ̹ƙŦŵŖŹ̹Ŧŵ̹şŦƀ̹ĜŹ̹ŅĴ̹ŲŵĴĿĴŵŹ˫̹#Ŧŵ̹ĴƞĜŞŲŘĴ˦̹
ƀŅĴ̹ŴƄňŘŘ̹ƙĜŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ĩĴ̹ĪƄƀ̹ĿŵĴŴƄĴşƀŘƟ̹ƀŦ̹ŲŵĴŹĴŵƘĴ̹ƀŅĴ̹ŵĴŀƄŘĜŵňƀƟ̹Ĝşİ̹
ŴƄĜŘňƀƟ̹ŦĿ̹ƀŅĴ̹ƙŵňƀňşŀ˫̹)ĴşĪĴ˦̹Ĝ̹ŹĪŵňĩĴ̹ƀĴŹƀĴİ̹Ĝ̹ŴƄňŘŘ̹ĜĿƀĴŵ̹ĪƄƀƀňşŀ̹ƙŅĴƀŅĴŵ̹
ňƀ̹ƙĜŹ̹ ŹĜƀňŹĿĜĪƀŦŵƟ̹ ĴşŦƄŀŅ̹ ƀŦ̹ ĪŦşƀňşƄĴ̹ƙŵňƀňşŀ̹ƙňƀŅ̹ ňƀ̹ Ŧŵ̹ şŦƀ̹ ˾9ƙĜŖŖĴŘ˦̹
ʇʅʆʍ˿˫̹bŅĴŵĴ̹ĜŵĴ̹ƘĜŵňŦƄŹ̹ƀƟŲĴŹ̹ŦĿ̹ŲĴş̹ƀĴŹƀŹ˫̹bŅĴƟ̹ĪĜş̹ĩĴ̹ǬŀƄŵĜƀňƘĴ˦̹ĜŹ̹ĪĜş̹ĩĴ̹
ŦĩŹĴŵƘĴİ̹ňş̹#ňŀ˫̹ʌ̹Ŧŵ̹ĪĜş̹ĩĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ĜŹ̹ňş̹#ňŀ˫̹ʍ˫̹

Fig. 7. left Doodle in the lower 
margin of a medieval page, 
Carpentras, Bibliothèque 
municipale, 368 (15th century), 
Source: Initiale: Catalogue
de manuscrits enluminés,
initiale.irht.cnrs.fr/codex/1300, 
access: 02.03.2019.

Fig. 8. right Pen trials by a 
high volume of individuals 
(Cambridge, Parker Library, MS 
223, p. 338, twelfth century), 
Source: Stanford Libraries,
parker.stanford.edu/parker/
catalog/th953kw1763, 
access: 02.03.2019.

)ĴŵĴ˦̹ ĴŹŲĴĪňĜŘŘƟ̹ŹĪŵňĩĩŘňşŀ̹ƀĜŖĴŹ̹ĜƀƀĴşƀňŦş˫̹[ĪŵňĩĴ̹İňİ̹şŦƀ̹œƄŹƀ̹ƙŵňƀĴ̹ĩƄƀ̹ĜŘŹŦ̹
ŹĪŵňĩĩŘňşŀ̹Ĝ̹ŹňşŀŘĴ Ř̹ĴƀƀĴŵ̹Ŧŵ̹ƘĜŵňŦƄŹ̹ƙŦŵİŹ˫̹bŅňŹ̹ƀƟŲĴ̹ŦĿ̹ŲĴş̹ƀĴŹƀ̹ĜŵĴ̹ĜŘŹŦ̹ĴƞňŹƀŹ̹
ňş̹ƀŅĴ̹AňİİŘĴ̹�ĜŹƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦş˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ňş̹,ŵĜş˦̹ ƙŅňĪŅ̹ňŹ̹ĪĜŘŘĴİ̹
siyah mashq̹ŞĴĜşŹ̹̚ĩŘĜĪŖ̹ƙŵňƀňşŀ˦̛ ̹ƙŅňĪŅ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q˫̹,ƀ̹
ĪĜş̹ĜŘŹŦ̹ĩĴ̹ĴşĪŦƄşƀĴŵĴİ̹ňş̹ƀŅĴ̹rĴŹƀĴŵş̹,ŹŘĜŞňĪ̹rŦŵŘİ̹Ĝşİ̹HƀƀŦŞĜş̹bƄŵŖĴƟ˫ ̹
,ş̹�ŵĜĩňĪ˦̹ ƀŅĴƟ̹ƙĴŵĴ̹ ĪĜŘŘĴİ̹musawwada̹ ˾ĩŘĜĪŖĴşĴİ˿˰̹ ňş̹ bƄŵŖňŹŅ˦̹ karalama 
ňŹ̹İĴŵňƘĴİ̹ ĿŵŦŞ̹ƀŅĴ̹ƘĴŵĩĜŘ̹şŦƄş̹kara̹ ˾ĩŘĜĪŖ˿˫̹)ŦƙĴƘĴŵ˦̹ ňƀ̹ ŹŅŦƄŘİ̹ĩĴ̹ŹƀĜƀĴİ̹
that siyah mashq˦̹ ňş̹ ƀŅĴ̹şňşĴƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˦̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĩĴ̹ ĴƞĴĪƄƀĴİ̹ ĜŹ̹ Ĝş̹
ňşİĴŲĴşİĴşƀ̹Ĝŵƀ̹ĿŦŵŞ̹ňş̹ŞŦİĴŵş̹Ĝşİ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹,ŵĜşňĜş̹Ĝŵƀ˫̹



ʆʈʉ

Fig. 9. A Process of 
manuscript production, 
Source: Harris, (1995b: 9).

;ŦŦŖňşŀ̹ Ĝƀ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƀŅňŹ̹ ƀƟŲĴ̹ ŦĿ̹ŞĜŵŖŹ̹ Ĝşİ̹
ŲĴş̹ƀĴŹƀňşŀ̹ňŹ̹şŦƀ̹ŲŵĴĪňŹĴŘƟ̹ňşƀĴŵŲŵĴƀĴİ̹ĜŹ̹ňş̹ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹,ŵĜş̹ƙŅĴŵĴ˦̹ňƀ̹ňŹ̹
İňŹĪƄŹŹĴİ̹ňş̹�ŅĜŲƀĴŵ̹q˦̹ƀŅĴ̹ǬŀƄŵĜŘ̹ŵĴŲŵĴŹĴşƀĜƀňŦş̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ňŹ̹
ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ǬŀƄŵĜŘ̹ňşƀĴŵŲŵĴƀĜƀňŦş̹ŦĿ̹ƀŅĴ̹ƙŵňƀƀĴş̹ƙŦŵİ˦̹ĩĜŹňĪĜŘŘƟ̹Ĝ̹ŲŦĴŞ˦̹
Ĝ̹ŲŅŵĜŹĴ̹ŦĿ̹ Ĝ̹ƙŦŵİ̹Ŧŵ̹ŦŵŀĜşňƥĴİ̹ĜŹ̹Ĝ̹İĴŹňŀş̹ ƀŅĜƀ̹ ĜŲŲĴĜŵŹ̹ĜŹ̹ Ĝş̹ ňŞĜŀĴ̹
ŦĿ̹ƀŅĴ̹ƀĴƞƀ˫̹)ŦƙĴƘĴŵ˦̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴ̹ĴƞŲĴŵňĴşĪĴŹ̹ƙňƀŅ̹ƘĜŵňŦƄŹ̹
ƀƟŲĴŹ̹ŦĿ̹ƀŦŦŘŹ̹ƀŅŵŦƄŀŅ̹ĿŦĪƄŹňşŀ̹ƀŅĴ̹ŵĴŲĴƀňƀňŦş̹Ŧş̹ƀŅĴ̹ŹƀŵŦŖĴŹ̹̐ŹŦŞĴƀňŞĴŹ̹
ŦşŘƟ̹ƀŅĴ̹ŹĜŞĴ̹ŹƀŵŦŖĴ̹̐ŦƘĴŵ̹Ĝşİ̹ŦƘĴŵ̹ĜŀĜňş̹ŵĴŞňşİ̹ƀŅĴ̹ŵĴŲĴĜƀĴİ̹ŲŵĜĪƀňĪĴŹ̹
ŦĿ̹ ƀŅĴ̹ ŹĪŵňĩĴ̹ ƀŦ̹ ŘĴĜŵş̹ ƀŅĴ̹ ĿŦŵŞ˦̹ ŲŵĜĪƀňĪňşŀ̹ Ĝşİ̹ ƀĴŹƀňşŀ̹ ƀŅĴ̹ŞĜƀĴŵňĜŘ̹ ƀŦ̹
ƄşİĴŵŹƀĜşİ̹Ĝşİ̹İŦŞňşĜƀĴ̹ƙŅňŘĴ̹ ĪŦŲƟňşŀ˫̹ ,ƀ̹ŞĜƟ̹ĜŘŹŦ̹ĩĴ̹ ňşƀĴŵŲŵĴƀĴİ̹ĜŹ̹
Ĝ̹Ŗňşİ̹ŦĿ̹ŲĴş̹ƀĴŹƀ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹
ňş̹ �ŅĜŲƀĴŵ̹ q,̹ ĩƟ̹ ĴƞĜŞňşňşŀ̹ ƘĜŵňŦƄŹ̹ ŹĴŘĴĪƀĴİ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ƙŅŦ̹ ĜŵĴ̹
ƀŅŦƄŀŅƀ̹ƀŦ̹ĩĴ̹ŀŦŦİ̹ĴƞĜŞŲŘĴŹ̹ňşŹŲňŵĴİ̹ĩƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ƀŵĜİňƀňŦş̹
ňş̹Ĝ̹ĪŦşĪĴŲƀƄĜŘ˦̹ŲŵĜĪƀňĪĜŘ˦̹Ĝşİ̹ŅňŹƀŦŵňĪĜŘ̹ƙĜƟ˫̹bŅĴŹĴ̹ŲŵĜĪƀňĪĴŹ̹ŲŦňşƀ̹ƀŦ̹ƀŅĴ̹
ŘĜĩŦŵňŦƄŹ̹ ĿĴĜƀƄŵĴ̹ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜňşňşŀ̹ ĿŦŵ̹ĩŦƀŅ̹şĴƙĩňĴŹ̹ Ĝşİ̹ŞĜŹƀĴŵŹ̹
ƙŅŦ̹ŅĜİ̹ƀŦ̹ŖĴĴŲ̹ƀŅĴňŵ̹ŅĜşİ˦̹ŞƄŹĪŘĴ˦̹Ĝşİ̹Şňşİ̹ĪŦŦŵİňşĜƀňŦş̹ĜŘňƘĴ˫̹bŅňŹ̹ňŹ̹
ƀŅĴ̹ŲŵŦĪĴŹŹ̹ƀŅĜƀ̹ŹĴĴŞŹ̹ƀŦ̹ƀĜŖĴ̹ĜƀƀĴşƀňŦş̹ĩƟ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
ƀŦ̹ƀŅňşŖ̹Ĝşİ̹ňşƀĴŵŲŵĴƀ̹ƀŅŵŦƄŀŅ̹ŲĴŵĪĴňƘňşŀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹Ĝ̹ŲĴŵĿŦŵŞĜşĪĴ˦̹
ňş̹ƙŅňĪŅ̹ƀŅĴ̹ŲĴŵĿŦŵŞĴŵ̹ŹƀĜŵƀŹ̹ƀŦ̹ĿŦĪƄŹ̹Ŧş̹ŅňŹ̹Ŧƙş̹ŲŵĜĪƀňĪĴŹ̹ĜŹ̹Ĝş̹ĜŵƀňŹƀ̹
ŵĜƀŅĴŵ̹ ƀŅĜş̹ ĿŦĪƄŹňşŀ̹ Ŧş̹ ƀŅĴ̹ ŵĴŹƄŘƀ˫̹ bŅňŹ̹ ňŹ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ĩŵĴĜŖŲŦňşƀ̹
ƀŅĜƀ̹ ňŹ̹ƙŦŵƀŅ̹ŞĴşƀňŦşňşŀ̹ Ĝşİ̹ ĪŦşŹňİĴŵňşŀ̹ ƀŦ̹ ĿŵĜŞĴ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀĴşİĴşĪňĴŹ̹Ĝşİ̹ĜƀƀňƀƄİĴŹ̹ƄşİĴŵ̹ƀŅĴ̹ňşǭƄĴşĪĴ̹ŦĿ̹ƀŅĴ̹
ƀŵĜİňƀňŦşĜŘ̹ĜŹŲĴĪƀ̹ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫

3.3. Making manuscript

rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦş̹ĪĜşşŦƀ̹ĩĴ̹ŹĴŲĜŵĜƀĴİ̹ĿŵŦŞ̹ŞĜşƄŹĪŵňŲƀŹ̹Ĝşİ̹
ĩŦŦŖ̹ŲŵŦİƄĪƀňŦş˫̹�Ƅŵňşŀ̹Ĝ̹ŲĴŵňŦİ̹ŦĿ̹ĜĩŦƄƀ̹ǬĿƀĴĴş̹ŅƄşİŵĴİ̹ƟĴĜŵŹ˦̹ĩĴƀƙĴĴş̹
ƀŅĴ̹ ŘĜƀĴ̹ WŦŞĜş̹ �ŞŲňŵĴ̹ ˾ƀŅĴ̹ ƀŅňŵİ̐ĪĴşƀƄŵƟ̹��̐ƀŅĴ̹ ǬĿƀŅ̹ ĪĴşƀƄŵƟ̹��˿̹ Ĝşİ̹
ƀŅĴ̹ŅňŀŅ̹WĴşĜňŹŹĜşĪĴ̹ ˾ƙŅňĪŅ̹ĩĴŀĜş̹ ĜŵŦƄşİ̹ ʆʉʎʅ˿˦̹ŞĴİňĴƘĜŘ̹ŞĜşƄŹĪŵňŲƀŹ̹
ƙĴŵĴ̹ŲŵŦİƄĪĴİ̹Ĝƀ̹ĜŘŘ̹ƀňŞĴŹ̹ňş̹ĴƘĴŵƟ̹ŲĜŵƀ̹ŦĿ̹�ƄŵŦŲĴ̹ƄşİĴŵ̹ƘĜŵňĴİ̹ĪŦşİňƀňŦşŹ̹
˾)ĜŞĴŘ˦̹ʆʎʎʇ˿̹ƀŅĜƀ̹ĪŦşŹňŹƀ̹ŦĿ̹ňƀŹ̹�ŹŹĴşƀňĜŘŹ˦̹ƙŅňĪŅ̹ĜŵĴ̹ƀŅĴ̹ƄŹĴ̹ŦĿ̹ŲĜŵĪŅŞĴşƀ˦̹
ƀŅĴ̹ ŲŵňƘňŘĴŀňşŀ̹ ŦĿ̹ ƀŅĴ̹ ĪŘĴŵŀƟ˦̹ ƄŹňşŀ̹ ƀŅĴ̹ ;Ĝƀňş̹ ŘĜşŀƄĜŀĴ̹ Ĝşİ̹ ;Ĝƀňş̹
ĜŘŲŅĜĩĴƀňĪĜŘ̹ŹĪŵňŲƀ̹ ĿŦŵ̹ƘĴŵşĜĪƄŘĜŵ̹ ŘĜşŀƄĜŀĴ̹ƙŵňƀňşŀ˦̹ ňŘŘƄŞňşĜƀňŦş̹ŲŵĜĪƀňĪĴ̹
Ĝşİ̹ƀŅĴ̹ĿŦŵŞ̹ŦĿ̹ƀŅĴ̹ĪŦİĴƞ̹ňş̹ƘĜŵňĴİ̹ĿŦŵŞŹ̹˾�ŘňŦƀ̹Λ̹WŦŹĴ˦̹ʇʅʅʎ˿˫

#ňŀ˫̹ʎ̹ňŘŘƄŹƀŵĜƀĴŹ̹ƀŅĴ̹ŲŵŦĪĴŹŹ̹ŦĿ̹ƀŅĴ̹ŲŵŦİƄĪƀňŦş̹ŦĿ̹ƀŅĴ̹ŞĴİňĴƘĜŘ̹ĩŦŦŖ˫̹



ʆʈʊ

#ňŵŹƀ˦̹ ƀŅĴ̹ ŲĜŵĪŅŞĴşƀ̹ ŞĜŖĴŵ̹ ňŹ̹ ŹƄŲŲŦŹĴİ̹ ƀŦ̹ ŲŵĴŲĜŵĴ̹ ƀŅĴ̹ ŲĜŵĪŅŞĴşƀ˰̹ ŅĴ̹
ŹŦĜŖŹ̹ƀŅĴ̹ŹŖňş˦̹ŹƀŵĴƀĪŅĴŹ̹ňƀ̹ňşƀŦ̹Ĝ̹ƙŦŦİĴş̹ĿŵĜŞĴ˦̹Ĝşİ̹ŹĪŵĜŲĴŹ̹ňƀ̹ƙňƀŅ̹Ĝ̹ŅĜŘĿ̐
ŞŦŦş̹ŖşňĿĴ˫̹BĴƞƀ˦̹ƀŅĴ̹İŵňĴİ̹ŲĜŵĪŅŞĴşƀ̹ĪƄƀƀňşŀ̹ƀŦ̹ŹňƥĴ˦̹ƀŵňŞŞĴİ̹Ĝşİ̹ŹĪŦŵĴİ̹
ƀŅĴ̹ŘňşĴŹ̹ĿŦŵ̹ŘĴƀƀĴŵňşŀ̹ňş̹ŲŵĴŲĜŵĜƀňŦş̹ĿŦŵ̹ƀŅĴ̹ŹĪŵňĩĴ˫̹�̹şĴƙŘƟ̹ŹŅĜŵŲĴşĴİ̹şňĩ̹
ŦĿ̹ƀŅĴ̹ŴƄňŘŘ̹ňŹ̹ŲŵĴŲĜŵĴİ̹ƙňƀŅ̹Ĝ̹ĪŵňƀňĪĜŘ̹ĴƟĴ˫̹rŅĴş̹ƀŅĴ̹ĩŦƄşİĴİ̹ĩŦŦŖ̹ňŹ̹ŵĴĜİƟ˦̹
ƀŅĴ̹ŹĪŵňĩĴ̹ŹƀĜŵƀŹ̹ƀŦ̹ƙŵňƀĴ˫̹bŅĴ̹ƀĴƞƀ̹ŹŅŦƄŘİ̹ĩĴ̹ŲŘĜşşĴİ̹ňş̹İĴƀĜňŘ˦̹ĪŦşŹňİĴŵňşŀ̹
ŹŲĜĪĴŹ̹ŘĴĿƀ̹ĿŦŵ̹ƀŅĴ̹ňŘŘƄŹƀŵĜƀŦŵ̝Ź̹ƙŦŵŖ̹Ĝşİ̹ňŘŘƄŞňşĜƀŦŵ˫̹�ĿƀĴŵ̹ĪŦŞŲŘĴƀňşŀ̹ƀŅĴ̹
ŅĜşİƙŵňƀƀĴş̹ ƀĴƞƀ˦̹ ƀŅĴ̹ ŞĜşƄŹĪŵňŲƀ̹ ŘĴĜƘĴŹ̹ ĜŵĴ̹ ŲŘĜĪĴİ̹ ƀŦ̹ ŹƀňƀĪŅ̹ ƀŦŀĴƀŅĴŵ˫̹
[ĴƙĴİ̹ŲĜŀĴŹ̹ĜŵĴ̹ŵĴĜİƟ̹ƀŦ̹ŲŵĴŲĜŵĴ̹ĿŦŵ̹ňƀŹ̹ĪŦƘĴŵ˦̹ƀŅĴş̹ĪŘĜŹŲŹ̹Ĝşİ̹ĩňşİňşŀŹ̹
ĜŵĴ̹ǬƞĴİ˰̹ŅĴşĪĴ̹ƀŅĴ̹ĩŦŦŖ̹ňŹ̹ŵĴĜİƟ̹ƀŦ̹İňŹŲŘĜƟ̹˾7ĜĪŖŹŦş˦̹ʆʎʍʆ˿˫

bŅĴ̹ ŞĜşƄŹĪŵňŲƀ̝Ź̹ ŲŵŦİƄĪƀňŦş̹ ƀĜŖĴŹ̹ ŴƄňƀĴ̹ Ĝ̹ ƀňŞĴ˦̹ İĴŲĴşİňşŀ̹ Ŧş̹ ƀŅĴ̹
ŘĴşŀƀŅ̹ ŦĿ̹ ƀŅĴ̹ ĩŦŦŖ̹ Ĝşİ̹ƙŅŦ̹ƙĜŹ̹ŞĜŖňşŀ̹ ňƀ˫̹ [ƄŲŲŦŹĴ̹ ňƀ̹ƙĜŹ̹ Ĝ̹ŞŦşŖ˦̹
İƄĴ̹ƀŦ̹ŅňŹ̹ŦƀŅĴŵ̹ĪŦŞŞňƀŞĴşƀŹ̹ĜŲĜŵƀ̹ĿŵŦŞ̹ƀŅĴ̹ĩŦŦŖ̹ŲŵŦİƄĪƀňŦşŹ˦̹ŹƄĪŅ̹
ĜŹ̹ ĜƀƀĴşİňşŀ̹ ĪŅĜŲĴŘ̹ ƄŲ̹ ƀŦ̹ ĴňŀŅƀ̹ ƀňŞĴŹ̹ Ĝ̹ İĜƟ̹ Ĝşİ̹ ŦƀŅĴŵ̹ ƀĜŹŖŹ̹ ĜĩŦƄƀ̹
ƀŅĴ̹ ŞŦşĜŹƀĴŵƟ̝Ź̹ ŹĪŅŦŦŘ˦̹ ŖňƀĪŅĴş˦̹ ŀƄĴŹƀ̹ ŅŦƄŹĴ˦̹ Ŧŵ̹ ŀĜŵİĴş˦̹ ŞĜşƄŹĪŵňŲƀ̹
ŞĜŖňşŀ̹ ƀňŞĴ̹ ĴƞƀĴşİňşŀ̹ ŦƘĴŵ̹ ƟĴĜŵŹ˫̹ Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ ƀŅĴ̹ ĴŘĴƘĴşƀŅ̐
ĪĴşƀƄŵƟ̹ ŞŦşĜŹƀňĪ̹ ŹĪŵňĩĴ˦̹ ƙňƀŅŦƄƀ̹ ĜşƟ̹ ŅĜŹƀĴ˦̹ ŞňŀŅƀ̹ ŲŵŦİƄĪĴ̹ ʈ̹ Ŧŵ̹ ʉ̹
ŞŦİĴŵĜƀĴ̐ŹňƥĴ̹ ŞĜşƄŹĪŵňŲƀŹ̹ Ĝ̹ ƟĴĜŵ˦̹ ƙŅňŘĴ̹ Ĝ̹ ŲŵŦĿĴŹŹňŦşĜŘ̹ ŹĪŵňĩĴ̹ ƙŅŦ̹
ƙŦŵŖĴİ̹ĿŦŵ̹ĪŦŞŞĴŵĪňĜŘ̹ĩŦŦŖŹŅŦŲŹ̹ňş̹ƀŅĴ̹ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹ŞňŀŅƀ̹ƙŦŵŖ̹
ŹŅŦŵƀĴŵ̹ŲĴŵňŦİ̹Ĝşİ̹ŲĜƟ̹ĩƟ̹ƀŅĴ̹œŦĩ̹˾)ĜŞĴŘ˦̹ʆʎʎʇ˿˫

bŅĴ̹ ƘĜŵňĴƀƟ̹ ŦĿ̹ ŞĜşƄŹĪŵňŲƀŹ̹ ĪĜş̹ ĩĴ̹ ƙňİĴ˦̹ ňşĪŘƄİňşŀ̹ ƀŅĴ̹ ƀŅňŵƀĴĴşƀŅ̐
ĪĴşƀƄŵƟ̹�ŦİĴƞ̹ ŦĿ̹ [ƀŦĪŖŅŦŘŞ˦̹şĴĜŵŘƟ̹ Ĝ̹ŞĴƀĴŵ̹ŅňŀŅ˦̹ Ŧŵ̹ ƀŅĴ̹ ĪŅŦňŵ̹ ĩŦŦŖŹ̹
ŦĿ̹ ŹňƞƀĴĴşƀŅ̐ĪĴşƀƄŵƟ̹[ŲĜňş˰̹ ĜŘŹŦ̹ ŘňƀƀŘĴ̹ œĴƙĴŘ̐ŘňŖĴ̹ŲŵĜƟĴŵŹ̹ĩŦŦŖ̹ œƄŹƀ̹ŅĜŘĿ̹
ŹňƥĴ̹ ŦĿ̹ Ĝ̹ ŞĜƀĪŅĩŦƞ˫̹ HşĴ̹ ŦĿ̹ ƀŅĴŞ̹ ƀŅĜƀ̹ ňŹ̹ şĴĴİĴİ̹ ƀŦ̹ ĩĴ̹ ŞĴşƀňŦşĴİ̹ ňŹ̹
̚ňŘŘƄŞňşĜƀĴİ̛̹ŞĜşƄŹĪŵňŲƀŹ̹ƙŅňĪŅ̹ ĪŦşƀĜňş̹ ŀŦŘİ̹ Ŧŵ̹ ŹňŘƘĴŵ̹ Ŧş̹ ƀŅĴ̹ ŲĜŀĴŹ˫̹
�ƘĴş̹ňĿ̹ƀŅĴ̹ŞĜşƄŹĪŵňŲƀŹ̹ĜŵĴ̹ŅĴĜƘňŘƟ̹İĴĪŦŵĜƀĴİ̹ňş̹ĪŦŘŦŵŹ̹ĩƄƀ̹İŦ̹şŦƀ̹ŅĜƘĴ̹
ŀŦŘİ̹Ŧŵ̹ŹňŘƘĴŵ˦̹ňƀ̹ňŹ̹şŦƀ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ňŘŘƄŞňşĜƀĴİ̹ƀĴĪŅşňĪĜŘŘƟ˫̹

bŅĴ̹ǬşĴŹƀ̹ŲĴŵňŦİ̹ŦĿ̹ƀŅĴ̹ňŘŘƄŞňşĜƀĴİ̹ŞĜşƄŹĪŵňŲƀ̹ňŹ̹ŹƀĜƀĴİ̹ĜŹ̹ƀŅĴ̹AňİİŘĴ̹
�ŀĴŹ˦̹ Ĝşİ̹ ƀŅĴ̹ ŲŵĜĪƀňĪĴ̹ ŦĿ̹ ňŘŘƄŞňşĜƀňŦş̹ ƙĜŹ̹ ŲŵŦƘňŹňŦşĴİ̹ ĩƟ̹ ƀŅĴ̹ ĪŘŦŹĴ̹
ŵĴŘĜƀňŦşŹŅňŲ̹ ƀŅĜƀ̹ ƙĜŹ̹ ŹƄŲŲŦŹĴİ̹ ƀŦ̹ ĴƞňŹƀ̹ ĩĴƀƙĴĴş̹ ƀĴƞƀ˦̹ ŲňĪƀƄŵĴ˦̹ Ĝşİ̹
ŦŵşĜŞĴşƀ̹ƀŅĜƀ̹İňǣĴŵŹ̹İĴŲĴşİňşŀ̹Ŧş̹ƀŅĴ̹ĜŀĴŹ˫̹�ƘĴş̹ƀŅŦƄŀŅ̹ňƀ̹ ňŹ̹ĪĜŘŘĴİ̹
AĴİňĴƘĜŘ˦̹ ňƀ̹ ŹƀňŘŘ̹ İňǣĴŵŹ̹ ĿŵŦŞ̹ ƀƟŲňĪĜŘ̹ ĜŲŲŘňĪĜƀňŦşŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ Ĝ̹ ŹƀĜňşĴİ̐
ŀŘĜŹŹ̹ƙňşİŦƙ̹ňşƘĴşƀĴİ̹ňş̹ƀŅĴ̹AňİİŘĴ̹�ŀĴŹ̹˾$ŵĜĩĜŵ̹Λ̹BŦŵİĴşĿĜŘŖ˦̹ʆʎʊʌ˿˫

,ş̹�ŅĜŲƀĴŵ̹q,˦̹ňƀ̹ƙňŘŘ̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ƀŅĜƀ̹ƘĜŵňŦƄŹ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹
şĜŞĴŘƟ̹ AĴƄŘŞĜş̹ Ĝşİ̹ �ŵŦƙş˦̹ ƀĜŖĴ̹ ŵĴĿĴŵĴşĪĴŹ̹ ĿŵŦŞ̹ ƀŅĴ̹ ňŘŘƄŞňşĜƀĴİ̹
ŞĜşƄŹĪŵňŲƀŹ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ƘĜŵňŦƄŹ̹ ŲŦĴŞŹ̹ Ŧŵ̹ ƀĴĪŅşňĪĜŘŘƟ̹ ĩƟ̹ ĴŞŲŘŦƟňşŀ̹
ƀŅĴ̹ŀŦŘİ̹ ĪŦŘŦŵ˫̹�ŲĜŵƀ̹ ĿŵŦŞ̹ƄŹňşŀ̹ŀŦŘİ̹ ĜŹ̹ Ĝ̹ ĪŦŘŦŵ̹ ĿŦŵ̹ ƀŅĴňŵ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ŲŵĜĪƀňĪĴŹ˦̹ƙŅĜƀ̹ ňŹ̹ ĴşĪŦƄşƀĴŵĴİ̹ Ĝşİ̹ ĴƞĜŞňşĴİ̹ ňş̹�ŅĜŲƀĴŵ̹q,̹ ňŹ̹ ĜŘŹŦ̹ ŅŦƙ̹
ƀŅĴŹĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŞĜŖĴ̹ŵĴĿĴŵĴşĪĴŹ̹ƀŦ̹ƀŅĴ̹ŞĴĜşňşŀ̹ŦĿ̹ƀŅĴ̹
ŘňŀŅƀ̹ƀŅĜƀ̹ňŹ̹ ňŘŘƄŞňşĜƀĴİ̹ƙňƀŅ̹ŀŦŘİ˫̹bŅĴƟ̹ŹĴĴŞ̹ƀŦ̹ƄŹĴ̹ĪŦŘŦŵ̹ƀŦ̹ŘňŀŅƀĴş̹ƀŅĴ̹
ĪŦŞŲŦŹňƀňŦş̹Ŧŵ̹ŅňŀŅŘňŀŅƀ̹ƀŅĴ̹ƙŦŵŖ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹ŘňŀŅƀ̹ĩƟ̹ƄƀňŘňƥňşŀ̹
ŀŦŘİ˫̹#Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ƀŦ̹ĩĴƀƀĴŵ̹ƄşİĴŵŹƀĜşİ̹Ĝşİ̹ĴŹƀĜĩŘňŹŅ̹ ƀŅĴ̹ĪŦşşĴĪƀňŦş̹
ĩĴƀƙĴĴş̹ƀŅĴŹĴ̹ĴƞĜŞŲŘĴŹ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ŲŵĜĪƀňĪĴŹ̹ƙňƀŅ̹ƀŅĴ̹ƀŵĜİňƀňŦş˦̹ ňƀ̹
ƙňŘŘ̹ ĩĴ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ ĴƞŲŘĜňş̹ƙŅĜƀ̹ ňŘŘƄŞňşĜƀňŦş̹ŞĴĜşŹ̹ ƀŦ̹ ŲŵŦƘňİĴ̹ŞŦŵĴ̹
ňşŹňŀŅƀ̹ňşƀŦ̹ƀŅĴ̹ňŘŘƄŞňşĜƀňŦş̹Ŧŵ̹ŘňŀŅƀ̹ƀŅĴŞĴ̹ŦĿ̹ƀŅĴ̹ŞĜşƄŹĪŵňŲƀŹ˫

,ş̹Online Etymology Dictionary˦̹ƀŅĴ̹ƙŦŵİ̹ňŘŘƄŞňşĜƀĴ̹ňŹ̹̚ƀŦ̹ŘňŀŅƀ̹ƄŲ˦̹ŹŅňşĴ̹
Ŧş˦̛ ̹ƄŹĴİ̹ĩĜĪŖ̹ňş̹ƀŅĴ̹ƟĴĜŵ̹ʆʊʅʅ˦̹ŵĴŘĜƀĴİ̹ƀŦ̹ƀŅĴ̹;Ĝƀňş̹ƀĴŵŞ̹illuminatus˦̹ŲĜŹƀ̹
ŲĜŵƀňĪňŲŘĴ̹ŦĿ̹illuminare̹ƀŅĜƀ̹ĜŘŹŦ̹ŵĴĿĴŵŹ̹ƀŦ̹̚ŘňŀŅƀ̹ƄŲ˦̹ŞĜŖĴ̹ŘňŀŅƀ˦̹ňŘŘƄŞňşĜƀĴ˫̛ ̹
HşĴ̹ŦĿ̹ƀŅĴ̹ĴĜŵŘňĴŵ̹ƄŹĜŀĴŹ̹ňŹ̹ĩĜĪŖ̹ƀŦ̹ƀŅĴ̹ŘĜƀĴ̹ĿŦƄŵƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹enlumyen 



ʆʈʋ

ŵĴĿĴŵŹ̹ƀŦ̹̚İĴĪŦŵĜƀĴ̹ƙŵňƀƀĴş̹ŞĜƀĴŵňĜŘ̹ĩƟ̹ŅĜşİ̹ƙňƀŅ̹ŀŦŘİ˦̹ŹňŘƘĴŵ˦̹Ŧŵ̹ĩŵňŀŅƀ̹
ĪŦŘŦŵŹ˫̛ ̹ Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ ƀŅĴ̹ ƙŦŵİ̹ ̚ňŘŘƄŹƀŵĜƀňŦş˦̛ ̹ ĜŹ̹ Ĝ̹ ƀĴŵŞ̹ ĜŘŹŦ̹
explains in Online Etymology Dictionary˦̹ ĩĴŘŦşŀŹ̹ ƀŦ̹ ƀŅĴ̹ ƟĴĜŵ̹ ʆʉʅʅ̹ Ĝşİ̹
ŞĴĜşŹ̹̚Ĝ̹ŹŅňşňşŀ˦̛ ̹ňş̹ƀŅĴ̹ĴĜŵŘƟ̹ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹̚Ĝ̹ŞĜşňĿĴŹƀĜƀňŦş˦̛ ̹Şňİ̐
ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹̚Ĝ̹ŹŲňŵňƀƄĜŘ̹ňŘŘƄŞňşĜƀňŦş˦̛ ̹ĿŵŦŞ̹HŘİ̹#ŵĴşĪŅ̹ňŘŘƄŹƀŵĜƀňŦş̹
̚ĜŲŲĜŵňƀňŦş˦̹ĜŲŲĴĜŵĜşĪĴ̛̹˾ʆʈĪ˫˿˫̹,ƀ̹ŲŦňşƀŹ̹Ĝƀ̹ƀŅĴ̹;Ĝƀňş̹ƙŦŵİ̹illustrationem˦̹
ƙŅňĪŅ̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ̚ƘňƘňİ̹ ŵĴŲŵĴŹĴşƀĜƀňŦş̛̹ ňş̹ ƀĴŵŞŹ̹ŦĿ̹ƙŵňƀňşŀ˦̹ Ĝşİ̹ ŘňƀĴŵĜŘŘƟ̹
ŞĴĜşŹ̹ ̚Ĝş̹ ĴşŘňŀŅƀĴşňşŀ˫̛ ̹ AŦŵĴŦƘĴŵ˦̹ ƀŅĴ̹ ƙŦŵİ̹ illustrare̹ ĿŵŦŞ̹ ŲĜŹƀ̹
ŲĜŵƀňĪňŲĜşƀ̹ŹƀĴŞ̹ŵĴĿĴŵŹ̹ƀŦ̹̚ŘňŀŅƀ̹ƄŲ˦̹ŞĜŖĴ̹ŘňŀŅƀ˦̹ňŘŘƄŞňşĜƀĴ˦̛ ̹ƀŅĴ̹ŵŦŦƀ̹leuk 
̚ŘňŀŅƀ˦̹ĩŵňŀŅƀşĴŹŹ˦̛ ̹ŞĴşƀĜŘ̹ŹĴşŹĴ̹ŦĿ̹̚ĜĪƀ̹ŦĿ̹ŞĜŖňşŀ̹ĪŘĴĜŵ̹ňş̹ƀŅĴ̹Şňşİ̛̹ĿŵŦŞ̹
ƀŅĴ̹ƟĴĜŵ̹ƀŅĴ̹ʆʊʍʅŹ˦̹̚Ĝş̹ňŘŘƄŹƀŵĜƀňƘĴ̹ŲňĪƀƄŵĴ̛̹ĿŵŦŞ̹ƀŅĴ̹ƟĴĜŵ̹ʆʍʆʋ˫

�ĪĪŦŵİňşŀ̹ ƀŦ̹ rĜŘƀĴŵ̹ Ĝşİ̹ rŦŘĿ̹ ˾ʇʅʆʉ˿˦̹ ƀŅĴ̹ ;Ĝƀňş̹ ƀĴŵŞ̹ illuminare is 
ĴƞŲŘĜňşĴİ̹ ĜŹ̹ ̚ňƀ̹ ŘňŀŅƀŹ̹ ƄŲ̹ ƀŅĴ̹ ŲĜŀĴŹ̛̹ ˾rĜŘƀĴŵ̹ Λ̹rŦŘĿ˦̹ ʇʅʆʉ˥̹ ʆʆ˿˫̹ bŅĴƟ̹
ŲĜƟ̹ ĜƀƀĴşƀňŦş̹ ƀŦ̹ƙŦŵİŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ ƄŹĴİ̹ ƀŦ̹ İĴŹňŀşĜƀĴ̹ ĩŦƀŅ̹ƙŵňƀňşŀ̹ Ĝşİ̹
ŲĜňşƀňşŀ˦̹ ƙŅňĪŅ̹ ĿŵĴŴƄĴşƀŘƟ̹ ŵĴĿĴŵ̹ ƀŦ̹ ƀŅĴ̹ ŹĜŞĴ̹ ŞĴĜşňşŀ˫̹ ,ş̹ ;Ĝƀňş˦̹ ĿŦŵ̹
ĴƞĜŞŲŘĴ˦̹ƀŅĴ̹ƀĴŵŞ̹craxare̹ŞĴĜşŹ̹̚ƀŦ̹ŲĜňşƀ̛̹Ĝşİ̹̚ƀŦ̹ƙŵňƀĴ̛̹Ĝƀ̹ƀŅĴ̹ŹĜŞĴ̹
ƀňŞĴ˰̹ ňş̹ ƀŅĴ̹ AňİİŘĴ̹ $ĴŵŞĜş̹ İňĜŘĴĪƀ˦̹ ƀŅĴ̹ ƘĴŵĩ̹meljan˦̹ ƙŅňŘĴ̹ ŵĴĿĴŵŹ̹ ƀŦ̹
ƙŵňƀĴ˦̹ ňƀ̹ ĪŦƄşƀŹ̹ ĜŹ̹ ĴŴƄĜŘ̹ ƀŦ̹ ƀŅĴ̹ŞŦİĴŵş̹ $ĴŵŞĜş̹ƙŦŵİ̹ŞĜŘĴş˦̹ƙŅňĪŅ̹
ŞĴĜşŹ̹̚ƀŦ̹ŲĜňşƀ̛̹˾rĜŘƀĴŵ̹Λ̹rŦŘĿ˦̹ʇʅʆʉ˿˫̹)ĴşĪĴ˦̹ňƀ̹ŞĜƟ̹ŲŦňşƀ̹ĩŦƀŅ̹ƀŦ̹ƀŅĴ̹
ƀĴƞƀ̹Ĝşİ̹ňŘŘƄŹƀŵĜƀňŦşŹ̹ƀŅĜƀ̹ƀŅĴ̹ŞĜşƄŹĪŵňŲƀ̹ŲĜŀĴ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ňŘŘƄŞňşĜƀňŦş˰̹
ĿŦŵ̹ňŘŘƄŹƀŵĜƀňŦşŹ˦̹ĩƟ̹ĴŞŲŘŦƟňşŀ̹ƀŅĴ̹ŀŦŘİ̹ĪŦŘŦŵ̹Ŧŵ̹ŘĴĜƘĴŹ˦̹ƀŅĴ̹ňşňƀňĜŘŹ̹ƙĴŵĴ̹
ƄŹĴİ̹ƀŦ̹İĴĪŦŵĜƀĴ˦̹ƙŅňĪŅ̹ŲŦňşƀŹ̹ƀŦ̹ƙŵňƀňşŀ̹Ĝşİ̹ŲĜňşƀňşŀ̹ŹňŞƄŘƀĜşĴŦƄŹŘƟ˫̹
,ƀ̹ ňŹ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ ŘňŀŅƀ̹ ŅĴŵĴ̹ ĜŘŹŦ̹ ŹƟŞĩŦŘňƥĴŹ̹ ƀŅĴ̹ ƙňŹİŦŞ̹ ƀŅĜƀ̹
ĜşĪňĴşƀ̹ŹĪŵňĩĴ̹ĩŵŦƄŀŅƀ̹ƀŦ̹ƀŅĴ̹İĜŵŖ̹ĜŀĴŹ̹ƀŅŵŦƄŀŅ̹ŅňŹ̹ňŘŘƄŞňşĜƀĴİ̹ŘĴƀƀĴŵŹ̹
ňş̹ŞĜşƄŹĪŵňŲƀŹ˦̹Ĝşİ̹ňƀ̹ŹŅŦƄŘİ̹ĩĴ̹ŵĴŞňşİĴİ̹ƀŅĜƀ̹ŀŦŘİ̹ňŹ̹ŹƀňŘŘ̹ƄŹĴİ̹ƀŦİĜƟ̹
ňş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĜŹ̹ƙňŘŘ̹ĩĴ̹ŹĴĴş̹ňş̹�ŅĜŲƀĴŵ̹q,˫

bŅĴ̹ŀŦŘİ̹ŲĜňşƀ̹ĜŘŹŦ̹ ŵĴƘĴĜŘĴİ̹ ƀŅĴ̹ ŵňĪŅşĴŹŹ̹ŦĿ̹ ƀŅĴ̹ƙŦŵŖ̹Ĝşİ̹ ĿƄşĪƀňŦşĴİ̹
ĜŹ̹ Ĝ̹ ŵĴŲŵĴŹĴşƀĜƀňƘĴ̹ ŦĿ̹ ƀŅĴ̹ ŦƙşĴŵ̝Ź̹ ƙĴĜŘƀŅ̹ ĩĴĪĜƄŹĴ̹ ƀŅĴ̹ ŞĜşƄŹĪŵňŲƀ̝Ź̹
ňŘŘƄŞňşĜƀňŦş̹ ŲŵŦĪĴŹŹ̹ ƙĜŹ̹ ĪŦŞŲŘĴƞ̹ Ĝşİ̹ ĪŦŹƀŘƟ˫̹ bŦİĜƟ˦̹ ƘĜŵňŦƄŹ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ şĜŞĴŘƟ̹ AĴƄŘŞĜş˦̹ ŹĴĴŞ̹ ƀŦ̹ ƄŹĴ̹ ŀŦŘİ̹ ƀŦ̹
ŘňŀŅƀĴş̹ ƀŅĴ̹ ĪŦŞŲŦŹňƀňŦş̹ ĜŹ̹ƙĴŘŘ˦̹ ĜŹ̹ ňĿ̹ ŅĴ̹ ŲŵĴĿĴŵŹ̹ ƀŦ̹ ĪŵĴĜƀĴ̹ Ĝ̹ ĩĜŘĜşĪĴ̹
ƙňƀŅňş̹ƀŅĴ̹ƙŦŵŖ̹ƀŅĜƀ̹ŞŦŹƀŘƟ̹ĴŞŲŘŦƟŹ̹Ĝ̹ĩƄşĪŅ̹ŦĿ̹ŹƀŵŦŖĴŹ̹ƀŅĜƀ̹ŹĴĴŞ̹ƀŦ̹
ĪŵĴĜƀĴ̹Ĝ̹Ŗňşİ̹ŦĿ̹ĪŅĜŦŹ˫̹,ş̹ƀŅĴ̹ŞňİİŘĴ̹ŦĿ̹ƀŅňŹ̹ĪŅĜŦƀňĪ̹ŹĴşŹĴ˦̹ŀŦŘİ̹ŹƀŦŖĴŹ̹
ĜŵĴ̹ŹĴŲĜŵĜƀĴİ̹ĜŞŦşŀ̹ƀŅĴ̹ŅĴĜŲŹ̹Ĝşİ̹ƀĜŖĴ̹Ŧş̹Ĝ̹ŹŅňşňşŀ̹ĜŲŲĴĜŵĜşĪĴ̹ňş̹ƀŅĴ̹
ĪŦŞŲŦŹňƀňŦş˫̹bŅňŹ̹ňŹŹƄĴ̹ƙňŘŘ̹ĩĴ̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,̹ňş̹İĴƀĜňŘ˫

$ŦŘİ̹ ƙĜŹ̹ ŦĿƀĴş̹ ĴŞŲŘŦƟĴİ̹ ĿŦŵ̹ ŹŲĴĪňĜŘ̹ ĩŦŦŖŹ̹ ŹƄĪŅ̹ ĜŹ̹ Ĝş̹ ĜŘƀĜŵ̹ �ňĩŘĴ̹
Ŧŵ̹ ňŘŘƄŞňşĜƀĴİ̹ ̚�ŦŦŖ̹ ŦĿ̹ )ŦƄŵ˦̛ ̹ ƙŅňĪŅ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ ŲŵĜƟĴŵŹ̹ ƀŅĜƀ̹ ĜŵĴ̹
ĜŲŲŵŦŲŵňĜƀĴ̹ĿŦŵ̹ƘĜŵňŦƄŹ̹ƀňŞĴŹ̹ňş̹Ĝ̹ŘňƀƄŵŀňĪĜŘ̹İĜƟ˫̹,ŘŘƄŞňşĜƀňŦş̹ƙĜŹ̹ƄŹƄĜŘŘƟ̹
ŲŘĜşşĴİ̹ĩĴĿŦŵĴ̹ƀŅĴ̹ĩĴŀňşşňşŀ̹ŦĿ̹ƀŅĴ̹ƙŦŵŖ̹Ĝşİ̹ŵĴŹĴŵƘĴİ̹ƀŅĴ̹ŹŲĜĪĴ̹ĿŦŵ̹ňƀ˫̹
bŅĴ̹ ƀĴƞƀ̹ƙĜŹ̹ƄŹƄĜŘŘƟ̹ƙŵňƀƀĴş̹ ĩĴĿŦŵĴ̹ ƀŅĴ̹ ňŘŘƄŞňşĜƀňŦş˫̹�Ƅŵňşŀ̹ ƀŅĴ̹ ĴĜŵŘƟ̹
AĴİňĴƘĜŘ̹ ŲĴŵňŦİ˦̹ ƀĴƞƀ̹ Ĝşİ̹ ňŘŘƄŞňşĜƀňŦş̹ƙĴŵĴ̹ ƄŹƄĜŘŘƟ̹ ŲĴŵĿŦŵŞĴİ̹ ĩƟ̹ ƀŅĴ̹
ŹĜŞĴ̹ŲĴŵŹŦş˰̹ŅŦƙĴƘĴŵ˦̹ ňş̹ ƀŅĴ̹ ŘĜƀĴŹƀ̹ŲĴŵňŦİ˦̹ ĜŵŦƄşİ̹ ʆʅʅʅ̐ʆʇʊʅ̹��˦̹ ƀĴƞƀ̹
Ĝşİ̹ňŘŘƄŞňşĜƀňŦş̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ĜŲŲŘňĴİ̹ŹĴŲĜŵĜƀĴŘƟ̹˾rĜŘƀĴŵ̹Λ̹rŦŘĿ˦̹ʇʅʆʉ˿˫

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ƄŹňşŀ̹ŀŦŘİ̹ĿŦŵ̹ƀŅĴ̹ŞĜşƄŹĪŵňŲƀ̹ňŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ĿĜŹĪňşĜƀňşŀ̹
ĿĴĜƀƄŵĴŹ̹ƀŅĜƀ̹ĜİİĴİ̹Ĝ̹ŘĜƟĴŵ̹ŦĿ̹İňŞĴşŹňŦş˦̹Ĝşİ̹ƀŅĴ̹ŘňŀŅƀ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ŦşĴ̹ŦĿ̹
ƀŅĴ̹ŦŘİĴŹƀ̹Ĝşİ̹ŞŦŹƀ̹ŞĴĜşňşŀĿƄŘ̹ŹƟŞĩŦŘŹ̹ĿŦŵ̹ƘĜŵňŦƄŹ̹ĪƄŘƀƄŵĴŹ̹Ĝşİ̹ŵĴŘňŀňŦşŹ̹
̐ĜŹ̹ňş̹ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƄŹĴ̹ƙňƀŅŦƄƀ̹ĜşƟ̹ŹŲĴĪňǬĪ̹ŵĴĿĴŵĴşĪĴ̹ƀŦ̹
ƀŅĴ̹ŵĴŘňŀňŦş˦̹œƄŹƀ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ŲŘĜŹƀňĪ̹ƘĜŘƄĴ̹ĪŦşƀŵňĩƄƀĴİ̹ƀŦ̹ƀŅĴ̹ƙŦŵŖ˫̹#ŵŦŞ̹
Ĝ̹ŵĴŘňŀňŦƄŹ̹ŲĴŵŹŲĴĪƀňƘĴ˦̹ŘňŀŅƀ̹ňş̹ƀŅĴ̹�ňĩŘĴ̹ŵĴĿĴŵŹ̹ƀŦ̹ŹŲňŵňƀƄĜŘ̹ňŘŘƄŞňşĜƀňŦş̹
Ĝşİ̹ ƀŵƄƀŅ˦̹ Ĝşİ̹ ňƀ̹ ŵĴŲŵĴŹĴşƀŹ̹ ŲƄŵňƀƟ˦̹ ŀŦŦİ˦̹ Ĝşİ̹ ŅŦŘƟ˦̹ ĜŹ̹ ŦŲŲŦŹĴİ̹ ƀŦ̹ ƀŅĴ̹



ʆʈʌ

İĜŵŖşĴŹŹ̹ ŦĿ̹ ĴƘňŘ˫̹ ;ňŀŅƀ̹ƙĜŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ǬŵŹƀ̹ ƀŅňşŀŹ̹ ƀŅĜƀ̹ ĪŵĴĜƀĴİ̹ ŦşĴ̹ ŦĿ̹
ƀŅĴ̹ ǬŵŹƀ̹ ƙŦŵİŹ̹ ŹŲŦŖĴş̹ ĩƟ̹ $Ŧİ˦̹ ƙŅňĪŅ̹ ĜŘŹŦ̹ ƙĴŵĴ̹ ƙŵňƀƀĴş̹ ňş̹ ŹĪŵňŲƀƄŵĴ̹
ĜŹ̹ĿŦŘŘŦƙŹ˥̹̚;Ĵƀ̹ƀŅĴŵĴ̹ĩĴ̹ŘňŀŅƀ̛̹ ˾Gen 1: 3˿˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ ŘňŀŅƀ̹ĪĜŵŵňĴŹ̹Ĝ̹
ŲŵňŞĜŵƟ̹ŹňŀşňǬĪĜşĪĴ̹ĿŦŵ̹ƀŅĴ̹�ňĩŘĴ˫̹bŅĴ̹ĿŦŘŘŦƙňşŀ̹ŹƀĜƀĴŞĴşƀ̹ŦĿ̹ƀŅĴ̹�ňĩŘĴ̹
ƀĜŖĴŹ̹ ĜƀƀĴşƀňŦş̹ ̚xŦƄŵ̹ƙŦŵİ̹ ňŹ̹ Ĝ̹ ŘĜŞŲ̹ ĿŦŵ̹ŞƟ̹ ĿĴĴƀ˦̹ Ĝ̹ ŘňŀŅƀ̹ Ŧş̹ŞƟ̹ ŲĜƀŅ̛̹
˾TŹ̹ ʆʆʎ˥̹ ʆʅʊ˿˦̹ƙŅňĪŅ̹ŀƄňİĴŹ̹ŅňŹ̹ĪŦŞŞĜşİŹ̹ƀŦ̹ ĿŦŘŘŦƙ̹ƀŅŵŦƄŀŅŦƄƀ̹ŅňŹ̹ ŘňĿĴ˫̹
bŅĴ̹ƀŅĴŞĴ̹ŦĿ̹$Ŧİ̝Ź̹ƙĜƟ̹ĜŹ̹ŘňŀŅƀ̹ňŹ̹ŞĴşƀňŦşĴİ̹ňş̹ƀŅĴ̹BĴƙ̹bĴŹƀĜŞĴşƀ̹ĜŹ̹
ĿŦŘŘŦƙŹ˥̹ ̚bŅĴ̹ ;Ŧŵİ̹ ŅĜŹ̹ ǬŘŘĴİ̹ƟŦƄ̹ƙňƀŅ̹ ŘňŀŅƀ˫̹ ;ňƘĴ̹ ĜŹ̹ ĪŅňŘİŵĴş̹ƙŅŦ̹ŅĜƘĴ̹
ŘňŀŅƀ˫̹ ;ňŀŅƀ̹ ŲŵŦİƄĪĴŹ̹ ĴƘĴŵƟƀŅňşŀ̹ ƀŅĜƀ̹ ňŹ̹ ŀŦŦİ˦̹ ƀŅĜƀ̹ ŅĜŹ̹$Ŧİ̝Ź̹ ĜŲŲŵŦƘĜŘ˦̹
Ĝşİ̹ƀŅĜƀ̹ňŹ̹ƀŵƄĴ̹ňŹ̹ƀŵƄĴ̛̹˾�ŲŅ̹ʊ˥ʍ̐ʎ˿̹˾�ňĩŘĴ̹[ňŀşŹ̹Ĝşİ̹[ƟŞĩŦŘŹ˦̹ʇʅʆʋ˿˫

AŦŵĴŦƘĴŵ˦̹ňş̹ŵĴŘňŀňŦƄŹ̹ŹƟŞĩŦŘňŹŞ˦̹ŘňŀŅƀ̹ňŹ̹ŹƀŵŦşŀŘƟ̹ĜŹŹŦĪňĜƀĴİ̹ƙňƀŅ̹ƀŅĴ̹
ĜĩňŘňƀƟ̹ ƀŦ̹ ŹĴĴ˫̹bŅĴ̹ ƀŅĴŞĴ̹ ŦĿ̹ ĩŘňşİşĴŹŹ̹ ňŹ̹ŞĴşƀňŦşĴİ̹ ňş̹ ŹĜĪŵĴİ̹ ƀĴƞƀ̹ ƀŦ̹
İĴŹĪŵňĩĴ̹ƀŅĴ̹ŘŦŹƀ̹ŹŲňŵňƀ̹Ĝşİ̹ŞĜƟ̹ĩĴ̹Ŧş̹ƀŅĴ̹ƙŵŦşŀ̹ŲĜƀŅ̹ňş̹ŘňĿĴ˫̹bŦ̹ŵĴĪŦƘĴŵ̹
ňƀ˦̹ ňƀ̹ ňŹ̹ ĪŦşşĴĪƀĴİ̹ ƀŦ̹ ̚ŹĴĴňşŀ̹ ƀŅĴ̹ ŘňŀŅƀ̛̹ Ĝşİ̹ İĴŹĪŵňĩĴİ̹ ĜŹ̹ Ĝ̹ ŹŲňŵňƀƄĜŘ̹
ĜƙĜŖĴşňşŀ̹˾bŅĴ̹BĜƀňŦşĜŘ̹$ĜŘŘĴŵƟ˥̹#ĴŹƀňƘĜŘ̹ŦĿ̹;ňŀŅƀŹ˦̹ş˫İ˫˿˫

�Ź̹Ĝ̹ŞĴƀĜŲŅŦŵňĪĜŘ̹ŲĴŵĪĴŲƀňŦş̹ňş̹ƀŅĴ̹AĴİňĴƘĜŘ̹�ŀĴ˦̹ƀŅĴ̹ĩŦŦŖ̹ĴşƀňƀŘĴİ̹On 
Light˦̹ ĴİňƀĴİ̹ ĩƟ̹�ŘĜŵŖĴ˦̹)ŦƄƀ̹ Ĝşİ̹ ŦƀŅĴŵŹ̹ ˾ʇʅʆʈ˿˦̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ Ĝ̹ şƄŞĩĴŵ̹
ŦĿ̹ ĴŹŹĜƟŹ̹ ƀŅĜƀ̹ ĴşŀĜŀĴ̹ ƙňƀŅ̹ ƀŅĴ̹ ŘňŀŅƀ̹ ĜŹ̹ Ĝ̹ ƀĴŵŞ̹ ƀŅĜƀ̹ ĪŦƘĴŵŹ̹ Ĝŵƀ̹ Ĝşİ̹
ŘňƀĴŵĜƀƄŵĴ˦̹ŹĪňĴşĪĴ˦̹ŲŦĴƀŵƟ˦̹ŞňşňĜƀƄŵĴŹ˦̹ĜŵĪŅňƀĴĪƀƄŵĴ˦̹Ĝşİ̹ŵĴŘňŀňŦş̹ňş̹ƀŅĴ̹
AňİİŘĴ̹ �ŀĴŹ˫̹ ,ƀ̹ ňŹ̹ ŅĴŘİ̹ ĿŵŦŞ̹ ƘĜŵňŦƄŹ̹ ŲĴŵŹŲĴĪƀňƘĴŹ˦̹ ĩŦƀŅ̹ ŘňƀĴŵĜŘŘƟ̹ Ĝşİ̹
ŞĴƀĜŲŅŦŵňĪĜŘŘƟ˫̹ HşĴ̹ ŦĿ̹ ƀŅĴ̹ şŦƀĴƙŦŵƀŅƟ̹ ĴŹŹĜƟŹ̹ ƀŅĜƀ̹ ĩĴŘŦşŀ̹ ƀŦ̹ �ĜƘňİ̹
�ĜŵĩĴĴ˦̹ ĴşƀňƀŘĴİ̹ ̚bŅĴ̹ fƀňŘňƀƟ̹ ŦĿ̹ ƀŅĴ̹ Lux-Lumen̹ �ňŹƀňşĪƀňŦş̹ ňş̹ WŦŀĴŵ̹
�ĜĪŦş̝Ź̹bŅŦƄŀŅƀ˦̛ ̹ĪŘĜňŞŹ̹ƀŅĜƀ̹ŘňŀŅƀ̹ňŹ̹ƄŹĴİ̹ƀŦ̹ŵĴĿĴŵ̹ƀŦ̹ŅƄŞĜş̹ŖşŦƙŘĴİŀĴ˦̹
ƙŅňĪŅ̹ ňŹ̹ ĜŹŹŦĪňĜƀĴİ̹ ƙňƀŅ̹ ƀŅĴ̹ ĴƞňŹƀĴşĪĴ̹ ŦĿ̹ $Ŧİ˫̹ �ŘŹŦ˦̹ ƀŅĴ̹ ŲŅƟŹňĪĜŘ̹
ĴƞŲĴŵňĴşĪĴ̹ŦĿ̹ ŘňŀŅƀ̹ ŵĴŘĜƀĴİ̹ ƀŦ̹ ƀŅĴ̹ŹĴşŹĴ̹ŦĿ̹ ŹňŀŅƀ̹ ƀĜŖĴŹ̹ĜƀƀĴşƀňŦş̹ ňş̹ ƀŅĴ̹
ĴŹŹĜƟ̹ ŦĿ̹ [ĜĩňşĜ̹ ~ŦşşŦ˦̹ ĴşƀňƀŘĴİ̹ ̚�Řňşİ̹ Ŧŵ̹ �ŘňşİĿŦŘİ˥̹ bŅĴ̹ ,ŞĜŀĴ̹ ŦĿ̹ ƀŅĴ̹
�Řňşİ̹AĜş̹ňş̹[ŦŞĴ̹#ŦƄŵƀĴĴşƀŅ̐�ĴşƀƄŵƟ̹�ƄŵŦŲĴĜş̹,ŘŘƄŞňşĜƀňŦşŹ˫̛ ̹~ŦşşŦ̹
ŞĴşƀňŦşŹ̹ƘĜŵňŦƄŹ̹ŵĴŲŵĴŹĴşƀĜƀňŦşŹ̹ŦĿ̹ĩŘňşİşĴŹŹ̹ŅĴŘİ̹ňş̹ŞĴİňĴƘĜŘ̹ŲŹĜŘƀĴŵŹ˦̹
ĩŦŦŖŹ̹ ŦĿ̹ ŅŦƄŵŹ˦̹ ĩňĩŘĴŹ˦̹ Ĝşİ̹ ňŘŘƄŹƀŵĜƀňŦşŹ̹ ƀŅĜƀ̹ ĴŞŲŘŦƟĴİ̹ ĩŘňşİ̹ Ĝşİ̹
ĩŘňşİĿŦŘİĴİ̹ĜŹ̹Ĝ̹ƀŅĴŞĴ˫̹bŅĴ̹ĜŹŹƄŞŲƀňŦş̹ƀŅĜƀ̹ňŘŘƄŞňşĜƀňŦş̹ňŹ̹Ĝ̹ƘňƘňİ̹ĿŦŵŞ̹
ŦĿ̹ĴƞŲŵĴŹŹňŦş̹ŦĿ̹ŞĴİňĴƘĜŘ̹ĪƄŘƀƄŵĴ̹ĜĪƀƄĜŘŘƟ̹ŲŵŦƘňİĴŹ̹ƘĜŵňŦƄŹ̹ňşĿŦŵŞĜƀňŦş̹
ĜĩŦƄƀ̹ ƀŅĴňŵ̹ ŘňƘĴŹ˦̹ƙŅňĪŅ̹ ĜŘŹŦ̹ ŅĴŘŲŹ̹ ƀŦ̹ ĜŲŲŵĴĪňĜƀĴ̹ ƀŅĴ̹ ŲĜŹƀ̹ Ĝşİ̹ ĴƞŲŘĜňş̹
ƀŅĴ̹ ŲŵĴŹĴşƀ˫̹ ~ŦşşŦ̹ ňşƘĴŹƀňŀĜƀĴŹ̹ ƀŅĴ̹ ňĪŦşŦŀŵĜŲŅňĪ̹ ƀŵĜİňƀňŦş̹ ŦĿ̹ Ĝ̹ ĩŘňşİ̹
ŞĜş̹ ňş̹ŞĴİňĴƘĜŘ̹ ĪŦİňĪĴŹ̹ ƀŅĜƀ̹ ňŘŘƄŞňşĜƀĴİ̹ ňş̹�ƄŵŦŲĴ˦̹ƙŅňĪŅ̹ ĜŘŹŦ̹ ŀňƘĴŹ̹
ňşĿŦŵŞĜƀňŦş̹ĜĩŦƄƀ̹ƀŅĴ̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹ĩŘňşİşĴŹŹ̹ňş̹ƀŅĴ̹AňİİŘĴ̹�ŀĴŹ˫̹̹

~ŦşşŦ̝Ź̹ ĪŘĜňŞ̹ ňŹ̹ ŵĴŘĜƀĴİ̹ ƀŦ̹ ƀŅĴ̹ ƀŵĜİňƀňŦşĜŘ̹ İňĪŅŦƀŦŞƟ̹ ĩĴƀƙĴĴş̹ ŘňŀŅƀ̹
Ĝşİ̹İĜŵŖşĴŹŹ̹ ƀŅĜƀ̹ ňŹ̹ ĩĜŹĴİ̹Ŧş̹ƘĜŵňŦƄŹ̹ ŵĴĿĴŵĴşĪĴŹ̹ ňş̹ ĩňĩŘňĪĜŘ̹ ŲĜŹŹĜŀĴŹ̹
ƀŦ̹ĩŘňşİşĴŹŹ˫̹;ňŀŅƀ̹ŵĴĿĴŵŹ̹ƀŦ̹̚İňƘňşĴ̹ ňŘŘƄŞňşĜƀňŦş˦̛ ̹Ĝşİ̹İĜŵŖşĴŹŹ̹ŵĴĿĴŵŹ̹
ƀŦ̹ ̚İňĜĩŦŘňĪ̹ ŦĩŹĪƄŵňƀƟ̛̹ ˾�ŘĜŵŖĴ˦̹ )ŦƄƀ̹ Ĝşİ̹ ŦƀŅĴŵŹ˦̹ ʇʅʆʈ˥̹ ʆʊʌ˿˫̹ �ňƘňşĴ̹
ňŘŘƄŞňşĜƀňŦş̹ ňŹ̹ ĪŘĜňŞĴİ̹ĜŹ̹ ĪŦşşĴĪƀĴİ̹ ƀŦ̹ƘňŵƀƄĴ̹ Ĝşİ̹ ŹňŀŅƀ˰̹ ƀŅĴ̹İňĜĩŦŘňĪ̹
ŦĩŹĪƄŵňƀƟ̹ ňŹ̹ ŘňşŖĴİ̹ ƀŦ̹ Źňş̹ Ĝşİ̹ ĩŘňşİşĴŹŹ˫̹ HĩŹĴŵƘňşŀ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹
ŞĴİňĴƘĜŘ̹ ňŘŘƄŞňşĜƀňŦşŹ˦̹ ŹŅĴ̹ŲŦňşƀŹ̹Ĝƀ̹ ƀŅĴ̹ ŹňŀŅƀŘĴŹŹ̹ŞĴş̹ ňŘŘƄŹƀŵĜƀĴİ̹Ŧş̹
ƀŅĴ̹ŲĜŀĴŹ̹ ĜŹ̹ ŹŦŘňƀĜŵƟ̹ ƀŵĜƘĴŘĴŵŹ̹ Ŧŵ̹ŞĴşİňĪĜşƀŹ˦̹ ŅŦŘİňşŀ̹ Ĝ̹ ŹƀĜǣ̹ ňş̹ ƀŅĴňŵ̹
ŅĜşİ˦̹şŦƀ̹ŖşŦƙňşŀ̹ƙŅĴŵĴ̹ƀŦ̹ŀŦ˰̹ĿŦŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ŅĴ̹şĴĴİŹ̹ƀŅĴ̹ŀƄňİĜşĪĴ̹
ŦĿ̹ ĜşŦƀŅĴŵ̹ ŞĜş̹ Ŧŵ̹ Ĝ̹ ĪŅňŘİ̹ ƀŅĜƀ̹ ƙňŘŘ̹ ŹŅŦƙ̹ ƀŅĴ̹ ƙĜƟ˫̹ bŅňŹ̹ ĴƞŲŘĜşĜƀňŦş̹
ŵĴƘĴĜŘŹ̹ ƀŅĜƀ̹ ĩŘňşİşĴŹŹ˦̹ ňş̹ ŞĴİňĴƘĜŘ̹ ŹŦĪňĴƀƟ˦̹ ƙĜŹ̹ ĿŦŵŞĴİ̹ ňş̹ ĩŦƀŅ̹ ĜŹ̹ Ĝ̹
ŲŅƟŹňĪĜŘ̹ İĴĿŦŵŞňƀƟ̹ Ĝşİ̹ Ĝş̹ ňŞĜŀĴ̹ ŦĿ̹ Ĝ̹ ŹŲňŵňƀƄĜŘ̹ ǭĜƙ˦̹ ƙŅňĪŅ̹ ŲŵĴƘĴşƀŹ̹
Ĝ̹ ŲĴŵŹŦş̹ ĿŵŦŞ̹ ŹĴĴňşŀ̹ ĩŦƀŅ̹ ƀŅĴ̹ ŞĜƀĴŵňĜŘ̹ Ĝşİ̹ ŹŲňŵňƀƄĜŘ̹ ƙŦŵŘİ˫̹ )ĴşĪĴ˦̹
~ŦşşŦ̹ĴƞŲŘĜňşŹ̹ƀŅĜƀ̹ĩŘňşİşĴŹŹ̹ŹƟŞĩŦŘňƥĴŹ̹̚ƘňĪĴ˦̹İĴŲŵĜƘňƀƟ˦̹ĪŦŵŵƄŲƀňŦş̛̹
˾ʇʅʆʈ˥̹ʆʊʌ˿˫̹bŅĴŵĴĿŦŵĴ˦̹ňş̹ƀŅĴ̹AňİİŘĴ̹�ŀĴŹ˦̹ƀŅĴ̹ĩŘňşİ̹ŲĴŵŹŦş̹ƙĜŹ̹ŵĴœĴĪƀĴİ̹
ĩƟ̹ŹŦĪňĴƀƟ˦̹Ĝşİ̹ŅĜİ̹ƀŦ̹ ŘňƘĴ̹ ňş̹ĴƞňŘĴ˫̹�ŦƀŅ̹ĿŦŵ̹ŅňŹ̹ ňşşĴŵ̹ŞŦŵĜŘ̹ĪŦşİňƀňŦş̹



ʆʈʍ

Ĝşİ̹ ŹŦĪňĜŘ̹ ŹƀĜƀƄŹ˦̹ ŅĴ̹ƙĜŹ̹ ĜĪĪĴŲƀĴİ̹ ĜŹ̹ Ĝ̹ ŘŦƙĴŵ̹ ŵĜşŖ̹ ňş̹ ŹŦĪňĴƀƟ̹ ˾,ĩňİ˫˿˫̹
,ƀ̹ ňŹ̹ ĜŘŹŦ̹ ŵĴŘĜƀĴİ̹ ƀŦ̹ ƀŅĴ̹ ňİĴĜ̹ ŦĿ̹ ŘňŀŅƀ̹ Ĝşİ̹ ňŘŘƄŞňşĜƀňŦş̹ Ŧş̹ AĴİňĴƘĜŘ̹
ŞĜşƄŹĪŵňŲƀ̹ŲĜŀĴŹ˫̹)ĴŵĴ˦̹ƀŅĴ̹ ŘňŀŅƀ̹Ĝşİ̹ƀŅĴ̹İĜŵŖşĴŹŹ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ĪŦŘŦŵ̹
ƙňŘŘ̹ĩĴ̹ŹĴĴş̹ĜŹ̹Ĝş̹ňşŹŲňŵĜƀňŦş̹ĿŦŵ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ĜŹ̹ŹƀĜƀĴİ̹
ĴĜŵŘňĴŵ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ ĿŦŵ̹AĴƄŘŞĜş̹ Ĝşİ̹ŅňŹ̹ ŦŵİĴŵ̹ Ĝşİ̹ ĪŅĜŦŹ̹ ĪŦşĪĴŲƀňŦş̹
ƀŅĜƀ̹ ĪŦŞĴŹ̹ ĜŹ̹ Ĝ̹ ĪŦşĪĴŲƀ̹ Ĝşİ̹ ňŹ̹ ŵĴǭĴĪƀĴİ̹ ƀŅŵŦƄŀŅ̹ ŅňŹ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ŲŵĜĪƀňĪĴŹ˫̹,ş̹ƀŅĜƀ̹ŹĴşŹĴ˦̹ĪŅĜŦŹ̹ŞĜƟ̹ĩĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ĪŦşĪĴŲƀ̹ŦĿ̹İĜŵŖşĴŹŹ̹
ŞĴşƀňŦşĴİ̹ŅĴŵĴ˦̹ƙŅňŘĴ̹ŅĴ̹ĴŹƀĜĩŘňŹŅĴŹ̹ŦŵİĴŵ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ŀŦŘİ˫̹)ŦƙĴƘĴŵ˦̹
ƀŅňŹ̹ ĪŦşĪĴŲƀ̹ ŅĜŹ̹ ŦƀŅĴŵ̹ İňŞĴşŹňŦşŹ̹ ƀŅĜƀ̹ƙňŘŘ̹ ĩĴ̹ ĴƞŲŘĜňşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹
q,˦̹ ƙŅňĪŅ̹ ƙňŘŘ̹ ĩĴ̹ ŞŦŵĴ̹ ĜĪĪƄŵĜƀĴ̹ ňş̹ ŵĴƘĴĜŘňşŀ̹ ƀŅĴ̹ ĴŹƀĜĩŘňŹŅĴİ̹ Ĝşİ̹
ƀŵĜşŹĿŦŵŞĴİ̹ŵĴŘĜƀňŦşŹŅňŲ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ŲĜŹƀ̹Ĝşİ̹ƀŅĴ̹ŲŵĴŹĴşƀ˫

,ƀ̹ ŹŅŦƄŘİ̹ ĜŘŹŦ̹ ĩĴ̹ ŞĴşƀňŦşĴİ̹ AĴİňĴƘĜŘ̹ $ŦƀŅňĪ̹ ĜŵĪŅňƀĴĪƀƄŵĴ˦̹ ƙňƀŅ̹ ňƀŹ̹
ƀŵĜşŹňƀňŦş̹ ĿŵŦŞ̹ ƀŅĴ̹ ĴĜŵŘňĴŵ̹ WŦŞĜşĴŹŴƄĴ̹ ĜŵĪŅňƀĴĪƀƄŵĴ̹ ƙňƀŅ̹ ŞĜŹŹňƘĴ̹
ĿŦŵƀňǬĴİ̹ ŹƀŵƄĪƀƄŵĴŹ˦̹ ĩĴĪĜŞĴ̹ ŅňŀŅĴŵ̹ ƀŦƙĴŵŹ̹ ƙňƀŅ̹ ŵňĩĩĴİ̹ ƘĜƄŘƀŹ̹ ŦĿ̹ ƀŅĴ̹
$ŦƀŅňĪ̹ƀŅĜƀ̹ŹƀĜŵƀĴİ̹ĜŵŦƄşİ̹ƀŅĴ̹ƀƙĴŘĿƀŅ̹ĪĴşƀƄŵƟ̹ňş̹�ƄŵŦŲĴ˫̹,ƀ̹ňŹ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹
ƀŅĴ̹ŹƟŞĩŦŘňĪ̹ƘĜŘƄĴ̹ŦĿ̹ŘňŀŅƀ̹ƙĜŹ̹ƀŅĴ̹ŞĜňş̹ŵĴĜŹŦş̹ĿŦŵ̹ƀŅĴŹĴ̹ĪŅĜşŀĴŹ˫̹bŅňŹ̹
ƘňŹňŦş̹ƙĜŹ̹ĜĪƀƄĜŘŘƟ̹ŹƀĜŵƀĴİ̹ňş̹ƀŅĴ̹ǬĿƀŅ̹ĪĴşƀƄŵƟ̹��̹ƙňƀŅ̹[Ĝňşƀ̹�ƄŀƄŹƀňşĴ˦̹
ƙŅŦ̹ƙŵŦƀĴ̹ƀŅĴ̹ƀŵĴĜƀňŹĴ̹ŦĿ̹ŞĴİňĴƘĜŘ̹ĜĴŹƀŅĴƀňĪŹ˦̹ňş̹ƙŅňĪŅ̹ƀŅĴ̹ŞĜƀŅĴŞĜƀňĪĜŘ̹
aspects and relationshiŲŹ̹ ĪĜş̹ ĩĴ̹ ĜĪŴƄňŵĴİ̹ ƙňƀŅ̹ ƀŅĴ̹ ƄşİĴŵŹƀĜşİňşŀ̹ ŦĿ̹
şĜƀƄŵĴ˫̹ ,ƀ̹ ňŹ̹ĜŘŹŦ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹�ƄŀƄŹƀňşňĜş̹ƀŅŦƄŀŅƀ̹ĜǣĴĪƀĴİ̹ƀŅĴ̹AňİİŘĴ̹
Ages˫̹AŦŵĴŦƘĴŵ˦̹ƀŅĴ̹ƀŅĴŦŘŦŀňĜşŹ̹Ĝşİ̹ŲŅňŘŦŹŦŲŅĴŵŹ̹ƙĴŵĴ̹ĪŘŦŹĴŘƟ̹ňşƀĴŵĴŹƀĴİ̹
ňş̹ŞĜƀŅĴŞĜƀňĪŹ˦̹Ĝşİ̹ƀŅĴƟ̹ĪŦşŹňİĴŵĴİ̹ƀŅĴŵĴ̹ňŹ̹Ĝ̹ŘňşŖ̹ĩĴƀƙĴĴş̹$Ŧİ̹Ĝşİ̹ƀŅĴ̹
ƙŦŵŘİ̹ƀŅĜƀ̹ĪĜş̹ĩĴ̹ĪŦşĪĴňƘĴİ̹ƀŅŵŦƄŀŅ̹ŀĴŦŞĴƀŵƟ̹Ĝşİ̹ĜŵňƀŅŞĴƀňĪ˫̹;ŦŦŖňşŀ̹
Ĝƀ̹ƀŅĴ̹ƀŅňŵƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹ ƀŅĴ̹ŹĪňĴşĪĴ̹ŦĿ̹ƀŅĴ̹ĜŵĪŅňƀĴĪƀ̹ŅĜİ̹Ĝ̹ƀŅĴŦŵĴƀňĪĜŘ̹
ŵŦŦƀ̹ƀŅĜƀ̹$Ŧİ̹ŅĜŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ƀŅĴ̹ĜŵĪŅňƀĴĪƀ̐ĜŵƀňŹƀ̹ŅňŞŹĴŘĿ˦̹ƙŅŦ̹ĩƄňŘƀ̹ŅňŹ̹
ŵŦƟĜŘ̹ŲŘĜĪĴ̹ĜŹ̹ĪŦŹŞŦŹ̹ƀŅŵŦƄŀŅ̹ŦŵŀĜşňƥňşŀ̹ƀŅĴ̹ĪŅĜňş̹ŦĿ̹ĪŵĴĜƀňŦş˫̹)ĴşĪĴ˦̹
ƀŅĴ̹ $ŦƀŅňĪ̹ ĪĜƀŅĴİŵĜŘŹ̹ ƙĴŵĴ̹ ĩƄňŘƀ̹ ĩƟ̹ ĜŵĪŅňƀĴĪƀŹ̹ ƙŅŦ̹ ƄşİĴŵŹƀŦŦİ̹ Ĝşİ̹
ŲŵĜĪƀňĪĴİ̹ňƀ̹ĜŹ̹ĜŲŲŘňĴİ̹ŀĴŦŞĴƀŵƟ̹ĜŹ̹ňŞňƀĜƀňŦşŹ̹ŦĿ̹ƀŅĴ̹ƙŦŵŖ̹ŦĿ̹ƀŅĴ̹�ŵĴĜƀŦŵ˫̹
bŅĴ̹ŞĜňş̹ƀŅŵĴĴ̹ĴŘĴŞĴşƀŹ̹ƙĴŵĴ̹ĴŞŲŅĜŹňƥĴİ˥̹ƀŅĴ̹ŲŦňşƀĴİ̹ĜŵĪŅ˦̹ƀŅĴ̹ŵňĩĩĴİ̹
ƘĜƄŘƀ˦̹ Ĝşİ̹ ĴƞƀĴŵşĜŘ̹ ŹƄŲŲŦŵƀ̹ ǭƟňşŀ̹ ĩƄƀƀŵĴŹŹĴŹ˫̹ bŅĴ̹ ŵĴŹƄŘƀ̹ƙĜŹ̹ ƀŅĜƀ̹ ƀŅĴ̹
ƙĜŘŘŹ̹şŦ̹ŘŦşŀĴŵ̹ŹĴŵƘĴİ̹ĜŹ̹ĴŘĴŞĴşƀŹ̹ƀŅĜƀ̹ŹƄŲŲŦŵƀ̹ƀŅĴ̹ƙĴňŀŅƀ̹ƀŅĜƀ̹ŀĜƘĴ̹Ĝ̹
ĪŅĜşĪĴ̹ƀŦ̹ƀŅĴ̹ŘĜŵŀĴ̹ŦŲĴşňşŀ̹ŅŦŘĴŹ̹ƀŅĜƀ̹ƙňşİŦƙŹ̹ĪĜş̹ĩƄňŘİ̹ƀŦ̹ƙĴŘĪŦŞĴ̹ƀŅĴ̹
şĴƙ̹ ŘňŀŅƀĴşňşŀ̹ƙňƀŅ̹ ƀŅĴ̹ĪŦŘŦŵĴİ̹ŀŘĜŹŹ˦̹ƙŅňĪŅ̹ŀĜƘĴ̹ ƀŅĴ̹ŦŲŲŦŵƀƄşňƀƟ̹ ƀŅĴ̹
ŘňŀŅƀ̹ƀŦ̹ǭŦƙ̹ƀŅŵŦƄŀŅ̹ĪŦŘŦŵĴİ̹ĪŵƟŹƀĜŘŹ˦̹ňŘŘƄŞňşĜƀňşŀ̹ĜŵĪŅĴŹ˦̹ƀŵĜşŹĴŲƀŹ˦̹Ĝşİ̹
ĜŲŹĴŹ̹˾AĜŵƀŊşĴƥ̹�şŵŊŴƄĴƥ˦̹ʆʎʎʌ˿˫

#ŵŦŞ̹ ƀŅĴ̹ ĜşĪňĴşƀ̹ ŹĪŵňĩĴŹ̝̹ ŲĴŵŹŲĴĪƀňƘĴŹ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ŘňŀŅƀ̹
̐İĜňŘƟ̹ ŘňŀŅƀ̹ Ĝşİ̹ ĪĜşİŘĴ̹ ŘňŀŅƀ̹̐ ƀĜŖĴŹ̹ ŲŘĜĪĴ̹ ĜŹ̹ Ĝ̹ ŲŅƟŹňĪĜŘ̹ ĴŘĴŞĴşƀ̹ ƀŅĜƀ̹
ňŹ̹ ŅňŀŅŘƟ̹ ňŞŲŦŵƀĜşƀ̹ ĿŦŵ̹ ŅňŞ̹ İƄŵňşŀ̹ ŅňŹ̹ ŲŵĜĪƀňĪĴ̹ Ĝşİ̹ ŲĴŵĿŦŵŞňşŀ̹ ŅňŹ̹
ƙŦŵŖ˫̹ ,ƀ̹ ňŹ̹ ƄŹĴİ̹ ƀŦ̹ İĴƀĴŵŞňşĴ̹ƙŅĴş̹ Ĝşİ̹ƙŅĴŵĴ̹ ƀŅĴ̹ ŹĪŵňĩĴ̹ ŲĴŵĿŦŵŞŹ˫̹
#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ ňƀ̹ ňŹ̹ĪŦŞŞŦş̹ƀŦ̹ĴşĪŦƄşƀĴŵ̹̚ŘňŀŅƀ̛̹ĜŹ̹Ĝ̹ƙŦŵİ˫̹;ŦŦŖňşŀ̹
ƀŦ̹ ƀŅĴ̹ ƘĜŵňŦƄŹ̹ ƀŦİĜƟ̝Ź̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ƙŦŵŖŹ˦̹ ňƀ̹ ňŹ̹ ƄşİĴŵŹƀŦŦİ̹ ĿŵŦŞ̹ ƀŅĴ̹
ƙĜƟ̹ ƀŅĴ̹ ŀŦŘİ̹ ňŹ̹ ĴŞŲŘŦƟĴİ̹ Ĝşİ̹ ŹŦŞĴƀňŞĴŹ̹ ƀŅĴ̹ ŹƀĜƀĴŞĴşƀ˦̹ Ĝ̹ ƀĴƞƀ˦̹ Ŧŵ̹ Ĝ̹
ƙŦŵİ̹ĴƞƀŵĜĪƀĴİ̹ ĿŵŦŞ̹ ƀŅĴŹĴ̹ŞĴşƀňŦşĴİ̹ ƀŅĴŞĴŹ̹ ňş̹ ƀĴŵŞŹ̹ŦĿ̹ ŘňŀŅƀ˦̹ ŹƄĪŅ̹
ĜŹ̹̚ƀƄŵşňşŀ̹İĜŵŖşĴŹŹ̹ňşƀŦ̹ŘňŀŅƀ˦̛ ̹ƀŅĜƀ̹ňŹ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹bŅĜƀ̹
ŹŅŦƙŹ̹ƀŅĜƀ̹ƘĜŵňŦƄŹ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ĜŵĴ̹ƙĴŘŘ̹ĜƙĜŵĴ̹
ŦĿ̹ƀŅĴ̹ƀŅĴŞĴ̹ŦĿ̹ŘňŀŅƀ̹Ĝşİ̹ƀŅĴ̹ĪŦŘŦŵ̹ŀŦŘİ̹ňş̹ƀŅĴ̹ŵĴĜŘŞ̹ŦĿ̹ƀŅĴ̹ƀŵĜİňƀňŦşĜŘ̹
ĜŹŲĴĪƀ̹ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹BŦƀ̹œƄŹƀ̹ƀŅĴ̹ƀĴĪŅşňŴƄĴŹ̹Ŧŵ̹ŞĜƀĴŵňĜŘŹ̹ĜŵĴ̹
ƀŅĴ̹ŞĴŵĴ̹ĪŦşĪĴŵş̹ŦĿ̹ ƀŦİĜƟ̝Ź̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˫̹)ŦƙĴƘĴŵ˦̹ ňƀ̹ ňŹ̹ ĴƘňİĴşƀ̹ ƀŅĜƀ̹
ƘĜŵňŦƄŹ̹ĜşĴĪİŦƀĴŹ̹ĩĴŅňşİ̹ƀŅĴ̹ĜşĪňĴşƀ̹ŹĪŵňĩĴŹ̹̐ŞŦŹƀŘƟ̹ĜşŦşƟŞŦƄŹ˦̹ĩƄƀ̹
ŹŦŞĴ̹ĜŵĴ̹ŖşŦƙş̹ĩƟ̹ƀŅĴňŵ̹şĜŞĴ̹ƀŅĜşŖŹ̹ƀŦ̹ƀŅĴ̹şŦƀĴŹ̹ƀŅĜƀ̹ƀŅĴƟ̹ŘĴĿƀ̹Ŧş̹ƀŅĴ̹
ŞĜŵŀňşŹ̹ŦĿ̹ƀŅĴ̹ŲĜŀĴŹ̹̐ĩĴĪŦŞĴ̹Ĝ̹ĪĴşƀĴŵ̹ŦĿ̹ĜƀƀĴşƀňŦş̹ƀŦ̹ĩĴ̹ňşŹŲňŵĴİ˫̹
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�Ź̹Ĝş̹ĴƞĜŞŲŘĴ˦̹ƀŅĴ̹,ŵňŹŅ̹$ĜĴŘňĪ̹TŦĴŞ̹Pangur Bán̹˾ĜŘŹŦ̹ĪĜŘŘĴİ̹the Scholar 
Monk and His Cat˿̹ĪĜş̹ĩĴ̹ŹŅŦƙş̹ĜŹ̹ƘĜŵňŦƄŹ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
ŞĴşƀňŦşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,˦̹ ĜĪƀƄĜŘŘƟ̹ ňşŹŲňŵĴİ̹ ĩƟ̹ ňƀ̹ Ĝşİ̹ ĴşƀňƀŘĴİ̹ ƀŅĴňŵ̹
ƙŦŵŖŹ̹̚bƄŵşňşŀ̹İĜŵŖşĴŹŹ̹ňşƀŦ̹ŘňŀŅƀ̛̹ĩĴĪĜƄŹĴ̹ŦĿ̹ƀŅňŹ̹ĪŦşĪĴŲƀ˫̹bŅĴ̹ŲŦĴŞ̹
ƙĜŹ̹ƙŵňƀƀĴş̹ňş̹,ŵňŹŅ̹Ĝşİ̹İňŹĪŦƘĴŵĴİ̹ňş̹[ƀ˫̹TĜƄŘ̹AŦşĜŹƀĴŵƟ̹ňş̹�ƄŹƀŵňĜ̹ňş̹
Ĝ̹şňşƀŅ̐ĪĴşƀƄŵƟ̹ŞĜşƄŹĪŵňŲƀ˫̹�ĪĪŦŵİňşŀ̹ƀŦ̹ƀŅňŹ̹ŲŦĴŞ˦̹Ĝ̹ŹĪŅŦŘĜŵ̹ĩĴĪĜŞĴ̹
İňŹƀŵĜĪƀĴİ̹ƙŅňŘĴ̹ŅĴ̹ƙŦŵŖĴİ˦̹Ĝşİ̹ŅĴ̹ƙŵŦƀĴ̹ƀŅňŹ̹ŲŦĴŞ̹Ŧş̹ŅňŹ̹ŲĜŀĴ̹ňşŹƀĴĜİ̹
ŦĿ̹ƀŅĴ̹ƀĴƞƀ̹ƀŅĜƀ̹ŅĴ̹ƙĜŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ƙŵňƀĴ˫̹)Ĵ̹ŅĜŹ̹Ĝ̹ƀĜŹŖ̹ƀŦ̹İŦ˦̹Ĝşİ̹ŅňŹ̹
ĪĜƀ˦̹şĜŞĴİ̹TĜşŀƄŵ̹�ĝş˦̹ňŹ̹ĪŅĜŹňşŀ̹ƀŅĴ̹ŞňĪĴ̹˾9ňşŀ˦̹ʇʅʆʌ˿˫̹,Ŀ̹ŅĴ̹İŦĴŹ̹şŦƀ̹
ĪŦŞŲŘĴƀĴ̹ŅňŹ̹ƀĜŹŖ˦̹ƀŅĴŵĴ̹ňŹ̹şŦ̹ĩŦŦŖ˦̹ƙŅňĪŅ̹ňŹ̹İĴŹĪŵňĩĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ŘňşĴ̹
̚bƄŵşňşŀ̹İĜŵŖşĴŹŹ̹ňşƀŦ̹ŘňŀŅƀ̛̹ňş̹ƀŅĴ̹ŘĜŹƀ̹ŘňşĴŹ̹ŦĿ̹ƀŅňŹ̹ƙĴŘŘ̐ŖşŦƙş̹ŲŦĴŞ˥

TŵĜĪƀňĪĴ̹ĴƘĴŵƟ̹İĜƟ̹ŅĜŹ̹ŞĜİĴ

TĜşŀƄŵ̹ŲĴŵĿĴĪƀ̹ňş̹ŅňŹ̹ƀŵĜİĴ˰

,̹ŀĴƀ̹ƙňŹİŦŞ̹İĜƟ̹Ĝşİ̹şňŀŅƀ˦

bƄŵşňşŀ̹�ĜŵŖşĴŹŹ̹ňşƀŦ̹ŘňŀŅƀ˫̹˾9ňşŀ˦̹ʇʅʆʌ˥̹ŲŲ˫̹ʆʊ˿

�ƀ̹ ƀŅňŹ̹ ŲŦňşƀ˦̹ ĜŲĜŵƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ ƀŅĴŞĴ̹ŞĴşƀňŦşĴİ̹ ĜĩŦƘĴ˦̹ ƀŅĴ̹ ƀŦŦŘŹ̹ Ĝşİ̹
ŞĜƀĴŵňĜŘŹ̹ ĜŵĴ̹ ƙŦŵƀŅ̹ ŞĴşƀňŦşňşŀ̹ ĩĴĪĜƄŹĴ̹ ƀŅĴƟ̹ ĪĜş̹ ĩĴ̹ ŦĩŹĴŵƘĴİ̹ ĜŹ̹
ĜşŦƀŅĴŵ̹ ňşŹŲňŵĜƀňŦşĜŘ̹ ĿĴĜƀƄŵĴ̹ ĿŦŵ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˫̹ [ňşĪĴ̹
ƀŅĴ̹ ƀĴĪŅşňŴƄĴ̹ Ĝşİ̹ ƀŅĴ̹ŞĜƀĴŵňĜŘ̹ ĜŵĴ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ĿĴĜƀƄŵĴŹ̹ ƀŅĜƀ̹ ĜǣĴĪƀĴİ̹
ƀŅĴ̹ ĿŦŵŞƄŘĜƀňŦş̹ŦĿ̹ ƀŅĴ̹ ŹƀƟŘĴŹ̹ Ĝşİ̹ŅĜİ̹ Ĝ̹ ŵŦŘĴ̹ ňş̹ ƀŅĴ̹ ƀŵĜşŹĿŦŵŞĜƀňŦş̹ŦĿ̹
ƀŅĴ̹ŹƀƟŘĴŹ˦̹ŅĜƘňşŀ̹ňşŹňŀŅƀŹ̹ňşƀŦ̹ƀŅĴ̹ƀŵĜİňƀňŦşĜŘ̹ƀŦŦŘŹ̹Ĝşİ̹ŞĜƀĴŵňĜŘŹ̹ƙňŘŘ̹
ŅĴŘŲ̹ ĩĴƀƀĴŵ̹ ƄşİĴŵŹƀĜşİ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş̹ Ĝşİ̹ ƀŅĴ̹ ĴƘŦŘƄƀňŦş̹ ŦĿ̹ ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ˫̹AŦŵĴŦƘĴŵ˦̹ƀŅĴƟ̹ĜŘŹŦ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ĜŹ̹ĿĴĜƀƄŵĴŹ̹ƀŅĜƀ̹ĪĜş̹ĩĴ̹
ĜŹŹĴŹŹĴİ̹ĜŹ̹ĴƞŲĴŵňŞĴşƀĜƀňŦş̹ĿŦŵ̹ƀŦİĜƟ̝Ź̹ĜŵƀňŹƀŹ̹ƀŦ̹ŞĜşňŲƄŘĜƀĴ˦̹ĴŞŲŘŦƟ˦̹
ĜİŦŲƀ̹ Ŧŵ̹ ĜİĜŲƀ̹ İĴŲĴşİňşŀ̹ Ŧş̹ ƀŅĴňŵ̹ ňşƀĴŵŲŵĴƀĜƀňŦş˦̹ƙŅňĪŅ̹ŞĴĜşŹ̹ ƀŅĴƟ̹
ŹƀĜŵƀĴİ̹ ƀŦ̹ĩĴ̹ ĜşŦƀŅĴŵ̹ŅňŹƀŦŵňĪĜŘ̹ ŵĴĿĴŵĴşĪĴ̹ ƀŅĜƀ̹ ĪĜş̹ĩĴ̹ ƀŵĜĪĴİ̹ ƀŅŵŦƄŀŅ̹
ƀŅĴ̹ƙŦŵŖŹ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˫

3.4. Tools and materials of the Western traditional 
calligraphy

bŦŦŘŹ̹ Ĝşİ̹ ŞĜƀĴŵňĜŘŹ̹ ŅĜİ̹ ĜǣĴĪƀĴİ̹ ƀŅĴ̹ ĿŦŵŞƄŘĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ŹƀƟŘĴŹ̹ Ĝşİ̹
ƀŵĜşŹĿŦŵŞĜƀňŦş̹ŦĿ̹ƀŅĴ̹ĜşĪňĴşƀ̹ŹĪŵňŲƀŹ̹ƀŅĜƀ̹ĜŵĴ̹ŹƀňŘŘ̹ĪŦşŹňİĴŵĴİ̹ŹňŀşňǬĪĜşƀ̹
ŵĴĿĴŵĴşĪĴŹ̹ ƀŦ̹ ŘĴĜŵş˦̹ ŲŵĜĪƀňĪĴ˦̹ Ĝşİ̹ ŞĜşňŲƄŘĜƀĴ̹ ňş̹ ŹĴĜŵĪŅ̹ ŦĿ̹ ĜƄƀŅĴşƀňĪ̹
ŹƀƟŘĴŹ̹ ŦĿ̹ ƀŦİĜƟ̝Ź̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĜŵƀňŹƀŹ˦̹ ĜŘŹŦ̹ ĿŦŵ̹ şĴƙĩňĴŹ̹ ƀŅĜƀ̹ ƙĜşƀ̹ ƀŦ̹
ŘĴĜŵş̹ ƀŅĴ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ňƀ̹ƙňŘŘ̹ ĩĴ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹
ŞĴşƀňŦş̹ƀŅĴŹĴ̹ŞĴİňĴƘĜŘ̹ŹƀƟŘĴŹ̹ƀŦ̹ŲŵŦƘňİĴ̹ňşĿŦŵŞĜƀňŦş̹ƀŅĜƀ̹ƙňŘŘ̹ĩĴ̹ƄŹĴİ̹
ƀŦ̹ĜŹŹĴŹŹ̹ƀŦİĜƟ̝Ź̹ƘĜŵňŦƄŹ̹ŲŵĜĪƀňĪĴŹ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹AŦŵĴŦƘĴŵ˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹
ňş̹�ŅĜŲƀĴŵ̹,,˦̹ƄşİĴŵ̹İňŹĪƄŹŹňŦş̹ĜĩŦƄƀ̹ƙŅĜƀ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ˦̹ŞŦŹƀ̹
ŦĿ̹ ƀŅĴ̹ ŞĜşƄĜŘŹ̹ ŦĿ̹ ƀŦİĜƟ̝Ź̹ ĩŦŦŖŹ̹ ĪŦşŹňŹƀ̹ ŦĿ̹ ƀŅĴŹĴ̹ ŹƀƟŘĴŹ̹ ƙňƀŅ̹ ƀŅĴ̹ ĜňŞ̹
ŦĿ̹ ŹŅŦƙňşŀ̹ ŅŦƙ̹ ƀŦ̹ ĪŦşŹƀŵƄĪƀ̹ ƀŅĴ̹ ŹƀƟŘĴŹ˫̹ )ŦƙĴƘĴŵ˦̹ ŅĴŵĴ˦̹ ňƀ̹ ňŹ̹ şŦƀ̹ ƀŅĴ̹
ŞĜňş̹ ĿŦĪƄŹ̹ ƀŦ̹ ƀĴĜĪŅ̹ ƀŅĴ̹ĜşĪňĴşƀ̹ ŹƀƟŘĴŹ̹ĩƄƀ̹ ƀŦ̹ŲŵŦƘňİĴ̹ ňşŹňŀŅƀ̹ ňşƀŦ̹ŅŦƙ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ĴŞŲŘŦƟ̹ Ĝşİ̹ ĜİĜŲƀ̹ ƀŅĴŹĴ̹ ĜşĪňĴşƀ̹ ŹƀƟŘĴŹ̹ ňş̹
ƀŅĴňŵ̹ƙŦŵŖŹ̹ƙŅňĪŅ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹

�ĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹ŞĜňşŘƟ̹ŲŦňşƀ̹Ĝƀ̹ƀŅĴ̹ĪŵĜĿƀ̹ŹŖňŘŘ̹Ĝşİ̹ƀŅĴ̹ĜŵƀňŹƀŵƟ̹ƀŅĜƀ̹
ĪŦşƀĜňş̹ Ĝ̹ƙňİĴ̹ ŵĜşŀĴ̹ŦĿ̹ŲĴŵŹŦşĜŘ̹ƘňĴƙŹ̹ƙňƀŅ̹ŖşŦƙŘĴİŀĴ˦̹ŲŵĜĪƀňĪĴ˦̹ Ĝşİ̹
ĴƞŲĴŵňĴşĪĴ˫̹HşĴ̹ŦĿ̹ƀŅĴ̹ĪŵňƀňĪĜŘ̹ĿĜĪƀŦŵŹ̹İĴƀĴŵŞňşňşŀ̹ƀŅĴ̹ĿŦŵŞ̹ŦĿ̹ŘĴƀƀĴŵŹ̹ňŹ̹
ƄşİŦƄĩƀĴİŘƟ̹ƀŅĴ̹ƙŵňƀňşŀ̹ňşŹƀŵƄŞĴşƀ˫̹bŅĴ̹ƀŦŦŘ̹ƄŹĴİ̹ĿŦŵ̹ƙŵňƀňşŀ˦̹Ĝşİ̹ƀŅĴ̹
ŹƄŵĿĜĪĴ̹ƀŅĜƀ̹ňŹ̹ƙŵňƀƀĴş̹Ŧş˦̹ŅĜƘĴ̹Ĝş̹ĴǣĴĪƀ̹Ŧş̹Ĝ̹ŘĴƀƀĴŵ̹ŅĜƘňşŀ̹Ĝ̹İňŹƀňşĪƀňƘĴ̹
ĿĴĜƀƄŵĴ̹ ĜŹ̹ Ĝ̹ƘňŹƄĜŘ̹ ĿŦŵŞ˫̹�ŘƀŅŦƄŀŅ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ İŦ̹ şŦƀ̹

III. WESTERN CALLIGRAPHY TRADITION
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Fig. 10. Carving Roman 
Capital letter “R,” Source: 
Jackson, (1981: 43).

ƄƀňŘňƥĴ̹ĜŘŘ̹ ƀŅĴŹĴ̹ŞĜƀĴŵňĜŘŹ̹ ƀŅĜƀ̹ĜŵĴ̹ŞĴşƀňŦşĴİ̹ŅĴŵĴ˦̹ ňƀ̹ƙňŘŘ̹ĩĴ̹ƄŹĴĿƄŘ̹ ƀŦ̹
ŞĴşƀňŦş̹ƀŅĴŞ̹ĩŵňĴǭƟ˦̹ƙŅňĪŅ̹ƙňŘŘ̹ĪŦşƀŵňĩƄƀĴ̹ƀŦ̹ĪŦŞŲŵĴŅĴşİňşŀ̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ ŅĴşĪĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀĴşİĴşĪňĴŹ˦̹ ňş̹
ƙŅňĪŅ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŅĜƘĴ̹ƄƀňŘňƥĴİ̹Ĝ̹ƙňİĴ̹ ŵĜşŀĴ̹ŦĿ̹ŞĜƀĴŵňĜŘŹ̹ƙŅňĪŅ̹ĜŵĴ̹
ĜĩŘĴ̹ ƀŦ̹ ŘĴĜƘĴ̹ ƀŅĴ̹ ŞĜŵŖŹ̹ ƀŦ̹ ŲĴŵĿŦŵŞ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ AŦŵĴŦƘĴŵ˦̹ ňƀ̹ ŹŅŦƄŘİ̹
ĩĴ̹ ƄşİĴŵŘňşĴİ̹ ƀŅĜƀ̹ ƘĜŵňŦƄŹ̹ ĜşĪňĴşƀ̹ ƀŦŦŘŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ ĩĜŞĩŦŦ˦̹ ĿĴĜƀŅĴŵ˦̹ Ŧŵ̹
ŞĴƀĜŘ̹ şňĩ˦̹ ĜŵĴ̹ ŹƀňŘŘ̹ ƄŹĴİ̹ ňş̹ ƀŦİĜƟ̝Ź̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ƙŦŵŖŹŅŦŲŹ̹ Ŧŵ̹
ĪŦƄŵŹĴŹ˦̹ƙŅňĪŅ̹ƙňŘŘ̹ ĩĴ̹ ŹĴĴş̹ ňş̹�ŲŲĴşİňƞ̹ �˦̹ƙŅňĪŅ̹ ĪŦƘĴŵŹ̹ ƀŅĴ̹ ĪŦƄŵŹĴŹ̹
Ĝşİ̹ƙŦŵŖŹŅŦŲŹ̹ƀŅĜƀ̹,̹ŲĜŵƀňĪňŲĜƀĴİ̹ňş̹[ŲĜňş˦̹#ŵĜşĪĴ˦̹Ĝşİ̹bƄŵŖĴƟ̹ƀŦ̹ŘĴĜŵş̹
ƀŅĴ̹ƀĴĪŅşňŴƄĴŹ˦̹ ƀŦ̹ŀĴƀ̹ĜĪĪƄŹƀŦŞĴİ̹ƀŦ̹ƀŅĴ̹ŞĜƀĴŵňĜŘŹ˦̹ ňş̹ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ ƀŦ̹
ĜĪŴƄňŵĴ̹ƀŅĴ̹ŹŖňŘŘ̹Ĝşİ̹ĪŵĜĿƀ˫̹�ŦşŹňİĴŵňşŀ̹ƀŅĴ̹ŅňŹƀŦŵƟ̹ŦĿ̹ƙŵňƀňşŀ˦̹ňƀ̹ĪĜş̹ĩĴ̹
ŹĜňİ̹ƀŅĜƀ̹ĴƘĴŵƟ̹ĪŦşĪĴňƘĜĩŘĴ̹ŹƄŵĿĜĪĴ̹ŅĜŹ̹ŹĴŵƘĴİ̹ĜŹ̹Ĝ̹ƙŵňƀňşŀ̹ŹƄŵĿĜĪĴ˦̹ŹƄĪŅ̹
ĜŹ̹̚ĪŘĜƟ˦̹ŹŘĜƀĴ˦̹ŲŦƀƀĴŵƟ̹ŹŅĜŵİŹ˦̹ŘňşĴş̹ĪŘŦƀŅ˦̹ĩĜŵŖ˦̹ŲĜŘŞ̹ŘĴĜƘĴŹ˦̹ƙŦŦİ˦̹ŞĴƀĜŘ˦̹
ŹƀŦşĴ˦̹ĜşňŞĜŘ̹ŹŖňş˦̹ƙĜƞ˦̹Ĝşİ̹ŲĜŲĴŵ̛̹˾�ŘĴŞĴşŹ̹Λ̹$ŵĜŅĜŞ˦̹ʇʅʅʌ˥̹ʆʈ˿˫̹

HşĴ̹ŦĿ̹ƀŅĴ̹ǬŵŹƀ̹ŞĜƀĴŵňĜŘŹ̹Ĝşİ̹ƀŦŦŘŹ̹ƀŅĜƀ̹ŅĜƘĴ̹ƀŦ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ĜŵĴ̹ĩŵƄŹŅ˦̹
ĪŅňŹĴŘ˦̹Ĝşİ̹ŹƀŦşĴ˫̹WŦŞĜş̹ƙŵňƀňşŀ̹ŹƟŹƀĴŞŹ̹İĜƀĴİ̹ĩĜĪŖ̹ƀŦ̹ʉʈ̹��̹Ĝşİ̹ĪĜŞĴ̹
ňşƀŦ̹ ŲŵŦŞňşĴşĪĴ̹ ňş̹ ƀŅĴ̹ ĴĜŵŘƟ̹ ǬŵŹƀ̹ ĪĴşƀƄŵƟ̹��˦̹ Ĝşİ̹ ŘĜŹƀĴİ̹ ňşƀŦ̹ ƀŅĴ̹ ǬĿƀŅ̹
ĪĴşƀƄŵƟ˫̹�Ź̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ ňş̹#ňŀ˫̹ ʆʅ˦̹ǬŵŹƀ̹ŲĜňşƀĴİ̹Ŧş̹ ƀŅĴ̹ŹƀŦşĴ̹ƙňƀŅ̹Ĝ̹
ŹƀŵĜňŀŅƀ̹ŅĜňŵĪƄƀ̹ĩŵƄŹŅ̹ ƀŅŵŦƄŀŅ̹ ƀƙňŹƀňşŀ̹ ƀŅĴ̹ ƀňŲ̹ŦĿ̹ ƀŅĴ̹ĩŵƄŹŅ̹ ƀŦ̹ŀňƘĴ̹ ƀŅĴ̹
ĿŦŵŞ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵ˦̹ĜŘŹŦ̹ƀŦ̹ŦĩƀĜňş̹ƀŅĴ̹ƀŅňĪŖ̹Ĝşİ̹ƀŅňş̹ŹƀŵŦŖĴŹ̹Ĝşİ̹ŹĴŵňĿŹ˦̹ƀŅĴş̹
ƙňƀŅ̹ƀŅĴ̹ĪŅňŹĴŘ̹Ĝşİ̹ŞĜŘŘĴƀ˦̹ƀŅŵŦƄŀŅ̹Ĝş̹ĜŲŲŵŦŲŵňĜƀĴ̹ĜşŀŘĴ̹ƀŅĜƀ̹ňŹ̹ŀňƘĴş̹ƀŦ̹
ƀŅĴ̹ƀňŲ̹ŦĿ̹ƀŅĴ̹ĪŅňŹĴŘ˦̹ƀŅĴ̹q̐ŹŅĜŲĴ̹ĿŦŵŞ̹ĪŦƄŘİ̹ĩĴ̹ŞĜşĜŀĴİ̹Ĝşİ̹ĪĜŵƘĴİ̹Ŧş̹ƀŅĴ̹
ŹƀŦşĴ̹ĿŦŘŘŦƙĴİ̹ƀŅĴ̹ĩŵƄŹŅ̐ŲĜňşƀĴİ̹ŹŅĜŲĴ˫

bŦİĜƟ˦̹ ňƀ̹ ƀĜŖĴŹ̹ĜƀƀĴşƀňŦş̹ƀŅĜƀ̹ƀŅĴ̹ĩŵƄŹŅ̹̐ŲŦňşƀĴİ̹Ĝşİ̹ĩŵŦĜİ̹ĴİŀĴ̹̐ŅĜŹ̹
ĩĴĪŦŞĴ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŲŵňŞĜŵƟ̹ŞĜƀĴŵňĜŘŹ̹ƀŅĜƀ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
ĜŵĴ̹ĴŞŲŘŦƟĴİ̹ĩĴĪĜƄŹĴ̹ňƀŹ̝̹ǭĴƞňĩňŘňƀƟ̹ŦĿ̹ƀŅĴ̹ŅĜňŵ̹ĪŦŞŲĜŵĴİ̹ƀŦ̹ƀŅĴ̹ĪŅňŹĴŘ̹
Ŧŵ̹ŞĴƀĜŘ̹şňĩ̹ŲŵŦƘňİĴŹ̹Ĝ̹ƙňİĴ̹ ŵĜşŀĴ̹ŦĿ̹ŲŦŹŹňĩňŘňƀňĴŹ̹ƙňƀŅňş̹ ƀŅĴ̹ŹƀŵŦŖĴŹ̹
Ŧŵ̹ ŘňşĴŹ˦̹ ƙŅňĪŅ̹ ĜŵĴ̹ ŅňŀŅŘƟ̹ ĜŘŘƄŵňşŀ̹ ĿŦŵ̹ ƀŦİĜƟ̝Ź̹ ƙĴŹƀĴŵş̹ ŲŵĜĪƀňƀňŦşĴŵŹ̹
ƀŅĜƀ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ ňş̹�ŅĜŲƀĴŵ̹q,˫̹Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ ňş̹AĴİňĴƘĜŘ̹
�ƄŵŦŲĴ˦̹ ƀŅĴ̹ƙĜƞ̹ƀĜĩŘĴƀ̹ƙĜŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ĴĜŵŘňĴŹƀ̹ƙŵňƀňşŀ̹ŹƄŵĿĜĪĴŹ̹ ňş̹ƀŅĴ̹
ƙĴŹƀ˦̹ ƀŅĴş̹ƀŅĴ̹ŲŵĴİŦŞňşĜşƀ̹ŲĜŲƟŵƄŹ˦̹ŲĜŵĪŅŞĴşƀ˦̹Ĝşİ̹ŲĜŵƀňĪƄŘĜŵŘƟ̹ ƀŅĴ̹
ĿŦƄŵƀĴĴşƀŅ̐ĪĴşƀƄŵƟ̹ŲĜŲĴŵ̹ƄŹĴİ̹ĿŦŵ̹ŅĜşİƙŵňƀƀĴş̹ƀĴƞƀ˫

rĜƞ̹ňŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ĜşĪňĴşƀ̹ƀƟŲĴŹ̹ŦĿ̹ŞĜƀĴŵňĜŘ˦̹ĴŞŲŘŦƟĴİ̹ƙňİĴŘƟ̹ňş̹ƀŅĴ̹ĜşĪňĴşƀ̹
ƙŦŵŘİ̹Ĝşİ̹ƄŹĴİ̹ƄşƀňŘ̹ƀŅĴ̹şňşĴƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˫̹�Ź̹Ĝ̹ŞĜƀĴŵňĜŘ˦̹ňƀ̹ƙĜŹ̹ŵĴŘĜƀňƘĴŘƟ̹
ĜǣŦŵİĜĩŘĴ˦̹ƙŅňĪŅ̹ĪŦƄŘİ̹ĩĴ̹ĪŦşŹňİĴŵĴİ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŹňŀşňǬĪĜşƀ̹ĜİƘĜşƀĜŀĴŹ̹ŦĿ̹
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Fig. 11. A couple posing with 
their writing materials, 
Pompeii Before Ad 79, 
Source: Jackson (1981: 42).

ňƀ̹ƀŅĜƀ̹ŞĜİĴ̹ňƀ̹ŲŵĴĿĴŵŵĴİ̹ƙňİĴŘƟ˫̹�ŘŹŦ˦̹ňƀ̹ĪŦƄŘİ̹ĩĴ̹ĪŦŵŵĴĪƀĴİ̹ĴĜŹňŘƟ̹ĩĴĪĜƄŹĴ̹
ňƀ̹ƙĜŹ̹ňŞŲĴŵƘňŦƄŹ̹ƀŦ̹ƙĜƀĴŵ˫̹bŅĴŵĴ̹ƙĴŵĴ̹ƀŅŵĴĴ̹ŹňŀşňǬĪĜşƀ̹ƙĜƞ̹ĿƄşĪƀňŦşŹ̹ŦĿ̹
ƀĜĩŘĴƀŹ̹İƄŵňşŀ̹ƀŅĜƀ̹ŲĴŵňŦİ˫̹#ňŵŹƀ˦̹ňƀ̹ŅĜİ̹ĩĴĴş̹ƄŹĴİ̹ĩƟ̹ŹƀƄİĴşƀŹ̹ƀŦ̹ŲŵĜĪƀňĪĴ̹
ƙŵňƀňşŀ̹Ĝşİ̹ƀĜŖĴ̹şŦƀĴŹ˰̹ŹĴĪŦşİ˦̹ƄŹĴİ̹ĿŦŵ̹ŵŦƄŀŅ̹İŵĜĿƀŹ̹Ĝşİ̹ĜŵƀňŹƀňĪ̹ƙŦŵŖŹ˦̹
ƙŅňĪŅ̹ĪŦƄŘİ̹ĴƘĴşƀƄĜŘŘƟ̹ĩĴ̹ĪŦŲňĴİ̹ŦşƀŦ̹ŲĜŵĪŅŞĴşƀ˫̹#ňşĜŘŘƟ˦̹ňƀ̹ƙĜŹ̹ƄŹĴİ̹ĩƟ̹
ƀŅĴ̹#ŵĴşĪŅ̹ŵŦƟĜŘ̹ĪŦƄŵƀ̹İƄŵňşŀ̹ƀŵĜƘĴŘňşŀ˫̹bŦ̹ƙŵňƀĴ̹Ŧş̹ƀŅĴ̹ŹƄŵĿĜĪĴ̹ŦĿ̹ƀŅĴ̹ƙĜƞ̹
ƀĜĩŘĴƀ˦̹Ĝ̹ŹƀƟŘƄŹ˦̹ƙŅňĪŅ̹ƙĜŹ̹ŞĜİĴ̹ŦĿ̹ƙŦŦİ˦̹ĩŦşĴ˦̹ŅŦŵş˦̹ ňŵŦş˦̹Ŧŵ̹ŹňŘƘĴŵ˦̹ƙĜŹ̹
ƄŹĴİ˫̹HşĴ̹ĴİŀĴ̹ŦĿ̹ƀŅĴ̹ŹƀƟŘƄŹ̹ƙĜŹ̹Ĝ̹ŲŦňşƀƟ̹ĴİŀĴ̹ĿŦŵ̹ƙŵňƀňşŀ˦̹Ĝşİ̹ƀŅĴ̹ŦƀŅĴŵ̹
ĴİŀĴ̹ƙĜŹ̹ƙňİĴŵ̹Ĝşİ̹ƄŹĴİ̹ĿŦŵ̹ĴŵĜŹňşŀ̹˾�ŘĴŞĴşŹ̹Λ̹$ŵĜŅĜŞ˦̹ʇʅʅʌ˿˫

�Ź̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ňş̹#ňŀ˫̹ʆʆ˦̹Ĝ̹ĿĴŞĜŘĴ̹ŅŦŘİŹ̹Ĝş̹ňŵŦş̹ŹƀƟŘƄŹ̹ƀŦ̹ŅĴŵ̹ŘňŲŹ̹
and carries a diptych̹̐Ĝ̹Ĝ̹ŲĜňŵ̹ŦĿ̹ŅňşŀĴİ̹ƙĜƞ̹ƀĜĩŘĴƀŹ˫̹BĴƞƀ̹ƀŦ̹ŅĴŵ˦̹Ĝ̹ŞĜŘĴ̹
ŅŦŘİŹ̹Ĝ̹ŵŦŘŘ̹ŦĿ̹ŲĜŲƟŵƄŹ̹ňŘŘƄŹƀŵĜƀĴİ̹ĜŹ̹Ĝ̹ĪŦƄŲŘĴ̹ŲŦŹňşŀ̹ƙňƀŅ̹ƀŅĴňŵ̹ŞĜƀĴŵňĜŘŹ̹
ĩĴĿŦŵĴ̹��̹ʌʎ̹ňş̹TŦŞŲĴňň˫bŅĴ̹ŹƄŵĿĜĪĴŹ̹ŹƄĪŅ̹ĜŹ̹ƙĜƞ̹Ĝşİ̹ƀŅĴ̹ƀŦŦŘŹ̹ŹƄĪŅ̹ĜŹ̹
ĪŅňŹĴŘ̹ŹĴĴŞ̹ƀŦ̹ĩĴ̹ŹŅňĿƀĴİ̹ƀŦİĜƟ˰̹ŅŦƙĴƘĴŵ˦̹ňƀ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ƀŅĜƀ̹ƘĜŵňŦƄŹ̹
ŹƄŵĿĜĪĴŹ̹ŹƄĪŅ̹ĜŹ̹ŘĜşİ˦̹ŹĜşİ˦̹Ŧŵ̹ŞƄİ̹ĩĴĪŦŞĴ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ĜŘƀĴŵşĜƀňƘĴŹ̹ƀŅĜƀ̹
ĪĜş̹ĩĴ̹ĴƞŲĴŵňĴşĪĴİ̹ƀŦİĜƟ̹ĜŹ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹
ƙŦŵŖŹ̹ ŦĿ̹ Ĝ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ ;ŦŵĴİĜşĜ̹ ~ĴŀĜ̹ ŞĴşƀňŦşĴİ̹ ňş̹
�ŅĜŲƀĴŵ̹q,˫̹bŅĴ̹ƀĴĪŅşňŴƄĴŹ̹Ĝşİ̹ŘňŞňƀĜƀňŦşŹ̹ŦĿ̹ŞĴİňĴƘĜŘ̹ƀňŞĴ̹ĩĴĪĜŞĴ̹Ĝş̹
ŦŲŲŦŵƀƄşňƀƟ̹Ĝşİ̹ŲŘĜƀĿŦŵŞ̹ƀŦ̹ĿŦŵĪĴ̹ƀŅĴ̹ĩŦƄşİĜŵňĴŹ̹ňş̹ƀĴŵŞŹ̹ŦĿ̹ƙŵňƀňşŀ˦̹
ŅĴşĪĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĜŹ̹ ŞĴşƀňŦşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ ,,˦̹ ƙŅňĪŅ̹ ŵĴƘĴĜŘŹ̹ ƀŅĴ̹
ƙĴŹƀĴŵş̹ƄşİĴŵŹƀĜşİňşŀ̹ŦĿ̹ƙŵňƀňşŀ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹

Papyrus̹ ŞĜİĴ̹ ĿŵŦŞ̹ ƀŅĴ̹ ŲňƀŅ̹ ŦĿ̹ ƀŅĴ̹ ŲĜŲƟŵƄŹ̹ ŲŘĜşƀ̹ ĜŘŞŦŹƀ̹ ĴƞĪŘƄŹňƘĴŘƟ̹
ŀŵŦƙş̹ ňş̹ ;ŦƙĴŵ̹ �ŀƟŲƀ̹ƙĜŹ̹ ƀŅĴ̹ŞŦŹƀ̹ƙňİĴŘƟ̹ ƄŹĴİ̹ƙŵňƀňşŀ̹ ŹƄŵĿĜĪĴ̹ ňş̹
ƀŅĴ̹ ĜşĪňĴşƀ̹ ƙŦŵŘİ̹ ƀŅĜƀ̹ ŹŲŵĴĜİ̹ ĿŵŦŞ̹ �ŀƟŲƀ̹ ƀŦ̹ ƀŅĴ̹ $ŵĴĴŖ̹ Ĝşİ̹ WŦŞĜş̹
ĴŞŲňŵĴŹ˦̹ƀŅĴş̹ƀŦ̹şŦŵƀŅĴŵş̹�ƄŵŦŲĴ˦̹ĪŦşƀŵĜŵƟ̹ƀŦ̹ƀŅĴ̹ŲŵĴŹĴşƀ̹ƀňŞĴ˫̹,ƀ̹ƙĜŹ̹
ƄŹĴİ̹ƄşƀňŘ̹ĜĩŦƄƀ̹ƀŅĴ̹ƟĴĜŵ̹ʋʌʌ̹Ĝşİ̹ĩƟ̹ƀŅĴ̹ŲĜŲĜŘ̹ĪŦƄŵƀ̹ƄşƀňŘ̹ĜĩŦƄƀ̹ʆʅʊʌ˫̹,ƀ̹
ƙĜŹ̹ŵĴŲŘĜĪĴİ̹ĩƟ̹ŘŦĪĜŘŘƟ̹ŲŵŦİƄĪĴİ̹ŲĜŵĪŅŞĴşƀ̹ňş̹rĴŹƀĴŵş̹�ƄŵŦŲĴ̹İƄĴ̹ƀŦ̹
ƀŅĴ̹ĪŦŘŘĜŲŹňşŀ̹ŦĿ̹ƀŅĴ̹WŦŞĜş̹�ŞŲňŵĴ˦̹Ĝşİ̹ŲŵŦƘňİňşŀ̹ƀŅĴ̹ŲĜŲƟŵƄŹ̹ĩĴĪĜŞĴ̹
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Fig. 12. Papyrus fragment, 
ca. 285–250 BC, Homer’s Iliad, 
book 21, lines 567-81, Uncial 
hand written across fibers, 
Greek MS 1, Source: Clemens 
& Graham, (2007: 3).

ňŞŲŦŹŹňĩŘĴ˫̹ bŅƄŹ˦̹ rĴŹƀĴŵş̹ �ƄŵŦŲĴ̹ ƀƄŵşĴİ̹ ƀŦ̹ ŲĜŵĪŅŞĴşƀ˦̹ ƙŅňĪŅ̹ ƙĜŹ̹
ĜƘĜňŘĜĩŘĴ̹Ĝşİ̹ŞŦŹƀŘƟ̹ŲŵŦİƄĪĴİ̹ŘŦĪĜŘŘƟ̹˾�ŘĴŞĴşŹ̹Λ̹$ŵĜŅĜŞ˦̹ʇʅʅʌ˿˫̹

�Ź̹ ĪĜş̹ĩĴ̹ ŦĩŹĴŵƘĴİ̹ ňş̹#ňŀ˫̹ ʆʇ˦̹ Ŧş̹ ƀŅĴ̹ŲĜŲƟŵƄŹ̹ ĿŵĜŀŞĴşƀ̹ ĩĴŘŦşŀňşŀ̹ ƀŦ̹
the Iliad̹ŦĿ̹)ŦŞĴŵ˦̹ ƀŅĴ̹ ĿŦŵŞ̹ŦĿ̹ƀŅĴ̹ ŘĴƀƀĴŵ̹ ňŹ̹ŞĜœƄŹĪƄŘĴ̹Ĝşİ̹ŅĜŹ̹ŞŦŹƀŘƟ̹
ŵŦƄşİĴİ̹ĿŦŵŞŹ˫̹bŅĴ̹ƀĴƞƀ̹İŦĴŹş̝ƀ̹ŅĜƘĴ̹ĜşƟ̹ǬşĴŵ̹İĴƀĜňŘ̹ňş̹ƀŅĴ̹ŹĴşŹĴ̹ŦĿ̹ƀŅĴ̹
ŘĴƀƀĴŵĿŦŵŞ˦̹ŲŵŦĩĜĩŘƟ̹İƄĴ̹ƀŦ̹ƀŅĴ̹ŅĜŵŹŅ̹ŹƄŵĿĜĪĴ̹ŦĿ̹ƀŅĴ̹ŲĜŲƟŵƄŹ˫

TĜŵĪŅŞĴşƀ̹ƙĜŹ̹ňşƀŵŦİƄĪĴİ̹ňş̹ƀŅĴ̹ŹĴĪŦşİ̹ĪĴşƀƄŵƟ̹��˫̹,ƀ̹ƙĜŹ̹ŲŵŦİƄĪĴİ̹
ĿŵŦŞ̹ĜşňŞĜŘ̹ ŹŖňşŹ̹ ĪĜŘŘĴİ̹perfamena˦̹ ĿŵŦŞ̹ƙŅňĪŅ̹ ƀŅĴ̹ƙŦŵİ̹ŲĜŵĪŅŞĴşƀ̹
ňŹ̹ İĴŵňƘĴİ̹ ˾AĴİňĜƘňŘŘĜ˦̹ ʆʎʎʋ˿˫̹ HşĴ̹ ŦĿ̹ ƀŅĴ̹ŞŦŹƀ̹ ŹňŀşňǬĪĜşƀ̹ ĜİƘĜşƀĜŀĴŹ̹
ŦĿ̹ ƄŹňşŀ̹ ŲĜŵĪŅŞĴşƀ̹ ňŹ̹ ňƀŹ̹ İƄŵĜĩňŘňƀƟ̹ ĜŹ̹ Ĝ̹ŞĜƀĴŵňĜŘ̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ ĿŵĜŀňŘĴ̹
ŲĜŲƟŵƄŹ˦̹ƙŅňĪŅ̹ŞĜİĴ̹ ƀŅĴ̹ŞĜşƄŹĪŵňŲƀ̹ ĪŦƄŘİ̹ ĩĴ̹ ŖĴŲƀ̹ ĿŦŵ̹ŞƄĪŅ̹ ŘŦşŀĴŵ˫̹
)ŦƙĴƘĴŵ˦̹ňƀ̹ƙĜŹ̹şŦƀ̹ƀŅĜƀ̹ĴĜŹňŘƟ̹ĜǣŦŵİĜĩŘĴ˰̹ĿŦŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ňƀ̹ƙĜŹ̹ŞŦŹƀŘƟ̹
ŲŵĴĿĴŵŵĴİ̹ƄŹĴ̹ĿŦŵ̹ŘƄƞƄŵňŦƄŹ̹ŞĜşƄŹĪŵňŲƀŹ˫

,ş̹ ƀŅĴ̹ AňİİŘĴ̹ �ŀĴŹ˦̹ ŞŦŹƀŘƟ̹ ŹŅĴĴŲ˦̹ ĪĜƀƀŘĴ˦̹ Ĝşİ̹ ŀŦĜƀŹŖňşŹ̹ ƙĴŵĴ̹ ƄŹĴİ˦̹
ĩƄƀ̹ĜŘŹŦ̹ƀŅĴŵĴ̹ĿŦƄşİ̹ƘĜŵňŦƄŹ̹ƙŵňƀňşŀ̹ĴƞĜŞŲŘĴŹ̹Ŧş̹ƀŅĴ̹ŹŖňşŹ̹ŦĿ̹ŀĜƥĴŘŘĴ˦̹
ĜşƀĴŘŦŲĴ˦̹ ŹƀĜŀŹ˦̹ Ĝşİ̹ ŦŹƀŵňĪŅĴŹ˫̹ TŵĴŲĜŵňşŀ̹ ĜşňŞĜŘ̹ ŹŖňşŹ̹ ňŹ̹ Ĝ̹ ŘŦşŀ̹ Ĝşİ̹
ƀĴİňŦƄŹ̹ŲŵŦĪĴİƄŵĴ̹ƀŅĜƀ̹ŅĜŹ̹ƀŦ̹ĿŦŘŘŦƙ̹ŞĜşƟ̹ŹƀĴŲŹ˫̹�Ź̹7ĜĪŖŹŦş̹ŹƀĜƀĴŹ˦̹̚ƀŅĴ̹
ƀŵƄĴ̹ ŲĜŵĪŅŞĴşƀ̛̹ ˾7ĜĪŖŹŦş˦̹ ʆʎʍʆ˥̹ ʈʋ˿̹ ňŹ̹ ĜĪƀƄĜŘŘƟ̹ŞĜİĴ̹ ĿŵŦŞ̹ ŹŅĴĴŲŹŖňş˦̹
ƙŅňĪŅ̹ƙĜŹ̹ ǬŵŹƀ̹ ŹƄŲŲŦŹĴİ̹ ƀŦ̹ ĩĴ̹ ŹƀĴĴŲĴİ̹ ňş̹ ŘňŞĴ˦̹ ƀŅĴş̹ ŅĜňŵ̹ Ĝşİ̹ ĿŵĴŹŅ̹
ƙĴŵĴ̹ŹĪŵĜŲĴİ̹ĪĜŵĴĿƄŘŘƟ˫̹BĴƞƀ˦̹ňƀ̹ƙĜŹ̹ƄŹĴİ̹ƀŦ̹ŹƀŵĴƀĪŅ̹ŦƘĴŵ̹Ĝ̹ĿŵĜŞĴ̹ƀňŀŅƀŘƟ˫̹
bŦ̹ŵĴŞŦƘĴ̹ĴƞĪĴŹŹ̹ĿĜƀŹ˦̹ňƀ̹ƙĜŹ̹ƄŹĴİ̹ƀŦ̹ĩĴ̹ĪŦƘĴŵĴİ̹ƙňƀŅ̹ĪŅĜŘŖ̹Ĝşİ̹ĜŘŘŦƙĴİ̹
ƀŦ̹ İŵƟ˫̹bŅĴş˦̹ ŹĪŵĜŲňşŀ̹ƙňƀŅ̹ Ĝ̹ŞŦŦş̐ŹŅĜŲĴİ̹ ĩŘĜİĴ̹ƙŅĴş̹ ƀŅĴ̹ ŹŖňş̹ƙĜŹ̹
ŹƀňŘŘ̹ Ŧş̹ ƀŅĴ̹ ĿŵĜŞĴ˦̹ ƀŅĴ̹ ŲĜŵĪŅŞĴşƀ̹ ĩĴĪĜŞĴ̹ ŵĴĜİƟ̹ ƀŦ̹ ŵĴŞŦƘĴ̹ ĿŵŦŞ̹ ƀŅĴ̹
ĿŵĜŞĴ̹Ĝşİ̹ĪƄƀ̹ƀŦ̹ŹňƥĴ˫̹ ,Ŀ̹ ƀŅĴ̹ƀĜşşňşŀ̹ƙĜŹ̹şŦƀ̹ƀŅĜƀ̹ŀŦŦİ˦̹ ƀŅĴ̹ŦşŘƟ̹ŹňİĴ̹
ŦĿ̹ƀŅĴ̹ŘĴĜİĴŵ̹̐ƀŅĴ̹ŅĜňŵ̹ŹňİĴ̹̐ĪŦƄŘİ̹ĩĴ̹ƄŹĴİ˫̹)ŦƙĴƘĴŵ˦̹ňĿ̹ƀŅĴ̹ŲŵŦĪĴŹŹ̹ƙĜŹ̹
ŹĜƀňŹǬĴİ˦̹ ĩŦƀŅ̹ ŹňİĴŹ̹ ĪŦƄŘİ̹ĩĴ̹ƄŹĴİ̹ ƀŦ̹ƙŵňƀĴ˫̹AŦŵĴŦƘĴŵ˦̹ ĪĜŘĿŹŖňş˦̹ ĪĜŘŘĴİ̹
vellum˦̹ ƙĜŹ̹ ĜŘŹŦ̹ ƄŹĴİ̹ ĿŦŵ̹ ŘƄƞƄŵňŦƄŹ̹ ŅĜşİƙŵňƀƀĴş̹ ŞĜşƄŹĪŵňŲƀŹ̹ Ĝşİ̹
ƙĜŹ̹ ŲŵĴŲĜŵĴİ̹ ňş̹ ƀŅĴ̹ ŹĜŞĴ̹ƙĜƟ̹ ĜŹ̹ŞĴşƀňŦşĴİ̹ ĜĩŦƘĴ˰̹ ňş̹ #ňŀ˫̹ ʆʈ˦̹ ňƀ̹ ĪĜş̹
ĩĴ̹ŦĩŹĴŵƘĴİ̹ ƀŅĜƀ̹ŹŖňş̹ĜƀƀĜĪŅĴİ̹ƀŦ̹Ĝ̹ŅĴŵŹĴ̹ ƀŦ̹İŵƟ̹ĩĴĿŦŵĴ̹ƄŹĴ˫̹rňƀŅ̹ ƀŅĴ̹
ŦĩŹĴŵƘĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ƘĜŵňŦƄŹ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ňş̹�ŅĜŲƀĴŵ̹q,˦̹



ʆʉʈ

Fig. 13. Attaching a skin to a 
herse, Source: Clemens 
& Graham, (2007: 11).

Fig. 14. Reed Brush, obtained 
by soaking and beating the 
fibers, the Egyptian method; 
others various reed pen 
versions with or without metal 
reservoir, Source: Mediavilla, 
(1996: 39).

ňƀ̹ ĪĜş̹ ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ƄŹĜŀĴ̹ ŦĿ̹ƘĴŘŘƄŞ̹ ňŹ̹ şŦƀ̹ ƀŅĜƀ̹ ĪŦŞŞŦş˦̹ƙňƀŅ̹
ƘĜŵňŦƄŹ̹ĴƞĪĴŲƀňŦşŹ˦̹şĜŞĴŘƟ̹�ŵŦƙş˦̹ƙŅŦ̹ĴŞŲŘŦƟŹ̹ƘĴŘŘƄŞ̹ĿŦŵ̹ŅňŹ̹ƘĜŵňŦƄŹ̹
ŲŵŦœĴĪƀŹ̹ şŦƀ̹ œƄŹƀ̹ ĜŹ̹ Ĝ̹ ŞĜƀĴŵňĜŘ̹ ĩƄƀ̹ƙňƀŅ̹ ƀŅĴ̹ ĴŞŲŅĜŹňŹ̹ ŦĿ̹ ĪŦşĪĴŲƀƄĜŘ̹
ňİĴĜ̹ŦĿ̹ƄŹňşŀ̹ƀŅĴ̹ŹŖňş˫̹HşĪĴ̹ĜŀĜňş˦̹ ňƀ̹ ňŹ̹ŦĩŹĴŵƘĴİ̹ƀŅĴ̹ŞĜƀĴŵňĜŘŹ̹ŦĿ̹ ƀŅĴ̹
ƀŵĜİňƀňŦşĜŘ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪĜş̹ ĩĴ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ Ĝ̹ ŵĴĿĴŵĴşĪĴ̹ ĿŵŦŞ̹ ƀŅĴ̹ ŲĜŹƀ̹
ƀŅĜƀ̹ŲŵŦƘňİĴŹ̹ƘĜŵňŦƄŹ̹ŦŲŲŦŵƀƄşňƀňĴŹ̹ƀŦ̹ňşŹŲňŵĴ̹Ĝşİ̹ĴƞŲĴŵňŞĴşƀ̹ƙňƀŅ̹ƀŅĴ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ĜƀƀňƀƄİĴŹ̹ŦĿ̹ƀŦİĜƟ̝Ź̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˫̹

�ĴĿŦŵĴ̹ƀŅĴ̹ĴƞŲĜşŹňŦş̹ŦĿ̹ƄŹňşŀ̹ƀŅĴ̹ŹŖňş̹ĜŹ̹Ĝ̹ƙŵňƀňşŀ̹ŹƄŵĿĜĪĴ˦̹ŦşĴ̹ĪŦƄŘİ̹
şŦƀ̹ĴşĪŦƄşƀĴŵ̹Ĝ̹ŀŵĴĜƀ̹İĴĜŘ̹ŦĿ̹ ňŞŲŵŦƘĴŞĴşƀ̹ĜŹ̹Ĝ̹ŞŦŵĴ̹ŵĴǬşĴİ̹ĿŦŵŞ̹ŦĿ̹
ƙŵňƀňşŀ̹ ňşŹƀŵƄŞĴşƀ˫̹WĴĴİ̹ŲĴş̹ ˾#ňŀ˫̹ ʆʉ˿̹ƙĜŹ̹ƄŹĴİ̹İƄĴ̹ ƀŦ̹ ƀŅĴ̹ŲĜŲƟŵƄŹ̝Ź̹
ŵŦƄŀŅ̹ŹƄŵĿĜĪĴ˦̹ƙŅňĪŅ̹ƙĜŹ̹şŦƀ̹ƀŅĜƀ̹ĜŲŲŵŦŲŵňĜƀĴ̹ ĿŦŵ̹ǬşĴ˦̹ŹŞĜŘŘ̹ƙŵňƀňşŀ˫̹
�ŘŹŦ˦̹ƀŅĴ̹ŞĜƀĴŵňĜŘ̹ŞňŀŅƀ̹şŦƀ̹ŞĜŖĴ̹ňƀ̹ĴĜŹƟ̹ƀŦ̹ĴŘĜĩŦŵĜƀĴ̹ƀŅĴ̹ŹĪŵňŲƀ̹ƙňƀŅ̹
ǬşĴ̹İĴƀĜňŘŹ˫̹bŅĴ̹ŹĪŵňĩĴ̹ƙĜŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ĩĴ̹ĪĜŵĴĿƄŘ̹ƙŅĴş̹ƙŵňƀňşŀ̹Ŧş̹ƀŅĜƀ̹
ĿŵĜŀňŘĴ̹ŹƄŵĿĜĪĴ˫̹bŅĴ̹ŵŦƄşİĴİ̹ĿŦŵŞ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵ̹ĜŘŹŦ̹ĪŦƄŘİ̹ĩĴ̹ĪŅĜŘŘĴşŀňşŀ̹
ƀŦ̹ ĴƞĴĪƄƀĴ̹ Ŧş̹ ƀŅĜƀ̹ ŹƄŵĿĜĪĴ˫̹ WĴĴİ̹ ŲĴş̹ ňŹ̹ şŦƀ̹ ƀŅĜƀ̹ ĪŦŞŞŦş̹ ĜŞŦşŀ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ ƙŅňĪŅ̹ ĪĜş̹ ĩĴ̹ ĪŘĜňŞĴİ̹ ĜĿƀĴŵ̹ ƀŅĴ̹ İĴƀĜňŘĴİ̹
ŦĩŹĴŵƘĜƀňŦş̹Ĝşİ̹ĴƞĜŞňşĜƀňŦş̹ŦĿ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹
Ĝşİ̹ƘĜŵňŦƄŹ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ňş̹�ŅĜŲƀĴŵ̹q,˫
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Fig. 16. A part of a text from 
The Book of Kells (c. 800 A.D.), 
Source: Jackson, (1981: 60).

�ŦŞŲĜŵĴİ̹ ƀŦ̹ ŲĜŲƟŵƄŹ̹ ĜŹ̹ Ĝ̹ ŹƄŵĿĜĪĴ˦̹ ŲĜŵĪŅŞĴşƀ̹ Ĝşİ̹ ƘĴŘŘƄŞ̹ ĜŵĴ̹
ŹŞŦŦƀŅĴŵ˰̹ ĿŦŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ňƀ̹ŞĜƟ̹ ĴşĪŦƄŵĜŀĴ̹ ƀŅĴ̹ İĴƘĴŘŦŲŞĴşƀ̹ ŦĿ̹ şĴƙ̹
ŞĜƀĴŵňĜŘŹ˦̹ŹƄĪŅ̹ĜŹ̹ƀŅĴ̹ŴƄňŘŘ̹ŲĴş̹˾#ňŀ˫̹ʆʊ˿˦̹ƙŅňĪŅ̹ňŹ̹ŞĜİĴ̹ĿŵŦŞ̹ƀŅĴ̹ŹƀŵŦşŀ̹
ǭňŀŅƀ̹ĿĴĜƀŅĴŵŹ̹ŦĿ̹Ĝ̹ŀŦŦŹĴ̹Ŧŵ̹ŹŞĜŘŘ˦̹ŘĜŵŀĴ̹ĩňŵİŹ˫̹,ƀ̹ĜŘŹŦ̹ŲŵŦƘňİĴİ̹ƀŦ̹ƙŵňƀĴ̹
ŹŞĜŘŘ̹ŘĴƀƀĴŵŹ̹ǬşĴŘƟ̹ĿŦŵ̹ŘŦşŀ̹ŲĴŵňŦİŹ̹ƙňƀŅŦƄƀ̹ĜşƟ̹şĴĴİ̹ĿŦŵ̹ŵĴ̐ŹŅĜŵŲĴşňşŀ˫̹
�ĴŲĴşİňşŀ̹Ŧş̹ƀŅĴ̹ƀňŲ̹ŦĿ̹ƀŅĴ̹ŴƄňŘŘ̹Ĝşİ̹ňƀŹ̹ĪƄƀƀňşŀ˦̹ƀŅĴ̹ŅĴňŀŅƀ̹Ĝşİ̹ƙňİƀŅ̹
ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵ˦̹ŅĴşĪĴ̹ƀŅĴ̹ƀĴƞƀ˦̹ĪŦƄŘİ̹ĩĴ̹ĜŵŵĜşŀĴİ̹ŞŦŵĴ̹İĴŘňĪĜƀĴŘƟ˫

Fig. 15. Engravings of two quill 
pens, sharpened, ready to use, 
Source: Mediavilla, (1996: 23).

�Ź̹ŹŅŦƙş̹ňş̹#ňŀ˫̹ʆʋ˦̹Ĝ̹ŲĜŵƀ̹ŦĿ̹Ĝ̹ƀĴƞƀ̹ĿŵŦŞ̹The Book of Kells˦̹Ĝ̹ƙĴŘŘ̐ŖşŦƙş̹
ŞĜşƄŹĪŵňŲƀ̹ƙŵňƀƀĴş̹ňş̹,ŵĴŘĜşİ̹Ĝƀ̹9ĴŘŘŹ̹ňş̹ƀŅĴ̹,ŵňŹŅ̹Şonastery on the west 
ĪŦĜŹƀ̹ŦĿ̹[ĪŦƀŘĜşİ˦̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹İĴƀĜňŘŘƟ̹ňş̹ƀŅĴ̹ĿŦŘŘŦƙňşŀ̹ŲĜŀĴŹ˫̹,ƀ̹ňŹ̹ŦşĴ̹
ŦĿ̹ƀŅĴ̹ňşŹŲňŵĜƀňŦşĜŘ̹ŞĜşƄŹĪŵňŲƀŹ̹ƀŅĜƀ̹�ŵŦƙş̹ŞĜňşŘƟ̹ĴŞŲŘŦƟŹ̹Ĝşİ̹ŵĴƘĴĜŘŹ̹
ŅňŹ̹ ŵĴĿĴŵĴşĪĴŹ̹ ƀŦ̹ŅňŹ̹ƘĜŵňŦƄŹ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲňĴĪĴŹ˦̹ŲŦňşƀňşŀ̹ ƀŦ̹ ƀŅĴ̹ ŹƀƟŘĴŹ̹ŦĿ̹
ňƀŹ̝̹ ňŘŘƄŞňşĜƀňŦşŹ̹Ŧŵ̹ ŹĪŵňŲƀ̹ ƀŅĜƀ̹ƙĜŹ̹ƙŵňƀƀĴş̹ĩƟ˫̹ ,ƀ̹ƙĜŹ̹ƙŵňƀƀĴş̹ĩƟ̹fşĪňĜŘ̹
ŞĜœƄŹĪƄŘĴ̹ Ĝşİ̹)ĜŘĿ̐ fşĪňĜŘ̹ƙňƀŅ̹ŴƄňŘŘ̹ ŲĴşŹ˫̹�Ź̹ ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ˦̹ ƀŅĴ̹ŴƄňŘŘ̹
ĜŘŘŦƙŹ̹ ĿŦŵ̹ƙŵňƀňşŀ̹ƘĴŵƟ̹ǬşĴ̹İĴƀĜňŘŹ̹ĜŹ̹ƙĴŘŘ̹ĜŹ̹ ňƀ̹ŦǣĴŵŹ̹ ƀŦ̹ĪŵĴĜƀĴ̹ĪŦşƀŵĜŹƀ̹
ĩĴƀƙĴĴş̹ƀŅĴ̹ƀŅňş̹Ĝşİ̹ƀŅňĪŖ̹ŹƀŵŦŖĴŹ̹ƀŅĜƀ̹ĜǣĴĪƀ̹ƀŅĴ̹ĪŦŘŦŵ̹ŦĿ̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ƀĴƞƀ˫

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ ĜĿƀĴŵ̹ ƄŹňşŀ̹ ŲĜŵĪŅŞĴşƀ̹ Ĝşİ̹ ƘĴŘŘƄŞ˦̹ ƀŅĴ̹ ňşƘĴşƀňŦş̹
ŲĜŲĴŵ̹ƙĜŹ̹ǬŵŹƀ̹ŞĜİĴ̹ĩƟ̹ƀŅĴ̹�ŅňşĴŹĴ˫̹bŹ̝Ĝň̹;Ƅş̹˾Ī˫̹ʊʅ̹̹̏ʆʇʆ̹��˿̹Ĝşİ̹�ƄŵŦŲĴ̹
ĜĪƀƄĜŘŘƟ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ƄŹĴİ̹ňƀ̹ĩĴĿŦŵĴ̹ƀŅĴ̹ĜİƘĴşƀ̹ŦĿ̹Ųŵňşƀňşŀ̹ƀĴĪŅşŦŘŦŀƟ˫̹,ƀ̹
ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ ƀŅĴ̹ǬŵŹƀ̹ŲĜŲĴŵ̹ŞňŘŘ̹ƙĜŹ̹ĴŹƀĜĩŘňŹŅĴİ̹ ňş̹#ĜĩŵňĜşŦ̹ ňş̹ ,ƀĜŘƟ̹
ĜŵŦƄşİ̹ƀŅĴ̹ƟĴĜŵ̹ʆʇʋʍ̐ʌʋ̹Ĝşİ̹ƙĜŹ̹ŞŦŹƀŘƟ̹ŞĜİĴ̹ĿŵŦŞ̹ǭĜƞ˦̹ŅĴŞŲ˦̹Ŧŵ̹ŘňşĴş̹
˾ĪĴŘŘƄŘŦŹĴ˿̹ƙŅňĪŅ̹ƙĜŹ̹ŦĩƀĜňşĴİ̹ ĿŵŦŞ̹ĪŘŦƀŅ̹ ŵĜŀŹ̹ Ŧŵ̹ ŹŅňŲ̹ ŹĜňŘŹ˦̹ ĜŘŹŦ̹ ŹĪŵĜŲ̹
ŲĜŲĴŵ̹ňş̹ŘĜƀĴ̹ŞĴİňĴƘĜŘ̹�ƄŵŦŲĴ̹˾�ŘĴŞĴşŹ̹Λ̹$ŵĜŅĜŞ˦̹ʇʅʅʌ˿˫

�şŦƀŅĴŵ̹ƀŦŦŘ̹ƀŅĜƀ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ŲŵŦİƄĪĴİ̹Ĝşİ̹ŲŵŦŞŦƀĴİ̹ňŹ̹ƀŅĴ̹ŞĴƀĜŘ̹şňĩ˰̹
ĜŹ̹ŹŅŦƙş̹ňş̹#ňŀ˫̹ʆʌ˦̹Ĝ̹ŹňŞŲŘĴ̹ƙŵňƀňşŀ̹ƀŦŦŘ̹ŦǣĴŵŹ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ƀŦ̹ĪŵĴĜƀĴ̹
ƘĜŵňŦƄŹ̹ƀŅňş̹Ĝşİ̹ƀŅňĪŖ̹ŹƀŵŦŖĴŹ̹İĴŲĴşİňşŀ̹Ŧş̹ƀŅĴ̹ƙňİƀŅ̹ŦĿ̹ƀŅĴ̹ƀňŲ̹ŦĿ̹ƀŅĴ̹



ʆʉʊ

Fig. 17. Broad nib pens with 
different cuttings, and two 
different pointed pen nibs with 
different form and flexibility, 
Source: Mediavilla, (1996: 48).

şňĩ˫̹,ƀ̹ƙĜŹ̹ŲŵŦİƄĪĴİ̹ĜĿƀĴŵ̹ƀŅĴ̹ŞĴƀĜŘ̹ŲĴşŹ̹ŞĜİĴ̹Ĝ̹ŹŦŘňİ̹ŞĴƀĜŘ̹ŖşŦƙş̹ƀŦ̹
ŹĪŵňĩĴŹ̹ĿŵŦŞ̹ƀŅĴ̹ĴĜŵŘňĴŹƀ̹ƀňŞĴŹ˫̹qĜŵňŦƄŹ̹ĪŦŞŲĜşňĴŹ̹ŞĜşƄĿĜĪƀƄŵĴ̹ŞĴƀĜŘ̹
şňĩŹ̹ĿŵŦŞ̹ƘĜŵňŦƄŹ̹ŞĜƀĴŵňĜŘŹ̹ňş̹İňǣĴŵĴşƀ̹ŹŅĜŲĴŹ˫̹�ŘŹŦ˦̹ƀŅĴ̹ŹĴşŹňĩňŘňƀƟ̹ŦĿ̹
ƀŅĴ̹şňĩ̹ƀŦ̹ƀŅĴ̹ŲŵĴŹŹƄŵĴ˦̹ƀŅĴ̹ŵĴŹĴŵƘŦňŵ˦̹Ĝşİ̹ƀŅĴ̹ĪŅĜşşĴŘ̹ŦĿ̹ƀŅĴ̹ƀňŲ̹ŦĿ̹ƀŅĴ̹
şňĩ̹ƀŅĜƀ̹ŘĴĜİŹ̹ƀŅĴ̹ňşŖ̹ǭŦƙ˦̹ĪĜş̹ĜǣĴĪƀ̹ƀŅĴ̹ĿŦŵŞ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵ˫

,ş̹ ƀŅĴ̹ ŘňŀŅƀ̹ ŦĿ̹ ƀŅĴ̹ ŦĩŹĴŵƘĜƀňŦş̹ Ĝşİ̹ ŵĴŹĴĜŵĪŅ˦̹ ĜŘŹŦ̹ ŲĜŵƀňĪňŲĜƀĴ̹ ňş̹ ƀŅĴ̹
ƘĜŵňŦƄŹ̹ ŘŦşŀ̐ƀĴŵŞ̹ Ĝşİ̹ ŹŅŦŵƀ̐ƀĴŵŞ̹ ĪŦƄŵŹĴŹ̹ Ĝşİ̹ƙŦŵŖŹŅŦŲŹ̹ ĜƀƀĜĪŅĴİ̹ ĜŹ̹
�ŲŲĴşİňƞ̹�˰̹ƀŅĴ̹ŞĴƀĜŘ̹şňĩ̹ňŹ̹Ĝ̹ŅňŀŅŘƟ̹ŲŵĴĿĴŵĜĩŘĴ̹Ĝşİ̹ƄŹĴİ̹ŞĜƀĴŵňĜŘ˦̹ĪŅŦŹĴş̹
İĴŲĴşİňşŀ̹Ŧş̹ƀŅĴ̹ŹƀƟŘĴŹ̹ƀŅĜƀ̹ƀŅĴ̹ŲĜŵƀňĪňŲĜşƀŹ̹ƙňŘŘ̹ĩĴ̹ŲŵĜĪƀňĪňşŀ˫̹)ĴşĪĴ˦̹
ŘŦŦŖňşŀ̹Ĝƀ̹ƀŅĴ̹ĪƄŵŵĴşƀ̹ŹňƀƄĜƀňŦş˦̹ƀŅĴ̹ŞĜƀĴŵňĜŘŹ̹Ĝşİ̹ƀŦŦŘŹ̹ƄŹĴİ̹ƀŦİĜƟ̹ĜŵĴ̹
ŴƄňƀĴ̹ İňƘĴŵŹĴ˰̹ ŅŦƙĴƘĴŵ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ŹĜňİ̹ ƀŅĜƀ̹ ƀŅĴŹĴ̹ ĴĜŵŘňĴŵ̹ŞĜƀĴŵňĜŘŹ̹ Ĝşİ̹
ƀŦŦŘŹ̹ŞĴşƀňŦşĴİ̹ŅĴŵĴ̹ĜŵĴ̹ŹƀňŘŘ̹şĴƙ̹ĿŦŵ̹ƟŦƄşŀ̹ŲŵĜĪƀňƀňŦşĴŵŹ̹İĴĜŘňşŀ̹ƙňƀŅ̹
ƀŅĴŹĴ̹ŞĜƀĴŵňĜŘŹ̹ĿŦŵ̹ƀŅĴ̹ǬŵŹƀ̹ƀňŞĴ˫̹�ŲĜŵƀ̹ĿŵŦŞ̹ƀĴĪŅşňĪĜŘ̹ŲŦŹŹňĩňŘňƀňĴŹ˦̹ƀŅĴ̹
ŞĜƀĴŵňĜŘŹ̹ŞŦŹƀŘƟ̹ƄŹĴİ̹ ĩƟ̹ ĪĜŘŘňŀŵĜŲŅňŹƀŹ̹ƙŅŦ̹ŲŵĴĿĴŵ̹ŞĜşƄĜŘ̹ ŲŵŦİƄĪƀňŦş̹
ƙňŘŘ̹ĩĴ̹İňŹĪƄŹŹĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
ĴƞĜŞňşĴİ˫̹)ĴşĪĴ˦̹ňƀ̹ƙňŘŘ̹ĩĴ̹ŅĴŘŲĿƄŘ̹ƀŦ̹ŞĴşƀňŦş̹ƀŅĴ̹ĜşĪňĴşƀ̹ƙŵňƀňşŀ̹ŹƀƟŘĴŹ̹
ĿŦŵŞƄŘĜƀĴİ̹ ĩƟ̹ ƀŅĴ̹ ĴŵĜŹ̝̹ şĴĴİŹ̹ Ĝşİ̹ ƀĴĪŅşňĪĜŘ̹ ŲŦŹŹňĩňŘňƀňĴŹ̹ Ĝşİ̹ ňşŹŲňŵĴ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ƀŦ̹ŵĴňşƀĴŵŲŵĴƀ̹ƀŅĴŞ̹Ŧŵ̹ŵĴĴƘĜŘƄĜƀĴ̹ƀŅĴ̹ĿŦŵŞŹ̹
ƀŦ̹ĪŵĴĜƀĴ̹ŲĴŵŹŦşĜŘ̹ŹƀƟŘĴŹ̹Ŧŵ̹ĜƀƀňƀƄİĴŹ̹ĜĩŦƄƀ̹ƀŅĴŞ˫

3.5. Ancient scripts of Western calligraphy

bŅŵŦƄŀŅŦƄƀ̹ƀŅĴ̹ŅňŹƀŦŵƟ̹ŦĿ̹rĴŹƀĴŵş̹�ĜŘŘňŀŵĜŲŅƟ˦̹ŹĪŵňŲƀŹ̹ŅĜƘĴ̹ƄşİĴŵŀŦşĴ̹
ŹňŀşňǬĪĜşƀ̹ ĪŅĜşŀĴŹ̹ Ĝşİ̹ ƀŵĜşŹĿŦŵŞĜƀňŦşŹ˦̹ Ĝşİ̹ şĴƙ̹ ŹƀƟŘĴŹ̹ ƙňƀŅ̹ ŀŵĴĜƀ̹
ƘĜŵňĴƀƟ̹ ňş̹ ĴƞĴĪƄƀňŦş̹ ĴŞĴŵŀĴİ̹ Ĝşİ̹ İĴƘĴŘŦŲĴİ̹ ĿŦŵ̹ ŲĜŵƀňĪƄŘĜŵ̹ ŲƄŵŲŦŹĴŹ̹
ŦĿ̹ƀŅĴňŵ̹ĴŵĜ˫̹TŵŦĿŦƄşİŘƟ̹ňşǭƄĴşĪĴİ̹ĩƟ̹ƀŅĴ̹şĴĴİŹ˦̹ƀĴĪŅşňĪĜŘ̹ĜİƘĜşĪĴŹ̹ňş̹
ƙŵňƀňşŀ̹ŹƄŵĿĜĪĴŹ˦̹şĜŞĴŘƟ̹ĪŘĜƟ˦̹ŹƀŦşĴ˦̹ƙĜƞ̹ƀĜĩŘĴƀŹ˦̹ƙŦŦİ˦̹ŞĴƀĜŘ˦̹ŲĜŲƟŵƄŹ˦̹
ŲĜŵĪŅŞĴşƀ˦̹Ŧŵ̹ƘĴŘŘƄŞ˦̹Ĝşİ̹ƙŵňƀňşŀ̹ŞĜƀĴŵňĜŘŹ̹ŹƄĪŅ̹ĜŹ̹Ĝ̹ŵĴĴİ˦̹ĪŅňŹĴŘ˦̹ŴƄňŘŘ˦̹
ĩŵŦĜİ̹ şňĩ̹ ŲĴş˦̹ ŞŦŵĴŦƘĴŵ˦̹ ŲĴŵĪĴŲƀňŦşŹ̹ ŦĿ̹ ƀŅĴ̹ ƀňŞĴ̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ĪŦşƀĴşƀ̹
Ĝşİ̹ĪŦşƀĴƞƀ˦̹ŵĴŀňŦşĜŘ̹Ĝşİ̹şĜƀňŦşĜŘ̹ƘĜŵňĜƀňŦşŹ˦̹ŲŦŘňƀňĪĜŘ̹Ĝşİ̹ŀĴŦŲŦŘňƀňĪĜŘ̹
ĿĜĪƀŦŵŹ̹şĜŞĴŘƟ̹Ĝş̹ňşƘĜİĴŵ̹ƙŅŦ̹ĩŵňşŀŹ̹ŹŲŦŖĴş̹Ĝşİ̹ƙŵňƀƀĴş̹ŘĜşŀƄĜŀĴ̹ĜŹ̹
Ĝ̹ŲĜŵƀ̹ŦĿ̹ƀŅĴňŵ̹ĪƄŘƀƄŵĴ̹ƙŅňĪŅ̹ŦƘĴŵĜŘŘ̹ŅĜİ̹ĜǣĴĪƀĴİ̹ƀŅĴ̹ĿŦŵŞ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵ˫

�Ź̹ŞĴşƀňŦşĴİ̹ ňş̹�ŅĜŲƀĴŵ̹ ,,˦̹ ƀŅĴ̹ƙŦŵİ̹ŹĪŵňŲƀ̹ŵĴĿĴŵŹ̹ ƀŦ̹ ƀŅĴ̹ŹŲĴĪňǬĪ̹ŹƀƟŘĴ̹
ƄŹĴİ̹ƀŦ̹ĪŦŲƟ̹ƀŅĴ̹ƀĴƞƀ̹Ŧŵ̹ŅĜşİƙŵňƀƀĴş̹ŞĜşƄĜŘŹ̹ƄŹĴİ̹ĩƟ̹ŞĴİňĴƘĜŘ̹ŹĪŵňĩĴŹ˫̹
[ĪŵňŲƀŹ̹ĜŵĴ̹ĩĜŹĴİ̹Ŧş̹ĪŦşƘĴşƀňŦşŹ̹Ĝşİ̹ĜŘŹŦ̹İĴŲĴşİ̹Ŧş̹ ƀŅĴ̹ŅĜĩňƀŹ̹ŦĿ̹ ƀŅĴ̹
ŹĪŵňĩĴŹ̹Ĝşİ̹ŵĴĜİĴŵŹ˫̹,ƀ̹ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴ̹ŹĪŵňĩĴ̹İňİ̹şŦƀ̹şĴĪĴŹŹĜŵňŘƟ̹ĪŵĴĜƀĴ̹
Ĝ̹şĴƙ̹ŹƀƟŘĴ̹ŦƄƀ̹ŦĿ̹ŵĴĜŹŦş˫̹bŅĴ̹ŹňŀşňǬĪĜşƀ̹ĪŅĜşŀĴ̹ŲŵŦĩĜĩŘƟ̹ŦĪĪƄŵŵĴİ̹ĩƟ̹
ƀĴĪŅşňĪĜŘ̹ňşşŦƘĜƀňŦşŹ̹ňş̹ƀĴŵŞŹ̹ŦĿ̹ŞĜƀĴŵňĜŘŹ˦̹ƀŦŦŘŹ˦̹Ĝşİ̹ƀĴĪŅşňŴƄĴŹ˦̹ƙŅňĪŅ̹
ĪĜş̹ĩĴ̹ŞŦİňǬĴİ̹ŲƄŵŲŦŹĴŘƟ̹ƀŦ̹ŦĩƀĜňş̹şĴƙ̹ŹƀƟŘĴŹ̹˾[ŞňƀŅ̹Λ̹;ňŀŅƀ˦̹ʇʅʆʋ˿˫

�ŅĜŲŲĴŘŘ̹ Ĝşİ̹ �ŵňşŀŅƄŵŹƀ̹ ˾ʇʅʅʅ˿̹ ŹƀĜƀĴ̹ ƀŅĜƀ̹ ƀŅĴ̹ ŅňŹƀŦŵƟ̹ ŦĿ̹ ƀŅĴ̹ AĴİňĴƘĜŘ̹
ŹĪŵňŲƀŹ̹ ŹƀĜŵƀŹ̹ ĿŵŦŞ̹bŵĜœĜş̝Ź̹ ƀňŞĴ̹ ˾ʎʍ̐ʆʆʌ̹��˿̹ ƀŦ̹$ƄƀĴşĩĴŵŀ̹ ˾ƀŅĴ̹ǬĿƀĴĴşƀŅ̹



ʆʉʋ

ĪĴşƀƄŵƟ˿˫̹�Ź̹ ňş̹ŞŦŹƀ̹ŦĿ̹ ƀŅĴ̹ĩŦŦŖŹ̹ĜĩŦƄƀ̹ƀŅĴ̹ŅňŹƀŦŵƟ̹Ĝşİ̹ĴƘŦŘƄƀňŦş̹ŦĿ̹ ƀŅĴ̹
rĴŹƀĴŵş̹ �ĜŘŘňŀŵĜŲŅƟ̹ ŹĪŵňŲƀŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ )ĜŵŵňŹ˦̹ The Art of Calligraphy: A 
Practical Guide to the Skills and Techniques̹ ˾ʆʎʎʊ˿˰̹[ƀŵňĩŘĴƟ˦̹The Calligraphy 
Source Book: The essential reference for all calligraphers̹ ˾ʆʎʍʋ˿˰̹ �ŵŦŀňş˦̹
Medieval Calligraphy: its history and techniques̹˾ʆʎʍʎ˿˰̹#ĴŵŵĜŵŦ˦̹AĴƀĪĜŘĿ˦̹Ĝşİ̹
ŦƀŅĴŵŹ˦̹The Art of Calligraphy & Lettering̹ ˾ʇʅʆʆ˿˰̹)ĜŵŵňŹ˦̹The Calligrapher’s 
Bible̹˾ʇʅʅʈ˿̹Ĝşİ̹AĴİňĜƘňŘŘĜ˦̹From Calligraphy to Abstract Painting̹˾ʆʎʎʋ˿˦̹ňş̹
ƙŅňĪŅ̹ƀŅĴ̹ŹƀƄİƟ̹ŹƀĜŵƀŹ̹Ĝƀ̹ ƀŅĴ̹ŲŦňşƀ̹ƙŅĴŵĴ̹WŦŞĜş̹ ŘĴƀƀĴŵĿŦŵŞŹ̹ĪĜŞĴ̹ ňşƀŦ̹
ĴƞňŹƀĴşĪĴ˫̹[ňşĪĴ̹ňƀ̹ňŹ̹şŦƀ̹Ĝ̹ĪŦŞŲŘĴƀĴ̹ŅňŹƀŦŵňĪĜŘ̹ĴƘŦŘƄƀňŦş̹ŦĿ̹ŞĴİňĴƘĜŘ̹ƀňŞĴŹ˦̹
ŞŦŵĴ̹ĜƀƀĴşƀňŦş̹ƙňŘŘ̹ĩĴ̹ŀňƘĴş̹ƀŦ̹ƀŅĴ̹ŹĪŵňŲƀŹ˦̹ƙŅňĪŅ̹ĜŵĴ̹ƀŅĴ̹ŞŦŹƀ̹ŖşŦƙş̹Ĝşİ̹
ŲŦŹŹňĩŘƟ̹ňşǭƄĴşƀňĜŘ̹Ĝşİ̹ƙňŘŘ̹ĩĴ̹ŘĜƄşĪŅĴİ̹ƙňƀŅ̹WŦŞĜş̹ŘĴƀƀĴŵĿŦŵŞŹ˫

bŅĴ̹ WŦŞĜş̹ ŹƟŹƀĴŞ̹ ŦĿ̹ ŹĪŵňŲƀŹ̹ ňŹ̹ ĪŘĜňŞĴİ̹ ƀŦ̹ ŦĪĪƄŲƟ̹ ĿŵŦŞ̹ ƀŅĴ̹ ŲĴŵňŦİ̹ ŦĿ̹
�ŞŲĴŵŦŵ̹�ƄŀƄŹƀƄŹ̹˾ʈʆ̹��̐ʆʉ̹��˿̹ƀŦ̹ƀŅĴ̹ŲĜŲĜĪƟ̹ŦĿ̹$ŵĴŀŦŵƟ̹ƀŅĴ̹$ŵĴĜƀ̹˾ʊʎʅ̐
ʋʉʉ˿˫̹ rňƀŅňş̹ ƀŅňŹ̹ ŹĪŵňĩĜŘ̹ ĜĪƀňƘňƀƟ̹ Ĝşİ̹ ŘňƀĴŵĜĪƟ̹ ŦĿ̹ �şƀňŴƄňƀƟ˦ ̹ Ĝ̹ ŹƟŹƀĴŞ̹ ŦĿ̹
ŹĪŵňŲƀ̹ ĴŞĴŵŀĴİ̹ ƀŅĜƀ̹ƙĜŹ̹ ĜİĜŲƀĴİ̹ ƀŦ̹ Ĝ̹ƙňİĴ̹ƘĜŵňĴƀƟ̹ŦĿ̹ƙŵňƀƀĴş̹ ĿŦŵŞŹ˫̹bŅĴ̹
ŦƀŅĴŵ̹ĪĜƀĴŀŦŵňƥĜƀňŦş̹ňŹ̹ŞĜİĴ̹ĩĴƀƙĴĴş̹ŞĜœƄŹĪƄŘĴ̹Ĝşİ̹ŞňşƄŹĪƄŘĴ̹ŅĜşİ˫̹bŅĴ̹
ŞĜœƄŹĪƄŘĴ̹ŅĜşİ̹ Ī˾ĜŲňƀĜŘ̹ƙŵňƀňşŀ˿̹ƙĜŹ̹ƙŵňƀƀĴş̹ĴşƀňŵĴŘƟ̹ ňş̹ĪĜŲňƀĜŘŹ̹Ĝşİ̹ƄŹĴİ̹
ŞĜňşŘƟ̹ ĿŦŵ̹ ňşŹĪŵňŲƀňŦşŹ˫̹ ,ƀ̹ ĜŘŹŦ̹ ŅĜŹ̹ ƀƙŦ̹ ŖňşİŹ˰̹ [ŴƄĜŵĴ̹�ĜŲňƀĜŘŹ̹ Ĝşİ̹WƄŹƀňĪ̹
�ĜŲňƀĜŘŹ̹ĴƘŦŘƘĴİ̹ĿŵŦŞ̹Ĝ̹ĪŦŞŞŦş̹ŹŦƄŵĪĴ˦̹ Ĝşİ̹ĩŦƀŅ̹ĜŵĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ŞŦşŦŘňşĴ̹
ĪĜŲňƀĜŘŹ̹ƄŹĴİ̹ĜŵŦƄşİ̹ƀŅĴ̹ŞňİİŘĴ̹ŦĿ̹ƀŅĴ̹ǬŵŹƀ̹ĪĴşƀƄŵƟ̹���̹˾�ŘĜƟƀŦş˦̹ ʇʅʆʈ˿˫

�̹ ŅňĴŵĜŵĪŅňĪĜŘ̹ ŵĜşŀĴ̹ ĩĴŀĜş̹ ƙňƀŅ̹ [ŴƄĜŵĴ̹ �ĜŲňƀĜŘŹ̹ ĿŦŵ̹ ŞŦşƄŞĴşƀĜŘ̹
ĴŲňŀŵĜŲŅňĪ̹ ňşŹĪŵňŲƀňŦşŹ̹ Ĝşİ̹ ƙĜŹ̹ ƄŹĴİ̹ ĿŦŵ̹ ŅňŀŅ̐ŀŵĜİĴ̹ ŞĜşƄŹĪŵňŲƀŹ˫̹
WƄŹƀňĪ̹ �ĜŲňƀĜŘ˦̹ ƀŅĴ̹ ŞŦŵĴ̹ ǭƄňİ˦̹ ƙĜŹ̹ ƙŵňƀƀĴş̹ ĿŦŵŞ̹ ĴƞĴĪƄƀĴİ̹ ƙňƀŅ̹ ƀŅĴ̹
ŵĴĴİ̹ ŲĴş̹ ˾calamus˿˫̹ bŅĴŹĴ̹ ƀƙŦ̹ ĪĜŲňƀĜŘ̹ ĿŦŵŞŹ̹ ĜŵĴ̹ ƄşİĴŵ̹ ƀŅĴ̹ ŀĴşŵĴ̹ ŦĿ̹
ƀŅĴ̹ ĿŦŵŞĜŘ̹ ŹĪŵňŲƀ˫̹ bŅĴ̹ ňşĿŦŵŞĜŘ̹ ƘĴŵŹňŦş̹ ňŹ̹ ĪĜŘŘĴİ̹HŘİ̹ WŦŞĜş̹�ƄŵŹňƘĴ˦̹
ƄŹĴİ̹ ĿŦŵ̹ ĜİŞňşňŹƀŵĜƀňƘĴ̹ ŲƄŵŲŦŹĴŹ˦̹ ĪŦŵŵĴŹŲŦşİĴşĪĴ˦̹ Ĝşİ̹ ĴƘĴŵƟİĜƟ̹
ŅĜşİƙŵňƀňşŀ˫̹bŅĴŵĴ̹ňŹ̹ĜŘŹŦ̹Ĝ̹ŹƀƟŘĴ̹ŦĿ̹fşĪňĜŘ̹ƀŅĜƀ̹ňŹ̹Ĝ̹ĿŦŵŞĜŘ̹ŹĪŵňŲƀ̹Ĝşİ̹Ĝ̹
ŹŘňŀŅƀŘƟ̹ŞŦŵĴ̹ŵĜŲňİ̹ĿŦŵŞ̹ĪĜŘŘĴİ̹)ĜŘĿ̐fşĪňĜŘ̹ƀŅĜƀ̹ŞňşňŞňƥĴŹ̹ƀŅĴ̹ŹƀŵŦŖĴ˫̹
�ĜŵŦŘňşĴ̹ŞňşƄŹĪƄŘĴ˦̹BĜƀňŦşĜŘ̹ŅĜşİŹ˦̹TŵŦƀŦŀŦƀŅňĪ˦̹ Ĝşİ̹$ŦƀŅňĪ̹ƘĴŵŹňŦşŹ̹
ƙĴŵĴ̹ƄŘƀňŞĜƀĴŘƟ̹ƄŹĴİ̹ĩĴĿŦŵĴ̹ĜŹ̹ĜşĪĴŹƀŦŵŹ̹ŦĿ̹)ƄŞĜşňŹƀ̹ŹĪŵňŲƀ̹ƀŅĜƀ̹ƙĴŵĴ̹
ƄŘƀňŞĜƀĴŘƟ̹ňşŹŲňŵĴİ̹ŞŦİĴŵş̹ƀƟŲĴĿĜĪĴŹ̹˾�ŵŦƙş˦̹ʆʎʎʈ˿˫

)ĴşĪĴ˦̹ ƀŅňŹ̹ ŲĜŵƀ̹ ŹƀĜŵƀŹ̹ƙňƀŅ̹WŦŞĜş̹�ĜŲňƀĜŘŹ˦̹ ĿŦŵŞĴİ̹ĩƟ̹ĩŵƄŹŅ˦̹ƙŅňĪŅ̹
ňŹ̹ ŅňŀŅŘƟ̹ ŹňŀşňǬĪĜşƀ̹ Ĝşİ̹ ňŹ̹ ĜŘŹŦ̹ İňŹĪƄŹŹĴİ̹ ƙŅĴƀŅĴŵ̹ ňƀ̹ ňŹ̹ Ĝ̹ ŹƀƟŘĴ̹ ŦĿ̹
ĪĜŘŘňŀŵĜŲŅƟ˫̹bŅĴ̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦş̹ŅĜİ̹ĴƘŦŘƘĴİ̹ĜŵŦƄşİ̹ƀŅĴ̹
ĩŵŦĜİ̹ ĴİŀĴ̹ ƀŦŦŘ̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ ƀŅĴ̹ ĩŵƄŹŅ˫̹ )ŦƙĴƘĴŵ˦̹ ŲŵĜĪƀňĪĴŹ̹ ƀŦİĜƟ̹ ĩƟ̹
ŲŵĜĪƀňƀňŦşĴŵŹ˦̹ŞĴ̹ňşĪŘƄİĴİ˦̹İƄĴ̹ƀŦ̹ƀŅĴ̹ƙĜƟ̹ŦĿ̹ŞĜşňŲƄŘĜƀňşŀ̹ƀŅĴ̹ĩŵƄŹŅ˦̹
ƙŅňĪŅ̹İŦĴŹ̹şŦƀ̹ĴƞňŹƀ̹ňş̹ĜŘŞŦŹƀ̹ƀŅĴ̹ŵĴŹƀ̹ŦĿ̹ƀŅĴ̹ŹĪŵňŲƀŹ˦̹ŹĴĴŞ̹ĜŘŘƄŵňşŀ̹ƀŦ̹
ĜŲŲŵĴĪňĜƀĴ̹Ĝşİ̹ĜİĜŲƀ˫̹,ƀ̹ňŹ̹ĜŘŹŦ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŹĪŵňŲƀ̹ŹƀƟŘĴŹ̹ƀŅĜƀ̹ňŹ̹ŹƀňŘŘ̹ƀĜƄŀŅƀ̹
ňş̹ƙŦŵŖŹŅŦŲŹ̹Ŧŵ̹ĪŦƄŵŹĴŹ˦̹ĜŹ̹ŹĴĴş̹ ňş̹ƀŅĴ̹ĜŲŲĴşİňƞ˫̹AŦŹƀŘƟ̹ ĿŦĪƄŹňşŀ̹Ŧş̹
ƀŅĴ̹ĩĜŹňĪ̹ŹƀŵŦŖĴŹ̹ŦĿ̹ƀŅňŹ̹ŹƀƟŘĴ˦̹,̹ĜŞ̹ĜŘŹŦ̹ňşŹŲňŵĴİ̹ƀŦ̹ĴŞŲŘŦƟ̹ƀŅĴŞ̹ĿŵŦŞ̹
ŞƟ̹Ŧƙş̹ƙŦŵŖ̹Ĝşİ̹ŦƀŅĴŵ̹ŞĜœŦŵ̹ŹƀƟŘĴŹ̹ƀŅĜƀ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ŅĴŵĴ̹Ĝşİ̹
ŞƟ̹Ŧƙş̹ƙŦŵŖŹ̹ňş̹�ŅĜŲƀĴŵ̹q,,˫̹bŅƄŹ˦̹ňƀ̹ĜňŞŹ̹ƀŦ̹ŲŵŦƘňİĴ̹ƘĜŵňŦƄŹ̹ŅňŹƀŦŵňĪĜŘ̹
ňşĿŦŵŞĜƀňŦş̹ĜĩŦƄƀ̹ŹĴŘĴĪƀĴİ̹ŞĜœŦŵ̹ĜşĪňĴşƀ̹ŹĪŵňŲƀŹ̹ƀŦ̹ŀňƘĴ̹ŹŦŞĴ̹ňşŹňŀŅƀ̹
ňşƀŦ̹ƀŅĴŹĴ̹ŅĜşİŹ̹ƀŅĜƀ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŞĜňşŘƟ̹ňşƀĴŵŲŵĴƀ˫
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Fig. 18. above Inscription 
at the base of Trajan’s Column, 

below Recreation of the text 
of the Trajan inscription using 
Adobe Trajan, Source: Shaw, 
(2014: 5).

3.5.1. Roman Capitals (Capitalis Monumentalis, Classical Roman 
Capitals, Imperial Capitals)

bŅĴ̹ ĴĜŵŘňĴŹƀ̹ ĴƞĜŞŲŘĴ̹ ŦĿ̹ WŦŞĜş̹�ĜŲňƀĜŘŹ̹ ˾capitalis monumentalis˿˦̹ ĜŘŹŦ̹
ĪĜŘŘĴİ̹�ŘĜŹŹňĪĜŘ̹WŦŞĜş̹�ĜŲňƀĜŘŹ̹Ŧŵ̹ ,ŞŲĴŵňĜŘ̹�ĜŲňƀĜŘŹ˦̹İĜƀĴŹ̹ĩĜĪŖ̹ƀŦ̹ʉʈ̹
��˦̹ĪĜŞĴ̹ňşƀŦ̹ŲŵŦŞňşĴşĪĴ̹ňş̹ƀŅĴ̹ĴĜŵŘƟ̹ǬŵŹƀ̹ĪĴşƀƄŵƟ̹��˦̹Ĝşİ̹ŘĜŹƀĴİ̹ňşƀŦ̹
ƀŅĴ̹ǬĿƀŅ̹ĪĴşƀƄŵƟ˫̹�Ƅŵňşŀ̹Ĝ̹ŘŦşŀ̹ŅňŹƀŦŵƟ̹ŦĿ̹ŹĪŵňŲƀŹ˦̹ňƀ̹ŅĜİ̹ŵĴƘňƘĴİ̹Ĝ̹ĪŦƄŲŘĴ̹
ŦĿ̹ƀňŞĴŹ˫̹bŅĴ̹ǬŵŹƀ̹ŵĴƘňƘĜŘ̹İĜƀĴŹ̹ĩĜĪŖ̹ƀŦ̹ƀŅĴ̹ĴňŀŅƀŅ̹ĪĴşƀƄŵƟ˦̹ƙŅňĪŅ̹ŵĴŘĜƀĴŹ̹
ƀŦ̹�ŅĜŵŘĴŞĜŀşĴ̹˾ʌʉʇ̐ʍʆʉ̹��˿˦̹ƙŅŦ̹ŅĜİ̹Ĝş̹ĜňŞ̹ƀŦ̹ŵĴĪŵĴĜƀĴ̹ƀŅĴ̹ĪƄŘƀƄŵĴ̹
ŦĿ̹ ƀŅĴ̹ WŦŞĜş̹ �ŞŲňŵĴ˫̹ ,ş̹ �ŅĜŵŘĴŞĜŀşĴ̝Ź̹ ƀňŞĴ˦̹ ƀŅĴ̹ ,ŞŲĴŵňĜŘ̹ WŦŞĜş̹
ĪĜŲňƀĜŘŹ˦̹ ĪĜŘŘĴİ̹ capitalis quadrate ƙňƀŅ̹ ŲĴş̐ŞĜİĴ̹ ĿŦŵŞ˦̹ƙĴŵĴ̹ ƀŅĴ̹ ǬŵŹƀ̹
ŹĪŵňŲƀ̹ňş̹ƀŅĴ̹ŅňĴŵĜŵĪŅƟ̹ŦĿ̹ŹĪŵňŲƀŹ̹ňş̹ƀŅĴ̹ƀĴƞƀ˦̹ĿŦŘŘŦƙĴİ̹ňş̹İĴŹĪĴşİňşŀ̹Ĝşİ̹
ĪŅŵŦşŦŘŦŀňĪĜŘ̹ ŦŵİĴŵ̹ ĩƟ̹ ŵƄŹƀňĪŹ˦̹ ƄşĪňĜŘŹ˦̹ Ĝşİ̹ ƀŅĴ̹ �ĜŵŦŘňşĴ̹ŞňşƄŹĪƄŘĴŹ˦̹
ƙŅňĪŅ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹Ŧş̹ĿŦŘŘŦƙňşŀ̹ŲĜŀĴŹ˫̹bŅĴ̹ŹĴĪŦşİ̹ŵĴƘňƘĜŘ̹ƙĜŹ̹ňş̹
ƀŅĴ̹ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹ĜŹ̹Ĝ̹ŲĜŵƀ̹ŦĿ̹Ĝş̹ ňşƀĴŵĴŹƀ̹ ňş̹ƀŅĴ̹Ĝŵƀ̹Ĝşİ̹ĪƄŘƀƄŵĴ̹ŦĿ̹
$ŵĴĴŖ̹Ĝşİ̹WŦŞĜş̹ĜşƀňŴƄňƀƟ̹ŦĿ̹ƀŅĴ̹,ƀĜŘňĜş̹WĴşĜňŹŹĜşĪĴ˫

�ŦşŹňİĴŵňşŀ̹ƀŅĴŹĴ̹ŵĴİňŹĪŦƘĴŵňĴŹ̹ŦĿ̹ƀŅĴ̹WŦŞĜş̹�ĜŲňƀĜŘŹ˦̹ƀŅňŹ̹ŹĪŵňŲƀ̹ŅĜŹ̹
ĩĴĪŦŞĴ̹Ĝ̹ŹƀĜşİĜŵİ̹ƀŦ̹œƄİŀĴ̹ƀŅĴ̹ĿŦŵŞ̹ŦĿ̹ĜŘŘ̹ŦƀŅĴŵ̹ĪĜŲňƀĜŘŹ˫̹bŅĴ̹ŹŲĴĪňǬĪ̹
ĴƞĪĴŘŘĴşĪĴ̹ ŦĿ̹ ŞŦşƄŞĴşƀĜŘ̹ ƙŵňƀňşŀ̹ ňŹ̹ ĪŘĜňŞĴİ̹ ĜŹ̹ ňƀŹ̹ ̚ŲĴŵŞĜşĴşĪĴ˦̹
ŲŵŦŲŦŵƀňŦş˦̹ ĴƘĴşşĴŹŹ̹ Ĝşİ̹ ňŞŲŵĴŹŹňƘĴşĴŹŹ̛̹ ˾�ňŵňşŀĴŵ˦̹ ʆʎʋʇ˥̹ ʆʋʍ˿˫̹
WŦŞĜş̹ �ĜŲňƀĜŘŹ̹ ĪĜş̹ ŦĩŹĴŵƘĴ̹ ƀŅĴŹĴ̹ ŴƄĜŘňƀňĴŹ̹ ƙňƀŅ̹ ƀŅĴ̹ ŅňŀŅĴŹƀ̹
ŲĴŵĿĴĪƀňŦş̹ ňş̹ ƀŅĴňŵ̹ ĪĜŵĴĿƄŘŘƟ̹ ŲŵŦŲŦŵƀňŦşĴİ̹ ŘĴƀƀĴŵĿŦŵŞŹ̹ ĴƞĴĪƄƀĴİ̹
ĩĴƀƙĴĴş̹ŲĜŵĜŘŘĴŘ̹ŀƄňİĴŘňşĴŹ˫

�̹ǬşĴ̹ĴƞĜŞŲŘĴ̹ŦĿ̹ƀŅĴ̹WŦŞĜş̹�ĜŲňƀĜŘŹ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ňş̹ƀŅĴ̹ňşŹĪŵňŲƀňŦş̹Ŧş̹
ƀŅĴ̹ĩĜŹĴ̹ŦĿ̹bŵĜœĜş̝Ź̹�ŦŘƄŞş̹˾ʆʅʌ̐ʆʆʈ̹��˿̹ňş̹WŦŞĴ̹˾#ňŀ˫̹ʆʍ˿˫̹bŅĴ̹ňşŹĪŵňŲƀňŦş̹
ƙĜŹ̹ƙŵňƀƀĴş̹ƙňƀŅ̹ƀŅĴ̹,ŞŲĴŵňĜŘ̹�ĜŲňƀĜŘŹ̹ƀŦ̹ĪŦŞŞĴŞŦŵĜƀĴ̹ƀŅĴ̹ŹƄĪĪĴŹŹĿƄŘ̹
WŦŞĜş̹ĪĜŞŲĜňŀş̹ĪŦŞŞňŹŹňŦşĴİ̹ĩƟ̹�ŞŲĴŵŦŵ̹bŵĜœĜş̹˾ʎʍ̹̐ʆʆʌ̹��˿̹˾[ŅĜƙ˦̹
ʇʅʆʊ˿˫̹bŵĜœĜş̹�ŦŘƄŞş̹ŅĜŹ̹ĜŲŲŵŦƞňŞĜƀĴŘƟ̹ʉʉ˦ʍ̹ŞĴƀĴŵŹ̹ŅňŀŅ˦̹ĪŦŞŲŦŹĴİ̹ŦĿ̹
ƀŅňŵƀƟ̐ĿŦƄŵ̹ŞĜŵĩŘĴ̹ĩŘŦĪŖŹ˫̹,ƀ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ƀŅĴ̹�ĜĪňĜş̹ƙĜŵŹ̹˾ĩĴƀƙĴĴş̹ʆʅʆ̏
ʆʅʇ̹Ĝşİ̹ʆʅʊ̏ʆʅʋ˿̹ňŘŘƄŹƀŵĜƀňŦş̹ŦĿ̹Ĝ̹ŹŲňŵĜŘ̹ĩĜşİ̹ĩĜŹ̐ŵĴŘňĴĿ̹ĴŵĴĪƀĴİ̹ĩƟ̹ƀŅĴ̹
ŹĴşĜƀĴ̹Ĝşİ̹ŲĴŦŲŘĴ̹ŦĿ̹WŦŞĴ̹˾$ŦƄİƟ˦̹ʆʎʋʈ˿˫
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WŦŞĜş̹,ŞŲĴŵňĜŘ̹�ĜŲňƀĜŘŹ̹ňŹ̹İĴŹĪŵňĩĴİ̹ĜŹ̹ƀŅĴ̹WŦŞĜş̹�ŞŲňŵĴ̝Ź̹ŲŵňşĪňŲĜŘ̹
ŘĴƀƀĴŵĿŦŵŞ̹ ĿŦŵ̹ ňşŹĪŵňŲƀňŦşŹ˦̹ ǬŵŹƀ̹ƙŵňƀƀĴş̹ İňŵĴĪƀŘƟ̹ ŦşƀŦ̹ ƀŅĴ̹ ŹƀŦşĴ̹ƙňƀŅ̹
ĩŵƄŹŅĴŹ̹ Ĝşİ̹ ƀŅĴş̹ ĪƄƀ̹ ňşƀŦ̹ ƀŅĴ̹ ŹƄŵĿĜĪĴ̹ ƀŦ̹ ŞĜŖĴ̹ ƀŅĜƀ̹ ĩŵƄŹŅ̐ƙŵňƀňşŀ̹
ŲĴŵŞĜşĴşƀ˫̹�Ź̹ŞĴşƀňŦşĴİ̹ ĩĴĿŦŵĴ˦̹ ĜşĪňĴşƀ̹ƙŵňƀňşŀ̹ ŹƀƟŘĴŹ̹ ňş̹ ƀŅĴ̹rĴŹƀ˦̹
ƀŅĴ̹ŲĴş̹ Ĝşİ̹ĩŵŦĜİ̹şňĩ̹ŞĴƀĜŘ̹ ŲĴş̹ ĜŵĴ̹İňŵĴĪƀŘƟ̹ ŵĴŘĜƀĴİ̹ ƀŦ̹ ĪŦşƘĴşƀňŦşĜŘ̹
ƙŵňƀňşŀ˦̹Ĝşİ̹�ŅňşĴŹĴ̹ňŹ̹ĩŦƄşİ̹ƀŦ̹ĩŵƄŹŅ̹ƙŵňƀňşŀ˫̹)ŦƙĴƘĴŵ˦̹ĩŵƄŹŅ̹ƙŵňƀňşŀ̹
ƙĜŹ̹ ŲŵĜĪƀňĪĴİ̹ Ŧş̹ ŹƀŦşĴ˦̹ ŹƀƄĪĪŦ˦̹ Ŧŵ̹ ŲŵĴŲĜŵĴİ̹ ĩŦĜŵİŹ̹ İƄŵňşŀ̹ ƀŅĴ̹ ŘŦşŀ̹
ŅňŹƀŦŵƟ̹ŦĿ̹ƙŵňƀňşŀ̹ňş̹ƀŅĴ̹rĴŹƀ˫̹bŅĴ̹İňǣĴŵĴşĪĴ̹ňŹ̹ƀŅĴ̹ƀƟŲĴ̹ŦĿ̹ĩŵƄŹŅ̹ƀŅĜƀ̹
ƙĜŹ̹ƄŹĴİ˫̹�ŅňşĴŹĴ̹ŅĜŹ̹ĩĴĴş̹ƄŹĴİ̹ƀŦ̹ŲŵĜĪƀňĪĴ̹ƙňƀŅ̹Ĝ̹ŲŦňşƀĴİ̹ƀňŲ˦̹ƙŅňŘĴ̹
ňş̹ƀŅĴ̹rĴŹƀ˦̹Ĝ̹ĩŵƄŹŅ̹ƙňƀŅ̹Ĝ̹ŹŴƄĜŵĴ̹ĪƄƀ̹ƙĜŹ̹ƄŹĴİ̹ĿŦŵ̹ƀŅĴ̹WŦŞĜş̹�ĜŲňƀĜŘ̹
ŹƀƟŘĴ̹˾�ŘĜƟƀŦş˦̹ʇʅʆʈ˿˫̹bŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦş˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹
�ŅňşĴŹĴ̹Ĝşİ̹7ĜŲĜşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,q˫

�ĜƀňĪŅ˦̹ƙňƀŅ̹ ŅňŹ̹ ĩŦŦŖŹ̹ ĴşƀňƀŘĴİ̹ Letter Redrawn from Trajan Inscription in 
Rome̹˾ʆʎʋʆ˿̹Ĝşİ̹The Origin of the Serif ˾ʆʎʎʆ˿˦̹ŲŵŦƘňİĴŹ̹ĴŹŹĴşƀňĜŘ̹ňşĿŦŵŞĜƀňŦş̹
Ĝşİ̹ ƄşİĴŵŹƀĜşİňşŀ̹ ŦĿ̹ ƀŅĜƀ̹ ŹĪŵňŲƀ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ Ŧş̹ ƀŅĴ̹ bŵĜœĜş̹ ňşŹĪŵňŲƀňŦş̹
˾#ňŀ˫̹ ʆʎ˿˫̹)Ĵ̹ĪŦşŹňİĴŵŹ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ̹ƙňƀŅ̹ ƀŅĴňŵ̹ ŹĴŵňĿŹ̹Ŧş̹ ƀŅĴ̹ ĪŦŘƄŞş̹ĜŹ̹ ƀŅĴ̹
ǬşĴŹƀ̹ĴƞĜŞŲŘĴ̹ŦĿ̹şŦƀ̹ĪŅňŹĴŘ̐ĪƄƀ̹ŘĴƀƀĴŵňşŀ̹ĩƄƀ̹Ĝ̹ǭĜƀ˦̹ǭĴƞňĩŘĴ̹ĩŵƄŹŅ˫̹

Fig. 19. Catich’s basic brush 
strokes for Imperial Capitals, 
Source: Catich, (1991: 220-221).

#ňŀ˫̹ ʆʎ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ƀŅĴ̹ ĩĜŹňĪ̹ ŹƀŵŦŖĴŹ̹ ŦĿ̹ �ĜƀňĪŅ̹ ƀŅĜƀ̹ ĜŵĴ̹ şĴĪĴŹŹĜŵƟ̹ ƀŦ̹
ĪŦşŹƀŵƄĪƀ̹ƀŅĴ̹WŦŞĜş̹�ĜŲňƀĜŘ̹ŘĴƀƀĴŵŹ˫̹�ŘŘ̹ŹƀŵŦŖĴŹ̹ŵĴŴƄňŵĴ̹Ĝ̹ŹŲĴĪňǬĪ̹ƀƟŲĴ̹
ŦĿ̹ŞĜşňŲƄŘĜƀňŦş̹ŦĿ̹ƀŅĴ̹ƀňŲ̹ŦĿ̹ƀŅĴ̹ĩŵƄŹŅ̹ƀŦ̹ĪŵĴĜƀĴ̹ƀŅĴ̹ƀŅňĪŖ̹Ĝşİ̹ƀŅňş̹ŲĜŵƀŹ̹
Ĝşİ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̝̹ĿĴĴƀ˫̹

�ĜƀňĪŅ̹ŹƄŞŞĜŵňƥĴŹ̹WŦŞĜş̹�ĜŲňƀĜŘŹ̝̹ĴƞĴĪƄƀňŦş̹Ŧş̹ƀŅĴ̹ŹƀŦşĴ̹ĜŹ̹Ĝ̹ƙŅŦŘĴ̹
ŲŵŦĪĴŹŹ̹ ĜŹ̹ ĿŦŘŘŦƙŹ˥̹ ǬŵŹƀ˦̹ ƀŅĴ̹ ĪŅĜŵĜĪƀĴŵŹ̹ ĜŵĴ̹ ĪĜŵĴĿƄŘŘƟ̹ ŦƄƀŘňşĴİ˦̹ ĩŵƄŹŅ̹
ƙŵňƀƀĴş̹ ňşĪŘƄİĴİ̹ ƀŅĴňŵ̹ ŹĴŵňĿŹ˦̹ ƀŅĴş̹ĪŅĜŵĜĪƀĴŵŹ̹ĜŵĴ̹ ĪƄƀ̹ ňş̹ ŹƀŦşĴ˦̹ Ĝşİ̹Ĝƀ̹
ŘĜŹƀ˦̹ ƀŅĴƟ̹ ĜŵĴ̹ ŲĜňşƀĴİ̹ ƙňƀŅ̹ ŵĴİ̐ŦŵĜşŀĴ̹ ˾�ĜƀňĪŅ˦̹ ʆʎʎʆ˿˫̹ �Ź̹ ŞĴşƀňŦşĴİ̹
ĩĴĿŦŵĴ˦̹ ƀŅňŹ̹ ĪŘĜňŞ̹ ňŹ̹ ŅňŀŅŘƟ̹ ŹňŀşňǬĪĜşƀ̹ İƄĴ̹ ƀŦ̹ ĪŦşƘĴşƀňŦşĜŘ̹ rĴŹƀĴŵş̹
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ƙŵňƀňşŀ̹ ňş̹ ƀĴŵŞŹ̹ ŦĿ̹ ŞĜƀĴŵňĜŘŹ̹ Ĝşİ̹ ƀŦŦŘŹ˫̹ rŅňŘĴ̹ ĜşĪňĴşƀ̹ ƙŵňƀňşŀ̹ ňŹ̹
ŦĿƀĴş̹ ŖĴŲƀ̹ ĴŴƄĜŘ̹ƙňƀŅ̹ ƀŅĴ̹ ĪŅňŹĴŘ̹ Ŧŵ̹ ĩŵŦĜİ̐ĴİŀĴ̹ ŲĴş̹ ňş̹ ƀŅĴ̹rĴŹƀ˦̹ #Ĝŵ̹
�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŘƙĜƟŹ̹ŵĴŞĜňşŹ̹ƙňƀŅ̹ƀŅĴ̹ĩŵƄŹŅ̹ƙŵňƀňşŀ˫̹,ş̹�ĜƀňŹŅ̝Ź̹
ĜŵŀƄŞĴşƀ˦̹ WŦŞĜş̹ ĪĜŲňƀĜŘŹ̹ƙĴŵĴ̹ ǬŵŹƀ̹ƙŵňƀƀĴş̹ şŦƀ̹ ĩƟ̹ ŀĴŦŞĴƀŵňĪ̹ ƀŦŦŘŹ̹
ŹƄĪŅ̹ĜŹ̹Ĝ̹ĪŅňŹĴŘ̹Ŧŵ̹ƀŅĴ̹ĩŵŦĜİ̐ĴİŀĴ̹ŲĴş̹ĩƄƀ̹ĩƟ̹ĩŵƄŹŅ̹ƙŵŦƀĴ̹ŞĴĜşŹ̹ƀŅĜƀ̹
ƀŅĴ̹ŘĴƀƀĴŵŹ̹ƙĴŵĴ̹İŵĜƙş˦̹şŦƀ̹ƙŵňƀƀĴş̹ĜŹ̹ňş̹ŦƀŅĴŵ̹ŹĪŵňŲƀŹ˫

bŅĴ̹ ŹĪŵňŲƀ̹ ňŹ̹ ĪŅĜŵĜĪƀĴŵňƥĴİ̹ ĩƟ̹ ƘĜŵƟňşŀ̹ ƙňİƀŅŹ̹ ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ˦̹ ƙŦŵİ̹
ŹŲĜĪňşŀ˦̹ Ĝşİ̹ ŀĴşĴŵŦƄŹ̹ ŞĜŵŀňşŹ̹ ƙňƀŅ̹ ŹƄĩƀŘĴ̹ ĜİœƄŹƀŞĴşƀŹ̹ ŦĿ̹ ŹĪĜŘĴ̹
ĿŵŦŞ̹ ŘňşĴ̹ ƀŦ̹ ŘňşĴ̹ ˾[ŅĜƙ˦̹ ʇʅʆʊ˿˫̹ bŅĴ̹ ŘĴƀƀĴŵŹ̹ ŅĜƘĴ̹ ŞŦİĴŹƀ̹ ƀŅňĪŖ̹ Ĝşİ̹
ƀŅňş̹ ĪŦşƀŵĜŹƀ̹ƙňƀŅ̹ ĩŵĜĪŖĴƀĴİ̹ ŹĴŵňĿŹ˫̹ �ŘŘ̹ ŘĴƀƀĴŵŹ̹ ĜŵĴ̹ ŦŲƀňĪĜŘŘƟ̹ ĩĜŘĜşĪĴİ̹
ňşİňƘňİƄĜŘŘƟ˫̹ bŅĴ̹ ŘĴƀƀĴŵ̹ ̚7˦̹ 9˦̹ f˦̹r˦̹ x˦̹ Ĝşİ̹ ~̛̹ ĜŵĴ̹ŞňŹŹňşŀ̹ İƄĴ̹ ƀŦ̹ şŦƀ̹
ĩĴňşŀ̹ňş̹ƀŅĴ̹WŦŞĜşŹ̝̹;Ĝƀňş̹ĜŘŲŅĜĩĴƀ̹Ĝƀ̹ƀŅĜƀ̹ƀňŞĴ˫̹bŅĴ̹ŘĴƀƀĴŵŹ̝̹ƙĴňŀŅƀ̹ňŹ̹
İĴƀĴŵŞňşĴİ̹ĩƟ̹ƀŅĴ̹ŵĜƀňŦ̹ŦĿ̹ƀŅĴ̹ƀŅňĪŖşĴŹŹ̹ŦĿ̹ƀŅĴ̹ŹƀŵŦŖĴ̹ƀŦ̹ŘĴƀƀĴŵ̹ŅĴňŀŅƀ˦̹
Ĝşİ̹ƘĜŵňŦƄŹ̹ŲŵŦŲŦŵƀňŦşŹ̹ŵĜşŀĴ̹ĿŵŦŞ̹ʆ˥ʍ̹ƀŦ̹ʆ˥ʆʇ˦̹ƀŅŦƄŀŅ̹ʆ˥ʎ̹Ĝşİ̹ʆ˥ʆʅ̹ĜŵĴ̹
ƀŅĴ̹ ŞŦŹƀ̹ ĪŦŞŞŦş˫̹ �şŦƀŅĴŵ̹ ňŞŲŦŵƀĜşƀ̹ İĴƀĜňŘ̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ňşŹĪŵňŲƀňŦş̹
ňŹ̹ ƀŅĴ̹ĪĜŘĪƄŘĜƀňŦş̹ŦĿ̹ ƀŅĴ̹ŲĴŵŹŲĴĪƀňƘĴ̹Ĝşİ̹ ƀŅĴ̹İňŹƀĜşĪĴ̹ŦĿ̹ ƀŅĴ̹ ŘĴŀňĩňŘňƀƟ˫̹
bŅĴ̹ĪŘŦŹĴŵ̹ŲĜŵƀ̹ŦĿ̹ƀŅĴ̹bŵĜœĜş̹ňşŹĪŵňŲƀňŦşŹ̹ƀŦ̹ƀŅĴ̹ǭŦŦŵ̹ƙĜŹ̹ƙŵňƀƀĴş̹ƙňƀŅ̹
ŹŞĜŘŘĴŵ̹ĪĜŲňƀĜŘ̹ŘĴƀƀĴŵŹ̹ƀŅĜş̹ƀŅĴ̹ňşŹĪŵňŲƀňŦş̝Ź̹ƄŲŲĴŵ̹ŲĜŵƀ˫̹)ĴşĪĴ̹ňƀ̹ƙŦƄŘİ̹
ĩĴ̹ŞƄĪŅ̹ĴĜŹňĴŵ̹ƀŦ̹ŵĴĜİ̹ƀŅĴ̹ƀĴƞƀ̹˾,ĩňİ˫˿˫

bŅĴŹĴ̹ĜŵĴ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹ƀŅĜƀ̹,̹ĜŘŹŦ̹ŵĴŀƄŘĜŵŘƟ̹ĴŞŲŘŦƟ̹Ĝşİ̹ŲŵĜĪƀňĪĴ̹ŦƘĴŵ̹Ĝşİ̹
ŦƘĴŵ̹ ĜŀĜňş̹ƙňƀŅ̹ ƀŅĴ̹ ĩŵƄŹŅ̹ ƀŦ̹ İŦŞňşĜƀĴ̹ ƀŅĴ̹ŞĜşňŲƄŘĜƀňŦş̹ ƀĴĪŅşňŴƄĴŹ̹
ƀŅĜƀ̹ ňŹ̹ ŅňŀŅŘƟ̹ İňǣĴŵĴşƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ ŵĴŹƀ̹ ŦĿ̹ ƀŅĴ̹ ĜşĪňĴşƀ̹ ŹƀƟŘĴŹ̹ ƀŅĜƀ̹ ňŹ̹
ŞĴşƀňŦşĴİ̹ ňş̹ ƀŅňŹ̹ ŲĜŵƀ˫̹ bŅŵŦƄŀŅ̹ ĿŦĪƄŹňşŀ̹ Ŧş̹ ƀŅĴ̹ ŹƀŵŦŖĴŹ̹ Ĝşİ̹ŞŦƘĴŹ̹
ƀŅĜƀ̹ŹĴŵƘĴ̹ƀŅĴ̹ĪŦşŹƀŵƄĪƀňŦş̹ŦĿ̹ƀŅĴ̹WŦŞĜş̹ĪĜŲňƀĜŘŹ˦̹ŞƟ̹ĜňŞ̹ňŹ̹ŞŦŹƀŘƟ̹ƀŦ̹
ĪŵĴĜƀĴ̹Ĝ̹ĪŦŞŲŦŹňƀňŦş̹ƙňƀŅ̹ƀŅĴŹĴ̹ŞŦƘĴŹ̹Ĝşİ̹ŹƀŵŦŖĴŹ̹ƙňƀŅŦƄƀ̹ƙŵňƀňşŀ̹ĜşƟ̹
ƀĴƞƀ̹Ŧŵ̹Ĝ̹ƙŦŵİ˦̹ĜŹ̹ƙňŘŘ̹ĩĴ̹ŹĴĴş̹Ĝşİ̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,,˦̹ĜŹ̹ƙĴŘŘ̹ĜŹ̹
ƘĜŵňŦƄŹ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹,ƀ̹ňŹ̹ŦşĴ̹
ŦĿ̹ƀŅĴ̹ŹňŀşňǬĪĜşƀ̹ŵĴĿĴŵĴşĪĴŹ̹ĿŵŦŞ̹ƀŅĴ̹ƀŵĜİňƀňŦş̹ƀŅĜƀ̹ĪĜş̹ŲŵŦƘňİĴ̹ƘĜŵňŦƄŹ̹
ŲŦŹŹňĩňŘňƀňĴŹ̹ƀŦ̹ĜİĜŲƀ̹Ĝşİ̹ŵĴǭĴĪƀ̹ĜŹ̹Ĝş̹ĴƞŲŵĴŹŹňƘĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙŦŵŖ˫
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3.5.2. Square Capitals (Capitalis Quadrata)

)ĴŵĴ˦̹ ĜşŦƀŅĴŵ̹ ŹňŀşňǬĪĜşƀ̹ ŹtylĴ̹ ňŹ̹ [ŴƄĜŵĴ̹ �ĜŲňƀĜŘŹ̹ ˾capitalis quadrata˿˦̹
ƙŅňĪŅ̹ĜŵĴ̹ŞĜňşŘƟ̹ƄŹĴİ̹ĿŦŵ̹ĪĜŵƘĴİ̹ňşŹĪŵňŲƀňŦşŹ˰̹ŅŦƙĴƘĴŵ˦̹ƀŅĴƟ̹ĜŵĴ̹ŵĜŵĴŘƟ̹
ƄŹĴİ̹ ĜŹ̹ Ĝ̹ ĿŦŵŞĜŘ̹ ĩŦŦŖ̹ ŅĜşİ̹ ƀŅĜƀ̹ ĜŵĴ̹ ŦĪĪĜŹňŦşĜŘŘƟ̹ ĿŦƄşİ̹ ĜŹ̹ İňŹŲŘĜƟ̹
ŅĴĜİňşŀŹ̹ňş̹ŞĜşƄŹĪŵňŲƀŹ˫̹,ƀ̹ƙĜŹ̹ƄŹĴİ̹ŲŵŦĩĜĩŘƟ̹ĿŵŦŞ̹ƀŅĴ̹ŹĴĪŦşİ̹ĪĴşƀƄŵƟ̹
ƄşƀňŘ̹ĜĩŦƄƀ̹ƀŅĴ̹Ĵşİ̹ŦĿ̹ƀŅĴ̹ǬĿƀŅ̹ĪĴşƀƄŵƟ̹˾7ŦŅşŹƀŦş˦̹ʆʎʆʌ˿̹ĿŦŵ̹ŞŦşƄŞĴşƀĜŘ̹
ĴŲňŀŵĜŲŅňĪ̹ ňşŹĪŵňŲƀňŦşŹ˫̹�Ź̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ňş̹#ňŀ˫̹ʇʅ˦̹Ĝ̹ŲĜŀĴ̹ŦĿ̹Virgil 
(Codex Augusteus)̹ ŲŵĴŹĴŵƘĴİ̹ ňş̹ ƀŅĴ̹qĜƀňĪĜş̹�ŲŦŹƀŦŘňĪ̹;ňĩŵĜŵƟ˦̹ ƀŅĴ̹ ƀĴƞƀ̹
ňŹ̹ƙŵňƀƀĴş̹ĩĴƀƙĴĴş̹ ƀƙŦ̹ƘňŵƀƄĜŘ̹ ŘňşĴŹ˦̹ ňş̹ƙŅňĪŅ̹ĴĜĪŅ̹ ŘĴƀƀĴŵ̹ ňŹ̹ŀĴşĴŵĜŘŘƟ̹
ŦĿ̹ ƀŅĴ̹ ŹĜŞĴ̹ ŅĴňŀŅƀ˫̹ ,ƀŹ̝̹ ŘĜŵŀĴ̹ ĿŦŵŞŹ̹ƙňƀŅ̹ ĪŦşŹňİĴŵĜĩŘĴ̹ƙňİƀŅ̹ ŵĴŴƄňŵĴ̹
ŞĜƞňŞƄŞ̹ŹŲĜĪĴ˫̹bŅĴ̹ƀŅňĪŖşĴŹŹ̹Ŧŵ̹ƀŅňşşĴŹŹ̹ŦĿ̹ŹƀŵŦŖĴ̹ňş̹ŘĴƀƀĴŵ̹ĿŦŵŞ̹ĪĜş̹
ĩĴ̹ŹĜňİ̹ŀĴşĴŵĜŘŘƟ̹ĩĜŹĴİ̹Ŧş̹Ĝ̹ŹŴƄĜŵĴ̐ĪƄƀ̹ŲĴş̹Ĝƀ̹Ĝ̹ĪĴŵƀĜňş̹ĜşŀŘĴ˫̹

�Ź̹ƀŅĴ̹ŲĴş̹İŵĜƙŹ̹Ĝƀ̹Ĝ̹ĪŦşŹƀĜşƀ̹ĜşŀŘĴ˦̹ ƀŅĴ̹ƀŅňĪŖ̹Ĝşİ̹ƀŅňş̹ŹƀŵŦŖĴŹ̹ƟňĴŘİ˦̹ ĜŹ̹ĪĜş̹
ĩĴ̹ŦĩŹĴŵƘĴİ̹ňş̹ƀŅĴ̹ĿŦŵŞ̹ŦĿ̹ƀŅĴ̹ĪĜŲňƀĜŘ̹̚H̛̹˾ĜŹ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ňş̹ƀŅĴ̹İĴƀĜňŘ̹ŦĿ̹#ňŀ˫̹
ʇʆ˿˰̹ňş̹ŦŵİĴŵ̹ƀŦ̹ĜĪŅňĴƘĴ̹ƀŅĴ̹ŲŵĴĪňŹĴ̹ĿŦŵŞ˦̹ ŘĴƀƀĴŵŹ̹ƙĴŵĴ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ĩĴ̹ƙŵňƀƀĴş̹
ŹŘŦƙŘƟ̹ƀŅĜƀ̹ĪĜş̹ĩĴ̹ĩƄňŘƀ̹ƄŲ̹ƙňƀŅ̹ŞƄŘƀňŲŘĴ̹ŹƀŵŦŖĴŹ̹Ŧş̹ĴĜĪŅ̹ŘĴƀƀĴŵĿŦŵŞ˫

�Ɵ̹ĜşĜŘƟƥňşŀ̹ŅŦƙ̹ƀŅĴ̹[ŴƄĜŵĴ̹�ĜŲňƀĜŘ̹ƙĜŹ̹ĩƄňŘƀ˦̹ ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹
ňƀ̹ƙĜŹ̹İĴŹňŀşĴİ̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ĴƘŦŘƘĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ŹĪŵňĩĴ̝Ź̹ŅĜşİ˫̹�Ź̹ ňƀŹ̹
ĿŦŵŞ̹ƘňŵƀƄĜŘŘƟ̹ŵĴŹĴŞĩŘĴŹ̹ƀŅĴ̹ĿŦŵŞ̹ŦĿ̹ŞŦİĴŵş̹ĩŘŦĪŖ̹ĪĜŲňƀĜŘŹ˦̹ ňƀ̹ŞĜƟ̹ĩĴ̹
ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴ̹ŦşŘƟ̹İňǤĪƄŘƀƟ̹ňş̹ŵĴĜİňşŀ̹ňƀ̹ňŹ̹ĩĜŹĴİ̹Ŧş̹ƀŅĴ̹ĿĜĪƀ̹ƀŅĜƀ̹ƀŅĴ̹
ƀĴƞƀ̹ƙĜŹ̹ƙŵňƀƀĴş̹ƙňƀŅŦƄƀ̹ŹĴŲĜŵĜƀňŦş˦̹ƙŅňĪŅ̹ňŹ̹ĪĜŘŘĴİ̹scriptura continua˦̹
ƙŅňĪŅ̹ŞĴĜşŹ̹ĪŦşƀňşƄŦƄŹ̹ŹĪŵňŲƀ˫̹

;ňŀĜƀƄŵĴŹ̹Ĝşİ̹ĜĩĩŵĴƘňĜƀňŦşŹ̹ĜŵĴ̹şŦƀ̹ŦĿƀĴş̹ƄŹĴİ̹ĜŹ̹ ňş̹ƀŅĴ̹ŦƀŅĴŵ̹ ĿŦŵŞĜŘ̹
ŹĪŵňŲƀ̹ ŹƀƟŘĴŹ˫̹ )ĴşĪĴ̹ ňƀ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ ŞĴşƀňŦş̹ ƀŅĜƀ̹ ŹŴƄĜŵĴ̹ ĪĜŲňƀĜŘ˦̹
ƙňƀŅ̹WŦŞĜş̹�ĜŲňƀĜŘŹ˫̹)ŦƙĴƘĴŵ˦̹ ƀŅĴƟ̹ĜŵĴ̹ ƀŅĴ̹ĩĜŹňĪ̹İĴŹňŀşŹ̹ ĿŦŵ̹ ƀŦİĜƟ̝Ź̹
ĪĜŲňƀĜŘ̹ŘĴƀƀĴŵŹ˰̹ňƀ̹ňŹ̹ĴƘňİĴşƀ̹ƀŅĜƀ̹WŦŞĜş̹ŘĴƀƀĴŵŹ̹Ŧş̹bŵĜœĜş̝Ź̹�ŦŘƄŞş̹ĜŵĴ̹
ĿŵĴŴƄĴşƀŘƟ̹ ƄŹĴİ̹ ňş̹ ĪƄŵŵĴşƀ̹ ĜŲŲŘňĪĜƀňŦşŹ˦̹ ĴŹŲĴĪňĜŘŘƟ̹ ňş̹ ŅňŹƀŦŵƟ̐ƀŅĴŞĴİ̹
ƙŦŵŖŹ̹ƙňƀŅ̹ ŵĴĿĴŵĴşĪĴ˫̹ ,ş̹ ĜİİňƀňŦş˦̹ ňƀ̹ ňŹ̹ ŲŦŹŹňĩŘĴ̹ ƀŦ̹ ŹĜƟ̹ ƀŅĜƀ̹ ňş̹ ƀŦİĜƟ̝Ź̹
ĪĜŘŘňŀŵĜŲŅƟ̹ĪŦƄŵŹĴ̹ƀŵĜňşňşŀ˦̹ƀŅĴƟ̹ĜŵĴ̹ƀƙŦ̹ĩĜŹňĪ̹ƙŵňƀňşŀ̹ƀƟŲĴŹ̹ĪŅŦŹĴş̹ĿŦŵ̹
ƀŅĴ̹ĜŲŲŘňĴİ̹ŲŵĜĪƀňĪĴŹ̹ŦĿ̹ŞĜœƄŹĪƄŘĴ˫ 
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Fig. 21. Detail of the Square 
Capitals letterforms is 
extracted from Fig. 20 (the 
seventh line from the top), 
written “prima ceres ferro 
mortalis vertere terram.”

Fig. 20. Vatican City, Biblioteca 
Apostolica Vaticana, Vat. 
Lat. 3256, f.3v, Virgil (Codex 
Augusteus), 4th century, Four 
lines decorated initial A, 
Source: Brown, (1993: 17) 
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3.5.3. Rustic Capitals

�şŦƀŅĴŵ̹ŞĜœƄŹĪƄŘĴ̹ŅĜşİ˦̹WƄŹƀňĪ̹�ĜŲňƀĜŘŹ˦̹ĜŲŲĴĜŵĴİ̹ňş̹ƀŅĴ̹ǬŵŹƀ̹ĪĴşƀƄŵƟ̹
Ĝşİ̹ ƙĜŹ̹ ƄŹĴİ̹ ƄşƀňŘ̹ ƀŅĴ̹ şňşƀŅ̹ ĪĴşƀƄŵƟ˫̹ �ĴƀƙĴĴş̹ ƀŅĴ̹ ǬŵŹƀ̹ Ĝşİ̹ ŹňƞƀŅ̹
ĪĴşƀƄŵňĴŹ˦̹ňƀ̹ƙĜŹ̹ƀŅĴ̹ŞŦŹƀ̹ƄŹĴİ̹ŞĜœƄŹĪƄŘĴ̹ŅĜşİ˰̹ŘĜƀĴŵ˦̹ňƀ̹ƙĜŹ̹ĜŹŹňŀşĴİ̹
ŞĜňşŘƟ̹ ĿŦŵ̹ ƀňƀŘĴŹ̹ Ĝşİ̹ ĪŅĜŲƀĴŵ̹ ŅĴĜİňşŀŹ˫̹ bŅňŹ̹ ňŹ̹ ĜşŦƀŅĴŵ̹ ĿŦŵŞ̹ ŦĿ̹ ŹƀƟŘĴ̹
ƀŅĜƀ̹ňŹ̹ŹƀňŘŘ̹ ňşĪŘƄİĴİ̹ňş̹ŞĜşƄĜŘŹ̹Ĝşİ̹ĪŦƄŵŹĴŹ̹Ŧŵ̹ƙŦŵŖŹŅŦŲŹ̹ƀŅĜƀ̹ƀŵƟ̹ƀŦ̹
ƀĴĜĪŅ̹ƀŅĴ̹ĩŵƄŹŅ̝Ź̹ŞĜşňŲƄŘĜƀňŦş̹ƀĴĪŅşňŴƄĴ˦̹ ŘňŖĴ̹ƀŅĴ̹WŦŞĜş̹�ĜŲňƀĜŘŹ˦̹ ƀŦ̹
ĜĪŴƄňŵĴ̹ƘĜŵňŦƄŹ̹ŅĜşİ̹ŞŦƘĴŹ̹Ĝşİ̹ŀĴŹƀƄŵĴŹ̹ƀŅĜƀ̹ŞĜƟ̹ŲŵŦĩĜĩŘƟ̹ĜİĜŲƀ̹ƀŦ̹
ňşƀĴŀŵĜƀĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĜƀƀňƀƄİĴŹ˫̹

WƄŹƀňĪ̹ �ĜŲňƀĜŘŹ̹ ňŹ̹ ŹĴŞň̐ĿŦŵŞĜŘ̹ƙŵňƀňşŀ̹ ƀŅĜƀ̹ ňŹ̹ İĴŵňƘĴİ̹ ĿŵŦŞ̹ Ĝ̹ ĿŦŵŞĜŘ̹
ŹĪŵňŲƀ̹ ˾�ĜƀňĪŅ˦̹ ʆʎʎʆ˿˫̹ �Ź̹ 7ŦŅşŹƀŦş̹ ˾ʆʎʆʌ˿̹ ĪŘĜňŞŹ˦̹ WƄŹƀňĪ̹ �ĜŲňƀĜŘŹ̹
ŲŵŦĩĜĩŘƟ̹ňŹ̹Ĝ̹ƘĜŵňĴƀƟ̹ŦĿ̹[ŴƄĜŵĴ̹�ĜŲňƀĜŘŹ˦̹ŹŘňŀŅƀŘƟ̹ǭĴƞňĩŘĴ̹ĿŦŵŞ̹Ĝşİ̹ŞŦŵĴ̹
ĪŦşİĴşŹĴİ˰̹ ňş̹ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ ƀŅĴ̹ ŘĴƀƀĴŵ̝Ź̹ŅĴňŀŅƀ̹ ňŹ̹ ƀĜŘŘĴŵ̹ ƀŅĜş̹ ňƀŹ̹ƙňİƀŅ˦̹
ĜŹ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ ňş̹#ňŀ˫̹ʇʇ˦̹ ƀŅĴ̹İŦĪƄŞĴşƀ̹Vergilius Romanus Ecloga 
ĿŵŦŞ̹�ňĩŘňŦƀĴĪĜ̹�ŲŦŹƀŦŘňĪĜ̹ňş̹qĜƀňĪĜş̹�ňƀƟ˫̹,ƀŹ̹ŞŦŵĴ̹ǭƄňİŘƟ̹ƙŵňƀƀĴş̹ĿŦŵŞ̹
ƙĜŹ̹ƄŹĴİ̹ĿŦŵ̹ŅĜşİƙŵňƀƀĴş̹ƀĴƞƀ̹Ŧŵ̹ŞĜşƄŹĪŵňŲƀŹ˦̹ŦĪĪĜŹňŦşĜŘŘƟ̹ĿŦŵ̹ĿŦŵŞĜŘ̹
İŦĪƄŞĴşƀŹ̹Źňŀş̐ƙŵňƀƀĴş̹Ĝşİ̹ňşŹĪŵňĩĴİ̹˾�ŵŦƙş˦̹ʆʎʎʈ˿˫

[ŴƄĜŵĴ̹ �ĜŲňƀĜŘ̹ ƙŵňƀňşŀ̹ ƙĜŹ̹ Ĝ̹ ŞĴƀŅŦİ̹ ƀŅĜƀ̹ ƙĜŹ̹ şŦƀ̹ ƘĴŵƟ̹ ĪŦşƘĴşňĴşƀ̹
ŵĴŘĜƀňƘĴŘƟ̹İƄĴ̹ƀŦ̹ňƀŹ̹İƄĪƀƄŹ̹Ĝşİ̹ĿŦŵŞĜƀňŦş̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵĿŦŵŞ̹ƀŅĜƀ̹şĴĴİŹ̹
ƘĜŵňŦƄŹ̹ƀƄŵşŹ̹ŦĿ̹ƀŅĴ̹ĩŵƄŹŅ˦̹ƙŅňĪŅ̹ŘĴİ̹ƀŦ̹ŹŲĴşİňşŀ̹ŞŦŵĴ̹ƀňŞĴ̹Ŧş̹ƀĴƞƀ̹ƀŦ̹
ƙŵňƀĴ˰̹ŅĴşĪĴ̹ňƀ̹ƙĜŹ̹şĴĴİĴİ̹ƀŦ̹ƄŹĴ̹ƀňŞĴ̹ĪĜƄƀňŦƄŹŘƟ˫̹�ƄĴ̹ƀŦ̹ƀŅĜƀ̹ŵĴĜŹŦş˦̹
ĜŹ̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˦̹ƀŅĴ̹ŹĪŵňĩĴŹ̹şĴĴİĴİ̹ƀŦ̹Ǭşİ̹Ĝ̹ƙĜƟ̹ƀŦ̹ƙŵňƀĴ̹ŴƄňĪŖĴŵ˦̹
Ĝşİ̹Ĝƀ̹ƀŅĜƀ̹ƀňŞĴ˦̹WƄŹƀňĪ̹�ĜŲňƀĜŘŹ̹ŲŵŦĩĜĩŘƟ̹ŹĴŵƘĴİ̹ƀŅĜƀ̹şĴĴİ˰̹ĴƘĴşƀƄĜŘŘƟ˦̹
ňƀŹ̹ĿŦŵŞŹ̹ƙĴŵĴ̹ĴĜŹňĴŵ̹ƀŦ̹ƙŵňƀĴ̹ƙňƀŅ̹Ĝ̹ŲĴş̹ƀŅĜş̹[ŴƄĜŵĴ̹�ĜŲňƀĜŘŹ˫̹fşŘňŖĴ̹
ƀŅĴ̹ ƙŦŵİ̹ ŵƄŹƀňĪ̹ ňŞŲŘňĴŹ˦̹ ƀŅĴ̹ ŹĪŵňŲƀ̹ ŵĴŴƄňŵĴŹ̹ ĜŘŞŦŹƀ̹ ƀŅĴ̹ ŹĜŞĴ̹ ĪĜŵĴ̹
Ĝşİ̹ ňŹ̹ ĿŦŵŞĴİ̹ ĜĪĪƄŵĜƀĴŘƟ̹ ĜŹ̹ ƀŅĴ̹ [ŴƄĜŵĴ̹ �ĜŲňƀĜŘŹ̹ şĴĴİ˦̹ ŦşŘƟ̹ƙňƀŅ̹ ƀŅĴ̹
ŘĴŹŹ̹ ŵňŀňİ̹ Ĝşİ̹ ĪŘŦŹĴŵ̹ ŹƀĜşİŹ̹ ňş̹ ƀŅĴ̹ ŘňşĴ̹ ˾AĜŵĪŦŹ˦̹ ʇʅʆʌ˿˫̹ bŅĴŵĴ̹ ĜŵĴ̹ şŦ̹
ŲƄşĪƀƄĜƀňŦş̹ ŞĜŵŖŹ˰̹ ňşňƀňĜŘŘƟ˦̹ ƙŦŵİŹ̹ƙĴŵĴ̹ şŦƀ̹ ŹĴŲĜŵĜƀĴİ̹ ĜŹ̹ ňş̹ [ŴƄĜŵĴ̹
�ĜŲňƀĜŘ̹ƀĴƞƀ˫̹)ŦƙĴƘĴŵ˦̹Ĝ̹ŞĴİňĴƘĜŘ̹İŦƀ̹ĪĜş̹ĩĴ̹ĿŦƄşİ̹ĜŹ̹Ĝ̹ƙŦŵİ̹ŹĴŲĜŵĜƀŦŵ̹
˾#ňŀ˫̹ʇʈ˿̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ƀŅĴ̹ŞŦŵĴ̹ƄŹƄĜŘ̹scriptura continua̹ ňş̹Ĝ̹ŞĜşşĴŵ̹ŦĿ̹
ŞŦşƄŞĴşƀĜŘ̹ ĴŲňŀŵĜŲŅňĪ̹ ňşŹĪŵňŲƀňŦşŹ̹ ˾�ŵŦƙş˦̹ ʆʎʎʈ˿˫̹ ;ŦŦŖňşŀ̹ ĪŘŦŹĴŵ̹ ƀŦ̹
ƀŅĴ̹ĿŦŵŞ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵ̹ƙňƀŅ̹ňƀŹ̹ŵĴƘĴŵŹĴİ̹ŹŅĜŲĴ̹ŦĿ̹ĜŵŞŹ˦̹ŅĴĜİ˦̹Ĝşİ̹ĿŦŦƀ̹ŹĴŵňĿ˦̹
ňƀ̹ĪĜş̹ĩĴ̹ƙŵňƀƀĴş̹ƙňƀŅ̹ĩŦƀŅ̹Ĝ̹ŵĴĴİ̹Ŧŵ̹ĩŵƄŹŅ̹ŘĴƀƀĴŵ˦̹ĜŹ̹ňş̹WŦŞĜş̹�ĜŲňƀĜŘŹ˫̹

,ƀ̹ ňŹ̹şŦƀĴƙŦŵƀŅƟ̹ ƀŦ̹ƄşİĴŵŘňşĴ̹ŦşĪĴ̹ĜŀĜňş̹ ƀŅĜƀ˦̹ ĴƘĴş̹ ňĿ̹ ňƀ̹ ňŹ̹ ĪŘĜňŞĴİ̹ĜŹ̹
ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ĩĜŹĴİ̹ Ŧş̹ ĩŵŦĜİ̐ĴİŀĴİ̹ŞĜƀĴŵňĜŘ˦̹ ƀŅĜƀ̹ İŦĴŹ̹ şŦƀ̹
ŞĴĜş̹ ŦşŘƟ̹ ŵĴĴİ̹ ŲĴş˦̹ ŴƄňŘŘ˦̹ ĩĜŞĩŦŦ˦̹ Ŧŵ̹ ŵĴĴİ̹ ŲĴş˦̹ ňƀ̹ ĜĪƀƄĜŘŘƟ̹ ĪŦşŹňŹƀŹ̹
ŦĿ̹ ƀŅĴ̹ĩŵƄŹŅ̹ƙňƀŅ̹ ňƀŹ̹ǭĴƞňĩŘĴ̹ŅĜňŵŹ˦̹ ƀƙňŹƀŹ̹Ĝşİ̹ ƀƄŵşŹ̹ ƀŅĜƀ̹ĪĜş̹ŲŵŦƘňİĴ̹
Ĝ̹ŞŦŵĴ̹ ŹŲĜĪĴ̹ ƀŦ̹ ňşƀĴŵŲŵĴƀ̹ ĿŦŵ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ŲŵĜĪƀňƀňŦşĴŵŹ˦̹ Ĝşİ̹ ňƀ̹ ĪĜş̹
ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ĿŦŵ̹ ƀŅňŹ̹ ŞĜœŦŵ̹ ŵĴĜŹŦş˦̹ ƀŅĴ̹ ĩŵƄŹŅ̹ ĩĴĪĜŞĴ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹
ŹňŀşňǬĪĜşƀ̹ŞĜƀĴŵňĜŘ̹ƀŅĜƀ̹ŲŵĜĪƀňƀňŦşĴŵŹ̹ŞŦŹƀŘƟ̹ĴŞŲŘŦƟŹ̹ŞĴ̹ňşĪŘƄİĴİ˫



ʆʊʈ

Fig. 22.  Vatican City, Biblioteca 
Apostolica Vaticana, Vat. Lat. 
3867, f.3v.Vergilius Romanus, 
Ecloga, the second half of the 
fifth century, Source: Brown, 
(1993: 19).

Fig. 23. Detail of the Rustic 
Capitals letterforms is 
extracted from Fig. 22 (the 
third line from the bottom), 
written “Delicias.Domini.Nec.
Quid.Speraret.Habebat.”
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3.5.4. Uncial (Littera Uncialis)

fşĪňĜŘ̹ňŹ̹ĜşŦƀŅĴr noteworthy style̹ƀŅĜƀ̹şĴĴİŹ̹ƀŦ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ŅĴŵĴ˫̹,ƀ̹ŅĜİ̹
İŦŞňşĜƀĴİ̹ ĿŦŵ̹Ĝ̹ ŘŦşŀ̹ ƀňŞĴ̹ŲĴŵňŦİ̹ƙňƀŅ̹İňŹƀňşĪƀňƘĴ̹ ŹƀƟŘĴŹ̹ ƀŅĜƀ̹ĜŘŹŦ̹ ĿŦƄşİ̹
Ĝ̹ ŲŘĜĪĴ̹ ňş̹ŞŦŹƀ̹ ŦĿ̹ ƀŅĴ̹ ŘňƀĴŵĜƀƄŵĴ̹ ƀŅĜƀ̹ ĴƞŲŘĜňşŹ̹ ŅŦƙ̹ ƀŦ̹ ĿŦŵŞ̹ƄşĪňĜŘ˫̹ ,ƀ̹ ňŹ̹
ĴƘňİĴşƀ̹ƀŅĜƀ̹fşĪňĜŘ̹ňŹ̹ĜŞŦşŀ̹ƀŅĴ̹ŹƀƟŘĴŹ̹ƀŅĜƀ̹ĜŵĴ̹ĜŘŹŦ̹ĴŞŲŘŦƟĴİ̹ĩƟ̹ƘĜŵňŦƄŹ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ŹƄĪŅ̹ ĜŹ̹ �ŵŦƙş̹ Ĝşİ̹ �ŦŖňşŹ˫̹ �Ź̹ ŞĴşƀňŦşĴİ̹
ĴĜŵŘňĴŵ˦̹ �ŵŦƙş˦̹ İĴŲĴşİňşŀ̹ Ŧş̹ ƀŅĴ̹ ŲŵŦœĴĪƀ̹ Ĝşİ̹ ňƀŹ̹ ĪŦşĪĴŲƀ˦̹ ŦĪĪĜŹňŦşĜŘŘƟ̹
ĴŞŲŘŦƟŹ̹ ƀŅĴ̹ ƀŵĜİňƀňŦşĜŘ̹ ƀŦŦŘŹ̹ Ĝşİ̹ ŞĜƀĴŵňĜŘŹ̹ ŹƄĪŅ̹ ĜŹ̹ ƘĴŘŘƄŞ̹ Ĝşİ̹ ŞĴƀĜŘ̹
şňĩ̹ Ĝşİ̹ ŲŵĴĿĴŵŹ̹ ƀŦ̹ƙŵňƀĴ̹ ňş̹ ƘĜŵňŦƄŹ̹ ĜşĪňĴşƀ̹ ŹƀƟŘĴŹ˦̹ fşĪňĜŘ̹ ňşĪŘƄİĴİ˫̹ )ňŹ̹
ňşǭƄĴşĪĴŹ̹ĩƟ̹ƀŵĜİňƀňŦş̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ňş̹İĴƀĜňŘ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹#Ŧŵ̹ƀŅňŹ̹
ŵĴĜŹŦş˦̹ňƀ̹ňŹ̹ŹňŀşňǬĪĜşƀ̹ƀŦ̹ŞĴşƀňŦş̹fşĪňĜŘ̹ňş̹ƀŅňŹ̹ŲĜŵƀ̹ĩŵňĴǭƟ˫̹̹

fşĪňĜŘ̹ňŹ̹Ĝ̹ƀĴŵŞ̹İĴŵňƘĴİ̹ĿŵŦŞ̹;Ĝƀňş̹uncia˦̹ƀŅŦƄŀŅƀ̹ƀŦ̹ĩĴ̹ŵĴŘĜƀĴİ̹ƀŦ̹ŘĴƀƀĴŵŹ̹
ƀŅĜƀ̹ƙĴŵĴ̹Ĝş̹ ňşĪŅ̹ ňş̹ŅĴňŀŅƀ̹Ĝşİ̹ŞĜƟ̹ŵĴĿĴŵ̹ ƀŦ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ̹ ƀŅĜƀ̹ŦĪĪƄŲňĴİ̹
ŦşĴ̐ƀƙĴŘĿƀŅ̹ ŦĿ̹ Ĝ̹ ŞĜşƄŹĪŵňŲƀ̹ ŲĜŀĴ˫̹ fşĪňĜŘ̹ ňŹ̹ ĜŘŹŦ̹ ƄŹĴİ̹ ĜŹ̹ Ĝ̹ ƀĴŵŞ̹ ƀŦ̹
İňŹƀňşŀƄňŹŅ̹ ňƀŹ̹ ŵŦƄşİĴİ̹ ĿŦŵŞŹ̹ ĿŵŦŞ̹ ƀŅĴ̹ ŹŴƄĜŵĴ̹ ĿŦŵŞŹ̹ ŦĿ̹ ƀŅĴ̹ ĪĜŲňƀĜŘ̹
ŹĪŵňŲƀŹ̹˾�ĜƘňŹ˦̹ʆʎʎʌ˿˫̹,ƀ̹ƙĜŹ̹ňş̹ƀŅĴ̹ŘĜƀĴ̹WŦŞĜş̹ŲĴŵňŦİ̹ŦĿ̹�ŅŵňŹƀňĜş̹rĴŹƀĴŵş̹
�ƄŵŦŲĴ̹ƀŅĜƀ̹fşĪňĜŘ̹ǬŵŹƀ̹ĜŲŲĴĜŵĴİ̹ňş̹,ƀĜŘƟ̝Ź̹ŹĴĪŦşİ̹ĪĴşƀƄŵƟ̹˾$ŦƄİƟ˦̹ʆʎʋʈ˿˰̹
ŅŦƙĴƘĴŵ˦̹ňƀ̹ƙĜŹ̹İĴƘĴŘŦŲĴİ̹ĩƟ̹ƀŅĴ̹ĿŦƄŵƀŅ̹ĪĴşƀƄŵƟ̹Ĝşİ̹ňş̹ƄŹĴ̹ƄşƀňŘ̹ĜŵŦƄşİ̹
ƀŅĴ̹ĴňŀŅƀŅ̹ĪĴşƀƄŵƟ˫̹�ƘĴş̹ĜĿƀĴŵ̹ƀŅĴ̹ĴňŀŅƀŅ̹ĪĴşƀƄŵƟ˦̹ňƀ̹ƙĜŹ̹ƄŹĴİ̹ŞĜňşŘƟ̹ĿŦŵ̹
İňŹŲŘĜƟ̹ŅĴĜİňşŀŹ˫̹,ƀ̹ŹĴŵƘĴİ̹ĿŦŵ̹ƀŅĴ̹�ŅƄŵĪŅ̹Ĝşİ̹ĩňĩŘňĪĜŘ̹ŞĜşƄŹĪŵňŲƀŹ̹ĜŹ̹Ĝş̹
ĴŹƀĜĩŘňŹŅĴİ̹ĿŦŵŞĜŘ̹ĩŦŦŖ̹ŅĜşİ̹ƄŹĴİ̹ňşňƀňĜŘŘƟ̹ĿŦŵ̹ƀŅĴ̹ƀĴƞƀ̹ŦĿ̹Ĝ̹ĩŦİƟ̹ŦĿ̹ƙŦŵŖ̹
Ĝşİ̹ŘĜƀĴŵ̹ĿŦŵ̹ŅĴĜİňşŀŹ̹ƄŲ̹ƀŦ̹ƀŅĴ̹ƀƙĴŘĿƀŅ̹ĪĴşƀƄŵƟ˫̹�̹ŘĜŵŀĴ̹ĜŞŦƄşƀ̹ŦĿ̹;Ĝƀňş̹
ƀĴƞƀ̹ŦĿ̹�ŅŵňŹƀňĜş̹ŞĜşƄŹĪŵňŲƀŹ̹ƙĜŹ̹ƙŵňƀƀĴş̹ƙňƀŅ̹fşĪňĜŘ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ňƀ̹
ňŹ̹ŞŦŹƀŘƟ̹ĜŹŹŦĪňĜƀĴİ̹ƙňƀŅ̹ƀŅĴ̹�ŅŵňŹƀňĜş̹�ŅƄŵĪŅ̹˾AĜŵĪŦŹ˦̹ʇʅʆʌ˿˫

bŅĴ̹ �ňĩŘĴ˦̹ ŲŹĜŘƀĴŵŹ˦̹ Ĝşİ̹ ŦƀŅĴŵ̹ ŵĴŘňŀňŦƄŹ̹ ĩŦŦŖŹ̹ ƙĴŵĴ̹ ƙŵňƀƀĴş̹ ňş̹ $ŵĴĴŖ̹
ĩĴĪĜƄŹĴ̹ $ŵĴĴŖ̹ ƙĜŹ̹ ŹƀňŘŘ̹ ƀŅĴ̹ ŦǤĪňĜŘ̹ ŘĜşŀƄĜŀĴ̹ ĴƞĪĴŲƀ̹ ĿŦŵ̹ BŦŵƀŅ̹ �ĿŵňĪĜ˦̹
ƙŅĴŵĴ̹ ;Ĝƀňş̹ƙĜŹ̹ƄŹĴİ̹ ĿŦŵ̹ŞĜşƄŹĪŵňŲƀŹ˫̹�ĿƀĴŵ̹ ;Ĝƀňş̹ ĩĴĪĜŞĴ̹ ƀŅĴ̹ ŦǤĪňĜŘ̹
ŘĜşŀƄĜŀĴ̹ ŦĿ̹ ƀŅĴ̹ �ŅƄŵĪŅ̹ ňş̹ WŦŞĴ˦̹ fşĪňĜŘ˦̹ ĜŹ̹ ŹŅŦƙş̹ ňş̹ #ňŀ˫̹ ʇʉ̹ ňş̹ the 
Gospels Mark̹ŦĿ̹ƀŅĴ̹ŹňƞƀŅ̹ĪĴşƀƄŵƟ̹ŲŵĴŹĴŵƘĴİ̹ňş̹ƀŅĴ̹�ŵňƀňŹŅ̹;ňĩŵĜŵƟ˦̹ĜŹ̹ƀŅĴ̹
ĩĴŀňşşňşŀ̹ŦĿ̹ƀŅĴ̹şĴƙ̹ƘĜŵňĴƀƟ̹ŦĿ̹ŘĴƀƀĴŵŹ˦̹ňŹ̹ƀŅĴ̹ŹĴĪŦşİ̹ĿŦŵŞ̹ŦĿ̹ŞĜœƄŹĪƄŘĴ̹
ƙŵňƀňşŀ˦̹ ƙĜŹ̹ ƙŵňƀƀĴş̹ ŴƄňĪŖŘƟ̹ ŵĴŘĜƀňƘĴŘƟ̹ ƀŦ̹ WƄŹƀňĪ̹ �ĜŲňƀĜŘŹ̹ ĩĴĪĜƄŹĴ̹ ŦĿ̹
ňƀŹ̹ ĪƄŵƘĴİ̹ ĿŦŵŞ̹ Ĝşİ̹ ĿĴƙĴŵ̹ ŹƀŵŦŖĴŹ̹ şĴĴİĴİ̹ ƀŦ̹ ĴƞĴĪƄƀĴ̹ Ĝ̹ ŘĴƀƀĴŵĿŦŵŞ̹
ƀŅĜş̹WƄŹƀňĪ̹�ĜŲňƀĜŘŹ˫̹ ,ş̹ ƀŅĴ̹ ƀĴƞƀ̹ŦĿ̹ ƀŅĴ̹$ŦŹŲĴŘ̹ ˾#ňŀ˫̹ ʇʉ˿˦̹ ƀŅĴ̹İĴĪŦŵĜƀňŦş̹
ňŹ̹ ŵĴŹƀŵĜňşĴİ̹ Ĝşİ̹ ĴƞĴĪƄƀĴİ̹ ƙňƀŅ̹ ŹŘňŀŅƀŘƟ̹ ĴşŘĜŵŀĴİ̹ ŲĴş̹ ňşňƀňĜŘŹ̹ ňş̹ ňşŖ˫̹
,ş̹ƀŅĴ̹ƘŦŘƄŞĴ˦̹ŵĴİ̹ ňŹ̹ƄŹĴİ̹ ĿŦŵ̹ƀŅĴ̹ŦŲĴşňşŀ̹ ŘňşĴ̹ŦĿ̹ĴĜĪŅ̹$ŦŹŲĴŘ˦̹Ĝşİ̹ƀŅĴ̹
ĪŦŘŦŲŅŦşŹ̹ĜŵĴ̹ƙŵňƀƀĴş̹ňş̹ŵĴİ̹Ĝşİ̹ĩŘĜĪŖ˫̹bŅĴŵĴ̹ĜŵĴ̹ŹŦŞĴ̹ĪŦŵŵĴĪƀňŦşŹ̹ŞĜİĴ̹
ŘĜƀĴŵ̹ĩƟ̹ƀŅĴ̹ŹĪŵňĩĴ̹ƙňƀŅ̹ŹŞĜŘŘĴŵ̹fşĪňĜŘ̹ŘĴƀƀĴŵŹ˫̹�ŘŹŦ˦̹ƀŅĴ̹ƀňƀŘĴ̹ƙĜŹ̹ƙŵňƀƀĴş̹
ňş̹[ŴƄĜŵĴ̹�ĜŲňƀĜŘŹ˦̹ƙŅňĪŅ̹ĪŦşƀňşƄĴİ̹ĜŹ̹Ĝ̹ŵƄşşňşŀ̹ƀňƀŘĴ̹ƀŦ̹ŲĜŵƀ̹ŦĿ̹AĜƀƀŅĴƙ̹
ĜŹ̹ƙĴŘŘ˫̹fşĪňĜŘ̹ňƀŹĴŘĿ̹ƙĜŹ̹Ĝ̹ŞĜœƄŹĪƄŘĴ̹ŹĪŵňŲƀ˫̹[ĴƘĴŵĜŘ̹ ŘĴƀƀĴŵŹ˦̹ŹƄĪŅ̹ĜŹ̹̚�˦̛ ̹
̚�˦̛ ̹̚H˦̛ ̹̚W˦̛ ̹Ĝşİ̹̚[˦̛ ̹ƙĴŵĴ̹şĴĜŵŘƟ̹ƀŅĴ̹ŹĜŞĴ̹ĜŹ̹ƀŅĴ̹ĪĜŲňƀĜŘŹ˫̹ ,ƀŹ̹ĜŹĪĴşİĴŵŹ̹
ŅĜƘĴ̹ ĪƄŵƘĴİ̹ ĿŦŵŞŹ˫̹rŅňŘĴ̹ ňƀ̹ ňŹ̹ ĜĪĪĴŲƀĴİ̹ ĜŹ̹ Ĝ̹ ĪĜŲňƀĜŘ̹ ĿŦŵŞ˦̹ ňƀ̹ŞňŀŅƀ̹ ĩĴ̹
ĪŦşŹňİĴŵĴİ̹Ĝ̹ƀŵĜşŹňƀňŦşĜŘ̹ĿŦŵŞ̹ĿŵŦŞ̹ĪĜŲňƀĜŘŹ̹ƀŦ̹ŞňşƄŹĪƄŘĴ̹ŹĪŵňŲƀ̹İƄĴ̹ƀŦ̹
ŹŦŞĴ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹ŹƄĪŅ̹ĜŹ̹̚T˦̛̹̚V˦̛ ̹Ĝşİ̹̚)̛̹ƀŅĜƀ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ňş̹#ňŀ˫̹
ʇʊ̹Ĝşİ̹#ňŀ˫̹ʇʋ̹ƀŅĜƀ̹ŅĜƘĴ̹ŦĩƘňŦƄŹ̹ĜŹĪĴşİĴŵŹ̹Ĝşİ̹İĴŹĪĴşİĴŵŹ̹şŦƀ̹ƙŵňƀƀĴş̹
ĩĴƀƙĴĴş̹ƀƙŦ̹ƘňŵƀƄĜŘ̹ŘňşĴŹ̹ĜŹ̹ĪĜŲňƀĜŘŹ̹İŦ˫

HşĴ̹ ŦĿ̹ ƀŅĴ̹ ĪŦşŹŲňĪƄŦƄŹ̹ ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̹ ŦĿ̹fşĪňĜŘ̹ ŹĪŵňŲƀŹ̹ ňŹ̹ ƀŅĴňŵ̹ ĪƄŵƘĴİ̹
ĿŦŵŞŹ˦̹ƙŅňĪŅ̹ĜŵĴ̹ĜŘŹŦ̹ňşǭƄĴşĪĴİ̹ĩƟ̹ƀŅĴ̹ĪŅĜşŀĴ̹ŦĿ̹ƀŅĴ̹ƙŵňƀňşŀ̹ŞĜƀĴŵňĜŘŹ̹Ĝşİ̹
ƀŦŦŘŹ˦̹şĜŞĴŘƟ̹ĿŵŦŞ̹ŲĜŲƟŵƄŹ̹ƀŦ̹ŲĜŵĪŅŞĴşƀ̹Ĝşİ̹ĿŵŦŞ̹ƀŅĴ̹ŵŦŘŘ̹ƀŦ̹ĪŦİĴƞ̹ĿŦŵ̹
ŘňƀĴŵĜŵƟ̹ƙŦŵŖŹ˫̹TĜŵĪŅŞĴşƀ̹ĜŹ̹Ĝ̹ƙŵňƀňşŀ̹ŹƄŵĿĜĪĴ̹ŅĜŹ̹ŞƄĪŅ̹ŞŦŵĴ̹ƀŦŘĴŵĜşĪĴ̹

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE



ʆʊʊ

Fig. 25. Detail of the Uncial 
letterforms is extracted from 
Fig. 24 (starts with the fourth 
line from the top), written 
“promulis  Et veniunt hiericho  et 
proficiscente eo  de hiericho et.”

Fig. 26. Detail of the Uncial 
letterforms (begins with the 
elevent line from the top), 
written “caecus sedebat iuxta 
viam mendicans.”

Fig. 24. British Library, Harley 
1775, f.193, Gospels, Mark, 
the 6th century, Source: Brown, 
(1993: 25).

III. WESTERN CALLIGRAPHY TRADITION



ʆʊʋ

ĿŦŵ̹ ƀŅĴ̹ ŵŦƄşİĴİ̹ ĿŦŵŞ̹ ƀŅĜş̹ ŲĜŲƟŵƄŹ˫̹bŅĴŹĴ̹ ĪƄŵƘĴİ̹ ĿŦŵŞŹ̹ ĜŘŹŦ̹ŞĜİĴ̹ ƀŅĴ̹
ŹĪŵňĩĴ̝Ź̹ƙŵňƀňşŀ̹ĴĜŹňĴŵ̹Ĝşİ̹ĿĜŹƀĴŵ̹ŵĴŘĜƀňƘĴŘƟ̹ƀŅĜş̹ŹƀŵĜňŀŅƀ̹ŘňşĴŹ̹Ĝşİ̹ĜşŀŘĴŹ˫

bŅĴŵĴ̹ ƙĜŹ̹ şŦ̹ ƙŦŵİ̹ ŹĴŲĜŵĜƀňŦş̹ ˾scriptura continua˿̹ ňş̹ ƀŅĴ̹ ŦŘİĴŹƀ̹
ĴƞĜŞŲŘĴŹ˦̹Ĝşİ̹ĴĜĪŅ̹ŘĴƀƀĴŵ̹ŅĜŹ̹şŦ̹ĪŦşşĴĪƀňŦş̹ƙňƀŅ̹ƀŅĴ̹ŦƀŅĴŵ˫̹rňƀŅ̹ƀňŞĴ˦̹
ƀŅĴ̹ ĪŅĜŵĜĪƀĴŵŹ̹ ĩĴĪĜŞĴ̹ŞŦŵĴ̹ Ĝşİ̹ŞŦŵĴ̹ ĪŦŞŲŘĴƞ˦̹ƙňƀŅ̹ ŹĴŵňĿŹ̹ ĴƞĴĪƄƀĴİ̹
İĴƀĜňŘŘƟ˦̹ ĜŘŹŦ̹ ƙňƀŅ̹ ňƀŹ̹ ǭŦƄŵňŹŅĴŹ̹ Ĝşİ̹ ĴƞĜŀŀĴŵĜƀňŦşŹ̹ ŦĿ̹ ŹƀŵŦŖĴŹ˫̹ bŅĴ̹
ƙŵňƀňşŀ̹ĜşŀŘĴ̹ ƀƄŵşŹ̹ ƀŦ̹şňşĴƀƟ̹İĴŀŵĴĴŹ̹ƙŅňĪŅ̹ĪŦşƀŵĜŹƀŹ̹ƙňƀŅ̹ ƀŅĴ̹ ƀŅňĪŖ̹
Ĝşİ̹ƀŅňş̹ŹƀŵŦŖĴŹ̹ƀŅĜƀ̹ĜŵĴ̹ĩŵŦĜİ˫̹,ƀ̹ĜŘŹŦ̹ŹƀĜŵƀĴİ̹ƀŦ̹ŲŵĜĪƀňĪĴ̹Ĝ̹ƙňİĴŵ̹ĿŦŵŞ̹
ƀŅĜƀ̹ĪŦƄŘİ̹ŅĜŵİŘƟ̹Ǭƀ̹ňş̹ƀŅĴ̹ĿŦƄŵ̐ŘňşĴ̹ŲĜƀƀĴŵş˫

fşĪňĜŘ̹ňŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŹƀƟŘĴŹ̹ƀŅĜƀ̹ňŹ̹ĜŘŹŦ̹ňşĪŘƄİĴİ̹ňş̹ŞĜşƄĜŘŹ̹ŦĿ̹ƀŦİĜƟ̹Ĝşİ̹
ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŹƀƟŘĴŹ̹ ƀŅĜƀ̹ ňŹ̹ ƀĜƄŀŅƀ̹ ňş̹ ƀŅĴ̹ ĪŦƄŵŹĴŹ̹ ƀŅĜƀ̹ƙňŘŘ̹ ĩĴ̹ ŹĴĴş˰̹ ŦşĴ̹
ĴƞĜŞŲŘĴ̹ƀŅĜƀ̹,̹ŲĜŵƀňĪňŲĜƀĴİ̹ňş̹#ŵĜşĪĴ̹ňŹ̹ŞĴşƀňŦşĴİ̹ňş̹�ŲŲĴşİňƞ̹�˫

3.5.5. Half-Uncial (Semi-Uncial)

)ĜŘĿ̐fşĪňĜŘ̹ Ŧŵ̹Semi-Uncial̹ ňŹ̹ Ĝ̹ ĿŦŵŞĜŘ̹ ĩŦŦŖ̹ ŅĜşİ̹ƄŹĴİ̹ ňş̹ ŘĜƀĴ̹WŦŞĜş̹
ňş̹;Ĝƀňş̹ŞĜşƄŹĪŵňŲƀŹ˦̹İĴƘĴŘŦŲĴİ̹ĩƟ̹ ƀŅĴ̹ ĿŦƄŵƀŅ̹ĪĴşƀƄŵƟ̹Ĝşİ̹ƄŹĴİ̹ƄşƀňŘ̹
ĜŵŦƄşİ̹ƀŅĴ̹ĴňŀŅƀŅ̹ĪĴşƀƄŵƟ̹ňş̹�ŅŵňŹƀňĜş̹rĴŹƀĴŵş̹�ƄŵŦŲĴ˫̹�Ź̹ŞĴşƀňŦşĴİ̹
ĿŦŵ̹ ƀŅĴ̹fşĪňĜŘ̹ ŹĪŵňŲƀ˦̹ ƀŅĴ̹ŅĜŘĿ̐ƄşĪňĜŘ̹ ňŹ̹ ĜŘŹŦ̹ŞŦŹƀŘƟ̹ƄŹĴİ̹ ƀŦ̹ ƀŵĜşŹĪŵňĩĴ̹
�ŵňŹƀňĜş̹ ƀĴƞƀ˫̹ bŅĴŵĴĿŦŵĴ˦̹ ŅĜŘĿ̐ƄşĪňĜŘ̹ ňŹ̹ ĜŘŹŦ̹ ŖşŦƙş̹ ĜŹ̹ �ŅƄŵĪŅ̹ ŘĴƀƀĴŵŹ˫̹
�ĜŵŘƟ̹)ĜŘĿ̐fşĪňĜŘ̹ňŹ̹ĜĪĪĴŲƀĴİ̹ĜŹ̹İĴƘĴŘŦŲĴİ̹ƄşİĴŵ̹ƀŅĴ̹ňşǭƄĴşĪĴ̹ŦĿ̹ƄşĪňĜŘ˫

,ƀ̹ ĪĜş̹ ĩĴ̹ ŴƄňĪŖŘƟ̹ƙŵňƀƀĴş˦̹ ƄŹĴİ̹ ĿŦŵ̹ ĪŦŵŵĴŹŲŦşİĴşĪĴ˦̹ ŹĪŵĜƀĪŅĴİ̹ ŦşƀŦ̹ Ĝ̹
ƙĜƞ̹ƀĜĩŘĴƀ˦̹Ŧŵ̹ƙŵňƀƀĴş̹Ŧş̹ŲĜŲƟŵƄŹ̹ƙňƀŅ̹Ĝ̹ŵĴĴİ̹ŲĴş̹ĜŹ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ňş̹ƀŅĴ̹
İŦĪƄŞĴşƀ̹Excerpta ex Operibus Augustini̹ĩĴŘŦşŀŹ̹ƀŦ̹ƀŅĴ̹ŹňƞƀŅ̹ĪĴşƀƄŵƟ˦̹
ŲŵĴŹĴŵƘĴİ̹ňş̹�ňĩŘňŦƀĴĪĜ̹�ŲŦŹƀŦŘňĪĜ̹qĜƀňĪĜşĜ̹ňş̹qĜƀňĪĜş̹�ňƀƟ̹˾#ňŀ˫̹ʇʌ˿˫̹,ƀ̹ňŹ̹
Ĝ̹ĪƄŵŹňƘĴ̹ŹĪŵňŲƀ̹ƀŅĜƀ̹ĜŘŹŦ̹ňşǭƄĴşĪĴİ̹ƀŅĴ̹İĴƘĴŘŦŲŞĴşƀ̹ŦĿ̹ƀŅĴ̹ŞňşƄŹĪƄŘĴ̹
ŘĴƀƀĴŵ˫̹ bŅňŹ̹ ŹĪŵňŲƀ̹ ŵĴŲŵĴŹĴşƀŹ̹ Ĝ̹ ĿƄŵƀŅĴŵ̹ ŹƀĴŲ̹ ƀŦƙĜŵİŹ̹ ƀŅĴ̹ ŘŦƙĴŵ̐ĪĜŹĴ̹
ŹĪŵňŲƀŹ̹ ĜŹ̹ ŞňşƄŹĪƄŘĴ̹ ƙŵňƀňşŀ˫̹ WŦƄşİĴİ̹ ĪŦŵşĴŵŹ˦̹ ƀňŀŅƀĴŵ̹ ĪƄŵƘĴŹ˦̹ Ĝşİ̹
ŹŘňŀŅƀŘƟ̹ ŵĜŲňİ̹ ŞňşňŞňƥĴİ̹ ŹƀŵŦŖĴŹ̹ ƙňƀŅ̹ ĜŹĪĴşİĴŵŹ̹ Ĝşİ̹ İĴŹĪĴşİĴŵŹ̹ ŦĿ̹
)ĜŘĿ̐fşĪňĜŘ̹ĜŵĴ̹ƀŅĴ̹ŞĜňş̹ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̹ŦĿ̹ƀŅňŹ̹ŹĪŵňŲƀ̹˾�ŵŦƙş˦̹ʆʎʎʈ˿˫̹,ƀ̹
ƙĜŹ̹ƙŵňƀƀĴş̹ĩĴƀƙĴĴş̹ƀŅĴ̹ ĿŦƄŵ̹ŵƄŘĴİ̹ ŘňşĴŹ̹ŵĜƀŅĴŵ̹ ƀŅĜş̹ƀƙŦ˫̹bŅĴ̹ŹĪŵňŲƀ˦̹
İƄĴ̹ƀŦ̹ňƀŹ̹ŘĴƀƀĴŵĿŦŵŞŹ˦̹şĴĴİŹ̹ŀĴşĴŵŦƄŹ̹ňşƀĴŵŘňşĴĜŵ̹ŹŲĜĪĴ̹ĩĴĪĜƄŹĴ̹ŹŦŞĴ̹
ŘĴƀƀĴŵŹ̹ŹƄĪŅ̹ĜŹ̹ ŘĴƀƀĴŵŹ̹̚Ř˦̛ ̹ ̚ĩ˦̛ ̹ ̚Ņ˦̛ ̹Ĝşİ̹̚İ̛̹ ˾#ňŀ˫̹ʇʍ˿̹ŅĜƘĴ̹ĜŹĪĴşİĴŵŹ˦̹Ĝşİ̹
ŹŦŞĴ̹ ŘĴƀƀĴŵŹ̹ ŹƄĪŅ̹ ĜŹ̹ ̚Ų˦̛ ̹ ̚Ŵ˦̛ ̹ Ĝşİ̹ ̚ŀ̛̹ ˾#ňŀ˫̹ ʇʎ˿̹ ŅĜƘĴ̹İĴŹĪĴşİĴŵŹ˫̹ ,ƀ̹ ĪĜş̹
ĩĴ̹ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ĴƘŦŘƄƀňŦş̹ŦĿ̹ ƀŅňŹ̹ ŹĪŵňŲƀ̹ ňŹ̹ĩĜŹĴİ̹Ŧş̹ ƀŅĴ̹İĴŹňŵĴ̹ ĿŦŵ̹
ŀŵĴĜƀĴŵ̹ŹŲĴĴİ˦̹Ĝşİ̹ƀŅĴ̹ŞĜňş̹İňǣĴŵĴşĪĴ̹ĩĴƀƙĴĴş̹ƀŅĴ̹)ĜŘĿ̐fşĪňĜŘ̹Ĝşİ̹ƀŅĴ̹
fşĪňĜŘ̹ĿŦŵŞŹ̹ňŹ̹ƀŅĴ̹ŘĴƀƀĴŵ̹̚Ĝ̛̹ƙňƀŅ̹Ĝ̹ŵŦƄşİĴİ̹ĩŦƙŘ̹ƀŅĜƀ̹ňŹ̹ŦĿƀĴş̹ŹŘňŀŅƀŘƟ̹
ŦŲĴş˦̹Ĝşİ̹ƀŅĴ̹ŘĴƀƀĴŵ̹̚ĩ̛̹ƙňƀŅ̹Ĝ̹ŹňşŀŘĴ̹ĩŦƙŘ˦̹ƀŅĴ̹ŘĴƀƀĴŵ̹̚İ̛̹ƙňƀŅ̹Ĝş̹ƄŲŵňŀŅƀ̹
ŹƀĴŞ̹Ĝşİ̹ƀŅĴ̹ŘĴƀƀĴŵ̹̚Ŀ̛̹ƙňƀŅ̹Ĝ̹ŞĴİňĜŘ̹ƀŦşŀƄĴ̹ĜŹ̹Ĝş̹ňşƀŵĜ̹ŘňşĴĜŵ̹ŹƀĴŞ̹˾#ňŀ˫̹
ʇʍ˿˫̹rŅňŘĴ̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹ ̚Ĵ̛̹ƙňƀŅ̹ ƀŅĴ̹ĪŘŦŹĴİ̹ ƀŦŲ˦̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹ ̚Ƙ˦̛ ̹ ̚Ņ˦̛ ̹ Ĝşİ̹ ̚ş̛̹
ƙĴŵĴ̹ĴƞĴĪƄƀĴİ̹ĜŹ̹ƀŅĴ̹fşĪňĜŘ̹ĿŦŵŞŹ˫

)ĜŘĿ̐fşĪňĜŘ̹ ƙĜŹ̹ ŦĪĪĜŹňŦşĜŘŘƟ̹ ƄŹĴİ̹ ĿŦŵ̹ ƀŅĴ̹ ŘŦşŀ̹ ƀĴƞƀ̹ ƙňƀŅ̹ ŘňƀƀŘĴ̹ ŹŲĜĪĴ̹
ĩĴƀƙĴĴş̹ĴĜĪŅ̹ƙŦŵİ˦̹ƙŅňĪŅ̹ŘŦŦŖŹ̹ŘňŖĴ̹scriptura continua˫̹bŅĴ̹ŲƄşĪƀƄĜƀňŦş̹
ŞĜŵŖŹ̹ ƙĴŵĴ̹ ŵĜŵĴŘƟ̹ ĴŞŲŘŦƟĴİ˫̹ ;ňŀĜƀƄŵĴŹ̹ ƙĴŵĴ̹ ĿŵĴŴƄĴşƀ̹ Ĝşİ̹ ƄŹƄĜŘŘƟ̹
ĜŲŲĴĜŵĴİ̹Ĝƀ̹ ƀŅĴ̹Ĵşİ̹ŦĿ̹ Ĝ̹ ŘňşĴ˦̹ƙŅĴŵĴ̹ŀĴşĴŵĜŘŘƟ˦̹ ƀŅĴŵĴ̹ƙĜŹ̹şŦƀ̹ ĴşŦƄŀŅ̹
ŹŲĜĪĴ̹ƀŦ̹ƀŅĴ̹Ĵşİ̹ŦĿ̹Ĝ̹ƙŦŵİ˫̹

�Ź̹Ĝ̹ŹĪŵňŲƀ˦̹ ňƀ̹ ňŹ̹ ňşǭƄĴşƀňĜŘ̹ ňş̹ ƀŅĴ̹İĴƘĴŘŦŲŞĴşƀ̹ŦĿ̹ ƀŅĴ̹BĜƀňŦşĜŘ̹)ĜşİŹ̹
Ĝşİ̹ŘĴİ̹ƀŦ̹ƀŅĴ̹İĴƘĴŘŦŲŞĴşƀ̹ŦĿ̹ƀŅĴ̹ĿŦŵŞĜŘ̹,şŹƄŘĜŵ̹ŅĜŘĿ̐ƄşĪňĜŘ̹ŖşŦƙş̹ĜŹ̹
Insular Majuscule̹̐ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ňş̹ƀŅĴ̹ĿŦŘŘŦƙňşŀ̹ŲĜŀĴŹ˫̹�ƄĴ̹ƀŦ̹ƀŅĴ̹



ʆʊʌ

Fig. 27. above Vatikan City, 
Biblioteca Apostolica Vaticana, 
Vat. Lat. 3375, f.29v, Excerpta 
ex Operibus Augustini, the 6th 
century, Source: Brown (1993: 27).

Fig. 28. middle Detail of the half-uncial 
letterform is extracted from Fig. 
27 (the sixth line from the bottom), 
written “etiam si est aliqua supra 
tempora. d(omi)ne d(ue)s meus quis 
ille sinus est.”

Fig. 29. below Detail of the 
Half-Uncial letterform is 
extracted from Fig. 27 (the last 
line), written “cumnotissimum, 
nimium mirabilis est animus 
iste, atque, ad horro.”



ʆʊʍ

ĪŦŞŞŦş̹ĿĴĜƀƄŵĴŹ̹ňş̹ƀŅĴ̹�ĜŵŦŘňşĴ˦̹TŵŦƀŦŀŦƀŅňĪ˦̹Ĝşİ̹$ŦƀŅňĪ̹ŹƄĪĪĴŹŹŦŵŹ˦̹
ňƀ̹ňŹ̹ĜĪĪĴŲƀĴİ̹ĜŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞŦŹƀ̹ĴǣĴĪƀňƘĴ̹ĿŦŵŞŹ̹ŦĿ̹ƀŅĴ̹AĴİňĴƘĜŘ̹ŲĴŵňŦİ̹
˾�ŵŦƙş˦̹ ʆʎʎʈ˿˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ňƀ̹ ňŹ̹ ƀŅĴ̹ ŹƀƟŘĴ̹ ĜŘŹŦ̹ ĩĴ̹ ňşĪŘƄİĴİ̹ ƀŦ̹ ƀŅĴ̹
ŞĜşƄĜŘŹ̹Ĝşİ̹ĪŦƄŵŹĴŹ̹ŦĿ̹ƀŦİĜƟ˰̹ŅŦƙĴƘĴŵ˦̹ƀŅĴ̹ŹƀƟŘĴ̹ňŹ̹şŦƀ̹ƀŅĜƀ̹ĪŦŞŞŦşŘƟ̹
ƄŹĴİ̹ĩƟ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĜŵƀňŹƀŹ̹ĜŹ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ňş̹�ŅĜŲƀĴŵ̹q,˫

3.5.6. Insular Majuscule (Insular Half-Uncial)

�şŦƀŅĴŵ̹ŹňŀşňǬĪĜşƀ̹ŹƀƟŘĴ̹ ňŹ̹ ňşŹƄŘĜŵ̹ŞĜœƄŹĪƄŘĴ˦̹ƙŅňĪŅ̹ňŹ̹ƀŅĴ̹ŞĜňş̹ŹƀƟŘĴ̹
ĴŞŲŘŦƟĴİ̹ƀŦ̹ƙŵňƀĴ̹ƘĜŵňŦƄŹ̹ƙĴŘŘ̐ŖşŦƙş̹ŞĜşƄŹĪŵňŲƀŹ˦̹şĜŞĴŘƟ̹Lindisfarne 
Gospel and the Book of Kells˦̹ƀŅĴ̹ƀƙŦ̹ŹňŀşňǬĪĜşƀ̹ĴƞĜŞŲŘĴŹ̹ŦĿ̹ƀŅĴ̹ĴňŀŅƀŅ̹
ĪĴşƀƄŵƟ˫̹ bŅĴŹĴ̹ ŞĜşƄŹĪŵňŲƀŹ̹ ĜŘŹŦ̹ ňşŹŲňŵĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹
şĜŞĴŘƟ̹ AĴƄŘŞĜş̹ Ĝşİ̹ �ŵŦƙş˦̹ ŞĴşƀňŦşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,˦̹ ƀŅŵŦƄŀŅ̹
ƀŅĴňŵ̹ ňşƀŵňĪĜƀĴİ̹ ŦŵşĜŞĴşƀ̹ ƀŅĜƀ̹ ĩĴŘŦşŀŹ̹ ƀŦ̹ ƀŅĴ̹ �ŵňƀňŹŅ̹ ,ŹŘĴŹ˦̹ ŹĪŵňĩĴŹ˦̹
Ĝşİ̹ ŹĪŵňŲƀŹ˦̹ƙŅňĪŅ̹ ĜŵĴ̹ ŹŦŞĴƀňŞĴŹ̹ ĪŦşŹňİĴŵĴİ̹şŦƀ̹ œƄŹƀ̹ Ĝ̹ ƀĴƞƀ̹ ĩƄƀ̹ ĜŘŹŦ̹
Ĝş̹ňŞĜŀĴ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ ňƀ̹ ňŹ̹ƘňƀĜŘ̹ƀŦ̹ŞĴşƀňŦş̹ňƀŹ̹ĩĜĪŖŀŵŦƄşİ̹ƀŦ̹ƀŅĴ̹
ĩĴƀƀĴŵ̹ĿŵĜŞĴ̹ƙŅňŘĴ̹İňŹĪƄŹŹňşŀ̹ƀŅĴŹĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̝Ź̹ƙŦŵŖŹ̹ňş̹�ŅĜŲƀĴŵ̹q,˫

,şŹƄŘĜŵ̹AĜœƄŹĪƄŘĴ̹ƙĜŹ̹ĪŘŦŹĴŘƟ̹ŵĴŘĜƀĴİ̹ƀŦ̹ƀŅĴ̹ĿŦŵŞŹ̹ŦĿ̹fşĪňĜŘ̹Ĝşİ̹)ĜŘĿ̐
fşĪňĜŘ̹ŹĪŵňŲƀŹ̹ƙňƀŅ̹ňƀŹ̹İňŹƀňşĪƀňƘĴ̹ĿŦŵŞ˫̹�ƘĴş̹ňĿ̹ňƀ̹ňŹ̹ĪĜŘŘĴİ̹ŞĜœƄŹĪƄŘĴ˦̹ňƀ̹
ŅĜŹ̹ŹŦŞĴ̹ŘĴƀƀĴŵŹ̹ƀŅĜƀ̹ŅĜƘĴ̹ŹŅŦŵƀ̹ĜŹĪĴşİĴŵŹ̹Ĝşİ̹İĴŹĪĴşİĴŵŹ̹ƀŅĜƀ̹ŵĴĜĪŅ̹
ĩĴŘŦƙ̹Ĝşİ̹ĜĩŦƘĴ̹ƀŅĴ̹ŀƄňİĴŘňşĴŹ˫̹

Lindisfarne Gospels̹ ňŹ̹ ĜĪĪĴŲƀĴİ̹ĜŹ̹ Ĝ̹ ƀŦƄŵ̹İĴ̹ ĿŦŵĪĴ̹ŦĿ̹ ňƀŹ̹Ŧƙş˦̹ Ĝşİ̹ƙĜŹ̹
ŲŵŦİƄĪĴİ̹ĩƟ̹ŹĪŵňĩĴ̹�ĜİĿŵňƀŅ̹Ĝşİ̹ŅňŹ̹ĪŦşƀĴŞŲŦŵĜŵňĴŹ̹ňş̹ƀŅĴ̹;ňşİňŹĿĜŵşĴ̹
ŹĪŵňŲƀŦŵňƄŞ̹Ŧş̹ƀŅĴ̹)ŦŘƟ̹,ŹŘĜşİ̹ŦĿ̹;ňşİňŹĿĜŵşĴ̹Ŧş̹ƀŅĴ̹şŦŵƀŅĴĜŹƀ̹ĪŦĜŹƀ̹ŦĿ̹
�şŀŘĜşİ˫̹�ĜİĿŵňƀŅ̹ƙĜŹ̹ƀŅĴ̹�ňŹŅŦŲ̹ŦĿ̹;ňşİňŹĿĜŵşĴ̹ĿŵŦŞ̹ĜŵŦƄşİ̹ʋʎʅ̹ƄşƀňŘ̹
ŅňŹ̹İĴĜƀŅ̹ňş̹ʌʇʆ˫

#ňŀ˫̹ ʈʅ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŲĜŀĴŹ̹ ŦĿ̹ Lindisfarne Gospels̹ ƙŵňƀƀĴş̹ ĩƟ̹
ňşŹƄŘĜŵ̹ ŹĪŵňŲƀ˦̹ ƀŅĴ̹ ŘĜƘňŹŅ̹İĴĪŦŵĜƀňŦş̹ĪŦşŹňŹƀŹ̹ŦĿ̹ Źňƞ̹ ŘňşĴŹ˰̹ŞĜœŦŵ̹ ňşňƀňĜŘ̹
̚�̛̹ƙňƀŅ̹ňşƀĴŵŘĜĪĴ˦̹ŹŲňŵĜŘ˦̹Ĝşİ̹ƥŦŦŞŦŵŲŅňĪ̹İĴĪŦŵĜƀňŦş̹ŹƄĪŅ̹ĜŹ̹ĩňŵİŹ̹Ĝşİ̹
İŦŀŹ˦̹ƙŅňĪŅ̹ňŹ̹ƀŅĴ̹ĪŅĜŵĜĪƀĴŵňŹƀňĪ̹ŦĿ̹Lindisfarne Gospels˫̹ ,ƀ̹ ĿŦŘŘŦƙŹ̹ƙňƀŅ̹
ƀŅĴ̹İňŹŲŘĜƟ̹ŹĪŵňŲƀŹ̹ƙňƀŅ̹Ĝ̹ŀŵŦƄşİ̹ŦĿ̹ŵĴİ̹İŦƀŹ˫

#ňŀ˫̹ʈʆ̹ňŹ̹ƀŅĴ̹İĴƀĜňŘĴİ̹ňŞĜŀĴ̹ƀŅĜƀ̹ŹŅŦƙŹ̹ƀŅĴ̹ŹĪŵňŲƀ̹ƙňƀŅ̹Ĝ̹ĪŘŦŹĴŵ̹ŘŦŦŖ˫̹,ƀ̹
ĪĜş̹ĩĴ̹ƄşİĴŵŹƀŦŦİ̹ ƀŅĜƀ̹ ƀŅĴ̹ ŘĴƀƀĴŵĿŦŵŞŹ̹ĜŵĴ̹ ŵĴŴƄňŵĴİ̹Ĝ̹ ĿĜŞňŘňĜŵ̹ĴƟĴ̹ ƀŦ̹
ŵĴĪŦŀşňƥĴ̹ƀŅĴ̹ĴƞĜĪƀ̹ŘĴƀƀĴŵ˫̹�ŲĜŵƀ̹ĿŵŦŞ̹ƀŅĴ̹ŘĴƀƀĴŵ̹ĿŦŵŞ˦̹ƀŅĴ̹ŘňşŖ̹ĩĴƀƙĴĴş̹
ƀŅĴ̹ ŘĴƀƀĴŵŹ̹ŞĜŖĴŹ̹ƀŅĴ̹ƀĴƞƀ̹ĪŘŦŹĴŵ̹ ƀŦ̹ ƀŅĴ̹ƙŦƘĴş̐ŘňŖĴ̹ĜŲŲĴĜŵĜşĪĴ˦̹ƙŅňĪŅ̹
ňŹ̹ ƀŅĴ̹ ƀƟŲňĪĜŘ̹ ĿĴĜƀƄŵĴ̹ ŞĴşƀňŦşĴİ̹ ňş̹ ŲĜŵƀ̹ ̚ʈ˫ʊ˫ʍ˫̹ bŅĴ̹ $ŦƀŅňĪ̹ [ƟŹƀĴŞ̹
ŦĿ̹ [ĪŵňŲƀŹ˫̛ ̹ bŅňŹ̹ ňŹŹƄĴ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ̹ ĩĴĪĜƄŹĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ƀŵĴĜƀ̹ƀŅĴ̹ƙŵňƀƀĴş̹ƙŦŵİ̹ĜŹ̹Ĝş̹ňŞĜŀĴ˫̹bŦ̹İŦ̹ƀŅĜƀ˦̹ŹŦŞĴƀňŞĴŹ̹
ƀŅĴƟ̹ ƀŵƟ̹ ƀŦ̹ ƀŵĴĜƀ̹ ňƀ̹ ĜŹ̹Ĝ̹ ĪŦŞŲŘĴƀĴ̹ĪŦŞŲŦŹňƀňŦş̹ĜŹ̹ŞƄĪŅ̹ĜŹ̹ ƀŅĴ̹ ĿŦŵŞĜŘ̹
ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̹ ŦĿ̹ ƀŅĴ̹ ŹĪŵňŲƀ̹ ĜŘŘŦƙĴİ˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ƀŅĴ̹ ňşŹƄŘĜŵ̹
ŞĜœƄŹĪƄŘĴ̹Ŧŵ̹ŀŦƀŅňĪ̹ŅĜşİ̹ĪĜş̹ĿĜĪňŘňƀĜƀĴ̹ƀŅĴ̹ƙŦŵŖ̹ŦĿ̹ƀŅĴŹĴ̹ĜŵƀňŹƀŹ̹ňş̹ƀŅňŹ̹
ŹĴşŹĴ̹Ĝşİ̹ŦǣĴŵ̹ĜŘƀĴŵşĜƀňƘĴŹ˫



ʆʊʎ

Fig. 31. left Detail of the 
letterform of Insular Majuscule 
is extracted from Fig. 30 (the 
second column the seventh line 
after the illuminated letters), 
written “tuor evangeliis dereli 
quit namq(ue) trium.”

Fig. 30. above Cotton Nero 
D. iv, f. 8r of Lindisfarne 
Gospels, 675-725, possibly c. 
698, Source: Brown, (2011: 11).



ʆʋʅ

bŅĴƟ̹ƙŵŦƀĴ̹Ĝş̹ĴŘĜĩŦŵĜƀĴİ̹Ĝşİ̹ĪŦŞŲŘĴƞ̹ ĿŦŵŞ̹ƙňƀŅ̹ĜŘŘ̹ŲĜŀĴŹ̹ƀŅĜƀ̹ƙĴŵĴ̹
ĴŘĜĩŦŵĜƀĴİ̹ƙňƀŅ̹ŅňŀŅŘƟ̹İĴĪŦŵĜƀĴİ̹ŘĴƀƀĴŵŹ˦̹ŹŦŞĴ̹ňş̹Ĝ̹ŹňşŀŘĴ̹ĪŦŞŲŦŹňƀňŦş˦̹
Ĝşİ̹ŞĜşƟ̹ƀƙŦ̐ŲĜŀĴ̹ŦŲĴşňşŀŹ̹ƙŅňĪŅ̹ĜŵĴ̹İĴŹňŀşĴİ̹ĜŹ̹Ĝ̹Ƅşňƀ̹ƙňƀŅ̹ĪĜŵŲĴƀ̹
ŲĜŀĴŹ̹ ˾#ňŀ˫̹ ʈʇ˿̹ ĿĜĪňşŀ̹ Ĝş̹ ňşĪňŲňƀ̹ ŲĜŀĴ̹ ˾#ňŀ˫̹ ʈʈ˿̹ ƀŅĜƀ̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ̚ŅĴŵĴ̹
ĩĴŀňşŹ˧̛˫ ̹

bŅĴ̹ ĪĜŵŲĴƀ̹ ŲĜŀĴ̹ ˾#ňŀ˫̹ ʈʇ˿̹ ƀŅĜƀ̹ ĴĜĪŅ̹ $ŦŹŲĴŘ̹ ŅĜŹ̹ ňƀŹ̹ ĿŵŦşƀňŹŲňĴĪĴ̹ ňŹ̹ Ĝ̹
ĪŅĜŵĜĪƀĴŵňŹƀňĪ̹ĿĴĜƀƄŵĴ̹ŦĿ̹,şŹƄŘĜŵ̹ňŘŘƄŞňşĜƀĴİ̹ŞĜşƄŹĪŵňŲƀŹ̹ƀŅĜƀ̹ĪŦşŹňŹƀŹ̹ŦĿ̹
ŞĜňşŘƟ̹ŀĴŦŞĴƀŵňĪĜŘ̹ŦŵşĜŞĴşƀĜƀňŦşŹ˦̹ƙŅňĪŅ̹ƙĴŵĴ̹ĴƞĴĪƄƀĴİ̹ĜŹ̹ŞĴƀĜŘƙŦŵŖ̹
Ŧş̹ ŅĴŘŞĴƀŹ̹ ĜŹ̹ ĜİŦŵşŞĴşƀŹ˦̹ ŹŅňĴŘİŹ˦̹ Ĝşİ̹ ŅĜŵşĴŹŹĴŹ˫̹ HşĪĴ̹ ĪŵĜĿƀŹŞĴş̹
ŘĴĜŵşĴİ̹ ƀŦ̹ ƀŵĜşŹŲŦŹĴ̹ ƀŅĴŹĴ̹ �ĴŘƀňĪ̹ ŲĜƀƀĴŵşŹ̹ ňşƀŦ̹ ŘňşĴŹ̹ Ĝşİ̹ ĪŦŘŦŵŹ˦̹ ƀŅĴƟ̹
ŹƀĜŵƀĴİ̹İĴĪŦŵĜƀňşŀ̹ƀŅĴ̹ĩŦŦŖŹ̝̹ňşƀĴŵňŦŵ̹˾$ŵĜĩĜŵ̹Λ̹BŦŵİĴşĿĜŘŖ˦̹ʆʎʊʌ˿˫

,ƀ̹ ŞĜƟ̹ ĜŘŹŦ̹ ňşĪŘƄİĴ̹ ĜşňŞĜŘ̹ ĿŦŵŞŹ̹ ƀƟŲňĪĜŘŘƟ̹ ŲŘĜĪĴİ̹ Ĝƀ̹ ƀŅĴ̹ ĩĴŀňşşňşŀ̹ ŦĿ̹
ĴĜĪŅ̹ $ŦŹŲĴŘ˫̹rŅŦŘŘƟ̹ İĴƘŦƀĴİ̹ ƀŦ̹ ŦŵşĜŞĴşƀĜƀňŦş̹ ƀĜŖĴŹ̹ ĜƀƀĴşƀňŦş̹ ƀŦ̹ ƀŅĴ̹
ƄŹĜŀĴ̹ŦĿ̹ƘňƘňİ̹ĪŦŘŦŵŹ̹ƙňƀŅ̹ ňşƀŵňĪĜƀĴŘƟ̹İĴĪŦŵĜƀĴİ̹ŞŦƀňĿŹ̹ ˾rŦŦİƘňŘŘĴ˦̹ş˫İ˫˿˦̹
Ĝşİ̹ĴĜĪŅ̹$ŦŹŲĴŘ̹ĩĴŀňşŹ̹ƙňƀŅ̹Ĝ̹İĴĪŦŵĜƀĴİ̹ŹĪŵňŲƀ̹ĜŹ̹ňş̹#ňŀ˫̹ʈʈ̹ƀŅĜƀ̹ŀňƘĴŹ̹ňƀŹ̹
ŦŲĴşňşŀ̹ƙŦŵİŹ˦̹ƙŅňĪŅ̹ŵĴĿĴŵŹ̹ƀŦ̹ňşĪňŲňƀ˫̹WŦŞĜş̹ĪĜŲňƀĜŘŹ˦̹$ŵĴĴŖ̹ĪŅĜŵĜĪƀĴŵŹ˦̹
Ĝşİ̹ ĜşŀƄŘĜŵ̹ ŘĴƀƀĴŵŹ̹ ĜŵĴ̹ ĩŘĴşİĴİ̹ ňşƀŦ̹ Ĝ̹ İňŹƀňşĪƀňƘĴ̹ İňŹŲŘĜƟ̹ ŹĪŵňŲƀ˫̹ ;ĜŵŀĴ̹
İĴĪŦŵĜƀĴİ̹ňşňƀňĜŘŹ̹ĜŘŹŦ̹ŲŦňşƀ̹Ĝƀ̹ƀŅĴ̹İňƘňŹňŦş̹ŦĿ̹ƀŅĴ̹ĪŵňƀňĪĜŘ̹ƀĴƞƀ˫̹bŅĴƟ̹ŞĜƟ̹
ĩĴ̹ǬŘŘĴİ̹ƙňƀŅ̹ňşƀĴŵŘĜĪĴİ̹ĩňŵİŹ̹Ŧŵ̹ĩĴĜŹƀŹ˦̹ĴƘĴş̹Ĝ̹ƘŦŵƀĴƞ̹ŦĿ̹ŹƙňŵŘňşŀ̹�ĴŘƀňĪ̹
ŹŲňŵĜŘ̹ƙŦŵŖ˦̹ƙŅňĪŅ̹ŵĴĪĜŘŘŹ̹ƙĜƀĴŵ˦̹Ĝňŵ˦̹Ĝşİ̹ǬŵĴ̹˾�ŵŦƙş˦̹ʇʅʆʆ˿˫

)ĴŵĴ˦̹ ňƀ̹ ňŹ̹ ĴƘňİĴşƀ̹ ƀŅĜƀ̹ ƀŅĴ̹ ƙŦŵİŹ̹ ƀŅĴŞŹĴŘƘĴŹ̹ ƙĴŵĴ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ Ĝ̹
İĴĪŦŵĜƀňƘĴ̹ ĴŘĴŞĴşƀ̹ ňş̹ ĩŦŦŖ̹ İĴĪŦŵĜƀňŦşŹ̹ ňƀŹĴŘĿ̹ ƙňƀŅ̹ ƀŅĴ̹ �ŅŵňŹƀňĜş̹
ňşǭƄĴşĪĴ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ ƀŅňŹ̹ ňŹŹƄĴ̹ ĩĴĪŦŞĴŹ̹ şŦƀĜĩŘĴ̹ƙňƀŅ̹ ƀŅĴ̹ ĴŞĴŵŀňşŀ̹
ƀŵĜİňƀňŦş̹ ňş̹ ƀŅĴ̹ �ŵňƀňŹŅ̹ ,ŹŘĴŹ̹ ˾�ŘĜƟƀŦş˦̹ ʇʅʆʈ˿˫̹ )ĴŵĴ˦̹ ŘĴƀƀĴŵŹ̹ ĜŵĴ̹ŞŦŹƀŘƟ̹
ŅĴĜƘňŘƟ̹İĴĪŦŵĜƀĴİ̹Ĝşİ̹ĪŦŘŦŵĴİ˦̹ ƀŅĜƀ̹ĜŵĴ̹ ŹŦŞĴƀňŞĴŹ̹ŅĜŵİ̹ ƀŦ̹ ŵĴĪŦŀşňƥĴ˫̹
,ƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹ƀŅĜƀ̹ĴƘĴş̹ƙňƀŅ̹ŘĜƘňŹŅ̹İĴĪŦŵĜƀňŦşŹ˦̹ƀŅĴ̹ĿŦĪƄŹ̹ŲŦňşƀ̹ňŹ̹ƀŅĴ̹
ŘĴƀƀĴŵ̹Ĝşİ̹ƀŅĴ̹ƙŦŵİ̹ňƀŹĴŘĿ̹ƀŅĜƀ̹ƙĜŹ̹ĴŘĜĩŦŵĜƀĴİ˫

HĩŹĴŵƘňşŀ̹ƀŅĴ̹ŀŘňƀƀĴŵňşŀ̹ŀŦŘİ̹Ĝşİ̹ŹňŘƘĴŵ̹ƙňƀŅ̹ƀŅĴ̹ŹŲŘĴşİňİ̹ĪŦŘŦŵňşŀ̹ŦĿ̹
ƀŅĴ̹ňşňƀňĜŘŹ̹Ĝşİ̹ňŞĜŀĴŹ̹ƀŅĜƀ̹ĜŲŲĴĜŵ̹ňş̹ƀŅĴ̹AĴİňĴƘĜŘ̹ŞĜşƄŹĪŵňŲƀŹ˦̹ĜŹ̹ňş̹
Lindisfarne Gospels˦̹ ňŘŘƄŹƀŵĜƀňŦş̹ ĜŹ̹ Ĝ̹ ƀĴŵŞ̹ ĪĜş̹ ĩĴ̹ ƄşİĴŵŹƀŦŦİ̹ ĜŹ̹ƙŅĜƀ̹
ňƀ̹ ĜĪƀƄĜŘŘƟ̹ ŵĴĿĴŵŹ̹ ƀŦ˦̹ ŘňŀŅƀňşŀ̹ ƄŲ̹ ƀŅĴ̹ ŲĜŀĴŹ̹ƙňƀŅ̹ ňşƀŵňĪĜƀĴ̹ İĴƀĜňŘŹ̹ Ĝşİ̹
ŵňĪŅşĴŹŹ̹ŦĿ̹ƀŅĴ̹ĪŦŞŲŘňĪĜƀĴİ̹�ĴŘƀňĪ̹İĴĪŦŵĜƀňŦşŹ̹Ĝşİ̹ŘĴƀƀĴŵňşŀ˫

bŅŵŦƄŀŅ̹ƀŅĴ̹ƀĴƞƀ˦̹ ňƀ̹ŞĜƟ̹ĩĴ̹ŲŦŹŹňĩŘĴ̹ƀŦ̹ ňŘŘƄŞňşĜƀĴ̹ƀŅĴ̹ŲĜŀĴŹ̹ ňş̹ƘĜŵňŦƄŹ̹
ƙĜƟŹ̹ ĜŹ̹ ,ŵňŹŅ̹ŞŦşŖŹ̹ İňİ̹ ňş̹ ƀŅĴňŵ̹ �ĴŘƀňĪ̹ ŞĜşƄŹĪŵňŲƀ˦̹ ĜŹ̹ ňş̹ ƀŅĴ̹ ĪĜŹĴ̹ ŦĿ̹
;ňşİňŹĿĜŵşĴ˫̹,ƀ̹ŞĜƟ̹ŲŦňşƀ̹ƀŦ̹ƀŅĴ̹ŀĴşĴŵĜŘ̹ĴƞŲŘĜşĜƀňŦş̹ŦĿ̹ƀŅĴ̹ƀĴŵŞ̹ƙŵňƀňşŀ˦̹
ƙŅňĪŅ̹ňŹ̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,,˦̹ƄşİĴŵŘňşĴŹ̹ňƀŹ̹İĴŹĪŵňŲƀňŦş̹ĪŦşŹňŹƀňşŀ̹ŦĿ̹
ƘĜŵňŦƄŹ̹ĜĪƀŹ̹ŦĿ̹ŞĜŵŖ̐ŞĜŖňşŀ˫̹Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ŞĜşƄŹĪŵňŲƀ̹ňŘŘƄŹƀŵĜƀňŦşŹ̹
ĜŵĴ̹ĪŦŞŞŦş̹ĿŵŦŞ̹ƀŅĴ̹ĴĜŵŘƟ̹ƀŦ̹ƀŅĴ̹ŅňŀŅ̹AňİİŘĴ̹ĜŀĴŹ̹ňş̹ƙŅňĪŅ̹ƀŅĴ̹ŹĜŞĴ̹
ŹĪŵňĩĴ̹ĪĜŵŵňĴİ̹ŦƄƀ̹ĩŦƀŅ̹ƀŅĴ̹ƙŵňƀňşŀ̹Ĝşİ̹ƀŅĴ̹ŲĜňşƀňşŀ˫̹,ƀ̹ŞĜƟ̹ŘĴĜİ̹ƀŦ̹ƀŅĴ̹
ƄŹĴ̹ŦĿ̹ƀŅĴ̹ƀĴŵŞ̹craxare˦̹ƙŅňĪŅ̹ŵĴĿĴŵŹ̹ƀŦ̹ĩŦƀŅ̹ƙŵňƀňşŀ̹Ĝşİ̹ŲĜňşƀňşŀ˫

�şŦƀŅĴŵ̹ şŦƀĴƙŦŵƀŅƟ̹ ŞĜşƄŹĪŵňŲƀ˦̹ The Book of Kells ˾Ī˫̹ ʍʅʅ̹ ��˿˦̹ ƙĜŹ̹
ƙŵňƀƀĴş̹ ňş̹ ,ŵĴŘĜşİ̹ Ĝƀ̹ 9ĴŘŘŹ̹ ňş̹ ƀŅĴ̹ ,ŵňŹŅ̹ŞŦşĜŹƀĴŵƟ̹ Ŧş̹ [ĪŦƀŘĜşİ̝Ź̹ƙĴŹƀ̹
ĪŦĜŹƀ̹ ƀŅĜƀ̹ŅĜŹ̹ ňşǭƄĴşĪĴİ̹ƘĜŵňŦƄŹ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŹƄĪŅ̹ĜŹ̹
�ĴşňŹ̹�ŵŦƙş˦̹ƙŅŦ̹ňŹ̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹bŅĴ̹ĩŦŦŖ̹ĪŦşƀĜňşŹ̹ƀŅĴ̹ĿƄŘŘ̹
ƀĴƞƀ̹ŦĿ̹ ƀŅĴ̹ ĿŦƄŵ̹$ŦŹŲĴŘŹ̹ƙňƀŅ̹ ƀŵĜİňƀňŦşĜŘ̹ ňşƀŵŦİƄĪƀŦŵƟ̹ŞĜƀĴŵňĜŘŹ˫̹rňƀŅ̹
ʋʍʅ̹ŲĜŀĴŹ˦̹ ňƀ̹ ňŹ̹ĜŹŹƄŞĴİ̹ĜŹ̹ƄşǬşňŹŅĴİ̹İƄĴ̹ƀŦ̹ƘĜŵňŦƄŹ̹ŦŵşĜŞĴşƀŹ̹ƀŅĜƀ̹
œƄŹƀ̹ŹƀĜƟĴİ̹ňş̹ƀŅĴ̹ŦƄƀŘňşĴ˫



ʆʋʆ

Fig. 33. Novum Opus Preface 
Incipit-page, folio 3recto of 
Lindisfarne Gospels, 675-725, 
Source: Brown, (2011: 9). 

Fig. 32. Prefatory Carpet-page, 
folio 2verso of Lindisfarne 
Gospels, 675-725, British 
Museum, London, Source: 
Grabar & Nordenfalk, (1957: 116).



ʆʋʇ

HşĴ̹ŦĿ̹ƀŅĴ̹şŦƀĴƙŦŵƀŅƟ̹ĴƞĜŞŲŘĴŹ̹ŦĿ̹,ŵňŹŅ̹ňŘŘƄŞňşĜƀĴİ̹ňşňƀňĜŘŹ˦̹�ĴŘƀňĪ̹ŖşŦƀ˦̹
ňşƀĴŵŘĜĪĴ˦̹Ĝşİ̹ŲĜŀĴ̹İĴĪŦŵĜƀňŦşŹ̹ňŹ̹ŹŲŵĴĜİ̹Ŧş̹ƀŅĴ̹ĩŦŦŖ̝Ź̹ŲĜŵĪŅŞĴşƀ˫̹,ƀ̹ňŹ̹
ĜŹŹƄŞĴİ̹ƀŦ̹ĩĴ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞŦŹƀ̹ĿĜŹĪňşĜƀňşŀ˦̹ŞĜŀşňǬĪĴşƀ˦̹Ĝşİ̹ŘƄƞƄŵňŦƄŹ̹
ŞĜşƄŹĪŵňŲƀŹ̹ ƙňƀŅŦƄƀ̹ ŹňŘƘĴŵ̹ Ŧŵ̹ ŀŦŘİ̹ ƄŹĴİ̹ ňş̹ ňƀŹ̹ ŲŵŦİƄĪƀňŦş˰̹ ŅŦƙĴƘĴŵ˦̹
ňƀŹ̹ İĴşŹĴ̹ Ĝşİ̹ ŘĜƘňŹŅ̹ İĴĪŦŵĜƀňŦş̹ ŵĜşŖŹ̹ ňƀ̹ ĜŞŦşŀ̹ ƀŅĴ̹ƙŦŵŘİ̝Ź̹ ŀŵĴĜƀĴŹƀ̹
ňŘŘƄŞňşĜƀĴİ̹ŞĜşƄŹĪŵňŲƀŹ˫̹

#ňŀ˫̹ ʈʉ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ƀŅĴ̹ ŘĜƘňŹŅŘƟ̹ İĴĪŦŵĜƀĴİ̹ ňşňƀňĜŘŹ̹ ƙňƀŅ̹ �ĴŘƀňĪ̹ ĿŦŵŞŹ̹
Ĝşİ̹ ĪŦŘŦŵŹ̹ ĜĪĪŦŞŲĜşƟňşŀ̹ ƀŅĴ̹ ƀĴƞƀ˫̹�ƀ̹ ƀŅĴ̹ Ĵşİ̹ ŦĿ̹ ƘĜŵňŦƄŹ̹ ŘňşĴŹ˦̹ ŹŞĜŘŘ̹
İĴĪŦŵĜƀňƘĴ̹ĿŦŵŞŹ̹ƙĴŵĴ̹ƄŹĴİ̹ƀŦ̹ǬşňŹŅ̹ƀŅĴ̹ŘňşĴ̝Ź̹ǬşňŹŅ̹ƀŦƄĪŅ˫̹bŅĴ̹ĴƟĴ̐ŹŖňŲ̹
ŦĿ̹ ƀŅĴ̹ŹĪŵňĩĴ̹ĪĜƄŹĴİ̹ ƀŅĴ̹ƙŦŵİ̹ŦŞňŹŹňŦş̹Ŧş̹ ƀŅĴ̹ŹĴƘĴşƀŅ̹ ŘňşĴ˫̹bŅňŹ̹ƙĜŹ̹
şŦƀĴİ̹ƙňƀŅ̹Ĝ̹İŦƀƀĴİ̹ŵĴİ̹ĪŵŦŹŹ˦̹Ĝşİ̹ƀŅĴ̹ŞňŹŹňşŀ̹ƀĴƞƀ̹ƙĜŹ̹ĜİİĴİ̹Ĝƀ̹ƀŅĴ̹
Ĵşİ̹ŦĿ̹ƀŅĴ̹ƀĴƞƀ̹Ŧş̹ƀŅĴ̹ĩŦƀƀŦŞ̹ŦĿ̹ƀŅĴ̹ŲĜŀĴ˦̹ƙŅňĪŅ̹ƙĜŹ̹ĜŘŹŦ̹şŦƀĴİ̹ƙňƀŅ̹
ĜşŦƀŅĴŵ̹ŵĴİ̹İŦƀ˫̹bŅĴŹĴ̹ĜŵĴ̹ŹňŀşňǬĪĜşƀ̹ĿĜĪŹňŞňŘĴŹ̹ƀŅĜƀ̹ŦşĴ̹ĪĜş̹ŵĴĜĪŅ̹Ĝşİ̹
ŲŵĜĪƀňĪĴ̹ ƀŦ̹ ŘĴĜŵş̹ ƀŅĴ̹ ĴƞĜĪƀ̹ ĿŦŵŞ̹ ŦĿ̹ ƀŅĴ̹ ŹƀƟŘĴŹ̹ Ĝşİ̹ ƀŅĴ̹ ƄşİĴŵŹƀĜşİňşŀ̹
ŦĿ̹ŅŦƙ̹ƀŅĴ̹ ŘňşĴŹ̹Ĝşİ̹ňşİĴşƀ̹ĜĪƀƄĜŘŘƟ̹ƙĴŵĴ̹ŲŵĜĪƀňĪĴŹ˦̹ĜŹ̹ƙňŘŘ̹ĩĴ̹ŹĴĴş̹ňş̹
�ŲŲĴşİňƞ̹�˦̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ĪŦƄŵŹĴŹ̹ƀŅĜƀ̹,̹ŲĜŵƀňĪňŲĜƀĴİ̹ňş˫̹bŅňŹ̹ŹƀƟŘĴ̹ňŹ̹ĜŘŹŦ̹
ĪĜş̹ĩĴ̹ŹŅŦƙş̹ĜŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŅňŹƀŦŵňĪĜŘ̹ŵĴĿĴŵĴşĪĴŹ̹ƀŅĜƀ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹
ƀŅŵŦƄŀŅ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̝̹ƙŦŵŖ˦̹ƙŅňĪŅ̹ĪĜş̹ĩĴ̹ňİĴşƀňǬĴİ̹
ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ŞĜňş̹ ĿĴĜƀƄŵĴŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ ŞĴşƀňŦşĴİ̹ ŅĴŵĴ˦̹ ƙŅňĪŅ̹ ƙňŘŘ̹ ĩĴ̹
İňŹĪƄŹŹĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫

bŅĴ̹ ƄŹĴ̹ ŦĿ̹ ŘňŀĜƀƄŵĴŹ̹ ŘĴƀƀĴŵŹ̹ ŹƀŵĴƀĪŅĴİ̹ ŞĜňşŘƟ̹ Ĝƀ̹ ƀŅĴ̹ Ĵşİ̹ ŦĿ̹ ŘňşĴŹ̹ ƀŦ̹
ǬŘŘ̹ ƀŅĴ̹ ŘĴĿƀ̹ ĩŘĜşŖ̹ ŦĿ̹ ƀŅĴ̹ ƀĴƞƀ̹ƙňƀŅ̹İĴĪŦŵĜƀňƘĴ̹ ĴŘĴŞĴşƀŹ̹ Ĝƀ̹ ǬŵŹƀ̹ ŀŘĜşĪĴ˦̹
ƀĜŖĴŹ̹ĜƀƀĴşƀňŦş̹Ĝşİ̹ĜŘŹŦ̹ĪĜş̹ĩĴ̹ŹŅŦƙş̹ĜŹ̹Ĝ̹ƀŵĴĜƀŞĴşƀ̹ŦĿ̹ƀŅĴ̹ƙŦŵİ̹ĜŹ̹Ĝş̹
ňŞĜŀĴ˫̹)ňŀŅŘƟ̹ĴŘĜĩŦŵĜƀĴİ̹ŘĴƀƀĴŵĿŦŵŞŹ̹ĪŦşƀĜňş̹ŹŦŞĴ̹ĜŘƀĴŵşĜƀňƘĴ̹ĿŦŵŞŹ˫

�Ź̹ŞĴşƀňŦşĴİ̹ĩĴĿŦŵĴ˦̹ĴƘĴş̹ňƀ̹ňŹ̹ĴŹŹĴşƀňĜŘŘƟ̹Ĝ̹ŞĜœƄŹĪƄŘĴ̹Ŧŵ̹ĩňŘňşĴĜŵ̹ŹĪŵňŲƀ˰̹
ŹŦŞĴ̹ ŘĴƀƀĴŵŹ̹ ŅĜƘĴ̹ ŹŅŦŵƀ̹ ĜŹĪĴşİĴŵŹ̹ Ŧŵ̹ İĴŹĪĴşİĴŵŹ˫̹ bŅĴ̹ ŹŅŦŵƀ̹ ƘĴŵƀňĪĜŘ̹
ŹƀŵŦŖĴŹ̹ĜŵĴ̹ĴŞŲŘŦƟĴİ̹ĜŹ̹ƀŅĴ̹ĿĴĴƀ̹ŦĿ̹minimsʊ˫̹bŅĴ̹ŹĪŵňŲƀ̹ňŹ̹ŵŦƄşİĴİ̹Ĝşİ̹
ŹŲĜĪĴİ̹ƙňİĴŘƟ̹ İƄĴ̹ ƀŦ̹ ňƀŹ̹ƙňİĴ̹ ŹŅĜŲĴ˫̹ )ĴşĪĴ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ̹ ŦĪĪƄŲƟ̹ŞŦŵĴ̹
ŹŲĜĪĴ˫̹ bŅĴ̹ ŘĴƀƀĴŵŹ̹ŞŦŹƀŘƟ̹ ƀŦƄĪŅ̹ ŦşĴ̹ ĜşŦƀŅĴŵ˫̹ bŅĴ̹ ŘĜŵŀĴ̹ ňşňƀňĜŘ̹ ŘĴƀƀĴŵŹ̹
ĜŘŹŦ̹ƙĴŵĴ̹ĴŞŲŘŦƟĴİ˦̹ŹŦŞĴ̹ŹƄŵŵŦƄşİĴİ̹ƙňƀŅ̹ƀŅĴ̹ŵĴİ̹ ňşŖ̹İŦƀŹ˫̹ ,ş̹ŹŦŞĴ̹
ŞĜşƄŹĪŵňŲƀŹ˦̹ ƀŅĴ̹ ŹŲĜĪĴ̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ƙŦŵİŹ̹ şŦƀ̹ ƄŹĴİ˦̹ ŹŦ̹ ňƀ̹ ŘŦŦŖŹ̹ ŘňŖĴ̹
scriptura continua.̹bŅĴ̹ǬşĜŘ̹ŘĴƀƀĴŵŹ̹ŦĿ̹ƀŅĴ̹ŘňşĴ̹İĴŲĴşİ̹Ŧş̹ƀŅĴ̹ŹŲĜĪĴ̹ƀŅĜƀ̹
ŘĴĿƀ˦̹ƀĴşİĴİ̹ƀŦ̹ĴŘŦşŀĜƀĴ˦̹Ĝşİ̹İĴĪŦŵĜƀĴİ˫̹�ŲĜŵƀ̹ĿŵŦŞ̹ƀŅĴ̹ĪŦŘŦŵĴİ̹ňşňƀňĜŘŹ˦̹
ŹŦŞĴ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹ĜŵĴ̹ǬŘŘĴİ̹ƙňƀŅ̹ƟĴŘŘŦƙ̹ŲĜňşƀ̹˾AĴĴŅĜş˦̹ʇʅʆʇ˿˫

[ŦŞĴ̹ ŦĿ̹ ƀŅĴ̹ ŲĜŀĴŹ̹ ňşĪŦŵŲŦŵĜƀĴ̹ ĩŦƀŅ̹ ƥŦŦŞŦŵŲŅňĪ̹ ˾#ňŀ˫̹ ʈʊ˿̹ Ĝşİ̹
ĜşƀŅŵŦŲŦŞŦŵŲŅňĪ̹˾#ňŀ˫̹ʈʋ˿̹İĴĪŦŵĜƀňŦş˦̹ňşƀĴŵŲŵĴƀĴİ̹ĜŹ̹Ĝ̹ŲĜŵƀ̹ŦĿ̹ƀŅĴ̹ƀĴƞƀ̹
ƙňƀŅ̹ƀŅĴ̹ŲƄŵŲŦŹĴ̹ŦĿ̹ĴşŘňƘňşŀ̹ƀŅĴ̹ňşƀĴŵŘĜĪĴŹ̹ƀŅĜƀ̹ĜİĜŲƀĴİ̹ƀŦ̹ƀŅĴ̹ŘĴƀƀĴŵŹ˫̹
[ĪŵňĩĴ̹ĴƞĴĪƄƀĴŹ̹ƀŅĴŞ̹ĜŹ̹ŵĴŲŵĴŹĴşƀĜƀňƘĴ̹ŦĿ̹̚ŞĜƞňŞƄŞ̹ŦĿ̹ŞŦƘĴŞĴşƀ̹ňşƀŦ̹
ƀŅĴ̹ŹŞĜŘŘĴŹƀ̹ŲŦŹŹňĩŘĴ̹ŹŲĜĪĴ̛̹˾$ŵĜĩĜŵ̹Λ̹BŦŵİĴşĿĜŘŖ˦̹ʆʎʊʌ˥̹ʆʆʈ˿˫

bŅĴŹĴ̹ ƥŦŦŞŦŵŲŅňĪ̹ Ĝşİ̹ ĜşƀŅŵŦŲŦŞŦŵŲŅňĪ̹ İĴĪŦŵĜƀňŦşŹ̹ ĜĩŦƘĴ̹ ĪĜş̹ ĩĴ̹
ŹĴĴş̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ƘĜŵňŦƄŹ̹ƙŦŵŖŹ̹ ŦĿ̹ �ŵŦƙş̹ ƀŅĜƀ̹ƙňŘŘ̹ ĩĴ̹ŞĴşƀňŦşĴİ̹ ňş̹
�ŅĜŲƀĴŵ̹q,˫̹�Ź̹Ĝ̹ƀĴĪŅşňŴƄĴ˦̹ŅĴ̹ŲŵĴĿĴŵŹ̹ƀŦ̹ňŘŘƄŹƀŵĜƀĴ̹ƀŅĴ̹ĪŅĜŵĜĪƀĴŵŹ̹ŅĴ̹ňŹ̹
ƙňŘŘňşŀ̹ƀŦ̹ƄŹĴ̹ňş̹ƀŅĴ̹ŹĜŞĴ̹ƙĜƟ̹ĜŹ̹ňş̹The Book of Kells˫̹,ƀ̹ŹŅŦƙŹ̹ƀŅĜƀ̹şŦƀ̹
œƄŹƀ̹ƀŅĴ̹ŹƀƟŘĴŹ̹ŦĿ̹ŘĴƀƀĴŵŹ̹ĩƄƀ̹ƀŅĴ̹ňŘŘƄŞňşĜƀňŦşŹ̹ĪĜş̹ňşŹŲňŵĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ̹Ĝşİ̹ĩĴĪŦŞĴ̹Ĝ̹ĿĴĜƀƄŵĴ̹ƀŦ̹ňşƀĴŵŲŵĴƀ̹Ĝşİ̹ĴƞŲĴŵňĴşĪĴ˫

ʊ̹bŅĴ̹ƙŦŵİ̹minim̹ňŹ̹İĴŵňƘĴİ̹ĿŵŦŞ̹ƀŅĴ̹;Ĝƀňş̹ƙŦŵİ̹minimus˦̹ƙŅňĪŅ̹ŞĴĜşŹ̹̚ŹŞĜŘŘĴŹƀ˦̹ŘĴĜŹƀ˰̹ŞňşƄƀĴ˦̹
ƀŵňǭňşŀ˦̹ňşŹňŀşňǬĪĜşƀ˦̛ ̹ĜŹ̹Ĝ̹şŦƄş̹̚ŘĴĜŹƀ̹ŲŵňĪĴ˦̹ŘŦƙĴŹƀ̹ŲŵňĪĴ˦̛ ̹ŹƄŲĴŵŘĜƀňƘĴ̹ŦĿ̹minör̹ŞĴĜşŹ̹̚ŹŞĜŘŘĴŵ˫̛ ̹,ş̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ňƀ̹ŵĴĿĴŵŹ̹ƀŦ̹Ĝ̹ŹŅŦŵƀ̹İŦƙş̐ŹƀŵŦŖĴ̹ŦĿ̹ƀŅĴ̹ŲĴş̹ňş̹ŞĜŖňşŀ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹Ş˦̹ş˦̹Ƅ˦̹ĴƀĪ˫̹ĿŵŦŞ̹Ī˫̹
ʆʋʅʅ̹˾bŅĴ̹HşŘňşĴ̹�ƀƟŞŦŘŦŀƟ̹�ňĪƀňŦşĜŵƟ˦̹ş˫İ˫˿˫

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE



ʆʋʈ

Fig. 35. The Book of Kells, folio 203v, 
elaborately coloured and interlaced 
crosses set within lozenges inside 
the bowl of Et, c. 800 AD, Source: 
Meehan, (2012: 114). 

Fig. 36. The Book of Kells, folio 273r, 
the last minim of the m of eum is 
in the form of a cross with Jesus’ 
head at its apex, c. 800 AD, Source: 
Meehan, (2012: 117).

Fig. 34. The Book of Kells, 
folio 146v, c. 800 AD, Source: 
Meehan, (2012: 195). 

III. WESTERN CALLIGRAPHY TRADITION



ʆʋʉ

3.5.7. Caroline Minuscule (Littera Minuscula Carolina)

Accordinŀ̹ƀŦ̹AĜŵƀŊş̹;ŧŲĴƥ̹˾ʇʅʇʅ˿˦̹ƀŅĴŵĴ̹ĜŵĴ̹ƀƙŦ̹ŹňŀşňǬĪĜşƀ̹ŞŦŞĴşƀŹ̹
ŦĿ̹ ŵĴĪŵĴĜƀňŦş̹ŦĿ̹ ĜŘŲŅĜĩĴƀňĪ̹ ĿŦŵŞŹ˥̹ŦşĴ̹ ňŹ̹ ƀŅĴ̹ ƀƙĴŘĿƀŅ̹ĪĴşƀƄŵƟ̹�ĜŵŦŘňşĴ̹
ŞňşƄŹĪƄŘĴ˦̹ Ĝşİ̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ĪŦŵŵĴŹŲŦşİŹ̹ ƀŦ̹ ƀŅĴ̹ ŲĴŵňŦİ̹ ŦĿ̹ ʆʉʍʅ̐ʆʊʅʅ̹
ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ŲŵĴŅƄŞĜşňŹƀňĪ̹ƙŵňƀňşŀ˫̹ �ĜŵŦŘňşĴ̹ŞňşƄŹĪƄŘĴ̹ ňŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹
ŹňŀşňǬĪĜşƀ̹ŹƀƟŘĴŹ̹ƀŅĜƀ̹ňŹ̹ƀĜƄŀŅƀ̹ňş̹ĪŦƄŵŹĴŹ̹Ĝşİ̹ƙŦŵŖŹŅŦŲŹ̹ƀŦİĜƟ˦̹ĿŦƄşİ̹
ŹƀňŘŘ̹ ŵĴŘĴƘĜşƀ̹ ĿŦŵ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ ŹƄŲŲŦŹĴİ̹ƀŦ̹ƄşİĴŵŹƀĜşİ̹
Ĝşİ̹ ĜŲŲŵĴĪňĜƀĴ̹ ƀŦ̹ ƀŅĴŹĴ̹ ŹƀƟŘĴŹ̹ ƀŦ̹ ŀŦ̹ ĩĴƟŦşİ̹ ƀŅĴ̹ ƀŵĜİňƀňŦşĜŘ̹ ĜŹŲĴĪƀ̹ ŦĿ̹
ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹şŦƀ̹ĩƟ̹ĩĴňşŀ̹ĜŲĜŵƀ̹ĩƄƀ̹ĪŅĴŵňŹŅňşŀ̹ňƀ̹ĜŹ̹ƙĴŘŘ˫

�ĜŵŦŘňşĴ̹ ŞňşƄŹĪƄŘĴ̹ ňŹ̹ Ĝ̹ ŞĴİňĴƘĜŘ̹ ŵĴĿŦŵŞĴİ̹ ŹĪŵňŲƀ̹ İĴƘĴŘŦŲĴİ̹ ƙňƀŅ̹ ƀŅĴ̹
İĴŹňŵĴ̹ĿŦŵ̹ƀŅĴ̹ĪŦŵŵĴĪƀ̹Ĝşİ̹ŘĴŀňĩŘĴ̹ƀĴƞƀ˫̹bŅňŹ̹ŵĴĿŦŵŞ̹ŦĿ̹ƀŅĴ̹ŹĪŵňŲƀ̹ňŹ̹ĪŘĜňŞĴİ̹
ĜŹ̹ƀŅĴ̹ǬŵŹƀ̹ĜƀƀĴŞŲƀ̹ƀŅĜƀ̹ňŹ̹ĪŦşŹňİĴŵĴİ̹ĪĜŵĴĿƄŘŘƟ̹İŦşĴ̹Ŧş̹ŲƄŵŲŦŹĴ̹ňş̹ƀĴŵŞŹ̹
ŦĿ̹ŹƀĜşİĜŵİňƥĜƀňŦş̹˾�ŦƄŘŞĜŹ˦̹ʇʅʅʈ˿˫̹)ĴşĪĴ˦̹�ĜŵŦŘňşĴ̹ŞňşƄŹĪƄŘĴ̹İĴƘĴŘŦŲĴİ̹
ĜŹ̹Ĝ̹ŅĜşİ̹ƀŅĜƀ̹ňŹ̹ĩŦƀŅ̹ĴĜŹƟ̹ƀŦ̹ŵĴĜİ̹Ĝşİ̹ƙŵňƀĴ̹ĴƘĴş̹ƀŦ̹ƀŅĴ̹ŞŦİĴŵş̹ĴƟĴ˦̹Ĝşİ̹
ƀŅĴ̹ŅĜşİ̹ŅĜŹ̹ŹňŞňŘĜŵňƀňĴŹ̹ƀŦ̹ĪƄŵŵĴşƀ̹ĩŦŦŖ̹ƀƟŲĴĿĜĪĴŹ˫̹[Ŧ˦̹ňƀ̹ňŹ̹ĪŦşŹňİĴŵĴİ̹Ĝ̹
ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ̹ŹĪŵňŲƀ̹ĩĴĪĜƄŹĴ̹ňƀ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ŲňşşĜĪŘĴ̹ňş̹ƀŅĴ̹ŅňŹƀŦŵƟ̹
ŦĿ̹ ƙĴŹƀĴŵş̹ ŹĪŵňŲƀŹ̹ ƀŅĜƀ̹ ňƀŹ̹ ŹƀƟŘĴ̹ ĴƘĴşƀƄĜŘŘƟ̹ ŵĴĜĪŅĴİ̹ ŞŦŹƀ̹ ŦĿ̹ rĴŹƀĴŵş̹
�ƄŵŦŲĴ˰̹ ňƀ̹ ƀŅĜƀ̹ ŘĜƀĴŵ̹ ŵĴİňŹĪŦƘĴŵĴİ̹Ĝşİ̹ ŵĴǬşĴİ̹ĩƟ̹ ƀŅĴ̹ ,ƀĜŘňĜş̹WĴşĜňŹŹĜşĪĴ̹
ŅƄŞĜşňŹƀ˦̹ ŞŦİĴŘĴİ̹ ĿŦŵ̹ ƀŅĴ̹ ǬĿƀĴĴşƀŅ̐ĪĴşƀƄŵƟ̹ ŲŵňşƀĴŵŹ̹ ŦĿ̹ ĩŦŦŖŹ˦̹ ŹƄĪŅ̹ ĜŹ̹
�ŘİƄŹ̹AĜşƄƀňƄŹ̹ ˾ʆʉʉʎ̐ʆʊʆʊ˿̹ŦĿ̹qĴşňĪĴ˫̹bŅƄŹ˦̹ ňƀ̹ ňŹ̹ĜĪĪĴŲƀĴİ̹ĜŹ̹ƀŅĴ̹ĩĜŹňŹ̹ŦĿ̹
ĪƄŵŵĴşƀ̹ŞŦİĴŵş̹ƀƟŲĴĿĜĪĴŹ̹ƀŅĜƀ̹ŅĜƘĴ̹ĩĴĪŦŞĴ̹ƀŅĴ̹ĩĜŹňŹ̹ŦĿ̹ƀŅĴ̹ŲŵĴŹĴşƀ̐İĜƟ̹
WŦŞĜş̹ƄŲŲĴŵ̹Ĝşİ̹ŘŦƙĴŵĪĜŹĴ̹ƀƟŲĴ˫̹�ĴĪĜƄŹĴ̹ƙĴŘŘ̐ŲŵŦŲŦŵƀňŦşĴİ̹ŘĴƀƀĴŵĿŦŵŞŹ̹
ĪŅĜŵĜĪƀĴŵňƥĴ̹ ňƀ˦̹ ƀŅňş̹ Ĝşİ̹ ƀŅňĪŖ̹ ŲĴş̹ ŹƀŵŦŖĴŹ̹ ĜŵĴ̹ İĴŹĪŵňĩĴİ̹ ĜŹ̹ ŅĜŵŞŦşňŦƄŹ̹
ĜŘƀĴŵĜƀňŦşŹ˫̹rňƀŅ̹Ĝ̹ ĿĴƙ̹ ŘňŀĜƀƄŵĴ̹ƄŹĜŀĴ̹ĩĴƀƙĴĴş̹ ŘĴƀƀĴŵŹ̹Ĝşİ̹Ĝ̹ ĿĴƙ̹ƘĜŵňĜşƀ̹
ĿŦŵŞŹ̹ ĿŦŵ̹ ŘĴƀƀĴŵŹ˦̹ �ĜŵŦŘňşĴ̹ ŞňşƄŹĪƄŘĴ̹ ňŹ̹ ĜŲŲŵĴĪňĜƀĴİ̹ ĜŹ̹ Ĝş̹ ĴŘĴŀĜşƀ̹ Ĝşİ̹
İňŹĪňŲŘňşĴİ̹ŹĪŵňŲƀ̹ĪŵĴĜƀĴŹ̹ƀĴƞƀ̹ĪŘĴĜŵ̹ƀŦ̹ŵĴĜİ̹˾$Ĝşƥ˦̹ʆʎʍʌ˿˫

�ĜŵŦŘňşĴ̹AňşƄŹĪƄŘĴ̹İĴƘĴŘŦŲĴİ̹ƄşİĴŵ̹�ŞŲĴŵŦŵ̹�ŅĜŵŘĜŞĜŀşĴ˦̹�ŅĜŵŘĴŹ̹ƀŅĴ̹
$ŵĴĜƀ̹ ˾Ī˫̹ʌʉʍ̐ʍʆʉ̹��˿˦̹ĜŘŹŦ̹ĪĜŘŘĴİ̹ĜŹ̹̚ƘĴşĴŵĜĩŘĴ̹ŅĴĜİ̹ŦĿ̹�ƄŵŦŲĴ˦̛ ̹Ŧŵ̹̚ƀŅĴ̹
ĿĜƀŅĴŵ̹ ŦĿ̹ �ƄŵŦŲĴ̛̹ ˾�ŦĜŵİŘĴƟ˦̹ ʇʅʆʅ˿˫̹ ,ƀ̹ƙĜŹ̹ İĴƘĴŘŦŲĴİ̹ ňş̹ ƀŅĴ̹ ŘĜƀĴ̹ ĴňŀŅƀŅ̹
ĪĴşƀƄŵƟ̹ ňş̹ ƀŅĴ̹ ŹĪŵňŲƀŦŵňƄŞ̹ ŦĿ̹ �ŅĜŵŘĴŞĜŀşĴ̹ ƙňƀŅ̹ ƀŅĴ̹ ĜňŞ̹ ŦĿ̹ ĩŵňşŀňşŀ̹
ŦŵİĴŵ̹ƀŦ̹ŅňŹ̹ĴƞŲĜşİňşŀ̹ŖňşŀİŦŞ̹ňş̹ƀĴŵŞŹ̹ŦĿ̹ƙŵňƀňşŀ̹Ĝşİ̹ŅĜŹ̹ňƀŹ̹ŀŵĜŲŅňĪ̹
Ŧŵňŀňş̹ ňş̹ ƀŅĴ̹ŞŦşƄŞĴşƀĜŘ̹ƙŵňƀňşŀ̹ŦĿ̹ ƀŅĴ̹WŦŞĜş̹ŲĴŵňŦİ̹ ˾AĜŵƀŊş̹;ŧŲĴƥ˦̹
ʇʅʇʅ˿˫̹ )Ĵ̹ ƙĜŹ̹ Ĝ̹ ŲŵŦŞŦƀĴŵ̹ ŦĿ̹ ŹĪŅŦŘĜŵŹŅňŲ̹ Ĝşİ̹ ĴİƄĪĜƀňŦş˫̹ �ŲĜŵƀ̹ ĿŵŦŞ̹
ŅňŹ̹ ŘĜĪŖ̹ ŦĿ̹ ĜĩňŘňƀƟ̹ ƀŦ̹ ŵĴĜİ̹ Ĝşİ̹ƙŵňƀĴ˦̹ �ŅĜŵŘĴŞĜŀşĴ̹ŞňŀŅƀ̹ ŅĜƘĴ̹ ŅĜİ̹ Ĝş̹
ňşƀĴŵĴŹƀ̹ňş̹ĜŵƀŹ̹Ĝşİ̹ŘĴĜŵşňşŀ˦̹Ĝşİ̹ŅĴ̹ŞňŀŅƀ̹ƄşİĴŵŹƀĜşİ̹ƀŅĴ̹ňŞŲŦŵƀĜşĪĴ̹ŦĿ̹
ŹŲŵĴĜİňşŀ̹ŖşŦƙŘĴİŀĴ̹ƙňƀŅ̹ĩŦŦŖŹ˫̹fşİĴŵ̹ŅňŹ̹ŲĜƀŵŦşĜŀĴ˦̹ƙňƀŅ̹ƀŅĴ̹İĴŹňŵĴ̹ƀŦ̹
ŵĴƘňƘĴ̹ƀŅĴ̹ŘňƀĴŵĜƀĴ̹ĪƄŘƀƄŵĴ̹ŦĿ̹�ŘĜŹŹňĪĜŘ̹WŦŞĴ˦̹ƀŅĴ̹şĴƙ̹ŹƀƟŘĴ̹ĴƘŦŘƘĴİ̹ƄşİĴŵ̹
ƀŅĴ̹ ňşǭƄĴşĪĴ̹ŦĿ̹WŦŞĜş̹ŅĜŘĿ̐ƄşĪňĜŘ̹Ĝşİ̹ ňƀŹ̹ĪƄŵŹňƘĴ̹ƘĴŵŹňŦş̹Ĝşİ̹ĜİŦŲƀĴİ̹
ŹŦŞĴ̹ĿĴĜƀƄŵĴŹ̹ŦĿ̹ƀŅĴ̹,şŹƄŘĜŵ̹ŹĪŵňŲƀ̹˾AĜŵĪŦŹ˦̹ʇʅʆʌ˿˫

�ĜŵŦŘňşĴ̹ŞňşƄŹĪƄŘĴ̹ ŅĜİ̹ ŦǣĴŵĴİ̹ ƀŅĴ̹ İňŹĪňŲŘňşĴİ̹ Ĝşİ̹ ŹƀĜşİĜŵİňƥĜƀňŦş̹ ŦĿ̹
ƀĴƞƀŹ̹ƙňƀŅ̹ƀŅĴ̹Ĝňİ̹ŦĿ̹Ĝ̹ŲŵŦŞňşĴşƀ̹ŞŦşŖ̹şĜŞĴİ̹�ŘĪƄňş̹˾#ŘĜĪĪƄŹ̹�ŘĩňşƄŹ̹
�ŘĪƄňşƄŹ˰̹Ī˫̹ʌʈʊ̹̹̐ʍʅʉ̹��˿̹̐ĜŘŹŦ̹ĪĜŘŘĴİ̹�ĜŘŅƙňşĴ˦̹�ŘŅƙňş˦̹Ŧŵ̹�ŘĪŅŦňş̹̐Ĝş̹
�şŀŘňŹŅ̹ŹĪŅŦŘĜŵ˦̹ĪŘĴŵŀƟŞĜş˦̹ŲŦĴƀ̹Ĝşİ̹ƀĴĜĪŅĴŵ̹ĿŵŦŞ̹xŦŵŖ̹ňş̹BŦŵƀŅƄŞĩŵňĜ̹
ƙŅŦ̹ ŅĜİ̹ Ĝş̹ ĴŹŹĴşƀňĜŘ̹ ŵŦŘĴ̹ ŦĿ̹ ŵĴĿŦŵŞňşŀ̹ ƀŅĴ̹ ŅĜşİ˫̹ fşİĴŵ̹ �ŘĪƄňş̝Ź̹
ĜĩĩŦƀŹŅňŲ̹ĿŵŦŞ̹ʌʎʋ̐ʍʅʉ˦̹ƀŅĴ̹ŹĪŵňŲƀŦŵňƄŞ̹ƙĜŹ̹ĿŦƄşİĴİ̹Ĝƀ̹bŦƄŵŹ̹ňş̹#ŵĜşĪĴ˦̹
ƙŅĴŵĴ̹ƀŅĴ̹�ĜŵŦŘňşĴ̹AňşƄŹĪƄŘĴ̹ƙĜŹ̹ĪŵĴĜƀĴİ̹˾�ŘĴŞĴşŹ̹Λ̹$ŵĜŅĜŞ˦̹ʇʅʅʌ˿˫̹

Retractationes̹ ŦĿ̹ [ƀ̹ �ƄŀƄŹƀňşĴ̹ ĩĴŘŦşŀ̹ ƀŦ̹ ƀŅĴ̹ ǬŵŹƀ̹ ŅĜŘĿ̹ ŦĿ̹ ƀŅĴ̹ şňşƀŅ̹
ĪĴşƀƄŵƟ̹Ĝşİ̹ĜŵĴ̹ŲŵĴŹĴŵƘĴİ̹ňş̹�ŵňƀňŹŅ̹;ňĩŵĜŵƟ̹˾#ňŀ˫̹ʈʌ̐ʈʍ˿˫̹



ʆʋʊ

Fig. 38. Detail of the letterform 
Caroline minuscule is extracted 
from Fig. 37 (the forth line after 
the title), written “quanta sit 
diligentissime ac subtilissime 
disputatu(m) est ut eam si 
posse.”

Fig. 37. British Library, 
Harley 3012, f.1, St Augustine, 
Retractationes, a first half of 
the 9th century, Source: Brown, 
(1993: 69).



ʆʋʋ

,ƀ̹ŹŅŦƙŹ̹ŦşĴ̹ŦĿ̹ ƀŅĴ̹ĴƞĜŞŲŘĴŹ̹ƙŵňƀƀĴş̹ĩƟ̹�ĜŵŦŘňşĴ̹ŞňşƄŹĪƄŘĴ̹ŹĪŵňŲƀ˫̹ ,ƀ̹
ĪŦşŹňŹƀŹ̹ŦĿ̹Ĝ̹ƀňƀŘĴ̹Ĝşİ̹ƀŅĴ̹ňşňƀňĜŘ̹ŘĴƀƀĴŵ̹̚,̛̹ňş̹ŵĴİ˫̹�ĴĪŦŵĜƀňŦşŹ̹ňş̹ƀŅĴ̹ƀĴƞƀ̹
ĜŵĴ̹ ŘňŞňƀĴİ˰̹ĜŘŹŦ˦̹ƀŅĴ̹ŲƄşĪƀƄĜƀňŦş̹ňŹ̹ĴƞĴĪƄƀĴİ̹ĩƟ̹ŲŦŹňƀňŦşňşŀ̹ƀŅĴ̹ŲŦňşƀ̹
ňş̹ŵĴŘĜƀňŦş̹ƀŦ̹ƀŅĴ̹ĩĜŹĴŘňşĴ˫̹bŅĴ̹ƀňƀŘĴ̹ ňŹ̹ ňş̹WƄŹƀňĪ̹�ĜŲňƀĜŘŹ˦̹Ĝşİ̹ƀŅĴ̹ǬŵŹƀ̹
ŘňşĴ̹ ŦĿ̹ ƀŅĴ̹ ƀĴƞƀ̹ ňŹ̹ ňş̹ fşĪňĜŘ˫̹ bŅĴ̹ ƀĴƞƀ̹ ňş̹ �ĜŵŦŘňşĴ̹ŞňşƄŹĪƄŘĴ̹ ĪŦşŹňŹƀŹ̹
ŦĿ̹ĪŘĜŵňƀƟ̹ŦĿ̹ƄşĪňĜŘ̹ƙňƀŅ̹ƀŅĴ̹ĪƄŵŹňƘĴ̹ŅĜşİ̝Ź̹ŹƙňĿƀşĴŹŹ˫̹bŅĴ̹ ŘĴƀƀĴŵŹ̹ŅĜƘĴ̹
ŵŦƄşİĴİ̹ ŹŅĜŲĴŹ˫̹bŅĴ̹ ŹŲĜĪĴ̹ĩĴƀƙĴĴş̹ ƀŅĴ̹ƙŦŵİŹ̹ĩĴĪĜŞĴ̹ ƀŦ̹ĩĴ̹ƄŹĴİ̹ ĜŹ̹
Ĝ̹ ŹƀĜşİĜŵİ˦̹ ĜŘƙĜƟŹ̹ƙĴŘŘ̐ŦŵŀĜşňƥĴİ̹ ĿŵŦŞ̹ ŦşĴ̹ ĜşŦƀŅĴŵ˫̹ ,ƀ̹ ŀĴşĴŵĜŘŘƟ̹ ŅĜŹ̹
ĿĴƙĴŵ̹ ŘňŀĜƀƄŵĴŹ̹ ƀŅĜş̹ŦƀŅĴŵ̹ ŹĪŵňŲƀŹ̹ ŵĴŘĜƀňƘĴŘƟ˦̹ Ĝşİ̹ ƀŅĴ̹ ĜĩĩŵĴƘňĜƀňŦşŹ̹ ĜŹ̹
ƙĴŘŘ˫̹[ĴşƀĴşĪĴŹ̹ĩĴŀňş̹ƙňƀŅ̹ŞĜœƄŹĪƄŘĴ̹ŘĴƀƀĴŵŹ˦̹Ĝşİ̹ƀŅĴƟ̹ĜŵĴ̹ŹĴŲĜŵĜƀĴİ̹ĩƟ̹
ŲŦňşƀŹ̹Ŧŵ̹ŹĴŞňĪŦŘŦşŹ˫

,ƀŹ̹ ĜƀƀŵĜĪƀňŦş̹ ĜŹ̹ Ĝ̹ ŹĪŵňŲƀ̹ ŘňĴŹ̹ ňş̹ ňƀŹ̹ ĪŘĜŵňƀƟ˦̹ ƄşňĿŦŵŞňƀƟ˦̹ Ĝşİ̹ ŘĴŀňĩňŘňƀƟ˫̹
#Ŧŵ̹ ƀŅĴŹĴ̹ ŵĴĜŹŦşŹ˦̹ ňƀ̹ ŵĜŲňİŘƟ̹ ŹŲŵĴĜİ̹ ƀŅŵŦƄŀŅŦƄƀ̹ rĴŹƀĴŵş̹ �ƄŵŦŲĴ̹
Ĝşİ̹ ĩĴĪĜŞĴ̹ Ĝ̹ İŦŞňşĜşƀ̹ ŹĪŵňŲƀ̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ şňşƀŅ̹ ĪĴşƀƄŵƟ̹ ƄşƀňŘ̹ ƀŅĴ̹
ƀŅňŵƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹˾$ŦƄİƟ˦̹ʆʎʋʈ˿˫

)ĜƘňşŀ̹ Ĝ̹ şĴƙ̹ ƄşňĿŦŵŞ̹ ŹĪŵňŲƀ̹ ƄşİĴşňĜĩŘƟ̹ ŲŵŦƘňİĴİ̹ ƀŦ̹ ŹŲŵĴĜİ̹ ƀŅĴ̹
ŲŵŦİƄĪƀŹ̹ ƀŦ̹ ƀŅĴ̹ ĴşƀňŵĴ̹ ŖňşŀİŦŞ˫̹ )ĴşĪĴ˦̹ ƙŵňƀňşŀ̹ ĩĴĪĜŞĴ̹ Ĝ̹ ŹƀŵŦşŀ̹
ĪƄŘƀƄŵĜŘ̹ ŅĴŵňƀĜŀĴ̹ ƀŅĜƀ̹ ŅĴŵĜŘİŹ̹ ƀŦ̹ ŀŵŦƙ̹ ƀŅĴ̹ ňşƀĴŘŘĴĪƀƄĜŘ̹ ĜĪƀňƘňƀƟ̹ ňş̹ Ĝ̹
ŹŦĪňĴƀƟ̹ĩĜŹĴİ̹Ŧş̹ƀŅĴ̹İňŹŹĴŞňşĜƀňŦş̹ŦĿ̹ƀŅĴ̹ƙŵňƀƀĴş̹ƀĴƞƀ̹˾�ŵŦƙş˦̹ʆʎʎʈ˿˫

#ňŀ˫̹ ʈʎ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ĴƞĜŞŲŘĴŹ̹ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵĿŦŵŞŹ̹ ƀŅĜƀ̹ĩĴŀňş̹ƙňƀŅ̹ ƀŅĴ̹ ƀĴşƀŅ̹
ĪĴşƀƄŵƟ˦̹ƀŅĴ̹ŹĴĪŦşİ̹ĴƞĜŞŲŘĴ̹ĿŵŦŞ̹ƀŅĴ̹ƀƙĴŘĿƀŅ˦̹Ĝşİ̹ƀŅĴ̹ŘĜŹƀ̹ŦşĴ̹ĿŵŦŞ̹ƀŅĴ̹
ĿŦƄŵƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˫̹ ,ƀ̹ ĪĜş̹ ĩĴ̹ ŦĩŹĴŵƘĴİ̹ ŅŦƙ̹ ƀŅĴ̹ ŵŦƄşİĴİ̹ ĪŅĜŵĜĪƀĴŵňŹƀňĪ̹
ŦĿ̹�ĜŵŦŘňşĴ̹ ŹĪŵňŲƀ̹ĩĴĪĜŞĴ̹ŞŦŵĴ̹ĪŦŞŲŵĴŹŹĴİ˰̹ ĜŘŞŦŹƀ̹ĜŘŘ̹ ƀŅĴ̹ ĪƄŵƘĴŹ̹ƙĴŵĴ̹
ĴƞĪŘƄİĴİ˫̹bŅĴ̹ ĿŦŵŞ̹ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹ŹŘňŀŅƀŘƟ̹İňǣĴŵĴİ̹ ĿŵŦŞ̹ĴĜĪŅ̹ŦƀŅĴŵ˫̹ ,ş̹ ƀŅĴ̹
ƀĴşƀŅ̹ ĪĴşƀƄŵƟ˦̹ ňƀ̹ƙĜŹ̹ ŘĴŹŹ̹ ŵĴŀƄŘĜŵ˰̹ ňş̹ ƀŅĴ̹ ĴŘĴƘĴşƀŅ̹ĪĴşƀƄŵƟ˦̹ ňƀŹ̹ ĜŹĪĴşİĴŵŹ̹
ŹƀĜŵƀĴİ̹ƀŦ̹ŹŘĜşƀ̹ƀŦ̹ƀŅĴ̹ŵňŀŅƀ̹Ĝşİ̹ǬşňŹŅĴİ̹ƙňƀŅ̹Ĝ̹ĿŦŵŖ˰̹ĩƟ̹ƀŅĴ̹ƀƙĴŘĿƀŅ̹ĪĴşƀƄŵƟ˦̹
ŘĴƀƀĴŵĿŦŵŞŹ̹ ĩĴĪĜŞĴ̹ ŞŦŵĴ̹ ĜşŀƄŘĜŵ˦̹ ƙŵňƀƀĴş̹ ĪŘŦŹĴŵ̹ ƀŦ̹ ĴĜĪŅ̹ ŦƀŅĴŵ˦̹ ŞŦŵĴ̹
ĪŦŞŲŵĴŹŹĴİ˦̹ĴƘĴş̹ŹƀĴŞŹ̹ŦƘĴŵŘĜŲŲĴİ˦̹ŅĴşĪĴ̹ĩĴĪĜŞĴ̹ŘĴŹŹ̹ŘĴŀňĩŘĴ̹ĪŦŞŲĜŵňşŀ̹
ƀŦ̹ƀŅĴ̹ŲŵĴƘňŦƄŹ̹ĪĴşƀƄŵňĴŹ̹Ĝşİ̹ňƀ̹ĴƘŦŘƘĴİ̹ƀŦƙĜŵİ̹ƀŅĴ̹$ŦƀŅňĪ̹ŹĪŵňŲƀ̹˾TňĜƥƥŦşň˦̹
ş˫İ˫˿˦̹ƙŅŦŹĴ̹ ŦƘĴŵĜŘŘ̹ ĜŲŲĴĜŵĜşĪĴ̹ ŘňŖĴ̹ ƀŅĴ̹ƙŦƘĴş̹ ƀĴƞƀƄŵĜŘ̹ ŘŦŦŖ˦̹ ƀŅĜƀ̹ ňŹ̹ ƀŅĴ̹
ŞĜňş̹ĪŅĜŵĜĪƀĴŵňŹƀňĪ̹ŦĿ̹ƀŅĴ̹$ŦƀŅňĪ̹ƙŵňƀňşŀ̹ŹƟŹƀĴŞ̹˾7ĜĪŖŹŦş˦̹ʆʎʍʆ˿˫

Fig. 39. Caroline minuscule, 
pro-gothic and Gothic hand, 
Source: Jackson, (1981: 80).



ʆʋʌ

,ƀ̹ ňŹ̹ ĴŹŹĴşƀňĜŘ̹ ƀŦ̹ ŘŦŦŖ̹ Ĝƀ̹ ƀŅĴ̹ ĿĜĪƀŦŵŹ̹ ƀŅĜƀ̹ ňşǭƄĴşĪĴİ̹ $ŦƀŅňĪ̹ ŹĪŵňŲƀŹ̝̹
İĴƘĴŘŦŲŞĴşƀ̹İƄŵňşŀ̹ƀŅĴ̹ƀƙĴŘĿƀŅ̹Ĝşİ̹ƀŅňŵƀĴĴşƀŅ̹ĪĴşƀƄŵňĴŹ̹ĩĴĿŦŵĴ̹İĴŘƘňşŀ̹
ňşƀŦ̹ ƀŅĴ̹ ƘĜŵňŦƄŹ̹ ŹƀƟŘĴŹ˫̹ �Ź̹ ŞĴşƀňŦşĴİ̹ ĩĴĿŦŵĴ˦̹ ƀŅĴ̹ ňşĪŵĴĜŹĴ̹ ŦĿ̹ ŘňƀĴŵĜĪƟ̹
ƙĜŹ̹şŦ̹ŘŦşŀĴŵ̹ĴƞĪŘƄŹňƘĴŘƟ̹ƄşİĴŵ̹ƀŅĴ̹ŲĜƀŵŦşĜŀĴ̹ŦĿ̹ƀŅĴ̹�ŅƄŵĪŅ˫̹AŦŵĴŦƘĴŵ˦̹
ĿŦƄşİňşŀ̹şĴƙ̹ƄşňƘĴŵŹňƀňĴŹ̹ƙňƀŅ̹Ĝ̹ĪŦşŹňİĴŵĜĩŘĴ̹ĜŞŦƄşƀ̹ŦĿ̹ĩŦŦŖŹ̹şĴĴİĴİ̹
ĜĩŦƄƀ̹ ĩƄŹňşĴŹŹ˦̹ƙĜŵ˦̹ ŀŵĜŞŞĜŵ˦̹ Ĝşİ̹ŅňŹƀŦŵƟ̹ ĜŲĜŵƀ̹ ĿŵŦŞ̹ ŵĴŘňŀňŦƄŹ̹ ƀĴƞƀŹ˫̹
bŅĴ̹şĴĴİŹ̹ŅĜİ̹ƀŦ̹ŹĜƀňŹĿƟ̹ňş̹Ĝ̹ŹŅŦŵƀ̹ĜŞŦƄşƀ̹ŦĿ̹ƀňŞĴ˫̹bŅĴ̹ƀŵĜşŹĿŦŵŞĜƀňŦş̹
ĜĿƀĴŵ̹ �ŅĜŵŘĴŞĜŀşĴ̹ ƙĜŹ̹ ĩŦƄşİ̹ ƀŦ̹ ƀŅĴ̹ ŵňŹĴ̹ ŦĿ̹ ƀŅĴ̹ ĪňƀňĴŹ˦̹ ŵĜňŹňşŀ̹ ƀŅĴ̹
ĴĪŦşŦŞňĪ̹ ĜĪƀňƘňƀňĴŹ˫̹ bŅňŹ̹ ňŹ̹ ĜŘŹŦ̹ ƙŅĴş̹ ƀŅĴ̹ ĜİƘĜşĪĴŞĴşƀ̹ ŦĿ̹ Ųŵňşƀňşŀ̹
Ĝşİ̹ ƀŅĴ̹ ňşƘĴşƀňŦş̹ ŦĿ̹ ŞŦƘĴĜĩŘĴ̹ ƀƟŲĴ̹ ˾Ī˫̹ ʆʉʊʅ˿̹ Ĝƀ̹ ƀŅĴ̹ ŹƀĜŀĴ̹ ňş̹ƙĴŹƀĴŵş̹
�ƄŵŦŲĴ˫̹�ŘŹŦ˦̹ƀŅĴŵĴ̹ňŹ̹Ĝş̹ƄŵŀĴşƀ̹şĴĴİ̹ĿŦŵ̹ĩŦŦŖŹ̹İƄĴ̹ƀŦ̹ƀŅĴ̹ƄşňƘĴŵŹňƀňĴŹ̝̹
ĴŞĴŵŀĴşĪĴ˦̹ƙŅňĪŅ̹ ŅĜŹ̹ ŘĴİ̹ ƀŦ̹ Ĝ̹ ĪŅĜşŀĴ̹ ňş̹ ƀŅĴ̹ƙŵňƀƀĴş̹ ĿŦŵŞ̹ ŹƀŵƄĪƀƄŵĴ˫̹
#ŵŦŞ̹ ƀŅĴ̹ ŘĜŵŀĴ̹ Ĝşİ̹ ĪƄŵƘƟ̹ ĿŦŵŞ̹ ŦĿ̹ �ĜŵŦŘňşĴ̹ ŞňşƄŹĪƄŘĴ̹ ƀŦ̹ ƀŅĴ̹ $ŦƀŅňĪ̹
ƀŅĜƀ̹ƙĜŹ̹ ĴƞĴĪƄƀĴİ̹ƙňƀŅ̹ Ĝş̹ ŦĩŘňŴƄĴ̹ ĪƄƀ̹ Ŧş̹ ƀŅĴ̹ ŘĴĿƀ̹ ŹňİĴ̹ ŦĿ̹ ƀŅĴ̹ ŲĴş˦̹ ňƀ̹
ŲŵŦƘňİĴİ̹Ĝ̹ĿƄŵƀŅĴŵ̹ĴĪŦşŦŞƟ̹ŦĿ̹ŹŲĜĪĴ̹Ŧş̹ƀŅĴ̹ŲĜŀĴ̹ŦĿ̹ƀŅĴ̹ŞĜşƄŹĪŵňŲƀŹ̹Ĝşİ̹
ŵĴŴƄňŵĴİ̹ŘĴŹŹ̹ƀňŞĴ̹ŦƘĴŵĜŘŘ̹ƙŅĜƀ̹ƀŅĴ̹ŹĪŵňĩĴ̹ƙĜŹ̹ŘŦŦŖňşŀ̹ĿŦŵ˫̹bŅĜƀ̹ŞĴĜşŹ̹
ĪŦŞŲŵĴŹŹĴİ̹ŘĴƀƀĴŵŹ̹ƙňƀŅ̹şĜŵŵŦƙ̹ĜşŀƄŘĜŵ̹ĿŦŵŞŹ˦̹ĪŦŞŲĜĪƀĴİ̹ƀĴƞƀ̹ƙňƀŅ̹Ĝ̹
ƘĴŵƀňĪĜŘ̹ƘňŹƄĜŘ̹ĜŲŲĴĜŵĜşĪĴ̹ŦĿ̹ ƀŅĴ̹ƀĴƞƀ˦̹ ƀŅĴ̹ŹŲĜĪňşŀ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ ŘĴƀƀĴŵŹ˦̹
Ĝşİ̹ ƀŅĴ̹ ŹƀŵŦŖĴŹ̹ ƄŹĴİ̹ ƀŦ̹ ĴŹƀĜĩŘňŹŅ̹ Ĝ̹ ŘĴƀƀĴŵ̹ ƀĴşİĴİ̹ ƀŦ̹ ŅĜƘĴ̹ ĴŴƄňİňŹƀĜşƀ̹
ƄŲŵňŀŅƀ̹ ŹƀŵŦŖĴŹ˫̹ bŅĴ̹ İĜŵŖ̹ ĜŲŲĴĜŵĜşĪĴ̹ ŦĿ̹ Ĝ̹ ŲĜŀĴ̹ ƙňƀŅ̹ ŹŞĜŘŘ̹ ŹŲĜĪĴ̹
ĩĴƀƙĴĴş̹ŘĴƀƀĴŵŹ˦̹ƙŦŵİŹ˦̹Ĝşİ̹ŘňşĴŹ̹ƀŅĜƀ̹ĪŵĴĜƀĴ̹ŘňƀƀŘĴ̹ƙŅňƀĴ̹ŹŲĜĪĴ̹ŞĜŖĴŹ̹ňƀ̹
ŖşŦƙş̹ĜŹ̹Ĝ̹�ŘĜĪŖ̹ ŘĴƀƀĴŵ˫̹�ŘŹŦ˦̹ ̚HŘİ̹�şŀŘňŹŅ˦̛ ̹ƙŅňĪŅ̹ŵĴĿĴŵŹ̹ƀŦ̹ƀŅĴ̹ŹĪŵňŲƀ˦̹
ƙĜŹ̹ƄŹĴİ̹ňş̹�şŀŘĜşİ̹İƄŵňşŀ̹ƀŅĴ̹$ŦƀŅňĪ̹ŲĴŵňŦİ̹˾7ŦŅşŹƀŦş˦̹ʆʎʆʌ˿˫̹

bŦ̹ŹƄŞ̹ƄŲ˦̹ƀŅĴ̹ƀŵĜşŹňƀňŦş̹ĿŵŦŞ̹�ĜŵŦŘňşĴ̹ƀŦ̹$ŦƀŅňĪ̹ňŹ̹ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ̹ĜŹ̹
Ĝ̹ŵĴŲŵĴŹĴşƀĜƀňƘĴ̹ŦĿ̹ƀŅĴ̹şĴĴİ̹ŦĿ̹ƀŅĴ̹ĴŵĜ̹Ĝşİ̹ŅŦƙ̹ƀŅĴ̹ŘĴƀƀĴŵĿŦŵŞ̹ƙĜŹ̹ŹŅĜŲĴİ̹
ňş̹ƀŅĴ̹ŅĜşİŹ̹ŦĿ̹ƀŅĴ̹ĜşĪňĴşƀ̹ŹĪŵňĩĴŹ˫̹�ŘŹŦ˦̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴ̹ŀŦƀŅňĪ̹
ƙŵňƀňşŀ̹ ŹƟŹƀĴŞ̹ ňŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŞŦŹƀ̹ ĴƟĴ̐ĪĜƀĪŅňşŀ̹ ŹƀƟŘĴŹ̹ ƙňƀŅ̹ ňƀŹ̹ ŞŦŹƀŘƟ̹
ƀĴƞƀƄĜŘ̹ĜŲŲĴĜŵĜşĪĴ˦̹ňş̹ƙŅňĪŅ̹ƀŅĴ̹ŘĴƀƀĴŵ̹ĩĴĪĜŞĴ̹ŅĜŵİŘƟ̹ƄşŵĴĪŦŀşňƥĴİ˫̹bŅĜƀ̹
ŞĴĜşŹ̹ƀŅĴ Ř̹ĴƀƀĴŵ̹ĩĴĪĜŞĴ̹ŦşŘƟ̹ŵĴĪŦŀşňƥĜĩŘĴ̹ƀŦ̹ƀŅĴ Ŀ̹ĜŞňŘňĜŵ̹ĴƟĴ˦̹ƙŅňĪŅ̹ĪĜƄŹĴŹ̹
ƀŅĴ̹ŦƘĴŵĜŘŘ̹ĜŲŲĴĜŵĜşĪĴ̹ŦĿ̹ƀŅĴ̹ƙŦŵİ̹Ŧŵ̹ƀĴƞƀ̹ƀŦ̹ĩĴ̹ŲĴŵĪĴňƘĴİ̹ĜŹ̹ƄşňƀŹ˫̹,ƀ̹ĪĜş̹
ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴ̹ŀŦƀŅňĪ̹ŹƟŹƀĴŞ̹ŦĿ̹ƙŵňƀňşŀ̹ňŹ̹ĜŘŹŦ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞĜňş̹ŹƀƟŘĴŹ̹
ƀŅĜƀ̹ĜŵĴ̹ĴŞŲŘŦƟĴİ̹Ĝşİ̹ňşƀĴŵŲŵĴƀĴİ̹ĩƟ̹ƘĜŵňŦƄŹ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˫̹
,ƀ̹ İŦĴŹ̹ şŦƀ̹ şĴĪĴŹŹĜŵňŘƟ̹ ŞĴĜş̹ ƀŅĴ̹ ĪŦŞŲŘĴƀĴ̹ ĿŦŵŞ̹ Ĝşİ̹ ŹƀŵƄĪƀƄŵĴ̹ ŦĿ̹ ƀŅĴ̹
ŘĴƀƀĴŵ˫̹)ŦƙĴƘĴŵ˦̹ƀŅĴŹĴ̹ƙŦƘĴş̐ŘňŖĴ̹ƀĴƞƀƄŵĴŹ̹Ŧŵ̹ƘĜŵňŦƄŹ̹ŹŲĴĪňǬĪ̹ŹƀŵŦŖĴŹ̹Ĝşİ̹
İňĜŞŦşİ̹ ŹŅĜŲĴŹ̹ ƙĴŵĴ̹ ĜŘŹŦ̹ ŞŦŹƀŘƟ̹ ĜİĜŲƀĴİ̹ ĩƟ̹ ƀŅĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˫̹ #Ŧŵ̹
ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ňƀ̹ƙňŘŘ̹ ĩĴ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ŞĴşƀňŦş̹ ƀŅĴ̹ ŀŦƀŅňĪ̹ƙŵňƀňşŀ̹ ŹƟŹƀĴŞ̹
ĿŦŘŘŦƙňşŀ̹ƘĜŵňŦƄŹ̹ŹƀƟŘĴŹ̹ƀŦ̹ĩĴĪŦŞĴ̹ĿĜŞňŘňĜŵ̹ƙňƀŅ̹ƀŅĴŞ˫̹̹



ʆʋʍ

3.5.8. The Gothic system of scripts

rŅňŘĴ̹ƀŅĴ̹ĴĜŵŘňĴŹƀ̹�ƄŵŦŲĴĜş̹ŲŵňşƀĴŵŹ˦̹ĪŦŞŞŦşŘƟ̹ĪĜŘŘĴİ̹ŀŦƀŅňĪ̹Ŧŵ̹ĩŘĜĪŖŘĴƀƀĴŵ̹
ƀƟŲĴĿĜĪĴŹ˦̹ ŵĴŲŵĴŹĴşƀĴİ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ŅĜşİƙŵňƀňşŀ̹ ŹƀƟŘĴŹ˦̹ ňş̹ ,ƀĜŘƟ˦̹ ƀŅĴ̹
)ƄŞĜşňŹƀŹ̹ŦĿ̹ƀŅĴ̹WĴşĜňŹŹĜşĪĴ̹Ĝƀ̹ĜĩŦƄƀ̹ƀŅĴ̹ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹İňŹƀňşŀƄňŹŅĴİ̹
Ĝşİ̹İĴŹĪŵňĩĴİ̹ŀŦƀŅňĪ̹ĿŵŦŞ̹ƀŅĴ̹ŦƀŅĴŵ̹ĿŦŵŞ̹ŦĿ̹ƙŵňƀňşŀ̹˾WĴĴİ˦̹ʇʅʆʎ˿˫

bŅĴ̹ƀĴŵŞ̹ŀŦƀŅňĪ̹ƙĜŹ̹ŞĴĜşƀ̹ƀŦ̹ĩĴ̹ŹƟşŦşƟŞŦƄŹ̹ƙňƀŅ̹ƀŅĴ̹ƙŦŵİ̹ĩĜŵĩĜŵňĪ˫̹
,ƀ̹ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ňĿ̹ŹŦŞĴƀŅňşŀ̹ƙĜŹ̹şŦƀ̹ŦĿ̹ƀŅĴ̹ĪŘĜŹŹňĪĜŘ̹,ƀĜŘňĜş̹ĿŦŵŞŹ˦̹ňƀ̹
ƙĜŹ̹ĪĜŘŘĴİ̹$ŦƀŅňĪ˦̹ƙŅňĪŅ̹ŞĴĜşŹ̹ŵƄİĴ̹Ŧŵ̹ĩĜŵĩĜŵŦƄŹ˫̹)ŦƙĴƘĴŵ˦̹ ňƀ̹ŵĴĿĴŵŹ̹
ƀŦ̹$ĴŵŞĜşňĪ̹Ŧŵ̹bĴƄƀŦşňĪ̹ ˾ƀŅĴ̹$ĴŵŞĜşňĪ̹ĩŵĜşĪŅ̹ŦĿ̹ ƀŅĴ̹ ,şİŦ̐�ƄŵŦŲĴĜş̹
ŘĜşŀƄĜŀĴ̹ĿĜŞňŘƟ˿̹˾$ŦƄİƟ˦̹ʆʎʋʈ˿˫̹

#Ŧŵ̹ şĴĜŵŘƟ̹ ƀƙŦ̹ ĪĴşƀƄŵňĴŹ˦̹ ŵŦŞĜş̹ ƀƟŲĴŹ̹ Ĝşİ̹ ŅĜşİƙŵňƀňşŀ̹ ŀŵĜİƄĜŘŘƟ̹
ĩĴĪĜŞĴ̹ ƀŅĴ̹ ŞĜňş̹ ŹƀĜşİĜŵİ̹ ňş̹ ŞŦŹƀ̹ ŦĿ̹ �ƄŵŦŲĴ˰̹ ŅŦƙĴƘĴŵ˦̹ ňş̹ ŹŦŞĴ̹
ŲĜŵƀŹ̹ ŦĿ̹ şŦŵƀŅĴŵş̹ �ƄŵŦŲĴ˦̹ ƀŅĴ̹ ŀŦƀŅňĪ̹ ŹƀƟŘĴ̹ ŅĜİ̹ ŹƄŵƘňƘĴİ̹ ŞƄĪŅ̹
ŘŦşŀĴŵ˫̹ #Ŧŵ̹ ĴƞĜŞŲŘĴ˦̹ ňş̹ $ĴŵŞĜşƟ˦̹ ŀŦƀŅňĪ̹ ĿŦŵŞŹ̹ ĩĴĪĜŞĴ̹ İŦŞňşĜşƀ̹
ƄşƀňŘ̹ ƀŅĴ̹ ƀƙĴşƀňĴƀŅ̹ ĪĴşƀƄŵƟ˦̹ ĜŘŦşŀŹňİĴ̹ Ĝ̹ ŅĜşİƙŵňƀňşŀ̹ ŹƀƟŘĴ̹ ĪĜŘŘĴİ̹
̚9ƄŵŵĴşƀŹĪŅŵňĿƀ˦̛ ̹ĩĜŹĴİ̹Ŧş̹ŘĜƀĴ̹ŞĴİňĴƘĜŘ̹ŞŦİĴŘŹ̹˾WĴĴİ˦̹ʇʅʆʎ˿˫̹)ŦƙĴƘĴŵ˦̹
ňƀ̹ ŹŅŦƄŘİ̹ ĩĴ̹ ŖĴŲƀ̹ ňş̹ Şňşİ̹ ƀŅĜƀ̹ ĩŘĜĪŖ̹ ŘĴƀƀĴŵ̹ ƀƟŲĴŹ̹ ĜŵĴ̹ ĪĜŘŘĴİ̹ fraktur 
ŀĴşĴŵĜŘŘƟ̹ňş̹$ĴŵŞĜş˦̹ƙŅňĪŅ̹ňŹ̹ƀĴĪŅşňĪĜŘŘƟ̹ƀŅĴ̹ƀĴŵŞ̹ƀŅĜƀ̹ŵĴĿĴŵŹ̹ƀŦ̹ŦşĴ̹ŦĿ̹
ƀŅĴ̹ĿŦƄŵ̹ŞĜňş̹ĿĜŞňŘňĴŹ̹ŦĿ̹ĩŘĜĪŖ̹ŘĴƀƀĴŵ̹ŹƀƟŘĴ˦̹şĜŞĴŘƟ̹schwabacher˦̹textura˦̹
and rotunda˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ĴƘĴş̹ ĜŘŘ̹ ĩŘĜĪŖ̹ ŘĴƀƀĴŵ̹ ňŹ̹ ĜŹŹŦĪňĜƀĴİ̹ƙňƀŅ̹
BĜƥň̹ŲŵŦŲĜŀĜşİĜ˰̹ƀŅňŹ̹ňŹŹƄĴ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ňş̹ŲĜŵƀ̹̚ʈ˫ʊ˫ʍ˫ʈ˫̹#ŵĜŖƀƄŵ̹
˾Frakturschriften˿˫̛ ̹ �ĴĿŦŵĴ̹ ƀŅĜƀ˦̹ ňƀ̹ ƙňŘŘ̹ ĩĴ̹ ŅĴŘŲĿƄŘ̹ ƀŦ̹ ŲŵŦƘňİĴ̹ ƘĜŵňŦƄŹ̹
ňşĿŦŵŞĜƀňŦş̹ĜĩŦƄƀ̹ƀŅňŹ̹ŹƟŹƀĴŞ̹Ĝşİ̹ňƀŹ̹ŹƀƟŘĴŹ˫

bŅĴ̹$ŦƀŅňĪ̹[ƟŹƀĴŞ̹ŦĿ̹[ĪŵňŲƀŹ̹ĪŦşŹňŹƀŹ̹ŦĿ̹Ĝ̹ĪŦŞŲŘĴƞ̹ŅňĴŵĜŵĪŅƟ̹ŦĿ̹ĿŦŵŞĜŘ̹Ĝşİ̹
ňşĿŦŵŞĜŘ̹ ˾ĪƄŵŹňƘĴ̹ ĿŦŵŞŹ˿̹ƙŵňƀňşŀ̹ ŹƀƟŘĴŹ˦̹İĴƘĴŘŦŲĴİ̹Ĝşİ̹ƄŹĴİ̹ĩĴƀƙĴĴş̹ ƀŅĴ̹
ǬşĜŘ̹ŴƄĜŵƀĴŵ̹ŦĿ̹ƀŅĴ̹ƀƙĴŘĿƀŅ̹ĪĴşƀƄŵƟ̹ƄşƀňŘ̹ƀŅĴ̹ŹňƞƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˫̹TŵĴĿĴŵĴşĪĴ̹
ĩĴƀƙĴĴş̹ƀŅĴ̹ ĿŦŵŞĜŘ̹Ŧŵ̹ ňşĿŦŵŞĜŘ̹ŹĪŵňŲƀŹ̹İĴŲĴşİŹ̹Ŧş̹ƀŅĴ̹şĴĴİ˦̹ƙŅĴƀŅĴŵ̹ ňƀ̹
ňŹ̹Ĝ̹ƀĴƞƀ˦̹Ĝ̹ŞĜşƄŹĪŵňŲƀ̹ƙňƀŅŦƄƀ̹ňŘŘƄŞňşĜƀňŦşŹ˦̹Ŧŵ̹de luxe̹ŘňƀƄŵŀňĪĜŘ̹ƘŦŘƄŞĴŹ̹
Ĝşİ̹ƄşňƘĴŵŹňƀƟ̹ ƀĴƞƀĩŦŦŖŹ˫̹rŅňŘĴ̹ ĿŦŵŞĜŘ̹ ŀŦƀŅňĪ̹ ŹĪŵňŲƀŹ̹ƙĴŵĴ̹ƄŹĴİ̹ ĿŦŵ̹ ƀŅĴ̹
ňŘŘƄŞňşĜƀĴİ̹ŞĜşƄŹĪŵňŲƀŹ̹ƙňƀŅ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ŲĜƀŵŦş̹ƀŅĜƀ̹ŅĜİ̹Ĝ̹İĴŞĜşİ̹ĿŦŵ̹Ĝ̹
ĿĜşĪƟ̹ŞĜşƄŹĪŵňŲƀ˦̹ƀŅĴ̹ĪƄŵŹňƘĴ̹ĿŦŵŞ̹ƙĜŹ̹ŞŦŹƀŘƟ̹ŲŵĴĿĴŵŵĴİ̹ĿŦŵ̹İŦĪƄŞĴşƀĜŵƟ̹
ƄŹĴ˰̹ŅŦƙĴƘĴŵ˦̹ňƀ̹ŹƀĜŵƀĴİ̹ƀŦ̹ƄŹĴ̹ĿŦŵ̹ĩŦŦŖŹ˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹ňş̹ƀŅĴ̹ǬşĜŘ̹ŴƄĜŵƀĴŵ̹ŦĿ̹
ƀŅĴ̹ƀŅňŵƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹˾AĜŵĪŦŹ˦̹ʇʅʆʌ˿˫

rŅĴş̹Ĝ̹ ŹĪŵňĩĴ̹ƙĜşƀĴİ̹ ƀŦ̹ƙŵňƀĴ̹ŴƄňĪŖŘƟ̹ĩƄƀ̹ ĜƀƀŵĜĪƀňƘĴŘƟ˦̹ ŅĴ̹ŅĜİ̹ ƀŦ̹ ŹĜĪŵňǬĪĴ̹ ŹŦŞĴ̹ ŹŲĴĴİ̹
ĿŦŵ̹ĪŘĜŵňƀƟ˫̹�ĴĪĜƄŹĴ̹ŹŅĜŲĴ̹Ŧŵ̹ ĿŦŵŞ̹ƙĜŹ̹ŹŦŞĴƙŅĜƀ̹ŞŦŵĴ̹ ňŞŲŦŵƀĜşƀ̹ƀŅĜş̹ŹŲĴĴİ˦̹ ƀŅĴ̹ƀĴŵŞ̹
ĿŦŵŞĜƀĜ̹ňŹ̹ĜŲŲŘňĴİ˧˫̹#ňşĜŘŘƟ˦̹ƙŅĴş̹ĩĴĜƄƀƟ̹ĩĴĪĜŞĴ̹ŦĿ̹ŀŵĴĜƀĴŵ̹ňŞŲŦŵƀĜşĪĴ̹ƀŅĜş̹ŹŲĴĴİ˦̹ƙŅĴş̹
ƀŅĴ̹ ŹĪŵňĩĴ̹ƙĜŹ̹ ňşƀĴŵĴŹƀĴİ̹şŦƀ̹ŦşŘƟ̹ ňş̹ ŵĴĪŦŵİňşŀ̹ ƀŅĴ̹ƙŦŵİŹ̹ĩƄƀ̹ ňş̹ŞĜŖňşŀ̹Ĝ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹
ƀŦƄŵ̐İĴ̐ĿŦŵĪĴ˦̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ̹ ŹŦ̹ ŀŵĜĪĴĿƄŘŘƟ̹ ĿŦŵŞĴİ̹ ƀŅĜƀ̹ ĴĜĪŅ̹ƙŦŵİ̹ ŹĴĴŞĴİ̹ ƀŦ̹ ĩĴ̹ƙŦƘĴş̹ ŦĿ̹
ŀŘŦŵňŦƄŹ̹ňşİňƘňİƄĜŘ̹ŘĴƀƀĴŵŹ˦̹ƙĴ̹ƄŹĴ̹ƀŅĴ̹;Ĝƀňş̹ƙŦŵİ̹ĿŦŵ̹ƙŦƘĴş˦̹ƀĴƞƀƄŵĜ˫̹˧;ĴƀƀĴŵŹ˦̹Ĝşİ̹ŦĿƀĴş̹
ĴşƀňŵĴ̹ƙŦŵİŹ˦̹ ƙĴŵĴ̹ ŘňşŖĴİ̹ ĩƟ̹ ƀŅĴ̹ ŅĜŹƀƟ̹ Ĝşİ̹ ĴŵŵĜƀňĪ̹ ŞĜşňŲƄŘĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ŹŲĴĴİňşŀ̹ ŲĴş˫̹
˾�ŵŦŀňş˦̹ʆʎʍʎ˥̹ʉ˿

�Ź̹ĴƞŲŘĜňşĴİ̹ĜĩŦƘĴ˦̹ƀŅĴŵĴ̹ĜŵĴ̹ƘĜŵňŦƄŹ̹İƟşĜŞňĪŹ̹ĩĴŅňşİ̹ƀŅňŹ̹ƀŵĜşŹĿŦŵŞĜƀňŦş̹
ŦĿ̹ƀŅĴ̹ŹƀƟŘĴ̹ĿŵŦŞ̹�ĜŵŦŘňşĴ̹ƀŦ̹$ŦƀŅňĪ˫̹�Ź̹�ŵŦŀňş̹ŹƀĜƀĴŹ˦̹ƀŅĴ̹ňşĪŵĴĜŹňşŀ̹şĴĴİ̹
ĿŦŵ̹ ĩŦŦŖŹ̹ ŵĴŴƄňŵĴİ̹ Ĝş̹ ňşĪŵĴĜŹĴ̹ ňş̹ ƀŅĴ̹ şƄŞĩĴŵ̹ ŦĿ̹ ĩŦŦŖŹ̹ ĪŦŲňĴİ˫̹ bŦ̹ ŹĜƘĴ̹
ƀňŞĴ̹Ĝşİ̹ƙŵňƀĴ̹ŞŦŵĴ̹ŴƄňĪŖŘƟ̹Ĝşİ̹ƄŹĴ̹ƀŅĴ̹ŹŲĜĪĴ̹ŞƄĪŅ̹ŞŦŵĴ̹ĴǤĪňĴşƀŘƟ˦̹ƀŅĴ̹
ŞĜşňŲƄŘĜƀňŦş̹ŦĿ̹ƀŅĴ̹ŲĴş̹ƙĜŹ̹ňşİňŹŲĴşŹĜĩŘĴ̹ĿŦŵ̹ƙŵňƀňşŀ̹ňş̹ŅĜŹƀĴ˫̹bŅĴ̹ŹĪŵňĩĴ̹
ƀŦŦŖ̹ňşƀŦ̹ĜĪĪŦƄşƀ̹ƀƙŦ̹ŦŲƀňŦşŹ̹ĜĩŦƄƀ̹ƀŅĴ̹ŹĪŵňŲƀ˫̹#Ŧŵ̹ŞŦŵĴ̹ŹŲĜĪĴ˦̹ƀŅĴƟ̹ƙĴŵĴ̹
ŹƄŲŲŦŹĴİ̹ƀŦ̹ĿŦŵŞ̹ŘĴƀƀĴŵŹ̹ƙňƀŅ̹Ĝ̹ŹŅŦŵƀĴŵ̹ŅĴňŀŅƀ̹Ĝşİ̹şĜŵŵŦƙĴŵ̹ƙňİƀŅ˰̹ƀŅƄŹ˦̹
ƀŅĴŵĴ̹ƙŦƄŘİ̹ĩĴ̹ŞŦŵĴ̹ĜƘĜňŘĜĩŘĴ̹ŘňşĴŹ̹Ŧş̹ƀŅĴ̹ŲĜŀĴ˫̹bŅĴƟ̹ŹĜĪŵňǬĪĴİ̹ƀŅĴ̹ĪƄŵƘĴŹ̹
ĿŦŵ̹ƀŅĴ̹ŹĜŖĴ̹ŦĿ̹ŹŲĴĴİ̹ƙňƀŅ̹ŹŅĜŵŲĴŵ̹ŲĴşŹ̹˾�ŵŦŀňş˦̹ʆʎʍʎ˿˫



ʆʋʎ

�Ɵ̹ ƀŅĴ̹ Ĵşİ̹ ŦĿ̹ ƀŅĴ̹ ƀƙĴŘĿƀŅ̹ ĪĴşƀƄŵƟ˦̹ ƀŅĴ̹ ŘĜƀĴŵĜŘ̹ ĪŦŞŲŵĴŹŹňŦş̹ ŦĿ̹ ƀŅĴ̹
Protogothic̹ ŹĪŵňŲƀ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĩĴ̹ şŦƀĴİ̹ ƀŅĜƀ̹ ĩĴĪĜŞĴ̹ ĴƞƀŵĴŞĴ˦̹ Ĝşİ̹ Ĝ̹
ŹŴƄĜŵĴŵ˦̹ŞŦŵĴ̹ĪŦŞŲĜĪƀ̹ĜŹŲĴĪƀ̹ŦĿ̹ ňşĪŵĴĜŹňşŀ̹ĴŘĜĩŦŵĜƀňŦş̹ŦĿ̹ƀŅĴ̹ŞňşňŞŹ̹
ĜŲŲĴĜŵĴİ˫̹bŅĴŹĴ̹ ĿĴĜƀƄŵĴŹ̹ƙĴŵĴ̹İĴƀĴŵŞňşĴİ̹ ňş̹ŵĜşŖňşŀ̹ƀŅĴ̹ŅňĴŵĜŵĪŅƟ̹ŦĿ̹
ĿŦƄŵ̹ŀŵĜİĴŹ̹ŦĿ̹ƀŅĴ̹ǬŵŹƀ̹ŀĴşŵĴ˰̹textualis˦̹prescissa˰̹quadrate˦̹semi-quadrata˦̹
and rotundĜ˫̹bŅĴ̹ŀŵĜİĴ̹ŦĿ̹ƀŅĴŹĴ̹ŹĪŵňŲƀŹ̹ňŹ̹İĴƀĴŵŞňşĴİ̹ĩƟ̹ƀŅĴ̹ƀŵĴĜƀŞĴşƀ̹
ŦĿ̹ƀŅĴ̹ŞňşňŞŹ̝̹ĩŦƀƀŦŞŹ˦̹ĴŹŲĴĪňĜŘŘƟ̹ƀŅĴ̹ĿĴĴƀ˫̹rŅĴş̹ƀŅĴ̹ĿĴĴƀ̹ƙĴŵĴ̹ĜŲŲŘňĴİ̹
ƀŦ̹ ƀŅĴ̹ŞňşňŞŹ̹ĜŹ̹ ňş̹ŴƄĜİŵĜƀĜ̹Ŧŵ̹ŹňŞŲŘƟ̹ŵŦƄşİĴİ̹ĜŹ̹ ňş̹ŵŦƀƄşİĜ˦̹ ňƀ̹ĜŘŹŦ̹
ŀňƘĴŹ̹ňşĿŦŵŞĜƀňŦş̹ĜĩŦƄƀ̹ƙŅňĪŅ̹Ŗňşİ̹ŦĿ̹ƀĴƞƀŹ˦̹İŦĪƄŞĴşƀŹ˦̹Ŧŵ̹ĩŦŦŖŹ̹ƄŹĴİ˫

�ŲĜŵƀ̹ ĿŵŦŞ̹ textura˦̹ ƀŅĴ̹ ĪƄŵŹňƘĴ̹ ŹƀƟŘĴ̹ ňŹ̹ ĜŘŹŦ̹ ŵĴİňŹĪŦƘĴŵĴİ̹ ƙňƀŅ̹ ƀŅĴ̹
ŘňşŖňşŀ̹ŦĿ̹ŘĴƀƀĴŵŹ̹Ĝşİ̹ƀŅĴ̹ňşƀŵŦİƄĪƀňŦş̹ŦĿ̹ƘĜŵňŦƄŹ̹ĿĴĜƀƄŵĴŹ˦̹şĜŞĴŘƟ̹ŘŦŦŲŹ˫̹
,ş̹ĴƞĴĪƄƀňşŀ̹ƀŅĴ̹ĪƄŵŹňƘĴ̹ ĿŦŵŞ˦̹ŹŲĴĴİ̹ƙĜŹ̹şŦƀ̹ ƀŅĴ̹ŦşŘƟ̹ĪŵňƀĴŵňŦş̹ ĿŦŵ̹ ƀŅĴ̹
ŲŵŦİƄĪƀ̹ ĩƄƀ̹ ĜŘŹŦ̹ ƀŅĴ̹ ŹƀƟŘĴ̹ ƀŅĜƀ̹ƙĜŹ̹ ĴƞĴĪƄƀĴİ˦̹ ĜĪĪŦŞŲĜşňĴİ̹ ĩƟ̹ ŹĴƘĴŵĜŘ̹
İĴĪŦŵĜƀňƘĴ̹ĴŘĴŞĴşƀŹ˫̹,ƀ̹ƙĜŹ̹ĪĜŘŘĴİ̹secretary̹Ĝşİ̹ňşƀŵŦİƄĪĴİ̹ňşƀŦ̹�şŀŘĜşİ̹
Ĝşİ̹$ĴŵŞĜşƟ̹ ňş̹ Ī˫̹ ʆʈʌʊ˫̹AĜşƟ̹ĜŵĴĜŹ̹ƄŹĴİ̹ ƀŅĴňŵ̹ Ŧƙş̹ƘĴŵŹňŦş̹ŦĿ̹ ĪƄŵŹňƘĴ̹
ŹĪŵňŲƀŹ̹ƀŅĜƀ̹ƙĴŵĴ̹ĩĜŹĴİ̹Ŧş̹ƀŅŦŹĴ̹ŲŵŦİƄĪĴİ̹Ĝƀ̹ƀŅĜƀ̹ƀňŞĴ˫̹�Ɵ̹ƀŅĴ̹Ĵşİ̹ŦĿ̹ƀŅĴ̹
ƀŅňŵƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹ĪƄŵŹňƘĴŹ̹ƙĴŵĴ̹ĜŘŹŦ̹ƄŹĴİ̹ĿŦŵ̹ĩŦŦŖŹ˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹ňş̹ƀŅĴ̹
ĪŦşƀĴƞƀ̹ŦĿ̹ŲŵŦĿĴŹŹňŦşĜŘ̹ƄşňƘĴŵŹňƀƟ̹ĩŦŦŖ̹ŲŵŦİƄĪƀňŦş̹ ƀŅŵŦƄŀŅŦƄƀ̹�ƄŵŦŲĴ˫̹
bŅňŹ̹ ĜĪĪĴŲƀĜşĪĴ̹ ŦĿ̹ ĪƄŵŹňƘĴŹ̹ ňş̹ ĩŦŦŖ̹ ŲŵŦİƄĪƀňŦş̹ ĪĜƄŹĴİ̹ ƀŦ̹ ŦĪĪƄŵ̹ ƀŅĴ̹
ŞňƞĴİ̹ĿŦŵŞŹ̹ĪĜŘŘĴİ̹bastard or hybrid˫̹bŅĴ̹ƀĴŵŞ̹ĩĜŹƀĜŵİ̹ŵĴĿĴŵŹ̹ƀŦ̹Ĝ̹ŹĪŵňŲƀ̹
ƙňƀŅ̹ŞňƞĴİ̹ŦĿ̹ĿŦŵŞŹ̹ŦĿ̹ĩŦƀŅ̹textualis and cursiva˫̹)Ɵĩŵňİ̹ŵĴĿĴŵŹ̹ƀŦ̹Ĝ̹ŹĪŵňŲƀ̹
ŦĿ̹ŞňƞĴİ̹Ĝ̹textualis̹Ĝşİ̹ňşƀŵŦİƄĪňşŀ̹Ĝ̹ĿĴƙ̹ĪƄŵŹňƘĴ̹ŘĴƀƀĴŵĿŦŵŞŹ̹ĴƞĴĪƄƀĴİ̹
ƙňƀŅŦƄƀ̹ŘňşŖňşŀ̹ŦĿ̹ŘĴƀƀĴŵŹ̹˾�ŵŦƙş˦̹ʆʎʎʈ˿˫

bŅĴ̹$ŦƀŅňĪ̹ŲĴŵňŦİ̹ ŘĜŹƀĴİ̹ĜŵŦƄşİ̹ƀŅĴ̹ŹňƞƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˫̹�Ź̹ŞĴşƀňŦşĴİ̹
ĴĜŵŘňĴŵ˦̹ƙŅňŘĴ̹ňş̹$ĴŵŞĜş̐ŹŲĴĜŖňşŀ̹ĪŦƄşƀŵňĴŹ˦̹ĴƘĴş̹ĜĿƀĴŵ̹ƀŅĜƀ̹ƀňŞĴ˦̹ňƀ̹ƙĜŹ̹
ƄŹĴİ̹ňş̹ƀŅĴ̹ĿŦŵŞ̹ŦĿ̹schwabacher̹˾Ī˫̹ʆʉʍʅ̐ʆʊʈʅ˿̹Ĝşİ̹fraktur̹˾Ī˫̹ʆʊʅʅ̐ʆʎʉʆ˿˦̹
ňş̹ ,ƀĜŘƟ˦̹ ĿŦŵ̹ ĴƞĜŞŲŘĴ˦̹ ƀŅĴ̹$ŦƀŅňĪ̹ ŅĜşİ̹şĴƘĴŵ̹ ĜƀƀĜňşĴİ̹ ƀŅĴ̹ ŘĴƘĴŘ̹ ƀŅĜƀ̹ ňƀ̹
ŵĴĜĪŅĴİ̹ ňş̹ ƀŅĴ̹$ĴŵŞĜş̐ŹŲĴĜŖňşŀ̹ĪŦƄşƀŵňĴŹ˦̹ ƀŅĴ̹ ƀŵĜİňƀňŦşĜŘ̹ ŵŦƄşİşĴŹŹ̹
ƙĜŹ̹ ŲŵĴŹĴŵƘĴİ˫̹ ,ƀ̹ şĴƘĴŵ̹ ĴşƀňŵĴŘƟ̹ ƀŵĜşŹĿŦŵŞĴİ̹ ƀŅĴ̹ ĜşŀƄŘĜŵňƀƟ̹ ŦĿ̹ ňƀŹ̹
şŦŵƀŅĴŵş̹şĴňŀŅĩŦŵŹ̹˾$ŦƄİƟ˦̹ʆʎʋʈ˿˫̹

�ƄŵŵĴşƀŘƟ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ ŀŦƀŅňĪ̹ ŅĜşİ̹ ňŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ŞŦŹƀ̹
ňşŹŲňŵĴİ̹ Ĝşİ̹ ňşƀĴŵŲŵĴƀĴİ̹ ĜşĪňĴşƀ̹ ŹĪŵňŲƀŹ̹ ĜŞŦşŀ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ˫̹�ƘĴş̹ňĿ̹ňƀ̹ňŹ̹şŦƀ̹ŲŦŹŹňĩŘĴ̹ƀŦ̹İĴƀĴŵŞňşĴ̹ƙŅňĪŅ̹ŀŦƀŅňĪ̹ŅĜşİ̹
̐ĴƞĜŞňşĴİ̹Ŧş̹ ĿŦŘŘŦƙňşŀ̹ŲĜŀĴŹ̹̐ ƀŅĜƀ̹ ňŹ̹ĜİĜŲƀĴİ̹ĩƟ̹ƀŅĴŹĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹
ňƀ̹ňŹ̹ĴƘňİĴşƀ̹ƀŅĜƀ̹ƀŅĴ̹ŀĴşĴŵĜŘ̹ĿĴĜƀƄŵĴŹ̹ŦĿ̹ƀŅĴ̹ŹĪŵňŲƀ̹ĪĜş̹ĩĴ̹İĴƀĜĪŅĴİ̹ĩƟ̹
ƀŅĴ̹ĿĜŞňŘňĜŵ̹ĴƟĴ˫̹qĜŵňŦƄŹ̹ňşƀĴŵŲŵĴƀĜƀňŦşŹ̹ŦĿ̹ƀŅĴ̹$ŦƀŅňĪ̹ƙŵňƀňşŀ̹ŲŵĜĪƀňĪĴŹ̹
ĩƟ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ƙňŘŘ̹ĩĴ̹ĴşĪŦƄşƀĴŵĴİ̹ňş̹�ŅĜŲƀĴŵ̹
q,˫̹HşĴ̹ŦĿ̹ƀŅĴ̹$ŦƀŅňĪ̹ŅĜşİ̝Ź̹ŞŦŹƀ̹ĜİĜŲƀĴİ̹ĿĴĜƀƄŵĴŹ̹ňŹ̹ŵĴŲĴĜƀĴİ̹ŲĜŵĜŘŘĴŘ̹
ŹƀŵŦŖĴŹ̹Ĝşİ̹ƀŅĴ̹ƙŦƘĴş̐ŘňŖĴ̹ƀĴƞƀƄŵĴ̹ƀŅĜƀ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ĜŹ̹ŵĴǭĴĪƀĴİ̹ňş̹
ƀŅĴ̹ŲŵĜĪƀňĪĴŹ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹TĜŵƀňĪƄŘĜŵŘƟ̹AĴƄŘŞĜş˦̹;ĜŞŲĜŹ˦̹Ĝşİ̹�ŦŖňşŹ̹
ĜŵĴ̹ ĜŞŦşŀ̹ ƀŅĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ƙŅŦŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙŦŵŖŹ̹ ĪĜŵŵƟ̹ ƘňŹƄĜŘ̹
ŞŦŵŲŅŦŘŦŀňĪĜŘ̹ŹňŞňŘĜŵňƀňĴŹ̹ƀŅĜƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ĜŹ̹ŵĴĿĴŵĴşĪĴŹ̹ŀŵŦƄşİĴİ̹
Ŧş̹ƀŅĴ̹$ŦƀŅňĪ̹ŹĪŵňŲƀŹ˦̹ƙŅňĪŅ̹ƙňŘŘ̹ĩĴ̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹

3.5.8.1. Formal Gothic (Littera Textualis, Textura)

#ŦŵŞĜŘ̹ŀŦƀŅňĪ̹ƙĜŹ̹İĴŵňƘĴİ̹ĿŵŦŞ̹ƀŅĴ̹ŲŵĴ̐ŀŦƀŅňĪ̹ĿŦŵŞ̹ňş̹ƀŅĴ̹ƀƙĴŘĿƀŅ̹ĪĴşƀƄŵƟ̹
Ĝşİ̹ƄŹĴİ̹ŲŵňŞĜŵňŘƟ̹ĿŦŵ̹ŘňƀƄŵŀňĪĜŘ̹ĩŦŦŖŹ̹ƄşƀňŘ̹ƀŅĴ̹ƀŅňŵƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹ŞŦŹƀ̹
ƙňİĴŘƟ̹ňş̹#ŵĜşĪĴ˦̹ƀŅĴ̹;Ŧƙ̹�ŦƄşƀŵňĴŹ˦̹�şŀŘĜşİ˦̹Ĝşİ̹$ĴŵŞĜşƟ˫

,ƀ̹ ňŹ̹ ĜŹŹƄŞĴİ̹ ƀŦ̹ ĩĴ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ŞŦŹƀ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ĿŦŵŞŹ̹ ĜŞŦşŀŹƀ̹ ƀŅĴ̹
$ŦƀŅňĪ̹ ŹĪŵňŲƀŹ̹ Ĝşİ̹ŦşĴ̹ŦĿ̹ ƀŅĴ̹ŞŦŹƀ̹ ĜŹŹŦĪňĜƀĴİ̹ ĿŦŵŞŹ̹ƙňƀŅ̹ ƀŅĴ̹$ŦƀŅňĪ̹



ʆʌʅ

ƙŵňƀňşŀ̹ ŹƟŹƀĴŞ̹ İƄĴ̹ ƀŦ̹ ňƀŹ̹ ƙŦƘĴş̐ŘňŖĴ̹ ƀĴƞƀƄŵĜŘ̹ ĜŲŲĴĜŵĜşĪĴ˫̹ bŅňŹ̹ ĜŘŹŦ̹
ŵĴĿĴŵŹ̹ ƀŦ̹ ƀŅĴ̹ ƀĴŵŞ̹ textura̹ İĴŵňƘĴİ̹ ĿŵŦŞ̹ ƀŅĴ̹ ;Ĝƀňş̹ƙŦŵİ̹ texere˦̹ƙŅňĪŅ̹
ŞĴĜşŹ̹ ̚ƙĴĜƘĴ˫̛ ̹bŅĜƀ̹ŞĴĜşŹ̹Ĝ̹$ŦƀŅňĪ̹ ŹĪŵňŲƀ̹ ŹƀƟŘĴ̹ ĪŅĜŵĜĪƀĴŵňƥĴİ̹ĩƟ̹ ňƀŹ̹
İĴşŹĴ˦̹ĪŦŞŲŵĴŹŹĴİ̹ĪŅĜŵĜĪƀĴŵŹ̹Ĝşİ̹ŞňşňŞĜŘ̹ňşƀĴŵŘňşĴĜŵ̹ŹŲĜĪĴ˫̹

bŅĴ̹ŹŲĜĪĴ̹ĩĴƀƙĴĴş̹ƘĴŵƀňĪĜŘ̹ŹƀŵŦŖĴŹ̹ĜİœĜĪĴşƀ̹ňŹ̹ĜŘŞŦŹƀ̹ƀŅĴ̹ŹĜŞĴ̹ƙňİƀŅ̹ĜŹ̹ƀŅĴ̹
ŹƀŵŦŖĴŹ̹ƀŅĴŞŹĴŘƘĴŹ˦̹ Ĝşİ̹ƀŅĴ̹ƙŦŵİ̹ŹŲĜĪňşŀ̹ňŹ̹ĜŘŹŦ̹ĴŴƄĜŘ̹ƀŦ̹ƀŅĴ̹ƙňİƀŅ̹ŦĿ̹ƀƙŦ̹
ƀŅňĪŖ̹ŹƀŵŦŖĴŹ˫̹bŅĴŹĴ̹ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̹ŘĴĜİ̹ƀŦ̹ŲĴŵĪĴňƘĴ̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ĜŲŲĴĜŵĜşĪĴ̹
ŦĿ̹ƀŅĴ̹ƀĴƞƀ̹ƀŅĜƀ̹ŘŦŦŖŹ̹ƙŦƘĴş̹ƀŦŀĴƀŅĴŵ̹ĜŹ̹Ĝ̹ƀĴƞƀƄŵĴİ̹ŲĜƀƀĴŵş̹Ŧŵ̹Ĝ̹ƙŦƘĴş̹ƀĴƞƀňŘĴ̹
˾#ňŀ˫̹ʉŦ˿˫̹bŅĴ̹ƀĴƞƀ̹ƙĜŹ̹ŦşĪĴ̹ƙŵňƀƀĴş˰̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ňƀ̹ňŹ̹İňǤĪƄŘƀ̹
ƀŦ̹ĿŦĪƄŹ̹Ŧş̹ƀŅĴ̹ňşİňƘňİƄĜŘ̹ŘĴƀƀĴŵ˰̹ňşŹƀĴĜİ˦̹ňƀ̹ňŹ̹ŲĴŵĪĴňƘĴİ̹ĜŹ̹Ĝ̹ƙŅŦŘĴ̹ƀĴƞƀ˫

Fig. 40. Gothic script written 
with vertical lines creates 
a wovenly texture as in the 
image, Image credit: Almıla 
Yıldırım, based on the model of 
Drogin, (1989: 67). 

In Latin it is written: “Mimi 
numinum nivium minimi 
munimi muniu vini muniminum 
imminu viviminimum volunt.”

bŅĴ̹ŘĴƀƀĴŵ̹̚Ƅ̛̹Ĝşİ̹̚Ƙ̛̹ňŹ̹ƀŅĴ̹ŹĜŞĴ˦̹ƙŵňƀƀĴş̹̚Ƅ˫̛ ̹bŅňŹ̹ƀĴƞƀ is practiced to 
ĜŲŲŵĴŅĴşİ̹ ƀŅĴ̹ ƀĴƞƀƄĜŘ̹ ĪŦşŹƀŵƄĪƀňŦş̹ Ĝşİ̹ İŦŞňşĜƀĴ̹ ƀŅĴ̹ ŅĜşİ̹ Ĝşİ̹ ƀŅĴ̹
ŹƀƄİĴşƀ̝Ź̹ĴƟĴ̹ňş̹ƀĴŵŞŹ̹ŦĿ̹ƀŅĴ̹$ŦƀŅňĪ̹[ƟŹƀĴŞ˫̹bŅĴ̹ƙŦŵİ̹Ŧŵ̹Ĝ̹ƀĴƞƀ̹ŘŦŦŖĴİ̹
ŘňŖĴ̹Ĝ̹Ƅşňƀ˦̹ƙŅňĪŅ̹ňŹ̹ŅňŀŅŘƟ̹İňǤĪƄŘƀ̹ƀŦ̹İĴĪŦİĴ̹ƙňƀŅ̹ƀŅĴ̹ƙŦƘĴş̹ŘŦŦŖ̹ƀŅĜƀ̹
ĪŦşŹňŹƀŹ̹ ŦĿ̹ Ĝ̹ŞňşňŞĜŘ̹ ĜŞŦƄşƀ̹ ŦĿ̹ ŵĴĜİĜĩňŘňƀƟ˦̹ ĴƘĴş̹ ƀŅĴ̹ ŲĜŀĴ̹ ňŹ̹ ƀƄŵşĴİ̹
ƄŲŹňİĴ̹İŦƙş̹Ŧŵ̹ŹňİĴƙĜƟŹ˦̹ňƀ̹ŖĴŲƀ̹ƀŅĴ̹ŵŅƟƀŅŞ̹Ĝşİ̹ĩĜŘĜşĪĴ̹ĜŹ̹Ĝ̹ƀĴƞƀƄŵĴ̹
ĿŦŵŞ̹˾�ŵŦŀňş˦̹ʆʎʍʎ˿˫̹

�Ź̹ ĪĜş̹ ĩĴ̹ ŦĩŹĴŵƘĴİ˦̹ ƀŅĴ̹ ŘĴƀƀĴŵĿŦŵŞŹ̹ ŅĜƘĴ̹ ƘĴŵƀňĪĜŘ̹ ŹƀŵĴŹŹ̹ ƙňƀŅ̹ Ĝ̹ ƀĜŘŘ̹
Ĝşİ̹ şĜŵŵŦƙ̹ ƙňİƀŅ̹ Ĝşİ̹ ĪŦŞŲŵĴŹŹĴİ̹ ĿŦŵŞŹ̹ ĪŦŞŲĜŵňşŀ̹ ƀŅĴ̹ �ĜŵŦŘňşĴ̹
ŞňşƄŹĪƄŘĴ̹ŹĪŵňŲƀ˫̹bŅĴňŵ̹ĪŦşŹƀŵƄĪƀĴİ̹ĿŦŵŞŹ̹ƙňƀŅ̹ŹŅĜŵŲ˦̹ŹƀŵĜňŀŅƀ˦̹ĜşŀƄŘĜŵ̹
ŘňşĴŹ̹ĜŵĴ̹şŦƀ̹şĴĪĴŹŹĜŵňŘƟ̹ĪŦşşĴĪƀĴİ̹ƀŦ̹ĴĜĪŅ̹ŦƀŅĴŵ˦̹ĴŹŲĴĪňĜŘŘƟ̹ ňş̹ĪƄŵƘĴİ̹
ŘĴƀƀĴŵŹ̹˾ĜŹ̹ƀŅĴ̹ƙŦŵİ̹̚ƘŦŘƄşƀ̛̹ňş̹#ňŀ˫̹ʉʅ˿˫̹)ĴşĪĴ˦̹ňƀ̹ňŹ̹ŲĴŵĪĴňƘĴİ̹ĜŹ̹ĩŵŦŖĴş̹
ĿŦŵŞŹ˫̹bŅĴ̹ŦƘĴŵĜŘŘ̹ĜŲŲĴĜŵĜşĪĴ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴĪŦŞĴ̹Ĝş̹ňŞĜŀĴ̹ŵĜƀŅĴŵ̹ƀŅĜş̹
Ĝ̹ƀĴƞƀ˦̹Ĝƀ̹ŘĴĜŹƀ̹ĿŦŵ̹ƄşĿĜŞňŘňĜŵ̹ĴƟĴŹ˫̹bŅňŹ̹ƀƟŲĴ̹ŦĿ̹ĴƞĴĪƄƀňŦş̹ƙňŘŘ̹ĜĪƀƄĜŘŘƟ̹ĩĴ̹
ĴşĪŦƄşƀĴŵĴİ̹ĩƟ̹ƘĜŵňŦƄŹ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ƀŅŵŦƄŀŅ̹ŵĴŲĴĜƀĴİ̹
ŹƀŵŦŖĴŹ˦̹ ƀŅĴ̹ ŹĜŞĴ̹ Ŧŵ̹ ŹňŞňŘĜŵ̹ ƄşňƀŹ̹ ƀŅĜƀ̹ ĪĜƄŹĴ̹ ƀŅĴ̹ ĪŦşŹƀŵƄĪƀňŦş̹ ŦĿ̹ Ĝ̹
ŹňŞňŘĜŵ̹ňŞĜŀĴ˫̹bŅňŹ̹ňŹŹƄĴ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫

�Ź̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,,˦̹$ƄƀĴşĩĴŵŀ̹ĪĜŵƘĴİ̹textualis̹ĜŹ̹Ĝ̹ƀƟŲĴĿĜĪĴ̹ĿŦŵ̹
his 42-line Bible̹ňş̹ĜŵŦƄşİ̹ʆʉʊʊ˫̹bŅĜƀ̹ŞĴĜşŹ̹textura̹ƙĜŹ̹ƀŅĴ̹ǬŵŹƀ̹ŹĪŵňŲƀ̹
ƀŵĜşŹĿŦŵŞĴİ̹ňşƀŦ̹ƀƟŲŦŀŵĜŲŅƟ̹ňş̹ƀŅĜƀ̹ŹĴşŹĴ˫̹,ƀ̹ňŹ̹ĴƞŲŘĜňşĴİ̹ƀŅĜƀ̹ňƀ̹ňŹ̹şŦƀ̹
Ĝ̹ĪŦňşĪňİĴşĪĴ˰̹Ŧş̹ƀŅĴ̹ĪŦşƀŵĜŵƟ˦̹ĪŅŦŹĴş̹Ŧş̹ŲƄŵŲŦŹĴ̹İƄĴ̹ƀŦ̹Ĝ̹ŵĴŹĴŞĩŘĜşĪĴ̹
ƙňƀŅ̹ƀŅĴ̹ŞĜşƄŹĪŵňŲƀ̹ŦĿ̹ƀŅĜƀ̹ƀňŞĴ˦̹ƙŵňƀƀĴş̹ĩƟ̹textura˫

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ĪŦşŹňİĴŵňşŀ̹ƀŅĴ̹ŘĴƀƀĴŵĿŦŵŞ̹ŹƀŵƄĪƀƄŵĴ˦̹ ňƀ̹ŅĜŹ̹Ĝ̹Ŗňşİ̹
ŦĿ̹ŞĴĪŅĜşňĪĜŘ̹ĜŲŲŵŦĜĪŅ˦̹ƙŅňĪŅ̹ŞĜƟ̹ĩĴ̹ĪŦşŹňİĴŵĴİ̹ƀŅĴ̹textura̹ĜŹ̹ŦşĴ̹ŦĿ̹
ƀŅĴ̹ŞŦŹƀ̹ĜŲŲŵŦŲŵňĜƀĴ̹ŹƀƟŘĴŹ̹ƀŅĜƀ̹ĪĜş̹ĩĴ̹ĜİĜŲƀĴİ̹ƀŦ̹ƀŅĴ̹ƀƟŲĴ˫
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Fig. 41. Royal 2. B. VII, f.296v., 
Magnificat, Queen Mary 
Psalter, the first quarter of the 
fourteenth century c. 1310-20, 
Source: Brown, (1993: 83).

ʋ̹rŅĴş̹Ĝ̹ĿŦŵŞ̹ĴƘŦŘƘĴİ̹ňş̹ƙŅňĪŅ̹ƀŅĴ̹ĜŞŦƄşƀ̹ŦĿ̹ĩŘĜĪŖ̹ŦƘĴŵĩĜŘĜşĪĴİ̹ƀŅĴ̹ƙŅňƀĴ˦̹ňƀ̹ƙĜŹ̹ĪĜŘŘĴİ̹̚ĩŘĜĪŖ̐
ŘĴƀƀĴŵ̛̹˾$ŦƄİƟ˦̹ʆʎʋʈ˿˫

Textura̹ ŅĜŹ̹ ŹĴƘĴŵĜŘ̹ ƘĜŵňĜşƀŹ̹ ŦĿ̹ ŹĪŵňŲƀŹ̹ ĪĜŘŘĴİ̹ prescissa˦̹ quadrata˦̹
semiquadrata˦̹ Ĝşİ̹ rotunda˫̹ bŅňŹ̹ ĪŘĜŹŹňǬĪĜƀňŦş̹ ňŹ̹ ĩĜŹĴİ̹ Ŧş̹ ŞňşňŞŹ̝̹
ƀŵĴĜƀŞĴşƀ˦̹ ƙŅňĪŅ̹ ƙňŘŘ̹ ĩĴ̹ ĴƞŲŘĜňşĴİ̹ ňş̹ İĴƀĜňŘ̹ ňş̹ ƀŅĴ̹ ĿŦŘŘŦƙňşŀ̹ ŲĜŀĴŹ˫̹
)ĴşĪĴ˦̹ ňƀ̹ ƙňŘŘ̹ ŅĴŘŲ̹ ĜŹŹĴŹŹ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̝̹ ňşƀĴŵŲŵĴƀĜƀňŦş̹
ƀŅŵŦƄŀŅ̹ ƀŅĴňŵ̹ ŲŵĜĪƀňĪĴŹ̹ Ĝşİ̹ ƀŅĴňŵ̹ ŹƀŵŦŖĴŹ̹ ƀŅĜƀ̹ ŵĴŹĴŞĩŘĴ̹ ƀŅĴ̹ ŀŦƀŅňĪ̹
ŹƟŹƀĴŞ̹ŦĿ̹ ŹƀŵŦŖĴŹ̹ĩƟ̹ ĴƞĜŞňşňşŀ̹ ƀŅĴ̹İƄĪƀƄŹ̹ Ĝşİ̹ƘĜŵňŦƄŹ̹ ĿĴĜƀƄŵĴŹ̹ ƀŅĜƀ̹
these calligraphers adopt and adapt tŦ̹ƀŅĴňŵ̹ŲĴŵŹŦşĜŘ̹ĜƀƀňƀƄİĴŹ˫

�Ź̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˦̹ƀŅĴ̹ŵĴŲĴĜƀĴİ̹ŲĜŵĜŘŘĴŘ̹ŹƀŵŦŖĴŹ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ňş̹#ňŀ˫̹
ʉʅ˦̹ƙŅňĪŅ̹ňŹ̹Ĝ̹ĪŦŞŞŦş̹ĿĴĜƀƄŵĴ̹ƀŅĜƀ̹ĪĜş̹ĩĴ̹ƀŵĜĪĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ƙŦŵŖŹ̹ŦĿ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹AĴƄŘŞĜş˫̹,ş̹ŦşĴ̹ŹĴŵňĴŹ̹ŦĿ̹ŅňŹ̹
ƙŦŵŖŹ˦̹ŅĴ̹ŦşŘƟ̹ĿŦĪƄŹĴŹ̹Ŧş̹ƀŅĴ̹ƙŦƘĴş̐ŘňŖĴ̹ƀĴƞƀƄŵĴ̹ĪŦşŹƀŵƄĪƀĴİ̹ĩƟ̹ƀŅĴ̹ ň̹
ŘĴƀƀĴŵ˦̹ĜŹ̹ŹĴĴş̹ŅĴŵĴ̹ňş̹ƀŅĴ̹ĴƞĜŞŲŘĴ̹ŦĿ̹ŞňşňŞ˫̹

3.5.8.1.1. Textualis Prescissa (Gothic Bookhand, Black Letter6, 
Textura, Sine Pedibus)

Textualis Prescissa̹ ˾#ňŀ˫̹ʉʆ˿˦̹ĜŹ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ ňş̹��")$Ɓ��/�ŦĿ̹VƄĴĴş̹
AĜŵƟ̹ TŹĜŘƀĴŵ˦̹ ĩĴŘŦşŀŹ̹ ƀŦ̹ ƀŅĴ̹ ǬŵŹƀ̹ ŴƄĜŵƀĴŵ̹ ŦĿ̹ ƀŅĴ̹ ĿŦƄŵƀĴĴşƀŅ̐ĪĴşƀƄŵƟ̹
Ī˫̹ ʆʈʆʅ̐ʇʅ˦̹ ňŹ̹ Ĝ̹ ĩŦŦŖ̹ ŹĪŵňŲƀ̹ ŦĿ̹ ƀŅĴ̹ ŅňŀŅĴŵ̹ ŀŵĜİĴ̹ İĴƀĴŵŞňşĴİ̹ ĩƟ̹ ƀŅĴ̹
ƀŵĴĜƀŞĴşƀ̹ŦĿ̹ƀŅĴ̹ĩŦƀƀŦŞ̹ŦĿ̹ƀŅĴ̹ŞňşňŞŹ˫̹
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bŅĴ̹ƀĴŵŞ̹̚ŲŵĴŹĪňŹŹĜ̛̹Ŧŵ̹̚ŹňşĴ̹ŲĴİňĩƄŹ̛̹ŵĴĿĴŵŹ̹ƀŦ̹ƀŅĴ̹ĿĴĴƀ̹ŦĿ̹ƀŅĴ̹ŞňşňŞŹ̹ƀŅĜƀ̹
ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ňş̹#ňŀ˫̹ʉʇ˦̹Ĝ̹İĴƀĜňŘĴİ̹ŲňĪƀƄŵĴ̹ŦĿ̹ƀŅĴ̹ŲĜŀĴ̹ĿŵŦŞ̹��")$Ɓ��/ 
of Queen Mary Psalter̹˾#ňŀ˫̹ʉʆ˿˦̹ƙŅňĪŅ̹ƙĴŵĴ̹ƀĴŵŞňşĜƀĴİ̹ŅŦŵňƥŦşƀĜŘŘƟ̹Ŧş̹ƀŅĴ̹
ĩĜŹĴŘňşĴ̹ĩƟ̹ĜŵƀňǬĪňĜŘŘƟ̹ňŞňƀĜƀĴİ̹ŦĿ̹Ĝ̹ŹƀŵĜňŀŅƀ̹ŲĴş̹ŹĪŵňŲƀ˫̹TĴş̹ǭŦƄŵňŹŅĴİ˦̹Ĝşİ̹
ŀĴŦŞĴƀŵňĪ̹ ĩĜŵ̹ ŘňşĴ̐ǬŘŘĴŵŹ̹ ĴƞňŹƀĴİ̹ ĜŹ̹ İĴĪŦŵĜƀňŦş̹ ĿĴĜƀƄŵĴŹ˫̹ bŅĴ̹ ĿĴĴƀ̹ ŦĿ̹ ƀŅĴ̹
ŘĴƀƀĴŵŹ˦̹ĜŹ̹ŅňŀŅŘňŀŅƀĴİ̹ ňş̹ƀŅĴ̹ ŘĴƀƀĴŵ̹ ̚Ş˦̛ ̹ ňŹ̹ŲĜŵĜŘŘĴŘ̹ƙňƀŅ̹ƀŅĴ̹ĩĜŹĴŘňşĴ˫̹bŅňŹ̹
ĪŅĜŵĜĪƀĴŵňŹƀňĪ̹ŞĜŖĴŹ̹ƀŅĜƀ̹ŹƀƟŘĴ̹ĪĜŘŘĴİ̹ĜŹ̹ŲŵĴŹĪňŹŹĜ̛̹Ŧŵ̹̚ŹňşĴ̹ŲĴİňĩƄŹ̛̹ƙŅňĪŅ̹
ŞĴĜşŹ̹ĪƄƀ̹Ŧǣ̹Ŧŵ̹ƙňƀŅŦƄƀ̹ĿĴĴƀ˫

Fig. 42. The word “eniman” 
is from the first line of Fig. 41.

Fig. 43. The two lines is 
extracted from Fig. 41 (third 
and forth line of the page),
“ad dandam sciencia(m) salutis 
plebi ei(us) in remissione(m) 
pec(cat)orum eorum”

,ş̹#ňŀ˫̹ʉʈ˦̹ĴƞƀŵĜĪƀĴİ̹ĿŵŦŞ̹ƀŅĴ̹ŲĜŀĴ̹ŦĿ̹��")$Ɓ��/̹ŦĿ̹VƄĴĴş̹AĜŵƟ̹TŹĜŘƀĴŵ̹
˾#ňŀ˫̹ʉʆ˿˦̹ƀŅĴ̹ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̹ŦĿ̹ŘĴƀƀĴŵĿŦŵŞŹ˦̹ŹŦŞĴ̹ƄŹĜŀĴ̹ĜŹ̹ĜĩĩŵĴƘňĜƀňŦşŹ˦̹
Ĝşİ̹ƀŅĴ̹ĜŘƀĴŵşĜƀňƘĴ̹ƘĴŵŹňŦşŹ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ˫̹bŅĴ̹ňŘŘƄŹƀŵĜƀĴİ̹
ňşňƀňĜŘ̹ ̚�̛̹ ňŹ̹ şŦƀ̹ƙŵňƀƀĴş̹ ĩƄƀ̹ İŵĜƙş̹ Ĝşİ̹ ĪŦŘŦŵĴİ̹ ňş̹ ŦŵİĴŵ̹ ƀŦ̹ ŅňŀŅŘňŀŅƀ̹
ŲŵŦĩĜĩŘƟ̹ ƀŅĴ̹ ĩĴŀňşşňşŀ̹ ŦĿ̹ ƀŅĴ̹ ŹƀĜƀĴŞĴşƀ˫̹ bŅĴ̹ ŹĴĪŦşİ̹ şŦƀĴƙŦŵƀŅƟ̹
ĴŘĴŞĴşƀ̹ňŹ̹ƀŅĴ̹ňŘŘƄŹƀŵĜƀĴİ̹ƄşňƀŹ̹ƀŅĜƀ̹ǬŘŘ̹ƀŅĴ̹ŹŲĜĪĴ̹Ĝƀ̹ƀŅĴ̹Ĵşİ̹ŦĿ̹ƀŅĴ̹ŹĴĪŦşİ̹
ŘňşĴ˫̹,ƀ̹ŀňƘĴŹ̹Ĝ̹İĴĪŦŵĜƀňƘĴ̹Ĝşİ̹ĿĜşĪƟ̹ĜŲŲĴĜŵĜşĪĴ̹Ĝşİ̹ŹĴŵƘĴŹ̹ĜŹ̹Ĝ̹ŘňşĴ̹ǬŘŘĴŵ̹
ňş̹ƙŅňĪŅ̹ ŹŲĜĪĴ̹ŦĪĪƄŵŹ̹ ĜĿƀĴŵ̹ ƀŅĴ̹ ƀĴƞƀ̹ ƀŅĜƀ̹ ňŹ̹şŦƀ̹İĴŹňŵĴİ˫̹�Ź̹ŞĴşƀňŦşĴİ̹
ĜĩŦƘĴ˦̹ƀŅĴŵĴ̹ĜŵĴ̹ĜĩĩŵĴƘňĜƀňŦşŹ̹Ĝƀ̹ƀŅĴ̹Ĵşİ̹ŦĿ̹ƀŅĴ̹ǬŵŹƀ̹Ĝşİ̹ŹĴĪŦşİ̹ŘňşĴ˦̹ĜŘŹŦ̹
ƄŹĜŀĴ̹ŦĿ̹ĜŘƀĴŵşĜƀňƘĴ̹ŘĴƀƀĴŵĿŦŵŞŹ̹ŹƄĪŅ̹ĜŹ̹ƀŅĴ̹ƀĜŘŘ̹ĿŦŵŞ̹ŦĿ̹̚Ź̛̹ňş̹ƀŅĴ̹ƙŦŵİŹ̹
̚ŹĪňĴşĪňĜ˦̛ ̹̚ŹĜŘƄƀňŹ˦̛ ̹Ĝşİ̹̚ŵĴŞňŹŹňŦşĴŞ˦̛ ̹ƀŅĴ̹ĜŘƀĴŵşĜƀňƘĴ̹ĿŦŵŞ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵ̹
̚ŵ̛̹ňş̹ƀŅĴ̹ƙŦŵİ̹̚ĴŦŵƄŞ˫̛ ̹AŦŵĴŦƘĴŵ˦̹bŅĴ̹ŘňşĴ̹ǬŘŘĴŵ̹Ĝƀ̹ƀŅĴ̹Ĵşİ̹ŦĿ̹ƀŅĴ̹ŹĴĪŦşİ̹
ŘňşĴ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ˦̹ĪŦşŹňŹƀňşŀ̹ŦĿ̹ĩĜŹňĪ̹ŀĴŦŞĴƀŵňĪ̹ŹŅĜŲĴŹ˫̹,ƀ̹ňŹ̹ĪŘĜňŞĴİ̹
ƀŅĜƀ̹ ƀŅĴ̹ ĜĴŹƀŅĴƀňĪ̹ ŦĿ̹ ŞĴİňĴƘĜŘ̹ ŞĜşƄŹĪŵňŲƀ̹ ŲŵŦİƄĪƀňŦş˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹
ňş̹ƀŅĴ̹$ŦƀŅňĪ̹ĴŵĜ˦̹İňĪƀĜƀĴİ̹ƀŅĜƀ̹ƀŅĴ̹ƀĴƞƀ̹Ŧş̹ƀŅĴ̹ŲĜŀĴ̹ŦĿ̹ƀŅĴ̹ŞĜşƄŹĪŵňŲƀ̹
ƙĜŹ̹ ŹƄŲŲŦŹĴİ̹ ƀŦ̹ĩĴ̹ ĜŵŵĜşŀĴİ̹ ňş̹ĩŘŦĪŖ̹ ĿŦŵŞĜƀ̹ƙňƀŅ̹ œƄŹƀňǬĴİ̹ĩŦƀŅ̹ ŹňİĴŹ̹
ŦĿ̹ƀŅĴ̹ŞĜŵŀňş̹ƙňƀŅňş̹ĪŦŘƄŞşŹ˫̹,Ŀ̹ƀŅĴŵĴ̹ƙĜŹ̹Ĝ̹ŘĴĿƀŦƘĴŵ̹ŹŲĜĪĴ˦̹ňƀ̹ŅĜİ̹ƀŦ̹ĩĴ̹
ǬŘŘĴİ̹ƙňƀŅ̹ ŘňşĴ̹ǬŘŘĴŵŹ̹Ĝƀ̹ ƀŅĴ̹Ĵşİ̹ŦĿ̹ ƀŅĴ̹ ŘňşĴ̹ŹŦ̹ ƀŅĜƀ̹ ƀŅĴ̹ ŘĴĿƀ̹ĩŘĜşŖ̹ŹŲĜĪĴ̹
ƙŦƄŘİ̹ŅĜƘĴ̹Ĝş̹ĜŲŲĴĜŵĜşĪĴ̹ŦĿ̹Ĝ̹œƄŹƀňǬĴİ̹ŞĜŵŀňş˫̹bŅĴ̹ŞŦŵĴ̹ŘƄƞƄŵňŦƄŹ̹ƀŅĴ̹
ŞĜşƄŹĪŵňŲƀ̹ƙĜŹ̹ ŲŵŦİƄĪĴİ˦̹ ƀŅĴ̹ŞŦŵĴ̹ ĪŦŞŲŘĴƞ̹ Ĝşİ̹ İĴĪŦŵĜƀňƘĴ˦̹ ňşƀŵňĪĜƀĴ̹
ŘňşĴ̹ǬŘŘĴŵŹ̹ƙĴŵĴ̹ĴƞĴĪƄƀĴİ̹˾�ŘĴŞĴşŹ̹Λ̹$ŵĜŅĜŞ˦̹ʇʅʅʌ˿˫

HşĪĴ̹ ĜŀĜňş˦̹ ňƀ̹ ňŹ̹ şĴĪĴŹŹĜŵƟ̹ ƀŦ̹ ĩĴ̹ ŵĴŞňşİĴİ̹ ƀŅĜƀ̹ textualis prescissa is 
şŦƀ̹ĪŦŞŞŦşŘƟ̹ƄŹĴİ˦̹ĜŹ̹ŹĴĴş̹ňş̹ƀŅňŹ̹ŲĜŵƀ˫̹,şŹƀĴĜİ˦̹ƀŅĴ̹ŀŦƀŅňĪ̹ŅĜşİ̹ƙňƀŅ̹
ŀĴşĴŵĜŘ̹ ĿĴĜƀƄŵĴŹ̹ ňŹ̹ ňşƀĴŵŲŵĴƀĴİ̹ ĩƟ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˫̹ )ŦƙĴƘĴŵ˦̹ ĜŹ̹ƙňŘŘ̹
ĩĴ̹ ŹĴĴş̹ ňş̹ �ŲŲĴşİňƞ̹ �̹ ̐ƘĜŵňŦƄŹ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪŦƄŵŹĴŹ̹ Ĝşİ̹ ƙŦŵŖŹŅŦŲŹ̹
ƀŅĜƀ̹ ,̹ ŲĜŵƀňĪňŲĜƀĴİ̹ ňş̹ [ŲĜňş˦̹ #ŵĜşĪĴ˦̹ Ĝşİ̹ bƄŵŖĴƟ˦̹ ƘĜŵňŦƄŹ̹ ĪŦƄŵŹĴŹ̹ Ŧş̹
$ŦƀŅňĪ̹ ŅĜşİŹ̹ŞĜƟ̹ ĪŦƘĴŵ̹ Ĝşİ̹ƄşİĴŵŘňşĴ̹ ƀŅĴ̹ İňǣĴŵĴşƀ̹$ŦƀŅňĪ̹ ŅĜşİŹ̹ ĜŹ̹
ŞĴşƀňŦşĴİ̹ ňş̹ ƀŅňŹ̹ŲĜŵƀ̹ ĿŦŵ̹şĴƙĩňĴŹ̹ƙŅňĪŅ̹ĪŵĴĜƀĴ̹Ĝş̹ĜƙĜŵĴşĴŹŹ̹ŦĿ̹ ƀŅĴ̹
$ŦƀŅňĪ̹ŹƟŹƀĴŞ̹Ĝşİ̹ňƀŹ̹ŵňĪŅ̹İňƘĴŵŹňƀňĴŹ˫



ʆʌʈ

Fig. 44. Additional MS 
24686, f.14v., Alphonso 
Psalter, c. 1284, Source: 
Brown, (1993: 85).

3.5.8.1.2. Textualis Quadrata (Gothic Book-hand, Black Letter, 
Textura, Fracta, Grossa, Psalterialis)

bŅĴ̹ƀĴŵŞ̹quadrata̹ŞĴĜşŹ̹ŹŴƄĜŵĴİ˦̹ŵĴĿĴŵŵňşŀ̹ƀŦ̹ƀŅĴ̹İňĜŞŦşİ̹Ŧŵ̹ŹŴƄĜŵĴ̐
ŹŅĜŲĴİ̹ ŹĴŵňĿŹ̹ Ŧş̹ ƀŅĴ̹ ŞňşňŞŹ̝̹ ĿĴĴƀ˫̹ �Ź̹ ŦĩŹĴŵƘĴİ̹ ňş̹ Alphonso Psalter 
ĩĴŘŦşŀŹ̹ƀŦ̹ƀŅĴ̹ƀŅňŵƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹˾#ňŀ˫̹ʉʉ˿˦̹ĴƘŦŘƘĴİ̹ĿŵŦŞ̹prescissa̹ƄŹĴİ̹
ĜŹ̹Ĝ̹ĩŦŦŖ̹ŅĜşİ˦̹Ĝşİ̹ňƀ̹ĩĴĪĜŞĴ̹ƀŅĴ̹ŹƀĜşİĜŵİ̹ŹĪŵňŲƀ̹ƄŹĴİ̹ĿŦŵ̹ňşŹĪŵňŲƀňŦşŹ̹
Ŧş̹ŹƀŦşĴŹ̹Ŧŵ̹ŹƀĜňşĴİ̹ŀŘĜŹŹ˫̹



ʆʌʉ

bŅĴ̹ ŞĜňş̹ ĪŅĜŵĜĪƀĴŵňŹƀňĪ̹ ŦĿ̹ ĜŘŘ̹ ŘĴƀƀĴŵŹ̹ ňŹ̹ ƀŅĴňŵ̹ ĜşŀƄŘĜŵňƀƟ̹ Ĝşİ̹ ƀŅĴ̹
ǬşňŹŅňşŀ̹ƀŦƄĪŅĴŹ̹ĜŹ̹ŘňƀƀŘĴ̹ĜşŀƄŘĜŵ̹ĿĴĴƀ˫̹bŅĴ̹ŀĴŦŞĴƀŵňĪ̹ĩĜŵ̹ŘňşĴ̐ǬŘŘĴŵ̹Ĝşİ̹
şŦƀĜĩŘĴ̹ ŀňŘİĴİ̹ ŘĴƀƀĴŵŹ̹ Ŧş̹ ŵĴĪƀňŘňşĴĜŵ̹ ŀŵŦƄşİŹ˦̹ ĜŘŹŦ̹ ƀƙŦ̹ŞňşŦŵ̹ ňşňƀňĜŘŹ˦̹
ƀŅĴ̹ ŘĴƀƀĴŵ̹ ̚�̛̹ Ĝşİ̹ ̚�˦̛ ̹ ĜŵĴ̹ şŦƀĴƙŦŵƀŅƟ̹ ĜŹ̹ ňş̹ ƀŅĴ̹ ĪĜŹĴ̹ ŦĿ̹ ŹňşĴ̹ ŲĴİňĩƄŹ˫̹
bŅĴ̹ ŘĴƀƀĴŵ̹̚�̛̹ĴŞŲŘŦƟĴİ̹Ĝ̹ŀŵŦƀĴŹŴƄĴ˦̹Ĝşİ̹ƀŅĴ̹ ŘĴƀƀĴŵ̹̚�̛̹ĿŵĴƀƙŦŵŖ̹ňşǬŘŘ̹
ĜŵĴ̹İĴĪŦŵĜƀňƘĴ̹ĿĴĜƀƄŵĴŹ˫̹bŅĴ̹ŘňşĴ̹ǬŘŘĴŵŹ˦̹Ĝ̹ŲĜşĴŘ̹ŦĿ̹ňşƀĴŵŘĜĪĴ˦̹ŦĜŖ̹ŘĴĜƘĴŹ˦̹
Ĝşİ̹ƘĜŵňŦƄŹ̹şĜƀƄŵĜŘňŹƀňĪ̹ĿŦŘňĜƀĴŹ̹ŦĪĪƄŲƟ̹ƀŅĴ̹ŲĜŀĴ˦̹ƙŅňĪŅ̹ňŹ̹ĜŘŹŦ̹ƀŅĴ̹ŞĜňş̹
ĪŅĜŵĜĪƀĴŵňŹƀňĪ̹ŦĿ̹ƀŅĴ̹$ŦƀŅňĪ̹ĴŵĜ̝Ź̹ŞĜşƄŹĪŵňŲƀ˫

bŅĴ̹ŘĴƀƀĴŵŹ̹ŹƄĪŅ̹ĜŹ̹̚Ş˦̛ ̹̚ş˦̛ ̹Ĝşİ̹̚ň̛̹˾#ňŀ˫̹ʉʊ˿̹ĜŵĴ̹ĪŦşŹƀŵƄĪƀĴİ̹ĩƟ̹Ĝ̹ŹĴŵňĴŹ̹ŦĿ̹
ŹƀŵŦŖĴŹ˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹ĩĴĿŦŵĴ˦̹ƙŅňĪŅ̹ŞĜŖĴŹ̹ƀŅĴ̹ƙŦŵİ̹ňŘŘĴŀňĩŘĴ̹Ŧŵ̹ĪĜƄŹĴŹ̹
ĪŦşĿƄŹňŦş̹ňş̹İňŹƀňşŀƄňŹŅňşŀ̹ƀŅĴ̹ŘĴƀƀĴŵŹ˫̹bŅĴ̹ƙŦŵİ̹̚H̹ŞňşĴ̛̹ňŹ̹ĴƞƀŵĜĪƀĴİ̹
ĿŵŦŞ̹ƀŅĴ̹ƀŅňŵİ̹ŘňşĴ̹ŦĿ̹ƀŅĴ̹ŲĜŀĴ˫̹bŅĴ̹ŀŵĜİĴ̹ŦĿ̹ƀŅĴ̹ŹĪŵňŲƀ̹ňŹ̹İĴƀĴŵŞňşĴİ̹ĩƟ̹
ƀŅĴ̹ƀŵĴĜƀŞĴşƀ̹ŦĿ̹ƀŅĴ̹ĩŦƀƀŦŞ̹ŦĿ̹ƀŅĴ̹ŞňşňŞŹ̹ĜŹ̹ŅňŀŅŘňŀŅƀĴİ̹ŅĴŵĴ˰̹ƀŅĴ̹ƀŵĴĴ̹
ŞňşňŞŹ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵ̹̚Ş̛̹ŅĜƘĴ̹ĪŦşŹňŹƀĴşƀ̹ĿĴĴƀ˫

Fig. 45. Detail is extracted 
from Fig. 44 (the third line). 

Fig. 46. The detail image is 
extracted from Fig. 44 (the 
tenth and eleventh lines), 
written “Quid est homo quod 
memores eius, aut filius ho 
minis quoniam visitas eum.”

�şŦƀŅĴŵ̹şŦƀĴƙŦŵƀŅƟ̹İĴƀĜňŘ̹ňŹ̹ƀŅĴ̹$ŦƀŅňĪ̹ƀĴƞƀƄŵĜ̹ĪĜŲňƀĜŘŹ˦̹ƙŅňĪŅ̹ƘĜŵňĴİ̹
ĿŵŦŞ̹ŹĪŵňĩĴ̹ƀŦ̹ŹĪŵňĩĴ˫̹fşƀňŘ̹$ŦƀŅňĪ̹ƀĴƞƀƄŵĜ˦̹şŦ̹ŹĪŵňŲƀ̹ŞĴşƀňŦşĴİ̹ĩĴĿŦŵĴ̹
ŅĜİ̹ ňƀŹ̹Ŧƙş̹ĪĜŲňƀĜŘŹ˰̹ ňşŹƀĴĜİ̹ŦĿ̹ ĴňƀŅĴŵ̹ƄŹňşŀ̹ ƀŅĴ̹ ŘĜŵŀĴŵ̹ƘĴŵŹňŦş̹ŦĿ̹ ƀŅĴ̹
ĜĪƀƄĜŘ̹ ŹĪŵňŲƀ̹ Ŧŵ̹ ĴĜŵŘňĴŵ̹ ŹĪŵňŲƀŹ̹ ŹƄĪŅ̹ ĜŹ̹ fşĪňĜŘ˦̹ WŦŞĜş̹ �ĜŲňƀĜŘŹ̹ ƙĴŵĴ̹
ĴŞŲŘŦƟĴİ̹ĜŹ̹ĪĜŲňƀĜŘ̹ŘĴƀƀĴŵŹ˫̹bŅĜƀ̹ňŹ̹ƙŅƟ̹ňƀ̹ňŹ̹Ĝ̹Ŗňşİ̹ŦĿ̹şĴƙ̹ǬĴŘİ̹şĴĴİĴİ̹
ƀŦ̹İňŹĪŦƘĴŵ̹Ĝşİ̹ĪŵĴĜƀĴİ˫̹

,ş̹#ňŀ˫̹ʉʋ˦̹ ƀŅĴ̹ ĪĜŲňƀĜŘ̹ ̚H̛̹ ňŹ̹ƙŵňƀƀĴş̹ ŹňŞňŘĜŵŘƟ̹ ƀŦ̹�ĜŵŦŘňşĴ̝Ź̹ŦƘĜŘ̹ ĿŦŵŞ˰̹
ŅŦƙĴƘĴŵ˦̹ňƀ̹ňŹ̹ŲĜňşƀĴİ̹Ĝşİ̹ňŘŘƄŞňşĜƀĴİ˫

�ƄŵŵĴşƀŘƟ˦̹ĜŹ̹ƄşİĴŵŘňşĴİ̹ĩĴĿŦŵĴ˦̹ƀĴƞƀƄĜŘňŹ̹ŴƄĜİŵĜƀĜ̹ňŹ̹ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ̹
ƙňƀŅ̹ňƀŹ̹ƙŦƘĴş̐ŘňŖĴ̹ƀĴƞƀƄŵĴ̹ňŞĜŀĴ̹ƀŅĜƀ̹ňŹ̹ĪŵĴĜƀĴİ̹ƙŅňŘĴ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹
ƙĜşƀŹ̹ ƀŦ̹ ƙŵňƀĴ̹ Ĝ̹ ƀĴƞƀ̹ ƙňƀŅ̹ ňƀ˫̹ bŅňŹ̹ ňŞĜŀĴ̐ŘňŖĴ̹ ĜŲŲĴĜŵĜşĪĴ̹ ŹĴĴŞŹ̹ ƀŦ̹
ňşǭƄĴşĪĴ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ƙŅŦ̹ ĿŦĪƄŹĴŹ̹ Ŧş̹ ƀŅĴ̹ƙŵňƀƀĴş̹
ňŞĜŀĴ̹ĜŹ̹Ĝ̹ĪŦşĪĴŲƀ̹Ĝşİ̹ĜŹ̹Ĝ̹ƘňŹƄĜŘ̹ĿŦŵŞ̹ŦĿ̹ƙŵňƀƀĴş̹ƀĴƞƀ˫̹TĜŵƀňĪƄŘĜŵŘƟ˦̹ƀŅĴ̹
ƘĴŵƀňĪĜŘ̹ŵĴŲĴĜƀĴİ̹ŹƀŵŦŖĴŹ̹ŦĿ̹ƀĴƞƀƄŵĜ̹ŴƄĜİŵĜƀĜ̹ĜŵĴ̹ĜİĜŲƀĴİ̹ĩƟ̹AĴƄŘŞĜş˦̹
ƙŅŦ̹ƙňŘŘ̹ ĩĴ̹ ĴƞĜŞňşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,˦̹ ňşƀĴŵŲŵĴƀĴİ̹ Ĝşİ̹ ŲŵĜĪƀňĪĴİ̹ ĜŹ̹ Ĝ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙŦŵŖ̹ŵĴŘĜƀĴİ̹ƀŦ̹ňƀŹ̹ĜşĪňĴşƀ̹ŅĴŵňƀĜŀĴ˫̹



ʆʌʊ

Fig. 47. Stowe 17, f.22v., Book 
of Hours (Hours of the Virgin), 
c. 1300, Flemish, Source: 
Brown, (1993: 87).

3.5.8.1.3. Textualis Semi-Quadrata (Gothic Bookhand,                 
Black Letter, Textura)

Textualis Semi-Quadrata˦̹ ĜŹ̹ ĪĜş̹ ĩĴ̹ ŦĩŹĴŵƘĴİ̹ ňş̹ ƀŅĴ̹ �ŦŦŖ̹ ŦĿ̹ )ŦƄŵŹ̹
˾)ŦƄŵŹ̹ŦĿ̹ƀŅĴ̹qňŵŀňş˿̹˾#ňŀ˫̹ʉʌ˿˦̹Ĝ̹ƘĴŵŹňŦş̹ŦĿ̹ƀĴƞƀƄŵĜ˦̹ňŹ̹Ĝ̹$ŦƀŅňĪ̹ŞňşƄŹĪƄŘĴ̹
ŅĜşİ̹İĴƀĴŵŞňşĴİ̹ĩƟ̹ ƀŅĴ̹ ƀŵĴĜƀŞĴşƀ̹ŦĿ̹ ƀŅĴ̹ ĿĴĴƀ˦̹ƙŅňĪŅ̹ĪĜş̹ĩĴ̹ĜŹŹĴŹŹĴİ̹
ĜŹ̹ Ĝş̹ ňşĪŦşŹňŹƀĴşĪƟ̹ ƀŅĜƀ̹ŞĴĜşŹ̹ ŹŦŞĴ̹ ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ̹ ŅĜƘĴ̹ ŹŴƄĜŵĴ˦̹ ƀŅĴ̹
ŦƀŅĴŵ̹ŅĜŹ̹ŞĴŵĴŘƟ̹ŵŦƄşİĴİ̹ĿŦŵŞ̹ňş̹ƀŅĴňŵ̹ĿĴĴƀ˫̹bŅĴ̹şŦƀĜĩŘĴ̹ŀňŘİĴİ̹ŘĴƀƀĴŵŹ̹
Ŧş̹ ƀŅĴ̹ ŲĜŀĴ̹ ĜŵĴ̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹ ̚�˦̛ ̹ƙŅňĪŅ̹ ŦƘĴŵŘĜŲŹ̹ ƀŅĴ̹ ŹĪŵňŲƀ˦̹ ƀŅĜƀ̹ŞĴĜşŹ̹
ƀŅĴ̹ƙŵňƀňşŀ̹ƙĜŹ̹ĴƞĴĪƄƀĴİ̹ĩĴĿŦŵĴ̹ƀŅĴ̹İĴĪŦŵĜƀňŦş˫̹TĴş̹ǭŦƄŵňŹŅĴİ̹ŘĴƀƀĴŵŹ̹
ĴƞĴĪƄƀĴİ̹ ňş̹ĩŘƄĴ̹ Ĝşİ̹ ŵĴİ̹Ĝƀ̹ ƀŅĴ̹ĩĴŀňşşňşŀ̹ŦĿ̹ ŘňşĴŹ̹ Ĝşİ̹ŀŦŘİ̹ Ĝşİ̹ĩŘƄĴ̹
ƙňƀŅňş̹ƀŅĴ̹ƀĴƞƀ˫̹�ş̹ĜşŀĴŘ̹ĪĜŵŵňĴİ̹Ĝş̹ŦŵŀĜş̹ĜŹ̹Ĝ̹ŞĜŵŀňşĜŘ̹ǬŀƄŵĴ˦̹Ĝşİ̹ƀŅĴ̹
ŹĪĴşĴ̹ŦĿ̹$Ŧİ̹ĪŵĴĜƀňşŀ̹ƀŅĴ̹ǬŵŞĜŞĴşƀ̹ŦĪĪƄŲňĴŹ̹ƀŅĴ̹ĩŦƀƀŦŞ̹ŦĿ̹ƀŅĴ̹ŲĜŀĴ˫

bŅĴ̹ ŹĪŵňŲƀ̝Ź̹ ŀŵĜİĴ̹ ĜŹ̹ ŹĴŞň̐ŴƄĜİŵĜƀĜ˦̹ İĴƀĴŵŞňşĴİ̹ ĩƟ̹ ƀŅĴ̹ ƀŵĴĜƀŞĴşƀ̹ ŦĿ̹
ƀŅĴ̹ĩŦƀƀŦŞ̹ŦĿ̹ƀŅĴ̹ŞňşňŞŹ˦̹ĪĜş̹ĩĴ̹ŹŘňŀŅƀŘƟ̹ŦĩŹĴŵƘĴİ̹ňş̹#ňŀ˫̹ʉʍ˦̹ƀŅĴ̹İĴƀĜňŘ̹
ŦĿ̹ ƀŅĴ̹ ŲĜŀĴ̹ ŦĿ̹ ƀŅĴ̹�ŦŦŖ̹ ŦĿ̹)ŦƄŵŹ˫̹)ĴŵĴ˦̹ ňƀ̹ƙĜŹ̹ ĴƞĴĪƄƀĴİ̹ ŹŲŦŵĜİňĪĜŘŘƟ˦̹
ĜŹ̹ ňş̹ ƀŅĴ̹ ĪĜŹĴ̹ ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹ ̚Ş˦̛ ̹ ŦĿ̹ƙŅňĪŅ̹ ƀŅĴ̹ ǬŵŹƀ̹ ƀƙŦ̹ŞňşňŞŹ̹ ŅĜƘĴ̹
İňĜŞŦşİ̹ŹŅĜŲĴ̹ĿĴĴƀ˦̹ĩƄƀ̹ƀŅĴ̹ƀŅňŵİ̹ňŹ̹ŹŘňŀŅƀŘƟ̹ŵŦƄşİĴİ˫̹

Fig. 48. The detail is extracted 
from Fig. 47 (the fourth line).



ʆʌʋ

Fig. 50. Burney 282, f.37v., De 
Fide, libri quinque ad Gratianum 
Augustum, the first quarter of 
the thirteenth century, Source: 
Brown, (1993: 89).

3.5.8.1.4. Textualis Rotunda (Gothic Book hand, Black Letter, Textura)

WŦƀƄşİĜ˦̹ ĜŹ̹ Ĝ̹ ƀĴŵŞ˦̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ƀŅĴ̹ ŵŦƄşİĴİ̹ ĿŦŵŞ˫̹ �Ź̹ Ĝ̹ $ŦƀŅňĪ̹ ŅĜşİ˦̹
ƀŅňŹ̹ƘĴŵŹňŦş̹ ňŹ̹ ĜŘŹŦ̹ĪĜŘŘĴİ̹ ̚ŅĜŘĿ̐$ŦƀŅňĪ˦̛ ̹ ĜŹ̹ ňĿ̹ ňƀ̹ ňŹ̹ Ĝ̹ ƀŵĜşŹňƀňŦşĜŘ̹ ŹƀƟŘĴ̹
ĩĴƀƙĴĴş̹ƀŅĴ̹�ĜŵŦŘňşĴ̹Ĝşİ̹ƀŅĴ̹$ŦƀŅňĪ̹bĴƞƀƄŵĜ˫̹bŅĴ̹$ŦƀŅňĪ̹ŹƀƟŘĴ̝Ź̹ŞĜňş̹
ĪŅĜŵĜĪƀĴŵňŹƀňĪ̹ňŹ̹ňƀŹ̹ĴŘňŞňşĜƀňŦş̹ŦĿ̹ƀŅĴ̹ŵŦƄşİĴİ̹ĿŦŵŞŹ˦̹Ĝşİ̹ƀŅĴ̹$ŦƀŅňĪ̹
ŵŦƀƄşİĜ˦̹ Ŧŵ̹ ƀŅĴ̹ şĜŞĴ̹ ̚ŵŦƀŦşİĜ˦̛ ̹ ƄŹĴİ̹ ňş̹ ,ƀĜŘƟ˦̹ ƙŅĴŵĴ̹ ƀŅĴ̹ ŹƀƟŘĴ̹ ƙĜŹ̹
İĴƘĴŘŦŲĴİ̹ňş̹ƀŅĴ̹ƀƙĴŘĿƀŅ̹ĪĴşƀƄŵƟ˦̹ŲŵĴŹĴŵƘĴİ̹ƀŅĴ̹ŵŦƄşİĴİ̹ĿŦŵŞ̹ŦĿ̹ƀŅĴ̹
ŘĴƀƀĴŵŹ̹ ˾#ňŀ˫̹ʊʅ˿˦̹Ĝş̹ĴƞĜŞŲŘĴ̹ŦĿ̹ŲĜŀĴŹ̹ŦĿ̹ƀŅĴ̹ŞĜşƄŹĪŵňŲƀ̹De Fide, libri 
quinque ad Gratianum Augustum˫̹ bŅĴ̹ ňşňƀňĜŘ̹ ŘĴƀƀĴŵ̹ ̚f̛̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ Ĝ̹
ƀŅŵĴĴ̐ŘňşĴ̹ŲĴş̐ǭŦƄŵňŹŅĴİ˫̹bŅĴ̹ŹĪŵňŲƀ̹ňŹ̹ĜĪĪĴŲƀĴİ̹ĜŹ̹Ĝş̹�şŀŘňŹŅ̹$ŦƀŅňĪ̹
ĩŦŦŖ̹ŹĪŵňŲƀ̹ŦĿ̹ƀŅĴ̹ŘŦƙĴŹƀ̹ŀŵĜİĴ̹Ĝşİ̹ŞĴİňƄŞ̹ŴƄĜŘňƀƟ̹˾BĴŹĩňƀƀ˦̹ʆʎʎʍ˿˫

Fig. 49. Detail of the 
letterforms of Textualis Semi-
Quadrata is extracted from Fig. 
47 (the seventh and eight line), 
written “Gloria patri et filio et 
spiritui s(an)c(t)o. Sicu(t).”

AŦŵĴŦƘĴŵ˦̹ƀŅĴ̹ŹĜŞĴ̹ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̹ŦĿ̹ƀŅĴ̹$ŦƀŅňĪ̹ƙŵňƀňşŀ̹ŹƟŹƀĴŞ̹ŵĴŞĜňş̹
ňş̹ #ňŀ˫̹ ʉʎ˫̹bŅĴ̹ ĜŘƀĴŵşĜƀňƘĴ̹ ĿŦŵŞ̹ ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹ ̚ŵ̛̹ ŦĿ̹ ƀŅĴ̹ƙŦŵİ̹ ̚$ŘŦŵňĜ˦̛ ̹
ƀŅĴ̹ ŘŦşŀ̹ ̚Ź̛̹ŦĿ̹ ƀŅĴ̹ƙŦŵİ̹ ̚ŹŲňŵňƀƄň˦̛ ̹ ĜŘŹŦ̹ĜĩĩŵĴƘňĜƀňŦşŹ̹Ĝşİ̹ŦƘĴŵŘĜŲŲňşŀ̹
ŘĴƀƀĴŵŹ˫̹ bŅĴ̹ ĪĜŲňƀĜŘŹ̹ ĜŵĴ̹ ŲĜňşƀĴİ̹ ĜŹ̹ ŲŵĴƘňŦƄŹ̹ ŦşĴŹ˦̹ƙŅňĪŅ̹ŞĴĜşŹ̹ ǬŵŹƀ̹
İŵĜƙş̹ƀŅĴ̹ŦƄƀŘňşĴŹ˦̹ƀŅĴş̹ǬŘŘĴİ̹ƙňƀŅ̹ňşŖ˦̹ňş̹ŹŦŞĴ̹ĪĜŹĴŹ̹ĪŦŘŦŵĴİ̹ĜŹ̹ňş̹ƀŅĴ̹
ŘĴƀƀĴŵ̹̚[˫̛
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Fig. 51. The detail is extracted 
from Fig. 50 (the second line), 
the word “in carne.” 

Fig. 52. Detail of the letterform 
of Textualis Rotunda from 
Fig. 50, written “De eo q(uo)d 
scriptu(m) (est), ut sint unu(m) 
sicut nos unu(m) sumus, ego 
in hiis, (et)tu in me. Ut sint 
unu(m) sicut (et) nos unu(m) 
sum(us)? Pro testimonio eni(m)
fidei positu(m) est, licet ab 
arrianisad ar-”

�ĴƀƙĴĴş̹ ƀŅĴ̹ ƀĴşƀŅ̹ Ĝşİ̹ ƀŅňŵƀĴĴşƀŅ̹ ĪĴşƀƄŵňĴŹ˦̹ƙŅňŘĴ̹ ƀŅĴ̹ $ŦƀŅňĪ̹ ňşǭƄĴşĪĴ̹
ŅĴĜƘňŘƟ̹ İŦŞňşĜƀĴİ̹ şŦŵƀŅĴŵş̹ �ƄŵŦŲĴĜş̹ ŹĪŵňĩĴŹ̹ ƙŅŦ̹ ŹĴĴŞĴİ̹ ƀŦ̹ ŲƄŵŹƄĴ̹
ƀŅňŹ̹ ĩŵŦŖĴş̹ ĪŅĜŵĜĪƀĴŵňŹƀňĪ̹ ŦĿ̹ $ŦƀŅňĪ̹ bĴƞƀƄŵĜ˦̹ ŹŦƄƀŅĴŵş̹ ĪŦŘŘĴĜŀƄĴŹ̹ ĪŦƄŘİ̹
ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴƟ̹şĴƘĴŵ̹ƙĴşƀ̹ƀŅĜƀ̹ĿƄŵƀŅĴŵ̹ňş̹ƀŅĴ̹ĪŦƄŵŹĴ̹ŦĿ̹ƀŅĴ̹$ŦƀŅňĪ̹
ŘĴƀƀĴŵ˫̹ �ƄĴ̹ ƀŦ̹ ƀŅĴ̹ ĪŦşŹƀĜşƀ̹ ňşƀĴŵĪŅĜşŀĴ̹ ŦĿ̹ ŹĪŵňĩĴŹ̹ Ĝşİ̹ ŹĪŅŦŘĜŵŹ̹ ňş̹ ƀŅĴ̹
ĜŵĴĜ˦̹ƘĜŵňŦƄŹ̹$ŦƀŅňĪ̹WŦƀƄşİĜ̹ŹƀƟŘĴŹ̹ĴŞĴŵŀĴİ˫̹)ŦƙĴƘĴŵ˦̹ŦƘĴŵĜŘŘ˦̹ƀŅĴ̹,ƀĜŘňĜş̹
ŲĴşňşŹƄŘĜ̝Ź̹ŀŵĜİƄĜŘ̹ňŹŦŘĜƀňŦş̹ŹĴĴŞŹ̹ƀŦ̹ĩĴ̹ŞĜşĜŀĴİ˰̹ŅĴşĪĴ˦̹Ĝ̹ĩŵŦĜİĴŵ̹Ĝşİ̹
ŞŦŵĴ̹ŵŦƄşİĴİ̹ĜŲŲĴĜŵĜşĪĴ̹ƙĜŹ̹ĪŵĴĜƀĴİ̹Ĝƀ̹ƀŅĴ̹fşňƘĴŵŹňƀƟ̹ŦĿ̹�ŦŘŦŀşĜ̹ňş̹ƀŅĴ̹
ƀƙĴŘĿƀŅ̹ĪĴşƀƄŵƟ̹Ĝşİ̹ƄŹĴİ̹ƄşƀňŘ̹ƀŅĴ̹ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˫̹bŅĴ̹[ŲĜşňŹŅ̹ŲĴşňşŹƄŘĜ̹
ĜŘŹŦ̹ƙĜŹ̹ĜǣĴĪƀĴİ̹ĩƟ̹ ƀŅňŹ̹ ŵŦƀƄşİĜ̹ ŹƀƟŘĴ̹ Ĝşİ̹ĜĪĪĴŲƀĴİ̹ĜŹ̹Ĝş̹ĴŘĴŀĜşƀ̹ ŹƀƟŘĴ̹
ƄŹĴİ̹ĿŦŵ̹Ĝ̹ĩŦŦŖ̹ŅĜşİ˫̹,ƀ̹ƙĜŹ̹ƄŹĴİ̹ňş̹[ŲĜňş̹ňş̹ƀŅĴ̹ŘĜƀĴ̹ƀŅňŵƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹
ĜŘŹŦ̹ĪĜŘŘĴİ̹̚[ŲĜşňŹŅ̹ŵŦƄşİ̐ŅĜşİ̛̹Ŧŵ̹̚ŵĴİŦşİĜ̹İĴ̹ŘňĩŵŦŹ˫̛ ̹bŅňŹ̹ƘĜŵňĜşƀ̹ňŹ̹ĜŘŹŦ̹
ĜĪĪĴŲƀĴİ̹ĜŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŀŵĜİĴŹ̹ŦĿ̹$ŦƀŅňĪ̹ĜŹ̹Ĝ̹ĩŦŦŖ̐ŅĜşİ̹ƀŅĜƀ̹ňŹ̹ŵĴŘĜƀĴİ̹ƀŦ̹
ƀŅĴ̹,ƀĜŘňĜş̹rotunda̹˾�ŘĴŞĴşŹ̹Λ̹$ŵĜŅĜŞ˦̹ʇʅʅʌ˿˫

,ş̹ ĴƞĜŞňşňşŀ̹ ƀŅĴ̹ ŵŦƀƄşİĜ̹ ŹƀƟŘĴ̹ ˾#ňŀ˫̹ ʊʆ̹ Ĝşİ̹ ʊʇ˿˦̹ ƀŅĴ̹ ƄŲŵňŀŅƀŹ̝̹ ŹŴƄĜŵĴ̹
ĴşİňşŀŹ̹ƙĴŵĴ̹şŦƀ̹ƄŹĴİ˰̹ ňş̹ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ƀŅĴ̹ǬşňŹŅňşŀ̹ƀŦƄĪŅ̹ŦĿ̹ƀŅĴ̹ĿĴĴƀ̹
ƙĜŹ̹ŲŵĴĿĴŵŵĴİ̹ƀŦ̹ĩĴ̹ĪŵĴĜƀĴİ̹ŹŘňŀŅƀŘƟ̹İňǣĴŵĴşƀŘƟ˫̹WŦƀƄşİĜ̹ňŹ̹ƀŅĴ̹ŀŵĜİĴ̹ŦĿ̹
ƀŅĴ̹ŹĪŵňŲƀ̹İĴƀĴŵŞňşĴİ̹ĩƟ̹ ƀŅĴ̹ ƀŵĴĜƀŞĴşƀ̹ŦĿ̹ ƀŅĴ̹ĩŦƀƀŦŞ̹ŦĿ̹ ƀŅĴ̹ŞňşňŞŹ˫̹
)ĴŵĴ˦̹ ňƀ̹ ƀŦŦŖ̹ Ĝ̹ ŹňŞŲŘĴ̹ ŵŦƄşİĴİ̹ ŹŅĜŲĴ̹ ĴƞĴĪƄƀĴİ̹ ĩƟ̹ Ĝ̹ şĜƀƄŵĜŘ̹ƄŲƙĜŵİŹ̹
ĪƄŵƘĴ̹ŦĿ̹ƀŅĴ̹ŲĴş˫̹bŅĴ̹ĩŦƀƀŦŞ̹ŦĿ̹ƀŅĴ̹ŞňşňŞŹ̹ĿŦŘŘŦƙŹ̹ƀŅĴ̹şĜƀƄŵĴ̹ŦĿ̹ƀŅĴ̹
ŲĴş̝Ź̹ ŞŦƘĴŞĴşƀ˰̹ ƀŅĜƀ̹ ňŹ̹ ƙŅƟ̹ ŞŦŵĴ̹ ĪƄŵƘĴİ̹ ƄŲƙĜŵİŹ̹ ŦĪĪƄŵŵĴİ̹ ňş̹ Ĝ̹
ĪƄŵŹňƘĴ̹ŞĜşşĴŵ˫̹bŅĜƀ̹ ňŹ̹ĜŘŹŦ̹ƙŵňƀƀĴş̹ĿĜŹƀĴŵ̹ƀŅĜş̹ƀŅĴ̹ŲŵĴĪĴİňşŀ̹İƄĴ̹ƀŦ̹
ƀŅĴ̹ǬşňŹŅňşŀ̹ƀŦƄĪŅ̹ŦĿ̹ƀŅĴ̹ĿĴĴƀ˦̹ƙŅňĪŅ̹ňŹ̹İĴǬşňƀĴŘƟ̹ĪƄƀ̹Ŧǣ̹ĜĩŵƄŲƀŘƟ˫

,ƀ̹ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴ̹ŹŅĜŲĴ̹ŹŅŦƙŹ̹Ĝ̹ŅƄŞĜşňŹƀňĪ̹ňşǭƄĴşĪĴ˫̹bŅĴ̹ŞňşňŞ̹
ŅĴňŀŅƀ̹ ňŹ̹ ŹŞĜŘŘĴŵ̹ ƀŅĜş̹ ƀŅĴ̹ ŲŵĴƘňŦƄŹ̹ ŹƀƟŘĴŹ̹ ŦĿ̹ ƀĴƞƀƄŵĜ˦̹ ƙŅňĪŅ̹ ŞĜŖĴŹ̹
ňƀ̹ ŞŦŵĴ̹ ŵĴĜİĜĩŘĴ˫̹ bŅĴ̹ ŘĴƀƀĴŵĿŦŵŞ̹ ̚Ĝ̛̹ ŅĜŹ̹ Ĝ̹ İňǣĴŵĴşƀ̹ İĴŹňŀş̹ ƀŅĜş̹ ƀŅĴ̹
ŦƀŅĴŵŹ˰̹ ĜŘŹŦ˦̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹ ̚İ̛̹ Ŧş̹ ŹŦŞĴ̹ ŦĪĪĜŹňŦşŹ̹ ĪŅĜşŀĴİ̹ ƀŦ̹ ƀŅĴ̹ fşĪňĜŘ̹
ĿŦŵŞ̹̚İ̛̹ ˾AĜŵĪŦŹ˦̹ʇʅʆʌ˿˫̹bŅĴ̹ĜĩĩŵĴƘňĜƀňŦşŹ̹Ĝşİ̹ĜŘƀĴŵşĜƀňƘĴ̹ ŘĴƀƀĴŵĿŦŵŞŹ̹
ŵĴŞĜňş˦̹ĜŹ̹ ňş̹ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹ŲŵĴƘňŦƄŹ̹ƘĴŵŹňŦşŹ̹ƙňƀŅ̹ŞŦŵĴ̹ŵŦƄşİĴİ̹ĿŦŵŞŹ˫̹
�ŦŞŲĜŵňşŀ̹ƀŅĴ̹�ĜŵŦŘňşĴ̹AňşƄŹĪƄŘĴ˦̹WŦƀƄşİĜ̹ŹĴĴŞŹ̹ĩŦŘİĴŵ̹ƙňƀŅ̹ŞŦİĴŹƀ̹
ĜŹĪĴşİĴŵŹ̹Ĝşİ̹İĴŹĪĴşİĴŵŹ̹ƀŅĜƀ̹ŲŵŦƘňİĴ̹ĪŘĴĜŵ̹Ĝşİ̹ŘĴŀňĩŘĴ̹ƀĴƞƀŹ̹ƄŹĴİ̹ĴƘĴş̹
ĜĿƀĴŵ̹ƀŅĴ̹ňşƀŵŦİƄĪƀňŦş̹ŦĿ̹Ųŵňşƀňşŀ̹˾)ĜŵŵňŹ˦̹ʆʎʎʊĩ˿˫

$ŦƀŅňĪ̹ bĴƞƀƄĜŘňŹ̹ WŦƀƄşİĜ̹ ňŹ̹ ĜŘŹŦ̹ ĜİĜŲƀĴİ̹ ƀŦ̹ Ųŵňşƀňşŀ˦̹ ĜŹ̹ ňş̹ ƀŅĴ̹ ĪĜŹĴ̹
ŦĿ̹ textura˫̹ bŦ̹ ĴŞƄŘĜƀĴ̹ ƀŅĴ̹ ĿŦŵŞ̹ ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ˦̹ ƀŅĴ̹ ŅĜşİƙŵňƀƀĴş̹ ƀĴƞƀ̝Ź̹
ŦƘĴŵĜŘŘ̹ĜŲŲĴĜŵĜşĪĴ̹ƙĜŹ̹ƀŅĴ̹ǬŵŹƀ̹ŹƀĴŲ̹ŦĿ̹ƀŅĴ̹ĪŵĜİŘĴ̹ƟĴĜŵŹ̹ŦĿ̹ƀŅĴ̹Ųŵňşƀňşŀ̹
ŲĴŵňŦİ˫̹bƟŲĴŹƀƟŘĴŹ˦̹İĴĪŦŵĜƀňŦşŹ˦̹Ĝşİ̹ňŘŘƄŹƀŵĜƀňŦşŹ̹ƙĴŵĴ̹ĜŘŹŦ̹ňŞňƀĜƀĴİ˫



ʆʌʍ

�ƄŵŵĴşƀŘƟ˦̹ ƀŅĴ̹ ŵŦƀƄşİĜ̹ ňŹ̹ ĜşŦƀŅĴŵ̹ ĜşĪňĴşƀ̹ ŹƀƟŘĴ̹ ŦĿ̹ ƀŅĴ̹ $ŦƀŅňĪ̹ ŅĜşİ̹
ƀŅĜƀ̹ňŹ̹ŞĴşƀňŦşĴİ̹ňş̹ƀŅĴ̹ĪŦƄŵŹĴŹ̹ĿŦŵ̹şĴƙĩňĴŹ̹ƀŅĜƀ̹ƙňŘŘ̹ĩĴ̹ĴşĪŦƄşƀĴŵĴİ̹
ňş̹�ŲŲĴşİňƞ̹�˫̹ ,ƀ̹ ňŹ̹ ŦşĴ̹ŦĿ̹ ƀŅĴ̹$ŦƀŅňĪ̹ŅĜşİŹ̹ ƀŅĜƀ̹ ƀĜŖĴ̹ ĜƀƀĴşƀňŦş̹ƙňƀŅ̹
Ĝ̹ İňǣĴŵĴşƀ̹ ĿĴĜƀƄŵĴ˦̹ ƙŅňĪŅ̹ ňŹ̹ ňƀŹ̹ ŵŦƄşİĴİ̹ ĿŦŵŞ̹ ƀŅĜƀ̹ ňŹ̹ şĴĴİĴİ̹ ƀŦ̹ ĩĴ̹
ŅňŀŅŘňŀŅƀĴİ̹ĿŦŵ̹ĩĴŀňşşĴŵŹ̹ƀŦ̹ĩĴ̹ĜƙĜŵĴ̹ŦĿ˫̹#ƄŵƀŅĴŵŞŦŵĴ˦̹ƙŅňŘĴ̹ĴƞĜŞňşňşŀ̹
ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ŲŵĜĪƀňĪĴŹ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƀŅĴ̹ ňşƀĴŵŲŵĴƀĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹
$ŦƀŅňĪ̹ ŅĜşİ̹ ňŹ̹ ĴşĪŦƄşƀĴŵĴİ̹ ňş̹ Ĝ̹ ŞŦŵĴ̹ ŵŦƄşİĴİ̹ ĿŦŵŞ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹
ňş̹ AĴƄŘŞĜş̝Ź̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙŦŵŖŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ ŞĴşƀňŦşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,˫̹
)ŦƙĴƘĴŵ˦̹ ňƀ̹ ňŹ̹ ĩĴŘňĴƘĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ ŵŦƄşİĴİ̹ ĿĴĜƀƄŵĴ̹ ĪŦŞĴŹ̹ ĿŵŦŞ̹ ƀŅĴ̹
#ŵĜŖƀƄŵ̹̐ƙŅňĪŅ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹Ŧş̹ƀŅĴ̹ĿŦŘŘŦƙňşŀ̹ŲĜŀĴŹ̹̐ŵĜƀŅĴŵ̹ƀŅĜş̹
the textual rotunda˫̹ ,ƀŹ̹ŞŦŵŲŅŦŘŦŀňĪĜŘ̹ĜŹŹĴŹŹŞĴşƀ̹ƙňŘŘ̹ĩĴ̹ĴƞĜŞňşĴİ̹ ňş̹
İĴƀĜňŘ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹

3.5.8.2. Gothic Cursive (Littera Gothica Cursiva)

�Ɵ̹ ƀŅĴ̹ ŘĜƀĴ̹ ƀƙĴŘĿƀŅ̹ ĪĴşƀƄŵƟ̹ ƀŦ̹ ĴĜŵŘƀ̹ ƀŅňŵƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˦̹ ƀŅĴ̹ $ŦƀŅňĪ̹
�ƄŵŹňƘĴ̹ŹĪŵňŲƀ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹Charter of gift̹ĩƟ̹[ĜŞŹŦş˦̹
�ĩĩŦƀ̹ ŦĿ̹ �ƄŵƟ̹ [ƀ̹ �İŞƄşİ̝Ź˦̹ ƀŦ̹ WŦĩĴŵƀ̹ İĴ̹ �ŵĜƟĩŵŦĪ˦̹ ŦĿ̹ ŹĴŵƘňĪĴŹ̹
ŲĴŵƀĜňşňşŀ̹ƀŦ̹ ŘĜşİ̹ ňş̹�ŵĜƟĩŵŦĪ̹ ˾#ňŀ˫̹ʊʈ˿˦̹ƙŅňĪŅ̹ǬŵŹƀ̹ĴŞĴŵŀĴİ̹ƙňƀŅ̹ƀŅĴ̹
�ĜŵŦŘňşĴ̹ŹĪŵňŲƀ̝Ź̹ ňşǭƄĴşĪĴ˫̹ ,ƀ̹ƙĜŹ̹İĴƘĴŘŦŲĴİ̹ ňş̹ƀŅĴ̹ƀŅňŵƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹
ĜŹ̹Ĝ̹ŹňŞŲŘňǬĴİ̹ƘĴŵŹňŦş̹ŦĿ̹ ƀĴƞƀƄĜŘňŹ˦̹ Ĝşİ̹ĜŹ̹Ĝ̹ ƀĴŵŞ˦̹ ƀŅĴ̹$ŦƀŅňĪ̹�ƄŵŹňƘĴ̹
ŵĴĿĴŵŹ̹ ƀŦ̹ Ĝ̹ ŘĜŵŀĴ̹ ƘĜŵňĴƀƟ̹ ŦĿ̹ ŹƀƟŘĴŹ̹ ŦĿ̹ ƀŅňŹ̹ ŀĴşŵĴ̹ ƀŅĜƀ̹ İĴŲĴşİŹ̹ Ŧş̹ ƀŅĴ̹
ŵĴŀňŦş̹˾�ŵŦƙş˦̹ʆʎʎʈ˿˫̹

Fig. 53. Charter of gift by 
Samson, Abbot of Bury 
St Edmund’s, to Robert 
de Braybroc, of services 
pertaining to land in Braybroc, 
written by English Cursive 
Documentary Script also 
called Cursiva Anglicana, c. 
1208-1211?, Source: Brown, 
(1993: 93). 
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ʆʌʎ

�ĴĪĜƄŹĴ̹ ƙŵňƀňşŀ̹ ĩĴĪĜŞĴ̹ ŞŦŵĴ̹ ƙňİĴŹŲŵĴĜİ˦̹ şŦƀ̹ œƄŹƀ̹ ĩĴĪĜƄŹĴ̹ ŦĿ̹ ƀŅĴ̹
ƄşňƘĴŵŹňƀňĴŹ̹ ĩƄƀ̹ ĜŘŹŦ̹ ĩĴĪĜƄŹĴ̹ ŦĿ̹ ƀŅĴ̹ ňşĪŵĴĜŹňşŀ̹ şĴĴİ̹ ĿŦŵ̹ ŀŦƘĴŵşŞĴşƀ̹
ŵĴĪŦŵİŹ˦̹ İŦĪƄŞĴşƀŹ˦̹ ŲŵňƘĜƀĴ̹ ŘĴŀĜŘ̹ ŞĜƀƀĴŵŹ˦̹ Ĝşİ̹ ĪŦŵŵĴŹŲŦşİĴşĪĴŹ˦̹ ňƀ̹
ƙĜŹ̹ĴşĪŦƄşƀĴŵĴİ̹ƀŅĴ̹ĴŞĴŵŀĴşĪĴ̹ŦĿ̹ĪƄŵŹňƘĴ̹ ĿŦŵŞŹ̹ĩƟ̹ƙŅňĪŅ̹ƀŅĴ̹ĜĪƀ̹ŦĿ̹
ƙŵňƀňşŀ̹ĪŦƄŘİ̹ĴƞĴĪƄƀĴ̹ĿĜŹƀĴŵ˫

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ƀŅĴ̹ĪŦŲƟňşŀ̹ƙĜŹ̹şŦƀ̹œƄŹƀ̹ƀŅĴ̹ŞŦşĜŹƀĴŵňĴŹ̝̹ŞŦşŦŲŦŘƟ˦̹
ĩƄƀ̹ ĜŘŹŦ̹ ƀŅĴ̹ ŲŵŦĿĴŹŹňŦşĜŘ̹ ŘĜƟ̐ŹĪŵňĩĴŹ̹ ƀŅĜƀ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĜŲŲĴĜŵ̹ Ĝƀ̹ ƀŅĜƀ̹
ƀňŞĴ˫̹,ƀ̹ŲŵŦĩĜĩŘƟ̹ŅĴŘŲĴİ̹ƀŦ̹ŹĜƀňŹĿƟ̹ƀŅĴŹĴ̹ŅĜşİƙŵňƀƀĴş̹ĩŦŦŖŹ̝̹İĴŞĜşİŹ˦̹
ƙŅňĪŅ̹ňŹ̹ĜŘŹŦ̹şŦƀĴƙŦŵƀŅƟ̹İƄĴ̹ƀŦ̹ƀŅĴ̹ŹĴĪƄŘĜŵňƥĜƀňŦş̹ŦĿ̹ƀŅĴ̹ƙŵňƀƀĴş̹ƀĴƞƀ˦̹
ƙŅňĪŅ̹ ŅĴŵĜŘİĴİ̹ ƀŅĴ̹ ƘĜŵňŦƄŹ̹ ƀƟŲĴŹ̹ ŦĿ̹ ƙŵňƀƀĴş̹ ƀĴƞƀ̹ ĴƞĴĪƄƀĴİ̹ ĩƟ̹ ƀŅĴŹĴ̹
ŲŵŦĿĴŹŹňŦşĜŘ̹ŹĪŵňĩĴŹ̹˾AĜŵĪŦŹ˦̹ʇʅʆʌ˿˫

,ƀŹ̹ ŲŵňŞĜŵƟ̹ ĪŅĜŵĜĪƀĴŵňŹƀňĪ̹ ňŹ̹ İĴŹĪŵňĩĴİ̹ ĜŹ̹ ƀŅĴ̹ ̚ŵƄşşňşŀ̛̹ ŅĜşİ̹ ŦĿ̹ ƀŅĴ̹
ŹĪŵňĩĴ̹ĜĪŵŦŹŹ̹ƀŅĴ̹ŲĜŀĴ˦̹ŵĴĿĴŵŵňşŀ̹ƀŦ̹ƀŅĴ̹ĪŦşşĴĪƀĴİ̹ŘĴƀƀĴŵĿŦŵŞŹ̹ƙŵňƀƀĴş̹
ƙňƀŅŦƄƀ̹ŘňĿƀňşŀ̹Ĝ̹ŲĴş˫̹)ĴşĪĴ˦̹ňƀ̹ĩĴĪĜŞĴ̹ŹƄňƀĜĩŘĴ̹ĿŦŵ̹ĴƘĴŵƟİĜƟ̹ƄŹĜŀĴ̹ƀŅĜƀ̹
ĪŦƄŘİ̹ĩĴ̹ĴƞĴĪƄƀĴİ̹ŵĜŲňİŘƟ˫̹

�Ź̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ňş̹#ňŀ˫̹ʊʉ˦̹İĴƀĜňŘŹ̹ ĿŵŦŞ̹ƀŅĴ̹ŲĜŀĴ̹ŦĿ̹ƀŅĴ̹�ŅĜŵƀĴŵ̹ŦĿ̹
ŀňĿƀ̹ ĩƟ̹ [ĜŞŹŦş˦̹ �ĩĩŦƀ̹ ŦĿ̹ �ƄŵƟ̹ [ƀ̹ �İŞƄşİ̝Ź˦̹ ƀŦ̹ WŦĩĴŵƀ̹ İĴ̹ �ŵĜƟĩŵŦĪ˦̹
ĜŘŞŦŹƀ̹ ĴƘĴŵƟ̹ ŘĴƀƀĴŵ̹ ŅĜŹ̹ ĜƀƀĜĪŅĴİ̹ ƙňƀŅ̹ ĴĜĪŅ̹ ŦƀŅĴŵ˫̹ bŅĴ̹ ŅĴňŀŅƀ̹ ŦĿ̹ ƀŅĴ̹
ŞňşňŞ̹ňŹ̹ŹŅŦŵƀĴŵ˦̹ƙŅĴŵĴĜŹ̹ƀŅĴ̹ĜŹĪĴşİĴŵŹ̹Ĝşİ̹İĴŹĪĴşİĴŵŹ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹
ĜŵĴ̹ŞŦŵĴ̹ĴƞĜŀŀĴŵĜƀĴİ̹ƙňƀŅ̹ŹŦŞĴ̹ǭŦƄŵňŹŅňşŀ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ňƀ̹ŞĜƟ̹ĩĴ̹
ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴ̹ ŘĴŀňĩňŘňƀƟ̹ŦĿ̹ ƀŅĴ̹ƀĴƞƀ̹ŹĴĴŞŹ̹ĪŅĜŘŘĴşŀňşŀ˰̹ŅŦƙĴƘĴŵ˦̹ ĿŦŵ̹
ƀŅĴ̹ĴƟĴ˦̹ƙŅňĪŅ̹ƙĜŹ̹ĿĜŞňŘňĜŵ̹ƙňƀŅ̹ƀŅňŹ̹ŹƀƟŘĴ˦̹ňƀ̹ňŹ̹ŲŵŦĩĜĩŘƟ̹ŵĴĪŦŀşňƥĜĩŘĴ˫

�Ź̹Ĝş̹ňşĿŦŵŞĜŘ̹ŹƀƟŘĴ˦̹ƘĜŵňŦƄŹ̹ŅĜşİŹ̹ĴŞĴŵŀĴİ̹İĴŲĴşİňşŀ̹Ŧş̹ƀŅĴ̹ŹĪŵňĩĴ̝Ź̹
ŅĜşİ̹ƙňƀŅ̹ŵĴŀňŦşĜŘ̹ƘĜŵňĜƀňŦşŹ˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹ĩĴĿŦŵĴ˫̹bŅĴ̹ŞĜœŦŵ̹şĜƀňŦşĜŘ̹
ĿŦŵŞŹ̹ ŦĿ̹ ƀŅĴ̹ $ŦƀŅňĪ̹ �ƄŵŹňƘĴ̹ ŹĪŵňŲƀŹ̹ ĴŞĴŵŀĴİ̹ ňş̹ [ŲĜňş˦̹ ,ƀĜŘƟ˦̹ #ŵĜşĪĴ˦̹
$ĴŵŞĜşƟ˦̹Ĝşİ̹�şŀŘĜşİ˫

;ŦŦŖňşŀ̹ Ĝƀ̹ [ŲĜňş˦̹ ƀŅĴ̹ ŹĴĪƄŘĜŵňƥĜƀňŦş̹ ŦĿ̹ ĪƄŘƀƄŵĴ̹ ňş̹ ŀĴşĴŵĜŘ˦̹ Ĝşİ̹ ƀŅĴ̹
ĴŞĴŵŀĴşĪĴ̹ŦĿ̹ƀŅĴ̹ƄşňƘĴŵŹňƀňĴŹ˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹ĜĩŦƘĴ˦̹ĜŘŹŦ̹ŦĪĪƄŵŵĴİ̹ňş̹ƀŅňŹ̹
ĪŦƄşƀŵƟ̹ňş̹ƀŅĴ̹ƀŅňŵƀĴĴşƀŅ̹Ĝşİ̹ĿŦƄŵƀĴĴşƀŅ̹ĪĴşƀƄŵňĴŹ˫̹ ,ş̹ƀĴŵŞŹ̹ŦĿ̹ƙŵňƀňşŀ̹
ŹƀƟŘĴ˦̹ ƀŅĴ̹ $ŦƀŅňĪ̹ ƙŵňƀňşŀ̹ ŹƟŹƀĴŞ̹ ĜŘŹŦ̹ ƄşİĴŵƙĴşƀ̹ Ĝ̹ ƀŵĜşŹĿŦŵŞĜƀňŦş̹ ŦĿ̹
ĪƄŵŹňƘĴ̹ ňş̹ ƀŅĴ̹ ,ĩĴŵňĜş̹ TĴşňşŹƄŘĜ˦̹ ĴŹŲĴĪňĜŘŘƟ̹ ňş̹ �ĜŹƀňŘĴ̹ Ĝşİ̹�ŵĜŀŦş˦̹ ĜŘŹŦ̹
ŘĴŹŹĴŵ̹ĴƞƀĴşƀ̹ňş̹$ĜŘňĪňĜ̹Ĝşİ̹ŦƀŅĴŵ̹)ňŹŲĜşňĪ̹ŵĴŀňŦşŹ̹˾AĜŵĪŦŹ˦̹ʇʅʆʌ˿˫̹̹

bŅĴ̹İĴƘĴŘŦŲŞĴşƀ̹ŦĿ̹ĪňƀňĴŹ̹ĜŘŹŦ̹ŞĴĜşƀ̹ŞƄşňĪňŲĜŘ̹ŦǤĪĴŹ˦̹ƀŅĴ̹ĴŞĴŵŀĴşĪĴ̹
ŦĿ̹ ĪŅĜşĪĴŘŘĴŵňĴŹ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ ňş̹ ƀŅĴ̹ ŹňƞƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˦̹ Ĝşİ̹ Ĝ̹ şŦƀĜĩŘĴ̹
ĴƞŲĜşŹňŦş̹ ňş̹ ƀŅĴ̹ ŹĪŅŦŦŘňşŀ̹ ŲŵŦĪĴŹŹ̹ ŹňŀşňǬĪĜşƀŘƟ̹ ĪŦşƀŵňĩƄƀĴİ̹ ƀŦ̹ ƀŅĴ̹
ĴƞŲĜşŹňŦş̹ŦĿ̹ƙŵňƀňşŀ˫̹,ƀ̹ňŹ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ňş̹ĜŘŞŦŹƀ̹ĜŘŘ̹ƀŦƙşŹ̹ňş̹[ŲĜňş˦̹ƀŅĴŵĴ̹
ƙĜŹ̹Ĝ̹ŞƄşňĪňŲĜŘ̹ŹĪŅŦŦŘ̹ňş̹ƀŅňŹ̹ĪĴşƀƄŵƟ˫̹HşĴ̹ĪĜş̹ŘĴĜŵş̹ƀŅĴ̹ĿƄşİĜŞĴşƀĜŘŹ̹
ŦĿ̹ ŵĴĜİňşŀ̹ Ĝşİ̹ƙŵňƀňşŀ˦̹ ĜŘŹŦ̹ ĪŦƄşƀňşŀ˦̹ ƙŅňĪŅ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ ĩĜŹňĪ̹ ŵƄŘĴŹ˦̹
ňşĪŘƄİňşŀ̹ŹňŞŲŘĴ̹ĜŵňƀŅŞĴƀňĪŹ˫̹rňƀŅ̹ĜŘŘ̹ƀŅĴŹĴ˦̹ƀŅĴ̹ňşĪŵĴĜŹĴ̹ňş̹ƀŅĴ̹ŘňƀĴŵĜƀĴ̹
ŲŦŲƄŘĜƀňŦş̹ ƙĜŹ̹ ňşİňŹŲĴşŹĜĩŘĴ˫̹ )ĴşĪĴ˦̹ ňƀ̹ ňŹ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ [ŲĜşňŹŅ̹

Fig. 54. Detail image is 
extracted from Fig. 53, the first 
two lines, written “Om(n)ibus 
s(an)c(t)e matris eccl(es)ie filiis 
ad quos p(re)s sc(r)iptum p(er)
ven(er)it, Samson d(e)i gr(ati) 
Abbas s(an)c(t)i Edmu(n) di, 
(et) eiusde(m) loci(con)ventus: 
Sal(u)t(em). Sciatis nos dedisse 
(et) p(re)s nti Carta n(ost)ra 
confirmasse Rob(er)to.” 

III. WESTERN CALLIGRAPHY TRADITION



ʆʍʅ

ŵƄŘňşŀ̹ĪŘĜŹŹĴŹ̹Ĝƀ̹ƀŅĴ̹Ĵşİ̹ŦĿ̹ƀŅĴ̹ŹňƞƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹ŅĜİ̹Ĝ̹ŘĴƘĴŘ̹ŦĿ̹ŘňƀĴŵĜĪƟ̹
ƀŅĜƀ̹ ĪŦƄŘİ̹ şŦƀ̹ ĩĴ̹ ĪŦŞŲĜŵĜĩŘĴ̹ ƀŦ̹ ƀŅĜƀ̹ ŦĿ̹ ŦƀŅĴŵ̹ �ƄŵŦŲĴĜş̹ ĪŦƄşƀŵňĴŹ̹
˾�ĜĩĴŵŦ˦̹ʇʅʆʊ˿˫̹

�Ƅŵňşŀ̹ ƀŅĜƀ̹ ƀňŞĴ˦̹ $ŦƀŅňĪ̹ ĪƄŵŹňƘĴ˦̹ ƙňƀŅ̹ ňƀŹ̝̹ ĪƄŵŹňƘĴşĴŹŹ˦̹ ŹĴŵƘĴİ̹ ĜŹ̹ Ĝş̹
ĜşŹƙĴŵ̹ ĿŦŵ̹ ŹĪŵňĩĴŹ̹ ƙŅŦ̹ ŹĴĜŵĪŅĴİ̹ ĿŦŵ̹ ĿĜŹƀ̹ ĴƞĴĪƄƀňŦş̹ ƙňƀŅŦƄƀ̹ ŘŦŹňşŀ̹
ƀŅĴ̹ ŘĴŀňĩňŘňƀƟ̹ Ŧŵ̹ ƀŅĴ̹ ĜĴŹƀŅĴƀňĪ̹ ŴƄĜŘňƀňĴŹ̹ ŦĿ̹ƙŵňƀňşŀ̹ Ĝşİ̹ ňş̹ ŀĴşĴŵĜŘ˦̹ ňƀ̹ ňŹ̹
ĴƞŲŘĜňşĴİ̹ ƄşİĴŵ̹ ƀŅŵĴĴ̹ ŀĴşĴŵĜŘ̹ ĪĜƀĴŀŦŵňĴŹ˫̹ HşĴ̹ ňŹ̹ ĿŵĜĪƀƄŵĴİ˦̹ ĜŹŹĴŹŹĴİ̹
ĜŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŞŦŹƀ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ĿŦŵŞŹ̹ ƄŹĴİ̹ ĿŦŵ̹ ŹŦŘĴŞş̹ Ŧŵ̹ ŘƄƞƄŵňŦƄŹ̹
ŞĜşƄŹĪŵňŲƀŹ̹ ƄşƀňŘ̹ ƀŅĴ̹ ǬĿƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˫̹ bŅĴ̹ ŹĴĪŦşİ̹ ŀŵŦƄŲ̹ ňŹ̹ Ĝ̹ ŞŦŵĴ̹
ŵŦƄşİĴİ˦̹ ŹĴŞň̐ĪƄŵŹňƘĴ̹ ĿŦŵŞ̹ ĪĜŘŘĴİ̹ ŘĴŹŹ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ İƄĴ̹ ƀŦ̹ ňƀŹ̹ ŵŦƄşİĴİ̹
ŹŅĜŲĴŹ˦̹ŞŦŹƀŘƟ̹ƄŹĴİ̹ňş̹ƀŅĴ̹ĿŦƄŵƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹ĿŦŵ̹ƄşňƘĴŵŹňƀƟ̹İŦĪƄŞĴşƀŹ˫̹
AŦŵĴŦƘĴŵ˦̹ƀŅĴ̹ŘĜŹƀ̹ŀŵŦƄŲ̹ŅĜŹ̹ŴƄňƀĴ̹Ĝş̹ňŵŵĴŀƄŘĜŵ̹ŘĜƟŦƄƀ̹ƙňƀŅ̹ňƀĜŘňĪ̹ĿĴĜƀƄŵĴŹ̹
ňş̹ƀŅĴ̹ĿŦƄŵƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹˾�ĜĩĴŵŦ˦̹ʇʅʆʊ˿˫

,ş̹ĜİİňƀňŦş˦̹ƀŅĴ̹ĜŵŵňƘĜŘ̹ŦĿ̹ƀŅĴ̹Ųŵňşƀňşŀ̹ŲŵĴŹŹ̹ŀĜƘĴ̹ƀŅĴ̹ƀĴƞƀ̹ŦĿ̹ƀŅĴ̹ĩŦŦŖŹ̹
Ĝş̹ ňŞŲĴĪĪĜĩŘĴ̹ ĜŲŲĴĜŵĜşĪĴ̹ ƙňƀŅ̹ ŘĴŀňĩŘĴ̹ Ĝşİ̹ ƄşňĿŦŵŞ̹ ĩŘŦĪŖ̹ ŘĴƀƀĴŵŹ̹ Ĝƀ̹
ƀŅĜƀ̹ ƀňŞĴ˫̹�ŦşŹĴŴƄĴşƀŘƟ˦̹ ňƀ̹ ĪŵĴĜƀĴİ̹Ĝ̹ ƀŵĴĜİ̹ ƀŅĜƀ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹Ŧş̹
ƀŅĴ̹ ĿŦŘŘŦƙňşŀ̹ŲĜŀĴŹ˰̹ŅŦƙĴƘĴŵ˦̹ Ĝ̹ ŴƄňĪŖ̹ ŵĴĜĪƀňŦş̹ŦĿ̹ ƀŅĴ̹[ŲĜşňŹŅ̹ ŹĪŵňĩĴŹ̹
ƙĜŹ̹ ƀŦ̹ İĴƘĴŘŦŲ̹ ƀĴĪŅşňĪĜŘŘƟ̹ ŞŦŵĴ̹ ĪŦŞŲŘĴƞ̹ ĿŦŵŞŹ̹ ƀŦ̹ ŹŅŦƙ̹ ƀŅĴ̹ ŹŖňŘŘ̹
Ĝşİ̹ İĴŞŦşŹƀŵĜƀĴ̹ ŅŦƙ̹ ŲŵŦĿĴŹŹňŦşĜŘ̹ ŲŵĴŲĜŵĜƀňŦş̹ ƙĜŹ̹ şĴĴİĴİ̹ ĿŦŵ̹ ňƀ˫̹
,ş̹ ĜİİňƀňŦş˦̹ŞŦŹƀ̹ ŦĿ̹ ƀŅĴŞ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ƙŦŵŖ̹ ňş̹ ƀŅĴ̹ ĩƄŵĴĜƄĪŵĜĪƟ̹ ŦĿ̹ ƀŅĴ̹
ĪŅĜşĪĴŘŘĴŵňĴŹ˦̹ Ĝşİ̹ ŹŦŞĴ̹ ĪŦşƀňşƄĴİ̹ ƀŦ̹ ƙŵňƀĴ̹ ĪŅƄŵĪŅ̹ ĩŦŦŖŹ̹ ĜŹ̹ ŞĜŹƀĴŵ̹
ŹĪŵňĩĴŹ˦̹ĴŹŲĴĪňĜŘŘƟ̹ŖşŦƙş̹ĿŦŵ̹ƀŅĴ̹ŘĜŵŀĴ̹ĿŦŵŞĜƀ̹ƄŹĴİ̹ňş̹ƀŅĴ̹ĪŅƄŵĪŅ̹ĪŅŦňŵ̹
ňş̹[ŲĜňş̹˾�ĜĩĴŵŦ˦̹ʇʅʆʊ˿˫

)ĴŵĴ˦̹ ňƀ̹ ŹŅŦƄŘİ̹ ĩĴ̹ ƄşİĴŵŘňşĴİ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ƙĴŘŘ̐ŖşŦƙş̹ [ŲĜşňŹŅ̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ̹7ƄĜş̹İĴ̹,ĪŊĜŵ̹˾ʆʊʇʈ̹̐ĪĜ˫̹ʆʊʌʈ˿˦̹ƀŅĴ̹�ƄŵĜşŀŦ̹ŞĜŹƀĴŵ̹7ƄĜş̹İĴ̹
,ĪŊĜŵ̹Ŧŵ̹xĪŊĜŵ̹̚qňƥĪĜŊşŦ˦̛ ̹ĜŹ̹ŅĴ̹ĪĜŘŘŹ̹ŅňŞŹĴŘĿ̹ňş̹ŞĜşƟ̹ŦĿ̹ŅňŹ̹ƙŦŵŖŹ˦̹ĜŹŹĴŹŹĴİ̹
ĜŹ̹Ĝ̹ŲŵŦŞňşĴşƀ̹ǬŀƄŵĴ̹ňş̹[ŲĜşňŹŅ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹,ş̹ŅňŹ̹ƟŦƄƀŅ˦̹ŅĴ̹ŹŲĴşƀ̹ŹŦŞĴ̹
ƀňŞĴ̹ ňş̹ ,ƀĜŘƟ˦̹ƙŅĴŵĴ̹ ŅĴ̹ƙĜŹ̹ ĜĩŘĴ̹ ƀŦ̹ ĪŦŞĴ̹ ňşƀŦ̹ ĪŦşƀĜĪƀ̹ƙňƀŅ̹ ƀŅĴ̹ ŀŵĴĜƀ̹
ĪĜŘŘňŀŵĜŲŅňĪ̹ŞĜŹƀĴŵŹ̹ŦĿ̹ ƀŅĜƀ̹ĪŦƄşƀŵƟ˦̹Ŧŵ̹Ĝƀ̹ ŘĴĜŹƀ̹ƙňƀŅ̹ŅňŹ̹ƙŦŵŖŹ˦̹Ĝşİ̹Ŧş̹
ŅňŹ̹ŵĴƀƄŵş˦̹ŅĴ̹ŘňƘĴİ̹ĜŘŞŦŹƀ̹ŅňŹ̹ĴşƀňŵĴ̹ŘňĿĴ̹ňş̹~ĜŵĜŀŦƥĜ˫̹bŦŀĴƀŅĴŵ̹ƙňƀŅ̹ƀŅĴ̹
,ƀĜŘňĜş̹ŞĜŹƀĴŵŹ˦̹ ŅĴ̹ƙĜŹ̹ ƀŅĴ̹ ĿŦƄşİĴŵ̹ŦĿ̹ ƀŅĴ̹[ŲĜşňŹŅ̹�ĜŘŘňŀŵĜŲŅňĪ̹[ĪŅŦŦŘ̹
ňş̹ƀŅĴ̹ŹňƞƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˫̹ ,ş̹ĜİİňƀňŦş̹ƀŦ̹ŅňŹ̹ĿĜŞĴ˦̹ŅňŹ̹ƙŦŵŖŹ̹ĴĜŵşĴİ̹ŅňŞ̹
ƀŅĴ̹ĜİŞňŵĜƀňŦş̹ŦĿ̹9ňşŀ̹#ĴŘňŲĴ̹ ,,˦̹ƙŅŦ̹ŞĜİĴ̹ŅňŞ̹ĪŦŞĴ̹ƀŦ̹�Ř̹�ŹĪŦŵňĜŘ̹ ƀŦ̹
ƙŦŵŖ̹ĜŹ̹ŅňŹ̹ ŹŦş̝Ź̹ ƀƄƀŦŵ̹ Ĝşİ̹ ňş̹ ƀŅĴ̹ ĴŘĜĩŦŵĜƀňŦş̹ŦĿ̹ ŹŦŞĴ̹ĪŅŦňŵ̹ĩŦŦŖŹ̹ ĿŦŵ̹
ƀŅĴ̹ŲĜŘĜĪĴ̹ŘňĩŵĜŵƟ˦̹ĜŞŦşŀ̹ƙŅňĪŅ̹ƀŅĴ̹Libro of the Knowledge of Astronomy of 
Alfonso X El Sabio̹ŦĿ̹ʆʊʊʅ̹İĴİňĪĜƀĴİ̹ƀŦ̹ƀŅĴ̹ŲŵňşĪĴ̹˾,ĩňİ˫˿˫̹

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ 7ƄĜş̹ İĴ̹xĪŊĜŵ̝Ź̹ ŅĴŵňƀĜŀĴ̹ ĩĴĪĜŞĴ̹ Ĝş̹ ňşŹŲňŵĜƀňŦş̹ ĿŦŵ̹
ƀŦİĜƟ̝Ź̹ ƘĜŵňŦƄŹ̹ ƀƟŲŦŀŵĜŲŅĴŵŹ̹ ňş̹ ƀŅĴ̹ ƘňŹƄĜŘňƥĜƀňŦş̹ Ĝşİ̹ ƀƟŲŦŀŵĜŲŅňĪĜŘ̹
İňŀňƀňƥĜƀňŦş˦̹ĜŹ̹Ĝ̹şĴƙ̹ŘňşĴ̹ŦĿ̹ŵĴŹĴĜŵĪŅ̹Ĝşİ̹ŦŲĴş̹ǬĴŘİ̹ŦĿ̹ƀŅĴ̹ĜŲŲŘňĪĜƀňŦş̹ŦĿ̹
ĪŦŞŲƄƀĴŵ̹ƀĴĪŅşŦŘŦŀňĴŹ̹ĿŦŵ̹ƀŅĴ̹İňŀňƀĜŘ̹ŵĴĪŦƘĴŵƟ̹ŦĿ̹ŅňŹ̹ƀƟŲĴ̐ňĪŦşŦŀŵĜŲŅňĪ̹
ŅĴŵňƀĜŀĴ̹ ĪŦşŹňŹƀňşŀ̹ ŦĿ̹ ŅňŹƀŦŵňĪĜŘ˦̹ ŞĴƀŅŦİŦŘŦŀňĪĜŘ̹ Ĝşİ̹ ĜĴŹƀŅĴƀňĪ̹ ŴƄĴŹƀŹ˫̹
,ƀ̹ ŹŅŦƙŹ̹ ƙŵňƀňşŀ̹ ƙňƀŅ̹ ƀƟŲĴŹ˦̹ ƀŦŦ˦̹ ŅĜŹ̹ ňƀŹ̹ ňşŹŲňŵĜƀňŦş̹ ňş̹ ƀŅĴ̹ ŅňŹƀŦŵňĪĜŘ̹
ŵĴĿĴŵĴşĪĴŹ̹ĪŦŞĴŹ̹ĿŵŦŞ̹ƀŅĴ̹ĜşĪňĴşƀ̹ƙŵňƀňşŀ̹ŹƀƟŘĴŹ˰̹ŅĴşĪĴ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĜŹ̹
ňş̹ ƀŅňŹ̹ ĪĜŹĴ˦̹ ŘňşŖĴİ̹ ƀŅĴ̹ ,ƀĜŘňĜş̹ ƀŵĜİňƀňŦş̹ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ƙňƀŅ̹ ƀƟŲŦŀŵĜŲŅƟ̹
ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ĪŦşǬŀƄŵĜƀňŦş̹ ŦĿ̹ ŞŦİĴŘŹ˫̹ �ĪĪŦŵİňşŀ̹ ƀŦ̹ )ĴŵŵĴŵĜ̹ Ĝşİ̹
#ĴŵşĝşİĴƥ̹ ˾ʇʅʅʍ˿˦̹ ňƀ̹ ňŹ̹ ĴƘňİĴşƀ̹ ƀŅĜƀ̹ ƀƟŲŦŀŵĜŲŅňĪ̹ İĴŹňŀş̹ ŅĜŹ̹ İĴƘĴŘŦŲĴİ̹
ĿŦŵŞŹ̹ňşŹŲňŵĴİ̹Ĝşİ̹ňşǭƄĴşĪĴİ̹ĩƟ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ĪŵňƀĴŵňĜ̹Ĝşİ̹ŅĜŹ̹ƀŵĜşŹŘĜƀĴİ̹
ŅĜşİƙŵňƀňşŀ̹ ňşƀŦ̹ ƀƟŲĴĿĜĪĴŹ˰̹ ƀŅƄŹ˦̹ ƀŅĴ̹ ŵĴŘĜƀňŦşŹŅňŲ̹ ĩĴƀƙĴĴş̹ ĪĜŘŘňŀŵĜŲŅƟ̹
Ĝşİ̹ƀƟŲŦŀŵĜŲŅƟ̹ňŹ̹Ĝ̹ĿƄşİĜŞĴşƀĜŘ̹ňŹŹƄĴ̹ƀŦ̹ĪŦşŹňİĴŵ̹Ĝşİ̹ƄşİĴŵŘňşĴ̹ƀŅĜƀ̹ňş̹
ŦŵİĴŵ̹ƀŦ̹ƄşİĴŵŹƀĜşİ̹Ĝşİ̹ĴƘĜŘƄĜƀĴ̹ƀŅĴ̹ƘňŹƄĜŘ̹ĜŹŲĴĪƀŹ̹ŦĿ̹ŘĴƀƀĴŵ̹ĿŦŵŞŹ̹Ĝşİ̹ƀŦ̹



ʆʍʆ

ĩĴ̹ĜĩŘĴ̹ƀŦ̹ňşƀĴŵĪĴŲƀ̹ƀŅĴ̹ŀŵĴĜƀ̹ŵĴİƄĪƀňŦş̹ňş̹ƀŅĴ̹ŴƄĜŘňƀƟ̹ŦĿ̹bƟŲŦŀŵĜŲŅƟ˦̹ňƀ̹ňŹ̹
ƘĴŵƟ̹ňŞŲŦŵƀĜşƀ̹ƀŦ̹ĜƙĜŖĴş̹Ĝşİ̹İĴĴŲĴş˦̹ƙňƀŅ̹ĜƀƀĴşƀňŦş̹Ĝşİ̹ƄşİĴŵŹƀĜşİňşŀ̹
ĜĩŦƄƀ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ĪƄŘƀƄŵĴ̹ňş̹ƀŅĴ̹ŲĜŹƀ̹˾)ĴŵŵĴŵĜ̹Λ̹#ĴŵşĝşİĴƥ˦̹ʇʅʅʍ˿˫

;ŦŦŖňşŀ̹ Ĝƀ̹ ,ƀĜŘƟ˦̹ ňş̹ ƀŅĴ̹ ƀŅňŵƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˦̹ ĪƄŵŹňƘĴ̹ ŹĪŵňŲƀŹ̹ İĴƘĴŘŦŲĴİ̹
ňş̹ ,ƀĜŘƟ̹ ƀŦ̹ŹĴŵƘĴ̹ĜŹ̹şŦƀĜŵňĴŹ˫̹�̹ŞŦŵĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƘĴŵŹňŦş̹ƙĜŹ̹ƄŹĴİ̹ĜŹ̹Ĝ̹
ĩŦŦŖ̹ŅĜşİ̹ĪĜŘŘĴİ̹minuscola cancelleresca Italiana̹˾Ŧŵ̹ŹňŞŲŘƟ̹cancelleresca˦̹
ĪŅĜşĪĴŵƟ̹ ŹĪŵňŲƀ˿̹ ňş̹ ƀŅĴ̹ ĿŦƄŵƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ̹ƙňƀŅ̹ ƀŅĴ̹ ňşǭƄĴşƀňĜŘ̹ ĴǣĴĪƀŹ̹
ŦĿ̹bastarda̹ ňş̹#ŵĜşĪĴ̹Ĝşİ̹secretary̹ ŹĪŵňŲƀ̹ ňş̹�şŀŘĜşİ̹ ˾AĜŵĪŦŹ˦̹ʇʅʆʌ˿˫̹ ,ş̹
#ŵĜşĪĴ˦̹ Ĝ̹ĪƄŵŹňƘĴ̹ŅĜşİ̹ƙĜŹ̹ƄŹĴİ̹ ňş̹Ĝ̹ŞŦŵĴ̹ ŘŦŦŲĴİ̹ƘĴŵŹňŦş̹ ƀŅĜƀ̹ŅĜİ̹Ĝş̹
ĜŲŲĴĜŵĜşĪĴ̹ŞĴŹŹƟ̹Ĝşİ̹ŹŘĜşƀĴİ̹˾�ŵŦƙş˦̹ʆʎʎʈ˿˫

[ŦŦş̹ňƀ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ƀĜƄŀŅƀ̹ňş̹şŦƀĜŵƟ̹ŹĪŅŦŦŘŹ̹ƀŅĜƀ̹ĴƞĴĪƄƀĴİ̹Ɵ̹ŅĜşİ̹ƙňƀŅ̹
ƀŅĴ̹şňĩ̹ĪƄƀ̹ňş̹ƀŅĴ̹ŞňİİŘĴ˦̹ƙŅňĪŅ̹ƀĴĪŅşňĪĜŘŘƟ̹ĜŘŘŦƙŹ̹ŹŦĿƀĴŵ̹ƀŵĜĪĴ̹ŞĜŵŖŹ˫̹
)ĴşĪĴ˦̹ňƀ̹ĩĴĪĜŞĴ̹Ĝş̹ňşŹƀŵƄŞĴşƀ̹ĴŞŲŘŦƟĴİ̹ĩƟ̹ƀŅĴ̹ĴŞŲĴŵŦŵ˦̹ŲŦŲĴ˦̹ŖňşŀŹ˦̹
ĿĴƄİĜŘ̹ ŘŦŵİŹ˦̹ Ŧŵ̹ ĩňŹŅŦŲŹ˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ňƀ̹ ňŹ̹ ĜŘŹŦ̹ ĪĜŘŘĴİ̹ diplomatic 
minuscule or merchant script̹˾TňĜƥƥŦşň˦̹ş˫İ˫˿˫

�ƀ̹ ƀŅĴ̹ Ĵşİ̹ ŦĿ̹ ƀŅĴ̹ ƀŅňŵƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˦̹ ĪƄŵŹňƘĴ̹ ŅĜşİŹ̹ İĴƘĴŘŦŲĴİ̹ ňş̹
�şŀŘĜşİ̹ĿŦŵ̹ ŘňƀĴŵĜŵƟ̹ŲƄŵŲŦŹĴŹ˫̹ ,ş̹ƀŅĴ̹ŘĜƀĴ̹ĿŦƄŵƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹ƘĴŵŹňŦşŹ̹
ŦĿ̹ňƀ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ƄŹĴİ˦̹ŖşŦƙş̹ĜŹ̹anglicana̹˾ĜŹ̹Ĝ̹ƀĴŵŞ̹ŅĴŵĴ˦̹İňŹƀňşĪƀňƘĴŘƟ̹
ŵĴĿĴŵŹ̹ ƀŦ̹ �şŀŘňŹŅ̹ ƄŹĴ˦̹ ĴƘĴş̹ ňĿ̹ ƀŅĴ̹ ŹĪŵňŲƀ̹ ƙĜŹ̹ ŲŵŦĩĜĩŘƟ̹ ĜİŦŲƀĴİ̹ ĿŵŦŞ̹
#ŵĜşĪĴ˿˦̹secretary˦̹Ĝşİ̹bastard̹˾Ĝ̹ŅƟĩŵňİ̹ƘĴŵŹňŦş̹ŦĿ̹ƀĴƞƀƄŵĜ̹Ĝşİ̹ĪƄŵŹňƘĴ˿˫̹

Anglicana˦̹ǬŵŹƀ̹ĜŲŲĴĜŵĴİ̹ňş̹ƀŅĴ̹ƀƙĴŘĿƀŅ̹ĪĴşƀƄŵƟ̹ĿŦŵ̹ĪŦŵŵĴŹŲŦşİĴşĪĴ˫̹�Ɵ̹
ƀŅĴ̹Ĵşİ̹ŦĿ̹ƀŅĴ̹ƀŅňŵƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹ňƀ̹ŹƀĜŵƀĴİ̹ƀŦ̹ƄŹĴ̹ĿŦŵ̹ŀĴşĴŵĜŘ̹ŲƄŵŲŦŹĴŹ˫̹
,ƀ̹ŘĜŹƀĴİ̹ňş̹ƀŅĴ̹ŹňƞƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹ƄşƀňŘ̹ňƀ̹İĴŀĴşĴŵĜƀĴİ̹ĜŹ̹Ĝ̹ĿŦŵŞ˫̹,ƀ̹ŅĜŹ̹
ŵŦƄşİ̹Ĝşİ̹ŘŦŦŲĴİ̹ĿŦŵŞŹ˦̹ĜŹ̹ŹŅŦƙş̹ňş̹#ňŀƄŵĴŹ̹ʊʊ̹Ĝşİ̹ʊʋ˫

�̹ŹŴƄĜŵĴŵ̹Ĝşİ̹ŵĴŀƄŘĜŵ̹ƘĴŵŹňŦş˦̹ĪĜŘŘĴİ̹�şŀŘňĪĜşĜ̹#ŦŵŞĜƀ˦̹ňŹ̹Ĝ̹ĿŦŵŞĜŘ̹ŅĜşİ˫̹
�şŀŘňĪĜşĜ̹#ŦŵŞĜƀ̹ƙĜŹ̹İĴŹňŀşĴİ̹ĩĜŹĴİ̹Ŧş̹ƀĴƞƀƄŵĜ˦̹Ĝşİ̹ĪŅĜŵĜĪƀĴŵňƥĴİ̹ĩƟ̹
ňƀŹ̹ ŹŴƄĜƀƀĴŵ̹ Ĝşİ̹ ŹŴƄĜŵĴŵ̹ ĜŲŲĴĜŵĜşĪĴ̹ ƙňƀŅ̹ ĩŵŦŖĴş̹ ŹƀŵŦŖĴŹ̹ Ĝşİ̹ ŅŦŦŖĴİ̹
ŹĴŵňĿŹ˫̹ bŅĴ̹ İňŹƀňşĪƀňƘĴ̹ ĿŦŵŞ̹ ŦĿ̹ ňƀ̹ ĿŵŦŞ̹ şŦŵŞĜŘ̹ �şŀŘňĪĜşĜ̹ ňŹ̹ ƀŅĴ̹ ƀĜŘŘĴŵ̹
ŅĴňŀŅƀ̹ŦĿ̹ƀŅĴ̹ĜŹĪĴşİĴŵŹ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹ƀŅĜƀ̹ĜŵĴ̹ƄŹƄĜŘŘƟ̹ĜŵĪŅĴİ˫̹

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹[ĴĪŵĴƀĜŵƟ̹[ĪŵňŲƀ˦̹�ƄŵŹňƘĜ̹AĴİňĜ˦̹Ŧŵ̹�ŦƄŵƀ̹)Ĝşİ̹ƙĜŹ̹
ĜşŦƀŅĴŵ̹ĪƄŵŹňƘĴ̹ŹĪŵňŲƀ̹ƄŹĴİ̹ĿŦŵ̹ŀĴşĴŵĜŘ̹ŲƄŵŲŦŹĴŹ̹ĜŹ̹Ĝ̹İŦĪƄŞĴşƀĜŵƟ̹Ĝşİ̹
ĩŦŦŖ̹ ŅĜşİ̹ ƄşİĴŵ̹ Ĝ̹ ĪŘĜŹŹ̹ ŦĿ̹ ĿŦŵŞĜŘ̹ ŹĪŵňŲƀŹ˫̹ ,ƀ̹ƙĜŹ̹ ŲŵŦĩĜĩŘƟ̹ ňŞŲŦŵƀĴİ̹
ĿŵŦŞ̹#ŵĜşĪĴ̹ňş̹ĜĩŦƄƀ̹ƀŅĴ̹ĿŦƄŵƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹Ĝşİ̹ŀĜňşĴİ̹ŲŦŲƄŘĜŵňƀƟ̹ĩƟ̹
ƀŅĴ̹ŞňİİŘĴ̹ŦĿ̹ƀŅĴ̹ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˫̹

Secretary Script˦̹ ĜŹ̹ ĪĜş̹ ĩĴ̹ ŦĩŹĴŵƘĴİ̹ ňş̹ ƀŅĴ̹ ĴƞĜŞŲŘĴİ̹ ŦĿ̹ Histoire du 
Roy d’Angleterre Richard̹ ˾#ňŀ˫̹ ʊʊ˿˦̹ ŅĜŹ̹ Ĝş̹ ĜşŀŘĴŵ̹ ĿŦŵŞ˦̹ ŴƄňƀĴ̹ ŵŦƄşİĴİ̹
than anglicana˫̹rŵňƀƀĴş̹ƙňƀŅ̹ Ĝş̹ĜşŀŘĴİ̹şňĩ˦̹ ƀŅĴ̹ ĪŦşƀŵĜŹƀ̹ĩĴƀƙĴĴş̹ ƀŅĴ̹
ƀŅňĪŖşĴŹŹ̹Ĝşİ̹ƀŅňş̹ŹƀŵŦŖĴŹ̹ňŹ̹ĜŲŲĜŵĴşƀ˫̹,ƀ̹ĪŦƄŘİ̹ĩĴ̹ƙŵňƀƀĴş̹ŵĜƀŅĴŵ̹ŞŦŵĴ̹
ŴƄňĪŖŘƟ̹ƙňƀŅ̹ŹĴƘĴŵĜŘ̹İňĜŀŦşĜŘ̹ŘňşŖŹ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ŘĴƀƀĴŵŹ˫

Fig. 55. The text is extracted 
from Histoire du Roy d’Angleterre 
Richard, Source: Brown, (1993: 
107), written “affin telle quil 
passast par la grant rue quilz 
apelle(n)t la thipstrate. Il entra 
dedens la ville a heure de 
vespres.”



ʆʍʇ

�ƄŵŵĴşƀŘƟ˦̹ ňƀ̹ ňŹ̹ şŦƀ̹ ĪŦŞŞŦşŘƟ̹ ƄŹĴİ̹ ĩƟ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˰̹
ŅŦƙĴƘĴŵ˦̹ ƙňƀŅ̹ ňƀŹ̹ ŵŦƄşİĴİ̹ ĿĴĜƀƄŵĴ˦̹ ĪŦşƀŵĜŹƀ̹ ƙňƀŅňş̹ ƀŅĴ̹ ŹƀŵŦŖĴ˦̹ Ĝşİ̹
ŴƄňĪŖŘƟ̹ƙŵňƀƀĴş̹ĿŦŵŞŹ˦̹ĜŹ̹ŞĜşƟ̹ŦƀŅĴŵ̹ĜşĪňĴşƀ̹ŹĪŵňŲƀŹ̹ŅĜƘĴ˦̹ĪĜş̹ĩĴ̹ƀŵĜĪĴİ̹
ƀŅŵŦƄŀŅ̹ƀŅĴ̹ŲŵĜĪƀňĪĴŹ̹ŦĿ̹ƀŦİĜƟ˦̹ƙŅňĪŅ̹ňŹ̹şŦƀ̹ŹƄǤĪňĴşƀ̹ĴşŦƄŀŅ̹ƀŦ̹ĪŘĜňŞ̹
ƀŅĜƀ̹ƀŅŦŹĴ̹ŲŵĜĪƀňĪĴŹ̹ĜŵĴ̹ ňşŹŲňŵĴİ̹ĩƟ̹ĜĪƀƄĜŘ̹ŹĪŵňŲƀŹ̹ƀŅĜƀ̹ĜŵĴ̹ŞĴşƀňŦşĴİ̹
ŅĴŵĴ̹ňş̹ƀŅňŹ̹ŲĜŵƀ˫̹

AŦŵĴŦƘĴŵ˦̹ Bastard Gothic or Hybrid Gothic ˾Littera Bastarda/Littera 
Hybrida˦̹ ňş̹ #ŵĴşĪŅ̹ Lettre Bâtarde˿˦̹ ĜŹ̹ ĪĜş̹ ĩĴ̹ ŦĩŹĴŵƘĴİ̹ ňş̹ Theological 
works of St Bernard ˾#ňŀ˫̹ʊʋ˿˦̹ ňŹ̹Ĝ̹ĿŦŵŞ̹ŦĿ̹$ŦƀŅňĪ̹ĪƄŵŹňƘĴ̹ƀŅĜƀ̹ĜŲŲĴĜŵĴİ̹
ĜŲŲŵŦƞňŞĜƀĴŘƟ̹ ƀŅĴ̹ ŹĴĪŦşİ̹ ŅĜŘĿ̹ ŦĿ̹ ƀŅĴ̹ ĿŦƄŵƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹
ňş̹ƀŅĴ̹BŦŵƀŅ̹ŦĿ̹#ŵĜşĪĴ̹Ĝşİ̹ƀŅĴ̹;Ŧƙ̹�ŦƄşƀŵňĴŹ̹ĜŹ̹ŞŦŵĴ̹ĴŘĜĩŦŵĜƀĴİ̹Ĝşİ̹
ĪĜŵĴĿƄŘŘƟ̹ĪŦşŹƀŵƄĪƀĴİ̹ĿŦŵŞ̹˾AĜŵĪŦŹ˦̹ʇʅʆʌ˿˫̹

Fig. 56. The text is extracted 
from Theological works of St 
Bernard, 1432, Source: Brown, 
(1993: 101), written “dilige, 
unum sequere, unum app(re)
hende, unum.”

#ƄŵƀŅĴŵŞŦŵĴ˦̹ĜŹ̹ƙňŘŘ̹ĩĴ̹ŹĴĴş̹ňş̹�ŲŲĴşİňƞ̹�˦̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ĪŦƄŵŹĴŹ̹Ŧş̹ƀŅĴ̹
$ŦƀŅňĪ̹ ŅĜşİ˦̹ ƀŅĴ̹ ĪƄŵŹňƘĴ̹ ĿĴĜƀƄŵĴ̹ ňŹ̹ ĜŘŹŦ̹ ňşĪŘƄİĴİ̹ ňş̹ ƀŅĴŹĴ̹ ĪŦƄŵŹĴŹ̹ ƀŦ̹
ŵĜňŹĴ̹ƀŅĴ̹ĜƙĜŵĴşĴŹŹ̹ŦĿ̹şĴƙĩňĴŹ̹ňş̹ƀĴŵŞŹ̹ŦĿ̹ƀŅĴ̹ŀŦƀŅňĪ̹ŅĜşİ̹Ĝşİ̹ňƀŹ̹ŵňĪŅ̹
İňƘĴŵŹňƀňĴŹ̹ňş̹ƀŅĴ̹ŅňŹƀŦŵƟ̹ŦĿ̹ŹĪŵňŲƀŹ˫̹

bŅĴ̹ ƀĴŵŞ̹ ̚ŅƟĩŵňİĜ̛̹ ňşİňĪĜƀĴŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ ŹĪŵňŲƀ̹ ňŹ̹ ĿŦŵŞĴİ̹ ĜŹ̹ Ĝ̹ ĿƄŹňŦş̹
ŦĿ̹ ĿŦŵŞĜŘ̹ ˾textura˿̹ Ĝşİ̹ ňşĿŦŵŞĜŘ̹ ˾cursive˿̹ ĴŘĴŞĴşƀŹ̹ ƀŅĜƀ̹ İĴƘĴŘŦŲĴİ̹ ňş̹
ƀŅĴ̹ Şňİ̐ĿŦƄŵƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˫̹ )ĴŵĴ˦̹ ƀĴƞƀƄŵĜ̹ ŵĴŲŵĴŹĴşƀŹ̹ Ĝ̹ ĿŦŵŞĜŘ̹ şŦĩŘĴ̹
ŅĜşİ˦̹ ĪƄŵŹňƘĴ̹ ŵĴŲŵĴŹĴşƀŹ̹ ňşĿŦŵŞĜŘ̹ ĩĜŹĴ̹ ŹĪŵňŲƀ˫̹�İŦŲƀňşŀ̹ ĩŦƀŅ̹ ŹĪŵňŲƀŹ̝̹
ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ ƘĴŵƀňĪĜŘ̹ ĜŹĪĴşİĴŵŹ̹ ĿŵŦŞ̹ ƀĴƞƀƄŵĜ˦̹ ĜŘƀĴŵşĜƀňƘĴ̹
ĿŦŵŞŹ̹ ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ ŘŦşŀ̹ ̚Ź̛̹ Ĝşİ̹ ̚Ŀ̛̹ ĿŵŦŞ̹ ĪƄŵŹňƘĴ˦̹ ĪĜş̹ ĩĴ̹
ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ ƀŵĜşŹňƀňŦşĜŘ̹ ĿŦŵŞ̹ĩĴƀƙĴĴş̹ ƀŅĴ̹ ƀĴƞƀƄŵĜ̹Ĝşİ̹ĪƄŵŹňƘĴ˫̹ ,ƀ̹ ňŹ̹
ĜŘŹŦ̹ ĪŅĜŵĜĪƀĴŵňƥĴİ̹ ĩƟ̹ ňƀŹ̹ ǭŦƄŵňŹŅĴŹ̹ Ĝşİ̹ŅĜňŵŘňşĴŹ˦̹ƙŅňĪŅ̹ ĪĜƄŹĴ̹ Ĝ̹ ŅňŀŅ̹
ĪŦşƀŵĜŹƀ̹ĩĴƀƙĴĴş̹ƀŅňĪŖ̹Ĝşİ̹ƀŅňş̹ŹƀŵŦŖĴŹ̹˾�ŵŦƙş˦̹ʆʎʎʈ˿˫

,ƀ̹ ňŹ̹ ĪŦŞŞŦş̹ ƀŦ̹ ŹĴĴ̹ İňǣĴŵĴşƀ̹ ƘĜŵňĴƀňĴŹ̹ ŹŘňŀŅƀŘƟ̹ ŲĴŵĿŦŵŞĴİ̹ İĴŲĴşİňşŀ̹
Ŧş̹ ƀŅĴ̹ ŘĴƘĴŘ̹ ŦĿ̹ ĿŦŵŞĜŘňƀƟ̹ şĴĴİĴİ̹ Ĝşİ̹ ƀŅĴ̹ ŹŲĴĴİ̹ ŵĴŴƄňŵĴİ˫̹�Ź̹ ŹŲĴĴİ̹ ňŹ̹
ňşİňŹŲĴşŹĜĩŘĴ˦̹ŞŦŵĴ̹ ňşİňƘňİƄĜŘ̹ŲĴĪƄŘňĜŵňƀňĴŹ̹ŦĿ̹ ƀŅĴ̹ŹĪŵňĩĴ̹ŅĜşİ̹ĪĜş̹ĩĴ̹
ŦĩŹĴŵƘĴİ̹ňş̹ƀŅĴ̹ƀĴƞƀ˫

bŅĴ̹ƙŦŵİ̹ bastard˦̹ ĿŦŵ̹ ƀŅĴ̹ ǬŵŹƀ̹ ƀňŞĴ˦̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĩĴ̹ ƄŹĴİ̹ ƀŦ̹ ŵĴĿĴŵ̹ ƀŦ̹ Ĝ̹
ŀŵŦƄŲ̹ŦĿ̹ĪƄŵŹňƘĴ̹ŹĴŞň̐ŀŦƀŅňĪ̹ŹĪŵňŲƀŹ̹ƙŅňĪŅ̹ĴŞĴŵŀĴİ̹ňş̹#ŵĜşĪĴ̹ĩĴƀƙĴĴş̹
ƀŅĴ̹ĿŦƄŵƀĴĴşƀŅ̹Ĝşİ̹ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵňĴŹ˫̹,ƀ̹ňŹ̹ŀĴşĴŵĜŘŘƟ̹ŖşŦƙş̹ĜŹ̹batardes˫̹
bŅňŹ̹ŹƀƟŘĴ̹ňŹ̹ŀĴşƄňşĴŘƟ̹#ŵĴşĪŅ̹ƙŵňƀňşŀ̹ƀŅĜƀ̹ŖĴĴŲŹ̹ŞƄĪŅ̹ŦĿ̹ƀŅĴ̹ĴŹŹĴşĪĴ̹
ŦĿ̹ƀŅĴ̹�ĜŵŦŘňşŀňĜş̹ƙŵňƀňşŀ̹ňş̹Ĝ̹ŹŘňŀŅƀŘƟ̹ŘŦŦŹĴŵ˦̹ŞŦŵĴ̹ĜşŀƄŘĜŵ˦̹Ĝşİ̹ŘňşŖĴİ̹
ƙĜƟ˦̹Ĝşİ̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴŹĴ̹ƙŵňƀňşŀŹ̹ĜŵĴ̹ŅňŀŅŘƟ̹ĪŘŦŹĴ̹ŵĴŘĜƀňƘĴŹ̹
ƙňƀŅ̹$ĴŵŞĜş̹[ĪŅƙĜĩĜĪŅĴŵ̹ƀƟŲĴŹ̹ĿŵŦŞ̹ƀŅĴ̹ŹňƞƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹˾$ƄƀňĵŵŵĴƥ̹
�ĜĩĴŵŦ˦̹ʇʅʆʊ˿˫

�ŞŦşŀ̹ƀŅĴ̹#ŵĴşĪŅ̹Ĝşİ̹�ĴŘŀňĜş̹�ŦŦŖ̹ŦĿ̹)ŦƄŵŹ˦̹bastard̹ƙĜŹ̹ĴŞŲŘŦƟĴİ̹
ƙňƀŅ̹ŘĜƘňŹŅŘƟ̹İĴĪŦŵĜƀĴİ̹Ĝşİ̹ňŘŘƄŞňşĜƀĴİ̹ňşňƀňĜŘ̹ŘĴƀƀĴŵŹ̹ƙňƀŅ̹Ĝ̹ŞňşňĜƀƄŵĴ̹
ĜŲŲŘňĴİ̹ ƀŦ̹ ŘƄƞƄŵƟ̹ ŞĜşƄŹĪŵňŲƀŹ˫̹ bŅňŹ̹ ŀĴşŵĴ̹ ĩĴŘŦşŀŹ̹ ƀŦ̹ ƀŅĴ̹ ŞŦŹƀŘƟ̹
ǬĿƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˦̹ ňş̹ƙŅňĪŅ̹�ĜŹƀĜŵİ̹ ŹĪŵňŲƀ̹ƙĜŹ̹ƄŹĴİ̹ ĜŹ̹ Ĝ̹ ĿŦŵŞĜŘ̹ ĩŦŦŖ̹
ŅĜşİ̹ ƙňƀŅ̹ ŹŲĴĴİ̹ Ĝşİ̹ ǭƄňİňƀƟ˫̹ ,ƀ̹ ŀĜňşŹ̹ Ĝ̹ ŞŦŵĴ̹ ĴşĴŵŀĴƀňĪ̹ ĜŲŲĴĜŵĜşĪĴ̹
ƀŦ̹ ƀŅĴ̹ ƀĴƞƀƄŵĜ̹ ƙŵňƀňşŀ˦̹ ĪŅĜŵĜĪƀĴŵňƥĴİ̹ ĩƟ̹ Ĝ̹ ĩŦŘİ˦̹ ŲŦƙĴŵĿƄŘ˦̹ Źƀňǣ˦̹ Ĝşİ̹
ĿŦŵŞĜŘ̹ŘŦŦŖ˫̹�ĜŹƀĜŵİ̹ŹĪŵňŲƀ̹ŘĜŹƀĴİ̹ƀŅŵĴĴ̹ĪĴşƀƄŵňĴŹ˰̹ŅĴşĪĴ̹ĴŞĴŵŀĴİ̹ƙňİĴ̹
ƘĜŵňĴƀňĴŹ̹ƙĴŵĴ̹ƙŵňƀƀĴş̹ ĜŹ̹şĜƀňŦşĜŘ̹ƘĜŵňĜşƀŹ˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ƀŅĴ̹ŞĜňş̹
ŘňşĴŹ̹ŦĿ̹İĴƘĴŘŦŲŞĴşƀ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ŅĴŵĴ˫



ʆʍʈ

,ş̹ ƀŅĴ̹ ǬĿƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˦̹ ƀŅĴ̹ ŹƀƟŘĴ̹ ŦĿ̹ ƀŅĴ̹ #ŵĴşĪŅ̹ ĪƄŵŹňƘĴ̹ ŅĜşİ̹ ƙĜŹ̹
ĜǣĴĪƀĴİ̹ ĩƟ̹ bastarda˦̹ ƄŹĴİ̹ ĪŅňĴǭƟ̹ ňş̹ ŹňƞƀĴĴşƀŅ̐ĪĴşƀƄŵƟ̹ #ŵĜşĪĴ˫̹ bŅĴ̹
ŦŵşĜŞĴşƀŹ̹Ĝşİ̹İĴĪŦŵĜƀňŦşŹ̹ĪŦşŹƀňƀƄƀĴ̹Ĝ̹ŘĜŵŀĴ̹ŲĜŵƀ̹ŦĿ̹ƀŅĴ̹ŲĜŀĴ˦̹ĜŹ̹ƙĴŘŘ̹
ĜŹ̹Ĝ̹ŹĪĴşĴ̹ŦĿ̹ ňŘŘƄŹƀŵĜƀňŦş˫̹bŅĴŵĴ̹ ňŹ̹şŦ̹ ŘňşĴ̐ǬŘŘĴŵ̹ƄŹĜŀĴ̹ŅĴŵĴ˦̹ĜŹ̹ŹĴĴş̹ ňş̹
ŲŵĴƘňŦƄŹ̹ĿŦŵŞŹ̹ŦĿ̹$ŦƀŅňĪ̹ƙŵňƀňşŀ̹ŹƟŹƀĴŞŹ˫̹

�Ź̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ ňş̹Vengance de la mort Ihesu Crist̹ĩĴŘŦşŀŹ̹ƀŦ̹ʆʉʌʎ̹
˾#ňŀ˫̹ʊʌ˿˦̹ƀŅĴ̹ňşňƀňĜŘ̹̚;̛̹ŦĪĪƄŲňĴŹ̹ƀŅŵĴĴ̹ŘňşĴŹ̹ƀŅĜƀ̹ĜŵĴ̹İŵĜƙş̹Ĝşİ̹ŲĜňşƀĴİ˫̹
�ƘĴş̹ňĿ̹ňƀ̹ŅĜŹ̹Ĝ̹ĪƄŵŹňƘĴ̹ĿĴĜƀƄŵĴ̹ŘňŖĴ̹ňşĪŘňşĜƀňŦş̹ŹŘňŀŅƀŘƟ̹ƀŦƙĜŵİ̹ƀŅĴ̹ŵňŀŅƀ˦̹
ňƀŹ̹ ŲŦňşƀĴİ̹ İĴŹĪĴşİĴŵŹ̹ ƀĜŖĴ̹ ĜƀƀĴşƀňŦş̹ ƙňƀŅ̹ ŅňŀŅ̹ ĪŦşƀŵĜŹƀ̹ ĩĴƀƙĴĴş̹
ƀŅĴ̹ƀŅňş̹Ĝşİ̹ƀŅňĪŖ̹ŹƀŵŦŖĴŹ̹ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ˫̹�ƘĴş̹ƘĜŵňŦƄŹ̹ ŘĴƀƀĴŵŹ̹ŹĴĴŞ̹ƀŦ̹
ĩĴ̹ œŦňşĴİ̹ĴĜĪŅ̹ŦƀŅĴŵ̹ ĜŹ̹ ňş̹ ƀŅĴ̹ ĪĜŹĴ̹ŦĿ̹cursive̹ ˾ňşĿŦŵŞĜŘ˿˦̹ lettre bâtarde 
ĿŦŵŞĴŵŘƟ̹ ŖşŦƙş̹ ĜŹ̹ #ŵĴşĪŅ̹ ŅƄŞĜşňŹƀňĪ̹ ňŹ̹ ĜĪĪĴŲƀĴİ̹ ĜŹ̹ Ĝ̹ ĿŦŵŞĜŘ̹ ŅĜşİ̹
ƀŅĜƀ̹ňŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ĩĴ̹ĪĜŵĴĿƄŘŘƟ̹ƙŵňƀƀĴş̹˾�ŵŦƙş˦̹ʆʎʎʈ˿˫

Fig. 57. Lettre Bourguignonne, 
Cursiva Bastarda, Cursiva 
Formata Hybrida, Lettre de 
Fourme Vengance de la mort 
Ihesu Crist, 1479, Source: 
Brown, (1993: 111).
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Fig. 58. Detailed image is 
extracted from Fig. 57 (the 
first three lines of the second 
column), written “de dieu, 
dieu et ho(m)me ney de marie 
vierge. Rachateur et saulveur 
de lumain li-”

Fig. 59. The letterform of a, d, 
g, n, o, H, and S are illustrated 
by the scripts. 

from the top textura, 
rotunda, schwabacher and 
fraktur, Source: Making Book 
Richard Hollick, wordpress.
com/2017/05/24/black-letter/, 
access: 12.06.2018.

,ş̹#ňŀ˫̹ʊʍ˦̹ƀŅĴ̹ŘĴƀƀĴŵŹ̝̹ ňşĪŘňşĜƀňŦş̹ĪĜş̹ĩĴ̹ŵĴĜŘňƥĴİ˦̹ĴŹŲĴĪňĜŘŘƟ̹ĪŦşŹňİĴŵňşŀ̹
ƀŅĴ̹ ŘĴƀƀĴŵ̹ ̚Ņ̛̹ Ĝşİ̹ ŘŦşŀ̹ ̚Ź˫̛ ̹ [ŦŞĴ̹ ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ ŘŦşŀ̹ ̚Ź˦̛ ̹ ŅĜƘĴ̹
ŵĴƀŦƄĪŅĴŹ̹ƙŅňŘĴ̹ ĴƞĴĪƄƀňşŀ̹ ƀŅĴ̹ ŹƀĴŞ̹ ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹ ƀŅĜƀ̹ ĪŵĴĜƀĴŹ̹ Ĝş̹ ŦƘĜŘ̐
ŘňŖĴ̹ŹƀĴĴŞ̹ƀŅĜƀ̹ŹƀĜŵƀĴİ̹ƙňƀŅ̹Ĝ̹ƀŅňş̹ŹƀŵŦŖĴ˦̹ƀŅĴş̹ňş̹ƀŅĴ̹ŞňİİŘĴ˦̹ňƀ̹ĩĴĪŦŞĴŹ̹
ŞŦŵĴ̹ĴƞŲĜşŹňƘĴ˦̹ŅĴşĪĴ̹ǬşňŹŅĴİ̹ƙňƀŅ̹Ĝ̹ŲŦňşƀƟ̹ƀĜňŘ˫̹AŦŵĴŦƘĴŵ˦̹ƀŅĴ̹ĪŦşƀŵĜŹƀ̹
ĩĴƀƙĴĴş̹ ƀŅňş̹Ĝşİ̹ ƀŅňĪŖ̹ ŹƀŵŦŖĴŹ˦̹ ĜŹ̹ ňş̹ ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹ ̚Ĵ˦̛ ̹ ňŹ̹ŅňŀŅ˫̹
bŅĴ̹ĪƄŵŹňƘĴ̹ĪŅĜŵĜĪƀĴŵŹ̹ĜŵĴ̹İŦŞňşĜşƀ̹İƄĴ̹ƀŦ̹ƀŅĴ̹ĪƄŵƘĴŹ̹Ĝşİ̹ĿĴƙĴŵ̹ĩŵŦŖĴş̹
ŹƀŵŦŖĴŹ̹ƄŹĜŀĴ˫̹bŅňŹ̹ĪƄŵŹňƘĴ̹ĿĴĜƀƄŵĴ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹
ƙŦŵŖŹ̹ ŦĿ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ĴƞĜŞňşĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹
ŹƀŵŦŖĴŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ ŲŵĜĪƀňĪĴİ˫̹ TĜŵƀňĪƄŘĜŵŘƟ̹ ŦĩŹĴŵƘĜƀňŦş̹ ŦĿ̹ AĴƄŘŞĜş˦̹ ĴƘĴş̹
ƀŅŦƄŀŅ̹ŅĴ̹ĴŞŲŘŦƟĴİ̹ƀŅĴ̹ƘĴŵƀňĪĜŘ̹ŹƀŵŦŖĴ̹ŦĿ̹ƀŅĴ̹ƀĴƞƀƄŵĜ̹ŴƄĜİŵĜƀĜ˦̹ƀŅĴ̹ĿĴĴƀ̹
Ĝşİ̹ ƘĜŵňŦƄŹ̹ ĿŦŵŞŹ̹ ƀŅĜƀ̹ ŅĴ̹ ŲĴŵĿŦŵŞŹ̹ ĪŦşŹňŹƀ̹ ŦĿ̹ Ĝ̹ ĪƄŵŹňƘĴ̹ ĿĴĜƀƄŵĴ̹ ƀŅĜƀ̹
ŵĴŞňşİŹ̹ƀŅĴ̹ĪƄŵŹňƘĴ̹ŀŦƀŅňĪ̹ŅĜşİ˫̹AŦŹƀŘƟ̹ĴŞŲŘŦƟňşŀ̹ƀŅĴ̹ĩŵƄŹŅ˦̹AĴƄŘŞĜş̹
ŹĴĴŞŹ̹ƀŦ̹ĜİĜŲƀ̹ƀŅĴ̹ŀŦƀŅňĪ̹ŅĜşİ̹ƙňƀŅ̹ƀŅĴ̹ĩŵƄŹŅ̝Ź̹ǭĴƞňĩňŘňƀƟ̹ƀŅĜƀ̹ŦǣĴŵŹ̹Ĝ̹
ĩŵŦĜİ̹ŲŦŹŹňĩňŘňƀƟ̹ƀŦ̹ňşƀĴŵŲŵĴƀ̹ĴƘĴş̹ƙňƀŅňş̹ƀŅĴ̹ŹƀŵŦŖĴ˫

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ Germany-Schwabacher̹ ŹĪŵňŲƀ̹ ˾#ňŀ˫̹ ʊʎ˿̹ ňŹ̹ Ĝ̹ ĪƄŵƘƟ̹
ƘĴŵŹňŦş̹ ŦĿ̹ ̚ŘĴƀƀŵĴ̹ ĩğƀĜŵİĴ˦̛ ̹ ƄŹĴİ̹ ňş̹ $ĴŵŞĜşƟ̹ Ĝşİ̹ [ƙňƀƥĴŵŘĜşİ̹ Ĝƀ̹ ƀŅĴ̹
Ĵşİ̹ ŦĿ̹ ƀŅĴ̹ ǬĿƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˫̹ ,ƀ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̹ ŦĿ̹ textura 
and rotunda˰̹ĿŦŵ̹ƀŅĜƀ̹ŵĴĜŹŦş˦̹ňƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹ƀŅĜƀ̹schwabacher ňŹ̹Ĝ̹ŅƟĩŵňİ̹
ŹĪŵňŲƀ̹ ƀŅĜƀ̹ ĪŦƘĴŵŹ̹ ƀŅĴ̹ ĿŦŵŞĜŘ̹ Ĝşİ̹ ňşĿŦŵŞĜŘ̹ ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ˫̹AňşƄŹĪƄŘĴ̹
ŘĴƀƀĴŵŹ̹ĜŵĴ̹ĿŦŵŞĴİ̹ŵĴŘĜƀňƘĴŘƟ̹ƙňİĴ̹Ĝşİ̹İŦƄĩŘĴ̐ĜşŀŘĴİ˫̹bŅĴ̹ŘĴƀƀĴŵ̹̚Ĝ˦̛ ̹̚İ˦̛ ̹
̚ŀ˦̛ ̹̚Ņ˦̛ ̹Ĝşİ̹̚Ŧ̛̹ĜŵĴ̹ŹŦŞĴ̹ŦĿ̹ƀŅĴ̹ŞŦŹƀ̹ĪŅĜŵĜĪƀĴŵňŹƀňĪ̹ŘĴƀƀĴŵŹ̹ƀŅĜƀ̹ŵĴǭĴĪƀ̹
ƀŅĴ̹İňŹƀňşĪƀňƘĴ̹ĿŦŵŞ̹ŦĿ̹ƀŅĜƀ̹ŹĪŵňŲƀ˫̹AĜœƄŹĪƄŘĴ̹ŘĴƀƀĴŵŹ̹ĜŵĴ̹ĜŘŹŦ̹ŴƄňƀĴ̹ƙňİĴ̹
Ĝşİ̹ŹňŞŲŘƟ̹ĿŦŵŞĴİ̹ƙňƀŅ̹ŹĴƘĴŵĜŘ̹ŵŦƄşİĴİ̹ĴŘĴŞĴşƀŹ˫

,ş̹ ƀŅĴ̹ ǬĿƀĴĴşƀŅ̹ Ĝşİ̹ ŹňƞƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˦̹ schwabacher̹ ĩĴĪĜŞĴ̹ İŦŞňşĜşƀ̹
ĜŹ̹Ĝ̹ĪŦŞŞŦş̹ŲŵňşƀĴİ̹ ƀƟŲĴĿĜĪĴ̹ƄşƀňŘ̹ ƀŅĴ̹ ƀƙĴşƀňĴƀŅ̹ĪĴşƀƄŵƟ̹ ˾�ŘĴŞĴşŹ̹Λ̹
$ŵĜŅĜŞ˦̹ʇʅʅʌ˿˫̹

,ş̹ƀŅĴ̹ĴĜŵŘƟ̹ŹňƞƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹schwabacher was replaced with fraktur with 
Ĝ̹ŞŦŵĴ̹ĴƞŲŵĴŹŹňƘĴ̹ĿŦŵŞ̹Ĝşİ̹ƙĜŹ̹ƙňİĴŘƟ̹ƄŹĴİ̹ňş̹$ĴŵŞĜşƟ̹ƄşƀňŘ̹ƀŅĴ̹ŞňİİŘĴ̹
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ŦĿ̹ƀŅĴ̹ƀƙĴşƀňĴƀŅ̹ĪĴşƀƄŵƟ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ňƀ̹ňŹ̹şŦƀ̹ŹƄŵŲŵňŹňşŀ̹ƀŅĜƀ̹ĜŘŘ̹ŖňşİŹ̹
ŦĿ̹ �ŘĜĪŖŘĴƀƀĴŵ̹ ŹĪŵňŲƀŹ̹ ƀĴşİ̹ ƀŦ̹ ĩĴ̹ ĪĜŘŘĴİ̹ fraktur̹ ňş̹ ƀŅĴ̹ $ĴŵŞĜş̹ ŘĜşŀƄĜŀĴ˦̹
ƙŅňĪŅ̹ ĪĜş̹ ŹƀňŘŘ̹ ĩĴ̹ ĴşĪŦƄşƀĴŵĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ĪƄŵŵĴşƀ̹ ŲŵĜĪƀňĪĴŹ̹ ŦĿ̹ ƀŅĴ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ƙŅŦ̹ƙňŘŘ̹ĩĴ̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹

3.5.8.3. Fraktur (Frakturschriften)

bŅĴ̹ $ĴŵŞĜş̹ ƀĴŵŞ̹ ̚ĿŵĜŖƀƄŵ̛̹ ňşİňĪĜƀĴŹ̹ Ĝ̹ ŹŲĴĪňǬĪ̹ $ŦƀŅňĪ̹ ŹĪŵňŲƀ̹ ŹƀƟŘĴ̹
İĴŵňƘĴŹ̹ ĿŵŦŞ̹ ƀŅĴ̹ ;Ĝƀňş̹ƙŦŵİ̹ fractus˦̹ƙŅňĪŅ̹ŞĴĜşŹ̹ ̚ĩŵŦŖĴş˫̛ ̹ ,ƀ̹ ŵĴĿĴŵŹ̹
ƀŦ̹ƀŅĴ̹ ŘĴƀƀĴŵŹ̹ ĿŦŵŞĴİ̹ĩƟ̹ŹĴƘĴŵĜŘ̹ŹƀŵŦŖĴŹ̹ŦĿ̹ ƀŅĴ̹ŲĴş˦̹ƙŅňĪŅ̹ŞĜŖĴ̹ƀŅĴŞ̹
ĜŲŲĴĜŵ̹ĩŵŦŖĴş̹ƙňƀŅ̹ĜşŀƄŘĜŵ̹ŘňşĴŹ̹˾)ĜŵƀƄşŀ˦̹ʇʅʅʍ˿˫

,ƀ̹ ňŹ̹ ƀŅĴ̹ ŹĪŵňŲƀ̹ ƀŅĜƀ̹ ĪĜş̹ ĩĴ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ ƘĜŵňŦƄŹ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹AĴƄŘŞĜş˦̹ĜŵĴ̹ ňşŹŲňŵĴİ̹ĩƟ̹Ĝşİ̹ ňşƀĴŵŲŵĴƀ̹ ňƀ̹ĜŹ̹
Ĝ̹ ŹŘňŀŅƀ̹ ƀŵĜşŹĿŦŵŞĜƀňŦş̹ ƀŦ̹ ŅňŹ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ƙŦŵŖŹ˫̹ bŅĴ̹ ňşŹŲňŵĜƀňŦş̹ ĪĜş̹
ĩĴ̹İĴƀĜĪŅĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ƘňŹƄĜŘ̹ĴƞĜŞňşĜƀňŦş̹Ĝşİ̹ĪŦŞŲĜŵňŹŦş̹ŦĿ̹ƘĜŵňŦƄŹ̹
ŲŅƟŹňĪĜŘ̹ĿĴĜƀƄŵĴŹ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ˦̹ĴƘĴş̹ƀŅĴ̹ŹƀŵŦŖĴŹ˫̹bŅĴ̹ŲŵŦĩĜĩŘĴ̹ŲŵĴĿĴŵĴşĪĴ̹
ŦĿ̹AĴƄŘŞĜş̹ŞĜƟ̹ĩĴ̹İĴŲĴşİĴİ̹Ŧş̹ŅňŹ̹ĪŦŞŞŦşŘƟ̹ĴŞŲŘŦƟĴİ̹ ƀŦŦŘ̹ ̐ĩŵƄŹŅ˦̹
ƙŅňĪŅ̹ ŅĜŹ̹ ǭĴƞňĩŘĴ̹ şĜƀƄŵĴ̹ ƀŅĜƀ̹ ŲŵŦƘňİĴŹ̹ ƘĜŹƀ̹ ŦŲŲŦŵƀƄşňƀƟ̹ ƀŦ̹ ŲĴŵĿŦŵŞ̹
ƙňƀŅňş̹ ƀŅĴ̹ ŹƀŵŦŖĴ̹ƙňƀŅ̹ ƀŅňş̹ Ĝşİ̹ ƀŅňĪŖ̹ƙňİƀŅŹ˦̹ ĜŘŹŦ̹ ƀŵĜşŹňƀňŦşŹ̹ĩĴƀƙĴĴş̹
ƀŅĴŞ̹Ĝşİ̹ƀŅĴ̹ĪƄŵƘĴŹ̹ƀŅĜƀ̹ĪĜş̹ĩĴ̹ĴƞĴĪƄƀĴİ˫̹#ŵĜŖƀƄŵ̹ŹƀƟŘĴ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ĜŘŘ̹
ŞĴşƀňŦşĴİ̹ĿĴĜƀƄŵĴŹ̹ƀŅĜƀ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ƀŅŵŦƄŀŅ̹AĴƄŘŞĜş̝Ź̹ƙŦŵŖ̹ƀŅĜƀ̹
ĜŵĴ̹ĴƞĜŞňşĴİ̹ ňş̹�ŅĜŲƀĴŵ̹q,˫̹�ĪƀƄĜŘŘƟ˦̹ĜŘŘ̹ĩŘĜĪŖ̹ ŘĴƀƀĴŵ̹ ƀƟŲĴŹ̹ ňş̹$ĴŵŞĜşƟ̹
ĜŵĴ̹ ĪĜŘŘĴİ̹ ̚ĩŵŦŖĴş̹ ƀƟŲĴŹ̛̹ ˾gebrochene schriften˿̹ ˾AĴİňĜƘňŘŘĜ˦̹ ʆʎʎʋ˿˫̹ bŅĴ̹
ƄşĴƘĴşŘƟ̹ĩŵŦŖĴş̹ƀĴŵŞňşĜŘ̹ŵĴŹƄŘƀŹ̹ĿŵŦŞ̹ĪƄƀƀňşŀ̹ƀŅĴ̹ŴƄňŘŘ̹ŲĴş̹ƙňƀŅ̹ƀŅĴ̹ƀňŲ̹
ŹŘňƀ̹ƀŦ̹ŦşĴ̹ŹňİĴ̹ŵĜƀŅĴŵ̹ƀŅĜş̹ĪĴşƀŵĜŘŘƟ̹˾[ƀŵňĩŘĴƟ˦̹ʆʎʍʋ˿˫

�ŞŲĴŵŦŵ̹ AĜƞňŞňŘňĜş̹ ,̹ ˾ʆʉʊʎ̐ʆʊʆʎ˿̹ İĴŹňŵĴİ̹ ƀŦ̹ ĴŹƀĜĩŘňŹŅ̹ Ĝ̹ ŘňĩŵĜŵƟ̹ ŦĿ̹
ŲŵňşƀĴİ̹ ĩŦŦŖŹ̹ƙňƀŅ̹ Ĝ̹ şĴƙ̹ ƀƟŲĴĿĜĪĴ̹ ĪŵĴĜƀĴİ̹ ŹŲĴĪňǬĪĜŘŘƟ̹ ĿŦŵ̹ ƄŹňşŀ̹ ƀŅĴ̹
Ųŵňşƀňşŀ̹ ŦĿ̹ ƀŅĴŹĴ̹ ĩŦŦŖŹ˫̹ �̹ ŀŵŦƄŲ̹ ŦĿ̹ ĜŵƀňŹƀŹ˦̹ şĜŞĴŘƟ̹ ŲĜňşƀĴŵ̹ �ŘĩŵĴĪŅƀ̹
�ƈŵĴŵ̹ ˾ʆʉʌʆ̐ʆʊʇʍ˿˦̹ ĜƄƀŅŦŵ̹ 7ŦŅĜşş̹ BĴƄİŦĴŵǣĴŵ̹ ƀŅĴ̹ �ŘİĴŵ̹ ˾ʆʉʎʌ̐ʆʊʋʈ˿˦̹
Ĝşİ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹Ĝşİ̹ŞŦşŖ̹;ĴŦşŅĜŵİ̹rĜŀşĴŵ̹˾ʆʉʊʈ̐ʆʊʇʇ˿̹ŀĜƀƀĴŵĴİ̹ƙňƀŅ̹
ƀŅňŹ̹ƀĜŹŖ̹Ĝşİ̹ĪŵĴĜƀĴİ̹ fraktur̹ ƀŅĜƀ̹ƙĜŹ̹İĴŹĪŵňĩĴİ̹ĜŹ̹ŞŦŵĴ̹ĴŘĴŀĜşƀ̹ƀŅĜş̹
schwabacher˦̹ŞŦŵĴ̹ŞŦİĴŵş̹ƀŅĜş̹textura̹Ĝşİ̹İňŹƀňşĪƀŘƟ̹$ĴŵŞĜş̹ƙňƀŅŦƄƀ̹
ĜşƟ̹ĴŘĴŞĴşƀŹ̹ŦĿ̹ƀŅĴ̹antiqua̹ ˾ŵŦŞĜş̹ƀƟŲĴĿĜĪĴ˿̹ ĿŦŵŞ̹,ƀĜŘƟ̹ ˾�ŵŦƙş˦̹ʆʎʎʈ˿̹
ĜŹ̹ ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ĜŘŘ̹ ŹĪŵňŲƀŹ̹ ƀŅĜƀ̹ŞĴşƀňŦş̹ŅĴŵĴ̹ ňş̹#ňŀ˫̹ʋʅ˫̹bŅĴ̹ĩŦŦŖ̹
ĪŦşŹňŹƀŹ̹ ŦĿ̹ ƙŵňƀňşŀ̹ ŹƀƟŘĴ˦̹ ƙŅňĪŅ̹ ŲŵĴŹĴşƀŹ̹ ƘĜŵňŦƄŹ̹ ŖňşİŹ̹ ŦĿ̹ $ĴŵŞĜş̹
#ŵĜŖƀƄŵ̹ňş̹;Ĝƀňş̹ƙŵňƀňşŀŹ˦̹ƙňƀŅ̹ƀŅĴňŵ̹ĿŦƄşİĜƀňŦşŹ˫

Kunstrichtige Schrei̹ ˾#ňŀ˫̹ ʋʅ˿̹ ňŹ̹ ƙŵňƀƀĴş̹ ňş̹ fraktur˦̹ ŲƄĩŘňŹŅĴİ̹ ňş̹ ʆʌʅʎ˦̹
ƙŵňƀƀĴş̹ĩƟ̹Ĝ̹ŞĜŹƀĴŵ̹ƙŵňƀňşŀ̹Ĝşİ̹ĜŵňƀŅŞĴƀňĪ˦̹�İŦŘŲŅ̹~ƄşşĴŵ̹˾Ī˫̹ʆʋʎʋ̐ʆʌʊʇ˿˫

Fig. 60. Kunstrichtige Schrei, 
Author: Adolph Zunner (c. 
1696-1752), 1709, Nuremberg, 
Source: “MnF Gallica,” 
gallica.bnf.fr/ark:/12148/
btv1b10550838f/f9.item.zoom, 
access: 25.05.2016.



ʆʍʋ

Fraktur̹ ňŹ̹ ňİĴşƀňǬĴİ̹ ĩƟ̹ ƀŅĴ̹ ĿŦŵŖĴİ̹ ĜŹĪĴşİĴŵŹ˦̹ ňƀ̹ ňŹ̹ŞŦŵĴ̹ ŘňŖĴŘƟ̹ ĩĴƀƙĴĴş̹
cursive script and textura quadrata˫̹ �ĴŹŲňƀĴ̹ ňƀŹ̹ ƄŲŵňŀŅƀ̹ ĜŹŲĴĪƀ˦̹ ŞĜşƟ̹
ŹƀŵŦŖĴŹ̹ ŅĜƘĴ̹ Ĝ̹ ŅňŀŅĴŵ˦̹ ŵŦƄşİĴİ˦̹ Ĝşİ̹ ŘĴŹŹ̹ ĜşŀƄŘĜŵ̹ ĜŲŲĴĜŵĜşĪĴ̹ ƀŅĜş̹
ƀĴƞƀƄŵĜ˫̹ [ŦŞĴ̹ fraktur̹ ŘĴƀƀĴŵĿŦŵŞŹ̹ ŅĜƘĴ̹ İňŹƀňşĪƀňƘĴ̹ ŹŲňŖĴŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ ƀŅĴ̹
ŲŵŦİƄĪƀ̹ŦĿ̹ŦƘĴŵŘĜŲŲňşŀ̹ŹƀŵŦŖĴŹ̹ĩƟ̹ĴƞƀĴşİňşŀ̹ŦşĴ̹ŹƀŵŦŖĴ̹ŦƘĴŵ̹ƀŅĴ̹ŲŵĴƘňŦƄŹ̹
ŦşĴ˫̹rŅĴş̹ŞĜşƟ̹ŲĴş̹ŘňĿƀŹ̹ĪŦşŹƀŵƄĪƀ̹ƀŅĴ̹ŘĴƀƀĴŵĿŦŵŞ˦̹ňƀ̹ĪĜƄŹĴŹ̹ŞĜşƟ̹ŹŲňŖĴŹ̹
ƀŦ̹ ĩĴ̹ ĪŵĴĜƀĴİ̹ Ŧş̹ ƀŅĴ̹ ŘĴƀƀĴŵ˫̹AŦŵĴŦƘĴŵ˦̹ ŘŦƙĴŵĪĜŹĴ̹ ŘĴƀƀĴŵŹ̹ ĜŵĴ̹ ŹňŞňŘĜŵ̹ ƀŦ̹
textura̹ ƙňƀŅ̹ şĜŵŵŦƙ̹ ĿŦŵŞŹ˫̹ bŅĴ̹ ŘĴƀƀĴŵŹ̹ ĜŵĴ̹ ĜŘŹŦ̹ İŦƄĩŘĴİ̐ĜşŀŘĴİ̹ ƙňƀŅ̹
ŹĴƘĴŵĜŘ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ĴŘĴŞĴşƀŹ̹ŘňŖĴ̹ǭŦƄŵňŹŅĴŹ̹Ĝşİ̹ĪƄŵŘŹ˫̹�ŹĪĴşİĴŵŹ̹ŦĿ̹ƀŅĴ̹
ŘĴƀƀĴŵŹ̹ ŅĜƘĴ̹ ĪŦŞŞŦşŘƟ̹ ĿŦŵŖĴİ̹ ĴşİĴİ˫̹ fŲŲĴŵĪĜŹĴ̹ ĪŅĜŵĜĪƀĴŵŹ˦̹ ĜŹ̹ ĪĜş̹ ĩĴ̹
ŦĩŹĴŵƘĴİ̹ňş̹ƀŅĴ̹ĩŦŦŖ̹Kunstrichtige Schrei̹˾#ňŀ˫̹ʋʅ˿̹ĜŵĴ̹ŴƄňƀĴ̹ƙňİĴ̹Ĝşİ̹ŅĜƘĴ̹
ŵŦƄşİĴİ̹ĴŘĴŞĴşƀŹ˦̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ǭŦƄŵňŹŅĴŹ˦̹ İŦƀŹ˦̹ Ĝşİ̹ ĪƄŵŘŹ˫̹�ĴƀƙĴĴş̹ ƀŅĴ̹
ŹňƞƀĴĴşƀŅ̹ƀŦ̹şňşĴƀĴĴşƀŅ̐ĪĴşƀƄŵƟ̹fraktur̹ƙĜŹ̹ĪŦŞŞŦşŘƟ̹ƄŹĴİ˰̹ŅŦƙĴƘĴŵ˦̹ňş̹
ƀŅĴ̹şňşĴƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹ ňƀ̹ĩĴŀĜş̹ ƀŦ̹ ŘŦŹĴ̹ ňƀŹ̹ŲŦŲƄŘĜŵňƀƟ˰̹ ňşŹƀĴĜİ˦̹antiqua 
ŀŵĜİƄĜŘŘƟ̹ĩĴĪĜŞĴ̹ŲŦŲƄŘĜŵ̹Ĝşİ̹ŞŦŵĴ̹ŲŵĴĿĴŵĜĩŘĴ̹ƀŅĜş̹fraktur.̹�Ƅŵňşŀ̹ƀŅĴ̹
şňşĴƀĴĴşƀŅ̹Ĝşİ̹ƀƙĴşƀňĴƀŅ̹ĪĴşƀƄŵƟ˦̹ĩŦƀŅ̹ŹĪŵňŲƀŹ˦̹fraktur and antiqua̹˾#ňŀ˫̹
ʋʆ˿˦̹ƙĴŵĴ̹ŘŦĜİĴİ̹ƙňƀŅ̹ňİĴŦŘŦŀňĪĜŘ̹ňŞŲŘňĪĜƀňŦşŹ̹ňş̹$ĴŵŞĜşƟ̹ňş̹ƀŅĴ̹ŹĴşŹĴ̹ŦĿ̹
ƙŅňĪŅ̹ĿŦŵŞ̹ƙĜŹ̹ĜŲŲŵŦŲŵňĜƀĴ̹ƀŦ̹ƄŹĴ̹ĜŹ̹Ĝ̹ƀƟŲĴĿĜĪĴ˫ 

Fig. 61. Fraktur and Antiqua 
scripts, Source: Ross (2012: np.).

)ňŹƀŦŵňĪĜŘŘƟ̹ ŹŲĴĜŖňşŀ˦̹ƙŅňŘĴ̹ fraktur̹ƙĜŹ̹ƄŹĴİ̹ ĿŦŵ̹ ƀŅĴ̹ƙŦŵŖŹ̹ƙŵňƀƀĴş̹ ňş̹
ƀŅĴ̹$ĴŵŞĜş̹ŘĜşŀƄĜŀĴ˦̹antiqua̹ƀƟŲĴ̹ƙĜŹ̹ƄŹĴİ̹ĿŦŵ̹;Ĝƀňş̹ƀĴƞƀŹ˫̹bŅňŹ̹ƙĜŹ̹
ƀŅĴ̹ĪŦşƘĴşƀňŦşĜŘ̹ƄŹĴ̹ŦĿ̹ƀƙŦ̹ƀƟŲĴĿĜĪĴŹ˦̹Ĝşİ̹ƀŅňŹ̹ĿĜĪƀ̹ŘĴİ̹ƀŦ̹ĩĴ̹ŲŦŘĜŵňƥĴİ̹
ƀŅĴŞ˫̹ �Ƅŵňşŀ̹ ƀŅĴ̹ ʆʍʅʅŹ˦̹ ƙňƀŅ̹ ƀŅĴ̹ ŵňŹĴ̹ ŦĿ̹ şĜƀňŦşĜŘňŹŞ˦̹ ĿŵĜŖƀƄŵ̹ ƙĜŹ̹
ĜŹŹĴŹŹĴİ̹ĜŹ̹̚ŞŦŵĴ̹$ĴŵŞĜş̛̹ƀŅĜş̹ĜşƀňŴƄĜ˫̹#Ŧŵ̹ŞŦŵĴ̹ƀŅĜş̹ƀƙŦ̹İĴĪĜİĴŹ˦̹
ƀŅĴ̹ BĜƀňŦşĜŘ̹ [ŦĪňĜŘňŹƀ̹ $ĴŵŞĜş̹ rŦŵŖĴŵŹ̝̹ TĜŵƀƟ̹ ƄŹĴİ̹ fraktur̹ ĿŦŵ̹ ƀŅĴňŵ̹
ŲŵňşƀĴİ̹ Ĝşƀň̐ŹĴŞňƀňĪ̹ ŲŵŦŲĜŀĜşİĜ˦̹ Ĝşİ̹ ňş̹ #ĴĩŵƄĜŵƟ̹ ʆʎʇʅ˦̹ ŹňşĪĴ̹ ƀŅĴ̹
ŲƄĩŘňĪĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ŲĜŵƀƟ̹ ŲŵŦŀŵĜŞ˦̹ ƀŅĴ̹ ŹŦ̐ĪĜŘŘĴİ̹ 25 Point Programme˦̹
ĿŦŵ̹ ĜŘŞŦŹƀ̹ ĜŘŘ̹ İŦĪƄŞĴşƀŹ˦̹ ƀŅňŹ̹ŀŦƀŅňĪ̹ ƀƟŲĴ̹ƙĜŹ̹ ŹĴƀ˫̹)ŦƙĴƘĴŵ˦̹ ĩƟ̹ ʆʎʉʆ˦̹
BĜƥňŹ̹ ĩĜşşĴİ̹ ƄŹňşŀ̹ ĿŵĜŖƀƄŵ̹ ƀŦ̹ ĪŘĜňŞ̹ ƀŅĜƀ̹ ňƀ̹ ňŹ̹ ŦĿ̹ 7ĴƙňŹŅ̹ Ŧŵňŀňş˦̹ ŹŦ̹ ňƀ̹
ƙĜŹ̹ƙŵŦşŀ̹ ƀŦ̹ ĪĜŘŘ̹ ƀŅĴŞ̹ Ĝ̹ $ĴŵŞĜş̹ ƀƟŲĴĿĜĪĴ˫̹rňƀŅ̹ ƀŅňŹ̹ ĪŘĜňŞ˦̹ ŦşŘƟ̹ Ĝ̹
ŵŦŞĜş̹ ƀƟŲĴĿĜĪĴ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ antiqua̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĩĴ̹ ƄŹĴİ̹ ňş̹ ŦǤĪňĜŘ̹
ĪŦŞŞƄşňĪĜƀňŦşŹ˫̹ ˾9ĴŘŘĴŵŅŦǣ˦̹ ʇʅʇʆ˿˫̹ )ŦƙĴƘĴŵ˦̹ fraktur̹ ŹƀňŘŘ̹ ŵĴŞĜňşŹ̹
ƀŦİĜƟ̹ ƀŅŵŦƄŀŅ̹ şĜŞĴŹ̹ ŦĿ̹ şĴƙŹŲĜŲĴŵŹ̹ ŹƄĪŅ̹ ĜŹ̹ bŅĴ̹ BĴƙ̹ xŦŵŖ̹ bňŞĴŹ˦̹
�ŅňĪĜŀŦ̹bŵňĩƄƀĴ˦̹Ĝŵƀ̹ĩŦŦŖŹ˦̹ĩŦŦŖ̹ĪŦƘĴŵŹ˦̹)ĴĜƘƟ̹AĴƀĜŘ̹ŀŵŦƄŲŹ˦̹ŲƄĩ̹ŹňŀşŹ˦̹
ŞĴşƄŹ˦̹ĩĴĴŵ̹ĩŵĜşİŹ˦̹Ĝşİ̹ŦƀŅĴŵ̹ĿŦŵŞŹ̹ŦĿ̹ĜİƘĴŵƀňŹĴŞĴşƀ̹ƀŅĜƀ̹ĴƘŦŖĴ̹ƀŅĴ̹
ĿĴĴŘňşŀ̹ ŦĿ̹ ŦŘİşĴŹŹ̹ Ĝşİ̹ ŵƄŹƀňĪňƀƟ˫̹AŦŵĴŦƘĴŵ˦̹ ĜŹ̹ƙňŘŘ̹ ĩĴ̹ ŹĴĴş̹ ňş̹�ŅĜŲƀĴŵ̹
q,˦̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹AĴƄŘŞĜş̹ŞŦŹƀŘƟ̹ĴŞŲŘŦƟŹ̹Ĝşİ̹ňşƀĴŵŲŵĴƀ̹
ƀŅĴ̹ŀŦƀŅňĪ̹ŹƀƟŘĴ˫̹bŅŵŦƄŀŅ̹ƀŅĴ̹ĴƞĜŞňşĜƀňŦş̹ŦĿ̹ŅňŹ̹ŹƀŵŦŖĴŹ˦̹ƀŅĴ̹ĪŦŞŞŦş̹
ĿĴĜƀƄŵĴŹ˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹ƙňƀŅ̹ĿŵĜŖƀƄŵ̹ŹƀƟŘĴ˦̹ĪĜş̹ĩĴ̹ŹĴĴş˫̹BŦƀ̹œƄŹƀ̹AĴƄŘŞĜş̹
ĩƄƀ̹ ĜŘŹŦ̹qňĪƀŦŵ̹ 9ĜŞŹ̹ ŹĴĴŞŹ̹ ƀŦ̹ ĩĴ̹ ňşŹŲňŵĴİ̹ ĩƟ̹ ĿŵĜŖƀƄŵ̹ ĪŅĴŵňŹŅňşŀ̹ ƀŅĴ̹
ŵňŀňİ̹ ĿŦŵŞ̹ŦĿ̹ŀŦƀŅňĪ̹ Ĝşİ̹İňĜŞŦşİ̹ŹŅĜŲĴ˦̹ ĜŹ̹ƙĴŘŘ̹ ĜŹ̹ ƀŅĴ̹ ĪƄŵƘĴİ̹ ĿŦŵŞŹ̹
ƀŅĜƀ̹ ĪŦŞĴ̹ƙňƀŅ̹ ĿŵĜŖƀƄŵ̹ĴŞĩŦİňĴİ̹ ƀŅŵŦƄŀŅ̹ŅňŹ̹ƘĜŵňŦƄŹ̹ƙŦŵŖŹ̹ ƀŅĜƀ̹ ĜŵĴ̹
ĜŘŹŦ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE



ʆʍʌ

3.5.9. Italic Script (Cursive or Chancery letter, Cancellarescha)

,ƀĜŘňĪ̹ ŹĪŵňŲƀ̹ ňŹ̹ ŅňŀŅŘƟ̹ ŹňŀşňǬĪĜşƀ̹ ƀŅĜƀ̹ ŞŦŹƀ̹ ŦĿ̹ ƀŅĴ̹ ǬŵŹƀ̹ ĩĴŀňşşĴŵŹ̹ ŦĿ̹
ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŵĴ̹ ĜİƘňŹĴİ̹ ƀŦ̹ ŹƀĜŵƀ̹ ƙňƀŅ̹ ňƀ˦̹ İƄĴ̹ ƀŦ̹ ňƀŹ̹ İƄĪƀƄŹ̹
Ĝşİ̹ ĪŦşŹƀŵƄĪƀňŦş̹ ĜŵĴ̹ ŵĴŘĜƀňƘĴŘƟ̹ ĴĜŹňĴŵ̹ ƀŦ̹ ŹƀƄİƟ̹ Ĝşİ̹ ĴƞĴĪƄƀĴ˫̹ bŅňŹ̹ ňŹ̹
ŦĩŹĴŵƘĴİ̹ƙňƀŅ̹ƀŅĴ̹ŲĴŵŹŦşĜŘ̹ĴƞŲĴŵňĴşĪĴ̹ňş̹ƘĜŵňŦƄŹ̹ĪŦƄŵŹĴŹ̹Ĝşİ̹ŘĴĪƀƄŵĴŹ̹
ƀŅĜƀ̹ ĜŵĴ̹ ŅĴŘİ̹ ňş̹ �ŲŲĴşİňƞ̹ �˫̹ AŦŵĴŦƘĴŵ˦̹ ňƀĜŘňĪ̹ ňŹ̹ Ĝ̹ ŅĜşİ̹ ƀŅĜƀ̹ ŀňƘĴŹ̹
ŞŦŵĴ̹ ŦŲŲŦŵƀƄşňƀƟ̹ ƀŦ̹ ňşƀĴŵŲŵĴƀ̹ ĿŦŵ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ƀŦ̹
ĴƞŲŘŦŵĴ̹ Ĝşİ̹ ĴƞŲĴŵňŞĴşƀ̹ ƙňƀŅ̹ ňƀŹ̹ ŞŦŵĴ̹ ĴŘĜĩŦŵĜƀĴİ̹ ĿŦŵŞŹ˫̹ ,ş̹ �ŅĜŲƀĴŵ̹
q,˦̹ Ĝ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ �ŵŦƙş̹ƙňƀŅ̹ ŅňŹ̹ ŲŦŘƟŵŅƟƀŅŞňĪ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ ňŹ̹
ŲĴŵŹŦşĜŘ̹ňşƀĴŵŲŵĴƀĜƀňŦş̹ŦĿ̹ƀŅĴ̹ňƀĜŘňĪ̹ŅĜşİ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ƀŅŵŦƄŀŅ̹ŅňŹ̹
ňşƀĴŵŲŵĴƀĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ňƀĜŘňĪ̹ ŅĜşİ˦̹ ŹŦ̐ĪĜŘŘĴİ̹ ̚ŲŦŘƟŵŅƟƀŅŞňĪ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̛ ̹
#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ňƀ̹ňŹ̹ĴŹŹĴşƀňĜŘ̹ƀŦ̹ŞĴşƀňŦş̹ňƀĜŘňĪ̹ŹĪŵňŲƀ̹ŅĴŵĴ̹ŹŘňŀŅƀŘƟ˫̹

,ş̹ƀŅĴ̹ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹ƀŅĴ̹ĿŦŵŞ̹ŦĿ̹ƀŅĴ̹ŅƄŞĜşňŹƀňĪ̹ŹĪŵňŲƀ̹ƙĜŹ̹ŵŦƄşİĴİ̹
ĩĜŹĴİ̹ Ŧş̹ �ĜŵŦŘňşĴ̹ ŹĪŵňŲƀ˰̹ ŅŦƙĴƘĴŵ˦̹ ňş̹ ƀŅĴ̹ ŘĜƀĴŵ̹ ŲĴŵňŦİ˦̹ ňƀ̹ ĩĴĪĜŞĴ̹
şĜŵŵŦƙĴŵ˦̹ ĪƄŵƘňŘňşĴĜŵ˦̹ Ĝşİ̹ ĴƘĴş̹ ĿŵŦŞ̹ ƀňŞĴ̹ ƀŦ̹ ƀňŞĴ̹ ŲŦňşƀĴİ˫̹ �ĿƀĴŵ̹ ƀŅĴ̹
rotunda˦̹ƀŅĴ̹ĿŦŘŘŦƙňşŀ̹ŲĴŵňŦİ̹ƙňƀşĴŹŹĴİ̹ƀŅĴ̹ĴŞĴŵŀĴşĪĴ̹ŦĿ̹ƀŅĴ̹ňƀĜŘňĪ̹ŅĜşİ˫̹
)ĴşĪĴ˦̹ňş̹,ƀĜŘƟ˦̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴ̹ĪƄŵƘĴİ̹ĿŦŵŞŹ̹ƙĴŵĴ̹şĴƘĴŵ̹ŘŦŹƀ˦̹
ĜŹ̹ŹĴĴş̹ňş̹ƀŅĴ̹ƙŵňƀňşŀŹ̹ŦĿ̹BŦŵƀŅĴŵş̹�ƄŵŦŲĴ̹ňş̹ƀŅĴ̹ŲĴŵňŦİ̹ŦĿ̹ƀŅĴ̹$ŦƀŅňĪ̹
ŹƟŹƀĴŞ̹ ŦĿ̹ ƙŵňƀňşŀ̹ ˾7ŦŅşŹƀŦş˦̹ ʆʎʆʌ˿˫̹ bŅĴ̹ ,ƀĜŘňĜş̹ WĴşĜňŹŹĜşĪĴ̹ ŅƄŞĜşňŹƀ̹
BňĪĪŦŘū̹BňĪĪŦŘň̹ ˾ʆʈʋʉ̐ʆʉʈʌ˿̹ ƀĜŖĴŹ̹ ĜƀƀĴşƀňŦş̹ ƀŦ̹ŅňŹ̹ŅĜşİ̹ ˾#ňŀ˫̹ ʋʇ˿˦̹ƙŅňĪŅ̹
ňŹ̹ ĪŵĴİňƀĴİ̹ ĿŦŵ̹ Ĝ̹ ŅƄŞĜşňŹƀňĪ̹ ĪƄŵŹňƘĴ˦̹ ƙŅňĪŅ̹ ĪĜş̹ ŹƀňŘŘ̹ ĩĴ̹ ƀŵĜĪĴİ̹ ƀŦ̹ ƀŅĴ̹
ĴĪŅŦĴŹ̹ ŦĿ̹ ƀŅĴ̹ $ŦƀŅňĪ̹ ŅĜşİ̹ ˾#ĜňŵĩĜşŖ˦̹ ʆʎʌʊ˿˫̹ bŅĴ̹ ƀĴƞƀ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ ĩŦƀŅ̹
ŞňşƄŹĪƄŘĴ̹Ĝşİ̹ŞĜœƄŹĪƄŘĴ̹ĪƄŵŹňƘĴ̹ŅĜşİ̹ƀŅĜƀ̹ňŹ̹ƙŵňƀƀĴş̹ĩƟ̹BňĪĪŦŘň˫̹bŅĴŵĴ̹
ňŹ̹şŦ̹şŦƀňĪĴĜĩŘĴ̹ĜŞŦƄşƀ̹ŦĿ̹ǭŦƄŵňŹŅĴŹ̹Ŧŵ̹ĴƞĜŀŀĴŵĜƀĴİ̹ĿŦŵŞŹ˫̹bŅŦƄŀŅ˦̹ƀŅĴ̹
ňşňƀňĜŘ̹̚b̛̹ƙĜŹ̹ǬŵŹƀ̹İŵĜƙş̹Ĝşİ̹ŲĜňşƀĴİ˦̹şŦƀ̹ƙŵňƀƀĴş̹ĜŹ̹ƀŅĴ̹ŦƀŅĴŵŹ˫

,ş̹#ňŀ˫̹ʋʇ˦̹ƀŅĴ̹ ŘĴƀƀĴŵĿŦŵŞŹ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ĪŘŦŹĴŘƟ˫̹AŦŹƀ̹ŦĿ̹ƀŅĴ̹ ŘĴƀƀĴŵŹ̹
ĜŵĴ̹ ŘňşŖĴİ̹ ƙňƀŅ̹ ĴĜĪŅ̹ ŦƀŅĴŵ̹ ĜŹ̹ Ĝ̹ ŵƄşşňşŀ̹ ŅĜşİ˦̹ ƙŅňĪŅ̹ ĴŹĪĜŘĜƀĴŹ̹ ƀŅĴ̹
ƀĴƞƀ̝Ź̹ ƙŵňƀňşŀ̹ ŹŲĴĴİ˦̹ ƙŅňĪŅ̹ ňŹ̹ ƀŅĴ̹ ŞĜňş̹ ĪŅĜŵĜĪƀĴŵňŹƀňĪ̹ ŦĿ̹ ƀŅĴ̹ ĪƄŵŹňƘĴ̹
ŅĜşİŹ˫̹ bŅĴ̹ ŘĴƀƀĴŵŹ̝̹ ĿŦŵŞŹ̹ ĜŵĴ̹ şŦƀ̹ ĴĜŹňŘƟ̹ ŵĴĪŦŀşňƥĜĩŘĴ̹ İƄĴ̹ ƀŦ̹ ŴƄňĪŖŘƟ̹
ĿŦŵŞĴİ̹ ŘĴƀƀĴŵŹ̹ ƀŅĜƀ̹ ĜŲŲĴĜŵ̹ ƀŦ̹ ĩĴ̹ ƙŵňƀƀĴş̹ ňş̹ Ĝ̹ ŅƄŵŵƟ˫̹ �Ź̹ ŞĴşƀňŦşĴİ̹
ĩĴĿŦŵĴ˦̹ƀŅĴ̹ƙŵňƀňşŀ̹ŹŲĴĴİ̹ŅĜŹ̹Ĝ̹şŦƀňĪĴĜĩŘĴ̹ĴǣĴĪƀ̹Ŧş̹ƀŅĴ̹ĜŲŲĴĜŵĜşĪĴ̹ŦĿ̹
ƀŅĴ̹ ŘĴƀƀĴŵĿŦŵŞŹ˫̹bŅĴ̹ƙňİƀŅ̹ ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ̹ ňŹ̹ şĜŵŵŦƙĴŵ˦̹ ĪŦŞŲĜŵňşŀ̹ ƀŅĴ̹
ĿŦŵŞĜŘ̹ ŅƄŞĜşňŹƀ̹ ŅĜşİ˦̹ Ĝşİ̹ ƀŅĴ̹ ĪƄŵƘĴŹ̹ Ĝşİ̹ ƀŅĴ̹ ŵŦƄşİĴİ̹ ĿŦŵŞŹ̹ ŹƀĴŲ̹
ĿŦŵƙĜŵİŹ˫̹ ,ş̹ ĪŦşƀŵĜŹƀ˦̹ ƀŅĴ̹ ŲŦňşƀĴİ˦̹ ĩŵŦŖĴş̹ ĿĴĜƀƄŵĴ̹ ŦĿ̹ ƀŅĴ̹ $ŦƀŅňĪ̹ŞĜƟ̹
ŵĴŞĜňş˰̹ŞŦŵĴŦƘĴŵ˦̹ĜŹ̹ňş̹ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵ̹̚Ņ˦̛ ̹ƀŅĴ̹ƀĜňŘ̹ŅĜşŀňşŀ̹İŦƙş̹
Ĝşİ̹ŹŘňŀŅƀŘƟ̹ĪƄŵƘĴİ̹ƀŦ̹ƀŅĴ̹ŘĴĿƀ˦̹ĜŘŹŦ̹ŲŦňşƀĴİ̹İĴŹĪĴşİĴŵŹ̹ŦĿ̹ƀŅĴ̹ŘŦşŀ̹̚Ź̛̹
ŲŵŦĩĜĩŘƟ̹ ňşŅĴŵňƀĴİ̹ ĿŵŦŞ̹ ƀŅĴ̹ ŀŦƀŅňĪ̹ ĿŦŵŞŹ˫ ,ş̹ Ĝ̹ ŘĜƀĴŵ̹ ŲĴŵňŦİ˦̹ ƀŅĴ̹ ǬŵŹƀ̹

Fig. 62. Example of Niccolò 
Niccoli’s cursive hand, Firenze 
(Italy), 1432, Source: Mediavilla, 
(1996: 200).
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ŲŵňşƀĴİ̹ňƀĜŘňĪ̹ŞĜşƄĜŘ̹ĩŦŦŖ̹ĜİİŵĴŹŹĴİ̹ƀŦ̹ƀŅĴ̹ŀĴşĴŵĜŘ̹ŲƄĩŘňĪ̹ňŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹
ŞŦŹƀ̹şŦƀĴƙŦŵƀŅƟ̹ ňŞŲŵŦƘĴŞĴşƀŹ̹ ňş̹ Ĝ̹ ŹĴşŹĴ˦̹ƙŵňƀƀĴş̹ĩƟ̹ Ĝ̹ŲĜŲĜŘ̹ ŹĪŵňĩĴ̹
Ĝşİ̹ƀƟŲĴ̹İĴŹňŀşĴŵ̹;ƄİŦƘňĪŦ̹İĴŀŘň̹�ŵŵňŀŅň̹˾qňşĪĴşƀňşŦ˿̹˾ʆʉʌʊ̐ʆʊʇʌ˿̹ňş̹ƀŅĴ̹
ƟĴĜŵ̹ʆʊʇʉ̹ňş̹WŦŞĴ˦̹ĴşƀňƀŘĴİ̹La Operina̹˾�ŘĜƟƀŦş˦̹ʇʅʆʈ˿˫̹,ƀ̹ňŹ̹Ĝ̹ƀŅňŵƀƟ̐ƀƙŦ̐
ŲĜŀĴ̹ŞĜŹƀĴŵŲňĴĪĴ̹ƙŵňƀƀĴş̹ƙňƀŅ̹ŘĴƀƀĴŵŹ̹ĩĴƀƙĴĴş̹ʇ˦ʊŞŞ̹Ĝşİ̹ʈŞŞ̹ŅňŀŅ˫̹

,ş̹ ŅňŹ̹ ĩŦŦŖ˦̹ La Operina̹ ˾#ňŀ˫̹ ʋʈ˿˦̹ �ŵŵňŀŅň̹ İĴŹĪŵňĩĴŹ̹ ƀŅĴ̹ ŀĴşĴŵĜŘ̹ ŵƄŘĴŹ̹
ŦĿ̹ ĴƞĴĪƄƀňŦş̹ ƙňƀŅ̹ ňƀŹ̹ ŲŵňŞĜŵƟ̹ ŦƘĜŘ̹ ĿŦŵŞŹ˦̹ ƀŅĴ̹ ƘĴŵƀňĪĜŘ̹ ŹƀŵŦŖĴŹ̹ ŦĿ̹
ƀŅĴ̹ ĜŹĪĴşİĴŵ˦̹ Ĝşİ̹ İĴŹĪĴşİĴŵ̹ ŹƀĴŞŹ̹ ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵĿŦŵŞŹ˫̹ �ŵŵňŀŅň̹ ƙĜŹ̹
Ĝş̹ ĜİƘŦĪĜƀĴ̹ ŦĿ̹ ƀŅĴ̹ ŅƄŞĜş̹ ĴƟĴ̹ ĩƟ̹ ƙŅňĪŅ̹ ƀŅĴ̹ ĩĴŹƀ̹ œƄİŀŞĴşƀ̹ ŦĿ̹ ƀŅĴ̹
ŘĴƀƀĴŵĿŦŵŞŹ̹ĪŦƄŘİ̹ĩĴ̹ĴŹƀĜĩŘňŹŅĴİ̹ŵĜƀŅĴŵ̹ƀŅĜş̹ŀĴŦŞĴƀŵňĪ̹ŞĴĜŹƄŵĴŞĴşƀŹ˫̹
�Ź̹ ĪĜş̹ ĩĴ̹ ŦĩŹĴŵƘĴİ̹ Ŧş̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŲĜŀĴŹ̹ ŦĿ̹ La Operina̹ ˾#ňŀ˫̹ ʋʈ˿˦̹ ƀŅĴ̹
ŞĜœƄŹĪƄŘĴ̹ Ĝşİ̹ ŞňşƄŹĪƄŘĴ̹ ŦĿ̹ �ŵŵňŀŅň̝Ź̹ ňƀĜŘňĪ̹ ŅĜşİ̹ ƙňƀŅ̹ ǭŦƄŵňŹŅĴİ˦̹
ĜŘƀĴŵşĜƀňƘĴ̹ŘĴƀƀĴŵĿŦŵŞŹ̹ĜŵĴ̹ňŘŘƄŹƀŵĜƀĴİ˫̹qĜŵňŦƄŹ̹ĜİƘňĪĴ̹Ŧş̹œŦňşňşŀ̹ŘĴƀƀĴŵŹ̹
Ĝşİ̹ĪŦŞŲŦŹňƀňŦşŹ̹ ňŹ̹ĜŘŹŦ̹ŲŵĴŹĴşƀĴİ̹ŅĴŵĴ̹ ƀŦ̹ĴƞĴŵĪňŹĴ˫̹bŅňŹ̹ĩŦŦŖ̹ ňŹ̹ŹƀňŘŘ̹
ĪŦşŹƄŘƀĴİ̹ƀŦİĜƟ̹ƀŦ̹ŦĩŹĴŵƘĴ̹Ĝşİ̹ƄşİĴŵŹƀĜşİ̹ƀŅĴ̹ ňƀĜŘňĪ̹ŅĜşİ̹ŦĿ̹�ŵŵňŀŅň˫̹
�ŲĜŵƀ̹ ĿŵŦŞ̹ ŅňŞ˦̹ ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ ĜƄƀŅŦŵ˦̹ ŲŵňşƀĴŵ˦̹ Ĝşİ̹ ŲƄĩŘňŹŅĴŵ̹ ĩĜŹĴİ̹ ňş̹
qĴşňĪĴ̹$ňŦƘĜşşň̹�şƀŦşňŦ̹bĜŀŘňĴşƀĴ̹˾ʆʉʊʅ̐ʆʊʇʍ˿̹ƀĜŖĴŹ̹ĜƀƀĴşƀňŦş̹ƙňƀŅ̹ŅňŹ̹
ŞŦŵĴ̹ŦŵşĜƀĴ̹ŹƀƟŘĴ̹ƀŅĜş̹�ŵŵňŀŅň˫̹

Fig. 63. Woodcut printed of La 
Operina, Ludovico degli Arrighi 
(Vincentino), 1524, Source: 
Arrighi, (1524: 24).

bŅĴ̹ňƀĜŘňĪ̹ŹĪŵňŲƀ̝Ź̹ŞĜňş̹ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̹ĪĜş̹ĩĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ƀŦ̹ňƀŹ̹ĪŘĜŵňƀƟ̹
ŦĿ̹ƀŅĴ̹ĿŦŵŞŹ̹Ĝşİ̹ŵĜŲňİ̹Ĝşİ̹ǭƄĴşƀ̹ĴƞĴĪƄƀňŦş̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ˫̹AŦŵĴŦƘĴŵ˦̹ňƀŹ̹
şĜŵŵŦƙĴŵ̹ ĿŦŵŞ̹ŹŘňŀŅƀŘƟ̹ŹŘŦŲĴŹ̹ƀŦ̹ƀŅĴ̹ŵňŀŅƀ˦̹Ĝşİ̹ŹňŞŲŘƟ̹ĴƞĴĪƄƀňşŀ̹ŹĴŵňĿ̹
ŹŦŞĴƀňŞĴŹ̹ ǭŦƄŵňŹŅĴİ̹ ĜŵĴ̹ ĜŞŦşŀ̹ ňƀŹ̹ ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ˫̹ bŅĴŹĴ̹ ĿĴĜƀƄŵĴŹ̹
ŦĿ̹ ƀŅĴ̹ ĪŅĜŵĜĪƀĴŵŹ̹ƙĴŵĴ̹ ǬŵŹƀ̹ ŵĴĪŦŀşňƥĴİ̹ ňş̹ ƀŅĴ̹ TĜŲĜŘ̹ �ŅĜşĪĴŵƟ̹ ňş̹ ƀŅĴ̹
ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹Ĝşİ̹ƀŅĴş̹ƄŹĴİ̹ĜŹ̹Ĝ̹ĪŦƄŵƀ̝Ź̹ŅĜşİ̹ĿŦŵ̹ĪŦŵŵĴŹŲŦşİĴşĪĴŹ˦̹
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ĜİŦŲƀĴİ̹ƙňİĴŘƟ̹ňş̹rĴŹƀĴŵş̹�ƄŵŦŲĴ˫̹,ƀ̹ŴƄňĪŖŘƟ̹ĩĴĪĜŞĴ̹ŲŦŲƄŘĜŵ˦̹ŲŵŦĩĜĩŘƟ̹
ĩĴĪĜƄŹĴ̹ ŦĿ̹ ňƀŹ̝̹ ŹňŞŲŘňĪňƀƟ̹ Ĝşİ̹ ĴŘĴŀĜşĪĴ˫̹ ,ƀ̹ ŘĴşİŹ̹ ňƀŹĴŘĿ̹ ƀŦ̹ ĿŦŵŞĜŘ̹ ƄŹĴŹ˫̹
,ƀ̹ ƙĜŹ̹ ňŞňƀĜƀĴİ̹ Ĝşİ̹ ĿƄŵƀŅĴŵ̹ ĴŞĩĴŘŘňŹŅĴİ̹ ĜŞŦşŀ̹ ňşƀĴŘŘĴĪƀƄĜŘŹ̹ ňşƀŦ̹
ǭŦƄŵňŹŅĴŹ̹ĜĪĪŦŵİňşŀ̹ƀŦ̹ƀŅĴňŵ̹ƀĜŹƀĴ˫

,ş̹#ňŀ˫̹ʋʉ˦̹ŹŦŞĴ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵĿŦŵŞŹ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ňş̹İĴƀĜňŘ̹̐ƀŅĴ̹ŘĴƀƀĴŵŹ̹
ŹƄĪŅ̹ĜŹ̹ƀŅĴ̹ŘĴƀƀĴŵ̹̚Ş˦̛ ̹ƙŅňĪŅ̹ňŹ̹ƙŵňƀƀĴş̹ƙňƀŅŦƄƀ̹ƀŅĴ̹ŲĴş̹ŘňĿƀňşŀ˫̹[Ŧ˦̹ňşŹƀĴĜİ̹
ŦĿ̹ƄŹňşŀ̹ŹĴƘĴŵĜŘ̹ŹƀŵŦŖĴŹ̹ĿŦŵ̹ĪŦşŹƀŵƄĪƀňşŀ̹ƀŅĴ̹ŘĴƀƀĴŵ̹̚Ş˦̛ ̹ŦşĴ̹ĪŦşƀňşƄŦƄŹ̹
ŹƀŵŦŖĴ̹ňŹ̹ƄŹĴİ̹ňş̹ƀĴŵŞŹ̹ŦĿ̹ŹŲĴĴİ̹Ĝşİ̹ǭƄňİňƀƟ˫̹bŅĴ̹ĴĪŦşŦŞƟ̹ŦĿ̹ƀŅĴ̹ŹƀŵŦŖĴŹ̹
ŅĴŵĴ̹ŲŵŦƘňİĴŹ̹ ƀŅĴ̹ŦşĴ̹ƀŦ̹ĩĴ̹ĜĩŘĴ̹ ƀŦ̹ƙŵňƀĴ̹ ƀŅĴ̹ŹĪŵňŲƀ̹ ĿĜŹƀĴŵ˫̹bŅĴ̹ ĿŦŵŞ̹ňŹ̹
ĜŘŹŦ̹ĪŦŞŲŵĴŹŹĴİ̹Ĝşİ̹ŹŘŦŲĴİ̹ĪŦŞŲĜŵĴİ̹ƀŦ̹ƀŅĴ̹ĿŦŵŞĜŘ̹ŅĜşİ̹ŦĿ̹Ĝ̹ŅƄŞĜşňŹƀ˫

Fig. 64. Detail image is 
extracted from Fig. 63, 
written “Rome anno domini.”

,ƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ňƀĜŘňĪ̹ŅĜşİ̹ňŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞŦŹƀ̹ŲŵĜĪƀňĪĴŹ̹Ĝşİ̹ĴŞŲŘŦƟĴİ̹
ŅĜşİ˫̹ ,ş̹�ŲŲĴşİňƞ̹�˦̹ ňƀ̹ƙňŘŘ̹ ĩĴ̹ ŹĴĴş̹ ƀŅĴ̹ƙŦŵŖŹŅŦŲ̹ ƀŅĜƀ̹ ,̹ ŲĜŵƀňĪňŲĜƀĴİ̹ ňş̹
ňƀĜŘňĪ̹ŅĜşİ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹,̹ĪĜş̹ŹƀĜƀĴ̹ƀŅĜƀ̹ƀŅĴ̹ĴƞĴĪƄƀňŦş̹ŦĿ̹ƀŅĴ̹ňƀĜŘňĪ̹ŅĜşİ̹
ňŹ̹ŵĴŘĜƀňƘĴŘƟ̹ĴĜŹƟ̹ĪŦŞŲĜŵňşŀ̹ƀŦ̹ƀŅĴ̹ŦƀŅĴŵ̹ŹƀƟŘĴŹ˦̹ƙŅňĪŅ̹ŞĜŖĴŹ̹ňƀ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹
ƘĴŵƟ̹ǬŵŹƀ̹ŹƀƟŘĴ̹ƀŅĜƀ̹ňŹ̹ŵĴĪŦŞŞĴşİĴİ̹ƀŦ̹ƀŅĴ̹şĴƙĩňĴŹ˫̹#ƄŵƀŅĴŵŞŦŵĴ˦̹ĜŹ̹ƙňŘŘ̹
ĩĴ̹ŹĴĴş̹ňş̹�ŅĜŲƀĴŵ̹q,,˦̹ƘĜŵňŦƄŹ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹şĜŞĴŘƟ̹�ĴşňŹ̹
�ŵŦƙş̹Ĝşİ̹qňŖƀŦŵ̹9ĜŞŹ̹ŞŦŹƀŘƟ̹ ĴŞŲŘŦƟŹ̹ ňƀĜŘňĪ̹ŅĜşİ̹ Ĝşİ̹ ƀŵĜşŹĿŦŵŞ̹ ňƀ̹
ƙňƀŅ̹ƀŅĴňŵ̹ŲĴŵŹŦşĜŘ̹ňşƀĴŵŲŵĴƀĜƀňŦşŹ˫̹#Ŧŵ̹ĴƞĜŞŲŘĴ˦̹�ŵŦƙş̹˾ʇʅʆʌ˿̹ŲŵĴĿĴŵŹ̹
ƀŦ̹ ŹƀƄİƟ̹ ƀŅĴ̹ ŘĴƀƀĴŵĿŦŵŞŹ̹ ŦĿ̹ ƀŅĴ̹ ňƀĜŘňĪ̹ ňş̹ ŲŦŘƟŵŅƟƀŞ˫̹ bŅĜƀ̹ ŞĴĜşŹ˦̹ ƀŅĴ̹
ňşĪŘňşĜƀňŦş̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹ĜŵĴ̹şŦƀ̹ŲĜŵĜŘĴŘ̹ƙňƀŅ̹ĴĜĪŅŦƀŅĴŵ˦̹ňşŹƀĴĜİ˦̹ƘĜŵňŦƄŹ̹
ňşĪŘňşĜƀňŦşŹ̹ ĜŵĴ̹ ĴƞĴĪƄƀĴİ̹ ƀŅĜƀ̹ ŀňƘĴ̹ ŞŦŵĴ̹ İƟşĜŞňĪ̹ ĜŲŲĴĜŵĜşĪĴ̹ Ĝşİ̹
ĴşĴŵŀƟ̹ ƀŦ̹ ƀŅĴ̹ ĿŦŵŞ̹ŦĿ̹ ƀŅĴ̹ ŅĜşİ˫̹)Ĵ̹ ĪĜŘŘŹ̹ ňƀ̹ ŲŦŘƟŵŅƟƀŅŞňĪ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹
�Ź̹ �ŵŦƙş˦̹ 9ĜŞŹ̹ ĜŘŹŦ̹ ŞŦŹŘƀƟ̹ ĴŞŲŘŦƟŹ̹ ňƀĜŘňĪ̹ ŅĜşİ̹ƙŅňŘĴ̹ ŅĴ̹ ŲŵĜĪƀňĪĴŹ̹
ŘŦŀŦƀƟŲĴŹ̹Ŧŵ̹ƘĜŵňŦƄŹ̹ŲĴŵŹŦşĜŘ̹ŲŵŦœĴĪƀŹ̹ƀŅĜƀ̹ĜŵĴ̹İňŀňƀňŘňƥĴİ̹ŞŦŹƀŘƟ˫̹,ƀĜŘňĪ̹
ŅĜşİ̹ŹĴĴŞŹ̹ƀŦ̹ŀňƘĴ̹ŅňŞ̹Ĝ̹ŹŲĜĪĴ̹ƀŦ̹ĴƞŲĴŵňŞĴşƀ̹ƙňƀŅ̹ĩŵƄŹŅ̹Ŧŵ̹ŲĴş̹ƀŅĜƀ̹
ĪĜş̹ ĩĴ̹ŞĜşňŲƄŘĜƀĴİ̹ ĴĜŹňŘƟ̹ ĜŹ̹ƙňŘŘ̹ ĩĴ̹ ĴƞĜŞňşĴİ̹ ňş̹�ŅĜŲƀĴŵ̹q,̹ ĜŹ̹ƙĴŘŘ˫̹
bŅĜƀ̹ŞĴĜşŹ˦̹ňƀĜŘňĪ̹ŅĜşİ̹ňŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞŦŹƀ̹ňşŹŲňŵĴİ̹Ĝşİ̹ĴşĪŦƄşƀĴİ̹ŹƀƟŘĴ̹
ƀŅĜƀ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŲŵĴĿĴŵ˦̹ĜŹ̹ňş̹ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹$ŦƀŅňĪ˫̹

[ƄŲŲŦŹĴ̹ƙĴ̹ ŵĴŲĴĜƀ̹ ƀŅĜƀ̹ ƀŅĴ̹ ƀňŞĴ̹ƙĴ̹ŞĴşƀňŦşĴİ̹ ňŹ̹ ƀŅĴ̹ ǬĿƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˫ ̹
,ş̹ƀŅĜƀ̹ĪĜŹĴ˦̹ ňƀ̹ňŹ̹ňşĴƘňƀĜĩŘĴ̹ƀŦ̹ĪŦşŹňİĴŵ̹ƀŅĴ̹ŲĜŵƀňĪƄŘĜŵ̹ňşƘĴşƀňŦşŹ̹ƀŅĜƀ̹ŅĜƘĴ̹
ĩĴĴş̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ŞĜœŦŵ̹ŹňŀşňǬĪĜşĪĴ̹ĿŦŵ̹ƀŅĴ̹ŲŵŦŀŵĴŹŹ̹ŦĿ̹ŅƄŞĜşňƀƟ˦ ̹ƙŅňĪŅ̹ňŹ̹
ƀŅĴ̹ňşƘĴşƀňŦş̹ŦĿ̹Ųŵňşƀňşŀ˦̹ ňŹ̹ĜŲŲŵĴĪňĜƀĴİ̹ĩĴĪĜƄŹĴ̹ŦĿ̹ňƀŹ̹ĴşŦŵŞŦƄŹ̹ĴǣĴĪƀ̹Ŧş̹
ĪňƘňŘňƥĜƀňŦş˫̹�ŲĜŵƀ̹ĿŵŦŞ̹ƀŅĜƀ˦̹ ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞŦŹƀ̹şŦƀĜĩŘĴ̹ňşǭƄĴşĪĴŹ̹ƙĜŹ̹Ŧş̹ƀŅĴ̹
ŞĜşƄŹĪŵňŲƀ̹ ƀŵĜİňƀňŦş̹ŦĿ̹ ƀŅĴ̹ ƀňŞĴ̹ Ĝşİ˦̹ ƀŅĴŵĴĿŦŵĴ˦̹ Ŧş̹ ƀŅĴ̹ ŹĪŵňĩĴŹ˫̹ ,ƀ̹ ňŹ̹ ĴƘĴş̹
ĜŹŹĴŹŹĴİ̹ƙŅĴş̹ƀŅĴ̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦş̹ĜŹ̹ňƀ̹ƙĜŹ̹ĜĪĪĴŲƀĴİ̹
ŅĜİ̹ƀŦ̹ĩĴ̹ĩŵŦŖĴş̹Ĝşİ̹ƀŵĜşŹĿŦŵŞĴİ˰̹ŹŦŞĴ̹ŹĪŵňĩĴŹ̹ƙĴŵĴ̹ƀŵƟňşŀ̹ƀŦ̹ ŘĴĜŵş̹ƀŅĴ̹
Ųŵňşƀňşŀ̹ƀĴĪŅşňŴƄĴ̹ƀŦ̹ĪŦşƀňşƄĴ̹ƀŦ̹ĩĴ̹ŲĜŵƀ̹ŦĿ̹ňƀ˦̹ĜƘŦňİňşŀ̹ŘŦŹňşŀ̹ƀŅĴňŵ̹œŦĩŹ˫̹
)ŦƙĴƘĴŵ˦̹ŞŦŵĴ̹ŹƀŵňŖňşŀŘƟ˦̹ ƀŅĴ̹ƙĴŹƀĴŵş̹ĜşĪňĴşƀ̹ƙŵňƀňşŀ̹ƀŵĜİňƀňŦş˦̹ƙŅňĪŅ̹
ƙĜŹ̹ ŲĴŵĿŦŵŞĴİ̹ ĩĜŹňĪĜŘŘƟ̹ ĿŦŵ̹ ĿƄşĪƀňŦşĜŘ̹ ŵĴĜŹŦşŹ˦̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ŲŵŦƘide an 
ĜŘƀĴŵşĜƀňƘĴ̹ĜŵĴĜ̹ƀŦ̹ĴƞŲĴŵňŞĴşƀ˫̹AŦŵĴŦƘĴŵ˦̹ ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ŦşĴ̹ŦĿ̹
ƀŅĴ̹ƘĴŵƟ̹ǬŵŹƀ̹ ƀŵňŀŀĴŵ̹ŲŦňşƀŹ̹ƙĜŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦş̹
ŅĜİ̹ ƀŦ̹ ĩĴ̹ ŹŅňĿƀĴİ˦̹ Ĝşİ̹ ƀŅĴ̹ ǬŵŹƀ̹ ňşňƀňĜŘ̹ ŲĴŵňŦİ̹ ňş̹ ƀŅĴ̹ŞňşİŹ̹ ŦĿ̹ ŞŦƘňşŀ̹
ƀŦƙĜŵİ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ ňƀ̹ ňŹ̹ŅňŀŅŘƟ̹
ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ ŦĩŹĴŵƘĴ̹ ƀŅĴ̹ Ųŵňşƀňşŀ̹ ŲĴŵňŦİ̹ Ĝşİ̹ ňƀŹ̝̹ ĴǣĴĪƀ̹ Ŧş̹ ŹĪŵňĩĴŹ̹ ƀŦ̹
ƄşİĴŵŹƀĜşİ̹Ĝşİ̹ŲŵŦƘňİĴ̹ňşŹňŀŅƀ̹ňşƀŦ̹ƀŅĴ̹ŅňŹƀŦŵňĪĜŘ̹İƟşĜŞňĪŹ̹ĩĴŅňşİ̹ƀŅĴ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ĜƀƀňƀƄİĴŹ˫̹
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3.6. Printing and scribe

bŅĴ̹ Ųŵňşƀňşŀ̹ ŲĴŵňŦİ̹ ňŹ̹ ĜĪĪĴŲƀĴİ̹ ĜŹ̹ ƀŅĴ̹ ĴŲŦĪŅ̹ ƀŅĜƀ̹ ŅĜŹ̹ ĩĴĴş̹ ĪĜŘŘĴİ̹
̚ŞŦİĴŵş̹ ƀňŞĴŹ̛̹ ˾[ƀĴňşĩĴŵŀ˦̹ ʆʎʋʆ˥̹ ʌ˿̹ ĩĴĪĜƄŹĴ̹ ňƀ̹ ƙĜŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ƀŅĴ̹
İĴĴŲ̹ ĪŘĴĿƀ̹ ŦŲĴşĴİ̹ ňş̹ ŅňŹƀŦŵƟ̹ ŞňİƙĜƟ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ǬĿƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ̹
ĩƟ̹ 7ŦŅĜşşĴŹ̹ $ƄƀĴşĩĴŵŀ̹ Ĝşİ̹ ŅňŹ̹ ĿŦŘŘŦƙĴŵŹ̹ ƄŹňşŀ̹ ƀŅĴ̹ ŘĴĜİĴş̹ ƙĴİŀĴŹ˦̹
ƙŅňĪŅ̹ĜŵĴ̹ĪĜŘŘĴİ̹Ųŵňşƀňşŀ̹ ƀƟŲĴŹ˫̹ ,ƀ̹ ňŹ̹ĜŘŹŦ̹ĪĜŘŘĴİ̹ ƀƟŲŦŀŵĜŲŅňĪ̹Ųŵňşƀňşŀ˦̹
ƙŅňĪŅ̹ŞĴĜşŹ̹ ňŞŲŵĴŹŹňŦşŹ̹ ĿŵŦŞ̹ŞĜŹƀĴŵ̹ ŹĴƀŹ̹ ŦĿ̹ ĪŅĜŵĜĪƀĴŵŹ̹ ĜĪĪƄŵĜƀĴŘƟ̹
ĪŦŞŲŦŹĴİ̹ ňşƀŦ̹ ƙŦŵİŹ˦̹ ŘňşĴŹ˦̹ Ĝşİ̹ ŲĜŀĴŹ˫̹ [ƄĪŅ̹ Ųŵňşƀňşŀ̹ ŅĜŹ̹ ĩĴĴş̹ ƀŅĴ̹
ŘĴĜŵşňşŀ̹ƀŦŦŘ˦̹ƀŅĴ̹ŲŵĴŹĴŵƘĴŵ̹ŦĿ̹ŖşŦƙŘĴİŀĴ˦̹Ĝşİ̹ƀŅĴ̹ŞĴİňƄŞ̹ŦĿ̹ŘňƀĴŵĜƀƄŵĴ̹
˾�ŅĜŲŲĴŘŘ̹Λ̹�ŵňşŀŅƄŵŹƀ˦̹ʇʅʅʅ˿˦̹ĴƞŲŘĜňşĴİ̹ĜŹ̹̚ƀŅĴ̹ŲŵŦĪĴŹŹ̹ŦĿ̹İƄŲŘňĪĜƀňşŀ̹
ňŞĜŀĴŹ̹ ŦşƀŦ̹ Ŧŵ̹ ňşƀŦ̹ Ĝ̹ ĩĜŹĴ˦̹ ƄŹƄĜŘŘƟ̹ ŲĜŲĴŵ˦̹ Ĝşİ̹ƄŹƄĜŘŘƟ̹ ƀŅŵŦƄŀŅ̹ ŹŦŞĴ̹
ŞĴĪŅĜşňĪĜŘ̹ŞĴĜşŹ̛̹˾[ƀĴňşĩĴŵŀ˦̹ʆʎʋʆ˥̹ʋ˿˫

bŦ̹ ĩŵŦĜİĴş̹ ƀŅňŹ̹ İĴǬşňƀňŦş˦̹ �ĜŵƀĴŵ̹ ˾ʆʎʇʊ˿̹ İňŹĪƄŹŹĴŹ̹ ƀŅĴ̹ƙŦŵİ̹ Ųŵňşƀňşŀ̹ ĜŹ̹
ňƀŹ̝̹ŘňƀĴŵĜŘ̹ŞĴĜşňşŀ̹ŦĿ̹ŲŵĴŹŹňşŀ̹Ŧŵ̹ŹƀĜŞŲňşŀ˰̹ŅĴ̹ĪŘĜňŞĴİ̹ƀŅĴ̹ňşƘĴşƀňŦş̹ƙĜŹ̹
ňŘŘƄŹƀŵĜƀĴİ̹ĩƟ̹Ĝ̹ƘĴŵƟ̹ĴĜŵŘƟ̹ĴƞĴŞŲŘĜŵ˦̹şĜŞĴŘƟ˦̹ĜşĪňĴşƀ̹ŹĴĜŘŹ̹Ĝşİ̹WŦŞĜş̹ĩŵňĪŖ̹
ŹƀĜŞŲŹ˫̹)ŦƙĴƘĴŵ˦̹ŵĴŀĜŵİňşŀ̹ƀŅĴ̹ĜŘŲŅĜĩĴƀ˦̹Ųŵňşƀňşŀ̹ŵĴĿĴŵŹ̹ƀŦ̹ŞŦƘĜĩŘĴ̹ƀƟŲĴ˦̹
̚ƀŅĴ̹ňşƘĴşƀňŦş̹ƙŅňĪŅ̹ŞĜİĴ̹ŵĴŲŵŦİƄĪƀňŦş̹ŦĿ̹ĩŦŦŖŹ̹ŵĜŲňİ̛̹˾�ĜŵƀĴŵ˦̹ʆʎʇʊ˥̹ʆʅʆ˿˫

,ş̹ �ŅĜŲƀĴŵ̹ ,,˦̹ ƘĜŵňŦƄŹ̹ ňşĿŦŵŞĜƀňŦş̹ ĜĩŦƄƀ̹ Ųŵňşƀňşŀ̹ ňş̹ �ƄŵŦŲĴ̹ ňŹ̹
ŞĴşƀňŦşĴİ˦̹ŹŦ˦̹ ňş̹ƀŅňŹ̹ŲĜŵƀ˦̹ƘĜŵňŦƄŹ̹ŲŦňşƀŹ̹ĜŵĴ̹şĴĴİĴİ̹ƀŦ̹ĩĴ̹ƄşİĴŵŘňşĴİ̹
ŵĴŘĜƀĴİ̹ƀŦ̹Ĝ̹ƀŵĜİňƀňŦş̹ŦĿ̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ĜşĪňĴşƀ̹ŹĪŵňĩĴŹ˦̹ƙŅňĪŅ̹
ƙĴŵĴ̹ĜǣĴĪƀĴİ̹ĩƟ̹ƀŅňŹ̹ňşƘĴşƀňŦş˫̹�Ź̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˦̹ŅĜşİ̐ĪŦŲƟňşŀ̹ƙĜŹ̹
ƀŅĴ̹ ŦşŘƟ̹ƙĜƟ̹ ŦĿ̹ ŵĴĪŦŵİňşŀ̹ Ĝşİ̹ ŹŲŵĴĜİňşŀ̹ ƀŅĴ̹ ƀĴƞƀ˦̹ Ĝşİ̹ ŀŦƀŅňĪ̹ ĪƄŵŹňƘĴ̹
Ĝşİ̹ ŘĜƀĴŵ̹ ŅƄŞĜşňŹƀňĪ̹ ŹĪŵňŲƀŹ̹ƙĴŵĴ̹ ĴŞŲŘŦƟĴİ̹ ƀŦ̹ ŲĴŵĿŦŵŞ̹ ƀŅňŹ̹ ĿƄşĪƀňŦş̹
ŞŦŵĴ̹ ĴǤĪňĴşƀŘƟ̹ Ĝşİ̹ ŵĜŲňİŘƟ˫̹ )ŦƙĴƘĴŵ˦̹ ƙňƀŅ̹ ƀŅĴ̹ ňşƘĴşƀňŦş̹ ŦĿ̹ Ųŵňşƀňşŀ̹
ĿŵŦŞ̹ŞŦƘĴĜĩŘĴ̹ ƀƟŲĴŹ̹ ňş̹ ƀŅĴ̹ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹ ƀŅĴ̹ŹňƀƄĜƀňŦş̹ŹƀĜŵƀĴİ̹ ƀŦ̹
ĪŅĜşŀĴ̹ŹŘňŀŅƀŘƟ˫̹bŅĴ̹ňİĴĜ̹ŦĿ̹ƄƀňŘňƥňşŀ̹ƀŅĴ̹ňşƀĴŵĪŅĜşŀĴĜĩŘĴ̹ŘĴƀƀĴŵŹ˦̹ƙŅňĪŅ̹
ĪŦƄŘİ̹ ĩĴ̹ ŵĴƄŹĴİ̹ ŦƘĴŵ̹ Ĝşİ̹ ŦƘĴŵ̹ ĜŀĜňş̹ ňş̹ İňǣĴŵĴşƀ̹ ĪŦŞĩňşĜƀňŦşŹ˦̹ ƙĜŹ̹
œƄŹƀ̹ Ĝ̹ ŹňŞŲŘĴ̹ĩĴŀňşşňşŀ˰̹ŅŦƙĴƘĴŵ˦̹ Ĝƀ̹ ƀŅĴ̹ ŹĜŞĴ̹ ƀňŞĴ˦̹ ňƀ̹ƙĜŹ̹ĴƞƀŵĴŞĴŘƟ̹
ŘĜĩŦŵňŦƄŹ̹ ƀŦ̹ ŅĜşİ̐ĪĜŵƘĴ̹ ƀŅĴŹĴ̹ ƘĜŹƀ̹ şƄŞĩĴŵ̹ ŦĿ̹ ƄşňƀŹ̹ ƀŅĜƀ̹ ƙĴŵĴ̹ ĜŘŘ̹
ŵĴŴƄňŵĴİ̹ƀŦ̹ƄŹĴ̹ĿŦŵ̹ĜŘŘ̹ƀŅĴ̹ŲĜŀĴŹ̹ŦĿ̹ŹĴƀ̹ƀƟŲĴ˦̹ŵĴŴƄňŵĴİ̹ƀŦ̹Ųŵňşƀ̹Ĝ̹ƙŅŦŘĴ̹
ĩŦŦŖ̹Ĝƀ̹Ĝ̹ƀňŞĴ˰̹ŅŦƙĴƘĴŵ˦̹ƀŅĴ̹ƘĴŵƟ̹ǬŵŹƀ̹ŲŵňşƀĴİ̹ĩŦŦŖŹ̹ňş̹ƀŅĴ̹$ƄƀĴşĩĴŵŀ̹
ŲŵĴŹŹ̹ƙĴŵĴ̹ŅĜŵİŘƟ̹ĪŅĴĜŲ̹˾7ĜĪŖŹŦş˦̹ʆʎʍʆ˿˫

,ş̹ ƀŅĴ̹ĪŵĜİŘĴ̹ƟĴĜŵŹ̹ŦĿ̹Ųŵňşƀňşŀ̹ ňş̹�ƄŵŦŲĴ˦̹ ƀŅĴ̹ŲŵňşƀĴŵŹ̹ ŹƀŵňĪƀŘƟ̹ ĿŦŘŘŦƙĴİ̹
Ĝşİ̹ ňŞňƀĜƀĴİ̹ ƀŅĴ̹ ŅĜşİƙŵňƀƀĴş̹ ĩŦŦŖŹ̹ ĿŦŵ̹ ĿĜŞňŘňĜŵňƀƟ̹ ƀŅĜƀ̹ ŅĜİ̹ ĪŵƄĪňĜŘ̹
ňŞŲŦŵƀĜşĪĴ̹ ĩĴĪĜƄŹĴ̹ ňƀ̹ ƙĜŹ̹ ƀŅĴ̹ ĩĜŹňŹ̹ ŦĿ̹ ŘĴŀňĩňŘňƀƟ̹ Ĝşİ̹ ĜŘŹŦ̹ ŹňŀşňǬĪĜşƀ̹
ƀŦ̹ ƀŅĴ̹ ŲŦƀĴşƀňĜŘ̹ ĪƄŹƀŦŞĴŵŹ̹ ƙŅŦ̹ ŞňŀŅƀ̹ ŅĜƘĴ̹ İňǤĪƄŘƀƟ̹ ĜĪĪĴŲƀňşŀ̹ ƀŅĴ̹
şĴƙ̐ƀĜşŀŘĴİ̹ ƀĴĪŅşňŴƄĴ̹ ƀŅĜƀ̹ İĴƘĴŘŦŲĴİ˫̹ bŅĜƀ̹ ŞĴĜşŹ̹ ƀŅĴ̹ ĿŦŵŞĜŘ̹ ŀŦƀŅňĪ̹
ŅĜşİ̹ƙĜŹ̹ňŞňƀĜƀĴİ̹Ĝşİ̹ĪĜŹƀ̹ƀŦ̹Ųŵňşƀ̹ŲĜŀĴŹ̹ƀŅĜƀ̹ŵĴŞňşİ̹ƀŅĴ̹ŞĜşƄŹĪŵňŲƀ̹
ƙŵňƀƀĴş̹ĩƟ̹ƀŅĴ̹ŀŦƀŅňĪ̹ŅĜşİ˦̹ƙŅňĪŅ̹ĩĴĪĜŞĴ̹ƀŅĴ̹ǬŵŹƀ̹ŹĪŵňŲƀ̹ƀŅĜƀ̹ĪŦşƀňşƄĴİ̹
ĩƟ̹ňşƀŵŦİƄĪňşŀ̹Ųŵňşƀňşŀ̹Ĝşİ̹ŲŵňşƀĴŵ̝Ź̹ƀƟŲĴ̹ňş̹�ƄŵŦŲĴ̹ĜŹ̹Ĝ̹ŞŦİĴŘ̹ĿŦŵ̹ƀŅĴ̹
ǬŵŹƀ̹ŞĴĪŅĜşňĪĜŘŘƟ̹ ŲŵŦİƄĪĴİ̹ ŘĴƀƀĴŵŹ̹ ˾[ƀŵňĩŘĴƟ˦̹ ʆʎʍʋ˿˫̹ )ĴşĪĴ˦̹ ƀŅĴ̹ ĴĜŵŘňĴŹƀ̹
Ųŵňşƀňşŀ̹ ĴƞŲĴŵňĴşĪĴŹ̹ ňş̹ �ƄŵŦŲĴ̹ ƙĴŵĴ̹ ŞĴĜşƀ̹ ƀŦ̹ ƀŵĜşŹĿĴŵ̹ Ĝ̹ ŹĪŵňĩĴ̝Ź̹
İĴŹňŀş̹Ĝşİ̹ĜİĜŲƀ̹ ňƀ̹ƀŦ̹ƀŅĴ̹Ųŵňşƀňşŀ̹ƀĴĪŅşňĪ̹ŦĿ̹ƀŅĜƀ̹ƀňŞĴ˫̹�ŲĜŵƀ̹ĿŵŦŞ̹ĜŘŘ̹
ŲĴŵŹňŹƀĴşĪĴ̹ňş̹ƀŅĴ̹ƀŵĜİňƀňŦşĜŘ̹ĜİŅĴŵĴşĪĴ˦̹Ĝ̹ŹĪŵňĩĴ̹ƙĜŹ̹ƙĴŘŘ̹ĜƙĜŵĴ̹ƀŅĜƀ̹ƀŅĴ̹
ŹŦ̐ĪĜŘŘĴİ̹̚ňşŹƀŵƄŞĴşƀ̹ŦĿ̹ƀŅĴ̹�ĴƘňŘ̛̹˾�ŵŦŀňş˦̹ʆʎʍʅ˥̹ʉ˿̹ŞňŀŅƀ̹ĪĜƄŹĴ̹ŹĴƘĴŵĴ̹
ĪŦşŹĴŴƄĴşĪĴŹ̹ƀŦ̹ƀŅĴ̹ŹĪŵňĩĴ̝Ź̹ĴƞňŹƀĴşĪĴ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ƀŅĴŵĴ̹ƙĴŵĴ̹ŹŦŞĴ̹
ĜƀƀĴŞŲƀŹ̹Ĝƀ̹ƀŅňŹ̹ŹƀĜŀĴ̹ĜŹ̹Ĝ̹ŵĴĜĪƀňŦş̹ƀŦ̹ƀŅĴ̹ĴƞňŹƀĴşĪĴ̹ŦĿ̹Ĝ̹İĴƘňŘ̝Ź̹ňşƘĴşƀňŦş˫

�ŅĜŲŲĴŘŘ̹ Ĝşİ̹ �ŵňşŀŅƄŵŹƀ̹ ˾ʇʅʅʅ˿̹ ŲŦňşƀ̹ ƀŦ̹ ƀŅĴ̹ ƟĴĜŵ̹ ʆʋʈʌ˦ ̹ �şŀŘĜşİ˦̹ ƀŦ̹
ĴƞĴŞŲŘňĿƟ̹ƀŅĴ̹ĜƀƀĴŞŲƀŹ̹ňşƀĴşİĴİ̹ƀŦ̹ŲŵŦƘňİĴ̹ƀŅĴ̹İňŹŵƄŲƀňŦş̹ŦĿ̹Ųŵňşƀ̹ŹŅŦps 
Ĝşİ̹ ĿŦƄşİŵňĴŹ˫̹ �ş̹ ŦŲŲŦŹňƀňŦş̹ ĪĜŞĴ̹ ĜŘŞŦŹƀ̹ ĴşƀňŵĴŘƟ̹ ĿŵŦŞ̹ ƀŅĴ̹ ŦŵŀĜşňƥĴİ̹



ʆʎʆ

ŹĪŵňĩĴŹ̹Ĝşİ ň̹ŘŘƄŞňşĜƀŦŵŹ˫ ,̹ƀ ň̹Ź̹şŦƀ̹ŹƄŵŲŵňŹňşŀ̹ĩĴĪĜƄŹĴ̹ŦĿ̹ƀŅĴ̹ĜŹŹƄŞŲƀňŦş̹ƀŅĜƀ̹
Ųŵňşƀňşŀ̹ƀĴĪŅşŦŘŦŀƟ̹ňŹ̹Ĝ̹ƀŅŵĴĜƀ̹ƀŦ̹ƀŅĴňŵ̹ŞĴĜşŹ̹ŦĿ̹ ŘňƘĴŘňŅŦŦİ˫̹�̹ŹňŀşňǬĪĜşƀ̹
şƄŞĩĴŵ̹ ŦĿ̹ Ųŵňşƀ̹ ŹŅŦŲŹ̹ Ĝşİ̹ ĿŦƄşİŵňĴŹ̹ ŅĜİ̹ ĩĴĴş̹ ŘňŞňƀĴİ̹ ĩƟ̹ İĴĪŵĴĴ˫̹
�ŦşŹňİĴŵňşŀ̹ƀŅĴ̹ŞĜşƄŹĪŵňŲƀ̝Ź̹ĪŦşƀĴşƀ˦̹ŞŦŹƀ̹ŦĿ̹ƀŅĴ̹ĪŘĜŹŹňĪ̹Ŧŵ̹ĴĪĪŘĴŹňĜŹƀňĪĜŘ̹
ƙŵňƀňşŀŹ˦̹ňş̹$ŵĴĴŖ̹Ŧŵ̹;Ĝƀňş˦̹ĜŘŘ̹ŞĜİĴ̹ƀŅĴŞ̹ƄşĜĪĪĴŹŹňĩŘĴ˰̹ŦşŘƟ̹Ĝ̹ĿĴƙ̹ŹĪŅŦŘĜŵŹ̹
Ĝşİ̹ĪŅƄŵĪŅŞĴş̹ŅĜİ̹ƀŅĜƀ̹ŲŵňƘňŘĴŀĴ˫̹HşĪĴ̹ŲŵňşƀĴİ̹ĩŦŦŖŹ̹ŹƀĜŵƀĴİ̹ƀŦ̹ŹŲŵĴĜİ̹
Ĝşİ̹ĩĴĪĜŞĴ̹ĜĪĪĴŹŹňĩŘĴ̹ĪŦşƀŵĜŵƟ̹ƀŦ̹Ĝ̹ŞĜşƄŹĪŵňŲƀ˦̹ƀŅĴ̹ŦŲŲŦŹňƀňŦş̹ƀŦ̹ŲŵňşƀĴİ̹
ĩŦŦŖŹ̹ĩĴĪĜŞĴ̹ĪĴşŹŦŵŹŅňŲ˫̹�ĴƀƙĴĴş̹ƀŅĴ̹ƟĴĜŵŹ̹ʆʋʍʎ̹Ĝşİ̹ʆʋʎʉ˦̹TĜŵŘňĜŞĴşƀ̝Ź̹
�ĴĪŘĜŵĜƀňŦş̹ŦĿ̹WňŀŅƀŹ̹ƙĜŹ̹ňŹŹƄĴİ̹ĩĴĿŦŵĴ̹ƀŅĴ̹ŲŵŦĪŘĜŞĜƀňŦş̹ŦĿ̹rňŘŘňĜŞ̹Ĝşİ̹
AĜŵƟ̹ĜŹ̹9ňşŀ̹Ĝşİ̹VƄĴĴş̹)ŦƙĴƘĴŵ˦̹ĜĿƀĴŵ̹ƀŅĴ̹;ňĪĴşŹňşŀ̹�Īƀ̹ĴƞŲňŵĴİ̹ňş̹ʆʋʎʉ˦̹
ňƀ̹ƙĜŹ̹şŦƀ̹ŵĴşĴƙĴİ˦̹Ĝşİ̹ĪĴşŹŦŵŹŅňŲ̹ŦĿ̹ƀŅĴ̹ŲŵĴŹŹ̹ĴşİĴİ˫

,ş̹ŹƄĪŅ̹Ĝ̹ĪŘňŞĜƀĴ˦̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴ̹ŵĴŹƀŵňĪƀňƘĴ̹�şŀŘňŹŅ̹ŘĜƙŹ̹Ŧş̹
ŦƘĴŵŲŵňşƀňşŀ̹ƙĴŵĴ̹şŦƀ̹ƀŅĜƀ̹ĴǣĴĪƀňƘĴ˦̹ œƄŹƀ̹ ĿŦŵ̹ƀŅĴ̹ ňşŹƄǤĪňĴşƀ̹şƄŞĩĴŵ̹ŦĿ̹
ƀŅĴŹĴ̹ŲŵĴŹŹĴŹ̹ƙĴŵĴ̹ĜǣĴĪƀĴİ˫̹[ƀňŘŘ˦̹ňƀ̹ƙĜŹ̹ŲŦŹŹňĩŘĴ̹ƀŦ̹ŘŦŹĴ̹ĜŘŘ̹ƀŅĴ̹ĴŴƄňŲŞĴşƀ˦̹
ňŞŲŦŹĴ̹Ĝ̹ǬşĴ˦̹Ŧŵ̹ŵĴĪĴňƘĴ̹ňŞŲŵňŹŦşŞĴşƀ˦̹ƙŅňĪŅ̹ŹŦƄşİĴİ̹ŘňŖĴ̹Ĝ̹ŅňŀŅ̹ŵňŹŖ̹ŦĿ̹
İňŹĜŲŲŵŦƘĜŘ̹ĿŵŦŞ̹ƀŅĴ̹ŵŦƟĜŘ̹ŀŦƘĴŵşŦŵŹ˫̹,ş̹ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ƀŦ̹ĩĴ̹Ĝ̹ŲŵňşƀĴŵ̹ňŹ̹̚Ĝ̹
İĜşŀĴŵŦƄŹ̹ĪĜŘŘňşŀ˦̛ ̹ŵĴŀĜŵİĴİ̹ĜŹ̹Ĝ̹ƀŅŵĴĜƀ˰̹ƀŅĴ̹ĿŦŘŘŦƙňşŀ̹ŴƄŦƀĜƀňŦş̹ŲŦŵƀŵĜƟŹ̹
ƀŅňŹ̹ ňŹŹƄĴ˥̹ ̚bŅĴ̹ ŘŦŀňĪ̹ŦĿ̹ ƀŅĴ̹ŵƄŘňşŀ̹ŲŦňşƀ̹ŦĿ̹ƘňĴƙ̹ ňŹ̹ ŘƄĪňİŘƟ̹ĴƞŲŵĴŹŹĴİ̹ ňş̹
ƀŅĴ̹ʆʋʌʆ̹ŵĴŲŦŵƀ̹ŦĿ̹qňŵŀňşňĜ̝Ź̹ĪŦŘŦşňĜŘ̹ŀŦƘĴŵşŦŵ˦̹[ňŵ̹rňŘŘňĜŞ̹�ĴŵŖĴŘĴƟ˥̹�Ƅƀ̹,̹
ƀŅĜşŖ̹$Ŧİ̹ƙĴ̹ŅĜƘĴ̹şŦƀ̹ĿŵĴĴ̹ŹĪŅŦŦŘŹ̹şŦŵ̹Ųŵňşƀňşŀ˰̹Ĝşİ̹,̹ŅŦŲĴ̹ƙĴ̹ŹŅĜŘŘ̹şŦƀ̹
ŅĜƘĴ̹ ƀŅĴŹĴ̹ ƀŅŵĴĴ̹ŅƄşİŵĴİ̹ƟĴĜŵŹ˦̹ ĿŦŵ̹ ŘĴĜŵşňşŀ̹ŅĜŹ̹ĩŵŦƄŀŅƀ̹İňŹŦĩĴİňĴşĪĴ̹
Ĝşİ̹ŅĴŵĴŹƟ̹Ĝşİ̹ŹĴĪƀŹ̹ňşƀŦ̹ƀŅĴ̹ƙŦŵŘİ˦̹Ĝşİ̹Ųŵňşƀňşŀ̹ŅĜŹ̹İňƘƄŘŀĴİ̹ƀŅĴŞ̹Ĝşİ̹
ŘňĩĴŘŹ̹ĜŀĜňşŹƀ̹ƀŅĴ̹ŀŦƘĴŵşŞĴşƀ̛̹˾�ŅĜŲŲĴŘŘ̹Λ̹�ŵňşŀŅƄŵŹƀ˦̹ʇʅʅʅ˥̹ʆʊʋ˿˫

�ĴŹŲňƀĴ̹ ĜŘŘ̹ ƀŅĴŹĴ̹ ŹňƀƄĜƀňŦşŹ˦̹ ƀŅĴ̹ ŹňƞƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ̹ ŘĴĜİŹ̹ ĴşƀňŵĴŘƟ̹ şĴƙ̹
ŞĜŵŖĴƀŹ̹ƙňƀŅ̹ Ĝş̹ ĴƞŲĜşŹňŦş̹ ŦĿ̹ ŲŵŦİƄĪƀňŦşŹ˫̹ ,ƀ̹ƙĜŹ̹ ĜŘŹŦ̹ ƀŅĴ̹ ƀňŞĴ̹ ƀŅĜƀ̹
ƀŅĴŦŘŦŀňĪĜŘ̹ ŵĴĿŦŵŞĜƀňŦş̹ Ĝşİ̹ ňşƀĴŘŘĴĪƀƄĜŘ̹ ĜƙĜŖĴşňşŀ̹ ĩĴĪĜŞĴ̹ ƀŅĴ̹ ĪŦŵĴ̹
ŦĿ̹ƀŅĴŹĴ̹ĪŅĜşŀĴŹ˫̹rňƀŅ̹Ųŵňşƀňşŀ̹Ĝşİ̹ŘĜƀĴŵ̹ŘňƀŅŦŀŵĜŲŅƟ˦̹ĩŦŦŖ̹ŲŵŦİƄĪƀňŦş̹
ĩĴĪĜŞĴ̹ŲŦŲƄŘĜŵ̹ƙňƀŅ̹ŦŵşĜŞĴşƀŹ̹Ĝşİ̹ ňŘŘƄŹƀŵĜƀňŦşŹ˦̹ƙŅňŘĴ̹ ňƀ̹ĪĜƄŹĴİ̹ƀŅĴ̹
İňŹĜŲŲĴĜŵĜşĪĴ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹˾ŅĜşİƙŵňƀƀĴş̹ĜşĪňĴşƀ̹ŹƀƟŘĴ̹Ĝşİ̹ƀŵĜİňƀňŦş˿˫̹
#ňŵŹƀ˦̹ ƀŅĴŹĴ̹ ƀĴĪŅşŦŘŦŀňĴŹ̹ ŅĴŘŲĴİ̹ ƀŅĴ̹ İňŹŹĴŞňşĜƀňŦş̹ Ĝşİ̹ ĜİĜŲƀĜƀňŦş̹ ŦĿ̹
ĪĜŘŘňŀŵĜŲŅňĪ̹ ŖşŦƙŘĴİŀĴ˫̹�Ź̹ Ĝş̹ ĴƞĜŞŲŘĴ˦̹ ƘĜŵňŦƄŹ̹ ƀĴƞƀŹ̹ƙĴŵĴ̹ ŲƄĩŘňŹŅĴİ˦̹
ňşĪŘƄİňşŀ̹ƘĜŵňŦƄŹ̹ĴƞŲĴŵňĴşĪĴ̹Ĝşİ̹ƙŦŵŖŹ̹ŦĿ̹�ĜŹŴƄĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŹƄĪŅ̹ĜŹ̹
7ƄĜş̹İĴ̹,ĪňĜŵ̹ĜŵŦƄşİ̹ʆʊʊʅ̹˾;ŦĜňƥĜ˦̹qĜŘĴşĪňĜ̹Λ̹$ƄƀňĵŵŵĴƥ̹�ŵňĜŹ˦̹ʇʅʆʅ˿̹Ĝşİ̹
[ŲĜşňŹŅ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŹƄĪŅ̹ĜŹ̹�˫̹�ŹƀĴƘĜş̹wňŞĴşĴƥ̹˾ˬ̐ʆʌʍʎ̐ˬ˿̹ŲƄĩŘňŹŅĴİ̹Ĝ̹
ĩŦŦŖ̹ĴşƀňƀŘĴİ̹Arte de escribir: compuesto por D. Estevan Ximénez, siguiendo 
el metodo y buen gusto de D. Francisco Xavier de Santiago Palomaresʌ in 
ʆʌʍʎ˫̹bŅĴŹĴ̹ŲƄĩŘňŹŅĴİ̹ĩŦŦŖŹ̹ĜŵĴ̹ŹƀňŘŘ̹ƘĜŘňİ̹ƀŦİĜƟ̹ĜŹ̹Ĝ̹ƀĴŹƀňŞŦşƟ̹ŦĿ̹ƀŅĴ̹
ŹňƞƀĴĴşƀŅ̐ĪĴşƀƄŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĿŦŵ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ƙŅŦ̹ĜŵĴ̹
ƙňŘŘňşŀ̹ƀŦ̹ĴƞĜŞňşĴ˦̹ƄşİĴŵŹƀĜşİ̹Ĝşİ̹ĜŲŲŵĴŅĴşİ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŦĿ̹
ƀŅĜƀ̹ƀňŞĴ˫̹�Ź̹ŹĴĴş̹ňş̹�ŲŲĴşİňƞ̹�˦̹ƀŦİĜƟ̝Ź̹ĪĜŘŘňŀŵĜŲŅƟ̹ĪŦƄŵŹĴŹ̹ŹƀňŘŘ̹ŲŦňşƀ̹
Ĝƀ̹ƀŅĴŹĴ̹ƘĜŵňŦƄŹ̹ĩŦŦŖŹ̹ĜŹ̹Ĝ̹ŹŦƄŵĪĴ̹ƀŦ̹ĴƞĜŞňşĴ̹Ĝşİ̹ŲŵĜĪƀňĪĴ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹
�ƘĴş̹ƙňƀŅ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĜƀƀňƀƄİĴŹ˦̹ňƀ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ǬŵŹƀ̹ŹƀĴŲ̹ƀŦ̹ŀŦ̹
ĩĴƟŦşİ̹ƀŅĴ̹ƀŵĜİňƀňŦşĜŘ̹ĜŹŲĴĪƀ˫

,ƀ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ƀŅĜƀ̹ŦşĴ̹ŲĜŀĴ̹ĴƞƀŵĜĪƀĴİ̹ĿŵŦŞ̹ƀŅĴ̹ĩŦok Arte de escribir: 
compuesto por D. Estevan Ximénez, siguiendo el metodo y buen gusto de 

ʌ̹TĜŘŦŞĜŵĴŹ̹ ňŹ̹ĜŘŹŦ̹Ĝ̹ǬŀƄŵĴ̹ƀŅĜƀ̹[ŲĜşňŹŅ̹ƀƟŲŦŀŵĜŲŅĴŵŹ̹ŅĜƘĴ̹ĪŘĜňŞĴİ̹ ĿŦŵ̹ŞŦŵĴ̹ƀŅĜş̹ƀƙĴşƀƟ̹ƟĴĜŵŹ˫̹
�ĴĪĜƄŹĴ̹ ŅĴ̹ ƙĜŹ̹ ŹŖňŘŘĴİ̹ ňş̹ ŅĜşİŘňşŀ̹ ŲĴş̹ Ĝşİ̹ ňşŖ̹ ŹƀŵŦŖĴŹ̹ ŹňşĪĴ̹ ƀŅĴƟ̹ ŅĜİ̹ ƙŦŵŖĴİ̹ ĜŹ̹ ĜŵĪŅňƘňŹƀŹ˦̹
ŲĜŘĴŦŀŵĜŲŅĴŵŹ˦̹ ŲĴŵŹŦşĜŘ̹ Ŧŵ̹ ĪŅĜşĪĴŵƟ̹ ŹĴĪŵĴƀĜŵňĴŹ˦̹ ƙŵňƀĴŵŹ̹ ŦĿ̹ ŲŵňƘňŘĴŀĴŹ˦̹ Ŧŵ̹ ŲŵŦŦĿŵĴĜİĴŵŹ˫̹ BŦƀ̹ ŦşŘƟ̹
ƙŦƄŘİ̹ŅĴ̹ĩĴŘŦşŀ̹ƀŦ̹ƀŅĴ̹ŹŞĜŘŘ̹ŲĴŵĪĴşƀĜŀĴ̹ŦĿ̹ƀŅĴ̹ŲŦŲƄŘĜƀňŦş̹ŦĿ̹ƀŅĴ̹)ňŹŲĜşňĪ̹ŞŦşĜŵĪŅƟ̹ƙŅŦ̹ŖşĴƙ̹ŅŦƙ̹
ƀŦ̹ŵĴĜİ̹̹Ĝşİ̹ƙŵňƀĴ˦̹ĩƄƀ̹ŅĴ̹İňİ̹ŹŦ̹ƙňƀŅ̹ŹƄĪŅ̹ŞĜŹƀĴŵƟ̹ƀŅĜƀ̹ŅĴ̹ĪŦƄŘİ̹ĴĜŵş̹Ĝ̹ŘňƘňşŀ̹İŦňşŀ̹ňƀ̹˾�ĴŘŘŦ˦̹ʇʅʆʊ˿˫̹̹



ʆʎʇ

D. Francisco Xavier de Santiago Palomares,̹İĴŹĪŵňĩĴŹ̹ŲĴş̹ĪƄƀƀňşŀ̹˾#ňŀ˫̹ʋʊ˿̹
ňş̹ŦŵİĴŵ̹ƀŦ̹ƀĴĜĪŅ̹ƀŅĴ̹ƀĴĪŅşňŴƄĴ̹ƀŦ̹ŲŵĜĪƀňƀňŦşĴŵŹ̹ƙňƀŅ̹ňşŹƀŵƄĪƀňŦşŹ˫̹,ƀ̹ňŹ̹
ĜŘŹŦ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹wňŞĴşĴƥ̹ĪŦşŹňİĴŵĴİ̹ŹĪŵňŲƀ̹ŞŦŵĴ̹ƀŅĜş̹Ĝ̹ƘĴŅňĪŘĴ̹ƀŅĜƀ̹
ĪŦşƘĴƟŹ̹ŞŦŵĴ̹ƀŅĜş̹ŲĜŹƀ̹ƙŦŵİŹ̹˾�ĜŵƄŹŦ˦̹ʇʅʆʎ˿˫

Fig. 65. Pen cutting operation 
page of Arte de escribir: 
composed by D. Estevan 
Ximénez, following the method 
and good taste of D. Francisco 
Xavier de Santiago Palomares, 
Source: Santiago Palomares & 
Ximénez, (1789: np.).

,ş̹ ŅňŹ̹ ĩŦŦŖ˦̹ ňƀ̹ ĪĜş̹ ĜŘŹŦ̹ ĩĴ̹ ŦĩŹĴŵƘĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ ĪƄŵŹňƘĴ̹ ŹĪŵňŲƀ̹ ĿŦŵŞŹ̹ ĜŵĴ̹
ƀĜƄŀŅƀ˦̹ŲŵŦĩĜĩŘƟ̹ƙňƀŅ̹ƀŅĴ̹ŲŦŲƄŘĜŵňƥĜƀňŦş̹ŦĿ̹ƙŵňƀňşŀ˦̹Ĝşİ̹ƀŅĴ̹İĴƘĴŘŦŲŞĴşƀ̹
ŦĿ̹ƀŅňŹ̹ƀƟŲĴ̹ňş̹Ĝ̹ŞŦŵĴ̹ŹƀŵĜňŀŅƀĿŦŵƙĜŵİ̹ĿŦŵŞ̹ŞĜİĴ̹ňƀ̹ŴƄňĪŖŘƟ̹ŹŖňŘŘĴİ̹ƙňƀŅ̹
ŘňƀƀŘĴ̹ƀŵĜňşňşŀ˫̹)ĴşĪĴ˦̹ňƀ̹ĪŦƄŘİ̹ĩĴ̹ƄŹĴİ̹ňş̹ŹĪŅŦŦŘŹ̹ĿŦŵ̹ĪŦŞŞƄşňĪĜƀňŦş̹Ĝşİ̹
ŘĴĜŵşňşŀ˦̹ ƙŅňĪŅ̹ ƙŦƄŘİ̹ ĜǣĴĪƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦş̹ Ĝşİ̹ ŦƀŅĴŵ̹ ĜşĪňĴşƀ̹
ŹĪŵňŲƀŹ̹ƀŦ̹İĴĪŘňşĴ̹˾;ŦĜňƥĜ˦̹qĜŘĴşĪňĜ˦̹Λ̹$ƄƀňĵŵŵĴƥ˦̹ʇʅʆʅ˿˫

�ŲĜŵƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ ĜŲŲĜŵĴşƀ̹ ĜİƘĜşƀĜŀĴŹ̹ ŦĿ̹ Ųŵňşƀňşŀ˦̹ ňƀ̹ƙĜŹ̹ ŹŲĴŘŘĴİ̹ ĜŹ̹ Ĝ̹
İňŹĜŹƀĴŵ̹ ĿŦŵ̹ ĜşĪňĴşƀ̹ ŹĪŵňĩĴŹ˫̹ [ŦŞĴ̹ ĪŦşƀňşƄĴİ̹ ƀŦ̹ ĴƞĴĪƄƀĴ̹ ƀŅĴňŵ̹ ŹŖňŘŘŹ̹
ĩĴĪĜƄŹĴ̹ ƀŅĴ̹ŲŵňşĪňŲĜŘ̹ ĪŘňĴşƀŹ̹ŦĿ̹ ŹĪŵňĩĴŹ̹Ĝşİ̹ ňŘŘƄŞňşĜƀŦŵŹ̹ƙĴŵĴ̹ŲŵňƘĜƀĴ̹
ŲĜƀŵŦşŹ˦̹ ƙŅŦ̹ ĪŦŘŘĴĪƀĴİ̹ ƀŅĴňŵ̹ ƙŦŵŖŹ̹ ĜŹ̹ Ĝ̹ Źňŀş̹ ŦĿ̹ ƙĴĜŘƀŅ̹ ĜŹ̹ ŞƄĪŅ̹ ĿŦŵ̹
ƀŅĴňŵ̹ ĜŵƀňŹƀňĪ̹ ĪŦşƀĴşƀ˫̹)ĴşĪĴ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ŹĜňİ̹ ƀŅĜƀ̹ ƀŅĴŵĴ̹ƙĜŹ̹ ŹƀňŘŘ̹ƙŦŵŖ̹
ĿŦŵ̹ ňŘŘƄŞňşĜƀŦŵŹ̹ ƀŦ̹ İĴĪŦŵĜƀĴ̹ Ĝşİ̹ ǬşňŹŅ̹ ƀŅĴ̹ ŲŵňşƀĴİ̹ ŲĜŀĴŹ̹ ˾7ĜĪŖŹŦş˦̹
ʆʎʍʆ˿̹ ŞĜşƄĜŘŘƟ˫̹ AŦŵĴŦƘĴŵ˦̹ ƀŦ̹ ŹŦŞĴ̹ ĴƞƀĴşƀ˦̹ ňƀ̹ ƙĜŹ̹ ŹƀňŘŘ̹ şĴĪĴŹŹĜŵƟ̹ ĿŦŵ̹
ŞĜşƄŹĪŵňŲƀŹ̹Ĝşİ̹İŦĪƄŞĴşƀŹ̹ƀŅĜƀ̹İĴŞĜşİĴİ̹ƙňİĴ̹İňŹƀŵňĩƄƀňŦş̹˾�ŘĜƟƀŦş˦̹
ʇʅʆʈ˿˰̹ĜĿƀĴŵ̹ĜŘŘ˦̹ŹĪŵňĩĴŹ̹ŲŘĜƟĴİ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ŵŦŘĴ̹ňş̹İňŹŹĴŞňşĜƀňşŀ̹ƙŵňƀňşŀ̹
ňş̹ŦǤĪňĜŘ̹ĪŦŞŞƄşňĪĜƀňŦşŹ̹Ĝşİ̹ĪŦŲƟňşŀ̹ĪŘĜŹŹňĪ̹ĩŦŦŖŹ˫̹

,ƀ̹ ňŹ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ƙňƀŅ̹ ƀŅĴ̹ Ųŵňşƀňşŀ̹ ŲŵĴŹŹ˦̹ ƀŅĴ̹ ŲŵĜĪƀňĪĜŘ̹ ĪŦşŹƀŵĜňşƀŹ̹ Ŧş̹
ƙĴŹƀĴŵş̹ŹĪŵňĩĴŹ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙĴŵĴ̹ŵĴŞŦƘĴİ˦̹ŀňƘňşŀ̹Ĝ̹ŹŦŵƀ̹ŦĿ̹ĿŵĴĴİŦŞ̹ƀŦ̹
ƀŅĴ̹ŹĪŵňĩĴ̹ƀŦ̹ĜŹŹĴŹŹ̹Ĝşİ̹ĴƞĴĪƄƀĴ̹ŅňŹ̹ŹŖňŘŘ̹İňǣĴŵĴşƀŘƟ˫̹�ƀ̹ŘĴĜŹƀ˦̹ƀŅĴ̹ŲŵňŞĜŵƟ̹
ĪŦşĪĴŵş˦̹ƀňŞĴ̹Ĝşİ̹ŹŲĴĴİ˦̹ĩĴĪĜŞĴ̹ŦƄƀ̹ŦĿ̹ƀŅĴ̹ĜŀĴşİĜ̹ĿŦŵ̹ƀŅĴ̹ŹĪŵňĩĴ˫̹�ĴĪĜƄŹĴ̹
ƀŅĴ̹Ųŵňşƀňşŀ̹ŲŵĴŹŹ̹ƙĜŹ̹ƀĜŖňşŀ̹ĪĜŵĴ̹ŦĿ̹ňƀ̹ĿŦŵ̹ƀŅĴŞ˦̹ƀŅĴ̹ŹĪŵňĩĴ̹ŅĜİ̹ƀŦ̹Ǭşİ̹Ĝ̹
ƙĜƟ̹ƀŦ̹ĪŦŞŲĴƀĴ˫̹�ƘňİĴşƀŘƟ˦̹ŅĴ̹ĪŦƄŘİ̹şŦƀ̹ĪŦşƀňşƄĴ̹ƀŦ̹ŅňŹ̹İƄƀƟ̹ĜŹ̹ŅĴ̹ƄŹĴİ̹ƀŦ̹



ʆʎʈ

ĩĴĿŦŵĴ˦̹ƙŅňĪŅ̹ŦĩŘňŀĴİ̹ŅňŞ̹ƀŦ̹ŘĴĜŵş̹ƀŦ̹ĜİĜŲƀ̹ƀŦ̹ƀŅňŹ̹ƀĴĪŅşŦŘŦŀƟ˦̹Ĝşİ̹ŅĴ̹ĪŦƄŘİ̹
ŹƀĴŲ̹ňş̹ŹŦŞĴŅŦƙ̹ƙŅĴŵĴ̹ŅƄŞĜş̹ŵĴŹŦƄŵĪĴŹ̹ƙĴŵĴ̹şĴĴİĴİ˫̹

bŅĴ̹ ŦƀŅĴŵ̹ ĪŦşĪĴŵş̹ ƙĜŹ̹ ƀŅĴ̹ ĿƄşĪƀňŦşĜŘňƀƟ̹ ŦĿ̹ ƀŅĴ̹ ƙŵňƀƀĴş̹ ƀĴƞƀ̹ Ĝşİ̹ ƀŅĴ̹
ĪĜŲĜĪňƀƟ̹ ŦĿ̹ ƀŅĴ̹ ŹĪŵňĩĴ̹ ƀŦ̹ ĿƄŘǬŘŘ̹ ƀŅĴ̹ şĴĴİŹ̹ ƙňƀŅ̹ ŘĴŀňĩŘĴ̹ ƙĴŘŘ̐ĪŦşŹƀŵƄĪƀĴİ̹
ŘĴƀƀĴŵĿŦŵŞŹ̹ ŦĿ̹ ƀŅĴ̹ ĴŵĜ˫̹ bŅĴŵĴ̹ƙĴŵĴ̹ ĜŘŹŦ̹ şŦ̹ ňŹŹƄĴŹ̹ ĜşƟŞŦŵĴ̹ ƀŦ̹ ĪŦşŹňİĴŵ˦̹
ŲŵňŞĜŵňŘƟ̹ƙňƀŅ̹Ųŵňşƀňşŀ̹ƀĴĪŅşŦŘŦŀƟ˫̹�ĴĪĜƄŹĴ̹ňƀ̹ŹƀĜŵƀĴİ̹ƙňƀŅ̹ƀŅĴ̹ĩŘĜĪŖ̹ŘĴƀƀĴŵ̹
Ĝşİ̹ ƀŅĴş̹ ĴƘŦŘƘĴİ̹ ňşƀŦ̹ Ĝ̹ ŅƄŞĜşňŹƀ̹ ŅĜşİ˦̹ƙŅňĪŅ̹ ĩĴĪĜŞĴ̹ ŅňŀŅŘƟ̹ ĴǣĴĪƀňƘĴ̹
Ĝşİ̹ƙĜŹ̹ŵĴŹŲŦşŹňƘĴ̹ƀŦ̹ƀŅĴ̹şĴĴİŹ̹ŦĿ̹ƀŅĴ̹ĩŦŦŖ̹ŅĜşİ˰̹ĿŦŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹Ĝ̹ŹĪŵňĩĴ̹
ŞňŀŅƀ̹ĿĴĴŘ̹ŞŦŵĴ̹ŹŲĜĪĴ̹Ĝşİ̹ŦŲŲŦŵƀƄşňƀƟ̹ƀŦ̹İňŹĪŦƘĴŵ̹ƀŅĴ̹ŲŦƀĴşƀňĜŘ̹ŦĿ̹ƙĴŹƀĴŵş̹
ŹĪŵňŲƀ̹ŹƀƟŘĴŹ̹Ĝşİ̹ƀĴĪŅşňŴƄĴŹ̹ƀŦ̹ŦĩŹĴŵƘĴ̹Ĝşİ̹ĜŲŲŵĴĪňĜƀĴ˫̹bŅňŹ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹
Ĝ̹şĴƙ̹ŲŅĜŹĴ̹ňş̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ˫

)ĴşĪĴ˦̹ ňş̹ ŵĴŹŲĴĪƀ̹ ŦĿ̹ Ųŵňşƀňşŀ̹ ƀĴĪŅşŦŘŦŀƟ˦̹AňşĴŵ̹ ˾ʆʎʋʊ˿̹ ŵŦƄŀŅŘƟ̹ İňƘňİĴŹ̹
rĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŅňŹƀŦŵƟ̹ ňşƀŦ̹ ƀŅŵĴĴ̐ŲŅĜŹĴ˫̹ bŅĴ̹ ǬŵŹƀ̹ ŦşĴ̹ ĪŦƘĴŵŹ̹ ƀŅĴ̹
ǬŵŹƀ̹ĪĴşƀƄŵƟ̹��̹ƀŦ̹ƀŅĴ̹ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹ƄşƀňŘ̹ƀŅĴ̹Ųŵňşƀňşŀ̹ŲŵĴŹŹ̹ƙŅĴş̹
ƀŅĴ̹ ŹƀŦŵƟ̹ ŦĿ̹ ƀŅĴ̹ ĿŦŵŞĜŘ̹ ŅĜşİŹ̹ ĴŞĴŵŀĴİ̹ ĿŦŵ̹ ƀŅĴ̹ ĩŦŦŖ̹ ŲŵŦİƄĪƀňŦşŹ˫̹ bŅĴ̹
ŹĴĪŦşİ̹ ŲŅĜŹĴ̹ ĪŦƘĴŵŹ̹ ƀŅĴ̹ ŲĴŵňŦİ̹ ĜĿƀĴŵ̹ ƀŅĴ̹ Ųŵňşƀňşŀ̹ ŲŵĴŹŹ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹
ĩĴƀƙĴĴş̹ƀŅĴ̹ŹňƞƀĴĴşƀŅ̹Ĝşİ̹ĴňŀŅƀĴĴşƀŅ̹ĪĴşƀƄŵňĴŹ˦̹ƙŅĴş̹ňƀ̹ƙĜŹ̹ƙňƀşĴŹŹĴİ̹
ƀŅĴ̹İĴƘĴŘŦŲŞĴşƀ̹ŦĿ̹Ĝ̹ǬşĴ̹Ĝşİ̹ĴŘĴŀĜşƀ̹ŹĪŵňŲƀ̹ƄŹĴİ̹ĿŦŵ̹ƀŅĴ̹ŦǤĪňĜŘ̹ŲƄŵŲŦŹĴŹ̹
ŦĿ̹ƀŅĴ̹ĪŅĜşĪĴŵňĴŹ̹Ĝşİ̹ŦǤĪĴŹ̹ŦĿ̹ŀŦƘĴŵşŞĴşƀ̹Ĝşİ̹ƀŅĴ̹ŅĜşİƙŵňƀňşŀ̹ŦĿ̹ƀŅĴ̹
ĴİƄĪĜƀĴİ̹ŀĴşƀŘĴŞĜş˦̹ ƀŅĴ̹ ňşƀĴŘŘĴĪƀƄĜŘ˦̹ Ĝşİ̹ ƀŅĴ̹AĴŵĪŅĜşƀ˫̹bŅĜƀ̹ŞĴĜşŹ̹ ňƀ̹
ƙĜŹ̹ƀŅĴ̹ŲĴŵňŦİ̹ŦĿ̹ƙŵňƀňşŀ̹ŞĜŹƀĴŵŹ̹ŹƀňŘŘ̹ŅĜİ̹ĩĴĴş̹ŲŵĜĪƀňĪĴİ̹ƀŦ̹ĪŦŲƟ̐ĩŦŦŖ̹
ƀŦ̹ ŲƄĩŘňŹŅ˫̹ bŅĴ̹ ŘĜŹƀ̹ ŲĴŵňŦİ̹ ĪŦƘĴŵŹ̹ ƀŅĴ̹ ƀňŞĴ̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ şňşĴƀĴĴşƀŅ̹
ĪĴşƀƄŵƟ̹ƀŦ̹ʆʎʋʊ̹˾ƀŅĴ̹ƟĴĜŵ̹ƀŅĜƀ̹AňşĴŵ̝Ź̹ĩŦŦŖ̹ƙĜŹ̹ŲƄĩŘňŹŅĴİ˿̹ƙŅĴş̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ƙĜŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ŵĴƘňƘĴİ̹Ĝşİ̹ŹƀĜŵƀĴİ̹ƀŦ̹ŲŵĜĪƀňĪĴ̹ĜŹ̹Ĝŵƀ̹ňƀŹĴŘĿ˫̹
bŅĜƀ̹ŞĴĜşŹ˦̹Ĝƀ̹ƀŅĴ̹ƀňŞĴ̹ŦĿ̹ƀŅĴ̹ŘĜŹƀ̹ŲŅĜŹĴ˦̹ƙňƀŅ̹ƀŅĴ̹ŵĴƘňƘĜŘ̹ŦĿ̹ƀŅĴ̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝƀ̹ ƀŅĴ̹ Ĵşİ̹ ŦĿ̹ ƀŅĴ̹ şňşĴƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ̹ Ĝşİ̹ ƀŅĴ̹ ƀƙĴşƀňĴƀŅ̹
ĪĴşƀƄŵƟ˦̹ƀŅĴ̹İĴǬşňƀňŦş̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹̚ĩĴĜƄƀňĿƄŘ̹ŅĜşİƙŵňƀňşŀ̛̹ŲŵŦĩĜĩŘƟ̹
ŹƀĜŵƀĴİ̹ ƀŦ̹ ĩĴ̹ İňŹĪƄŹŹĴİ̹ Ĝşİ̹ ƀŅŦƄŀŅƀ̹ ƀŦ̹ ĩĴ̹ ĴƞĪŘƄİĴİ̹ ĿŵŦŞ̹ŞŦŹƀ̹ ŦĿ̹ ƀŅĴ̹
ŲŵĜĪƀňĪĴŹ̹ŦĿ̹ƀŅĴ̹şňşĴƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹˾AňşĴŵ˦̹ʆʎʋʊ˿˫

,ş̹ ƀŅĴ̹ ĿŦŘŘŦƙňşŀ̹ ŲĜŀĴŹ˦̹ ƀŅĴ̹ ŹŦ̐ĪĜŘŘĴİ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŵĴƘňƘĜŘ̹ ƙňŘŘ̹ ĩĴ̹
ŞĴşƀňŦşĴİ̹ ƀŦ̹ ĿŵĜŞĴ̹ ƀŅĴ̹ ŹňƀƄĜƀňŦş̹ ƄşİĴŵŘňşĴİ̹ ĜĩŦƘĴ˫̹ )ĴşĪĴ˦̹ ňƀ̹ ƙňŘŘ̹
ŀňƘĴ̹Ĝ̹ĪŅĜşĪĴ̹ƀŦ̹İňŹĪƄŹŹ̹ƀŅĴ̹ƄşİĴŵŹƀĜşİňşŀ̹Ĝşİ̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĴŹŲĴĪňĜŘŘƟ̹ ňş̹ ƀŅĴ̹ ƀƙĴşƀňĴƀŅ̹ ĪĴşƀƄŵƟ˦̹ ŹŦ̐ĪĜŘŘĴİ̹ ŞŦİĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ˫̹,ƀ̹ƙňŘŘ̹ĜŘŹŦ̹ŘŦĪĜƀĴ̹ƀŅĴ̹ŹňƀƄĜƀňŦş̹ƙŅĴş̹ƀŅĴ̹�ƄŵŦŲĴĜş̹Ĝŵƀ̹ƙŦŵŘİ̹
ĴşƀĴŵĴİ̹ƀŅĴ̹ŲĴŵňŦİŹ̹ŦĿ̹ŞŦİĴŵş̹ŞŦƘĴŞĴşƀŹ̹ƀŅĜƀ̹ŲŵŦĿŦƄşİŘƟ̹ĜǣĴĪƀĴİ̹ƀŅĴ̹
ĴŵĜ˫̹rŅĜƀ̹ƙĜŹ̹ ƀŅĴ̹ ŹňƀƄĜƀňŦş̹ ŦĿ̹ ŹŦ̐ĪĜŘŘĴİ̹ƙĴŹƀĴŵş̹ŞŦİĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ňş̹ ƀŅĴ̹ ŘĜŹƀ̹ŲĴŵňŦİ̹ŦĿ̹ ƀŅĴ̹şňşĴƀĴĴşƀŅ˦̹ ĩƄƀ̹ŲĜŵƀňĪƄŘĜŵŘƟ̹ ňş̹ ƀŅĴ̹ ƀƙĴşƀňĴƀŅ̹
ĪĴşƀƄŵƟ˦̹ ƙňŘŘ̹ ĩĴ̹ ƄşİĴŵŹƀŦŦİ̹ ĩƟ̹ ŞĴşƀňŦşňşŀ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŵĴƘňƘĜŘ˰̹
ĿƄŵƀŅĴŵŞŦŵĴ˦̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ TŦŖŵĜŹ̹ ;ĜŞŲĜŹ˦̹
ŞĴşƀňŦşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,˦̹ ňŹ̹ ĪĜŘŘĴİ̹ ŅňŞŹĴŘĿ̹ Ĝ̹ ŞŦİĴŵş̹ ĪĜŘŘňŀŵĜŲŅĴŵ˫̹
)ňŹ̹ ĪŦşĪĴŲƀ̹ Ĝşİ̹ ƄşİĴŵŹƀĜşİňşŀ̹ ŦĿ̹rĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙňƀŅ̹ ƘĜŵňŦƄŹ̹
ĿĴĜƀƄŵĴŹ̹ƙňŘŘ̹ ĩĴ̹ ĴƞĜŞňşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹q,˰̹ ŅŦƙĴƘĴŵ˦̹ ĩĴĿŦŵĴ̹ İŦňşŀ̹ ƀŅĜƀ˦̹
ŞĴşƀňŦşňşŀ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŵĴƘňƘĜŘ̹ƙňŘŘ̹ŲŵŦƘňİĴ̹ŹňŀşňǬĪĜşƀ̹ňşĿŦŵŞĜƀňŦş̹
ƀŦ̹ŘŦĪĜƀĴ̹Ĝşİ̹ĿŵĜŞĴ̹ŅňŹ̹ĜƀƀňƀƄİĴ̹ĜŹ̹Ĝ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵ˫

3.7. Calligraphic revival

With inİƄŹƀŵňĜŘňƥĜƀňŦş˦̹ ƀŅĴ̹ Ųŵňşƀňşŀ̹ŞĴƀŅŦİŹ̹ƙĴŵĴ̹ ňŞŲŵŦƘĴİ˰̹ ƀŅƄŹ˦̹ ƀŅĴ̹
şňşĴƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ĩĜŵŵĴş̹ňş̹ƀĴŵŞŹ̹ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹
ŹƀƟŘĴŹ˰̹ŅŦƙĴƘĴŵ˦̹ƀŅĴ̹ƀƙĴşƀňĴƀŅ̹ĪĴşƀƄŵƟ̹ƙňƀşĴŹŹĴİ̹ƀŅĴ̹ŵĴƘňƘĜŘŹ̹ŦĿ̹ƘĜŵňŦƄŹ̹



ʆʎʉ

ĜşĪňĴşƀ̹ŹƀƟŘĴŹ̹ƙňƀŅ̹ŅňŹƀŦŵňĪĜŘ̹ŵŦŦƀŹ̹Ĝşİ̹ŵĴİĴŹňŀşňşŀ̹ŦĿ̹Ĝ̹ƀƟŲĴĿĜĪĴ̹ĩĜŹĴİ̹
Ŧş̹ƀŅĴŞ˫̹bŅĜƀ̹ŅĜŲŲĴşŹ̹ŲŵňşĪňŲĜŘŘƟ̹ňş̹�ŵňƀĜňş̹Ĝşİ̹$ĴŵŞĜşƟ˦̹ƙňƀŅ̹ƀŅĴ̹ĴǣĴĪƀ̹
ŦĿ̹Ųŵňşƀňşŀ̹ƀĴĪŅşŦŘŦŀƟ˫̹)ĴşĪĴ˦̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŵĴƘňƘĜŘŹ̹ŵĴĿĴŵ̹ƀŦ̹ŵĴƀƄŵşňşŀ̹ƀŅĴ̹
ŹƀƄİƟňşŀ̹ŦĿ̹ƀŅňŹ̹ĪŵĜĿƀ̝Ź̹ŅňŹƀŦŵňĪĜŘ̹İĴƘĴŘŦŲŞĴşƀŹ̹ňş̹ƙŵňƀňşŀ˦̹ĜşĪňĴşƀ̹ŹƀƟŘĴŹ˦̹
Ĝşİ̹ƀŵĜİňƀňŦşĜŘ̹ƀŦŦŘŹ̹Ĝşİ̹ŞĜƀĴŵňĜŘŹ˫̹

�ƘĴş̹ ƀŅĴ̹ İňŹĪňŲŘňşĴ̹ ŦĿ̹ ŞĜşƄĜŘ̹ ƙŵňƀňşŀ̹ Ĝşİ̹ Ųŵňşƀňşŀ̹ ŹĴŲĜŵĜƀĴİ̹ ĴĜĪŅ̹
ŦƀŅĴŵ̹ ƙňƀŅ̹ ƀŅĴ̹ ŵĜŲňİ̹ ňşİƄŹƀŵňĜŘ̹ ŲŵŦŀŵĴŹŹ˦̹ ƀŅĴ̹ ňşƀĴŵĴŹƀ̹ ňş̹ ƀŅĴ̹ ǬşĴŹƀ̹
ĜşĪňĴşƀ̹ŹĪŵňŲƀŹ̹ƙĜŹ̹ŵĴşĴƙĴİ˦̹ƙŅňĪŅ̹ ŘĴİ̹ƀŦ̹Ĝ̹ĪŘŦŹĴŵ̹ ŘŦŦŖ̹ŦşĪĴ̹ĜŀĜňş̹Ĝƀ̹
ƀŅĴ̹ƀŵĜİňƀňŦş˫̹rňƀŅ̹ƀŅĴ̹ŵĴşĴƙňşŀ̹ŦĿ̹ ƀŅňŹ̹ ňşĿŦŵŞĜƀňŦşŹ˦̹ŦşĪĴ̹ĜŀĜňş˦̹ ƀŅĴ̹
ŹƀĜşİĜŵİŹ̹ ŦĿ̹ ŘĴŀňĩňŘňƀƟ̹ Ĝşİ̹ ƘňŹƄĜŘ̹ ŲŵĴŹĴşƀĜƀňŦş̹ ŦĿ̹ ŘĴƀƀĴŵŹ̹ ĩĴĪĜŞĴ̹ Ĝ̹
ƀŦŲňĪ̹ƀŅĜƀ̹ŞŦİĴŵş̹ĴƟĴŹ̹ŹƀĜŵƀĴİ̹ƀŦ̹ ňşƘĴŹƀňŀĜƀĴ̹ ňş̹ŹĴĜŵĪŅ̹ŦĿ̹ƀŅĴ̹İĴŹňŵĴİ̹
ĪŦŞĩňşĜƀňŦş̹ŦĿ̹ĿŦŵŞ̹Ĝşİ̹ĿƄşĪƀňŦş˦̹ƙŅňĪŅ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ƀŅĴ̹ĴŹŹĴşĪĴ̹ŦĿ̹
ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŹŖňŘŘ̹ŦĿ̹ƀŅĴ̹ƀƙĴşƀňĴƀŅ̹ĪĴşƀƄŵƟ˫

,ƀ̹ ƙĜŹ̹ ƀŅĴ̹ ƀňŞĴ̹ ƀŅĜƀ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ňşƀĴŵĴŹƀĴİ̹ ňş̹ ŵĴƘňƘňşŀ̹ ƘĜŵňŦƄŹ̹
ĜşĪňĴşƀ̹ ŹƀƟŘĴŹ̹ ĜŘŹŦ̹ ĩĴĪĜŞĴ̹ ƀŅĴ̹ İĴŹňŀşĴŵŹ̹ ƀŅĜƀ̹ ĪŵĴĜƀĴİ̹ ƙňİĴŘƟ̹ ƄŹĴİ̹
ƀƟŲĴĿĜĪĴŹ˫̹ bŅĴňŵ̹ ƙŦŵŖŹ̹ ƙĴŵĴ̹ ĪĜŘŘĴİ̹ ŞŦİĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƙŅňĪŅ̹ ƙĜŹ̹
ĩĜŹĴİ̹Ŧş̹ƀŵĜİňƀňŦşĜŘ̹ŹƀƟŘĴŹ̹ƙňƀŅ̹ƀŅĴ̹ŲŵŦŞňŹĴ̹ŦĿ̹ŵĴƙŦŵŖňşŀ̹ŹƄĪŅ̹ĿŦŵŞŹ̹
ƙňƀŅ̹Ĝ̹İňǣĴŵĴşƀ̹ǭĜƘŦŵ̹ŦĿ̹ ňƀŹ̹Ŧƙş̹ ƀňŞĴ˫̹bŅĴ̹ŲŦƀĴşƀňĜŘ̹ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹
ŵĴİňŹĪŦƘĴŵĴİ̹Ĝşİ̹ŵĴĴƞĜŞňşĴİ̹ƙňƀŅŦƄƀ̹ŵĴŹƀŵňĪƀňŦşŹ̹Ŧş̹ŞƄşİĜşĴ̹ĜŹŲĴĪƀŹ̹
ŦĿ̹ĪŦŲƟňşŀ̹Ĝşİ̹ŵĴĪŦŵİňşŀ˫̹)ĴşĪĴ˦̹ĪĜŘŘňŀŵĜŲŅƟ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹
ŹŦŞĴƀŅňşŀ̹ƀŅĜƀ̹ŦǣĴŵŹ̹Ĝ̹ƙĴĜŘƀŅƟ̹ŹŦƄŵĪĴ̹ƀŦ̹ŘĴĜŵş̹ƀŅĴ̹ĪŵĜĿƀ˦̹İĴƘĴŘŦŲ̹Ĝ̹ŅňŀŅ̹
İĴŀŵĴĴ̹ŦĿ̹ŹŖňŘŘ̹Ĝşİ̹ĪŵĴĜƀĴ̹˾[ƀŵňĩŘĴƟ˦̹ʆʎʍʋ˿˫̹

�ŘĜƟƀŦş̹˾ʇʅʆʈ˿̹ŲĜƟŹ̹ĜƀƀĴşƀňŦş̹ƀŦ̹ŲŅŦƀŦŀŵĜŲŅƟ̹ƙŅňĪŅ̹ŞĜİĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹
ŵĴƘňƘĜŘ̹ŲŦŹŹňĩŘĴ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ĜŘŘňĜşĪĴ̹ĩĴƀƙĴĴş̹ƀŅĴŞ˰̹ĜŘŹŦ˦̹ŵĴĜĪŅňşŀ̹ƀŅĴ̹
ŦŵňŀňşĜŘ̹ƙŦŵŖŹ̹ĩĴĪĜŞĴ̹ĴĜŹňĴŵ˦̹Ĝƀ̹ŘĴĜŹƀ̹ƙňİĴŘƟ̹ĜĪĪĴŹŹňĩŘĴ̹ŦĿ̹ƀŅĴňŵ̹ŲňĪƀƄŵĴŹ̹
ĿŦŵ̹ĜĪĪƄŵĜƀĴ̹ĪŦŞŲĜŵňŹŦş̹Ĝşİ̹ŹƀƄİƟ˫̹AŦŵĴŦƘĴŵ˦̹ƀŅĴ̹ŲŅŦƀŦĪŦŲňĴŵŹ̹ĩĴĪĜŞĴ̹
ƙňİĴŘƟ̹ĜĪĪĴŹŹňĩŘĴ̹Ĝşİ̹ňşŹƀŵƄĪƀňŦşĜŘ˰̹ĴİƄĪĜƀňŦşĜŘ̹ƙŦŵŖŹŅĴĴƀŹ̹ƙĴŵĴ̹ĴĜŹƟ̹
ƀŦ̹ŲŵŦİƄĪĴ˦̹şĴƙ̹ƙŵňƀňşŀ̹ŞĜşƄĜŘŹ̹ƙĴŵĴ̹ ňŹŹƄĴİ˦̹Ĝşİ̹ƘĜŵňŦƄŹ̹ŦŘİĴŵ̹ŦşĴŹ̹
ƙĴŵĴ̹ŵĴŲŵňşƀĴİ˦̹ŹŦŞĴ̹ňş̹ĿĜĪŹňŞňŘĴŹ˫̹

,ş̹ ĜİİňƀňŦş̹ ƀŦ̹ ƀŅĴŹĴ˦̹ ĿŦƄşƀĜňş̹ŲĴşŹ̹ Ĝşİ̹ǬĩĴŵ̐ƀňŲ̹ŞĜŵŖĴŵŹ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ĩĴ̹
ŞĜşƄĿĜĪƀƄŵĴİ̹ĿŦŵ̹ĩŵŦĜİ̐ĴİŀĴİ̹ŹĪŵňŲƀ̹ĿŦŵŞŹ˦̹Ĝşİ̹Ĝ̹ƙňİĴ̹ŵĜşŀĴ̹ŦĿ̹ĜƘĜňŘĜĩŘĴ̹
ŞĜƀĴŵňĜŘŹ̹ ĿŦŵ̹ ƘĜŵňŦƄŹ̹ ĪŦşŹƀŵƄĪƀňŦş̹ ŹƀƟŘĴŹ̹ ŦĿ̹ ƙŵňƀňşŀ̹ ŅĴŘŲĴİ̹ ŹŦ̐ĪĜŘŘĴİ̹
ŞŦİĴŵş̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ƀŦ̹ İňŹĪŦƘĴŵ̹ ˾BĜŹŅ̹ Ĵƀ̹ ĜŘ˫˦̹ ʇʅʆʎ˿˫̹bŅƄŹ˦̹ ƀŅĴŵĴ̹ƙĜŹ̹ Ĝ̹
ŅƄŀĴ̹İňǣĴŵĴşĪĴ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ĜşĪňĴşƀ̹ŹĪŵňĩĴ̹Ĝşİ̹ƀŅĴ̹ŞŦİĴŵş̹ĪĜŘŘňŀŵĜŲŅĴŵ˦̹
ƙŅŦ̹ ŅĜŹ̹ Ĝ̹ ƙňİĴ̹ ŵĜşŀĴ̹ ŦĿ̹ ƀĴĪŅşŦŘŦŀňĪĜŘ̹ ŲŦŹŹňĩňŘňƀňĴŹ̹ ŹƄĪŅ̹ ĜŹ̹ ŵĴĪĴşƀŘƟ̹
İĴƘĴŘŦŲĴİ̹ ƘĜŵňŦƄŹ̹ ĜŘƀĴŵşĜƀňƘĴŹ̹ ŞĜƀĴŵňĜŘŹ̹ ƀŦ̹ ĪŅŦŦŹĴ̹ ĿŵŦŞ̹ ƙňƀŅ̹ ƘĜŵňŦƄŹ̹
ĜŘƀĴŵşĜƀňƘĴŹ̹ĴŘĴŞĴşƀŹ̹ ňş̹ ƀŅĴ̹İĴŹňŀş̹ƙňƀŅ̹ƀŅĴ̹ĴƞŲĴŵňĴşĪĴ̹ŦĿ̹ĪĴşƀƄŵňĴŹ̹ ňş̹
ĩŦƀŅ̹ƙŵňƀƀĴş̹Ĝşİ̹ŲŵňşƀĴİ̹ƀĴƞƀ̹ƀŅĜƀ̹ĪĜş̹ĩĴ̹ĪŦşŹƄŘƀĴİ̹ĜŹ̹Ĝş̹ňşŹŲňŵĜƀňŦş˫

AŦŵĴŦƘĴŵ˦̹ĪĜŘŘňŀŵĜŲŅƟ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ŲŵĜĪƀňĪĴİ̹Ĝşİ̹ŹĴŵƘňĪĴİ̹ĿŦŵ̹İňƘĴŵŹĴ̹
ƄŹĴŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ ŀŵĜŲŅňĪ̹ İĴŹňŀş˦̹ ŲĜňşƀňşŀ˦̹ ŘĴŀĜŘ̹ İŦĪƄŞĴşƀŹ˦̹ İňŲŘŦŞĜŹ˦̹
ĪŦŞŞĴŞŦŵĜƀňƘĴ̹ İŦĪƄŞĴşƀŹ˦̹ ŅĜşİŞĜİĴ̹ ŲŵĴŹĴşƀĜƀňŦşŹ̹ Ŧŵ̹ ŘĴƀƀĴŵňşŀ̹
ňş̹ ĜİƘĴŵƀňŹňşŀ˦̹ Ĝşİ̹ ƀĴĜĪŅňşŀ̹ ŹĪŅŦŦŘŹ̹ Ŧŵ̹ ŀŵŦƄŲŹ̹ ŦĿ̹ ŲŵĜĪƀňƀňŦşĴŵŹ˫̹
TĜŵƀňĪƄŘĜŵŘƟ̹ ňş̹ŀŵĜŲŅňĪ̹İĴŹňŀş˦̹ ƀŅĴ̹ŵĴŘĜƀňŦşŹŅňŲ̹ĩĴƀƙĴĴş̹ĪĜŘŘňŀŵĜŲŅĴŵ̝Ź̹
ĜĪƀňƘňƀňĴŹ̹Ĝşİ̹ ƀŅĴ̹İĴŹňŀşĴŵŹ̹ĩĴĪĜŞĴ̹ĪŘŦŹĴŵ˦̹ ŹƄĪŅ̹ĜŹ̹ ňş̹ ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹ ƀŅĴ̹
İĴƘĴŘŦŲŞĴşƀ̹ŦĿ̹ĪŦŞŲƄƀĴŵ̹ĿŦşƀŹ˦̹ƀŅĴ̹Ųŵňşƀňşŀ̹ŦĿ̹ƀŅĴ̹ĩŦŦŖŹ˦̹Ĝşİ̹ŘĴƀƀĴŵňşŀ˫̹
,ş̹ ƘĜŵňŦƄŹ̹ƙĜƟŹ˦̹ ƀŅĜƀ̹ŞĴĜşŹ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ŞŦƘĴİ̹ Ŧş̹ ƀŅĴ̹ ŹƀĜŀĴ̹ ˾;ŦĜňƥĜ˦̹
qĜŘĴşĪňĜ˦̹Λ̹$ƄƀňĵŵŵĴƥ˦̹ʇʅʆʅ˿˫

�Ź̹ ŹƀĜƀĴİ̹ ĴĜŵŘňĴŵ˦̹ $ŵĴĜƀ̹ �ŵňƀĜňş̹ ĩĴĪĜŞĴ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŞŦŹƀ̹ ƙĴĜŘƀŅƟ̹
şĜƀňŦşŹ̹ňş̹ƀŅĴ̹ƙŦŵŘİ̹ƙňƀŅ̹ƀŅĴ̹ĴĜŵŘƟ̹ňşİƄŹƀŵňĜŘ̹ŵĴƘŦŘƄƀňŦş̹ƀŅĜƀ̹ŲŵŦƘňİĴİ̹
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ʆʎʊ

ĜİƘĜşƀĜŀĴŹ˦̹ ŘĴĜİňşŀ̹ ƀŅĴ̹ ŦƀŅĴŵ̹ rĴŹƀĴŵş̹ şĜƀňŦşŹ̹ ňş̹ ƀŅĴ̹ ŞĴĜşŹ̹ ŦĿ̹
ĴĪŦşŦŞňĪ̹ ŲŵŦŀŵĴŹŹ̹ Ĝşİ̹ ŀŵŦƙƀŅ˦̹ƙŅňĪŅ̹ƙĜŹ̹ ŹƀĜŵƀĴİ̹ Ĝƀ̹ ƀŅĴ̹ Ĵşİ̹ ŦĿ̹ ƀŅĴ̹
şňşĴƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ̹ ĜŹ̹ Ĝ̹ ŲĜŵƀ̹ ŦĿ̹ Ĝ̹ƙňİĴŵ̹ ĜŵƀňŹƀňĪ̹ ŵĴĜĪƀňŦş̹ ĜŀĜňşŹƀ̹ ƀŅĴ̹
ŞĴĪŅĜşňƥĜƀňŦş̹ŦĿ̹ŞĜşƄĜŘ̹ĪŵĜĿƀ˫̹,ƀ̹ƙĜŹ̹Ĝ̹ŲĴŵňŦİ̹ƀŅĜƀ̹ƀŦŦŖ̹ƀŅĴ̹ĜƀƀĴşƀňŦş̹
ƙňƀŅ̹ƀŅĴ̹�şŀŘňŹŅ̹ĜƄƀŅŦŵ˦̹ŹŦĪňĜŘňŹƀ˦̹Ĝşİ̹ĜŵƀňŹƀ̹rňŘŘňĜŞ̹AŦŵŵňŹ̹˾ʆʍʈʉ̐ʆʍʎʋ˿˦̹
ƙŅŦ̹ŹƀĜŵƀĴİ̹ƀŦ̹ƀƄŵş̹ŅňŹ̹ĜƀƀĴşƀňŦş̹ƀŦ̹ƀŅĴ̹ĜşĪňĴşƀ̹ŹĪŵňĩĴŹ̝̹ŲŵĜĪƀňĪĴŹ̹Ĝşİ̹
ĩĴŀĜş̹ƀŦ̹ĴƞŲĴŵňŞĴşƀ̹ƙňƀŅ̹ƙŵňƀňşŀ̹Ĝƀ̹ĜĩŦƄƀ̹ʆʍʌʅ̹˾7ĜĪŖŹŦş˦̹ʆʎʍʆ˿˫

AŦŵŵňŹ̹ ňŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŹňŀşňǬĪĜşƀ̹ ŲňŦşĴĴŵŹ̹ ƀŅĜƀ̹ ňşǭƄĴşĪĴİ̹ ƀŅĴ̹ �ŵňƀňŹŅ̹
�ŵƀŹ̹ Ĝşİ̹ �ŵĜĿƀŹ̹ ŞŦƘĴŞĴşƀ̹ ƀŅĜƀ̹ ŅĜİ̹ Ĝ̹ ŀŵĴĜƀ̹ ňşƀĴŵĴŹƀ̹ ňş̹ ƙŵňƀňşŀ̹ Ĝşİ̹
ňŘŘƄŞňşĜƀňŦş̹ŹňşĪĴ̹ŅňŹ̹ŹƀƄİĴşƀ̝Ź̹ƟĴĜŵŹ̹Ĝƀ̹HƞĿŦŵİ˫̹bŅĜƀ̹ŘĴİ̹ŅňŞ̹ƀŦ̹Ĝ̹ŘňĿĴŘŦşŀ̹
ŲŵĜĪƀňĪĴ̹ŦĿ̹ƙŵňƀňşŀ̹Ĝşİ̹ŲŵŦİƄĪňşŀ̹ŞĜşƄŹĪŵňŲƀ̹ĩŦŦŖŹ˫̹)ňŹ̹ŲŅňŘŦŹŦŲŅƟ̹ƙĜŹ̹
ňşǭƄĴşĪĴİ̹ ĩƟ̹ 7ŦŅş̹ WƄŹŖňş̹ ˾ʆʍʆʎ̐ʆʎʅʅ˿̹ Ĝşİ̹bŅŦŞĜŹ̹ �ĜŵŘƟŘĴ̹ ˾ʆʌʎʊ̐ʆʍʍʆ˿˦̹
ƙŅŦ̹ƙĴŵĴ̹Ĝ̹ŹŲŦŖĴŹŲĴŵŹŦş̹ĿŦŵ̹Ĝ̹ŞŦƘĴŞĴşƀ̹ƀŅĜƀ̹ŅĜŹ̹ŵĜňŹĴİ̹ŹĴŵňŦƄŹ̹İŦƄĩƀŹ̹
ĜĩŦƄƀ̹ƀŅĴ̹ňŞŲĜĪƀ̹ŦĿ̹ňşİƄŹƀŵňĜŘňƥĜƀňŦş̹Ŧş̹�ŵňƀĜňş̹ĿŵŦŞ̹ňƀŹ̹ňşĪĴŲƀňŦş˫̹̚bŅĴƟ̹
ŦĩœĴĪƀĴİ̹ şŦƀ̹ ŦşŘƟ̹ ƀŦ̹ ƀŅĴ̹ ̚ŵĜƘĜŀňşŀ̛̹ ŦĿ̹ ƀŅĴ̹ ĪŦƄşƀŵƟŹňİĴ˦̹ ƀŅĴ̹ ŀŵŦƙƀŅ̹ ŦĿ̹
ňşİƄŹƀŵňĜŘ̹ ĪňƀňĴŹ̹ Ĝşİ̹ŞňŹĴŵĜĩŘĴ̹ ĪŦşİňƀňŦşŹ̹ ŦĿ̹ƙŦŵŖ̹ ĩƄƀ̹ ƀŦ̹ ƀŅĴ̹ƙĜƟ̹ ƀŅĴ̹
İňƘňŹňŦş̹ ŦĿ̹ ŘĜĩŦƄŵ̹ ƙĜŹ̹ ĜǣĴĪƀňşŀ̹ ̚ŞĜş̛̹ ŅňŞŹĴŘĿ̛̹ ˾�ŘĜƟƀŦş˦̹ ʇʅʆʈ˥̹ ʇʋʍ˿˫̹
bŅĜƀ̹ŵĴĿĴŵŹ̹ƀŦ̹Ĝ̹ŲĴŵŹŦş̹ƙŅŦ̹şŦ̹ŘŦşŀĴŵ̹ƄƀňŘňƥĴŹ̹ŅňŹ̹ĿƄŘŘ̹ŅƄŞĜşňƀƟ̹Ĝƀ̹ƙŦŵŖ˦̹
ŞĴĜşňşŀ̹ ŅĴĜİ˦̹ ŅĴĜŵƀ˦̹ Ĝşİ̹ ŅĜşİ̹ ĜŘƀŦŀĴƀŅĴŵ˫̹ �ĪĪŦŵİňşŀ̹ ƀŦ̹ WƄŹŖňş˦̹ ƀŅĴ̹
ňşİƄŹƀŵňĜŘ̹ŹƟŹƀĴŞ̹ŦĿ̹ƙŦŵŖ̹şŦ̹ŘŦşŀĴŵ̹ĜŘŘŦƙĴİ̹Ĝ̹ŲĴŵŹŦş̹ƀŦ̹ĿƄŘǬŘŘ̹ŅňŹ̹şĜƀƄŵĴ˫

,ş̹ŘĜƀĴ̹ʆʍʌʅ˦̹AŦŵŵňŹ̹ĩĴĪĜŞĴ̹Ĝ̹ŹŦŵƀ̹ŦĿ̹ŞĜŹƀĴŵ̹ňş̹ŲƄƀƀňşŀ̹ŅňŹ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŦ̹Ĝş̹
ĴƞĪĴŘŘĴşƀ̹ŹƀĜşİĜŵİ˫̹rňƀŅ̹ĴĜŵŘƟ̹ĴǣŦŵƀŹ˦̹ŅĴ̹ŀƄňİĴİ̹ƀŅĴ̹ĪŦŲƟĩŦŦŖ̹ĪŦşƀĜňşňşŀ̹
ƘĜŵňŦƄŹ̹ ŦŵňŀňşĜŘ̹ ĴİňƀňŦşŹ̹ ŦĿ̹ WĴşĜňŹŹĜşĪĴ̹ ŞĜŹƀĴŵŲňĴĪĴŹ̹ ŹƄĪŅ̹ ĜŹ̹ ƀŅĴ̹
ĿŦŵĴŞĴşƀňŦşĴİ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹�ŵŵňŀŅň̹Ĝşİ̹ŅňŹ̹La Operina̹ ˾ʆʊʇʉ˿̹ ˾ŞĴşƀňŦşĴİ̹
ĴĜŵŘňĴŵ˿̹ Ĝşİ̹ Il modo tempore le penne̹ ˾ʆʊʇʈ˿̹ Ĝşİ̹ ĜşŦƀŅĴŵ̹ ňƀĜŘňĪ̹ ŞĜŹƀĴŵ̹
$ňŦƘĜşşň̹�şƀŦşňŦ̹bĜŀŘňĴşƀĴ̹ ˾ʆʉʊʅ̐ʆʊʇʍ˿̝Ź̹Lo presente libro insegna la vera 
arte de lo excellête scrivere…̹ ˾ʆʊʈʇ˿˫̹rňƀŅ̹AŦŵŵňŹ̝Ź̹ƙŦŵİŹ˥̹ ̚Ĝ̹ƙŦŵŖ̹ŦĿ̹ƄƀňŘňƀƟ̹
ŞňŀŅƀ̹ĜŘŹŦ̹ĩĴ̹Ĝ̹ƙŦŵŖ̹ŦĿ̹Ĝŵƀ˦̹ňĿ̹ƙĴ̹ĪĜŵĴİ̹ƀŦ̹ŞĜŖĴ̹ňƀ̹ŹŦ̛̹˾,ĩňİ˫˿˦̹ŹŅŦƙŹ̹ŅĴ̹ŹƀňŘŘ̹
ĪŦşşĴĪƀĴİ̹ƙňƀŅ̹ƀŅĴ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦş̹ŦĿ̹ŅĜşİƙŵňƀƀĴş̹ĩŦŦŖŹ˫

AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿̹ĪĜŘŘŹ̹AŦŵŵňŹ̹Ĝ̹ƙĴŘŘ̐ŵŦƄşİĴİ̹ŅƄŞĜşňŹƀ̹ĜŵƀňŹƀ̹ĩĴĪĜƄŹĴ̹ŅĴ̹
ĪŦŞĩňşĴİ̹ƀŅĴ̹ŲŦĴƀ̝Ź̹ŹŖňŘŘŹ̹ĜŘŹŦ̹Ĝ̹şŦƘĴŘňŹƀ˦̹ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ƀƟŲŦŀŵĜŲŅĴŵ˦̹ŲŵňşƀĴŵ˦̹
Ĝşİ̹ ŲƄĩŘňŹŅĴŵ˫̹ bŅĜƀ̹ ŞĴĜşŹ̹ ŞƄŘƀňĿĜĪĴƀĴİ̹ ŀĴşňƄŹ̹ ƀŅĜƀ̹ ŘĴĜİŹ̹ ŅňŞ̹ ƀŦ̹ ĩĴ̹ Ĝ̹
ĿŦƄşİĴŵ̹ŦĿ̹ƀŅĴ̹Ĝŵƀ̹ŵĴƘňƘĜŘ̹İƄŵňşŀ̹ƀŅĴ̹ŘĜƀĴ̹qňĪƀŦŵňĜş̹ŲŅĜŹĴ̹ŦĿ̹ƀŅĴ̹,şİƄŹƀŵňĜŘ̹
WĴƘŦŘƄƀňŦş˫̹�ŞŲŘŦƟňşŀ̹ĜşĪňĴşƀ̹ŞĜƀĴŵňĜŘŹ˦̹ŹƄĪŅ̹ĜŹ̹ŴƄňŘŘŹ˦̹ŅĴ̹ƙŵŦƀĴ̹ŹĴƘĴŵĜŘ̹
ňŘŘƄŞňşĜƀĴİ̹ŞĜşƄŹĪŵňŲƀŹ̹Ŧş̹ŲĜŵĪŅŞĴşƀ̹Ĝşİ̹ŲĜŲĴŵ˫̹,ş̹ĜİİňƀňŦş̹ƀŦ̹ŅňŹ̹ƙŦŵŖ̹
ňş̹ňşƀĴŵňŦŵ̹İĴŹňŀş˦̹ĿƄŵşňƀƄŵĴ˦̹Ĝşİ̹ƀĴƞƀňŘĴŹ˦̹ĜŞŦşŀ̹ŦƀŅĴŵ̹ĜŵĴĜŹ˦̹ƀŅŵŦƄŀŅ̹ŅňŹ̹
ĪŦŞŲĜşƟ̹AA#̹Λ̹�H˦̹AŦŵŵňŹ̹ňşƀĴşİĴİ̹ƀŦ̹Ĵİňƀ̹ƀŅĴ̹ĩŦŦŖŹ̹ŅĴ̹ŲƄĩŘňŹŅĴİ̹ĜŹ̹Ĝ̹
ƙŵňƀĴŵ˫̹bŅňŹ̹ŘĴİ̹ŅňŞ̹ƀŦ̹ĿŦƄşİ̹ňş̹ʆʍʎʆ̹ƀŅĴ̹9ĴŘŞŹĪŦƀƀ̹TŵĴŹŹ˫

#ňŀ˫̹ʋʋ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ƀŅĴ̹ŲŵňşƀĴŵ̝Ź̹İĴƘňĪĴ̹ƙňƀŅ̹ ŘĴƀƀĴŵňşŀ̹ ňş̹ ƀŅĴ̹ ŹƀƟŘĴ̹ŦĿ̹ ƀŅĴ̹
bŵŦƟ̹ƀƟŲĴ˦̹ƙŅňĪŅ̹ƙĜŹ̹ƄŹĴİ̹ĩƟ̹AŦŵŵňŹ̹Ĝƀ̹ƀŅĴ̹9ĴŘŞŹĪŦƀƀ̹TŵĴŹŹ̹ňş̹ʆʎʍʆ˫̹

Fig. 66. The Kelmscott Press 
from 1891, Source: Steinberg, 
(1961: 309).
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ʆʎʋ

bŵŦƟ̹ ƀƟŲĴ˦̹ ĜŹ̹ ĪĜş̹ ĩĴ̹ ŦĩŹĴŵƘĴİ˦̹ İĴŹňŀşĴİ̹ ĩĜŹĴİ̹ Ŧş̹ ƀŅĴ̹ ŀŦƀŅňĪ̹ ŅĜşİ˦̹
ĪŦşŹňŹƀŹ̹ŦĿ̹ŹƀƟŘňƥĴİ̹ŵňŀňİ̹ĩŵŦŖĴş̹ĿŦŵŞŹ˦̹İňĜŞŦşİ̹ŲŦňşƀŹ˦̹Ĝşİ̹ŹĴŵňĿŹ̹ƙňƀŅ̹
ŘňŀĜƀƄŵĴŹ˫̹bŅĴ̹ŦƘĴŵĜŘŘ̹ňŞĜŀĴ̹ňŹ̹ŅĴĜƘňŘƟ̹ňŘŘƄŹƀŵĜƀĴİ̹ƙňƀŅ̹ŦŵŀĜşňĪ̹ĿŦŵŞŹ̹ƀŅĜƀ̹
ŵĴŞňşİ̹ ƀŅĴ̹ŞĜşƄŹĪŵňŲƀ̝Ź̹ŞĜŵŀňş̹İĴĪŦŵĜƀňŦşŹ̹Ĝşİ̹ ŵĴǭĴĪƀ̹ ƀŅĴ̹ ĿĴĜƀƄŵĴ̹ŦĿ̹
ƀŅĴ̹ĴŵĜ˫̹�ŲĜŵƀ̹ĿŵŦŞ̹ƀŅĜƀ˦̹ňƀ̹ŹŅŦƄŘİ̹ĩĴ̹ŖĴŲƀ̹ňş̹Şňşİ̹ƀŅĜƀ̹ƀŅňŹ̹ƙĜŹ̹ŲĜŵƀ̹ŦĿ̹
ŅňŹ̹ňİĴĜ̹ŦĿ̹ƙŅĜƀ̹Ĝ̹ĩŦŦŖ̹ŹŅŦƄŘİ̹ĩĴ˫̹bƟŲŦŀŵĜŲŅƟ̹ƙĜŹ̹Ĝş̹ĴŹŹĴşƀňĜŘ̹ŲĜŵƀ˦̹Ĝşİ̹
ƀŅĜƀ̹ŘĴİ̹ŅňŞ̹ƀŦ̹İĴŹňŀş̹ŅňŹ̹Ŧƙş̹ƀƟŲĴĿĜĪĴŹ˦̹ƄŹňşŀ̹ŵĴĿĴŵĴşĪĴŹ̹ĿŵŦŞ̹ƀŅĴ̹ŲĜŹƀ̹
ĩƄƀ̹ƄŹňşŀ̹ŞŦİĴŵş̹ƀĴĪŅşňŴƄĴŹ̹ĿŦŵ̹ŅňŹ̹İĴŹňŀş˦̹ŹƄĪŅ̹ĜŹ̹ŲŅŦƀŦŀŵĜŲŅƟ˫

AŦŵŵňŹ̝Ź̹ ňşƀĴŵĴŹƀ̹ ňş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙĜŹ̹ ŞĜňşŘƟ̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ƙŦŵŖŹ̹ ŦĿ̹
WĴşĜňŹŹĜşĪĴ̹ŹĪŵňĩĴŹ̹ƀŅĜƀ̹ŅĴ̹ĪŦşŹƄŘƀĴİ̹ĿŦŵ̹ƀŅĴ̹ĩĜŹňŹ̹ŦĿ̹ŅňŹ̹ŵĴŹĴĜŵĪŅ˫̹)Ĵ̹
ƙĜŹ̹ŵĴĿĴŵŵĴİ̹ ƀŦ̹ĜŹ̹ ƀŅĴ̹ŲĴŵŹŦş̹ƙŅŦ̹ŲĜƘĴİ̹ƀŅĴ̹ƙĜƟ̹ ĿŦŵ̹ ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹
ŵĴƘňƘĜŘ˫̹ ,ƀ̹ ƙĜŹ̹ ĜŘŹŦ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ Ĝ̹ Źňŀş̹ ŦĿ̹ ŵĴƘňƘĜŘ̹ ŦĿ̹ ĿŦŵŀŦƀƀĴş̹
ŞĜşƄĿĜĪƀƄŵňşŀ̹ ŞĜşƄŹĪŵňŲƀŹ̹ ĪŦŘŘĴĪƀĴİ̹ Ĝşİ̹ ňşŹŲňŵĴİ̹ ĩƟ̹ ŦƀŅĴŵŹ̹
˾AĴİňĜƘňŘŘĜ˦̹ʆʎʎʋ˿˫̹

bŅĴŹĴ̹ ĿĴĜƀƄŵĴŹ̹ ĪĜş̹ ĩĴ̹ ŦĩŹĴŵƘĴİ̹ ňş̹ ƀŅĴ̹ ĿĜĪňşŀ̹ ŲĜŀĴ̹ ňŘŘƄŹƀŵĜƀĴİ̹ Ĝşİ̹
ŦŵşĜŞĴşƀĴİ̹ĩƟ̹�ŵňƀňŹŅ̹ĜŵƀňŹƀ̹[ňŵ̹�İƙĜŵİ̹�ƄŵşĴ̐7ŦşĴŹ̹ ˾ʆʍʈʈ̐ʆʍʎʍ˿̹Ĝşİ̹
ŲŵňşƀĴİ̹ƙňƀŅ̹ ƀŅĴ̹�ŅĜƄĪĴŵ̹ ƀƟŲĴ̹ĩƟ̹rňŘŘňĜŞ̹AŦŵŵňŹ̹ ˾#ňŀ˫̹ ʋʌ˿˫̹The Works 
*!�� *Ƈ- 4��#�0� -̹ ňŹ̹AŦŵŵňŹ̝Ź̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ŞŦŹƀ̹ ĜŞĩňƀňŦƄŹ̹ƙŦŵŖŹ̹ ĜŹ̹ Ĝ̹
ŲŵňşƀĴŵ̹ Ĝşİ̹ İĴŹňŀşĴŵ˦̹ ĪŦŞŲŘĴƀĴİ̹ œƄŹƀ̹ Ĝ̹ ĿĴƙ̹ŞŦşƀŅŹ̹ ĩĴĿŦŵĴ̹ ŅňŹ̹ İĴĜƀŅ˫̹
AŦŵŵňŹ̹ ŹƄŲĴŵƘňŹĴİ̹ ĴƘĴŵƟ̹ ŲĜŵƀ̹ ŦĿ̹ ƀŅĴ̹ ŲŵŦİƄĪƀňŦş˦̹ ĜŹ̹ƙĴŘŘ̹ ĜŹ̹ ĪŅŦŦŹňşŀ̹
ƀŅĴ̹ ŲĜŲĴŵ̹ Ĝşİ̹ ňşŖ˦̹ ƀŅĴ̹ ƀƟŲĴ̹ İĴŹňŀş˦̹ ĜŘŹŦ̹ ƀŅĴ̹ ƄŹĴ̹ ŦĿ̹ ŦŵşĜŞĴşƀŹ̹ Ĝşİ̹
ňŘŘƄŹƀŵĜƀňŦşŹ˫̹ bŅĴ̹ ĩŦŦŖ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ ĴňŀŅƀƟ̐ŹĴƘĴş̹ ĿƄŘŘ̐ŲĜŀĴ̹ ƙŦŦİĪƄƀ̹
ňŘŘƄŹƀŵĜƀňŦşŹ̹ĩƟ̹�İƙĜŵİ̹�ƄŵşĴ̐7ŦşĴŹ˫

Fig. 67. Page from The Works 
of Geoffrey Chaucer, 1896, 
Source: Steinberg, (1961: 
312-313).



ʆʎʌ

�şŦƀŅĴŵ̹ �ŵňƀňŹŅ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ �İƙĜŵİ̹ 7ŦŅşŹƀŦş̹ ˾ʆʍʌʇ̐ʆʎʉʉ˿̹ ƙĜŹ̹ ňşŹŲňŵĴİ̹
ĩƟ̹AŦŵŵňŹ̝Ź̹ĜĪƀňƘňƀňĴŹ̹Ĝşİ̹ňŹ̹ƙŦŵƀŅ̹ŞĴşƀňŦşňşŀ̹ŅĴŵĴ˫̹7ŦŅşŹƀŦş˦̹ŘňŖĴ̹AŦŵŵňŹ˦̹
ĴƞŲŘŦŵĴİ̹ ŞĴİňĴƘĜŘ̹ Ĝşİ̹ WĴşĜňŹŹĜşĪĴ̹ ƀĴĪŅşňŴƄĴŹ̹ Ĝşİ̹ ŞĜƀĴŵňĜŘŹ̹ ƙňƀŅ̹
ŞĜşƄŹĪŵňŲƀ̹ ŲŵĴŲĜŵĜƀňŦş̹ Ĝşİ̹ƙŵňƀňşŀ˫̹ )Ĵ̹ ŹƀĜŵƀĴİ̹ƙňƀŅ̹ Ĝ̹ ƘĴŵŹňŦş̹ ŦĿ̹ ŅĜŘĿ̐
ƄşĪňĜŘ̹Ĝşİ̹ŹĴƀƀŘĴİ̹Ŧş̹Ĝ̹ƀĴşƀŅ̐ĪĴşƀƄŵƟ̹ƘĴŵŹňŦş̹ŦĿ̹�ĜŵŦŘňşŀňĜş̹ĜŹ̹Ĝ̹ĩĜŹňŹ̹ĿŦŵ̹
ŅňŹ̹ ĿŦƄşİĜƀňŦşĜŘ̹ŅĜşİ˫̹bŅĴŹĴ̹ ŹĪŵňŲƀŹ̹ƙĴŵĴ̹ĜŘŹŦ̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ̹ ňş̹ ƀŅňŹ̹
�ŅĜŲƀĴŵ˫̹�Ź̹Ĝş̹ňşǭƄĴşƀňĜŘ̹ƀĴĜĪŅĴŵ˦̹ŅňŹ̹ĩŦŦŖ̹ĴşƀňƀŘĴİ̹Writing & Illuminating, 
& Lettering̹ ˾ʆʎʆʌ˿̹ƙĜŹ̹ ĜŞŦşŀ̹ŞĜœŦŵ̹ƙŦŵŖŹ̹ ŦĿ̹ ňƀŹ̹ ƀňŞĴ˦̹ ĜŘŹŦ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹
ƀŅĴ̹ ̚ĪĜŘŘňŀŵĜŲŅĴŵ̝Ź̹ ĩňĩŘĴ̛̹ ˾AĴİňĜƘňŘŘĜ˦̹ ʆʎʎʋ˥̹ ʇʊʊ˿˫̹ ,ƀ̹ ňŹ̹ Ĝ̹ ĿŦŵŞĜƀňƘĴ̹ ĩŦŦŖ̹
ƀŅĜƀ̹ǬŵŹƀŘƟ̹ĪŦƘĴŵŹ̹ ƀŅĴ̹ƙŅŦŘĴ̹ ŘĴƀƀĴŵňşŀ̹ĜŵƀŹ˦̹ĩƄƀ̹Ĝƀ̹ ƀŅĴ̹ĪŦŵĴ̹ŦĿ̹ ňƀ˦̹ ƀŅĴŵĴ̹ ňŹ̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ ňş̹ƙŅňĪŅ̹ 7ŦŅşŹƀŦş̹ ŵĴƘĴĜŘŹ̹ ŅňŹ̹ ƄşİĴŵŹƀĜşİňşŀ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹
ĿŦŵŞŹ̹ ƀĴĪŅşňĪĜŘŘƟ˦̹ İňŹĪƄŹŹňşŀ̹ ŅňŹ̹ Ŧƙş̹ ŹƀƄİƟ̹ Ĝşİ̹ ĜşĜŘƟŹňŹ˦̹ ĜŘŹŦ̹ ňşƀŦ̹
ňŘŘƄŞňşĜƀňŦş˦̹Ųŵňşƀňşŀ˦̹ĴşŀŵĜƘňşŀ˦̹Ĝşİ̹ƀŅĴ̹ĪƄƀƀňşŀ̹ŦĿ̹ŘĴƀƀĴŵŹ̹ňş̹ŹƀŦşĴ˫

�ĪĪŦŵİňşŀ̹ ƀŦ̹ �ŘĜƟƀŦş˦̹ ̚7ŦŅşŹƀŦş̹ ŅĜİ̹ ŵĴŘŦĪĜƀĴİ̹ƙŅĴŵĴ̹ ƀŅĴ̹ ŖşŦƙŘĴİŀĴ̹
ĜĩŦƄƀ̹ ŘĴƀƀĴŵŹ̹ ƙĜŹ̹ ŅĴŘİ̛̹ ˾ʇʅʆʈ˥̹ ʇʌʊ˿˫̹ bŅĜƀ̹ ŞĴĜşŹ̹ ŹĴƘĴŵĜŘ̹ ŲŵŦĿĴŹŹňŦşŹ˦̹
şĜŞĴŘƟ̹ ̚ŲĜŘĜĴŀŵĜŲŅĴŵ˦̹ Źňŀş̐ƙŵňƀĴŵ˦̹ ĪŘĴŵŖ̹ Ĝşİ̹ şŦƀĜŵƟ˦̹ ƀĴĜĪŅĴŵ˦̹ ŲŵňşƀĴŵ˦̹
ƀŅĴ̹ŹƀŦşĴ̐ĪĜŵƘĴŵ˦̹ĴşŀŵĜƘĴŵ˦̹ŲĴşŞĜş̹Ĝşİ̹ĜŵĪŅňƀĴĪƀ˦̛ ̹ĜŘŘ̹ĿŵĜŀŞĴşƀĴİ̹ŲĜŵƀŹ̹
ƙĴŵĴ̹ ĪŦŘŘĴĪƀĴİ̹ ƀŦŀĴƀŅĴŵ̹ƙňƀŅňş̹ ŅňŹ̹ ĩŦŦŖ˫̹rňƀŅ̹ ŅňŹ̹ ŹƀƄİĴşƀŹ˦̹ 7ŦŅşŹƀŦş̹
ĩĴŀĜş̹ ƀŦ̹ ŲŵĜĪƀňĪĴ̹ Ĝşİ̹ ŘĴĜŵş̹ ĜĩŦƄƀ̹ ĜşĪňĴşƀ̹ ƀĴĪŅşňŴƄĴŹ˦̹ ŵĴƘňƘňşŀ̹ ƀŅĴ̹
ňŘŘƄŞňşĜƀňŦş̹ ŹŖňŘŘŹ˦̹ ŀňŘİňşŀ̹ ŞĴƀŅŦİŹ˦̹ ĜŘŹŦ̹ ƘĴŘŘƄŞ̹ ŲŵĴŲĜŵĜƀňŦş̹ Ĝşİ̹
ƙŵňƀňşŀ̹Ŧş̹ŲĜŵĪŅŞĴşƀ˦̹ Ĝşİ̹Şňƞňşŀ̹ ƀŅĴ̹ŲňŀŞĴşƀ̹ ƀŦ̹ŲŵĴŲĜŵĴ̹ŲĜňşƀ̹ Ĝşİ̹
ňşŖ̹˾7ĜĪŖŹŦş˦̹ʆʎʍʆ˿˫̹

�ŘĜƟƀŦş̹ ˾ʇʅʆʈ˿̹ ĜŘŹŦ̹ ĴŞŲŅĜŹňƥĴİ̹ƄŹňşŀ̹Ĝ̹ĩŵŦĜİ̐ĴİŀĴİ̹ŲĴş̹İňŵĴĪƀŘƟ̹ Ĝşİ̹
ŹŲŦşƀĜşĴŦƄŹŘƟ˦̹ƙŅňĪŅ̹ňŹ̹ƀŅĴ̹ŲŵňşĪňŲĜŘ̹ƀŦŦŘ̹ŦĿ̹ŞŦŹƀ̹ŹĪŵňŲƀŹ̹ĿŵŦŞ̹WŦŞĜş̹
ƀňŞĴŹ̹ ƀŦ̹ ƀŅĴ̹ WĴşĜňŹŹĜşĪĴ˦̹ ĩĴĪĜƄŹĴ̹ ƀŅĴňŵ̹ şĜƀƄŵĜŘ̹ ĿŦŵŞŹ̹ ƙĴŵĴ̹ ĜŘŵĴĜİƟ̹
ĪŵĴĜƀĴİ̹ĩƟ̹Ĝ̹ĿĴĜƀŅĴŵ˦̹ĩňŵİ˦̹Ŧŵ̹ŵĴĴİ˦̹ƙňƀŅ̹Ĝ̹ƙňİĴ̹Ĝşİ̹ǭĜƀ̹ĴİŀĴ˫̹bŅĜƀ̹ŅĜİ̹
Ĝ̹ŅŦŵňƥŦşƀĜŘŘƟ̹Ŧŵ̹ŦĩŘňŴƄĴŘƟ̹ĪƄƀ̹ƀňŲ˦̹ƙŅňĪŅ̹ĪĜƄŹĴŹ̹ƀŅĴ̹ƘĜŵňĜƀňŦş̹ĩĴƀƙĴĴş̹
ƀŅňĪŖ̹Ĝşİ̹ƀŅňş̹ŹƀŵŦŖĴŹ̹ƙŅňŘĴ̹ŅŦŘİňşŀ̹ƙňƀŅ̹Ĝ̹ĪĴŵƀĜňş̹ĜşŀŘĴ˫̹ ,ƀ̹şĜƀƄŵĜŘŘƟ̹
ŞĜİĴ̹ƀŅĴŹĴ̹ƘĜŵňĴƀňĴŹ̹ƙňƀŅňş̹ƀŅĴ̹ŘĴƀƀĴŵ̹ŲĜŵƀŹ̹ƀŅĜƀ̹ŞŦƘĴİ̹ĜŵŦƄşİ̹Ĝ̹ŘĴƀƀĴŵ̹
ŹŅĜŲĴ˦̹Ĝşİ̹ƄşŘňŖĴ̹ŲŦňşƀĴİ̹ƀňŲ̹şňĩ̹Ŧŵ̹ŲŦňşƀĴİ̹ĩŵƄŹŅ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƀŅĴŵĴ̹ňŹ̹
şŦ̹şĴĴİ̹ƀŦ̹ŲŵĴŹŹƄŵĴ̹Ŧş̹ƀŅĴ̹şňĩ˫̹#Ŧŵ̹7ŦŅşŹƀŦş˦̹ňƀ̹ƙĜŹ̹Ĝ̹̚ŵĴƘĴŘĜƀňŦş̛̹ƀŅĜƀ̹
ĜŲŲŵŦŲŵňĜƀĴ̹ ŹŅĜİňşŀ̹ƙĜŹ̹ ĜĪŅňĴƘĴİ̹ şĜƀƄŵĜŘŘƟ̹ ňş̹ ƀŅĴ̹ ƀŵĜİňƀňŦşĜŘ̹ ŲŘĜĪĴŹ̹
ƙŅňŘĴ̹ ƀŅĴ̹ şňĩ̹ƙŵŦƀĴ˫̹ )ĴşĪĴ˦̹ ŅĴ̹ ŹƀƄİňĴİ̹ İňǣĴŵĴşƀ̹ ƘĜŵňĴƀňĴŹ̹ ŦĿ̹ ƘĜŵňŦƄŹ̹
ŹĪŵňŲƀŹ˦̹ĿŵŦŞ̹WŦŞĜş̹Ĝşİ̹WƄŹƀňĪ̹ĪĜŲňƀĜŘŹ̹ƀŦ̹ňşŹƄŘĜŵ̹ŅĜŘĿ̐ƄşĪňĜŘ̹Ĝşİ̹ňƀĜŘňĪ̹
ŹĪŵňŲƀŹ˦̹ĩƟ̹ĪŅĜşŀňşŀ̹ƀŅĴ̹ĜşŀŘĴ̹ŦĿ̹ƀŅĴ̹ŲĴş̹˾�ŘĜƟƀŦş˦̹ʇʅʆʈ˿˫̹

)ĴşĪĴ˦̹ 7ŦŅşŹƀŦş̹ ĴŹƀĜĩŘňŹŅĴİ̹ ĿŦƄşİĜƀňŦşŹ̹ Ĝşİ̹ŞĴƀŅŦİŹ̹ ŦĿ̹ ĜşĜŘƟŹňŹ̹ ŦĿ̹
ŞĴİňĴƘĜŘ̹ƙŵňƀňşŀ̹ĩĜŹĴİ̹Ŧş̹ƀŅĴ̹ĩĜŹňĪ̹ŹƀŵƄĪƀƄŵĴ̹ŦĿ̹ƀŅĴŹĴ̹ŹĪŵňŲƀŹ̹ ĿŵŦŞ̹Ĝ̹
ŞŦŵĴ̹ĿŦŵŞĜŘ̹ŲĴŵŹŲĴĪƀňƘĴ˫̹)ňŹ̹ŲŵĴİŦŞňşĜşƀ̹ĴŞŲŅĜŹňŹ̹ƙĜŹ̹Ŧş̹ŲĜŵƀňĪƄŘĜŵ̹
ĜŘŲŅĜĩĴƀňĪ̹ ĿŦŵŞŹ˦̹ ŹƄĪŅ̹ĜŹ̹�ĜŵŦŘňşŀňĜş̹ƙňƀŅ̹ ňƀŹ̹ ĪŘĴĜŵ̹ ĿƄşĪƀňŦşĜŘ̹ ĿŦŵŞŹ˦̹
Ĝşİ̹ 7ŦŅşŹƀŦş̹ İĴƘĴŘŦŲĴİ̹ ƀŅĴ̹ #ŦƄşİĜƀňŦşĜŘ̹ ŅĜşİ˦̹ƙŅňĪŅ̹ ňŹ̹ ĪŦşŹňİĴŵĴİ̹
ƀŅĴ̹ŘĴƀƀĴŵ̹ƀŅĜƀ̹ňŹ̹şĴĴİĴİ̹ƀŦ̹ĩĴ̹Ĝ̹ŲĜŵƀ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̝̹ƀŵĜňşňşŀ̹İƄĴ̹
ƀŦ̹ňƀŹ̹ĴŹŹĴşƀňĜŘ̹ĴŘĴŞĴşƀŹ̹˾;ŦĜňƥĜ˦̹qĜŘĴşĪňĜ̹Ĝşİ̹$ƄƀňĵŵŵĴƥ˦̹ʇʅʆʅ˿̹ƀŅĜƀ̹ĜŵĴ̹
ĪĜŘŘĴİ̹ĜŹ̹̚ĴŹŹĴşƀňĜŘ̹ŴƄĜŘňƀňĴŹ̹ŦĿ̹ŹŅĜŵŲşĴŹŹ̹˾ŞĴĜşňşŀ̹ĴƞŲŘňĪňƀ̹ĿŦŵŞ˿˦̹ƄşňƀƟ̹
Ĝşİ̹ĿŵĴĴİŦŞ̛̹˾�ŘĜƟƀŦş˦̹ʇʅʆʈ˥̹ʇʌʉ˿˫
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#ňŀ˫̹ʋʍ̹ňŘŘƄŹƀŵĜƀĴŹ̹ŦşĴ̹ŦĿ̹7ŦŅşŹƀŦş̝Ź̹ƙŦŵŖŹ˦̹ ĴşƀňƀŘĴİ̹1 Corinthians XIII˦̹ ƙŵňƀƀĴş̹
ƙňƀŅ̹ ĩŵŦĜİ̐ĴİŀĴİ̹ ŲĴş̹ƙŵňƀňşŀ̹ ňş̹ ĩŘƄĴ̹ Ĝşİ̹ ĩŘĜĪŖ̹ Ŧş̹ƘĴŘŘƄŞ˦̹ ĪŦşŹňŹƀňşŀ̹ ŦĿ̹
İĴĪŦŵĜƀĴİ̹ňşňƀňĜŘŹ˫̹bŅĴ̹ŲňĴĪĴ̹ĩĴŘŦşŀŹ̹ƀŦ̹ƀŅĴ̹ƀŅňŵƀĴĴşƀŅ̹ĪŅĜŲƀĴŵ̹ŦĿ̹ƀŅĴ̹#ňŵŹƀ̹
�ŲňŹƀŘĴ̹ ƀŦ̹ ƀŅĴ̹ �ŦŵňşƀŅňĜşŹ̹ ŦĿ̹ ƀŅĴ̹ BĴƙ̹ bĴŹƀĜŞĴşƀ̹ ŦĿ̹ ƀŅĴ̹ �ŅŵňŹƀňĜş̹ �ňĩŘĴ˫̹
7ŦŅşŹƀŦş̹ŲŵĜĪƀňĪĴŹ̹ƀŅňŹ̹ŲĜŀĴ̹ƀŅĜƀ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ƀƙŦ̹ŹĪŵňŲƀŹ˦̹ŦşĴ̹ĿŦŵ̹ƀňƀŘĴ̹Ĝşİ̹
ŞĜœƄŹĪƄŘĴ̹̐Ĝş̹ňşƀĴŵŲŵĴƀĜƀňŦş̹ŦĿ̹ƄşĪňĜŘ̹ƙŵňƀňşŀ̹Ĝşİ̹ƀŅĴ̹ŦƀŅĴŵ˦̹ĿŦŵ̹ƀŅĴ̹ƀĴƞƀ̹
ňŹ̹Ĝ̹ĿŦƄşİĜƀňŦşĜŘ̹ŅĜşİ̹ŦĿ̹7ŦŅşŹƀŦş˦̹ŅňŀŅŘƟ̹ŘĴŀňĩŘĴ̹ƙňƀŅ̹ŞňşŦŵ̹ƘĜŵňĜƀňŦşŹ̹
Ĝşİ̹İĴĪŦŵĜƀňŦşŹ̹ĜƀƀĜĪŅĴİ̹ĜŹ̹İĴƀĜňŘŹ̹ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ˫̹bŅĴ̹ ňşňƀňĜŘ̹b̹ ŘĴƀƀĴŵ̹ ňŹ̹
İŵĜƙş˦̹Ĝşİ̹ŅĴĜƘňŘƟ̹ňŘŘƄŹƀŵĜƀĴİ̹ƙňƀŅ̹ǭŦƙĴŵŹ˦̹ŘĴĜƘĴŹ˦̹Ĝşİ̹ĩŵĜşĪŅĴŹ˫

Fig. 68. 1 Corinthians XIII, Edward 
Johnston, ca. 1920s, Source: Kelly & 
Koeth, (2001: 18).

bŅĴ̹ŦƘĴŵĜŘŘ̹ĪŦŞŲŦŹňƀňŦş̹ňŹ̹ŹŘňŀŅƀŘƟ̹İňǣĴŵĴşƀ̹ĿŵŦŞ̹ƀŅĴ̹ĜşĪňĴşƀ̹ŞĜşƄŹĪŵňŲƀ˫̹
)ŦƙĴƘĴŵ˦̹ňƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹ƀŅĜƀ̹ƄŹňşŀ̹ƀŅĴ̹ŹĴŘĴĪƀĴİ̹ŦŘİ̹ƀŦŦŘŹ̹Ĝşİ̹ŞĜƀĴŵňĜŘŹ̹Ĝşİ̹
ƀŅĴ̹ňşƀĴŵŲŵĴƀĜƀňŦş̹ŦĿ̹ƀŅĴ̹ĜşĪňĴşƀ̹ƙŵňƀňşŀ̹ŹƀƟŘĴŹ̹ƀŅĜƀ̹ĜŵĴ̹ŹƀňŘŘ̹ŴƄňƀĴ̹ĪŘŦŹĴ̹ƀŦ̹
ƀŅĴ̹ŦŵňŀňşĜŘŹ̹ŹŅŦƙ̹Ĝ̹ŹňŞňŘĜŵňƀƟ̹şŦƀ̹ĿĜŵ̹ĿŵŦŞ̹ƀŅĴ̹ĜşĪňĴşƀ̹ĴƞĜŞŲŘĴŹ˫̹bŅĜƀ̹
ŞĴĜşŹ̹ ƀŅĴ̹ ̚ŞŦİĴŵş̛̹ ňşƀĴŵŲŵĴƀĜƀňŦş̹ ŦĿ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ŹƀňŘŘ̹ ŘŦƟĜŘ̹
ƀŦ̹ƀŅĴ̹ƀŵĜİňƀňŦş̹ňş̹Ĝ̹ŹĴşŹĴ˫̹�ƘĴş̹ňƀ̹ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹7ŦŅşŹƀŦş̝Ź̹ŘĴƀƀĴŵĿŦŵŞŹ̹
ĪŵĴĜƀĴİ̹ŞŦİĴŵş̹ŘĴƀƀĴŵŹ̹ĜŹ̹Ĝŵƀ̹Ĝşİ̹ĿŦŵ̹ĴƘĴŵƟİĜƟ̹ƄŹĴ˦̹ ňƀ̹ ňŹ̹ŹƀňŘŘ̹İňŹŲƄƀĜĩŘĴ̹
ƀŦ̹ĜŹŹĴŵƀ̹ƀŅĜƀ̹̚ŞŦİĴŵş̛̹ĪĜŘŘňŀŵĜŲŅƟ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĴƞŲŵĴŹŹ̹̚ĴŞŦƀňŦşĜŘ̹ƄşňƀƟ̛̹
˾7ŦŅşŹƀŦş˦̹ʆʎʍʆ˥̹ʆʊʌ˿̹ƙňƀŅ̹ŅňŞ˫

,ƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹ƀŅĜƀ̹ƙňƀŅ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŵĴƘňƘĜŘ˦̹ŵĴĜŹŹĴŹŹňşŀ̹ŲŵŦĪĴŹŹ̹ŹƀĜŵƀĴİ˦̹
Ĝşİ̹ ňƀ̹ ňŹ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ňŹŹƄĴ̹ ĜĿƀĴŵ̹ ƀŅĴ̹ ŘŦşŀ̹ ŲĴŵňŦİ̹ ŦĿ̹ ŹňŘĴşĪĴ̹ ňş̹ ƀŅĴ̹
ŵĴĜŘŞ̹ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˰̹ŅŦƙĴƘĴŵ˦̹ŹĴĜŵĪŅňşŀ̹ĿŦŵ̹ĴŞŦƀňŦş̹ƀŅŵŦƄŀŅ̹
7ŦŅşŹƀŦş̝Ź̹ƀĴƞƀ̹ĜŹ̹ňş̹1 Corinthians XIII̹˾#ňŀ˫̹ʋʍ˿̹ňş̹ŅňŹ̹ĴƞĴĪƄƀňŦş˦̹ƙŦƄŘİ̹
ĩĴ̹Ĝş̹ĴƞĜŀŀĴŵĜƀĴİ̹ĪŦŞŞĴşƀ˫̹



ʆʎʎ

,ƀ̹ ňŹ̹ ĴƘňİĴşƀ̹ ƀŅĜƀ̹7ŦŅşŹƀŦş̝Ź̹ŲŵĜĪƀňĪĴŹ̹ ŵĴƘĴĜŘ̹ƙňƀŅ̹ ŘŦşŀňşŀ̹ ĿŦŵ̹ ƀŅĴ̹ŲĜŹƀ˰̹
ňƀ̹ŵĴŹĴŞĩŘĴŹ̹Ĝ̹ŵĴŞňşİĴŵ̹ŦĿ̹ƙŅĜƀ̹ƀŅĴƟ̹ĪĜŘŘ̹ŵĴƘňƀĜŘňƥňşŀ̹ňş̹Ĝ̹ŞŦİĴŵş̹ŹĴşŹĴ̹
˾ŞĴĜşňşŀ̹ĩĴŘŦşŀŹ̹ƀŦ̹ƀŅĴ̹ƀƙĴşƀňĴƀŅ̹ĪĴşƀƄŵƟ˿˦̹ŵĴ̐ŅĜşİŘňşŀ̹ƘĴŵƟ̹ĪŘŦŹĴ̹ƀŦ̹ňƀŹ̹
ĴŹŹĴşĪĴ˦̹ŵĴŞĴŞĩĴŵňşŀ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ƙĜŹ̹Ĝş̹ŦƄƀ̐ŦĿ̐ŹňŀŅƀ̹ĿŦŵ̹
Ĝ̹ŘŦşŀ̹ƀňŞĴ˰̹ŅĴşĪĴ̹ňƀ̹ňŹ̹ĪĜŘŘĴİ̹ĜŹ̹ŞŦİĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹)ŦƙĴƘĴŵ˦̹ŘŦŦŖňşŀ̹Ĝƀ̹
ƀŅĴ̹ƙŦŵİ̹̚ŞŦİĴŵş˦̛ ̹ĪŦŞĴŹ̹ĿŵŦŞ̹ƀŅĴ̹;Ĝƀňş̹ƙŦŵİ̹̚ŞŦİŦ˦̛ ̹ŞĴĜşňşŀ̹̚ŵňŀŅƀ̹
şŦƙ˦̛ ̹Ĝşİ̹̚ŞŦİĴŵşƄŹ̛̹İĴŵňƘĴİ̹ĿŵŦŞ̹ňƀ˫̹rňƀŅ̹ƀŅĴ̹ĜİŦŲƀňŦş̹ŦĿ̹�ŅŵňŹƀňĜşňƀƟ̹
ĜŹ̹ƀŅĴ̹ŹƀĜƀĴ̹ŵĴŘňŀňŦş˦̹ƀŅňŹ̹ƙŦŵİ̹ĴƘĴş̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ƄŹĴİ̹ňş̹ƀŅĴ̹ƀƙĴşƀňĴƀŅ̹
ĪĴşƀƄŵƟ̹ĿŦŵ̹Ĝ̹ŵĴňşƀĴŵŲŵĴƀĜƀňŦş̹ŦĿ̹ƀŵĜİňƀňŦşĜŘ̹ĪĜŘŘňŀŵĜŲŅƟ˰̹ ňƀ̹ƙĜŹ̹ƄŹĴİ̹ĿŦŵ̹
ƀŅĴ̹ǬŵŹƀ̹ƀňŞĴ̹ňş̹ƀŅĴ̹ǬĿƀŅ̹ĪĴşƀƄŵƟ̹ƀŦ̹İňŹƀňşŀƄňŹŅ̹ƀŅĴ̹şĴƙ̹ŲĴŵňŦİ̹ĿŵŦŞ̹ƀŅĴ̹
ŦŘİ̹˾WŦŞĜş̹Ĝşİ̹TĜŀĜş˿̹ŲĴŵňŦİ˫̹�ƘĴş̹ňƀŹ̹ĪŦşƀĴşƀ̹ňŹ̹ĪŦşŹƀĜşƀŘƟ̹ĪŅĜşŀňşŀ˦̹
ƀŅĴ̹ŲĴŵňŦİŹ̹ƀŅĜƀ̹ĴŹƀĜĩŘňŹŅ̹Ĝ̹ŵĴŘĜƀňŦşŹŅňŲ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ĜşƀňŴƄňƀƟ̹Ĝşİ̹ňƀŹĴŘĿ˦̹
ĜŹ̹ƙĴŘŘ̹ĜŹ̹ƀŅĴ̹̚ŦŘİ̛̹ĿŵŦŞ̹ƀŅĴ̹̚şĴƙ˫̛ ̹

�ŅŵňŹƀňĜşňƀƟ̹ ňŹ̹ ƀŅĴ̹ ŹƀĜƀĴŞĴşƀ̹ ŦĿ̹ ŞŦİĴŵşňƀƟ̹ ˾ňşşŦƘĜƀňŦş˿˫̹ bŅĴ̹ ŦŘİ̹
ƙŦŵŘİ̹ ňŹ̹ ŲĜŀĜş˰̹ ƀŅĴ̹ şĴƙ̹ƙŦŵŘİ̹ ňŹ̹ �ŅŵňŹƀňĜş˫̹rŅňŘĴ̹ ƀŅĴ̹ ŦŘİ̹ƙŦŵŘİ̹ƙĜŹ̹
ňş̹ İĜŵŖşĴŹŹ˦̹ ƀŅĴ̹ ŘňŀŅƀ̹ ŦĿ̹ �ŅŵňŹƀ̹ şŦƙ̹ ňŘŘƄŞňşĜƀĴİ̹ ƀŅĴ̹ şĴƙ̹ƙŦŵŘİ˫̹bŅňŹ̹
ŞĴĜşƀ̹ŀňƘňşŀ̹Ĝ̹şĴƙ̹ŞĴĜşňşŀ̹ƀŦ̹ƀŅĴ̹ŹƀĜƀĴ̹ĜŲŲĜŵĜƀƄŹ˦̹ŹŦĪňĜŘ̹ĪŦşİňƀňŦşŹ˦̹
ƘĜŘƄĴ̹œƄİŀŞĴşƀŹ˦̹Ĝşİ̹Ĝŵƀ̹ňş̹Ĝ̹ŹŅŦŵƀ̹ŅňŹƀŦŵƟ˫̹bŅƄŹ˦̹ƀŅĴ̹ŹŦ̐ĪĜŘŘĴİ̹ŞŦİĴŵş̹
Ĝŵƀ̹ ňŹ̹ ƀŅĴ̹ œŦňşƀ̹ ŲŵŦİƄĪƀ̹ ŦĿ̹ ƀŅĴ̹ ňşİƄŹƀŵňĜŘňƥĴİ̹ ŹŦĪňĴƀƟ̹ Ĝşİ̹ ƀŅĴ̹ ĪŵňƀňĪĜŘ̹
ĪŦşŹĪňŦƄŹşĴŹŹ̹ ˾ŞŦİĴŵşňŹŞ˿̹ ŹŅĜŲĴİ̹ ňş̹ ƀŅňŹ̹ ŹŦĪňĴƀƟ̹ ˾xŉŘŞĜƥ˦̹ ʇʅʆʈ˿˫̹
,ş̹ ŦşĴ̹ ŹĴşŹĴ˦̹ŞŦİĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ŞĜƟ̹ ŵĴĿĴŵ̹ ƀŦ̹ Ĝ̹ şĴƙ̹ ĴŵĜ̹ ŦĿ̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ˰̹ ŅŦƙĴƘĴŵ˦̹ ňƀ̹ ŹƀňŘŘ̹ ŲŦňşƀŹ̹ Ĝƀ̹ ƀŅĴ̹ ŲĜŹƀ̹ ŘňƀĴŵĜŘŘƟ̹ ŅĴşĪĴ̹ ĪĜŘŘňşŀ̹
7ŦŅşŹƀŦş̝Ź̹ŲŵĜĪƀňĪĴŹ̹̚ŞŦİĴŵş̛̹ňŹ̹İňŹŲƄƀĜĩŘĴ˫

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ ĩƟ̹ İĴŲňĪƀňşŀ̹ ƀŅĴ̹ ƀĴŵŞ̹ ŞŦİĴŵş̹ ňş̹ ƀŅĴ̹ �ƄŵŦŲĴĜş̹
ŹĴşŹĴ̹ ŦĿ̹ Ĝŵƀ˦̹ ŅŦƙ̹ ƀŅĴŹĴ̹ŞŦİĴŵş̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ŲĴŵĪĴňƘĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹
ĿƄşĪƀňŦşĜŘ̹ ĩĴĜƄƀƟ̹ ŹƀňŘŘ̹ ŞĜŖĴŹ̹ ňƀ̹ İňŹŲƄƀĜĩŘĴ̹ ƀŦ̹ ĜŹŹĴŹŹ̹ ƀŅĴŹĴ̹ ŲŵĜĪƀňĪĴŹ̹
ĜŹ̹ Ĝş̹Ĝŵƀ̹ ĿŦŵŞ̹ĜŹ̹ ĴƞĴĪƄƀĴİ̹ ňş̹ ƀŅĴ̹ ƀƙĴşƀƟ̐ǬŵŹƀ̹ ĪĴşƀƄŵƟ˫̹rŅňŘĴ̹ƙŵňƀňşŀ̹
Ĝşİ̹ƀƟŲŦŀŵĜŲŅƟ̹ƙĴŵĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝş̹ňŞĜŀĴ̹Ĝşİ̹ŵĴǭĴĪƀ̹ŅňŀŅŘƟ̹İňǣĴŵĴşƀ̹
ĜƀƀňƀƄİĴŹ˦̹ şĜŞĴŘƟ̹ ƙŅňŘĴ̹ #ƄƀƄŵňŹƀ˦̹ �ĜİĜ˦̹ Ŧŵ̹ �ŦşŹƀŵƄĪƀňƘňŹƀ̹ ĜŵƀňŹƀŹ̹
ŘňƀĴŵĜŘŘƟ̹ ƀŦŦŖ̹ ƀŅĴ̹ƙŵňƀňşŀ̹ ƀŦ̹ Ĝ̹ ƘĴŵƟ̹ İňǣĴŵĴşƀ̹ ǬĴŘİ̹ Ĝşİ̹ ĩƟ̹ ňşƀŵŦİƄĪňşŀ̹
ŴƄňƀĴ̹ ĴƞƀŵĴŞĴ̹ ŲŦŹŹňĩňŘňƀňĴŹ˦̹ ĩŵĴĜŖňşŀ̹ ƀŅĴ̹ ƙŵňƀňşŀ̹ Ĝ̹ İĴŀŵĴĴ̹ ĿŵŦŞ̹ ƀŅĴ̹
ĪŦşƀĴƞƀ̹ ŦĿ̹ ƀŅĴ̹ ƙĴŹƀĴŵş̹ ƄşİĴŵŹƀĜşİňşŀ˦̹ ĜŵŵĜşŀňşŀ̹ ƀƟŲĴ̹ ňş̹ Ĝ̹ ĪŵĴĜƀňƘĴ̹
ĜŘŘňĜşĪĴ̹ĩĴƀƙĴĴş̹Ĝŵƀ˦̹ŲŵŦŲĜŀĜşİĜ˦̹ Ĝşİ̹ĜİƘĴŵƀňŹňşŀ˦̹ ĪĜŘŘňŀŵĜŲŅƟ̹ŹƀňŘŘ˦̹ ňş̹
Ĝ̹ ŹĴşŹĴ˦̹ƙĜŹ̹ ŲĴŵĿŦŵŞĴİ̹ Ĝş̹ ĜƙĜŖĴşňşŀ̹ ĩƟ̹ ŹƀĜşİňşŀ̹ ŹƀňŘŘ˫̹ [Ŧ˦̹ ňƀ̹ƙŦƄŘİ̹
şŦƀ̹ĩĴ̹ƄşĿĜňŵ̹ƀŦ̹ŹĜƟ̹Ĝ̹ŘŦŦŖ̹ĩĜĪŖ̹ƀŅĜƀ̹ňŹ̹şŦƀ̹ĪŦŞŲŘĴƀĴŘƟ̹ŲĜŵĜŘŘĴŘ̹ƙňƀŅ̹ƀŅĴ̹
ĜƙĜŖĴşňşŀ̹ ňş̹ Ĝŵƀ˫̹ ,ƀ̹ƙňŘŘ̹ ĜŘŹŦ̹ĩĴ̹İňŹĪƄŹŹĴİ̹ ňş̹�ŅĜŲƀĴŵ̹q,̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹
ĴƞĜŞňşĜƀňŦş̹ŦĿ̹ŲŵĜĪƀňĪĴŹ̹ŦĿ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ƙŅňĪŅ̹ŹĴĴŞŹ̹
ƀŦ̹ŵĴǭĴĪƀ̹ƀŅĴ̹ƘĜŵňŦƄŹ̹ĿĴĜƀƄŵĴŹ̹ŦĿ̹ƀƙĴşƀňĴƀŅ̐ĪĴşƀƄŵƟ̹ŞŦİĴŵş̹Ĝŵƀ̹ƀŅŵŦƄŀŅ̹
ƀŅĴ̹ƀƙĴşƀƟ̐ǬŵŹƀ̹ĪĴşƀƄŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫

#Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ƀŅĴ̹ ƙŦŵİ̹ ŞŦİĴŵş̹ ƀŅĜƀ̹ ŵĴĿĴŵŹ̹ ƀŦ̹ 7ŦŅşŹƀŦş̝Ź̹ ŲŵĜĪƀňĪĴŹ̹
ŹĴĴŞŹ̹şŦƀ̹ƀŦ̹ĪŦŵŵĴŹŲŦşİ̹ƀŦ̹ƀŅĴ̹ĴƞŲŵĴŹŹňŦş̹ňş̹ŞŦİĴŵş̹Ĝŵƀ̹Ĝşİ̹şĴĴİŹ̹ƀŦ̹ĩĴ̹
ƄşİĴŵŹƀŦŦİ̹ĜŹ̹ƀŅĴ̹ŵĴĜƙĜŖĴşňşŀ̹ŦĿ̹ĜşĪňĴşƀ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŹĪŵňŲƀŹ̹ƙňƀŅ̹Ĝ̹şĴƙ̹
ňşƀĴŵŲŵĴƀĜƀňŦş̹ƀŅĜƀ̹ĪŦŞĩňşĴŹ̹ƀŅĴ̹ĿƄşĪƀňŦş̹Ĝşİ̹ĿŦŵŞŹ̹ĪŘŦŹĴŘƟ̹ĩŦƄşİ̹ƀŦ̹ƀŅĴ̹
ƀŵĜİňƀňŦş˫̹bŅĴ̹ŞĜňş̹ňŹŹƄĴ̹ňŹ̹şŦƀ̹ĩĴňşŀ̹ĪŘŦŹĴŘƟ̹ŵĴŘĜƀĴİ̹ƀŦ̹ƀŅĴ̹ŲĜŹƀ̹ĩƄƀ̹ŹƀňŘŘ̹
ŲŵĜĪƀňĪňşŀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹Ĝ̹ŹĴŵƘĜşƀ̹ŦĿ̹ƀŅĴ̹ƀĴƞƀ̹ƀŅĜƀ̹ŘňŞňƀŹ̹ƀŅĴ̹ĩŦƄşİĜŵňĴŹ̹
ŦĿ̹ ƙŵňƀƀĴş̹ ƀĴƞƀ˫̹ �ĴĪĜƄŹĴ˦̹ ĜŹ̹ ƙňŘŘ̹ ĩĴ̹ ƄşİĴŵŘňşĴİ̹ ƙŅňŘĴ̹ İňŹĪƄŹŹňşŀ̹
ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƀĴşİĴşĪňĴŹ̹ ňş̹ ƀŅĴ̹ ŵĴĜŘŞ̹ ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙňƀŅ̹ ňƀŹ̹ şĜƀƄŵĴ˦̹ ňŹ̹ ĜĪĪƄŞƄŘĜƀĴİ̹ ĿŦŵŞ˫̹BŦ̹ŞĜƀƀĴŵ̹ ŅŦƙ̹ ňƀ̹ ňŹ̹
ĴƞĴĪƄƀĴİ˦̹ƙňƀŅ̹ Ŧŵ̹ƙňƀŅŦƄƀ̹ ŹĴŞĜşƀňĪ̹ŞĴĜşňşŀ˦̹ ňş̹ ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ƙŅĴƀŅĴŵ̹
ƀŅĴ̹ŘĴƀƀĴŵ̹Ŧŵ̹Ĝ̹ƙŦŵİ̹ňŹ̹ƙŵňƀƀĴş̹Ŧŵ̹şŦƀ˦̹ ňĿ̹ƀŅĴ̹ŦşĴ̹ĴƞĴĪƄƀĴŹ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ ňƀ̹
ŞĴĜşŹ̹ŅňŹ̹ŲŵĜĪƀňĪĴ̹ŹƀňŘŘ̹ŵĴŹĴŵƘĴŹ̹ƀŅĴ̹ŅňŹƀŦŵňĪĜŘ̹ŵĴĿĴŵĴşĪĴŹ˫̹bŅĴ̹ĴƞĴĪƄƀňŦş̹
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ĪĜş̹ ĩĴ̹ ƀŦƀĜŘŘƟ̹ İňǣĴŵĴşƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ ĜşĪňĴşƀ̹ƙŵňƀƀĴş̹ ƀĴƞƀ˰̹ ŅŦƙĴƘĴŵ˦̹ ňƀ̹ ŹƀňŘŘ̹
ĪĜŵŵňĴŹ̹Ĝşİ̹ŵĴǭĴĪƀŹ̹ňƀŹ̹ŵŦŦƀŹ̹ĴƘĴş̹ƀŅŵŦƄŀŅ̹Ĝ̹ŘňşĴ̹Ŧŵ̹Ĝ̹ŹƀŵŦŖĴ˫̹WĴĜŹŹĴŹŹňşŀ̹
ƀŅĴ̹ ĜşĪňĴşƀ̹ ŹƀƟŘĴŹ̹ ĿŦŵ̹ ƀŅĴ̹ ŹĜŖĴ̹ ŦĿ̹ ĿƄşĪƀňŦşĜŘňƀƟ̹ ŹŅŦƙŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ ĜşĪňĴşƀ̹
ƙĴŹƀĴŵş̹ƙŵňƀňşŀ̹ĪŦşĪĴŲƀ̹İňŹĪƄŹŹĴİ̹ňş̹�ŅĜŲƀĴŵ̹,,̹ĪŦşƀňşƄĴŹ̹ƀŅŵŦƄŀŅ̹ƀŅĴŹĴ̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ĴƘĴş̹ňş̹ƀŅĴňŵ̹ŞŦİĴŵş̹ňşƀĴŵŲŵĴƀĜƀňŦşŹ˫

;ŦŦŖňşŀ̹Ĝƀ̹�ƄŹƀŵňĜ̹Ĝşİ̹$ĴŵŞĜşƟ˦̹ƀŅĴ̹ŹňƀƄĜƀňŦş̹ňŹ̹ŹŘňŀŅƀŘƟ̹İňǣĴŵĴşƀ̹ĿŵŦŞ̹
�şŀŘĜşİ˫̹,ş̹$ĴŵŞĜşƟ˦̹ĪĜŘŘňŀŵĜŲŅňĪ̹İĴƘĴŘŦŲŞĴşƀ̹ƙĜŹ̹ĜĪŴƄňŵĴİ˦̹ňşǭƄĴşĪĴİ̹
ĩƟ̹ƀƟŲŦŀŵĜŲŅƟ˦̹Ĝşİ̹İĴŹňŀşĴİ̹ĜŹ̹Ĝş̹ňşİĴŲĴşİĴşƀ̹ŞŦƘĴŞĴşƀ̹ƀŅĜƀ̹ĿŦŵŞĴİ̹
Ĝşİ̹ĜŘŹŦ̹ŹŲŵĴĜİ̹ƀŦ̹ŦƀŅĴŵ̹ĪŦƄşƀŵňĴŹ̹˾;ŦĜňƥĜ˦̹qĜŘĴşĪňĜ˦̹Ĝşİ̹$ƄƀňĵŵŵĴƥ˦̹ʇʅʆʅ˿˫̹

�̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŵĴşĜňŹŹĜşĪĴ̹ ĩĴŀĜş̹ ňş̹ ƀŅĴ̹ ƀƙĴşƀňĴƀŅ̹ ĪĴşƀƄŵƟ̹ ƙňƀŅ̹ ƀŅĴ̹
�ƄŹƀŵňĜş̹ŵŦƟĜŘ̹ĜŵĪŅňƘňŹƀ̹Ĝşİ̹ŘĴĪƀƄŵĴŵ̹ňş̹qňĴşşĜ̹WƄİŦŘĿ̹ƘŦş̹;ĜŵňŹŅ̹˾ʆʍʊʋ̐
ʆʎʈʉ˿̹ Ĝşİ̹ ƀŅĴ̹ ƀƟŲĴ̹ İĴŹňŀşĴŵ̹ WƄİŦŘĿ̹ 9ŦĪŅ̹ ˾ʆʍʌʋ̐ʆʎʈʉ˿̹ ňş̹ HǣĴşĩĜĪŅ˦̹
$ĴŵŞĜşƟ˦̹ ƙŅŦ̹ ƙĜŹ̹ ĿŦŘŘŦƙĴİ̹ ĩƟ̹ ;ĜŵňŹŅ̹ ŹĴƘĴŵĜŘ̹ ƟĴĜŵŹ̹ ŘĜƀĴŵ˫̹ bŅĴňŵ̹
ĜŲŲŵŦĜĪŅĴŹ̹ ĜŵĴ̹ ĪŦşŹňİĴŵĴİ̹ ŴƄňƀĴ̹ İňǣĴŵĴşƀ̹ ĿŵŦŞ̹ �şŀŘňŹŅ̹ ŵĴƘňƘĜŘňŹŞʍ˦̹
ĪŦşŹňİĴŵňşŀ̹ ƀŅĴ̹ $ĴŵŞĜş̹ ňşĪŘňşĜƀňŦş̹ ŦĿ̹ ŹĴĴňşŀ̹ ňşŹŲňŵĜƀňŦş̹ ňş̹ ƙŵňƀňşŀ̹
ŞĜƀĴŵňĜŘŹ˦̹ �ŘĜƟƀŦş̹ ˾ʇʅʆʈ˿̹ ĪŘĜňŞŹ̹ ƀŅĜƀ̹ ňş̹$ĴŵŞĜşƟ˦̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĩĴŀĜş̹ ƀŦ̹
ŲŵĜĪƀňĪĴ̹ƙňƀŅ̹ƀŅĴŹĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹Ĝş̹Ĝŵƀ̹ĿŦŵŞ̹ƀŅĜƀ̹ŲƄŹŅĴŹ̹ƀŅĴ̹ĩŦƄşİĜŵňĴŹ̹
ƀŅŵŦƄŀŅ̹ƀŅĴ̹ĪŦşŹĪňŦƄŹşĴŹŹ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŞĜŵŖŹ˫̹#Ŧŵ̹ƀŅĴŹĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹
ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞĜœŦŵ̹ňŞŲŦŵƀĜşĪĴ̹ƙĜŹ̹ŀňƘĴş̹ƀŦ̹ĪŵĴĜƀňƘňƀƟ̹ƙňƀŅŦƄƀ̹ŲŵĴĜĪŅňşŀ̹
ĜşƟ̹ŹŲĴĪňǬĪ̹ŹƀƟŘĴ̹ŦĿ̹ƙŵňƀňşŀ˦̹ƄşŘňŖĴ̹7ŦŅşŹƀŦş˫̹bŅĜƀ̹ŞĜƟ̹ŵĴĿĴŵ̹ƀŦ̹ƀŅĴ̹Źňŀş̹
ŦĿ̹ƀŅĴ̹ƄşİĴŵŹƀĜşİňşŀ̹ŦĿ̹ƙŵňƀňşŀ̹ĜŹ̹Ĝş̹ňŞĜŀĴ̹ŵĜƀŅĴŵ̹ƀŅĜş̹Ĝ̹ƀĴƞƀ˦̹Ĝşİ̹ƀŅĜƀ̹
ŲŦňşƀŹ̹Ĝƀ̹Ĝ̹ŘňşĴ̹ĜŹ̹Ĝ̹ƀŵĜĪĴ̹ŦĿ̹ŲŵňŞňƀňƘĴ̹ŦŵňŀňşŹ̹ƙňƀŅ̹ĴŞŦƀňŦşĜŘŘƟ̹ĪŅĜŵŀĴİ̹
ƀŅĜƀ̹ĩĴĪĜŞĴ̹Ĝş̹ĜŘŘňĜşĪĴ̹ƙňƀŅ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĜŵƀĿŦŵŞŹ˫

WƄİŦŘĿ̹ ƘŦş̹ ;ĜŵňŹŅ̹ ĴƞŲĴŵňŞĴşƀĴİ̹ƙňƀŅ̹ ŘĴƀƀĴŵŹ̹ ƀŅĜƀ̹ƙĴŵĴ̹ŞĜİĴ̹ƙňƀŅ̹ Ĝ̹
ƘĜŵňĴƀƟ̹ŦĿ̹ƀŦŦŘŹ̹Ĝşİ̹ňşƀŵŦİƄĪĴİ̹Materialsprache̹˾ŘĜşŀƄĜŀĴ̹ŦĿ̹ŞĜƀĴŵňĜŘŹ˿̹
ĪŦşĪĴŲƀ̹ ƀŅĜƀ̹ İĴƘĴŘŦŲĴİ̹ ŞŦİĴŵş̹ ĜŘŲŅĜĩĴƀŹ̹ ƙňƀŅ̹ ƀŅĴ̹ ĴŞŲŅĜŹňŹ̹ Ŧş̹
the ŵĴŘĜƀňŦşŹŅňŲ̹ ĩĴƀƙĴĴş̹ ŘĴƀƀĴŵŹ̹ Ĝşİ̹ ƀŅĴ̹ƙŵňƀňşŀ̹ ŹƄŵĿĜĪĴ̹ ňş̹ Ĝ̹ ǬŀƄŵĴ̐
ĩĜŹĴİ̹ ŹĴşŹĴ˫̹)Ĵ̹ ĩĴŀĜş̹ ŅňŹ̹ ĪĜŵĴĴŵ̹ ĜŹ̹ Ĝ̹ ĪƄŵĜƀŦŵ̹ ŦĿ̹ŞĜşƄŹĪŵňŲƀŹ̹ ňş̹ ƀŅĴ̹
)ĜĩŹĩƄŵŀ̝Ź̹;ňĩŵĜŵƟ˦̹ƀŅĴş̹ĩĴĪĜŞĴ̹ĜŲŲŦňşƀĴİ̹ŲŵŦĿĴŹŹŦŵ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝƀ̹
ƀŅĴ̹qňĴşşĜ̹�ŵƀ̹�ŦŘŘĴŀĴ˫̹)Ĵ̹ŲƄĩŘňŹŅĴİ̹ƘĜŵňŦƄŹ̹ĜŵƀňĪŘĴŹ̹ƀŦ̹ĜŵŦƄŹĴ̹ŲƄĩŘňĪ̹
ĜƙĜŵĴşĴŹŹ̹Ĝşİ̹ňşƀĴŵĴŹƀ̹ňş̹ĪĜŘŘňŀŵĜŲŅƟ̹˾AĴİňĜƘňŘŘĜ˦̹ʆʎʎʋ˿˫

;ĜŵňŹĪŅ̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ Ĝ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ ŞƄĪŅ̹ ŞŦŵĴ̹ ŦŲĴş̹ ňş̹ ƀĴŵŞŹ̹ ŦĿ̹
ƄŹňşŀ̹ Ĝ̹ ƙňİĴ̹ ƘĜŵňĴƀƟ̹ ŦĿ̹ ŞĜƀĴŵňĜŘŹ˦̹ ŹƄŵĿĜĪĴŹ̹ ŹƄĪŅ̹ ĜŹ̹ ŀŘĜŹŹ˦̹ ƙŦŦİ˦̹
ŞĴƀĜŘ˦̹ Ĝşİ̹ ƀĴƞƀňŘĴŹ˦̹ ƙŅňĪŅ̹ ƙĴŵĴ̹ şĴƘĴŵ̹ ĴŞŲŘŦƟĴİ̹ ĩƟ̹ 7ŦŅşŹƀŦş˫̹ bŅĴŹĴ̹
ƘĜŵňĜƀňŦşŹ˦̹şŦ̹İŦƄĩƀ˦̹ĜǣĴĪƀĴİ̹ƀŅĴ̹ŦŵňŀňşĜŘňƀƟ̹Ĝşİ̹ňşŹŲňŵĜƀňŦşĜŘ̹İňƘĴŵŹňƀƟ̹
ŦĿ̹ŅňŹ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ƙŦŵŖŹ̹ ˾,ĩňİ˫˿˫̹AŦŵĴŦƘĴŵ˦̹ŅňŹ̹ ĜŲŲŵŦĜĪŅ̹ ƀŦ̹ ŘĴƀƀĴŵňşŀ̹ ňŹ̹
İĴŹĪŵňĩĴİ̹ĜŹ̹ĴŞŲŅĜŹňƥňşŀ̹ƙŵňƀňşŀ̹ĜŹ̹Ĝ̹ŲĴŵĿŦŵŞĜşĪĴ˦̹ ňş̹ƙŅňĪŅ̹ŵŅƟƀŅŞ̹
ňŹ̹ĪŦşŹňİĴŵĴİ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ĿĴĜƀƄŵĴ˫̹rňƀŅ̹ƀŅňŹ̹ĜŲŲŵŦĜĪŅ˦̹ŅĴ̹ŲŵĴĿĴŵŵĴİ̹ƀŦ̹
ƄŹĴ̹ ĩŘŦĪŖ̹ ŘĴƀƀĴŵŹ̹ ŲŦŲƄŘĜŵ̹ ňş̹ [ĴĪĴŹŹňŦşňŹƀʎ̹Ĝŵƀ˰̹ ŅĴşĪĴ̹ ŅĴ̹ ĪŦƄŘİ̹ ŹƀŵňŲ̹ ŦĿ̹
ŅňŹƀŦŵňĪĜŘ̹ĜŹŹŦĪňĜƀňŦşŹ̹ŦĿ̹ŲĴşŞĜşŹŅňŲ̹˾�ŘĜƟƀŦş˦̹ʇʅʆʈ˿˫

ʍ̹ ,ƀ̹ ŹŅŦƄŘİ̹ ĜŘŹŦ̹ ĩĴ̹ şŦƀĴİ̹ ƀŅĜƀ̹ �İƙĜŵİ̹ 7ŦŅşŹƀŦş̹ ĿŦĪƄŹĴİ̹ Ŧş̹ ĪĴŵƀĜňş̹ ŘĴƀƀĴŵĿŦŵŞŹ̹ƙŅňŘĴ̹ ňŀşŦŵňşŀ̹
ŦƀŅĴŵŹ˦̹ƙŅňĪŅ̹ ĜǣĴĪƀĴİ̹ŅňŹ̹ ĪŵĴĜƀňƘňƀƟ̹ Ĝşİ̹ ƀŅĴ̹ ŲŦŹŹňĩňŘňƀƟ̹ ƀŦ̹ ĴƞŲŘŦŵĴ˫̹AŦŵĴŦƘĴŵ˦̹ ƀŅŦŹĴ̹ ŹƀƟŘĴŹ̹ƙĴŵĴ̹
ŹĴŘĴĪƀĴİ̹ƙňƀŅ̹ ƀŅĴ̹ ĪŦşĪĴŵş̹ ŦĿ̹ ŅňŹ̹ ƀĴĜĪŅňşŀ̹ ŲŵŦŀŵĜŞ̹ ƀŦ̹ İĴƀĴŵŞňşĴ̹ƙŅňĪŅ̹ƙĴŵĴ̹ŞŦŵĴ̹ ŹƄňƀĜĩŘĴ̹ Ŧŵ̹
şŦƀ˫̹WƄŹƀňĪ̹ ĪĜŲňƀĜŘŹ˦̹fşĪňĜŘ˦̹�ŅĜşĪĴŵƟ̹ ŹĪŵňŲƀ˦̹ Ĝşİ̹$ŦƀŅňĪ˦̹ƙĴŵĴ̹ ƀŵĴĜƀĴİ̹ŲŦŦŵŘƟ̹ ňş̹ŅňŹ̹ŞĜşƄĜŘ˰̹ ĿŦŵ̹
ĴƞĜŞŲŘĴ˦̹ŅĴ̹ŦşŘƟ̹İĴŹĪŵňĩĴŹ̹ŦşĴ̹ŹƀƟŘĴ˦̹ňŀşŦŵňşŀ̹#ŵĜŖƀƄŵ˦̹WŦƀƄşİĜ˦̹$ŦƀŅňĪ̹ĪƄŵŹňƘĴ˦̹�ĜŹƀĜŵİĜ˦̹ƙŅňĪŅ̹
ŞĴĜşŹ̹ƘĜŵňŦƄŹ̹ŹňŀşňǬĪĜşƀ̹ŞĜŹƀĴŵŹ̹ŦĿ̹#ŘĴŞňŹŅ˦̹ ,ƀĜŘňĜş̹Ŧŵ̹[ŲĜşňŹŅ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹˾AĴİňĜƘňŘŘĜ˦̹ʆʎʎʋ˿˫̹
#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ ňƀ̹ ňŹ̹şŦƀ̹ŹƄŵŲŵňŹňşŀ̹ƀŅĜƀ̹ŅňŹ̹ĜŲŲŵŦĜĪŅ˦̹ĪŦŞŲĜŵĴİ̹ƀŦ̹WƄİŦŘĿ̹ƘŦş̹;ĜŵňŹŅ̹Ŧŵ̹WƄİŦŘĿ̹
9ŦĪŅ˦̹ŵĴŞĜňşĴİ̹ŘňŞňƀĴİ˦̹ĿŦĪƄŹňşŀ̹Ŧş̹ƀŅĴ̹ĿƄşĪƀňŦşĜŘ̹ĿŦŵŞĜŘňƀƟ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵĿŦŵŞŹ˫

ʎ̹bŅĴ̹qňĴşşĜ̹[ĴĪĴŹŹňŦş˦̹Ĝş̹Ĝŵƀ̹ŞŦƘĴŞĴşƀ̹ƙŅňĪŅ̹ňŹ̹ĪŘŦŹĴŘƟ̹ŵĴŘĜƀĴİ̹ƀŦ̹�ŵƀ̹BŦƄƘĴĜƄ˦̹ĿŦŵŞĴİ̹ňş̹ʆʍʎʌ̹
ĩƟ̹Ĝ̹ŀŵŦƄŲ̹ŦĿ̹�ƄŹƀŵňĜş̹ŲĜňşƀĴŵŹ˦̹ŀŵĜŲŅňĪ̹ĜŵƀňŹƀŹ˦̹ŹĪƄŘŲƀŦŵŹ̹Ĝşİ̹ĜŵĪŅňƀĴĪƀŹ˦̹şĜŞĴŘƟ̹7ŦŹĴĿ̹)ŦǣŞĜş˦̹
9ŦŘŦŞĜş̹AŦŹĴŵ˦̹HƀƀŦ̹rĜŀşĴŵ˦̹Ĝşİ̹$ƄŹƀĜƘ̹9ŘňŞƀ˫
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#ňŀ˫̹ ʋʎ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ƀƙŦ̹ ŲĜŀĴŹ̹ ĴƞƀŵĜĪƀĴİ̹ ĿŵŦŞ̹ ;ĜŵňŹŅ̝Ź̹ ĩŦŦŖ̹ Unterricht 
in Ornamentaler Schrift ˾ʆʎʅʊ˿˦̹ ŲŵĴŹĴŵƘĴİ̹ Ĝƀ̹ [ƀŵĜŹĩŦƄŵŀ̹ BĜƀňŦşĜŘ̹ Ĝşİ̹
fşňƘĴŵŹňƀƟ̹;ňĩŵĜŵƟ˫̹�ŦƀŅ̹ŲĜŀĴŹ̹ĪŦşŹňŹƀ̹ŦĿ̹ ƀĴƞƀŹ̹ƙŵňƀƀĴş̹ĩƟ̹ĩŘŦĪŖ̹ ŘĴƀƀĴŵŹ̹
ƙňƀŅ̹Ĝ̹ŅĴĜƘƟ̹Ĝşİ̹ŵŦĩƄŹƀ̹ŘŦŦŖ˦̹ĜĪĪŦŞŲĜşňĴİ̹ĩƟ̹ňŘŘƄŹƀŵĜƀňŦşŹ˫̹�Ź̹ŞĴşƀňŦşĴİ̹
ĴĜŵŘňĴŵ˦̹ ĩŦƀŅ̹ ŲĜŀĴŹ̹ ĜŵĴ̹ ŀŵĴĜƀŘƟ̹ ňşǭƄĴşĪĴİ̹ ĩƟ̹ ƀŅĴ̹qňĴşşĜ̹ [ĴĪĴŹŹňŦş̹ ŘĴİ̹
ĩƟ̹ $ƄŹƀĜƘ̹ 9ŘňŞƀ̹ ˾ʆʍʋʇ̐ʆʎʆʍ˿˦̹ 7ŦŹĴĿ̹ )ŦǣŞĜşş̹ ˾ʆʍʌʅ̐ʆʎʊʋ˿̹ Ĝşİ̹ 9ŦŘŦŞĜş̹
AŦŹĴŵ̹˾ʆʍʋʍ̐ʆʎʆʍ˿˦̹ĪŵĴĜƀĴİ̹Ĝ̹şĴƙ̹ŹƀĜşİĜŵİ̹ĿŦŵ̹İĴŹňŀş˫

Fig. 69. Pages 67 and 68 
from the book Unterricht 
in Ornamentaler Schrift, 
Rudolf von Larish, 1905, 
Source: Strasbourg National 
and University Library, 
numistral.fr/ark:/12148/
bpt6k9400975m/f14.image#, 
access: 21.02.2019.

bŅĴ̹ ŞŦŞĴşƀ̹ ňŹ̹ ĜŘŹŦ̹ ĪĜŘŘĴİ̹ Jugendstil̹ ˾bŅĴ̹ xŦƄşŀ̹ [ƀƟŘĴ˿˦̹ ĜŹ̹ Ĝ̹
ŞĜşňĿĴŹƀĜƀňŦş̹ŦĿ̹ĩŵĴĜŖňşŀ̹ĜƙĜƟ̹ĴşƀňŵĴŘƟ̹ĿŵŦŞ̹ĜşƟ̹ĴŹƀĜĩŘňŹŅĴİ̹ƀŵĜİňƀňŦş˫̹
�ĴĪĜƄŹĴ̹ƀŅĴ̹qňĴşşĜ̹[ĴĪĴŹŹňŦş̹ƙĜŹ̹Ĝ̹ŵĴĜĪƀňŦş̹ĜŀĜňşŹƀ̹ƀŅĴ̹ĪŦşŹĴŵƘĜƀňŹŞ̹
ƀŅĜƀ̹İŦŞňşĜƀĴİ̹$ĴŵŞĜşƟ̹Ĝşİ̹�ƄŹƀŵňĜ̹Ĝƀ̹ƀŅĜƀ̹ƀňŞĴ˫̹)ĴşĪĴ˦̹ƀŅĴňŵ̹ĜƀƀňƀƄİĴ̹
ŵĴƘĴĜŘĴİ̹ňƀŹĴŘĿ̹ƀŅŵŦƄŀŅ̹ĩŦŦŖ̹İĴŹňŀş˦̹ňşƀĴŵňŦŵ̹İĴŹňŀş˦̹œĴƙĴŘŵƟ˦̹ĿƄŵşňƀƄŵĴ˦̹
ĿĜŹŅňŦş˦̹Ĝşİ̹ĪĴŵĜŞňĪŹ˫̹rňƀŅ̹ƀŅňŹ̹ĩŦŦŖ̹Unterricht in Ornamentaler Schrift 
(ʆʎʅʊ˿˦̹;ĜŵňŹŅ̹ŲŵĴŹĴşƀŹ̹ŅňŹ̹ĩŦŘİ˦̹ŞŦŵĴ̹ŀĴŦŞĴƀŵňĪ̹ňşǭƄĴşĪĴŹ˫

;ňŖĴ̹ 7ŦŅşŹƀŦş˦̹ ĜşŦƀŅĴŵ̹ şŦƀĴƙŦŵƀŅƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ WƄİŦŘĿ̹ 9ŦĪŅ̹ ĿŵŦŞ̹
BƄŵĴŞĩĴŵŀ˦̹ ƀĜŖĴŹ̹ ŅňŹ̹ ňşŹŲňŵĜƀňŦş̹ ĿŵŦŞ̹ ƀŵĜİňƀňŦş˦̹ ŞĜƀĴŵňĜŘ˦̹ Ĝşİ̹
ŞĴƀŅŦİŹ˦̹ĩŦƀŅ̹ƀŅĴ̹ƀĜŲĴŹƀŵƟ̹Ĝşİ̹ƀŅĴ̹ŞĜşƄŹĪŵňŲƀ˫̹)Ĵ̹ĿŦƄşİĴİ̹ƀŅĴ̹[ĪŵňĩĴŹ̹
rŦŵŖŹŅŦŲŹ̹ňş̹ʆʎʆʍ̹˾AĴİňĜƘňŘŘĜ˦̹ʆʎʎʋ˿˦̹ ňş̹ƙŅňĪŅ̹ƘĜŵňŦƄŹ̹İĴĪŦŵĜƀňƘĴ̹ňƀĴŞŹ̹
ƙĴŵĴ̹ ŲŵŦİƄĪĴİ̹ ňş̹ ƘĜŵňŦƄŹ̹ŞĴİňĜ˦̹ ŹƄĪŅ̹ ĜŹ̹ŞĴƀĜŘ˦̹ ƀĴƞƀňŘĴŹ˦̹ƙŦŦİĪƄƀŹ˦̹ ĜŹ̹
ƙĴŘŘ̹ ĜŹ̹ŞĜşƄŹĪŵňŲƀ̹ ĩŦŦŖŹ̹ ˾rňŘŘňĜŞŹ˦̹ ʇʅʇʇ˿˫̹ )Ĵ̹ ŹŲĴşƀ̹ŞŦŹƀ̹ ŦĿ̹ ŅňŹ̹ ƀňŞĴ̹
Ĝƀ̹ƀŅĴ̹9ŘňşŀŹŲŦŵ̹ƀƟŲĴ̹ĿŦƄşİŵƟ̹Ĝşİ̹ƄŹĴİ̹ŅňŹƀŦŵňĪĜŘ̹ŞŦİĴŘŹ̹ĜŹ̹Ĝ̹ŹŦƄŵĪĴ̹ŦĿ̹
ňşŹŲňŵĜƀňŦş̹Ŧŵ̹ ŹŲŵňşŀĩŦĜŵİ̹ ĿŦŵ̹ŅňŹ̹ŞŦİĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ ƀƟŲŦŀŵĜŲŅƟ˫̹
)Ĵ̹ŞŦŹƀŘƟ̹ĿŦĪƄŹĴİ̹Ŧş̹ĩŘŦĪŖŹ̹ŦĿ̹ĩŘĜĪŖ̹ŘĴƀƀĴŵ̹ƀĴƞƀ̹ƙňƀŅ̹ĩŦŘİ˦̹ĪŦŘŦŵĿƄŘ̹ňşňƀňĜŘŹ̹
Ĝşİ̹ ĿŦŵŞĜŘ̹ŹƀƟŘĴŹ̹ ŘňŖĴ̹;ĜŵňŹŅ˦̹ƟĴƀ̹ŹƀňŘŘ̹ŅňŀŅŘƟ̹İňǣĴŵĴşƀ̹ ĿŵŦŞ̹;ĜŵňŹŅ̹ƙňƀŅ̹
ŅňŹ̹$ĴŵŞĜş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀƄŵşĴİ̹ňşƀŦ̹ƘňƘňİ̹ŞĴĜşŹ̹ŦĿ̹ĴƞŲŵĴŹŹňŦş˫
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,ƀ̹ƙĜŹ̹ĜŀĜňş̹ƀŅĴ̹ŲĴŵňŦİ̹ŦĿ̹Jugendstil̹ňş̹$ĴŵŞĜşƟ˦̹Ĝşİ̹9ŦĪŅ̹ƙĜŹ̹ňşŹŲňŵĴİ̹
ĩƟ̹ňƀ˫̹;ňŖĴ̹7ŦŅşŹƀŦş˦̹ŅĴ̹ŹƀĜŵƀĴİ̹ƀŦ̹ňŞňƀĜƀĴ̹ŘĴƀƀĴŵĿŦŵŞŹ̹ŞĜİĴ̹ƙňƀŅ̹Ĝ̹ĩŵŦĜİ̐
ĴİŀĴİ̹ŲĴş̹ƙňƀŅŦƄƀ̹ŞƄĪŅ̹ŖşŦƙŘĴİŀĴ̹ĜĩŦƄƀ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹)Ĵ̹ŹĴŘĿ̐ŘĴĜŵşĴİ̹ĩƟ̹
ŹƀƄİƟňşŀ̹ŦŘİ̹ƀƟŲĴ̹ĿŦŵŞŹ̹ňş̹ĩŦŦŖŹ̹Ĝşİ̹şĴƙŹŲĜŲĴŵŹ˦̹ŹƀƄİňĴİ̹ĩŵŦĜİ̐ĴİŀĴİ̹
ŲĴş̐ŘňŖĴ̹7ŦŅşŹƀŦş˦̹Ĝşİ̹ĿŦŵŞĴİ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹ƙňƀŅ̹ƀŅňŹ̹ƀŵĜİňƀňŦşĜŘ̹ŲĴş˦̹ƙŅňĪŅ̹
şĴƘĴŵ̹İňĴİ̹ŦƄƀ̹ňş̹$ĴŵŞĜşƟ̹ĩĴĪĜƄŹĴ̹ŦĿ̹ƀŅĴ̹ŀŦƀŅňĪ̹ƙŵňƀňşŀ̹ŹƟŹƀĴŞ˫̹)Ĵ̹ĜŘŹŦ̹
ĪŦşŹƄŘƀĴİ̹ŞĜşƄŹĪŵňŲƀŹ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ƙŦŦİĪƄƀ̹ ŘĴƀƀĴŵŹ̹ ňş̹ĩŘŦĪŖ̹ ĿŦŵŞ˦̹ Ĝşİ̹
ŹŘňŀŅƀŘƟ̹ĪŅĜşŀĴİ̹ĿŦŵŞŹ̹ƀŦ̹ĩŵĴĜŖ̹ĜşƟ̹ƀƟŲĴ̹ŦĿ̹ŀĴŦŞĴƀŵňĪĜŘ̹ŵĴŀƄŘĜŵňƀƟ˦̹ĜŹ̹ĪĜş̹
ĩĴ̹ŹĴĴş̹ňş̹WŦŞĜş̹ŘĴƀƀĴŵňşŀ˫̹)ĴşĪĴ˦̹ŅĴ̹ĩĴĪĜŞĴ̹Ĝ̹ĩŦŦŖ̹ĜŵƀňŹƀ̹Ĝşİ̹ĜŲŲŘňĴİ̹
ƀŦ̹ 9ŘňşŀŹŲŦŵ̹ ĜŹ̹ Ĝ̹ İĴŹňŀşĴŵ˫̹ AŦŹƀ̹ ŦĿ̹ ƀŅĴ̹ İĴŹňŀş̹ ƙĜŹ̹ İĴƘĴŘŦŲĴİ̹ ĿŵŦŞ̹
ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ŘĴƀƀĴŵňşŀ˫̹9ŦĪŅ̹ĴƞŲŘĜňşŹ̹ŅňŹ̹ƀŅŦƄŀŅƀŹ̹ĜĩŦƄƀ̹ňƀ̹ĜŹ̹ĿŦŘŘŦƙŹ˥̹
̚ŘĴƀƀĴŵňşŀ˦̹ŀňƘĴŹ̹ŞĴ̹ƀŅĴ̹ŲƄŵĴŹƀ̹Ĝşİ̹ŀŵĴĜƀĴŹƀ̹ŲŘĴĜŹƄŵĴ˦̹Ĝşİ̹Ŧş̹ĪŦƄşƀŘĴŹŹ̹
ŦĪĪĜňŦşŹ̹ňş̹ŞƟ̹ŘňĿĴ̹ňƀ̹ŅĜŹ̹ĩĴĴş̹ƀŦ̹ŞĴ̹ƙŅĜƀ̹Ĝ̹ŹŦşŀ̹ňŹ̹ƀŦ̹Ĝ̹ŹňşŀĴŵ˦̹ŲĜňşƀňşŀ̹
ƀŦ̹Ĝ̹ŲĜňşƀĴŵ˦̹Ĝ̹ĪŅĴĴŵ̹ƀŦ̹ƀŅĴ̹œŦƟŦƄŹ˦̹Ĝşİ̹Ĝ̹ŹňŀŅ̹ƀŦ̹ƀŅĴ̹ĜǦňĪƀĴİ˫̹bŦ̹ŞĴ˦̹ňƀ̹ŅĜŹ̹
ĩĴĴş̹ƀŅĴ̹ŅĜŲŲňĴŹƀ̹Ĝşİ̹ŞŦŹƀ̹ŲĴŵĿĴĪƀ̹ĴƞŲŵĴŹŹňŦş̹ŦĿ̹ŞƟ̹ŘňĿĴ̛̹˾9ŦĪŅ˦̹ʆʎʌʋ˥̹ʆʋ˿˫

�Ź̹ ĪĜş̹ ĩĴ̹ ŦĩŹĴŵƘĴİ̹ ňş̹ ŦşĴ̹ ŦĿ̹ ŅňŹ̹ ŘňşŦĪƄƀŹ̹ƙŦŵŖŹ˦̹ ̚rŅĜƀ̹ İŦƀŅ̹ ňƀ̹ ŲŵŦǬƀ̹ Ĝ̹
ŞĜş˧̛̹˾#ňŀ˫̹ʌʅ˿˦̹ĩĜŹĴİ̹Ŧş̹ƀŅĴ̹İňǣĴŵĴşƀ̹ŘŦĪĜƀňŦşŹ̹ŦĿ̹ƀŅĴ̹ĜşŀŘĴŹ̹ŦĿ̹ƀŅĴ̹ŅĴĜİŹ̹
Ĝşİ̹ ĿĴĴƀ̹ ĪŵĴĜƀĴ̹ĜŹƟŞŞĴƀŵňĪĜŘ̹ ŵŅƟƀŅŞ̹ƙňƀŅňş̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ̹Ĝşİ̹ƙŦŵİŹ̹ƙňƀŅ̹
ƀŅĴ̹ŵňŹňşŀ̹Ĝşİ̹ĿĜŘŘňşŀ̹ŞŦƘĴŞĴşƀ̹ŦĿ̹ƀŅĴ̹ĩĜŹňĪ̹ŹƀŵŦŖĴŹ˫̹

Fig. 70. What doth it profit a 
man…, Rudolf Koch, linocut, 
1920, Source: Clayton, 
(2013: 295).

BŦşĴ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵĿŦŵŞŹ̹ƀŅĜƀ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ŅĴŵĴ̹ƙĴŵĴ̹ƙŵňƀƀĴş̹ĜŹ̹Ĝ̹ŹňŞŲŘĴ̹
ŲĴş̹ŹƀŵŦŖĴ˫̹bŅňŹ̹ĪŵĴĜƀĴŹ̹İňƘĴŵŹňƀƟ̹Ĝşİ̹ŦƘĴŵĜŘŘ̹ƄşňƀƟ˦̹ƀŅĴ̹ŞĜňş̹ĴŹŹĴşĪĴ̹ŦĿ̹
ŅňŹ̹ƙŦŵŖŹ˫̹AŦŵĴŦƘĴŵ˦̹Ĝ̹ŘĴƀƀĴŵĿŦŵŞ̹ňŹ̹Ĝş̹ňşƀĴŵŲŵĴƀĜƀňŦş̹ŦĿ̹Ĝ̹ŀŦƀŅňĪ̹ŅĜşİ˫̹
9ŦĪŅ̹ ŵĴĜşňŞĜƀĴŹ̹ ƀŵĜİňƀňŦşĜŘ̹ ŀŦƀŅňĪ̹ ĿŦŵŞŹ̹ Ĝƀ̹ ƀŅĴ̹ ƀňŞĴ̹ ŦĿ̹ ŵĴŹƄŵŀĴşƀ̹
$ĴŵŞĜş̹şĜƀňŦşĜŘňŹŞ˫̹�ƘĴş̹ňĿ̹ƀŅĴ̹ĩĜŹňĪ̹ĿŦŵŞĜƀňŦş̹ŦĿ̹ƀŅĴ̹ŀŦƀŅňĪ̹ŅĜşİ̹ňŹ̹
ĪŅĜşŀĴİ̹ŅĴŵĴ˰̹ŹƀňŘŘ˦̹ƀŅĴ̹ƀĴƞƀ̹ŲŵĴŹĴŵƘĴŹ̹ƀŅĴ̹ŀĴşĴŵĜŘ̹ƀĴƞƀƄŵĜŘ̹ĜŲŲĴĜŵĜşĪĴ˦̹
ĩŘĜĪŖ̹Ĝşİ̹ĩŵŦŖĴş̹ĿĴĜƀƄŵĴŹ̹ƙňƀŅ̹ƀŅĴ̹ĜŲŲŵŦĜĪŅ̹ŦĿ̹9ŦĪŅ˦̹Ĝşİ̹ƀŅĴ̹ŀĴşĴŵĜŘ̹
ĿŦŵŞĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ̹ ĜŵĴ̹ ŹƀňŘŘ̹ ŲŵĴŹĴŵƘĴİ˫̹ bŅĴ̹ ŹŲĜĪňşŀ̹ ĩĴƀƙĴĴş̹
ƀŅĴ̹ ŘňşĴŹ˦̹ƙŦŵİŹ̹ Ĝşİ̹ ĴƘĴş̹ ŘĴƀƀĴŵŹ̹ ƘĜŵňĴŹ˰̹ ŅĴşĪĴ˦̹ ňƀ̹ŞĜƟ̹ ĪĜƄŹĴ̹ ƘĜŵňŦƄŹ̹
ŦƘĴŵŘĜŲŹ˦̹ ŞĜŖňşŀ̹ ňƀ̹ ŅĜŵİ̹ ƀŦ̹ ĪŅĜŹĴ̹ ĴĜĪŅ̹ ŘĴƀƀĴŵ̹ ňşİňƘňİƄĜŘŘƟ˫̹ bŅĴŹĴ̹ ĜŵĴ̹
ƀŅĴ̹ ĪŦŞŞŦş̹ ĿĴĜƀƄŵĴŹ̹ ƀŅĜƀ̹ 9ŦĪŅ̹ ŹƀňŘŘ̹ ŵĴƘĴĜŘŹ̹ ňş̹ ŅňŹ̹ ŘňşŦĪƄƀ̹ ĿŵŦŞ̹ ƀŅĴ̹
ŀŦƀŅňĪ˫̹ �ŦşŹňİĴŵňşŀ̹ ňƀŹ̹ ƙŦƘĴş̐ŘňŖĴ̹ ƀĴƞƀƄŵĜŘ̹ ĜŲŲĴĜŵĜşĪĴ˦̹ ĴƘĴş̹ ƙňƀŅ̹
ƀŅĴ̹ĜŹƟŞŞĴƀŵňĪĜŘ̹ ĜŲŲŵŦĜĪŅ˦̹ ŵĴŞĜňşŹ̹ ƀŅĴ̹ĜĪĪŦŞŲĜşňĴİ̹ ŘňşŦĪƄƀŹ̹ŦĿ̹ ƀŅĴ̹
ŹŲĜĪĴŹ̹ŘĴĿƀ̹ĿŵŦŞ̹ƀŅĴ̹ƀĴƞƀŹ̹ňşĪŵĴĜŹĴ̹ƀŅňŹ̹ĴǣĴĪƀ̹ŞŦŵĴ˫
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�şŦƀŅĴŵ̹ĴƞĜŞŲŘĴ̹ňŹ̹9ŦĪŅ̝Ź̹̚;Ŧŵİ̹ŅĜƘĴ̹ŞĴŵĪƟ̹ƄŲŦş̹ŞĴ̛̹˾#ňŀ˫̹ʌʆ˿˦̹ƙŵňƀƀĴş̹
ňş̹ ʆʎʇʆ˦̹ İĴŹĪŵňĩĴİ̹ ĜŹ̹ Ĝş̹ ̚ƄşŵĴŹƀŵĜňşĴİ̹ ŵĴƘĴŘĜƀňŦş̹ ŦĿ̹ ŅňŹ̹ ňşşĴŵ̹ ĿĴĴŘňşŀŹ̛̹
˾�ŘĜƟƀŦş˦̹ʇʅʆʈ˥̹ʇʎʉ˿˫̹bŅĜƀ̹ŞĴĜşŹ̹9ŦĪŅ̹ ňŹ̹ ĪŘŦŹĴŵ̹ ƀŦ̹ ŘŦĜİňşŀ̹ ƀŅĴ̹ĴŞŦƀňŦş̹
Ĝşİ̹ŹĴŘĿ̐ĴƞŲŵĴŹŹňŦş̹ƀŅŵŦƄŀŅ̹ŅňŹ̹ƙŵňƀƀĴş̹ĿŦŵŞŹ̹ƀŅĜƀ̹ŹĴĴŞ̹ƀŦ̹ŞŦƘĴ̹ĜƙĜƟ̹
ĿŵŦŞ̹ƀŅĴ̹ŘĴƀƀĴŵĿŦŵŞŹ̹ƄŹĴİ̹ƀŦ̹ŹĴĴ˫̹[ƀňŘŘ̹ŘĴŀňĩŘĴ˰̹ŅŦƙĴƘĴŵ˦̹ňƀ̹ňŹ̹ĴƘňİĴşƀ̹ƀŅĜƀ̹
ƀŅĴ̹ĜŹƟŞŞĴƀŵňĪĜŘ̹ĜŲŲŵŦĜĪŅ̹ƙňƀŅňş̹ƀŅĴ̹ ŘĴƀƀĴŵŹ̹Ĝşİ̹ƀĴƞƀ̹ŹƀĜŵƀĴİ̹ƀŦ̹ŞĜŖĴ̹
ňƀŹ̹ĜŲŲĴĜŵĜşĪĴ̹ŅňŀŅŘƟ̹ĪŅĜŘŘĴşŀňşŀ̹ƀŦ̹ŵĴĪŦŀşňƥĴ̹ĴĜĪŅ̹ ŘĴƀƀĴŵ˫̹ ,ƀ̹ĜŘŹŦ̹ŀňƘĴŹ̹
Ĝş̹ňŞŲŵĴŹŹňŦş̹ƀŅĜƀ̹9ŦĪŅ̹ƙŵŦƀĴ̹ňƀ̹ĪĜŵĴŘĴŹŹŘƟ˰̹ŅŦƙĴƘĴŵ˦̹ ňƀ̹ ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹
9ŦĪŅ̹ƙŦŵŖĴİ̹ŹŘŦƙŘƟ̹ƙňƀŅ̹ŀŵĴĜƀ̹ĪŦşĪĴşƀŵĜƀňŦş̹Ĝşİ̹ĪĜŘŞ̹˾9ŦĪŅ˦̹ʆʎʌʋ˿˫̹bŅĜƀ̹
ŞĴĜşŹ̹ŅĴ̹ŲŵŦĩĜĩŘƟ̹ŲŘĜşşĴİ̹ƙŅĴŵĴ̹ƀŦ̹ŲƄƀ̹ƀŅĴ̹şĴƞƀ̹ŹƀŵŦŖĴŹ̹Ŧŵ̹ŲŵĜĪƀňĪĴİ̹
ňƀ̹ ƙňƀŅ̹ ĜƙĜŵĴşĴŹŹ̹ ŦĿ̹ ƀŅĴ̹ ĿĴĴŘňşŀ̹ ƀŅĜƀ̹ ƀŅĴ̹ ƙŦŵİ̝Ź̹ ĜŲŲĴĜŵĜşĪĴ̹ ĜĪƀƄĜŘŘƟ̹
ƀŵĜşŹŞňƀŹ˫̹bŅĴ̹ ŘĴƀƀĴŵŹ̹ ŹƀňŘŘ̹ ĪĜŵŵƟ̹ ƀŅĴ̹ ĿĴĜƀƄŵĴŹ̹ ŦĿ̹ ƀŅĴ̹ ŀŦƀŅňĪ̹ ŅĜşİ˦̹ ŹƄĪŅ̹
ĜŹ̹ ĩŵŦŖĴş̹ ŹƀŵŦŖĴŹ˦̹ İňĜŞŦşİ̹ ŹŅĜŲĴ̹ ŹĴŵňĿ̹ ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹ ̚ŵ˦̛ ̹ ĜŘŹŦ̹ ƀŅĴŵĴ̹ ĜŵĴ̹
ĴƞĜŀŀĴŵĜƀňŦşŹ̹ŦĿ̹ƀŅĴ̹ƄŲ̹Ĝşİ̹İŦƙş̹ŹƀŵŦŖĴŹ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹Ŧŵ̹ŲƄşĪƀƄĜƀňŦşŹ˫

9ŦĪŅ̝Ź̹ ĜƀƀňƀƄİĴŹ̹ ƀŦƙĜŵİ̹ ŲŵĜĪƀňĪňşŀ̹ ƙŵňƀňşŀ̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ Ĝş̹
ňŞĜŀĴ̹ ĜŘŹŦ̹ ĪĜş̹ ĩĴ̹ ŦĩŹĴŵƘĴİ̹ ňş̹ ŅňŹ̹ ƀƟŲĴĿĜĪĴ̹ Neuland̹ ˾#ňŀ˫̹ ʌʇ˿˦̹ ƙŅňĪŅ̹
ŵĴŹĴŞĩŘĴŹ̹ ƀŅĴ̹ ŲŵĜĪƀňĪĴŹ̹ ŦĿ̹ ;ĜŵňŹŅ̹ ƀŅĜƀ̹ƙĴŵĴ̹ ňşŹŲňŵĴİ̹ ĩƟ̹ [ĴĪĴŹŹňŦşňŹƀŹ˦̹
ŲĜŵƀňĪƄŘĜŵŘƟ̹ Ĝş̹�ƄŹƀŵňĜş̹ ĜŵƀňŹƀ̹ HŹŖĜŵ̹ 9ŦŖŦŹĪŅŖĜ̹ ˾ʆʍʍʋ̐ʆʎʍʅ˿̝Ź̹ ŘĴƀƀĴŵňşŀ̹
ƀŅĜƀ̹ ĪŅĜŵĜĪƀĴŵňƥĴŹ̹ ŅňŹ̹ ĴƞŲŵĴŹŹňŦşňŹƀ̹ ŲĜňşƀňşŀŹ˫̹ )ŦƙĴƘĴŵ˦̹ ŅĴŵĴ˦̹ 9ŦĪŅ̝Ź̹
ƀŵĴĜƀŞĴşƀ̹ ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵĿŦŵŞŹ̹ Ĝşİ̹ ĿŵĴĴŘƟ̹ ƙŵňƀƀĴş̹ ŹƀŵŦŖĴŹ̹ İňǣĴŵŹ̹ ĿŵŦŞ̹
;ĜŵňŹŅ̝Ź˫

Fig. 71. Lord have mercy upon 
me, Rudolf Koch, c. 1921, 
Source: Clayton, (2013: 294).

Fig. 72. The Neuland, Koch, 
the detail from the opening 
of a manuscript book, Source: 
Jackson, (1981: 158).
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AŦŵĴŦƘĴŵ˦̹ ƀŅĴ̹ ĿŦŵŞĜƀňŦş̹ Ĝşİ̹ İƄĪƀƄŹ̹ ŦĿ̹ BĴƄŘĜşİ̹ ĜŵĴ̹ ŹƀŵĜňŀŅƀĿŦŵƙĜŵİ˫̹
rňƀŅ̹Ĝ̹ĿĴƙ̹ĪŦŞĩňşĜƀňŦşŹ̹ŦĿ̹ĩĜŹňĪ̹ŹƀŵŦŖĴŹ̹ƙŵňƀƀĴş̹ĩƟ̹ĩĜŞĩŦŦ̹Ŧŵ̹ĩŵŦĜİ̐
ĪƄƀ̹ŞĜƀĴŵňĜŘ˦̹ňƀ̹ňŹ̹ŲŦŹŹňĩŘĴ̹ƀŦ̹ĪŦşŹƀŵƄĪƀ̹ĜŘŘ̹ŦĿ̹ƀŅĴ̹ĜŘŲŅĜĩĴƀ˦̹ƙŅňĪŅ̹ňŹ̹ĜŘŘ̹
ŞĜœƄŹĪƄŘĴ˫̹bŅĴ̹ ŲŵĴĿĴŵĴşĪĴ̹ ĿŦŵ̹ ŹŲĜĪĴ̹ ňş̹ ƀŅĴ̹ƙŦŵİŹ̹ Ĝşİ̹ ŘňşĴŹ̹ŞĜŖĴŹ̹ ňƀ̹
ŲĴŵĪĴňƘĴİ̹ĜŹ̹Ĝ̹Ƅşňƀ̹ƀŅĜƀ̹ňŹ̹ĜŘŹŦ̹ŹƄŲŲŦŵƀĴİ̹ĩƟ̹ĜŲŲŘƟňşŀ̹ƘĜŵňŦƄŹ̹ĪŦŘŦŵŹ̹ƀŦ̹
ŹŲĜĪĴ˦̹ƙňƀŅňş̹Ĝşİ̹ĩĴƀƙĴĴş̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹ŀňƘňşŀ̹ ƀŅĴ̹ ƀĴƞƀ̹ ̐ĪŵĴĜƀĴİ̹ĩŘŦĪŖĴİ̹
ĩĜŵ̹ ĜŹ̹ ĪĜş̹ ĩĴ̹ ŹĴĴş̹ ňş̹ WƄŹŹňĜş̹ �ŦşŹƀŵƄĪƀňƘňŹƀŹ̝̹ ŲŦŹƀĴŵŹ̹ ̐Ĝ̹ ŹĴşŹĴ̹ ŦĿ̹
ŵŅƟƀŅŞ̹Ĝşİ̹ŅĜŵŞŦşƟ̹ƀŅĜƀ̹ŵĴƘĴĜŘŹ̹ŅňŹ̹ƄşİĴŵŹƀĜşİňşŀ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˫

,ƀ̹ ňŹ̹ şĴĪĴŹŹĜŵƟ̹ ƀŦ̹ ƄşİĴŵŘňşĴ̹ ƀŅĜƀ̹ 9ŦĪŅ̝Ź̹ ŹĪŅŦŘĜŵŘƟ̹ ňşƀĴŵŲŵĴƀĜƀňŦş̹
ŦĿ̹ ƀŅĴ̹ ĩŘĜĪŖ̹ ŘĴƀƀĴŵ̹ ĴƘĴş̹ ŞĜňşƀĜňşŹ̹ ƀŅĴ̹ ŵĴŘĜƀňŦşŹŅňŲ̹ ƙňƀŅ̹ ƀŅĴ̹ ŲĜŹƀ˰̹
ĜŹ̹ Ĝ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ŦĿ̹ �İƙĜŵİ̹ 7ŦŅşŹƀŦş˦̹ ŅĴ̹ İňǣĴŵŹ̹ ŅňŞŹĴŘĿ̹ ĩƟ̹ şŦƀ̹
ŵĴƘĴĜŘňşŀ̹ ƀŅĴ̹ İňŵĴĪƀ̹ ƀĴşİĴşĪƟ̹ ƀŦ̹ ŵĴƘňƘĴ̹ ŅňŹƀŦŵňĪ̹ ŅĜşİŹ̹ Ŧŵ̹ ƀĴĪŅşňŴƄĴŹ̹
˾rňŘŘňĜŞŹ˦̹ʇʅʇʇ˿˫̹)ňŹ̹ŞĜœŦŵ̹ ňşƀĴŵĴŹƀ̹ƙĜŹ̹ĪŘĜňŞĴİ̹ĜŹ̹Ĝ̹ŹƀŵĜňŀŅƀĿŦŵƙĜŵİ̹
Ĝşİ̹ ĴƞŲŵĴŹŹňŦşňŹƀňĪ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŹƀƟŘĴ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ ňş̹ƙŦŵŖŹ̹ ŦĿ̹ ŅňŹ̹ ŘĜŹƀ̹
ƟĴĜŵŹ̹ ŦĿ̹ ŘňĿĴ̹ ˾9ĴŘŘƟ˦̹ ʇʅʆʆ˿˦̹ƙŅňĪŅ̹ŞĴĜşŹ̹ ƀŅĴ̹ ŹĴĴİŹ̹ ŦĿ̹ ƀŦİĜƟ̝Ź̹ ŲŵĜĪƀňĪĴŹ̹
̐ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,̹̐ĩĴŀĜş̹ƀŦ̹ĩĴ̹ŘĜňİ̹ňş̹ƀŅŦŹĴ̹ƀňŞĴŹ˫

�şŦƀŅĴŵ̹ şŦƀĴƙŦŵƀŅƟ̹ $ĴŵŞĜş̹ �ŦŦŖĩňşİĴŵ˦̹ ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ Ĝşİ̹ bƟŲĴ̹
�ĴŹňŀşĴŵ̹ ƙĜŹ̹ $ƄİŵƄş̹ ~ĜŲĿ̐ƘŦş̹ )ĴŹŹĴ̹ ˾ʆʎʆʍ̐ʇʅʆʎ˿˫̹ [ŅĴ̹ ƙĜŹ̹ Ĝş̹
ĜŲŲŵĴşƀňĪĴ̹ Ĝşİ̹ ĜŹŹňŹƀĜşƀ̹ Ĝƀ̹ HƀƀŦ̹ �ŦŵĿşĴŵ̝Ź̹ ĩŦŦŖĩňşİĴŵƟ̹ ňş̹ rĴňŞĜŵ̹
ĩĴƀƙĴĴş̹ʆʎʈʉ̹ƀŦ̹ʆʎʈʌ˫̹�Ƅŵňşŀ̹ŅĴŵ̹ĜŲŲŵĴşƀňĪĴŹŅňŲ˦̹ŹŅĴ̹ŹƀĜŵƀĴİ̹ƀŦ̹ŲŵĜĪƀňĪĴ̹
ĪĜŘŘňŀŵĜŲŅƟ˫̹ [ŅĴ̹ ĴƞŲŘĜňşŹ˦̹ ̚HşĴ̹ ĜĿƀĴŵşŦŦş̹ Ĝ̹ ƙĴĴŖ̹ ƙĴ̹ ŅĜİ̹ ƀŦ̹ ƙŵňƀĴ̹
ƘĴŵƟ̹ ŹňŞŲŘĴ̹ ŘĴƀƀĴŵŹ˫̹ ,̹ƙĜŹ̹ şŦƀ̹ ŹĜƀňŹǬĴİ̹ƙňƀŅ̹ ƀŅňŹ̹ ĿŦŵŞ̹ ŦĿ̹ ňşŹƀŵƄĪƀňŦş˰̹
ƀŅĴŵĴĿŦŵĴ˦̹,̹ƀĜƄŀŅƀ̹ŞƟŹĴŘĿ̹Ĝƀ̹ŅŦŞĴ˦̹ĿŵŦŞ̹Ĝ̹İĴƀĜňŘĴİ̹ĴƞĜŞňşĜƀňŦş̹ŦĿ̹ƀŅĴ̹
ƙŦŵŖŹ̹ŦĿ̹WƄİŦŘĿ̹9ŦĪŅ̹Ĝşİ̹�İƙĜŵİ̹7ŦŅşŹƀŦş̛̹˾~ĜŲĿ̹ƘŦş̹)ĴŹŹĴ˦̹ʇʅʅʆ˥̹ʈʆ˿˫̹̹

�şŦƀŅĴŵ̹$ĴŵŞĜş̐ĩŦŵş̹İĴŹňŀşĴŵ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅĴŵ˦̹�ŘňƥĜĩĴƀŅ̹#ŵňĴİŘĠşİĴŵ̹
˾ʆʎʅʈ̐ʆʎʍʉ˿˦̹ ňŹ̹ ĜŘŹŦ̹ şŦƀĴƙŦŵƀŅƟ̹ ƀŦ̹ ŞĴşƀňŦş̹ ŅĴŵĴ̹ ĜŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ǬŵŹƀ̹
ĿĴŞĜŘĴ̹ ƀƟŲĴĿĜĪĴ̹ İĴŹňŀşĴŵŹ̹ ƙŅŦ̹ ƙŦŵŖĴİ̹ Ŧş̹ ƘĜŵňŦƄŹ̹ ŞĴİňĜ˦̹ ĿŵŦŞ̹
ĩŵŦĪŅƄŵĴŹ̹Ĝşİ̹ŲĜƀƀĴŵşŹ̹ƀŦ̹ĪĜŘŘňŀŵĜŲŅƟ̹˾AƄŵĜĩĴş˦̹ʇʅʆʍ˿˫̹

AŦŵĴŦƘĴŵ˦̹ňƀ̹ĪĜş̹ĩĴ̹ŞĴşƀňŦşĴİ̹Ĝ̹�ŵňƀňŹŅ̹ŹĪŅŦŘĜŵ̹ŦĿ̹Ĝŵƀ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹
BňĪŦŘĴƀĴ̹ $ŵĜƟ̹ ˾ʆʎʆʆ̐ʆʎʎʌ˿˦̹ ƙŅŦ̹ ƀŵĴĜƀĴİ̹ ƙĴŹƀĴŵş̹ ŹĪŵňŲƀ̹ Ĝşİ̹ ŘĴƀƀĴŵňşŀ̹
ƀŅĜƀ˦̹ ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹şĴƙ̹ĜŲŲŵŦĜĪŅ̹Ĝƀ̹ ƀŅĜƀ̹ ƀňŞĴ˦̹ƙŅňĪŅ̹ĜŘŵĴĜİƟ̹ĪŦƄŘİ̹
ĩĴ̹ ŹĴĴş̹ ňş̹ ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ ƀŵĜİňƀňŦş̹ĜŹ̹ Ĝş̹ĜĩŹƀŵĜĪƀ̹ƘňŹƄĜŘ̹ ĿŦŵŞ̹ŦĿ̹ Ĝŵƀ̹
ƀŅŵŦƄŀŅ̹ ňƀŹ̹ ĴƞŲŵĴŹŹňƘĴ̹ ŹĴşŹňƀňƘňƀƟ˫̹ $ŵĜƟ̹ ĴŞŲŘŦƟĴİ̹ ƘĜŵňŦƄŹ̹ ŞĜƀĴŵňĜŘŹ̹
ĿŵŦŞ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş̹ ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŘŹŦ̹ ƘĜŵňŦƄŹ̹ ňŘŘƄŹƀŵĜƀňŦşŹ̹
Ĝşİ̹ ƄŹĴİ̹ ƀŅĴŞ̹ ňş̹ Ĝş̹ ňşşŦƘĜƀňƘĴ̹ ƙĜƟ˫̹ [ŅĴ̹ ĜŲŲŵŦĜĪŅĴİ̹ ňƀ̹ ĜŹ̹ ŀŵĜŲŅňĪ̹
İĴŹňŀş̹ĴŘĴŞĴşƀŹ˦̹Ĝşİ̹ƀŅĴ̹ƘňŹƄĜŘ̹ŲŦƙĴŵ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹ƙĜŹ̹ƄŹĴİ̹ĩƟ̹ŅĴŵ̹ĜŹ̹
ĪŦŞŲŦşĴşƀŹ̹ŦĿ̹İĴŹňŀş̹ƀŅĜƀ̹ĴƞŲŵĴŹŹĴİ̹ƀŅĴ̹ĪŦşƀĴşƀ̹ŦĿ̹ƀŅĴ̹ƙŦŵŖ˫̹)ĴşĪĴ˦̹
ňƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹ƀŅĜƀ̹ňş̹�ƄŵŦŲĴ̹Ĝşİ̹�ŞĴŵňĪĜ˦̹Ĝŵƀ̹Ĝşİ̹ĜŵĪŅňƀĴĪƀƄŵĴ̹ŹĪŅŦŦŘŹ̹
ŹƀĜŵƀĴİ̹ ƀŦ̹ ĿŦŘŘŦƙ̹ ŀŵĜİƄĜŘŘƟ̹ ;ŦşİŦş̝Ź̹ ƀŅĴ̹ WŦƟĜŘ̹ �ŦŘŘĴŀĴ̹ ŦĿ̹ �ŵƀ˦̹ƙŅĴŵĴ̹
�İƙĜŵİ̹7ŦŅşŹƀŦş̹ƀĜƄŀŅƀ̹ŘĴƀƀĴŵňşŀ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙňƀŅ̹ƀŅĴ̹ňşƀĴşƀňŦş̹ƀŦ̹
ƀĴĜĪŅ̹ƀŅĴ̹ŹƀƄİĴşƀŹ̹Ĝş̹ĜƙĜŵĴşĴŹŹ̹ŦĿ̹ ƀŅĴ̹ŵňĪŅ̹ŅĴŵňƀĜŀĴ̹Ĝşİ̹ŲŦƀĴşƀňĜŘ̹ŦĿ̹
ƀŅĴ̹ĜŘŲŅĜĩĴƀ˫̹

bŅĴ̹ƀƙĴşƀňĴƀŅ̹ĪĴşƀƄŵƟ̹ĿĜĪĴİ̹ƀŅĴ̹ ŘĴƀƀĴŵňşŀ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ĜŵƀňŹƀŹ̹Ĝşİ̹
ŹĪŅŦŘĜŵŹ˦̹şĜŞĴŘƟ̹[ƀĜşŘĴƟ̹AŦŵňŹŦş̹ ˾ʆʍʍʎ̐ʆʎʋʌ˿˦̹7Ĝş̹ƘĜş̹9ŵňŞŲĴş̹ ˾ʆʍʎʇ̐
ʆʎʊʍ˿˦̹ rňŘŘňĜŞ̹ �İİňŹŦş̹ �ƙňŀŀňşŹ̹ ˾ʆʍʍʅ̐ʆʎʊʋ˿˦̹ �ŵƄĪĴ̹ WŦŀĴŵŹ̹ ˾ʆʍʌʅ̐
ʆʎʊʌ˿˦̹ #ŵĴİĴŵňĪ̹ $ŦƄİƟ̹ ˾ʆʍʋʊ̐ʆʎʉʌ˿˦̹ Ĝşİ̹ )ĴŵŞĜşş̹ ~ĜŲĿ̹ ˾ʆʎʆʍ̐ʇʅʆʊ˿˦̹
ƙŅŦ̹ İĴŹňŀşĴİ̹ ŅňŀŅŘƟ̹ ƄşňŴƄĴ̹ ƀƟŲĴĿĜĪĴŹ̹ ŦĿ̹ ƀŅĜƀ̹ ƀňŞĴ˫̹ bŅĜƀ̹ ŞĴĜşŹ̹ ƀŅĴ̹
ĪĜŘŘňŀŵĜŲŅƟ̐ĩĜŹĴİ̹ ƀŵĜİňƀňŦş̹ ŦĿ̹ ƀƟŲĴ̹ İĴŹňŀş̹ ŅĜŹ̹ ĴƞňŹƀĴİ˦̹ Ĝşİ̹ ŘĜƀĴŵ̹ ňş̹
ƀŅĴ̹ ĪĴşƀƄŵƟ˦̹ ňƀ̹ ŅĜŹ̹ ĪŦşƀňşƄĴİ̹ƙňƀŅ̹ƘĜŵňŦƄŹ̹ İĴŹňŀşĴŵŹ̹ ŹƄĪŅ̹ ĜŹ̹�ŅĜŵŘĴŹ̹



ʇʅʊ

�ňŀĴŘŦƙ̹ ˾ĩ˫̹ ʆʎʉʊ˿˦̹ AĜƀƀŅĴƙ̹ �ĜŵƀĴŵ̹ ˾ĩ˫̹ ʆʎʈʌ˿˦̹ �İŵňĜş̹ #ŵƄƀňŀĴŵ̹ ˾ʆʎʇʍ̐
ʇʅʆʊ˿˦̹9ŵňŹ̹)ŦŘŞĴŹ̹ ˾ĩ˫̹ʆʎʊʅ˿˦̹Ĝşİ̹[ƄŞşĴŵ̹[ƀŦşĴ̹ ˾�˫̹ʆʎʉʊ˿˦̹ƙŅŦ̹ŹƀƄİňĴİ̹
ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ƀŅĴş̹ŹƀĜŵƀĴİ̹ƀŦ̹İĴŹňŀş̹ƀƟŲĴĿĜĪĴŹ̹˾BĜŹŅ̹Ĵƀ̹ĜŘ˫˦̹ʇʅʆʎ˿˫

�ŞŦşŀ̹ ƀŅĴŹĴ̹ şĜŞĴŹ̹ ŞĴşƀňŦşĴİ̹ ĜĩŦƘĴ˦̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹
�ĴşňŹ̹ �ŵŦƙş˦̹ ƙŅŦ̹ ƙňŘŘ̹ ĩĴ̹ ŞĴşƀňŦşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,˦̹ ŲŦňşƀŹ̹ ƀŦ̹ ŅňŹ̹
ňşǭƄĴşĪĴŹ̹ ĩƟ̹ ŲĴş̹ ŞĜşňŲƄŘĜƀňŦş̹ ƀĴĪŅşňŴƄĴŹ̹ ŦĿ̹ )ĴŵŞĜşş̹ ~ĜŲĿ˫̹ bŅĴŹĴ̹
ƀĴĪŅşňŴƄĴŹ̹ňşĪŘƄİĴ̹ƀŅĴ̹şňĩ̹ĜşŀŘĴ̹ŵŦƀĜƀňŦş̹ƙŅňŘĴ̹ƙŵňƀňşŀ˦̹ĜŘŹŦ̹ƘĜŵňĜƀňŦş̹
ŦĿ̹ ŲŵĴŹŹƄŵĴ̹ Ĝşİ̹ ƄŹňşŀ̹ ƀŅĴ̹ şňĩ̹ ĪŦŵşĴŵ̹ ňş̹ ŦŵİĴŵ̹ ƀŦ̹ İŵĜƙ̹ŞŦŵĴ̹ ŵĴǬşĴİ̹
ƀĴŵŞňşĜŘŹ̹Ĝşİ̹ŹĴŵňĿŹ̹˾�ŵŦƙş˦̹ʇʅʆʌ˿˫

�Ź̹ ;ŦĜňƥĜ˦̹ qĜŘĴşĪňĜ˦̹ Ĝşİ̹ $ƄƀňĵŵŵĴƥ̹ ˾ʇʅʆʅ˿̹ ĪŘĜňŞ˦̹ ƀŅňŹ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹
ŵĴƘňƘĜŘ̹ŞĴşƀňŦşĴİ̹ŅĴŵĴ̹ŵĴŦŵňĴşƀŹ̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹#ƄŵƀŅĴŵŞŦŵĴ˦̹ňƀ̹
ŲŵŦƘňİĴŹ̹ƀŅĴ̹ŦŲŲŦŵƀƄşňƀƟ̹ƀŦ̹ŵĴĜŹŹĴŹŹ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹Ĝ̹ŲŘĜƀĿŦŵŞ̹ƀŦ̹ŵĴǭĴĪƀ̹
ňşİňƘňİƄĜŘ̹ňşƀĴŵŲŵĴƀĜƀňŦşŹ̹Ŧŵ̹ƀŅĴ̹ŹŲĜŵŖ̹ŦĿ̹ŵĴŘĜƀňƘĴŘƟ̹ŵĜİňĪĜŘ̹ĪŅĜşŀĴŹ̹ƀŅĜƀ̹
ƙĴŵĴ̹ ƀŅŵŦƙş̹İƄŵňşŀ̹ ƀŅňŹ̹ ŲĴŵňŦİ˫̹ ,ş̹ ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ ňƀ̹ ňŹ̹ ƀŅĴ̹ŲĴŵňŦİ̹ ƀŅĜƀ̹
ŵĴĜŹŹĴŹŹĴİ̹ƀŅĴ̹ƘĜŵňŦƄŹ̹ĜşĪňĴşƀ̹ŹƀƟŘĴŹ̹Ĝşİ̹ŵĴƘňƘĴİ̹ƀŅĴŞ˦̹ĿƄŹĴİ̹ƙňƀŅ̹ƀŅĴ̹
ĿĴĜƀƄŵĴŹ̹ ŦĿ̹ ƀŅĴ̹ şňşĴƀĴĴşƀŅ̹ Ĝşİ̹ ƀƙĴşƀňĴƀŅ̹ ĪĴşƀƄŵňĴŹ˫̹ #ƄŵƀŅĴŵŞŦŵĴ˦̹ ňƀ̹
ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ňŉƀ̹ňŹ̹ƀŅĴ̹ƀňŞĴ̹ƀŅĜƀ̹ňŹ̹ŹƀňŘŘ̹ƀĜŖĴş̹ĜŹ̹ŵĴĿĴŵĴşĪĴŹ̹Ĝşİ̹
ŲŵĜĪƀňĪĴİ̹ ĩƟ̹ ƘĜŵňŦƄŹ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĜŵƀňŹƀŹ̹ ƀŅĜƀ̹ƙňŘŘ̹ ĩĴ̹ŞĴşƀňŦşĴİ̹ ňş̹
�ŅĜŲƀĴŵ̹q,˫

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹Ĝƀ̹ƀŅňŹ̹ŲŦňşƀ˦̹ňƀ̹ŅĜŹ̹ƀŦ̹ĩĴ̹ƄşİĴŵŘňşĴİ̹ƀŅĜƀ̹ƀŅĴ̹Ŧŵňŀňş̹
ŦĿ̹ƙĴŹƀĴŵş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĪĜş̹ĩĴ̹ĩĴƀƀĴŵ̹ĿŵĜŞĴİ̹ƙňƀŅ̹ňşŹňŀŅƀ̹
ňşƀŦ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹Ĝşİ̹AňİİŘĴ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙňƀŅ̹ňƀŹ̹ĴƞŲŵĴŹŹňƘĴ̹
ŲŦƀĴşƀňĜŘ̹ ƀŅŵŦƄŀŅ̹ ĜĩŹƀŵĜĪƀ̹ ňşƀĴŵŲŵĴƀĜƀňŦşŹ˫̹ bŅĴ̹ ŵĴĜŹŦş̹ƙňŘŘ̹ ĩĴ̹ ĩĴƀƀĴŵ̹
ƄşİĴŵŹƀŦŦİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,̹ ŦşĪĴ̹ ŹĴŘĴĪƀĴİ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
ĜŵĴ̹ĴƞĜŞňşĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴňŵ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ĜƀƀňƀƄİĴ̹ňş̹ƀŅĴňŵ̹ƙŦŵŖŹ˦̹ƙŅňĪŅ̹
ĪĜŵŵňĴŹ̹ŹňŀşňǬĪĜşƀ̹ňşǭƄĴşĪĴŹ̹ŦĿ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹Ĝşİ̹ƀŅĴ̹AňİİŘĴ̹�ĜŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ŞňşİŹĴƀ˦̹Ĝƀ̹ŘĴĜŹƀ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ƘĜŵňŦƄŹ̹ĪŦŞŞŦş̹ĿĴĜƀƄŵĴŹ̹ƀŅĜƀ̹
ĜŵĴ̹İňŹƀňşŀƄňŹŅĴİ̹ƀŅĴŞŹĴŘƘĴŹ̹ĿŵŦŞ̹ƀŅĴ̹ƙĴŹƀĴŵş̹ƀŵĜİňƀňŦş̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˫

#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ňƀ̹ƙňŘŘ̹ĩĴ̹ŹňŀşňǬĪĜşƀ̹ƀŦ̹ňşĪŘƄİĴŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹Ĝşİ̹ƀŅĴ̹
AňİİŘĴ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňş̹ ƀŅňŹ̹ ŵĴŹĴĜŵĪŅ̹ ƀŦ̹ ƄşİĴŵŹƀĜşİ̹ ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦş̹ƙňƀŅ̹ ƀŅĴ̹ ŲŦŹŹňĩňŘňƀƟ̹ ŦĿ̹ ĪŦŞŲĜŵňşŀ̹ ňƀ̹ ƙňƀŅ̹ ŦƀŅĴŵ̹
ƀŵĜİňƀňŦşŹ̹ŞŦŵĴŦƘĴŵ̹ƀŦ̹ŘŦĪĜƀĴ̹ƀŅĴ̹ƘĜŵňŦƄŹ̹ĿĴĜƀƄŵĴŹ̹Ĝşİ̹ňşŹŲňŵĜƀňŦşŹ̹ƀŅĜƀ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ĜĪŴƄňŵĴİ̹ƙňƀŅ̹ ƀŅĴ̹ ňşƀĴŵĜĪƀňŦş̹ƙňƀŅ̹ ƀŅĴŹĴ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦşŹ˦̹ƙŅňĪŅ̹İňǣĴŵ̹ĿŵŦŞ̹ƙĴŹƀĴŵş̹ňş̹ňƀŹ̹ĪŦŵĴ˫
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IV. CHINESE AND JAPANESE CALLIGRAPHY TRADITION: 
INFLUENCES ON THE WESTERN CONTEMPORARY 
CALLIGRAPHY

In the previous chapter, we have made a journey through the history of 
Western calligraphy, whose past is still very present in current calligraphy 
practices. Furthermore, contemporary calligraphers with their practices, 
namely Meulman, Brown, and Zega, mentioned in Chapter VI, including 
ŞƟŹĴŘĿ̹ ĜŹ̹ ŞĴşƀňŦşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,,˦̹ ŅĜƘĴ̹ ŹňŀşňǬĪĜşƀ̹ ňşǭƄĴşĪĴŹ̹ ĿŵŦŞ̹
the other calligraphy traditions and cultures, particularly Chinese and 
7ĜŲĜşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŅĜƘĴ̹ŅƄŀĴ̹ĴǣĴĪƀ̹ƀŅĜƀ̹ĜŵĴ̹ŵĴǭĴĪƀĴİ̹ƀŦ̹ƀŅĴ̹ĪƄŵŵĴşƀ̹
calligraphy works both technically and conceptually.

bŅĴŹĴ̹ĴǣĴĪƀŹ̹ĜŵĴ̹ŹĴĴş̹ƙŅňŘĴ̹ŦĩŹĴŵƘňşŀ̹Ĝşİ̹ĴƞĜŞňşňşŀ̹ƀŅĴ̹ĪƄŵŵĴşƀ̹ƙŦŵŖŹ̹
as shown in Chapter VI, particularly with the knowledge of the western 
ƀŵĜİňƀňŦş˦̹ ňƀŹ̹ ĿĴĜƀƄŵĴŹ˦̹ƙŅƟ̹ Ĝşİ̹ ŅŦƙ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŅĜİ̹ ĴƞĴĪƄƀĴİ̹ ƀŅŵŦƄŀŅ̹
the functional needs, how calligrapher -scribe- was positioned solely as 
the craftsman who was not assessed as an artist, not allowed to interpret 
Ŧŵ̹ ŵĴǭĴĪƀ̹ ĜşƟ̹ ŲĴŵŹŦşĜŘ̹ ĜƀƀňƀƄİĴŹ˫̹ rŅňŘĴ̹ ƀŵĜİňƀňŦş̹ ĪĜş̹ ĩĴ̹ İĴǬşĴİ̹ Ĝşİ̹
described within rigid boundaries, current western calligraphy practices 
ŲŵĴŹĴşƀ̹ƀŦƀĜŘŘƟ̹İňǣĴŵĴşƀ̹İňŵĴĪƀňŦşŹ˫̹�ƀ̹ňƀŹ̹ĪŦŵĴ˦̹ĪĜŘŘňŀŵĜŲŅƟ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹
ĴƞĴĪƄƀĴİ̹ĜŹ̹Ĝş̹Ĝŵƀ̹ĿŦŵŞ̹ňş̹ƙŅňĪŅ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ĩĴĪĜŞĴ̹Ĝş̹ĜŵƀňŹƀ˫̹

In the Far East, calligraphy has been assessed as the highest of all 
Ĝŵƀ̹ ĿŦŵŞŹ̹ ĿŦŵ̹ŞŦŵĴ̹ ƀŅĜş̹ǬĿƀĴĴş̹ ĪĴşƀƄŵňĴŹ˫̹ ,ƀ̹ ňŹ̹ ĜŲŲŵĴĪňĜƀĴİ̹İƄĴ̹ ƀŦ̹ ňƀŹ̹
ĴƞŲŵĴŹŹňƘĴ̹ŲŦƀĴşƀňĜŘ̹ƀŅĜƀ̹ŅĜŹ̹ĩĴĴş̹ŦǣĴŵĴİ̹ĩƟ̹ŞŦŵĴ̹ƀŅĜş̹ǬĿƀƟ̹ƀŅŦƄŹĜşİ̹
�ŅňşĴŹĴ̹ĪŅĜŵĜĪƀĴŵŹ˦̹ƙŅňĪŅ̹ĪĜş̹ĩĴ̹ƙŵňƀƀĴş̹ňş̹Źňƞ̹İňǣĴŵĴşƀ̹ĿŦŵŞŹ̹ŦĿ̹ƀŅĴ̹
ŹĪŵňŲƀ̹ƀŅĜƀ̹ŹĴĴŞŹ̹ƀŦ̹ĪŦŞĩňşĴ̹Ĝş̹ňşǬşňƀĴ̹şƄŞĩĴŵ̹ŦĿ̹ŀŵĜŲŅňĪ̹ƘĜŵňĜƀňŦşŹ˫̹
Calligraphy still today remains a highly respected form of artistic 
ĴƞŲŵĴŹŹňŦş̹ ňş̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀ̹ ˾�İİňŹŹ˦̹ ʇʅʅʋ˿˫̹ )ĴşĪĴ˦̹ ŘŦŦŖňşŀ̹ Ĝƀ̹ �ŅňşĴŹĴ̹
and Japanese calligraphy, most features of contemporary calligraphy 
ĪĜŵŵƟ̹ ŹňŞňŘĜŵ̹ ĜƀƀňƀƄİĴŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ ǬŵŹƀ̹ ĴƞƀŵĜĪƀĴİ̹ ĿŵŦŞ̹ ƀŅĴ̹ ŹƀĜƀĴŞĴşƀ̹ ŦĿ̹
the contemporary calligraphers, which will be seen in this Chapter.

What can be observed through the works of contemporary western 
calligraphers is how they employ the gesture of the hand in their calligraphic 
works, focusing on the strokes, assessing the work as a performance or act, 
and all actually grounded at the core of the Far Eastern calligraphy culture. 
,ƀ̹ňŹ̹ĜŘŹŦ̹ŲŦŹŹňĩŘĴ̹ƀŦ̹ĪŘĜňŞ̹ƀŅĜƀ̹ƀŅĴŵĴ̹ĜŵĴ̹ŞƄƀƄĜŘ̹ňşǭƄĴşĪĴŹ̹ĩĴƀƙĴĴş̹ƀŅĴ̹#Ĝŵ̹
East and West that can be traced today. 
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For this reason, in this ĪŅĜŲƀĴŵ˦̹ ǬŵŹƀ˦̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ƀŅĴş̹
Japanese calligraphy will be mentioned to provide ample support 
to comprehend and understand the various contemporary Western 
ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹Ĝşİ̹ŅŦƙ̹#Ĝŵ̹�ĜŹƀĴŵş̹ňşǭƄĴşĪĴŹ̹ŞĜşňĿĴŹƀ̹ƀŅĴŞŹĴŘƘĴŹ̹ƙňŘŘ̹
ĩĴ̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹

First of all, it has to be noted that the Far Eastern calligraphy term -used 
in this research- refers to Chinese and Japanese calligraphy. It is decided 
to focus on Chinese calligraphy in this chapter based on the research 
conducted through various pieces of literature on the Far Eastern 
calligraphy traditions that will be mentioned in the following. Then the 
ƘĜŵňŦƄŹ̹ŹňŀşňǬĪĜşƀ̹ĜŹŲĴĪƀ̹ŦĿ̹7ĜŲĜşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙňŘŘ̹ĩĴ̹ŅĴŘİ̹ňş̹ƀĴŵŞŹ̹ŦĿ̹
ƀŅĴňŵ̹ňşǭƄĴşĪĴŹ̹Ŧş̹rĴŹƀĴŵş̹�ŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ˫

bňşŀƟŦƄ̹˾ʇʅʅʉ˿̹ŞĴşƀňŦşŹ̹ŅŦƙ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŹŲŵĴĜİŹ̹ƙŦŵŘİƙňİĴ˦̹
ƀŅĴ̹ǬŵŹƀ̹9ŦŵĴĜş̹ŲĴşňşŹƄŘĜ̹ ňş̹ƀŅĴ̹ŹĴĪŦşİ̹Ŧŵ̹ƀŅňŵİ̹ĪĴşƀƄŵƟ˦̹Ĝşİ̹ƀŅĴş̹ňş̹
ƀŅĴ̹ŹĴƘĴşƀŅ̹ĪĴşƀƄŵƟ̹ ňş̹7ĜŲĜş˫̹HşĴ̹ŦĿ̹ƀŅĴ̹ǬŵŹƀ̹ĪŦŲňĴİ̹ƀĴƞƀŹ̹ĩĴŘŦşŀŹ̹ƀŦ̹
Ĝ̹ 7ĜŲĜşĴŹĴ̹ ŲŵňşĪĴ̹ ňş̹ ʋʆʊ̹ ƙňƀŅ̹ ƀŅĴ̹ �ŅňşĴŹĴ̹ ĪŅĜŵĜĪƀĴŵ̹ ŵĴŲŵĴŹĴşƀĜƀňŦş̹
ƀŅĜƀ̹ĩĴŘŦşŀŹ̹ƀŦ̹ƀŅĴ̹7ňş̹�ƟşĜŹƀƟ̹˾ʇʋʊ̐ʉʇʅ˿˫̹,ş̹ƀŅĴ̹ŹĴƘĴşƀŅ̹ĪĴşƀƄŵƟ˦̹ňƀ̹ňŹ̹
mentioned that the Japanese students and monks were sent to China, 
spent time there, and with their return to Japan, various calligraphic 
works reached Japan by them. 

Simultaneously, the Japanese started to create their own works 
and styles, which are basically combined with Chinese styles and 
their aesthetics and written language. Since then, these changes 
ŅĜƘĴ̹ ŘĴİ̹ ƀŦ̹ Ĝş̹ ĴŞĴŵŀňşŀ̹ şĴƙ̹ ĩŵĜşĪŅ̹ ƀŅĜƀ̹ İňǣĴŵŹ̹ ĿŵŦŞ̹ ƀŅĴ̹ �ŅňşĴŹĴ˫̹
)ĴşĪĴ˦̹ ŞŦŹƀ̹ 7ĜŲĜşĴŹĴ̹ ŹĪŵňŲƀ̹ ĪŅĜŵĜĪƀĴŵŹ̹ ƙĴŵĴ̹ ĜİĜŲƀĴİ̹ Ĝşİ̹ ĜİŦŲƀĴİ̹
ĿŵŦŞ̹ �ŅňşĴŹĴ̹ ĪŅĜŵĜĪƀĴŵŹ̝̹ ňş̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ŹĴƘĴşƀŅ̹ ĪĴşƀƄŵƟ̹ ˾[ĜƀŦ˦̹ ʇʅʆʉ˿̹
essential structural parts. It can be stated that the Japanese writing 
system is a hybrid system that employs two subsystems that function 
distinctly. One is a subsystem of Chinese characters, and the other is 
ƀŅĴ̹ŖĜşĜ̹ŹƟŘŘĜĩĜŵňĴŹ̹ŀĴşĴŵĜƀĴİ̹ĩƟ̹ƀŅĴ̹7ĜŲĜşĴŹĴ̹˾AƄŵĜŹĴ˦̹ʇʅʅʇ˿˫̹qĜŵňŦƄŹ̹
ĴƞŲŘŦŵĜƀňŦşŹ̹ ŦĿ̹ şĴƙ̹ ŹƀƟŘĴŹ˦̹ şĜŞĴŘƟ̹ ŖĜşĜ̹ ŦĿ̹ ƀŅĴ̹ şňşƀŅ̹ ĪĴşƀƄŵƟ˦̹ƙŅňĪŅ̹
ĴƞĴŞŲŘňǬĴŹ̹ ƀŅĴ̹ İĴŲĜŵƀƄŵĴ̹ ĿŵŦŞ̹ ƀŅĴ̹ ĴŹƀĜĩŘňŹŅĴİ̹ ĿŦŵŞ̹ ŦĿ̹ ƄŹňşŀ̹ŞĴŵĴŘƟ̹
�ŅňşĴŹĴ̹ĪŅĜŵĜĪƀĴŵŹ˦̹ŲŦňşƀ̹ƀŦ̹ƀŅĴ̹şĴƙ̹ĴƞŲŘŦŵĜƀňŦş̹ŦĿ̹ŹƀƟŘĴŹ̹ňş̹7ĜŲĜş˫

To sum up, it can be stated that Chinese calligraphy was introduced to 
Japan around the seventh century and became an essential part of Japan’s 
ruling families; moreover, through artistically copying Chinese poetry, 
royalty and the aristocracy started to study the art. For this reason, 
it would be appropriate to limit the Far Eastern calligraphy, mostly 
Chinese calligraphy, in this chapter, then underline the various points 
worth mentioning about Japanese calligraphy to provide various insights 
ŵĴŀĜŵİňşŀ̹ƀŅĴ̹ňşǭƄĴşĪĴŹ̹Ŧş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ˫̹

,ƀ̹ňŹ̹ĪŵƄĪňĜŘ̹ƀŦ̹ŵĴŞňşİ̹ƀŅĜƀ̹ƀŅĴŵĴ̹ňŹ̹şŦ̹ňşƀĴşƀňŦş̹ƀŦ̹ĴƞĜŞňşĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹
Calligraphy historically in a comprehensive way; instead, the purpose 
is to demonstrate how and in what way Far Eastern calligraphy has 
become an inspiration for Western contemporary calligraphers.

Before delving into the literal meaning of the word calligraphy in China 
Ĝşİ̹7ĜŲĜş˦̹ňƀ̹ƙŦƄŘİ̹ĩĴ̹ĜŲŲŵŦŲŵňĜƀĴ̹ƀŦ̹ĩŵňĴǭƟ̹ŞĴşƀňŦş̹ƀŅĴ̹�ŅňşĴŹĴ̹ƙŵňƀňşŀ̹
ŹƟŹƀĴŞ˦̹ƙŅňĪŅ̹İňǣĴŵŹ̹ĿŵŦŞ̹rĴŹƀĴŵş̹ĩĴĪĜƄŹĴ̹ňƀŹ̹ňŞĜŀĴ̹ĩĜŹĴİ̹ĪŦşŹƀŵƄĪƀňŦş̹
that is parallel to the word as an image understanding of various 
contemporary calligraphers that will be encountered in Chapter VI. 

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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Moreover, the cultural mindset behind Chinese calligraphy, namely 
bĜŦňŹŞ˦̹ �ŦşĿƄĪňĜşňŹŞ˦̹ Ĝşİ̹ �ƄİİŅňŹŞ˦̹ƙňŘŘ̹ ĜŘŹŦ̹ ĩĴ̹ ĴƞĜŞňşĴİ̹ ŅĴŵĴ̹ ƀŦ̹
provide information on the aesthetic considerations of Far Eastern 
calligraphy. Since contemporary western calligraphy technically and 
ĪŦşĪĴŲƀƄĜŘŘƟ̹ ŵĴŲŵĴŹĴşƀŹ̹ Ĝş̹ ĜĩŹŦŘƄƀĴ̹ İňǣĴŵĴşĪĴ̹ ĿŵŦŞ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş˦̹
the criteria and the aesthetic considerations indispensably changed, 
resembling the Far Eastern aesthetic features. Moreover, it is known 
for the mutual interaction between Western painters -particularly 
ĜĩŹƀŵĜĪƀ̹ ĴƞŲŵĴŹŹňŦşňŹƀŹ̹ Ĝşİ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ Ĝŵƀ̹ Ĝşİ̹ ĪƄŘƀƄŵĴ̹ ̐ŲĜŵƀňĪƄŘĜŵŘƟ̹
ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ŲĜňşƀňşŀ˫̹bŅĴŹĴ̹ňşƀĴŵĜĪƀňŦşŹ̹ŅĴŵĜŘİ̹ŹňŀşňǬĪĜşƀ̹ĜĩŹƀŵĜĪƀ̹
painters and their paintings, also mentioned as sources of inspiration 
ĩƟ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹bŅňŹ̹ňşǭƄĴşĪĴ̹ŹŅŦƙŹ̹ƀŅĴ̹
ŹƄĩƀŘĴ̹ ňşǭƄĴşĪĴ̹ ŦĿ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ Ĝŵƀ˦̹ ŀŵŦƄşİĴİ̹ Ŧş̹ ňƀŹ̹ ĪƄŘƀƄŵĴ˫̹ #Ŧŵ̹ ƀŅňŹ̹
ŵĴĜŹŦş˦̹ ňƀ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ŲŵŦƘňİĴ̹ ňşĿŦŵŞĜƀňŦş̹ĜĩŦƄƀ̹ƘĜŵňŦƄŹ̹ ĿĴĜƀƄŵĴŹ̹
ƀŅĜƀ̹İĴĴŲŘƟ̹ĜǣĴĪƀ̹rĴŹƀĴŵş̹ĜĩŹƀŵĜĪƀ̹ĜŵƀňŹƀŹ˦̹ĴŹŲĴĪňĜŘŘƟ̹ĜĿƀĴŵ̹rŦŵŘİ̹rĜŵ̹
,,̹ ňş̹�ŞĴŵňĪĜ˫̹ ,ş̹ ĜİİňƀňŦş̹ ƀŦ̹ ƀŅňŹ˦̹ ƀŦŦŘŹ̹ Ĝşİ̹ŞĜƀĴŵňĜŘŹ̹ ŦĿ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹
calligraphy, namely brush, ink and ink slab/inkstone, and paper, since 
these tools are also employed by various contemporary western 
ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŹƄĪŅ̹ĜŹ̹�ŵŦƙş˦̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝş̹ŦŲŲŦŵƀƄşňƀƟ̹ƀŦ̹ĴƞŲĴŵňŞĴşƀ˫̹
�ŘŹŦ˦̹ǬƘĴ̹ĩĜŹňĪ̹ŹĪŵňŲƀ̹ŹƀƟŘĴŹ˦̹şĜŞĴŘƟ̹[ĴĜŘ̹[ĪŵňŲƀ˦̹�ŘĴŵňĪĜŘ̹[ĪŵňŲƀ˦̹WĴŀƄŘĜŵ̹
˾#ŦŵŞĜŘ˿̹ ŹĪŵňŲƀ˦̹ WƄşşňşŀ̹ ˾[ĴŞň̐ĪƄŵŹňƘĴ˿̹ [ĪŵňŲƀ˦̹ Ĝşİ̹ �ƄŵŹňƘĴ̹ ˾$ŵĜŹŹ˿̹
[ĪŵňŲƀ˦̹ĜŵĴ̹ĩŵňĴǭƟ̹ĴƞĜŞňşĴİ̹ ƀŦ̹ŲŵŦƘňİĴ̹Ĝş̹ ňşŹňŀŅƀ̹ ňşƀŦ̹ ƀŅĴňŵ̹ĴƘŦŘƄƀňŦş̹
ƀŦ̹ŞĴşƀňŦş̹ƀŅĴ̹�ŵĜƥƟ̹$ŵĜŹŹ̹ŹƀƟŘĴ˦̹ƙŅňĪŅ̹ňŹ̹ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ̹ŦĿ̹ňƀŹ̹ƀňŞĴ̹
that will help to establish a link between the contemporary western 
attitude of various calligraphers. In the following, contemporary 
Chinese calligraphy focusing on modernist and avant-garde 
ŞŦƘĴŞĴşƀŹ̹ ƙňƀŅ̹ ĴǣĴĪƀňƘĴ̹ ŲŵĜĪƀňĪĴŹ̹ ƙňŘŘ̹ ĩĴ̹ ŅĴŘİ̹ ƀŦ̹ ŘŦĪĜƀĴ̹ ƀŅĴ̹ ŘĜƀĴŹƀ̹
situation that will give a chance to appreciate the West.

�ŲĜŵƀ̹ĿŵŦŞ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹7ĜŲĜşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹̐ƀŅĴ̹İĴƘĴŘŦŲŞĴşƀ̹
of its writing systems with its characteristics and the concept of 
7ĜŲĜşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ňşĪŘƄİňşŀ̹ ŘňƀĴŵĜŘ̹ŞĴĜşňşŀ˦̹ ĜŵĴ̹ ĩŵňĴǭƟ̹ ĴƞŲŘĜňşĴİ˫̹
This part mainly focuses on Zen monks’ writing and various 
contemporary Japanese practices to frame the general concept, which 
ŅĜŹ̹ňşǭƄĴşĪĴİ̹ƙĴŹƀĴŵş̹ĜĩŹƀŵĜĪƀ̹ŲĜňşƀĴŵŹ˦̹ŅĴşĪĴ̹ƙĴŹƀĴŵş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
calligraphers with its mindset.

4.1. Chinese calligraphy

Practicing Chinese calligraphy and appreciating calligraphic works 
ŅĜƘĴ̹ ĩĴĴş̹ ƀŵĴĜƀĴİ̹ ĜŹ̹ Ĝ̹ ƀŵĜİňƀňŦş̹ ŦĿ̹ �ŅňşĴŹĴ̹ ŘĴňŹƄŵĴ̹ ŹňşĪĴ̹ ƀŅĴ̹ )Ĝş̹
�ƟşĜŹƀƟ̹ ˾ʇʊ̐ʇʅʅ̹ ��˿˫̹ rŅĴş̹ ƀŅĴ̹ ŲňĪƀŦŀŵĜŞŹ̹ ĿŵŦŞ̹ ƙŅňĪŅ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ǬŵŹƀ̹ĴƘŦŘƘĴİ̹ĜŵŦƄşİ̹ʆʉʅʅ̹��̹ŹĴŵƘĴİ̹ĜŹ̹ŵĴĪŦŵİňşŀ̹Ĝşİ̹ĪŦŞŞƄşňĪĜƀňŦş̹
ideas. Calligraphy was initially used for divination as a script, and it had 
a role that had a link to the myth that refers to written characters that 
had been assumed as a gift from heaven to humans. That meant those 
divinely inspired, such as shamans or the rulers, could understand and 
employ it. In later centuries, it gained an elevated position as art since 
�ŦşĿƄĪňƄŹ̹ ˾ʊʊʆ̹ ��̹ ̹̏ ʉʌʎ̹ ��˿̹ ŲŦňşƀĴİ̹ ŦƄƀ̹ ̚ƙŵňƀňşŀ̛̹ ĜŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ Źňƞ̹
ĴŹŹĴşƀňĜŘ̹ĜŵƀŹ̹˾liuyi˿̹˾�ĜŵŵĜŹ˦̹ʇʅʅʇ˿˫̹

Far Eastern calligraphy also became a political power through large and 
well-ordered bureaucracies that started to be used widely as an element. 
�Ƅŵňşŀ̹ ƀŅĴ̹ bĜşŀ̹ İƟşĜŹƀƟ̹ ˾ʋʆʍ̐ʎʅʋ˿˦̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĩĴĪĜŞĴ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹

IV. CHINESE AND JAPANESE CALLIGRAPHY TRADITION:
INFLUENCES ON THE WESTERN CONTEMPORARY CALLIGRAPHY
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ĴŘĴŞĴşƀ̹ƀŅĜƀ̹ŹƀĜŵƀĴİ̹ĩĴ̹ĴƞĜŞňşĴİ̹ƀŦ̹ĴşƀĴŵ̹�ŅňşĴŹĴ̹ňŞŲĴŵňĜŘ̹ĪňƘňŘ̹ŹĴŵƘňĪĴ̹
until the end of the nineteenth century. That means calligraphy became 
ŦşĴ̹ŦĿ̹ƀŅĴ̹ĜǤŵŞĴİ̹ŹƄĩœĴĪƀŹ̹ŦĿ̹ƀŅĴ̹ŵƄŘňşŀ̹ĴŘňƀĴ̹˾�ĜŵŵĜŹ˦̹ʇʅʅʇ˿˫

)ĴşĪĴ˦̹ĪĜlligraphy is regarded as an art form in China, as early as 2000 
ƟĴĜŵŹ̹ĜŀŦ̹ňş̹ƀŅĴ̹)Ĝş̹�ƟşĜŹƀƟ˦̹ƙŅňĪŅ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ĴƞŲĴŵňĴşĪĴİ̹ňş̹ŲƄĩŘňĪ̹
participation, the emergence of theories of art criticism and aesthetics 
related to it. In contrast, for western calligraphy, about appreciation as 
Ĝş̹Ĝŵƀ̹ĿŦŵŞ˦̹ňƀ̹ĪĜş̹ĩĴ̹ŲŦňşƀĴİ̹ƀŦ̹ƀŅĴ̹ŹňƞƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹ĜĿƀĴŵ̹ƀŅĴ̹Ųŵňşƀňşŀ̹
ƀĴĪŅşŦŘŦŀƟ̹ƀŅĜƀ̹İĴĴŲŘƟ̹ňŞŲĜĪƀĴİ̹ŹĪŵňĩĴ̹Ĝşİ̹ƀŅĴňŵ̹ĩƄŹňşĴŹŹ˫̹)ĴşĪĴ˦̹ňƀ̹ƙĜŹ̹
a kind of inevitable conclusion to shift the concept in terms of calligraphy. 
)ŦƙĴƘĴŵ˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,,,˦̹ňƀ̹ƙĜŹ̹şŦƀ̹Ĝ̹ŹƄİİĴş̹ĪŅĜşŀĴ˫̹BĴƙ̹
awakenings and individual approaches have begun to emerge during the 
modern calligraphy period of the nineteenth century. When it comes to 
ƀŅĴ̹ƀƙĴşƀňĴƀŅ̹Ĝşİ̹ƀƙĴşƀƟ̐ǬŵŹƀ̹ĪĴşƀƄŵňĴŹ˦̹ƙĴ̹ŹĴĴ̹ƀŅĜƀ̹ňƀ̹ŅĜŹ̹ŲŵŦŀŵĴŹŹĴİ̹ňş̹
Ĝ̹İňǣĴŵĴşƀ̹Ĝşİ̹ŹŅĜŵŲĴŵ̹ŘňşĴ̹ňş̹ƀĴŵŞŹ̹ŦĿ̹ƀĴĪŅşňŴƄĴ̹Ĝşİ̹ĪŦşĪĴŲƀ˫̹#Ŧŵ̹ƀŅĴŹĴ̹
ƀƙŦ̹ ĪƄŘƀƄŵĴŹ˦̹ ƀŅĴ̹ ĜŹŹĴŹŹŞĴşƀ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ Ĝş̹ Ĝŵƀ̹ ňşİňĪĜƀĴŹ̹ ŴƄňƀĴ̹
İňǣĴŵĴşƀ̹ŲĴŵňŦİŹ̹ňş̹ƀĴŵŞŹ̹ŦĿ̹ƀňŞĴ˫̹bŅňŹ̹ŹňƀƄĜƀňŦş̹ŵĴŲŵĴŹĴşƀŹ̹Ĝ̹ƘĴŵƟ̹ŵĴĪĴşƀ̹
history for the West compared to the Far East.

�ƘĴş̹ĿƄŵƀŅĴŵ˦̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ŦĿƀĴş̹ŵĴĿĴŵŵĴİ̹ƀŦ̹ĜŹ̹̚Ĝŵƀ̹ƙňƀŅňş̹Ĝŵƀ̛̹
˾WƟƋŵƄň˦̹ ʇʅʆʆĜ˥̹ŲĜŵĜ˫ʆ˿˦̹ƙŅňĪŅ̹ƄƀňŘňƥĴŹ̹ĩŦƀŅ̹ƘňŹƄĜŘ̹ Ĝşİ̹ ŘňşŀƄňŹƀňĪ̹ŞĴİňĜ̹
to trigger the viewer’s emotion; for this reason, calligraphy is also 
ŲŵŦşŦƄşĪĴİ̹ ĜŹ̹ ̚ŅĴĜŵƀ̹ ňŞĜŀĴŵƟ˦̛ ̹ Ŧŵ̹ ƀŅĴ̹ ̚ŹŦƄŘ̹ ŲĜňşƀňşŀ˫̛ ̹bŅĜƀ̹ŞĴĜşŹ̹ ̚Ĝ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ƙŦŵŖ̹ĪĜş̹ĩĴ̹ŵĴĜİ̹ĜŹ̹Ĝ̹ƀĴƞƀ˦̹ĿĴŘƀ̹ĜŹ̹ŲŦĴƀŵƟ̹ƘĴŵŹĴ˦̹Ĝşİ̹ĜİŞňŵĴİ̹
ĜŹ̹Ĝ̹ŲĜňşƀňşŀ̹Ĝƀ̹ƀŅĴ̹ŹĜŞĴ̹ƀňŞĴ̛̹˾WƟƋŵƄň˦̹ʇʅʆʆĜ˥̹ŲĜŵĜ˫ʋ˿˫̹#ƄŵƀŅĴŵŞŦŵĴ˦̹ňƀ̹
ŹňİĴİ̹ƙňƀŅ̹ŲŦĴƀŵƟ̹ĜŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŅňŀŅĴŹƀ̹ĿŦŵŞŹ̹ŦĿ̹Ĝŵƀ˦̹Ĝşİ̹�ĜŵŵĜŹ̹˾ʇʅʅʇ˿̹
noted that there had been debate about the calligraphy’s aesthetics 
ňş̹ ŦƘĴŵŲĜňşƀňşŀ˫̹ )Ĵ̹ ƄşİĴŵŘňşĴŹ̹ ƀŅĜƀ̹ ŲĜňşƀňşŀ̹ ƙĜŹ̹ ĜŘƙĜƟŹ̹ ƀĜŖĴş̹ ŅňŹ̹
references from nature, whereas calligraphy, in addition to nature, has 
been more metaphysical due to its abstract form. The use of line, ink, 
ĪŦŞŲŦŹňƀňŦş˦̹ƀŅĴ̹ƙŦŵŖ̝Ź̹ŹŲňŵňƀ˦̹Ĝşİ̹ƀŅĴ̹ŦşĴ̝Ź̹ŲĴŵŹŦşĜŘňƀƟ̹ƀŅĜƀ̹ňşǭƄĴşĪĴİ̹
ŅňŹ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙĜŹ̹ňşĪŘƄİĴİ̹ňş̹ƀŅňŹ̹İňŹĪƄŹŹňŦş˫̹�ŘŘ̹ƀŅĴŹĴ̹ĿĴĜƀƄŵĴŹ̹ĪĜş̹ĩĴ̹
traced through various works of contemporary calligraphers, related to 
his/her attitude and background, which mostly focus on gestures and 
interpret them as a representation of the feelings and emotions of the 
ƙŵňƀĴŵ̹̐ĜŹ̹ĴƞŲŵĴŹŹňŦşŹ̹Ŧŵ̹ĴƞŲĴŵňŞĴşƀŹ̹ƀŅĜƀ̹ĜŵĴ̹ĴƞĴĪƄƀĴİ̹ĴƘĴş̹ƙňƀŅŦƄƀ̹
a word, or a letter. That shows the calligrapher’s search for a deeper 
meaning through their artwork or the intention to attribute various 
values beyond the literal meaning of the written word. With this state, 
it can be claimed that contemporary western calligraphy already 
resembles the Far Eastern calligraphy concept.

Chinese calligraphy is characterized by its origin, cultural 
ĪŦşşŦƀĜƀňŦşŹ˦̹ ĪŘĜŹŹňǬĪĜƀňŦş˦̹ Ĝşİ̹İňŹƀŵňĩƄƀňŦş˰̹ŅĴşĪĴ̹ ňƀ̹ ŵĴŹƄŘƀŹ̹ ňş̹ Ĝ̹ ŹŦ̐
ĪĜŘŘĴİ̹̚ĪĜŘŘňŀŵĜŲŅƟ̹ĪƄŘƀƄŵĴ̹ĪŅĜňş̛̹˾~ŅĜşŀ˦̹bĜşŀ˦̹Ĝşİ̹ŦƀŅĴŵŹ˦̹ʇʅʅʍ˥̹ʊʈʅ˿̹
that is associated with the personality of the calligrapher character, 
temperament, the emotion even his moral, moreover the construction 
of identities of destinations, while western calligraphy is a so-called 
manuscript culture that calligraphy was employed as a utility.

Considering the general understanding and appreciation of Chinese 
calligraphy mentioned above and comparing it with the western 
tradition of calligraphy that is mentioned in Chapter II through 
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ĴƞĜŞňşňşŀ̹ ƀŅĴ̹ İĴǬşňƀňŦşŹ̹ Ĝşİ̹ İĴŹĪŵňŲƀňŦşŹ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĿŵŦŞ̹
the western point of view and in Chapter III through the historical 
evolution of the ancient styles which were employed basically the 
ĿƄşĪƀňŦşĜŘ̹ ŵĴĜŹŦş̹ ̐ĪŦŲƟňşŀ˦̹ ŲŵĴŹĴŵƘňşŀ̹ Ĝşİ̹ İňŹŹĴŞňşĜƀňşŀ̹ ƀŅĴ̹ ƀĴƞƀ̹̐
#Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ŅňŀŅŘƟ̹ İňǣĴŵĴşƀ̹ ĪŦşĪĴŲƀŹ̹ Ĝşİ̹
ŲŵĜĪƀňĪĴŹ˫̹ �ĩŦƘĴ̹ ĜŘŘ˦̹ ĜŹ̹ Ĝ̹ ŹƄŲŵĴŞĴ̹ ŲĜŵƀ̹ ŦĿ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪƄŘƀƄŵĴ˦̹
assessing as an art form reveals how writing and hence calligraphy 
is accepted and performed without the functional limitations of the 
western calligraphy tradition. It seems inevitable that this concept will 
ňşǭƄĴşĪĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŵƀňŹƀŹ˫̹�ĴĪĜƄŹĴ˦̹ĜŹ̹ƙňŘŘ̹ĩĴ̹
seen in Chapter VI, going beyond the limits of the western calligraphy 
tradition, performing calligraphy as an art form seems to be one of the 
most fundamental focus points of today’s calligraphy artists, which is 
not considerable for the western calligraphy tradition.

�Ź̹ƙĴŘŘ̹ ĜŹ̹ ňş̹ 9ŦŵĴĜ̹ Ĝşİ̹ 7ĜŲĜş˦̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŅĜŹ̹ ĩĴĪŦŞĴ̹ ƀŅĴ̹ ŹƄŲŵĴŞĴ̹
ĿŦŵŞ̹ŦĿ̹ĜŵƀňŹƀňĪ̹ĴƞŲŵĴŹŹňŦş̹Ĝşİ̹ĜĪŅňĴƘĴŞĴşƀ˦̹Ĝşİ̹ňƀ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ŦşĴ̹ŦĿ̹
the most challenging art forms to comprehend and appreciate with its 
ƀĴĪŅşňĪĜŘ̹Ĝşİ̹ŲŅňŘŦŹŦŲŅňĪ̹ĩĜĪŖŀŵŦƄşİ̹˾AƄŵĜŹĴ˦̹ʇʅʅʇ˿˫

[ƀňŘŘ̹ ƀŦİĜƟ˦̹ ňş̹ƀŅĴ̹ƀƙĴşƀƟ̐ǬŵŹƀ̹ĪĴşƀƄŵƟ˦̹ƀŅĴ̹ŲĜŹƀ̹Ĝşİ̹ŅňŹƀŦŵƟ̹ĜŵĴ̹ĜŹŹƄŞĴİ̹
never to be forgotten because the Chinese are assessed as profoundly 
ĪŦşŹĪňŦƄŹ̹ ŦĿ̹ ƀŅĴňŵ̹ ĪƄŘƀƄŵĜŘ̹ ƀŵĜİňƀňŦşŹ˦̹ ƙŅňĪŅ̹ ňşǭƄĴşĪĴİ̹ �ŅňşĴŹĴ̹
calligraphy’s character and development. It is treated with great respectʆ, 
and it has a central role in Far Eastern tradition and culture that is 
ŲŵĜĪƀňĪĴİ̹ĜŹ̹Ĝ̹Ŗňşİ̹ŦĿ̹ĴƘĴŵƟİĜƟ̹ŘňĿĴ̹ĜĪƀňƘňƀƟ̹˾[ƄŘŘňƘĜş˦̹ʆʎʋʎ˿˫̹

It seems that the same appreciation has already started with the 
reanimation of western calligraphy as modern calligraphy, then from 
various perspectives, this awakening accumulated till today as a 
growing trend with a lack of core information and the fundamental 
parts that are needed to be underlined in this research.

�ĴĿŦŵĴ̹ ĪŦşƀňşƄňşŀ̹ ƙňƀŅ̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ňƀ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹
ŞĴşƀňŦş̹ ƀŅĴ̹�ŅňşĴŹĴ̹ƙŵňƀňşŀ̹ŹƟŹƀĴŞ̹ƀŅĜƀ̹ ňŹ̹ŅňŀŅŘƟ̹İňǣĴŵĴşƀ̹ ĿŵŦŞ̹ƀŅĴ̹
Western writing system. That will provide insight and also a better 
understanding of Chinese calligraphy, hence contemporary attitude. 

4.1.1. The Chinese writing system and its characteristics

Chapter II mentions the Western writing system, which is based on 
speaking language that is represented by sound symbols without 
referring to any visual ideas. While spoken language uses sounds 
representing verbal meaning, writing uses graphic marks representing 
ƀŅĴŹĴ̹ ƘĴŵĩĜŘ̹ ŞĴĜşňşŀŹ̹ Ĝşİ̹ ŵĴĪŦŵİŹ̹ ƙŅĜƀ̹ ŅĜŹ̹ ĩĴĴş̹ ŹĜňİ˫̹ )ĴşĪĴ˦̹ ňş̹
phonetic language systems, as in the West, each spoken word is 
constructed by one or more syllables, representing meaning.

ʆ̹ �ĜŵŵĜŹ̹ ˾ʇʅʅʇ˿̹ ĴƞŲŘĜňşŹ̹ ƀŅĴ̹ ŞĜœŦŵ̹ ŵĴĜŹŦşŹ̹ ĿŦŵ̹ ƀŅňŹ̹ ŀŵĴĜƀĴŵ̹ ŵĴƘĴŵĴşĪĴ̹ ĿŦŵ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƙŅňĪŅ̹ ňŹ̹
ŲŵŦĩĜĩŘƟ̹ŘŦşŀĴŵ̹ňş̹�ŅňşĜ̹ƀŅĜş̹ňş̹ĜşƟ̹ŦƀŅĴŵ̹ĪňƘňŘňƥĜƀňŦş˰̹̚˧ ňş̹�ŅňşĜ̹ƀŅĴ̹ŲŦƙĴŵ̹ŦĿ̹ƀŅĴ̹ƙŵňƀƀĴş̹ƙŦŵİ̹ƙĜŹ̹
şŦƀ̹ĪŅĜŘŘĴşŀĴİ̹ĩƟ̹Ĝ̹ĪƄŘƀƄŵĴ̹ŦĿ̹ŲŦŘňƀňĪĜŘ̹ŦŵĜƀŦŵƟ˦̹ĜŹ̹ňƀ̹ƙĜŹ̹ňş̹ƀŅĴ̹rĴŹƀ˫̹BĴƘĴŵ̹ňş̹�ŅňşĜ̝Ź̹ŘŦşŀ̹ŅňŹƀŦŵƟ̹
ŅĜŹ̹ƀŅĴŵĴ̹ĩĴĴş̹Ĝş̹ĴŴƄňƘĜŘĴşƀ̹ŦĿ̹ƀŅĴ̹�ŵĴŦŲĜŀƄŹ˦̹ƙŅĴŵĴ̹ƀŅĴ̹ŀŵĴĜƀ̹�ƀŅĴşňĜş̹ŲŦŘňƀňĪĜŘ̹İĴĩĜƀĴŹ̹ƀŦŦŖ̹ŲŘĜĪĴ˦̹
Ŧŵ̹ƀŅĴ̹WŦŞĜş̹[ĴşĜƀĴ˫̹BŦŵ̹ŅĜŹ̹ƀŅĴŵĴ̹ĩĴĴş̹Ĝ̹ŲŦŘňƀňĪĜŘ̹ŦŵĜƀŦŵ̹ŹƄĪŅ̹ĜŹ̹�ĴŞŦŹƀŅĴşĴŹ̹Ŧŵ̹�ňĪĴŵŦ̛̹˾ʇʅʅʇ˥̹
ʆʌ˿˦̹ƙŅňĪŅ̹ŞĴĜşŹ̹�ŅňşĴŹĴ̹ŵƄŘĴŵŹ̹ĴƞŲŵĴŹŹĴİ̹ƀŅĴňŵ̹ŹƀŵĴşŀƀŅ̹Ĝşİ̹İĴĪŘĜŵĴİ̹ƀŅĴňŵ̹ƘňĴƙŹ̹ňş̹ƙŵňƀƀĴş̹ĴİňĪƀŹ˫
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On the other hand, letters with other symbols, a sign, or a combination 
of these signs are used to record a word in written language. For these 
reasons, in the phonetic system, sound and meaning are tightly related 
ƀŦ̹ ĴĜĪŅ̹ ŦƀŅĴŵ˫̹ )ĴŵĴ˦̹ ňƀ̹ ŹŅŦƄŘİ̹ ĩĴ̹ şŦƀĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ƙŵňƀƀĴş̹ ŹĴĪƀŦŵ̹ ŦşŘƟ̹
ŵĴǭĴĪƀŹ̹ƀŅĴ̹ŹŦƄşİ̹ŦĿ̹ƀŅĴ̹ƙŦŵİ̹Ĝşİ̹İŦĴŹ̹şŦƀ̹ŅĜƘĴ̹ŞƄĪŅ̹ƀŦ̹İŦ̹ƙňƀŅ̹ƀŅĴ̹
ƙŦŵİ̝Ź̹ŞĴĜşňşŀ̹˾rĜşŀ˦̹ʇʅʅʍ˿˫̹[Ŧ˦̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ĩĴňşŀ̹ŘňƀĴŵĜƀĴ̹
ňş̹rĴŹƀĴŵş̹ ŘĜşŀƄĜŀĴ̹ĩĜŹĴİ̹Ŧş̹ ƀŅĴ̹ŲŅŦşĴƀňĪ̹ ŹƟŹƀĴŞ̹ ŵĴŴƄňŵĴŹ̹ ŘĴĜŵşňşŀ̹
these phonetic symbols -how to write and read, which are meant to 
be together to construct a meaningful word that can be understood 
in a phonetic system. The formation of the word is ordered by the 
ŵĴŴƄňŵĴŞĴşƀ̹ƀŅĜƀ̹ƀŅĴ̹ƙŦŵİ̝Ź̹ĿŦŵŞ̹ĜǣĴĪƀŹ̹ňƀŹ̹ŹŲŦŖĴş̹ŹŦƄşİ˫

Whereas the Chinese writing system does not function such as 
in Western languages. Each written word in Chinese writing is 
ŵĴŲŵĴŹĴşƀĴİ̹ ĩƟ̹ ňƀŹ̹ ƄşňŴƄĴ̹ ŹƟŞĩŦŘ˦̹ Ĝ̹ ŹŦŵƀ̹ ŦĿ̹ ĜĩŹƀŵĜĪƀ̹ İňĜŀŵĜŞ̹ ŖşŦƙş̹
and called a character, not made up of an alphabet as in the Western 
ŘĜşŀƄĜŀĴŹ˫̹ ,ƀ̹ ňŹ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ʈʊʅʅ̹ ĪŦŞŞŦş̹ ĪŅĜŵĜĪƀĴŵŹ̹ Ĝşİ̹ Ĝ̹ ƀŦƀĜŘ̹
ŦĿ̹ ʎʅ˫ʅʅʅ̹ ĪŅĜŵĜĪƀĴŵŹ̹ ŦĪĪƄŲƟ̹ Ĝ̹ ŹňŞňŘĜŵ̹ ŹŲĜĪĴ̹ ƙňƀŅ̹ İňǣĴŵĴşƀ̹ ŹŅĜŲĴŹ̹
˾bňşŀƟŦƄ˦̹ ʇʅʅʉ˿˫̹ )ĴşĪĴ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
is the art of writing based on characters or ideograms, which means 
a diagram of an idea refers to a symbol that represents a word 
˾bĜşĜŅĜŹŅň˦̹ʇʅʆʋ˿˫

�Ź̹ Ĝş̹ ĴƞĜŞŲŘĴ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ŦĩŹĴŵƘĴİ̹ ňş̹ #ňŀ˫̹ ʆ˦̹ ƀŅĴ̹ ƙŦŵİ̹ shu̹ ˾ŞĴĜşŹ̹
̚ƙŵňƀňşŀ̛̹ Ŧŵ̹ ̚ĩŦŦŖ̛˿˦̹ƙŅňĪŅ̹ ňŹ̹ƙŵňƀƀĴş̹ ňş̹ ƀŅĴ̹ ŹňƥĴ̹ ŦĿ̹ Ĝ̹ ǬşŀĴŵşĜňŘ̹ƙňƀŅ̹
ƘĜŵňŦƄŹ̹İňşĴ̹ŘňşĴŹ̹ŦĿ̹ĩŵƄŹŅ˦̹ŵĴǭĴĪƀŹ̹ƘĜŵňŦƄŹ̹ŘĴşŀƀŅŹ̹Ĝşİ̹ƀŅňĪŖşĴŹŹĴŹ̹ŦĿ̹
ŘňşĴŹ̹˾)ĴĜŵş˦̹ʇʅʅʍ˿˫

Fig. 1. Chinese character for 
“writing” or “book” (shu) 
written by standard script of 
Chinese calligraphy, Source: 
Hearn, (2008: 17). 

Basic principles of character structure were established at the time of 
ƀŅĴ̹�ŅŦƄ̹�ƟşĜŹƀƟ̹ ˾ʌʌʆ̹���˿˫̹�ƘĴş̹ƘĜŵňŦƄŹ̹ĪŅĜşŀĴŹ̹ŦĪĪƄŵŵĴİ̹ňş̹ƙŵňƀňşŀ̹
styles, the essential characters were held on a tendency to preserve their 
original forms, and earlier recognizable Chinese characters are usually 
ŲňĪƀŦŀŵĜŲŅňĪ̹ŹňŀşŹ˦̹ƙŅňĪŅ̹ĜŵĴ̹ŲňĪƀƄŵĴŹ̹ŦĿ̹ĪŦşĪŵĴƀĴ̹ŦĩœĴĪƀŹ̹˾�ĜƘĴƟ˦̹ʇʅʆʎ˿˫̹

Chinese characters on a bronze or a bone are derived from primitive 
drawings of an object or an idea. They were repeatable and consistent, 
meaning a painting that became a word, a pictogram, or an ideogram. 
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�Ź̹ ŹƀĜƀĴİ˦̹ ƀŅĴƟ̹ ƙĴŵĴ̹ ƀŅĴ̹ ƙŦŵİŹ̹ ŲĜňşƀĴİ̹ ĜŹ̹ ŲĜňşƀňşŀŹ˰̹ ŅŦƙĴƘĴŵ˦̹ ƀŅĴŹĴ̹
ŲĜňşƀňşŀŹ̹ƙĴŵĴ̹ ŹňŞƄŘƀĜşĴŦƄŹŘƟ̹ ƀŅĴ̹ ŹĪŵňŲƀ˫̹ �ĪĪŦŵİňşŀ̹ ƀŦ̹ �Ĝ̐rĴň̹ ˾ʇʅʆʇ˿˦̹
ƀŅňŹ̹ ňŹŹƄĴ̹ ŲŦňşƀŹ̹ ƀŦ̹ ƀŅĴ̹ ĪŘŦŹĴ̹ ĜǤŘňĜƀňŦş̹ ŦĿ̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙňƀŅ̹
Chinese painting, which will also mention in this chapter, accepted as an 
indicator that the Chinese written language started from the pictorial 
Ĝşİ̹ ŀŵĜİƄĜŘŘƟ̹ŞŦİňǬĴİ̹ ňşƀŦ̹ Ĝş̹ ĜĩŹƀŵĜĪƀ̹ Źňŀş˫̹�ƀ̹ ƀŅňŹ̹ ŲŦňşƀ˦̹ ĜŹ̹ƙňŘŘ̹ ĩĴ̹
seen in Chapter VI, the focus point of the contemporary calligraphers 
are the gestures and the image-like writing/lines/strokes or marks that 
underline the attribution of additional meaning more than the phonetic 
counterpart. If remembered, in Chapter II, the superiority perception 
ŦĿ̹ ƀŅĴ̹ ƙĴŹƀĴŵş̹ ƙŵňƀňşŀ̹ ŹƟŹƀĴŞ̹ ňŹ̹ ŞĴşƀňŦşĴİ̹ ƀŅĜƀ̹ İňŵĴĪƀŘƟ̹ ĜǣĴĪƀĴİ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ĩĴĿŦŵĴ̹ƀŅĴ̹Ųŵňşƀňşŀ̹ŲĴŵňŦİ̹ŹĴŵƘĴİ̹ƀŦ̹ŹĜƀňŹĿƟ̹ƀŅĴ̹ŹŲĴĪňǬĪ̹şĴĴİŹ̹
̐ĪŦŲƟ˦̹ŲŵĴŹĴŵƘĴ̹Ĝşİ̹İňŹŹĴŞňşĜƀĴ̹ƀŅĴ̹ƀĴƞƀ˫̹bŅĴ̹ŹŅňĿƀ̹ĿŵŦŞ̹ƄƀňŘňƀƟ̹ƀŦ̹ĜŵƀňŹƀŵƟ̹
comes with the search of the artist beyond this phonetic writing system 
ŲŵŦƘňİĴŹ˫̹ )ĴşĪĴ˦̹ ŅĴŵĴ˦̹ ňŞĜŀĴ̐ŘňŖĴ̹ ĴƞŲĴŵňĴşĪĴ˦̹ şŦƀ̹ œƄŹƀ̹ ĪŵĴĜƀňşŀ̹ Ĝ̹ ŦşĴ̹
piece, but as western asemic writers that are mentioned in Chapter VI, 
İĴƘĴŘŦŲĴİ̹Ĝş̹ƄşŵĴĜİĜĩŘĴ̹ŵĴŲĴĜƀĴİ˦̹ŹƟŹƀĴŞĜƀňĪ̹ňŞĜŀĴ̹ƀŅĜƀ̹ŘŦŦŖŹ̹ŘňŖĴ̹Ĝ̹ƀĴƞƀ̹
directly seem to take their references from this character-based writing 
systems. Furthermore, as will be seen in Chapter VI, contemporary 
western calligrapher Meulman, whose motto is the word as an image, 
prefers to identify himself as a painter rather than a calligrapher, which 
introduces a confusing distinction that hardly needs to be emphasized 
between painting-writing/calligraphy through the current practices. 
Moreover, there is no such distinction in Chinese calligraphy. For this 
very reason, the internalization and appropriate understanding of these 
İĴǬşňƀňŦşŹ̹ İĴŲĴşİ̹ Ŧş̹ ƄşİĴŵŹƀĜşİňşŀ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ňƀŹ̹
ŵĴǭĴĪƀňŦş̹ňş̹ƀŅĴ̹rĴŹƀ˫

Parallel to the Chinese society’s needs, which had also been developing 
increasingly to a changing social structure in terms of written 
ŘĜşŀƄĜŀĴ˦̹ ŞŦŵĴ̹ ĪŦŞŲŘĴƞ̹ ƘĴŵĩĜŘ̹ ĿŦŵŞŹ̹ ƙĴŵĴ̹ İĴŞĜşİĴİ̹ ƀŦ̹ ĪŦşƘĴƟ̹
nuanced meanings and standardized forms to record language. In 
this sense, it can be claimed that pictograms had a limited capacity to 
ĴƞŲŵĴŹŹ̹ƀŅĴ̹ŞĴĜşňşŀ̹ŦĿ̹ĜĩŹƀŵĜĪƀ̹şŦƄşŹ˦̹ŹƄĪŅ̹ĜŹ̹̚ŲĴĜĪĴ̛̹Ŧŵ̹̚œƄŹƀňĪĴ˦̛ ̹Ŧŵ̹
şŦƀ̹ĴşŦƄŀŅ̹ƀŦ̹ĿƄŘǬŘŘ̹ƀŅĴ̹şĴĴİŹ̹ĿŦŵ̹ŲŵĴŲŦŹňƀňŦşŹ˦̹ƘĴŵĩŹ˦̹Ĝşİ̹ŦƀŅĴŵ̹ŲĜŵƀŹ̹
of the speech, which cannot be conveyed through pictograms. For this 
reason, started at the earlier times of the Chinese language, it began to 
ĜĪŴƄňŵĴ̹ƀŅĴ̹ĪĜŲĜĩňŘňƀƟ̹ŦĿ̹ĴƞŲŵĴŹŹňşŀ̹ĪŦŞŲŘňĪĜƀĴİ̹Ĝşİ̹ĜĩŹƀŵĜĪƀ̹ŞĴĜşňşŀŹ̹
ƀŦ̹ĪŦşƘĴƟ˫̹�Ɵ̹ƀŅĴ̹rĴŹƀĴŵş̹~ŅŦƄ̹�ƟşĜŹƀƟ̹˾ʌʌʆ̹���˿˦̹ƀŅĴ̹�ŅňşĴŹĴ̹ƙŵňƀňşŀ̹
system gradually employed semantic and phonetic symbols, while 
ŲňĪƀŦŀŵĜŲŅňĪ̹ĪŦşƀĴşƀ̹İĴĪŵĴĜŹĴİ̹˾rĜşŀ˦̹ʇʅʅʍ˿˫̹

bŦİĜƟ˦̹ �ŅňşĴŹĴ̹ ĪŅĜŵĜĪƀĴŵŹ̹ ĪŦŞŲŵňŹĴ̹ ƀŅŵĴĴ̹ ĴŘĴŞĴşƀŹ˥̹ ƀŅŦƄŀŅƀ˦̹ ŹŦƄşİ˦̹
Ĝşİ̹ĿŦŵŞ̹ĿŦŵ̹İĜňŘƟ̹ƄŹĴŹ̹Ĝşİ̹ĜŘŹŦ̹ŹĴŵƘĴ̹ĜŹ̹Ĝş̹ĜŵƀňŹƀňĪ̹ŞĴİňƄŞ̹˾xĴĴ˦̹ʆʎʌʉ˿˫̹
Each character is supposed to be memorized to learn separately, which 
is claimed as a laborious process to learn. Even Chinese characters have 
ŲŅŦşĴƀňĪ̹ĪŘƄĴŹ̹ĿŵĴŴƄĴşƀŘƟ˰̹ŹƀňŘŘ˦̹ĪŅĜŵĜĪƀĴŵŹ̹ĜŵĴ̹ŵĴŴƄňŵĴİ̹ƀŦ̹ĩĴ̹ŞĴŞŦŵňƥĴİ˫̹
It is also how people can learn calligraphy, whose emergence and 
development are closely related to Chinese characters derived from 
drawings of natural objects and the principle of the composition of these 
ĿŦŵŞŹ̹˾,ĩňİ˫˿˫̹rŅňŘĴ̹ƙĴ̹ĜŵĴ̹İĴŹĪŵňĩňşŀ̹ƀŅĴ̹�ŅňşĴŹĴ̹ƙŵňƀňşŀ̹ŹƟŹƀĴŞ̹ŅĴŵĴ˦̹
it seems to be talking about the features that today’s calligraphers try 
to impose on their work. Focusing on the image that is formed around 
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the thought/idea/concept as an artistic medium shows the same features 
ĩĴƀƙĴĴş̹ƀŅĴŞ˦̹ĜŹ̹ƙňŘŘ̹ĩĴ̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹bŅĴŹĴ̹ĿĴĜƀƄŵĴŹ̹ĜŵĴ̹ĜŘŹŦ̹
ŅňŀŅŘƟ̹ ŹňŀşňǬĪĜşƀ̹ Ĝşİ̹ ĪĜş̹ ĩĴ̹ ƀŵĜĪĴİ̹ ƀŅŵŦƄŀŅ̹ŞƟ̹ ŲĴŵŹŦşĜŘ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
understanding and practices that are held in Chapter VII.

Fig 2 illustrates a combination of three main parts as an abstract 
Ƅşňƀ˫̹TĜŵƀ̹ʆ̹ŵĴŲŵĴŹĴşƀŹ̹ƀŅĴ̹ŖşňĿĴ˦̹ŲĜŵƀ̹ʇ̹ŵĴŲŵĴŹĴşƀŹ̹ƀŅĴ̹ĪŦƙ˦̹Ĝşİ̹ŲĜŵƀ̹ʈ̹
represents the horn. It is said that it is the standardized version of the 
word and the framework of the structure of the character remains the 
same as the ancient ideogram. 

Fig 2. An abstract combination 
of three main parts, Source: 
Da-Wei, (2012: np.).

)ĴŵĴ˦̹ ƙŅĜƀ̹ňŹ̹ŹňŀşňŀňĪĜşƀ̹ƀŦ̹ƄşİĴŵŘňşĴ̹ňŹ̹ƀŅĴ̹ƀĴŵŞ̹ĜĩŹƀŵĜĪƀ̹ŅĴŵĴ̹ƀŅĜƀ̹ƙňŘŘ̹
ĩĴ̹ĴşĪŦƄşƀĴŵĴİ̹ ňş̹�ŅĜŲƀĴŵ̹q,̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ƙŦŵŖŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ ƀĴƞƀ˦̹ƙŦŵİ˦̹
letters or any recognisable writing features are eliminated, hence they 
ĜŵĴ̹ĪĜŘŘĴİ̹ĜŹ̹ĜĩŹƀŵĜĪƀ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹�ŘƀŅŦƄŀŅ̹ƀŅňŹ̹ĪŦşĪĴŲƀ̹ĩŵňşŀŹ̹ƀŦ̹Şňşİ̹
the concept used by the West in abstract painting, as we will see and 
ĴƞĜŞňşĴ̹ ŘĜƀĴŵ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,˦̹ ƀŅňŹ̹ ĜĩŹƀŵĜĪƀ̹ ĪŦşĪĴŲƀ̹ ŲĜŵĜŘŘĴŘŹ̹ ƀŅĴ̹ #Ĝŵ̹
�ĜŹƀ̹ĜĩŹƀŵĜĪƀ̹ĪŦşĪĴŲƀ̹ŵĜƀŅĴŵ̹ƀŅĜş̹ƀŅĴ̹rĴŹƀ˫̹bŅňŹ̹ňŹŹƄĴ̹ĪĜş̹ĩĴ̹ĴƞŲŘĜňşĴİ̹
ƀŅŵŦƄŀŅ̹ ƀŅĴ̹#ňŀ˫̹ ʈ˦̹ĩƟ̹ĪŦŞŲĜŵňşŀ̹ŦşĴ̹ŦĿ̹ ƀŅĴ̹ŅňĴŵŦŀŘƟŲŅŹ̹ŦĿ̹�ŀƟŲƀ̹ ĿŦŵ̹
ƀŅĴ̹ƙŦŵİ̹̚ƙŦŵŹŅňŲ̛̹ƙňƀŅ̹ƀŅĴ̹�ŅňşĴŹĴ̹ĪŅĜŵĜĪƀĴŵ˫

Fig. 3. left Egyptian hieroglyph 
for “worship,”

right Chinese character for 
“worship,” Source: Yee, (1974: 
np.). 

While Egyptian hieroglyph reveals a direct representation of the word 
illustrated by a straight picture of a keeling person, Chinese character 
seems to capture a keeling person’s general concept by illustrating 
ňƀŹ̹ ĩĜŹňĪ̹ ŹŅĜŲĴ̹ƙňƀŅ̹ Ĝş̹ ĴƞĜĪƀ̹ ňŞňƀĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ĪŦşĪĴŲƀ˫̹ bŅŵŦƄŀŅ̹ ƀŅňŹ̹
ĴƞĜŞŲŘĴ˦̹xĴĴ̹ ˾ʆʎʌʉ˿̹ ŲĜƟŹ̹ ĜƀƀĴşƀňŦş̹ ƀŦ̹ ƀŅĴ̹�ŅňşĴŹĴ̹Şňşİ˦̹ ƀŅĴ̹ ŹŦ̐ĪĜŘŘĴİ̹
̚ĜĩŦƘĴ̹ƀŅĴ̹ŵĴĜŘ̛̹˾xĴĴ˦̹ʆʎʌʉ˥̹şŲ˫˿˫̹
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)ĴŵĴ˦̹ňƀ̹ƙňŘŘ̹ĩĴ̹ĜŲŲŵŦŲŵňĜƀĴ̹ƀŦ̹ƄşİĴŵŘňşĴ̹ƀŅĴ̹ƀĴŵŞ̹ĜĩŹƀŵĜĪƀňŦş̹ƀŅŵŦƄŀŅ̹
xĴĴ̹ ˾ʆʎʌʉ˿˦̹ ƙŅŦ̹ ŲŦňşƀŹ̹ Ĝƀ̹ ƀŅĴ̹ İňǣĴŵĴşƀ̹ ĴƞŲŘĜşĜƀňŦşŹ̹ ƀŅĜƀ̹ �ŅňşĴŹĴ̹
abstraction has, which carries the past roots and reveals the direct 
references from nature. It means that from the beginning of Chinese 
ŘňƀĴŵĜĪƟ˦̹ ĜĩŹƀŵĜĪƀňŦş̹ĜĪƀƄĜŘŘƟ̹ ĴƞňŹƀŹ̹ ňş̹ ƀĴŵŞŹ̹ŦĿ̹ ĿŦŵŞňşŀ̹ ƀŅĴ̹ ŹŅĜŲĴŹ̹ŦĿ̹
the character and their structure and composition on the surface. 

,ş̹#ňŀ˫̹ʉ˦̹ƀŅĴ̹ƙŦŵİ̹̚ƀŦ̹ƀĴĜĪŅ̛̹ ňŹ̹ƙŵňƀƀĴş̹ĩƟ̹ƀƙŦ̹İňǣĴŵĴşƀ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
ŦĿ̹ƀŅĴ̹ŹĴƘĴşƀŅ̹ĪĴşƀƄŵƟ˫̹�ŦƀŅ̹ĜŵĴ̹ĴƞĴĪƄƀĴİ̹Ĝƀ̹Ĝ̹ĪĴŵƀĜňş̹ŹŲĴĴİ̹Ĝşİ̹ĿŦŵŞ˦̹
ƙŅňĪŅ̹ ŹĴĴŞŹ̹ ňşİňƘňİƄĜŘňƥĴİ̹ ĩƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ƀŅŵŦƄŀŅ̹ ĴƞĜŀŀĴŵĜƀňŦş̹
Ĝşİ̹İňŹƀŦŵƀňŦş˫̹bŅĴ̹ǬŵŹƀ̹ŦşĴ̹ňŹ̹ŅĴĜƘňĴŵ̹ƀŅĜş̹ƀŅĴ̹ŹĴĪŦşİ̹ŦşĴ̹Ĝşİ̹ŹĴĴŞŹ̹
ƙŵňƀƀĴş̹ĪĜŵĴĿŵĴĴ̹ŞĜşşĴŵ˦̹ƙŅĴŵĴĜŹ̹ƀŅĴ̹ŹĴĪŦşİ̹ňŹ̹ĴşƀňŵĴŘƟ̹ňş̹Ĝ̹İňǣĴŵĴşƀ̹
ŞĜşşĴŵ˦̹ ŘňŀŅƀĴŵ˦̹Ĝşİ̹ŹĴĴŞŹ̹ŞŦŵĴ̹ ňş̹ĪŦşƀŵŦŘ˫̹)ĴşĪĴ˦̹ĩŦƀŅ̹ĜŵĴ̹ĜŹŹĴŹŹĴİ̹
as abstractions here. It won’t be wrong to remind that the character 
is overall an abstraction of pictural representation of the word used 
ĿŦŵ̹ ̚ƀŦ̹ ƀĴĜĪŅ˦̛ ̹ Ĝşİ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̝̹ ĜƀƀňƀƄİĴ̹ ƙňƀŅ̹ ŞŦŵĴ̹ ňşİňƘňİƄĜŘ̹
ĜŲŲŵŦĜĪŅĴŹ̹ ŞĜŖĴ̹ ĪŅĜŵĜĪƀĴŵŹ̹ ŞŦŵĴ̹ ǭĴƞňĩŘĴ˫̹ �ŦƀŅ̹ ĜŵĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹
ƙŵňƀƀĴş̹ ňş̹ ƀŅĴ̹ ŹĴƘĴşƀŅ̹ ĪĴşƀƄŵƟ˫̹ )ĴşĪĴ˦̹ ňƀ̹ ňŹ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ĜĩŹƀŵĜĪƀňŦş̹
does not necessarily refer to moving away from the characters’ overall 
ŞĴĜşňşŀ˦̹ ƙŅňĪŅ̹ ĪĜş̹ ŵĴǭĴĪƀ̹ ĩĴƟŦşİ̹ ƀŅĴ̹ ŘňƀĴŵĜŘ̹ ŞĴĜşňşŀ˫̹ �ĩŹƀŵĜĪƀňŦş̹
ŅĴŵĴ̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹ƘňƀĜŘ̹ĴşĴŵŀƟ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ŘňşĴ̹Ŧŵ̹ŹƀŵŦŖĴ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹
ƀŅĜƀ̹ ƙňŘŘ̹ ĩĴ̹ ŞĴşƀňŦşĴİ̹ ňş̹ ŲĜŵƀ̹ ̚ʉ˫ʆ˫ʈ˫̹ �ƄŘƀƄŵĜŘ̹ AňşİŹĴƀ̹ �ĴŅňşİ̹ ƀŅĴ̹
�ŅňşĴŹĴ̹�ĜŘŘňŀŵĜŲŅƟ˦̛ ̹ƙŅňĪŅ̹ňŹ̹ĜĪĪĴŲƀĴİ̹ĜŹ̹ƀŅĴ̹ĿƄşİĜŞĴşƀĜŘ̹ĪŦŞŲŦşĴşƀ̹
ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ĴƞĴĪƄƀĴİ̹ƙňƀŅ̹ŦşĴ̹ĩŵĴĜƀŅ˦̹Ĝşİ̹ƀŅĴ̹ŞĜňş̹ňŹŹƄĴ̹ŹĴĴŞŹ̹
not what is performed but how it is performed. So, it can be claimed 
that the written or printed word in terms of Chinese calligraphy does 
not carry the same concept or perception as the traditional Western 
ŞňşİŹĴƀ̹ŅĜŹ̹˾xĴĴ˦̹ʆʎʌʉ˥̹ş˫Ų˫˿˫̹

Fig. 4. Examples of the word “to 
teach,” Source: Da-Wei, (2012: np.).

The abstraction in this sense is nothing new for the Chinese mind. It 
ňŹ̹ ŅňŀŅŘƟ̹ ŹňŀşňǬĪĜşƀ̹ ƀŅĜƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ ĩĴŀňşşňşŀ̹ ŦĿ̹ ƀŅĴ̹ �ŅňşĴŹĴ̹ƙŵňƀňşŀ̹
ŹƟŹƀĴŞ˦̹ňƀ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ƀŅĜƀ̹ƀŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹ƙŵňƀňşŀ̹İňǣĴŵŹ̹ĿŵŦŞ̹ƀŅĴ̹
West with the perception of tradition and abstraction. This issue will 
be discussed on followings from various perspectives in this chapter; 
however, it should be noted that understanding the representation 
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ŦĿ̹ ƀŅĴ̹ƙŦŵİ̹ ňş̹ ƀŅĴ̹ƙŵňƀƀĴş̹ ŘĜşŀƄĜŀĴ˦̹ ňƀŹ̹ ĜŲŲŵĴŅĴşŹňŦş˦̹ ŹňŞŲŘňǬĪĜƀňŦş̹
with basic forms by rendering as visible and memorable forms can 
be observed through the evolution of ancient Chinese script, and 
abstraction as a word, in a general sense, employed related to any 
visual art, which is not concerned with the representation of an object 
or imaginary things of the world as well as optical views of that world. 
[ňŞŲŘňǬĴİ̹ ŹƟŞĩŦŘŹ̹ ŹƄĪŅ̹ ĜŹ̹ #ňŀ˫̹ ʈ̹ ŅĴŵĜŘİ̹ ƀŅĴ̹ ŹƀĜşİĜŵİňƥĴİ̹ ŘĴƀƀĴŵ̹ Ĝşİ̹
character forms, hence, written languages. Their form and content 
started to be shaped according to the writing system, how, and what 
principles it is constructed.

In the western phonetic system, basically without referring to any 
visual meaning through its letters, it aims to convey the word’s content 
with each letter representing sounds. In this sense, each letter is 
assumed as an abstract entity; however, in the Chinese writing system, 
this abstraction started from the beginning of the evolution of written 
signs, which already had a visual contribution to the meaning that is 
meant to be conveyed, and still today, the visual form, no matter how 
abstract it seems in appearance, it should be careful in using the word 
abstract in terms of Chinese writing system and calligraphy.

,ƀ̹ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ĪŅĜŵĜĪƀĴŵŹ̹ŅĜƘĴ̹ŲŘĜƟĴİ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ŵŦŘĴ̹ƀŅŵŦƄŀŅŦƄƀ̹
the history of China as the primary carriers of traditional Chinese 
ĪƄŘƀƄŵĴ̹ ˾rĜşŀ˦̹ ʇʅʅʍ˿˦̹ Ĝşİ̹ ňƀ̹ ňŹ̹ ƄşİĴŵŘňşĴİ̹ ƀŅĜƀ̹ ƙŵňƀƀĴş̹ ƙŦŵİŹ̹ ĪĜŵŵƟ̹
ŞƄŘƀňŲŘĴ̹ ŵŦŘĴŹ˦̹ şŦƀ̹ œƄŹƀ̹ Ĝ̹ ĪŅĜŵĜĪƀĴŵ̹ ŵĴǭĴĪƀňşŀ̹ ŹŲĴĪňǬĪ̹ ŞĴĜşňşŀ˦̹ ĩƄƀ̹
ĜŘŹŦ̹ŵĴƘĴĜŘ̹ňƀŹĴŘĿ̹ĜŹ̹Ĝ̹ŞŦŵĜŘ̹ĴƞĴŞŲŘĜŵ˦̹ĜŹ̹Ĝ̹ŞĜşňĿĴŹƀĜƀňŦş̹ŦĿ̹ƀŅĴ̹ĩŦİƟ̝Ź̹
energy and the vitality of the nature itself, as various writers of 
ĪĜŘŘňŀŵĜŲŅƟ˦̹şĜŞĴŘƟ̹AĴİňĜƘňŘŘĜ̹˾ʆʎʎʋ˿̹Ĝşİ̹[ƀĴƘĴşŹ̹˾ʇʅʆʈ˿̹ƄŹĴ̹ƀŅĴ̹ŹňŞňŘĜŵ̹
descriptions for western calligraphy that is mentioned in Chapter II 
ƀŅŵŦƄŀŅ̹ƀŅĴ̹İĴǬşňƀňŦşŹ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫

�Ź̹ŹƀĜƀĴİ̹ĴĜŵŘňĴŵ˦̹ƀŅĴ̹ƘňŹƄĜŘ̹ĿŦŵŞ̹ŦĿ̹�ŅňşĴŹĴ̹ĪŅĜŵĜĪƀĴŵŹ˦̹şŦ̹ŞĜƀƀĴŵ̹ŅŦƙ̹
abstract it seems in appearance, should be careful in using the word 
abstract in terms of the Chinese writing system and calligraphy. The 
same issue is valid for contemporary calligraphy with highly abstract 
ĿŦŵŞŹ̹ňş̹ƙŅňĪŅ̹ƀŅĴ̹ƀĴƞƀ˦̹ƙŦŵİ˦̹Ŧŵ̹ŘĴƀƀĴŵ̹ňŹ̹ĴŘňŞňşĜƀĴİ˦̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
ŦĪĪĜŹňŦşĜŘŘƟ̹ ƄŹĴ̹ ƀŅĴ̹ ƙŦŵİŹ̹ ĴƞŲŵĴŹŹňƘĴ˦̹ ĴƞŲĴŵňŞĴşƀĜŘ˦̹ Ŧŵ̹ ĜĩŹƀŵĜĪƀ̹
calligraphy for these types of works.

�ĴŘĩĜşĪŦ̹ ˾ʇʅʅʍ˿̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ƙňƀŅ̹ ƀŅňŹ̹ ĜĩŹƀŵĜĪƀ̹ ĜŲŲĴĜŵĜşĪĴ˦̹ �ŅňşĴŹĴ̹
calligraphy is not an abstract form with its dynamic, closely bound to 
nature and the human body’s energy. This energy is supposed to be 
balanced with a strong structure constructed by the writer through the 
ĪŅĜŵĜĪƀĴŵ̝Ź̹ĪŦşŹƀŵƄĪƀňŦş˫̹�Ź̹ƙňŘŘ̹ĩĴ̹ŹĴĴş̹ ňş̹�ŅĜŲƀĴŵ̹q,˦̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
western calligraphers practice calligraphy as a performance, as if the 
ƀŦŦŘ̹ ĩĴĪŦŞĴŹ̹ Ĝş̹ ĴƞƀĴşŹňŦş̹ ŦĿ̹ ƀŅĴ̹ ŅĜşİ˦̹ ƄşŘĴŹŹ̹ ƀŅĴ̹ ĿĴĴŘňşŀ̹ Ŧŵ̹ ĴşĴŵŀƟ̹
cannot be transmitted to the stroke, line, or even a splash of the paint. 
)ĴşĪĴ˦̹ƙŅĜƀ̹ ňŹ̹ ĴƞŲŘĜňşĴİ̹ ŅĴŵĴ̹ ĜŹ̹ ƀŵĜİňƀňŦşĜŘ̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹
its mindset also refers to the contemporary mindset of the western 
ĪĜŘŘňŀŵĜŲŅĴŵŹ˫̹ ,ş̹ ŦŵİĴŵ̹ ƀŦ̹ ĴşŘňŀŅƀĴş̹ ƀŅňŹ̹ ňŹŹƄĴ˦̹ ǬŵŹƀ˦̹ ňƀ̹ ňŹ̹ ĴŹŹĴşƀňĜŘ̹ ƀŦ̹
mention the word shufa, which refers to Chinese calligraphy in terms 
of literal meaning, concept, and its perception in the Chinese mind to 
provide a better understanding of contemporary attitudes. 

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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4.1.2. The concept of the word shufa

In the Chinese language, the word shufa refers to the word calligraphy, 
ƙŅňĪŅ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ ƀƙŦ̹ ĪŅĜŵĜĪƀĴŵŹ˥̹ ŦşĴ̹ ňŹ̹ shu that refers to writing 
Ĝşİ̹ƙŵňƀƀĴş̹ ƀĴƞƀ˰̹ fa̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ŘĜƙ˦̹ŞĴƀŅŦİ˦̹ Ĝşİ̹ƙĜƟ˫̹)ĴşĪĴ˦̹ ƀŅĴ̹ƙŦŵİ̹
shufa̹ ĪĜş̹ ĩĴ̹ ĴƞŲŵĴŹŹĴİ̹ ĜŹ̹ ƀŅĴ̹ İňŹĪňŲŘňşĴ̹ Ŧŵ̹ ŘĜƙŹ̹ ŦĿ̹ƙŵňƀňşŀ˦̹ Ĝşİ̹ ,Ĵƥƥň̹
ňşƀĴŵŲŵĴƀŹ̹ňƀ̹ĜŹ̹̚ƀŅĴ̹Ĝŵƀ̹Ĝşİ̹ƀŅĴ̹İňŹĪňŲŘňşĴ̹ŦĿ̹ƙŵňƀňşŀ̛̹˾,Ĵƥƥň˦̹ʇʅʆʈ˥̹ʆʊʎ˿˫̹

xĴĴ̹˾ʆʎʌʉ˿̹İĴǬşĴŹ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹Ĝ̹ŀĴşĴŵĜŘ̹ƀĴŵŞ̹ƀŅĜƀ̹ŵĴĿĴŵŹ̹ƀŦ̹Ĝ̹ŀŵŦƄŲ̹ŦĿ̹
ƙŦŵİŹ̹ƀŅĜƀ̹ĪŦşƘĴƟ̹ŅƄŞĜş̹ƀŅŦƄŀŅƀ̹ňş̹Ĝ̹ƙŵňƀƀĴş̹ĿŦŵŞ̹ĩƟ̹ŅĜşİ˫̹)ĴşĪĴ˦̹ƀŅĴ̹
character mentioned earlier, which consists of the thought, the sound, 
and the form, constructed by various brushstrokes derived from the 
natural phenomena, shows that the term calligraphy is a concept directly 
related to the written language, which is represented by the character of 
the Chinese writing system. The character conveys more than a semantic 
meaning due to its formulation and concept; hence, the written character 
is seen more than the visual well-organized formation but beyond, which 
ƙňŘŘ̹ĩĴ̹ĴƞĜŞňşĴİ̹ňş̹ƀŅĴ̹ĿŦŘŘŦƙňşŀ̹ŲĜŀĴŹ̹ňş̹İĴƀĜňŘ˫

�ĪĪŦŵİňşŀ̹ƀŦ̹,Ĵƥƥň̹˾ʇʅʆʈ˿˦̹ƀŅĴ̹ƙŦŵŘİ̹ňŞĜŀĴŹ̹Ĝşİ̹ƀŅĴňŵ̹ŲŦƙĴŵĿƄŘ̹ĿŦŵĪĴŹ̹ĜŵĴ̹
illustrated through calligrapher’s brushstrokes in Chinese calligraphy. 
,Ĵƥƥň̹ĪŦşƀňşƄĴŹ̹ĜŹ̹ĿŦŘŘŦƙŹ̹̚,ş̹ĜİİňƀňŦş̹ƀŦ̹ĩĴ̹ĪŦşŹňİĴŵĴİ̹ĜŹ̹Ĝş̹ĜĴŹƀŅĴƀňĪ̹
presentation of the Chinese script styles, as a representation of 
things and ideas by graphic means, and as an artistic vehicle of self-
ĴƞŲŵĴŹŹňŦş˦̹ Ĝ̹ ŵĴǭĴĪƀňŦş̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̝Ź̹ ňşşĴŵ̹ ĩĴňşŀ̹ Ŧŵ̹ ƀŅĴ̹ ĴƞƀĴşŹňŦş̹
ŦĿ̹ƀŅĴ̹ŞŦƘĴŞĴşƀ̹ŦĿ̹ƀŅĴňŵ̹ĩŦİƟ˦̛ ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ĜŘŹŦ̹ĩĴ̹ƀŵĴĜƀĴİ̹
ĜŹ̹ ƀŅĴ̹ ̚ĴŞĩŦİňĴİ̹ ňŞĜŀĴ̹ ŦĿ̹ ƀŅĴ̹ ƄşňƘĴŵŹĜŘ̹ ŞĜĪŵŦĪŦŹŞ̛̹ ˾,Ĵƥƥň˦̹ ʇʅʆʈ˥̹
ʆʊʎ˿˫̹)ĴŵĴ˦̹ ,Ĵƥƥň̹ŲŦňşƀŹ̹ ƀŦ̹ ƀŅĴ̹ŅňİİĴş̹ ňŞŲŘňĪĜƀňŦşŹ̹Ĝşİ̹ ƀĴŵŞŹ̹ƀŅĜƀ̹ ƀŅĴ̹
word shufa̹ĪŦşŹňŹƀŹ˦̹ƙŅňĪŅ̹ ňŹ̹ĴƞŲŵĴŹŹĴİ̹ĩƟ̹ŅĴŵ̹ĜŹ̹Ĝ̹ĪŦŹŞňĪ̹ŲĜƀƀĴŵş˦̹Ĝ̹
̚ŲĜŵĜİňŀŞ˦̛ ̹̚ŞŦİĴŘ˦̛ ̹̚ǬŀƄŵĴ˦̛ ̹Ĝşİ̹̚ňŞĜŀĴ˫̛ ̹bŅƄŹ˦̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹şŦƀ̹œƄŹƀ̹
̚ƀŅĴ̹Ĝŵƀ̹Ĝşİ̹ ƀŅĴ̹İňŹĪňŲŘňşĴ̹ŦĿ̹ƙŵňƀňşŀ̛̹ ˾,ĩňİ˫˿˦̹ĩƄƀ̹ĜŘŹŦ̹ ňƀ̹ ňŹ̹ĪŦşŹňİĴŵĴİ̹
as a representation of dynamism of the universe, which points to the 
world energy that ordered by the principle of the universe.

From these short translations, it can be understood that calligraphy 
in China is perceived as a discipline consisting of rules and principles 
ňş̹ ƙŵňƀňşŀ̹ ĴƞĴĪƄƀĴİ̹ ĩƟ̹ ŅĜşİ̹ ŘňŖĴ̹ ƙĴŹƀĴŵş̹ ƀŵĜİňƀňŦş˫̹ �ƀ̹ ƀŅĴ̹ ŹĜŞĴ̹
time, it is accepted as a form of art that reveals human thought, 
which may refer to the writer’s message that is conveyed through 
ƀŅĴ̹ŞĴĜşňşŀ̹ ŦĿ̹ ƀŅĴ̹ ƀĴƞƀ̹ Ŧŵ̹ŞĜƟ̹ ŵĴĿĴŵ̹ ƀŦ̹ ƀŅĴ̹ ňşİňƘňİƄĜŘ̹ ŅĜşİƙŵňƀňşŀ˦̹
which is also credited to one of the common beliefs is that calligraphy 
ĴƞŲŵĴŹŹĴŹ̹ ƀŅĴ̹ ƙŵňƀĴŵ̝Ź̹ ŲĴŵŹŦşĜŘňƀƟ˫̹ )ňŹ̹ ŀŦŦİ̹ Ŧŵ̹ ĩĜİ̹ ĿŦŵƀƄşĴ̹ ĪĜş̹ ĩĴ̹
revealed through his handwriting. The variety of construction, the 
arrangement of compositions, and the strokes give an idea about the 
writer’s appearance, not just the personality. On the contrary, the 
ƙĴŹƀĴŵş̹ƀŵĜİňƀňŦş˦̹ňş̹ƙŅňĪŅ̹ƀŅĴ̹ŹĪŵňĩĴ̹ĪŦƄŘİ̹şŦƀ̹ĴƞĴĪƄƀĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹
a demonstration of his skill or any kind of individual interpretation, as 
mentioned in Chapter II and Chapter III. Since most ancient western 
scribe was anonymous, they could not be allowed to leave any personal 
trace as in the Far Eastern understanding of calligraphy. On the other 
hand, looking at contemporary western calligraphy practices, it is 
ĴƘňİĴşƀ̹ ƀŅĜƀ̹ Ĝ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ ňŹ̹ Ĝş̹ ĜŵƀňŹƀ̹ ŅňŀŅŘƟ̹ ŹňŀşňǬĪĜşƀ̹ Ĝşİ̹ ĪĴşƀŵĜŘ̹
role in his/her calligraphic works. Since current understanding is also 
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parallel with Chinese calligraphy, in which calligraphy can be assessed 
as a living entity that transforms and evolves related to its writer’s 
perception, skill, and personal interpretations, it may be claimed that 
contemporary western calligraphy pieces of one calligrapher can be 
ĜŹŹĴŹŹĴİ̹ĪŅŵŦşŦŘŦŀňĪĜŘŘƟ̹ ƀŦ̹ŦĩŹĴŵƘĴ̹ŅňŹ˱ŅĴŵ̹ĜƀƀňƀƄİĴ˫̹�Ź̹ ňş̹ ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹
Meulman, that is observed in Chapter VI in a chronological order that 
ŹƀĜŵƀĴİ̹ĜŹ̹Ĝ̹ŀŵĜǤƀň̹ƙŵňƀĴŵ̹Ĝşİ̹ĴşİĴİ̹ĜŹ̹Ĝ̹ŹŦ̐ĪĜŘŘĴİ̹ŲĜňşƀĴŵ̹ŦĿ̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ˫,ş̹ŦŵİĴŵ̹ƀŦ̹ĩĴƀƀĴŵ̹ƄşİĴŵŹƀĜşİ̹ƀŅňŹ̹ƀŅĴŞĴ˦̹#ňŀ˫̹ʊ̹Ĝşİ̹ʋ̹ĪĜş̹ĩĴ̹
ŦĩŹĴŵƘĴİ̹ƀŅĜƀ̹ŹƀƄİňĴİ̹ĩƟ̹xĴĴ̹˾ʆʎʌʉ˿̹ŵĴŀĜŵİňşŀ̹ŅŦƙ̹ƙŵňƀĴŵŹ̝̹ŲĴŵŹŦşĜŘňƀňĴŹ̹
can be observed through their writing. 

#ňŀ˫̹ʊ̹ňŹ̹Ĝ̹ŲĜŵƀ̹ŦĿ̹Ĝ̹ŲŦĴŞ̹ĩƟ̹Ĝ̹�ŅňşĴŹĴ̹ŲĜňşƀĴŵ˦̹ŲŦĴƀ˦̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹Aň̹
#Ƅň̹ ˾ʆʅʊʆ̐ʆʆʅʌ˿˫̹xĴĴ̹ ˾ʆʎʌʉ˿̹ ňşƀĴşİŹ̹ ƀŦ̹ŀňƘĴ̹Ĝş̹ĜŲŲŵŦŲŵňĜƀĴ̹İĴŹĪŵňŲƀňŦş̹ŦĿ̹
ƀŅĴ̹ƙŵňƀĴŵ̝Ź̹ ŀĴşĴŵĜŘ̹ ĜŲŲĴĜŵĜşĪĴ̹ ƀŅŵŦƄŀŅ̹ ƀŅňŹ̹ ŲĜŵƀ˫̹rŅĴş̹xĴĴ̹ ŘŦŦŖŹ̹ Ĝƀ̹
ƀŅĴ̹ƀĴƞƀ˦̹ ňƀ̹ ňŹ̹ĪŦşƘĴƟĴİ̹ĜŹ̹ĿŦŘŘŦƙŹ˥̹̚,̹ ňŞĜŀňşĴ̹ŅňŞ̹˼Aň̹#Ĵň˽̹ƙĜŘŖňşŀ̹ƙňƀŅ̹
amused deliberation, head erect, alert and whimsical -the sort of man 
ƙŅŦ̹ƙŦƄŘİ̹ŖşĴĴŘ̹ƀŦ̹ƙŦŵŹŅňŲ̹Ĝ̹ŀŵŦƀĴŹŴƄĴ̹ŵŦĪŖ̹ĜŹ̹ŅňŹ̹ĩĴŘŦƘĴİ̹ĩŵŦƀŅĴŵ̹Ĝşİ̹
ŲĜňşƀ̹ŞňŹƀƟ̹ŞŦƄşƀĜňşŹ̹ƙňƀŅ̹ƀŅĴ̹ĩŦŘİ̹Ĝşİ̹ŅƄŞŦŵŦƄŹ˧̛̹˾xĴĴ˦̹ʆʎʌʉ˥̹şŲ˫˿˫̹

Fig. 5. Part of a poem written by 
Mi Fei, Source: Yee, (1974: np.).

)Ŧƙ̹xĴĴ̹ĴƞĜŞňşĴŹ̹Aň̹#Ƅň̝Ź̹ƙŵňƀňşŀ̹Ŧş̹ƙŅĜƀ̹ĩĜŹňŹ̹Ŧŵ̹ĪŵňƀĴŵňĜ̹ŞĜƟ̹şŦƀ̹ĩĴ̹
ĪŦşĪŵĴƀĴ̹ŅĴŵĴ˰̹ŅŦƙĴƘĴŵ˦̹ňƀ̹ŞĜƟ̹ŀňƘĴ̹ŹŦŞĴ̹ňşŹňŀŅƀ̹ĜĿƀĴŵ̹ƀŅĴ̹ĴƞĜŞňşĜƀňŦş̹
of the concept behind the Chinese cultural mindset, the appreciation 
of nature and the energy, also script styles with their characteristics 
and aesthetic considerations of writing in the following parts. Even 
without any knowledge about it, it may be claimed that through Mi 
Fui’s brushstrokes, which seem not that rigid or mechanical but seems 
dynamic and loose with a varied thickness that creates a contrast and 
ĜŘŹŦ̹ ŹĴĴŞŹ̹ ĪŦŞŲŘňĪĜƀĴİ̹ ƀŦ̹ ŵĴĪŦŀşňƥĴ̹ ĴĜĪŅ̹ ĩŵƄŹŅŹƀŵŦŖĴ˦̹xĴĴ̹ ˾ʆʎʌʉ˿̹ŞĜƟ̹
receive this amusement of the writer when he performed this piece. 
,ƀ̹ ňŹ̹ ĜŘŹŦ̹ ŹňŀşňǬĪĜşƀ̹ ƀŅĜƀ̹ ƀŅĴ̹ ĪŵňƀňĪŹ̹ ƙĴŵĴ̹ ŞĜİĴ̹ ƙňƀŅŦƄƀ̹ ĪŦşŹňİĴŵňşŀ̹
the semantic meaning of the written word here, which means the 
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Fig. 6. The writing of Su Tung-P’o, 
Source: Yee, (1974: np.).

ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̹ Ĝşİ̹ ŴƄĜŘňƀƟ̹ ŦĿ̹ ƀŅĴ̹ ŹƀŵŦŖĴ̹ ĪĜŵŵƟ̹ ƘĜŵňŦƄŹ̹ ŅňşƀŹ̹ ƀŅĜƀ̹ŞĜƟ̹
provide knowledge about calligrapher’s personality. The characteristics 
Ĝşİ̹ƀŅĴ̹ƀĴŵŞ̹ŴƄĜŘňƀƟ̹ĜŘŹŦ̹ƙňŘŘ̹ĩĴ̹ĴƞĜŞňşĴİ̹ňş̹ƀŅĴ̹ĿŦŘŘŦƙňşŀ̹ŲĜŵƀŹ˫̹

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ #ňŀ˫̹ ʋ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ƀŅĴ̹ ƙŵňƀňşŀ̹ ŦĿ̹ Ĝ̹ �ŅňşĴŹĴ̹
calligrapher, gastronome, painter, pharmacologist, poet, politician, and 
ƙŵňƀĴŵ̹ [Ƅ̹ bƄşŀ̐T̝Ŧ̹ ˾ʆʅʈʌ̐ʆʆʅʆ˿˦̹ ƙŅňĪŅ̹ xĴĴ̹ ˾ʆʎʌʉ˿̹ ĴƘĜŘƄĜƀĴŹ̹ ĜŹ̹ ̚Ĝ̹ ŞĜş̹
fatter, shorter, more careless in nature than Mi Fei, but broad-minded, 
ƘňŀŦŵŦƄŹ˦̹ Ĝ̹ ŀŵĴĜƀ̹ ŘĜƄŀŅĴŵ̐ŞĜŖĴŵ̹ Ĝşİ̹ Ĝ̹ŀŵĴĜƀ̹ ŘĜƄŀŅĴŵ̛̹ ˾xĴĴ˦̹ ʆʎʌʉ˥̹şŲ˫˿˫̹
HşĪĴ̹ ĜŀĜňş˦̹ ƙňƀŅŦƄƀ̹ ĪŦşŹňİĴŵňşŀ̹ ƀŅĴ̹ ŹĴŞĜşƀňĪ̹ ŞĴĜşňşŀ̹ ŦĿ̹ ƀŅĴ̹ ƀĴƞƀ˦̹
ĩƟ̹ŦĩŹĴŵƘňşŀ̹ƀŅĴ̹ŹƀŵŦŖĴŹ̹Ĝşİ̹ƀŅĴ̹ĪŅĜŵĜĪƀĴŵŹ̹ ƀŅĜƀ̹ƙĴŵĴ̹ĴƞĴĪƄƀĴİ̹ŅĴŵĴ˦̹
xĴĴ̹˾ʆʎʌʉ˿̹ƀŵňĴŹ̹ƀŦ̹ƘňŹƄĜŘňƥĴ̹ƀŅĴ̹ŲŅƟŹňĪĜŘ̹ĜŲŲĴĜŵĜşĪĴ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ˫̹
[ňŀşňǬĪĜşƀŘƟ˦̹xĴĴ̹˾ʆʎʌʉ˿̹ƀŅňşŖŹ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̝Ź̹ŲŅƟŹňĪĜŘ̹ĿŦŵŞ̹ňŹ̹ŹňŞňŘĜŵ̹
to the character of the strokes, which also seems wider, hence more 
ƘƄŘŀĜŵ̹ƀŅĜş̹ƀŅĴ̹ŦşĴ̹ňş̹#ňŀ˫̹ʊ˫

bŅňŹ̹ňŹŹƄĴ̹ňŹ̹ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ̹ƙŅĴş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹
ŲŵĜĪƀňĪĴŹ̹ ĜŵĴ̹ ŦĩŹĴŵƘĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,˫̹ �Ź̹ ĜŘŵĴĜİƟ̹ ŞĴşƀňŦşĴİ˦̹ ŹňşĪĴ̹
there are no concrete criteria and rules as in traditional western 
calligraphy, the assessments and descriptions of calligraphy practices 
ŹƀĜŵƀĴİ̹ƀŦ̹ŀĜƀŅĴŵ̹ĜŵŦƄşİ˦̹œƄŹƀ̹ŘňŖĴ̹ƀŅĴ̹ĴƞĜŞŲŘĴŹ̹ňş̹#ňŀ˫̹ʊ̹Ĝşİ̹ʋ˫̹bŅŵŦƄŀŅ̹
the splashes of the ink of the Meulman or the visual appearance and 
ĴƞĴĪƄƀňŦş̹ŦĿ̹ƀŅĴ̹ŹƀŵŦŖĴ̹ňş̹ŅňŹ̹ƙŦŵŖ˦̹ŅňŹ̹ĜƀƀňƀƄİĴ̹Ĝşİ̹ƙŦŵŖŹ̹ĜŵĴ̹İĴǬşĴİ̹ĜŹ̹
ĜŀŀŵĴŹŹňƘĴ̹Ŧŵ̹ĴƘĴş̹ĪŵĴĜƀňşŀ̹ĪŅĜŦŹ̹Ĝşİ̹ŦŵİĴŵ̹ĪŦşĪĴŲƀŹ˦̹ĜŹ̹ŅĴ̹ĴƞŲŘĜňşĴİ˫̹
These are details observed and discussed in Chapter VI; however, here, 
it is needed to indicate that the mindset behind the shufa also seems to 
point to contemporary western calligraphy in a sense. 

�şŦƀŅĴŵ̹ňŹŹƄĴ̹ĜĩŦƄƀ̹ƀŅĴ̹ƙŵňƀňşŀ̹ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ňƀ̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹ƙŵňƀĴŵ̝Ź̹
mood and frame of mind at that concrete moment of writing. It is 
based on the criteria that the writing is supposed to be done in one 
sitting, without any interruption in one concentration; hence there will 
ĩĴ̹Ĝ̹ŲŦŹŹňĩňŘňƀƟ̹ƀŦ̹ŵĴƘĴĜŘ̹ƀŅĴ̹ĴşĴŵŀƟ̹ŦĿ̹ƀŅĴ̹ƙŵňƀĴŵ̹˾�Ĝ̐rĴň˦̹ʇʅʆʇ˿˫
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#ňŀ˫̹ʌ̹ňŹ̹ĴƞĴŞŲŘňǬĴİ̹ƙŵňƀňşŀ̹ƀŅĜƀ̹ňŹ̹ƙŵňƀƀĴş̹Ĝƀ̹İňǣĴŵĴşƀ̹ƀňŞĴŹ̹ŦĿ̹ƀŅĴ̹İĜƟ̹
ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ˫̹,ƀ̹ňŹ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ƀŅĴ̹ǬŵŹƀ̹ƙĜŹ̹ƙŵňƀƀĴş̹ňş̹ƀŅĴ̹ŞŦŵşňşŀ˦̹
the second at noon and the third one in the evening. These three words 
wan li ching̹ ŞĴĜşŹ̹ ̚ƀŅĴ̹ ĿĴĴŘňşŀ̹ ŦĿ̹ ƀĴş̹ ƀŅŦƄŹĜşİ̹ŞňŘĴŹ˦̛ ̹ ĜŵĴ̹ ĴƞĴĪƄƀĴİ̹
ĜŹ̹ ŦşĴ̹ Źňƀƀňşŀ̹ƙňƀŅŦƄƀ̹ ňşƀĴŵŵƄŲƀňşŀ˦̹ Ĝşİ̹ ĜĪĪŦŵİňşŀ̹ ƀŦ̹ �Ĝ̐rĴň̹ ˾ʇʅʆʇ˿˦̹
ƀŅŵĴĴ̹ŦĿ̹ƀŅĴŞ̹ŵĴƘĴĜŘ̹ƀŅĴ̹ŦşĴ̐ĩŵĴĜƀŅ̹ĿĴĴŘňşŀ˫̹bŅĴ̹ǬŵŹƀ̹ŦşĴ̹ƙĜŹ̹ĴƞĴĪƄƀĴİ̹
in the morning when the writer was still fresh; the second, at noon, 
seems more energetic, and the third, in the late evening, reveals a bit of 
hesitation of a writer as if he was weary. 

Fig. 7. Examples of writing in 
three different time of a day, 
Source: Da-Wei, (2012, np.).

)ĴŵĴ˦̹ ƀŅĴ̹ ĪŦşŹňİĴŵĜƀňŦşŹ̹ ŦĿ̹ ƀŅĴ̹ ƙŵňƀňşŀ˦̹ ƙňƀŅŦƄƀ̹ ŲŵĴĪňŹĴŘƟ̹ ĿŦĪƄŹňşŀ̹
Ŧş̹ ƀŅĴ̹ ŹƀƟŘĴ̹ Ĝşİ̹ ƀŅĴ̹ ŹĴŞĜşƀňĪ̹ ŞĴĜşňşŀ̹ ŦĿ̹ ƀŅĴ̹ ƀĴƞƀŹ̹ ƀŅĜƀ̹ ƀŅĴƟ̹ ƙĴŵĴ̹
ĴŞŲŘŦƟĴİ˦̹xĴĴ̝Ź̹ ˾ʆʎʌʉ˿̹ Ĝşİ̹�Ĝ̐rĴň̝Ź̹ ˾ʇʅʆʇ˿̹ ĪŵňƀňĪŹ̹ ŹĴĴŞ̹ ƀŦ̹İĴŹĪŵňĩĴ̹ŦşĴ̹
ŦĿ̹ƀŅĴ̹ŲŵňŞĜŵƟ̹ŹňŀşňǬĪĜşĪĴŹ̹ŦĿ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ňŹ̹ŹŦŞĴƀŅňşŀ̹
ĩĴƟŦşİ̹ƀŅĴ̹ƀĴƞƀ̹Ŧŵ̹ĪŦşƘĴƟňşŀ̹ŞĴŵĴŘƟ̹ƀŅĴ̹ŞĴĜşňşŀ̹ŦĿ̹ƀŅĴ̹ƀĴƞƀ˫̹ ,ƀ̹ ňŹ̹ĜŘŹŦ̹
claimed for Western calligraphy by various writers and calligraphers 
ŹƄĪŅ̹ ĜŹ̹AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿˦̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿˦̹ Ŧŵ̹ �ŵŦƙş̹ ˾ʇʅʆʌ˿˫̹ )ŦƙĴƘĴŵ˦̹ ňƀ̹
ŹŅŦƄŘİ̹ĩĴ̹ĩĴĜŵ̹ňş̹Şňşİ̹ƀŅĜƀ̹ĩĴňşŀ̹ňş̹Ĝ̹ŹƀĜƀĴ̹ĩĴƟŦşİ̹ƀŅĴ̹ƀĴƞƀ̹ňŹ̹ĪŘĜňŞĴİ̹
by contemporary Western calligraphers, not by ancient scribes. From the 
ƘňĴƙŲŦňşƀ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ƀŅĴŹĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹İĴǬşňƀňŦşŹ̹
ŅĴŘİ̹ňş̹�ŅĜŲƀĴŵ̹,,̹ŹĴĴŞ̹ƀŦ̹ŵĴǭĴĪƀ̹ƀŅĴ̹ĜňŞ˦̹ňşƀĴşƀňŦş˦̹Ŧŵ̹İĴŹňŵĴ̹ŦĿ̹ƀŦİĜƟ̝Ź̹
Western calligraphers. It seems to imply western calligraphy overall; 
however, it is stated that the traditional concept of western calligraphy 
was rigid and used to satisfy as a functional vehicle that was supposed to 
ŵĴĪŦŵİ˦̹ŖĴĴŲ˦̹Ĝşİ̹ĪŦşƘĴƟ̹ƀŅĴ̹ŞĴĜşňşŀ̹ŦĿ̹ƀŅĴ̹ƀĴƞƀ̹ƀŅŵŦƄŀŅ̹ŞĜşƄŹĪŵňŲƀŹ˫̹
�ĪĪŦŵİňşŀ̹ƀŦ̹ƀŅĴ̹şĴĴİ̹ŦĿ̹ƀŅĴ̹ĴŵĜ˦̹ňƀ̹ƙĜŹ̹ĴƘŦŘƘĴİ̹Ĝşİ̹İĴƘĴŘŦŲĴİ̹ƙňƀŅŦƄƀ̹
ĜŘŘŦƙňşŀ̹ĜşƟ̹ŹŲĜĪĴ̹ĿŦŵ̹ĴƞŲĴŵňĴşĪĴ̹Ŧŵ̹ĜşƟ̹ĴƞŲĴŵňŞĴşƀ˫

For this reason, traditional western calligraphy cannot be assumed as 
an art form like the Chinese calligraphy, at least considering how it was 
treated back then. Moreover, keep in mind that the art concept and the 
perception of traditional western calligraphy as art is a misconception 
due to the historical evolution of the term art in the West, which is also 
ŞĴşƀňŦşĴİ̹ ňş̹�ŅĜŲƀĴŵ̹ ,,˫̹)ĴşĪĴ˦̹ Ĝ̹ŅňŀŅŘƟ̹ ŹňŀşňǬĪĜşƀ̹ŲŦňşƀ̹ ŹŅŦƙŹ̹ŦşĴ̹
ŦĿ̹ƀŅĴ̹ĪŦşŹňİĴŵĜĩŘĴ̹İňǣĴŵĴşĪĴŹ̹ĩĴƀƙĴĴş̹ŲĴŵĪĴŲƀňŦşŹ̹ŵĴŀĜŵİňşŀ̹ƀŅĴ̹#Ĝŵ̹
East and West calligraphy.
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On the other hand, calligraphy as a word is preferred to employ to 
indicate the Chinese art form of writing by westerners. Considering this 
ŲŦňşƀ˦̹ňş̹�ŅňşĜ˦̹ƀŅĴŵĴ̹ŹĴĴŞ̹ƀŦ̹ĩĴ̹şŦ̹ŵňŀňİ̹İňǣĴŵĴşĪĴŹ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ƙŦŵİ̹
writing/calligraphy and writer/calligrapher, at least not as apparent as in 
ƀŅĴ̹rĴŹƀ˫̹#ŵŦŞ̹ƀŅĴ̹İĴǬşňƀňŦşŹ̹ŦĿ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜĩŦƘĴ˦̹ňƀ̹ňŹ̹ĴƘňİĴşƀ̹
that writing and written word, from the beginning, carry something 
ŞŦŵĴ̹ ƀŅĜş̹ ƀŅĴ̹ ƀĴƞƀ̝Ź̹ ŹĴŞĜşƀňĪ̹ ŞĴĜşňşŀ˦̹ Ĝşİ̹ ƙŵňƀňşŀ̹ ĜŹ̹ Ĝş̹ ĜĪƀ̹ Ĝşİ̹
written word as an entity highly respected appreciated, and accepted 
as an art form. From the western perspective, as stated in Chapter II, 
ƀŅĴ̹ ƀĴŵŞŹ̹ƙŵňƀňşŀ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŵĴ̹ƄŹĴİ̹ĜŹ̹ ňĿ̹ ƀŅĴƟ̹ĜŵĴ̹ ƀƙŦ̹İňǣĴŵĴşƀ̹
entities. It seems the perception is that the writing is not calligraphy, 
which means writing is just handwriting, and calligraphy is something 
that comes from ancient times with its strict rules that always have to be 
ŘĴŀňĩŘĴ˫̹)ĴŵĴ˦̹ňƀ̹ňŹ̹ŅňŀŅŘƟ̹ňşƀĴŵĴŹƀňşŀ̹ƀŅĜƀ̹ňĿ̹ƀŅĴ̹ŦşĴ̹ĪŘĜňŞŹ̹ƀŅĜƀ̹ƙĴŹƀĴŵş̹
calligraphy is supposed to consist of the western alphabet, in other 
ƙŦŵİŹ˦̹ƙŅĴş̹ƀŅĴ̹ƘňĴƙĴŵ̹ŹĴĴŹ̹Ĝ̹ŲňĴĪĴ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ňĿ̹ŅĴ̹ĴƞŲĴĪƀŹ̹ƀŦ̹Ǭşİ̹
ƀŅĴ̹ŵĴǭĴĪƀňŦş̹ŦĿ̹ƀŅĴ̹ŹŲŦŖĴş̹ŘĜşŀƄĜŀĴ̹ƀŅŵŦƄŀŅ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŵňƀňşŀ˦̹ƀŅĴş˦̹
how he will assess the Chinese calligraphy without understanding any 
words is something that has to be considered once again. To appreciate 
ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ Ĝş̹ Ĝŵƀ̹ ĿŦŵŞ̹ ĜŹ̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ İňǣĴŵĴşƀ̹
ƀŅňşŀŹ̹ŹŅŦƄŘİ̹ĩĴ̹ŹŦƄŀŅƀ̹ĴƞĪĴŲƀ̹ĿŦŵ̹ŘĴŀňĩňŘňƀƟ˦̹ƙŅňĪŅ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ƀŅŵŦƄŀŅ̹
the description of contemporary western calligraphers.

To advance gradually, it will be useful to mention art as a concept in 
ƀĴŵŞŹ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňş̹ �ŅňşĜ̹ ĩŵňĴǭƟ̹ ƀŦ̹ ƄşİĴŵŹƀĜşİ̹ ƀŅĴ̹ ƀĴŵŞŹ̹ ƄŹĴİ̹
above, which is used to describe shufa as an art form of writing.

�ĪĪŦŵİňşŀ̹ ƀŦ̹ [ƄŘŘňƘĜş̹ ˾ʆʎʋʎ˿˦̹ �ŅňşĴŹĴ̹ ĪňƘňŘňƥĜƀňŦş̹ ňŹ̹ şŦƀ̹ ĜŹ̹ ŦŘİ̹ ĜŹ̹
Western civilization; still, it remains one of the oldest living cultures 
ƀŅĜƀ̹ŅĜŹ̹ĩĴĴş̹ĪŦşƀňşƄňşŀ̹Ĝşİ̹ƄşĩŵŦŖĴş̹ŹňşĪĴ̹ĜĩŦƄƀ̹ʆʋʅʅ̹��˦̹Ĝşİ̹ƀŅĴ̹
spoken language and written language have developed almost three 
ƀŅŦƄŹĜşİ̹ ƟĴĜŵŹ̹ ĜŀŦ˫̹ ,ƀ̹ ĪĜş̹ ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ňƀŹ̹ ĴƞňŹƀĴşĪĴ̹ ŵĴǭĴĪƀŹ̹ Ĝ̹
ŅňŹƀŦŵňĪĜŘ̹ĪŦşƀňşƄƄŞ̹ƀŅĜƀ̹ňŹ̹ŞŦŵĴ̹ƀŅĜş̹ƀŅŵĴĴ̹ƀŅŦƄŹĜşİ̹ƟĴĜŵŹ̹ŦŘİ̹˾rĜşŀ˦̹
ʇʅʅʍ˿˫̹�Ƅŵňşŀ̹ ƀŅňŹ̹ ŘŦşŀ̹ŅňŹƀŦŵƟ˦̹Ĝŵƀ̹ƙĜŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ŞĴŵĴŘƟ̹Ĝ̹ ƀŦŦŘ̹ ĿŦŵ̹
political and religious propaganda in ancient times, which refers to the 
period between the second millennium BCE, when a literate culture 
ǬŵŹƀ̹ĴŞĴŵŀĴİ˦̹ ƀňŘŘ̹ ƀŅĴ̹Ĵşİ̹ŦĿ̹ ƀŅĴ̹)Ĝş̹�ƟşĜŹƀƟ̹ ˾ʇʅʋ̹��̐ʇʇʅ̹��˿̹ƙŅĴş̹
the names of distinct artists started to emerge. It is claimed that art 
ƙĜŹ̹ ĜĪĪĴŲƀĴİ̹ ĜŹ̹ Ĝş̹ ňşİňƘňİƄĜŘ̹ ĴǣŦŵƀ̹ ˾rĜşŀ˦̹ ʇʅʅʍ˿˫̹rŅĴş̹ �ƄİİŅňŹŞ̹
was prevalent between the thiŵİ̹ Ĝşİ̹ ƀŅĴ̹ ŹňƞƀŅ̹ ĪĴşƀƄŵňĴŹ˦̹ ŵĴŘňŀňŦƄŹ̹
art dominated when painting and calligraphy were used as tools to 
ŲŵŦŞŦƀĴ̹�ƄİİŅňŹŞ˫̹�ƄİİŅňŹŞ̝Ź̹ƀŅĴŞĴŹ̹ƙĴŵĴ̹ĴƞĴĪƄƀĴİ̹ňş̹ŹĪŵňŲƀƄŵĴŹ̹ňş̹
paintings, and calligraphers wrote the copies of Buddhist manuscripts 
as primary occupations. It is claimed that the brushwork was served for 
ƀŅĴ̹ƀŵĜİňƀňŦşĜŘ̹ŵƄŘĴŹ̹Ĝşİ̹şĴƘĴŵ̹ĿŵĴĴİ̹ĿŵŦŞ̹ƀŅňŹ̹ĩŦşİĜŀĴ̹˾�Ĝ̐rĴň˦̹ʇʅʆʇ˿˫̹
)ĴŵĴ˦̹ƙňƀŅ̹ƀŅĴ̹ĩŵƄŹŅƙŦŵŖ˦̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ŲĜňşƀňşŀ̹ĜŵĴ̹ŵĴĿĴŵŵĴİ̹ƀŦ˦̹ ňş̹
which the same tools -brush and ink- were used.

�ĴĿŦŵĴ̹ ƀŅĴ̹ bĜşŀ̹ �ƟşĜŹƀƟ̹ ˾ʋʆʍ̐ʎʅʌ˿˦̹ Ĝŵƀ̹ ňş̹ �ŅňşĜ̹ ŲŵŦŞŦƀĴİ̹ İňİĜĪƀňĪ̹
needs by the seventh century. While some paintings represented 
�ŦşĿƄĪňĜş̹ĴƀŅňĪŹ˦̹ŦƀŅĴŵŹ̹ĴƞĴŞŲŘňǬĴİ̹ĪŦƄŵƀ̹ŘňĿĴ̹Ĝşİ̹ŵĴŘňŀňŦƄŹ̹ƀŅĴŞĴŹ˫̹,ş̹
the later period, it is claimed that the artists started to create works 
that departed from these traditional themes. It could be said that in 
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ƀŅĴŹĴ̹ĴĜŵŘňĴŵ̹ƀňŞĴŹ̹ŦĿ̹�ŅňşĜ˦̹ƀŅĴ̹ĜŵƀƙŦŵŖ̹ƙĜŹ̹ĴƞĴĪƄƀĴİ̹ŞĜňşŘƟ̹ĿŦŵ̹ƀŅĴ̹
enjoyment of the aristocratic class under the patronage of the Court 
ƙňƀŅ̹ƀŅĴ̹ ƀŅĴŞĴŹ̹ŦĿ̹ ŘƄƞƄŵƟ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŹĴŵƘĴİ̹ƀŦ̹ŲŘĴĜŹĴ̹ ƀŅĴ̹�ŦƄŵƀ̹
ƙňƀŅ̹ ňƀŹ̹ ŅňŀŅŘƟ̹ İĴĪŦŵĜƀňƘĴ̹ ŹƀƟŘĴŹ̹ ňş̹ İŦĪƄŞĴşƀŹ̹ ˾�Ĝ̐rĴň˦̹ ʇʅʆʇ˿˦̹ ƀŅĴş̹
became a highly estimated art form and discipline with its deep-rooted 
ŅňŹƀŦŵƟ̹ĴƞĴĪƄƀĴİ̹ĩƟ̹ŞĜŹƀĴŵŹ̹˾xĴĴ˦̹ʆʎʌʉ˿˫

Hş̹ ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹~ŅĜşŀ̐�ƥňŵĝŖŦƘĝ˦̹ ˾ʇʅʆʉ˿̹ŲŦňşƀŹ̹ Ĝƀ̹ ƀŅĴ̹ ƀňŞĴ̹ŦĿ̹ ƀŅĴ̹
rĴň̹ �ƟşĜŹƀƟ̹ ˾ʇʇʅ̐ʇʋʊ̹ ��˿̹ ƙŅĴş̹ ƀŅĴ̹ ƙŵňƀňşŀ̹ ŦĿ̹ �ŅňşĴŹĴ̹ ĪŅĜŵĜĪƀĴŵŹ̹
probably became an independent and highly respected art form, 
ĜŘƀŅŦƄŀŅ̹ ĴĜŵŘňĴŵ̹ ŲĴŵňŦİ˦̹ ňş̹ )Ĝş̹ �ƟşĜŹƀƟ̹ ˾ʇʅʋ̹ ��̐ʇʇʅ̹ ��˿̹ ňƀ̹ ňŹ̹
ŖşŦƙş̹ ƀŅĜƀ̹ ƀŅĴŵĴ̹ ƙĴŵĴ̹ ĿĜŞŦƄŹ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˫̹ )ĴĜŵş̹ ˾ʇʅʅʍ˿̹ ŲŦňşƀĴİ̹
Ĝƀ̹ ƀŅĴ̹ ĪŵĴĜƀňŦşŹ̹ ŦĿ̹ rĜşŀ̹ wňƥŅň̹ ˾ʈʅʈ̐ʈʋʆ˿̹ ˾#ňŀ˫̹ ʇʎ˿˦̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŞŦŹƀ̹
distinguished Chinese calligraphers with his highly innovative, very 
well-known mastery of Chinese calligraphy of the fourth century, and 
it is claimed that the practice of calligraphy became high art with 
ŅňŞ˫̹ TĜŵƀňĪƄŘĜŵŘƟ̹ ňş̹ ƙňŘİ̹ ĪƄŵŹňƘĴ̹ ŹĪŵňŲƀ̹ ƙňƀŅ̹ ƀŅĴ̹ ŹŦĿƀ̹ ǭƄňİňƀƟ̹ ŦĿ̹ ŅňŹ̹
brushwork and carefully adjusted, delicately composite balance, he has 
improved his style to a high artistic level and became one of the most 
ŲŵŦŞňşĴşƀ̹ ňşǭƄĴşƀňĜŘ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ĴƘĴş̹ĩƟ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹
practitioners. This means just in the fourth century, masters of 
ĪĜŘŘňŀŵĜŲŅƟ̹ŹĴĜŵĪŅĴİ̹ĿŦŵ̹Ĝ̹ƙĜƟ̹ŦĿ̹ĴƞŲŵĴŹŹňŦş̹ňş̹Ĝ̹ŞŦŵĴ̹ňşİňƘňİƄĜŘ̹ŹƀƟŘĴ˫̹
�Ɵ̹ ƀŅĴ̹ ĴŘĴƘĴşƀŅ̹ ĪĴşƀƄŵƟ˦̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ŞŦŹƀ̹ ŹňŀşňǬĪĜşƀ̹ ĪŵňƀĴŵňĜ̹ ĩĴĪĜŞĴ̹
having a good hand together with a command of history and literary 
style, which determined who would be employed to the government 
ƀŅŵŦƄŀŅ̹ ĪňƘňŘ̹ ŹĴŵƘňĪĴ̹ ĴƞĜŞňşĜƀňŦşŹ˫̹ ,ƀ̹ ňŹ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĩĴ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ Ĝ̹
ƀƟŲňĪĜŘ̹ ňşİňƘňİƄĜŘ̹ İĴƘĴŘŦŲŞĴşƀ̹ ƀŅĜƀ̹ ŞĜŹƀĴŵňşŀ̹ ĿŦŵŞ̹ Ĝşİ̹ ƀĴĪŅşňŴƄĴ˦̹
not only in their brush strokes but also in their lives in a sense like the 
ĿŦŵŞĜƀňŦş̹ ŦĿ̹ ŅƄŞĜş̹ ĪŅĜŵĜĪƀĴŵ̹ ĜŹ̹ Ĝş̹ ĜŵƀňŹƀ̹ ˾)ĴĜŵş˦̹ ʇʅʅʍ˿˫̹ ;ŦŦŖňşŀ̹ Ĝƀ̹
the western calligraphy mentioned in Chapter III with the revival of 
ancient styles in the twentieth century, it can be started to mention 
the individual attitudes of the modern calligraphers while respecting 
Ĝşİ̹ĪŅĴŵňŹŅňşŀ̹ƀŅĴ̹ĜşĪňĴşƀ̹ŞĜŹƀĴŵŹ̹Ĝşİ̹ŹƀƟŘĴŹ˦̹ƀŵƟňşŀ̹ƀŦ̹ĴƞŲĴŵňĴşĪĴ̹ƀŅĴ̹
ĜşĪňĴşƀ̹ŹƀƟŘĴŹ̹ƙňƀŅňş̹ƀŅĴ̹ŘňŞňƀĜƀňŦşŹ̹ŦĿ̹ƀŅĴ̹ŞŦİĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹;ŦŦŖňşŀ̹
Ĝƀ̹ ƀŅĴ̹ƀňŞĴ̹İňǣĴŵĴşĪĴ˦̹ ĿŦŵ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ ňƀ̹ ňŹ̹ĜŵŦƄşİ̹ƀŅĴ̹ ĿŦƄŵƀŅ̹
century, and for western calligraphy, it is around the twentieth century. 
)ŦƙĴƘĴŵ˦̹ ƀŅĴ̹ ŞĜœŦŵ̹ ƀŵĜşŹĿŦŵŞĜƀňŦş̹ ƙňŘŘ̹ ĩĴ̹ ŦĩŹĴŵƘĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹
ƀƙĴşƀƟ̐ǬŵŹƀ̹ĪĴşƀƄŵƟ˦̹ƙŅĴş̹ƀŅĴ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹ŹƀĜŵƀĴİ̹ƀŦ̹
be appreciated as in Far Eastern -Chinese and Japanese calligraphy that 
ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹)ĴşĪĴ˦̹ňƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹ƀŅĜƀ̹ƀŅĴ̹ĪŦşĪĴŲƀ̹
of the fourth-century Chinese masters started to take attention of the 
ƀƙĴşƀňĴƀŅ̹ĩƄƀ̹ŲĜŵƀňĪƄŘĜŵŘƟ̹ƀƙĴşƀƟ̐ǬŵŹƀ̹ĪĴşƀƄŵƟ̝Ź̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
with the abstract concept that will also be mentioned in this chapter. 

Until now, it would be noted that shufa, as an art form of writing, depends 
on various dynamics such as the need of society, politics, culture, 
and religion. In order to deeply understand the concept of shufa, it is 
ňşİňŹŲĴşŹĜĩŘĴ̹ ƀŦ̹ĴƞĜŞňşĴ̹ƀŅĴ̹ĪƄŘƀƄŵĜŘ̹İƟşĜŞňĪŹ̹ƀŅĜƀ̹ŵĴƘĴĜŘ̹ ƀŅĴŞŹĴŘƘĴŹ̹
through calligraphic practices, aesthetic considerations, and the term 
beauty, how they are assessed. Without these information it is hard to 
apprehend the Far Eastern concept of calligraphy and the way that it 
is also appreciated by the contemporary western calligraphers who 
have shown interest and tried to bring many of the ideas from Chinese 
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ĪƄŘƀƄŵĴ̹ ƀŦ̹ ƀŅĴňŵ̹ƙŦŵŖŹ˫̹#Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ňƀ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ŞĴşƀňŦş̹ ƀŅĴ̹
cultural mindset behind the Chinese calligraphy consisting of Taoism, 
Confucianism, and Buddhism, with which Chinese concept of calligraphy 
ƙňŘŘ̹ ĩĴ̹ŞŦŵĴ̹ƄşİĴŵŹƀŦŦİ˦̹ Ĝşİ̹ ƀŅĴ̹ İňǣĴŵĴşĪĴŹ̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ ƀŵĜİňƀňŦş̹ ŦĿ̹
ƀŅĴ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĜŹ̹ƙĴŘŘ̹ĜŹ̹ƀŅĴ̹ňşǭƄĴşĪĴŹ̹ŦĿ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹
concept on the contemporary calligraphers who are mentioned in 
Chapter VI with their practices, more focused on the act rather than the 
result as in the Far Eastern calligraphy.

4.1.3. Cultural mindset behind the Chinese calligraphy

�Ĝ̐rĴň̹ ˾ʇʅʆʇ˿̹ states that the study of aesthetics in China dates back 
ƀŦ̹ʋʅʅ̹��˦̹Ĝşİ̹ƀŅĴ̹Ĝesthetics of brushwork have their roots based on 
ƀŅĴ̹ƀŅŵĴĴ̹ŵĴŘňŀňŦşŹ˦̹bĜŦňŹŞ˦̹�ŦşĿƄĪňĜşňŹŞ˦̹Ĝşİ̹�ƄİİŅňŹŞ˫̹̹)ĴŵĴ̹ňş̹ƀŅňŹ̹
ŲĜŵƀ˦̹ ƀŅĴŵĴ̹ƙňŘŘ̹ĩĴ̹ ŹŦŞĴ̹ŹňŀşňǬĪĜşƀ̹ ňŹŹƄĴŹ̹ ƀŅĜƀ̹şĴĴİ̹ ƀŦ̹ĩĴ̹ŞĴşƀňŦşĴİ̹
ĩŵňĴǭƟ̹ ƀŦ̹ ŲŵĴŹĴşƀ̹ ƀŅĴ̹ ŹňŞňŘĜŵňƀňĴŹ̹ ƙňƀŅ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹
calligraphy practices and the mindset of the western calligraphers, 
which takes its roots from Chinese calligraphy. It is stated that the 
ŹňŀşňǬĪĜşƀ̹ ňşǭƄĴşĪĴŹ̹ ŹƀĜŵƀĴİ̹ƙňƀŅ̹ bĜŦňŹŞ˦̹ ĜŘŹŦ̹ ŖşŦƙş̹ ĜŹ̹ �ĜŦňŹŞ˦̹ Ĝ̹
religion and philosophy that underlines living in harmony with the Tao 
˾;ň˦̹)Ĝş˦̹Ĝşİ̹�ĴĪŖĴŵ˦̹ʇʅʆʍ˿˫̹bŅĴ̹ƙŦŵİ̹̚bĜŦ̛̹ŞĴĜşŹ̹ƀŅĴ̹̚ƙĜƟ̛̹ ňş̹ ŘňƀĴŵĜŘ̹
ŞĴĜşňşŀ̹Ĝşİ̹ňŹ̹ĜĪĪĴŲƀĴİ̹ĜŹ̹bĜŦňŹŞ̝Ź̹ĪĴşƀŵĜŘ̹ĪŦşĪĴŲƀ̹˾�ŘĜŵŖĴ˦̹ʆʎʍʍ˥̹ʉʊ˿˫̹

bŅĴ̹bĜŦňŹƀ̹ ŲŅňŘŦŹŦŲŅƟ̹ ĿŦƄşİĴŵ̹ ňŹ̹ ;ĜŦ̹bƥƄ̹ ˾ĩ˫̹ Ī˫̹ ʊʌʆ̹ ��˿˦̹ ŘňƀĴŵĜŘŘƟ̹ ̚HŘİ̹
AĜŹƀĴŵ̛̹ ˾;ň˦̹ )Ĝş˦̹ Ĝşİ̹ �ĴĪŖĴŵ˦̹ ʇʅʆʍ˿˦̹ ƙŅŦ̹ ƙĜŹ̹ ĜŘŹŦ̹ Ĝ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ŦĿ̹ �ŦşĿƄĪňƄŹ˦̹ ŹŘňŀŅƀŘƟ̹ ĩĴĿŦŵĴ̹ ŅňŞ˫̹ ;ĜŦ̹bƥƄ̹ ĩĴŘňĴƘĴİ̹ ƀŅĜƀ̹ŞĜş̹ ŅĜŹ̹ ŅňŹ̹
desires and ambitions, which emerged due to the turmoil and unrest 
ŦĿ̹ ŹŦĪňĜŘ̹ ŘňĿĴ˫̹ )ĴşĪĴ˦̹ ŅĴ̹ ŲŵŦŞŦƀĴİ̹ ƀŅĴ̹ ƘňŵƀƄĴ̹ ŦĿ̹ şŦş̐ĜĪƀňŦş˦̹ ƙŅňĪŅ̹
means non-interference both on individuals and state, and discouraged 
the man motivated by fame, wealth, position, or any grandiose scale. 
AŦŵĴŦƘĴŵ˦̹ ňş̹ ŅňŹ̹ ŹĪŅĴŞĴ̹ ŦĿ̹ ƀŅňşŀŹ˦̹ İĴňƀňĴŹ̹ Ŧŵ̹ ŹŲňŵňƀŹ̹ ƙĴŵĴ̹ şŦƀ̹ ĴƞňŹƀ˰̹
instead, the cosmos idea was Tao and Ch’i/Qi, which points at the 
ĴƞňŹƀĴşĪĴ̹ĿŦŵŞ̹ŦĿ̹bĜŦ̹˾�Ĝ̐rĴň˦̹ʇʅʆʇ˿˫̹

Taoist thought’s very essence is based on the tenet that a person’s 
thinking and behavior are supposed to obey natural laws and promote 
ŵĴƀŵĴĜƀ˦̹ĜƘŦňİĜşĪĴ˦̹Ĝşİ̹ŲĜŹŹňƘňƀƟ̹ňş̹ŘňĿĴ̹˾bňşŀƟŦƄ˦̹ʇʅʅʉ˿˫

bŅĴ̹ ̚bĜŦ̹bĴ̹�Ņňşŀ˦̛ ̹ ƀŅĴ̹ĪŘĜŹŹňĪĜŘ̹ ƀĴƞƀ̹ŦĿ̹bĜŦňŹƀ̹ŲŅňŘŦŹŦŲŅƟ˦̹ĩĴŘŦşŀŹ̹ ƀŦ̹
ƀŅĴ̹ ŹňƞƀŅ̹ ĪĴşƀƄŵƟ̹ƙŵňƀƀĴş̹ ĩƟ̹ ;ĜŦ̹bƥƄ˫̹bŅĴ̹ ĪĴşƀŵĜŘ̹ ĪŦşĪĴŲƀ̹ ŦĿ̹bĜŦňŹŞ̹
ŦĿ̹ƀŅĴ̹bĜ̹bĴ̹�Ņňşŀ̹ňŹ̹İĴŹĪŵňĩĴİ̹ĜŹ̹ňşİĴǬşĜĩŘĴ̹Ĝşİ̹ŞĜƟ̹ŵĴĿĴŵ̹ƀŦ̹ŹĴƘĴŵĜŘ̹
ŲŅňŘŦŹŦŲŅňĪ̹ ŞĴĜşňşŀŹ˦̹ ŹŦŞĴƀňŞĴŹ̹ ĪĜş̹ ĩĴ̹ ŹĴĴş̹ ĜŹ̹ ŵĴǭĴĪƀňşŀ̹ ƀŅĴ̹
unmanifest void- also mentioned under the Japanese calligraphy in 
ŲĜŵƀ̹̚ʉ˫ʇ˫ʉ˫̹rŵňƀňşŀŹ̹ŦĿ̹~Ĵş̹AŦşŖŹ̹Ĝşİ̹�ŦŖƄŹĴŖň̛̹ƙŅňĪŅ̹ƄşİĴŵŘňĴŹ̹ƀŅĴ̹
ŲŅĴşŦŞĴşĜŘ̹ĴƞŲĴŵňĴşĪĴ̹ŦĿ̹ĜŘŘ̹ŞĜœŦŵ̹HŵňĴşƀĜŘ̹ŲŅňŘŦŹŦŲŅňĴŹ˫̹)ĴşĪĴ˦̹bĜŦ̹
ňŹ̹ĜĪĪĴŲƀĴİ̹ĜŹ̹̚ƀŅĴ̹ŹŦƄŵĪĴ̹ŦĿ̹ƀŅĴ̹ƀĴş̹ƀŅŦƄŹĜşİ̹ƀŅňşŀŹ˧̹ĩĴƟŦşİ̹ƀŅĴ̹ŵĴĜŘŞ̹
ŦĿ̹ƀŅĴ̹ŹĴşŹĴ̹Ŧŵ̹ƀŅĴ̹ňşƀĴŘŘĴĪƀ̛̹˾�ŘĜŵŖĴ˦̹ʆʎʍʍ˥̹ʉʊ˿˦̹Ĝşİ̹ňƀ̹ňŹ̹ĜŘŹŦ̹İĴŹĪŵňĩĴİ̹ĜŹ̹
ƀŅĴ̹ƘňƀĜŘ̹ŘňĿĴ̹ĿŦŵĪĴ̹ƀŅĜƀ̹ĴƞňŹƀŹ̹ňş̹ĜŘŘ̹ƀŅňşŀŹ̹şĜƀƄŵĜŘ̹˾�Ĝ̐rĴň˦̹ʇʅʆʇ˿˫

,ş̹ ŦŵİĴŵ̹ ƀŦ̹ ĴƞŲŘĜňş̹Tao˦̹ ňƀ̹ ňŹ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ ;ĜŦ̹bƥƄ̹ ƄŹĴİ̹ ƀŅĴ̹ƙŦŵİ̹ƙƄ˦̹
which refers to the void that illustrates his philosophy of nature. Tao 
is wu, for him, a concept of empty space that can be found in both 
calligraphy and painting. It is also underlined the importance of 
ŹňŞŲŘňĪňƀƟ˦̹ ƙŅňĪŅ̹ ňŹ̹ Ĝ̹ ĩĴŘňĴĿ̹ ŞĜşňĿĴŹƀĴİ̹ ňƀŹĴŘĿ̹ ňş̹ �ŅňşĴŹĴ̹ ŘňĿĴ˫̹ )ĴşĪĴ˦̹



ʇʇʉ

ŹňŞŲŘňǬĪĜƀňŦş̹ƙĜŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ŹƀĜşİĜŵİ̹ŦĿ̹Ĝŵƀ̹ƀŅĜƀ̹ŵĴƘĴĜŘŹ̹ƀŅĴ̹ĜŵƀňŹƀŹ̝̹
approach as content with simple themes in his work or the economy of 
ŘňşĴŹ̹Ĝşİ̹ĪŦŘŦŵ̹ƀŅĜƀ̹ŅĴ̹ĴŞŲŘŦƟŹ̹˾�Ĝ̐rĴň˦̹ʇʅʆʇ˿˫

)ĴŵĴ˦̹ ňƀ̹ ŹŅŦƄŘİ̹ ĩĴ̹ ĴƞĜŞňşĴİ̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ƀĴŵŞ̹ qi ˾�Ņ̝,˦̹ �Ņň˿˦̹ ƀŵĜşŹŘĜƀĴİ̹
ĜŹ̹ ĴşĴŵŀƟ̹ ňş̹ ƀŅĴ̹ �şŀŘňŹŅ̹ ŘĜşŀƄĜŀĴ˦̹ Ĝ̹ ƀĴŵŞ̹ ƀŅĜƀ̹ ƀŅĴƟ̹ ƄŹĴİ̹ ƀŦ̹ ĴƞŲŘĜňş̹
the universal energy, also mentioned earlier. It is one of the most 
ĿƄşİĜŞĴşƀĜŘ̹Ĝşİ̹ŹňŀşňǬĪĜşƀ̹ĪŦşĪĴŲƀŹ̹ŦĿ̹ƀŅĴ̹bĜŦňŹƀ̹Şňşİ˦̹Ĝşİ̹ĜŘŘ̹ŵĴŘĜƀĴ̹
to Taoist practices, philosophies, culture, and medicine. The ancient 
Taoist belief that the entire universe is perceivable was energy in 
ĪŦşŹƀĜşƀ̹ǭƄƞ̹Ĝşİ̹ƀŵĜşŹĿŦŵŞĜƀňŦş˦̹ŘĴĜİňşŀ̹ƀŦ̹ƘĜŵňŦƄŹ̹ĿŦŵŞŹ˫̹,ş̹bĜŦňŹŞ˦̹
ƀŅĴ̹ĴƞŲĴŵňĴşĪĴ̹ŦĿ̹ĴşĴŵŀƟ̹ňŹ̹ĩĜŹĴİ̹Ŧş̹ňƀŹ̹ĜŘŘ̹ĿŦŵŞŹ̹ŹŦ̹ƀŅĜƀ̹ƀŅĴňŵ̹ŘĜşŀƄĜŀĴ̹
ĴƘŦŘƘĴİ̹ƀŦ̹ŲĴŵĪĴňƘĴ̹ňƀ̹ƘňƘňİŘƟ̹˾�Ƅşş˦̹ʇʅʆʋ˿˫

�Ź̹Ĝ̹ĪŦşĪĴŲƀ˦̹qi is claimed to have been studied for thousands of years 
in China, such as in the book I Ching ˾bŅĴ̹�ŦŦŖ̹ŦĿ̹�ŅĜşŀĴŹ˿̹˾ʆʆʇʇ̹��˿˦̹
which consists of information on the patterns and cycle of nature. It 
ňŹ̹ ĩĴŘňĴƘĴİ̹ ƀŅĜƀ̹ Ŵň̹ ňŹ̹ ŹŦ̹ ĿƄşİĜŞĴşƀĜŘ̹ Ĝşİ̹ ĴŹŹĴşƀňĜŘ̹ ňş̹ ĴƘĴŵƟİĜƟ̹ƄŹĜŀĴ̹
in China, demonstrating energy itself or the state of the energy. It is a 
ƙŦŵİ̹ƄŹĴİ̹ĜŹ̹Ĝ̹ŹƄǤƞ̹Ŧŵ̹ŲŵĴǬƞ̹ƀŦ̹ňşĿƄŹĴ̹Ĝ̹ŹƄĩœĴĪƀ̹ƙňƀŅ̹ĩŵĴĜƀŅ˦̹ƘňƀĜŘňƀƟ˦̹
Ŧŵ̹ ŲŦƙĴŵ̹ ŴƄĜŘňƀňĴŹ˫̹ �Ź̹ Ĝş̹ ĴƞĜŞŲŘĴ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ŀňƘĴş̹ ƀŅĴ̹ƙŦŵİ̹ ch’i-che 
means energy-vehicle, car; or tien-ch’i means sky, lightning-power, or 
ĴŘĴĪƀŵňĪňƀƟ̹˾�Ƅşş˦̹ʇʅʆʋ˿˫

In terms of calligraphy, as a piece of art, it is not perceived just the 
arrangement of brushstrokes that reveals its artistic value. It is also 
ĜĪĪĴŲƀĴİ̹ ĜŹ̹ ƀŅĴ̹ İňŹŲŘĜƟ̹ ŦĿ̹ ŹƀŵĴşŀƀŅ̹ Ĝşİ̹ ǭĴƞňĩňŘňƀƟ˦̹ ƀŅĴ̹ ƘňƀĜŘ̹ ĴşĴŵŀƟ̹
ƀŅĜƀ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ ƀŵĜşŹĿĴŵŹ̹ ňşƀŦ̹ ŅňŹ̹ Ĝŵƀ˦̹ŞĜŖňşŀ̹ ňƀ̹ Ĝ̹ƄşňŴƄĴ̹ ŲňĴĪĴ˫̹
It is stated that this is the same qi, which the acupuncturist desires 
to restore health in a patient. In calligraphy, it is said that it cannot 
be measured with instruments; instead, it is supposed to be felt to 
appreciate it. The character is supposed to be composed in a good 
balance of black and white space on the surface through narrow 
guidelines, restricted tools, brush, ink, inkstone, paper, or silk. These 
ĿĴĜƀƄŵĴŹ̹ ĜŵĴ̹ ŵĴǭĴĪƀĴİ̹ ňş̹ ƀŅĴ̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙŦŵŖŹ˦̹ ĜŹ̹ ƙĴŘŘ̹ ĜŹ̹
contemporary western calligraphy, which started to be performed and 
focused mostly on the calligraphers themselves and their being the 
main actors of the process. Even though it reminds the action painting 
of Pollock -which will be mentioned in the following pages-, the root 
comes from Chinese calligraphy.

Since calligraphy is appreciated through its energy, it is not allowing for 
any retouching or corrections. It cannot be said to ancient calligraphy 
in the past. It is known that particularly on vellum when scribe had a 
writing mistake, he has a chance to remove the error with his knife 
which was held by the scribe all the time when he was writing, or he 
ŹŲĴĪňǬĴİ̹ƀŅĴ̹ŲŘĜĪĴ̹ƙŅĴŵĴ̹ŅĴ̹ŞĜİĴ̹Ĝ̹ŞňŹƀĜŖĴ˦̹ĜşƟ̹ŞňŹŹňşŀ̹ŘĴƀƀĴŵŹ˦̹ƙŦŵİŹ̹
ŞĜƟ̹ĩĴ̹ĜİİĴİ˦̹Ŧŵ̹Ĝ̹ŲĜŵĜŀŵĜŲŅ̹Ŧş̹ƀŅĴ̹ŞĜŵŀňşŹ̹ŦĿ̹ ƀŅĴ̹ŞĜşƄŹĪŵňŲƀŹ˫̹�Ź̹
stated in Chapter III, any mistakes are not welcome and may result in 
rewriting the whole piece; however, for a contemporary calligrapher, 
the errors or accidents started to be assumed as an opportunity to 
ĴƞŲĴŵňŞĴşƀ˫̹ [Ŧ˦̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŅĴŵĜŘİŹ̹ ŞƄŘƀň̐ŘĜƟĴŵĴİ̹
meanings in which there is not one message that is needed to be 
delivered, and the errors are needed to be corrected.

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE



ʇʇʊ

The stroke of Chinese calligraphy is supposed to be performed 
ňş̹ Ĝ̹ ŹĴŴƄĴşĪĴ̹ Ŧş̹ ƀŅĴ̹ ŹƄŵĿĜĪĴ˦̹ ŘĴĜİňşŀ̹ ƀŦ̹ ňƀŹ̹ ĜşĜŘŦŀƟ̹ ƀŦ̹ İĜşĪĴ˫̹ bŅĴ̹
ĪĜŘŘňŀŵĜŲŅĴŵ̹ ŅĜŹ̹ ƀŦ̹ ĩĴ̹ ĪŦşǬİĴşƀ̹ ƙňƀŅŦƄƀ̹ ĜşƟ̹ ŅĴŹňƀĜƀňŦş̹ İƄŵňşŀ̹ ƀŅĴ̹
performance. If there is any, it will cause to break the rhythm. Paper or 
ŹňŘŖ̹ĜĩŹŦŵĩŹ̹ ƀŅĴ̹ ňşŖ̹ŴƄňĪŖŘƟ˰̹ ƀŅƄŹ˦̹ ƀŅĴ̹ĩŵƄŹŅ̝Ź̹ ŹŲĴĴİ̹Ĝşİ̹ŲŵĴŹŹƄŵĴ̹ĜŵĴ̹
ĜŘŹŦ̹ ŹňŀşňǬĪĜşƀ˦̹İňĪƀĜƀňşŀ̹ ƀŅĴ̹ ƀŅňĪŖşĴŹŹ̹Ĝşİ̹İĴşŹňƀƟ̹ŦĿ̹ ƀŅĴ̹ ňşŖ̹Ŧş̹ ƀŅĴ̹
ŹƄŵĿĜĪĴ˫̹)ĴşĪĴ˦̹ ĴƘĴŵƟ̹ ŹƀŵŦŖĴ̹ ŦĿ̹ ǬşĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ĜĪĪĴŲƀĴİ̹ ĜŹ̹ ŘŦĜİĴİ̹
with the energy of a living thing, and it embodies itself the emotions, 
temperament, spirit, and qi of the calligrapher. The calligrapher’s 
posture, the way he holds his brush, and his breathing are also countable 
in calligraphy. The movement of the brush dictated by the body is 
directly related to the intent of the calligrapher. The whole concept 
ŦĿ̹ ŲĴŵĿŦŵŞňşŀ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ňş̹ ƀŅňŹ̹ ŹĴşŹĴ˦̹ ŵĴŴƄňŵĴŹ̹ƟĴĜŵŹ̹ ŦĿ̹ ƀŵĜňşňşŀ̹ ƀŦ̹
master. The mind and body are supposed to be united as one, and the 
ĩŵƄŹŅ̹ĩĴĪŦŞĴŹ̹ Ĝş̹ ĴƞƀĴşŹňŦş̹ ŦĿ̹ ƀŅňŹ̹Ƅşňƀ̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̝Ź̹ ňşƀĴşƀňŦş˫̹
Calligrapher using a brush is also often compared with controlling 
a sword in martial arts because both are accepted as conduits of the 
user’s qi̹ ˾;ƄŦ˦̹ʇʅʇʅ˿˫̹bŅňŹ̹ ňŹ̹ ƀŅĴ̹ ňŹŹƄĴ̹ ƀŅĜƀ̹ƙňŘŘ̹ĩĴ̹ĴşĪŦƄşƀĴŵĴİ̹ ňş̹ ƀŅĴ̹
works of various western calligraphers, as stated above, who focus on 
the process rather than the result. In this situation, calligraphy practice 
becomes a performance with continuum, and western calligraphers, 
ŹƄĪŅ̹ĜŹ̹[ƀĴƘĴşŹ̹˾ʇʅʆʈ˿˦̹ŹƀĜŵƀ̹ƀŦ̹ŞĜŖĴ̹ƀŅĴ̹ŹĜŞĴ̹ĜşĜŘŦŀƟ̹ƙňƀŅ̹ŞƄŹňĪ˦̹Ŧŵ̹
calligrapher Zega, as mentioned in Chapter VI, makes the same analogy 
with dance and presents her works accompanying dance and music.  

Furthermore, qi̹ ňŹ̹ ĴƞŲŘĜňşĴİ̹ ĜŹ̹ ƀŅĴ̹ ĿŦŵĪĴ̹ƙŅňĪŅ̹ ŅĜŵŞŦşňƥĴŹ̹ ŲŦŹňƀňƘĴ̹
Ĝşİ̹şĴŀĜƀňƘĴ̹ĪŦŞŲŘĴŞĴşƀĜŵƟ̹ĿŦŵĪĴŹ˦̹şĜŞĴŘƟ̹xňş̹Ĝşİ̹xĜşŀ˫̹bŅĴ̹Yin and 
Yang union is essential to the creation and the universe of all-natural 
things that are all from Tao. They have particular characteristics and 
ŴƄĜŘňƀňĴŹ̹ ƀŅĜƀ̹ŞŦƘĴ̹şĜƀƄŵĜŘŘƟ˦̹ ĜĪƀ̹ ŹŲŦşƀĜşĴŦƄŹŘƟ̹ƙňƀŅŦƄƀ̹ ĴǣŦŵƀ˫̹rŅĜƀ̹
ĴƞŲŘĜňşŹ̹ŅĴŵĴ̹ĜĪƀƄĜŘŘƟ̹ŞĜşňĿĴŹƀŹ̹ňƀŹĴŘĿ̹ňş̹ƀŅĴ̹ĩŵƄŹŅƙŦŵŖ̹ĜŹ̹ĿƄşİĜŞĴşƀĜŘ̹
ŲŵňşĪňŲŘĴŹ̹ ňş̹ ŲĜňşƀňşŀ̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ bŅĴ̹ ƘňŹƄĜŘ̹ ĴƞňŹƀĴşĪĴ˦̹ ƀŅĴ̹
ĴŞĩŦİňŞĴşƀ̹ŦĿ̹ ƀŅĴŞ˦̹ŅĴŵĜŘİŹ̹ ƀŅĴ̹ƙŦŵŖ̹ ƀŦ̹ĩĴ̹ĜŲŲŵŦƘĴİ˫̹bŅĴ̹ĴƞŲĴĪƀĴİ̹
ŵĴŹƄŘƀ̹ ňŹ̹ Ĝ̹ ŞƟŹƀňĪĜŘ̹ ĴƞŲĴŵňĴşĪĴ̹ ƀŅĜƀ̹ ƀŅĴ̹ ƘňĴƙĴŵ̹ ĪĜş̹ ĪĜƀĪŅ̹ ƀŅŵŦƄŀŅ̹
ĩŵƄŹŅƙŦŵŖ̹˾�Ĝ̐rĴň˦̹ʇʅʆʇ˿˫

In terms of art, Taoism encourages to back to nature in search of the 
ŴƄĜŘňƀƟ̹ ŦĿ̹ şĜƀƄŵĴ̹ Ĝşİ̹ ŅƄŞĜş̹ ĩĴňşŀŹ˫̹ ,ƀ̹ ĴŞŲŅĜŹňƥĴŹ̹ ƀŅĜƀ̹ ĜĴŹƀŅĴƀňĪ̹ ňŹ̹
supposed to be separated from concrete practice. The term beauty does 
şŦƀ̹ŵĴŘƟ̹Ŧş̹ƀŅĴ̹ĩĴşĴǬƀŹ̹Ŧŵ̹ŹĜƀňŹǬĴŹ̹şĴĴİŹ˰̹ňşŹƀĴĜİ˦̹ňƀ̹ňŹ̹şĜƀƄŵĜŘ̹Ĝşİ̹ŦşŘƟ̹
ĴƞňŹƀŹ̹ ňş̹ Ĝ̹ ŹŲňŵňƀƄĜŘ̹ ŵĴĜŘŞ̹ƙŅĴş̹ ňƀ̹ ňŹ̹ ĴŘƄİĴİ̹ ĿŵŦŞ̹ ŦƄƀŹňİĴ̹ ŵĴŹƀŵĜňşƀŹ˫̹
Tingyou claims that such artistic aesthetics are more profound than 
Confucianist thought, and they had an impact on a later generation. 
Overall, various schools formed a common aesthetic outlook that 
ŵĴƘĴĜŘĴİ̹ňƀŹĴŘĿ̹ňş̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ŦƀŅĴŵ̹ĜŵƀŹ̹˾bňşŀƟŦƄ˦̹ʇʅʅʉ˿˫

bŅĴ̹ĿŦƄşİĴŵ̹ŦĿ̹ƀŅĴ̹�ŦşĿƄĪňĜş̹ŹĪŅŦŦŘ̹ŦĿ̹ƀŅŦƄŀŅƀ̹ƙĜŹ̹�ŦşĿƄĪňƄŹ̹˾ʊʊʆ̐ʉʌʎ̹
��˿˦̹ƙŅŦ̹ƀŦŦŖ̹Ĝş̹ĜĪƀňƘĴ̹ŵŦŘĴ̹ňş̹�ŅňşĜ̝Ź̹ŹĴŵƘňĪĴ̹Ĝşİ̹ĿŦŵ̹�ŅňşĜ̝Ź̹ŹĜŘƘĜƀňŦş˫̹
#Ŧşŀ̹ ˾ʆʎʎʇ˿̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ �ŦşĿƄĪňƄŹ̹ ƙĜŹ̹ ƀŅĴ̹ ǬŵŹƀ̹ ƀŦ̹ İĴǬşĴ̹ ŘňƀĴŵĜĪƟ̹ Ŧŵ̹
ĜŵƀňŹƀňĪ̹ĴƞŲŵĴŹŹňŦş̹ňş̹ƀŅĴ̹�ŅňşĴŹĴ̹rŦŵŘİ˫̹)Ĵ̹ƙĜŹ̹Ĝş̹ňŞŞŦŵƀĜŘ̹ƀĴĜĪŅĴŵ̹
Ĝşİ̹ ŲŅňŘŦŹŦŲŅĴŵ̹ƙŅŦ̹ ĜİƘŦĪĜƀĴİ̹ ̚ŲĴŵŹŦşĜŘ̹ Ĝşİ̹ ňşŹƀňƀƄƀňŦşĜŘ̹ ŞŦŵĜŘňƀƟ˦̹
correct social relationships, justice, and sincerity̛̹˾;ň˦̹)Ĝş˦̹Ĝşİ̹�ĴĪŖĴŵ˦̹
ʇʅʆʍ˥̹ʇʇ˿˫̹)ňŹ̹ŹĪŅŦŦŘ̹ƙĜŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ŲŵĴİŦŞňşĜşƀ̹ňş̹�ŅňşĜ̹ĿŦŵ̹ŞŦŵĴ̹ƀŅĜş̹

IV. CHINESE AND JAPANESE CALLIGRAPHY TRADITION:
INFLUENCES ON THE WESTERN CONTEMPORARY CALLIGRAPHY
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two thousand years representing the social and cultural trends of ancient 
�ŅňşĜ˫̹)ňŹ̹ƀĴĜĪŅňşŀŹ̹ĩĴĪĜŞĴ̹Ĝ̹ƀĴƞƀ̹ƀŅĜƀ̹ƙĜŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ĩĴ̹ŹƀƄİƟ̹ŵĴǭĴĪƀĴİ̹
Ŧş̹ƀŦŞĩ̹ŞŦşƄŞĴşƀŹ˦̹ŹĪƄŘŲƀƄŵĴŹ˦̹Ŧŵ̹ŲĜňşƀňşŀŹ̹˾�Ĝ̐rĴň˦̹ʇʅʆʇ˿˫̹̹

The Confucian school promotes kindness, loyalty, forgiveness, and 
moderation, focusing on life’s ideal perspective with progress and 
optimism. In terms of art, the Confucian school encourages natural 
beauty and the integration of beauty and kindness. It is believed that 
by art, a person can be educated in aesthetics, which helps that person 
enter a lofty spiritual realm that encourages society’s harmonious 
İĴƘĴŘŦŲŞĴşƀ̹ ˾bňşŀƟŦƄ˦̹ ʇʅʅʉ˿˫̹ #Ŧŵ̹ ƀŅĜƀ˦̹ ŦşĴ̹ ŞƄŹƀ̹ ĩĴ̹ Ŧş̹ Ĝ̹ ŲĜƀŅ̹ ƀŦ̹ Ĝ̹
harmonious life as a duty with action and sincerity. That is claimed to 
ŦşŘƟ̹ĜĪŅňĴƘĴ̹ƀŅŵŦƄŀŅ̹ĴİƄĪĜƀňŦş̹Ĝşİ̹ŖşŦƙŘĴİŀĴ̹˾�Ĝ̐rĴň˦̹ʇʅʆʇ˿˫

On the other hand, Buddhism was introduced in the reign of the 
�ĜŹƀĴŵş̹)Ĝşŀ̹Aňşŀ̹bň̹˾ʊʍ̐ʌʊ̹��˿̹ňş̹�ŅňşĜ˫̹,ƀ̹ŲŵŦŞňŹĴŹ̹ĪŦŞĿŦŵƀ̹ňş̹ƀŅĴ̹
belief in the reincarnation of the soul. It is stated that at that time, 
ŹňşĪĴ̹ŞĜşƟ̹ƙĴŵĴ̹ ĜŘŵĴĜİƟ̹ ŹƄǣĴŵňşŀ̹ ĩĴĪĜƄŹĴ̹ ŦĿ̹ ƀŅĴ̹ƙĜŵŹ̹ Ĝşİ̹ ƘňŦŘĴşĪĴ̹
of that time, Buddhism was welcomed. The art that was performed at 
that time is called Buddhist art, painting, or sculpture. One of the most 
ňŞŲŦŵƀĜşƀ̹ňşǭƄĴşĪĴŹ̹ŦĿ̹�ƄİİŅňŹŞ̹Ŧş̹�ŅňşĴŹĴ̹İĴƘĴŘŦŲŞĴşƀ̹ňŹ̹ĪŘĜňŞĴİ̹
as Zen by the Japanese occurred in the seventh century, a form of 
Chinese Buddhism, and it will be mentioned in detail in the following 
ŲĜŵƀŹ̹˾�Ĝ̐rĴň˦̹ʇʅʆʇ˿˫

In Buddhism, it is believed that sudden enlightenment can be achieved 
through meditation, and the path of enlightenment can be obtained 
through the mind’s eye, which can be perceived through one’s heart 
Ĝşİ̹ŹŦƄŘ̹˾,ĩňİ˫˿˫

Copying of sutras, a scriptural narrative, especially a discourse of 
ƀŅĴ̹ �ƄİİŅĜ˦̹ ƀŅĴ̹ ŹĜĪŵĴİ̹ ƀĴƞƀŹ̹ ŦĿ̹ �ƄİİŅňŹŞ̹ Ĝşİ̹ bĜŦňŹŞ˦̹ ƙĜŹ̹ ĜĪĪĴŲƀĴİ̹
ĜŹ̹ Ĝş̹ ĜĪƀ̹ ŦĿ̹ İĴƘŦƀňŦş̹ ƀŦ̹ ŲŵŦŲĜŀĜƀňşŀ̹ ƀŅĴ̹ ĿĜňƀŅ˫̹ �̹ ŹŲĴĪňĜŘ̹ ĩŵƄŹŅ̹ ƙňƀŅ̹
conventional-sized paper with a vertical grid was preferred. The most 
formal type of calligraphy, known as a standard script, mentioned in the 
ĿŦŘŘŦƙňşŀ̹ŲĜŀĴŹ˦̹ƙĜŹ̹ƄŹĴİ̹ĿŦŵ̹ĪŦŲƟňşŀ̹ŹƄƀŵĜŹ̹˾)ĴĜŵş˦̹ʇʅʅʍ˿˫̹,ƀ̹ŹĴĴŞŹ̹ƀŅňŹ̹
İĴŹĪŵňŲƀňŦş̹ŦĿ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŅĜƀ̹ƀŅĴƟ̹ŲĴŵĿŦŵŞĴİ̹ŅĴŵĴ̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹
ƘĜŘƄĴŹ̹ƀŅĜƀ̹ĜŵĴ̹ĜƀƀŵňĩƄƀĴİ̹ƀŦ̹ƀŅĴ̹ƙŵňƀňşŀ̹Ŧŵ̹Ĝƀ̹ŘĴĜŹƀ̹ƀŅĴ̹ĴƞŲĴĪƀĜƀňŦşŹ̹ĿŵŦŞ̹
ŦşĴ̹ŦĿ̹ƀŅĴ̹ĜŵƀƙŦŵŖ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňş̹�ŅňşĜ̹ƀŅĜƀ̹ĜŘŹŦ̹ŘĴĜİŹ̹ƄŹ̹ƀŦ̹ĴƞĜŞňşĴ̹
an aesthetic consideration of a writing piece to frame the perception 
of Chinese calligraphy, which will also provide to compare and locate 
ƀŅĴ̹rĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŦİĜƟ̹ƙňƀŅ̹ ňƀŹ̹ ňşǭƄĴşĪĴŹ˫̹ [ňşĪĴ̹ ƀŅĴ̹ƘňŹƄĜŘ̹ Ĝşİ̹
conceptual transformation of western calligraphy is seen in Chapter 
VI, it is indispensable that the criteria and aesthetic considerations of 
contemporary western calligraphy become challenging. The criteria or 
parameters of traditional western calligraphy, as mentioned in Chapter 
III -well-organized and constructed forms of scripts to write a functional, 
ŵĴĜİĜĩŘĴ̹ ƀĴƞƀ̹̐ ĜŵĴ̹ şŦ̹ ŘŦşŀĴŵ̹ ƘĜŘňİ̹ ĿŦŵ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹
The claim here is to provide insight into the Chinese calligraphy 
considerations to see the similarities between Chinese calligraphy and 
contemporary western calligraphy.
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4.1.4. Aesthetic considerations and the term beauty of Chinese 
calligraphy

bŅŵĴĴ̹ŹƀŵƄĪƀƄŵĜŘ̹ĿŦŵŞŹ̹ĜŵĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ĴŹŹĴşƀňĜŘ̹ĿŦŵ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ˥̹
ŹƀŵŦŖĴŹ˦̹ĪŅĜŵĜĪƀĴŵŹ˦̹Ĝşİ̹ ŘňşĴŹ˫̹�ŘŘ̹ œŦňş̹ ƀŦŀĴƀŅĴŵ̹Ĝşİ˦̹İĴŲĴşİňşŀ̹Ŧş̹ƀŅĴ̹
ĪĜŘŘňŀŵĜŲŅĴŵ̝Ź̹ŹŖňŘŘ˦̹ŞĜƟ̹ŵĴǭĴĪƀ̹ƀŅĴ̹ĜĴŹƀŅĴƀňĪŹ̹Ĝşİ̹ŹŦ̐ĪĜŘŘĴİ̹ĩĴĜƄƀƟ̹ŦĿ̹ƀŅĴ̹
ƙŦŵŖ̹˾bňşŀƟŦƄ˦̹ʇʅʅʉ˿˫̹�ŞŦşŀ̹ƀŅĴŞ˦̹ŹƀŵŦŖĴŹ̹ĜŵĴ̹ĩĜŹňĪ̹İƄĴ̹ƀŦ̹ƀŅĴ̹ŵĴĜŹŦş̹
that all characters and lines are composed of these strokes. Characters 
and lines are assessed as the tracks of the movement of the brush of the 
ĪĜŘŘňŀŵĜŲŅĴŵ̹Ŧŵ̹ƀŅĴ̹ĜŵŵĜşŀĴŞĴşƀ̹ŦĿ̹ĿŦŵŞŹ̹ŦĿ̹ƀŅĴ̹İŦƀŹ̹Ĝşİ̹ŹƀŵŦŖĴŹ̹˾,ĩňİ˫˿˫̹
#Ŧŵ̹ ƀŅňŹ̹ŵĴĜŹŦş̹ŵĴĜŹŦş˦̹ƘĜŵňŦƄŹ̹ ŘňƀĴŵĜƀƄŵĴ̹ŹƄĪŅ̹ĜŹ̹�ĜŵşŅĜŵƀ̹ ˾ʆʎʌʇ˿˦̹xĴĴ̹
˾ʆʎʌʉ˿˦̹Ĝşİ̹bňşŀƟŦƄ̹˾ʇʅʅʉ˿̹ĴƞŲŘĜňş̹ƀŅĴŹĴ̹ƀŅŵĴĴ̹ŀŵĜİƄĜŘŘƟ˦̹ŹƀĜŵƀňşŀ̹ƙňƀŅ̹
the stroke, characters, lines, and compositions, then overall calligraphic 
work based on the aesthetic criteria of the Chinese calligraphy. 

;ŦŦŖňşŀ̹Ĝƀ̹ƀŅĴ̹ƙĴŹƀĴŵş̹ƀŵĜİňƀňŦş̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ňƀ̹ňŹ̹ĜŘŹŦ̹ŹňŀşňǬĪĜşƀ̹ƀŦ̹
learn the strokes and how to manipulate the material to achieve the 
ĴƞĜĪƀ̹ ŹƀŵŦŖĴŹ̹şĴĴİĴİ̹ ƀŦ̹ ĪŦşŹƀŵƄĪƀ̹ ƀŅĴ̹ ĴƞĜĪƀ̹ ŘĴƀƀĴŵ˫̹ ,ƀ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹
ŞňŞňĪ̹ƀŅĴ̹ĜşĪňĴşƀ̹ŹƀƟŘĴ̹ĜŹ̹ŹňŞňŘĜŵ̹ĜŹ̹ŲŦŹŹňĩŘĴ˫̹)ŦƙĴƘĴŵ˦̹ ƀŅĴ̹ŹƀŵŦŖĴ̹Ŧŵ̹
ƀŅĴ̹ ŘňşĴ̹ ňŹ̹ şŦƀ̹ ĜŹ̹ ŹňŀşňǬĪĜşƀ̹ ĜŹ̹ ňş̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ňş̹ƙŅňĪŅ̹ ƀŅĴ̹
aesthetic and beauty of the written character basically depend on 
ƀŅĴŞ˫̹�Ź̹ŞĴşƀňŦşĴİ̹ ňş̹�ŅĜŲƀĴŵŹ̹ ,,̹ Ĝşİ̹ ,,,˦̹ ƀŅĴ̹ ĩĴĜƄƀƟ̹ ŦĿ̹ ƀŅĴ̹ ĜşĪňĴşƀ̹
style depends on how clear and regular the letter hence, the style is 
ĴƞĴĪƄƀĴİ˫̹,ş̹ĪŦşƀŵĜŹƀ˦̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹
closer to Chinese aesthetic considerations since the gesture became 
mostly the focus point of the calligraphic works. For this reason, the 
ĴƞŲŘĜşĜƀňŦşŹ̹ ŦĿ̹ ƀŅňŹ̹ ŲĜŵƀ̹ ĜŵĴ̹ ĪŵƄĪňĜŘ̹ ƀŦ̹ ƄşİĴŵŹƀĜşİňşŀ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
western calligraphy. Whereas, contemporary western calligraphy 
started to be closer to the Chinese aesthetic considerations since the 
gesture becomes moslty focus point of the calligraphic works. For 
ƀŅňŹ̹ŵĴĜŹŦş˦̹ƀŅĴ̹ĴƞŲŘĜňşĜƀňŦşŹ̹ŦĿ̹ƀŅňŹ̹ŲĜŵƀ̹ňŹ̹ĪŵƄĪňĜŘ̹ƀŦ̹ƄşİĴŵŹƀĜşİ̹ƀŅĴ̹
contemporary western calligraphy.

�ŅňşĴŹĴ̹ĪŅĜŵĜĪƀĴŵŹ̹ĜŵĴ̹ĪŦŞŲŦŹĴİ̹ŦĿ̹ŹĴƘĴŵĜŘ̹İňǣĴŵĴşƀ̹ŹƀŵŦŖĴŹ˦̹Ĝşİ̹ĴĜĪŅ̹
ŦĿ̹ ƀŅĴŹĴ̹ŹƀŵŦŖĴŹ̹ ňŹ̹ĴƞĴĪƄƀĴİ̹ĩƟ̹Ĝ̹ƙŵňƀĴŵ̝Ź̹ĩŵƄŹŅ̹ƙňƀŅ̹İňǣĴŵĴşƀ̹ŞŦƘĴŹ˫̹
xĴĴ̹ ˾ʆʎʌʉ˿̹ ǬŵŹƀ̹ ŞĴşƀňŦşŹ̹ ƀŅĴ̹ ŹƀŵŦŖĴŹ̝̹ ŴƄĜŘňƀƟ˦̹ Ĝşİ̹ ŅĴ̹ ŲŦňşƀŹ̹ ƀŦ̹ ĿŦƄŵ̹
ƀĴŵŞŹ̹ƀŅĜƀ̹ĜŵĴ̹ƄŹĴİ̹ƀŦ̹İĴŹĪŵňĩĴ̹ƀŅĴ̹ŴƄĜŘňƀƟ̹ŦĿ̹ŹƀŵŦŖĴŹ̹ƙŅňĪŅ̹ĜŵĴ̹ŵĜşŖĴİ̹
ĜŹ̹ĩŦşĴ˦̹ǭĴŹŅ˦̹ŞƄŹĪŘĴ˦̹Ĝşİ̹ĩŘŦŦİ˫̹)ĴŵĴ˦̹ňƀ̹ŹŅŦƄŘİ̹ĩĴ̹ƄşİĴŵŘňşĴİ̹ƀŅĜƀ̹ƀŅĴ̹
ŹƀŵŦŖĴ̹ŴƄĜŘňƀƟ̹ ňŹ̹ĪŦşŹƀĜşƀŘƟ̹ŵĴŲĴĜƀĴİ̹ĩƟ̹AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿̹Ĝşİ̹[ƀĴƘĴşŹ̹
˾ʇʅʆʈ˿̹ĜŹ̹ƙĴŘŘ̹ĜŹ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ĪŵňƀĴŵňŦş̹ĿŦŵ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖ̹ĴƞĴĪƄƀĴİ̹ĩƟ̹
the skilled calligrapher. That means this is the issue that is needed to 
be understood well.

xĴĴ̹˾ʆʎʌʉ˿̹ŴƄŦƀĴŹ̹ĿŵŦŞ̹ƀŅĴ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹;ĜİƟ̹rĴň̹˾ʆʌʇʌ̐ʆʌʌʊ˿̹ƀŦ̹
İĴŹĪŵňĩĴ̹ƀŅĴŞ̹ĜŹ̹ĿŦŘŘŦƙŹ˥

bŅĴ̹ƙŵňƀňşŀ̹ ŦĿ̹ ŦşĴ̹ƙŅŦ̹ŅĜŹ̹ ŹƀŵĴşŀƀŅ̹ ŦĿ̹ ĩŵƄŹŅ̹ ňŹ̹ ̚ĩŦşƟ̛̹ Ĝşİ̹ ƀŅĴ̹ƙŵňƀňşŀ̹ ŦĿ̹ ŦşĴ̹ƙŅŦ̹ ňŹ̹
ƙĴĜŖ̹ňş̹ĩŵƄŹŅ̹ňş̹̚ǭĴŹŅƟ̛˫ ̹rŵňƀňşŀ̹ƀŅĜƀ̹ňŹ̹ĩŦşƟ̹ƙňƀŅ̹ŘňƀƀŘĴ̹ǭĴŹŅ̹ňŹ̹ĪĜŘŘĴİ̹̚ŞƄŹĪƄŘĜŵ̛˰̹ƙŵňƀňşŀ̹
ƀŅĜƀ̹ňŹ̹ǭĴŹŅƟ̹ƙňƀŅ̹ŘňƀƀŘĴ̹ĩŦşĴ̹ňŹ̹̚ňşŖ̹ŅŦŀ̛˫ ̹rŵňƀňşŀ̹ƀŅĜƀ̹ŅĜŹ̹ŞƄĪŅ̹ŹƀŵĴşŀƀŅ̹Ĝşİ̹ňŹ̹ŵňĪŅ̹ňş̹
muscle is sacred; writing without strength or muscle is sickly. Each is used according to 
ƀŅĴ̹ŹňƀƄĜƀňŦş˫̹˾[ĜƀŦ˦̹ʇʅʆʆ˥̹ʇʉ˿

�ĪĪŦŵİňşŀ̹ƀŦ̹Ĝ̹ŴƄŦƀĜƀňŦş̹ĿŵŦŞ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹;ĜİƟ̹rĴň˦̹ĴƘĴŵƟ̹ƀƟŲĴ̹
of stroke is supposed to have a bone within, which the writer’s attitude 
can achieve. It is also one of the criteria to judge the calligraphic work, 
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whether the bone has a strength or not, hence how the one hand the 
ĩŵƄŹŅ̹ Ĝşİ̹ ƀŅĴ̹ ƙŵňŹƀ̹ ŲŦŹňƀňŦş̹ ĜŵĴ̹ ŹňŀşňǬĪĜşƀ˫̹ ,Ŀ̹ ƀŅĴ̹ ƙŵňƀĴŵ̹ ĴŞŲŘŦƟŹ̹
his position appropriately, the bone will be achieved under the right 
circumstances after the long training in terms of calligraphy.

#ƄŵƀŅĴŵŞŦŵĴ˦̹ ƀŅĴ̹ ǭĴŹŅ̹ ŦĿ̹ ƀŅĴ̹ ŹƀŵŦŖĴ̹ İĴŲĴşİŹ̹ Ŧş̹ ƀŅĴ̹ ƀŅňĪŖşĴŹŹ̹ ŦĿ̹ ƀŅĴ̹
brush-hair employed and the pressure of the writer’s touch on the paper. 
It also depends on the amount of water in the ink. When there is too 
ŞƄĪŅ̹ƙĜƀĴŵ̹ňş̹ňşŖ˦̹ƀŅĴ̹ǭĴŹŅ̹ƙňŘŘ̹ĩĴ̹ŘŦŦŹĴ˰̹ƙŅĴş̹ƀŅĴŵĴ̹ňŹ̹ƀŦŦ̹ŘňƀƀŘĴ̹ƙĜƀĴŵ˦̹
ƀŅĴ̹ňşŖ̹ƙňŘŘ̹ĩĴ̹ŹŦ̹ƀŅňĪŖ˦̹Ĝşİ̹ƀŅĴ̹ǭĴŹŅ̹ƙňŘŘ̹ĩĴ̹ĿĜƀ˫̹bŅĴ̹şĜƀƄŵĴ̹ŦĿ̹ƀŅĴ̹ŞƄŹĪŘĴ̹
ňş̹ Ĝ̹ ŹƀŵŦŖĴ̹ İĴŲĴşİŹ̹ Ŧş̹ ƀŅĴ̹ ĩŦşĴ̹ Ĝşİ̹ ƀŅĴ̹ ŹƀŵŦŖĴ̝Ź̹ ǭĴŹŅ˦̹ ƙŅĴƀŅĴŵ̹ ƀŅĴƟ̹
ĜŵĴ̹ ĴƞĴĪƄƀĴİ̹ƙĴŘŘ̹ Ŧŵ̹şŦƀ˫̹rŅĴş̹ ƀŅĴ̹ ŹƀŵŦŖĴ̹ ňŹ̹ĩŦşƟ̹Ĝşİ̹ŅĜŹ̹ Ĝ̹ ŹƄǤĪňĴşƀ̹
ĜŞŦƄşƀ̹ŦĿ̹ǭĴŹŅ˦̹ ƀŅĴ̹ŞƄŹĪŘĴ̹ƙňŘŘ̹ĩĴ̹ ƀŅĴŵĴ̹şĜƀƄŵĜŘŘƟ˫̹rŅĴş̹ƀŅĴ̹ŹƀŵŦŖĴ̹ ňŹ̹
well written, it is claimed that muscles will join one stroke to another and 
ĴƘĴş̹ŦşĴ̹ĪŅĜŵĜĪƀĴŵ̹ƀŦ̹ĜşŦƀŅĴŵ˫̹;ĜŹƀŘƟ˦̹ƀŅĴ̹ĩŘŦŦİ̹ŦĿ̹Ĝ̹ŹƀŵŦŖĴ̹ŵĴŘňĴŹ̹ĴşƀňŵĴŘƟ̹
Ŧş̹ƀŅĴ̹ĜŞŦƄşƀ̹ŦĿ̹ƙĜƀĴŵ̹ňş̹ƙŅňĪŅ̹ƀŅĴ̹ňşŖ̹ňŹ̹ŞňƞĴİ̹Ĝşİ̹ĩĴĪŦŞĴŹ̹Ĝ̹ĪŦŘŦŵ˫̹

To sum up, it is stated that the life principle in terms of Chinese 
calligraphy is borne out even with the technical details starting with 
Ĝ̹ŹƀŵŦŖĴ̹ƀŅĜƀ̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹ĪŅĜŵĜĪƀĴŵ̹ŹŖňŘŘĿƄŘŘƟ˦̹Ĝşİ̹ƀŅĴ̹ƙŵňƀƀĴş̹ĪŅĜŵĜĪƀĴŵ̹
ƀŅĜƀ̹ ňŹ̹ŹƀĜƀĴİ̹ŅĴŵĴ̹ ňŹ̹ĪĜŘŘňŀŵĜŲŅƟ̹ ˾xĴĴ˦̹ʆʎʌʉ˿˦̹ƙŅňĪŅ̹ĜŵĴ̹şŦƀ̹ŞĴşƀňŦşĴİ̹
within the tradition of western calligraphy, while the stroke or a line 
can be the main theme or focus point of the contemporary western 
ĪĜŘŘňŀŵĜŲŅƟ˫̹ bŅĴş˦̹ ŅŦƙ̹ ĪĜş̹ ŦşĴ̹ İĴĪňİĴ̹ ƀŅĴ̹ ŴƄĜŘňƀƟ̹ ŦĿ̹ ƀŅĴ̹ ƙŦŵŖ̹ Ŧŵ̹
measure it through western calligraphy? The features that are ranked 
ĜĩŦƄƀ̹ ƀŅĴ̹ �ŅňşĴŹĴ̹ ŴƄĜŘňƀƟ̹ ŦĿ̹ ŹƀŵŦŖĴ̹ ŹĴĴŞ̹ ƀŦ̹ ĩĴ̹ ƘĜŘňİ̹ ĿŦŵ̹ ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ ƙĴŘŘ˦̹ ƙŅňĪŅ̹ ĪĜş̹ ŦşŘƟ̹ ĩĴ̹ ĴƞĴĪƄƀĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ŹŖňŘŘ̹ ŦĿ̹
the contemporary calligrapher. This issue led us to think the relation 
between the tradition of western calligraphy and its craft nature may 
ŹƀňŘŘ̹ ĴƞňŹƀ̹ƙňƀŅňş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ [ňşĪĴ̹ ƀŅĴ̹ ŴƄĜŘňƀƟ̹
ĪĜş̹ ĩĴ̹ ŵĴǭĴĪƀĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ŹŖňŘŘĴİ̹ ŅĜşİ˦̹ ƀŅĴ̹ ŦşŘƟ̹ ƙĜƟ̹ ƀŦ̹ ĜĪŴƄňŵĴ̹
the skill is the practice that is started with the appreciation and 
ƄşİĴŵŹƀĜşİňşŀ̹ŦĿ̹ ƀŅĴ̹ĜşĪňĴşƀ̹ ŹĪŵňŲƀŹ˦̹ ƀŅĴňŵ̹ ĴƘŦŘƄƀňŦş˦̹ Ĝşİ̹ ƀĴĪŅşňŴƄĴŹ˫̹
)ĴşĪĴ˦̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴ̹ŴƄĜŘňƀƟ̹ŦĿ̹ƀŅĴ̹ŹƀŵŦŖĴ̹ĪĜş̹ĩĴ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹
ŹňŀşňǬĪĜşƀ̹ĪŵňƀĴŵňĜ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹ƙĴŘŘ˦̹ƙŅňĪŅ̹
means the contemporary mindset consists of ancient practical and 
theoretical knowledge still related to its past.

�Ĝ̐rĴň̹ ˾ʇʅʅʇ˿̹ ŘňŹƀŹ̹ ƀŅĴ̹ ĜĴŹƀŅĴƀňĪ̹ ĪŦŞŲŦşĴşƀŹ̹ ĜŹ̹ ĿŦŵŞ˦̹ ŘňşĴ˦̹
ŹŲĜĪĴ̐ĪŦşŹĪňŦƄŹşĴŹŹ˦̹ Ĝşİ̹ ĪŦŞŲŦŹňƀňŦş˦̹ ŹňŞňŘĜŵ̹ ƀŦ̹ xĴĴ̹ ˾ʆʎʌʉ˿˫̹ bŅĴ̹
form described as the shape and the structure of a thing can be 
ĪŦŞŲŵĴŅĴşİĴİ̹ Ĝşİ̹ ĴŹƀĜĩŘňŹŅĴİ̹ İňŵĴĪƀŘƟ̹ Ŧŵ̹ ňşİňŵĴĪƀŘƟ̹ ňşǭƄĴşĪĴİ̹ ĩƟ̹
nature both in calligraphy and painting. 

WňŀŅƀ̹ şŦƙ˦̹ ňƀ̹ şĴĴİŹ̹ ƀŦ̹ ŲĜƟ̹ ĜƀƀĴşƀňŦş̹ ƀŦ̹ ƀŅĴ̹ ŹƀŵŦŖĴ̹ ǬŵŹƀ˦̹ ƙŅňĪŅ̹ ňŹ̹
ĴƞŲĴĪƀĴİ̹ƀŦ̹ĩĴ̹ƘňƘňİ˫̹bŅňŹ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ĜŹŲĴĪƀŹ̹ƀŅĜƀ̹ƀŅĴ̹Ĝŵƀ̹
ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ƄşňŴƄĴ̹ĜŞŦşŀ̹ŦƀŅĴŵ̹Ĝŵƀ̹ ĿŦŵŞŹ̹ŹňşĪĴ̹ ƀŅĴ̹ƘňƘňİşĴŹŹ̹ ňş̹
which the creative process is recorded permanently. The consideration 
ŦĿ̹ ŴƄĜŘňƀƟ̹ ĜŹňİĴ˦̹ ƙŅĴƀŅĴŵ̹ ňƀ̹ ňŹ̹ Ĝ̹ ŀŦŦİ̹ Ŧŵ̹ ĩĜİ̹ ŲňĴĪĴ˦̹ �ĜŵşŅĜŵƀ̹ ˾ʆʎʌʇ˿̹
ŹƀĜƀĴŹ̹ƀŅĜƀ̹ƙŅĴş̹ŦşĴ̹ ŘŦŦŖŹ̹Ĝƀ̹ƀŅĴ̹ƙŦŵŖ˦̹ ňƀ̹ƙňŘŘ̹ŞĜŖĴ̹Ĝş̹ĴǣĴĪƀ̹ĜŹ̹ ňĿ̹ŅĴ̹
is watching the calligrapher at work with his every movement of the 
ĩŵƄŹŅ̹ňş̹ƀŅĴ̹ŲŵĴĪňŹĴ̹ŹĴŴƄĴşĪĴ˫̹,ƀ̹ŞĜŖĴŹ̹ĴƘĴŵƟ̹ŞňŹƀĜŖĴ̹ŵĴŞĜňşŹ˦̹şŦƀŅňşŀ̹
is hidden with daring successes, splattered ink, or worn scrawls when 
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ƀŅĴ̹ĩŵƄŹŅ̹ňŹ̹ŦƄƀ̹ŦĿ̹ňşŖ̹ĩƄƀ̹ŹƀňŘŘ̹ŞŦƘĴŹ̹ƀŦ̹ǬşňŹŅ̹ƀŅĴ̹ŞŦƘĴŞĴşƀ˦̹Ŧŵ̹ĴƘĴş̹
the moment that calligrapher pauses in order to load his brush with 
ink, moreover, the changing tempo of the calligrapher will be apparent 
in his work. 

)ĴşĪĴ˦̹ �ĜŵşŅĜŵƀ̹ İĴŹĪŵňĩĴŹ̹ ƘňƘňİşĴŹŹ̹ ŦĿ̹ ƀŅĴ̹ ŹƀŵŦŖĴ̹ ƙňŘŘ̹ ĪĜƄŹĴ̹ ƀŅĴ̹
ŵŅƟƀŅŞ̹Ŧŵ̹ŞŦŦİ̹ƀŦ̹ŀŵĜİƄĜŘŘƟ̹ŀŵŦƙ˦̹ŵĴǭĴĪƀňşŀ̹ĪŦşǬİĴşĪĴ̹Ĝşİ̹ĪĴŵƀĜňşƀƟ̹
ŦĿ̹ƀŅĴ̹ŲƄŵŲŦŹĴ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ˫̹)Ĵ̹ŹƄŞŹ̹ƄŲ̹ƙňƀŅ̹ƀŅĴ̹İĴŹĪŵňŲƀňŦş̹ŦĿ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ ̚Ĝ̹ ƘĴŵňƀĜĩŘĴ̹ ŵĴĪŦŵİ̹ ŦĿ̹ ƀŅĴ̹ ŲŵŦĪĴŹŹ̹ ŦĿ̹ ĜŵƀňŹƀňĪ̹ ĪŵĴĜƀňŦş̛̹
˾�ĜŵşŅĜŵƀ˦̹ ʆʎʌʇ˥̹ ʇʉʅ˿̹ ƙŅňĪŅ̹ ŞĜŖĴŹ̹ ŅňŞ̹ ĪĜŘŘ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ ƘňƘňİ̹ Ĝşİ̹
seems to underline the performance aspect of this process which is 
focused on the action, rather than the product itself. These features 
can only be traced in today’s various western calligraphers’ statements, 
şĜŞĴŘƟ̹ AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿̹ Ĝşİ̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿˦̹ ŞĴşƀňŦşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹
VI while observing the selected various contemporary artists, as 
well as in Chapter VII in which it is focused on the personal attitude 
ŦĿ̹ŞƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ƙŦŵŖ˫̹)ĴŵĴ̹ ňŹ̹ ƀŅĴ̹ ŹňŀşňǬĪĜşƀ̹ İňǣĴŵĴşĪĴ̹ ƀŅĜƀ̹ ŹŅŦƙŹ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹ ŲŵĜĪƀňƀňŦşĴŵŹ̹ ŅĜƘĴ̹ ĩĴĴş̹ ňşǭƄĴşĪĴİ̹ ĩƟ̹ ƀŅĴŹĴ̹
general comprehensions of the Far Eastern Calligraphy.

Moreover, the vivid strokes here, as a primary principle of composition 
of Chinese characters, is not precisely referring to be representativeness 
of a living thing; instead, it underlines the balance and similar poise of 
Ĝ̹ǬŀƄŵĴ̹ƀŅĜƀ̹ŞĜƟ̹ĩĴ̹ŹƀĜşİňşŀ˦̹ƙĜŘŖňşŀ˦̹İĜşĪňşŀ˦̹ƙŅňĪŅ̹ĴƞĴĪƄƀĴŹ̹ƘĜŵňŦƄŹ̹
lively movements. It is believed that every character is supposed to 
ŵĴǭĴĪƀ̹ƀŅĴŹĴ̹ŞŦƘĴŞĴşƀŹ˫̹bŅĴ̹ĜǤŘňĜƀňŦş̹ĩĴƀƙĴĴş̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹İĜşĪĴ˦̹
or music, as performance seems to come from that perspective, once 
ĜŀĜňş̹ ŲŦňşƀŹ̹ Ĝƀ̹ ƀŅĴ̹ ŲŵŦĪĴŹŹ˦̹ ƀŅĴ̹ ĴƞĜĪƀ̹ŞŦŞĴşƀ̹ ƀŅĜƀ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹
ĴƞĴĪƄƀĴŹ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ƙŦŵŖ˫̹ bĜŘŖňşŀ̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ŞŦƘĴŹ̹ Ĝşİ̹ İĜşĪĴ̹ ĜŹ̹
features of Chinese calligraphy, it will be observed that various western 
calligraphers, namely Zega, literally fused her calligraphy works with 
İĜşĪĴ˦̹ĴƞĴĪƄƀĴİ̹ĜŹ̹ŲĴŵĿŦŵŞĜşĪĴ˦̹ƙŅňĪŅ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˦̹
ŹŅŦƙŹ̹ĜşŦƀŅĴŵ̹ĿĴĜƀƄŵĴ̹ĜŹ̹ŅĜŹ̹ĜǣĴĪƀĴİ̹ƙĴŹƀĴŵş̹ĜƀƀňƀƄİĴ̹ƀŦƙĜŵİŹ̹ƀŦİĜƟ̝Ź̹
ŲŵĜĪƀňĪĴŹ̹ňş̹ƀŅĴ̹ŵĴĜŘŞ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹bŅĴ̹ŞĴşƀňŦşĴİ̹ĜǤŘňĜƀňŦş̹ĩĴƀƙĴĴş̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ŞƄŹňĪ˦̹ Ĝşİ̹ İĜşĪĴ̹ ĴƞĜŞňşĴİ̹ ňş̹
Chapter VI takes its roots from this issue of Chinese calligraphy. 

�ŘŹŦ˦̹ƀŅĴ̹ƀĴŵŞ̹ĩĴĜƄƀƟ̹ĪŦŞĴŹ̹ňşƀŦ̹ŲŘĜƟ̹ƀŅĜƀ̹ňŹ̹ŅĜŵİ̹ƀŦ̹İĴǬşĴ̹ňş̹ƀĴŵŞŹ̹ŦĿ̹
�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĜĪĪŦŵİňşŀ̹ƀŦ̹xĴĴ̹˾ʆʎʌʉ˿˦̹Ĝşİ̹ŅĴ̹ŹĴĴŞŹ̹ƀŦ̹ŲŵĴĿĴŵ̹ƀŦ̹
ĴƞŲŵĴŹŹ̹ňƀ̹ĜŹ̹ŹŦŞĴƀŅňşŀ̹ƀŅĜƀ̹ŹŲĴĜŖŹ̹ƀŦ̹ƀŅĴ̹ŅĴĜŵƀ̹ňŞŞĴİňĜƀĴŘƟ˦̹ŹƄĪŅ̹ĜŹ̹Ĝ̹
ŲňĪƀƄŵĴ̹ŦĿ̹şĜƀƄŵĜŘ̹ŹĪĴşĴŵƟ˦̹ƙŅňĪŅ̹ĪĜş̹ĩĴ̹ƀŵĜĪĴİ̹ƀŦ̹ňƀŹ̹Ŧŵňŀňş˫̹�ĪĪŦŵİňşŀ̹
to him, the beauty of the Chinese calligraphy is deeply rooted in lively 
movements, which are coordinated movements of a composed dance, 
rather than symmetrical arrangements of conventional shapes as in the 
ĪĜŹĴ̹ŦĿ̹ŲŵňşƀĴİ̹ĪŅĜŵĜĪƀĴŵŹ̹ƀŅĜƀ̹ƀĴşİ̹ƀŦ̹ĩĴ̹ŵĴŀƄŘĜŵ̹ƙňƀŅ̹ƀŅĴ̹ĴƞĜĪƀňƀƄİĴ̹ŦĿ̹
ŦƄƀŘňşĴ˦̹ƙŅňĪŅ̹ňŹ̹şŦƀ̹İĴŹňŵĴİ̹ŴƄĜŘňƀňĴŹ̹ňş̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹

�Ź̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ŲŦňşƀ˦̹ �ŅňĜşŀ̹ ŦĪĪĜŹňŦşĜŘŘƟ̹ ƄŹĴŹ̹ ƀŅĴ̹ ƙŦŵİ̹ ̚ŲĜňşƀĴİ̹
ŹƀŵŦŖĴ̛̹ ˾xĴĴ˦̹ ʆʎʌʉ˥̹ şŲ˫˿̹ ƙŅňŘĴ̹ ŅĴ̹ ĴƞŲŘĜňşŹ̹ ŅŦƙ̹ ŲŦŹŹňĩŘĴ̹ ƀŦ̹ ĪŵĴĜƀĴ̹
something close to the true vitality of art. The writer uses the term 
ŲĜňşƀ̹ŹĴĴŞŹ̹ƀŦ̹ŅĜƘĴ̹ĩĴĴş̹ĴƞŲŘňĪňƀŘƟ̹ŲŵĴĿĴŵŵĴİ̹ŅĴŵĴ̹İƄĴ̹ƀŦ̹ƀŅĴ̹ŹĜŞĴ̹ƀŦŦŘ̹
-brush and the ink- that is employed for painting and calligraphy, and 
also, he probably stresses the fact that the direct imitation of natural 
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ŦĩœĴĪƀŹ̹ňş̹ƀŅĴ̹ĿŦŵŞ̹ŦĿ̹�ŅňşĴŹĴ̹ƙŦŵİŹ̹ĪĜş̹ĩĴ̹ŵĴǭĴĪƀĴİ̹ŞĴŵĴŘƟ̹ĩƟ̹ĩŵƄŹŅ˦̹
not a pen or a pencil. It is assessed as the calligraphy that is desired. 
Only by brush is it believed that the moves of the trees or movements 
of the clouds could be reproduced. Thus, the word painted seems to 
be linked with the type of tool employed, also directly linked to the 
nature of the Chinese character and how they evolved. For this reason, 
painting the word seems appropriate to describe it without creating 
any misconceptions or dualities between the terms painting or writing. 
This issue is also discussed for western calligraphy in Chapter II and 
�ŅĜŲƀĴŵ̹q,̹ƀŦ̹ŹŅŦƙ̹ƀŅĴ̹ĪŦşǭňĪƀ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ƀĴŵŞŹ̹ƀŅĜƀ̹ĪŦŞĴ̹ƙňƀŅ̹ƀŅĴ̹
perception of western writing and how Meulman started to call himself 
Ĝ̹ ŲĜňşƀĴŵ̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ Ĝ̹ ĪĜŘŘňŀŵĜŲŅĴŵ˫̹ )ŦƙĴƘĴŵ˦̹ ƀŅňŹ̹ İňŹĪƄŹŹňŦş̹ ŹĴĴŞŹ̹
ňŵŵĴŘĴƘĜşƀ̹ƀŦİĜƟ˦̹ĪŦşŹňİĴŵňşŀ̹ƀŅĴ̹ĪƄŵŵĴşƀ̹ĴƞĴĪƄƀňŦşŹ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŅĜƀ̹
ĴŞŲŘŦƟ̹Ĝ̹ƙňİĴ̹ŵĜşŀĴ̹ŦĿ̹ŞĜƀĴŵňĜŘŹ̹Ĝşİ̹ ƀŦŦŘŹ̹ƙňƀŅ̹İňǣĴŵĴşƀ̹ ƀĴĪŅşňŴƄĴŹ̹
Ĝşİ̹ ĪŦşĪĴŲƀŹ˫̹ �Ź̹ ƙĴŘŘ˦̹ ĜŹ̹ ƄşİĴŵŘňşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,˦̹ ŲĴŵĿŦŵŞňşŀ̹
calligraphy becomes closer to mark-marking or painting as an act that 
does not necessarily mean it is supposed to be called painting. The 
claim of these calligraphers/writers is to create an image of the written 
ƙŦŵİ̹ƙňƀŅ̹ƙŵňƀňşŀ̐ŘňŖĴ̹ŀĴŹƀƄŵĴŹ˫̹)ĴşĪĴ˦̹ƀŅĴ̹ňİĴĜ̹ŦĿ̹ƙŵňƀňşŀ̹ňŹ̹ŲŵĴŹĴŵƘĴİ̹
in a sense, and the rigid distinction that is underlined by Meulman 
between painter and calligrapher does not make sense.

Far Eastern Calligraphy primarily focuses on the process itself rather 
ƀŅĜş̹ ƀŅĴ̹ ŲŵŦİƄĪƀ˫̹rŅĜƀ̹ ŞĜƀƀĴŵŹ̹ ňŹ̹ ̚ŅŦƙ̹ ŹŦŞĴƀŅňşŀ̹ƙĜŹ̹ ŲĜňşƀĴİ̛̹ Ŧŵ̹
̚ŅŦƙ̹ŹŦŞĴĩŦİƟ̹ŲĜňşƀĴİ̛̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ ̚ƙŅĜƀ̹ƙĜŹ̹ŲĜňşƀĴİ̛̹ ˾TŦŅŘ˦̹ ʇʅʅʉ˥̹
ʊʊʋ˿˫̹,ƀ̹ŵĴĿĴŵŹ̹ƀŦ̹ƀŅĴ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵŦĪĴŹŹ̹ĜŹ̹Ĝ̹ĪŦşƀňşƄƄŞ̹ƀŅĜƀ̹ňŹ̹
also valid for contemporary western calligraphy, in which calligrapher 
started to be in the process as an actor.

,ş̹ ĜİİňƀňŦş˦̹ �Ĝ̐rĴň̹ ˾ʇʅʆʇ˿̹ ĪĜŘŘŹ̹ ŲĜňşƀňşŀ̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŹňŹƀĴŵ̹ ĜŵƀŹ˫̹
)Ĵ̹ ŹƀŵĴŹŹĴŹ̹ ƀŅĜƀ̹ �ŅňşĴŹĴ̹ Ĝŵƀ̹ ĪĜş̹ ĩĴ̹ ĪĜŘŘĴİ̹ ƀŅĴ̹ Ĝŵƀ̹ ŦĿ̹ ŘňşĴ˦̹ ŘĴĜİňşŀ̹ ƄŹ̹
to the Chinese brushwork with its comprehensive knowledge that 
is supposed to be observed through Chinese philosophy and culture. 
�ŘŹŦ˦̹ ŞĜœŦŵ̹ ĪŦŞŲŦşĴşƀŹ̹ ŦĿ̹ ŲĜňşƀňşŀ̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŵĴ̹ ŘňşĴŹ˦̹ Ĝşİ̹
in painting and calligraphy, most of the forms are constructed as a 
ĪŦŞĩňşĜƀňŦş̹ ŦĿ̹ İŦƀŹ̹ Ĝşİ̹ ŘňşĴŹ̹ ˾�Ĝ̐rĴň˦̹ ʇʅʆʇ˿˦̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ňƀ̹ ňŹ̹
ŅňŀŅŘƟ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ ĪŦŞŲŵĴŅĴşİ̹ ƀŅĴ̹ ŵĴŘĜƀňŦşŹŅňŲ̹ ĩĴƀƙĴĴş̹ ŲĜňşƀňşŀ̹
and calligraphy through the background of the art of brushwork. 
On the other hand, it is known that calligraphy, poetry, and painting 
ĜŵĴ̹ ĪĜŘŘĴİ̹ ̚ƀŅŵĴĴ̹ ŲĴŵĿĴĪƀňŦşŹ̛̹ ˾)ĴĜŵş˦̹ ʇʅʅʍ˿˦̹ ƙŅňĪŅ̹ ŹĪŅŦŘĜŵ̹ ĜŵƀňŹƀŹ̹
have mostly integrated into a single work. In such works, poetic and 
ŲňĪƀŦŵňĜŘ̹ňŞĜŀĴŵƟ̹ƙňƀŅ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŘňşĴŹ̹ŅĜŹ̹ĩĴĴş̹ĴŞŲŘŦƟĴİ̹ƀŦ̹ĴƞŲŵĴŹŹ̹
ƀŅĴ̹ĜŵƀňŹƀ̝Ź̹Şňşİ̹Ĝşİ̹ĴŞŦƀňŦşŹ̹˾,Ĵƥƥň˦̹ʇʅʆʈ˿̹ƀŅĜƀ̹ĜŵĴ̹ĜŘŹŦ̹ƀŅĴ̹ŹĴĜŵĪŅ̹ŦĿ̹
the contemporary western calligraphers for their current works to 
ĜƀƀŵňĩƄƀĴ̹ ̐ŹŦŞĴƀŅňşŀ̹ ĩĴƟŦşİ̹ ƀŅĴ̹ ŘňƀĴŵĜŘ̹ŞĴĜşňşŀ̹ ŦĿ̹ ƀŅĴ̹ ƀĴƞƀ̹ ƀŅŵŦƄŀŅ̹
ƀŅĴ̹ĴƞŲĜşİňşŀ̹ƀŅĴ̹ĩŦundaries, changing the criterias and concept and 
focusing the imagery of the written word. 

TĜňşƀňşŀ̹ ˾hua˿̹ ňş̹�ŅňşĴŹĴ̹ŵĴĿĴŵŹ̹ ƀŦ̹Ĝ̹ŅĜşİ̹ƀŅĜƀ̹ ňŹ̹ŅŦŘİňşŀ̹Ĝ̹ĩŵƄŹŅ̹Ŧş̹Ĝ̹
ĪƄŘƀňƘĜƀĴİ̹ǬĴŘİ̹ ƀŅĜƀ̹ ňŹ̹ĪĜŘŘĴİ̹ ̚ƀŦ̹ ƀŵĜĪĴ˦̹ ƀŦ̹İĴŘňŞňƀ̛̹ ˾�ŹĪĜşİĴ˦̹ʇʅʆʎ˥̹ŲĜŵĜ˫̹
ʊ˿˫̹bŅňŹ̹ĴƞŲŘĜşĜƀňŦş̹ŹƀĜƀĴŹ̹ƀŅĜƀ̹ŅƄĜ˦̹ƀŅĴ̹ĜĪƀ̹ŦĿ̹ŲĜňşƀňşŀ˦̹ĴŞŲŅĜŹňƥĴs the 
ĩŵƄŹŅŹƀŵŦŖĴ˦̹ƀŅĴ̹ŘňşĴ˦̹Ĝşİ̹ƀŅĴ̹ŲňĪƀŦŵňĜŘ̹ƙŦŵŖ̹ŵĜƀŅĴŵ̹ƀŅĜş̹ƀŅĴ̹ĪŦŘŦŵ˫̹)ĴŵĴ˦̹
rhythm is assessed as fundamental in Chinese painting. It is applied to 
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stroke rather than color or tonality and implies regularity and cohesion 
ĩŘĴşİĴİ̹ňş̹�ŅňşĴŹĴ̹ŲĜňşƀňşŀ̹ƀŦ̹ƀŅĴ̹ŹƀŵŦŖĴ̹ƙňƀŅ̹ƀŅĴ̹ĩŵƄŹŅ̹˾�ŹĪĜşİĴ˦̹ʇʅʆʎ˿˫

In order to a deeper understanding of the term painting used for 
calligraphic work, or the act of calligraphical practices, it will help to 
ŘŦŦŖ̹Ĝƀ̹)ĴĜŵş̹˾ʇʅʅʍ˿˦̹ƙŅŦ̹ĩĴŀňşŹ̹ƙňƀŅ̹ƀŅĴ̹ĴƞŲŵĴŹŹňŦş̹ƙňƀŅ̹ƀŅĴ̹ƙŦŵİ̹du 
hua˦̹ƙŅňĪŅ̹ŵĴĿĴŵŹ̹ƀŦ̹̚ŵĴĜİ̹Ĝ̹ŲĜňşƀňşŀ˫̛ ̹)Ĵ̹ĪŦşƀňşƄĴŹ̹ƙňƀŅ̹ŅŦƙ̹ŲĜňşƀĴŵŹ̹
have achieved to embody the vital energy and form with only the 
most economical usage of the brush and ink on paper and underlines 
to capture this energy, life force, and spirit as an inner essence of the 
ŹƄĩœĴĪƀ̹ŦĿ̹ŲĜňşƀňşŀ˫̹)Ĵ̹ŹƀĜƀĴŹ̹ƀŅĜƀ̹ƀŅĴ̹�ŅňşĴŹĴ̹ŲĜňşƀĴŵ̹ŵĴŘňĴİ̹Ŧş̹ŘňşĴŹ̹ĜŹ̹
a lasting mark of the inked brush.

This understanding of calligraphy can not be encountered in the 
tradition of the West, whereas it can be seen through the works of 
contemporary western calligraphers, almost all of which will be 
discussed in Chapter VI. Furthermore, the word paint will be discussed 
ňş̹ƀŅňŹ̹ŲĜŵƀ̹ĴƞĜĪƀŘƟ˰̹ŅŦƙĴƘĴŵ˦̹ƙŅĜƀ̹ňŹ̹ĴƞŲŘĜňşĴİ̹ňŹ̹ĩĴňşŀ̹ĿŦĪƄŹĴİ̹Ŧş̹ƀŅĴ̹
process itself puts forwards the performative aspect of calligraphy 
practices that highlight living written marks and moving brush strokes. 
bŅŵŦƄŀŅ̹ƀŅĴŞ˦̹ŦşĴ̹ĪĜş̹ƀŵĜĪĴ̹ƀŅĴ̹ŞŦƘĴŞĴşƀ̹ĩƟ̹ŘŦŦŖňşŀ̹Ĝƀ̹ƀŅĴ̹ǬşĜŘ̹ƙŦŵŖ̹
even after the calligrapher’s performance; thus, the process’s perception 
may still continue in one’s mind, and the contemporary calligrapher 
Meulman, mentioned in Chapter VI, through his calligraphic journey 
ŹƀĜŵƀĴİ̹ ĜŹ̹ Ĝ̹ ŀŵĜǤƀň̹ ƙŵňƀĴŵ˦̹ ǬŵŹƀ̹ ĪĜŘŘĴİ̹ ŅňŞŹĴŘĿ̹ Ĝ̹ ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ ƀŅĴş̹
ŲŵĴĿĴŵŵĴİ̹ ƀŦ̹ĪĜŘŘ̹ŅňŞŹĴŘĿ̹ Ĝ̹ŲĜňşƀĴŵ˫̹ ,ƀ̹ ňŹ̹ŅňŀŅŘƟ̹ ŹňŀşňǬĪĜşƀ̹ ƀŅĜƀ̹ƙňŘŘ̹ĩĴ̹
İňŹĪƄŹŹĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˦̹ƙŅňĪŅ̹ŵĴƘĴĜŘŹ̹ŦşĪĴ̹ĜŀĜňş̹ƀŅĴ̹ňşǭƄĴşĪĴ̹ŦĿ̹ƀŅĴ̹
Far Eastern calligraphy culture, and how the contemporary tendencies 
started to liken to the mindset of the Far Eastern.

Since calligraphy and painting, as said before, are sister arts, the lines or 
strokes of painters, who probably were calligraphers at the same time 
due to being literate and learning calligraphy starts in his childhood, 
ĪĜŘŘňŀŵĜŲŅƟ̹ ŹĴĴŞŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ǬŵŹƀ̹ ŹňŀşňǬĪĜşƀ̹ Ĝŵƀ̹ ĿŦŵŞŹ̹ ƀŅĜƀ̹ ŲĜňşƀĴŵ̹
ĜŘŹŦ̹ŅĜŹ̹ƀŦ̹ĩĴ̹ĜĪŴƄňŵĴİ˫̹)ĴşĪĴ˦̹ňĿ̹Ĝ̹ŲĜňşƀĴŵ̹ĴŞŲŘŦƟŹ̹ƀŅĴŹĴ̹ƀƟŲĴŹ̹ŦĿ̹ŘňşĴŹ̹
and strokes, they are described as calligraphic rendering due to those 
reasons. It would not be wrong to say that the words used to describe 
here, such as painted or written lines, seem not to cause any confusion 
ňş̹ƀŅňŹ̹ĪŦşƀĴƞƀ̹ňş̹ƀĴŵŞŹ̹ŦĿ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹)ŦƙĴƘĴŵ˦̹ ňƀ̹ ňŹ̹İňǤĪƄŘƀ̹
to claim the ancient Western writing, in which there seems a very 
ŹŅĜŵŲ̹ İňŹƀňşĪƀňŦş̹ ĩĴƀƙĴĴş̹ ŲĜňşƀňşŀ̹ Ĝşİ̹ ƙŵňƀňşŀ̹ ĴƞňŹƀŹ˦̹ ĜŹ̹ ĴƞĜŞňşĴİ̹
earlier in Chapter II. This distinction seems to come from both due 
to the mentality about the apprehension of writing in the sense of 
ĪŦşŹƀŵƄĪƀňşŀ̹ƀŅĴ̹ĜŘŲŅĜĩĴƀ̹Ĝşİ̹ƀŅĴ̹ŅňŹƀŦŵňĪĜŘ̹ƙĜƟ̹ƀŦ̹ĴƞĴĪƄƀĴ̹ƀŅĴŞ˫̹

It may be claimed that for Western calligraphy, especially with the 
ĿŵĴĴİŦŞ̹ ŦĿ̹ Ĝ̹ ŹĪŵňĩĴ̹ƙŅŦ̹ ňŹ̹ ĿŵĴĴİ̹ ĿŵŦŞ̹ ƀŅĴ̹ ĩƄŵİĴş̹ ŦĿ̹ Ĝ̹ ƀĴƞƀ̹ƙŅňĪŅ̹ ňŹ̹
supposed to be functional to convey the message, when he starts to 
interpret his work must later than Chinese calligraphers; the term 
calligraphic seems to adapt from this mindset of Chinese painting. 
In Chapter VI, it will be mentioned various artists of the West who 
ĜŵĴ̹ ĪŘĜňŞĴİ̹ ĜŹ̹ ňşǭƄĴşĪĴİ̹ ĩƟ̹ �ŅňşĴŹĴ̹ Ĝŵƀ̹ Ĝşİ̹ ŵĴǭĴĪƀŹ̹ ƀŅňŹ̹ ňşǭƄĴşĪĴ̹
ňş̹ ƀŅĴňŵ̹ ĜŵƀƙŦŵŖŹ˦̹ şĜŞĴŘƟ˦̹ bŦĩĴƟ̹ ˾ʆʍʎʅ̐ʆʎʌʋ˿˦̹ AŦƀŅĴŵƙĴŘŘ̹ ˾ʆʎʆʊ̐ʆʎʎʆ˿˦̹
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Ĝşİ̹TŦŘŘŦĪŖ̹˾ʆʎʆʇ̐ʆʎʊʋ˿̹Ĝşİ̹ƀŅĴňŵ̹ƘĜŵňŦƄŹ̹ƙŦŵŖŹ̹ĜŵĴ̹ĪĜŘŘĴİ̹ĪĜŘŘňŀŵĜŲŅňĪ̹
or claimed to be likened to calligraphy without any background of 
calligraphy, on the contrary to Chinese painters. Moreover, these same 
artists are pointed by Western contemporary calligraphers, namely 
AĴƄŘŞĜş˦̹�ŵŦƙş˦̹Ĝşİ̹;ĜŞŲĜŹ˦̹ƙŅŦŹĴ̹ƙŦŵŖŹ̹ĜŵĴ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹
VI as sources of inspiration for their calŘňŀŵĜŲŅƟ˫̹)ĴşĪĴ˦̹ ĿŵŦŞ̹ƘĜŵňŦƄŹ̹
ŲĴŵŹŲĴĪƀňƘĴŹ˦̹ňƀ̹ňŹ̹ĴƘňİĴşƀ̹ƀŅĜƀ̹ƀŅĴ̹ĪŦşŹňİĴŵĜĩŘĴ̹ňşǭƄĴşĪĴ̹ŦĿ̹#Ĝŵ̹�ĜŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ĴƞňŹƀŹ̹ ňş̹ ƘĜŵňŦƄŹ̹ƙĜƟŹ˦̹ şŦƀ̹ œƄŹƀ̹ ňş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĩƄƀ̹ ĜŘŹŦ̹ ňş̹
painting, aesthetic considerations, and the art’s mindset. For these 
ŵĴĜŹŦşŹ˦̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŅĜŹ̹Ĝ̹ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ̹ŵŦŘĴ̹ňş̹ĿŦŵŞňşŀ̹
the contemporary mindset in Western calligraphy.

bŅĴ̹ ŦƀŅĴŵ̹ ĿĴĜƀƄŵĴ̹ ƀŅĜƀ̹ bňşŀƟŦƄ̹ ˾ʇʅʅʉ˿̹ ŞĴşƀňŦşŹ̹ ňş̹ ƀĴŵŞŹ̹ ŦĿ̹
understanding aesthetics is the beauty of momentum and rhythm. 
�ĪĪŦŵİňşŀ̹ ƀŦ̹ ŅňŞ˦̹ ƀŅŦŹĴ̹ ƀƙŦ̹ ĜŵĴ̹ ŘňŖĴ̹ Ĝ̹ ĪŅĴŞňĪĜŘ̹ ŵĴĜĪƀňŦş˦̹ Ĝşİ̹ ŅĴ̹
ĴƞŲŘĜňşŹ̹ ƀŅĴŞ̹ ĜŹ̹ ̚AŦŞĴşƀƄŞ̹ ŵĴǭĴĪƀŹ̹ ƀŅĴ̹ ĩĴĜƄƀƟ̹ ŦĿ̹ ƀŅĴ̹ ƘňŹňĩŘĴ̹
ŹƀŵƄĪƀƄŵĴ̹ŦĿ̹ĪŅĜŵĜĪƀĴŵŹ̹ƙŅňĪŅ̹ĪŅĜşŀĴ̹ĿŵĴŴƄĴşƀŘƟ̹Ĝşİ̹İĴŞŦşŹƀŵĜƀĴ̹ƀŅĴ̹
ŹŲĴĪňĜŘ̹ ƀĴĪŅşňŴƄĴ̹ Ĝşİ̹ ĜĩňŘňƀƟ̹ ĿŦŵ̹ ĴƞŲŵĴŹŹňŦş̹ ŦĿ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ƙŅňŘĴ̹
ŵŅƟƀŅŞ̹ ŵĴǭĴĪƀŹ̹ ƀŅĴ̹ ŹƀƟŘĴ̹ Ĝşİ̹ ƀŅĴ̹ƙĜƟ̹ ƀŦ̹ ňŘŘƄŹƀŵĜƀĴ̹ ƀŅĴ̹ ĴŞŦƀňŦşŹ̹ Ĝşİ̹
feelings of the calligrapher, or the power of understanding, imagination 
Ĝşİ̹ĪŵĴĜƀňŦş̛̹˾bňşŀƟŦƄ˦̹ʇʅʅʉ˥̹ʍʊ˿˫̹

)ĴşĪĴ˦̹ŞŦŞĴşƀƄŞ̹ŵĴŲŵĴŹĴşƀŹ̹ƀŅĴ̹ĩĴĜƄƀƟ̹ŦĿ̹ƀŅĴ̹ĿŦŵŞ̹ŦĿ̹ƀŅĴ̹ĪŅĜŵĜĪƀĴŵ˦̹
ƙŅňĪŅ̹ ĪŅĜşŀĴŹ̹ ĪŦşŹƀĜşƀŘƟ̹ ŵĴǭĴĪƀŹ̹ ƀŅĴ̹ ĜĪŴƄňŵĴİ̹ ŹŖňŘŘ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
and accomplishment in terms of Chinese calligraphy and rhythm 
determined by the style consists of emotions and feelings of the 
calligrapher. Without rhythm and momentum, calligraphy would not 
ĩĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ Ĝ̹ƄşňŴƄĴ˦̹ŲĴŵŹŦşĜŘ̹ ĴƞŲŵĴŹŹňŦş̹ŦĿ̹ Ĝş̹ ňşİňƘňİƄĜŘ̹ ̐ŦƘĴŵĜŘŘ̹
ŲŦňşƀŹ̹Ĝƀ̹ƀŅĴ̹ŴƄĜŘňƀƟ̹ŦĿ̹ƀŅĴ̹ƙŦŵŖ̹ĜĪŅňĴƘĴİ̹ƀŅŵŦƄŀŅ̹Ĝ̹ŲƄŵňǬĴİ˦̹ƘňŀŦŵŦƄŹ̹
attitude. Western contemporary calligraphers also regularly mention 
ƀŅĴ̹ ŵŅƟƀŅŞ̹ŦĿ̹ ĩŦƀŅ̹ ƀŅĴ̹ ĪŦŞŲŦŹňƀňŦş˦̹ ƀŅĴ̹ ƀĴƞƀ˦̹ ƀŅĴ̹rŦŵİ̹ ̐ňŹ̹ ƀŅĴŵĴ̹ ĜŵĴ̹
ĜşƟ̹̐Ŧŵ̹ƀŅĴ̹ŘňşĴ̹Ĝşİ̹ŹƀŵŦŖĴ˦̹ĴƘĴş̹ƙňƀŅňş̹ƀŅĴ̹ŦşĴ̹ŹƀŵŦŖĴ˫̹BĜŞĴŘƟ˦̹�ŵŦƙş˦̹
as mentioned earlier, with his polyrhythmic italic hand, tries to push the 
boundaries of the tradition, which follows only one rhythm. Polyrhythm 
-mentioned in Chapter VI- reveals the multi rhythm within the written 
hand and illustrates the understanding of Brown’s momentum.

bŅĴ̹ŦƀŅĴŵ̹ƀĴŵŞ̹ƀŅĜƀ̹bňşŀƟŦƄ̹˾ʇʅʅʉ˿̹ĴƞŲŘĜňşŹ̹ňŹ̹ƀŅĴ̹ĩĴĜƄƀƟ̹ŦĿ̹ŹňŞŲŘňĪňƀƟ̹
through Confucian and Taoist thought, which are mentioned earlier, 
and both have a common perspective about nature and other things in 
ƀŅĴ̹ƙŦŵŘİ˦̹ƙŅňĪŅ̹ĜŵĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ĪŦŞŲŘňĪĜƀĴİ˫̹)ŦƙĴƘĴŵ˦̹ƀŅĴƟ̹ĜŵĴ̹ŞĜİĴ̹
of the simplest materials that behave according to the fundamental 
law. One of the classics of Confucians, Yijing̹ ˾ƀŅĴ̹ ƀƙĴŘĿƀŅ̹ĪĴşƀƄŵƟ̹��˦̹
ĜŘƀĴŵşĜƀňƘĴ̹ şĜŞĴŹ̹ ̚,̹ �Ņňşŀ˦̛ ̹ ̚,˦̛ ̹ ̚,̐�Ņňşŀ˦̛ ̹ ̚xň̐�Ņňşŀ˦̛ ̹ ̚~ŅŦƄ̹ xň˦̛ ̹ ňş̹
�ŅňşĴŹĴ̹̚�ŘĜŹŹňĪ̹ŦĿ̹�ŅĜşŀĴŹ˦̛ ̹Ŧŵ̹̚�ŦŦŖ̹ŦĿ̹�ŅĜşŀĴŹ˿̹İĴĪŘĜŵĴŹ̹ƀŅĜƀ̹ňş̹ƀŅĴ̹
universe there are two kinds of qi̹ ˾�̝Ņň˿˥̹yang and yin, which are both 
ĪŦşƀŵĜİňĪƀŦŵƟ˦̹ ƄşňǬĴİ̹ Ĝşİ̹ ňşƀĴŀŵĜƀĴİ˦̹ ŅĴşĪĴ̹ ĴƘĴŵƟƀŅňşŀ̹ ňş̹ ƀŅĴ̹ƙŦŵŘİ̹
can be produced by them. 

This idea of simplicity is claimed that helps people to understand and 
obey. Tingyou illustrates the idea of the beauty of simplicity by pointing 
Ĝƀ̹ƀŵĜİňƀňŦşĜŘ̹�ŅňşĴŹĴ̹HŲĴŵĜ̹˾ŹƄĪŅ̹ĜŹ̹TĴŖňşŀ̹HŲĴŵĜ˿̹ĜŹ̹Ĝş̹ĴƞĜŞŲŘĴ˫̹)Ĵ̹
ŹƀĜƀĴŹ̹ƀŅĜƀ̹ƀŅĴŵĴ̹ňŹ̹Ĝ̹ŹňŞŲŘĴ̹ĴƞŲŵĴŹŹňŦş̹ƀĴĪŅşňŴƄĴ̹ňş̹ƙŅňĪŅ̹ƀŅĴŵĴ̹ňŹ̹şŦ̹

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE



ʇʈʈ

ŹĴƀƀňşŀ̹Ŧş̹ƀŅĴ̹ŹƀĜŀĴ˦̹ĴƞĪĴŲƀ̹Ĝ̹İĴŹŖ̹Ĝşİ̹Ĝ̹ĪŅĜňŵ̹Ŧŵ̹ƀƙŦ˦̹ĜŘŹŦ̹şŦ̹ŵĴĜŘ̹İŦŦŵ̹
ĿŦŵ̹Ĝş̹ĜĪƀŦŵ̹Ĝşİ̹ĜĪƀŵĴŹŹ̹ƀŦ̹ŦŲĴş˦̹ĪŘŦŹĴ˦̹Ŧŵ̹ĜşƟ̹ĪĜŵŵňĜŀĴ̹ƀŦ̹Źňƀ̹ňş˫̹�̹ŘŦşŀ̹
journey is represented by a couple of steps; a large army is represented 
by a couple of people. The movements of the actors and actresses are 
the key factors in stirring the imagination of the viewers to lead them 
to think that the actors may be rowing a boat or sitting in a chair. 

�ŘŹŦ˦̹ƀŅĴ̹ŲŵňşĪňŲŘĴŹ̹ŦĿ̹�ŅňşĴŹĴ̹ŲĜňşƀňşŀ̹ƀŅĜƀ̹İňŹŲŘĜƟ̹ƀŅĴ̹ƙŦŵŘİ̹ňş̹ŹňŞŲŘĴ̹
ĪŦŘŦŵŹ̹Ĝşİ̹ ŘňşĴŹ̹ĜŵĴ̹ĜĪĪĴŲƀĴİ̹ĜŹ̹Ĝş̹ĴƞĜŞŲŘĴ̹ŦĿ̹ ƀŅĴ̹ ňİĴĜ̹ŦĿ̹ ƀŅĴ̹ĩĴĜƄƀƟ̹
of simplicity, particularly freehand brushwork, in which the spirit of 
the image, the things in his mind or understood by him are seeking by 
painters, rather than sophisticated images. Through just slightly made 
ŀĴŹƀƄŵĴŹ˦̹ƙňƀŅ̹Ĝ̹Ņňşƀ˦̹Ĝ̹ŲĜňşƀĴŵ̹ĪĜş̹ŵĴǭĴĪƀ̹ƀŅĴ̹ňŞĜŀĴ̹ŦĿ̹ƀŅĴ̹ƀŅňşŀ̹ňş̹ŅňŹ̹
mind. It is understood that what is desired here is not any concrete 
ŦĩŹĴŵƘĜƀňŦş̹Ŧŵ̹ĪŦŲƟ̹ĩƄƀ̹ĴƞŲŵĴŹŹňşŀ̹ŅňŹ̹ĪŵĴĜƀňƘňƀƟ̹Ĝşİ̹ĿĴĴŘňşŀŹ̹ƀŅŵŦƄŀŅ̹
ňŞĜŀňşĜƀňŦş̹˾bňşŀƟŦƄ˦̹ʇʅʅʉ˿˫̹

There is no need for complicated tools to practice calligraphy apart 
from the paper, brush, ink stick, and ink slab, which will be mentioned 
ňş̹ŲĜŵƀ̹̚ʉ˫ʆ˫ʊ˫̹bŦŦŘŹ̹Ĝşİ̹AĜƀĴŵňĜŘŹ̹ŦĿ̹#Ĝŵ̹�ĜŹƀĴŵş̹�ĜŘŘňŀŵĜŲŅƟ̹TŵĜĪƀňĪĴ˫̛ ̹
It is constantly emphasized that even the simplicity and conciseness 
ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŵĴ̹ ňƀŹ̹ ŹňŀşňǬĪĜşƀ̹ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ˦̹ ňƀ̹İŦĴŹ̹şŦƀ̹ ŵĴĿĴŵ̹ ƀŅĜƀ̹
mastering calligraphy is easy. Whereas, the materials and tools of the 
western calligraphy tradition, as mentioned in Chapter III, transform 
within time depending on the technical possibilities of the Medieval 
time, also the region, and as underlined, the tool and the material had 
ĜǣĴĪƀĴİ̹ƀŅĴ̹ŘĴƀƀĴŵĿŦŵŞŹ˦̹ŅĴşĪĴ̹ƀŅĴ̹ŹƀƟŘĴŹ̹ŦĿ̹ƀŅĴ̹ƙŵňƀƀĴş̹ŅĜşİ˫

�ƀ̹ƀŅňŹ̹ŲŦňşƀ˦̹ňƀ̹ňŹ̹ŹňŀşňǬĪĜşƀ̹ƀŦ̹ŘŦŦŖ̹Ĝƀ̹xĴĴ̝Ź̹ƀĴŵŞ˦̹ƀŅĴ̹ĜĩŹƀŵĜĪƀ̹ĩĴĜƄƀƟ̹
ŦĿ̹ ŘňşĴ˫̹ �Ź̹ Ĝ̹ ŀŵĜŲŅňĪ̹ ĜŵƀŹ̹ ŞĴİňƄŞ˦̹ ƀŅĴ̹ ƙŦŵİ̹ ŘňşĴ̹ ŲŵŦŞňŹĴŹ̹ ŀĴşĴŵĜŘ̹
shapes, namely straight, curved, thick, and thin. Straight lines have the 
ňŞŲŵĴŹŹňŦş̹ ŦĿ̹ ̚ŹŦŘňİňƀƟ˦̹ ŹƀŵĴşŀƀŅ˦̹ ŹĴƘĴŵňƀƟ˦̹ Ĝşİ̹ ňŞŞŦĩňŘňƀƟ˦̛ ̹ ƙŅĴŵĴĜŹ̹
ĪƄŵƘĴŹ̹ ŀňƘĴ̹ ĿĴĴŘňşŀŹ̹ ŦĿ̹ ̚ŞŦƀňŦş˦̹ ĩƄŦƟĜşĪƟ˦̹ ŹƄĜƘňƀƟ˦̹ İĴŘňĪĜĪƟ̛̹ ˾xĴĴ˦̹
ʆʎʌʉ˦̹şŲ˫˿˫̹rŅĴş̹ ƀŅĴ̹ ŘňşĴ̹ ňŹ̹ ĴƞĴĪƄƀĴİ˦̹ ƀŅĴƟ̹ŲŵĴŹĴşƀ̹ Ĝ̹ ĿŦŵŞĜŘ̹İĴŹňŀş̹ŦĿ̹
the abstract beauty that has a capacity to draw something beyond 
the literal meaning of the characters, referring to the process of 
ĜŵƀňŹƀňĪ̹ŹňŞŲŘňǬĪĜƀňŦş̹ŦĿ̹ŦĩŹĴŵƘĴİ̹ŦĩœĴĪƀŹ˫̹bŅĴ̹ŹňŞŲŘňǬĪĜƀňŦş̹ŵĴĿĴŵŹ̹ ƀŦ̹
omitting the unnecessary parts with the interest of impulse towards 
ĩĴĜƄƀňǬĪĜƀňŦş˫̹)ĴşĪĴ˦̹xĴĴ̹ĜŵŵňƘĴŹ̹Ĝƀ̹ƀŅĴ̹ƀĴŵŞ̹ƀŅĴ̹ĜĩŹƀŵĜĪƀ̹ĩĴĜƄƀƟ̹ŦĿ̹ŘňşĴ̹
ňş̹ƙŅňĪŅ̹ ƀŅĴŵĴ̹ ĴƞňŹƀ̹ŲŵŦŞňŹĴŹ̹ ŹŦŞĴƀŅňşŀ̹ĩĴƟŦşİ̹ ƀŅĴ̹ ŘňƀĴŵĜŘ̹ŞĴĜşňşŀ˦̹
ƙŅňĪŅ̹ ŵĴŴƄňŵĴŹ̹ ŞŦŵĴ̹ ƀňŞĴ̹ Ĝşİ̹ ŖşŦƙŘĴİŀĴ̹ ƀŦ̹ ĜŲŲŵĴŅĴşİ̹ ƀŅĴ̹ ŦƘĴŵĜŘŘ̹
logic behind it, as claimed. 

xĴĴ̹ ˾ʆʎʌʉ˿̹ŞĴşƀňŦşŹ̹ŦşĴ̹ŦĿ̹ ƀŅĴ̹ŞŦƘĴŞĴşƀŹ̹ ňş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹rĴŹƀĴŵş̹
Ĝŵƀ˦̹şĜŞĴŘƟ̹[ƄŵŵĴĜŘňŹŞ˦̹ƙŅňĪŅ̹ ňŹ̹ĜŹŹĴŹŹĴİ̹ĩƟ̹ŅňŞ̹ĜŹ̹Ĝ̹ŵĴǭĴĪƀňŦş̹ŦĿ̹Ĝş̹
intention of the artists with genuine insight that rocks the conventional 
ňİĴĜŹ̹ ŦĿ̹ ĩĴĜƄƀƟ˫̹ )Ĵ̹ ŲŵŦĩĜĩŘƟ̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ƀŅĴ̹ ĜşĪňĴşƀ̹ ƀňŞĴŹ̹ ƀŅĜƀ̹ ƙĴŵĴ̹
also discussed slightly in Chapter II, which refers to the functional, 
appropriate beauty of the Western calligraphy. 

xĴĴ̹ ˾ʆʎʌʉ˿̹ ŹĴĴŞŹ̹ ƀŦ̹ ŘňŖĴş̹ [ƄŵŵĴĜŘňŹŞ̹ Ĝşİ̹ ƀŅĴ̹ �ŅňşĴŹĴ̹ Şňşİ˦̹ ƙŅňĪŅ̹
is accustomed through centuries to an attitude of acceptance and 
ĜŲŲŵĴĪňĜƀňŦş̹ŦĿ̹ŘňşĴĜŵ̹ĩĴĜƄƀƟ˫̹)Ĵ̹ŲŦňşƀŹ̹ŦƄƀ̹ƀŅĜƀ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞŦŹƀ̹ĜşĪňĴşƀ̹

IV. CHINESE AND JAPANESE CALLIGRAPHY TRADITION:
INFLUENCES ON THE WESTERN CONTEMPORARY CALLIGRAPHY



ʇʈʉ

ŹĪŵňŲƀŹ̹ ĪŦŞŲŦŹĴİ̹ ĪňŵĪĜ̹ ǬƘĴ̹ ƀŅŦƄŹĜşİ̹ƟĴĜŵŹ̹ ĜŀŦ̹ƙňƀŅ̹ ƀŅňŹ̹ ňİĴĜ̹ ŦĿ̹ ƀŅĴ̹
abstract beauty of line, whereas a Surrealist drawing that belongs to 
ƀŅĴ̹ƀƙĴşƀňĴƀŅ̹ĪĴşƀƄŵƟ̹ƙňƀŅ̹Ĝ̹ƘĴŵƟ̹ŹňŞňŘĜŵ̹ĜƀƀňƀƄİĴ˫̹xĴĴ̹ƄşİĴŵŘňşĴŹ̹ƀŅĜƀ̹
beauty is perceived by Chinese artists who desire to capture in real the 
essential form of the object and represent it in an aesthetically pleasing 
ĪŦŞŲŦŹňƀňŦş̹ƙňƀŅ̹Ĝ̹ŹňŞŲŘňǬĴİ̹ŦƄƀŘňşĴ̹ŦĿ̹ňƀ̹˾xĴĴ˦̹ʆʎʌʉ˥̹şŲ˫˿˫̹

From the point of western calligraphy, abstraction has been started to 
be referred to the modern -mentioned in Chapter III, but particularly 
ĿŦŵ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŦĿ̹ ƀŅĴ̹ ƀƙĴşƀƟ̐ǬŵŹƀ̹ ĪĴşƀƄŵƟ˦̹ ĩĴĪĜƄŹĴ̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĴŘňŞňşĜƀĴ̹ ƀŅĴ̹ ƀĴƞƀ˦̹ ƀŅĴ̹ƙŦŵİ˦̹ ĴƘĴş̹ ŘĴƀƀĴŵŹ˦̹ Ĝƀ̹
least unrecognizable, or focused on the lines, strokes, and compositions 
as in the Chinese calligraphy. This issue will be discussed in Chapter VI.

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ĪŦşŹňİĴŵňşŀ̹ƀŅĴ̹ĴƞŲŘĜşĜƀňŦş̹ĜĩŦƘĴ˦̹ƀŅĴ̹ƀĴŵŞ̹ĩĴĜƄƀƟ̹
starts with a more profound understanding of the stroke, what is 
İĴŹňŵĴİ̹ĩƟ̹Ĝ̹ĪĜŘŘňŀŵĜŲŅĴŵ˰̹ŅĴşĪĴ̹ňƀ̹ŵĴǭĴĪƀŹ̹Ĝş̹ŦƘĴŵĜŘŘ̹ĜŲŲŵĴĪňĜƀňŦş̹ŦĿ̹ƀŅĴ̹
calligraphic work, which also leads to describing what calligraphy is in 
China. To remind, in the West, calligraphy is a term described through 
two words, kallos means beauty, gráphé ŞĴĜşŹ̹ƙŵňƀňşŀ˫̹ ,ş̹ ƀŅňŹ̹ĪŦşƀĴƞƀ˦̹
it is translated and commonly interpreted as writing beautifully or 
ĩĴĜƄƀňĿƄŘ̹ŅĜşİƙŵňƀňşŀ˦̹ĜŹ̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,,˫̹

,ş̹ ƀŅňŹ̹ ŹĴşŹĴ˦̹ #Ŧşŀ̹ ˾ʆʎʎʇ˿̹ ĪŘĜňŞŹ̹ ƀŅĜƀ̹ ƀŅňŹ̹ ĴƞŲŘĜşĜƀňŦş̹ ňŹ̹ Ĝ̹ ŞňŹşŦŞĴŵ̹
ĜĩŦƄƀ̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĜŹ̹ AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿˦̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿˦̹ Ĝşİ̹
�ŵŦƙş̹ ˾ʇʅʆʌ˿̹ ƀŅňşŖ̹ ƀŅĜƀ̹ ňƀ̹ ňŹ̹ Ĝ̹ ŞňŹşŦŞĴŵ̹ ĜĩŦƄƀ̹ rĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹
as well. The term calligraphy is simply used as a convenient English 
ŘĜşŀƄĜŀĴ̹ĴŴƄňƘĜŘĴşƀ̹ ĿŦŵ̹shufa ̐ŞĴşƀňŦşĴİ̹ ňş̹ŲĜŵƀ̹ ̚ʉ˫ʆ˫ʇ˫̹bŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹
the word shufa˫̛ ̹)ŦƙĴƘĴŵ˦̹ňƀ̹İŦĴŹ̹şŦƀ̹ŵĴǭĴĪƀ̹ƀŅĴ̹ŹĜŞĴ̹ŞĴĜşňşŀ̹ĜŹ̹ƙŅĜƀ̹
ƙĴŹƀĴŵş̹ƙŦŵİ̹ĪĜŘŘňŀŵĜŲŅƟ̹İŦĴŹ̹ĪĜŵŵňĴŹ˫̹ ,ƀ̹ ňŹ̹ ĴƘňİĴşƀ̹ ƀŅĜƀ̹ ƀŅĴ̹İňǣĴŵĴşĪĴ̹
between Chinese and Western perceptions in terms of calligraphy, 
ĩŦƀŅ̹ ňş̹ ƀĴĪŅşňĪĜŘ̹ Ĝşİ̹ ŲŵĜĪƀňĪĜŘ̹ƙĜƟŹ˦̹ ĜŘŹŦ̹ ŵĴǭĴĪƀŹ̹ŞňŹĪŦşĪĴŲƀňŦşŹ̹ Ĝşİ̹
misunderstandings. 

#ŵŦŞ̹ ƀŅĴ̹ ƙĴŹƀĴŵş̹ ŲĴŵŹŲĴĪƀňƘĴ˦̹ ƀŅĴŹĴ̹ ƀƙŦ̹ ƙŦŵİŹ̹ ĜŵĴ̹ ĴƞĜŞňşĴİ̹ ňş̹
Chapter II and frame the overall situation through the literal meaning 
and how it is perceived and practiced in the West. The literal translation 
of western calligraphy mostly underlines a product more than a 
ŲŵŦĪĴŹŹ˫̹,ƀ̹ŅĜŹ̹ĩĴĴş̹ŲŵŦİƄĪĴİ̹ƀŦ̹ŹĴŵƘĴ̹Ĝ̹ŹŲĴĪňǬĪ̹ŲƄŵŲŦŹĴ˦̹Ĝşİ̹ňƀŹ̝̹ĩĴĜƄƀƟ̹
is related to the visual form of the letter that has shaped throughout 
the history of western calligraphy, particularly in the medieval world. 

Considering the medieval script, such as carolingian or textura, held 
in Chapter III, uniformity and symmetry of the letter’s construction 
and the word and overall composition with clean strokes are the most 
ŹňŀşňǬĪĜşƀ̹ĿĴĜƀƄŵĴŹ̹ƀŅĜƀ̹ƀĜŖĴ̹ĜƀƀĴşƀňŦş̹Ĝƀ̹ǬŵŹƀ̹ŀŘĜşĪĴ˫̹bŅĴƟ̹ŹĴŵƘĴİ̹ĿŦŵ̹
ƀŅĴ̹ƀĴƞƀ̹Ĝşİ̹ňƀŹ̹ŹĴŞĜşƀňĪ̹ŞĴĜşňşŀ̹ƀŦ̹ŵĴĪŦŵİ̹Ĝşİ̹ĪŦşƘĴƟ˫̹

The term beauty in terms of traditional western calligraphy came into 
ŲŘĜƟ˦̹ ƙŅňĪŅ̹ ŅĜŹ̹ ƀŵňĴİ̹ ƀŦ̹ ĩĴ̹ ĴƞŲŘĜňşĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ƙĴŘŘ̐ĪŦşŹƀŵƄĪƀĴİ̹
ĿŦŵŞŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ ŲĴŵĿĴĪƀŘƟ̹ ĜŲŲŵŦŲŵňĜƀĴ̹ ƀŦ̹ ŹĴŵƘĴ̹ ƀŅĴ̹ ĴƞĜĪƀ̹ şĴĴİŹ̹ ŦĿ̹ ƀŅĴ̹
era, which seems legible as a representation of a spoken language. 
)ŦƙĴƘĴŵ˦̹ ňƀ̹ ňŹ̹ şŦ̹ ŘŦşŀĴŵ̹ ƘĜŘňİ̹ ĿŦŵ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹
�Ź̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ̹ ňş̹ƀŅňŹ̹ŲĜŵƀ˦̹ ƀŅĴ̹ŴƄĜŘňƀƟ̹Ĝşİ̹ƀŅĴ̹ƘňƘňİşĴŹŹ̹ŦĿ̹ƀŅĴ̹
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ŹƀŵŦŖĴ̹ ĩĴĪŦŞĴ̹ ŹňŀşňǬĪĜşƀ̹ İĴƀĴŵŞňşĜşƀ̹ ĿĴĜƀƄŵĴŹ̹ ĿŦŵ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
western calligraphy work.

xĴĴ̹ ˾ʆʎʌʉ˿̹ İňŹƀňşŀƄňŹŅĴŹ̹ ƀŅĴ̹ ƀƟŲĴŹ̹ ŦĿ̹ ŞŦƘĴŞĴşƀ̹ Ĝşİ̹ ŞĴşƀňŦşŹ̹ ƀƙŦ̹
ŖňşİŹ˥̹ ĜĪƀňƘňƀƟ̹ ňş̹ ŹƀňŘŘşĴŹŹ̹ Ĝşİ̹ ĜĪƀňƘňƀƟ̹ ňş̹ ĜĪƀňŦş˫̹ bŅĴ̹ ĩŵƄŹŅ̹ ŀňƘĴŹ̹ ƀŅĴ̹
calligraphy the potential to be in a movement with the brush’s curves 
and twists in the written characters. When the brush is poorly balanced 
in the calligrapher’s hand, a stroke with a lack of rhythm and momentum 
ŞĜƟ̹ĜŲŲĴĜŵ˦̹ƙŅňĪŅ̹ňŹ̹ƀŅĴ̹ŹŦ̐ĪĜŘŘĴİ̹İĴĜİ̹ŹƀŵŦŖĴ˫̹)ĴşĪĴ˦̹ŅĴ̹ŹƀŵĴŹŹĴŹ̹ƀŅĜƀ̹
ƀŅĴ̹œƄİŀŞĴşƀ̹ŦĿ̹Ĝ̹ĪŅĜŵĜĪƀĴŵ̝Ź̹ĴƞĪĴŘŘĴşĪĴ̹ŞŦŹƀŘƟ̹İĴŲĴşİŹ̹Ŧş̹ƀŅĴ̹İĴŀŵĴĴ̹
to how much the vitality of a particular natural object is possessed. 
That means both the character and the composition of the work have 
ňŞŲŦŵƀĜşĪĴ˫̹)ĴşĪĴ˦̹ ƀŅĴ̹ ŹňŀşňǬĪĜşƀ̹ ĪŵňƀĴŵňĜ̹ ĜŵĴ̹ ĜƘŦňİňşŀ̹ ŹŦ̐ĪĜŘŘĴİ̹ İĴĜİ̹
ŹƀŵŦŖĴŹ˦̹ƙŅňĪŅ̹ĜŵĴ̹ĜŘŹŦ̹ĪŵňƀňĪĜŘ̹ĪŵňƀĴŵňĜ̹ƀŦ̹İĴƀĴŵŞňşĴ̹ƀŅĴ̹ƙŦŵŖ̝Ź̹ŴƄĜŘňƀƟ˫̹

It should be noted that vivid stroke points at an asymmetrical balance, 
which Chinese calligraphers prefer for the possession of the movement 
mentioned above. Using a similarly shaped stroke to construct the 
same character with symmetry or to form the similarly designed 
characters in the same piece of calligraphy is a situation that is 
ŹƀŵŦşŀŘƟ̹ ĜƘŦňİĴİ˫̹BŦƀ̹ œƄŹƀ̹ ƀŅĴ̹ ŹƀŵŦŖĴŹ̹ ŦĿ̹ Ĝ̹ ĪŅĜŵĜĪƀĴŵ̹ ĜŵĴ̹ ŹƄŲŲŦŹĴİ̹ ƀŦ̹
be in perfect harmony with each other, but they also have to become 
a unit that competes in itself as not static symmetry but as a moving, 
ŘňƘňşŀ̹ ǬŀƄŵĴ̹ ňş̹ Ĝ̹ ŞŦŞĴşƀ̹ ƙňƀŅ̹ ĴŴƄňŘňĩŵňƄŞ̹ Ĝşİ̹ İƟşĜŞňĪ̹ ŲŦŹƀƄŵĴ˫̹
bŅƄŹ˦̹ ƀŅĴ̹ ĪŅĜŵĜĪƀĴŵ̹ ŅĜŹ̹ ƀŦ̹ ĪŦşŹňŹƀ̹ ŦĿ̹ ƄşĴƞŲĴĪƀĴİ̹ ŹŅĜŲĴŹ̹ İŵĜƙş̹ ĩƟ̹
these asymmetrical balance or momentum, and for the balance, the 
ŅƄŞĜş̹ ĩĴňşŀ̹ Ŧŵ̹ şĜƀƄŵĴ̹ ňŹ̹ ƀĜŖĴş̹ ĜŹ̹ Ĝş̹ ňşŹŲňŵĜƀňŦş̹ ˾xĴĴ˦̹ ʆʎʌʉ˿˫̹�ƀ̹ ƀŅňŹ̹
point, in spite of the polyrhythmic italic hand of Brown mentioned 
earlier, Meulman has various compositions based on the repeated 
ŹƀŵŦŖĴŹ̹ ĴƞĴĪƄƀĴİ̹ ŹƟŞŞĴƀŵňĪĜŘŘƟ̹ ňş̹ Ĝş̹ ŦŵİĴŵ˫̹ )ŦƙĴƘĴŵ˦̹ ƀŦ̹ ĩŵĴĜŖ̹ ƀŅňŹ̹
spontaneity, it will be observed in Chapter VI that Meulman employs 
drips and drops of the ink as an attribution of dynamism and living 
ŞŦŞĴşƀ˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹ŅĴŵĴ˫̹)ĴşĪĴ˦̹ ňƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹ƀŅĜƀ̹ƀŅĴŹĴ̹ĿĴĜƀƄŵĴŹ̹
ƙňŘŘ̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ĜŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŹňŀşňǬĪĜşƀ̹ĿĴĜƀƄŵĴŹ̹ŦĿ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
attitudes of Western calligraphy as well.

�ĜĪŖ̹ ƀŦ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹şĜƀƄŵĴ˦̹�ĜŵşŅĜŵƀ̹ ˾ʆʎʌʇ˿̹ŞĴşƀňŦşŹ̹ŅŦƙ̹
brushwork is seen as an analogy with natural phenomena by Chinese 
ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŵĴŀĜŵİňşŀ̹ŲŵňşĪňŲŘĴŹ̹ŦĿ̹ŞŦƘĴŞĴşƀ˦̹ŀŵŦƙƀŅ˦̹Ŧŵ̹ŹƀŵƄĪƀƄŵĴ˫̹�Ź̹
Ĝş̹ĴƞĜŞŲŘĴ˦̹̚ƀŅĴ̹ŹƀŵĴƀĪŅňşŀ̹ĩŵĜşĪŅĴŹ̹ŦĿ̹Ĝ̹ƙňşƀĴŵ̹ƀŵĴĴ˦̛ ̹̚ƀŅĴ̹ǭŦƙňşŀ̹ƙĜƀĴŵ̹
ŦĿ̹Ĝ̹ŞŦƄşƀĜňş̹ŹƀŵĴĜŞ˦̛ ̹̚Ĝ̹ŵŦĪŖ̹ŲŘƄşŀňşŀ̹ĿŵŦŞ̹Ĝ̹ŅňŀŅ̹ĪŘňǣ̛̹˾�ĜŵşŅĜŵƀ˦̹ʆʎʌʇ˥̹
ʇʈʆ˿̹ ĜŵĴ̹ ƀŅĴ̹ ňŞĜŀĴŹ̹ ƀŅĜƀ̹ İĴŞĜşİ̹ ƘňƘňİŘƟ̹ ĴƞĴĪƄƀĴİ̹ ŲŵňşĪňŲŘĴŹ̹ ŦĿ̹ ĩŵƄŹŅ̹
form, and movement is assessed that directly interact with the past 
Ĝŵƀ̹ ŦĿ̹ ƀŅĴ̹ ĩŵƄŹŅ˫̹rŅĴƀŅĴŵ̹ ňş̹ ŲĜňşƀňşŀ̹ Ŧŵ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƀŅĴŹĴ̹ ŴƄĜŘňƀňĴŹ̹ ŦĿ̹
the brushwork are claimed that viewers can observe whether they read 
�ŅňşĴŹĴ̹Ŧŵ̹şŦƀ˫̹ ,ƀ̹ ňŹ̹ŦşĴ̹ŦĿ̹ ƀŅĴ̹ĪŵňƀňĪĜŘ̹ŲŦňşƀŹ̹ ƀŦ̹ĴƞŲŵĴŹŹ̹ ƀŅĴ̹ŴƄĜŘňƀƟ̹ŦĿ̹
the stroke and the calligraphic work, through which the viewer can still 
catch the liveliness of the work without even reading it. 

This issue is adapted to the contemporary western calligrapher 
as underlined before, that western calligraphy without related to 
the spoken word and the liteŵĜŘ̹ ŞĴĜşňşŀ̹ ŦĿ̹ ƀŅĴ̹ ƀĴƞƀ̹ ̐ĿŵĴĴ̹ ĿŵŦŞ̹ ƀŅĴ̹
functional burden by eliminating the word and a letter- started to be 
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closer to an image that can be called as more universal than vernacular. 
In other words, as stated for Chinese calligraphy assessing through 
ƀŅĴ̹ ŴƄĜŘňƀƟ̹ ŦĿ̹ ƀŅĴ̹ƙŦŵŖ̹ Ĝşİ̹ ŦƘĴŵĜŘŘ̹ ĪŦŞŲŦŹňƀňŦş̹ƙňƀŅŦƄƀ̹ ŵĴĜİňşŀ̹ ƀŅĴ̹
ƙŵňƀƀĴş̹ƀĴƞƀ˦̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ĴƞŲĴĪƀ̹ŲĜŵĜŘŘĴŘ̹ƄşİĴŵŹƀĜşİňşŀ̹
from their viewers/audiences. It makes western calligraphy an art form 
ƀŅĜƀ̹ĪĜş̹ĩĴ̹ŹĜƀňŹǬĴİ̹ƀŅŵŦƄŀŅ̹ňƀŹ̹ƘňŹƄĜŘ̹ňşƀĴŵŲŵĴƀĜƀňŦş̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹
ŵĴǭĴĪƀĴİ̹ĜŹ̹Ĝ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ĴƞŲĴŵňĴşĪĴ˫

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ĜŲĜŵƀ̹ĿŵŦŞ̹ƀŅĴ̹ŹƀŵŦŖĴŹ˦̹�Ĝ̐rĴň̹˾ʇʅʆʇ˿̹ŲŦňşƀŹ̹ƀŦ̹ƀŅĴ̹
areas of the white paper, voids, which can always be encountered in 
�ŅňşĴŹĴ̹ ŲĜňşƀňşŀ̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ Ĝşİ̹ İĴŹĪŵňĩĴŹ̹ ƀŅĴŞ̹ ĜŹ̹ ̚ƄşǬşňŹŅĴİ˦̹
ĴŞŲƀƟ˦̹ Ŧŵ̹ ƟĴƀ̐ƀŦ̐ĩĴ̐ǬŘŘĴİ̐ƄŲ̹ ŹŲĜĪĴŹ̛̹ ˾�Ĝ̐rĴň˦̹ ʇʅʆʇ˥̹ şŲ˫˿˦̹ ĜŹ̹ ňş̹ ƀŅĴ̹
concept of Japanese calligrapher that will be mentioned in part 
̚ʉ˫ʇ˫ʉ˫̹ rŵňƀňşŀŹ̹ ŦĿ̹ ~Ĵş̹ ŞŦşŖŹ̹ Ĝşİ̹ Bokuseki̛̹ Ĝşİ̹ ̚ʉ˫ʇ˫ʊ˫̹ bŅĴ̹ ĜƘĜşƀ̐
ŀĜŵİĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňş̹ 7ĜŲĜş˫̛ ̹ )ŦƙĴƘĴŵ˦̹ ňƀ̹ ŹŅŦƄŘİ̹ ĩĴ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ ƙŅĜƀ̹
is underlined with these voids is that they are not empty but instead 
assessed as an integral part of calligraphy or painting that represents 
space-consciousness as an aesthetic component of Chinese art, 
ŲĜňşƀňşŀ˦̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹˾�Ĝ̐rĴň˦̹ʇʅʆʇ˥̹şŲ˫˿˫

The spatial structure is formed by modeling light and shadow in terms 
of painting, and ink painting is perceived as an abstract rendering. The 
ŀĴŹƀƄŵĴŹ̹Ĝşİ̹ŵŅƟƀŅŞňĪ̹ňşİňĪĜƀňŦşŹ̹ŦĿ̹ ŘňşĴ̹ŅĴŵĴ̹ĜŵňŹĴ̹ƀŅĴ̹ŹŲĜƀňĜŘ̹ĴǣĴĪƀ˫̹
�Ĝ̐rĴň̹şĜŞĴŹ̹ ňƀ̹ ̚Ĝ̹ĪĜŘŘňŀŵĜŲŅňĪĜŘŘƟ̹ĪŵĴĜƀĴİ̹ŹŲĜĪĴ̛̹ ˾�Ĝ̐rĴň˦̹ʇʅʆʇ˥̹şŲ˫˿˫̹
For this reason, he assesses calligraphy as a rhythmic art, where the 
İňǣĴŵĴşĪĴ̹ ĩĴƀƙĴĴş̹rĴŹƀ̹ Ĝşİ̹�ĜŹƀ̹ŞŦƘĴŹ̹ ňş̹ ĜĪĪŦŵİňşŀ̹ ƀŦ̹ ŅňŞ˫̹ ,ş̹ ƀŅĴ̹
western world, the word is a combination of various letters, whereas a 
Chinese character is a combination of various shapes of lines and dots, 
which are localized in a unit of space on the surface as an arrangement. 
In this arrangement, what is indispensable can be claimed as the 
perfect structured, balanced arrangement as an architectural structure. 

)ĴşĪĴ˦̹�Ĝ̐rĴň̹ĪŘĜňŞŹ̹ƀŅĜƀ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĪŵĴĜƀĴŹ̹ƀŅĴ̹ňŞŲŵĴŹŹňŦş̹
ŦĿ̹ ŹŲĜĪĴ̹ Ĝşİ̹ İĴŲƀŅ̹ ĜŹ̹ ǬşĴ̹ Ĝŵƀ˫̹ bŅňŹ̹ ĿĴĜƀƄŵĴ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĜŲŲĴĜŵ̹ ňş̹ ƀŅĴ̹
ƙŦŵŖŹ̹ ŦĿ̹ ĪƄŵŵĴşƀ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ ;ĜŞŲĜŹ̹ Ĝşİ̹
Dokins, who created a calligraphic space on the walls or the roofs of 
the buildings. These calligraphic spaces consist of lines, strokes, dots, 
or splashes as if they were constructed as a part of these spaces in a 
rhythmical composition. The indications are the gesture of the hand 
that became calligraphic arrangements as mentioned here through the 
Chinese calligraphy. These works will be seen in Chapter VI. 

,ƀ̹ ňŹ̹ ĴƘňİĴşƀ̹ ƀŅĜƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ Ĝ̹ ŘŦşŀ̹ œŦƄŵşĴƟ̹ ƀŦ̹ ĴƞŲĴŵňĴşĪĴ̹ ƀŅĜƀ̹
ŵĴŴƄňŵĴŹ̹ŞĜƀƄŵňƀƟ̹ ňş̹ ŅĜşİ̹ Ĝşİ̹Şňşİ̹ ĿŦŵ̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĜŹ̹ƙĴŘŘ̹
as for Western calligraphy. These type of criteria such as stroke’s 
ŴƄĜŘňƀƟ̹Ĝşİ̹ƘňƘňİşĴŹŹ̹ŦĿ̹ƀŅĴ̹ƙŦŵŖ̹ĩĴĪŦŞĴŹ̹ĪŵňƀĴŵňĜ̹ƀŦ̹İňŹƀňşŀƄňŹŅ̹̚ĩĜİ̛̹
Ĝşİ̹ ̚ŀŦŦİ̛̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŅŵŦƄŀŅ̹ ĜĪĪĴŲƀĴİ̹ ŹƀĜşİĜŵİŹ̹ ŦĿ̹ ĜĴŹƀŅĴƀňĪ̹ Ĝşİ̹
ĴƞŲŵĴŹŹňƘĴ̹ŴƄĜŘňƀňĴŹ˦̹ŦĩƘňŦƄŹŘƟ̹ĪĜş̹ĩĴ̹ĜĪŅňĴƘĴİ̹ƙňƀŅ̹ĜŵİƄŦƄŹ̹ŲŵĜĪƀňĪĴŹ̹
˾�ĜŵşŅĜŵƀ˦̹ʆʎʌʇ˿˫̹�ĜŵşŅĜŵƀ̹ĴƞŲŵĴŹŹes this issue through the work of the 
ƙŵňƀĴŵ̹�ŅĜşŀ̹Tň̹˾ʆʉʇʊ̐ʆʉʍʌ˿̹˾#ňŀ˫̹ʍ˿̹ŦĿ̹ƀŅĴ̹Aňşŀ̹ŲĴŵňŦİ̹˾ʆʈʋʍ̐ʆʋʉʉ˿˫
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Fig. 8. Detail of a handscroll of 
Chang Pi, written by cursive 
script, Source: Barnhart, 
(1972: 240).

#ňŀ˫̹ ʍ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ƀŅĴ̹ İĴƀĜňŘ̹ ŦĿ̹ �ŅĜşŀ̹ Tň̝Ź̹ ŅĜşİŹĪŵŦŘŘ˫̹ �ĜŵşŅĜŵƀ̹ ˾ʆʎʌʇ˿̹
underlines that Chang Pi was a calligrapher who was constantly 
İĴĿĴşİňşŀ̹ ƀŅĴ̹ ŴƄĜŘňƀƟ̹ ŦĿ̹ ŅňŹ̹ ƙŦŵŖ˦̹ ƙŅĴŵĴĜŹ̹ ƘĜŵňŦƄŹ̹ ƘňĴƙĴŵŹ̹ ŞĜƟ̹
ĪŦşŹňİĴŵ̹ ňƀ̹ ŵĜƀŅĴŵ̹ƘƄŘŀĜŵ˫̹�ƀ̹ŦşĴ̹ŀŘňŞŲŹĴ˦̹ ƀŅĴ̹ ŹĴşŹĴ̹ŦĿ̹ŅňŹ̹ŲƄŵŲŦŹĴ̹ŦĿ̹
brush strokes seems going nowhere with lack of purpose or distinction, 
which also gives an impression to slip over the paper, particularly the 
ĴƞƀĴşİĴİ̹ŅŦŵňƥŦşƀĜŘŹ̹ ňşĪŘňşĴİ̹ƀŦ̹ƀŅĴ̹ ŘĴĿƀ̹ĜŹŹĴŹŹĴİ̹ĩƟ̹�ĜŵşŅĜŵƀ̹ĜŹ̹̚ƀŅĴ̹
ǭĜĪĪňİ˦̹ĜňŞŘĴŹŹŘƟ̹ŞĴĜşİĴŵňşŀ̹ŴƄĜŘňƀƟ̹ŦĿ̹ŘňşĴ˦̛ ̹ƙŅňĪŅ̹ňŹ̹şŦƀĴƙŦŵƀŅƟ̹ŅĴŵĴ˫̹

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ ĜŹ̹ ŞĴşƀňŦşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ ,,˦̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿̹
underlines that handwriting will be dead when the letterforms are 
ŵĴŘĴŀĜƀĴİ̹ƀŦ̹ŦşŘƟ̹ĪŦŞŞƄşňĪĜƀňŦş̹ ˾ŵĴŹƀŵňĪƀĴİ̹ƀŦ̹ŹŲŦŖĴş̹ ŘĜşŀƄĜŀĴ˿˦̹ œƄŹƀ̹
pointing to the same issue here. It is evident that he advocates that 
ƀŅĴŵĴ̹ ŅĜŹ̹ ƀŦ̹ ĩĴ̹ ŹŦŞĴƀŅňşŀ̹ ĩĴƟŦşİ̹ ƀŅĴ̹ ŹĴŞĜşƀňĪ̹ ŞĴĜşňşŀ˫̹ )Ĵ̹ İŦĴŹ̹
not point to necessarily unliteral lack of letters of work or directly 
does not cherish the abstract forms of calligraphy without semantic 
meaning; however, he does not advocate that calligraphic work has 
to be written and read in a literal sense, at least, it seems the literal 
ƀĴƞƀ̹ ňŹ̹şŦƀ̹ ĜŹŹĴŹŹĴİ̹Ĝ̹ŞƄŹƀ̹ĩƟ̹ŅňŞ˫̹)Ĵ̹ ĴŞŲŅĜŹňƥĴŹ̹ƙŅĜƀ̹ ňŹ̹ŀĴşĴŵĜŘŘƟ̹
missed by Western calligraphers due to the dichotomy between the 
ƀŵĜİňƀňŦş̐ĴƞŲŵĴŹŹňƘĴ˦̹ŅĜşİ̐İňŀňƀĜŘ˦̹Ŧŵ̹ĩŵƄŹŅ̐ŲĴş˫̹)Ĵ̹ĪŘĜňŞŹ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹
ňŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ĪŦşŹňİĴŵ̹ĜŘŘ̹ĿĜĪƀŦŵŹ̹ĜŘŦşŀ̹Ĝ̹ĪŦşƀňşƄƄŞ˫̹)Ĵ̹ŲŦňşƀŹ̹Ĝƀ̹ƀŅĴ̹
ƀĴŵŞ̹ŴƄĜŘňƀƟ̹ŦĿ̹ ƀŅĴ̹ƙŦŵŖ̹ ĿŦŵŞ˦̹ƙŅňĪŅ̹ ňŹ̹ ŹƄŲŲŦŹĴİ̹ ƀŦ̹ĩĴ̹ŹňŀşňǬĪĜşƀ̹ ňş̹
rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹şŦƀ̹ ƀŵĴşİŹ˦̹ ŹƀƟŘĴŹ˦̹Ŧŵ̹ŀĴşŵĴŹ˦̹ĩƄƀ̹ ƀŅĴ̹ŴƄĜŘňƀƟ̹ƙňŘŘ̹
distinguish the work. For him, when the calligraphic work consists of 
a living/moving line, spontaneous form, and the mark of the tool, the 
ƀŦşĜŘňƀƟ̹ ĜŘŹŦ̹ ƀŅĴ̹ƘĜŵňĴŀĜƀĴİ̹ ŹƀŵŦŖĴŹ̹ĜŵĴ̹ ƀŅĴ̹ ĿĜĪƀŦŵŹ̹ ƀŅĜƀ̹ Ĝİİ̹Ĝ̹ƄşňŴƄĴ̹
ŴƄĜŘňƀƟ̹ ƀŦ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖ̹ ˾[ƀĴƘĴşŹ˦̹ ʇʅʆʈ˿˫̹bŅĴŹĴ̹ ĜŵĴ̹ƘĴŵƟ̹ ŹňŞňŘĜŵ̹ ƀŦ̹
ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ƙŅĴş̹ ƀŅĴ̹ƘňĴƙĴŵ˦̹ƙňƀŅŦƄƀ̹ ŵĴĜİňşŀ̹ ƀŅĴ̹ ƀĴƞƀ̹
ŘňƀĴŵĜŘŘƟ˦̹ƙŦƄŘİ̹ĜŲŲŵĴĪňĜƀĴ̹ƀŅĴ̹ƙŦŵŖ̹ƀŅŵŦƄŀŅ̹ňƀŹ̹ŴƄĜŘňƀƟ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅňĪ̹
ŵĴşİĴŵňşŀ˫̹bŅĜƀ̹ŞĴĜşŹ̹ ƀŅĴ̹ŴƄĜŘňƀƟ̹ŦĿ̹ ƀŅĴ̹ƙŦŵŖ˰̹ ĜŵƀňŹƀňĪ̹ĴǣĴĪƀŹ̹ĪĜş̹ĩĴ̹
observed before even reading it. 

)ĴşĪĴ˦̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ŲŵĜĪƀňĪĴŹ̹ ƀŅĜƀ̹ İŦ̹ şŦƀ̹ ĿŦĪƄŹ̹ Ŧş̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ˦̹
ƙŦŵİŹ˦̹ Ŧŵ̹ ƀĴƞƀ̹ ňş̹ Ĝ̹ ŹĴŞĜşƀňĪ̹ ŹĴşŹĴ̹ Ĝşİ̹ ŞŦŹƀŘƟ̹ ĴŞŲŘŦƟ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹
gestures, dots, and stains spontaneously do not mean necessarily 
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rejecting the traditional concept of Western calligraphy either. 
This claim is grounded on the nature of calligraphy, a cultivated art 
ĿŦŵŞ̹ ƀŅĜƀ̹ ŵĴŴƄňŵĴŹ̹ ŲĜŹƀ̹ ŖşŦƙŘĴİŀĴ̹ ƀŦ̹ ĿŦŵƙĜŵİ˫̹ ,ƀ̹ ŹƀňŘŘ̹ ĪĜŵŵňĴŹ̹ ŘĜŵŀĴ̹
and sophisticated principles and theory upon it, which also help to 
understand the framework of contemporary Western calligraphy 
deeply. This issue will be discussed in Chapter VI.

4.1.5. Tools and materials of Far Eastern calligraphy practice

The tools used in Chinese and Japanese calligraphy are not complicated 
either numerous. In the Far Easter calligraphy tradition, four tools, the 
ŹŦ̐ĪĜŘŘĴİ̹ ̚ĿŦƄŵ̹ ŀĴŞŹ̹ ŦĿ̹ ƀŅĴ̹ ŹƀƄİƟ̛̹ ˾�Ĝ̐rĴň˦̹ ʇʅʆʇ˥̹ şŲ˫˿˦̹ şĜŞĴŘƟ̹ ĩŵƄŹŅ˦̹
ink, paper, and inkstone called four treasures, are fundamental and 
indispensable to every calligrapher, painter, and scholar. The reason 
to include this part is that these materials are mostly employed by 
western contemporary artists, such as Brown and myself included, 
ƀŦ̹ ĴƞŲĴŵňĴşĪĴ̹ ƙňƀŅ̹ ƀŅĴ̹ ŲŦňşƀĴİ̹ ĩŵƄŹŅ˦̹ ŵňĪĴ̹ ŲĜŲĴŵ˦̹ Ĝşİ̹ sumi-ink both 
ƀŅĴ̹ ŘňŴƄňİ̹ Ĝşİ̹ ŹƀňĪŖ̹ ĿŦŵŞ˦̹ ƙŅňĪŅ̹ ňŹ̹ ŞŦŹƀŘƟ̹ ƄŹĴİ̹ ƀŦ̹ ĴƞĴĪƄƀĴ̹ ĜĩŹƀŵĜĪƀ̹
ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖŹ̹ňş̹ƀŅĴ̹ŴƄĴŹƀ̹ŦĿ̹ƀŅĴ̹ŹƀŵŦŖĴ˫

It should keep in mind that various kinds of literature, such as Sullivan 
˾ʆʎʋʎ˿˦̹ƄŹĴ̹ ƀŅĴ̹ ƀĴŵŞ̹ĩŵƄŹŅƙŦŵŖ̹ƙŅĴş̹ŵĴĿĴŵŵňşŀ̹ ƀŦ̹�ŅňşĴŹĴ̹ ƀŵĜİňƀňŦşĜŘ̹
art such as calligraphy, ink-painting2, or painting, rather than sharply 
separating them are employed the same tool, brush.

9ƄŦ̹ ˾ʇʅʆʅ˿̹ ŹƀĜƀĴŹ̹ the writing of the script by brush is also a base for 
Chinese painting for more than a thousand years, due to the same tool and 
same kind of brush, and similar kinds of line production are involved here. 

Moreover, in Chinese painting, writing is commonly included in a 
painting as a part of the composition. It is evident that calligraphy, 
painting, and poetry as a theme that calligrapher often prefers as a 
poetic poem or poetic prose unite in a single work of art; both verbal 
and visual representations are integrated simultaneously. With the 
poetic prose, it is claimed that the calligrapher did not limit himself 
to just a copy as an act; instead, he intends to revive the gestural 
ŞŦƘĴŞĴşƀ̹ƙňƀŅ̹ƀŅĴ̹ňŞĜŀňşĜƀňƘĴ̹ŲŦƙĴŵ̹ŦĿ̹ƀŅĴ̹�ŅňşĴŹĴ̹ĪŅĜŵĜĪƀĴŵŹ˫̹9ƄŦ̹
claims that this aspect of Chinese calligraphy, with its ideal aesthetic 
and practice, makes calligraphy a more demanding art form than 
ŲĜňşƀňşŀ̹ ˾9ƄŦ˦̹ ʇʅʆʅ˿˫̹�ƀ̹ ƀŅĴ̹ ŹĜŞĴ̹ ƀňŞĴ˦̹ŞŦŹƀ̹ ŦĿ̹ ƀŅňŹ̹ ŘňƀĴŵĜƀƄŵĴ̹ ŹƀĜŵƀŹ̹
with calligraphy before delving into other disciplines because of the 
pretty much same reason but also points to calligraphy, which is the 
basic principle that is supposed to be discussed in order to comprehend 
and understand the general idea of Chinese art. For this reason, it will 
not be wrong to say that the brush is the primary tool, and in order to 
appreciate the brushwork, calligraphy is one of the primary disciplines 
ƀŅĜƀ̹ňŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ĩĴ̹ĴƞĜŞňşĴİ˫̹

�ĪĪŦŵİňşŀ̹ ƀŦ̹ �Ĝ̐rĴň̹ ˾ʇʅʆʇ˿˦̹ ƀŅĴ̹ �ŅňşĴŹĴ̹ ĩŵƄŹŅ̹ ŅĜŹ̹ Ĝ̹ ŘŦşŀ̹ Ĝşİ̹ŞŦŵĴ̹
continuous relationship with calligraphy than painting in Chinese 

ʇ̹�ş̹ ňşŖ̹ŲĜňşƀňşŀ˦̹ ĜŹ̹$ƄĴŹƀ̹ ˾ʇʅʆʌ˿̹ Ŧŵ̹9ƄŦ̹ ˾ʇʅʆʅ˿̹ ŹƀĜƀĴŹ˦̹ ňŹ̹ ĪŘĜňŞĴİ̹ĜŹ̹ ĪŘŦŹĴŵ̹ ƀŅĜş̹ŲĜňşƀňşŀ˦̹ ĴƘĴş̹
though these three practices are intertwined, due to the reason that traditional calligraphy and 
ňşŖ̹ŲĜňşƀňşŀ̹ŲŵĴĿĴŵŹ̹ĩŘĜĪŖ̹Ĝşİ̹ƙŅňƀĴ˰̹ĜŘŹŦ̹ňşŖ̹ŲĜňşƀňşŀ̹ŲŵŦƘňİĴŹ̹ƀŅĴ̹ŲŵŦƞňŞňƀƟ̹ƙňƀŅ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹
ŘňşĴ̹ňş̹ĪĜŘŘňŀŵĜŲŅƟ̹˾�Ĝ̐rĴň˦̹ʇʅʆʇ˿˫
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Fig. 9. Examples of Chinese 
brush, Photo credit: Almıla 
Yıldırım.

ŅňŹƀŦŵƟ˫̹)Ĵ̹ ŲŦňşƀŹ̹ ƀŦ̹ ƀŅĴ̹ ĿŦƄŵƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ̹ ��̹ ŦĿ̹ ƀŅĴ̹ [ŅĜşŀ̹ ŲĴŵňŦİ̹
when the brushwork in calligraphy can be traced, whereas the earliest 
ĴƞĜŞŲŘĴ̹ŦĿ̹ŲĜňşƀňşŀ̹ĪĜş̹ĩĴ̹ĿŦƄşİ̹ňş̹ƀŅĴ̹)Ĝş̹�ƟşĜŹƀƟ̹˾ƀŅĴ̹ƀŅňŵİ̹ĪĴşƀƄŵƟ̹
��̹̐ ƀŅĴ̹ ƀŅňŵİ̹ ĪĴşƀƄŵƟ̹��˿̹ ňş̹ ŵƄĩĩňşŀŹ̹ ŦĿ̹ ŲŦƀƀĴŵƟ̹ ŘňşĴŹ˦̹ ŲĜňşƀĴİ̹ ƀĜňŘŹ˦̹
ƀŦŞĩ̹ĿŵĴŹĪŦĴŹ̹Ŧŵ̹ŲĜňşƀĴİ̹ŘĜĪŴƄĴŵ̹ĩĜŹŖĴƀŹ˫̹

�ŵƄŹŅ̹˾#ňŀ˫̹ʎ˿̹ňŹ̹ĪŦŞŞŦşŘƟ̹ŞĜİĴ̹ŦĿ̹ĜşňŞĜŘ̹ŅĜňŵ˦̹ŹƄĪŅ̹ĜŹ̹ŹŅĴĴŲ˦̹İĴĴŵ˦̹ĿŦƞ˦̹
wolf, mouse, or rabbit, according to the preference of the writer or the 
ŵĴŴƄňŵĴŞĴşƀŹ̹ŦĿ̹Ĝ̹ŲĜŵƀňĪƄŘĜŵ̹ŹƀƟŘĴ̹ňş̹�ŅňşĜ˰̹ƀŅĴş̹ƀŅĴƟ̹ĜŵĴ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹
ĩĴ̹ƀňĴİ̹ƀŦŀĴƀŅĴŵ̹ňş̹ŹŞĜŘŘ̹ĩƄşĪŅĴŹ̹Ĝşİ̹ǬƞĴİ̹ňşƀŦ̹Ĝ̹ŵĴĴİ̹Ŧŵ̹ƀŅňş̹ĩĜŞĩŦŦ̹
stem. In contrast, the Chinese writing brush is generally made of goat’s 
hair, rabbit hair, or weasel’s tail hairs, which provides softness and 
ĴŘĜŹƀňĪňƀƟ̹ƀŦ̹ƀŅĴ̹ĩŵƄŹŅ̹˾bňşŀƟŦƄ˦̹ʇʅʅʉ˿˫

Fig. 10. Examples of the various 
brush strokes done with a 
single brush, Source: Da-Wei, 
(2012: np.).

�ŵƄŹŅ̹ŲŵŦƘňİĴŹ̹ĩŵŦĜİ̹ĪĜŲĜĪňƀƟ̹Ĝşİ̹ƘĴŵŹĜƀňŘňƀƟ̹ƙňƀŅ̹ňƀŹ̹ǭĴƞňĩňŘňƀƟ˦̹ƄşŘňŖĴ̹
ƀŅĴ̹ŵňŀňİ̹ŹƀƟŘƄŹ̹Ŧŵ̹şňĩ˫̹�̹ǭĴƞňĩŘĴ̹ŅĜňŵ̹ňŹ̹ĴŹŹĴşƀňĜŘ̹şŦƀ̹ŦşŘƟ̹ĿŦŵ̹ƀŅĴ̹ĪĜƄŹĴ̹
ŦĿ̹ƘĜŵňĜƀňŦşŹ̹ňş̹ƀŅĴ̹ƙňİƀŅ̹ŦĿ̹ŹƀŵŦŖĴŹ̹˾#ňŀ˫̹ʆʅ˿̹ĩƄƀ̹ĜŘŹŦ̹ĿŦŵ̹ĪŵĴĜƀňşŀ̹ƀŅŵĴĴ̐
İňŞĴşŹňŦşĜŘ̹ĴǣĴĪƀŹ̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ̹İƄĴ̹ƀŦ̹ƄŹňşŀ̹ƀŅĴ̹ƀňŲ̹Ŧŵ̹ŹňİĴ̹ŦĿ̹ƀŅĴ̹
brush. With only black ink, the brush can produce an unlimited variety 
ŦĿ̹ŹŅĜŲĴŹ̹ŦĿ̹ŘňşĴŹ̹Ĝşİ̹İŦƀŹ̹ĜŹ̹ŞƄĪŅ̹ĜŹ̹ŦşĴ̹ĪĜş̹ŞĜşĜŀĴ̹˾�Ĝ̐rĴň˦̹ʇʅʆʇ˿˫
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#ňŀ˫̹ ʆʆ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ŅŦƙ̹ ƀŦ̹ ŅĜşİŘĴ̹ ƀŅĴ̹ ĩŵƄŹŅ˦̹ Ĝşİ̹ #ňŀ˫̹ ʆʇ̹ ňŘŘƄŹƀŵĜƀĴŹ̹
İňǣĴŵĴşƀ̹ƙĜƟŹ̹ ŦĿ̹ ƄŹňşŀ̹ ƀŅĴ̹ ƀňŲ̹ ŦĿ̹ ƀŅĴ̹ ĩŵƄŹŅ̹ ňş̹ƙŵňƀňşŀ̹ ĿŦŵ̹ Ĝ̹ ƘĴŵƀňĪĜŘ̹
stroke. While writing with a brush, the brush is held vertically at 90 
İĴŀŵĴĴŹ̹ƀŦ̹ƀŅĴ̹ŲĜŲĴŵ̝Ź̹ŹƄŵĿĜĪĴ̹˾#ňŀ˫̹ʆʇ˿. 

Fig. 11. left The way to hold the 
brush, Source: Tingyou, (2004: 
44).

Fig. 12. right Moving the tip 
of the brush in the middle of 
the stroke and along one side 
of a stroke, Source: Tingyou, 
(2004: 45).

The brush has to behold not tightly to manipulate, such as rolling, 
twisting, and turning, which are not in the case of the Western 
ĪĜŘŘňŀŵĜŲŅƟ̹ ĴƞĴĪƄƀĴİ̹ƙňƀŅ̹ Ĝ̹ şňĩ̹ Ŧŵ̹ ŴƄňŘŘ̹ ŲĴş˫̹ ,ƀ̹ ňŹ̹ şŦƀ̹ œƄŹƀ̹ ƀŅĴ̹ ǬşŀĴŵ˦̹
ĩƄƀ̹ ƀŅĴ̹ ƙŅŦŘĴ̹ ĩŦİƟ̹ ŲĜŵƀňĪňŲĜƀĴŹ̹ ňş̹ ƀŅĴ̹ ĴƞĴĪƄƀňŦş˰̹ ĿŦŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹
coordination of the whole body is another issue that has to ensure a 
good line or a good painting or calligraphy. There is an allegory that 
painting and calligraphy -mentioned in various parts above- are like 
dancing because of the body’s movement while using the brush. It is 
assumed as a kind of physical performance with body movement, which 
ňŹ̹ŹňŀşňǬĪĜşƀ̹˾�Ĝ̐rĴň˦̹ʇʅʆʇ˿˫

Compared with a feather or a nib of the western calligraphy, which is 
relatively limited in terms of thickness of the stroke, a brush can promise 
ƘĜŵňŦƄŹ̹ƀŅňĪŖşĴŹŹĴŹ̹ƀŅĜƀ̹ĴƞŲŵĴŹŹ̹İĜŵŖ̹Ŧŵ̹ŘňŀŅƀ̹ĩŘĜĪŖ̹ňşŖ̹Ĝşİ̹ŵĴƘĴĜŘ̹ƀŅĴ̹ŹŲĴĴİ̹
ŦĿ̹ƀŅĴ̹ŅĜşİ̝Ź̹ŞŦƘĴŞĴşƀ˦̹ ƙŅňĪŅ̹ĪĜşşŦƀ̹ĩĴ̹ŵĴƘňŹĴİ̹˾#ňŀ˫̹ʆʅ˿˫̹bŅňŹ̹ŞĴĜşŹ̹ƀŅĴ̹
vigor of the strokes depends on the mastery of the ĩŵƄŹŅ̹˾bňşŀƟŦƄ˦̹ʇʅʅʉ˿˫̹

�şŦƀŅĴŵ̹ Īritical factor is the speed of brushwork strokes, in which 
ĴƘĴŵƟ̹ŹƀŵŦŖĴ̹ ňŹ̹ĪŦşŹƀŵƄĪƀĴİ̹ĩƟ̹ĜŘƀĴŵşĜƀňƘĴ̹ŴƄňĪŖ̹Ĝşİ̹ŹŘŦƙ̹ŞŦƘĴŞĴşƀŹ̹
depending on the relation to a particular character. It depends on the 
ŲňĴĪĴ̝Ź̹ŹňƥĴ˰̹şŦƀ̹œƄŹƀ̹ƀŅĴ̹ǬşŀĴŵ˦̹ƀŅĴ̹ŅĜşİ˦̹Ŧŵ̹ƀŅĴ̹ƙŵňŹƀ̹ĜŵĴ̹ňşƘŦŘƘĴİ˦̹ĩƄƀ̹
ŹŦŞĴƀňŞĴŹ̹ƀŅĴ̹ƙŅŦŘĴ̹ĩŦİƟ̹˾xĴĴ˦̹ʆʎʌʉ˿˫

It is evident that all mentioned features of the Chinese brush give 
Ĝ̹ŵĜşŀĴ̹ŦĿ̹ŦŲŲŦŵƀƄşňƀňĴŹ̹ ƀŦ̹ĴƞĴĪƄƀĴ̹Ĝ̹ĩŵƄŹŅ̹ ƀŅĜƀ̹ŅĜŹ̹ƘĜŵňĴƀňĴŹ̹ƙňƀŅňş˦̹
on the contrary to the western metal nib or feather that gives limited 
thickness, and within the stroke, there is no dimension that the pressure 
ŲŵŦƘňİĴŹ̹ ƙňƀŅňş̹ ƀŅĴ̹ ňşŖ˫̹ ;ŦŦŖňşŀ̹ Ĝƀ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ŲŵĜĪƀňĪĴŹ̹ ňş̹
Chapter VI, Brown employs Chinese calligraphy and ink for his abstract 
calligraphy practices and focuses on the ink and the movement of 
ƀŅĴ̹ ŅĜşİ˫̹ )Ĵ̹ ĜŲŲŵŦĜĪŅĴŹ̹ ƀŅĴ̹ �ŅňşĴŹĴ̹ ĩŵƄŹŅ̹ ĜŹ̹ Ĝş̹ ŦŲŲŦŵƀƄşňƀƟ̹ ƀŦ̹
ĴƞŲĴŵňŞĴşƀ̹ƙňƀŅ̹ŅňŹ̹ŹŦ̐ĪĜŘŘĴİ̹ŵĴİƄĪƀňŦşňŹƀ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹AŦŵĴŦƘĴŵ˦̹ŦƀŅĴŵ̹
calligraphers mostly employ broad-edge brushes that mimic the metal 
şňĩ˦̹ ĩƄƀ̹ƙňƀŅ̹ ňƀŹ̹ ŅĜňŵ˦̹ ňƀ̹ ŲŵŦƘňİĴŹ̹ Ĝ̹ ĪĴŵƀĜňş̹ ĜŞŦƄşƀ̹ ŦĿ̹ ǭĴƞňĩňŘňƀƟ̹ Ĝşİ̹
room for a calligrapher to create various moves that stroke varies more 

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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Fig. 13. Chinese ink stick, Photo. 
credit: Almıla Yıldırım.

Fig. 14. Example of ink stone, 
Photo. credit: Almıla Yıldırım. 

than the metal nib. Even western calligraphy is closer to being called 
ĩŵŦĜİ̐ĴİŀĴ̹ ŞĴƀĜŘ̹ şňĩ̹ ĪĜŘŘňŀŵĜŲŅƟ˰̹ ĜŹ̹ ŹƀĜƀĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ ,,,˦̹ ƀŅĴ̹ ǬŵŹƀ̐
ĪĴşƀƄŵƟ̹ WŦŞĜş̹ ĪĜŲňƀĜŘŹ̹ ƙĴŵĴ̹ ǬŵŹƀ̹ ĴƞĴĪƄƀĴİ̹ ĩƟ̹ ĩŵƄŹŅ˦̹ ƀŅĴş̹ ĪŅňŹĴŘĴİ̹
Ŧş̹ ƀŅĴ̹ ŹƀŦşĴ˫̹ )ŦƙĴƘĴŵ˦̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ İňŵĴĪƀŘƟ̹ ŵĴŘĜƀĴİ̹ ƀŦ̹ ƀŅĴ̹
brush; hence, vividness can be achieved depending on the skill of the 
ĪĜŘŘňŀŵĜŲŅĴŵ˫̹ ,ƀ̹ ĪĜş̹ ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ƀŅňŹ̹ ĪŵňƀĴŵňŦş̹ ŦĿ̹ ƀŅĴ̹ ŴƄĜŘňƀƟ̹ Ĝşİ̹
the vividness of the stroke has become one of the desired features for 
contemporary calligraphers. Thus, they mostly prefer to employ a brush 
as the main instrument. I, myself, for my one of the series of calligraphy, 
ĴŞŲŘŦƟĴİ̹ƀŅĴ̹�ŅňşĴŹĴ̹ĩŵƄŹŅ̹ƀŦ̹ĴƞŲĴŵňŞĴşƀ̹ƙňƀŅ̹ňƀŹ̹ŲŵŦŞňŹĴİ̹ƘĜŵňĴƀƟ̹ŦĿ̹
possibilities that react to an amount of ink, the type of the moves, the 
speed, and the pressure of the hand. The gesture is the main theme of 
ƀŅĴŹĴ̹ƙŦŵŖŹ̹ƀŅĜƀ̹ƙňŘŘ̹ĩĴ̹ŲŵĴŹĴşƀĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,,˫̹bŅĴ̹ĩŵƄŹŅ̹ƀĴĪŅşňŴƄĴ̹
ƙĜŹ̹ ĜĪŴƄňŵĴİ̹ ňş̹ �ĜŵĪĴŘŦşĜ̹ ňş̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ƙŦŵŖŹŅŦŲŹ̹ ,̹ ŲĜŵƀňĪňŲĜƀĴİ̹ ňş̹
ƀŅĜƀ˦̹ŞĴşƀňŦşĴİ̹ňş̹�ŲŲĴşİňƞ̹�˫̹#Ŧŵ̹ŞĴ˦̹ňƀ̹ňŹ̹ƀŅĴ̹ŹĴĜŵĪŅ̹ĿŦŵ̹Ĝş̹ĴşŅĜşĪĴİ̹
perspective of the calligraphic mind that mostly builds around western 
ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ĴƞŲŘŦŵĜƀňŦş̹ŦĿ̹ ƀŅĴ̹ŀĴŹƀƄŵĴ̹ ƀŅĜƀ̹ŀňƘĴŹ̹Ĝ̹ŅňŀŅŘƟ̹ ňşƀĴşŹĴ̹
visual appearance and transmits that feeling to the viewer. 

Furthermore, Chinese ink is one of the most characteristic Chinese 
ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ŲĜňşƀňşŀ̹ŞĜƀĴŵňĜŘŹ̹ƀŅĜƀ̹İňǣĴŵ̹ĿŵŦŞ̹ƄŹĴİ̹ňş̹ƀŅĴ̹rĴŹƀ˫̹bŅĴ̹
ŞĴĜşňşŀ̹ŦĿ̹ ňşŖ̹ ˾mò˿̹ĜĪƀƄĜŘŘƟ̹ĜŘŘƄİĴŹ̹ƀŦ̹ ňşŖ̹ŹƀňĪŖŹ˦̹ ƀƟŲňĪĜŘŘƟ̹ŞĜİĴ̹ŦĿ̹ŹŦŦƀ̹
Ĝşİ̹ ŀŘƄĴ̹ ˾;ň˦̹ )Ĝş˦̹ Ĝşİ̹ �ĴĪŖĴŵ˦̹ ʇʅʆʍ˿˫̹ ̹ ,ƀ̹ ňŹ̹ Ĝ̹ ĩŘĜĪŖ̹ Ĝşİ̹ şŦƀ̹ ŘňŴƄňİ̹ ĿŦŵŞ˦̹
ŞŦŹƀŘƟ̹ňş̹ƀŅĴ̹ŹƀňĪŖ̹ĿŦŵŞ̹ĜŹ̹ňş̹#ňŀ˫̹ʆʈ̹˾xĴĴ˦̹ʆʎʌʉ˿˦̹ƙŅňĪŅ̹ňŹ̹ŞĜİĴ̹ŦĿ̹ƀŅĴ̹ŹŦŦƀ̹ŦĿ̹
ƀƄşŀ̹ŦňŘ˦̹ĪŦĜŘ˦̹Ŧŵ̹ŲňşĴ̹ƙŦŦİ̹ƙňƀŅ̹ĜşňŞĜŘ̹ŀŘƄĴ̹Ĝşİ̹ŲĴŵĿƄŞĴ̹˾bňşŀƟŦƄ˦̹ʇʅʅʉ˿˫

bŅĴ̹ňşŖ̹ŞƄŹƀ̹ĩĴ̹ŲŵĴŲĜŵĴİ̹ĩƟ̹ŵƄĩĩňşŀ̹Ŧş̹ňşŖŹƀŦşĴ̹˾#ňŀ˫̹ʆʉ˿̹ƙňƀŅ̹ƙĜƀĴŵ̹
before practicing calligraphy. It is always preferred to use fresh ink; 
for this reason, it is supposed to be estimated at the outset how much 
ĜŞŦƄşƀ̹ŦĿ̹ňşŖ̹ƙňŘŘ̹ĩĴ̹ŵĴŴƄňŵĴİ̹ƀŦ̹ĪŦŞŲŘĴƀĴ̹Ĝ̹ŲňĴĪĴ˫

IV. CHINESE AND JAPANESE CALLIGRAPHY TRADITION:
INFLUENCES ON THE WESTERN CONTEMPORARY CALLIGRAPHY
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Since various western calligraphers, such as Brown, employs the 
Chinese stick ink, he also uses the ink stone to dilute the ink and 
ĴƞŲĴŵňŞĴşƀ̹ĜŹ̹ŵĴİƄĪƀňŦşňŹƀ̹ĜŲŲŵŦĜĪŅ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹ŞĴşƀňŦşĴİ̹Ĝşİ̹
presented in Chapter VI.

�şŦƀŅĴŵ̹ƘňƀĜŘ̹ƀŦŦŘ̹ňŹ̹ŲĜŲĴŵ˦̹ŦşĴ̹ŦĿ̹�ŅňşĜ̝Ź̹ĿŦƄŵ̹ŀŵĴĜƀ̹ňşƘĴşƀňŦşŹ˰̹ƀŅĴ̹ŵĴŹƀ̹
is ranked as the compass, gunpowder, and printing. It is commonly said 
ƀŅĜƀ̹ŲĜŲĴŵ̹ƙĜŹ̹ňşƘĴşƀĴİ̹ĩƟ̹�Ĝň̹;Ƅş̹˾ˬ̐ʆʇʆ˿̹ŦĿ̹ƀŅĴ̹�ĜŹƀĴŵş̹)Ĝş̹�ƟşĜŹƀƟ˰̹
ŅŦƙĴƘĴŵ˦̹ ĴĜŵŘňĴŵ̹ ŲĜŲĴŵŹ̹ ƙĴŵĴ̹ ŞĜİĴ̹ ŦĿ̹ ŲŘĜşƀ̹ ǬĩĴŵ̹ ƄŹĴİ̹ İƄŵňşŀ̹ ƀŅĴ̹
rĴŹƀĴŵş̹)Ĝşİ̹�ƟşĜŹƀƟ̹˾ʇʅʋ̹�˫�̐�˫�˫̹ʇʊ˿˦̹ĴĜŵŘňĴŵ̹ƀŅĜş̹ƀŅĴ̹�ĜŹƀĴŵş̹)Ĝş̹
ŲĴŵňŦİ˫̹ wƄĜş̹ ŲĜŲĴŵ̹ ĿŵŦŞ̹wƄĜşĪŅĴşŀ̹ Ĝşİ̹ 7ňşŀƞňĜş̹ ňş̹�şŅƄň̹ TŵŦƘňşĪĴ̹
is one of the preferable papers by calligraphers and painters in China, 
which is made of the bark of the wingceltis tree and rice straw. It has 
ƀŦ̹ ĩĴ̹ ƀŵĴĜƀĴİ̹ƙňƀŅ̹ ŘňŞĴ̹ Ĝşİ̹ĩŘĴĜĪŅĴİ̹ ňş̹ ƀŅĴ̹ ŹƄş˰̹ ƀŅĴş˦̹ ƀŅĴ̹ǬĩĴŵŹ̹ƙňŘŘ̹
ĩĴĪŦŞĴ̹ŲƄŘŲ˫̹�ĴŲĴşİňşŀ̹Ŧş̹ƀŅĴ̹ŲĜŲĴŵ̝Ź̹ĜĩŹŦŵŲƀňŦş̹ŴƄĜŘňƀƟ˦̹ƀŅĴ̹ňşŖ̹Ŧş̹
ŲĜŲĴŵ̹ŵĴƘĴĜŘŹ̹ƘĜŵňŦƄŹ̹ĜŲŲĴĜŵĜşĪĴŹ̹˾bňşŀƟŦƄ˦̹ʇʅʅʉ˿˫

�ŲĜŵƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ �ŅňşĴŹĴ̹ ĩŵƄŹŅ˦̹ ƀŅĴ̹ ŵňĪĴ̹ ŲĜŲĴŵ̹ ňŹ̹ ŦşĴ̹ ƀŦŦŘ̹ ƀŅĜƀ̹ ,̹ ĜŘŹŦ̹
appreciated and employed for one of my series, as mentioned earlier. 
The aim was to be familiar with the paper and how it reacts to the ink 
Ĝşİ̹ƀŅĴ̹ĩŵƄŹŅ˫̹#ƄŵƀŅĴŵŞŦŵĴ˦̹ ňƀ̹ŲŵŦƘňİĴŹ̹Ĝ̹ĪŅĜşĪĴ̹ ƀŦ̹ĴƞŲĴŵňŞĴşƀ̹ƙňƀŅ̹
a gesture that cannot be achieved with other regular paper that is 
used for the metal nib. It will be mentioned in Chapter VII through my 
personal works.

�ƀ̹ ƀŅňŹ̹ ŲŦňşƀ˦̹ ňƀ̹ ƙňŘŘ̹ ĩĴ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ ŞĴşƀňŦş̹ ƀŅĴ̹ ŹĪŵňŲƀ̹ ŹƀƟŘĴŹ̹ ŦĿ̹
�ŅňşĴŹĴ̹�ĜŘŘňŀŵĜŲŅƟ̹ĩŵňĴǭƟ˦̹ĩƄƀ̹ŞŦŹƀŘƟ̹ĿŦĪƄŹňşŀ̹Ŧş̹ƀŅĴ̹ĪƄŵŹňƘĴ̹ŹĪŵňŲƀ˦̹
particularly wild cursive script that is coined for Chinese calligraphers, 
ŅňŀŅŘƟ̹ňşşŦƘĜƀňƘĴ˦̹rĜşŀ̹wňƥŅň̹˾ʈʅʈ̐ʈʋʆ˿˦̹İƄĴ̹ƀŦ̹ƀŅĴ̹ŵĴĜŹŦş̹ƀŅĜƀ̹ŅňŹ̹ƙňŘİ̹
script free from other calligraphy styles’ restrictions, and assessed as a 
type of calligraphy closest to abstraction, which is a highly considerable 
feature of the western contemporary calligraphy as well. The relation 
will be mentioned in Chapter VI while observing the features of the 
contemporary calligraphy works with a highly abstract form closer 
ƀŦ̹ ƀŅĴ̹ ĜŹĴŞňĪ̹ƙŵňƀňşŀ̹ ňş̹ƙŅňĪŅ̹ ƀŅĴ̹ ŹĴŞĜşƀňĪ̹ŞĴĜşňşŀ̹ ŦĿ̹ ƀŅĴ̹ ƀĴƞƀ̹ ňŹ̹
eliminated, just as the word or a letter is eliminated in contemporary 
attitude. For this reason, before encountering it in Chapter VI, it will 
ĩĴ̹ ĜŲŲŵŦŲŵňĜƀĴ̹ ƀŦ̹ ŀĜňş̹ ňşŹňŀŅƀ̹ ňşƀŦ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ĴĜŵŘňĴŹƀ̹ ĴƞĜŞŲŘĴŹ̹ ŦĿ̹
asemic calligraphy in which a word is assessed as an image. This 
feature is also encountered in the modern period of Western art and 
design, particularly works of Futurist and Dadaist artists, as well as the 
postmodernist graphic designers who created typographic works that 
ĩŵĴĜŖ̹ƀŅĴ̹ŵƄŘĴŹ̹̐ĜŘŹŦ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹)ĴşĪĴ˦̹ƀŅňŹ̹ƀŅĴŞĴ̹ƙňŘŘ̹
provide a piece of important information to establish a link between 
the east and west in the realm of calligraphy comprehensively.

4.1.6. Script styles of Chinese calligraphy

�ŅňşĴŹĴ̹ƙŵňƀƀĴş̹ŘĜşŀƄĜŀĴ̹ƙĜŹ̹İĜƀĴİ̹ĩĜĪŖ̹ƀŅŵĴĴ̹ƀŅŦƄŹĜşİ̹ƟĴĜŵŹ̹ĜŀŦ˫̹�Ź̹
ŞĴşƀňŦşĴİ̹ ĩĴĿŦŵĴ˦̹ ĴĜŵŘňĴŵ̹ ĴƞĜŞŲŘĴŹ̹ ƀŦŦŖ̹ ƀŅĴ̹ ĿŦŵŞ̹ ŦĿ̹ ŲňĪƀŦŀŵĜŞŹ̹ Ĝşİ̹
ideograms that were generally incised on the surfaces of the oracle bones 
Ŧŵ̹ĪĜŹƀ̹ňşƀŦ̹ƀŅĴ̹ŹƄŵĿĜĪĴ̹ŦĿ̹ĩŵŦşƥĴ̹ƘĴŹŹĴŘŹ˫̹�Ź̹ňİĴŦŀŵĜŲŅŹ̹ƙĴŵĴ̹ŀŵĜİƄĜŘŘƟ̹
standardized, various basic strokes were established, such as a disk being 
replaced with a circle, and a rectangle with four lines was facilitated for 
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Fig. 15. from left to right Seal 
Script, Clerical Script, Regular 
(Formal) Script, Running (Semi-
cursive) Script, Cursive (Grass) 
Script, Source: Encyclopedia 
Japan, doyouknowjapan.
com/calligraphy/, access: 
21.02.2018.

carving. In brushwork, straight and slightly curved lines were started to 
ĩĴ̹ƄŹĴİ̹ĜŹ̹ŅŦŵňƥŦşƀĜŘ˦̹ƘĴŵƀňĪĜŘ˦̹Ŧŵ̹İňĜŀŦşĜŘ̹˾bĜşĜŅĜŹŅň˦̹ʇʅʆʋ˿˫̹

xĴĴ̹ ˾ʆʎʌʉ˿̹ ǬŵŹƀ̹ ŲŦňşƀŹ̹ ƀŦ̹ ƀŅĴ̹ ŲĴŵňŦİ̹ ŦĿ̹ ƀŅĴ̹)Ĝş̹�ƟşĜŹƀƟ̹ ˾ʇʅʋ̹ ��̐��̹
ʇʇʅ˿˦̹ƙŅĴş̹ ƀŅĴŵĴ̹ ĪĜş̹ ĩĴ̹ ŦĩŹĴŵƘĴİ̹ ƘĜŵňŦƄŹ̹ ĪŅĜşŀĴŹ̹ ňş̹ ŹƀŵŦŖĴ̐ŞĜŖňşŀ˦̹
Ĝşİ̹ĜĿƀĴŵ̹ƀŅĜƀ̹ŲĴŵňŦİ˦̹ŅĴ̹ŹƀĜƀĴŹ̹ƀŅĜƀ̹ƀŅĴ̹ĴƘŦŘƄƀňŦş̹ŦĿ̹İňǣĴŵĴşƀ̹ŹƀƟŘĴŹ̹ŦĿ̹
calligraphy, which also brought changes in the shaping of the strokes 
can be observed, but there is not much change in construction and 
shape of the characters.

bŅĴŵĴ̹ ĜŵĴ̹ ŀĴşĴŵĜŘŘƟ̹ ňşƀŵŦİƄĪĴİ̹ǬƘĴ̹ ĩĜŹňĪ̹ ŹƀƟŘĴŹ̹ ƀŅĜƀ̹ ĪĜş̹ ĩĴ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹
script̹ ĿŦŵŞŹ˫̹bŅĴŹĴ̹ ŹĪŵňŲƀ̹ ĿŦŵŞŹ̹İĴƘĴŘŦŲĴİ̹ ňş̹ Ĝ̹ ŘŦŀňĪĜŘ̹ ŹĴŴƄĴşĪĴ̹İƄŵňşŀ̹
the̹ǬŵŹƀ̹ŞňŘŘĴşşňƄŞ̹��̹ĩĜŹĴİ̹Ŧş̹ƀŅĴ̹ŀŵŦƙňşŀ̹ƄŹĴ̹ŦĿ̹ƀŅĴ̹ǭĴƞňĩŘĴ̹ĩŵƄŹŅ̹Ĝşİ̹
ŀŵĜİƄĜŘŘƟ̹ňşĪŵĴĜŹĴİ̹ĜƙĜŵĴşĴŹŹ̹ŦĿ̹ƀŅĴ̹ĴƞŲŵĴŹŹňƘĴ̹ŲŦƀĴşƀňĜŘ̹˾�ĜŵşŅĜŵƀ˦̹ʆʎʌʇ˿˫̹

bŅĴƟ̹ ĜŵĴ̹ ŵĜşŖĴİ̹ ĜŹ̹ ŵĴŹŲĴĪƀĿƄŘŘƟ̹ ̚ŹĴĜŘ̛̹ ˾Ī#0�)� Ń� 5#0¶)� .#Ď˿̹ ŹĪŵňŲƀ̹ ŦĿ̹ ƀŅĴ̹
[ŅĜşŀ˦̹�ŅŦƄ˦̹ Ĝşİ̹�Ņ̝ňş̹ŲĴŵňŦİŹ̹ ˾ĪŹ˫̹ ʆʊʅʅ̐ʇʅʋ̹��˿̹şĜŞĴİ̹ĜĿƀĴŵ̹ ĪƄŵŵĴşƀŘƟ̹
ƄŹĴİ̹ Ŧş̹ ŹĴĜŘŹ˰̹ ƀŅĴ̹ ̚ĪŘĴŵňĪĜŘ̛̹ ˾li-shu˿̹ ŹĪŵňŲƀ̹ ŦĿ̹ ƀŅĴ̹ )Ĝş̹ ŲĴŵňŦİ̹ ˾ʇʅʋ̹ ��̐
��̹ ʇʇʅ˿̹ şĜŞĴİ̹ ĜĿƀĴŵ̹ ňƀŹ̹ ĜŲŲĜŵĴşƀ̹ ňşƘĴşƀňŦş̹ Ĝşİ̹ ŲŵĴĿĴŵŵĴİ̹ ƀŦ̹ ƄŹĴ̹ ĩƟ̹
ŀŦƘĴŵşŞĴşƀ̹ĪŘĴŵŖŹ˰̹ƀŅĴ̹̚ŵĴŀƄŘĜŵ̛̹˾cheng or k’ai˿˦̹ƀŅĴ̹ŞŦŹƀ̹ĿŦŵŞĜŘ̹ŦĿ̹ŹĪŵňŲƀ̹
ƀƟŲĴŹ˰̹ ̚ŵƄşşňşŀ̛̹ ˾hsing˿˰̹Ĝşİ̹̚ĪƄŵŹňƘĴ˦̛ ̹Ŧŵ̹̚ŀŵĜŹŹ̛̹ ˾ts’ao˿̹ ĿŦŵŞŹ̹ŦĿ̹ ƀŅĴ̹rĴň˦̹
bŹňş˦̹Ĝşİ̹[ňĪ̹�ƟşĜŹƀňĴŹ̹ŲĴŵňŦİŹ̹˾��̹ʇʇʅ̐ʋʆʍ˿̹˾#ňŀ˫̹ʆʊ˿̹ňŘŘƄŹƀŵĜƀĴ̹ƀŅĴ̹ŀŵŦƙňşŀ̹
speed and gŵĴĜƀ̹ŹƀŵƄĪƀƄŵĜŘ̹ĜĩĩŵĴƘňĜƀňŦş̹˾#Ŧşŀ˦̹ʆʎʎʇ˥̹ʆʇʈ˿̹˾rĜşŀ˦̹ʇʅʅʍ˿˫

The cursive script, among the others, not under any constraints, is 
assessed as free from the restrictions of other styles. It demands a 
İňǣĴŵĴşƀňĜƀňŦş̹ ŦĿ̹ ƙŵňƀƀĴş̹ ĪŅĜŵĜĪƀĴŵŹ˦̹ Ĝşİ̹ ƀŅĴŵĴ̹ ňŹ̹ şŦ̹ şĴĴİ̹ ƀŦ̹ ĿŦŘŘŦƙ̹
calligraphic rules strictly. Moreover, the structure of the strokes and 
dots of the character can be changed, assessed as an advantage by a 
ĪĜŘŘňŀŵĜŲŅĴŵ̹ƙŅŦ̹ĪĜş̹ĴƞŲĴŵňŞĴşƀ̹Ĝşİ̹ŵĴƘĴĜŘ̹ŅňŹ̹ƀĴĪŅşňŴƄĴŹ̹Ĝşİ̹ĜƀƀňƀƄİĴ̹
ƀŅŵŦƄŀŅ̹ŅňŹ̹ĪƄŵŹňƘĴ̹ŹĪŵňŲƀ̹ƙŵňƀňşŀ̹˾bňşŀƟŦƄ˦̹ʇʅʅʉ˿˫̹,ş̹Ĝ̹ĪƄŵŹňƘĴ̹ŹĪŵňŲƀ˦̹ƀŅĴ̹
italic̹ŅĜşİ̹̐ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,,,̹̐ŦĿ̹ƀŅĴ̹rĴŹƀ̹ĪĜş̹ĩĴ̹ŘƄŞŲĴİ̹ƀŦŀĴƀŅĴŵ̹
ňş̹Ĝ̹ŹĴşŹĴ˫̹�Ź̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˦̹Ĝş̹ňƀĜŘňĪ̹ŅĜşİ̹ňŹ̹ŹƀƟŘňƥĴİ̹ĩƟ̹�ŵŦƙş̹
and constructed as a polyrhythmic form that allows him to create a 
rhythmical appearance that can be varied more than the regular italic. 
Brown calls it polyrhythmic calligraphy and often employs this style for 
his current calligraphy works.

,ƀ̹ ŹĴĴŞŹ̹ ƀŅĜƀ̹ƙňƀŅ̹ ĪƄŵŹňƘĴ̹ ŹƀƟŘĴ˦̹ƙŅňĪŅ̹ ňŹ̹ ĴƞĴĪƄƀĴİ̹ƙňƀŅ̹ ƀŅĴ̹ ĴƞƀŵĴŞĴ̹
of speed and abbreviation in writing, the form of the brush writing, 
the essence of the appeal of calligraphy as an art form is achieved in 
the most immediate and dramatic ways. The essential principle of 
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the cursive script, as mentioned before, is to write each character as 
ŴƄňĪŖŘƟ̹ Ĝşİ̹ ŹňŞŲŘƟ̹ ĜŹ̹ ŲŦŹŹňĩŘĴ̹ ĩƄƀ̹ ŹƀňŘŘ̹ ŵĴŲŵĴŹĴşƀ̹ ƀŅĴ̹ ĴŹŹĴşĪĴ̹ ŦĿ̹ ňƀŹ̹
form. It leads to reduce a standard form to an abstraction, which can be 
ňŞŲĜŵƀĴİ̹ňş̹ĪŦşƀňşƄŦƄŹŘƟ̹ǭŦƙňşŀ̹ŞŦƘĴŞĴşƀ̹˾�ĜŵşŅĜŵƀ˦̹ʆʎʌʇ˿˫

It is stated that the range from the Seal script to the Cursive script 
ŲŵĴĪňŹĴŘƟ̹ ŵĴǭĴĪƀŹ̹ ƀŅĴ̹ ŵĜşŀĴ̹ ĿŵŦŞ̹ ŲŵňŞňƀňƘĴ̹ ĿŦŵŞ̹ ƀŦ̹ Ĝş̹ ĜĩŹƀŵĜĪƀ̹ Ĝŵƀ̹
ĿŦŵŞĜŘŘƟ˫̹$ĴşĴŵĜŘŘƟ̹ŹŲĴĜŖňşŀ˦̹ňƀ̹ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴ̹ĴƘŦŘƄƀňŦş̹ŦĿ̹�ŅňşĴŹĴ̹
writing moved in one direction, intending to make communication 
ĴĜŹňĴŵ̹ Ĝşİ̹ ŞŦŵĴ̹ ĴǣĴĪƀňƘĴ˫̹ �şĪňĴşƀ̹ ĪŅĜŵĜĪƀĴŵŹ̹ ĜŵĴ̹ ŵĴŲŘĜĪĴİ̹ ƙňƀŅ̹
rectilinear characters by preserving the curved lines and complicated 
forms of much of the pictorial features of the earliest pictograms. 
)ĴşĪĴ˦̹ ƀŅĴ̹ ĜňŞ̹ƙĜŹ̹ ĜŘƙĜƟŹ̹ ƀŦƙĜŵİ̹ ŞĜŖňşŀ̹ ƙŵňƀňşŀ̹ ĿŦŵŞŹ̹ ƀŦ̹ ŹĜƀňŹĿƟ̹
functional demands. The transition from ancient to clerical and regular 
ŹĪŵňŲƀ̹ ĜŲŲĴĜŵŹ̹ ƀŦ̹ ŅĜƘĴ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŞŦŹƀ̹ ĴƞƀĴşŹňƘĴ̹ �ŅňşĴŹĴ̹ ƙŵňƀňşŀ̹
ŹƟŹƀĴŞ̹ŹƀĴŲŹ̹ƀŦ̹ŞĜŖĴ̹ĪŦŞŞƄşňĪĜƀňŦş̹ĴĜŹňĴŵ̹Ĝşİ̹ŞŦŵĴ̹ĴǣĴĪƀňƘĴ̹˾rĜşŀ˦̹
ʇʅʅʍ˿˫̹ ,ƀ̹ ŹĴĴŞŹ̹ ƀŅĜƀ̹ ňƀ̹ ĪĜŵŵňĴŹ̹ Ĝ̹ ŹňŞňŘĜŵ̹ ƀĴşİĴşĪƟ̹ ƙňƀŅ̹ ƀŅĴ̹ ƙŵňƀňşŀ̹
system of Western and the traditional calligraphy practices used for 
copying, preserving, or conveying the data through the manuscript. 
)ŦƙĴƘĴŵ˦̹ ňƀ̹ ŹŅŦƄŘİ̹ ĩĴ̹ ŖĴŲƀ̹ ňş̹ Şňşİ̹ ƀŅĜƀ̹ ƀŅĴ̹ İňǣĴŵĴşĪĴ̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹
two systems starts with the written language’s pictorial construction, 
ƙŅňĪŅ̹ ňŹ̹ ĩĜŹĴİ̹ Ŧş̹ Ĝ̹ ƘĴŵƟ̹ İňŹƀňşĪƀ̹ŞĴşƀĜŘňƀƟ̹ŞĴşƀňŦşĴİ̹ ĴĜŵŘňĴŵ˫̹�ŲĜŵƀ̹
ĿŵŦŞ̹ ƀŅĴ̹ ŹƟŹƀĴŞĜƀňĪ̹ İňǣĴŵĴşĪĴŹ˦̹ ňƀ̹ ŹŅŦƄŘİ̹ ŖĴĴŲ̹ ňş̹ Şňşİ̹ ƀŅĜƀ̹ ƀŅĴ̹
perception of the written word is actually a major factor between two 
ŞĴşƀĜŘňƀňĴŹ̹ƀŅĜƀ̹ĪŵĴĜƀĴŹ̹Ĝ̹ŅƄŀĴ̹İňǣĴŵĴşĪĴ˫

bňşŀƟŦƄ̹ ˾ʇʅʅʉ˿̹ŞĴşƀňŦşŹ̹ ƘĜŵňŦƄŹ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ĿŵŦŞ̹ �ŅňşĴŹĴ̹ ŅňŹƀŦŵƟ̹
ƀŅĜƀ̹ ĜŵĴ̹ ĜĪĪĴŲƀĴİ̹ ĜŹ̹ ĪŵƄĪňĜŘ̹ ǬŀƄŵĴŹ̹ ƙňƀŅ̹ ƀŅĴňŵ̹ ĪŵĴĜƀňŦşŹ̹ ňş̹ �ŅňşĴŹĴ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ňş̹7ňş̹˾ʇʋʊ̐ʉʇʅ˿˦̹bĜşŀ̹˾ʋʆʍ̐ʎʅʌ˿˦̹[Ŧşŀ̹˾ʎʋʅ̐ʆʇʌʎ˿˦̹Ĝşİ̹Vňşŀ̹
�ƟşĜŹƀňĴŹ̹ ˾ʆʋʉʉ̐ʆʎʆʇ˿˫̹ �ŹŲĴĪňĜŘŘƟ̹ ňş̹ ƀŅĴŹĴ̹ ĿŦƄŵ̹ İƟşĜŹƀňĴŹ˦̹ ňƀ̹ ňŹ̹ ŹƀĜƀĴİ̹
ƀŅĜƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŅĜİ̹ŀŦşĴ̹ƀŅŵŦƄŀŅ̹ŹňŀşňǬĪĜşƀ̹ĪŅĜşŀĴŹ˫̹bŅĴ̹ŹƀƟŘĴ̹ŦĿ̹ƀŅĴ̹
Jin Dynasty is assessed as a style with gracefulness in high esteem, 
whereas the style of the Tang Dynasty reversed it with rigorous rules. 
The Song Dynasty again reversed the Tang Dynasty’s style through the 
ňşǭƄĴşĪĴ̹ŦĿ̹ƀŅĴ̹ĴŹŹĴşĪĴ̹ŦĿ̹ĩŦƀŅ̹İƟşĜŹƀňĴŹ˦̹ ĿŦĪƄŹňşŀ̹Ŧş̹ƀŅĴ̹ĴƞŲression 
of emotions and feelings of the calligraphers. Even before these times, 
some calligraphers were accepted as innovative to their own times 
ƙňƀŅ̹İňǣĴŵĴşƀ̹ĜƀƀňƀƄİĴŹ˫̹bŅĜƀ̹ŞĴĜşŹ˦̹ĩĴĿŦŵĴ̹ƀŅĴ̹ŞŦİĴŵş̹ĴŵĜ̹ŦĿ̹�ŅňşĜ̝Ź̹
opening to the world in the twentieth century, it will not be wrong 
ƀŦ̹ ŹĜƟ̹ ƀŅĜƀ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ƙĴŵĴ̹ ňş̹ ŹĴĜŵĪŅ̹ ŦĿ̹ ƄşňŴƄĴ˦̹ ĴƞŲŵĴŹŹňƘĴ̹ ƙĜƟŹ̹
through their calligraphy practices. 

HşĴ̹ŦĿ̹ƀŅĴ̹ŞŦŹƀ̹İňŹƀňşŀƄňŹŅĴİ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹rĜşŀ̹wňƥŅň̹˾ʈʅʈ̹
��̐ʈʋʆ̹��˿̹ňŹ̹ƘĴŵƟ̹ƙĴŘŘ̐ŖşŦƙş̹ĿŦŵ̹ŅňŹ̹ŞĜŹƀĴŵƟ̹ŦĿ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹
ŲĜŵƀňĪƄŘĜŵŘƟ̹ňş̹ƙňŘİ̹ĪƄŵŹňƘĴ̹ŹĪŵňŲƀ̹ƙňƀŅ̹ƀŅĴ̹ŹŦĿƀ̹ǭƄňİňƀƟ̹ŦĿ̹ŅňŹ̹ĩŵƄŹŅƙŦŵŖ̹
Ĝşİ̹ ĪĜŵĴĿƄŘŘƟ̹ ĜİœƄŹƀĴİ˦̹ İĴŘňĪĜƀĴŘƟ̹ ĪŦŞŲŦŹňƀĴ̹ ĩĜŘĜşĪĴ˫̹ )Ĵ̹ ňŹ̹ ĪŵĴİňƀĴİ̹
ƙňƀŅ̹ĴŘĴƘĜƀňşŀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŦ̹ƀŅĴ̹ŹƀĜƀƄŹ̹ŦĿ̹Ĝş̹Ĝŵƀ̹ĿŦŵŞ˫̹)Ĵ̹ŅĜŹ̹ňŞŲŵŦƘĴİ̹
ŅňŹ̹ŹƀƟŘĴ̹ƀŦ̹Ĝ̹ŅňŀŅ̹ĜŵƀňŹƀňĪ̹ŘĴƘĴŘ̹Ĝşİ̹ĩĴĪĜŞĴ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞŦŹƀ̹ňşǭƄĴşƀňĜŘ̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ĴƘĴş̹ĩƟ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňƀňŦşĴŵŹ˫̹�ƀ̹ ƀŅĜƀ̹
time, a new style of him was accepted as a milestone in the history of 
�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹˾bňşŀƟŦƄ˦̹ʇʅʅʉ˿˫

Wang Xizhi thought the cursive script of that time was too restricted, 
and he proposed to develop a new style between the cursive and running 
scripts, which is called wild or crazy, one of the most unconstrained among 
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Fig. 16. Timely Clearing 
After Snowfall by Wang 
Xizhi, Source: China Online 
Museum, chinaonlinemuseum.
com/calligraphy-wang-
xizhi-snowfall.php, access: 
21.04.2018.

the other styles, free from other calligraphy styles’ restrictions, and 
ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ƀƟŲĴ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĪŘŦŹĴŹƀ̹ƀŦ̹ĜĩŹƀŵĜĪƀňŦş̹˾bňşŀƟŦƄ˦̹ʇʅʅʉ˿˫̹�Ź̹
mentioned earlier, about the theme of abstraction and the relation between 
ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƀŅňŹ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ňŹ̹ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ̹ĜŹ̹
ŦşĴ̹ŦĿ̹ ƀŅĴ̹ǬŵŹƀ̹ĜĩŹƀŵĜĪƀ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ňş̹�ŅňşĜ̹ƙňƀŅ̹ ƀŅĴ̹ ňşƀĴşƀňŦş̹ŦĿ̹ ƀŅĴ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŦĿ̹ƀŅĴ̹ƀƙĴşƀƟ̐ǬŵŹƀ̹ĪĴşƀƄŵƟ˫

#ňŀ˫̹ ʆʋ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ Ĝ̹ ŹŅŦŵƀ̹ ŘĴƀƀĴŵ̹ ƙŵňƀƀĴş̹ ňş̹ ŵƄşşňşŀ̹ ŹĪŵňŲƀ˦̹ ňş̹ ƙŅňĪŅ̹
Wang Xizhi sends greetings to a friend after a snowfall. It takes 
attention to the round, forceful and elegant nature of his brushwork. 
�Ź̹ňş̹ƀŅňŹ̹ňŞĜŀĴ˦̹ŞƄĪŅ̹ŦĿ̹ŅňŹ̹ĩŵƄŹŅƙŦŵŖ̹ĜŲŲĴĜŵŹ̹ŵŦƄşİ̹Ĝşİ̹ĩŘƄşƀ˦̹ĜŘŹŦ̹
dots and hooked strokes. Its character is assessed as even and balanced, 
maintaining a straightforward elegance and introverted harmony 
˾�ŅňşĜŦşŘňşĴŞƄŹĴƄŞ˦̹ş˫İ˫˿˫

In a crazy cursive script, the characters are mostly illegible; however, 
~ŅĜşŀ̐�ƥňŵĝŖŦƘĝ̹˾ʇʅʆʉ˿̹ŹƀĜƀĴŹ̹ƀŅĜƀ̹ňƀ̹ĪĜşşŦƀ̹ŹƀňŘŘ̹ĩĴ̹ŵĴŀĜŵİĴİ̹ĜŹ̹Ĝ̹ŲƄŵĴ̹
ĜĩŹƀŵĜĪƀňŦş̹İƄĴ̹ƀŦ̹ƀŅĴ̹ĴƞňŹƀĴşĪĴ̹ŦĿ̹ƀŅĴ̹ƀĴƞƀ̹Ĝşİ̹ŞĴĜşňşŀĿƄŘ̹ĪŅĜŵĜĪƀĴŵŹ˫̹
bŅĴ̹ ĜĩŹƀŵĜĪƀňŦş̹ ĿĴĜƀƄŵĴ̹ ŅĴŵĴ̹ ňŹ̹ ŵĴĿĴŵŵĴİ̹ ƀŦ̹ ĜŹ̹ ƙŅĜƀ̹ ňƀ̹ ĴƞŲŵĴŹŹĴŹ̹
through writer’s feelings and emotions by the power of lines and 
ĜŵƀňŹƀňĪ̹ŘĜşŀƄĜŀĴ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹�ŲĜŵƀ̹ĿŵŦŞ̹ƀŅĴ̹ĪŦşƀĴşƀ̹ŦĿ̹ƀŅĴ̹ƙŵňƀƀĴş̹
ƀĴƞƀ˦̹ ƘňĴƙĴŵ̹ ĜƀƀĴşƀňŦş̹ ňŹ̹ ĜƀƀŵĜĪƀĴİ̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ ĩƟ̹ ňƀŹ̹ ĩĴĜƄƀƟ̹ Ĝşİ̹ ƀŅĴ̹
ĴƞŲŵĴŹŹňƘňƀƟ̹ ŦĿ̹ ŘňşĴŹ˦̹ ĜŹ̹ ŞĴşƀňŦşĴİ̹ ĴĜŵŘňĴŵ̹ ĜŹ̹ ĜĴŹƀŅĴƀňĪ̹ ĪŦşŹňİĴŵĜƀňŦş̹
ŦĿ̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ ,ş̹ ŹŦŞĴ̹ ĴƞĜŞŲŘĴŹ˦̹ ƀŅĴ̹ ŹƀŵŦŖĴ̝Ź̹ ĴşĴŵŀƟ̹ Ĝşİ̹
ƀŅĴ̹ ŅĜŵŞŦşƟ̹ ŦĿ̹ ĿŦŵŞ̹ ĜŵĴ̹ ĜŲŲĜŵĴşƀ˰̹ ňş̹ ŹŦŞĴ̹ ĴƞĜŞŲŘĴŹ˦̹ ƀŅĴ̹ ŹƟŞŞĴƀŵƟ̹
Ŧŵ̹ ŹňŀşňǬĪĜşƀ̹ ĪŦşƀŵĜŹƀ̹ ƙňƀŅňş̹ ƀŅĴ̹ ňşİňƘňİƄĜŘ̹ ĪŅĜŵĜĪƀĴŵŹ̹ Ŧŵ̹ ĴşƀňŵĴ̹
composition with perfect coherence is afore in random composition 
˾~ŅĜşŀ̐�ƥňŵĝŖŦƘĝ˦̹ ʇʅʆʉ˿˫̹ rŅĜƀ̹ ňŹ̹ ĴşĪŦƄşƀĴŵĴİ̹ ŅĴŵĴ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹
attitude of the Xizhi is the similar attitude of the contemporary western 
calligraphers who gradually freed themselves from the restriction 
ŦĿ̹ ƀŅĴ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦşŹ̹Ĝşİ̹ƀŵƟ̹ ƀŦ̹Ǭşİ̹Ĝ̹ƙĜƟ̹ƀŦ̹ĴƞŲŵĴŹŹ̹



ʇʉʋ

ĴŞŦƀňŦşŹ̹Ĝşİ̹ĿĴĴŘňşŀŹ˫̹�ƞŲĜşİňşŀ̹ƀŅĴ̹ĩŦƄşİĜŵňĴŹ˦̹ĴƘĴş̹ĩŵĴĜŘňşŀ̹ŹŦŞĴ̹
of them conceptually and technically takes its roots from the Far 
Eastern mentality with the abstraction of the calligraphy.

fŲ̹ ƄşƀňŘ̹ şŦƙ˦̹ ĴƞŲŘĜşĜƀňŦşŹ̹ ŅĜƘĴ̹ ĩĴĴş̹ ŀňƘĴş̹ ƀŦ̹ ŲŵŦƘňİĴ̹ ŖşŦƙŘĴİŀĴ̹
about the Chinese calligraphy traditions, its historical evolutions with 
technical details, also the mindset behind the writing and calligraphy. 
It is highly considered that through the history of Chinese calligraphy, 
ŹĴĜŵĪŅňşŀ̹ĿŦŵ̹ňşİňƘňİƄĜŘ̹ĴƞŲŵĴŹŹňƘĴşĴŹŹ̹Ĝşİ̹ƀĴşİĴşĪƟ̹ƀŦƙĜŵİ̹ĜĩŹƀŵĜĪƀňŦş̹
in a literal and functional sense has started from the beginning of the 
development of Chinese writing systems, which can be observed at very 
early ages. The writing system of China also seems to open this type of 
desire in its very own nature on the contrary to the Western tradition.

Before the nineteenth century, Chinese classical models and calligraphy 
ƀĴĪŅşňŴƄĴŹ˦̹ ňşĪŘƄİňşŀ̹ ƀŅĴ̹ ĜĴŹƀŅĴƀňĪ̹ ŹƀĜşİĜŵİŹ˦̹ ƙĴŵĴ̹ ĪŦşƀňşƄĴİ˰̹
however, by the end of the nineteenth century, this approach began 
to change, even diminished with the so-called modernity. It appeared 
ňş̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹ŦĿ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ƙňƀŅ̹ƀŅĴ̹ĴǣĴĪƀ̹ŦĿ̹
ĪƄŘƀƄŵĜŘ̹ĪŅĜşŀĴ̹ƀŅĜƀ̹ĩĴŀĜş̹Ĝƀ̹ƀŅĴ̹Ĵşİ̹ŦĿ̹ƀŅĴ̹ʆʎʅʅŹ̹Ĝşİ̹ƀŅĴ̹ĴĜŵŘƟ̹ʆʎʇʅŹ̹
when cultural movement emerged after the collapse of the Empire. 

,ƀ̹ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅňŹ̹ƀŵĜşŹĿŦŵŞĜƀňŦş̹ĜĪƀƄĜŘŘƟ̹ŹƀĜŵƀĴİ̹ňş̹ƀŅĴ̹ʆʍʍʅŹ˦̹Ĝşİ̹
ƀňŘŘ̹ ƀŅĴ̹Ĵşİ̹ŦĿ̹ ƀŅĴ̹ ʆʎʈʅŹ˫̹bŅĴŵĴ̹ƙĜŹ̹ĜŹ̹Ĝ̹şĴƙ̹ĜŲŲŵŦĜĪŅ̹ ƀŦ̹ĪĜŘŘňŀŵĜŲŅƟ̹
which became more and more individual, unreadable that beyond the 
stele-style; in addition to this, above mentioned calligraphers were in 
search of creating new models of writing, which would use to create 
readable, elegant, and easy to learn as calligraphic style that makes 
calligraphy more accessible to the audience. 

�̹ŞŦİĴŵşňƥĜƀňŦş̹ ŲŵŦĪĴŹŹ̹ ĩĴŀĜş̹ ňş̹ ƘĜŵňŦƄŹ̹ ǬĴŘİŹ̹ ŦĿ̹ ŹŦĪňĴƀƟ˦̹ Ĝşİ̹ �ŅňşĜ̹
has opened to the rest of the World; at the same time, the usage of new 
ŞĜƀĴŵňĜŘŹ̹ Ĝşİ̹ ƀŅĴ̹ ĴŞĴŵŀĴşĪĴ̹ ŦĿ̹ şĴƙ̹ƘňŹňŦşŹ˦̹ƙŅňĪŅ̹ ŅĜŹ̹ ňşǭƄĴşĪĴİ̹ ĩƟ̹
7ĜŲĜşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĜŵĴ̹ ŵĜşŖĴİ̹ ĜŞŦşŀ̹ ŹňŀşňǬĪĜşƀ̹ ĿĜĪƀŦŵŹ̹ ƀŅĜƀ̹ ĜǣĴĪƀ̹
ƀŅĴŹĴ̹ĪŅĜşŀĴŹ̹˾,Ĵƥƥň˦̹ʇʅʆʋ˿˫̹7ĜŲĜşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙŦŵŖŹ̹ŅĜİ̹ĩĴĴş̹ĜŘŵĴĜİƟ̹
ĴƞŅňĩňƀĴİ̹ňş̹�ŅňşĜ̹ƘĜŵňŦƄŹ̹ƀňŞĴŹ̹ĩĴĿŦŵĴ̹ƀŅĴ̹ʆʎʍʅŹ˰̹ŅŦƙĴƘĴŵ˦̹ňƀ̹ƙĜŹ̹ŦşŘƟ̹
ĩƟ̹ƀŅĴ̹ƟĴĜŵ̹ʆʎʍʅŹ̹ƀŅĜƀ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŹƀĜŵƀed to visit Japan and 
had a chance to observe the Japanese calligraphy of that time themselves 
˾TĜİĴŵşň˦̹ ʇʅʆʋ˿˫̹ bŅňŹ̹ ĪŦşşĴĪƀňŦş̹ ƙňƀŅ̹ ƀŅĴ̹ 7ĜŲĜşĴŹĴ̹ �ƘĜşƀ̐ŀĜŵİĴ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ƙňŘŘ̹ ĩĴ̹ ŅĴŘİ̹ ňş̹ ƀŅĴ̹ ĿŦŘŘŦƙňşŀ̹ ŲĜŵƀ̹ ̚ʉ˫ʇ˫ʊ˫̹ bŅĴ̹ �ƘĜşƀ̐ŀĜŵİĴ̹
�ĜŘŘňŀŵĜŲŅƟ̹ŦĿ̹7ĜŲĜş̛̹ŅĜƘĴ̹ĪĜƄŹĴİ̹ƀŦ̹ĴƘŦŘƘĴ̹Ĝ̹şĴƙ̹ĜŲŲŵŦĜĪŅ̹ƀŦ̹�ŅňşĴŹĴ̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ̝̹ŞňşİŹ̹ĜŹ̹Ĝ̹ĿŦŵŞ̹ŦĿ̹Ĝŵƀ˫̹)ĴŵĴ̹ňƀ̹ŹŅŦƄŘİ̹ĩĴ̹ƄşİĴŵŘňşĴİ̹ƀŅĜƀ̹
there is a mutual interaction and inspiration between the West and East 
ƀŅĜƀ̹ŅňŀŅŘƟ̹ĜǣĴĪƀĴİ̹ƀŅĴ̹rĴŹƀĴŵş̹ŲĜňşƀĴŵŹ˦̹ƙŅŦ̹ĜŵĴ̹ŹŅŦƙş̹ĜŹ̹ŵĴĿĴŵĴşĪĴŹ̹
of inspirations by the western contemporary calligraphers.

Furthermore, in China, artists who studied abroad in the twentieth century 
and returned to China mostly started to work in educational circles. It 
ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴƟ̹ŅĜİ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ŵŦŘĴ̹ňş̹ŲŵŦŞŦƀňşŀ̹rĴŹƀĴŵş̹Ĝŵƀ̹Ĝşİ̹
ŲŵŦŞňŹĴİ̹ƀŦ̹ĴƞŲŘŦŵĴ̹ƀŅĴ̹ŲŦŹŹňĩňŘňƀňĴŹ̹ŦĿ̹ĩŘĴşİňşŀ̹ƀŅĴ̹�ĜŹƀ̹Ĝşİ̹rĴŹƀ˦̹ƙŅňĪŅ̹
ŘĴİ̹ƀŵĜİňƀňŦşĜŘ̹�ŅňşĴŹĴ̹ŲĜňşƀňşŀ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŦ̹İĴƘĴŘŦŲ̹˾�Ĝ̐rĴň˦̹ʇʅʆʇ˿˫

To sum up, this embranchment is said the result of modernization of 
ĪĜŘŘňŀŵĜŲŅƟ̹ ŦŵňŀňşĜƀĴİ̹ ňş̹ ƀŅĴ̹ ŘĜƀĴ̹ Vňşŀ̹ ŲĴŵňŦİ̹ ˾ʆʋʉʉ̐ʆʎʆʆ˿˦̹ ĪŦşƀňşƄĴİ̹
İƄŵňşŀ̹ƀŅĴ̹WĴŲƄĩŘňĪ̹ŦĿ̹�ŅňşĜ̹˾ʆʎʆʆ̐ʆʎʉʎ˿̹Ĝşİ̹ƀŅĴ̹AĜŦňŹƀ̹ŲĴŵňŦİ˦ʈ hence 



ʇʉʌ

ʈ̹ AĜŦ̹ ~ĴİŦşŀ̹ ˾ʆʍʎʈ̐ʆʎʌʋ˿̹ ƙĜs a Chinese communist revolutionary who was the founder of the 
TĴŦŲŘĴ̝Ź̹WĴŲƄĩŘňĪ̹ŦĿ̹�ŅňşĜ˰̹ŅĴ̹ƙĜŹ̹ĜŘŹŦ̹ Ĝ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹Ĝşİ̹Ĝ̹ŲŦĴƀ̹ ƀŅĜƀ̹ŲŵĜňŹĴİ̹ ŵĴƘŦŘƄƀňŦşĜŵƟ̹ĜĪƀňŦş˦̹
used traditional poetic forms, and his calligraphy was widely showed than that of any other leader. 
Under Mao, on the street, words were occasionally displayed on banners or signs with slogans. For 
these revolutionary slogans, bold and block-like styles were preferred, with no resemblance produced 
ƀŅŵŦƄŀŅ̹ƀŅĴ̹ƄŹĴ̹ŦĿ̹ƀŅĴ̹ĩŵƄŹŅ̹˾�ĩŵĴƟ˦̹ş˫İ˫˿˫̹rňƀŅ̹AĜŦňŹƀ̹İňŵĴĪƀňƘĴŹ˦̹ƀŅĴ̹ĜňŞ̹ƙĜŹ̹̚ŵĴĿŦŵŞ̹ŦĿ̹ƙŵňƀňşŀ̹ĿŦŵ̹
ƀŅĴ̹ĪŦşƘĴşňĴşĪĴ̹ŦĿ̹ƀŅĴ̹ŞĜŹŹĴŹ̛̹˾,Ĵƥƥň˦̹ʇʅʆʋ˥̹ʌʌ˿˦̹ƙŅňĪŅ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ĿƄşİĜŞĴşƀĜŘ̹ĿŦŵ̹ƀŅĴ̹ĴŞĴŵŀĴşĪĴ̹
ŦĿ̹ ƀŅĴ̹AŦİĴŵşňŹƀ̹ ŞŦƘĴŞĴşƀ̹Şňİ̐ʆʎʍʅŹ˫̹ �ĜŘŘňŀŵĜŲŅĴŵŹ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĴƞĪĴŘ̹ Ĝƀ̹ ŲĜňşƀňşŀ̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
Ĝşİ̹ňşƀŵŦİƄĪĴİ̹ŲĜňşƀĴŵŘƟ̹ŴƄĜŘňƀňĴŹ̹ňşƀŦ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĜŘŹŦ̹ŲŦňşƀĴİ̹Ĝƀ̹ĜŹ̹Ĝ̹şĴƙ̹İňŵĴĪƀňŦş̹ĿŦŵ̹ĪĜŘŘňŀŵĜŲŅƟ̝Ź̹
future. Calligraphy started to practice in the service of socialism and the working class by employing 
ĩňŀ̐ĪŅĜŵĜĪƀĴŵ̹ŲŦŹƀĴŵŹ̹˾dazi-bo˿̹ĜŹ̹Ĝ̹ŞĴĜşŹ̹ŦĿ̹ĴƞŲŵĴŹŹňŦş̹ŦĿ̹ƀŅĴ̹ŞĜŹŹĴŹ̹ƀŦ̹ĪŦşƘĴƟ̹Ĝ̹ĪŦŞŞŦş̹ŲŦŘňƀňĪĜŘ̹
ňİĴŦŘŦŀƟ˫̹bŅňŹ̹ƄŹĜŀĴ̹ĜŘŹŦ̹ĜǣĴĪƀĴİ̹ƘĜŵňŦƄŹ̹ĜŵƀňŹƀŹ̹ŹƄĪŅ̹ĜŹ̹$Ƅ̹rĴşİĜ̹˾ĩ˫̹ʆʎʊʊ˿˦̹wƄ̹�ňşŀ̹˾ĩ˫̹ʆʎʊʊ˿˦̹Ĝşİ̹rƄ̹
[ŅĜşƥŅƄĜş̹˾ ĩ˫̹ʆʎʋʅ˿˦̹ƙŅňĪŅ ň̹Ź̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ĿƄşİĜŞĴşƀĜŘ̹ĿŦŵ̹ƀŅĴ̹ĴŞĴŵŀĴşĪĴ̹ŦĿ̹ƀŅĴ̹ĜƘĜşƀ̐ŀĜŵİĴ̹ŞŦƘĴŞĴşƀ̹
ňş̹ƀŅĴ̹Şňİ̐ʆʎʍʅŹ˫̹ƀŅĜƀ̹ňŹ̹ĜŘŹŦ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴ̹ŲĜşŦŵĜŞĜ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙĜŹ̹ĪŅĜşĪĴ˫̹$ĴşĴŵĜŘŘƟ˦̹ŲŵĜĪƀňĪĴŹ̹
ĜŲŲĴĜŵĴİ̹ňş̹ƀƙŦ̹İňŵĴĪƀňŦşŹ˥̹ŦşĴ̹ňŹ̹ƀŵĜİňƀňŦşĜŘ˦̹Ĝşİ̹ƀŅĴ̹ŦƀŅĴŵ̹ňŹ̹ƀŅĴ̹ĜƘĜşƀ̐ŀĜŵİĴ̹˾,Ĵƥƥň˦̹ʇʅʆʋ˿˫

ňş̹ƀŅĴ̹ʆʎʍʅŹ˰̹ňƀ̹ĜŵŵňƘĴİ̹Ĝƀ̹ňƀŹ̹ŲŦňşƀŹ̹ƀŅĜƀ̹ĩĴĪŦŞĴŹ̹ŹňŀşňǬĪĜşƀ̹ĴşŦƄŀŅ̹ƀŦ̹
cause a larger, more important change. That means it gradually started 
to lose the connection with the Chinese language and the traditional 
aesthetic considerations. Moreover, strict rules and stylistic standards 
ŹŘňŀŅƀŘƟ̹ŹƀĜŵƀĴİ̹ƀŦ̹ŹŅňĿƀ̹ƀŅĜƀ̹ƀŅĴ̹ŦŲĴşňşŀ̹ŘĴĜİŹ̹ƀƙŦ̹ŹňİĴŹ̹ŦĿ̹ňşǭƄĴşĪĴŹ˦̹
between the East and the West. That means not only the forms, 
ƀĴĪŅşňŴƄĴŹ˦̹ĿƄşĪƀňŦşŹ˦̹ŞĜƀĴŵňĜŘŹ˦̹Ĝşİ̹ŞĴİňĜ̹ĩƄƀ̹ĜŘŹŦ̹ňƀŹ̹Ŧƙş̹ĪŦşĪĴŲƀňŦş̹
ŹƀĜŵƀĴİ̹ ƀŦ̹ĩĴ̹ ŹĴĴş̹İňǣĴŵĴşƀŘƟ˫̹�ĜŵŵĜŹ̹ ˾ʇʅʅʇ˿̹ ĴƞŲŘĜňşŹ̹ ƀŅňŹ̹ ŹňƀƄĜƀňŦş̹ĜŹ̹
ĿŦŘŘŦƙŹ̹ ̚bŅĴ̹ ĪŦşƀĴşƀ˦̹ ƀŦŦ˦̹ ňŹ̹ ĴĜŹňĴŵ̹ ƀŦ̹ ƄşİĴŵŹƀĜşİ˫̹ �ĜŘŘňŀŵĜŲŅƟ̹ ŅĜŹ̹
ĩĴĪŦŞĴ̹ Ĝ̹ ŘňƘĴŘňĴŵ̹ ƘĴŅňĪŘĴ̹ ĿŦŵ̹ ŲĴŵŹŦşĜŘ̹ ĴƞŲŵĴŹŹňŦş˦̹ ƙňƀŅ̹ ĿĴĴŘňşŀ̹ ĩĴňşŀ̹
ĪŦşƘĴƟĴİ̹ĿĜŵ̹ŞŦŵĴ̹İňŵĴĪƀŘƟ̹ƀŅĜş̹ňş̹ŵĴĪĴşƀ̹ĪĴşƀƄŵňĴŹ̛̹˾�ĜŵŵĜŹ˦̹ʇʅʅʇ˥̹ʆʆ˿˫

bŅĴ̹ĪƄŘƀƄŵĜŘ̹ ŵĴƘŦŘƄƀňŦş̹ ƀŦŦŖ̹ŲŘĜĪĴ̹ ĿŵŦŞ̹ʆʎʋʋ̹ƀŦ̹ ʆʎʌʋ˦̹Ĝşİ̹İƄŵňşŀ̹ƀŅňŹ̹
ŲĴŵňŦİ˦̹ ŞŦİĴŵş̹ Ĝŵƀ̹ ˾zandai meishu˿̹ ƙĜŹ̹ ŦǤĪňĜŘŘƟ̹ ŲŵŦŅňĩňƀĴİ̹ ĿŵŦŞ̹
ŲƄĩŘňĪĜƀňŦş̹ Ĝşİ̹ ĴƞŅňĩňƀňŦş˫̹rňƀŅ̹ ƀŅĴ̹ İĴĜƀŅ̹ ŦĿ̹AĜŦ̹ ňş̹ ʆʎʌʋ˦̹ ƄşŦǤĪňĜŘ̹
Ĝŵƀ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĴŞĴŵŀĴ̹ňş̹ƀŅĴ̹ŘĜƀĴ̹ʆʎʌʅŹ˦̹ƙŅňĪŅ̹ĩŵŦƄŀŅƀ̹Ĝş̹ĜƘĜşƀ̐ŀĜŵİĴ̹
ŞŦƘĴŞĴşƀ̹ĜŘŘ̹ĜŵŦƄşİ̹�ŅňşĜ̹ĜŵŦƄşİ̹ƀŅĴ̹Şňİ̐ʆʎʍʅŹ̹˾)Ƅşŀ˦̹ʇʅʆʆ˿˫

bŅĴ̹ĿŦŘŘŦƙňşŀ̹ŲĜŵƀ̹ƙňŘŘ̹ĩĴ̹ŅĴŘŲĿƄŘ̹ňş̹ĴƞĜŞňşňşŀ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹�ŅňşĴŹĴ̹
calligraphy, which will provide information to locate the current 
situation of Chinese calligraphy tradition with various interactions that 
started to occur with the cultural revolution of China. That also created 
a kind of mutual interaction between the West and East; hence it also 
ŵĴǭĴĪƀŹ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ĿŵŦŞ̹various perspectives.

4.1.7. Chinese contemporary calligraphy

Chinese calligraphy, a vital practice of Chinese culture, is assessed as an 
integrated part of contemporary art. It is considered as an aesthetic appeal 
through its forms, in which strokes, their order, and placement in the 
composition are crucial. In order to master these features, the practice can 
still be indispensable, starting with learning the fundamentals in modern 
times as well. Moreover, it is claimed that it is also a time-honored practice, 
the human body as a contentious subject that serves as an instrument to 
ŵĴǭĴĪƀ̹ƀŅĴ̹ĩĴŘňĴĿŹ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹˾xĴŀŦŵŦƘĜ˦̹ʇʅʇʅ˿˫

�ĜŵŵĜŹŹ̹ ˾ʇʅʅʇ˿̹ ĪĜƀĴŀŦŵňƥĴŹ̹ �ŅňşĴŹĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ Ĝŵƀ̹
İĴƘĴŘŦŲŞĴşƀ̹ ĩĴŀňşşňşŀ̹ ňş̹ ʆʎʉʌ̹ ňşƀŦ̹ ĿŦƄŵ˥̹ �ŘĜŹŹňĪĜŘ˦̹ AŦİĴŵşňŹƀ˦̹ BĴŦ̐
�ŘĜŹŹňĪĜŘ˦̹ Ĝşİ̹ ƀŅĴ̹ �ƘĜşƀ̐ŀĜŵİĴ˫̹ �ŘĜŹŹňĪĜŘ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ĜŵĴ̹ İĴŹĪŵňĩĴİ̹
as artists who preserve tradition; neo-classicists seek to revive ancient 
traditions by fusing modernity. While, modernists search for revision of 
ƀŅĴ̹Ĝŵƀ̹ĿŦŵŞ̹ŹƀŵƄĪƀƄŵĜŘŘƟ̹Ĝşİ̹ĪŦşĪĴŲƀƄĜŘŘƟ̹ ňş̹ƀŅĴ̹ŞňİİŘĴ̹ŦĿ̹ƀŅĴ̹ʆʎʍʅŹ˦̹
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ƙŅňĪŅ̹ŅĴŵĜŘİŹ̹Ĝ̹şĴƙ̹ŀĴşŵĴ̹ŦĿ̹ ƀŅĴ̹Ĝŵƀ˫̹)ŦƙĴƘĴŵ˦̹ŞŦİĴŵşňŹƀŹ̹ ŹƀňŘŘ̹ ŖĴĴŲ̹
ƀŅĴ̹ ĪŘĜŹŹňĪĜŘ̹ ňİĴĜ̹ ĜŘňƘĴ̹ ňş̹ Ĝ̹ ŞŦİĴŵş̹ ĪŦşƀĴƞƀ˰̹ ňş̹ ĪŦşƀŵĜŹƀ˦̹ ƀŅĴ̹ ĜƘĜşƀ̐
ŀĜŵİĴ̹ĜŵƀňŹƀŹ̹ŘĴĜƘĴ̹ƀŅĴ̹ĪŦşƘĴşƀňŦş̹ĩƟ̹ŴƄĴŹƀňŦşňşŀ̹ŅŦƙ̹ƀŦ̹ŦŲĴş̹ƄŲ̹şĴƙ̹
ĿŦŵŞŹ̹ŦĿ̹ŲĴŵŹŦşĜŘ̹ĴƞŲŵĴŹŹňŦşŹ̹ĩĴƟŦşİ̹ĪŦşƘĴşƀňŦşĜŘ̹ĿŦŵŞŹ̹Ĝşİ̹ƀŅňşŖňşŀ̹
ĩƟ̹ĿƄŹňşŀ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ňŞĜŀĴ̹ƙňƀŅ̹ƀĴĪŅşňŴƄĴ̹Ĝşİ̹ŞŦİĴŵş̹ĿŦŵŞŹ̹ŦĿ̹
conceptual and performance art. 

�ĪĪŦŵİňşŀ̹ ƀŦ̹ ,Ĵƥƥň̹ ˾ʇʅʆʋ˿˦̹ ƀŅĴŹĴ̹ ŞĴşƀňŦşĴİ̹ ĿŦƄŵ̹ ĪƄŵŵĴşƀŹ̹ ƀŦŀĴƀŅĴŵ̹
ŵĴǭĴĪƀ̹ ƀŅĴ̹ ŞĜňş̹ ŲňĴĪĴŹ̹ ŦĿ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ˫̹
)ŦƙĴƘĴŵ˦̹ ňƀ̹ ňŹ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ĜŞŦşŀ̹ ƀŅĴ̹ ĿŦƄŵ˦̹ ŦşŘƟ̹ ƀŅĴ̹ŞŦİĴŵşňŹƀ̹ Ĝşİ̹
ĜƘĜşƀ̐ŀĜŵİĴ̹ŞŦƘĴŞĴşƀŹ˦̹ƙŅňĪŅ̹ƀĴŹƀňĿƟ̹ƀŦ̹Ĝ̹İňǣĴŵĴşƀ̹ŹĴƀ̹ŦĿ̹ŲĜŵĜŞĴƀĴŵŹ˦̹Ĝ̹
İňǣĴŵĴşƀ̹ƀĴŞŲŦŵĜŘňƀƟ˦̹Ĝşİ̹ŹŲĜƀňĜŘňƀƟ˦̹ŘĴİ̹ƀŦ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ƀŵĜşŹĿŦŵŞĜƀňŦş̹
ŦĿ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ Ĝŵƀ̹ ƀŅĜƀ̹ ĜİĴŴƄĜƀĴŘƟ̹ ŵĴǭĴĪƀŹ̹ ƀŅĴ̹�ŅňşĴŹĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
culture’s fast change.

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ )Ƅşŀ̹ ˾ʇʅʆʆ˿̹ ƄşİĴŵŘňşĴŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ şŦƀňŦş̹ ŦĿ̹
contemporaneity which refers to a sudden change in attitudes of the 
ĜŵƀňŹƀ̹ ĜĿƀĴŵ̹ ʆʎʍʎ˦̹ ŹƀĜŵƀŹ̹ƙňƀŅ̹ ƀŅĴ̹ʍʅ̝Ź̹ŞŦİĴŵş̹ Ĝŵƀ̹ Ĝşİ̹ ĪŦşƀňşƄĴŹ̹ƙňƀŅ̹
90’s contemporary art, not as two consecutive trends, rather two 
disconnected activities that are conceived in separate schemes. 

�ŅňşĴŹĴ̹Ĝŵƀ̹ĜŲŲĴĜŵĴİ̹ňş̹Ĝ̹İňǣĴŵĴşƀ̹ŘŦŦŖ˦̹ňş̹ƙŅňĪŅ̹ƀŅĴ̹ŞĜŹŹ̹ŞŦƘĴŞĴşƀ̹
energy was diminished completely. Instead, numerous individual and 
ŹŞĜŘŘĴŵ̐ŹĪĜŘĴ̹ĴƞŲĴŵňŞĴşƀŹ̹ĴŞĴŵŀĴİ̹ƙňƀŅ̹ƀŅĴ̹ĪŦŞŞŦş̹ĪŦşĪĴŵş̹ĪŦşŹňŹƀŹ̹
ŦĿ̹ ̚Ĝŵƀ̹ŞĴİňƄŞ̹Ĝşİ̹ ŘĜşŀƄĜŀĴ˦̹ ňİĴşƀňƀƟ˦̹ ƀŅĴ̹ŲƄĩŘňĪ̹ ĿƄşĪƀňŦş̹ŦĿ̹Ĝŵƀ˦̹Ĝşİ̹
ŀŘŦĩĜŘňƥĜƀňŦş̹ ˾)Ƅşŀ˦̹ ʇʅʆʆ˥̹ ʈʌ˿˫̹ ,ƀ̹ ƙĜŹ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ ĜŵŦƄşİ̹ ƀŅňŹ̹ ƀňŞĴ̹
artists, working with independent curators also started to create new 
ĴƞŅňĩňƀňŦş̹ƘĴşƄĴŹ̹Ĝşİ̹ĪŦŞŞĴŵĪňĜŘ̹ŲŘĜƀĿŦŵŞ̹ĿŦŵ̹ƀŅĴňŵ̹ƙŦŵŖŹ˫̹)ĴşĪĴ˦̹ ňş̹
ƀŅĴ̹ ĴĜŵŘƟ̹ ʆʎʎʅŹ˦̹ ƀŅĴ̹ ƀĴŵŞ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ Ĝŵƀ̹ ˾dangdai yishu˿̹ ŵĴŲŘĜĪĴİ̹
ŞŦİĴŵş̹ Ĝŵƀ̹ ƀŅŵŦƄŀŅ̹ ĜŲŲĴĜŵňşŀ̹ ƀŅĴ̹ ĪŦƘĴŵŹ̹ ŦĿ̹ ĩŦŦŖŹ̹ Ĝşİ̹ ňş̹ ĴƞŅňĩňƀňŦş̹
ƀňƀŘĴŹ˫̹ )Ƅşŀ̹ ˾ʇʅʆʆ˿̹ ŅĜŹ̹ ƀĴŵŞĴİ̹ ƀŅňŹ̹ ŲŅĴşŦŞĴşŦş̹ ĜŹ̹ Ĝ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
turn in post-cultural revolution Chinese art. 

In contemporary turn, abandoned or moved away from the modernist 
undertaking, is assessed as a major shift in terms of how history is thought. 
)ĴŵĴ˦̹ ňƀ̹ ňŹ̹ ƄşİĴŵŘňşĴİ̹ ŞŦİĴŵş̹ Ĝşİ̹ ĪŦşƀĴŞŲŦŵĜŵƟ˦̹ ňş̹ ŅňŹƀŦŵňĪĜŘ̹ ĪŦşƀĴƞƀ˦̹
ňşİňĪĜƀĴ̹ ƀƙŦ̹ İňǣĴŵĴşƀ̹ ƙĜƟŹ̹ ƀŦ̹ ĪŦşƀĴƞƀƄĜŘňƥĴ̹ ŲŦŹƀ̐�ƄŘƀƄŵĜŘ̹ WĴƘŦŘƄƀňŦş̹
�ŅňşĴŹĴ̹Ĝŵƀ̹˾)Ƅşŀ˦̹ʇʅʆʆ˿˫̹;ŦŦŖňşŀ̹Ĝƀ̹ƀŅĴ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ňƀ̹ňŹ̹İňǤĪƄŘƀ̹
to point to a certain year to distinguish and called as contemporary; 
however, as mentioned in Chapter III, the nineteenth century is assessed as 
the modern period of western calligraphy, when the ancient styles started 
to be reevaluated and revived by the calligraphers and artists. 

It is possible to say that it is a period that does not mean a complete 
departure from the past, which we can think of as a re-evaluation, 
but when it began to be seen as an art form for calligraphy, a more 
ĜƄƀŦşŦŞŦƄŹ̹ǬĴŘİ̹ňş̹ƙŅňĪŅ̹ňşİňƘňİƄĜŘ̹ĜŲŲŵŦĜĪŅĴŹ̹ĪŦƄŘİ̹ĩĴ̹ĴƞŲĴŵňĴşĪĴİ˫̹
The functionality of the written word was still dependent on the 
western perception of writing mentioned in Chapter II, which is 
considered an aid for speaking and language. 

On the other hand, it can be claimed that from the end of the twentieth 
ĪĴşƀƄŵƟ˦̹ŹŦ̐ĪĜŘŘĴİ̹ĜĩŹƀŵĜĪƀ˦̹ĴƞŲŵĴŹŹňƘĴ˦̹ĴƞŲĴŵňŞĴşƀĜŘ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹
started to be encountered mostly with the lack of any readable 
ƀĴƞƀŹ˦̹ ƙŦŵİŹ˦̹ Ŧŵ̹ ŵĴĪŦŀşňƥĜĩŘĴ̹ ŘĴƀƀĴŵŹ˫̹ ,ƀ̹ ňŹ̹ ƀŅĴ̹ ƀňŞĴ̹ ƀŅĜƀ̹ ĪĜş̹ ĩĴ̹ ĪĜŘŘĴİ̹

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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contemporary, that can be understood as a sharp distinction from the 
tradition visually and conceptually. It will be discussed in Chapter VI.

bŅĴ̹ ǬŵŹƀ̹ ĴƞŅňĩňƀňŦş̹ ŦĿ̹AŦİĴŵş̹ �ŅňşĴŹĴ̹ �ĜŘŘňŀŵĜŲŅƟ˦̹ ĜŹ̹ Ĝ̹ ŵĴŲŵĴŹĴşƀĜƀňƘĴ̹
of the birth of the Contemporary Chinese Calligraphy of the modernist 
ŞŦƘĴŞĴşƀ˦̹ ƙĜŹ̹ ŅĴŘİ̹ ňş̹ HĪƀŦĩĴŵ̹ ʆʎʍʊ̹ Ĝƀ̹ ƀŅĴ̹ BĜƀňŦşĜŘ̹ �ŵƀ̹ AƄŹĴƄŞ̹ ŦĿ̹
�ŅňşĜ̹ ňş̹ �Ĵňœňşŀ˦̹ ňş̹ ƙŅňĪŅ̹ ʌʇ̹ ĜŵƀƙŦŵŖŹ̹ ƙĴŵĴ̹ İňŹŲŘĜƟĴİ˫̹ �ŞŦşŀ̹ ƀŅĴ̹
ŲĜŵƀňĪňŲĜşƀŹ˦̹ ƀŅĴŵĴ̹ƙĴŵĴ̹ ĿĜŞŦƄŹ̹ ĜŵƀňŹƀŹ˦̹ şĜŞĴŘƟ̹ $Ƅ̹rĴşİĜ̹ ˾ĩ˫̹ ʆʎʊʊ˿˦̹ wƄ̹
�ňşŀ̹ ˾ĩ˫̹ ʆʎʊʊ˿˦̹rƄ̹[ŅĜşƥŅƄĜş̹ ˾ĩ˫̹ ʆʎʋʅ˿˦̹;ƄŦ̹Vň̹ ˾ĩ˫̹ ʆʎʋʅ˿˦̹~ŅƄ̹VňşŀŹŅĴşŀ̹
˾ĩ˫̹ʆʎʊʌ˿˦̹[ŅĜŦ̹xĜş̹˾ĩ˫̹ʆʎʋʅ˿˦̹xĜşŀ̹7ňĴĪŅĜşŀ̹˾ĩ˫̹ʆʎʊʋ˿̹Ĝ̹ĿĴƙ˫̹bŅĴňŵ̹ĜƀƀĴşƀňŦş̹
ƙĜŹ̹ ĿŦĪƄŹĴİ̹ Ŧş̹ Ĝ̹ ŵĴƘŦŘƄƀňŦşĜŵƟ̹ ŵĴǭĴĪƀňŦş̹ Ŧş̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ Ĝŵƀ˦̹ Ĝşİ̹ ƀŅĴƟ̹
were assessed as the pioneers of the avant-garde calligraphic movement, 
ƙŅŦ̹ĜŘŹŦ̹ƀŦŦŖ̹ŲĜŵƀ̹ ňş̹ ƀŅĴ̹ǬŵŹƀ̹ĴƞŅňĩňƀňŦş̹Ŧş̹ĴƞŲĴŵňŞĴşƀĜŘ̹Ĝŵƀ̹ ňş̹ʆʎʍʎ̹ ňş̹
�ŅňşĜ̹ ĴşƀňƀŘĴİ̹ ̚�ŅňşĜ˱�ƘĜşƀ̐$ĜŵİĴ̹ �ŵƀ̹ �ƞŅňĩňƀňŦş̛̹ ˾B�AH�˦̹ ʊƀŅ̑ʆʎƀŅ̹
#ĴĩŵƄĜŵƟ˿˫̹ bŅňŹ̹ ĴƞŅňĩňƀňŦş̹ ňŹ̹ ĿŦĪƄŹĴİ̹ Ŧş̹ ƀŅĴ̹ ŵĴǭĴĪƀňŦş̹ Ŧş̹ ŘĜşŀƄĜŀĴ̹ Ĝşİ̹
writing. Their works were assessed as neither calligraphy nor painting but 
intermingled both calligraphy practice and painting conceptions. There, 
ƀŅĴ̹ ƀĴŵŞŹ̹ ̚ĴƞŲŵĴŹŹňŦşňŹƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̛̹ Ŧŵ̹ ̚ĜĩŹƀŵĜĪƀ̹ Ĝŵƀ̛̹ƙĴŵĴ̹ ŘňşŖĴİ̹ƙňƀŅ̹
the pictographic shape of the characters and the combination of dots and 
ŘňşĴŹ̹ňş̹Ĝş̹ĜĩŹƀŵĜĪƀ̹ƙĜƟ˫̹,ƀ̹ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴ̹ƟĴĜŵ̹ʆʎʍʎ̹ňŹ̹ŞĴŞŦŵĜĩŘĴ̹İƄĴ̹
to what it represented as a turning point in the development of Chinese 
calligraphic art. From this moment, various classical calligraphers looked 
back to the great tradition of the old masters, while the modernist artists 
ĪŦşƀňşƄĴİ̹ ƀŦ̹ ĿŦĪƄŹ̹ Ŧş̹ ĴƞŲĴŵňŞĴşƀĜƀňŦşŹ̹ ƀŅĜƀ̹ ŵĴǭĴĪƀ̹ ƀŅĴŞŹĴŘƘĴŹ̹ ĜŹ̹
İňŹƀňşŀƄňŹŅĴİ̹ŦƄƀĪŦŞĴŹ̹˾,Ĵƥƥň˦̹ʇʅʆʋ˿˫̹

;ŦŦŖňşŀ̹ Ĝƀ̹ ƀŅĴ̹rĴŹƀ˦̹ ňş̹ ƀŅĴ̹ ʆʎʎʅŹ˦̹ ƀŅĴŵĴ̹ ƙĜŹ̹ İĴĩĜƀĴ̹ ĜĩŦƄƀ̹ ƙŅĴƀŅĴŵ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹Ĝ̹ ̚ŹĴŵƘĜşƀ̹ŦĿ̹Ĝ̹ ƀĴƞƀ̛̹ ˾[ƀĴƘĴşŹ˦̹ʇʅʆʈ˥̹ʇʊ˿˫̹ ,ƀ̹ ňŹ̹ ƀŅĴ̹ŲŅŵĜŹĴ̹
that has been applied by scribes referring to being obliged to prioritize 
ĪŘĴĜŵ̹ƙŵňƀƀĴş̹ƀĴƞƀ̹Ĝşİ̹ĪŦŞŞƄşňĪĜƀňŦş̹ŵĜƀŅĴŵ̹ƀŅĜş̹ĜŵƀňŹƀňĪ̹ĴƞŲŵĴŹŹňŦşŹ˫̹
#ƄŵƀŅĴŵŞŦŵĴ˦̹ Ĝş̹ Ĝŵƀ̹ ŹƟŞŲŦŹňƄŞ̹ Ĝşİ̹ ĴƞŅňĩňƀňŦş̹ ƙĴŵĴ̹ ŅĴŘİ̹ Ĝƀ̹ [Ĝňşƀ̹
7ŦŅş̝Ź̹ �ĩĩĴƟ̹ Ĝşİ̹ fşňƘĴŵŹňƀƟ̹ ňş̹ �ŦŘŘĴŀĴƘňŘŘĴ˦̹ AňşşĴŹŦƀĜ˦̹ ňş̹ ʆʎʎʋ˦̹ Ĝşİ̹
the book was published under the name of Servi Textus: Servants of the 
Text˫̹,ƀ̹ňŹ̹ŞĴşƀňŦşĴİ̹ƘĜŵňŦƄŹ̹ňşŴƄňŵňĴŹ̹ĜĩŦƄƀ̹ƀŅĴ̹ňŘŘĴŀňĩňŘňƀƟ̹ŦĿ̹ƀĴƞƀŹ̹ƀŅĜƀ̹
bothered several scholars without comprehension of the idea of writing 
ŹŦŞĴƀŅňşŀ̹ƀŅĜƀ̹şŦ̹ŦşĴ̹ĪĜş̹ŵĴĜİ̹˾�ŵŦƙş˦̹ʇʅʆʌ˿˫̹

So, at the end of the twentieth century, it is evident that western 
calligraphy with its abstract form was a highly controversial area, 
which led calligraphers to make various categories such as functional, 
ňşƀĴŵŲŵĴƀĜƀňƘĴ˦̹ Ĝşİ̹ ĴƞŲŵĴŹŹňƘĴ̹ ĜŹ̹ �ŵňƀňŹŅ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ Ĝşİ̹ ƀĴĜĪŅĴŵ̹
Sheila Waters did. In comparison, the functional category covers the 
traditional calligraphy mindset, interpretative consists of interpreting 
ƀŅĴ̹ ƙŦŵİ̹ Ĝşİ̹ ĪŵĴĜƀňşŀ̹ ƙŵňƀňşŀ̹ ĴŞŲĜƀŅĴƀňĪ̹ ƀŦ̹ ƀŅĴ̹ ƀĴƞƀ̹ ƙňƀŅŦƄƀ̹
şĴĪĴŹŹĜŵňŘƟ̹ ĩĴňşŀ̹ ňŘŘƄŹƀŵĜƀňƘĴ̹ Ŧŵ̹ ŀŵĜŲŅňĪ˫̹ �ƞŲŵĴŹŹňƘĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙĜŹ̹
assessed by Waters as the most personal creation that reveals the 
emotion, energy, and discovery of the calligraphy, which reminds the 
core features of the Far Eastern calligraphy tradition.

To sum up, it can be stated that Chinese calligraphy tradition is still 
ŅňŀŅŘƟ̹ ňşǭƄĴşƀňĜŘ̹ Ŧş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĴŹŲĴĪňĜŘŘƟ̹
through the modernist and avant-garde movements. In order to gain 
deeper understandings of contemporary Chinese calligraphy, it will 
ĩĴ̹ ĴƞĜŞňşĴİ̹ ŞŦİĴŵşňŹƀ̹ Ĝşİ̹ ĜƘĜşƀ̐ŀĜŵİĴ̹ ŞŦƘĴŞĴşƀ̹ ƀŅŵŦƄŀŅ̹ ƘĜŵňŦƄŹ̹

IV. CHINESE AND JAPANESE CALLIGRAPHY TRADITION:
INFLUENCES ON THE WESTERN CONTEMPORARY CALLIGRAPHY
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calligraphers’ works. It will provide information to understanding the 
concepts and how the perception of Chinese calligraphy has transformed.

4.1.7.1. Modernist aproach of contemporary Chinese calligraphy

Modernist calligraphers are inhered deeply rooted in the Chinese 
ƙŵňƀňşŀ̹ŹƟŹƀĴŞ˦̹ĴƘĴş̹ĴƞŲĜşİňşŀ̹ƀŅĴ̹ĩŦƄşİĜŵňĴŹ̹ŦĿ̹ƀŅĴ̹ŵƄŘĴŹ̹ŦĿ̹�ŅňşĴŹĴ̹
ĪŘĜŹŹňĪĜŘ̹ ĜĴŹƀŅĴƀňĪŹ̹ ĿŦŵ̹ ŹƀƟŘňŹƀňĪ̹ ĴƞŲŘŦŵĜƀňŦşŹ̹ ŞĴşƀňŦşĴİ̹ ĴĜŵŘňĴŵ˫̹
With this feature, it takes resemblance with the modernist period of 
calligraphy -the so-called revival of calligraphy mentioned in Chapter 
III- the time that ancient scripts started to be rehandled and revised 
with the slight interpretation of the modernist calligraphers. That 
ŞĴĜşŹ̹ ƀŅĴ̹BŦƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ŹĪŵňĩĴ̹ ĜŹ̹ Ĝ̹ŞĴŵĴ̹ ĪŦŲƟňŹƀ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĪŅĜşŀĴ˦̹
and the creativity of the calligrapher was brought to the table by 
using a wide variety of tools and materials apart from the traditional 
ŦşĴŹ˫̹,ƀ̹ƙĜŹ̹ƀŅĴ̹ƀňŞĴ̹ƀŅĜƀ̹ƀŅĴ̹ǭƄňİňƀƟ̹ŦĿ̹ƀŅĴ̹ŘňşĴ̹Ĝşİ̹ƀŅĴ̹ŴƄĜŘňƀƟ̹ŦĿ̹ƀŅĴ̹
ŘĴƀƀĴŵĿŦŵŞ̹ ˾AĴİňĜƘňŘŘĜ˦̹ ʆʎʎʋ˿̹ƙĴŵĴ̹ İĴŞĜşİĴİ˫̹ ,ş̹ ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ŞĜňşŘƟ̹
ŹƀňŘŘ̹ ĴŞŲŘŦƟĴİ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ̹ Ĝşİ̹ ƀĴƞƀŹ̹ ƀŅĜƀ̹ƙĴŵĴ̹ ňşƀĴŵŲŵĴƀĴİ̹ƙňƀŅ̹ŞŦŵĴ̹
ĴƞŲŵĴŹŹňƘĴ̹ŹƀŵŦŖĴŹ˦̹ňşĪŘƄİňşŀ̹ĩŵƄŹŅ̹Ĝşİ̹Ĝ̹ƙňİĴ̹ŵĜşŀĴ̹ŦĿ̹ŞĜƀĴŵňĜŘŹ˦̹ŹƀňŘŘ̹
can be traced as solid visual references from the past and the western 
writing mindset that related to the spoken words through recognizable 
ŘĴƀƀĴŵŹ̹Ĝşİ̹ŵĴĜİĜĩŘĴ̹ƀĴƞƀ̹ƀŅĜƀ̹ŅĜŹ̹Ĝ̹ĪŦşĪĴŵş̹ƀŦ̹ĩĴ̹ŵĴĜİ˫

,Ĵƥƥň̹ ˾ʇʅʆʋ˿̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ ŲňĪƀŦŵňĜŘ̹ ĜŲŲŵŦĜĪŅ̹ ƀŦ̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
and using the traditional tools is based on the fact that all the 
Modernist calligraphers are trained as calligraphers and/or traditional 
ŲĜňşƀĴŵŹ̹ ƙŅŦ̹ İŦ̹ şŦƀ̹ ŲŵĴĿĴŵ̹ ƀŦ̹ ĜĩĜşİŦş̹ ƀŅĴ̹ ĴƞŲŘňĪňƀ̹ ŵĴĿĴŵĴşĪĴŹ̹ ƀŦ̹
their origins. It reminds the preoccupation of generations of modern 
�ŅňşĴŹĴ̹ňşƀĴŘŘĴĪƀƄĜŘŹ̹Ĝşİ̹ĜŵƀňŹƀŹ̹ƀŅĜƀ̹)Ƅşŀ̹˾ʇʅʆʆ˿̹ƄşİĴŵŘňşĴŹ˥̹ŅŦƙ̹ŦşĴ̹
positions oneself between tradition and modernity and between East 
and West. The same issue can be considered for Western contemporary 
ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƙŅňĪŅ̹ ƙňŘŘ̹ ĩĴ̹ ĴƞĜŞňşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,̹ Ĝşİ̹ İňŹĪƄŹŹĴİ̹
ƀŅŵŦƄŀŅ̹ŞƟ̹ ŲĴŵŹŦşĜŘ̹ ŲŵĜĪƀňĪĴŹ̹ ŅĴŘİ̹ ňş̹ �ŅĜŲƀĴŵ̹q,,˫̹ )ĴşĪĴ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹
said that the contemporary period of eastern and western calligraphy 
ŅĜŹ̹ĪŦŞŞŦş̹ĿĴĜƀƄŵĴŹ̹ňş̹ƀŅĜƀ̹ŹĴşŹĴ˫̹�ŘŹŦ˦̹ňƀ̹ňŹ̹Ŗňşİ̹ŦĿ̹ňşİňŹŲĴşŹĜĩŘĴ̹İƄĴ̹
to the reason that the interaction between these cultures. It will be 
mentioned in the following parts. 

�ƞĜŞňşňşŀ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙŦŵŖ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹
realized that calligraphers prefer to reduce the number of characters 
that they employ and reshape them in their way; using of few essential 
characters with high aesthetic values is the main point due to their aim, 
which is to combine the aesthetic pleasure and meaningful content. 
These characters since similar to symbols that enlighten the viewer’s 
mind; it can be understood the meaning of what they are carrying 
ƙňƀŅŦƄƀ̹ŖşŦƙňşŀ̹ĴƞĜĪƀŘƟ̹ƙŅĜƀ̹ƀŅĴ̹ŞĴĜşňşŀ̹ŦĿ̹ƀŅĴ̹ƙŵňƀƀĴş̹ĪŅĜŵĜĪƀĴŵ̹ňŹ˫̹
That means the modernist calligrapher is in search for to reshape the 
characters creatively or at least part of them to take the attention of 
ƘĜŵňŦƄŹ̹ĜƄİňĴşĪĴŹ̹˾,Ĵƥƥň˦̹ʇʅʆʈ˿˦̹ĜŹ̹ňş̹ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹ŞŦİĴŵşňŹƀ̹ĜŲŲŵŦĜĪŅ̹ŦĿ̹
western calligraphy.

�ŞŦşŀ̹ƀŅĴ̹ƘĜŵňŦƄŹ̹ŹĪŵňŲƀ̹ŹƀƟŘĴŹ̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˦̹ƀŅĴ̹ĪƄŵŹňƘĴ̹ĿŦŵŞ̹Ĝşİ̹
the seal script are more appropriate for their approaches. The cursive 
form, with its closure to abstraction, and the seal script with its most 
pictographic characteristics provide an opportunity for modernist 
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ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ƀŦ̹ ĴƞŲŵĴŹŹ̹ ƀŅĴňŵ̹ ĜƀƀňƀƄİĴŹ˫̹ �Ź̹ ŞĴşƀňŦşĴİ˦̹ ĿŦŵ̹ ƙĴŹƀĴŵş̹
calligraphy, an italic hand can be shown as parallel to the cursive form 
of Chinese calligraphy. 

;ŦŦŖňşŀ̹ Ĝƀ̹ �ŅĜŲƀĴŵ̹ ,,,˦̹ ňş̹ƙŅňĪŅ̹ ƘĜŵňŦƄŹ̹ ĜşĪňĴşƀ̹ƙĴŹƀĴŵş̹ ŹĪŵňŲƀŹ̹ ĜŵĴ̹
ŅĴŘİ˦̹ ƀŅĴ̹$ŦƀŅňĪ̹ŅĜşİ˦̹ƙňƀŅ̹ Ĝ̹ƙňİĴ̹ƘĜŵňĴƀƟ̹ ŦĿ̹ ĿŦŵŞŹ̹ ĜŞŦşŀ̹ ƀŅĴ̹ ŦƀŅĴŵ̹
ancient styles relatively, may be assessed as the one that is closer to 
interpretation through its compact forms that allow creating a woven-
like image. With these features, it is understandable that contemporary 
ĪĜŘŘňŀŵĜŲŅĴŵ̹ AĴƄŘŞĜş̹ ŞŦŹƀŘƟ̹ ĴŞŲŘŦƟŹ̹ Ĝşİ̹ ňşƀĴŵŲŵĴƀŹ̹ ƀŅĴ̹ $ŦƀŅňĪ̹
style, and Brown creates his personal style of the italic hand that is 
mentioned in Chapter VI.

�Ź̹Ĝş̹ĴƞĜŞŲŘĴ˦̹ƀŅĴ̹bĜňƙĜşĴŹĴ̹ƙŦŞĜş̹ĪĜŘŘňŀŵĜŲŅĴŵ̹bŦşŀ̹xĜşŀ b̐ƥĴ̹˾ĩ˫̹ʆʎʉʇ˿̹
˾#ňŀ˫̹ʆʌ̐ʆʍ˿̹ƄŹĴİ̹ƀŅĴ̹ĪƄŵŹňƘĴ̹ŹĪŵňŲƀ˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹̚ƙňŘİ̹ĪƄŵŹňƘĴ̹ŹĪŵňŲƀ˦̛ ̹Ĝşİ̹ňş̹
some works combined the seal script, gradually developed her own visual 
ŘĜşŀƄĜŀĴ̹ĜĿƀĴŵ̹ŅĴŵ̹ŲŵĴƘňŦƄŹ̹ƀŵĜňşňşŀ̹ňş̹İňǣĴŵĴşƀ̹ŞĴİňƄŞŹ̹Ĝşİ̹Ĝŵƀ̐ĿŦŵŞŹ̹
ƙňƀŅ̹ƀŅĴ̹ňşŹŲňŵĜƀňŦş̹ĩƟ̹ƀĴƞƀŹ̹ĿŵŦŞ̹�ŦşĿƄĪňƄŹ˫̹)Ĵŵ̹ňşǭƄĴşƀňĜŘ̹ĪĜŘŘňŀŵĜŲŅňĪ̹
ƙŦŵŖŹ̹ ňş̹ĪƄŵŹňƘĴ̹ŹƀƟŘĴ̹ĜŵĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ ƀŅĴ̹ĴƞƀŵĴŞĴ̹ĜĩŹƀŵĜĪƀňŦş̹ĜĿƀĴŵ̹ŅĴŵ̹
interpretation. Characters of the cursive style are distorted but still can 
be deciphered generally. That means she prefers to continue the dialogue 
through her work between content and style, meaning, and gesture. There 
can observe variations in the lines or strokes’ width and character, which 
ŹĴĴŞŹ̹ ƀŦ̹ ŹƄŹƀĜňş̹ ƀŅĴ̹ ĴǣĴĪƀ̹ ŦĿ̹ŞŦƘĴŞĴşƀ̹ ƀŅĜƀ̹ ňŹ̹ ĴƞĴĪƄƀĴİ̹ ƀŅŵŦƄŀŅ̹ ĴĜĪŅ̹
character. Tong’s work is assessed as beautiful both in the way of visual 
Ĝşİ̹ŲŵŦĿŦƄşİ̹ňş̹ĪŦşƀĴşƀ̹˾9ƄŦ˦̹ʇʅʆʅ˿˫

Fig. 17. Knowing is not Difficult, 
Doing is Difficult (Zhi zhi fei 
jian, xing zhi wei jian), Tong 
Yang-Tze, 1997, ink on paper, 
Source: Kuo, (2010: 107).

Fig. 18. Be Tolerant, So You Will 
Be Great; Have No Desire, So 
You Will Be Strong (You rong 
nai da), Tong Yang-Tze, 2007, 
Source: Kuo, (2010: 107).
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Fig. 1 9. Untitled, Wang 
Dongling, 2006, ink on paper, 
Source: Kuo, (2010: 111).

#ňŀ˫Ź̹ ʆʌ̐ʆʍ̹ ĜŘŹŦ̹ ŲŦňşƀŹ̹ ƀŦ̹ ĜşŦƀŅĴŵ̹ ŹňŀşňǬĪĜşƀ̹ ĪŅĜŵĜĪƀĴŵňŹƀňĪ̹ ŦĿ̹
the modernist movement; the pictorial or graphical approach to 
ĪĜŘŘňŀŵĜŲŅƟ˫̹fŹňşŀ̹ĪŦŘŦŵĴİ̹ ňşŖ̹Ŧŵ̹ǭĴĪŖĴİ̹ ňşŖ̹ƙňƀŅ̹ƙĜƀĴŵ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ĩĴ̹
ĴƞŲŘŦŵĴİ˦̹ĜŲĜŵƀ̹ĿŵŦŞ̹ĜŘŘ̹ƀŅĴ̹ƀĴĪŅşňŴƄĴŹ̹ŦĿ̹ƀŅĴ̹ĜşĪňĴşƀ̹ŞĜŹƀĴŵ̹ƀŅĜƀ̹ŅĜİ̹
been already employed. It should be underlined that modernists do not 
actually reject the use of four treasures, which both calligraphers and 
painters used; instead, some personal preferences and interpretations 
ĪĜŞĴ̹ ňşƀŦ̹ŲŘĜƟ˦̹ĜŹ̹bŦşŀ̹xĜşŀ̐bƥĴ˦̹ƙŅŦ̹ƄŹƄĜŘŘƟ̹ĴŞŲŘŦƟĴİ̹ŀňŘİĴİ̹ŲĜŲĴŵ̹
ňşŹƀĴĜİ̹ŦĿ̹ŲŘĜňş̹ŲĜŲĴŵ̹˾,ĩňİ˫˿˫

�ŲĜŵƀ̹ ĿŵŦŞ̹bŦşŀ̹xĜşŀ̐bƥĴ˦̹rĜşŀ̹ �ŦşŀŘňşŀ̹ ˾ĩ˫̹ ʆʎʉʊ˿̹ Ĝşİ̹ $Ƅ̹ $Ĝş̹ ˾ĩ˫̹
ʆʎʉʇ˿̹ ĜŵĴ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ŞŦŹƀ̹ ŹňŀşňǬĪĜşƀ̹ŞŦİĴŵşňŹƀ̹ �ŅňşĴŹĴ̹
artists, whose works are described as latent between calligraphy and 
ĜĩŹƀŵĜĪƀ̹Ĝŵƀ˦̹ƙŅňĪŅ̹ĿŦĪƄŹĴİ̹Ŧş̹ĜĩŹƀŵĜĪƀ̹ŘňşĴŹ̹Ĝşİ̹ƀŅĴňŵ̹şŦƀňŦşŹ̹˾TĜİĴŵşň˦̹
ʇʅʆʋ˿˫̹rňƀŅ̹ ƀŅĴ̹ ĴƞĜŞňşĜƀňŦş̹ ŦĿ̹rĜşŀ̹�ŦşŀŘňşŀ̹ Ĝşİ̹ $Ƅ̹$Ĝş̝Ź̹ƙŦŵŖŹ˦̹
calligraphy’s modernist concept will be deeply enlightened.

rĜşŀ̹ �ŦşŀŘňşŀ̹ ˾ĩ˫̹ ʆʎʉʊ˿̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŞŦŹƀ̹ ŹƄĪĪĴŹŹĿƄŘ̹
ŞŦİĴŵşňŹƀ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ňş̹ �ŅňşĜ˦̹ ŵĴǭĴĪƀňşŀ̹ ƀŅňŹ̹ ŦşŀŦňşŀ̹
ƀŵĜşŹĿŦŵŞĜƀňŦş̹ İƄŵňşŀ̹ ƀŅĴ̹ �ƄŘƀƄŵĜŘ̹ WĴƘŦŘƄƀňŦş̹ ňş̹ ƀŅĴ̹ ʆʎʋʅŹ˫̹ )Ĵ̹
survived the turmoil by his big-character posters generally consisting 
of a revolutionary slogan or political phrase written largely to post 
ŲƄĩŘňĪŘƟ˫̹)ňŹ̹ƙŦŵŖŹ̹ĜŵĴ̹ňşǭƄĴşĪĴİ̹ĩƟ̹ŅňŹ̹ĴƞŲĴŵňĴşĪĴ̹ňş̹ƀŅĴ̹fşňƀĴİ̹[ƀĜƀĴŹ̹
ĿŵŦŞ̹ʆʎʍʎ̹ƀŦ̹ʆʎʎʇ˦̹ƙŅĴş̹ŅĴ̹ƙĜŹ̹Ĝ̹ƘňŹňƀňşŀ̹ŲŵŦĿĴŹŹŦŵ̹Ĝƀ̹ƀŅĴ̹fşňƘĴŵŹňƀƟ̹
ŦĿ̹AňşşĴŹŦƀĜ̹Ĝşİ̹ƀŅĴ̹fşňƘĴŵŹňƀƟ̹ŦĿ̹�ĜŘňĿŦŵşňĜ˫̹)Ĵ̹ŹƀĜŵƀĴİ̹ƀŦ̹İĴƘĴŘŦŲ̹Ĝ̹
new form of composition fused with traditional Chinese aesthetics with 
modernist art with a solid traditional art education that he has. 

#ňŀ˫̹ ʆʎ̹ ňŘlustrates his distinctive style, written in cursive script, 
well-characterized by his own brush strokes in which upwards or 
İŦƙşƙĜŵİŹ̹ ƀƄŵşŹ̹ ŹŅĜŵŲĴşĴİ̹ ƙňƀŅ̹ ĜşŀŘĴŹ̹ Ĝşİ̹ ŘŦşŀ̹ ĩŵĴĜƀŅĴŵŹ˫̹ )Ĵ̹
commonly employs indecipherable Chinese characters in his works, 
and it makes his work closer to abstract painting than to calligraphy. 
,ƀ̹ ňŹ̹ ƄşİĴŵŘňşĴİ̹ ĩƟ̹ 9ƄŦ̹ ˾ʇʅʆʅ˿̹ ƀŅĜƀ̹ �ŦşŀŘňşŀ̝Ź̹ ĴƞŲĴŵňŞĴşƀ̹ ƙňƀŅ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ŅĜŹ̹ĩĴĴş̹ŹňŀşňǬĪĜşƀŘƟ̹ňşǭƄĴşƀňĜŘ̹Ŧş̹ƀŅĴ̹ƙŅŦŘĴ̹İĴƘĴŘŦŲŞĴşƀ̹
ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ňşŖ̹ŲĜňşƀňşŀ̹˾9ƄŦ˦̹ʇʅʆʅ˿˫
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Fig. 20. Feeling and Passion, 
Wang Dongling, 1999, ink on 
newspapers, Source: Iezzi, 
(2013: 167).

Fig. 21. Calligraphic Styles and 
Bodies: Weston’s Heart Sutra – 
A, 2012, Wang Dongling, ink on 
magazine sheet, Source: Iezzi, 
(2016: 94).

rňƀŅ̹ŅňŹ̹ĴƞŲĴŵňĴşĪĴŹ̹ňş̹�ŞĴŵňĪĜ̹Ĝşİ̹7ĜŲĜş˦̹ŅĴ̹ĩĴĪĜŞĴ̹ŹŖňŘŘĴİ̹ƀŦ̹ĪŦŞĩňşĴİ̹
traditional practice with foreign elements such as photos, envelopes, and 
ŞĜŀĜƥňşĴ̹ŹŅĴĴƀŹ̹˾#ňŀ˫̹ʇʅ˿˦̹ĜŲĜŵƀ̹ĿŵŦŞ̹ŅňŹ̹şĴƙŹŲĜŲĴŵ̹ĪŦŘŘĜŀĴŹ̹˾#ňŀ˫̹ʇʆ˿˫

,Ĵƥƥň̹˾ʇʅʆʋ˿̹ŹƀĜƀĴŹ̹ƀŅĜƀ̹ƀŅĴ̹ŲƄŵŲŦŹĴ̹ŦĿ̹ƀŅňŹ̹ŹĴŵňĴŹ̹ŵĴƘĴĜŘŹ̹Ĝş̹ňşƀĴŀŵĜƀňŦş̹
between China and the West, traditional and modern approaches, also 
ŘŦĪĜŘ̹ Ĝşİ̹ ŀŘŦĩĜŘ̹ ĪƄŘƀƄŵĴŹ˫̹ bŅĴ̹ ĪŦşƀĴşƀ̹ ŦĿ̹ ŹƄĩœĴĪƀ̹ ňŹ̹ ƀŅĴ̹ )ĴĜŵƀ̹ [ƄƀŵĜ˰̹
ƀŅĴ̹ŞŦŹƀ̹ŹňŀşňǬĪĜşƀ̹ĜşĪňĴşƀ̹ƀĴƞƀŹ̹ĿŦŵ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ĪŦşŹňŹƀ̹ŦĿ̹
ƀŅĴ̹ ƀĴĜĪŅňşŀ̹ ŦĿ̹ �ƄİİŅňŹŞ˫̹bŅĴ̹)ĴĜŵƀ̹ [ƄƀŵĜ̹ ňŹ̹ Ĝ̹ ƀŵĜİňƀňŦşĜŘ̹ ƀĴƞƀ̹ ƀŅĜƀ̹
is assessed as both traditional and modern through its content and 
ňƀŹ̹ ƙŵňƀƀĴş̹ ŅňŹƀŦŵƟ˰̹ ƘĜŵňŦƄŹ̹ ĜşĪňĴşƀ̹ ŞĜŹƀĴŵŹ̹ Ĝşİ̹ ŹňŀşňǬĪĜşƀ̹ ŞŦİĴŵş̹
calligraphers have also written remarkable copies of it. It physically 
embodies ancient Chinese calligraphy, also through the work of 
Dongling, for instance, transforming from tradition to modernity. 

It can be said that the aesthetic considerations of Chinese calligraphy 
such as dynamism, vitality, irregularity, harmony, and solidity of brush 
ŹƀŵŦŖĴ̹ƙňƀŅ̹ňƀŹ̹ĩŦşĴ̹ŹƀŵƄĪƀƄŵĴ̹˾ŹŖĴŘĴƀŦş˿˦̹ĜŘŹŦ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ĪŦŞŲŦŹňƀňŦşŹ̹
ĜŵĴ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŞĜňş̹ ĪŦşĪĴŵşŹ̹ ŦĿ̹ �ŦşŀŘňşŀ˦̹ ƙŅňĪŅ̹ ŵĴǭĴĪƀŹ̹ ƀŅĜƀ̹ ŅňŹ̹
ƙŦŵŖŹ̹ ŹƀňŘŘ̹ ŲŵŦĿŦƄşİŘƟ̹ ĿŦĪƄŹĴİ̹Ŧş̹�ŅňşĴŹĴ̹ĪƄŘƀƄŵĜŘ̹ ŵĴĿĴŵĴşĪĴŹ˫̹)ĴşĪĴ˦̹
ŅňŹ̹ ƙŦŵŖ̝Ź̹ ĴŹŹĴşĪĴ̹ ňŹ̹ şŦƀ̹ ƀŅĜƀ̹ İňǣĴŵĴşƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ ĜşĪňĴşƀ̹ ĪŦşĪĴŲƀ̹
in a technical way as well as its aesthetic taste, as in the case of the 
modernist western calligraphers. 
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It is also stated that the modernity of Dongling’s works is manifested 
through photography, a modern form of art, which is also reproduced 
in an art magazine, a contemporary mass media. 

Dongling uses a magazine sheet instead of Xuan paper; he reproduced 
the English title of the picture, the name of the portrayed woman with 
ňƀŹ̹İĜƀĴ̹ƙŵňƀƀĴş̹ĩƟ̹ƀŅĴ̹�ŵĜĩňĪ̹şƄŞĴŵňĪ̹ŹƟŹƀĴŞ˫̹bŅĴ̹şĜŖĴİ̹ŲŅŦƀŦŀŵĜŲŅ̹
ŦĿ̹Ĝ̹ŞŦİĴŘ̹˾#ňŀ˫̹ʇʆ˿̹ŵĴŲŵĴŹĴşƀŹ̹ƀŅĴ̹ŞŦİĴŵşňŹƀ̹ĜŲŲŵŦĜĪŅ̹ƀŦ̹ŲŅŦƀŦŀŵĜŲŅƟ̹
with its pure, simple, and real forms focused, which was not a modern 
subject until recent years of China. It can be assessed as an attempt to 
use non-Chinese elements in the framework of Chinese tradition. 

Moreover, the calligraphy of China, written by ink as a colophon, is 
likened to traditional Chinese painting. It represents the Chinese 
integration, and the photography is assessed as from the West. Chinese 
writing here is a local culture in the traditional sense, and the nude, 
magazine sheet, and multi-lingual usage are assessed as a global 
cultural element.

,Ĵƥƥň̹˾ʇʅʆʋ˿̹ĜŘŹŦ̹ŹƀĜƀĴŹ̹ƀŅĜƀ̹ŞŦİĴŵşňŹƀŹ˦̹ŹƄĪŅ̹ĜŹ̹�ŦşŀŘňşŀ˦̹ĜŵĴ̹İĴĪňŹňƘĴ̹
in including Western elements in their works since they will be more 
ĜƀƀŵĜĪƀňƘĴ̹Ĝşİ̹ƀĜŖĴ̹ƀŅĴ̹rĴŹƀĴŵş̹ĜƄİňĴşĪĴŹ̝̹ĜƀƀĴşƀňŦş˫̹�Ź̹ŹƀĜƀĴİ̹ĴĜŵŘňĴŵ˦̹
ňşƀĴŵşĜƀňŦşĜŘ̹ĪŦŞŞƄşňĪĜƀňŦş̹ŘĴİ̹ĜƄİňĴşĪĴŹ̹ƀŦ̹ĪŅĜşŀĴ̹ĿŵŦŞ̹ƀŅĴ̹ʆʎʍʅŹ˦̹
Ĝşİ̹ĜŘŹŦ˦̹ƀŅĴƟ̹ƙĴŵĴ̹ňşǭƄĴşĪĴİ̹ĩƟ̹7ĜŲĜşĴŹĴ̹Ĝşİ̹rĴŹƀĴŵş̹Ĝŵƀ˦̹ƙŅňĪŅ̹ĜŘŹŦ̹
became one factor for these foreign elements in their works.

,ƀ̹ ňŹ̹ şŦƀĴƙŦŵƀŅƟ̹ ƀŦ̹ ŞĴşƀňŦş̹ ƘĜŵňŦƄŹ̹ ĪŦşǭňĪƀŹ̹ Ĝşİ̹ ŴƄĴŹƀňŦşŹ̹ ƙŅĴş̹
Dongling prefers to write indecipherable Chinese characters in his own 
way, how the one can understand whether it is a Chinese character or 
not, or in other words, can it be still considered calligraphy. 

�ĪĪŦŵİňşŀ̹ ƀŦ̹ ƘĜŵňŦƄŹ̹ ŹƀĜƀĴŞĴşƀŹ̹ ĩƟ̹ bňşŀƟŦƄ̹ ˾ʇʅʅʉ˿˦̹ 9ƄŦ̹ ˾ʇʅʆʅ˿˦̹ Ĝşİ̹
,Ĵƥƥň̹ ˾ʇʅʆʈ˦̹ ʇʅʆʊ˦̹ Ĝşİ̹ ʇʅʆʋ˿˦̹ ĴƘĴş̹ ƀŅŦƄŀŅ̹ ƀŅĴŹĴ̹ƙŦŵŖŹ̹ ĜŵĴ̹ ňş̹ ĩĴƀƙĴĴş̹
calligraphy and abstract painting, they are still calligraphy due to 
ƘĜŵňŦƄŹ̹ ŵĴĜŹŦşŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ ŹƀňŘŘ̹ ŵĴǭĴĪƀňşŀ̹ ňƀŹ̹ ŵŦŦƀŹ˦̹ƙŅňĪŅ̹ ĜŵĴ̹ ŵĴşİĴŵĴİ̹
calligraphically. This issue will be mentioned in the following 
ŲĜŀĴŹ̹ ĜĿƀĴŵ̹ ƀŅĴ̹ ĴƞĜŞňşĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ƘĜŵňŦƄŹ̹ ĜŵƀňŹƀ̹ ƙňƀŅ̹ ĜƘĜşƀ̐ŀĜŵİĴ̹
perspectives. 

)ŦƙĴƘĴŵ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ƙňƀŅ̹ ƀŅĴ̹ŞŦİĴŵş̹ ĜƀƀňƀƄİĴ̹ ňş̹ �ŅňşĴŹĴ̹
calligraphy, even the calligraphers are trained as traditional 
calligraphers or painters and deeply rooted in the Chinese writing 
ŹƟŹƀĴŞŹ˰̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ŦĩŹĴŵƘĴİ̹ ŅĴŵĴ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴŹĴ̹ ŀňƘĴş̹ ĴƞĜŞŲŘĴŹ̹ ƀŅĜƀ̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ĜŵĴ̹ ƙňŘŘňşŀ̹ ƀŦ̹ ĴƞŲĜşİ̹ ƀŅĴ̹ ĩŦƄşİĜŵňĴŹ̹ ŦĿ̹ ƀŅĴ̹ ŵƄŘĴŹ̹ ŦĿ̹
�ŅňşĴŹĴ̹ ĪŘĜŹŹňĪĜŘ̹ ĜĴŹƀŅĴƀňĪŹ̹ ĿŦŵ̹ ƀŅĴ̹ ŹĜŖĴ̹ ŦĿ̹ ŹƀƟŘňŹƀňĪ̹ ĴƞŲŘŦŵĜƀňŦş̹ Ĝşİ̹
ĴƞŲĴŵňĴşĪĴŹ̹ƙňƀŅ̹ŵĴĿĴŵĴşĪĴŹ̹ƀŦ̹ƀŅĴňŵ̹ŦŵňŀňşŹ˫̹bŅĴŹĴ̹ĿĴĜƀƄŵĴŹ̹ĜŵĴ̹ŅňŀŅŘƟ̹
similar to the modern calligraphy mentioned in Chapter III, especially 
with the references to various ancient script styles that were revived 
and adapted to the needs of the nineteenth and twentieth century. Even 
the functionality was one of the core elements of that time; still, the 
ŹƀƟŘňŹƀňĪ̹ŵĴǭĴĪƀňŦş̹ŦĿ̹ĴĜĪŅ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ĪĜş̹ĩĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝş̹ĜƀƀĴŞŲƀ̹ƀŦ̹
ĴƞŲĜşİ̹ƀŅĴ̹ĩŦƄşİĜŵňĴŹ̹ŦĿ̹ƀŅĴ̹ƀŵĜİňtion in the West as well.
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4.1.7.2. Avant-garde aproach of contemporary Chinese 
calligraphy

�ƘĜşƀ̐ŀĜŵİĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ĜŹsessed as an acute notion of departure 
ĿŵŦŞ̹Ĝ̹ŲŵĴƘňŦƄŹ̹ŲŦŹňƀňŦş˫̹)ĴŵĴ˦̹ƙňƀŅ̹ƀŅĴ̹ŲŵĴƘňŦƄŹ̹ŲŦŹňƀňŦş˦̹ňƀ̹ňŹ̹ŵĴĿĴŵŵĴİ̹
to as the modern calligraphy attitude that is deeply rooted in the 
Chinese writing system and has its fundamental references from its 
tradition. 

#ŵŦŞ̹ ƀŅĴ̹Şňİ̐ʍʅŹ̹ ƄşƀňŘ̹ ƀŅĴ̹ Ĵşİ̹ ŦĿ̹ ƀŅĴ̹ ʎʅŹ˦̹ ƀŅĴ̹ ǬŵŹƀ̹ ŲŅĜŹĴ̹ ŦĿ̹ ĜƘĜşƀ̐
garde movements evolved in conceptual and abstract currents as 
its main trends, which performance was followed. In this period, the 
individual initiative of a single artist’s tendency was the main decisive 
on the development of the movement. 

�Ź̹ ŞĴşƀňŦşĴİ̹ ĴĜŵŘňĴŵ˦̹ ĜƘĜşƀ̐ŀĜŵİĴ̹ ĜŵƀňŹƀŹ̹ ĜŵĴ̹ ŹĴĜŵĪŅňşŀ̹ ƀŦ̹ ŀŦ̹ ĩĴƟŦşİ̹
the ancient structure and themes for the evolution of calligraphy in 
which the genuinely ancestral characters are conserved and reproduced 
ňş̹ İĴƘĴŘŦŲŞĴşƀ˫̹ bŅĴƟ̹ ƙĜşƀ̹ ƀŦ̹ ĴƞŲĴŵňŞĴşƀ̹ ǬŵŹƀ̹ Ŧş̹ Ĝ̹ ŀŘŦĩĜŘ̹ ŘĴƘĴŘ˦̹
opening to the international market to be more intelligible for viewers 
outside of China. With this intention, it is witnessed the new currents, 
şĜŞĴŘƟ̹ŞƄŘƀňŞĴİňĜ̹ Ĝŵƀ˦̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹İĜşĪĴ̹Ŧŵ̹ŀŵĜǤƀň̹ Ĝŵƀ˦̹ Ĝşİ̹ ĜƘĜşƀ̐
garde artists, want to be a reconciliation between local and global 
ŲŅĜŹĴŹ̹ ƀŅŵŦƄŀŅ̹ƄŹňşŀ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ĿŦŵŞŹ̹ Ŧŵ̹ ĪŦşĪĴŲƀŹ˫̹)ĴŵĴ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹
claimed that these features of avant-garde calligraphers resemble 
contemporary western calligraphers, who mostly create highly abstract 
ĪĜŘŘňŀŵĜŲŅƟ̹ƙŦŵŖŹ̹ ƀŅĜƀ̹ŅĴŵĜŘİ̹ ĪŦşǭňĪƀŹ̹ Ĝşİ̹İňŹĪƄŹŹňŦşŹ˦̹ƙŅĴƀŅĴŵ̹ ƀŅĴƟ̹
are abstract paintings or calligraphy. It is evident that eliminating the 
vernacular elements and graphic features that belong to certain writing 
systems give contemporary calligraphers to reach an international 
ŘĴƘĴŘ̹ƀŅĜƀ̹ŲĴŦŲŘĴ̹ĪĜş̹ŹĜƀňŹĿƟ̹ƀŅĴ̹ƙŦŵŖ̹ƀŅŵŦƄŀŅ̹ňƀŹ̹ŲŘĜŹƀňĪ̹ƘĜŘƄĴŹ˫̹)ĴşĪĴ˦̹
it can be claimed that not being able to read what is created here proves 
that the westerner’s mind still tends to associate calligraphic works 
ƙňƀŅ̹ŲĜňşƀňşŀ̹ŵĜƀŅĴŵ̹ƀŅĜş̹ƙŵňƀňşŀ˫̹)ŦƙĴƘĴŵ˦̹ĜŹ̹ŅĴŘİ̹ňş̹�ŅĜŲƀĴŵ̹q,̹Ĝşİ̹
Chapter VII, the claim of the contemporary calligrapher, whether the 
work has a close resemblance with the abstract painting, still consists 
of the tradition and culture of calligraphy and performed with the 
ňşƀĴşƀňŦş̹ŦĿ̹ƙŵňƀňşŀ˫̹bŅĜƀ̹ŞĴĜşŹ̹ƀŅĴ̹ĜĩŹƀŵĜĪƀ̹ŹƀŵŦŖĴ̹Ŧŵ̹ŘňşĴ̹ňŹ̹ĴƞĴĪƄƀĴİ̹
by writing-like gestures, which provide room to call it calligraphy.

When Chinese avant-garde artists called themselves modern during 
ʆʎʍʊ˦̹ ƙňƀŅ̹ ƀŅĴ̹ ʆʎʎʅŹ˦̹ ƀŅĴŹĴ̹ ĜŵƀňŹƀŹ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ňİĴşƀňĿƟ̹ ƀŅĴŞŹĴŘƘĴŹ̹ ĜŹ̹
participants of a delayed modernization movement that aimed to 
transform China with the Enlightenment model based on a Western, 
embracing western literature and philosophy that newly translated and 
created works that grounded on reproduced. Western images, which 
refer to the West’s long-past styles and theories, started to be used as 
their direct models. 

)Ƅşŀ̹˾ʇʅʆʆ˿̹ĴƞŲŘĜňşŹ̹ƀŅňŹ̹ňŹŹƄĴ̹ĜŹ̹ĿŦŘŘŦƙŹ̹̚bŅĴ̹ŞĴĜşňşŀ̹ŦĿ̹ƀŅĴňŵ̹ƙŦŵŖŹ̹
ĜŹ̹̚ŞŦİĴŵş̹Ĝŵƀ̛̹ƙĜŹ̹ ŘŦĪĜƀĴİ̹şŦƀ̹ ňş̹ƀŅĴ̹ŦŵňŀňşĜŘ̹ŅňŹƀŦŵňĪĜŘ̹ŹňŀşňǬĪĜşĪĴ̹
of the styles and ideas, but in the transference of these styles and ideas 
ƀŦ̹Ĝ̹İňǣĴŵĴşƀ̹ ƀňŞĴ̹Ĝşİ̹ŲŘĜĪĴ̛̹ ˾ʇʅʆʆ˥̹ ʈʌ˿˫̹bŅĴƟ̹ ŘĴĜƘĴ̹ ƀŅĴ̹ĪŦşƘĴşƀňŦş̹ĩƟ̹
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ŴƄĴŹƀňŦşňşŀ̹ŅŦƙ̹ƀŦ̹ŦŲĴş̹ƄŲ̹şĴƙ̹ĿŦŵŞŹ̹ŦĿ̹ŲĴŵŹŦşĜŘ̹ĴƞŲŵĴŹŹňŦşŹ̹ĩĴƟŦşİ̹
conventional forms and thinking by fusing the calligraphic image with 
ƀĴĪŅşňŴƄĴ̹Ĝşİ̹ŞŦİĴŵş̹ĿŦŵŞŹ̹ŦĿ̹ĪŦşĪĴŲƀƄĜŘ̹Ĝşİ̹ŲĴŵĿŦŵŞĜşĪĴ̹Ĝŵƀ˫̹

,Ĵƥƥň̹ ˾ʇʅʆʈ˿̹ ŲŦňşƀŹ̹ ŦƄƀ̹ ƀƙŦ̹ ŞĜňş̹ ĪƄŵŵĴşƀŹ̹ ĜĪƀƄĜŘŘƟ̹ ĪŅĜŵĜĪƀĴŵňƥĴ̹ ƀŅĴ̹
�ƘĜşƀ̐ŀĜŵİĴ̹ŞŦƘĴŞĴşƀŹ˥̹ ŦşĴ̹ ĿŦĪƄŹĴŹ̹ Ŧş̹ ƀŅĴ̹ ĜŘƀĴŵşĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ĿŦŵŞ̹
ŦĿ̹ƀŅĴ̹ƙŵňƀňşŀ̹ŹƟŹƀĴŞ̹Ĝşİ̹ ŘĜşŀƄĜŀĴ̹ ˾ŹƄĪŅ̹ĜŹ̹wƄ̹�ňşŀ˦̹#ňŀ˫̹ʇʇ̐ʇʉ˿˦̹Ĝşİ̹
the othĴŵ̹ĿŦĪƄŹĴŹ̹Ŧş̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŘňşĴ̹˾rĴň̹;ňŀĜşŀ˦̹#ňŀ˫̹ʈʌ̐ʈʍ˿̹ĜŹŹĴŹŹĴİ̹
as the performance in itself with abstract beauty. The traditional 
calligraphy has been on the side of the art of writing the Chinese 
ĪŅĜŵĜĪƀĴŵŹ˦̹ ƙŅĴŵĴĜŹ̹ �ƘĜşƀ̐ŀĜŵİĴ̹ ŹĴĴŞŹ̹ ƀŦ̹ ŹŲŘňƀŹ̹ ňşƀŦ̹ ƀŅĴŹĴ̹ ƀƙŦ̹
ĪƄŵŵĴşƀŹ̹Ĝşİ̹ĩĴĪŦŞĴŹ̹̚ƀŅĴ̹Ĝŵƀ̹ŦĿ̹ƙŵňƀňşŀ̹˾ƄşŞĴĜşňşŀĿƄŘ˿̹ĪŅĜŵĜĪƀĴŵŹ̛̹Ŧŵ̹
̚ƀŅĴ̹Ĝŵƀ̹ŦĿ̹ƙŵňƀňşŀ̹˾ŲĜňşƀňşŀ̐ŘňŖĴ˿̹ŘňşĴŹ̛̹˾,Ĵƥƥň˦̹ʇʅʆʈ˥̹ʆʋʍ˿˫

wƄ̹ �ňşŀ̹ ˾ĩ˫̹ ʆʎʊʊ˿̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŞŦŹƀ̹ ňşƘĴşƀňƘĴ̹ Ĝşİ̹
internationally famous of all Chinese contemporary artists with his 
ŴƄĴŹƀňŦşňşŀ̹ ŦĿ̹ ƀŅĴ̹ şĜƀƄŵĴ̹ ŦĿ̹ ŘĜşŀƄĜŀĴ̹ ĜŹ̹ ƙĴŘŘ̹ ĜŹ̹ ƀŅĴ̹ şĜƀƄŵĴ̹ ŦĿ̹ ƀŅĴ̹
Ĝŵƀ̹ ˾9ƄŦ˦̹ ʇʅʆʅ˿̹ ƀŅŵŦƄŀŅ̹ ŞĴĜşňşŀŘĴŹŹ̹ ŵĴŲĴƀňƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ŹƀŵŦŖĴŹ˦̹ ĿĜŖĴ̹
ĪŅĜŵĜĪƀĴŵŹ˦̹ƀĴƞƀŹ̹ƀŅĜƀ̹ĪĜşşŦƀ̹ĩĴ̹ŵĴĜİ̹ĩƄƀ̹ŘŦŦŖŹ̹ŘňŖĴ̹�ŅňşĴŹĴ˫̹)Ĵ̹ĪŦŞĩňşĴŹ̹
his earlier training fused with Chinese tradition with a willingness to 
subvert conventions for the sake of creating a new approach. 

Unlike the moderş̹ ĪŦşĪĴŲƀ̹ ŦĿ̹ ƀŅĴ̹ ʆʎʍʅŹ˦̹ wƄ̹ �ňşŀ̹ ĴşƘňŹňŦşĴİ̹ ̚ŅňŹ̹
enlightenment as the construction of an interior time and space 
ƀŅŵŦƄŀŅ̹ ŞĴĜşňşŀŘĴŹŹ̹ ŵĴŲĴƀňƀňŦş˫̛ ̹ #Ŧŵ̹ ŅňŞ˦̹ ̚ƀŅĴŵĴ̹ ƙĜŹ̹ Ĝ̹ ŹƄİİĴş̹
achievement of knowledge, a contemporary moment outside the 
ǭŦƙ̹ ŦĿ̹ ŅňŹƀŦŵƟ̛̹ ˾)Ƅşŀ˦̹ ʇʅʆʆ˥̹ ʈʎ˿˫̹ )ňŹ̹ƙŦŵŖŹ̹ ŅĜƘĴ̹ Ĝ̹ Ŗňşİ̹ ŦĿ̹ ƀĴŞŲŦŵĜŘ̹
ŹňŀşňǬĪĜşĪĴ̹ ƀŅĜƀ̹ ĪŵĴĜƀĴŹ̹ Ĝ̹ ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ĜĪƀƄĜŘ̹ �ŅňşĴŹĴ̹ ƀĴƞƀ˦̹ ĩƄƀ̹
they are not. This feature reminds the attitude of ancient Chinese 
calligraphers with their illegible wild cursive writings, which are also 
assessed as references and inspirational works for western asemic 
ƙŵňƀĴŵŹ̹ ŦĿ̹ ƀŅĴ̹ ʆʎʎʅŹ̹ ŞĴşƀňŦşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,̹ ƙŅňŘĴ̹ ĴƞĜŞňşňşŀ̹ ƀŅĴ̹
contemporary western calligrapher, among whom are produced works 
with the concern of attributing a value beyond the literal meaning of 
the word by getting rid of the functional situation that is loaded on the 
writing that is also discussed in Chapter II.

Fig. 22 illusƀŵĜƀĴŹ̹ŅňŹ̹ ňşşŦƘĜƀňƘĴ̹ƙŵňƀňşŀ̹ŹƟŹƀĴŞŹ̹ĪĜŘŘĴİ̹ ̚BĴƙ̹�şŀŘňŹŅ̹
�ĜŘŘňŀŵĜŲŅƟ̛̹ Ŧŵ̹ ̚[ŴƄĜŵĴ̹ rŦŵİ̹ �ĜŘŘňŀŵĜŲŅƟ˦̛ ̹ ƙŅňĪŅ̹ ŵĴŲŵĴŹĴşƀŹ̹ ŦşĴ̹ ŦĿ̹
the most comprehensive attempts for the sake of enlighten Chinese 
Calligraphy in a way that was never implemented before. Xu Bing 
created an entirely new writing system based on the English alphabet 
using components of Chinese characters considering their shapes and 
ŵƄŘĴŹ˫̹ �Ź̹ŞĴşƀňŦşĴİ̹ ĴĜŵŘňĴŵ̹ ňş̹ ƀŅĴ̹ ŲĜŵƀ̹ ŦĿ̹ Ĝ̹ �ŅňşĴŹĴ̹ƙŵňƀňşŀ̹ ŹƟŹƀĴŞ˦̹
Chinese characters are constructed by several written strokes in the 
ŹĜŞĴ̹ňŞĜŀňşĜŵƟ̹ŹŴƄĜŵĴ˫̹,ş̹ƀŅňŹ̹ƙŦŵŖ˦̹�ňşŀ̹ƙŵňƀĴŹ̹ĴĜĪŅ̹ƙŦŵİ̹ŞĜİĴ̹ƄŲ̹
ŦĿ̹ŹĴƘĴŵĜŘ̹ ŘĴƀƀĴŵŹ̹ƙŵňƀƀĴş̹ňş̹ƀŅĴ̹ŹĜŞĴ̹ŹŴƄĜŵĴ˦̹Ĝşİ̹ĴĜĪŅ̹ƙŦŵİ̹ĩĴĪŦŞĴŹ̹
ĴŴƄĜŘ̹ƀŦ̹ŦşĴ̹�ŅňşĴŹĴ̹ĪŅĜŵĜĪƀĴŵ˫̹)Ĵ̹ĜŘŹŦ̹İĴƘĴŘŦŲĴİ̹Ĝ̹ŞĴƀŅŦİ̹ƀŦ̹ĿŦŘŘŦƙ̹
strictly to place a proper letter in proper order invented by him to write 
English words correctly, as in Chinese writing systems, which have 
strict rules, proper strokes order to construct characters.

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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Fig. 22. New English 
Calligraphy: Hui Neng the 
Sixth Patriarch of the Zen, 
Xu Bing, 2003, ink on paper, 
two vertical scrolls, Source: 
Paderni, (2012: 104).

Fig. 23. An Introduction to 
Square Word Calligraphy, Xu 
Bing, 1994-96, Source: The 
Met 150, metmuseum.org/
art/collection/search/73325, 
access: 21.05.2018. 

Moreover, he publishes the training method, which is similar to the 
ƀŵĜİňƀňŦşĜŘ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜňşňşŀ̹˾#ňŀ˫̹ʇʈ˿˦̹ĴƞŲŘĜňşňşŀ̹ňƀŹ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŵƄŘĴŹ̹
Ĝşİ̹ŞĴƀŅŦİŹ˦̹Ĝşİ̹ŲŵŦŲĴŵ̹ŘĴƀƀĴŵ̹ŦŵİĴŵŹ˦̹Ĝşİ̹ĜŘŹŦ̹ŀňƘĴŹ̹ĴƞĴŵĪňŹĴŹ̹ĿŦŵ̹ƙŅŦŞ̹
ƙĜşƀ̹ƀŦ̹ŲŵĜĪƀňĪĴ˫̹,ş̹#ňŀ˫̹ʇʈ˦̹ƀŅĴ̹ƀĴƞƀ̹ňŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ĩĴ̹ŵĴĜİ̹ĿŵŦŞ̹ŘĴĿƀ̹ƀŦ̹
ŵňŀŅƀ̹ĜŹ̹ ňş̹ƀŅĴ̹rĴŹƀ̹Ĝşİ̹ĿŵŦŞ̹ƀŦŲ̹ƀŦ̹ĩŦƀƀŦŞ̹ĜŹ̹ ňş̹�ŅňşĴŹĴ˫̹bŅĴ̹ƀĴƞƀ̹ ňŹ̹
ŴƄŦƀĴİ̹ĿŵŦŞ̹Ĝ̹�ƄİİŅňŹƀ̹ŹĪŵňŲƀƄŵĴ̹ƀŵĜşŹŘĜƀĴİ̹ňşƀŦ̹�şŀŘňŹŅ̹˾TĜİĴŵşň˦̹ʇʅʆʋ˿˫

)ĴŵĴ̹ňƀ̹ňŹ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ňƀ̹ĪĜş̹ĩĴ̹ĴĜŹňŘƟ̹ƀŵĜĪĴİ̹ƀŅĴ̹ŵĴŞňşňŹĪĴşĪĴ̹ŦĿ̹�ŅňşĴŹĴ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ĪŦŞŲŦŹňƀňŦşŹ˰̹ĴƘĴş̹wƄ̹�ňşŀ ň̹Ź̹Ĝş̹ĜƘĜşƀ̐ŀĜŵİĴ̹ĜŵƀňŹƀ˫̹)Ĵ̹ŹĴĴŞŹ̹
not to leave his local and original culture in his work completely. First, it 
can be observed that the work is composed of two vertical scrolls and 
İňƘňİĴİ̹ ňşƀŦ̹ǬƘĴ̹ĪŦŘƄŞşŹ˫̹bŅĴ̹ ƀňƀŘĴ̹ ˾Ĝƀ̹ ƀŅĴ̹ĩĴŀňşşňşŀ˿̹Ĝşİ̹ ňƀŹ̹ĪŦŘŦŲŅŦş̹
˾ňş̹ ƀŅĴ̹ Ĵşİ˿̹ ĜŵĴ̹ƙŵňƀƀĴş̹ ňş̹ ŹŞĜŘŘ̹ ĪŅĜŵĜĪƀĴŵŹ˫̹ ,ş̹ ĴĜĪŅ̹ƙŵňƀňşŀ̹ Ƅşňƀ˦̹ ƀŅĴ̹
word is written in English, placed just as in the ancient Chinese writing, 
which reveals the Chinese reference comes from Chinese tradition. It is 
ĜŘŹŦ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ ƀŅĴ̹ƀĴƞƀ̹ƙĜŹ̹ŦŵňŀňşĜŘŘƟ̹ƙŵňƀƀĴş̹ĩƟ̹Ĝ̹�ŅňşĴŹĴ̹ŞŦşŖ̹ĜŹ̹
Ĝ̹ƄşňƘĴŵŹĜŘ̹ŞĴŹŹĜŀĴ̹ ňş̹ƀŅĴ̹ŲŦĴŞ̹ĿŦŵŞ˦̹ƙŅňĪŅ̹ĴşĪŦƄŵĜŀĴİ̹̚ŀŦ̹ĩĴƟŦşİ̹
ƀŅĴ̹ ŹĴşŹňĩŘĴ̹ Ĝşİ̹ ŲŅĴşŦŞĴşĜŘ̹ ŵĴĜŘŞ̹ ŦĿ̹ ĴƞŲĴŵňĴşĪĴ̹ ňşƀŦ̹ ƀŅĴ̹ ŹŲňŵňƀƄĜŘ̹
ŵĴĜŘŞ̹ŦĿ̹̚ĴŞŲƀňşĴŹŹ̛̹ƀŦ̹ĴƞŲĴŵňŞĴşƀ̹ƙŅĜƀ̹ŅĴ̹ĪĜŘŘĴİ̹ƀŅĴ̹̚ŵĴĜŘ̛̹ĴƞňŹƀĴşĪĴ˫̹
#Ŧŵ̹ ŅňŞ˦̹ ƀŅĴ̹ ĴŹŹĴşƀňĜŘ̹ŞĴĜşňşŀ̹ ŘňĴŹ̹ œƄŹƀ̹ ĩĴşĴĜƀŅ̹ ̹̏ Ŧŵ̹ ƀŅŵŦƄŀŅ̹ ̹̏ ƀŅĴ̹

IV. CHINESE AND JAPANESE CALLIGRAPHY TRADITION:
INFLUENCES ON THE WESTERN CONTEMPORARY CALLIGRAPHY
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ŞĜƀĴŵňĜŘ̹ƙŦŵŘİ̹ĴŞĩŦİňĴİ̹ňş̹ƀŅĴ̹̚İƄŹƀ̛̹ňŞĜŀĴ̛̹˾TĜİĴŵşň˦̹ʇʅʆʋ˥̹ʆʅʋ˿˫̹bŅňŹ̹
work reminds one of the attitudes of the contemporary calligrapher 
Brown held in Chapter VI with his selected theme of one of the ancient 
manuscripts, the Book of Kells, and interpret it or takes references from 
the history of the known ancient scribe and create an eclectic work 
that he combines with past and present elements in one calligraphic 
work. This issue raises the claim that contemporary calligraphers still 
take their references from the past and the tradition of calligraphy in 
various ways, which will be seen in Chapter VI.  

,Ĵƥƥň̹˾ʇʅʆʋ˿̹ŹƀĜƀĴŹ̹ƀŅĜƀ̹ňş̹ƀŅňŹ̹ƙŦŵŖ̹˾#ňŀ˫̹ʇʈ˿˦̹wƄ̹�ňşŀ̹ĜĪŅňĴƘĴŹ̹ƀŦ̹ĪŦŞĩňşĴŹ̹
and intermingles the tradition and modernity, East and West, local and 
global culture; even he employs the traditional tool of Chinese calligraphy, 
it is obvious that the system of writing is not Chinese anymore. It is also 
stated that the artist conveys his message in a way that can be readable 
and understandable in the English language. In a sense, he invents a 
new type of writing, a new language that can be comprehended in world 
wide sense. Considering the modernist Wang Dongling approach, which 
ňŹ̹ňş̹ŹĴĜŵĪŅ̹ŦĿ̹Ĝ̹şĴƙ̹ƘňŹƄĜŘ̹ĪŦİĴ̹ƀŦ̹ĿŦŵŞ̹ŅňŹ̹ǬŀƄŵĜƀňƘĴ̹ňŞĜŀĴŹ̹ƙňƀŅ̹ƀŅĴ̹
same intention -to be readable by a non-Chinese viewer- Xu Bing tries 
ƀŦ̹ĜĪŅňĴƘĴ̹ ňƀ̹ƙňƀŅ̹ŦşĴ̹ŦĿ̹ ƀŅĴ̹ŞŦŹƀ̹ŖşŦƙş̹ ŘňşŀƄňŹƀňĪ̹ĪŦİĴŹ̹ ̐�şŀŘňŹŅ˫̹)Ĵ̹
manages it by keeping the appearance of the Chinese calligraphic form. 
,Ĵƥƥň̹ ˾ʇʅʆʋ˿̹ĪŘĜňŞŹ̹ƀŅĜƀ̹ ňƀ̹ ňŹ̹ĪŦŞŲŘĴƀĴŘƟ̹Ĝ̹şĴƙ̹ĿŦŵŞ̹ŦĿ̹ĪŵĴĜƀňŦş̹ƀŅĜƀ̹şŦ̹
longer fundamentally belongs to only Chinese culture but rather a well-
ĩĜŘĜşĪĴİ̹Şňƞ̹ŦĿ̹�ŅňşĴŹĴ̹Ĝşİ̹rĴŹƀĴŵş̹Ĝƀ̹ƀŅĴ̹ŹĜŞĴ̹ƀňŞĴ̹˾TĜİĴŵşň˦̹ʇʅʆʋ˿˫

#ňŀ˫̹ ʇʉ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ĜşŦƀŅĴŵ̹ƙĴŘŘ̐ŖşŦƙş̹ƙŦŵŖ̹ ŦĿ̹wƄ̹ �ňşŀ̹ ĴşƀňƀŘĴİ̹ ̚�ŦŦŖ̹
ĿŵŦŞ̹ ƀŅĴ̹[ŖƟ˦̛ ̹ Ĝş̹ ĴŲŦşƟŞŦƄŹ̹ ňşŹƀĜŘŘĜƀňŦş̹ǬŵŹƀŘƟ̹İňŹŲŘĜƟĴİ̹ ňş̹�Ĵňœňşŀ̹ ňş̹
ʆʎʍʍ˫̹bŅňŹ̹ŹĴƀ̹ŦĿ̹ĿŦƄŵ̹ĩŦŦŖŹ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ĿŦƄŵ̹ƀŅŦƄŹĜşİ̹ňşƘĴşƀĴİ̹ĪŅĜŵĜĪƀĴŵŹ̹
which cannot be deciphered; however, the composition, printing, and 
binding of the books are strictly bounded to Chinese tradition technically.

Fig. 24. left Book from the Sky, 
Xu Bing, ca. 1987-1991, Source: 
Paderni, (2016: 87).

right Detail from the work, 
Source: Xu Bing official 
website, xubing.com/en/work/
details/399?classID=1&type=
class, access: 21.05.2018.

,ş̹ ňƀŹ̹ ǬŵŹƀ̹ ĴƞŅňĩňƀňŦş̹ ňş̹ ʆʎʍʍ˦̹ ŞƄŘƀňŲŘĴ̹ ĪŦŲňĴŹ̹ ŦĿ̹ ĩŦŦŖŹ̹ ƙere put on 
ƀŅĴ̹ ǭŦŦŵ̹ ňş̹ ŵŦƙŹ˦̹ Ĝşİ̹ ŘĜŵŀĴ̹ ŲŵňşƀĴİ̹ ŲĜŲĴŵ̹ ŹŅĴĴƀŹ̹ ĪŦƘĴŵĴİ̹ ƙňƀŅ̹ ƀŅĴ̹
ŹĜŞĴ̹ĪŅĜŵĜĪƀĴŵŹ̹ƙĴŵĴ̹ŅƄşŀ̹Ŧş̹ƀŅĴ̹ƙĜŘŘ̹ĿŵŦŞ̹ƀŅĴ̹ĪĴňŘňşŀ˫̹�ƀ̹ƀŅĜƀ̹ƀňŞĴ˦̹
it is said that only half of the carvings were ready. Within two years, 
wƄ̹�ňşŀ̹ǬşňŹŅĴİ̹Ĝ̹ ƀŦƀĜŘ̹ŦĿ̹ ĿŦƄŵ̹ƀŅŦƄŹĜşİ̹ ĿĜŖĴ̹ĪŅĜŵĜĪƀĴŵŹ̹Ĝşİ̹ŲŵňşƀĴİ̹
ĿŦƄŵ̹ŅƄşİŵĴİ̹ĩŦŦŖŹ̹ŦĿ̹ ňşİĴĪňŲŅĴŵĜĩŘĴ̹ ƀĴƞƀ̹ ˾)Ƅşŀ˦̹ʇʅʆʆ˿˫̹bŅŵŦƄŀŅ̹ ƀŅňŹ̹
ƙŦŵŖ˦̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƘĜŵňŦƄŹ̹ĿƄşİĜŞĴşƀĜŘ̹ŴƄĴŹƀňŦşŹ̹ĜŵĴ̹ŵĜňŹĴİ̹
in terms of Chinese calligraphy and the essence of the Chinese culture, 
Ĝşİ̹ƀŅĴ̹ňİĴşƀňƀƟ̹ƙŅňĪŅ̹ňŹ̹ŹƀŵňĪƀŘƟ̹ĩŦƄşİĴİ̹ƀŦ̹�ŅňşĴŹĴ̹ĪŅĜŵĜĪƀĴŵŹ̹˾9ƄŦ˦̹
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ʇʅʆʅ˿˫̹rňƀŅ̹ ƀŅňŹ̹ŞĜşňŲƄŘĜƀňŦş̹ ŦĿ̹ ŘĜşŀƄĜŀĴ˦̹ƙŅĴƀŅĴŵ̹ ŅĴ̹ ŹƄĩƘĴŵŹňƘĴ̹ Ŧŵ̹
distorted the conventions, or eliminated the semantic meaning for the 
ŹĜŖĴ̹ŦĿ̹ĴƞŲŘŦŵňşŀ̹Ĝ̹şĴƙ̹ƙĜƟ̹ŦĿ̹ĴƞŲŵĴŹŹňƘĴ̹ĿŦŵŞŹ̹ňş̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹
or he actually combined his early training in Chinese tradition and 
developed an approach to abstraction focuses on the concept.

rňƀŅ̹ ƀŅĴ̹ ƙŦŵŖ̹ ŦĿ̹ wƄ̹ �ňşŀ̹ ˾#ňŀ˫̹ ʇʇ̐ʇʉ˿˦̹ ŅĴ̹ ŹƀňŘŘ̹ ŲŵĴŹĴŵƘĴŹ̹ ƀŅĴ̹ ĿŦŵŞĜŘ̹
features of Chinese writing systems or compositions, the formal pattern 
arranged as calligraphic lines or marks. In this sense, aesthetics and the 
ňİĴĜ̹ŦĿ̹ƀŅĴ̹ĩĴĜƄƀƟ̹ŦĿ̹�ŅňşĴŹĴ̹�ĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ǬŵŹƀŘƟ̹ĿŦĪƄŹĴŹ̹Ŧş̹ŹƀŵŦŖĴŹ˦̹
ŘňşĴŹ˦̹ƀŅĴş̹ĪŅĜŵĜĪƀĴŵŹ˦̹ƀĴƞƀŹ˦̹Ĝşİ̹ŦƘĴŵĜŘŘ̹ĪŦŞŲŦŹňƀňŦşŹ˦̹ŹĴĴŞ̹ŹƀňŘŘ̹ŹňŞňŘĜŵ˫̹
Even the readable characters that only Chinese viewers can understand 
become signs, undecipherable written characters without semantic 
ŞĴĜşňşŀ˦̹ƙŅňĪŅ̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ̚ĪŦİĴ̹ ŦĿ̹ ŵĜƀňŦşĜŘ̹ ƀŅŦƄŀƀŅŹ̛̹ Ŧŵ̹ ̚ĪŦİĴ̹ ŦĿ̹
ĴŞŦƀňŦşĜŘ̹ĿĴĴŘňşŀŹ̛̹˾,Ĵƥƥň˦̹ʇʅʆʈ˥̹ʆʋʎ˿̹ĩƟ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˫̹

;ŦŦŖňşŀ̹ Ĝƀ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ŦşĪĴ̹ ĜŀĜňş˦̹ ŹňŞňŘĜŵ̹
ĴƞŲŘĜşĜƀňŦşŹ̹Ĝşİ̹ĜŹŹĴŹŹŞĴşƀŹ̹ƙňŘŘ̹ĩĴ̹ŞĜİĴ˦̹ĜŹ̹ƙňŘŘ̹ĩĴ̹ŹĴĴş̹ňş̹�ŅĜŲƀĴŵ̹
q,˫̹ �Ź̹ ŞĴşƀňŦşĴİ̹ ĜŘŵĴĜİƟ˦̹ ĿŦĪƄŹňşŀ̹ Ŧş̹ ƀŅĴ̹ ŹƀŵŦŖĴŹ˦̹ ŘňşĴŹ˦̹ Ĝşİ̹ ŲŘĜŹƀňĪ̹
aesthetics of the forms takes contemporary western calligraphy to 
an international level that is not limited or stuck to the traditional 
ĴƞĴĪƄƀňŦş̹ Ĝşİ̹ ĜŲŲŘňĪĜƀňŦş̹ ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ bŅĜƀ̹ ŞĜŖĴŹ̹ ňƀ̹
considered an autonomous art form, rather than rejecting the 
past, taking various references from it, and also inspired by other 
İňŹĪňŲŘňşĴŹ̹ Ĝşİ̹ ŦƀŅĴŵ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦşŹ˫̹ )ĴşĪĴ̹ ƀŅĴ̹ ŵĴŹƄŘƀ̹ ňŹ̹
highly eclectic, pluralistic work that is totally open to discussion and 
ĪŦşǭňĪƀŹ̹ĩĴĪĜƄŹĴ̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹şŦ̹ŘŦşŀĴŵ̹ĿĜŞňŘňĜŵ̹Ĝşİ̹ĪĜş̹ĩĴ̹
İĴǬşĴİ̹Ŧŵ̹İĴŹĪŵňĩĴİ̹ ĜŹ̹ĩĴĿŦŵĴ̹ ŹňşĪĴ̹ ƀŅĴ̹ĩŦƄşİĜŵňĴŹ̹ĩĴƀƙĴĴş̹ƙŵňƀňşŀ˦̹
calligraphy, and painting started to dissolve. The main tendency in the 
West, as in the Far East, searching for beyond to represent a personal 
understanding of calligraphy through gestures.

�ƀ̹ ƀŅĜƀ̹ ŲŦňşƀ˦̹ ňƀ̹ ƙňŘŘ̹ ĩĴ̹ ƄŹĴĿƄŘ̹ ƀŦ̹ ŲĜƟ̹ ĜƀƀĴşƀňŦş̹ ƀŦ̹ Ĝ̹ ƘňƘňİ̹ İĴĩĜƀĴ̹ Ŧş̹
Contemporary Chinese Calligraphy that Iezzi points at a modernist 
rĜşŀ̹�ŦşŀŘňşŀ̹Ĝşİ̹ĜƘĜşƀ̐ŀĜŵİňŹƀ̹rĜşŀ̹BĜşŞňşŀ̹ƙňƀŅ̹ƀŅĴňŵ̹ĪŦşƀŵĜŹƀňƘĴ̹
ŦŲňşňŦşŹ˫̹ bŅňŹ̹ Ŗňşİ̹ ŦĿ̹ ĪŦşǭňĪƀňŦşŹ̹ ňŹ̹ ĜŘŹŦ̹ ŹĴĴş̹ ňş̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹
ƙŅňĪŅ̹ ňŹ̹ŞŦŹƀŘƟ̹ĴşĪŦƄşƀĴŵĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ŹƀĜƀĴŞĴşƀŹ̹Ĝşİ̹ĴƞŲŘĜşĜƀňŦşŹ̹
ŦĿ̹ƀŅĴ̹ŘňƀĴŵĜƀƄŵĴ̹ĜŹ̹ŅĴŘİ̹ňş̹�ŅĜŲƀĴŵ̹,,̹ĜĩŦƄƀ̹ƀŅĴ̹İĴǬşňƀňŦş̹Ĝşİ̹İĴŹĪŵňŲƀňŦş̹
of calligraphy, consisting of the term writing, lettering, and typography.

While Wang Dongling thinks Contemporary Chinese Calligraphy is still 
ĪĜŘŘňŀŵĜŲŅƟ˦̹BĜşŞňşŀ̹ ĪŘĜňŞŹ̹ ňƀ̹ ňŹ̹ şŦƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ƟĴƀ˫̹ #ŵŦŞ̹�ŦşŀŘňşŀ̝Ź̹
point of view, contemporary calligraphy is characterized by two 
ŲŵňşĪňŲĜŘ̹ĴŘĴŞĴşƀŹ˦̹ƙŅňĪŅ̹ĜŵĴ̹ƀŅĴ̹ĜĴŹƀŅĴƀňĪ̹ǭĜƘŦŵ̹Ĝşİ̹ňƀŹ̹ŹŲňŵňƀƄĜŘ̹ƘĜŘƄĴ˦̹
or in other words content of traditional calligraphy and the concept of 
contemporary art. 

Using Wang Dongling’s words, Iezzi points to the issue that in modernist 
ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĪŵĴĜƀňƘĴ̹ ĜĪƀňŦş̹ ĴƞňŹƀŹ˦̹ ƙŅňĪŅ̹ ĜŵŦŹĴ̹ ĿŵŦŞ̹ ƀŵĜİňƀňŦşĜŘ̹
calligraphy as an interpretation of the concept of abstract art, still deeply 
rooted in the concept of tradition. It is remembered that the metaphor 
of abstract lines is mentioned back to ancient times, and the idea of 
abstract calligraphy is stated that gradually occupied the Chinese mind 
Ĝşİ̹ĩĴĪĜŞĴ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ĿĴĜƀƄŵĴ̹ňş̹�ŅňşĴŹĴ̹ĜĴŹƀŅĴƀňĪ̹ŲĴŵĪĴŲƀňŦş˫̹
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From that time on, it is stated that the sensitivity toward an abstract 
form of art gained much deeper in Chinese people than in Western 
ŲĴŦŲŘĴ˫̹�̹ŴƄŦƀĜƀňŦş̹ŹƄŲŲŦŵƀŹ̹ƀŅňŹ̹ĪŘĜňŞ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ĪŘĜňŞŹ̹ŦĿ̹�ŦŀŘňşŀ̹
ĩƟ̹,Ĵƥƥň˥̹̚�ĜŹƀĴŵş̹ŲĴŦŲŘĴ̹ŅĜƘĴ̹ŵĴĪĴşƀŘƟ̹ĪŦŞĴ̹ňşƀŦ̹ĪŦşƀĜĪƀ̹ƙňƀŅ̹rĴŹƀĴŵş̹
�ĩŹƀŵĜĪƀ̹Ĝŵƀ̹Ĝşİ̹ƀŅňŹ̹ĪŦşƀĜĪƀ̹ŅĜŹ̹˾ŵĴ˿ĜƙĜŖĴşĴİ̹ƀŅĴ̹ĜĴŹƀŅĴƀňĪ̹ŲŦƙĴŵ̹ŦĿ̹
�ŅňşĴŹĴ̹ĜĩŹƀŵĜĪƀ̹ŘňşĴ̛̹˾,Ĵƥƥň˦̹ʇʅʆʈ˥̹ʆʋʉ˿˫̹)ĴŵĴ˦̹�ŦşŀŘňşŀ̹ƄşİĴŵŘňşĴŹ̹ƀŅĴ̹
ĜĩŹƀŵĜĪƀ̹ĪŦşĪĴŲƀ̹ŦĿ̹�ŅňşĴŹĴ˦̹ƙŅňĪŅ̹ŅĜŹ̹ĩĴĴş̹ĜŘŵĴĜİƟ̹ĴƞňŹƀĴİ̹ĩĴĿŦŵĴ̹ƀŅĴ̹
communication with the West. 

Dongling also claims that the modern rendering of Chinese calligraphy, 
with its ancient references, still can be assessed as contemporary 
ňş̹ ƀĴŵŞŹ̹ ŦĿ̹ ƘňŹƄĜŘ̹ ĿŦŵŞ̹ Ĝşİ̹ ĜŘŹŦ̹ ňş̹ ňƀŹ̹ ĪŦşƀĴşƀ̹ ƙňƀŅ̹ ŅňŹ̹ ƙŦŵİŹ˥̹ ̚˧
even if calligraphy is a very ancient and traditional art, in its modern 
ƄŹĴ̹ ňƀ̹ ňŹ̹ Ĝş̹ ĴƞŲŵĴŹŹňŦş̹ ŦĿ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ŵĴĜŘňƀƟ̹ ĩŦƀŅ̹ ňş̹ ƀŅĴ̹ ĿŦŵŞ̹ Ĝşİ̹
ňş̹ ƀŅĴ̹ ĪŦşƀĴşƀ̛̹ ˾,Ĵƥƥň˦̹ ʇʅʆʈ˥̹ ʆʋʉ˿˫̹ ,ƀ̹ ňŹ̹ ĴƘňİĴşƀ̹ ƀŅĜƀ̹ �ŦşŀŘňşŀ̹ ĩĴŘňĴƘĴŹ̹
that contemporary Chinese calligrapher is supposed to have a great 
ŖşŦƙŘĴİŀĴ̹ŦĿ̹�ŅňşĴŹĴ̹ĪŘĜŹŹňĪĜŘ̹ ĪƄŘƀƄŵĴ̹Ĝşİ̹Ĝŵƀ̹ĜŹ̹ĩĜŹňĪ̹ ŵĴŴƄňŵĴŞĴşƀŹ̹
as well as a modern way of thinking and cultural trends. To sum up, 
Dongling claims that contemporary does not necessarily mean a 
ŹƄĩƘĴŵŹňŦş̹ŦĿ̹ƀŅĴ̹ƀŵĜİňƀňŦş˰̹ŞŦŵĴŦƘĴŵ˦̹ǬşĴ̹ƀĜŹƀĴ̹Ĝşİ̹ŹŲňŵňƀƄĜŘ̹ƘĜŘƄĴ̹ŦĿ̹
ƀŵĜİňƀňŦş̹ ĪĜş̹ ĩĴ̹ ŹĴĴş̹ ĜŹ̹ ŹŦƄŵĪĴŹ̹ ĿŦŵ̹ şĴƙ̹ ĴƞŲĴŵňŞĴşƀŹ˫̹ bŅňŹ̹ ƀŅňşŖňşŀ̹
is close to my contemporary western calligraphy understanding 
and perception that is summed up after this research, and it will be 
presented through my personal calligraphy work in Chapter VII.

On the other hand, Iezzi continues the discussion by pointing at 
ŲŵŦĿĴŹŹŦŵ̹rĜşŀ̹BĜşŞňşŀ̝Ź̹ĪŘĜňŞ̹ƀŅĜƀ̹̚ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹şŦƀ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ƟĴƀ̛̹˾,Ĵƥƥň˦̹ʇʅʆʈ˥̹ʆʋʍ˿˫̹�ĪĪŦŵİňşŀ̹ƀŦ̹rĜşŀ̹BĜşŞňşŀ˦̹ƀŅňŹ̹Ŗňşİ̹
of practice is a sort of anti-calligraphy, whose productions seems to be a 
kind of deconstruction of traditional calligraphy. Contrary to Dongling, 
BĜşŞňşŀ̹ĪŘĜňŞŹ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ƀŵĜİňƀňŦş̹ĜŵĴ̹şŦƀ̹ŘňşŖĴİ̹
ňş̹ ĜşƟ̹ƙĜƟ˫̹ )Ĵ̹ ŲŵĴĿĴŵŹ̹ ƀŦ̹ ĜŹŹƄŞĴ̹ ňƀ̹ ĜŹ̹ Ĝş̹ ňşİĴŲĴşİĴşƀ̹ ĜƘĜşƀ̐ŀĜŵİĴ̹
ĿŦŵŞ̹ ŦĿ̹ Ĝŵƀ̹ ƀŅĜƀ̹ƙĜŹ̹ ňşǭƄĴşĪĴİ̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ ĩƟ̹rĴŹƀĴŵş̹�ĩŹƀŵĜĪƀňŦş˫̹
That means contemporary practices in the realm of calligraphy are 
not autonomous systems but rather an isolated form from calligraphy, 
Ĝ̹ ƀĴŞŲŦŵĜŵƟ˱ƀŵĜşŹňƀňŦşĜŘ̹ ĪŦşĪĴŲƀ̹ ŵĴǭĴĪƀňşŀ̹ ƀŅĴ̹ ƀňŞĴ̹ƙŅĴş̹ ňƀ̹ ňŹ̹ ƄŹĴİ˫̹
,ƀ̹ ŹĴĴŞŹ̹ BĜşŞňşŀ̹ ňŹ̹ ĴƞŲĴĪƀňşŀ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŦ̹ ĩĴ̹
more than just hinting at the ancient traditions of calligraphy. This 
ňŹŹƄĴ̹ňŹ̹ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ̹ĩĴĪĜƄŹĴ̹Ĝ̹ŹňŞňŘĜŵ̹ƀŦŲňĪ̹ĪĜş̹ĩĴ̹ĪŦşŹňİĴŵĴİ̹Ĝşİ̹
discussed for contemporary western calligraphy with highly abstract 
ĿŦŵŞ̹ Ĝşİ̹ ĪŦşĪĴŲƀ˫̹ )ŦƙĴƘĴŵ˦̹ ĪŦşƀŵĜŵƟ̹ ƀŦ̹ BĜşŞňşŀ̝Ź̹ ŹƀĜƀĴŞĴşƀŹ˦̹ ňƀ̹
is sincerely underlined that the calligraphy training, accumulated 
practical and theoretical knowledge, can be assumed under the title of 
calligraphy, which will be discussed in Chapter VI and Chapter VII. 

#ňŀ˫̹ʇʊ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ŦşĴ̹ŦĿ̹BĜşŞňşŀ̝Ź̹rŦŵŖŹ̹ĪĜŘŘĴİ̹̚ŹŅƄĿĜ̹ĩĜŘŘ˫̛ ̹Shufa is 
ĴƞŲŘĜňşĴİ̹ĴĜŵŘňĴŵ̹ňş̹ŲĜŵƀ̹̚ʉ˫ʆ˫ʇ˫̹bŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹ƀŅĴ̹ƙŦŵİ̹shufa˦̛ ̹ƀŅĴ̹ƙŦŵİ̹
that refers to Chinese calligraphy, is not just the art and the disciple 
of writing but also reveals the written paradigm, representing the 
ƄşňƘĴŵŹĜŘ̹İƟşĜŞňŹŞ̹Ĝşİ̹ƀŅĴ̹rŦŵŘİ̹ĴşĴŵŀƟ̹˾qi˿˫̹,ş̹ŅňŹ̹ƙŦŵŖŹ˦̹BĜşŞňşŀ̹
ŲŵĴŲĜŵĴŹ̹ƀŅĴŹĴ̹̚ŹŅƄĿĜ̹ĩĜŘŘŹ̛̹ƙňƀŅ̹ŲĜŲĴŵ˦̹Ĝşİ̹ƙňƀŅ̹ƀŅĴ̹şƄŞĩĴŵ̹ŦĿ̹ƀŅĴŞ˦̹
he creates various forms; a canvas, two seats facing each other, and a 
ĩĜŘŘ˫̹�ĜĪŅ̹ŲĜŲĴŵ̹ĩĜŘŘ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ŘňşĴŹ̹ƙŵňƀƀĴş̹ňş̹ňşŖ˫̹)ĴŵĴ̹Ĝƀ̹ǬŵŹƀ̹ŀŘĜşĪĴ˦̹
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the lines may not directly remind the Chinese calligraphic strokes, in 
both ways, how they are applied and the overall composition created. 

Fig. 25. left Combination: Ball 
of Characters, Wang Nanming, 
1992, ink on paper, Source: 
Iezzi, (2013: 173).

middle and right, Shufa Balls, 
Wang Nanming, Source: New 
York Art Official Website, 
new-york-art.com/old/Mus-
Pusan-Metamo-wang-3.php, 
and new-york-art.com/old/
Mus-Pusan-Metamo-wang-2.
php: access: 14.05.2018.

)ŦƙĴƘĴŵ˦̹BĜşŞňşŀ̹ŲŵĴĿĴŵŹ̹ƀŦ̹İňŵĴĪƀ̹ƀŅĴ̹ƘňĴƙĴŵ̹ƀŦ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹
ƙňƀŅ̹ ƀŅĴ̹ ƀňƀŘĴ̹ ŦĿ̹ ŅňŹ̹ƙŦŵŖ˥̹ ̚ŹŅƄĿĜ˫̛ ̹)Ĵ̹ ŲŵĴĿĴŵŹ̹ şĴƙ̹ŞĴƀŅŦİŹ̹ Ĝşİ̹ şĴƙ̹
media instead of the traditional way of representing it. Even though 
advocates that avant-garde is closer to abstract art, it seems still blurry 
to insist it is a deconstruction of tradition or calligraphy in a sense. With 
his calligraphic background, considering the nature of shufa, even the 
ǬşĜŘ̹ŲŵŦİƄĪƀ̹ŵĴǭĴĪƀŹ̹Ĝ̹ŅňŀŅŘƟ̹İňŹƀňşĪƀ̹ĿŦŵŞ̹ĿŵŦŞ̹ƀŵĜİňƀňŦşĜŘ̹ĪĜŘŘňŀŵĜŲŅƟ̹
concepts; still, with the accumulated knowledge and training, it seems 
the abstract nature of avant-garde still not so similar to the abstraction 
concept of Western modernism which is mentioned in Chapter VI. The 
creation of contemporary Chinese calligraphy is based on the daily 
manual process of doing the works, writing the strokes and lines, or 
ŘĴĜƘňşŀ̹ƀŅĴ̹ŞĜŵŖŹ˦̹ŅĴşĪĴ̹ĪŵĴĜƀňşŀ̹Ĝş̹ŦĩœĴĪƀ̹ŦƘĴŵ̹Ĝş̹ĴƞƀĴşİĴİ̹ŲĴŵňŦİ̹ŦĿ̹
ƀňŞĴ̹ƙňƀŅ̹ĜĪĪƄŞƄŘĜƀĴİ̹ŹŖňŘŘ̹Ĝşİ̹ĴƞŲĴŵňĴşĪĴ˫̹

To sum up, avant-garde calligraphy is considered an international with 
Ĝ̹ŞŦŵĴ̹ŹĴŘĿ̐ŹƄǤĪňĴşƀ̹ŹƟŹƀĴŞ̹şŦƀ̹ŹƀƄĪŖ̹ƀŦ̹ƀŵĜİňƀňŦş̹ĜŹ̹ňĿ̹Ĝ̹şĴƙ̹ĿŦŵŞ̹ŦĿ̹
art between calligraphy and abstract painting closely connected with 
rĴŹƀĴŵş̹Ĝŵƀ˦̹ŹƄĪŅ̹ĜŹ̹�ĩŹƀŵĜĪƀ̹Ĝŵƀ˦̹�ĩŹƀŵĜĪƀ̹ĴƞŲŵĴŹŹňŦşňŹŞ˦̹�ŦşĪĴŲƀƄĜŘ̹
art, Performance art, Contemporary dance, Multimedia art, and even 
[ƀŵĴĴƀ̹Ĝŵƀ˱$ŵĜǤƀň̹Ĝŵƀ˫̹,ƀ̹ƙňŘŘ̹şŦƀ̹ĩĴ̹ƙŵŦşŀ̹ƀŦ̹ĪŘĜňŞ̹ƀŅĜƀ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
Chinese calligraphers are still looking at the tradition for the sake of 
opening a new perspective in their works since Contemporary Chinese 
Calligraphy lies in variability that underlines the diverse method and 
ŹƀƟŘĴŹ̹ ňş̹ ŹĴĜŵĪŅ̹ ĿŦŵ̹ ĩĴňşŀ̹ ňşƀĴŵşĜƀňŦşĜŘŘƟ̹ ĪŦŞŲŵĴŅĴşŹňĩŘĴ˫̹ �Ź̹ ŹƀĜƀĴİ̹
ĴĜŵŘňĴŵ˦̹ƀŅĴ̹ňşǭƄĴşĪĴŹ̹ŦĿ̹ƀŅĴ̹rĴŹƀ̹Ĝşİ̹7ĜŲĜş˦̹ƙŅňĪŅ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹
in the following pages, seem to encourage contemporary calligraphers 
ƀŦ̹ ĪŵĴĜƀĴ̹ŞŦŵĴ̹ ĴƞŲŵĴŹŹňƘĴ̹ ĿŦŵŞŹ̹ƙňƀŅŦƄƀ̹ ŵĴŹƀŵňĪƀňŦşŹ˫̹bŅňŹ̹ ňŹŹƄĴ̹ ĜŘŹŦ̹
can be observed in contemporary Western calligraphers. Since the 
ňşǭƄĴşĪĴŹ̹ ĜŵĴ̹ ŞƄƀƄĜŘ˦̹ ĴşĪŦƄşƀĴŵňşŀ̹ ƀŅĴ̹ ƀŵĜĪĴ̹ ŦĿ̹ ƀŅĴ̹ �ŅňşĴŹĴ̹ Ĝşİ̹
Japanese calligraphy tradition are indispensable. What fascinates is 
ŅŦƙ̹ ƀŅĴ̹ƙĴŹƀĴŵş̹ŞňşİŹĴƀ̹ ŵĴşİĴŵŹ̹ ƀŅĴŹĴ̹ ňşǭƄĴşĪĴŹ̹ Ĝşİ̹ ŵĴǭĴĪƀŹ̹ ƀŅĴňŵ̹
calligraphic practice with or without consciousness.

It can be stated that contemporary artists prefer to use calligraphy as an 
esteemed medium representing a sign of hope and a progressive future 
through delivered provocative works, which challenge the perception 
and how the viewer connects with others in society. Calligraphers prefer 
to be bold in their intimate analysis of social issues and communicate 
ŅŦƙ̹ƀŅĴƟ̹ĪĜş̹ĜİƘĜşĪĴ̹ƀŅĴ̹ĿƄƀƄŵĴ̹ŦĿ̹Ĝŵƀ̹˾xĴŀŦŵŦƘĜ˦̹ʇʅʇʅ˿˫
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On the other hand, it has to be underlined that the body, the connection 
between the calligrapher and his materials, also works are still 
underlined, even highlighted. It is possible to see that music and dance 
ĜşĜŘŦŀňĴŹ̹ƄŹĴİ̹ƀŦ̹İĴǬşĴ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĪŦŞĴ̹ƀŦ̹ƀŅĴ̹ĿŦŵĴ̹ ŘňƀĴŵĜŘŘƟ̹
ňş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ŲŵĜĪƀňĪĴŹ˫̹ ,ş̹ ĿĜĪƀ˦̹ ƀŅňŹ̹ ňŹŹƄĴ̹ ňŹ̹şŦƀ̹ƄşňŴƄĴ̹ ƀŦ̹ ƀŅĴ̹#Ĝŵ̹
Eastern contemporary interpretations. It is possible to encounter very 
ŲĜŵĜŘŘĴŘ̹ ĴƞĜŞŲŘĴŹ̹ ňş̹ ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹rĴŹƀĴŵş̹ŲŵĜĪƀňĪĴŹ̹ŦĩŹĴŵƘĴİ̹ ňş̹
�ŅĜŲƀĴŵ̹q,˫̹[ňşĪĴ̹ŞƄŹňĪ̹Ĝşİ̹İĜşĪĴ̹ĜşĜŘŦŀňĴŹ̹ĜŵĴ̹şŦƀ̹ĴŞŲŘŦƟĴİ̹ƀŦ̹İĴǬşĴ̹
western calligraphy in a traditional sense, it would not be wrong to 
ŹĜƟ̹ƀŅĜƀ̹ƀŅĴ̹ňşǭƄĴşĪĴŹ̹Ĝşİ̹ŵĴĿĴŵĴşĪĴŹ̹ŦĿ̹ƀŅĴŹĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹
calligraphers mainly belong to the Far Eastern calligraphy mindset. For 
this reason, it will be appropriate to mention the performative aspect of 
Chinese calligraphy to frame this issue, which will provide information 
ĜĩŦƄƀ̹ƀŅĴ̹İĴƀĴŵŞňşĜƀňŦş̹ŦĿ̹ƀŅĴ̹ňşǭƄĴşĪĴİ̹ĜŹŲĴĪƀ̹ĿŵŦŞ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀ˫

4.1.8. The performative aspect of Chinese calligraphy: The 
analogy with dance and music

The performative aspect of Chinese calligraŲŅƟ̹ ĴƘňİĴşƀŘƟ̹ ňşǭƄĴşĪĴİ̹
the contemporary artists mentioned in Chapter VI; almost all of these 
selected calligraphers describe their calligraphic works as a process 
Ĝşİ̹ ŹƀŵĴŹŹ̹ ƀŅĴ̹ŲĴŵňŦİ̹ĩƟ̹ ŵĴƘĴĜŘňşŀ̹ ƀŅĴ̹ ĴƞŅňĩňƀňŦş̹ŦĿ̹ ĪŦŞŲŦŹňƀňŦş̹ĜŹ̹ Ĝ̹
performance through the videos or frames that illustrate the working 
moment. In other words, they prefer to underline how they create 
rather than what is created, which is the mindset of Chinese calligraphy 
mentioned earlier. 

#ƄŵƀŅĴŵŞŦŵĴ˦̹ňş̹ƘĜŵňŦƄŹ̹ŲňĴĪĴŹ̹ŦĿ̹ŘňƀĴŵĜƀƄŵĴ˦̹ŹƄĪŅ̹ĜŹ̹AĴİňĜƘňŘŘĜ̝Ź̹˾ʆʎʎʋ˿˦̹
[ƀĴƘĴş̝Ź̹ ˾ʇʅʆʈ˿˦̹ Ĝşİ̹ �ŵŦƙş̝Ź̹ ˾ʇʅʆʌ˿˦̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ İĴŹĪŵňĩĴİ̹
through the analogy of dance and music mostly. These situations 
make it cannot be overlooked the performative aspect, which provides 
a chance deeper understanding of this reference that can be traced 
through the statements of the contemporary artists who reveal it in 
their calligraphic works.

Traditionally written words of Chinese calligraphy are arranged in 
vertical columns supposed to be read from right to left. There is 
şŦ̹ ŲƄşĪƀƄĜƀňŦş̹ ňş̹ ƀŵĜİňƀňŦşĜŘ̹ ƀĴƞƀ˦̹ Ĝşİ̹ ŲŵŦŲĴŵ̹ şŦƄşŹ̹ ĜŵĴ̹ ƘňŹƄĜŘŘƟ̹
distinguishable from other words. For this reason, the writer is 
supposed to write characters by order with established strokes. It has to 
ĩĴ̹ĴşŹƄŵĴİ̹ƀŅĜƀ̹ƀŅĴ̹ĪŅĜŵĜĪƀĴŵ̹ňŹ̹ƙŵňƀƀĴş̹ĴƞĜĪƀŘƟ̹ňş̹ƀŅĴ̹ŹĜŞĴ̹ŦŵİĴŵ̹Ĝşİ̹
way each time written. It helps memorize the character and guarantees 
ĩĜŘĜşĪĴ̹Ĝşİ̹ŲŵŦŲŦŵƀňŦş̹ƀŅŵŦƄŀŅ̹ƄşňşƀĴŵŵƄŲƀĴİ̹ǭŦƙ̹Ĝşİ̹ŵŅƟƀŅŞ˫̹rňƀŅ̹
this aspect, calligraphers are assessed with much in common with 
dancers, who are supposed to learn the choreographed movements to 
ŞĜňşƀĜňş̹ĪŦŞŲŦŹňƀňŦşĜŘ̹ŦŵİĴŵ̹˾�ĴŘĩĜşĪŦ˦̹ʇʅʅʍ˿˫̹

�Ź̹�İİňŹŹ̹ ˾ʇʅʅʋ˿̹ ŹƀĜƀĴŹ˦̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ İĴǬşĴİ̹ ĜŹ̹ Ĝş̹
interaction of movement and pause like a dance that refers to energy 
and stillness. It means that when one sees a completed calligraphy work, 
ŦşĴ̹ ŞĜƟ̹ ĜŹŹƄŞĴ̹ ňƀ̹ ňŹ̹ ǬƞĴİ̹ ňş̹ ƀňŞĴ̹ ŲĴŵŞĜşĴşƀŘƟ̹ Ĝşİ̹ ƄşĪŅĜşŀĴĜĩŘƟ˰̹
ŅĴşĪĴ̹ ňƀ̹ ňŹ̹ ŹƀňŘŘ̹ Ĝşİ̹ŴƄňĴƀ˫̹)ŦƙĴƘĴŵ˦̹ƙňƀŅ̹ ĪŘŦŹĴŵ̹ ĴƞĜŞňşĜƀňŦş˦̹ ĜŹ̹İŦşĴ̹
ƙňƀŅ̹ ƀŅĴ̹ ĴĜŵŘňĴŵ̹ ĴƞĜŞŲŘĴŹ̹ ňş̹ ƀŅňŹ̹ ĪŅĜŲƀĴŵ˦̹ ŦşĴ̹ ĪĜş̹ ŦĩŹĴŵƘĴ̹ ƀŅĴ̹ ĿƄŘŘ̹
motion of brush lines that start, continue, and stop freely, only for 
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another line that can be related to each other even if it moves another 
İňŵĴĪƀňŦş˫̹)ĴşĪĴ˦̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ĜŹŹƄŞĴİ̹ĜŹ̹Ĝ̹ŘňƘňşŀ̹ĴşƀňƀƟ̹ƀŅĜƀ̹ĩŵĴĜƀŅŹ̹
through its gestural movement and pauses depending on several 
factors, such as the calligrapher and the script style’s characteristics.

#ƄŵƀŅĴŵŞŦŵĴ˦̹ňƀ̹ňŹ̹ŹňŀşňǬĪĜşƀ̹ƀŦ̹ŹƀĜƀĴ̹ƀŅĜƀ̹Ĝ̹ŹĴşŹĴ̹ŦĿ̹ŹŲĜĪĴ̹ĜŵŦƄŹĴİ̹ĩƟ̹
qi in calligraphy is essential for creating space, also considered parallel 
to dance and music movement. Since the depth mentioned above is 
created by calligraphic lines and gestures in painting and calligraphy, 
it can also be rendered or depicted through other art forms that the 
artists can pursue. 

xĴĴ̹ ˾ʆʎʌʉ˿̹ İĴŹĪŵňĩĴŹ̹ ƀŅĴ̹ ĜşĜŘŦŀƟ̹ ĩĴƀƙĴĴş dance and calligraphy with 
ƀŅňŹ̹ŹƀĜƀĴŞĴşƀ˥

�̹ İĜşĪĴŵ̝Ź̹ ŞŦƘĴŞĴşƀŹ̹ ĿŦŘŘŦƙ̹ ƀŅĴ̹ ŵŅƟƀŅŞ̹ ŦĿ̹ ƀŅĴ̹ ĜĪĪŦŞŲĜşƟňşŀ̹ ŞƄŹňĪ˥̹ Ĝ̹ ƙŵňƀĴŵ̝Ź̹
movements depend upon the lenght and shape of stoke of the stle he is practising, which 
ŞĜƟ̹ ƀŅƄŹ̹ ĩĴ̹ ŹĜňİ̹ ƀŦ̹ ĪŦŵŵĴŹŲŦşİ̹ ƀŦ̹ ƀŅĴ̹ŞƄŹňĪ˫̹rĴş̹ ,̹ ŹĴĴ̹ Ĝ̹ İĜşĪĴŵ̹ ĴƞĴĪƄƀňşŀ̹ Ĝ̹ ̚ŹƀňŘƀĴİ̛̹
ŹƀĴŲ˦̹,̹ĜŞ̹ŵĴŞňşİĴİ̹ŦĿ̹ƀŅĴ̹WĴŀƄŘĜŵ̹ŹƀƟŘĴ̹ŦĿ̹ŅĜşİƙŵňƀňşŀ˰̹ƙŅĴş̹ŹŅĴ̹ĪŅĜşŀĴŹ̹ƀŦ̹Ĝ̹ǭŦƙňşŀ̹
ŞŦƘĴŞĴşƀ̹ ,̹ ƀŅňşŖ̹ŦĿ̹ ƀŅĴ̹WƄşşňşŀ̹[ƀƟŘĴ˰̹ Ĝşİ̹ƙŅĴş̹ŹŅĴ̹ĩŵĴĜŖŹ̹ ňşƀŦ̹Ĝ̹ ŘňŀŅƀ˦̹ ŵĜŲňİ̹ ŹƀĴŲ˦̹ ,̹
ƀŅňşŖ̹ ŦĿ̹ ƀŅĴ̹ $ŵĜŹŹ̹ [ƀƟŘĴ˫̹ �şİ̹ ĪŦşƘĴŵŹĴŘƟ˦̹ ,̹ ĩĴŘňĴƘĴ̹ ŦşĴ̹ ĪĜş̹ İĴŵňƘĴ̹ŞŦŵĴ̹ ŲŘĴĜŹƄŵĴ̹ ĿŵŦŞ̹
ĪŦşƀĴŞŲŘĜƀşŀ̹Ĝ̹ŲňĴĪĴ̹ŦĿ̹WƄşşňşŀ̹Ŧŵ̹ŀŵĜŹŹ̹[ƀƟŘĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňĿ̹ŦşĴ̹ŅŦŘİŹ̹ňş̹Şňşİ̹ƀŅĴ̹ňŞĜŀĴ̹
ŦĿ̹Ĝ̹İĜşĪĴŵ˫̹˾xĴĴ˦̹ʆʎʌʉ˥̹şŲ˫˿

xĴĴ̹ĜŘŹŦ̹ŲĜƟŹ̹Ĝttention to the beauty of Chinese calligraphy, which is 
ŦĿ̹ ƀŅĴ̹ ĴƞĜĪƀ̹şĜƀƄŵĴ̹ŦĿ̹ ƀŅĴ̹ĩĴĜƄƀƟ̹ŦĿ̹ŲĜňşƀňşŀ̹Ĝşİ̹İĜşĪňşŀ˫̹�ĪĪŦŵİňşŀ̹
to him, the calligrapher’s aim is not to convey merely legibility and 
make the page look nice that can be please the viewer as good Western 
ŞĜşƄŹĪŵňŲƀŹ̹ ̐ŅĴ̹ ĪŘĜňŞŹ˦̹ ĩƄƀ̹ ƀŅĴ̹ ĴƞŲŵĴŹŹňŦş̹ ŦĿ̹ ƀŅŦƄŀŅƀ˦̹ ŲĴŵŹŦşĜŘňƀƟ˦̹
and design overall that can achieve by individuality through a lively 
ĪŦşĪĴŲƀňŦş̹ ŦĿ̹ ĴŴƄňŘňĩŵňƄŞ̹ ĿŦŵĪĴŹ̹ ĩƟ̹ ĪŦşĪĴşƀŵĜƀĴİ̹ Ĝşİ̹ ĪŦşŹƀĜşƀ̹
ŹĪŅŦŘĜŵŘƟ̹ ŹƀƄİƟ̹ ˾xĴĴ˦̹ ʆʎʌʉ˿˫̹ )ĴŵĴ˦̹ ŅĴ̹ ŲŦňşƀŹ̹ ƀŦ̹ ĜşŦƀŅĴŵ̹ İňǣĴŵĴşĪĴ̹
ĩĴƀƙĴĴş̹ ƀŅĴ̹rĴŹƀ̹ Ĝşİ̹ #Ĝŵ̹ �ĜŹƀ̹ ĪŦşĪĴŲƀŹ̹ ňş̹ ƀĴŵŞŹ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹�Ź̹
stated in Chapter III, the function of writing on the manuscript is 
ĜŹŹĴŹŹĴİ̹ĜŹ̹ŞĴŵĴŘƟ̹ƀŦ̹ĪŦşƘĴƟ̹ƀŅĴ̹ŞĴĜşňşŀ̹ŦĿ̹ƀŅĴ̹ƀĴƞƀ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ŹĪŵňŲƀ̹
style of that period lacking the individual traces of the scribe- at least 
in terms of writing and mostly seen individual act was complaints or 
various doodles on the margins, which were not allowed. Moreover, the 
various manuscripts consist of decorated or ornamented initials that 
represent the owner’s wealth. 

#ƄŵƀŅĴŵŞŦŵĴ˦̹[ƄŘŘňƘĜş̹˾ʆʎʋʎ˿̹ŹƀĜƀĴŹ̹ƀŅĜƀ̹ŲĴŵĿŦŵŞňşŀ̹ĩĴĿŦŵĴ̹Ĝş̹ĜƄİňĴşĪĴ̹
of the painter was virtually unknown in the West until the twentieth 
ĪĴşƀƄŵƟ˰̹ŅŦƙĴƘĴŵ˦̹ ňƀ̹ƙĜŹ̹ĪŦŞŞŦş̹ňş̹�ŅňşĜ˫̹)Ĵ̹ĜŘŹŦ̹ƄşİĴŵŘňşĴŹ̹ƀŅĜƀ̹ ňƀ̹
cannot be limited to the discussion just to painting; calligraphy must 
be included because both are assessed as forms of peculiar unity. 

TŦŅŘ̹ ˾ʇʅʅʉ˿̹ ĜŘŹŦ̹ ŹƀĜƀĴŹ̹ ƀŅŵĴĴ̹ ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̹ ƙŅňĪŅ̹ ĜŵĴ̹ şĴĴİĴİ̹ ƀŦ̹
ĩĴ̹ ŅňŀŅŘňŀŅƀĴİ̹ ŅĴŵĴ˥̹ ƀŅĴ̹ ŵĴŲŵĴŹĴşƀĜƀňŦşĜŘ̹ ĿƄşĪƀňŦş̹ ŦĿ̹ Ĝŵƀ̹ ňŹ̹ şŦƀ̹ ƀŅĜƀ̹
ŹňŀşňǬĪĜşƀ̹ňş̹ƀŅĴ̹�ŅňşĴŹĴ̹ŘňƀĴŵĜƀň̹ƀŵĜİňƀňŦş˦̹Ĝşİ̹ŅŦƙ̹ŹŦŞĴƀŅňşŀ̹ňŹ̹ŲĜňşƀĴİ̹
˾ŅŦƙ̹ ŹŦŞĴĩŦİƟ̹ ňŹ̹ ŲĜňşƀĴİ˿̹ ŞĜƀƀĴŵŹ̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ ƙŅĜƀ̹ ňŹ̹ ŲĜňşƀĴİ˫̹ ,ş̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ƀŅĴ̹ŞĜňş̹ĿŦĪƄŹ̹ňŹ̹Ŧş̹ĴƞĴĪƄƀňŦş˫̹bŅĴŹĴ̹ŴƄĜŘňƀňĴŹ̹ĜŵĴ̹ŦĩƘňŦƄŹŘƟ̹
ŹƀňŘŘ̹ ĜİĴŴƄĜƀĴ̹ ĿŦŵ̹ �ŅňşĴŹĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĜŵƀňŹƀŹ˦̹ ƙŅŦŹĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹
rendering in dance and music is inspired by them. The creative and 
ĴƞŲŵĴŹŹňƘĴ̹ ĜĪƀ̹ ĩĴĪŦŞĴŹ̹ ŞŦŵĴ̹ ŹňŀşňǬĪĜşƀ̹ ƀŅĜş̹ ƀŅĴ̹ ŦƄƀĪŦŞĴ˦̹ ƙŅĴŵĴĜŹ̹
the actual product, compositional aspects of a work of art, is the second. 
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The appreciation of calligraphic work refers to the viewer’s aesthetic 
pleasure here, precisely following the brush movement and tracing the 
ŘňşĴŹ̹ŲŘĜƟňşŀ̹Ŧş̹ƀŅĴ̹ŹƄŵĿĜĪĴ˫̹)ĴşĪĴ˦̹ňƀ̹ŲŦňşƀŹ̹ƀŦ̹ƀŅĴ̹ŲŵŦİƄĪƀňŦş̝Ź̹ĜĴŹƀŅĴƀňĪ̹
˾ŵĴĪĴŲƀňŦş˿̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ ƀŅĴ̹ ŲŵŦİƄĪƀ˱ŦĩœĴĪƀ̝Ź̹ ĜĴŹƀŅĴƀňĪ˫̹ [ňşĪe Chinese 
ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ĴƞĴĪƄƀĴİ̹ƙňƀŅ̹ ƀŅĴ̹ƄşňǬĪĜƀňŦş̹ ŦĿ̹Şňşİ̹ Ĝşİ̹ ĩŦİƟ˦̹ in total 
concentration, the analogy with dance, as a contemporary interpretation, 
ňŹ̹şŦƀ̹ƀŅĜƀ̹İňǣĴŵĴşƀ̹ĿŵŦŞ̹ƀŅĴ̹ƀŵĜİňƀňŦşĜŘ̹ŞňşİŹĴƀ˫

bŅĴ̹ ŴƄŦƀĜƀňŦş̹ ŦĿ̹ �Ĝ̐rĴň̹ ˾ʇʅʆʇ˥̹ şŲ˫˿̹ ĿŵŦŞ̹ Ĝ̹ �ŅňşĴŹĴ̹ ňşƘĴŹƀŦŵ˦̹ ŘňşŀƄňŹƀ˦̹
şŦƘĴŘňŹƀ˦̹ŲŅňŘŦŹŦŲŅĴŵ˦̹ Ĝşİ̹ ƀŵĜşŹŘĜƀŦŵ̹;ňş̹xƄ̐bĜşŀ̹ ˾ʆʍʎʊ̐ʆʎʌʋ˿˦̹ƙŅŦ̹ŹĜƟŹ˦̹
̚�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹şŦƀŅňşŀ̹ĩƄƀ̹İĜşĪňşŀ̹Ŧş̹ŲĜŲĴŵ˦̛ ̹ŹĴĴŞŹ̹ƀŦ̹ŹƄŲŲŦŵƀ̹
the analogy between calligraphy and dance. Particularly with the 
maturity of brush usage, the art of brushwork has reached its peak. Da-
rĴň̹ĜŘŹŦ̹ŲŦňşƀŹ̹Ĝƀ̹ƀŅĴ̹̚ŞĜİ̛̹ĪĜŘŘňŀŵĜŲŅĴŵ̹�ŅĜşŀ̹)ŹƄ̹ ˾Ŧŵ̹~ŅĜşŀ̹wƄ˿˦̹Ĝş̹
eighth-century Tang-dynasty Chinese calligrapher, assessed as a highly 
ĴŞŦƀňŦşĜŘ̹ŲĴŵŹŦş˫̹�ĿƀĴŵ̹ƙĜƀĪŅňşŀ̹Ĝ̹ĿĴŞĜŘĴ̹ŹƙŦŵİ̹İĜşĪĴŵ˦̹9Ƅşŀ̐ŹƄş̹bĜ̐
BňĜşŀ̹ ˾ƀŅĴ̹ ;ĜİƟ̹9Ƅşŀ̐[Ƅş˿˦̹ Ĝşİ̹ ŅĴŵ̹ ŲĴŵĿŦŵŞĜşĪĴ̹ ĪĜŘŘĴİ̹ ̚�ĜşĪĴ̹ ŦĿ̹ ƀŅĴ̹
bƙŦ̐�İŀĴİ̹[ƙŦŵİ˦̛ ̹ňƀ̹ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹�ŅĜşŀ̹)ŹƄ̹ĴƞŲĴŵňĴşĪĴİ̹Ĝ̹ŲŵŦĿŦƄşİ̹
ňşŹŲňŵĜƀňŦş˦̹Ĝşİ̹ŅňŹ̹ŹŖňŘŘ̹ŦĿ̹ƙňĴŘİňşŀ̹ƀŅĴ̹ĩŵƄŹŅ̹ŅĜİ̹ŞƄĪŅ̹ĜİƘĜşĪĴİ˫̹)Ĵ̹
ĜŘŹŦ̹ƙŦş̹ŅňŹ̹ĿĜŞĴ̹Ĝşİ̹ĴŹƀĴĴŞ̹ƙňƀŅ̹ƀŅňŹ̹ƙŵňƀňşŀ̹ŹƀƟŘĴ˦̹ĪĜŘŘĴİ̹̚ŞĜİ̹ŀŵĜŹŹ̛̹
˾#ňŀ˫̹ʇʋ˦̹ʇʌ˿˦̹ƙŅňĪŅ̹ŹĴĴŞŹ̹şĜƀƄŵĜŘ˦̹ĪĜŵĴĿŵĴĴ̹ŅĜşİŘňşŀ̹ŦĿ̹ƀŅĴ̹ĩŵƄŹŅ̹ƙňƀŅŦƄƀ̹
any restriction or boundaries by any traditional rules. 

#ňŀ˫̹ʇʋ̹ƀĜŖĴŹ̹ĜƀƀĴşƀňŦş̹ƀŦ̹ƀŅĴ̹ŘňşĴŹ̝̹ŞŦƀňŦş˦̹ƙŅňĪŅ̹ƙĜŹ̹ĪŦŞŲŘĴƀĴİ̹ňş̹ŦşĴ̹
ĩŵĴĜƀŅ̹ƙňƀŅŦƄƀ̹ĜşƟ̹ŅĴŹňƀĜƀňŦş̹ňş̹ƀŅĴ̹ĴƞĴĪƄƀňŦş˰̹ĜŘŹŦ˦̹Ĝ̹ĪŦşŹƀĜşƀ̹ǭŦƙ̹ŦĿ̹
ƀŅĴ̹ĩŵƄŹŅ̝Ź̹ŅňŀŅ̹ŹŲĴĴİ̹ĪŵĴĜƀĴŹ̹Ĝ̹İŵƟ̹ĴǣĴĪƀ˦̹ƙŅňĪŅ̹ĪŵĴĜƀĴŹ̹ƄşňİĴşƀňǬĴİ̹
ŲĜŵƀŹ̹ŦĿ̹ŘňşĴŹ̹ƀŅĜƀ̹ŲŵŦƘňİĴ̹ĜŞŲŘĴ̹ŵŦŦŞ̹ĿŦŵ̹ƀŅĴ̹ƘňĴƙĴŵ̹˾�Ĝ̐rĴň˦̹ʇʅʆʇ˿˫̹,ƀ̹
is evident that the aim is not to convey the meaning of the characters 
or written symbols but instead to reveal the movement that is assessed 
as very similar to good dancing. 

Fig. 26. Mad Grass style of 
Chang Hsu, n.d., Source: Da-
Wei, (2013: np.). 

#ňŀ˫̹ ʇʌ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ĜşŦƀŅĴŵ̹ ĴƞĜŞŲŘĴ̹ ŦĿ̹ �ŅĜşŀ̹ )ŹƄ̝Ź̹ ĪĜŘŘňŀŵĜŲŅƟ̹ƙŦŵŖ̹
ĴşƀňƀŘĴİ̹ ̚[ƀŦŞĜĪŅ̹�ĪŅĴ̹BŦƀĴ˦̛ ̹ƙŵňƀƀĴş̹ ňş̹ ŅňŹ̹ ĿĜŞŦƄŹ̹mad grass style. 
)ĴŵĴ˦̹ ƀŅĴ̹ ŵňŹňşŀ̹ Ĝşİ̹ ĿĜŘŘňşŀ̹ ŵŅƟƀŅŞ̹ ŦĿ̹ ŅňŹ̹ ĩŵƄŹŅ̹ ŞŦƘĴŞĴşƀ̹ ĪĜş̹ ĩĴ̹
observed, which is actually compared with the movement of dancing. 
It is stated that both in sword dance and his calligraphy, emotional 
ŹĴşŹĜƀňŦş̹ ĜŵŦƄŹĴŹ˦̹ ĴƘĴş̹ ňĿ̹�Ĝ̐rĴň̹ ĪŘĜňŞŹ̹ ƀŅĜƀ̹�ŅĜşŀ̹)ŹƄ̹ŅĴŵĴ̹ ňŹ̹ ŘňŖĴ̹
7ĜĪŖŹŦş̹TŦŘŘŦĪŖ̹˾ʆʎʆʇ̐ʆʎʊʋ˿˦̹ƙŅŦ̹ĴşƀňŵĴŘƟ̹ĜŹŹňŞňŘĜƀĴİ̹ŅňŹ̹Ŧƙş̹ĴŞŦƀňŦşĜŘ̹
drama and forgot all established rules.

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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Fig. 27. Stomach Ache Note, 
Chang Hsu, n.d., Source: Da-
Wei, (2013: np.).

,ş̹#ňŀ˫̹ʇʌ˦̹ ňƀ̹ ňŹ̹ĴƘňİĴşƀ̹ƀŅĜƀ̹�ŅĜşŀ̹)ŹƄ̹İňŹŵĴŀĜŵİĴİ̹ƀŅĴ̹ŵƄŘĴŹ̹ĜĩŦƄƀ̹ƀŅĴ̹
ĪŅĜŵĜĪƀĴŵŹ̝̹ŹƀŵƄĪƀƄŵĴ˦̹Ĝşİ̹ňşŹƀĴĜİ˦̹ŅĴ̹ŲŵĴĿĴŵŵĴİ̹ƀŦ̹İňŹƀŦŵƀ̹Ĝşİ̹ĴƞĜŀŀĴŵĜƀĴ̹
them to satisfy his own will. Da-Wei also underlines that it can be 
ĜŹŹĴŹŹĴİ̹ ĜŹ̹ Ĝş̹ ĴƞĪĴŘŘĴşƀ̹ ĴƞĜŞŲŘĴ̹ ŦĿ̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ƙňƀŅ̹ ĜĩŹƀŵĜĪƀ̹
ĪŦşƀĴƞƀ˫̹HşĪĴ̹ĜŀĜňş˦̹ ňƀ̹ ňŹ̹ŞŦŹƀŘƟ̹ƄşİĴŵŘňşĴİ̹ ƀŅĴ̹ ĪŦşĪĴŲƀ̹ Ĝşİ̹ ňşƀĴşƀňŦş̹
ŦĿ̹ ƀŅĴ̹ĴƞĴĪƄƀňŦş̹ŦĿ̹ ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ƙŅňĪŅ̹ ňŹ̹ĪĜŘŘĴİ̹ĜĩŹƀŵĜĪƀňŦş˦̹ĜŹ̹ƙĴŘŘ̹
ĜŹ̹ ƀŅĴ̹ ĪŅĜŵĜĪƀĴŵ̝Ź̹ ƘňŹƄĜŘ̹ ĜŲŲĴĜŵĜşĪĴ̹ ƀŅĜƀ̹ ňŹ̹ İňŹƀŦŵƀĴİ̹ Ŧŵ̹ ĴƞĜŀŀĴŵĜƀĴİ˫̹
)ŦƙĴƘĴŵ˦̹ŹƀňŘŘ̹ĪĜŵŵňĴŹ̹ňƀŹ̹ŵŦŦƀŹ̹ŦĿ̹ƀŵĜİňƀňŦş̹Ĝƀ̹ƀŅĴ̹ŹĜŞĴ̹ƀňŞĴ˫̹

Chinese calligraphy is also assessed as a source of inspiration for many 
ĪŦşƀĴŞŲŦŵĜŵƟ̹�ŅňşĴŹĴ̹İĜşĪĴ̹ĪŦŞŲĜşňĴŹ˫̹bŅĴ̹�ŘŦƄİ̹$ĜƀĴ̹�ĜşĪĴ̹bŅĴĜƀŵĴ̹
of Taiwan takes attention to one of the most prominent in the country, 
combines dance, martial arts, and meditation, and melts them in a visual 
ŞŦƀňŦş̹ƙňƀŅ̹ ƀŵĜİňƀňŦşĜŘ̹ �ŅňşĴŹĴ̹ ĜĴŹƀŅĴƀňĪŹ̹ ŹňşĪĴ̹ ƀŅĴ̹ ʆʎʎʅŹ˫̹fşİĴŵ̹ ƀŅĴ̹
İňŵĴĪƀňŦş̹ ŦĿ̹ ĪŅŦŵĴŦŀŵĜŲŅĴŵ̹ ;ňş̹ )ƙĜň̐Şňş˦̹ �ŘŦƄİ̹ $ĜƀĴ̹ �ĜşĪĴ̹ bŅĴĜƀŵĴ̹
ŹƀĜŀĴİ̹ Ĝ̹ ƀŵňŘŦŀƟ̹ ĴşƀňƀŘĴİ̹ ̚�ƄŵŹňƘĴ̹ ,̛̹ ˾ʇʅʅʆ˿̹ ˾#ňŀ˫̹ ʇʍ˿˦̹ ̚�ƄŵŹňƘĴ̹ ,,̛̹ ˾ʇʅʅʈ˿̹
˾#ňŀ˫̹ ʇʎ˿˦̹ Ĝşİ̹ ̚rňŘİ̹�ƄŵŹňƘĴ̛̹ ˾ʇʅʅʊ˿̹ ˾#ňŀ˫̹ ʈʅ˿˦̹ƙŅňĪŅ̹ĜŵĴ̹ ňşŹŲňŵĴİ̹ĩƟ̹ ƀŅĴ̹
ŵŅƟƀŅŞ̹ŦĿ̹ƀŅĴ̹ĪƄŵŹňƘĴ̹ŹĪŵňŲƀ̹Ĝşİ̹ňƀŹ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŞŦƘĴŞĴşƀŹ̹˾,Ĵƥƥň˦̹ʇʅʆʈ˿˫̹

�ŅŦŵĴŦŀŵĜŲŅĴŵ̹ ;ňş̹ )ƙĜň̐Şňş̹ ňşŹĪŵňĩĴŹ̹ ĴşƀňŵĴ̹ ŲĜŵƀŹ̹ ƙňƀŅ̹ ƀŅňŹ̹
ŹƀĜƀĴŞĴşƀ˥̹ ̚ƀŅĴ̹ ňİĴĜ̹ ŦĿ̹ Ĝ̹ ĪŦşƀňşƄŦƄŹ̹ ǭŦƙ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ƙŵňƀňşŀ̹
ŞŦƘĴŞĴşƀ˦̹Ĝşİ̹ňƀŹ̹ĪŦŵŵĴŹŲŦşİĴşĪĴŹ̹ňş̹İĜşĪĴ̛̹˾[ĪŅƙĜş˦̹ʇʅʆʊ˥̹ʆʈʊ˿̹Ĝşİ̹
ĪŦşƀňşƄĴŹ˦̹̚,̹ĜŞ̹ĜŘƙĜƟŹ̹ĿĜŹĪňşĜƀĴİ̹ĩƟ̹ƀŅĴ̹ƙĜƟ̹ňşŖ̹ǭŦƙŹ̹Ŧş̹ŵňĪĴ̹ŲĜŲĴŵ̹
ƀĴşİĴŵ̹ Ĝşİ̹ ǭƄňİ˦̹ ňƀ̹ ĪŵĴĜƀĴŹ̹ ŵňĪŅ̹ ŹŅĜİĴŹ˦̹ ĿŵŦŞ̹ ňşƀĴşŹĴ̹ ĩŘĜĪŖ̹ ƀŦ̹ ŞňŹƀƟ̹
white. I hope I can convey the rich dynamics of dancing characters in 
calligraphy and the serene and intense power of the empty space on the 
ƙŅňƀĴ̹ŲĜŲĴŵ̛̹˾9ƙĜş˦̹ş˫İ˫˰̹şŲ˫˿˫̹bŅňŹ̹ňŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŹňŀşňǬĪĜşƀ̹ŹƀĜƀĴŞĴşƀŹ̹
ƀŅĜƀ̹ ĜŘŹŦ̹ ŅĜİ̹ Ĝ̹ ŞĜŹŹňƘĴ̹ ňŞŲĜĪƀ̹ Ŧş̹ ŞĴ̹ ƀŅĜƀ̹ ŘĴƀ̹ ŞĴ̹ ĴƞŲĴŵňĴşĪĴ̹ ƀŅĴ̹
�ŅňşĴŹĴ̹ ĩŵƄŹŅ˦̹ ŵňĪĴ̹ ŲĜŲĴŵ˦̹ Ĝşİ̹ ňşŖ̹ ƀŅĜƀ̹ ňŹ̹ ĴƞĜŞňşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,,̹
as a designer and calligrapher focuses on the gesture, moves of the 
hand, and assess calligraphy as a process, a performance, so prefer to 
be actively involved, as most of the contemporary calligraphers also 
present the similar attitude as mentioned in Chapter VI.

IV. CHINESE AND JAPANESE CALLIGRAPHY TRADITION:
INFLUENCES ON THE WESTERN CONTEMPORARY CALLIGRAPHY
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,ş̹ ̚�ƄŵŹňƘĴ̹ ,̛̹ ˾ʇʅʅʆ˿̹ ˾#ňŀ˫̹ ʇʍ˿˦̹ ƀŅĴ̹ İĜşĪĴŵ̹ ŲĴŵĿŦŵŞŹ̹ ňş̹ ĿŵŦşƀ̹ ŦĿ̹ Ĝ̹
screen on which the gigantic brushstroke images begin to appear 
simultaneously with the dancers’ movement, which vitalizes the 
intricate composition. The dancers dress black as a reminder of the 
�ŅňşĴŹĴ̹ ňşŖ˫̹bŅĴ̹ŹƀňŘŘ̹ ĿŵĜŞĴ̹ ňŞĜŀĴŹ̹ŵĴŲŵĴŹĴşƀ̹ŞŦƀňŦş̹ǬŵŹƀ˦̹ƄşŘňŖĴ̹ ƀŅĴ̹
following part, where the calligraphy is projected on the dancers with 
ƙŵňƀňşŀ̐ŘňŖĴ̹ŞŦƘĴŞĴşƀŹ̹Ĝşİ̹ŀĴŹƀƄŵĴŹ̹ ˾[ĪŅƙĜş˦̹ʇʅʆʊ˿˫̹�Ɵ̹ ƀŵĜĪŖňşŀ̹ ƀŅĴ̹
ŘƟŵňĪĜŘ̹ ǭŦƙŹ̹ ŦĿ̹ ŘňşĴŹ˦̹ İĜşĪĴŵŹ̝̹ ŞŦƘĴŞĴşƀŹ̹ ŹƄĩƀŘƟ̹ ŵĴǭĴĪƀ̹ ƀŅĴ̹ ŞĜŵƀňĜŘ̹
ĜŵƀŹ̐ŘňŖĴ̹ŲŦŹňƀňŦşŹ̹ ˾9ƙĜş˦̹ş˫İ˫˿˫̹ ,ƀ̹ ňŹ̹ŹƄĪŅ̹Ĝş̹ĜĪƀ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙŵňƀňşŀ̹
by the dancer’s incredible energy that mirrors its ancient roots through 
ƀŅĴ̹ňşŖ̹ǭŦƙŹ˫

ʉ̹̚rĜƀĴŵ̹ŹŘĴĴƘĴŹ̛̹ňŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŲŦŲƄŘĜŵ̹ƙĜƟŹ̹İĴŲŘŦƟĴİ̹ƀŦ̹ŵĴŲŵĴŹĴşƀ̹ƀŅĴ̹ŞŦƀňŦş̹ĴƞŲŵĴŹŹĴİ̹ňş̹�ŅňşĴŹĴ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ĿŦŵ̹ƀŅĴ̹ŹĜŖĴ̹ŦĿ̹ĴƞŲŘŦŵĜƀňŦş̹ňş̹ƀŅĴ̹ƙŦŵŖ̹ŦĿ̹ƀŵĜşŹňƀňŦşĜŘ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ĜŘŹŦ̹ŦşĴ̹ŦĿ̹
the common elements in the Chinese classical dance repertoire in which dancers with unusually 
ŘŦşŀ̹ŹŘĴĴƘĴŹ̹ŞĜşňŲƄŘĜƀĴ̹ƀŦ̹ĪŵĴĜƀĴ̹ƙňşİňşŀ̹ŲĜƀƀĴŵşŹ̹ňş̹ƀŅĴ̹Ĝňŵ̹˾AĜĪŖĴŵŵĜŹ˦̹ʆʎʍʍ˿˫

Fig. 28. Cursive I, Cloud Gate 
Dance Theatre of Taiwan,  
2001, Source: Iezzi, (2013: 174).

It also draws attention to the dancer with water sleevesʉ is an analogy 
to the act of writing in terms of color, movement style, and projections. 
;Ŧşŀ̹ŲňĴĪĴŹ̹ŦĿ̹ĩŘĜĪŖ̹ŵňĩĩŦş̹ĪŦŹƀƄŞĴ˦̹ĜŹ̹ňĿ̹Ĝş̹ĴƞƀĴşŹňŦş̹ŦĿ̹ƀŅĴ̹İĜşĪĴŵ̝Ź̹
ĜŵŞŹ˦̹ĴŞŲŅĜŹňƥĴ̹ƀŅĴ̹ŞŦƀňŦş̹Ĝşİ̹ŞĜŖĴ̹ƀŅĴ̹ƀŵĜĪĴ̹ƘňŹňĩŘĴ̹Ĝşİ̹ǭŦƙ̹ňş̹ƀŅĴ̹
Ĝňŵ̹˾[ĪŅƙĜş˦̹ʇʅʆʊ˿˫

bŅĴ̹ŹĴĪŦşİ̹ŲĜŵƀ̹ŦĿ̹ƀŅĴ̹ƀŵňŘŦŀƟ̹ňŹ̹̚�ƄŵŹňƘĴ̹,,̛̹˾ʇʅʅʈ˿̹˾#ňŀ˫̹ʇʎ˿˦̹ňŞŲŵŦƘňŹňşŀ̹
ƀŅĴ̹ ŘňŀŅƀĴŵ̹ ŦĿ̹ ƀŅĴ̹ ǬƘĴ̹ ŹŅĜİĴŹ̹ ŦĿ̹ ňşŖ̹ ŵĴŘĜƀĴİ̹ ƀŦ̹ �ŅňşĴŹĴ̹ ƙŵňƀňşŀ̹ Ĝşİ̹
ŲĜňşƀňşŀ˫̹ bŅĴ̹ ǬƘĴ̹ ŹŅĜİĴŹ̹ ŦĿ̹ ňşŖ̹ ĪĜş̹ ĩĴ̹ ŦĩƀĜňşĴİ̹ ĿŵŦŞ̹ ƀŅĴ̹ ĩŘĜĪŖ̹ ňşŖ̹
stick by controlling the amount of water in the brush. To achieve it, 
ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ ĴƞŲĴŵňĴşĪĴŹ̹ Ĝşİ̹ ĜĪŴƄňŵĴŹ̹ ňƀ̹ ƙňƀŅ̹ ƀňŞĴ̹ Ĝşİ̹ ŲŵĜĪƀňĪĴ̹
and feels each individual’s capacity to brush how much ink that held. 
�ĪĪŦŵİňşŀ̹ƀŦ̹;Ŧşŀ˦̹̚�ƄŵŹňƘĴ̹,,˦̛ ̹ƀŅĴ̹ĿĴŞĜŘĴ̹İĜşĪĴŵŹ̹ƙňƀŅ̹ŘňŀŅƀ̹ĪŦŹƀƄŞĴŹ̹
and the men dancers with the dark and bare-chested evokes the 
eggshell-white ancieşƀ̹ ŲŦŵĪĴŘĜňş̝Ź̹ ŴƄĜŘňƀƟ̹ Ĝşİ̹ ĜşĜŘŦŀňĴŹ̹ ƀŅĴ̹ ŀŵŦƙňşŀ̹
ŀĜŲŹ̹Ĝşİ̹ĪŵĜĪŖŹ̹˾;Ŧşŀ˦̹ʆʎʍʉ˿˫̹



ʇʋʌ

Fig. 29. Cursive II, Cloud 
Gate Dance Theatre, 2003, 
Source: Youtube, youtube.
com/watch?v=nGQIrTs2FAw, 
access: 23.02.2019.

Fig. 30. Cursive III: Wild 
Cursive, Cloud Gate 
Dance Theatre, 2007, 
Source:Youtube, youtube.com/
watch?v=FU_3tRpSMvo, 
access: 23.02.2019.

bŅĴ̹ ǬşĜŘ̹ ŲĜŵƀ̹ ŦĿ̹ ƀŅĴ̹ ƀŵňŘŦŀƟ˦̹ ̚rňŘİ̹�ƄŵŹňƘĴ̛̹ ˾ʇʅʅʌ˿̹ ˾#ňŀ˫̹ ʈʅ˿˦̹ İŵĜƙŹ̹ ƀŅĴ̹
ideas of the essence of the wild cursive script, fast written relatively, 
ŹňŞŲŘňǬĴİ˰̹ ŅĴşĪĴ̹ ĜŘŞŦŹƀ̹ ňŘŘĴŀňĩŘĴ̹ ŹƀƟŘĴ̹ ƀŅĜƀ̹ ňŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ĪŘŦŹĴŹƀ̹ ƀŦ̹
abstraction with the most unconstrained and free from the rules, unlike 
ƀŅĴ̹ ŦƀŅĴŵ̹ ŹƀƟŘĴŹ̹ ĜŹ̹ŞĴşƀňŦşĴİ̹ ĴĜŵŘňĴŵ˫̹ ;Ŧşŀ̹ƙŅňƀĴ̹ ŹĪŵŦŘŘŹ̹ ŦĿ̹ ŵňĪĴ̹ ŲĜŲĴŵ̹
are used as a backdrop on which the black ink leaks slowly. While black 
ink creates wild patterns on the rice paper’s surface, dancers move 
against and between the rice paper layers, echoing the lines of the ink 
ƀŅĜƀ̹ŀŵĜİƄĜŘŘƟ̹ĩĴĪŦŞĴ̹ƄşŵĴĜİĜĩŘĴ̹ ŹňŀşŹ˫̹bŅĴ̹ĪĜŲĜĪňƀƟ̹ ƀŦ̹ ŵĴǭĴĪƀ̹Ŧş̹ ƀŅĴ̹
personal feelings and emotions of the calligrapher embodies its visual 
artistic lines. One of the very well-known representatives of this style is 
rĜşŀ̹wňƥŅň̹˾#ňŀ˫̹ʆʋ˿˦̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ̹ňş̹ŲĜŵƀ̹̚ʉ˫ʆ˫ʇ˫̹bŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹ƀŅĴ̹
word shufa˦̛ ̹ƙŅŦ̹ĜŘŹŦ̹ŲƄƀ̹ňƀ̹ŅňŀŅĴŵ̹ĜŵƀňŹƀňĪ̹ŘĴƘĴŘ̹˾~ŅĜşŀ̐�ƥňŵĝŖŦƘĝ˦̹ʇʅʆʉ˿˫

�Ź̹ [ĪŅƙĜş̹ ŹƀĜƀĴŹ̹ ˾ʇʅʆʊ˥̹ ʆʈʊ̐ʆʈʋ˿˦̹ ̚bŅĴ̹ ŵĴŹƄŘƀ̹ ňŹ̹ şŦƀ̹ Ĝ̹ŞĴŵĴ̹ ňŞňƀĜƀňŦş̹ ŦĿ̹
writing movements in dance, but rather a metaphorical preoccupation 
ƙňƀŅ̹ ƀŅĴ̹ ĜşĜŘŦŀňĴŹ̹ ĩĴƀƙĴĴş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ İĜşĪňşŀ˫̛ ̹ )ĴŵĴ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹
underlined that calligraphy is accepted as an art of control no matter 
ŅŦƙ̹ĴƞŲŵĴŹŹňƘĴ̹ ňƀ̹ ňŹ˫̹�ĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖ̹ŞĜşňĿĴŹƀŹ̹Ĝ̹ĩĜŘĜşĪĴ̹ŦĿ̹ŦŵİĴŵ̹Ĝşİ̹
İƟşĜŞňŹŞ̹ƀŅŵŦƄŀŅ̹ĜŘŘ̹ĜŹŲĴĪƀŹ̹ŦĿ̹ƙŵňƀňşŀ˫̹�ĜŹƀ̹�ŹňĜş̹ƀŅŦƄŀŅƀ˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹
classical Chinese philosophy, is assessed as an inspiration for somaesthetic 
ŵĴŹĴĜŵĪŅ̹̐İĴǬşĴİ̹ĜŹ̹ƀŅĴ̹ĪƄŘƀňƘĜƀňŦş̹ŦĿ̹ƀŅĴ̹ĴƞŲĴŵňĴşĪĴ̹ňşƘŦŘƘňşŀ̹ƀŅĴ̹ƄŹĜŀĴ̹
of one’s body as a sensory appreciation. The ethical theory of China 
ĪŅĴŵňŹŅĴŹ̹ ƀŅĜƀ̹ ĪŵňƀňĪĜŘ̹ ŹĴŘĿ̐ ĴƞĜŞňşĜƀňŦş̹ ňŹ̹ ŅňŀŅŘƟ̹ ŹňŀşňǬĪĜşƀ̹ ĿŦŵ̹ ŞŦŵĜŘ̹
ŲŵŦŀŵĴŹŹ˦̹ŹƄĪŅ̹ĜŹ̹ňş̹ƀŅĴ̹�ŦşĿƄĪňĜş̹ĪŘĜŹŹňĪ̹ŞĴşƀňŦşĴİ̹ňş̹ŲĜŵƀ̹̚ʉ˫ʆ˫ʈ˫̹�ƄŘƀƄŵĜŘ̹
ŞňşİŹĴƀ̹ĩĴŅňşİ̹ƀŅĴ̹�ŅňşĴŹĴ̹�ĜŘŘňŀŵĜŲŅƟ̛ ň̹Ź̹Ĝ̹ƘňƀĜŘ̹ĿĴĜƀƄŵĴ̹ĿŦŵ̹ŅĜŵŞŦşňŦƄŹŘƟ̹
ŀŦƘĴŵşňşŀ̹ ŦşĴŹĴŘĿ˦̹ ĜŘŹŦ̹ ĿĜŞňŘƟ˦̹ Ĝşİ̹ ŹŦĪňĴƀƟ˫̹ )ĴşĪĴ˦̹ ňƀ̹ ňŹ̹ ƄşİĴŵŘňşĴİ̹ ƀŅĴ̹
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importance of the body’s crucial role both in art and in ethical living that 
can be achieved through self-knowledge and self-cultivation. Chinese 
calligraphy is perceived and appreciated as a crucial representation of the 
whole body’s energy that involves not just the hand with the brush but also 
the arm, the body that guides movements. 

�Ź̹ŞĴşƀňŦşĴİ̹Ĝƀ̹ƀŅĴ̹ĩĴŀňşşňşŀ̹ŦĿ̹ƀŅňŹ̹ĪŅĜŲƀĴŵ˦̹ƀŅĴ̹ĜňŞ̹ňŹ̹ƀŦ̹ĩĴƀƀĴŵ̹ĿŵĜŞĴ̹
the contemporary western calligraphy practices with its references, 
ŞĜŖňşŀ̹ňƀ̹ňşİňŹŲĴşŹĜĩŘĴ̹ƀŦ̹ĴƞĜŞňşĴ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ŞĜňşŘƟ̹
Chinese and Japanese calligraphy, and their interaction with each other 
that manifest themselves through contemporary practices to provide 
ƘĜŵňŦƄŹ̹ňşŹňŀŅƀŹ˫̹[ňşĪĴ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŹŲŵĴĜİ̹ƙŦŵŘİƙňİĴ˦̹ǬŵŹƀ̹ƙňƀŅ̹
ƀŅĴ̹9ŦŵĴĜş̹ŲĴşňşŹƄŘĜ̹ňş̹ƀŅĴ̹ŹĴĪŦşİ̹Ŧŵ̹ƀŅňŵİ̹ĪĴşƀƄŵƟ˦̹ŘĜƀĴŵ̹ƀŦ̹7ĜŲĜş̹ňş̹ƀŅĴ̹
seventh century, the Japanese students and monks spent time in China 
and returned with various Chinese calligraphy works were reached to 
Japan. Simultaneously, the Japanese started to create their works and 
styles, basically combined with Chinese styles and their aesthetics and 
written language. Since then, these changes have led to an emerging 
ĩŵĜşĪŅ̹ ƀŅĜƀ̹ İňǣĴŵŹ̹ ĿŵŦŞ̹ ƀŅĴ̹ �ŅňşĴŹĴ˫̹ )ĴşĪĴ˦̹ ŞŦŹƀ̹ 7ĜŲĜşĴŹĴ̹ ŹĪŵňŲƀ̹
characters are adapted and adopted from Chinese characters’ in about 
seventh-century essential structural parts. For these reasons, Chinese 
calligraphy as a topic formed a large part of this chapter.

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ĜŹ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ŲĜŵƀ̹ŦĿ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹
Japanese Calligraphy in which various aspects that are needed to be 
mentioned, such as the concept of calligraphy shodo, Zen and Bokuseki 
ŲŵĜĪƀňĪĴŹ˫̹ bŅĴŹĴ̹ ŅňŀŅŘƟ̹ ňşǭƄĴşƀňĜŘ̹ ĜŹŲĴĪƀŹ̹ ĜǣĴĪƀ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
calligraphers mentioned in Chapter VI in a noticeable way. These 
ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ şĜŞĴŘƟ˦̹ AĴƄŘŞĜş˦̹ ;ĜŞŲĜŹ˦̹ Ŧŵ̹ �ŵŦƙş˦̹ ĪŘĜňŞ̹ ƀŅĴňŵ̹
ĜİŞňŵĜƀňŦş̹ŦĿ̹ƀŅĴ̹ĜĩŹƀŵĜĪƀ̹ŲĜňşƀňşŀ̹ŦĿ̹ƀŅĴ̹rĴŹƀ˫̹�ŞŦşŀ̹ƀŅĴŞ˦̹ƀŅĴŵĴ̹ĜŵĴ̹
TŦŘŘŦĪŖ˦̹AŦƀŅĴŵƙĴŘŘ˦̹Ĝşİ̹bŦĩĴƟ̹ĜŵĴ̹ŞĴşƀňŦşĴİ̹ňş̹ƀŅĴňŵ̹ŹƀĜƀĴŞĴşƀŹ˫̹)ĴŵĴ˦̹
the crucial issue was being aware of these artists, hugely interested 
ňş̹ Ĝşİ̹ ňşǭƄĴşĪĴİ̹ ĩƟ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ Ĝŵƀ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
and painting, also the concept of Zen. That means contemporary 
calligraphers of the West mentioned in Chapter VI point at the Far 
�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŞĴşƀĜŘňƀƟ̹ĩƟ̹ŞĴşƀňŦşňşŀ̹ƀŅĴ̹ĜĩŹƀŵĜĪƀ̹ĴƞŲŵĴŹŹňŦşňŹƀ̹
ŲĜňşƀĴŵŹ̹ŦĿ̹ƀŅĴ̹rĴŹƀ˫̹�ƀ̹ňƀŹ̹ĪŦŵĴ˦̹ĜŹ̹Ĝ̹ŵĴĿĴŵĴşĪĴ˦̹ňƀ̹ƙŦƄŘİ̹ĩĴ̹ĜŲŲŵŦŲŵňĜƀĴ̹
ƀŦ̹ƄşİĴŵŘňşĴ̹ƀŅĴ̹ ňşƀĴŵĜĪƀňŦşŹ̹Ĝşİ̹ŞƄƀƄĜŘ̹ ňşǭƄĴşĪĴŹ̹ĩĴƀƙĴĴş̹ƀŅĴ̹�ĜŹƀ̹
̐ŲĜŵƀňĪƄŘĜŵŘƟ̹ �ŅňĜşĜ̹ Ĝşİ̹ 7ĜŲĜş̹ ƙňƀŅ̹ ƀŅĴ̹ rĴŹƀ˫̹ )ŦƙĴƘĴŵ˦̹ ňƀ̹ ƙňŘŘ̹ ĩĴ̹
ŞŦŵĴ̹ĜŲŲŵŦŲŵňĜƀĴ̹ƀŦ̹ŘŦŦŖ̹Ĝƀ̹ƀŅĴ̹7ĜŲĜşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĩŵňĴǭƟ̹ƀŦ̹ŲŵŦƘňİĴ̹
ƘĜŘňİ̹ ňşĿŦŵŞĜƀňŦş̹ ƀŦ̹ ŘŦĪĜƀĴ̹ ƀŅĴŹĴ̹ ňşǭƄĴşĪĴŹ̹ Ĝşİ̹ ŵĴĿĴŵĴşĪĴŹ̹ ƀŦ̹ ƀŅĴ̹
contemporary attitude of the western calligraphers. 

4.2. Japanese calligraphy

The calligraphy of Chinese tradňƀňŦş̹ƙĜŹ̹ňşƀŵŦİƄĪĴİ̹ƀŦ̹7ĜŲĜş̹ĜŵŦƄşİ̹ʋʅʅ��˫̹
It became an essential part of the education of Japan’s ruling families; 
moreover, through artistically copying Chinese poetry, royalty and the 
ĜŵňŹƀŦĪŵĜĪƟ̹ŹƀĜŵƀĴİ̹ƀŦ̹ŹƀƄİƟ̹ƀŅĴ̹Ĝŵƀ˫̹bŅĴş˦̹ Ĝ̹ŹƀƟŘĴ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŅĜƀ̹ňŹ̹ƄşňŴƄĴ̹
to Japan emerged with elements of pronunciation written with borrowed 
�ŅňşĴŹĴ̹ ĪŅĜŵĜĪƀĴŵŹ̹ ˾[ĜƀŦ˦̹ ʇʅʆʉ˿˫̹ )ĴşĪĴ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ŹĜňİ̹ ƀŅĜƀ̹ ƀŅĴ̹ ŅňŹƀŦŵƟ̹ ŦĿ̹
ĪĜŘŘňŀŵĜŲŅƟ̹˾shodo˿̹ňş̹7ĜŲĜş̹ňŹ̹ňşƀŵňşŹňĪĜŘŘƟ̹ŵĴŘĜƀĴİ̹ƀŦ̹�ŅňşĜ̹˾bĜƟŘŦŵ˦̹ ʇʅʅʋ˿˫

Calligraphy has been cherished and valued in Japan as in China, as a method 
ƀŅĜƀ̹ŵĴƘĴĜŘŹ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŹŖňŘŘ˦̹ĪƄŘƀƄŵĜŘ̹ŵĴǬşĴŞĴşƀ˦̹Ĝşİ̹ňşşĴŵ̹ĪŅĜŵĜĪƀĴŵ˦̹
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melted and fused in the written word. It is also assessed as a visual form in 
which the meaning-laden words and aesthetic space, negative and positive 
ĿĴĜƀƄŵĴŹ̹ĜŘŹŦ˦̹ƀŅĴ̹ŘňşĴ̝Ź̹ƀĴşŹňŦş˦̹ƀŅĴ̹ňşŖ̝Ź̹ĩŘĴĴİňşŀ˦̹ĩƄƀ̹ŞŦŵĴ̹ŹňŀşňǬĪĜşƀŘƟ˦̹
the contrast between the material -paper, ink, and the tone’s nuances that 
ĪŵĴĜƀĴİ̹ ĩƟ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ ĴƞňŹƀ˫̹bŅĴ̹ ƀŵĜĪĴ̹ ŦĿ̹ Ĝ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ ŵĴƘĴĜŘŹ̹ ŅňŹ̹
inner character, which constitutes a creative understanding of meaning in 
the scripts. While it is possible to be understood the calligraphy as merely 
aesthetic work, or a poem by the words alone, calligraphers attempt to 
ŞĴŘİ̹ƀŅĴŹĴ̹ĿĴĜƀƄŵĴŹ̹ƀŦŀĴƀŅĴŵ̹˾bĜƟŘŦŵ˦̹ʇʅʅʋ˿˫

�Ź̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˦̹7ĜŲĜşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ňşĪŘƄİĴİ̹ ňş̹ ƀŅňŹ̹ĪŅĜŲƀĴŵ̹
İƄĴ̹ ƀŦ̹ ŵĴĜŹŦş̹ ƀŅĜƀ̹ ňƀ̹ ŅĜŹ̹ Ĝş̹ ňŞŞĴşŹĴ̹ ňşǭƄĴşĪĴ̹ Ŧş̹ƙĴŹƀĴŵş̹ Ĝŵƀ̹ Ĝşİ̹
contemporary calligraphy, as in the case of Chinese art and calligraphy. 
bŅĴŹĴ̹ ňşǭƄĴşĪĴŹ̹ ĪĜş̹ ĩĴ̹ ŦĩŹĴŵƘĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ƘĜŵňŦƄŹ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ ĴƞĜŞňşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,̹ ňş̹ ĩŦƀŅ̹
theoretical and practical frames. For this reason, it will be useful to 
gain insight into various points that have to be considered in Japanese 
calligraphy, the word shodo used for Japanese calligraphy, and various 
ŲŦňşƀŹ̹ƀŅĜƀ̹ƙňŘŘ̹ŲŵŦƘňİĴ̹ ňşĿŦŵŞĜƀňŦş̹ňş̹ƀĴŵŞŹ̹ŦĿ̹ ňşǭƄĴşĪĴ̹Ŧş̹rĴŹƀĴŵş̹
contemporary calligraphy practices, namely practices of Zen monks, 
Ĝşİ̹7ĜŲĜşĴŹĴ̹ĜƘĜşƀ̐ŀĜŵİĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ĜǣĴĪƀ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
Chinese attitude and Western practices of contemporary calligraphy.

4.2.1. Concept of the word shodo

Japanese calligraphy is assessed as one of the most popular and ancient 
brushwork disciplines, known as shodo˫̹)ŦƙĴƘĴŵ˦̹ ƀŅĴ̹ŲŵĴĿĴŵŵĴİ̹şĜŞĴ̹
during the medieval period of Japan was shojutsu˦̹ƙŅňĪŅ̹ŞĴĜşŹ̹ ̚ƀŅĴ̹
Ĝŵƀ̹ ŦĿ̹ƙŵňƀňşŀ˦̛ ̹ ŘĜƀĴŵ˦̹ ňş̹ ƀŅĴ̹ ƀňŞĴ̹ ŦĿ̹ ƀŅĴ̹ �İŦ̹ ŲĴŵňŦİ̹ ˾ʆʋʅʈ̐ʆʍʋʌ˿˦̹ƙňƀŅ̹
ƀŅĴ̹ �ŦşĿƄĪňĜş̹ ňşǭƄĴşĪĴ˦̹ ƀŅĴ̹ ƙŦŵİ̹ shodo ˾Ĝ̹ ƙĜƟ̹ ŦĿ̹ ƙŵňƀňşŀ˿̹ ŦǤĪňĜŘŘƟ̹
dominated calligraphy with the belief that writing could be clearly a 
ƙĜƟ̹ŦĿ̹ŞĴİňƀĜƀňŦş̹ŲŵĜĪƀňĪĴ̹˾bĜŵĜ˦̹ş˫İ˫˿˫̹,ƀ̹ňŹ̹ňşƀĴŵĴŹƀňşŀ̹ƙŅňŘĴ̹ĪŦŞŲĜŵĴ̹
ƀŅĴ̹ ĪŦşĪĴŲƀ̹ ŦĿ̹ ƀŅĴ̹ƙĴŹƀĴŵş̹ ƀŵĜİňƀňŦş̹ Ĝşİ̹ ƀŅĴ̹ ĴƀƟŞŦŘŦŀňĪĜŘ̹ İĴǬşňƀňŦş̹
of calligraphy with the words kallos and graphos, which are translated 
ƀŦ̹ �şŀŘňŹŅ̹ ĜŹ̹ ̚ƀŅĴ̹ Ĝŵƀ̹ ŦĿ̹ ĩĴĜƀňĿƄŘ̹ ŦĿ̹ ŅĜşİ̹ ƙŵňƀňşŀ˫̛ ̹ �Ź̹ İňŹĪƄŹŹĴİ̹ ňş̹
Chapter II, as a concept, these two words have to be thought through 
ƀŦ̹ĜƘŦňİ̹ĜşƟ̹Ŗňşİ̹ŦĿ̹ĜşĜĪŅŵŦşňŹƀňĪ̹ĜŹŹĴŹŹŞĴşƀ˫̹;ŦŦŖňşŀ̹Ĝƀ̹ƀŅĴ̹ĪŦşĪĴŲƀ̹
of the shodo, the art concept is underlined, but also the stress is on 
ŅŦƙ̹ňƀ̹ňŹ̹ĴƞĴĪƄƀĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ƙŦŵİŹ̹̚Ĝ̹ƙĜƟ˫̛ ̹,ƀ̹ňŹ̹ŹňŀşňǬĪĜşƀ̹ƀŅĜƀ̹ŅŦƙ̹
traditional western calligraphy, without this type of concept in the past, 
transformed and reached a similar concept as in Japanese calligraphy 
through the interpretations of the contemporary western calligraphers. 

�ĜƘĴƟ̹˾ʇʅʆʎ˿̹ŞĴşƀňŦşŹ̹7ĜŲĜşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĩĴŀňşŹ̹ƙňƀŅ̹ƀŅĴ̹ƙŦŵİ̹shodo, 
ƙŅňĪŅ̹ŵĴĿĴŵŹ̹ƀŦ̹̚ƀŅĴ̹ƙĜƟ̹ŦĿ̹7ĜŲĜşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹Ĝŵƀ̛̹˾�ĜƘĴƟ˦̹ʇʅʆʎ˥̹şŲ˫˿˫̹
)Ĵ̹ŹƀĜƀĴŹ̹ƀŅĜƀ̹ƀŅĴ̹7ĜŲĜşĴŹĴ̹ŅĜƘĴ̹ĜĪŅňĴƘĴİ̹ňş̹İĴŹňŀşňşŀ̹ƀŅĴňŵ̹ƀŵĜİňƀňŦşĜŘ̹
arts and crafts as paths to meditation, in which mostly names refer to 
the way with the word do -form to say that they are practicing a way of 
life- such as shodo the way of Japanese calligraphy, sado the way of tea or 
budo the martial ways. It can be claimed that what has been practiced in 
ƀŅĴ̹ƙĜƟ̹ƀŅĜƀ̹ňŹ̹ĜĪĪĴŲƀĴİ̹ĜŹ̹ŀŦňşŀ̹ĩĴƟŦşİ̹Ĝ̹ŹŲĴĪňǬĪ̹İňŹĪňŲŘňşĴ˦̹ƙŅňĪŅ̹ĜŘŹŦ̹
implies that practicing an activity goes beyond the limitations of that 
ŹŲĴĪňǬĪ̹Ĝŵƀ̹Ĝşİ̹ňşĪŘƄİĴŹ̹ƀŅĴ̹Ĝŵƀ̹ŦĿ̹ŘňƘňşŀ̹ňƀŹĴŘĿ̹ĪŦŞŲŘĴƀĴŘƟ̹˾�ĜƘĴƟ˦̹ʇʅʆʎ˿˫

[ĜƀŦ̹ ˾ʇʅʆʉ˿̹ ĴƞŲŘĜňşŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ƙŦŵİ̹ sho̹ŞĴĜşŹ̹ ̚ƙŵňƀňşŀ̛̹ Ĝşİ̹do means 
̚ƙĜƟ˦̛ ̹ ˾[ĜƀŦ˦̹ ʇʅʆʉ˥̹ ʆʅ˿˦̹ Ĝşİ̹ shodo refers to the Japanese study of 
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ĪĜŘŘňŀŵĜŲŅƟ˫̹)ĴŵĴ˦̹ŅĴ̹ŹƀĜƀĴŹ̹ƀŅĜƀ̹ƄŹňşŀ̹ƀŅĴ̹ĪŦŞĩňşĜƀňŦş̹ŦĿ̹ƀŅĴ̹ĩŘĜĪŖ̹ňşŖ̹
˾Sumi˿ʊ and the brush actually creates Chinese ideograms called shodo, the 
way of writing. To create sho as an art form, it is supposed to be prepared 
physically and mentally. That means learning breath control and focusing 
on the energy, which is called qi̹˾ĪŅň˿̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˦̹ĜŵĴ̹ŵĴŴƄňŵĴİ˫̹bŅĴ̹
one who succeeded in this is called sho creator. When the one provides 
the concentration, internalized energy means being ready to pick up the 
ĩŵƄŹŅ̹ Ĝşİ̹ ĴƞĴĪƄƀĴ̹ Ĝş̹ ňİĴŦŀŵĜŞ̹ ňş̹ ŹĴĪŦşİŹ˫̹ )Ĵ̹ ƀĜŖĴŹ̹ ĜƀƀĴşƀňŦş̹ ƀŦ̹ ƀŅĴ̹
regular writing needed to write personal letters or business documents, 
ňş̹ƙŅňĪŅ̹ƀŅĴŹĴ̹ŲŵĴŲĜŵĜƀňŦşŹ̹ĜŵĴ̹şŦƀ̹şĴĴİĴİ˫̹�şƟ̹ĜİœƄŹƀŞĴşƀŹ̹Ŧŵ̹ƀŦƄĪŅ̐
ups to work are considered disrespectful, which will disturb the qi, and 
the work will be considered a dishonest representation of the artists’ 
ĴşĴŵŀƟ̹Ĝşİ̹ŲĴŵŹŦşĜŘňƀƟ˫̹bŅĜƀ̹ŵĴĿĴŵŹ̹ƀŦ̹ňƀ̹ňŹ̹ĩĴŘňĴƘĴİ̹ƀŅĜƀ̹ŹŅŦ̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹
writer’s personality as in Chinese calligraphy.

#ƄŵƀŅĴŵŞŦŵĴ˦̹ �ĜƘĴƟ̹ ˾ʇʅʆʎ˿̹ ŞĴşƀňŦşŹ̹ ƀŅĴ̹ ƀĴŵŞ̹ ĩĴĜƄƀƟ̹ ňş̹ ƀĴŵŞŹ̹ ŦĿ̹
Japanese culture. First, he stresses the inner and outer beauty, which 
ĪŘĜňŞŹ̹ƀŅĴ̹ƄşňǬĪĜƀňŦş̹ŦĿ̹Şňşİ̹Ĝşİ̹ĩŦİƟ̹ňş̹ĜŵƀƙŦŵŖŹ˫̹,ƀ̹ĜŘŹŦ̹ŵĴĿĴŵŹ̹ƀŦ̹ƀŅĴ̹
ĜŵƀňŹƀ̝Ź̹ĴƞŲĴĪƀĜƀňŦş˦̹ƙŅŦ̹ňŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ĩĴ̹ĜŹ̹ĩĴĜƄƀňĿƄŘ̹Ŧş̹ƀŅĴ̹ňşŹňİĴ̹ĜŹ̹
his artwork on the outside. It is stated that inner beauty actually arises 
from the body’s power, refers to vitality and stamina physically and 
the power of courage, decision, good judgment, determination, vitality, 
resilience, and resolve, and the power of ability, the potential for skillful 
ĜĪĪŦŞŲŘňŹŅŞĴşƀ̹Ĝşİ̹ĿĜŵ̐ŵĴĜĪŅňşŀ̹ƀĜŘĴşƀ˫̹bŅĴŹĴ̹ňşƘňŹňĩŘĴ̹ŴƄĜŘňƀňĴŹ̹ŘĴĜİ̹
ƀŦ̹ ƀŅĴ̹ ŲŅƟŹňĪĜŘ̹ ĩĴĜƄƀƟ̹ ŦĿ̹ ƀŅĴ̹ƙŦŵŖ̹ ĜŹ̹ƘňŹňĩŘĴ̹ ĜŹ̹ ĴƞƀĴŵşĜŘ̹ ĩĴĜƄƀƟ˫̹ ,ƀ̹ ňŹ̹
claimed that the mind encourages and motivates the body, and the art 
ĴƞĴŞŲŘňǬĴŹ̹ƀŵĜİňƀňŦşĜŘ̹7ĜŲĜşĴŹĴ̹ĩĴĜƄƀƟ˫

AŦŵĴŦƘĴŵ˦̹ ƀŅĴ̹ 7ĜŲĜşĴŹĴ̹ ŅĜƘĴ̹ ĩĴĴş̹ ňşĪŘňşĴİ̹ ƀŦ̹ ŵĴŀĜŵİ̹ ƀŅĴ̹ ƄşňǬĪĜƀňŦş̹
of mind and body for a long time, and the beauty of the artwork is 
assessed through the balance within the work. It is stressed that 
symmetrical balance is static; for this reason, the point that the artist 
should stand is in the middle, which refers to not losing the balance, as 
well as not static, but asymmetric, not even but not uneven as in the 
ĪĜŹĴ̹ŦĿ̹�ŅňşĴŹĴ̹Ĝŵƀ̹Ĝşİ̹ƀŅĴ̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹ĩĴĜƄƀƟ̹ňş̹�ŅňşĜ̹˾�ĜƘĴƟ˦̹ʇʅʆʎ˿˫

�ĜƘĴƟ̹˾ʇʅʆʎ˿̹ĪŘĜňŞŹ̹ƀŅĜƀ̹ĜŘŘ̹Ĝŵƀ̹İĴĜŘŹ̹ƙňƀŅ̹ĩĴĜƄƀƟ̹ňş̹İňǣĴŵĴşƀ̹ƙĜƟŹ˦̹Ĝşİ̹
when the foreigner tries to learn a Japanese art, such as shodo, martial 
arts, or tea ceremony in Japan, an understanding of the outer form of 
beauty may be learned. In contrast, the inner part is not realized that 
ĴĜŹňŘƟ˫̹)Ĵ̹ƄşİĴŵŘňşĴŹ̹ƀŅĴ̹ƀĴŵŞ̹ĩĴĜƄƀƟ˦̹ƙŅňĪŅ̹ňŹ̹ŲĴŵĪĴňƘĴİ̹ňş̹ƀŅĴ̹rĴŹƀ˦̹
seems stuck on just the physical appearance of the work. The concept 
ŅĴŵĴ̹ ňŹ̹ ŀňƘĴş̹ ƀŅŵŦƄŀŅ̹ Ĝş̹ ĴƞĜŞŲŘĴ̹ ŦĿ̹ Ĝ̹ ƟŦƄşŀĴr Japanese, whose 
İňŹĪňŲŘňşĴŹ̹Ĵşİňşŀ̹ňş̹̐̚İŦ̛̹ĜŵĴ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ŀƄňİĴ̹Ĝ̹ƙĜƟ̹ŦĿ̹ŘňƘňşŀ˫̹rňƀŅ̹
ƀŅňŹ̹ ĜĪĪƄŹƀŦŞĴİ̹ ƀŦ̹şŦşƘĴŵĩĜŘ̹ ĪŦŞŞƄşňĪĜƀňŦş˦̹ƙŅňĪŅ̹ ňŹ̹ ĜŘŹŦ̹İňǣĴŵĴşƀ̹
ĿŵŦŞ̹ƀŅĴ̹rĴŹƀ˦̹ňƀ̹ňŹ̹ĪĜŵĴĿƄŘŘƟ̹ĜĪŴƄňŵĴİ̹ƀŦ̹ŦĩŹĴŵƘĴ̹ĴƘĴŵƟƀŅňşŀ̹ňş̹Ĝşİ̹ŦƄƀ̹
ŦĿ̹ƀŅĴ̹ĪŘĜŹŹ̹ŀňƘĴş̹ĩƟ̹ƀŅĴ̹ŞĜŹƀĴŵ˫̹)ĴŵĴ˦̹�ĜƘĴƟ̹ŹƀĜƀĴŹ̹ƀŅĜƀ̹ƀŦ̹ƄşİĴŵŹƀĜşİ̹
Ĝşİ̹ ĜŲŲŵĴĪňĜƀĴ̹ 7ĜŲĜşĴŹĴ̹ ĪƄŘƀƄŵĴ̹ ĜŵƀĿƄŘŘƟ˦̹ ŦşĴ̹ ŞƄŹƀ̹ ŵĴŴƄňŵĴ̹ ŵĴĜŘ̹
ŖşŦƙŘĴİŀĴ̹ŦĿ̹ƀŅĴ̹ŦŵňŀňşĜŘ̹ĪƄŘƀƄŵĴ̹˾�ĜƘĴƟ˦̹ʇʅʆʎ˿˫̹

ʊ̹Sumi is a kind of ink that is created by burning oils of various kinds. The soot-carbon molecules 
ĜŵĴ̹ĪŦŘŘĴĪƀĴİ̹Ĝşİ̹ǬƞĴİ̹ƙňƀŅ̹ĜşňŞĜŘ̹ŀŘƄĴ̹Ĝşİ̹ĩĴĪŦŞĴ̹Ĝ̹ŹƀňĪŖ̹ ĿŦŵŞ˫̹[ƄŞň̹ŹƀňĪŖ̹ ňŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ĩĴ̹
ground on a stone with water to prepare to use. The act of moving back and forth on the stone 
ĪŵĴĜƀĴŹ̹ŹƀĜƀňĪ̹ĴŘĴĪƀŵňĪňƀƟ̹ňş̹ƀŅĴ̹ŘňŴƄňİ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ňƀ̹ňŹ̹ĜŘŹŦ̹ĩĴŘňĴƘĴİ̹ƀŅĜƀ̹ŀŵňşİňşŀ̹Sumi ink on a 
ŹƀŦşĴ̹ňŹ̹ĜşŦƀŅĴŵ̹ƙĜƟ̹ƀŦ̹ƀŵĜşŹĿĴŵ̹ŅƄŞĜş̹ĴşĴŵŀƟ̹ƀŦ̹ňşŖ̹˾[ĜƀŦ˦̹ʇʅʆʉ˿˫
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ʋ̹Mu̹ňŹ̹ĴƞŲŘĜňşĴİ̹ňş̹ĴƘĴŵƟİĜƟ̹7ĜŲĜşĴŹĴ˦̹ŞĴĜşňşŀ˦̹̚ şŦƀ˦̹şŦƀŅňşŀ˦̹şŦ˦̹ƙňƀŅŦƄƀ˦̹ňŹ̹şŦƀ˦̹ŅĜŹ̹şŦƀ˦̹şŦƀ̹ĜşƟ̛̹
˾�ĜƘĴƟ˦̹ʇʅʆʎ˥̹ş˫Ų˿˫̹,ƀ̹ňŹ̹ƄŹĴİ̹ĜŹ̹Ĝ̹ŲŵĴǬƞ̹ƀŅĜƀ̹ŵĴĿĴŵŹ̹ƀŦ̹şŦƀ̹ŅĜƘňşŀ̹ŹŦŞĴƀŅňşŀ˫̹)ŦƙĴƘĴŵ˦̹ňƀ̹ŹƄŀŀĴŹƀŹ̹
̚şŦƀŅňşŀşĴŹŹ̛̹ ňŹ̹ Ĝ̹ ŲŅňŘŦŹŦŲŅňĪĜŘ̹ Ŧŵ̹ŞĴƀĜŲŅƟŹňĪĜŘ̹ ŹĴşŹĴ̹ ĜŹ̹ ĪŘĜňŞŹ˫̹AŦŵĴŦƘĴŵ˦̹ ~Ĵş̹ �ƄİİŅňŹƀŹ̹ ĜŵĴ̹
assessed as prominent proponents of mu˫̹,ƀ̹ňŹ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ƀŅĴ̹ĪŵĴĜƀňƘĴ̹ĴşĴŵŀƟ̹Ĝşİ̹ƀŅĴ̹ǭŦƙ̹ŦĿ̹ƀŅĴ̹
brushwork represent his brush movement which is created in a state of mushin̹ ˾ŘňƀĴŵĜŘŘƟ̹ŞĴĜşŹ̹
̚ƀŅĴ̹Şňşİ̹ƙňƀŅŦƄƀ̹Şňşİ̛̹˾rĜƟ̹ŦĿ̹AĜŵƀňĜŘ̹�ŵƀŹ˦̹ʇʅʇʆ˥̹ŲĜŵĜ˫ʆ˿˫

In Japanese calligraphy, it is claimed that great virtuosity comes from 
the balanced interplay of opposites such as inner-outer, mind-body, 
dark-light. In art like shodo˦̹ ƀŅĴ̹ ŲŅƟŹňĪĜŘ̹ ŦƄƀĴŵ̹ ƀĴĪŅşňŴƄĴŹ̹ ŵĴǭĴĪƀ̹ ƀŅĴ̹
Şňşİ̹Ĝşİ̹şŦşŲŅƟŹňĪĜŘ̹ŲŵňşĪňŲŘĴŹ˫̹$ŵĜŹŲňşŀ̹ňƀ̹ĪĜş̹ĩĴ̹ĜĪŅňĴƘĴİ̹ƀŅŵŦƄŀŅ̹
years of close contact with the master, who has been attributed 
ƀŅĴŹĴ̹ ĜŵƀňŹƀňĪ̹ ŴƄĜŘňƀňĴŹ̹ şŦƀ̹ œƄŹƀ̹ ňş̹ Ĝŵƀ̹ ĩƄƀ̹ ĜŘŹŦ̹ ňş̹ ŅňŹ̹ ŘňĿĴ̹ ňİĴĜŘŘƟ˫̹bŅĜƀ̹
means without interior beauty it will not be shodo, but will be shuji 
˾ŅĜşİƙŵňƀňşŀ˿˫̹Shodo̹ ňŹ̹ĴƞŲŘĜňşĴİ̹ĜŹ̹ƀŅĴ̹ƙĜƟ˦̹shuji is just handwriting. 
rŅĴş̹ŹŅŦİŦ̹ňŹ̹ĴƞĴĪƄƀĴİ̹ňş̹Ĝ̹mushinʋ̹ĪŦşİňƀňŦş̹˾ĴŞŲƀƟ̹Şňşİ˿̹ƀŅĜƀ̹ĜŘŹŦ̹
wields the brush, it will be the calligraphers’ desired writing. Being 
present with concentration and practice are needed for shodo.

Moreover, Japanese understanding of aesthetics is often attributed to 
İĜňŘƟ̹ŘňĿĴ̹ĜŹ̹Ĝ̹ĿŦŵŞ̹ŦĿ̹ƀŅĴ̹ĴŞĩŦİňĴİ̹ĿĴĜƀƄŵĴ̹ĜŹ̹ňş̹Ĝŵƀ˫̹bŅĴƟ̹İŦ̹şŦƀ̹ĴƞňŹƀ̹ňş̹
ňŹŦŘĜƀňŦş̹Ŧŵ̹ŹĴŲĜŵĜƀĴ̹ĿŵŦŞ̹ĴƞňŹƀĴşĪĴ˫̹�ŵƄŹŅ̹ƙŵňƀňşŀ̹ňŹ̹Ĝ̹ŲĜŵƀ̹ŦĿ̹ĴƘĴŵƟİĜƟ̹
life in Japan, and shodo̹ ňŹ̹Ĝş̹ĜŲŲŵŦŲŵňĜƀĴ̹ĴƞĜŞŲŘĴ̹ŦĿ̹7ĜŲĜşĴŹĴ̹Ĝŵƀ̹ƙňƀŅ̹
ňƀŹ̹ĜĴŹƀŅĴƀňĪŹ̹ŵĴǭĴĪƀňşŀ̹ŘňĿĴ̹ňş̹Ĝ̹ŲŵĜĪƀňĪĜŘ̹ƙĜƟ̹ňşƀĴŵŞňşŀŘĴİ̹ƙňƀŅ̹ŦŵİňşĜŵƟ̹
life, even enriching living. Japanese aesthetic’s central principle is stated 
as its compromise spiritual as much as artistic principles, refusing to 
ŹĴŲĜŵĜƀĴ̹Şňşİ̹Ĝşİ̹ĩŦİƟ˦̹Ĝŵƀ˦̹Ĝşİ̹ŘňĿĴ˫̹rŅĜƀ̹ňŹ̹İĴƀĴŵŞňşĴİ̹ĜŹ̹ŹňŀşňǬĪĜşƀ̹
ŅĴŵĴ̹ňŹ̹ƀŦ̹ƘĜŘƄĴ̹ĜŵƀňŹƀňĪ̹ŞĴƀŅŦİŹ˦̹ŲŵňşĪňŲŘĴŹ˦̹Ĝşİ̹ĜĴŹƀŅĴƀňĪ̹ŴƄĜŘňƀňĴŹ̹˾ƀŅĴ̹
ŲŵĜĪƀňĪĴ̹ ŦĿ̹ ŲŵĴİĴƀĴŵŞňşĴİ̹ ĿŦŵŞŹ˦̹ ĴŘĴŀĜşƀ̹ ŵĴǬşĴŞĴşƀ˦̹ŞňşňŞĜŘňŹŞ̹ ƀŅĜƀ̹
ŵĴĿĴŵŹ̹ƀŦ̹ŲƄŵĴ̹Ĝşİ̹ĪŘĴĜŵ̹ĴƞŲŵĴŹŹňŦş̹ƙňƀŅŦƄƀ̹ƀŅĴ̹ĪŦŞŲŘĴƞňƀƟ̹ŦĿ̹İĴĪŦŵĜƀňŦş˿̹
ĪŦŞŞŦş̹ƀŦ̹ŞŦŹƀ̹7ĜŲĜşĴŹĴ̹ĜŵƀŹ̹˾�ĜƘĴƟ˦̹ʇʅʆʎ˿˫

,ƀ̹ňŹ̹ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ̹ƙŅĴş̹ĪŦşŹňİĴŵňşŀ̹ƀŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹ĩĴĜƄƀƟ̹ňş̹ƀĴŵŞŹ̹
ŦĿ̹rĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ ňŹ̹ ĴƞĜŞňşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ ,,˫̹ ,ƀ̹ ňŹ̹ŞŦŹƀŘƟ̹
stated that beauty refers to the functional aspect of the letterform and 
ŅŦƙ̹ƙĴŘŘ̹ƀŅĴ̹ƀĴƞƀ̹ňŹ̹ĪŦşŹƀŵƄĪƀĴİ̹Ŧş̹ƀŅĴ̹ŞĜşƄŹĪŵňŲƀŹ̝̹ŲĜŀĴŹ˦̹ňş̹ŵĴŹŲĴĪƀ̹
ŦĿ̹ƀŅĴ̹ŞĜňş̹ĜňŞ̹ŦĿ̹ƙŵňƀňşŀ˥̹ĩĴňşŀ̹ŵĴĜİĜĩŘĴ̹ƀŅĜƀ̹ŹĴŵƘňşŀ̹ĜŹ̹Ĝ̹ŹĴŵƘĜşƀ̹ŦĿ̹
ƀĴƞƀ˫̹,ƀ̹ŲŦňşƀŹ̹Ĝƀ̹ƀŅĴ̹ƘňŹƄĜŘ̹ĜŲŲĴĜŵĜşĪĴ̹ŦĿ̹ƀŅĴ̹ƙŵňƀƀĴş̹ĿŦŵŞ̹ŵĜƀŅĴŵ̹ƀŅĜş̹
ƀŅĴ̹ƙŵňƀĴŵ̝Ź̹ĜƀƀňƀƄİĴ̹Ŧŵ̹ŅňŹ̹ňşşĴŵ̹ĩĴĜƄƀƟ˫̹)ĴşĪĴ˦̹ňƀ̹ƙňŘŘ̹şŦƀ̹ĩĴ̹ƙŵŦşŀ̹ƀŦ̹
claim that Western and East tradition’s beauty in terms of calligraphy 
ňŹ̹ŅňŀŅŘƟ̹İňǣĴŵĴşƀ̹ĿŵŦŞ̹ĴĜĪŅ̹ŦƀŅĴŵ˫̹

On the other hand, looking at the contemporary practices, the 
communication between two cultures seem to make them closer to 
each other in a sense with their overall attitude and intention of the 
ƙŵňƀĴŵŹ˰̹ĜŘŹŦ̹ƀŅĴ̹ŞňşİŹĴƀ̹ĩĴŅňşİ̹ňƀ˦̹ŅŦƙ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ĴƞĴĪƄƀĴİ̹ĿŦĪƄŹňşŀ̹
Ŧş̹ ƀŅĴ̹ ŲŵŦĪĴŹŹ̹ ŞŦŹƀŘƟ̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ ƀŅĴ̹ ŲŵŦİƄĪƀňŦş˦̹ Ĝşİ̹ ĜŘŹŦ̹ ƀŅĴ̹ ǬşĜŘ̹
language of contemporary calligraphy seems to become internationally 
comprehensible. This issue will be discussed in Chapter VI.

�ƀ̹ ƀŅňŹ̹ ŲŦňşƀ˦̹ ňƀ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ ŘŦŦŖ̹ Ĝƀ̹ ~Ĵş̹ �ƄİİŅňŹƀŹ̝̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹
ƙŅňĪŅ̹ ŲŵŦĿŦƄşİŘƟ̹ ňşǭƄĴşĪĴŹ̹ ƀŅĴ̹ Ĝŵƀ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňş̹ 7ĜŲĜş̹ Ĝşİ̹ ĜŹ̹ Ĝ̹
form of Buddhism that places importance on contemplative meditation 
and mental self-discipline and self-reliance. Because as a philosophy, 
~Ĵş̹ŅĜİ̹ Ĝ̹ŅƄŀĴ̹ ňŞŲĜĪƀ̹ Ŧş̹rĴŹƀĴŵş̹ Ĝŵƀ̹ ŹňşĪĴ̹ ƀŅĴ̹ Ĵşİ̹ŦĿ̹ ƀŅĴ̹ ʆʎʈʅŹ̹ ňş̹
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7 The word waka refers to a Japanese poem, also known as tanka̹ŞĴĜşŹ̹̚ŹŅŦŵƀ̹ŲŦĴŞ˦̛ ̹ƙňƀŅ̹Ĝ̹ĿŦŵŞ̹
ƀŅĜƀ̹ňŹ̹ŹŦ̹ĩĜŹňĪ̹ƀŦ̹7ĜŲĜşĴŹĴ̹ŘňƀĴŵĜƀƄŵĴ̹ŹƀňŘŘ̹ŹƀƄİňĴİ̹Ĝşİ̹ƙŵňƀƀĴş̹ƀŦİĜƟ̹˾)ĴňşŵňĪŅ˦̹ş˫İ˫˿˫

8 Haiku̹ ňŹ̹ ƀŅĴ̹ ʆʌ̐ŹƟŘŘĜĩŘĴ̹ 7ĜŲĜşĴŹĴ̹ ŲŦĴŞ˦̹ İĴƘĴŘŦŲĴİ̹ ňş̹ ƀŅĴ̹ ŹĴƘĴşƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˦̹ ŹƀňŘŘ˦̹ Ĝ̹ ŲŦŲƄŘĜŵ̹
ŲŦĴƀňĪ̹ĿŦŵŞ̹İĴŵňƘĴİ̹ĿŵŦŞ̹Ĝş̹ŦŘİĴŵ̹ĿŦŵŞ̹ƙĜŖĜ̹˾�ŵňƀĜşşňĪĜ˦̹ʇʅʇʇ˿˫

ĜŘŘ̹ĪƄŘƀƄŵĜŘ̹ǬĴŘİŹ˦̹ňşĪŘƄİňşŀ̹ŲĜňşƀňşŀ˦̹ŞƄŹňĪ˦̹Ĝşİ̹ŹĪňĴşĪĴ˦̹ňş̹ƙŅňĪŅ̹ƙňƀŅ̹
ĜĴŹƀŅĴƀňĪ̹ĪŦşŹĴŴƄĴşĪĴŹ˦̹ƀŅĴ̹ŘňşĴ̹ŀĴƀŹ̹ƀŅĴ̹ŲŵŦŞňşĴşĪĴ̹ňŞŲŦŵƀĜşĪĴ˦̹Ĝşİ̹
the gesture started to be assessed as an artistic feature that gained a 
ƙŅŦŘĴ̹ŞĴĜşňşŀ̹ňş̹ňƀŹĴŘĿ̹˾AĜƀƄƀĴ˦̹ş˫İ˫˿˫̹

qĜŵňŦƄŹ̹ĜŵƀňŹƀŹ̹ŦĿ̹ƀŅĴ̹ʆʎʉʅŹ˦̹ŹƄĪŅ̹ĜŹ̹bŦĩĴƟ˦̹ƙĴŵĴ̹ňşǭƄĴşĪĴİ̹ĩƟ̹bĜŦňŹŞ̹
and Zen; the concept of emptiness and the idea of the void related to 
Zen were summarized through the artist’s conscience. Considering 
ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ şĜŞĴŘƟ̹ AĴƄŘŞĜş˦̹ ;ĜŞŲĜŹ˦̹
Ĝşİ̹�ŵŦƙş˦̹ŹƀĜƀĴ̹ƀŅĴňŵ̹ŵĴĿĴŵĴşĪĴŹ̹ĿŵŦŞ̹ƀŅĴ̹�ĩŹƀŵĜĪƀ̹ĴƞŲŵĴŹŹňŦşňŹŞ̹Ĝşİ̹
ƀŅĴŹĴ̹ƙĴŹƀĴŵş̹ŲĜňşƀĴŵŹ̹ƙŅŦŞ̹~Ĵş̹Ĝşİ̹ňƀŹ̹ĪŦşĪĴŲƀ̹ĜŘŵĴĜİƟ̹ňşǭƄĴşĪĴİ˦̹ňƀ̹
ňŹ̹ŹňŀşňǬĪĜşƀ̹ƀŦ̹ňşĪŘƄİĴ̹~Ĵş̹Ĝşİ̹ňƀŹ̹ĿĴĜƀƄŵĴŹ̹ňş̹ƀŅňŹ̹ŲĜŵƀ˫

4.2.2. Writings of Zen monks and bokuseki

Zen Buddhism was brought to Japan from China durinŀ̹ ƀŅĴ̹9ĜŞĜŖƄŵĜ̹
TĴŵňŦİ̹ ˾ʆʆʍʊ̏ʆʈʈʈ̹��˿˫̹ ,ƀ̹ ňşĪŦŵŲŦŵĜƀĴİ̹ ƀŅĴ̹ŲŅňŘŦŹŦŲŅňĴŹ̹ ŦĿ̹�ŦşĿƄĪňĜşňŹŞ̹
and Taoism, which are assessed as compatible with the sensibilities 
and approaches to life among warrior classes. These warriors and 
rich merchants, when they were retired, were given a raise as a class of 
ŲŦŲƄŘĜĪĴ˦̹ ŹŦ̐ĪĜŘŘĴİ̹ ƀŅĴ̹ ̚ŘňƀĴŵĜƀň̛̹ ˾[ĜƀŦ˦̹ ʇʅʆʉ˥̹ ʇʈ˿̹ Ŧŵ̹ bunjin̹ ˾bun means 
literature, and jin̹ŞĴĜşŹ̹ŲĴŵŹŦş˿˫̹ ,ƀ̹ ňŹ̹Ĝ̹ĪŘĜŹŹ̹ ƀŅĜƀ̹ŹŖňŘŘĴİ̹ ňş̹ŵĴĜİňşŀ̹Ĝşİ̹
writing, especially involving paintings accompanied by Chinese or 
Japanese poetry, actually cultivated the art of calligraphy, painting, and the 
Chinese style of drinking brewed green tea that added to the tea ceremony 
ĩĴĪĜŞĴ̹ŹňŀşňǬĪĜşƀ˫̹bŅĴ̹ĿŦƄŵ̹ĜşĪňĴşƀ̹�ŅňşĴŹĴ̹ƀŵĴĜŹƄŵĴŹ̹ŞĴşƀňŦşĴİ̹ĩĴĿŦŵĴ̹
the brush, Sumi ink, inkstone, and paper, also became revered items. 
Moreover, a miniaturized container that functions as a container of water, 
suiteki -claimed as inspired by the teapot used in brewing green tea- also 
ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ƄŹĴİ̹ňş̹ĩŦƀŅ̹ŹŅŦİŦ̹Ĝşİ̹ŲĜňşƀňşŀ̹˾,ĩňİ˫˿˫

Zen has learned from the monk-scholar of its’ time; mostly prominent 
ĜĩĩŦƀŹ̹ Ĝƀ̹ ŹňŀşňǬĪĜşƀ̹ ~Ĵş̹ ƀĴŞŲŘĴŹ̹ ĪŦşŹňİĴŵĴİ̹ ƀŅĜƀ̹ ŲĜňşƀňşŀ̹ Ĝşİ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ŦĿ̹�ŅňşĴŹĴ̹ŞŦİĴ̹ƙĴŵĴ̹ĜŹŹňŹƀĜşĪĴ̹ňş̹ƀŅĴ̹ŴƄĴŹƀ̹ĿŦŵ̹Ĝ̹İĴĴŲĴŵ̹
understanding of Zen doctrine on emptiness and on the discourse of 
leaving no trace. Its’ brushed characters are assessed as embodiments 
of the dharma rather than assessed merely signs which are pointing 
ƀŦƙĜŵİŹ̹ ňƀ̹ ˾bĜŵĜ˦̹ ş˫İ˫˿˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ňƀ̹ ƙĜŹ̹ ĴşĪŦƄŵĜŀĴİ̹ ƘĜŵňŦƄŹ̹
arts thrived in the name of Zen practices. Japanese monks trained in 
Zen and Chinese literature used to compose Chinese-style poems, 
writing their verses on paintings, usually created in ink, illustrated 
typical Chinese images of birds, plum blossoms, orchids, bamboo, and 
ŘĜşİŹĪĜŲĴ̹˾AƄŵĜŹĴ˦̹ʇʅʅʇ˿˫̹

�İİňŹŹ̹ ˾ʇʅʆʆ˿̹ ŹƀĜƀĴŹ̹ ~Ĵş̹ ŞŦşŖŹ̹ ĜŵĴ̹ ĜŞŦşŀ̹ ƀŅĴ̹ ĜŵƀňŹƀ̹ ƙňƀŅ̹ ŞŦİĴŵş̹
attitudes beside others, namely waka7 poet-calligraphers, haiku8  
masters, Chinese-style literati, and professional calligraphers. These 
artists with modern attitudes were divided into these categories 
ĩĴĪĜƄŹĴ̹ ƀŅĴƟ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ŘŦĪĜƀĴ̹ ƀŅĴŞŹĴŘƘĴŹ̹ İňǣĴŵĴşƀŘƟ̹ ĿŵŦŞ̹ ĴĜĪŅ̹
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ŦƀŅĴŵ˦̹ Ĝşİ̹ĴĜĪŅ̹ĜŵƀňŹƀ̹ŦĿ̹ ƀŅĴŹĴ̹ĪĜƀĴŀŦŵňĴŹ̹ŅĜŹ̹ĴŞĴŵŀĴİ̹ ĿŵŦŞ̹İňǣĴŵĴşƀ̹
ƀŵĜİňƀňŦşŹ̹ Ĝşİ̹ ŵĴĜĪŅĴİ̹ İňǣĴŵĴşƀ̹ ƘňĴƙĴŵŹ̹ Ĝşİ̹ ŲĜƀŵŦşŹ˫̹ �ƘĴş̹ ƀŅĴŹĴ̹
ŀŵŦƄŲŹ̹ŹŦŞĴƀňŞĴŹ̹ŦƘĴŵŘĜŲ̹ƙňƀŅ̹ĴĜĪŅ̹ŦƀŅĴŵ̹ƙňƀŅ̹ĩŦƄşİĜŵňĴŹ˰̹ƀŅĴƟ̹ŦǣĴŵ̹
a method to approach which reaches a vast number of artists, schools, 
ŹƀƟŘĴŹ̹ŦĿ̹7ĜŲĜşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŹňşĪĴ̹ʆʍʍʋ˫

It is highly considered that, whereas Zen is not dependent on the 
written word theoretically, calligraphy is used as one of the most 
ŹňŀşňǬĪĜşƀ̹ ŹƄŲŲŘĴŞĴşƀĜŵƟ̹ ƀŅĜƀ̹ ĪŦşƘĴƟ̹ ƙŅĜƀ̹ ƙĜŹ̹ şŦƀ̹ ŹƀĜƀĴİ̹ ŦŵĜŘŘƟ˫̹
Writings by Zen monks are called bokuseki̹ƙŅňĪŅ̹ŞĴĜşŹ̹ ̚ňşŖ̹ ƀŵĜĪĴŹ̛̹
˾�şĪƟĪŘŦŲĴİňĜ̹�ŵňƀĜşşňĪĜ˦̹ʇʅʆʌ˿̹ƀŅĜƀ̹ňŹ̹ĪŵĴĜƀĴİ̹ĩƟ̹~Ĵş̹�ƄİİŅňŹƀ̹ŞŦşŖŹ̹
in a meditative state.

In Chinese, the same word moji was originally put into practice in the 
art of writing in general; however, in Japan bokuseki is used as a term, 
particularly for work written by Chinese and Japanese calligraphers. 
,ƀ̹ ĜŘŹŦ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ ~Ĵş̹ ŞŦşŖŹ̝̹ ŦǤĪňĜŘ̹ Ĝşİ̹ ŲŵňƘĜƀĴ̹ ĪŦŵŵĴŹŲŦşİĴşĪĴ˦̹
ƀŅĴňŵ̹ ƙňŘŘŹ˦̹ Ĝşİ̹ ƀĴŹƀĜŞĴşƀŹ˫̹ �ŞŦşŀ̹ ĜŘŘ˦̹ ~Ĵş̹ ŞĜŹƀĴŵ̝Ź̹ ĪĴŵƀňǬĪĜƀĴŹ̹ ŦĿ̹
the transmission of their teaching to pupils are assessed as the most 
ňŞŲŦŵƀĜşƀ̹ňşŖ̹ƀŵĜĪĴŹ˦̹ƙŅňĪŅ̹ŵĴǭĴĪƀ̹ƀŅĴňŵ̹ĴƞŲŦŹňƀňŦş̹Ŧş̹ƀŅĴ̹ƙŦŵİŹ̹ŦĿ̹ƀŅĴ̹
Buddha, and records of the divine names that were given to the pupils 
Ŧŵ̹ƀŅĴ̹şĜŞĴŹ̹ŀňƘĴş̹ƀŦ̹ƀĴŞŲŘĴ̹ĩƄňŘİňşŀŹ̹˾AƄŵĜŹĴ˦̹ʇʅʅʇ˿˫

Even the one intends to categorize the stylistic features of the writings 
ŦĿ̹~Ĵş̹ŞĜŹƀĴŵŹ˰̹ňƀ̹ƙňŘŘ̹ĩĴ̹ĿƄƀňŘĴ̹ňş̹ƀŅĴ̹ĪŦşƀĴƞƀ̹ŦĿ̹~Ĵş̹ƀĴĜĪŅňşŀ̹İƄĴ̹ƀŦ̹ƀŅĴ̹
reason that Zen emphasizes the discovery of the truth outside and beyond; 
ŅĴşĪĴ̹ƀŅĴ̹ƙŵňƀňşŀŹ̹ŦĿ̹~Ĵş̹ŞĜŹƀĴŵŹ̹ĜŵĴ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ĩĴ̹ ňş̹ƀŅĴ̹ĴƞŲŵĴŹŹňŦş̹
ŦĿ̹ ƀŅĴňŵ̹ ňşİňƘňİƄĜŘ̹ ĪŅĜŵĜĪƀĴŵŹ˫̹ bŅĜƀ̹ ŞĴĜşŹ̹ ~Ĵş̹ ŲŵĜĪƀňĪĴŹ̹ ĜŵĴ̹ ƄşňŴƄĴŘƟ̹
ĴƞŲŵĴŹŹňƘĴ̹ŦĿ̹ƀŅĴ̹ňşşĴŵ̹ŞňşİŹ̹ŦĿ̹ƀŅĴ̹ƙŦŵŖňşŀ̹ƙŵňƀĴŵ˰̹ƀŅƄŹ˦̹ňƀ̹ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹
bokuseki̹ŵĴǭĴĪƀŹ̹Ĝş̹ňşİĴŲĴşİĴşƀ̹ƀŵĴşİ̹ƙňƀŅňş̹7ĜŲĜşĴŹĴ̹ŅňŹƀŦŵƟ̹˾,ĩňİ˫˿˫

�Ź̹�ĜƘĴƟ̹ ˾ʇʅʆʎ˿̹ ĪŘĜňŞŹ˦̹ shodo illustrates motion in stillness, which is 
desired for the calligraphy. It is supposed to look alive. While traditional 
7ĜŲĜşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ĴƞŲŘĜňşĴİ̹ ĜŹ̹ ŹƀĜĩŘĴ˦̹ ĩĜŘĜşĪĴİ˦̹ Ĝşİ̹ ŲŦŹňƀňƘĴ˦̹ ňƀ̹
may be dead, not dynamic. With shodo and asymmetrical balance, it 
will look more natural and alive. It also leads to a response from the 
viewer to this art, inevitably on a conscious level. 

For the sho artist, when the unity of mind and hand occurs, the mind 
will be in the present, which is encouraged by shodo and meditation. In 
meditation, it is claimed as one has a chance to watch the movement 
of thought, and if one is capable enough, he can notice a gap between 
ƀŅŦƄŀŅƀŹ˫̹�Ź̹ ňĿ̹ ňş̹ ƀŅĜƀ̹ ŹŲĜĪĴ˦̹ ƀŅĴ̹ ƀŅŦƄŀŅƀŹ̹ŲĜŹŹ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹Şňşİ̹ĜŹ̹
ƀŅňŹ̹ ĩĴňşŀ̹ ƙňƀŅŦƄƀ̹ ĪĴĜŹňşŀ̹ ƀŦ̹ ĴƞňŹƀ˦̹ ƙňƀŅŦƄƀ̹ ŘŦŹňşŀ̹ ĪŦşŹĪňŦƄŹşĴŹŹ˫̹
There is something in that space in a split second, but not a thought. 
When the mind is empty in this sense, the perception is not dependent 
Ŧŵ̹ŞŦİňǬĴİ̹ĩƟ̹ŞĴŞŦŵƟ̹Ŧŵ̹ĪŦşŹĪňŦƄŹ̹ƀŅŦƄŀŅƀ̹ĩƄƀ̹ƀŅĴ̹ŞƄŹĪŘĴ̹ŞĴŞŦŵƟ˦̹
which implies that the body moves the mind as if the muscle has a 
ĩŵĜňş˫̹ bŦ̹ ŀĜňş̹ ŞƄŹĪŘĴ̹ ŞĴŞŦŵƟ˦̹ ĪŦşŹƀĜşƀ̹ ŲŵĜĪƀňĪĴ̹ ĪĜŵŵňĴŹ̹ ŹňŀşňǬĪĜşƀ̹
ňŞŲŦŵƀĜşĪĴ̹˾�ĜƘĴƟ˦̹ʇʅʆʎ˿˫

,ƀ̹ ňŹ̹Ĝ̹ŲŘĜĪĴ̹ƀŅĜƀ̹ ňŹ̹İĴŹĪŵňĩĴİ̹ĜŹ̹̚Ĝ̹ŲŘĜĪĴ̹ƙŅĴŵĴ̹ƀňŞĴ̹ŅĜŹ̹şŦ̹ŞĴĜşňşŀ˦̹
language is absent, the truth is observed and the only limitation is no 
ŘňŞňƀĜƀňŦş̛̹˾�ŵşŦŘİ̹Λ̹)ĜƄŹĴŘ˦̹ʇʅʆʊ˥̹wq˿˫

IV. CHINESE AND JAPANESE CALLIGRAPHY TRADITION:
INFLUENCES ON THE WESTERN CONTEMPORARY CALLIGRAPHY
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Fig. 31. Juin Onko (1718-1804), 
hanging scroll, ink on paper, 
Edo period (1615-1868), 
Source: Murase, (2002: 157).

Even mainly associated with Zen Buddhism and the martial arts, as a 
universal concept consisting of training the muscle memory to react 
ĜŲŲŵŦŲŵňĜƀĴŘƟ̹ ƄşİĴŵ̹ ŅňŀŅ̐ŲŵĴŹŹƄŵĴ̹ ŹňƀƄĜƀňŦşŹ̹ ˾�şŀ˦̹ ʇʅʇʅ˿˫̹ bŅĴŹĴ̹
all concepts mentioned here, without subtly declaring, in various 
ŹƀĜƀĴŞĴşƀŹ̹ ŦĿ̹ ƀŅĴ̹ ƙŵňƀĴŵŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿˦̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿̹
Ĝşİ̹ �ŵŦƙş̹ ˾ʇʅʆʌ˿˦̹ ĜŘŹŦ̹ ňş̹ƘĜŵňŦƄŹ̹ ŹƀĜƀĴŞĴşƀŹ̹ Ĝşİ̹ İĴŹĪŵňŲƀňŦşŹ̹ ŦĿ̹ ƀŅĴ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ƀŅĜƀ̹ ňŹ̹ ĴƞĜŞňşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,˦̹ ĪĜş̹ ĩĴ̹
traced. Constant practice is encouraged in courses and workshops, as 
ĪĜş̹ĩĴ̹ŹĴĴş̹ňş̹ƀŅĴ̹ĜŲŲĴşİňƞ˦̹ĿŦŵ̹ƀŅĴ̹ĴƞĜĪƀ̹ŹĜŞĴ̹ŵĴĜŹŦş˦̹ƀŦ̹ĴŹƀĜĩŘňŹŅ̹ƀŅĴ̹
ƄşňƀƟ̹ŦĿ̹ƀŅĴ̹Şňşİ̹Ĝşİ̹ĩŦİƟ̹Ĝşİ̹ĜĪŴƄňŵĴ̹ŞƄŹĪŘĴ̹ŞĴŞŦŵƟ˫

�şŦƀŅĴŵ̹şŦƀĴƙŦŵƀŅƟ̹ĿĴĜƀƄŵĴ̹ňŹ̹ƀŅĴ̹ŹŦ̐ĪĜŘŘĴİ̹ĪňŵĪŘĴ̹Źňŀş̹˾$�#$� ).÷˿˦̹ƙŅňĪŅ̹
symbolizes the enlightened state, also highly respected in the Zen 
world. The tradition of brushing such circles dates back to the eighth 
ĪĴşƀƄŵƟ̹ňş̹�ŅňşĜ˦̹Ĝşİ̹İŵĜƙňşŀ̹Ĝ̹ŲĴŵĿĴĪƀ̹ĪňŵĪŘĴ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ĴƞƀŵĴŞĴŘƟ̹
İňǤĪƄŘƀ˫̹,ƀ̹ĜŘŹŦ̹ŵĴƘĴĜŘŹ̹ƀŅĴ̹ŹƀĜƀĴ̹ŦĿ̹Şňşİ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹Ĝƀ̹ƀŅĴ̹ƀňŞĴ̹
that he makes it. When a part of it is missing, or something is added to 
it, it cannot be called a circle. The highest aim is to make a circle with 
perfections, without wrong turns. If a calligrapher dedicates himself 
entirely to this idea, the act of writing by brush in hand and drawing a 
ĪňŵĪŘĴ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ŞĴĜşŹ̹ŦĿ̹ŹŲňŵňƀƄĜŘ̹ĪƄŘƀňƘĜƀňŦş̹˾AƄŵĜŹĴ˦̹ʇʅʅʇ˿˫̹

,ş̹#ňŀ˫̹ʈʆ˦̹7Ƅňş̹HşŖŦ̝Ź̹ňŞĜŀĴ̹ŦĿ̹ƀŅĴ̹ŹňşŀŘĴ̹ĪňŵĪŘĴ̹ňŹ̹ĩŵƄŹŅĴİ̹ňş̹ŦşĴ̹İĴĿƀ̹
swath in the space of a single breath. 

�ŘƀŅŦƄŀŅ̹ ňƀ̹ ŞĜƟ̹ ŹŅŦƙ̹ ŹŦŞĴ̹ ňŵŵĴgularity, the resulting white space 
inside the circle stands out clearly -perhaps such a creation can only 
come from the brush of one who has lived a long time. Though this 
ƙŦŵŖ̹ ňŹ̹ ŹŘňŀŅƀŘƟ̹ İňǣĴŵĴşƀ̹ ĿŵŦŞ̹ƙŅĜƀ̹ƙĴ̹ŅĜƘĴ̹ ĪŦŞĴ̹ ƀŦ̹ ŖşŦƙ̹ ĜŹ̹7Ƅňş̝Ź̹
ƀƟŲňĪĜŘ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ĴƞŲŵĴŹŹňŦş˦̹ ňƀ̹ ĴƞĪĴŘŹ̹ ňş̹ ƀŅĴ̹ ŲŦƙĴŵĿƄŘ̹ Ĝşİ̹ ŹŲňŵňƀĴİ̹
movement of the brush. It deeply communicates the sense of transport 
and abundance that marks one who has achieved an enlightened state.



ʇʌʊ

bŦ̹ŹƄŞ̹ƄŲ˦̹~Ĵş̹ŅĜŹ̹Ĝ̹ƀŵĜİňƀňŦş̹ŦĿ̹ƄŹňşŀ̹ŹŅŦİŦ̹ƀŦ̹ĴƞŲŵĴŹŹ̹ňƀŹ̹ŲŵňşĪňŲŘĴŹ̹
that can be observed through famous artists or meditators; however, 
not all Japanese calligraphy can be characterized as Zen art of Zen 
ĪĜŘŘňŀŵĜŲŅƟ˫̹ �ŘŘ̹ ~Ĵş̹ŞŦşŖŹ̹ ĜŵĴ̹ şŦƀ̹ ŲŵŦĿĴŹŹňŦşĜŘ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ˾�ĜƘĴƟ˦̹
ʇʅʆʎ˿˫̹ bŅĴňŵ̹ƙŵňƀňşŀ̹ ĿŦŘŘŦƙŹ̹ ŘňĩĴŵĜŘ̹ ĿŦŵŞŹ̹ƙňƀŅ̹ ĴƞƀŵĴŞĴŘƟ̹ ŘŦŦŹĴ̹ ŵƄŘĴŹ˫̹
bŅĴ̹ŵƄŘĴŹ̹İŦ̹şŦƀ̹İĴĪňİĴ̹ƀŅĴ̹ǬşĜŘ̹ŹŅĜŲĴ̹ŦĿ̹ƀŅĴ̹ĪŅĜŵĜĪƀĴŵ̹Ŧŵ̹İĴǬşňƀňŦş̹ŦĿ̹
ŹŲĜĪĴ˫̹)ĴşĪĴ˦̹ƀŅĴňŵ̹ƙŵňƀňşŀ̹ňŹ̹ƄşŵĴŹƀŵĜňşĴİ˫̹rŅňŘĴ̹ňƀ̹ňŹ̹ĴşŀĜŀĴİ̹ƙňƀŅ̹Ĝ̹
ƘŦňİ̹Şňşİ̹Ĝşİ̹ŲƄŵĴ̹ĴŞŦƀňŦş˦̹ƥĴş̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ĴƞĴĪƄƀĴİ̹ĩƟ̹ƀŅĴ̹ĴşƀňŵĴ̹
body. Visually Zen calligraphy is highly abstract; for this reason, it is 
somewhat related in its appearance and general concept to western 
ĜĩŹƀŵĜĪƀ̹ŲĜňşƀňşŀ̹˾�ĴƟŦşİ̹�ĜŘŘňŀŵĜŲŅƟ˦̹ʇʅʆʅ˿˫

)ĴŵĴ˦̹ňƀ̹ňŹ̹şĴĪĴŹŹĜŵƟ̹ƀŦ̹ƄşİĴŵŘňşĴ̹ƀŅĜƀ̹shodo̹ŞĜƟ̹ĩĴ̹ŵĴĜİ̹Ĝşİ̹ňşǭƄĴşĪĴİ̹
ĩƟ̹ŲĜŵĜŘŘĴŘŹ̹ňş̹rĴŹƀĴŵş̹ĜĩŹƀŵĜĪƀ̹ĴƞŲŵĴŹŹňŦşňŹŞ̹ĩĴĪĜƄŹĴ̹ƀŅĴƟ̹ŞĜƟ̹ŲĴŵĪĴňƘĴ̹
through their abstract forms by Westerns with or without knowledge 
ŦĿ̹7ĜŲĜşĴŹĴ̹ĪƄŘƀƄŵĴ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹)ŦƙĴƘĴŵ˦̹�ĜƘĴƟ̹ ˾ʇʅʆʎ˿̹ ĪŘĜňŞŹ̹ ƀŅĜƀ̹
even historically, it may be true, shodo̹ ĪĜşşŦƀ̹ ĩĴ̹ ĜŹŹƄŞĴİ̹ ƀŦ̹ĩĴ̹ ĴŴƄĜŘ̹
to abstract art. From his point of view, the viewer mostly reaches to the 
artist’s dynamic qi̹ŵĴǭĴĪƀĴİ̹ňş̹ƀŅĴ̹ƙŦŵŖ̹ŦĿ̹Ĝŵƀ̹ƙňƀŅ̹ŅňŹ̹İĴĴŲĴŹƀ̹ĿĴĴŘňşŀŹ̹
and emotions at the instant touches of the brush to paper. It is stated as 
what the viewer appreciates, mostly without reading or understanding 
ƀŅĴ̹ƀĴƞƀ̹Ŧŵ̹Ĝ̹ĪŅĜŵĜĪƀĴŵ˫̹,ƀ̹ňŹ̹ĜŘŹŦ̹ŲŵĴĪňŹĴŘƟ̹ƙŅĜƀ̹ƙĴŹƀĴŵşĴŵŹ̹ĪŦŞŲŵĴŅĴşİ̹
as abstraction, contrary to Easterners, who assume the feelings and 
emotions of the artists represented by his work are a kind of abstraction.

Even with highly abstract lines, strokes, forms, or compositions, 
Chinese or Japanese calligraphy described as abstract forms are not 
ĜĪĪƄŵĜƀĴ˫̹;ŦŦŖňşŀ̹Ĝƀ̹ ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹�ŅňşĴŹĴ̹ĴƞĜŞŲŘĴŹ̹ŦĿ̹wƄ̹�ňşŀ˦̹
rĜşŀ̹�ŦşŀŘňşŀ˦̹rĜşŀ̹BĜşŞňşŀ˦̹Ŧŵ̹7ĜŲĜşĴŹĴ̹ĜƘĜşƀ̐ŀĜŵİĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
ƙŅŦ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ňş̹ƀŅĴ̹ĿŦŘŘŦƙňşŀ̹ŲĜŀĴŹ˦̹ƙŅŦ̹ĴƞĴĪƄƀĴ̹ƄşŵĴĜİĜĩŘĴ̹
ƙŦŵŖŹ˦̹ Ĝşİ̹ ŅňŀŅŘňŀŅƀňşŀ̹ ƀŅĴ̹ ƘňŹƄĜŘ̹ ĴƞŲŵĴŹŹňƘňƀƟ̹ ŦĿ̹ ƀŅĴ̹ ŹĪŵňŲƀ̹ ŦĿ̹
Japan, gradually release the calligraphy from the meaning of written 
characters, from a character in general, creating works in the direction 
ŦĿ̹ ĜĩŹƀŵĜĪƀňŦş̹ ˾�ŦŀİĜşŦƘĜ̐9ƄŞŞĴŵ˦̹ ʇʅʇʅ˿˦̹ ŹƀňŘŘ̹ ĜŲŲŵĴĪňĜƀĴİ̹ ƀŅŵŦƄŀŅ̹
ŅŦƙ̹ƀŅĴƟ̹ŹĜňİ̹Ŧŵ̹ĴƞŲŵĴŹŹĴİ̹ňƀ̹ŵĜƀŅĴŵ̹ƀŅĜş̹ƙŅĜƀ̹ƀŅĴƟ̹ŹĜňİ̹Ŧŵ̹ĴƞŲŵĴŹŹĴİ˫̹
Even to break all restrained coming with tradition, it is still described 
ĜŹ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŵĴşİĴŵňşŀ̹ ĴƞĴĪƄƀĴİ̹ ƙňƀŅ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ĩĜĪŖŀŵŦƄşİ˦̹
ŵĴǭĴĪƀňşŀ̹ŹňŞňŘĜŵ̹ĜĴŹƀŅĴƀňĪ̹ŲŵňşĪňŲŘĴŹ̹Ĝşİ̹ĪŦşĪĴŲƀŹ̹ŦĿ̹ĩĴĜƄƀƟ˫̹

,ƀ̹ŘĴĜİŹ̹ƀŦ̹ƀŅĴ̹ŴƄĴŹƀňŦş̹ŦĿ̹ŅŦƙ̹ŦşĴ̹ĪĜş̹İňǣĴŵ̹shodo from mere handwriting. 
,ƀ̹ňŹ̹ŀňƘĴş̹Ĝ̹Ņňşƀ̹Ĝşİ̹ĴƞŲŘĜňşŹ̹ƀŅĜƀ̹ňĿ̹ƙŅĜƀ̹ŦşĴ̹ƙŵňƀĴŹ̹ňŹ̹şŦƀ̹ĜŹ̹ňŞŲŦŵƀĜşƀ̹
as how one writes, it refers to shodo˦̹ ŘňŖĴ̹ƀŅĴ̹İňǣĴŵĴşĪĴ̹ĩĴƀƙĴĴş̹ǬşĴ̹Ĝŵƀ̹
Ĝşİ̹ŹŦŞĴƀŅňşŀ̹ŲƄŵĴŘƟ̹ƄƀňŘňƀĜŵňĜş˫̹)ŦƙĴƘĴŵ˦̹ƀŅŦŹĴ̹ƀƙŦ˦̹ňş̹ŹŦŞĴ̹ĪĜŹĴŹ˦̹ŞĜƟ̹
ŦƘĴŵŘĜŲ˦̹ĪŵĴĜƀĴİ̹ƀŦ̹Ĝ̹İňǣĴŵĴşƀ̹ŞŦƀňƘĜƀňŦş˫̹Shodo is accustomed to looking 
at the subconscious and positively changing the unconscious as moving 
ŞĴİňƀĜƀňŦş̹ĩĴĪĜƄŹĴ̹ňƀ̹ňŹ̹Ĝ̹ƙĜƟ̹ĪŦŞŲŘĴƀĴ̹ƙňƀŅ̹ƙŵňƀňşŀ̹˾�ĜƘĴƟ˦̹ʇʅʆʎ˿˫

�Ĵŀňşşňşŀ̹ƙňƀŅ̹ƀŅĴ̹[ĴĪŦşİ̹rŦŵŘİ̹rĜŵ̹Ĝşİ̹İƄŵňşŀ̹ƀŅĴ̹ʆʎʊʅŹ˦̹7ĜŲĜşĴŹĴ̹
ƀŵĜİňƀňŦşĜŘ̹ Ĝŵƀ̹ ĩĴŀĜş̹ ƀŦ̹ ĜŘƀĴŵ̹ ƄşİĴŵ̹ ƀŅĴ̹ ňşǭƄĴşĪĴ̹ ŦĿ̹ Ĝ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
movement. The individual preferences and styles of calligraphy 
ĩĴŀĜş̹ƀŦ̹ĩĴ̹ŞŦŵĴ̹ƘňŹňĩŘĴ̹ƀŅĜş̹ŵĴǭĴĪƀĴİ̹ňş̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̝̹rŦŵŖŹ˦̹ƙŅňĪŅ̹
no longer belong to the category of simply depicting ideograms. 
)ŦƙĴƘĴŵ˦̹ ƀŅĴƟ̹ĩĴŀĜş̹ ƀŦ̹ ƀŵĜşŹĿŦŵŞ̹ ňşƀŦ̹ ĜĩŹƀŵĜĪƀ̹ŲĜňşƀňşŀŹ̹ ňş̹ Ĝ̹ ŹĴşŹĴ˦̹
no longer restricted by the traditional writing system and mindset 
mentioned earlier in this part. Whereas the meaning of the character is 



ʇʌʋ

ĜĩĜşİŦşĴİ˦̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ĴƞŲŵĴŹŹňŦş̹ŦĿ̹ƀŅĴ̹ƙŦŵŖ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ĜŲŲŵĴĪňĜƀĴİ̹
aesthetically in a new way, and each individual is willing to create a 
ŲĴŵŹŦşĜŘ̹ŹƀƟŘĴ̹ƀŅĜƀ̹ŵĴŲŵĴŹĴşƀŹ̹ƀŅĴ̹ĴƞĜĪƀ̹ŞŦŞĴşƀ̹ŦĿ̹ŅňŹ̹ĴƞĴĪƄƀňŦş̹˾[ĜƀŦ˦̹
ʇʅʆʉ˿˫̹ �Ź̹ ŞĴşƀňŦşĴİ̹ ĴĜŵŘňĴŵ̹ ƀƙĴşƀňĴƀŅ̹ ĪĴşƀƄŵƟ˦̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ŹƀĜŵƀĴİ̹ ƀŦ̹ ŵĴƘňƘĴ̹ĩƟ̹ ƀŅĴ̹ŞŦİĴŵşňŹƀ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˰̹ ǬŵŹƀ˦̹ ƀŅĴ̹ ĜŵƀňŹƀŹ̹ ŘňŖĴ̹
AŦŵŵňŹ˦̹ ƀŅĴş̹7ŦŅşŹƀŦş˦̹;ĜŵňŹŅ˦̹Ĝşİ̹9ŦĪŅ˦̹ƘĜŵňŦƄŹ̹ĜşĪňĴşƀ̹ŹĪŵňŲƀŹ̹ƙĴŵĴ̹
interpreted once again, blending with the personal attitudes of the 
ĪĜŘŘňŀŵĜŲŅĴŵ˫̹ bŅĴ̹ ƙŵňƀƀĴş̹ ƀĴƞƀ̹ ƙĜŹ̹ ŹƀňŘŘ̹ ŵĴĜİĜĩŘĴ̹ Ĝşİ̹ ƙŵňƀňşŀ˰̹ ŅĴşĪĴ̹
calligraphy still served as an aid of speaking words parallel to the 
western understanding of writing mentioned in Chapter II.

,ƀ̹ ňŹ̹ƀŅĴ̹ŲŦňşƀ̹ƀŅĜƀ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŹƀĜŵƀĴİ̹ƀŦ̹ŴƄĴŹƀňŦş̹ƀŅĴ̹şĜƀƄŵĴ̹ŦĿ̹ƀŅĴ̹
art of calligraphy, the need for legible written words, also the relation 
to abstract art, which occurred at the end of the twentieth century 
ňş̹ ƀŅĴ̹ rĴŹƀ˫̹ rŅĴƀŅĴŵ̹ İňǣĴŵĴşƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŹĪŅŦŦŘŹ̹ ŲŵŦƘňİĴ̹ ƘĜŵňŦƄŹ̹
ĜşŹƙĴŵŹ̹ƀŦ̹ƀŅňŹ̹ŴƄĴŹƀňŦş̹ňş̹ƘĜŵňŦƄŹ̹ŹƀƟŘĴŹ˦̹ĿŵŦŞ̹ĪŦşŹĴŵƘĜƀňƘĴ̹ƀŦ̹ŵĜİňĪĜŘ˦̹
among all, it is claimed that the avant-garde Japanese calligraphy 
ňŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ŞŦŹƀ̹ ŹňŀşňǬĪĜşƀ̹ Ĝşİ̹ ŵĜİňĪĜŘ̹ ŹƀƟŘĴŹ̹ ˾[ĜƀŦ˦̹ ʇʅʆʆ˿˫̹ #Ŧŵ̹ ƀŅňŹ̹
reason, to provide various knowledge and insight about the theme of 
ĪŦşƀĴŞŲŦŵĜŵƟ̹7ĜŲĜşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ňƀ̹ƙňŘŘ̹ ĩĴ̹ ĜŲŲŵŦŲŵňĜƀĴ̹ ƀŦ̹ ĴƞĜŞňşĴ̹
ƀŅĴ̹ĜƘĜşƀ̐ŀĜŵİĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ ňş̹7ĜŲĜş˦̹ƙŅňĪŅ̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ňşǭƄĴşĪĴİ̹ĩƟ̹
Chinese tradition also in mutual relation to Western art. Furthermore, 
it is believed that the connection and references taken by contemporary 
western calligraphers will be discussed in Chapter VI.

4.2.3. The avant-garde calligraphy in Japan 

�ŦŀİĜşŦƘĜ̐9ƄŞŞĴŵ̹ ˾ʇʅʇʅ˿̹ ŹƀĜƀĴŹ̹ that it is not easy to apprehend 
the post-war avant-garde calligraphy without understanding the 
ŞŦİĴŵşňƥĜƀňŦş̹ ŲĴŵňŦİ̹ ŦĿ̹ 7ĜŲĜş̹ ŹňşĪĴ̹ ƀŅĴ̹ AĴňœň̹ ŲĴŵňŦİ̹ ˾ʆʍʋʍ̐ʆʎʆʇ˿˦̹
ƙŅĴş̹ ƀŅĴ̹ şĴƙ̹ŞŦİĴŵş̹ ŹƀĜƀĴ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ŵĴİĴǬşĴ̹ ňƀŹĴŘĿ̹ ňş̹ ŹĴĜŵĪŅ̹ ŦĿ̹ Ĝ̹
visual identity that would be suitable to the modern philosophy. It 
formed according to the new needs of the country, and calligraphy 
was perceived as a block to the modernization of the country. Between 
ŲŦŘňĪƟŞĜŖĴŵŹ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ƀŅĴŵĴ̹ƙĜŹ̹Ĝ̹ĪŦşǭňĪƀ̹ĩĴƀƙĴĴş̹ƀŅĴ̹şĴƙ̹
Japanese state oriented toward Europe, the United States, and the 
bŵĜİňƀňŦşĜŘ̹�ĜŹƀ̹�ŹňĜş̹ĪƄŘƀƄŵĜŘ̹ŦŵİĴŵ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ ňƀ̹ ňŹ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹
its highly respected status fell with the restoration. In comparison, 
calligraphy was at the loftiest position on the hierarchy of visual arts 
in traditional Japan because of its connection with ancient knowledge 
Ĝşİ̹ŹĴŘĿ̐İňŹĪňŲŘňşĴ̹ŵĴŴƄňŵĴİ̹ ĿŦŵ̹ŲŵĜĪƀňĪĴ˦̹ƙŅňĪŅ̹ ňŹ̹ĜŘŹŦ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ ƀŅĴ̹
foundation of literati arts that inform ink painting. 

With the reforms in the Meiji period, it is stated that the main reference 
of the Japanese art system shifted to the European model from the 
Chinese. The term bijutsu̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ĩĴ̹ƄŹĴİ̹ ƀŦ̹ ŵĴĿĴŵ̹ ƀŦ̹ǬşĴ̹ĜŵƀŹ̹ Ĝşİ̹
ŅĜŹ̹ ňƀŹ̹ŵŦŦƀŹ̹ ňş̹ƀŅĴ̹$ĴŵŞĜş̹ƀĴŵŞ̹kuntsgewerbe˫̹�ĪĪŦŵİňşŀ̹ƀŦ̹ ňƀ˦̹ ƀŅĴŵĴ̹
needed reformulation that led to the structural changes, and there was 
no place for calligraphy since it had no direct counterparts in models of 
Europe. This situation caused calligraphy to be replaced by painting as 
ƀŅĴ̹ŞŦŹƀ̹ŲŵĴŹƀňŀňŦƄŹ̹ƘňŹƄĜŘ̹Ĝŵƀ˫̹bŅĜƀ̹ŞĴĜşŹ̹ňş̹ƀŅĴ̹ĴƞŲŦŹňƀňŦşŹ̹ŦĿ̹ʆʍʎʅ˦̹
ĪĜŘŘňŀŵĜŲŅƟ̹ƙĜŹ̹ǬŵŹƀ̹ŹĴŲĜŵĜƀĴİ̹ĿŵŦŞ̹ŲĜňşƀňşŀ̹Ĝşİ̹ŹňƀƄĜƀĴİ̹Ĝƀ̹ƀŅĴ̹Ĵşİ̹ŦĿ̹
ƀŅĴ̹Ĝŵƀ̹ŹĴĪƀňŦş˦̹ŀŵŦƄŲĴİ̹ĪŘŦŹĴŵ̹ƀŦ̹ƀŅĴ̹ĪŵĜĿƀŹ̹ŹĴĪƀňŦş˰̹ƀŅĴş˦̹ňş̹ʆʎʅʈ˦̹ƀŅĴŵĴ̹
was no calligraphy section at all.
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It was the time that there was a discussion about whether calligraphy 
ƙĜŹ̹Ĝŵƀ̹Ŧŵ̹şŦƀ̹ƀŅĜƀ̹ŦĪĪƄŵŵĴİ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ŦňŘ̹ŲĜňşƀĴŵ̹9ŦƟĜŞĜ̹[ŅŭƀĜŵŭ̹
˾ʆʍʊʌ̐ʆʎʆʋ˿̹Ĝşİ̹7ĜŲĜşĴŹĴ̹Ĝŵƀ̹ ƀŅĴŦŵĴƀňĪňĜş̹HŖĜŖƄŵĜ̹9ĜŖƄƥŭ̹ ˾ʆʍʋʇ̐ʆʎʆʈ˿˫̹
9ŦƟĜŞĜ̹ [ŅŭƀĜŵŭ̹ ŦǣĴŵĴİ̹ ƀŦ̹ ĴƞĪŘƄİĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĿŵŦŞ̹ ƀŅĴ̹ ǬşĴ̹ ĜŵƀŹ̹
˾bijutsu˿̹ŦǤĪňĜŘŘƟ̹ŹňşĪĴ̹ ňƀ̹ƙĜŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ƄşǬƀ̹ĿŦŵ̹ƀŅĴ̹şĴƙ̹ŲĜŵĜİňŀŞ˫̹
)ňŹ̹ ŲŵŦŲŦŹĜŘ̹ ƙĜŹ̹ ĩĜŹĴİ̹ Ŧş̹ ƀŅĴ̹ ňİĴĜ̹ ƀŅĜƀ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĜŞŦşŀ̹ ŦƀŅĴŵ̹
things, belonged to language and script rather than visual images. 
Moreover, foreign visitors would not understand it; hence, it was 
ƄşŹƄňƀĜĩŘĴ̹ĿŦŵ̹ňşƀĴŵşĜƀňŦşĜŘ̹ĴƞŅňĩňƀňŦşŹ˫̹)Ĵ̹ƄşİĴŵŘňşĴİ̹ƀŅĜƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹
ŹŅŦƄŘİ̹ĩĴ̹Ĝ̹ŲĜŵƀ̹ŦĿ̹ŹĪŅŦŦŘ̹ĴİƄĪĜƀňŦş˦̹şŦƀ̹ňş̹ƀŅĴ̹ǬşĴ̹ĜŵƀŹ˫̹#ƄŵƀŅĴŵŞŦŵĴ˦̹
HŖĜŖƄŵĜ̹9ĜŖƄƥŦ̹ŲƄĩŘňŹŅĴİ̹Ĝ̹İĴƀĜňŘĴİ̹ĪŵňƀňĪĜŘ̹ŵĴŹŲŦşŹĴ̹ƀŦ̹9ŦƟĜŞĜ˦̹Ĝşİ̹
he stressed that time would reveal whether calligraphy belonged to the 
ǬşĴ̹ĜŵƀŹ̹Ŧŵ̹şŦƀ̹˾9ĜŖƄƥŭ̹Λ̹$ŦİİĜŵİ˦̹ʇʅʆʇ˿˫̹

;ŦŦŖňşŀ̹Ĝƀ̹ƀŅĴ̹rĴŹƀ̹ňş̹ƀŅĴ̹ʆʍʍʅŹ˦̹ƀŅĴ̹ňşƀĴŵşĜƀňŦşĜŘ̹Ĝŵƀ̹ŞŦƘĴŞĴşƀ˦̹art 
nouveau, characterized by employing organic, ornamental shapes and 
ŲĜƀƀĴŵşŹ˦̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ňşƀĴŀŵĜƀĴ̹ ĜŘŘ̹ƙňƀŅňş̹ Ĝŵƀ̹ Ĝşİ̹ İĴŹňŀş˫̹�Ź̹ Ĝ̹ şĜƀƄŵĜŘ̹
ŵĴĜĪƀňŦş̹ƀŦ̹ƀŅĴ̹,şİƄŹƀŵňĜŘ̹WĴƘŦŘƄƀňŦş˦̹Ĝ̹ŅňŀŅ̹ŘĴƘĴŘ̹ŦĿ̹ĪŵĜĿƀŞĜşŹŅňŲ̹ƙĜŹ̹
ŵĴŴƄňŵĴİ̹ĜŹ̹Ĝ̹şĴƙ̹ŹƀƟŘĴ̹ŦĿ̹Ĝŵƀ˦̹ĪŦşƀŵĜŵƟ̹ƀŦ̹ŞĜŹŹ̐ŲŵŦİƄĪĴİ̹ŀŦŦİŹ˫̹�ƀ̹ƀŅňŹ̹
ŲŦňşƀ˦̹ňƀ̹ňŹ̹ŹňŀşňǬĪĜşƀ̹ƀŦ̹ƄşİĴŵŘňşĴ̹ƀŅĴ̹ňşƀĴŵĜĪƀňŦş̹ƙňƀŅ̹7ĜŲĜş̹ƀŅŵŦƄŀŅ̹
ĪŦŞŞĴŵĪĴ˦̹ ƙŅňĪŅ̹ ƙňŘŘ̹ ĩĴ̹ ŞĴşƀňŦşĴİ̹ ňş̹ ŲĜŵƀ̹ ̚ʉ˫ʉ˫̹ bŅĴ̹ ňŞŲĜĪƀ̹ ŦĿ̹ ĿĜŵ̹
ĴĜŹƀ̹Ĝŵƀ̹ƀŵĜİňƀňŦş̹Ŧş̹ƙĴŹƀĴŵş̹ĜĩŹƀŵĜĪƀ̹ŲŵĜĪƀňĪĴŹ˫̛ ̹bŅĜƀ̹ŞĴĜşŹ̹7ĜŲĜşĴŹĴ̹
ƙŦŦİĩŘŦĪŖ̹ŲŵňşƀŹ̹ƙĴŵĴ̹ŹĴĴş̹ĩƟ̹�ƄŵŦŲĴĜş̹ĜŵƀňŹƀŹ̹ĿŦŵ̹ƀŅĴ̹ǬŵŹƀ̹ƀňŞĴ̹Ĝşİ̹
ĩĴĪĜŞĴ̹ ĿĜŹŅňŦşĜĩŘĴ̹ ňş̹ �ƄŵŦŲĴ̹ ĜŞŦşŀ̹ ƀŅĴ̹ ĜŵƀňŹƀŹ˦̹ şĜŞĴŘƟ̹ qĜş̹ $ŦŀŅ˦̹
$ĜƄŀňş˦̹Ŧŵ̹bŦƄŘŦƄŹĴ̹;ĜƄƀŵĴĪ˦̹ƙŅŦŞ̹ƀŅĴƟ̹ŅƄŀĴŘƟ̹ňşǭƄĴşĪĴİ˫̹

)ĴşĪĴ˦̹ ňş̹ ƀŅĴ̹AĴňœň̹ ĴŵĜ˦̹ ƘĜŵňŦƄŹ̹ ĴƞŅňĩňƀňŦşŹ̹ ĴƞĪŘƄİĴİ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĿŵŦŞ̹ ƀŅĴ̹
ĩĴŀňşşňşŀ˫̹bŅĜƀ̹ŦǣĴşİĴİ ƀ̹ŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ƙŅŦ̹İĴĪňİĴİ ƀ̹Ŧ̹İňŹŞňŹŹ ƀ̹ŅĴ̹bijutsu 
art system and its institutions and assessed it as a whim of the modern 
state, which had aimed at Europe and the United States. Until the end of 
rŦŵŘİ̹rĜŵ̹,,˦̹ ĪĜŘŘňŀŵĜŲŅƟ̹ŖĴŲƀ̹ňƀŹ̹ŲŦŹňƀňŦş̹ĜŹ̹ŹĴŞň̐ ŦǤĪňĜŘ̹ŹƀĜƀƄŹ˦̹ ŲĴŵĪĴňƘĴİ̹
ĜŹ̹Ĝ̹ŵĴŞşĜşƀ̹ŦĿ̹ƀŅĴ̹ŲĜŹƀ˦̹ ƄşƀŦƄĪŅĴİ̹ƀŅĜƀ̹ĪƄƀ̹Ŧǣ̹ ĿŵŦŞ̹ƀŅĴ̹ŵĴŹƀ̹ŦĿ̹ ƀŅĴ̹Ĝŵƀ̹
World until its postwar heyday. The time between the Meiji restoration 
and the end of World War II is assessed as one of the most creative and 
transformative with westernization, which provided new opportunities 
ƀŅĜƀ̹7ĜŲĜşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ĪŦƄŘİ̹ ĩĴşĴǬƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ ĪŦŞŞƄşňĪĜƀňŦş̹ƙňƀŅ̹
their continental counterparts and reconnecting to China. 

)ĴşĪĴ˦̹ ňƀ̹ ňŹ̹ ŹĜňİ̹ ƀŅĜƀ̹ ƀŅĴ̹ �ŅňşĴŹĴ̹ ĪŘĜŹŹňĪŹ̹ ŞƄĪŅ̹ ŞŦŵĴ̹ ňşŹŲňŵĴİ̹ ƀŅĴ̹
modernization of Japanese calligraphy through deep study of accessible 
ĜşƀňŴƄĴŹ˦̹ŵĴƘňƘňşŀ̹ĜşĪňĴşƀ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŹƀƟŘĴŹ˦̹ŹƄĪŅ̹ĜŹ̹ĩŵŦşƥĴ̹ŹĪŵňŲƀŹ̹Ŧŵ̹
large seal scripts that incorporated into brush calligraphy with new 
�ƄŵŦŲĴĜş̹Ĝŵƀ˫̹bŅňŹ̹ŹňƀƄĜƀňŦş̹ŹƀĜŵƀĴİ̹ƀŦ̹ŦǣĴŵ̹ŞŦŵĴ̹ŹŲĜĪĴ˦̹ňşİĴŲĴşİĴşĪĴ˦̹
and freedom to young calligraphers of Japan, who had a chance to 
learn directly from the real source, and choose the most appealing part 
ƀŦ̹ ƀŅĴŞ̹ ƙňƀŅŦƄƀ̹ ŵĴŹƀŵňĪƀňŦşŹ̹ Ŧŵ̹ ĜşƟ̹ ĪŦŞŲŘĴƞňƀňĴŹ̹ ŦĿ̹ ƀŅĴ̹ ŅňĴŵĜŵĪŅňĴŹ̹
comes with the master centered calligraphy. That means reconsidering 
calligraphy and its future, separating calligraphy for educational aims 
ĿŵŦŞ̹ĜŵƀňŹƀňĪ̹ĪĜŘŘňŀŵĜŲŅƟ̹˾�ŦŀİĜşŦƘĜ̐9ƄŞŞĴŵ˦̹ʇʅʇʅ˿˫̹

Calligraphy started to accept as a popular art form as a personal 
cultivation method, which has continued to be practiced by many 
professionals and amateurs. On the one hand, various brush stroke 
traditions of the past have been employed. The development of various 



278

movements started to be developed, such as abstract calligraphy, which 
ňŹ̹ ňşǭƄĴşĪĴİ̹ ĩƟ̹rĴŹƀĴŵş̹ ŲĜňşƀňşŀŹ̹ Ĝşİ̹ ŦƀŅĴŵ̹ ĜŵƀŹ˫̹ rŅňŘĴ̹ ŘĴĜŵşňşŀ̹ ƀŦ̹
ƙŵňƀĴ̹ŹňŞŲŘƟ̹ŞĴĜşƀ̹ƄŹňşŀ̹Ĝ̹ǭĴƞňĩŘĴ̹ĩŵƄŹŅ̹ƙňƀŅ̹ƘĜŵňŦƄŹ̹ŹƀŵŦŖĴŹ̹ŦĿ̹ ŘňşĴŹ̹
on handmade paper, in the last period of the nineteenth century, utilizing 
ƀŅĴ̹ǬƞĴİ̹ŲŦňşƀŹ̹ŦĿ̹ ňşŹƀŵƄŞĴşƀŹ˦̹ŹƄĪŅ̹ĜŹ̹ŞĜĪŅňşĴ̐ŲŵŦİƄĪĴİ̹ŲĴşĪňŘŹ̹Ĝşİ̹
ŲĴşŹ˦̹ŘĴİ̹ƀŦ̹ŴƄĴŹƀňŦşňşŀ̹ƀŅĴ̹İĴǬşňƀňŦş̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňş̹ƀŅĴ̹ĩŵŦĜİĴŹƀ̹ƘňĴƙ˫̹

�ĜŘŘňŀŵĜŲŅĴŵ̹ )ňİĜň̹ bĴşŵĜň̹ ˾ʆʍʌʇ̐ʆʎʈʎ˿˦̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ĿŦŵĴĿĜƀŅĴŵŹ̹ ŦĿ̹
bokushou˦̹̚ňŞĜŀĴ̹ŦĿ̹ňşŖ˦̛ ̹Ĝş̹ňŞĜŀĴ̹ŦĿ̹ňşŖ̹˾Ĝş̹ĜŘƀĴŵşĜƀňƘĴ̹şĜŞĴ̹ĿŦŵ̹ĜƘĜşƀ̐
garde shodo˿˦̹ Ĝ̹ŲŵĴĪƄŵŹŦŵ̹ŦĿ̹ŞŦİĴŵş̹7ĜŲĜşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňşňƀňĜƀĴİ̹ ňş̹
the nineteenth century, and today he is credited as the father of modern 
ĪĜŘŘňŀŵĜŲŅƟ̹ňş̹7ĜŲĜş̹˾[ĜƀŦ˦̹ʇʅʆʆ˿˫̹

#ňŀ˫̹ ʈʇ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ƀŅĴ̹ƙŦŵŖŹ̹ ŦĿ̹bĴşŵĜň˦̹ ňş̹ƙŅňĪŅ̹ŅĴ̹ ĴŞŲŘŦƟĴİ̹ ƀŅĴ̹İŵƟ̹
ĩŵƄŹŅ̹ ƀŅĜƀ̹ ĪŵĴĜƀĴŹ̹ Ĝş̹ ĜŲŲĜŵĴşƀ̹ ƀĴƞƀƄŵĴ̹ ƀŅŵŦƄŀŅ̹ ŅňŹ̹ ŹƀŵŦŖĴŹ˫̹ bŅĴ̹
ĪŅĜŵĜĪƀĴŵŹ̹ ĜŵĴ̹ƙŵňƀƀĴş̹ ĜŹ̹ ƀƙŦ̹ĩŘŦĪŖŹ̹ƙňƀŅ̹ǭŦƙňşŀ̹ĩŵƄŹŅĴŹ̹ ňş̹ ĪƄŵŹňƘĴ̹
ŹƀƟŘĴŹ˫̹�Ź̹ňş̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ˦̹ƀŅĴ̹ǭƄĴşƀ̹
moves of his hand create a sense of imaginative compositions that 
still resemble the traditional system of writing, based on logographic 
ideas that are somehow linked to Chinese characters. Still, it seems 
complicated to realize the sensitive border between sho and the 
composition of the random maze of strokes.

Fig. 32. Leaping Dragon, 
Hidai Tenrai, written by 
cursive script, early 12th 
century, Source: Beyond 
Calligraphy, beyond-
calligraphy.com/2010/03/05/
history-of-japanese-
calligraphy/, 
access: 13.04.2018.

)ňİĜň̹ bĴşŵĜň̹ ŹƀŵĴŹŹĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ ŲŵŦŲĴŵ̹ ŹƀƄİƟ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ İňŵĴĪƀŘƟ̹
referenced the Chinese classics and the developments in Western 
ŞŦİĴŵş̹Ĝŵƀ˫̹)Ĵ̹ŲŵĴĿĴŵŵĴİ̹ƀŦ̹ŲŵĜĪƀňĪĴ̹Ĝşİ̹ŵĴŲŵŦİƄĪĴ̹ƀŅĴ̹ŘňşĴŹ̹ĜĪĪƄŵĜƀĴŘƟ̹
from these sources and interpret these lines for himself, stressing the 
ĴƞŲŵĴŹŹňƘĴ̹ şĜƀƄŵĴ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ bŅĴ̹ ĜĩŹƀŵĜĪƀ̹ ƀĴŵŞ̹ ƀŅĜƀ̹ İŦŞňşĜƀĴİ̹
the thought of many Western artists of this century resonated in a 
discussion about calligraphy in Japan and manifested itself through 
these calligraphers; however, the abstraction in calligraphy was 
produced within the calligraphic tradition, which means tradition 
ŲŵŦƘňİĴİ̹ƀŅĴ̹ŀŵŦƄşİ̹ĿŦŵ̹ĪŵĴĜƀňşŀ̹ƘňƀĜŘ̹ĴƞŲŵĴŹŹňƘĴ̹ŘňşĴŹ̹Ĝşİ̹ŦŵŀĜşňƥĜƀňŦş̹
ŦĿ̹ ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŘİ̹ ƀŅĜƀ̹ ĪŦşƀŵŦŘ̹ ňƀ˫̹�ŘŹŦ̹ĪŦňşĴİ̹ ƀŅĴ̹ ƀĴŵŞ̹ŅňƀŹƄ̹ ň˦̹
he refers to the spirit of the brush that describes one of the most 
ĴŹŹĴşƀňĜŘ̹ňş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹bŅŵŦƄŀŅ̹ƀŅňŹ̹ŹŲňŵňƀ˦̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ĴƞŲŵĴŹŹĴŹ̹
himself with a dynamic notion that depends on brush stroke or line, 
ƙŅňĪŅ̹ ňŹ̹ ĜŹŹƄŞĴİ̹ ƀŦ̹ ĩĴ̹ ŹƟşŦşƟŞŦƄŹ̹ƙňƀŅ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ )ĴşĪĴ˦̹ ňƀ̹ƙĜŹ̹
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not necessary to employ Chinese characters. That means hitsu i may 
ĩĴ̹ŲŵĴŹĴşƀĴİ̹ňş̹ĜşƟ̹ŘňşĴ˫̹bŅĴŹĴ̹ŘňşĴŹ̹ĪŦƄŘİ̹ĩĴ̹ĴƞŲŵĴŹŹňƘĴ̹Ĝşİ̹ŲŦƙĴŵĿƄŘ˦̹
focusing on the visual appeal of calligraphy, which is called doodlings 
ĩƟ̹)ňİĜň̹bĴşŵĜň˫̹ ,ƀ̹ƙĜŹ̹ ƀŅĴ̹ǬŵŹƀ̹ ƀňŞĴ̹ ƀŅĜƀ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ĴşŀĜŀĴİ̹ƙňƀŅ̹
ŲƄŵĴŘƟ̹ĜĩŹƀŵĜĪƀ̹ňşŖ̹Ĝŵƀ̹˾[ĜƀŦ˦̹ʇʅʆʆ˿˫

#ƄŵƀŅĴŵŞŦŵĴ˦̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ƘĴŵƟ̹ ǬŵŹƀ̹ ŹƀĴŲŹ̹ ňş̹ ƀŅĴ̹ İňŵĴĪƀňŦş̹ ŦĿ̹ ĜĩŹƀŵĜĪƀ̹
ŲĜňşƀňşŀ̹ƙĜŹ̹ĴşŀĜŀĴİ̹ĩƟ̹)ňİĜň̹BĜşŖŦŖƄ̹˾ʆʎʆʇ̐ʆʎʎʎ˿˦̹ŹŦş̹ŦĿ̹)ňİĜň̹bĴşŵĜň˦̹
one of the founders of zenei shodo˦̹Ĝşİ̹fĴİĜ̹[ŦŖƟƄ̹˾ʆʍʎʎ̐ʆʎʋʍ˿˦̹ĜŹŹĴŹŹĴİ̹
ĜŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞŦŹƀ̹ŵĜİňĪĜŘ̹ŹƀƄİĴşƀŹ̹ŦĿ̹bĴşŵĜň̹˾�ŦŀİĜşŦƘĜ̐9ƄŞŞĴŵ˦̹ʇʅʇʅ˿˫

Zenei shodo is described as a spiritual art of arranging space around 
black lines, characters, or images that have nothing to do with pretty 
ĪŅĜŵĜĪƀĴŵ̹ ƙŵňƀňşŀ̹ ňşŹƀĴĜİ̹ ŦĿ̹ ĴƞŲŵĴŹŹňşŀ̹ ŦşĴŹĴŘĿ̹ ƀŅŵŦƄŀŅ̹ Ĝŵƀ˦̹ ƙŅňĪŅ̹
ĩŵňşŀŹ̹Ĝ̹ŅňŀŅĴŵ̹ŘĴƘĴŘ̹ƀŦ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖŹ˫̹,ƀ̹ňŹ̹ĜĩŦƄƀ̹ƀĜŖňşŀ̹Ĝ̹İňǣĴŵĴşƀ̹
course from traditional calligraphy, and it is in search of creating new 
aesthetics, grounded on appreciating the beauty of characters and 
ĿŦĪƄŹňşŀ̹Ŧş̹ƀŅĴ̹Ĝŵƀ̹ŦĿ̹İĴŹňŀşňşŀ̹ŹŲĜĪĴ̹ ˾ƀŅĴ̹ƘŦňİ˿̹ ˾�ĴƟŦşİ̹�ĜŘŘňŀŵĜŲŅƟ˦̹
ʇʅʆʅ˿˦̹ƙŅňĪŅ̹ŅĜİ̹ĜǣĴĪƀĴİ̹ƀŦ̹ƀŅĴ̹ƙĴŹƀĴŵş̹ĜŵƀňŹƀ̹ŦĿ̹ƀŅĴ̹ƀƙĴşƀňƀŅ̹ĪĴşƀƄŵƟ̹
ƙŅňŘĴ̹ƀŅĴƟ̹ŘŦŦŖŹ̹ĿŦŵ̹ŲŵĴŹĴşĪĴ̹ƙňƀŅ̹ƀŅĴ̹ĿĴĴŘňşŀ̹ƀŦ̹ǬŘŘ̹ƀŅĴ̹ƘŦňİ˫̹bŅňŹ̹ňŹŹƄĴ̹
ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ňş̹ŲĜŵƀ̹̚ʉ˫ʉ˫̹bŅĴ̹ňŞŲĜĪƀ̹ŦĿ̹ ĿĜŵ̹ĴĜŹƀ̹Ĝŵƀ̹ƀŵĜİňƀňŦş̹Ŧş̹
ƙĴŹƀĴŵş̹ĜĩŹƀŵĜĪƀ̹ŲŵĜĪƀňĪĴŹ˫̛ ̹

Zenei Shodo̹ĴƞĪŘƄİĴŹ̹ƀŅĴ̹ ňİĴĜŹ̹ŦĿ̹ĪŅĜŵĜĪƀĴŵŹ̹Ĝşİ̹İĴƘňĜƀĴŹ̹ĿŵŦŞ̹ƀŅĴ̹ŵƄŘĴŹ̹
ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹)ĴŵĴ˦̹ňƀ̹ňŹ̹ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ̹ƀŦ̹ĩĴ̹Ĝ̹ŹŖňŘŘĴİ̹ŞĜŹƀĴŵ̹ŦĿ̹ĜƘĜşƀ̐
garde calligraphy; one is supposed to be acknowledged with a solid basis 
Ĝşİ̹ƟĴĜŵŹ̹ŦĿ̹ĪŘĜŹŹňĪĜŘ̹ŹŅŦ̹ŲŵĜĪƀňĪĴŹ˫̹)ĴşĪĴ˦̹ňƀ̹ƄşİĴŵŘňşĴŹ̹ƀŅĜƀ̹ĴƘĴş̹ƀŅŦƄŀŅ̹
it seems to be far away from tradition, it still evolves from tradition, fusing 
with the present, as a calligraphic interpretation of today’s appreciation 
of calligraphy that conveys black lines with white spaces, sometimes 
ĪŅĜŵĜĪƀĴŵŹ̹ƀŅŵŦƄŀŅ̹ňşǬşňƀĴ̹ŲŦŹŹňĩňŘňƀňĴŹ̹˾�ĴƟŦşİ̹�ĜŘŘňŀŵĜŲŅƟ˦̹ʇʅʆʅ˿˫̹

#ňŀ˫̹ʈʈ̹ňŘŘƄŹƀŵĜƀĴŹ̹ƀŅĜƀ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ƙŦŵŖŹ̹ŦĿ̹)ňİĜň̹BĜşŖŦŖƄ̹˾ʆʎʆʇ̐ʆʎʎʎ˿̹ňŹ̹
ĜĩŦƄƀ̹ƀĜŖňşŀ̹Ĝ̹İňǣĴŵĴşƀ̹ĪŦƄŵŹĴ̹ĿŵŦŞ̹ƀŵĜİňƀňŦşĜŘ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹Ĝşİ̹ňƀ̹ ňŹ̹ňş̹
search of creating new aesthetics, grounded on appreciating the beauty 
ŦĿ̹ĪŅĜŵĜĪƀĴŵŹ˦̹ĿŦĪƄŹňşŀ̹Ŧş̹ƀŅĴ̹Ĝŵƀ̹ŦĿ̹İĴŹňŀşňşŀ̹ŹŲĜĪĴ̹˾ƀŅĴ̹ƘŦňİ˿˫̹,ƀ̹ĴƞĪŘƄİĴŹ̹
the ideas of characters and deviates from the rules of calligraphy.

Fig. 33. Shin- Sen-Sakuhin-Dai-
Ichi Den-No-Variation (Spirit 
Line 1 Lightning- Variation) 
Den-Variation of the Lightning, 
Hidai Nankoku, 1945, ink on 
paper, Source: Bogdanova-
Kummer, (2020: 16).
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BĜşŖŦŖƄ̹İĴŹĪŵňĩĴŹ̹ŅňŹ̹ĜƀƀňƀƄİĴ̹ƀŅŵŦƄŀŅ̹ŅňŹ̹ŹƀĜƀĴŞĴşƀŹ̹ĜŹ̹ĿŦŘŘŦƙŹ˥̹

�ĿƀĴŵ̹ƀŅĴ̹ĴƘĜĪƄĜƀňŦş˦̹,̹ƄŹĴİ̹ƀŦ̹Źňƀ̹Ĝƀ̹ƀŅĴ̹ŖŦƀĜƀŹƄ˦̹ňŞŲŵŦƘňŹňşŀ̹ŹƀŵĜşŀĴ̹ŘňşĴŹ̹Ĝşİ̹İŦƀŹ̹Ĝşİ̹
ŞĜŖňşŀ̹ŞŦƄşƀĜňşŹ̹ŦĿ̹ƙĜŹƀĴ̹ŲĜŲĴŵŹ˫̹,Ŀ̹ŲĴŦŲŘĴ̹ĪĜŞĴ˦̹,̹ŹƄǣĴŵĴİ̹ĿŵŦŞ̹ŹƄĪŅ̹ŘĜĪŖ̹ŦĿ̹ĪŦşǬİĴşĪĴ̹
ƀŅĜƀ̹,̹ƙŦƄŘİ̹ŴƄňĪŖŘƟ̹ŅňİĴ̹ƙŅĜƀ̹,̹ƙĜŹ̹İŦňşŀ˫̹bŅňŹ̹ĪŦşƀňşƄĴİ̹ĿŦŵ̹ŹŦŞĴ̹ƀňŞĴ˦̹ƄşƀňŘ̹,̹ŹƄİİĴşŘƟ̹
ŵĴŞĴŞĩĴŵĴİ̹ŞƟ̹ ĿĜƀŅĴŵ̝Ź̹ĜİŞŦşňƀňŦş˦̹ ̚,Ŀ̹ƟŦƄ̹ĪŦŞĴ̹ƀŦ̹Ĝş̹ ňŞŲĜŹŹĴ˦̹ ŵĴƀƄŵş̹ ƀŦ̹ ƀŅĴ̹ĜŵĪŅĜňĪ̹
˾Ŧŵ̹Ŧŵňŀňş˿˦̝ ̛̹,̹ŵĴŞĴŞĩĴŵĴİ̹̚ŖƄ̐ƙĴş̛̹˾ĜŵĪŅĜňĪ̹ŹĪŵňŲƀ˿̹Ĝşİ̹ŘĴĜǬşŀ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹9Ƅ̐ĪŅŦƄ̹)Ƅň̐
ŲňĴş˦̹Ĝ̹İňĪƀňŦşĜŵƟ̹ŦĿ̹9Ƅ̐ƙĴş˫̹bŅĴ̹ĪŅĜŵĜĪƀĴŵ̹İĴş̹˾ƀňĴş̹ňş̹�ŅňşĴŹĴ˦̹ŘňŀŅƀşňşŀ˿̹ĜƀƀŵĜĪƀĴİ̹ŞĴ̹ňş̹
Ĝ̹ĪƄŵňŦƄŹ̹ƙĜƟ̹Ĝşİ̹,̹ĩĴŀĜş̹ƙŦŵŖňşŀ̹ňƀ˫̹bŅĴ̹ŵĴŹƄŘƀ̹ƙĜŹ̹[Ųňŵňƀ̹;ňşĴ̹rŦŵŖ̹BŦ˫̹ʆ˦̹ƙŅňĪŅ̹ƀƄŵşĴİ̹
ŦƄƀ̹ƀŦ̹ĩĴ̹ƘĜŵňĜƀňŦşŹ̹Ŧş̹İĴş˫̹˾ŹŅŦİŦ˫ĪŦ˦̹ş˫İ˫˥̹ŲĜŵĜ˫̹ʇ˿

,ş̹ƙŦŵŖ̹ BŦşŖŦŖƄ˦̹ Shin- Sen-Sakuhin-Dai-Ichi Den-No-Variation̹ ˾#ňŀ˫̹ ʈʈ˿˦̹
ĪĜŘŘňŀŵĜŲŅƟ̹ƙĜŹ̹İĴƀĜĪŅĴİ̹ĿŵŦŞ̹ňƀŹ̹ŘĴƞňĪĜŘ̹ĪŦŞŲŦşĴşƀŹ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ňŞĜŀĴ̹
ƙňƀŅ̹şŦ̹ŵĴŹĴŞĩŘĜşĪĴ̹ƀŦ̹ƀŅĴ̹ĪŅĜŵĜĪƀĴŵ̹̚ŘňŀŅƀşňşŀ̛̹ĜŹ̹ňƀŹ̹ƀňƀŘĴ˫̹,ƀ̹ňŹ̹ĜŹŹĴŹŹĴİ̹
that his innovation might be challenging to apprehend by his fellow 
avant-garde calligraphers, who perceived this work as an oil painting on 
canvas as an indication of its entrenched in the European art tradition. 
)ŦƙĴƘĴŵ˦̹ ĿŦŵ̹ ƀŅňŹ̹ ŲňĴĪĴ˦̹ BĜşŖŦŖƄ̹ ĪŘĜňŞŹ̹ ŅňŹ̹ ŵĴĿĴŵĴşĪĴŹ̹ ĿŵŦŞ̹ ĜŵĪŅĜňĪ̹
pictography, which provided inspiration for his avant-garde pieces 
of calligraphy. That means he strengthened the link between ancient 
Chinese calligraphy and the new avant-garde calligraphy in Japan 
with the postwar period. This piece has a connection with calligraphic 
tradition in a conceptual manner more than visual; even the references 
from historic images could not be recognized easily. It is claimed that it 
ƙĜŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ǬŵŹƀ̹moji-who kakanai sho˦̹ƙŅňĪŅ̹ŞĴĜşŹ̹̚ĪĜŘŘňŀŵĜŲŅƟ̹ƀŅĜƀ̹
İŦĴŹ̹ şŦƀ̹ ĴŞŲŘŦƟ̹ ĪŅĜŵĜĪƀĴŵŹ̛̹ ˾�ŦŀİĜşŦƘĜ̐9ƄŞŞĴŵ˦̹ ʇʅʇʅ˥̹ ʆʋ˿˫̹ )ĴşĪĴ˦̹
it is believed that this piece reestablished the bridge between Japanese 
calligraphy and painting and reunited these two art forms, which were 
separated during Meiji westernization, in a new transformed way by 
ĿŦŘŘŦƙňşŀ̹ƀŅĴ̹ŵŦƄƀĴ̹ŦĿ̹ĜĩŹƀŵĜĪƀňŦş̹˾,ĩňİ˫˿˫

)ĴŵĴ˦̹ ƀŅĴ̹ ĜŲŲĜŵĴşƀ̹ İňǣĴŵĴşĪĴ̹ ĩĴƀƙĴĴş̹ ƀŵĜİňƀňŦşĜŘ̹ Ĝşİ̹ ĜƘĜşƀ̐ŀĜŵİĴ̹
calligraphy can be observed, which became even more prominent as the 
ƘňŹƄĜŘ̹ĴƞŲĴŵňŞĴşƀŹ̹ŦĿ̹ĜƘĜşƀ̐ŀĜŵİĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ĴŞŲŅĜŹňƥĴİ̹ŵĜİňĪĜŘňƥĜƀňŦş̹
in which the works started to be elaborated conceptually and the 
ƙŦŵİ̹ İĴƀĜĪŅĴİ̹ ĿŵŦŞ̹ ƀŅĴ̹ ŹĴŞĜşƀňĪ̹ ŞĴĜşňşŀ˫̹ )ŦƙĴƘĴŵ˦̹ ňƀ̹ ňŹ̹ ŹƄŲŲŦŹĴİ̹
to be underlined that the visual work is claimed to have its connection 
conceptually to the title of the work or the concept determined by the 
calligrapher, who is in search of personal manifestation of immense 
feelings and thoughts about his concept artistically.

,ş̹ƀŅĴ̹ŘňŀŅƀ̹ŦĿ̹ƀŅĴ̹ĴƞŲŘĜşĜƀňŦş̹ĜĩŦƘĴ˦̹ňƀ̹ĪĜş̹ĩĴ̹ŹƄŞŞĜŵňƥĴİ̹ƀŅĜƀ̹ĜƘĜşƀ̐
garde shodo, an image of ink, is closely related to the abstract painting 
of the twentieth century. It is assessed as slightly ahead of its time, 
especially regarding the rigid world of traditional calligraphy. This 
understanding was created and developed by master calligraphers 
ƙňƀŅ̹ƀŅĴňŵ̹ŖşŦƙŘĴİŀĴ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅňĪ̹Ĝŵƀ˦̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ŹƄŲĴŵňŦŵ˫̹)ĴŵĴ˦̹ňƀ̹
ňŹ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ƀŅŵŦƄŀŅ̹ĩŦİƟ̹Ĝşİ̹Şňşİ̹ƄşňǬĪĜƀňŦş˦̹ŦşĴ̹ĴşƀĴŵŹ̹Ĝ̹ŹƀĜƀĴ̹ŦĿ̹
ŲĴŵŞĜşĴşƀ̹ĴşŘňŀŅƀĴşŞĴşƀ˫̹�ş̹ĜŵƀňŹƀ̝Ź̹ƄşňƀƟ̹ŦĿ̹ĩŦİƟ̹Ĝşİ̹ŹŦƄŘ̹ĴŞĩŦİňĴŹ̹
itself in its black lines of images of ink created in single brush strokes. 
The idea of avant-garde calligraphy has diverged from the traditional 
ĜŲŲŵŦĜĪŅ̹ ƀŦ̹ ƙŵňƀňşŀ˦̹ ƙŅňĪŅ̹ ňŹ̹ İĴǬşĴİ̹ ĩƟ̹ ŵƄŘĴŹ̹ Ĝşİ̹ ŀĜňşĴİ̹ ŹŖňŘŘŹ̹ ĩƟ̹
ŹƀƄİƟňşŀ̹Ĝşİ̹ĪŦŲƟňşŀ̹ĜşĪňĴşƀ̹ŹƀƟŘĴŹ˥̹ŹĴĜŘ̹ŹĪŵňŲƀ˦̹ĪŘĴŵňĪĜŘ̹ŹĪŵňŲƀ˦̹ĪƄŵŹňƘĴ˦̹
ŵĴŀƄŘĜŵ˦̹ Ĝşİ̹ ŹĴŞň̐ĪƄŵŹňƘĴ̹ ŹĪŵňŲƀ˫̹ �ƘĜşƀ̐ŀĜŵİĴ̹ ŦǣĴŵŹ̹ Ĝ̹ ŞƄĪŅ̹ ŞŦŵĴ̹
ƄşŵĴŹƀŵĜňşĴİ̹ ŲŵĜĪƀňĪĴ̹ ƀŦ̹ ĴƞŲŵĴŹŹ̹ ŦşĴŹĴŘĿ̹ ƀŅŵŦƄŀŅ̹ ĪŵĴĜƀňşŀ̹ Ĝ̹ ƙŦŵŖ˫̹
It means this attitude is supposed to surpass any limitations of time, 
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space, and aesthetics and reveals most subconscious and abstract 
ĿĴĴŘňşŀŹ̹Ŧŵ̹ƀŅĴ̹ŞŦŞĴşƀ̝Ź̹ŹŲňŵňƀƄĜŘ̹ŹƀĜƀĴ̹˾�ĴƟŦşİ̹�ĜŘŘňŀŵĜŲŅƟ˦̹ʇʅʆʅ˿˫

With the emergence of the contemporary attitude in Japanese 
ĪĜŘŘňŀŵĜŲŅƟ˦̹ƀŅĴ̹İňŹĪƄŹŹňŦş̹ĜĩŦƄƀ̹ŅŦƙ̹ƀŦ̹İĴǬşĴ̹Ŧŵ̹ŅŦƙ̹ƀŦ̹İĴĪňİĴ̹ƙŅňĪŅ̹
is sho or not, as in the case of contemporary Chinese calligraphy 
mentioned earlier in this chapter, aroused.

�ĪĪŦŵİňşŀ̹ ƀŦ̹ �İİňŹŹ̹ ˾ʇʅʆʆ˿˦̹ ƀŅĴ̹ İňǤĪƄŘƀƟ̹ ŦĿ̹ ĪĜŘŘňşŀ̹ ŹŦŞĴ̹ ƙŦŵŖ̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƙŅňĪŅ̹ ĪŦşƘĴƟŹ̹ ĜŵƀňŹƀňĪ̹ ĴƞŲŵĴŹŹňŦş̹ ƀŦ̹ ƘňĴƙĴŵŹ˦̹ ĩĜŹňĪĜŘŘƟ̹
ŦĪĪƄŵŹ̹ ĩĴĪĜƄŹĴ̹ ŦĿ̹ İňŹĜŀŵĴĴŞĴşƀŹ˫̹ )Ĵ̹ ƄşİĴŵŘňşĴŹ̹ ƀŅĴ̹ ňşƀĴşƀňŦş̹ ŦĿ̹
the calligrapher about the act of writing, which may not be present 
ňş̹ ĜŘŘ̹ ƙŦŵŖŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ )ŦƙĴƘĴŵ˦̹ ĜŹ̹ ŅĴ̹ ŹƀĜƀĴŹ˦̹
İĴƀĴĪƀňşŀ̹ƀŅĴ̹ňşƀĴşƀňŦş̹ňŹ̹ĪŦŞŲŘĴƞ̹Ĝşİ̹ŞĜƟ̹şŦƀ̹şĴĪĴŹŹĜŵňŘƟ̹ŅĜƘĴ̹ŅňŀŅĴŵ̹
importance than appreciating any particular piece of writing as art. For 
ƀŅňŹ̹ŵĴĜŹŦş˦̹�İİňŹŹ̹˾ʇʅʆʆ˿̹ŦǣĴŵŹ̹ƀŦ̹ĿŦĪƄŹ̹Ŧş̹ňƀŹ̹ĿĴĜƀƄŵĴ̹ŦĿ̹ĩĴňşŀ̹ĜĪƀňƘňƀƟ̹
and interaction rather than assessed as the physical product. So, the 
ƀŅňşŀ̹ƀŅĜƀ̹ňŹ̹şĴĴİĴİ̹ƀŦ̹ĩĴ̹ĜƘŦňİĴİ̹ňŹ̹ƀŦ̹İĴǬşĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňş̹Ĝ̹ŵňŀňİ̹Ĝşİ̹
limited way.

�İİňŹŹ̹˾ʇʅʆʆ˿̹ĪŘĜňŞŹ̹ƀŅĜƀ̹Ĝƀ̹ƀŅňŹ̹ŲŦňşƀ˦̹ĴƘĴş̹ƀŅĴ̹ŲŵŦĩŘĴŞ̹ŦĿ̹ƀŅĴ̹İĴǬşňƀňŦş̹
of calligraphy arises, and the answer probably could be yes, potentially 
İƄĴ̹ƀŦ̹ƀŅĴ̹ŵĴĜŹŦş̹ŦĿ̹ƀŅĴ̹ňşƀĴşƀňŦş̹ƀŦ̹ƙŵňƀĴ˫̹)ŦƙĴƘĴŵ˦̹ĜŹ̹ŅĴ̹ŹƀĜƀĴŹ˦̹ƀŅĴ̹
intention to write was not necessarily in all works, called calligraphy; 
moreover, verifying the intention is tricky and may not precede the 
ĜĪĪĴŲƀĜşĪĴ̹ŦĿ̹ĜşƟ̹ŲĜŵƀňĪƄŘĜŵ̹ŲňĴĪĴ̹ŦĿ̹ƙŵňƀňşŀ̹ĜŹ̹Ĝŵƀ˫̹�ĪĪŦŵİňşŀ̹ƀŦ̹ŅňŞ˦̹
the activity or interaction are all matters, not the products; for this 
ŵĴĜŹŦş˦̹ŅĴ̹ŦǣĴŵŹ̹ƀŦ̹ŹŲĴĜŖ̹ŦĿ̹7ĜŲĜşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹̚ĜşƟ̹ƙŵňƀňşŀ̹ŹĴĴş̹
ĩƟ̹ ĴňƀŅĴŵ̹ ƀŅĴ̹ ĪŵĴĜƀŦŵ̹ Ŧŵ̹ ƘňĴƙĴŵŹ̹ ĜŹ̹ ĪĜŘŘňŀŵĜŲŅƟ̐ĜŹ̹ ňş̹ ĜŘŘ̹ Ĝŵƀ̛̹ ˾�İİňŹ˦̹
ʇʅʆʆ˥̹şŲ˫˿˫̹)Ĵ̹ŲŦňşƀŹ̹ ƀŦ̹ ƀŅĴ̹İňǤĪƄŘƀƟ̹ŦĿ̹ĪĜŘŘňşŀ̹ŹŦŞĴ̹ƙŦŵŖ̹ĪĜŘŘňŀŵĜŲŅƟ̹
ŹňşĪĴ̹ƙŅňŘĴ̹ŹŦŞĴ̹ĪĜŘŘ̹ ňƀ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ĪŦşƘĴƟŹ̹ĜŵƀňŹƀňĪ̹ĴƞŲŵĴŹŹňŦş̹
to viewers, the others may not agree with it. So, the real danger is 
ĩĴňşŀ̹ƀŦŦ̹ŵňŀňİ̹ƀŦ̹İĴǬşĴ̹ƙŅĜƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ňş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹7ĜŲĜşĴŹĴ̹
calligraphy practices. 

AŦŵĴŦƘĴŵ˦̹ [ĜƀŦ̹ ˾ʇʅʆʆ˿̹ ĪŘĜňŞŹ̹ ĜƘĜşƀ̐ŀĜŵİĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ĜĩŹƀŵĜĪƀ̹
work produced pretty much the same way as a work of calligraphy, 
ĪŦşŹňŹƀňşŀ̹ŦĿ̹İĴǬşňƀĴ̹ŹƀŵŦŖĴ̹ŦŵİĴŵ̹Ĝşİ̹ƀŅĴ̹ĴƞĴĪƄƀňŦş̹ĜŹ̹Ĝ̹ŲĴŵĿŦŵŞĜşĪĴ̹
often based on a character. In some cases, as in bokushou, another 
ŵĴŘĜƀĴİ̹Ĝŵƀ̹ƙňƀŅ̹ŞŦŵĴ̹ƄşŵĴŹƀŵĜňşĴİ̹ĴƞŲŵĴŹŹňŦş˦̹ĜŀĜňş̹ŞŦŹƀŘƟ̹ĩĜŹĴİ̹Ŧş̹
characters, is written in the same way as a calligraphy work. This kind 
has been developed beyond the limitation of traditional calligraphy 
and consists of more pictorial works of calligraphers and also artists. 
bŅĴ̹İňǣĴŵĴşĪĴ̹ňŹ̹ƀŅĜƀ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ŅĜŹ̹ƄŹĴİ̹ƘĜŵňŦƄŹ̹ƀĴĪŅşňŴƄĴŹ̹ĩƄƀ̹
always writes the main form of the work in a calligraphic way with 
determined stroke order. For this reason, avant-garde calligraphy is 
ĜŹŹĴŹŹĴİ̹ĜŹ̹ƀŅĴ̹Ĝŵƀ̹ŦĿ̹ŘňşĴ˫̹bŅĴ̹ŹňŀşňǬĪĜşƀ̹ňŹŹƄĴ̹ĩĴĪŦŞĴŹ̹ƀŅĴ̹ŲĜŵƀňĪƄŘĜŵ̹
ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̹ ŦĿ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŘňşĴ̹ İĴǬşĴİ̹ ĩƟ̹ ;ĜİƟ̹rĴň̝Ź̹ ƀŅĴŦŵƟ̹
̐ŞĴşƀňŦşĴİ̹ ňş̹ ŲĜŵƀ̹ ĴşƀňƀŘĴİ̹ ̚ʉ˫ʆ˫ʉ˫̹ �ĴŹƀŅĴƀňĪ̹ �ŦşŹňİĴŵĜƀňŦşŹ̹ Ĝşİ̹ ƀŅĴ̹
bĴŵŞ̹�ĴĜƄƀƟ̹ŦĿ̹�ŅňşĴŹĴ̹�ĜŘŘňŀŵĜŲŅƟ̛̹ĜĩŦƄƀ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŘňşĴ̹ĩĴňşŀ̹
ŘňŖĴ̹Ĝ̹ŅƄŞĜş̹ŘňŞĩ˦̹ŅĜƘňşŀ̹Ĝ̹ĩŦşĴ˦̹ŞƄŹĪŘĴ˦̹ǭĴŹŅ˦̹Ĝşİ̹ŹŖňş˫̹bŅĜƀ̹ŞĴĜşŹ̹
the calligraphic line should be three-dimensional as a sculptor with 
fully energized vitalizes the surface.

IV. CHINESE AND JAPANESE CALLIGRAPHY TRADITION:
INFLUENCES ON THE WESTERN CONTEMPORARY CALLIGRAPHY
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This issue seems similar in contemporary Western calligraphy 
practices compared to the past and present practices held in Chapter 
q,˫̹)ŦƙĴƘĴŵ˦̹ ƀŅĴ̹İňǣĴŵĴşĪĴ̹ ŹƀĜŵƀŹ̹ƙňƀŅ̹ŅŦƙ̹ ƀŦ̹ŲĴŵĪĴňƘĴ̹ ƀŅĴ̹şŦƀňŦş̹ŦĿ̹
writing, and during this period, the role of writing started to change 
in the West. It seems the visual interest of artists in writing has been 
created the contemporary Western calligraphy practices make them 
closer to Far Eastern calligraphy practices without any distinctions 
between tradition or contemporary Far Eastern concepts. This issue 
ƙňŘŘ̹ ĩĴ̹ ĴƞĜŞňşĴİ̹ ĜŀĜňş̹ ňş̹ �ŅĜŲƀĴŵ̹ q,̹ ƙŅňŘĴ̹ ŞĴşƀňŦşňşŀ̹ ƘĜŵňŦƄŹ̹
contemporary calligraphers and their works deeply. It will at least give 
a chance to interrogate whether the intention behind the tendencies 
is grounded on just the visual aesthetics reasons, including the 
ĴƞŲĴŵňŞĴşƀ̹ ƙňƀŅ̹ ƀŅĴ̹ ĩŵƄŹŅ˦̹ Ŧŵ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ ƀŅĴ̹ ňşƀĴŵŵŦŀĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹
mindset behind the act of writing as in the Far Eastern concept. Before 
delving into this issue, it will be appropriate to look at the mutual 
ňşǭƄĴşĪĴŹ̹ĩĴƀƙĴĴş̹ƀŅĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĪƄŘƀƄŵĴŹ˫

4.3. The impact of Western art on Far Eastern 
contemporary calligraphy

[ƄŘŘňƘĜş̹˾ʆʎʋʎ˿̹ŞĴşƀňŦşŹ̹ƀŅĴ̹rĴŹƀĴŵş̹ňŞŲĜĪƀ̹Ŧş̹�ŅňşĴŹĴ̹Ĝşİ̹7ĜŲĜşĴŹĴ̹
Ĝŵƀ̹ Ĝşİ̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ƙňƀŅ̹ ƀŵĜİĴŵŹ̹ Ĝşİ̹ ŞňŹŹňŦşĜŵňĴŹ̹ ňş̹ ƀŅĴ̹ ŹňƞƀĴĴşƀŅ̹
century when European art was started bought by missionaries, and 
ƄşİĴŵ̹ ƀŅĴňŵ̹ ňşǭƄĴşĪĴ˦̹ ƘĜŵňŦƄŹ̹ ĪŦƄŵƀ̹ ŲĜňşƀĴŵŹ̹ ĜƀƀĴŞŲƀĴİ̹ ƀŦ̹ ĜİĜŲƀ̹
ƙĴŹƀĴŵş̹ ŲĴŵŹŲĴĪƀňƘĴ̹ ŖşŦƙŘĴİŀĴ̹ Ĝşİ̹ ŹŅĜİňşŀ̹ ƀŦ̹ �ŅňşĴŹĴ̹ ƀĴĪŅşňŴƄĴŹ˫̹
7ĜŲĜş̹ǬŵŹƀ̹ ĴşĪŦƄşƀĴŵĴİ̹�ƄŵŦŲĴĜş̹ Ĝŵƀ̹ Ĝşİ̹ƘĜŵňŦƄŹ̹�ƄŵŦŲĴĜş̹ŲĜňşƀňşŀ̹
and engraving inspired by the artist of Japan. They have skillfully 
ĪŦŲňĴİ̹ Ĝ̹ ƙĴŹƀĴŵş̹ ĩŦŦŖ̹ ĜĩŦƄƀ̹ ǬŀƄŵĴ̹ İŵĜƙňşŀ˦̹ Ĝşİ̹ ŲĴŵŹŲĴĪƀňƘĴ̹ ĜŘŹŦ̹
ĜǣĴĪƀĴİ̹Ĝşİ̹ĩĴŀĜş̹ƀŦ̹ƀĜŖĴ̹ĜƀƀĴşƀňŦş˫̹

Moreover, by the twentieth century, Chinese artists started to 
study Western art with China’s modernization, especially with the 
implemented reform and opening-up policies; China and Japan have 
İŵĜƙş̹ ƄŲŦş̹ ŦƀŅĴŵŹ̝̹ ĴƞŲĴŵňĴşĪĴŹ̹ ƀŅŵŦƄŀŅ̹ ňşŹŲňŵĜƀňŦş̹ ĿŵŦŞ̹ rĴŹƀĴŵş̹
abstract art. Various modern Chinese calligraphers have learned from 
Western and Japanese abstraction and make dots and lines, also lumps 
ƄŹňşŀ̹ İňǣĴŵĴşƀ̹ ĪŦŘŦŵŹ̹ Ŧş̹ ŲĜŲĴŵ˦̹ ƙňƀŅŦƄƀ̹ ŵĴŀĜŵİňşŀ̹ ƀŅĴ̹ ĿŦŵŞ̹ ƀŅĴŞ̹
ňşƀŦ̹ ĪŅĜŵĜĪƀĴŵŹ˫̹ �Ź̹ ŞĴşƀňŦşĴİ̹ ňş̹ ƀĴŵŞŹ̹ ŦĿ̹ �ŦşƀĴŞŲŦŵĜŵƟ̹ �ŅňşĴŹĴ̹
calligraphy, whether it is calligraphy or not, various attempts were 
assessed as breakthroughs in traditional Chinese calligraphy and the 
future orientation of this art, and others continue to criticize it as 
departing from the calligraphic rules, particularly practices without 
ĜşƟ̹ĜĪƀƄĜŘ̹�ŅňşĴŹĴ̹ĪŅĜŵĜĪƀĴŵŹ̹˾bňşŀƟŦƄ˦̹ʇʅʅʉ˿˫

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ 9ĜƟĜ̹ ˾ʇʅʅʈ˿̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ 7ĜŲĜşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ŅĜİ̹ ŹƀĜŵƀĴİ̹ Ĝ̹ şĴƙ̹ ĴŵĜ̹ ňş̹ ƀŅĴ̹ AĴňœň̹ ŲĴŵňŦİ̹ ˾ʆʍʋʍ̐ʆʎʆʇ˿̹ ƙňƀŅ̹ ĪŦşƀĜĪƀ̹
with Western culture, also in relation to China. In the beginning, it 
ňŹ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ ƀŅĴŵĴ̹ƙĜŹ̹şŦ̹ŴƄňĪŖ̹ ňşĪŘňşĜƀňŦş̹ ƀŦƙĜŵİ̹rĴŹƀĴŵş̹ ĪƄŘƀƄŵĴ̹
ĩĴĪĜƄŹĴ˦̹İƄŵňşŀ̹ƀŅĴ̹�İŦ̹ŲĴŵňŦİ̹˾ʆʋʅʈ̐ʆʍʋʍ˿˦̹ƀŅĴ̹ňŹŦŘĜƀňŦş̹ŅĜİ̹ŦĪĪƄŵŵĴİ̹
by the seclusion policy. It was opened to fresh Chinese calligraphy 
ƟĴƀ˫̹ �Ƅŵňşŀ̹ ʆʍʍʅ˦̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ĪŦşƀŵňĩƄƀňŦş̹ ŦĪĪƄŵŵĴİ̹ ňş̹ ŹƀƄİƟňşŀ̹
Chinese calligraphy in Japan; however, calligraphers did not welcome 
modern art views immediately or directly since there was no same 
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genre in the west as claimed. Through the acceptance of modern 
institutions, it is stated that every area of Japanese culture has headed 
ƀŦƙĜŵİŹ̹ŵĜƀňŦşĜŘňƀƟ̹Ĝşİ̹ŲƄŵňǬĪĜƀňŦş̹ ňş̹ƀĴŵŞŹ̹ŦĿ̹ŵĴŲŵĴŹĴşƀĜƀňŦş˫̹rŅňŘĴ̹
calligraphy is grounded on conventional methods of representation 
and values, it was beginning to suggest visualization as a form of 
representation. That also means calligraphy began to move away from 
ŘňƀĴŵĜƀƄŵĴ̹Ĝşİ̹ƀŅŦƄŀŅƀŹ̹˾9ĜƟĜ˦̹ʇʅʅʈ˿˫

�ĿƀĴŵ̹ƀŅĴ̹[ĴĪŦşİ̹rŦŵŘİ̹rĜŵ˦̹ŹƟŹƀĴŞĜƀňĪ̹ĴƞŅňĩňƀňŦşŹ̹ĩĴŀĜş̹ƀŦ̹ĩĴ̹ŅĴŘİ̹Ŧş̹
a larger scale which public participation demanded. The appearance of 
written characters and letters by brush and ink started to be assessed 
ĜŹ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ŵĴŲŵĴŹĴşƀĜƀňŦş̹ŦĿ̹ŲŘĜŹƀňĪ̹Ĝŵƀ˦̹ƙŅňĪŅ̹ŞĴĜşŹ̹ĪĜŘŘňŀŵĜŲŅƟ̹
ňŹ̹ şŦ̹ ŘŦşŀĴŵ̹ ĜŲŲŵĴĪňĜƀĴİ̹ ĜŹ̹ Ĝş̹ ňşƀĴŀŵĜƀĴİ̹ ĴƞŲĴŵňĴşĪĴ̹ ŦĿ̹ �ŅňşĴŹĴ̹ Ŧŵ̹
Japanese poems. The changes in the shapes of characters and letters, 
ƀŦşĴŹ̹ ŦĿ̹ ƀŅĴ̹ ňşŖ̹ İĴŲĴşİňşŀ̹ Ŧş̹ ƀŅĴ̹ İňŹƀňŘŘĴİ̹ƙĜƀĴŵ˦̹ Ĝşİ̹ ƀŅĴ̹ ŴƄĜŘňƀƟ̹ ŦĿ̹
ŘňşĴŹ̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ̹ĪŵĴĜƀĴİ̹Ĝ̹İňǣĴŵĴşƀ̹Ŗňşİ̹ŦĿ̹ĪŦşŹĪňŦƄŹşĴŹŹ̹Ŧş̹Ĝş̹
ňşİňƘňİƄĜŘ̹ŘĴƘĴŘ̹˾,ĩňİ˫˿˫

TŵĴŹƄŞĜĩŘƟ˦̹ ƀŅĴ̹ ňşǭƄĴşĪĴŹ̹ ƀŅĜƀ̹ ŞĴşƀňŦş̹ ňş̹ ƀŅňŹ̹ ŲĜŵƀ̹ ŞŦŹƀŘƟ̹ ŹĴĴŞ̹
hybrid and inherent in both East and West at present, so it may 
be a judicial that may create various contradictions or disputes 
with ambiguity in a sense; however, it should be noted that various 
investigations are followed here through their articles and books, such 
ĜŹ̹ [ƄŘŘňƘĜş̹ ˾ʆʎʋʎ˿˦̹ �ŘĜŵŖĴ̹ ˾ʆʎʍʍ˿̹ Ŧŵ̹ ,Ĵƥƥň̹ ˾ʇʅʆʋ˿˦̹ ƙňƀŅ̹ ƀŅĴ̹ ĪŦŞŲĜŵňŹŦş̹
between these contemporary Far Eastern calligraphers and Western 
abstract artists mostly. The resemblance mostly seems in terms of 
the physical form of the compositions with various details, and the 
calligraphic brushstrokes with an approach to abstract painting focus 
on the spontaneous gesture of the artist’s hand. It may be claimed that 
the artworks also these western artists may be informed by Far Eastern 
calligraphy and Zen writing with its direct action’s ethics.

,Ĵƥƥň̹ ˾ʇʅʆʈ˿̹ĪŘĜňŞŹ̹ƀŅĜƀ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹�ŅňşĴŹĴ̹ĜŵƀňŹƀŹ˦̹ĩŦƀŅ̹ŞŦİĴŵşňŹƀ̹
Ĝşİ̹ ĜƘĜşƀ̐ŀĜŵİňŹƀ̹ ĪŘĴĜŵŘƟ̹ ňşǭƄĴşĪĴİ̹ ĩƟ̹ rĴŹƀĴŵş̹ �ĩŹƀŵĜĪƀ̹ Ĝŵƀ˫̹
AŦİĴŵşňŹƀ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹$Ƅ̹$Ĝş̹ ˾ĩ˫̹ ʆʎʉʇ˿̹Ĝşİ̹ŅňŹ̹ƙŦŵŖ˦̹ƙŅňĪŅ̹
ŹƀňŘŘ̹ ŵĴĪŦŀşňƥĴİ̹ ƀŅĴ̹ ŹŅĜŲĴ̹ŦĿ̹�ŅňşĴŹĴ̹ĪŅĜŵĜĪƀĴŵŹ̹ ˾#ňŀ˫̹ ʈʉ˿˦̹ ňŹ̹ ŹƀĜƀĴİ̹ĜŹ̹
ňşŹŲňŵĴİ̹ĩƟ̹ƀŅĴ̹�ƄŵŦŲĴş̹ĜŵƀňŹƀ̹TĜƄŘ̹9ŘĴĴ̝Ź̹˾ʆʍʌʎ̐ʆʎʉʅ˿̹ƙŦŵŖ̹˾#ňŀ˫̹ʈʊ˿˫ 

Fig. 34. Opening up (Kai yi 
guguo zhi men), Gu Gan, 
1995, mixed media, 
Source: Iezzi, (2013: 166).
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$Ƅ̹ $Ĝş̹ ˾#ňŀ˫̹ ʈʉ˿̹ ňŹ̹ Ĝş̹ ňşƀĴŵşĜƀňŦşĜŘŘƟ̹ ŵĴĪŦŀşňƥĴİ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ ĜŹ̹ Ĝ̹
pioneer of the modernist movement in calligraphic painting on the 
mainland with a traditional Chinese painting train in Beijing. By 
ʆʎʋʅ˦̹ ŅĴ̹ ƀƄŵşĴİ̹ ƀŦ̹ ŹƀƄİƟňşŀ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ ,ƀ̹ ňŹ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ ŅĴ̹ ŹƀĜŵƀĴİ̹
to be interested in modern art in the early twentieth century, 
ĴŹŲĴĪňĜŘŘƟ̹ rĜŹŹňŘƟ̹ 9ĜşİňşŹŖƟ̹ ˾ʆʍʋʋ̐ʆʎʉʉ˿˦̹ TĜƄŘ̹ 9ŘĴĴ̹ ˾ʆʍʌʎ̐ʆʎʉʅ˿˦̹ Ĝşİ̹
7ŦĜş̹Aňŵŧ̹ ˾ʆʍʋʋ̐ʆʎʉʉ˿˦̹ Ĝşİ̹ ŅĴ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĴƞŲĴŵňŞĴşƀ̹ ŅňŹ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹
ňşƀĴŵŲŵĴƀĜƀňŦşŹ̹ňş̹ƀŅĴ̹ŘĜƀĴ̹ʆʎʌʅŹ̹˾,Ĵƥƥň˦̹ʇʅʆʈ˿˫̹

$Ƅ̹$Ĝş˦̹ ňş̹ŞŦŹƀ̹ ŦĿ̹ ŅňŹ̹ƙŦŵŖ˦̹ ĴŞŲŘŦƟŹ̹ ƀŵĜİňƀňŦşĜŘ̹�ŅňşĴŹĴ̹ ĪŅĜŵĜĪƀĴŵŹ̹
that are archaic and pictographic formulations and abstract painting. 
�Ɵ̹ĪŦŞĩňşňşŀ̹ƀŅĴŞ˦̹ŅĴ̹ĪŵĴĜƀĴŹ̹ŹŲĴĪňĜŘ̹ŲňĪƀŦŵňĜŘ̹ĴǣĴĪƀŹ̹ňş̹ĪŦŞŲŦŹňƀňŦş˦̹
in which he reserves the traditional relationship of calligraphic form 
and content. It is stated that his aim and motivation is to reinvent the 
ĴŹŹĴşĪĴ̹ŦĿ̹ŦŘİ̹ƀŵĜİňƀňŦş̹ƀŅŵŦƄŀŅ̹ňƀŹ̹ƀŵĜşŹňƀňŦş̹˾$ŦĴİŅƄňŹ˦̹ʇʅʆʇ˿˫̹#Ŧŵ̹ƀŅňŹ̹
reason, his writings and lectures are assessed as having an important 
ňŞŲĜĪƀ̹Ŧş̹ƀŅĴ̹İĴƘĴŘŦŲŞĴşƀ̹ŦĿ̹ŞŦİĴŵşňŹƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹˾9ƄŦ˦̹ʇʅʆʅ˿˫

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹[ƙňŹŹ̹ŲĜňşƀĴŵ̹TĜƄŘ̹9ŘĴĴ̹˾#ňŀ˫̹ʈʊ˿̹ňŹ̹ƀŅĴ̹ŦşĴ̹ƀŅĜƀ̹ĪŦŞĴŹ̹
to mind with his sensitive lines; he had knowledge of Zen painting that 
probably encouraged him to create works with spontaneity, as in his action 
ŲĜňşƀňşŀŹ̹˾[ƄŘŘňƘĜş˦̹ʆʎʋʎ˿˫̹)Ĵ̹ĜŘŹŦ̹ĴŞŲŘŦƟŹ̹ŲĜƀƀĴŵşŹ˦̹ĪŦŘŦŵŹ˦̹Ĝşİ̹ŹŲĜĪĴ̹ňş̹ŅňŹ̹
ŲĜňşƀňşŀ̹ ƀŦ̹ĴƞŲŵĴŹŹ̹ŅňŹ̹ŲĴŵŹŦşĜŘ̹ ĿĴĴŘňşŀŹ˫̹bŅĴ̹ŀĴŦŞĴƀŵňĪĜŘ̹ǬŀƄŵĴŹ̹ĜŵĴ̹
assessed as reminiscent of the signs carved on ancient Chinese poetry 
ĩĴĿŦŵĴ̹İĴƘĴŘŦŲňşŀ̹�ŅňşĴŹĴ̹ƙŵňƀƀĴş̹ĪŅĜŵĜĪƀĴŵŹ̹˾bňşŀƟŦƄ˦̹ʇʅʅʉ˿˫̹

Fig. 35. Embrace, Paul Klee, 
1939, pastel, watercolor and 
oil on canvas, Source: Iezzi, 
(2013: 166).

Through comparing the works of theŹĴ̹ ƀƙŦ̹ ĜŵƀňŹƀŹ̹ ˾#ňŀ˫̹ ʈʉ̐ʈʊ˿˦̹ Ĝƀ̹
ǬŵŹƀ̹ ŀŘĜşĪĴ˦̹ ƀŅĴ̹ ĿŦŵŞĜŘ̹ ŹňŞňŘĜŵňƀňĴŹ̹ ĩĴƀƙĴĴş̹ ƙŦŵŖŹ̹ ƀĜŖĴ̹ ĜƀƀĴşƀňŦş˫̹
The brushstrokes that artists employ with their sharp and sometimes 
smooth turns, which create a symbol-like form, seem to resemble. Both 
engaged with the strokes that reveal the dynamism and energy, as well 
as space, which is another main point that needs attention. In overall 
composition, space, apart from being a supporter, makes the form front 
Ĝşİ̹ƀŅĴ̹ŹĴĪŦşİ̹ňŹŹƄĴ̹ƀŅĜƀ̹ƀĜŖĴŹ̹ĴŴƄĜŘ̹ňŞŲŦŵƀĜşĪĴ̹ƀŦ̹ƀŅĴ̹ŹƀŵŦŖĴŹ̹ŅĜƘĴ˫̹



ʇʍʊ

Moreover, both do not prefer to employ something that will interrupt 
ƀŅĴ̹ŹƟŞĩŦŘ̐ŘňŖĴ̹ĿŦŵŞ̹Ĝşİ̹ŹŲĜĪĴ̹ĜŹ̹Ĝ̹ĩĜĪŖŀŵŦƄşİ˰̹ ňşŹƀĴĜİ˦̹$Ƅ̹$Ĝş̹ĜİİŹ̹
various small Chinese characters and red seals that give a dimension 
ƀŦ̹ƀŅĴ̹ĪŦŞŲŦŹňƀňŦş̹ĩƟ̹ĪŵĴĜƀňşŀ̹Ĝ̹ĪŦşƀŵĜŹƀ˫̹;ňŖĴ̹ŞĜşƟ̹ŦƀŅĴŵŹ˦̹ŅĴ̹ŲŵĴĿĴŵŹ̹
the cursive and the seal script because the cursive script is one of the 
closest to abstraction, and the seal script is one of the most pictographic. 
)ĴşĪĴ˦̹ƀŅĴŹĴ̹ƀƙŦ̹ĜŵĴ̹ŞŦŹƀ̹ĜŲŲŵŦŲŵňĜƀĴ̹ƀŦ̹ŹĴŵƘĴ̹$Ƅ̹$Ĝş̝Ź̹ĜƀƀňƀƄİĴ˫̹,ƀ̹ĪĜş̹
ĩĴ̹ŦĩŹĴŵƘĴİ̹ƀŅĜƀ̹$Ƅ̹$Ĝş̹ĴŞŲŅĜŹňƥĴŹ̹ĪŦŞĩňşňşŀ̹ĜĴŹƀŅĴƀňĪ̹ŲŘĴĜŹƄŵĴ̹ƙňƀŅ̹
ĪŦşƀĴşƀ˫̹)ňŹ̹ ĪŅĜŵĜĪƀĴŵŹ̹ ŅĴŵĴ̹ ĩĴĪŦŞĴ̹ ŹŦŞĴƀŅňşŀ̹ ŘňŖĴş̹ ƀŦ̹ ŹƟŞĩŦŘŹ̹ ƀŅĜƀ̹
lead the viewers to understand the meaning of what is envisaged even if 
ƀŅĴƟ̹İŦ̹şŦƀ̹ŖşŦƙ̹ƀŅĴ̹ŘňşŀƄňŹƀňĪ̹ŞĴĜşňşŀ̹˾,Ĵƥƥň˦̹ʇʅʆʈ˿˫

�ĪĪŦŵİňşŀ̹ ƀŦ̹ ~ŅĜşŀ̐�ƥňŵĝŖŦƘĝ̹ ˾ʇʅʆʉ˿˦̹ ŅňŹ̹ ƙŦŵŖŹ̹ ĜŵĴ̹ ĜĩŹƀŵĜĪƀ̹ ňşŖ̹
paintings with strong calligraphic feelings, or they can be called 
abstract calligraphy. In other words, paintings with the strong 
inspiration of calligraphy with abstract lines are composed in a form 
ƀŅĜƀ̹ŵĴŞňşİŹ̹ƀŅĴ̹ƀŵĜİňƀňŦşĜŘ̹ƙŦŵŖŹ˫̹)ňŹ̹ŘňşĴŹ̹ĜŵĴ̹ĪŦŞŲŦŹĴİ̹ĜŹ̹Ĝ̹ŹĴŵňĴŹ̹
of lines, certainly not in a typical calligraphic way of using a brush. 
[ŦŞĴƀňŞĴŹ̹ŅĴ̹ŲŵĴĿĴŵŹ̹ƀŦ̹ƄŹĴ̹Ĝ̹İŵƟ̹ĩŵƄŹŅ˰̹ňş̹ŹŦŞĴ̹ĪĜŹĴŹ˦̹ŅňŹ̹ŘňşĴŹ̹ǭŦƙ̹
on the surface softly.

#ƄŵƀŅĴŵŞŦŵĴ˦̹ ňş̹#ňŀ˫̹ʈʋ˦̹$Ƅ̹$Ĝş̹ĴŞŲŘŦƟŹ̹ƀŅĴ̹İňŘƄƀĴİ̹ňşŖ̹Ŧş̹ƀŅĴ̹ŲĜŲĴŵ̹
that disperses, and the density creates the dimension through one 
color; black. Various parts of the composition cause stacks or crowded 
collections of the ink with splashes; in some parts, dry traces of the 
ĩŵƄŹŅ̹ ĪĜş̹ ĩĴ̹ ŦĩŹĴŵƘĴİ˦̹ ĜŘŹŦ̹ ŀňƘňşŀ̹ Ĝ̹ ƀŅŵĴĴ̐İňŞĴşŹňŦş˫̹ �ƀ̹ ƀŅĴ̹ ĪĴşƀĴŵ̹
ŦĿ̹ ƀŅĴ̹ŲňĴĪĴ˦̹ ƀŅĴŵĴ̹ŹĴĴŞŹ̹ƀŦ̹ĴƞňŹƀ̹Ĝ̹ŹƟŞĩŦŘ̐ŘňŖĴ̹ĪŅĜŵĜĪƀĴŵ̹ ƀŅĜƀ̹ĪĜŵŵňĴŹ̹
the various moves of the brush with sensitive, sharp, and smooth 
turns; however, considering the overall compositions, it seems to turn 
to artistic photograph rather than artistic writing due to its strong 
image-like appearance. 

Fig. 36. Waves, Gu Gan, 2006, 
ink and color on paper, Source: 
Kuo, (2010: 130). 
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�şŦƀŅĴŵ̹ňŞŲĜĪƀ̹ňŹ̹ĪŵĴĜƀĴİ̹ƙňƀŅ̹ŵĴİ̹ŹƀĜňşŹ̹ƀŅĜƀ̹ĪŵĴĜƀĴ̹ŹŦŞĴ̹ĩĜŘĜşĪĴ̹Ĝşİ̹
ĴşĴŵŀƟ˫̹HşĪĴ̹ĜŀĜňş˦̹$Ƅ̹$Ĝş̹ĴŞŲŘŦƟŹ̹ŹŞĜŘŘ̹�ŅňşĴŹĴ̹ĪŅĜŵĜĪƀĴŵŹ̹Ĝƀ̹ ƀŅĴ̹
left edge of the composition. Even not readable, the main composition 
promises to appreciate its emotion and sensible energy instead of 
focusing on the content. So, even though it is stated and intended to 
ŘŦĪĜƀĴ̹ƀŅĴ̹ƙĴŹƀĴŵş̹ňşǭƄĴşĪĴŹ̹Ŧş̹$Ƅ̹$Ĝş̝Ź̹ƙŦŵŖŹ̹ŅĴŵĴ˦̹ňƀ̹ŞĜƟ̹ĩĴ̹ĪŘĜňŞĴİ̹
that the Far Eastern calligraphy tradition still seems to dominate the 
ĪĜŘŘňŀŵĜŲŅĴŵ̝Ź̹Şňşİ̹Ĝşİ̹ŅĜşİ̹ƙňƀŅ̹ĿŵĴĴ̹ƙňŘŘ˫̹,ş̹ĩŦƀŅ̹ŅňŹ̹ƙŦŵŖŹ̹˾#ňŀ˫̹ʈʉ̹
Ĝşİ̹ ʈʋ˿˦̹ $Ƅ̹ $Ĝş̹ ĴŞŲŘŦƟŹ̹ ŵĴĜİĜĩŘĴ̹ �ŅňşĴŹĴ̹ ĪŅĜŵĜĪƀĴŵŹ˦̹ ňşŹƀĴĜİ̹ ŦşŘƟ̹
employing abstract lines and strokes. It is not known whether he makes 
Ĝ̹ĪŘĴĜŵ̹İňŹƀňşĪƀňŦş̹ĩĴƀƙĴĴş̹ƀŵĜİňƀňŦş̹Ĝşİ̹ĪŦşƀĴŞŲŦŵĜŵƟ˫̹)ŦƙĴƘĴŵ˦̹ňƀ̹ňŹ̹
evident that through this type of combination, he prefers to represent 
ŅňŹ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĜƀƀňƀƄİĴ̹ ŦĿ̹ ŅňŹ̹ Ŧƙş̹ƙňƀŅ̹ ƀŅĴ̹ ňşǭƄĴşĪĴŹ̹ ŦĿ̹rĴŹƀĴŵş̹
ĜĩŹƀŵĜĪƀňŦş˦̹ ƙŅňĪŅ̹ ĜŘŹŦ̹ ŞĜşňĿĴŹƀŹ̹ ňƀŹĴŘĿ̹ ŅĴŵĴ̹ ƀŅŵŦƄŀŅ̹ $Ƅ̹ $Ĝş̝Ź̹ ĩňŀ̹
spontaneous-like strokes, marks, and gestures. 

�şŦƀŅĴŵ̹ ňŞŲĜĪƀ̹ ŦĿ̹ rĴŹƀĴŵş̹ Ĝŵƀ̹ Ŧş̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ŲƄƀ̹ĿŦŵƙĜŵİ̹ĩƟ̹ňşİňĪĜƀňşŀ̹Ŧş̹rĴň̹;ňŀĜşŀ̹˾ĩ˫̹ʆʎʋʉ˿̹˾#ňŀ˫̹ʈʌ̹
Ĝşİ̹ʈʍ˿˦̹ĜƘĜşƀ̐ŀĜŵİňŹƀ̹ŹĴĴŞŹ̹ŦşŘƟ̹ĪŦşƀĴŞŲŘĜƀĴ̹ƀŅĴ̹ŦƄƀŹƀĜşİňşŀ̹ĩĴĜƄƀƟ̹
ŦĿ̹ƀŅĴ̹ŘňşĴ̹Ĝşİ̹�ŵňĪĴ̹AĜŵİĴş̹˾ĩ˫̹ʆʎʈʍ˿̹˾#ňŀ˫̹ʈʎ˿̹ĩƟ̹,Ĵƥƥň̹˾ʇʅʆʈ˿˫

rĴň̹;ňŀĜşŀ˦̹ ňş̹ŅňŹ̹#ňŀ˫̹ʈʌ̹Ĝşİ̹ʈʍ˦̹ĴƞŲĴŵňŞĴşƀŹ̹ƙňƀŅ̹Ĝ̹ ŘňşĴ̹ŞŦƘĴŞĴşƀ˦̹
which seems a close relative of western abstract art. 

Fig. 37. Zhuang Zhou Dreaming 
a Butterfly, Wei Ligang, 2014, 
ink and acrylic on Xuan paper, 
Source: Artsy, artsy.net/
artwork/wei-ligang-wei-li-gang-
zhuang-zhou-dreaming-a-
butterfly-zhuang-zhou-meng-
die, access: 25.03.2018.

Fig. 38. An Auspicious Bird 
Flying above the Golden Palace, 
Wei Ligang, 2012, Chinese ink 
and acrylic on paper, Source: 
The Artling, theartling.com/
en/artwork/wei-ligang-an-
auspicious-bird-flying-above-
the-golden-palace/, access: 
25.03.2018.
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HşĴ̹ŦĿ̹ƀŅĴ̹ĿĴĜƀƄŵĴŹ̹ƀŅĜƀ̹ƀĜŖĴ̹ĜƀƀĴşƀňŦş̹ňŹ̹ƀŅĜƀ̹;ňŀĜşŀ̹İŦĴŹ̹şŦƀ̹ĴşŀĜŀĴ̹
with the high contrast within the lines; instead, he prefers the line’s 
ǬƞĴİ̹ ƙĴňŀŅƀ˦̹ Ĝşİ̹ ƙňƀŅŦƄƀ̹ ŘňĿƀňşŀ̹ ƀŅĴ̹ ŅĜşİ˦̹ ŅĴ̹ ĪŵĴĜƀĴŹ̹ ŹŦŞĴ̹ Ŗňşİ̹ ŦĿ̹
maze-like appearance with smooth and sharp turns. The preference 
of color for both works is again limited, just black and gold; one is 
ĴƞĴĪƄƀĴİ̹ƙňƀŅ̹ŀŦŘİ̹ŲĜňşƀŹ̹Ŧş̹wƄĜş̹ŲĜŲĴŵ̝Ź̹ĩŘĜĪŖ̹ŹƄŵĿĜĪĴ˦̹Ĝşİ̹ƀŅĴ̹ŦƀŅĴŵ̹
is with black paint on gold paper. 

Both consist of various stains and small details that create a crowd on 
ƀŅĴ̹ ŹƄŵĿĜĪĴ̹Ĝşİ̹ĜŘŹŦ̹ ŹĴĴŞ̹ƀŦ̹ ňşƀĴŵŵƄŲƀ̹ ƀŅĴ̹ǭŦƙňşŀ̹ ĿŦŵŞ̹ŦĿ̹ ŘňşĴŹ˫̹bŅĴ̹
ŞŦƘĴŞĴşƀ̹ŦĿ̹ƀŅĴ̹ŘňşĴŹ̹ŀňƘĴŹ̹ŹƀĜƀňĪ̹Ĝşİ̹ĜŘŹŦ̹İƟşĜŞňĪ̹ĴşĴŵŀƟ˫̹bŅĴ̹ǬƞĴİ̹
weight and constant turn of the lines seem to create static energy, 
ƙŅĴŵĴĜŹ̹ ƀŅĴ̹ ƄşĴƞŲĴĪƀĴİ̹ ĜŹƟŞŞĴƀŵňĪĜŘ̹ ƀƄŵşŹ̹ Ĝİİ̹ İƟşĜŞňŹŞ̹ ƀŦ̹ ƀŅĴ̹
overall composition. 

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ #ňŀ˫̹ ʈʎ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ŦşĴ̹ ŦĿ̹ �ŵňĪĴ̹ AĜŵİĴş̝Ź̹ ƙŦŵŖŹ̹
claimed to have a resemblance. Indeed, this approach of Marden with the 
ŦƘĴŵĜŘŘ̹ĪŦŞŲŦŹňƀňŦş̹Ĝşİ̹ŅňŹ̹ĜƀƀňƀƄİĴ̹ƀŅŵŦƄŀŅ̹ǭŦƙňşŀ̹ŘňşĴŹ̹Ŧş̹ƀŅĴ̹ĪĜşƘĜŹ̹
ƙňƀŅ̹ĪŦşŹƀĜşƀ̹ƀƄŵşŹ̹ŞĜŖĴ̹ƄŹ̹ƀŅňşŖ̹ŦĿ̹ƀŅĴ̹ňşŹŲňŵĜƀňŦş̹ŦĿ̹ňƀ̹Ŧş̹;ňŀĜşŀ˫̹

Fig. 39. Vine (1992-93), Brice 
Marden, oil on flax canvas, 
Source: MOMA, moma.org/
collection/works/79089, 
access: 25.03.2018.

rňƀŅ̹ ƀŅĴŹĴ̹ƙŦŵŖŹ˦̹ ňƀ̹ ŞĜƟ̹ ŹĴĴŞ̹ ƀŅĜƀ̹rĴň̹ ;ňŀĜşŀ̹ ŲŵĴĿĴŵŵĴİ̹ ƀŦ̹ ŘĴĜƘĴ̹ ƀŅĴ̹
ƀŵĜİňƀňŦş̹ ĩĴŅňşİ˰̹ ŅŦƙĴƘĴŵ˦̹ $ŦĴİŅƄňŹ̹ ˾ʇʅʆʇ˿̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ƘĜŵňŦƄŹ̹ ĜŵƀňŹƀŹ˦̹
ŹƄĪŅ̹ĜŹ̹rĴň̹;ňŀĜşŀ˦̹ƀƄŵş̹ƀŦƙĜŵİ̹ƀŅĴ̹ŲĜŹƀ̹ƀŦ̹Ǭşİ̹Ĝ̹ĪŦşĪĴŲƀƄĜŘ̹Ĝşİ̹ŹƀƟŘňŹƀňĪ̹
model that leads to recreating the original cultural spirit of writing. 

Thus, even if it seems a close relative of western abstract art, it is 
inspired by the simplicity of the use of lines, which belongs to the 
�ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦş˫̹ ,ƀ̹ ňŹ̹ Ĝ̹ ŅňŀŅŘƟ̹ ŹňŀşňǬĪĜşƀ̹ ŲŦňşƀ˦̹ ĿŦŵ̹
Chinese modernist and avant-garde artists, through these features 
prove once again mostly the new contemporary attitudes are assessed 
as grounding to tradition.
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HƀŅĴŵ̹ şŦƀĴƙŦŵƀŅƟ̹ ĴƞĜŞŲŘĴŹ̹ ĜŵĴ̹ ŞĴşƀňŦşĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ŹňŞňŘĜŵňƀňĴŹ̹
ĩĴƀƙĴĴş̹ ƀŅĴ̹ ĜŵƀňŹƀŹ̹ #ŵĜşƥ̹ 9ŘňşĴ̹ ˾ʆʎʆʅ̐ʆʎʋʇ˿̹ ˾#ňŀ˫̹ ʉʅ˿̹ Ĝşİ̹ �ŅňşĴŹĴ̹
ĪĜŘŘňŀŵĜŲŅĴŵ̹Vňş̹#Ĵşŀ̹˾ĩ˫̹ʆʎʋʆ˿̹˾#ňŀ˫̹ʉʆ˿̹ƀŅĜƀ̹ƙŅŦŹĴ̹ƙŦŵŖŹ̝ were visibly 
ňşǭƄĴşĪĴİ̹ĩƟ̹ƀŅĴ̹rĴŹƀĴŵş̹�ĩŹƀŵĜĪƀ̹ĜŵƀňŹƀ̹˾,Ĵƥƥň˦̹ʇʅʆʈ˿˫

�ş̹�ŞĴŵňĪĜş̹ ŲĜňşƀĴŵ̹ #ŵĜşƥ̹ 9ŘňşĴ̹ ˾ʆʎʆʅ̐ʆʎʋʇ˿˦̹ ŞĜİĴ̹ ŹĴƘĴŵĜŘ̹ ŲŦŵƀŵĜňƀŹ̹
ŦĿ̹ BňœňşŹŖƟ̹ ˾ʆʍʍʎ̐ʆʎʊʅ˿˦̹ Ĝ̹ WƄŹŹňĜş̹ İĜşĪĴŵ˦̹ ňş̹ ŅňŹ̹ ĴĜŵŘƟ̹ ƟĴĜŵŹ˫̹ #ňŀ˫̹ ʉʅ̹
ňŘŘƄŹƀŵĜƀĴŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞĜƀƄŵĴ̹ƙŦŵŖŹ̹ŦĿ̹#ŵĜşƥ̹9ŘňşĴ˦̹İĴƘĴŘŦŲĴİ̹ŦƘĴŵ̹ƀŅĴ̹
ƟĴĜŵ̹ʆʎʉʎ̐ʊʅ˫̹,ƀ̹ňŹ̹ŹĜňİ̹ƀŅĜƀ̹ŅňŹ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖŹ̹ƙĴŵĴ̹ĜĪƀƄĜŘŘƟ̹ƙŵňƀƀĴş̹
Ŧş̹ƀŅĴ̹ŲĜŀĴŹ̹ŦĿ̹Ĝ̹ƀĴŘĴŲŅŦşĴ̹ĩŦŦŖ˦̹Ĝşİ̹ĿŦŵ̹ƀŅĴ̹ǬŵŹƀ̹ƀňŞĴ˦̹9ŘňşĴ̹ŵĴĜŘňƥĴİ̹
ƀŅĜƀ̹ƀŅňŹ̹ƙŦŵŖ̹ĜŘŹŦ̹ƙĴŘŘ̹ĜŹ̹ŘĜŵŀĴ̹ŲňĪƀƄŵĴŹ̹˾bŅĴ̹AĴƀ̹AƄŹĴƄŞ˦̹ş˫İ˫˿˫

Fig. 40. Nijinsky, Franz Kline, 
1950, enamel on canvas, 
Source: TheMet, metmuseum.
org/art/collection/
search/490194, 
access: 13.12.2019.

#ňŀ˫̹ ʉʆ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ŦşĴ̹ ŦĿ̹ Vňş̹ #Ĵşŀ̝Ź̹ ƙŦŵŖŹ˦̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ Ĝ̹ ŘĴĜİňşŀ̹
ǬŀƄŵĴ̹ ŦĿ̹ ňşŖ̹ ŲĜňşƀňşŀ˦̹ ĜĪƀňƘĴŘƟ̹ ňşƘŦŘƘĴİ̹ ňş̹ ƀŅĴ̹ �ŅňşĴŹĴ̹ ĜƘĜşƀ̐ŀĜŵİĴ̹
movement. Feng studied mural painting at the Shandong University 
ŦĿ̹�ŵƀ̹Ĝşİ̹�ĴŹňŀş̹ ňş̹ƀŅĴ̹ĴĜŵŘƟ̹ʆʎʍʅŹ˦̹Ĝşİ̹ ňƀ̹ ňŹ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ŅĴ̹ƙĜŹ̹ŦşĴ̹
ŦĿ̹ ƀŅĴ̹ ŦşŘƟ̹ ƀƙŦ̹ ňş̹ ŅňŹ̹ ŲŵŦƘňşĪĴ̹ ƀŅĜƀ̹ ŵĜİňĪĜŘŘƟ̹ ĴƞŲĴŵňŞĴşƀĴİ̹ƙňƀŅ̹ ƀŅĴ̹
styles imported from contemporary art during that period. In the ’90s, 
when he moved to Berlin, it is claimed that he began to fuse Western 
modernism and Chinese ink tradition in his abstract composition while 
he searched for the possibilities of synthesizing modernism and the 
ňşŖ̐ŲĜňşƀňşŀ̹ƀŵĜİňƀňŦş̹˾9ƄŦ˦̹ʇʅʆʅ˿˫̹

Fig. 41. Civilization Landscape, 
Qin Feng, 2004, ink on silk 
and fiber paper, Source: Iezzi, 
(2013: 172).

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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Once again, these two works’ similarities lay in their engagement 
ƙňƀŅ̹ƀŅĴ̹ĩŘĜĪŖ̹ĪŦŘŦŵ̹Ŧş̹ƙŅňƀĴ̹ŹŲĜĪĴ̹ĩƟ̹ĿŵĴĴ̹ŹƀŵŦŖĴŹ̹Ĝşİ̹ŘňşĴŹ˫̹)ŦƙĴƘĴŵ˦̹
Vňş̹#Ĵşŀ̹˾#ňŀ˫̹ʉʇ̹Ĝşİ̹ʉʈ˿̹ŞŦŹƀŘƟ̹ĴŞŲŘŦƟ̹ƀŵĜİňƀňŦşĜŘ̹ƀŦŦŘŹ̹ŹƄĪŅ̹ĜŹ̹ňşŖ˦̹
Xuan paper, or silk, engaging with ink brush on numerous layers of his 
ŹƄŵĿĜĪĴ˫̹)Ĵ̹ ĜŘŹŦ̹ ŦĿƀĴş̹ İƟĴŹ̹ƙňƀŅ̹ ƀĴĜ̹ Ŧŵ̹ ĪŦǣĴĴ˦̹ƙŅňĪŅ̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ Ĝ̹
symbolic gesture of two cultures that blend togĴƀŅĴŵ̹˾9ƄŦ˦̹ʇʅʆʅ˿˫̹#ŘƄňİ̹
ink and dynamic brushstrokes emphasize the gesture of the brush. The 
ňşŖ̹ŹŲŘĜŹŅĴŹ̹ĜŘŹŦ̹ŵĴƘĴĜŘ̹ƀŅĜƀ̹Vňş̹#Ĵşŀ̹ŞŦƘĴŹ̹ŅňŹ̹ĩŵƄŹŅ̹ŘŦĜİĴİ̹ƙňƀŅ̹ǭƄňİ̹
ňşŖ̹Ŧş̹ƀŅĴ̹ŹƄŵĿĜĪĴ˦̹Ĝşİ̹ƀŅĴ̹ĴƞŲŘŦŹňƘĴ̹ĜĩŹƀŵĜĪƀ̹ŞĜŵŖŹ̹Ĝİİ̹İƟşĜŞňŹŞ̹Ĝşİ̹
support that movement. It also underlines the openness to the chance 
to create with unrestrained energy.

Fig. 42. left Series Desire 
Scenery 16, Qin Feng, n.d., ink, 
coffee, and tea on ceramic 
paper, Source: Artsy, artsy.
net/artwork/qin-feng-qin-
feng-series-desire-scenery-16, 
access: 13.12.2019.

Fig. 43. right Desire Scenery 
NO.0946, Qin Feng, n.d., ink 
on silk cotton paper, Source: 
Artsy, artsy.net/artwork/qin-
feng-qin-feng-desire-scenery-
no-dot-0946-yu-wang-feng-
jing-xi-lie-0946, 
access: 13.12.2019.

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹�ŘĜŵŖĴ̹˾ʆʎʍʍ˿̹ŹƀĜƀĴŹ̹ƀŅĜƀ̹Ĝ̹ŹňŞňŘĜŵňƀƟ̹ĩĴƀƙĴĴş̹#ŵĜşƥ̹
9ŘňşĴ̝Ź̹ŞĜƀƄŵĴ̹ƙŦŵŖŹ̹Ĝşİ̹ŦŵňĴşƀĜŘ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĪĜş̹ĩĴ̹şŦƀňĪĴİ̹ƀŅŵŦƄŀŅ̹
the usage of gestural lines, composed into dynamic symbol-like forms 
in black on an open wide white background. It seems to encourage 
the viewer to read mostly. Interestingly, Clarke also stated that Franz 
9ŘňşĴ̹ŅĜİ̹ŵĴŲĴĜƀĴİŘƟ̹İĴşňĴİ̹ƀŅĜƀ̹ŅĴ̹ƙĜŹ̹şŦƀ̹ňşǭƄĴşĪĴİ̹ĩƟ̹#Ĝŵ̹�ĜŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ Ŧŵ̹ ~Ĵş˦̹ Ĝşİ̹ ŦƀŅĴŵ̹ ĴƞŲŵĴŹŹňŦşŹ̹ ŦĿ̹ HŵňĴşƀĜŘ̹ ŲŅňŘŦŹŦŲŅƟ˰̹
however, it is also stated that his admiration for Japanese art could be 
ŵĴĜŘňƥĴİ̹ƙňƀŅ̹ŅňŹ̹ĪŦŘŘĴĪƀňŦş̹ŦĿ̹7ĜŲĜşĴŹĴ̹ŲŵňşƀŹ˫̹)ĴşĪĴ˦̹ĜŹ̹�ŘĜŵŖĴ̹ĪŘĜňŞŹ˦̹
it cannot be denied that there is a possibility of albeit unconscious at 
ƙŦŵŖ˫̹)ĴŵĴ˦̹ňİĴŦŀŵĜŞ̐ŘňŖĴ̹ŹŅĜŲĴŹ̹Ĝşİ̹ŘĜŵŀĴ̹ĜŵĴĜŹ̹ŦĿ̹ĴŞŲƀƟ̹ŹŲĜĪĴ˦̹Ĝşİ̹
the asymmetrical placing of the forms belong to Far Eastern aesthetics. 
)ŦƙĴƘĴŵ˦̹ƀŅĴ̹ǭƄňİňƀƟ̹ŦĿ̹ňşŖ̹ňŹ̹ĪŘŦŹĴŵ̹ƀŦ̹#Ĝŵ̹�ĜŹƀĴŵş̹ŲŵĜĪƀňĪĴ̹ƀŅĜş̹ƀŅĴ̹ŦňŘ̹
ŲŵĜĪƀňĪĴ̹ĜŹ̹ňş̹9ŘňşĴ̝Ź̹ƙŦŵŖŹ˫

To sum up, what has been observed physically through the works of 
ĪŦşƀĴŞŲŦŵĜŵƟ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ňŹ̹ĴşŦŵŞŦƄŹŘƟ̹ĴƞƀĴşİĴİ̹ĪŦşƀŵĜŹƀ̹
between the thickness and thinness of strokes as a vital feature, also 
the usage of heavy and light ink, closeness and looseness of lines of 
the characters, and the dryness and wetness of the ink, which creates 

IV. CHINESE AND JAPANESE CALLIGRAPHY TRADITION:
INFLUENCES ON THE WESTERN CONTEMPORARY CALLIGRAPHY
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İňǣĴŵĴşƀ̹ĴǣĴĪƀŹ̹Ŧş̹ƀŅĴ̹ŹƄŵĿĜĪĴ˫̹rňƀŅ̹Ĝş̹ĴƞĜŀŀĴŵĜƀĴİ̹ĜƀƀňƀƄİĴ̹ňş̹ƀĴŵŞŹ̹
of characters, lines, and strokes, it is observed that the character 
patterns have changed, while various pictographic characters are 
written in their natural shapĴŹ̹˾bňşŀƟŦƄ˦̹ʇʅʅʉ˿˫̹

These changes are assessed as the impact of Western abstraction. 
)ŦƙĴƘĴŵ˦̹ ĜŲĜŵƀ̹ ĿŵŦŞ̹ ŵĴŘĜƀňƘĴŘƟ̹ şĴƙ̹ ĜŲŲŵŦĜĪŅĴŹ̹ ŦĿ̹ ƀŅĴŹĴ̹ �ŅňşĴŹĴ̹
calligraphers, it is observed that they still employ the traditional tool, 
ňşŖ˦̹Ĝşİ̹ĩŵƄŹŅ˦̹ĜŘŹŦ̹ƀŅĴ̹ƀĴĪŅşňŴƄĴ̹ŦĿ̹ƀŅĴ̹ĴƞĴĪƄƀňŦş˦̹ŹƄĪŅ̹ĜŹ̹ŹŲŘĜŹŅĴİ̹ňşŖ̹
˾pomo or p’o-mo˿9˦̹Ĝş̹ĜşĪňĴşƀ̹�ŅňşĴŹĴ̹ŲĜňşƀňşŀ̹ƀĴĪŅşňŴƄĴ̹ƙŅňĪŅ̹ňşƘŦŘƘĴŹ̹
throwing or pouring the ink on rice paper or canvas with traditional 
ĩŵƄŹŅ̹ƙŦŵŖ̹˾[ĪŅƄŘƥ˦̹ʇʅʆʊ˿˫̹

AŦŵĴŦƘĴŵ˦̹ ĜŹ̹ �ĜŵƄŹŦ̹ ˾ʇʅʅʎ˿̹ ƄşİĴŵŘňşĴŹ˦̹ ƀŅĴŹĴ̹ ĩňŀ̹ ĜĩŹƀŵĜĪƀ̹ ŞĜŵŖŹ̹
ŘŦŦŖ̹ ŘňŖĴ̹ #ŵĜşƥ̹ 9ŘňşĴ̝Ź̹ƙŵňƀƀĴş˱ŲĜňşƀĴİ̹ ĩƟ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ƙňƀŅ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ĴƞŲĴŵƀňŹĴ̹Ĝşİ̹Ĝ̹ŹĴşŹĴ̹ŦĿ̹Ĝ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹
competent with a calligraphic brush. Even they look spontaneous, and 
it is still claimed that they are very carefully constructed and calculated 
by a calligrapher. For these reasons, these practices, with the impact of 
Western abstract artists, still, preserve various features that underline 
ƀŅĴ̹ĜĩŦƘĴ˫̹�ƘĴş̹ƘĜŵňŦƄŹ̹ŲŵĜĪƀňĪĴŹ˦̹ŹƄĪŅ̹ĜŹ̹rĴň̹;ňŀĜşŀ̹Ŧŵ̹Vňş̹#Ĵşŀ˦̹ƙŅŦ̹
do not prefer to engage with the written characters mostly, may be 
ĜŹŹĴŹŹĴİ̹ ĜŹ̹ İňƘĴŵŀňşŀ̹ ňş̹ ƀŅĴ̹ ĪŦşƀĴƞƀ̹ ŦĿ̹�ŅňşĜ̝Ź̹ ĜĩŹƀŵĜĪƀ̹ ĪŦşĪĴŲƀ̹ ĜŘŹŦ̹
mentioned earlier and closer to the abstract concept of the West, or 
ňƀ̹ ŘŦŹĴŹ̹ ƀŅĴňŵ̹ ĪŦşşĴĪƀňŦş̹ƙňƀŅ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş˫̹)ŦƙĴƘĴŵ˦̹ ňƀ̹ŞĜƟ̹ĩĴ̹ŞŦŵĴ̹
appropriate to claim as leaving the Far Eastern concept of abstraction 
and entering the universal concept of abstraction.

)ĴŵĴ˦̹ ňƀ̹ ŹŅŦƄŘİ̹ ĩĴ̹ ƄşİĴŵŘňşĴİ̹ ƀŅĜƀ̹ rĴŹƀĴŵş̹ Ĝŵƀ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ rĴŹƀĴŵş̹
ĜĩŹƀŵĜĪƀ̹ Ĝŵƀ˦̹ ňşǭƄĴşĪĴŹ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ˰̹
however, it should be kept in mind that the concept of abstraction is not 
ƀŅĴ̹ŹĜŞĴ̹ĜŹ̹ƀŅĴ̹ĜĩŹƀŵĜĪƀ̹ƙňƀŅňş̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƀŵĜİňƀňŦş̹ňş̹ƀŅĴ̹�ĜŹƀ̹˾[ĜƀŦ˦̹
ʇʅʆʆ˿˦̹ ƙŅňĪŅ̹ ňŹ̹ ŦĪĪĜŹňŦşĜŘŘƟ̹ ƄşİĴŵŘňşĴİ̹ ĴĜŵŘňĴŵ˫̹ ,ƀ̹ ƙĜŹ̹ ĜŘŹŦ̹ ŞĴşƀňŦşĴİ̹
ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ĴƞŲŘĜşĜƀňŦşŹ̹ ŦĿ̹xĴĴ̹ ˾ʆʎʌʉ˿̹ƙňƀŅ̹ ƀŅĴ̹ ƀŅĴŞĴ̹ ŦĿ̹ ̚ƀŅĴ̹ ĜĩŹƀŵĜĪƀ̹
ĩĴĜƄƀƟ̹ŦĿ̹ŘňşĴ̛̹˾xĴĴ˦̹ʆʎʌʉ˥̹ʆʅʋ˿˦̹ƙŅňĪŅ̹ŹŅŦƙŹ̹ƀŅĴ̹İňǣĴŵĴşĪĴ̹ƀŅĜƀ̹ĪĜŘŘňŀŵĜŲŅňĪ̹
lines tend to reproduce and rebuild the harmony between man and 
şĜƀƄŵĴ̹ƀŅŵŦƄŀŅ̹ƘňƘňİ̹ĴƞĴĪƄƀňŦşŹ̹ŦĿ̹Ĝ̹ŅĜşİ˦̹ƙŅĴŵĴĜŹ̹ƙĴŹƀĴŵş̹ĜĩŹƀŵĜĪƀ̹Ĝŵƀ̹
ňşƀĴşİŹ̹ ƀŦ̹ ĴƞŲŵĴŹŹ̹ ƀŅĴ̹ ĪŦşǭňĪƀňŦş̹ ĩĴƀƙĴĴş̹ ƀŅŦŹĴ̹ ƀƙŦ˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹
ňƀ̹ ňŹ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹rĴŹƀĴŵş̹ĜŵƀňŹƀ̹ ňŹ̹ ňş̹Ĝş̹ĴşƀňŵĴŘƟ̹İňǣĴŵĴşƀ̹ŲŦŹňƀňŦş̹
to those calligraphers with a looser relation to their artistic tradition, 
whereas in China and Japan, calligraphers work and practice with an 
ĜşĪňĴşƀ̹ƀŵĜİňƀňŦş̹ŦĿ̹ƀŅĴ̹ƙŵňƀƀĴş̹ŘĜşŀƄĜŀĴ̹Ŧŵ̹ŹƀƟŘĴ̹ŦĿ̹ƀŅĴ̹�ĜŹƀ̹˾[ĜƀŦ˦̹ʇʅʆʆ˿˫

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ ,Ĵƥƥň̹ ˾ʇʅʆʈ˿̹ ĪŘĜňŞŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ ĜĩŹƀŵĜĪƀ̹ ŹĴĴİ̹ ŹĴĴŞŹ̹
to have started its germination through the connection to Western 
abstract art in a sense. From that time on, apart from the abstract lines, 

ʎ̹bŅĴŵĴ̹ĜŵĴ̹ƀƙŦ̹İňǣĴŵĴşƀ̹ŲŅŵĜŹĴŹ˦̹Ĝşİ̹ƀƙŦ̹İňǣĴŵĴşƀ̹�ŅňşĴŹĴ̹ĪŅĜŵĜĪƀĴŵŹ̹ĜŵĴ̹ŲŵŦşŦƄşĪĴİ̹po; however, 
it is stated that the more common interpretation of pomo ňŹ̹̚ĩŵŦŖĴş̹ňşŖ˫̛ ̹bŅĜƀ̹ŵĴĿĴŵŹ̹ŹƄŲŲŦŹĴİŘƟ̹ƀŦ̹
ƀŅĴ̹ ňşşŦƘĜƀňŦş̹ŦĿ̹ ƀŅĴ̹ĴňŀŅƀŅ̐ĪĴşƀƄŵƟ̹ŲĜňşƀĴŵ̹rĜşŀ̹rĴň̹ ˾ʋʎʎ̐ʌʋʆ˿˦̹ ňş̹ƙŅňĪŅ̹ƀŅĴ̹ĩŵƄŹŅ̹ƙĜŹ̹ƄŹĴİ̹ƀŦ̹
build up a series of dense ink washes through diluted ink applied in a broad sweep. Thus, it gives a 
ŹĴşŹĴ̹ŦĿ̹ƀŅĴ̹ŹŦŘňİ̹ŹƄŵĿĜĪĴ̹İĴǬşĴİ̹ĩƟ̹ŘňşĴ˫̹�şŦƀŅĴŵ̹ňşƀĴŵŲŵĴƀĜƀňŦş̹ŦĿ̹ƀŅĴ̹ƀĴŵŞ̹pomo̹ňŹ̹̚ŹŲŘĜŹŅĴİ̹ňşŖ˦̛ ̹
ƙŅňĪŅ̹ŵĴĿĴŵŹ̹ƀŦ̹Ĝ̹ŹňŞňŘĜŵ̹ĴǣĴĪƀ̹ƙňƀŅŦƄƀ̹ĩĴňşŀ̹ĪŦşǬşĴİ̹ĩƟ̹Ĝş̹ŦƄƀŘňşĴ˦̹ĿŵĴĴŘƟ̹Ĝşİ̹ĜĪƀňƘĴŘƟ̹ŞŦƘňşŀ̹ƀŅĴ̹
ink over the surface. Splashed ink is related to the later Tang dynasty’s art, and with various Zen 
ĜŵƀňŹƀŹ̹ŦĿ̹ƀŅĴ̹ƀŅňŵƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹ňƀ̹ĩĴĪĜŞĴ̹ŲŦŲƄŘĜŵ̹˾�şĪƟĪŘŦŲĜĴİňĜ̹�ŵňƀĜşşňĪĜ˦̹ʇʅʅʋ˿˫
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Chinese calligraphy has been focusing on the traditional interaction 
between yin and yang, black and white, empty and full through 
connecting them, which are stated as common features in both Chinese 
and Western approaches. 

bŅňŹ̹ ŲĜŵƀňĪƄŘĜŵ̹ ŞŦŞĴşƀ̹ ŅĜŹ̹ ƀŦ̹ ĩĴ̹ ƄşİĴŵŘňşĴİ̹ ĩƟ̹ ƀŅĴ̹ İňǣĴŵĴşƀ̹
ĪŦşĪĴŲƀňŦşŹ̹ŦĿ̹ĜĩŹƀŵĜĪƀ̹Ĝŵƀ ň̹ş̹ƀŅĴ̹rĴŹƀ̹Ĝşİ̹�ŅňşĜ˫̹AňşŀŘƄ̹˾ şİ˫˿˦̹Ĝ̹ŹĪŅŦŘĜŵ̹
ŦĿ̹�ŅňşĴŹĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹Ĝŵƀ˦̹ƀŅĴ̹ĪƄŵĜƀŦŵ̹ŦĿ̹�ŅňşĜ˱�ƘĜşƀ̐$ĜŵİĴ̹˾ʆʎʍʎ˿̹
Ĝƀ̹ ƀŅĴ̹BĜƀňŦşĜŘ̹�ŵƀ̹AƄŹĴƄŞ̹ŦĿ̹�ŅňşĜ̹ ˾�Ĵňœňşŀ˿˦̹ŞĴşƀňŦşŹ̹ ƀŅĴ̹ ŀĴşĴŵĜŘ̹
perception and shared view of abstract art, a universal language that 
shared across cultures with a certain kind of sense due to the reason 
ƀŅĜƀ̹ƀŅĴŵĴ̹ĜŵĴ̹şŦ̹ŅňŹƀŦŵňĪĜŘ̹Ŧŵ̹ƀŅĴŞĜƀňĪĜŘ̹ŵĴĿĴŵĴşĪĴŹ˫̹)Ĵ̹ƄşİĴŵŘňşĴŹ̹ƀŅĜƀ̹
it has to be understood by the history of the form; however, mostly, the 
ĩĴĜƄƀƟ̹ŦĿ̹ňƀŹ̹ĪŦŞŲŦŹňƀňŦş̹ňŹ̹ŵĴĜŘňƥĴİ˫̹)Ĵ̹ĜİƘŦĪĜƀĴŹ̹ƀŅĜƀ̹ƀŅňŹ̹ŲĴŵĪĴŲƀňŦş̹
ŅĜŹ̹ ƀŦ̹ ĩĴ̹ ƀĴƞƀĴİ˫̹ )Ĵ̹ ĪŘĜňŞŹ̹ ƀŅĜƀ̹ ƙŅĴş̹ ŘŦŦŖňşŀ̹ Ĝƀ̹ �ŅňşĴŹĴ̹ ĜĩŹƀŵĜĪƀ̹
art, one can see its limitations, reborn after the end of the Cultural 
WĴƘŦŘƄƀňŦş̹ ˾ʆʎʋʋ˿˫̹ )Ĵ̹ ĜŹŹĴŹŹĴŹ̹ ňƀ̹ ĜŹ̹ Ĝ̹ ƀĴşİĴşĪƟ̹ ƀŅĜƀ̹ ŦĩœĴĪƀĴİ̹ ƀŦ̹ ƀŅĴ̹
political subject matter; at the same time, the emergence of abstraction 
is seen as a part of the renaissance of traditional ink painting. 

AňşŀŘƄ̹ ˾şİ˫˿̹ ĪŘĜňŞŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ ŅňŹƀŦŵƟ̹ ŦĿ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĜĩŹƀŵĜĪƀ̹ Ĝŵƀ̹ ňş̹
China cannot be comprehended through its pure formal terms; instead, 
ňƀ̹ŅĜŹ̹ƀŦ̹ĩĴ̹ŵĴŀĜŵİĴİ̹ƀŦ̹ƄşİĴŵŹƀĜşİ̹ňƀŹ̹ŵĴĪĴşƀ̹ŞĜŵŀňşĜŘňƥĴİ̹ŲŘĜĪĴŹ˫̹)Ĵ̹
describes it as marginalized because, in certain ways, Chinese abstract 
art is connected to tradition. That means there is interest in the 
transformation of tradition into the contemporary, as well as tradition 
can also be seen as a target. Either way, it is assessed as a positive force 
ƀŅĜƀ̹ŲŘĜƟŹ̹Ĝ̹ŵŦŘĴ̹ĜŹ̹Ĝş̹ňŞŲƄŘŹĴ̹ƀŦ̹ĪŵĴĜƀĴ̹Ĝ̹şĴƙ̹Ĝŵƀ̹ĿŦŵŞ˫̹)ĴşĪĴ˦̹AňşŀŘƄ̹
˾şİ˫˿̹ŹƀŵĴŹŹĴŹ̹ƀŅĜƀ̹ƀŵĜİňƀňŦş̹ĩĴşĴǬƀŹ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĜĩŹƀŵĜĪƀ̹Ĝŵƀ̹ƀŅŵŦƄŀŅ̹
repetition, series format, or involvement of script or written languages, 
an empty background that refers to nothingness or spontaneousness. 

rŅĴŵĴĜŹ˦̹ ƀŅĴ̹ ŅňŹƀŦŵƟ̹ ŦĿ̹ rĴŹƀ̝Ź̹ ĜĩŹƀŵĜĪƀ̹ Ĝŵƀ̹ ňŹ̹ İňǣĴŵĴşƀ˦̹ Ĝşİ̹ ŹƄĪŅ̹ Ĝ̹
phenomenon in Western art cannot be found as a respect for tradition. 
�ƀ̹ƀŅňŹ̹ŲŦňşƀ˦̹ŅĴ̹ƀĜŖĴŹ̹ĜƀƀĴşƀňŦş̹ƀŦ̹ƀŅĴ̹ĜŹŹƄŞŲƀňŦş̹ƀŅĜƀ̹ŞĜƟ̹ĩĴ̹ŵĴŘĜƀĴİ̹ƀŦ̹
ƀŅĴ̹ňşƀĴŵŲŵĴƀĜƀňŦş̹ŦĿ̹�ŅňşĴŹĴ̹ĜĩŹƀŵĜĪƀ̹Ĝŵƀ̹ňş̹rĴŹƀĴŵş̹Ĝŵƀ˫̹;ŦŦŖňşŀ̹Ĝƀ̹ƀŅĴ̹
rĴŹƀ˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ʆʎʊʅŹ̹Ĝşİ̹ʆʎʋʅŹ˦̹ ƀŅĴŵĴ̹ĜŵŦŹĴ̹ŞƄĪŅ̹ƀĜŘŖ̹
ŦĿ̹ŲĜňşƀňşŀ̹ĿŦŵ̹ŲĜňşƀňşŀ̹ňƀŹĴŘĿ˫̹)ŦƙĴƘĴŵ˦̹ňƀ̹ňŹ̹şŦƀ̹ĴĜŹƟ̹ƀŦ̹ĴşĪŦƄşƀĴŵ̹ŹƄĪŅ̹
a language in China partly due to the history in which contemporary 
�ŅňşĴŹĴ̹Ĝŵƀ̹ĴƘŦŘƘĴİ˦̹Ĝşİ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹�ŅňşĴŹĴ̹ĜĩŹƀŵĜĪƀ̹Ĝŵƀ̹ňŹ̹ĴƞĴĪƄƀĴİ̹
ĜŹ̹ Ĝ̹ ŞňƞƀƄŵĴ̹ ŦĿ̹ Ĝş̹ ĜĩŹƀŵĜĪƀ̹ ŘĜşŀƄĜŀĴ̹ Ĝşİ̹ ƀŵĜİňƀňŦşĜŘ̹ �ŅňşĴŹĴ̹ Ĝŵƀ̹
languages, such as Buddhist practice and ideas. In terms of painting, 
ƀŅĴ̹ĜĪƀ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ŹĴĜŵĪŅ̹ĿŦŵ̹ňşǬşňƀƟ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ŹƄŵŵŦƄşİňşŀŹ˦̹şŦƀ̹
presented merely by the form itself but including the artist’s personality 
and the act of art-making. Moreover, Minglu states there was much talk 
of materialization or dematerialization during the West’s postwar period. 
In contrast, in China, it was absent and no opposition between painting 
and life, which means between subject and object.

AŦŵĴŦƘĴŵ˦̹ bňşŀƟŦƄ̹ ˾ʇʅʅʉ˿̹ ƄşİĴŵŘňşĴŹ̹ ƀŅĴ̹ İňǣĴŵĴşĪĴŹ̹ Ĝşİ̹ ŹňŞňŘĜŵňƀňĴŹ̹
between Chinese calligraphy and Western abstract art. First, he 
describes the abstraction in terms of Chinese calligraphy with the 
ĿŦŘŘŦƙňşŀ̹ŹƀĜƀĴŞĴşƀŹ˥̹
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�ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ Ĝş̹ ĜĩŹƀŵĜĪƀ̹ Ĝŵƀ̹ ňş̹ ňƀŹĴŘĿ̹ ƀŦ̹ ŹŦŞĴ̹ ĴƞƀĴşƀ˫̹ ,ƀŹ̹ ĜĩŹƀŵĜĪƀ̹ ĿĴĜƀƄŵĴŹ̹ ĜŵĴ̹
illustrated in the fact that it absorbs the beautiful aspects of a thing, its neatness, 
İňǣĴŵĴşĪĴŹ̹ ňş̹ ŘĴşŀƀŅ˦̹ĩĜŘĜşĪĴ˦̹ ŹƟŞŞĴƀŵƟ˦̹ ĪŘŦŹĴşĴŹŹ̹Ĝşİ̹ ŘŦŦŹĴşĴŹŹ˦̹ ŹƀňŘŘşĴŹŹ̹Ĝşİ̹ŞŦƀňŦş˦̹
ĪŅĜşŀĴŹ̹Ĝşİ̹ŅĜŵŞŦşƟ˫̹�ŘŹŦ˦̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĪĜş̹ĩĴ̹ňŞňƀĜƀĴİ̹Ĝşİ̹ŵĴŹŅĜŲĴİ˫̹�ŘŘ̹ƀŅĴŹĴ̹
ĜŹŲĴĪƀŹ̹ĜŵĴ̹ŹňŞňŘĜŵ̹ƀŦ̹ƀŅĴ̹Ĝŵƀ̹ŦĿ̹rĴŹƀĴŵş̹ĜĩŹƀŵĜĪƀ̹ŲĜňşƀňşŀ̹ƙŅňĪŅ̹ĪŵĴĜƀĴŹ̹ŲňĪƀƄŵĴŹ̹İňǣĴŵĴşƀ̹
ĿŵŦŞ̹ƀŅĴ̹ŵĴĜŘ̹ƀŅňşŀŹ˫̹˾bňşŀƟŦƄ˦̹ʇʅʅʉ˥̹ʆʇʇ˿

)ĴşĪĴ˦̹ňƀ̹ňŹ̹ƄşİĴŵŹƀŦŦİ̹ƀŅĜƀ̹ƀŅĴ̹ŹňŞňŘĜŵňƀňĴŹ between the two, according 
to Tingyou, based on the physical interpretation and construction of 
the form, and what characteristics the overall work consists. Then he 
ŲŦňşƀŹ̹ŦƄƀ̹ƀŅĴňŵ̹İňǣĴŵĴşƀ̹şĜƀƄŵĴ̹Ĝşİ̹ĪŦşƀňşƄĴŹ˥̹

Chinese calligraphy does not imitate other things, only the characters. With Chinese 
characters as carriers, the calligraphers try to create characters to be recognized by the 
ƘňĴƙĴŵ˦̹ƙŅňĪŅ̹ňŹ̹ŴƄňƀĴ̹İňǣĴŵĴşƀ̹ĿŵŦŞ̹ƀŅĴ̹ňşƀĴşƀňŦş̹ŦĿ̹rĴŹƀĴŵş̹ĜĩŹƀŵĜĪƀ̹ŲĜňşƀňşŀŹ˫̹rĴŹƀĴŵş̹
abstract artists do not use any thing or any language as their artistic carrier to arrange 
ŘňşĴŹ̹Ĝşİ̹ĪŦŘŦŵŹ˫̹bŅĴƟ̹ŹĴĴŖ̹ƄşňŴƄĴ̹ĿŦŵŞŹ˦̹Ĝşİ̹ƀŅĴƟ̹ƀŵƟ̹ƀŦ̹ĪŵĴĜƀĴ̹ŴƄňƀĴ̹İňǣĴŵĴşƀ̹ŲĜňşƀňşŀŹ˫̹
bŅĴƟ̹ ŲĜƟ̹ ĜƀƀĴşƀňŦş̹ ƀŦ̹ ƀŅĴ̹ ĿĜşƀĜŹƀňĪ̹ ŹƀŵƄĪƀƄŵĴŹ̹ Ĝşİ̹ ƘňİĴŦ̹ ĴǣĴĪƀŹ̹ ŦĿ̹ ƀŅĴňŵ̹ ŲĜňşƀňşŀŹ˦̹
ĴŹŲĴĪňĜŘŘƟ̹ƀŅĴ̹ŴƄĜŘňƀƟ̹Ĝşİ̹ĪŦŘŦŵňşŀ˫̹bŅĴƟ̹ƀŵƟ̹ƀŦ̹ĴƞŲŵĴŹŹ̹ƀŅĴňŵ̹ŵňĪŅ̹ňŞĜŀňşĜƀňŦş̹Ĝşİ̹ŹŲňŵňƀ̹
of rebellion against traditions and formulas. Without an artistic carrier and without the 
restrictions of rules and formulas, they rack their brains for creativity and do their best to 
produce mysterious and thought-provoking paintings; the more attractive and irritating 
their paintings are, the better. So they use utensils in order to create an artistic dreamland 
ƙŅňĪŅ̹şĴňƀŅĴŵ̹ƀŅĴƟ̹şŦŵ̹ŦƀŅĴŵŹ̹ŅĜƘĴ̹ĴƘĴŵ̹ŹĴĴş̹ĩĴĿŦŵĴ˫̹˾bňşŀƟŦƄ˦̹ʇʅʅʉ˥̹ʆʇʇ̐ʆʇʈ˿

)ĴŵĴ˦̹ ňƀ̹ ňŹ̹ ƄşİĴŵŹƀŦŦd that the̹ İňǣĴŵĴşĪĴŹ̹ ĜŵĴ̹ ŀŵŦƄşİĴİ̹ Ŧş̹ ƘĜŵňŦƄŹ̹
factors, such as the conceptual attitude, that calligraphic work always 
consists of characters, and whether the debate points to various critics’ 
contradictions. What is underlined here is how western abstract 
painters reach the lines and colors on their canvas through rich 
imagination without any restrictions of rules, formulas, or tradition, 
ƙŅňĪŅ̹ňŹ̹İňǣĴŵĴşƀ̹ĿŵŦŞ̹ƀŅĴ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ňş̹ŹĴĜŵĪŅ̹ŦĿ̹ĜĪŅňĴƘňşŀ̹
one of the most thought-provoking, attractive, and irritation paintings 
at the same time. 

;ŦŦŖňşŀ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ƘĜŵňŦƄŹ̹ĜĩŹƀŵĜĪƀ̹ĜŵƀňŹƀ˦̹ ŹƄĪŅ̹ĜŹ̹bŦĩĴƟ̹ ˾ʆʍʎʅ̐ʆʎʌʋ˿˦̹
AŦƀŅĴŵƙĴŘŘ̹ ˾ʆʎʆʊ̐ʆʎʎʆ˿˦̹ Ĝşİ̹ 9ŦŦşňşŀ̹ ˾ʆʎʅʉ̐ʆʎʎʌ˿˦̹ ĪŵĴĜƀĴİ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹
works similar to the Chinese wild cursive script by using the color 
mostly instead of ink, and their paintings reveal how they followed the 
ĜŵƀňŹƀňĪ̹ŲŵňşĪňŲŘĴİ̹ŦĿ̹ƀŅĴňŵ̹Ŧƙş̹ĿŦŵ̹ƀŅĴ̹ŹĜŖĴ̹ŦĿ̹ĴƞŲŘŦŵňşŀ̹Ĝ̹ŲňŦşĴĴŵňşŀ̹ƙĜƟ̹
ŦĿ̹ĴƞŲŵĴŹŹňŦş̹ňş̹ƀŅĴňŵ̹ƙŦŵŖ̹ƄƀňŘňƥňşŀ̹ĪĜŘŘňŀŵĜŲŅňĪ̹İƟşĜŞňĪŹ˫

)ŦƙĴƘĴŵ˦̹bňşŀƟŦƄ̹˾ʇʅʅʉ˿̹ŲŦňşƀŹ̹Ĝƀ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŅĜƀ̹ňŹ̹ŵĴŹƀŵňĪƀĴİ̹
by rules such as the characters’ structure based on Chinese characters, 
ƙŵňƀƀĴş̹ĩƟ̹ǬƞĴİ̹ŵƄŘĴŹ˦̹ŲĜƀƀĴŵşŹ˦̹Ĝşİ̹ŦŵİĴŵ̹ŦĿ̹ŹƀŵŦŖĴŹ˫̹�̹ŀŵĜĪĴĿƄŘ̹ƙŦŵŖ̹ŦĿ̹
calligraphy can be created with a well-thought plan. Moreover, Tingyou 
thinks that their works are novel in style, and even with various changes, 
the characters still are created regarding the familiar rules that are 
readable. Thus, the viewer can feel that the piece is attractive and willing 
to consider or accept new suggestions and ideas. Calligraphers may 
ĴŞŲŘŦƟ̹ƀŅĴ̹ĪŅĜŵĜĪƀĴŵŹ̝̹ŲĜƀƀĴŵşŹ̹ƀŦ̹ĴƞŲŵĴŹŹ̹ƀŅĴňŵ̹ĿĴĴŘňşŀŹ˦̹Ĝşİ̹ƀŅĴ̹ƙĜƟ̹ƀŦ̹
ňƀ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ŹňŞňŘĜŵ̹ƀŦ̹ƀŅŦŹĴ̹ĴƞŲŵĴŹŹĴİ̹ƀŅŵŦƄŀŅ̹ŲŦĴŞŹ˫̹

To sum up, Tingyou states that Chinese calligraphy reveals real, 
graceful, and natural feelings of calligraphers’ inner world, consciously 
ĜňŞňşŀ̹̚ƀŦ̹ňşŹŲňŵĴ̹ŲĴŦŲŘĴ̹Ĝşİ̹ŹŦŦƀŅĴ̹ŲĜňşĴİ̹ŅĴĜŵƀŹ˦̹şŦƀ̹ƀŦ̹ĪŅĜŘŘĴşŀĴ̹Ŧŵ̹
ŹƀňŞƄŘĜƀĴ̹ŹĴşŹĴ̹ŦŵŀĜşŹ̛̹˾bňşŀƟŦƄ˦̹ʇʅʅʉ˥̹ʆʇʉ˿˫̹
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In order to apprehend the mutual impact between the West and East 
ňş̹ ƀĴŵŞŹ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ňƀ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ŞĴşƀňŦş̹ ƀŅĴ̹ ňŞŲĜĪƀ̹ ŦĿ̹ #Ĝŵ̹
Eastern tradition on western abstract practices in the following part. It 
will give a chance to frame the situation that also provides knowledge 
for Chapter VI, where the contemporary western calligrapher will be 
ĴƞĜŞňşĴİ̹ ĩĴĪĜƄŹĴ̹ ƘĜŵňŦƄŹ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ĜŵĴ̹ ŹĴŘĴĪƀĴİ̹ ĿŦŵ̹ ƀŅňŹ̹ ĪŅĜŲƀĴŵ˫̹
bŅĴƟ̹İĴĪŘĜŵĴ̹ŅŦƙ̹ƀŅĴƟ̹ƙĴŵĴ̹ňşǭƄĴşĪĴİ̹ĩƟ̹rĴŹƀĴŵş̹ĜĩŹƀŵĜĪƀ̹ĜŵƀňŹƀŹ˦̹ŹƄĪŅ̹
as Pollock, Twombly, or Motherwell, who were already informed about 
ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹Ĝŵƀ˦̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦş˦̹Ĝşİ̹ŞňşİŹĴƀ̹ŵĴǭĴĪƀĴİ̹ƀŅŵŦƄŀŅ̹
ƀŅĴňŵ̹ƙŦŵŖŹ̹ňş̹ƘĜŵňŦƄŹ̹ƙĜƟŹ˫̹bŅĜƀ̹ŞĴĜşŹ̹İňŵĴĪƀ̹Ĝşİ̹ňşİňŵĴĪƀ̹ĴǣĴĪƀŹ̹ĪŦŞĴ̹
from the Eastern tradition that needed to be underlined about how far 
ĴĜŹƀ̹ĜǣĴĪƀĴİ̹ƀŅĴ̹ƙĴŹƀ˫

4.4. The impact of Far Eastern art tradition on 
Western abstract practices

�Ź̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˦̹ĪƄŘƀƄŵĜŘ̹ĴƞĪŅĜşŀĴ̹ĩĴƀƙĴĴş̹ƀŅĴ̹�ĜŹƀ̹Ĝşİ̹rĴŹƀ̹ŘĴİ̹
to various development that can be traced through the observation of 
ƀŅĴ̹Ĝŵƀ̹ŹĪĴşĴ˫̹bŅĴŹĴ̹ĴƞĪŅĜşŀĴŹ̹ŅĜŲŲĴşĴİ̹ňş̹ƀĴŵŞŹ̹ŦĿ̹ŖşŦƙŘĴİŀĴ̹ŦĿ̹ƀŅĴ̹
Ĝŵƀ̹Ĝşİ̹ĪƄŘƀƄŵĴ˦̹ƀĴĪŅşŦŘŦŀƟ˦̹ŞĜƀĴŵňĜŘŹ˦̹Ĝşİ̹ĪŦşĪĴŲƀŹ˫̹�ƘĴş̹Ĝƀ̹ǬŵŹƀ˦̹ƀŅĴ̹
rĴŹƀ̹ŅĜİ̹ĜŹŹĴŹŹĴİ̹ƀŅĴ̹�ĜŹƀ̹ĜŹ̹Ĝ̹İňŹƀĜşƀ̹ŹƄŲŲŘňĴŵ̹ŦĿ̹ŘƄƞƄŵƟ̹ŦĩœĴĪƀŹ˦̹ŵňĪŅ̹
ŞĜƀĴŵňĜŘŹ˦̹Ĝşİ̹İĴĪŦŵĜƀňŦşŹ˰̹Ĝ̹İňǣĴŵĴşƀ̹ƘňŹňŦş̹Ĝşİ̹ƙĴĜŘƀŅ̹Ŧş̹Ĝş̹ĜŵƀňŹƀňĪ̹
and cultural level are also provided with this interaction.

In China, particularly in the seventeenth and eighteenth centuries, 
European merchants and missionaries were unaware of Far Eastern 
Ĝŵƀ˫̹ bŅĴ̹ ƘĜŹƀ̹ ŞĜœŦŵňƀƟ̹ ŦĿ̹ ŲŦŵĪĴŘĜňş˦̹ ŘĜĪŴƄĴŵ˦̹ Ĝşİ̹ ŹňŘŖŹ̹ ƙĴŵĴ̹ ŹĴşƀ̹ ƀŦ̹
Europe, and their motifs and designs were copied and adapted for 
understanding European architecture and decorative arts. Moreover, 
the more recent migration of Chinese artists to the West in the mid 
ƀŦ̹ŘĜƀĴ̹ŹĴƘĴşƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹ŘĴİ̹ƀŦ̹Ĝ̹ŹŅňĿƀňşŀ̹ĪƄŘƀƄŵĜŘ̹ĴƞĪŅĜşŀĴ̹ĩĴƀƙĴĴş̹
ƀŅĴ̹#Ĝŵ̹�ĜŹƀ̹Ĝşİ̹rĴŹƀ̹˾[ƄŘŘňƘĜş˦̹ʆʎʋʎ˿˫̹

AŦŵĴŦƘĴŵ˦̹[ƄŘŘňƘĜş̹ ˾ʆʎʋʎ˿̹ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ŦŵňĴşƀĜŘ̹Ĝŵƀ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ĴǣĴĪƀ̹Ĝşİ̹
ĪŵĴĜƀĴİ̹Ĝ̹ŵĴŹŲŦşŹĴ̹ ňş̹�ƄŵŦŲĴĜş̹ŲĜňşƀňşŀ̹ĩƟ̹ʆʍʊʅ˫̹�ŹŲĴĪňĜŘŘƟ̹7ĜŲĜşĴŹĴ̹
prints reached Paris with their fresh, simple color and harmony; the 
ĩŦŘİ̹Ĝşİ̹ĪŘĴĜŵ̹İĴŹňŀş̹ňŞŲĜĪƀĴİ̹ŲĜňşƀĴŵŹ̹ŹƄĪŅ̹ĜŹ̹�İŦƄĜŵİ̹AĜşĴƀ̹˾ʆʍʈʇ̐
ʆʍʍʈ˿˦̹Ŧŵ̹qňşĪĴşƀ̹ƘĜş̹$ŦŀŅ̹˾ʆʍʊʈ̐ʆʍʎʅ˿˦̹ƙŅŦ̹ĪŦŲňĴİ̹ƀŅĴŹĴ̹ŲŵňşƀŹ̹ňş̹ŦňŘ˫̹
It is claimed that Japanese prints helped them free themselves from 
the academy’s authority, and in the twentieth century, Western artists 
started to look beyond the style and tried to comprehend the meaning 
and methods of Oriental art.

rĴŹƀĴŵş̹ĜŵƀňŹƀŹ̹ƙĴŵĴ̹ňşƀĴŵĴŹƀĴİ̹ňş̹ƀŅĴ̹HŵňĴşƀ̹ňş̹ŹĴƘĴŵĜŘ̹ĜŵĴĜŹ̹Ĝƀ̹İňǣĴŵĴşƀ̹
times. Particularly several western painters began to pay attention to 
the gesture, such as the impressionists and post-impressionists, who 
ĜŵĴ̹ŹƀĜƀĴİ̹ĜŹ̹ŲŵŦĿŦƄşİŘƟ̹ňşǭƄĴşĪĴİ̹ĩƟ̹Ĝŵƀ̹ĿŵŦŞ̹ƀŅĴ̹�ĜŹƀ˫̹

bŦ̹ŵĴŞňşİ˦̹ƀŅĴ̹ŀĴŹƀƄŵĴ̹ňŹ̹ŹňŀşňǬĪĜşƀ̹ ňş̹ŦŵňĴşƀĜŘ̹Ĝŵƀ˫̹ ,ş̹�ŅňşĜ˦̹ŹňşĪĴ̹ƀŅĴ̹
thirteenth century, there has been an art form that has been entirely 
ƄşŵĴŲŵĴŹĴşƀĜƀňƘĴ̹Ĝşİ̹ĜĩŹƀŵĜĪƀ˫̹)ĴşĪĴ˦̹ ňƀ̹ ňŹ̹ĪŘĜňŞed that gesture has its 
ŵŦŦƀŹ̹ňş̹#Ĝŵ̹�ĜŹƀĴŵş̹Ĝŵƀ̹Ĝşİ̹ŞĴşƀĜŘňƀƟ˦̹ĜŲŲŵĴĪňĜƀĴİ̹ĜŹ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ƘĜŘƄĴ˫̹
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In the West, the birth of the pictorial genre, as action painting in the 
ƀƙĴşƀňĴƀŅ̹ ĪĴşƀƄŵƟ˦̹ ŀĴşĴŵĜƀĴİ̹ ňş̹ ƀŅĴ̹ ŲňĪƀŦŵňĜŘ̹ ŘĜşŀƄĜŀĴ̹ ĜŹ̹ Ĝ̹ ŹŲĴĪňǬĪ̹
ĿŦŵŞ̹ ƀŅĜƀ̹ ŹŲĴĜŖŹ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ŀĴŹƀƄŵĴ̹ ĜŹ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ĜĴŹƀŅĴƀňĪ̹
ĿĴĜƀƄŵĴ˫̹bŅĜƀ̹ŞĴĜşŹ̹ƘĜŵňŦƄŹ̹ ĜĩŹƀŵĜĪƀ̹ ĴƞŲŵĴŹŹňŦşňŹƀ̹ ŲĜňşƀĴŵŹ̹ ĩĴŀĜş̹ ƀŦ̹
consider the surface of the canvas as a record of an event rather than 
a surface to paint. The activity was recorded through lines, spots, 
stripes, drips, splashes, and dots -gestures- produced with the artist’s 
pictorial material, as can be seen in contemporary western calligraphy 
ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,̹˾$ŦşƥĝŘĴƥ˦̹ʇʅʆʌ˿˫

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹9ĜƟĜ̹˾ʇʅʅʈ˿̹İĴŹĪŵňĩĴŹ̹ƀŅňŹ̹ĜƀŞŦŹŲŅĴŵĴ̹ĜŹ̹ƀŅĴ̹ƀňŞĴ̹
that Western painters started to interrogate how pictures represent 
things and reduce the subject of the painting, pointing at abstraction 
representation; in the meantime, he underlines that West’s keen 
interest in Japanese calligraphy started. Furthermore, the development 
ŦĿ̹ŲŅŦƀŦŀŵĜŲŅƟ̹ŘĴİ̹�ƄŵŦŲĴĜş̹ŲĜňşƀĴŵŹ̹ƀŦ̹ƀŵƟ̹ƀŦ̹Ǭşİ̹şĴƙ̹ŞŦƀňƘĜƀňŦş̹ĿŦŵ̹
ĩĴňşŀ˫̹�ŘŘ̹ ƀŅĴŹĴ̹ ĿĜĪƀŦŵŹ̹ ŦĿ̹ ƀŅĜƀ̹ ƀňŞĴ̹ƙĴŵĴ̹ ŵĴǭĴĪƀĴİ̹ ňş̹ ,ŞŲŵĴŹŹňŦşňŹŞ˦̹
Ĝşİ̹ŲĜňşƀĴŵŹ̹ ŹƀĜŵƀĴİ̹şŦƀ̹ ƀŦ̹ĩĴ̹ ňşƀĴŵĴŹƀĴİ̹ ňş̹ǬŀƄŵĜƀňƘĴ̹ ŵĴŲŵĴŹĴşƀĜƀňŦş̹
because it could be achieved with photography; they started to be more 
interested in the impression of certain scenes and landscapes. That 
means employing colors and gestures to convey emotions through 
brush strokes, stains, unpainted spaces, and bright colors. This attitude 
made it possible to trace the movement of the hand of the painter that 
was perceived as the material dancing along with the painter, such as 
ňş̹ƀŅĴ̹ƙŦŵŖ̹ŦĿ̹qĴŘĝƥŴƄĴƥ˦̹�ĴŀĜŹ˦̹Ŧŵ̹AŦşĴƀ̹˾$ŦşƥĝŘĴƥ˦̹ʇʅʇʅ˿˫̹

AŦŵĴŦƘĴŵ˦̹ňƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹ƀŅĜƀ̹~Ĵş̹ĜŹ̹ŲŅňŘŦŹŦŲŅƟ̹ĜŘŹŦ̹ŅĜŹ̹ŅĜİ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹
ňŞŲĜĪƀ̹Ŧş̹rĴŹƀĴŵş̹Ĝŵƀ̹ŹňşĪĴ̹ƀŅĴ̹Ĵşİ̹ŦĿ̹ƀŅĴ̹ʆʎʈʅŹ̹ňş̹ĜŘŘ̹ĪƄŘƀƄŵĜŘ̹ǬĴŘİŹ˦̹
ŹƄĪŅ̹ĜŹ̹ŲŅňŘŦŹŦŲŅƟ˦̹ŲĜňşƀňşŀ˦̹ŞƄŹňĪ˦̹Ĝşİ̹ĴƘĴş̹ŹĪňĴşĪĴ˫̹,ƀ̹ŵĴǭĴĪƀŹ̹ĜŹ̹Ĝş̹
ĜĴŹƀŅĴƀňĪ̹ ĪŦşŹĴŴƄĴşĪĴ̹ ƀŅĜƀ̹ ƀŅĴ̹ ŘňşĴ̹ŀĴƀŹ̹ ƀŅĴ̹ŲŵŦŞňşĴşĪĴ̹ ňŞŲŦŵƀĜşĪĴ˦̹
and the gesture started to be assessed as an artistic feature that gained 
Ĝ̹ƙŅŦŘĴ̹ŞĴĜşňşŀ̹ňş̹ňƀŹĴŘĿ̹˾AĜƀƄƀĴ˦̹ş˫İ˫˿˫̹

�ŘƟ̹˾ʇʅʅʎ˿̹ƄşİĴŵŘňşĴŹ̹ƀŅĜƀ̹ƘĜŵňŦƄŹ̹ƙĴŹƀĴŵş̹ĜŵƀňŹƀŹ̹ŹƀƄİňĴİ̹ĩŦƀŅ̹bĜŦňŹŞ̹
and Zen as an alternative way to understand the nature of reality. It 
was an approach for them when Taoism, as one of China’s principal 
indigenous philosophies, is assessed as an accumulated upon Western 
culture development and contributed to avant-garde artists’ innovation 
in the Modernist and Post Modernist periods. 

�Ź̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˦̹~Ĵş̹Ĝŵƀ̹ňŹ̹ĴƞĴĪƄƀĴİ̹ŹŲŦşƀĜşĴŦƄŹŘƟ̹ƀŅŵŦƄŀŅ̹Ĝ̹ŹňşŀŘĴ̹
ŹƀŵŦŖĴ̹ƙňƀŅŦƄƀ̹ĜşƟ̹ŵĴƀŦƄĪŅňşŀ˫̹)ĴşĪĴ˦̹ŦşĴ̹ĪĜş̹ŵĴǭĴĪƀ̹ƀŅĴ̹ŴƄĜŘňƀƟ̹ŦĿ̹ƘňƘňİ̹
ŘňşĴŹ̹ňş̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖ˫̹,ƀ̹ŵĴŴƄňŵĴŹ̹ŞĜŹƀĴŵňşŀ̹ĩŦƀŅ̹ƀŅĴ̹ƀĴĪŅşňŴƄĴ̹Ĝşİ̹
ƀŅĴ̹ ĴƞĴĪƄƀňŦş̹ ŦĿ̹ Ĝ̹ ŲňĪƀŦŵňĜŘ̹ ŦĩœĴĪƀ̹ ŲŵĴŹĴşƀĴİ̹ ňş̹ İĴƀĜňŘ̹ Ĝşİ̹ ĜŹ̹ Ĝ̹ƙŅŦŘĴ˫̹
)ĴşĪĴ˦̹ ňƀ̹ŞĴĜşŹ̹ ĴƞĴŵĪňŹňşŀ̹ Ĝşİ̹ ŲŵĜĪƀňĪňşŀ̹ ƀŦ̹ ĩĴ̹ Ĝ̹ŞĜŹƀĴŵ̹ ŦĿ̹ İňǣĴŵĴşƀ̹
types of brushstrokes. Ink loaded brush, whether concentrated or diluted, 
ĪĜş̹ĪŵĴĜƀĴ̹ƀŅňĪŖ̹Ŧŵ̹ǬşĴ̹ŘňşĴŹ̹ĩƟ̹ĜŘƀĴŵňşŀ̹ƀŅĴ̹ŲŵĴŹŹƄŵĴ̹Ĝşİ̹ƀŅĴ̹ŲĜƄŹĴ̹ŦĿ̹ƀŅĴ̹
ŅĜşİ̹ƀŦ̹ŵĴǭĴĪƀ̹ƀŅĴ̹ĪĜŹƄĜŘ̹ŀĴŹƀƄŵĴŹ̹ƀŅĜƀ̹ĜŵĴ̹ĜŲŲŵĴĪňĜƀĴİ̹ňş̹~Ĵş̹Ĝŵƀ˫̹,ƀ̹ňŹ̹
ŦşĴ̹ŦĿ̹ƀŅĴ̹ňŞŲĜĪƀŹ̹ƀŅĜƀ̹rĴŹƀĴŵş̹ĜŵƀňŹƀŹ̹ňşŹŲňŵĴ̹˾AĜƀƄƀĴ˦̹ş˫İ˫˿˫

�Ź̹ İňŹĪƄŹŹĴİ̹ ňş̹ ƀŅĴ̹ ƙŦŵŖ̹ ŦĿ̹ ~Ĵş̹ ŲĜňşƀĴŵŹ˦̹ ňş̹ ŞĜşƟ̹ ňŞŲŵĴŹŹňŦşňŹƀ̹
paintings, the attitude was toward the union of the mind, heart, and the 
body of the artist on the canvas through purposely made of the gesture 
˾$ŦşƥĝŘĴƥ˦̹ʇʅʇʅ˿˫̹



ʇʎʊ

�şŦƀŅĴŵ̹ĪŦşƀŵňĩƄƀňŦş̹ňŹ̹ŹƀĜƀĴİ̹ĜŹ̹ƀŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹ĴŞŲƀňşĴŹŹ̹Ĝşİ̹ƀŅĴ̹ňİĴĜ̹
ŦĿ̹ ƀŅĴ̹ ƘŦňİ̹ŞĴşƀňŦşĴİ̹ ĴĜŵŘňĴŵ̹ ňş̹ ƀŅňŹ̹ ĪŅĜŲƀĴŵ̹ ňş̹ ŲĜŵƀŹ̹ ̚ʉ˫ʆ˫ʈ˫̹ �ƄŘƀƄŵĜŘ̹
AňşİŹĴƀ̹�ĴŅňşİ̹ƀŅĴ̹�ŅňşĴŹĴ̹�ĜŘŘňŀŵĜŲŅƟ˦̛ ̹̚ʉ˫ʇ˫ʇ˫̹rŵňƀňşŀŹ̹ŦĿ̹~Ĵş̹AŦşŖŹ̹
and Bokuseki̛̹ Ĝşİ̹ ̚ʉ˫ʇ˫ʈ˫̹ bŅĴ̹ ĜƘĜşƀ̐ŀĜŵİĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňş̹ 7ĜŲĜş˫̛ ̹ bŦ̹
remind, the relationship between the void concept and the Zen artist is 
ŹƄŞŞĜŵňƥĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ǬƞĴİ̹ŀŦĜŘ̹ňş̹ƀŅĴ̹ĜŵƀňŹƀ̝Ź̹ĪŦşŹĪňĴşĪĴ˫̹,ƀ̹ňŹ̹şŦƀ̹Ĝ̹
set goal, but the object of the artist that refers to himself as the object, 
which seeks to represent the concept of emptiness -absence, while 
ƙĴŹƀĴŵş̹ĜŵƀňŹƀ̹ŘŦŦŖŹ̹ĿŦŵ̹ŲŵĴŹĴşĪĴ̹ƙňƀŅ̹ƀŅĴ̹ĿĴĴŘňşŀ̹ƀŦ̹ǬŘŘ̹ƀŅĴ̹ƘŦňİ˫̹

Furthermore, the idea of beauty is that Zen artists limit themselves 
not to falling in love with beauty. The aim is to eliminate it from his 
mind and memory to avoid any distraction from his contemplation. 
What is assessed as crucial is harmony -also constantly mentions by 
ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŹƄĪŅ̹ĜŹ̹AĴİňĜƘňŘŘĜ̹˾ʆʎʎʋ˿̹Ĝşİ̹[ƀĴƘĴşŹ̹˾ʇʅʆʈ˿˫̹
)ĴşĪĴ˦̹ Ŧş̹ ŦşĴ̹ ŹňİĴ˦̹ Ĝ̹ ƀŵĜİňƀňŦşĜŘ̹ ƙĴŹƀĴŵş̹ ŹƟŹƀĴŞ̹ ŦĿ̹ ƀŅŦƄŀŅƀ̹ ĪŦƘĴŵŹ̹
ǬŘŘňşŀ̹Ĝşİ̹ŖşŦƙňşŀ˦̹ƙŅňŘĴ̹ƀŅĴ̹ƥĴş̹ŞĴƀŅŦİ̹ŦĿ̹ŖşŦƙŘĴİŀĴ̹ŦĿ̹ŵĴĜŘňƀƟ̹ĪŦƘĴŵŹ̹
ƀŅĴ̹ ƀŅŦƄŀŅƀ̹ ŦĿ̹ ĴŞŲƀňşĴŹŹ̹ ƀŦ̹ Ǭşİ˫̹rĴŹƀĴŵş̹ ĜŵƀňŹƀŹ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĿŦĪƄŹ̹ Ŧş̹
the function of Zen which is summarized as awakening the sleeping 
ĪŦşŹĪňŦƄŹşĴŹŹ̹ŦĿ̹ƀŅĴ̹ĜŵƀňŹƀ˫̹#Ŧŵ̹ƀŅňŹ˦̹ňƀ̹ňŹ̹ňşİňŹŲĴşŹĜĩŘĴ̹ƀŦ̹ĜĪŴƄňŵĴ̹Ĝ̹ĿŦŵŞ̹
that will create a shock. Even though there is no particular formal style 
ŦĿ̹~Ĵş˦̹ňƀ̹ƀĴşİŹ̹ƀŦ̹ĩĴ̹ňİĴşƀňǬĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ƙŦŵŖ̹ŦĿ̹ŀĴŹƀƄŵĜŘ̹ĜŵƀňŹƀŹ˫̹

In the West, in various cases, it can be observed that the methodology 
of Zen has become essential and turned into a concept and an object, 
Ĝşİ̹ŞŦŹƀ̹ŦĿ̹ƀŅĴ̹ňşǭƄĴşĪĴ̹ĜƀƀŵňĩƄƀĴİ̹ƀŦ̹~Ĵş̹ňş̹ƀŅĴ̹�ŞĴŵňĪĜş̹�ĩŹƀŵĜĪƀňŦş̹
ŦĿ̹ ƀŅĴ̹ ʆʎʉʅŹ̹ Ĝşİ̹ �ƞŲŵĴŹŹňŦşňŹŞ̹ ňş̹ �ƄŵŦŲĴ̹ ˾AĜƀƄƀĴ˦̹ ş˫İ˫˿˫̹ )ŦƙĴƘĴŵ˦̹
considering the western calligraphy, this whole concept mentioned here 
ŹĴĴŞŹ̹ƀŦ̹ŵĴƘĴĜŘ̹ňƀŹĴŘĿ̹ňş̹ƀŅĴ̹ƀƙĴşƀƟ̐ǬŵŹƀ̹ĪĴşƀƄŵƟ˦̹ŘĜƀĴŵ̹ƀŅĜş̹ƙĴŹƀĴŵş̹Ĝŵƀ˫̹

Furthermore, as a concept or form, the void started to determine the 
whole artistic aesthetic of the twentieth century in the West. It is the 
concept that is not assumed as an absence or a lack of something; 
instead, it represents an enormous presence that reveals the ambiguity 
ĩĴƀƙĴĴş̹ ĴƞňŹƀĴşĪĴ̹ Ĝşİ̹ ĩĴňşŀ˫̹ bŅĜƀ̹ ŞĴĜşŹ̹ ňƀ̹ ňŹ̹ ŹŦŞĴƀŅňşŀ̹ ƀŅĜƀ̹ ňŹ̹
supposed to be appreciated as beyond nothing, underlines each being. 
Some of the artists that are stated who incorporated this concept into 
ƀŅĴňŵ̹ƙŦŵŖŹ̹ĜŵĴ̹ŵĜşŖĴİ̹ĜŹ̹AĜŵŖ̹bŦĩĴƟ˦ 7̹ŦĜş̹Aňŵŧ˦̹Ŧŵ̹�şƀŦşň̹bġŲňĴŹ˫̹AĜşƟ̹
ŦƀŅĴŵŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ TŦŘŘŦĪŖ˦̹ �Ĵ̹ 9ŦŦşňşŀ˦̹ Ĝşİ̹ ĜĪƀňŦş̹ ŲĜňşƀňşŀ˦̹ ĴŞŲŘŦƟĴİ̹
these images already incorporated into the West and transformed 
ƀŅĴŞ̹ňş̹İňǣĴŵĴşƀ̹İňŵĴĪƀňŦşŹ̹ƀŅĜƀ̹ŅĜİ̹ŘňƀƀŘĴ̹Ŧŵ̹şŦ̹ŵĴŹĴŞĩŘĜşĪĴ̹ƙňƀŅ̹ƀŅĴ̹
basic principles of Zen. It can be stated that Zen became the ideology, 
Ĝ̹ ŹŦƄŵĪĴ̹ ŦĿ̹ ĪƄŘƀƄŵĜŘ̹ Ĝşİ̹ ŲĴŵŹŦşĜŘ̹ ŵĴşĴƙĜŘ̹ ˾AĜƀƄƀĴ˦̹ ş˫İ˫˿˫̹ bŅĜƀ̹ ňŹ̹ ƀŅĴ̹
main reason here, the contemporary western calligraphers who point 
ŵĴĿĴŵĴşĪĴ̹ ƀŦ̹ ĜĪƀňŦş̹ ŲĜňşƀňşŀ̹ Ŧŵ̹ ĜĩŹƀŵĜĪƀ̹ ĴƞŲŵĴŹŹňŦşňŹƀ̹ ĜŵƀňŹƀŹ̹ ĜĪƀƄĜŘŘƟ̹
take their inspirations from the Far Eastern mentality.

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ �ŘĜŵŖĴ̹ ˾ʆʎʍʍ˿̹ ŲŦňşƀŹ̹ ƀŦ̹ ~Ĵş̹ ĜŹ̹ şŦƀ̹ œƄŹƀ̹ Ĝ̹ ĩŦİƟ̹
of tradition about knowing but an act of cognition itself, which is 
HŵňĴşƀĜŘ̹ ŲĜŵĜŘŘĴŘ̹ ƀŦ̹ [ƄŵŵĴĜŘňŹŞ˫̹ �Ź̹ ŞĴşƀňŦşĴİ earlier, the freehand 
brush drawing of a circle  ).÷, as a common practice amongst Zen 
calligraphers where the artists associated with the void, represents the 
void in its own way, particularly recalling the brush images with the 
incompleteness of the circle takes the attention of the western artists. 



ʇʎʋ

�ŘĜŵŖĴ̹ ˾ʆʎʍʍ˿̹ ĪŘĜňŞŹ̹ ƀŅĜƀ̹ ŞĜşƟ̹ [ƄŵŵĴĜŘňŹƀ̹ ƙŦŵŖŹ̹ ňş̹ ŲŦĴƀŵƟ̹ Ŧŵ̹ ƘňŹƄĜŘ̹ Ĝŵƀ̹
practices can be compared to Zen through the change from a symbolic to a 
more purely abstract style that has been employed in several artists’ work. 
That means a transformation from a symbolic to a non-symbolic, more 
purely abstract form, which represented a change in the function of art. 
Symbols started to be eliminated as an abandonment of the communicative 
ĿƄşĪƀňŦş̹ŦĿ̹Ĝŵƀ˫̹ ,ƀ̹ ŹĴĴŞŹ̹ƀŦ̹ĩĴ̹ŹĴĴş̹ĜŹ̹Ĝ̹ŞĴİňƄŞ̹ĿŦŵ̹ŹĴŘĿ̐ĴƞŲŵĴŹŹňŦş˫̹bŅĴ̹
transformation was for both the artist and spectator happened, and it 
was started as a trend of the twentieth century that art distinguished 
itself away from the public towards more personal and hermetic imagery, 
ƙŅňĪŅ̹ŘĴİ̹ƀŦ̹Ĝ̹ĪŵňŹňŹ̹ĜŞŦşŀ̹ƘĜŵňŦƄŹ̹ĜŵƀňŹƀŹ̹ŦƘĴŵ̹ƀŅĴ̹ŴƄĴŹƀňŦşŹ̹ŦĿ̹ƙŅĴƀŅĴŵ̹
ƀŅĴ̹ĪŦŞŞƄşňĪĜƀňŦş̹ƙĜŹ̹ŲŦŹŹňĩŘĴ̹ƀŅŵŦƄŀŅ̹Ĝŵƀ̹˾�ŘĜŵŖĴ˦̹ʆʎʍʍ˿˫̹

;ŦŦŖňşŀ̹ Ĝƀ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ Ĝ̹ ŹňŞňŘĜŵ̹ ĜƀƀňƀƄİĴ˦̹
eliminating the words and letters seem to carry the same tendency 
ƀŅŵŦƄŀŅ̹ ŹĴĜŵĪŅňşŀ̹ ĿŦŵ̹ ŹĴŘĿ̐ĴƞŲŵĴŹŹňŦş̹ŦĿ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ƙŅňŘĴ̹ ƀĜŘŖňşŀ̹
about pushing the boundaries of the tradition and going beyond, which 
also represents the huge transformation from a symbolic to kind of 
Ĝ̹ şŦş̐ŹƟŞĩŦŘňĪ˦̹ ĜĩŹƀŵĜĪƀ̹ ĿŦŵŞ˰̹ ŀĴŹƀƄŵĴ˫̹ �ĿƀĴŵ̹ ƀŅĜƀ˦̹ ňƀ̹ ŅĜŹ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹
ĪŦşŹňİĴŵ̹ƀŅĴ̹ŴƄĜŘňƀƟ̹ŦĿ̹ƀŅĴ̹ŹƀŵŦŖĴ̹Ŧŵ̹Ĝ̹ŘňşĴ˫

In the late nineteenth and early twentieth centuries, artists, namely Paul 
9ŘĴĴ˦̹�ƄŀĻşĴ̹�ĴŘĜĪŵŦňƞ˦̹Ĝşİ̹)Ĵşŵň̹AĜƀňŹŹĴ˦̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ňşƀĴŵĴŹƀĴİ̹ňş̹ƀŅĴ̹
harmonies and dissonance of color and light as attractive features. The 
ŀĴŹƀƄŵĴ̹ĩĴĪĜŞĴ̹ŹňŀşňǬĪĜşƀ̹ ƀŅĜƀ̹ĜŘŵĴĜİƟ̹ŞĜşƟ̹ŦĿ̹ ƀŅĴ̹ĜŵƀňŹƀŹ̹ĪŦşŹĪňŦƄŹŘƟ̹
ƄŹĴİ˫̹�ŘĜŵŖĴ̹˾ʆʎʍʍ˿̹ĪŘĜňŞŹ̹ƀŅĜƀ̹ŞĜşƟ̹ĜŵƀňŹƀŹ̹ŹƀĜŵƀĴİ̹ƀŦ̹ŹĴĴ̹ƀŅĴ̹ŘňşĴŹ̹ĜŹ̹Ĝ̹
primary formal element in their own right. That means it is no longer 
assessed as the secondary outlining form. They started to carry the line 
ƀŦ̹ŀŵĴĜƀĴŵ̹ĴƞŲŵĴŹŹňƘĴ̹ƙĴňŀŅƀ˫̹$ĴŹƀƄŵĜŘ̹İƟşĜŞňĪ̹ŴƄĜŘňƀňĴŹ̹ŦĿ̹ ƀŅĴ̹ƙŦŵŖ̹ŦĿ̹
ƀŅĴŹĴ̹ŲĜňşƀĴŵŹ̹ŅĜƘĴ̹ĩĴĴş̹ĴƞŲŵĴŹŹĴİ̹ňş̹ƀŅĴňŵ̹ŲŘĜŹƀňĪ̹ƀĴŵŞŹ˫̹bŅĴŹĴ̹ĴǣĴĪƀŹ̹ŦĿ̹
ŘňşĴ˦̹ĜŹ̹�ŘĜŵŖĴ̹ĪŘĜňŞŹ˦̹ĪŦŞĴ̹ĿŵŦŞ̹ŦşĴ̹ŹŲĴĪňǬĪ̹ŹŦƄŵĪĴ̹ĜŹ̹Ĝş̹ňşǭƄĴşĪĴ̹ĿŵŦŞ̹
ƀŅĴ̹�ĜŹƀ̹Ŧş̹�ŞĴŵňĪĜş̹ĜŵƀňŹƀ̝Ź̹ĜƀƀňƀƄİĴ˦̹ƙŅňĪŅ̹ňŹ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹�Ź̹
ŞĴşƀňŦşĴİ̹ňş̹ŲĜŵƀ̹ĴşƀňƀŘĴİ̹̚ʉ˫ʆ˫ʉ˫̹�ĴŹƀŅĴƀňĪ̹�ŦşŹňİĴŵĜƀňŦşŹ̹Ĝşİ̹ƀŅĴ̹bĴŵŞ̹
�ĴĜƄƀƟ̹ ŦĿ̹ �ŅňşĴŹĴ̹ �ĜŘŘňŀŵĜŲŅƟ̛̹ ňş̹ ƀŅňŹ̹ ĪŅĜŲƀĴŵ˦̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ŲƄƀŹ̹ŹňŀşňǬĪĜşĪĴ̹Ŧş̹ƀŅĴ̹ƙĜƟ̹ĜŵƀňŹƀŹ̹ƄŹĴ̹ŘňşĴ̹Ĝşİ̹ĩŵƄŹŅ˦̹ŅŦƙ̹ƀŅĴƟ̹ŅĜşİŘĴ̹ňƀ̹
Ĝşİ̹ŅŦƙ̹ƀŅĴƟ̹ĴƞĴĪƄƀĴ̹ƀŅĴ̹ŘňşĴ˰̹ĜŞŦşŀ̹ƀŅĴ̹ŞĜşƟ̹ĜĴŹƀŅĴƀňĪ̹ĪŦşŹňİĴŵĜƀňŦşŹ̹
Ĝşİ̹ŴƄĜŘňƀňĴŹ˦̹ňƀ̹ňŹ̹ĴŞŲŅĜŹňƥĴİ̹ƀŅĴ̹ňŞŲŦŵƀĜşĪĴ̹ŦĿ̹ňşİňƘňİƄĜŘ̹ŅĜşİƙŵňƀňşŀ̹
ňş̹ŀĴŹƀƄŵĴ˦̹ĴƞŲŵĴŹŹňƘĴ̹ŦĿ̹ĪŅĜŵĜĪƀĴŵŹ˦̹ƄƀňŘňƥňşŀ̹ƀŅĴ̹ŘňşĴ̹ĜŹ̹ŲŵňŞĜŵƟ̹ĿŦŵ̹ƀŅĴ̹
ŹĜŖĴ̹ ŦĿ̹ ĴƞŲŵĴŹŹňŦş˦̹ ŹƀŵĴŹŹ̹ Ŧş̹ ŹŲŦşƀĜşĴňƀƟ˦̹ İƟşĜŞňĪ˦̹ ĜĩŹƀŵĜĪƀ̹ ŴƄĜŘňƀƟ̹
Ĝşİ̹ ƀŅĴ̹ ŹŲĴĴİ̹ ŦĿ̹ ƀŅĴ̹ ĴƞĴĪƄƀňŦş˫̹ �ŘŘ̹ ĿĴĜƀƄŵĴŹ̹ ĜŵĴ̹ ĜŘŹŦ̹ ĪŅĴŵňŹŅĴİ̹ ĩƟ̹ ƀŅĴ̹
contemporary calligraphers mentioned in Chapter VI.

�ŞŦşŀ̹ƀŅĴ̹ĜŵƀňŹƀŹ˦̹Ĝş̹�ŞĴŵňĪĜş̹ŲĜňşƀĴŵ̹AĜŵŖ̹bŦĩĴƟ̹˾ʆʍʎʅ̐ʆʎʌʍ˿̹ƀĜŖĴŹ̹
attention to his awareness of the features of Far Eastern calligraphy 
Ĝşİ̹ ŵĴǭĴĪƀŹ̹ ƀŅĴŹĴ̹ ňşǭƄĴşĪĴŹ̹ ňş̹ ŅňŹ̹ İĴşŹĴŘƟ̹ ŹƀŵƄĪƀƄŵĴİ̹ ĪŦŞŲŦŹňƀňŦşŹ˫̹
)Ĵ̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ŞŦŹƀ̹ ňŞŲŦŵƀĜşƀ̹ ŲĜňşƀĴŵŹ˦̹ƙňƀŅ̹ ŅňŹ̹ ňİĴĜŹ̹
ŹĴĴş̹ĜŹ̹ŘňşŖŹ̹ĩĴƀƙĴĴş̹ŲŵĴŹĴşƀ̹Ĝşİ̹ŲĜŹƀ˦̹�ĜŹƀ̹Ĝşİ̹rĴŹƀ̹˾[Ĵňƀƥ˦̹ʆʎʋʇ˿˫̹

�ŘĜŵŖĴ̹ ˾ʆʎʍʍ˿̹ŞĴşƀňŦşŹ̹bŦĩĴƟ̝Ź̹ƘňŹňƀ̹ ƀŦ̹ ƀŅĴ̹ #Ĝŵ̹�ĜŹƀ̹ ňş̹ ʆʎʈʉ̹ Ĝşİ̹ŅŦƙ̹
he prepared himself before visiting there by reading about Oriental 
ŲŅňŘŦŹŦŲŅƟ˦̹ �ƄİİŅňŹŞ˦̹ Ĝşİ̹ ~Ĵş˫̹ )Ĵ̹ ƀŵĜƘĴŘĴİ̹ ƀŦ̹ )Ŧşŀ̹ 9Ŧşŀ˦̹ �ŅňşĜ̹
˾[ŅĜşŀŅĜň˿˦̹Ĝşİ̹7ĜŲĜş̹Ĝşİ̹İŦĪƄŞĴşƀĴİ̹ŅňŹ̹Ŧƙş̹œŦƄŵşĴƟ̹ňş̹ŞĜşƟ̹ŘĴƀƀĴŵŹ˫̹
It is stated that even though his visit was relatively short, his response 
was rapid and profound to what he saw, which also led him to develop 
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writing ideas to present in his contemporary records. During his 
visit, he was also invited to speak at an art school and visited various 
ĴƞŅňĩňƀňŦşŹ˦̹ ƙŅĴŵĴ̹ ŅĴ̹ ĩŦƄŀŅƀ̹ Ĝş̹ ĴƞĜŞŲŘĴ̹ ŦĿ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ �ŅňşĴŹĴ̹
ŲĜňşƀňşŀ̹Ĝşİ̹ƘĜŵňŦƄŹ̹ňƀĴŞŹ˦̹ňşĪŘƄİňşŀ̹ƙŦŦİĴş̹�ƄİİŅĜ̐ŘňŖĴ̹ǬŀƄŵĴŹ̹Ĝşİ̹
ƘĜŵňŦƄŹ̹ŞĜŹŖŹ˫̹,ƀ̹ňŹ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ƀŅňŹ̹œŦƄŵşĴƟ̹ŅĜİ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ĴǣĴĪƀ̹Ŧş̹
the evolution and development of his art. Furthermore, it is also stated 
ƀŅĜƀ̹ƀŅĴ̹İƟşĜŞňĪ̹ĪňƀƟ̹ŘňĿĴ̹ ňƀŹĴŘĿ̹ƙĜŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŹňŀşňǬĪĜşƀ̹ĿĜĪƀŦŵŹ̹ƀŅĜƀ̹
ĜǣĴĪƀĴİ̹ ŅňŞ̹ İƄŵňşŀ̹ ŅňŹ̹ ŹƀĜƟ̹ ňş̹ �ŅňşĜ˫̹ 7ĜŲĜş̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ŅĜƘňşŀ̹ Ĝ̹
ŹňŀşňǬĪĜşƀ̹ ĴǣĴĪƀ̹ Ŧş̹ ŅňŞ̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ �ŅňşĜ̹ ĜĪĪŦŵİňşŀ̹ ƀŦ̹ ŅňŹ̹ ŘĴƀƀĴŵŹ˦̹
such as Japanese theater, namely one of the performances in which he 
İĴŹĪŵňĩĴŹ̹ ĜŹ̹ ̚ŲŵĜĪƀňĪĜŘŘƟ̹şŦ̹ĜĪƀňŦş˦̹ Ĝşİ̹ƟĴƀ̹ŲŘĴşƀƟ̹ŦĿ̹ ňƀ̛̹ ˾�ŘĜŵŖĴ˦̹ ʆʎʍʍ˥̹
ʇʇʍ˿̹ƀŅĜƀ̹ŘĴĜİ̹ŅňŞ̹ƀŦ̹İŵĜƙ̹ƘĜŵňŦƄŹ̹ŹŖĴƀĪŅĴŹ˫̹

bŦĩĴƟ̝Ź̹ ǬŵŹƀ̹ İňŵĴĪƀ̹ ĪŦşƀĜĪƀ̹ ƙňƀŅ̹ ~Ĵş̹ƙĜŹ̹ ňş̹ ƀŅĴ̹ ŀƄĴŹƀ̹ ŅŦƄŹĴ̹ şĴĜŵ̹ Ĝ̹
Zen monastery, where he stayed for about a month. It is stated that 
during this visit, he appreciated the way activities are used as a means 
ŦĿ̹ ĜŲŲŵĴŅĴşİňşŀ̹ ~Ĵş˫̹ �ŘŹŦ˦̹ ňş̹ ʆʎʇʈ˦̹ ŅĴ̹ ĩĴŀĜş̹ ƀŦ̹ ŘĴĜŵş̹ ƀŅĴ̹ ƀĴĪŅşňŴƄĴ̹
ŦĿ̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĿŵŦŞ̹ Ĝ̹ ƟŦƄşŀ̹ �ŅňşĴŹĴ̹ ĜŵƀňŹƀ˦̹ bĴşŀ̹ 9ƄĴň˦̹ ƙŅŦ̹
ŹƀƄİňĴİ̹Ĝƀ̹ƀŅĴ̹fşňƘĴŵŹňƀƟ̹ŦĿ̹rĜŹŅňşŀƀŦş̹Ĝƀ̹ƀŅĜƀ̹ƀňŞĴ̹˾[Ĵňƀƥ˦̹ʆʎʋʇ˿˫̹rňƀŅ̹
ƀŅĴ̹ŴƄŦƀĜƀňŦş̹ŦĿ̹bŦĩĴƟ̝Ź̹Ŧƙş̹ŹƀĜƀĴŞĴşƀ˦̹ŅĴ̹İĴŹĪŵňĩĴŹ̹ŅňŹ̹ĴƞŲĴŵňĴşĪĴ̹ĜŹ̹
ĿŦŘŘŦƙŹ˥̹̚,̹ŅĜƘĴ̹œƄŹƀ̹ŅĜİ̹ŞƟ̹ǬŵŹƀ̹ŘĴŹŹŦş̹ňş̹�ŅňşĴŹĴ̹ĩŵƄŹŅ̹ĿŵŦŞ̹ŞƟ̹ĿŵňĴşİ̹
Ĝşİ̹ĜŵƀňŹƀ̹bĴşŀ̹9ƄĴň˫̹bŅĴ̹ƀŵĴĴ̹ňŹ̹şŦ̹ŞŦŵĴ̹Ĝ̹ŹŦŘňİ̹ňş̹ƀŅĴ̹ĴĜŵƀŅ˦̹ĩŵĴĜŖňşŀ̹
into lesser solids bathed in chiaroscuro. There is pressure and release. 
Each movement, like tracks in the snow, is recorded and often loved for 
ňƀŹĴŘĿ˫̹bŅĴ̹$ŵĴĜƀ̹�ŵĜŀŦş̹ňŹ̹ĩŵĴĜƀŅňşŀ̹ŹŖƟ˦̹ƀŅƄşİĴŵ˦̹Ĝşİ̹ŹŅĜİŦƙ˰̹ƙňŹİŦŞ̹
Ĝşİ̹ŹŲňŵňƀ̹ƘňƀĜŘňƥĴİ̛̹˾[Ĵňƀƥ˦̹ʆʎʋʇ˥̹ʉʌ˿˫

#ňŀ˫Ź̹ ʉʉ̐ʉʊ̹ ňŘŘƄŹƀŵĜƀĴ̹ bŦĩĴƟ̹ ŲĜňşƀňşŀŹ̹ ŲĜňşƀĴİ̹ ĩƟ̹ ŦňŘ˦̹ ƀĴŞŲĴŵĜ˦̹ Ĝşİ̹
[ƄŞň̹ ňşŖ̹ ĪŵĴĜƀĴİ̹ ňş̹ İňǣĴŵĴşƀ̹ ŲĴŵňŦİŹ̹ Ĝşİ̹ ŵĴǭĴĪƀ̹ ƘĜŵňŦƄŹ̹ ŹňŞňŘĜŵ̹ Ĝşİ̹
diverged features. Tobey usually prefers to employ tempera or watercolor 
ňşŹƀĴĜİ̹ŦĿ̹ŦňŘ̹ ňş̹ƄşĜŹŹĴŵƀňƘĴ̹ĪŦŘŦŵŹ˫̹)ňŹ̹ŹƄŵĿĜĪĴŹ̹ĜŵĴ̹ŲŵĴŲĜŵĴİ̹ĩƟ̹ĩŵƄŹŅ̹
ŹƀŵŦŖĴŹ˦̹ŦĿƀĴş̹ƙňƀŅ̹İĴŘňĪĜƀĴ̹ňşƀĴŵƙŦƘĴş̹ƙĴĩ̐ŘňŖĴ̹ƀĴƞƀƄŵĴ̹ĜŹ̹ňş̹#ňŀ˫̹ʉʊ˦̹Ŧŵ̹
ŹƄŲŲŦŵƀĴİ̹ƙňƀŅ̹ƀŅĴ̹ŹŞŦŖňşŀ̐ŘňŖĴ̹ĴǣĴĪƀŹ̹ƀŅĜƀ̹ĜŵĴ̹ŵňŹňşŀ̹ĜŹ̹ňş̹#ňŀ˫̹ʉʉ˫̹

Fig. 44. left Tropicalism, Mark 
Tobey, 1948, oil and tempera, 
Source: Seitz, (1962: 66).

Fig. 45. right Written Over the 
Plains, Mark Tobey, 1950, oil 
and tempera, Source: Seitz, 
(1962: 71).

�ƀ̹ ǬŵŹƀ̹ ŀŘĜşĪĴ˦̹ ƀŅĴƟ̹ ŹĴĴŞ̹ ƀƙŦ̐İňŞĴşŹňŦşĜŘ˰̹ ŅŦƙĴƘĴŵ˦̹ ƄşňŴƄĴŘƟ̹
ĪŦşŹƀŵƄĪƀĴİ̹ ĿŦŵŞŹ̹ Ĝşİ̹ ŹŲĜĪĴŹ̹ ĪĜş̹ ĩĴ̹ ŵĴĜŘňƥĴİ̹ ˾[Ĵňƀƥ˦̹ ʆʎʋʇ˿˫̹ qĜŵňŦƄŹ̹
works, there consist of mostly recognizable formations from Eastern, 
medieval, and oriental calligraphy and ornament, also from primitive 
ŹƀƟŘĴŹ̹ ŹƄĪŅ̹ ĜŹ̹ �ŀƟŲƀňĜş̹ ŲňĪƀŦŀŵĜŲŅŹ˦̹ ĪƄşĴňĿŦŵŞ˦̹ �ŵĜĩňĪ˦̹ TĴŵŹňĜş˦̹ Ĝşİ̹

IV. CHINESE AND JAPANESE CALLIGRAPHY TRADITION:
INFLUENCES ON THE WESTERN CONTEMPORARY CALLIGRAPHY
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)ĴĩŵĴƙ̹ ŹĪŵňŲƀ˦̹ Ĝşİ̹ �ĴŘƀňĪ̹ ňŘŘƄŞňşĜƀňŦşŹ˫̹ )Ĵ̹ ŞŦŹƀŘƟ̹ ĪŦşĪĴşƀŵĜƀĴŹ̹ Ŧş̹
şŦşǬŀƄŵĜƀňƘĴ̹ňŞĜŀĴŹ˦̹Ĝşİ̹ƀŅĴ̹ŲŦňşƀ̹ŦĿ̹ŅňŹ̹ĩŵƄŹŅ˦̹ŀĴŹƀƄŵĴ˦̹Ĝşİ̹ƀĴşŹňŦş̹
ŞŦƘĴ̹ĿŵĴĴŘƟ˫̹;ňşĴ̹ƄŹĜŀĴ˦̹ĜŹ̹ƙĴŘŘ̹ĜŹ̹ŹƀŵŦŖĴŹ̹Ĝşİ̹ŹŲŘĜŹŅĴŹ˦̹ƀĜŖĴŹ̹ĜƀƀĴşƀňŦş̹
ƀŦ̹ ƀŅĴ̹ƘňƀĜŘňƀƟ̹ ŦĿ̹ ƀŅĴ̹ ŹĪĴşĴŹ˫̹ #ňŀ˫Ź̹ ʉʉ̹ Ĝşİ̹ʉʊ̹ ŹĴĴŞ̹ŀĴşĴŵĜƀĴİ̹ ĴşƀňŵĴŘƟ̹
by a thin line and brush strokes with minimum variations. There are 
also white lines that create variations in color. Typically in Far Eastern 
calligraphy, black is the color on a white surface. Tobey follows white on 
the dark image of calligraphy as if it is taken from the earlier carvings 
of Chinese style. There can also be observed pressure and realization of 
the brush as in the Far Eastern calligraphy brush moves.

Tobey believed in the importance of their brush writing and the 
ŦƄƀŹƀĜşİňşŀ̹ƘĜŘƄĴ̹ŦĿ̹ƀŅĴňŵ̹ĜĩŹƀŵĜĪƀ̹ĿĴĜƀƄŵĴ˫̹)ňŹ̹ƙŦŵŖŹ̹ƙĴŵĴ̹İňŹŲŘĜƟĴİ̹ňş̹
ňŞŲŦŵƀĜşƀ̹�ƄŵŦŲĴĜş̹ŀĜŘŘĴŵňĴŹ̹Ĝşİ̹ŞƄŹĴƄŞŹ̹ňş̹ƀŅĴ̹ʆʎʊʅŹ˦̹ƙňƀŅ̹ƀŅĴ̹ƙŦŵŖ̹
consisting of painted calligraphic lines with a brush that superimposed 
ŹƄŵĿĜĪĴŹ˫̹ bŦĩĴƟ̹ ĪĜŘŘĴİ̹ ŅňŹ̹ Ŧƙş̹ ƙŵňƀňşŀ̹ ŹƀƟŘĴ̹ ̚ƙŅňƀĴ̹ ƙŵňƀňşŀ˦̛ ̹ ƙŅňĪŅ̹
also creates a pictorial depth because the calligraphic notes in all of 
his paintings were in the form of white painted keys that were not 
ĜŘňŖĴ̹ ˾bƄŵĜşň˦̹ʆʎʎʅ˿˫̹;ŦŦŖňşŀ̹Ĝƀ̹ŅňŹ̹ ŘĜƀĴŵ̹ƙŦŵŖ˦̹ ňƀ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ƀŅĜƀ̹
he preferred to be enriched by gestural drawn ink that he threw or 
splashed in a controlled way onto the surface. It is how he was constant 
ňş̹ ĴƞŲĴŵňŞĴşƀĜƀňŦş̹ ƀŦ̹ ĪĜŲƀƄŵĴ̹ ƀŅĴ̹ĴƞŲŵĴŹŹňŦş̹ŦĿ̹ ƀŅĴ̹ ŹŲňŵňƀ̹ ˾rĴňşĩĴŵŀ˦̹
ʇʅʆʌ˥̹ŲĜŵĜ˫̹ʋ˿˦̹ĜŹ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ňş̹#ňŀ˫̹ʉʋ˫̹

Fig. 46. Untitled (Sumi Drawing), 
Mark Tobey, 1957, Source: 
Weinberg, (2017, np.).

,ƀ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ ĩŵƄŹŅ̹ ŞŦƘĴŹ̹ ŦĿ̹ bŦĩĴƟ̹ İňǣĴŵ̹ ĿŵŦŞ̹ ƀŅĴ̹ ƙŦŵŖŹ̹
ňş̹#ňŀ˫̹ʉʉ̹Ĝşİ̹ʉʊ˫̹bŅĴŵĴ̹ĴŞŲŘŦƟŹ̹Ĝ̹ĩŵŦĜİ̹ŞĜŵŖ̹ŦĿ̹ ƀŅĴ̹ĩŵƄŹŅ˦̹ǬŵŹƀ̹ ŘĴĿƀ̹
its traces by diluted ink, then the black Sumi with more tension and 
energy reveals the movement of the hand of Tobey. Once again, the ink 
splashes are split all over the surface, supporting the movement and 
ĴƞŲŘŦŹňŦş̹ŦĿ̹ĩŘĜĪŖ̹ĴşĴŵŀƟ̹İňŵĴĪƀŘƟ̹ŲŦňşƀňşŀ̹Ĝƀ̹ƀŅĴ̹ŵĴŹĴŞĩŘĜşĪĴ̹ƙňƀŅ̹#Ĝŵ̹
�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹ňş̹Vňş̹#Ĵşŀ̝Ź̹ƙŦŵŖ̹˾#ňŀ˫̹ʉʈ˿˫̹
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The splashed ink of a Chinese or Japanese calligrapher brush is accepted 
ĜŹ̹ŲĜŵƀ̹ŦĿ̹ƀŅĴ̹ƙŦŵŖ̝Ź̹ňŞĜŀĴ˫̹TŦňşƀňşŀ̹Ĝƀ̹ƀŅĴ̹ĜĪĪňİĴşƀĜŘ̹ĴǣĴĪƀŹ̹ňş̹ŲĜňşƀňşŀ˦̹
bŦĩĴƟ̹ĴƞŲŘĜňşŹ̹ňş̹ŅňŹ̹ƙŦŵİ̹ĜŹ̹ĿŦŘŘŦƙŹ˥̹ ̚˫ ˫˫ŲĴŵŅĜŲŹ̹ƀŅĴ̹HŵňĴşƀ̹ňŹ̹ ňşĪŘƄŹňƘĴ̹
of what we term the accidental. The accidental can lead us back towards 
ƀŅĴ̹ĪŦşŹĪňŦƄŹ̹ňĿ̹ĜĪĪĴŲƀĴİ̹Ĝşİ̹ƄŹĴİ˦̹ňƀ̹ĪĜş̹ŘĴĜĿ̹ƀŦ̹Ĝŵƀ̛̹˾[Ĵňƀƥ˦̹ʆʎʋʇ˥̹ʆʇʌ˿˫̹

bŅĴŹĴ̹ ƀƟŲĴ̹ ŦĿ̹ ŹŲŘĜŹŅĴŹ̹ ňşŖ̹ ĴǣĴĪƀ̹ ŦĿ̹ bŦĩĴƟ̹ ĴƘňİĴşƀŘƟ̹ ňşŹŲňŵĴİ̹ ĩƟ̹ #Ĝŵ̹
Eastern prototypes, and Clarke mentions how Tobey called them works of 
ňŞŲĴŵĿĴĪƀňŦş̹ ƀŅĜƀ̹ ŵĴŲŵĴŹĴşƀ̹ Ĝş̹ HŵňĴşƀĜŘ̹ œƄŹƀňǬĪĜƀňŦş̹ ĿŦŵ̹ ŅňŹ̹ ŞĴƀŅŦİ̹ ŦĿ̹
working as in the case of kintsugi or kintsukuroiʆʅ, the ancient art of Japanese 
repairing broken pottery with gold that consists the marks still visible. 

�şŦƀŅĴŵ̹ şŦƀĴƙŦŵƀŅƟ̹ ĜŵƀňŹƀ̹ ƀŅĜƀ̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿̹ ŞĴşƀňŦşŹ̹ ƀŅŵŦƄŀŅ̹ ŅňŹ̹
ĪĜŘŘňŀŵĜŲŅňĪ̹ ŹĴşŹňĩňŘňƀƟ̹ ňŹ̹ WŦĩĴŵƀ̹ AŦƀŅĴŵƙĴŘŘ̹ ˾ʆʎʆʊ̐ʆʎʎʆ˿˦̹ Ĝş̹ �ŞĴŵňĪĜş̹
artist, who was deeply impressed by the notion of writing and drawing 
ŵĴǭĴĪƀňşŀ̹ŅňŹ̹ŲŵĜĪƀňĪĴŹ˦̹ƙŅňĪŅ̹ĜŵĴ̹ĪŅĜŵĜĪƀĴŵňƥĴİ̹ĩƟ̹Ĝş̹ňşƀƄňƀňƘĴ̹ĜŲŲŵŦĜĪŅ̹
to painting, also should be counted among the painters who left their 
ŞĜŵŖ̹Ŧş̹ĜĪƀňŦş̹ŲĜňşƀňşŀ˫̹)ĴŵĴ̹ƙňƀŅ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŹĴşŹňĩňŘňƀƟ˦̹ňƀ̹ŹĴĴŞŹ̹
Stevens advocates that his works and calligraphic work with a certain 
ŴƄĜŘňƀƟ̹ ƀŅĜƀ̹ ŵĴƘĴĜŘŹ̹ ƀŅĴ̹ ŹŖňŘŘ̹ ƀŅĴ̹ ĪŦŞŲĴƀĴşĪĴ̹ ŦĿ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ ƙňƀŅ̹
his accumulated technical and practical knowledge, as mentioned 
ňş̹ �ŅĜŲƀĴŵŹ̹ ,,̹ Ĝşİ̹ ,,,˦̹ ŅĜƘĴ̹ ĜĴŹƀŅĴƀňĪ̹ ŲĜŵňƀƟ̹ ĜŹ̹ ǬşĴ̹ Ĝŵƀ̹ ƀŅĜƀ̹ƙŦŵŖŹ̹ ĜŹ̹
representations and conceptualizations of things real or imagined 
˾WňŹĜƀƀň˦̹ʇʅʆʈ˿˫̹)ŦƙĴƘĴŵ˦̹ ňƀ̹İŦĴŹ̹şŦƀ̹şĴĪĴŹŹĜŵňŘƟ̹ŞĴĜş̹ƀŅĜƀ̹AŦƀŅĴŵƙĴŘŘ̝Ź̹
work is calligraphy or calligraphic due to the restricted usage of the 
color once again, as in the case of Tobey; also, the emphasis on the bold 
gestures creates the visual similarities of the gesture that is employed 
by the Far Eastern calligraphers or contemporary western calligraphers 
with the drips and drops or a splash of the ink on the surface, or canvas. 
rŅňŘĴ̹ ĩĴňşŀ̹ İňǣĴŵĴşƀ̹ Ĝşİ̹ ŞŦŵĴ̹ ŀĴŹƀƄŵĜŘ˦̹ AŦƀŅĴŵƙĴŘŘ̝Ź̹ ŞĜňş̹ ƙŦŵŖŹ̹
ĪŘŦŹĴŘƟ̹ŵĴŹĴŞĩŘĴ̹ƀŅŦŹĴ̹ŦĿ̹ĪŦŘŦŵ̐ǬĴŘİ̹ŲĜňşƀĴŵŹ˫̹bŅƄŹ˦̹ŅňŹ̹ƙŦŵŖ̹ňşƀĴŵƀƙňşĴŹ̹
ƀƙŦ̹ƀĴşİĴşĪňĴŹ̹ŦĿ̹ĜĩŹƀŵĜĪƀ̹ĴƞŲŵĴŹŹňŦşňŹŞ̹˾$ŪŖİƄŞĜş˦̹ʇʅʆʍ˿˫

Motherwell got a comprehensive education in philosophy, literature, 
Ĝşİ̹ Ĝŵƀ̹ ŅňŹƀŦŵƟ˫̹ )Ĵ̹ ňŹ̹ ƙĴŘŘ̹ ŖşŦƙş̹ ĿŦŵ̹ ŅňŹ̹ ŞƄƀƄĜŘ̹ ňşƀĴŵĴŹƀ̹ ňş̹ ŲŦĴƀŵƟ˫̹
,ş̹ ĜİİňƀňŦş̹ ƀŦ̹ ĩĴňşŀ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŲŵŦŘňǬĪ̹ Ĝşİ̹ ĪĴŘĴĩŵĜƀĴİ̹ ĜŵƀňŹƀŹ̹ ňş̹ ƀŅĴ̹
twentieth century, he was also genuinely interested in education and 
ĩĴŀĜş̹ƀŦ̹ƀĴĜĪŅ̹Ĝşİ̹ŀňƘĴ̹ŘĴĪƀƄŵĴŹ̹ĿŦŵ̹ŞĜşƟ̹ƟĴĜŵŹ̹ňş̹ƀŅĴ̹ʆʎʉʅŹ˫̹�ŵŀƄĜĩŘƟ˦̹
ŅňŹ̹ŹňŀşňǬĪĜşƀ̹ƙŦŵŖŹ̹Ĝşİ̹ŅňŹ̹ĪŦŞŲŘĴƀĴ̹ňşǭƄĴşƀňĜŘ̹ƙŵňƀňşŀ˦̹Ĵİňƀňşŀ˦̹Ĝşİ̹
ƀĴĜĪŅňşŀ̹ĜŹ̹Ĝş̹ĴŘŦŴƄĴşƀ̹ŹŲĴĜŖĴŵ̹ĪĜş̹ĩĴ̹ĜŹŹƄŞĴİ̹as one of his legacies 
ƙŦŵƀŅ̹ĪŵĴİňƀ̹ŅĴŵĴ˫̹)Ĵ̹ňŹ̹ƙĴŘŘ̹ŖşŦƙş̹ĿŦŵ̹ŅňŹ̹ŞƄƀƄĜŘ̹ ňşƀĴŵĴŹƀ̹ ňş̹ŲŦĴƀŵƟ˫̹

ʆʅ̹bŅňŹ̹ƀĴĪŅşňŴƄĴ̹İĜƀĴŹ̹ĩĜĪŖ̹ƀŦ̹ƀŅĴ̹ŘĜƀĴ̹ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹ƙňƀŅ̹ƀŅĴ̹ĪŵĜĪŖĴİ̹ƀĴĜ̹ĩŦƙŘ̹ŹĴşƀ̹ĩĜĪŖ̹ƀŦ̹
China from Japan to be repaired. The repaired tea bow with unsightly metal staples did not satisfy 
the owner; thus, the alternative way was to search for it. Kintsugi, as an aesthetic alternative for it, 
became common practice in Japan by the seventeenth century. Instead of rejoining the ceramic 
ŲňĴĪĴŹ̹ƙňƀŅ̹Ĝ̹ĪĜŞŦƄǭĜŀĴİ̹ĜİŅĴŹňƘĴ˦̹ňş̹ƀŅĴ̹9ňşƀŹƄŀň̹ƀĴĪŅşňŴƄĴ˦̹Ĝ̹ŹŲĴĪňĜŘ̹ƀŵĴĴ̹ŹĜŲ̹ŘĜĪŴƄĴŵ̹ňŹ̹İƄŹƀĴİ̹
with powdered gold, silver, and platinum to put pieces together. The salient cracks of ceramic 
ƙĜŵĴŹ̹ƙňƀŅ̹Ĝ̹ŀŦŘİ̹ŀŘňşƀ̹ŀňƘĴ̹Ĝ̹ƄşňŴƄĴ̹ĜŲŲĴĜŵĜşĪĴ̹ƀŦ̹ĴĜĪŅ̹ŵĴŲĜňŵĴİ̹ŲňĴĪĴ˫̹rňƀŅ̹ƀŅňŹ̹ƀĴĪŅşňŴƄĴ˦̹ ňƀ̹
ňŹ̹ ĪĴŘĴĩŵĜƀĴİ̹ ĴĜĪŅ̹ ĜŵƀňĿĜĪƀ̝Ź̹ ƄşňŴƄĴ̹ ŅňŹƀŦŵƟ̹ ňşŹƀĴĜİ̹ ŦĿ̹ Ņňİňşŀ̹ Ŧŵ̹ İňŹŀƄňŹňşŀ̹ ƀŅĴŞ˫̹ ,ƀ̹ ňŹ̹ ĩĴŘňĴƘĴİ̹
that kintsugi makes the repaired piece even more beautiful than the original by giving it a second 
ŘňĿĴ˫̹�ŲĜŵƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ ĜĴŹƀŅĴƀňĪ̹ ŲŵňşĪňŲŘĴŹ̹ ŦĿ̹ kintsugi, the practice is also related to the Japanese 
philosophy called wabi-sabi˦̹ƙŅňĪŅ̹ŵĴŴƄňŵĴŹ̹ŹĴĴňşŀ̹ĩĴĜƄƀƟ̹ňş̹ƀŅĴ̹ňŞŲĴŵĿĴĪƀ˫̹bŅňŹ̹ŞĴƀŅŦİ̹ƙĜŹ̹ĜŘŹŦ̹
born from the Japanese feeling called mottainai̹ŵĴĿĴŵŹ̹ƀŦ̹ĴƞŲŵĴŹŹ̹ŵĴŀŵĴƀ̹ƙŅĴş̹ŹŦŞĴƀŅňşŀ̹ňŹ̹ƙĜŹƀĴİ˦̹
and mushin˦̹ƙŅňĪŅ̹ŵĴĿĴŵŹ̹ƀŦ̹ĜĪĪĴŲƀňşŀ̹ĪŅĜşŀĴ̹˾WňĪŅŞĜş̐�ĩİŦƄ˦̹ʇʅʇʇ˿˫



ʈʅʅ

)Ĵ̹ŹĜňİ̹ŅĴ̹ŘňƘĴİ̹ňş̹Ĝ̹Ŗňşİ̹ŦĿ̹̚ŹŲňŵňƀƄĜŘ̹ƄşİĴŵŀŵŦƄşİ̛̹˾xŉŘŞĜƥ˦̹ʇʅʆʈ˥̹ʇʈʉ˿˫̹
TŅĴ̹ŵĴĜŹŦş̹ĿŦŵ̹ƀŅňŹ̹ƙĜŹ̹ƀŅĴ̹ƙĴĜŖĴşňşŀ̹ŦĿ̹ƀŅĴ̹ňşǭƄĴşĪĴ̹ŦĿ̹ŵĴŘňŀňŦş̹ƙňƀŅ̹
what the modern age brought.

AŦƀŅĴŵƙĴŘŘ̹ İňǣĴŵŹ̹ ĿŵŦŞ̹ ŦƀŅĴŵ̹ ĜĩŹƀŵĜĪƀ̹ ĴƞŲŵĴŹŹňŦşňŹƀŹ̹ ňş̹ ĪŦşƀňşƄňşŀ̹
ŅňŹ̹ Ĝŵƀ̹ƙňƀŅŦƄƀ̹şĴŀŘĴĪƀňşŀ̹ŲŦŘňƀňĪĜŘ̹ Ĝşİ̹ ŹŦĪňĜŘ̹ ňŹŹƄĴŹ˫̹)ňŹ̹ĩĴŹƀ̐ŖşŦƙş̹
works are Elegies to the Spanish Republic̹˾#ňŀ˫̹ʉʌ˿˦̹Ĝ̹ĪŦŘŘĴĪƀňƘĴ̹ƀňƀŘĴ̹ƀŅĜƀ̹
İĴŹĪŵňĩĴŹ̹ ƀŅĴ̹ ŹĴŵňĴŹ̹ ƀŅĜƀ̹ ĩĴŀĜş̹ ňş̹ ƀŅĴ̹ ŘĜƀĴ̹ ʆʎʉʅŹ̹ Ĝşİ̹ ĪŦşƀňşƄĴİ̹ƄşƀňŘ̹
ƀŅĴ̹Şňİ̐ʆʎʊʅŹ˫̹ ,ş̹ƀŅĴ̹ĜŵƀňŹƀ̝Ź̹Ŧƙş̹ƙŦŵİŹ˦̹ ƀŅĴŹĴ̹ĜŵĴ̹ŞĴƀĜŲŅŦŵŹ̹ĿŦŵ̹ƀŅĴ̹
contradictory unity between the dead and the living. In his Elegies, 
Motherwell was an artist that responded sincerely to the news of the 
[ŲĜşňŹŅ̹�ňƘňŘ̹rĜŵ̹˾ʆʎʈʋ̐ʆʎʈʎ˿̹ƀŅŵŦƄŀŅ̹ƀŅňŹ̹İĴƘŦƀĴİ̹ŹĴŵňĴŹ̹ƀŦ̹ƀŅĴ̹ƀŅĴŞĴ̹
ĜŹ̹ Ĝ̹ ŞĴƀĜŲŅŦŵ̹ ĿŦŵ̹ ĜŘŘ̹ ŅƄŞĜş̹ ŹƄǣĴŵňşŀ˫̹ bŅĴ̹ ƙŦŵİ̹ Elegy was taken 
seriously as mourning for the dead that ought to be remembered and, 
as stated, something in danger of being forgotten about the Spanish 
Civil War in which democracy versus dictatorship. The white surface 
is observed to be engaged more in a two-dimensional manner wall-
ŘňŖĴ̹ǭĜƀşĴŹŹ̹ƙňƀŅ̹ŦňŘ̹ŲĜňşƀ˫̹,ƀ̹ňŹ̹Ĝ̹ĪŦŘŘĴĪƀňƘĴ̹ƀňƀŘĴ̹ĿŦŵ̹Ĝ̹ĩŦİƟ̹ŦĿ̹ƙŦŵŖ̹ƀŅĜƀ̹
ŦĪĪƄŲňĴİ̹ƀŅĴ̹ĜŵƀňŹƀ̝Ź̹ŲŵŦŘňǬĪ̹ĪĜŵĴĴŵ̹ĿŵŦŞ̹ƀŅĴ̹ŘĜƀĴ̹ʆʎʉʅŹ̹ƀŦ̹ŅňŹ̹İĴĜƀŅ̹ňş̹
ʆʎʎʆ˫̹ bŅĴ̹ ŹĴŵňĴŹ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ ƘĜŵňĜşƀŹ̹ ŦĿ̹ ĪĜşƘĜŹĴŹ̹ ňş̹ ĜĩŹƀŵĜĪƀ̹ ŲňĪƀŦŵňĜŘ̹
ĿŦŵŞ˦̹ ŅĜŹ̹ Ĝ̹ ĪŵƄĪňĜŘ̹ ŹňŀşňǬĪĜşĪĴ̹ ŅĴŵĴ̹ ĜŹ̹ Ĝş̹ ĴƞĜŞŲŘĴ̹ ĪŦşŹňİĴŵňşŀ̹ ƀŅĴ̹
ŲŦňşƀ̹ƀŅĜƀ̹ŞĴşƀňŦşĴİ̹ĜŹ̹ŵĴǭĴĪƀňŦşŹ̹ŦĿ̹ƀŅĴ̹ňşǭƄĴşĪĴİ̹ŦĿ̹#Ĝŵ̹�ĜŹƀ˫

Fig. 47. Elegy to the Spanish
Republic No. 1, Robert 
Motherwell, ink on paper, 
1948, Source: MOMA, 
moma.org/collection/
works/37683?artist_
id=4126&locale=en&page=
1&sov_referrer=artist, 
access: 29.05.2016.

First, the series appeared as a pen and ink drawing that was to 
illustrate a poem, then Motherwell returned to the motif in which very 
few colors are used; the black stain embedded in the composition has 
Ĝş̹ĴǣĴĪƀ̹ƀŅĜƀ̹ƀŅŦŹĴ̹ƙŅŦ̹ŹĴĴ̹ňƀ̹ŦşĪĴ̹ƙňŘŘ̹şĴƘĴŵ̹ĿŦŵŀĴƀ̹˾xŉŘŞĜƥ˦̹ʇʅʆʈ˿˫



ʈʅʆ

)ňŹ̹ŵĴĪƄŵŵňşŀ̹ŞŦƀňĿ̹ňŹ̹Ĝ̹ŵŦƄŀŅ̹ĩŘĜĪŖ̹ŦƘĜŘ̹ŦĿ̹ƘĜŵƟňşŀ̹ŹňƥĴŹ˦̹Ĝşİ̹İňǣĴŵĴşƀ̹
degrees of compression and distortion can be observed in Elegy to the 
Spanish Republic No. 108̹ ˾#ňŀ˫̹ʉʍ˿̹Ĝşİ̹Elegy to the Spanish Republic No. 
110 ˾#ňŀ˫̹ ʉʎ˿̹ ĜŹ̹ ŦĩŹĴŵƘĴİ˦̹ ňŘŘƄŹƀŵĜƀňşŀ̹AŦƀŅĴŵƙĴŘŘ̝Ź̹ ƀƟŲňĪĜŘ̹ƙŦŵŖŹ̹ƙňƀŅ̹
their organic and geometric -stark black and white palette, ovoid and 
bar-like rectilinear forms.

Fig. 48. Elegy to the Spanish 
Republic 108, Robert 
Motherwell, oil on canvas, 
1965-67, Source: MOMA, 
moma.org/collection/
works/79007?locale=en&page
=1&with_images=true, 
access: 29.05.2016.

Fig. 49. Elegy to the Spanish 
Republic No. 110, Robert 
Motherwell, acrylic with 
graphite and charcoal 
on canvas, 1971, Source: 
Guggenheim, guggenheim.
org/artwork/3047, access: 
29.05.2016.

Black ovals interspersed with wide vertical bars. ,ş̹İňǣĴŵĴşƀ̹ƙĜƟŹ˦̹ĿŵĴĴŘƟ̹
painted forms evoke as if the black paint is splashed on with spatters 
Ĝşİ̹İŵňŲŹ˦̹İŵĜŀŀĴİ˦̹ǭŦƙĴİ˦̹Ŧŵ̹ǭĜƀƀĴşĴİ̹ňş̹Ĝş̹ňşƀĴŵƘĴşňşŀ̹ĜŵĴĜ˫̹[ňŞŲŘĴ̹
ŹŅĜŲĴŹ̹œƄƞƀĜŲŦŹĴ̹ƙňƀŅ̹Ĝ̹ŹƄŵĿĜĪĴ̹ƀŅĜƀ̹ŲŵŦƘňİĴŹ̹ĩŦŘİ̹ĪŦŘŦŵ̹ĪŦşƀŵĜŹƀ̹Ĝşİ̹Ĝ̹
İƟşĜŞňĪ̹ĩĜŘĜşĪĴ̹Ĝşİ̹ŵŅƟƀŅŞ̹ƀŅŵŦƄŀŅ̹ŀĴŹƀƄŵĜŘ̹ĩŵƄŹŅŹƀŵŦŖĴŹ˦̹ŵĴǭĴĪƀňşŀ̹
the artist’s sincere responses to events as natural, emotional, and 
internally connected with their reference and content. 

Contours and shapes are even repeated as basic forms are changed 
Ĝşİ̹ŞƄŘƀňŲŘňĴİ̹ƙňƀŅ̹ŹňŀşňǬĪĜşƀ̹ƘĜŵňĴƀƟ˫̹bŅĴ̹ĪŦŘŦŵ̹ŹƄŲŲŦŵƀ̝Ź̹ĜŲŲĴĜŵĜşĪĴ̹
ŞĜŖĴŹ̹ ƀŅĴ̹İĴŲƀŅ̹Ĝşİ̹ŲŵŦĿŦƄşİ̹ĴǣĴĪƀ̹ŦĿ̹AŦƀŅĴŵƙĴŘŘ̝Ź̹ ĪŦŞŞňƀŞĴşƀ̹ ƀŦ̹
his theme revealed and demonstrated. It can be claimed that the series 
is meant to present the imĜŀĴŹ̝̹ňşƀĴŵĪŦşşĴĪƀňŦş̹ĜŹ̹Ĝ̹ƀŦƀĜŘ̹ĴƞŲĴŵňĴşĪĴ˫̹
Motherwell seems to manifest his humanist feelings and a profound sense 
of loss, mourning, and an elegy for these tragedies relating to fascism and 
ƀŅĴ̹[ŲĜşňŹŅ̹WĴŲƄĩŘňĪ̹˾ʆʎʈʆ̐ʆʎʈʎ˿̹Ĝşİ̹Ĝ̹[ŲĜşňŹŅ̹İňĪƀĜƀŦŵ̹#ŵĜşĪňŹĪŦ̹#ŵĜşĪŦ̹
�ĜŅĜŞŦşİĴ̹ ˾ʆʍʎʇ̐ʆʎʌʊ˿̹ ňş̹Ĝş̹ĜĩŹƀŵĜĪƀ̹ ŘĜşŀƄĜŀĴ̹ĴŞĩŦİňĴİ̹ ňş̹ ƀŅĴ̹ ŹŅĜŲĴŹ̹
painted in the black-and-white as if like a poem read aloud.



ʈʅʇ

Motherwell began  the Lyric Suite ŹĴŵňĴŹ̹̹˾#ňŀ˫Ź̹ʊʅ̹Ĝşİ̹ʊʆ˿̹ňş̹ʆʎʋʊ˫̹�ŦŞŲĜŵĴİ̹
with one of the best-known series of large, human-scale paintings, this 
ŹĴŵňĴŹ̹ŅĜŹ̹ŹŞĜŘŘ̹ŹĪĜŘĴŹ̹ƀŅĜƀ̹ĜŵĴ̹ŹŦĿƀĴŵ̹Ĝşİ̹ŞŦŵĴ̹ǭƄňİ˦̹ĪŦşŹňŹƀňşŀ̹ŦĿ̹ňşŅĴŵĴşƀ̹
ŴƄĜŘňƀňĴŹ̹ ŦĿ̹ ƀŅĴ̹ ňşŖ̹ Ĝşİ̹ ŵňĪĴ̹ ŲĜŲĴŵ˫̹�Ź̹ ĪŘĜňŞĴİ˦̹ ŅĴ̹ ŲŵŦİƄĪĴİ̹ ĜŘŞŦŹƀ̹ Źňƞ̹
ŅƄşİŵĴİ̹ ŲňĴĪĴŹ̹ Ŧş̹ 7ĜŲĜşĴŹĴ̹ ŵňĪĴ̹ ŲĜŲĴŵ̹ ĜŹ̹ Ĝş̹ ĴƞŲĴŵňŞĴşƀ̹ ƀŦ̹ ŵĴǭĴĪƀ̹ ŅňŹ̹
deep inner creativity freed by conscious thoughts without change or 
ŵĴƘňŹňŦş̹ĜĿƀĴŵ̹ĴƞĴĪƄƀňŦş˫˫̹�Ɵ̹ŘĴƀƀňşŀ̹ƀŅĴ̹ŞĴİňƄŞ̹ƀŅĜƀ̹ĪŵĴĜƀĴŹ̹ƀŅĴ̹ŲĜňşƀňşŀ˦̹
ŅĴ̹ĴƞŲĴŵňĴşĪĴİ̹ƀŅĴ̹ĴƞŲŵĴŹŹňŦş̹ŦĿ̹ƀŅĴ̹ňşŖ̹ĩŘĴİ̹ňşƀŦ̹Ŧŵ̹ĜĪĪňİĴşƀĜŘŘƟ̹İŵňŲŲĴİ̹
ŦşƀŦ̹ƀŅĴ̹ŲĜŲĴŵ̹ƀŅĜƀ̹ĜŘŘŦƙ̹ƀŅĴ̹ĿŦŵŞŹ̹ƀŦ̹ĴƞŲŘŦİĴ̹˾)ŦĩĩŹ˦̹ʇʅʅʎ˿˫

Fig. 50. Untitled from the 
series Lyric Suite, Robert 
Motherwell, colored ink on 
paper, 1965, Source: Hobbs, 
(2009: 63).

Fig. 51. Untitled from the series 
Lyric Suite, Robert Motherwell, 
colored ink on paper, 1965, 
Source: MOMA,moma.org/
artists/4126?locale=
en&page=1&direction=, 
access: 29.05.2016.

[ŲŵĴĜİňşŀ̹ĿŵĴĴŘƟ̹Ĝşİ̹ĿŦŵŞňşŀ̹ƄşĴƞŲĴĪƀĴİ̹ŲĜƀƀĴŵşŹ˰̹ŅŦƙĴƘĴŵ˦̹ŹŲŦşƀĜşĴŦƄŹ̹
gestures reveal powerful contrast creating a pictorial composition. Proper 
ƀĴĪŅşňĪĜŘ̹İňŹĪňŲŘňşĴ̹ƀŦ̹ŲŵŦİƄĪĴ̹ŹňŞŲŘĴ̹ǭŦƙňşŀ̹ĪŦŞŲŦŹňƀňŦşŹ˦̹ĜŹ̹ŦĩŹĴŵƘĴİ̹
ňş̹ƀŅňŹ̹ĪĜŹĴ˦̹İĴŹĪŵňĩĴİ̹ĩƟ̹AŦƀŅĴŵƙĴŘŘ̹ĜŹ̹ĿŦŘŘŦƙŹ˥

Paint the thousand sheets without interruption, without a priori traditional or moral prejudices 
or a posteriori ones, without iconography, and above all without revisions or additions upon 
ĪŵňƀňĪĜŘ̹ŵĴǭĴĪƀňŦş̹Ĝşİ̹œƄİŀŞĴşƀ̹Ĝşİ̹ŹĴĴ̹ƙŅĜƀ̹ŘňĴŹ̹ƙňƀŅňş˦̹ƙŅĜƀĴƘĴŵ̹ňƀ̹ňŹ˫̹qĴşƀƄŵĴ˫̹�Ŧş̝ƀ̹ŘŦŦŖ̹
ĩĜĪŖ˫̹�Ŧ̹şŦƀ̹ƀňŵĴ˫̹�ƘĴŵƟƀŅňşŀ̹ňŹ̹ŦŲĴş˫̹�ŵƄŹŅĴŹ̹Ĝşİ̹ĩŘĜşŖ̹ƙŅňƀĴ̹ŲĜŲĴŵ˫̹˾)ŦĩĩŹ˦̹ʇʅʅʎ˥̹ʋʇ˿

Motherwell, with his marks, embraced to be associated with a 
movement that engages spontaneously and passionately created the 
action of painting. The composition in large general scales is charged 
with deep feelings and open-ended meanings. 

)ĴşĪĴ˦̹ ňƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹ƀŅĜƀ̹ƀŅĴ̹ ňşǭƄĴşĪĴŹ̹ŦĿ̹ƀŅĴ̹ƙŵňƀňşŀ̹Ĝşİ̹İŵĜƙňşŀ̹ŦĿ̹
AŦƀŅĴŵƙĴŘŘ˦̹ ĜŘŹŦ̹ ŅŦƙ̹ ŅĴ̹ ĪŦşĪĴŲƀƄĜŘňƥĴŹ̹ ƀŅĴ̹ ňŹŹƄĴŹ̹ Ĝşİ̹ ĴƞĴĪƄƀĴŹ̹ ƀŅĴŞ̹
ĜŹ̹Ĝ̹ŵĴǭĴĪƀňŦş̹ƀŅŵŦƄŀŅ̹ŅňŹ̹ĪĜşƘĜŹ˦̹ ŵĴƘĴĜŘ̹ ƀŅĴ̹ŹƀŵŦşŀ̹ĴŞŦƀňŦşŹ̹ƀŅŵŦƄŀŅ̹
an emphasis on the black masses. It also reminds the sensibility of the 
Far Eastern calligrapher with the emphasis on the gesture, which has its 



ʈʅʈ

Ŧŵňŀňş̹ňş̹ƀŅĴ̹�ĜŹƀ˰̹ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ̹ĿŦŵ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙňƀŅ̹ƀŅĴ̹
İňǣĴŵĴşƀ̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹ĜĩŹƀŵĜĪƀňŦş̹ƀŅĜƀ̹ĪŦŞĴŹ̹ƙňƀŅ̹ƀŅĴňŵ̹ƙŵňƀňşŀ̹ŹƟŹƀĴŞ˫̹
�ş̹ ňŞŲŦŵƀĜşƀ̹ ŵĴĜŹŦş̹ ňƀ̹ ňŹ̹ ŲĴŵĪĴňƘĴİ̹ ňş̹ ƀŅňŹ̹ƙĜƟ̹ ňŹ̹ ƀŅĜƀ̹ ƀŅĴ̹İňǣĴŵĴşĪĴŹ̹
between the western and eastern art mentality can be observed by using 
the painting’s lines, perspective, anatomy, and theme. The focus on the 
ňŞĜŀĴ̹Ŧş̹ ƀŅĴ̹ ĪĜşƘĜŹ˦̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ ĿĜňƀŅĿƄŘŘƟ̹ ŵĴŲŵŦİƄĪňşŀ̹ ƀŅĴ̹ ŹƄŲĴŵǬĪňĜŘ̹
appearance of an object, is the main aim of the Chinese artists, who 
pursue their own understanding through appreciation of an ink painting.

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ ŘŦŦŖňşŀ̹ Ĝƀ̹ �ŵňĪĴ̹ AĜŵİĴş̹ ˾ĩ˫̹ ʆʎʈʍ˿̹ ŞĴşƀňŦşĴİ̹ ňş̹
ŲĜŵƀ̹ ̚ʉ˫ʈ˫̹ bŅĴ̹ ,ŞŲĜĪƀ̹ ŦĿ̹rĴŹƀĴŵş̹ �ŵƀ̹ Ŧş̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ �ŦşƀĴŞŲŦŵĜŵƟ̹
�ĜŘŘňŀŵĜŲŅƟ˦̛ ̹ ƙŅŦ̹ ŅĜŹ̹ ĩĴĴş̹ ĪŵĴĜƀňşŀ̹ ŲĜňşƀňşŀŹ˦̹ İŵĜƙňşŀŹ˦̹ Ĝşİ̹ ŲŵňşƀŹ̹
ŹňşĪĴ̹ ƀŅĴ̹ ʆʎʋʅŹ̹ ƀŅĜƀ̹ ŵĴŘĜƀĴŹ̹ ƀŦ̹ ĩŦƀŅ̹ ŲĜňşƀĴŵŘƟ̹ ŀĴŹƀƄŵĴŹ̹ ŦĿ̹ �ĩŹƀŵĜĪƀ̹
�ƞŲŵĴŹŹňŦşňŹŞ˦̹ ƙňƀŅ̹ Ĝ̹ İňƘĴŵŹĴ̹ ŹƄĩœĴĪƀ̹ ŹƄĪŅ̹ ĜŹ̹ ĜŘĪŅĴŞƟ˦̹ ŵĴŘňŀňŦş˦̹ Ĝşİ̹
mythology. When he was a student, he started to study printmaking 
ǬŵŹƀ̹Ĝşİ̹ŅĜİ̹Ĝş̹ĴĜŵŘƟ̹œŦĩ̹Ĝƀ̹Ĝ̹ŹĪŵĴĴş̹Ųŵňşƀ̹ŹŅŦŲ˦̹ƙŅňĪŅ̹ĜŘŘŦƙĴİ̹ŅňŞ̹ƀŦ̹
ĜİƘĜşĪĴ̹ ŅňŹ̹ ƀĴĪŅşňŴƄĴ˫̹ bŅĴş̹ ĩĴŀĜş̹ ƀŦ̹ ĴƀĪŅňşŀŹ̹ ňşŹŲňŵĴİ̹ ĩƟ̹ ŅňŹ̹ ňşňƀňĜŘ̹
ĪŦŘŘĜĩŦŵĜƀňŦşŹ̹ƙňƀŅ̹ŲŵňşƀĴŵŹ˫̹)Ĵ̹ƙŦŵŖĴİ̹ĪŦŞŲŵĴŅĴşŹňƘĴŘƟ̹ňş̹ŅňŹ̹ŞĴİňƄŞ̹
ƀŦ̹ĴƞŲŘŦŵĴ̹ƀŅĴ̹ŲŦƀĴşƀňĜŘ̹ĿŦŵ̹ŹƄĩƀŘĴ̹ŞĜŵŖ̐ŞĜŖňşŀ˫̹

,ƀ̹ ňŹ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ İƄŵňşŀ̹ ƀŅĴ̹ ŘĜƀĴ̹ ʆʎʍʅŹ˦̹ ŅĴ̹ ĩĴĪĜŞĴ̹ ňşƀĴŵĴŹƀĴİ̹ ňş̹
calligraphy and started to create Zen Study 3 (Early State)̹ ˾#ňŀ˫̹ʊʇ˿̹Ĝşİ̹
Zen Study 6 (Early State) ˾#ňŀ˫̹ʊʈ˿̹ĩĜŹĴİ̹Ŧş̹ŲŦĴŞŹ̹ŦĿ̹ĪĴŘĴĩŵĜƀĴİ̹ŲŦĴƀŹ˰̹
şĜŞĴİ̹ ̚�ŦŘİ̹ AŦƄşƀĜňş˫̛ ̹ )ňŹ̹ ƙŦŵŖŹ̹ ƙĴŵĴ̹ ŞĜİĴ̹ ƄŲ̹ ŦĿ̹ ƀĜşŀŘĴİ̹ ƙĴĩŹ̹
and vertical gestures, suggesting a visual form of vertical writings of 
ŲŦĴƀňĪ̹ĪŦƄŲŘĴƀŹ˫̹)ňŹ̹ĴƀĪŅňşŀ̹ŲŵŦĪĴŹŹ̹ĿŦŵ̹ƀŅĴ̹Ųŵňşƀ̹ĜŘŘŦƙŹ̹ŅňŞ̹ƀŦ̹ĪŵĴĜƀĴ̹
ǭŦƙňşŀ̹ŀĴŹƀƄŵĴŹ̹ĪŵĴĜƀĴİ̹ĩƟ̹İňŲŲňşŀ̹Ĝ̹ŹƀňĪŖ̹ňş̹Ĝ̹ŹƄŀĜŵ̹ŹŦŘƄƀňŦş˫̹bŅĴş̹ŅĴ̹
ŲŵĴŲĜŵĴİ̹ŅňŹ̹ĴƀĪŅňşŀ̹ŲŘĜƀĴ̹ĩƟ̹İŵĜƙňşŀ̹ƙňƀŅ̹ƀŅňŹ̹ŹƀňĪŖ̹˾AHA�˦̹ş˫İ˫˿˫

Fig. 52. Zen Study 6 (Early 
State) from Cold Mountain 
Series, Brice Marden, 1990, 
Source: MOMA, moma.org/
collection/works/69053, 
access: 11.02.2019.

Fig. 53. Zen Study 3 (Early 
State) from Cold Mountain 
Series, Brice Marden, 1990, 
Source: MOMA, moma.org/
collection/works/69038, 
access: 11.02.2019.
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�ĪĪŦŵİňşŀ̹ƀŦ̹�ĜŵƄŹŦ̹ ˾ʇʅʅʎ˿˦̹�ŵňĪĴ̹AĜŵİĴş̹ƙĜŹ̹ ňşŹŲňŵĴİ̹ĩƟ̹ŅňŹ̹ƀŵĜƘĴŘŹ̹
ƀŦ̹ ,şİňĜ˦̹ [ŵň̹ ;ĜşŖĜ˦̹ Ĝşİ̹ bŅĜňŘĜşİ̹ ňş̹ ʆʎʍʈ̹ Ĝşİ̹ ƀŅĴ̹ ĿŦŘŘŦƙňşŀ̹ ƟĴĜŵ̹ ƀŦ̹
7ĜŲĜş̹ )ŦƄŹĴ̝Ź̹ $ĜŘŘĴŵƟ̹ ĴƞŅňĩňƀňŦş̹ ĴşƀňƀŘĴİ̹ ̚bŅĴ̹ AĜŹƀĴŵŹ̹ ŦĿ̹ 7ĜŲĜşĴŹĴ̹
�ĜŘŘňŀŵĜŲŅƟ˫̛ ̹)ĴşĪĴ˦̹ŅĴ̹ŹƀƄİňĴİ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ĜİŦŲƀĴİ̹ƀŅĴŹĴ̹
studies to his artistic practice and painting process. Indeed, his interest 
Ĝşİ̹ ňşƀĴŵĪƄŘƀƄŵĜŘ̹ ĴƞŲĴŵňĴşĪĴŹ̹ ŲŘĜƟĴİ̹ Ĝ̹ ĪŵňƀňĪĜŘ̹ ŵŦŘĴ̹ ňş̹ ŅňŹ̹ ĜƀƀňƀƄİĴŹ˦̹
as in the case of other artists that will hold here. It is also stated that 
greater freedom in his abstract painting compared with his earlier dry 
minimalistic approaches can be observed in this work, particularly a 
ŹĴŵňĴŹ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ňşŖ̐Ŧş̐ŲĜŲĴŵ̹ƙŦŵŖŹ̹ ĿŵŦŞ̹ ʆʎʍʌ̐ʎʅ̹ ĩĜŹĴİ̹ Ŧş̹ ƀŅĴ̹
�ŅňşĴŹĴ̹ŲŦĴŞ̹̚�ŦŘİ̹AŦƄşƀĜňş˦̛ ̹ƙŅňĪŅ̹ĪŘĴĜŵŘƟ̹ŹŅŦƙŹ̹ƀŅĴ̹ňşŹŲňŵĜƀňŦş̹ŅĴ̹
ŵĴĪĴňƘĴİ̹ĿŵŦŞ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹˾�ĜŵƄŹŦ˦̹ʇʅʅʎ˿˫

To sum up, under the lights of accumulated knowledge here, the 
western abstract artist seems to employ the mark-like symbols and 
primitive forms as a medium to utilize in order to establish their 
paintings after the close connection between the Far East and West 
started, also intended to internalize the mindset behind them and 
ĿƄŹĴİ̹ ĜŘŘ̹ ňş̹ ƀŅĴ̹ ĪŦşƀĴƞƀ̹ ŦĿ̹ �ĩŹƀŵĜĪƀ̹ �ƞŲŵĴŹŹňŦşňŹŞ̹ ƙňƀŅ̹ ŞŦİĴŵşňŹƀ̹
and postmodernist attitude. These artists mentioned here, such as 
Motherwell and Tobey a, also have been serving as inspiration sources 
for contemporary calligraphy practitioners, which leads us to think, 
ǬŵŹƀ̹ŦĿ̹ĜŘŘ˦̹#Ĝŵ̹�ĜŹƀĴŵş̹ňşǭƄĴşĪĴ̹œƄŹƀ̹ŹƀĜŵƀĴİ̹Ĝƀ̹ƀŅňŹ̹ŲŦňşƀ̹ňŞŲŘňĪňƀŘƟ̹Ŧŵ̹
unconsciously, who points at Motherwell, or Tobey, namely Meulman, 
Brown, Stevens a few that will be mentioned in Chapter VI through 
ĴƞĜŞňşňşŀ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹

�ĴĿŦŵĴ̹ ĪŦşƀňşƄňşŀ̹ƙňƀŅ̹�ŅĜŲƀĴŵ̹q˦̹ ̚bŅĴ̹�ĜŘŘňŀŵĜŲŅňĪ̹bŵĜİňƀňŦş̹ŦĿ̹bŅĴ̹
�ŵĜĩňĪ̹ [ĪŵňŲƀ̹ Ĝşİ̹ ,ŹŘĜŞňĪ̹ �ĜŘŘŉŀŵĜŲŅƟ˥̹ ,şǭƄĴşĪĴŹ̹ Hş̹ bŅĴ̹ rĴŹƀĴŵş̹
�ŦşƀĴŞŲŦŵĜŵƟ̹ �ĜŘŘňŀŵĜŲŅƟ˦̛ ̹ ŦşĴ̹ ƀŵĜİňƀňŦş̹ şĜŞĴİ̹ Dishu, a Chinese 
cultural phenomenon that refers to writing calligraphy on the ground, 
is also needed to be included here due to the reason that various 
western calligraphers, such as Meulman that will be mentioned in 
Chapter VI, is inspired, hence adopted and adapted this phenomenon 
ƀŦ̹ŅňŹ̹ƘĜŵňŦƄŹ̹ňşƀĴŵŲŵĴƀĜƀňŦşŹ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖŹ˫̹[ňşĪĴ̹ňƀ̹ĜǣĴĪƀĴİ̹ƀŅĴ̹
western artists as the Far Eastern calligraphy practice, it is appropriate 
ƀŦ̹ ňşĪŘƄİĴ̹ ňƀ̹ ňş̹ ƀŅňŹ̹ ŹĴĪƀňŦş˫̹ )ĴşĪĴ˦̹ ƀŅňŹ̹ ŲĜŵƀ̹ ƙňŘŘ̹ ŀňƘĴ̹ ňşŹňŀŅƀ̹ Ĝşİ̹
ŲŵŦƘňİĴ̹ŖşŦƙŘĴİŀĴ̹ƙŅňŘĴ̹ĴƞĜŞňşňşŀ̹ƀŅĴ̹ƙŦŵŖŹ̹ŦĿ̹AĴƄŘŞĜş̹ƀŅĜƀ̹ƙĴŵĴ̹
inspired by dishu. 

4.4.1. Dishu: A Far Eastern calligraphy practice  

Dishu is one of China’s cultural phenomena, literally translated as 
̚ƙŵňƀňşŀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ŧş̹ ƀŅĴ̹ ŀŵŦƄşİ̛̹ Ŧŵ̹ ̚ƙŵňƀňşŀ̹ ŹƀŵĴĴƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̛̹
˾#ňŀ˫̹ʊʉ˿˫̹,ƀ̹ňŹ̹ĪŦşŹňİĴŵĴİ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ĴĜŹňĴŹƀ̹Ĝşİ̹ŞŦŹƀ̹ĴĪŦşŦŞňĪĜŘ̹ƙĜƟŹ̹
to learn and practice Chinese calligraphy; that started appearing in 
ƀŅĴ̹ʆʎʎʅŹ̹ňş̹şŦŵƀŅ̹�Ĵňœňşŀ̹ŲĜŵŖŹ̹ĜŹ̹ĿŦŘŖ̹ĪƄŘƀƄŵĴ̹ĜşŦşƟŞŦƄŹŘƟ˰̹ƀŅĴş̹ňƀŹ̹
popularity spread to many public spaces in other major cities of China 
ŹƄĪŅ̹ĜŹ̹�Ĵňœňşŀ˦̹[ŅĜşŀŅĜň˦̹wňĜş˦̹)ĜşŀƥŅŦƄ˦̹[ƄƥŅŦƄ˫̹�şŦşƟŞŦƄŹ̹ŹƀŵĴĴƀ̹
calligraphers practice water in parks and streets daily, commonly based 
on classic Chinese literature, poetry, or aphorisms written in various 
styles. The park’s pavement becomes a large paper surface with letters 
composed of the trace of the water and disappears as it evaporates. The 
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writers of Dishu can be of various ages; however, the master of writers 
are mostly older people as the calligraphy tutors teach the children 
ŅŦƙ̹Ĝşİ̹ƙŅĜƀ̹ƀŦ̹ƙŵňƀĴ˫̹bŅĴ̹ŦƀŅĴŵ̹ŹňŀşňǬĪĜşƀ̹ĜŹŲĴĪƀ̹ňŹ̹ƀŅĜƀ̹ĜŲĜŵƀ̹ĿŵŦŞ̹
the practitioners, the pedestrian passing by and seeing the piece on 
the groundwater calligraphy also participate and discuss it with the 
ŹƀŵĴĴƀ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ˾wňŦşŀĿĴň˦̹ ʇʅʆʉ˿˫̹ ,ƀ̹ ňŹ̹ ĴƘňİĴşƀ̹ ƀŅĜƀ̹ dishu and the 
western calligraphy tradition have a resemblance in that both consist 
of tacit knowledge that refers to their craft nature, that the technical 
and practical knowledge pass from master to apprentice, as mentioned 
ňş̹ �ŅĜŲƀĴŵ̹ ,,,˫̹ #ƄŵƀŅĴŵŞŦŵĴ˦̹ ĜŹ̹ ƙňŘŘ̹ ĩĴ̹ ŹĴĴş̹ ňş̹ �ŲŲĴşİňƞ̹ �˦̹ ĜŘŘ̹ ƀŅĴ̹
courses and workshops that I have participated in Spain, France, and 
Turkey, preserve this feature to teach even if the theme is traditional 
ĪĜŘŘňŀŵĜŲŅƟ̹Ŧŵ̹ĪŦşƀĴŞŲŦŵĜŵƟ˫̹bŅĴ̹ĪŦşƀĴşƀ̹ŦĿ̹ƀŅĴ̹ƀĴƞƀ̹ĪĜş̹ĩĴ̹ĜşƟƀŅňşŀ˦̹
just supposed to be neutral with the content of the inscription based 
Ŧş̹ ĪŘĜŹŹňĪĜŘ̹ ƀĴƞƀŹ̹ Ĝşİ̹ ŦǤĪňĜŘ̹ ŲŦĴƀŵƟ˫̹ AŦŹƀ̹ ŦĿ̹ ƀŅĴ̹ ŹƀƟŘĴŹ̹ ĪŅŦŹĴş̹ ĩƟ̹ Ĝ̹
writer depend on his skill and mastery that corresponds to his inner 
ŲĴŵŹŦşĜŘňƀƟ˫̹�Ź̹ ŹƀĜƀĴİ̹ ĩĴĿŦŵĴ˦̹ ƀŅĴ̹ ĪƄŵŹňƘĴ̹ ŹĪŵňŲƀ̹ ňŹ̹ ŅňŀŅŘƟ̹ ĜŲŲŵĴĪňĜƀĴİ̹
ĜŞŦşŀ̹ŦƀŅĴŵ̹�ŅňşĴŹĴ̹ŹƀƟŘĴŹ̹İƄĴ̹ƀŦ̹ňƀŹ̹ŦŲĴş̹ŲŦŹŹňĩňŘňƀƟ̹ƀŦ̹ĴƞŲĴŵňŞĴşƀ˰̹ňƀ̹
is the same for dishu writing. 

Fig. 54. Portraits of two dishu 
artists photographed f when 
practicing, Source: Anders, 
(2013: 20-23).

IV. CHINESE AND JAPANESE CALLIGRAPHY TRADITION:
INFLUENCES ON THE WESTERN CONTEMPORARY CALLIGRAPHY
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�ŅĜŹƀĜşĴƀ̹ ˾ʇʅʆʈ˿̹ĪŘĜňŞŹ̹ƀŅĜƀ̹dishu is assessed as the ideal meeting of 
culture and health; hence, the writing on the ground with a whole-
body augments the strength of the body. For this reason, it is stated 
that in China, dishu is accepted as a soft sport which leads one to train 
ƀŅĴ̹ŞĴŞŦŵƟ̹ Ĝşİ̹ ňşƀĴŘŘĴĪƀƄĜŘ̹ ĿĜĪƄŘƀňĴŹ̹ ƀŅŵŦƄŀŅ̹ŞĴŞŦŵňƥňşŀ̹ ŘŦşŀ̹ ƀĴƞƀ̹
ƙŵňƀƀĴş̹Ŧş̹ƀŅĴ̹ŀŵŦƄşİ̹˾�şİĴŵŹ˦̹ʇʅʆʈ˿˫̹

Dishu̹ ĜŵƀňŹƀ̹ ƄŹĴŹ̹ ƀĜŘŘ˦̹ ŅĜşİŞĜİĴ̹ ƙŵňƀňşŀ̹ ƀŦŦŘ̹ ˾#ňŀ˫̹ ʊʊ˿̹ ĜŹ̹ ƀŅĴňŵ̹
instruments, rather than a traditional brush; instead of ink, they use 
water as their medium. The writing tool is very basic, made of a piece of 
sponge or a rolled towel. The earlier forms are made out of linen or wool 
ŵƄŀŹ̹Ĝşİ̹ƙŦŦİĴş̹ŲĜŘŞ̹ǬĩĴŵŹ˦̹ƙŅňĪŅ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ŹƀňŘŘ̹ƀŦİĜƟ˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹
ňş̹ƀŅĴ̹[ƀŵĴĴƀ̹ŦĿ̹[ŅĜşŀĜň˫̹)ĴşĪĴ˦̹ƀŅĴ̹ĪŦşŹƀŵƄĪƀňŦş̹ƘĜŵňĴŹ̹ĿŵŦŞ̹ĪňƀƟ̹ƀŦ̹ĪňƀƟ˦̹
but the foam is most commonly preferred with a water container. Even a 
plastic bottle with a tiny hole in the cap is sometimes used to outline the 
ŘĴƀƀĴŵŹ̹ŘňŖĴ̹Ĝ̹ŹŲŵĜƟ̹ĪĜş̹İŦ˦̹ƙŅňĪŅ̹ŵĴŴƄňŵĴŹ̹ĪŦşƀŵŦŘŘňşŀ̹ƀŅĴ̹ŲŵĴŹŹƄŵĴ̹ŦĿ̹ƀŅĴ̹
ĩŦƀƀŘĴ̹ŞĜşƄĜŘŘƟ̹ƀŦ̹ĜĪŅňĴƘĴ̹Ĝ̹ŲŵĴĪňŹĴ̹ƀŅňş̹ŘňşĴ̹˾�şİĴŵŹ˦̹ʇʅʆʈ˿˫

Fig. 55. Handy crafted Dishu 
brushes, specially designed for 
calligraphy in an urban context 
used for different styles, 
Source: Anders, (2013: 25).

On the other hand, writing on paper with water is an old practice in 
China. When children learn to write Chinese characters by tracing the 
models, they use a hairbrush on the darker surface of a kind of fabric 
with water. When the wet surface dries, it can be used again and 
ĜŀĜňş̹ƀŦ̹ŲŵĜĪƀňĪĴ˫̹bŅňŹ̹ ƀƟŲĴ̹ŦĿ̹ ƀĴĪŅşňŴƄĴ̹ŹĜƘĴŹ̹ŞƄĪŅ̹ŲĜŲĴŵ̹ƙŅĴş̹ŦşĴ̹
is training calligraphy. Using the water on the street seems to carry 
ŲŵĴƀƀƟ̹ŞƄĪŅ̹ƀŅĴ̹ŹĜŞĴ̹ĜƀƀňƀƄİĴ̹ƙňƀŅ̹ƀŅňŹ̹ƀĴĪŅşňŴƄĴ˫̹,ƀ̹ňŹ̹ƙŵňƀƀĴş̹Ŧş̹ƀŅĴ̹
street with water; once it dries, it can be written repeatedly. 
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Moreover, dishu artists participate in writing as a body performance by 
sweeping their instruments following the strokes of the character with 
the whole body. The instrument is supposed to be held at attention, 
ŲĜŵĜŘŘĴŘ̹ ƀŦ̹ ƀŅĴ̹ ĩŦİƟ˫̹ �ňǣĴŵĴşƀ̹ ĩŦİƟ̹ ŲŦŹƀƄŵĴŹ̹ Ĝşİ̹ ĜƀƀňƀƄİĴŹ̹ ĜǣĴĪƀ̹ ƀŅĴ̹
writing and reveal the writing level achieved in a public space. If the 
one holds the brush straighter position, and the body and the hand 
farther from the tip of the brush, the gesture of the writing will be 
İňǣĴŵĴşƀ˦̹ňş̹ƙŅňĪŅ̹ƀŅĴ̹ŞĜŵŖ̹ŦĿ̹Ĝ̹ŅňŀŅĴŵ̹Ĝşİ̹ŞŦŵĴ̹ŵĴŘĜƞĴİ̹ŘĴƘĴŘ̹ŦĿ̹ŹŖňŘŘ̹
reveals his ultimate step of self-mastery. Through intensely focusing on 
the moment, which resemblance to dancing or music, the act of writing 
ĪŵĴĜƀĴŹ̹ƙŵňƀňşŀ̹ ƀŅĴ̹ ŘĜŵŀĴ̹ ƀĴƞƀ̹ ƀŅĜƀ̹ ŹŲŵĴĜİŹ̹ Ŧş̹ ƀŅĴ̹ ŘĜŵŀĴ̹ ĜŵĴĜŹ̹ ŦĿ̹ ƀŅĴ̹
ŲĜƘĴŞĴşƀ̹˾�şİĴŵŹ˦̹ʇʅʆʈ˿˫

�Ź̹ ŹƀĜƀĴİ̹ ĩĴĿŦŵĴ˦̹ ƀŅĴ̹ ŅňŀŅĴŵ̹ ĿŦŵŞ̹ ŦĿ̹ ĜşŦşƟŞňƀƟ̹ ňŹ̹ şŦƀ̹ ŹňŀşĴİ̹ ĩƟ̹ ƀŅĴ̹
writers of their own inscriptions, which are deeply rooted in Chinese 
ĪƄŘƀƄŵĴ˫̹ Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ ňƀŹ̹ ĴŲŅĴŞĴŵĜŘ̹ şĜƀƄŵĴ̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ̚Ĝş̹
ŦİĴ̹ ƀŦ̹ ňŞŲĴŵŞĜşĴşĪĴ̛̹ ˾�şİĴŵŹ˦̹ ʇʅʆʈ˥̹ ʇʇ˿˦̹ ƙŅňĪŅ̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ƀŅĴ̹ İĴŹňŵĴ̹
ĿŦŵ̹ ĜşŦşƟŞňƀƟ̹ Ĝşİ̹ ƀŅĴ̹ ŹƀĜƀĴ̹ ŦĿ̹ ĩĴňşŀ̹ ŦĩŘňƀĴŵĜƀĴİ˫̹ �şŦşƟŞňƀƟ̹ ňŹ̹ ĜŘŹŦ̹
ƄşİĴŵŘňşĴİ̹ĜŹ̹ ̚Ĝ̹ƙňŘŘ̹ŦĿ̹ ňşİĴŲĴşİĴşĪĴ˰̹ ƀŦ̹ŵĴĜŘŘƟ̹ŹƀĜƟ̹ ňşİĴŲĴşİĴşƀ˦̹ŦşĴ̹
needs to be anonymous because as soon as one has a name, we enter 
ƀŅĴ̹ŀĜŞĴ̹ŦĿ̹ŲŵĴŹƀňŀĴ̹Ĝşİ̹ŲŦƙĴŵ̹Ĝşİ̹ƟŦƄ̹ŘŦŹĴ̹ƟŦƄŵ̹ĿŵĴĴİŦŞ̛̹˾,ĩňİ˫˿˫̹ ,ş̹
dishu writing, a writer is supposed to be a part of the group, where 
ŹŅĜŵňşŀ̹ƙňƀŅ̹ ŦƀŅĴŵŹ̹ Ĝşİ̹ ĴƞŲŵĴŹŹňşŀ̹ ƟŦƄŵŹĴŘĿ̹ ňŹ̹ ƀŅĴ̹ŞĜňş̹ ŀŦĜŘ˦̹ƙŅňĪŅ̹
means dishu encourages anonymity.

�ĿƀĴŵ̹ĴƞĜŞňşňşŀ̹ ƀŅĴ̹ŞƄƀƄĜŘ̹ ňşƀĴŵĜĪƀňŦş̹ĩĴƀƙĴĴş̹ ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹Ĝşİ̹
rĴŹƀĴŵ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ňƀ̹ ƙňŘŘ̹ ĩĴ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ ŞĴşƀňŦş̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹
ƀŵĜİňƀňŦş̹ ŦĿ̹ ƀŅĴ̹�ŵĜĩňĪ̹ ŹĪŵňŲƀ̹ Ĝşİ̹ ,ŹŘĜŞňĪ̹�ĜŘŘňŀŵĜŲŅƟ̹ ĿŦĪƄŹňşŀ̹ Ŧş̹ ňƀŹ̹
ňşǭƄĴşĪĴŹ̹Ŧş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŦ̹ŲŵŦƘňİĴ̹ŖşŦƙŘĴİŀĴ̹
and a better understanding of the contemporary attitudes of the 
western calligraphers.
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V. CALLIGRAPHIC TRADITION OF THE ARABIC SCRIPT AND 
ISLAMIC CALLIGRAPHY: INFLUENCES ON CONTEMPORARY 
WESTERN CALLIGRAPHY

As in Chapter IV, the Far Eastern calligraphy, particularly Chinese and 
7ĜŲĜşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƙňƀŅ̹ ƘĜŵňŦƄŹ̹ ŲĴŵŹŲĴĪƀňƘĴŹ˦̹ ŲŵŦƘňİĴİ̹ ŹňŀşňǬĪĜşƀ̹
insight to understanding contemporary western calligraphy practices 
and tendencies; the calligraphy tradition of the Arabic script and Islamic 
Calligraphy will be examined, focusing on providing appropriate 
ňşŹňŀŅƀ̹ ňşƀŦ̹ƀŅĴ̹ ňşǭƄĴşĪĴŹ̹Ŧş̹rĴŹƀĴŵş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹bŅĴ̹
aim is not to focus on the historical evolution; instead, the various 
ňşĿŦŵŞĜƀňŦş̹ ŲŵŦƘňİňşŀ̹ ŹƄǤĪňĴşƀ̹ ĩĜĪŖŀŵŦƄşİ̹ ƀŦ̹ ĜŹŹĴŹŹ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙňŘŘ̹ĩĴ̹ĴƞĜŞňşĴİ˫

Arabic calligraphy or Islamic calligraphy are terms that seem to be used 
ňşƀĴŵĪŅĜşŀĴĜĩŘƟ˫̹#ňŵŹƀ˦̹ ňƀ̹ ňŹ̹ĪŵƄĪňĜŘ̹ ƀŦ̹ ňşİňĪĜƀĴ̹ƙŅƟ̹ƀŅňŹ̹ĪŅĜŲƀĴŵ̹ĪŅŦŹĴ̹
ƀŅĴ̹ ƀňƀŘĴ̹ ̚bŅĴ̹�ĜŘŘňŀŵĜŲŅňĪ̹bŵĜİňƀňŦş̹ ŦĿ̹bŅĴ̹�ŵĜĩňĪ̹ [ĪŵňŲƀ̹ Ĝşİ̹ ,ŹŘĜŞňĪ̹
�ĜŘŘňŀŵĜŲŅƟ˫̛

Calligraphy in the Middle East grew and spread with the language and 
ƀŅĴ̹ ,ŹŘĜŞňĪ̹ ŵĴŘňŀňŦş˫̹ ,ƀ̹ ňŹ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŅĜŹ̹ ňƀŹ̹ ŵŦŦƀŹ̹ ňş̹ ƀŅĴ̹
ĩňŵƀŅ̹ŦĿ̹,ŹŘĜŞ˫̹,ƀ̹ŦĪĪƄŲňĴŹ̹Ĝ̹ĪĴşƀŵĜŘ̹ŲŘĜĪĴ̹ňş̹,ŹŘĜŞňĪ̹ĪƄŘƀƄŵĴ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹
numerous formulas by which Islamic poets and calligraphers started 
ƀŦ̹ƙŵňƀĴ̹ƀŅĴňŵ̹ĴŲňŹƀŘĴŹ˫̹�ĜŘŘňŀŵĜŲŅƟ̹ĩĴĪĜŞĴ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞŦŹƀ̹ŹňŀşňǬĪĜşƀ̹
representations of Islamic heritage with its distinctive aesthetic 
expressions closely related to society’s spiritual life and human beings 
with an awareness of writing, a unique quality of human race with its 
ĪŅĜŵĜĪƀĴŵŹ̹ ƀŅĜƀ̹ ŲŵĴŹĴŵƘĴŹ̹ ƀŅĴ̹�ňƘňşĴ̹rŦŵİ˫̹ �ƘĴş̹ ƀŅŦƄŀŅ̹ŞŦŹƀ̹ ŦĿ̹ ƀŅĴ̹
ƙŦŵŖŹ̹ŦĿ̹,ŹŘĜŞňĪ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŵĴ̹ňş̹�ŵĜĩňĪ˦̹Ĝşİ̹ŞŦŹƀ̹�ŵĜĩňĪ̹ĪĜŘŘňŀŵĜŲŅƟ̹
is Islamic, the two are not identical due to the various Coptic or other 
Christian manuscripts in Arabic also employed calligraphy, as well as 
there are Islamic calligraphy practices that belong to Persian or the 
ŅňŹƀŦŵňĪ̹HƀƀŦŞĜş̹ŘĜşŀƄĜŀĴ̹˾[ĪŅňŞŞĴŘ˦̹ʆʎʎʅ˿˫

AŦŵĴŦƘĴŵ˦̹ĜŹ̹�ŘĜňŵ̹˾ʇʅʅʍ˿̹ŹƀĜƀĴŹ˦̹,ŹŘĜŞ̹ňŹ̹Ĝ̹şŦƄş̹ƀŅĜƀ̹ŵĴĿĴŵŹ̹ƀŦ̹Ĝ̹ŵĴŘňŀňŦş˦̹
Ĝşİ̹ŘňƀĴŵĜŘŘƟ˦̹ňş̹�ŵĜĩňĪ˦̹ƀŅĜƀ̹ŵĴĿĴŵŹ̹ƀŦ̹AƄŹŘňŞŹ̝̹ĿĜňƀŅ˫̹[ŅĴ̹ĜŘŹŦ̹ŹƀĜƀĴŹ̹ƀŅĜƀ̹
this term has occurred only six times; the more familiar word is simply 
the faith (aldin˿̹ŹĴĴŞŹ̹ƀŦ̹ŲŵĴĿĴŵ̹ƀŦ̹ƄŹĴ̹ ňş̹ƀŅĴ̹VƄŵ̝Ĝş̹ ňşŹƀĴĜİ̹ŦĿ̹ ,ŹŘĜŞ˦̹
Ĝşİ̹rĴŹƀĴŵş̹Ĝŵƀ̹ŅňŹƀŦŵňĜşŹ̹ĪŵĴĜƀĴİ̹ƀŅĴ̹ƀĴŵŞ̹,ŹŘĜŞňĪ̹Ĝŵƀ̹Ĝƀ̹ ƀŅĴ̹Ĵşİ̹ŦĿ̹
the nineteenth century due to the European interest in describing 



ʈʆʅ

ŵĴŘňŀňŦş̝Ź̹ŅňŹƀŦŵƟ˫̹)ĴşĪĴ˦̹ŹŅĴ̹ƄşİĴŵŘňşĴŹ̹ƀŅĜƀ̹ŹƄĪŅ̹ĪŵňƀňĪňŹŞ̹ňŹ̹şŦƀ̹ƀŅĜƀ̹
easily leveled in terms of Islamic calligraphy, in which writing is one of 
ƀŅĴ̹ŞŦŹƀ̹ŹňŀşňǬĪĜşƀ̹ƀŵĜİňƀňŦşŹ̹Ĝƀ̹ƀŅĴ̹ĪĴşƀĴŵ̹ŦĿ̹ƀŅňŹ̹ĪƄŘƀƄŵĴ˫̹bŅĴ̹ŞĜœŦŵ̹
ŹĪŵňŲƀ̹ƄŹĴİ̹ĿŦŵ̹ňƀ̹ňŹ̹�ŵĜĩňĪ˫̹

According to Islam, Arabic, as a language, was the one in which the 
TŵŦŲŅĴƀ̹AƄŅĜŞŞĜİ̹ŵĴĪĴňƘĴİ̹ƀŅĴ̹ŵĴƘĴŘĜƀňŦş̹ĿŵŦŞ̹$Ŧİ˫̹bŅĴ̹ŹĪŵňŲƀ̹ƙĜŹ̹
ĜİĜŲƀĴİ̹ ĿŦŵ̹ ŞĜşƟ̹ ŦƀŅĴŵ̹ ŘĜşŀƄĜŀĴŹ̹ ŹŲŦŖĴş̹ ňş̹ ƀŅĴ̹ ŘĜşİŹ̹ ƙŅĴŵĴ̹ ,ŹŘĜŞ̹
ǭŦƄŵňŹŅĴİ˫̹�ŘĜňŵ̹˾ʇʅʅʍ˿̹ŲŵĴĿĴŵŹ̹ƀŦ̹ƄŹĴ̹ƀŅĴ̹ĜİœĴĪƀňƘĴ̹ĿŦŵŞ̹̚,ŹŘĜŞňĪ˦̛ ̹ƙŅňĪŅ̹
is related to this religion, instead of using the term Arabic; however, he 
uses it to indicate the culture that emerged and developed in that land, 
ƙŅĴŵĴ̹ ,ŹŘĜŞ̹ ŅĜŹ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ŲŵĴŹĴşĪĴ̹ ňş̹ ĿŦƄŵƀĴĴşƀŅ̹ ŅƄşİŵĴİ̹ ƟĴĜŵŹ˫̹
[ŅĴ̹ĪŘĜňŞŹ̹ƀŅĜƀ̹ƄŹňşŀ̹ƀŅĴ̹ƀňƀŘĴ̹̚�ŵĜĩňĪ̹�ĜŘŘňŀŵĜŲŅƟ̛̹ĿŦŵ̹ŅĴŵ̹ĩŦŦŖ̹Islamic 
Calligraphy̹ ƙŦƄŘİ̹ ĪŵĴĜƀĴ̹ Ĝ̹ ƀŅŵĴĜƀ̹ ŦĿ̹ ĪŦşĿƄŹňşŀ̹ ŹĪŵňŲƀ̹ ƙňƀŅ̹ ŘĜşŀƄĜŀĴ˫̹
)ĴşĪĴ̹ŹŅĴ̹ƄŹĴŹ̹,ŹŘĜŞňĪ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹Ĝ̹ŞĴĜşŹ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙŵňƀƀĴş̹ňş̹
�ŵĜĩňĪ̹ŹĪŵňŲƀ̹ňş̹,ŹŘĜŞňĪ̹ĪƄŘƀƄŵĴ˫

�Ź̹�ŘĜňŵ̹ ˾ʇʅʅʍ˿˦̹ [ňŞŦşŦƙňƀƥ̹ ˾ʇʅʆʅ˿̹ ĜŘŹŦ̹ ĜŹŹĴŹŹĴŹ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹
with the Arabic alphabet as more problematic and complex practices as 
ŹƄĩǬĴŘİŹ̹ŦĿ̹,ŹŘĜŞňĪ̹ƘňŹƄĜŘ̹ĪƄŘƀƄŵĴ˫̹)Ĵ̹ĪŘĜňŞŹ̹ƀŅĜƀ̹ňƀ̹ňŹ̹ĪŦŞŞŦşŘƟ̹ĪĜŘŘĴİ̹
Arabic calligraphy because the characters are widely derived from 
ƀŅŦŹĴ̹ŦĿ̹ƀŅĴ̹�ŵĜĩňĪ̹ĜŘŲŅĜĩĴƀ˫̹[ƀňŘŘ˦̹ĜĪĪŦŵİňşŀ̹ƀŦ̹ŅĴŵ˦̹ ƀŅĴ̹ƀĴŵŞ̹ŞňŹƄŹĴŹ̹
ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ƙŦŵŖŹ̹ ňş̹ ŘĜşŀƄĜŀĴŹ̹ ŦƀŅĴŵ̹ ƀŅĜş̹ �ŵĜĩňĪ˦̹ ĴŞŲŘŦƟňşŀ̹
ƀŅĴ̹ ŹĜŞĴ̹ ĪŅĜŵĜĪƀĴŵŹ˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ŹŅĴ̹ ƄşİĴŵŘňşĴŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ ŞŦŹƀ̹
ĪŦŞŞŦşŘƟ̹ĜĪĪĴŲƀĴİ̹ƀĴŵŞ̹ŹĪŅŦŘĜŵŘƟ̹ňŹ̹̚,ŹŘĜŞňĪ̹ĪĜŘŘňŀŵĜŲŅƟ˦̛ ̹ĴƘĴş̹ƀŅŦƄŀŅ̹
ňƀ̹ ŞĜƟ̹ ĜŘŹŦ̹ ŞňŹŘĴĜİ̹ ŞĜşƟ̹ ŹňŀşňǬĪĜşƀ̹ ĴƞĜŞŲŘĴŹ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ƙŦŵŖ̹
ƀŅĜƀ̹ĴŞŲŘŦƟŹ̹ƀŅňŹ̹ĜŘŲŅĜĩĴƀ˫̹)ĴşĪĴ˦̹ŅĴ̹ŹƀŵĴŹŹĴŹ̹ƀŅĜƀ̹,ŹŘĜŞňĪ̹ĪĜŘŘňŀŵĜŲŅƟ̹
ŹĴĴŞŹ̹ƀŅĴ̹ŲŵĴĿĴŵĜĩŘĴ̹İĴŹňŀşĜƀňŦş̹Ĝƀ̹ŲŵĴŹĴşƀ˫

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ $ĴŦŵŀĴ̹ ˾ʇʅʆʅ˿̹ ŞĴşƀňŦşŹ̹ ƀŅĴ̹ ǬŵŹƀ̹ �ŵĜĩňĪ̹ƙŵňƀňşŀ˦̹
ƙŅňĪŅ̹İĜƀĴŹ̹ĩĜĪŖ̹ƀŦ̹ƀŅĴ̹ǬŵŹƀ̹ĪĴşƀƄŵƟ̹ŦĿ̹ƀŅĴ̹hegiraʆ˫̹�Ɵ̹ƀŅĴ̹ǬĿƀŅ̹Ĝşİ̹ŹňƞƀŅ̹
century AD, the Arabic alphabet -simple and primitive early examples 
started to develop rapidly, particularly with the rise of Islam in the 
ŹĴƘĴşƀŅ̹ĪĴşƀƄŵƟ˰̹ňƀ̹ƙĜŹ̹ĜŘŹŦ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĜŹŹĴŹŹ̹ĜŹ̹Ĝ̹ĿŦŵŞ̹ŦĿ̹Ĝŵƀ˫̹bŅŵŦƄŀŅ̹
the seventh century, with Islam, the script radically transformed with 
ƀŅĴ̹ ŵňŹňşŀ̹ ŦĿ̹ Ĝ̹ şĴƙ̹ŲŦŘňƀňĪĜŘ̹ ŹňƀƄĜƀňŦş˫̹bŅĜƀ̹ŞĴĜşŹ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŹƀƟŘĴŹ̹
ĴŞĴŵŀĴİ̹ƙňƀŅ̹ƀŅĴ̹ŵňŹĴ̹ŦĿ̹,ŹŘĜŞ̹˾[ĜŖŖĜŘ˦̹ʇʅʆʋ˿˫̹bŅƄŹ˦̹ĜĪĪŦŵİňşŀ̹ƀŦ̹$ĴŦŵŀĴ̹
˾ʇʅʆʅ˿˦̹ ĩĴĪĜƄŹĴ̹ ŦĿ̹ ƀŅĴŹĴ̹ İŵĜŹƀňĪ̹ ĪŅĜşŀĴŹ̹ ƀŅĜƀ̹ İĴŲĴşİ̹ Ŧş̹ ĩĴĿŦŵĴ̹ Ĝşİ̹
after the Islamic period, the word refers to calligraphy for this territory 
ŹĴĴŞŹ̹ƀŦ̹ĩĴ̹şŦ̹ĪŦşŹĴşŹƄŹ˫̹rŅĴŵĴĜŹ̹ňƀ̹ňŹ̹İňǤĪƄŘƀ̹ƀŦ̹ŹĴƀ̹ƀŅĴ̹İĜƀĴ̹ŦĿ̹ƀŅĴ̹
emergence of the Arabic alphabet precisely, as he states, its origin 
İĜƀĴŹ̹ĩĜĪŖ̹ƀŦ̹ƀŅĴ̹ŲĴŵňŦİ̹ĩĴĿŦŵĴ̹,ŹŘĜŞ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ŅĴ̹ŲŵĴĿĴŵŹ̹ƀŦ̹ƄŹĴ̹
the term Islamic Calligraphy, which refers to calligraphy with Arabic 
script that has been practiced after Islam; moreover, it may have been 
ŲŵĜĪƀňĪĴİ̹ĜŹ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ĪƄŘƀƄŵĜŘ̹ĜƀƀŵňĩƄƀĴ̹ŦĿ̹,ŹŘĜŞ̹ƀŅĜƀ̹ĜŘŹŦ̹ĴŞĩŦİňĴŹ̹
ƀŅĴ̹ĴŘĴŞĴşƀŹ̹ŦĿ̹ŲŵĴ̐,ŹŘĜŞňĪ̹ŘĴŀĜĪƟ˫

#ƄŵƀŅĴŵŞŦŵĴ˦̹ �İĩňĩ̹ ˾ʇʅʇʆ˿̹ ƄŹĴŹ̹ ƀŅĴ̹ ƀĴŵŞ̹ �ŵĜĩňĪ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ Ĝŵƀ̹ ƀŦ̹
refer to the art of writing using the Arabic alphabets derived from 
TĴŵŹňĜş˦̹bƄŵŖňŹŅ˦̹Ĝşİ̹HƀƀŦŞĜş̹Ĝşİ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŹŅŦƙŹ̹ňƀŹĴŘĿ˦̹

ʆ̹ )ĴŀňŵĜ˦̹hijrah, also spelled hejira or hijra˦̹ŞĴĜşŹ̹ ̚ŞňŀŵĜƀňŦş̛̹ Ŧŵ̹ ̚ĴŞňŀŵĜƀňŦş˦̹ ŹňŀşňǬĴŹ̹ ƀŅĴ̹ TŵŦŲŅĴƀ̹
AƄŅĜŞŞĜİ̝Ź̹ ŞňŀŵĜƀňŦş̹ ĿŵŦŞ̹ AĴĪĪĜ̹ ƀŦ̹ AĴİňşĜ̹ ƀŦ̹ ĴŹĪĜŲĴ̹ ŲĴŵŹĴĪƄƀňŦş̹ ňş̹ ʋʇʇ̹ ��˫̹ bŅňŹ̹ İĜƀĴ̹ ĜŘŹŦ̹
ŵĴŲŵĴŹĴşƀŹ̹ƀŅĴ̹ĩĴŀňşşňşŀ̹ŲŦňşƀ̹ŦĿ̹ƀŅĴ̹AƄŹŘňŞ̹ĴŵĜ̹̹˾�ŵňƀĜşşňĪĜ˦̹ʇʅʇʅ˿˫

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE



ʈʆʆ

ŲĜŵƀňĪƄŘĜŵŘƟ̹ňş̹,ŹŘĜŞ˫̹bŅƄŹ˦̹,ŹŘĜŞňĪ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹Ĝ̹ƀĴŵŞ̹ňŹ̹ĜŲŲŵŦŲŵňĜƀĴ̹
ƀŦ̹ ƄŹĴ˰̹ ŅŦƙĴƘĴŵ˦̹ ňƀ̹ ŹŅŦƄŘİ̹ ĜŘŹŦ̹ ĩĴ̹ ŖĴŲƀ̹ ňş̹ Şňşİ̹ ƀŅĜƀ̹ ĴƘĴş̹ ƀŅŦƄŀŅ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ŅĜŹ̹ ĩĴĴş̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ŞĴİňƄŞ̹ ƀŦ̹ ŲŵĴŹĴŵƘĴ̹
Ĝşİ̹ İňŹŹĴŞňşĜƀňŦş̹ ƀŅĴ̹ VƄŵ̝Ĝş˦̹ ĪĜŘŘňŀŵĜŲŅƟ̹ƙňƀŅ̹ �ŵĜĩňĪ̹ ŹĪŵňŲƀ̹ ŅĜŹ̹ ňƀŹ̹
ĴƞƀĴşŹňƘĴ̹ƄŹĴ̹ňş̹ĜŵĴĜŹ̹ƀŅĜƀ̹ĜŵĴ̹şŦƀ̹ƀňŀŅƀŘƟ̹ŵĴŘĜƀĴİ̹ƀŦ̹ŵĴŘňŀňŦƄŹ˫

bŦ̹ŹƄŞ̹ƄŲ˦̹WĜœŲƄƀ̹˾ʇʅʆʉ˿̹ŹƀĜƀĴŹ̹ƀŅĜƀ̹ƀŅĴ̹ŵŦŘĴ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅňĪ̹Ĝŵƀ̹ŹŅŦƄŘİ̹ĩĴ̹
considered a particular language in which art is executed; in this case, the 
ŘĜşŀƄĜŀĴ̹ňŹ̹ŞŦŹƀŘƟ̹�ŵĜĩňĪ˫̹rňƀŅ̹ƀŅĴ̹)ŦŘƟ̹VƄŵ̝Ĝş˦̹ƙŅňĪŅ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ƀŅĴ̹
principal source that laid behind the development of the Arabic language 
and the evolution of calligraphic art, both the Arabic scripts and the Islamic 
ĪĜŘŘňŀŵĜŲŅƟ̹ĜŵĴ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ĩĴ̹ƀĜŖĴş̹ňşƀŦ̹ĜĪĪŦƄşƀ̹ňş̹ƀŅňŹ̹ŲĜŵƀ˫

Considering these issues mentioned above, it is decided to use for this 
ĪŅĜŲƀĴŵ̹ ƀŅĴ̹ ƀňƀŘĴ̹ ŦĿ̹ ̚bŅĴ̹ �ĜŘŘňŀŵĜŲŅňĪ̹ bŵĜİňƀňŦş̹ ŦĿ̹ bŅĴ̹ �ŵĜĩňĪ̹ [ĪŵňŲƀ̹
Ĝşİ̹,ŹŘĜŞňĪ̹�ĜŘŘňŀŵĜŲŅƟ̛̹ƀŦ̹ĪŦşŹňŹƀ̹ŦĿ̹ĜŘŘ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹ƙňƀŅŦƄƀ̹
directly indicating the calligraphy practices with Arabic language or 
ŞĴŵĴŘƟ̹ƀŅĴ̹,ŹŘĜŞňĪ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹�Ź̹ňƀ̹ƙňŘŘ̹ĩĴ̹ĴƞĜŞňşĴİ˦̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
practices in this genre consist of various perspectives that seem to 
İňǣĴŵ̹ĿŵŦŞ̹ƀŅĴ̹ƀŵĜİňƀňŦş̹ňş̹ŞĜşƟ̹ƙĜƟŹ˦̹ĴƘĴş̹ƀĜŖňşŀ̹ƀŅĴ̹ƀŵňŀŀĴŵ̹ĿŵŦŞ̹ňƀŹ̹
ŵŦŦƀŹ˦̹ĜŘŹŦ̹şŦƀ̹ŹƀŵňĪƀŘƟ̹ŵĴŘĜƀĴİ̹ƀŦ̹ŵĴŘňŀňŦş˫̹[ňşĪĴ̹ňƀ̹ňŹ̹ňşƀĴşİĴİ̹ƀŦ̹ĪŦƘĴŵ̹
ĜŘŘ̹ŲĴŵŹŲĴĪƀňƘĴŹ̹ňş̹ƀŅňŹ̹ŲĜŵƀ˦̹ƀŅňŹ̹ƀňƀŘĴ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ĜŲŲŵŦŲŵňĜƀĴ˫

AŦŵĴŦƘĴŵ˦̹ �ŘĜňŵ̹ ˾ʇʅʅʍ˿̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ ƀĴŵŞ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ İĴŵňƘĴİ̹ ĿŵŦŞ̹
ƀŅĴ̹ $ŵĴĴŖ̹ kallos and graphe, is generally interpreted as “beautiful 
ŅĜşİƙŵňƀňşŀ˦̛ ̹ ĿŦŘŘŦƙňşŀ̹ ƀŅĴ̹ƙĴŹƀĴŵş̹ ŲĴŵĪĴŲƀňŦş˫̹ ,ş̹ ňƀŹ̹ ĩŵŦĜİĴŵ̹ ŹĴşŹĴ˦̹
calligraphy is accepted as equivalent to the Arabic noun khatt, which 
ĪŦşƀĜňşŹ̹ƀŅĴ̹ňİĴĜ̹ŦĿ̹ƙŵňƀňşŀ̹ƀŅŵŦƄŀŅ̹ňƀŹ̹ŘňƀĴŵĜŘ̹ŞĴĜşňşŀ̹ĜŹ̹ŘňşĴ˦̹ŹƀŵĴĜŖ̹
Ŧŵ̹ ŹƀŵňŲĴ˦̹ ƀŵĜĪŖ˦̹ŲĜƀŅ̹Ŧŵ̹ ŵŦĜİ˦̹ Ĝşİ̹ƙŵňƀňşŀ˫̹7ƄŹƀ̹ ĜŹ̹9ĜĴŹƀŘĴ̹ ˾ʇʅʅʍ˿̹ ĜŘŹŦ̹
underlies, Arabic Calligraphy is a hybrid term thought in the English 
ŘĜşŀƄĜŀĴ̹ƀŦ̹ŵĴĿĴŵ̹ƀŦ̹ƀŅĴ̹ĩĴĜƄƀňĿƄŘ̹ŅĜşİƙŵňƀňşŀ̹ŦĿ̹ƀŅĴ̹�ŵĜĩňĪ̹ŘĜşŀƄĜŀĴ˫̹
For this reason, when calligraphy is used instead of the word khatt, the 
ŲŅňŘŦŘŦŀňĪĜŘ̹ĪŦşşŦƀĜƀňŦşŹ̹ĜŵĴ̹ŘŦŹƀ̹ňş̹ňƀŹ̹ƀŵĜşŹŘĜƀĴİ̹ƀĴŵŞ̹̚ĪĜŘŘňŀŵĜŲŅƟ˫̛

bŅĴ̹İĴǬşňƀňŦş̹ŦĿ̹khatt̹ƙňŘŘ̹ĩĴ̹ĴƞĜŞňşĴİ̹ňş̹ŲĜŵƀ̹̚ʊ˫ʇ˫̹bŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹ƀŅĴ̹
word khatt̛̹ ňŹ̹ ŹƀňŘŘ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ŞĴşƀňŦş̹ ƀŅňŹ̹ ňŹŹƄĴ̹ ƀŦ̹ƙĜŵş̹ ĿŵŦŞ̹ ƀŅĴ̹
ĩĴŀňşşňşŀ˦̹ œƄŹƀ̹ ĜŹ̹ ňş̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ňş̹ƙŅňĪŅ̹ ƀŅĴ̹ ƀĴŵŞ̹ shufa 
is used for calligraphy practices in the Chinese language and shodo is 
ƄŹĴİ̹ ĿŦŵ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹ ňş̹ ƀŅĴ̹7ĜŲĜşĴŹĴ̹ ŘĜşŀƄĜŀĴ˫̹)ŦƙĴƘĴŵ˦̹ ňƀ̹ ňŹ̹
crucial not to consider the term calligraphy from the western perception, 
ĴƞĜŞňşĴİ̹ ňş̹�ŅĜŲƀĴŵ̹ ,,˫̹ ,ƀ̹ ňŹ̹ĜŘŵĴĜİƟ̹İňŹĪƄŹŹĴİ̹ƙŅĴƀŅĴŵ̹ ƀŅĴ̹ ƀŵĜşŹŘĜƀňŦş̹
ŘĴĜİŹ̹ƀŦ̹ŞňŹƄşİĴŵŹƀĜşİňşŀ̹ƙňƀŅŦƄƀ̹ĪŦşŹňİĴŵňşŀ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ŲŵĜĪƀňĪĴŹ˫̹
It seems to cause bias and wrong conception due to the preliminary 
ĴƞĜŞňşĜƀňŦş̹ŦĿ̹ƀŅĴ̹ƀĴŵŞ̹ĿŵŦŞ̹ƀŅĴ̹rĴŹƀĴŵş̹ŲŦňşƀ̹ŦĿ̹ƘňĴƙ˫̹bŅƄŹ˦̹ƄŹňşŀ̹ƀŅĴ̹
term to refer to the other traditions, such as the Far East and the Middle 
East traditions, also causes us to lose the essence and fundamental 
ĿĴĜƀƄŵĴŹ̹ ŦĿ̹ ƀŅĴŹĴ̹ ƀŵĜİňƀňŦşŹ̝̹ŞňşİŹĴƀŹ˫̹ �ŦşŹňİĴŵňşŀ̹ ƀŅĴŹĴ̹ œĴŦŲĜŵİňĴŹ̹ ňş̹
this issue, it is still preferred to use the term calligraphy with the promise 
of explaining the concept of the art of writing in these languages as it is 
İŦşĴ̹ĿŦŵ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ĴĜŵŘňĴŵ˫

bŅňŹ̹ ĪŅĜŲƀĴŵ̹ ƙňŘŘ̹ ĴƞĜŞňşĴ̹ ƀŅĴ̹ �ŵĜĩňĪ̹ ƙŵňƀňşŀ̹ ŹƟŹƀĴŞ̹ ƙňƀŅ̹ ňƀŹ̹ ĩĜŹňĪ̹
characteristics, then the concept of the Arabic term khatt, which refers 
ƀŦ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňş̹ ƀŅĴ̹ AňİİŘĴ̹ �ĜŹƀ˫̹ bŅŵŦƄŀŅ̹ ňƀŹ̹ ĪŦşĪĴŲƀňŦş˦̹ ňƀ̹ ƙňŘŘ̹ ĩĴ̹

CHAPTER V. CALLIGRAPHIC TRADITION OF THE ARABIC SCRIPT AND ISLAMIC CALLIGRAPHY
 INFLUENCES ON CONTEMPORARY WESTERN CALLIGRAPHY
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ƄşİĴŵŹƀŦŦİ̹ŅŦƙ̹ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ŲĴŵĪĴňƘĴİ̹ĜŹ̹Ĝ̹ ĿŦŵŞ̹ŦĿ̹ Ĝŵƀ̹ ňş̹Ĝ̹ ŹĴşŹĴ˫̹ ,ƀ̹
also leads to consider the art concept and mostly how Islamic culture 
considers art, due to as various literature indicates, calligraphy emerged, 
Ĝşİ̹ ƘĜŵňŦƄŹ̹ ŹĪŵňŲƀ̹ ŹƀƟŘĴŹ̹ İĴƘĴŘŦŲĴİ̹ ƙňƀŅ̹ ,ŹŘĜŞ˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ňƀ̹ ňŹ̹
indispensable to mention the general conception of Islamic art, including 
ƀŅĴ̹ŞƟŹƀňĪĜŘ̹ĪŦşĪĴŲƀ̹ƀŅĜƀ̹ĜǣĴĪƀŹ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹Ĝŵƀ̹ĪŦşĪĴŲƀ̹
ňş̹ ƀŅňŹ̹ ŵĴŀňŦş˫̹ bŅĴş˦̹ ƀŦ̹ ĿŵĜŞĴ̹ ƀŅĴ̹ ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹ ƙŵňƀňşŀ̹ Ĝşİ̹ ŅĴşĪĴ̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ňƀ̹ňŹ̹ŹňŀşňǬĪĜşƀ̹ƀŦ̹ĴƞĜŞňşĴ̹ŅŦƙ̹,ŹŘĜŞ̹ŲĴŵĪĴňƘĴŹ̹ƙŵňƀňşŀ˫̹bŅĜƀ̹
ƙňŘŘ̹ĩĴ̹ĴƞĜŞňşĴİ̹ĩĜŹĴİ̹Ŧş̹ƀŅĴ̹ŹƄŵĜŅ̹ŦĿ̹ƀŅĴ̹)ŦŘƟ̹�ŦŦŖ̹VƄŵ̝Ĝş˫

Moreover, the most basic forms with their features are included in 
ƀŅĴ̹ İĴƘĴŘŦŲŞĴşƀ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŹƀƟŘĴŹ˫̹ HşĴ̹ ŦĿ̹ ƀŅĴ̹ ĪĴşƀŵĜŘ̹ ŲĜŵƀŹ̹ ŅĴŵĴ̹
focuses on contemporary attitudes, how calligraphy evolves, and 
ŅŦƙ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ rĴŹƀĴŵş̹ ŲŵĜĪƀňĪĴŹ̹ ŞĜƟ̹ ĩĴ̹ ĜǣĴĪƀĴİ̹ ĩƟ̹ ňƀ˫̹ bŅƄŹ˦̹
the evolution of calligraphy in this region will be examined in this 
ŲĜŵƀ˫̹ ,ƀ̹ƙňŘŘ̹ ŲŵŦƘňİĴ̹ Ĝ̹ ĪŅĜşĪĴ̹ ƀŦ̹ ŘŦĪĜƀĴ̹ ƀŅĴ̹ ŲŦŹŹňĩŘĴ̹ ňşǭƄĴşĪĴ̹ Ŧş̹ ƀŅĴ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹rĴŹƀĴŵş̹ŞňşİŹĴƀ̹ňş̹ƀŅĴ̹ŵĴĜŘŞ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˫

5.1. Arabic writing system and its characteristics

bŅĴ̹�ŵĜĩŹ̹ ĪĜş̹ĩĴ̹ ƀŵĜĪĴİ̹ ĜŹ̹ ĴĜŵŘƟ̹ ĜŹ̹ ƀŅĴ̹�ŹŹƟŵňĜş̹ŲĴŵňŦİ̹ ňş̹ ƀŅĴ̹şňşƀŅ̹
to seventh century BC; however, they became prominent historically by 
ƀŅĴ̹ƀňŞĴ̹ŦĿ̹�ŅŵňŹƀ˫̹BĜĩĜƀĜĴĜşŹ˦̹ƙŅŦ̹ƙĴŵĴ̹�ŵĜĩŹ̹˾WĜœŲƄƀ˦̹ʇʅʆʉ˿˦̹ƙĴŵĴ̹ƀŅĴ̹
ǬŵŹƀ̹ ňşİĴŲĴşİĴşƀ̹�ŵĜĩ̹ŖňşŀİŦŞ̹ĪĴşƀĴŵĴİ̹Ŧş̹TĴƀŵĜ̹ ňş̹ŞŦİĴŵş̹7ŦŵİĜş̹
ĩƄƀ̹ ƙŵŦƀĴ̹ ňş̹ ƀŅĴ̹ �ŵĜŞĜňĪ̹ ŹĪŵňŲƀ˦̹ Ĝş̹ ŦǤĪňĜŘ̹ ĜİŞňşňŹƀŵĜƀňƘĴ̹ ŹĪŵňŲƀ̹ ŦĿ̹
ƀŅĴ̹�ŹŹƟŵňĜşŹ̹Ĝşİ̹TĴŵŹňĜşŹ˫̹BĜĩĜƀĜĴĜşŹ̹ĜŘŹŦ̹ĪŦşƀĜĪƀĴİ̹ƀŅĴ̹ŦƀŅĴŵ̹�ŵĜĩ̹
ƀŵňĩĴŹ̹Ĝşİ̹ŅĜİ̹ĪƄŘƀƄŵĜŘ̹Ĝşİ̹ŘŦşŀ̐ŹƀĜşİňşŀ̹ƀŵĜİĴ̹ŘňşŖŹ̹ƙňƀŅ̹ĴĜĪŅ̹ŦƀŅĴŵ˫̹
bŅĴƟ̹ ŘňƘĴİ̹ ňş̹ Ĝş̹ ĜŵĴĜ̹ ƀŅĜƀ̹ ĴƞƀĴşİĴİ̹ ĿŵŦŞ̹ ƀŅĴ̹[ňşĜň̹ Ĝşİ̹BŦŵƀŅ̹�ŵĜĩňĜ̹
ƀŦ̹[ŦƄƀŅĴŵş̹[ƟŵňĜ̹ĜŹ̹ŹĴŞň̐şŦŞĜİŹ˫̹bŅĴƟ̹ĿŦƄşİĴİ̹Ĝ̹ŖňşŀİŦŞ̹ƄşƀňŘ̹ƀŅĴ̹
WŦŞĜş̝Ź̹ İĴŹƀŵƄĪƀňŦş̹ ňş̹ ĜĩŦƄƀ̹ ʆʅʊ̹��˫̹ [ƀňŘŘ˦̹ ƀŅĴňŵ̹ ŘĜşŀƄĜŀĴ̹ Ĝşİ̹ ŹĪŵňŲƀ̹
˾#ňŀ˫̹ʆ˿̹ŹňŀşňǬĪĜşƀŘƟ̹ňŞŲĜĪƀĴİ̹ƀŅĴ̹ĴĜŵŘƟ̹İĴƘĴŘŦŲŞĴşƀ̹ŦĿ̹�ŵĜĩňĪ̹ƙŵňƀňşŀ˫̹
bŅĴ̹�ŵĜĩňĪ̹ĿŦŵŞŹ̹Ĝşİ̹ƙŦŵİŹ̹ňş̹�ŵĜŞĜňĪ̹ňşŹĪŵňŲƀňŦşŹ̹ŲĜƘĴİ̹ƀŅĴ̹ƙĜƟ̹ĿŦŵ̹
ƙŵňƀňşŀ̹ƀŅĴ̹�ŵĜĩňĪ̹ŘĜşŀƄĜŀĴ̹ňş̹BĜĩĜƀĴĜş̹�ŵĜŞĜňĪ̹ŹĪŵňŲƀ˦̹ƀŅĴ̹ŲŵĴĪƄŵŹŦŵ̹
ĿŦŵŞ̹ŦĿ̹ƀŅĴ̹�ŵĜĩňĪ̹ƀŅĜƀ̹ĜŵŦŹĴ̹ňş̹ƀŅĴ̹ǬŵŹƀ̹ŅĜŘĿ̹ŦĿ̹ƀŅĴ̹ǬŵŹƀ̹ŞňŘŘĴşşňƄŞ̹��˰̹
ňƀ̹ŹƄĩŹƀňƀƄƀĴİ̹ĿŦŵ̹ƀŅĴ̹�ŵĜŞĜňĪ̹ŹĪŵňŲƀ̹˾WŦĩňşŹŦş˦̹ʆʎʎʊ˿˫̹

Fig. 1. Nabataeab script on Um 
Umm al Jimal’s sombstone, 
250, Source: Lee-Niinioja, 
(2018: 19).

�Ź̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˦̹ƙŵňƀňşŀ̹ƙĜŹ̹ŖşŦƙş̹ĩƟ̹�ŵĜĩŹ̹ ňş̹ ƀŅĴ̹ŲŵĴ̐,ŹŘĜŞňĪ̹
ŲĴŵňŦİ̹ ĜŹ̹ ƀŅĜƀ̹ ƙĜŹ̹ ƄŹĴİ˦̹ ĴŹŲĴĪňĜŘŘƟ̹ ňş̹ ƀŵĜİĴ˫̹ ,ƀ̹ ňŹ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ ƀƙŦ̹
İňǣĴŵĴşƀ̹ǭĴƞňĩŘĴ̹ ŹƄŵĿĜĪĴŹ̹ƙĴŵĴ̹ ĪŦŞŞŦşŘƟ̹ƄŹĴİ˰̹ ŦşĴ̹ ňŹ̹ŲĜŲƟŵƄŹ̹ŞĜİĴ̹
ĿŵŦŞ̹ƀŅĴ̹ŲŵĴŹŹĴİ̹ǬĩĴŵŹ̹ŦĿ̹Ĝ̹ŲŘĜşƀ̹ŦĿ̹ƀŅĴ̹BňŘĴ̹ňş̹�ŀƟŲƀ˦̹ƙŅňĪŅ̹ƙĜŹ̹ƄŹĴİ̹
for business correspondence, and the other was parchment, a more 



ʈʆʈ

İƄŵĜĩŘĴ̹ŞĜƀĴŵňĜŘ̹ŞĜİĴ̹ ĿŵŦŞ̹ƀŅĴ̹ĜşňŞĜŘ̹ŹŖňş̹ƙĜŹ̹ŲŵĴĿĴŵŵĴİ̹ ƀŦ̹ƄŹĴ̹ ĿŦŵ̹
ĩŦŦŖŹ˫̹#ƄŵƀŅĴŵŞŦŵĴ˦̹ ƀŅĴ̹�ŵĜĩňĪ̹ŹĪŵňŲƀ̹ƙĜŹ̹İĴƘĴŘŦŲĴİ̹ŞƄĪŅ̹ ŘĜƀĴŵ̹ƀŅĜş̹
ƀŅĴ̹WŦŞĜş̹ĜŘŲŅĜĩĴƀ̹ĩĴĪĜƄŹĴ̹ƀŅĴ̹�ŵĜĩŹ̹ŅĜİ̹Ĝ̹şŦŞĜİňĪ̹ŘňĿĴŹƀƟŘĴ̹ƀŅĜƀ̹ƙĜŹ̹
şŦƀ̹ĜĪĪƄŹƀŦŞĴİ̹ƀŦ̹ƀŅĴ̹ƙŵňƀƀĴş̹ƙŦŵİ˫̹bŅĜƀ̹ŞĴĜşŹ̹ƀŅĴƟ̹ŵĴŘňĴİ̹Ŧş̹Ĝş̹ŦŵĜŘ̹
ƀŵĜİňƀňŦş̹ĿŦŵ̹ŞŦŹƀŘƟ̹ŖĴĴŲňşŀ̹ňşĿŦŵŞĜƀňŦş̹Ĝşİ̹ƀŅĴňŵ̹ĪŦŞŞƄşňĪĜƀňŦş˫̹,ş̹
the sixth century, the pre-Islamic period was assessed as the heroic 
age of literature when poetry was used as the only means of literary 
ĴƞŲŵĴŹŹňŦş̹˾;ĴĴ̐BňňşňŦœĜ˦̹ʇʅʆʍ˿˫̹

bŅĴ̹ ĴĜŵŘňĴŹƀ̹ ĿŦŵŞ̹ŦĿ̹ ƀŅĴ̹ ĜŘŲŅĜĩĴƀ̹ ňŹ̹ İĜƀĴİ̹ ĩĜĪŖ̹ ƀŦ̹ ĜŵŦƄşİ̹ ʆʌʅʅ̹��̹ ňş̹
TĜŘĴŹƀňşĴ̹Ĝşİ̹[ƟŵňĜ˦̹ƙŅňĪŅ̹ĪŦşŹňŹƀĴİ̹ŦĿ̹ʇʇ̹ĪŦşŹŦşĜşƀ̹ŘĴƀƀĴŵŹ˫̹bŅĴ̹�ŵĜĩňĪ˦̹
)ĴĩŵĴƙ˦̹Ĝşİ̹TŅŦşĴĪňĜş̹ĜŘŲŅĜĩĴƀŹ̹ƙĴŵĴ̹ĩĜŹĴİ̹Ŧş̹ƀŅňŹ̹ŞŦİĴŘ̹ƄşƀňŘ̹ĜŵŦƄşİ̹
ʆʅʅʅ̹��˦̹ƙŅĴş̹ ƀŅĴ̹TŅŦĴşňĪňĜş̹ĜŘŲŅĜĩĴƀ̹ƄŹĴİ̹Ĝ̹$ŵĴĴŖ̹ŞŦİĴŘ̹Ĝşİ̹ ƀŅĴş̹
ĜİİĴİ̹ƘŦƙĴŘ̹ŘĴƀƀĴŵŹ˫̹,ƀ̹ĩĴĪĜŞĴ̹Ĝ̹ŞŦİĴŘ̹ĿŦŵ̹�ƀŵƄŹĪĜş̹ĜŵŦƄşİ̹ʍʅʅ̹��̹Ĝşİ̹
ĿŦŘŘŦƙĴİ̹ƀŅĴ̹ĜşĪňĴşƀ̹WŦŞĜş̹ĜŘŲŅĜĩĴƀ˦̹ƄŘƀňŞĜƀĴŘƟ̹ĜŘŘ̹rĴŹƀĴŵş̹ĜŘŲŅĜĩĴƀŹ˫̹
Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ƀŅĴ̹BŦŵƀŅ̹�ŵĜĩňĪ̹ŹĪŵňŲƀ̹İŦŞňşĜƀĴİ̹Ĝşİ̹ĩĴĪĜŞĴ̹ƀŅĴ̹
�ŵĜĩňĪ̹ ŹĪŵňŲƀ̹ŦĿ̹ ƀŅĴ̹VƄŵ̝Ĝş̹ ƀŅĜƀ̹ ŵĴŘĜƀĴŹ̹ ƀŦ̹ ƀŅĴ̹BĜĩĜƀňĜş̹ ŹĪŵňŲƀ˦̹ƙŅňĪŅ̹
ƙĜŹ̹ĩĜŹĴİ̹Ŧş̹ƀŅĴ̹�ŵĜŞĜňĪ̹ŹĪŵňŲƀ̹˾[ĜŖŖĜŘ˦̹ʇʅʆʋ˿˫

)ĴşĪĴ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ŹƄŞŞĴİ̹ ƀŅĴ̹ ŘňşĴ̹ ŦĿ̹ İĴŹĪĴşƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ TŅŦşĴĪňĜş̹
ƀŦ̹ ƀŅĴ̹�ŵĜŞĜňĪ̹ ƀŦ̹ ƀŅĴ̹ BĜĩĜƀĜĴĜş̹ Ĝşİ̹ ǬşĜŘŘƟ̹ ƀŦ̹ ƀŅĴ̹�ŵĜĩňĪ̹ ŹĪŵňŲƀ˦̹ ĜŹ̹
ňŘŘƄŹƀŵĜƀĴİ̹ňş̹#ňŀ˫̹ʇ˰̹ƀŅĴ̹�ŵĜĩňĪ̹Ĝşİ̹TŅŦĴşňĪňĜş̹ĜŘŲŅĜĩĴƀŹ˦̹ƙňƀŅ̹ŹĴƘĴŵĜŘ̹
ŦƀŅĴŵ̹ĜŘŲŅĜĩĴƀŹ˦̹şĜŞĴŘƟ̹)ĴĩŵĴƙ̹Ĝşİ̹�ŵĜŞĜňĪ˦̹ƙĴŵĴ̹İĴƘĴŘŦŲĴİ̹ĿŵŦŞ̹Ĝş̹
ĴĜŵŘƟ̹ŞŦİĴŘ̹ ĪĜŘŘĴİ̹ ƀŅĴ̹BŦŵƀŅ̹[ĴŞňƀňĪ˫̹$ŵĴĴŖŹ̹ ĜİŦŲƀĴİ̹ ƀŅĴ̹TŅŦĴşňĪňĜş̹
ĜŘŲŅĜĩĴƀ˦̹ ƀŅĴş̹ ƀŅĴ̹ �ƀŵƄŹĪĜşŹ̹ Ĝşİ̹ WŦŞĜşŹ˦̹ Ĝşİ̹ ǬşĜŘŘƟ˦̹ ňƀ̹ ĩĴĪĜŞĴ̹ ƀŅĴ̹
rĴŹƀĴŵş̹ĜŘŲŅĜĩĴƀ̹ŖşŦƙş̹ƀŦİĜƟ̹˾WŦĩňşŹŦş˦̹ʆʎʎʊ˿˫

Fig. 2. The evolution of 
alphabeth, Source: 
Milo, (2002: 113).

Modern Latin

Early Latin

�ĜŵŘƟ̹$ŵĴĴŖ

Early Aramaic

Early Arabic

Phoenician

BĜĩĜƀĜĴĜş

,ƀ̹ ňŹ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ VƄŵ̝Ĝş̹ ƙĜŹ̹ ǬŵŹƀ̹ ƀŵĜşŹŞňƀƀĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ŦŵĜŘ̹
ƀŵĜİňƀňŦş̹ ĜŞŦşŀ̹ AƄŹŘňŞŹ˦̹ şŦƀ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ƙŵňƀƀĴş̹ ƙŦŵİ˫̹ BŦƀ̹ ĿĜŵ˦̹
AƄŹŘňŞŹ̹ŵĴĜŘňƥĴİ̹Ĝş̹ĴƞĪĴŘŘĴşƀ̹şĴĪĴŹŹňƀƟ̹ĿŦŵ̹ƙŵňƀňşŀ̹Ĝşİ̹ƙĴŵĴ̹ŹĴĜŵĪŅňşŀ̹
ƀŦ̹ ĪŵĴĜƀĴ̹ ƀŅĴňŵ̹ ŹĪŵňŲƀ̹ĩĴĜƄƀňĿƄŘŘƟ˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ňƀ̹ ňŹ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹
�ŵĜĩňĪ̹ ŹĪŵňŲƀ̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ Ĝ̹ ŹĜĪŵĴİ̹ ŹĪŵňŲƀ̹ ŦĿ̹ ,ŹŘĜŞ̹ ˾WŦĩňşŹŦş˦̹ ʆʎʎʊ˿˦̹
and they started to produce a calligraphy tradition and transformed the 
Arabic script into an artňŹƀňĪ̹ŞĴİňƄŞ̹ ƀŅĜƀ̹ ňŹ̹ ŹƄŲŲŦŹĴİ̹ ƀŦ̹ ŵĴǭĴĪƀ̹ ƀŅĴ̹
ŀĴşňƄŹ̹Ĝşİ̹ƀĜŘĴşƀ̹ŦĿ̹ƀŅĴ̹ƙŵňƀĴŵ̹˾;ĴĴ̐BňňşňŦœĜ˦̹ʇʅʆʍ˿˫



ʈʆʉ

On the other hand, besides spreading Islam as a religion to the area, 
ƙŵňƀƀĴş̹ Ĝşİ̹ ŹŲŦŖĴş̹ �ŵĜĩňĪ̹ ƙĜŹ̹ ňşƀŵŦİƄĪĴİ̹ ĩƟ̹ ĪŦşŴƄĴŵĴŵŹ̹ ƀŦ̹ ƀŅĴ̹
ŵĴŀňŦş˫̹ ,ƀ̹ ňŹ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ �ŵĜĩňĪ̹ ŘĜşŀƄĜŀĴ̹ ňŹ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ĿĜĪƀŦŵ̹
ƀŅĜƀ̹ ƄşňƀĴŹ̹ ŲĴŦŲŘĴ̹ƙŅŦ̹ ĪŦŞĴ̹ ĿŵŦŞ̹ İňǣĴŵĴşƀ̹ ĴƀŅşňĪňƀƟ˦̹ ŘĜşŀƄĜŀĴ˦̹ Ĝşİ̹
ĪƄŘƀƄŵĴ˫̹,ş̹ƀŅĴ̹ĴĜŵŘƟ̹ĪĴşƀƄŵňĴŹ̹ŦĿ̹,ŹŘĜŞ˦̹�ŵĜĩňĪ̹ƙĜŹ̹ƀŅĴ̹ŦǤĪňĜŘ̹ŘĜşŀƄĜŀĴ̹
of administration and was assessed as the language of religion and 
ŘĴĜŵşňşŀ˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ƀŅĴ̹ �ŵĜĩňĪ̹ ĜŘŲŅĜĩĴƀ̹ ƙĜŹ̹ ĜİĜŲƀĴİ̹ ƀŦ̹ ƀŅĴ̹
,ŹŘĜŞňĪ̹ ƘĴŵşĜĪƄŘĜŵŹ̹ œƄŹƀ̹ ĜŹ̹ ƀŅĴ̹ ;Ĝƀňş̹ ĜŘŲŅĜĩĴƀ̹ƙĜŹ̹ ňşǭƄĴşĪĴİ̹ ĩƟ̹ ƀŅĴ̹
�ŅŵňŹƀňĜş̹ňş̹ƀŅĴ̹rĴŹƀ̹˾�ŵŦƙş˦̹�ĜŵĩŦƄŵ˦̹Ĝşİ̹ŦƀŅĴŵŹ˦̹ʇʅʆʎ˿˫

[ĴƘĴŵĜŘ̹ ĿŦŵŞŹ̹ ŦĿ̹ �ŵĜĩňĪ̹ ŹĪŵňŲƀ̹ ĴŞĴŵŀĴİ̹ ĿŵŦŞ̹ ƀŅĴ̹ ĩĴŀňşşňşŀ̹ ŦĿ̹ ƀŅĴ̹
Islamic period in the early seventh century, and all consist of 28 
ĪŦşŹŦşĜşƀŹ̹ ňşŹƀĴĜİ̹ŦĿ̹ ƀŅĴ̹ʇʇ̹ĪŦşŹŦşĜşƀŹ̹ŦĿ̹�ŵĜŞĜňĪ˫̹HĿ̹ ƀŅĴ̹ʇʍ˦̹ ƀŅŵĴĴ̹
are long vowels, alef, waw, and yeh˦̹ İĴşŦƀĴİ̹ ƙňƀŅ̹ İňĜĪŵňƀňĪĜŘ̹ ŞĜŵŖŹ̹
ŵĜŵĴŘƟ̹ĴŞŲŘŦƟĴİ̹ňş̹ƙŵňƀňşŀ˦̹ƙŅňĪŅ̹ŀĴşĴŵĜŘŘƟ̹ĜŲŲĴĜŵ̹ňş̹VƄŵ̝ĜşňĪ̹ƙŵňƀňşŀ̹
˾rĜƀĴŵŞĜş˦̹ʇʅʅʎ˿˫̹

,ƀ̹ ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ˦̹ĜŞŦşŀ̹ĜŘŘ̹ƀŅĴ̹[ĴŞňƀňĪ̹ŹĪŵňŲƀŹ˦̹ƀŅĴ̹�ŵĜĩňĪ̹ŹĪŵňŲƀ̹ĪĜş̹
be assessed as one of the wealthiest inventory of consonants that 
ĪŦŞŲŵňŹĴŹ̹ƀƙĴşƀƟ̐ĴňŀŅƀ̹ĩĜŹňĪ̹ŘĴƀƀĴŵŹ̹˾WĜœŲƄƀ˦̹ʇʅʆʉ˿˫

bŅĴ̹�ŵĜĩňĪ̹ŘĜşŀƄĜŀĴ̹ƄşİĴŵƙĴşƀ̹ƘĜŵňŦƄŹ̹ĪŅĜşŀĴŹ̹İƄŵňşŀ̹ƀŅĴ̹fŞĜƟƟĜİ̹
˾ʋʋʆ̐ʌʊʅ̹ ��˿̹ Ĝşİ̹ �ĩĩĜŹňİ̹ İƟşĜŹƀňĴŹ̹ ˾ʌʊʅ̹ ��̐ʆʇʊʍ˿˫̹ �ňĜĪŵňƀňĪĜŘ̹ ŞĜŵŖŹ̹
˾ŹŅŦŵƀ̹ƘŦƙĴŘŹ˿̹ƙĴŵĴ̹ǬŵŹƀ̹ňşƀŵŦİƄĪĴİ̹İƄŵňşŀ̹ƀŅĴ̹fŞŞĜƟĜİ̹İƟşĜŹƀƟ˫̹bŅĴ̹
dots that can be seen above and below of modern Arabic letters were 
ǬŵŹƀ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ƄŹĴİ̹ňş̹ĪŦşœƄşĪƀňŦş̹ƙňƀŅ̹�ŵĜĩňĪ̹ĿŦŵŞŹ̹ňş̹ƀŅĴ̹�ĩĩĜŹňİ̹
İƟşĜŹƀƟ˫̹ rŅňŘĴ̹ ƀŅĴ̹ ĜŘŲŅĜĩĴƀ̹ ƙĜŹ̹ ĴƘŦŘƘňşŀ˦̹ ŹŦ̹ ƙĴŵĴ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹
ĿŦŵŞŹ˫̹#Ŧŵ̹ĴƞĜŞŲŘĴ˦̹ĪŦƄŵƀ̹ŲĜŲĴŵŹ̹ĩĴŀĜş̹ƀŦ̹ĩĴ̹ƙŵňƀƀĴş̹ňş̹ĴĜŵŘƟ̹ĪƄŵŹňƘĴ̹
ŹĪŵňŲƀ̹ĿŦŵŞŹ̹˾,ĩňİ˫˿˫

Various consonants represent sounds that do not exist in the Aramaic 
language that also serve non-Arabic languages that use the Arabic 
ŹĪŵňŲƀ˦̹ŹƄĪŅ̹ĜŹ̹,ŵĜş̹Ĝşİ̹TĜŖňŹƀĜş˫̹bŅňŹ̹şĴƙ̹ŦŵİĴŵňşŀ̹ŦĿ̹ƀŅĴ̹ĪŦşŹŦşĜşƀĜŘ̹
ĜŘŲŅĜĩĴƀ̹ƙĜŹ̹ĜŘŹŦ̹ĴŹƀĜĩŘňŹŅĴİ̹ĪŅňĴǭƟ̹ĩĜŹĴİ̹Ŧş̹ƀŅĴ̹ŹŅĜŲĴŹ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹
˾WŦĩňşŹŦş˦̹ʆʎʎʊ˿˦̹Ĝşİ̹ĴĜĪŅ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹ŞĜƟ̹ŅĜƘĴ̹ƄŲ̹ƀŦ̹ĿŦƄŵ̹İňǣĴŵĴşƀ̹
ĿŦŵŞŹ˦̹ƙŅňĪŅ̹ĜŵĴ̹ ĜŘŘ̹ ĪŦşŹŦşĜşƀŹ˦̹ƄşŘňŖĴ̹ ƀŅĴ̹WŦŞĜş̹ĜŘŲŅĜĩĴƀ̹ ƀŅĜƀ̹ƙĜŹ̹
ƄŹĴİ̹ňş̹ŞŦŹƀ̹�ƄŵŦŲĴĜş̹ŘĜşŀƄĜŀĴŹ̹ ˾BĜœİĜ˦̹ʆʎʎʉ˿˫̹bŅĴŹĴ̹ŞƄŘƀňŲŘĴ̹ĿŦŵŞŹ̹
ŦĿ̹ ƀŅĴ̹�ŵĜĩňĪ̹ ŘĴƀƀĴŵŹ̹İĴŲĴşİ̹Ŧş̹ƙŅĴŵĴ̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹ ĿĜŘŘŹ̹ ňş̹ ƀŅĴ̹ƙŦŵİ˫̹�ş̹
initial form starts a word, a middle form stands in the middle of the 
ƙŦŵİ˦̹ Ĵşİňşŀ̹ Ĝ̹ ƙŦŵİ˦̹ Ĝşİ̹ ŹƀĜşİŹ̹ ĜŘŦşŀ̐ĿŦŵŞ˫̹ AĜşƟ̹ ŦĿ̹ ƀŅĴŹĴ̹ ĿŦŵŞŹ̹
ŘňşŖ̹ƀŦ̹ƀŅĴ̹ŲŵĴƘňŦƄŹ̹ ŘĴƀƀĴŵŹ̹ ňĿ̹ ƀŅĴŵĴ̹ ňŹ̹ĜşƟ̹ĪŦşşĴĪƀňŦş̹ƀŦ̹ƀŅĴ̹ĿŦŘŘŦƙňşŀ̹
ŘĴƀƀĴŵ˫̹�ŲĜŵƀ̹ ĿŵŦŞ̹ ƀŅĴŹĴ̹ ŘňşŖĴİ̹ ŘĴƀƀĴŵŹ˦̹ Źňƞ̹ şŦş̐ĪŦşşĴĪƀĴŵŹ̹ŞĴĜş̹ ƀŅĴƟ̹
İŦ̹şŦƀ̹ ŘňşŖ̹ ƀŦ̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹ ƀŅĴƟ̹ ĿŦŘŘŦƙ˥̹alef, daal, thaal, zey, rey, and waw 
˾rĜƀĴŵŞĜş˦̹ʇʅʅʎ˿˫

bŅĴ̹�ŵĜĩňĪ̹ĜŘŲŅĜĩĴƀ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ĴňŀŅƀĴĴş̹ŹŅĜŲĴŹ̹ƀŅĜƀ̹ŵĴŲŵĴŹĴşƀ̹ƀƙĴşƀƟ̐
ĴňŀŅƀ̹ŲŅŦşĴƀňĪ̹ŹŦƄşİŹ̹ƙňƀŅ̹ƀŅĴ̹Ĝňİ̹ŦĿ̹İňĜĪŵňƀňĪĜŘ̹ŞĜŵŖŹ˫̹,ƀ̹ĪĜş̹ĩĴ̹ĿŦŵŞĴİ̹
ĜŹ̹Ĝ̹̚ĩ̛̹ŹŦƄşİ̹ƙňƀŅ̹ƀŅĴ̹ŹĜŞĴ̹ŘĴƀƀĴŵ̹ŹŅĜŲĴ̹ƙŅĴş̹ŦşĴ̹İŦƀ̹ňŹ̹ŲŘĜĪĴİ̹ĩĴŘŦƙ˦̹
Ĝ̹̚ƀ̛̹ŹŦƄşİ̹ƙŅĴş̹ƀƙŦ̹İŦƀŹ̹ĜŵĴ̹ƙŵňƀƀĴş̹ĜĩŦƘĴ˦̹Ŧŵ̹Ĝ̹̚ƀŅ̛̹ŹŦƄşİ̹ƙňƀŅ̹ƀŅŵĴĴ̹
İŦƀŹ˦̹ĜİİĴİ̹ĜĩŦƘĴ̹˾AŦŦŵĴ̹Λ̹�ŖŅƀňĜŵ˦̹ʇʅʆʇ˿˫̹[ĴƘĴŵĜŘ̹ŘĴƀƀĴŵŹ̹ňş̹ƀŅĴ̹�ŵĜĩňĪ̹
ĜŘŲŅĜĩĴƀ̹ ĜŘŹŦ̹ ŹŅĜŵĴ̹ ƀŅĴ̹ ŹĜŞĴ̹ ĿŦŵŞ̹İňǣĴŵĴşƀňĜƀĴİ̹ ĩƟ̹ ƀŅĴ̹ şƄŞĩĴŵ̹ Ĝşİ̹
ŲŘĜĪĴŞĴşƀ̹ŦĿ̹İŦƀŹ̹Ŧş̹ƀŅĴ̹ŘĴƀƀĴŵŹ˫̹



ʈʆʊ

Fig. 3. The Basic 18 letter shape 
of Arabic alphabet, Source: 
Sakkal Desing: Art of Arabic 
Calligraphy, sakkal.com/Arab_
Calligraphy_Art2.html, 
access: 12.02.2019.

AŦŵĴŦƘĴŵ˦̹ƀŅĴ̹�ŵĜĩňĪ̹ŹĪŵňŲƀ̹ĪŦşŹňŹƀŹ̹ŦĿ̹Ĝ̹ǭŦƙňşŀ̹ĪŦşƀňşƄƄŞ̹ŦĿ̹ĜŹĪĴşİňşŀ̹
ƘĴŵƀňĪĜŘŹ˦̹ İĴŹĪĴşİňşŀ̹ ĪƄŵƘĴŹ˦̹ Ĝşİ̹ ƀĴŞŲĴŵĜƀĴ̹ ŅŦŵňƥŦşƀĜŘŹ̹ ƀŅĜƀ̹ ĩĜŘĜşĪĴ̹
ƀŅĴ̹ ŹƀĜƀňĪ̹ ňşİňƘňİƄĜŘ̹ ĿŦŵŞŹ̹ Ĝşİ̹ Ĝ̹ ŵŅƟƀŅŞňĪ̹ ŞŦƘĴŞĴşƀ˫̹ ;ĴƀƀĴŵ̹ ŹŅĜŲĴŹ̹
commonly vary depending on whether they are an initial letter or used 
ĜŹ̹Ĝ̹ŞĴİňĜŘ̹Ŧŵ̹ǬşĜŘ̹ŲŦŹňƀňŦş̹ňş̹Ĝ̹ƙŦŵİ˫̹TƄşĪƀƄĜƀňŦş̹ŞĜŵŖŹ̹ƙĴŵĴ̹şŦƀ̹ƄŹĴİ̹
ƄşƀňŘ̹ƀŅĴ̹ƀƙĴşƀňĴƀŅ̹ĪĴşƀƄŵƟ˫̹[ŅŦŵƀ̹ƘŦƙĴŘŹ̹ĜŵĴ̹ĴƞĴĪƄƀĴİ̹ĩƟ̹Ĝ̹ŹĴƀ̹ŦĿ̹ŞĜŵŖŹ̹
ƙŵňƀƀĴş̹ĩĴŘŦƙ̹Ŧŵ̹ĜĩŦƘĴ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹ƀŦ̹Ĝňİ̹ňş̹ƀŅĴ̹ŲŵŦşƄşĪňĜƀňŦş̹ŦĿ̹Ĝ̹ƙŦŵİ˫̹
,ƀ̹ŅĜŹ̹ŹňŀşňǬĪĜşƀ̹ňŞŲŦŵƀĜşĪĴ˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹ňş̹ƀŅĴ̹VƄŵ̝Ĝş˦̹ƙŅĴŵĴ̹ŵĴĪňƀňşŀ̹
ĪŦŵŵĴĪƀŘƟ̹ŅĜŹ̹ƘĜŹƀ̹ŹňŀşňǬĪĜşĪĴ̹ňş̹ƀĴƞƀŹ̹˾AŦŦŵĴ̹Λ̹�ŖŅƀňĜŵ˦̹ʇʅʆʇ˿˫

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ �ňƀƀĜŵ̹ ˾ʇʅʅʌ˿̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ ŘĜşŀƄĜŀĴ̹ ŦĿ̹ �ŵĜĩňĪ˦̹
ƙŅĴş̹ňƀ̹ǬŵŹƀ̹İĴƘĴŘŦŲĴİ˦̹ƀŅĴƟ̹ŵĴĿƄŹĴİ̹ƀŦ̹ĴŵĜŹĴ̹�ŀƟŲƀ̝Ź̹ŲňĪƀŦŀŵĜŲŅŹ˦̹ƀŅĴ̹
ĪƄşĴňĿŦŵŞŹ̹ŦĿ̹fŀĜŵňƀňĪ̹ĪƄŘƀƄŵĴ˫̹�ƘĴş̹ƀŅŦƄŀŅ̹ňƀ̹ňŹ̹Ĝ̹ŲŅŦşĴƀňĪ̹ŘĜşŀƄĜŀĴ˦̹
it consists of an embedded pictographic mission, and spatial notations 
are delivered through the harakat̹ Ŧŵ̹ İňĜĪŵňƀňĪĜŘ̹ Ĝşİ̹ ƘŦƙĴŘ̹ ŞĜŵŖŹ˦̹
ŘňƀĴŵĜŘŘƟ̹ ŲƄşĪƀƄĜƀňşŀ̹ ŹŲĜĪĴŹ̹ ƀŅĜƀ̹ ĴŞŲŅĜŹňƥĴ̹ ƀŅĴ̹ İĴĪŦŵĜƀňƘĴ̹ ŅĴŵĴ˦̹ Ĝ̹
ŘňŀŅƀ˦̹Ŧŵ̹İňŹƀĜşĪĴ̹ƀŅĴŵĴ˫̹bŅĜƀ̹ŞĴĜşŹ̹ ňƀ̹ŅĜŹ̹ƀŦ̹ĩĴ̹ĪŦşŹňİĴŵĴİ̹ ĿŵŦŞ̹ƀƙŦ̹
perspectives through its structural characteristics and spatial depths 

#ňŀ˫̹ʈ̹ňŘŘƄŹƀŵĜƀĴŹ̹ƀŅĴ̹ĩĜŹňĪ̹ʆʍ̹ŹŅĜŲĴŹ˫̹HĿ̹ƀŅĴŹĴ̹ʆʍ̹ŹŅĜŲĴŹ˦̹ĜŹ̹ĪĜş̹ĩĴ̹ŹĴĴş˦̹
ʇ̹ ĜŵĴ̹ ƄŹĴİ̹ ĿŦŵ̹ ƀŅŵĴĴ̹ ŘĴƀƀĴŵŹ˦̹ ʋ̹ ĜŵĴ̹ ƄŹĴİ̹ ĿŦŵ̹ ƀƙŦ̹ ŘĴƀƀĴŵŹ˦̹ Ĝşİ̹ ƀŅĴ̹ ŦƀŅĴŵ̹
ʆʅ̹ĜŵĴ̹ƄŹĴİ̹ĿŦŵ̹ŦşĴ̹ ŘĴƀƀĴŵ̹ĴĜĪŅ˫̹bŅĴŵĴ̹ĜŵĴ̹şŦ̹ĪĜŲňƀĜŘ̹ ĿŦŵŞŹ̹ŦĿ̹ ŘĴƀƀĴŵŹ̹ ňş̹
�ŵĜĩňĪ̹ƙŵňƀňşŀ˫̹�ŘŘ̹ŀňƘĴ̹ƀŅĴ̹�ŵĜĩňĪ̹ŹĪŵňŲƀ̹ňƀŹ̹ŲĜŵƀňĪƄŘĜŵ̹ĪŅĜŵĜĪƀĴŵ̹˾�ŵŦƙş˦̹
�ĜŵĩŦƄŵ˦̹Ĝşİ̹ŦƀŅĴŵŹ˦̹ʇʅʆʎ˿˫̹)ŦƙĴƘĴŵ˦̹ňƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹ƀŅĜƀ̹ňƀ̹ňŹ̹ĜŘŲŅĜĩĴƀňĪĜŘ̹
ƙŵňƀňşŀ˦̹ƄşŘňŖĴ̹$ŵĴĴŖ̹Ŧŵ̹WŦŞĜş˦̹ƀŅĴ̹ƀĴƞƀ̹ňŹ̹ƙŵňƀƀĴş̹ŵňŀŅƀ̹ƀŦ̹ŘĴĿƀ˰̹ŅŦƙĴƘĴŵ˦̹
the numbers are read from left to right because of an ancestral system 
˾AňŘŦ˦̹ʇʅʅʇ˿˫̹bŅňŹ̹ĜǣĴĪƀŹ̹ƀŅĴ̹ŦŵňĴşƀĜƀňŦş̹ŦĿ̹ƀŅĴ̹ŘĜƟŦƄƀ̹ĿŦŵ̹ƀŅĴ̹ŵĴĜİĴŵ˰̹ƀŅĴ̹
ĪŦİňĪĴŹ̹ŦŲĴş̹ňş̹ƀŅĴ̹ŦŲŲŦŹňƀĴ̹ƙĜƟ̹ƀŅĜƀ̹ňŹ̹İŦşĴ̹ňş̹ƀŅĴ̹rĴŹƀ˫
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ƀŅĜƀ̹ŞĜŖĴ̹ ňƀ̹Ĝ̹İƟşĜŞňĪ̹Ĝşİ̹ƘĴŵŹĜƀňŘĴ̹ ŘĜşŀƄĜŀĴ̹ ƀŅĜƀ̹ĪŦşƘĴƟŹ̹ ƀŅĴ̹ ĿŦŵŞ̹
and space -visual interpretations as images or pictures- and meaning, 
ƙŅňĪŅ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ňş̹ƀŅĴ̹ĿŦŘŘŦƙňşŀ̹ŲĜŵƀ˫

Furthermore, the arrival of Islam and the conversion of many regions 
led to an emerging number of languages adopting the Arabic alphabet 
ĴƘĴş̹ƀŅŦƄŀŅ̹ƀŅĴŵĴ̹ĜŵĴ̹şŦ̹ŘňşŀƄňŹƀňĪ̹ŹňŞňŘĜŵňƀňĴŹ˫̹�ƀ̹ŲŵĴŹĴşƀ˦̹ĜŞŦşŀ̹ƀŅĴ̹
ŘĜşŀƄĜŀĴŹ̹ƙŅňĪŅ̹ ĜİŦŲƀĴİ̹�ŵĜĩňĪ̹ ŘĴƀƀĴŵŹ̹ ĜŵĴ̹ TĴŵŹňĜş̹ ˾Ŧŵ̹ #ĜŵŹň˦̹ ŹŲŦŖĴş̹
ňş̹ ,ŵĜş˦̹ �Ĝŵň̹ ňş̹ �ĿŀŅĜşňŹƀĜş˦̹ Ĝşİ̹ bĜœňŖ̹ ňş̹ bĜœňŖňŹƀĜş˿˦̹ TĜŹŅƀŦ̹ ˾ŹŲŦŖĴş̹
ňş̹ �ĿŀŅĜşňŹƀĜş̹ Ĝşİ̹ TĜŖňŹƀĜş˿˦̹ 9ƄŵİňŹŅ̹ ˾ŹŲŦŖĴş̹ ňş̹ ŲĜŵƀŹ̹ ŦĿ̹ ,ŵĜş˦̹ ,ŵĜŴ˦̹
[ƟŵňĜ˦̹ Ĝşİ̹bƄŵŖĴƟ˿˦̹ Ĝşİ̹fŵİƄ̹ ˾ŹŲŦŖĴş̹ ňş̹ TĜŖňŹƀĜş̹ Ĝşİ̹ ŲĜŵƀŹ̹ ŦĿ̹ ,şİňĜ˿˫̹
AŦŵĴŦƘĴŵ˦̹ bƄŵŖĴƟ̹ ƄŹĴİ̹ �ŵĜĩňĪ̹ ŘĴƀƀĴŵŹ̹ ƄşƀňŘ̹ ňƀ̹ ŦǤĪňĜŘŘƟ̹ ĪŅĜşŀĴİ̹ƙňƀŅ̹
ƀŅĴ̹;Ĝƀňş̹ĜŘŲŅĜĩĴƀ̹Ĝşİ̹ĜİĜŲƀĴİ̹ ňƀ̹ ƀŦ̹ ƀŅĴ̹bƄŵŖňŹŅ̹ ŘĜşŀƄĜŀĴ̹ ňş̹ ʆʎʇʍ̹ĩƟ̹
AƄŹƀĜĿĜ̹9ĴŞĜŘ̹�ƀĜƀƈŵŖ̹˾ʆʍʍʆ̐ʆʎʈʇ˿̹˾#ňŀ˫̹ʉ˿̹˾AŦŦŵĴ̹Λ̹�ŖŅƀňĜŵ˦̹ʇʅʆʇ˿˫̹

�ƀĜƀƈŵŖ̹ƙĜşƀĴİ̹ƀŦ̹ĪŵĴĜƀĴ̹Ĝ̹şĴƙ̹ŹƀĜƀĴ̹Ĝşİ̹ŞŦİĴŵş̹ŹŦĪňĴƀƟ̹ƙňƀŅ̹İňǣĴŵĴşƀ̹
ŞňşİŹĴƀŹ˦̹ ĜƀƀňƀƄİĴŹ˦̹ ŦŵŀĜşňƥĜƀňŦşŹ˦̹ Ĝşİ̹ ĜŹŲňŵĜƀňŦşŹ˫̹ ,ş̹ ƀŅĜƀ̹ ŲĴŵňŦİ˦̹
bƄŵŖĴƟ̹ƙĜŹ̹ĜŘŵĴĜİƟ̹ƀŵĜşŹĿŦŵŞňşŀ̹Ĝşİ̹ ňşƀĴŵĴŹƀĴİ̹ ňş̹Ĝ̹ŵĜİňĪĜŘ̹ŲŅĜŹĴ̹ŦĿ̹
ĪŅĜşŀĴŹ˰̹ƀŅĴ̹ĴŞŲňŵĴ̹İĴĪŘňşĴİ̹ĿŦŵ̹ƀƙŦ̹ŅƄşİŵĴİ̹ƟĴĜŵŹ˫̹�ŵĜĩ̹ĩƄŵĴĜƄĪŵĜƀňĪ̹
ŦŵŀĜşňƥĜƀňŦşŹ̹ňş̹bƄŵŖĴƟ̝Ź̹ŅňŹƀŦŵƟ̹ŦĿ̹İňŹĪƄŹŹňŦşŹ̹ĜĩŦƄƀ̹ŵĴĪŘĜŞĜƀňŦş̹Ĝşİ̹
completely changing the letters are as old as the reform experiments 
ňş̹ĴİƄĪĜƀňŦş˫̹bŅňŹ̹ňŹ̹şŦƀ̹ŞĴŵĴŘƟ̹Ĝ̹ŹŲĴĪňǬĪ̹ňŹŹƄĴ̹ŹŦŘĴŘƟ̹ňş̹bƄŵŖĴƟ˫̹[ňşĪĴ̹
ƀŅĴ̹ ĩĴŀňşşňşŀ̹ ŦĿ̹ ŞŦİĴŵş̹ ƀňŞĴŹ˦̹ ŞŦİĴŵşňƥňşŀ̹ ŹŦĪňĴƀňĴŹ̹ ƄŹňşŀ̹ ;Ĝƀňş̹
Ĝşİ̹�ƟŵňŘŘňĪ̹ ˾WƄŹŹňĜş˿̹ĜŘŲŅĜĩĴƀŹ̹ŅĜƘĴ̹ĪĜŵŵňĴİ̹ŦƄƀ̹ŹŲĴŘŘňşŀ̹ŵĴĿŦŵŞŹ̹Ĝşİ̹
ĪŅĜşŀĴİ̹ƀŅĴňŵ̹ĜŘŲŅĜĩĴƀŹ˫̹BŦşĴ̹ŦĿ̹ƀŅĴ̹ ŘňƘňşŀ̹ ŘĜşŀƄĜŀĴŹ̹ŅĜİ̹Ĝ̹ŹƀĜşİĜŵİ̹
ŹŲĴŘŘňşŀ̹İƄŵňşŀ̹ƀŅĴ̹AňİİŘĴ̹�ŀĴŹ˫̹bŅĴ̹ƙŵňƀňşŀ̹ƄŹĴİ̹ĩƟ̹ŦŘİ̹ĩƄŵĴĜƄĪŵĜƀŹ̹
Ĝşİ̹Ĝ̹ĿĴƙ̹ňşƀĴŘŘĴĪƀƄĜŘŹ̹ƙĜŹ̹ĩĜŹĴİ̹Ŧş̹ŞĴŞŦŵƟ̹Ĝşİ̹ĪƄŹƀŦŞŹ˫̹,ş̹ĿĜĪƀ˦̹ĴĜĪŅ̹
author had their own spelling, and there were no standard spelling 
ŵƄŘĴŹ̹ĜĪĪĴŲƀĴİ̹ĩƟ̹ĴƘĴŵƟŦşĴ̹Ĝşİ̹şŦ̹ŹňŞŲŘĴ̹ƙŵňƀňşŀ̹ƀŦ̹ŵĴĜİ˫̹

�ƀ̹ƀŅĴ̹Ĵşİ̹ŦĿ̹ƀŅĴ̹ĴňŀŅƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹ňƀ̹ňŹ̹ĜŘŹŦ̹ŖşŦƙş̹ƀŅĜƀ̹ƀŅĴ̹ŹňŹƀĴŵ̹ŦĿ̹
[ĴŘňŞ̹ƀŅĴ̹ƀŅňŵİ˦̹)ĜƀňĪĴ̹[ƄŘƀĜş̹˾ʆʌʋʍ̐ʆʍʇʇ˿˦̹Ĝşİ̹Ĝ̹ŲĜňşƀĴŵ˦̹ĜŵĪŅňƀĴĪƀ˦̹Ĝşİ̹
ƘŦƟĜŀĴŵ̹�şƀŦňşĴ̹,ŀşĜĪĴ̹AĴŘŘňşŀ̹˾ʆʌʋʈ̐ʆʍʈʆ˿̹ĴƞĪŅĜşŀĴİ̹ŘĴƀƀĴŵŹ̹ňş̹bƄŵŖňŹŅ̹
ƙňƀŅ̹ ;Ĝƀňş̹ ŘĴƀƀĴŵŹ˫̹ bŅĴŵĴ̹ ĜŵĴ̹ ĜŘŹŦ̹ bƄŵŖňŹŅ̹ ĩŦŦŖŹ̹ ƙňƀŅ̹ ;Ĝƀňş̹ ŘĴƀƀĴŵŹ̹

Fig. 4. Head teacher Mustafa 
Kemal Pasha in front of 
the blackboard during the 
Alphabet Revolution studies, 
Kayseri, 1928, Source: Ortaylı, 
(2018: 353).
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ƙŵňƀƀĴş̹ ĩƟ̹ ŹŦŞĴ̹ �ƄŵŦŲĴĜş̹ƙŵňƀĴŵŹ̹ ƀŦ̹ ƀĴĜĪŅ̹bƄŵŖňŹŅ˫̹�şŦƀŅĴŵ̹ ŅňİİĴş̹
ŹƄŲŲŦŵƀĴŵ̹ŦĿ̹ƀŅĴ̹;Ĝƀňş̹ŘĴƀƀĴŵŹ̹ňŹ̹[ƄŘƀĜş̹,,˫̹�ĩİƄŘŅĜŞňİ˫̹̚bŅĴ̹ŵĴĜŹŦş̹ĿŦŵ̹
ƀŅĴ̹ŀŵĴĜƀ̹ ňŀşŦŵĜşĪĴ̹ŦĿ̹ ŦƄŵ̹ŲĴŦŲŘĴ̹ ňŹ̹ ƀŅĴ̹İňǤĪƄŘƀƟ̹ ňş̹ ŘĴĜŵşňşŀ̹ ƀŦ̹ ŵĴĜİ̹
Ĝşİ̹ƙŵňƀĴ˫̹bŅĴ̹ ŵĴĜŹŦş̹ ĿŦŵ̹ ƀŅňŹ̹ İňǤĪƄŘƀƟ̹ ňŹ̹ ŦƄŵ̹ ŘĴƀƀĴŵŹ̛̹ ˾HŵƀĜƟŘŉ˦̹ ʇʅʆʍ˥̹
ʈʊʅ˿˫̹�ĪĪŦŵİňşŀ̹ƀŦ̹ŅňŞ˦̹ňƀ̹ƙĜŹ̹ŲŵŦĩĜĩŘƟ̹ĜŲŲŵŦŲŵňĜƀĴ̹ƀŦ̹ĜĪĪĴŲƀ̹ƀŅĴ̹;Ĝƀňş̹
ĜŘŲŅĜĩĴƀ̹ ƀŦ̹ ŞĜŖĴ̹ ňƀ̹ ĴĜŹňĴŵ˫̹ ,ş̹ ƀŅĴ̹ ŞĴĜşƀňŞĴ˦̹ ƀŅĴ̹ bƄŵŖňŹŅ̹ ŘĜşŀƄĜŀĴ̝Ź̹
morphology based on analytical root structure and sound harmony 
ŞĜŖĴ̹ŹƄĪŅ̹ĜŵŵĜşŀĴŞĴşƀŹ̹ ňşĴƘňƀĜĩŘĴ˫̹ ,ƀ̹ ŹŅŦƙĴİ̹ƀŅĜƀ̹ ƀŅĴ̹�ŵĜĩňĪ̹ ŘĴƀƀĴŵŹ̹
were not a tool used in modern bureaucracy and non-formal education 
ĿŦŵ̹bƄŵŖĴƟ˫̹bŅĴŵĴĿŦŵĴ˦̹ ƀŅĴ̹ĜİŦŲƀňŦş̹ŦĿ̹ ƀŅĴ̹;Ĝƀňş̹ĜŘŲŅĜĩĴƀ̹ ňş̹ƀŅĴ̹ʆʎʇʅŹ̹
ƙĜŹ̹ŦşĪĴ̹ĜŀĜňş̹Ŧş̹ƀŅĴ̹ƀĜĩŘĴ˫̹,ş̹ŹƄŞŞĜŵƟ˦̹ƀŅňŹ̹ŘĴƀƀĴŵ̹ĪŅĜşŀĴ̹ňŹŹƄĴ̹ŅĜŹ̹
ĴŞĴŵŀĴİ̹ňş̹ŹƄĪŅ̹Ĝ̹İĜƟ̹ƀŅĜƀ̹ňƀ̹ňŹ̹Ĝ̹şĴĴİ̹Ĝşİ̹ŅĜŹ̹Ĝ̹ŘŦşŀ̹ŅňŹƀŦŵƟ̹˾,ĩňİ˫˿˫

It is also stated that the idea of changing to Latin letters occurred in a 
ŹŅŦŵƀ̹ŲĴŵňŦİ̹ŦĿ̹ƀŅŵĴĴ̹ŞŦşƀŅŹ̹ňş̹ʆʎʇʍ˦̹ƙňƀŅŦƄƀ̹ĜŘŘŦƙňşŀ̹ĿŦŵ̹ĩňşĜŵƟ̹ƄŹĴ˫̹
fşƀňŘ̹ ƀŅĴş˦̹ ĴƘĴş̹ ƀŅŦŹĴ̹ƙŅŦ̹ ŹƄŀŀĴŹƀĴİ̹ Ĝşİ̹ ĜİƘŦĪĜƀĴİ̹ ƀŅĴ̹ ĜİŦŲƀňŦş̹ ŦĿ̹
;Ĝƀňş̹ ŘĴƀƀĴŵŹ̹ ŅĴŹňƀĜƀĴİ̹ ƀŦ̹ ŹƄŲŲŦŵƀ̹�ƀĜƀƈŵŖ˫̹�ŘŹŦ˦̹ ňƀ̹ ňŹ̹ ƄşİĴŵŘňşĴİ̹ ƀŅĜƀ̹
the adaptation of the Latin letters only because they are suitable for 
bƄŵŖňŹŅ̹ŦŵƀŅŦŀŵĜŲŅƟ˦̹ŹŦƄşİ̹ŅĜŵŞŦşƟ˦̹Ĝşİ̹ƀŅĴ̹ĪƄŵŵĴşƀ̹ŹĪŵňŲƀ̹ĪŵĴĜƀĴİ̹Ĝ̹
ŹŲĴŘŘňşŀ̹ŲŵŦĩŘĴŞ̹ňş̹ŵĴĜİňşŀ̹Ĝşİ̹ƙŵňƀňşŀ˫̹ ,ƀ̹ƙĜŹ̹şŦƀ̹œƄŹƀ̹Ĝş̹ŦĩŘňŀĜƀňŦş̹
to write a personal letter, but a language that pronounced eight vowels 
had an alphabet with only three vowels, and misspellings were very 
ŘňŖĴŘƟ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ƀŅĴ̹ĜĩŦŘňƀňŦş̹ŦĿ̹ƀŅĴ̹ŦŘİ̹�ŵĜĩňĪ̹ŘĴƀƀĴŵŹ̹ƀŦŦŖ̹ŲŘĜĪĴ̹
ĩƟ̹ŘĜƙ̹ňş̹BŦƘĴŞĩĴŵ̹ʆʎʇʍ˦̹Ĝşİ̹ƀŅĴ̹ňŞŲŘĴŞĴşƀĜƀňŦş̹ŦĿ̹ƀŅňŹ̹ŘĜƙ̹ƀŦŦŖ̹ŲŘĜĪĴ̹
ƙňƀŅňş̹ƀŅŵĴĴ̹ŞŦşƀŅŹ̹ƙňƀŅ̹ƀŅĴ̹ŀŵĜİƄĜŘ̹ƀŵĜşŹňƀňŦş̹ƀŦ̹şĴƙ̹ŘĴƀƀĴŵŹ˫̹TĴŦŲŘĴ̹
ŅĜƘĴ̹ŀňƘĴş̹ƄŲ̹ ƀŅĴ̹ŅĜĩňƀ̹ŦĿ̹ƙŵňƀňşŀ̹ƙňƀŅ̹ŦŘİ̹ ŘĴƀƀĴŵŹ˫̹bŅĴŵĴ̹ƙĜŹ̹ĴƘĴş̹Ĝ̹
ĪŅĜşŀĴ̹ ňş̹ ƀŅĴ̹ĜŘŲŅĜĩĴƀ˦̹ ĩƄƀ̹ ƀŅĴƟ̹ ŵĴĜİ̹ ĿŦŵ̹ Ĝ̹ ŘŦşŀ̹ ƀňŞĴ̹Ĝşİ̹ ƀŦŦŖ̹şŦƀĴŹ̹
ƙňƀŅ̹�ŵĜĩňĪ̹ŘĴƀƀĴŵŹ̹˾HŵƀĜƟŘŉ˦̹ʇʅʆʍ˿˫

5.2. The concept of the word khatt 

As mentioned in Chapter II, calligraphy is an English term that derives 
ĿŵŦŞ̹$ŵĴĴŖ̹kallos and graphos, and is generally translated as beautiful 
handwriting, hence in a broader sense, calligraphy is basically accepted 
ĜŹ̹ ŵŦƄŀŅŘƟ̹ ĴŴƄňƘĜŘĴşƀ̹ ƀŦ̹ ƀŅĴ̹ �ŵĜĩňĪ̹ şŦƄş̹ ŖŅĜƀƀ˰̹ ŅŦƙĴƘĴŵ˦̹ ĜŹ̹ ŹƀĜƀĴİ̹
earlier, in order to understand whether they have equal each other 
considering the perception of their content, it is necessary to examine 
İĴĴŲŘƟ˫̹

bŅĴ̹�ŵĜĩňĪ̹şŦƄş̹khatt̹ ňŹ̹İĴǬşĴİ̹ĜŹ̹ ̚ŘňşĴ˦̛ ̹ ̚ŹƀŵĴĜŖ˦̛ ̹Ŧŵ̹ ̚ŹƀŵňŲĴ˦̛ ̹ ̚ƀŵĜĪŅ˦̛ ̹
̚ŲĜƀŅ˦̛ ̹ Ŧŵ̹ ̚ŵŦĜİ̛̹ ˾�ŘĜňŵ˦̹ ʇʅʅʋ˥̹ ƞƞƘ˿˦̹ Ĝşİ̹9ĜĴŹƀŘĴ̹ ˾ʇʅʅʍ˿̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ƀŅĴ̹
word khatt̹ ňŹ̹ İĴŵňƘĴİ̹ ĿŵŦŞ̹ ̚ŘňşĴ˦̹ İĴŹňŀş˦̹ Ĝşİ̹ ĪŦşŹƀŵƄĪƀňŦş̛̹ ˾9ĜĴŹƀŘĴ˦̹
ʇʅʅʍ˥̹şŲ˫˿˫̹ ,ƀ̹ ňŹ̹ĜŘŹŦ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ƀŅĴ̹ƀŵĜİňƀňŦş̹ŦĿ̹�ŵĜĩňĪ̹khatt is closely 
ŵĴŘĜƀĴİ̹ ƀŦ̹ ƀŅĴ̹ şŦƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ƀŵĜĪĴ˫̹ �ƘĴş̹ƙňƀŅ̹ ƀŅňŹ̹ ňşĿŦŵŞĜƀňŦş˦̹ ňƀ̹ ĪĜş̹
be claimed that the understanding of the contemporary western 
ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ Ĝşİ̹ ƀŅĴ̹ ŲŵĜĪƀňĪĴŹ̹ [ŅŦƙ̹ ĪŘŦŹĴ̹ ŵĴŹĴŞĩŘĜşĪĴ̹ ƙňƀŅ̹ ƀŅĴňŵ̹
ŹƀŵŦŖĴŹ˦̹ŘňşĴŹ˦̹Ŧŵ̹ŞĜŵŖŹ̹ƀŅĜƀ̹ĜŵĴ̹ĴŞŲŘŦƟĴİ̹ƀŦ̹ŘĴĜƘĴ̹Ĝ̹ŞĜŵŖ̹ŦĿ̹ƀŅĴ̹ŅĜşİ̹
ƀŦ̹ƀŅňŹ̹İĴǬşňƀňŦş̹ŦĿ̹khatt˫̹

�ĪĪŦŵİňşŀ̹ƀŦ̹�ŘĜňŵ̹˾ʇʅʅʍ˿˦̹ŲŵĴ̐,ŹŘĜŞňĪ̹ŲŦĴƀŹ˦̹ŹƄĪŅ̹ĜŹ̹,ŞŵƄ̝Ř̐VĜƟŹ̹˾ĩ˫̹ʊʅʆ̹
��˿̹Ĝşİ̹;Ĝĩňİ̹˾ʊʋʅ̐ʋʋʆ̹��˿˦̹ƄŹĴİ̹ƀŅĴ̹şŦƄş̹khatt to refer to the traces of 
the sand left by abandoned composites, standard tropes in their poetry 
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(qasidas˿˦̹ Ŧŵ̹ ŦİĴŹ̹ ƀŅĜƀ̹ ĪŦŘŘĴĪƀĴİ̹ Ĝşİ̹ ŖşŦƙş̹ ĜŹ̹ Mu’allaqat˫̹ AĴİňĴƘĜŘ̹
AƄŹŘňŞŹ̹ƙĴŘŘ̹ĜƙĜŵĴ̹ŦĿ̹ƀŅňŹ̹ňŞĜŀĴŵƟ̹Ĝşİ̹İĴǬşĴİ̹khatt as the extended 
ƀŵĜĪĴ̹ ŦĿ̹ Ĝ̹ ƀŅňşŀ˫̹ AŦŵĴŦƘĴŵ˦̹ ƀŅĴ̹ şŦƄş̹ khatt also contains the idea of 
writing that can be understood from various translations as “line 
Ĝşİ̹ ŹƀŵŦŖĴ˦̹ ŹƀŵňŲĴ̹ ĜŹ̹ƙĴŘŘ̹ ĜŹ̹ ŅĜşİƙŵňƀňşŀ˦̹ƙŵňƀňşŀ˦̹ ŹĪŵňŲƀ˦̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹
ŲĴşŞĜşŹŅňŲ̛̹˾�ŘĜňŵ˦̹ʇʅʅʋ˦̹ƞƞƘ˿˫̹

#ŵŦŞ̹ƀŅĴŹĴ̹İĴǬşňƀňŦşŹ˦̹ňƀ̹ĪĜş̹ĩĴ̹ƄşİĴŵŹƀŦŦİ̹ƀŅĜƀ̹ƀŅĴŵĴ̹ňŹ̹şŦ̹ĜŲŲĜŵĴşƀ̹
İňŹƀňşĪƀňŦş̹ ĩĴƀƙĴĴş̹ ƙŵňƀňşŀ̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňş̹ ƀŅĴ̹ ǬŵŹƀ̹ ŲŘĜĪĴ˦̹ ĜŹ̹
contrary to the western perspective examined in Chapter II, and also it 
can be said that khatt probably consists of the act of drawing, writing, 
even painting that basically any action that helps to leave the trace, 
ŘňşĴ˦̹Ŧŵ̹ŞĜŵŖ˫̹bŅňŹ̹ĿĴĜƀƄŵĴ̹ĜŘŹŦ̹ƀĜŖĴŹ̹ŵĴŹĴŞĩŘĜşĪĴ̹ƙňƀŅ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ƀŅĜƀ̹ňŹ̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,q˫

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ �ŘĜňŵ̹ ˾ʇʅʅʍ˿̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ƙŵňƀňşŀ̹ ňŹ̹ Ĝ̹ ĪŦŞŞŦş̹
ĴƞŲŘĜşĜƀňŦş̹ ĿŦŵ̹ ƀŅĴ̹ şĜŵŵŦƙĴŵ̹ İĴǬşňƀňŦş̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƙŅňĪŅ̹ ĜŘŹŦ̹
consists of its implicit assumptions of aesthetic qualities of a script, 
based on the Arabic phrases such as al-khatt al-badi or al-khatt al-jamil 
ƀŅĜƀ̹ ŞĴĜşŹ̹ ĩĴĜƄƀňĿƄŘ̹ ƙŵňƀňşŀ˫̹ rňƀŅ̹ ƀŅĴ̹ ŞŦŵĴ̹ ŵĴŹƀŵňĪƀĴİ̹ İĴǬşňƀňŦş̹
of calligraphy, the concept seems to be described as a script that 
the writer executes with the intention of an impact the viewer in an 
aesthetic manner, not conveying only the information through the 
ŹĴŞĜşƀňĪ̹ĪŦşƀĴşƀ̹ĩƄƀ̹ĜŘŹŦ̹̚ŹŲĴĜŖ̹ƀŅŵŦƄŀŅ̹ňƀŹ̹ĿŦŵŞĜŘ̹ĜŲŲĴĜŵĜşĪĴ̛̹˾�ŘĜňŵ˦̹
ʇʅʅʋ˦̹ ƞƞƘ˿˦̹ Ŧş̹ ƀŅĴ̹ ĪŦşƀŵĜŵƟ̹ ƀŦ̹ ƀŅĴ̹ ĜşĪňĴşƀ̹ƙŵňƀňşŀ̹ ŦĿ̹ ƀŅĴ̹rĴŹƀ̹ƙŅĴş̹
functionality was the main goal which could be achieved through the 
ŵĴĪŦŀşňƀňŦş̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹ƀŅĜƀ̹ƙĴŵĴ̹ƙĴŘŘ̹ĴƞĴĪƄƀĴİ˫̹

It is also stated that through the linguistic analogy, calligraphy is 
explained here as writing as fusha̹ ˾ŘňƀĴŵĜŵƟ̹�ŵĜĩňĪ˿̹ňŹ̹ƀŦ̹İňŵĴĪƀ̹ŹŲĴĴĪŅ˦̹
ƀŅĜƀ̹ŞĴĜşŹ̹ňƀ̹ňŹ̹ŦŲŲŦŹňƀĴ̹ƀŦ̹ĪĜĪŦŀŵĜŲŅƟ˫̹bŅňŹ̹İĴǬşňƀňŦş̹ƄŹƄĜŘŘƟ̹ĪŦşŹňŹƀŹ̹
of handwritten conveying information that can be readable; however, 
ňƀ̹ňŹ̹şŦƀ̹ƙŵňƀƀĴş̹ĪĜŵĴŘĴŹŹŘƟ̹Ĝşİ̹ŵĜşİŦŞŘƟ˦̹ĩƄƀ̹ňƀ̹ƙňŘŘ̹ĪĜŵŵƟ̹ƀŅĴ̹İňǣĴŵĴşƀ̹
ňŞŲŘĴŞĴşƀŹ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ƘĜŵňŦƄŹ̹ ŅĜşİŹ̹ ˾�ŘĜňŵ˦̹ ʇʅʅʋ˿˫̹ )ĴŵĴ˦̹ ňƀ̹ ňŹ̹
understood that the written word’s imagery does not supersede what is 
ƙŵňƀƀĴş̹ňş̹Ĝ̹ŵĴŹƀŵňĪƀĴİ̹İĴǬşňƀňŦş˫̹

rĜƀĴŵŞĜş̹˾ʇʅʅʎ˿̹ŹƀĜƀĴŹ̹ƀŅĜƀ̹ƀŅĴ̹ĪŦŵŵĴĪƀ̹ĿŦŵŞĜƀňŦş̹ŦĿ̹ĪŅĜŵĜĪƀĴŵŹ̹ƙňƀŅ̹
their various parts ordering and harmonic proportion heralds the art 
of beautiful or elegant handwriting, which is the most appropriate 
İĴǬşňƀňŦş̹ ŦĿ̹ AňİİŘĴ̹ �ĜŹƀ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ )Ĵ̹ ƄşİĴŵŘňşĴŹ̹ ƀŅĜƀ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹
Ĝ̹ ŹňŀşňǬĪĜşƀ̹ Ĝŵƀ̹ ĿŦŵŞ˦̹ ňŹ̹ ĴƞĴĪƄƀĴİ̹ ƙňƀŅ̹ ňƀŹ̹ ĜĴŹƀŅĴƀňĪ̹ ĪŦşŹňİĴŵĜƀňŦşŹ̹
ƀŅŵŦƄŀŅ̹ĪŦŵŵĴĪƀ̹ĪŦşŹƀŵƄĪƀňŦş̹Ĝşİ̹ŲŵŦŲŦŵƀňŦşŹ̹ŦĿ̹ƀŅĴ̹ĪŅĜŵĜĪƀĴŵŹ˫

AŦŵĴŦƘĴŵ˦̹ ;ĴĴ̐BňňşňŦœĜ̹ ˾ʇʅʆʍ˿̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ĴĜĪŅ̹ ŹƀƟŘĴ̹ ŅĜŹ̹ ňƀŹ̹ Ŧƙş̹
characteristics and not all styles permit variations; hence it is supposed 
to follow the rule of calligraphy that points at the “secret beauty of 
ĪĜŘŘňŀŵĜŲŅƟ̛̹ ƀŅĜƀ̹ ĪŦŞĴŹ̹ ƙňƀŅ̹ ̚ƀŅĴ̹ ŹƀŵĜňŀŅƀ̹ ŘňşĴŹ̹ Ĝşİ̹ şĴĜƀ̹ ŹŅĜŲĴŹ̹ ŦĿ̹
ŘĴƀƀĴŵŹ̛̹ ˾;ĴĴ̐BňňşňŦœĜ˦̹ ʇʅʆʍ˥̹ ʍʇ˿˫̹ �ĪĪŦŵİňşŀ̹ ƀŦ̹ ŅĴŵ˦̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňş̹ ƀŅĴ̹
Middle East is architecture-space between the length and width of 
ŘĴƀƀĴŵŹ˦̹ĩĴƀƙĴĴş̹ ƀŅĴ̹ƘĴŵƀňĪĜŘŹ̹Ĝşİ̹ŅŦŵňƥŦşƀĜŘŹ˫̹bŅĜƀ̹ŞĴĜşŹ̹ ŘĴƀƀĴŵŹ̹ĪĜş̹
ĩĴ̹ ŘňşŖĴİ̹ Ŧŵ̹ ĴƞĴĪƄƀĴİ̹ ŹĴŲĜŵĜƀĴŘƟ˦̹ Ĝşİ̹ ƀŅĴ̹ ŞŦŹƀ̹ ĩĴĜƄƀňĿƄŘ̹ ĩĜŘĜşĪĴ̹ ňŹ̹
ĜĪŅňĴƘĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ŲŵŦŲŦŵƀňŦşŹ̹ŦĿ̹ƀŅĴ̹ǬŵŹƀ̹ŘĴƀƀĴŵŹ̹ŦĿ̹ƀŅĴ̹ĜŘŲŅĜĩĴƀ˦ alif 
ƀŅĜƀ̹ƙňŘŘ̹ŞĴşƀňŦş̹ĿŦŘŘŦƙňşŀ˫̹
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bŅĴ̹ĩĴĜƄƀƟ̹ŦĿ̹ƀŅĴ̹ĿŦŵŞ̹ĜŘŹŦ̹ĪĜş̹ĩĴ̹ƄşİĴŵŹƀŦŦİ̹ĿŵŦŞ̹ƀŅĴ̹ŹƀĜƀĴŞĴşƀŹ̹ŦĿ̹Ĝ̹
ĪĜŘŘňŀŵĜŲŅĴŵ˦̹,ĩş̹AƄŴŘĜ̹˾ʍʍʋ̐ʎʉʅ˿˦̹ƀŅĜƀ̹ňŹ̹ŴƄŦƀĴİ̹ĜŹ˥

˧ŵŦƄşİ̹Ŧǣ̹ƀŅĴ̹ŹŅĜŲĴ̹ŦĿ̹ƀŅĴ̹ĪŅĜŵĜĪƀĴŵŹ˰̹ŦĩŹĴŵƘĴ̹ƀŅĴ̹ŘĜƙŹ̹ŦĿ̹ŲŵŦŲŦŵƀňŦş˰̹ĪŘĴĜŵŘƟ̹İňŹƀňşŀƄňŹŅ̹
ƀŅĴ̹ŀĴŦŞĴƀŵňĪ̹ĿŦŵŞŹ̹ĜĪĪŦŵİňşŀ̹ƀŦ̹ƀŅĴňŵ̹ŞŦƘĴŞĴşƀ˦̹ŅŦŵňƥŦşƀĜŘ˦̹ƘĴŵƀňĪĜŘ˦̹ŦĩŘňŴƄĴ̹Ĝşİ̹ĪƄŵƘĴİ˰̹
ŦĩŹĴŵƘĴ̹ĪĜŵĴĿƄŘŘƟ̹ƀŅĴ̹ƀŅňĪŖşĴŹŹ̹Ĝşİ̹ƀŅňşşĴŹŹ̹ŦĿ̹ƀŅĴ̹ŘňşĴ˰̹ŖĴĴŲ̹ƀŅĴ̹ŅĜşİ̹ŹƀĴĜİƟ̹ĩƄƀ̹ŵĴŘĜƞĴİ̹
ƙŅĴş̹ŅĜşİŘňşŀ̹ƀŅĴ̹ŲĴş˦̹ŹŦ̹ƀŅĜƀ̹ƀŅĴ̹ŘňşĴ̹ŹŅŦƙŹ̹şŦ̹Źňŀş̹ŦĿ̹ƙĜƘĴŵňşŀ˫̹bŅĴŹĴ̹ŲŵňşĪňŲŘĴŹ̹ƙĴŵĴ̹
ƀŦ̹ŀňƘĴ̹ŅĜŵŞŦşňŦƄŹ̹ĿŦŵŞ̹ƀŦ̹ƀŅĴ̹Ĝŵƀ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹˾;ĴĴ̐BňňşňŦœĜ˦̹ʇʅʆʍ˥̹ʈʎ˿

fŲ̹ ƄşƀňŘ̹ şŦƙ˦̹ ƀŅĴ̹ ƄşİĴŵŹƀĜşİňşŀ̹ ŦĿ̹ ĩĴĜƄƀƟ̹ ŹĴĴŞŹ̹ ŹňŞňŘĜŵ̹ ƀŦ̹rĴŹƀĴŵş̹
perception in the realm of calligraphy, which refers to well-constructed 
letters with the right proportions, which is crucial to writing legible text, 
ƄşİĴŵŘňşňşŀ̹ ƀŅĴ̹ ĿƄşĪƀňŦşĜŘ̹ ƄŹĜŀĴ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ �ŘŹŦ˦̹ ĪŦşŹňİĴŵňşŀ̹ ƀŅĴ̹
rough translation of calligraphy through kallos and graphos -beautiful 
ƙŵňƀňşŀ̐˦̹ ňş̹ŹŦŞĴ̹ŲĜŵƀ˦̹ ŹňŀşňǬĪĜşƀ̹ ƀŅĜƀ̹ ňşİĴĴİ˦̹ ƀŅĴ̹İĴŘňŀŅƀĿƄŘŘƟ̹ƙŵňƀƀĴş̹
word is assessed as an essential part in Islam that also stresses that 
ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ŦĿƀĴş̹ňşƀĴŵƀƙňşĴİ̹ƙňƀŅ̹ŵĴŘňŀňŦƄŹ̹ŹňŀşňǬĪĜşĪĴ̹ĩĴĪĜƄŹĴ̹ƀŅĴ̹
)ŦŘƟ̹�ŦŦŖ̹VƄŵ̝Ĝş̹ňŹ̹ƙŵňƀƀĴş̹ƙňƀŅ̹ƀŅĴ̹�ŵĜĩňĪ̹ĜŘŲŅĜĩĴƀ˦̹ƙŅňĪŅ̹ĪĜƄŹĴŹ̹ƀŦ̹
ĜƀƀŵňĩƄƀĴ̹ňƀ̹İňƘňşĴ˫̹bŅĜƀ̹ŞĴĜşŹ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŅĜŹ̹ĩĴĪŦŞĴ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞĜňş̹
ĴƞŲŵĴŹŹňŦşŹ̹ŦĿ̹ ,ŹŘĜŞ̹ĜŹ̹Ĝ̹ ŵĴŲŵĴŹĴşƀĜƀňŦşĜŘ̹ Ĝŵƀ̹ ˾�Ř̐BĜŹŵĜƙň˦̹�ŘŞƄŖŅƀĜŵ˦̹
Λ̹ �Ř̐�ĜŘİĜƙň˦̹ ʇʅʆʊ˿˦̹ Ĝşİ̹ ƀŅĴ̹ VƄŵ̝ĜşňĪ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ŹƄĩŹĴŴƄĴşƀŘƟ̹
calligraphy, in general, started to gain the position as an artistic medium 
Ŧş̹ĴƘĴŵƟ̹ŘĴƘĴŘ̹ŦĿ̹,ŹŘĜŞňĪ̹ĪňƘňŘňƥĜƀňŦş̹˾WĜœŲƄƀ˦̹ʇʅʆʉ˿˫̹)ĴşĪĴ˦̹ňƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹
ƀŅĜƀ̹ƀŅĴŵĴ̹ ňŹ̹ŞŦŵĴ̹ƀŅĜş̹ƀŅĴ̹ŹĴŞĜşƀňĪ̹ŞĴĜşňşŀ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŅĴŵĴ˫̹
bŅĴŹĴ̹ĜƀƀŵňĩƄƀĴİ̹ƘĜŘƄĴŹ̹ ĪĜş̹ĩĴ̹ƄşİĴŵŹƀŦŦİ̹ĩƟ̹ĴƞĜŞňşňşŀ̹ŅŦƙ̹ƙŵňƀňşŀ̹
ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĩƟ̹ ,ŹŘĜŞ˦̹ ƙŅňĪŅ̹ ƙňŘŘ̹ ĩĴ̹ ŅĴŘİ̹ ňş̹ ĿŦŘŘŦƙňşŀ̹ ŲĜŵƀ̹ ̚ʊ˫ʈ˫̹ bŅĴ̹
ňŞŲŦŵƀĜşĪĴ̹ŦĿ̹rŵňƀňşŀ̹ƀŦ̹,ŹŘĜŞňĪ̹�ƄŘƀƄŵĴ˫̛

)ĴşĪĴ˦̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙňƀŅ̹�ŵĜĩňĪ̹ŹĪŵňŲƀ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ ňşĿŦŵŞĜƀňŦş̹ƀŅŵŦƄŀŅ̹
its semantic content and its formal appearance, also the resonance of 
ĜƄŵĜŘ̹ŦĿ̹ňƀ̹ĿŦŵ̹ƀŅĴ̹ŵĴĜİĴŵ̹ƙŅŦ̹ŵĴĪňƀĴŹ̹ƀŅĴ̹ƙŵňƀƀĴş̹ƙŦŵİ̹ƀŦ̹ňşƀĴŵşĜŘňƥĴ̹ƀŅĴ̹
ŹŦƄşİŹ˫̹�ŘĜňŵ̹˾ʇʅʅʍ˿̹ĪŘĜňŞŹ̹ƀŅĜƀ̹ĴƘĴş̹ƙňƀŅŦƄƀ̹ŵĴĜİňşŀ̹Ŧŵ̹ƄşİĴŵŹƀĜşİňşŀ̹
ňƀ̹ ǬŵŹƀ˦̹ ňƀ̹ ňŹ̹ ŲŦŹŹňĩŘĴ̹ ƀŦ̹ ĜŲŲŵĴĪňĜƀĴ̹ ƀŅĴ̹ �ŵĜĩňĪ̹ ƙŵňƀňşŀ̹ ŹƟŹƀĴŞ̝Ź̹
ĿƄşİĜŞĴşƀĜŘ̹ ŲŵňşĪňŲŘĴŹ̹ ňĿ̹ ŦşĴ̹ ňŹ̹ ĜŘŵĴĜİƟ̹ ĜƙĜŵĴ˫̹ ,ƀ̹ ňŹ̹ ĜŘŹŦ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹
from the artistic point of view, it has been appreciated for its diversity 
and the vast potential for development that has been connected to the 
�ŵĜĩňĪ̹ ĪňƘňŘňƥĜƀňŦş̹ ňş̹ƘĜŵňŦƄŹ̹ǬĴŘİŹ̹ ŹƄĪŅ̹ ĜŹ̹ ŵĴŘňŀňŦş˦̹ Ĝŵƀ˦̹ ĜŵĪŅňƀĴĪƀƄŵĴ˦̹
ĴİƄĪĜƀňŦş˦̹Ĝşİ̹ĪŵĜĿƀŹŞĜşŹŅňŲ̹ƀŅĜƀ̹ƀŦŦŖ̹Ĝ̹ŀŵĴĜƀ̹ŵŦŘĴ̹ňş̹ňƀŹ̹ĜİƘĜşĪĴŞĴşƀ˫̹
�ƘĴş̹ ƀŅňŹ̹ Ĝŵƀ̹ ĿŦŵŞ̹ ĪĜş̹ ĩĴ̹ ƀŵĜĪĴİ̹ ĩĜĪŖ̹ ĪĴşƀƄŵňĴŹ˦̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
often constantly practice the old masters’ techniques, new styles with a 
ŞŦİĴŵş̹ňşǭƄĴşĪĴ̹ĪŦşŹƀĜşƀŘƟ̹ĴƘŦŘƘňşŀ˫

rňƀŅ̹ Ĝ̹ ŀĴşĴŵĜŘ̹ ĴİƄĪĜƀňŦş̹ ňş̹ İĴĪĴşƀ̹ ƙŵňƀňşŀ̹ ĩĜŹňĪŹ˦̹ Ĝ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ ňŹ̹
ĪĜŘŘĴİ̹Ĝ̹ŖŅĜƀƀĜƀ˦̹ƙŅŦ̹ŀĜňşĴİ̹Ĝ̹ŵĴŲƄƀĜƀňŦş̹ƙňƀŅ̹ŀŦŦİ̹ŅĜşİƙŵňƀňşŀ̹ĜĿƀĴŵ̹
ŘŦşŀ̹ ƀŵĜňşňşŀ̹ ƀŅĜƀ̹ ƀŵĜşŹĿĴŵŵĴİ̹ ĿŵŦŞ̹ ŞĜŹƀĴŵ̹ ƀŦ̹ ĜŲŲŵĴşƀňĪĴ˫̹ rŅŦĴƘĴŵ̹
desires to learn this art is supposed to do it from masters to instruct 
ŅňŞ̹ ŘĴƀƀĴŵ̹ ĩƟ̹ ŘĴƀƀĴŵ˦̹ ňşİňƘňİƄĜŘŘƟ̹ Ŧŵ̹ ňş̹ Ĝ̹ ŹŞĜŘŘ̹ ŀŵŦƄŲ˫̹ #ňŵŹƀ˦̹ ŲƄŲňŘŹ̹ ĜŵĴ̹
supposed to learn how to write each letter separately, and they master 
ƀŅĴ̹ŞĴŵŀňşŀ̹ Ĝşİ̹ ĪŦşşĴĪƀňŦş̹ ŦĿ̹ ŘĴƀƀĴŵŹ̹ ňş̹ ŹƟŘŘĜĩŘĴŹ̹ Ĝşİ̹ƙŦŵİŹ˫̹fşİĴŵ̹
the guidance of the master, the pupil is supposed to learn how to sit 
appropriately, generally squatting, and also may sit on his heels; the 
ŲĜŲĴŵ̹ŅĜŹ̹ƀŦ̹ĩĴ̹ŵĴŹƀĴİ̹Ŧş̹ŅňŹ̹ŘĴĿƀ̹ŅĜşİ̹Ŧŵ̹Ŧş̹ƀŅĴ̹ŖşĴĴ̹ƀŦ̹ŖĴĴŲ̹ňƀ̹ŹŘňŀŅƀŘƟ̹
ǭĴƞňĩŘĴ̹ňş̹ĴƞĴĪƄƀňşŀ̹ƀŅĴ̹ŵŦƄşİ̹ĴşİňşŀŹ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵ˫̹)Ĵ̹ňŹ̹ĴƞŲĴĪƀĴİ̹ƀŦ̹
ŀŵĜİƄĜƀĴ̹ƙňƀŅ̹ŅňŀŅ̹ŹŖňŘŘŹ̹ĜĿƀĴŵ̹Ĝ̹ǬƘĴ̐ƟĴĜŵ̹ƀŵĜňşňşŀ̹ŲĴŵňŦİ̹Ĝşİ̹ĩĴ̹ŵĴĜİƟ̹
ĿŦŵ̹ƀŅĴ̹ĴƞĜŞňşĜƀňŦş̹ĩĴĿŦŵĴ̹ƀŅŵĴĴ̹ŞĜŹƀĴŵŹ˫̹[ƄŲŲŦŹĴ̹ƀŅĴ̹ŲƄŲňŘ̹ŞĜşĜŀĴŹ̹
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ƀŦ̹ ŹĜƀňŹĿƟ̹ ƀŅŵĴĴ̹ ŞĜŹƀĴŵŹ̹ ƙňƀŅ̹ ŅňŹ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ ,ş̹ ƀŅĜƀ̹ ĪĜŹĴ˦̹ ŅĴ̹ ƙĜŹ̹
ŅŦşŦŵĴİ̹ ƀŦ̹ĩĴ̹ĪĜŘŘĴİ̹ŖŅĜƀƀĢƀ̹Ĝşİ̹ ƀŅƄŹ̹ŵĴĪĴňƘĴİ̹ ƀŅĴ̹ ňœĢƥĜ̹ ˾ŲĴŵŞňŹŹňŦş˿˦̹
which allowed the calligrapher to sign his product with his name and 
ŲŵĜĪƀňĪĴ̹ŅňŹ̹Ĝŵƀ˫̹HşĴ̹ŦĿ̹ ƀŅĴ̹ŅňŀŅĴŹƀ̹ŀŦĜŘŹ̹ŦĿ̹Ĝ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ ňŹ̹ ƀŦ̹ƙŵňƀĴ̹
ƀŅĴ̹VƄŵ̝Ĝş̹ƙňƀŅ̹ ŅňŹ̹ƙŦŵƀŅƟ̹ Ĝşİ̹ İňŹƀňşĪƀňƘĴ̹ ŹƀƟŘĴ̹ ƀŅĜƀ̹ ňŹ̹ ŦşŘƟ̹ ĜŘŘŦƙĴİ̹
ƀŦ̹ƀŦƄĪŅ̹ĩƟ̹ƀŅĴ̹ŲƄŵĴ̹ŹŦƄŘ˫̹�ƄĴ̹ƀŦ̹ƀŅĴ̹ƙŵňƀňşŀ̹ŦĿ̹ŹĜĪŵĴİ̹ƙŦŵİŹ̹ŦĿ̹$Ŧİ˦̹
it was expected that the calligrapher had to be clean, for “purity of 
ƙŵňƀňşŀ̹ňŹ̹ƀŅĴ̹ŲƄŵňƀƟ̹ŦĿ̹ƀŅĴ̹ŹŦƄŘ˫̛ ̹bŅĜƀ̹ŲŦňşƀŹ̹ƀŦ̹Ĝ̹ĪĴŵƀĜňş̹ŲŹƟĪŅŦŘŦŀňĪĜŘ̹
character of a calligrapher, which is claimed as “of sweet character and 
ŦĿ̹Ĝş̹ƄşĜŹŹƄŞňşŀ̹İňŹŲŦŹňƀňŦş̛̹˾[ĪŅňŞŞĴŘ˦̹ʆʎʎʅ˥̹ʈʋ̐ʈʌ˿˫

bŅĴ̹ŘĴƀƀĴŵŹ̹ŦĿ̹ƀŅĴ̹VƄŵ̝Ĝş̹ĩĴĪĜŞĴ̹Ĝ̹ƀĜşŀňĩŘĴ̹Źňŀş̹ŦĿ̹ƀŅĴ̹ƘňĪƀŦŵƟ̹ŦĿ̹,ŹŘĜŞ˰̹
ƀŅĴŵĴĿŦŵĴ˦̹ ƀŅĴƟ̹ ƙĴŵĴ̹ ĜİŦŲƀĴİ̹ ĩƟ̹ ƘĜŵňŦƄŹ̹ ŲĴŦŲŘĴŹ̹ ƙňƀŅ̹ şŦş̐[ĴŞňƀňĪ̹
ŘĜşŀƄĜŀĴŹ˫̹bŅĴƟ̹ĜŘŹŦ̹ĪĜŵŵƟ̹ƀŅĴ̹ŲŘĴşƀňĿƄŘşĴŹŹ̹ƀŅĜƀ̹�ŵĜĩňĪ̹Ĝşİ̹ňƀŹ̹ŘĴƀƀĴŵŹ̹
ĩĴĜŵ̹İƄĴ̹ƀŦ̹ƀŅĴňŵ̹ŵŦŘĴŹ̹ĜŹ̹ƘĴŹŹĴŘŹ̹ĿŦŵ̹ƀŅĴ̹ŵĴƘĴŘĜƀňŦş˫̹bŅĴŵĴĿŦŵĴ˦̹ňƀ̹ĩĴĪĜŞĴ̹
ňşİňŹŲĴşŹĜĩŘĴ̹ ƀŦ̹ƙŵňƀĴ̹ ƀŅĴ̹ �ňƘňşĴ̹ƙŦŵİ̹ ĜŹ̹ ĩĴĜƄƀňĿƄŘ̹ ĜŹ̹ ŲŦŹŹňĩŘĴ˫̹ ,ƀ̹ ňŹ̹
ĜŘŹŦ̹ŞĴşƀňŦşĴİ̹ňş̹ƘĜŵňŦƄŹ̹ŅĜİňƀŅŹ̹ƙŅňĪŅ̹ŲŵŦŞňŹĴ̹ƀŅĜƀ̹̚)Ĵ̹ƙŅŦ̹ƙŵňƀĴŹ̹
ƀŅĴ̹ ĩĜŹŞĜŘĜ̹ ĩĴĜƄƀňĿƄŘŘƟ̹ ŦĩƀĜňşŹ̹ ňşşƄŞĴŵĜĩŘĴ̹ ĩŘĴŹŹňşŀŹ̛̹ Ŧŵ̹ ̚ƙňŘŘ̹ ĴşƀĴŵ̹
TĜŵĜİňŹĴ̛̹˾[ĪŅňŞŞĴŘ˦̹ʆʎʎʅ˥̹ʍʅ˿˫̹bŅĜƀ̹ŞĴĜşŹ˦̹ƙňƀŅ̹,ŹŘĜŞ˦̹ƀŅĴ̹ƀĴŵŞ̹ĩĴĜƄƀƟ̹
in calligraphy attains another perspective, which basically serves to 
honor the name of God that can be attained with a unique attitude and 
ĪŅĜŵĜĪƀĴŵ̹ŦĿ̹ƀŅĴ̹ƙŵňƀĴŵ˫̹rňƀŅ̹ĜŵİƄŦƄŹ̹ƀŵĜňşňşŀ˦̹ĜĿƀĴŵ̹ĜĪŴƄňŵňşŀ̹ƀŅĴ̹ŹŖňŘŘ̹
of executing calligraphy, the master can write calligraphy beautifully 
şŦƀ̹ œƄŹƀ̹ ƙňƀŅ̹ ƀŅĴ̹ ĜŲŲŵŦŲŵňĜƀĴ̹ ŲŵŦŲŦŵƀňŦşŹ̹ Ŧŵ̹ ĪŦşŹƀŵƄĪƀňŦşŹ̹ ĩƄƀ̹ ĜŘŹŦ̹
ƙňƀŅ̹ ƀŅĴ̹İňƘňşĴ̹ƙŦŵİŹ̹ŦĿ̹ ƀŅĴ̹VƄŵ̝Ĝş˦̹ƙŅňĪŅ̹ĪĜş̹ĴŘĜĩŦŵĜƀĴ̹Ĝşİ̹ĴŘĴƘĜƀĴ̹
ƀŅĴ̹ƙŵňƀƀĴş̹ƙŦŵİ̹ƀŦ̹ƀŅĴ̹ŹƀĜƀĴ̹ŦĿ̹ĩĴĜƄƀƟ˫̹

[ĪŅňŞŞĴŘ̹ ˾ʆʎʎʅ˿̹ ŞĴşƀňŦşŹ̹ ƀŅĜƀ̹ Ĝ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̝Ź̹ ŀĴşĴŵĜŘ̹ ĪĜŵĴĴŵ̹ ŘňşĴ˦̹
which is relatively uniform, means that they generally grow up in an 
intellectual environment, often study with relatives, and then either 
ŀĜňş̹ƀŅĴňŵ̹ŘňƘĴŹ̹ĜŹ̹Ĝş̹ňşİĴŲĴşİĴşƀ̹Ŧŵ̹ĪŦƄŵƀ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹Ŧŵ̹œŦňş̹ƘĜŵňŦƄŹ̹
ŲŵĜĪƀňĪĜŘ̹ ŲŵŦĿĴŹŹňŦşŹ˫̹ �ĿƀĴŵ̹ ĜĩŦƄƀ̹ ʆʊʅʅ˦̹ ňş̹ HƀƀŦŞĜş̹ bƄŵŖĴƟ˦̹ ƀĜŘĴşƀĴİ̹
youngers with the desire to participate in the training of calligraphy 
ňş̹ ,ŹƀĜşĩƄŘ˦̹ ƙŅĴŵĴ̹ ƀŅĴ̹ Ĝŵƀ̹ ǭŦƄŵňŹŅĴİ̹ ƄşİĴŵ̹ ƀŅĴ̹ ŹƄŘƀĜşŹ̝̹ ŲĜƀŵŦşĜŀĴ˫̹
Many of them might be employed as teachers in the imperial schools 
or theological schools (madrasas˿̹Ŧŵ̹ƙŦŵŖ̹ňş̹ƀŅĴ̹ŹƄŘƀĜş̝Ź̹ĪŅĜşĪĴŘŘĴŵƟ̹Ŧŵ̹
ŹŦŞĴ̹ƘňƥňĴŵ˦̹ŵĴŘňŀňŦƄŹ̹ĜİŞňşňŹƀŵĜƀňŦş˦̹Ŧŵ̹ǬşĜşĪňĜŘ̹ŦǤĪĴŹ˫

[ĪŅňŞŞĴŘ̹ ˾ʆʎʎʅ˿̹ ĜŘŹŦ̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ŲŵŦĩĜĩŘƟ̹ ƀŅĴ̹ ŞŦŹƀ̹ ŹŲŘĴşİňİ̹ ŵŦƟĜŘ̹
tradition of calligraphy can be encountered in the Ottoman house, 
ƙŅĴŵĴ̹ ĜŘŞŦŹƀ̹ ĴƘĴŵƟ̹ ŵƄŘĴŵ̹ ƙĜŹ̹ ŖşŦƙş̹ ĜŹ̹ Ĝ̹ ĪĜŘŘňŀŵĜŲŅĴŵ˫̹ 9ňşŀŹ̹ Ĝşİ̹
İĴŵƘňŹŅĴŹ̹ ƙĴŵĴ̹ ĜŘŹŦ̹ ĿŦşİ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŅĜƀ̹ ĪŦƄŘİ̹ ĜİŦŵş̹ ƀŅĴ̹ rŦŵİ̹
ŦĿ̹ $Ŧİ̹ŞŦŹƀ̹ ĩĴĜƄƀňĿƄŘŘƟ̹ ĿŦŵ̹ ƀŅĴŞ˫̹ ,ƀ̹ ĜŘŹŦ̹ ňşŹŲňŵĴİ̹ ƀŅĴŞ̹ ƀŦ̹ ĪŵĴĜƀĴ̹ Ĝş̹
artistic equilibrium between the content of the verse and its delicate 
calligraphic line in which the music of the verse and the line’s music 
ĜŵĴ̹ ŅĜŵŞŦşňŦƄŹŘƟ̹ ĩŘĴşİĴİ˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ĩĴĿŦŵĴ̹ ĪŦşƀňşƄňşŀ̹ ƙňƀŅ̹
the script styles and their features, it is indispensable to examine the 
ňŞŲŦŵƀĜşĪĴ̹ ŦĿ̹ƙŵňƀňşŀ̹ ňş̹ ,ŹŘĜŞ˦̹ ƀŅĴ̹ ŲŅňŘŦŹŦŲŅňĪĜŘ̹ ĩĜĪŖŀŵŦƄşİ̹ ĩĴŅňşİ̹
it, and the art of Islamic culture to comprehend and appreciate what 
calligraphy means in the Middle East that will give a chance to compare 
ƙňƀŅ̹ ƀŅĴ̹ rĴŹƀĴŵş̹ ƄşİĴŵŹƀĜşİňşŀ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĜŘŹŦ̹ ŘŦĪĜƀĴ̹ ƙŅĴƀŅĴŵ̹
ƀŅĴŵĴ̹ ĜŵĴ̹ ĜşƟ̹ ŞƄƀƄĜŘ̹ ňşǭƄĴşĪĴŹ̹ ňş̹ ƀŅĴ̹ ĿŦŵŞĜƀňŦş̹ ŦĿ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀĴĪŅşňĪĜŘŘƟ̹Ĝşİ̹ĪŦşĪĴŲƀƄĜŘŘƟ˫
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5.3. The importance of writing to Islamic culture

WĜœŲƄƀ̹ ˾ʇʅʆʉ˿̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ƄşƀňŘ̹ ƀŅĴ̹ ĜİƘĴşƀ̹ ŦĿ̹ ,ŹŘĜŞ˦̹ ƙŵňƀňşŀ̹ ƙĜŹ̹
ĪŦşŹňİĴŵĴİ̹ Ĝ̹ƙĴĜŖşĴŹŹ̹ ŦĿ̹ ŞĜşŅŦŦİ̹ ňş̹�ŵĜĩ̹ ŹŦĪňĴƀƟ˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹
poets of this time created their divans verbally and orally transmitted 
ƀŅĴňŵ̹ ĪŦŘŘĴĪƀňŦşŹ̹ ƀŦ̹ ƀŅĴ̹şĴƞƀ̹ŀĴşĴŵĜƀňŦş˫̹�ĪĪŦŵİňşŀ̹ ƀŦ̹ ƀŵĜİňƀňŦş˦̹ƙŅĴş̹
ƀŅĴ̹ )ŦŘƟ̹ VƄŵ̝Ĝş̹ ƙĜŹ̹ ŵĴƘĴĜŘĴİ̹ ƄŲŦş̹ ƀŅĴ̹ TŵŦŲŅĴƀ̹ AƄŅĜŞŞĴİ̹ ŦƘĴŵ̹
twenty-three years in Arabic, the Arabic script was brought into 
writing, then elevated to an art form, the highest level of calligraphy, 
Ĝşİ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ƀŅĴ̹ŲŵňŞĜŵƟ̹Ĝŵƀ̹ĿŦŵŞ̹ŦĿ̹ƀŅĴ̹,ŹŘĜŞňĪ̹rŦŵŘİ˫̹

bŅƄŹ˦̹ňƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹ƀŅĜƀ̹ŦşĴ̹ŦĿ̹,ŹŘĜŞňĪ̹ĪňƘňŘňƥĜƀňŦş̝Ź̹ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̹ňŹ̹ƀŅĴ̹
ĴƞƀĴşŹňƘĴ̹ƄŹĴ̹ŦĿ̹ƙŵňƀňşŀ˦̹ƙŅňĪŅ̹İĴĪŦŵĜƀĴŹ̹ĩƄňŘİňşŀŹ̹Ĝşİ̹ŦĩœĴĪƀŹ̹ŞĜİĴ̹Ŧş̹
ĜŘŘ̹ŞĴİňĜ̹ ƀŅŵŦƄŀŅŦƄƀ̹ ƀŅĴ̹ ,ŹŘĜŞňĪ̹ ĪňƘňŘňƥĜƀňŦş˫̹bŅĴ̹ ŲŵňŞĜŵƟ̹ ƄŹĴ̹ ŦĿ̹ ŹĪŵňŲƀ̹
ƙĜŹ̹ ĿƄşĪƀňŦşĜŘ˦̹ƙŅňĪŅ̹ŅĜİ̹şŦƀ̹ĴƘŦŘƘĴİ̹ ňşƀŦ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹rňƀŅ̹ ƀŅĴ̹ĜİƘĴşƀ̹
of Islam, the status of Arabic script elevated the written word into an art 
ĿŦŵŞ˫̹[ňşĪĴ̹ƀŅĴ̹VƄŵ̝Ĝş ň̹Ź̹Ĝ̹ƀĴƞƀ̹ƀŅĜƀ̹ĜŲŲĴĜŵĴİ̹ƀŅŵŦƄŀŅ̹�ňƘňşĴ ,̹şƀĴŵƘĴşƀňŦş˦̹
ƀŅĴ̹ĜĪƀ̹ŦĿ̹ƙŵňƀňşŀ̹ĩĴĪĜŞĴ̹Ĝ̹ƙĜƟ̹ŦĿ̹ƙŦŵŹŅňŲ̹˾WĜœŲƄƀ˦̹ʇʅʆʉ˿˦̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹
ĩĴĪĜŞĴ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŲŵňŞĜŵƟ̹ŞĴİňƄŞŹ̹ŦĿ̹ĜŵƀňŹƀňĪ̹ĴƞŲŵĴŹŹňŦş˫

Islamic calligraphy, similar to the Chinese tradition of calligraphy, 
ĜňŞŹ̹ ƀŦ̹ ŹƀŵĴşŀƀŅĴş̹ ƀŅĴ̹ ĿĜňƀŅ̝Ź̹ ŹŲňŵňƀƄĜŘ̹ ĴİňǬĪĴ˦̹ ŖĴĴŲ̹ ƀŅĴ̹ ŹŦƄşİŹ̹ Ĝşİ̹
ŞĴĜşňşŀŹ̹ŦĿ̹ ƀŅĴ̹ŹĜĪŵĴİ̹ ƀĴƞƀ̹ŦĿ̹ ƀŅĴ̹VƄŵ̝Ĝş˦̹Ĝşİ̹ŲŵĴŹĴŵƘĴ̹ ňƀŹ̹ĜĪĪƄŵĜĪƟ˫̹
#Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ƙŵňƀňşŀ̹ ƀŅĴ̹VƄŵ̝Ĝş̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ Ĝş̹ ĜĪƀ̹ ŦĿ̹ ŵĴŘňŀňŦƄŹ̹
devotion and merit; hence, writing becomes consistent with possessing 
İňƘňşĴ̹ŲŦƙĴŵ̹Ĝşİ̹ĴşĴŵŀƟ̹˾[ňİİňŴƄň˦̹ʇʅʅʌ˿˫̹

�ĪĪŦŵİňşŀ̹ƀŦ̹�ŘĜňŵ̹ ˾ʇʅʅʍ˿˦̹ ňş̹ƀŅĴ̹rĴŹƀ˦̹ ƀŅĴ̹WŦŞĜşŹ̹ƙĴŵĴ̹ĜƙĜŵĴ̹ŦĿ̹ƀŅĴ̹
artistic potential of monumental inscription; hence they preferred to 
develop a clear and simple system of lettering through the letters, and 
the spaces between the letters were thought to conform to aesthetic 
principles, which is also assessed as the basis for modern lettering and 
ĩŦŦŖ̹Ųŵňşƀňşŀ̹ňş̹ƀŅĴ̹rĴŹƀ̹ĜŹ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,,,˫̹HşĴ̹ňŹŹƄĴ̹ƀŅĜƀ̹
ƀĜŖĴŹ̹ĜƀƀĴşƀňŦş̹ňş̹ƀŅĴŹĴ̹ĴĜŵŘňĴŵ̹ĪĜŹĴŹ̹ňŹ̹ƀŅĜƀ̹ƙŵňƀňşŀ̹ňŹ̹ŀĴşĴŵĜŘŘƟ̹ƄŹĴİ̹ĜŹ̹
Ĝ̹ŹƄŲŲŘĴŞĴşƀĜŵƟ̹ƀŦ̹ĴƞŲŘĜňş̹Ĝşİ̹ĜĪĪŦŞŲĜşƟ̹ƀŅĴ̹ňŞĜŀĴ˫̹bŅĴ̹İňǣĴŵĴşĪĴ̹ňş̹
Islamic art is that writing started to assess as the main and sometimes 
the only decoration element, and the reason is Islamic religion that 
ƀĜŖĴŹ̹Ĝ̹ŲňƘŦƀĜŘ̹ŵŦŘĴ̹ňş̹ƀŅĴ̹ƙŦŵİ˫̹

bŅňŹ̹ ňŞŲŦŵƀĜşĪĴ̹ ňŹ̹ ĪŦşǬŵŞĴİ̹ ĩƟ̹ ƀŅĴ̹ ƘĴŵƟ̹ ǬŵŹƀ̹ƙŦŵİ̹ ŦĿ̹ $Ŧİ̝Ź̹ İňƘňşĴ̹
ŵĴƘĴŘĜƀňŦş̹ƀŦ̹ƀŅĴ̹TŵŦŲŅĴƀ̹AƄŅĜŞŞĜİ˦̹ƀŅĴ̹ŹƄŵĜŅ̹�Ř̜̐�ŘĜŴ̹ňş̹ƀŅĴ̹VƄŵ̝Ĝş̹
begins with the following statemeşƀŹ̹ƀŅĜƀ̹ĪŦşǬŵŞ̹ƀŅĴŹĴ̹ĪŘĜňŞŹ˥

WĴĜİ˦̹H̹TŵŦŲŅĴƀ˦̹ňş̹ƀŅĴ̹BĜŞĴ̹ŦĿ̹ƟŦƄŵ̹;Ŧŵİ̹rŅŦ̹ĪŵĴĜƀĴİ˦

�ŵĴĜƀĴİ̹ŅƄŞĜşŹ̹ĿŵŦŞ̹Ĝ̹ĪŘňşŀňşŀ̹ĪŘŦƀ˫

WĴĜİ˨̹�şİ̹ƟŦƄŵ̹;Ŧŵİ̹ňŹ̹ƀŅĴ̹AŦŹƀ̹$ĴşĴŵŦƄŹ˦

rŅŦ̹ƀĜƄŀŅƀ̹ĩƟ̹ƀŅĴ̹ŲĴş˦

bĜƄŀŅƀ̹ŅƄŞĜşňƀƟ̹ƙŅĜƀ̹ƀŅĴƟ̹ŖşĴƙ̹şŦƀ˫̹˾Surah al-’Alaq - 1-19˿

,ş̹ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ƀŅĴ̹ŖşŦƙŘĴİŀĴ̹ŦĿ̹ƙŵňƀňşŀ̹İňǣĴŵŹ̹Ĝ̹ŞĜş̹ĿŵŦŞ̹$Ŧİ̝Ź̹ŦƀŅĴŵ̹
ĪŵĴĜƀƄŵĴŹ˦̹ Ĝşİ̹ ƀŅĴ̹ ňŞŲŦŵƀĜşĪĴ̹ ŦĿ̹ ƙŵňƀňşŀ̹ ĪŦŞĴŹ˫̹ bŅƄŹ˦̹ ƀŅĴ̹ ƙŵňƀƀĴş̹
word was put in a high position in the Islamic religion, and the Arabic 
ŘĜşŀƄĜŀĴ̹ ĩĴĪĜŞĴ̹ ƀŅĴ̹ ƘĴŅňĪŘĴ̹ ƀŅĜƀ̹ ĪŦşƘĴƟĴİ̹ ƀŅĴ̹ ŵĴƘĴŘĜƀňŦş˫̹ [ňşĪĴ̹ ƀŅĴ̹
ǬŵŹƀ̹ ŘĜşŀƄĜŀĴ̹ ŦĿ̹ AƄŹŘňŞŹ˦̹ ƀŅĴ̹ �ŵĜĩňĪ̹ ŘĜşŀƄĜŀĴ̹ ĜŘŹŦ̹ ŲŦŹŹĴŹŹĴŹ̹ ƀŵƄĴ̹
ŹĜĪŵĴİşĴŹŹ˫̹bŅňŹ̹ĜƀƀňƀƄİĴ̹ƀŦƙĜŵİ̹ŘĜşŀƄĜŀĴ̹ĜŘŹŦ̹ŘĴİ̹ƙŵňƀňşŀ̹ƀŦ̹ĴŹĪĜŘĜƀĴ̹Ĝ̹



322

ŹňŀşňǬĪĜşƀ̹Ĝŵƀ̹ĿŦŵŞ̹ňş̹ƀŅĴ̹ŵĴŘňŀňŦş˫̹�ĜŘŘňŀŵĜŲŅƟ̹ňş̹ƀŅĴ̹,ŹŘĜŞňĪ̹ĪŦşƀĴƞƀ̹ňŹ̹
ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ƙĜƟ̹ŦĿ̹ƙŦŵŹŅňŲ̹˾[ňİİňŴƄň˦̹ʇʅʅʌ˿˫

,ŹŘĜŞ̹ƄşİĴŵŘňşĴŹ̹ƀŅĴ̹ňŞŲŦŵƀĜşĪĴ̹ŦĿ̹ƀŅĴ̹�ŦŦŖ˦̹Ĝşİ̹ňƀ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ŦşĴ̹
ŦĿ̹ƀŅĴ̹ǬŵŹƀ̹ŵĴŘňŀňŦşŹ̹ ňş̹ƙŅňĪŅ̹ƀŅĴ̹İňŹƀňşĪƀňŦş̹ĩĴƀƙĴĴş̹ƀŅĴ̹ahl al-kitab2 
and others written without revelation was clearly stated to form part of 
ňƀŹ̹ŘĴŀĜŘ̹ŹƟŹƀĴŞ˫̹bŅĴ̹TŵŦŲŅĴƀ̹AƄŅĜŞŞĜİ̹ňŹ̹ƀŅĴ̹ĩĴĜŵĴŵ̹ŦĿ̹ƀŅňŹ̹ŞĴŹŹĜŀĴ̹
ňŹ̹ ĪĜŘŘĴİ̹ ňş̹ ƀŅĴ̹VƄŵ̝Ĝş̹ ummi˦̹ƙŅňĪŅ̹ ňŹ̹ ňşƀĴŵŲŵĴƀĴİ̹ ĜŹ̹ ̚ƄşŘĴƀƀĴŵĴİ̛̹ Ŧŵ̹
̚ŦşĴ̹ƙŅŦ̹ şĴĴİŹ̹ şŦ̹ ŘĴĜŵşňşŀ̛̹ ˾[ĪŅňŞŞĴŘ˦̹ ʆʎʍʉ˥̹ ʌʌ˿˦̹ Ĝşİ̹ ŅňŹ̹Şňşİ̹ƙĜŹ̹
ŲƄŵĴ̹ĿŦŵ̹ƀŅĴ̹ŲŵĴŹĴŵƘĜƀňŦş̹ŦĿ̹ƀŅĴ̹ƀŵƄĴ̹ĴŹŹĴşĪĴ̹ŦĿ̹ƀŅĴ̹�ňƘňşĴ̹ŞĴŹŹĜŀĴ˫̹

�ƘĴŵƟƀŅňşŀ̹ ƀŅĜƀ̹ ƀŅĴ̹VƄŵ̝Ĝş̹ ŅŦŘİŹ̹ ŅĜŹ̹ ĩĴĴş̹ƙŵňƀƀĴş̹ Ŧş̹ ƀŅĴ̹ TŵĴŹĴŵƘĴİ̹
bĜĩŘĴƀ̹ ĩƟ̹ ŞĴĜşŹ̹ ŦĿ̹ ƀŅĴ̹ ŲŵĴĴƞňŹƀĴşƀ̹ TĴş˫̹ bŅňŹ̹ ŘĴİ̹ ƀŦ̹ ƀŅňşŖňşŀ̹ ĜĩŦƄƀ̹
ŲŵĴİĴŹƀňşĜƀňŦş̹ Ĝşİ̹ ĿŵĴĴ̹ ƙňŘŘ˫̹ �ĪĪŦŵİňşŀ̹ ƀŦ̹ Ĝ̹ ŀĴşĴŵĜŘ̹ ĩĴŘňĴĿ˦̹ ŹňşĪĴ̹ ĜŘŘ̹
ĜĪƀňŦşŹ̹ŦĿ̹ŲĴŦŲŘĴ̹ĜŵĴ̹ƙŵňƀƀĴş̹Ŧş̹ƀŅĴ̹bĜĩŘĴƀ˦̹ňƀ̹ňŹ̹ĪĜŘŘĴİ̹maktub in Islamic 
ƀĴŵŞ̹ŞĴĜşŹ̹̚ƙŵňƀƀĴş˦̛ ̹Ŧŵ̹̚ƙŵňƀƀĴş̹Ŧş̹ƀŅĴ̹ĿŦŵĴŅĴĜİ̛̹˾[ĪŅňŞŞĴŘ˦̹ʆʎʎʅ˥̹ʌʍ˿̹
translated from sarnivisht̹˾TĴŵŹňĜş˿̹Ŧŵ̹�'Ý)4�5Ý.Ý̹˾bƄŵŖňŹŅ˿˫̹,ƀ̹ňŹ̹ĩĴŘňĴƘĴİ̹
that the lines engraved on people’s forehead are interpreted as if it 
tells something about his fate as a title page of his destiny that could 
ĩĴ̹İĴĪňŲŅĴŵĴİ̹ƙňƀŅ̹ňşŹňŀŅƀ˫̹bŅĴ̹ŲĴş̹ƀŅĜƀ̹ĪĜş̹ĩĴ̹ƙŵňƀƀĴş̹Ŧş̹ƀŅĜƀ̹bĜĩŘĴƀ̹
ňŹ̹ ƀŅĴ̹ǬŵŹƀ̹ ƀŅňşŀ̹ƀŅĜƀ̹$Ŧİ̹ĪŵĴĜƀĴİ̹ĜĪĪŦŵİňşŀ̹ƀŦ̹Ĝ̹TŵŦŲŅĴƀňĪ̹ ƀŵĜİňƀňŦş˦̹
ƙŅňĪŅ̹ňŹ̹ŹĴĴş̹ĜŹ̹Ĝ̹ŹƟŞĩŦŘ̹ŦĿ̹ƀŅĴ̹ǬŵŹƀ̹ňşƀĴŘŘĴĪƀ˫

Moreover, it is described in two angles called Kirâmen Kâtibîn, which in 
the religion of Islam is the name given to the angels who are found on 
the right and left shoulders of the men and identify and write good and 
ĴƘňŘ̹İĴĴİŹ˫̹HşĴ̹ŦĿ̹ƀŅĴŹĴ̹ĜşŀĴŘŹ̹ňŹ̹Ŧş̹ƀŅĴ̹ŲĴŵŹŦş̝Ź̹ŘĴĿƀ̹Ĝşİ̹ƙŵňƀĴŹ̹ĜĩŦƄƀ̹
ĴƘňŘ̹İĴĴİŹ˦̹Ĝşİ̹ƀŅĴ̹ŦƀŅĴŵ̹ňŹ̹Ŧş̹ƀŅĴ̹ŵňŀŅƀ̹Ĝşİ̹ƙŵňƀĴŹ̹ĜĩŦƄƀ̹ŀŦŦİ̹İĴĴİŹ˫̹,ƀ̹
ňŹ̹ĜŘŹŦ̹ŹƀĜƀĴİ̹ňş̹ƀŅĴ̹VƄŵ̝Ĝş̹ƀŅĜƀ̹ƀŅĴŹĴ̹ĜşŀĴŘŹ̹ƙňŘŘ̹ƙňƀşĴŹŹ̹ŲĴŦŲŘĴ̹ƙŅĴş̹
ƀŅĴƟ̹ĜŵĴ̹ŵĴĪŖŦşĴİ̹ňş̹ƀŅĴ̹ŅĴŵĴĜĿƀĴŵ̹ňş̹ŹƄŵĜŅ̹VĜĿ˥̹̚�şİ̹ƀŅĴ̹bŵƄŞŲĴƀ̹ƙňŘŘ̹
ĩĴ̹ĩŘŦƙş˫̹bŅňŹ̹ňŹ̹ƀŅĴ̹�ĜƟ̹ƟŦƄ̹ƙĴŵĴ̹ƙĜŵşĴİ̹ŦĿ̹˾bŅňŹ̹ňŹ̹ƀŅĴ̹ŹĴĪŦşİ̹ĩŘŦƙ̹
ƙŅňĪŅ̹ƙňŘŘ̹ĪĜƄŹĴ̹ĜŘŘ̹ ƀŦ̹ĪŦŞĴ̹ĩĜĪŖ̹ƀŦ̹ ŘňĿĴ̹ ĿŦŵ̹ œƄİŀŞĴşƀ˿˫̹�ĜĪŅ̹ŹŦƄŘ̹ƙňŘŘ̹
ĪŦŞĴ̹ĿŦŵƀŅ̹ƙňƀŅ̹Ĝş̹ĜşŀĴŘ̹ƀŦ̹İŵňƘĴ̹ňƀ̹Ĝşİ̹ĜşŦƀŅĴŵ̹ƀŦ̹ƀĴŹƀňĿƟ̛̹˾ʊʅ˥̹ʇʅ̐ʇʆ˿˫

AŦŵĴŦƘĴŵ˦̹ƙŅĴş̹AƄŹŘňŞŹ̹ǬşňŹŅ̹ ƀŅĴňŵ̹ ŲĴŵĿŦŵŞŹ̹ŦĿ̹ ŵňƀƄĜŘ̹ ŲŵĜƟĴŵŹ˦̹ ƀŅĴƟ̹
ŹĜŘƄƀĴ̹ ƀŅĴŹĴ̹ ĜşŀĴŘŹ̹ ĩƟ̹ ŹĜƟňşŀ˦̹ ̚�ŹŹĴŘĜŞƈ̹ ĜŘĴƟŖƈŞ̹ ƘĴ̹ ŵĜŅŞĴƀƄŘŘĜŅ˦̛ ̹
ƀŵĜşŹŘĜƀĴİ̹ĜŹ̹̚ŞĜƟ̹�ŘŘĜŅ̝Ź̹ŲĴĜĪĴ̹Ĝşİ̹ŞĴŵĪƟ̹ĩĴ̹ƄŲŦş̹ƟŦƄ˦̛ ̹ƀŦƙĜŵİŹ̹ƀŅĴňŵ̹
ŵňŀŅƀ̹ Ĝşİ̹ ŘĴĿƀ̹ ŹŅŦƄŘİĴŵŹ˫̹ bŅĴ̹ ĴƞňŹƀĴşĪĴ̹ ŦĿ̹ ƀŅĴŹĴ̹ ĜşŀĴŘŹ̹ ňŹ̹ŞĴşƀňŦşĴİ̹
ňş̹ƀŅĴ̹VƄŵ̝Ĝş˦̹Ĝşİ̹ƀŅĴŵĴĿŦŵĴ̹ĩĴŘňĴƘňşŀ̹ňş̹ƀŅĴŹĴ̹ĜşŀĴŘŹ̹ňŹ̹ŦĩŘňŀĜƀŦŵƟ̹ĿŦŵ̹
AƄŹŘňŞŹ˫̹ ,ş̹VĜĿ˦̹ ňƀ̹ ňŹ̹İĴŹĪŵňĩĴİ̹ĜŹ̹̚rĴ̹ĪĴŵƀĜňşŘƟ̹ŖşŦƙ̹ƙŅĜƀ̹ƀŅĴ̹ĴĜŵƀŅ̹
consumes of them after their death, and with us is a well-preserved 
WĴĪŦŵİ˦̛ ̹˾ʊʅ˥̹ʅʉ˿̹Ĝşİ̹ĪŦşƀňşƄĴŹ̹ĜŹ̹ĿŦŘŘŦƙŹ˥

�̹WĴĪŦŵİ̹ŲŵĴŹĴŵƘňşŀ̹ĴƘĴŵƟƀŅňşŀ˫̹,şİĴĴİ˦̹ňƀ̹ňŹ̹rĴ̹rŅŦ̹ĪŵĴĜƀĴİ̹ŅƄŞĜşŖňşİ̹Ĝşİ̹ĿƄŘŘƟ̹ŖşŦƙ̹
ƙŅĜƀ̹ƀŅĴňŵ̹ŹŦƄŘŹ̹ƙŅňŹŲĴŵ̹ƀŦ̹ƀŅĴŞ˦̹Ĝşİ̹rĴ̹ĜŵĴ̹ĪŘŦŹĴŵ̹ƀŦ̹ƀŅĴŞ̹ƀŅĜş̹ƀŅĴňŵ̹œƄŀƄŘĜŵ̹ƘĴňş̹˾ʊʅ˥ʆʋ˿˫̹
As the two recording-angels -one sitting to the right, and the other to the left- note 
everything, not a word does a person utter without having a vigilant observer ready to 
ƙŵňƀĴ̹ňƀ̹İŦƙş˫̹˾Surah QAF - 16-18˿

bŦ̹ŹƄŞ̹ƄŲ˦̹ƙŵňƀňşŀ̹ňş̹�ŵĜĩňĪ̹ŹĪŵňŲƀ̹ĩĴĪĜŞĴ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ĪĴşƀŵĜŘ̹ƀŅĴŞĴŹ̹
Ĝşİ̹ŅĜŘŘŞĜŵŖŹ̹ŦĿ̹ ,ŹŘĜŞňĪ̹ĪňƘňŘňƥĜƀňŦş̹Ĝşİ̹ƘňŹƄĜŘ̹ ĪƄŘƀƄŵĴ˦̹ƙŅňĪŅ̹ŹŲŵĴĜİ̹

2 �#'��'ĺ�$/¼� ň̹Ź̹Ĝş̹�ŵĜĩňĪ̹ƙŦŵİ̹ƀŅĜƀ̹ŞĴĜşŹ̹̚ TĴŦŲŘĴ̹ŦĿ̹ƀŅĴ̹�ŦŦŖ̛̹̐ 7ĴƙŹ˦̹�ŅŵňŹƀňĜşŹ˦̹Ĝşİ̹~ŦŵŦĜŹƀŵňĜşŹ̹̐
ĜŵĴ̹ŲŦŹŹĴŹŹŦŵŹ̹ŦĿ̹İňƘňşĴ̹ĩŦŦŖŹ̹ŹƄĪŅ̹ĜŹ̹ƀŅĴ̹bŦŵĜŅ˦̹ƀŅĴ̹$ŦŹŲĴŘ˦̹Ĝşİ̹ƀŅĴ̹�ƘĴŹƀĜ̹ĜŵĴ̹İňǣĴŵĴşƀ̹ĿŵŦŞ̹ƀŅĴ̹
ŲĴŦŲŘĴ̹ƙŅŦŹĴ̹ŵĴŘňŀňŦƄŹ̹ĜŵĴ̹şŦƀ̹ĩĜŹĴİ̹Ŧş̹İňƘňşĴ̹ŵĴƘĴŘĜƀňŦşŹ̹˾�ŵňƀĜşşňĪĜ˦̹ʇʅʆʋ˿˫
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ŦƘĴŵ̹ŦşĴ̐ŴƄĜŵƀĴŵ̹ŦĿ̹ƀŅĴ̹ŀŘŦĩĴ̹İƄŵňşŀ̹ƀŅĴ̹ŲĜŹƀ̹ĿŦƄŵƀĴĴş̹ŅƄşİŵĴİ̹ƟĴĜŵŹ˫̹
,ƀ̹ ǭŦƄŵňŹŅĴİ̹ ƄşİĴŵ̹ ƀŅĴ̹ ŲĜƀŵŦşĜŀĴ̹ ŦĿ̹ ƀŅĴ̹ ŵĴŘňŀňŦş̹ ,ŹŘĜŞ˦̹ İĴĪŦŵĜƀňşŀ̹
bƄňŘİňşŀŹ̹ Ĝşİ̹ ŦĩœĴĪƀŹ̹ ŞĜİĴ̹ ĜŘŘ̹ ƀŅŵŦƄŀŅ̹ ,ŹŘĜŞňĪ̹ ĪňƘňŘňƥĜƀňŦş˫̹ VƄŵ̝Ĝş˦̹
God’s revelations to the Prophet Muhammad in the early seventh 
ĪĴşƀƄŵƟ˦̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞŦŹƀ̹ŹňŀşňǬĪĜşƀ̹ĴŲňƀŦŞňƥĴ̹ŦĿ̹,ŹŘĜŞňĪ̹
calligraphy through its codices on parchment or paper, written in 
ĩŵŦƙş̹Ŧŵ̹ĩŘĜĪŖ̹ňşŖ̹ňş̹Ĝ̹ƘĜŵňĴƀƟ̹ŦĿ̹ŹĪŵňŲƀŹ̹ƙňƀŅ̹ŦĿƀĴş̹İĴĪŦŵĜƀĴİ̹ƙňƀŅ̹ŀŦŘİ̹
˾�ŘĜňŵ˦̹ʇʅʅʋ˿˫

On the other hand, calligraphy is practiced with a special status in the 
,ŹŘĜŞňĪ̹rŦŵŘİ̹ĜŹ̹Ĝş̹Ĝŵƀ̹ŦĿ̹ƙŵňƀňşŀ˦̹Ĝşİ̹ňƀ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ƀňŞĴŘĴŹŹ̹ňş̹ňƀŹ̹
ĜŲŲĴĜŘ̹˾$ŵĜƘĴŹ˦̹VƄŦƀĜŅ˦̹Λ̹[ňŞŞŦşŹ˦̹ʇʅʆʎ˿˫

For Muslims, writing does not represent something of the reality of 
ƀŅĴ̹ƙŦŵİ˫̹ )ŦƙĴƘĴŵ˦̹ ĜŲĜŵƀ̹ ĿŵŦŞ̹ ƀŅĜƀ˦̹ ňƀ̹ ňŹ̹ Ĝ̹ ƘňŹňĩŘĴ̹ ĴƞŲŵĴŹŹňŦş̹ ŦĿ̹ ƀŅĴ̹
highest art, the art of the spiritual world, and becomes probably the 
most reverent form of Islamic art that implements a relation between 
the Islamic countries’ language based on Arabic and the Islam religion 
˾�İĩňĩ˦̹ʇʅʇʆ˿˫̹;ŦŦŖňşŀ̹Ĝƀ̹ƀŅĴ̹ĜşĪňĴşƀ̹rĴŹƀĴŵş̹rŦŵŘİ˦̹ĴƘĴş̹ƀŅŦƄŀŅ̹ŞŦŹƀ̹
of the manuscripts consisted the religious text, that means calligraphy 
ƙĜŹ̹ ĴŞŲŘŦƟĴİ̹ ĜŹ̹ ňş̹ ,ŹŘĜŞ˦̹rĴŹƀĴŵşĴŵŹ̹ İňİ̹ şŦƀ̹ ĜŹŹĴŹŹ̹ ňƀ̹ ĜŹ̹ Ĝ̹ ƘňŹňĩŘĴ̹
expression of the highest art as Islamic culture did, or it was not 
stressed as an art form as mentioned and examined in Chapters II and 
,,,˫̹)ĴşĪĴ˦̹ňƀ̹ƙňŘŘ̹şŦƀ̹ĩĴ̹ĜŲŲŵŦĜŲŵňĜƀĴ̹ƀŦ̹ĪŦŞŲĜŵĴ̹ƀŅŦŹĴ̹ƀƙŦ̹ƀŵĜİňƀňŦşŹ˰̹
ŅŦƙĴƘĴŵ˦̹�ŘĜňŵ̹ ˾ʇʅʅʍ˿̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ ňŞŲŦŵƀĜşĪĴ̹ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňş̹ ƀŅĴ̹
,ŹŘĜŞ̹ŘĜşİŹ̹ňŹ̹ĪŦŞŲĜŵĴİ̹ƀŦ̹ŞĜňşŘƟ̹�ŅňşĴŹĴ̹Ĝşİ̹7ĜŲĜşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹,ş̹
both traditions, calligraphy is considered the supreme art assessed as 
ƀŅĴ̹ŞŦŹƀ̹ŅňŀŅŘƟ̹ŵĴŹŲĴĪƀĴİ̹ĿŦŵŞ̹ŦĿ̹Ĝŵƀ̹ňş̹ňƀŹ̹ŅŦŞĴ̹ĪƄŘƀƄŵĴ˫̹,ƀ̹ňŹ̹ŦĩŹĴŵƘĴİ̹
in both traditions a similar dichotomy between the form, the script and 
ƀŅĴ̹ƙŦŵİ̝Ź̹ ŞĴĜşňşŀ˫̹ �Ƅƀ˦̹ �ŘĜňŵ̹ ˾ʇʅʅʍ˿̹ ĜŘŹŦ̹ ŲŦňşƀŹ̹ ŦƄƀ̹ ƀŅĴ̹ ŹňŀşňǬĪĜşƀ̹
İňǣĴŵĴşĪĴ̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ ƀƙŦ̹ ĪƄŘƀƄŵĴŹ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ŞĜƀĴŵňĜŘŹ̹ ƀŅĴƟ̹ ĜŵĴ̹
ĴŞŲŘŦƟĴİ˦̹ �ŅňşĴŹĴ̹ Ĝşİ̹ 7ĜŲĜşĴŹĴ̹ƙŦŵŖ̹ƙňƀŅ̹ Ĝ̹ ĩŵƄŹŅ̹ ƀŅĜƀ̹ ĜǣĴĪƀŹ̹ ƀŅĴ̹
ǭƄňİňƀƟ̹Ĝşİ̹ƄşňĿŦŵŞňƀƟ̹ŦĿ̹ƀŅĴ̹ŹƀŵŦŖĴŹ˫̹ ,ş̹ĪŦşƀŵĜŹƀ˦̹AƄŹŘňŞŹ̹ƄŹĴ̹Ĝ̹ŲĴş˦̹
ƙŅňĪŅ̹ƙňŘŘ̹ ĩĴ̹ ŞĴşƀňŦşĴİ̹ ňş̹ ŲĜŵƀ̹ ̚ʊ˫ʌ˫̹ bŦŦŘŹ̹ Ĝşİ̹ŞĜƀĴŵňĜŘŹ̹ ŦĿ̹ ,ŹŘĜŞňĪ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴ˫̛

AŦŵĴŦƘĴŵ˦̹ ĩŦƀŅ̹ �ŅňşĴŹĴ̹ Ĝşİ̹ 7ĜŲĜşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ŵĴǭĴĪƀ̹ ƀŅĴňŵ̹
personal style in their art, generally sat motionless, contemplating the 
exact moment of artistic creation which brust creativity and applying 
Ĝ̹ĩŵƄŹŅ̹ ƀŦ̹ ŹƄŲŲŦŵƀ˫̹)ĴşĪĴ̹ ƀŅĴ̹ƘňĴƙĴŵ̹ ňŹ̹ŞĴĜşƀ̹ ƀŦ̹ ĪĜƀĪŅ̹ Ŧŵ̹ ŹĴşŹĴ̹ ƀŅĴ̹
ĜŵƀňŹƀ̝Ź̹ ŲĴŵŹŦşĜŘňƀƟ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴňŵ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ĪŵĴĜƀňŦş˫̹ �Ɵ̹ ĿŦŘŘŦƙňşŀ̹
ƀŅĴ̹ ĩŵƄŹŅŹƀŵŦŖĴŹ̹ ƀŅĴŵĴ˦̹ ƀŅĴ̹ ƘňĴƙĴŵ̹ ĪĜş̹ ĴƞŲĴŵňĴşĪĴ̹ Ĝ̹ ƘňŹƄĜŘ̹ ŹĴŴƄĴşĪĴ̹
of the artist’s movement and may participate in the physical process 
ŦĿ̹ ĪŵĴĜƀňŦş̹ ňş̹ Ĝ̹ ŹĴşŹĴ˫̹ rŅĴŵĴĜŹ̹ ňş̹ ,ŹŘĜŞňĪ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƀŅĴ̹ ƘňĴƙĴŵ̹
appreciates the constant line and modulated forms that reveal the 
Almighty’s transcendence, rather than seeing the calligrapher’s 
personality in the writteş̹ ŹĪŵňŲƀ˫̹ bŅĴ̹ İňƘňşĴ̹ ĿĴĜƀƄŵĴ̹ ňŹ̹ ĜƀƀŵňĩƄƀĴİ̹ ƀŦ̹
ƙŵňƀƀĴş̹ƀĴƞƀ̹ĩĴĪĜƄŹĴ̹ƀŅĴ̹ƀĴƞƀ̹ĪŦşƘĴƟ̹ƀŅĴ̹ƙŦŵİŹ̝̹ŦĿ̹$Ŧİ˫̹

)ĴşĪĴ˦̹ňƀ̹ňŹ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňş̹,ŹŘĜŞ̹ƀƟŲňĪĜŘŘƟ̹ŹƀĜşİŹ̹ĜŘŦşĴ̹ĜŹ̹Ĝ̹
pictorial art and becomes one of the primary vehicles to indicate power, 
belief, legitimacy, and many other ideas and ideologies that an image 
ŵĴƘĴĜŘŹ̹ĴŘŹĴƙŅĴŵĴ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ƙňƀŅ̹ƀŅĴ̹ŴƄŦƀĜƀňŦş̹ĿŵŦŞ̹�ŵňĪĜ̹�Ŧİİ˦̹
Ĝ̹�ĜşĜİňĜş̹ĜĪĜİĴŞňĪ̹ƙŅŦ̹ŅĜŹ̹ŲƄĩŘňŹŅĴİ̹ŹĴƘĴŵĜŘ̹ŹƀƄİňĴŹ̹Ŧş̹�ƟƥĜşƀňşĴ˦̹
AňİİŘĴ̹ �ĜŹƀĴŵş˦̹ Ĝşİ̹ ,ŹŘĜŞňĪ̹ Ĝŵƀ˦̹ �ŘĜňŵ̹ ˾ʇʅʅʍ˿̹ ƄşİĴŵŘňşĴŹ̹ ƀŅĜƀ̹ ,ŹŘĜŞňĪ̹



ʈʇʉ

ĪƄŘƀƄŵĴ̹ ňŹ̹ ̚ƀŅĴ̹ ňŞĜŀĴ̹ ŦĿ̹ ƀŅĴ̹ ƙŦŵİ̛̹ ňş̹ ƀŅĴ̹ ,ŹŘĜŞňĪ̹ ŵĴĜŘŞ˦̹ ĪĜŘŘňŀŵĜŲŅƟ̹
typically stands alone, as pictorial art is discouraged in most religious 
Ŧŵ̹ŦǤĪňĜŘ̹ŹĴƀƀňşŀŹ˫̹rŵňƀňşŀ̹ƀŅƄŹ̹ĩĴĪĜŞĴ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŲŵňŞĜŵƟ̹ƘĴŅňĪŘĴŹ̹ƀŦ̹
signify power, belief, legitimacy, and many other ideas and ideologies 
ĿŦŵ̹ ƙŅňĪŅ̹ ňŞĜŀĴŹ̹ ĜŵĴ̹ ƄŹĴİ̹ ĴŘŹĴƙŅĴŵĴ˫̹ ,ş̹ ƀŅĴ̹ ƙŦŵİŹ̹ ŦĿ̹ �ŵňĪĜ̹ �Ŧİİ˦̹
,ŹŘĜŞňĪ̹ĪƄŘƀƄŵĴ̹ňŹ̹̚ƀŅĴ̹ňŞĜŀĴ̹ŦĿ̹ƀŅĴ̹ƙŦŵİ̛̹˾�ŘĜňŵ˦̹ʇʅʅʍ˥̹ʌ˿˫̹

,ƀ̹ ňŹ̹ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ̹ĩĴĪĜƄŹĴ̹ ƀŅĴ̹ ňŞĜŀĴ̹ŦĿ̹ ƀŅĴ̹ƙŦŵİ̹ĪŦşĪĴŲƀ̹ĪĜş̹ĩĴ̹
ŹĴĴş̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ƙŦŵŖŹ̹ŦĿ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŦĿ̹
ƀŅĴ̹ ƀƙĴşƀƟ̐ǬŵŹƀ̹ ĪĴşƀƄŵƟ̹ ňş̹ ƀŅĴ̹ ŵĴĜŘŞ̹ŦĿ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹BĜŞĴŘƟ˦̹
Meulman, while declaring his motto, he strongly advocates a word as 
an image in which he focuses on the overall visual appearance of the 
ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖ̹ƀŅĜƀ̹ƙňŘŘ̹ĩĴ̹ŹĴĴş̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹

On the other hand, the concept of the images of the word actually can 
ĩĴ̹ŹĴĴş̹ ňş̹ƘĜŵňŦƄŹ̹Ĝŵƀ̹ŞŦƘĴŞĴşƀŹ̹ ƀŅĜƀ̹ ƀŦŦŖ̹ŲŘĜĪĴ̹ ňş̹ƙĴŹƀĴŵş̹Ĝŵƀ̹ Ĝşİ̹
design, such as Futurism, Dada, or Lettrism, in which the alphabet is 
şŦƀ̹ĪŦşŹňİĴŵĴİ̹Ĝ̹ŘňşŀƄňŹƀňĪ̹Źňŀş̹ĩƄƀ̹ŞĴŵĴŘƟ̹ĜŹ̹Ĝ̹ŀŵĜŲŅňĪ̹ŵĴŲŵĴŹĴşƀĜƀňŦş˫̹
bŅňŹ̹ňŹŹƄĴ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˰̹ŅŦƙĴƘĴŵ˦̹ňƀ̹ŹŅŦƄŘİ̹ĩĴ̹ŖĴŲƀ̹
in mind that traditional western calligraphy was not basically and 
ŀĴşĴŵĜŘŘƟ̹ ĪŅĴŵňŹŅĴİ̹ ƀŅĴ̹ƙŵňƀƀĴş̹ ƀĴƞƀ̹ ĜŹ̹ Ĝş̹ ňŞĜŀĴ˫̹ �Ź̹ ŞĴşƀňŦşĴİ̹ ƀŅĴ̹
$ŦƀŅňĪ̹ƙŵňƀňşŀ̹ ŹƟŹƀĴŞ̹ĴƞĜŞňşĴİ̹ ňş̹ŲĜŵƀ̹ ̚ʈ˫ʊ˫ʍ˫̹bŅĴ̹$ŦƀŅňĪ̹[ƟŹƀĴŞ̹ŦĿ̹
[ĪŵňŲƀŹ̛̹ňş̹�ŅĜŲƀĴŵ̹,,,˦̹ĩĴĪĜƄŹĴ̹ŦĿ̹ƀŅĴ̹ĪŦşŹƀŵƄĪƀňŦş̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵ̹Ĝşİ̹ƀŅĴ̹
style, such as textura quadrata, executed as highly compact, started to 
ĪŵĴĜƀĴ̹ Ĝ̹ ƙŦƘĴş̐ŘňŖĴ̹ ĜŲŲĴĜŵĜşĪĴ̹ ƀŅĜƀ̹ ĪĜƄŹĴŹ̹ ĪŦşŹňİĴŵňşŀ̹ ƀŅĴ̹ ƙŵňƀƀĴş̹
ƀĴƞƀ̹ĜŹ̹Ĝ̹ƙŅŦŘĴ˫̹ ,ş̹ĜİİňƀňŦş̹ƀŦ̹ƀŅĴ̹ ĿĜĪƀ̹ƀŅĜƀ̹ŹĪŵňĩĴŹ̹ŞŦŹƀŘƟ̹ĴŘňŞňşĜƀĴİ̹
round forms to save space on the pages of the manuscripts, it made 
ŵĴĜİňşŀ̹İňǤĪƄŘƀ̹Ĝşİ̹ŹŘŦƙĴİ̹İŦƙş̹ƀŅĴ̹ŲŵĜĪƀňĪĴ̹ŦĿ̹ƙŵňƀňşŀ˰̹ŅĴşĪĴ̹ƀŅĴƟ̹
ŘĴĿƀ̹ňƀ̹Ĝşİ̹ŲŵĴĿĴŵĴİ̹ŅƄŞĜşňŹƀ̹ĿŦşƀŹ̹ňşŹƀĴĜİ˫

5.4. The general concept of Islamic art

bĜş̹˾ʆʎʎʎ˿̹ƄşİĴŵŘňşĴŹ̹ƀŅĜƀ̹ƀŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹Ĝŵƀ̹ňŹ̹ŵĴlatively new in Islamic 
culture and is not a concept that gathers the creations of aesthetic 
ƘĜŘƄĴŹ̹ƄşİĴŵ̹Ĝ̹ŹňşŀŘĴ̹ƀňƀŘĴ˫̹,şŹƀĴĜİ˦̹ĴĜĪŅ̹ĩŵĜşĪŅ̹ňŹ̹ĪŦşŹňİĴŵĴİ̹ŹĴŲĜŵĜƀĴ˦̹
ŹƄĪŅ̹ĜŹ̹ƀŅĴ̹ŹĪňĴşĪĴ̹ŦĿ̹ŞƄŹňĪ̹Ŧŵ̹ƀŅĴ̹ŹĪňĴşĪĴ̹ŦĿ̹ŲŦĴƀŵƟ˫̹bŅĜƀ̹ŞĴĜşŹ̹ƀŅĴŵĴ̹
ƙĜŹ̹şŦ̹ĪŘĴĜŵ̹İňŹƀňşĪƀňŦş̹ĩĴƀƙĴĴş̹ƀŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹Ĝŵƀ̹Ĝşİ̹ĪŵĜĿƀ̹ĩĜĪŖ̹ƀŅĴş˦̹
ĜŹ̹ňş̹ƀŅĴ̹rĴŹƀ˫

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ �ŵŦŁŘƄ̹ ˾ʇʅʆʋ˿̹ ĴƞĜŞňşĴŹ̹ ,ŹŘĜŞňĪ̹ Ĝŵƀ̹ ƙňƀŅ̹ ƀŅĴ̹
methods of plastic arts, mainly focusing on the Islamic states’ view of 
Ĝŵƀ̹ ƀŅŵŦƄŀŅ̹ ňƀŹ̝̹ ŹŲňŵňƀ˦̹ ŹĴŲĜŵĜƀĴŘƟ̹ ĿŵŦŞ̹ ƀŅĴ̹ )ŦŘƟ̹ �ŦŦŖ˦̹ Ĝşİ̹ ŅĴ̹ ŹƀĜƀĴŹ̹
that Islam has its own sense of art as a state, in which each ruler led to 
the formation of it according to the thought and perception of his own 
ƄşİĴŵŹƀĜşİňşŀ̹ŦĿ̹ĜƄƀŅŦŵňƀƟ˫̹

�ĴĿŦŵĴ̹bƄŵŖŹ̹ œŦňşĴİ̹ ,ŹŘĜŞ˦̹ ,ŹŘĜŞňĪ̹ Ĝŵƀ̹ƙĜŹ̹ ƀŅĴ̹ Ĝŵƀ̹ ŦĿ̹�ŵĜĩŹ˦̹ ƀŅĴş̹ ƀŅĴ̹
ĪŦşƀŵňĩƄƀňŦş̹ŦĿ̹bƄŵŖŹ̹Ĝşİ̹,ŵĜşňĜşŹ̹ƀŦ̹ňƀ̹ŅĜŹ̹ĩĴĴş̹ĪŘĜňŞĴİ̹ĜŹ̹ŞŦŵĴ̹ƀŅĜş̹
ƀŅĜƀ̹ ŦĿ̹ ƀŅĴ̹�ŵĜĩŹ˫̹ ,ƀ̹ ňŹ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ ŵňŹňşŀ̹ ŲŦƙĴŵ̹ ŦĿ̹ ƀŅĴ̹�ĩĩĜŹňİŹ̹
ƙĜŹ̹ ŲŵĴŲĜŵĴİ̹ ĩƟ̹ ƀŅĴ̹ bƄŵŖňŹŅ̹ ĴŘİĴŵŹ̹ ňş̹ ƀŅĴ̹ ŲĜŘĜĪĴ̹ ŦĿ̹ ƀŅĴ̹ ĪĜŘňŲŅ˦̹ Ĝşİ̹
the revolutionary movement was formed with the contribution of 
ƀŅĴ̹ bƄŵŖňŹŅ̹ şĜƀňŦşŹ̹ ňş̹ ĪĴşƀŵĜŘ̹ Ĝşİ̹ rĴŹƀ̹ �ŹňĜ˫̹ )ĴşĪĴ˦̹ ňƀ̹ ŘĴİ̹ ƀŦ̹ ƀŅĴ̹
disappearance of Arab nationalism, and the true sense of Islamic 
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ĪƄŘƀƄŵĴ̹ĩĴŀĜş̹ƀŦ̹İĴƘĴŘŦŲ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹�ŵŦŁŘƄ̹˾ʇʅʆʋ˿̹ƄşİĴŵŘňşĴŹ̹ƀŅĜƀ̹
if Islamic art is examined closely, it can be seen that quite interesting 
ňşƀĴŵĜĪƀňŦşŹ̹ƀĜŖĴ̹ŲŘĜĪĴ˫̹�ŵĜĩŹ̝̹ƘňĴƙ̹ŦĿ̹,ŹŘĜŞňĪ̹Ĝŵƀ̹Ĝşİ̹ƀŅĴ̹ŹŅĜŲĴ̹,ŹŘĜŞňĪ̹
Ĝŵƀ̹ƀŦŦŖ̹ĜĿƀĴŵ̹ƀŅĴ̹bƄŵŖŹ̹ƙĴŵĴ̹ňşĪŘƄİĴİ̹ňş̹,ŹŘĜŞňĪ̹Ĝŵƀ̹ĜŵĴ̹ŴƄňƀĴ̹İňǣĴŵĴşƀ̹
˾�ŵŦŁŘƄ˦̹ʇʅʆʋ˥̹ʇʋ˿˫

�ŵŦŁŘƄ̹ ˾ʇʅʆʋ˿̹ İĴŹĪŵňĩĴŹ̹ ,ŹŘĜŞňĪ̹ Ĝŵƀ̹ ƙŅňĪŅ̹ ňŹ̹ şŦƀ̹ ŦşŘƟ̹ ňşǭƄĴşĪĴİ̹ ĩƟ̹
ŵĴŘňŀňŦş˫̹WĴŘňŀňŦş̹ňŹ̹ƀŅĴ̹ǬŵŹƀ̹ĿĜĪƀŦŵ̹ňş̹,ŹŘĜŞňĪ̹Ĝŵƀ˰̹ĜŘƀŅŦƄŀŅ̹ňƀ̹ňŹ̹ĩĜŹĴİ̹Ŧş̹
revelation and prophetic declarations, it also attaches great importance 
ƀŦ̹ŵĴĜŹŦş˦̹ƀŅŦƄŀŅƀ˦̹Ĝşİ̹ŵĴŹĴĜŵĪŅ˫̹bŅĴ̹ŞĴĪŅĜşňŹŞ̹ĪŦşƀŵŦŘŘňşŀ̹ƀŅĴ̹ŹŦƄŘ̹
ňŹ̹ňşƀĴŵŲŵĴƀĴİ̹ĜŹ̹ƀŅĴ̹ňşşĴŵ̹ĴƟĴ̹ŦĿ̹ƀŅĴ̹ŅƄŞĜş˫̹bŅƄŹ˦̹ňƀ̹ňŹ̹İĴŹĪŵňĩĴİ̹ĜŹ̹ƀŅĴ̹
,ŹŘĜŞňĪ̹ĜŵƀňŹƀ̹ŘŦŦŖňşŀ̹ƙňƀŅ̹ŅňŹ̹ŦƄƀĴŵ̹ĴƟĴ̹ĩƄƀ̹ŹĴĴňşŀ̹ƙňƀŅ̹ŅňŹ̹ňşşĴŵ̹ĴƟĴ˫̹
According to him, it can be said that Islam and, consequently, Islamic 
Ĝŵƀ̹ĜŵĴ̹ĩĜŹĴİ̹Ŧş̹ŹƄĪŅ̹Ĝ̹İňĜŘĴĪƀňĪĜŘ̹ŞĴĪŅĜşňŹŞ˫̹

In the essence of Islamic art, the primary ingredient is the idea 
ŦĿ̹ ĴƀĴŵşňƀƟ˫̹ �ŵƀ̹ İĴĜŘŹ̹ ƙňƀŅ̹ ƀŅĴ̹ ŹƄŲĴŵňŦŵňƀƟ̹ ŦĿ̹ ƀŅĴ̹ ŹŲňŵňƀ̹ ŦƘĴŵ̹ ƀŅĴ̹
ŞĜƀĴŵňĜŘ˫̹[Ųňŵňƀ̹ňŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ŞŦŘİ̹ƀŅĴ̹ŞĜƀĴŵňĜŘ˦̹Ĝşİ̹ĿŦŵ̹ňƀ˦̹Ĝ̹ŲĴĜĪĴĿƄŘ̹
ĴşƘňŵŦşŞĴşƀ̹ňŹ̹ ňşİňŹŲĴşŹĜĩŘĴ˫̹[ŲňŵňƀƄĜŘňƀƟ3̹ ňŹ̹ŹňŀşňǬĪĜşƀ̹ĿŦŵ̹ƀŅĴ̹ĜŵƀňŹƀ˰̹
ƙŅĜƀ̹ ňŹ̹ ňŞĜŀňşĴİ̹ŞŦŵĴ̹ ƀŅĜş̹ƙŅĜƀ̹ ňŹ̹ ŹĴĴş̹ ŅĜŹ̹ ĴƞĪĴŘŘĴşƀ̹ ƘĜŘƄĴ˫̹ bŅĴŹĴ̹
İŵĴĜŞŹ̹ ĪŦƄŘİ̹ şŦƀ̹ ĩĴ̹ ŞĜŵŖĴİ̹ ƙňƀŅ̹ ňŞĜŀĴŹ̹ ƀŅĜƀ̹ ĴƘĴŵƟŦşĴ̹ ĪŦƄŘİ̹ ŹĴĴ̹
ŦƄƀŹňİĴ˫̹�ŵĴĜŞŹ̹ƀĜŖĴ̹ŲŘĜĪĴ̹ňş̹ƀŅĴ̹ĩŵĜňş˦̹ŹŦ̹şŦ̹ƀŅĴŦŵƟ̹ŦĿ̹ƘňŹňŦş̹ƙĜŹ̹ĴƘĴş̹
ŘňŖĴŘƟ̹ƀŦ̹ŀĴƀ̹ƀŅĴŵĴ˦̹Ĝşİ̹ƀŅĴ̹ŞĜňş̹ŹƀĜŵƀňşŀ̹ŹŲňŵňƀ̹ŦĿ̹,ŹŘĜŞňĪ̹Ĝŵƀ̹ňŹ̹ƀŅĴ̹ňİĴĜ̹
of holiness, which can be traced in every unit of Islamic art that begins 
Ĝşİ̹ĴşİŹ̹ƙňƀŅ̹ ňƀ˫̹bŅĴ̹ ŹĜĪŵĴİ̹ ňŹ̹ ĜŘŹŦ̹ ĜĩŹŦŘƄƀĴ̹ ŵĴŘĜƀňƘĴ̹ ƀŦ̹ ƀŅĴ̹ŞƟŹƀňĪĜŘ˫̹
Furthermore, artists do not present themselves as true creators 
because the artist of Islamic art does not have a goal of participating 
ňş̹$Ŧİ̝Ź̹ĪŵĴĜƀňŦş̹ĜŹ̹Ĝ̹ĪŵĴĜƀŦŵ̹ŦĿ̹Ĝŵƀ˫̹)ĴşĪĴ˦̹ƀŅĴ̹ĪŦŵĴ̹ŲƄŵŲŦŹĴ̹ŦĿ̹,ŹŘĜŞňĪ̹
Ĝŵƀ̹ ňŹ̹ ƀŦ̹ĩĴ̹Ĝş̹ ňşƀĴŵŞĴİňĜŵƟ̹ ňş̹ŀĴƀƀňşŀ̹ ƀŦ̹$Ŧİ˫̹#Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹Ĝŵƀ̹ ňş̹
,ŹŘĜŞ̹İŦĴŹ̹şŦƀ̹ĪŦşǭňĪƀ̹ƙňƀŅ̹$Ŧİ̹ŹňşĪĴ̹ĴƘĴŵƟ̹ĜĪƀ̹ňşĪŘƄİĴŹ̹ŹŦŞĴ̹ƙŦŵŹŅňŲ̹
ŦĿ̹ Ĝ̹ ŞĜş˫̹ bŅĴŵĴĿŦŵĴ˦̹ ƀŅĴŵĴ̹ ňŹ̹ Ĝ̹ ĪŘŦŹĴ̹ ĪŦşşĴĪƀňŦş̹ ĩĴƀƙĴĴş̹ ŞƟŹƀňĪĜŘ̹
ĿŦŵŞĜƀňŦşŹ̹ Ĝşİ̹ ,ŹŘĜŞňĪ̹ ĜĴŹƀŅĴƀňĪŹ˫̹ �ƀ̹ ƀŅňŹ̹ ŲŦňşƀ˦̹ Ĝ̹ ŹƀĜƀĴ̹ ŦĿ̹ ĴĪŹƀĜŹƟ̹
enters; the artist of Islamic art does everything in his power to move 
away from the worldly and spiritually to become closer to God and 
ŞĜŖĴŹ̹Ĝş̹ĴǣŦŵƀ̹ƀŦ̹İŦ̹ŹŦ˦̹Ĝşİ̹ŀĴşĴŵĜŘŘƟ̹ŹŲĴĜŖňşŀ˦̹ňş̹,ŹŘĜŞňĪ̹Ĝŵƀ˦̹ĩĴĜƄƀƟ̹
can be seen in all branches, order, harmony, and the multitude’s unity 
˾�ŵŦŁŘƄ˦̹ʇʅʆʋ˿˫

�ŵŦŁŘƄ̹ ˾ʇʅʆʋ˿̹ İňƘňİĴŹ̹ ,ŹŘĜŞňĪ̹ Ĝŵƀ̹ ŅňŹƀŦŵƟ̹ ňşƀŦ̹ ƀŅŵĴĴ̹ ŀĴşĴŵĜŘ̹ ŲĴŵňŦİŹ˥̹
ĴĜŵŘƟ̹,ŹŘĜŞňĪ̹Ĝŵƀ̹˾ʋʊʅ̐ʆʅʅʅ˿˦̹ŞĴİňĴƘĜŘ̹,ŹŘĜŞňĪ̹Ĝŵƀ̹˾ʆʅʅʅ̐ʆʊʅʅ˿˦̹Ĝşİ̹şĴƙ̹
ĜŀĴ̹ ,ŹŘĜŞňĪ̹Ĝŵƀ̹ ˾ʆʊʅʅ̐ʆʍʅʅ˿˫̹)Ĵ̹ŹƀĜƀĴŹ̹ƀŅĜƀ̹ĜŵĪŅňƀĴĪƀƄŵĴ̹ ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹
ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ǬŵŹƀ̹ Ĝşİ̹ŞĜňş̹ ĩŵĜşĪŅĴŹ̹ ŦĿ̹ ,ŹŘĜŞňĪ̹ Ĝŵƀ˦̹ ƀŅĴ̹ ŹĴĪŦşİ̹ ĩŵĜşĪŅ̹
ňŹ̹İĴƀĴŵŞňşĴİ̹ĜŹ̹ ňŞŞŦƘĜĩŘĴ̹ ĜŵƀƙŦŵŖŹ̹ ĪŦşşĴĪƀĴİ̹ ƀŦ̹ ĜŵĪŅňƀĴĪƀƄŵĴ˦̹ Ĝşİ̹
the third is non-architectural portable artwŦŵŖŹ˫̹rŅĴş̹ ,ŹŘĜŞňĪ̹ Ĝŵƀ̹ ňŹ̹
ĴƞĜŞňşĴİ̹ ňş̹ ƀĴŵŞŹ̹ ŦĿ̹ ĜŵĪŅňƀĴĪƀƄŵĜŘ̹ƙŦŵŖŹ˦̹ ňƀ̹ ňŹ̹ ĪŘĜŹŹňǬĴİ̹ ĜŹ̹ ŵĴŘňŀňŦƄŹ̹

ʈ̹ ,ş̹ Ĝş̹ ,ŹŘĜŞňĪ̹ ĪŦşƀĴƞƀ˦̹ ŹŲňŵňƀƄĜŘňƀƟ̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ƀŅŵĴĴ̹ ĿƄşİĜŞĴşƀĜŘ̹ ƀĴŵŞŹ˦̹ ŵĜşŖĴİ̹ ĜŹ̹ ruhaniyya, in 
Arabic derived from the word ruh means spirit comes from the command of God; ma’nawiyyat, 
a Persian word derived from ma’na means meaning that conveys the inwardness concepts in 
ŦŲŲŦŹňƀňŦş̹ƀŦ̹ňŘŘƄŹŦŵƟ˫̹bŅĴ̹ŘĜŹƀ̹ƀĴŵŞ̹ƀŅĜƀ̹ŹŲňŵňƀƄĜŘŘƟ̹ŵĴĿĴŵŹ̹ƀŦ̹ňŹ̹ƀŅĴ̹ǭŦƙ̹ŦĿ̹baraka means spiritual 
ŲŦƙĴŵ˦̹Ĝş̹ĴŘĴŀĜşĪĴ̹ƀŅĜƀ̹ŲĴŵŞĴĜƀĴŹ̹ƀŅĴ̹ƄşňƘĴŵŹĴ˫̹�ŘŘ̹ƀŅĴ̹ŲĴŦŲŘĴ̹ŅĜƘĴ̹ƀĜŖĴş̹ĪŘŦŹĴŵ̹ƀŦ̹ƀŅĴ̹ŵĴŹŦƄŵĪĴŹ̹ŦĿ̹
ĴƘĴŵƟƀŅňşŀ˫̹,ş̹bƄŵŖňŹŅ˦̹ŹŲňŵňƀƄĜŘňƀƟ̹˾ruhanilik or manevilik˿̹ŵĴĿĴŵŹ̹ƀŦ̹ƀŅŦŹĴ̹ŞĴşƀňŦşĴİ̹ĜŹŲĴĪƀŹ̹ĜŹ̹ƙĴŘŘ˫̹
)ĴşĪĴ˦̹ňƀ̹ĴƘŦŖĴŹ̹ƀŅĴ̹ƀŅňşŀ̹ƙňƀŅ̹$Ŧİ̹ĜŹ̹ňƀŹ̹Ŧŵňŀňş˦̹ŵĴŘĜƀĴİ̹ƀŦ̹ŦĩĴİňĴşĪĴ̹ƀŦ̹İĴĪŵĴĴŹ̹ŦĿ̹$Ŧİ˦̹ŹŦŞĴƀŅňşŀ̹
ŅňİİĴş̹Ĝşİ̹şĴĴİĴİ̹ƀŦ̹ĩĴ̹İňŹĪŦƘĴŵĴİ˫̹�ƘĴş̹ƀŅŦƄŀŅ̹ ňƀ̹ ňŹ̹ŅĜŵİ̹ƀŦ̹İĴǬşĴ̹ŹŲňŵňƀƄĜŘňƀƟ̹ ňş̹ ƀŅĴ̹ĪŦşĪĴŲƀ̹
of calligraphy, it seems to refer to the aim of the calligrapher, which goes beyond the technical 
ĿĴĜƀƄŵĴŹ̹ŦĿ̹ŲŵĜĪƀňĪĴŹ̹˾�ĜŲŲĴŘŘĜŵň˦̹ʇʅʆʌ˿˫



ʈʇʋ

in its most crude form -mosques, tomb monuments, and non-religious 
̐ŞĜİŵĜŹĜŹ˦̹ ŲĜŘĜĪĴŹ˦̹ ŞĜşŹňŦşŹ˦̹ ĪĜŵĜƘĜşŹĜŵňĴŹ˦̹ Ĝşİ̹ ŞňŘňƀĜŵƟ̹ ĩƄňŘİňşŀŹ˫̹
bŅĴŵĴ̹ ĜŵĴ̹ ƙŦŵŖŹ̹ ŦĿ̹ Ĝŵƀ˦̹ ĴşƀňŵĴŘƟ̹ ĿŵŦŞ̹ ňşŹňİĴ̹ Ĝşİ̹ ŦƄƀŹňİĴ̹ ŦĿ̹ ƀŅĴŹĴ̹
ŹƀŵƄĪƀƄŵĴŹ˫̹ HŵşĜŞĴşƀŹ̹ ŞĜİĴ̹ ƙňƀŅ̹ ŞŦŹĜňĪ̹ Ĝşİ̹ ĿŵĴŹĪŦ˦̹ ƀŅĴş̹ ŹƀƄĪĪŦ˦̹
ƀňŘĴ˦̹ ŹƀŦşĴ˦̹ Ĝşİ̹ ĩŵňĪŖ̹ ŞĜƀĴŵňĜŘŹ̹ ňş̹ ƀŅĴ̹ ĴĜŵŘƟ̹ ŲĴŵňŦİŹ̹ ƀĜŖĴ̹ ĜƀƀĴşƀňŦş˰̹
also carpets, tiles, calligraphy, oil lamps made of glass, chandelier, 
ƙňşİŦƙ̹ŀŘĜŹŹĴŹ˦̹ ŲƄŘŲňƀ̹ƙňƀŅ̹ƙŦŦİĴş̹ƙŦŵŖ˦̹ƙňşŀŹ˦̹ Ĝşİ̹ ŵĜŅŘĴ̹ ƀŦ̹ İŦŦŵŹ̹
Ĝşİ̹ƙňşİŦƙŹ˦̹İŦŦŵ̹ŅĜşİŘĴŹ̹ƙňƀŅ̹ŞĴƀĜŘƙŦŵŖ̹ĜŵĴ̹ ĜŹŹĴŹŹĴİ̹ĜŹ̹ Ĝ̹ŲĜŵƀ̹ŦĿ̹
ňşİŦŦŵŹ˫̹,ƀ̹ňŹ̹ĜŘŹŦ̹ŹĜňİ̹ƀŅĜƀ̹ŞĜşƟ̹ƙĜŘŘ̹ŲĜňşƀňşŀŹ̹ƀŅĜƀ̹ƙĴŵĴ̹ŞĜİĴ̹ĩƟ̹ƀŅĴ̹
hands of the early and medieval Islamic states might consist of various 
ǬŀƄŵĴŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ Ĝş̹ Ĝŵƀ̹ ĿŦŵŞ̹ ŦƀŅĴŵ̹ ƀŅĜş̹ ĜŵĪŅňƀĴĪƀƄŵĴ˫̹ bŅĴŵĴ̹ ňŹ̹ şŦ̹
ĴƞŲŘĜşĜƀňŦşŹ̹ ňş̹ ƀŅĴ̹VƄŵ̝Ĝş̹ ƀŅĜƀ̹ ĪŦşǬŵŞŹ̹ ƀŅĴ̹ ňŹŹƄĴ̹ ŦĿ̹ ƀŅĴ̹ŲŵŦŅňĩňƀňŦş̹
ŦĿ̹ǬŀƄŵĴŹ̹ňş̹,ŹŘĜŞ˫̹,ş̹ƀŅĴ̹ƘĴŵŹĴ̹ŦĿ̹[ƄŵĜƀ̹�Ř̐AĜ̝ňİĜŅ˦̹ƀŅĴŵĴ̹ňŹ̹Ĝ̹ƘĜŵňŦƄŹ̹
ĴƞŲŘĜşĜƀňŦş̹ƀŦ̹ŲŵĴƘĴşƀ̹ŲĜŀĜşňŹŞ˦̹Ĝşİ̹ňƀ̹ňŹ̹ŖşŦƙş̹ƀŅĜƀ̹ƀŅĴŵĴ̹ĜŵĴ̹ŅĜİňƀŅŹ̹
ƀŅĜƀ̹ŅĜƘĴ̹Ĝ̹ŹŲĴĪňǬĪ̹ĜŲŲŵŦĜĪŅ̹ƀŦ̹ƀŅňŹ̹ňŹŹƄĴ˦̹ĩƄƀ̹ňƀ̹ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴŹĴ̹
ƘĴŵŹĴŹ̹ ŞĜƟ̹ ĩĴ̹ Ĝ̹ ĿĜĩŵňĪĜƀĴİ˦̹ şŦƀ̹ ƀŅĴ̹ ŦŵňŀňşĜŘ̹ ŦşĴŹ˫̹ )ŦƙĴƘĴŵ˦̹ �ŵŦŀŘƄ̹
claims that there is still no question that these verses had frightened 
ƀŅĴ̹ĜŵƀňŹƀŹ̹ƀŅĜƀ̹ŘĴİ̹ƀŦ̹ĜƘŦňİĜşĪĴ̹ǬŀƄŵĜƀňŦş̹˾�ŵŦŁŘƄ˦̹ʇʅʆʋ˿˫̹

[ňşĪĴ̹ ,ŹŘĜŞňĪ̹ Ĝŵƀ̹ ĿŦŘŘŦƙŹ̹ ƀŅĴ̹ şŦş̐ŵĴŲŵĴŹĴşƀĜƀňŦşĜŘ̹ ĩĴňşŀ̹ ĜŹ̹ ƀŵĜİňƀňŦş˦̹
ňƀ̹ ňŹ̹ ŵĴǭĴĪƀĴİ̹ ňş̹ ƀŅĴ̹ ŞŦŹŴƄĴ˦̹ ƙŵňƀňşŀ˦̹ Ĝşİ̹ ňŘŘƄŞňşĜƀňŦş˦̹ ĴŹŲĴĪňĜŘŘƟ̹
ňş̹ ňŞŲŦŵƀĜşƀ̹ ĪňŵĪƄŞŹƀĜşĪĴŹ˦̹ şĜŞĴŘƟ̹ ňş̹ ƀŅĴ̹ ŞŦŹŴƄĴ̹ ˾�Ř̐BĜŹŵĜƙň˦̹
�ŘŞƄŖŅƀĜŵ˦̹Λ̹�Ř̐�ĜŘİĜƙň˦̹ʇʅʆʊ˿˫

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ ;ĴĴ̐BňňşňŦœĜ̹ ˾ʇʅʆʍ˿̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ ĜƘŦňİĜşĪĴ̹ ŦĿ̹
ǬŀƄŵĜƀňŦş̹ƙĜŹ̹ŹƟŹƀĴŞĜƀňĪ̹Ĝşİ̹İĴŘňĩĴŵĜƀĴ̹ŵĴŀĜŵİňşŀ̹Ĝ̹ŵĴŘňŀňŦƄŹ̹ĩƄňŘİňşŀ˦̹
ƙŅňĪŅ̹ŀĜƘĴ̹Ĝ̹şĴƙ̹ĿŦŵŞ̹ŦĿ̹ŹƟŞĩŦŘňĪ̹ŹňŀşňǬĪĜşĪĴ̹ƀŦ̹ĜŵƀňŹƀňĪ̹ŘĜşŀƄĜŀĴ˫̹,ƀ̹
ňŹ̹ĜŘŹŦ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ƘĜŵňŦƄŹ̹ƄŹĜŀĴ̹ŦĿ̹ǬŀƄŵĜƀňƘĴ̹Ĝŵƀ̹ŵĜŵĴŘƟ̹ĴşĪŦƄşƀĴŵĴİ̹ňş̹
Islam was partly based on the prohibition of presenting animals and 
ŅƄŞĜşŹ̹ ňş̹ ĜşƟ̹ Ŗňşİ̹ ŦĿ̹ ŲĜňşƀňşŀŹ̹ Ŧŵ̹ ŹĪƄŘŲƀƄŵĴ̹İƄĴ̹ ƀŦ̹ ƀŅĴ̹ ŵĴĜŹŦş̹ ƀŅĜƀ̹
pre-Islamic period, worshiping of idols was developed and through it, 
ƀŅĴ̹ŹĪƄŘŲƀƄŵĜŘ̹Ĝŵƀ̹ǭŦƄŵňŹŅĴİ˫̹

Moreover, it can be underlined that the prohibition of depiction led to 
ĴŞŲŅĜŹňƥňşŀ̹ƀŅĴ̹ƘňŵƀƄĴ̹Ĝşİ̹ňŞŲŦŵƀĜşĪĴ̹ŦĿ̹ǬşĴ̹ƙŵňƀňşŀ˦̹ƀŅĴ̹ňşĜĩňŘňƀƟ̹ƀŦ̹
ĪŦşƘĴƟ̹ƀŅĴ̹ǬŀƄŵĴ̹Ĝşİ̹ŵĴĜŘňƀƟ̹İƄĴ̹ƀŦ̹ƀŅĴ̹ŲŵŦŅňĩňƀňŦş̹ŦĿ̹ĪŦŲňĴŹ̹ňş̹,ŹŘĜŞ̹
has led to the development of arts such as calligraphy, architecture, 
ňŘŘƄŞňşĜƀňŦş˦̹ İĴĪŦŵĜƀňƘĴ̹ ĜŵƀŹ˦̹ ŞňşňĜƀƄŵĴ˦̹ Ĝşİ̹ ƀňŘĴŹ˫̹ bŅĴ̹ ǬŀƄŵĴ̹ ŅĜŹ̹
become the language of writing and painting in calligraphy, which 
ƀƄŵşŹ̹ ňşƀŦ̹Ĝ̹ŲňĪƀƄŵĴ̹ƙňƀŅ̹Ĝş̹ĜĴŹƀŅĴƀňĪ̹ƙŵňƀňşŀ̹ŹƀƟŘĴ˫̹bŅƄŹ˦̹ƀŅĴ̹ƙŵňƀňşŀ̹
İŦĴŹ̹ şŦƀ̹ ĪŵĴĜƀĴ̹ ŹĴŲĜŵĜƀĴ̹ ƘňŹňĩňŘňƀƟ̹ ĿŵŦŞ̹ ƀŅĴ̹ ŦĩœĴĪƀ̹ ňƀ̹ ŵĴŲŵĴŹĴşƀŹ̹ Ĝşİ̹
İŦĴŹ̹şŦƀ̹ĪŵĴĜƀĴ̹Ĝ̹ŹĴŲĜŵĜƀĴ̹ŹƀŦŵƟ˫̹bŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ƀĜŖĴŹ̹ĜƙĜƟ̹ƀŅĴ̹ŘňşĴ˦̹
ŘňŀŅƀ˦̹ ŹŅĜİŦƙ˦̹Ĝşİ̹ƘŦŘƄŞĴ̹ŦĿ̹ ƀŅĴ̹ŦĩœĴĪƀ̹Ĝşİ̹ŲŦƄŵŹ̹ŅňŹ̹ ŵĴŹŲĴĪƀ̹ ĿŦŵ̹ ƀŅĴ̹
�ŵĴĜƀŦŵ̹ŦşŘƟ̹ňşƀŦ̹ŹƟŞĩŦŘŹ˦̹ƀŅƄŹ̹ŀŘŦŵňĿƟňşŀ̹ƀŅĴ̹ŹĜĪŵĴİ̹ĜŹ̹ƙĴŘŘ̹ ˾9ŦƥŘƄ̹Λ̹
�ĴşƄŁƄŵ˦̹ʇʅʆʉ˿˫

)ŦƙĴƘĴŵ˦̹ bĴŲĜŵňī̹ ˾ʇʅʆʉ˿̹ ĪŘĜňŞŹ̹ ƀŅĜƀ̹ ƘĜŵňŦƄŹ̹ AƄŹŘňŞ̹ ĜŵƀňŹƀŹ̹ İňİ̹ şŦƀ̹
ĜĩŹŦŘƄƀĴŘƟ̹ ĿŦŘŘŦƙ̹ ƀŅňŹ̹ ňŹŹƄĴ˫̹rŅĴş̹ ƀŅĴ̹ AƄŹŘňŞŹ̹ ŘňĩĴŵĜƀĴİ̹ AĴĪĪĜ˦̹ ƀŅĴ̹
destruction of all statues and idols that the pagan Arabs set up in 
ƀŅĴ̹9ĜĜĩĜ̹ĪŦƄŵƀƟĜŵİ̹Ĝşİ̹ƀŅĴş̹ĴşƀĴŵĴİ̹ ňƀ̹ƙĜŹ̹ŦŵİĴŵĴİ̹ĩƟ̹ƀŅĴ̹TŵŦŲŅĴƀ˫̹
AŦŵĴŦƘĴŵ˦̹ ƀŅĴ̹ ŹŅŵňşĴ̝Ź̹ ƙĜŘŘŹ̹ ƙĴŵĴ̹ İĴĪŦŵĜƀĴİ̹ ĩƟ̹ Ĝ̹ �ƟƥĜşƀňşĴ̹ ŲĜňşƀĴŵ˫̹
Among them, there was the Prophet Abraham’s display with arrows, 
ƀŅŵŦƙňşŀ̹ ĿŦŵ̹ İňƘňşĜƀňŦş˦̹ Ĝşİ̹ ƀŅĴ̹ ŲĜňşƀňşŀ̹ ŦĿ̹ Ĝ̹ Ƙňŵŀňş̹ Ĝşİ̹ �ŅňŘİ˫̹ ,ƀ̹ ňŹ̹
claimed that the Prophet covered these two images with his hands and 
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ŦŵİĴŵĴİ̹ ƀŅĴŞ̹ ƀŦ̹ ĩĴ̹ ŵĴŞŦƘĴİ˫̹ ,ƀ̹ƙĜŹ̹ İŦşĴ̹ ŲŵŦĩĜĩŘƟ̹ƙňƀŅ̹ ŵĴŹŲĴĪƀ̹ ĿŦŵ̹
ŅŦşŦŵĜĩŘĴ̹ŲĴŦŲŘĴ˦̹şŦƀ̹ĜŹ̹Ĝ̹Źňŀş̹ŦĿ̹ƀŅĴ̹ŲĜňşƀňşŀ̹ǬŀƄŵĴŹ̝̹ĜŲŲŵŦƘĜŘ̹ĜŹ̹ŵĴŘňĪŹ̹
ŦĿ̹ŵĴŘňŀňŦş˦̹ĪŦşƀŵĜŵƟ̹ƀŦ̹ƀŅĴ̹ĩĴŘňĴĿ̹ŅĴ̹ŞĜİĴ̹ňş̹ŅňŹ̹ŲŵŦŲĜŀĜşİĜ˫̹)ĴşĪĴ˦̹ňƀ̹
ňŹ̹ ŹĜňİ̹ ƀŅĜƀ̹AƄŹŘňŞ̹ĜŵƀňŹƀŹ̹ŞĜƟ̹ŵĴĜŘňƥĴ̹ ƀŅĜƀ̹ŲĜňşƀňşŀ̹ĜŹ̹Ĝ̹ĪŵĴĜƀňƘĴ̹Ĝŵƀ̹
ŞňŀŅƀ̹ĩĴ̹ĪŦşŹňİĴŵĴİ̹ƄşİĴŹňŵĜĩŘĴ˰̹ŵĜƀŅĴŵ̹ŹƀŵňĪƀŘƟ̹ĿŦŵĩňİİĴş˫

bĴŲĜŵňī̹ ˾ʇʅʆʉ˿̹ĜŘŹŦ̹ƄşİĴŵŘňşĴŹ̹ ƀŅĜƀ̹ ƀŅňŹ̹ĪŦƄŘİ̹ĩĴ̹ ƀŅĴ̹ ŵĴĜŹŦş̹ ĿŦŵ̹ĜƘŦňİňşŀ̹
şĜƀƄŵĜŘňŹŞ̹ Ĝşİ̹ ŵĴĜŘňŹŞ̹ ňş̹ ,ŹŘĜŞňĪ̹ Ĝŵƀ˫̹bŦİĜƟ˦̹ ňƀ̹ ňŹ̹ ŹĜňİ̹ ƀŅĜƀ̹ şĜƀƄŵĜŘ̹ Ĝşİ̹
realistic arts are accepted widely because art is no longer assessed as 
Ĝ̹ ŹĴŵƘĜşƀ̹ ŦĿ̹ ŵĴŘňŀňŦş˫̹)ĴşĪĴ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ŞŦŹƀ̹ ňŞŲŦŵƀĜşƀ̹
ƀŅňşŀ̹ƀŦ̹ŞĴşƀňŦş̹ ňş̹ ,ŹŘĜŞ̹Ĝşİ̹ ,ŹŘĜŞňĪ̹Ĝŵƀ̹ ňŹ̹Ĝ̹ĪŘĴĜŵ̹ŵĴǭĴĪƀňŦş̹ŦĿ̹ ,ŹŘĜŞňĪ̹
ŹŲňŵňƀƄĜŘňƀƟ˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ $Ŧİ̹ ĪĜşşŦƀ̹ ĩĴ̹ ŵĴŲŵĴŹĴşƀĴİ̹ ňş̹ ĜşƟ̹ ŲŅƟŹňĪĜŘ̹
ĿŦŵŞ˦̹ ƙŅňĪŅ̹ ňŹ̹ şŦƀ̹ ĴƞŲŘĜňşĴİ̹ ŘňƀĴŵĜŘŘƟ̹ ňş̹ VƄŵ̝Ĝş˦̹ ĜŹ̹ ŞĴşƀňŦşĴİ̹ ĴĜŵŘňĴŵ˫̹
)ŦƙĴƘĴŵ˦̹ ƙŅĜƀ̹ ŅĜŹ̹ ĪŘĴĜŵŘƟ̹ ňşİňĪĜƀĴİ̹ ňŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ ĿĜňƀŅĿƄŘ̹ AƄŹŘňŞ̹ ŹŅŦƄŘİ̹
şŦƀ̹ ŞĜŖĴ̹ Ŧŵ̹ ƙŦŵŹŅňŲ̹ ňİŦŘŹ˰̹ ƀŅĴƟ̹ ĜŘŹŦ̹ İňŹĪŦƄŵĜŀĴİ̹ ƀƄŵşňşŀ̹ ƀŅĴňŵ̹ ĿĜĪĴŹ̹
ƀŦƙĜŵİŹ̹ ĜşƟ̹ ƀƟŲĴ̹ ŦĿ̹ ǬŀƄŵĴ˦̹ ňşĪŘƄİňşŀ̹ ƀŅĴ̹ ǬŀƄŵĴ̹ ŦĿ̹ ƀŅĴ̹ TŵŦŲŅĴƀ˦̹ ŅĴşĪĴ̹
to prevent any misleading towards idolatry, creating portraiture of the 
TŵŦŲŅĴƀ̹AƄŅĜŞŞĜİ̹ƙĜŹ̹ĜŘŹŦ̹ŲŵŦŅňĩňƀĴİ˫̹bŅĜƀ̹ŞĴĜşŹ̹ŹĜƟňşŀŹ̹Ĝşİ̹ŘĴŹŹŦşŹ̹
are valued much more than the physical features of God or the Prophet 
˾bĴŲĜŵňī˦̹ʇʅʆʉ˿˫̹bŅňŹ̹ňŹŹƄĴ̹ĜŘŹŦ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ŲŵĜĪƀňĪĴŹ̹ŦĿ̹khatt 
ƀŅĜƀ̹ƙňŘŘ̹ĩĴ̹ŹĴĴş̹ňş̹ƀŅĴ̹ĿŦŘŘŦƙňşŀŹ˫̹TĜŵƀňĪƄŘĜŵŘƟ̹ƀŅĴ̹ŞňşİŹĴƀ̹ĩĴŅňşİ̹,ŹŘĜŞňĪ̹
art can be traced through the calligraphy and how it is understood and 
ĜŲŲŵĴĪňĜƀĴİ˫̹bŅĴ̹ ĿŦŵŞĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ĪŦŞŲŦŹňƀňŦş̹ ňŹ̹ ŀŵŦƄşİĴİ̹
on this mindset that a similar attitude can be encountered through 
contemporary western calligraphy practices as well; at least the research 
for beyond the literal meaning of the text and attributed artistic values on 
the practices can be understood better through the apprehension of this 
ĪĜŘŘňŀŵĜŲŅňĪ̹ĪƄŘƀƄŵĴŹ̹Ĝşİ̹ƀŅĴňŵ̹ŞƄƀƄĜŘ̹ňşƀĴŵĜĪƀňŦşŹ˫̹

,ŹŘĜŞňĪ̹Ĝŵƀ˦̹ƙŅňĪŅ̹ňŹ̹ŹĴĴş̹ĪŅňĴǭƟ̹ňş̹ƘĴŀĴƀĜŘ̹Ĝşİ̹ŀĴŦŞĴƀŵňĪ̹ŦŵşĜŞĴşƀŹ˦̹
is often viewed as decoration attached to mathematics, but this is 
şŦƀ̹ ŘňŖĴ̹ ƀŅĴ̹ ŲĴŵŹŲĴĪƀňƘĴ̹ ĪĜŹĴ̹ ňş̹ ƙŅňĪŅ̹ ŞĜƀŅĴŞĜƀňĪŹ̹ ňŹ̹ ĴƘĜŘƄĜƀĴİ˫̹
Both geometry and herbal ornaments turn into abstract, set out 
with an abstract search, and in this context, almost every volume of 
ĜĩŹƀŵĜĪƀňŦş̹ňŹ̹ĴƘĜŘƄĜƀĴİ˫̹[Ŧ̹ƀŅĴ̹ŀĴŦŞĴƀŵňĪ̹ŲĴŵĪĴŲƀňŦş̹ňş̹,ŹŘĜŞňĪ̹Ĝŵƀ̹ ňŹ̹
ŦĿ̹ŀŵĴĜƀ̹ňŞŲŦŵƀĜşĪĴ˫̹,ƀ̹ĪĜş̹ĴƘĴş̹ĩĴ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ĜŘŘ̹ŅĴŵĩĜŘ̹ĴŘĴŞĴşƀŹ̹ƙĴŵĴ̹
ŹƄĩœĴĪƀĴİ̹ ƀŦ̹ ŹƄĪŅ̹ ĜĩŹƀŵĜĪƀňŦş̹ Ĝşİ̹ ňşƘňƀĴİ̹ ƀŦ̹ ŖĴĴŲ̹ ƄŲ̹ƙňƀŅ̹ ŀĴŦŞĴƀŵƟ˫̹
fşňƀŹ̹ ĪŦŞĴ̹ ŹňİĴ̹ ĩƟ̹ ŹňİĴ̹ Ĝşİ̹ ŵĴƘĴĜŘ̹ Ĝ̹ ŹňƀƄĜƀňŦş̹ ƀŦ̹ ǬŘŘ̹ Ĝ̹ ĪĴŵƀĜňş̹ ŹŲĜĪĴ˦̹
Ĝşİ̹ƀŅĴ̹ƘňĴƙĴŵ̝Ź̹ĴƟĴ̹ƙĜƀĪŅĴŹ̹ĩƟ̹ ĿŦĪƄŹňşŀ̹Ŧş̹ƀŅĴŹĴ̹ŲňĴĪĴŹ̹ŦşĴ̹ĩƟ̹ŦşĴ˫̹
Moreover, the language of Islamic art, especially its geometry, is sought 
şŦƀ̹ňş̹şĜƀƄŵĴ̹ĩƄƀ̹ƀŅŵŦƄŀŅ̹ŹŲňŵňƀ̹Ĝşİ̹ŵĴĜŹŦş˫̹,ş̹Ĝŵƀ̹ĴşƘňŵŦşŞĴşƀŹ̹ƙŅĴŵĴ̹
Islamic art is advanced, man is perceived not with his body but with his 
mind and spirit; this situation leads to a vision based on abstraction, 
ŲĜŵƀňĪƄŘĜŵŘƟ̹ ƀŅĜƀ̹ ŹƀĜşİŹ̹ ňş̹ ĿĜƘŦŵ̹ ŦĿ̹ ƀŅĴ̹ ĜĩŹƀŵĜĪƀ̹ ˾�ŵŦŁŘƄ˦̹ ʇʅʆʋ˿˫̹ ,ş̹
ƀŅňŹ̹ ŹĴşŹĴ˦̹ ňƀ̹ ŹŅŦƄŘİ̹ ĩĴ̹ ĴŞŲŅĜŹňƥĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ ĴĜŵŘňĴŹƀ̹ ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹
ĜĩŹƀŵĜĪƀňŦş̹ĴŞĴŵŀĴİ̹ňş̹,ŹŘĜŞňĪ̹Ĝŵƀ̹ňş̹ƀŅĴ̹ĴĜŹƀ˫̹

It reminds the discussion of the abstract concept in Far Eastern art 
Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ İňŹĪƄŹŹĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ ,q˫̹ )ĴŵĴ̹ƙŅĜƀ̹ ňŹ̹ ƄşİĴŵŹƀŦŦİ̹ ňŹ̹
ƀŅĜƀ̹ƀŅĴ̹ĜĩŹƀŵĜĪƀ̹ĪŦşĪĴŲƀ̹ňş̹,ŹŘĜŞňĪ̹Ĝŵƀ̹ĜŘŹŦ̹ŅĜŹ̹İňǣĴŵĴşƀ̹ĜƀƀŵňĩƄƀňŦşŹ̹
Ĝşİ̹ ĜŲŲŵĴĪňĜƀňŦş̹ ĿŵŦŞ̹ ƀŅĴ̹ rĴŹƀ˫̹ �ƘĴş̹ ƙňƀŅ̹ ƀŅĴ̹ İňǣĴŵĴşƀ̹ ĩĜŹĴŹ˦̹ ƀŅĴ̹
ĜĩŹƀŵĜĪƀňŦş̹ ŹƀňŘŘ̹ ƀĜŖĴŹ̹ ňƀŹ̹ ŵĴĿĴŵĴşĪĴŹ̹ ĿŵŦŞ̹ ňƀŹ̹ ŵŦŦƀŹ̹ Ĝşİ̹ ĪƄŘƀƄŵĴ˦̹ ĜŘŹŦ̹
ŵĴǭĴĪƀĴİ̹ňş̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹Ĝŵƀ˫

CHAPTER V. CALLIGRAPHIC TRADITION OF THE ARABIC SCRIPT AND ISLAMIC CALLIGRAPHY
 INFLUENCES ON CONTEMPORARY WESTERN CALLIGRAPHY
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#ňŀ˫̹ʊ̹ňŘŘƄŹƀŵĜƀĴŹ̹ĪŦŞŲŦŹňƀňŦş̹ĴƞĜŞŲŘĴŹ̹ƙňƀŅ̹ƀŅĴňŵ̹İĴĪŦŵĜƀňƘĴ̹ŹƀƟŘĴ˦̹ƙŅňĪŅ̹
ňŹ̹ ĪŘŦŹĴŘƟ̹ ŵĴŘĜƀĴİ̹ ƀŦ̹ ĜĩŹƀŵĜĪƀňŦş˫̹ bŅĴŵĴ̹ ĪĜş̹ ĩĴ̹ ŦĩŹĴŵƘĴİ̹ Ĝş̹ ňşĪŵĴİňĩŘĴ̹
ĜŞŦƄşƀ̹ Ĝşİ̹ ƘĜŵňĴƀƟ̹ ŦĿ̹ŞŦƀňĿŹ˫̹ $ĴşĴŵĜŘŘƟ˦̹ ƀŅĴ̹ ǬŵŹƀ̹ŞĜœŦŵ̹ ŀŵŦƄŲ̹ ňş̹ ƀŅňŹ̹
İňŵĴĪƀňŦş̹ňŹ̹ƘĴŀĴƀĜŘ̹ŞŦƀňĿŹ˥̹ŲĜŘŞĴƀƀĴŹ˦̹ŅĜŘĿ̹ŲĜŘŞĴƀƀĴŹ˦̹ƘňşĴ̹ ŘĴĜƘĴŹ˦̹ŀŵĜŲĴ̹
ĩƄşĪŅĴŹ˦̹ Ĝşİ̹ ŵŦŹĴ̹ İĴĪŦŵĜƀňŦşŹ˫̹ bŅĴ̹ ŹĴĪŦşİ̹ ŀŵŦƄŲ̹ ňŹ̹ ŀĴŦŞĴƀŵňĪ̹ ŦşĴŹ˫̹
rŅňŘĴ̹ ƀŅĴŹĴ̹ŞĜƟ̹ ĩĴ̹ Ĝ̹ ĿŵĜŞĴƙŦŵŖ̹ ĿŦŵ̹ ŦƀŅĴŵ̹ ĴŞĩĴŘŘňŹŅŞĴşƀŹ˦̹ ƀŅĴƟ̹ŞĜƟ̹
ĜŘŹŦ̹ĪŦşŹƀňƀƄƀĴ̹ƀŅĴ̹ĴşƀňŵĴ̹İĴĪŦŵĜƀňŦş˫̹bŅĴ̹ƀŅňŵİ̹ŀŵŦƄŲ̹ňŹ̹ƘĜŵňŦƄŹ̹ŞŦƀňĿŹ˦̹
ƀŅĴ̹ ĴǣĴĪƀ̹ ŦĿ̹ ŀĴŦŞĴƀŵƟ˦̹ ƀŅĴ̹ ŲŵňŞĜŵƟ̹ ŀĴŦŞĴƀŵňĪ̹ ƄşňƀŹ̹ ƄŹĴİ˦̹ ĪňŵĪŘĴŹ˦̹ Ĝşİ̹
ŵŅŦŞĩƄŹĴŹ˫̹rňƀŅ̹ ƀŅĴ̹ ŲŦŹŹňĩňŘňƀƟ̹ ŦĿ̹ ňşǬşňƀĴ̹ ŀŵŦƙƀŅ˦̹ ƀŅĴ̹ İĴŹňŀş̹ ĪĜş̹ ĩĴ̹
extended in the desired direction, the completed unit with its beginning 
and end is not the design itself; its boundaries depend on the artist’s 
ŵĴŴƄĴŹƀ˫̹ ,ƀ̹ ŀňƘĴŹ̹ ĪŵƄĪňĜŘ̹ ĿŵĴĴİŦŞ̹ ƀŦ̹ ƀŅĴ̹ ĜƄİňĴşĪĴ̹ƙňƀŅ̹ ňƀŹ̹ İĴŹňŀş̹ ƀƟŲĴ˫̹
bŅĴ̹ŲŵňşĪňŲŘĴ̹ŦĿ̹ĜŵĩňƀŵĜŵňşĴŹŹ˦̹ƀŅĴ̹İŦŞňşĜşƀ̹ĿĴĜƀƄŵĴ̹ƀŅĜƀ̹ĜŲŲĴĜŵŹ̹ňş̹ŞŦŹƀ̹
early Islamic ornament, is that neither its dimensions nor its internal 
ĿŦŵŞŹ̹ƙĴŵĴ̹ĪŦşİňƀňŦşĴİ̹ĩƟ̹ĜşƟƀŅňşŀ̹ŦƀŅĴŵ̹ƀŅĜş̹ňƀŹĴŘĿ˫̹bŅňŹ̹Ĝŵƀ̹ƙĜŹ̹ĜĩŘĴ̹
ƀŦ̹ƀĜŖĴ̹ƀŅĴ̹Ĝŵƀ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĿŵŦŞ̹ňƀŹ̹ŞĴĜşňşŀ̹Ĝşİ̹Ĝİİ̹ňƀ̹ƀŦ̹ ňƀŹĴŘĿ˦̹Ĝşİ̹
ňƀ̹ƙĜŹ̹ ĜŘŹŦ̹ ƄŹĴİ̹ ňş̹ ĜŵĪŅňƀĴĪƀƄŵĴ̹ Ĝşİ̹ ŦƀŅĴŵ̹ ĪŵĜĿƀŹ˫̹ bŅĴ̹ ňİĴĜ̹ ŦĿ̹ ĴƀĴŵşňƀƟ̹
that embodies this style as a basic feature, which has no end and no 
ĩĴŀňşşňşŀ˦̹ŅĜŹ̹ĜƀƀŵĜĪƀĴİ̹ĜƀƀĴşƀňŦş̹ ƀŅŵŦƄŀŅŦƄƀ̹ŅňŹƀŦŵƟ˦̹ ĴƘŦŖňşŀ̹Ĝ̹ ŹĴşŹĴ̹
ŦĿ̹ĴƀĴŵşňƀƟ̹Ĝşİ̹ĴƀĴŵşňƀƟ̹Ŧş̹ƀŅŦŹĴ̹ƙŅŦ̹ŹĴĴ̹Ŧŵ̹ĿŦŘŘŦƙ̹ƀŅĴŹĴ̹ŹƀŵƄĪƀƄŵĴŹ˫̹�ş̹
ƄşşĜƀƄŵĜŘ̹ ƄşňƀƟ̹ İŵĜƙŹ̹ ĜƀƀĴşƀňŦş̹ ňş̹ ƀŅĴ̹ ǬŵŹƀ̹ ĴƞĜŞŲŘĴŹ˦̹ ƀŅĴş̹ ŞĜƀƄŵĴŹ̹
Ĝşİ̹ ŵĴƘĴĜŘŹ̹ Ĝş̹ ĜĩŹƀŵĜĪƀ̹ ŹƀƟŘĴ˫̹ ,ŹŘĜŞňĪ̹ Ĝŵƀ̹ ňŹ̹ Ĝş̹ ĜĩŹƀŵĜĪƀ̹ Ĝŵƀ̹ ĩĜŹĴİ̹ Ŧş̹
ĜŵĜĩĴŹŴƄĴ˫̹�ĪĪŦŵİňşŀ̹ƀŦ̹�ŵŦŁŘƄ̹˾ʇʅʆʋ˿˦̹ƀŅňŹ̹ňŹ̹ƙŅƟ̹ňƀ̹ĜƘŦňİŹ̹ƀŅĴ̹ǬŀƄŵĴ˫

Fig. 5. Fringe and medallion 
compositions by N. Zoppino, 
Source: Mülayim, (nd.: np.)

In Christianity, imagery, especially in churches, was intended to 
ƀĴĜĪŅ̹ ŵĴŘňŀňŦş̹ ƀŦ̹ ňŘŘňƀĴŵĜƀĴ̹ŲĴŦŲŘĴ˰̹ ĴŹŲĴĪňĜŘŘƟ̹ ňş̹ ƀŅĴ̹�ƟƥĜşƀňşĴ̹�ŞŲňŵĴ˦̹
7ĴŹƄŹ˦̹ ĜŲŦŹƀŘĴŹ˦̹ ŹĜňşƀŹ˦̹ Ĝşİ̹ ĩňĩŘňĪĜŘ̹ ŹƄĩœĴĪƀŹ̹ƙĴŵĴ̹ ŹƀĜŀĴİ̹ Ŧş̹ ƀŅĴ̹ƙĜŘŘŹ̹
ŦĿ̹ ĪŅƄŵĪŅĴŹ˫̹ )ŦƙĴƘĴŵ˦̹ ,ŹŘĜŞ̹ ňŹ̹ ƙŅŦŘŘƟ̹ ŹĴŲĜŵĜƀĴİ̹ ĿŵŦŞ̹ �ŅŵňŹƀňĜşňƀƟ̹
ňş̹ ƀŅňŹ̹ ŵĴŀĜŵİ˫̹ ,ş̹�ŅŵňŹƀňĜşňƀƟ˦̹ ƀŅĴ̹ ňŞĜŀĴŵƟ̹ƙĜŹ̹ƄŹĴİ̹ĜŹ̹Ĝ̹ ƀŦŦŘ̹ ĿŦŵ̹ ƀŅĴ̹
spread of religion, and in the art of the early Christian period, almost 
ĜŘŘ̹ ĜŵƀňŹƀŹ̹ ŲĜňşƀĴİ̹ ŵĴŘňŀňŦƄŹ̹ ƀŅĴŞĴŹ̹ İƄŵňşŀ̹ ƀŅĴ̹ WĴşĜňŹŹĜşĪĴ̹ Ĝşİ̹
�ĜŵŦŴƄĴ̹ ŲĴŵňŦİŹ˫̹ ,ş̹ ,ŹŘĜŞ˦̹ ƀŅĴŵĴ̹ ĜŵĴ̹ şŦ̹ ŹƄĪŅ̹ İĴŲňĪƀňŦşŹ̹ ňş̹ ŞŦŹŴƄĴŹ̹
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Ĝşİ̹ŞĜŹœňİŹ˫̹rŦŵŹŅňŲňşŀ̹ňİŦŘŹ̹ňŹ̹ŹƀŵňĪƀŘƟ̹ŲŵŦŅňĩňƀĴİ̹ňş̹,ŹŘĜŞ˦̹ĩƄƀ̹ƀŅĴŵĴ̹
is no restriction on painting sculptures made for artistic purposes, as 
ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˫̹ ,ƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹ƀŅĜƀ̹ƀŅĴ̹ŅƄŞĜş̹ǬŀƄŵĴ̹ňŹ̹ ŘĴŹŹ̹ ŘňŞňƀĴİ̹
Ĝşİ̹ĿŵĴŴƄĴşƀ̹ƀŅĜş̹ƀŅĴ̹ŀĴŦŞĴƀŵňĪ˦̹ƘĴŀĴƀĜĩŘĴ˦̹Ĝşİ̹ĜşňŞĜŘ̹ŞŦƀňĿŹ˫̹qĜŵňŦƄŹ̹
examples of human usage can be encountered in the civil architecture 
Ĝşİ̹ŲŘĜŹƀňĪ̹ĜŵƀŹ̹ňş̹ƀŅĴ̹�ĜŵŘƟ̹,ŹŘĜŞňĪ̹ŲĴŵňŦİ̹ŦĿ̹Ĝŵƀ̹˾�ŘŹĜş˦̹ʇʅʆʎ˿˫

Furthermore, in the miniature paintings, the arts of plastics, or 
ĪĜŘŘňŀŵĜŲŅƟ˦̹ ŹƄĪŅ̹ ĜŵƀňŹƀňĪ̹ ĴƞŲŵĴŹŹňŦşŹ̹ ĪĜş̹ ŦĿƀĴş̹ ĩĴ̹ ĴşĪŦƄşƀĴŵĴİ˫̹ ,ş̹
ŲŵĜƟĴŵ̹ ŹŲĜĪĴŹ˦̹ ŲŵĴŹĴşƀňşŀ̹ ĪŅĜŵĜĪƀĴŵŹ̹ ňŹ̹ ĜƘŦňİĴİ̹ ĩĴĪĜƄŹĴ̹ ƀŅĴ̹ ǬŀƄŵĴŹ̹
ňş̹ ,ŹŘĜŞňĪ̹ŞŦŹŴƄĴŹ̹ Ŧŵ̹ ŹŅŵňşĴŹ̹ ĜĪƀƄĜŘŘƟ̹ ŅĜƘĴ̹ şŦ̹ŞĴĜşňşŀ̹ Ŧŵ̹ ĿƄşĪƀňŦş˫̹
bŅĴ̹ ĪŦşǬŵŞĜƀňŦş̹ŦĿ̹ ƀŅĴ̹fşňƀƟ̹ŦĿ̹$Ŧİ˦̹ŅňŹ̹ŀŘŦŵƟ˦̹ Ĝşİ̹ŀŵĴĜƀşĴŹŹ̹ ňŹ̹ ƀŅĴ̹
İňŵĴĪƀ̹ƀĴĜĪŅňşŀ̹ŦĿ̹ ,ŹŘĜŞ˫̹bŅĜƀ̹ŞĴĜşŹ̹ƀŅĴŵĴ̹ ňŹ̹şŦ̹ŲŘĜĪĴ̹ ĿŦŵ̹ŹĴĪƄŘĜŵ̹Ĝŵƀ˫̹
,ş̹ƀŅĴ̹ŞĴĜşƀňŞĴ˦̹ŹƀƟŘňƥĴİ̹ĪŅĜŵĜĪƀĴŵŹ˦̹ŅƄŞĜş̹Ĝşİ̹ĜşňŞĜŘ̹ǬŀƄŵĴŹ̹ĪĜş̹ĩĴ̹
encountered in ornamented facades of miniature painting in secular art 
ŵĴİƄĪĴİ̹ ƀŦ̹ ƀŅĴ̹ ƀƙŦ̐İňŞĴşŹňŦş˫̹#Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ňƀ̹ ňŹ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ ƀŅĴŵĴ̹
ĜŵĴ̹İňǣĴŵĴşĪĴŹ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ŹĜĪŵĴİ̹ĜŵƀŹ˦̹ƀŵĜİňƀňŦşĜŘ̹ĜŵƀŹ˦̹Ĝşİ̹ŵĴŘňŀňŦƄŹ̹
Ĝŵƀ˫̹[ŦŞĴ̹ŞĜƟ̹ĪŦşŹňŹƀ̹ŦĿ̹Ĝ̹ŵĴŘňŀňŦƄŹ̹ƀŅĴŞĴ˰̹ŅŦƙĴƘĴŵ˦̹ňƀ̹İŦĴŹ̹şŦƀ̹ŞĴĜş̹
ƀŅĴƟ̹ŵĴŲŵĴŹĴşƀ̹ŹĜĪŵĴİ̹Ĝŵƀ˫̹bŅĴ̹ĿƄşİĜŞĴşƀĜŘ̹ĪŦşĪĴŲƀ̹ŦĿ̹ƀŵĜİňƀňŦşĜŘ̹Ĝŵƀ̹ňŹ̹
ŀŵŦƄşİĴİ̹Ŧş̹ƀŅĴ̹ŲŵňşĪňŲŘĴ̹ŦĿ̹�ňƘňşĴ̹HŵňŀňşĜŘňƀƟ˫̹�ĜŘŘňŀŵĜŲŅňĪ̹ƙŵňƀňşŀ̹ŦĿ̹
bŅĴ̹)ŦŘƟ̹VƄŵ̝Ĝş̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ƀŅĴ̹ŹĜĪŵĴİ̹Ĝŵƀ̹ŦĿ̹,ŹŘĜŞ̹˾bĴŲĜŵňī˦̹ʇʅʆʉ˿˫

TŵĴŹĴşƀňşŀ̹ĪŅĜŵĜĪƀĴŵŹ̹Ĝşİ̹ǬŀƄŵĴŹ̹ňş̹ĜşƟ̹ĿŦŵŞ̹ŦĿ̹ĜŵƀňŹƀňĪ̹ŵĴŲŵĴŹĴşƀĜƀňŦş̹
ňŹ̹ ĜňŞĴİ̹ ňş̹ Ĝ̹ ƙĜƟ̹ ƀŅĜƀ̹ ŵĴŹĴŞĩŘĴŹ̹ ĴĜĪŅ̹ ŦƀŅĴŵ˫̹ bĴŲĜŵňī̹ ˾ʇʅʆʉ˿̹ ĪŘĜňŞŹ̹
that this resemblance might be derived from Islamic law based on the 
ĴŴƄĜŘňƀƟ̹ŦĿ̹ƀŅĴ̹ŲĴŦŲŘĴ̹ĩĴĿŦŵĴ̹$Ŧİ˫̹,ş̹ƀŅĴ̹ŞĴĜşƀňŞĴ˦̹ŹƄĪŅ̹ŵĴŲŵĴŹĴşƀĜƀňŦş̹
ŦĿ̹ǬŀƄŵĴŹ̹ ňŹ̹şŦƀ̹ŞĜş̐ĪĴşƀĴŵĴİ̹Ĝşİ̹şŦƀ̹ ĿŦŵ̹ ƀŅĴ̹ŲƄŵŲŦŹĴ̹ŦĿ̹ƙŦŵŹŅňŲ˫̹ ,ƀ̹
is stated that the characters in Islamic art were derived from elitist 
ĜŵƀňŹƀŹ˫̹ bŅĴƟ̹ ŦŵňŀňşĜŘŘƟ̹ ĪĜŞĴ̹ ĿŵŦŞ̹ ƀŅĴ̹ şĴĴİ̹ ĿŦŵ̹ ŹĪňĴşƀňǬĪ̹ ĩŦŦŖŹ˦̹
ňŘŘƄŹƀŵĜƀňŦşŹ̹ĿŦŵ̹ŹƀŦŵňĴŹ˦̹ƀŵĜİňƀňŦşŹ˦̹Ĝşİ̹ŅňŹƀŦŵňĪĜŘ̹ĴƘĴşƀŹ˫̹�ƀ̹ƀŅňŹ̹ŲŦňşƀ˦̹
ŦşĪĴ̹ĜŀĜňş˦̹Ĝ̹ĪĴŵƀĜňş̹Ŗňşİ̹ŦĿ̹ŅňİİĴş̹ŹŲňŵňƀƄĜŘňƀƟ̹ƀĜŖĴŹ̹ĜƀƀĴşƀňŦş˦̹ƙŅňĪŅ̹
ĪŦşŹĪňŦƄŹŘƟ̹ŵĴŴƄňŵĴŹ̹ĜƘŦňİňşŀ̹Ĝ̹ĪŘŦŹĴŵ̹ŘŦŦŖ̹Ĝƀ̹ƀŅĴ̹ĜĪƀƄĜŘ̹Ĝşİ̹ňŘŘƄŹňŦşĜŵƟ̹
ŞĜƀĴŵňĜŘ̹ İňŞĴşŹňŦş̹ ŦĿ̹ ĜŵƀŹ˫̹bĴŲĜŵňī̹ ˾ʇʅʆʉ˿̹ ƄşİĴŵŘňşĴŹ̹ ƀŅĜƀ̹ ƀŅňŹ̹ ňŹ̹ şŦƀ̹
Ĝ̹ Źňŀş̹ ŦĿ̹ Ĝ̹ ŘĜĪŖ̹ ŦĿ̹ ĪŵĴĜƀňƘňƀƟ˦̹ şŦƀ̹ Ĝş̹ ňşĜĩňŘňƀƟ̹ ƀŦ̹ şĜƀƄŵĜŘňƥĴ̹ ǬŀƄŵĴŹ˫̹
)ŦƙĴƘĴŵ˦̹ ňƀ̹ ŲŦňşƀŹ̹ ŦƄƀ̹ ƙŅƟ̹ ,ŹŘĜŞňĪ̹ ŲĜňşƀňşŀ̹ ŀĜƘĴ̹ ŘĴŹŹ̹ ĜƀƀĴşƀňŦş̹ ƀŦ̹
ŲĴŵŹŲĴĪƀňƘĴ̹Ĝşİ̹ƀŅŵĴĴ̐İňŞĴşŹňŦşĜŘňƀƟ˫̹Hş̹ƀŅĴ̹ĿŦŘŘŦƙňşŀ̹ŲĜŀĴŹ˦̹ƀŅŵŦƄŀŅ̹
the practices of calligraphy, this understanding will be encountered 
Ĝşİ̹ƄşİĴŵŹŦŦİ̹ŅŦƙ̹ňƀ̹ŵĴǭĴĪƀĴİ̹ƀŦ̹ĜŲŲŵĴĪňĜƀňŦş̹ŦĿ̹khatt̹ňş̹ƀŅňŹ̹ŹĴşŹĴ˫̹

On the other hand, it should be stated that the theme of color is 
şŦƀ̹ ŹĴĴş̹ ĜŹ̹ Ĝş̹ ŦĩœĴĪƀňƘĴ̹ ŴƄĜŘňƀƟ˫̹ [ňşĪĴ̹ ƀŅĴ̹ ĜňŞ̹ ňŹ̹ şŦƀ̹ ƀŅĴ̹ ŦĩœĴĪƀňƘĴ̹
representation of nature through shapes, refraining from imitating the 
outward manifestations of phenomena, the Islamic artist also did not 
ŅĜƘĴ̹ ƀŦ̹İĴŘƘĴ̹İĴĴŲŘƟ̹ ňşƀŦ̹ ƀŵƄĴ̹ ĪŦŘŦŵŹ˫̹bŅĴ̹ŞĴŵĴ̹ĜňŞ̹ŦĿ̹ ƀŅĴ̹ĜŵƀňŹƀ̹ƙĜŹ̹
ƀŦ̹ŵĴĜĪŅ̹ƀŅĴ̹ŅŦŘƟ̹ŘňŀŅƀ˦̹ƙŅňĪŅ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ƀŅĴ̹ŹŦƄŵĪĴ̹ŦĿ̹ĪŦŘŦŵŹ̹˾bĜş˦̹
ʆʎʎʎ˿˫̹bŅňŹ̹ŹƄĩœĴĪƀ̹ňŹ̹ŞĴşƀňŦşĴİ̹ňş̹ƀŅĴ̹VƄŵ̝Ĝş̹ĜŹ̹ĿŦŘŘŦƙŹ˥

�ŘŘĜŅ̹ňŹ̹ƀŅĴ̹;ňŀŅƀ̹ŦĿ̹ƀŅĴ̹ŅĴĜƘĴşŹ̹Ĝşİ̹ƀŅĴ̹ĴĜŵƀŅ˫̹)ňŹ̹ŘňŀŅƀʆ̹ňŹ Ř̹ňŖĴ̹Ĝ̹şňĪŅĴ̹ňş̹ƙŅňĪŅ̹ƀŅĴŵĴ̹ňŹ̹Ĝ Ř̹ĜŞŲ˦̹
ƀŅĴ̹ŘĜŞŲ̹ňŹ̹ňş̹Ĝ̹ĪŵƟŹƀĜŘ˦̹ƀŅĴ̹ĪŵƟŹƀĜŘ̹ňŹ̹ŘňŖĴ̹Ĝ̹ŹŅňşňşŀ̹ŹƀĜŵ˦̹Řňƀ̹ĿŵŦŞ̹ƀŅĴ̹ŦňŘ̹ŦĿ̹Ĝ̹ĩŘĴŹŹĴİ̹ŦŘňƘĴ̹ƀŵĴĴ˦̹
located neither to the east nor the west,2 whose oil would almost glow, even without being 
ƀŦƄĪŅĴİ̹ĩƟ̹ǬŵĴ˫̹;ňŀŅƀ̹ƄŲŦş̹ŘňŀŅƀ˨̹�ŘŘĜŅ̹ŀƄňİĴŹ̹ƙŅŦĴƘĴŵ̹)Ĵ̹ƙňŘŘŹ̹ƀŦ̹)ňŹ̹ŘňŀŅƀ˫̹�şİ̹�ŘŘĜŅ̹ŹĴƀŹ̹
ĿŦŵƀŅ̹ŲĜŵĜĩŘĴŹ̹ĿŦŵ̹ŅƄŞĜşňƀƟ˫̹#Ŧŵ̹�ŘŘĜŅ̹ŅĜŹ̹ŲĴŵĿĴĪƀ̹ŖşŦƙŘĴİŀĴ̹ŦĿ̹ĜŘŘ̹ƀŅňşŀŹ˫̹˾Surah An-Nur 35˿

,ş̹VƄŵĜşňĪ̹ ŲĜŹŹĜŀĴŹ˦̹ ŘňŀŅƀ̹ ňŹ̹ ƄşİĴŵŘňşĴİ̹ ĜŹ̹ Ĝ̹ İňƘňşĴ̹ ŹƟŞĩŦŘ̹ ƀŅĜƀ̹ ĪŦŞĴŹ̹
ĿŵŦŞ̹ ƀŅĴ̹ VƄŵ̝Ĝş̹ ňş̹ ,ŹŘĜŞ̹ Ĝşİ̹ ƀŅĴ̹ ŹĜĪŵĴİ̹ �ŦŦŖ̹ ŦĿ̹AƄŹŘňŞŹ˫̹ ,ƀ̹ ŵĴĿĴŵŹ̹ ƀŦ̹
various meanings used as a metaphor, sometimes in comparison, as seen 
ňş̹ƀŅĴ̹ŴƄŦƀĜƀňŦş̹ĜĩŦƘĴ˫̹bŅĴŵĴ̹ĜŵĴ̹ŹĴƘĴŵĜŘ̹ ňşŹƀĜşĪĴŹ̹ŦĿ̹ ƀŅĴ̹ŹƀĜŵŹ˦̹ ƀŅĴ̹ŹƄş˦̹
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and the moon used, such as the moon bĴňşŀ̹ňİĴşƀňǬĴİ̹ĜŹ̹Ĝ̹ŘňŀŅƀ˦̹ƀŅĴ̹ŹƄş̹
ĩĴňşŀ̹ĜŹ̹ĪŘĜŵňƀƟ˦̹Ŧŵ̹ĜŹ̹Ĝ̹ ŘĜŞŲ˫̹bŅĴ̹ƀĴŵŞ̹)Ď-, or light, is used in its literal 
ŞĴĜşňşŀ̹ňş̹ƀŅĴ̹VƄŵ̝Ĝş̹ĪŦŞŞŦşŘƟ˦̹Ĝşİ̹ĜŹ̹ŞĴşƀňŦşĴİ̹ňş̹ƙĴŹƀĴŵş̹ƀŵĜİňƀňŦş̹
ƙňƀŅ̹ƀŅĴ̹ŴƄŦƀĴ̹ŦĿ̹̚ƀƄŵşňşŀ̹İĜŵŖşĴŹŹ̹ƀŦ̹ƀŅĴ̹ŘňŀŅƀ˦̛ ̹ňş̹ƀŅĴ̹VƄŵ̝Ĝş˦̹ƀŦŦ˦̹ŵĴŘĜƀĴİ̹
ƀŦ̹ƀŅĴ̹ŹŅĜİŦƙ˦̹ƀŅĴŵĴ̹ĜŵĴ̹ŲĜŹŹĜŀĴŹ̹ĜŹ̹̚ĿŵŦŞ̹ƀŅĴ̹ŹŅĜİŦƙ̹ƀŦ̹ƀŅĴ̹ŘňŀŅƀ˫̛ ̹,ƀ̹ňŹ̹
ƄŹĴİ̹ĜŹ̹ŹƟşŦşƟŞŦƄŹ̹ƙňƀŅ̹ƘňŹňŦş˦̹ƙŅĴŵĴĜŹ̹ŹŅĜİŦƙ̹ŵĴĿĴŵŹ̹ƀŦ̹ĩŘňşİşĴŹŹ˫̹,ş̹
ƀŅĴ̹ŞĴĜşƀňŞĴ˦̹ ŘňŀŅƀ̹ ĪĜş̹ ŹňŀşňĿƟ̹ ŖşŦƙŘĴİŀĴ̹ Ĝşİ̹ ĿĜňƀŅ˦̹ ĜŹ̹ƙĴŘŘ˦̹ƙŅňŘĴ̹ ƀŅĴ̹
ňŀşŦŵĜşƀŹ̹ŹƀĜƟ̹ňş̹ƀŅĴ̹ŹŅĜİŦƙŹ˫̹)ĴşĪĴ˦̹ŘňŀŅƀ̹ŅĴŘŲ̹ŦşĴ̹ĪĜş̹ŹĴĴ̹ƀŅĴ̹ƀŵƄƀŅ̹ŦĿ̹
ƀŅĴ̹rŦŵŘİ̹ĪŘĴĜŵŘƟ̹˾�ŦşşĵŵňĪ˦̹ʇʅʇʅ˿˫̹,ƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ĜŹ̹Ĝ̹ŹƟŞĩŦŘ̹Ĝşİ̹
theme, light is employed pretty similarly in Christianity, as mentioned 
ňş̹ �ŅĜŲƀĴŵ̹ ,,,˫̹ bŅňŹ̹ ňŹŹƄĴ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ̹ ĩĴĪĜƄŹĴ̹ ƘĜŵňŦƄŹ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
western calligraphers are inspired by this mindset, employ light 
ĪŦşĪĴŲƀƄĜŘŘƟ̹ĜŹ̹Ĝ̹ƀŅĴŞĴ˦̹Ĝşİ̹ŲŵĜĪƀňĪĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĿŦĪƄŹňşŀ̹Ŧş̹ƀŅňŹ̹ŹƄĩœĴĪƀ˫̹
bŅĴŹĴ̹ ŲŵĜĪƀňĪĴŹ̹ ƙňŘŘ̹ ĩĴ̹ ĴƞĜŞňşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ƀŅňŹ̹
ňşĿŦŵŞĜƀňŦş̹ŅĴŵĴ̹ŲŵŦƘňİĴŹ̹ňşŹňŀŅƀ̹ƀŦ̹ĜŲŲŵĴŅĴşİ̹ƀŅĴ̹ĴǣĴĪƀ̹ŦĿ̹ƀŅĴ̹ƀŵĜİňƀňŦş̹
and the religious content that is found itself a way as an expression or 
ňşƀĴŵŲŵĴƀĜƀňŦş̹ŹŦƄŵĪĴ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƀĴşİĴşĪňĴŹ˫̹

AĴĜşƙŅňŘĴ˦̹ ƀŅĴ̹ĪŦŘŦŵňşŀ̹Ĝşİ̹ ĿŦŵŞĜŘ̹ŲĜƀƀĴŵş̹ŵĴǭĴĪƀ̹Ĝ̹ĪŘĴĜŵ̹İňŹƀňşĪƀňŦş̹
ĩĴƀƙĴĴş̹rĴŹƀĴŵş̹ Ĝşİ̹ ,ŹŘĜŞňĪ̹ Ĝŵƀ˫̹ bŅĴ̹ ƘňŹňĩŘĴ̹ ŦĩœĴĪƀ̹ ŦĿ̹ ƀŅĴ̹rŦŵŘİ̹ ňŹ̹
ŵĴŲŵĴŹĴşƀĴİ̹ ňş̹ ƀŅĴ̹ ƙŦŵŖŹ̹ ŦĿ̹ ,ŹŘĜŞňĪ̹ ĜŵƀňŹƀŹ̹ ĜŹ̹ Ĝş̹ ĜĩŹƀŵĜĪƀňŦş˫̹ #Ŧŵ̹
ĴƞĜŞŲŘĴ˦̹Ĝ̹ƀŵĴĴ̹ňŹ̹şŦƀ̹Ĝ̹ŲĜŵƀňĪƄŘĜŵ̹ƀŵĴĴ̹ĩƄƀ̹ŵĴŲŵĴŹĴşƀŹ̹Ĝ̹ƀŵĴĴ̹ňş̹ŀĴşĴŵĜŘ˫̹
bŅƄŹ˦̹ƙŅĴş̹ ŲňĪƀƄŵňşŀ̹ ƀŅĴ̹ ƀŵĴĴ˦̹ Ĝş̹ ĜŵƀňŹƀ̹ İŦĴŹ̹ şŦƀ̹ ŵĴŲŵĴŹĴşƀ̹ Ĝ̹ ƀŵĴĴ̹ ňş̹
şĜƀƄŵĴ˰̹ ňşŹƀĴĜİ˦̹ ŅĴ̹ ŲŵŦœĴĪƀŹ̹ ƀŅĴ̹ ƀŵĴĴ̹ ňş̹ ŅňŹ̹ Şňşİ˦̹ ŅŦƙ̹ ŅĴ̹ ŲĴŵĪĴňƘĴŹ̹
ƀŅŵŦƄŀŅ̹ŅňŹ̹ŹĴşŹĴŹ̹ƀŅĜƀ̹ƀŵĜşŹĿŦŵŞ̹ŹƟŞĩŦŘŹ̹ňş̹ŅňŹ̹Şňşİ˫̹bŅĴ̹ŹŦƄŵĪĴ̹ŦĿ̹
color can be reached by removing distance; that is why the perspective 
ňŹ̹şŦƀ̹ĜİŦŲƀĴİ̹ňş̹,ŹŘĜŞňĪ̹ĜŵƀŹ̹˾bĜş˦̹ʆʎʎʎ˿˫̹

#ňŀ˫̹ʋ̹ňŘŘƄŹƀŵĜƀĴŹ̹ƀŅĴ̹ŞňşňĜƀƄŵĴ̹ƀŅĜƀ̹ĪŦŞĴŹ̹ĿŵŦŞ̹Ĝ̹ĪŦŲƟ̹ŦĿ̹ƀŅĴ̹̚bĜŘĴŹ̹ŦĿ̹
Ĝ̹TĜŵŵŦƀ˦̛ ̹ Ĝ̹ŲĜŵƀ̹ŦĿ̹ ƀŅĴ̹bƄƀňşĜŞĜ̹ ƀŅĜƀ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ʊʇ̹ ŹƀŦŵňĴŹ̹ ƀŦŘİ̹ĩƟ̹Ĝ̹
ŲĜŵŵŦƀ̹ƀŦ̹ňƀŹ̹ŦƙşĴŵ̹ƀŦ̹ŖĴĴŲ̹ŅĴŵ̹Ĝƀ̹ŅŦŞĴ˫̹

Fig. 6. Miniature from a copy 
of the Tutinama (Tales of a 
Parrot) “The Sheikh with the 
Talking Parrot of Wood and 
the Mute Copy,” India, Mughal, 
c. 1580, Source: The David 
Collection, davidmus.dk/en/
collections/islamic/materials/
miniatures/art/3-1999, 
access: 07.02.2019.



ʈʈʆ

bŅĴ̹ ŦƘĴŵĜŘŘ̹ ŹĪĴşĴ̹ ĩĴŘŦşŀŹ̹ ƀo an Indian interior with red-sandstone 
ĜŵĪŅňƀĴĪƀƄŵĴ̹ ƙňƀŅ̹ ŘŦĩĴİ̹ ƀŦŲŹ̹ ŦĿ̹ İŦŦŵŹ̹ Ĝşİ̹ şňĪŅĴŹ˫̹ fşŘňŖĴ̹ �ƄŵŦŲĴĜş̹
ŲĜňşƀňşŀ˦̹ƙŅňĪŅ̹ƀŵňĴİ̹ƀŦ̹ŵĴĜŘňƥĴ̹ƀŅĴ̹ƘŦŘƄŞĴ̹ƙňƀŅ̹ŞŦİĴŘňşŀ̹Ĝşİ̹İĴŲƀŅ̹ƙňƀŅ̹
ŲĴŵŹŲĴĪƀňƘĴ̹ŹňşĪĴ̹ƀŅĴ̹ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹,ŹŘĜŞňĪ̹ŞňşňĜƀƄŵĴ˦̹ĜŹ̹ŹŅŦƙş̹ŅĴŵĴ˦̹
ŵĴŞĜňşĴİ̹Ĝ̹ŹƄŵĿĜĪĴ̹ŲĜňşƀňşŀ˫̹,ƀ̹ňŹ̹ĴŹŹĴşƀňĜŘŘƟ̹ŦŵşĜŞĴşƀĜŘ˦̹ňŀşŦŵňşŀ̹ƀŅĴ̹ƀŅňŵİ̹
İňŞĴşŹňŦş˫̹,ƀ̹ňŹ̹Ĝ̹ŀŵĴĜƀ̹ŞňŹƀĜŖĴ̹ƀŦ̹ŀňƘĴ̹ŅňŹ̹ĜŵŵŦŀĜşĪĴ̹Ŧŵ̹ĩĜĪŖƙĜŵİşĴŹŹ̹ƀŦ̹
ƀŅňŹ̹ ŹňƀƄĜƀňŦş˫̹ ,Ŀ̹ ,ŹŘĜŞ̹ şĴŀŘĴĪƀŹ̹ ƀŅĴ̹ ĴŞĩŵŦňİĴŵƟ̹ŞŦİĴŘ̹ Ĝşİ̹ ŲĴŵŹŲĴĪƀňƘĴ˦̹
ƀŅĴƟ̹İŦ̹şŦƀ̹şĴĴİ̹ ƀŅĴŹĴ̹ ƀŦŦŘŹ̹ Ĝşİ̹Ǭşİ̹ ƀŅĴŞ̹ŹƄňƀĜĩŘĴ̹ ĿŦŵ̹ ƀŅĴňŵ̹ĩŦİƟ˫̹ ,ƀ̹ ňŹ̹
ňŞŲŦŵƀĜşƀ̹ ƀŦ̹ ŵĴŞĴŞĩĴŵ̹ ƀŅĜƀ̹ŞňşňĜƀƄŵĴŹ̹ ĜŵĴ̹ ŲŘĜĪĴİ̹ Ŧş̹ ƀŅĴ̹ ĩŦŦŖ̝Ź̹ ŲĜŀĴŹ̹
ƀŦ̹ ňŘŘƄŞňşĜƀĴ̹ƀŅĴ̹ƀĴƞƀ˫̹bŅĴ̹ĩŦŦŖ̹ ňŹ̹ŵĴĜİ̹ĪŘŦŹĴŘƟ˦̹şŦƀ̹ ĿŵŦŞ̹Ĝ̹İňŹƀĜşĪĴ˦̹Ĝşİ̹
ŲĴŵŹŲĴĪƀňƘĴ̹ŀňƘĴŹ̹ƀŅĴ̹ňŞŲŵĴŹŹňŦş̹ŦĿ̹İĴŲƀŅ̹ŦşŘƟ̹ĿŵŦŞ̹Ĝ̹ĪĴŵƀĜňş̹İňŹƀĜşĪĴ˫

On the other hand, calligraphy became an important social and political 
ƀŦŦŘ̹ƙňƀŅňş̹ƀŅĴ̹,ŹŘĜŞňĪ̹rŦŵŘİ̝Ź̹ŵŦƟĜŘ̹ĪŦƄŵƀŹ˦̹Ĝşİ̹ƀĴƞƀ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ƄŹĴİ̹ĜŹ̹
Ĝ̹İĴĪŦŵĜƀňƘĴ̹Ĝşİ̹ĿƄşĪƀňŦşĜŘ̹ĴŘĴŞĴşƀ̹Ŧş̹ƘĜŵňŦƄŹ̹ŦĩœĴĪƀŹ˦̹ňşĪŘƄİňşŀ̹ƀĴƞƀňŘĴŹ˫̹
Calligraphy also became a fertile ground for various development, which 
ƙĜŹ̹İňŵĴĪƀŘƟ̹ĩĜŹĴİ̹Ŧş̹ƀŅĴ̹VƄŵ̝Ĝş˫̹

bŅĴ̹ ňŞŲŦŵƀĜşĪĴ̹ ŦĿ̹ ƙŵňƀňşŀ̹ ĿŦŵ̹ ,ŹŘĜŞňĪ̹ ĪƄŘƀƄŵĴ̹ ŞĴşƀňŦşĴİ̹ ĴĜŵŘňĴŵ˫̹ ,ş̹
ĜİİňƀňŦş̹ ƀŦ̹ ƀŅňŹ˦̹ ĜŹ̹bĴŲĜŵňī̹ ŲŦňşƀŹ̹ Ĝƀ̹ ƀŅĴ̹ ,ŹŘĜŞňĪ̹ ŲŅňŘŦŹŦŲŅĴŵ̹ ,ĩş̹ [Ōşğ̹
ƙŅŦ̹ƄşİĴŵŘňşĴŹ̹ƀŅĴ̹ǬŵŹƀ̹ĴŘĴŞĴşƀ̹ŦĿ̹ƀŅĴ̹rŦŵŘİ̹ĜŹ̹Ĝ̹ŲŦňşƀ̹ňş̹ƀŅĴ̹ǬŵŹƀ̹ŲŘĜĪĴ˦̹
ƄşİĴŵ̹ƀŅĴ̹ĜĪƀňŦş̹ŦĿ̹şĜƀƄŵĴ̹Ĝşİ̹ňşĪŘƄİĴŹ̹Ĝ̹ŘňşĴ˦̹ŲŘĜşĴ˦̹Ĝşİ̹ǬşĜŘŘƟ̹Ĝ̹ƀŅŵĴĴ̐
dimensional body (jism˿˫̹,ş̹ƀŅňŹ̹ŵĴŀĜŵİ˦̹ňƀ̹ňŹ̹ƄşİĴŵŘňşĴİ̹ƀŅĜƀ̹ĪĜŘŘňŀŵĜŲŅňĪ̹
art’s basic principles are a dot and a line, which eventually result in a 
ŘĴƀƀĴŵ˫̹

Considering the historical context of the origin of calligraphic art, 
ƙŅňĪŅ̹ĩĴŀĜş̹ ňş̹ ƀŅĴ̹ŲŵĴ̐,ŹŘĜŞňĪ̹ĴŵĜ̹ ƀŅŵŦƄŀŅŦƄƀ̹ ƀŅĴ̹BĴĜŵ̹�ĜŹƀ˦̹ĜĩŹƀŵĜĪƀ̹
ŀĴŦŞĴƀŵňĪ̹ Ĝŵƀ̹ ƙĜŹ̹ ŞŦŵĴ̹ İĴƘĴŘŦŲĴİ̹ ƀŅĜş̹ ƀŅĴ̹ ƘňŹƄĜŘ̐ǬŀƄŵĜƀňƘĴ̹ ĪŦşƀĴƞƀ̹
ƙňƀŅ̹ƀŅĴ̹ňşŹĪŵňŲƀňŦş̝Ź̹ŹŲňŵňƀ˫̹�şİ̹ŹƄĪŅ̹ŲŵĜĪƀňĪĴŹ̹ƙňƀŅ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵŦƘňİĴİ̹
Ĝ̹ ĿĴŵƀňŘĴ̹ ŀŵŦƄşİ̹ ƙňƀŅ̹ ,ŹŘĜŞ̝Ź̹ ĜŵŵňƘĜŘ˦̹ ƙŅňĪŅ̹ ĜǤŵŞĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ ƙŵňƀƀĴş̹
ƙŦŵİ̹ňŹ̹Ĝş̹ĜŵƀňŹƀňĪ̹ĴƞŲŵĴŹŹňŦş̹ňş̹,ŹŘĜŞňĪ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹

)ĴşĪĴ˦̹ ƀŅĴ̹ ,ŹŘĜŞňĪ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĩĴ̹ ŹĴĴş̹ ĜŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŞŦŹƀ̹
İňŀşňǬĴİ̹ƙĜƟŹ̹ŦĿ̹ƀŵĜşŹŞňƀƀňşŀ̹$Ŧİ̝Ź̹ƙŦŵİŹ̹ĜŹ̹Ĝ̹ƙĜƟ̹ŦĿ̹ƙŦŵŹŅňŲ˦̹Ĝ̹ƙĜƟ̹ŦĿ̹
ĩĴňşŀ̹ĪŘŦŹĴŵ̹ƀŦ̹$Ŧİ̹ĩƟ̹ŵĴĪňƀňşŀ˦̹ƙŵňƀňşŀ˦̹Ŧŵ̹ƀŵĜşŹŞňƀƀňşŀ̹ŅňŹ̹ƙŦŵİŹ˫̹)ĴşĪĴ̹
such forms of artistic expression became a sacred, religious or secular 
forms executed in the mosques, sacred palaces, public buildings, and 
ŅŦŞĴŹ̹˾bĴŲĜŵňī˦̹ʇʅʆʉ˿˫̹

bŅňŹ̹ ŞĴşƀňŦşĴİ̹ ŀĴŦŞĴƀŵňĪ̹ ĪŦŞŲŦŹňƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ƙŵňƀƀĴş̹ ƀĴƞƀ̹ Ĝşİ̹ ƀŅĴ̹
combination of the dots and lines that construct the letter are the idea 
that western contemporary calligraphers mostly employ, which will 
be seen in Chapter VI, which is not an issue for traditional western 
ĪĜŘŘňŀŵĜŲŅƟ˫̹ rňƀŅ̹ ƀŅňŹ̹ ŲĴŵŹŲĴĪƀňƘĴ˦̹ ĜŹ̹ ňş̹ ƀŅĴ̹ ĪĜŹĴ̹ ŦĿ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ĪƄŘƀƄŵĴ˦̹ AňİİŘĴ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŲŵŦƘňİĴŹ̹ ŹňŀşňǬĪĜşƀ̹
sources of inspiration for today’s calliŀŵĜŲŅĴŵŹ˫
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#ňŀ˫̹ʌ̹ňŹ̹Ĝ̹ĩŦƙŘ̹ňŘŘƄŹƀŵĜƀňşŀ̹ŅŦƙ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĪĜş̹ĩĴ̹ƄŹĴİ̹ĜŹ̹İĴĪŦŵĜƀňŦş̹
on such ceramics with the dramatic impact of a simple inscription 
written by �0Ɓ�̹ ŹĪŵňŲƀ˦̹ŞĴşƀňŦşĴİ̹ ňş̹ ŲĜŵƀ̹ ̚ʊ˫ʋ˫̹bŅĴ̹İĴƘĴŘŦŲŞĴşƀ̹ Ĝşİ̹
ŹŲŵĴĜİ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŹƀƟŘĴŹ˫̛ ̹ ,ƀ̹ ňŹ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ ƀŅňŹ̹Ŗňşİ̹ŦĿ̹ĩŦƙŘ̹ƙĜŹ̹Ĝ̹
ƘňŹƄĜŘ̹ ňşİňĪĜƀŦŵ̹ŦĿ̹ ňƀŹ̹ŦƙşĴŵ̝Ź̹ƙĴĜŘƀŅ̹Ĝşİ̹ŹƀĜƀƄŹ˫̹bŅĴ̹ƙŵňƀňşŀŹ̹Ŧş̹ƀŅňŹ̹
ĩŦƙŘ̹ ŦǣĴŵ̹ ƀŅĴ̹ ĿŦŘŘŦƙňşŀ̹ ĜİƘňĪĴ˥̹ ̚TŘĜşňşŀ̹ ĩĴĿŦŵĴ̹ ƙŦŵŖ̹ ŲŵŦƀĴĪƀ̹ ƟŦƄ̹
ĿŵŦŞ̹ ŵĴŀŵĴƀ˰̹ ŀŦŦİ̹ ŘƄĪŖ̹ Ĝşİ̹ƙĴŘŘ̐ĩĴňşŀ̛̹ ˾�ŖŅƀňĜŵ̹ Λ̹ AŦŦŵĴ˦̹ ʇʅʆʇ˥̹ ʋʉ˿˫̹
bŅĴ̹ĪĜŵĴĿƄŘ˦̹ĜŲŲŵŦŲŵňĜƀĴ̹ŲŘĜşşňşŀ̹şĴĪĴŹŹĜŵƟ̹ƀŦ̹ĴşŹƄŵĴ̹ƀŅĴ̹ƀĴƞƀ̹ĪĜş̹Ǭƀ̹
ĜŲŲŵŦŲŵňĜƀĴŘƟ̹Ŧş̹ƀŅĴ̹ƘĴŹŹĴŘ̹ĜŵŦƄşİ̹ƀŅĴ̹ŲĴŵňŞĴƀĴŵ̹ŵĴŴƄňŵĴŹ̹ĜƀƀĴşƀňŦş˫

Fig. 7. Bowl with Arabic 
inscription, white slip with 
black-slip decoration under 
transparent glaze,10th 
century, Iran, Source: Ekhtiar 
& Moore, (2012: 65).

Fig. 8. Tiraz fragment, silk, 
lampas, late 14th to early 15th 
century, Spain, Source: Ekhtiar 
& Moore, (2012: 67).

Another medium for calligraphy is tiraz˦̹ ƙŅňĪŅ̹ ŞĴĜşŹ̹ ̚ĴŞĩŵŦňİĴŵƟ̛̹
in Arabic, a piece of textiles that consists of calligraphic bands, as in 
#ňŀ˫̹ʍ˦̹ƙŅňĪŅ̹ĜŵĴ̹ŀĴşĴŵĜŘŘƟ̹ŲŵŦİƄĪĴİ̹ňş̹ŵŦƟĜŘ̹ƙŦŵŖŹŅŦŲŹ̹Ĝşİ̹ŲŵĴŹĴşƀĴİ̹
ƀŦ̹ƀŅĴ̹ŹĴŵƘňĪĴ̹ŦĿ̹ ƀŅĴ̹ĪŦƄŵƀ˫̹ ,ƀ̹ ňŹ̹İĜƀĴİ̹ĜŹ̹ĴĜŵŘƟ̹ĜŹ̹ƀŅĴ̹ŹĴƘĴşƀŅ̹ĪĴşƀƄŵƟ̹
ĿŵŦŞ̹ �ŀƟŲƀ̹ ňŹ̹ ŹŅŦƙş̹ ĜŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŦŘİĴŹƀ̹ ňşŹĪŵňĩĴİ̹ ŦĩœĴĪƀŹ̹ ňş̹ ƀŅĴ̹
,ŹŘĜŞňĪ̹ƙŦŵŘİ˫̹ bŅĴ̹ ňşŹĪŵňŲƀňŦşŹ̹ Ŧş̹ ňƀ̹ ĿŦŘŘŦƙ̹ Ĝ̹ ĪĴŵƀĜňş̹ ĿŦŵŞƄŘĜ˦̹ƙŅňĪŅ̹
ŦĿƀĴş̹ňşĪŘƄİĴİ̹ƀŅĴ̹şĜŞĴ̹ŦĿ̹ƀŅĴ̹ŵƄŘĴŵ˦̹ŅňŹ̹ƀňƀŘĴŹ˦̹ŅŦşŦŵňǬĪŹ˦̹ƀŅĴ̹ŲŘĜĪĴ̹ŦĿ̹
ŞĜşƄĿĜĪƀƄŵĴ˦̹ Ĝşİ̹ ŦĪĪĜŹňŦşĜŘŘƟ̹ ƀŅĴ̹ ƙŦŵŖŹŅŦŲ̹ ŹƄŲĴŵňşƀĴşİĴşƀ̝Ź̹ şĜŞĴ˫̹
In addition to mentioning the ruler’s name, these bands of calligraphy 
ŞĜƟ̹ĩĴĜŵ̹ŀŦŦİ̹ĿŦŵƀƄşĴ̹ƙňŹŅĴŹ̹ƀŦ̹ƀŅĴ̹ŦƙşĴŵ˦̹ĪŦŞŞŦş̹ňş̹BŦŵƀŅ̹�ĿŵňĪĜ̹
Ĝşİ̹[ŲĜňş˦̹Ŧŵ̹ŞĜƟ̹ĜŘŹŦ̹ŲŵŦƘňİĴ̹ňşĿŦŵŞĜƀňŦş̹ŹƄĪŅ̹ĜŹ̹ƀŅĴ̹İĜƀĴ̹Ĝşİ̹ŲŘĜĪĴ̹
ŦĿ̹ŲŵŦİƄĪƀňŦş˫̹
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�̹ĪĜŘŘňŀŵĜŲŅňĪ̹ňşŹĪŵňŲƀňŦş̹˾#ňŀ˫̹ʍ˿˦̹ƙŵňƀƀĴş̹ňş̹ƟĴŘŘŦƙ̹ŘĴƀƀĴŵŹ̹ĜŀĜňşŹƀ̹Ĝ̹ŵĴİ̹
ĩĜĪŖŀŵŦƄşİ˦̹İĴĪŦŵĜƀĴŹ̹ƀŅĴ̹ĿĜĩŵňĪ̝Ź̹ĪĴşƀĴŵ̹ĩĜşİ˫̹bŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ŧş̹ƀŅňŹ̹
ƀĴƞƀňŘĴ̹ňŹ̹ĴƞĴĪƄƀĴİ̹ňş̹Ĝ̹[ŲĜşňŹŅ̹ƘĴŵŹňŦş̹ŦĿ̹ƀŅƄŘƄƀŅ˦̹ƙňİĴŘƟ̹ĴşĪŦƄşƀĴŵĴİ̹
ňş̹ ŦƀŅĴŵ̹ ŞĴİňĜ̹ ŹƄĪŅ̹ ĜŹ̹ ŹƀŦşĴ˦̹ ƙŦŦİ˦̹ ŀŘĜŹŹ˦̹ Ĝşİ̹ ŞĴƀĜŘƙŦŵŖ˫̹ bŅĴ̹
ňşŹĪŵňŲƀňŦş̹ňŹ̹ƀŅĴ̹ŲŅŵĜŹĴ̹ĪĜŘŘĴİ̹̚$ŘŦŵƟ̹ƀŦ̹ŦƄŵ̹ŘŦŵİ̹ƀŅĴ̹[ƄŘƀĜş̛̹˾�ŖŅƀňĜŵ̹Λ̹
AŦŦŵĴ˦̹ʇʅʆʇ˥̹ʋʋ˿˦̹ƙŅĴŵĴ̹ƀŅĴ̹İĴĪŦŵĜƀňŦş̹ňŹ̹ŞŦŵĴ̹ŦŵşĜƀĴ̹Ĝşİ̹ŹƀŵĴŹŹĴŹ̹ƀŅĴ̹
word sultan̹ƀŦ̹ŀŘŦŵňĿƟ̹ƀŅĴ̹ŵƄŘĴŵ˫̹

It can be observed that the tall vertical parts of the letters seem to balance 
ƀŅĴ̹ ŅŦŵňƥŦşƀĜŘ̹ ŹĴĪƀňŦşŹ̹ ŦĿ̹ ƀŅĴ̹ ňşŹĪŵňŲƀňŦş˫̹ �ŘŹŦ˦̹ Ĝ̹ İĴĪŦŵĜƀňƘĴ̹ ĴŘĴŞĴşƀ̹
ĩĴŘŦƙ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ĜşŦƀŅĴŵ̹ǬŀƄŵĴ̹ƀŅĜƀ̹ĩĜŘĜşĪĴŹ̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ĪŦŞŲŦŹňƀňŦş˫̹
bŅĴ̹ ĿƄşĪƀňŦş̹ŦĿ̹ ƀŅĴŹĴ̹ ƀĴƞƀňŘĴ̹ ĿŵĜŀŞĴşƀŹ̹ŵĴŞĜňşŹ̹ƄşĪŘĴĜŵ˰̹ŅŦƙĴƘĴŵ˦̹ ňƀ̹ ňŹ̹
claimed that tiraz probably served to celebrate and reinforce the power 
Ĝşİ̹ƀŅĴ̹ĜƄƀŅŦŵňƀƟ̹ŦĿ̹ƀŅĴ̹ĪŦƄŵƀ̹Ĝşİ̹ƀŅĴ̹ŵƄŘĴŵ̹˾�ŖŅƀňĜŵ̹Λ̹AŦŦŵĴ˦̹ʇʅʆʇ˿˫

;ŦŦŖňşŀ̹ Ĝƀ̹ ƀŅňŹ̹ ƙŵňƀƀĴş̹ ƀĴƞƀ̹ ĜĩŦƘĴ˦̹ ƀŅĴ̹ ŲŘĜŹƀňĪ̹ ƘĜŘƄĴ̹ ŦĿ̹ ňƀ̹ ĪĜş̹ ĩĴ̹
ŦĩŹĴŵƘĴİ̹ ĜŹ̹ ƀŅĴ̹ İŦŞňşĜşƀ̹ ŲĜŵƀ̹ ƀŅĜƀ̹ ĪĜƀĪŅĴŹ˦̹ƙŅĜƀ̹ŞĜŖĴŹ̹ƄŹ̹ ƀŅňşŖ̹ ŦĿ̹
the word as an image interpretation of the contemporary calligraphers 
ƙňƀŅ̹ŅňŀŅŘƟ̹ĜĩŹƀŵĜĪƀ̹ĿŦŵŞŹ̹ƀŅĜƀ̹ĜŵĴ̹ĴŞŲŘŦƟĴİ̹ƀŅĴ̹ŘňşĴŹ̹Ĝşİ̹ŹƀŵŦŖĴŹ̹Ĝşİ̹
ŞĜŖĴ̹Ĝ̹ĪŦŞĩňşĜƀňŦş̹ĜŹ̹Ĝ̹ ŹƀŵƄĪƀƄŵĴ̹ ƀŅĜƀ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹
&0Ɓ�̹ ŹƀƟŘĴ̹ĴƞĜŞŲŘĴŹ̹ŦĿ̹#ňŀ˫̹ʌ˦̹Ŧŵ̹Ĝ̹ƙŦƘĴş̐ŘňŖĴ̹ĩŘŦĪŖ̹ĜŲŲĴĜŵĜşĪĴ̹ŦĿ̹ ƀŅĴ̹
tiraz̹ĴƞĜŞŲŘĴ̹ŦĿ̹#ňŀ˫̹ʍ˫̹,ş̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦş˦̹ĜŲĜŵƀ̹ĿŵŦŞ̹ƀŅĴ̹
ƙŦƘĴş̐ŘňŖĴ̹ƀĴƞƀƄŵĜŘ̹ĜŲŲĴĜŵĜşĪĴ̹ňŹ̹ĴşĪŦƄşƀĴŵĴİ̹ňş̹ŀŦƀŅňĪ̹ƀĴƞƀƄŵĴ̹ƀŅĜƀ̹ňŹ̹
ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,,,˫̹�ŲĜŵƀ̹ĿŵŦŞ̹ƀŅĜƀ˦̹ƀŅĴ̹ĿƄşĪƀňŦş̹ŦĿ̹ƀŅĴ̹ƙŵňƀƀĴş̹
ƀĴƞƀ̹ƙĜŹ̹ƀŅĴ̹ĪŦŵĴ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹)ŦƙĴƘĴŵ˦̹ĜŹ̹ƄşİĴŵŘňşĴİ̹ĴĜŵŘňĴŵ̹ňş̹
Chapter IV, through the examination of the interaction between the Far 
�ĜŹƀ̹Ĝşİ̹rĴŹƀĴŵş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ŞĴşƀĜŘňƀƟ̹
of writing, hence calligraphy, through the plastic value of the written 
ƀĴƞƀ̹ ĜŹ̹ ĪŦşŹƀŵƄĪƀňŦş̹ ƀŅĜƀ̹ ĪŵĴĜƀĴŹ̹ Ĝş̹ ňŞĜŀĴ̹ ŦĿ̹ ƀŅĴ̹ƙŦŵİ˫̹bŅĜƀ̹ŞĴĜşŹ˦̹
apart from the literal meaning of the written word, various aesthetic 
values and spirituality related to religion are attributed to calligraphy, 
ňşİňĪĜƀňşŀ̹ƀŅĴ̹ŵňŀňİ̹İňǣĴŵĴşĪĴ̹ĩĴƀƙĴĴş̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦşŹ˫̹
On the other hand, the plastic interpretation of the written text became 
ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞĜœŦŵ̹ĿĴĜƀƄŵĴŹ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹
is obviously attributed today to the interaction between the Far East 
ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,q˦̹ĜŹ̹ƙĴŘŘ̹ĜŹ̹bŅĴ̹AňİİŘĴ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹
seen here with these historical examples of khatt˫̹̹

It is claimed that even calligraphy in Islamic art replaces the entire 
repertoire of paintings and sculptures, which still could not be assessed 
ĜŹ̹ ňƀŹ̹ ŞĴŵĴ̹ ŹƄĩŹƀňƀƄƀĴ˫̹ bŅĴŵĴ̹ ĜŵĴ̹ ƘĜŵňŦƄŹ̹ ĴƞĪĴŲƀňŦşŹ̹ ŦĿ̹ ĜŵĪŅňƀĴĪƀƄŵĴ̹
that calligraphy is seen as art created within Islamic culture as a 
ŵĴƘĴŘĜƀňŦş˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ĜŹ̹ ŹƀĜƀĴİ̹ ĴĜŵŘňĴŵ˦̹ ňƀ̹ şĴĴİĴİ̹ ƀŦ̹ ĩĴ̹ƙŵňƀƀĴş̹
ŞŦŵĴ̹ĩĴĜƄƀňĿƄŘŘƟ̹ĜŹ̹$Ŧİ̝Ź̹ŵĴƘĴŘĜƀňŦş˫̹bŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňş̹,ŹŘĜŞ̹ƙĜŹ̹şŦƀ̹
only meant to copy the sacred and holy texts, contrary to the tradition 
ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ �ĜŵŘƟ̹ ňşŹĪŵňŲƀňŦşŹ̹ ĩĴŘŦşŀ̹ ƀŦ̹ ŹŲĴĪňǬĪ̹ ŲĴŦŲŘĴ̹
who represent Islamic spirituality in the Islamic tradition, which must 
ĩĴ̹ ŞĴşƀňŦşĴİ̹ ňş̹ ƀŅĴ̹ ĿŦŘŘŦƙňşŀ˫̹ bŅĴ̹ ŞĜƀĴŵňĜŘňƥĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ŹŲňŵňƀƄĜŘ̹
mathematics developed by the application of calligraphic materials 
ňŹ̹ ŦĩŹĴŵƘĴİ˫̹ �ĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ Ĝ̹ ŵĴǭĴĪƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ŹŲňŵňƀƄĜŘ̹
condition and purity of the heart of the calligrapher, similar to the Far 
�ĜŹƀĴŵş̹ŞĴşƀĜŘňƀƟ˫̹,ƀ̹ňŹ̹ĩĴŘňĴƘĴİ̹ƀŅĜƀ̹ƙňƀŅ̹ƀňŞĴ˦̹ƀŅĴ̹ŅĜşİ̹ĩĴĪŦŞĴŹ̹ŞŦŵĴ̹
Ĝşİ̹ŞŦŵĴ̹ ŹŦŲŅňŹƀňĪĜƀĴİ̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ ĜĪĪŦŵİňşŀ̹ ƀŦ̹ [ƄǬ̹ ƀŵĜİňƀňŦş̹



ʈʈʉ

in any sense, become humble servants of God with the attempts to 
ĩĴ̹ĪŘŦŹĴŵ̹ ƀŦ̹$Ŧİ̹ƀŅŵŦƄŀŅ̹ƀŅĴňŵ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖŹ̹ ̐ĜŹ̹ ĿŦŵ̹ ƀŅĴ̹ƙĴŹƀĴŵş̹
scribe, who was also seen as a servant of the God; however, they were 
not allowed to sign, at least it is rare to see, that’s the reason most of 
ƀŅĴŞ̹ ĜŵĴ̹ ĜşŦşƟŞŦƄŹ˫̹ )ŦƙĴƘĴŵ˦̹ ňş̹ ,ŹŘĜŞ˦̹ khattat̹ ŹňŀşĴİ̹ ƀŅĴňŵ̹ƙŦŵŖŹ˦̹
which is interpreted as a sign of celebrating the divine word rather 
than their own personality, and very often, it is said that calligraphic art 
ŵĴŲŵĴŹĴşƀŹ̹ŀŵĴĜƀ̹[ƄǬŹ̹ƙňƀŅ̹ƀŅĴňŵ̹ĪŦşƀĴşƀ̹ĴƞĪŘƄŹňƘĴŘƟ̹ŵĴŘĜƀĴİ̹ƀŦ̹ƀŅĴ̹[ƄǬ̹
ŀĜƀŅĴŵňşŀ̹ŲŘĜĪĴŹ˫̹,ş̹ƀŅĴ̹ŘĜƀĴŵ̹ŲĴŵňŦİ˦̹ĪĜŘŘňŀŵĜŲŅƟ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ŵĴŘĴĜŹĴİ̹
ĿŵŦŞ̹ƀŅĴ̹ĩŦŦŖ̝Ź̹ĿŦŵŞĜƀ˫̹,ƀ̹ĩĴĪĜŞĴ̹Ĝş̹ňşİĴŲĴşİĴşƀ̹Ĝŵƀ̹ĿŦŵŞ̹ƀŅĜƀ̹ĴşƀĴŵĴİ̹
ĜŘŘ̹ǬĴŘİŹ̹ƀŅŵŦƄŀŅ̹ƄŹĜĩŘĴ̹ŦĩœĴĪƀŹ̹ňş̹ĴƘĴŵƟİĜƟ̹ŘňĿĴ˦̹ƙŅňĪŅ̹ŞĴĜşŹ̹ňƀ̹ĴşƀĴŵĴİ̹
ƀŅĴ̹ŹĴĪƄŘĜŵ̹ŹŲŅĴŵĴ̹ŦĿ̹ŘňĿĴ̹ĜŹ̹ƙĴŘŘ̹˾bĴŲĜŵňī˦̹ʇʅʆʉ˿˫

Furthermore, the beauty of western art, mentioned in Chapter II, 
ĪŦŵŵĴŹŲŦşİŹ̹ƀŦ̹ƀŅĴ̹ňİĴĜ̹ŦĿ̹ĜĩŹŦŘƄƀĴ̹ĩĴĜƄƀƟ˦̹ƙŅňĪŅ̹ŵĴĿĴŵŹ̹ƀŦ̹ĜşƟ̹ŦĩœĴĪƀ̹ňş̹
şĜƀƄŵĴ̹ ŵĴŲŵĴŹĴşƀňşŀ̹Ĝ̹ ŵĴǭĴĪƀňŦş̹ŦĿ̹ ƀŅĴ̹ŞĴŵĴ̹ĩĴĜƄƀƟ̹ŦĿ̹$Ŧİ˫̹ [ňşĪĴ̹ ňƀ̹ ňŹ̹
assessed as immanent, there is no concept of ugliness, and Islamic art 
ĜňŞŹ̹ ƀŦ̹ŹĴĴŖ̹ĩĴĜƄƀƟ̹ ňş̹ ňƀŹ̹Ŧƙş̹ŹŦƄŵĪĴ˫̹bŅĜƀ̹ŞĴĜşŹ̹ŦşĴ̹ ňŹ̹ ŹƄŲŲŦŹĴİ̹ ƀŦ̹
ŘŦŦŖ̹ĩĴŅňşİ̹ƀŅĴ̹ƘňŹƄĜŘ̹ĩĴĜƄƀƟ˫̹,ŹŘĜŞňĪ̹ĜŵƀňŹƀŹ̹ĜŵĴ̹şŦƀ̹ĪŦşĪĴŵşĴİ̹ĜĩŦƄƀ̹ƀŅĴ̹
physical world; therefore, the artist is free from the concern of replacing 
ƀŅĴ̹ŲŅƟŹňĪĜŘ̹ƙŦŵŘİ̹ƙňƀŅ̹ŹŦŞĴƀŅňşŀ̹ĴŘŹĴ˫̹bŅĴ̹ĜňŞ̹ŦĿ̹ƀŅĴ̹ĜŵƀňŹƀ̹ňŹ̹Ĝ̹ŹĴĜŵĪŅ̹
ĿŦŵ̹ ƀŅĴ̹ ŹŦƄŵĪĴ̹ŦĿ̹ĩĴĜƄƀƟ̹ĜŹ̹Ĝş̹ ňşİňƘňİƄĜŘ˫̹bŅĴ̹ĪŅĜŵĜĪƀĴŵ̹Ĝşİ̹ ňşİňƘňİƄĜŘ̹
ňşƀĴŵŲŵĴƀĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ĜŵƀňŹƀ̹ ĜŵĴ̹ ňŵŵĴŘĴƘĜşƀ˫̹ ,ƀ̹ ňŹ̹ Ĝ̹ ƙĜƟ̹ ŦĿ̹ ŞĴƀĜŲŅƟŹňĪĜŘ̹
ĪŵĴĜƀňŦş̹ňş̹ƙŅňĪŅ̹ƀŅĴ̹ĜŵƀňŹƀ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ƀŅĴ̹İňŹĪŦƘĴŵĴŵ˦̹şŦƀ̹Ĝ̹ĪŵĴĜƀŦŵ˫̹
In order to reach the essence that is stated as the transforming quality, 
ŵĴĜĪŅňşŀ̹ĩĴĜƄƀƟ̹ƙŦƄŘİ̹ĩĴ̹ĜĪŅňĴƘĴİ̹ƀŅŵŦƄŀŅ̹ĜĩŹƀŵĜĪƀňŦş̹ĜŹ̹Ĝ̹ǬŵŹƀ̹ŹƀĴŲ̹ĿŦŵ̹
ŹƀƟŘňƥĜƀňŦş̹ ̐ŹňŞŲŘňĿƟňşŀ̹ Ĝşİ̹ŦƄƀŘňşňşŀ̹ ƀŅĴ̹ ŦĩœĴĪƀ̹̐ƙŅňĪŅ̹ŞĜŖĴŹ̹ƙĜƟ̹ ĿŦŵ̹
ŹƟŞĩŦŘňƥĜƀňŦş˰̹ƀŅĴş˦̹ƀŅĴ̹ĜĩŹƀŵĜĪƀ̹ňŹ̹ŵĴŲŵĴŹĴşƀĴİ̹ňş̹Ĝ̹ŹƟŞĩŦŘňĪ̹ŘĜşŀƄĜŀĴ˫̹
It certainly leads the emphasis on lines in Islamic art, and the monotony 
is avoided through variations that mean the artist is supposed to avoid 
ŵĴŲĴĜƀňşŀ̹ŅňŹ̹ƙŦŵŖ˫̹)ĴşĪĴ˦̹Ĝ̹ƘňĴƙĴŵ̹ƙňƀŅ̹Ĝş̹,ŹŘĜŞňĪ̹ĩĜĪŖŀŵŦƄşİ̹İŦĴŹ̹şŦƀ̹
ŘŦŦŖ̹Ĝƀ̹ƀŅĴ̹ƙŦŵŖ̹ŦĿ̹Ĝŵƀ̹ĜŹ̹Ĝş̹ĴƞƀĴŵşĜŘ̹ŲŅĴşŦŞĴşŦş̹ĩƄƀ̹ňşŹƀĴĜİ̹ƀŵňĴŹ̹ƀŦ̹
ŲĴŵĪĴňƘĴ̹ňƀŹ̹ŞƟŹƀňĪňŹŞ˫̹bŦ̹ňşƀĴŵŲŵĴƀ̹ňƀ˦̹ŞƟŹƀňĪ̹ƀĴŵŞňşŦŘŦŀƟ̹ňŹ̹şĴĴİĴİ̹ƀŦ̹
ĩĴ̹ĿĜŞňŘňĜŵ̹˾bĜş˦̹ʆʎʎʎ˿˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ňƀ̹ƙňŘŘ̹ĩĴ̹ŹňŀşňǬĪĜşƀ̹ƀŦ̹ŞĴşƀňŦş̹
the mystical dimension of Islamic art that will provide information to 
ƄşİĴŵŹƀĜşİ̹Ĝŵƀ̹ňş̹,ŹŘĜŞ̹ĩĴƀƀĴŵ˫

5.5. Mystical dimension of Islamic art 

[ĪŅňŞŞĴŘ̹˾ʆʎʎʅ˿̹ŞĴşƀňŦşŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŹňŀşňǬĪĜşƀ̹ĜŹŲĴĪƀŹ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅňĪ̹
tradition that becomes evident with many masters, who were, in one 
ƙĜƟ̹Ŧŵ̹ƀŅĴ̹ŦƀŅĴŵ˦̹ŘňşŖĴİ̹ƙňƀŅ̹Ĝ̹�0Ɓ̹ŦŵİĴŵ˫̹bŅƄŹ˦̹ĜŲĜŵƀ̹ĿŵŦŞ̹ƀŅĴ̹ŞĴĜşňşŀ̹
ŦĿ̹ƙŵňƀňşŀ̹ňş̹,ŹŘĜŞ̹Ĝşİ̹ƀŅĴ̹VƄŵ̝Ĝş̹ŞĴşƀňŦşĴİ̹ĜĩŦƘĴ˦̹ňƀ̹ňŹ̹ňşİňŹŲĴşŹĜĩŘĴ̹
ƀŦ̹ ĴƞĜŞňşĴ̹ ƀŅĴ̹ ŲŅňŘŦŹŦŲŅňĪĜŘ̹ ĩĜĪŖŀŵŦƄşİ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĩĴĿŦŵĴ̹
ĪŦşƀňşƄňşŀ̹ƙňƀŅ̹ ňƀŹ̹ ŹƀƟŘĴŹ˫̹bŅĜƀ̹ƙňŘŘ̹ ĜŘŹŦ̹ŲŵŦƘňİĴ̹ Ĝş̹ ňşŹňŀŅƀ̹ ňşƀŦ̹ŅŦƙ̹
khatt̹ ňŹ̹ ŲĴŵĪĴňƘĴİ̹ ňş̹ ,ŹŘĜŞňĪ̹ ĪƄŘƀƄŵĴ˦̹ƙŅňĪŅ̹ İňǣĴŵŹ̹ ĿŵŦŞ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş̹
ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ŲŵŦĩĜĩŘƟ̹ ĜǣĴĪƀŹ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ˫̹

[ƄǬŹŞ˦̹ ĜŹ̹ Ĝ̹ƙŦŵİ̹ ĴƞŲŘĜňşĴİ̹ ĜŹ̹ ňƀ̹ İĴŵňƘĴŹ̹ ĿŵŦŞ̹ Ĝş̹�ŵĜĩňĪ̹ ƀĴŵŞ̹ ĿŦŵ̹ Ĝ̹
mystic, �0Ɓ�that is derived from the word suf means wool, a reference 
to the woolen garment of early Islamic ascetics; meanwhile, Tasawwuf 
ňŹ̹Ĝş̹,ŹŘĜŞňĪ̹ŞƟŹƀňĪňŹŞ̹ƀŅĜƀ̹ŘňƀĴŵĜŘŘƟ̹ŞĴĜşŹ̹ƀŦ̹İŵĴŹŹ̹ňş̹ƙŦŦŘ̹ňş̹�ŵĜĩňĪ˫̹
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[ĪŅňŞŞĴŘ̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ňƀ̹ ŅĜŹ̹ĩĴĴş̹ ĪĜŘŘĴİ̹[ƄǬŹŞ̹ ňş̹ ƀŅĴ̹rĴŹƀ̹ ŹňşĪĴ̹ ƀŅĴ̹
ĴĜŵŘƟ̹şňşĴƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹˾[ĪŅňŞŞĴŘ˦̹ʆʎʎʅ˿˫̹

[ƄǬŹ̹ĜŵĴ̹ĜŘŹŦ̹ŀĴşĴŵĜŘŘƟ̹ŖşŦƙş̹ĜŹ̹̚ƀŅĴ̹ŲŦŦŵ˦̛ ̹fuqara, plural of the Arabic 
faqir, in Persian Darvish̹ ˾[ĪŅňŞŞĴŘ˦̹ʇʅʆʍ˿˫̹BĴƘĴŵƀŅĴŘĴŹŹ˦̹ŹŦŞĴ̹ŹĜƟ̹ƀŅĜƀ̹
ƀŅĴ̹ Ŧŵňŀňş̹ ŦĿ̹ ƀŅĴ̹ƙŦŵİ̹ ňŹ̹ ƀŅĴ̹ $ŵĴĴŖ̹ƙŦŵİ̹ Sophos̹ŞĴĜşňşŀ̹ ̚ƙňŹİŦŞ˦̛ ̹
or that the word is derived from the word safa˦̹ ŞĴĜşňşŀ̹ ̚ŲƄŵňƀƟ̛̹
˾[ĪŅňŞŞĴŘ˦̹ʇʅʆʍ˿˫̹

LƥƀƈŵŖ̹ ˾ʇʅʆʈ˿̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ İĴǬşňƀňŦş̹ ŦĿ̹ [ƄǬŹŞ̹ ňŹ̹ ŀĴşĴŵĜŘŘƟ̹ ŞĜİĴ̹
ĜĪĪŦŵİňşŀ̹ ƀŦ̹ ƀŅĴ̹ ŹňƀƄĜƀňŦşŹ̹ ŦĿ̹ [ƄǬŹ˫̹ bŅĴŹĴ̹ İĴǬşňƀňŦşŹ̹ ĜŵĴ̹ ňşǭƄĴşĪĴİ̹
ĩƟ̹ ƀŅĴ̹ ŵĜşŖ˦̹ ƀĴşİĴşĪňĴŹ˦̹ Ĝşİ̹ ŹŦĪňĜŘ̹ ŹƀĜƀƄŹ̹ ŦĿ̹ ƀŅĴ̹ [ƄǬŹ̹ Ĝşİ̹ ƀŅĴňŵ̹ ŘňĿĴ̹
ĩĴĿŦŵĴ̹ĴşƀĴŵňşŀ̹ƀŅĴ̹ŞƟŹƀňĪĜŘ̹ŘňĿĴ˫̹bŅňŹ̹ŞĜŖĴŹ̹ƀŅĴ̹İĴǬşňƀňŦşŹ̹ŹƄĩœĴĪƀňƘĴ˦̹
Ĝşİ̹ ƀŅĴŵĴ̹ĪĜş̹ĩĴ̹İňǣĴŵĴşƀ̹İĴǬşňƀňŦşŹ̹ŦĿ̹ ƀŅĴ̹ŹĜŞĴ̹ŲĴŵŹŦş̹Ĝƀ̹İňǣĴŵĴşƀ̹
ƀňŞĴŹ˫̹ bŅňŹ̹ İňǣĴŵĴşĪĴ̹ ŹŦŞĴƀňŞĴŹ̹ ŹƀĴŞŹ̹ ĿŵŦŞ̹ ŵĴŹŲŦşİňşŀ̹ ĜĪĪŦŵİňşŀ̹
ƀŦ̹ƀŅĴ̹ŹňƀƄĜƀňŦş̹ŦĿ̹ƀŅŦŹĴ̹ƙŅŦ̹ƙĜşƀ̹ƀŦ̹ŘĴĜŵş̹[ƄǬŹŞ˫̹#Ŧŵ̹ĴƞĜŞŲŘĴ˦̹ŘňƘňşŀ̹
Ĝ̹ŲŦŦŵ̹ ŘňĿĴ̹ ňŹ̹ ĪŦşŹňİĴŵĴİ̹ ƀŅĴ̹ŅňŀŅĴŹƀ̹ŦĿ̹ŅĜŲŲňşĴŹŹ̹ĩƟ̹[ƄǬŹŞ̹ƀŦ̹ĜƀƀĜňş̹
İňƘňşĴ̹ ŲĴĜĪĴ˦̹ ƙŅňĪŅ̹ ŞĴĜşŹ̹ İĴşƟňşŀ̹ ŞĜƀĴŵňĜŘ̹ ŹƄŲĴŵňŦŵňƀňĴŹ˫̹ #Ŧŵ̹ ƀŅĜƀ̹
reason, those who saw this situation called them fukara or fakir̹˾ŲŦŦŵ˿˫̹
bŅĜƀ̹ ňşĴƞŲŵĴŹŹňĩŘĴ̹ ŵĴĜŘŞ̹ ƀŅĴƟ̹ ŅĜİ̹ ĴşœŦƟĴİ̹ ƙĜŹ̹ ƀĴĜŵňşŀ̹ ƀŅĴŞ̹ ĜƙĜƟ̹
ĿŵŦŞ̹ ƀŅĴ̹ ŹƄǣĴŵňşŀ̹ ƙŦŵŘİ˦̹ ƀŅŵŦƙňşŀ̹ ƀŅĴŞ̹ Ŧş̹ ŞŦƄşƀĜňşŹ˦̹ ĪňƀňĴŹ˦̹ Ĝşİ̹
ŵŦĜİŹ˫̹ [ŦŞĴƀňŞĴŹ̹ Ĝ̹ ƙŅŦŘĴ̹ ŘňĿĴ̹ ƙĜŹ̹ ŹŲĴşƀ̹ ƙĜşİĴŵňşŀ̹ ňş̹ ƀŅňŹ̹ ĴĪŹƀĜŹƟ˦̹
ĜŘƙĜƟŹ̹ƙňƀŅŦƄƀ̹ŵĴŹƀ˫̹bŅŦŹĴ̹ƙŅŦ̹ŹĜƙ̹ƀŅňŹ̹ŹňƀƄĜƀňŦş̹ĪĜŘŘĴİ̹ƀŅĴŞ̹seyyah 
˾ƀŵĜƘĴŘĴŵ˿˫̹bŅĴƟ̹ İňƘĴ̹ ňşƀŦ̹ ƀŅĴ̹ ŅŦŵňƥŦş̹ ŦĿ̹ ňŞŞŦŵƀĜŘňƀƟ˦̹ ĩĴĪŖŦşňşŀ̹ ƀŦ̹ ĩĴ̹
ŹƀŵĜşŀĴ̹ňş̹ƀŅĴ̹ƙŦŵŘİ̹İŦŦŞĴİ̹ƀŦ̹ĿĜİĴ˫̹bŅĴƟ̹ƙĴŵĴ̹ĪĜŘŘĴİ̹guraba, garip, or 
gureba̹ ˾ĿŦŵĴňŀş˦̹ŦŵŲŅĜş˦̹ŀƄĴŹƀ˿˫̹bŅĴƟ̹ĜŵĴ̹ĜŘŹŦ̹ĪĜŘŘĴİ̹ƀŅĴ̹ŦşĴ̹ƙŅŦ̹ŹƀĜƟŹ̹
aç duranlar̹ ˾ƀŅŦŹĴ̹ƙŅŦ̹ ŹƀĜƟŹ̹ ŅƄşŀĜŵƟ˿˫̹bŅĴƟ̹ ŦĿƀĴş̹ ĴŹĪĜŲĴ̹ ĿŵŦŞ̹ ƀŅŦŹĴ̹
ƙŅŦ̹ŘňƘĴ̹ƀŦ̹ĴĜƀ̹Ĝşİ̹ŲŵĴĿĴŵ̹ƀŦ̹ŘňƘĴ̹ňş̹ŹŦŘňƀƄİĴ˫̹bŅňŹ̹ĪŦşİňƀňŦş̹ĪĜƄŹĴŹ̹ƀŅĴŞ̹
to be called süküftiyye̹˾ƀŅŦŹĴ̹ŘňƘňşŀ̹ňş̹ĪĜƘĴŹ˿˫

bŅĴ̹ŲŵŦŲŅĴƀ̹ňŹ̹Ĝ̹ŹŲňŵňƀƄĜŘ̹ŘĴĜİĴŵ˦̹Ĝşİ̹ŅĴ̹ŅĜŹ̹ŀĜƀŅĴŵĴİ̹ĜŘŘ̹ƀŅĴ̹ŘĴĜİĴŵŹŅňŲ̹
of the statĴ˦̹ ŵĴŘňŀňŦş˦̹ Ĝşİ̹ ŹŲňŵňƀ˫̹)Ĵ̹ ňŹ̹şŦƄŵňŹŅĴİ̹ĩƟ̹ ŵĴƘĴŘĜƀňŦş̹ Ĝşİ̹ ňş̹
ĪŦşƀĜĪƀ̹ƙňƀŅ̹ ƀŅĴ̹ ŦƙşĴŵ̹ ŦĿ̹ ƀŅĴ̹ ĩĴňşŀ˫̹ bŅĴŵĴĿŦŵĴ˦̹ ĿŦŵ̹ ŅňŞ˦̹ ƀŅŵĴĴ̹ ƀĜŹŖŹ̹
ƙĴŵĴ̹ĜŹŹňŀşĴİ˫̹rňƀŅ̹ŅňŹ̹İĴĜƀŅ˦̹ƀŅĴŹĴ̹ƀŅŵĴĴ̹ŲŦƙĴŵŹ̹ƙĴŵĴ̹İňƘňİĴİ˦̹Ĝşİ̹ƀŅĴ̹
ĜƄƀŅŦŵňƀƟ̹ŦĿ̹ŹƀĜƀĴ̹ŦǤĪňĜŘŹ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ŅĴŘİ̹ĩƟ̹ƀŅĴ̹ŅĴĜİ̹ŦĿ̹ƀŅĴ̹AƄŹŘňŞ̹
state, the Ɓ,#̹ œƄŵňŹİňĪƀňŦş˦̹ Ĝşİ̹ ƀŅĴ̹ ŹŲňŵňƀƄĜŘ̹ Ĝşİ̹ ŞƟŹƀňĪĜŘ̹ ĴİƄĪĜƀňŦş̹
ĜƄƀŅŦŵňƀƟ̹ĩƟ̹ĜşŦƀŅĴŵ̹ŀŵŦƄŲ˫̹[Ŧ̹ƀŅňŹ̹ ŘĜŹƀ̹ŀŵŦƄŲ̹ĪŦşŹƀňƀƄƀĴŹ̹ƀŅĴ̹ŹƀĜǣ̹ŦĿ̹
guidance that is called �0Ɓ.̹˾LƥƀƈŵŖ˦̹ʇʅʆʈ˿˫

,ƀ̹ ňŹ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ [ƄǬŹŞ̹ ŅĜŹ̹ ƀƙŦ̹ ŹŦƄŵĪĴŹ˥̹ ƀŅĴ̹ VƄŵĜş̹ Ĝşİ̹ ƀŅĴ̹ sunnah˫̹
�ĪĪŦŵİňşŀ̹ƀŦ̹LƥƀƈŵŖ˦̹Ĝ̹ŹňşĪĴŵĴ̹ĴƞĜŞňşĜƀňŦş̹ƙňŘŘ̹ŲŦňşƀ̹ŦƄƀ̹ƀŅĜƀ̹[ƄǬŹŞ̹
ňŹ̹ ĩĜŹĴİ̹ Ŧş̹ ƀŅĴŹĴ̹ ƀƙŦ̹ ŹŦƄŵĪĴŹ˦̹ ĿŵŦŞ̹ ňƀŹ̹ ƀĴŵŞŹ̹ ƀŦ̹ ňƀŹ̹ ƀŵĜİňƀňŦşŹ˫̹ [ňşĪĴ̹
ƀŅŦŹĴ̹ƙŅŦ̹ŹƀĜŵƀĴİ̹Ĝşİ̹ĪĜŵŵňĴİ̹ŦƄƀ̹ ƀŅňŹ̹ĜĪƀňƘňƀƟ̹ƙĴŵĴ̹ĪĜŘŘĴİ̹[ƄǬ˦̹ ƀŅĴňŵ̹
ĜƀƀňƀƄİĴŹ̹Ĝşİ̹ƀĴşİĴşĪňĴŹ̹ƙĴŵĴ̹ĜŘŹŦ̹ĪĜŘŘĴİ̹[ƄǬŹŞ̹˾,ĩňİ˫˿˫

�ĪĪŦŵİňşŀ̹ ƀŦ̹ LƥƀƈŵŖ̹ ˾ʇʅʆʈ˿˦̹ ƀŅĴŹĴ̹ ŲĴŦŲŘĴ˦̹ ƙŅŦ̹ ŖşĴƙ̹ ŘňƘňşŀ̹ ĜŹ̹ ƀŅĴ̹
purpose of existence, were given various titles and names, and the most 
ŲŦŲƄŘĜŵ̹ ŦĿ̹ ƀŅĴŞ̹ ƙĜŹ̹ [ƄǬ̹ ˾mutasavvuf˿˫̹ LƥƀƈŵŖ̹ ĜŘŹŦ̹ ƄşİĴŵŘňşĴŹ̹ ƀŅĜƀ̹
ƀŅĴŹĴ̹ŲĴŦŲŘĴ̹ŦşŘƟ̹ŖşĴƙ̹ŅŦƙ̹ƀŦ̹ŦĩĴƟ̹AƄŅĜŞŞĜİ˦̹Ĝşİ̹şĴňƀŅĴŵ̹ňŹ̹ĜƙĜŵĴ̹
ŦĿ̹$ŵĴĴŖ̹ŲŅňŘŦŹŦŲŅƟ̹ĜŀĜňşŹƀ̹ƀŅŦŹĴ̹ƙŅŦ̹ĪŘĜňŞ̹ƀŦ̹İĴŵňƘĴ̹ĿŵŦŞ̹ƀŅĴ̹$ŵĴĴŖ̹
word sophos˫̹)Ĵ̹ŹƀŵĴŹŹĴŹ̹ƀŅĜƀ̹ƀŅŵŦƄŀŅŦƄƀ̹�0Ɓ.(’s history, no �0Ɓ has 
been called a philosopher, nor has any philosopher been called a �0Ɓ˫

�ĪĪŦŵİňşŀ̹ ƀŦ̹ [ĪŅňŞŞĴŘ̹ ˾ʆʎʎʅ˿˦̹ ƀŅĴ̹ ƀŵĜİňƀňŦş̹ ŦĿ̹ [ƄǬ̹ ŅĜŹ̹ ƀŵĜĪĴİ̹ ĩĜĪŖ̹
ƀŅŦƄŹĜşİŹ̹ ŦĿ̹ ƟĴĜŵŹ̹ ĜŀŦ˦̹ƙŅĴş̹ ƀŅĴ̹ [ƄǬ̹ŞĜŹƀĴŵŹ˦̹ŞŦŹƀŘƟ̹ ĪŵĜĿƀŹŞĴş̹ Ŧŵ̹
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artisans, would instruct their own selected disciples in their shop 
and introduce the mysteries of Divine Love and beauty, which was 
ĴƞŲŵĴŹŹĴİ̹ƀŅŵŦƄŀŅ̹ƙĴŘŘ̐ŞĴĜŹƄŵĴ̹ƙŵňƀňşŀ˫̹[ƄǬŹŞ̹ňŹ̹Ĝ̹ŞƟŹƀňĪĜŘ̹ĩĴŘňĴĿ̹Ĝşİ̹
practice of Islam, in which Muslims search for the truth of the divine 
Ĝşİ̹ ŖşŦƙŘĴİŀĴ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ İňŵĴĪƀ̹ Ĝşİ̹ ŲĴŵŹŦşĜŘ̹ ĴƞŲĴŵňĴşĪĴ̹ ŦĿ̹ $Ŧİ̹
(Allah˿˫̹,ƀ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ƘĜŵňŦƄŹ̹ŞƟŹƀňĪĜŘ̹ŲĜƀŅŹ̹İĴŹňŀşĴİ̹ƀŦ̹ƄşİĴŵŹƀĜşİ̹ƀŅĴ̹
nature of humanity and God and to ease the experience of the presence 
ŦĿ̹İňƘňşĴ̹ŘŦƘĴ̹Ĝşİ̹ƙňŹİŦŞ̹ňş̹ƀŅĴ̹ƙŦŵŘİ˫

bŅĴ̹ŲƄŵŲŦŹĴ̹ŦĿ̹[ƄǬŹŞ̹ňŹ̹ĴƞŲŘĜňşĴİ̹ĜŹ̹ĩĴňşŀ̹ňş̹ƀŦƄĪŅ̹ƙňƀŅ̹ƀŅĴ̹ĪŵĴĜƀŦŵ˦̹
ƀŅĴ̹ ĴŹŹĴşĪĴ̹ ŦĿ̹ Ĝ̹ ŞĜş˦̹ Ĝşİ̹ ƀŅĴ̹ ƙŅŦŘĴ̹ ŦĿ̹ ƀŅňŹ̹ ƙŦŵŘİ˫̹ �ŦşŹňİĴŵňşŀ̹ ňƀŹ̹
historical development and its features as thought, it seems that 
[ƄǬŹŞ̹ ĿƄŘǬŘŘŹ̹ ƀŅĴ̹ ĿŦŘŘŦƙňşŀ̹ ƀŅŵĴĴ̹ ƀĜŹŖŹ̹ ňş̹ ,ŹŘĜŞňĪ̹ ŹŦĪňĴƀƟ˥̹ ŦŲŲŦŹňƀňŦş̹
to alienation, providing spiritual ascension, and engaging in religious 
İňŹŹĴŞňşĜƀňŦş̹ĜĪƀňƘňƀňĴŹ̹˾LƥƀƈŵŖ˦̹ʇʅʆʈ˿˫

bŅĴ̹ ƀŅňŵƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ̹ƙĜŹ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ŲĴŵňŦİ̹ ŦĿ̹ [ƄǬŹŞ̹ƙŅĴş̹ ƀŅĴ̹
[ŲĜşňŹŅ̐ĩŦŵş̹ 2ĩşƈ̝Ř̐�ŵĜĩŌ̹ ˾ʆʆʋʊ̐ʆʇʉʅ˿̹ ĪŵĴĜƀĴİ̹ Ĝ̹ ƀŅĴŦŹŦŲŅňĪĜŘ̹ ŹƟŹƀĴŞ̹
that concerns God’s relation and the word, and became a cornerstone 
ĿŦŵ̹Ĝ̹ƀŅĴŦŵƟ̹ŦĿ̹fşňƀƟ̹ŦĿ̹�Ĵňşŀ˫̹,ƀ̹ňŹ̹ĩĴŘňĴƘĴİ̹ƀŅĜƀ̹ĜŘŘ̹ĴƞňŹƀĴşĪĴ̹ňŹ̹ŦşĴ˦̹Ĝş̹
ĜŲŲĴĜŵĜşĪĴ̹ŦĿ̹ƀŅĴ̹ƄşİĴŵŘƟňşŀ̹İňƘňşĴ̹ŵĴĜŘňƀƟ˫̹

HşĴ̹ ŦĿ̹ ƀŅĴ̹ ŀŵĴĜƀĴŹƀ̹ ŞƟŹƀňĪĜŘ̹ ŲŦĴƀŹ̹ ŦĿ̹ ƀŅĴ̹ TĴŵŹňĜş̹ ŘĜşŀƄĜŀĴ̹ ňŹ̹ 7ĜŘĢŘ̹ ĜŘ̐
�Őş̹ ĜŘ̐WƋŞŐ̹ ˾ʆʇʅʌ̏ʆʇʌʈ˿˦̹ƙŅŦ̹ ĪŦŞŲŦŹĴİ̹ ŅňŹ̹ ŘƟŵňĪĜŘ̹ ŲŦĴƀŵƟ̹ ĜƀƀŵňĩƄƀĴİ̹ ƀŦ̹
ŅňŹ̹ŞƟŹƀňĪĜŘ̹ĩĴŘŦƘĴİ˦̹[ŅĜŞŹ̹ĜŘ̐�Őş̹˾ĩ˫̹ʆʇʊʌ˿̹ŦĿ̹bĜĩŵňƥ̹ĜŹ̹Ĝ̹ŹƟŞĩŦŘ̹ŦĿ̹ƀŅĴňŵ̹
ƄşňŦş˫̹)ňŹ̹ʇʋ˦ʅʅʅ̹ĪŦƄŲŘĴŵŹ̹ňŹ̹Ĝş̹ĴşĪƟĪŘŦŲĴİňĜ̹ŦĿ̹ŞƟŹƀňĪĜŘ̹ƀŅŦƄŀŅƀ̹ƀŅĜƀ̹ĪĜş̹
ĩĴ̹ĿŦƄşİ̹ňş̹ŅňŹ̹Ŧƙş̹ŵĴŘňŀňŦƄŹ̹ňİĴĜŹ˫̹WƄŞň̹˾ʆʇʅʌ̐ʆʇʌʈ˿̹ňşŹŲňŵĴİ̹ƀŅĴ̹ƙŅňŵŘňşŀ̹
dervishes who performed elaborate dancing rituals accompanied by 
ŞƄŹňĪ˫̹xƄşƄŹ̹�ŞŵĴ̹˾ĩ˫̹ʆʇʈʍ˿̹ƙĜŹ̹ŦşĴ̹ŦĿ̹ŅňŹ̹ƟŦƄşŀĴŵ̹ĪŦşƀĴŞŲŦŵĜŵňĴŹ̹ƙŅŦ̹
ňşňƀňĜƀĴİ̹ bƄŵŖňŹŅ̹ŞƟŹƀňĪĜŘ̹ ŲŦĴƀŵƟ̹ƙňƀŅ̹ ŅňŹ̹ ƘĴŵŹĴŹ̹ ĩƟ̹ ƀŅĴ̹ �ĴŖƀĜŹŅňƟƟĜŅ̹
˾�ĴŖƀĜŹň˿̹ŦŵİĴŵ̹İĴŵƘňŹŅĴŹ˦̹ƙŅŦ̹ĜŵĴ̹ŹƀňŘŘ̹ĜİŞňŵĴİ̹ňş̹bƄŵŖĴƟ˫̹)ĴşĪĴ˦̹ ňş̹ ňƀŹ̹
ŲŵŦŘňĿĴŵĜƀňŦş̹ŲĴŵňŦİ˦̹[ƄǬŹŞ̝Ź̹ ĿƄşİĜŞĴşƀĜŘ̹ ňİĴĜŹ̹ŹŲŵĴĜİ̹ƀŦ̹ ƀŅĴ̹ƙŦŵŘİ̹ŦĿ̹
,ŹŘĜŞ̹Ĝşİ̹ŘĜŵŀĴŘƟ̹ĪŦşƀŵňĩƄƀĴİ̹ƀŦ̹ĿŦŵŞňşŀ̹ƀŅĴ̹ŹŦĪňĴƀƟ˫

,ş̹ bƄŵŖĴƟ˦̹ ƀŅĴŵĴ̹ ƙĴŵĴ̹ ƘĜŵňŦƄŹ̹ şŦƀĴƙŦŵƀŅƟ̹ ŞƟŹƀňĪĜŘ̹ ŲŦĴƀŹ̹ ňş̹ ƀŅĴ̹
ŹĴƘĴşƀĴĴşƀŅ̹ Ĝşİ̹ ĴňŀŅƀĴĴşƀŅ̹ ĪĴşƀƄŵňĴŹ̹ƙňƀŅ̹ ƀŅĴ̹ ňşǭƄĴşĪĴ̹ ŦĿ̹ ƀŅĴ̹ şĴƙ̹
ŞƟŹƀňĪĜŘ̹ŦŵİĴŵŹ̹ƀŅĜƀ̹ĴŞĴŵŀĴİ̹ĜŲĜŵƀ̹ĿŵŦŞ̹ƙŅňĪŅ̹ƙĜŹ̹ĜŘŵĴĜİƟ̹ĴƞňŹƀ˫̹AŦŹƀ̹
ŦĿ̹ ƀŅĴ̹ ŘňƀĴŵĜƀƄŵĴ̹ ĪŦşŹňŹƀĴİ̹ ŦĿ̹ŞƟŹƀňĪĜŘ̹ ňİĴĜŹ̹ Ĝşİ̹ ĴƞŲŵĴŹŹňŦşŹ˫̹ WĴĿŦŵŞ̹
ŲŦŘňƀňĪĜŘŘƟ̹Ĝşİ̹ŹŦĪňĜŘŘƟ̹ ňş̹ ƀŅĴ̹ ,ŹŘĜŞňĪ̹ĪŦƄşƀŵňĴŹ̹ŅĜŹ̹ŀĴşĴŵĜŘŘƟ̹ŦĩœĴĪƀĴİ̹
ƀŦ̹ [ƄǬŹŞ̹ ĩĴĪĜƄŹĴ̹ ňƀ̹ ƙĜŹ̹ ŀĴşĴŵĜŘŘƟ̹ ĪŦşŹňİĴŵĴİ̹ ƀŦ̹ ĴşĪƄŞĩĴŵ̹ ŹŦĪňĴƀƟ̹
Ĝşİ̹ ĜƘŦňİ̹ ƀŅĴ̹ ĿŵĴĴ̹ İĴƘĴŘŦŲŞĴşƀ̹ ŦĿ̹ ŹŦĪňĴƀƟ˫̹ )ĴşĪĴ˦̹ ƀŅĴ̹ ŦŵİĴŵŹ̹ Ĝşİ̹
İĴŵƘňŹŅ̹ ŘŦİŀĴŹ̹ƙĴŵĴ̹ ǬşĜŘŘƟ̹ ĪŘŦŹĴİ̹ ĩƟ̹AƄŹƀĜĿĜ̹ 9ĴŞĜŘ̹�ƀĜƀƈŵŖ̹ ňş̹ ʆʎʇʊ̹
˾[ĪŅňŞŞĴŘ˦̹ʆʎʎʅ˿˫̹�ĪĪŦŵİňşŀ̹ƀŦ̹LƥƀƈŵŖ̹˾ʇʅʆʈ˿˦̹ƀŦİĜƟ˦̹ƀŅňŹ̹ňşŹƀňƀƄƀňŦş̹ŅĜŹ̹
unfortunately lost the spirit of Islam and has become an advocate of 
ŲŦŘňƀňĪĜŘ̹ŹĴĪƀ˫

bŅĴ̹[ƄǬŹ̹İƄŵňşŀ̹ƀŅĜƀ̹ƀňŞĴ̹ĪŵĴĜƀĴİ̹Ĝ̹ ŘňƀĴŵĜƀƄŵĴ̹ŦĿ̹ ňŞŲŵĴŹŹňƘĴ̹ĴƞƀĴşƀ̹ƀŅĜƀ̹
defended their writing activities with hadith (a recorded saying of the 
TŵŦŲŅĴƀ̹ AƄŅĜŞŞĴİ˿̹ Ĝşİ̹ ĪŦşƀŵňĩƄƀĴİ̹ ƙňİĴŘƟ̹ ƀŦ̹ ƀŅĴ̹ İĴƘĴŘŦŲŞĴşƀ̹ ŦĿ̹
şĜƀňŦşĜŘ̹ Ĝşİ̹ ŵĴŀňŦşĜŘ̹ŖňşİŹ̹ŦĿ̹ ŘňƀĴŵĜƀƄŵĴ˫̹bŅĴƟ̹ƙĴŵĴ̹ ŹƄŲŲŦŹĴİ̹ ƀŦ̹ ĪŦşƘĴƟ̹
ƀŅĴňŵ̹ŞĴŹŹĜŀĴŹ̹ňş̹ƀŅĴňŵ̹Ŧƙş̹ŘĜşŀƄĜŀĴŹ̹Ĝşİ̹[ƄǬ̹ŲŦĴƀŵƟ̹ňŹ̹ĜňŞĴİ̹ƀŦ̹ĴƞŲŵĴŹŹ̹
divine love and mystical union by employing metaphors of profane love 
Ĝşİ̹ƀŅĴ̹İĴŹňŵĴ̹ŦĿ̹ƀŅĴ̹ŹŦƄŘ̹ĿŦŵ̹ƄşňŦş̹ƙňƀŅ̹$Ŧİ̹˾[ĪŅňŞŞĴŘ˦̹ʇʅʆʍ˿˫
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#ňŀ˫̹ʎ̹ňŘŘƄŹƀŵĜƀĴŹ̹Ĝ̹ ŘĜŞŲ̹ŹƀĜşİ̹ƙňƀŅ̹Ĝş̹ňşŹĪŵňŲƀňŦş̹ŦĿ̹ƀŅĴ̹ŞƟŹƀňĪĜŘ̹[ƄǬ̹
ŲŦĴŞ̹ňş̹ňƀŹ̹İĴŹĪŵňŲƀňŦş̹ŦĿ̹Ĝ̹ŞŦƀŅ̹İŵĜƙş̹ƀŦ̹Ĝ̹ǭĜŞĴ˦̹ƙŅňĪŅ̹ňŹ̹ŘňşŖĴİ̹ƀŅĴ̹
ŹƄŵĿĜĪĴ̹İĴĪŦŵĜƀňŦş̹ƙňƀŅ̹ƀŅĴ̹ŦĩœĴĪƀ̝Ź̹ĿƄşĪƀňŦş˫̹

Fig. 9. Lamp stand engraved, 
and inlaid with black and red 
pigments, 1578-79 AD, Iran, 
Source: Ekhtiar & Moore, 
(2012: 69).

bŅňŹ̹ Ŗňşİ̹ ŦĿ̹ ŹƀĜşİ̹ ĪŦşƀĜňşŹ̹ ŘĜŞŲ̹ ŦňŘ̹ ƀŅĜƀ̹ ǬƀŹ̹ ňşƀŦ̹ ƀŅĴ̹ ŹŦĪŖĴƀ̹ Ĝşİ̹
ňŹ̹ ŹŦŞĴƀňŞĴŹ̹ ƄŹĴİ̹ ƀŦ̹ ŅŦŘİ̹ ŘĜŵŀĴ̹ ĪĜşİŘĴŹ˫̹ bŅĴ̹ ƙŵňƀňşŀ̹ Ŧş̹ ƀŅĴ̹ ŹƀĜşİ̹
ƀŵĜşŹĿŦŵŞŹ̹ ƀŅňŹ̹ ĴƘĴŵƟİĜƟ̹ ŦĩœĴĪƀ̹ ňşƀŦ̹ Ŗňşİ̹ ŦĿ̹ Ĝ̹ ŹƟŞĩŦŘ̹ ŦĿ̹ ŞƟŹƀňĪĜŘ̹
devotion, which was commissioned as gifts for shrines, mosques, or 
ŦƀŅĴŵ̹ŵĴŘňŀňŦƄŹ̹ňşŹƀňƀƄƀňŦşŹ̹˾�ŖŅƀňĜŵ̹Λ̹AŦŦŵĴ˦̹ʇʅʆʇ˿˫

bŅĴ̹ŲŦĴŞ̹ňŹ̹ĿŵŦŞ̹ƙĴŘŘ̐ŖşŦƙş̹TĴŵŹňĜş̹Ĝşİ̹,şİňĜş̹ŲŦĴŞŹ˦̹ŹƀĜŵƀňşŀ̹Ĝƀ̹ƀŅĴ̹
ƀŦŲ̹ŦĿ̹ƀŅĴ̹ŹƀĜşİ˦̹Ĝşİ̹ƀŵĜşŹŘĜƀĴİ̹ĜŹ̹ĿŦŘŘŦƙŹ˥̹

I remember one night as my eyes would not sleep

,̹ŅĴĜŵİ̹Ĝ̹ŞŦƀŅ̹ŹŲĴĜŖňşŀ̹ƙňƀŅ̹Ĝ̹ĪĜşİŘĴ

˼[Ĝňİ̹ƀŅĴ̹ŞŦƀŅ˥˽̹̚�ĴĪĜƄŹĴ̹,̹ĜŞ̹Ĝ̹ŘŦƘĴŵ˦̹ňƀ̹ňŹ̹˼ŦşŘƟ˽̹ŵňŀŅƀ̹ƀŅĜƀ̹,̹ŹŅŦƄŘİ̹ĩƄŵş˫

˼�Ƅƀ˦˽̹ƙŅƟ̹ŹŅŦƄŘİ̹ƟŦƄ̹ƙĴĴŲ̹Ĝşİ̹ĩƄŵş̹ƟŦƄŵŹĴŘĿ̹ƄŲˬ̛̹˾AŦŦŵĴ̹Ĝşİ̹�ŖŅƀňĜŵ˦̹ʇʅʆʇ˥̹ʋʎ˿

Around the shaĿƀ̹ŦĿ̹ ƀŅĴ̹ ŘĜŞŲ̹ ˾#ňŀ˫̹ʎ˿˦̹ ƀŅĴŵĴ̹ĜŵĴ̹ ƀƙŦ̹ĪŦƄŲŘĴƀŹ̹ĩƟ̹ ,şİňĜş̹
ŲŦĴƀ̹�Şňŵ̹9ŅƄŹŵĜƄ̹�ňŅŘĜƘň̹˾ʆʇʊʈ̐ʆʈʇʊ˿˦̹ĴĜĪŅ̹ƀĜŖĴş̹ĿŵŦŞ̹Ĝ̹İňǣĴŵĴşƀ̹ŘƟŵňĪĜŘ̹
ŲŦĴŞ̹ƙŵňƀƀĴş̹ ĜŹ̹ ĿŦŘŘŦƙŹ˥̹ ̚bŅĴŵĴ̹ ňŹ̹ şŦƀ̹ Ĝ̹ŞŦŞĴşƀ̹ ƀŅĜƀ̹ŞƟ̹ ŹŦƄŘ̹ ňŹ̹ şŦƀ̹
ĩƄŵşňşŀ̹ĿŵŦŞ̹ŘŦƘĴ̹ĿŦŵ̹ƟŦƄ˫̹rŅňĪŅ̹ŅĴĜŵƀ̹ ňŹ̹şŦƀ̹ĩƄŵşňşŀ̹ĿŵŦŞ̹ƀŅĜƀ̹ĜŵƀĿƄŘ̹
ĪŦŴƄĴƀŵƟˬ̹,̹ĜŞ̹ĩƄŵşňşŀ̹ĿŵŦŞ̹œĴĜŘŦƄŹƟ̹ĩĴĪĜƄŹĴ̹ƟŦƄ̹ŹĴƀ̹ǬŵĴ̹ƀŦ̹ĜşŦƀŅĴŵ˦̹ƟĴƀ̹
şŦ̹ŦşĴ̹ĴŘŹĴ̹ňŹ̹ĩƄŵşĴİ̹ĩƄƀ̹ŞĴ̹˫̹˫̹˫̛ ̹˾�ŖŅƀňĜŵ̹Λ̹AŦŦŵĴ˦̹ʇʅʆʇ˥̹ʋʍ˿˫
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)ĴŵĴ˦̹ƀŅĴ̹ƘĴŵŹĴŹ̹ĩĴŘŦşŀ̹ƀŦ̹[ƄǬŹŞ̹Ĝşİ̹ŹŲĴĜŖ̹ŦĿ̹ƀŅĴ̹ŞŦƀŅ̹˾ƀŅĴ̹ŘŦƘĴŵ˿̹Ĝşİ̹
ƀŅĴ̹ ǭĜŞĴ̹ ˾ƀŅĴ̹ ĩĴŘŦƘĴİ˿˦̹ƙŅňĪŅ̹ ĜŵĴ̹ ĪŦŞŞŦş̹ŞĴƀĜŲŅŦŵŹ̹ ňş̹ [ƄǬ̹ŲŦĴƀŵƟ̹
that relate to the relationship between God and the believer, who has a 
İĴŹňŵĴ̹ƀŦ̹ƄşňƀĴ̹ƙňƀŅ̹ƀŅĴ̹İňƘňşĴ̹˾ƀŅĴ̹ĩĴŘŦƘĴİ˿˫̹bŅĴŵĴ̹ňŹ̹Ĝ̹İňĜŘŦŀ̹ĩĴƀƙĴĴş̹
the moth and candle, which represents this desire of the devout lover 
ƀŅĜƀ̹ ŹĴĴŖŹ̹ ƀŅĴ̹ ŦĩœĴĪƀ̹ ŦĿ̹ ŅňŹ˱ŅĴŵ̹ ŘŦƘĴ˰̹$Ŧİ˫̹bŅĴ̹ ňşƀĴşŹňƀƟ̹ ŦĿ̹ ƀŅĴ̹İňƘňşĴ̹
ŅĴŵĴ̹ňŹ̹ŵĴŲŵĴŹĴşƀĴİ̹ĩƟ̹ƀŅĴ̹ǭĜŞĴ̹ŦĿ̹ƀŅĴ̹ŘĜŞŲ˦̹Ĝşİ̹ĴƘĴş̹ňş̹ƀŅĴ̹ŲŵĴŹĴşĪĴ̹
of God, no mortal can survive; still, the moth is captivated by the bright 
ǭĜŞĴ̹ĩĴĪĜƄŹĴ̹ŦĿ̹ňƀŹ̹şĜƀƄŵĴ˫̹)ĴşĪĴ˦̹ňƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹ƀŅĜƀ̹ƀŅĴ̹ŞĜŖĴŵ̹ŦĿ̹ƀŅňŹ̹
brass lamp wanted to imbue it with various layers of meaning by using 
ƀŅĴŹĴ̹ŞĴƀĜŲŅŦŵŹ˫̹bŅĴ̹ŲŦĴƀŵƟ̹ŅĴŵĴ̹ĴƞĴĪƄƀĴİ̹İĴĪŦŵĜƀňƘĴ̹ĩƄƀ̹ŹƀňŘŘ̹ ŘĴŀňĩŘĴ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ŵĴŘĜƀĴİ̹ ƀŦ̹ ƀŅĴ̹ ŘĜŞŲŹƀĜşİ̹ ƀŦ̹ ƀŅĴ̹ ŹƟŞĩŦŘňŹŞ̹ŦĿ̹ǬŵĴ˫̹ ,ş̹ ƀŅňŹ̹
example, it can be claimed that calligraphy transforms an everyday 
ŦĩœĴĪƀ̹ ňşƀŦ̹ Ĝ̹ ŹƟŞĩŦŘ̹ ĜŹ̹ Ĝ̹ ŵĴŞňşİĴŵ̹ ŦĿ̹ Ĝ̹ ŲŦĴƀňĪ̹ ƀŵĜİňƀňŦş̹ ƀŅĜƀ̹ ŵĴǭĴĪƀŹ̹
ĿĜňƀŅ˦̹İĴƘŦƀňŦş˦̹Ĝşİ̹ŘŦƘĴ˫̹

Hş̹ ƀŅĴ̹ ŅĜşİ˦̹ [ƄǬŹŞ̹ ŅĜŹ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ŵŦŘĴ̹ ňş̹ ĴİƄĪĜƀňşŀ̹ ƀŅĴ̹ ŞĜŹŹĴŹ̹
Ĝşİ̹ ĩĴĪŦŞňşŀ̹ İĴĴŲĴŵ̹ ňşƀŦ̹ AƄŹŘňŞŹ̝̹ ŹŲňŵňƀƄĜŘ̹ ĪŦşĪĴŵşŹ˫̹ bŅĴ̹ ŞƟŹƀňĪŹ̹
ŅĜƘĴ̹Ĝ̹ŘĜŵŀĴ̐ŹĪĜŘĴ̹ŵĴŹŲŦşŹňĩňŘňƀƟ̹ňş̹ĩĴňşŀ̹ŞňŹŹňŦşĴŵŹ̹ĜŘŘ̹ŦƘĴŵ̹ƀŅĴ̹rŦŵŘİ˫̹
By elaborating Muhammad’s image, the Prophet, a founder of Islam, 
ňşǭƄĴşĪĴİ̹ŲňĴƀƟ̹ĩƟ̹ƀŅĴňŵ̹AƄŅĜŞŞĜİ̐ŞƟŹƀňĪňŹŞ˫̹bŅĴ̹ƘŦĪĜĩƄŘĜŵƟ̹ŦĿ̹[ƄǬ̹
ňŹ̹ĴŹŹĴşƀňĜŘ̹ňş̹TĴŵŹňĜş˦̹Ĝşİ̹ĜŘŹŦ̹ŦƀŅĴŵ̹ŘňƀĴŵĜƀƄŵĴ̹ŹƄĪŅ̹ĜŹ̹bƄŵŖňŹŅ˦̹fŵİƄ˦̹
[ňşİŅň˦̹TĜŹŅƀŦ˦̹Ĝşİ̹TƄşœĜĩň̹ĜŵĴ̹ŵĴŘĜƀĴİ̹ƀŦ̹ňƀ˫̹bŅŵŦƄŀŅ̹ŲŦĴƀŵƟ˦̹ŞƟŹƀňĪĜŘ̹
ňİĴĜŹ̹ĜŵĴ̹ĜňŞĴİ̹ ƀŦ̹ ŹŲŵĴĜİ̹ƙňİĴŘƟ̹ĜŞŦşŀ̹AƄŹŘňŞŹ˫̹AŦŵĴŦƘĴŵ˦̹ ƀŅĴ̹[ƄǬ̹
tradition is assessed as an almost integral part of calligraphers’ life, 
Ĝşİ̹ŞĜşƟ̹ŦĿ̹ƀŅĴŹĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ƙĴŵĴ̹ĜŘŹŦ̹ŲŦĴƀŹ̹Ĝƀ̹ƀŅĴ̹ŹĜŞĴ̹ƀňŞĴ˫̹bŅĴ̹
greatest masters indulged in rhyming exercises to teach their disciples 
and various vital points of this craft, and it became popular around the 
ƀĴşƀŅ̹ĪĴşƀƄŵƟ̹˾[ĪŅňŞŞĴŘ˦̹ʆʎʎʅ˿˫

5.6. The development and spread of calligraphic styles

In this part, it wiŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ƀŅĴ̹ĪŦŞŞŦş̹ŹĪŵňŲƀŹ̹ĩŵňĴǭƟ̹ƀŦ̹ŅĜƘĴ̹Ĝş̹
ňşŹňŀŅƀ̹ ňşƀŦ̹ƀŅĴ̹ƘĜŵňĜƀňŦşŹ˫̹)ŦƙĴƘĴŵ˦̹ŞŦŹƀŘƟ̹ ňƀ̹ ňŹ̹ĜňŞĴİ̹ƀŦ̹ĜŵŵňƘĴ̹Ĝƀ̹ƀŅĴ̹
ǬŀƄŵĜŘ̹ŵĴŲŵĴŹĴşƀĜƀňŦş̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĪĜŘŘĴİ̹calligram, which will show the 
ĜƀƀňƀƄİĴ̹ŦĿ̹ŖŅĜƀƀĜƀ̹ƀŦƙĜŵİŹ̹Ĝ̹ǬŀƄŵĜŘ̹ňşƀĴŵŲŵĴƀĜƀňŦş̹ŦĿ̹ƀŅĴ̹ƙŵňƀƀĴş̹ƙŦŵİ˫̹
,ƀ̹ƙňŘŘ̹ ŲŵŦƘňİĴ̹ Ĝ̹ ĪŅĜşĪĴ̹ ƀŦ̹ ĪŦŞŲĜŵĴ̹ƙňƀŅ̹ ƀŅĴ̹ ǬŀƄŵĜŘ̹ ŵĴŲŵĴŹĴşƀĜƀňŦş̹ ňş̹
ƀŅĴ̹rĴŹƀ̹ƙňƀŅňş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ĴşĪŦƄşƀĴŵĴİ̹ ňş̹ Ĝŵƀ̹ Ĝşİ̹
design of the twentieth century, namely Futurism, Dada, or Lettrism, 
ƙŅňĪŅ̹ƙňŘŘ̹ĩĴ̹ŀňƘĴş̹ŵĴĿĴŵĴşĪĴŹ̹ňş̹�ŅĜŲƀĴŵ̹q,˫

[ĪŅňŞŞĴŘ̹ ˾ʆʎʍʉ˿̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ,ŹŘĜŞňĪ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ĜŘŞŦŹƀ̹ ĴşİŘĴŹŹ˦̹
considering the various types of Arabic script also the extension of 
,ŹŘĜŞňĪ̹ ĪƄŘƀƄŵĴ˫̹ [ŅĴ̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ŘňƀĴŵĜƀƄŵĴ̹ ĜĩŦƄƀ̹ ƘĜŵňŦƄŹ̹ ĜŹŲĴĪƀŹ̹ ŦĿ̹
,ŹŘĜŞňĪ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŅĜŹ̹ĜŘŹŦ̹ĩĴĴş̹ŲŵŦİƄĪĴİ̹ ňş̹ ƀŅĴ̹rĴŹƀ˦̹ƙŅĴŵĴ̹�ŵĜĩňĪ̹
ŘĴƀƀĴŵŹ˦̹ƙŅňĪŅ̹ƙĴŵĴ̹ŞŦŹƀŘƟ̹ƄŹĴİ̹ĿŦŵ̹İĴĪŦŵĜƀňƘĴ̹ŲƄŵŲŦŹĴŹ˦̹ĜŵĴ̹ĜŘŹŦ̹ŖşŦƙş̹
ňş̹�ƄŵŦŲĴ̹ŹňşĪĴ̹ƀŅĴ̹AňİİŘĴ̹�ŀĴŹ˫̹

,ŹŘĜŞňĪ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŅĜŹ̹ ŲĜŹŹĴİ̹ ŹĴƘĴŵĜŘ̹ ĪŅĜşŀĴŹ̹ ňş̹ ĪĴşƀƄŵňĴŹ˫̹ �ŞŦşŀ̹
the scripts, Maghribi̹ ˾#ňŀ˫̹ ʆʅ˿̹ƄŹĴİ̹ ĿŦŵ̹VƄŵ̝Ĝş̹Ĝşİ̹ŦƀŅĴŵ̹ŞĜşƄŹĪŵňŲƀŹ˦̹
nasta’liq̹ ˾#ňŀ˫̹ʆʆ˿̹ƄŹĴİ̹ĿŦŵ̹ŲŦĴƀŵƟ˦̹ ňş̹ŞĜşƄŹĪŵňŲƀŹ̹Ŧŵ̹Ŧş̹ŦĩœĴĪƀŹ̹ŹƄĪŅ̹ĜŹ̹
album pages, textiles or capets, &0Ɓ�̹ŹĪŵňŲƀ̹˾#ňŀ˫̹ʆʇ˿̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ˫
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�0Ɓ� script also has variationsnamely Ƃ*-$�/ ��&0Ɓ�̹ŹĪŵňŲƀ̹˾#ňŀ˫̹ʆʈ˿̹Ĝşİ̹
&)*// �Ń+'�$/ ��&0Ɓ��ŹĪŵňŲƀ̹˾#ňŀ˫̹ʆʉ˿̹ƄŹĴİ̹ĿŦŵ̹ƙŵňƀňşŀ̹VƄŵ̝ĜşŹ˦̹ĪĴŵĜŞňĪŹ˦̹
ŞĴƀĜŘƙŦŵŖ̹Ĝşİ̹ĜŵĪŅňƀĴĪƀƄŵĜŘ̹İĴĪŦŵĜƀňŦşŹ˫

Fig. 10. Maghribi, Source: 
Ekhtiar & Moore, (2012: 61).

Fig. 11. Nasta’liq, Source: 
Ekhtiar & Moore, (2012: 61). 

Fig. 12. Kufic script with 
variations, all reading bismillah 
(is a phrase in Arabic meaning 
“in the name of God”), Source: 
Ekhtiar & Moore, (2012: 58).

Fig. 13. Floriated Kufic script 
with variations, all reading 
bismillah (used for writing 
the Qur’an, on ceramic and 
metalwork), Source: Ekhtiar 
& Moore, (2012: 58).

Fig. 14. Knotted/plaited Kufic 
script with variations, all 
reading bismillah (used for 
writing the Qur’an, architectural 
decoration), Source: Ekhtiar 
& Moore, (2012: 58).
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Fig. 15. Folio from a Qur’an 
Manuscript, late 9th early 10th 
century, made in probably 
Syria, ink and gold on 
parchment, Source: TheMet, 
metmuseum.org/art/
collection/search/448369, 
access: 11.05.2020.

#ňŀ˫̹ʆʊ̹ňŘŘƄŹƀŵĜƀĴŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ĴĜŵŘƟ̹VƄŵ̝ĜşňĪ̹ ŘĴĜƘĴŹ̹ƙŵňƀƀĴş̹ĩƟ̹ƀŅĴ̹9ƄǬĪ̹
ŹĪŵňŲƀ̹ ňş̹ ƀŅĴ̹ ŘĜƀĴ̹ şňşƀŅ̏ĴĜŵŘƟ̹ ƀĴşƀŅ̹ ĪĴşƀƄŵƟ̹ƙŅĴş̹ ňƀ̹ƙĜŹ̹ Ĝƀ̹ ňƀŹ̹ ŲĴĜŖ̹
ĜŹ̹ƀŵĜİňƀňŦş˫̹;ňŖĴ̹ŞĜşƟ̹ĴƞĜŞŲŘĴŹ˦̹ƀŅňŹ̹ŲĜŀĴ̹ňŹ̹ƙŵňƀƀĴş̹Ŧş̹ŲĜŵĪŅŞĴşƀ̹ňş̹
ĩŘĜĪŖ̹ ňşŖ̹ƙňƀŅ̹ Ĝ̹ ĩŵŦĜİ̐şňĩĩĴİ̹ ŵĴĴİ̹ ŲĴş˫̹)ŦŵňƥŦşƀĜŘŘƟ̹ ĴŘŦşŀĜƀĴİ̹ ŘĴƀƀĴŵŹ̹
ŅĴŵĴ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ĜŹ̹ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̹ŦĿ̹ƀŅĴ̹ĴĜŵŘƟ̹9ƄǬĪ̹VƄŵ̝ĜşŹ̹ƙŵňƀƀĴş̹Ŧş̹
ŲĜŵĪŅŞĴşƀ˦̹ ňşƀĴŵŲŵĴƀĴİ̹ ĜŹ̹ Ĝ̹ ŵĴŹŲŦşŹĴ̹ ƀŦ̹ ƀŅĴ̹ ŵĴĪƀĜşŀƄŘĜŵ̹ ŲĜŀĴ̹ ĿŦŵŞĜƀ˫̹

bŅĴ̹ĜşŀƄŘĜŵ̹ŹĪŵňŲƀ̹ňŹ̹ŘňŀŅƀĴşĴİ̹ĩƟ̹ƀŅĴ̹ŵŦƄşİşĴŹŹ̹ŦĿ̹ŹĴƘĴŵĜŘ̹ŘĴƀƀĴŵŹ˦̹ƙŅňĪŅ̹
ŘŦŦŖ̹ŘňŖĴ̹ŘĜŵŀĴ̹ĩŘĜĪŖ̹İŦƀŹ˦̹Ĝşİ̹ƀŅĴňŵ̹ňşşĴŵ̹ĩŘĜşŖ̹ŹŲĜĪĴŹ̹ĜŵĴ̹ŹŦ̹ŹŞĜŘŘ̹ƀŅĜƀ̹
ƀŅĴƟ̹ĜŵĴ̹ŵĴİƄĪĴİ̹ƀŦ̹Ĝ̹şĴĴİŘĴŲŦňşƀ˫̹bŅĴ̹ŞĴĜŹƄŵĴŞĴşƀŹ̹ŦĿ̹ƀŅĴ̹ĴĜŵŘƟ̹VƄŵ̝Ĝş̹
İňǣĴŵ̹ĿŵŦŞ̹ƀŅŦŹĴ̹ŦĿ̹ŘĜƀĴŵ̹ƀňŞĴŹ˫̹bŵĜİňƀňŦşĜŘŘƟ˦̹$Ŧİ̝Ź̹rŦŵİ̹ňŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹
be written in large letters, and most of them seem to submit it that is 
ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝş̹ňşœƄşĪƀňŦş˰̹ŅŦƙĴƘĴŵ˦̹ƘĜŵňŦƄŹ̹ƘĴŵŹňŦşŹ̹ŦĿ̹ƀŅĴ̹VƄŵ̝Ĝş̹ĴƞňŹƀ̹
ŞĴĜşƀ̹ ĿŦŵ̹ Ĝ̹ ƀŵĜƘĴŘňşŀ̹ ŹĪŅŦŘĜŵ˫̹ $ĴşĴŵĜŘŘƟ̹ƙŵňƀƀĴş̹ ňş̹ ĩŵŦƙşňŹŅ̹ ňşŖ̹ Ŧş̹ Ĝ̹
ĿŵĜŀŞĴşƀ̹ŦĿ̹ǬşĴ̹ƘĴŘŘƄŞ̹ƙňƀŅ̹ĿŦƄŵƀĴĴş̹ ŘňşĴŹ̹Ŧş̹ƀŅĴ̹ŲĜŀĴ̹ ňŹ̹ƙŵňƀƀĴş̹ĜŹ̹Ĝ̹
large manuscript meticulously representing a well-proportioned, highly 
ŵĴǬşĴİ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŦĿ̹ƀŅĴ̹ŅňŀŅĴŹƀ̹ŴƄĜŘňƀƟ̹ĩĴĜƄƀƟ̹˾[ĪŅňŞŞĴŘ˦̹ʆʎʎʅ˿˫

[ĪŅňŞŞĴŘ̹ ˾ʆʎʎʅ˿̹ ŲŦňşƀŹ̹ Ĝƀ̹ ƀŅĴ̹rĴŹƀ̝Ź̹ ĜİŞňŵĜƀňŦş̹ ĿŦŵ̹ �ŵĜĩňĪ̹ ƙŵňƀňşŀ̹
through the German emperor’s coronation gown, which had the 
ǬşĴ̹9ƄǬĪ̹ ňşŹĪŵňŲƀňŦş̹Ŧş̹ ňƀ˫̹ [ŅĴ̹ ĪŘĜňŞŹ̹ ƀŅĜƀ̹ ƀŅňŹ̹ ňşƀĴŵĴŹƀ̹ƙĜŹ̹şĜƀƄŵĜŘ˦̹
ǬŵŹƀ̹ ĜƀƀŵĜĪƀňşŀ̹ ƀŅĴ̹ ŦŵňĴşƀĜŘňŹƀ̹ƙŅŦ̹ƄşİĴŵŹƀŦŦİ̹ ƀŅĴŹĴ̹ ŘĴƀƀĴŵŹ̹ ĜŹ̹ ĴƞŦƀňĪ̹
İĴĪŦŵĜƀňƘĴ̹ İĴƘňĪĴŹ˫̹ HşŘƟ̹ ňş̹ ƀŅĴ̹ ŘĜƀĴ̹ ǬĿƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ̹ İňİ̹ $ĴŵŞĜş̹
ŵĴĜİĴŵŹ̹ŹƀĜŵƀ̹ ƀŦ̹ŵĴĜĪŅ̹ƀŅĴ̹�ŵĜĩňĪ̹ĜŘŲŅĜĩĴƀ̹ǬŵŹƀ˫̹bŅĴş˦̹�ŵĜĩňĪ̹Ųŵňşƀňşŀ̹
ƙĜŹ̹ ǬŵŹƀ̹ ĿŦƄşİĴİ̹ ňş̹ ,ƀĜŘƟ̹ Ĝşİ̹)ŦŘŘĜşİ˫̹�Ƅŵňşŀ̹ ƀŅĜƀ̹ ƀňŞĴ˦̹ ňƀ̹ ňŹ̹ ŹƀĜƀĴİ̹
that there was no particular interest in the letters used by the Christian 
ƙŦŵŘİ˫̹ ,ş̹ ƀŅĴ̹ ĴňŀŅƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˦̹ ƀŅĴ̹ ƄşĩňĜŹĴİ̹ ňşƀĴŵĴŹƀ̹ ňş̹ HŵňĴşƀĜŘ̹
ŹƄĩœĴĪƀŹ̹ĪŦşƀňşƄĴİ̹ƀŦ̹ŀŵŦƙ˦̹Ĝşİ̹ƘĜŵňŦƄŹ̹ŹƀƄİňĴŹ̹ƙĴŵĴ̹ĪŦŞŞňƀƀĴİ̹ƀŦ̹ƀŅĴ̹
ĴĜŵŘƟ̹İĴƘĴŘŦŲŞĴşƀ̹ŦĿ̹ƀŅĴ̹�ŵĜĩňĪ̹ŹĪŵňŲƀ˫

,ŹŘĜŞňĪ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĴşƀĴŵĴİ̹ Ĝ̹ ŅňŀŅŘƟ̹ ŹňŀşňǬĪĜşƀ̹ ŲĴŵňŦİ̹ İƄŵňşŀ̹ ƀŅĴ̹
şňşƀŅ̹ Ĝşİ̹ ƀĴşƀŅ̹ ĪĴşƀƄŵňĴŹ˫̹ bŅĴ̹ ƘňƥňĴŵ̹ ƀŦ̹ ƀŅĴ̹ ƀŅŵĴĴ̹ �ĩĩĜŹňİ̹ ĪĜŘňŲŅŹ˦̹
�ĩƄ̹ �Řň̹ AƄŅĜŞŞĜİ̹ ňĩş̹ �Řň̹ ňĩş̹ AƄŴŘĜ̹ ˾ʍʍʋ̐ʎʉʅ˿˦̹ ĪŦŞŞŦşŘƟ̹ ŖşŦƙş̹
as Ibn Muqla, a calligrapher, established the concept of proportion, 
Ĝşİ̹ ŅĴ̹ İĴǬşĴİ̹ ƀŅĴ̹ Źňƞ̹ ŹƀƟŘĴŹ̹ ŦĿ̹ ƙŵňƀňşŀ̹ ˾xƋŹŦĿŐ˦̹ ʆʎʎʅ˿˫̹ �ĴĿŦŵĴ̹ ŅňŞ˦̹
ƀŅĴ̹ŲŵŦŲŦŵƀňŦşŹ̹ŦĿ̹ ŘĴƀƀĴŵŹ̹ƙĴŵĴ̹şŦƀ̹ĪŦşŹňİĴŵĴİ˫̹ ,ƀ̹ ňŹ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ŞŦŵĴ̹
than 20 cursive styles were in use by the late ninth century; however, 
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ŞŦŹƀ̹ŦĿ̹ƀŅĴŞ̹ƙĴŵĴ̹şŦƀ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ĴŘĴŀĜşƀ̹ĜŹ̹ƀŅĴ̹ŲĴŵĿĴĪƀĴİ̹9ƄǬĪ˫̹,ĩş̹
Muqla designed a cursive script with the desire to create a beautiful, 
ƙĴŘŘ̐ŲŵŦŲŦŵƀňŦşĴİ̹ ŦşĴ̹ ƀŅĜƀ̹ ĪŦƄŘİ̹ ĪŦŞŲĴƀĴ̹ ƙňƀŅ̹ 9ƄǬĪ˫̹ #Ŧŵ̹ ƀŅňŹ˦̹ ŅĴ̹
established a comprehensive system of basic calligraphic rules which 
was based on the rhombic dot as a unit of measurement, and he 
redesigned the geometric form of the Arabic letters, with a suggestion 
ƀŅĜƀ̹ƀŅĴ̹ŅĴňŀŅƀ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹ňŹ̹ƀŅĴ̹ŹĜŞĴ̹ŹňƥĴ̹ĜŹ̹ƀŅĴ̹İňĜŞĴƀĴŵ̹ŦĿ̹Ĝ̹ĪňŵĪŘĴ̹
ňş̹Ĝş̹�ŵĜĩňĪ̹ŘĴƀƀĴŵ˦̹ǬƞĴİ̹ƀŅĴňŵ̹ŵĴŘĜƀňƘĴ̹ŹňƥĴ̹Ĝşİ̹ŹŅĜŲĴŹ̹ĜĪĪŦŵİňşŀ̹ƀŦ̹ƀŅňŹ̹
ŵŅŦŞĩňĪ̹İŦƀ˫̹)Ĵ̹ĜŘŹŦ̹ŀĜƘĴ̹ŹƀĜşİĜŵİŹ̹ƀŦ̹ƀŅĴ̹İŦƀŹ̝̹ŹňƥĴ̹Ŧş̹�ŵĜĩňĪ̹ŘĴƀƀĴŵŹ˦̹
and these whole developments led to the execution of more uniform 
ŹƀƟŘĴŹ̹ŦĿ̹ƙŵňƀňşŀ̹˾;ĴĴ̐BňňşňŦœĜ˦̹ʇʅʆʍ˿˫

It is claimed that Ibn Muqla, as an artist, was inspired by bees as they 
built the cells in their beehive; Muqla established the initial principles of 
perfect proportional script depending on the design of the pen nib on the 
paper (rhomboids˿̹ƀŅĜƀ̹Ǭƀ̹Ŧş̹ƀŅĴ̹ŘĴƀƀĴŵ̹�ŵĜĩňĪ̹ŘĴƀƀĴŵ̹ĜŘňĿ̹˾,ŹŘĜŞ˦̹ş˫İ˫˿˫

#ňŀ˫̹ ʆʋ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹İňĜŀŵĜŞŹ̹ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ̹alif and ain, 
according to the established proportional system based on rhombic 
İŦƀŹ˫̹ ,ş̹ ƀŅňŹ̹ ŹƟŹƀĴŞ˦̹ ƀŅĴ̹ ŲŵĴŹŹňşŀ̹ ŲĴş̹ İňĜŀŦşĜŘŘƟ̹ Ŧş̹ ƀŅĴ̹ ŲĜŲĴŵ̹ ĿŦŵŞŹ̹
the rhombic dot, similar to the western calligraphy practices, in which 
ƀŅĴ̹şňĩ̹ ňŹ̹ŅĴŘİ̹Ĝƀ̹ʉʊ̹İĴŀŵĴĴŹ̹ ƀŦ̹ĪŵĴĜƀĴ̹Ĝ̹İňĜŞŦşİ̹İŦƀ˫̹bŅňŹ̹ŹƟŹƀĴŞ̹ ňŹ̹
ƙĴŘŘ̹ŖşŦƙş̹ĜŹ̹al-khatt al-mansub means proportioned script, which is 
measured every letter related to the nokte̹˾ŵŅŦŞĩňĪ̹İŦƀ˿˦̹ƀŅĴ̹ŅĴňŀŅƀ̹ŦĿ̹
the alif˦̹Ĝşİ̹ƀŅĴ̹ĪňŵĪŘĴ̹˾HŹĩŦŵş˦̹ʇʅʅʍ˿˫̹

Fig. 16. Al-khatt al-Mansub (The 
attributed line) of Ibn Muqlah, 
the letter alif and ain, Source: 
Osborn, (2008: 74).

�ŘĴĿ̹ňŹ̹ƀŅĴ̹ǬŵŹƀ̹ŘĴƀƀĴŵ̹ŦĿ̹ƀŅĴ̹�ŵĜĩňĪ̹ĜŘŲŅĜĩĴƀ˦̹Ĝşİ̹ƙňƀŅ̹Ĝ̹ĪŘŦŹĴŵ̹ŘŦŦŖ˦̹ňƀ̹ňŹ̹
ŹƀĜƀĴİ̹ƀŅĜƀ̹ňƀ̹ƀĜŖĴŹ̹ŵĴŹĴŞĩŘĜşĪĴ̹ƙňƀŅ̹ƀŅĴ̹ŹƀĜşİňşŀ̹Ŧŵ̹ŖşĴĴŘňşŀ̹ŅƄŞĜş̹
ǬŀƄŵĴ˫̹bŅĴ̹İňĜŞŦşİ̹ŞĜŵŖ̹˾nuqta˿˦̹ĜŹ̹ňŘŘƄŹƀŵĜƀĴİ̹ŅĴŵĴ˦̹ŵĴŲŵĴŹĴşƀŹ̹ƀŅĴ̹şňĩ̹
of the pen and how many nib presses are needed to construct the basic 
unit regarding its determining proportions and measurements for all 
ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ˫̹Alef is divided here into seven nib presses to structure 
it, whose proportions are developed based on human anatomy 
ňşŹƀŵƄĪƀňŦşŹ˫̹bŅĴ̹ŘĴşŀƀŅ̹ŦĿ̹ĜŘĴĿ̹ňŹ̹ĜŘŹŦ̹ƄŹĴİ̹ƀŦ̹İĴƀĴŵŞňşĴ̹ƀŅĴ̹İňĜŞĴƀĴŵ̹
ŦĿ̹ŦƀŅĴŵ̹ŘĴƀƀĴŵŹ̹ƀŅĜƀ̹ĜŵĴ̹ŵŦƄşİĴİ˦̹ŹƄĪŅ̹ĜŹ̹Ĝňş̹˾[ĜŖŖĜŘ˦̹ʇʅʆʋ˿˫̹

Ibn Muqla calculated the length of alif˦̹ ƀŅĴ̹ ǬŵŹƀ̹ ŘĴƀƀĴŵ̹ ŦĿ̹ ƀŅĴ̹ �ŵĜĩňĪ̹
ĜŘŲŅĜĩĴƀ̹ƙňƀŅ̹ ňƀŹ̹ ŹƀŵĜňŀŅƀ̹ƘĴŵƀňĪĜŘ̹ ŘňşĴ˫̹bŅĴş˦̹ŅĴ̹ĜİĜŲƀĴİ̹ ƀŅĴ̹ ŹňƥĴ̹Ĝşİ̹
the shape of other letters to his calculation of the alif, which became 
the fundamental proportion of the letters and the basic reference in 
ŞĴĜŹƄŵňşŀ̹ƀŅĴ̹ŘĴşŀƀŅ̹Ĝşİ̹ĩŵĴĜİƀŅ̹ŦĿ̹ŘĴƀƀĴŵŹ̹˾;ĴĴ̐BňňşňŦœĜ˦̹ʇʅʆʍ˿˫̹

)ĴşĪĴ˦̹ ƀŅĴ̹ ŀĴŦŞĴƀŵňĪ̹ ŲŵňşĪňŲŘĴŹ̹ ƀĜŖĴ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ŵŦŘĴ̹ ňş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹
and the legibility of the text and the beauty of its line require rules of 
proportion that are supposed to be cŦşŹƀŵƄĪƀĴİ̹ ĪŦŵŵĴĪƀŘƟ˫̹rňƀŅ̹ ƀŅňŹ̹
concept of proportion calculation, it is understood that the construction 
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ŹƟŹƀĴŞ̹ ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ̹ ŦĿ̹ ƀŅĴ̹rĴŹƀ̹ Ĝşİ̹ ƀŅĴ̹ AňİİŘĴ̹ �ĜŹƀ̹ ĜŵĴ̹ ĩĜŹňĪĜŘŘƟ̹
pretty similar, in which the right proportion carries high importance 
ƀŦ̹ĜĪŅňĴƘĴ̹ƀŅĴ̹ƙĴŘŘ̐ĪŦşŹƀŵƄĪƀĴİ̹ŘĴƀƀĴŵĿŦŵŞ̹ƀŦ̹ĩĴ̹ŵĴĜİ˫ Moreover, these 
ŵƄŘĴŹ̹ŦĿ̹ŲŵŦŲŦŵƀňŦşĴİ̹ĜŵĴ̹ŀŵŦƄşİĴİ̹ƄŲŦş̹ ƀŅĴ̹ŹňƥĴ̹ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹alif˫̹ ,ş̹
ĴŹŹĴşĪĴ˦̹ ňƀ̹ ňŹ̹Ĝ̹ŹƀŵĜňŀŅƀ˦̹ƘĴŵƀňĪĜŘ̹ŹƀŵŦŖĴ˫̹�ŲĜŵƀ̹ĿŵŦŞ̹ƀŅĴ̹alif, the Arabic 
İŦƀ̹ŅĜŹ̹ƀŦ̹ĩĴ̹ĪŦşŹňİĴŵĴİ̹ĜŹ̹Ĝ̹Ƅşňƀ̹ŦĿ̹ŞĴĜŹƄŵĴŞĴşƀ̹ňş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹,ƀ̹ňŹ̹Ĝ̹
square dot that is executed depending on the way the pen cut and the 
ŲŵĴŹŹƄŵĴ̹ŦĿ̹ƀŅĴ̹ǬşŀĴŵŹ˦̹ƙŅňĪŅ̹ňŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ĩĴ̹İĴŘňĪĜƀĴ̹Ĝşİ̹ŲŵĴĪňŹĴ̹ƀŦ̹
ŹĴŲĜŵĜƀĴ̹ƀŅĴ̹ƀƙŦ̹ŹňİĴŹ̹ŦĿ̹ƀŅĴ̹şňĩ̹Ŧŵ̹ŲŦňşƀ̹ŦĿ̹ƀŅĴ̹ŲĴş˫̹�ĴŲĴşİňşŀ̹Ŧş̹ƀŅĴ̹
calligrapher and the script that is executed, the alif’s height may vary 
ĿŵŦŞ̹ƀŵĴĴ̹ƀŦ̹ƀƙĴŘƘĴ̹İŦƀŹ˦̹Ĝşİ̹ƀŅĴ̹ƙňİƀŅ̹ŦĿ̹ƀŅĴ̹ĜŘňĿ̹ ňŹ̹ĴŴƄĜŘ̹ƀŦ̹ŦşĴ̹İŦƀ˫̹
bŅĴ̹ ňŞŲŦŵƀĜşƀ̹ƀŅňşŀ̹ňŹ̹ƀŅĜƀ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ŦşĪĴ̹ŅĜŹ̹ŅňŹ̹alif written; 
ŅĴ̹ňŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹İŵĜƙ̹ňƀ̹ňş̹ƀŅĴ̹ŹĜŞĴ̹ƙĜƟ̹ƀŅŵŦƄŀŅŦƄƀ̹ƀŅĴ̹ƀĴƞƀ˫̹,ƀ̹ňŹ̹ƀŅĴ̹
ŀĴşĴŵĜŘ̹ŀĴŦŞĴƀŵňĪ̹ŲŵňşĪňŲŘĴŹ˰̹ŅŦƙĴƘĴŵ˦̹ňƀ̹ŞĜƟ̹ĜŘŹŦ̹ƘĜŵƟ̹ňş̹ŲŵĜĪƀňĪĴ˫̹

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ ňƀ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ ŹƀĜƀĴ̹ ƀŅĜƀ̹ alif is a highly 
ŵĴŹŲĴĪƀĴİ̹ŘĴƀƀĴŵ̹ňş̹ĴĜŵŘƟ̹,ŹŘĜŞňĪ̹ƀŅŦƄŀŅƀ˫̹�ĪĪŦŵİňşŀ̹ƀŦ̹ƀŅĴ̹[ƄǬ̹ŞƟŹƀňĪ˦̹
Ĝ̹ƀŅňŵƀĴĴşƀŅ̐ĪĴşƀƄŵƟ̹TĴŵŹňĜş̹ŲŦĴƀ̹Ĝşİ̹,ŹŘĜŞňĪ̹ŹĪŅŦŘĜŵ˦̹WƄŞň̹˾ʆʇʅʌ̐ʆʇʌʈ˿˦̹
alif̹ƙĜŹ̹ŅŦşŦŵĴİ̹ĩƟ̹ĩĴňşŀ̹ƀŅĴ̹ǬŵŹƀ̹ ŘĴƀƀĴŵ̹ŦĿ̹ ƀŅĴ̹ĜŘŲŅĜĩĴƀ̹ƙňƀŅ̹ ňƀŹ̹Ƅşňƀ̹
Ĝşİ̹ŹňşĪĴŵňƀƟ̹˾;ĴĴ̐BňňşňŦœĜ˦̹ʇʅʆʍ˿˫

Apart from this system, Ibn Muqla also invented the̹Źňƞ̹ŞĜœŦŵ̹ĪƄŵŹňƘĴ̹
ŹĪŵňŲƀŹ̹ ŦĿ̹ƙŵňƀňşŀ˦̹ ĪŦİňǬĴİ̹ ĿŵŦŞ̹ ƀŅĴ̹ ƀĴşƀŅ̹ ƀŦ̹ ƀŅĴ̹ ƀŅňŵƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˦̹
namely, muhaqqaq̹˾#ňŀ˫̹ʆʌ˿˦̹naskh̹˾#ňŀ˫̹ʆʍ˿˦̹thuluthi̹˾#ňŀ˫̹ʆʎ˿˦̹rayhani̹˾#ňŀ˫̹
ʇʅ˿˦̹tawqi’̹˾#ňŀ˫̹ʇʆ˿̹Ĝşİ̹riqa’̹˾#ňŀ˫̹ʇʇ˿˦̹Źňƞ̹ŲŵŦŲŦŵƀňŦşĜŘ̹ŹĪŵňŲƀŹ˦̹ĜŘŹŦ̹ĪĜŘŘĴİ̹
the Six̹˾,ŹŘĜŞ˦̹ş˫İ˫˿˫

Fig. 17. Bismillah written by 
muhaqqaq used for Qur’an 
writing, architectural decoration 
and ceramics, Source: Ekhtiar & 
Moore, (2012: 60).

Fig. 18. Bismillah written by 
naskh used for manuscripts, 
ceramics and tiles, Source:  
Ekhtiar & Moore, (2012: 60).

Fig. 19. Bismillah written by 
thuluth used for Qur’an writing, 
manuscripts, metalwork, 
ceramics, Source:  Ekhtiar & 
Moore, (2012: 60).

Fig. 20. Bismillah written by 
rayhani, chancellery script 
used for letters, missives, 
edicts, and architecture, 
Source: Source:  Ekhtiar & 
Moore, (2012: 60).

Fig. 21. Bismillah written 
by tawqi, used for Qur’an, 
missives, edicts and 
architecture, Source: Ekhtiar & 
Moore, (2012: 60).

Fig. 22. Bismillah written by 
riqa, used for letters, edicts, 
and manuscripts, Source:  
Ekhtiar & Moore, (2012: 60).
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,ş̹ĜİİňƀňŦş̹ƀŦ̹,ĩş̹AƄŴŘĜ̝Ź̹ƙŦŵŖŹ˦̹ƀŅĴ̹ŹĴĪŦşİ̹ŀŵĴĜƀĴŹƀ̹şĜŞĴ̹ňş̹,ŹŘĜŞňĪ̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ ,ĩş̹ ĜŘ̹ �ĜƙƙĜĩ̹ ˾ʎʉʉ̐ʆʅʇʇ˿˦̹ ŞĜİĴ̹ ŹňŀşňǬĪĜşƀ̹ ĪŅĜşŀĴŹ̹
ƙňƀŅŦƄƀ̹ ĜĪƀƄĜŘŘƟ̹ ƘňŦŘĜƀňşŀ̹ ĜşƟ̹ ŦĿ̹ ƀŅĴ̹ ŵƄŘĴŹ˫̹ )Ĵ̹ ŀĜƘĴ̹ ĴŘĴŀĜşĪĴ̹ ƀŦ̹ ƀŅĴ̹
ŀĴŦŞĴƀŵňĪ̹ ŅĜŵŞŦşƟ̹ ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ̹ İĴŹňŀşĴİ̹ ĩƟ̹ ,ĩş̹AƄŴŘĜ˫̹ ,ƀ̹ ňŹ̹ ĪĜŘŘĴİ̹
̚�Ř̹AĜşŹƄĩ̹ĜŘ̹#Ĝ̝ňŴ̛̹˾ƀŅĴ̹ĴŘĴŀĜşƀ̹AĜşŹƄĩ˿˦̹ŖşŦƙş̹ĜŹ̹ƀŅĴ̹ŞŦŵĴ̹ŀŵĜĪĴĿƄŘ̹
ŹƀƟŘĴ˫̹)ňŹ̹ĜŵƀňŹƀňĪ̹ĪŦşƀŵňĩƄƀňŦş̹ƀŦ̹,ŹŘĜŞňĪ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹ƀŦ̹ƀŅĴ̹
Źňƞ̹ŹĪŵňŲƀŹ̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˦̹ƙĜŹ̹İĴŹŲňƀĴ̹ŲĴŵĿĴĪƀňŦş̹Ĝşİ̹ĩĴĜƄƀňǬĪĜƀňŦş̹
through their forms, he favored the naskh and muhaqqaq̹ ŹĪŵňŲƀŹ˫̹ ,ƀ̹
ňŹ̹ŹĜňİ̹ƀŅĜƀ̹ŅĴ̹ƙŵŦƀĴ̹ʋʉ̹VƄŵ̝Ĝş̹Ĝşİ̹Ĝ̹ ŘĜŵŀĴ̹şƄŞĩĴŵ̹ŦĿ̹ŹĴĪƄŘĜŵ̹ƙŦŵŖŹ˦̹
ƀŅĜƀ̹ ŹŦŞĴ̹ŦĿ̹ ƀŅĴňŵ̹ ĿŵĜŀŞĴşƀŹ̹ ŵĴŞĜňş̹ ƀŦ̹ ƀŅĴ̹ŲŵĴŹĴşƀ̹ İĜƟ˫̹AŦŵĴŦƘĴŵ˦̹ Ĝ̹
ƙĴŘŘ̐ŖşŦƙş̹ĪĜŘŘňŀŵĜŲŅĴŵ̹Ĝşİ̹ŹĴĪŵĴƀĜŵƟ̹ŦĿ̹ƀŅĴ̹ŘĜŹƀ̹�ĩĩĜŹňİ̹ĪĜŘňŲŅ̹xĜŴƄƀ̹
ĜŘ̹AƄŹƀĜ̝ŹňŞň̹˾İ˫̹ʆʇʎʍ˿˦̹ƀŅĴ̹ĿŦŘŘŦƙňşŀ̹ĪĴşƀƄŵƟ˦̹İĴƘĴŘŦŲĴİ̹Ĝ̹şĴƙ̹ŞĴƀŅŦİ̹
of trimming the reed pens with an oblique cut, which led to giving a 
şĴƙ̹İňŞĴşŹňŦş̹ŦĿ̹ŀŵĜĪĴ̹Ĝşİ̹ĩĴĜƄƀƟ̹ƀŦ̹ƀŅĴ̹Źňƞ̹ŹĪŵňŲƀŹ˫̹)Ĵ̹ĜŘŹŦ̹ĪŵĴĜƀĴİ̹
a new style derived from thuluth called yaquti, which is a cursive script 
created to attain the levels of perfection with special ornamental forms 
ƀŅĜƀ̹ƙĴŵĴ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĩĴ̹ ƄŹĴİ̹ ňş̹ ƀŅĴ̹ VƄŵ̝Ĝş̹ Ĝşİ̹ ŹĴĪƄŘĜŵ̹ŞĜşƄŹĪŵňŲƀŹ̹
˾;ĴĴ̐BňňşňŦœĜ˦̹ʇʅʆʍ˿˫

On the other hand, it is claimed that the Arabic scripts reached their 
ŲĴĜŖ̹ŦĿ̹ŵĴǬşĴŞĴşƀ̹İƄŵňşŀ̹ƀŅĴ̹HƀƀŦŞĜş̹˾ʆʇʍʆ̐ʆʎʇʉ˿˦̹ƙŅŦ̹ŵƄŘĴİ̹bƄŵŖĴƟ̹
Ĝşİ̹ĜŘŞŦŹƀ̹ĜŘŘ̹ŦĿ̹�ŵĜĩňĜ̹Ĝşİ̹ŲĜŵƀŹ̹ŦĿ̹ƀŅĴ̹�ĜŘŖĜşŹ̹ňş̹�ƄŵŦŲĴ˫̹bŅĴ̹ƙŦŵŖŹ̹
ŦĿ̹HƀƀŦŞĜş̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ĜŵĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ƀŅĴ̹ǬşĴŹƀ̹ĴƘĴŵ̹ƙŵňƀƀĴş˫̹bŅĴƟ̹
were prominent for the patronage of calligraphy and elevated the 
ƙŵňƀƀĴş̹ ŵĴŘňŀňŦƄŹ̹ ƀĴƞƀ̹ ňşƀŦ̹ ŹĜĪŵĴİ̹ Ĝŵƀ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ ƀŅĴ̹ VƄŵ̝Ĝş˫̹ bŅĴƟ̹
ĜİİĴİ̹ Ĝ̹ şƄŞĩĴŵ̹ ŦĿ̹ şĴƙ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŹƀƟŘĴŹ˫̹Diwani̹ ˾#ňŀ˫̹ ʇʈ˿˦̹ ƄŹĴİ̹ ňş̹
the Ottoman dawaween̹ ˾ĩƄŵĴĜƄŹ˿̹ ˾�ĩĴĴİ˦̹ʇʅʆʋ˿˦̹ ňŹ̹ŦşĴ̹ŦĿ̹ƀŅĴŞ̹ƀŅĜƀ̹ňŹ̹
used extensively for the secular writing of government directives and 
İĴĪŵĴĴŹ̹ ĜŘŹŦ̹ ĿŦŵ̹ ĜŵĪŅňƀĴĪƀƄŵĜŘ̹ İĴĪŦŵĜƀňŦşŹ˫̹ ,ƀ̹ ňŹ̹ ĪŦşŹƀŵƄĪƀĴİ̹ ĿŵŦŞ̹ Ĝ̹
ĪƄŵŹňƘĴ̹ŞŦƘĴŞĴşƀ̹ ĴŞŲŅĜŹňƥĴİ̹ĩƟ̹ Ĝ̹ĩĜŘĜşĪĴİ̹ƄŲ̹Ĝşİ̹İŦƙş̹Ĝşİ̹ ŵňŀŅƀ̹
ƀŦ̹ ŘĴĿƀ˫̹bŅňŹ̹ ŹƀƟŘĴ̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ŞŦŹƀ̹ İĴĪŦŵĜƀňƘĴ̹ ĿŦŵŞŹ̹ ŦĿ̹
,ŹŘĜŞňĪ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹ ,ƀŹ̹ ŘĴƀƀĴŵŹ̹ĜŵĴ̹ĴƞĴĪƄƀĴİ̹ŅňŀŅŘƟ̹ĪŘŦŹĴ̹ƀŦ̹ĴĜĪŅ̹ŦƀŅĴŵ˦̹
Ĝşİ̹ ňƀ̹ ŞĜŖĴŹ̹ ŵĴĜİňşŀ̹ ŅĜŵİĴŵ˫̹ bŅĴ̹ ŹƀƟŘĴ̹ ňŹ̹ ŅňŀŅŘƟ̹ ŦŵşĜŞĴşƀĜŘ̹ Ĝşİ̹
decorative and the Diwani calligraphy piece is adorned with details that 
ĜŵĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ŵĴŲŵĴŹĴşƀĜƀňŦş̹ŦĿ̹ƀŅĴ̹ĪĜŘňŀŵĜŲŅĴŵ̝Ź̹ŹŖňŘŘ̹ŘĴƘĴŘ˫̹#Ŧŵ̹ƀŅňŹ̹
reason, it was used as a royal calligraphy form for a long time, which 
ŵĴŴƄňŵĴİ̹ŅňŀŅ̹ŞĜŹƀĴŵƟ̹˾rĜƀĴŵŞĜş˦̹ʇʅʆʎ˿˫

Fig. 23. Diwani script, Turkey, 
c. 1700, Source: Waterman, 
(2019: 33).
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Another contribution is introducing symbolism and images in the text’s 
compositions, called tughra̹˾#ňŀ˫̹ʇʉ˿˦̹ƙŅňĪŅ̹ňŹ̹Ĝ̹ŞŦşŦŀŵĜŞ̹ŵĴŲŵĴŹĴşƀňşŀ̹
an edict of the ruler, containing his name and title belongs to medieval 
ƀňŞĴŹ˫̹ bŅĴ̹ ňşŀĴşňŦƄŹ̹ ƄŹĴ̹ ŦĿ̹ ƀŅĴ̹ �ŵĜĩňĪ̹ ŹĪŵňŲƀ̹ ŅĴŵĴ̹ ĪĜş̹ ĩĴ̹ Ĝ̹ ŹƟŞĩŦŘ̹
ŦĿ̹ ƀŅĴ̹ [ƄŘƀĜş̝Ź̹ ŹňŀşĜƀƄŵĴ˦̹ Ĝ̹ ŹĴşƀĴşĪĴ̹ ĿŵŦŞ̹ ƀŅĴ̹ VƄŵ̝Ĝş˦̹ Ŧŵ̹ Ĝ̹ ĪŦŞŞŦş̹
prayer that was geometry, representing vegetal forms, birds, and other 
ĜşňŞĜŘŹ̹ĜŹ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ĪŦŞŲŦŹňƀňŦşŹ̹˾rĜƀĴŵŞĜş˦̹ʇʅʆʎ˿˫̹,ƀ̹ƙĜŹ̹ŲĴşşĴİ̹
ňş̹Ĝ̹ŅňŀŅŘƟ̹ňşƀŵňĪĜƀĴİ̹ƙňƀŅ̹ŲĜŵĜŘŘĴŘ̹ĪƄŵƘňŘňşĴĜŵ̹ŹƀŵŦŖĴŹ˫̹,ƀ̹ƙĜŹ̹ŲŘĜĪĴİ̹Ĝƀ̹
ƀŅĴ̹ŅĴĜİ̹ŦĿ̹ƀŅĴ̹İŦĪƄŞĴşƀ̹ĪƄŹƀŦŞĜŵňŘƟ̹˾xƋŹŦĿŐ˦̹ʆʎʎʅ˿˫

Fig. 24. Tughra of Sulayman 
the Great, Mid 16C, Source: 
Waterman, (2019: 34).

,ş̹ŞňşňŹƀĴŵňĜŘ̹ ŦǤĪĴŹ˦̹ tughra was used as a royal seal and considered 
ƀŦ̹ ĪŦşǬŵŞ̹ Ĝ̹ İĴĪŵĴĴ̝Ź̹ ƘĜŘňİňƀƟ̹ ňş̹ ƀŅĴ̹ ŹĜŞĴ̹ƙĜƟ̹ ĜŹ̹ Ĝ̹ ŵŦƟĜŘ̹ ŹňŀşĜƀƄŵĴ˫̹
,ƀŹ̹ƄŹĜŀĴ̹ƙĜŹ̹ǬŵŹƀ̹ŘňŞňƀĴİ̹ƀŦ̹ƀŅĴ̹ŅĴĜİňşŀŹ̹ŦĿ̹ŵŦƟĜŘ̹ĴİňĪƀŹ˦̹ĪŦňşŹ˦̹ŹĴĜŘŹ˦̹
Ĝşİ̹ĜŀĜƀĴ̹ŹňŀşĴƀŹ˦̹ĩƄƀ̹ŘĜƀĴŵ̹ŲĴŵňŦİ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ƄŹĴİ̹ŞŦŵĴ̹ƙňİĴŘƟ˫̹bŅĴ̹
early examples are not written in any particular shape, but Ottoman 
ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ İĴƘĴŘŦŲĴİ̹ Ĝ̹ ŹŲĴĪňĜŘ̹ ĿŦŵŞ̹ ŦĿ̹ ňƀ̹ ƀŅĜƀ̹ İňǣĴŵŹ̹ ĿŵŦŞ̹ ƀŅĴ̹
ŦƀŅĴŵ̹ ĿŦŵŞŹ˫̹ bŅĴ̹ ŹƀƟŘĴ̹ ŦĿ̹ tughra is usually derived from the thuluth, 
riqa, or divani̹ ŹĪŵňŲƀŹ˫̹ bŅĴŵĴ̹ ĜŵĴ̹ ŹƀňŘŘ̹ ƘĜŵňŦƄŹ̹ ĿŦŵŞŹ̹ ŦĿ̹ ŵĴňş̹ ƄŹĴİ̹ ňş̹
ŞĜşƟ̹ AƄŹŘňŞ̹ ĪŦƄşƀŵňĴŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ �ŀƟŲƀ˦̹ [ƟŵňĜ˦̹ ;ĴĩĜşŦş˦̹ ,ŵĜŴ˦̹ TĴŵŹňĜ˦̹
Ĝşİ̹�ĿŀŅĜşňŹƀĜş˫̹)ŦƙĴƘĴŵ˦̹ ňƀ̹ĿĴŘŘ̹ŦƄƀ̹ŦĿ̹ƄŹĴ̹ňş̹bƄŵŖĴƟ̹ĜĿƀĴŵ̹ƀŅĴ̹�ŵĜĩňĪ̹
ŹĪŵňŲƀ̝Ź̹ĜĩĜşİŦşŞĴşƀ̹ňş̹ƀŅĴ̹ƀƙĴşƀňĴƀŅ̹ĪĴşƀƄŵƟ̹˾xƋŹŦĿŐ˦̹ʆʎʎʅ˿˫

Calligram̹ ňŹ̹ĩĜŹňĪĜŘŘƟ̹ Ĝ̹ŲŦĴŞ˦̹Ĝ̹ŲŅŵĜŹĴ̹ŦĿ̹ Ĝ̹ƙŦŵİ˦̹ ŦŵŀĜşňƥĴİ̹ĜŹ̹Ĝ̹İĴŹňŀş̹
ƀŅĜƀ̹ĜŲŲĴĜŵŹ̹ĜŹ̹Ĝş̹ňŞĜŀĴ̹Ŧŵ̹ǬŀƄŵĜŘ̹ŵĴŲŵĴŹĴşƀĜƀňŦş̹ŦĿ̹ƀŅĴ̹ƀĴƞƀ̹ ˾WĴƟşŦŘİŹ˦̹
ʇʅʇʇ˿˫̹ ,ƀ̹ ňŹ̹ Ĝ̹ ŹŦŵƀ̹ ŦĿ̹ ǬŀƄŵĜƀňƘĴ̹ ĜŹŲĴĪƀ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŅĜƀ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹
ňşƀĴŵƙĴĜƘňşŀ̹ ƙŵňƀƀĴş̹ ƙŦŵİŹ̹ ĴŞŲŘŦƟňşŀ̹ ĜşƀŅŵŦŲŦŞŦŵŲŅňĪ̹ ǬŀƄŵĴŹ̹ ŦĿ̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ ƥŦŦŞŦŵŲŅňĪ˦̹ Ĝşİ̹ ňşĜşňŞĜƀĴ̹ ŦĩœĴĪƀŹ̹ ŹƄĪŅ̹ ĜŹ̹ Ĝ̹ ŹƙŦŵİ˦̹
a mosque, a ship made with the letter and the Arabic grammatical 
ĪŦşœƄşĪƀňŦş̹ƙĜƙ˦̹ŞŦŹƀŘƟ̹ĪŦşşĴĪƀĴİ̹ƀŦ̹ƀŅĴ̹bƄŵŖňŹŅ̹Ĝŵƀ̹ŦĿ̹ƀŅĴ̹ŹňƞƀĴĴşƀŅ̹
ĪĴşƀƄŵƟ˫̹�ĜŘŘňŀŵĜŞŹ˦̹ƙŅňĪŅ̹ĪĜş̹ĩĴ̹ĿŦƄşİ̹ňş̹ƀŅĴ̹[ƄǬ̹ĪňŵĪŘĴŹ˦̹ĪŦşŹňŹƀňşŀ̹ŦĿ̹
artists from various domains; hence, many artists practiced calligraphy, 
ŹňŀşňǬĪĜşƀŘƟ̹ĪŦşƀŵňĩƄƀňşŀ̹ƀŦ̹ƀŅňŹ̹ƘĜŵňĜƀňŦş˫̹

As stated earlier, calligraphy is considered the writing of a text and 
an abstract arrangement of a particular worldview and meaning in 
,ŹŘĜŞ˫̹bŅĴ̹ŲŘĜŹƀňĪ̹ĴƞŲŵĴŹŹňŦş̹ŦĿ̹ƀŅĴ̹ƙŵňƀňşŀ̹ƀĜŖĴŹ̹ŲŵĴĪĴİĴşĪĴ˦̹ƙŅňŘĴ̹ƀŅĴ̹
ŞĴĜşňşŀ̹ ĪŦŞĴŹ̹ ŘĜƀĴŵ˫̹ ,ş̹ ŹŦŞĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ƙŦŵŖŹ˦̹ ƀŅĴ̹ ŲŵĴŹĴşƀĜƀňŦş̹ ŦĿ̹
ƀŅĴ̹ƀĴƞƀ̹ŞĜŖĴŹ̹ňƀ̹İňǤĪƄŘƀ̹ƀŦ̹ĪŅŦŦŹĴ̹ƀŅĴ̹ŞĴĜşňşŀ̹Ĝşİ̹ŞĜŖĴŹ̹ňƀ̹İňǤĪƄŘƀ̹
for the reader to understand the text due to the Arabic letters used, 
ĩƄƀ̹ƀŅĴ̹ĜĴŹƀŅĴƀňĪ̹ĿŦŵŞŹ̹ňƀ̹ĪĜŵŵňĴŹ̹ŦŲĴş̹ƀŅĴ̹ƙĜƟ̹ĿŦŵ̹ƀŅĴ̹ŵĴĜİĴŵ˱ƘňĴƙĴŵ̹ƀŦ̹
ŵĴĜĪŅ̹ƀŅĴ̹ŞĴĜşňşŀ̹ĿŵŦŞ̹ƀŅĴ̹ƘňŹƄĜŘ̹˾9ŦƥŘƄ̹Λ̹�ĴşƄŁƄŵ˦̹ʇʅʆʉ˿˫̹

,ƀ̹ ĪĜş̹ ĩĴ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ ĪĜŘŘňŀŵĜŞŹ̹ ĜŵĴ̹ şŦƀ̹ ĪŵĴĜƀĴİ̹ ƀŦ̹ ĪŦşƘĴƟ̹ Ĝ̹ ŹŲĴĪňǬĪ̹
ŞĴĜşňşŀ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ƙŦŵİŹ̹ŞĴŵĴŘƟ˫̹)ŦƙĴƘĴŵ˦̹ĜŘŹŦ̹ňƀŹ̹ŦŵŀĜşňƥĴİ̹ĿŦŵŞ̹
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carries, in most cases, three levels of distinguished meaning, which 
ĜŵĴ̹ŵĜşŖĴİ̹ĜŹ̹ƀŅĴ̹ŞĴĜşňşŀ̹ŦĿ̹ƀŅĴ̹ƙŦŵİŹ˦̹ƀŅĴ̹ŞĴĜşňşŀ̹ŦĿ̹ĿŦŵŞ˦̹Ĝşİ̹ƀŅĴ̹
ňşƀĴŵĪŦşşĴĪƀňŦşŹ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ƙŦŵİŹ̹Ĝşİ̹ĿŦŵŞ̹˾�ĜŲŲĴŘŘĜŵň˦̹ʇʅʆʌ˿˫

bŅĴ̹ĴĜŵŘňĴŹƀ̹ŲĴŵňŦİ̹ŦĿ̹,ŹŘĜŞňĪ̹Ĝŵƀ̹Ĝƀ̹ĜĩŦƄƀ̹ĴňŀŅƀŅ̹ĪĴşƀƄŵƟ˦ ň̹ƀ̹ŅĜİ̹ƙňƀşĴŹŹĴİ̹
ƀŅĴ̹İĴƘĴŘŦŲŞĴşƀ̹ŦĿ̹ĪĜŘŘňŀŵĜŞŹ̹ƙŅĴş̹ǭŦŵĜŘ̹ŞŦƀňĿŹ̹ĜŘŹŦ̹ŹƀĜŵƀĴİ̹ƀŦ̹ǭŦƄŵňŹŅ̹
ňş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ Ĝ̹ ŵĴŲŵĴŹĴşƀĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ǬŵŹƀ̹ ĪŦşşĴĪƀňŦş̹ ŦĿ̹ ĜĩŹƀŵĜĪƀ̹
ĿŦŵŞŹ̹ ŦĿ̹ ŘĴƀƀĴŵŹ̹ƙňƀŅ̹ŞĜƀĴŵňĜŘ̹ ĿŦŵŞŹ˫̹bŅĜƀ̹ŞĴĜşŹ̹ ƀŅĴňŵ̹ ŵĴŲŵĴŹĴşƀĜƀňŦş̹
ƙĜŹ̹şŦƀ̹ŵĴĜŘňŹƀňĪ̹ĜŹ̹ňş̹rĴŹƀĴŵş̹Ĝŵƀ˦̹ĩƄƀ̹ĜĩŹƀŵĜĪƀ̹˾[ĜŦƄİ˦̹ʇʅʆʅ˿˫

bŅĴ̹ Ĵşİňşŀ̹ ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ̹ ĿŦŵŞĴİ̹ ĜŹ̹ Ĝ̹ ŘĴĜĿ̹ ĿŦŵŞ˦̹ Ĝşİ̹ ƙňƀŅ̹ ƀňŞĴ˦̹
ňƀ̹ ĩĴĪĜŞĴ̹ Ĝ̹ ŞŦŵĴ̹ Ĝşİ̹ ŞŦŵĴ̹ ňşƀŵňĪĜƀĴ̹ şĴƀƙŦŵŖ̹ ŦĿ̹ ŲŘĜşƀ̹ ŞŦƀňĿŹ̹ Ŧŵ̹
ŹŦŞĴƀňŞĴŹ̹ ƥŦŦŞŦŵŲŅňĪ̹ ŞŦƀňĿŹ̹ ĜŹ̹ ƙĴŘŘ˫̹ bŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ƙŵňƀňşŀ̹
ŹŦŞĴƀňŞĴŹ̹ İňŹĜŲŲĴĜŵŹ̹ ňş̹ ƀŅĴŹĴ̹ ŦŵşĜŞĴşƀŹ̝̹ ňşƀŵňĪĜĪňĴŹ˦̹ ŞĜŖňşŀ̹ ňƀ̹
İňǤĪƄŘƀ̹ƀŦ̹ŵĴĪŦŀşňƥĴ̹ƀŅĴ̹ŘĴƀƀĴŵ̹ŹŅĜŲĴŹ˫̹,ş̹ŹŦŞĴ̹ŲŵĜĪƀňĪĴŹ˦̹ŘĴƀƀĴŵ̹ĴşİňşŀŹ̹
ĜŵĴ̹ ĿŦŵŞĴİ̹ ĜŹ̹ ŅƄŞĜş̹ ĿŦŵŞŹ̹ ƙŅĴŵĴ̹ ƀŅĴ̹ ŅƄŞĜş̹ ǬŀƄŵĴ̹ ĪŦşŹňŹƀŹ̹ ňş̹ Ĝ̹
ŘĴƀƀĴŵ̹ ĜŹ̹ ňĿ̹ ƀŅĴ̹ ŹŅĜŲĴ̹ ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹ İĴŲňĪƀĴİ̹ ǬŀƄŵĜƀňƘĴ̹ ŵĴŲŵĴŹĴşƀĜƀňŦş̹
ĜŹ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŲĜňşƀňşŀ˫̹[ŦŞĴ̹ ňşĪŘƄİĴ̹�Řň̝Ź̹�ĜŞĴŘ˦̹�ŦĜƀ̹�ŞĴşƀ̹�ňŘŘĜŅ˦̹
[ŦŘŦŞŦş̝Ź̹ [ĴĜŘ˦̹ �ŞĩŘĴŞ̹ŦĿ̹ ;ŦƘĴ˦̹�ŦĜƀ̹ ŦĿ̹rŵňƀňşŀ˦̹ ŲŵňşƀŹ̹ ňş̹ ƀŅĴ̹ ŹŅĜŲĴ̹
ŦĿ̹ƀŅĴ̹ŞŦŹŴƄĴ˦̹Ĝ̹ŲňƀĪŅĴŵ˦̹ŅƄŞĜş̹ǬŀƄŵĴŹ˦̹ŘňŦşŹ˦̹ĩňŵİŹ˦̹Ĝ̹ŀŘĜŹŹ˦̹Ŧŵ̹ŲĜňŵĴİ̹
rĜƙ̝Ź˫̹bŅĴ̹ǭĴƞňĩňŘňƀƟ̹ŦĿ̹ƀŅĴ̹�ŵĜĩňĪ̹ŘĴƀƀĴŵĿŦŵŞŹ̹ŘĴİ̹ƀŦ̹ƀŅĴ̹ĴƞŲŵĴŹŹňŦş̹ŦĿ̹
ǬŀƄŵĴŹ̹Ĝşİ̹ĪŅĜŵĜĪƀĴŵŹ̹ƙňƀŅňş̹ƀŅĴ̹ĪŘĜŹŹňĪĜŘ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙŵňƀňşŀ̹ĩĴĪĜƄŹĴ̹
it is stated that this issue did not violate the tenet of Islamic calligraphy, 
ƙŅňĪŅ̹ňŹ̹ŹĜňİ̹ĜŹ̹ƄşňƀƟ̹˾bĴŲĜŵňī˦̹ʇʅʆʉ˿˫

#ňŀ˫̹ ʇʊ̐ʇʋ̹ ňŘŘƄŹƀŵĜƀĴ̹ ƘĜŵňŦƄŹ̹ ĴƞĜŞŲŘĴŹ̹ ŦĿ̹ ƥŦŦŞŦŵŲŅňĪ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹
İňŹŲŘĜƟňşŀ̹ƀŅĴ̹ĩňŵİ̹ ˾#ňŀ˫̹ʇʊ˿̹Ĝşİ̹Ĝ̹ŞĜş̹˾#ňŀ˫̹ʇʋ˿˫̹ ,ƀ̹ ňŹ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ŹƄĪŅ̹
ĜşňŞĜŘ̹ǬŀƄŵĴŹ̹ĜŵĴ̹ĜŘŹŦ̹ŲŵĴƘĜŘĴşƀ̹ĜŞŦşŀ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ŞĜňşŘƟ̹bƄŵŖňŹŅ˦̹
who created ingenious pictures of living beings constructed from 
ŵĴŘňŀňŦƄŹ̹ĴƞŲŵĴŹŹňŦşŹ̹Ĝşİ̹ŹĜĪŵĴİ̹ĿŦŵŞƄŘĜŹ˫̹[ŦŞĴ̹ŦĿ̹ƀŅĴŹĴ̹ŞŦƀňĿŹ˦̹ŹƄĪŅ̹
ĜŹ̹ ƀŅĴ̹ŲňŀĴŦş˦̹ ĪŦŞŲŦŹĴİ̹ŦĿ̹ ƀŅĴ̹�ňŹŞňŘŘĜŅ̹ ˾ňş̹$Ŧİ̝Ź̹şĜŞĴ˿̹ Ŧŵ̹ ŘňŦş˦̹ ĜŵĴ̹
ŵĴŲŵĴŹĴşƀĜƀňŦşŹ̹ ŦĿ̹ ŹƟŞĩŦŘŹ̹ ŵĴŘĜƀĴİ̹ ƀŦ̹ ňşİňƘňİƄĜŘ̹ ŲĴŵŹŦşĜŘňƀňĴŹ̹ ŖşŦƙş̹
ĿŦŵ̹ƀŅĴňŵ̹ŹŲňŵňƀƄĜŘňƀƟ˫̹rňƀŅňş̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŲŵĜĪƀňĪĴ˦̹Ĝ̹ƀĴƞƀ̹ŵĴŘĜƀĴİ̹ƀŦ̹
ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̝Ź̹şĜŞĴ̹ňŹ̹ƙŵňƀƀĴş̹ňş̹ƀŅĴ̹ňşƀŵňĪĜƀĴ̹ƀĜşŀŘĴ̹ŦĿ̹�ŵĜĩ̹ŘĴƀƀĴŵŹ˫̹
bŅĴŹĴ̹ĿŦŵŞŹ̹ĜŵĴ̹şŦƀ̹ĜĪƀƄĜŘŘƟ̹ŞĜşƄĿĜĪƀƄŵĴİ̹İƄŵňşŀ̹ƀŅĴňŵ̹ ŘňĿĴ˦̹ĩƄƀ̹ƙňƀŅ̹
their death, people, out of honor for their spirituality, righteousness, 
Ĝşİ̹İĴƘŦƀňŦş˦̹ŲŵĴŲĜŵĴİ̹ƀŅŦŹĴ̹ĪĜŘŘňŀŵĜŞŹ˫

Fig. 25. left Bird in naskh script, 
the 7th century, Iran, Source: 
Lee-Niinioja, (2018: 28).

Fig. 26. right Calligraphic 
expression in the form of a 
portrait, Source: Aksel, 
(2010: 92).

bŅĴ̹ĩňŵİ˦̹Ĝ̹ŲňŀĴŦş̹ƙňƀŅ̹Ĝ̹ƘŦňĪĴ̹ŲŵŦşŦƄşĪĴİ̹̚ŅƄ˦̹ŅƄ˦̛ ̹ŞĜŖĴŹ̹İŅňŖŵ̹ƀŅĜƀ̹
ŲŵĜňŹĴ̹$Ŧİ˦̹Ĝşİ̹ŲĴŦŲŘĴ̹ƙŅŦ̹ŅĜƘĴ̹ŹĴĴş̹Ĝ̹ŹŲĴĪňǬĪ̹ŹŲňŵňƀƄĜŘ̹ŹƟŞĩŦŘňŹŞ̹ňş̹
ƀŅĴ̹ĩňŵİŹ̹şŦƄŵňŹŅ̹ƀŅĴ̹ŵĴŹŲĴĪƀ̹ĿŦŵ̹ƀŅĴŞ˫̹�Ź̹ĪŵĴĜƀƄŵĴŹ̹ŦĿ̹$Ŧİ˦̹ƀŅĴƟ̹ƙĴŵĴ̹
assessed as the depiction or symbol of angels’ understanding of the 
ŅƄŞĜş̹Şňşİ˦̹ƙŅňĪŅ̹ ĩŵňşŀŹ̹ ŀŦŦİ̹ ƀŅňşŀŹ˫̹ [ƟŞĩŦŘňĪĜŘŘƟ˦̹ ƀŅĴ̹ ĩňŵİ̹ ňŹ̹ ƀŅĴ̹
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soul that craves freedom from material bondage to rise to the level of 
ĴƀĴŵşĜŘ̹ŵĴŹňİĴşĪĴ̹ŦĿ̹ƀŅĴ̹WƄŘĴŵ̹ŦĿ̹ĩňŵİŹ˫̹bŅĴ̹ŹƟŞĩŦŘňŹŞ̹ŦĿ̹ĩňŵİŹ̹ĪŦşŹňŹƀŹ̹
ŦĿ̹ŹŲĴĪňĜŘ̹ŹňŀşňǬĪĜşĪĴ̹ŹňşĪĴ̹ƀŅĴ̹ĩĴŀňşşňşŀ̹ŦĿ̹ŅƄŞĜşŖňşİ˦̹ŹƄĪŅ̹ĜŹ̹ ƀŅĴ̹
ŵĜƘĴş̹ƙŅŦ̹ƀĜƄŀŅƀ̹9ĜĩňŘ̹ƀŦ̹ĩƄŵƟ̹ŅňŹ̹ĩŵŦƀŅĴŵ̹�ĩĴŘ˰̹[ƄŘĜƟŞĜş̹ŹŲŦŖĴ̹ƙňƀŅ̹
ƀŅĴŞ˫̹�ŘŹŦ˦̹ňş̹[ƄǬ̹ƀĴƞƀŹ˦̹ĜŹ̹Ĝ̹ŹƟŞĩŦŘ˦̹ƀŅĴ̹ĩňŵİ̹ŅĜŹ̹Ĝ̹ŲĜŵƀňĪƄŘĜŵ̹ŲŘĜĪĴ̹Ĝşİ̹
ŞĴĜşňşŀ˫̹bŅĴƟ̹ĪĜŵŵƟ̹şĴƙŹ˫̹AŦŵĴŦƘĴŵ˦̹Ĝ̹ŲŅŦĴşňƞ̹ňŹ̹Ĝ̹ŞƟŹƀňĪĜŘ̹ĩňŵİ̹ƀŅĜƀ̹
ŵĴǭĴĪƀŹ̹ŹŲňŵňƀƄĜŘ̹ĪŦşİňƀňŦşŹ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ňƀ̹ňŹ̹Ĝ̹ĪŦŞŞŦş̹ĿĴĜƀƄŵĴ̹ƀŅĜƀ̹
can be encountered in poetry as a paradigm unobtainable, something 
ƀŅĜƀ̹ňŹ̹ĩĴƀƙĴĴş̹ŅĴĜƘĴş̹Ĝşİ̹ĴĜŵƀŅ̹˾�ŖŹĴŘ˦̹ʇʅʆʅ˿˫̹Hŵ̹ƀŅĴ̹ŵŦŦŹƀĴŵ̹ƙĜŹ̹ƄŹĴİ̹
pictured by calligraphers because it is a religious bird in the indigenous 
,ŵĜşňĜş̹ƀŵĜİňƀňŦş̹Ĝşİ̹Ĝş̹ĜşŀĴŘňĪ̹ƀŅĜƀ̹ĪĜŘŘŹ̹AƄŹŘňŞŹ̹ĿŦŵ̹ŞŦŵşňşŀ̹ŲŵĜƟĴŵŹ˫

Lamps were used to create letters to remind Muslims that God is the 
ŘňŀŅƀ̹ŦĿ̹ƀŅĴ̹ĴĜŵƀŅ̹Ĝşİ̹ŅĴĜƘĴş˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹ňş̹ŲĜŵƀ̛̹̚ʊ˫ʉ˫̹bŅĴ̹$ĴşĴŵĜŘ̹
�ŦşĪĴŲƀ̹ŦĿ̹,ŹŘĜŞňĪ̹Ĝŵƀ˫̹#ŘŦƙĴŵŹ̹ƙĴŵĴ̹ĜŘŹŦ̹ĜĪĪĴŲƀĴİ̹ĜŹ̹Ĝ̹ŵĴŲŵĴŹĴşƀĜƀňŦş̹
ŦĿ̹ŲňŦƄŹ̹ƙŦŵİŹ˫̹bŅĴ̹[ƄǬŹ˦̹ƙňƀŅ̹ƀŅĴ̹ŹĴĜŵĪŅ̹ĿŦŵ̹ƀŅĴ̹ŹĴĪŵĴƀ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ˦̹
wanted to invent new ways of explanation of each letter, and hence 
they reached the level where the letters are accepted as “pure otherness 
ƙŅňĪŅ̹ ŹƟŞĩŦŘňƥĴŹ̹ ĴƘĴŵƟƀŅňşŀ̹ ĜŹ̹ ĿĜŵ̹ ĜŹ̹ ňƀ̹ ňŹ̹ ̚ŦƀŅĴŵ˦̛ ̹ ňş̹ ĪŦşşĴĪƀňŦş̹ ƀŦ̹
$Ŧİ˦̛ ̹ Ĝşİ̹ ƀŅĴƟ̹ ĜŹŹĴŹŹĴİ̹ ŘĴƀƀĴŵŹ̹ ĜŹ̹ ̚ŵĜİňĪĜŘŘƟ̹ ňşĪŦŞŲĜƀňĩŘĴ̹ ƙňƀŅ̹ ƀŅĴ̹
ŴƄĴŹƀ̹ĿŦŵ̹ƀŅĴ̹�ĩŹŦŘƄƀĴ̛̹˾;ĴĴ̐BňňşňŦœĜ˦̹ʇʅʆʍ˥̹ʊʆ˿˫

#ňŀ˫̹ ʇʋ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ƀŅĴ̹ ĿĜĪĴ̹ ŦĿ̹ Ĝ̹ŞĜş˫̹)ĴŵĴ˦̹ ňƀ̹ ňŹ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ ƀŅĴŵĴ̹ ĜŵĴ̹
ŹƀňŘŘ̹ ňİĴşƀňǬĜĩŘĴ̹ ŹŅĜŲĴŹ̹ ŦĿ̹ ŘĴƀƀĴŵŹ˰̹ ŅĴşĪĴ˦̹ ňƀ̹ ŹĴĴŞŹ̹ ŘňŖĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹
ňşŹĪŵňŲƀňŦşŹ̹ƀŅĜƀ̹ŘŦŦŖ̹ŘňŖĴ̹İŵĜƙňşŀ̹ŦĿ̹ƀŅĴ̹ĿĜĪĴŹ˦̹Ĝşİ̹ŲŦŵƀŵĜňƀŹ̹ŦĿ̹ŅƄŞĜş̹
ǬŀƄŵĴŹ̹ƙŅňĪŅ̹ŞĜşňĿĴŹƀ̹ƀŅĴ̹ŲĴŵĿĴĪƀ̹ŞĜş̹Ŧŵ̹,şŹĜş̐ĜŘ̐9ĜŞňŘ̹˾�ŖŹĴŘ˦̹ʇʅʆʅ˿˫

bŅĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŘĴƀƀĴŵŹ̹ ňş̹ ƘňŹƄĜŘ̹ Ĝŵƀ̹ ňşŹƀŵƄŞĴşƀĜƀňŦş̹ Ĝşİ̹ ǬŀƄŵĜƀňŦş̹
ŞĜŖĴ̹ƀŅĴ̹ĪŦşƀĴşƀ̹ĿŦŵ̹ŲĜňşƀňşŀ̹ňş̹ƙŦŵİŹ˫̹)ĴŵĴ̹ŘĴƀƀĴŵŹ̹ĜŵĴ̹œƄŹƀ̹ĩŦŵŵŦƙĴİ̹
ĿŦŵŞŹ̹ŦĿ̹Ĝ̹ŹŲŦŖĴş̹ƙŦŵİ̹Ĝşİ̹ŹŅĜŲĴ̹ƀŅĴ̹İňŹƀňşĪƀňƘĴ̹ǬŀƄŵĴŹ˫̹,ƀ̹ĜŘŹŦ̹ŲŦňşƀŹ̹ƀŦ̹
ƀŅĴ̹ǭĴƞňĩňŘňƀƟ̹ŦĿ̹�ŵĜĩňĪ̹ŘĴƀƀĴŵŹ̹ƀŅĜƀ̹ĪĜş̹ĜŹŹňŞňŘĜƀĴ̹ƀŦ̹ĴĜĪŅ̹ĿŦŵŞ̹ƀŅĜƀ̹ĪĜş̹
ĩĴ̹ ŵĴĪŦŀşňƥĴİ̹ ňş̹ ƀŅňŹ̹ŞĜƀĴŵňĜŘ̹ƙŦŵŘİ˫̹�ŲĜŵƀ̹ ĿŵŦŞ̹ĩĴňşŀ̹ ňİĴşƀňǬĴİ̹ƙňƀŅ̹
the shapes of individual letters, letters are also used for a description 
ŵĴŘĜƀĴİ̹ƀŦ̹ƀŅĴ̹�ŵĜĩ̹ƙŦŵİ̹̚�Ř̐ŅĜŞİ̛̹˾bĴŲĜŵňī˦̹ʇʅʆʉ˥̹ʆʊʌ˿˦̹ƙŅňĪŅ̹ŞĴĜşŹ̹ƀŦ̹
ĩĴ̹ƀŅĜşŖĿƄŘ̹ƀŦ̹$Ŧİ˫̹)ĴşĪĴ˦̹ňƀ̹ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹İŦĴŹ̹şŦƀ̹ĜňŞ̹ƀŦ̹
ňŞňƀĜƀĴ̹şĜƀƄŵĴ̹ĜŹ̹ƀŅĴ̹ŞĴĜŹƄŵĴ̹ŦĿ̹ŵĴĜŘňƀƟ˦̹Ĝşİ̹ňƀ̹œƄŹƀ̹ĜňŞŹ̹ƀŦ̹ƄşİĴŵŹƀĜşİ̹
ƀŅĴ̹ ƀŵĜşŹĪĴşİĴşƀĜŘ̹ ĴŹŹĴşĪĴ̹ ŦĿ̹ şĜƀƄŵĴ˫̹ ,ƀ̹ İŦĴŹ̹ şŦƀ̹ŞĴĜş̹ ƀŦ̹ ĜİŞňŵĴ̹ ƀŅĴ̹
ŞĜƀĴŵňĜŘ̹ ƙŦŵŘİ̹ ĩƄƀ̹ ĜİŞňŵĴ̹ $Ŧİ˫̹ bŅĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ƙŦŵŖŹ̹ ĜŵĴ̹ ĪŵĴĜƀĴİ̹
ƙňƀŅ̹ƀŅĴ̹ňşǭƄĴşĪĴ̹ŦĿ̹ŹƟŞĩŦŘňŹŞ̹ŖşŦƙş̹ňş̹ƀŅĴ̹ŞĜƀĴŵňĜŘ̹ƙŦŵŘİ˫̹�Ź̹Ĝ̹ŵĴŹƄŘƀ˦̹
ŹŦ̐ĪĜŘŘĴİ̹ŲňĪƀŦŵňĜŘ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙĜŹ̹ňşƀŵŦİƄĪĴİ̹ƀŦ̹�ŵĜĩňĪ̹ĜŵƀŹ˫̹

,ŹŘĜŞňĪ̹Ĝŵƀ̹ňŹ̹ĜŘŹŦ̹ŖşŦƙş̹ĜŹ̹ƀŅĴ̹Ĝŵƀ̹ŦĿ̹ĪŅĜŵĜĪƀĴŵ̹ƙňƀŅ̹ŹƟŞĩŦŘňĪ̹ŞĴĜşňşŀ˫̹
,ş̹VƄŵ̝Ĝş˦̹ ƀŅĴ̹ [ƄŵĜŅ̹#ƄŹŹňŘĜƀ̹ ˾ʉʆ˥ʊʈ˿˦̹ ̚rĴ̹ƙňŘŘ̹ ŹŅŦƙ̹ ƀŅĴŞ̹HƄŵ̹ ŹňŀşŹ̹ ňş̹
the universe and within themselves until it becomes clear to them that 
ƀŅňŹ̹ VƄŵĜş̹ ňŹ̹ ƀŅĴ̹ ƀŵƄƀŅ˫̹ ,Ź̹ ňƀ̹ şŦƀ̹ ĴşŦƄŀŅ̹ ƀŅĜƀ̹ ƟŦƄŵ̹ ;Ŧŵİ̹ ňŹ̹ Ĝ̹rňƀşĴŹŹ̹
ŦƘĴŵ̹ ĜŘŘ̹ ƀŅňşŀŹˬ˫˫˫̛ ̹ ŹŅŦƙş̹ ĜŹ̹ Ĝ̹ ŵĴĿĴŵĴşĪĴ̹ ƀŦ̹ ƀŅĴ̹ ŹƟŞĩŦŘ̹ƙŅňĪŅ̹ ĪŦşŹňŹƀŹ̹
ƀŅĴ̹ ŹĴĪŦşİ̹ İňŞĴşŹňŦş̹ ƀŅĜƀ̹ ŅňİİĴş̹ ňş̹ ĜŘŘ̹ ƀŅňşŀŹ˫̹ ,ƀ̹ ňŹ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹
artists are inspired by these external, visible, inner, and hidden signs and 
ŵĴǭĴĪƀ̹ƀŅĴňŵ̹ňşŹňŀŅƀ̹ƀŦ̹ĪŵĴĜƀĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖŹ˫̹)ĴşĪĴ˦̹ƀŅĴŹĴ̹ĪĜŘŘňŀŵĜŞŹ̹
are assessed as entities that create the relationship between the living 
ĩĴňşŀŹ˦̹ ƀŅĴňŵ̹ŞĴƀĜŲŅƟŹňĪĜŘ̹ İňŞĴşŹňŦşŹ˦̹ Ĝşİ̹ ƀŅĴňŵ̹ �ŵĴĜƀŦŵ˫̹ bŅĜƀ̹ŞĴĜşŹ̹
calligrams encourage viewers to consider both metaphysical and physical 
İňŞĴşŹňŦşŹ̹ ŦĿ̹ ŵĴĜŘňƀƟ̹ ˾bĴŲĜŵňī˦̹ ʇʅʆʉ˿˫̹ )ĴŵĴ˦̹ ƀŅĴ̹ ŵĴŘĜƀňŦşŹŅňŲ̹ ĩĴƀƙĴĴş̹
ƀŅĴ̹ƙŦŵİ˦̹ ƀŅĴ̹ ŘĴƀƀĴŵ˦̹ Ŧŵ̹ Ĝ̹ ŹƀŵŦŖĴ̹ŦĿ̹ Ĝ̹ ŘĴƀƀĴŵ̹ Ĝşİ̹ ňŞĜŀĴ̹ŞĜƟ̹ ŵĴŞňşİ̹ ƀŅĴ̹
ƙŦŵİ̹Ĝşİ̹ ňŞĜŀĴ̹ ŵĴŘĜƀňŦşŹŅňŲŹ̹ ňş̹ ƀŅĴ̹rĴŹƀ˦̹ƙŅĴŵĴ̹ Ĝ̹ ĪĜŘŘňŀŵĜŞ̹ŞĴĜşŹ̹ Ĝ̹
poem, phrase, or word that refers to the literary text in general poetic 



ʈʉʌ

ĿŦŵŞ̹ƀŅĜƀ̹ŵĴǭĴĪƀŹ̹Ĝş̹ŦĩœĴĪƀ̝Ź̹ĜŵŵĜşŀĴŞĴşƀŹ̹Ĝşİ̹ĪŦŞŲŦŹňƀňŦşŹ˦̹ňş̹ƙŅňĪŅ̹
the calligraphy, handwriting, or typography are employed in a way that 
ĪŵĴĜƀĴŹ̹Ĝ̹ƘňŹƄĜŘ̹ňŞĜŀĴ˫̹bŅĜƀ̹ŞĴĜşŹ̹ƀŅĴ̹ňŞĜŀĴ̹ňŹ̹ĪŵĴĜƀĴİ̹ĩƟ̹ƀŅĴ̹ƙŦŵİŹ̹Ĝşİ̹
ƘňŹƄĜŘŘƟ̹ĴƞŲŵĴŹŹĴŹ̹ƙŅĜƀ̹ƀŅĴ̹ƙŦŵİŹ̹ŹĜƟ̹˾�ŵƀĜşİŲŦŲƄŘĜŵĪƄŘƀƄŵĴ˫ĪŦŞ˦̹ş˫İ˫˿˫

#ňŵŹƀ˦̹ŖşŦƙş̹ĪĜŘŘňŀŵĜŞŹ̹ĪĜş̹ĩĴ̹ƀŵĜĪĴİ̹ĩĜĪŖ̹ƀŦ̹$ŵĴĴŖ̹ŲŦĴƀŹ̹ŦĿ̹ƀŅĴ̹)ĴŘŘĴşňŹƀňĪ̹
period in the fourth century BC and have a religious root through their 
ŲŦĴƀňĪ̹ŞŦİĜŘňƀƟ˫̹bŅĴƟ̹ĪĜŞĴ̹ĿŵŦŞ̹ŦǣĴŵňşŀŹ̹ňş̹ƙŅňĪŅ̹ƀŅĴ̹şĜŞĴ̹ŦĿ̹ƀŅĴ̹İŦşŦŵ̹
Ĝşİ̹ƀŅĴ̹ŦĪĪĜŹňŦş̹ŦĿ̹ƀŅĴ̹İŦşĜƀňŦş̹ƙĴŵĴ̹ƙŵňƀƀĴş˫̹#ƄŵƀŅĴŵŞŦŵĴ˦̹ňş̹ƀŅĴ̹AňİİŘĴ̹
Ages, various examples of calligraphy contain pictorial elements, such as 
ňş̹$ŵĴĴŖ̹ŞĜşƄŹĪŵňŲƀŹ̹ŦĿ̹ƀŅĴ̹Acts of the Apostles, which contain a thousand 
ĪĜŘŘňŀŵĜŞŹ̹ ňş̹ŲŵŦŹĴ˫̹;ŦŦŖňşŀ̹Ĝƀ̹ ƀŅĴ̹ ŹňƞƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹ƙňƀŅ̹ ƀŅĴ̹İňŹĪŦƘĴŵƟ̹
ŦĿ̹ƀŅĴ̹ĪŘĜŹŹňĪ̹ĪĜŘŘňŀŵĜŞŹ˦̹ƀŅĴƟ̹ƙĴŵĴ̹ƀŵňĴİ̹ƀŦ̹ĩĴ̹ňŞňƀĜƀĴİ̹ňş̹$ŵĴĴŖ̹Ĝşİ̹;Ĝƀňş˦̹
ƙŅňĪŅ̹ ŞĴĜşŹ̹ ƀŅĴ̹ ŲŦĴƀňĪ̹ ŀĴşŵĴ̹ƙĜŹ̹ ŵĴƘňƀĜŘňƥĴİ̹ ŦşĪĴ̹ ĜŀĜňş˫̹ bŅĴş˦̹ ňş̹ ƀŅĴ̹
eighteenth century, in Germany, the calligram started to be paid attention, 
even becoming one of the popular aspects of poems written for everyday 
events such as weddings, and with modern art, the calligram started to 
be appreciated as a poetical act in itself, rather than its illustrative visual 
ŞŦİĴ˫̹#ƄŵƀŅĴŵŞŦŵĴ˦̹ňş̹ƀŅĴ̹ƀƙĴşƀňĴƀŅ̹ĪĴşƀƄŵƟ˦̹ĜŵŦƄşİ̹ʆʎʆʈ˦̹Ĝ̹ĿŵĴşĪŅ̹ŲŦĴƀ̹
rňŘŅĴŘŞ̹ �ŲŦŘŘňşĜŵňŹ̹ İĴ̹ 9ŦŹƀŵŦƙňƀŹŖƟ˦̹ ŖşŦƙş̹ ĜŹ̹ $ƄňŘŘĜƄŞĴ̹ �ŲŦŘŘňşĜňŵĴ̹
˾ʆʍʍʅ̐ʆʎʆʍ˿˦̹ ŵĴƀƄŵşĴİ̹ ƀŦ̹ ĪĜŘŘňŀŵĜŞŹ̹ Ĝşİ̹ ŵĴƘňƀĜŘňƥĴİ̹ ƀŅĴŞ̹ ƙňƀŅ̹ ŅňŹ̹
ŲƄĩŘňŹŅĴİ̹ĩŦŦŖ̹ĴşƀňƀŘĴİ̹Calligrammes˫̹Poems de la Paix et de la Guerre in 
ʆʎʆʍ˫̹)ňŹ̹ĪĜŘŘňŀŵĜŞŹ̹ŲŵĴŹĴşƀĴİ̹ňş̹ƀŅňŹ̹ĩŦŦŖ̹ƙĴŵĴ̹ĪŦşŹňİĴŵĴİ̹Ĝş̹ĜĩŹŦŘƄƀĴ̹
şŦƘĴŘƀƟ̹Ĝşİ̹ĩĴĪĜŞĴ̹ŲŦŲƄŘĜŵ̹ƀŅŵŦƄŀŅŦƄƀ̹ƀŅĴ̹rĴŹƀĴŵş̹ƙŦŵŘİ̹Ĝşİ̹ňşƘĜİĴİ̹
ĜİƘĴŵƀňŹňşŀ˦̹ĪŦŞňĪŹ˦̹Ĝşİ̹ĩŦŦŖ̹ĪŦƘĴŵŹ̹˾�̝HŵŹ˦̹ʆʎʌʌ˿˫̹

,şǭƄĴşĪĴİ̹ ĩƟ̹ [ƄŵŵĴĜŘňŹŞ˦̹ [ƟŞĩŦŘňŹƀ̹ ŲŦĴƀŵƟ˦ ̹ Ĝşİ̹ şĜƀƄŵĴ̹ ňƀŹĴŘĿ˦̹ Ĝ̹ ŹňŞŲŘĴ̹
letter of Apollinaire is claimed that generated an important artistic impetus 
ňş̹ #ŵĜşĪĴ̹ Ĝşİ̹ ŘĴĿƀ̹ Ĝ̹ŞĜŵŖ̹ Ŧş̹ ŅňŹ̹ ƀňŞĴ˫̹ ,şŹƀĴĜİ̹ ŦĿ̹ ňŞňƀĜƀňŦş̹ Ŧŵ̹ ƀŅĴŦŵƟ˦̹ ŅĴ̹
preferred to give a forth to his imagination and intuition and started to 
ŹŲĴĜŖ̹ŦĿ̹Ĝ̹şĴƙ̹ŘƟŵňĪňŹŞ˫̹)ĴşĪĴ˦̹ ŅňŹ̹ƙŦŵİŹ̹ƙĴŵĴ̹ĜŲŲŵĴĪňĜƀĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴňŵ̹
ŹƄĩƀŘĴ̹ĩŘƄŵ̹ĩĴƀƙĴĴş̹ƀŵĜİňƀňŦş̹Ĝşİ̹ŞŦİĴŵşňƀƟ̹˾$ƄňŘŘĜƄŞĴ̐ĜŲŦŘŘňşĜňŵĴ˫Ŀŵ˦̹ ş˫İ˫˿˫

#ňŀ˫̹ ʇʌ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ŦşĴ̹ ŦĿ̹ ŅňŹ̹ ŲŦĴŞŹ̹ ĴşƀňƀŘĴİ̹ Salut monde, which 
ňŹ̹ ƙŵňƀƀĴş̹ ňş̹ ƀŅĴ̹ ĿŦŵŞ̹ ŦĿ̹ ƀŅĴ̹ �ňǣĴŘ̹ bŦƙĴŵ̹ Ĝşİ̹ ĪĜş̹ ĩĴ̹ ŹŅŦƙş̹ ĜŹ̹ Ĝş̹
ĴƞĜŞŲŘĴ̹ŦĿ̹ Ĝ̹ ĪĜŘŘňŀŵĜŞ˫̹ ,ş̹ ƀŅňŹ̹ŲŦĴŞ˦̹ ƀŅĴ̹ ƀŅĴŞĴ̹ ňŹ̹ŞĜşňĿĴŹƀĴİ̹ĩƟ̹ ƀŅĴ̹
ĜŵƀňŹƀ̹ ƘňŹƄĜŘŘƟ̹ ŲŵĴŹĴşƀĴİ̹ ĩƟ̹ ƀŅĴ̹ ƀĴƞƀ̹ ŦĿ̹ ƀŅĴ̹ ŲŦĴŞ˫̹ bŅĴ̹ ƀƟŲŦŀŵĜŲŅňĪĜŘ̹
ĜŵŵĜşŀĴŞĴşƀ̹ŦĿ̹ƙŦŵİŹ̹ŅĜŹ̹Ĝ̹ƘňƀĜŘ̹ŵŦŘĴ̹ňş̹ĪŦşƘĴƟňşŀ̹ƀŅĴ̹ňşƀĴşİĴİ̹ĴǣĴĪƀŹ̹
Ĝşİ̹ĩĴĪŦŞĴŹ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ĴŘĴŞĴşƀ̹ŦĿ̹ƀŅĴ̹ŲŦĴŞ˫̹

Fig. 27. Salut monde, 
Guillaume Apollinaire, 
Source: Art and Pupular 
Culture, artandpopular
culture.com/Concrete_
poetry, access: 12.01.2021.
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)ĴşĪĴ˦̹ ňş̹ ƀŅĴ̹ ŘňŀŅƀ̹ ŦĿ̹ ƀŅňŹ̹ ňşĿŦŵŞĜƀňŦş˦̹ Ŧş̹ŦşĴ̹ ŹňİĴ˦̹ ,ŹŘĜŞňĪ̹ Īalligrapher 
creates calligrams, which become pictorial calligraphy, as a way of 
explanation of each letter related to Islamic spiritual symbolism, assessed 
ĜŹ̹ƀŅĴ̹ǬŵŹƀ̹ĪŦşşĴĪƀňŦş̹ŦĿ̹ĜĩŹƀŵĜĪƀ̹ ĿŦŵŞŹ̹ňş̹Ĝ̹ŹĴşŹĴ˦̹Ŧş̹ĜşŦƀŅĴŵ̹ŹňİĴ˦̹ƀŅĴ̹
twentieth century’s arrangements with the intention to convey the 
ňşƀĴşİĴİ̹ ĴǣĴĪƀŹ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ŞĴĜşňşŀ̹ ŦĿ̹ƙŦŵİŹ˦̹ ŵŅƟƀŅŞ̹ Ŧŵ̹ ŵŅƟŞĴ̹ ̐ƀŅĴ̹
ĪŦşƘĴşƀňŦşĜŘ̹ĴŘĴŞĴşƀŹ̹ŦĿ̹ƀŅĴ̹ŲŦĴŞ˫̹,ş̹ŹƄĩŹƀĜşĪĴ˦̹ƙŅĴƀŅĴŵ̹ƀŅĴŹĴ̹ƀƙŦ̹ŹĴĴŞ̹
to have the most common ground, it has to be noted that the fundamental 
şĜƀƄŵĴ̹ňŹ̹ŅňŀŅŘƟ̹İňǣĴŵĴşƀ˫̹[ƀňŘŘ˦̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴŵĴ̹ňŹ̹Ĝş̹ĜŲŲĜŵĴşƀ̹
ĴǣŦŵƀ̹ƀŦ̹ŵĴƘĴĜŘ̹Ĝşİ̹ĪŦşƘĴƟ̹ĩĴƟŦşİ̹ƀŅĴ̹ŘňƀĴŵĜŘ̹ŞĴĜşňşŀ̹ŦĿ̹ƀŅĴ̹ƙŦŵİ̹Ŧŵ̹ƀŅĴ̹
ƀĴƞƀ˫̹ ,ƀ̹ ňŹ̹ ŲŦŹŹňĩŘĴ̹ ƀŦ̹ ŹĜƟ̹ ƀŅĜƀ̹ ƀŅĴƟ̹ŞĴĴƀ̹ƙňƀŅ̹ ƀŅĴ̹ ƀŵĜşŹĿŦŵŞĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹
ŦŲĴŵĜƀňŦşĜŘ̹ŞňŹŹňŦş̹ňŞŲŦŹĴİ̹Ŧş̹ƀŅĴ̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹ƙŵňƀňşŀ˫̹

At present, many contemporary western calligraphers also seem to 
embrace these issues that will be examined in Chapter VI, which put 
ƀŅĴ̹ŵĴĜİĜĩŘĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙŦŵŖ̹ƀŦ̹ĜĩŹƀŵĜĪƀ̹ŞŦŵĴ̹ŲĜňşƀĴŵŘƟ̹ňşƀĴŵŲŵĴƀĜƀňŦş̹
that leads the discussions about the western calligraphy mentioned 
ňş̹�ŅĜŲƀĴŵ̹,,˫̹)ŦƙĴƘĴŵ˦̹ĜŹ̹ĜŘŹŦ̹ƙňŘŘ̹ĩĴ̹ŹĴĴş̹Ĝşİ̹ĴƞŲŘĜňşĴİ̹ƀŅŵŦƄŀŅ̹ŞƟ̹
personal attitude and perception about the practices of calligraphy 
that will be mentioned in Chapter VII, western writing and calligraphy 
ŅĜƘĴ̹ƀŅňŹ̹ŲŦƀĴşƀňĜŘ̹ƀŅĜƀ̹ňŹ̹şĴĴİĴİ̹ƀŦ̹ĩĴ̹ŵĴĜŘňƥĴİ̹Ĝşİ̹ĩĴňşŀ̹ĜƙĜŵĴ̹ŦĿ̹ƀŅňŹ˦̹
ƙŅňĪŅ̹ňŹ̹İňŵĴĪƀŘƟ̹ŵĴŘĜƀĴİ̹ƀŦ̹ƀŅĴ̹ĜŵƀňŹƀ̹Ŧŵ̹ĪĜŘŘňŀŵĜŲŅĴŵ˫̹

5.7. Tools and materials of Islamic calligraphy practice

bŅňŹ̹ ŲĜŵƀ̹ ƙňŘŘ̹ ŞĴşƀňŦş̹ ƀŦŦŘŹ̹ Ĝşİ̹ ŞĜƀĴŵňĜŘŹ̹ ĴŞŲŘŦƟĴİ̹ ĿŦŵ̹ ,ŹŘĜŞňĪ̹
calligraphy practices, which will provide an insight into the concept 
and compare it with the tradition of western calligraphy to locate 
ƀŅĴ̹ İňǣĴŵĴşĪĴŹ˦̹ ĜŹ̹ İŦşĴ̹ ňş̹ �ŅĜŲƀĴŵ̹ ,q̹ ƙŅňŘĴ̹ ĴƞĜŞňşňşŀ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ˫̹rŅňŘĴ̹ ŞĴşƀňŦşňşŀ̹ ƀŅĴ̹ ŹŲňŵňƀƄĜŘňƀƟ̹ ŦĿ̹ ,ŹŘĜŞňĪ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹
it is indispensable to note calligraphic tools, described as “vehicles of 
ƀŅĴ̹ŹŲňŵňƀ˦̹ŹƟŞĩŦŘŹ̹Ĝşİ̹ŵĴŞňşİĴŵŹ̹ŦĿ̹ŅƄŞĜş̹ŦŵňŀňşŹ˦̹İĴŹƀňşƟ˦̹Ĝşİ̹İĴĜƀŅ̛̹
˾�ĜŲŲĴŘŘĜŵň˦̹ ʇʅʆʌ˥̹ ʇʊʋ˿˫̹ bŅňŹ̹ ĜŲŲŵĴĪňĜƀňŦş̹ ĪŦŞĴŹ̹ƙňƀŅ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹
ĴƞŲĴŵňĴşĪĴ̹ŦĿ̹ĜŵƀňŹƀŹ̹Ĝşİ̹ĿŵŦŞ̹,ŹŘĜŞňĪ̹ƀŅŦƄŀŅƀ̹ŦĿ̹ƀŵĜİňƀňŦş˫̹

As mentioned earlier, caligraphers, khattat, are among the most regarded 
ĜŵƀňŹƀŹ̹ ňş̹ ,ŹŘĜŞňĪ̹ ĪƄŘƀƄŵĴ˫̹bŅĴ̹ Ĝŵƀ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ƙĜŹ̹ ŘĴĜŵşĴİ̹ ĿŵŦŞ̹ ƀŅĴ̹
ŞĜŹƀĴŵ˦̹ ŦĿƀĴş̹ƙňƀŅňş̹ ƀŅĴ̹ ŹĜŞĴ̹ ĿĜŞňŘƟ˫̹ bŦ̹ ĩĴ̹ ĪĜŘŘĴİ̹ Ĝ̹ ŞĜŹƀĴŵ˦̹ ŦşĴ̹ƙĜŹ̹
supposed to be acquired a formal license through student training 
ƀŅĜƀ̹ŘĜŹƀŹ̹ĿŦŵ̹ƟĴĜŵŹ̹ĩƟ̹ĪŦŲƟňşŀ̹ŞŦİĴŘŹ̹ƀŦ̹ŲĴŵĿĴĪƀ̹ƀŅĴ̹ŹŖňŘŘ˫̹,ƀ̹ňŹ̹ĜŹŹĴŹŹĴİ̹
as a long and rigorous process, and most of the calligraphers, highly 
ĴİƄĪĜƀĴİ˦̹ŀĴşĴŵĜŘŘƟ̹ĪŦŞĴ̹ĿŵŦŞ̹ƀŅĴ̹ƄŲŲĴŵ̹ŹŦĪňĴƀƟ˫̹bŅĴ̹ĴƞƀĴşŹňƘĴ̹ƀŵĜňşňşŀ̹
ĪŦşŹňŹƀŹ̹ŦĿ̹ŞĜşƟ̹ŵƄŘĴŹ̹ ĿŵŦŞ̹ƀŅĴ̹ĩĴŹƀ̹ĪŦƄŵƀ̹ŞĜŹƀĴŵŹ˫̹bŅĴ̹ŴƄĜŘňƀƟ̹ŦĿ̹ ƀŅĴ̹
ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖ̹ňŹ̹ĜǣĴĪƀĴİ̹ĩƟ̹ƀŅĴ̹ƀŦŦŘŹ̹Ĝşİ̹ŞĜƀĴŵňĜŘŹ̹ĴşŀĜŀĴİ˰̹ĿŦŵ̹ƀŅňŹ̹
ŵĴĜŹŦş˦̹ŖşŦƙŘĴİŀĴ̹ŦĿ̹ƙŵňƀňşŀ̹ňŞŲŘĴŞĴşƀŹ̹ňŹ̹ŵĴŴƄňŵĴİ̹˾�ŖŅƀňĜŵ̹Λ̹AŦŦŵĴ˦̹
ʇʅʆʇ˿˫̹

;ŦŦŖňşŀ̹Ĝƀ̹ƀŅĴ̹ƙĴŹƀĴŵş̹ƀŵĜİňƀňŦş̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,,,˦̹ŞŦşŖŹ̹Ĝşİ̹
laypeople were employed to copy the manuscripts during medieval 
ŅňŹƀŦŵƟ˦̹ ňşĪŘƄİňşŀ̹ ĴşŹŘĜƘĴİ̹ŲĴŦŲŘĴ˫̹ TĜŵƀňĪƄŘĜŵŘƟ̹ ňş̹ ƀŅĴ̹ ŹĪŵňŲƀŦŵňƄŞŹ̹ŦĿ̹
ƀŅĴ̹ŞŦşĜŹƀĴŵňĴŹ˦̹ňƀ̹ƙĜŹ̹ĴƞĴĪƄƀĴİ̹ĜŹ̹Ĝş̹ĜŵİƄŦƄŹ̹ƙŦŵŖ˦̹ŵĴŴƄňŵĴİ̹Ĝ̹ŹĴƘĴş̐
ƟĴĜŵ̹ ƀŵĜňşňşŀ̹ ƀŦ̹ ĩĴ̹ŞĜŹƀĴŵ̹ Ĝşİ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ŲŵĜĪƀňĪĴ̹ ĜŹ̹ Ĝ̹ ŹĪŵňĩĴ˫̹�Ź̹ ňş̹
Islamic calligraphy, to be a master was needed to acquire technical and 
ŲŵĜĪƀňĪĜŘ̹ ŖşŦƙŘĴİŀĴ˦̹ƙŅňĪŅ̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ŖşŦƙňşŀ˦̹ ŲŵĴŲĜŵňşŀ˦̹ Ĝşİ̹ ŘĴĜŵşňşŀ̹
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ƀŅĴ̹ŞĜşňŲƄŘĜƀňŦş̹ŦĿ̹ƀŅĴ̹ƀŦŦŘŹ̹Ĝşİ̹ŞĜƀĴŵňĜŘŹ˫̹,ƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ĜŘŘ̹ĜŵĴ̹
still relevant for contemporary western calligraphy, even if calligrapher 
practices highly abstract forms that reveal personal attitudes towards 
ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹,ƀ̹ňŹ̹ŞĴşƀňŦşĴİ̹ňş̹İĴƀĜňŘ̹ňş̹�ŅĜŲƀĴŵ̹q,̹Ĝşİ̹ĴƞĜŞňşĴŹ̹
ƀŅĴ̹ŲĴŵŹŦşĜŘ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖŹ̹ňş̹�ŅĜŲƀĴŵ̹q,,˫

In former times of Islamic calligraphy art, about the eighth century, 
calligraphers were supposed to prepare their writing implements 
ƀŅĴŞŹĴŘƘĴŹ˦̹ŹƄĪŅ̹ĜŹ̹ĪƄƀƀňşŀ̹ƀŅĴ̹ŵĴĴİ̹ŲĴş̹ĩŘĴşİňşŀ̹ƀŅĴňŵ̹ňşŖ˦̹ƀŵĴĜƀňşŀ̹ƀŅĴňŵ̹
ŲĜŲĴŵ˦̹Ĝşİ̹ŞĜŖňşŀ̹ƀŅĴňŵ̹ŵƄŘĴŵŹ˫̹bŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ŲŵĴŲĜŵĴŹ̹ƀŅĴ̹şĴĪĴŹŹĜŵƟ̹
ŲĴşŹ̹Ĝşİ̹ŲĴşŖşňĿĴ̹˾qalamdan˿˦̹Ĝ̹ŹŞĜŘŘ̹ŹŲŦŦş˦̹ƙŅĴƀŹƀŦşĴ˦̹Ĝşİ̹ŹĪňŹŹŦŵŹ̹ƀŦ̹
ĪƄƀ̹ŲĜŲĴŵ̹˾#ňŀ˫̹ʇʍ˿̹˾xƋŹŦĿŐ˦̹ʆʎʎʅ˿˫̹�ŞŦşŀ̹ƀŅĴŹĴ̹ŞĜƀĴŵňĜŘŹ˦̹ƀŅŵĴĴ̹ŦĿ̹ƀŅĴŞ˦̹
ƀŅĴ̹ŲĴş˦̹ƀŅĴ̹ňşŖ˦̹Ĝşİ̹ƀŅĴ̹ŲĜŲĴŵ˦̹ĜŵĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ƀŅĴ̹ĴŹŹĴşƀňĜŘŹ̹ŵĴŴƄňŵĴİ̹ĜŹ̹
ňşňƀňĜŘ̹ĪŦşİňƀňŦşŹ̹ĿŦŵ̹ƀŅĴ̹ŲĴŵĿŦŵŞĜşĪĴ̹ŦĿ̹ƀŅĴ̹Ĝŵƀ̹˾�ĜŲŲĴŘŘĜŵň˦̹ʇʅʆʌ˿˫

Fig. 28. The calligrapher’s 
implements: reed pen, ink, 
inkwell, twisted silk, and a page 
of mashq (writing exercise), 
Source: Ekhtiar, (2006: 208).

bŅĴ̹ƙŵňƀňşŀ̹ňşŹƀŵƄŞĴşƀ̹ƀŅĜƀ̹ƙĜŹ̹ǬŵŹƀ̹ƄŹĴİ̹ƀŦ̹ƙŵňƀĴ̹ĩƟ̹VƄŵ̝ĜşňĪ̹ŹĪŵňĩĴŹ̹
was the reed pen, qalam is the Arabic word for pen, which comes from 
ƀŅĴ̹$ŵĴĴŖ̹kalamos̹ ˾ĪĜŘĜŞƄŹ˿˫̹ ,ƀ̹ ňŹ̹ĜŘŹŦ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ĩĴĿŦŵĴ̹,ŹŘĜŞ˦̹ŵĴĴİ̹
ŲĴşŹ̹ƙĴŵĴ̹ƄŹĴİ̹ƀŦ̹ƙŵňƀĴ̹$ŵĴĴŖ˦̹�ŦŲƀňĪ˦̹Ĝşİ̹)ĴĩŵĴƙ̹˾$ĴŦŵŀĴ˦̹ʇʅʆʅ˿˫

A reed pen (qalam˿̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ĴŹŹĴşƀňĜŘ̹ƀŦŦŘŹ̹ĿŦŵ̹ĪĜŘŘňŀŵĜŲŅƟ˰̹
ŅŦƙĴƘĴŵ˦̹ňş̹ŹŦŞĴ̹ĪĜŹĴŹ˦̹ƀŅĴŵĴ̹ĜŵĴ̹ŞĴşƀňŦşĴİ̹ĴŞŲŘŦƟňşŀ̹Ĝ̹ƘĴŵƟ̹ǬşĴ̹ŹƀĴĴŘ̹
pen or a quill, also a brush for early manuscripts from India and Central 
�ŹňĜ̹˾[ĪŅňŞŞĴŘ˦̹ʆʎʎʅ˿˦̹ĜŹ̹ňş̹ƀŅĴ̹ƙĴŹƀĴŵş̹ŞĜşƄŹĪŵňŲƀ˫̹,ƀ̹ĜŘŹŦ̹şĴĴİŹ̹ƀŦ̹ĩĴ̹
underlined that the brush, as in the Far Eastern calligraphy, was not a 
ŞĜƀĴŵňĜŘ̹ ĴŞŲŘŦƟĴİ̹ĩƟ̹ ,ŹŘĜŞňĪ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˫̹bŅĴ̹ ĪŅŦňĪĴ̹ ŦĿ̹ ƀŅĴ̹ŞĜƀĴŵňĜŘ̹
seems directly related to the nature of the alphabet that was used, 
İĴŲĴşİňşŀ̹Ŧş̹ƀŅĴ̹ĜƘĜňŘĜĩŘĴ̹ŞĜƀĴŵňĜŘŹ̹Ĝşİ̹ƀĴĪŅşňŴƄĴŹ̹ŦĿ̹ƀŅĴ̹ƀňŞĴ˫̹̹

bŅĴ̹ ŵĴĴİ̹ ĿŦŵ̹ ƀŅĴ̹ ,ŹŘĜŞňĪ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŅĜİ̹ ƀŦ̹ ĩĴ̹ ŞŦİĴŵĜƀĴŘƟ̹ ŞĜƀƄŵĴ˦̹
Ĝşİ̹ƀŅĴ̹İĴŀŵĴĴ̹ŦĿ̹ ňƀŹ̹ŞĜƀƄŵňƀƟ̹ĪŦƄŘİ̹ĩĴ̹ œƄİŀĴİ̹ĩƟ̹ ňƀŹ̹ĪŦŘŦŵ˫̹#ŵŦŞ̹ƀŅĴ̹
outside, it was supposed to be completely brown, and from the inside, 
ƙŅňƀĴ˫̹ ,ƀ̹ ňŹ̹ ŹƄŲŲŦŹĴİ̹ ƀŦ̹ ĩĴ̹ ŹƀŵĜňŀŅƀ˦̹ ǬşĴ̐ŀŵĜňşĴİ˦̹ Ĝşİ̹ ĿŵĴĴ̹ ĿŵŦŞ̹ ĜşƟ̹
ĩĴşİŹ̹Ŧŵ̹ŖşŦƀŹ˦̹şĴňƀŅĴŵ̹ ƀŦŦ̹ ŘŦşŀ̹şŦŵ̹ ƀŦŦ̹ ŹŅŦŵƀ̹Ŧŵ̹ŅĴĜƘƟ˫̹BňĩŹ̹ĜŵĴ̹ĪƄƀ̹
ƙňƀŅ̹ İňǣĴŵĴşƀ̹ƙňİƀŅŹ̹ Ĝşİ̹ İĴŀŵĴĴŹ̹ ŦĿ̹ ŹŅĜŵŲşĴŹŹ̹ ĿŦŵ̹ƙŵňƀňşŀ̹ İňǣĴŵĴşƀ̹
ŹĪŵňŲƀŹ̹ƀŦ̹ƙŵňƀĴ̹ŘĜŵŀĴ̹Ĝşİ̹ĪŘĴĜŵ̹ŘĴƀƀĴŵŹ̹Ŧŵ̹ŹŞĜŘŘ̹Ĝşİ̹ĿĜňşƀ̹ŘĴƀƀĴŵňşŀ˫̹bŅĴ̹
şňĩ̹ĪĜş̹ĩĴ̹ĩŵŦĜİ̹ĿŦŵ̹9ƄǬĪ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ŧŵ̹ƘĴŵƟ̹ǬşĴ̹ƀŦ̹ŲŵŦİƄĪĴ̹ƀŅĴ̹Diwani 
ŹƀƟŘĴŹ̝̹ňşƀŵňĪĜƀĴ̹İĴƀĜňŘ̹˾rĜƀĴŵŞĜş˦̹ʇʅʅʎ˿˫



350

Every master had his sŲĴĪňĜŘ̹ƙĜƟ̹ŦĿ̹ƀŵňŞŞňşŀ̹ŅňŹ̹ŲĴş˫̹bŅĴŵĴ̹ĜŵĴ̹ĜŘŹŦ̹
ƀƙŦ̹ŖňşİŹ̹ŦĿ̹ŲĴşŖşňƘĴŹ̹˾qalamtaras˿˦̹ŦĿƀĴş̹ŦŵşĜŞĴşƀĴİ̹ĩĴĜƄƀňĿƄŘŘƟ˦̹ŹƄĪŅ̹
ĜŹ̹ňş̹HƀƀŦŞĜş̹bƄŵŖĴƟ̹˾[ĪŅňŞŞĴŘ˦̹ʆʎʎʅ˿˫̹#Ŧŵ̹ŹŅĜŵŲĴşňşŀ̹ƀŅĴ̹ŲĴşŖşňĿĴ˦̹Ĝ̹
ƙŅĴƀŹƀŦşĴ̹ňŹ̹ĜŘŹŦ̹ŵĴŴƄňŵĴİ˫̹�ĿƀĴŵ̹ƙŵňƀňşŀ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ŧş̹ƙŦŦŘ̹Ŧŵ̹ŹňŘŖ̹
cloth, colored and reversible, it is used to clean the nib of the pen and 
ŲŵĴƘĴşƀ̹ňşŖ̹ĿŵŦŞ̹İŵƟňşŀ̹Ŧş̹ňƀ̹˾xƋŹŦĿŐ˦̹ʆʎʎʅ˿˫

bŅňŹ̹ ňŹ̹ Ĝ̹ ŅňŀŅŘƟ̹ şŦƀĜĩŘĴ̹ ĿĴĜƀƄŵĴ̹ ŦĿ̹ ,ŹŘĜŞňĪ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŅĜƀ̹ ŵĴƘĴĜŘŹ̹
a cultural tradition that had never existed in traditional western 
ĪĜŘŘňŀŵĜŲŅƟ˫̹ qĜŘƄĴŹ̹ ĜƀƀŵňĩƄƀňŦş̹ ƀŦ̹ ƀŅĴ̹ ŞĜƀĴŵňĜŘŹ̹ ĪĜş̹ ŦşŘƟ̹ ĩĴ̹ ŹĴĴş̹ ňş̹
ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹Ĝşİ̹,ŹŘĜŞňĪ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹;ŦŦŖňşŀ̹Ĝƀ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
calligraphers, the material or tool that is served for their personal quest 
ĿŦŵ̹ ƀŅĴ̹ĴƞŲĴŵňŞĴşƀ̹ĪĜş̹ĩĴ̹ĜşƟƀŅňşŀ̹ƀŅĜƀ̹ĪĜş̹ ŘĴĜƘĴ̹Ĝ̹ŞĜŵŖ˦̹ƙŅňĪŅ̹ƙňŘŘ̹
ĩĴ̹ ŹĴĴş̹ ňş̹�ŅĜŲƀĴŵ̹q,˫̹#ƄŵƀŅĴŵŞŦŵĴ˦̹ ňş̹ ,ŹŘĜŞňĪ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹[ĪŅňŞŞĴŘ̹
˾ʆʎʎʅ˿̹ŞĴşƀňŦşŹ̹ƘĜŵňŦƄŹ̹ĪŦŞŲĜŵňŹŦşŹ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ŲĴş̹Ĝşİ̹ƀŅĴ̹ŹƙŦŵİ˦̹
which are often related to each other since the lord of the sword and the 
ŘŦŵİ̹ŦĿ̹ƀŅĴ̹ŲĴş̹ĜŵĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ŲĴŵĿĴĪƀ̹ĜƀƀĴŹƀĴİ̹ŲŵňşĪĴŹ˫̹,ƀ̹ŵĴŞňşİŹ̹ƀŅĴ̹
Far Eastern calligraphy and the relationship of the calligraphy master 
ƙňƀŅ̹ŅňŹ̹ ƀŦŦŘŹ˦̹ĜŘŹŦ̹ĪŦŞŲĜŵňşŀ̹ƀŅĴ̹ŹƙŦŵİ˫̹qĜŵňŦƄŹ̹ĪŦŞŲĜŵňŹŦşŹ̹ŦĿ̹ ƀŅĴ̹
pen with a lance through their shape, which resembles each other; also, 
ƀŅĴ̹ŲĴş̹ňŹ̹ĪŦŞŲĜŵĴİ̹ƙňƀŅ̹ĜŵŵŦƙŹ̹ŘňŖĴƙňŹĴ̹ŹňşĪĴ̹ƀŅĴ̹ŘŦşŀ̹ŹŘĴşİĴŵ̹alifs of 
muhaqqa and rayhani style produced by pen particularly enhanced such 
ĜşĜŘŦŀňĴŹ˫̹�ƘĴş̹ƙŅĴş̹ĪŦŞŲĜŵňşŀ̹ƀŅĴ̹ŲĴş̹ƀŦ̹Ĝ̹ŀŦŘİŹŞňƀŅ̹Ĝşİ̹ŅňŹ̹œĴƙĴŘŵƟ̹
product, the pen puts the secrets in man’s mind on paper in undulating 
lines, and underlines how calligraphy is appreciated as an act in Far 
�ĜŹƀĴŵş̹Ĝşİ̹AňİİŘĴ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦşŹ˫̹

bŦ̹ ŹƄŞ̹ƄŲ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ŹĜňİ̹ ƀŅĜƀ̹ ƀŅĴ̹ ŲĴş̹ ŵĴĿĴŵŹ̹ ƀŦ̹ Ĝ̹ ŵňĪŅ̹ ŹƟŞĩŦŘŦŀƟ̹ ňş̹
ƀŅĴ̹ĪŦşƀĴƞƀ̹ŦĿ̹,ŹŘĜŞňĪ̹Ĝşİ̹bƄŵŖňŹŅ̹ĪŦşƀĴƞƀŹ˦̹Ŧş̹ƀŅĴ̹ĪŦşƀŵĜŵƟ̹ƀŦ̹rĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ˫̹ ,ƀ̹ ňŹ̹ ƀŅĴ̹ ňşŹƀŵƄŞĴşƀ̹ ĪŵĴĜƀĴİ̹ ĩƟ̹ $Ŧİ̹ ĩĴĿŦŵĴ̹ ƀŅĴ̹ ĪŵĴĜƀňŦş̹
ƀŦ̹ ňşŹĪŵňĩĴ̹ ƀŅĴ̹ İĴŹƀňşƟ̹ Ĝşİ̹ İňŹŹĴŞňşĜƀĴ̹ ĪƄŘƀƄŵĴ̹ Ĝşİ̹ ŖşŦƙŘĴİŀĴ̹
˾�ĜŲŲĴŘŘĜŵň˦̹ʇʅʆʌ˿˫̹rŅĴŵĴĜŹ˦̹ňş̹ƀŵĜİňƀňŦşĜŘ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƀŅĴ̹ƀŦŦŘŹ˦̹
and materials, as mentioned in Chapter III, did not consist of any sort of 
ĜƀƀŵňĩƄƀĴİ̹ƘĜŘƄĴŹ̹ĜŹ̹ňş̹#Ĝŵ̹�ĜŹƀĴŵş̹Ŧŵ̹AňİİŘĴ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹bŅĴƟ̹
ƙĴŵĴ̹œƄŹƀ̹ƄƀĴşŹňŘŹ̹ƀŅĜƀ̹ƙĴŵĴ̹ĴŞŲŘŦƟĴİ̹ƀŦ̹ƙŵňƀĴ̹ƀŅĴ̹ƀĴƞƀ˫̹�ĴŲĴşİňşŀ̹Ŧş̹
the technical possibilities of the time, they were changed, which also 
ĜǣĴĪƀĴİ̹ƀŅĴ̹ŹƀƟŘĴŹ̹ŦĿ̹ƀŅĴ̹ŹĪŵňŲƀ˫

�şŦƀŅĴŵ̹ ŹňŀşňǬĪĜşƀ̹ ŞĜƀĴŵňĜŘ̹ ňş̹ AňİİŘĴ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ƀŅĴ̹ ňşŖ˦̹
̚ŹĴĴş̹ ĜŹ̹ Ĝ̹ ŹƟŞĩŦŘ̹ ŦĿ̹ ŖşŦƙŘĴİŀĴ̹ ˾�ĜŲŲĴŘŘĜŵň˦̹ ʇʅʆʌ˥̹ ʇʊʋ˿˦̹ ƙŅňĪŅ̹ ƙĜŹ̹
ňşƀŵŦİƄĪĴİ̹İƄŵňşŀ̹ƀŅĴ̹HƀƀŦŞĜş̹ƀňŞĴŹ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ĩŘĴŹŹňşŀ̹ŦĿ̹ŲŵĜƟĴŵŹ˫̹
�̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ƄŹƄĜŘŘƟ̹ŲŵĴĿĴŵŹ̹ƀŦ̹Şňƞ̹ŅňŹ̹Ŧƙş̹ňşŖ˦̹Ĝşİ̹ƀŦ̹ŲŵŦİƄĪĴ̹ĩŘĜĪŖ̹
ňşŖ˦̹ƘĴŵƟ̹ǬşĴ̹İƄŹƀ̹ŦĿ̹ĪŅĜŵĪŦĜŘ̹Ŧŵ̹ŹŦŦƀ̹ŞňƞĴİ̹ƙňƀŅ̹ŀƄŞ̹ĜŵĜĩňĪ̹ňŹ̹ƄŹƄĜŘŘƟ̹
ŲŵĴĿĴŵŵĴİ˫̹bŅĴ̹ňşŖ̹ŞĜƟ̹ĜŘŹŦ̹ƘĜŵƟ̹ňş̹ĪŦŘŦŵŹ˦̹ŹƄĪŅ̹ĜŹ̹İĴĴŲ̹ĩŘĜĪŖ˦̹ŦŵİňşĜŵƟ̹
ŘĜĪŖ˦̹ ŀŵĜƟňŹŅ̐ĩŘĜĪŖ˦̹ Ŧŵ̹ Ĝ̹ ĩŘĜĪŖ̹ ƘĴŵŀňşŀ̹ Ŧş̹ ŀŵĴĴş̹ ĪĜŘŘĴİ̹ ŲĴĜĪŦĪŖ̹ ĩŘĜĪŖ̹
˾rĜƀĴŵŞĜş˦̹ʇʅʅʎ˿˦̹ĜŹ̹ňş̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ňş̹ƙŅňĪŅ̹ƀŅĴ̹ƘĜŵňĴƀƟ̹
ŦĿ̹ ƀŅĴ̹ ĩŘĜĪŖ̹ ňŹ̹ ĜĪŅňĴƘĴİ̹ ĩƟ̹ Ĝİİňşŀ̹ İňǣĴŵĴşƀ̹ ĜŞŦƄşƀŹ̹ ŦĿ̹ ƙĜƀĴŵ˦̹ ƙŅňĪŅ̹
ĜƀƀŵňĩƄƀĴŹ̹İňŞĴşŹňŦş̹ƀŦ̹Ĝ̹ŹƀŵŦŖĴ̹ĴƘĴş̹ƀŅŦƄŀŅ̹ňƀ̹ňŹ̹œƄŹƀ̹ƙŵňƀƀĴş̹ňş̹ĩŘĜĪŖ˫

bŅĴ̹ ŦƀŅĴŵ̹ ŞĜƀĴŵňĜŘ˦̹ ňşŖƙĴŘŘ˦̹ ĪŦşƀĜňşŹ̹ ĩŦƀŅ̹ ňşŖ̹ Ĝşİ̹ ƙĜİİňşŀ̹ ƙňƀŅ̹ Ĝ̹
ŹŅĜŘŘŦƙ̹Ĝşİ̹Ĝ̹ƙňİĴ̹ŦŲĴşňşŀ˦̹ŲŵĴĿĴŵĜĩŘƟ˫̹bŅĴ̹ƙĜİİňşŀ̹ŅĜŹ̹ ƀƙňŹƀĴİ̹ŹňŘŖ̹
ǬĩĴŵ̹ ŹƀĴĴŲĴİ̹ ňş̹ ňşŖ̹ ƀŦ̹ ŲŵŦƘňİĴ̹ ŹƄǤĪňĴşƀ̹ ňşŖ̹ ƀŦ̹ ĪŅĜŵŀĴ̹ ƀŅĴ̹ şňŀ̹ Ĝşİ̹
ŲŵĴƘĴşƀ̹ĜşƟ̹İŵňŲ̹Ŧŵ̹ŹŲňŘŘĜŀĴ̹˾xƋŹŦĿŐ˦̹ʆʎʎʅ˿˫
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Another important tool is paper, which is accepted as a calligraphy 
component and assessed as sacred because it is perceived as the bearer 
ŦĿ̹ ŹŲňŵňƀƄĜŘ̹ Ĝşİ̹ ƙŦŵŘİŘƟ̹ ŖşŦƙŘĴİŀĴ̹ ĪŦşƀĜňşňşŀ̹ ƙŵňƀňşŀ̹ ˾�ĜŲŲĴŘŘĜŵň˦̹
ʇʅʆʌ˿˫̹ ,ƀ̹ ĜŘŹŦ̹ ĜǣĴĪƀŹ̹ ƀŅĴ̹ ŴƄĜŘňƀƟ̹ ŦĿ̹ ƀŅĴ̹ ƙŵňƀňşŀ˫̹ bŅĴ̹ İĴƘĴŘŦŲŞĴşƀ̹ ŦĿ̹
calligraphy was facilitated by the change to paper from papyrus, which 
ŅĜİ̹Ĝ̹ŵĜƙ̹ŹƄŵĿĜĪĴ̹ƀŅĜƀ̹İňİ̹şŦƀ̹ĜŘŘŦƙ̹ĜŵƀňŹƀňĪ̹ƙŵňƀňşŀ̹˾[ĪŅňŞŞĴŘ˦̹ʆʎʎʅ˿˫

#ƄŵƀŅĴŵŞŦŵĴ˦̹ ƙňƀŅ̹Ĝ̹ĪŘŦŹĴŵ̹ŘŦŦŖ̹Ĝƀ̹ƀŅĴ̹ŲĜŲĴŵ̹ňş̹#ňŀ˫̹ʇʍ˦̹ ƙŅňĪŅ̹ĪĜŵŵňĴŹ̹ƘĜŵňŦƄŹ̹
ƙŵňƀňşŀŹ̹ŦĿ̹ƀŅĴ̹�ŵĜĩňĪ̹ĜŘŲŅĜĩĴƀ˦̹ Ŧŵ̹ŞĜƟĩĴ̹ƘĜŵňŦƄŹ̹ŹƀŵŦŖĴŹ˦̹ ƄŲŹ̹Ĝşİ̹İŦƙşŹ˦̹
Ĝşİ̹ƀƄŵşŹ˦̹ ƀŅĴ̹ŦƘĴŵĜŘŘ̹ĜŲŲĴĜŵĜşĪĴ̹ŵĴƘĴĜŘŹ̹ƀŅĴ̹ŲŵĜĪƀňĪĴ̹ŦĿ̹Ĝ̹ĪĜŘŘňŀŵĜŲŅĴŵ˫̹bŅĴ̹
calligraphic practice is called ( þ&, which consists of various exercises 
mainly consisting of coying a living master or an Ottoman calligraphic 
exercise album, called ( þ&� (0-�&&�.Ý˫̹ ,ƀ̹ ňŹ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ ĪŦŞŞŦşŘƟ̹
ŦşĪĴ̹ Ĝ̹ ƙĴĴŖ˦̹ Ĝ̹ ŹƀƄİĴşƀ̹ ĩŵňşŀŹ̹ ŅňŹ̹ ĴƞĴŵĪňŹĴŹ̹ ƀŦ̹ ŅňŹ̹ ŞĜŹƀĴŵ˫̹ )ňŹ̹ ŞĜŹƀĴŵ̹
ƀŵĜĪĴŹ̹ŅňŹ̹ĴƞĴŵĪňŹĴŹ̹ ňş̹ŵĴİ̹ ňşŖ̹ƀŦ̹ĪŦŵŵĴĪƀ̹ƀŅĴ̹ŲŵŦŲŦŵƀňŦşŹ̹Ĝşİ̹ƀŅĴ̹ ŘĴƀƀĴŵŹ̹
ŞĴĜŹƄŵĴŞĴşƀŹ̹ĩƟ̹ŹŅŦƙňşŀ̹ƀŅĴ̹ŵňŀŅƀ̹ŞŦƘĴŹ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŹƀŵŦŖĴŹ˫̹

)ĴŵĴ̹ňş̹#ňŀ˫̹ʇʍ˦̹ňşŹƀĴĜİ̹ŦĿ̹ĪŦŲƟňşŀ̹ƙŦŵŖ˦̹ňƀ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ƀŅĜƀ̹ƘĜŵňŦƄŹ̹
ŹƀŵŦŖĴ̹ ĴƞĴŵĪňŹĴŹ̹ ŵĜşİŦŞŘƟ̹ ŵĴŞňşİ̹ ƀŅĴ̹ ŲĴş̹ ƀĴŹƀňşŀ̹ ŦĿ̹ ƀŅĴ̹ ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,,,˫̹)ĴŵĴ˦̹ňƀ̹ňŹ̹ĪĜŘŘĴİ̹mashq, which is 
ƙŦŵƀŅ̹ŞĴşƀňŦşňşŀ̹ŅĴŵĴ̹ĩĴĪĜƄŹĴ̹ňƀ̹ňŹ̹ŹĴĴş̹ƀŅĜƀ̹ƀŅĴŹĴ̹ŖňşİŹ̹ŦĿ̹ĴƞĴŵĪňŹĴŹ̹
become a form of expression of the calligraphers, who prefer to focus 
Ŧş̹ƀŅĴ̹ŞŦƘĴŹ̹ŦĿ̹ ƀŅĴ̹ŹƀŵŦŖĴŹ˦̹ŞŦƘĴŞĴşƀŹ̹ŦĿ̹ ƀŅĴ̹ŅĜşİ̹ƀŅĜƀ̹ĩŵňşŀ̹ ĿŦŵƀŅ̹
the gesture as in the examples of Far Eastern calligraphy mentioned in 
Chapter IV, or as will be seen in contemporary western calligraphy that 
ƙňŘŘ̹ĩĴ̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫

5.8. Siyah Mashq (Black Writing)

Siyah Mashq̹ŞĴĜşŹ̹̚ĩŘĜĪŖ̹ƙŵňƀňşŀ̛̹˾#ňŀ˫̹ʇʎ˿̹˾�ŖŅƀňĜŵ˦̹ʇʅʅʋ˥̹ʆʅʌ˿̹ŵĴĿĴŵŹ̹
to the calligraphic exercise pages written by traditional calligraphers 
ňş̹ ,ŵĜş˫̹ rňƀŅ̹ ňƀŹ̹ ƘňŹƄĜŘ̹ Ĝşİ̹ ĜĴŹƀŅĴƀňĪ̹ ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̹ Ĝşİ̹ ňƀŹ̹ ŵŦŘĴ̹ ňş̹
ƀŅĴ̹ƀŵĜşŹŞňŹŹňŦş̹ŦĿ̹ŹŖňŘŘŹ̹ ĿŵŦŞ̹ŞĜŹƀĴŵ̹ƀŦ̹ĜŲŲŵĴşƀňĪĴ̹ƙňƀŅ̹ňƀŹ̹ŹŲňŵňƀƄĜŘ̹
dimensions, it was assessed as a presentation in the primary sources of 
ƀŅĴ̹ŘĜƀĴ̹ŹňƞƀĴĴşƀŅ̹Ĝşİ̹ŹĴƘĴşƀĴĴşƀŅ̹ĪĴşƀƄŵňĴŹ˫̹

Fig. 29. Page of mashq by 
Muhammad Riza Kalhur, 
Source: Ekhtiar, (2006: 208).
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;ĜƀĴŵ˦̹ ňƀ̹ ĩĴĪĜŞĴ̹ Ĝş̹ ňşİĴŲĴşİĴşƀ̹ Ĝŵƀ̹ ĿŦŵŞ̹ Ĝşİ̹ ǭŦƙĴŵĴİ̹ ňş̹ ƀŅĴ̹
nineteenth century with relevance in modern and contemporary 
Iranian art with their bold forms and harmonious compositions, also 
ĿŦƄşİ̹ ňş̹ ƀŅĴ̹rĴŹƀĴŵş̹ ,ŹŘĜŞňĪ̹rŦŵŘİ̹ Ĝşİ̹ HƀƀŦŞĜş̹bƄŵŖĴƟ˫̹ ,ş̹�ŵĜĩňĪ˦̹
they were called musawwada̹˾ĩŘĜĪŖĴşĴİ˿˰̹ňş̹bƄŵŖňŹŅ̹karalama is derived 
from the verbal noun kara̹ ˾ĩŘĜĪŖ˿˦̹ Ĝ̹ ŹŲĴĪňǬĪ̹ ŲŵĜĪƀňĪĴ̹ Ĝşİ̹ ĴƞĴŵĪňŹĴ̹ ŦĿ̹
calligraphy in which calligraphers use all available space on paper 
ƀŅĜƀ̹ŞĜŖĴŹ̹ŲĜŲĴŵ̹ĜŘŘ̹ĩŘĜĪŖ̹Ĝşİ̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ŦƄƀĪŦŞĴ̹ĩĴĪŦŞĴ̹Ĝ̹ƘňŹƄĜŘŘƟ̹
ĪŦŞŲĜŵĜĩŘĴ̹ƀŦ̹ĜĩŹƀŵĜĪƀ̹Ĝŵƀ̹˾�ĜŲŲĴŘŘĜŵň˦̹ʇʅʆʌ˿˫

Mashq ̐ƙŵňƀňşŀ̹ ĴƞĴŵĪňŹĴ̹̐ ňŹ̹ ňşƀĴŀŵĜŘ̹ ƀŦ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜňşňşŀ˫̹�Ź̹ ŹƀĜƀĴİ̹
earlier, copying and repeating individual letters and their combinations 
help strengthen the hand and improve the concentration and discipline 
şĴĪĴŹŹĜŵƟ̹Ĝşİ̹ŹňŀşňǬĪĜşƀ̹ĜŹ̹ňşƀĴŀŵĜŘ̹ŲĜŵƀŹ̹ŦĿ̹ƀŅĴ̹ŹƟŹƀĴŞ˫̹bŅĴ̹ŲŵĜĪƀňĪĴ̹
ĜŘŹŦ̹ŘĴİ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ƀŦ̹İĴƀĴŵŞňşĴ̹ƀŅĴ̹ŹĪŵňŲƀ̝Ź̹ŹňƥĴ̹ƀŦ̹ĩĴ̹ƄŹĴİ̹Ĝşİ̹ƀŵƟ̹
ŦƄƀ̹ƀŅĴ̹ŲĴş˦̹İĴĪňİĴ̹ƙŅĴƀŅĴŵ̹ƀŅĴ̹ ňşŖ̹ ňŹ̹ŦĿ̹ƀŅĴ̹ĪŦŵŵĴĪƀ̹ĪŦşŹňŹƀĴşĪƟ˦̹Ĝşİ̹
ŞĜŲ̹ŦƄƀ̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ĪŦŞŲŦŹňƀňŦş̹Ĝşİ̹ƘňŹƄĜŘ̹ňŞŲĜĪƀ̹ŦĿ̹ƀŅĴ̹ƙŦŵŖ˫̹,ƀ̹ĜŘŹŦ̹
ĜŘŘŦƙŹ̹ƀŅĴŞ̹ƀŦ̹ŵĴǬşĴ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̝̹ŹŅĜŲĴŹ̹Ĝşİ̹ŵĴĪŦƘĴŵ̹ĜşƟ̹ƄşŹƀĴĜİňşĴŹŹ̹
Ŧŵ̹ŹƀňǣşĴŹŹ̹ ňş̹ƀŅĴňŵ̹ŅĜşİ˫̹�ŘŘ̹ĪĜş̹ĩĴ̹ĜĪŅňĴƘĴİ̹ĩƟ̹ĪŦşŹƀĜşƀŘƟ̹ŵĴŲĴĜƀňşŀ̹
ňşİňƘňİƄĜŘ̹ŘĴƀƀĴŵŹ̹Ŧŵ̹ŀŵŦƄŲŹ̹ŦĿ̹ŘĴƀƀĴŵŹ̹Ŧş̹Ĝ̹İňǣĴŵĴşƀ̹ŲĜŵƀ̹ŦĿ̹ƀŅĴ̹ŲĜŀĴ˫̹bŦ̹
ƄƀňŘňƥĴ̹ƀŅĴ̹ĜƘĜňŘĜĩŘĴ̹ŹŲĜĪĴ̹Ŧş̹ƀŅĴ̹ŹŅĴĴƀ˦̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ƄŹƄĜŘŘƟ̹ŵŦƀĜƀĴŹ̹
ƀŅĴ̹ŲĜŀĴ̹ŹĴƘĴŵĜŘ̹ƀňŞĴŹ˦̹ŞĜŖňşŀ̹ňƀ̹Ĝ̹ŅĴĜƘňŘƟ̹ǬŘŘĴİ˦̹İĜŵŖ̹ŹŅĴĴƀ̹ƙňƀŅ̹ŘňƀƀŘĴ̹
ƙŅňƀĴ̹ ŹŲĜĪĴ̹ Ŧş̹ ňƀ˫̹ �ƞĴŵĪňŹĴ̹ ňŹ̹ ŦĿƀĴş̹İŦşĴ̹ ŦşĴ̹ ĩƟ̹ ŦşĴ˦̹ ĿŵŦŞ̹ŞĜŹƀĴŵ̹ ƀŦ̹
ĜŲŲŵĴşƀňĪĴ˦̹Ŧŵ̹ňş̹ƀňşƟ̹ŀŵŦƄŲŹ˫̹bŅĴ̹ŞĜŹƀĴŵ̹ƙŵňƀĴŹ̹ƀŅĴ̹sar mashq ˾ŞŦİĴŘ˿̹
ƙŅňŘĴ̹ ƀŅĴ̹ ĜŲŲŵĴşƀňĪĴ̹ ŦĩŹĴŵƘĴŹ˫̹bŅĴş̹ ĜŲŲŵĴşƀňĪĴ̹ ŲŵĜĪƀňĪĴŹ̹ ƀŅĴ̹ŞĜŹŅŴ˦̹
Ĝşİ̹ŀňƘĴ̹ňƀ̹ĩĜĪŖ̹ƀŦ̹ƀŅĴ̹ŞĜŹƀĴŵ̹ƀŦ̹ĪŦŵŵĴĪƀ̹Ĝşİ̹ƀŦ̹ƀĜŖĴ̹ĜİƘňĪĴ˫̹,ƀ̹ĪĜş̹ĩĴ̹
covered page after page or on a wooden slate (lawha˿̹ĜĿƀĴŵ̹ƀŅĴ̹ƙŦŦİĴş̹
ŹŘĜƀĴ̹ƙňƀŅ̹ĴƞĴŵĪňŹĴ˫̹�ĿƀĴŵ̹ŹƄĪĪĴŹŹĿƄŘŘƟ̹ĪŦŞŲŘĴƀňşŀ˦̹ƀŅĴ̹ŞĜŹƀĴŵ̹ňŹŹƄĴİ̹ƀŅĴ̹
apprentice a license ijaza̹ƀŅĜƀ̹ĜƄƀŅŦŵňƥĴİ̹ŅňŞ̹ƀŦ̹ƙŦŵŖ̹ĜŹ̹Ĝ̹ŲŵŦĿĴŹŹňŦşĜŘ̹
ŹĪŵňĩĴ̹Ŧŵ̹ŞĜŹƀĴŵ˫̹bŅňŹ̹ŲŵŦĪĴŹŹ̹ŀĴşĴŵĜŘŘƟ̹ƀĜŖĴŹ̹ĿŵŦŞ̹ƀŅŵĴĴ̹ƀŦ̹ƀĴş̹ƟĴĜŵŹ˫̹
In Iran, it is stated that, in contrast to the Ottoman Empire, there was 
şŦ̹ƀŵĜİňƀňŦş̹ŦĿ̹ŲŵŦİƄĪňşŀ̹ ňœĜƥĜŹ̹ĜŹ̹ǬşňŹŅĴİ̹ƙŦŵŖŹ̹ŦĿ̹Ĝŵƀ̹ĪŦşŹňŹƀňşŀ̹ŦĿ̹
ĴŘĜĩŦŵĜƀĴ̹ňŘŘƄŞňşĜƀňŦş̹Ĝşİ̹ǬşĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹˾�ŖŅƀňĜŵ˦̹ʇʅʅʋ˿˫

;ŦŦŖňşŀ̹Ĝƀ̹ƀŅĴ̹ƙĴŹƀĴŵş̹ƀŵĜİňƀňŦş̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ňƀ̹ňŹ̹ŲŦŹŹňĩŘĴ̹ƀŦ̹ĴşĪŦƄşƀĴŵ̹
various pen trails (probatio pennae˿˦̹ŞĜňşŘƟ̹Ŧş̹ƀŅĴ̹ǭƟŘĴĜƘĴŹ̹ňş̹ƀŅĴ̹ĩĜĪŖ̹ŦĿ̹
ŞĜşƄŹĪŵňŲƀŹ̹Ŧŵ̹Ŧş̹ƀŅĴ̹ŞĜŵŀňşŹ˫̹rŅňŘĴ̹ĪŦŲƟňşŀ̹ƀŅĴ̹ƀĴƞƀ˦̹ĜĿƀĴŵ̹ƀŵňŞŞňşŀ̹ƀŅĴ̹
şňĩ˦̹Ĝ̹ŹĪŵňĩĴ̹ƙĜŹ̹şĴĴİĴİ̹ƀŦ̹ƀĴŹƀ̹ƀŅĴ̹şňĩ̹ƀŦ̹ĪŅĴĪŖ̹ňĿ̹ňƀ̹ŅĜİ̹ƀŅĴ̹ĜŲŲŵŦŲŵňĜƀĴ̹
ƙňİƀŅ̹Ĝşİ̹ĪƄƀ̹Ĝƀ̹ƀŅĴ̹ŵňŀŅƀ̹ĜşŀŘĴ̹ĴŴƄĜŘŘƟ̹ƀŦ̹ĜƘŦňİ̹ĜşƟ̹ƄşƙĜşƀĴİ̹ŹƀŵĴĜŖŹ̹ŦĿ̹
ƙŅňƀĴ̹ƘňŹňĩŘĴ̹ƙňƀŅňş̹ƀŅĴ̹ŘĴƀƀĴŵŹ̝̹ŹƀŵŦŖĴŹ˫̹#Ŧŵ̹ƀŅňŹ˦̹ŲĴş̐ƀĴŹƀňşŀ̹ƙĜŹ̹İŦşĴ̹ĜŹ̹
Ĝ̹ŲŵŦĪĴŹŹ̹ ƀŅĜƀ̹Ĝ̹ĩŘĜşŖ̹ŲňĴĪĴ̹ŦĿ̹ŲĜŲĴŵ̹Ŧŵ̹ŲĜŵĪŅŞĴşƀ̹ƙĜŹ̹ŹĪŵňĩĩŘĴİ̹İŦƙş̹
ƙňƀŅ̹ƘĜŵňŦƄŹ̹ŘňşĴŹ˦̹ŹŅŦŵƀ̹ŵĜşİŦŞ̹ƙŦŵİŹ˦̹Ŧŵ̹Şňşň̹İŵĜƙňşŀŹ̹˾9ƙĜŖŖĴŘ˦̹ʇʅʆʍ˿˫̹
)ŦƙĴƘĴŵ˦̹Ĝƀ̹ƀŅĜƀ̹ƀňŞĴ˦̹ƀŅĴŹĴ̹ŹŴƄňŀŀŘƟ̹ŘňşĴŹ̹ƙĴŵĴ̹şŦƀ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ŹŦŞĴƀŅňşŀ̹
ĜŹ̹ƘĜŘƄĜĩŘĴ̹ĜŹ̹ňş̹,ŹŘĜŞňĪ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹

On the other hand, as mentioned earlier, in Futurist, Dada, or Lettrist 
practice, there can encounter various unreadable handwritten texts, 
ŘŦŦŖňşŀ̹ ŘňŖĴ̹ siyah mashq or probatio pennea, which consists of a pail 
ŦĿ̹ ŹƀŵŦŖĴŹ̹ Ŧŵ̹ ŘňşĴŹ̹ ŲĴŵĪĴňƘĴİ̹ ĜŹ̹ ŵĜşİŦŞ̹ ƀĴƞƀ̹ ƙňƀŅŦƄƀ̹ ĜşƟ̹ ŹĴŞĜşƀňĪ̹
ŞĴĜşňşŀ˫̹bŅňŹ̹Ŗňşİ̹ŦĿ̹ĴƞĜŞŲŘĴ̹ĜŘŹŦ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ƙŦŵŖŹ̹
ŦĿ̹ĜŹĴŞňĪ̹ƙŵňƀĴŵŹ̹ŦĿ̹ ƀŅĴ̹rĴŹƀ˦̹ƙŅňĪŅ̹ŵĴĿĴŵŹ̹ƀŦ̹ƀŅĴ̹ƄşŵĴĜİĜĩŘĴ̹ƙŵňƀƀĴş̹
ƀĴƞƀŹ̹ Ŧŵ̹ŞĜŵŖŹ̹ ƀŅĜƀ̹ŞŦŹƀŘƟ̹ ĜŲŲĴĜŵĴİ̹ ňş̹ ƀŅĴ̹ ƀƙĴşƀňĴƀŅ̹ ĪĴşƀƄŵƟ˦̹ƙŅňĪŅ̹
ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹
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Furthermore, considering contemporary western calligraphy, various 
ŲŵĜĪƀňĪĴŹ̹ŵĴŞňşİ̹ƀŅĴ̹ƀŵňĜŘŹ̹ŦĿ̹ƀŅĴ̹ŞĜƀĴŵňĜŘ̹ƀŅŵŦƄŀŅ̹ŵĴŲĴĜƀňşŀ̹ŹƀŵŦŖĴŹ̹Ŧŵ̹
lines, as in the case of Meulman or Ingmire -mentioned in Chapter VI, 
who basically employ calligraphy as a response to a poem or a piece of 
ŞƄŹňĪ˫̹�Ź̹ƀŅĴŹĴ̹ŵĴŹŲŦşŹĴŹ̹ĪŦşƀňşƄĴ̹ƀŦ̹ŵƄŹƀ˦̹ƀŅĴ̹ĪŦŞŲŦŹňƀňŦş̹ŘŦŦŖŹ̹ŘňŖĴ̹
ŅĴĜŲŹ̹ŦĿ̹ŹĪŵňĩĩŘĴŹ̹ĜŘŦşŀ̹ƀŅĴ̹ĪŦŞŲŦŹňƀňŦş˫

bŅĴ̹ŹňƞƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ƀŅĴ̹ĩĴŀňşşňşŀ̹ŦĿ̹ƀŅĴ̹siyah mashq as 
an art form when its examples acquired a new dimension and attracted 
ƀŅĴ̹ŲĜƀŵŦşŹ̝̹Ĝşİ̹Ĝŵƀ̹ŘŦƘĴŵŹ̝̹ĜƀƀĴşƀňŦş̹ƙŅŦ̹ĪŦŘŘĴĪƀĴİ̹ňƀĴŞŹ˫̹bŅĴƟ̹ŹƀĜŵƀĴİ̹
ƀŦ̹ŲŵŦİƄĪĴ̹ňşİňƘňİƄĜŘ̹ŲĜŀĴŹ̹ĜŘŦşŀ̹ƙňƀŅ̹ŲĜňşƀňşŀŹ˦̹İŵĜƙňşŀŹ˦̹Ĝşİ̹ǬşĴŘƟ̹
penned verses of poetry in royal or non-royal albums, often signed and 
ŹŦŞĴƀňŞĴŹ̹İĜƀĴİ̹ĜŹ̹Ĝ̹Źňŀş̹ŦĿ̹ƙŦŵŖŹ̹ŦĿ̹Ĝŵƀ̹ŵĜƀŅĴŵ̹ƀŅĜş̹ŞĴŵĴ̹ĴƞĴŵĪňŹĴŹ˫̹
,ƀ̹ƙĜŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ĩĴ̹Ĝ̹ǬşňŹŅĴİ̹ŘŦŦŖ̹Ĝƀ̹ƀŅĜƀ̹ƀňŞĴ˦̹ƙŅňĪŅ̹ŘĴİ̹ƀŦ̹ŞĜŖňşŀ̹
lavishly illuminated and elaborated borders for inclusion in albums, 
ĜŹ̹ ňş̹#ňŀ˫̹ʈʅ̹ŲĴşşĴİ̹ĩƟ̹�ŅŞĴİ̹9ĜŵĜŅňŹĜŵň̹ ˾ʆʉʋʎ̐ʆʊʊʋ˿˫̹)ĴŵĴ˦̹ ňƀ̹ĪĜş̹ĩĴ̹
observed that karalama̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ İŦƀŹ˦̹ ŹƀŵŦŖĴŹ˦̹ ƘĜŵňŦƄŹ̹ ŘĴƀƀĴŵŹ˦̹ Ĝşİ̹
ŞĜşƟ̹İňǣĴŵĴşƀ̹ƀƟŲĴŹ̹ŦĿ̹ĪŦşşĴĪƀňŦşŹ̹ĩĴƀƙĴĴş̹ŘĴƀƀĴŵŹ̹ƀŅĜƀ̹ĪŵĴĜƀĴ̹İĴşŹĴ̹Ĝ̹
Ŗňşİ̹ŦĿ̹ĪŅĜŦƀňĪ̹ĜŵĴĜŹ̹ŦĿ̹ƙŵňƀňşŀ˫̹

Fig. 30. Karalama, Ahmed 
Karahisari, Turkey, the 16th 
century, Sabancı Museum in 
Istanbul, Source: Cappellari, 
(2017: 114).

bŅĴŵĴ̹ ĜŵĴ̹ ƀŅŵĴĴ̹ ŘĴƘĴŘŹ̹ ŦĿ̹ ĪŦŞŲĴƀĴşĪĴ̹ ňş̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŲŵĜĪƀňĪĴ˦̹ ƙŅňĪŅ̹
are all equally important, and each was supposed to be mastered 
ňş̹ ŹĴŴƄĴşĪĴ˫̹ bŅĴ̹ ǬŵŹƀ̹ ňŹ̹ ĪĜŘŘĴİ̹ ̚ƘňŹƄĜŘ̹ mashq˦̛ ̹ ƙŅňĪŅ̹ ŞĴĜşŹ̹ ƀŅĴ̹
apprentice studies the writing of masters and observes its spiritual 
ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ˫̹ bŅĴ̹ ŹĴĪŦşİ̹ ňŹ̹ ŲĴş̹ ŲŵĜĪƀňĪĴ̹ ˾mashq-i qalami˿˦̹ ƙŅňĪŅ̹
ŞĴĜşŹ̹ĪŦŲƟňşŀ̹ĿŵŦŞ̹Ĝ̹ŞĜŹƀĴŵ̝Ź̹ƙŵňƀňşŀ˫̹#ňŵŹƀ˦̹ňŹŦŘĜƀĴİ̹ŘĴƀƀĴŵŹ̹ŹŅŦƄŘİ̹ĩĴ̹
copied or words in the master’s hand to understand every letter’s form 
ňş̹ŹƀƟŘĴ˫̹bŅĴş˦̹ňƀ̹ĪĜş̹ĩĴ̹ŹƀƄİňĴİ̹ňş̹ŹŅŦŵƀ̹ĪŦŞŲŦŹňƀňŦşŹ˫̹bŅĴ̹ĜŲŲŵĴşƀňĪĴ̹ňŹ̹
ŹƄŲŲŦŹĴİ̹ƀŦ̹ĪŦşƀĴŞŲŘĜƀĴ̹ƀŅĴ̹ĴŘĴŞĴşƀŹ̹ŦĿ̹ƀŅĴ̹ŞĜŹƀĴŵ̝Ź̹ŞŦİĴŘ̹ƀŅĜƀ̹ŹĴĴŖ̹
guidance in concentration from the departed spirits of the calligraphy 
ŦĿ̹ŞĜŹƀĴŵŹ˫̹bŅĜƀ̹ƀĜŖĴŹ̹Ĝƀ̹ŘĴĜŹƀ̹ŦşĴ̹ƟĴĜŵ̹ŲĴŵňŦİ˫̹#ňşĜŘŘƟ˦̹ƀŅĴ̹ƀŅňŵİ̹ŹƀĜŀĴ˦̹



ʈʊʉ

ĪĜŘŘĴİ̹ ̚ňŞĜŀňşĜƀňƘĴ̹ ŲŵĜĪƀňĪĴ˦̛ ̹ ňŹ̹ ŲŦŹŹňĩŘĴ̹ ƀŦ̹ ĜƀƀĴŞŲƀ̹ ĿŦŵ̹ Ĝ̹ İĜƟ̹ Ŧŵ̹ ƀƙŦ˦̹
ƙŅňĪŅ̹ ŞĴĜşŹ̹ ƀŦ̹ ŀŦ̹ ĩĴƟŦşİ̹ ŞĴŵĴ̹ ĪŦŲƟňşŀ˫̹ ,ƀ̹ ŵĴŴƄňŵĴŹ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̝̹
ňŞĜŀňşĜƀňŦş̹ ƀŦ̹ ĿŦŵŞ̹ ŦĿ̹ ĩĴĜƄƀňĿƄŘ̹ ĜŲŲĴĜŵĜşĪĴ˫̹ bŅňŹ̹ ĜİƘĜşĪĴİ̹ ƀƟŲĴ̹
ŦĿ̹ ŲŵĜĪƀňĪĴ̹ ŞĜŖĴŹ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ Ĝ̹ ŞĜŹƀĴŵ̹ ŦĿ̹ ŹŲŦşƀĜşĴňƀƟ˰̹ ĿŦŵ̹ ƀŅňŹ̹
ŵĴĜŹŦş˦̹ňƀ̹ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ŲŵĜĪƀňĪĴ̹ňŹ̹̚Ĝ̹ŹĴŘǭĴŹŹ˦̹ŲĜňşŹƀĜŖňşŀ˦̹Ĝşİ̹ŅňŀŅŘƟ̹
structures process that requires extraordinary discipline and lies at the 
ƘĴŵƟ̹ĪŦŵĴ̹ŦĿ̹ƀŅĴ̹ŞĜŹƀĴŵ̐ŲƄŲňŘ̹ŵĴŘĜƀňŦşŹŅňŲ̛̹˾�ŖŅƀňĜŵ˦̹ʇʅʅʋ˥̹ʆʆʆ˿˫

,ƀ̹ ňŹ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹bƄŵŖňŹŅ̹karalama̹ ˾#ňŀ˫̹ʈʆ˿̹ĪŦşŹňŹƀŹ̹ŦĿ̹İňŹƀňşĪƀ̹ŞƄŹňĪĜŘ̹
ŴƄĜŘňƀňĴŹ˫̹ bŅĴ̹ ĜŵŵĜşŀĴŞĴşƀ̹ Ĝşİ̹ ŵĴŲĴƀňƀňŦş̹ ŦĿ̹ ŘĴƀƀĴŵŹ̹ Ŧş̹ ƀŅĴ̹ ŲĜŀĴ̹ ŦĿ̹
ŖĜŵĜŘĜŞĜ̹ ĪŵĴĜƀĴ̹ ŹŦŞĴ̹ ŹĴşŹĴ̹ ŦĿ̹ ŵŅƟƀŅŞ̹ ĜŹ̹ ňƀ̹ ĜŲŲĴĜŵŹ̹ Ŧş̹ ƀŅĴ̹ ŲĜŀĴ˫̹
;ĴƀƀĴŵŹ̹ ŦƘĴŵŘĜŲ̹ Ŧŵ̹ ĜŵĴ̹ƙŵňƀƀĴş̹ƄŲŹňİĴ̹ İŦƙş˫̹)ĴŵĴ˦̹ ƀŅĴ̹ƙŵňƀƀĴş̹ ŘĴƀƀĴŵŹ̹
are mostly interpreted as a visual manifestation of a musical note with 
ǭŦƙňşŀ˦̹ ňşƀĴŵŞňşŀŘĴİ˦̹ ŹƄŲĴŵňŞŲŦŹĴİ̹ ŘňşĴŹ̹ ˾�ŖŅƀňĜŵ˦̹ ʇʅʅʋ˿˦̹ ĜŹ̹ ƙňŘŘ̹ ĩĴ̹
ŹĴĴş̹ƀŅŵŦƄŀŅ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖŹ̹ŦĿ̹,şŀŞňŵĴ̹ŅĴŘİ̹ňş̹�ŅĜŲƀĴŵ̹
q,̹ĜŹ̹Ĝş̹ňşƀĴŵŲŵĴƀĜƀňŦş˱ŵĴĜĪƀňŦş̹ŦĿ̹Ĝ̹ŲňĴĪĴ̹ŦĿ̹Ĝ̹ŲŦĴŞ̹Ŧŵ̹Ĝ̹ŲňĴĪĴ̹ŦĿ̹ŞƄŹňĪ˫̹

Fig. 31. Page of karalama, 
Turkey, Courtesy of the 
collection of P Art and 
Culture Magazine, Source: 
Ekhtiar, (2006: 113).

In the contemporary tradition, these types of practices are continuing 
to be created by contemporary calligraphers both as a type of exercise 
Ĝşİ̹ĜŹ̹Ĝş̹Ĝŵƀ̹ĿŦŵŞ̹ƀŅĜƀ̹ňŹ̹ĜǤŵŞĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴŹĴ̹ŹƀĜƀĴŞĴşƀŹ̹̚rĴ̹şĴƘĴŵ̹
waste the paper, and we learn how to use every space available in our 
practical exercises (karalama˿̛̹ ˾�ĜŲŲĴŘŘĜŵň˦̹ ʇʅʆʌ˥̹ ʆʆʈ˿˫̹ �Ź̹ Ĝ̹ ŵĴŞňşİĴŵ˦̹
dishu is mentioned in Chapter VI, a Chinese calligraphy exercise 
practiced by water on the pavement is another excellent example of 
şŦƀ̹ƙĜŹƀňşŀ̹ ĜşƟ̹ ŲĜŲĴŵ̹ ƀŦ̹ ŲŵĜĪƀňĪĴ˫̹ bŅňŹ̹ Ŗňşİ̹ ŦĿ̹ ŲĴŵĿŦŵŞĜşĪĴ̹ ňŹ̹ ĜŘŹŦ̹
ĴşĪŦƄşƀĴŵĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ƙŦŵŖ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹AĴƄŘŞĜş̹
-mentioned in Chapter VI- executed in similar technics attributed 
ĪŦşĪĴŲƀƄĜŘ̹ĜŲŲŵŦĜĪŅ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ƙŦŵİ̹ŲňĪŖŹ˫̹

In the mid and the nineteenth century, the popularity of this art form 
ĜŵŦŹĴ˦̹ Ĝşİ̹ ĜŘƀŅŦƄŀŅ̹ ňƀ̹ ŞĜƟ̹ şŦƀ̹ şĴĪĴŹŹĜŵňŘƟ̹ ŞĴĜş̹ ƀŦ̹ ĜǣĴĪƀ̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹
ŹŅĜŲĴ˦̹ ňşŹƀĴĜİ̹ ƀŦ̹ ňşǭƄĴşĪĴ̹ ƀŅĴ̹ĪŦŞŲŦŹňƀňŦşĜŘ̹ĪŅĜŵĜĪƀĴŵŹ̹ŦĿ̹ ƀŅĴ̹ŹĪŵňŲƀ̹



355

ƀŅĜƀ̹ŅĜŹ̹ŅŦŵňƥŦşƀĜŘ̹ŵĴŀƄŘĜŵňƀƟ̹ĜŹ̹Ĝ̹şŦŵŞ˫̹,şŹƀĴĜİ˦̹ƀŅĴ̹ǭƄňİňƀƟ̹ŦĿ̹ƙŦŵİŹ̹
ŵňŹĴŹ̹ Ĝşİ̹ ĿĜŘŘŹ̹ ƄşİĴŵŘňşĴŹ̹ İĴŘňĪĜƀĴ̹ ŞŦƘĴŞĴşƀ̹ Ĝşİ̹ ĜŵƀňŹƀňĪ̹ ƙŅňŞ˫̹ ,ƀ̹
also gives possible experiments such as reverse writing and bilateral 
writing in which it has to rotate the page completely to read the text or 
ĴŞŲŘŦƟ̹ƄşƄŹƄĜŘ̹ ĪŦŘŦŵĴİ̹ ňşŖŹ̹ Ĝşİ̹ŲĜŲĴŵŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ĿŦŵƙĜŵİ̐ŘŦŦŖňşŀ̹
ĩƟ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ˫̹AŦŵĴŦƘĴŵ˦̹ ňƀ̹ ňŹ̹ ƄşİĴŵŘňşĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ ĩĴĜƄƀƟ̹ ŦĿ̹ ƀŅĴ̹
mashq pages lies in the purity of the letters and the balance and clarity 
ŦĿ̹ƀŅĴ̹ĪŦŞŲŦŹňƀňŦşŹ˦̹ĴƘĴş̹ňş̹ƀŅĴ̹ŅĴĜƘňŘƟ̹ƙŦŵŖĴİ̹ĜŹ̹ňş̹ĴƞĜŞŲŘĴŹ̹˾�ŖŅƀňĜŵ˦̹
ʇʅʅʋ˿˦̹ƙŅňĪŅ̹ ňŹ̹ ŲĜŵĜŘŘĴŘ̹ ƀŦ̹ ƀŅĴ̹ ƀŵĜİňƀňŦşĜŘ̹ƙĴŹƀĴŵş̹ŞňşİŹĴƀ̹ ĜĩŦƄƀ̹ ƀŅĴ̹
ƙŵňƀƀĴş̹ƀĴƞƀ̹ĩĴňşŀ̹ŵĴĜİĜĩŘĴ˫

bŅĴŹĴ̹ŲĜŀĴŹ̹ĪĜş̹ĩĴ̹ƘňĴƙĴİ̹ĿŵŦŞ̹ƘĜŵňŦƄŹ̹İňŵĴĪƀňŦşŹ˦̹Ĝşİ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹
is not limited or supposed to follow a linear sequence with a beginning 
Ĝşİ̹ Ĵşİ˫̹ ,ƀ̹ ƀĜŖĴŹ̹ ĜƀƀĴşƀňŦş̹ ŅĴŵĴ̹ ƀŅĜƀ̹ ƀŅĴ̹ ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹ ĩĴĜƄƀƟ˦̹ƙŅňŘĴ̹
still preserving various features, is also slightly transformed to a 
İňǣĴŵĴşƀ̹ŘĴƘĴŘ̹ƀŅĜƀ̹ŹĴĴŞŹ̹ŞŦŹƀŘƟ̹ĿŦĪƄŹĴİ̹Ŧş̹ƀŅĴ̹ŅĜŵŞŦşƟ̹ŦĿ̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹
ĪŦŞŲŦŹňƀňŦş̹ ƀŅĜƀ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ ŞƄŘƀňŲŘĴ̹ ŞŦƘĴŹ̹ ŦĿ̹ ƀŅĴ̹ ŲĴş˫̹ )ĴŵĴ̹ ƀŅĴ̹
ƀĴĪŅşňŴƄĴ̹ƀĜŖĴŹ̹ĜƀƀĴşƀňŦş˦̹Ĝşİ̹ƀŅĴ̹ƀĴƞƀ̹ĴňƀŅĴŵ̹şĴŀŘňŀňĩŘĴ̹ƀŅĴ̹ŞĴĜşňşŀ˰̹
ĿŦŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ƀŅĴŹĴ̹ƙŦŵŖŹ̹ĜŵĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ŅňŀŅŘƟ̹ĜĩŹƀŵĜĪƀ˦̹ƙŅňĪŅ̹ĪĜş̹
be seen through the contemporary calligraphy practices of various 
selected western calligraphers, such as Meulman, Ingmire, or Lach that 
ƙňŘŘ̹ĩĴ̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫

In both forms, various contemporary western practices in this genre of 
ƀŅĴ̹ƀƙĴşƀƟ̹Ĝşİ̹ƀƙĴşƀƟ̐ǬŵŹƀ̹ĪĴşƀƄŵƟ̹Ĝşİ̹siyah masqh of the sixteenth 
and seventeenth century consist of bold forms of the individual letter, 
and their arrangement on the page -whether legible or not- are valued 
ĜŹ̹ĪŦŞŞƄşňĪĜƀňŦş̹ĩĴƀƙĴĴş̹ ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹Ĝşİ̹ƘňĴƙĴŵ̹ ňş̹Ĝ̹İňǣĴŵĴşƀ̹
ŘĴƘĴŘ˫̹AŦŵĴŦƘĴŵ˦̹ňş̹siyah masqh, the dots employed mostly over or under 
ŘĴƀƀĴŵŹ̹ĜŵĴ̹ŦŞňƀƀĴİ̹ƀŦ̹ŲŵĴƘĴşƀ̹ĜşƟ̹İňŹƀŵĜĪƀňŦş̹ĿŵŦŞ̹ƀŅĴ̹ŘĴƀƀĴŵ̹ŹŅĜŲĴ˫̹,ƀ̹
reveals his direct presence by perfecting the letters’ forms and shapes 
Ĝşİ̹ĴƞŲĴŵňŞĴşƀŹ̹ƙňƀŅ̹şĴƙ̹ĪŦŞŲŦŹňƀňŦşĜŘ̹ĴŘĴŞĴşƀŹ˫̹�Ź̹Ĝ̹ŵĴŲŵĴŹĴşƀĜƀňƘĴ̹
ŦĿ̹Ĝ̹ƄşňŦş̹ĩĴƀƙĴĴş̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹Ĝşİ̹ŅňŹ̹ƙŦŵŖ˦̹ňƀ̹ňŹ̹ĜŘŹŦ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹
ƀŅĴƟ̹ŵĴƘĴĜŘ̹ƀŅĴ̹ĴŞĩŦİňŞĴşƀ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̝Ź̹ŞŦŵĜŘ̹ĴŹŹĴşĪĴ˫̹

bŅňŹ̹ ƀƟŲĴ̹ ŦĿ̹ ƙŦŵŖ̹ ňŹ̹ ĪŘŦŹĴŵ̹ ƀŦ̹ ƀŅĴ̹ ňŞĜŀňşĜƀňƘĴ̹ ŞĜŹŅŴ˦̹ ňş̹ ƙŅňĪŅ̹ ƀŅĴ̹
imagination, spontaneity, and intuition of the calligrapher are assessed 
ĜŹ̹ƀŅĴ̹ŲŵňŞĜŵƟ̹ƀŦŦŘ˫̹ ,ƀ̹ ňŹ̹ĜŘŹŦ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ŅĴŵĴ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ŲƄŹŅĴŹ̹
ƀŅĴ̹ ŘňŞňƀŹ̹ ŦĿ̹ ƀŅĴ̹ ĪĜşŦş̹ ĩŦƄşİĜŵňĴŹ̹ ƙŅňŘĴ̹ ŹƀňŘŘ̹ ƙŦŵŖňşŀ̹ ƙňƀŅňş̹ ňƀ̹ ĩƟ̹
ĪŵĴĜƀňşŀ̹Ĝ̹ƀŦƄŵ̹İĴ̹ĿŦŵĪĴ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹bŅĜƀ̹ŞĴĜşŹ̹ŅĴ̹İŦĴŹ̹şŦƀ̹ĿŦŘŘŦƙ̹
ĜşƟ̹ŲĜŵƀňĪƄŘĜŵ̹ŹĴƀ̹ŦĿ̹ĪŦŞŲŦŹňƀňŦşĜŘ̹ŵƄŘĴŹ˰̹ŅŦƙĴƘĴŵ˦̹ŅĴ̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹ƙŅňŞ̹
and spiritual needs of calligraphers as masterpieces of improvisation, 
which is already a part of the nature of calligraphy with Arabic script 
Ĝşİ̹,ŹŘĜŞňĪ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹bŅŵŦƄŀŅ̹ƀŅĴňŵ̹ƙŦŵŖ˦̹ƀŅĴ̹ƘňĴƙĴŵ̹ňŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹
ŲĜŹŹ̹ƀŅŵŦƄŀŅ̹ŘĴƀƀĴŵŹ̹Ŧŵ̹ƙŦŵİŹ̹ƀŦ̹ƀŅĴňŵ̹ĴŹŹĴşĪĴ˫̹,ƀ̹ŞĜŖĴŹ̹Ĝ̹İňǣĴŵĴşĪĴ̹ĜŹ̹
ƙŦŵŖŹ̹ŦĿ̹Ĝ̹ŅňŀŅ̹ĜĴŹƀŅĴƀňĪ̹ĪĜŘňŀŵĜŲŅĴŵ̹˾�ŖŅƀňĜŵ˦̹ʇʅʅʋ˿˫̹

bŅňŹ̹ ňŹŹƄĴ̹ ňŹ̹ ĜŘŹŦ̹ ŅňŀŅŘƟ̹ şŦƀňĪĴĜĩŘĴ̹ ƀŅĜƀ̹ ĜŲĜŵƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ ƘňŹƄĜŘ̹ Ĝşİ̹
maybe technical similarities between various western contemporary 
and siyah masqh practices, such as losing the semantic importance of 
the text and enriching the overall textual composition with the search 
ĿŦŵ̹ ŅĜŵŞŦşƟ̹ Ĝşİ̹ ŵŅƟƀŅŞ̹ ƀŅŵŦƄŀŅ̹ ĴƞŲĴŵňŞĴşƀ˦̹ ƀŅĴŵĴ̹ ĜŵĴ̹ ŹňŀşňǬĪĜşƀ̹
İňǣĴŵĴşĪĴŹ̹ ňş̹ ƀĴŵŞŹ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̝̹ ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹ ƙŵňƀňşŀ̹ Ĝşİ̹ ƀŅĴ̹
ƘĜŘƄĴ̹ĜƀƀŵňĩƄƀĴİ̹ƀŦ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹,ƀ̹ňŹ̹ŅĜŵİ̹ƀŦ̹ĪŘĜňŞ̹ƀŅĜƀ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̝Ź̹



ʈʊʋ

ŹŲňŵňƀƄĜŘňƀƟ̹Ĝşİ̹ŞŦŵĜŘ̹ƘĜŘƄĴŹ̹ ƀĜŖĴ̹ŲŵňŞĜŵƟ̹ŹŲĜĪĴ̹ ƀŅĜƀ̹ ƀŅĴƟ̹ŵĴǭĴĪƀ̹ ƀŅĴ̹
ŲŵĜĪƀňĪĴŹ̹ŦĿ̹ƙĴŹƀĴŵşĴŵŹ˫̹rŅňŘĴ̹ňş̹siyah masqh, it is still underlined that 
ƀŅĴƟ̹ ĪĜŵŵƟ̹ Ĝşİ̹ ŵĴƘĴĜŘ̹ ƀŅĴ̹ ŵŦŦƀŹ˦̹ŞŦŹƀ̹ ŹňŀşňǬĪĜşƀŘƟ̹ ƀŅĴ̹ ŹŲňŵňƀƄĜŘ̹ƘĜŘƄĴ̹
through the spontaneity and intuition of calligrapher even pushing 
ƀŅĴ̹ĩŦƄşİĜŵňĴŹ˰̹ňş̹ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ňƀ̹ŹƀňŘŘ̹ŹĴĴŞŹ̹ƀŦ̹ĩŵĴĜŖ̹ƀŅĴ̹ŵƄŘĴŹ̹ƙňƀŅňş̹
ƀŅĴ̹ ŵƄŘĴŹ̹ ňş̹ Ĝ̹ ŞĜşşĴŵ̹ ŦĿ̹ ŹŲĴĜŖňşŀ˫̹ AŦŵĴŦƘĴŵ˦̹ ĜŹ̹ ŞĴşƀňŦşĴİ̹ ƘĜŵňŦƄŹ̹
times earlier, abstraction already exists within the nature of the Arabic 
ŹĪŵňŲƀ˦̹ ƙŅňĪŅ̹ ĜŘŹŦ̹ ŵĴǭĴĪƀŹ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŲŵĜĪƀňĪĴŹ̹ ĪŦşƀŵĜŵƟ̹ ƀŦ̹ ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ˫̹bŅĴ̹ŦşŘƟ̹ĜĩŹƀŵĜĪƀ̹ƀŅňşŀ̹ŹĴĴŞŹ̹ƀŦ̹ĩĴ̹ƀŅĴ̹ ňşİňƘňİƄĜŘ̹ ŘĴƀƀĴŵŹ̹
of the Latin alphabet, and with the contemporary attitude, western 
ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ĜŵĴ̹ňş̹ƀŅĴ̹ŹĴĜŵĪŅ̹ĿŦŵ̹Ĝş̹ĴƞŲĴŵňŞĴşƀ̹ƄşİĴŵ̹ƀŅĴ̹ňşǭƄĴşĪĴŹ̹
ŦĿ̹ƀŵĜİňƀňŦşŹ̹ƀŅĜƀ̹ĜŵĴ̹ŘŦŀňĪĜŘŘƟ̹ƄƀƀĴŵŘƟ̹İňǣĴŵĴşƀ̹ĿŵŦŞ̹ƀŅĴňŵ̹Ŧƙş˫̹

)ĴŵĴ˦̹ƙňƀŅ̹ƀŅĴ̹ĪŦşŹňİĴŵĜƀňŦş̹ŦĿ̹ƀŅĴ̹ƀŵĜİňƀňŦş̹ŦĿ̹,ŹŘĜŞňĪ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹
various interpretations that started as an experiment, it can be said 
ƀŅĜƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪĜşşŦƀ̹ĩĴ̹ ĜŲŲŵĴĪňĜƀĴİ̹ œƄŹƀ̹ ĜŹ̹ Ĝ̹ ĿŦŵŞĜŘ̹ Ĝşİ̹ ƀĴĪŅşňĪĜŘ̹
exercise but also involves several dimensions of a human being rooted 
ňş̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ĪƄŘƀƄŵĜŘ̹ ŅĴŵňƀĜŀĴ˦̹ ̚ŵĴǭĴĪƀňşŀ̹ Ŧş̹ İĴĜƀŅ˦̹ ƄŲŅŦŘİňşŀ̹
ŞŦŵĜŘŹ˦̹ƙŦŵŹŅňŲŲňşŀ̹ƀŅĴ̹�ňƘňşĴ̛̹˾�ĜŲŲĴŘŘĜŵň˦̹ʇʅʆʌ˥̹ʇʋʇ˿˫̹

)ĴŵĴ˦̹ ňƀ̹ƙňŘŘ̹ ĩĴ̹ ŅĴŘŲĿƄŘ̹ ƀŦ̹ ĴƞĜŞňşĴ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ŲŵĜĪƀňĪĴŹ̹ ňş̹ ƀŅňŹ̹
ŀĴşŵĴ̹ƀŦ̹ŲŵŦƘňİĴ̹ŹňŀşňǬĪĜşƀ̹ňşŹňŀŅƀ̹ňşƀŦ Ř̹ŦĪĜƀňşŀ̹ƀŅĴ̹ĪƄŵŵĴşƀ̹ĜŲŲŵĴĪňĜƀňŦş̹
Ĝşİ̹ŞňşİŹĴƀ̹ňş̹ƀĴŵŞŹ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹,ƀ̹ƙňŘŘ̹ĜŘŹŦ̹ŀňƘĴ̹Ĝ̹ĪŅĜşĪĴ̹ƀŦ̹ĪŦŞŲĜŵĴ̹
the mindset that can be detached in contemporary western calligraphy, 
ĜŹ̹ňƀ̹ňŹ̹İŦşĴ̹ĿŦŵ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ňş̹�ŅĜŲƀĴŵ̹,q˫

5.9. Contemporary practices with Arabic script and 
Islamic calligraphy 

�ŦşƀĴŞŲŦŵĜŵƟ̹ ,ŹŘĜŞňĪ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ĪŅĜŵĜĪƀĴŵňƥĴİ̹ ĩƟ̹ ňƀŹ̹ ŵŦŦƀŹ̹ Ĝşİ̹
ĴŘĴŞĴşƀŹ̹ ŦĿ̹ ŵƄŲƀƄŵĴ̹ Ĝşİ̹ ĪŦşƀňşƄňƀƟ˫̹ �̹ ĩŵŦĜİ̹ ŹŲĴĪƀŵƄŞ̹ ŦĿ̹ İňǣĴŵĴşƀ̹
ĜŲŲŵŦĜĪŅĴŹ̹ ĪĜş̹ ĩĴ̹ ŵĜşŖĴİ̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ ŞŦİĴŵşňŹƀ̹ Ĝşİ̹ ƀŵĜİňƀňŦşĜŘňŹƀ̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ˫̹ [ŦŞĴ̹ ŲŵĴĿĴŵ̹ ƀŦ̹ ĜİŦŲƀ̹ ƀŅĴ̹ �ŵĜĩňĪ̹ ŹĪŵňŲƀ̹ ňşƀŦ̹ ƀŅĴňŵ̹
ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖ˦̹ĜĪŴƄňŵĴİ̹ĩƟ̹ƀŵĜİňƀňŦşĜŘ̹ƀŵĜňşňşŀ˫̹HƀŅĴŵŹ̹ŞĜƟ̹ĴŞŲŘŦƟ̹
�ŵĜĩňĪ̹ ŘĴƀƀĴŵŹ̹ Ĝşİ̹ƙŦŵİŹ̹ ĜŲŲŘƟňşŀ̹ ƀŦ̹ İňǣĴŵĴşƀ̹ ƀƟŲĴŹ̹ ŦĿ̹ ƀŅĴ̹ ŞĴİňƄŞ̹
-that will be mentioned on the following pages; without considering 
the geometrical proportion of the letters mentioned earlier about the 
construction of the letters, they may prefer to experiment with artistic 
ĴƞŲŘŦŵĜƀňŦş˫̹)ŦƙĴƘĴŵ˦̹ňƀ̹İŦĴŹ̹şŦƀ̹şĴĪĴŹŹĜŵňŘƟ̹ŞĴĜş̹ƀŅĜƀ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
calligraphy does not represent spirituality; it can portray secular 
Ĝşİ̹ ŹŲňŵňƀƄĜŘ̹ ƀŅĴŞĴŹ˫̹ bŅĴ̹ ŞĜňş̹ İňǣĴŵĴşĪĴ̹ ĩĴƀƙĴĴş̹ ƀŵĜİňƀňŦşĜŘ̹ Ĝşİ̹
contemporary is assessed as how the artist learns the art and how he 
ŲŵĴĿĴŵŹ̹ƀŦ̹ĪŦşŹƀŵƄĪƀ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹˾�ĜŲŲĴŘŘĜŵň˦̹ʇʅʆʌ˿˫

,ŹŹĜ˦̹�ĴŹƀĜŵ˦̹Ĝşİ̹TŦŵƀĴŵ̹˾ʇʅʆʋ˿̹ŹƀĜƀĴ̹ƀŅĜƀ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŦĿ̹ƀŅĴ̹
�ŵĜĩŹ̹ŹƀĜŵƀĴİ̹ňş̹ƀŅĴ̹ĴĜŵŘƟ̹ʆʎʊʅŹ˫̹,ƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹ƀŅĜƀ̹İňǣĴŵĴşƀ̹ĜŲŲŵŦĜĪŅĴŹ̹
Ĝşİ̹ƘňŹƄĜŘ̹Ĝşİ̹ƀŅĴŦŵĴƀňĪĜŘ̹ĜŲŲŘňĪĜƀňŦşŹ̹ŅĜƘĴ̹ĩĴĴş̹ƙňƀşĴŹŹĴİ˫̹Hş̹ƀŅĴ̹ŦşĴ̹
hand, some artists are assessed as creators of a new aesthetic language 
following their countries’ independence from the colonial governments 
of Great Britain and France, in search of a new aesthetic language 
ƀŅĜƀ̹ ŘĴİ̹ ƀŅĴŞ̹ ƀŦ̹ ĴƞŲŵĴŹŹ̹ ƀŅĴŞŹĴŘƘĴŹ̹ ƀŅŵŦƄŀŅ̹ şĜƀňŦşĜŘňŹŞ˫̹ ,ƀ̹ ňŹ̹ ŹƀĜƀĴİ̹
that these artists did not directly use European techniques and media 
Ĝşİ̹ ĴƘĴş̹ ŵĴœĴĪƀĴİ̹ ƀŅĴŞ˦̹ ňşŹƀĴĜİ̹ ŦĿ̹ ĿŦĪƄŹňşŀ̹ Ŧş̹ ňşİňŀĴşŦƄŹ̹ ŞĴİňĜ̹ ƀŦ̹
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introduce calligraphy with Arabic script and Islamic calligraphy into 
ƀŅĴňŵ̹ Ĝŵƀ˫̹�ŵĜĩňĪ̹ ŘĴƀƀĴŵŹ̹ ĜŵĴ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ĿĴĜƀƄŵĴ̹ ŦĿ̹ ƀŅĴňŵ̹ ĜŵƀƙŦŵŖ˫̹bŅĜƀ̹
ŞĴĜşŹ̹ ƀŅĴƟ̹ĴŞŲŘŦƟĴİ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹Ĝ̹ŹƟŞĩŦŘ̹ŦĿ̹ ŵĴŹňŹƀĜşĪĴ̹ ƀŦ̹Ǭşİ̹ ƀŅĴ̹
identity and dispose of the consequences of colonialism as a resistance 
ƀŦ̹ ƀŅĴ̹ ƙĴŹƀĴŵşňƥĜƀňŦş̹ ŲŵŦĪĴŹŹ˫̹ bŅňŹ̹ ŴƄĴŹƀ̹ ĿŦŵ̹ Ĝ̹ şĴƙ̹ ňİĴşƀňƀƟ̹ ŘĴİ̹ ƀŅĴ̹
ĜŵƀňŹƀŹ̹ƀŦ̹ŵĴƀƄŵş̹ƀŦ̹ƀŅĴňŵ̹Ŧŵňŀňş˫̹)ĴşĪĴ̹ƀŵĜİňƀňŦşĜŘ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŅĜİ̹ĩĴĴş̹
ŲŵŦƀĴĪƀĴİ̹ĿŵŦŞ̹ĪƄŘƀƄŵĜŘ̹ňŞŲĴŵňĜŘňŹŞ˫̹�ŦşŹňİĴŵňşŀ̹ƀŅĴ̹şĜƀƄŵĴ̹Ĝşİ̹ĪŵĴĜƀňƘĴ̹
possibilities of calligraphy with divine words and its abstract nature, 
Islamic calligraphy was accepted as wisdom rooted in the tradition and 
mysticism of Islam that leads to preserving its originality and identity 
˾�ŞĜşň˦̹�ŦŘŖŅĜŵň̹$ŅĜşň̹Λ̹7ĜĩĩĜŵň̹9ĜŘŖŅŦŵĜş˦̹ʇʅʇʆ˿˫

bŅĴ̹ŦƀŅĴŵ̹ŀŵŦƄŲ̹ŦĿ̹ĜŵƀňŹƀŹ˦̹ƙŅŦ̹ŞŦŹƀŘƟ̹ŘňƘĴİ̹ňş̹ĴƞňŘĴ̹ĩĴĪĜƄŹĴ̹ŦĿ̹ŘĜĪŖ̹ŦĿ̹
ĴİƄĪĜƀňŦşĜŘ̹ŦŲŲŦŵƀƄşňƀňĴŹ̹Ŧŵ̹ĪŦşǭňĪƀ̹Ĝşİ̹ƙĜŵ˦̹ŹƀĜŵƀĴİ̹ƀŦ̹ĪŵĴĜƀĴ̹ƙŦŵŖŹ̹
ŵĴĿĴŵĴşƀňĜŘ̹ĪƄŘƀƄŵĜŘ̹ŘĜşŀƄĜŀĴŹ˫̹[ŦŞĴ̹ŅĜƘĴ̹ŵĴĿĴŵĴşĪĴŹ̹ƀŦ̹ƀŅĴňŵ̹ƀŵĜİňƀňŦş̹
Ĝşİ̹ŅĴŵňƀĜŀĴ̹ƙňƀŅ̹ƀŅĴ̹ŹĪŵňŲƀ̹ƀŅĜƀ̹ŞĜŵŖŹ̹ƀŅĴňŵ̹ňİĴşƀňƀƟ̹ƙŅĴŵĴ̹ƀŅĴƟ̹ŘňƘĴ˫̹
Furthermore, another group of artists comprises contemporary artists, 
who were assessed as the ones that observed international aesthetics, 
concepts, languages, and occasionally Arabic and Persian script 
̐ƙŅĴƀŅĴŵ̹ŵĴĜİĜĩŘĴ̹Ŧŵ̹şŦƀ˫̹bŅĴƟ̹ĜŵĴ̹ĪŦşŹňİĴŵĴİ̹ŖĴƟ̹ĜŵƀňŹƀŹ̹ĪŦşƀŵňĩƄƀňşŀ̹
ƀŦ̹şĴƙ̹ŞŦİĴŵşňƀňĴŹ̹ƀŅĜƀ̹ĩĴŀĜş̹ňş̹ƀŅĴ̹ĴĜŵŘƟ̹ʆʎʊʅŹ̹ƀňŘŘ̹ƀŦİĜƟ̹˾,ŹŹĜ˦̹�ĴŹƀĜŵ˦̹
Λ̹TŦŵƀĴŵ˦̹ʇʅʆʋ˿˫

bŅĴ̹ ŲĴŵňŦİ̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ ʆʎʊʅŹ̹ Ĝşİ̹ ʆʎʌʅŹ̹ ňŹ̹ ĪĜŘŘĴİ̹ ňşşŦƘĜƀňŦş̹ Ĝşİ̹
ĪŦşŹňŹƀŹ̹ ŦĿ̹ ƀŅĴ̹ ǬŵŹƀ̹ ŀŵŦƄŲ̹ ŞĴşƀňŦşĴİ̹ ĜĩŦƘĴ˦̹ ƙŅňĪŅ̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ƀŅĴ̹
emergence of new education patterns, art criticism, institutions, and 
ŲĜƀŵŦşĜŀĴ˫̹bŅĴ̹şĴƙ̹ŹĪŅŦŦŘŹ̹ŦĿ̹ƀŅŦƄŀŅƀ̹ŘĴİ̹ƀŦ̹ŀĴşĴŵĜƀňşŀ̹şĴƙ̹ňİĴĜŹ̹Ĝşİ̹
ĜŲŲŵŦĜĪŅĴŹ̹ĩƟ̹ŲŵŦİƄĪňşŀ̹ŹŲĴĪňǬĪ̹ƘňŹƄĜŘ̹ŘĜşŀƄĜŀĴ̹Ĝşİ̹ĜŘƀĴŵşĜƀňƘĴŹ̹˾,ŹŹĜ˦̹
�ĴŹƀĜŵ˦̹Λ̹TŦŵƀĴŵ˦̹ʇʅʆʋ˿˫

�ĪĪŦŵİňşŀ̹ ƀŦ̹;ĴĴ̐BňňşňŦœĜ̹ ˾ʇʅʆʍ˿˦̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŹĪŅŦŦŘŹ̹ ŵĴĜĪŅ̹ ĜĪŵŦŹŹ̹ ƀŅĴ̹
Islamic world, not limited to a single country, and share a common 
ňİĴşƀňƀƟ̹ ƀŅĜƀ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ ĜŘŘ̹ ƙŦŵŖŹ̹ ƀŅĜƀ̹ ĜŵƀňŹƀŹ̹ ŅĜƘĴ̹ ƄŹĴİ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ĿŦŵ̹ ƀŅĴňŵ̹ Ĝŵƀ̹ ĜŹ̹ Ĝ̹ ŲƄŵŲŦŹĴ̹ ŦĿ̹ ňİĴşƀňƀƟ˫̹ �Ɵ̹ ƀŅĴ̹ŞňİİŘĴ̹ ŦĿ̹ ƀŅĴ̹ ƀƙĴşƀňĴƀŅ̹
ĪĴşƀƄŵƟ˦̹ ňşİĴŲĴşİĴşĪĴ̹ ƀŦŦŖ̹ ŲŘĜĪĴ̹ ĿŦŵ̹ ŞŦŹƀ̹ ŦĿ̹ ƀŅĴ̹ ŵĴŀňŦş̝Ź̹ ĪŦƄşƀŵňĴŹ̹
alongside the oil revenues; it is called the era of hope and optimism, 
which brought a short period of prosperity, secularism, and political 
ňİĴĜŘňŹŞ˫̹bŅĴ̹şĴĴİ̹ĿŦŵ̹ŵĜİňĪĜŘ̹ĪŅĜşŀĴŹ̹ ňş̹ƘňŹƄĜŘ̹Ĝŵƀ˦̹ ŘňƀĴŵĜƀƄŵĴ˦̹ŲŦĴƀŵƟ˦̹
Ĝşİ̹ƀŅĴ̹ŹŦĪňĜŘ̹Ĝşİ̹ŲŦŘňƀňĪĜŘ̹ŹŲŅĴŵĴ̹ĜŵŦŹĴ˫̹�ƀ̹ƀŅĜƀ̹ƀňŞĴ˦̹ňƀ̹ňŹ̹ĜŘŹŦ̹ĪŘĜňŞĴİ̹
that there was an eagerness to show to the world that Baghdad could 
be transformed into modern, cosmopolitan capital, so many artists 
were willingly or unwillingly sent to study outside their home countries 
ňş̹ƀŅĴ̹f[�˦̹#ŵĜşĪĴ˦̹Ŧŵ̹ƀŅĴ̹f9̹ŞĜňşŘƟ̹˾,ŹŹĜ˦̹�ĴŹƀĜŵ˦̹Λ̹TŦŵƀĴŵ˦̹ʇʅʆʋ˿˫

,ş̹ƀŅĴ̹ʋʅŹ̹Ĝşİ̹ʌʅŹ˦̹ĜŵƀňŹƀŹ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĪŵĴĜƀĴ̹ƙŦŵŖŹ̹ƀŅĜƀ̹ƙĴŵĴ̹ŵĴĿĴŵĴşƀňĜŘ̹
ƀŦ̹ şĜƀňŦşĜŘ̹ Ĝşİ̹ ňşƀĴŵşĜƀňŦşĜŘ˦̹ ŲĜŹƀ̹ Ĝşİ̹ ŲŵĴŹĴşƀ̹ ĿĴĜƀƄŵĴŹ˫̹�ĿƀĴŵ̹rŦŵŘİ̹
rĜŵ̹ ,,˦̹ ňƀ̹ ƙĜŹ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ şĴƙ̹rĴŹƀĴŵş̹ ĪƄŘƀƄŵĴ̹ ĜŹŹŦĪňĜƀňŦşŹ̹ ŦŲĴşĴİ̹
ňş̹ ƀŅĴ̹ ŵĴŀňŦş˦̹ ŹƄĪŅ̹ĜŹ̹ ƀŅĴ̹ ,ŵĜş̐�ŞĴŵňĪĜ̹[ŦĪňĴƀƟ̹ ňş̹bĴŅŵĜş˦̹ƙňƀŅ̹ŦƀŅĴŵ̹
international rivals, Goethe Institutes, and Italian and French cultural 
ĪĴşƀĴŵŹ˫̹,ƀ̹ŞĜİĴ̹ňƀ̹ĴĜŹňĴŵ̹ĿŦŵ̹Ĝş̹ĜŵƀňŹƀ̹ƀŦ̹ĜŲŲŘƟ̹ĿŦŵ̹ŹĪŅŦŘĜŵŹŅňŲŹ˦̹ƀŵĜƘĴŘ̹
and read foreign literature, translate poetry and novels, or see foreign 
ǬŘŞŹ˫̹,ƀ̹ĜŘŹŦ̹ŞĴĜşŹ̹ƀŅĜƀ̹ĿŦŵĴňŀşĴŵŹ̹ŹƀĜŵƀĴİ̹ƀŦ̹ňşƘĴŹƀ̹ňş̹ƀŅĴ̹ŵĴŀňŦş̝Ź̹Ĝŵƀ˫̹
BĴƙ̹ŹĪŅŦŦŘŹ̹ĜŘŹŦ̹ ŘĴİ̹ƀŅĴ̹şĴƙ̹ƘňŹƄĜŘ̹ƘŦĪĜĩƄŘĜŵƟ̹ƀŦ̹ĴŞĴŵŀĴ˦̹ĩŦŵŵŦƙňşŀ̹
ĿŵŦŞ̹ƀŅĴ̹İĴĪŦŵĜƀňŦş̹ŦĿ̹ ŹŅŵňşĴŹ˦̹ ƀŵňĩĜŘ̹Ĝşİ̹ ĿŦŘŖ̹Ĝŵƀ̹ŞŦƀňĿŹ˦̹ ĪŦǣĴĴŅŦƄŹĴ̹
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paintings, numerology, and talismanic and coded signs from traditional 
İĴĪŦŵĜƀňƘĴ̹ĴŘĴŞĴşƀŹ˦̹ňşĪŘƄİňşŀ̹ĪĜŘŘňŀŵĜŲŅƟ̹˾,ŹŹĜ˦̹�ĴŹƀĜŵ˦̹Λ̹TŦŵƀĴŵ˦̹ʇʅʆʋ˿˫

�ĪĪŦŵİňşŀ̹ƀŦ̹HŹĩŦŵş̹˾ʇʅʅʍ˿˦̹ƙŅĴş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹Ĝŵƀ̹ĩĴŀĜş̹ňş̹ƀŅĴ̹ʆʎʋʅŹ̹
of Islamic calligraphy, it was closely related to the search for ethnic 
and national aesthetic identities of Arabs; the style became popular 
ĜŹ̹ Ĝ̹ ƀŦƄŵňŹƀ̹ ĿŦŵŞ̹ ňş̹ ŵĴŹŲŦşŹĴ̹ ƀŦ̹ŞĜŵŖĴƀ̹ İĴŞĜşİ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ ňş̹ ƀŅĴ̹
ƀŦƄŵňŹƀ̹ŞĜŵŖĴƀ̹ŦĿ̹[ĜƄİň̹�ŵĜĩňĜ̹Ĝşİ̹ƀŅĴ̹$ƄŘĿ̹[ƀĜƀĴŹ˫̹)ŦƙĴƘĴŵ˦̹ƙŅĴş̹ƀŅĴ̹
ŞĜŵŖĴƀ̹ ĩĴĪĜŞĴ̹ ŹĜƀňŹǬĴİ̹ƙňƀŅ̹ ŘĴƀƀĴŵ̹ İĴŹňŀşŹ˦̹ ĜŵƀňŹƀŹ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ŹĴĜŵĪŅ̹
ĿŦŵ̹ňşŹŲňŵĜƀňŦş̹ĴŘŹĴƙŅĴŵĴ˦̹ƙŅňĪŅ̹ŘĴİ̹ƀŅĴ̹ĜŵƀňŹƀ̹ƀŦ̹ŵĴĪŦşŹňİĴŵ˫̹

,ş̹ƀŅĴ̹ʆʎʌʅŹ˦̹ƀŅĴŵĴ̹ƙĜŹ̹ŀŵĴĜƀ̹ƄşŵĴŹƀ˦̹ƙňƀşĴŹŹňşŀ̹ƀŅĴ̹;ĴĩĜşĴŹĴ̹ĪňƘňŘ̹ƙĜŵ˦̹
ƀŅĴ̹ ĜŹŹĜŹŹňşĜƀňŦş̹ ŦĿ̹ 9ňşŀ̹ #ĜňŹĜŘ̹ ˾ʆʎʅʋ̐ʆʎʌʊ˿̹ ŦĿ̹ [ĜƄİň̹�ŵĜĩňĜ˦̹ Ĝşİ̹ ƀŅĴ̹
İĴĜƀŅŹ̹ŦĿ̹�ŀƟŲƀňĜş̹TŵĴŹňİĴşƀ̹BĜŹŹĴŵ̹Ĝşİ̹ŹňşŀĴŵ̹ňĪŦşŹ̹ŦĿ̹ňşİĴŲĴşİĴşĪĴ̹
HŞ̹9ĜŘŹŦƄŞ˫̹bŅĜƀ̹ŘĴİ̹ƀŦ̹şĴƙ̹ŲŦŘňƀňĪĜŘ̹ ňşŹƀĜĩňŘňƀƟ̹Ĝşİ̹ĪĴşŹŦŵŹŅňŲ˦̹Ĝşİ̹
the abrupt end of multi-cultural activity in the region obliged many 
ňşƀĴŘŘĴĪƀƄĜŘŹ̹ ƀŦ̹ ŘĴĜƘĴ̹ ƀŅĴňŵ̹ ŅŦŞĴŘĜşİ˫̹ �ŞŦşŀ̹ ƀŅĴŹĴ̹ ƄşĪĴŵƀĜňşƀňĴŹ˦̹
ƘĜŵňŦƄŹ̹ ĩĴşĴǬƀŹ̹ ĿŵŦŞ̹ ŵňŹňşŀ̹ ŦňŘ̹ ŲŵňĪĴŹ̹ ĴşĪŦƄŵĜŀĴİ̹ Ĝŵƀ̹ ŲĜƀŵŦşĜŀĴ̹ Ĝşİ̹
ňşƘĴŹƀŞĴşƀ̹ ňş̹ Ĝŵƀ̹ şĜƀňŦşĜŘŘƟ̹ Ĝşİ̹ ňşƀĴŵşĜƀňŦşĜŘŘƟ˫̹ bŅĴ̹ ƟĴĜŵ̹ ʆʎʌʎ̹ ňŹ̹
ĜŹŹĴŹŹĴİ̹ ĜŹ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ĩŵĴĜŖŲŦňşƀ̹ ĿŦŵ̹ ƀŅĴ̹ ŵĴŀňŦş̹ƙŅĴş̹ ƀŅĴ̹ ,ŹŘĜŞňĪ̹
ŵĴƘŦŘƄƀňŦş̹ ňş̹ ,ŵĜş˦̹ ƀŅĴ̹ ňşƘĜŹňŦş̹ ŦĿ̹ �ĿŀŅĜşňŹƀĜş̹ ĩƟ̹ ƀŅĴ̹ f[[W˦̹ Ĝşİ̹ Ĝş̹
,ŵĜŴň̹ ŲŦŘňƀňĪňĜş̹ [ĜİİĜŞ̹ )ƄŹŹĴňş̹ �ĩİ̹ ĜŘ̐AĜœňİ̹ ĜŘ̐bňŖŵňƀň̹ ˾ʆʎʈʌ̐ʇʅʅʋ˿̹
and a Libyan revolutionary, politician, and political theorist Muammar 
AƄŅĜŞŞĜİ̹ �ĩƄ̹ AňşƟĜŵ̹ ĜŘ̐$ĜİİĜǬ̹ ˾ʆʎʉʇ̐ʇʅʆʆ˿̹ ĩĴĪĜŞĴ̹ ǬŵŞŘƟ̹
ĴşƀŵĴşĪŅĴİ̹ňş̹,ŵĜŴ̹Ĝşİ̹;ňĩƟĜ˫̹,ƀ̹ňŹ̹İĴŹĪŵňĩĴİ̹ĜŹ̹ƀŅĴ̹ƄŵŀĴ̹ƀŦ̹ŵĴƀƄŵş̹ƀŦ̹ƀŅĴ̹
ŵĴŀňŦş̝Ź̹ĪƄŘƀƄŵĜŘ̹ŵŦŦƀŹ̹ƙňƀŅ̹ƀŅĴ̹ĜŞĩňƀňŦş̹ƀŦ̹ĴƞŲĴŵňŞĴşƀ̹ƙňƀŅ̹rĴŹƀĴŵş̹
ňşǭƄĴşĪĴ̹˾,ŹŹĜ˦̹�ĴŹƀĜŵ˦̹Λ̹TŦŵƀĴŵ˦̹ʇʅʆʋ˿˫

�ĪĪŦŵİňşŀ̹ ƀŦ̹ ;ĴĴ̐BňňşňŦœĜ̹ ˾ʇʅʆʍ˿˦̹ ňş̹ ƀŅĴ̹ ʆʎʍʅŹ˦̹ ƀŅĴ̹ �ŵĜĩ̹ ƙŦŵŘİ̹ ŅĜİ̹
ŵĴĜĪŅĴİ̹Ĝ̹Ŗňşİ̹ŦĿ̹ĜƙĜŖĴşňşŀ̹ňş̹ƀŅĴ̹ŵĴĜŘŞ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹qĜŵňŦƄŹ̹ĜŵƀňŹƀŹ̹
ĴƞŲĴŵňŞĴşƀĴİ̹ ňş̹İňǣĴŵĴşƀ̹ƙĜƟŹ˦̹Ĝşİ̹ ĿŦƄŵ̹ŞĜňş̹ ƀƟŲĴŹ̹ŦĿ̹ ŹĪŅŦŦŘŹ̹ĜŵŦŹĴ̹
Ĝƀ̹ ƀŅĜƀ̹ ƀňŞĴ˫̹ bŅĴ̹ ǬŵŹƀ̹ ŦşĴ̹ ňŹ̹ ĪĜŘŘĴİ̹ ŲƄŵĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ƙŦŵŖŹ˦̹ ƙŅĴŵĴ̹
ƀŅĴ̹ ŞĴĜşňşŀ̹ ŦĿ̹ ŘĴƀƀĴŵŹ̹ Ĝşİ̹ ƙŦŵİŹ̹ ƀĜŖĴŹ̹ ĴŹŹĴşƀňĜŘ̹ ŵŦŘĴŹ˫̹ bŅĴ̹ ŹĴĪŦşİ̹
ŦşĴ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ĜĩŹƀŵĜĪƀ̹ƙŦŵŖŹ̹ňş̹ƙŅňĪŅ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹Ĝşİ̹ƀŅĴ̹ƙŦŵİŹ̹ĜŵĴ̹
ĴƞĴĪƄƀĴİ̹ĜŹ̹ĜĩŹƀŵĜĪƀ̹ĴşƀňƀňĴŹ̹ĿŵŦŞ̹ƀŅĴňŵ̹ŦŵňŀňşĜŘ̹ĪŦşƀĴƞƀ̹Ĝşİ̹ŞĴĜşňşŀ˫̹
bŅĴ̹ ƀŅňŵİ̹ ŦşĴ̹ ňŹ̹ ĪĜŘŘĴİ̹ ǬŀƄŵĜƀňƘĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ ĴŞŲŘŦƟŹ̹ ŅƄŞĜş˦̹
ĜşňŞĜŘ˦̹ Ĝşİ̹ ŦƀŅĴŵ̹ ŵĴĪŦŀşňƥĜĩŘĴ̹ ŹŅĜŲĴŹ̹ ĿŦŵŞĴİ̹ƙňƀŅ̹ƙŵňƀňşŀ˫̹bŅĴ̹ ŘĜŹƀ̹
one is called calligraphic combinations that range from a mixed maid 
with Arabic script to paintings with overlapping text on the image 
ƄŹĴİ̹ĜŹ̹Ĝ̹ĩĜĪŖŀŵŦƄşİ˫̹bŅĴŹĴ̹ƙŦŵŖŹ̹ŅĜƘĴ̹ŹňŞňŘĜŵňƀňĴŹ̹ ňş̹ŞĜƀĴŵňĜŘŹ̹Ĝşİ̹
ĿŦŵŞĜƀŹ̹ƙňƀŅ̹rĴŹƀĴŵş̐ŹƀƟŘĴ˦̹ ŹƄĪŅ̹ĜŹ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ ňş̹ ƀŅĴ̹ ĿŦŘŘŦƙňşŀ̹
ŲĜŵƀ̹ĴşƀňƀŘĴİ̹̚ʊ˫ʎ˫ʇ˫̹	0-0Ɓ44�̹ŞŦƘĴŞĴşƀ̹Ĝşİ̹ňƀŹ̹ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̛̹ŵĴǭĴĪƀ̹
ƘĜŵňŦƄŹ̹ ňşǭƄĴşĪĴŹ̹ ŦĿ̹ rĴŹƀĴŵş̹ Ĝŵƀ˰̹ ŅŦƙĴƘĴŵ˦̹ ňƀ̹ ňŹ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ ƀŅĴŹĴ̹
şŦş̐ƙĴŹƀĴŵş̹ ƙŦŵŖŹ̹ ŲŦňşƀ̹ ƀŦ̹ Ĝ̹ ĪƄŘƀƄŵĴ̹ ňş̹ ƙŅňĪŅ̹ ƀŅĴ̹ ƙŵňƀňşŀ̹ ŲŘĜƟŹ̹ Ĝ̹
ŹňŀşňǬĪĜşƀ̹Ĝşİ̹ĪĴşƀŵĜŘ̹ŵŦŘĴ̹ňş̹ŅňŹƀŦŵƟ˫̹;ĴĴ̐BňňşňŦœĜ̹ƄşİĴŵŘňşĴŹ̹ƀŅĜƀ̹şŦş̐
rĴŹƀĴŵş̹ĴŘĴŞĴşƀŹ̹ňş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŅĴŵĴ̹ĜŵĴ̹ĜƀƀĜĪŅĴİ̹ƀŦ̹ƀŅĴ̹ňİĴşƀňƀƟ̹ňŹŹƄĴ˫̹
�ĪĪŦŵİňşŀ̹ ƀŦ̹ ŅĴŵ˦̹�ŵĜĩ̹ ĜŵƀňŹƀŹ̹ ĜǤŵŞ̹ ƀŅĜƀ̹ ňİĴşƀňƀƟ̹ ŅĜŹ̹ŞĜşƟ̹ ĜŹŲĴĪƀŹ̹
worth exploring, as a basis of the statements that “assertion of one’s 
ňİĴşƀňƀƟ̹ňŹ̹Ĝş̹ĜĪƀ̹ŦĿ̹ŹƄŵƘňƘĜŘ̛̹˾;ĴĴ̐BňňşňŦœĜ˦̹ʇʅʆʍ˥̹ʌʈ˿˫

;ĴĴ̐BňňşňŦœĜ̹ ˾ʇʅʆʍ˿̹ ĜŘŹŦ̹ ŞĴşƀňŦşŹ̹ ƀŅĜƀ̹ ƙŅĴş̹ �ŵĜĩňĪ̹ ĜŵƀňŹƀŹ̹ ǬŵŹƀ̹
stepped onto the international stage, they had ideas about western 
ŞĜŹƀĴŵŲňĴĪĴŹ̹Ĝşİ̹Ĝ̹şĴƙ̹ŹƀŵĴĜŞ̹ŦĿ̹ŞŦİĴŵş̹ĜƘĜşƀ̐ŀĜŵİĴ˫̹bŅĴƟ̹ƙĴŵĴ̹ĴƘĴş̹
ƀŵĜňşĴİ̹ ĜŹ̹rĴŹƀĴŵş̹ ĜŵƀňŹƀŹ˰̹ ŅŦƙĴƘĴŵ˦̹ ƀŅĴƟ̹ ĿĴŘƀ̹ ŞĜŵŀňşĜŘňƥĴİ̹ ĜŹ̹ ŞĴŵĴ̹
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ĿŦŵĴňŀş̹ňŞňƀĜƀŦŵŹ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ňƀ̹ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴƟ̹ŅĜİ̹ƀŦ̹Ǭşİ̹Ĝ̹
ƘňŹƄĜŘ̹ƘŦĪĜĩƄŘĜŵƟ̹ƀŦ̹ŵĴǭĴĪƀ̹ƀŅĴňŵ̹ĪƄŘƀƄŵĜŘ̹ ňİĴşƀňƀƟ̹ƀŅŵŦƄŀŅ̹ĪĜŘŘňŀŵĜŲŅƟ̹
ňş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ŞŦİĴŘŹ˦̹ƙŅňĪŅ̹ŹƀňŘŘ̹ŲŵĴŹĴŵƘĴ̹ƀŅĴ̹ŅĴŵňƀĜŀĴ˫

,ş̹ƀŅĴ̹ʆʎʍʅŹ̹Ĝşİ̹ʆʎʎʅŹ˦̹ƀŅĴŵĴ̹ƙňƀşĴŹŹĴİ̹ŹŦŞĴ̹ŹňŀşŹ̹ŦĿ̹ĪƄŘƀƄŵĜŘ̹ŵĴƘňƘĜŘ˦̹
ƀŅĴ̹ ŦŲĴşňşŀ̹ ŦĿ̹ �ŀƟŲƀ̝Ź̹ �ĜňŵŦ̹ HŲĴŵĜ̹ )ŦƄŹĴ̹ ĪŦŞŲŘĴƞ˦̹ Ĝ̹ ŞƄŹĴƄŞ̹ ŦĿ̹
modern art, concert halls, and galleries built with Japanese fund 
ŹƄŲŲŦŵƀ̹ ňş̹ ʆʎʍʉ˦̹ Ĝşİ̹ ƀŅĴ̹ ǬŵŹƀ̹ �ĜňŵŦ̹ �ňĴşşĜŘĴ̹ ƙĜŹ̹ ŅĴŘİ˫̹ �Ɵ̹ ƀŅĴ̹ Şňİ̐
ʆʎʎʅŹ˦̹ 7ŦŵİĜş̹ ŵĴĪĴňƘĴİ̹ ŵĴĿƄŀĴĴŹ̹ ĴŹĪĜŲňşŀ̹ ĿŵŦŞ̹ ĪŦşǭňĪƀ˦̹ Ĝşİ̹ ƀŅĴ̹ şĴƙ̹
ƙĜƘĴ̹ŦĿ̹ ,ŵĜşňĜş̹ĪňşĴŞĜ̹ĜŵŵňƘĴİ̹Ĝƀ̹ ƀŅĴ̹Ĵşİ̹ŦĿ̹ ƀŅĴ̹İĴĪĜİĴ˫̹�Ƅŵňşŀ̹ ƀŅňŹ̹
ŲĴŵňŦİ˦̹ƘĜŵňŦƄŹ̹ĜŵƀňŹƀŹ̹ŦşĪĴ̹ĜŀĜňş̹ĴŞňŀŵĜƀĴİ̹ƀŦ̹ƀŅĴ̹rĴŹƀ̹ĿŦŵ̹ĪĜŵĴĴŵŹ̹ňş̹
ƀŅĴ̹f9˦̹,ƀĜŘƟ˦̹Ŧŵ̹ƀŅĴ̹f[̹˾,ŹŹĜ˦̹�ĴŹƀĜŵ˦̹Λ̹TŦŵƀĴŵ˦̹ʇʅʆʋ˿˫

,ş̹ƀŅĴ̹ĴĜŵŘƟ̹ƟĴĜŵŹ̹ŦĿ̹ ƀŅĴ̹şĴƙ̹ĪĴşƀƄŵƟ˦̹ʇʅʅʅ̐ʇʅʆʊ˦̹ ƀŅĴŵĴ̹ƙĜŹ̹Ĝ̹ŀŵŦƙƀŅ̹
ňş̹ƀŅĴ̹ňşƀĴŵşĜƀňŦşĜŘ̹ŵĴĪŦŀşňƀňŦş̹ŦĿ̹ƀŅňŹ̹ŵĴŀňŦş̝Ź̹Ĝŵƀ˫̹rňƀŅ̹ƀŅĴ̹İĴŹňŵĴ̹ƀŦ̹
explore personal roots and cultural history, the younger generation 
employed script, using various media from neon to video, still 
ĪŦşĪĴŵşĴİ̹ ƙňƀŅ̹ ĪŦŞŞƄşňĪĜƀňŦş̹ ƙňƀŅ̹ ƀŅĴňŵ̹ ŲĴŦŲŘĴ˫̹ ,ƀ̹ ňŹ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹
until the twentieth century, a calligrapher in the Muslim world was 
şŦƀ̹ œƄŹƀ̹ ŹňŞŲŘƟ̹ Ĝ̹ŞĜŹƀĴŵ̹ ŦĿ̹ ƀŅĴ̹ ŲĴş̹ĩƄƀ̹ ĜŘŹŦ̹ Ĝş̹ ĜŵƀňŹƀ̹ ŲĜŵ̹ ĴƞĪĴŘŘĴşĪĴ˦̹
Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙĜŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ƀŅĴ̹ŞĜœŦŵ̹Ĝŵƀ̹ĿŦŵŞ̹̐ƙŅňĪŅ̹ŅĜŹ̹ĜŘŵĴĜİƟ̹
ŹƀĜŵƀĴİ̹ ƀŦ̹ ĩĴ̹ ĪŦşŹňİĴŵĴİ̹ ňş̹ ƀŅĴ̹ şňşĴƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ̹ ňş̹ ƀŅĴ̹rĴŹƀ̹ƙňƀŅ̹
ƀŅĴ̹ ŞŦİĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŞĴşƀňŦşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ ,,,˫̹ �ƘĴş̹ ƀŅĴ̹ �şŀŘňŹŅ̹
language distinguishes between the concept of writing and calligraphy; 
in the Arabic language, both here described by the word khatt, and 
ƀŅĴ̹ĴƘŦŘƄƀňŦş̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ňŹ̹ƀŵĜĪĴİ̹ĩĜĪŖ̹ƀŦ̹ƀŅĴ̹ĴňŀŅƀŅ̹ĪĴşƀƄŵƟ˫̹bŅĴ̹
Arabic and Persian scripts were assessed as the quality of abstraction 
Ĝşİ̹ ĴŹŹĴşƀňĜŘ̹ ĴŹŹĴşĪĴ̹ ŦĿ̹ ,ŹŘĜŞňĪ̹ Ĝŵƀ˫̹ �ĪĪŦŵİňşŀ̹ ƀŦ̹ ,ŹŹĜ˦̹ �ĴŹƀĜŵ˦̹ Ĝşİ̹
TŦŵƀĴŵ̹ ˾ʇʅʆʋ˿˦̹ ƀŅňŹ̹ ňŹŹƄĴ̹ ĴƞŲŘĜňşŹ̹ƙŅƟ̹ ƀŅĴ̹ ĜŵƀňŹƀ̹ ŦĿ̹ ƀŅňŹ̹ ŵĴŀňŦş̹ŅĜİ̹şŦ̹
İňǤĪƄŘƀƟ̹ĜŹŹňŞňŘĜƀňşŀ̹ƙĴŹƀĴŵş̹ĜĩŹƀŵĜĪƀ̹ĪŦşĪĴŲƀŹ̹Ĝşİ̹ĜİĜŲƀňşŀ̹ƀŅĴŞ̹ƀŦ̹
ƀŅĴňŵ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖŹ˫̹

bŦİĜƟ˦̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĜŵƀňŹƀŹ˦̹ ŲĜŵĜŘŘĴŘ̹ ƀŦ̹ ƀŅňŹ̹ ĿŦŵŞ̹ ŦĿ̹ Ĝŵƀ˦̹ ĪŵĴĜƀĴ̹
ƙŦŵŖŹ̹ ňşŹŲňŵĴİ̹ ĩƟ̹ ƀŅĴňŵ̹ ŵňĪŅ̹ ŅĴŵňƀĜŀĴ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹
ĪĴŘĴĩŵĜƀĴŹ̹ ƀŅĴ̹ ƘĴŵŹĜƀňŘĴ̹ ŹŅĜŲĴ̹ Ĝşİ̹ ĿŦŵŞŹ̹ ŦĿ̹ �ŵĜĩňĪ̹ ŘĴƀƀĴŵŹ˫̹ bŅŵŦƄŀŅ̹
ƀŅĴŹĴ̹ ŹƀĜƀĴŞĴşƀŹ˦̹ ƀŅĴ̹ ĜƀƀňƀƄİĴ̹ ĪĜş̹ ĩĴ̹ ƄşİĴŵŹƀŦŦİ˥̹ ̚,̹ ƙĜşƀĴİ̹ ƀŦ̹ ƀĜŖĴ̹
ĜİƘĜşƀĜŀĴ̹ŦĿ̹ƀŅĴ̹ŵňĪŅşĴŹŹ̹ŦĿ̹�ĜŹƀĴŵş̹Ĝŵƀ̹Ĝşİ̹Şňƞ̹ňƀ̹ƙňƀŅ̹rĴŹƀĴŵş̹Ĝŵƀ̹ƀŦ̹
ŲŵŦİƄĪĴ̹Ĝ̹ŹƟşƀŅĴŹňŹ̹ňş̹ƙŦŵŖŹ̹ƀŅĜƀ̹ƙŦƄŘİ̹ĩĴ̹ĜƘĜşƀ̐ŀĜŵİĴ̛̹˾;ĴĴ̐BňňşňŦœĜ˦̹
ʇʅʆʍ˥̹ ʌʉ˿˫̹ bŅĜƀ̹ ŞĴĜşŹ̹ ĪĜŘŘňŀŵĜŲŅňĪĜŘŘƟ̹ ĪŦŞŲŦŹĴİ̹ ƙŦŵİŹ̹ Ĝşİ̹ ŘĴƀƀĴŵŹ̹
ĩĴĪĜŞĴ̹ ƀŅĴ̹ ŵĴǭĴĪƀňŦş̹ ŦĿ̹ ŹĴŘĿ̐ŖşŦƙŘĴİŀĴ̹ ƀŦ̹ ĪŵĴĜƀĴ̹ ̚Ĝ̹ ƀŵƄŘƟ̹ ƄşňƘĴŵŹĜŘ̹
ŘĜşŀƄĜŀĴ̹ ŦĿ̹ ŀĴŦŞĴƀŵƟ˦̹ ŵŅƟƀŅŞ˦̹ ŲŵŦŲŦŵƀňŦş˦̹ ŹŲĜĪĴ˦̹ ŘňŀŅƀ̹ ĪŦŘŦŵ̛̹ ˾;ĴĴ̐
BňňşňŦœĜ˦̹ʇʅʆʍ˥̹ʌʉ˿˫̹�ĩŦƄƀ̹ƀŅĜƀ̹ňŹŹƄĴ˦̹ƀŅĴŵĴ̹ĜŵĴ̹ĜŘŹŦ̹ƘĜŵňŦƄŹ̹ĪŦşǭňĪƀŹ˦̹ĜŹ̹
stated at the beginning of this part, as in the Far Eastern contemporary 
approaches examined in Chapter IV and the contemporary western 
ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹

rŅĴş̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ ŲŵĴĿĴŵŹ̹ ƀŦ̹ şĴŀŘĴĪƀ̹ ƀŅĴ̹ ĪŘĜŹŹňĪĜŘ̹ ŲĴŵŹŲĴĪƀňƘĴ̹
and tries to create new things, even consisting of Arabic letters, 
according to traditionalists, it becomes something else rather than 
ĪĜŘŘňŀŵĜŲŅƟ˫̹ ,ƀ̹ ňŹ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ĪĜş̹ ŹƀňŘŘ̹ ĪŵĴĜƀĴ̹ şĴƙ̹
approaches within classical art as a part of the tradition by using 
İňǣĴŵĴşƀ̹ ĪŦŘŦŵŹ˦̹ ƀŵĜşŹŲĜŵĴşƀ̹ ňşŖ˦̹ Ŧŵ̹ şĴƙ̹ŞĜƀĴŵňĜŘŹ˫̹ bŅĴ̹ ĪŦŞŲŦŹňƀňŦş˦̹
colors, and materials may be changed; however, the innovation occurs 
ƙňƀŅňş̹ƀŅĴ̹ƀŵĜİňƀňŦş˫̹bŅĴ̹ŘĴƀƀĴŵŹ̹ƙňŘŘ̹ĩĴ̹ƀŅĴ̹ŹĜŞĴ̹ĴƞĴĪƄƀĴİ̹ňş̹ƀŅĴ̹ŲĜŹƀ˦̹

CHAPTER V. CALLIGRAPHIC TRADITION OF THE ARABIC SCRIPT AND ISLAMIC CALLIGRAPHY
 INFLUENCES ON CONTEMPORARY WESTERN CALLIGRAPHY
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ƙŅňĪŅ̹ ŹƀĜŵƀĴİ̹ ŲŵĜĪƀňĪĴİ̹ ƀŦİĜƟ̹ ˾�ĜŲŲĴŘŘĜŵň˦̹ ʇʅʆʌ˿˫̹ �ĩŦƄƀ̹ ƀŅĜƀ̹ ňŹŹƄĴ˦̹
as mentioned earlier, in western calligraphy, the debate was moving 
ĜŵŦƄşİ̹ƙŅĴƀŅĴŵ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ Ĝ̹ ŹĴŵƘĜşƀ̹ ŦĿ̹ Ĝ̹ ƀĴƞƀ˫̹rňƀŅŦƄƀ̹ ŘĴƀƀĴŵŹ̹ Ŧŵ̹
ƙŦŵİŹ˦̹ ňƀ̹ ňŹ̹ ŹƀňŘŘ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňş̹ ƀŅĴ̹ ƀƙĴşƀňĴƀŅ̹ ĪĴşƀƄŵƟ˫̹BŦ̹ŞĜƀƀĴŵ̹ŅŦƙ̹
abstract it may seem, the letter or the written word has always been a 
œƄŞŲňşŀ̐Ŧǣ̹ŲĜşĴŘ̹ĩƟ̹ŲŵŦƘňİňşŀ̹ŵĴĿĴŵĴşĪĴŹ̹ ňş̹İňǣĴŵĴşƀ̹ƙĜƟŹ˦̹Ĝşİ̹ĴƘĴş̹
ňş̹ŀĴŹƀƄŵĜŘ̹ƙŦŵŖŹ˦̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ƙŅŦ̹ŲŵĴŹĴŵƘĴİ̹ƀŅĴ̹ĜĪƀ̹ŦĿ̹ƙŵňƀňşŀ̹ĜŹ̹Ĝ̹
ĪŦşĪĴŲƀ̹Ĝşİ̹ňİĴĜ˦̹ĪŦşƀňşƄĴİ̹ƀŦ̹ĪĜŘŘ̹ƀŅĴňŵ̹ƙŦŵŖ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ŧŵ̹ƙŵňƀňşŀ˫

Once again, it should be underlined that it is evident that 
contemporary calligraphers search beyond the literal meaning of the 
ƙŦŵİ̹ĴŞŲŘŦƟĴİ̹ĿŦŵ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖ˫̹#Ŧŵ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹
who are primarily inspired by the traditional practices, the history, 
and the evolution of calligraphy, it is indispensable to have been 
İĴĴŲŘƟ̹ ňşǭƄĴşĪĴİ̹ ĩƟ̹ ŦƀŅĴŵ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦşŹ̹ Ĝşİ̹ ŲŵĜĪƀňĪĴŹ̹ ƙňƀŅ̹
ƀŅĴ̹ ĜňŞ̹ ŦĿ̹ ĪŵĴĜƀňşŀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙŦŵŖŹ̹ ƀŅĜƀ̹ ĪŦşƀĜňş̹ İňǣĴŵĴşƀ˦̹ ŞŦŵĴ̹
original and personal experiences with a high-pitched expression and 
ňşƀĴŵŲŵĴƀĜƀňŦş˫̹ �Ź̹ ƙňŘŘ̹ ĩĴ̹ ĿŵĜŞĴİ̹ Ĝşİ̹ ƄşİĴŵŘňşĴİ˦̹ ƀŅĴ̹ İĴƀĴŵŞňşňşŀ̹
ĪŵňƀĴŵňĜ̹ ĿŦŵ̹ ƀŅĴ̹ƙŦŵŖ̹ ĜĩŦƄƀ̹ ĩĴňşŀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŹŅŦƄŘİ̹ ĩĴ̹ ŵĴ̐ĴƘĜŘƄĜƀĴİ̹
and reviewed; since the attitude of contemporary calligraphy is beyond 
the limitation of the tradition, the criteria and approaches to assess the 
ƙŦŵŖŹ̹ĜŘŹŦ̹ŅĜƘĴ̹ƀŦ̹ĩĴ̹ĩĴƟŦşİ̹ƀŅĴ̹ƀŵĜİňƀňŦşĜŘ̹ĿŵĜŞĴ˫

In order to better understand the contemporary approaches in this 
ŀĴşŵĴ˦̹ǬŵŹƀ˦̹ňƀ̹ƙňŘŘ̹ĩĴ̹ĜŲŲŵŦŲŵňĜƀĴ̹ƀŦ̹ŞĴşƀňŦş̹ƀŅĴ̹ňŞŲĜĪƀ̹ŦĿ̹ƙĴŹƀĴŵş̹Ĝŵƀ˰̹
ƀŅĴş˦̹ƀŅĴ̹ĜŵƀňŹƀňĪ̹ŞŦƘĴŞĴşƀ̹ĪĜŘŘĴİ̹ŅƄŵƄǬƟƟĜ̹ƀŅĜƀ̹ňŹ̹ŅňŀŅŘƟ̹şŦƀĴƙŦŵƀŅƟ̹
to discuss, in which calligraphy manifests itself through one of the 
most diverse ways as modern abstract art˫̹

5.9.1. The impact of Western art on the Middle Eastern 
calligraphy practices

AĜƘŵĜŖňŹ̹ ˾ʇʅʆʈ˿̹ ŞĴşƀňŦşŹ̹rĴŹƀĴŵş̹ ňşǭƄĴşĪĴ̹ Ŧş̹ ,ŹŘĜŞňĪ̹ Ĝŵƀ̹ ŹƀĜŵƀĴİ̹ ňş̹
the mid to late nineteenth century with al-Nahda, which refers to the 
�ŵĜĩňĜş̹ŵĴşĜňŹŹĜşĪĴ̹Ĝşİ̹ƀŅĴ̹�ƄŵŦŲĴĜş̹ĪŦŘŦşňƥĜƀňŦş̹ŦĿ̹ƀŅĴ̹AňİİŘĴ̹�ĜŹƀ˫̹
,ƀ̹ŵĴŲŵĴŹĴşƀŹ̹Ĝ̹ŲĴŵňŦİ̹ŦĿ̹ƀŅĴ̹ŵĴƘňƘĜŘ̹ŦĿ̹ƀŵĜİňƀňŦşĜŘ̹ŘňƀĴŵĜƀƄŵĴ̹Ĝşİ̹ŲŦĴƀŵƟ˫̹
,ƀ̹ ƙĜŹ̹ Ĝ̹ ƀňŞĴ̹ ŦĿ̹ ĴşŘňŀŅƀĴşŞĴşƀ̹ ĪƄŘƀƄŵĜŘŘƟ̹ ƀŅĜƀ̹ ǭŦƄŵňŹŅĴİ̹ ňş̹ �ŵĜĩňĪ̐
ŹŲĴĜŖňşŀ̹ŵĴŀňŦşŹ̹ŦĿ̹ƀŅĴ̹HƀƀŦŞĜş̹�ŞŲňŵĴ˦̹�ŀƟŲƀ˦̹;ĴĩĜşŦş˦̹Ĝşİ̹[ƟŵňĜ˫̹ ,ƀ̹
encouraged the artist to employ western traditions and aesthetics due 
ƀŦ̹ĪŦŘŦşňƥĜƀňŦş˫̹ ,ƀ̹ ňŹ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ƙňƀŅ̹al-Nahda, various Islamic artifacts 
continued to be produced, but most of the forms started to be replaced 
ĩƟ̹rĴŹƀĴŵş̹Ĝŵƀ̹ĿŦŵŞŹ˫̹,ƀ̹ňŹ̹ĜŘŹŦ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ňşŹƀňƀƄƀňŦşŹ̹ŦĿ̹ĴİƄĪĜƀňŦş̹Ĝşİ̹
Ĝŵƀ̹ŹŦĪňĴƀňĴŹ̹ŹƀĜŵƀĴİ̹ŲŵŦŞŦƀňşŀ̹rĴŹƀĴŵş̹Ĝŵƀ̹ ňş̹ƀŅĴ̹AňİİŘĴ̹�ĜŹƀ˫̹�ƀ̹ƀŅĜƀ̹
time, European instructors started to teach courses in drawing, painting, 
and perspectives in the institutions, while art societies exhibited the 
rĴŹƀĴŵşňƥĴİ̹ƙŦŵŖ̹ŦĿ̹�ŵĜĩ̹ĜŵƀňŹƀŹ̹ƀŦ̹ƀŅĴ̹ŲƄĩŘňĪ̹˾AĜƘŵĜŖňŹ˦̹ʇʅʆʈ˿˫

�ĪĪŦŵİňşŀ̹ƀŦ̹TƄĴŵƀĜ̹ ˾ʇʅʆʋ˿˦̹ ňş̹ƀŅĴ̹ŞňİİŘĴ̹ŦĿ̹ƀŅĴ̹ƀƙĴşƀňĴƀŅ̹ĪĴşƀƄŵƟ̹Ĝşİ̹
shortly before, Arab and Muslim artists had a desire to renew the plastic 
arts of their respective origin with genuine components of their artistic 
ƀŵĜİňƀňŦş̹ Ĝşİ̹ ĴŞŲŘŦƟ̹ ƀŅĴ̹ ƀĴĪŅşňŴƄĴŹ˦̹ ŲŵŦĪĴŹŹĴŹ˦̹ Ĝşİ̹ rĴŹƀĴŵş̹ ĜƘĜşƀ̐
garde points of view that they started to be in contact with through 
ƘĜŵňŦƄŹ̹ ĪŅĜşşĴŘŹ˫̹ �ĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ƀŅĴ̹ ŹňŀşŹ̹ ŦĿ̹ �ŵĜĩ̹ ƙŵňƀňşŀ̹ ĩƄňŘƀ̹ Ĝ̹
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vast capacity to assume the various graphic and contemporary plastic 
explorations from the beginning as a fundamental element of identity 
ƙňƀŅ̹ƀŅĴ̹ŹĴĜŵĪŅ̹ĿŦŵ̹şĴƙ̹ƀĴĪŅşňŴƄĴŹ˦̹ĿŦŵŞŹ˦̹Ĝşİ̹ĪŦşƀĴşƀŹ˫̹bŅňŹ̹ŹňƀƄĜƀňŦş̹
encouraged the movement called #0-0Ɓ4�#, which will be mentioned in 
the following part, a term that refers to a new art form that emerged 
in the modern Middle East due to struggles between expressing and 
ŵĴǭĴĪƀňşŀ̹ƀŅĴ̹ĪƄŘƀƄŵĜŘ̹ŅĴŵňƀĜŀĴ̹Ĝşİ̹ƀŅĴ̹rĴŹƀĴŵş̹ĴƞŲĴŵňĴşĪĴ̹ƀŅĜƀ̹ĜŵƀňŹƀŹ̹
ŅĜİ˫̹ ,ƀ̹ŹŲŵĴĜİ̹Ĝşİ̹İĴƘĴŘŦŲĴİ̹ƀŅŵŦƄŀŅŦƄƀ̹ƀŅĴ̹�ŵĜĩ̹rŦŵŘİ̹Ĝşİ̹,ŵĜş˫̹bŅĴ̹
İŦŞňşĜşƀ̹ ĿĴĜƀƄŵĴ̹ƙĜŹ̹ ̚ŲĜňşƀňşŀ̹ƙňƀŅ̹ ŘĴƀƀĴŵŹ̛̹ ˾,ŹŹĜ˦̹ �ĴŹƀĜŵ˦̹ Ĝşİ̹ TŦŵƀĴŵ˦̹
ʇʅʆʋ˥̹ʆʋ˿̹Ŧŵ̹ňş̹ƀŅĴ̹ʆʎʋʅŹ̹Ĝşİ̹ʆʎʌʅŹ̹ƙňƀŅ̹ǬŵŞ̹ŘňŞňƀĜƀňŦşŹ̹ňş̹Ĝ̹ĿŦŵŞĜŘ̹ĜŹ̹Ĝ̹
ƘňƀĜŘ̹ĿŦŵŞ̹ŦĿ̹ŞŦİĴŵş̹ĜŵƀňŹƀňĪ̹ĴƞŲŵĴŹŹňŦş̹˾,ĩňİ˫˿˫

It reminds the Far Eastern calligraphy practices held in Chapter IV 
Ĝşİ̹ŅŦƙ̹ƀŅĴƟ̹ŲĴŵĪĴňƘĴ̹ƀŅĴ̹ƙŵňƀƀĴş̹ƙŦŵİ̹ĜŹ̹Ĝ̹ŲĜňşƀĴİ̹Źňŀş˫̹,ş̹ƀŅĜƀ̹ĪĜŹĴ˦̹
the main tool is the brush which seems to be the dominant feature 
ňş̹ ňşƀĴŵŲŵĴƀňşŀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ ŲĜňşƀĴİ̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ ƙŵňƀňşŀ˫̹ ,ş̹ ŦƀŅĴŵ̹
ƙŦŵİŹ˦̹ ƀŅĴ̹ĪŅĜŵĜĪƀĴŵ̝Ź̹ŲňĪƀŦŵňĜŘ̹ ĿĴĜƀƄŵĴ̹ŹĴĴŞŹ̹ƀŦ̹ĩĴ̹ ƀŅĴ̹ŹĴĪŦşİ˫̹)ĴŵĴ˦̹
in the case of calligraphy with Arabic script and Islamic calligraphy, 
particularly with the #0-0Ɓ44�# movement, calligraphic painting, even 
not executed with the brush, is still preferred to indicate as an act of 
ŲĜňşƀňşŀ˫̹,ƀ̹ŅĜŹ̹ƀŦ̹ĩĴ̹ĪŦşŹňİĴŵĴİ̹ƀŅĜƀ̹ƀŅĴ̹ŲňĪƀŦŵňĜŘ̹ŲŦƙĴŵ̹ŦĿ̹ƀŅĴ̹�ŵĜĩňĪ̹
letter and its potential, as well as the Far Eastern characters, provide a 
ŹŲĜĪĴ̹ĿŦŵ̹ĜŵƀňŹƀŹ̹ƀŦ̹ĴƞŲĴŵňŞĴşƀ̹ňş̹ƀŅĜƀ̹ŹĴşŹĴ˫̹

On the other hand, the abstract nature of both traditions, even 
İňǣĴŵĴşƀŘƟ˦̹ŹƀňŘŘ̹ŹƄŲŲŦŵƀŹ̹ƀŅĴ̹ĜŵƀňŹƀŹ̝̹ĴƞŲĴŵňŞĴşƀ̹ňş̹ƀŅĴ̹şĜŞĴ̹ŦĿ̹ĜŵƀňŹƀňĪ̹
expressions, which seems to load value more than the meaning that the 
ƙŵňƀƀĴş̹ƀĴƞƀ̹ĪĜş̹ĪŦşƘĴƟ˫̹,ƀ̹ŞĜƟ̹ŘĴĜİ̹ƄŹ̹ƀŦ̹ƄşİĴŵŹƀĜşİ̹ƀŅĴ̹ŲŵĴĿĴŵĴşĪĴ̹ŦĿ̹
Meulman, one of the contemporary calligraphers, who will be examined 
ňş̹�ŅĜŲƀĴŵ̹q,˦̹ƙŅŦ̹ŲŵĴĿĴŵŹ̹ƀŦ̹ĪĜŘŘ̹ŅňŞŹĴŘĿ̹Ĝ̹ŲĜňşƀĴŵ˫̹)Ĵ̹ŹƄŀŀĴŹƀŹ̹ŞŦŵĴ̹
than the semantic meaning of the text or the word that can convey, 
Ĝşİ̹ ĜŲŲĜŵĴşƀŘƟ˦̹ ŅĴ̹ ĴƞŲĴĪƀŹ̹ Ĝ̹ İňǣĴŵĴşƀ̹ Ŗňşİ̹ ŦĿ̹ ŵĴĜİňşŀ̹ ĜĪƀ̹ ĿŵŦŞ̹ ŅňŹ̹
ĜƄİňĴşĪĴŹ˫̹ bŅňŹ̹ ĿĴĜƀƄŵĴ̹ ĪĜş̹ ĩĴ̹ ĴşĪŦƄşƀĴŵĴİ̹ ňş̹ ĩŦƀŅ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹
Ĝşİ̹ AňİİŘĴ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŘŞŦŹƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ ĩĴŀňşşňşŀ˦̹ ƀŅĜşŖŹ̹
to the pictographic nature of the characters and the perception of 
writing that is loaded with various values mentioned in Chapters IV 
Ĝşİ̹q˫̹)ŦƙĴƘĴŵ˦̹ňƀ̹ŲŵŦĩĜĩŘƟ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ĿŦŵ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
ŲŵĜĪƀňĪĴŹ̹ňş̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹şŦƀ̹ĩĴĿŦŵĴ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ŲŵĜĪƀňĪĴŹ̹
ƀŅĜƀ̹ ĜŵĴ̹ ŞĴşƀňŦşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,˦̹ ƄşİĴŵ̹ ƀŅĴ̹ ňşǭƄĴşĪĴŹ̹ ŦĿ̹ ĩŦƀŅ̹ #Ĝŵ̹
�ĜŹƀĴŵş̹ Ĝşİ̹ AňİİŘĴ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦş˫̹ bŅňŹ̹ ňŹŹƄĴ̹ ƙňŘŘ̹
be understood more accurately after examining the contemporary 
ŲŵĜĪƀňĪĴŹ̹ŦĿ̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹

5.9.2. 	0-0Ɓ44� movement and its characteristics

	0-0Ɓ44�� means alphabet letters derived from the Arabic term huruf˫̹
rŅĴş̹ ƀŅňŹ̹ ƀĴŵŞ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ŵĴĿĴŵ̹ ƀŦ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ Ĝrt movement, 
it underlined the references to the medieval system of mastering 
consisting of political theology and practices with letters, which were 
ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ŲŵňŞňƀňƘĴ̹ ŹňŀşňǬĴŵŹ̹ ŦĿ̹ ƀŅĴ̹ ĪŦŹŞŦŹ˫̹ ,ƀ̹ ňŹ̹ ĜŘŹŦ̹ ŖşŦƙş̹ ĜŹ̹
the �'ĺ#0-0Ɓ44�#� (*1 ( )/ or al-huruf al-nuraniya (luminous letters, 
ĪŅĜŵĜĪƀĴŵŹ˿˦̹ƙŅňĪŅ̹ŞĴĜşŹ̹ƄŹňşŀ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŦĿ̹Ĝş̹ĜĩŹƀŵĜĪƀ̹ĜŵƀƙŦŵŖ̹
ĜŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŀŵĜŲŅňĪ̹ĴŘĴŞĴşƀŹ̹ƄŹĴİ̹˾TƄĴŵƀĜ˦̹ʇʅʆʋ˿˫̹



ʈʋʇ

In 	0-0Ɓ44�, the calligrapher attempts to experiment and use 
ĪĜŘŘňŀŵĜŲŅƟ̹ ĩƟ̹ ĴƞŲŘŦŵňşŀ̹ ƀŅĴ̹ ŲŘĜŹƀňĪ̹ ŲŦŹŹňĩňŘňƀňĴŹ̹ ŦĿ̹ ǬŀƄŵĴŹ̹ ƀŅĜƀ̹ ŅĴŘŲ̹
ƀŦ̹ İňƘĴŵŹňĿƟ̹ ĿŵŦŞ̹ ŦƀŅĴŵ̹ ĜŘŲŅĜĩĴƀŹ˫̹ ,ƀ̹ ňŹ̹ Ĝ̹ ĿŦŵŞ̹ ƀŅĜƀ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ ƀŅĴ̹
traditional understanding of Islamic calligraphy and the precepts 
ŦĿ̹ ŞŦİĴŵş̹ Ĝŵƀ˫̹ bŅŵŦƄŀŅ̹ ƀŅĴŹĴ̹ ĿĴĜƀƄŵĴŹ˦̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ İĴŹňŵĴŹ̹ ƀŦ̹
ĪŵĴĜƀĴ̹Ĝ̹ŹŲĴĪňǬĪ̹ŘĜşŀƄĜŀĴ̹ƀŅĜƀ̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹ĪƄŘƀƄŵĴ˦̹ƙŅňĪŅ̹ƀŵĜİňƀňŦşĜŘŘƟ̹
refers to the bound with strict rules, trained with a master for many 
ƟĴĜŵŹ̹ƀŦ̹ĜĪŴƄňŵĴ̹ƀŅĴ̹ƀĴĪŅşňŴƄĴŹ̹Ĝşİ̹ƀŅĴ̹ŵƄŘĴŹ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹rňƀŅ̹ƀŅĴ̹
contemporary attitude, it is said that these rules are extended or even 
ĩŵŦŖĴş˦̹ ƙŅňĪŅ̹ ĜŘŘŦƙŹ̹ ĜŵƀňŹƀŹ̹ ƀŦ̹ ĴƞŲĴŵňĴşĪĴ̹ ĜŘƀĴŵĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ �ŵĜĩňĪ̹
ŘĴƀƀĴŵŹ˫̹)ĴşĪĴ˦̹ƀŅĴ̹#0-0Ɓ44� movement is assessed as a new identity and 
art movement that Middle Eastern calligraphers created when gaining 
independence from European colonial powers, which causes the idea of 
�ƄŵŦŲĴĜş̹ĪƄŘƀƄŵĴ̝Ź̹ ŹƄŲĴŵňŦŵňƀƟ˫̹ ,ş̹ ƀŅĴ̹ŞĴĜşƀňŞĴ˦̹ ňƀ̹ ňŹ̹ ĜŘŹŦ̹ƄşİĴŵŘňşĴİ̹
ƀŅĜƀ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ ĩĴŀĜş̹ ƀŦ̹ ŵĴĜŘňƥĴ̹ ƀŅĴ̹ ňŞŲŦŵƀĜşĪĴ̹ ŦĿ̹ ƀŅĴňŵ̹ Ŧƙş̹
ĪƄŘƀƄŵĜŘ̹ŅĴŵňƀĜŀĴ˫̹�Ź̹ Ĝ̹ ŵĴŹƄŘƀ˦̹ ŹĴĜŵĪŅňşŀ̹ ĿŦŵ̹ Ĝş̹ĜƄƀŅĴşƀňĪ̹ ĪƄŘƀƄŵĜŘ̹ Ĝşİ̹
şĜƀňŦşĜŘ̹ňİĴşƀňƀƟ̹ĩĴŀĜş̹ŵĴƘňƘňşŀ̹ƀŵĜİňƀňŦşĜŘ̹Ĝŵƀ̹ĿŦŵŞŹ˫̹#ƄŵƀŅĴŵŞŦŵĴ˦̹ƀŅĴ̹
basis of the #0-0Ɓ44�# moment is the usage of Arabic script, a traditional 
Ĝŵƀ̹ĿŦŵŞ̹ŵĴƘňƘĴİ˫̹�ŦŲƟňşŀ̹ƀŅĴ̹ƘĴŵŹĴŹ̹ŦĿ̹ƀŅĴ̹VƄŵ̝Ĝş̹Ŧŵ̹ŦƀŅĴŵ̹ƀĴƞƀŹ̹ňŹ̹ĜŘŹŦ̹
a part of a tradition that passes from generation to generation; however, 
this is abandoned by #0-0Ɓ44�#, rather, an artistic experiment with the 
Arabic language, letters, or text as a visual element of a composition is 
ĴşĪŦƄŵĜŀĴİ˫̹)ĴşĪĴ˦̹ňƀ̹ňŹ̹ĪŅŦŹĴş̹ƀŦ̹ĴƞŲŵĴŹŹ̹ƀŅĴ̹ĪƄŘƀƄŵĜŘ̹ňİĴşƀňƀƟ̹ƙňƀŅ̹ƀŅĴ̹
�ŵĜĩňĪ̹ŹĪŵňŲƀŹ̹ĴŞŲŘŦƟĴİ̹ĜŹ̹Ĝ̹ŹƄĩœĴĪƀ̹˾TƄĴŵƀĜ˦̹ʇʅʆʋ˿˫̹

,ƀ̹ ňŹ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ rĴŹƀĴŵş̹ Ĝŵƀ̹ ƙĜŹ̹ ĜŘŹŦ̹ ňşǭƄĴşĪĴİ̹ ĩƟ̹ ƀŅĴ̹ #0-0Ɓ44� 
ŞŦƘĴŞĴşƀ˦̹ şĜŞĴŘƟ̹ ĪƄĩňŹƀ̹ ŲĜňşƀĴŵ̹ $ĴŦŵŀĴŹ̹ �ŵĜŴƄĴ̹ ˾ʆʍʍʇ̐ʆʎʋʈ˿˦̹ ĜŹ̹ƙĴŘŘ̹
ĜŹ̹ƙŦŵŖŹ̹ĩƟ̹TňĴƀ̹AŦşİŵňĜş̹˾ʆʍʌʇ̐ʆʎʉʉ˿˦̹AĜƞ̹�ŵşŹƀ̹˾ʆʍʎʆ̐ʆʎʌʋ˿˦̹7ŦĜş̹Aňŵŧ̹
˾ʆʍʎʈ̐ʆʎʍʈ˿˦̹�ŵƄĪĴ̹BĜƄŞĜş̹˾ĩ˫̹ʆʎʉʆ˿˦̹Ĝşİ̹TĜƄŘ̹9ŘĴĴ̹˾ʆʍʌʎ̐ʆʎʉʅ˿̹˾,ĩňİ˫˿˫̹

bŅĴ̹ ,ŵĜŴň̹ ĜŵƀňŹƀ̹ AĜİňŅĜ̹ HŞĜŵ̹ ˾ʆʎʅʍ̐ʇʅʅʊ˿̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹
ǬŵŹƀ̹AňİİŘĴ̹ �ĜŹƀĴŵ̹ ĜŵƀňŹƀŹ̹ ƀŅĜƀ̹ ňşǭƄĴşĪĴİ̹ ŅĴŵ̹ Ŧƙş̹ ƀňŞĴ̹ ƀŅĜƀ̹ ŘĴİ̹ ƀŅĴ̹
#0-0Ɓ44�#̹ ŞŦƘĴŞĴşƀ̹ ƙňƀŅ̹ ŅĴŵ̹ ƄŹĜŀĴ̹ ŦĿ̹ �ŵĜĩňĪ̹ ŹĪŵňŲƀ̹ ƙňƀŅ̹ rĴŹƀĴŵş̹
ňşǭƄĴşĪĴŹ˫̹[ŅĴ̹ƙĜŹ̹Ĝş̹ĜĪƀňƘĴ̹ĜŵƀňŹƀ̹ ňş̹ ƀŅĴ̹f˫[˫̹Ĝşİ̹�ĜŀŅİĜİ̹ ĿŵŦŞ̹ƀŅĴ̹
Şňİ̐ʆʎʉʅŹ̹Ĝşİ̹ňŹ̹ĪŵĴİňƀĴİ̹ĜŹ̹ƀŅĴ̹ŲňŦşĴĴŵ̹ŦĿ̹ƀŅňŹ̹ŞŦƘĴŞĴşƀ˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹
ĜĿƀĴŵ̹ Ĝş̹ ĴƞŅňĩňƀňŦş̹ ŦĿ̹ ŘĴƀƀĴŵŹ̹ ňş̹ rĜŹŅňşŀƀŦş˦̹ �˫�˫˦̹ ňş̹ ʆʎʉʌ˫̹ ,ƀ̹ ƙĜŹ̹
ĜŹŹĴŹŹĴİ̹ĜŹ̹̚ƀŅĴ̹ŘňĩĴŵĜƀňŦş̹ĿŵŦŞ̹ƀŅĴ̹ƙŦŵİ̛̹˾;ĴĴ̐BňňşňŦœĜ˦̹ʇʅʆʍ˥̹ʌʈ˿˫̹

HŞĜŵ̝Ź̹ĴƞŅňĩňƀňŦş̹ƙĜŹ̹ĜŘŹŦ̹ĴşƀňƀŘĴİ̹̚�ĩŹƀŵĜĪƀ̹ňŞĜŀĴŹ̹ŦĿ̹�ŵĜĩňĪ̹ŘĴƀƀĴŵŹ̛̹
ňş̹ʆʎʉʎ̹Ĝƀ̹ƀŅĴ̹�ŦŵĪŦŵĜş̹AƄŹĴƄŞ̹ňş̹rĜŹŅňşŀƀŦş˦̹ƙňƀŅ̹Ĝ̹ŞĜşňĿĴŹƀĜƀňŦş̹
in English that was published with the title “Arabic Calligraphy, an 
ĴŘĴŞĴşƀ̹ ŦĿ̹ ňşŹŲňŵĜƀňŦş̹ ňş̹ ĜĩŹƀŵĜĪƀ̹ Ĝŵƀ̛̹ ˾TƄĴŵƀĜ̹ qŊŘĪŅĴƥ˦̹ ʇʅʆʋ˥̹ ʆʋʈ˿̹
consists of the visual, mathematical dimension of the arabesque with a 
ŞƟŹƀňĪĜŘ̹ŹŲňŵňƀ̹ƀŅĜƀ̹ŹƟŞĩŦŘňƥĴŹ̹ƀŅĴ̹ƙňİĴ̹ƘĜŵňĴƀƟ̹ŦĿ̹�ŵĜĩňĪ̹ƙŵňƀňşŀ̹ŵĴĿĴŵŹ̹
ƀŦ̹ňƀŹ̹ŵŦŦƀŹ̹˾,ĩňİ˫˿˫

#ňŀ˫̹ʈʇ̹ňŘŘƄŹƀŵĜƀĴŹ̹ƀŅĜƀ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ƙŦŵŖŹ̹ŦĿ̹AĜİňŅĜ̹HŞĜŵ̹ĩĴŘŦşŀŹ̹ƀŦ̹ʆʎʌʍ˫̹
,ƀ̹ƀĜŖĴŹ̹ĜƀƀĴşƀňŦş̹ƙňƀŅ̹ ňƀŹ̹ ĿŦŵŞŹ̹ŦĿ̹ƀŅĴ̹ƙŦŵŖ̹ƀŅĜƀ̹ŵĴŞňşİ̹ƀŅĴ̹ĪƄŵƘĴŹ̹ŦĿ̹
the form of Arabic script with turns and dots used above and below the 
ŘĴƀƀĴŵ˫̹,ƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴ̹�ŵĜĩňĪ̹ŘĴƀƀĴŵŹ̹ƙĴŵĴ̹ƀŅĴ̹ŲŵňŞĜŵƟ̹ŹŦƄŵĪĴ̹
ĿŦŵ̹ŅĴŵ̹ĜĩŹƀŵĜĪƀ̹ŲŵĜĪƀňĪĴŹ̹ƀŦ̹ŵĴǭĴĪƀ̹ƀŅĴ̹ĴƞŲŵĴŹŹňƘĴ̹ňŞĜŀĴŹ̹ƀŅŵŦƄŀŅ̹ŹňŞŲŘĴ̹
ĿŦŵŞŹ˫̹bŅĴ̹ƙŦŵŖ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ĪƄŵƘĴİ̹ŘňşĴŹ̹ƀŅĜƀ̹ĜŵĴ̹ĪŘĜňŞĴİ̹ƀŦ̹ŵĴŹĴŞĩŘĴ̹ƀŅĴ̹
Arabic letter ayn̹˾#ňŀ˫̹ʆʋ˿˫



ʈʋʈ

Fig. 32. Untitled, Madiha Umar, 
1978, watercolour on paper, 
Source: Barjeel art Foundation, 
barjeelartfoundation.org/
collection/madiha-umar-
untitled/, access: 15.02.2020.

�ĪĪŦŵİňşŀ̹ ƀŦ̹ HŞĜŵ̝Ź̹ ŹƀĜƀĴŞĴşƀ˦̹ ňƀ̹ ŹňŀşňǬĴŹ̹ ƀƙŦ̹ ƘňƀĜŘ̹ ŞĴĜşňşŀŹ̹ ňş̹
�ŵĜĩňĪ̹̚Ĝ̹ŹŲŵňşŀ̹ŦĿ̹ƙĜƀĴŵ̹Ĝşİ̹ƀŅĴ̹ĴƟĴ̹ƙňƀŅ̹ƙŅňĪŅ̹ŲĴŦŲŘĴ̹ŹĴĴ̛̹˾AĜƘŵĜŖňŹ˦̹
ʇʅʆʈ˥̹ şŲ˫˿˫̹ AĜŵƘĜŖňŹ̹ ŅĴŵĴ̹ ƄşİĴŵŘňşĴŹ̹ Ĝ̹ ŵĴŹĴŞĩŘĜşĪĴ̹ Ĝşİ̹ ŲŵŦĩĜĩŘƟ̹
ňşǭƄĴşĪĴİ̹ ĩƟ̹ŞŦİĴŵş̹ƙĴŹƀĴŵş̹ Ĝŵƀ̹ ĪŦşŹňİĴŵňşŀ̹ ƀŅĴ̹ ƄşİĴŵŹƀĜşİňşŀ̹ ŦĿ̹
ĪŦŞŲŦŹňƀňŦş̹ Ĝşİ̹ ƀŅĴ̹ ĪŦŘŦŵ̹ ŲŵĴĿĴŵĴşĪĴ˦̹ ŹƄĪŅ̹ ĜŹ̹ 7ŦĜş̹Aňŵŧ̹ ˾ʆʍʎʈ̐ʆʎʍʈ˿˦̹
ŦşĴ̹ŦĿ̹ƀŅĴ̹şŦƀĜĩŘĴ̹şĜŞĴŹ̹ŦĿ̹ƀŅĴ̹ƀƙĴşƀňĴƀŅ̐ĪĴşƀƄŵƟ̹ŲĜňşƀňşŀ˫̹

#ňŀ˫̹ʈʈ̹ňŘŘƄŹƀŵĜƀĴŹ̹ŦşĴ̹ŦĿ̹Aňŵŧ̝Ź paintings that reveals his mystical red 
Ĝşİ̹ ĩŘĜĪŖ̹ ĪŵĴĜƀƄŵĴŹ̹ ŞŦŹƀŘƟ̹ ŵĴǭĴĪƀ̹ ŅňŹ̹ ňŞĜŀňşĜƀňŦş˫̹ bŅĴ̹ ŀĴŦŞĴƀŵňĪĜŘ̹
and compositional concern here probably resembles Madiha Omar, 
who also put her attention to geometrical shapes, spaces, and color 
ƀŅŵŦƄŀŅ̹ƀŅĴ̹ŵĴĿĴŵĴşĪĴ̹ƀŦ̹�ŵĜĩňĪ̹ŘĴƀƀĴŵŹ˫

Fig. 33. Nocturne, Joan Miró, 
1940, Tempera, gouache, egg, 
oil, and pastel on paper, Source: 
The Artchive, artchive.com/
artchive/m/miro/nocturne.jpg.
html, access: 15.02.2020.

[ŅĜŖňŵ̹)ĜŹŹĜş̹ ĜŘ̐[Ĝňİ̹ ˾ʆʎʇʊ̐ʇʅʅʉ˿̹ ňŹ̹ ĜşŦƀŅĴŵ̹ ŲňŦşĴĴŵňşŀ̹ ĜŵƀňŹƀ̹ ŦĿ̹ ƀŅĴ̹
#0-0Ɓ44�# movement of the second half of the twentieth century, 
assessed one of the fathers of modern art in Iraq with an innovative 
Ĝşİ̹ňşǭƄĴşƀňĜŘ̹ĜƀƀňƀƄİĴ̹ĜŹ̹Ĝ̹ŲĜňşƀĴŵ˦̹ŹĪƄŘŲƀŦŵ˦̹Ĝşİ̹ƙŵňƀĴŵ̹ ˾,ŹŹĜ˦̹�ĴŹƀĜŵ˦̹
Ĝşİ̹TŦŵƀĴŵ˦̹ʇʅʆʋ˿˫



ʈʋʉ

TƄĴŵƀĜ̹ ˾ʇʅʆʋ˿̹ ŞĴşƀňŦşŹ̹ ĜŘ̐[Ĝňİ̝Ź̹ ŵĴŘĜƀňŦşŹ̹ ƙňƀŅ̹ [ƄǬŹŞ˦̹ ƙŅňĪŅ̹ ňŹ̹ şŦƀ̹
œƄŹƀ̹ ňşƀĴŘŘĴĪƀƄĜŘ̹ Ŧŵ̹ ĜŵƀňŹƀňĪ̹ ĩƄƀ̹ ĜŘŹŦ̹ ŲŵŦĿŦƄşİŘƟ̹ ƘňƀĜŘ̹ ƀĴŹƀňŞŦşƟ̹ ŦĿ̹ ŅňŹ̹
ƙŵňƀňşŀŹ̹ Ĝşİ̹ ŲĜňşƀňşŀŹ˫̹ bŅĴ̹ ŦşĴşĴŹŹ̹ ŦĿ̹ ,ŹŘĜŞ̹ ˾tawhid˿˦̹ ĜĩŹƀŵĜĪƀňŦş̹
(tagrid˿˦̹ ĜŹĪĴşŹňŦş̹ ˾‘urug˿˦̹ Ĝşİ̹ ƀŅĴ̹ ŞŦƘĴŞĴşƀ̹ ˾haraka˿̹ ĜŵĴ̹ ƀŅĴ̹ ŅňŀŅŘƟ̹
ŹňŀşňǬĪĜşƀ̹ĪŦşĪĴŲƀŹ̹ŦĿ̹[ƄǬŹŞ̹ ňş̹ ƀŅĜƀ̹ŹĴşŹĴ̹ ƀŅĜƀ̹ŲŵŦƘňİĴ̹ŲŵňşĪňŲŘĴŹ̹ ĿŦŵ̹
ŅňŹ̹ Ĝŵƀ˫̹ )Ĵ̹ƙŵŦƀĴ̹ Ĝ̹ ŞĜşňĿĴŹƀŦ̹ ĴşƀňƀŘĴİ̹ ̚fşňİňŞĴşŹňŦşĜŘňƀƟ̛̹ ˾al-Bu’d al-
wahid˿̹ ňş̹ƙŅňĪŅ̹ŅĴ̹ĜƀƀŵňĩƄƀĴİ̹ƀŦ̹ƙŵňƀňşŀ̹ƀŅĴ̹ƘĜŘƄĴ̹ŦĿ̹İňŞĴşŹňŦş̹ĪŦƘĴŵŹ̹
the movement (haraka˿̹Ĝşİ̹ŦŵňĴşƀĜƀňŦş̹˾ňƀƀňŀĜŅ˿˦̹şŦƀ̹ƀŅĴ̹ƀŅĴŞĴ̹ĜŹ̹ňş̹ƀŅĴ̹
ĪĜŹĴ̹ ŦĿ̹ ƀŵĜİňƀňŦşĜŘ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ )Ĵ̹ ĴşĪŦƄŵĜŀĴŹ̹ ƄŹ̹ ƀŦ̹ ƀƄŵş̹ ƀŦ̹ ŀŵĜŲŅňĪŹ̹
ƙňƀŅ̹̚ŲƄŵĴ̹ĿŦŵŞĜŘ̹ƘĜŘƄĴ̛̹ĜŹ̹ƀŅĴ̹ňİĴĜŘ̹ŞĴİňƄŞ̹ƀŅĜƀ̹ĪĜş̹ŵĴĪŦƘĴŵ̹̚ƀŅĴ̹ƀŵƄĴ̹
ƘĜŘƄĴŹ̹ŦĿ̹Ĝŵƀ̛̹˾TƄĴŵƀĜ˦̹ʇʅʆʋ˥̹ʆʋʉ˿̹ŵĴŲŵĴŹĴşƀĴİ̹ĩƟ̹ĜĩŹƀŵĜĪƀňŦş˫̹bŅňŹ̹ŹƀĜŀĴ̹ňŹ̹
assessed as a contemporary art stage where the artists experiment and 
ĴƞŲŵĴŹŹ̹ƀŅĴňŵ̹ĿŵĴĴİŦŞ̹˾,ĩňİ˫˿˫

Arabic script is a representative of the history of Arabs that stayed in 
ƀŅĴ̹ŹŦĪňĜŘŘƟ̹ĪŦşŹĪňŦƄŹ˫̹rňƀŅ̹ƀŅňŹ̹ŞňşİŹĴƀ˦̹ŅĴ̹ƄŹĴŹ̹ƀŅĴ̹�ŵĜĩňĪ̹ŹĪŵňŲƀŹ̹ňş̹
ŅňŹ̹ƙŦŵŖŹ̹ĪŵĴĜƀĴİ̹ňş̹Ĝş̹ĜĩŹƀŵĜĪƀ̹ŞĜşşĴŵ˫̹)ňŹ̹ƙŦŵŖ̹ĴşƀňƀŘĴİ̹̚rŵňƀňşŀ̹Ŧş̹
Ĝ̹rĜŘŘ̛̹˾ʆʎʌʍ˿̹˾#ňŀ˫̹ʈʉ˿̹İĴŞŦşŹƀŵĜƀĴŹ̹Ĝ̹ŹƀŵĴĴƀ̹ƙĜŘŘ̹ŹĴŀŞĴşƀ̹ŵĴŹĴŞĩŘĜşĪĴ̹
ƀŦ̹ ŀŵĜǤƀň̹ ŦĿ̹�ĜŀŅİĜİ̹Ŧŵ̹ ŦƀŅĴŵ̹AňİİŘĴ̹�ĜŹƀĴŵş̹ ĪňƀňĴŹ˫̹AĜƘŵĜŖňŹ̹ ˾ʇʅʆʈ˿̹
ŦşĪĴ̹ ĜŀĜňş̹ ĪŘĜňŞŹ̹ ƀŅĜƀ̹ ŅňŹ̹ ƙŦŵŖ̝Ź̹ ĜĩŹƀŵĜĪƀňŦş̹ ňŹ̹ ňşǭƄĴşĪĴİ̹ ĩƟ̹ ƀŅĴ̹
ƙĴŹƀĴŵş̹ĜŵƀňŹƀ˦̹şĜŞĴŘƟ̹AĜŵŖ̹WŦƀŅŖŦ̹˾ʆʎʅʈ̐ʆʎʌʅ˿˫

Fig. 34. Writing on a Wall, Shaker 
Hassan Al-Said, 1978, acrylic 
on wood, Source: Issa, Cestar & 
Porter, (2016: 59).

#ňŀ˫̹ ʈʊ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ WŦƀŅŖŦ̝Ź̹ ƙŦŵŖŹ̹ ĜŹ̹ Ĝş̹ ĴƞĜŞŲŘĴ̹ ŦĿ̹ ŅňŹ̹ ĴĜŵŘƟ̹
compositional structure representing his exploration for over two 
İĴĪĜİĴŹ˫̹�ŘŦĪŖŹ̹ĜŵĴ̹ŹĴŲĜŵĜƀĴİ̹ŹŘňŀŅƀŘƟ̹ňşƀŦ̹ĩŘŦĪŖŹ̹ŦĿ̹ĪŦŘŦŵŹ̹Ŧş̹Ĝ̹ĪŦŘŦŵĴİ̹
ŀŵŦƄşİ˫̹ bŅĴ̹ ĩŘŦĪŖŹ̝̹ ĴİŀĴŹ̹ ĜŵĴ̹ ŹŦĿƀĴşĴİ̹ ňŵŵĴŀƄŘĜŵŘƟ̹ ĩƟ̹ ĴŞŲŘŦƟňşŀ̹ ƀŅĴ̹
closely related tones of the colors that seem to emerge from their 
ŀŵŦƄşİ˫̹�ŞŦşŀ̹ ƀŅĴ̹ ĩŘŦĪŖŹ˦̹ ƀŅĴ̹ ŀŵĴĴş̹ ĩĜŵ̹ ƀĜŖĴŹ̹ ĜƀƀĴşƀňŦş̹ ĜŀĜňşŹƀ̹ ƀŅĴ̹
ŦŵĜşŀĴ̹ ĜŵŦƄşİ̹ ňƀ˦̹ ĪĜƄŹňşŀ̹ ŦŲƀňĪĜŘ̹ ƘňĩŵĜşƀ˫̹ bŅĴ̹ ĪŦŘŦŵ̹ ĩŘŦĪŖŹ̹ ĜŵĴ̹ şŦƀ̹
ĴşƀňŵĴŘƟ̹ǭĜƀ˦̹ŲŵĴĿĴŵĜĩŘƟ̹ĪŦşŹňŹƀňşŀ̹ŦĿ̹ƘĜŵňĜĩŘĴ̹ňşƀĴşŹňƀƟ̹ƀŅĜƀ̹ĜİİŹ̹ŹŦĿƀĴşŹ̹
to lines, which is a technique of the artists that creates translucent 
ŘĜƟĴŵŹ˫̹,ƀ̹ňŹ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹WŦƀŅŖŦ̝Ź̹ŲĜňşƀňşŀŹ̹ŅĜƘĴ̹ĩĴĴş̹ĜŹŹŦĪňĜƀĴİ̹ƙňƀŅ̹
ƀŅĴ̹ ĜĴŹƀŅĴƀňĪŹ̹ ŦĿ̹ ƀŅĴ̹ ŹƄĩŘňŞĴ˦̹ Ĝşİ̹ ĜĪĪŦŵİňşŀ̹ ƀŦ̹ AĜƘŵĜŖňŹ̹ ˾ʇʅʆʈ˿˦̹ ƀŅĴ̹
ŵĴŹĴŞĩŘĜşĪĴ̹ĪŦŞĴŹ̹ĿŵŦŞ̹ƀŅĴ̹ƄŹĜŀĴ̹ŦĿ̹ƀŅĴ̹ŘĜŵŀĴ̹Ĝşİ̹ǭĜƀ̹ĪŦŘŦŵĴİ̹ŲŘĜşĴŹ˫



ʈʋʊ

Fig. 35. No. 3/No. 131949, 
Mark Rothko, 1949, Source: 
MoMA, moma.org/collection/
works/79687, access: 
13.02.2020.

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ƀŅĴ̹ƙĜƟ̹[ŅĜŖĴŵ̹)ĜŹŹĜş̹�Ř̐[Ĝňİ̹˾ʆʎʇʊ̐ʇʅʅʉ˿̹ĴŞŲŘŦƟŹ̹
ŘĴƀƀĴŵŹ̹ ňŹ̹ ƙŦŵƀŅ̹ ŞĴşƀňŦşňşŀ˫̹ �Ź̹ ŹƀĜƀĴİ̹ ĴĜŵŘňĴŵ˦̹ ƀŅĴ̹ ŵĴŹĴŞĩŘĜşĪĴ̹ ƙňƀŅ̹
the writing on the street wall without much consideration, such as the 
ŲĴŵĿĴĪƀ̹ĪŦşŹƀŵƄĪƀňŦş̹ŦĿ̹ƀŅĴ Ř̹ĴƀƀĴŵĿŦŵŞŹ̹ƙňƀŅ̹ƙĴŘŘ̐ŦŵŀĜşňƥĴİ̹ĪŦŞŲŦŹňƀňŦşŹ˦̹
still the turns of the lines of the letters executed with the subtle attention 
to the dimension of the color within itself, which also carry vital energy 
ƀŅĜƀ̹ ŵĴƘĴĜŘŹ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴŹĴ̹ ŘňşĴŹ˫̹ bŅĴ̹ ĜŵƀňŹƀ̹ ĴƞŲĴŵňŞĴşƀĴİ̹ ƙňƀŅŦƄƀ̹
traditional restrictions and experienced the plastic possibility of the 
ŘĴƀƀĴŵĿŦŵŞŹ̹ ĿŵĴĴŘƟ̹ ƙňƀŅŦƄƀ̹ ĪŦşŹňİĴŵňşŀ̹ ƀŅĴ̹ ƀĴƞƀ̝Ź̹ ŹĴŞĜşƀňĪ̹ ŞĴĜşňşŀ˫̹
bŅĴ̹ ŲƄŵŲŦŹĴ̹ ŅĴŵĴ̹ ŵĴǭĴĪƀŹ̹ ŅňŹ̹ ĜƀƀňƀƄİĴ̹ ƀŅŵŦƄŀŅ̹ ŅňŹ̹ ƄşňİňŞĴşŹňŦşĜŘňƀƟ̹
ƙňƀŅ̹ ŹňŞŲŘĴ̹ ĴƞĴĪƄƀĴİ̹ ŘňşĴŹ̹ ƀŅĜƀ̹ĩĜŘĜşĪĴ̹ ƀŅĴ̹ŞŦƘĴŞĴşƀ˫̹)ĴŵĴ̹ ňƀ̹ ĪĜş̹ĩĴ̹
ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴ̹İĴŹňŵĴ̹ŦĿ̹ƀŅĴ̹ĜŵƀňŹƀ̹şŦƀ̹œƄŹƀ̹ĪŵĴĜƀĴŹ̹Ĝ̹ƘňŹƄĜŘ̹ĜŲŲĴĜŘ̹Ĝşİ̹
ŹĴşŹĜƀňŦş̹ĩƄƀ̹ĜŘŹŦ˦̹ƀŅŵŦƄŀŅ̹ĪŵĴĜƀňşŀ̹Ĝ̹İňǣĴŵĴşƀ̹ŘĴƘĴŘ̹ŦĿ̹ĪŦŞŞƄşňĪĜƀňŦş̹
between him and the viewer, create a sort of testimony of the “existential 
ĴƞŲĴŵňĴşĪĴ̹ŦĿ̹ŅƄŞĜş̹ŲĴŵĿĴĪƀňŦş̛̹˾TƄĴŵƀĜ˦̹ʇʅʆʋ˥̹ʆʋʉ˿˫

,ƀ̹ ňŹ̹ ĜŘŹŦ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ ŹŦŞĴ̹ ĜŵƀňŹƀŹ˦̹ŞĜňşŘƟ̹ ĿŵŦŞ̹[ƄİĜş˦̹ İňİ̹şŦƀ̹ ŲŵĴĿĴŵ̹
ƀŦ̹ĜİŦŲƀ̹rĴŹƀĴŵş̹Ĝŵƀ̹ĴŘĴŞĴşƀŹ˫̹,şŹƀĴĜİ˦̹ƀŅĴ̹ĜňŞ̹ƙĜŹ̹ƀŦ̹ĴŞŲŘŦƟ̹�ĿŵňĪĜş̹
cultural traditions with Islamic visual traditions and customs of locals 
ƀŅĜƀ̹ĪĜş̹ĩĴ̹ĴşĪŦƄşƀĴŵĴİ̹ňş̹ŞŦİĴŵş̹ňşİňŀĴşŦƄŹ̹ĪŦŞŲŦŹňƀňŦşŹ˫̹bŅĴ̹ĜŵƀňŹƀ̹
HŹŞĜş̹rĜŴňĜŘŘĜ̹˾ʆʎʇʊ̐ʇʅʅʌ˿̹ňŹ̹ŦşĴ̹ŦĿ̹ƀŅĴŞ̹ƙŅŦ̹ĪĜŘŘĴİ̹ŅňŞŹĴŘĿ̹Ĝ̹khattat˫̹
It is probably to indicate his attitude, primarily focusing on traditional 
consideration of calligraphy in this region, reveals its aesthetic 
ĪŦşŹňİĴŵĜƀňŦşŹ̹Ĝşİ̹ƘĜŘƄĴŹ˦̹şŦƀ̹ĜŹŹňŞňŘĜƀňşŀ̹rĴŹƀĴŵş̹ ĿĴĜƀƄŵĴŹ̹ĜŹ̹ŦƀŅĴŵ̹
ĜŵƀňŹƀŹ̹ŞĴşƀňŦşĴİ̹ŅĴŵĴ˫̹�ƘĴş̹ƀŅŦƄŀŅ̹ŅĴ̹ƀŵĜƘĴŘĴİ̹ƀŦ̹�şŀŘĜşİ̹ƀŦ̹ŹƀƄİƟ˦̹
it is stated that his passion is traditional calligraphy, which led him to 
study with various masters and encouraged his students to explore and 
ĴƞŲĴŵňŞĴşƀ̹ƙňƀŅ̹�ŵĜĩňĪ̹ŘĴƀƀĴŵŹ˫̹,ƀ̹ňŹ̹ĜŘŹŦ̹ƄşİĴŵŘňşĴİ̹ƀŅĜƀ̹ŅĴ̹ƙĜŹ̹ŦşĴ̹ŦĿ̹
ƀŅĴ̹ĜŵƀňŹƀŹ̹ƙŅŦ̹ŹƀĜŵƀĴİ̹ĴƞŲĴŵňŞĴşƀňşŀ̹ƙňƀŅ̹ĪŦŘŦŵĴİ̹ňşŖ˦̹ŹĴĪƄŘĜŵ̹ŲŦĴƀŵƟ˦̹
Ĝşİ̹ŲŵŦŹĴ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ŅĴ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝş̹ňşşŦƘĜƀňƘĴ̹ƙŅŦ̹ƀŵňĴİ̹ƀŦ̹
ŘňĩĴŵĜƀĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĿŵŦŞ̹ƀŅĴ̹ĩŦƄşİĜŵňĴŹ̹˾,ŹŹĜ˦̹�ĴŹƀĜŵ˦̹Ĝşİ̹TŦŵƀĴŵ˦̹ʇʅʆʋ˿˫



ʈʋʋ

#ňŀ˫̹ ʈʋ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ŦşĴ̹ŦĿ̹rĜŴňĜŘŘĜ̝Ź̹ƙŦŵŖŹ˦̹ Ĝ̹ŲĜŀĴ̹ ĿŵŦŞ̹Ĝ̹ ƀƙĴŘƘĴ̐ŲĜŀĴ̹
ŞĜşƄŹĪŵňŲƀ̹ ŦĿ̹ ŲŦĴƀŵƟ̹ ĩƟ̹ [ƄİĜşĴŹĴ̹ ŲŦĴƀ̹�Ř̹ bňœĜşň̹ xƄŹƄĿ̹ �ĜŹŅňŵ̹ ˾ʆʎʆʇ̐
ʆʎʈʌ˿˫̹bŅĴ̹ĪŦŞŲŦŹňƀňŦş̹ŦĿ̹Ĝ̹ŲĜŀĴ̹ňŹ̹ŦŵŀĜşňƥĴİ̹ňş̹Ĝ̹ĪŦşƘĴşƀňŦşĜŘ̹ƙĜƟ̹ƀŅĜƀ̹
ĪŦşŹňŹƀŹ̹ŦĿ̹Ĝ̹ƀĴƞƀ˫̹rňƀŅňş̹ƀŅĴ̹ƀĴƞƀ˦̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹ĜŘŵĴĜİƟ̹ŲŵŦƘňİĴ̹Ĝ̹ŵŅƟƀŅŞ̹
with ups and downs letters, also curves movement, and the way they 
ŘňşŖ̹ƙňƀŅ̹ĴĜĪŅ̹ŦƀŅĴŵ̹ŀňƘĴŹ̹Ĝ̹ƀĴƞƀ̹Ĝ̹ƄşňŴƄĴ̹ĿŦŵŞ˫̹AĴĜşƙŅňŘĴ˦̹ƀŅĴ̹ĩŦŵİĴŵ̹
of the page is illuminated with colored Arabic letters in the manner 
of siyah masqh˫̹ ;ĜƟĴŵŹ̹ ŦĿ̹ ƀŅĴŹĴ̹ŞƄŘƀňĪŦŘŦŵĴİ̹ ŘĴƀƀĴŵŹ̹ ĪŵĴĜƀĴ̹ Ĝ̹ ŲĜƀƀĴŵş̹
ƀŅĜƀ̹ňŹ̹ňŞŲŦŹŹňĩŘĴ̹ƀŦ̹ŵĴĜİ˦̹ĩƄƀ̹ƘĜŵňŦƄŹ̹ŘĴƀƀĴŵŹ̹ŞĜƟ̹ĩĴ̹ŵĴĪŦŀşňƥĴİ̹ŅĴŵĴ˫̹
,ƀ̹ ňŹ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ƙŦŵŖŹ̹ŦĿ̹rĜŴňĜŘŘĜ̝Ź̹ŞŦŹƀ̹şŦƀĜĩŘĴ̹ ĿĴĜƀƄŵĴŹ̹ĜŵĴ̹ŅňŹ̹
ĴŞŲŅĜŹňƥĴİ̹ƀŅĴ̹ŘĴƀƀĴŵĿŦŵŞŹ̹ĜŹ̹ŘňƘňşŀ̹ĴşƀňƀňĴŹ˰̹ŅĴşĪĴ̹ŅĴ̹ĿŦĪƄŹĴİ̹Ŧş̹ƀŅĴ̹
ŹŲĜĪĴ̹ĩĴƀƙĴĴş̹ƀŅĴŹĴ̹ĴşƀňƀňĴŹ̹˾AĜƘŵĜŖňŹ˦̹ʇʅʆʈ˿˫

Fig. 36. Al Sufi (The Mystic), 
Osman Waqialla, 1952, 
Source: Issa, Cestar 
& Porter, (2016: 39).

AŦŵĴŦƘĴŵ˦̹TĜŘĴŹƀňşňĜş̹ĜŵƀňŹƀ̹9ĜŞĜŘ̹�ŦƄŘŘĜƀĜ̹˾ʆʎʉʇ̐ʇʅʆʎ˿̹ĪĜŘŘŹ̹ĜƀƀĴşƀňŦş̹ƀŦ̹
ŅňŹ̹ĪŵĴĜƀňƘĴ̹ƙŦŵŖŹ̹ĪĜŘŘĴİ̹̚$ĴŦŞĴƀŵňĪĜŘ̹#0-0Ɓ44�#̛̹İƄĴ̹ƀŦ̹ƀŅĴ̹ĜŹŹƄŞŲƀňŦş̹
ŦĿ̹ŅňŹ̹ ŘĴƀƀĴŵŹ̹ ĜŹ̹ Ĝ̹ŀĴŦŞĴƀŵňĪ̹ ĿŦŵŞ̹ ˾AĜƘŵĜŖňŹ˦̹ ʇʅʆʈ˿˫̹ ,ƀ̹ ňŹ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ŅĴ̹
ĪŵĴĜƀĴŹ̹ƙŦŵŖŹ̹ĩĜŹĴİ̹Ŧş̹ĪĜŘŘňŀŵĜŲŅƟ̝Ź̹ŘňşŀƄňŹƀňĪ̹Ĝşİ̹ŹƟŞĩŦŘňĪ̹ŵŦŦƀŹ̹ƙňƀŅ̹
ƀŅĴ̹ ĿŦƄşİĜƀňŦş̹ ŦĿ̹ ,ŹŘĜŞňĪ̹ Ĝŵƀ̹ ƀŅĜƀ̹ ŵĴƘĴĜŘŹ̹ ƀŅĴ̹ TĜŘĴŹƀňşňĜş̹ ňİĴşƀňƀƟ˫̹bŅĴ̹
arabesque geometric development of Arabic letterforms led to vegetal 
Ĝşİ̹ ǭŦŵĜŘ̹ ŞŦƀňĿŹ˫̹ rňƀŅňş̹ ĪŘĜŹŹňĪĜŘ̹ �ŵĜĩ̹ ŹĪňĴşĪĴ˦̹ ŞĜƀŅĴŞĜƀňĪŹ̹ Ĝşİ̹
ŀĴŦŞĴƀŵƟ̹ŹŅĜŵĴ̹ňİĴşƀňĪĜŘ̹ŲŵňŞĜŵƟ̹ŹƀŵƄĪƀƄŵĴŹ̹ƙňƀŅ̹ƀŅĴ̹ĿŦŵŞ̹ŦĿ̹ŘĴƀƀĴŵŹ˫̹

#ňŀ˫̹ʈʌ̹ňŘŘƄŹƀŵĜƀĴŹ̹ŦşĴ̹ŦĿ̹ŅňŹ̹ƙŦŵŖŹ̹ĪŵĴĜƀĴİ̹ƙňƀŅ̹ƀŅĴ̹ŹĜŞĴ̹ĜƀƀňƀƄİĴ˫̹

Fig. 37. In the beginning was 
the Word, Kamal Boullata, 
1983, silkscreen, Source: 
Barje Art Foundation, 
barjeelartfoundation.org/
collection/in-the-beginning-
was-the-word/, access: 
13.02.2020.
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�Ɵ̹ ĴŞŲŘŦƟňşŀ̹ ƀŅĴ̹ 9ƄǬĪ̹ ŹƀƟŘĴ̹ƙňƀŅ̹ Ĝ̹ ŲƄŵĴ̹ ŘňşĴ̹ Ĝşİ̹ Ĝ̹ ĪĴŵƀĜňş̹ ĜşŀŘĴ̹ ňş̹
the colorful geometric design, artists inspired by classical calligraphy 
ŵĴƘĴĜŘ̹ƀŅĴňŵ̹ĜĩŹƀŵĜĪƀ̹ĪŅĜŵĜĪƀĴŵŹ̹ƙňƀŅňş̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĜƀƀňƀƄİĴ˫̹

bŅĴ̹ŹŴƄĜŵĴ̹ňŹ̹Ĝş̹ňşƀĴŀŵĜŘ̹ŲĜŵƀ̹ŦĿ̹ƀŅĴ̹ĪŦŞŲŦŹňƀňŦş̹ƀŅĜƀ̹ƀŵĜşŹĿŦŵŞŹ̹ňşƀŦ̹
Ĝ̹ ŲŵňŹŞ̹ ƀŅĜƀ̹ ŹĴĴŞŹ̹ ƀŦ̹ ŵĴǭĴĪƀ̹ ƀŅĴ̹ ĪŦŘŦŵ̹ Ĝşİ̹ ŘňŀŅƀ̹ƙňƀŅ̹ ƀŅĴ̹ ŘňşĴŹ̹ Ĝşİ̹
ƀŅňş̹ ŘĜƟĴŵŹ̹ ŦĿ̹ ŦŲŲŦŹňƀňŦşĜŘ̹ ĪŦŘŦŵŹ̹ ˾;ĴĴ̐BňňşňŦœĜ˦̹ ʇʅʆʍ˿˫̹)Ĵ̹ ĴƞŲŘĜňşŹ̹ ŅňŹ̹
ĜƀƀňƀƄİĴ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ĿŦŘŘŦƙňşŀ̹ŹƀĜƀĴŞĴşƀŹ˥̹

…I was visually seduced by the color stripes in these artists paintings as much as I 
ƙĜŹ̹ĩƟ̹#ŵĜşŖ̹ [ƀĴŘŘĜ̝Ź̹AŦŵŦĪĪĜş̹ ŹĴŵňĴŹ̹ ˾ʆʎʋʉ˿̹ƙŅňŘĴ̹ ƀŅĴ̹ Ĝŵƀ̹ƙŦŵŘİ̹ƘĜŘƄĴİ̹ ŹƄĪŅ̹ƙŦŵŖŹ̹ ĜŹ̹
the quintessence of abstract painting, and notwithstanding my appreciation of their 
ŹƟŹƀĴŞĜƀňĪ̹ĜŲŲŵŦĜĪŅĴŹ˦̹ĜŵŅĪňƀĴĪƀŦşňĪŹ˦̹ŘňşĴĜŵňƀƟ˦̹ǭĜƀşĴŹŹ̹Ĝşİ̹ĿƄŘŘşĴŹŹ̹ŦĿ̹ĪŦŘŦƄŵ˦̹,̹ĿĴŘƀ̹ƀŅĜƀ̹
ƀŅĴňŵ̹ŘňƀĴŵĜŘşĴŹŹ̹ŹňŀşĜŘŘĴİ̹Ĝ̹İĴĜİ̹Ĵşİ̹ňş̹ƀŅĴ̹ŅňŹƀŦŵƟ̹ŦĿ̹ŲĜňşňƀşŀ˫̹�şİ̹ƟĴƀ˦̹,̹ĪŦƄŘİ̹şŦƀ̹ňŀşŦŵĴ̹
ƀŅĴ̹ĪŅĜŘŘĴşŀĴ̹ƀŅĴƟ̹ĜŵŦƄŹĴ̹ňş̹ŞĴ˫̹˾,ŹŹĜ˦̹�ĴŹƀĜŵ̹Λ̹TŦŵƀĴŵ˦̹ʇʅʆʋ˥̹ʆʉʅ˿

,ş̹ ŦŵİĴŵ̹ ƀŦ̹ ĪŵĴĜƀĴ̹ ŵĜƥŦŵ̐ŹŅĜŵŲ̹ ĴİŀĴŹ̹ and rňŀŅƀ̹ ĜşŀŘĴŹ̹ ňş̹ ǭĜƀ̹ Ĝşİ̹
ŹŦŘňİ̹ĪŦŘŦŵŹ˦̹ŅĴ̹ŲŵĴĿĴŵŹ̹ƀŦ̹ĴŞŲŘŦƟ̹ŹňŘŖ̹ŹĪŵĴĴş̹Ųŵňşƀňşŀ˫̹�ĜĪŅ̹Ųŵňşƀ̹ƙĜŹ̹
prepared by hand to provide millimetric precision that is limited by the 
ĴƞĴĪƄƀňŦş̹ĩƟ̹ ŵĴĴİ̹ŲĴş˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹ ňş̹ ƀŅĴ̹ ňŞňƀĜƀňŦş̹ŦĿ̹ ĪƄŵŹňƘĴ̹ŞŦƘĴŹ˫̹
)Ĵ̹ŲŵĴŲĜŵĴŹ̹ƀŅĴŹĴ̹ŲĜŀĴŹ̹ƙňƀŅ̹Ĝ̹ŲĴşĪňŘ̹Ĝşİ̹ŵƄŘĴŵ̹Ĝşİ̹İŵĜƙŹ̹ŅňŹ̹ŘĴƀƀĴŵŹ˫̹
bŦ̹ŵĴŞňşİ˦̹ƀŅĴ̹ƙŦŵİ̹khatt also refers to script in Arabic, including lines 
Ĝşİ̹ŵƄŘĴŹ˫̹bŅĴ̹ŘňşĴĜŵ̹ŵƄŘĴŹ̹ŦĿ̹ƀŅĴ̹9ƄǬĪ̹ŹĪŵňŲƀ̹ĜŵĴ̹ŅňŀŅŘƟ̹ĜŲŲŵŦŲŵňĜƀĴ̹ĿŦŵ̹
his compositions, which is actually an ancient script used for writing 
ƀŅĴ̹ VƄŵ̝Ĝş˫̹rňƀŅ̹ ƀňŞĴ˦̹ ŅĴ̹ ƄşİĴŵŘňşĴŹ̹ ƀŅĜƀ̹ ŅĴ̹ ŲŵĴĿĴŵŹ̹ ƀŦ̹ ĜĩĜşİŦş̹ ĜŘŘ̹
ŵĴĿĴŵĴşĪĴŹ̹ ƀŦ̹�ŵĜĩňĪ̹ ŘĴƀƀĴŵŹ̹ ƀŦ̹ ĿŦĪƄŹ̹Ŧş̹ ƀŅĴ̹ ŹŴƄĜŵĴ̹Ƅşňƀ˫̹)Ĵ̹ ŹĴĴŞŹ̹ ƀŦ̹
cherish the visual appearance, form, and content interdependently 
˾,ŹŹĜ˦̹�ĴŹƀĜŵ̹Λ̹TŦŵƀĴŵ˦̹ʇʅʆʋ˿˫

#ňŀ˫̹ ʈʍ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ƙŦŵŖŹ̹ ŦĿ̹ [ƀĴĜŘŘ̝Ź̹Morocco series that was 
ĪŵĴĜƀĴİ̹ĩĴƀƙĴĴş̹ʆʎʋʉ̹Ĝşİ̹ʆʎʋʊ̹Ĝşİ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ĴƞĜŞŲŘĴŹ̹ŦĿ̹ƙĜŘŘ̹ŲĜşĴŘŹ̹ƙňƀŅ̹
ŀĴŦŞĴƀŵňĪ̹ ňşƀĴŵŘĜĪĴ̹ ŦĿ̹ ƀŅĴ̹ ǬĿƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˫̹ TĜňşƀňşŀŹ̹ ĜŵĴ̹ ĜŘŞŦŹƀ̹ ŲƄŵĴ̹
ĪŦŘŦŵ̹Ĝşİ̹ĜŵĴ̹ǬşňŹŅĴİ̹ƙŅĴŵĴ̹ƀŅĴ̹ĪŦŘŦŵ̹ĴşİŹ˫̹,ƀ̹ĪĜş̹ĩĴ̹İĴǬşĴİ̹ňş̹$ĴŦŞĴƀŵňĪ̹
�ĩŹƀŵĜĪƀňŦş˫̹,ş̹ƀŅňŹ̹ĜĩŹƀŵĜĪƀňŦş˦̹ƙŅňĪŅ̹ŹŲŵĴĜİŹ̹ĴŹŲĴĪňĜŘŘƟ̹ňş̹ƀŅĴ̹f[�˦̹ƀŅĴ̹
ŹƄŵĿĜĪĴ̹ňŹ̹ŹŞŦŦƀŅ̹Ĝşİ̹şŦş̐ƙŦƘĴş˫̹�̹ĿĴƙ̹ĿŦŵŞŹ̹İŦ̹şŦƀ̹ĴƞƀĴşİ̹ĜĪŵŦŹŹ̹ƀŅĴ̹
ĴşƀňŵĴ̹ŹƄŵĿĜĪĴ̹ĩƄƀ̹İňƘňİĴ̹ƀŅĴŞ̹ňşƀŦ̹ŲĜŵƀŹ̹˾$ŪŖİƄŞĜş˦̹ʇʅʆʍ˿˫̹

Fig. 38. left Marrakech, Frank 
Stella, 1964, fluorescent 
alkyd on canvas, Source: 
TheMet, metmuseum.org/art/
collection/search/480953, 
access: 13.03.2020.

right Wall Panel with 
Geometric Interlace, 15th 
century, attributed to Egypt, 
Cairo, polychrome marble; 
mosaic, Source: TheMet, 
metmuseum.org/art/
collection/search/452203, 
access: 13.03.2020

,ƀ̹ ňŹ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹[ƀĴĜŘŘ̹ƙĜŹ̹ ňşŹŲňŵĴİ̹ĩƟ̹�ŵĜĩňĪ̹ ƀňŘĴŹ˦̹ ĜŹ̹ ŹŅŦƙş̹ ňş̹ ƀŅĴ̹
ňŞĜŀĴ˫̹bŅňŹ̹ŲŦŘƟĪŅŵŦŞĴ̹ŞĜŵĩŘĴ̹ŞŦŹĜňĪ̹İĴĪŦŵĜƀĴŹ̹ƀŅĴ̹ňşƀĴŵňŦŵ̹ƙĜŘŘŹ̹ŦĿ̹
ŵĴŘňŀňŦƄŹ̹ ňşŹƀňƀƄƀňŦşŹ̹Ĝşİ̹ŲĜŘĜĪĴŹ̹ŦĿ̹�ŀƟŲƀ̹Ĝşİ̹[ƟŵňĜ˫̹bŅĴ̹ĪŦşƀŵĜŹƀňşŀ̹
colors bordering the mosaic and the rectangular baseboard panels are 
ŹƀĜƀĴİ̹ ĜŹ̹ ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̹ ŦĿ̹ ƀŅňŹ̹ ŲĴŵňŦİ̝Ź̹ ĜŵĪŅňƀĴĪƀƄŵĜŘ̹ İĴĪŦŵĜƀňŦş˫̹ ,ş̹
[ƀĴŘŘĜ̝Ź̹ƙŦŵŖ˦̹ ŅĴ̹ ŲŵĴĿĴŵŹ̹ ǭƄŦŵĴŹĪĴşƀ̹ ŲĜňşƀ̹ ƀŅĜƀ̹ ƀĜŖĴŹ̹ ĜƀƀĴşƀňŦş̹ ƀŦ̹ ƀŅĴ̹
ŲňĪƀƄŵĴ̹ŲŘĜşĴ˫̹)Ĵ̹ĜŘŹŦ̹Ŗňşİ̹ŦĿ̹ĪŵĴĜƀĴŹ̹Ĝş̹ ňŘŘƄŹňŦş̹ƙňƀŅ̹ƀŅĴ̹ ŘŦĪĜŘňƥĜƀňŦş̹
ŦĿ̹ ƀŅĴ̹ ŹƀŵňŲĴŹ̹ ňş̹ İňǣĴŵĴşƀ̹ ĪŦŘŦŵŹ˫̹ )ĴŵĴ˦̹ ňƀ̹ ňŹ̹ ƄşİĴŵŘňşĴİ̹ ƀŅĜƀ̹ [ƀĴŘŘĜ̹
ŅĜİ̹ ŅňŹ̹ ňşŹŲňŵĜƀňŦş̹ ĿŵŦŞ̹ ƀŅĴ̹AňİİŘĴ̹ �ĜŹƀ˫̹ ,ƀ̹ ŹĴĴŞŹ̹ Ĝ̹ ŅňŀŅŘƟ̹ ňşƀŵňĪĜƀĴ̹

CHAPTER V. CALLIGRAPHIC TRADITION OF THE ARABIC SCRIPT AND ISLAMIC CALLIGRAPHY
 INFLUENCES ON CONTEMPORARY WESTERN CALLIGRAPHY



ʈʋʍ

ŵĴŘĜƀňŦşŹŅňŲ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ĜŵƀňŹƀŹ̹ŦĿ̹ƀŅĴ̹rĴŹƀ̹Ĝşİ̹�ĜŹƀ̹ƀŅĜƀ̹ĜǣĴĪƀ̹ĩŦƀŅ̹
ŹňİĴŹ̹Ĝşİ̹ŵĴǭĴĪƀ̹ƀŅĴňŵ̹ĜŵƀƙŦŵŖ̹ĜŹ̹Ĝ̹ŵĴĿĴŵĴşƀňĜŘ̹ŲŦňşƀ˫̹

�şŦƀŅĴŵ̹şŦƀĴƙŦŵƀŅƟ̹ĜŵƀňŹƀ˦̹�ŅĜŵŘĴŹ̹)ŦŹŹĴňş̹~ĴşİĴŵŦƄİň̹ ˾ĩ˫̹ ʆʎʈʌ˿˦̹ŲĜŵƀ̹
ŦĿ̹ Ĝş̹ ,ŵĜşňĜş̹ĜŵƀňŹƀňĪ̹ŞŦƘĴŞĴşƀ̹ ňş̹ ƀŅĴ̹ ʆʎʊʅŹ̹ Ĝşİ̹ʋʅŹ̹ Ĝşİ̹ŦşĴ̹ŦĿ̹ ƀŅĴ̹
ŲňŦşĴĴŵŹ̹ŦĿ̹ŞŦİĴŵşňŹŞ̹ňş̹ƀŅĴ̹ʆʎʋʅŹ̹Ĝşİ̹ʆʎʌʅŹ˦̹ ŘňƘňşŀ̹ ňş̹#ŵĜşĪĴ̹ŹňşĪĴ̹
ʆʎʋʆ˦̹ ƙŦŵŖŹ̹ ƙňƀŅ̹ ƀŅĴŞĴŹ̹ Ĝşİ̹ ŦĩœĴĪƀŹ̹ ƀŅĜƀ̹ ĪŘŦŹĴŘƟ̹ ŵĴŘĜƀĴ̹ ƀŦ̹ ,ŵĜşňĜş̹
ŅňŹƀŦŵƟ˦̹Ĝşİ̹ŵĴŘňŀňŦƄŹ̹ŲŵĜĪƀňĪĴŹ˫̹)Ĵ̹ŲŵŦİƄĪĴŹ̹ŲƄŵĴ̹ĿŦŵŞŹ̹ŞŦŹƀŘƟ˦̹ĜŹ̹ ňş̹
ƀŅĴ̹ ŹĜŞĴ̹ ŲĜŀĴŹ˦̹ ĜĩŹƀŵĜĪƀ̹ ĿŦŵŞŹ̹ ŹĴĴŞ̹ŞŦŹƀŘƟ̹ ƀŦ̹ ŘĜĪŖ̹ ŘňƀĴŵĜŘ̹ŞĴĜşňşŀ˫̹
bŅĴ̹ ŵŅƟƀŅŞ̹ ňŹ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ĪŦŞŲŦŹňƀňŦş̹ ĴŘĴŞĴşƀ̹ ƀŅĜƀ̹ ĜŲŲĴĜŵŹ̹ ňş̹
ŖĜŘĴňİŦŹĪŦŲňĪ̹ ĪŦŘŦŵŹ̹ ňş̹ ƘĜŵňŦƄŹ̹ ƀĴĪŅşňŴƄĴŹ˦̹ ňşĪŘƄİňşŀ̹ ŦňŘ̹ Ŧş̹ ĪĜşƘĜŹ˫̹
)ĴşĪĴ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ŹĜňİ̹ ƀŅĜƀ̹ ƀŵĜİňƀňŦşĜŘ̹ ƀŦŦŘŹ̹ Ĝşİ̹ ŞĜƀĴŵňĜŘŹ̹ ĜŵĴ̹ şŦƀ̹
ĴŞŲŘŦƟĴİ̹ ŅĴŵĴ˫̹ bŅĴ̹ ŘĴƀƀĴŵŹ̹ Ŧş̹ ƀŅĴ̹ ŲĜŀĴ̹ ŹĴĴŞ̹ ƀŦ̹ ǭŦĜƀ̹ ĜŹ̹ ƙĴňŀŅƀŘĴŹŹ̹
entities or appear superimposed, creating layers of rich texture on the 
ĪĜşƘĜŹ̝Ź̹ŹƄŵĿĜĪĴ̹˾�ŖŅƀňĜŵ˦̹ʇʅʅʋ˿˫

#ňŀ˫̹ʈʎ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ŦşĴ̹ŦĿ̹~ĴşİĴŵŦƄİň̝Ź̹ƙŦŵŖŹ˦̹ ̜̚�Ɵş̹̹͡ ̜�Ɵş˦̛ ̹ ňş̹ƙŅňĪŅ̹ŅĴ̹
ŵĴŲĴĜƀŹ̹ƀŅĴ̹ŅŦŵňƥŦşƀĜŘ̹ŵŦƙŹ̹ƙňƀŅ̹ƀŅĴ̹ŹƙĴĴŲňşŀ̹ ŘŦŦŲŹ̹ŦĿ̹ƀŅĴ̹ ŘĴƀƀĴŵ̹ĜƟş̝Ź̹
ĿŵĜŀŞĴşƀ˦̹ŵĴƘĴĜŘňşŀ̹ŅňŹ̹ĪĜŲĜĩňŘňƀƟ̹ŦĿ̹ĪŵĴĜƀňşŀ̹ƘĜŵňŦƄŹ̹ŹňşŀŘĴ̹ŘĴƀƀĴŵŹ˫̹bŅĴ̹
ƙŦŵŖ̹ŵĴƘĴĜŘŹ̹ƀŅĴ̹ĜŵƀňŹƀ̝Ź̹ŞĜşňŲƄŘĜƀňŦş̹ŦĿ̹ƀŅĴ̹ŵĴĴİ̹ŲĴş̹ƀŦ̹ŞĜŹƀĴŵ̹ƀŅĴ̹ŹŖňŘŘ̹
ƀŦ̹ĜĪŅňĴƘĴ̹ƀŅĴ̹ŘĴƀƀĴŵ̝Ź̹İĴŹňŵĴİ̹ŹŅĜŲĴ̹Ĝşİ̹ƀŅňĪŖşĴŹŹ̹ƙňƀŅ̹ŲĴŵĿĴĪƀ̹ŹƀŵƄĪƀƄŵĴ˫̹
bŅňŹ̹ĜŘŹŦ̹ŵĴŞňşİŹ̹ƀŅĴ̹ŲŵĜĪƀňĪĴŹ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ĪŦşŹƀĜşƀŘƟ̹ŵĴŲĴĜƀňşŀ̹ƀŅĴ̹
forms, as in the case of siyah mashq ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˫̹�ƘĴŵƟ̹ƄşňƀĴŹ̹ŦĿ̹
the letter ayn’s practice creates a united overall composition with a sharp 
ĪŦşƀŵĜŹƀ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ĩŘĜĪŖ̹Ĝşİ̹ĩŵŦƙş̹ňşŖ̹Ŧş̹ƀŅĴ̹ĪĜşƘĜŹ˫̹,ƀ̹ŹĴĴŞŹ̹ƀŅĜƀ̹
~ĴşİĴŵŦƄİň̹ŅĴŵĴ̹ŲŵĴĿĴŵŹ̹ƀŦ̹ ŘŦŹĴ̹ƀŅĴ̹ŦŵňŀňşĜŘ̹ƙŵňƀƀĴş̹ĿŦŵŞ̹Ĝşİ̹ĿŦĪƄŹ̹Ŧş̹
ƀŅĴ̹ŞŦƘĴŞĴşƀ˦̹ŞŦŞĴşƀ˦̹ Ĝşİ̹ ĴŹŹĴşĪĴ̹ ŦĿ̹ ŅňŹ̹ƙŵňƀňşŀ˫̹�ŘŘ̹ ƄşňƀĴ̹ ŅĜŹ̹ şŦƀ̹
had the same posture; hence it creates a powerful rhythm in the overall 
ĪŦŞŲŦŹňƀňŦş˫̹bŅĴ̹ŹĜƀƄŵĜƀĴİ̹ĪŦŘŦŵ̹ĜŘŹŦ̹ŲŵŦƘňİĴŹ̹ňƀ̹ƙňƀŅňş̹ƀŅĴ̹ƄşňƀŹ˫̹)ĴşĪĴ˦̹
ĴĜĪŅ̹Ƅşňƀ̹ŹĴĴŞŹ̹ƀŦ̹ĩĴ̹ŞŦƘňşŀ̹ňş̹ƀŅĴ̹ŹŲĜĪĴ˫

Fig. 39. “‘Ayn + ‘Ayn,” Charles 
Hossein Zenderoudi, 1970, 
gouache on paper, Source: 
Ekhtiar, (2006: 128).



ʈʋʎ

#ňŀ˫̹ ʉʅ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ĜşŦƀŅĴŵ̹ ƙŦŵŖ̹ ŦĿ̹ ~ĴşİĴŵŦƄİň˦̹ Ĝ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹
ĪŦŞŲŦŹňƀňŦş̹ ŦŵŀĜşňƥĴİ̹ ĜŹ̹ Ĝ̹ ŵŦƄşİĴŘ˫̹ HşĪĴ̹ ĜŀĜňş˦̹ ŅĴ̹ ŹĴĴŞŹ̹ ƀŦ̹ ŲŵĴĿĴŵ̹
to engage with the calligraphy as an image rather than convey the 
ŘňƀĴŵĜŘ̹ŞĴĜşňşŀ̹ŦĿ̹ ƀŅĴ̹ƙŦŵİ̹Ŧŵ̹Ĝ̹ ƀĴƞƀ˫̹�Ɵ̹ŹĴĜŵĪŅňşŀ̹ ĿŦŵ̹Ĝ̹şĴƙ̹ĿŦŵŞ̹ŦĿ̹
expression with his calligraphic practices, he still seems to retain the 
word’s visual tradition as an image that reminds a sort of intricate 
İĴĪŦŵĜƀňŦş̹ĪŦşŹƀŵƄĪƀĴİ̹ƙňƀŅ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƄşňƀŹ˫̹,şŹƀĴĜİ̹ŦĿ̹ĪŦŘŦŵ˦̹ŅĴ̹
ŲŵĴĿĴŵŹ̹ ƀŦ̹İĴĜŘ̹ƙňƀŅ̹ ƀŅĴ̹ĩŘĜĪŖ̹ ňş̹ ƀŅĴ̹ ŹŲĜĪĴ˫̹bŅĴ̹ ňŞĜŀĴ̹ ňŹ̹ ĜĪƀƄĜŘŘƟ̹şŦƀ̹
ĜŹƟŞŞĴƀŵňĪ˰̹ ŅŦƙĴƘĴŵ˦̹ ƀŅĴŵĴ̹ ĴƞňŹƀ̹ ĩŘŦĪŖŹ̹ ƀŅĜƀ̹ ŵĴŲĴĜƀ̹ ƀŅĴ̹ ŹĜŞĴ̹ Ƅşňƀ̹
ƙňƀŅňş̹ƀŅĜƀ̹ĩŘŦĪŖ˫̹bŅĴ̹ŦƘĴŵĜŘŘ̹ĪŦŞŲŦŹňƀňŦş̹ŹĴĴŞŹ̹ƀŦ̹ĩĴ̹ƙĴŘŘ̐ŦŵŀĜşňƥĴİ˦̹
ĪŦşŹňİĴŵňşŀ̹ ƀŅĴ̹ ŵŅƟƀŅŞ̹Ĝşİ̹ŅĜŵŞŦşƟ˫̹ ,ƀ̹ ňŹ̹ şŦƀ̹ ĜĪĪƄŵĜƀĴ̹ƙŅĴƀŅĴŵ̹ ƀŅĴ̹
ŘĴƀƀĴŵŹ̹ ĜŵĴ̹ ŵĴĪŦŀşňƥĜĩŘĴ˰̹ ŅŦƙĴƘĴŵ˦̹ ~ĴşİĴŵŦƄİň̹ ŲŵĴĿĴŵŹ̹ ƀŦ̹ ĪŵĴĜƀĴ̹ Ĝ̹
ŲĜƀƀĴŵş̹ Ĝşİ̹ ƀĴƞƀƄĜŘ̹ ĜŲŲĴĜŵĜşĪĴ̹ ĩƟ̹ŞňŞňĪŖňşŀ̹ ƀŅĴ̹ ŲĴş̝Ź̹ ĩĜŹňĪ̹ŞŦƘĴŹ˦̹
ƙŅňĪŅ̹ĜŘŹŦ̹ŵĴŞňşİŹ̹ƀŅĴ̹ŲŵĜĪƀňĪĴŹ̹ŦĿ̹ĪĜŘŘňŀŵĜŞ˫

Fig. 40. MIUZ+SFKE, Charles 
Hossein Zenderoudi, 1972, 
acrylic on canvas, Source: 
Zenderoudi Official Website, 
zenderoudi.com/english/
artwork.html#, access: 
20.12.2019.

)ĴŵĴ˦̹ ĜşŦƀŅĴŵ̹ ŲŦňşƀ̹ ƀŅĜƀ̹ ňŹ̹ şĴĴİĴİ̹ ƀŦ̹ ĩĴ̹ ƄşİĴŵŘňşĴİ˦̹ ĜŲĜŵƀ̹ ĿŵŦŞ̹
rĴŹƀĴŵş̹ Ĝŵƀ̝Ź̹ ňŞŲĜĪƀ̹ Ŧş̹ AňİİŘĴ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŲŵĜĪƀňĪĴŹ˦̹ ňƀ̹ İňİ̹
şŦƀ̹ ĴşĪŦƄşƀĴŵ̹ ŞƄĪŅ̹ ňşƀĴŵŲŵĴƀĜƀňŦş̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ňşǭƄĴşĪĴŹ̹ ŦĿ̹ ƙĴŹƀĴŵş̹
calligraphy tradition on contemporary Middle East calligraphy 
ŲŵĜĪƀňĪĴŹ˫̹HşĴ̹ŦĿ̹ ƀŅĴ̹ĴƞĪĴŲƀňŦşŹ̹ ňŹ̹�Ř̹[ĴĴİ̹ ˾ĩ˫̹ ʆʎʍʆ˿˦̹ Ĝ̹bƄşňŹňĜş̹ŹƀŵĴĴƀ̹
ĜŵƀňŹƀ̹ƙŅŦ̹ĿƄŹĴŹ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙňƀŅ̹�ŵĜĩňĪ̹ŘĴƀƀĴŵŹ̹Ĝşİ̹ŞŦİĴŵş̹ŀŵĜǤƀň̹Ŧş̹
ŘĜŵŀĴ̐ŹĪĜŘĴ̹ŞƄŵĜŘŹ̹˾�şŀ˦̹ʇʅʆʊ˿˫̹

�Ř̹[ĴĴİ̹ňŹ̹ĜŘŹŦ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜǤƀň̹ĜŵƀňŹƀŹ˦̹Ĝ̹ŞŦƘĴŞĴşƀ̹ƀŅĜƀ̹AĴƄŘŞĜş̹
ƙĜŹ̹ ƀŅĴ̹ ǬŵŹƀ̹ ĜŵƀňŹƀ̹ ƀŅĜƀ̹ ĪŦňşĴİ̹ ƀŅĴ̹ ƀĴŵŞ̹ ĜŹ̹ Ĝ̹ ĿƄŹňŦş̹ ŦĿ̹ ŀŵĜǤƀň̹ Ĝşİ̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹

[ĴĴİ̹ ŘĴĜŵşĴİ̹ �ŵĜĩňĪ̹ ňş̹ ʇʅʆʅ˦̹ ƀĜŖňşŀ̹ ĴƘĴşňşŀ̹ ĪŘĜŹŹĴŹ̹ ňş̹ TĜŵňŹ˫̹ bŅĴ̹
ƀŵĜİňƀňŦşĜŘ̹ ŲŵŦƘĴŵĩŹ̹ ŦĿ̹�ŵĜĩŹ̹ ňşŹŲňŵĴ̹ ŅňŹ̹ƙŦŵŖŹ˦̹ Ĝşİ̹ ŅĴ̹ ĪŵĴĜƀĴŹ̹ ƀŅĴŞ̹



ʈʌʅ

by employing poetry or quotations; hence every piece has a meaning 
ŵĴŘĴƘĜşƀ̹ ƀŦ̹ ƀŅĴ̹ŲŘĜĪĴ̹ƙŅĴŵĴ̹ŅĴ̹ŲĜňşƀŹ̹Ĝşİ̹ ƀŅĴ̹ŲĴŦŲŘĴ̹ ŘňƘňşŀ̹ ƀŅĴŵĴ˫̹)Ĵ̹
underlines the universal dimension that each person can relate to 
˾,ŹŹĜ˦̹ �ĴŹƀĜŵ˦̹ Ĝşİ̹ TŦŵƀĴŵ˦̹ ʇʅʆʋ˿˫̹ bŅĜƀ̹ ŞĴĜşŹ̹ ŅňŹ̹ ŲĴŵŹŦşĜŘ̹ ŹƀƟŘĴ̹ Ĝşİ̹
interpretation are not all connected to classical calligraphy, particularly 
şŦƀ̹ŘňŞňƀĴİ̹ĩƟ̹ňƀŹ̹ŵƄŘĴŹ̹ŹƀĜŵƀňşŀ̹ƙňƀŅ̹ĴƞƀĴşİňşŀ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹˾�şŀ˦̹ʇʅʆʊ˿˫

[ĴĴİ̝Ź̹ ƙŦŵŖŹ̹ Douz ˾#ňŀ˫̹ ʉʆ˿̹ Ĝşİ̹ Onk el Jmel̹ ˾#ňŀ˫̹ ʉʇ˿̹ ŵĴŲŵĴŹĴşƀ̹ ŅňŹ̹
interpretation through abstract patterns, conveying messages 
ĪŦşĪĴŵşĴİ̹ ƙňƀŅ̹ ŹŦĪňĜŘ˦̹ ŲŦŘňƀňĪĜŘ˦̹ Ĝşİ̹ ŀŘŦĩĜŘ̹ ňŹŹƄĴŹ˫̹ )Ĵ̹ ŲĜňşƀŹ̹
undulating messages composed as an ornament, highly intricate 
and colorful pattern that becomes images, which can be appreciated 
as a representative of the abstract quality and beauty of the Arabic 
script’s ornamentation related to the Islamic culture, which seems the 
ŹňŀşňǬĪĜşƀ̹ĴŘĴŞĴşƀ̹ŅĴŵĴ˫̹�Ź̹ĪĜş̹ĩĴ̹ŹĴĴş˦̹ ƀŅĴ̹ŵĴŲĴƀňƀňŦş̹ŦĿ̹ ƀŅĴ̹ŹƀŵŦŖĴŹ̹
ŦƘĴŵŘĜŲŹ̹ ĴĜĪŅ̹ ŦƀŅĴŵ˦̹ ƙŅňĪŅ̹ ŵĴǭĴĪƀŹ̹ ƀŅĴ̹ ňşƀĴŵŘĜĪĴ̹ ŦĿ̹ Ĝ̹ şŦƀĴƙŦŵƀŅƟ̹
ĜŵĜĩĴŹŴƄĴ̹ŅĴŵĴ˫

Fig. 41. Douz from the Lost 
Walls series, El Seed, graffiti, 
2013, Tunisia, Source: Issa, 
Cestar & Porter, (2016: 303).

Fig. 42. Onk el Jmel from the 
Lost Walls series, El Seed, graffiti, 
2013, Tunisia, Source: Issa, Cestar 
& Porter, (2016: 304).



ʈʌʆ

[ĴĴİ̹ƄşİĴŵŘňşĴŹ̹ƀŅĜƀ̹ŅňŹ̹ŲŵĜĪƀňĪĴŹ̹ŹŅŦƄŘİ̹şŦƀ̹ĩĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ŵĴœĴĪƀňŦş̹
of the tradition; on the contrary, he expects to be assessed as “more of 
Ĝş̹ ňşƘňƀĜƀňŦş̛̹ ƀŦ̹ŅňŹ̹ ŘĜşŀƄĜŀĴ˦̹ ĪƄŘƀƄŵĴ˦̹ Ĝşİ̹ Ĝŵƀ̹ ˾,ŹŹĜ˦̹�ĴŹƀĜŵ̹Λ̹TŦŵƀĴŵ˦̹
ʇʅʆʋ˥̹ ʈʅʇ˿˦̹ ĜŹ̹ ƙňŘŘ̹ ĩĴ̹ ŹĴĴş̹ ňş̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ŲŵĜĪƀňĪĴŹ̹ňş̹�ŅĜŲƀĴŵ̹q,˫

bŦ̹ŹƄŞ̹ƄŲ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŦĿ̹ƀŅĴ̹AňİİŘĴ̹�ĜŹƀ˦̹ƙňƀŅ̹ƀŅĴ̹
gaining freedom from colonial rule in the early to the mid-twentieth 
century, artists with the need to express their cultural identity by 
ĿƄŹňşŀ̹ƙňƀŅ̹ƀŅĴ̹rĴŹƀĴŵş̹ƘĜŘƄĴŹ̹Ĝşİ̹şŦŵŞŹ̹ƀŅĜƀ̹ƙĴŵĴ̹ĴƞŲŦŹĴİ̹ƀŦ̹ƀŅĴŞ˦̹
and with the #0-0Ɓ44�# movement, artists started to incorporate 
Arabic text into art practices while still preserving most of the learned 
rĴŹƀĴŵş̹Ĝŵƀ˫

It is crucial to remind once again that even western art is one of 
ƀŅĴ̹ ŞĜœŦŵ̹ ĿĜĪƀŦŵŹ̹ ƀŅĜƀ̹ ĴşĪŦƄŵĜŀĴ̹ ƀŅĴ̹ ĜŵƀňŹƀ̹ ƀŦ̹ ŲŵŦİƄĪĴ̹ ĜŵƀƙŦŵŖŹ̹ ŦĿ̹
#0-0Ɓ44�# movement, traditional Islamic art is not entirely devoid of 
ĜĩŹƀŵĜĪƀňŦş˫̹�ĴĿŦŵĴ̹ŞŦİĴŵş̹ƀňŞĴŹ̹ňş̹ƀŅĴ̹�ŵĜĩňĪ̹ŵĴŀňŦş˦̹ňƀ̹ňŹ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹
ĜĩŹƀŵĜĪƀ̹Ŧŵ̹şŦş̐ǬŀƄŵĜƀňƘĴ̹Ĝŵƀ̹ƀŦŦŖ̹ĜƀƀĴşƀňŦş̹ňş̹ƀŅĴ̹,ŹŘĜŞňĪ̹ƙŦŵŘİ̹ĴƘĴş̹
ĩĴĿŦŵĴ̹ňş̹ƀŅĴ̹�ŅŵňŹƀňĜş̹ƙŦŵŘİ˫

rňƀŅ̹ İĴĪŦŵĜƀňƘĴ̹ ŲĜƀƀĴŵşŹ˦̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĩĴĪĜŞĴ̹ ĜĩŹƀŵĜĪƀĴİ̹ ŅĴşĪĴ̹
ĪŅĜŘŘĴşŀňşŀ̹ ƀŦ̹ ŵĴĪŦŀşňƥĴ̹ Ĝşİ̹ ŵĴĜİ˫̹ �Ź̹ ŹƀĜƀĴİ̹ ĴĜŵŘňĴŵ˦̹ ƀŅĴ̹ ŲŵňŞĜŵƟ̹
purpose of calligraphy’s decorative patterns was to turn matter 
ňşƀŦ̹ ŹŦŞĴƀŅňşŀ̹ ĜĩŹƀŵĜĪƀ̹ ƙňƀŅŦƄƀ̹ ŵňŀňİ̹ Ĝşİ̹ ŅĴĜƘƟ̹ ĿĴĜƀƄŵĴŹ˫̹ bŅƄŹ˦̹
AĜƘŵĜŖňŹ̹˾ʇʅʆʈ˿̹ŦǣĴŵŹ̹ƀŅĜƀ̹ƙĴŹƀĴŵş̹Ĝŵƀ̹ňŹ̹ ňşǭƄĴşĪĴİ̹şŦƀ̹ĩƟ̹#0-0Ɓ44�# 
abstraction; instead, modern #0-0Ɓ44�# is a further form of abstraction 
ŦĿ̹ƀŵĜİňƀňŦşĜŘ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňş̹ƀŅĴ̹�ŵĜĩňĪ̹ŵĴŀňŦş˫

As in the case of contemporary Far Eastern calligraphy, the most crucial 
feature is the viewer’s response as an art piece who cannot read the 
ŹĪŵňŲƀ˫̹bŅĴ̹ŹĜŞĴ̹ňŹŹƄĴ̹ƙňŘŘ̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ƙŅňŘĴ̹ĴƞĜŞňşňşŀ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹ ,ƀ̹ ňŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŹňŀşňǬĪĜşƀ̹ĿĴĜƀƄŵĴŹ̹
ŦĿ̹ƀŅĴ̹ňşƀĴŵŲŵĴƀĜƀňŦş̹ŦĿ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŹĴĴŖňşŀ̹ĩĴƟŦşİ̹
the literal meaning of the written text, word, or letter by focusing on the 
ŹƀŵŦŖĴ˦̹ŘňşĴ˦̹Ŧŵ̹ĴƘĴş̹Ĝ̹ŹƀĜňş̹ƀŅĜƀ̹ĪĜŵŵňĴŹ̹Ĝşİ̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹ĜŵİƄŦƄŹ̹ŲŵŦĪĴŹŹ̹
ŦĿ̹ ĜĪŴƄňŵňşŀ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŹŖňŘŘ̹ ƀŅĜƀ̹ ňŹ̹ ĩŘĴşİĴİ̹ ƙňƀŅ̹ ƀŅĴ̹ ŲĴŵŹŦşĜŘ̹
ňşƀĴŵŲŵĴƀĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ƀňŞĴ˫̹ bŅňŹ̹ ƀĜŖĴŹ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŦ̹ Ĝ̹
ƄşňƘĴŵŹĜŘ̹ŘĴƘĴŘ̹ƀŅĜƀ̹ňŹ̹şŦƀ̹İňŵĴĪƀŘƟ̹ŵĴŘĜƀĴİ̹ƀŦ̹ŦşĴ̹ŘĜşŀƄĜŀĴ̹Ŧŵ̹ĪƄŘƀƄŵĴ˫

)ĴŵĴ˦̹ ňş̹ AňİİŘĴ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĜŲĜŵƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ ŞĴĜşňşŀ̹ ŦĿ̹ ƀŅĴ̹
letters in the text, each letter’s symbolism within itself also has to 
ĩĴ̹ ĪŦşŹňİĴŵĴİ̹ ŦşĴ̹ ŲĜŵƀ̹ ŦĿ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ĪŦŞĩňşĜƀňŦş˫̹ bŅĜƀ̹ ŞĴĜşŹ̹
ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖŹ̹ĜŘƙĜƟŹ̹ĪĜŵŵƟ̹Ĝ̹Ŗňşİ̹ŦĿ̹ŹƟŞĩŦŘňĪ̹ŞĴŹŹĜŀĴ˦̹Ĝş̹ňŞĜŀĴ˦̹
Ĝşİ̹Ĝ̹ƀĴƞƀ˫̹

bĴŲĜŵňī̹ ˾ʇʅʆʉ˿̹ ĪŘĜňŞŹ̹ ƀŅĴŵĴ̹ ňŹ̹ ƄŹƄĜŘŘƟ̹ Ĝş̹ ĴŴƄĜŘ̹ ĴŞŲŅĜŹňŹ̹ Ŧş̹ ƀĴƞƀ̹ Ĝşİ̹
ňŞĜŀĴ̹ ŦĿ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ƙŦŵŖŹ˦̹ ƙŅňĪŅ̹ ĪŦŞŲŘĴŞĴşƀ̹ ĴĜĪŅ̹ ŦƀŅĴŵ̹ ňş̹ Ĝ̹
ŅĜŵŞŦşňŦƄŹ̹ ĩĜŘĜşĪĴ̹ ĜŹ̹ ƀŅĴ̹ ƀƙŦ̹ ŲŦŘĴŹ̹ ŦĿ̹ İňƘĴŵŹňƀƟ˫̹ xĴƀ˦̹ ŅĴ̹ ƄşİĴŵŘňşĴŹ̹
it is possible to read the image to understand these diverse messages 
ƘňŹƄĜŘŘƟ˫̹)ĴşĪĴ˦̹AňİİŘĴ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̝Ź̹ŞĜňş̹ŦĩœĴĪƀňƘĴ̹ňŹ̹ƀŦ̹ĿŵĜŞĴ̹
the scope of calligraphy with Arabic script and Islamic calligraphy by 
focusing on Arabic letters and their engagements in representing 
ƘĜŵňŦƄŹ̹ĜŵƀňŹƀňĪ̹ǬŀƄŵĴŹ˫



ʈʌʇ

)ĴşĪĴ˦̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ĴşŀĜŀĴİ̹ƙňƀŅ̹
international aesthetics, using Arabic script, occasionally transformed 
ƀŅĜƀ̹ ňşƀŦ̹ ŲƄŵĴŘƟ̹ ĜĩŹƀŵĜĪƀ̹ Ŧŵ˱Ĝşİ̹ İĴĪŦŵĜƀňƘĴ̹ ĿŦŵŞŹ˫̹ [ŦŞĴ̹ ĪŦşŹňŹƀ̹ ŦĿ̹
ƙŦŵİŹ̹ Ŧŵ̹ ŹŅŦŵƀ̹ ŲŅŵĜŹĴŹ̹ ƀŅĜƀ̹ ĪŵĴĜƀĴ̹ Ĝ̹ ŹŲĴĪňǬĪĜŘŘƟ̹ �ŵĜĩňĪ̹ ŲňĪƀŦŵňĜŘ̹
ĜĩŹƀŵĜĪƀňŦş˫̹ BĴƘĴŵƀŅĴŘĴŹŹ˦̹ ňƀ̹ ňŹ̹ ŹƀňŘŘ̹ ŲŦŹŹňĩŘĴ̹ ƀŦ̹ ŵĴĜİ̹ ƀŅĴ̹ ňŞĜŀĴ˦̹ ƀŦ̹
ňşƀĴŵŲŵĴƀ̹ňƀ̹ƀŅŵŦƄŀŅ̹İňƘĴŵŹĴ̹ŞĴŹŹĜŀĴŹ̹ŦĿ̹ƘňŹƄĜŘ̹ňŞŲŵĴŹŹňŦşŹ˫̹bŅĜƀ̹İŦĴŹ̹
ƀŅĴ̹ƘĴŵşĜĪƄŘĜŵ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŲŵĜĪƀňĪĴŹ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ƀŵĴĜƀĴİ̹ĜŹ̹Ĝ̹Ŗňşİ̹ŦĿ̹
international communication to appreciate, and calligraphic practices 
ĩĴŀĜş̹ƀŦ̹ĴŞŲŅĜŹňƥĴ̹ƀŅĴ̹ĜĴŹƀŅĴƀňĪ̹İĴŹňŀş̹ŦĿ̹ƙŵňƀňşŀ̹ĜŹ̹Ĝ̹ŞĴİňƄŞ̹ƀŅĜƀ̹
represents artistic interpretation, in which both the artist and the 
ƘňĴƙĴŵ̹ ĪĜş̹ ĩĴ̹ ĴşƀĴŵĴİ̹ ňşƀŦ̹ Ĝ̹ Ŗňşİ̹ ŦĿ̹ İňĜŘŦŀ̹ ƀŅŵŦƄŀŅ̹ ŞƄŘƀňŲŘĴ̹ ƙĜƟŹ̹
ƀĴƞƀƄĜŘŘƟ˦̹ƘňŹƄĜŘŘƟ̹Ŧŵ̹ŹƟŞĩŦŘňĪĜŘŘƟ˫

,ş̹ ƀŅĴ̹ şĴƞƀ̹ ĪŅĜŲƀĴŵ˦̹ ňƀ̹ ƙňŘŘ̹ ĩĴ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ ĴƞĜŞňşĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙňƀŅ̹ ňƀŹ̹ ĿĴĜƀƄŵĴŹ̹ Ĝşİ̹ ŘňşŖŹ̹ ƙňƀŅ̹ ƀŅĴ̹ ŦƀŅĴŵ̹
caligraphy cultures, particularly Far Eastern held in Chapter IV and 
Middle Eastern held in this chapter through the selected calligraphers 
Ĝşİ̹ƀŅĴňŵ̹ƙŦŵŖŹ˫
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VI. CURRENT PRACTICES IN REALM OF WESTERN 
CALLIGRAPHY

[Ŧ̹ĿĜŵ˦̹ňş̹ƀŅĴ̹ŲŵĴƘňŦƄŹ̹ĪŅĜŲƀĴŵŹ˦̹ŹňŀşňǬĪĜnt knowledge and assessments 
were made in terms of traditional western calligraphy, also the 
Far Eastern -mainly Chinese and Japanese calligraphy-and the 
calligraphic tradition of the Arabic script and Islamic calligraphy, 
including the mutual interactions between them. All are highly 
important before examining contemporary western calligraphy due 
to a better understanding of the transformation of apprehension of 
western calligraphy and the shifted execution of the current western 
calligraphers technically and conceptually. The transformation 
is understood with the deep insight into the traditional aspect of 
western calligraphy mentioned in Chapter III. Also, the perception 
Ĝşİ̹ İĴǬşňƀňŦş̹ ŅĴŘİ̹ ňş̹ �ŅĜŲƀĴŵ̹ ,,̹ ŲŵŦƘňİĴ̹ ƀŅĴ̹ ĪŅĜşĪĴ̹ ƀŦ̹ İňŹĪƄŹŹ̹ ƀŅĴ̹
past and the present of western mentality in terms of writing, hence 
ĪĜŘŘňŀŵĜŲŅƟ˫̹#ƄŵƀŅĴŵŞŦŵĴ˦̹ƙňƀŅ̹ŹňŀşňǬĪĜşƀ̹ĿĴĜƀƄŵĴŹ̹ŦĿ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
western calligraphy that will be seen in this chapter, the interaction 
Ĝşİ̹ ňşǭƄĴşĪĴŹ̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ ƙĴŹƀ̹ Ĝşİ̹ ĴĜŹƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪƄŘƀƄŵĴŹ̹
examined in Chapters IV and V let us frame the dynamics behind the 
contemporary tendencies. Without deeply considering the Far Eastern 
and Middle Eastern calligraphy, it will be seen that examination of 
the contemporary western tendencies and practices to apprehend the 
calligraphy practices are impossible. 

Western calligraphy undertakes new dimensions with many layers 
marked by a rich diversity of forms in the contemporary mindset. It 
will not be wrong to claim that western calligraphy technically and 
conceptually has passed through a new phase with today’s attitude. 
Under the information that was gained and presented in the previous 
chapters, contemporary western calligraphy will be examined and 
ĜŹŹĴŹŹĴİ̹ňş̹ƀŅňŹ̹ĪŅĜŲƀĴŵ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ƘĜŵňŦƄŹ̹ŹňŀşňǬĪĜşƀ̹ŲŵĜĪƀňĪĴŹ˫

Here, as an adjective, contemporary describes today’s practices of 
western calligraphy, which are not traditional, nor cannot be called 
modern in both technical and conceptual ways. The reason for 
that is actually extensively explained in Chapter III in part “3.7. The 
Calligraphic Revival.”

As mentioned in ancient writing styles in Chapter II, so-called 
calligraphy was the only option for writing, copying, duplicating, 
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preserving, and conveying the text before the pre-printing era, which 
puts the functionality of the written text in the center of the perception 
of writing, hence, the ancient writing styles in the pre-printing era in 
the West. That means there is no room for any interpretation of the 
scribe as an artist, nor could load emotions or feelings on it outside of 
the boundaries of the notion that had been loaded to the written text, 
contrary to the Far Eastern and the Middle Eastern understanding of 
calligraphy, in which there has not a sharp distinction between the 
writing, calligraphy, and painting. As stated in Chapters IV and V, this 
İňŹƀňşĪƀňŦş̹ ŹƀĜŵƀŹ̹ƙňƀŅ̹ ƀŅĴ̹ƙŵňƀňşŀ̹ ŹƟŹƀĴŞŹ̹ ŅňŀŅŘƟ̹ İňǣĴŵĴşƀ̹ ĿŵŦŞ̹ ƀŅĴ̹
phonetic alphabets, including the historical, cultural, religious, and 
ŹŦĪňĜŘ̹ İňǣĴŵĴşĪĴŹ̹ ƀŅĜƀ̹ İňŵĴĪƀŘƟ̹ ĜǣĴĪƀĴİ̹ ƀŅĴ̹ ĜŲŲŵĴĪňĜƀňŦş̹ŦĿ̹ƙŵňƀňşŀ̹ ňş̹
the East, hence calligraphy.

As mentioned in Chapter IV, shufa is a term that is used for calligraphy 
in China, which refers to “the art and the discipline of writing” (Iezzi, 
2013a: 159). Apart from the meaning of the text, shufa reveals the 
personality and the mood of the calligrapher, assessed as one of 
ƀŅĴ̹ ŞŦŹƀ̹ ŹňŀşňǬĪĜşƀ̹ ĿŦŵŞŹ̹ ŦĿ̹ Ĝŵƀ̹ Ĝşİ̹ ĴƞĴĪƄƀĴİ̹ ĜŹ̹ Ĝ̹ ŲĴŵĿŦŵŞĜşĪĴ˫̹
Furthermore, in Japan, calligraphy is called shodo, which refers to “the 
ƙĜƟ̹ ŦĿ̹ 7ĜŲĜşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ Ĝŵƀ˦̛ ̹ƙŅňĪŅ̹ ŵĴǭĴĪƀŹ̹ ƀŅĴ̹ ňşşĴŵ̹ Ĝşİ̹ ŦƄƀĴŵ̹
beauty of the calligrapher that conveys through the natural energy 
(Davey, 2019: np.). These explanations are already done in Chapter IV, 
which frames the Far Eastern appreciation of calligraphy as an art form 
attributed to the emotions and feelings of the calligrapher. 

On the other hand, in the Middle East, as mentioned in Chapter V, khatt 
ňŹ̹ƀŅĴ̹ƀĴŵŞ̹İĴǬşĴİ̹ĜŹ̹̚ŘňşĴ˦̛ ̹̚ŹƀŵĴĜŖ˦̛ ̹Ŧŵ̹̚ŹƀŵňŲĴ˦̛ ̹̚ƀŵĜĪŅ˦̛ ̹̚ŲĜƀŅ˦̛ ̹Ŧŵ̹̚ŵŦĜİ̛̹
˾�ŘĜňŵ˦̹ʇʅʅʍ˥̹ƞƞƘ˿˦̹ƙŅňĪŅ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹İňƘňşĴ̹Ĝŵƀ̹ƀŅĜƀ̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹$Ŧİ̝Ź̹
words; hence it has spiritual and mystical value attributed on it. 

As underlined in Chapter III, traditional Western calligraphy was 
practiced as a craft in which there was a concrete requirement that 
determined how calligraphy was; hence the written text needed to 
be executed with the appearance of the actual style of the writing of 
that time. It can be said that there was a general agreement about 
what a concrete traditional craft education in calligraphy was -again 
mentioned in Chapter III- which required repetitive actions without 
invention and departures from all routine. That means traditional 
western calligraphy needed to be understood in its essential existence 
as a physically functioning entity. The subject was the manuscript 
ĜŹ̹ ƀŅĴ̹ ĪŵĜĿƀ̹ ŦĩœĴĪƀ̹ ƙňƀŅ̹ ňƀŹ̹ ĩĜŹňĪ̹ ŲŅƟŹňĪĜŘ̹ ĪŦşǬŀƄŵĜƀňŦşŹ̹ ĿŦŵŞĴİ˦̹
communicated through the legible written text, not the perception 
nor appearance as an image. Hence, it is evident that the western 
ƀŵĜİňƀňŦş̹ İňǣĴŵŹ̹ ŹňŀşňǬĪĜşƀŘƟ̹ ĿŵŦŞ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ Ĝşİ̹ AňİİŘĴ̹
Eastern calligraphy, not just technically but most notably in the way 
of understanding and perception. However, it can be said that this 
situation changed today, starting with the technological advancements 
ƀŅĜƀ̹ĜǣĴĪƀ̹ƀŅĴ̹ŞĜşƄŹĪŵňŲƀ̹ĪƄŘƀƄŵĴ̹Ĝşİ̹ƀŵĜİňƀňŦşĜŘ̹ŹĪŵňĩĴ˫

�Ɵ̹ ʆʉʊʅ̹ ňş̹ ƀŅĴ̹rĴŹƀ˦̹ $ƄƀĴşĩĴŵŀ̹ ŲĴŵĿĴĪƀĴİ̹ ƀƟŲŦŀŵĜŲŅňĪ̹ Ųŵňşƀňşŀ˦̹ Ĝşİ̹
literacy spread more widely among people until the time that it was no 
longer a privilege of a few. He developed the technique of the movable 

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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metal type and used a script textura quadrata -mentioned in Chapter 
III- to print his 42-line Bible. That means he tried to replicate the style 
ŦĿ̹ŘĴƀƀĴŵňşŀ̹ŦĿ̹ƀŅĴ̹ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹ĜŹ̹ĪŘŦŹĴŘƟ̹ĜŹ̹ŲŦŹŹňĩŘĴ̹ƀŦ̹ĩĴ̹ĜĪĪĴŲƀĴİ̹
more quickly. After that, printed incunabula imitated a wide variety of 
scripts from medieval manuscripts. Apart from the letters, the printers 
started to employ woodblock illustrations for illustrated printed 
books, in which decorative borders and ornamental initials became 
printed elements. Hence, printing became a necessity. Since then, the 
ŅňŀŅŘƟ̹ ĜĪĪĴŹŹňĩŘĴ̹ Ųŵňşƀňşŀ̹ ŲŵĴŹŹ̹ ƀĴĪŅşŦŘŦŀƟ̹ ĩĴĪĜŞĴ̹ İňŵĴĪƀŘƟ̹ ĴǣĴĪƀňƘĴ̹
and more functional to conserve, copy, duplicate, and convey the text, 
booklets, or books needed at that time. 

fşİĴŵ̹ ƀŅĴŹĴ̹ ĪňŵĪƄŞŹƀĜşĪĴŹ˦̹ ňƀ̹ ƙĜŹ̹ ňşİňŹŲĴşŹĜĩŘĴ̹ ƀŦ̹ ĜǣĴĪƀ̹ ƘĜŵňŦƄŹ̹
aspects of calligraphy practices, particularly scribes, who copied text 
and started to lose their jobs as copiers. At least, from the functional 
usage of the written text, when there was no need for a scribe to write 
Ĝ̹ ƀĴƞƀ̹Ŧŵ̹ĩŦŦŖ˦̹ ňƀ̹ƙĜŹ̹ ňşĴƘňƀĜĩŘĴ̹ ƀŅĜƀ̹Ĝ̹ŹĪŵňĩĴ̹ŅĜİ̹ ƀŦ̹ ƀƄŵş̹ ƀŦ̹İňǣĴŵĴşƀ̹
ǬĴŘİŹ̹Ŧŵ̹ŞňŀŅƀ̹ĩĴ̹ŵĴĪŦşŹňİĴŵĴİ̹ŅňŹ̹ŲŦŹňƀňŦş̹ĜŹ̹Ĝ̹ŹŦŘĴ̹ĪŵĜĿƀŹŲĴŵŹŦş˫̹#Ŧŵ̹
ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ĜĪĪŦŵİňşŀ̹ ƀŦ̹AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿˦̹ $ƄƀĴşĩĴŵŀ̹ ňŹ̹ ĪŵĴİňƀĴİ̹ ĿŦŵ̹
that invention as a person that “had freed calligraphy from subjugation 
to text” (Mediavilla, 1996: 8).

At this point, it should be reminded that it will not be that accurate to 
claim that the changes in the realm of western calligraphy conceptually 
Ĝşİ̹ ƘňŹƄĜŘŘƟ̹ ŹƀĜŵƀĴİ̹ ƙňƀŅ̹ ƀŅĴ̹ Ųŵňşƀňşŀ̹ ŲĴŵňŦİ˫̹ ,ƀ̹ ĪĴŵƀĜňşŘƟ̹ ĜǣĴĪƀĴİ̹
scribes; as stated, the business of writing a book with handwriting 
has started to be not preferred because it could not immediately 
respond to the needs of writing or copying books. Hence, it would be 
more appropriate to claim that printing as an invention did not free 
calligraphy, as Mediavilla (1996) underlines. However, it is possible 
ƀŦ̹ ĪŦşŹňİĴŵ̹ ňƀ̹ ƀŅĴ̹ ǬŵŹƀ̹ ňŀşňƀňŦş̹ ňş̹ ƀĴŵŞŹ̹ ŦĿ̹ ƀŅĴ̹ ƀŵĜşŹĿŦŵŞĜƀňŦş̹ ŦĿ̹
calligraphy tradition over time. Instead, as mentioned in Chapters IV 
and V, the interaction between the West and East leads to an encounter 
with the understanding and appreciation of the calligraphy in the East 
ƀŅĜƀ̹ĜǣĴĪƀŹ̹ ƀŅĴ̹ƙĴŹƀĴŵş̹ĜŵƀňŹƀŹ˦̹ŅĴşĪĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˫̹bŅňŹ̹ĪŅĜŲƀĴŵ̹ƙňŘŘ̹
ĜŘŹŦ̹ İĴŞŦşŹƀŵĜƀĴ̹ ƀŅĴŹĴ̹ ĴǣĴĪƀŹ̹ ƙŅňŘĴ̹ ŞĴşƀňŦşňşŀ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
attitude through the notable works in that sense.

It can be claimed that there is a certain point where traditional writing and 
calligraphy are entirely separated from today’s practices in understanding, 
technical possibilities, and application of calligraphy. It should be 
reminded that calligraphy word meaning and perception are still subject 
to disagreements, incomplete interpretations, and perceptions today in a 
traditional manner, as discussed in depth in Chapter II.

�ĿƀĴŵ̹ $ƄƀĴşĩĴŵŀ̝Ź̹ ǬĿƀĴĴşƀŅ̐ĪĴşƀƄŵƟ̹ ňşƘĴşƀňŦş̹ ŦĿ̹ ƀŅĴ̹ Ųŵňşƀňşŀ̹ ŲŵĴŹŹ˦̹
the second important issue, mentioned in Chapter III, is the revival of 
traditional writing styles in the nineteenth and twentieth centuries that 
started to be assessed as a modern period in western calligraphy. It was 
the time faced after the Industrial Revolution of the eighteenth century; 
mass-production methods lowered the cost of the products and made 
it possible to manufacture products in large quantities. Hence, mass 
productions, images, texts, and artifacts, including reproduction, were 
assessed as the experience of modernity. 

VI. CURRENT PRACTICES IN REALM OF WESTERN CALLIGRAPHY
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Here, it should be reminded that the word modern comes from the 
Latin word modo˦̹ŞĴĜşňşŀ̹ ̚ŵňŀŅƀ̹ şŦƙ˦̛ ̹ƄŹĴİ̹ ĿŦŵ̹ ƀŅĴ̹ ǬŵŹƀ̹ ƀňŞĴ̹ ňş̹ ƀŅĴ̹
ǬĿƀŅ̹ ĪĴşƀƄŵƟ̹ ƀŦ̹ İistinguish the new period from the old (Roman and 
Pagan) period. Even its content is constantly changing, the periods that 
establish a relationship between antiquity and itself, as well as the “old” 
from the “new.” That means the modern calligraphy here refers to a 
new period in the transformation of the perception of ancient writing 
styles of calligraphy that embraces both functionalities, i.e., functional 
beauty of the letterform, that is charged with conveying the meaning of 
the written text, while in typography, new typographic styles including 
ǬşĴŵ̹ŹĴŵňĿŹ̹Ĝşİ̹ŹĜş̹ŹĴŵňĿ̹ĿŦŵŞŹ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ĴŞŲŘŦƟĴİ̹ĜŹ̹ŞĴƀĜŘ̹ƀƟŲĴŹ˫̹,ƀ̹
can be claimed that the typography started to be transformed visually 
by means of production, such as thinner strokes were possible to use on 
ǬşĴŵ̹ŲĜŲĴŵ̹ƙňƀŅ̹Ĝ̹ŞŦŵĴ̹ĜĪĪƄŵĜƀĴ̹Ųŵňşƀňşŀ̹ŲŵĴŹŹ˫

Hence, a revival of calligraphy in the West here refers to the revivals 
of various ancient styles with historical roots that led to redesigning a 
typeface in the twentieth century based on ancient styles. That means 
modern calligraphers returned to study the historical developments in 
writing, ancient styles, traditional tools, and materials. The interest in 
ƀŅĴ̹ǬşĴŹƀ̹ĜşĪňĴşƀ̹ŹĪŵňŲƀŹ̹ƙĜŹ̹ŵĴşĴƙĴİ̹ĩƟ̹ŘŦŦŖňşŀ̹Ĝƀ̹ƀŵĜİňƀňŦşĜŘ̹ƙĴŹƀĴŵş̹
calligraphy practices. 

What is needed to be underlined is that the standards of legibility and 
visual presentation of letters became a topic. Modern calligraphers, 
such as Edward Johnston, Rudolf Koch, or Rudolf von Larish -mentioned 
in Chapter III-started to investigate the possible combination of form 
and function in the sense of the letterform. It can be said that this issue 
is the primary topic and the essence of the calligraphic skill of the 
modern calligraphy of the twentieth century. 

Modern calligraphy of the late nineteenth and beginning of the 
twentieth century represented what the contemporary was at that 
time, while contemporary meant modern calligraphy. However, it 
can be claimed that what had represented the modern/new at that 
ƀňŞĴ̹ ƙĜŹ̹ ǬşĜŘŘƟ̹ şŦƀ̹ ĜŲŲŵŦŲŵňĜƀĴ̹ ĿŦŵ̹ ƀŦİĜƟ̝Ź̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹
practices anymore. That means the legibility of the written text 
through the designed letterforms and the organization of the written 
text are not the main concern of today’s calligraphers. It is one of the 
most striking features of contemporary calligraphy, which leads to 
assessing calligraphy works as the visual representation of the personal 
understanding and interpretation of what calligraphy is. 

One of the main reasons for this is that contemporary western 
ĪĜŘŘňŀŵĜŲŅĴŵ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ŵĴǭĴĪƀ̹ Ŧş̹ ŅňŹ̹ Ŧƙş̹ ƙŵňƀňşŀ˱ĪĜŘŘňŀŵĜŲŅƟ̹
perception, freed from being the servant of the text, meaning to see 
beyond the literal meaning of the written text, the word, letters, and 
focusing on the fundamental units of the writing, namely lines, strokes, 
marks, and traces, hence, the appearance of the calligraphic work 
ŞŦƘňşŀ̹ ĜƙĜƟ̹ ĿŵŦŞ̹ ŵĴĪŦŀşňƥĜĩŘĴ˦̹ ňİĴşƀňǬĜĩŘĴ̹ ňŞĜŀĴŹ̹ ŦĿ̹ ŘĴƀƀĴŵŹ̹ Ĝşİ̹
signs. Hence, they started to be closer to the abstract forms, which led 
ƀŦ̹ ƀŅĴ̹ ŹŅĜŵŲ̹ ƀĴĪŅşňĪĜŘ̹ Ĝşİ̹ ŲŵĜĪƀňĪĜŘ̹ İňǣĴŵĴşĪĴŹ̹ ĩĴƀƙĴĴş̹ƙŵňƀňşŀ̹ Ĝşİ̹
painting in the West gradually converging, merging, and even becoming 
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quite similar. That creates ambiguity, making it hard to decide whether 
it is writing/calligraphy or painting from the perspective of tradition 
and modern Western perception in writing, as mentioned in Chapter II. 

Since the bibliography on contemporary western calligraphy is not as 
much as on traditional western calligraphy, it is considered that the 
most appropriate approach is to study various cases that present the 
features of contemporary western calligraphy in this chapter. It will help 
to observe, understand, examine and explain the current perspective 
through articulated various technical and conceptual features to 
contemporary tendencies in the realm of western calligraphy. 

)ĴŵĴ˦̹ňƀ̹ƙňŘŘ̹ĩĴ̹ĴşĪŦƄşƀĴŵĴİ̹İňǣĴŵĴşƀ̹ƀƟŲĴŹ̹ŦĿ̹ĪĜŹĴŹ̹ƀŅĜƀ̹ĜŵĴ̹İĴƀĴŵŞňşĴİ̹
to locate the motivations and dynamics behind the transformation 
of traditional and modern calligraphy by observing the practices of 
various calligraphers, namely Niels “Shoe” Meulman, Pokras Lampas, 
Said Dokins, Denis Brown, Denise Lach, Loredana Zega, Thomas 
Ingmire and Viktor Kams. The reason of chosen these calligraphers 
is that they present unique artistic experiences through exploring 
more expressive individual approaches. Creating personal styles 
with various motivations, such as interaction with other calligraphy 
practices, mainly the Far Eastern and the Middle Eastern, also inspired 
by the western abstraction artists; calligraphers, today, prefer to create 
a fusion of works that melt in each other that invite the interlaced 
complexity, also ambiguity in terms of traditional calligraphy practices 
and perceptions that had been loyal even in the modern revival of the 
western calligraphy.

After the detailed examination and assessments with the aim to 
frame the current state, understanding of western calligraphy with its 
features and dynamics lead to observing the main inspirations behind 
these practices, as well.

Before talking about each of these calligraphers, it is necessary to 
comment on the approach that each of them brings, which is related 
to the idea of the word as an image, transforming the written text by 
pulling it out of its traditional context and reaching to the point that 
is called abstraction within the calligraphy context. For this reason, 
before delving into these artists one by one, it will be mentioned 
pictorial approaches to the text that is encountered in the modern and 
postmodern period. Most contemporary western calligraphers have the 
tendency to create calligraphic works with the concept of the word as 
an image, such as Meulman, Brown, Lampas, Dokins, and so on. That 
means the visual appearance of the written text, word, or even a line 
or a stroke has become one of the main concerns of today’s western 
calligraphers, who take inspiration from traditional calligraphy, 
also other traditions and art and design work that have been passed 
through many stages, particularly modern and postmodern periods. 
�ŲĜŵƀ̹ ĿŵŦŞ̹ ƀŅĜƀ˦̹ ŹŲĴĪňǬĪĜŘŘƟ˦̹ ňƀ̹ ƙňŘŘ̹ ĩĴ̹ ňşĪŘƄİĴİ̹ ƀŅĴ̹ ŲĜŵƀ̹ Ŧş̹ ĜŹĴŞňĪ̹
writing, a term that started to be encountered in the 1990s in the West; 
however, throughout history, it can be encountered in ancient practices 
of Chinese calligraphers, who created works within this context. Due to 
providing insight about these issues that are needed to be mentioned, 
since various today’s calligraphy practices that will be seen in this 



380

chapter, through the elimination of the text and the words, create 
ĪĜŘŘňŀŵĜŲŅňĪ̹ ƙŦŵŖŹ̹ İĴŞĜşİ̹ Ĝ̹ İňǣĴŵĴşƀ̹ Ŗňşİ̹ ŦĿ̹ ŵĴĜİňşŀ̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹
meaning the convey of text through written, legible messages. Hence, 
it can be claimed that contemporary western calligraphy practices 
cannot be evaluated in isolation from these concepts.

6.1. “Word as an image” concept of the modern period 
related to contemporary Western calligraphy

In this part, it is mentioned that a word as an image concept in which 
writing is assessed through its visual aspect rather than its semantic 
meaning focusing on the modern and postmodern periods because it 
ňŹ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ ŹƀĜƀĴ̹ ƀŅĜƀ̹ ƀŅĴ̹ ƀĴşİĴşĪƟ̹ ŦĿ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
to appreciate the word as an image takes its root from the earlier 
examples, particularly modern and postmodern period of the West, 
apart from the concept of the Far Eastern calligraphy, hence the 
character-based language that already mentioned in Chapter IV, 
ƙŅňĪŅ̹ ňŹ̹ ĴƘňİĴşƀ̹ ƀŅĜƀ̹ ŅĜŹ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ňŞŲĜĪƀ̹ Ŧş̹ ƀŦİĜƟ̝Ź̹ ĪĜŘŘňŀŵĜŲŅƟ̹
understanding of the West. 

When talking about modernism in art, it is said that its roots go back 
ƀŦ̹ ƀŅĴ̹ WĴşĜňŹŹĜşĪĴ˦̹ Ĝşİ̹ ňƀ̹ ňŹ̹ ĿŵĴĴİ̹ ĿŵŦŞ̹ ƀŅĴ̹ ňşǭƄĴşĪĴ̹ ŦĿ̹ ĪŅƄŵĪŅ̹ Ĝşİ̹
religion. The human and human mind is at its core. What caused the 
formation of modernism was the medieval church authority and the 
Renaissance and Reformation movements, which were experienced 
due to the revolt against this authority. Changes and transformations 
started with the mentioned enlightenment principles and the French 
Revolution in the eighteenth century and continued with the Industrial 
Revolution and industrialization in the nineteenth century. In this 
process, which is said to have started with French artist Paul Cézanne 
(1839-1906), the idea of modern art spread in waves in many European 
countries (Becer, 2007).

The twentieth century was a time of radical changes in which various 
aspects, such as social, political, cultural, and economic characters of 
ŘňĿĴ̹ĩƟ̹ňşİƄŹƀŵƟ˦̹ĜǣĴĪƀĴİ̹ƀŅĴ̹ŹŦĪňĜŘ̹ĴşƘňŵŦşŞĴşƀ˦̹ŅƄŞĜş̹ŘňĿĴ˦̹ƘňŹƄĜŘ̹Ĝŵƀ˦̹
and design. When discussing the modern period and its features, what 
comes to the fore is the situation brought about by the conditions, 
which faced several consequences. Particularly powerful developing 
technology, production, consumption, mechanization, and the concept 
of “speed” emerge accordingly. After the development of technology 
and industrialization, especially the increasing communication 
ĩĴƀƙĴĴş̹ƀŅĴ̹ŞĜŹŹĴŹ˦̹ƀŅĴ̹ňşĿŦŵŞĜƀňŦş̹ǭŦƙ̹ňƀ̹ĩŵňşŀŹ˦̹Ĝşİ̹ƀŅĴ̹İĴŞĜşİ̹ĿŦŵ̹
ƀŅňŹ̹ ňşĿŦŵŞĜƀňŦş̹ǭŦƙ˦̹ŞĜŹŹ̹ĪŦŞŞƄşňĪĜƀňŦş̹ŦŲŲŦŵƀƄşňƀňĴŹ̹ŅĜƘĴ̹ ŘĴİ̹ ƀŦ̹
ŹňŀşňǬĪĜşƀ̹ĪŅĜşŀĴŹ˫̹,ƀ̹ŅĜŹ̹ĜǣĴĪƀĴİ̹ƀŅĴ̹ŲŵŦİƄĪƀňŦş̐ĪŦşŹƄŞŲƀňŦş̹ŹƄŲŲŘƟ̐
demand balance not only for small businesses but also in large markets. 
,ƀ̹ŅĜŹ̹ĩŵŦƄŀŅƀ̹ƄŲ̹ ĴǣŦŵƀŹ̹ ƀŦ̹ŀĜňş̹ Ĝ̹ ŹŅĜŵĴ̹ ĿŵŦŞ̹ ƀŅĴ̹ ĴƞŲĜşİňşŀ̹ŞĜŵŖĴƀ̹
with the increasing product variety or expand the existing market 
share. The way to achieve this is only possible by creating a demand for 
the product or reviving the demand, that is, with advertising. With this 
competitive environment entered, rapidly growing economies have, of 
ĪŦƄŵŹĴ˦̹ŵĴǭĴĪƀĴİ̹Ŧş̹ŲĴŦŲŘĴ̝Ź̹ŘňƘĴŹ̹ňş̹ĜŘŘ̹ĜŵĴĜŹ˦̹Ĝşİ̹şĴƙ̹œŦĩ̹ŦŲŲŦŵƀƄşňƀňĴŹ̹
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ŅĜƘĴ̹ĪĜƄŹĴİ̹ƀŅĴ̹İňǣĴŵĴşƀňĜƀňŦş̹ŦĿ̹ĴƞňŹƀňşŀ̹ŦşĴŹ˫̹bŅĴ̹ ňşĪŵĴĜŹĴ̹ ňş̹ŞĜŹŹ̹
ŲŵŦİƄĪƀňŦş̹ Ĝşİ̹ ĪŦşŹƄŞŲƀňŦş̹ ĪĜƄŹĴŹ̹ ƄŵĩĜşňƥĜƀňŦş˦̹ ǭŦƙŹ̹ ƀŦƙĜŵİŹ̹
cities, and the formation of large masses constantly in motion, that is, 
ƙŦŵŖňşŀ˦̹ĪŦŞŲĴƀňşŀ˦̹Ĝşİ̹ĪŦşŹƄŞňşŀ̹ĜĩƄşİĜşƀŘƟ̹˾�ĴŖƀĜż˦̹ʆʎʎʇ˿˫

rŅňŘĴ̹ ƀĴĪŅşŦŘŦŀƟ̹ ňŹ̹ ĴǣĴĪƀňƘĴ̹ ňş̹ Ĝ̹ƙĜƟ̹ ƀŅĜƀ̹ƙňŘŘ̹ ŵĜİňĪĜŘŘƟ̹ ĪŅĜşŀĴ̹ ƀŅĴ̹
ĪƄŘƀƄŵĴ˦̹ŹŦŞĴ̹İĴǬşňƀňŦşŹ̹ƙňŘŘ̹ňşĴƘňƀĜĩŘƟ̹ĪŅĜşŀĴ̹ƙňƀŅ̹ƀŅĴ̹ŲŵŦİƄĪƀňŦşŹ̹ŦĿ̹
artists and designers advancing in the direction required. The point is 
reached with the idea that, after technical developments, the existing 
systems are behind the times and not meeting the needs of the age. 

Modernism means abandoning the past and habits altogether, catching 
the day, and even thinking about the future. The better, more beautiful, 
and ideal concepts and standards are mentioned, and the process 
of universality is entered. While state of the art being better and 
more beautiful is open to criticism, modernism and better standards, 
which make an impact in all sub-branches, especially graphic design 
and typography, brought together the concept of functionality 
and universality, brought the ideals of objectivity and impartiality. 
Moreover, it is observed that the period of manifestos is experienced. 
�Ɵ̹ƀŅĴňŵ̹şĜƀƄŵĴ˦̹ƀŅĴƟ̹İĴǬşĴİ̹ƀŅĴňŵ̹ŵƄŘĴŹ̹ňş̹ŘňşĴ̹ƙňƀŅ̹ŹŅĜŵŲ̹ĜŵƀňĪŘĴŹ˦̹İŵĴƙ̹
the borders, and radically rejected everything outside these limits. Each 
of them aimed to establish a new world order and change the world by 
ĩĴňşŀ̹ƄşİĴŵ̹ƀŅĴ̹ňşǭƄĴşĪĴ̹ŦĿ̹ƀŅĴ̹ŲŵĴƘňŦƄŹ̹ƀŵĴşİ̹Ŧŵ̹ĩƟ̹ŵĴœĴĪƀňşŀ̹ĴşƀňŵĴŘƟ̹
as a reaction against the previous trend. One of the most distinctive 
features of art and design activities at the turn of the century was 
ŹĴĜŵĪŅňşŀ̹ĿŦŵ̹Ĝ̹şĴƙ̹ŹƀŵƄĪƀƄŵĜŘ̹ŦŵİĴŵ̹˾�ĴŖƀĜż˦̹ʆʎʎʇ˿˫

In the modern period, while all happened in the western art scene as 
framed above, calligraphy had entered a period called the revival, 
as mentioned in Chapter III, part entitled “3.7. The calligraphic 
ŵĴƘňƘĜŘ̛̹ ŹƀĜŵƀĴİ˫̹ ,ƀ̹ ĪĜş̹ ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ ŹňŀşňǬĪĜşƀ̹ ƀŵňŀŀĴŵ̹ ŲŦňşƀ̹
was the mass production of books in the nineteenth century, and a 
book-design revival began as a consequence of the English Arts and 
Crafts Movement with William Morris, who was deeply interested in 
industrialization and the system of factories. He also experimented 
with calligraphy, page decoration, novels, essays, and poetry, also 
ňşƀĴŵĴŹƀĴİ̹ňş̹ƀŅĴ̹$ŦƀŅňĪ̹WĴƘňƘĜŘ̹ŦĿ̹ƀŅĴ̹şňşĴƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˫̹bŅĜƀ̹ŞĴĜşŹ̹
ŘŦŦŖňşŀ̹ĩĜĪŖ̹ĜŹ̹ŹňŀşňǬĪĜşƀ̹ŵĴĿĴŵĴşĪĴŹ̹ƀŦ̹ŞĴİňĴƘĜŘ̹ŹĪŵňŲƀŹ˦̹ŲĜƀƀĴŵşŹ̹Ĝşİ̹
ornaments started to reappear in nineteenth-century books.

Hence, revivals of calligraphy -so-called modern calligraphy with the 
ŅƄŀĴ̹ňşǭƄĴşĪĴŹ̹ŦĿ̹AŦŵŵňŹ̝Ź̹ŴƄĴŹƀ̹ĿŦŵ̹ŵĴĴƞĜŞňşňşŀ̹ĴĜŵŘňĴŵ̹ŹĪŵňŲƀ̹ĿŦŵŞŹ̹̐
ŹĴĴŞŹ̹ƀŦ̹ĪŦƘĴŵ̹ĪŵĴĜƀňşŀ̹ĜŵƀňŹƀňĪ̹ŘĴƀƀĴŵňşŀ̹̐ňƀ̹ňŹ̹ƀŅĴ̹ŲĜŵƀ̹ƀŅĜƀ̹İňǣĴŵŹ̹ĿŵŦŞ̹
the tradition- with conserving the purpose, which has been assessed as 
ĪŦşƘĴƟňşŀ̹ƀŅĴ̹ŞĴŹŹĜŀĴ̹ƀŅŵŦƄŀŅ̹ƙŵňƀƀĴş̹ƙŦŵİŹ˫̹,ƀ̹ňŹ̹Ĝ̹ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ̹
ĿĴĜƀƄŵĴ̹ŦĿ̹ƀŅĴ̹ƀŵĜİňƀňŦş̹ƀŅĜƀ̹ŵĴǭĴĪƀĴİ̹ƀŅĴ̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹ƙŵňƀňşŀ̹ňş̹ƀŅĴ̹
West, as mentioned in Chapter II.

In other words, modern calligraphy can be seen as the period in which 
calligraphy has begun to be evaluated as a functional, artistic, and 
decorative element by being revised in line with the needs of the day, 
which in a way adheres to the tradition in terms of purpose, form and 
maintains its basic notions such as conveying the message. That means 
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the West still preserves how they understand the notion of the writing, 
hence calligraphy. Calligraphy is assessed essentially writing. It uses 
the writer’s tools, such as pen and ink or brush and paint. However, 
writing aims to convey pre-determined meanings through standard 
ĿŦŵŞŹ̹ŦĿ̹ŘĜşŀƄĜŀĴ˫̹bŅňŹ̹ňŹ̹ƀŅĴ̹ŞĜňş̹ŹňŀşňǬĪĜşƀ̹ňŹŹƄĴ̹ƀŅĜƀ̹ňŹ̹şĴĴİĴİ̹ƀŦ̹ĩĴ̹
assessed that the revival of calligraphy -modern calligraphy- is assessed 
as a part of the Western calligraphy tradition because it is highly 
believed that the main breakthrough in the transformation of western 
calligraphy started with the changing the perception of writing, hence 
calligraphy, which refers to rethinking about the functional duty of the 
written text through the pre-determined writing system.

To sum up, it can be stated that modern calligraphy practices are 
based on traditional styles with the promise of reworking such forms 
ƙňƀŅ̹Ĝ̹İňǣĴŵĴşƀ̹ǭĜƘŦŵ̹İĴŲĴşİňşŀ̹Ŧş̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ˦̹Ĝşİ̹ƀŅĴ̹ŲŦƀĴşƀňĜŘ̹
of calligraphy is rediscovered and reexamined without restrictions 
on mundane aspects of copying and recording. Although there is 
a perception that it symbolizes the new, both the intellectual and 
ǬŀƄŵĜƀňƘĴ̹ŵĴĿĴŵĴşĪĴŹ̹ĿŵŦŞ̹ƀŅĴ̹ŲĜŹƀ̹ŲŵĴƘĴşƀ̹ƄŹ̹ĿŵŦŞ̹İŵĜƙňşŀ̹Ĝ̹şĴƙ̹Ĝşİ̹
radical framework for modern calligraphy as contemporary.

As mentioned earlier, what contemporary western calligraphers propose 
here through their images of the word as an interpretation of western 
ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜĪƀƄĜŘŘƟ ň̹Ź̹şŦƀ̹ƀŅĴ̹ǬŵŹƀ˫̹;ŦŦŖňşŀ̹Ĝƀ̹ƀŅĴ̹ƀƙĴşƀňĴƀŅ̹
century in the West, it can be observed that various movements and 
artists embraced the same treatment of the word as an image. 

Cubism, Futurism, Dada, and Surrealism are among the modern 
ŞŦƘĴŞĴşƀŹ̹ ƀŅĜƀ̹ şĴĴİ̹ ƀŦ̹ ĩĴ̹ ĪŦşŹňİĴŵĴİ̹ ŅĴŵĴ˦̹ İňŵĴĪƀŘƟ̹ ňşǭƄĴşĪňşŀ̹ ƀŅĴ̹
graphic language of form and visual communication. As it is claimed, 
twentieth-century graphic design has become closely related to 
modern painting and poetry (Meggs & Purvis, 2006), while in the realm 
of western calligraphy, it started to be seen the revival of calligraphy 
-so-called modern calligraphy, which means cherishing the ancient 
styles, the admiration and adaptation began, rather than searching 
beyond as in typography.

Drucker (1997) mentions that typographic experiments, particularly 
the experiments of Dada and Futurism with visually striking works, 
ŲŵŦŞňŹĴİ̹ƀŅĴ̹ŦŲŲŦŵƀƄşňƀƟ̹ƀŦ̹ŘňşŀĴŵ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ĩŦƄşİĜŵňĴŹ̹ŦĿ̹ƀŅĴ̹ǬĴŘİŹ̹
ŦĿ̹ ŘňƀĴŵĜŵƟ̹ Ĝşİ̹ ƘňŹƄĜŘ̹ Ĝŵƀ˫̹ bŅĴ̹ ŲŵňşƀĴİ̹ ŲĜŀĴ̹ ƙĜŹ̹ ŹƄňƀĜĩŘĴ˦̹ ĜǣŦŵİĜĩŘĴ˦̹
ĜƘĜňŘĜĩŘĴ˦̹ Ĝşİ̹ ĴǣĴĪƀňƘĴ̹ ĿŦŵ̹ŲŵŦİƄĪňşŀ̹ Ĝşİ̹ŲŵŦŞŦƀňşŀ̹ ĴĜŵŘƟ̹ ƀƙĴşƀňĴƀŅ̐
century avant-garde artists, poems, and innovations. She argues 
that these movements emphasized materiality as the heart of their 
experimental approach to visual and poetic forms of representation. 
Drucker (1997) suggests a methodology closer to the early avant-garde 
artists’ actual practices, based on a rereading of their critical and 
theoretical writings.

The Futurists, who said that “a running horse has twenty feet, not four,” 
were overwhelmed by the excitement of city life more than anything 
else (Turani, 1990: 606). Embracing Italian literary Futurism, writers 
not only captured the urban and modernist themes of Futurist painting 
but sought to develop a language suited to what they perceived as the 
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speed and brutality of the early twentieth century. The new genres, 
such as parole in libertà (words-in-freedom), designed analogies 
(pictograms where shape analogically mimics meaning), dipinti 
paroliberi (literary collages combining graphic elements with free-word 
poetry), and sintesi (minimalist plays) were established, and one of the 
ŞŦŹƀ̹ŹňŀşňǬĪĜşƀ̹ĜŞŦşŀ̹ƀŅĴŞ̹ƙĜŹ̹parole in libertà (words-in-freedom), 
which also pointed to free word poetry. That means the poetry was 
liberated from the limitations of linear typography and traditional 
syntax and spelling (White, 2019).

They were fascinated with the shape of letters, in which they found 
ŹňŀşňǬĪĜşĪĴ˦̹Ĝşİ̹ĜŘŹŦ̹ňş̹ƀŅĴ̹ĜŵŵĜşŀĴŞĴşƀ̹ŦĿ̹ƀŅĴ̹ƀĴƞƀ̹Ŧş̹ƀŅĴ̹ŲĜŀĴ̹ňş̹ƀŅĴ̹
details of typography. They thought that there was no fundamental 
İňǣĴŵĴşĪĴ̹ ĩĴƀƙĴĴş̹ ƙŦŵİŹ̹ Ĝşİ̹ ŞĜƀĴŵňĜŘ̹ ƀŅňşŀŹ˦̹ ŹŦ̹ ƀŅĴ̹ ŲŦĴƀ̹ ŹŅŦƄŘİ̹
arrange the words in a poem as the artist arranges the colors and 
lines on a canvas. That means grammar, syntax, and logic were often 
eliminated. This issue takes similarities between the contemporary 
calligraphers such as Meulman, who sees the word as an image, 
discarding the text and the word mostly, focusing on the form of the 
letters or such fragments of the letters, which also will be seen through 
the works of Pokras Lampas, who will be examined in this chapter with 
his calligrafuturist movement.

Fig. 1 illustrates one of Filippo Tommaso Marinetti’s (1876-1944) well-
known works in which the confusion, violent noise, and chaos of 
battle explode above the girl reading her lover’s letter from the front. 
Marinetti’s experience in the trenches of war inspired this poem. 

Fig. 1. Poem from Les mots 
en liberté futuristes (Futurist 
Words-in-Freedom), Filippo 
Marinetti, 1919, Source: Meggs 
& Purvis, (2006: 252).
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Here, produced explosive and emotionally charged poetry not following 
the rules of correct syntax and grammar. It was a kind of typographic 
revolution against the classical tradition through the futurist concept 
that embraced speed, the machine age, sound, and noises. Here, italic 
was used to refer to quick impressions, boldface for violent noises and 
sounds. Free and piercing words have supported the velocity of the 
clouds, airplanes, trains, explosives, or atoms. Moreover, these new and 
painterly typographic compositions became a futuristic design called 
parole in libertá means “words in freedom” (Meggs & Purvis, 2006: 
252), where the writing and typography became expressive visual 
ĿŦŵŞ̹ĜŹ̹Ĝş̹ňŞĜŀĴ̹ŹƀĜŵƀĴİ̹ƀŦ̹ŵĴǭĴĪƀ̹ƀŅĴ̹ĴŞŦƀňŦşŹ˦̹ĜŹ̹ňş̹ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹#Ĝŵ̹
Eastern writing and contemporary western calligraphy practices that 
are mentioned in this chapter.

On the other hand, it is claimed that the visual arts of Russia were 
slower to develop in the nineteenth century compared to Europe, 
contrary to the literature. The Russian Academy of Art -founded 
in 1757- began to send Russian painters abroad for training in the 
nineteenth century. In the twentieth century, as with literature, a burst 
of creativity in the visual arts started in the early twentieth century 
(Lieven, Keenan, & others, 2021). 

�Ź̹ňş̹ƀŅĴ̹ŵĴŹƀ̹ŦĿ̹�ƄŵŦŲĴ˦̹ĜŘŘ̹Ĝŵƀ̹ǬĴŘİŹ̹ŅĜİ̹ĩĴĴş̹ĜǣĴĪƀĴİ̹ĜĩŦƄƀ̹Ĝ̹İĴĪĜİĴ̹
before the political and economic revolution of 1917 in Russia, called the 
Russian Revolution or the Russian Revolution of 1917. 

Artists such as Vasily Kandinsky (1866-1944) started to create lyrical 
ĜĩŹƀŵĜĪƀňŦş̹İƄŵňşŀ̹ ƀŅňŹ̹ŲĴŵňŦİ̹ ƀŅĜƀ̹ƙĜŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ŅňŀŅŘƟ̹ ňşǭƄĴşƀňĜŘ̹
in the European art scene, or Kazimir Malevich (1879-1935) started to 
explore geometric abstraction; furthermore, in architecture, artists 
started to push the boundaries as seen in Vladimir Tatlin (1885-1953), 
who executed the Monument in 1920 to the Third International -a 
spiraling iron and glass tower that has been the tallest building of the 
World. In this design, architectural models of the past were rejected; 
instead, a more utopian future based on technology and progress took 
ŲŵňŦŵňƀƟ˫̹ ,ş̹ ƀŅĴ̹ ŹĜŞĴ̹ ŲĴŵňŦİ˦̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ŞŦŹƀ̹ ŹňŀşňǬĪĜşƀ̹ŞŦƘĴŞĴşƀŹ˦̹
Constructivism, took place led by El Lissitzky (1890-1941) and Aleksandr 
Rodchenko (1891-1956), in which strict geometric forms and crisp 
graphic design were favored by artists (Lieven, Keenan & others, 2021) 
and the Russian avant-garde had reached its creative period at that 
time till the 1930s. That points to the expansion of the conception 
of art that started to be a part of daily life with the new possibilities 
that opened for artists and poets. They started to participate in a 
completely new society and had a chance to develop the principles that 
ňşǭƄĴşĪĴ̹ŘňĿĴ̹ňƀŹĴŘĿ˫̹�ŞŦşŀ̹ƀŅĴŹĴ̹ĜŵƀňŹƀŹ˦̹ĿƄƀƄŵňŹƀŹ̹ƙĴŵĴ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ǬŵŹƀ̹
ƀŦ̹ ĪŦŦŲĴŵĜƀĴ̹ƙňƀŅ̹ ƀŅĴ̹şĴƙ̹ŲŦŘňƀňĪĜŘ̹ ŲŦƙĴŵ˫̹�ƀ̹ǬŵŹƀ˦̹ ĜŘŘ̹ ĿƄƀƄŵňŹƀ̹ ĜŵƀňŹƀŹ̹
were called leftist/left-wing artists, whether Cubists, Suprematists, or 
Constructivists. Even if the Futurists aimed to reject the old culture 
completely, Jangfeldt (1976) states that the struggle was against the 
ňşǭƄĴşĪĴ̹ ŦĿ̹ ŦŘİ̹ Ĝŵƀ̹ Ŧş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ Ĝŵƀ̹ ĪŵĴĜƀňŦş̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ ƀŅĴ̹
contemplation of the old culture. Just like the old political system and 
the old rulers had been changed with the Russian Revolution, Futurists 
were assessed as innovators of art and literature with provocative 

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE



385

terms against the culture of the old society (Jangfeldt, 1976). They 
preferred themes such as speeding automobiles, trains, racing stylists, 
dancers, animals, or urban crowds rather than still life and portraiture 
as Cubists did. Futurists’ works are assessed as brighter and more 
vibrant, revealing dynamic compositions with rhythmical forms that 
reach violent movement (White, 2019).

As mentioned earlier, the typographic revolution was also declared in 
the Futurist manifesto in 1913 with the desire to create a form visually 
İƟşĜŞňĪ̹Ĝşİ̹ĪĜŲĜĩŘĴ̹ŦĿ̹ŵĴǭĴĪƀňşŀ̹ƙňƀŅ̹ŹňƥĴ̹Ĝşİ̹ĩŦŘİşĴŹŹ̹ŦĿ̹ƀŅĴ̹ƘňŹƄĜŘ̹
ĴǣĴĪƀ̹ ňş̹ ƀƟŲĴ˦̹ ĜŹ̹ ŹĴĴş̹ ƀŅŵŦƄŀŅ̹AĜŵňşĴƀƀň̝Ź̹ƙŦŵŖŹ˫̹)ŦƙĴƘĴŵ˦̹ ňƀ̹ ŹŅŦƄŘİ̹
be noted that Russian Futurism -calligrapher Lampas points at as his 
one of the inspiration points- was primarily literary rather than plastic, 
which means many interests were majorly in literacy.

Whereas Dada was another movement that symbolizes reaction 
against World War I’s carnage as an anti-art with strong negative and 
destructive elements. The Dada artists and writers intended to shock, 
protest, and create nonsense. Rejecting all traditions was a way of 
ĪŦŞŲŘĴƀĴ̹ĿŵĴĴİŦŞ̹ĿŦŵ̹ƀŅĴŞ˰̹ŅĴşĪĴ̹�ĜİĜ̹ĩĴĪĜŞĴ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ŘňĩĴŵĜƀňşŀ̹
moment that carries traces of Marinetti’s rhetoric on artistic and social 
traditions. That means various aspects of its style, technically and 
aesthetically, were borrowed from Futurists, particularly typography. 
Marinetti’s goal was to be against the traditional concept of meaning, 
and he experimented with poems that were simultaneously textual 
and visually interpreted. As in Futurist typography, Dadaists composed 
typography moving around the page, vertically, horizontally, and 
İňĜŀŦşĜŘŘƟ̹ ƙňƀŅ̹ ƘĜŵňŦƄŹ̹ İňǣĴŵĴşƀ̹ ŹƀƟŘĴŹ̹ ƀŦ̹ ĪŵĴĜƀĴ̹ Ĝ̹ ŘňĩĴŵĜŘ̹ ŲňŘĴ̹ ŦĿ̹
pictorial blocks. They continued to create letterforms as concrete visual 
shapes instead of merely phonetic symbols (Farthing, 2012). 

As can be seen in Fig. 2, there was a radical attitude toward 
distinguishing style elements closely related to word and image, 
including various type forms, which were composed as if every letter 
exploded on the page. 

Fig. 2. Kleina Dada Soiree poster, 
Theo van Doesburg and Kurt 
Schwitters, 1922, Source: Meggs 
& Purvis, (2006: 302).

VI. CURRENT PRACTICES IN REALM OF WESTERN CALLIGRAPHY
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Compositions are organized with the new interpretation of the 
horizontal-vertical directions, which means they are printed 
horizontally and vertically in any direction on the same page and the 
functionality, evidently, was not a concern of Dadaist artists. Capital-
lower cased, condensed, light-bold syntactic elements were employed 
ŞŦŹƀŘƟ̹ ĩĴĪĜƄŹĴ̹ ƀŅĴƟ̹ ƙĴŵĴ̹ ƄŹĴİ̹ ňş̹ ĜŹ̹ ŞĜşƟ̹ İňǣĴŵĴşƀ̹ ŹƀƟŘĴŹ̹ ĜŹ̹ ƀŅĴƟ̹
preferred, and the legibility of the text is not the issue; the punctuation 
is not conventional. They also put letters randomly. The hierarchy 
was extreme through hefty usage of the letterforms. Hence, it can be 
said that typography became an important element during the Dada 
and before them for Futurists; the visual appearance and its impact 
became a highly crucial part of the works, independent of the meaning 
of the text. The usage of the typography, photomontage, letters, letter 
ŹŲĜĪňşŀ˦̹ Ĝşİ̹ ŘňşĴ̹ ŹŲĜĪňşŀ̹ĜŘŹŦ̹şĴŀĜƀňƘĴ̹ ŹŲĜĪĴŹ̹ŅĜİ̹ ŹňŀşňǬĪĜşƀ̹ ňŞŲĜĪƀ̹
on communication design development (Trachtman, 2006).

The Dadaist typographic techniques were even used by various cubist 
paintings such as Braque and Picasso, who included elements of writing 
as components of their works. And today, still various designers, such 
as David Carson -will be mentioned in the following pages, revealing 
ƀŅĴ̹ňşǭƄĴşĪĴŹ̹ŦĿ̹�ĜİĜ̹ƀŅŵŦƄŀŅ̹ƀŅĴňŵ̹ƙŦŵŖ˫̹

Looking at contemporary western calligraphy, mostly subtracting the 
meaning of the text from written calligraphic work and calligraphic 
composition/performance or piece stand up independently as an 
autonomous art form, as in asemic writing pieces. They demand their 
ĜƄİňĴşĪĴŹ̹ ŘŦŦŖ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ƙŵňƀƀĴş̹ƙŦŵİ̹ ƀŦ̹ İĴĪňŲŅĴŵ̹ İňǣĴŵĴşƀ̹ ŖňşİŹ̹
of meaning that compel the audience to look at the visual composition 
rather than try to read, as Futurist and Dadaist artists, who were free 
from any rigid rules of tradition.

Moreover, Russian Formalism, which emerged around 1915, is associated 
with the Society for the Study of Poetic Language (OPOJAZ), the Moscow 
Linguistic Society, and the Prague Linguistic Circle as the school of 
literary criticism can be mentioned here. Its name is derived from “form,” 
in other words, the form of literary work which points at the “formal 
devices cush as rhythm, metre, rhyme, metaphor, syntax or narrative 
technique” (Mambrol, 2016: para. 1) rather than the content. That 
means formalism as a special mode of language proposes an opposition 
between poetic-literary language and practical-ordinary language. 
Here, ordinary language refers to the language that serves the purpose 
ŦĿ̹ ĪŦŞŞƄşňĪĜƀňŦş˫̹ bŅĴ̹ ŘňƀĴŵĜŵƟ̹ ŘĜşŀƄĜŀĴ̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ƀŅĴ̹ ŹĴŘĿ̐ŵĴǭĴƞňƘĴ̹
in which it promises to its readers a special experience with its formal 
devices called “literariness” Russian-American linguist Roman Jakobson 
(1896-1982). It focuses on poetry primarily and analyses the language of 
ǬĪƀňŦş̹Ĝşİ̹ŅŦƙ̹ňƀ̹ŲŵŦİƄĪĴŹ̹ƀŅĴ̹İĴĿĜŞňŘňĜŵňƥĜƀňŦş̹ĴǣĴĪƀ̹˾AĜŞĩŵŦŘ˦̹ʇʅʆʋ˿˫

On the other hand, another movement, Lettrism, can be mentioned 
here, an avant-garde poetic movement that is assessed as one of the 
most radical movements of the early post-war period (Takac, 2018), 
born in Paris in 1946 with the guidance of the Romanian poet Isidore 
Isou (1925-2007). He advocates a new type of poetry attentive only to 
the sound value of words, not to their meaning. This manifesto began 
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to circulate in his native country and later arrived in Paris, where 
ŘƟŵňĪňŹŞ̹ ƙŦƄŘİ̹ ŹĴĴ̹ ňƀŹ̹ ŞŦŹƀ̹ ŹňŀşňǬĪĜşƀ̹ İĴƘĴŘŦŲŞĴşƀ˫̹ ;ĴƀƀŵňŹŞ̹ ƙĜŹ̹
a continuation of earlier art movements such as Russian Futurism, 
Italian Futurism, and Dadaism, and it can be claimed that it extended 
the experimentation with letters that started with Dada. Its cultists 
created sound constructions in which only the aesthetic value of words, 
syllables, or even onomatopoeias without imitative value were taken 
into account, thus bringing poetry closer to music. Later, the cultists of 
Lettrism tried to make their movement encompass all the arts, such as 
ŲŦĴƀŵƟ˦̹ǬŘŞ˦̹Ĝşİ̹ŲĜňşƀňşŀ˦̹Ĝşİ̹ƀŅĴ̹ĩĜŹňĪ̹ŦĩœĴĪƀ̹ƙĜŹ̹ĜňŞĴİ̹ƀŦ̹ĩĴ̹ĩĴƟŦşİ̹
ƀŅĴ̹ǬŀƄŵĜƀňƘĴ̹Ĝşİ̹ĜĩŹƀŵĜĪƀ̹ĜŹ̹ƙĴŘŘ˫̹

Isou stated that all semantic content should be emptied to make 
it purely formal, an approach from the Russian Futurists, Italian 
Futurists, and Dadaist poets. Letterists were experienced with creating 
hybrid forms grounded on the writing combination and visual art. First 
ŹƀĜŵƀĴİ̹ƀŦ̹ƙŦŵŖ̹ƙňƀŅ̹ƀŅĴ̹ǬŘŞ̹ňş̹ƀŅĴ̹ʆʎʊʅŹ˦̹ ,ŹŦƄ̝Ź̹ ňşşŦƘĜƀňƘĴ̹ĜŲŲŵŦĜĪŅ̹
was to make images that disrupted the image, carved by scratching 
Ĝşİ̹ŲĜňşƀňşŀ̹Ŧş̹Ĝş̹ĜĪƀƄĜŘ̹ǬŘŞ˫

Fig. 3 shows Isou’s work, “Dual Network,” a term used in electrical 
transmission. There are two colors that Isou’s employs in almost 
similar proportions and are used as contrasting matches on a white 
canvas. In both parts, he employs orange color to perform the hand-
written characters. With a closer look, isolated letters, compound word 
constructions, and typographic symbols can be realized among the 
ŦŵĜşŀĴ̹ ƀĴƞƀ̹ ĩĜƀĪŅ˫̹ bŅĴ̹ ŦƘĴŵĜŘŘ̹ ƄşŵĴĜİĜĩŘĴ̹ ƀĴƞƀ̹ ĪĜş̹ İňǣĴŵ̹ ĿŵŦŞ̹ ƀŅĴŹĴ̹
readable elements and exist as visual and plastic aspects. 

Fig. 3. Double Network, 
Isidore Isou, 1961, oil on 
canvas, 1961, Source: 
Kunstmuseum Liechtenstein, 
kunstmuseum.li/index.
php?page=31&kid=77&lan=en, 
access: 16.02.2019.
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Hence, Isou focuses on their materiality here. The alphabet is not 
considered as a linguistic sign but merely as a graphic representation. 
The idea of Isou’s future of poetry is limited to its formal aspects by 
ignoring any semantic meaning of the text.

Here, it is necessary to underline that letters are used as only 
compositional elements. It is not a language, hence cannot be 
appreciated as messages that it carries through written words. In other 
words, one who speaks and is not understood is not accepted as an 
unknown Lettrist poet, and any kind of writing, even though exhibited, 
can only be appreciated as a manuscript, not as a work of art. This 
issue is also mostly discussed among asemic writers, which will be 
mentioned in the following pages. Writing and symbols here used in 
these kinds of works are solely seen as an art object assessed as a third 
ƘňŹƄĜŘ̹ŞĜƀĴŵňĜŘ̹ĜĿƀĴŵ̹ǬŀƄŵĜƀňƘĴ̹Ĝşİ̹ĜĩŹƀŵĜĪƀ̹˾�ĪŴƄĜƘňƘĜ˦̹ş˫İ˫˿˫̹

Looking at the various contemporary western calligraphy works, 
not consist of any readable, hence understandable text, basically not 
pointing any type of language or writing system still can be related 
to the calligraphy. Not referring to any type of understandable 
communication through written text, even may not have direct 
ňşǭƄĴşĪĴŹ̹ Ŧŵ̹ ŵĴŹĴŞĩŘĜşĪĴ̹ƙňƀŅ̹ ĜşƟ̹ ƀƟŲĴ̹ ŦĿ̹ ĜşĪňĴşƀ̹ ŹĪŵňŲƀŹ˰̹ ŅŦƙĴƘĴŵ˦̹
the judgment about visual aesthetic about this kind can be assessed 
through the quality of the line or strokes as mentioned in Chapter II on 
ƀŅĴ̹İňŹĪƄŹŹňŦş̹ĜĩŦƄƀ̹ƀŅĴ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹İĴǬşňƀňŦş̹Ĝşİ̹ňş̹�ŅĜŲƀĴŵ̹
IV on examining the Far Eastern calligraphy. That means contemporary 
western calligraphers started to employ western calligraphy as Dadaist 
artists and were appreciated as the Far Eastern calligraphers.

Another noteworthy genre is Concrete Poetry as a lyrical genre can be 
ĪŦşŹňİĴŵĴİ̹ ƀŦŦ̹ ƀŅĜƀ̹ ĩĴŀĜş̹ ňş̹$ĴŵŞĜşƟ̹ ňş̹ ƀŅĴ̹ ʆʎʊʅŹ̹ ĩƟ̹�ŦŘňƘňĜş̐ĩŦŵş̹
$ĴŵŞĜş̹ ĪŦşĪŵĴƀĴ̹ ŲŦĴƀ̹ �ƄŀĴş̹$ŦŞƀňşŀĴŵ̹ ˾ĩ˫̹ ʆʎʇʊ˿˫̹bŅĴ̹ ŲŦĴƀ̹ ĴŞŲŘŦƟŹ̹
words, letters, colors, and fonts, combining them to improve the poem’s 
ĴǣĴĪƀňƘĴşĴŹŹ˫̹bŅĜƀ̹ŞĴĜşŹ̹ ƀŅĴ̹ĜŵƀňŹƀ̹ ŹĴĴŖŹ̹ ƀŦ̹ŀŦ̹ĩĴƟŦşİ̹ ƀŅĴ̹ ŹĴŞĜşƀňĪ̹
meaning of the word with an experiment in language, incorporating 
visual, verbal, kinetic, and even sonic elements. Through his work, there 
can be found the basic characteristics which give importance to the 
material aspect of the poem: the words. 

#ňŀ˫̹ ʉ̹ ŹŅŦƙŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ƙŦŵŖŹ̹ ŦĿ̹ $ŦŞŵňşŀĴŵ˦̹ ̚�Ŧ̹ xŦƄ̹ bŅňşŖ˫̛ ̹ bŅĴ̹
arrangement of the letters and words takes attention, creates an image, 
Ĝşİ̹ŦǣĴŵŹ̹ƘňŹƄĜŘ̹ŞĴĜşňşŀ˫̹bŅňŹ̹Ŗňşİ̹ŞĜƟ̹ĜŘŹŦ̹ĪŦşŹňŹƀ̹ŦĿ̹Ĝ̹ĪŦŞĩňşĜƀňŦş̹
of lexical and pictorial elements. The physical arrangement of this part 
is aimed to provide cohesion, which is thought of as not found through 
the actual words. The white space of the page is also considered as 
necessary, which becomes a canvas on which poems become objects that 
are supposed to be discovered. Here, the standard syntax and logical 
ŹĴŴƄĴşĪĴ̹ ĜŵĴ̹ ňŀşŦŵĴİ̹ ĩƟ̹ $ŦŞŵňşŀĴŵ˰̹ ŅĴşĪĴ˦̹ ƀŅňŹ̹ Ŗňşİ̹ ňŹ̹ ŲĴŵĿŦŵŞĴİ̹ ĜŹ̹
visual poetry that is assessed as freeing the words from any syntactic 
structure, meaning, or sound. Hence, the overall visual appearance as an 
image of the word carries importance, surpassing the semantic meaning, 
syntax, or sound (Castillo, 2018).
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Fig. 4. Do You Think, Eugen 
Gomringer, 2005, screenprinted 
on linen, Source: Bielefelder 
Kunstverein, archiv2019.
kunstverein-bielefeld.de/
en/exhibitions/2015/eugen-
gomringer.html, 
access: 05.12.2020.

It also reminds the calligrams of the Middle Eastern calligraphy 
ŞĴşƀňŦşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q˦̹ ĜŹ̹ ŵĴŲŵĴŹĴşƀĜƀňŦşŹ̹ ŦĿ̹ Ĝ̹ ŹŦŵƀ̹ ŦĿ̹ ǬŀƄŵĜƀňƘĴ̹
aspect of calligraphy consist of interweaving written words employing 
ĜşƀŅŵŦŲŦŞŦŵŲŅňĪ̹ǬŀƄŵĴŹ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ƥŦŦŞŦŵŲŅňĪ˦̹Ĝşİ̹ ňşĜşňŞĜƀĴ̹
objects such as sword, a mosque, a ship made with the letter and the 
Arabic grammatical conjunction waw, mostly connected to the Turkish 
art of the sixteenth century. Calligraphy is considered the writing of a 
text and an abstract arrangement of a certain worldview and meaning; 
hence the plastic expression of the writing steps forward, and the 
aesthetic forms carries to open the way for the reader/viewer to reach 
the meaning from the visual (Kozlu & Benugur, 2014).

Hence, in the light of this information, on one side, Islamic calligrapher 
creates calligrams, pictorial calligraphy, as a way of explanation of 
ĴĜĪŅ̹ ŘĴƀƀĴŵ̹ ŵĴŘĜƀĴİ̹ ƀŦ̹ ,ŹŘĜŞňĪ̹ ŹŲňŵňƀƄĜŘ̹ ŹƟŞĩŦŘňŹŞ˦̹ ĜŹŹĴŹŹĴİ̹ĜŹ̹ ƀŅĴ̹ǬŵŹƀ̹
connection of abstract forms in a sense; on another side, the twentieth 
ĪĴşƀƄŵƟ̝Ź̹ĜŵŵĜşŀĴŞĴşƀŹ̹ƙňƀŅ̹ƀŅĴ̹ňşƀĴşƀňŦş̹ƀŦ̹ĪŦşƘĴƟ̹ƀŅĴ̹ňşƀĴşİĴİ̹ĴǣĴĪƀŹ̹
through the meaning of words, rhythm or rhyme -the conventional 
elements of the poem. In substance, whether these two seem to have the 
most common ground, it has to be noted that the fundamental nature is 
ŅňŀŅŘƟ̹İňǣĴŵĴşƀ˫̹[ƀňŘŘ˦̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴŵĴ̹ňŹ̹Ĝş̹ĜŲŲĜŵĴşƀ̹ĴǣŦŵƀ̹ƀŦ̹
reveal and convey beyond the literal meaning of the word or the text. It is 
possible to say that they meet with the transformation of the operational 
mission imposed on the perception of writing. 

At this point, after talking about the word as an image concept, it will 
ĩĴ̹ŹňŀşňǬĪĜşƀ̹ƀŦ̹ŲŦňşƀ̹Ĝƀ̹ƀŅĴ̹ĜĩŹƀŵĜĪƀ̹ĿĴĜƀƄŵĴ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ ňş̹ ƙŅňĪŅ̹ ƀŅĴ̹ ƙŦŵŖŹ̹ ĜŵĴ̹ ŲŵňŞĜŵňŘƟ̹ İĴǬşĴİ̹ ĜŹ̹ ĴƞŲŵĴŹŹňƘĴ˦̹
experimental, or abstract calligraphy because of lacking the letters, 
words, even any kind of recognizable writing feature, instead, mostly 
focusing on the moves and gesture of the hand. These calligraphers, 
namely Meulman, Brown, Lampas, and others- will be mentioned 
Ŧş̹ ƀŅĴ̹ ĿŦŘŘŦƙňşŀ̹ ŲĜŀĴŹ̹̐ ĪŦşŹƀĜşƀŘƟ̹ ƄşİĴŵŘňşĴ̹ ƀŅĴňŵ̹ ňşǭƄĴşĪĴŹ̹ Ŧş̹ ƀŅĴ̹
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western abstract painters and their gestures, such as American painter 
Jackson Pollock (1912-1956), an American abstract expressionist painter, 
printmaker, and editor Robert Motherwell (1915-1991), Spanish painter, 
sculptor and art theorist Antoni Tàpies (1923-2012) or an American 
painter, sculptor and photographer Cy Twombly (1928-2011). Some of 
ƀŅĴŞ̹ĜŵĴ̹ŞĴşƀňŦşĴİ̹ ňş̹�ŅĜŲƀĴŵ̹ ,q̹ƙňƀŅ̹ƀŅĴňŵ̹ ňşǭƄĴşĪĴŹ̹ ĿŵŦŞ̹ƀŅĴ̹#Ĝŵ̹
�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦş̹Ĝşİ̹ŅŦƙ̹ƀŅĴ̹ŞƄƀƄĜŘ̹ ňşǭƄĴşĪĴŹ̹ŵĴǭĴĪƀĴİ̹
both sides. Moreover, as mentioned in Chapter IV again, the Far Eastern 
culture is claimed as the root of the gesture within the calligraphy and 
painting traditions. 

After the explanations made earlier, it will be helpful to talk about 
abstract painting through various painters, whose works are mostly 
called calligraphic and underlined the resemblance of contemporary 
western calligraphy. It will give more detailed insight that will provide 
information to discuss the relationship between the contemporary 
western calligraphers with the visual similarities of their work and 
their perception and practices of contemporary calligraphy as the 
performance or an act on the stage in the following pages.

6.2. The Western abstract painting related to 
contemporary Western calligraphy

In the twentieth century, BĴƙ̹xŦŵŖ̹ĩĴĪĜŞĴ̹ƀŅĴ̹ĪĴşƀĴŵ̹ŵĴŲŵĴŹĴşƀĴİ̹ĩƟ̹
artists such as American painter Jackson Pollock (1912-1956), a Dutch-
American abstract expressionist artist, Willem De Kooning (1904-
1998), an American abstract expressionist painter, printmaker, and 
editor Robert Motherwell (1915-1991), or an American painter Franz 
Kline (1910-1962), who almost all were of European origin, represented 
the Western culture that came to America, particularly from the New 
xŦŵŖ̹ [ĪŅŦŦŘ˫̹rŅĴş̹ TŦŘŘŦĪŖ̹ Ĝşİ̹�Ĵ̹ 9ŦŦşňşŀ̹ ňşǭƄĴşĪĴİ̹ ƀŅĴ̹BĴƙ̹xŦŵŖ̹
art scene with solo exhibitions in 1948, it is regarded as the date of 
the emergence of the abstract expressionist movement. Some of these 
ĜŵƀňŹƀŹ̹ ŘňƘĴİ̹ ňş̹BĴƙ̹xŦŵŖ˦̹ ŹŦŞĴ̹ ĿŵŦŞ̹şĴĜŵĩƟ̹ ĪňƀňĴŹ˦̹ Ĝşİ̹ƄŹĴİ̹ ƀŦ̹ŞĴĴƀ̹
and exchange ideas whenever they had opportunities to hang out with 
poets and writers. 

It was the time when western calligraphy was still closely related 
to the ancient writing scripts with the enthusiasm of reviving and 
reassessing the ancient styles with the attribution of personal artistic 
preferences of the modern calligraphers. However, as stated in Chapter 
III and earlier in this Chapter, the expressive experiences close to the 
abstraction were not practiced as in the abstract painting context. 

Here, it should be stated that still, today, it will be wrong to resemble 
highly abstract contemporary calligraphy pieces with abstract western 
painting through the visual resemblance. Because the concept of 
abstraction in calligraphy is not the same as the abstract concept 
in western painting, rather, it can be claimed that it is closer to the 
abstract concept of the Far Eastern calligraphy tradition that is 
mentioned in Chapter IV. This issue will be discussed in detail in part 
“6.13. Characteristics of contemporary western calligraphy” is featured 
in this Chapter.
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,ƀ̹ ňŹ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ ĜĪĪŦŵİňşŀ̹ ƀŦ̹AŦƀŅĴŵƙĴŘŘ˦̹ Ĝƀ̹ ƀŅĴňŵ̹ ƀňŞĴ̹ ňş̹BĴƙ̹xŦŵŖ˦̹
the modern art concept meant pessimism, and according to the place 
where they stayed, whether voluntary or reluctant, meant a kind of 
̚ŹŲňŵňƀƄĜŘ̹ƄşİĴŵƙŦŵŘİ̛̹ ˾xŉŘŞĜƥ˦̹ ʇʅʆʈ˥̹ ʇʇʈ˿˫̹ ,ƀ̹ ňŹ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ ĜŵƀňŹƀŹ̹
were looking for a way out of this aura of pessimism. That shows the 
origin of the Abstract Expressionist movement, which can be found 
in the European avant-garde, particularly concerning the work of 
$ĴŵŞĜş̹�ƞŲŵĴŹŹňŦşňŹƀ̹rĜŹŹňŘƟ̹9ĜşİňşŹŖƟ̹ ˾ʆʍʋʋ̐ʆʎʉʉ˿˫̹bŅĴ̹ŹŲňŵňƀƄĜŘňƀƟ̹
mentioned here is stated that came in the form of Kandinsky’s 
spirituality, which saw pure abstraction as the ultimate way to convey 
emotions, and Kandinsky believed that any form of representation was 
an obstacle to attaining depth. Hence, abstraction was seen as a vehicle 
ŦĿ̹ňşşĴŵ̹ŞĴĜşňşŀ̹ĿŦŵ̹ƀŅĴŹĴ̹ĜŵƀňŹƀŹ̹ĜŹ̹Ĝ̹ĿŦŵŞĜŘ̹ĴƞĴŵĪňŹĴ̹˾xŦƄşŀ˦̹ʇʅʆʉ˿˫

As a reason, it is stated that the social, cultural, and artistic development 
of the century, particularly looking towards the mid-nineteenth 
century, the time symbolized the transition from handicrafts to 
industrial production with an incredible speed that reached urban 
life. The commercial evaluation of industrial products and economic 
warfare also emerged social crises that caused unrest in the societies, 
leading the social change in a short time that shook Europe to its roots. 
�Ź̹Ĝ̹ŲĜŵƀ̹ŦĿ̹ƀŅĴ̹ŹŦĪňĴƀƟ˦̹ƀŅĴ̹ĜŵƀňŹƀ̹ƙĜŹ̹ĜŘŹŦ̹ňşǭƄĴşĪĴİ˦̹Ĝşİ̹ƀŅĴ̹ĜŘĜŵŞňşŀ̹
rate of serial inventions in the industry caused a disintegration 
tendency in the plastic arts. As an internal reaction to these anxieties 
and discomfort caused by materialism, the artist started to respond by 
ƀŵĜşŹĿŦŵŞňşŀ̹ŅňŹ̹ĜƀƀňƀƄİĴ˦̹ƀƄŵşňşŀ̹ĜƙĜƟ̹ĿŵŦŞ̹ǬŀƄŵĜƀňŦş̹Ĝşİ̹ŦĩœĴĪƀŹ̹ĜŹ̹
the subject of his painting (Turani, 1990).

Hence they turned to Surrealism to be inspired by Jung’s (1875-1961) 
ideas about psychoanalysis and Freud’s (1856-1939) about memory, 
myth, and the unconscious mind to employ them in their paintings 
˾xŉŘŞĜƥ˦̹ʇʅʆʈ˿˫̹

To avoid control of the rational and conscious mind, surrealists practiced 
various performances, such as automatic drawing1 and writing, in which 
the artist did not prefer to concentrate on what he was doing, writing, or 
drawing. They reduced them to physical rather than mental activity to 
ŵĴƘĴĜŘ̹Ĝşİ̹ŵĴŘĴĜŹĴ̹ƄşĪŦşŹĪňŦƄŹşĴŹŹ̹˾AĪBňǣ˦̹ʆʎʎʍ˿˫

The exportation of the object from paintings by American artists was by 
no means an aesthetic intent. Everything, including aesthetics, had to be 
either excluded or subjugated for the true unity of the painting material 
and the artist’s attitude. The attitude on the canvas should have been 
that of freedom, independent of all moral, political, and aesthetic values. 
In this understanding of painting, since the painter is an actor, the viewer 

ʆ̹ ,ƀ̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŹňŀşňǬĪĜşƀ̹ ĪŦşƀŵňĩƄƀňŦşŹ̹ ŦĿ̹ ƀŅĴ̹ [ƄŵŵĴĜŘňŹƀ̹ŞŦƘĴŞĴşƀ̹ ƀŦ̹ŞŦİĴŵş̹
and contemporary art that has a unique method mostly employed by Surrealists, such as French 
painter André-Aimé-René Masson (1896-1987), who is among the pioneers of automatic drawing. 
,ƀ̹ ňŹ̹İĴŹĪŵňĩĴİ̹ĜŹ̹ŵĴǭĴĪƀňşŀ̹Ĝşİ̹ĴƞŲŵĴŹŹňşŀ̹ƀŅĴ̹ŹƄĩĪŦşŹĪňŦƄŹ˦̹ ňş̹ƙŅňĪŅ̹ŦşĴ̹ ňŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹İŵĜƙ̹
randomly without rational thinking. That means there is no rational control over it intending to 
discover something in terms of the psyche of an author. Joan Miró (1893-1983), Salvador Dalí (1904-
1989), Jean Arp (1886-1966), and André Breton (1896-1966) are among the prominent artist rapidly 
ňşǭƄĴşĪĴİ̹ĩƟ̹ĜƄƀŦŞĜƀňĪ̹İŵĜƙňşŀ̹˾TĴŵĴňŵĜ˦̹ʇʅʆʋ˿˫
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should look at such paintings by thinking about the beginning, duration, 
orientation, mood, concentration, watchfulness, and relief of desire, just 
ŘňŖĴ̹ƀŅĴ̹ĩĴŀňşşňşŀ̹ŦĿ̹ƀŅĴ̹ĜĪƀňŦş̹ňş̹Ĝ̹İŵĜŞĜ̹˾xŉŘŞĜƥ˦̹ʇʅʆʈ˿˫

While these artists were living in big cities of Europe such as Paris, 
Rome, London, and other art centers for a long time, some went to many 
countries of Asia, such as Mark Tobey (1890-1976), which envisaged 
people to live in peace leads him to explore spiritual representation 
in art. In addition, Tobey started to study Chinese calligraphy that 
year and became interested in Persian and Arabic alphabets due to his 
ƀŵĜƘĴŘŹ̹ ƀŦ̹ ƀŅĴ̹AňİİŘĴ̹�ĜŹƀ̹ ňş̹ ʆʎʇʋ̹ ˾$ŪŖİƄŞĜş˦̹ ʇʅʆʍ˿˫̹)Ĵ̹ŅĜİ̹ĩĴĴş̹ ňş̹
China and Japan, living in a Zen monastery in the Far East in the 1930s; 
he not only sought to create an original abstract formal aesthetic but 
ĜŘŹŦ̹ƀŵňĴİ̹ƀŦ̹ŵĴǭĴĪƀ̹ƀŅĴ̹ŞƟŹƀĴŵƟ̹ŦĿ̹ƀŅĴ̹ŹŲňŵňƀƄĜŘ̹ƙŦŵŘİ̹ĜŹ̹ŅĴ̹ŲĴŵĪĴňƘĴİ̹ňƀ˦̹
just like a Far Eastern calligrapher (Antmen, 2001). 

As mentioned in Chapter IV, Tobey’s work has calligraphic connotations 
through his usage of the limited colors that are black and white, the 
emphasis on brush strokes, and his relation to the mystical aspect of 
calligraphy that he tried to acquire during his time in the East. The 
overall form creates an actual representation of the brushstrokes in 
his painting, that as dynamic energy. Furthermore, it can be said that 
the meaning of the gesture acquired a very particular concretion, 
which is apparent in the works of the twentieth century, starting with 
the Impressionists, particularly during Expressionism and Abstract 
Expressionism, when the aspect of pictorial painting started to 
emphasize. The gesture was employed consciously by many painters 
˾$ŦşƥĝŘĴƥ˦̹ ʇʅʆʌ˿˰̹ ĿŵŦŞ̹ ƀŅĜƀ̹ ŀĴşĴŵĜŘ̹ ŹĴşŹĴ̹ ŦĿ̹ ŘŦŦŹĴ̹ ĩŵƄŹŅŹƀŵŦŖĴ˦̹ ŦşĴ̹
passes to that of automatic brushstroke. The gesture contemplated 
in the program of abstract expressionism lacks conscious control, is 
autonomous, and does not respond to the needs of the representative 
function and, therefore, becomes the fundamental way of expression of 
ƀŅĴ̹ƄşĪŦşŹĪňŦƄŹ˦̹ŦĿ̹ƀŅĴ̹ňşşĴŵŞŦŹƀ̹ŹĴŘĿ̹˾$ŵĜĴŘŘŹ˦̹ʇʅʅʌ˿˫

Here, the interest in Orient should be underlined, as Chapter IV 
mentions. Although it has been intriguing for over a century, interest 
in the Orient tended to focus on one or two areas. The harmonies 
and dissonance of the color and light of the Middle Eastern started 
to attract in the nineteenth and early twentieth centuries the artists 
namely Eugène Delacroix (1798-1863), Paul Klee (1879-1940), and Henri 
Matisse (1869-1954), and the second half of the nineteenth century, 
interest in Japanese prints was generated among the Impressionists 
and Post-Impressionists. Looking at the 1950s, Chinese calligraphy 
and Zen Buddhism drew the attention of the Abstract Expressionists 
(Brenson, 1986). Furthermore, it can be claimed that Japanese, 
Indian and Chinese art and Middle Eastern art are part of Western 
ĪƄŘƀƄŵĴ˦̹ ĜŘŘ̹ ŹňŞƄŘƀĜşĴŦƄŹŘƟ̹ ĩĴňşŀ̹ ĴƞŲŘŦŵĴİ̹ ˾$ŦşƥĝŘĴƥ˦̹ ʇʅʇʅ˿˫̹ bŅĜƀ̹
means contemporary western calligraphers point at the Abstract 
Expressionists as inspirations, subtly discussing the Far Eastern 
ňşǭƄĴşĪĴ̹ňşİĴĴİ˫̹,ƀ̹ňŹ̹ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ̹ƀŦ̹ĩĴ̹ĜƙĜŵĴ̹ŦĿ̹ƀŅňŹ̹ĿĜĪƀ̹ƀŅĜƀ̹ňŹ̹
also needed to be underlined here.

bŅĴ̹ĴƞŲĜşŹňŦş̹ ňşƀĴŵĴŹƀ̹ ňş̹HŵňĴşƀ̹ ňŹ̹ĪŘĜňŞĴİ̹ƀŦ̹ŵĴǭĴĪƀ̹ ƀŅĴ̹ŀĴŦŲŦŘňƀňĪĜŘ̹
situation that coincides with expanding commercial and cultural 

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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relations of the East and West. There had been an increasing number 
of exhibitions of Oriental Art with the growing market that helped with 
the development of global communications and travels, particularly 
with the opening up of China; as mentioned in Chapter IV, the interest 
kept growing. It became widespread (Brenson, 1986), which probably 
touched the needs of the artists of that time.

At a certain point, the need of the western artist intersected, and 
writing came for a moment in the western artist’s adventure of abstract 
art that marked the twentieth century. The universal understanding 
of the Eastern calligrapher’s brush, equipped with a philosophical 
attitude, spirituality, movement, and energy, forms the basis for the 
İƟşĜŞňĪ̹ĪŵĴĜƀňŦş̹ŦĿ̹ŞĜşƟ̹ƙĴŹƀĴŵş̹ĜŵƀňŹƀŹ˫̹,ƀ̹ňŹ̹şŦƀ̹ƀŅĜƀ̹İňǤĪƄŘƀ̹ƀŦ̹ŹĴĴ̹
the similarities here (Antmen, 2001).

As examined in Chapter IV, the painting of Tobey looks like a work of a 
Chinese calligrapher who created highly expressive gestures with his 
brush. The expected issue from the calligrapher is the understanding 
ŦĿ̹şĜƀƄŵĴ˦̹ƀŅĴ̹ĴƞňŹƀĴşĪĴ̹ŦĿ̹ňƀŹ̹Ŧƙş̹ňşşĴŵ̹ŅĜŵŞŦşƟ̹ƀŅĜƀ̹ňŹ̹ŵĴǭĴĪƀĴİ̹ňş̹ŅňŹ̹
writing, which he repeats thousands of times with limited materials such 
as paper, brush, and ink. In this respect, the calligrapher becomes the 
authentic master of his interpretation, unlike the Western artist, whose 
ŦŵňŀňşĜŘňƀƟ̹ňŹ̹ƘĜŘƄĴİ̹ǬŵŹƀ˫̹,ş̹ƀŅňŹ̹ŹĴşŹĴ˦̹ƀŅĴ̹ĜĪƀ̹ĩĴĪŦŞĴŹ̹Ĝ̹Ŗňşİ̹ŦĿ̹ŹŅŦƙ̹
that is seen as a stage, where the artist creates the pictorial space with 
ĩŵƄŹŅ̹ŹƀŵŦŖĴŹ̹ƙŅňĪŅ̹ƀŵĜşŹĿŦŵŞŹ̹ňşƀŦ̹ňŞĜŀĴŹ̹ƀŅĜƀ̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹ĴƞŲŵĴŹŹňŦş̹
of loaded energy and the emotion, expression, and rhythm internalized 
in ink as can be seen in Pollock’s painting ritual (Antmen, 2001).

�ŦşƀňşƄňşŀ̹ ƙňƀŅ̹ TŦŘŘŦĪŖ˦̹ ƙŅŦ̹ ŞĜİĴ̹ ǬŀƄŵĜƀňƘĴ̹ ŲĜňşƀňşŀŹ̹ ƄşİĴŵ̹ ƀŅĴ̹
ňşǭƄĴşĪĴ̹ ŦĿ̹ TňĪĜŹŹŦ̹ ˾ʆʍʍʆ̐ʆʎʌʈ˿˦̹ Aňŵŧ̹ ˾ʆʍʎʈ̐ʆʎʍʈ˿˦̹ Ĝşİ̹ $ŦŵŖƟ̹ ˾ʆʍʋʍ̐
1936) from the early 1940s, started to blend what he learned from these 
masters, embraced the Native American culture that he always had 
interested in. He then started to try abstract surrealism in which the 
ŲĜňşƀ̹ ĴǣĴĪƀŹ̹ ĜŵĴ̹ ŦŵŀĜşňĪ̹ Ĝşİ̹ ŀĴŦŞĴƀŵňĪ̹ ŹĴĴş̹ ƀŦŀĴƀŅĴŵ˦̹ƙŅňĪŅ̹ ĪĜŵŵňĴİ̹
him to an entirely abstract painting understanding around the 1950s. 
His breakpoint exhibition in 1948 indicated that he started to be away 
ĿŵŦŞ̹ ŅňŹ̹ ŲŵĴƘňŦƄŹ̹ ǬŀƄŵĜƀňƘĴ̹ ŲĜňşƀňşŀŹ˫̹ )Ĵ̹ ňŹ̹ ĜŹŹŦĪňĜƀĴİ̹ƙňƀŅ̹ ̚ĜĪƀňŦş̹
painting,” and his painting technique, pouring the dyes on top of his 
large, was released with his photos and videos when he was acting 
˾xŉŘŞĜƥ˦̹ʇʅʆʈ˿˫̹

bŅĴ̹ƀĴŵŞ̹ĜĪƀňŦş̹ŲĜňşƀňşŀ̹ƙĜŹ̹ǬŵŹƀ̹ƄŹĴİ̹ĩƟ̹ƀŅĴ̹�ŞĴŵňĪĜş̹ĪŵňƀňĪ̹)ĜŵŦŘİ̹
Rosenberg in 1952; “At a certain moment the canvas began to appear to 
one American painter after another as an arena in which to act- rather 
than as a space in which to reproduce, re-design, anaylze or “express” 
an object, actual or imagines. What was to go on the canvas was not a 
Picture but an event” (Rosenberg, 1952: 22). 

�ĿƀĴŵ̹ WŦŹĴşĩĴŵŀ̝Ź̹ ƄŹĴ˦̹ ƀŅĴ̹ ƀĴŵŞ̹ ŅĜİ̹ Ĝ̹ ŵĴŦŵňĴşƀĜƀňŦş̹ ĴǣĴĪƀ̹ Ŧş̹ ƀŅĴ̹
ĜĴŹƀŅĴƀňĪ̹ ŲĴŵŹŲĴĪƀňƘĴ̹ ŦĿ̹ ƀŅĴ̹ BĴƙ̹xŦŵŖ̹ [ĪŅŦŦŘ̹ ĪŵňƀňĪŹ˫̹ bŅĴ̹ ƘňƀĜŘ̹ ƀŅňşŀ̹
in this movement is that the works are created without a preliminary 
design due to the thoughts created by the associations. For this reason, 
the formation process of the picture becomes more important than the 
ǬşňŹŅĴİ̹ŲňĪƀƄŵĴ̹˾$ŪŖİƄŞĜş˦̹ʇʅʆʍ˿˫

VI. CURRENT PRACTICES IN REALM OF WESTERN CALLIGRAPHY
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Fig. 5 shows how Pollock applies his technique in his workshop. Here, 
the painting has no top or bottom and no left or right because Pollock 
ƙŦŵŖŹ̹ ĿŵŦŞ̹ ĜŘŘ̹ İňŵĴĪƀňŦşŹ̹ ˾[ŦƄŹŹŘŦǣ˦̹ ʇʅʅʉ˿˫̹ )Ĵ̹ ĪŵĜƙŘŹ̹ Ŧş̹ ƀŅĴ̹ ƘĜŹƀ̹
ĪĜşƘĜŹ̹ƀŅĜƀ̹ňŹ̹ŘŦŦŹĴŘƟ̹ŘĜňİ̹Ŧş̹ƀŅĴ̹ǭŦŦŵ˫

Fig. 5. Jackson Pollock 
applying a flow technique at 
his workshop, 1950, Source: 
Landau, (1989: 189).

On his one hand, he has a can of paint; on his other hand, he has a stick 
rather than brushes or palettes. Sometimes he also preferred a paint 
with a hole to drop the paint without touching the stick. The canvas 
ǭƄŹŅňşŀ̹ ƀĴĪŅşňŴƄĴ̹ ĜŲŲŘňĴİ̹ Ŧş̹ ƀŅĴ̹ ŹƄŵĿĜĪĴ̹ ňŹ̹ ŞĜňşŘƟ̹ ŲĴŵĿŦŵŞĴİ̹ ƙňƀŅ̹
the wrist, arm, and shoulder rhythm. The artist put the canvas on the 
ŀŵŦƄşİ̹ Ĝşİ̹ŲĜňşƀĴİ˫̹AŦŹƀ̹ ŦĿ̹ ƀŅĴ̹ŲĜňşƀŹ̹ ƀŅĜƀ̹ŅĴ̹ƄŹĴİ̹ƙĴŵĴ̹ǭƄĴşƀ˫̹)Ĵ̹
used brushes as if they were sticks without touching the canvas but 
moving around the canvas. 

Pollock described himself as free and comfortable when moving on the 
canvas. Before painting, he was not used to envisaging what he wanted to 
paint and also not creating a preliminary study or draft. He approached 
the drawing directly because he believed the painting was working 
quickly and directly to express something. He preferred working with 
large ca65nvases such as three to four meters, where he felt most at 
home. Occasionally, he stepped onto the canvas to allow himself to move 
on all four sides. He stressed the importance of the result that he creates 
at the end of this natural process rather than the techniques used to put 
the paint on the canvas. For him, the method was not more than the 
instrument he used to reach the result (Karmel, 1999).

Pollock’s application of the concept of using paint with a childlike 
approach and reducing the pictorial space to two dimensions is 
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Fig. 6. Full Fathom Five, 
Jackson Pollock, 1947, 
Source: Landau, (1989: 173).

assessed as rhythmic, not wild or random, that he developed as a 
technique. The important point for all of them is that this method of 
painting is very suitable for what is called the spiritual automata of the 
surrealist environment. This method, which was tried by Tobey and 
developed by Pollock, was much more suitable for the expression of the 
inner life through improvisation rather than the calculated paintings of 
ƀŅĴ̹ĩŵĜşĪŅ̹˾xŉŘŞĜƥ˦̹ʇʅʆʈ˿˫

Antmen (2001) states that action painting of the American abstract art 
movement mimics the free, rhythmic, agile movement of Far Eastern 
ĪĜŘŘňŀŵĜŲŅƟ˦̹ŲĜňşƀ̝Ź̹ǭƄňİňƀƟ˦̹Ĝşİ̹ĩŵƄŹŅ̹ŹƀŵŦŖĴŹ̝̹ŹŲĴĴİ̹ĩĴƟŦşİ̹ĪĜŘŘňŀŵĜŲŅňĪ̹
images. It seems as if the artist is going on this stage, such as Pollock 
Ĝşİ̹ŅňŹ̹ĪĜşƘĜŹĴŹ̹Ŧş̹ƀŅĴ̹ǭŦŦŵ˫̹TŦŘŘŦĪŖ̹ŹĜƟŹ̹ƀŅĜƀ̹ƀŅňŹ̹ŞĴƀŅŦİ̹ňŹ̹şŦƀ̹Ĝ̹şĴƙ̹
method and that “this is how the Easterners work” (Ibid.: 78).

Full Fathom Five̹ ˾#ňŀ˫̹ ʋ˿̹ ňŹ̹ Ĝş̹ ĴĜŵŘƟ̹ ĴƞĜŞŲŘĴ̹ ŦĿ̹ TŦŘŘŦĪŖ̝Ź̹ ǭƄŹŅňşŀ̹
technique that he experienced with its practice, which allows it to 
ŵĴĜĪŅ̹şƄŞĴŵŦƄŹ̹ĪŦŞĩňşĜƀňŦşŹ̹ĪŦŞŲĜŵĴİ̹ƀŦ̹ƀŅĴ̹ŲŦŹŹňĩňŘňƀňĴŹ̹ŦǣĴŵĴİ̹ĩƟ̹
conventional brush blades. To this work, he also embedded pebbles and 
added various objects such as nails, buttons, pennies, torn cigarettes, 
matches, and paint tube tops, which were hidden in thick tangles of 
silver, green-blue and white industrial paint. The aim seems to lead 
these materials to retain their individuality, which creates a tactile 
sensation in their energetic heavy paint (Landau, 1989). 



396

His lines are free and dynamic, emphasizing line quality; also, speed of 
execution, spontaneity, and willingness to welcome the accidental fall of 
paints take attention to the similarity between Far Eastern aesthetics, 
which is held in Chapter IV. When it is pouring the paint, not written, 
his techniques still resemble the Chinese splash ink technique (p’o mo) 
(Clarke, 1988), which is also observed continuously in contemporary 
western calligraphers, such as Meulman. These paintings were supposed 
to be done quickly without premeditated but should start from an 
explosion of spontaneity. The hegemony passed through to the artist’s 
body. The body started to be in connection with the work as a part of the 
painting, even surrounding it through entering it, which led to creating 
a close dialog between the canvas and the body, which had existed since 
prehistoric times when the body acted as a brush (Feijóo Cid, 2016).

Miguel Álvarez (2007) states that the parts of the body, particularly 
the hand in the tracks, have appeared in archaeological sites that 
show the instinct of the man wanted to represent the handprints as 
a form of expression, as a necessity to transmit something since the 
ǬŵŹƀ̹ĜŵƀňŹƀňĪ̹ŞĜşňĿĴŹƀĜƀňŦş̹ƀŅĜƀ̹ĜŲŲĴĜŵŹ̹ƙňƀŅ̹ƀŅĴ̹ĩŦİƟ˫̹)ĴŵĴ˦̹ƀŅĴ̹ĩŦİƟ̹
ƀĜŖĴŹ̹ňƀŹ̹ŹňŀşňǬĪĜşĪĴ̹Ĝşİ̹ĜŲŲĴĜŵŹ̹ĜŹ̹ƀŅĴ̹ŲŵŦŞňşĴşƀ̹ĴŘĴŞĴşƀ̹ňş̹ƀŅĴ̹ĜĪƀ̹
of an artwork created within Abstract Expressionism, underlining the 
presence of the artist as a trace of the gestural marks on the surface. 

This issue also can be seen in Far Eastern calligraphy in Chapter IV, 
how the material becomes an essential part of the calligrapher. The 
calligrapher is supposed to act with the brush that is a part of him 
to channel his energy to his work. The movement of the calligrapher 
becomes a movement of the brush, leaving the mark of the calligrapher.

In the western tradition of calligraphy, familiarity with the materials 
was crucial to manipulate them to serve as functional entities. 
However, with the contemporary attitude of the western calligrapher, 
it can be claimed that they started to establish close similarities with 
the mindset of the Far Eastern calligraphers and the body-canvas 
interaction that started with Pollock.

Furthermore, looking at the relationship with the spirituality of 
the works of Pollock or whether it has any type of relation with the 
ĪĜŘŘňŀŵĜŲŅƟ˦̹ �ňŖĴŘĩŦŦŞ̹ ˾ʇʅʆʌ˿̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ňƀ̹ ňŹ̹ İňǤĪƄŘƀ̹ ƀŦ̹ ŵĴĜİ̹ ŅňŹ̹
drip painting as a product of theological intent and underlines that 
questions about a painting’s origin and an artist’s anxieties are only one 
way of understanding the importance of a painting. Rather than having 
an intentional theological discussion of Pollock’s paintings, Eikelboom 
(2017) prefers to make an impact-based discussion of their theological 
ŹňŀşňǬĪĜşĪĴ˫̹

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹xŦƄşŀ̹˾ʇʅʆʉ˿̹ĪŘĜňŞŹ̹ƀŅĜƀ̹TŦŘŘŦĪŖ̹ňŹ̹ŵĜŵĴŘƟ̹ŞĴşƀňŦşĴİ̹
as a spiritual artist; however, his painting images are assessed as iconic, 
“romanticized bad boy of the twentieth century American avant-garde 
serves as a window into Pollock’s soul and the urges for renewal that lie 
there” (Ibid.: 35).

AŦŵĴŦƘĴŵ˦̹ xŉŘŞĜƥ̹ ˾ʇʅʆʈ˿̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ƙŅňŘĴ̹ bŦĩĴƟ̝Ź̹ ƙŦŵŖ̹ ňŹ̹ ŞƟŹƀňĪĜŘ˦̹
Pollock’s can be assessed as intellectual and creative that the method 
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ŦĿ̹ ŅňŹ̹ ŲĜňşƀňşŀ̹ ŹƀĴŲŹ̹ ĿŦŵƙĜŵİ̹ ĜŹ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ŲŦňşƀ̹ ƀŅĜƀ̹ ƙĜŹ̹ ƘĴŵƟ̹
ŹƄňƀĜĩŘĴ̹ ƀŦ̹ ĩĴ̹ ĪĜŘŘĴİ̹ ŲŹƟĪŅňĪ̹ ĜƄƀŦŞĜƀĜ˦̹ ƙŅňĪŅ̹ ňŹ̹ ŅňŀŅŘƟ̹ ŹňŀşňǬĪĜşƀ̹
ĿŦŵ̹ ƀŅĴ̹ ŹƄŵŵĴĜŘňŹƀňĪ̹ ĴşƘňŵŦşŞĴşƀ˫̹ �ĪĪŦŵİňşŀ̹ ƀŦ̹ xŉŘŞĜƥ̹ ˾ʇʅʆʈ˿˦̹ bŦĩĴƟ̹
experimented with this method, and Pollock developed a much more 
convenient expression of inner life through improvisation rather than 
calculated painting.

In most Western paintings from the Renaissance to the end of the 
nineteenth century, the nature of the human vision is positioned to 
determine the organization of the painting. The picture plane adapts 
to the viewer through devices such as perspective and chiaroscuro. 
However, painters began challenging the assumption that the 
viewer’s visual expectations should determine the painting plane in 
the twentieth century. Instead, a painting becomes an opportunity 
ƀŦ̹ ĴƞŲĴŵňĴşĪĴ̹ ƀŅĴ̹ ƘňŹňŦş̹ ňƀŹĴŘĿ̹ İňǣĴŵĴşƀŘƟ˦̹ Ĝşİ̹ TŦŘŘŦĪŖ̝Ź̹ İŵňŲ̹ ŲĜňşƀňşŀ̹
achieves this concerning the nature of seeing. Through tangled webs 
of his thick and thin lines, some broken, some continuing, do not 
ŦǣĴŵ̹ İňŹĪĴŵşňĩŘĴ̹ ŵĴŲŵĴŹĴşƀĜƀňŦş̹ ĿŦŵ̹ ƘňŹƄĜŘ̹ ĪŦŞŲŵĴŅĴşŹňŦş˰̹ ŅŦƙĴƘĴŵ˦̹
ƀŅĴƟ̹ŦǣĴŵ̹ŵŅƟƀŅŞňĪ̹ĴşĴŵŀƟ̹ĪŦŞŲŦŹĴİ̹ĩƟ̹TŦŘŘŦĪŖ̹ ƀŅŵŦƄŀŅ̹ŅňŹ̹İĜşĪňşŀ̹
around the canvas (Eikelboom, 2017). This feature makes it likened to 
jazz improvisation, which is also mentioned by calligrapher Stevens 
(2013) while talking about practices of western calligraphy today.

Another noteworthy artist is the abstract painter Antoni Tàpies (1923-2012), 
ƙŅňĪŅ̹ĪĜş̹ĩĴ̹ŞĴşƀňŦşĴİ̹ŅĴŵĴ̹ƙňƀŅ̹ŅňŹ̹ŵĴǬşĴİ̹ƘňŹƄĜŘ̹ŘĜşŀƄĜŀĴ̹ĪŦşŹňŹƀňşŀ̹ŦĿ̹
gestures and symbols, which seems to resemble the calligraphic gestures 
of contemporary western calligraphers, such as Meulman.

Tàpies’s interest in the subconscious mind attracted him to the contest 
of breaking with the tradition of western painting. In 1945, he started 
ƀŦ̹İŵĜƙ̹ ňş̹ Ĝ̹ ŹƀƟŘĴ̹ ňşǭƄĴşĪĴİ̹ĩƟ̹[ƄŵŵĴĜŘňŹŞ̹Ĝşİ̹ ƀŅĴ̹ ƀŅĴŦŵňĴŹ̹ ŦĿ̹7Ƅşŀ˦̹
representing his mental energy by repeated lines and motifs that cover 
the whole surface of a drawing. While his earliest works in the 1960s 
were collage-based, primarily abstract paintings on cardboard, after 
studying in Paris and meeting with Picasso, Tàpies started exhibiting 
ŵĴŀƄŘĜŵŘƟ˦̹ƀŵĜşŹĿŦŵŞňşŀ̹ŅňŹ̹ŲĜňşƀňşŀ̹ƄşİĴŵ̹ƀŅĴ̹ňşǭƄĴşĪĴ̹ŦĿ̹[ƄŵŵĴĜŘňŹŞ̹
˾$ŵňŞĴŹ˦̹ʇʅʆʇ˿˦̹ƙŅňĪŅ̹ƙňŘŘ̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ƀŅŵŦƄŀŅ̹ŅňŹ̹ƙŦŵŖŹ̹ŞĴşƀňŦşĴİ̹Ŧş̹
the following pages.

bġŲňĴŹ̝̹ ĴĜŵŘƟ̹ƙŦŵŖŹ̹ ŵĴǭĴĪƀ̹ ƀŅĴ̹ ŹŦŘňİ̹ŞƟŹƀňĪĜŘ̹ ŹĴşŹĴ̹ ƀŅĜƀ̹ŞĴŵŀĴŹ̹ ňşƀŦ̹
nature and then is reduced to abstract signs in his later works. Apart 
from the narrative content of paintings, Tàpies prefers his every work 
to be appreciated as an independent plastic object charged with mental 
energy. He states that “the value of the work as a presence has to be 
strong as that of a talisman or icon” (Dexeus, 1990: 13). 

rňƀŅ̹ƀŅňŹ̹ŹƀĜƀĴŞĴşƀ˦̹ňƀ̹ňŹ̹ŲŦŹŹňĩŘĴ̹ƀŦ̹ĪŘĜňŞ̹ƀŅĜƀ̹ŅĴ̹ƙĜŹ̹ĜŘŹŦ̹ňşǭƄĴşĪĴİ̹
by oriental art and philosophy that underlines the emphasis on nature’s 
identity and human beings (Clelia, 2014), also emphasizing the physical 
and spiritual transformation that represented through his works, which 
evokes through signs and symbols from Eastern and Western cultures 
ŵĴƘĴĜŘ̹ ƀŅňŹ̹ ňşǭƄĴşĪĴŹ˫̹AŦŵĴŦƘĴŵ˦̹ƙňƀŅ̹ ƀŅĴ̹ ňşǭƄĴşĪĴŹ̹ŦĿ̹9ŘĴĴ̹Ĝşİ̹Aňŵŧ˦̹
his iconographic compositions were increased and communicated with 
an intense textual appearance.
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Fig. 7. L´Espirit catalá, 
Antoni Tàpies, 1971, Source: 
Dexeus, (1990: 71).

As seen in Fig. 7, his earliest work, entitled L´Espirit catalá, belongs to 
ʆʎʌʆ˦̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ǬŵŹƀ̹ĴŘĴŞĴşƀŹ̹Ŧŵ̹ŹňŀşŹ̹ŦĿ̹ňİĴşƀňƀƟ̹ŹƀĜŵƀĴİ̹ƀŦ̹ŵĴƘĴĜŘ̹ňƀŹĴŘĿ̹
in his work as representative signs of Catalonia, footprints, writings, 
and everyday objects (Clelia, 2014). Here, it can be observed that the 
ŹĪŵĜƀĪŅĴİ̹ŹƄŵĿĜĪĴ̹ƙňƀŅ̹ŀŵĜǤƀň̐ŘňŖĴ̹ŞĜŵŖŹ̹ ňŹ̹İňǤĪƄŘƀ̹ ƀŦ̹ŵĴĜİ˫̹ ,ƀ̹ŹĴĴŞŹ̹
that the surface built up with these incised letters and signs suggested 
an appearance of the walls of Catalonia. 

Fig. 8. Composition with
India ink, 1979, Source: 
Dexeus, (1990: 95).

Fig. 8 illustrates that one of Tàpies’ works, painted with Indian ink, 
ŵĴŲŵĴŹĴşƀŹ̹ŀĴŹƀƄŵĜŘ̹ŞŦƘĴŹ̹ŦĿ̹ƀŅĴ̹ĩŵƄŹŅ̹Ĝşİ̹ŅĜŹ̹ŹňŀşňǬĪĜşƀ̹ŹňŞňŘĜŵňƀňĴŹ̹
with the visual appreciation of Chinese calligraphy, particularly asemic 
examples experienced with the Cursive writing of China, mentioned in 
Chapter IV. 
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,şĪŦŵŲŦŵĜƀňşŀ̹ ŀŵĴĜƀ̹ ĴƞŲŵĴŹŹňƘĴşĴŹŹ̹ ŦĿ̹ ňşƀĴşŹĴ̹ ŞŦƘĴŞĴşƀ̹ ŵĴǭĴĪƀĴİ̹
itself through the wide range of tonalities created with the potential 
of Indian ink. This expressive behavior and manipulation of him 
with loose brushstrokes create a sense of spontaneous works that 
ĪŦşƘĴƟ̹ ƀŅĴ̹ ĿĴĴŘňşŀ̹ ƀŅĜƀ̹ ŹŦŞĴƀŅňşŀ̹ ňŹ̹ ŅĜŲŲĴşňşŀ̹Ŧŵ̹ ƀŅĴŵĴ̹ ňŹ̹ Ĝ̹ ŹŲĴĪňǬĪ̹
movement on the surface. It provides his particular interest of his in 
ŀĴŹƀƄŵĜŘ̹ ŘĜşŀƄĜŀĴ˫̹ �ĪĪŦŵİňşŀ̹ ƀŦ̹ $ŵĜĴŘŘŹ̹ ˾ʇʅʅʌ˿˦̹ ƀŅŵŦƄŀŅ̹ ŅňŹ̹ ƙŦŵŖ˦̹
the sensitivity and mysticism can be observed through his gestures, 
uniting its interior with his pictorial works that have similarities with 
the Far Eastern mentality.

Cy Twombly (1928-2011) is another artist claiming that his work is also 
based on writing and drawing rather than brushwork, as in Tobey, 
Motherwell, or Tàpies. He employs writing for his work, some legible, 
ŞŦŹƀŘƟ̹şŦƀ˫̹HşĴ̹ŦĿ̹ ƀŅĴ̹ĴŹŹĴşƀňĜŘ̹ ĿĴĜƀƄŵĴŹ̹ ňŹ̹ ƀŅĴ̹ ŘňşĴ̹ŦĿ̹ŅňŹ̹ƙŦŵŖ̹ǬŘŘĴİ̹
with emotion that can be compared to Chinese calligraphy.

Twombly’s work is universally recognized in the art world (though not in the calligraphy 
world) as carrying profound meaning. In other words, Twombly writes his paintings and 
in so doing imbeds them in the great cultural traditions of the West. This is not yet true of 
the work of Western calligraphers. It is what makes Twombly’s work beautiful. If we have 
any ambition to create a Western art from called calligraphy, we will have to grapple with 
ƀŅňŹ̹ŲŵŦĩŘĴŞ˫̹rĴ̹ƙňŘŘ̹ŅĜƘĴ̹ ƀŦ̹ǬŘŘ̹ ŦƄŵ̹ŞĴŵĪŅĜşƀ̹ ŹĪŵňŲƀ̹ƙňƀŅ̹ ƀŅĴ̹İĴĴŲĴŹƀ̹ ŘŦşŀňşŀŹ̹ŦĿ̹ŦƄŵ̹
souls. …We will have to become poets of the line. (Neuenschwander, n.d.: para. 14)

His grey canvases covered in looping and roiling cursive are also 
scratched with rhythmic white chalk series that he focused on towards 
the end of the 1960s. 

They are informally known as the Blackboard Series (Fig. 9), primarily 
seen as his most outstanding achievement, most iconic body of works 
that seem to imply a secret language that needed to be deciphered 
and imbued in hidden narrative coming from the past, interpreted at 
present in search of more expressive clarity.

Fig. 9. Untitled (New York 
City), Cy Twombly, 1968, oil 
paint and wax crayon, Source: 
Artnet, artnet.com/artists/cy-
twombly/untitled-new-york-city-
kpAvSt550L37XKTUIA5KzQ2, 
access: 14.08.2017.

In Fig. 9, using oil-based house paint, wax crayon, and pencil on canvas, 
Twombly created the resemblance to a classroom chalkboard with white 
markings. It is one of the most prime examples of the series with its 
six horizontal lines of repetition of circle spreading across the canvas, 
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ŘŦŦŲƟ̹Ĝşİ̹ĪŦşƀňşƄŦƄŹ̹ŹĴĴŞňşŀŘƟ̹ňşǬşňƀƟ˫̹,ƀ̹ŹĴĴŞŹ̹ƀŅĴ̹ĜŵƀňŹƀ̹ĪŦŞŞŦşŘƟ̹
scribbles on a piece of paper aimlessly. Moreover, through the down of 
the canvas, it can be observed that the artist seemed to lose control of 
lines, also drips, smears, and spatters became more explicit and visible 
toward the bottom of the picture.

On the other hand, the rhythmic harmony and balanced loops on 
ĪĜşƘĜŹĴŹ̹ ŅĴ̹ ǬŘŘĴİ̹ ƙňƀŅ̹ ƀŅĴ̹ ŦĩŹĴŹŹňƘĴŘƟ̹ ŹƟŹƀĴŞĜƀňĪ̹ ŵĴŲĴƀňƀňŦş̹ ĜŵĴ̹
described as lyrically expressive lines that spread all over the surface. 
It reminds a strict technique called the Palmer Method2 used to teach 
handwriting, and he seems already aware of this laborious training. 
Accumulated repetitive drills seem to reveal his dense cursive energy 
with a choreography in which individual act of personal expression 
occurs. Both systematic and irregular, premeditated, and an intuitive, 
ƄşŵƄŘƟ̹ ĜĪƀ̹ ŦĿ̹ bƙŦŞĩŘƟ̹ ĴƘŦŖĴŹ̹ Ĝ̹ ŀŵĜǤƀň̐ŹĪĜŵŵĴİ̹ƙĜŘŘ̹ Ŧş̹ ƀŅĴ̹ ŹƄŵĿĜĪĴ˫̹
Through experimenting with it in his grey-scale canvases, illegible 
script with scrawled spirals evokes some sort of primitive handwriting, 
a form of contemporary mark-making (Cy Twombly, n.d.).

It is for sure that looking at these palimpsest-like surfaces as if looking 
at walls where all those moments exist and were layered on each other. 
Hedges (2011) assesses this issue as a sense of a multitude of meanings 
that collected Twombly’s as a mass of independent actions, i.e., a 
multitude of presents also represents a kind of nothingness, in other 
words, absence. 

Twombly’s images of action seem to be placed somewhere between 
ŦŵİĴŵ̹Ĝşİ̹ĪŅĜŦŹ˦̹ĜŹ̹ňş̹ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹AĴƄŘŞĜş˫̹bŅĴ̹ĩŦİňŘƟ̹ĴşĴŵŀƟ̹ǭŦƙňşŀ̹
through his paintings seems to be felt by the viewer, which can also 
be seen in his written words and texts. By revealing his personality 
of art, Twombly represents himself as a speaker, and what talks is not 
the product but the action. The sign and mark of the artist seem to 
be from a discourse of verbal signs in a conventional manner. In this 
context, painted or drawn words rather than written words play a role 
in reverse by integrating with each other and serving a broader sense 
in the conceptual rhyme. 

Jacobus (2016) focuses on the artist’s use of poetry, which mainly 
employs handwritten words and phrases in his work. With careful 
examination of Twombly’s works where the poetry and canvas met, 
ŅĴ̹ŀňƘĴŹ̹ŹňŀşňǬĪĜşƀ̹ňşŹňŀŅƀ̹ňşƀŦ̹ŅňŹ̹ ňŞĜŀňşĜƀňŦş̹ƀŅŵŦƄŀŅ̹ŅňŹ̹ŹĪŵĜƙŘĴİ̹
quotations and verbal scribbles. Here, it is questionable whether the 
ĜŵƀňŹƀ̹ĪŅŦŹĴ̹Ĝ̹ŹŲĴĪňǬĪ̹ŲĜŹŹĜŀĴ̹ƙňƀŅ̹ƙŅňĪŅ̹Ŗňşİ̹ŦĿ̹ňşƀĴŵşĜŘ̹İňĜŘŦŀƄĴ̹Ŧŵ̹
what words and writing have to do with painting and drawing, or it 
İĴŞĜşİŹ̹ƀŦ̹ĩĴ̹ŵĴĜİ̹İňǣĴŵĴşƀŘƟ˫

ʇ̹̹bŅĴ̹TĜŘŞĴŵ̹AĴƀŅŦİ̹İŦŞňşĜƀĴİ̹Ĝşİ̹ŲŵĴƘĜňŘĴİ̹ňş̹ƀŅĴ̹�ŞĴŵňĪĜş̹ĴİƄĪĜƀňŦş̹ŹƟŹƀĴŞ̹ňş̹ƀŅĴ̹ǬŵŹƀ̹ŅĜŘĿ̹
of the twentieth century. As a method, it was used to ensure the students had the same writing 
ŹƀƟŘĴ˫̹�ĜŹĴİ̹Ŧş̹ƀŅĴ̹ŵŅƟƀŅŞňĪĜŘ̹ ĿŦŵŞŹ˦̹ ƀŅĴ̹TĜŘŞĴŵ̹AĴƀŅŦİ̹ŦǣĴŵĴİ̹Ĝ̹İĴƀĜňŘĴİ̹ŲŵĴŹĪŵňŲƀňŦş̹ ĿŦŵ̹ƀŅĴ̹
ĪŦŵŵĴĪƀ̹ ŲŦŹƀƄŵĴ˦̹ ŲĴş̐ŅŦŘİ˦̹ Ĝşİ̹ ŹŲĴĪňǬĪ̹ŞŦƘĴŞĴşƀŹ̹ ĿŦŵ̹ŞƄŹĪƄŘĜŵ̹ ƀŵĜňşňşŀ˫̹�ŘŘ̹ ǬşŀĴŵ̹ŞŦƘĴŞĴşƀ̹
was prohibited; the gestures coming from the shoulder and being left handy were discouraged. 
The body was treated as a machine with its automatic movement, and the writer was lack of any 
sensory feedback from the writing surface. Based on a series of endless-like movement drills, this 
method could successfully generate clear and controlled forms (Clayton, n.d).

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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Fig. 10 illustrates a series of texture-like writing gesture that creates an 
impression of an ongoing text. Even if they do not consist of any letter 
Ŧŵ̹Ĝ̹ƙŦŵİ˦̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ĜŲŲĴĜŵĜşĪĴ̹ňŹ̹ŹƄǤĪňĴşƀ̹ƀŦ̹ŞĜŖĴ̹Ĝş̹ňŞŲĜĪƀ̹ĜŹ̹Ĝ̹
ƀĴƞƀ˫̹ ,ƀ̹ ňŹ̹ şŦƀ̹ ŹƄŵŲŵňŹňşŀ̹ ƀŅĜƀ̹ ŅňŹ̹ƙŦŵŖŹ̹ ĜŹŹĴŹŹĴİ̹ ƀŅĴ̹ ĪŘĜŹŹňǬĪĜƀňŦş̹ ŦĿ̹
asemic writing.

Fig. 10. Note I - Note II - Note 
III from an Untitled Series, 
1967, Source: MOMA, moma.
org/artists/5988, access: 
14.08.2017.

3 Écriture is described as writing, handwriting, script, [style] writing. Larousse Dictionnaires de 
Français, http://www.larousse.fr/dictionnaires/francais-anglais/%C3%A9criture/27596, access: 
12.02.2019.

,ƀ̹ ƙŦƄŘİ̹ ĩĴ̹ ĴşŘňŀŅƀĴşňşŀ̹ ƀŦ̹ ŞĴşƀňŦş̹ ĩŵňĴǭƟ̹ ƀŅĴ̹ ĜŹŹĴŹŹŞĴşƀ̹ ŦĿ̹ 7ŦŅş̹
Berger (1926-2017), encountered in his book entitled Portraits: John 
Berger on Artists̹ ˾ʇʅʆʊ˿̹ƀŅĜƀ̹ŅĴ̹ŦǣĴŵŹ̹Ĝ̹şĴƙ̹ŲĴŵŹŲĴĪƀňƘĴ̹ƀŦ̹ ŘŦŦŖ̹Ĝƀ̹ƀŅĴ̹
diverse cast of artists, and Twombly’s pictorial play among the others. 
Berger starts his statements with the general critics of Twombly’s 
painting about being resembling writing or a kind of écriture3 and how 
ƀŅĴƟ̹ŅĜƘĴ̹ĩĴĴş̹ŹĴĴş̹ĜŹ̹ŲĜŵĜŘŘĴŘ̹ƀŦ̹ŀŵĜǤƀň˫̹�ĴŹňİĴŹ̹ƀŅĴ̹ŹĜŞĴ̹ňŞŲŵĴŹŹňŦş̹
ŅĴ̹ ŅĜŹ˦̹ �ĴŵŀĴŵ̹ ĜŘŹŦ̹ ŹƀĜƀĴŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ ŲĜňşƀňşŀŹ̹ ŦǣĴŵ̹ Ĝşİ̹ ŵĴĿĴŵ̹ ƀŦ̹ŞŦŵĴ̹
than all the walls that Berger saw; he gazed at all the cities that he 
passed. Through their readabilities and un-clarities, the way the words 
ĜŵĴ̹ŞŦİňǬĴİ˦̹ŞĜşňŲƄŘĜƀĴİ˦̹ƙŵňƀƀĴş̹ ŦƘĴŵ̹ ĴĜĪŅ̹ ŦƀŅĴŵ˦̹ Ĝşİ̹ ĴŵĜŹĴİ̹ ĿŵŦŞ̹
ŦşĴ̹ ĜşŦƀŅĴŵ˦̹ ĪŵĴĜƀĴ̹ ƀŅĴ̹ƄşŹĜňİ̹ ƀŅĜƀ̹ ĜşƟ̹ ŘĜşŀƄĜŀĴ̹ ĪĜş̹ ŦǣĴŵ̹ ƀŅĴ̹ ŹĜŞĴ̹
ŹňŀşňǬĪĜƀňŦş̹ňƀ̹ŅĜŹ˫

For Berger, Twombly’s paintings are landscapes of foreign and familiar 
terrain (Berger, 2015). His one of the medium is writing, which consists 
of graphic marks, abbreviated signs, hatchings, loops, numbers, and the 
simplest pictographic-like forms that spread throughout his canvas 
or paper as a result of the instant moment and movement as a whole, 
these exaggerated forms of handwriting often created self-consciously 
also becomes a compositional device. It may be claimed that Twombly’s 
writing-like gestures with handwritten forms may cause them to be 
assessed as calligraphic.

Apart from Berger, the French theorist Roland Barthes (1917-1980) 
wrote one of the essential pieces of writing on Twombly. He starts 
with these questions and continues as follows: “Who is Cy Twombly? 
What is it he does? And what are we to call what he does? … (“drawing,” 
“graphism,” “scratching,” “clumsy,” “childish”) … “childish,” TW’s 

VI. CURRENT PRACTICES IN REALM OF WESTERN CALLIGRAPHY
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̚ŀŵĜŲŅňŹŞ̛ˬ̹xĴŹ˦̹ƙŅƟ̹şŦƀˬ̹�Ƅƀ̹ĜŘŹŦ˥̹ŹŦŞĴƀŅňşŀ̹ŞŦŵĴ˦̹Ŧŵ̹ ŘĴŹŹ˦̹Ŧŵ̹ĜŹňİĴ̹
from that …it is displaced” (Barthes, 1991: 157). 

While Barthes examines the writing on Twombly’s̹ƙŦŵŖ˦̹ŅĴ̹ǬşİŹ̹ƀŅĴŞ̹Ĝ̹
kind of writing concerning calligraphy as some kind of allusion to writing; 
it can be said that the scribbling of Twombly seems a kind of system 
needed to decipher. However, it is sincerely believed that the visual form 
of Twombly’s scribbles reminds the asemic writers of the West rather than 
calligraphy that mostly alluded by the brush strokes rather than pencil-like 
scratches. Here, in fact, it is necessary to open a parenthesis on this subject 
because although the asemic studies of the twentieth century stand out, it 
is possible to reach studies that date back to the Far East and the Middle 
East conceptually when looked more deeply. 

However, looking at the abstract expressionists, the meaning of the 
gesture, gesturality, or gestural painting with a general sense of loose 
brushstroke passes to that of brushstroke that lacks conscious control, 
becomes the fundamental way of expression of the innermost self. The 
gesture contemplated in the program abstract expressionism lacks 
conscious control, does not respond to the needs of the representative 
function, and, therefore, becomes the fundamental way of expression of 
ƀŅĴ̹ƄşĪŦşŹĪňŦƄŹ˦̹ŦĿ̹ƀŅĴ̹ňşşĴŵŞŦŹƀ̹ŹĴŘĿ̹˾$ŵĜĴŘŘŹ˦̹ʇʅʅʌ˿˫̹

As an example, the painting of Tobey looks like the work of a Chinese 
calligrapher who created highly expressive gestures with his brush. 
The expected issue from the calligrapher is the understanding of 
şĜƀƄŵĴ˦̹ƀŅĴ̹ĴƞňŹƀĴşĪĴ̹ŦĿ̹ňƀŹ̹Ŧƙş̹ňşşĴŵ̹ŅĜŵŞŦşƟ̹ƀŅĜƀ̹ňŹ̹ŵĴǭĴĪƀĴİ̹ňş̹ŅňŹ̹
writing, which he repeats thousands of times with limited materials 
such as paper, brush, and ink. In this respect, the calligrapher becomes 
the authentic master of his interpretation, unlike the Western artist, 
ƙŅŦŹĴ̹ŦŵňŀňşĜŘňƀƟ̹ňŹ̹ƘĜŘƄĴİ̹ǬŵŹƀ˫̹,ş̹ƀŅňŹ̹ŹĴşŹĴ˦̹ƀŅĴ̹ĜĪƀ̹ĩĴĪŦŞĴŹ̹Ĝ̹Ŗňşİ̹ŦĿ̹
show that is seen as a stage, where the artist creates the pictorial space 
ƙňƀŅ̹ ĩŵƄŹŅ̹ ŹƀŵŦŖĴŹ̹ ƙŅňĪŅ̹ ƀŵĜşŹĿŦŵŞŹ̹ ňşƀŦ̹ ňŞĜŀĴŹ̹ ƀŅĜƀ̹ ŵĴǭĴĪƀŹ̹ ƀŅĴ̹
expression of loaded energy and the emotion, expression, and rhythm 
internalized in ink as can be seen in Pollock’s painting ritual (Antmen, 
2001). This type of painting was supposed to be done quickly without 
being premeditated but should start from an explosion of spontaneity. 
The hegemony passed through to the artist’s body. The body started 
to be in connection with the work as a part of the painting, even 
surrounding it through entering it, which led to creating a close dialog 
between the canvas and the body, which had existed since prehistoric 
times when the body acted as a brush (Feijóo, 2016).

Eventually, a sense of being skillfully made as physical material was 
excluded so that its abstract creative features could be intermingled 
with the intellectual aura of the written word, particularly poetry. 
That means the skilled hand and the sense of making seem erased 
from much contemporary art, as evident in Abstract Expressionism 
ňş̹ĩŦƀŅ̹ ňƀŹ̹ ĪŦŘŦŵ̹ǬĴŘİ̹ Ĝşİ̹ŀĴŹƀƄŵĜŘ̹ƘĜŵňĴƀňĴŹ˫̹bŅĴ̹ ŹŖňŘŘĴİ̹ŅĜşİ̹ƙĜŹ̹şŦ̹
ŘŦşŀĴŵ̹ňş̹ŲŘĜňş̹ƘňĴƙ˦̹ŞĴĜşňşŀ̹ƀŅĴ̹ĪŵĜĿƀ̹Ĝşİ̹ǬşĴ̹Ĝŵƀ̹ŹŲŘňƀ˦̹ƙŅňĪŅ̹ĩĴŀĜş̹
ňş̹ƀŅĴ̹ĴňŀŅƀĴĴşƀŅ̹ĪĴşƀƄŵƟ̹ ˾AĪBňǣ˦̹ʆʎʎʍ˿˫̹)ĴŵĴ˦̹ ňƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹ƀŅĜƀ̹œƄŹƀ̹
because two works look visually similar does not mean it is appropriate 
to be compared, especially in contemporary calligraphy and abstract 
ĴƞŲŵĴŹŹňŦşňŹƀ̹ŲĜňşƀňşŀ˦̹ƙŅňĪŅ̹ŹƀĴŞ̹ĿŵŦŞ̹İňǣĴŵĴşƀ̹ňşƀĴşƀňŦşŹ̹ƀŅĜƀ̹İňǣĴŵ̹
from the general generative principles.
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�ƀ̹ ƀŅňŹ̹ ŲŦňşƀ˦̹ ĜşŦƀŅĴŵ̹ ŹňŀşňǬĪĜşƀ̹ ňŹŹƄĴ̹ ƀŅĜƀ̹ ňŹ̹ şĴĴİĴİ̹ ƀŦ̹ ŞĴşƀňŦş̹ ňŹ̹
the time after the modern period, the postmodern period with its 
attitude, and how possibly contemporary western calligraphers may 
relate themselves through its feature that can be traced through 
their calligraphic works, apart from the inspirations comes with the 
tradition of western calligraphy, the other calligraphy traditions, 
and the abstract western painting. While the West started to face the 
postmodern condition, it will be useful to consider the situation in 
contemporary western calligraphy, which will be delved into in part 
“6.13. Characteristics of Contemporary western calligraphy.”

6.3. The relation between postmodern condition with 
contemporary Western calligraphy

In the second half of the twentieth century, the social, artistic, and 
ĪƄŘƀƄŵĜŘ̹ŹňƀƄĜƀňŦş̹ŹƀĜŵƀĴİ̹ƀŦ̹ĪŅĜşŀĴ˦̹ĜǣĴĪƀňşŀ̹ĜŘŘ̹ ŘĴƘĴŘŹ̹ŦĿ̹Ĝŵƀ˦̹ĪƄŘƀƄŵĴ˦̹
and social life. It was the postmodern condition that began to spread in 
the late 1960s, especially in France. The characteristics of this thought 
or approach have gradually gained weight in the USA since the 1970s.

In the modern era, human beings and thoughts are assessed as centers 
and claimed that all reality could be reached with the human mind and 
knowledge. Whereas, in the postmodern period, the thought system is 
ĴƞŲŵĴŹŹĴİ̹ĜŹ̹Ĝ̹İĴĪĴşƀŵĜŘňƥĴİ̹ƙĜƟ̹ŦĿ ƀ̹ŅňşŖňşŀ˫̹bŅĴ ƀ̹ŅŦƄŀŅƀ̹İĴǬşĴŹ̹ŵĴĜŘňƀƟ̹
ňş̹ƀĴŵŞŹ̹ŦĿ̹şĴňƀŅĴŵ̹$Ŧİ̹şŦŵ̹ŅƄŞĜş̹ĩĴňşŀŹ˰̹ŅŦƙĴƘĴŵ˦̹ňĿ̹ƀŅĴŵĴ̹ňŹ̹Ĝ̹ƀŵƄƀŅ˦̹
it varies from person to person and situation to situation. That means 
there is no single meaning; instead, multi-meanings have existed. This 
feature seems relevant to contemporary western calligraphy, which can 
ĩĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝş̹ŦŲĴş̹ƙŦŵŖ̹ŦĿ̹�ĪŦ̹˾ʆʎʍʎ˿˦̹ňş̹ƙŅňĪŅ̹ƀŅĴŵĴ̹ňŹ̹şŦ̹İĴǬşňƀĴ̹
message; instead, multiple possibilities exist. Hence, the structure of 
open work also motivation of it may enfold disorder, a kind of chaos 
or noise referring to pluralism, which can be seen in the work of the 
contemporary calligraphers that will be mentioned in this chapter, 
particularly, Meulman, with his performances and calligraphic pieces, 
even with their titles, underlines the chaos and order related with his 
ŀŵĜǤƀň̹ĩĜĪŖŀŵŦƄşİ˦̹ĜŹ̹Ĝş̹ƄşİĴŵŀŵŦƄşİ̹ĜŵƀňŹƀ˫

Lyotard (1984) sees postmodern artists or writers in philosopher’s 
position. It is claimed that neither the works produced nor the texts 
written, in principle, can be governed by pre-established rules. They 
cannot be judged according to a decisive judgment by applying similar 
categories to the text or work. These rules and categories are the rules 
and categories that the artwork seeks for itself (Lyotard, 1984). In other 
ƙŦŵİŹ˦̹ŲŦŹƀŞŦİĴŵşňŹŞ̹ŞĴĜşŹ̹ƙŦŵŖňşŀ̹ƙňƀŅŦƄƀ̹ŵƄŘĴŹ̹ƀŦ̹Ǭşİ̹ƀŅĴ̹ŵƄŘĴŹ̹
ŦĿ̹ƙŅĜƀ̹ƟŦƄ̹İŦ̹˾�ŲŲňŀşĜşĴŹň̹Λ̹$ĜŵŵĜƀƀ˦̹ʆʎʎʍ˿˫

�ĪĪŦŵİňşŀ̹ ƀŦ̹ ƀŅňŹ̹ ĜŲŲŵŦĜĪŅ˦̹ ƀŅĴŵĴ̹ ňŹ̹şŦ̹İĴǬşňƀĴ˦̹ƄşňƘĴŵŹĜŘ̹ Ĝşİ̹İĴǬşĜĩŘĴ̹
ƀŵƄƀŅ̹˾�ŦŘƀĜż˦̹ʇʅʅʈ˿˫̹)ĴŵĴ˦̹ ňƀ̹ŹŅŦƄŘİ̹ĩĴ̹ƄşİĴŵŘňşĴİ̹ƀŅĜƀ̹ŲŦŹƀŞŦİĴŵş̹İŦĴŹ̹
not refer to the end of the modern; on the contrary, a work has to be modern 
ǬŵŹƀ̹ ňş̹ ŦŵİĴŵ̹ ƀŦ̹ ĩĴ̹ ŲŦŹƀŞŦİĴŵş̹ ˾;ƟŦƀĜŵİ˦̹ ʆʎʍʉ˿˫̹ �ƘĴş̹ ňĿ̹ ŲŦŹƀŞŦİĴŵşňŹŞ̹
ňŹ̹ĜŹŹƄŞĴİ̹ĜŹ̹Ĝ̹ŵĴĜĪƀňŦş̹ƀŦ̹ŞŦİĴŵşňŹŞ˦̹Ĝşİ̹ƀŅĴ̹ŹƄǤƞ̹ŲŦŹƀ̹ŵĴĿĴŵŹ̹ƀŦ̹ƀŅĴ̹
term after, it would be more accurate to state that it gives the meaning of 
continuing from modernism, arising from modernism, and coming to life 
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with the criticism of modernism, and therefore continuing its existence 
with the existence of modernism. It takes its’ references to eclecticism, 
pluralism, and randomness. It also includes the state of beyond, which is 
also constantly repeated as going beyond the traditional calligraphy within 
the statements of calligraphers such as Mediavilla (1996), Stevens (2003) or 
Brown (2017), also other contemporary western calligraphers, who will be 
examined in this chapter with their contemporary attitudes as indicatives 
of various postmodern features. 

Harvey (2006) emphasizes this situation in cinema by quoting McHale, 
who emphasizes the plurality of coexisting worlds in postmodernist 
literature. He thinks that Foucault’s concept of the heterotopia is 
the perfect image to grasp what this literature is trying to describe. 
With the concept of heterotopia, Foucault describes the coexistence 
of many fragmented possible worlds in an impossible space or, more 
simply, spaces that are superimposed or juxtaposed with each other. 
�ŅĜŵĜĪƀĴŵŹ̹ ňş̹ ƀŅĴ̹ǬŘŞ̹şŦ̹ ŘŦşŀĴŵ̹ ƀŅňşŖ̹ĜĩŦƄƀ̹ŅŦƙ̹ƀŦ̹ŹŦŘƘĴ̹Ŧŵ̹ƄşĪŦƘĴŵ̹
a fundamental enigma; instead, they force to seek answers to these 
questions: What world is this? What needs to be done in this world? 
Which of my selves will do this? He continues to explain this situation, 
which he made his debut in literature, by talking about a modernist 
classic like Citizen Kane when he leaps into the cinema. Citizen Kane 
ňŹ̹ Ĝ̹ ǬŘŞ̹ ƀŅĜƀ̹ ňşĪŘƄİĴŹ̹ Ĝ̹ ŵĴŲŦŵƀĴŵ̝Ź̹ ĴǣŦŵƀŹ̹ ƀŦ̹ ĩŵňşŀ̹ ƀŦŀĴƀŅĴŵ̹ İňǣĴŵĴşƀ̹
memories and perspectives from those who knew him to solve the 
enigma of Kane’s life and personality (Harvey, 2006). Alternatively, 
for music, an example of the postmodern attitude can be given as the 
ŹƟşƀŅĴŹňŹ̹ŦĿ̹ŞĴŘŦİňĴŹ̹ƀŅĜƀ̹ŅĜƘĴ̹ĴşƀňŵĴŘƟ̹ĪŅĜşŀĴİ̹Ŧŵ̹İňǣĴŵĴşƀňĜƀĴİ̹ĿŵŦŞ̹
the familiar style using the opportunities brought by the time and the 
ĴƀŅşňĪ̹Ŧŵňŀňş̹ŦĿ̹ŞƄŹňĪĜŘ̹ňşŹƀŵƄŞĴşƀŹ̹ĿŵŦŞ̹İňǣĴŵĴşƀ̹ĪƄŘƀƄŵĴŹ˫

In this context, looking at western graphic design, Pelta (2004) takes 
attention to the 90s, the time that witnessed a series of violent assaults 
on the system through anti-globalization movements called culture-
jammers for whom the excess power, consumption, and proliferation 
ŦĿ̹ ƀŅĴ̹ĩŵĜşİŹ̹ĜŵĴ̹ ŵĴĜĪŅňşŀ̹Ĝşİ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝş̹ŦǣĴşŹĴ̹ ƀŦ̹ ƀŅĴ̹ĪƄŘƀƄŵĜŘ̹
health of nations. While this issue is seen as an evolutionary cycle 
of design, Japanese-American curator Andrew Blauveth calls it a 
̚ƀŵĜşŹǬŀƄŵĜƀňŦş̹ŦĿ̹Ĝ̹ĪŵňƀňĪĜŘ̹ĜƘĜşƀ̐ŀĜŵİĴ̹ňşƀŦ̹Ĝ̹ŲŦŹƀ̐ĪŵňƀňĪĜŘ̹ŵĴĜŵŀƄĜŵİ̛̹
and states that “graphic design today feels like a vast shapeless body 
capable of absorbing any blow. Without coherence and increasingly 
dispersed. This absence of a critical mass or a resistant body is the 
heart of the current malaise” (Pelta, 2004: 16). Through this statement, 
Pelta points to the moment of pluralism as a consequence of the end of 
dogmatism. Also, without an orthodox critical position that is assessed 
as positive because of the possibility of new and diverse voices, in the 
meantime causes the lack of a unique style, supplied by a multitude of 
styles as “a heaven of trends” in many cases, seems convenient due to 
the logic of markets. Hence, the stylistic and ideological plurality that 
are critical for various designers of postmodernity domesticated and 
became an element that can be utilized; hence trying to reach new 
ƀĜŵŀĴƀ̹ĜƄİňĴşĪĴŹ̹ŅĜŹ̹ňşĪŵĴĜŹĴİ̹ŹňŀşňǬĪĜşƀŘƟ˫

Pelta (2004) also takes attention to the year 1984, when graphic design 
ƀŵĜşŹĿŦŵŞĴİ̹ƄşƀňŘ̹ƀŅĴ̹ƀƙĴşƀňĴƀŅ̐ǬŵŹƀ̹ĪĴşƀƄŵƟ̹ƙňƀŅ̹ƀŅĴ̹ĜŲŲĴĜŵĜşĪĴ̹ŦĿ̹ƀŅĴ̹
Macintosh computer. This is assessed as a crisis of modernity and its 
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ňşǭƄĴşĪĴŹ̹Ŧş̹İĴŹňŀş̹ŞĴƀŅŦİŦŘŦŀƟ˦̹ ƀŅĴ̹ĜŲŲŘňĪĜƀňŦş̹ŦĿ̹ ƀŅĴ̹İĴĪŦşŹƀŵƄĪƀňŦş̹
theory, the problem of using and abusing history, and questioning the 
author. For typography, deconstruction refers to a vocabulary revision, 
questioning of the traditional ways of reading and various ways of utilizing 
the letter as an abstract and invisible vehicle through not following the 
traditional structure and meaning of the text. Hence, the behavior of 
designers toward technology is assessed as worth mentioning, particularly 
ĪŦŞŲĜŵĴİ̹ƀŦ̹ƀŅĴ̹ŲĴŵĿĴĪƀňŦş̹ŦǣĴŵĴİ̹ĩƟ̹ĪŦŞŲƄƀĴŵŹ˦̹ƀŅĴ̹ňşĪŘňşĜƀňŦş̹ƀŦƙĜŵİŹ̹
the incorrectness of hand, exploring the error, and claiming the traditional 
techniques and values which became popular manifestations such as 
ŀŵĜǤƀň˦̹ ŘĴƀƀĴŵňşŀ˦̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ˾TĴŘƀĜ˦̹ ʇʅʅʉ˿˫̹ �ƀ̹ ƀŅňŹ̹ ŲŦňşƀ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹
claimed that through contemporary western calligraphy practices, it can 
be observed various common features such as the concept of incorrectness 
or error, randomness, spontaneity, pluralistic and eclectic inclination, in 
which the hand of the calligrapher become essential through the gestures. 
However, it should be underlined that accidents/errors in calligraphy are 
ŹŘňŀŅƀŘƟ̹ İňǣĴŵĴşƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ŞŦƀňŦş̹ ŦĿ̹ ĪŅĜşŀĴ˫̹ �ĜŘŘňŀŵĜŲŅƟ˦̹ ňş̹ ňƀŹ̹ şĜƀƄŵĴ˦̹
requires constant practice with scripts or gestures used to construct these 
scripts. That comes with muscle memory, as mentioned in Chapters II and 
III; hence, such as Stevens (2013), calligraphers claim there is no chance 
ŦĿ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ĿĜĪƀŦŵƟ̹ƙŅňŘĴ̹ĪŵĴĜƀňşŀ̹Ĝ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŲňĴĪĴ˫̹,ş̹ŦƀŅĴŵ̹ƙŦŵİŹ˦̹
calligrapher knows where to put the following line, stroke, or stain, or at 
least, they let them happen. Hence, it is not like a chance; however, it comes 
with the mastery of the hand. As mentioned, the criteria, if there will be, 
becomes the quality of the line or the stroke of the calligraphic works, 
ňşƀĴŀŵňƀƟ˦̹ Ĝşİ̹ ĜƄƀŅĴşƀňĪňƀƟ̹ ĜŵĴ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ĿĴĜƀƄŵĴŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ İňǤĪƄŘƀ̹ ƀŦ̹
obtain, as in the Far Eastern calligraphy tradition mentioned in Chapter IV 
with stressing the stroke’s vitality.

Moreover, American graphic designer Tibor Kalman (1949-1999) 
rejected good taste for the sake of aromas of design, which heralded 
the new excitement of the birth of ugliness, mundane and vulgar as a 
powerful visual tool, or designer Steven Heller’s appreciation of these 
positions in relation to ugliness as a conscious attempt to create and 
İĴǬşĴ̹ ĜŘƀĴŵşĜƀňƘĴ̹ ŹƀĜşİĜŵİŹ˫̹ [ƄĪŅ̹ ĜŹ̹ ňŞĜŀĴ̹ ŦƘĴŵŘĜƟŹ˦̹ ŘŦƙ̐ŵĴŹŦŘƄƀňŦş̹
reproductions, hybrids of past and popular elements, or a mixture of 
İňǣĴŵĴşƀ̹ ƀƟŲĴĿĜĪĴŹ̹ ĩĴŀĜş̹ ƀŦ̹ ĪŅĜŘŘĴşŀĴ̹ ƀŅĴ̹ ĪŘĜŹŹňĪĜŘ̹ ĜĴŹƀŅĴƀňĪ̹ ĩĴŘňĴĿŹ˫̹
The main issue became to reach alternative ideas (Pelta, 2004), which 
can be seen in the contemporary attitudes of the western calligraphers. 
[ňşĪĴ̹ĩĴĜƄƀƟ̹ňŹ̹ŹŦŞĴƀŅňşŀ̹ƀŅĜƀ̹ňŹ̹İňǤĪƄŘƀ̹ƀŦ̹İĴŹĪŵňĩĴ̹Ĝşİ̹ĪŦşŹňİĴŵňşŀ̹
ƀŅĴ̹ŹňƀƄĜƀňŦş̹ŦĿ̹ƀŅĴ̹ƀƙĴşƀƟ̐ǬŵŹƀ̹ĪĴşƀƄŵƟ˦̹ƀŅĴ̹ĜňŞ̹ňŹ̹şŦƀ̹ƀŦ̹ŵĴĜĪŅ̹ĩĴĜƄƀƟ˦̹
and it is the same for graphic design. 

It is observed that designers emphasize the importance of embodying 
ĴŞŦƀňŦş̹ ňş̹ ƀŅĴňŵ̹ İĴŹňŀşŹ˦̹ ƙŅňĪŅ̹ ňŹ̹ ŅňŀŅŘƟ̹ ŹňŀşňǬĪĜşƀ̹ Ĝşİ̹ ĜŘŹŦ̹ ƘĜŘňİ̹
for contemporary western calligraphers. Especially mentioning the 
Far Eastern calligraphy, this issue is also underlined that claimed as 
ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ĿĴĜƀƄŵĴŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ ňşǭƄĴşĪĴİ̹ ĩƟ̹ ƀŅňŹ̹ ĪƄŘƀƄŵĴ˫̹ bŅňŹ̹ ňŹŹƄĴ̹ ňŹ̹
also relevant for postmodern designers, such as Peter Bil’ak, Neville 
Brody, Oded Ezer, Jonathan Barnbrook, and David Carson, who have 
ĜƀƀŵĜĪƀĴİ̹ ĜƀƀĴşƀňŦş̹ ƙňƀŅ̹ ƀŅĴňŵ̹ ĜŲŲŵŦĜĪŅĴŹ̹ Ĝşİ̹ ƙŦŵŖŹ̹ ňş̹ ƀŅĴ̹ ǬĴŘİ̹ ŦĿ̹
graphic design and have a noticeable impact on other designers. Bil’ak 
especially revives typography with the choreographies he created, and 
İĴŹňŀşĴŵ̹HİĴİ̹�ƥĴŵ̹ƄŹĴŹ̹ ƀŦİĜƟ̝Ź̹ ƀĴĪŅşŦŘŦŀƟ̹ĜŹ̹Ĝ̹İňǣĴŵĴşƀ̹ĜŲŲŘňĪĜƀňŦş̹
platform in his projects. Furthermore, Neville Brody has been drawing 
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attention since the 1980s and carrying out ambitious projects that 
can be considered pioneers in many subjects, whereas designer 
7ŦşĜƀŅĜş̹�ĜŵşĩŵŦŦŖ̹ĪĜş̹ĩĴ̹ŞĴşƀňŦşĴİ̹ƙňƀŅ̹ŅňŹ̹ƙŦŵŖŹ̹ƀŅĜƀ̹ŵĴǭĴĪƀ̹ŅňŹ̹
responsibility and current oppositional personality and his political 
attitudes, also interpretation of the ancient scripts, particularly the 
$ŦƀŅňĪ̹ ŅĜşİ˫̹�şİ̹ ŘĜŹƀ˦̹ ŹĴŘĿ̐ƀĜƄŀŅƀ̹ İĴŹňŀşĴŵ̹�ĜƘňİ̹�ĜŵŹŦş̹İŵĜƙŹ̹ĩŦƀŅ̹
praise and criticism for his works, approach, and discourse. Among 
these designers, looking at American graphic designer, Carson took 
attention in the early 1990s with experimental editorial designs for 
lifestyle and music magazines. His works were started to be created 
around the “end of print” mantra, which also became his published book 
The End of Print: The Graphic Design of David Carson (1995), in which his 
typography and layout approach revealed. What is noteworthy about 
Carson’s approach is showing that editorial layouts do not have to 
adhere to rules about image placement, consistent typography, or the 
şƄŞĩĴŵ̹ŦĿ̹ĪŦŲňĴŹ̹ƀŅĜƀ̹ŹƀƄĩĩŦŵşŘƟ̹ǭŦƙ̹ĜĿƀĴŵ̹ĴĜĪŅ̹ňŹŹƄĴ̹˾$ŦŹŘňşŀ˦̹ʇʅʆʎ˿˫̹

By avoiding the objective sensibilities and logic of modernism, using 
intuition and twisting the grid or throwing it all aside, he transformed 
not only editorial design but typography and graphic design. His 
works show the rejection of hierarchy, formal layouts, and traditional 
typography – essentially designing with a blank canvas. His lack of 
formal education is perhaps a blessing in disguise, as it gives him the 
freedom to create without the shackles of design rules. This creative 
freedom is manifested in his highly expressive work that connects 
with the audience on an emotional level. Carson’s approach is about 
ŵĴİĴǬşňşŀ̹ ƀŅĴ̹ ĪŵňƀĴŵňĜ̹ ŦĿ̹ ŘĴŀňĩňŘňƀƟ̹ ĩƟ̹ ƄŹňşŀ̹ ŵĴƘĴŵŹĴ̹ ŘĴĜİňşŀ˦̹ ŵŦƀĜƀňşŀ̹
the text columns horizontally or overlapping with each other, using 
extreme letterspacing or any type of unusual layout technique that is 
evidently challenging for a reader to read or decipher the written text 
(Miranda, 2020).

#ňŀ˫̹ ʆʆ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŞŦŹƀ̹ ĿĜŞŦƄŹ̹ ňŹŹƄĴŹ̹ ŦĿ̹ WĜƟ̹ $Ƅş̹ ŞĜŀĜƥňşĴ˦̹
dedicated to the alternative music genre, pushing the limits of modern and 
traditional approaches. 

Fig. 11. Bryan Ferry Ray 
Gun spread, David Carson, 
1994, Source: AIGA,
eyeondesign.aiga.org/
anti-grid-icon-david-carson-
on-why-computers-make-
you-lazy-and-indie-mag-
design-needs-to-liven-up/, 
access: 20.02.2021.
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This issue belongs to 1994, in which the interview with English singer Bryan 
Ferry was typeset by an illegible font Zapf Dingbats because Carson found 
the interview highly boring after reading it. 

As mentioned above, here on this page, there is the same attitude toward 
the rules of the typography and layout, not using horizontal or overlapping 
text but using unreadable type in a simple layout. Hence, it is claimed 
that is a critical balance between order and chaos -also will be seen as a 
concept of Meulman calligraphic works, even used as a title- referring to 
the postmodern attitude preserved here and revealing Carson’s passion 
for transforming the design conventions and showing not to confuse the 
legibility with communication (Miranda, 2020), as seen through Futurist 
and Dadaist artists of the twentieth century, whose aim was employing the 
expressive feature of typography as mentioned earlier.

On the other hand, an English graphic designer, typographer, and 
Ĝŵƀ̹ İňŵĴĪƀŦŵ̹ BĴƘňŘŘĴ̹ �ŵŦİƟ˦̹ ŘňŖĴ̹ �ĜŵŹŦş˦̹ ĪŵĴĜƀĴİ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ĩŵĴĜŖ̹
with his designs, especially after 1980. He talks about emotional 
communication and thinks that when there is nothing in the name of 
ĴŞŦƀňŦş˦̹Ĝ̹İĴŹňŀşĴŵ̹ňŹ̹Ĝ̹ƀĴĪŅşňĪňĜş̹Ŧŵ̹ŹĪňĴşƀňŹƀ˫̹�ŵŦİƟ˦̹ƙŅŦ̹İňİ̹İňǣĴŵĴşƀ̹
experiments on typography in The Face magazine, broke the tradition 
of presenting all the articles in a magazine neatly and cleanly with his 
ŹŘŦŲŲƟ̹ƀƟŲŦŀŵĜŲŅƟ˫̹�Ź̹ŹƄĪŅ˦̹ŅĴ̹ňŹ̹ĪŦşŹňİĴŵĴİ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞŦŹƀ̹ňşǭƄĴşƀňĜŘ̹
designers of the 80s and one of the greatest pioneers of the new 
ƀƟŲŦŀŵĜŲŅƟ̹ ŦĿ̹ ƀŅĴ̹ ʍʅŹ̹ ˾�ĴŖƀĜż˦̹ ʆʎʎʇ˿˫̹)ĴŵĴ̹ƙŅĜƀ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ̹ ňŹ̹ ƀŅĜƀ̹
typography has a personality, letters may have characters, even souls, 
and can express emotions, which lead to communication through these 
channels, changing the idea of the functionality of the text, which was 
the primary issue that was considered before. Over time, his works, 
which exemplify the power of visual expression, add individuality and 
emotionality to their functionality with their characters that push the 
boundaries and take their place in designs as forms of criticism of 
opponents. In addition to his changing face, he seems to have taken 
more responsibility in this sense.

Poynor (2003) states that writing itself is no longer accepted as an 
alphabet; instead, it is getting closer to the idea of the keyboard as an 
instrument of music that composes creative pieces. Within writing, 
there exists its own rhythm, color, and repetitions; through them, what 
is encountered is an emotional reaction to the visual appearance of 
ƀŅĴ̹ƀĴƞƀ˫̹bŦ̹İŦ̹ƀŅĜƀ˦̹ĩĜŹňĪĜŘŘƟ˦̹ňƀ̹ňŹ̹şĴĴİĴİ̹ƀŦ̹ǬŘƀĴŵ̹ŦƄƀ̹ŵĴĜİĜĩŘĴ̹ƙŦŵİŹ˦̹
instead preferring the visual structures that can convey the rhythm 
and visual quality of writing, as in the case of visual poetry. 

This explanation of Poynor is also valid for contemporary western 
calligraphy that consists of highly abstract signs or at least does not 
contain readable words. Even if the calligraphers employ the written 
text, they still try to attribute the content and the visual interpretation 
that mostly reveal the emotion or trigger the feeling that demands to 
be considered as a calligraphic art piece. An attribution of visual and 
emotional features to calligraphy is also related to the deconstruction 
of typography, which, as mentioned earlier, puts forward the visual 
expression by utilizing the possibilities with progressive expansion 
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of the limits and boundaries of writing. Focusing on the gesture, the 
line, or a stroke, make a contribution with the drips or drops of the 
ink and assess them as complementary elements of the calligraphic 
ĪŦŞŲŦŹňƀňŦş˦̹ŹŦŞĴƀňŞĴŹ̹ƄŹňşŀ̹İňǣĴŵĴşƀ̹ŹƀƟŘĴŹ̹ ňş̹Ĝş̹ĴĪŘĴĪƀňĪ̹ƙĜƟ̹ƙňƀŅ̹
the performative aspect; moreover, somehow involving the audience/
reader to interpret or experiment the work depending on their 
background -as in the case of open work- seems to come with the 
postmodern period.

)ĴŵĴ˦̹ňƀ̹ŹŅŦƄŘİ̹ĩĴ̹ŹňŀşňǬĪĜşƀ̹ƀŅĴ̹ĜŹĴŞňĪ̹ĿĴĜƀƄŵĴ̹ƙňƀŅňş̹ƙŵňƀňşŀ˦̹ŅĴşĪĴ̹
within contemporary calligraphy, which is a highly considerable 
attitude of the western artists, which takes its roots from the Far 
Eastern calligraphy culture, that can be related to today’s works of 
calligraphy while examining the selected artists on following parts.

6.4. Asemic writing related to contemporary Western 
calligraphy

As stated earlier, asemic features also can be observed through most 
of the practices of Meulman, Lampas, Brown, Ingmire, and Dokins, 
who are examined in Chapter VI. It can be claimed that whether 
contemporary calligraphers are aware of the term asemic writing 
or not, with its concept mentioned below, they seem to be searching 
for something beyond the literal meaning of the word by using the 
potential of the calligraphic signs and units such as lines or strokes, 
as in Futurist or Dadaist works, also in postmodern graphic design, 
particularly typography. For this reason, lastly, before continuing 
ƙňƀŅ̹ ƀŅĴ̹ ŹĴŘĴĪƀĴİ̹ ĜŵƀňŹƀŹ̹ ňş̹ ƀŅňŹ̹ ĪŅĜŲƀĴŵ˦̹ ňƀ̹ ƙňŘŘ̹ ĩĴ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹
mention asemic writing and its general application to relate to the 
contemporary applications in the realm of western calligraphy.

First, it is necessary to look at the meaning of the term semantic to 
explain the term asemic. Online Etymology Dictionary explains the term 
semantic, which dates back to the year 1894, from French sémantique, 
applied by Michel Bréal (1883) to the psychology of language, from 
$ŵĴĴŖ̹ŹĴŞĜşƀňŖŦŹ̹ŞĴĜşŹ̹̚ŹňŀşňǬĪĜşƀ˦̛ ̹ĿŵŦŞ̹semainein means “to show 
by sign, signify, point out, indicate by a sign” (Harper, n.d.). 

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ƀŅĴ̹ƀĴŵŞ̹ĜŹĴŞňĪ̹ňŹ̹ƄŹĴİ̹ƀŦ̹ŵĴĿĴŵ̹ƀŦ̹̚ŅĜƘňşŀ̹şŦ̹ŹŲĴĪňǬĪ̹
semantic content” (Leftwich, 2016). If something is asemic, it means that 
it does not seem interested in the literal meaning of the word. What 
writing means for asemic writers needs to be mentioned here to frame 
the concept, which is also one of the features of the calligraphy works 
of this chapter. 

Asemic writer Jacobson (2013) describes writing as “essentially coded 
marks on a surface” (2013: para. 3) and continues with asemic writing, 
ƙŅňĪŅ̹ ňŹ̹ İĴŹĪŵňĩĴİ̹ ĜŹ̹ ̚ĩĴňşŀ̹ Ĝş̹ ƄşŹŲĴĪňǬĴİ̹ ŦŲĴş̹ ŹĴŞĜşƀňĪ̹ ĪŦİĴ̹ ̐Ĝ̹
ĪŦİĴ̹ ƀŅĜƀ̹ ňŹ̹ ŦŲĴş̹ ƀŦ̹ ňşƀĴŵŲŵĴƀĜƀňŦş˦̹ƙňƀŅ̹ şŦ̹ ǬƞĴİ̹ŞĴĜşňşŀ̛̹ ˾,ĩňİ˫˿˫̹ ,ƀ̹
is understood that contrary to a general understanding of writing 
ŞĴşƀňŦşĴİ̹ ňş̹�ŅĜŲƀĴŵ̹ ,,̹ ĜŹ̹Ĝ̹ ŵĴǭĴĪƀňŦş̹ŦĿ̹ ƀŅĴ̹ ŹŲŦŖĴş̹ƙŦŵİ˦̹7ĜĪŦĩŹŦş̹
points to a general assessment of the term writing with an extensive 
İĴǬşňƀňŦş̹ŅĴŵĴ˰̹ŞŦŵĴŦƘĴŵ˦̹ĜĪĪŦŵİňşŀ̹ƀŦ̹ŅňŞ˦̹ĜŹĴŞňĪ̹ƙŵňƀňşŀ̹ňŹ̹ĜŹŹƄŞĴİ̹

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE



409

to be a new way of expression through dismissal with the language. 
Words are not appreciated through their meaning anymore; instead, be 
seen as entities that do not require a literal meaning of reading.

Moreover, Leftwich (2016) explains asemic writing “A seme is a unit of 
meaning, or the smallest unit of meaning (also known as a sememe, 
analogous with phoneme). An asemic text than might be involved with 
units of language for reasons other than that of producing meaning” 
(2016: 14). It is what we encountered through the works of most 
contemporary calligraphers. Even if the composition looks highly 
loaded, sometimes it only consists of small units: strokes.

Here, it can be explained asemic as being without any semantic contact, 
which may consist of handwriting gestures, letters, and symbols. Also, 
characters from other writing systems such as Chinese, Arabic, and 
Korean can be added to the fragments of letters and even new symbols 
of one’s devising. Hence, it is claimed that the asemic writer incorporates 
writing but “at an infra-verbal level” (Leftwich, 2016). Here, it is also 
pointed at something beyond the word’s semantic meaning instead of 
focusing on composing ideas into words and sentences as marks.

Fig. 12 illustrates one of the asemic writing of Leftwich that mimics the 
written text, which seems written in haste because of rough scribblings, 
free form of text-like handwriting piece. It looks like a page extracted 
from a book with its systematic appearance. For a moment, it is such 
as to convince the viewer that it is a written text. With this appearance, 
it evokes a classical sense of reading urge in the eyes and arouses the 
expectation that there is a written text and a semantic meaning to be 
extracted from the text. However, as claimed above, Leftwich demands 
a high-pitched reading here, which means looking beyond the text, and 
observing the appearance of the texture as an image of the written text.

Fig. 12. Jim Leftwich, n.d., 
Source: Jacobson & Gaze, 
(2013: 113)

VI. CURRENT PRACTICES IN REALM OF WESTERN CALLIGRAPHY
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Another example can be observed in Fig. 13, the asemic writing 
ƙŦŵŖŹ̹ŦĿ̹ ,ƀĜŘňĜş̹ ĜŵƀňŹƀ̹AŦşňĪĜ̹�ĴşŀŦ˦̹ƙŅŦ̹ ŹĴĴŞŹ̹ ƀŦ̹ĩĴ̹ ňşǭƄĴşĪĴİ̹ĩƟ̹
calligraphy and illustrates her asemic writing by calligraphic strokes. 
She underlines her belief in writing by hand as “a powerful means 
of expression of our humanity and see the act of writing as an act of 
marking our existence, a gesture that has deep meaning in itself 
and not only connection with the verbal message that it carries” 
(manicodengo.com, n.d., para. 1). Her formal training in calligraphy 
ŹĴĴŞŹ̹ƀŦ̹ŞĜşňĿĴŹƀ̹ňƀŹĴŘĿ̹ƀŅŵŦƄŀŅ̹ŅĴŵ̹ŀĴŹƀƄŵĴŹ˦̹ƙŅňĪŅ̹ŹŅĴ̹ƀŵňĴŹ̹ƀŦ̹Ǭşİ̹Ĝ̹
way to establish a contemporary connection.

Fig. 13. Monica Dengo, n.d., 
Source: Jacobson & Gaze, 
(2013: 61).

Fig. 14. Four Ancient Poems, 
Zhang Xu, Cursive script on 
hang scroll, ink on paper, 
Source: China Online Museum 
Web Sites, comuseum.com/
calligraphy/masters/zhang-
xu/four-poems/, access: 
26.05.2016.

Dengo convinces us that there is a text in her work, with the image-like 
text she created with hand gestures. She creates a movement in her 
composition as if there were some ligatures or elongated, exaggeratedly 
interpreted letters. The overall image-like appearance reminds the 
calligraphic works of Meulman that will be mentioned in this chapter with 
ŅňŹ̹ŞŦƀƀŦ˦̹ƀŅĴ̹ƙŦŵİ̹ĜŹ̹Ĝş ň̹ŞĜŀĴ˦̹ĩŘĴşİĴİ̹ƙňƀŅ̹ŅňŹ̹ŀŵĜǤƀň̹ĜŵƀňŹƀ̹ĩĜĪŖŀŵŦƄşİ̹
and calligrapher/painter -as he started to call himself to describe his later 
calligraphic works. Here, it should be stated that even if the term asemic 
started to be discussed in the twentieth century in the West; this concept 
is not new, on the contrary, there exist very earlier examples of the asemic 
writers, such as “Crazy” Zhang Xu (ca. 675-750), a Chinese calligrapher of 
the Tang Dynasty (618-907) -also mentioned in Chapter IV. 

Fig. 14 shows an earlier example of asemic writing belonging to Zhang 
Xu. He used to write exuberant and energetic cursive calligraphy, 
which became known as the “crazy grass style” -mentioned in Chapter 
,q̹̐ƄşİĴŵ̹ƀŅĴ̹ňşǭƄĴşĪĴ̹ŦĿ̹Ĝ̹ĪŦŲňŦƄŹ̹ĜŞŦƄşƀ̹ŦĿ̹ƙňşĴ˫
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4 The old Zen term mushin, translated into English as “no mind,” implies two things: without 
mind and heart, assessed as the phase in which a wakeful brain disengaged itself from all self-
referent activities. In Zen meditation, the meditator keeps a minimal focus on the rise and fall of 
the breath. The entry into a “no mind” phase occurs by dropping out the stimulus and response 
patterns. Hence, Zen’s “no mind” is a mental posture in which perceptional awareness goes beyond 
emotional echoes (Austin, 1999). This term is examined in Chapter IV, entitled “The Far Eastern 
�ĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ňƀŹ̹ňşǭƄĴşĪĴŹ̹Ŧş̹rĴŹƀĴŵş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹�ĜŘŘňŀŵĜŲŅƟ̹TŵĜĪƀňĪĴŹ˫̛

�ŹŹĴŹŹňşŀ̹ ňƀ̹ ĜŹ̹ Ĝ̹ŲŵŦĪĴŹŹ̹ Ĝşİ̹ŲĴŵĿŦŵŞĜşĪĴ˦̹7ĜĪŦĩŹŦş̹Ĝşİ̹$ĜƥĴ̹ ˾ʇʅʆʈ˿̹
ǬşİŹ̹ ĜŹĴŞňĪ̹ ƙŵňƀňşŀ̹ ĪŘŦŹĴŵ̹ ƀŦ̹ ňşƀƄňƀňƘĴ̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ ŘŦŀňĪĜŘ˫̹ )Ĵ̹ ĴƘĴş̹
mentions Zen art, which points to the notion of a “no-mind”4 state 
-referring to the Far Eastern Calligraphy tradition mentioned in 
Chapter IV, based on the fact that Chinese ink landscapes, handwritten 
Japanese batik designs, overall calligraphy, painting, and poetry, which 
intertwined with each other are said to be written. 

As an example,  ).÷ (circle) -mentioned in Chapter IV, is a sacred symbol 
of the Zen school of Buddhism, one of the most common subjects of 
Japanese Calligraphy. It may be called “the circle of enlightenment,” “the 
ňşǬşňƀƟ̹ĪňŵĪŘĴ˦̛ ̹ňŹ̹ƀŵĜşŹŘĜƀĴİ̹ĜŹ̹̚ŞƄƀƄĜŘ̹ĪňŵĪŘĴ˦̛ ̹Ŧŵ̹̚ĪňŵĪŘĴ̹ŦĿ̹ƀŦŀĴƀŅĴŵşĴŹŹ̛̹
(Egen, n.d.: para. 1). Even though it seems simple in form, a perfect circle 
that is desired is notoriously challenging to draw. For this reason, some 
calligraphers, as claimed, spend quite an amount of time practicing 
drawing it. As believed, the overall appearance of the circle is determined 
by the artist’s personal feelings and mood, as well as style. 

�Ź̹ Ĝ̹ ĪŦşĪĴŲƀ˦̹ ƀŅĴ̹ ŦŲĴş̹ ĪňŵĪŘĴ̹ ŵĴǭĴĪƀŹ̹ 7ĜŲĜşĴŹĴ̹ ~Ĵş̹ �ƄİİŅňŹŞ˦̹ Ĝşİ̹ ňƀ̹
represents eliminating the desire for perfection and letting the universe be 
as it is. It embodies the “no-mind” concept mentioned above. In a state of 
“no-mind,” a person eliminates the thoughts and emotions and is completely 
present now. It is believed that true creativity can occur if a person draws 
 ).÷ and can manifest the state of total presence (K.M., 2019). It is underlined 
that  ).÷ practices make it elevate a state that is loaded with full feelings and 
ĴŞŦƀňŦşŹ̹ƀŅĜƀ̹şŦƀ̹ĴƘĴŵƟ̹ŲĴŵŹŦş̹ĪĜş̹ŵĴĜĪŅ̹Ŧŵ̹ŵĴǭĴĪƀ̹Ŧş˫

Here, it can be claimed that  ).÷ is a sign overloaded with various 
meanings mentioned and can be ranked as asemic writing, not just 
its form but also in concept highly parallel with the promise of asemic 
writers who assess the act of writing beyond the Western perception 
and interpretation. It seems they also demand freeing the mind and the 
term and act of writing, as in the case of a Japanese calligrapher.

Moreover, avant-garde Japanese calligraphy -also mentioned in 
Chapter IV with their tendency to create contemporary visual poetry 
Ĝşİ̹ ňŘŘĴŀňĩŘĴ̹ ŀŵĜǤƀň̹ ŘĴƀƀĴŵňşŀ̹ Ŧŵ̹ ĿŦŵ̹ ƀŅĴ̹ ,ŹŘĜŞňĪ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĜŹ̹ ňş̹ ƀŅĴ̹
case of Zenderoudi and his interpretation of siyah mashq (black writing) 
-mentioned in Chapter V, that consists of gestures of the calligrapher 
as a kind of calligraphy practice can be shown as examples for asemic 
calligraphy.

�ƘĴş̹ ňş̹ ƀŅĴ̹ İňǣĴŵĴşƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦşŹ˦̹ Ĝ̹ ƀĴşİĴşĪƟ̹ ƀŦƙĜŵİ̹
illegibility or producing unreadable signs can be observed throughout 
history in various concepts. Its main aim is to challenge conventional 
notions of reading, writing, and language’s meaningfulness –not only 
supposed to act as a “servant of the text” (Stevens, 2013: 25) -mentioned 
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in Chapter III. Intending to write, these mentioned artists who talk 
about asemic writing, namely Leftwich, Jacobson, Dermisache, or 
$ĜƥĴ˦̹ĪĜŘŘ̹ƀŅĴŞŹĴŘƘĴŹ̹ĜŹĴŞňĪ̹ƙŵňƀĴŵŹ˰̹ŅŦƙĴƘĴŵ˦̹ƙŅĴş̹ŘŦŦŖňşŀ̹Ĝƀ̹bŦĩĴƟ˦̹
Motherwell, Tàpies, or Twombly -mentioned in part “6.2. The western 
abstract painting related to contemporary western calligraphy,” with 
their gesture on paintings generally alluded with the writing-like 
gestures challenge the conventional notion of art that has calligraphic 
connotations through the limited usage of color -black and white, 
also their emphasis on brush strokes but most of the time nothing 
to do with the mystical aspect of calligraphy. They stopped hiding 
the brushstrokes for the sake of gesture and freed the painting from 
mimetic representation by breaking all relations with the objective 
world with the totally automatic execution of the painting.

Under this explanation, it can be stated that the asemic tradition is 
claimed as a Western attempt to generate a similar fusion of these 
separate cultures, which also carries its references from Futurism 
and Dada. These practices also cannot be considered similar to the 
fore-understanding of western writing mentioned in Chapter II in any 
ƀŵĜİňƀňŦşĜŘ̹ŹĴşŹĴ̹ŦĿ̹ƀŅĴ̹ƀĴŵŞ˫̹bŅĴƟ̹ŦǣĴŵĴİ̹Ĝ̹İňǣĴŵĴşƀ̹ŹĴşŹĴ̹ŦĿ̹Ĝ̹ŲŅƟŹňĪĜŘ̹
form of writing created purposely to exploit the meaning of the writing 
as a means of physical functional forms. Through their shock value, 
they were so controversial and radical in confronting western society 
after the destruction of World War I.

According to Jacobson (2013), the motivation behind the asemic writers 
is the belief that the word does not function as well in today’s culture as 
it had in the past, which is explained in Chapter II as the perception of 
writing serving as a functional entity merely conveying the meaning of 
ƀŅĴ̹ƙŦŵİ˦̹ŹĴŵƘĴİ̹ĿŦŵ̹ƀŅĴ̹ŹŲŦŖĴş̹ŘĜşŀƄĜŀĴ˰̹ŅĴşĪĴ˦̹ĜŹĴŞňĪ̹ƙŵňƀňşŀ̹ŦǣĴŵŹ̹
to express complex emotions better than verbal writing does. The word, 
Ĝşİ̹ ƀŅĴ̹ ƙŵňƀňşŀ̹ ŹƟŹƀĴŞŹ˦̹ ňş̹ Ĝ̹ ĪŦşƘĴşƀňŦşĜŘ̹ ŹĴşŹĴ˦̹ ĜŵĴ̹ şŦƀ̹ ŹƄǤĪňĴşƀ̹
enough for the asemic writer to express and convey all the emotions 
of the writer. When one reads the text, the semantic meaning may 
provide or at least intent to illustrate the thought of the writer’s mind, 
but still, according to asemic writers, the visual power of the writing 
gestures, strokes, lines, stains loaded with this tendency may convey 
ĩĴƟŦşİ̹ ƀŅĜƀ̹ ƀĴƞƀ̹ ĪŦƄŘİ̹ ĴƘĴŵ̹ ŵĴǭĴĪƀ˫̹ bŅĜƀ̹ŞĴĜşŹ̹ ƀŅĴ̹ƙĴŹƀĴŵş̹ƙŵňƀňşŀ̹
system developed based on the function and appreciated as one of the 
most advanced writing systems in the World mentioned in Chapter II is 
ňşŹƄǤĪňĴşƀ̹ĿŦŵ̹ĜŹĴŞňĪ̹ƙŵňƀĴŵŹ̹ƀŦ̹ĪŦşƘĴƟ̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ŞĴĜşňşŀ̹ƀŅĜƀ̹ƀŅĴƟ̹
ĜŵĴ̹ňşƀĴşİĴİ̹ƀŦ̹ŵĴǭĴĪƀ˫̹

Hence, what Jacobson stresses here, is that western perception is 
transformed into a new form of expression, and he explains this as 
follows:

To me, all writing is asemic writing. By this, I mean that there is relativity to writing. 
If someone can understand a piece of writing by being able to read the words, it is not 
asemic writing for that person. And if a person cannot read the writing, the text becomes 
ĜŹĴŞňĪ˫̹,̹ƙňŘŘ̹ĩŵĴĜŖ̹ňƀ̹İŦƙş̹ňşƀŦ̹ƀƙŦ̹İĴǬşňƀňŦşŹ˥̹ƀŵƄĴ̹ĜŹĴŞňĪ̹ƙŵňƀňşŀ̹Ĝşİ̹ŵĴŘĜƀňƘĴ̹ĜŹĴŞňĪ̹
writing. True asemic writing is when even the creator of the piece cannot read their own 
writing, and relative asemic writing is a natural writing system that can be read by some 
people but not by everyone. (Jacobson, 2013: para. 12)
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This quotation points to the diversity in the realm of asemic practices 
and collects them into two categories: true asemic and relative asemic 
writing. The main common feature here is that both preserve the 
feature of being illegible. 

It is also said by Jacobson, whose approach to his work is with a 
sense of the history of writing, that he feels a great connection with 
ancient writers, such as cave-painted proto-writing, hieroglyphs, and 
illuminated manuscripts (Jacobson, 2013). For this reason, most asemic 
writer with references to traditional writing practices claims to explore 
this type of writing, including calligraphy. It points to other features 
ŦĿ̹ ĜŹĴŞňĪ̹ ƙŵňƀňşŀ̹ ƀŅĜƀ̹ ĜŵĴ̹ ňşǭƄĴşĪĴİ̹ ĩƟ̹ ƀŵĜİňƀňŦş̹ ňş̹ Ĝ̹ ŹĴşŹĴ˫̹ �ƘĴş̹
though the forms seem highly formless, not resemble the letter that 
one can recognize, it is still insisted to use the word writing to refer to 
them, not painting or drawing; even the execution may consist of all 
ƀĴĪŅşňŴƄĴŹ˫̹)ĴŵĴ˦̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞŦŹƀ̹ŹňŀşňǬĪĜşƀ̹ĪŦŞŞŦş̹ĿĴĜƀƄŵĴŹ̹ŹĴĴŞŹ̹
to be the intention of the writer, employed writing gestures or signs 
performed writing in their own unique way. 

On the other hand, the other noteworthy detail is explained by 
Leftwich (2016) as “there is no actually perfect asemic thing or sign, 
ŹňşĪĴ̹ĴƘĴŵƟƀŅňşŀ̹ĪŦşƘĴƟŹ̹ŹŦŞĴ̹ŞĴĜşňşŀ˦̹ĴƘĴŵƟƀŅňşŀ̹ŞĜƟ̹Ǭşİ̹ ňƀŹ̹ƙĜƟ̹
to -at least- an inner emotional (scribble of) meaning” (2016: 37). For 
ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ŅĴ̹ ŦǣĴŵŹ̹ ƀŅĴ̹ ƀĴŵŞ̹ pansemia̹ ĿŵŦŞ̹ ƀŅĴ̹ $ŵĴĴŖ̹ ŲŵĴǬƞ̹ ŲĜş̹̐
which refers to “all.” As he claims, everything expresses or is an echo 
of semantically rich signs, almost providing a shadow of meaning. 
It is impossible to detach the meaningful written traces that are 
imagined or conceived. Even among the asemic writers, the term 
is found problematic; however, it seems that using the term asemic 
is appropriate in this research since it is still under debate, and as 
observed, most of the artist in this genre uses the term asemic to refer 
their works created with the same strategy. 

Hence, what is stressed here is that western perception is transformed 
into a new form of expression in which one can have an impression of 
a text from the visual appearance of the work, as in Twombly’s case, 
which leads a viewer to read or to decipher. The main common feature 
here is to preserve the feature of being illegible. It could be written by 
an alphabetic system, even consisting of the minor units of writing, 
handwriting gestures, and symbols, also characters from other writing 
systems such as Chinese, Arabic, and Korean, moreover, can be added 
to the fragments of letters, and even new symbols of one’s devising; 
however, if the writer is able to read it, it cannot be claimed as asemic 
work for that writer. What is pointed out here is that being beyond the 
semantic meaning of the word, instead of focusing on composing ideas 
into words and sentences as marks. Under this explanation, asemic 
writing is assessed as a Western attempt to generate a similar fusion of 
these separate cultures (Leftwich, 2016).

For example, a noteworthy Argentinian artist and asemic writer, Mirtha 
�ĴŵŞňŹĜĪŅĴ̹˾ʆʎʉʅ̐ʇʅʆʇ˿˦̹ĪĜş̹ĩĴ̹ŹŅŦƙş˫̹[ŅĴ̹ƙŵŦƀĴ̹ŅĴŵ̹ǬŵŹƀ̹ĩŦŦŖ̹ňş̹ʆʎʋʌ̹
consists of 500 pages in length without a single word can be given. As 
she said in his book, “I started writing, and the result was something 



414

unreadable” (Owen & Pearson, 2017: para. 10); it can be claimed that her 
work invokes an impulse to read through the visual execution of the 
lines and strokes, the smallest units that can be assessed as a part of 
writing as can be seen in Fig. 15. This page consists of readable text, 
neither print nor script, just free strokes or lines; a kind of drawing 
actually seems to imitate a conventional text format. It is noteworthy 
to visual resemblance with Twombly’s scribbles, which also seems the 
text with following lines as in the text.

Fig. 15. Sin Titulo (Texto), 
Mirtha Dermisache, nd., 
c.1970s, ink on paper, a 
selected example is from 
Textos 1970-1979, Source: 
Owen & Pearson, (2018: 15).

Roland Barthes wrote a letter to Dermisache about her “extreme 
ňşƀĴŘŘňŀĴşĪĴ̛̹Ĝşİ̹̚şŦƀŅňşŀ̹ňŹ̹ŞŦŵĴ̹İňǤĪƄŘƀ̹ƀŅĜş̹ƀŦ̹ŲŵŦİƄĪĴ̹Ĝş̹ĴŹŹĴşĪĴ˦̹
that is, a form that refers only to its name; didn’t some Japanese artists 
spend their entire lives learning to draw a circle that only refers to 
ƀŅĴ̹ňİĴĜ̹ŦĿ̹Ĝ̹ĪňŵĪŘĴˬ̹xŦƄŵ̹ƙŦŵŖ̹ňŹ̹ŘňşŖĴİ̹ƀŦ̹ŹƄĪŅ̹Ĝ̹İĴŞĜşİ̛̹˾�ĜŘĩĴŘŘŦ̹Λ̹
Shaw, 2011: 339). 

Barthes’ idea about Dermisache’s works that reminded him of  ).÷ 
practices makes it elevates a state loaded with whole feelings and 
ĴŞŦƀňŦşŹ̹ƀŅĜƀ̹şŦƀ̹ĴƘĴŵƟŦşĴ̹ĪĜş̹ŵĴĜĪŅ̹Ŧŵ̹ŵĴǭĴĪƀ̹Ŧş˫̹bŅĜƀ̹ĜŘŹŦ̹ƄşİĴŵŘňşĴŹ̹
the promise of asemic writers who assess the act of writing beyond 
Western perception and interpretation. It seems they also demand 
freeing not the mind but also the term and act of writing, as in the case 
of a Japanese calligrapher. 

As Stevens (2013) states, letter artists, even without letters, have a 
passion for letters and writing, which means the idea of writing, and 
communicating through these signs is repeatedly underlined as a part 
ŦĿ̹ƙŵňƀňşŀ˫̹ ,ƀ̹ ĪŵĴĜƀĴŹ̹ Ĝş̹ŦŲĴş̹ƙŦŵŖ̹ ƀŅĜƀ̹�ĪŦ̹ ˾ʆʎʍʎ˿̹ŞĴşƀňŦşŹ˦̹ ŵĴǭĴĪƀŹ̹
the calligrapher’s perception, and gives a chance to interact with the 
viewer/audience of calligraphy unconventionally.
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Since calligraphy, as claimed in this dissertation, is a subgroup 
of writing and judged by the western perception that is deeply 
problematic; however, it already has that nature in itself, as in Far 
Eastern calligraphy tradition, hence focusing on the stroke or a line 
ňŹ̹şŦƀ̹şĴĪĴŹŹĜŵňŘƟ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ŵĴǭĴĪƀňŦş̹ŦĿ̹ƀŅĴ̹ƀĴşİĴşĪƟ̹ƀŦ̹ĪŵĴĜƀĴ̹Ĝş̹
abstract form, but with the reference of medieval scribes and scripts, 
being aware of the fundamental consciousness in the realm of writing, 
even the visual form seems abstract; in its concept, it can be still 
assessed calligraphy without literal meaning of the words and letters, 
since it is accumulative form deeply referenced by the past, medieval 
scripts, and scribes. It is pretty much the same to think about how 
western writing can be wordless as in the case of asemic writing. 

The main focus is the abstraction of conventional western writing by 
using writing gestures to reveal the main purpose: creating beyond the 
conventional perception of western writing and calligraphy.

As underlined, contemporary calligraphy also has roots in the past. 
It requires training embraced with historical, technical, and practical 
knowledge, as traditional calligraphy is also developed by constant 
repetition and practice. 

What is seen here, as in the Far Eastern calligraphy, western 
contemporary calligraphy can also not be judged with the criteria of 
western abstraction as observed here through various artists that 
ĜǣĴĪƀĴİ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŹƄĪŅ̹ĜŹ̹AĴƄŘŞĜş˫̹,ş̹ŦƀŅĴŵ̹ƙŦŵİŹ˦̹
focusing on the stroke or a line is not due to the tendency to create 
an abstract form in the sense of western abstraction; being aware of 
the fundamental consciousness in the realm of writing has become an 
essential feature of contemporary interpretation.

6.5. Niels “Shoe” Meulman 

,ş̹ ƀŅňŹ̹ ŲĜŵƀ˦̹ AĴƄŘŞĜş̹ ňŹ̹ ƀŅĴ̹ ǬŵŹƀ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ ƀŅĜƀ̹
will be mentioned here. Apart from his popularity among the young 
calligraphers, as a result of the intersection of his background, he started 
ƙňƀŅ̹ŀŵĜǤƀň̹Ĝşİ̹ĩŘĴşİĴİ̹ňƀ̹ƙňƀŅ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹bŅĴ̹ƀŵĜşŹĿŦŵŞĜƀňŦş̹
of his calligraphic works can be experienced both conceptually and 
ƘňŹƄĜŘŘƟ̹ ƀŅĜƀ̹ ĴŞĴŵŀĴİ̹ŦƘĴŵ̹ ƀňŞĴ˫̹�ŹŲĴĪňĜŘŘƟ̹ ĪŦşŹňİĴŵňşŀ̹ ƀŅĴ̹ ňşǭƄĴşĪĴŹ̹
ŦĿ̹ƀŵĜİňƀňŦşĜŘ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ƀŅĴ̹ňşǭƄĴşĪĴŹ̹ŦĿ̹#Ĝŵ̹�ĜŹƀĴŵş̹Ĝşİ̹
Middle Eastern calligraphy, it is inevitable that they have contributed to 
the transformation in his works over time. 

Furthermore, western abstraction, mentioned in Chapter IV and 
in this chapter in part “6.2. The western abstract painting related 
to contemporary western calligraphy,” through the examination of 
Meulman’s work, it will be seen the contemporary tendency in the 
realm of calligraphy can be related to the modern period of Futurist 
and Dada artists, also carry various postmodern features as mentioned 
earlier that, which assess calligraphic work as an image and tries to 
build an aesthetic consideration and interpretation as an autonomous 
Ĝŵƀ̹ ĿŦŵŞ̹ ƀŅĜƀ̹ ĪĜş̹ ŵĴǭĴĪƀ̹ ƀŅĴ̹ ŲĴŵŹŦşĜŘ̹ ƄşİĴŵŹƀĜşİňşŀ˦̹ ĴƘĴş̹ ĿĴĴŘňşŀ̹
and emotions of the calligrapher. Even if all framed features sound 
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like his works represent a break from the tradition of calligraphy, it 
is not. Instead, he embraces the past and takes his various references 
from history technically and conceptually. Hence, through Meulman’s 
work, the various features of contemporary western calligraphy will be 
framed to help describe and locate today’s calligraphy practices.

It is decided to examine Meulman’s works in their chronological order 
so that the transformations in his calligraphy journey will provide 
insight that supports the living and transforming nature of western 
calligraphy and also presents how Meulman’s point of view in terms of 
rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŞĜƟ̹ĩĴ̹ĜǣĴĪƀĴİ̹Ĝşİ̹ƀŵĜşŹĿŦŵŞĴİ̹İƄŵňşŀ̹ŅňŹ̹ĪĜŵĴĴŵ̹
ƄşİĴŵ̹ƘĜŵňŦƄŹ̹ňşǭƄĴşĪĴŹ̹ƀŅĜƀ̹ƙňŘŘ̹ĩĴ̹İĴƀĴŵŞňşĴİ̹ňş̹ƀŅňŹ̹ŲĜŵƀ˫

BňĴŘŹ̹̚[ŅŦĴ̛̹AĴƄŘŞĜş̹˾ĩ˫̹ʆʎʋʌ˦̹�ŞŹƀĴŵİĜŞ˿̹ňŹ̹Ĝ̹ŀŵĜǤƀň̹ĜŵƀňŹƀ˦̹ŲĜňşƀĴŵ˦̹
writer, designer, and calligrapher known for his calligraphy works 
ĪĜŵŵƟňşŀ̹ƘňƘňİ̹ƀŵĜĪĴŹ̹ŦĿ̹ŀŵĜǤƀň̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹)Ĵ̹ŹƀĜŵƀĴİ̹ƀŦ̹ƀĜŀ̹ŹƀŵĴĴƀŹ̹
ƙňƀŅ̹ƀŅĴ̹şĜŞĴ̹̚[ŅŦĴ̛̹˾#ňŀ˫̹ʆʋ˿̹ňş̹ʆʎʌʎ̹Ĝşİ̹ĩĴĪĜŞĴ̹Ĝ̹ŀŵĜǤƀň̹ŲňŦşĴĴŵ̹ňş̹
Amsterdam. 

Fig. 16. Shoe, Museumplein 
(Amsterdam), 1983, Source: 
Meulman Official Websites, 
nielsshoemeulman.com/
chronicle/, access: 12.02.2019.

�Ƅŵňşŀ̹ ƀŅĴ̹ ʆʎʍʅŹ˦̹ ŅĴ̹ ƀŵĜƘĴŘĴİ̹ ƙňƀŅ̹ ƀŅĴ̹ ŀŵĜǤƀň̹ ĪŵĴƙ̹ ĪĜŘŘĴİ̹ ̚�ŵňŞĴ̹
bňŞĴ̹ 9ňşŀŹ̛̹ ƀŦ̹ TĜŵňŹ˦̹ BĴƙ̹ xŦŵŖ˦̹ [ƀŦĪŖŅŦŘŞ˦̹ �ŦŲĴşŅĜŀĴş˦̹ HŹŘŦ˦̹ Ĝşİ̹
�ĜŵĪĴŘŦşĜ̹Ĝşİ̹ŹŲŵĴĜİ̹ƀŅĴňŵ̹ƙŦŵŖ̹ƀŅŵŦƄŀŅŦƄƀ̹�ƄŵŦŲĴ˫̹$ĜŵĩĜŀĴ̹ƀŵƄĪŖŹ˦̹
trams, television studios, shopping malls, and subways were among the 
mediums that served their performances.

�Ź̹ŖşŦƙş˦̹ƀŅĴ̹ʆʎʍʅŹ̹ƙĜŹ̹ƙŅĴş̹ŀŵĜǤƀň̹ĴŞĴŵŀĴİ̹ĜŹ̹Ĝ̹ŀĴşŵĴ̹ŦĿ̹ŞŦİĴŵş̹
urban art, which started to develop in the 1960s and 70s in New 
xŦŵŖ˫̹ )ŦƙĴƘĴŵ˦̹ ŀŵĜǤƀň̹ ŹĴŵƘĴİ̹ ĜŹ̹ ŹŘŦŀĜş̐ŘňŖĴ̹ ƀĴƞƀ˦̹ ĩŦŘİ̹ ĪĜŲŹ̹ ƙŵňƀƀĴş̹
in public spaces. It soon evolved into large, multicolored, and visually 
complex calligraphic illustrations made by spray paints, especially 
Ŧş̹ ŲƄĩŘňĪ̹ ƀŵĜşŹŲŦŵƀ̹ Ĝşİ̹ ƀŅĴ̹ ŹƄĩƙĜƟ̹ ŦĿ̹ BĴƙ̹ xŦŵŖ˫̹ )ĴşĪĴ˦̹ ƀŅĴ̹ BĴƙ̹
xŦŵŖ̹ �ňƀƟ̹ ĜƄƀŅŦŵňƀňĴŹ̹ ŹƀĜŵƀĴİ̹ Ĝ̹ ŹŦ̐ĪĜŘŘĴİ̹ ƙĜŵ̹ ĜŀĜňşŹƀ̹ ŀŵĜǤƀň̹ ĜŵƀňŹƀŹ˫̹
[ňşĪĴ̹ ŀŵĜǤƀň̹ ĩĴĪĜŞĴ̹ ňşĪŵĴĜŹňşŀŘƟ̹ ŵĴŘĜƀĴİ̹ ƀŦ̹ İĴŘňĩĴŵĜƀĴ̹ ŵĴĩĴŘŘňŦş̹ Ĝşİ̹
ŲŵŦƘŦĪĜƀňƘĴşĴŹŹ˦̹ ňƀ̹ ŹƀĜŵƀĴİ̹ İĴŹĪŵňĩňşŀ̹ ŀŵĜǤƀň̹ ĜŹ̹ Ĝ̹ ƘĜşİĜŘňŹŞ̹ ĜĪƀňŦş˫̹
�Ƅŵňşŀ̹ ƀŅĴŹĴ̹ ƀňŞĴŹ˦̹ ŀŵĜǤƀň̹ƙŦŵŖŹ̹ ŅĜƘĴ̹ ĩĴĴş̹ ĴŘňŞňşĜƀĴİ̹ Ŧŵ̹ ŵĴŞŦƘĴİ̹
ƙňƀŅ̹ƀŅĴ̹ĿĴĜŵ̹ŦĿ̹ƀŅĴ̹ĪŦŞŞƄşňƀƟ̝Ź̹İĴĩĜŹĴŞĴşƀ̹˾$Ĝşƥ˦̹ʇʅʅʉ˿˫

;ĜƀĴŵ̹ƀŅĴş˦̹ňş̹ƀŅĴ̹ŘĜƀĴ̹ʆʎʎʅŹ˦̹ŲŦŹƀ̐ŀŵĜǤƀň̹Ĝşİ̹ŹƀŵĴĴƀ̹Ĝŵƀ̹ĜĴŹƀŅĴƀňĪŹ̹ĩĴŀĜş̹ƀŦ̹
ĜƀƀŵĜĪƀ̹ĜƀƀĴşƀňŦş˫̹bŅĴŹĴ̹ŞŦƘĴŞĴşƀŹ˦̹ŘňŖĴ̹ŀŵĜǤƀň˦̹ƀŦŦŖ̹Ĝş̹ŦŲŲŦŹňşŀ̹ŹƀĜşĪĴ˦̹

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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but they developed new directions and artistic techniques. They used 
ƘĜŵňŦƄŹ̹ŞĜƀĴŵňĜŘŹ̹ ŹƄĪŅ̹ ĜŹ̹ ǭŦƄŵ̹ İŦƄŀŅ˦̹ ĜİŅĴŹňƘĴŹ˦̹ Ĝşİ̹ ŹƀĴşĪňŘŹ̹ ƀŅĜƀ̹ İĴĜŘ̹
with street art. The works were illegally performed in public places, just 
ŘňŖĴ̹ŀŵĜǤƀň˦̹ĩƄƀ̹ŹƀŵĴĴƀ̹Ĝŵƀ̹ ĿŦĪƄŹĴİ̹ŞŦŵĴ̹Ŧş̹ŲĜňşƀňşŀŹ̹ ƀŅĜş̹ ŘĴƀƀĴŵŹ˫̹AĜşƟ̹
ŲŦŹƀ̐ŀŵĜǤƀň̹ĜŵƀňŹƀŹ̹ŅĜƘĴ̹ĴşŹƄŵĴİ̹ƀŅĜƀ̹ĴŹƀĜĩŘňŹŅĴİ̹ŀŵĜǤƀň̹ňşƀĴŵƀƙňşĴ̹ƙňƀŅ̹
traditions such as folk art, metalworking, and calligraphy (Farthing, 2012).

$Ĝşƥ̹ ˾ʇʅʅʉ˿̹ ĪŘĜňŞŹ̹ ƀŅĜƀ̹ ŀŵĜǤƀň̹ ňŹ̹ ĜĪĪĴŹŹĴİ̹ ĜŹ̹ Ĝş̹ ĜĪƀ̹ƙňƀŅ̹ Ĝ̹ ŘĴşŀƀŅƟ̹
historical background that dates back to a thousand years earlier; it has 
existed since the beginning of humanity. 

AŦŵĴŦƘĴŵ˦̹AĴİňĜƘňŘŘĜ̹˾ʆʎʎʋ˿̹ŞĴşƀňŦşŹ̹TŦŞŲĴňĜş̹ŀŵĜǤƀň˦̹Ĝşİ̹ĜĪĪŦŵİňşŀ̹
to him, Latin peoples and Pompeians were wall scribblers. They were 
mostly written on their walls about two subjects that were love and 
politics. As Mediavilla (1996) states, they had written about their 
electoral notices, sometimes somewhat mocking tone that describes 
the chosen candidate as asses or oxen when the one was disinclined to 
vote for, and the subject of love, not that common; however, remarkable. 

Furthermore, in terms of ancient writing styles, Thorpe (2017) points 
at the Rustic capitals, mentioned in Chapter III, which appeared in 
ƀŅĴ̹ ǬŵŹƀ̹ ĪĴşƀƄŵƟ˫̹ ,ƀ̹ƙĜŹ̹ ƄŹĴİ̹ ƄşƀňŘ̹ ƀŅĴ̹ şňşƀŅ̹ ĪĴşƀƄŵƟ̹ ĩĴŘŦşŀŹ̹ ƀŦ̹ ƀŅĴ̹
ŞĴİňĴƘĜŘ̹ŲĴŵňŦİ̹ƄŹĴİ̹ĿŦŵ̹ŀŵĜǤƀň̐ŘňŖĴ̹ĜĪƀňŦşŹ̹̐œƄŹƀ̹ĜŹ̹ƀŅĴ̹ƀĴŵŞ̹̚ŵƄŹƀňĪ̛̹
implies a robust and dynamic script that is preferred use for an 
announcement, information, or even for conveying rude messages that 
ƄŹĴİ̹ƀŦ̹ĩĴ̹ƙŵňƀƀĴş̹Ŧş̹ƀŅĴ̹ĪňƀƟ̝Ź̹ƙĜŘŘŹ̹ĜŹ̹ŀŵĜǤƀň̹ƀŦİĜƟ˫

;ŦŦŖňşŀ̹ Ĝƀ̹ ƀŅĴ̹ ŞĴĜşňşŀ̹ ƀŅĴ̹ ƙŦŵİ̹ ŀŵĜǤƀň˦̹ ĜĪĪŦŵİňşŀ̹ ƀŦ̹ Encyclopedia 
Britannica, is derived from the Italian word ."-�ƈ/*�means “scratch,” and 
ŀŵĜǤƀň̹ŞĴĜşŹ̹̚ňşĪňŹĴİ̹ňşŹĪŵňŲƀňŦşŹ˦̛ ̹ƙŅňĪŅ̹ĪĜş̹ĩĴ̹İĴŹĪŵňĩĴİ̹ĜŹ̹Ĝ̹ĿŦŵŞ̹ŦĿ̹
visual communication executed by an individual or group illegally that 
involving unauthorized marking on the public space (Britannica, 2014). 

)ĴşĪĴ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ŹĜňİ̹ ƀŅĜƀ̹ ŀŵĜǤƀň̹ ňŹ̹ Ĝş̹ ĜĪƀ̹ ŦĿ̹ ƙŵňƀňşŀ̹ ƙňƀŅ̹ Ĝ̹ İĴĴŲ̹
historical background and, during its evolution, mostly executed 
illegally, and as a consequence, it was accepted as a vandalized act. 
AĴƄŘŞĜş̹ ňŹ̹ ĜŞŦşŀ̹ ƀŅĴŹĴ̹ ŀŵĜǤƀň̹ ĜŵƀňŹƀŹ˦̹ ƙŅŦ̹ ƙĜŹ̹ İĴĪŘĜŵĴİ̹ persona 
non grata̹ĩƟ̹ ƀŅĴ̹ĜƄƀŅŦŵňƀňĴŹ̹ŦĿ̹$ĴŵŞĜşƟ˦̹ĜŹ̹ ňƀ̹ ňŹ̹ĪŘĜňŞĴİ̹Ŧş̹ŅňŹ̹ŦǤĪňĜŘ̹
website (nielsshoemeulman.com, n.d.), and in one of his interviews in 
the newspaper NRC Handelsblad of 1986 there is the capital headline 
written: “Ik ben een vandal” (I am a vandal) (nielsshoemeulman.com/
chronicle, n.d.). It seems that he is not uncomfortable with being 
ĜĪĪĴŲƀĴİ̹ƀŅĜƀ̹ƙĜƟ˦̹Ĝşİ̹ŅĴ̹ ňşƀĴşİŹ̹ƀŦ̹ĴŞĩŵĜĪĴ̹ ňƀ˫̹#Ŧŵ̹AĴƄŘŞĜş˦̹ŀŵĜǤƀň̹
and calligraphy started to be considered a type of sister art that can be 
blended with each other, as the Far Eastern culture considers the same 
for painting and calligraphy due to the reason that both are grounded on 
communication through letters, words, or at least the concept of writing 
even if it consists writing-like gesture that takes references from writing. 

Moreover, as will be mentioned in the following pages, the reason 
for this perception of Meulman. Meulman thinks ancient scribes 
Ĝşİ̹ ŀŵĜǤƀň̹ ƙŵňƀĴŵŹ̹ ŅĜƘĴ̹ ƘĜŵňŦƄŹ̹ ĪŦŞŞŦş̹ ĿĴĜƀƄŵĴŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ ĩĴňşŀ̹
anonymous, bombarding the surface with letters, and performing their 
arts under severe conditions. 

VI. CURRENT PRACTICES IN REALM OF WESTERN CALLIGRAPHY



418

Thus, calligraphy can provide new possibilities, such artists like 
himself to reveal the personal interpretation of contemporary western 
calligraphy. What is considerable about Meulman’s approaches here is 
his concept of contemporary calligraphy, in which he transitioned from 
ƀŅĴ̹ŹƀŵĴĴƀŹ̹ƀŦ̹ǬşĴ̹Ĝŵƀ̹ĪĜŘŘĴİ̹��''$"-�ƈ/$.

��''$"-�ƈ/$ is a term derived from a combination of calligraphy and 
ŀŵĜǤƀň̹ ĜŹ̹ Ĝ̹ ƄşňŴƄĴ̹ ĿƄŹňŦş̹ ĩĴĪĜƄŹĴ̹ ŦĿ̹ ƀŅĴ̹ ĪŘĜňŞ̹ ŦĿ̹ AĴƄŘŞĜş̹ ƀŅĜƀ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ŀŵĜǤƀň˦̹ ŅĴşĪĴ̹ ŹĪŵňĩĴ̹ Ĝşİ̹ ŀŵĜǤƀň̹ƙŵňƀĴŵ̹ ŅĜƘĴ̹ ƘĜŵňŦƄŹ̹
features in common- which will be mentioned in the following pages.

bĜŀŅňşňĜ̹ Ĝşİ̹)ĴŘŘĴŵ̹ ˾ʇʅʆʈ˿̹ İĴǬşĴ̹ ƀŅĴ̹ ƀĴŵŞ̹ ��''$"-�ƈ/$ as a “survey of 
modern and contemporary artists who have experimented with the use 
of language and examined the power of the letter within their works” 
(Taghinia & Heller, 2013: 5). 

Through examining the works of Meulman, it will be understood 
that the primary concern of the Meulman is neither language nor the 
letter because Meulman is a calligrapher that is in the search for the 
beyond the literal meaning of the text, word, or a letter, which may be 
merely assumed as a trigger to experiment. This issue will be better 
understood in the following pages by examining his works. So, it can be 
said that the term ��''$"-�ƈ/$ refers to a fusion of Meulman’s perception 
ŦĿ̹ rĴŹƀĴŵş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ŅňŹ̹ ŀŵĜǤƀň̹ ĩĜĪŖŀŵŦƄşİ˦̹
through which Meulman seems to establish a link between calligraphy/
ĪĜŘŘňŀŵĜŲŅĴŵ̹Ĝşİ̹ŀŵĜǤƀň˱ŀŵĜǤƀň̹ĜŵƀňŹƀ˫̹

#ŵŦŞ̹ʇʅʅʌ̹ƄşƀňŘ̹ ʇʅʆʅ̹ ,̝ƘĴ̹ĩĴĴş̹ĴƞŲĴŵňŞĴşƀňşŀ̹ƙňƀŅ̹İňǣĴŵĴşƀ̹ĩŵƄŹŅĴŹ˦̹ İňǣĴŵĴşƀ̹ŲĜŲĴŵŹ˦̹
İňǣĴŵĴşƀ̹ňşŖŹ˫̹�şİ̹ƙŅĜƀ̹,̹ĿŦƄşİ̹ňŹ̹ƀŅĜƀ̹�ŵĜĩňĪ˦̹;Ĝƀňş̹Ĝşİ̹ŦŵňĴşƀĜŘ̹ŹƀƟŘĴŹ̹ĜŵĴ̹İňǣĴŵĴşƀ˧̹bŅĴ̹
way a human writes is quite universal. Just like a cat jumps on a table the same way across 
ƀŅĴ̹ŀŘŦĩĴ˫̹HĿ̹ĪŦƄŵŹĴ˦̹ƀŅĴ̹İňǣĴŵĴşƀ̹ƙĜƟŹ̹ŦĿ̹ƙŵňƀňşŀ̹ĜŵĴ̹ŲĜŵƀ̹ŦĿ̹Ĝ̹ŹŲĴĪňǬĪ̹ĪƄŘƀƄŵĴ̹Ĝşİ̹ƀŦŦŖ̹
centuries to evolve, so I chose the one closest to me. I strongly identify with the medieval 
monks. …I think those monks -traveling around Europe, painting their golden letters –
ƙĴŵĴ̹ƀŅĴ̹ŀŵĜǤƀň̹ƙŵňƀĴŵŹ̹ŦĿ̹ƀŅĴňŵ̹ƀňŞĴ˫̹˾ĪĜŘŘňŀŵĜǤƀň˫şŘ˱ňşƀĴŵƘňĴƙŹ˦̹ʇʅʆʉ˥̹ŲĜŵĜ˫̹ʋʉ˿̹

)ĴŵĴ˦̹ŅĴ̹ŲŦňşƀŹ̹Ĝƀ̹Ĝ̹ ŘňşŖ̹Ĝşİ̹ŹňŞňŘĜŵňƀňĴŹ̹ĩĴƀƙĴĴş̹ŅňŞŹĴŘĿ̹ĜŹ̹Ĝ̹ŀŵĜǤƀň̹
artist who keeps his anonymity by using his tag “Shoe,” traveling and 
bombing the street with his tag. On the other hand, the anonymous 
ancient scribes mentioned in Chapter III worked on manuscripts 
under severe conditions of dedicating letters and words. Meulman 
sees ancient scribes as precursors to a generation of artists who 
were painting words and had to travel to other cities to copy books or 
ĴƞĪŅĜşŀĴ̹ŹƀƟŘĴŹ̹ƙŅňĪŅ̹ĜǣĴĪƀĴİ̹ƀŅĴ̹ĴƘŦŘƄƀňŦş̹ŦĿ̹ƀŅĴ̹ĜşĪňĴşƀ̹ŹĪŵňŲƀ̹ŹƀƟŘĴŹ˫̹
$ŵĜǤƀň̹ĜŵƀňŹƀŹ̹ŘňŖĴ̹ŅňŞŹĴŘĿ̹ĜŘŹŦ̹ƀŵĜƘĴŘ̹Ĝşİ̹ŞĴĴƀ̹ƘĜŵňŦƄŹ̹ŀŵĜǤƀň̹ƙŵňƀĴŵŹ˦̹
collaborate, and paint words on the walls. Moreover, for an ancient 
scribe, making a mistake was not an option while he was studying 
İƄŵňşŀ̹ƀŅĴ̹İĜƟŘňŀŅƀ̹ƙňƀŅ̹ŀŵĴĜƀ̹ĜƀƀĴşƀňŦş˦̹ƙŅĴŵĴĜŹ̹ŀŵĜǤƀň̹ĜŵƀňŹƀŹ̹ƄŹƄĜŘŘƟ̹
are forced to perform in the dark with haste; hence mistakes are either 
left or accepted as a part of a whole or quickly eliminated from the 
ƙŦŵŖ˫̹,ƀ̹ňŹ̹şŦƀĴƙŦŵƀŅƟ̹ƀŅĜƀ̹ƀŅĴ̹ňşǭƄĴşĪĴŹ̹ŦĿ̹ƀŅĴ̹ĜşĪňĴşƀ̹ƙŵňƀňşŀ̹ŹƀƟŘĴŹ˦̹
not just scripts but the cultural features and the traditional aspects, 
ŹĴĴŞ̹ ƀŦ̹ ƀĜŖĴ̹ ŅňŹ̹ ĜƀƀĴşƀňŦş̹ Ĝşİ̹ ĜǣĴĪƀ̹ Ĝşİ̹ ŵĴǭĴĪƀ̹ ĜŹ̹ Ĝ̹ ĪŦşĪĴŲƀ̹ ƀŦ̹ ŅňŹ̹
ŲŵĜĪƀňĪĴŹ̹ĿŵŦŞ̹ƀŅĴ̹ƘĴŵƟ̹ĩĴŀňşşňşŀ̹ŦĿ̹ŅňŹ̹ĪĜŘŘňŀŵĜǤƀň̹ŲŵĜĪƀňĪĴŹ˫

With ��''$"-�ƈ/$, Meulman embraces the written or painted letters 
resembling various ancient styles, the approach to the visual treatment 
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ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵĿŦŵŞŹ˦̹ Ŧŵ̹ ƀŵĜİňƀňŦşĜŘ̹ İĴĪŦŵĜƀňƘĴ̹ ǭŦƄŵňŹŅňşŀ̹ ƙňƀŅ̹ Ĝ̹ ĪĜŵĴŘĴŹŹ̹
untraditional attitude. Through Meulman’s works, these features will 
ŦĩŹĴŵƘĴ̹Ĝşİ̹ĴƞĜŞňşĴ̹AĴƄŘŞĜş̝Ź̹ĪĜŘŘňŀŵĜǤƀň̹ĜŲŲŵŦĜĪŅ ƀ̹Ŧ Ŀ̹ŵĜŞĴ ƀ̹ŅĴ̹İƟşĜŞňĪŹ̹
Ĝşİ̹ňşǭƄĴşĪĴŹ̹ĩĴŅňşİ̹ŅňŹ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ňŹ̹ĜŘŹŦ̹
ĜǣĴĪƀĴİ̹ŹĴƘĴŵĜŘ̹ƟŦƄşŀ̹ŀŵĜǤƀň̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŵƀňŹƀŹ˦̹ ƀŅĜƀ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹
in parts “6.6. Pokras Lampas,” “6.7. Said Dokins,” and “6.12. Viktor Kams.”

AĴƄŘŞĜş̹ ŘĜƄşĪŅĴİ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜǤƀň̹ ŞŦƘĴŞĴşƀ̹ ƙňƀŅ̹ Ĝ̹ ŹŦŘŦ̹ ĴƞŅňĩňƀňŦş̹
Ĝƀ̹ ƀŅĴ̹TŦŹƀ̹�$̹ƘĴşƄĴ̹ ňş̹�ŞŹƀĴŵİĜŞ̹ ňş̹ʇʅʅʌ˦̹ ĜŹ̹ƙĴŘŘ̹ ĜŹ̹ ňş̹�ĴŵŘňş̹Ĝşİ̹
Cologne, Ibiza in 2008. He demonstrates some of the extended 
ŲŦŹŹňĩňŘňƀňĴŹ̹ ŦĿ̹ ŅňŹ̹ ŲĜŵƀňĪƄŘĜŵ̹ Ĝŵƀ̹ ĿŦŵŞ̹ ƙňƀŅ̹ ǬŵŞ̹ ŵŦŦƀŹ̹ ňş̹ ŀŵĜǤƀň̹
and a realm of performance that the action of writing and painting 
-as he claims- merge into a distinct discipline. As a founder artist of 
the ��''$"-�ƈ/$ movement, he began to invite contemporary artists 
ƙŦŵŘİƙňİĴ̹ ƀŦ̹ŲĜňşƀ̹ ňş̹ŅňŹ̹ŅƟĩŵňİ̹ ŹƀƟŘĴ̹ƄşİĴŵ̹ ƀŅĴ̹şĜŞĴ̹ŦĿ̹�ĜŘŘňŀŵĜǤƀň̹
�ŞĩĜŹŹĜİŦŵ˫̹ ,ƀ̹ ŵĴĜĪŅĴİ̹ Ĝşİ̹ ĜǣĴĪƀĴİ̹ Ĝ̹ ĩŵŦĜİĴŵ̹ ĜƄİňĴşĪĴ̹ Ĝşİ̹
practitioners of this art form. To become an ambassador, artists are 
expected to deal with some mural projects and their own approaches 
ĿƄŹňşŀ̹ƙňƀŅ̹ƀŅĴ̹ŀŵĜǤƀň̹ĜŹŲĴĪƀ˫̹bŅĴŹĴ̹ĜŵƀňŹƀŹ̹ ŘĜƀĴŵ̹ĴŹƀĜĩŘňŹŅĴİ̹Ĝ̹ŀŵŦƄŲ̹
called “Calligraphy Masters” with the intention to create awareness of 
western calligraphy, particularly among young artists, which consists 
of along with like-minded artists with the intention to encourage more 
and more people with a rising interest in mastering their hands and 
developing new experimental paths in this evolving discipline. 

The group’s intent to provide the latest information and event in the 
ǬĴŘİ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ Ĝ̹ şŦş̐ŲŵŦǬƀ̹ ŦŵŀĜşňƥĜƀňŦş̹ ŀŵĜİƄĜŘŘƟ̹ ĩĴĪĜŞĴ̹ Ĝş̹
internationally renowned community of more than thirty artists, partly 
İƄĴ̹ƀŦ̹ƀŅĴňŵ̹ĜĪƀňƘňƀňĴŹ̹ ňş̹ƀŅĴ̹ǬĴŘİ̹ƀŅĴƟ̹ƀŦŦŖ̹ĪŵĴİňƀ̹ ĿŦŵ˫̹AĴĜşƙŅňŘĴ˦̹ ƀŅĴ̹
community has pioneered many organizations to arouse public interest 
and keep many emerging calligraphy artists alert, continuing to provide 
its presence that is felt and combined with today’s technical skills. This 
issue will be mentioned in part “6.12. Viktor Kams,” a designer and 
calligrapher, who is one of the members of this group.

#ňŀ˫̹ ʆʌ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ŦşĴ̹ ŦĿ̹ AĴƄŘŞĜş̝Ź̹ ĴĜŵŘňĴŵ̹ ƙŦŵŖŹ̹ ŦĿ̹ ƀŅĴ̹ �ĜŘŘňŀŵĜǤƀň̹
exhibition held in Amsterdam in 2007. 

Fig. 17. Unruly 001, Indian ink 
on rice paper, 2007, Source: 
Meulman & Eeuwens (2010: 21).
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He has been working with the word “unruly”5 for years, which basically 
refers to a reaction to an overly regulated society. He explains his 
concept with the following statement:

The paradox of unruly lies in culture and nature. By setting rules for ourselves we try 
ƀŦ̹ĪŵĴĜƀĴ̹ŦŵİĴŵ̹ňş̹ŦƄŵ̹ŲŘĜşĴƀ̝Ź̹ĪŅĜŦŹ˫̹$Ĵƀƀňşŀ̹ŵňİ̹ŦĿ̹ƀŅĴ̹ƙĴĴİŹ̹Ĝşİ̹ŲŘĜşƀňşŀ̹ǭŦƙĴŵŹ̹Ĝşİ̹
building fences, we hope to keep the scary wilderness out. But there is a lot of order in 
nature’s unruliness. The Unruly on the right shows that no straight line is really straight 
if you look closely. The left shows the opposite when plants grow, they follow a set of rules 
ƀŅĜƀ̹ŅĜƘĴ̹ŲŵŦƘĴş̹ƀŦ̹ĩĴ̹ƘĴŵƟ̹ĴǤĪňĴşƀ˫̹BŦƀ̹ƄşŵƄŘƟ̹Ĝƀ̹ĜŘŘ˫̹˾AĴƄŘŞĜş̹Λ̹�ĴƄƙĴşŹ˦̹ʇʅʆʅ˥̹ʆʇʇ˿

Meulman’s style here is a highly stylized version that seems to have 
a way of going baĪŖ̹Ĝşİ̹ĿŦŵƀŅ̹Ŧş̹ƀŅĴ̹ǬşĴ̹ŘňşĴ̹ĩĴƀƙĴĴş̹ƀĴƞƀ̹Ĝşİ̹ňŞĜŀĴ˦̹
ŹƄŲŲŦŵƀňşŀ̹ƀŅĴ̹ƙŦŵİ̝Ź̹ƘĴŵƀňĪĜŘňƀƟ˦̹ŞĜŖňşŀ̹ƀŅĴ̹ƙŦŵİ̹İňǤĪƄŘƀ̹ƀŦ̹ŵĴĜİ̹ĩƄƀ̹
still recognizable. The reason to assess it as stylized will be understood 
by examining the style by comparing it with the ancient style of writing, 
ŲĜŵƀňĪƄŘĜŵŘƟ̹ ƀŅĴ̹ $ŦƀŅňĪ̹ ŅĜşİ˫̹ bŅĴ̹ ŵĴŀƄŘĜŵňƀƟ̹ ŦĿ̹ ƀŅĴ̹ ŹƀŵŦŖĴŹ̹ ĪŵĴĜƀĴŹ̹ Ĝ̹
texture-like appearance with repetitions and similar space left between 
ĴĜĪŅ̹ ŹƀŵŦŖĴ˦̹ ƙŅňĪŅ̹ ĪĜş̹ ĩĴ̹ ŦĩŹĴŵƘĴİ̹ ĴŹŲĴĪňĜŘŘƟ̹ ňş̹ ƀŅĴ̹ $ŦƀŅňĪ̹ ŹƟŹƀĴŞ̹
of writing examined in Chapter III. The formal similarities between 
AĴƄŘŞĜş̝Ź̹ ƘĴŵŹňŦş̹ ŦĿ̹ ŅĜşİ̹ Ĝşİ̹ ƀŅĴ̹ $ŦƀŅňĪ̹ ŹĪŵňŲƀŹ̹ ƙňŘŘ̹ ĩĴ̹ ĜşĜŘƟƥĴİ̹
through his other works, providing supportive information for his 
interpretation of the gothic styles -particularly fraktur- in his practices. 

In Fig. 17, Unruly 001 calligraphy practice, using black ink on white rice 
paper -the material of the Far Eastern calligraphy tradition- creates 
a high contrast to make the word strongly visible, reminding the Far 
Eastern calligraphy in which black is the color through which the 
various tones can be given with the dilution of the ink. 

Meulman also seems to want to show the traces of the brush 
-commonly used for Far Eastern calligraphy, as discussed in Chapter 
IV; however, here, the brush Meulman employs is the broad edge brush 
used for the Roman capitals, as mentioned in Chapter III. 

Furthermore, the repetition reminds the practice of the calligrapher 
ƀŦ̹ ŞĜŹƀĴŵ̹ ŅňŹ̹ ŅĜşİ˦̹ ĿŦĪƄŹňşŀ̹ Ŧş̹ ƀŅĴ̹ ŹƀŵŦŖĴŹ̹ ǬŵŹƀ˦̹ ƀŅĴş̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹ Ĝşİ̹
its constructions. The long stroke of the head of the letter “r” is the only 
feature that seems to balance with the horizontal touch. Here, even 
it provides a visual balance by breaking the verticality of the regular 
strokes; as Meulman states, the central concept for him is to underline the 
unruliness of nature and culture within the order that points to a paradox. 

It is evident that here the feature of beauty that comes with the 
traditional perspective based on the perfectly constructed letter to be 
recognizable and readable is not the concern of Meulman either. This 
issue points to the changing mindset and the transformation of the 
perception of calligraphy in the contemporary attitude that will also be 
observed through other selected contemporary western calligraphers 
examined in this chapter.

5 Unruly is a name that Meulman picks for one of his companies inspired by a stewardess on 
Ĝş̹ �ĜŹƟ̹ 7Ĵƀ̹ ǭňŀŅƀ̹ƙŅŦ̹ ŲĜŹŹĴİ̹ ƀŅĴ̹ ĿŦŵŞ̹ƙŵňƀƀĴş˥̹ ̚r�WB,B$̹bH̹fBWf;x̹ T�[[�B$�W̹ #WHA̛̹
(Meulman & Eeuwens, 2010: 17).
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Other works of Meulamn can be seen in Fig. 18, taking place in the 
Nosmo King exhibition in the Hip Hop bar De Duivel (The Devil) 
in Amsterdam in 2008. It coincides with the same weekend when 
ŹŞŦŖňşŀ̹ňŹ̹ĩĜşşĴİ̹ňş̹ĪŦǣĴĴ̹ŹŅŦŲŹ̹Ĝşİ̹ĩĜŵŹ̹ňş̹�ŞŹƀĴŵİĜŞ˫̹,ƀ̹ƙĜŹ̹ƀŅĴ̹
ǬŵŹƀ̹ŹŞŦŖĴ̐ĿŵĴĴ̹ƙĴĴŖĴşİ̹ƀŅĜƀ̹ĜİİŵĴŹŹĴİ̹ƀŅĜƀ̹ŵĴŹƀŵňĪƀňŦş̹ĩƟ̹AĴƄŘŞĜş̝Ź̹
calligraphic works, which present the concepts of his attitude, such as 
Free City (Fig. 18), Dope Smoker, and Where there is no smoke there’s no 
Fire, evidently to resist the smoking restriction constituted by Europen 
Union (Meulman, 2010: 18). 

Fig. 18. Free City, Black 
permanent marker ink on 
polyprone film, 2008, Source: 
Meulman & Eeuwens, (2010: 107).

It can be observed that the work consists of only words, and each letter 
interacts with the other as a running hand, which makes us think that 
it is written in haste. The black permanent mark ink creates a runny 
ǭŦŦİ̹ƀŅĜƀ̹ĪĜşşŦƀ̹ŵĴŹňŹƀ̹ŀŵĜƘňƀƟ˦̹ŞĜŖňşŀ̹Ĝş̹ňŞŲŵĴŹŹňŦş̹ŦĿ̹ĩĴňşŀ̹ŹŘŦŲŲƟ˦̹
and the black-white composition creates a strong impact as a stamp.

Meulman prefers to use a marker here, supporting the contrast that 
does not provide any space for observing the traces of the hand, 
as in the case of a brush. There are various exaggerations in the 
constructions of the letters, such as the letter “F” with the head and 
tail, the letter “r” with the head, same as in Fig. 18, the letter “e” with 
the middle bar, and the letter “y” elaborated with small decoration. The 
letters’ style is the same type of style that Meulman mostly employs, 
which is derived from the fraktur script that will be examined through 
various other works of Meulman on the following pages. 

Once again, it can be said that this work is stated in between the 
word and image, which underlines the motto of Meulman; “seeing 
words as images” (Consiglio, 2013: para. 8), which reminds the various 
art movements that took place in western art and design, such as 
Futurism, or Dada, also as examined in Chapter IV and V, because of 



422

the writing system of the Chinese, Japanese, also the writing system 
ŦĿ̹�ŵĜĩňĪ̹ŹĪŵňŲƀŹ̹Ĝşİ̹ƀŅĴ̹ŞňşİŹĴƀ̹ĩĴŅňşİ̹ƀŅĴŞ̹ƀŅĜƀ̹ ŘĴĜİ̹ƀŅĴ̹İňǣĴŵĴşƀ̹
consideration of the written word then the West with attributed values 
comes with the cultural and religious system. This issue also will be 
mentioned in the following after examining more works of Meulman to 
provide more referential practices to discuss. 

Other provocative practices of Meulman can be seen in Fig. 19, entitled 
Throw-Up. He literally throws up the ink on the canvas, creating tension that 
can be assessed almost as an attack. 

Fig. 19. Throw-Up, Main 
promotional visual for solo 
exhibition at Arkitip Intel Project 
Space, 2010, Source: Meulman & 
Eeuwens, (2012: 65).

bŅňŹ̹ňŹ̹ƀŅĴ̹ŘňƀĴŵĜŘ̹ŲŵĴŹĴşƀĜƀňŦş̹ŦĿ̹ƀŅĴ̹ĩŦŞĩňşŀ̹ƀŅĜƀ̹ĪŦŞĴŹ̹ƙňƀŅ̹ƀŅĴ̹ŀŵĜǤƀň̹
background of Meulman and is further interpreted and elaborated with 
calligraphy, as can be seen in Fig. 20.

Fig. 20. The Way, 2010, Acrylic 
on linen, Source: Meulman & 
Eeuwens, (2012: 99).

Fig. 20, entitled The Way, was created in 2010 with the dominant 
feature, the spot of ink, located at the center of the linen. The text is 
organized as a circle widening around the ink spot, written “Matters 
of great concern should be treated lightly. Matters of small concern 
should be treated seriously,” a saying from Hagakure -a practical and 
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spiritual guide for a warrior- by the samurai scribe Tsuramoto Tashiro 
(1678-1748) (Meulman & Eeuwens, 2012: 138).

Considering the visual application of letters and ink spots gives the 
sense of rule/control with Meulman, who are still concerned about 
writing the readable message, and the sense of un-rule/ un-control, 
with the ink bombing on the canvas that leaving stains on the 
message as a result of scattered pieces which can also be assessed as 
complementary elements that build a harmonious interconnection 
with the interpretation of the ancient style, comes from the past, and 
the contemporary interpretation of the artists comes with the present. 

Meulman embraces various accident-like spots, normally not acceptable 
in traditional calligraphy practices, which is examined in Chapter III in 
part entitled “3.2. Mastering the skill of ancient writing in the Middle 
Ages,” which caused to rewrite the overall page of the scribe. Accidents 
or mistakes were deemed demonic in the Middle Ages, believed to be 
caused by the so-called demon titivillus, “a patron demon of calligraphy” 
(Drogin, 1989: 17). Whereas, in a contemporary interpretation, it is not a 
failure of the script nor an accident or error that needs to be corrected; 
instead, it seems to be perceived as an opportunity to employ as a 
complementary feature, a gesture of the hand loaded with sense and 
emotions of the calligrapher depending on the calligrapher’s concept, 
as in the case of Meulman. It reminds the search for inspiration in 
the dirt of walls or the streaked patterns in stones of Da Vinci, or the 
ŲŅĴşŦŞĴşŦş̹ ŦĿ̹ ŞňŹƀĜŖĴŹ̹ Ĝşİ̹ İňŹƀŦŵƀňŦşŹ̹ ŦĿ̹ AĪBňǣ̹ ˾ʆʎʎʍ˿̹ ƀŅĜƀ̹ ĜŵĴ̹
underlined in the case of trusting the process. It is claimed that the 
accidental blot, mark, or naturally occurring stain can be assessed as 
a starting point for some extraordinary interpretation (Turner, 2011). 
bŅĴŹĴ̹ĿĴĜƀƄŵĴŹ̹ĜŵĴ̹ĜŘŹŦ̹ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ̹ĿŵŦŞ̹ŞƟ̹ŲĴŵŹŦşĜŘ̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ŵĴǭĴĪƀŹ̹ŞƟ̹ŵĴŹĴĜŵĪŅ̹Ĝşİ̹ƀŅĴ̹ŲŵŦĪĴŹŹ̹ŦĿ̹ĪŵĴĜƀňşŀ̹Ĝşİ̹
transforming the concept and visual interpretation of my calligraphic 
work that will be examined in Chapter VII. It will be seen basically letting 
pour the ink on the surface while creating a hand gesture is assessed 
as a contribution to the composition, becomes a part, sometimes the 
İŦŞňşĜşƀ̹ĿĴĜƀƄŵĴ̹ƀŅĜƀ̹ĜǣĴĪƀŹ̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ĿĴĴŘňşŀ̹ŦĿ̹ƀŅĴ̹ƘňŹƄĜŘ̹ĜŲŲĴĜŵĜşĪĴ˫̹
It leads to sometimes repeating over and over again until they reach that 
sense which is believed that gained with constant training of the hand 
and acquired mussel memory that gives the calligrapher the feeling of 
ĪŦşǬİĴşĪĴ̹ ňş̹ĜşƟ̹ŅĜşİ̹ŞŦƘĴŞĴşƀ̹ĜŹ̹Ĝ̹ŲŵŦǬƀ˫̹Hŵ̹ œƄŹƀ̹ĪŦşƀňşƄňşŀ̹ĜĿƀĴŵ̹
accidentally ink drop and deciding to respond at that moment with the 
accumulated theoretical and practical knowledge rather than the chance.

Here, it is apparent that Meulman wants to see the act of bombing 
as an opportunity that will support his concept of chaos and tension 
through unexpected gestures by an unpredictable act of bombing. On 
one side, there is an order with the circled written text, and on the 
other side, there is chaos that is created with the actual ink bomb right 
at the center of the composition. It reminds the postmodern feature 
that is mentioned in part “6.3. The postmodern condition related to 
contemporary western calligraphy.”

On the other hand, a sense of humility comes with making mistakes, 
contrary to the belief of the traditional western calligraphy, which was 
searching for the perfect construction of the letters, in which the beauty 
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was found, as mentioned in Chapter II. Whereas the idea of mistakes or 
errors points to the idea of fragility, which refers to the mark of the hand, 
ƙŅňĪŅ̹ňŹ̹şĴƘĴŵ̹ŲĴŵĿĴĪƀ̹ ňş̹ƀŅĜƀ̹ŹĴşŹĴ˫̹bŅňŹ̹Ŗňşİ̹ŦĿ̹ŲĴŵĪĴŲƀňŦş˦̹ĜŹ̹AĪBňǣ̹
(1998) claims, introduces a new perspective on aesthetic value, being 
less concerned about the reproduction of the ancient writing styles; 
instead, the intentional accidents and distortion led spontaneity to 
increase through the unique qualities of the gestures of the calligraphy 
comes with experience and experiment. This issue also reminds the 
concept of Far Eastern calligraphy that focuses on the action of the 
calligrapher, his self-development as an artist and a human that needed 
ƀŦ̹ ŵĴǭĴĪƀ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ŅĜşİ̹ ŦĿ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ Ĝşİ̹ ƀŅĴ̹ ĩŵƄŹŅ̹ƙňƀŅ̹ Ĝş̹
energy that is appreciated by the writer, and the viewer. As mentioned 
in Chapter IV, this issue is also inspired by Western abstract artists and 
contemporary western calligraphers, and Meulman is apparently among 
them. With this attitude, for the work of Meulman in Fig. 20, it can be 
said that the text becomes hardly legible, but some of the letters can be 
recognizable; still, the overall composition starts to become an image 
rather than a written text. A more individualistic approach to strokes 
and gestures captures viewers’ attention and creates visual contact with 
the calligraphic practice. This feature became dominant in Meulman’s 
calligraphy interpretation, as other works will be presented in this part. 

Meulman also takes attention with his performances on Singapore’s 
streets (Fig. 21).

Fig. 21. Sweeping Beauty 
I (Fading beauty), 2012, 
Singapore, Source: Youtube, 
youtube.com/watch?v=9GCFdTH_
SbA&t=2s, access: 19.06.2018.

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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,ƀ̹ ňŹ̹ Ĝ̹ ŲŵŦœĴĪƀ̹ ŅĴ̹ ŲĴŵĿŦŵŞĴİ̹ İƄŵňşŀ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜǤƀň̹ ƀŦƄŵ̹ ŅĴŘİ̹ ňş̹ ʇʅʆʇ˫̹
Meulman, in these performances, uses water and broom that can mimic the 
broad edge nib on the broadest surface. Meulman engages his interpretation 
ŦĿ̹ƀŅĴ̹$ŦƀŅňĪ̹ŅĜşİ̹ƙňƀŅ̹ƘĜŵňŦƄŹ̹ǭŦƄŵňŹŅĴŹ̹ƀŅĜƀ̹ŅĴ̹ĜİİŹ˫

The artist’s whole body’s graceful movement, instead of the wrist and 
ǬşŀĴŵƀňŲŹ̹ĜŹ̹Ĝ̹İĜşĪĴ̹ŦĿ̹ƀŅĴ̹ŹƙĴĴŲňşŀ̹ĩŵŦŦŞ̹ƙňƀŅ̹AĴƄŘŞĜş˦̹ŦşĪĴ̹ĜŀĜňş̹
shows his fondness for the splashes of the water and the image of a 
word. In this case, the word beauty, within seconds, evaporates and 
disappears on the ground, becoming practicing ephemeral calligraphy 
on the ground. The written word appears on the surface entirely and 
then starts to disappear and transform a kind of image of a word that 
becomes abstract. Here, Meulman’s practices are inspired by the concept 
of dishu, practice techniques of China, using the water as ink and brush 
to practice Chinese characters and calligraphy on the streets and parks 
of China, starting at the beginning of the 1990s in North Beijing park, 
then spread to most major cities of China. The written texts are based on 
classic Chinese literature, poetry, or aphorism and vary from regular to 
cursive styles, making the practitioner’s whole body engage as a dance 
(Dishu: A look at China’s street calligraphers, 2016).

Fig. 22 illustrates the dishu practices of Chinese practitioners and 
#ŵĜşĭŦňŹ̹ �ŅĜŹƀĜşĴƀ˦̹ ƀŅĴ̹ İŦĪƄŞĴşƀĜŵƟ̹ ŲŅŦƀŦŀŵĜŲŅĴŵ˦̹ ǬŘŞŞĜŖĴŵ˦̹ Ĝşİ̹
designer who also practices dishu in the Latin alphabet. Chastanet has 
a documentary project entitled Dishu: Ground Calligraphy in China (2011), 
ƀŅĴ̹ǬŵŹƀ̹ŹƄŵƘĴƟ̹Ŧş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴ̹ňş̹ŲƄĩŘňĪ̹ŲŘĜĪĴŹ̹ŦĿ̹
�Ĵňœňşŀ˦̹[ŅĜşŀŅĜň˦̹Ĝşİ̹[ŅĴşƟĜşŀ̹ňş̹�ŅňşĜ˫̹)ňŹ̹ǬŵŹƀ̹ňşƀĴŵĴŹƀ̹ƙĜŹ̹ŹƀĜŵƀĴİ̹
in the early 2000s when dishu took his attention due to the similarity 
ƀŦ̹ŀŵĜǤƀň̹ňş̹Ĝş̹ƄŵĩĜş̹ĪŦşƀĴƞƀ˫̹,ş̹ƀŅĴ̹ŹƄŵƘĴƟ̹ŦĿ̹ƀŅĴ̹ŵŦŦƀŹ̹ŦĿ̹ƀŅňŹ̹ĪƄŘƀƄŵĜŘ̹
phenomenon and its development in Chinese society, he searches to 
explore the possibility of its application to other writing systems, mainly 
western.6 The Latin calligraphy with the thick and thin contrast quality 
strokes can be handled with the same tools, namely with water and the 
�ŅňşĴŹĴ̹ŹƀŵĴĴƀ̐ĿŦĜŞ̹ĩŵƄŹŅĴŹ˦̹ƙŅňĪŅ̹ĜŵĴ̹ǭĴƞňĩŘĴ̹ƀŦ̹ŞĜşňŲƄŘĜƀĴ̹ƀŦ̹ĜĪŅňĴƘĴ̹
expansion contrast related to the pressure applied to the writing tool.

Fig. 22. Practicing dishu in 
Roman and Chinese letterforms, 
Source: Anders, (2013: 26).

6 Furthermore, Chastanet conducted several workshops in Utrecht, the Netherlands, in which 
each participant was invited to create his own writing tool, mainly out of foam and wooden sticks, 
and they experimented with them on the streets or a public squares with a Latin lettering model 
optimized for street calligraphy.

VI. CURRENT PRACTICES IN REALM OF WESTERN CALLIGRAPHY
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Chastanet (2011) believes that ground calligraphy can be adapted and 
practiced to western calligraphy. It is highly possible to perform in an 
occidental context both in the sense of physical and conceptual practice, 
and Meulman seems to have supported this idea with his own work. 

Up until now, it can be claimed that traditional western calligraphy 
and Far Eastern calligraphy have been adapted and adopted by 
Meulman with various features. These include the techniques, tools, 
and materials of Chinese calligraphy, various aesthetic features such 
as performative aspects, and accidental possibilities of the writing 
process, including splashed ink as a part of the composition; all can be 
ĪŘĜňŞĴİ̹ĜŹ̹ňşǭƄĴşĪĴİ̹ĩƟ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫

In the following years, Meulmans’ approach to text as an image began 
ƀŦ̹ ŹŅŦƙ̹ ňƀŹĴŘĿ̹ ĩĴƀƀĴŵ̹ ňş̹ ŅňŹ̹ ĴƞŅňĩňƀňŦş̹ ĴşƀňƀŘĴİ̹ ̚7ƄŹƀňǬĴİ̹ [ĪŵňŲƀƄŵĴŹ˦̛ ̹
ŅĴŘİ̹ňş̹ʎʉʆ̹$ĴĜŵƟ˦̹[Ĝş̹#ŵĜşĪňŹĪŦ˦̹ňş̹ʇʅʆʇ˫̹

Fig. 23 illustrates one of his works called �0./$Ɓ �� ��-$+/0- � :38, 
which represents a basic stroke -the letter “i”- of Meulman’s fraktur 
interpretation written with a broom, and 3x1 refers to the number of 
strokes he employs here. The three repetitions of the same strokes 
İňǣĴŵĴşƀňĜƀĴ̹ ĴƘĴŵƟ̹ ƀňŞĴ̹ ŅĴ̹ ŲĴŵĿŦŵŞŹ˦̹ ĩŦƀŅ̹ ňş̹ ƀŅĴňŵ̹ ŀĴşĴŵĜŘ̹ ĿŦŵŞŹ˦̹
particularly in the strokes’ beginnings and end, because the broom 
that Meulman employs here has a strong impact on the strokes’ overall 
ĜŲŲĴĜŵĜşĪĴ̹ƙňƀŅ̹ƀŅĴ̹ňşŖ̹ŹŲŘĜŹŅĴŹ˫̹bŅĴ̹İŵƟ̹ňşŖ̹ĴǣĴĪƀŹ̹ĜŘŹŦ̹ŅĴŘŲ̹ƀŦ̹ŹĴĴ̹ƀŅĴ̹
path of the broom’s hair that supports the stroke’s verticality and creates 
ƀĴƞƀƄŵĴ̹ ŦşĪĴ̹ ĜŀĜňş̹ İňǣĴŵĴşƀňĜƀĴ̹ ĿŵŦŞ̹ ĴĜĪŅ̹ ŦƀŅĴŵ˫̹ )ĴşĪĴ˦̹ ĜŘŘ̹ ƀŅŵĴĴ̹ ĜŵĴ̹
ĴƘĴş̹ƀŅĴ̹ŹĜŞĴ̹ŹƀŵŦŖĴ˦̹ŹƀňŘŘ̹ŵĴŲŵĴŹĴşƀňşŀ̹İňǣĴŵĴşƀ̹ƀŦƄĪŅĴŹ̹ŦĿ̹ƀŅĴ̹ƙŵňƀĴŵ˫̹

Fig. 23. Justified Scripture 
3x1 with Broom, 2012, Source: 
Meulman & Eeuwens, (2012: 37).

Here, it seems that Meulman slightly recedes himself from actually 
readable words, as in Dada or asemic writing; instead, he prefers to 
focus on one of calligraphy’s fundamental elements, which is a stroke. 
It will not be that accurate to relevant it with the deconstruction 
of typography because it is an attitude closer to searching for the 
core rather than deconstructing. It is not locating himself apart 
from calligraphy but exploring the natural potential of writing and 
calligraphy. The repeated stroke can be claimed to derive from a 
tremendous interest in the beauty and aesthetics of the western 
written world, meaning the desire to write a perfectly constructed 
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letter requires countless repetitions until the hand correctly captures 
ƀŅĴ̹ŹƀƟŘĴ˫̹ ,ƀ̹ĜŘŹŦ̹ŵĴŞňşİŹ̹ ƀŅĴ̹ĴşŹŭ̹ĪňŵĪŘĴ̹ ƀŅĜƀ̹ ƀŅĴ̹~Ĵş̹ŞŦşŖ̹İŵĜƙŹ̹ƀŦ̹
ŲĴŵĿĴĪƀ̹ňƀ˦̹ŅĴŘİ̹ňş̹�ŅĜŲƀĴŵ̹,q˫̹�Ź̹#Ŧŵşŀ̐[ŅĴĜş̹ĪŘĜňŞŹ˦̹̚�ňǣĴŵĴşƀ̹ƙŦŵŖŹ̹
of art create their image with its unique art language. Calligraphy can 
convey aesthetic feelings via a simple language: strokes. The emotions 
of strokes are presented through the form of handing calligraphy. It’s 
the basic concept to appreciate the rhythm and dynamism of vivid 
strokes” (Forng-Shean, n.d.: para. 1-2). Hence, it will not be wrong to 
describe Meulman’s approach here as searching the vivid stroke that 
ĪĜş̹ĪĜŵŵƟ̹Ĝşİ̹ŵĴǭĴĪƀ̹ƀŅĴ̹ƙŵňƀĴŵ̝Ź̹ĴŞŦƀňŦş̹ňşŹŲňŵĴİ̹Ŧŵ̹ňşǭƄĴşĪĴİ̹ĩƟ̹ƀŅĴ̹
Far Eastern mindset.

From the perspective of traditional western calligraphy, it can be stated 
that the line between the traditional and contemporary leads to a 
İňŹĪƄŹŹňŦş̹ ĜĩŦƄƀ̹ ƀŅĴ̹ İĴǬşňƀňŦş̹ ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ İňŹĪƄŹŹĴİ̹ ňş̹
Chapter II because the only feature that Meulman employs is a basic stroke 
of the hand. The boundaries start to be blurry, and it becomes challenging 
to coin the work as calligraphy, especially considering the perception of 
writing and calligraphy in the West that is criticized through the well-
construction of the letter and the readability of the text. However, as 
underlined in Chapter II, here, the situation needs to be rethought, and the 
discussion about what calligraphy is or is not with the traditional West’s 
criteria needs to be transformed with the consideration of contemporary 
western calligraphy as discussed in this chapter. 

The separation of the disciplines of writing versus painting or the belief 
of the indispensable feature of the writing assessed as the functionality 
of the text can not be ranked as a part of the culture of the writing or 
calligraphy. Writing has its potential to interpret depending on the 
artist seeking beyond these literal meaning criteria of the text. It has a 
desire to set free from the language barrier for the sake of a universal 
level. It has to be realized that the western idea of abstraction cannot 
be thought through the contemporary western calligraphy, which 
still embraces the tradition, acquiring the skill with arduous training 
and practices to master the skill that will help to see the beyond that 
mentioned here. Even contemporary calligraphy with highly abstract 
ĿŦŵŞŹ̹ ĪĜşşŦƀ̹ ĩĴ̹ ƀŅŦƄŀŅƀ̹ Ĝ̹ İňǣĴŵĴşƀ̹ ĴşƀňƀƟ̹ ĿŵŦŞ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĩĴĪĜƄŹĴ̹
it still requires the awareness of the ancient styles, tradition, and 
culture with accumulated technical and theoretical knowledge that is 
performed with writing like gestures and mindset of a calligrapher, 
also practicing it as a craft, meaning requires craft knowledge that 
covers knowing the materials, learning the skills. Hence, contrary to 
the western traditional calligraphy mindset, it is sincerely believed 
that these practices of Meulman focusing on the stroke can be assessed 
ĜŹ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŲŵĜĪƀňĪĴŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ ŵĴǭĴĪƀĴİ̹ ƀŅĴ̹ ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹ ƀŅĴ̹
calligrapher’s fused with his individual interpretation.

It is believed that Meulman desires to achieve this kind of perception in 
Şňşİ̹ĩƄƀ̹ŹƀňŘŘ̹ŹĴĴŞŹ̹ƀŦ̹ĪŦşƀĜňş̹ĪŦşǭňĪƀ̹ĩĴĪĜƄŹĴ˦̹Ĝƀ̹ƀŅňŹ̹ŲŦňşƀ˦̹AĴƄŘŞĜş̹
starts to call himself a painter rather than a calligrapher, which is not 
accurate for Far Eastern calligraphy. Painting and writing are not 
şĴĪĴŹŹĜŵňŘƟ̹İňǣĴŵĴşƀ̹ĜŹ̹ňş̹ƀŅĴ̹rĴŹƀ˦̹ƙŅňĪŅ̹ňŹ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,q˦̹
depending on the perception and appreciation of calligraphy/writing, 
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which seems to be assessed superior to painting, even though they are 
called sister arts, employed in same primary materials that are brush, 
ink, and paper.

On the other hand, by calling himself a painter, Meulman wants to 
underline that his practices, in which he experiments with the writing-
ŘňŖĴ̹ŀĴŹƀƄŵĴŹ̹Ĝşİ̹ƀŦƄĪŅĴŹ̹ŦĿ̹ƀŅĴ̹ŅĜşİ˦̹İňǣĴŵ̹ĿŵŦŞ̹ƀŅĴ̹ĜşĪňĴşƀ̹ƙŵňƀňşŀ̹
ŹƀƟŘĴŹ̹ Ĝşİ̹ ŲŵĜĪƀňĪĴŹ˫̹ ,şŹƀĴĜİ̹ ŦĿ̹ ƄşİĴŵŘňşňşŀ̹ ƀŅĴ̹ İňǣĴŵĴşĪĴ̹ ĩĴƀƙĴĴş̹
painting and writing, it would be more appropriate to stress the 
meaning of the word writing that as discussed in Chapter II, which 
consists of a variety of activities such as carving, drawing, writing, or 
painting, hence painting is just needed to be assessed as a technique to 
ƙŵňƀĴ̹ňş̹ƀŅňŹ̹ŹĴşŹĴ˦̹İňǣĴŵĴşƀ̹ĿŵŦŞ̹ƀŅĴ̹İňŹĪňŲŘňşĴ̹ĪŦşŹňİĴŵĴİ̹ĜŹ̹ŲĜňşƀňşŀ̹
in plastic arts.

Turning to the examination of Meulman’s stroke that he adopts and 
stylizes when it is observed through the stroke’s visual form, it can link 
AĴƄŘŞĜş̝Ź̹ŵĴŲĴƀňƀňŦş˫̹bŅĴ̹$ŦƀŅňĪ̹ƙŵňƀňşŀ̹ŹƟŹƀĴŞ˦̹ĜŹ̹ňş̹#ňŀ˫̹ʇʉ˦̹ŹŅŦƙŹ̹
the form of the letter “i” in Insular Majuscule, Carolingian Minuscule, 
�ĜŵŘƟ̹$ŦƀŅňĪ˦̹bĴƞƀƄŵĜ̹VƄĜİŵĜƀĜ̹ŦĿ̹ƀŅĴ̹ĿŦƄŵƀĴĴşƀŅ̹Ĝşİ̹ǬĿƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹
bĴƞƀƄŵĜ̹ TŵĴŹĪňŹƄŹ˦̹ #ŵĜŖƀƄŵ˦̹ �ĜŹƀĜŵİ˦̹ $ŦƀŅňĪ̹ �ƄŵŹňƘĴ˦̹ Ĝşİ̹ WŦƀƄşİĜ˫̹
Considering the general form of all, gothic scripts -mainly Fraktur 
style- are closer to the style of Meulman’s particular hand. Especially 
considering the repeated stroke of Fig. 23, executed with one touch of 
the hand as a running hand, starts and ends with the turns that carry 
ŹňŞňŘĜŵňƀňĴŹ̹ŞŦŹƀŘƟ̹ƙňƀŅ̹$ŦƀŅňĪ̹ĪƄŵŹňƘĴ˦̹ĜŹ̹ŹŅŦƙş̹ňş̹#ňŀ˫̹ʇʉ˫

Fig. 24. The forms of the letter 
“i” are illustrated based on the 
models of Mediavilla (1996) and 
Harris (1995b), Image credit: 
Almıla Yıldırım.

Not just the letterform and how they are executed, but also, once 
again, some characteristic features, such as woven-like appearance, are 
observed as a reference point for Meulman’s works. Particularly in the 
case of textura, in which the letterforms basically can be constructed 
with the same stroke “i,” as in the cases of the letter “m” and “n” that are 
shown in Fig. 25. The oblique nib pen constructs the letterforms with 
four nibs high. The angle of the pen is 45°. The diamond shape can be 
ŦĩŹĴŵƘĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ ŘĴƀƀĴŵŹ̝̹ ĿĴĴƀ˦̹ĜŘŹŦ̹ ƀŅĴ̹ǬŵŹƀ̹ŹƀŵŦŖĴŹ̹ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ˦̹
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which is one of the most salient features of the textura. Every unit that 
constructs the letter has basically an “i” shape that Meulman repeats.

Fig. 25. Gothic system of script, 
textura, the letter form of “m” 
and “n,” Image credit: Almıla 
Yıldırım.

As mentioned textura above, this system of writing creates the overall 
woven shape, which makes the perceive the word or a text as a unit (Fig. 
26) rather than focusing on individual letters. Hence, the text or a word 
can be comprehended as an image, especially by the unfamiliar eye. 

Fig. 26. Gothic script written 
with vertical lines creates 
a wovenly texture as in the 
image, Image credit: Almıla 
Yıldırım.

In Latin it is written: “Mimi 
numinum nivium  minimi 
munimi muniu  vini muniminum 
imminu  vivi minimum volunt.”

�Ź̹ŹĴĴş̹ňş̹ƀŅňŹ̹ǬŀƄŵĴ˦̹ƀŅĴ̹;Ĝƀňş̹ŲŅŵĜŹĴ̹ŞĴşƀňŦşĴİ̹Ŧş̹ŲŵĴƘňŦƄŹ̹ŲĜŀĴŹ̹ňŹ̹
written by textura. When the text turns upside down, it will give pretty 
much the same visual appearance, which is highly noteworthy as a 
grid-like system of actual readable text.

On the other hand, when observing the images of Meulman, it basically 
ĪĜş̹ĩĴ̹ĜşĜŘƟƥĴİ̹ĜŹ̹ňş̹#ňŀ˫̹ʇʌ˫̹bŅĴ̹ǭŦƙňşŀ̹ŹƀŵŦŖĴŹ̹ŲĜŵƀňĜŘŘƟ̹ŦƘĴŵŘĜŲ̹ĴĜĪŅ̹
ŦƀŅĴŵ˦̹ƙňƀŅ̹Ĝ̹ŞŦŵĴ̹ǭƄňİ̹ƘĴŵŹňŦş̹ŦĿ̹ƀŅĴ̹ŹƀŵŦŖĴ˫̹bŅĴ̹ŵĴŹĴŞĩŘĜşĪĴ̹ĩĴƀƙĴĴş̹
the textura’s woven-like appearance and Meulman’s repeated strokes 
comes from the overall composition’s visual appearance rather than the 
physical appearance of the strokes between the textura and Meulman’s 
one-hand strokes.

Fig. 27. The vectorial analyze 
of the strokes of Meulman, 
Image credit: Almıla Yıldırım.
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In Fig. 28, the strokes’ structure between textura and Meulman’s 
İňǣĴŵĴşƀňĜƀĴ̹ ĴĜĪŅ̹ŦƀŅĴŵ˦̹ ĩƄƀ̹ ƀŅĴ̹ŀŵňİ̐ŘňŖĴ̹ƙŦƘĴş̹ ĜŲŲĴĜŵĜşĪĴ̹ ŵĴŞĜňşŹ˫̹
rŅĴş̹ ĴƞĜŞňşňşŀ̹ ƀŅĴ̹ ǬŵŹƀ̹ Ĝşİ̹ ŘĜŹƀ̹ ŹƀŵŦŖĴ̹ ĜŹ̹ Ĝ̹ ĿŦŦƀ˦̹ ĜŹ̹ ŦĩŹĴŵƘĴİ̹ ňş̹
Meulman’s previous works, he employs the same hand that transformed 
from the textura script and becomes more running hand form with 
its curves. Strokes are produced by the brush moves; thus, the letter’s 
foot is not as rigid as in the case of the one constructed with the nib. 
About the script and its ductus, it is evident that the artist follows the 
same hand, textura script. Also, after a more detailed examination, it is 
possible to observe that the angle is almost 30°. Hence, it can be said 
that even though it is the stylized version that belongs toMeulman, 
ňşŹŲňŵĴİ̹ĩƟ̹ƀŅĴ̹$ŦƀŅňĪ̹ŅĜşİ˦̹ƘĜŵňŦƄŹ̹ĿĴĜƀƄŵĴŹ˦̹ŹƄĪŅ̹ĜŹ̹ƀŅĴ̹ƀŦŦŘŹ̹ƀŅĜƀ̹ĜŵĴ̹
broad edge nib and the angle and the position of the tool reminds the 
same as in the tradition. In that way, he can preserve the resemblance 
between his interpretation of the hand and the ancient style of writing 
that can be linked through these analyses.

Fig. 28. Justified Scripture 2x1 
with Broom, 2012, acrylic on 
linen, examining the stroke of 
Muelman, Source: Meulman 
& Eeuwens, (2012: 36), Image 
credit: Almıla Yıldırım.

Another example of the stroke and repetition style can be observed in Fig. 
29, entitled �0./$Ɓ ����-$+/0- �873; consists of repeated strokes of “i” that 
create a texture on the surface. 

Fig. 29. Justified Scripture 
10x4, 2012, acrylic-enamel 
on linen, Source: Meulman 
& Eeuwens, (2012: 64).
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Once again, 10x4 refers to how many strokes he uses for his work, but this 
time, all exist in one linen. As a concept mentioned earlier, the created 
texture through even space and repeated strokes of gold seems to create 
order -will be mentioned in the following pages as a concept; however, it 
is also disrupted by the black ink splashes, even partly making it disappear 
and give the appearance of chaos.

Mediavilla (1996) states the attitude of today’s calligraphers, which is 
described as “their aim for dynamic shapes balanced between chaos 
and calm” (Mediavilla, 1996: 11). Furthermore, Stevens (2013) claims 
that with time, calligraphers may get bored when the work becomes 
predictable that lead him to deal with an order to “push it in a looser 
direction, or start with chaos and rein it in” (Stevens, 2013: 42). He 
claims that this issue makes calligrapher feel still surprised through 
exploration in his work that is in progress, and the aim becomes to 
balance expected with unexpected outcomes. Hence, it arrives at the 
İĴǬşňƀňŦş̹ŦĿ̹[ƀĴƘĴşŹ̹˾ʇʅʆʈ˿̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,,˦̹ĜĩŦƄƀ̹ŦŵŀĜşňƥňşŀ̹
marks, which manifest itself through a texture like a woven image of 
Meulman that is the product of his motto; the word is an image.

In Fig. 29, Meulman emphasizes awareness of space and precision 
by repeating the form with free strokes in harmony until a pattern is 
composed. Once again, there are various references from the past and 
ƀŅĴ̹ ŲŵĴŹĴşƀ˫̹ bŅĴ̹ ƄşňǬĪĜƀňŦş̹ ŦĿ̹ ŹƀŵŦŖĴŹ̹ ƀŅĜƀ̹ ŅĜƘĴ̹ ĩĴĴş̹ ŲŵĜĪƀňĪĴİ̹ ŅĴŵĴ̹
with synthesis and integration remains the practice of the scribe in the 
middle ages, the time that hand copying was the only way of recording 
and transmitting relevant text with the uniformity and repetition of 
forms. It is crucial for the pre-printing era of information perception to 
recognize and read handwritten texts produced in the West (Chappell & 
Bringhurst, 2000). It is obvious that acquired skills can be achieved merely 
by practicing. Meulman with several repetitions of the same stroke, as if 
he is practicing the movement of the pen and the hand. It seems they are 
ŵĴŲĴĜƀĴİ̹ ĪŅĜŵĜĪƀĴŵŹ̹ ĜŹ̹ Ĝ̹ ƀŵňĜŘ̹ ƀŦ̹ƙĜŵŞ̹ ƀŅĴ̹ŅĜşİ̹ Ĝşİ̹ŞĜŖĴ̹ ňƀ̹ ǭŦƙ˫̹bŅňŹ̹
undoubtedly requires repetitions, and reciprocally, for the sake of going 
further, by the ability to think and see fresh in a non-habitual manner. 
bŅĴ̹ĜĪŴƄňŵĴİ̹ŅĜşİ̹ĩĴĪĜŞĴ̹Ĝ̹ŵĴǭĴĪƀňŦş̹ŦĿ̹ĜŘŘ̹ƀŅĜƀ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹Ŧş̹ƀŅĴ̹
canvas, propounding the view of thinking beyond the letters with lines.

On the other hand, in Meulman’s repetitions, the regularity of the strokes 
ňŹ̹ ƘňƘňİ̹ƙňƀŅ̹ ƀŅĴ̹ ĴǣĴĪƀ̹ ŦĿ̹ ƀŅĴ̹ ŀŦŘİ̹ ŲĜňşƀ˫̹ �ŞŲŘŦƟňşŀ̹ ŀŦŘİ̹ ĜŘŹŦ̹ ĪĜş̹ ĩĴ̹
considered as a reference from the past. As mentioned in Chapter III, the 
illuminated manuscript always consisted of gold paint that revealed the 
richness of the work and functioned as a representative of the owner’s 
wealth because the manuscript’s illumination process was complex and 
costly. It was often employed for special books such as an altar Bible or 
illuminated “Book of Hour,” which consists of prayers appropriate for 
various times in a liturgical day. Illumination was usually planned before 
the beginning of the work and reserved the space for it, and the text was 
usually written before the illumination. During the early Medieval period, 
text and illumination were usually performed by the same person; 
however, in the latest period, around 1000-1250 AD, text and illumination 
started to be applied separately. The gold paint is also accepted as a light 
source that illuminates the page of the manuscript. 
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Using gold for the manuscript is one of the fascinating features that 
added a layer of dimension. The light is assessed as one of the oldest 
and most meaningful symbols for various cultures and religions. From 
a religious perspective, light in the Bible refers to spiritual illumination 
and truth, and it represents pure, reasonable, and holy, as opposed to the 
İĜŵŖşĴŹŹ̹ŦĿ̹ ĴƘňŘ˫̹bŅĴ̹ ŘňŀŅƀ̹ƙĜŹ̹ŦşĴ̹ŦĿ̹ ƀŅĴ̹ǬŵŹƀ̹ ƀŅňşŀŹ̹ ƀŅĜƀ̹ĪŵĴĜƀĴİ̹ŦşĴ̹
ŦĿ̹ ƀŅĴ̹ǬŵŹƀ̹ƙŦŵİŹ̹ŹŲŦŖĴş̹ĩƟ̹$Ŧİ˦̹ƙŅňĪŅ̹ĜŘŹŦ̹ƙĴŵĴ̹ƙŵňƀƀĴş̹ ňş̹ŹĪŵňŲƀƄŵĴ̹
as follows: “Let there be light” (� )�8Ĭ�:). For this reason, light carries a 
ŲŵňŞĜŵƟ̹ŹňŀşňǬĪĜşĪĴ̹ĿŦŵ̹ƀŅĴ̹�ňĩŘĴ˫̹bŅĴ̹ĿŦŘŘŦƙňşŀ̹ŹƀĜƀĴŞĴşƀ̹ŦĿ̹ƀŅĴ̹�ňĩŘĴ̹
ƀĜŖĴŹ̹ĜƀƀĴşƀňŦş̹̚xŦƄŵ̹ƙŦŵİ̹ňŹ̹Ĝ̹ŘĜŞŲ̹ĿŦŵ̹ŞƟ̹ĿĴĴƀ˦̹Ĝ̹ŘňŀŅƀ̹Ŧş̹ŞƟ̹ŲĜƀŅ̛̹˾TŹ̹
119: 105), which guides his commands to follow throughout the lives. 
bŅĴ̹ƀŅĴŞĴ̹ŦĿ̹$Ŧİ̝Ź̹ƙĜƟ̹ĜŹ̹ŘňŀŅƀ̹ňŹ̹ŞĴşƀňŦşĴİ̹ňş̹ƀŅĴ̹BĴƙ̹bĴŹƀĜŞĴşƀ̹ĜŹ̹
ĿŦŘŘŦƙŹ˥̹ ̚bŅĴ̹ ;Ŧŵİ̹ ŅĜŹ̹ ǬŘŘĴİ̹ƟŦƄ̹ƙňƀŅ̹ ŘňŀŅƀ˫̹ ;ňƘĴ̹ ĜŹ̹ ĪŅňŘİŵĴş̹ƙŅŦ̹ŅĜƘĴ̹
ŘňŀŅƀ˫̹ ;ňŀŅƀ̹ ŲŵŦİƄĪĴŹ̹ ĴƘĴŵƟƀŅňşŀ̹ ƀŅĜƀ̹ ňŹ̹ ŀŦŦİ˦̹ ƀŅĜƀ̹ ŅĜŹ̹$Ŧİ̝Ź̹ ĜŲŲŵŦƘĜŘ˦̹
and that is true is true” (Eph 5:8-9) (Jesusway4you.com, 2016).

In these practices of Meulman, the visual appearance is pretty similar 
to the practice of an Iranian painter, calligrapher, and sculptor Charles 
Hossein Zenderoudi (Fig. 30), mentioned in Chapter V. 

Fig. 30. “‘Ayn + ‘Ayn,” Charles 
Hossein Zenderoudi, 1970, 
gouache on paper, Source: 
Ekhtiar (2006: 128).

“‘Ayn + ‘Ayn” (Fig. 30) was created in 1970, with various saturated levels 
of color that provide depth to the composition. However, the units 
of Meulman have a regular and same height that seems to take his 
ŵĴĿĴŵĴşĪĴŹ̹ĿŵŦŞ̹ƀŅĴ̹$ŦƀŅňĪ̹ŅĜşİ̹ƀĴƞƀƄŵĴ̹ŲŵĜĪƀňĪĴŹ̹ƀŅĜƀ̹ĪŵĴĜƀĴŹ̹Ĝ̹ƙŦƘĴş̐
like texture. It cannot be claimed whether Meulman has his inspiration 
from Zenderoudi in his visual attitude; however, it can be claimed that 
contemporary artists’ aim seems similar to the Middle East, to create 
an image that the viewer can read as signs and as images. Western 
artists, however, seem disadvantaged with the forms of Latin alphabet 
letterforms that carry phonetic values rather than pictographic ones. 
The Western artist obviously emulates the potential of the Arabic 
letters that provide a space to experiment with artists to go beyond.

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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As for Christianity, for Islam too, light is assessed as a divide symbol comes 
ĿŵŦŞ̹ƀŅĴ̹VƄŵ̝Ĝş̹ňş̹,ŹŘĜŞ̹Ĝşİ̹ƀŅĴ̹ŹĜĪŵĴİ̹�ŦŦŖ̹ŦĿ̹AƄŹŘňŞŹ˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹
in Chapter V. It has various meanings used as metaphors, quotations, or 
comparisons in several instances of the starts, the sun and the moon 
ƀŅĜƀ̹ňŹ̹ňİĴşƀňǬĴİ̹ĜŹ̹Ĝ̹ŘňŀŅƀ˫̹bŅĴ̹ŹƄş̹ŵĴĿĴŵŹ̹ƀŦ̹ĪŘĜŵňƀƟ˦̹Ĝşİ̹ƀŅĴ̹ƀĴŵŞ̹şƋŵ˦̹Ŧŵ̹
light, is used to refer to its literal meaning, as mentioned in the work of 
Meulman through its title, “turning darkness to the light.” This also will 
be seen in other contemporary artists in part “6.8. Denis Brown.”

Light, like daily or candlelight, takes place as a physical element that 
was highly important for the medieval scribe during his practice and 
performing his work. It is used to determine when and where the scribe 
performs. For this reason, it is common to encounter light as a word 
in scribes’ notes on the pages of the manuscripts when describing the 
ĪŦşİňƀňŦşŹ̹Ĝşİ̹ŅŦƙ̹ŅĜŵİ̹ƀŅĴňŵ̹ƙŦŵŖ̹ňŹ˫̹�Ź̹Ĝş̹ĴƞĴŞŲŘĜŵƟ˦̹ƀŅĴ̹,ŵňŹŅ̹$ĜĴŘňĪ̹
Poem, Pangur Bán, which is thought to have been composed by an Irish 
monk working on a copy of St. Paul’s Epistles around the sixth century, 
can be shown here with the following lines:

Practice every day has made

Pangur perfect in his trade;

I get wisdom day and night,

Turning Darkness into light. (The scholar and his cat, Pangur Bán, n.d.: para. 8)

Here, as seen in the last line of the poem of Pangur Bán, “Turning 
darkness into light” becomes the title of one of the works of Meulman, 
as can be observed in Fig. 31.

Fig. 31. Turning darkness into 
light, acrylic and indian ink on 
linen, 2013, Source: Consiglio, 
(2013: nd.).

Once again, it is a readable written line with a highly intricate 
manner that seems to create another texture-like appearance 
consisting of splashes of the ink, making the scene a more dynamic 
composition. Meulman reveals the dark written text born from the 
lighter background that seems to support the text by merely the 
words with ink splashes. As mentioned earlier, here, the light carries 
various symbolic meanings in the sense of Christianity, in which the 
ƙŦŵİ̹ ŦĿ̹ $Ŧİ̹ ňŹ̹ ĜŹŹƄŞĴİ̹ ĜŹ̹ Ĝ̹ ŘňŀŅƀ̹ ƀŅĜƀ̹ ŘĴĜİŹ̹ ƀŅĴ̹ ŲĴŵŹŦş̹ ƀŦ̹ Ĝ̹ ŵňŀŅƀ̹

VI. CURRENT PRACTICES IN REALM OF WESTERN CALLIGRAPHY
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and good path. Meulman, through gold and yellow application on the 
background, points at that reference of the illumination. On the back, 
the written text in gold can be seen; on this level, the same text once 
again is written in black, preserving the gold as light strokes of the 
letters. It gives the impression that the light comes behind the black 
written text, referring to this phenomenon.

Moreover, in religious symbolism, light is strongly associated with the 
ability to see. The theme of blindness is mentioned in sacred text to 
describe the lost spirit and may be on the wrong path in life. To recover 
it, it is connected to “seeing the light” and described as a spiritual 
ĜƙĜŖĴşňşŀ̹˾bŅĴ̹BĜƀňŦşĜŘ̹$ĜŘŘĴŵƟ˦̹ş˫İ˫˿˫̹

Hence, Meulman points to an illuminated manuscript by employing the 
gold paint, but also with an attempt to split drips and drops all over 
the linen seems more likely an accident of a twist of his wrist, contrary 
to the attack with the ink bomb. The accident of the ancient scribe 
is not welcomed, as mentioned earlier, which caused them to start 
overwriting the whole piece. However, Meulman prefers to embrace 
the spontaneity and the causes of the action at the time of the practice, 
which happens as a performance of Meulman. While he references 
ŵĴŲĴƀňƀňŦşŹ̹ ƀŦ̹Ǭşİ̹Ĝ̹ŲĴŵĿĴĪƀ̹ ŹƀŵŦŖĴ̹Ĝşİ̹ŵĴŀƄŘĜŵňƀƟ˦̹ŅĴ̹ĜŘŘŦƙŹ̹Ĝ̹ ŹŦŵƀ̹ŦĿ̹
chaos in the middle of the regularity with ink drops. Furthermore, the 
poem actually starts with the following lines:

He loves: Pangur, never idle

Day or night

Hunts mice; I hunt each riddle

#ŵŦŞ̹İĜŵŖ̹ƀŦ̹ŘňŀŅƀ˫̹˾$ňŘŘ˦̹ʇʅʅʎ˥̹ʆʎʆ˿

It has a parallel metaphor between a cat called Pangur Bán, who catches 
mice, while a monk is writing the so-called manuscript “hunting words” 
ĜŘŘ̹şňŀŅƀ̹ŘŦşŀ˦̹ƙŅňĪŅ̹ŵĴŹŦşĜƀĴŹ̹ƙňƀŅ̹AĴƄŘŞĜş˦̹ĜŹ̹Ĝ̹ŀŵĜǤƀň̹ĜŵƀňŹƀ˦̹ƙŅŦ̹
used to go out at night, painting the walls by catching the words. The 
piece centered around the words “turning darkness into light,” echoing 
this poem’s last line. 

The period around the ninth century when the Irish poem was held, 
and the script used in that period was an insular script that was used 
in Ireland to develop a state appropriate for luxurious codices after the 
seventh century, as mentioned in Chapter III. What Meulman uses for 
his work is not insular˦̹ ĩƄƀ̹ŅňŹ̹ Ŧƙş̹ŅĜşİ̹ ňŹ̹ ňşǭƄĴşĪĴİ̹ĩƟ̹ ƀŅĴ̹$ŦƀŅňĪ̹
system of writing mentioned above for his previous works. 

By examining the letterforms (Fig. 32), the hand manipulated and 
constructed by Meulman once again carries various characteristics of 
ƀŅĴ̹ŹĪŵňŲƀŹ̝̹$ŦƀŅňĪ̹ŹƟŹƀĴŞ˫̹[ŦŞĴ̹ŘĴƀƀĴŵŹ̹ĿŦŵŞ̹ĿŵŦŞ̹̚bƄŵşňşŀ̹İĜŵŖşĴŹŹ̹
into light,” the letterform of early gothic (proto gothic), fraktur, and 
bastard scripts. The basic construction of some letters, such as the 
ŘĴƀƀĴŵŹ̹ ̚Ŧ˦̛ ̹ ̚Ĵ˦̛ ̹ ̚ŵ˦̛ ̹ ̚ň˦̛ ̹ Ĝşİ̹ ̚Ź˦̛ ̹ ŵĴŞĜňş̹ Ĝ̹ ŀĴşĴŵĜŘ̹ ĿŦŵŞ̹ ŦĿ̹ $ŦƀŅňĪ̹ ŅĴŵĴ˫̹
With fewer hand lifting, the style transforms into a more angular 
Ĝşİ̹ǭƄňİ̹ ŹŅĜŲĴ˫̹bŅĴ̹ĜşĜŘƟƥĴİ̹ ŵĴŲĴƀňƀňƘĴ̹ ŹƀŵŦŖĴ̹ŦĿ̹ŅňŞ̹ĪŦşŹƀŵƄĪƀŹ̹ ƀŅĴ̹
overall statement that gives a vertical appearance to the text. This 
also puts forward the texture of the woven-like execution to the front 
ŦĿ̹ƀŅĴ̹ĪŦŞŲŦŹňƀňŦş̹ĜŹ̹ ňş̹ƀŅĴ̹$ŦƀŅňĪ̹ŅĜşİŹ˫̹�ƘĴş̹ƀŅŦƄŀŅ̹ňƀ̹ ňŹ̹Ĝ̹ ŘĴŀňĩŘĴ̹
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statement, the execution and the various compositional elements, 
such as drips and drops of the paint and close color preferences, 
ŞĜŖĴ̹ ňƀ̹İňǤĪƄŘƀ̹ ƀŦ̹ŵĴĜİ˫̹ ,ƀ̹ĪĜş̹ĩĴ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ĪŦŞŲŦŹňƀňŦş̹
also reveals the idea of Meulman, which is the word as an image and 
painting the words, which leads to the assessed this piece as a painting.

Apart from the ancient scriŲƀ̹ŹƀƟŘĴŹ̹ƀŅĜƀ̹AĴƄŘŞĜş̹ŅĜŹ̹ĩĴĴş̹ňşǭƄĴşĪĴİ̹
and interpreted in his contemporary calligraphy work, it is evident 
that he was also inspired by medieval scribes, particularly Eadfrith 
(d. 721), a Bishop of Lindisfarne or commonly known as Holy Island 
of the northeast coast of England. Eadfrith is the monk scribe of the 
Lindisfarne Gospels, mentioned in Chapter III. He prefers to blend 
that idea with the willingness to underline the plastic value that can 
be revealed through the image of the written text, as in postmodern 
designers’ attitudes. The eclecticism is evident through bringing these 
concepts from the tradition, interpreting them from the contemporary 
perspective, executed as a painting with the contribution of background 
that creates a chaotic feeling.

Fig. 32. Details are extracted 
from Fig. 31, Image credit: 
Almıla Yıldırım.
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Another example can be seen in Fig. 33, which illustrates one of 
Meulman’s commission works painted as six pieces inspired by 
Lindisfarne Gospels as part of an exhibition that celebrates returning 
ƀŅĴ̹$ŦŹŲĴŘ̹ ƀŦ̹ şŦŵƀŅĴŵş̹�şŀŘĜşİ˫̹ ,ƀ̹ƙĜŹ̹ ňşŹƀĜŘŘĴİ̹ Ĝƀ̹BĴƙ̹�ĜŹƀŘĴ̹ƄŲŦş̹
bƟşĴ̝Ź̹�ĜŹƀŘĴ̹9ĴĴŲ̹ĜŹ̹Ĝ̹ŞŦİĴŵş̹ƀŵňĩƄƀĴ̹ƀŦ̹ƀŅĴ̹ňşĪňŲňƀ̹ŦĿ̹[ƀ̹7ŦŅş̝Ź̹$ŦŹŲĴŘ̹
in Principio Erat Verbum,7 which means “in the begining was the Word.” 
Meulman says, “That’s funny, because in the beginning for me there 
was a word too, and the word was ‘shoe’” (Consiglio, 2013: para. 5). His 
ĪŦŞŲĜŵňŹŦşŹ̹ ĩĴƀƙĴĴş̹ ŀŵĜǤƀň̹ ƙŵňƀĴŵŹ̹ Ĝşİ̹ ĜşĪňĴşƀ̹ ŹĪŵňĩĴŹ̹ ŅĜƘĴ̹ ĩĴĴş̹
mentioned before and once again, with this work, Meulman points to 
his comparison. With these pieces, he embraces the Lindisfarne Gospel 
Ĝşİ̹�ĜİĿŵňƀŅ˦̹ ƀŅĴ̹ ĜşĪňĴşƀ̹ ŹĪŵňĩĴ̹ ŦĿ̹ ƀŅĴ̹$ŦŹŲĴŘ˫̹)ŦƙĴƘĴŵ˦̹ ňƀ̹ ŹŅŦƄŘİ̹ ĩĴ̹
underlined that the Lindisfarne Gospels are written by insular script, 
ŅňŀŅŘƟ̹ İňǣĴŵĴşƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ $ŦƀŅňĪ̹ ƙŵňƀňşŀ̹ ŹƟŹƀĴŞŹ̹ ňş̹ ƀŅĴňŵ̹ ĿŦŵŞŹ̹
but it still consists of intricate forms of letters that are colored and 
ňŘŘƄŞňşĜƀĴİ˦̹ƙŅňĪŅ̹ňŹ̹ĜŘŹŦ̹İňǤĪƄŘƀ̹ƀŦ̹İĴĪňŲŅĴŵ̹ĿŦŵ̹ƄşŖşŦƙş̹ĴƟĴŹ˦̹ĜŹ̹ňş̹
ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹ƀŅĴ̹$ŦƀŅňĪ̹ƙŵňƀňşŀŹ˫

Fig. 33. Straight outta 
Lindisfarne, Source: 
Consiglio, (2013: np.).

Straight outta Lindisfarne (Fig. 33) was created to honor the name 
Eadfrith. It can be observed that the name Eadfrith, written by the 
repetition of the stroke of the brush in gold, is a dominant piece of the 
composition. It can be claimed that Meulman commonly employs gold 
concerning medieval usage, which also seems to support his references 
of him taken from the tradition. The piece is constructed with the 
repetition of the stroke, accompanied by words, such as “straight outta 
;ňşİňŹĿĜŵşĴ̛̹ Ĝşİ̹ ̚ŞŦşŖ̹ĩƄŹňşĴŹŹ˦̛ ̹ ĜŘŹŦ̹ ňş̹;Ĝƀňş̹ ̚VƄŦİ̹ ŹĪŵňŲŹň̹ ŹĪŵňŲŹň̛̹
which can be translated as “he wrote.” These are written directly with 
ƀŅĴ̹ ŹĜŞĴ̹ŅĜşİ̹ ƀŅĜƀ̹AĴƄŘŞĜş̹ƄŹĴİ̹ŅĴŵĴ˦̹ƙŅňĪŅ̹ ňşƀĴŵŲŵĴƀŹ̹ ƀŅĴ̹$ŦƀŅňĪ̹
writings with various exaggerated swashes. 

7 The text of The Gospel of John˦̹ ƀŅĴ̹ ĿŦƄŵƀŅ̹ŦĿ̹ ƀŅĴ̹ŀŦŹŲĴŘŹ˦̹ ňŹ̹ŹƀĜƀĴİ̹ ňş̹ ňƀŹ̹ǬşĜŘ̹ ĿŦŵŞ̹ĜŵŦƄşİ̹��̹
90-110. The text is probably best known for its opening, “In principio erat Verbum, et Verbum erat 
apud Deum, et Deus erat Verbum,” which is translated as “In the beginning was the Word, and the 
rŦŵİ̹ƙĜŹ̹ƙňƀŅ̹$Ŧİ˦̹Ĝşİ̹ƀŅĴ̹rŦŵİ̹ƙĜŹ̹$Ŧİ̛̹˾)Ŧŵş˦̹ʇʅʆʎ˿˫
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This resemblance is established due to various comparations 
ĪŦşŹňİĴŵňşŀ̹ƀŅĴ̹$ŦƀŅňĪ̹ŹĪŵňŲƀ̝Ź̹ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̹ĜŹ̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ̹Ĝşİ̹
shown in Fig. 34.

Fig. 34. Detail extracted 
from Fig. 33, Image credit: 
Almıla Yıldırım.

Hş̹ ƀŅĴ̹ ŘĴĿƀ̹ ŦĿ̹ ƀŅĴ̹ ǬŀƄŵĴ˦̹ ƀŅĴ̹ ƙŦŵİ̹ ̚�ĜİĿŵňƀŅ̛̹ Ŧş̹ ŀŦŘİ̹ ňŹ̹ ƙŵňƀƀĴş̹ ĩƟ̹
Meulman with his stylized hand, a hybrid form of textura and fraktur 
scripts, as stated above. Textura (in the middle of Fig. 34) is a broken 
ĿŦŵŞ˦̹ ƙŅňĪŅ̹ ŵĴƘĴĜŘŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŞĜňş̹ ĪŅĜŵĜĪƀĴŵňŹƀňĪŹ̹ ŦĿ̹ ƀŅĴ̹ $ŦƀŅňĪ̹
system of writing, and fraktur̹ ˾Ŧş̹ƀŅĴ̹ŵňŀŅƀ̹ŦĿ̹#ňŀ˫̹ʈʉ˿̹ňŹ̹İňǣĴŵĴşƀňĜƀĴİ̹
with its curved strokes, which is obviously adapted and adopted by 
Meulman here. 

First of all, the overall compactness of the word, which causes to be 
executed by the compressed, heavy form of letters, shows resemblance; 
also, one of the main parts is the usage of the diamond shape as the 
feet of the letters and the diamond dots that Meulman uses directly 
ŵĴĿĴŵ̹ ƀŦ̹ ƀŅĴ̹ $ŦƀŅňĪ̹ ŹƟŹƀĴŞ̹ ŦşĪĴ̹ ĜŀĜňş˫̹ �ŲĜŵƀ̹ ĿŵŦŞ̹ ƀŅĜƀ˦̹ ŘŦŦŖňşŀ̹ Ĝƀ̹
individual letterforms, the form of the letter “d,” “r,” “i,” “t,” and “h” 
carry the basic characteristics of both textura and fraktur. Moreover, 
AĴƄŘŞĜş̹ĴŞŲŘŦƟŹ̹ ĴƞĜŀŀĴŵĜƀĴİ̹ǭŦƄŵňŹŅĴŹ˦̹ ĜŹ̹ ňş̹ ƀŅĴ̹ ĪĜŹĴ̹ ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹
“f” and “h.” As mentioned and illustrated before, fraktur has various 
ĜŘƀĴŵşĜƀňƘĴ̹ĿŦŵŞŹ̹ŦĿ̹Ĝ̹ ŘĴƀƀĴŵ̹ƙňƀŅ̹ǭŦƄŵňŹŅĴŹ˦̹ŹƄĪŅ̹ĜŹ̹ƀŅĴ̹ŘĴƀƀĴŵ̹̚Ņ̛̹Ĝşİ̹
the alternative form of “n,” as stated in Fig. 35. It seems that it renders 
the form of the “f” in the same attitude.

Fig. 35. Alternative letterform 
of “h” and “n” of fraktur, Image 
credit: Almıla Yıldırım based on 
the model of Mediavilla (1996).
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In Fig. 36, the letters here are constructed by various repetitions of 
ƀŅĴ̹ ŹĜŞĴ̹ ĩĜŹňĪ̹ ŹƀŵŦŖĴ˦̹ ̚ŉ˦̛ ̹ƙŅňĪŅ̹ ňŹ̹ ĜŘŹŦ̹ ňŘŘƄŹƀŵĜƀĴİ̹ ĜĩŦƘĴ̹ƙňƀŅ̹ ƀŅĴ̹ ŵĴİ̹
ŘňşĴŹ˫̹qĜŵňŦƄŹ̹ ŅĴňŀŅƀŹ̹ ŦĿ̹ ƀŅĴ̹ ŵĴŲĴĜƀĴİ̹ ŹƀŵŦŖĴ̹ ̚ŉ̛̹ ĜŵĴ̹ ƄŹĴİ̹ ƀŦ̹ ĪŦşŹƀŵƄĪƀ̹
the exact letter, in this case, the letter “t,” that is drawn or, as Meulman 
states, “painted” (Consiglo, 2013: para. 3) rather than writing. On the 
ŵňŀŅƀ˦̹ƀŅĴ̹ŹƀŵŦŖĴ̹̚ŉ̛̹ ňŹ̹ ňŘŘƄŹƀŵĜƀĴİ˦̹ĪŦşŹňŹƀňşŀ̹ŦĿ̹ƀŅŵĴĴ̹ŹƀŵŦŖĴŹ˦̹ĜŹ̹ŹŅŦƙş˫̹
#ňŵŹƀ˦̹ňƀ̹ŹƀĜŵƀĴİ̹ƙňƀŅ̹ƀŅĴ̹İňĜŞŦşİ̹ŹŅĜŲĴ˦̹ƀŅĴş̹ƀŅĴ̹ŹƀĴŞ˦̹Ĝşİ̹ŘĜŹƀ̹ǬşňŹŅĴİ̹
with a diamond once again as a foot of the stroke, which is the ductus 
of the textura. Hence, with three main strokes, the shape of the letter is 
constructed. However, on the left, it can be observed the movement of 
AĴƄŘŞĜş̝Ź̹ĿŦŵŞ̹ŦĿ̹̚ŉ˦̛ ̹ƙŅňĪŅ̹ňŹ̹ƙŵňƀƀĴş̹ƙňƀŅ̹ŦşĴ̹ŞŦƘĴŞĴşƀ̹ŦĿ̹ƀŅĴ̹ŅĜşİ˫

Fig. 36. Detail image is the 
letter “t,” extracted from Fig. 
33, the letter “t” of the name 
Eadfrith, Image credit: Almıla 
Yıldırım.

In another noteworthy work (Fig. 37), Meulman reveals the rigid 
transition of his original style and the concept closer to an image rather 
than a readable text. 

Fig. 37. Image of a Word, 
acrylic and pigment on linen, 
2014, Source: Meulman Official  
Website, nielsshoemeulman.
com/calligraffiti/
archives/4179.html, 
access: 20.05.2018.
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The letters are intertwined with each other, and the only thing that 
can be observed various moves of the paints on linen that blended 
with black, white, and green colors that give depth to the moves of the 
hand and create more visible boundaries, starting, and endpoints of the 
strokes’ moves. Meulman once again employs ink drops on the surface 
spontaneously. On one side, there is control through the strokes where 
to locate; on the other side, there is an uncontrol with the ink drops 
that support the visual chaos he embraces the most. Here, there is a 
ŹňŀşňǬĪĜşƀ̹ŲŦňşƀ̹ƀŅĜƀ̹ŅĜŹ̹ƀŦ̹ĩĴ̹ŞĴşƀňŦşĴİ˫̹�Ź̹ŹƀĜƀĴİ̹ĩĴĿŦŵĴ˦̹AĴƄŘŞĜş̹
started to call himself a painter with his ��''$"-�ƈ/$ approach; notably, 
he advocates his motto, “A word is an image, writing is painting” 
(Meulman & Eeuwens, 2012: 140). At his lecture and workshop at UCLA 
Design Media Arts, California, in 2004, and another lecture as a special 
guest in 2008. He explains his motto as follows:

A word is an image. I think a letter in itself is nothing. It’s about words. The sequence 
ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹Ĝşİ̹ƀŅĴ̹ŞĴĜşňşŀ̹ŦĿ̹ƀŅĴ̹ƙŦŵİ̹ĪĜş̹ĪŵĴĜƀĴ̹Ĝ̹ŲňĪƀƄŵĴ˫̹#Ŧŵ̹ŀŵĜǤƀň̹ƙŵňƀĴŵŹ̹ƀŅňŹ̹
goes without saying. In my book I drop a line about it: A word is a tight unit of matching 
characters, ready to be dropped behind enemy lines. To me a word and the way it’s written 
can be a poem or a story. (Interviews, n.d.)

As mentioned, the word seems to be understood as a unit, and the letter 
ĜŘŦşĴ̹ŅĜŹ̹şŦ̹ŹňŀşňǬĪĜşĪĴ̹ĿŦŵ̹AĴƄŘŞĜş˫̹)Ĵ̹ŲŦňşƀŹ̹Ĝƀ̹ƀŅĴ̹ŀŵĜǤƀň̹ĩĜĪŖŀŵŦƄşİ̹
and his mindset as the written word, overall composition as a picture that 
ŹĴĴŞŹ̹ƀŦ̹ĩĴ̹ĪŦşŹňİĴŵĴİ̹ĩƟ̹ŀŵĜǤƀň̹ƙŵňƀĴŵŹ˫̹rňƀŅ̹ƀŅĴ̹ĜŘŘĴŀŦŵƟ̹ŦĿ̹ƀŅĴ̹ŲŦĴŞ̹
or story that Meulman says, it can be claimed that he charges the image of 
ƀŅĴ̹ƙŦŵİ̹ƙňƀŅ̹Ĝ̹İňǣĴŵĴşƀ̹ƀƟŲĴ̹ŦĿ̹ŞĴĜşňşŀ̹ƀŅĜƀ̹İĴŞĜşİŹ̹Ĝ̹şĴƙ̹ĪŦşĪĴŲƀ̹ŦĿ̹
reading that goes beyond the semantic meaning of the word, as in Futurist 
or Dadaist works, asemic writings, and also clear resemblance can be seen 
to the postmodern period. However, the statement “the writing is painting” 
mentioned above seems to directly stress the established proximity to the 
abstract painting of the West. 

�Ź̹ ŞĴşƀňŦşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ ,q˦̹ ňƀ̹ ŹŅŦƄŘİ̹ ĩĴ̹ ŵĴŞĴŞĩĴŵĴİ̹ ƀŅĴ̹ ňşǭƄĴşĪĴ̹
of the Far Eastern calligraphy and painting on the abstract painters, 
discussed in part “4.4. The impact of Far East art tradition on western 
abstract practices” and how calligraphy and painting are assessed as 
sister arts due to the fact that the same tools are employed -brush 
and ink- to perform calligraphy and painting, and at their core, both 
share common features and concept formed depending on the Far 
Eastern culture. Hence, with this work (Fig. 37), Meulman reveals his 
contemporary attitude within the realm of western calligraphy, in which 
the main concern is the visual composition rather than the written text 
meaning to convey his feelings and interpretations about the theme. 

At present, many contemporary western calligraphers -as in the case 
of Meulman- seem to embrace these issues that will be examined in 
this chapter, which put the readable calligraphy work to abstract more 
painterly interpretation that leads the discussions about the western 
calligraphy mentioned in Chapter II. However, as also will be seen 
and explained through my personal attitude and perception about 
the practices of calligraphy that will be mentioned in Chapter VII, 
western writing and calligraphy have this potential that is needed to be 
realized and aware of this, which is directly related to the calligrapher.
#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ ňƀ̹ŅĜŹ̹ƀŦ̹ĩĴ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹AĴƄŘŞĜş̹ ňŹ̹şŦƀ̹ ƀŅĴ̹ǬŵŹƀ artist 
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that considers the word as an image; however, he takes attention to his 
ŹƀĜƀĴŞĴşƀŹ˦̹ ĜŘŹŦ̹ ŅňŹ̹ ŲŵĜĪƀňĪĴŹ̹ ƀŅĜƀ̹ ĿƄŹĴİ̹ƙňƀŅ̹ ŀŵĜǤƀň˦̹ #Ĝŵ̹�ĜŹƀĴŵş̹ Ĝşİ̹
Middle Eastern calligraphy perception, and the abstract painting of West. 

Furthermore, it has to be considered that while modern movements 
occur in the art world, western calligraphy started to live its revival 
with the pioneering calligraphers, namely Edward Johnston, Rudolf 
van Larisch and Rudolf Koch, as mentioned in Chapter III. It was when 
these artists rediscovered the ancient writing styles and started to 
study them once again, still with a similar attitude toward the beauty 
of writing that is focused around the appropriate construction of the 
letterforms, that led the message to be understood clearly. Hence, 
it was when the Western perception of writing and calligraphy was 
still sticking around the functional purposes of the written text. For 
this reason, calligraphers such as Meulman may be claimed as among 
ŹňŀşňǬĪĜşƀ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ Ĝşİ̹ ŀŵĜǤƀň̹ ĜŵƀňŹƀŹ̹ ŦĿ̹ ƀŅĴ̹ ƀƙĴşƀňĴƀŅ̹ ĪĴşƀƄŵƟ˦̹
ŲŵĜĪƀňĪňşŀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ Ĝş̹ ňŞĜŀĴ̹ŦĿ̹ Ĝ̹ƙŦŵİ̹ ňş̹ŅňŹ̹�ĜŘŘňŀŵĜǤƀň̹ ŹƀƟŘĴ˫̹
It can be stated that the works of Meulman show that contemporary 
western calligraphy lives its postmodern era and carries a resemblance 
ƙňƀŅ̹ ĜĩŹƀŵĜĪƀ̹ƙĴŹƀĴŵş̹ ŲĜňşƀňşŀ̹ ňş̹ Ĝ̹ ƘňŹƄĜŘ̹ ŹĴşŹĴ˰̹ ŅŦƙĴƘĴŵ˦̹ ňƀ̹ ŵĴǭĴĪƀŹ̹
ƀŅĴ̹ ŲŵŦƞňŞňƀƟ̹ ƙňƀŅ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ŞĴşƀĜŘňƀƟ˦̹ ƙŅňĪŅ̹ ňŹ̹ Ĝ̹ İňǣĴŵĴşƀ̹
understanding of abstraction. That means contemporary western 
calligraphy does not reject the past and the tradition as in the modern 
movements -Futurism or Dadaism-, cherishes the past, even employing 
them technically and practically as a concept to interpret, blending it 
with today’s understanding of the calligraphy heralds the autonomous 
personal varieties and interpretations as in the postmodern examples.

Fig. 38 illustrates that one of Meulman’s works belongs to 2015. 

Fig. 38. UP, ink and acrylic on 
Mulberry paper, 2015, Source: 
Unruly Gallery,unrulygallery.
com/category/niels-shoe-
meulman/, access: 21.12.2018.

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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This work consists of spontaneous ink touches of the hand with the 
ƙŵňƀƀĴş̹ƙŦŵİ̹ ̚fŲ̛̹ ňş̹ŅňŹ̹Ŧƙş̹ƘĴŵŹňŦş̹ŦĿ̹ ƀŅĴ̹$ŦƀŅňĪ̹ŅĜşİ̹ŦşĪĴ̹ĜŀĜňş˫̹
�ŘƀŅŦƄŀŅ̹ňƀ̹İŦĴŹ̹şŦƀ̹ĜƀƀŵĜĪƀ̹ŞƄĪŅ̹ĜƀƀĴşƀňŦş̹Ĝƀ̹ǬŵŹƀ̹ŀŘĜşĪĴ˦̹ňƀ̹ňŹ̹ƙŵňƀƀĴş̹
in a visible and legible layout upon close examination. 

The free gestures of the ink give a powerful and dynamic visual 
appearance with various stains that support the movement. Hence, 
it can be said that Meulman mostly started to experiment with the 
gesture as a trace of the hand of the calligrapher that seems to intend 
to reveal the energy as in the case of the Far Eastern calligraphers, 
in which the brushstroke expresses the calligrapher’s emotions and 
personality manifested through the physical act of writing as a process 
of creation. Furthermore, as mentioned in Chapter IV, it should be 
reminded that the gesture has its roots in the Far Eastern culture. 
That’s why the painterly experiences of Meulman here carry a close 
resemblance with the Far Eastern mentality. Similar performances 
will be encountered in other calligraphers examined in “6.6. Pokras 
Lampas,” “6.8. Denis Brown” or “6.10. Loredana Zega.”

The same attitude continues in Meulman’s later works, as shown in 
Fig 39. It is hard to claim that it contains any recognizable letters, but 
there exist moves on colorful background in various ways by black 
and gold, and the background supports the black and gold scribbling 
and polishing them. The moves of the acrylic with thick density can 
be observed as if Meulman is scribbling the linen with writing-like 
gestures as if his intention is writing. Furthermore, the scribblings 
here are remembered from the works of Twombly that are mentioned 
in part “6.2. The western abstract painting is related to contemporary 
western calligraphy.” 

Fig. 39. Stay Sane, 2015/2020, 
acrylic and spray paint on 
linen, Source: Unruly Gallery, 
unrulygallery.com/category/
niels-shoe-meulman/, 
access: 21.08.2020.

VI. CURRENT PRACTICES IN REALM OF WESTERN CALLIGRAPHY
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It is not surprising since Meulman points out the huge impact of 
the abstract western painters on him, and among them, Twombly 
is noteworthy. Here, looking at practices of Meulman that point to 
spontaneous gesture, which the asemic writers commonly employ. He 
basically reacts to overly-regulated society, multi-layered, challenging 
to read, more gestural image-like words on large-scale canvases with 
the motto of a word as an image. Meulman points to his calligraphic 
ĩĜĪŖŀŵŦƄşİ̹ ňş̹ ŦşĴ̹ ŦĿ̹ ŅňŹ̹ ňşƀĴŵƘňĴƙŹ̹ Ĝşİ̹ ŹƀĜƀĴŹ̹ ƀŅĴ̹ ĜǤşňƀƟ̹ ĩĴƀƙĴĴş̹
him and Cy Twombly (Interviews, n.d.). Besides Meulman, other artists 
examined through this doctoral research, namely Pokras Lampas, that 
will be mentioned on the following pages, also practiced with the same 
attitude and produced a body of work in the realm of contemporary 
calligraphy, employing their stains, drips, spatter, splotch, blot applied 
ƙňƀŅ̹ŞĴŹŹƟ̹ŅĜşİŹ̹ ̐ĜŹ̹ ňş̹ ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹bƙŦŞĩŘƟ̹Ĝşİ̹ŅňŹ̹ŞĴŹŹƟ̹ǬşŀĴŵŹ̹̐
summons gestures and traces left on the surface.

bŅĴ̹ŹĪŵňĩĩŘĴŹ̹ŲĴŵĿŦŵŞĴİ̹ňş̹İňǣĴŵĴşƀ̹İňŵĴĪƀňŦşŹ̹ĪĜƄŹĴİ̹ƀŅĴ̹ĪŦŞŲŦŹňƀňŦş̹
to move further away from the visual appearance of the written text, 
making his piece close to the painting in this sense. Since the writing 
is painting for Meulman, it is not an issue to execute contemporary 
ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦşĜŘŘƟ̹Ŧŵ̹ĪŦŞŞŦşŘƟ˫̹bŅĴ̹ŞĜňş̹Ĝşİ̹ŹňŀşňǬĪĜşƀ̹ĿĴĜƀƄŵĴ̹
is that it consists of lively gestures of the hand performed with writing-
like actions, focusing on the idea of calligraphy. It can be said that 
calligraphy is conceptualized in the minds depending on Meulman’s 
ŲŦňşƀ̹ ŦĿ̹ ƘňĴƙ˫̹ ,ƀ̹ ŞĜŖĴŹ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƘĴŵƟ̹ İňǤĪƄŘƀ̹ ƀŦ̹
İĴǬşĴ˦̹ĜŹ̹ĪĜş̹ĩĴ̹İŦşĴ̹ĿŦŵ̹ƀŵĜİňƀňŦşĜŘ̹Ŧŵ̹ŞŦİĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹HşŘƟ̹ňƀ̹ĪĜş̹
ĩĴ̹İĴŹĪŵňĩĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ƙŦŵŖŹ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹Ĝşİ̹ĪĜş̹ĩĴ̹İĴǬşĴİ̹
as it is not, rather than what it is. And it is evident that contemporary 
calligraphy is not traditional or modern calligraphy; instead, an 
autonomous art form that carries various features comes from the 
traditional and modern as a living entity, advancing accumulated 
discipline reveals its eclectic nature. 

According to Meulman and Eeuwens (2012), abstract expressionism and 
ĪĜŘŘňŀŵĜǤƀň̹ŅĜƘĴ̹ŞƄĪŅ̹ňş̹ĪŦŞŞŦş˫̹�ŦƀŅ̹ĜŹŹƄŞĴ̹ĪĜşƘĜŹĴŹ̹ĜŹ̹Ĝş̹ĴƘĴşƀ̹
and an area to act. The painting techniques are similar, and “the speed 
of the gesture, intense and spontaneous, carefully controlled accidents 
channeled by chance” is the same for both (Ibid.: 16).

AĴƄŘŞĜş̹ ĪŘĜňŞŹ˦̹ ̚AŦŹƀ̹ ĜĩŹƀŵĜĪƀ̹ ŲĜňşƀĴŵŹ̹ ĪŦŞĴ̹ ĿŵŦŞ̹ Ĝ̹ ǬŀƄŵĜƀňƘĴ̹
background. Mine is calligraphic. Letters and words instead of trees 
Ĝşİ̹ şƄİĴŹ˫̹bŅĜƀ̝Ź̹ Ĝ̹ ĩňŀ̹ İňǣĴŵĴşĪĴ˫̹ �Ƅƀ̹ ,̝Ş̹ şŦƀ̹ ĜŘŦşĴ̹ ňş̹ ƀŅňŹ˫̹ ;ŦŦŖ̹ Ĝƀ̹
the work by Cy Twombly or Christopher Wool for example. Basically, 
I’m moving towards abstraction because I think imagination is the 
key to... well, everything (Interviews, n.d.: para. 10).” Here, calligraphic 
background points at the references from the past both in practical and 
technical means of tradition, also still treated as a craft, as its origin 
ƀŅĜƀ̹şĴĴİĴİ̹ƀŦ̹ĩĴ̹ƄşİĴŵŘňşĴİ̹ŅĴŵĴ̹İƄĴ̹ƀŦ̹ƀŅĴ̹ŞĜňş̹İňǣĴŵĴşĪĴ̹ĩĴƀƙĴĴş̹
the abstract painting and abstract calligraphy. Even Meulman claims 
his inspiration from the great painters of Abstract Expressionism; he 
ĿŦƄşİ̹ŅňŹ̹Ŧƙş̹ƙĜƟ̹ŦĿ̹ƀŵĜşŹĿŦŵŞňşŀ̹ŅňŹ̹ĪĜŘŘňŀŵĜǤƀň̹ĜƀƀňƀƄİĴ̹ĪŦşĪĴŲƀƄĜŘŘƟ̹
ƀŅĜƀ̹ňŹ̹şĴĴİĴİ̹ƀŦ̹ĩĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹İňǣĴŵĴşƀ̹ĿŵŦŞ̹ĜĩŹƀŵĜĪƀ̹ŲĜňşƀňşŀ˫

Furthermore, Meulman’s statements above may provide one of the 
ŹňŀşňǬĪĜşƀ̹ ĩĜĪŖŀŵŦƄşİŹ̹ ƀŦ̹ ĿŵĜŞĴ̹ ƀŅĴ̹ ŞňşİŹĴƀ̹ ŦĿ̹ ŅňŹ̹ ŲŵĜĪƀňĪĴ̹ ƀŅĜƀ̹
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one has the aim to call “abstract,” nevertheless with his calligraphic 
background, the abstraction here seems closer to the abstraction 
concept of the Far Eastern calligraphy that is examined in Chapter IV 
with the referential aspect of his writing-like gestures that is acquired 
through the personal practices of the traditional scripts, that means he 
also cherishes the tradition (also the craft side of calligraphy), prefers 
to take his references from other calligraphy cultures, particularly the 
Far Eastern, as well. Hence, as an overall piece, it is not appropriate to 
identify it as western abstract art; however, it may be claimed as an 
abstraction through the conceptual method as a process. 

Due to the urge of feeling about to create beyond the conventional text, 
as the scribe makes himself free, it is obvious that various features 
of the calligraphic mindset have shifted. It focuses on contemporary 
ŲŵĜĪƀňĪĴŹ̹ ĜŹ̹ Ĝ̹ ŲĴŵĿŦŵŞĜşĪĴ̹ ƀŅĜƀ̹ ŘĴĜİŹ̹ AĴƄŘŞĜş̹ ƀŦ̹ ĴŹƀĜĩŘňŹŅ̹ ĜǤşňƀƟ̹
with other calligraphy traditions, which have treated calligraphy as 
an art form from the beginning. That seems to encourage him to free 
himself from the western perception of writing that is to be read and 
focus on the unit of the letter with a writing-like gesture; Meulman 
states that he creates an image.

Even the form of Meulman seems abstract visually; in its concept, 
it cannot be assessed as abstract in the sense of western abstraction 
since it is a cumulative art form deeply referenced by the past, medieval 
scripts, and scribes with other various references mentioned in this 
dissertation. The main focus is the abstraction of conventional western 
writing by using gestures to reveal the main purpose: to create beyond 
the conventional perception of western writing and calligraphy by 
challenging it. Meulman is basically writing his work even though he 
calls himself a painter with the writing-like intention and gestures. 

To remind, there was no concrete distinction between painter and 
calligrapher in the Far East because learning to write means learning 
the shapes of thousands of characters. They have a close relationship 
with the words and paintings that the West does not have. They read 
the word and also look at the word as a picture. Furthermore, learning 
the use and meaning of the brush and ink as channels of energy and 
ŘĴĜŵşňşŀ̹ ƀŅĴ̹ ŹňŀşňǬĪĜşĪĴ̹ ŦĿ̹ ƀŅĴ̹ ŀĴŹƀƄŵĴ̹ ŦĿ̹ ƀŅĴ̹ ĜŵŞ˦̹ ƙŵňŹƀ̹ Ĝşİ̹ ĩŦİƟ̹
make the way writing and painting share similar features and the 
natural world’s energy. 

What precisely can be observed through most of the practices 
ŦĿ̹ AĴƄŘŞĜş̹ Ĝşİ̹ ŅňŹ̹ �ĜŘŘňŀŵĜǤƀň̹ ƀĴĪŅşňŴƄĴ̹ ňŹ̹ ƀŅĜƀ̹ ŅĴ̹ ĴŞĩŵĜĪĴŹ̹
spontaneous drips and drops of ink, a splatter of paint, also layered 
marks that create a sort of texture that make them compared to the 
gestural works of the Far Eastern calligraphers, also the gestures of the 
abstract expressionists that is described as a loose brushstroke with 
agility on the wrist, the arm and the whole body that can participate, 
ňşǭƄĴşĪĴİ̹ĩƟ̹ƀŅĴ̹HŵňĴşƀ˫̹)ĴşĪĴ˦̹ƀŅĴ̹ŲĜňşƀĴŵ̹Ĝşİ̹ƀŅĴ̹ƙŵňƀĴŵ̹ĪĜş̹ĩĴ̹ƄŹĴİ̹
interchangeably here without causing any contradiction or dispute in 
the sense of western contemporary calligraphy. Meulman writes/paints 
his calligraphy pretty much similar way to Far Eastern calligraphy.

AĴƄŘŞĜş̝Ź̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ƙŦŵŖŹ˦̹ ƀŅĴ̹ ĿŵĴĴ̐ǭŦĜƀňşŀ̹ ŹŲĜĪĴŹ̹ Ĝşİ̹ ƘňƀĜŘ̹
gestures, in which the pictorial becomes privileged over the literal 
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meaning of the work, as can be observed in his earlier works. This issue 
has a long history in Chinese calligraphy and painting that cannot be 
assessed as abstract because they cannot be executed as automatic and 
spontaneous as abstract expressionist works with the trained hand, 
Şňşİ˦̹Ĝşİ̹ĩŦİƟ˫̹bŅĴ̹ŀĴŹƀƄŵĴ̹ňŹ̹ŹŦ̹ŹňŀşňǬĪĜşƀ˰̹ŅŦƙĴƘĴŵ˦̹ƀŅĴ̹ƙĜƟ̹Ĝ̹ƙŦŵİ̹
ňŹ̹ƙŵňƀƀĴş̹ ňŹ̹ œƄŹƀ̹ ĜŹ̹ ŹňŀşňǬĪĜşƀ̹ ĜŹ̹ƙŅĜƀ̹ ƀŅĴ̹ƙŦŵİ̹ ňƀŹĴŘĿ̹ŞĜƟ̹ ŵĴƘĴĜŘ̹ Ŧŵ̹
convey as in the concept of Chinese calligraphy. More emphasis started 
to be placed on this aspect for Meulman -conceptualized through his 
motto the word as an image- and the gesture started to be consciously 
ƄŹĴİ̹ ňşŹƀĴĜİ̹ŦĿ̹ƄşĪŦşŹĪňŦƄŹŘƟ̹İŦşĴ˫̹[ňşĪĴ̹ ƀŅĴƟ̹ĜŘŘ̹ ĜŵĴ̹ ňşƀĴşİĴİ̹ ƀŦ̹ǬŘŘ̹
with a level of emotional expression, this issue also can be compared 
to Chinese calligraphy. Here, it is also remembered that the word and 
ňŞĜŀĴ̹ŵĴŘĜƀňŦşŹŅňŲ̹ňŹ̹İňǣĴŵĴşƀ̹ĩĴƀƙĴĴş̹ƀŅĴ̹�ĜŹƀ̹Ĝşİ̹rĴŹƀ˫̹,ş̹ƀŅĴ̹rĴŹƀ˦̹
as seen, words may be utilized and conceptualized as images as in the 
poems but mostly remain visually and physically neutral, which can 
be assessed as a passive entity that has created a core split between 
words and what they may refer to beyond the literal meaning. However, 
as mentioned in Chapter IV, this division is unlikely to exist in China, 
where words are images that are part of the cosmic order. Western 
distinctions between subject and object, individual and nature, cannot 
be readily conceived, assuming words and images are bridges. They 
do not separate painting from calligraphy. The reason why calligraphy 
has haunted many contemporary calligraphers and also artists such 
as Tobey, Motherwell, and many others mentioned here undoubtedly 
consider the possibility of this bridge.

)ĴşĪĴ˦̹ňƀ̹ňŹ̹şŦ̹ĪŦňşĪňİĴşĪĴ̹ƀŅĜƀ̹ƀŅĴ̹�ĜŘŘňŀŵĜǤƀň̹ŞŦƘĴŞĴşƀ̹ŦĿ̹AĴƄŘŞĜş˦̹
with his perception explained above, draws the new generation of 
artists’ attention by immersing them in a spontaneous process that 
ŵĴŴƄňŵĴŹ̹ŲĜƀňĴşĪĴ˦̹ĪĜŵĴĿƄŘ̹ŵĴǬşĴŞĴşƀ˦̹Ĝşİ̹ĪŵňƀňĪĜŘ̹ œƄİŀŞĴşƀ̹ƙňƀŅ̹ŹŲĜĪĴ̹
for trial and error, above all, attributing meanings beyond the traditional 
perception of the act of writing. It would not be unfair to claim that 
ŞƄĪŅ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙŦŵŖ̹ ŅĜŹ̹ Ĝ̹ ŹŘňŀŅƀ̹ ̚[ŅŦĴ̛̹ ǭĜƘŦŵ̹ ĜŞŦşŀ̹ ĿŦŘŘŦƙĴŵŹ˦̹
such as Pokras Lampas, who will be examined on the following pages, 
adapting his style to their work, thanks to his seminars, workshops, 
and performances. Lampas is also noteworthy for his calligrafuturism, 
sharing a similar interest in this visual art and an appreciation for the 
interpretation possibilities that the historical roots provide to explore.

6.6. Pokras Lampas

In this part, the works of Saint Petersburg-based calligrapher Pokras 
Lampas (b. 1991, Russia) will be examined due to the fact that the wide 
variety of tools and mediums that he also employed in his unique 
movement called calligrafuturism, a fusion of calligraphy and futurism 
-mostly the concept of cherishing the technology and the speed and 
treating the written word as an image. 

Lampas’ pieces reveal not only the aesthetically pleasing visual 
forms but also in conception as a multidimensional space where 
a bold expression of letterform demonstrates mastery and deep 
understanding of movement, rhythm, and harmony, which can be read 
as dynamic, innovative, and epochal by many. 
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One of the main aims is to demonstrate the extended possibilities of 
contemporary calligraphy applied to various instruments, such as the 
roof of a building or the body of a woman. All of his works push the 
ĩŦƄşİĜŵňĴŹ̹Ĝşİ̹ŘňŞňƀŹ̹ŦĿ̹ƀŵĜİňƀňŦşĜŘ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ŵĴǭĴĪƀ̹ƀŅĴ̹ĪƄŵŵĴşƀ̹
tendencies of contemporary calligraphers. That’s why observing his 
work and discussing the technical and conceptual features will help 
frame the characteristics of contemporary western calligraphy. 

It can be stated that Lampas is deeply inspired by Meulman and his 
�ĜŘŘňŀŵĜǤƀň̹AŦƘĴŞĴşƀ˦̹Ĝşİ̹ĜŹ̹Ĝ̹ĿŦŵŞĴŵ̹ŀŵĜǤƀň̹ĜŵƀňŹƀ̹ŘňŖĴ̹AĴƄŘŞĜş˦̹ŅĴ̹
decided, after performing street art for many years, to shift his focus 
on performing calligraphy on the streets. After being invited to join to 
�ĜŘŘňŀŵĜǤƀň̹ĪŦŞŞƄşňƀƟ˦̹ŅĴ̹ŅĜŹ̹ĩĴĴş̹ňşƘŦŘƘĴİ̹ňş̹ƀŅĴ̹ŀŵŦƙňşŀ̹ŀŵŦƄŲ̹Ĝşİ̹
became one of the most active and inspiring long-standing members, 
participating in various street art projects, producing commissioned 
work both for private clients and public spaces, as well as exhibition 
pieces, signage, and memorial work, as an itinerant artist like Meulman. 
Promoting his calligraphy and exploring its contemporary possibilities 
ňş̹ƙŦŵŖŹŅŦŲŹ̹ĿŦŵ̹ĩĴŀňşşĴŵŹ˦̹ŹƀƄİĴşƀŹ˦̹Ĝşİ̹ŲŵŦĿĴŹŹňŦşĜŘŹ̹ĿŵŦŞ̹İňǣĴŵĴşƀ̹
areas, he also works collaboratively with clients from various areas such 
as music, fashion, and editorial. Despite his young age, Lampas has 
been located in private collections of discerning collectors worldwide. 
He is also one of the members of “Calligraphy Masters,” which will be 
mentioned in part “6.12. Viktor Kams”.

Lampas describes his initiative aims, which he frames at one of his 
lectures entitled “Drop out Design,” based on modern design ideas 
with the collaborations of artists created as experimental art except for 
regular and common work for agencies in the Design Prosmotr event 
(Designprosmotr.ru, n.d.). 

bŦ̹ŀňƘĴ̹Ĝ̹ĩŵŦĜİĴŵ̹ǬĴŘİ̹ŦĿ̹ŲŦŹŹňĩňŘňƀňĴŹ̹ƀŦ̹ŅňŹ̹ĴƞŲĴŵňŞĴşƀŹ˦̹ƀŅĴ̹ƄŹĴ̹ŦĿ̹şĴƙ̹
tools, materials, and techniques gives another dimension to his work. 
Here his tools, materials, and techniques will be examined through his 
various works, including large brushes and brooms as Meulman does, 
experimented on rooftops, plexiglass surfaces, fabrics, human bodies as 
canvas; also various collaboration works that are employed on various 
surfaces with his interpretation that he called modern calligraphy, and 
the movement called as calligrafuturism, he tackles are bound to the 
ŞňşİŹĴƀ̹ ŦĿ̹ �ĜŘŘňŀŵĜǤƀň̹ AŦƘĴŞĴşƀ̹ ̐ĩĜŹňĪĜŘŘƟ̹ ĿƄŹňşŀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙňƀŅ̹
ŀŵĜǤƀň˦̹ĪŵĴĜƀňşŀ̹Ĝ̹ŞƄŵĜŘ̹ƙŦŵŖŹ˫̹

Calligrafuturism is a word created from the combination of calligraphy 
Ĝşİ̹ ĿƄƀƄŵňŹŞ˫̹ ,ƀ̹ ƙĜŹ̹ ŘĜƄşĪŅĴİ̹ ĜŹ̹ Ĝ̹ şĜŞĴ̹ ŵĴǭĴĪƀňşŀ̹ ;ĜŞŲĜŹ̝̹ ŹĴŘĿ̐
developed style based on calligraphy, combined with the Latin and 
Cyrillic alphabet. Lampas mentions a particular connection between 
generations and alteration of generations occurred from the old to the 
new, with new technologies, new values, a new outlook on culture, and 
a certain kind of respect for traditions that each generation brings. 
With futurists, the intention was to break tradition, with modernists to 
change slightly, still both looking at an innovation (Belyakov, 2018).

Here, to understand Lampas’ term of calligrafuturism˦̹ ňƀ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹
look at the Russian Futurizm (Futurism, Italian Futurismo), the twentieth-
century movement centered in Italy, as mentioned earlier in part “6.1. 
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“Word as an image” concept of the modern period related to contemporary 
western calligraphy,” cherished the dynamism, speed, energy, and power 
of the machine. During the second decade of the twentieth century, this 
ƘňƀĜŘňƀƟ˦̹ĪŅĜşŀĴ˦̹Ĝşİ̹ŵĴŹƀŘĴŹŹşĴŹŹ̹ŦĿ̹ŞŦİĴŵş̹ŘňĿĴ˦̹ĜŹ̹ĜǣĴĪƀĴİ̹ĜĪŵŦŹŹ̹ŞŦŹƀ̹ŦĿ̹
�ƄŵŦŲĴ˦̹ĜŘŹŦ̹ĜǣĴĪƀĴİ̹ƀŅĴ̹WƄŹŹňĜş̹ĜƘĜşƀ̐ŀĜŵİĴ̹̐Ĝ̹ŹňŀşňǬĪĜşƀ̹Ĝşİ̹ňşǭƄĴşƀňĜŘ̹
time that took place in Russian Empire and the Soviet Union covers 1890 
to 1930, mainly to the visual arts and poetry (White, 2019). 

With consideration of the information mentioned above, the practices 
of Lampas based on his calligrafuturism with the inspiration of Russian 
avant-garde art of the twentieth century -particularly Futurism, can be 
assessed as a representation of the new perspective of calligraphy -so-
ĪĜŘŘĴİ̹ŞŦİĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ĩƟ̹;ĜŞŲĜŹ̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹ŞŦƘĴŞĴşƀ̹Ĝşİ̹Ĝ̹Ŗňşİ̹
of new aesthetic of the contemporary calligraphy through employing 
ƀŅĴ̹ ŞĴİňƄŞŹ̹ ŹƄĪŅ̹ ĜŹ̹ ƀŅĴ̹ ǭŦŦŵ˦̹ ŅƄŀĴ̹ ŹĪĜŘĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ŧş̹ ŲŘĴƞňŀŘĜŹŹ̹
ŹƄŵĿĜĪĴŹ˦̹ ňşǬşňƀƟ̹ ŞňŵŵŦŵŹ̹ ňşŹƀĜŘŘĜƀňŦşŹ̹ Ĝşİ̹ ǭƄŦŵĴŹĪĴşƀ̹ ŘňŀŅƀŹ˫̹ ,ş̹ ƀŅňŹ̹
sense, one of Lampas’s notable works, a project (Fig. 40) performed in 
2015, created one of the world’s most giant calligraphy pieces up until 
that time on one of the building’s roof in Moscow (RED Factory, Malaya 
Kaluzhskaya Ulitsa, 15 c.1, Moscow, Russia, 119071). 

Fig. 40. The Red Factory roof in 
Moscow, 2015, Source: Lampas’ 
Official Website, pokraslampas.
com/the-largest-calligraffiti-
in-russia-and-the-world-2015, 
access: 12.06.2018.

As asserted, sixteen hundred square meters of artwork produced in 
two days can also be seen from a satellite. It is not a surprise that the 
project quickly became known worldwide, with the short movie’s helping 
promote the creation of this artwork. Preliminary of the project, such 
as providing a vast amount of paint, nearly a ton, and applying paint 
on a large surface with a special brush designed one-meter ink surface 
by applying four big brooms for this performance. It was invented to 
perform the text dedicated to moments of inspiration and creativity. It 
ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ŅĴ̹İĜŵĴŹ̹ƀŦ̹İĴŞŦşŹƀŵĜƀĴ̹ŞĜŹƀĴŵƟ̹ňş̹ƀŅĴ̹ǬĴŘİ̹ĜŹ̹Ĝş̹
outstanding display of skill and captivated tour de force as a performance. 

�ƀ̹ ǬŵŹƀ̹ ŀŘĜşĪĴ˦̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŹƀŵňŖňşŀ̹ ĿĴĜƀƄŵĴŹ̹ ŦĿ̹ ƀŅĴ̹ ňŞĜŀĴ̹ ňŹ̹ ňƀŹ̹ƘňŹƄĜŘ̹
complexity, which consists of various strokes intermingled, overlapping 
with each other, also blurred with the drops of the paints all over the 
composition, which makes it perceived as an image that can be seen 
a kind of calligrams as mentioned in Chapter V. Albeit the image is all 
built with writing-like gestures and strokes probably derived from the 
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construction of the letterforms, Lampas seems to maintain the overall 
aesthetic with eliminating the textual clarity of words and the proper 
form of letters as in the case of Meulman. 

What Lampas concentrates on seems more likely that the visual and 
graphical feature of the original text with the gestural movement 
ǭŦƄŵňŹŅĴİ̹ ĩƟ̹ ƀŅĴ̹ ŲŘĜŹƀňĪ̹ ŲŦŹŹňĩňŘňƀƟ̹ ƀŅĜƀ̹ ƀŅĴ̹ ŘĜƘňŹŅ̹ ňşŹƀŵƄŞĴşƀ̹ ĜŘŘŦƙŹ̹
with a little detached interest in making design understandable. In other 
words, what he does is eliminate the accurate letterform and rearrange 
the strokes so that they can move as an intricate abstract piece of 
painting emerging with the act of the writer, seems to evoke an emotional 
response through its vivid composition, still can be appreciated as traces 
of the artist that eyes can follow. These features remind the features of 
futurists that had a desire to cherish movement, dynamism, and energy. 
Furthermore, it reminds the Far Eastern calligraphy practices, once 
again, as in the case of Meulman. Especially focusing on the fundamental 
Ƅşňƀ˦̹ ŹƀŵŦŖĴŹ˦̹ Ĝşİ̹ ĴŞŦƀňŦş̐ŘŦĜİĴİ̹ ĩŵƄŹŅĴŹ̹ ƀŅĜƀ̹ ŵĴǭĴĪƀ̹ ƀŅĴ̹ ŞŦƘĴŹ̹ Ĝşİ̹
gestures of the hand, an act of the body. Furthermore, the compositions 
that the calligrapher creates by eliminating words and letters inevitably 
lead to abstract associations or perceptions as images.

Fig. 41 illustrates how Lampas performs with the process of broom 
writing. Just as he can write with anything that makes a calligraphic mark, 
he uses the broom as a writing tool similar to Meulman, giving the piece 
an aggressive freewheeling feature and a correspondingly dynamic look. 

Fig. 41. Screenshots from the 
performance, Source: The 
World Calligraphy Museum, 
calligraphy-museum.com/
en/news/news/calligraphy-
artist-pokras-lampas-painted-
the-roof-of-the-red-october-
building, access: 12.06.2018.
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The image executes in a concentric composition that makes it dynamic 
ĩƟ̹Ĝİİňşŀ̹ŀŵĜŲŅňĪ̹ĜĪĪĴşƀŹ̹Ĝşİ̹ŹŦŞĴ̹ƙĜƟƙĜŵİ̹ǭŦƙňşŀ̹ŘňşĴŹ˦̹Ĝşİ̹ŹƄŵŲŘƄŹ̹
inkblots. They are quickly applied and interspersed with rapid moves all 
ŦƘĴŵ̹ƀŅĴ̹ŹƄŵĿĜĪĴ˫̹bŅĴ̹ňŞŲŵĴŹŹňŦş̹ŦĿ̹ǭŦƙ̹Ĝşİ̹ŞŦƘĴŞĴşƀ̹ĴşŘňƘĴşĴİ̹ƙňƀŅ̹ƀŅĴ̹
elaborate detailing gives the impression of decoration or embellishment of 
the text. Sparsely nested levels of circles designate the superiority not of 
the word but the visual compilation. The sequence uses circles to create 
Ĝ̹ ŹĴşŹĴ̹ ŦĿ̹ŞŦƘĴŞĴşƀ˦̹ ŀŵĜİƄĜƀňşŀ̹ ĿŵŦŞ̹ ŲĜŘĴ̹ ĴǣĴĪƀ̹ ƀŦ̹ŞĴİňƄŞ̹ Ĝşİ̹ ƀŅňş̹
ŹŅĜİĴŹ˫̹bŅĴƟ̹ƙĴŵĴ̹ĜŘŘ̹ĪŵĴĜƀĴİ̹ƄŹňşŀ̹ƀŅĴ̹İňǣĴŵĴşƀ̹ƙňİƀŅŹ̹ŦĿ̹ƀŅĴ̹ĩŵŦŦŞ˰̹ƀŅƄŹ˦̹
ňƀ̹ ĜŘŘŦƙŹ̹ ƀŅĴ̹ ĪŵĴĜƀňŦş̹ ŦĿ̹ ƀĴƞƀƄŵĴŹ̹ƙňƀŅ̹İňǣĴŵĴşƀ̹ İĴşŹňƀňĴŹ˫̹AŦŵĴŦƘĴŵ˦̹ ƀŅĴ̹
slope, proportion, thickness, and decorative nature of the text are achieved 
by the inscription’s slope that meets its purpose.

Within each circle, the size, spacing, and counters of the letters have 
been kept uneven but were intricate with each other as a unit. Before 
the paint has been dropped onto the surface, it can be drawn out by 
shaking the broom in the air. However, splashes that leave the lacy 
patterns can be observed from a certain distance with the combination 
and spontaneous arrangement of strokes, the balance between 
sometimes overlapping lines that create color contrast because of the 
transparency of the paint. With a closer look, it remains a big messy 
split because of dropping unintentionally, namely kind of an accident. 
In this case, this accident can be described as a subtle collaboration 
with the strokes to establish a new generation of ligatures.

Lampas’ free form implies movement and action that give evidence to 
describe it as a performance of graphic freshness, obviously seeming 
to be inspired by the vitality of the futurists’ works. Text of lesser 
ŹňŀşňǬĪĜşĪĴ˦̹ İňǤĪƄŘƀňĴŹ̹ ňş̹ İĴĪňŲŅĴŵňşŀ˦̹ ŹƀňŘŘ̹ ŅĜŹ̹ Ĝ̹ ŹƀŵňŖňşŀ̹ ňŞŲĜĪƀ̹
as a lyrical element behind and beyond the letters, evolved from 
his passion for playing with letterforms and exploring the limits of 
legibility by eliminating the words, even letters. He is underlining their 
collaborative relationship rather than accentuating the individualism 
of each letter through his calligrafuturist perspective.

Another project of Lampas, as shown in Fig. 42, is located in Atrium 
AĜŘŘ̹ĜŹ̹Ĝş̹ňşǬşňƀĴ̹ŞňŵŵŦŵ̹ŲƄĩŘňĪ̹Ĝŵƀ̹ňşŹƀĜŘŘĜƀňŦş̹ňş̹AŦŹĪŦƙ˦̹Ĝ̹ŲŵŦœĴĪƀ̹ňş̹
the Atrium pedestrian tunnel, which opened in the fall of 2017. 

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE

Fig. 42. A R T R I U M, Atrium 
Mall & The Ministry of Culture 
of the Russian Federation, 2017-
2018, Source: Lampas’ Official 
Website, pokraslampas.com/a-
r-t-r-i-u-m-pokras-lampas-huge-
public-art-object, 
access: 12.07.2019.
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VI. CURRENT PRACTICES IN REALM OF WESTERN CALLIGRAPHY

It can be seen as inspired by these features mentioned below that 
reveals the mindset behind the calligrafuturism of Lampas as well. In 
this composition, Lampas, once again, employs the strokes, eliminating 
the legible text, hence creating a piece that visually bundles the viewers 
up and includes them into the composition. 

Lampas states that he had an idea for a long time to work with the 
space that is familiar to people as a location that can be presented in 
Ĝ̹ İňǣĴŵĴşƀ̹ ŘŦŦŖ̹ ĜŹ̹ Ĝ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŲňĴĪĴ˫̹ )ĴŵĴ˦̹ŞňŵŵŦŵŹ̹ ƀĜŖĴ̹ ŵŦŘĴŹ̹ ƀŅĜƀ̹
promise the viewer while taking pictures of themselves; they can see 
ƀŅĴ̹İňǣĴŵĴşƀ̹ŘŦŦŖŹ̹ŦĿ̹ƀŅĴ̹ŹĜŞĴ̹ŦĩœĴĪƀ̹İĴŲĴşİňşŀ̹Ŧş̹ƀŅĴ̹İĜƟ̹Ĝşİ̹şňŀŅƀ˫̹
Furthermore, the tunnel’s functionality is left to walk along without 
ňşƀĴŵĿĴŵňşŀ̹ƙňƀŅ̹ƀŅĴ̹ƀŵĜǤĪ̹ŦĿ̹ŲĴŦŲŘĴ̹ĴƘĴŵƟ̹İĜƟ̹˾�ĴŘƟĜŖŦƘ˦̹ʇʅʆʍ˿˫

Here, it has to be stated that even though Lampas eliminates legible 
texts, he selects quotes from a Russian and Soviet poet, playwright, 
artist Mayakovsky (1893-1930), a Russian avant-garde artist and art 
theorist Malevich (1879-1935), a Russian painter and art theorist 
Kandinsky (1866-1944) as inspirations because of his interest in art 
history particularly Russian avant-garde as mentioned earlier. Lampas 
explains his inspiration here as follows:

The Russian avant-garde is a story about the fact that Malevich’s “Square” was written 
a hundred years ago, in 1915. And at the same time [were written, voiced] huge, some 
important, revolutionary ideas -not so much from the point of view of some terms from 
politics or society, but in general. The attitude to art, the attitude to the form, the attitude 
to the word were created and realized by the best minds of that time. And therefore 
Lissitzky, Rodchenko, Mayakovsky are people who really inspired me sincerely, and I 
wanted to continue their idea, their thoughts in my rethinking. (Belyakov, 2018: para. 5)

One of the project series can be mentioned here to exemplify the 
medium’s expressive potential with the contemporary aspect, entitled 
Calligraphy on Girls (COG) (Fig. 43 and 44). 

Fig. 43. Photo shoots of 
“Calligraphy on Girls Project,” 
Session #6, Special for 
Desingcollector.net, Source: 
Lampas’ Official Website, 
calligraphyongirls.com/
session-6/, access: 12.06.2018.

Fig. 44. Photo shoots of 
“Calligraphy on Girls Project,” 
Session #13. “FUTURE,” Source: 
Lampas’ Official Website, 
pokraslampas.com/calligraphy-
on-girls-session-13-future-18, 
access: 12.06.2018.
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Lampas exeĪƄƀĴİ̹ ƀĴş̹ ĪŦşŹĴĪƄƀňƘĴ̹ �H$̹ ŲŅŦƀŦŹŅŦŦƀ̹ ŹĴŹŹňŦşŹ˫̹ )ňŹ̹
curiosity about moving up a new dimension in his project, moving his 
work medium from wall and canvas to woman’s bodies, besides cars 
Ŧŵ̹ĩňŀ̹ŹƄĩƙĜƟ̹ŅĜŘŘŹ̹ ˾$Ŧŵň˦̹ʇʅʆʉ˿˦̹ĩĜŹňĪĜŘŘƟ̹ƙňƀŅ̹ƀŅĴ̹ňİĴĜ̹ƀŅĜƀ̹ƀŅĴ̹Ĝŵƀ̹ŦĿ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ŵĴƘĴĜŘŹ̹ ƀŅĴ̹ ĿĴŞĜŘĴ̹ ĩŦİƟ̝Ź̹ ĩĴĜƄƀƟ̹ İňǣĴŵĴşƀŘƟ˫̹)ĴşĪĴ˦̹ ƀŅĴŹĴ̹
practices are neither related to the ritual of various cultures –as they 
leave marks on their bodies for birth, puberty, marriage, war, peace, 
ĜĩƄşİĜşĪĴ˦̹ ĴĜŵƀŅ̹ ĜƙĜŖĴşňşŀ˦̹ Ŧŵ̹ ĩƄŵňĜŘ˦̹ ĜŘŘ̹ ŦĿ̹ ƙŅňĪŅ̹ ŅĜƘĴ̹ İňǣĴŵĴşƀ̹
painting styles- such as aborigines, who paint each other’s bodies as 
an expression of deep respect or cooperation, performed collectively 
for special occasions and ceremonies require great attention. While 
the primary goal of these ceremonies of aborigines is not aesthetic 
ĩƄƀ̹ŹŲňŵňƀƄĜŘ̹Ĝşİ̹ŹŦĪňĜŘ̹˾xŉŘŞĜƥ˦̹ʇʅʆʈ˿˦̹ĿŦŵ̹;ĜŞŲĜŹ˦̹ŅňŹ̹ŞĜňş̹ňŹŹƄĴ̹ŅĴŵĴ̹
seems to become an inspiration that represents the fusion of art and 
body in a harmony of strokes, primarily written with black and white 
on the delicate skin. Starting with the choice of composition, materials, 
location, and overall composition where to start and end with the 
general exposure of the model, these calligraphic works of Lampas 
consist of various compositions of strokes blending with each other, 
formed according to the chosen body parts of the model. 

Starting with the choice of composition, materials, location, and 
overall composition where to start and end with the general exposure 
of the model, these calligraphic works of Lampas consist of various 
compositions of strokes blending with each other, formed according to 
the chosen body parts of the model.

In Fig. 43, it can be observed that highly decorated strokes, which seem 
well designated and composited, are supported by the lavishly written 
that elaborates his style. Changes in the weights and sizes depict 
ƘĜŵňŦƄŹ̹ĿŦŵŞŹ˦̹ŹňŞŲŘƟ̹ŵĴŹŦŵƀňşŀ̹ƀŦ̹ƀŅĴ̹İňǣĴŵĴşƀ̹ŞĜŖĴŵŹ̹ƙňƀŅ̹İňǣĴŵĴşƀ̹
nib widths. 

On the other hand, in Fig. 44, on the model’s skin, the black and white 
marks collaborate with each other as complementary entities. While 
with the black paint, strokes that Lampas employs can be seen in 
a more linear form, the white paint mostly seems to practice more 
spontaneously in a sloppy manner. Here, the photoshoots also consist 
of various materials, such as surfaces with calligraphic compositions 
and even a fabric that the model seems to wear.

Lampas’ attitude appears to corroborate and exemplify the statement 
of calligrapher Denise Lach -who will also examine her contemporary 
calligraphy practices in part entitled “6.9. Denise Lach.” She states, “...
just as you can write with anything that makes a mark, you can also 
write on anything that can be marked” (Lach, 2013: 162). 

The materials that can leave the marks and the surface that can be 
marked can be employed by calligraphers to perform their calligraphy. 
Once again, the attitude points at the mark-making that Lampas also 
seems to practice in these examples with wordless but writing-like 
strokes. 
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Another example of calligrafuturist work can be seen in Fig. 45, Glitch8 
experiment, inspired by the well-known painting The Persistence of 
Memory (1931) by Salvador Dalí (1904-1989)9 with Lampas’s interest 
ňş̹ [ƄŵŵĴĜŘňŹŞ̹ ̏ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŞŦŹƀ̹ ňŞŲŦŵƀĜşƀ̹ Ĝşİ̹ ňşǭƄĴşƀňĜŘ̹ ĜŵƀňŹƀňĪ̹
ŞŦƘĴŞĴşƀŹ˦̹ İĴǬşĴİ̹ ĩƟ̹ �şİŵĴ̹ �ŵĴƀŦş̹ ĜŹ̹ ƀŦ̹ ŘŦŹĴ̹ ŦşĴŹĴŘĿ̹ ňş̹ ƀŅĴ̹ ǭŦƙ̹
of thought by getting rid of all kinds of aesthetic or moral concerns, 
ĩĴƟŦşİ̹ ĜŘŘ̹ ĪŦşƀŵŦŘ̹ ŦĿ̹ ƀŅĴ̹Şňşİ˫̹AĴƀĜ̐ŵĴĜŘňƀƟ˱ŹƄŵŵĴĜŘ˦̹ ĴƘĴş̹ ǬŵŹƀ̹ ĩĴŀĜş̹
with a literary style created by French avant-garde poets, later became 
a part of the perspective of European culture’s life. In Surrealism, it is 
believed that the unconscious mind can be awakened, and the purpose 
of creativity has adopted this aim as a principle (Farthing, 2012).

8 According to the online dictionary, the word glitch̹ İĴǬşĴŹ̹ ĜŹ̹ ˾ʆ˿̹ Ĝ̹ İĴĿĴĪƀ̹ Ŧŵ̹ ŞĜŘĿƄşĪƀňŦş̹ ňş̹
machine or plan (2) computers. Any error, malfunction, or problem (3) a brief or sudden interruption 
or surge in voltage in an electric circuit (Dictionary.com: n.d.). It will be explained in detail on the 
following pages.

9 Surrealism opposed the trapping of emotions and thoughts under the control of the mind and 
ŅĜİ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ ňŞŲĜĪƀ̹ĜŹ̹Ĝş̹ƄşƄŹƄĜŘ̹Ĝşİ̹ĪŦŞŲŘĴƞ̹ŞŦƘĴŞĴşƀ̹ĩƟ̹ĴƞĜŞňşňşŀ̹ ƀŅĴ̹ŹƟŞĩŦŘŹ̹ŦĿ̹ ƀŅĴ̹
subconscious, suppressed motives, and dreams that we often do not try to make sense of, with the 
freedom of rejecting reason and logic and prompting people to think about them. With this style, Dalí 
ŞĜİĴ̹Ĝ̹ǬŀƄŵĴ̹ŹƄňƀĜĩŘĴ̹ĿŦŵ̹ňşƀĴŵŲŵĴƀĜƀňŦş̹ňş̹ŞĜşƟ̹ƙĜƟŹ˫̹�ĜŘŊ̹ĪŘĜňŞŹ̹ŅĴ̹ŲŅƟŹňĪĜŘŘƟ̹İŵĜƙŹ̹̚ŲŅŦƀŦŹ̹ŦĿ̹
İŵĴĜŞŹ̛̹ƙňƀŅ̹ŅňŹ̹ŅĜşİ̹ĜŹ̹ŵĴǭĴĪƀňŦşŹ̹Ŧş̹ƀŅĴ̹ĪĜşƘĜŹ̹ŦĿ̹ŅĜŘŘƄĪňşĜƀňŦşŹ̹Ĝşİ̹ňŞĜŀĴŹ̹ƀŅĜƀ̹ŦĪĪƄŵ̹ƙŅĴş̹ŅĴ̹
ňŹ̹ňş̹Ĝ̹ŲĜŵĜşŦňİ̹ŞŦŦİ̹˾�ŵŖĜƟĜ˦̹xƈƥĩĜżŉŦŁŘƄ̹Λ̹jşŘƈ˦̹ʇʅʅʌ˿˫̹bŅĴ̹TĴŵŹňŹƀĴşĪĴ̹ŦĿ̹AĴŞŦŵƟ̹ňŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹
ƘĴŵƟ̹ƙĴŘŘ̐ŖşŦƙş̹ƙŦŵŖŹ̹ŦĿ̹�ĜŘŊ˦̹ƙňƀŅ̹ƀŅĴ̹ǭƄňİ̹ĪŘŦĪŖŹ̹ňş̹ƀŅňŹ̹ŲĜňşƀňşŀ˫

Fig. 45. Glitch experiments, 
Source: Lampas’ Official 
Website, pokraslampas.com/f-
by-pokras-lampas-p-1, 
access: 13.06.2018.
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$ŘňƀĪŅ̹ ĴƞŲĴŵňŞĴşƀŹ̹ ŦĿ̹ ;ĜŞŲĜŹ̹ ĜŵĴ̹ ňşŹŲňŵĴİ̹ ĩƟ̹ ƀŅĴ̹ ŞňşİŹĴƀ̹ ĩĴŅňşİ̹
�ĜŘŊ̝Ź̹[ƄŵŵĴĜŘňŹŞ̹Ĝşİ̹ǭƄňİ̹ĪŘŦĪŖŹ˦̹ĜŹ̹ŹĴĴş̹ ňş̹#ňŀ˫̹ʉʊ˦̹ ňşƀĴŵŲŵĴƀĴİ̹ŹƄĪŅ̹
an innovative way of combining images that being constructed as 
a concentric composition in general, written as if it is melting down, 
takes similarities with the visual appearance of the glitch work. With 
letters related to each other in an intricate manner, however, not being 
easy to decipher, these interactions prompt the shapes to be detached 
as marks, interlinear spaces, movements, and counter-movements. It is 
Ĝş̹ ňşƀŵňĪĜƀĴ̹ƙĴĜƘňşŀ̹ŦĿ̹ĴŘĴŞĴşƀŹ̹Ĝşİ̹ŦƘĴŵŘĜŲŲňşŀ̹ŹƀŵŦŖĴŹ̹ ňş̹İňǣĴŵĴşƀ̹
tones, transforming static movements into a dynamic form. Besides, 
the transparency of paint supports the dynamic way by collaborating 
with overlapping strokes that create a sense of depth within the strokes 
as if multiple block quilts, irregular and layered images.

bŅĴ̹ƙŦŵŖ̝Ź̹ĪŦŞŲŦŹňƀňŦş̹ĪĜş̹ĩĴ̹İňƘňİĴİ̹ňşƀŦ̹ƀƙŦ̹İňǣĴŵĴşƀ̹ŲňĴĪĴŹ̹ĩĜŹĴİ̹
on mixing concepts. In comparison, the upper parts are framed above 
ƙňƀŅ̹ƀŅĴ̹İĴǬşňƀňŦş̹ŦĿ̹ƀŅĴ̹ŹƀŵŦŖĴŹ̹ƀŅĜƀ̹ĪŦşŹƀňƀƄƀĴ̹ƀŅĴ̹ŲĜƀƀĴŵş̹Ĝşİ̹ƀŅĴňŵ̹
ĴǣĴĪƀŹ̹Ŧş̹ƘňĴƙĴŵŹ˰̹ƀŅĴ̹ŘŦƙĴŵ̹ŲĜŵƀŹ̹ĜŵĴ̹ňşƀĴŵŲŵĴƀĴİ̹ĩƟ̹;ĜŞŲĜŹ̹İňǣĴŵĴşƀŘƟ̹
and strikingly. This part seems scattered as continuous twisting lines, 
ƙňƀŅ̹ ƀŅĴ̹ ĪŦşƀŵĜŹƀ̹ ĩƄňŘƀ̹ ĩƟ̹ ƀŅĴ̹ƙňİƀŅ̹ ŦĿ̹ ŹƀŵĴƀĪŅĴİ̹ ŘňşĴŹ̹ ǭŦƙňşŀ̹ ĿŵŦŞ̹
the complexity. Obviously, there is a bearing closely resembling with 
melting clocks of Dalí, emitting another sight of his creation. Inspired 
by Dalí, revived with the particular language and hand of the artist, 
he uses whimsical arrangements of the melting strokes in each other. 
bŅĴ̹ňşĪŦşŹňŹƀĴşĪƟ̹ŦĿ̹ŹƀŵŦŖĴŹ̹ŲŵŦŞŦƀĴİ̹ĩƄƀ̹ŹƀňŘŘ̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹ŞĴĪŅĜşňĪĜŘ̹
ŹĴşŹĴ̹ňşŹƀĴĜİ̹ŦĿ̹Ĝ̹ŅƄŞĜş̹ƀŦ̹ŵĴĿĴŵ̹ƀŦ̹ƀŅĴ̹ŦŵňŀňşĜŘ̹ĴǣĴĪƀ˫

The distorted second part references a digitally interpreted glitched 
look with distorted elements in it. This loaded implication indicates 
the futuristic experimentation of Lampas’ contemporary calligraphy 
attitude. The overall look gets far from the perception of the text and 
every writing unit, every stroke of Lampas is visible, written by brush 
with the compositional concern. He seems to be given an override to 
the visual appearance of his work in a decoration sense; hence, it can 
ƙĴĜŖĴş̹ƀŅĴ̹ ňİĴĜ̹Ĝşİ̹ ŘĴĜİ̹ƀŦ̹Ĝ̹ŞŦŵĴ̹ŹƄŲĴŵǬĪňĜŘ̹ŲĴŵĪĴŲƀňŦş˫̹bŅňŹ̹ĪŘĜňŞ̹
is made due to the overly loaded composition with decorative units, as 
can be observed through his other calligraphy pieces, leading to looking 
at the visual form, but the concept behind it seems overshadowed. The 
striking point, though, is the collaboration of these two parts -upper 
and lower parts of the canvas- that combine surprisingly. It could be 
ĜĪĪĴŲƀĴİ̹ ĜŹ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ĜƀƀňƀƄİĴ̹ ƀŅĜƀ̹ ŵĴƘĴĜŘŹ̹ ;ĜŞŲĜŹ̝̹ ĴƞŲĴŵňŞĴşƀĜŘ̹
contemporary tendency, so-called Calligrafuturism.

bŅĴ̹ $ŘňƀĪŅ̹ Ĝŵƀ̹ ňşŹŲňŵĴŹ̹ ƀŅňŹ̹ ŞĴĪŅĜşňĪĜŘ̹ ŹĴşŹĴ˰̹ ƀŅĴ̹ ŞĴŘƀňşŀ̹ ĪŘŦĪŖŹ̹ ŦĿ̹
Dalí become melting calligraphy as a glitch, indicating the distortion 
Ŧŵ̹ŞĜŘĿƄşĪƀňŦş̹ĜŹ̹İĴǬşĴİ˫̹$ŘňƀĪŅ̹ ňŹ̹ ̚Ĝş̹ƄşĴƞŲĴĪƀĴİ̹ĩŘĜŹƀ̹ŦĿ̹ŲňƞĴŘĜƀĴİ˦̹
hallucinatory jagged lines spreading across our TVs and computer 
screens” (Wong, 2013: 1). It is “a digital bug fractures the image we’re 
ŘŦŦŖňşŀ̹Ĝƀ̹Ĝşİ˦̹ĿŦŵ̹Ĝ̹ĿŵƄŹƀŵĜƀňşŀ̹ŞŦŞĴşƀ˦̹ňşƀĴŵŵƄŲƀŹ̹ƀŅĴ̹ǬŘŞ˦̹ŀĜŞĴ̹Ŧŵ̹
photograph before it returns to normal” (Ibid.). 

)ĴşĪĴ˦̹$ŘňƀĪŅ̹Ĝŵƀ̹ĜŹ̹Ĝ̹ĿŦŵŞ̹ŦĿ̹ĴƞŲŵĴŹŹňŦş̹ŹĴĴŞŹ̹ĿŦŵŞĜŘŘƟ̹ŵĴŞňşňŹĪĴşƀ̹ŦĿ̹
the geometric of a modernist abstract concept, mostly depicting data 
İňŵĴĪƀŘƟ˦̹şŦƀ̹ƀŅĴ̹İňŵĴĪƀ̹ƘňŹƄĜŘ̹ŵĴŲŵĴŹĴşƀĜƀňŦşŹ̹ŦĿ̹ǬŀƄŵĜƀňƘĴ̹ŵĴĜŘňƀƟ˫̹,ƀ̹ŅĜŹ̹
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ƀŦ̹ ĩĴ̹ İĴǬşĴİ̹ƙŅĜƀ̹ ƀŅĴ̹ ŵĴŲŵĴŹĴşƀĜƀňŦşĜŘ̹ŞĴĜşŹ̹ ňş̹ İňŀňƀĜŘ̹ ŹŲĜĪĴ̹ ŹňşĪĴ̹
glitch art is related to it (Downey, n.d.). 

̚$ŘňƀĪŅ̹Ĝŵƀ̹ƀĜŖĴŹ̹ƀĴŞŲŦŵĜŵƟ̹ŲňƞĴŘĜƀňŦşŹ˦̹ňşƀĴŵŵƄŲƀňŦşŹ̹Ĝşİ̹ŀŘňƀĪŅĴŹ̹Ĝşİ̹
turns them into visually arresting pieces, questioning the forms and 
traditions of art using digital techniques” (Wong, 2013: 2). Considering 
the digital context, representation does not refer to an image or 
likeness of a physical object but rather a new concept of the likeness 
ŦĿ̹ ňŞŞĜƀĴŵňĜŘ̹ ňşĿŦŵŞĜƀňŦş˫̹ $ŘňƀĪŅ̹ Ĝŵƀ̹ ňŹ̹ Ĝ̹ ŹňŀşňǬĴŵ̹ ŦĿ̹ İĜƀĜ˰̹ ŅĴşĪĴ˦̹ ňƀ̹
requires technical knowledge to understand the idea behind the work; 
thus, the viewer can be involved with it.

Fig. 46, one of the works from The Melting Ice Cream series, shows 
one of the works of Canadian Mathieu St-Pierre, who uses computer 
programs and analog video signals to create glitch images, exploiting 
electronic failures as a creative element. These series are created as the 
result of several trials and errors as glitch manipulation. He states: “The 
images not only document the fragility of those virtual data, they are 
often capable of triggering memories and associations from real world 
life experience. We are consequently faced with electronic malfunctions 
in the realm of pixels versus the perfect imagery” (mathieustpierre.
com, n.d.: para 3).

Fig. 46. The Melting Ice Cream 
series, Mathieu St-Pierre, n.d., 
Source: St-Pierre’S Official 
Website, mathieustpierre.com/
meltingicecream, 
access: 12.04.2020.

In light of this information, also remembering the works of Meulman 
and Lampas mentioned here, who employs accident-like spots that 
are not acceptable in traditional calligraphy, as mentioned in Chapter 
III, underlines the transformation of the perception of calligraphy 
in contemporary practices. Rather than assessing as an error that 
needed to be corrected, unplanned, unintended, and unexpected 
events started to be assumed as opportunities to yield a new kind of 
possibility that calligraphers could experiment with for the sake of 
gestural experiences in the realm of contemporary calligraphy. As the 
ŲŅĴşŦŞĴşŦş̹ŦĿ̹ŞňŹƀĜŖĴŹ̹ŦĿ̹İňŹƀŦŵƀňŦş̹ŦĿ̹AĪBňǣ̹˾ʆʎʎʍ˿̹Ĝşİ̹ŅňŹ̹ƀŵƄŹƀňşŀ̹
the process interpretation, in which the accidental blot, mark, or 
naturally occurring stain can be assessed as a starting point for some 
extraordinary interpretation (Turner, 2011).
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A similar attitude can be seen through his modern gothic calligraphy 
collection in Fig. 47, which shows the established link between western 
calligraphy tradition and current practices, as in the case of Meulman. 
Ancient writing styles seem to be taken as a stepping point, interpreted 
by the calligraphers in the context of their understanding of western 
calligraphy. The perception of the word as an image here also appears 
as a protected feature, once again. The overall piece represents an 
image consisting of various lines and strokes of a broad edge marker 
and a brush. Both seem illegible, focusing on the piece’s texture and 
ŦƘĴŵĜŘŘ̹ĪŦŘŦŵ˦̹ŲŘĜƟňşŀ̹ƙňƀŅ̹İňǣĴŵĴşƀ̹ŹƀŵŦŖĴŹ̹Ĝşİ̹ŘňşĴŹ˫

On the left of Fig. 47, without glitch experience, it can be observed that 
the gothic inspiration is employed and executed highly decorative with 
swashes and additional strokes that make the composition woven-
like but not static and rigid. Furthermore, spontaneous strokes follow 
various rhythms, as will be seen in the work of Brown -mentioned in 
part entitled “6.8. Denis Brown” with his polyrhythmic practices. 

Fig. 47. Works from Lampas’ 
Modern Gothic Calligraphy 
Collection, Source: Lampas’ 
Official Website, pokraslampas.
com/modern-gothic-calligraphy-
collection-by-pokras-lampas, 
access: 02.04.2020.

Whereas, on the right, while the general attitude points toward the 
stylization of the gothic hand in a dynamic rhythmic manner, Lampas 
once again collaborates with the glitch appearance that is executed in the 
middle of the composition to refer to. Lampas, in these pieces, put two 
concepts together, one is hand-made, and the other is machine-made to 
create his calligrafuturistic piece that cherishes the speed and dynamism 
underlined in Futuristic works as mentioned in part “6.1. “Word as an 
image” concept of the modern period related to contemporary western 
calligraphy.” It is a work that is put together features from the past and 
the present, blended and composed as a unique piece. It reminds me of 
postmodern works, which are eclectic in composition, in which parts are 
İňǣĴŵĴşƀ̹ĿŵŦŞ̹ĴĜĪŅ̹ŦƀŅĴŵ̹Ĝşİ̹ƀŅĜƀ̹ĜŵĴ̹ƀŅŦƄŀŅƀ̹şŦƀ̹ƀŦ̹ĪŦŞĴ̹ƀŦŀĴƀŅĴŵ˫
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Observing the work of Lampas, it can be claimed that, like Meulman’s 
ĜƀƀňƀƄİĴ̹ƀŦƙĜŵİ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹;ĜŞŲĜŹ̹ƀŵňĴŹ̹ƀŦ̹ŵĴǭĴĪƀ̹ŅňŹ̹Ŧƙş̹ĪĜŘŘňŀŵĜŲŅƟ̹
understanding in a genuine way. The use of brushes and paints is 
highly similar to Meulman’s in a technical manner, such as mainly 
employing wide brushes or preparing his brush that is appropriate 
to the surface to perform vast areas. Furthermore, the works he tries 
to set up in a loaded conceptually inspired by the western abstraction 
and the mindset behind the Far Eastern calligraphy are presented in 
hybrid forms that are constructed not with the functional concern in 
writing. Actively experimenting with the combination of his knowledge 
in the realm of calligraphy, street art, and design, he prefers to practice 
calligraphy as an act or performance that happens at an actual 
moment with the presence of an artist himself. However, not just the 
ŲŵŦĪĴŹŹ̹ĩƄƀ̹ ƀŅĴ̹ǬşĜŘ̹ŲŵŦİƄĪƀ̹ ƀĜŖĴŹ̹ ƀŅĴ̹ŹĜŞĴ̹ ňŞŲŦŵƀĜşĪĴ̹ ĿŦŵ̹;ĜŞŲĜŹ˫̹
By focusing on the overall appearance of the work, he seems to act 
more intuitively, fed by his experience and practice in the realm of 
calligraphy. That means his “modern” calligraphy in his own word with 
ƀŅĴ̹ ňşǭƄĴşĪĴŹ̹ ŦĿ̹ŞŦŹƀŘƟ̹ ĜƘĜşƀ̐ŀĜŵİĴ̹ŞŦƘĴŞĴşƀŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ [ƄŵŵĴĜŘňŹŞ̹
Ĝşİ̹#ƄƀƄŵňŹŞ˦̹ŅŦƙĴƘĴŵ˦̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĜƀƀňƀƄİĴ̹ŦĿ̹ƙĴŹƀĴŵş̹
calligraphy through the elimination of the words, focusing on the 
strokes, lines, spots -gestures- to reach the liveliness of the stroke or 
line appreciating as performance, can be assessed as contemporary 
western calligraphy. All these features provide important information 
about the dynamics of the contemporary western calligraphers and 
reveal that contemporary western calligraphy, with its practitioners’ 
background, expands its perception related to the tradition. It can 
be stated that the central and primary unit focused on and used is a 
line, a stroke, or a drop of ink, which leaves the mark behind; hence, 
it is assumed to be a writing-like gesture. In other words, the idea of 
calligraphy is illustrated by contemporary calligraphers, and it seems 
the idea is limited by the artist’s perception, who is mostly in search of 
being beyond the literal meaning of the written/printed word. In this 
ŹĴşŹĴ˦̹ĜşŦƀŅĴŵ̹ĪĜŘŘňŀŵĜŲŅĴŵ˦̹[Ĝňİ̹�ŦŖňşŹ˦̹ƙňŘŘ̹ĩĴ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ĴƞĜŞŲŘĴ˦̹
not just with the visual execution of the contemporary attitude but also 
by using the calligraphy to reveal his political critics against various 
social situations and events, also showing the link between the past 
and the present appreciation of western calligraphy.

6.7. Said Dokins

In this part, the calligraphic works of Said Dokins will be examined due to 
ƀŅĴ̹ĿĜĪƀ̹ƀŅĜƀ̹ŅňŹ̹ƘĜŵňŦƄŹ̹ĴƞĴĪƄƀňŦşŹ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙňƀŅ̹İňǣĴŵĴşƀ̹ŞĜƀĴŵňĜŘŹ˦̹
consisting of most common and traditional tools, also photography, 
depending on the concept of his theme. He is one of the contemporary 
calligraphers that pushes the boundaries, fusing styles and techniques put 
together in both legible and illegible ways. 

Hence, observing and discussing the works of Dokins will provide 
information to frame the features and characteristics of contemporary 
western calligraphy and also give the chance to determine similar 
dynamics and inspirations behind the current applications within the 
realm of calligraphy.
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Said Dokins (b. 1983, Mexico) is a Mexican-based artist, a member 
of international associations, including “Calligraphy Masters” -will 
be mentioned in part “6.12. Viktor Kams” and ��''$"-�ƈ/$, with a 
ŀŵŦƙňşŀ̹ ŵĴŲƄƀĜƀňŦş̹ ňş̹ ƀŅĴ̹ ǬĴŘİ˦̹ ŹƀĜŵƀňşŀ̹ƙňƀŅ̹ ŅňŹ̹ ĴĜŵŘƟ̹ ĴƞŲĴŵňĴşĪĴ̹ ňş̹
ƀŅĴ̹ ŹƀŵĴĴƀŹ̹ ĜŹ̹ Ĝ̹ƟŦƄşŀ̹ŀŵĜǤƀň̹ƙŵňƀĴŵ̹ ňş̹ ƀŅĴ̹ ʎʅŹ˫̹rňƀŅ̹ŅňŹ̹ ƀŵĜňşňşŀ̹ ňş̹
visual arts at the National School of Arts and Design (ENAP), as well 
as in Philosophy and Critical Theory, also at the National Autonomous 
University of Mexico (UNAM), he started to learn western calligraphy 
with the calligraphers such as Denis Brown -also will be mentioned in 
part entitled “6.8. Denis Brown” and Carl Rohrs, furthermore, Japanese 
calligraphy with Master Masahiko Hiyama. With awakened the 
conceptual interest in relationships between signs, memory, and their 
forms of representation through his enormous mural interventions 
in public space, creating installations, and light painting, performs 
nationally and internationally; he exhibits his works in museums 
Ĝşİ̹ ŀĜŘŘĴŵňĴŹ̹ ňş̹ ĪŦƄşƀŵňĴŹ̹ ŹƄĪŅ̹ ĜŹ̹ [ŲĜňş˦̹$ĴŵŞĜşƟ˦̹)ŦŘŘĜşİ˦̹ �ĴŘŀňƄŞ˦̹
United Kingdom, France, China, Argentina, Chile, Brazil, Ecuador, Peru, 
among others, also part of the collections of the Polytechnic University 
of Valencia, Spain, and the Museum of Contemporary Art of Bogotá, 
MACBO, Colombia. He has signed curatorial projects on urban arts and 
several political issues in his country.

Dokin’s training allowed him to develop his calligraphy style, which 
combines the calligraphy tradition with references to pre-phonetic 
ƙŵňƀňşŀ̹Ĝşİ̹ŀŵĜǤƀň̹ƙňƀŅ̹Ĝ̹İňŹŲŘĜĪĴŞĴşƀ̹ŦĿ̹ƀŅĴ̹ŘňşŀƄňŹƀňĪ̹Źňŀş˦̹ĜŹ̹ňş̹ƀŅĴ̹
case of asemic writers and focuses on the multiple aesthetic possibilities 
through establishing the relation between the context and history. In 
addition to creating poetics based on pre-phonetic writing, it deals with 
the economics of medieval calligraphy and the features of Japanese 
calligraphy, which are mentioned in Chapter IV. For Dokins, every 
experience is a trace, a psychic impression that creates a texture. In this 
ŹĴşŹĴ˦̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ŀŵĜǤƀň̹ĜŵĴ̹şŦƀ̹ŦşŘƟ̹Ŧş̹ŲĜŲĴŵ̹Ĝşİ̹ňşŖ˦̹Ŧş̹ƙĜŘŘŹ˦̹Ĝşİ̹
in spray, but in every event as an artist’s performance (Said Dokins, n.d.)

Dokins combines multiple art forms with various mediums in the 
ŲŵŦĪĴŹŹ̹ŦĿ̹ŦƄƀŲƄƀ˦̹şĜŞĴŘƟ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ŀŵĜǤƀň˦̹ňşŹƀĜŘŘĜƀňŦş˦̹ŲŅŦƀŦŀŵĜŲŅƟ˦̹
and occasionally video art. He establishes the close link between the 
ŹŲĜĪĴŹ̹ŅĴ̹ňşŅĜĩňƀŹ˦̹ŞŦŹƀ̹ŹňŀşňǬĪĜşƀŘƟ̹ĿŦĪƄŹňşŀ̹Ŧş̹ƀŅĴ̹ŹŦĪňĜŘ̹ŲŵŦĩŘĴŞŹ̹
that go through them with research and listening to community 
narratives. His daily creation routine primarily focuses on urban spaces 
to intervene with letters and strokes. The city is the primary platform 
for action in various ways. He presents his work’s message to get the 
public’s attention to provoke criticism through his work (Rey, 2014). 
One of his statements about this issue is as follow:

The urban territory has devoured me, and I have always lived in big cities. Although I 
know the street, I am continually surprised by the quantity of tags, stains and colors of 
ƀŅĴ̹ĪňƀƟ˦̹ ƀŅĴ̹ĪŦşǭňĪƀ̹Ĝşİ̹ŲĴşƄŵňĴŹ̹ ̐ƀŅĴ̹İĴĿĴşŹňƘĴ̹ĜƀƀňƀƄİĴ̹ŦĿ̹ ƀŅŦŹĴ̹ŦĿ̹ƄŹ̹ƙŅŦ̹ ŘňƘĴ̹ ňş̹ ƀŅĴ̹
ĪňƀƟ˦̹ ƀŅĴ̹ ŞƄŘƀňƀƄİĴ̹ Ĝşİ̹ ƀŅĴ̹ İƟŹĿƄşĪƀňŦşĜŘňƀƟ̹ ŦĿ̹ ƀŅĴ̹ ĪňƀƟ˫̹ �ƘĴŵ̹ ŹňşĪĴ̹ İŦňşŀ̹ ŀŵĜǤƀň˦̹ ŞƟ̹
relationship with the non-authorized has marked many of the ways I operate. I always try 
to get away with what I can, to do the unexpected, to break schemes of legality. Working 
in the urban space, one can point out situations. One can reach people’s daily lives in some 
ƙĜƟ˦̹ňşǬŘƀŵĜƀňşŀ̹İňŹŦŵİĴŵ˦̹Ĝşİ̹ňş̹ƀŅňŹ̹ƙĜƟ̹ŲĜŹŹ̹ĿŵŦŞ̹ŲŵňƘĜƀĴ̹ňşƀĴŵĴŹƀŹ̹ƀŦ̹ŲƄĩŘňĪ̹ŦşĴŹ˫̹˾Said 
Dokins, n.d.: para. 3)

Here, it can be claimed that for Dokins, writing is “a form of 
interpretation of existence where diverse cultural discourses converge; 

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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it is a political act that stresses the power relations that shape 
urban space, history, and the way we understand art”  (Said Dokins 
Contemporary Artist˦̹ ş˫İ˫˥̹ ŲĜŵĜ˫̹ ʆ˿̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ŀŵĜǤƀň̹ ĜŵĴ̹
intermediate practices of inscription and trace, distortion of symbolic 
orders, and political expression. 

It undertakes cultural practice, contemporary art production, research, 
and cultural management. He underlines that “Writing is a gesture, an 
act that generates meaning, at the same time it’s a way of interpreting 
existence. The performative dimension of writing creates meaning the 
moment it happens, but, like all actions, it is evanescent, impossible to 
capture, we only have the inscription, the trace that it leaves behind, to 
try to decipher it”  (Said Dokins Contemporary Artist, n.d.: para. 9).

With the mindset behind the meaning of writing that is stressed as the 
existence of diverse cultures as a witness of history and established 
strong relations through the inscriptions and traces, Dokins prefers to 
focus on the writing-like marks and gestures. His work is dominated by 
the quality of the mark, rhythm, tension, and texture, used as a political 
ĴŘĴŞĴşƀ̹ňş̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ǬĴŘİ˫̹

Therefore, it can be claimed that his works would be an example that 
calligraphy can be perceived not only from an aesthetic perspective but 
also as a means for social criticism, as in the case of Meulman, who uses 
his calligraphy apart from expressing his motto -the word is an image- 
ĪŵňƀňĪňƥňşŀ̹ŹŦŞĴ̹ŲŵĜĪƀňĪĴŹ̹ŦĿ̹ĜƄƀŅŦŵňƀƟ̹ǬŀƄŵĴŹ˦̹ŹƄĪŅ̹ĜŹ̹ŹŞŦŖňşŀ̹ĩĜşŹ˫̹
In other words, the painterly quality is created on various surfaces; 
Dokins practices calligraphy to express emotions and feelings in an 
expressive and gestural manner. It means that he prefers to load the 
pieces with a concept with a highly personal visual attitude.

One of the most notable projects of Dokins is an installation called 
Appearances (La práctica de la alegría ante la muerte) (Fig. 48-49), which has 
been honored and announced by the Cádiz City Council (an ancient port 
city in the Andalucia region of southwestern Spain) as an award-winning 
outstanding and accomplished work (premioscortesdecadiz.es, 2015). 

VI. CURRENT PRACTICES IN REALM OF WESTERN CALLIGRAPHY

Fig. 48. Appearances (La 
práctica de la alegría ante la 
muerte), Installation, 2012-2013, 
Source: Said Dokins’ Official 
Website, saidokins.com/2012/04/
la-practica-de-la-alegria-ante-la.
html/, access: 02.01.2018.
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bŅňŹ̹ ňşŹƀĜŘŘĜƀňŦş̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ ǬƘĴ̹ ŅƄşİŵĴİ̹ ĴňŀŅƀƟ̹ ƀŵĜşŹŘƄĪĴşƀ̹ ŲŘĜŹƀňĪ̹
strips with the written name dangling from a circular, spiral-shaped, 
inverted cone that looks like a chandelier. With invisible ink, Dokins 
wrote on each strip the name of the person who disappeared due to 
Mexico’s political actions between 1972 and 1998. Under the daylight, 
it looks like just transparent strips, and only the black light activates 
the invisible ink. Thus, the inscription becomes visible and readable. 
To establish a connection with the term memory, the artist does not 
prefer the static mechanism; on the contrary, an automatic dimmer 
ĜŘŘŦƙŹ̹ŘňŀŅƀ̹ƀŦ̹ƀƄŵş̹Ŧş̹Ĝşİ̹Ŧǣ̹ŹŘŦƙŘƟ˦̹ƙŅňĪŅ̹ĜŘŹŦ̹ŲŦňşƀŹ̹ƀŦ̹ƀŅĴ̹ƀĴşŹňŦş̹
ňş̹ ĴƞŲŘŦŵňşŀ̹ ƀŅĴ̹ İňĪŅŦƀŦŞƟ̹ ŹŲĴĪňǬĪĜŘŘƟ̹ ĩĴƀƙĴĴş̹ ŘňŀŅƀ̹ Ĝşİ̹ İĜŵŖ˫̹ bŅĴ̹
overall installation consists of various styles that can be assessed as 
freehand and texture-like compositions that are more like an image 
rather than text (Fig. 49).

Fig. 49. Details from 
Appearances (La práctica 
de la alegría ante la muerte), 
Installation, 2012-2013, Source: 
Said Dokins’ Official Website, 
saidokins.com/2012/04/la-
practica-de-la-alegria-ante-la.
html, access: 02.01.2018.

A part of a text written by a hand of Dokins with more elaborated and 
exaggerated ascenders and descenders of the letters applied as a style 
that takes attention and gives a more dynamic look and tension to 
static writing. The text can be readable; it is evident that he wants the 
visitors can read the message. Even it seems his own interpretations 
of the letterforms, in some letters such as “e,” carries little strokes that 
can be associated with the ancient script.

Furthermore, a circular composition of the calligraphic strokes, 
which will be encountered in Dokins’ later work. Unlike the previous 
examples, its’ forms are constructed by sharp edges of the strokes, 
which gives it a more aggressive appearance. Dokins’ use of the clock 
forms in his other street artworks will be seen in the following pages 
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that create intricate woven-like textures reminding the feature of the 
gothic writing system. It is unreadable that it seems he creates his own 
alphabets or codes reminds ancient forms that roughly scratches on 
the rocks or walls. The image has a strong appearance also seems like a 
compact pictorial sign (Fig. 49).

Moreover, to support the theme thematically, using the voices of the 
testimonies of disappeared politicians and their relatives, as well as the 
ŹŦƄşİ̹ƙŅňŘĴ̹ƀŅĴ̹ĿƄşĴŵĜŘ˦̹ĴŘĴƘĜƀĴŹ̹ƀŅĴ̹ƘňŹƄĜŘ̹ĴǣĴĪƀŹ̹ĩŦƀŅ̹ŲŅƟŹňĪĜŘŘƟ̹Ĝşİ̹
symbolically. He also captures his subject matter with ease. To see his 
installation immerses the viewer in a total experience as a witness of 
this incident (Rey, 2014).

In a quest to convey his interpretation, Dokins creates a 
multidimensional space where various thought and emotion coexist 
and is represented by entirely conceived details of a setting. Looking 
through the ground under the black light, it can be observed that 
a series of lines appears on the ground, simulating a clock. On the 
walls, the written text by psychoanalyst Theodor Reik (1888-1969) is as 
follows: “La función de la memoria es la protección de las impresiones, 
pues el recuerdo tiende a su deterioro. La memoria es en lo esencial 
conservadora, mientras el recuerdo es destructivo” (The function of 
memory is the protection of impressions since the memory tends to 
deteriorate. Memory is essentially conservative, while recollection is 
destructive) (premioscortesdecadiz.es, 2015). 

The impressively executed work of Dokins can be assumed as 
unexpected visual poetry, exemplifying the medium’s expressive 
ŲŦƀĴşƀňĜŘ̹ ƙňƀŅ̹ ŅĜşİ̐ŲĜňşƀĴİ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ĜŵƀƙŦŵŖ̹ ǭŦƄŵňŹŅĴİ̹ ƙňƀŅ̹
ŵŅƟƀŅŞ̹ Ĝşİ̹ ŞŦƘĴŞĴşƀ˫̹ $ĴŹƀƄŵĜŘ̹ ŹƀŵŦŖĴŹ̹ Ĝşİ̹ ĪƄŵƘĴŹ̹ ŦĿ̹ ŘĴƀƀĴŵŹ̹ ƙňƀŅ̹
long ascenders and descenders let him alternate between the spiritual 
and temporal, the perpetual and ephemeral, which conveys what 
writing and calligraphy mean for Dokins, as explained before. It seems 
ƀŅĜƀ̹ŅĴ̹ĪŵĴĜƀĴŹ̹Ĝ̹İňǣĴŵĴşƀ̹ŹŲĜĪĴ̹ ƀŦ̹ŵĴǭĴĪƀ̹ŹňŘĴşĪĴ˦̹ ŹŦŵŵŦƙ˦̹İĴŲƀŅ˦̹Ĝşİ̹
the sense of missing, in particular, evokes feelings and emotions. Due 
to loosely composed hand strengthens the human factor in the realm of 
ĿĴĴŘňşŀŹ̹Ĝşİ̹ĪŵĴĜƀĴŹ̹Ĝ̹ĪĜşİňİ˦̹İĴşŹĴ˦̹Ĝşİ̹İƟşĜŞňĪ̹ňşǭƄĴşĪĴ̹Ŧş̹ƘňĴƙĴŵŹ̹
(Apariciones. Said Dokins, 2012).

Among his all experiments, for Appearances (La práctica de la alegría 
ante la muerte) installation, light has a central role. As Stevens states, 
experimenting with a new tool or method may bring unexpected 
opportunities, which means pursuing and achieving a new way of 
calligraphic mark-making and images (Stevens, 2013: 133). It is highly 
believed that it is one of the main reasons to prompt the artist who is 
trying to explore a new way of transitioning letters from visual forms 
through the emotional or sensational degree. It can be claimed that 
it is associated with the impulse of contemporary calligraphers that 
ňŀşňƀĴ̹ŀŦňşŀ̹ĩĴƟŦşİ̹ƀŅĴ̹ŘňŞňƀ̹ňş̹ƀŅĴ̹ǬĴŘİ̹ƀŅĜƀ̹ŵĴŴƄňŵĴŹ̹ĜŵƀňŹƀŵƟ˦̹ƘňŹňŦş˦̹
and a sense of design. As speaking of the urban location’s potential as 
a medium and his circular compositions as seen above, Dokins’ mural 
urban calligraphy work, a relatively more common art form as typically 
fully painted frontispieces, however, still need to get attention due to 
its well-presented compositions with its intricate forms, composed in 
İĴƀĜňŘŹ̹Ĝşİ̹ǭŦƄŵňŹŅĴİ̹ƙňƀŅ̹ƘňƘňİ̹ĪŦŘŦŵŹ˫̹



460

Fig. 50 demonstrates one of Dokins’ mural calligraphy works, painted on 
one of the walls of Hanbury Street in London, when he participated in 
Ĝ̹ŀŵŦƄŲ̹ŹŅŦƙ̹ĜŹ̹Ĝ̹ĪŦşƀŵňĩƄƀŦŵƟ̹ĜŵƀňŹƀ̹Ĝƀ̹ ƀŅĴ̹)ŦƞƀŦş̹$ĜŘŘĴŵƟ˫̹bŅĴ̹ƙŦŵŖ̹
presented here with the detailed photo is one piece of a calligram series, 
ŲĜňşƀĴİ̹ ƀŦ̹ ĪŦŞŞĴŞŦŵĜƀĴ̹ ƀŅĴ̹ ǬŵŹƀ̹ ĜşşňƘĴŵŹĜŵƟ̹ ŦĿ̹ ƀŅĴ̹ ĜĩİƄĪƀňŦş̹ Ĝşİ̹
subsequent disappearance of forty-three students from the Ayotzinapa 
WƄŵĜŘ̹bĴĜĪŅĴŵŹ̝̹�ŦŘŘĴŀĴ̹ ňş̹ƀŅĴ̹AĴƞňĪĜş̹ŹƀĜƀĴ̹ŦĿ̹$ƄĴŵŵĴŵŦ˫̹bŅňŹ̹ ňşĪňİĴşƀ̹
caused international outrage and became an embarrassment to the 
President’s government; thus, the case was seen as emblematic of many 
others. Dokins wants to honor their memory with visual poetry featuring 
WŦŹĜŵňŦ̹ ,ĩĜŵŵĜ̹ ˾ĩ˫̹ ʆʎʇʌ˿˦̹ Ĝ̹ ŹŦĪňĜŘ̹ ǬŀŅƀĴŵ̹ ĿŦŵ̹ ŲŦŘňƀňĪĜŘ̹ İňŹĜŲŲĴĜŵĜşĪĴŹ̹ ňş̹
Mexico since the seventies. The poem on the wall of London is as follows: 
̚xŦƄ̹ƙňŘŘ̹ŵňŹĴ̹ĿŵŦŞ̹ĜşƟ̹ŲŘĜĪĴ˦̹ĜşƟƙŅĴŵĴ˦̹ƀŦ̹ŀŵĴĴƀ̹Ĝşİ̹ŅƄŀ̹ŞĴ˦̹Ĝşİ̹ŵĴĪŦƘĴŵ̹
in that embrace, all the suns that they have stolen from me. They took 
them alive! We want them alive!” (Said Dokins new walls in London, n.d.).

Fig. 50. Alive, Hanbury Street, 
London, 2015, Source: Said 
Dokins’ Official Websites, 
saidokins.blogspot.com.
es/2015/12/said-dokins-new-
walls-in-london.html, 
access: 16.02.2018.

The piece, designed as concentric circles, is very well measured 
Ĝşİ̹ ŦŵŀĜşňƥĴİ̹ ňş̹ ŹŲĜĪňşŀ˦̹ƙŅňĪŅ̹ ňŹ̹ ĪŵƄĪňĜŘ̹ ƀŦ̹ Ǭƀ̹ ƀŅĴ̹ƙŅŦŘĴ̹ ňŞĜŀĴ̹ Ŧş̹
the façade. Entwined circles designate the superiority of the visual 
compilation. They consist of letters in complex, indecipherable 
compositions and rhythmically overlapping strokes. It is up for 
discussion whether his letter is perfect or not as a form; however, 
ƀŅĴňŵ̹ĴǣĴĪƀ̹ňŹ̹ĜŀŵĴĴŞŦşƟ̹ňş̹ŞĜŹŹ˫̹,ƀ̹İŦĴŹ̹şŦƀ̹şĴĪĴŹŹĜŵňŘƟ̹ŵĴƘĴĜŘ̹ŲĴŵĿĴĪƀ̹
individual letters for the sake of the perfection of the whole. Beyond 
controversy, organizing marks in harmony provides a more personally 
satisfying feeling. Moreover, in the center of the artwork, as if just on 
ƀŅĴ̹ŅĴĜŵƀ̹ŦĿ̹ƀŅĴ̹ŲňĴĪĴ˦̹�ŦŖňşŹ̹ƙŵŦƀĴ̹ƀŅĴ̹ƙŦŵİ̹̚�ŘňƘĴ̛̹ňş̹Ĝ̹İňǣĴŵĴşƀ̹ŹƀƟŘĴ̹
as if an anchor point from where the text fans out. 
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The contrast of the letterforms provided with the variety of size, 
weight as well as colors, and textures achieve to create a perception 
of movement within the image itself, starting from the center with 
the word alive and rippling through outside of the image –the edge 
of the endpoints of the design as it may call. Dokins may be ascribed 
to the same attributes, but it is for sure that choosing elements 
that complement rather than compete with each other is a crucial 
point of the design process. Consisting of six color palettes, used red 
dominantly both in the background and for the one part of the circle of 
letterforms is probably to link with the theme.

The complexity of his image, consisting of various elements, tends to 
create a hybrid image not just about its technical details but also about 
ňƀŹ̹ ŵĴǭĴĪƀňŦşŹ̹ ĜŹ̹ Ĝş̹ ňşƀĴŵŲŵĴƀĜƀňŦş̹ŦĿ̹ ƀŅĴ̹ ƀŅĴŞĜƀňĪ̹ ňŞŲƄŘŹňŦşŹ̹ƙňƀŅ̹ Ĝ̹
bit of detached interest in making design usable and functional. More 
ĜĪĪƄŵĜƀĴŘƟ˦̹ ƀŅĴ̹ ŘĴŹŹĴŵ̹ ŹňŀşňǬĪĜşĪĴ̹ ŦĿ̹ ŘĴŀňĩňŘňƀƟ˦̹ ĜŘƀŅŦƄŀŅ̹ ƀŅĴ̹ ŲŦĴƀňĪ̹
statements Dokins choose in general, have striking meaning literally. 
Overall, the artist engages himself well aware of the visual power of 
letter and word in both ways, as a form and as a meaning it conveys. 
The compositional resemblance between these western contemporary 
artists and the work of Zenderoudi seems to have its roots beginning 
with the mindset behind the Middle Eastern calligraphy, which is the 
level that this culture puts the concept of writing and how the beauty 
is perceived and executed. In other words, similarity seems to be an 
ňşǭƄĴşĪĴ̹ƀŅĜƀ̹ƀŵĜşŹĪĴşİŹ̹ŹňŞňŘĜŵňƀƟ̹ňş̹ƘňŹƄĜŘ̹ĜŲŲĴĜŵĜşĪĴ˫̹

Chapter V already mentioned how the Middle East elevated the written 
ƙŦŵİ̹ĜŹ̹ Ĝ̹ ĿŦŵŞ̹ŦĿ̹ĩĴĜƄƀƟ̹İƄĴ̹ ƀŦ̹ ŹŅŦƙňşŀ̹ ŵĴŹŲĴĪƀ̹ ƀŦ̹ ƀŅĴ̹ƙŦŵİ̹ŦĿ̹$Ŧİ˰̹
hence the aim is to write as beautifully as they can. The employed 
İĴĪŦŵĜƀňƘĴ̹ ĜƀƀňƀƄİĴ̹ ĜŘŹŦ̹ ĪŦŞĴŹ̹ ĿŵŦŞ̹ ŵĴĪĴİňşŀ̹ ĿŵŦŞ̹ ƀŅĴ̹ ǬŀƄŵĜƀňƘĴ̹
implications; that is why the abstract nature steps in. The experiment 
and artistic features already exist in the Middle Eastern calligraphy’s 
essence in that sense, whether conventional or contemporary. It can 
be said that western calligraphy tradition lacks this mindset that 
begins with the perception of the writing in the West once again. The 
terminology confusions also probably occur due to this sharp separation 
between calligraphy, writing, and painting. While in the Arabic region, 
calligraphy, most appropriately khatt, seems to be appreciated as a 
ŹƄŲĴŵňŦŵ̹ĿŦŵŞ̹ŦĿ̹ƀŅĜƀ̹ĪƄŘƀƄŵĴ̹ƙňƀŅŦƄƀ̹ĜşƟ̹İňǣĴŵĴşĪĴ̹ĩĴƀƙĴĴş̹ƙŵňƀňşŀ̹Ŧŵ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ňş̹ ƀŅĜƀ̹ ŹĴşŹĴ˰̹ Ŧş̹ ƀŅĴ̹ ĪŦşƀŵĜŵƟ˦̹ ňş̹ ƀŅĴ̹rĴŹƀ˦̹ ňƀ̹ ňŹ̹İňǤĪƄŘƀ̹ ƀŦ̹
claim that this perception also exists. Hence, contemporary calligrapher 
already aware of calligraphy’s perception in the West cannot cover their 
attitude. Hence, contemporary calligraphers are searching to justify their 
practices as superior to the tradition. Here comes another confusion, 
whether they are calligraphers or artists who employ letters, words, or 
sometimes abstract units that are already a part of the written letters. 

It is evident that the observation of the West’s contemporary practices 
gives us a chance to claim that calligraphic practices have already 
transformed into an art form beyond the western perception of 
calligraphy that is mentioned in Chapters II and III. Instead of creating 
Ĝ̹İĴĩĜƀĴ̹ŅĴŵĴ˦̹ňƀ̹ňŹ̹ĪŵƄĪňĜŘ̹ƀŦ̹ƄşİĴŵŹƀĜşİ̹ƀŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹İňǣĴŵĴşƀ̹ĪƄŘƀƄŵĜŘ̹
appreciation in terms of calligraphy, which will also frame the West’s 
contemporary attitudes. The features of contemporary calligraphy 
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consist of wide varieties that depend on calligraphers’ perceptions and 
ĜƀƀňƀƄİĴŹ̹ƀŦƙĜŵİŹ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹,şǭƄĴşĪĴİ̹ĩƟ̹ƘĜŵňŦƄŹ̹ĿĜĪƀŦŵŹ˦̹ŹƄĪŅ̹ĜŹ̹ƀŅĴ̹
history of the writing, also ancient writing systems and styles, even the 
anonymous scribes, other calligraphy traditions both on a means visual 
Ĝşİ̹ĪŦşĪĴŲƀƄĜŘ̹ŘĴƘĴŘ˦̹ĜŘŹŦ̹İňǣĴŵĴşƀ̹Ĝŵƀ̹ĿŦŵŞŹ˦̹ƀŅĴŹĴ̹ĜŵƀňŹƀŹ̹ĪŦŞĩňşĴ̹ƀŅĴňŵ̹
personal backgrounds and interest for the sake of creating their own 
styles. Hence the individual attitude toward contemporary concepts is 
created and represented in a fusion or hybrid form. 

�Ź̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿̹ ŹƀĜƀĴŹ˦̹ Ĝ̹ ĿƄŹňŦş̹ ŦĿ̹ �ĜŹƀĴŵş̹ ŹĴşŹňĩňŘňƀƟ˦̹ ŀŵĜǤƀň˦̹
scribbling, handwriting, expressive mark-making, drawing, a tendency 
to abstraction became a part of the spirit of contemporary calligraphy, 
and powerful expressive marks and images appear as hallmarks of the 
Western approach which means being a non-western. 

Another notable work of Dokis is the photographic calligraphy series 
entitled 	 '$*"-�Ɓ�.�� �'��( (*-$� (2015-2019) (Fig. 51 and 52), a long-term 
project exploring social and historical relations. These selected places, 
such as historic sites, public plazas, monuments, boulevards, or abandoned 
ŲŘĜĪĴŹ˦̹ĩĴĪŦŞĴ̹ŵĴ̐ŹňŀşňǬĪĜƀňŦş̹ŹŲĜĪĴŹ̹ƙňƀŅ̹ƀŅĴ̹ŘňŀŅƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŦĿ̹�ŦŖňşŹ˫̹

Fig. 51. From a work series 
Heliografias de la memoria, 
2014- 2015, Mexico, Source: 
Revista Picnic, picnic.media/
heliografias-de-la-memoria-el-
arte-de-capturar-luz/, 
access: 02.01.2018.

Fig. 52. From a work series 
Heliografias de la memoria, 
2017, Netherlands, Desplegar el 
plan natural en toda su amplitud 
(To Deploy the Natural Plan 
in All its Amplitude), Source: 
Revista Picnic, picnic.media/
heliografias-de-la-memoria-el-
arte-de-capturar-luz/, 
access: 02.01.2018.
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Images are captured by the calligraphic gestures executed by the 
luminous tools created to perform as a series of calligraphic actions 
when the act of writing takes place by long-exposure photography. 
They reveal the action, developed as a series of interventions in urban 
locations with a solid historical and symbolic value, nevertheless 
ĴşĪŦİĴİ̹ĩƟ̹ǭŦƙ̹Ĝşİ̹ ƀŵĜşŹňƀ˦̹ ĜŹ̹ Ĝ̹ şŦş̐ŲŘĜĪĴ˫̹bŅĴ̹ ƀĴƞƀ̹ ňŹ̹ƙŵňƀƀĴş̹ƙňƀŅ̹
light, so the written text/word disappears as soon as the moves of the 
calligrapher become invisible to the eye.

bŅĴ̹ǬŵŹƀ̹ƙŦŵŖ̹ŦĿ̹ƀŅĴ̹ŹĴŵňĴŹ̹ƀŦŦŖ̹ŲŘĜĪĴ̹ňş̹VƄĴŵĴƀĜŵŦ˦̹AĴƞňĪŦ̹˾#ňŀ˫̹ʊʆ˿˫̹,ƀ̹
ŵĴŲĴĜƀĴİ̹ĜŹ̹İňǣĴŵĴşƀ̹ŲŵĜĪƀňĪĴŹ̹ňş̹İňǣĴŵĴşƀ̹ĪňƀňĴŹ̹˾ŹĜňİİŦŖňşŹ˫ĪŦŞ˦̹ş˫İ˫˿˦̹
as in Fig. 52 in the small village in Apeldoorn municipality with 120 
ňşŅĜĩňƀĜşƀŹ˫̹bŅĴ̹ĩƄňŘİňşŀ̹ƙĜŹ̹ĪŦşŹƀŵƄĪƀĴİ̹ňş̹ʆʎʆʌ̹Ĝşİ̹ŅĜİ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹
role in housing a communicational complex. During the Second World 
War, transatlantic links were established between the Netherlands and 
the Dutch East Indies (present-day Indonesia).

Dokins explains the process of creating this piece as follows: 

In order to do this piece, we went through many adventures. We parked in a forbidden 
spot, then we walked 20 minutes on a rocky track, where wild boars where ready to attack 
ƄŹ˦̹ǬşĜŘŘƟ˦̹ňş̹ƀŅĴ̹ŞňİİŘĴ̹ŦĿ̹şŦƙŅĴŵĴ˦̹ƀŅĴŵĴ̹ƙĜŹ̹ƀŅĴ̹ƀŦƙĴŵ˫̹,ƀ̹ƙĜŹ̹ŹŘňŀŅƀŘƟ̹ŵĜňşňşŀ˦̹Ĝşİ̹ƙŅňŘĴ̹
we were shooting, police arrived and kicked us out of the place, we didn’t know it was 
forbidden to be there at night and take photos. We were able to do just two shots, but it 
was one of the sessions we enjoyed the most. (Said Dokins, n.d..: para 7)

Well-inscribed strokes convey certain levels of translucent dramatic scenes 
ŹƄŲŲŦŵƀĴİ̹ĩƟ̹ƀŅĴ̹ƀŵĜşŹŲĜŵĴşĪƟ̹ĴǣĴĪƀ̹ƀŅĜƀ̹ŘňŀŅƀ̹ŲŵŦƘňİĴŹ˫̹bŅňŹ̹ŹĴşŹĴ̹ňŹ̹ĴƘĴş̹
doubled with the overlapping of strokes, emphasizing created contrast 
sense that stands out in silhouette against the city behind. 

Dokins seems to play in the realm of ephemera by capturing the 
moment visually stimulatingly. As an image, it seems that repeated 
rhythms that follow complement each other and also create highly 
elaborated sculptural entities on the streets with their shadows 
ŵĴǭĴĪƀĴİ̹ ĿŵŦŞ̹ ƀŅĴ̹ ŹƄŵĿĜĪĴ˫̹ �ƘĴş̹ ňĿ̹ ƀŅĴƟ̹ ĜŵĴ̹ ĪĜŲƀƄŵĴİ̹ ĜŹ̹ ŹƀňŘŘ̹ ĿŵĜŞĴŹ˦̹
ƀŅĴ̹ƀŵĜşŹŘƄĪĴşƀ̹ĴǣĴĪƀ̹ŦĿ̹ƀŅĴ̹ƙŵňƀƀĴş̹ŹƀŵŦŖĴŹ̹ĪŵĴĜƀĴŹ̹Ĝş̹ňŘŘƄŹňŦş̹ĜŹ̹ňĿ̹ƀŅĴ̹
strokes are moving.

Another point that has to be underlined is that all are performances 
captured and recorded as an act of writing. Once again, scratched 
strokes create a pictorial image that is way beyond being a recognizable 
alphabet or a text. However, the repetitive image pattern gives the 
impression that it is a text image and creates the urge to read. It can be 
ĜĪĪĴŲƀĴİ̹ĜŹ̹Ĝş̹ĜŹĴŞňĪ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŵňƀňşŀ̹ŦĿ̹�ŦŖňşŹ˫̹,ƀ̹ĜŘŹŦ̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹
same tendency of the contemporary calligrapher, which is a desire to 
go beyond the perception of Western writing.

Hence, how he employs and adapts the technique to his work and how 
he records his strokes as a performance reveals the writing act as a 
process worth attention. It can be claimed that Dokins literally writes 
ƙňƀŅ̹Ĝ̹ŘňŀŅƀ̹Ĝşİ̹ŵĴĪŦŵİŹ̹ŅňŹ̹ŞĴŹŹĜŀĴŹ˫̹)Ĵ̹ŹĴĴŞŹ̹ƀŦ̹ŦǣĴŵ̹Ĝ̹şĴƙ̹ĜŹŲĴĪƀ̹
ĜŹ̹Ĝ̹ŲŵĜĪƀňĪĴ̹ňş̹ƀŅĴ̹ǬĴŘİ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹
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Dokins’ more recent works, the series of Palimpsests (Figs. 53 and 54), takes 
attention that he preserves to create a circular composition with employed 
strokes that intertwine each other, as seen through his previous works. 
This series takes attention due to Dokins’ experiments that take calligraphy 
practices to a new format as a series of pictorial works with laser-cut wood 
reliefs and digital audiovisual pieces, exhibited in the Contemporary Art 
Exhibition in 2019 in Milan Design Week, Tortona District, Milano.

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE

Fig. 53. From a work series 
Palimpsests, 2019, Bloop 
Showcase, Milan Design Week, 
Tortona District, Milano, 
Italy, Source: Said Dokins’ 
Official Website, saidokins.
com/projects/contemporary-
art-exhibition-said-dokins-
milan/?v=267d696eab9e, 
access: 22.05.2020.

Fig. 53 takes attention to the usage of the gold that creates a third 
layer and locates by Dokins as a top layer of the work. As mentioned 
in Chapter III and observed in the works of Meulman, gold helps to 
establish the link with the tradition of western calligraphy. The 
usage of the gold here gives a more vivid sensation as light and takes 
attention, helping to distinguish the circled written text and make it 
ĜŲŲŵĴĪňĜƀĴİ̹ĜŹ̹ňĿ̹Ĝ̹İňǣĴŵĴşƀ̹şŦƀĴ̹Ŧş̹ƀŅĴ̹ŹƄŵĿĜĪĴ˫̹
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VI. CURRENT PRACTICES IN REALM OF WESTERN CALLIGRAPHY

Whereas, Fig. 54 takes attention to the dripping of the white color on the 
red written background surface that creates some sort of tension. Once 
again, it can be seen that Dokins, like Meulman and Lampas, employs 
ƀŅĴ̹İŵňŲŹ̹Ĝşİ̹İŵŦŲŹ̹ŦĿ̹ƀŅĴ̹ ňşŖ˦̹ĜĪĪĴŲƀĴİ̹ƀŅĴŞ̹ĜŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŹňŀşňǬĪĜşƀ̹
ĪŦŞŲŘĴŞĴşƀĜŵƟ̹ ƄşňƀŹ̹ ƀŅĜƀ̹ŞĜŖĴ̹ ňƀ̹ İňǣĴŵ̹ ĿŵŦŞ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş̹ Ĝşİ̹ŞĜŖĴ̹
it closer to the idea of postmodern designers, who cherishes the error 
and accident through their designs as mentioned in part “6.3. The 
postmodern condition related to contemporary western calligraphy.”

Fig. 54. From a work series 
Palimpsests, “Crown 01,” 
2019, Spray, acrylic and 
laser cutting on wood, Bloop 
Showcase, Milan Design Week, 
Tortona District, Milano, 
Italy, Source: Said Dokins’ 
Official Website, saidokins.
com/projects/contemporary-
art-exhibition-said-dokins-
milan/?v=267d696eab9e, 
access: 22.05.2020.

On the other hand, it should be stated that the title Palimpsest is a 
word that is a parchment or other writing surface used more than 
once, rewriting for one reason or another on what was previously 
used/written. That means the original text has been erased totally or 
partially then overwritten by another. In other words, a palimpsest is 
a “multi-layered record” (The Chicago School of Media Theory, n.d.: 
ŲĜŵĜ˫ʆ˿˫̹ �ƀƟŞŦŘŦŀňĪĜŘŘƟ˦̹ ƀŅĴ̹ ƙŦŵİ̹ İĴŵňƘĴŹ̹ ĿŵŦŞ̹ ƀŅĴ̹ �şĪňĴşƀ̹ $ŵĴĴŖ̹
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palimpsestos refers to the action of “scraped again” (Harper, n.d.). In 
that sense, considering the perception of Dokins about writing and 
calligraphy, which is summed as a form of existence where diverse 
cultural discourse converges, as a cultural practice, he points to marks 
made by those that passed before us, represents traces, also serves as a 
ĪŦŞŲŘĴƞ̹ Ĝşİ̹ ňşǬşňƀĴ̹ şĴƀƙŦŵŖ̹ ƀŅĜƀ̹ ňşƘŦŘƘĴŹ̹ İňŹƀĜşƀ̹ ŹƀŦŵňĴŹ˫̹ )ĴşĪĴ˦̹ ƀŅĴ̹
notion of palimpsests mentioned here takes a central role for Dokin in 
these practices. As seen in details, Dokins employs spray, acrylic, and 
laser cutting on wood. He has physically gained a dimension image by 
creating layers, supporting the color selection that can be divided easily; 
moreover, the translucent nature of the color supports the idea and the 
appearance of layers, referring to the idea of palimpsest with a faint, 
ŘĴĿƀ̐ŦƘĴŵ̹ĴǣĴĪƀ˫̹#ƄŵƀŅĴŵŞŦŵĴ˦̹ƙŅňŘĴ̹ƀŅĴ̹ŲĜňşƀ̹̐Ĝ̹ŞŦŵĴ̹ĪŦşƘĴşƀňŦşĜŘ̹ƙĜƟ̹̐
is employed to create back layers of the palimpsests, the upper level is 
created with the laser-cut wood that makes the writing cause the text to 
explode forward and be more visible visually and in size. 

Dokins’ statements take attention here as follows: “The experiences 
and the relationships of subjects with objects and their environment 
constitute the main axes in the investigations of this artist. For 
him, action as an ephemeral inscription has the power to activate 
memory and symbolically re-signify the spaces it occupies. Despite its 
evanescence, its mark remains as an act of resistance to the politics of 
oblivion” (Said Dokins Contemporary Artist, n.d.: para. 5).  Here, it can be 
claimed that except for reference to the palimpsests of the medieval 
times with the materials selected and the technical details that it was 
implemented with the idea of overlapping writings, a montage of 
heterogeneous fragments seems to refer to chronologies that artist 
to put attention the concept of history, memory, and death as can be 
observed in previous calligraphy works and interpretations of Dokins. 

Hence, it can be stated that, through combining the traditional aspect 
of western calligraphy, including pre-phonetic writing that makes us 
consider the marks, signs apart from the writing systems and their 
elements, Dokins develops his unique style and perspective. Apart from 
ƀŅĴ̹ ňşǭƄĴşĪĴŹ̹ŦĿ̹ƀŅĴ̹ƙĴŹƀĴŵş̹ƀŵĜİňƀňŦş̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹
ƀŅĜƀ̹ ƀŅĴ̹ ŀĴşĴŵĜŘ̹ ĪŦşĪĴŲƀ̹ ŦĿ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňşǭƄĴşĪĴŹ̹ ŅňŹ̹
practices with the consideration of the word that is seen as an image. He 
embraces the multiple possibilities that can be established through the 
relationship between context and history. He considers contemporary 
ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ Ĝ̹ ĪƄŘƀƄŵĜŘ̹ ŲŵĜĪƀňĪĴ̹ ƀŅĜƀ̹ ŵĴǭĴĪƀŹ̹ ƀŅĴ̹ ƀŵĜĪĴ̹ ŦĿ̹ ŅňŹƀŦŵƟ̹ Ĝşİ̹
can be employed as an element that conveys political interpretation. As 
Dokins, another calligrapher Denis Brown is worth mentioning here 
with his various traditional references and a wide variety of applications 
ƀŅĜƀ̹ňŘŘƄŹƀŵĜƀĴ̹ƘĜŵňŦƄŹ̹ŹňŞňŘĜŵ̹Ĝşİ̹İňǣĴŵĴşƀ̹ĜƀƀňƀƄİĴŹ̹ƀŅĜƀ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ŲŵŦƘňİĴŹ̹ ĜŹ̹ ŲŦŹŹňĩňŘňƀňĴŹ̹ ƀŦ̹ ňşƀĴŵŲŵĴƀ˫̹ ,ƀ̹ ƙňŘŘ̹ ĩĴ̹ ŹňŀşňǬĪĜşƀ̹
to observe Brown’s understanding and noteworthy statements and 
discussions in the realm of contemporary calligraphy.

6.8. Denis Brown

In this part, Denis Brown will be talked through his calligraphic 
works because of his clear references to history, as in the case of 
Meulman; also his postmodern attitude in contemporary calligraphy 
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ƙňƀŅ̹ ĴŞŲŘŦƟňşŀ̹ ƀŅĴ̹ ƘĜŵňŦƄŹ̹ŞĜƀĴŵňĜŘŹ̹ ĴŞŲŘŦƟĴİ̹ Ĝşİ̹ İňǣĴŵĴşƀŘƟ̹ ƄŹĴİ̹
like Picasso, Braque, Duchamp or Schwitters, who used the industrial 
materials produced for other purposes in an artistic context. It is known 
that they used mass-produced objects such as newspapers, straws, and 
ŘňşŦŘĴƄŞ̹ ňş̹ ƀŅĴňŵ̹ǬŵŹƀ̹ ĪŦŘŘĜŀĴ̹ ĴƞŲĴŵňŞĴşƀŹ˫̹bŅĴŹĴ̹ ŵĴĜİƟ̐ŞĜİĴ̹ŦĩœĴĪƀŹ̹
are taken out of their context and used in the context of art. In this 
sense, the approaches of these artists can be described as revolutionary 
approaches. They used these products as part of the composition 
ňş̹ ƀŅĴňŵ̹ ŲĜňşƀňşŀŹ̹ ˾xŉŘŞĜƥ˦̹ ʇʅʆʈ˿˫̹ �ŵŦƙş̝Ź̹ ƄŹĜŀĴ̹ ŦĿ̹ ŞĜŹŹ̐ŲŵŦİƄĪĴİ̹
objects, such as wire, and copper-based metal leaf, can be assessed as 
collage work worth mentioning here. Furthermore, his polyrhythmic 
calligraphy experiences that refer to his italic hand interpretation that 
ŅĴŵĜŘİŹ̹ƘĜŵňŦƄŹ̹ ŵŅƟƀŅŞňĪ̹ŞŦƘĴŹ̹İňǣĴŵ̹ ĿŵŦŞ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş̹ ̐ŞĴşƀňŦşĴİ̹
ňş̹ƀŅĴ̹ĿŦŘŘŦƙňşŀ̹ŲĜŀĴŹ̹̐ňŘŘƄŹƀŵĜƀĴ̹ƀŅĴ̹İňǣĴŵĴşƀ̹ĜƀƀňƀƄİĴ̹ĿŵŦŞ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹
basic features of traditional calligraphy, which was grounded on the 
same rhythmic repetition within the letter and the Word. Lastly, his 
ĜĩŹƀŵĜĪƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪŦşĪĴŲƀ̹ ƀŅĜƀ̹ ŅĴ̹ ŲĴŵĿŦŵŞĴİ̹ Ĝşİ̹ ǬŘŞĴİ̹ ĜŹ̹ ĜĪƀňŦş̹
will reveal the other possible creation that contemporary tendencies 
led the calligraphers to experiment with. Hence, in this part, examining 
ƀŅĴ̹ƙŦŵŖŹ̹ŦĿ̹�ŵŦƙş̹ƙňŘŘ̹ŲŵŦƘňİĴ̹ƘĜŵňŦƄŹ̹ŹňŀşňǬĪĜşƀ̹ňşŲƄƀŹ̹ƀŦ̹ĿŵĜŞĴ̹ƀŅĴ̹
scale of contemporary attitudes within the realm of calligraphy.

Denis Brown (b. 1968, Ireland) is one of the contemporary calligraphers 
inspired by the medieval manuscript, particularly the Book of Kells 
(circa 800 A.D.), a well-known manuscript written in Ireland at Kells 
in the Irish monastery on the west coast of Scotland written by Uncial 
majuscule and Half-Uncial with quill pens -mentioned in Chapter III. 

Fig. 55 illustrates the time Brown used a quill pen and practiced the 
ŅňŹƀŦŵňĪĜŘ̹ŹĪŵňŲƀ̹Ĝƀ̹ŅňŹ̹ǬĿƀĴĴş̹ƟĴĜŵŹ̹ŦŘİ̹ƙŅňŘĴ̹İĴŞŦşŹƀŵĜƀňşŀ̹ĪĜŘŘňŀŵĜŲŅƟ̹
at Roscrea Heritage Centre, County Tipperary, Ireland, probably 
copying the page’s ancient texts and illuminations. 

Fig. 55. Dennis Brown, 1983, 
Source: Brown, (2017: 4).
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Part of his training as an apprentice scribe helps apprehend the form, 
the letter’s construction, the overall composition of the page written 
conventionally, and the nature of practicing the tradition in the realm 
of ancient Western writing systems. It is assumed as a must for the 
calligrapher to practice the ancient scripts, to learn the tools and 
materials, and also the techniques, whether later on, they prefer to 
continue practicing traditional, modern, or contemporary calligraphy. 
It is indispensable to learn the fundamentals of tradition that will help 
to understand the letter construction and how the styles evolved and 
transformed. As mentioned in Chapter III, this information will provide 
critical input for even today’s typographers. 

Brown studies the historical models and exact forms of letters in a 
ƀŵĜİňƀňŦşĜŘ̹ŹĴşŹĴ˫̹[ŘňŀŅƀŘƟ̹ŵĴǭĴĪƀňşŀ̹ŲĴŵŹŦşĜŘ̹ňşƀĴŵŲŵĴƀĜƀňŦşŹ̹ŦĿ̹ƘĜŵňŦƄŹ̹
scripts, such as italic hand, and exploring the contemporary calligraphy 
with a more dynamic balance, learning intricacies of contrast in layout 
and design, and he generates his motto as being free, which is generally 
not regarded as a term that refers to or used in a traditional sense. 

As for myself, I participated in various courses and workshops on 
traditional calligraphy to learn the fundamentals of traditional 
western calligraphy mentioned in Appendix A, which gives the vision 
to appreciate and interpret, also blended with the personal experiences 
that will be revealed through original works of calligraphers. Hence, 
it can be claimed that there is a tangible link between the past and 
present due to the accumulated nature of the calligraphy. 

One of the examples of his earlier work that is inspired by ancient 
manuscripts is illustrated in Fig. 56-58, The Great Book of Ireland, 
ŅňŹ̹ ǬŵŹƀ̹ ĩňŀ̹ ĪŦŞŞňŹŹňŦş̹ ŞĜşƄŹĪŵňŲƀ̹ ŲŵŦœĴĪƀ˦̹ ŹƀƄİňĴİ̹ ĩĴƀƙĴĴş̹ ʆʎʍʎ̹
and 1991 as a large volume of 250 pages with contributions by 121 
artists, 143 poets, and nine composers. It has a concept that combines 
handwritten text by its authors, accompanied by paintings and 
drawings contributed by visual artists. Poetry is one of the elements 
that Brown combines, as in the cases of Meulman and Ingmire -which 
will be mentioned in part “6.11. Thomas Ingmire” occasionally employs 
poems as a trigger point that reveals itself through visual calligraphic 
compositions (Brown, 2017).

As Brown (2017) states, The Great Book of Ireland was created due to the 
ňİĴĜ̹ŦĿ̹ŲĜňşƀĴŵ̹$ĴşĴ̹;ĜŞĩĴŵƀ̹˾ʆʎʇʆ̐ʇʅʅʅ˿˦̹ƙŅŦ̹ĪŦŘŘĜĩŦŵĜƀĴİ̹ƙňƀŅ̹,ŵňŹŅ̹
poet, writer, and lecturer Theo Dorgan, to make a contemporary version 
of the Book of Kells, which is mentioned in Chapter III. As a creation 
ŲŵŦĪĴŹŹ˦̹ƀŅĴ̹ǬŵŹƀ̹ŹƀĜŀĴ̹ƙĜŹ̹Ĝ̹ŲŦĴŞ̹ƙŵňƀƀĴş̹ĩƟ̹ŅĜşİ̹Ŧş̹ĴĜĪŅ̹ŞĜşƄŹĪŵňŲƀ̹
page and then created a visual response on the facing page. It can be 
stated that calligraphy would be incorporated with this concept at the 
heart of this project (Brown, 2017).

As a calligrapher, the only person working on every page of the project 
of The Great Book of Ireland, Brown employs calligraphy with a more 
challenging role that provides unifying visual and verbal elements 
helping artwork and handwritten poems. Each double-page spread 
could sit together as a one-piece composition. Making handwriting and 
drawings appear on the pages as organic extensions of contemporary 
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calligraphy seems the dominant feature of the pages. It can be stated 
that the calligraphic interpretation of the written word seems to take a 
compositional role.

In Fig. 56, the book’s title is written in majuscule letters based on Roman 
capitals mentioned in Chapter III. The expanding strokes of the letter “E,” 
“K,” and “A” are also the initial strokes of a nib, which creates a sort of 
serif that gives the title a more elaborated look, and reveals the attitude 
of the calligrapher. The elaborated details, such as small touches of the 
şňĩ˦̹ŹĴĴŞ̹ŘňŖĴ̹İňĜŞŦşİ̹ŹŅĜŲĴŹ̹ƀŅĜƀ̹ĩĴŘŦşŀ̹ƀŦ̹ƀŅĴ̹$ŦƀŅňĪ̹ƙŵňƀňşŀ̹ŹƀƟŘĴ˫

Fig. 56. The title page of 
The Great Book of Ireland, 
Calligrapher: Denis Brown, 
Poet: Seamus Heaney with 
his poem called The Scribe, 
51x36x11cm, Source: Brown, 
(2017: 16-17).

In Fig. 57, the facing pages are composed as a unit composition 
dominated by Brown’s italic interpretation. His style is based on 
ƀŅĴ̹ ňƀĜŘňĪ̹ ŹĪŵňŲƀ̝Ź̹ ŵŅƟƀŅŞ̹ ǭŦƙ˦̹ ĴƞĜŞňşĴİ̹ ňş̹ ƀŅĴ̹ ĿŦŘŘŦƙňşŀ̹ ŲĜŀĴŹ˫̹ bŅĴ̹
handwritten poem that supports the overall composition as text units 
ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ˫̹bŅĴ̹ŅňŀŅŘňŀŅƀĴİ̹ŹƀĜƀĴŞĴşƀŹ̹ňş̹�ŵŦƙş̝Ź̹ŵŅƟƀŅŞňĪ̹ǭŦƙŹ̹
seem to support Madden’s painted leaves of various sizes but are still 
readable and keep the main letterforms that help recognize and read 
the text that is written by Brown.

Fig. 57. Folio 49, Calligraphy: 
Denis Brown, Poet: Anthony 
Cronin, Visual Artist: Anne 
Madden who painted leaves 
on the page of the manuscript, 
Source: Brown, (2017: 18).
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In Fig. 58, the facing pages are once again planned as a unit composition, 
dominated by the text written by Brown himself. 

Fig. 58. Folio 108, Source: 
Brown, (2017: 18).

)ňŹ̹ňƀĜŘňĪ̹ŹĪŵňŲƀ̝Ź̹ŵŅƟƀŅŞ̹ǭŦƙ̹ňŹ̹ŘŦĪĜƀĴİ̹ňş̹ƀŅĴ̹ŞňİİŘĴ̹ŦĿ̹ƀŅĴ̹ĪŦŞŲŦŹňƀňŦş̹
with a more condensed form. The highlighted text is written repeatedly 
with various color combinations, which creates a woven appearance 
and causes unreadable text; even the letters are recognizable. On the 
left-hand page, while the text is written relatively clean, the right-hand 
page is more complicated and challenging in terms of legibility. Brown 
wrote the left-hand page with his highly aggressive and wild italic 
version of the calligraphic style; poet Miroslav Holub wrote the poem on 
ƀŅĴ̹ ŘĴĿƀ̐ŅĜşİ̹ŲĜŀĴ̹ƙňƀŅ̹ŅňŹ̹Źƀňǣ̹ŅĜşİƙŵňƀňşŀ̹şĴƞƀ̹ ƀŦ̹ ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŦĿ̹
Brown, and artist Pat Murphy wrote the poem on the right-hand page 
with his quite the opposite style of handwriting. This preference for 
a combination of the composition may refer to the collective work of 
manuscripts that were often written by various scribes and illustrated by 
illustrators. Furthermore, as mentioned in Chapter III, the Book of Kells 
is a noteworthy manuscript consisting of Irish illuminated initials, Celtic 
knot, interlace, and page decorations that spread on the parchment. 
It is lavishly decorated and ranks among the world’s most excellent 
illuminated manuscripts without using gold or silver. 

Hence, what can be observed with this collaboration work is the written 
words as images on the pages; while being complementary to the poems, 
it seems to liken to a lavishly decorated form of the Book of Kells’ pages, 
ňş̹ ƙŅňĪŅ̹ ƘĜŵňŦƄŹ̹ İĴĪŦŵĜƀňŦşŹ̹ Ĝşİ̹ ǬŀƄŵĴŹ̹ ĜĪĪŦŞŲĜşňĴİ̹ ƀŦ̹ ƀŅĴ̹ ƀĴƞƀ˦̹
furthermore, within the letter itself, it is possible to observed treatment 
ĜŹ̹ Ĝş̹ ňŞĜŀĴ˦̹ ƀŅĜƀ̹ ĜŘŹŦ̹ ŵĴŞňşİŹ̹ ƀŅĴ̹ ŞŦƀƀŦ̹ ŦĿ̹ AĴƄŘŞĜş̹ ŵĴǭĴĪƀĴİ̹ ŅňŹ̹
work and caused to call himself a painter. The actual Book of Kells, as 
mentioned above, is a result of master craftsmanship produced by a 
monk community in a traditional sense of manuscript production. All 
scribes would have been educated due to similar educational processes 
and a highly similar vision of the work. However, for The Great Book of 
Ireland, artists, poets, and a calligrapher worked independently with 
ƘĜŵňŦƄŹ̹ŞĜƀĴŵňĜŘŹ˫̹ [ňşĪĴ̹ ŅĜƘňşŀ̹ Ĝ̹ İňǣĴŵĴşƀ̹ ŲĴŵňŦİ̹ ŹƀƄİƟ̹ ƀŅĜƀ̹ ŹŲĴşƀ̹ Ŧş̹
pages, using inconsistent vellum type and quality cause not focusing 
on the craftsmanship enough as Brown himself states and he assesses 



471

The Great Book of Ireland as a “sketch” book in the best sense of the term 
(Brown, 2017: 25). 

What is noteworthy is that Brown intends to explore more dynamic 
compositions partly inspired by his training as a novice. Beyond the 
traditional sense, it can be claimed that he is in the quest for developing 
artistic approaches that stray from the conventional method and 
ŲŵĜĪƀňĪĴŹ̹ŦĿ̹ƀŵĜİňƀňŦş˫̹)ŦƙĴƘĴŵ˦̹ŅĴ̹ŹƀňŘŘ̹ĪĜŵŵňĴŹ̹ƀŅĴ̹ƀŵĜĪĴŹ̹ƀŅĜƀ̹ŵĴǭĴĪƀĴİ̹
the works of Brown, whether as a context or as a form inherited from 
the medieval time, because his actual style is developed based on the 
italic hand that is served as a functional entity that is often legible, 
hence its mission is to convey the meaning of the poem, or the text. 
The way he executes his hand also supports the formulation of his 
hand. While creating his own style, he pushes the limits of traditional 
syntax and text writing in a dynamic form that structurally supports 
his construction and analysis. The formal analysis of his italic hand will 
be discussed in the following pages of this part. As mentioned before, 
almost in every case of calligraphy practitioner, Brown, after studying 
ŞĜşƄŹĪŵňŲƀŹ˦̹ǬŵŹƀ̹ŹŖĴƀĪŅňşŀ̹İĴƀĜňŘŹ˦̹Ĝşİ̹ƀŅĴş̹İŵĜƙňşŀ̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ĿŦŵŞ̹
of the entire volume, created a series that enlarged his representation 
of the perception of a manuscript in a contemporary manner. 
Emulating historic insular styles, it is evident that Brown tends to see 
beyond rather than using it in a historical and functional sense.

Another noteworthy project of Brown is the Ancient Codex series 
(Fig. 59-60), also called Kells Burning, which is assessed as “a greatly 
enlarged representation of the Book of Kells with darkened pages being 
ĪŦşŹƄŞĴİ̹ĩƟ̹ǭĜŞĴŹ̹İĴŲňĪƀňşŀ̹ňş̹ƀĴƞƀƄŵĜŘ̹ŀňŘİňşŀ̛̹˾�ŵŦƙş˦̹ʇʅʆʌ˥̹ʈʊ˿˫̹

Fig. 59. Phoenix (From Ancient 
Codex Series), 1992, Source: 
Brown, (2017: 38).
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With the claim of searching for more profound than the decorative 
pages as in the Book of Kells, he seems to emulate insular historical style 
with his individual interpretation underlined as he dissociates from 
religion by gradually deviating from the Catholic practice on which he 
had been raised. 

In Kells Burning, his symbolic appreciation of the Book of Kells through 
burning the vellum is explained as an attempt to purge both himself 
and the religion and free the artistic and sacred spirit. Brown criticizes 
the religion’s dogmas, the Book of Kells’ preciousness of the craft 
practice, and its intricate and delicate details. 

The Irish style was practiced on the calfskin vellum burned; the paint 
was splashed on the page, and the copper wire was wrapped as the last 
touch. He creates the Codex series pages by laying the pages outdoors, 
throwing buckets of water, and splashing paint on them, just before 
and after writing (Fig. 60). 

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE

Fig. 60. Fragments from the 
video of 2017 version of Phoenix 
that illustrates the steps of the 
production of the work, Source: 
Brown’s Quill Skill Website, 
quillskill.com/trad, 
access: 13.06.2018.
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VI. CURRENT PRACTICES IN REALM OF WESTERN CALLIGRAPHY

In his work, Phoenix (Fig. 59 and 60), Brown continues his experiment with 
various processes, including burning the precious vellum and employing 
İňǣĴŵĴşƀ̹ŞĜƀĴŵňĜŘŹ̹ ƀŦ̹ŞĜŖĴ̹ Ĝ̹ ĪŦŞŲŦŹňƀňŦş̹ ƀŅĜƀ̹ ŲŵŦƘňİĴŹ̹ ƀŅĴ̹ƙŦŵŖ̹ƙňƀŅ̹
a physical dimension. After writing the text in insular styles on ancient 
ŲĜŀĴŹ̹ŞĜİĴ̹ĿŵŦŞ̹ŹƀňŘŘĩŦŵş̹ĪĜŘƘĴŹ̝̹ǭĴƞňĩŘĴ̹ŹŖňşŹ˦̹ŅĴ̹İŵĴƙ̹Ĝşİ̹ŲĜňşƀĴİ̹ŹŦŞĴ̹
decorated initials, as seen in the Book of Kells˫̹rňƀŅ̹ƀŅĴ̹ǬŵĴ̹ŦĿ̹ƀŅĴ̹ŘňŀŅƀĴŵ˦̹
ƀŅĴ̹ƘĴŘŘƄŞ̝Ź̹ƀŵĜşŹĿŦŵŞĜƀňŦş̹ŹƀĜŵƀŹ̹ƀŦ̹ĜŲŲĴĜŵ˦̹ƙŅňĪŅ̹ƀƄŵşŹ̹ƀŅĴ̹ǭĜƀ̹ŲĜŀĴ̹ňşƀŦ̹
a third dimension on which the straight lines of text turn into undulated 
text and become unreadable. Attaching the electric wires and making 
splashes of paint on the sheet make the ancient page look as if it contains 
lively energy that reminds the splashes of the western abstract artists such 
as Tobey or Motherwell -also often used by contemporary calligraphers 
that are mentioned in this Chapter. It transforms the conventional 
appearance into a more gestural plastic form.

During the process, it seems that Brown also heralds the experiment 
with the material physically by the interventions of sunlight and water 
directly (Brown, 2017). His attitude here is also likened to the act of 
abstract expressionists, particularly in action painting that is assumed 
the canvas as a scene recorded of the artist’s acts. Brown seems to create 
Ĝ̹İŵĜŞĜƀňĪ̹ŹĪĴşĴ̹ĩƟ̹ĴŞŲŘŦƟňşŀ̹İňǣĴŵĴşƀ̹ŞĜƀĴŵňĜŘŹ̹Ĝşİ̹ƄŹňşŀ̹ƀŅĴŞ̹ĜŹ̹Ĝ̹
ĪŦŘŘĜŀĴ̹ ƀŦ̹ ŵĴǭĴĪƀ̹ŅňŹ̹ ĪŦşƀĴƞƀƄĜŘ̹ Ĝşİ̹ ĴŞŦƀňŦşĜŘ̹ŞŦŦİ˫̹bŅňŹ̹ ňŹ̹ ƀŅĴ̹ ňŹŹƄĴ̹
that is mentioned earlier in terms of employing the mass-produced 
products as complimentary units of the composition that related to the 
artists such as Picasso, Braque, and Duchamp. There is order and chaos 
in the same work, which started as a two-dimensional but then turned 
into a thrid dimensional piece with crumpling of the written piece for the 
sake of conveying the tension and emotion as a concept. 

A similar attitude can be observed in Unclean Page̹˾#ňŀ˫̹ʋʆ˿˦̹ǬŵŹƀ̹ĪŵĴĜƀĴİ̹
in 1993 and augmented in 2017. 

Fig. 61. Unclean Page, 1993, 
augmented 2017, Source: 
Brown’s Quill Skill Website, 
quillskill.com/film.html, 
access: 13.06.2018.



474

�ƀ̹ǬŵŹƀ glance, the most noticeable part is the vellum, prepared as if 
it has wounds on some parts. This somehow creates a disturbing 
appearance that emphasizes the type of material Brown uses -a skin 
with a perception of being a living part rather than a dead tissue. As if 
the vellum is infected, its wounds interrupt the text, creating tension 
for staring eyes. The details can be observed in Fig. 62, the holes created 
by burning the skin and various tissue scar-like appearances created 
with various materials imitating the wounded skin. 

Fig. 62. Details from Fig. 61, 
1993, augmented 2017, 
Source: Brown’s Quill Skill 
Website, quillskill.com/trad, 
access: 13.06.2018.

It is evident that Brown’s primary concern is not beauty in a traditional 
sense, nor to be read and convey meaning through the written 
materials. Instead, the crucial point is to convey the thoughts and 
feelings of the calligrapher through various mixed techniques in an 
eclectic manner. Furthermore, Brown juxtaposes two kinds of writing 
here; one is an insular style that is mentioned in part “3.5.6. Insular 
Majuscule (Insular Half-Uncial)” of Chapter III, written with an almost 
ŹňŞňŘĜŵ̹ĪŦŘŦŵ̹ƀŦ̹ƀŅĴ̹ƘĴŘŘƄŞ˰̹ĜŘŹŦ˦̹ňƀ̹ŹĴĴŞŹ̹ĜŹ̹ňĿ̹�ŵŦƙş̹ǬŵŹƀ̹ƙŵŦƀĴ̹ƀŅĴ̹ƀĴƞƀ̹
and then erased it (Fig. 63), but the traces of the written text remain. 

Fig. 63. Detail fragment 
from Fig. 61. 

The other writing seems just scribbling written closer to the wounds 
in red to support the idea of the wound. Contrary to the Book of Kells, 
ƀŅĴŵĴ̹ ňŹ̹ şŦ̹ İĴĪŦŵĜƀňŦş̹ Ŧŵ̹ ǭŦƄŵňŹŅňşŀ̹ ƙňƀŅňş̹ ƀŅĴ̹ ŹĪŵňŲƀ̹ ňş̹ ƀŅĴ̹ ƀĴƞƀ̹
ŅĴŵĴ˫̹ bŅĴ̹ ƘňŹƄĜŘ̹ ňşƀĴŵŲŵĴƀĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ŦƘĴŵĜŘŘ̹ ĪŦŞŲŦŹňƀňŦş̹ ŵĴǭĴĪƀŹ̹
Brown’s appreciation of the idea of calligraphy not just by creating 
his own writing style but also as a concept; whole entities, including 
materials and techniques, are included, and every level is evidently 
reconceptualized for the sake of contemporary attitude of Brown which 
he reveals in his statements: 

As I was developing my artistic direction, I wondered if the calligrapher might sometimes 
take the creative lead; not to uphold the original semantic, nor to merely interpret, but 
to actively engage with the meaning projected. The traditional calligrapher’s approach in 
presenting a text is akin to when an interviewer respectfully allows a renowned guest 
to present their point of view unchallenged. However, a more dynamic interview may 
possibly arise when the conversation is directed to provoke the guest to interactively 
respond. (Brown, 2017: 50)
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It is evident that Brown interrogates the traditional perception of 
ƀŅĴ̹ ŞĴİňĴƘĜŘ̹ ŹĪŵňĩĴ˦̹ ƙŅŦ̹ ƙĜŹ̹ şŦƀ̹ ŹƄŲŲŦŹĴİ̹ ƀŦ̹ ŵĴǭĴĪƀ̹ ŅňŹ̹ ŲĴŵŹŦşĜŘ̹
interpretation on the pages of the manuscripts nor the creativity 
beyond the semantic meaning of the text, which was the dominant 
ǬŀƄŵĴ̹ŦĿ̹ ƀŅĜƀ̹ ƀňŞĴ˫̹HşĴ̹ŦĿ̹�ŵŦƙş̝Ź̹ ňşňƀňĜŘ̹ ĴǣŦŵƀŹ̹ƙňƀŅ̹ŅňŹ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
is to surpass it and create a controversial meaning by provoking 
thoughts. Considering his concentrated concepts, he seems to employ 
calligraphy here as a bench. Not the calligraphy itself but the idea 
behind the tradition’s overall concept is mostly criticized here. As he 
states, he has four primary reasons for taking a provocative approach:

First: Art I was inspired by at the time was often controversial and I found that aspect 
stimulating and engaging. Second: I was tired of people admiring calligraphy without 
caring to read the text and I aimed to inconvenience that shallowness. Third: I had been 
made aware by my work on The Great Book of Ireland of the modernist didactic that art 
must be autonomous. Thus it must not follow or illustrate ideas already implicit in a text. 
I sought to be proactive with the meanings projected. Fourth: Investigate curiosity in 
Ǭşİňşŀ̹ƀŅĴ̹ŹƀŵĜşŀĴ̹;ĴƘňƀňĪƄŹ̹ƀĴƞƀŹ˦̹ĪŦŞĩňşĴİ̹ƙňƀŅ̹ŞƟ̹ňŞŲňŹŅ̹ŹĴşŹňĩňŘňƀƟ˦̹ĜŘŹŦ̹ĪĜƄŹĴİ̹ŞĴ̹
to engage with a provocative approach. (Brown, 2017: 55)

�Ź̹ ŞĴşƀňŦşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ ,,˦̹ ƙŅňŘĴ̹ İňŹĪƄŹŹňşŀ̹ ƀŅĴ̹ İĴǬşňƀňŦş̹ Ĝşİ̹
description of the term calligraphy, it is stated that Brown also criticized 
the conventional perception of the West that refers to beautiful writing. 
He refuses it due to limiting calligraphy by conventional notions of 
beauty or writing and common tendencies that assess calligraphy as 
ŹƄŲĴŵǬĪňĜŘ̹ ĩĴĜƄƀƟ˫̹ ,ş̹ ƀŅňŹ̹ ŲĴŵŹŲĴĪƀňƘĴ˦̹ �ŵŦƙş̹ ˾ʇʅʆʌ˿̹ ĪŵňƀňĪňƥĴİ̹ ĪŅƄŵĪŅ̹
dogmas, which reminds the monastic culture of the early Middle Ages 
and the Rule of Benedict that framed the monastic life, including the 
ĪŵĜĿƀŹŞĴş̹ ŹĪŵňĩĴ̹ ƙŅŦ̹ ƙĜŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ Ĝ̹ ŹĴŵƘĜşƀ̹ ŦĿ̹ $Ŧİ˦̹ ŅĴşĪĴ̹ ƙĜŹ̹
supposed to execute his craft with humility, means without personal 
interpretation as mentioned in Chapters II and III. Brown started and 
ŵĴǭĴĪƀĴİ̹ƀŅňŹ̹ĜƀƀňƀƄİĴ̹ňş̹ŅňŹ̹ŲŵĜĪƀňĪĴŹ˦̹ŹƄĪŅ̹ĜŹ̹ŅňŹ̹ƘĴŘŘƄŞ̹ŲĜŀĴŹ̹ƙŅĴŵĴ̹
the skin is riddled with sores, and the writing started to appear more 
ŘňŖĴ̹ ŀŵĜǤƀň̹ ŹĪŵňĩĩŘňşŀŹ̹ ƀŅĜƀ̹ ĪĜş̹ ĩĴ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ĪŘŦŹĴŵ̹ ƀŦ̹ ƀŅĴ̹ ĜŹĴŞňĪ̹
writing practicing, at least behind the idea as he mentioned above 
through the statement “…admiring calligraphy without caring to read 
the text…” (Brown, 2017: 55).

Fig. 64 illustrates the game called Pac-Man˦̹ƙŅňĪŅ̹ ŅĴĜƘňŘƟ̹ ňşǭƄĴşĪĴİ̹
Brown’s childhood memory. 

Fig. 64. A screenshot from 
the videogame Pac-Man, 
Source: The Pac-Man Webside, 
thepcmanwebsite.com/media/
pacman_flash/, 
access: 18.06.2018.
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It is an arcade video game created by Japanese video game designer 
bŦŵƄ̹,ƙĜƀĜşň̹Ĝşİ̹ǬŵŹƀ̹ŵĴŘĴĜŹĴİ̹ňş̹ʆʎʍʅ˫̹,ƀ̹ŹĴĴŞŹ̹ŅňŹ̹ĴĜŵŘƟ̹ĪŦşƘĴşƀňŦşĜŘ̹
training in calligraphy, spending a considerable amount of time with 
the Book of Kells and the Old Library in Trinity College with various 
manuscripts that he could examine; on the other hand, spending time 
with schoolboy activities, particularly in the 1980s video games found 
common ground to meet. As can be observed, Pac-Man is a yellow 
mouth head character, supposed to eat all fruits in the meantime has 
to escape from the other characters, which are illustrated with various 
colors with big eyes. In other words, the character of the game is the 
hunter, at the same time can be a hunt.

As Brown states, he establishes the various similarities between the 
graphics of this video game and insular manuscript decoration, such as 
the two-dimensional vectorial illustrations both have. Furthermore, as 
mentioned in part “6.5. Niels “Shoe” Meulman,” his one inspiration comes 
from the story of a cat, Pangur Pan, who is trying to hunt the mouse 
while his owner, a scribe, copies the text. Meulman establishes the link 
ĩĴƀƙĴĴş̹ŅňŞŹĴŘĿ̹ĜŹ̹Ĝ̹ŀŵĜǤƀň̹ƙŵňƀĴŵ̹ŅƄşƀňşŀ̹ƀŅĴ̹ƙŦŵİŹ̹Ĝƀ̹şňŀŅƀ̹Ĝşİ̹ƀŅĴ̹
cat hunting the mouse. The link that Brown establishes here seems to 
take similarities with this concept between the scribe and the pac-man.

The visual similarities through being two-dimensional can be observed 
ƀŅŵŦƄŀŅ̹ƀŅĴ̹ĴŘĜĩŦŵĜƀĴİ̹ňşňƀňĜŘ̹ŦĿ̹[ƀ˫̹7ŦŅş̝Ź̹$ŦŹŲĴŘ̹ŦĿ̹ƀŅĴ̹ĴňŀŅƀŅ̹ĪĴşƀƄŵƟ̹
in Fig. 65. It is a highly elaborated initial. The thick stems of the “I” and 
ŘĴĿƀ̐ŅĜşİ̹ƄŲŵňŀŅƀ̹ ŦĿ̹ ƀŅĴ̹ ̚B̛̹ ĜŵĴ̹İňƘňİĴİ̹ĩƟ̹ Ĝ̹ŅŦŘŘŦƙ̹ǬŘŘĴİ̹ƙňƀŅ̹ƙŅňƀĴ̹
dots on a black ground with a thin white border, also terminating with 
the head of the bird. Furthermore, between the two bars of the N, there 
is a mosaic-like maze pattern in black with white and colored borders 
liken to a pathway in the Pac-Man video whose paths look like a mosaic 
labyrinth adorned with points to eat (Davis, 1997).

Fig. 65. The begining of St. 
John’s Gospel, The Book of 
Dimma, 8th century, Trinity 
College, Dublin, Source: 
Davis, (1997: 35).
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Hence, it can be understood how Brown has connected the graphics 
of the iconic Pac-Man video game with insular manuscript decoration. 
�ŦƀŅ̹ ĜŵĴ̹ǭĜƀ̹ Ĝşİ̹ ƀƙŦ̐İňŞĴşŹňŦşĜŘ˰̹ ĩŦƀŅ̹ŅĜƘĴ̹ ĿĴĜƀƄŵĴŹ̹ ŘňŖĴ̹ ŀĴŦŞĴƀŵňĪ̹
grids and patterns of dots, also little monsters crawling around the 
screen and pages. 

Brown’s interpretation started to appear in the year 2001 during 
his practices for the commission work with the souvenir store that 
accompanied the Book of Kells exhibition—designing a poster with the 
text of an ancient Irish poem Pangur Bán, which is also mentioned in 
previous pages while observing Meulman’s practices. 

In Fig. 66, while the scribe is writing his text, two cats are illustrated 
as the one is looking at the scribe, and the other is looking at the 
mouse climbing to the chairs. Another cat is illustrated in front of the 
computer playing Pac-Man with the mouse in his hand, also surrounded 
by the statement in Latin “in principio erat verbum,” translated as “in 
the beginning was the Word (Logos).” Brown writes the poem in his 
very personal style, attempting to create a hybrid form incorporating 
Insular minuscule and his italic style. The page contains many layers of 
paint that make the appearance ancient with the solid color used. It can 
ĜŘŹŦ̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ňş̹ƀŅĴ̹ƀŵĜşŹŲĜŵĴşƀ̹ŘĜƟĴŵ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ǭŦƄŵňŹŅĴŹ̹
employed as components of the overall compositions.

Fig. 66. Pangur Bán and 
details, 2001, Source: Brown, 
(2017: 190).

“I and Pangur Ban, my cat,
Tis a like task we are at;
Hunting mice is his delight,
Hunting words I sit all night” 
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In his 2015 version of the Pac-Man and the Book of Kells interpretation, 
he produced a full-facing page entitled Pac-Man Gospel (Fig. 67). The 
surface’s overall background is similar to the earlier version with the 
application of the silver and gold leaves and the coloring of the page 
that has a resemblance to the old page’s appearance with degradation. 
On the left-hand page, the Pac-Man screen is illustrated. On the same 
page, a marginal note is written by him as “In principio erat verbum, et 
tunc venit Pac-Man,” which can be translated as “In the beginning was 
the Word, but then came Pac-Man” (Fig. 68). It is written in a stylized 
italic style that belongs to Brown, mentioned in the following pages. 
The left-hand page is written by Insular majuscule (Fig. 69).

Fig. 68. Detail extracted 
from Fig. 67. 

“In principio erat verbum, et 
tunc venit Pac-Man” (In the 
beginning was the Word, but 
then came Pac-Man).

Fig. 69. Detail extracted 
from Fig. 67 (the right-hand 
page of Pac-Man Gospel), 2015.

Fig. 67. Pac-Man Gospel, 2015, 
Source: Brown, (2017: 194-195).



479

Brown produced a poster that he reconsidered the same theme in 
2016, called Turning Darkness into Light (Fig. 70), as Meulman also was 
inspired by and created a work with the same title (Fig. 31) mentioned 
in part “6.5. Niels “Shoe” Meulman.” The concept of light was also 
mentioned before in Chapter III, dedicated to the tradition of western 
calligraphy, how it is apprehended in the Middle Ages, and how it refers 
to both physical and metaphorical meaning of light that the scribe 
illuminates the page of the manuscript with his writing illumination. 

Fig. 70. Turning Darkness into 
Light and details, 2016, Source: 
Brown, (2017: 193).

“Practice every day has made,
pangur perfect in his trade,
I get wisdom, day and night
turning darkness in to light.”

With Meulman and Brown, it is evident that the concept of the 
historical illuminations, the scribes, and their struggle with the 
ĪňŵĪƄŞŹƀĜşĪĴŹ̹ ňş̹ ƀŅĴňŵ̹ ƀňŞĴ̹ ŅĜƘĴ̹ ňşǭƄĴşĪĴİ̹ ƀŅĴŞ̹ ƙŅňŘĴ̹ ŲŵĜĪƀňĪňşŀ̹
contemporary attitudes. In the case of Meulman, while the power of the 
ƙŦŵİ̹ĜŹ̹#ňŀ˫̹ʈʆ˦̹ňŹ̹Ĝ̹İŦŞňşĜşƀ̹ǬŀƄŵĴ˦̹ƙŅňĪŅ̹ňŹ̹ŅňŀŅŘňŀŅƀĴİ̹ƙňƀŅ̹ŹňŘƘĴŵ̹Ŧŵ̹
gold paint, Brown seems to focus on the concept once again, which, in 
his case, is the resemblance of the visual depiction of illuminations that 
employed for the Book of Kells and the video game Pac-Man, not the text 
nor the writing style that employed.

In Fig. 70, the illustrations are pretty much the same as in the previous 
version of the poster (Fig. 66). The overall composition and the layout 
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have also remained. Here, Brown writes other verses of the same poem 
Pangur Ban with the same hybrid writing style of Insular script and his 
italic hand. For background, the Pac-Man is depicted with its overall 
screen of the play, including the yellow head, the dots he is supposed 
to eat, and the other characters trying to catch him. The letters “p” 
and “d” are written, referring to Pangur Ban’s initial. Silver and gold 
leaves seem to elaborate the pages and may refer to the illuminated 
manuscript and the light concept. Moreover, in detail, the scribe, cat, 
and mouse are illustrated in the same way as Celtic decorations.

This attitude reminds the gathering together the image of skyscrapers, 
ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ňŞŲŦŵƀĜşƀ̹ ŹňŘŅŦƄĴƀƀĴŹ̹ ŦĿ̹ ƀŅĴ̹ ĴŵĜ˦̹ƙňƀŅ̹ ňŞĜŀĴŹ̹ ĿŵŦŞ̹$ŵĴĴŖ̹
myth as in “Death of Adonis” painted by the Italian painter André 
�ƄŵĜş̹ ˾ĩ˫̹ ʆʎʉʌ˿̹ Ŧŵ̹ bŅĴ̹ BĴƙ̹ xŦŵŖ̹ �bΛb̹ ĩƄňŘİňşŀ̹ ŦĿ̹ ƀŅĴ̹ �ŞĴŵňĪĜş̹
architect Philip Johnson (1906- 2005). The building has a Chippendale10 
style crownless pediment placed on it and has the appearance of 
a grandfather clock. It has the appearance of a modern skyscraper 
with its general atmosphere, and Johnson gave the building the 
appearance of a witty postmodern building by placing a Chippendale-
style pediment on it, giving it the appearance of a pediment over old 
ĪƄĪŖŦŦ̹ĪŘŦĪŖŹ˫̹�ŦƀŅ̹ŹƀŵňŖňşŀŘƟ̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹ŲŦŹƀŞŦİĴŵş̹ĴŵĜ̹Ĝşİ̹ŦşĴ̹ŦĿ̹
the dominant feature of postmodernism, being eclectic and employing 
two things that could not be put together.

On the other hand, it is crucial to state that it may not necessarily be 
ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ŵĴǭĴĪƀňŦş̹ŦĿ̹ƀĴĪŅşŦŘŦŀƟ˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹ĪŦşŹňİĴŵňşŀ̹ƀŅĴ̹ƙŦŵŖŹ̹
examined here. It will be fair to evaluate it as Brown’s perception of the 
graphic similarity of the insular manuscript and 1980s arcade games. 

It may raise the question of whether technological developments can 
ĩĴ̹ ĪŦşŹňİĴŵĴİ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŹňŀşňǬĪĜşƀ̹ ňşǭƄĴşĪĴŹ̹ ƀŅĜƀ̹ ŵĴǭĴĪƀ̹ Ĝşİ̹ ĴƘĴş̹
cause the shape of the contemporary interpretation of the Western 
calligraphers. However, as discussed in Chapter II, it is a matter of 
questioning the perception of western thinking in terms of calligraphy. 
Hence the interrogation of the contemporary calligraphers and the 
desire to experiment beyond the mindset of the west seem to associate 
with the interaction between the various dynamics. These interactions 
have been established with technological advances for sure, such as 
emerging the possibility to travel around the world, reaching the news 
and information quickly that refers to knowing the social and cultural 
ĿĴĜƀƄŵĴŹ̹ ŦĿ̹ ŦƀŅĴŵ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦşŹ˫̹)ĴşĪĴ̹ ƀŅĴ̹ ňşǭƄĴşĪĴŹ̹ ĩĴĪĜŞĴ̹
indispensable in various ways from each other. However, in the realm 
of calligraphy, under the light of the knowledge and accumulated 
İĜƀĜ˦̹ ňƀ̹ ňŹ̹ İĴĪňİĴİ̹ şŦƀ̹ ƀŦ̹ ĪŦşŹňİĴŵ̹ ƀĴĪŅşŦŘŦŀƟ̹ ĜŹ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ĴǣĴĪƀ̹
apart from printing mentioned in Chapter III. Technological advances 
provide the possibility to comprehensively reach the knowledge about 
ƀŅĴ̹ŵŦŦƀŹ˦̹ƙŅňĪŅ̹ňŹ̹ŞĴşƀňŦşĴİ̹ŅĴŵĴ̹ĜŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŹňŀşňǬĪĜşƀ̹ĴǣĴĪƀŹ̹Ŧş̹
contemporary calligraphy. Delving into the ancient scripts, structure, 
form, and historical references that contemporary calligraphers 

10 As a style, chippendale was fashionable in the third quarter of the eighteenth century and 
şĜŞĴİ̹ ĜĿƀĴŵ̹ ƀŅĴ̹ �şŀŘňŹŅ̹ ĪĜĩňşĴƀŞĜŖĴŵ̹ bŅŦŞĜŹ̹ �ŅňŲŲĴşİĜŘĴ̹ ˾ʆʌʆʍ̐ʆʌʌʎ˿˫̹ ,ƀ̹ ƙĜŹ̹ ĪŘĜŹŹňǬĴİ̹ ňşƀŦ̹
ƀŅŵĴĴ̹ŞĜňş̹ŹƀƟŘĴŹ˥̹$ŦƀŅňĪ˦̹WŦĪŦĪŦ˦̹Ĝşİ̹�ŅňşĴŹĴ˫̹�ŅňŲŲĴşİĜŘĴ̹ĴŞŲŘŦƟĴİ̹Ĝşİ̹ĿƄŹĴİ̹ƀŅĴŹĴ̹İňǣĴŵĴşƀ̹
ŹƀƟŘňŹƀňĪ̹ ĴŘĴŞĴşƀŹ̹ ňşƀŦ̹ ƄşňǬĴİ̹ İĴŹňŀşŹ̹ ňşĪŦŵŲŦŵĜƀĴİ̹ ƙňƀŅ̹ ŲŦňşƀĴİ̹ ĜŵĪŅĴŹ̹ Ĝşİ̹ Ź̐ŹŅĜŲĴŹ̹ ĪƄŵƘĴŹ̹
(Encyclopædia Britannica, 2011).
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encounter during their practices and research is provided. Apart from 
that, it can be claimed that technological advances can not be perceived 
ĜŹ̹Ĝş̹ĴǣĴĪƀ̹ŦĿ̹ƀĴĪŅşŦŘŦŀƟ̹Ŧş̹�ŵŦƙş̝Ź̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ŞňşİŹĴƀ˫̹

Furthermore, it has to be considered that the ancient writings and 
writing tools provide an experimental platform for a contemporary 
calligrapher. However, using a cane or quill pen is a new concept, 
including the circumstances of the scribes and in what condition they 
were supposed to work, not the video games that the contemporary 
calligrapher was born into. Experimenting with the act of writing in 
a way that the ancient scribe did provide to experiment with a new 
horizon, yet as Stevens claims (2013), even the ancient writing or 
manuscript can be expressive from the point of contemporary, which 
seems to depend on the perception and appreciation of it. 

Once again, it has to be underlined that not with the technology directly 
but with the shifting perception in the realm of writing and calligraphy 
is the main issue that has to be discussed here. One of the primary 
trigger points seems to be the interaction with other traditions, such 
as the Far East and Middle Eastern calligraphy, and the mindset behind 
ƀŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹ƙŵňƀňşŀ˦̹ƙŅňĪŅ̹ŅĜŹ̹Ĝ̹ĪŦşŹňİĴŵĜĩŘĴ̹ĴǣĴĪƀ̹Ŧş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ̝̹ ŲŵĜĪƀňĪĴ˫̹ �ňǣĴŵĴşƀňĜƀĴİ̹ ƙňƀŅ̹ ƙĴŹƀĴŵş̹ ƀŅŵŦƄŀŅ̹ ĴşŀĜŀňşŀ̹
various materials, even being located calligraphy that is not limited to the 
semantic meaning of the text directly related to spoken word probably 
ŲŵŦƘňİĴŹ̹Ĝ̹ŹŘňŀŅƀŘƟ̹İňǣĴŵĴşƀ̹ŲĴŵŹŲĴĪƀňƘĴ̹ƀŦ̹ĴƞŲĴŵňŞĴşƀ̹ƙňƀŅ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
western calligraphers. Far Eastern calligraphy is examined in Chapter 
IV, and Middle Eastern calligraphy is examined in Chapter V. However, it 
has to be kept in mind that technology, such as printing and how it had 
a role, and how the Western mindset has shifted in the realm of writing 
and calligraphy is crucial. Apart from that, technical advances in the tools 
Ĝşİ̹ŞĜƀĴŵňĜŘŹ̹ĪĜş̹şŦƀ̹ĩĴ̹ĪŦşŹňİĴŵĴİ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŹňŀşňǬĪĜşƀ̹İƟşĜŞňĪŹ̹Ĝşİ̹
motivations behind contemporary calligraphy practices. At every level, the 
calligrapher seems to dominate the form and the material to put what is in 
his mind on the surface. Hence, the new material can be a trigger or a little 
ĪŅĜŘŘĴşŀĴ̹ĿŦŵ̹Ĝ̹ŹĴĪŦşİ˰̹ŅŦƙĴƘĴŵ˦̹ƙŅĜƀ̹ĴƞňŹƀŹ̹ĜŹ̹Ĝ̹ĪŦşĪĴŲƀ̹ŹĴĴŞŹ̹ƀŦ̹ŵĴǭĴĪƀ̹
that energy in contemporary work, which may be worth considering.

One of the most employed and interpreted hands is italics, which inspires 
Brown. He describes his way of executing italic hand Polyrhythmic 
Calligraphy (Fig. 71) that he has been practicing and teaching in this genre.

Fig. 71. Autograph of Denis 
Brown written “Denis Brown, 
for Almila” with polyrhythmic 
calligraphy, 2017, Source: The 
front page of Brown’s book, 
Personal archieve.
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Furthermore, Brown developed the program called “Italic Rhythm to 
Polyrhythmic Calligraphy,” an online master class that enrollments can 
ĿŦŘŘŦƙ̹ Ŧş̹ ƀŅĴ̹ ŦǤĪňĜŘ̹ƙĴĩŹňƀĴ̹ ŦĿ̹ �ŵŦƙş˫̹ bŅĴ̹ ŲŵŦŀŵĜŞ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ şňşĴ̹
hours of video tutorials with lectures, demonstrations, and short videos 
on various aspects, beginning with two modules on an italic hand. The 
program is subtitled “Expanding Writing Dynamics,” which is at the heart 
ŦĿ̹ ŲŵŦŀŵĜŞ˫̹ ,ƀ̹ ŦǣĴŵŹ̹ ĜİƘĜşĪĴİ̹ ƀŵĜňşňşŀ̹ ĴŞĩŵĜĪĴİ̹ ƙňƀŅ̹ ĿƄşİĜŞĴşƀĜŘ̹
knowledge with pen techniques demonstrated and discussed in detail. 

First, the Italic hand is explained by its theory with general principles 
by demonstrating each letter of the alphabet. The Italic Capitals are 
omitted; however, “Wild Swash Capitals,” perfect examples of more 
experimental and artistic approaches that Brown develops, are featured 
in the program’s following parts. The hand is built in a narrower 
form, particularly with energetic gestural strokes and advanced pen 
manipulations that one can employ after certain practice hours. Writing 
ĿĜŹƀ̹ Ĝşİ̹ ǭƄĴşƀŘƟ̹ƙŅňŘĴ̹ ĪŦşƀŵŦŘŘňşŀ̹ ƀŅĴ̹ ŲĴş̹ ƀŦ̹ ŞĜŖĴ̹ŞŦŵĴ̹ ĪŦŞŲŘĴƞ̹ Ŧŵ̹
subtle forms is encouraged. Before delving into Brown’s polyrhythmic 
calligraphy, it would be appropriate to mention the term rhythm, which is 
commonly used in the realm of writing and calligraphy.

WŅƟƀŅŞ̹ ňŹ̹İĴǬşĴİ̹ĜŹ̹ ̚ƀŅĴ̹ŲŘĜĪĴŞĴşƀ̹ŦĿ̹ ŹŦƄşİŹ̹ ňş̹ ƀňŞĴ̛̹ ňş̹ ƀŅĴ̹ ŵĴĜŘŞ̹ŦĿ̹
ŞƄŹňĪ˫̹ ,ş̹$ŵĴĴŖ˦̹ rhythmos̹ ňŹ̹ İĴŵňƘĴİ̹ ĿŵŦŞ̹ ŵŅĴňş˦̹ƙŅňĪŅ̹ŞĴĜşŹ̹ ̚ƀŦ̹ǭŦƙ˫̛ ̹
Hence, in a most general sense, it is described as “an ordered alternation 
of contrasting elements” (Crossley-Holland, 2022). Apart from music, the 
notion of rhythm is also used for other art genres, such as poetry, painting, 
sculpture, architecture, and nature. While rhythm in sculpture or painting 
ŦĪĪƄŵŹ̹ňş̹ŹŲĜĪĴ˦̹ňş̹ŞƄŹňĪĜŘ̹ƙŦŵŖ˦̹ŵŅƟƀŅŞ̹ňŹ̹İĴǬşĴİ̹ĜŹ̹̚ŞƄŹňĪ̝Ź̹ŲĜƀƀĴŵş̹ňş̹
time” in which composition occurs (Ibid.).

AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿̹ İĴǬşĴŹ̹ ŵŅƟƀŅŞ̹ ĜŹ̹ ̚ƀŅĴ̹ ĩŵĴĜŖňşŀ̹ ŦĿ̹ Ĝ̹ ŀňƘĴş̹ ŲĴŵňŦİ̹ ŦĿ̹
time into segments which are related to each other by their frequency” 
(Mediavilla, 1996: 27). He states that in the realm of music, the tempo 
ňŹ̹ Ĝ̹ ŵŅƟƀŅŞ˦̹ ƙŅňŘĴ̹ ňş̹ ŲŘĜŹƀňĪ̹ ĜŵƀŹ˦̹ ŵŅƟƀŅŞ̹ ĪĜş̹ ĩĴ̹ ňİĴşƀňǬĴİ̹ ĜŹ̹ ̚ƀŅĴ̹
juxtaposition of more or less similar graphic elements at regular 
intervals” (Ibid.). 

According to him, it can be established in various ways, such as 
İňŹƀŵňĩƄƀňşŀ̹ ƀŅĴ̹ ŘňŀŅƀ̹ Ĝşİ̹ İĜŵŖ̹ ĜŵĴĜŹ̹ ƀŅĜƀ̹ ĪĜş̹ ĩĴ̹ ƄşňǬĴİ˦̹ ƙŅňĪŅ̹ ĜŵĴ̹
constructed each other that provides a link, which also promises a whole. 
)Ĵ̹ĴŘĜĩŦŵĜƀĴŹ̹ňƀ̹ĩƟ̹ŲŦňşƀňşŀ̹Ĝƀ̹ƀŅĴ̹şĜƀƄŵĴ̹ƀŅĜƀ̹ŵĴǭĴĪƀŹ̹ƀŦƀĜŘ̹ŅĜŵŞŦşƟ˦̹ňş̹
which they also unite through rhythm and contrast at once. For example, 
once one reaches the highest energy levels, the human body is necessary 
to attain harmony in moves in a coordinated manner; he underlines this 
form of harmony as a form of rhythm. In the realm of artistic creation, he 
states that if this principle can be operated within oneself, it would push 
one toward the creative act.

Mediavilla (1996) considers calligraphy as a rhythmic phenomenon with its 
repetitive feature, but not with the repetition of the exact same strokes. He 
compares the movement of the waves in the sea with the vertical strokes’ 
movement on the surface. He states that when a wave is isolated as one, it 
would lack expressing the vital quality, as in the case of a single component 
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of a sign or a letter, which would lack the potential to express the vital 
ĴşĴŵŀƟ̹ ŦĿ̹ ƀŅĴ̹ ŦƘĴŵĜŘŘ̹ ŲňĴĪĴ˫̹)ĴşĪĴ˦̹ ƀŅĴ̹ İňǣĴŵĴşĪĴ̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ ƀŅňş̹ Ĝşİ̹
thick varieties in a handwritten stroke or a line can convey the intrinsic 
rhythm that will dynamically emerge through their repetition.

Stevens (2013) also mentions rhythm among the three notions that have to 
be considered in calligraphy practices, apart from form and moment. He 
underlines that the balance of these three aspects is crucial and exists as 
a delicate relationship. One can dominate the form by learning about the 
shapes, strokes, and various details of the letters, which leads to becoming 
ĜƙĜŵĴ̹ŦĿ̹ŵŅƟƀŅŞ̹ĜŹ̹ŦşĴ̹ŘĴĜŵşŹ̹ŅŦƙ̹ĴǣĴĪƀňƘĴŘƟ̹ŲƄƀ̹ŦşĴ̹ŘĴƀƀĴŵ̹ĜĿƀĴŵ̹ƀŅĴ̹ŦƀŅĴŵ˫̹

Stevens (2013) underlines that it is not an easy task to observe and 
dominate the letters’ spaces and intervals, which are as important as 
the form itself. Once it is achieved, it provides the recognition of these 
harmonious relationships between these notions; hence the ability to 
change and manipulate rhythm can be accomplished, which can have 
Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ňŞŲĜĪƀ̹ Ŧş̹ ƀŅĴ̹ ŦƘĴŵĜŘŘ̹ ŲňĴĪĴ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ �ĴĪŦŞňşŀ̹
aware of the possibility of the change of the rhythm, the realm of the 
movement becomes available to be aware of in order to dominate the 
overall attitude, hence through learning to increase the dominance of 
movement; it seems to provide to manipulate form and rhythm without 
losing them as an essential element of the calligraphic practice.

On the other hand, Stevens (2013) mentions the hybrid attitude, which is 
also mentioned in Chapter III. He uses the term hybrid to refer to the way 
of engaging with tools, not just broad-edge that western writing is assessed 
as mainly evolving around it, but also to use the sensibility of the pointed 
brush, which Asian writing is evolved with that mindset. What he underlines 
here is the broad edge of the western, which is canted for weight, basically 
creates an even rhythm within the script, whereas the pointed brush can 
create various rhythms by changing the tool’s pressure while using it. Hence, 
the term hybrid refers to the use of both sensibility and the possibility 
of creating various lines and attitudes by the tools that are assessed as 
ĩĴŘŦşŀňşŀ̹ƀŦ̹ŦƀŅĴŵ̹ƀŵĜİňƀňŦşŹ˦̹ ĜŹ̹ƙĴŘŘ̹ĜŹ̹ƙňƀŅ̹İňǣĴŵĴşƀ̹ĜƀƀňƀƄİĴŹ˫

To sum up, Stevens (2013) and Mediavilla (1996) underline that with the 
İňǣĴŵĴşƀ̹ ĜƀƀňƀƄİĴŹ˦̹ ňş̹ Ĝ̹ ƀĴĪŅşňĪĜŘ̹ Ĝşİ̹ ŲĴŵŹŲĴĪƀňƘĴ̹ ŞĜşşĴŵ˦̹ ƀŅĴ̹ ŵŅƟƀŅŞ̹
ŦĿ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ƙŦŵŖ̹ ĪĜş̹ ĩĴ̹ İňƘĴŵŹňǬĴİ̹ ĿŵŦŞ̹ ŅŦƙ̹ ňƀ̹ ƙĜŹ̹ ŦĩŹĴŵƘĴİ̹
ňş̹ ĪŦşƘĴşƀňŦşŹ˰̹ ŅĴşĪĴ̹ ňƀ̹ ŞĜƟ̹ ŘĴĜİ̹ ƀŦ̹ ŦŲĴş̹ Ĝ̹ İňǣĴŵĴşƀ̹ ŲŘĜƀĿŦŵŞ̹ ĿŦŵ̹ Ĝ̹
contemporary artist to experiment such as Brown with his polyrhythmic 
calligraphy. Under the lights of the explanation about rhythm, it would be 
appropriate to mention the term polyrhythm, also called cross-rhythm, 
which is explained as “the simultaneous combination of contrasting 
rhythm in a musical composition” that is assessed as related to American 
jazz, also Afro-American phenomena, including rock music, in which 
polyrhythmic texture is prevalent (Encyclopædia Britannica, 2013).

Brown’s term polyrhythmic calligraphy refers to his personal attitude as 
an individual approach that he adapted from the music and refers to 
his strand of calligraphy. As Brown states, the term basically implies 
“simultaneous utilization of two or more rhythms” (Brown, 2017: 113).
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Fig. 72 illustrates the italic hand’s structural rhythm constructed from 
the repeating forms with various letters that create a pattern belonging 
to words. The hand is written approximately 5° degrees slanted to the 
right with the highly organized space within and between the letters. 
HşĴ̹ŹŲĴĪňǬĪ̹ŵŅƟƀŅŞ̹ňş̹ƀŅĴŹĴ̹ĴƞĜŞŲŘĴŹ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ƙňƀŅ̹ƀŅĴ̹ŅĴŘŲ̹ŦĿ̹
parallel guides. All the letters, including their ascenders and descenders, 
are parallel to each other, following one another with the same rhythm. 

Fig. 72. The rhythm of the italic 
hand in a conventional sense 
explained by Brown, Source: 
Brown, (2017: 93).

Fig. 73 demonstrates the various practices of word minimum that start 
ƙňƀŅ̹ ƀŅĴ̹ ŲŵňŞĜŵƟ̹ ĿŦŵŞ̹ ŦĿ̹ ǭƄĴşƀ̹ ƙŵňƀňşŀ˦̹ ƀŵĜşŹĿŦŵŞňşŀ̹ Ĝ̹ ŞŦŵĴ̹ ŵňŀňİ̹
and compact structure. Hence, experiencing the rhythm transforms 
the polyrhythmic practice that has evolved progressively by increasing 
amounts of various moves.

Fig. 73. The word “minimum” 
penned by Brown with 
alternative rhythmical 
approaches, Source: Brown, 
(2017: 105).
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First, two examples of Fig. 73 consist of a similar static rhythm -that is 
Ĝ̹ŹňŀşňǬĪĜşƀ̹ĿĴĜƀƄŵĴ̹ŦĿ̹ƀŵĜİňƀňŦşĜŘ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹̐ƙŅňĪŅ̹ŹƀĜŵƀŹ̹ƀŦ̹
vary in the third example by slightly letting free the hand and pushing 
the hidden guides where the minim is located -as in the modern 
attitude of calligraphers-. In contrast to the previous ones, the last two 
ŲŵĜĪƀňĪĴŹ̹ŵĴǭĴĪƀ̹ŅňŀŅ̹ŦŲŲŦŹňƀĴ̹ŞŦƘĴŹ̹ƙňƀŅ̹ĴƞĜŀŀĴŵĜƀĴİ̹ĿŦŵŞŹ˦̹ĜŹŹĴŹŹĴİ̹
as polyrhythms by Brown with highly exaggerated moves of the hand 
following the strokes of the letters that started to transform the script 
into a highly challenging one to recognize. 

The second aspect of rhythm in calligraphy that Brown underlines comes 
from this pattern of repetition of writing movements that is basically 
ƀŅĴ̹ ǭƄĴşƀ̹ ŀĴŹƀƄŵĴŹ̹ ƀŅĜƀ̹ ŦĪĪƄŵ̹ ňş̹ƙŵňƀňşŀ̹ ĿŵĴĴŘƟ˫̹bŅňŹ̹ ǭƄĴşĪƟ̹ ŀňƘĴŹ̹ ƀŅĴ̹
hand-drawn letters vitality, as Mediavilla (1996) also refers, likened to the 
vivid strokes of Chinese calligraphy, as explained in Chapter IV. It can 
be said that the contrast within the stroke and the broken and highly 
curved lines create the high opposite appearance, which probably carries 
an analogy with the music, according to Brown, in which increasing 
and decreasing tempo creates rhythm. Brown describes calligraphy “as 
a recording in ink of a performance of movements” (2017: 89); if one is 
ŅĴŹňƀĜşƀ̹ƙŅňŘĴ̹ƙŵňƀňşŀ˦̹ ňƀ̹ƙňŘŘ̹ ňŞŞĴİňĜƀĴŘƟ̹ ŵĴǭĴĪƀ̹ ňş̹ŅňŹ̹ƙŵňƀňşŀ˦̹ƙŅňĪŅ̹
ƙňŘŘ̹ ĪĜƄŹĴ̹ ŘŦŹňşŀ̹ ǭƄĴşĪƟ˫̹ ,ƀ̹ ĜŘŹŦ̹ ŲŦňşƀŹ̹ ƀŦ̹ ƀŅĴ̹ ĜƀƀňƀƄİĴ̹ ŦĿ̹ ƀŅĴ̹ƙĴŹƀĴŵş̹
abstraction expressionists, particularly action painters, as mentioned 
earlier, how they perceive the canvas as a stage.

In Fig. 74, the two samples of the letter “n” are presented side by side 
for comparison to a closer look at the polyrhythmic calligraphy. It can be 
ŦĩŹĴŵƘĴİ̹ŅŦƙ̹ƀŅĴ̹ňƀĜŘňĪ̹ŅĜşİŹ̹İňǣĴŵĴşƀňĜƀĴ̹ĪŦşĪĴŵşňşŀ̹ĜƀƀňƀƄİĴ̹ŦĿ̹�ŵŦƙş˫̹
bŅĴ̹ŀĴşĴŵĜŘ̹İňǣĴŵĴşĪĴŹ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ ƀƙŦ̹ĜŵĴ̹ ƀŅĴ̹ĪŦşƀŵĜŹƀ̹ĩĴƀƙĴĴş̹ƀŅĴ̹
thick and thin strokes and the width of the letters that Brown writes 
more condensed than the conventional one. The regular italic letter “n” 
ŅĜŹ̹Ĝ̹ĩŵŦĜİĴŵ̹ŹƀŵƄĪƀƄŵĴ̹ƙňƀŅ̹ŞŦŵĴ̹ĪƄŵƘƟ̹ĿŦŵŞŹ˫̹bŅĴ̹İňǣĴŵĴşĪĴ̹ĩĴƀƙĴĴş̹
ƀŅĴ̹ ŲĴş̝Ź̹ ĜşŀŘĴ˦̹ ňş̹ƙŅňĪŅ̹ ̚ş̛̹ ňŹ̹ ŹŲĴĪňǬĴİ̹ƙňƀŅ̹ ƀŅĴ̹ ŵĴİ̹ ŘňşĴŹ˦̹ ĪŵĴĜƀĴŹ̹ Ĝ̹
ŹňŀşňǬĪĜşƀ̹ İňǣĴŵĴşĪĴ̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ ƀƙŦ̹ ŘĴƀƀĴŵŹ˦̹ ĴƘĴş̹ ƀŅŦƄŀŅ̹ ƀŅĴƟ̹ ĜŵĴ̹
penned with the same nib width. The angle is usually around 45° degrees. 
In contrast, the angle of Brown’s letter is more than 45° degrees which 
İňŵĴĪƀŘƟ̹ĜǣĴĪƀŹ̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ĜŲŲĴĜŵĜşĪĴ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ˦̹ŹƄĪŅ̹ĜŹ̹ƀŅĴ̹ĪŦşƀŵĜŹƀ̹
between the strokes and the width of the letter. The letter n becomes 
more pointy, vertical stressed with more aggressive moves of Brown. It 
can be claimed that this transformation provides a perception that the 
letter has a more dynamic form, as Brown promises.

Fig. 74. left the letter n of the 
Italic script with 5,5 pen nib 
minim height in respect of the 
model of Mediavilla (1996: 198), 

right Brown’s Italic hand of the 
letter n with 5 pen nib minim 
height with the space between 
the stems not much more than 
a single nib width, Image credit: 
Almıla Yıldırım.
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Moreover, as mentioned before, the conventional italic is based on the 
minimum pen lifts to write faster. The letter “n” is written without 
ŘňĿƀňşŀ̹ ƀŅĴ̹ ŲĴş̹ ňş̹ ƀŅĴ̹ ǬŵŹƀ̹ ĴƞĜŞŲŘĴ˦̹ ƙŅňĪŅ̹ ŞĴĜşŹ̹ ƙňƀŅ̹ ŦşĴ̹ ŹƀŵŦŖĴ˦̹
whereas Brown writes his italic hand with aggressive and fast gestural 
movements, with several strokes to build up the letter. Three energetic 
strokes construct the letter “n.” It seems to refer to the transformation, 
not just the appearance but also the change of the italic hand concept, 
which is constructed with fragments of the strokes opposite the 
conventional mindset.

To observe the overall appearance of the letters of minimum 
comparatively, it will be helpful to observe through the scripts held in 
Chapter III, as shown in Fig. 75.

Fig. 75. The letters of the word 
minimum with the Carolingian 
Minuscule, Chancery Script 
and Polyrhythmic Italic Script 
Source: Models are written 
according to the models of 
Mediavilla (1996), Image credit: 
Almıla Yıldırım.



487

After observing the features of polyrhythmic calligraphy, it will be 
helpful to look at how Brown started to transform it from a word into 
an image.

Fig. 76 demonstrates one of the practices Brown, with his italic hand, 
engages with various exaggerated forms intermingled with each other. 
As a reminder, it can be said that the exaggerated interpretation of the 
italic letters can be observed through the majuscule and minuscule of 
Arrighi’s italic hand on the page of La Operina˦̹ƙŅĴŵĴ̹ǭŦƄŵňŹŅĴİ̹ Ĝşİ̹
alternative forms of letters can be observed with their joints, also a 
various composition that allow intermingling the various letters in the 
text, mentioned in Chapter III.

Fig. 76. In the Beginning Was 
the Word, 2015, Source: 
Brown, (2017: 117).

,ş̹ƀŅňŹ̹ǬŀƄŵĴ˦̹ŵĴĪŦŀşňƥňşŀ̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹ĩĴĪŦŞĴŹ̹ĪŅĜŘŘĴşŀňşŀ˦̹ŞĜŖňşŀ̹ƀŅĴ̹
ƀĴƞƀ̹İňǤĪƄŘƀ̹ƀŦ̹ŵĴĜİ˫̹�ƘĴş̹ƀŅĴ̹ĪŦŞŲŦŹňƀňŦş̹ŘĴĜİŹ̹ƀŦ̹ĩĴ̹ĜŹŹƄŞĴİ̹ĜŹ̹Ĝş̹
image rather than a text. It seems Brown directs himself in an asemic 
genre that focuses on the strokes more than the text; even the selected 
text is extracted from the Bible. The overall composition creates a unit 
appearance with a dynamic pattern perceived as a woven look. The 
ŹƀŵŦŖĴŹ̹ŹĴĴŞ̹ŞŦƘňşŀ̹İƄĴ̹ƀŦ̹ƀŅĴ̹ǭŦĜƀňşŀ̹ŹƀŵŦŖĴŹ̹ƙňƀŅ̹Ĝ̹ŹƀĜŵŖ̹ĪŦşƀŵĜŹƀ̹
between the thin and thick parts that enhance motion perception. 
Apart from the moves of the stroke itself, the space between and within 
the letters seems to be well organized, which is repeatedly underlined 
by Brown (2017), Mediavilla (1996), and Stevens (2013). Moreover, 
the overall mark of the text reminds the Far Eastern pointed brush 
ŹĴşŹňĩňŘňƀƟ̹ ƀŅĜƀ̹ ĪĜş̹ ĪŵĴĜƀĴ̹ ƀŅĴ̹ ƀŅňş̹ Ĝşİ̹ ƀŅňĪŖ̹ ǭŦƙňşŀ̹ ŘňşĴŹ̹ ƙňƀŅ̹ ƀŅĴ̹
pressure of the tip of the brush and the Middle Eastern with Brown’s 
exaggerated ascenders and descenders of the letters and the dots. With 
his manipulation technique, Brown seems close enough to the richness 
of the Far Eastern calligraphy that can be seen within a stroke itself.
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With closer examination of Brown’s works above, it is evident that the 
training period as a novice in a traditional sense and the historical 
scripts in respect of historical manuscripts, the Book of Kells and 
the Irish tradition of illuminations in particular- have provided a 
tremendous inspirational perspective that leads him to develop his 
unique attitude in a modern context in the realm of calligraphy. 

As indicated before, the appreciation and perception of the calligraphy 
ĜŵĴ̹ İňǣĴŵĴşƀňĜƀĴİ̹ İĴŲĴşİňşŀ̹ Ŧş̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ ƙŅŦ̹ ŲŵŦĩĜĩŘƟ̹ ŅĜŹ̹
ĩĴĴş̹ƄşİĴŵ̹ƀŅĴ̹ňşǭƄĴşĪĴ̹ŦĿ̹ƘĜŵňŦƄŹ̹İƟşĜŞňĪŹ˫̹)ŦƙĴƘĴŵ˦̹ƀŅĴ̹ŲĴŵĪĴŲƀňŦş̹
in the realm of calligraphy starts with the term that it refers to and how 
ŦşĴ̹ ňİĴşƀňǬĴŹ̹ ňƀ˰̹ ŞŦŵĴŦƘĴŵ˦̹ƙŅĜƀ̹ƙĜƟ̹ ŦşĴ̹ ŲĴŵĪĴňƘĴŹ̹ ƀŅĴ̹ƙŵňƀňşŀ̹ ĜŘŹŦ̹
ŅĜŹ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ĴǣĴĪƀ̹Ŧş̹ŅŦƙ̹ ƀŅĴ̹ŅňŹƀŦŵƟ̹ŦĿ̹ƙŵňƀňşŀ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹
have an impact on them. It has to be underlined that calligraphy has 
an accumulated nature that cannot be isolated from its roots. Even 
contemporary calligraphy develops a new concept in search of locating 
himself beyond the convention; his attitude will still carry traces from 
the past, which is indispensable, as it is said, due to the nature of 
calligraphy as a concept and as an act. As in the cases of Meulman and 
�ŵŦƙş˦̹ ƀŅĴ̹ŲĜŹƀ̹Ĝşİ̹ ƀŅĴ̹ŲŵĴŹĴşƀ̹ ňşƀĴŵĜĪƀŹ̹ƙňƀŅ̹ĴĜĪŅ̹ŦƀŅĴŵ̹Ĝşİ̹Ǭşİ̹Ĝ̹
ƙĜƟ̹ƀŦ̹ŵĴǭĴĪƀ̹Ŧş̹ƀŅĴŞŹĴŘƘĴŹ̹İĴŲĴşİňşŀ̹Ŧş̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĜƀƀňƀƄİĴ̹
of the calligrapher himself. The more one delves into calligraphy, the 
more it seems to reveal itself conceptually rather than just visual 
interpretation of the ancient practices.

To mention, there are various works that collaborate between artists 
ĿŵŦŞ̹ĩŦƀŅ̹ ĪƄŘƀƄŵĜŘ̹ ĩĜĪŖŀŵŦƄşİŹ˫̹ [ňşĪĴ̹ ƀŅĴ̹ŞƄƀƄĜŘ̹ ňşǭƄĴşĪĴ̹ ĩĴƀƙĴĴş̹
East and West calligraphy was mentioned, it will be worth mentioning 
the collaboration work of Brown that reveals the interaction of West-
East calligraphy manifested in his work.

Fig. 77 illustrates one of Brown’s collaboration works, the Rose of Time, a 
calligraphy piece with a name after a poem by renowned Chinese author 
Bei Dao. It is a commission work for Rosewood Hotel in Beijing in, 
China. An original Chinese text and an English translation of the poem 
are selected on purpose due to the word rose that both the hotel and 
poem share. With Brown’s own interpretation of Western calligraphy 
styles, this work on the canvas also includes large pale abstract strokes 
in the foreground and layered Chinese and Western scripts.

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE

Fig. 77. The Rose of Time, the 
Beijing Rosewood Hotel, 2013, 
Source: Brown, (2017: 213).
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VI. CURRENT PRACTICES IN REALM OF WESTERN CALLIGRAPHY

Chinese calligrapher Ma Tianbo (Fig. 78) writes two parts of the work 
with his traditional Chinese calligraphy training background that 
suits both small regular and larger running cursive scripts mentioned 
in Chapter IV. The small regular script on the golden background is 
written with black ink, and the large running cursive script on the red 
ĩĜĪŖŀŵŦƄşİ̹ ňŹ̹ƙŵňƀƀĴş̹ƙňƀŅ̹ ĩŘĜĪŖ̹ ňşŖ˫̹bŅĴ̹ ǭŦƙňşŀ̹ ĪŦşƀňşƄňşŀ̹ ŹƀŵŦŖĴ̹
lines are executed in one movement, and each reveals the liveliness of 
the running cursive style as experimentation of the calligrapher. It can 
be observed through the images of him performing large characters of 
the running cursive script on watercolor paper stretched to the large 
table as Chinese calligraphers are accustomed to writing on papers on 
ƀŅĴ̹ǭŦŦŵ̹ƀŦ̹ƙŵňƀĴ̹ŘĜŵŀĴŵ̹ĪŅĜŵĜĪƀĴŵŹ̹ĪŦŞĿŦŵƀĜĩŘƟ˫

Fig. 78. Performance of Chinese 
calligrapher Ma Tiambo and his 
writing part of the collaboration 
work of The Rose of Time, 
Source: Brown, (2017: 207-231).

Brown (2017) underlines that watching Tianbo’s brush’s performance is 
like watching the dance in that he achieves the characteristic known 
ĜŹ̹̚ǭƟňşŀ̹ƙŅňƀĴ˦̛ ̹İĴŹĪŵňĩĴİ̹ĜŹ̹Ĝ̹İŵƟ̹ĩŵƄŹŅ̹ĴǣĴĪƀ̹ƀŅĜƀ̹ŀňƘĴŹ̹Ĝ̹ŘňŀŅƀşĴŹŹ̹
to the characters. It reminds the music and dance allegory of the 
Chinese calligraphy mentioned in Chapter IV. It will also be examined 
through the works of Loredana Zega, another contemporary western 
calligrapher who prefers to perform calligraphy as a dance practice.

Fig. 79 illustrates the other part of the work written by Brown. Brown’s 
style was mentioned, inspired by the italic hand of western calligraphy 
that he fuses with his polyrhythmic style. 

Fig. 79. Denis Brown’s part of 
the collaboration work of The 
Rose of Time, Source: Brown, 
(2017: 207-213).
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rňƀŅ̹ƀŅĴ̹ŹĜŞĴ̹ĜƀƀňƀƄİĴ˦̹�ŵŦƙş̹ňşƀĴŵŲŵĴƀŹ̹ƀŅĴ̹$ŦƀŅňĪ̹ŅĜşİ̹Ĝşİ̹ĪŵĴĜƀĴŹ̹
ŲŦŘƟŵŅƟƀŅŞ̹ňş̹ ƀŅňŹ̹ŹƀƟŘĴ̹Ĝşİ̹ĪĜŘŘŹ̹ ňƀ̹ ̚$ŦƀŅňĪňŹĴİ̹ ,ƀĜŘňĪ̛̹ƙŵňƀƀĴş̹ĩƟ̹ ƀŅĴ̹
ŘĜŵŀĴŵ̹ŹňƥĴ̹ĩŵƄŹŅ̹ǬŵŞ̹Ĝşİ̹ĩŵŦĜİ̹ĴİŀĴ̹ŘňŖĴ̹Ĝ̹şňĩ̹ŴƄňĪŖŘƟ̹Ĝşİ̹ĿŵĴĴŘƟ̹ƙňƀŅ̹
diluted red and black gouache. He also writes capitals and informal 
scripts on the canvas that both styles are layered between glazed red 
oil paint. 

The poem can be read clearly; however, in various parts of the canvas, 
Brown produces a texture through various written text levels that are 
legible; then becomes illegible, the background of the texture written 
in red. The up-level has written in black still preserves its legibility. The 
ŹƀƟŘňƥĴİ̹$ŦƀŅňĪ̹ŅĜşİ̹ŅĴŵĴ̹ ŹĴĴŞŹ̹ ƀŦ̹ ĪŵĴĜƀĴ̹ Ĝ̹ ĪŦşƀŵĜŹƀ̹ƙňƀŅ̹ ƀŅĴ̹ǭŦƙňşŀ̹
careless strokes and rhythm of the running cursive of Chinese style and 
complement each other with contrasting attitudes.

Moreover, in Fig. 80, various photographs can be observed that 
ňŘŘƄŹƀŵĜƀĴ̹ ƀŅĴ̹ İňǣĴŵĴşƀ̹ ŲŵŦĪĴŹŹĴŹ̹ ŦĿ̹ �ŵŦƙş̝Ź̹ ƙŦŵŖ˦̹ ĜŲĜŵƀ̹ ĿŵŦŞ̹ ŅňŹ̹
writing. The large piece involved priming the canvas with gesso, 
painting, gilding, writing in each of the sizes required, additional 
thicker painting and gilding, stretching the canvas, and lots of copper 
wire are employed as the earlier work observed in Fig. 59. 

Fig. 80. Denis Brown uses 
various techniques on The 
Rose of Time, Source: Brown, 
(2017: 207-213).
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He also splashes paint over the artwork to create a texture as an 
ĜİİňƀňŦşĜŘ̹ŘĴƘĴŘ̹Ŧş̹ŅňŹ̹$ŦƀŅňĪ̹ŅĜşİ˫̹[ŦŞĴ̹ŦƘĴŵŲĜňşƀňşŀ̹Ĝşİ̹ŦĩŘňƀĴŵĜƀňŦş̹
ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ŧş̹ƀŅĴ̹ǬƘĴ̹ŞĴƀĴŵŹ̹ĪĜşƘĜŹ̹ŹĴĴŞ̹ňşƘŦŘƘĴİ̹ĿŦŵ̹ŅňŹ̹ŲĴŵŹŦşĜŘ̹
ĴǣĴĪƀ̹ ƀŅĜƀ̹ ĜŘŹŦ̹ ĪŵĴĜƀĴŹ̹ Ĝ̹ ŹĴşŹĴ̹ ŦĿ̹ ĪŅĜŦŹ̹ Ĝşİ̹ ƀĴşŹňŦş̹ ňş̹ Ĝ̹ ŹĴşŹĴ˦̹
especially the wires which construct a sense of bridge between the 
Western written part of the canvas and the eastern part where the red 
background reveals the black Chinese running hand.

The overall composition seems carefully calculated as a surface that 
fuses Western and Far Eastern calligraphy. What can be observed here 
is a broad consensus between these two as Brown’s desire. The work 
consists of various contemporary features from both sides, particularly 
gestures of the hand, employing various techniques to create an image 
with loaded elements.

The execution of the piece seems painterly constructed as commonly 
encountered in the contemporary attitude of calligraphy. On the 
various part, through writing levels on each other, the text is considered 
Ĝ̹ ƀĴƞƀƄŵĴ̹ ƀŅĜƀ̹ ĪŵĴĜƀĴŹ̹ Ĝ̹ ŹĴşŹĴ̹ ŦĿ̹ İňǣĴŵĴşƀ̹ ĪŦŘŦŵ̹ Ĝşİ̹ ĩĜŘĜşĪĴ̹ Ŧş̹ ƀŅĴ̹
canvas. Hence, legibility is thought of as less important, sometimes 
in the background, and it can be claimed that writing undertakes two 
missions: a legible text and an image through illegible text.

bŦ̹ ŹƄŞ̹ƄŲ˦̹�ŵŦƙş̝Ź̹ ŲŵĜĪƀňĪĴŹ̹ ŵĴŲŵĴŹĴşƀ̹ŅňŹ̹ ňşǭƄĴşĪĴ̹ĩƟ̹ ƀŅĴ̹rĴŹƀĴŵş̹
calligraphy tradition and how he fuses them in the contemporary 
concept in both the overall compositions and his own styles that he 
created and called polyrhythm italic hand, the interpretation of the 
traditional italic hand in its form to not follow one constant rhythm 
within a letter as in its tradition but follow various rhythms within 
each letter. 

This type of interpretation can be called a modern interpretation of 
the tradition that still consists of mostly recognizable letters; even 
a meaningful legible text, written and preserved mostly the letter’s 
clear structure, reveals its beauty in the sense of traditional Western 
perception of calligraphy as discussed in Chapter II.

On the other hand, through Brown’s various later works, is also 
ŦĩŹĴŵƘĴİ̹ ƀŅĴ̹ ňşǭƄĴşĪĴŹ̹ ŦĿ̹ ƀŅĴ̹rĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦş̹ şŦƀ̹ œƄŹƀ̹
with the form of the ancient styles such as an insular script that he 
employs apart from the italic hand, but also the overall concept of 
calligraphic writing with its brutal and laborers practices held by 
ancient scribes, as well as various stories, poems such as Pangur Pan, 
or anecdotes, such as mostly focusing on the Book of Kells are employed 
Ĝşİ̹ňşƀĴŵŲŵĴƀĴİ̹ĩƟ̹�ŵŦƙş̹ŵĴǭĴĪƀĴİ̹ƀŅĴ̹ĿĜĪĴ̹ŦĿ̹ŵĴŘňŀňŦƄŹ̹ƀĴƞƀ̹ňş̹ňşŹƄŘĜŵ̹
majuscule as examined Chapter III.

With time, his more painterly approach to his calligraphy evolved, 
ŲĜŵƀňĪƄŘĜŵŘƟ̹ ƙňƀŅ̹ ƀŅĴ̹ ňşǭƄĴşĪĴŹ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ bŅŦŞĜŹ̹ ,şŀŞňŵĴ̹ ˾ĩ˫̹
1942), which will also be mentioned in this chapter in the part entitled 
̚ʋ˫ʌ˫̹bŅŦŞĜŹ̹,şŀŞňŵĴ̛̹ĜŹ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ŵĴĿĴŵĴşĪĴ̹ƀŅĜƀ̹ŞĜŖĴŹ̹ŅňŞ̹ŹƀƄİƟ̹
abstract expressionism in the 1940s and 50s. As calligraphy became 
more and more gestural for Brown, it can be claimed that his interest 
started to shift through the works of Pollock, Kline, Motherwell, and 
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bŦĩĴƟ˦̹ƙŅňĪŅ̹ňş̹ƀŅĴ̹ǬŵŹƀ̹ŲŘĜĪĴ̹ĪĜş̹ĩĴ̹ĜŹŹƄŞĴİ̹ĜŹ̹ƀŅĴ̹ǬŵŹƀ̹Źňŀş̹ŦĿ̹ƀŅĴ̹
ňşǭƄĴşĪĴŹ̹ ŦĿ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦş̹ ƀŅĜƀ̹ ňŹ̹ ŞĴşƀňŦşĴİ̹
through the work of Meulman.

Fig. 81 illustrates one of Brown’s works entitled Inkfall, produced by ink 
ĪĜŲƀƄŵĴİ̹ ĜŹ̹ Ĝ̹ ŲŅŦƀŦŀŵĜŲŅ̹ İƄŵňşŀ̹ ƀŅĴ̹ ňşŖ̹ ǭŦƙňşŀ̹ ňşƀŦ̹ Ĝ̹ ƀŵĜşŹŲĜŵĴşƀ̹
water tank. Only initially, Brown seems to decide where and how much 
ňşŖ̹ŅĴ̹İŵŦŲŹ̹ňşƀŦ̹ƀŅĴ̹ƙĜƀĴŵ˦̹ƀŅĴş̹ĜŘŘ̹ƀŅĴ̹ǭŦƙňşŀ̹ŅĜŲŲĴşŹ̹ƙňƀŅŦƄƀ̹ĜşƟ̹
ĪŦşƀŵŦŘ˫̹ ,ƀ̹ ňŹ̹ Ĝ̹ Ŗňşİ̹ ŦĿ̹ ŲŵŦĪĴŹŹ̹ ƀŅĜƀ̹ �ŵŦƙş̹ƙĜňƀŹ̹ ƄşƀňŘ̹ ŅĴ̹ ňŹ̹ ŹĜƀňŹǬĴİ̹
with the overall composition that he sees outside of the tank, and he 
İĴĪňİĴŹ̹Ŧş̹ƀŅĴ̹ǬşĜŘ̹ňŞĜŀĴ̹ƀŦ̹ĪĜŲƀƄŵĴ˫̹�Ź̹�ŵŦƙş̹ĪŘĜňŞŹ˦̹ĴƘĴş̹ƀŅŦƄŀŅ̹ŅĴ̹
is not performing the actual act of writing, he believes that he allows 
nature to perform writing for himself and Fig. 86 captured represents 
the written metaphorically. There are no letters, just a red stamp by a 
carved stone seal seen alongside Far Eastern calligraphy. Here, the seal 
characters are Japanese and translated as “with a fresh feeling” (Brown, 
2017: 235). He probably refers to his own fresh feeling that reveals this 
type of experience that is a new adventure for him.

Fig. 81. Inkfall, 2007, 
Source: Brown, (2017: 234).
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He assesses this overall attitude as abstract calligraphy. Abstraction 
as a word here represented not the physical absence of the written 
word but the existence of the written word as a form in thought and 
categorized as a segment of work metaphorically calligraphy for 
Brown. It can be claimed that his comprehension of abstraction seems 
closer to the idea of abstraction in Far Eastern calligraphy due to the 
asserting that calligraphy is an act of revealing and representing the 
feelings and emotions of the calligrapher and letting nature be a part 
of it. Western contemporary calligraphers such as Brown seem to 
realize that degrading the calligraphy to the spoken language is a kind 
ŦĿ̹ ŹƄŲĴŵǬĪňĜŘ̹ Ŧŵ̹ ĴƞŲňŵĴİ̹ ňİĴĜ˦̹ ĜŹ̹ İňŹĪƄŹŹĴİ̹ ňş̹�ŅĜŲƀĴŵ̹ ,,˫̹bŅĜƀ̹ŞĴĜşŹ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ĜŵĴ̹ şŦƀ̹ ŹĜƀňŹǬĴİ̹ ĜşƟŞŦŵĴ̹ ŹňşĪĴ˦̹ ĜŹ̹ Ĝş̹
artist, they demand to reveal personal interpretations with emotional 
gestures of the hand through their calligraphic practices. 

Brown calls this kind of practice “reductionist calligraphy” (Brown, 
2004: 235), described as a provocative, playful move that the notion 
of abstract calligraphy exists. He explains the abstract concept of 
his calligraphy with this statement: “… art with visual and symbolic 
calligraphic references, where lettering is not involved in the main mark 
making; yet where there is a conceptual engagement with text” (Brown, 
2017: 239). What means for him seems the lack of the physical text or 
the letters does not necessarily refer to the absence of a calligraphic 
attitude. He claims that he still engages with the text metaphorically 
by employing calligraphy tools -ink mostly- and rendering the act with 
the calligraphic background -acquiring the traditional calligraphy as a 
means of the theoretical and practical way- settle with the calligraphic 
marks. That means regarding the act of writing, what can be revealed 
through the movement of the hand can still be assumed as calligraphy 
in a reductionist manner.

Brown assumes his attitude as reducing calligraphy to its essentials 
which refers to marks, stains, splits, lines, or strokes free from the 
letter; Western calligraphy’s shifting function, which can no longer be 
restricted to transcriptions or meaning of the text with the desire to 
be beyond traditional apprehension of calligraphy. It leads us to think 
about the issue of the notion of writing in the Western mind discussed 
in Chapter II, once again as problematic and controversial, especially 
looking at the contemporary practices in terms of writing and 
calligraphy in the West. 

Here, Brown seems to interrogate not just the notion of the writing 
or calligraphy in the West, but also by abandoning the letters and the 
words; he reaches one step forward that closer to Far Eastern practices 
such as  ).÷ writing focuses on gestures of the hand mentioned in 
Chapter IV. It is evident that even Brown claims it is just an experiment 
that anyone can do; still, he advocates the conventional training and 
accumulated knowledge and practices which are critical to passing 
ƀŅĜƀ̹ ŹƀĜŀĴ˦̹ ĿŦĪƄŹňşŀ̹ Ŧş̹ ƀŅĴ̹ ŵŅƟƀŅŞ̹ Ĝşİ̹ ǭŦƙ̹ ĜŹ̹ ĴŹŹĴşƀňĜŘ̹ ĿĴĜƀƄŵĴŹ̹ ŦĿ̹
calligraphy, as Steven (2013) underlines. 

�̹ŹƀŵňŖňşŀ̹ŲŦňşƀ̹ŅĴŵĴ̹ ňŹ˰̹ĩŵĴĜƀŅ˦̹ŵŅƟƀŅŞ˦̹ŞŦƘĴŞĴşƀ˦̹Ĝşİ̹ǭŦƙ̹ŹĴĴŞ̹ƀŦ̹
ĩĴ̹ ĜŲŲŵĴĪňĜƀĴİ̹ Ĝşİ̹ ĩĴĪŦŞĴ̹ŞŦŵĴ̹ ŹňŀşňǬĪĜşƀ̹ ƀŅĜş̹ Ĝ̹ƙĴŘŘ̐ĪŦşŹƀŵƄĪƀĴİ̹
ŘĴƀƀĴŵĿŦŵŞ˦̹ ƙŅňĪŅ̹ ŹňŀşňǬĪĜşƀŘƟ̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ƀŅĴ̹ ŹŲňŵňƀ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ̐ĜŹ̹
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called in the Far Eastern tradition- for the calligrapher. Transcending 
the traditional aspect in this sense leads the calligrapher to let the 
letters go in his works but still consists of tradition because calligraphy 
is an accumulated form in its nature that requires various knowledge 
and skill, and experience to interpret and to see beyond. Once again, 
it is a robust visible inspiration of the Far Eastern calligraphy concept 
in the sense of expressing feelings and emotions of the calligraphy by 
focusing on his hand and his medium and writing, which is called a 
calligraphically rendered act.

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ŅĜşİ˦̹ ňƀ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ̹ ƀŅĜƀ̹ ĴƘĴş̹ ƀŅŦƄŀŅ̹�ŵŦƙş̹ ĪĜŘŘŹ̹ ŅňŹ̹
reductionist attitude to focus on the essentials of calligraphy, he is 
still assessing his reductionist calligraphy as an “alternative” form for 
modern calligraphy. It seems controversial and evident that this kind 
ŦĿ̹ ŲŵĜĪƀňĪĴ̹ ňŹ̹ ŅňŀŅŘƟ̹ İňǣĴŵĴşƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦş˰̹
for this reason, the calligrapher tries to rationalize his actions, calling 
it modernist to diverge it from tradition, not deny it. It also points at 
the modernist approach in Western calligraphy, which mostly refers 
to the interpretations of the styles and the works that still consist of 
“beautiful” letter works with preserved letter structure, even may the 
ductus that still encourages the viewer to read the text or the word, 
at the same time appreciate beautifully written or constructed letters, 
and compositions. 

If a calligrapher practices with “essentials” of calligraphy -probably the 
writing gestures and writing attitude with calligraphic rendering- and 
calls it as fundamentals of calligraphy, then why call it an “alternative” 
way of interpreting modern attitude in terms of calligraphy? The 
essentials of calligraphy may seem “reducing” to the calligrapher’s 
attitude and interpretation, not the material nor the language. 

However, the term reducing here is also not appropriate since 
ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŦǣĴŵ̹ƙŅĜƀ̹ĿƄşİĜŞĴşƀĜŘŹ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĩƟ̹
focusing on its essence. It may seem as if it is a new way of interpreting 
calligraphy; however, it would be more appropriate to claim that 
Brown’s reductionist calligraphy is a new way of interpreting Western 
calligraphy regarding the western mindset in terms of writing. It is 
nothing new, particularly for Far Eastern calligraphy. 

Fig. 82 and 83 illustrate another practice of Brown. He engaged with 
the traditional Chinese ink stick, and two types of Chinese brushes 
ƙňƀŅ̹İňǣĴŵĴşƀ̹ƀňŲŹ̹Ĝşİ̹ŅĜňŵ̹ŘĴİ̹ŅňŞ̹ƀŦ̹ĪŵĴĜƀĴ̹ƘĜŵňŦƄŹ̹ĴǣĴĪƀŹ̹Ŧş̹ŹşŦƙ˫̹,ƀ̹
can be observed through the fragments of his calligraphy performance 
that he captures a brush loaded with ink that moves on snow. It is a 
highly abstract experience that Brown seems to enjoy his being in 
ƀŅĜƀ̹ŞŦŞĴşƀ̹ĩƟ̹ĿŦĪƄŹňşŀ̹Ŧş̹ƀŅĴ̹ŞŦƘĴŹ̹Ĝşİ̹ƀŅĴ̹ĴǣĴĪƀŹ̹ƀŅĜƀ̹ŅĴ̹ĪĜşşŦƀ̹
control entirely.
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Fig. 82. Tools and materials of 
Brown (pointed brush of Far 
East, ink stick and ink ston, 
snow) for his experiments 
Abstract Snow Calligraphy, 
Dublin, 2010, extracted 
from the short video 4:36’ 
of Denis Brown, Source: 
Youtube, youtube.com/
watch?v=jrMzVHdsqpQ, 
access: 05.02.2018.
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FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE

Fig. 83. Abstract Snow 
Calligraphy, Dublin, 2010, 
extracted from the short 
video 4:36’ of Denis Brown, 
Source: Youtube, youtube.com/
watch?v=jrMzVHdsqpQ, 
access: 05.02.2018.
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�Ź̹ ŞĴşƀňŦşĴİ̹ ĴĜŵŘňĴŵ˦̹ ƀŅĴ̹ ĩŵƄŹŅ̝Ź̹ ǭĴƞňĩňŘňƀƟ̹ ŦŲĴşŹ̹ ƀŅĴ̹ ŲŦŹŹňĩňŘňƀƟ̹ ŦĿ̹
creating various strokes. The diluted ink, how much water is used, and 
ƀŅĴ̹ ŵňĪĴ̹ ŲĜŲĴŵ̝Ź̹ ĜĩŹŦŵĩňşŀ̹ ŹƄŵĿĜĪĴ̹ ĜŵĴĜ̹ ĜŵĴ̹ ĜǣĴĪƀĴİ̹ ĩƟ̹ ƀŅĴ̹ŞĜŵŖŹ̹ ŦĿ̹
the calligrapher’s brush movement. Here, in this performance, Brown 
seems to want to experiment with snow as an absorbent surface; also, 
it reacts unpredictably to touches of the brush tip. Through the touch 
ŦĿ̹ƀŅĴ̹ƀňŲ̹ŦĿ̹Ĝ̹ĩŵƄŹŅ˦̹ŅĴ̹ĜňŞŹ̹ƀŦ̹ĪĜŲƀƄŵĴ̹ƀŅĴ̹ňşŖ̹ƀŵĜĪĴ̝Ź̹ĴǣĴĪƀŹ̹ƀŅĜƀ̹ĜŵĴ̹
left on the surface. All one can see here is just the composition of the 
brush strokes’ spontaneous movement and touches that lack texts or 
recognizable letters or signs, just lively marks and traces of the ink 
created through calligraphic rendering.

Fig. 84 illustrates one of Brown’s works that he combines a photograph 
of ink falling through water and his italic hand. It reminds contemporary 
Chinese calligrapher Wang Dongling and his calligraphy work that 
he also employs photography of a nude model and his style of Chinese 
calligraphy. In Dongling’s work, his usage of the photographic image is 
ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝş̹ňşǭƄĴşĪĴ̹ŦĿ̹ƀŅĴ̹rĴŹƀ˫̹,ş̹�ŵŦƙş̝Ź̹ƙŦŵŖ˦̹ƙŅĜƀ̹ŅĴ̹ĴŞŲŘŦƟŹ̹
ňŹ̹ĜşŦƀŅĴŵ̹ĿŵĜŀŞĴşƀ̹ŦĿ̹ŅňŹ̹ňşŖ̹ǭŦƙ̹ŲŵĜĪƀňĪĴ˫̹bŦ̹ĪŦŞĩňşĴ̹ňƀ̹ƙňƀŅ̹ŅňŹ̹ňƀĜŘňĪ̹
interpretation, he has to use photography. Hence, it is believed that there 
ňŹ̹şŦ̹ŦƀŅĴŵ̹ŹňŀşňǬĪĜşƀ̹ŵĴĜŹŦş̹ĿŦŵ̹ŅňŞ̹ƀŦ̹İŦ̹ŹŦ˫̹)ŦƙĴƘĴŵ˦̹ňƀ̹ňŹ̹ĴƘňİĴşƀ̹ƀŅĜƀ̹
he also wants to support his attitude with the message written as the 
readable word “mourning” written vertically as in the Chinese writing 
system, in italics closer to a traditional style with its one rhythm.

VI. CURRENT PRACTICES IN REALM OF WESTERN CALLIGRAPHY

Fig. 84. Mourning/Morning 
and detail, 2007, Source: 
Brown, (2017: 238).
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The word “mourning” is written in his polyrhythmic italic hand with 
exaggerated forms, long strokes, and sharp turns that he manipulates the 
şňĩ̹ƙňƀŅ̹İňǣĴŵĴşƀ̹ĜşŀŘĴŹ˦̹ŞĜŖňşŀ̹ŅňŞ̹ŞŦŵĴ̹ňŘŘĴŀňĩŘĴ̹Ĝşİ̹ŹƀňŘŘ̹ŵĴĪŦŀşňƥĜĩŘĴ˫̹
bŅĴ̹ ĪŦŞĩňşĜƀňŦş̹ ŦĿ̹ ŅňŹ̹ ŹƀƟŘĴ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ƀŅĴ̹ ňŞĜŀĴ̹ ŦĿ̹ ňşŖ̹ ǭŦƙ̹
is tried to be in harmony with each other as a combination. Still, his 
exaggerated style of italic hand and vertically written mourning word also 
ĪŵĴĜƀĴ̹Ĝ̹Ŗňşİ̹ŦĿ̹ĪŦşƀŵĜŹƀ̹ĩƟ̹ĩŵĴĜŖňşŀ̹ƀŅĴ̹ŹŞŦŖƟ̹ĴǣĴĪƀ̹ŦĿ̹ňşŖ̹ǭŦƙ˫

Brown implies that the ink falling downwards creates a negative mood, 
such as sadness. As he states, he is in the quest of searching “to perceive 
a calligraphy that appears to mourn its loss of function” but also “…
celebrates freedom from function” (Brown, 2017: 239). While the word 
mourning refers to the loss of function of calligraphy in the Western 
concept of traditional calligraphy, the word morning refers to a new 
İĜƙş̹ŦĿ̹rĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪŦşĪĴŲƀŹ˫̹ [ňŀşňǬĪĜşƀŘƟ˦̹
Brown assesses the loss of function of calligraphy as something sad, 
even as “mourning,” since he underlines that he reduces the calligraphy 
to its essentials. So what is expected here is not mourning but 
appreciating to perceive calligraphy with its essentials. It may be very 
open to discussion and entirely subjective evaluation. However, still, it 
seems inevitable to think of the contradiction of Brown’s assessments, 
which causes envision whether he is still in the process of internalizing 
the abstract calligraphy, even though he describes it above.

Finally, Fig. 85 illustrates another example of Brown’s abstract 
calligraphy with the same attitude, which he prefers to combine with 
photography and calligraphy written by his polyrhythmic italic hand in 
minuscule and majuscule.

Fig. 85. Think Flow, 2006, 
Source: Brown, (2017: 243).
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The image of ink traces is created spontaneously with the brush tip’s 
ƀŦƄĪŅĴŹ̹ Ŧş̹ ƀŅĴ̹ ŲŦŘƟĴŹƀĴŵ̹ ǬŘŞ̹ ĩŘĴşİĴİ̹ƙňƀŅ̹ƙĜƀĴŵ̹ ĜŹ̹ Ĝ̹ ƀĴƞƀ̹ ŦĿ̹ ňşŖĩŘŦƀ˫̹
After he touches the surface, Brown waits till the ink dries, and he states 
that he observes and thinks to elucidate a concept from the abstraction 
during this process. Hence, he comes up with the words “think” and 
̚ĿŦŘŘŦƙ̹ƀŅĴ̹ ňşŖ̹ǭŦƙ̛̹ƀŅĜƀ̹ ŘňĴ̹Ŧş̹Ĝ̹ĩĜĪŖňşŀ̹ŹŅĴĴƀ̹ŦĿ̹ŲĜŲĴŵ˦̹ƙŅňĪŅ̹ ňŹ̹ĜŘŹŦ̹
wet and causes bleeding of the ink. The word “think” is written in a 
ŞĜœƄŹĪƄŘĴ̹ňƀĜŘňĪ̹ŅĜşİ˫̹�ĿƀĴŵ̹ƀŅĴ̹ŲĜŲĴŵ̹İŵňĴŹ˦̹ƀŅĴ̹ƙŦŵİ̹̚ǭŦƙ̛̹ňŹ̹ƙŵňƀƀĴş̹ĩƟ̹
his polyrhythmic italic hand with exaggerated turns once again (Fig. 86). 
�şŦƀŅĴŵ̹̚ǭŦƙ̛̹ňŹ̹ƙŵňƀƀĴş̹Ŧş̹ƀŅĴ̹ĩŘĜĪŖ̹ňşŖĩŘŦƀŹ̹ŅňŀŅŘƟ̹ňŘŘĴŀňĩŘĴ˫̹bŅĴ̹ƙŦŵİ̹
̚ĿŦŘŘŦƙ˦̛ ̹Ĝşİ̹Ŧş̹ƀŅĴ̹ĩŦƀƀŦŞ̹ŦĿ̹ƀŅĴ̹ĪŦŞŲŦŹňƀňŦş˦̹̚ƀŅĴ̹ňşŖ̹ǭŦƙ˦̛ ̹ƙŵňƀňşŀ̹ĪĜş̹
hardly be realized in the overall composition. The ink traces dominate 
the composition, and the sharp turns and exaggerated form of an italic 
hand with its lines create a contrast once again.

Fig. 86. Details extracted 
from Fig. 85.

Brown seems to create a subtext that he desires his viewer to look and 
think through ink of these practices. The italic hand’s exaggerated 
form, which carries a similar attitude to the cursive hand of Far Eastern 
calligraphy, such as written fast with mostly linked lines, also allows 
calligraphers to create more individual strokes and to write styles that 
may open a new way of personal interpretation and touch which is 
encouraged in the Far East. Apart from Brown’s usage of splashes or 
traces of the ink that takes resemblance Far Eastern calligraphy, Brown’s 
explanations and descriptions of his attitude are evident that they are 
ňşǭƄĴşĪĴİ̹ĩƟ̹şŦƀ̹œƄŹƀ̹ƀŅĴ̹ŲŅƟŹňĪĜŘ̹ĜŲŲĴĜŵĜşĪĴ̹ŦĿ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹
as an image for Westerners who cannot read Chinese or Japanese, but 
also the concept, mindset and overall aesthetic consideration behind 
Brown’s calligraphy seem close relation to Far Eastern calligraphy 
tradition.

As mentioned in Chapter III, the training period is a fundamental stage 
that begins with copying the letterforms and learning ancient styles by 
following the rules to reach the perfect letter; however, the next phase 
is to go beyond a broader sense of calligraphy. With his own statements, 
Brown advocates this accumulated feature of calligraphy, at the same time 
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illustrates the spiritual and more vivid aspects of his practices as follows:

˧̹ƀŅĴş̹ƟŦƄ̹ĜŵĴ̹ŵĴĜİƟ̹ƀŦ̹ŹĴĴ̹Ĝ̹ĩŵŦĜİĴŵ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹xŦƄ̹ŹĴĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňş̹ƀŅĴ̹ĜĪƀňŦş̹ŦĿ̹ƙňşİ̹
on grass, in branches of trees, in lively wrinkles that animate an elder loved one’s face 
when they laugh. Notice the calligraphy of mature that surrounds you today. Then you 
ĪĜş̹ŹƀĜŵƀ̹ƀŦ̹ĩŵňşŀ̹ƀŅňŹ̹ŘĜŵŀĴŵ̹ƘňĴƙ̹ƀŦ̹ĩĴĜŵ̹Ŧş̹ŅŦƙ̹ƟŦƄ̹ƙŵňƀĴ̹ŘĴƀƀĴŵŹ˫̹xŦƄŵ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŞĜƟ̹
become more lively for this broader view, and express more spirit. (Brown, 2017: 237)

This statement shows that the aesthetic consideration of Far Eastern 
calligraphy mentioned in Chapter IV is adopted by Brown, inspired by 
nature. In his statement, the metaphorical resemblance of the strokes 
ƀŦ̹ƀŅĴ̹ŀŵĜŹŹ̹Ŧŵ̹ƀŅĴ̹ǭŦƙňşŀ̹ŦĿ̹ƀŅĴ̹ŀŵĜŹŹ̹ňş̹ƀŅĴ̹ƙňşİ̹Ŧŵ̹ƀŅĴ̹ĩŵĜşĪŅĴŹ̹ŦĿ̹
trees point to the Far Eastern concept of the relation of calligraphy to 
nature, also assesses calligraphy as a living entity.

For this reason, it can be claimed that Brown’s abstract concept of 
calligraphy resembles the abstract concept of Far Eastern, in which 
the calligraphic rendering still exists in the hand and mind of the 
calligrapher without excluding the tradition through practicing it. The 
main essence seems to interrogate the classical mindset of Western in 
terms of writing and its function that is assessed as a server of the text 
and spoken language.

This attitude still seems highly challenging where the boundaries of 
Western calligraphy are mostly established around the etymological 
İĴǬşňƀňŦş̹ŦĿ̹ ƀŅĴ̹ƙŦŵİ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƀŅĴ̹ ƀĴŵŞ̹ĩĴĜƄƀƟ˦̹Ĝşİ̹ƙŵňƀňşŀ˰̹ĴƘĴş̹
this issue is under discussion by Mediavilla (1996), Stevens (2013), 
and Brown (2017), it seems still could not evaluate appropriately 
and comprehensively. In fact, it should not be the main goal to stay 
away from these discussions, about what calligraphy is or whether 
contemporary calligraphy means excluding the tradition or not, 
without addressing the essence of calligraphy in a broad framework, 
evaluating the idea of western writing in its broad frame, and other 
calligraphy traditions. Without evaluating all the prejudices and biased 
ŲĴŵŹŲĴĪƀňƘĴŹ̹ŦĿ̹ƀŅĴ̹ǬĴŘİ˦̹ňƀ̹İŦĴŹ̹şŦƀ̹ŹĴĴŞ̹ŲŦŹŹňĩŘĴ̹ƀŦ̹ĿƄŘŘƟ̹ŲĴŵĪĴňƘĴ̹Ĝşİ̹
make sense of today’s calligraphy practices intertwined with many 
other factors, calligraphy practices, and cultures. 

It should be bear in mind that calligraphy is a word that is decided to 
refer to the other writing systems, which are executed as art forms, 
such as Chinese, which prefers to call it shufa translate as “the art 
and the discipline of writing,” (Iezzi, 2013: 159) and Japanese prefers 
to call it shodo, which translates to “the way of Japanese calligraphic 
art” (Davey, 2019: np.). Contrary to the West, their calligraphy cultures 
are explained under the examination of various features, as mentioned 
earlier in this chapter. Hence, to describe what calligraphy is or today’s 
interpretations, such as in Brown’s case that examined here whether 
calligraphy or not, is based on the perception of how one perceives the 
term writing as a form of art. Once again, it leads us to interrogate 
whether the writing is supposed to be reduced to a spoken language, 
and the calligraphy is its “beautiful” form that is supposed to be read 
in a literal sense. Even though the answers to these questions may 
change, it is evident that contemporary calligraphers such as Brown 
ĜŵĴ̹ňş̹ĪŦşŹƀĜşƀ̹ŹĴĜŵĪŅ̹ŦĿ̹ĩĴƟŦşİ̹ƄşİĴŵ̹ƀŅĴ̹ňşǭƄĴşĪĴ̹ŦĿ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹
calligraphy blending with his western background. 
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�şŦƀŅĴŵ̹ ŹňŀşňǬĪĜşƀ̹ ĿĴĜƀƄŵĴ̹ ƀŅĜƀ̹ ŅĜŹ̹ ƀŦ̹ ĩĴ̹ ƄşİĴŵŘňşĴİ̹ ĜĩŦƄƀ̹ �ŵŦƙş̝Ź̹
calligraphy is the performative aspect that is a feature of the Far 
Eastern calligraphy tradition, mentioned in Chapter IV. That is summed 
up by Pohl (2004) by three characteristics of Chinese calligraphy 
mentioned earlier: the representational function of art is not that 
ŹňŀşňǬĪĜşƀ̹ ňş̹ ƀŅĴ̹ �ŅňşĴŹĴ̹ ŘňƀĴŵĜƀň̹ ƀŵĜİňƀňŦş˦̹ ĩƄƀ̹ ŅŦƙ̹ ŹŦŞĴƀŅňşŀ̹ ňŹ̹
painted (how somebody painted) matters more than what is painted. 
That means the main focus is on execution, and these qualities of Far 
Eastern calligraphy are assessed as calligraphic rendering similar to 
dance and music. As can be observed in Brown’s work here, the creative 
Ĝşİ̹ĴƞŲŵĴŹŹňƘĴ̹ĜĪƀ̹ĩĴĪŦŞĴŹ̹ŞŦŵĴ̹ŹňŀşňǬĪĜşƀ̹ƀŅĜş̹ƀŅĴ̹ŦƄƀĪŦŞĴ˦̹Ĝşİ̹ƀŅĴ̹
compositional aspects of the work, the actual product, are the second. 
The quality of the work seems to be assessed as the marks of the tool, 
the tonality, and the variegated strokes, which are also emphasized 
by Stevens (2013), are adapted by Brown here. It is evident that Brown 
takes these references from the Far Eastern calligraphy tradition, which 
ňŹ̹ĴƞĴĪƄƀĴİ̹ƙňƀŅ̹ƀŅĴ̹ĩŦİƟ̹Ĝşİ̹Şňşİ̹ƄşňǬĪĜƀňŦş̹ňş̹ƀŦƀĜŘ̹ĪŦşĪĴşƀŵĜƀňŦş˦̹
leading to the analogy with dance as a contemporary interpretation of 
calligraphy.

His postmodern attitude toward the usage of the industrial materials 
that are produced for other purposes but employed and used in an 
artistic context can be seen in other contemporary artists, namely 
Denise Lach, who uses everyday materials, such as a fork, a knife, or a 
wooden comb to experiment calligraphic texture in search of similar 
ŲĜƀƀĴŵşŹ̹ƀŅĜƀ̹ŹŅĴ̹ŅĜŹ̹ňşŹŲňŵĴİ̹ƀŅĴ̹şĜƀƄŵĴ˫̹[ŅĴ̹ňŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŹňŀşňǬĪĜşƀ̹
ĴƞĜŞŲŘĴŹ̹ ƀŅĜƀ̹ ňŹ̹ ĴƞĴŞŲŘňǬĴİ̹ şŦƀ̹ œƄŹƀ̹ ƄŹňşŀ̹ ƀŅĴŹĴ̹ ŞĜƀĴŵňĜŘŹ̹ ĿŦŵ̹
calligraphy but also just focusing on the patterns, textures, traces, or 
marks; she tries to imitate them with her calligraphic trials. For this 
ŵĴĜŹŦş˦̹ňƀ̹ƙňŘŘ̹ĩĴ̹ŹňŀşňǬĪĜşƀ̹ƀŦ̹ĪŦşƀňşƄĴ̹ƙňƀŅ̹�ĴşşňŹ̹�ŵŦƙş̹ƀŦ̹ŹĴĴ̹ƀŅĴ̹
concept’s expansion in the realm of contemporary western calligraphy.

6.9. Denise Lach

In this part, calligrapher Denise Lach (b. 1952 in Mulhouse, France) will 
ĩĴ̹ŦĩŹĴŵƘĴİ̹ƙňƀŅ̹ŅĴŵ̹ ŹňŀşňǬĪĜşƀ approach to the textures that she tries 
to mimic with her calligraphic work executed by her unusual tools for 
calligraphy, but common materials for daily lives. She illustrates one of the 
examples as a contemporary calligrapher who is on a quest to establish 
the link between the past and the present. Past comes with the calligraphy 
itself, and the present is embodied through her unusual trials in her 
ĪĜŘŘňŀŵĜŲŅňĪ̹ĪŦŞŲŦŹňƀňŦşŹ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ňƀ̹ňŹ̹ŹňŀşňǬĪĜşƀ̹ƀŦ̹ŞĴşƀňŦş̹ŅĴŵ̹
ƘĜŵňŦƄŹ̹ƙŦŵŖŹ̹Ĝşİ̹ƀŵƟ̹ƀŦ̹ĿŵĜŞĴ̹ƀŅĴ̹ŹňŞňŘĜŵ̹Ĝşİ̹İňǣĴŵĴşƀ̹ŲĴŵŹŲĴĪƀňƘĴŹ̹ƀŅĜƀ̹
can be encountered in the context of contemporary western calligraphy.

As stated, Lach takes attention to her playful experiment with the 
textual aspect of writing and calligraphy, which becomes the dominant 
element of her approach. She focuses on the textual appearance of a 
powerful impression of the overall composition written by strokes, 
lines, or stains that seems to adopt images from nature and adapt them 
ĜŹ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ĪŦŞŲŦŹňƀňŦş˦̹ƙŅňĪŅ̹ ĪĜş̹ ĩĴ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ŅĴŵ̹ ŹňŀşňǬĪĜşƀ̹
contribution to consider as an inspiration in the realm of today’s 
calligraphy understandings. 
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For over thirty years, Lach has been involved with calligraphy and 
conceptual writing –practicing, teaching lettering design, and leading 
workshops and courses, such as “Play on Writing/Writing Textures” 
workshop with the promise to stimulate creativity to open up new 
perspectives in the realm of calligraphic expression. Here, instead of 
focusing on the construction of the conventional formal alphabets, Lach 
prefers to practice textural and experimental writing as a result of a 
woven play of words, not legible from the traditional aspects but visually 
dynamic and challenging compositions (Society of Scribes, n.d.).

Furthermore, Lach gathered his practices in her book entitled 
��''$"-�+#4Ĭ����**&�*!��*)/ (+*-�-4�
).+$-�/$*)�ň978:Ŋĩ which consists of 
brief discussions on visual examples denoted by the juxtaposition of an 
image from nature inspired by and the re-creation of the same texture 
selected from nature. 

From this point, one can claim that the book has a remarkable 
resemblance to the others on the market about acquiring and practicing 
calligraphy skills. However, neither any knowledge about traditional 
ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ŦǣĴŵĴİ̹şŦŵ̹ŲŘĜşşĴİ̹ ƀŦ̹ ŹĴŵƘĴ̹ĜŹ̹ Ĝ̹ŀƄňİĴĩŦŦŖ̹İĴŹĪŵňĩňşŀ̹
traditional tools and materials and their technical details. Through her 
practices, to create the desired texture that seems to mimic the natural 
pattern, Lach slightly mentions the tools that she uses. The selected 
tools help to give the exact form of the overall composition, which will 
be mentioned in this part.

It will not be wrong to claim that tools selected for Lach’s experiments 
carry the importance of mimicking the pattern or texture that she 
ƀŵňĴŹ̹ƀŦ̹ĪŵĴĜƀĴ̹Ĝ̹ŹňŞňŘĜŵ̹ĴǣĴĪƀ˫̹�ĴŹňİĴŹ̹ƀŵĜİňƀňŦşĜŘ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹
tools, namely pointed nib, broad-edge nib, quill, and brush which is 
explained in Chapter III, Lach mostly uses to experiment with various 
tools that can leave a mark that she desires, such as cola pen, ruling 
pen, plastic knife and fork, syringe, pipet, wooden comb, various 
stamps. She also combines these tools and techniques, which will 
be observed on the following pages. This vast amount of tools can be 
ĜŹŹĴŹŹĴİ̹ĜŹ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƀŦŦŘŹ̹ ĴŞŲŘŦƟĴİ̹ ƀŦ̹ ŵĴǭĴĪƀ̹ ƀŅĴ̹ ňşŴƄňŵƟ̹ŦĿ̹ Ĝş̹
artist searching for an experiment about mark-making by writing-like 
gestures and calligraphic background. 

One of the tools that Lach often employs is called the cola pen (Fig. 87). 

Fig. 87. Cola pen, 
Source: Lach, (2013: 59).
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The name is given because of the material that is made from; an empty 
cola can. A form of a nib is given to the can depending on the type of 
nib that is prepared by the calligrapher. 

The way the cola pen is manipulated includes the angle held, the 
direction the hand follows, and the ink amount. Overall options that 
the cola pen provides make it a desirable option for Lach, who obtains 
the expressive lines that she desires. It also provides a variety of thin 
and thick strokes, depending on the pen’s movement and angle; as 
mentioned, the cola pen gives Lach a chance to create aggressive, hasty 
thin, thick strokes with ink splashes as rust make the metal a more 
spontaneous way. However, it should be kept in mind that the moves of 
the hand of the calligrapher execute the links or strokes as a result of 
the trained eye, mind, and hand through practicing the traditional and 
contemporary approach in the realm of calligraphy. That means, once 
again, it is needed to underline that contemporary calligraphy/writing, 
as seen in Lach’s experiment derived from the tradition, fused with an 
abstraction of the physical and thematical approach of calligraphy, as in 
the case of the Far Eastern calligraphy mentioned in Chapter IV. 

Fig. 8 illustrates the impression of the detailed photograph of a stone 
(on the right) and how it is interpreted as calligraphic composition 
(on the left) by Lach. Using the cola pen to draw letters in this piece, 
;ĜĪŅ̹ĪŵĴĜƀĴŹ̹Ĝ̹ŹňŞňŘĜŵ̹ƘňŹƄĜŘ̹ĴǣĴĪƀ̹ƙňƀŅ̹ƀŅĴ̹ŹƀŦşĴ̹ňş̹ƀŅĴ̹ňŞĜŀĴ̹Ŧş̹ƀŅĴ̹
textural base. As can be observed, in the image with additional support, 
such as the touch of color, Lach mimics the visual appearance of the 
stone. In her composition, it can be said that the letters are composed 
dynamically with the rhythm that is considered within; even some of 
them can be recognizable. At least, the strokes and lines, with their 
powerful presence, give movement and energy. Through width and 
coloration, the contrast in strokes also gives that dynamic sense 
executed with the moves and manipulation of the cola pen. Carefully 
constructed within the sense of rhythm and motion, the partial form 
of the stone is intended to create at least it is desired to be associated 
with the original image through the calligraphic texture that Lach 
creates. Hence, in this sense, it can be said that the experiment of 
Lach is textural calligraphy, in which calligraphic signs -lines, strokes, 
letters, even stains- are employed to create a textural appearance.

Fig. 88. left Mimicking the 
stone, ruling pen with 
watercolor,

right Detail photography of 
stone that is inspired, n.d., 
Source: Lach, (2013: 52-53).
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Another tool that Lach employs is the ruling pen, as can be seen in 
Fig. 89, a drawing instrument used initially for technical drawings in 
engineering and cartography with straight rulers and curves.

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE

Fig. 89. Ruling pen, 
Source: Lach, (2013: 43).

The ruling pen contains ink between two metal jaws in a slot. It can 
be rendered thin lines and line width adjusted by an adjustment screw 
connecting the jaws. Depending on the angle and the moves, it may 
splash the ink drops around the line, which leaves a trashy mark on the 
surface. Due to the nature of the material, the strokes have to be precise 
and have to be executed more aggressively at a certain speed without 
hesitation. For calligraphy practices, a ruling pen can be assessed as a 
contemporary tool that the calligrapher prefers when expressive lines 
and gestures are desired, which refers to more spontaneous lines that 
seem to be drawn embellished with stains and marks. 

Fig. 90 illustrates a practice executed with the ruling pen that is tried to 
ŞňŞňĪ̹ƀŅĴ̹ĪŦŵŵŦİĴİ̹ŞĴƀĜŘ̹ĜŲŲĴĜŵĜşĪĴ̹ŦĩŹĴŵƘĴİ̹ňş̹ƀŅĴ̹ǬŀƄŵĴ̹Ŧş̹ƀŅĴ̹ŘĴĿƀ˫̹

Fig. 90. left Detail photography 
of corroded metal,

right Mimicking the corroded 
metal with cola pen, n.d., 
Source: Lach, (2013: 48-49).
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VI. CURRENT PRACTICES IN REALM OF WESTERN CALLIGRAPHY

The prominent appearance of the metal is complex scribbles from 
the basic form seen on the metal surface. The lines and textures that 
seem to have been created quite randomly are tried to be given by Lach 
with a ruling pen. The form is shaped by manipulating the ruling pen, 
and Lach’s hand movements resemble a texture on metal, which also 
refers to the appearance of metal with random ink splashes thanks to 
ƀŅĴ̹ŞĜƀĴŵňĜŘ˫̹�Ź̹ňş̹ƀŅĴ̹ǬŵŹƀ̹ŲŵĜĪƀňĪĴ˦̹ŵĴĜİĜĩňŘňƀƟ̹ňŹ̹şŦƀ̹Ĝş̹ňŹŹƄĴ̹ĩĴĪĜƄŹĴ̹
Lach focuses on the overall appearance of the texture to underline the 
textural possibility of contemporary calligraphy.

Apart from mimicking the patterns or texture of the objects from 
nature, Lach’s search for the textual appearance is also inspired by 
the overall appearance of a script written on the page, which creates a 
ĪĴŵƀĜňş̹ƀĴƞƀƄŵĴ̹Ŧş̹ƀŅĴ̹ŹƄŵĿĜĪĴ˫̹�ŞŦşŀ̹ƀŅĴŹĴ˦̹ƀŅĴ̹$ŦƀŅňĪ̹ƙŵňƀňşŀ̹ŹƟŹƀĴŞ˦̹
mentioned in Chapter III, takes the attention of Lach, and she creates 
ƀĴƞƀƄŵĜŘ̹ĜşĜŘŦŀƟ̹ƙŦŵŖ̹ƙňƀŅ̹ƀŅĴ̹ŹňƞƀĴĴşƀŅ̐ĪĴşƀƄŵƟ̹$ŦƀŅňĪ̹ŹĪŵňŲƀ̹ƀŅŵŦƄŀŅ̹
its texture-looking style as Meulman and Lampas, as examined in this 
�ŅĜŲƀĴŵ̹ĴĜŵŘňĴŵ˦̹ƙŅŦ̹ĜŘŹŦ̹ĴŞŲŘŦƟ̹ƀŅĴ̹ƀĴƞƀƄŵĜŘ̹ĿĴĜƀƄŵĴ̹ŦĿ̹ƀŅĴ̹$ŦƀŅňĪ̹ŅĜşİ̹
as an inspiration for their work. It will not be wrong to claim that this 
ancient style also supports calligraphers’ desire to look at words and 
writing as images and produce works with this understanding. With 
this feature, the gothic script seems to be an inspired script frequently 
used by the calligraphers discussed in this Chapter.

Fig. 91 illustrates two examples of an analogy of the textural appearance 
ŦĿ̹ ƀŅĴ̹ $ŦƀŅňĪ̹ ŅĜşİ̹ ĜŹ̹ ŹĴĴş̹ ňş̹ ƀŅĴ̹ ǬŀƄŵĴ˫̹ [ŅĴ̹ ŦşĪĴ̹ ĜŀĜňş̹ ĴŞŲŘŦƟŹ̹
the ruling pen to utilize its promising feature to create the thin and 
thick strokes depending on the angle that the calligrapher holds it. 
�ƞŲĴŵňŞĴşƀňşŀ̹ƙňƀŅ̹ƀŅĴ̹ŵƄŘňşŀ̹ŲĴş̹ƙňƀŅ̹ƀŅĴ̹İňǣĴŵĴşƀ̹ƙňİƀŅŹ̹ƀŦ̹ŦĩƀĜňş̹
thick and thin lines with huge contrast obviously points to the script’s 
textural feature. The type of the tool and the speed and pen position 
ĪŅĜşŀĴŹ̹ŵĴǭĴĪƀ̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ĜŲŲĴĜŵĜşĪĴ̹ŦĿ̹ƀĴƞƀƄŵĜŘ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹Ĝşİ̹ƀŅĴ̹
ĪĜŘŘňŀŵĜŲŅňĪ̹ŹƀŵŦŖĴŹ˦̹ ŘňşĴŹ˦̹ Ĝşİ̹İŵŦŲŹ̹ŦĿ̹ ƀŅĴ̹ ňşŖ̹ŦşĪĴ̹ĜŀĜňş̹ŵĴǭĴĪƀ̹ ƀŅĴ̹
contemporary calligrapher’s attitude towards to creates the desire to 
gesture in the realm of calligraphy, one of the most employed, hence 
dominant features in contemporary calligraphy practices.

Fig. 91. The texture practice 
with the inspiration of Gothic 
script written by ruling pen, n.d., 
Source: Lach, (2009: 57).
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Apart from the ruling pen and cola pen that Lach employs, it can be 
observed that she frequently continues her experiment with various 
objects such as a fork and knife (Fig. 92), a wooden comb (Fig. 93), a 
syringe, and a small wire brush (Fig. 94), which can serve as writing 
ƀŦŦŘŹ̹ ƀŦ̹ĪŵĴĜƀĴ̹ĴǣĴĪƀňƘĴ̹ ƀĴƞƀƄŵĴŹ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ƙŵňƀňşŀ̐ŘňŖĴ̹ŀĴŹƀƄŵĴŹ̹Ĝşİ̹
the hand of the calligrapher.

Fig. 92. The texture practice 
with everyday objects, namely 
a plastic fork and a knife, n.d., 
Source: Lach, (2009: 158).

Fig. 93. The texture practice 
is written by wooden comb, 
Source: Lach, (2009: 156).

Fig. 94. The texture practice 
with a wire brush and syringe, 
n.d., Source: Lach, (2009: 156).
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In these examples, once again, the textural aspect of writing is the 
major element of her approach. These aspects lead her works to create 
an impression as if she constructs the text, in which exists a certain 
language that she creates. 

This issue reminds the asemic writing mentioned earlier in part “6.5. 
Niels “Shoe” Meulman.” It is not an illustration of the text but rather 
seeking a way to evoke emotions through a word and the color of the 
text, in which the artist transforms her graphic vocabulary for the sake 
of searching beyond the literal meaning of the written word. 

As seen in Fig. 95, all practices have their unique formulation created 
with the potential of the material and tools that Lach employs. They 
also have a certain repetition within a rhythm with writing-like 
gestures with thin and thick strokes. The overall composition here 
certainly has an impression of the text on the viewer, even though there 
exist recognizable letters which support that impression. However, it is 
ŦĩƘňŦƄŹ̹ƀŅĜƀ̹ƀŅĴ̹ĿŦĪƄŹ̹ŲŦňşƀ̹ňŹ̹ƀŅĴ̹ƀĴƞƀƄŵĜŘ̹ĴǣĴĪƀ̹ĪŦşŹƀŵƄĪƀĴİ̹ƙňƀŅ̹ƀŅĴ̹
writing elements, such as letters, lines, or strokes.

Fig. 95. Examples of Texture 
series,n.d., Source: Lach’s 
Official Website, deniselach.
com/copie-de-calligraphie, 
access: 03.12.2020.
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What can be understood from these examples of Lach is that her 
calligraphy understanding manifests itself through the textural 
appreciation that is seen as an image rather than a text, once again very 
similar to the attitudes of other contemporary calligraphers mentioned 
earlier, who fusing the past and the present with postmodern features. 
bŅĴ̹ ŲŵŦĪĴŹŹ̹ ŦĿ̹ ĪŵĴĜƀňŦş̹ ĪĜş̹ ĩĴ̹ ĜŲŲŵŦĜĪŅĴİ̹ ĿŵŦŞ̹ ŞĜşƟ̹ İňǣĴŵĴşƀ̹
aspects, and the possibilities for creating new calligraphic pieces 
can be assumed to be almost limitless in contemporary western 
calligraphy due to the contemporary calligraphers and their attitudes. 
It is precise about exploring this potential of the handwritten script; 
with the highlighted texture, individuality, and creativity, nature is a 
ŹƄŵŲŵňŹňşŀŘƟ̹ŲŵŦŘňǬĪ̹ŹŦƄŵĪĴ̹ŦĿ̹ňİĴĜŹ̹Ĝşİ̹ĪŘŦŹĴŘƟ̹ĪŦşşĴĪƀĴİ̹ƙňƀŅ̹ƙŵňƀňşŀ̹
in various ways, as in Lach’s practices. 

�ĴĿŦŵĴ̹İňŹĪƄŹŹňşŀ̹ŅĴŵ̹ƙŦŵŖŹ˦̹ ňƀ̹ƙňŘŘ̹ĩĴ̹ĜŲŲŵŦŲŵňĜƀĴ̹ ƀŦ̹ĩŵňĴǭƟ̹ŞĴşƀňŦş̹
ƀŅĴ̹ ĪŦşƘĴşƀňŦşĜŘ̹ Ĝşİ̹ şŦş̐ĪŦşƘĴşƀňŦşĜŘ̹ ƀŦŦŘŹ˦̹ ŅŦƙ̹ ƀŅĴƟ̹ ĜǣĴĪƀ̹ ƀŅĴ̹
form of the letter, and the overall appearance of the text and texture. 
Hence, the traditional tool creates the overall textural appearance 
Ĝşİ̹ ƀĴƞƀ̹ ĪŦŘŦŵ˦̹ ƙŅňĪŅ̹ ŅĜŹ̹ ĩĴĴş̹ ĜǣĴĪƀĴİ̹ ĩƟ̹ ƀŅĴ̹ ŹĪŵňŲƀ̝Ź̹ ŘĴƀƀĴŵĿŦŵŞ̹
-mentioned in Chapter III- and the tool used. Considering the main 
ƀŵĜİňƀňŦşĜŘ̹ ƀŦŦŘŹ̹Ĝşİ̹ŅŦƙ̹ƀŅĴƟ̹ĜǣĴĪƀ̹ ƀŅĴ̹ ĿŦŵŞ˦̹;ĜĪŅ̝Ź̹ĜƀƀňƀƄİĴ̹ƀŦƙĜŵİ̹
textural calligraphic compositions will be more understandable as a 
contemporary concept.

At this point, to enhance the scale of the contemporary approaches, 
another calligrapher takes attention to her tendency to perform 
calligraphy, supported by her background as a dancer. Earlier, in 
�ŅĜŲƀĴŵ̹,,,˦̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹İĴǬşňƀňŦşŹ˦̹İĴŹĪŵňŲƀňŦşŹ˦̹Ĝşİ̹ŹƀĜƀĴŞĴşƀŹ̹ĜĩŦƄƀ̹
calligraphy, how it has been tried to describe with the analogy of Jazz 
music or dance such as Stevens (2017) does, also in Chapter IV in part 
“4.1.8. The Performative aspect of Chinese calligraphy: the analogy with 
dance and music,” it is mentioned the similarities between calligraphy 
and music and dance. 

�Ź̹Ĝ̹ŵĴŞĜŵŖĜĩŘĴ̹ĴƞĜŞŲŘĴ̹ŦĿ̹ƀŅňŹ̹ŹňƀƄĜƀňŦş˦̹~ĴŀĜ̹ňŹ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ĴƞĜŞŲŘĴ̹
ƀŦ̹ŹŅŦƙ̹ŦƀŅĴŵ̹ ĿĴĜƀƄŵĴŹ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹İňǣĴŵĴşƀ̹
from the earlier mentioned examples.  

6.10. Loredana Zega

In this part, a freelance calligrapher with an English National Diploma in 
Calligraphy, held by The Calligraphy and Lettering Art Society (CLAS)11, 
one of the largest western lettering societies based in the United 
Kingdom, and has an extensive membership in Europe and many other 
countries with the aims to provide educational support to its members, 
Loredana Zega (b. 1980, Slovakia) will be mentioned through her dance 
ŲĴŵĿŦŵŞĜşĪĴ̹ ƀŅĜƀ̹ İŦŞňşĜƀĴŹ̹ ŅĴŵ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙŦŵŖŹ˫̹ ,ƀ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ̹
İƄĴ̹ ƀŦ̹ ƀŅĴ̹ ĿĜĪƀ̹ ƀŅĜƀ̹ŞŦŹƀ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ŲŵĴĿĴŵ̹ ƀŦ̹ İĴǬşĴ̹
calligraphy through proximity to music, especially jazz music and dance. 

11 CLAS includes national and international events, such as the annual Festival of Calligraphy for week-
long, day and weekend workshops, and exhibitions. For more information, https://www.clas.co.uk/
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The rhythm, harmony, and movement become embodied here through 
the work of Zega, which also takes resemblance with the Far Eastern 
calligraphy performances of Chinese dance companies and The Cloud 
$ĜƀĴ̹�ĜşĪĴ̹bŅĴĜƀŵĴ̹ŦĿ̹bĜňƙĜş˦̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,q˫̹

With her childhood interest in writing, Zega experiences a variety of 
techniques, surfaces, and alphabets that will be mentioned in this part. 
Attending dance and calligraphy masterclasses in Slovakia, Belgium, 
Ireland, the United Kingdom, and Slovenia to search for new writing 
ŲŦŹŹňĩňŘňƀňĴŹ˦̹ ŹŅĴ̹ ǭŦƄŵňŹŅĴŹ̹ ŅĴŵ̹ ƀĴĪŅşňŴƄĴ̹ ƙňƀŅ̹ Ĝ̹ şĴƙ̹ ƙŦŵŖ̹ ĜŹŲĴĪƀ˦̹
which gives a way to combine calligraphy with her performance. 
Working for many private clients and institutions, she creates 
expressive calligraphy performances, paints walls, makes calligraphic 
sculptures from wood and plexiglass, and creates stage performances. 
Among them, what takes attention is how she fuses her calligraphy 
practices with dance focusing on exhilarating liveliness. 

�Ź̹ƙňŘŘ̹ĩĴ̹ŹĴĴş̹ňş̹ƀŅňŹ̹ŲĜŵƀ˦̹ƀŅĴ̹ǭĜƀ̹ƀňŲ̹ĩŵƄŹŅĴŹ˦̹İĜşĪĴ˦̹Ĝşİ̹ƀŅĴĜƀŵĴ̹ŅĜƘĴ̹Ĝ̹
ŹňŀşňǬĪĜşƀ̹ŲŘĜƟ̹ĜŹ̹ĪŦŞŲŘĴŞĴşƀĜŵƟ̹ƀŦ̹~ĴŀĜ̝Ź̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŲĴŵĿŦŵŞĜşĪĴŹ˫̹
For this reason, she takes attention and is worth mentioning as an 
experience of a contemporary western calligrapher.

As mentioned in Chapter IV, the Far Eastern calligraphy is based on 
brushwork employed and used as a part of the calligrapher underlines 
the connection between the calligrapher and his materials; the 
calligraphy is executed as a performance with the pointed brush and 
ňşŖ˫̹HşĴ̹ŦĿ̹ƀŅĴ̹ŞŦŹƀ̹ŹňŀşňǬĪĜşƀ̹ĿĴĜƀƄŵĴŹ̹ňŹ̹ƀŦ̹ĜĪŅňĴƘĴ̹ƀŅĴ̹ƘňƘňİ̹ŹƀŵŦŖĴŹ̹
in the compositions as a representative of a living thing, similar poise 
ŦĿ̹Ĝ̹ǬŀƄŵĴ̹ƀŅĜƀ̹ŞĜƟ̹ĩĴ̹ŹƀĜşİňşŀ˦̹ƙĜŘŖňşŀ˦̹İĜşĪňşŀ˦̹ƀŅĜƀ̹ŲŦňşƀŹ̹Ĝƀ̹ŘňƘĴŘƟ̹
movements. 

Hence, as mentioned about the performative aspects of Far Eastern 
ĪĜŘŘňŀŵĜŲŅƟ̹ ĴĜŵŘňĴŵ̹ ňş̹ �ŅĜŲƀĴŵ̹ ,q˦̹ ƀŅĴ̹ ĜǤŘňĜƀňŦş̹ ĩĴƀƙĴĴş̹ #Ĝŵ̹ �ĜŹƀĴŵş̹
calligraphy, dance, and music as the performance comes with this 
perspective underlines the writing process, the exact moment the 
calligrapher who executes the calligraphic work. Whereas in western 
calligraphy, the metal nib is the dominant material mentioned in 
Chapter III, the main feature was to write the text legibly to convey 
the word’s literal meaning. However, the expressive potential of 
calligraphic stroke with the brush seems to be alluring to western 
calligraphers, who focus on the process of writing and assess the act 
as a performance as in the case of Far Eastern calligraphy, in which 
the gesture has its roots comes with the nature of the calligraphic 
approach. 

,ş̹ŦŵİĴŵ̹ƀŦ̹ŲƄŵŹƄĴ̹ƀŅĴŹĴ̹ǭŦƙňşŀ̹ ŘňşĴŹ˦̹ ĿŦŵ̹~ĴŀĜ˦̹ ƀŅĴ̹ŞĜňş̹ ňşŹƀŵƄŞĴşƀ̹
ĩĴĪŦŞĴŹ̹ ƀŅĴ̹ ǭĜƀ̹ ƀňŲ̹ ĩŵƄŹŅ̹ ƀŦ̹ ĪŦşŹƀŵƄĪƀ̹ ƀŅĴ̹ ŘĴƀƀĴŵĿŦŵŞŹ˦̹ƙŅňĪŅ̹ƙĴŵĴ̹
used to write by the metal nib and perform calligraphic writing as a 
dance. It can be said that Zega’s calligraphic performances seem to 
follow the analogies between dance, music, and calligraphy, which 
İŦ̹ şŦƀ̹ İĴǬşĴ̹ ƀŅĴ̹ ƀŵĜİňƀňŦşĜŘ̹ ĜŹŲĴĪƀ̹ ŦĿ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˰̹ ŅŦƙĴƘĴŵ˦̹
they become an inspiration and reference for contemporary western 
calligraphers.
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Fig. 96 illustrates one of her performance fragments extracted from 
her performance video. With a professional videographer, Aleš Bajec, 
performed a project called Dance the Letters.

Fig. 96. Dance the Letters, 
videographer: Aleš Bajec, 2011, 
Source: YouTube, youtube.
com/watch?v=qay6B_aa1es, 
access: 25.10.2018.

,ş̹ŅĴŵ̹ŲĴŵĿŦŵŞĜşĪĴ˦̹ŹŅĴ̹ƄŹĴŹ̹ǭŦƄŵ̹ŲŦƄŵňşŀ̹ŦşƀŦ̹ƀŅĴ̹ŹƄŵĿĜĪĴ̹ĩĴĪĜƄŹĴ̹ŹŅĴ̹
ŹĴĴŞŹ̹ƀŦ̹ĴŞŲŅĜŹňƥĴ̹ƀŅĴ̹ŞĜŀňĪĜŘ̹ŲŦƙĴŵ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ǭŦƄŵ̝Ź̹
İƄŹƀƟ˦̹ŹŞŦŖƟ̹ĴǣĴĪƀ˫̹rňƀŅ̹Ĝ̹ŲňĴĪĴ̹ŦĿ̹ĩŵĴĜİŹƀňĪŖ˦̹ŹŅĴ̹ƙŵňƀĴŹ̹ňş̹Ĝ̹ŹƀŵƄŀŀŘňşŀ̹
manner on the arena, which reminds the various stories mentioned in 
Chapter IV. The Far Eastern painting and calligraphy are described as 
related to martial arts performance. Wang Xizhi’s postscript to “Battle 
Strategy of the Brush” by his teacher, Lady Wei (1727-1775)’s descriptions 
are also mentioned how paper is assessed as the battle array, the brush is 
ƀŅĴ̹ŖşňĿĴ˦̹ňşŖ̹ňŹ̹ƀŅĴ̹ŅĴŘŞĴƀ̹ƀŅĜƀ̹ŲŦňşƀŹ̹Ĝƀ̹ƀŅĴ̹ǭƟňşŀ̹ŹƀŵŦŖĴŹ̹ĴƞĴĪƄƀĴİ̹ĩƟ̹
brush appreciated as equal to the battle order of the army. 
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The style Zega employs resembles the italic hand that can be performed 
ĿŵĴĴŘƟ̹ Ĝşİ̹ ǭƄĴşƀŘƟ˦̹ ĜŹ̹ ňş̹ ƀŅĴ̹ ĪĜŹĴ̹ ŦĿ̹ �ŵŦƙş̹ ƙňƀŅ̹ ŅňŹ̹ ŲŦŘƟŵŅƟƀŅŞňĪ̹
experiences with the italic hand. It can be observed through the various 
letters that she prefers to preserve the well-structured italic forms 
rather than distorting or exaggerating them because the emphasis is 
on the performance rather than the written word here. 

The tool and the material are assumed to be the body’s extension, and 
the written text actually follows the calligrapher’s movement on the 
ŹƀĜŀĴ˦̹ ĪŘĴĜŵŘƟ̹ ňşǭƄĴşĪĴİ̹ĩƟ̹ ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ŅŦƙ̹ ƀŅĴƟ̹
perceive calligraphy as a performance, as a way of writing, as in the case 
of martial art. It comes from the word shodo consists of two words sho 
and do, the actual act of doing something, a way, and a path followed 
with a highly disciplined mind and body. For this reason, this type of 
ŲĴŵĿŦŵŞĜşĪĴ̹ŦĿ̹~ĴŀĜ̹ňŹ̹ĴƘňİĴşƀŘƟ̹ŅňŀŅŘƟ̹ňşǭƄĴşĪĴİ̹ĩƟ̹ƀŅňŹ̹ĜŹŲĴĪƀ̹ŦĿ̹#Ĝŵ̹
Eastern calligraphy, which cherishes the continuum.

Another example can be observed in Fig. 97, the same attitudes of Zega 
can be observed. In the performance, Harmony of Calligraphy, dancing with 
ribbon and writing with the brush loaded with white color on the wet rock 
create the perception that she is writing on water. 

Fig. 97. Harmony of Calligraphy, 
n.d., videographer: Aleš Bajec, 
2012, Source: YouTube, youtube.
com/watch?v=8aeofXdz-Co&t=3s, 
access: 25.10.2018.
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White color is used on the surface of the rock as if she is writing, and her 
ƙŵňƀňşŀ̹ İňǣƄŹĴŹ̹ Ĝşİ̹ İňŹĜŲŲĴĜŵŹ̹ Ŧş̹ƙĜƀĴŵ˰̹ Ĝşİ̹ ~ĴŀĜ˦̹ ƀŦ̹ ĪŦŞŲŘĴŞĴşƀ̹
ŅĴŵ̹İĜşĪĴ˦̹ƄŹĴŹ̹ Ĝ̹ĩŘĜĪŖ̹ ŵňĩĩŦş̹ĜŹ̹ ňş̹�ŘŦƄİ̹$ĜƀĴ̹�ĜşĪĴ̹bŅĴĜƀŵĴ̹ ŹƀĜŀĴ̹
a trilogy, where the dancer uses water sleeves as an analogy to the 
act of writing in terms of movement. Water sleeve is a popular way 
to represent the motion expressed in Chinese calligraphy; however, 
the ribbon for western calligraphy to support the idea of movement is 
İĴǬşňƀĴŘƟ̹Ĝ̹şĴƙ̹ĪŦşĪĴŲƀ˫

)Ĵŵ̹ ŞŦƘĴŹ̹ Ĝşİ̹ ŲŅƟŹňĪĜŘ̹ ŀĴŹƀƄŵĴ̹ ĜŹ̹ ŵĴǭĴĪƀňŦşŹ̹ ŦĿ̹ ŞƄŹňĪ̹ ĜĪĪŦŞŲĜşƟ̹
ŅĴŵ̹ ĪĜŘŘňŀŵĜŲŅƟ˰̹ ŦƘĴŵĜŘŘ˦̹ ŅĴŵ̹ ĜƀƀňƀƄİĴ̹ ǬƀŹ̹ ňşƀŦ̹ ƀŅĴ̹ ŲĴŵĿŦŵŞĜşĪĴ̹ ňş̹ Ĝ̹
harmonious connection. For Zega, her calligraphy is an artistic medium, 
not just within the actual performance she does, but each calligraphy 
stroke preserves and reveals expressive movement immensely by lifting 
up and down of tools used to write. She is enthusiastic about exploring 
an innovative way to integrate her artistic background and interest in 
material manipulation, evidently inspired by the Far Eastern concept of 
calligraphy.

As stated earlier, experimentation with materials also plays an essential 
part in her performances. The diverse form of media or surfaces, as 
in Fig. 98, entitled Calligraphy on Saltpans, experimented in saltpans 
Secovlje, Slovenia by Zega, as a calligrapher invited by National TV. It 
evokes a strong creative impetus in her calligraphic performances, in 
which she seems more interested in the process than the result.

Fig. 98 consists of two types of experience; one is in the water with 
ĩŘĜĪŖ̹ ŲĜňşƀ˦̹ Ĝşİ̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ňŹ̹ Ŧş̹ İŵňĴİ̹ ŘĜşİ˫̹ ~ĴŀĜ̹ ǬŵŹƀ̹ ŲŵĴŲĜŵĴŹ̹ ƀŅĴ̹
surface with the salt, then starts to write as if she is carving. Both 
experiments are shot as a short video by director Aleš Bajec. The 
written calligraphy is in Zega’s style of italic writing, as seen in previous 
performances. In the video, Zega dances during the shoot harmoniously 
ƙňƀŅ̹ ŅĴŵ̹ ňƀĜŘňĪ̹ ŅĜşİ˱ŵƄşşňşŀ̹ ŅĜşİ˫̹ [ňŀşňǬĪĜşƀŘƟ˦̹ ŦşŘƟ̹ ƀŅĴ̹ ŲŵŦĪĴŹŹ̹ ŦĿ̹

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE

Fig. 98. Calligraphy on Saltpans, 
screenshots from the performance, 
videographer: Aleš Bajec, 2011, 
Source: YouTube, youtube.com/
watch?v=8aeofXdz-Co, 
access: 25.10.2018.
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VI. CURRENT PRACTICES IN REALM OF WESTERN CALLIGRAPHY

these performances is released; the focus point is not the writing itself 
but as a whole, consisting of the calligrapher and her performances. 

Apart from Zega’s performances mentioned above, her calligraphic 
writings on the Wall (Fig. 99) are also noteworthy to observe that a 
similar attitude reveals itself even on the static wall. 

Fig. 99. Practices calligraphy 
on the wall, Source: Loredana 
Zega Instagram Account (@
zegacalligraphy), access: 
25.10.2021.

)ĴŵĴ˦̹ ĴŞŲŘŦƟňşŀ̹$ŦƀŅňĪ̹ƙŵňƀňşŀ˦̹ ŅŦƙĴƘĴŵ˦̹ ƀŅĴ̹ ŹƀňǣşĴŹŹ̹ ŦĿ̹ ƀŅĴ̹ƙŦƘĴş̐
like appearance softened with the interpretation of Zega through the 
organized words written in a left-to-right, bottom-to-top, and top-to-
ĩŦƀƀŦŞ̹ ŦŵİĴŵ˦̹ ĜŘŹŦ̹ ĜĪĪŦŞŲĜşňĴİ̹ ĩƟ̹ ǭŦƙňşŀ̹ ŹƀŵŦŖĴŹ˫̹ bŅĴŹĴ̹ ĿĴĜƀƄŵĴŹ̹
employed as complementary units make the woven-like appearance 
ŦĿ̹ ƀŅĴ̹ $ŦƀŅňĪ̹ ŅĜşİ̹ŞŦŵĴ̹ İƟşĜŞňĪ̹ ĜŹ̹ ňĿ̹ ƀŅĴƟ̹ ĜŵĴ̹ ňş̹ŞŦƀňŦş˦̹ œƄŹƀ̹ ŘňŖĴ̹
referring to the dance performances of Zega that are observed in 
calligraphy practices, as mentioned above. 

In addition to the hierarchy created over the size and color between the 
words written in this wall practice, Zega creates a hierarchy between 
ƀŅĴ̹ŹňƥĴ̹Ĝşİ̹ǬşĴşĴŹŹ̹ŦĿ̹ƀŅĴ̹ŹƀŵŦŖĴŹ̹ƄŹĴİ˦̹ĴşĜĩŘňşŀ̹ňƀ̹ƀŦ̹ĪŵĴĜƀĴ̹Ĝ̹ŞŦƘňşŀ̹
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and dynamic composition on the static wall. As if she refers to her 
attitude toward the relationship between calligraphy and dance. Hence, 
here it can be said that while the script’s structure -the gothic hand- 
is not interfered with traditionally, Zega prefers to write the text in a 
readable and perceptible way. Moreover, the overall composition is 
thought to be appreciated as actual movement and emotion through 
evaluating the script outside of a traditional understanding of western 
calligraphy to reveal its potential.

Here, with the practices and emphasis of Zega, through her calligraphic 
performances, it can be observed how contemporary western calligrapher 
prefers to load the tools with emotions and feelings, not just the ink with 
ƀŅĴ̹ňşǭƄĴşĪĴŹ̹ŦĿ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŞňşİŹĴƀ̹ƀŅĜƀ̹ňŹ̹ŞĴşƀňŦşĴİ̹
in Chapter IV. With this issue, it can be claimed that Zega does not 
ƀŅňşŖ̹İňǣĴŵĴşƀŘƟ̹ĜĩŦƄƀ̹ŅŦƙ̹ŹŅĴ̹ŲĴŵĪĴňƘĴŹ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ĿŵŦŞ̹ƀŅĴ̹
other contemporary calligraphers mentioned in this Chapter. The main 
focus point seems to appear as calligraphy is a way to express artistic 
concern loaded with personal appreciation free from the boundaries 
and limitations of the western mindset about writing and calligraphy, 
free from being a functional entity beyond the literal meaning that 
is provided through the meaning of the word or a text. However, the 
ŦşŘƟ̹ ŹƀŵňŖňşŀ̹ ĜŹŲĴĪƀ̹ ƀŅĜƀ̹ŞĜƟ̹ İňǣĴŵ̹ ňŹ̹ ƀĴĪŅşňĪĜŘŘƟ̹ ƀŅĴ̹ƙĜƟ̹ ŹŅĴ̹ ŵĴǭĴĪƀŹ̹
her contemporary western calligraphy approach through actual dance 
and music combination. The search for the living strokes concept is 
supported even more by Zega’s dance moves and performances.

While Zega performs her calligraphy with music and dance, one of the 
noteworthy calligraphers Thomas Ingmire, creates calligraphy works 
ĪŦŘŘĜĩŦŵĜƀĴİ̹ƙňƀŅ̹ƀŅĴ̹ŲŦĴƀ˦̹ĜŹ̹ňĿ̹ƀŅĴ̹ŵŅƟƀŅŞ̹ŦĿ̹ƀŅĴ̹ŘňşĴŹ̹ňŹ̹ŵĴǭĴĪƀĴİ̹ĜŹ̹
lively composition throughout the interpretation of Ingmire. 

As mentioned in part “6.8. Denis Brown,” Ingmire is one of the 
calligraphers that inspires various contemporary calligraphers, 
and Brown is among them. In this sense, his collaboration works 
are worth mentioning here as an example of the collaboration of 
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ƙňƀŅ̹ ĜŵƀňŹƀŹ̹ ĿŵŦŞ̹ İňǣĴŵĴşƀ̹ İňŹĪňŲŘňşĴŹ˫̹
That will give another perspective on the features of contemporary 
western calligraphy with his various interpretations within the realm 
of calligraphy.

6.11. Thomas Ingmire

In this part, calligrapher Thomas Ingmire (b. 1942, Fort Wayne, Indiana), 
who is considered one of the prominent practitioners of contemporary 
calligraphy, is called a master-craftsman, while establishing himself as 
a calligrapher of note from the time of his early works with focusing on 
teaching and calligraphic research to explore calligraphy as a medium 
ŦĿ̹ ǬşĴ̹ ĜŵƀŹ˦̹ƙňŘŘ̹ ĩĴ̹ŞĴşƀňŦşĴİ˫̹)Ĵ̹ ĩĴĪĜŞĴ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ǬŵŹƀ̹�ŞĴŵňĪĜş̹
elected members of England’s Society of Scribes and Illuminations 
in 1977. His eye-catching, highly abstract calligraphy pieces that are 
ĪŵĴĜƀĴİ̹ĜŹ̹ĪŦŘŘĜĩŦŵĜƀňŦş̹ƙŦŵŖŹ̹ĜŵĴ̹ŹňŀşňǬĪĜşƀ̹ƀŦ̹ŞĴşƀňŦş˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹
ŅŦƙ̹ ƀŅĴ̹ ƙŦŵŖ̹ ŲŵŦĪĴŹŹ̹ ňŹ̹ ŅĜşİŘĴİ̹ ĜŹ̹ Ĝ̹ ŵĴǭĴĪƀňŦş̐ŵĴĜĪƀňŦş̹ ƀŅĜƀ̹ ňŹ̹
occurred between Ingmire as a calligrapher and a poet (Biography, n.d.).
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Ingmire has art training in Landscape Architecture at the Ohio State 
University and the University of California, Berkeley. He started 
to study calligraphy and medieval painting techniques in the early 
1970s with one year of postgraduate study in the Art Department at 
California State, Los Angeles. He began teaching calligraphy in the 
1980s and conducted workshops throughout the United States, Canada, 
Australia, Japan, and several European countries (Tandy, 2014).

As speaking of his works, Ingmire portrays his approach to works 
ĿĴĜƀƄŵĴİ̹Ŧş̹ŅňŹ̹ŦǤĪňĜŘ̹ƙĴĩŹňƀĴ̹ňş̹ŅňŹ̹Ŧƙş̹ƙŦŵİŹ˦̹ĜŹ̹ĿŦŘŘŦƙŹ˥

I like the words of the poet, Juan Ramon Jimenez, “if they give you lined paper, turn it 
sideways.” For calligraphy to become relevant in the modern world, it seems to me that 
it must embrace the ideas behind these words. The works in this section of the website 
will represent my endeavors to explore new boundaries. (Calligraphy and poetry in 
collaboration, 2018)

Here, it is evident that Ingmire puts the traditional calligraphy 
ƄşİĴŵŹƀĜşİňşŀ̹ Ĝşİ̹ ŲŵĜĪƀňĪĴŹ̹ Ĝƀ̹ Ĝ̹ İňǣĴŵĴşƀ̹ ŲŦňşƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ ŞŦİĴŵş̹
understanding of calligraphy in which the idea that innovative 
ƀŅŦƄŀŅƀŹ̹Ĝşİ̹ƀŅĴ̹ŹĴĜŵĪŅ̹ĿŦŵ̹İňǣĴŵĴşƀ̹ŲĴŵŹŲĴĪƀňƘĴŹ̹ŹŅŦƄŘİ̹ĩĴ̹ŹƄŲŲŦŵƀĴİ˫̹
He talks about the possibility of pulling the traditional into a modern 
ƄşİĴŵŹƀĜşİňşŀ̹ ňş̹ ƀŅňŹ̹ ƙĜƟ̹ Ĝşİ̹ ŲƄƀŹ̹ ŹňŀşňǬĪĜşĪĴ̹ Ŧş̹ ĪŵĴĜƀňşŀ̹ Ĝ̹ şĴƙ̹
perspective in the realm of calligraphy, and this understanding means 
that their work is the motivation and starting point that will be 
observed through his selected works that will be presented here.

The search for relationships with other disciplines, namely music, 
poetry, and calligraphy as territories of exploration and radical 
development to push the boundaries, is one of the ways to add a 
İňǣĴŵĴşƀ̹ŲĴŵŹŲĴĪƀňƘĴ̹Ĝşİ̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹ŲŵŦĪĴŹŹ̹ŦĿ̹,şŀŞňŵĴ̝Ź̹ĪŦŘŘĜĩŦŵĜƀňŦş̹
calligraphy projects and artist book projects become a series of 
innovative intervening responses of each contributor who collaborates 
within the project.

Ingmire has several collaborative works with artists and poets, a 
calligraphy/poetry projects, including a Chilean poet-diplomat and 
politician Pablo Neruda (1904-1973), a Spanish poet, playwright, and 
ƀŅĴĜƀŵĴ̹İňŵĴĪƀŦŵ̹#ĴİĴŵňĪŦ̹$ĜŵĪňĜ̹;ŦŵĪĜ̹˾ʆʍʎʍ̐ʆʎʈʋ˿˦̹Ĝş̹�ŞĴŵňĪĜş̹ŹĪƄŘŲƀŦŵ̹
Manuel Neri, also work as an illuminator on the Saint John’s Bible.

The illustrated journal, entitled Codici 1, Visual Communication Research 
(2003), addresses Ingmire’s basic premise starts to establish from 
the beginning of his journal with its title, Codici, the Italian word 
that means “codes.” The word is assumed to hold messages as well as 
descriptive of contemporary calligraphy research in which the visual 
message is underlined rather than the verbal message. 

Considering the context of traditional calligraphy, legibility, “word 
as an image” is an alluring issue in the discourse of contemporary 
calligraphy due to its tendency to illegibility, as in the case of Meulman, 
Dokins, Brown, or Lampas and their practices. In this regard, on a 
quest for the possibility of discovering and deciphering the messages 
that might only be felt, it can be claimed that these questions and 
other issues related to contemporary calligraphy are collected in this 
illustrated journal, drawing primarily from Ingmire’s teaching.
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In 2004, Ingmire took part in the collaboration project (Fig. 100) as a 
contributor to a unique book, including American sculptor Manuel Neri’s 
(1930-2021) original drawings combined with a poem by Chilean poet 
TĜĩŘŦ̹BĴŵƄİĜ̹˾ʆʎʅʉ̐ʆʎʌʈ˿˫̹bŅĴ̹ŲŵŦœĴĪƀ̹ŘĜŹƀĴİ̹ǬƘĴ̹ƟĴĜŵŹ̹Ĝşİ̹ŵĴŹƄŘƀĴİ̹ňş̹ƀŅĴ̹
creation of sixteen books, a seven-book series with the poetry of Neruda, 
and nine books with the poems of a Spanish poet, playwright and theatre 
İňŵĴĪƀŦŵ̹#ĴİĴŵňĪŦ̹$ĜŵĪňĜ̹;ŦŵĪĜ̹˾ʆʍʎʍ̐ʆʎʈʋ˿˫̹

Fig. 100. The Neri Collaboration, 
Title Pages, 2004-2005, Source: 
Japan Letter Art Forum, j-laf.
org/special_english/1475.html, 
access: 09.07.2019.

In addition to the given drawings and the selection of poetry, the other 
organizational and design decisions for creating this book were made 
by Ingmire as well. The material, namely paper, the size and format of 
the book, and the page layouts, were his initial tasks. To understand the 
structure of the binding process and to plan the number of sheets for each 
section, Ingmire worked with the binder at the early stage of the project.

As Ingmire states, writing the poem in calligraphy on the pages facing 
Manuel Neri’s drawings was one of the project’s daunting tasks. He was 
supposed to capture Manuel Neri’s subject matter in his sculptor by 
actually reading them, translating the colors and the characters of his 
lines into verbally descriptive terms. In this case, it is expected that the 
calligraphy would act visually as a supporting element that is supposed 
to be read and convey the literal meaning of the written word. At the 
same time, a line from the poetry, a text has roles both as a visual and 
ŹňŀşňǬĴİ̹ŵĴŘĜƀňŦşŹŅňŲ̹ƙňƀŅ̹ƀŅĴ̹İŵĜƙňşŀŹ˫̹�Ź̹ŅĴ̹ŹƀĜƀĴŹ˦̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ĪŵƄĪňĜŘ̹
points is matching these to the sense of the atmosphere of the poetry. 
In his own words: 

Occasionally somewhat understandable links between the two were possible, but in 
most instances, and particularly with the Lorca poetry, everything remained shrouded 
in mystery. In the beginning I struggled with this, but in time I began to see it as an 
advantage. I felt freer to focus on working visually, taking my clues from the drawings, 
ƀŅĴňŵ̹ĪŅĜŵĜĪƀĴŵ˦̹ĪŦŘŦŵ˦̹ ŘňşĴ˦̹Ĝşİ̹ŲĜŵƀňĪƄŘĜŵŘƟ̹ƀŅĴ̹ŹŅĜŲĴ̹ŦĿ̹ƀŅĴ̹ǬŀƄŵĴŹ̹Ĝşİ̹ƀŅĴ̹ŹŲĜĪĴŹ̹ƀŅĴƟ̹
occupied. I began to see the calligraphy as ultimately serving some functions. As a visual 
element, its function was to heighten the prominence of the drawing. And while obvious 
associations between word and image were not always apparent, the calligraphy in a 
curious way became the connector between the two. (Thomas Ingmire Calligraphy As An 
Experiment Part 2, n.d.)
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Here, it is evident that the drawings lead Ingmire to interpret his 
calligraphic styles, considering the construction of the letters, the color, 
the technique, and the overall composition with the concern to support 
the drawing as one of the visual elements, but also legible. Ingmire 
intends to achieve the relation between the words and drawings as if he 
speaks with one voice. This transcription of texts to multilayered visual 
statements, using the word as a subject in an interdisciplinary way, 
œƄƞƀĜŲŦŹňşŀ̹ƙŦŵİ̹ Ĝşİ̹ ňŞĜŀĴ̹ ŀňƘĴŹ̹ Ĝ̹ İňǣĴŵĴşƀ̹ ŵŦŘĴ̹ ƀŦ̹ ƀŅĴ̹ ƀŵĜİňƀňŦşĜŘ̹
aspect of calligraphy. 

As seen in Fig. 101, by observing the spread pages, the text is written 
on every page is legible. However, the styles and the execution are close 
to the idea of interpreting writing as an image, still utilizing western 
calligraphy as a complementary unit of the overall page creation 
without eliminating the legibility. That makes us consider these 
practices of Ingmire as modern calligraphy similar to the examples of 
the nineteenth and twentieth century that is mentioned in Chapter III, 
when western calligraphy was practiced with the solid reference from 
the tradition, with the concern of being functional that conveying the 
meaning, still consists interpretation of the writer of that time. That 
means the letter “a” is still recognizable but carries the preferences of 
the calligrapher limited by the project. 

Fig. 101. The Neri Collaboration, 
Spread Pages with drawings, 
2004-2005, Source: Japan 
Letter Art Forum, j-laf.org/
special_english/1475.html, 
access: 09.07.2019.
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On the other hand, in addition to the legible text or a sentence on the 
page, more gestural, written letters are not worried about being very 
readable and can be called closer to abstraction -closer to contemporary 
calligraphy applications- which accompany the readable text. The 
ŵĴĜŹŦş̹ĿŦŵ̹ƀŅĴ̹ĪŦĴƞňŹƀĴşĪĴ̹ŦĿ̹ƀŅĴŹĴ̹ƀƙŦ̹İňǣĴŵĴşƀ̹ƄşİĴŵŹƀĜşİňşŀŹ̹ňŹ̹ƀŦ̹
convey the meaning of the written word, both as a visual element and 
in the literary sense, which is one of the requirements of the project.

The process of the calligraphic project generally starts with the initial 
contributions of the poet or his collaborated artist, such as poet-critic, 
teacher, playwright, and performer David Annwn with whom Ingmire 
ŅĜŹ̹ĪŦŘŘĜĩŦŵĜƀĴİ̹ƙŦŵŖŹ̹ŞŦŵĴ̹ƀŅĜş̹ǬĿƀĴĴş̹ƄşňŴƄĴ̹ĜŵƀňŹƀ̹ĩŦŦŖŹ˦̹ĪŦşƀňşƄĴŹ̹
with the response of the other in return as a sequence.

The Shiva of Liquid Club (Fig. 102) is a project collaborated with poet David 
Annwn, which can be given as an example. Ingmire sums the experience as 
an exploration of how it could be related to music, poetry, and calligraphy. 

Fig. 102. The Shiva of Liquid 
Club, 2013, Calligraphy and 
Drawings by Ingmire, Poem 
by David Annwn, 38x28cm, 19 
pages, Source: Ingmire’s Official 
Website, thomasingmire.com/
blog/april-17th-2015, 
access: 09.07.2019.
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The project started with Annwn, who sent one of his poems to Ingmire 
because he assumed that Ingmire’s calligraphic practices might 
connect with his lyrics. In response, Ingmire composed a page with 
marks that look like a crowded, loud piece gathering together as if 
a lively and loud music piece. With the music simulation through 
Ingsmire’s visual calligraphic interpretation, he seems to create a 
fusion of poem and music with his calligraphy. 

Hence, the emerging calligraphic work manifests itself as a more 
abstract image, independent of words and letters’ literal meaning, 
closer to mark-making as a calligraphic interpretation of the poem 
and music, which was encountered in the works of Futurists, Dadaists, 
or other various avantgarde artists works that is mentioned in part 
“6.1. “Word as an image” concept of the modern period related to 
contemporary western calligraphy.”

In these experiments, calligraphic forms obtain a pictorial function in 
general, thus deliberately blurring the distinctions between word and 
image. The poem undergoes some transformation according to the 
visual calligraphic interpretation of Ingmire reminds the sketchbook 
(The Shiva of Liquid Club, 2015). 

The perception of a text still exists due to the lines observed on the 
pages. Also, some words and phrases are readable, even though some 
letters seem distorted and massively bulky and have heavy units 
scattered around and distract the text and the attention at some parts. 
,şŀŞňŵĴ̹İĴǬşĴŹ̹ƀŅňŹ̹ƙŦŵŖ̹ĜŹ̹ĜĩŹƀŵĜĪƀ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹TŵŦĩĜĩŘƟ̹ĩĴĪĜƄŹĴ̹ŦĿ̹
the distorted handwritten letters, at some parts highly illegible, and 
also the elements that were not a part of the alphabet or a text he used. 

Hence, he refers to this as abstract. It can be a debate since, in this 
doctoral thesis, it is claimed that using the terms calligraphy and 
abstract together is not that appropriate. However, it is still evident that 
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŞŦŹƀŘƟ̹ ŲŵĴĿĴŵ̹ ƀŦ̹ İĴǬşĴ̹ ƀŅĴňŵ̹ ĜŲŲŵŦĜĪŅĴŹ̹
as an abstraction to indicate that they are creating something out of 
tradition. However, since calligraphy as a term actually refers to a form 
of art, and it is a writing that consists of various actions, overall mark-
making basically, the process of writing calligraphy could consist of 
abstraction in a sense. Or, more appropriate, the process of abstraction 
is already a part of the act of writing, hence calligraphy in that sense.

Once again, this reminds the issue mentioned in part “6.1. Niels “Shoe” 
Meulman” of this chapter through the work of Meulman’s, in which he 
appreciated a word as a unit with the allegory of the poem or the story, 
ňşƀĴŵŲŵĴƀĴİ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŵňƀňşŀ̹ĜŹ̹ƀŅĴ̹ňŞĜŀĴ̹ƀŅĜƀ̹İĴŞĜşİŹ̹Ĝ̹İňǣĴŵĴşƀ̹
kind of reading that goes beyond the literal meaning of the written 
ƙŦŵİ˫̹ ,ƀ̹ ňŹ̹ ŞĴşƀňŦşĴİ̹ ƀŅĜƀ̹ ƀŅňŹ̹ ĜŲŲŵŦĜĪŅ̹ ňŹ̹ şŦƀ̹ ƀŅĴ̹ ǬŵŹƀ̹ ňş̹rĴŹƀĴŵş̹
art and design history, particularly looking at the nineteenth and the 
twentieth century when various movements, namely Cubism, Futurism, 
�ĜİĜ˦̹Ĝşİ̹[ƄŵŵĴĜŘňŹŞ˦̹İňŵĴĪƀŘƟ̹ňşǭƄĴşĪĴİ̹ƀŅĴ̹ŀŵĜŲŅňĪ̹ŘĜşŀƄĜŀĴ̹ŦĿ̹ĿŦŵŞ̹
and visual communication, embrace the parallel interpretation of the 
word as an image. 
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Furthermore, in the same part, the relationship between writing, 
poetry, and typography is mentioned considering Lettrism and 
Concrete Poetry. 

To sum up, it should be remembered that Ingmire is not the one that is 
tried to link to a poetic practice through his calligraphic experiments, 
ňş̹ƙŅňĪŅ̹ƀŅĴ̹ǬŵŹƀ̹ŹƀĴŲ̹ňŹ̹ŘňĩĴŵĜƀňşŀ̹ĿŵŦŞ̹ƀŅĴ̹ŘňşĴĜŵňƀƟ̹ŦĿ̹ƀŅĴ̹ƘĴŵŹĴ̹Ĝşİ̹
conformity of the sign, and poetry seems one of the main motivations 
that various artists employ or use as a reference. Examining the 
creation process in detail may provide ample support to look closer to 
one of the collaboration projects of Ingmire with poet Annwn again, but 
this time, every step with the responses to each other.

A Pulse Walks in… Hint we know more or can, or will than we know (Fig. 103-108) 
is a series of innovative intervening processes by which Ingmire begins with 
an initial mark of non-verbal calligraphic images, and Annwn follows with 
the spontaneous poetic response to these marks with lines of poetry. 

,ş̹ #ňŀ˫̹ ʆʅʈ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ŦĩŹĴŵƘĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ ǬŵŹƀ̹ ŹƀĜŀĴ̹ ƀŅĜƀ̹ ĩĴŀĜş̹ ƙňƀŅ̹
the initial marks of Ingmire consists of unrecognizable marks in 
İňǣĴŵĴşƀ̹ ĿŦŵŞŹ̹ Ĝşİ̹ƙňİƀŅŹ˦̹ ŲŦŹŹňĩŘƟ̹ƙňƀŅ̹ ƘĜŵňŦƄŹ̹ŞĜƀĴŵňĜŘŹ̹ ƀŅĜƀ̹ ĪĜş̹
leave the marks as Ingmire desires. The focus point seems to execute 
spontaneous gestural marks that create an impression of a kind of 
movement supported by various strokes, lines, and spots. In response 
to Ingmire’s initial marks, Annwn writes a response.

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE

a pulse walks in

slowly unfolding

a torsion, a branch

whirl open

shimmer

Fig. 103. A Pulse Walks in… 
Hint we know more or can, 
or will than we know, Stage 1, 
2015, Source: Ingmire’s Official 
Website, thomasingmire.com/
blog/a-pulse-walks-in, 
access: 09.07.2019.

In a second sequence (Fig. 104), Ingmire returns to his initial page 
to further respond with the same attitude, unreadable to leave the 
interpretation of Annwn, who sees these works as images to respond as 
a poem.
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VI. CURRENT PRACTICES IN REALM OF WESTERN CALLIGRAPHY

The following sequences of the project can be observed in Figs. 105-109. 
The back-and-forth passes to create an evolutionary process in which 
the calligrapher’s and poet’s highly personal styles and perspectives 
present a dynamic exchange of communication that yields a kind of 
visualization of the written word.

a scatter track

leeps into scintilla

and minutiae

glitter

in surface calm

Fig. 104. A Pulse Walks in… 
Hint we know more or can, or 
will than we know, Stage 2, 
2015, Source: Ingmire’s Official 
Website, thomasingmire.com/
blog/a-pulse-walks-in, 
access: 09.07.2019.

Fig. 105. A Pulse Walks in… 
Hint we know more or can, or 
will than we know, Stage 3, 
2015, Source: Ingmire’s Official 
Website, thomasingmire.com/
blog/a-pulse-walks-in, 
access: 09.07.2019.

co-ordinates

emerging say

a known street corner

intersect, a

hazard purchase

on memory

where air or water

working through

at intervals

is given way
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hail-stones ricochet

Ŧǣ̹ŹƀĴŲŹ

of the words

downpour and thrash

Ŧǣ̹ƙŅĴŵĴ̹ƙĴ

must climb

past the sleeping

wisp of bush -

almost missed –

which out-waits weather  

ƙĜňƀŹ̹ƀŦ̹ǭŦƄŵňŹŅ

Fig. 106. A Pulse Walks in… 
Hint we know more or can, or 
will than we know, Stage 4, 
2015, Source: Ingmire’s Official 
Website, thomasingmire.com/
blog/a-pulse-walks-in, 
access: 09.07.2019.

Fig. 107. A Pulse Walks in… 
Hint we know more or can, or 
will than we know, Stage 7, 
2015, Source: Ingmire’s Official 
Website, thomasingmire.com/
blog/a-pulse-walks-in, 
access: 09.07.2019.

Fig. 108. A Pulse Walks in… 
Hint we know more or can, or 
will than we know, Stage 8, 
2015, Source: Ingmire‘s Official 
Website, thomasingmire.com/
blog/a-pulse-walks-in, 
access: 09.07.2019.

a scattergram

the upheld ciphers

opening over

masses, cities

lit air, pollution

clearing in

windshields

the data and radial

breezes cooling

from high atmosphere

freshening out

as fragments

disperse

aerated

gold

rushes in 

spirals

through
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These intermedial processes result from a chain or path of responses. 
The sequences are recorded and assembled in a small booklet that 
ŵĴǭĴĪƀŹ̹ŦşĴ̹ŦĿ̹,şŀŞňŵĴ̝Ź̹şŦş̐ƘĴŵĩĜŘ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ňŞĜŀĴŹ˫̹bŅĴ̹ŹƀĜŀĴŹ̹ŦĿ̹
the project follow below with images and lines of the poet as a response 
ňş̹ŵĴƀƄŵş˫̹,ƀ̹ňŹ̹ĜİİĴİ̹ňş̹ƀŅĴ̹ŲŵŦŲĴŵ̹ŦŵİĴŵ˦̹ǬŵŹƀ̹Ĝş̹ňŞĜŀĴ˦̹Ĝşİ̹ƀŅĴş̹ƀŅĴ̹
poem’s lines under the image, followed by other images and the line of 
a poem as a response to it.

Observing the work of Ingmire, A Pulse Walks in… Hint we know more 
or can, or will than we know (Fig. 103-108); marks and their responses 
ĜŹ̹ Ĝ̹ ƀĴƞƀ̹ ŵĴǭĴĪƀ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĜŲŲŵĴŅĴşŹňŦş̹ ŦĿ̹ ,şŀŞňŵĴ̹ ĜĩŦƄƀ̹
calligraphy that makes us interrogate what calligraphy is; whether it is 
a word or an image. 

There is partly the appearance of text on the pages but not in 
a conventional way, much as if they were collected to create an 
appearance of a texture. They also help maintain the page’s balance 
due to the solid black pieces scattered on certain parts of the page. It 
seems that Ingmire tries to decipher his own language in which the 
letter and word are shaped with dynamic straight lines, occupying the 
space with their sculptural existence, but still have contrast to break 
the spontaneity. 

At the same time, Ingmire seems interested in the motions of erratic 
ŞŦƘňşŀ̹ ŘňşĴŹ̹ Ĝşİ̹ ĿŵĜĪƀƄŵĴ̹ ĿŵĜŀŞĴşƀŹ̹ ǭŦĜƀňşŀ̹ ĜŘŘ̹ ĜŵŦƄşİ̹ ƀŅĴ̹ ŹŲĜĪĴ˦̹
suggesting accelerating the vital function of static existence to their 
maximum. This visual correlation, as a sign of his awareness about 
dominion over form, rhythm, and movement, is a means of playing to 
see how far one can stretch it. The overall concept, of course, interacted 
with each other; it even seems to be described by one another to 
ŅĴňŀŅƀĴş̹ƀŅĴ̹ĴǣĴĪƀŹ̹ňş̹ƀŅĴ̹ĴƟĴ̹ŦĿ̹ƘňĴƙĴŵŹ̹Ŧŵ̹ŵĴĜİĴŵŹ˫

,ş̹ ƀŅňŹ̹ ŵĴŀĜŵİ̹ ŅĴŵĴ˦̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ŲŦĴƀŵƟ̹ ŹĴĴŞ̹ ƀŦ̹ ŅĜƘĴ̹ ĜǤşňƀňĴŹ̹
that can be explored, and even if they may seem to compete with 
each other, they both take roles as complementary to create a kind 
of communication. It is a way of connecting calligraphy and poetry, 
emphasizing the contemporary understanding of writing, which 
means being willing to transgress the boundaries of the western 
understanding of a written text. It is a way of reading the writing 
marks and painting the words vice verse through the small units, 
strokes, lines, and spots, exploring the alternative way of expressing 
the visual legibility. 

That is the understanding of Ingmire, who focuses on experiencing 
ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ Ĝ̹ ǬşĴ̹ ĜŵƀŹ̹ ŞĴİňƄŞ˦̹ İňǣĴŵĴşƀ̹ ĿŵŦŞ̹ ƀŵĜİňƀňŦş˦̹ ĪŘŦŹĴŵ̹ ƀŦ̹
abstract explorations that challenge a concept. His written marks are to 
be looked at as the earlier examples of contemporary calligraphers that 
have been mentioned in this chapter. Here, the word as a subject is folded 
into complex and layered statements, preserving the improvisational 
qualities of the loaded material and the hand of the writer.
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6.12. Viktor Kams

A Madrid-based grapŅňĪ̹ İĴŹňŀşĴŵ̹ ƙňƀŅ̹ Ĝ̹ ŀŵĜǤƀň̹ ĩĜĪŖŀŵŦƄşİ˦̹
Viktor Kams (a.k.a. Mister Kams, b.1980, Madrid), was introduced to 
ĪĜŘŘňŀŵĜŲŅƟ̹İƄŵňşŀ̹ŅňŹ̹ƘĜĪĜƀňŦş̹ňş̹,ŹƀĜşĩƄŘ̹ňş̹ʇʅʅʌ˦̹Ĝşİ̹ňƀ̹ŹňŀşňǬĪĜşƀŘƟ̹
impacted his calligraphy. He used to play around with letters in his 
ŀŵĜǤƀň̹ƙŦŵŖŹ˰̹ŅŦƙĴƘĴŵ˦̹ŅĴ̹ ĜİŞňƀŹ̹ ƀŅĜƀ̹ŅĴ̹ ĪŦƄŘİ̹şŦƀ̹ƄşİĴŵŹƀĜşİ̹ŅŦƙ̹
letterforms have a particular shape, texture, and rhythm. Observing 
various calligraphers carried the trace with the western calligraphy, 
blended with the Islamic decorations freely using the nib, also broad-
edge pen, and marker in spontaneous designs sparked his imagination 
and prompted him to focus on calligraphy (Morentz, 2022). 

Furthermore, Kams claims that Denis Brown’s work -is mentioned 
in part “6.8. Denis Brown” -particularly his running hand with his 
italic experimentation strikes him, including Niels “Shoe” Meulman 
mentioned in part “6.5. Niels “Shoe” Meulman” and led him to follow the 
western contemporary calligraphy. 

Self-taught Kam soon started to study in person with professionals, 
intensive classes with Ricardo Rousselot Schmidt (myself also 
participated in his online course mentioned in Appendix B), Claude 
Mediavilla, John Stevens, Luca Barcellona (myself also participated in 
two of his workshop held in Istanbul that mentioned in Appendix B), 
Ĝşİ̹xƘĴŹ̹;ĴƀĴŵŞĴ˦̹ĜŞŦşŀ̹ŞĜşƟ̹ŦƀŅĴŵ̹ƙĴŘŘ̐ŖşŦƙş̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ƀŦ̹ŀŦŦİ̹
guidance in the realm of calligraphy (Morentz, 2022).

Even with this little introduction, it is understood that contemporary 
ĪĜŘŘňŀŵĜŲŅĴŵ̹ 9ĜŞŹ˦̹ ƙňƀŅ̹ ƀŅĴ̹ ňşǭƄĴşĪĴ̹ ŦĿ̹ ƀŅĴ̹ ƙĴŹƀĴŵş̹ ƀŵĜİňƀňŦş̹ Ĝşİ̹
Islamic calligraphy, follows classical training in calligraphy to establish 
a strong base for his contemporary practices. It can be stated that 
ƀŅňŹ̹ňŹŹƄĴ̹ňŹ̹ƀŅĴ̹ŹĜŞĴ̹ĿŦŵ̹ŞĜşƟ̹ŀŵĜŲŅňĪ̹İĴŹňŀşĴŵŹ˦̹ŀŵĜǤƀň̹ƙŵňƀĴŵŹ˦̹Ĝşİ̹
young calligraphy enthusiasts, including me, which will be mentioned 
in Chapter VII, in part “7.1. Earlier Proximity to Western Calligraphy.” 

The trigger point is mostly facing with various calligraphy/writing 
works and encountering various calligraphers and their contemporary 
interpretations. 

However, as mentioned in Chapter III, also seen trough my personal 
experience with calligraphy presented in Appendix B, the next step is 
delving into the fundamentals, the tradition, and the ancient scripts 
ƀŦ̹ ŀĜňş̹ ŹňŀşňǬĪĜşƀ̹ ŲŵĜĪƀňĪĜŘ̹ Ĝşİ̹ ƀŅĴŦŵĴƀňĪĜŘ̹ ŖşŦƙŘĴİŀĴ̹ ŦĿ̹ ƙĴŹƀĴŵş̹
calligraphy, which will provide a vast and solid vision for calligraphers.

On the other hand, Kams is one of the members of ��''$"-�ƈ/$, the term 
used to describe Amsterdam-based artists; calligrapher Niels “Shoe” 
Meulman’s technique refers to an art form, fusion of calligraphy and 
ŀŵĜǤƀň˦̹ƙŅňĪŅ̹ ňŹ̹ŞĴşƀňŦşĴİ̹ ňş̹ ŲĜŵƀ̹ ̚ʋ˫ʊ˫̹ BňĴŘŹ̹ ̚[ŅŦĴ̛̹AĴƄŘŞĜş˦̛ ̹ ĜŘŹŦ̹
a member of a group entitled “Calligraphy Master,” which focuses on 
ĪĜŘŘňŀŵĜŲŅƟ˦̹ŘĴƀƀĴŵňşŀ˦̹ƀƟŲŦŀŵĜŲŅƟ˦̹Ĝşİ̹ŀŵĜǤƀň˫̹

�ĴĿŦŵĴ̹ ĪŦşƀňşƄňşŀ̹ ƙňƀŅ̹ ƀŅĴ̹ ƙŦŵŖŹ̹ ŦĿ̹ 9ĜŞŹ˦̹ ňƀ̹ ƙňŘŘ̹ ĩĴ̹ ŹňŀşňǬĪĜşƀ̹
to mention the group of “Calligraphy Masters,” a community of 
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calligraphy artists from all around the world, established in 2013 by 
calligrapher Milen Balbuzanov. As claimed, after seeing a review by 
calligrapher Theosone, who demonstrating calligraphy by the Pilot 
TĜŵĜŘŘĴŘ̹ŲĴş̹̐ŦşĴ̹ŦĿ̹ƀŅĴ̹ƘĴŵƟ̹ǬŵŹƀ̹ƀŦŦŘŹ̹ƀŅĜƀ̹,̹ĴŞŲŘŦƟĴİ̹ƙŅĴş̹,̹ŹƀĜŵƀĴİ̹
to practice calligraphy mentioned in Chapter VII- Balbuzanov decided 
to gather the information and materials, such as inspirational images, 
videos, calligraphers and hand lettering artists with a mission of re-
establishing calligraphy as a leading art and as an idea, “Calligraphy 
Masters” was created with a passion for calligraphy, the experience of 
creations, and, moreover, eagerness to share the inspiration behind the 
word (About Us, n.d.). 

Along with other like-minded artists, the community intends to 
encourage more and more people with a rising interest in mastering 
their own hands and developing new experimental paths in this 
evolving discipline. 

A group of artists, who are among the founders, probably had that 
impulse because of non-existing of such a community –at least from 
that point where they positioned themselves- a particularly online 
platform that one could reach some brief information with references, 
interviews with relatively young artists who have inspiring works 
engaging with the tendency of our age. 

#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ĜĿƀĴŵ̹ŘĜƄşĪŅňşŀ̹ƀŅĴ̹ŦǤĪňĜŘ̹ƙĴĩŹňƀĴ̹ňş̹ʇʅʆʊ˦̹ĜŘŦşŀ̹ƙňƀŅ̹
it they made it open for everyone. Since then, they intend to provide the 
ŘĜƀĴŹƀ̹ ňşĿŦŵŞĜƀňŦş̹Ĝşİ̹ĴƘĴşƀ̹ ňş̹ƀŅĴ̹ǬĴŘİ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹Ĝ̹şŦş̐ŲŵŦǬƀ̹
organization, rather than others having commercial purposes. 

In this instance, it can be stated that the “Calligraphy Masters” 
gradually became an internationally renowned community, partly due 
ƀŦ̹ƀŅĴňŵ̹ĜĪƀňƘňƀňĴŹ̹ňş̹ƀŅĴ̹ǬĴŘİ̹ƀŅĜƀ̹ƀŅĴƟ̹ƀŦŦŖ̹ĪŵĴİňƀ̹ĿŦŵ˫̹

bŅňŹ̹ ŹŞĜŘŘ̹ĩƄƀ̹ ŹňŀşňǬĪĜşƀ̹ŀŵŦƄŲ̹ŦĿ̹şĴƙ̹ŀĴşĴŵĜƀňŦş̹ĜŲĜŵƀ̹ ĿŵŦŞ̹Ĝ̹ƘĜŹƀ̹
number of followers, participates in countless calligraphy-orientated 
ĴƘĴşƀŹ̹ Ĝşİ̹ ĪŦŞĴŹ̹ ƄŲ̹ ƙňƀŅ̹ ŹňŀşňǬĪĜşƀ̹ ĪŦŘŘĜĩŦŵĜƀňŦşŹ̹ ĩĴƀƙĴĴş̹ ŦƀŅĴŵ̹
communities or artists, connoisseurs such as ��''$"-�ƈ/$. 

Meanwhile, the community has pioneered many organizations to 
arouse public interest and keep many emerging calligraphy artists 
alert, continue to provide its presence that felt, combined with present 
day technical skills. 

In order to review the perspective of the community, illustrating one 
of the contests periodically held online may be helpful in providing 
information. With a narrower meaning, one of the recent contests, 
so-called “Calligraphers do it better 2 challenge,” was organized to 
celebrate and honor the presence of calligraphy and lettering on Agust 
15th˦̹ʇʅʇʇ˫̹AĜşƟ̹ĴşƀŵňĴŹ̹ŦĿ̹ŲĜŵƀňĪňŲĜşƀŹ̹ǭŦƄŵňŹŅĴİ̹ƙňƀŅ̹ƀŅĴňŵ̹ƘĴŵƟ̹Ŧƙş̹
hands that they had already mastered, were demonstrated online and 
ĜşşŦƄşĪĴİ̹Ŧş̹ƀŅĴ̹ŦǤĪňĜŘ̹ƙĴĩŹňƀĴ˫̹
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#ňŀ˫̹ ʆʅʎ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ƀŅŵĴĴ̹ ĴşƀŵňĴŹ̹ ĿŵŦŞ̹ İňǣĴŵĴşƀ̹ ŲĜŵƀňĪňŲĜşƀŹ̹ ƀŅĜƀ̹ ĜŵĴ̹
İĴŞŦşŹƀŵĜƀĴİ̹ Ŧş̹ ƀŅĴ̹ƙĴĩŹňƀĴŹ˫̹rŅňŘĴ̹ ƀŅĴ̹ ǬŵŹƀ̹ ƀƙŦ̹ ŹĴĴŞ̹ ƀŦ̹ ŅĜƘĴ̹ Ĝş̹
inclination to create more traditional work employing the italic hand 
and the uncial script that is mentioned in Chapter III, the last one 
ĪŦŞĩňşĴŹ̹ƀƙŦ̹İňǣĴŵĴşƀ̹ŅĜşİŹ˦̹ŦşĴ̹ ňŹ̹ ƀŅĴ̹ ňşƀĴŵŲŵĴƀĜƀňŦş̹ŦĿ̹ ƀŅĴ̹$ŦƀŅňĪ̹
hand, and the other is more personal style written by the ruling pen 
that consists more expressive hand gestures with ink splashes.

Fig. 109. Calligraphers Do 
It Better by @filipcislak, 
@nutsabtcallig and @
ak_atomwrites, Source: 
Calligraphy Masters‘ Official 
Website, calligraphymasters.
com/top-33-entries-for-
calligraphersdoitbetter2-
challenge/, access: 10.09.2022.
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On the other hand, the word “master” here, in particular, causes various 
disputes among artists, such as a Barcelona-based graphic designer, 
Ivan Castro (ivancastro.es), who specialized in calligraphy, lettering, and 
typography, explains his premise convincingly in MAD, an international 
design event by Domestika; “…seeing a page called “Calligraphy 
Masters,” one would expect to encounter with works of real masters, 
namely Hermann Zapf (1918-2015), Edward Johnston (1872-1944), Rudolf 
Koch (1876-1934) or Friedrich Poppl (1923-1982), who inspires artists 
ƙňƀŅ̹ ƀŅĴňŵ̹ƙŦŵŖŹ˫̹ ,şŹƀĴĜİ˦̹Ǭşİňşŀ̹ ƀŅĴ̹ƙŦŵŖŹ̹ŦĿ̹ ŲĴŦŲŘĴ̹ ƀŅĜƀ̹ ĜŵĴ̹İŦňşŀ̹
̚ĪŦŦŘ̹ŹƀƄǣ̛̹ĩƟ̹Ĝ̹ŞĜœŦŵňƀƟ̹ŀŵĜǤƀň̐ŦŵňĴşƀĴİ̹ĜŞĜƀĴƄŵ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙňƀŅ̹Ĝ̹
tendency to the current trends, puts out this expectation.” He follows 
a valid question: “…but can they really be called “Masters?” I’m not sure, 
maybe it’s a question of point of view, but for me, a master is someone 
that really masters the basic and advanced scripts and tools, also the 
composition and the diversity in the work. And this is something I 
seldom see here” (MAD, n.d.). 

The group claims that their names were chosen due to the reason to 
encourage artists to believe that “anyone can become a master in their 
craft,” and they insist that it was chosen to inspire and excite people to 
want to grow, to get better, to be the best they could be (About Us, n.d.). 

Still, there is a point where Castro is correct and cannot be ignored, 
which is in the long history of the evolution of calligraphy, ancient 
scribe to become a master was supposed to be trained for at least 
seven years, as mentioned in the second part of the thesis, and they 
were supposed to be a master of the scripts that they were dealing 
with, that means writing very-well constructed letters that function 
well. It is not that wrong to say that these requirements are still valid 
for contemporary calligraphers such as Castro. Hence, it still needs 
an arduous practice that takes long years for someone to call himself 
“master,” whether dealing with traditional or contemporary calligraphy. 

As the term calligraphy, in the mind of the calligrapher, started to 
expand conceptually, the term such as beauty -as mentioned in Chapter 
II and the term master- needs to be reconsidered while discussing the 
transformation of the perceived criteria. The mastery may be started to 
be found by mastery of the innovation of the calligraphic experiences 
acquired through practical and theoretical knowledge of calligraphy.

One of the “Calligraphy Masters” community members Kams, a.k.a Mr. 
Kams, specialized in calligraphy and lettering, focuses on the study of 
letterforms, gestural strokes, balance, and rhythm. His work ranges 
from delicate and formal letterforms to expressive brushstrokes, 
enviably vibrant hand reliefs, and bold tattoos created in his studio in 
Madrid. Teaching calligraphy and lettering both in Spain and abroad 
constitutes a large part of his production, along with personalized logos 
and graphic designs for posters and digital promotion (Morentz, 2022). 

One of his online calligraphy courses that I personally participated in 
ƙĜŹ̹ ĴşƀňƀŘĴİ̹ ̚�ĜŘňŀŵĜǬĜ̹ Ɵ̹ ŘĴƀƀĴŵňşŀ̹ ŲĜŵĜ̹ŞĜşŦŹ̹ ňşŴƄňĴƀĜŹ̹ƙňƀŅ̹qňĪƀŦŵ̹
Kams,” which is mentioned in Appendix B. 
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Fig. 110 shows one of his tattoo works, written his name, Kams, in his 
ŲĴŵŹŦşĜŘňƥĴİ̹ŅĜşİ̹ňşŹŲňŵĴİ̹ĩƟ̹$ŦƀŅňĪ̹ŅĜşİ˦̹ƙŵňƀƀĴş̹ĩƟ̹ĩŵŦĜİ̐ĴİŀĴ̹ƀŦŦŘ˦̹
such as nib or a pilot parallel pen (Fig. 112). It is understood that his 
broken strokes and employed diamond shape that are the basic features 
ŦĿ̹ƀŅĴ̹$ŦƀŅňĪ˫̹

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE

Fig. 110. Calligraphic tattoo 
application, 2017, Source: 
Kam’s Instagram account, 
instagram.com/p/
BVFLOjuj6Yr/?hl=en, 
access: 12.08.2021.

)ŦƙĴƘĴŵ˦̹ ĜŹ̹ ŹĴĴş̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ƙŦŵŖŹ̹ ŦĿ̹ AĴƄŘŞĜş̹ Ĝşİ̹ ŅňŹ̹ $ŦƀŅňĪ̹
version of interpretation, here, the curves seem to be emphasized 
within the stroke, which gives a more dynamic look to this compact-
looking word. The forked lines, as can be observed on the letter “s,” and 
various embellished details as in the letter “k,” “m,” and “a” also support 
the vertical emphasis, also help to follow the imaginary moves of Kams’ 
hand on the surface while writing.

In Fig. 111, as can be seen, the Pilot Parallel pen -which is a type of 
ǭĜƀ̐ĪƄƀ̹ ŞĴƀĜŘ̐ƀňŲŲĴİ̹ ŲĴş̹ ƙňƀŅ̹ Ĝ̹ ĪĜŵƀŵňİŀĴ̹ ňŹ̹ ĴŞŲŘŦƟĴİ̹ ĩƟ̹ 9ĜŞŹ̹ ĿŦŵ̹
sketches. It is one of the tools that can be carried easily without any 
need for preparation. That is why it is assessed as highly practical to use 
ĜşƟƙŅĴŵĴ˦̹ĜşƟ̹ƀňŞĴ̹ƀŦ̹ŲŵĜĪƀňĪĴ˫̹bŅňŹ̹ňŹ̹ĜŘŹŦ̹ƀŅĴ̹ǬŵŹƀ̹ŞĜƀĴŵňĜŘ̹,̹ĩŦƄŀŅƀ̹
to practice calligraphy before the professional training because of the 
inspiration and observation of these mentioned young calligraphers, 
such as Viktor Kams. This issue is mentioned in Chapter VII in part “7.1. 
Earlier Proximity to Western Calligraphy.”

Fig. 111. Foreverless, 2019, 
Sketches for the logo with 
Pilot Paralel Pen, Source: 
Kam’s Instagram account, 
instagram.com/p/
B53GhMxqbNG/?hl=en, 
access: 12.08.2021.
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VI. CURRENT PRACTICES IN REALM OF WESTERN CALLIGRAPHY

In this sketch, it is observed that Kams executes his interpretation of 
ƀŅĴ̹$ŦƀŅňĪ̹ŅĜşİ˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹ƀŅĴ̹ fraktur that is mentioned in Chapter 
III -one of the most inspired hands that can be an interpretation of, as 
in the case of Meulman. Even though Kams uses the ink, the nib seems 
ƀŦ̹ŵĴŹňŹƀ̹ŵĴƘĴĜŘňşŀ̹ŹƄǤĪňĴşƀ̹ ňşŖ̹ŹňşĪĴ̹ ňƀ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ ňş̹ ƀŅĴ̹İŵƟ̐ĩŵƄŹŅ̹
ĴǣĴĪƀ̹ƙňƀŅňş̹ƀŅĴ̹ŹƀŵŦŖĴŹ˫̹,ş̹ƀŅňŹ̹ĴƞĜŞŲŘĴ˦̹ňşŹƀĴĜİ̹ŦĿ̹ƀŵĜĪňşŀ̹ƀŅĴ̹ĩŵƄŹŅ̹
hair with dry-ink, the texture is created within the stroke itself, which 
gives a trashy look to the written word. 

Another example can be seen in Fig. 112. Contrary to the previous 
$ŦƀŅňĪ̹ ňşƀĴŵŲŵĴƀĜƀňŦş˫̹ ,ş̹ ƀŅňŹ̹ ƙŦŵŖ˦̹ 9ĜŞŹ̹ ĴŞŲŘŦƟŹ̹ ƀŅĴ̹ ŵƄŘňşŀ̹ ŲĴş̹
-mentioned earlier in part “6.9. Denise Lach”- one of the current tools 
that calligraphers prefer to employ to create expressive gestures 
because of the nature of the tool that lets calligraphers create ink 
ŹŲŘĜŹŅĴŹ̹ƙŅňŘĴ̹ƙŵňƀňşŀ˦̹ĜŘŹŦ̹ƙňƀŅ̹ ƀŅĴ̹ ĿĜŹƀ̹Ĝşİ̹Źƀňǣ̹ŞŦƘĴŹ˦̹ ƀŅĴ̹ ƀĴşŹňŦş̹
seems to transmit to the visual appearence of the line. 

Fig. 112. The ruling pen practice, 
2017, Source: Kam’s Instagram 
account, instagram.com/p/
BZ6h_W9gNqJ/?hl=en, 
access: 12.08.2021.

In other words, as can be experienced, the moves of the calligrapher in 
the Far Eastern calligraphy through the trace of the brush; here, the 
ruling pen allows us to envisage the moves that make us perceive the 
ǬşňŹŅĴİ̹ƙŦŵŖ̹ĜŹ̹Ĝ̹ŞŦƘňşŀ̹ĴƞŲĴŵňĴşĪĴ̹ƀŅĜƀ̹ŵĴĿĴŵŹ̹ƀŦ̹ĜĪƀ̹ŦĿ̹ƙŵňƀňşŀ˫̹

As in the case of the ink bomb of Meulman, the work of Kams also create 
a sense of chaos since the legibility of the work is almost lost; becomes 
a texture consists of ups and downs with horizontal lines, keeps the 
impression of the written word as in the case of asemic writing that 
mentioned in part “6.4. Asemic writing related to contemporary 
western calligraphy.” It seems Kams with this practice tries to push 
the limit of the written word experiencing with the contemporary 
calligraphy tool.
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Other ruling pen experience of Kams can be seen in Fig. 113. It is 
İňǣĴŵĴşƀ̹ ĿŵŦŞ̹ ĴĜŵŘňĴŵ̹ ŲŵĜĪƀňĪĴŹ̹ ƀŅĜƀ̹ 9ĜŞŹ̹ ŹĴĴŞŹ̹ ƀŦ̹ ŲƄŹŅ̹ ƀŅĴ̹ ŘňŞňƀŹ̹
of writing, hence calligraphy, not just through the interpretation of 
the letterforms but also by leaving behind the basic rules of western 
writing that make it perceived as an image rather than a text. 

The linear written look becomes an irregularly written bunch of lines 
and curves composited to form a round cluster. This feature makes the 
written word even farther from the perception of the written text, rather 
make it closer to the randomly created abstract image. The moves of the 
hand are still so strong that they can transmit the tension once again, as 
in the case of the previous example, because of the ruling pen. 

Moreover, in this example, after manually writing the piece, it is 
digitilized and becomes a design with background layers, consisting 
of ghostly written lines and strokes. One detail of the layer is given 
with the broad edge brush with the wide hair with white paint. The 
hair can be observed as a nice, smooth trace of the moves that create 

Fig. 113. The ruling pen practice, 
2019, Source: Kam’s Instagram 
account, instagram.com/p/
B2lhB59ilAW/, access: 
12.08.2021.
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Ĝ̹ ĪŦşƀŵĜŹƀňşŀ̹ ĿĴĴŘňşŀ̹ ƀŦ̹ ƀŅĴ̹ ŵƄŘňşŀ̹ ŲĴş̹ ƙňƀŅ̹ Źƀňǣ̹ Ĝşİ̹ ĜŀŀŵĴŹŹňƘĴ̹
moves. These features make the work eclectic in a technical sense and 
pluralistic in a conceptual way that refers once again to the postmodern 
condition within contemporary calligraphic works.

Fig. 114 illustrates one of the practices similar to the previous one. 
)ŦƙĴƘĴŵ˦̹ŅĴŵĴ˦̹Ĝ̹ŹĴşŹĴ̹ŦĿ̹ŦŵİĴŵ̹ŹĴĴŞŹ̹ƀŦ̹ĩĴ̹ŀňƘĴş̹ƙňƀŅ̹ƀŅĴ̹ǭƄňİňƀƟ̹ŦĿ̹
the written text in the overall composition, as well as with the rhythm 
ƙňƀŅňş̹ƀŅĴ̹ŘĴƀƀĴŵŹ̹ĜĪŅňĴƘĴİ̹ĩƟ̹ĴŞŲŘŦƟňşŀ̹ƀƙŦ̹İňǣĴŵĴşƀ̹ŞĜƀĴŵňĜŘŹ˫̹HşĴ̹
is the broad edge brush, and the other is the ruling pen. While the 
brush provides a certain thickness to the stroke, it also gives a chance 
ƀŦ̹ŵĴǭĴĪƀ̹ƀŅĴ̹ŅĜňŵ̹ĜŹ̹Ĝ̹ƀĴƞƀƄŵĴ˫̹

Fig. 114. Brush and ruling pen 
practice, 2020, Source: Kam’s 
Instagram account, instagram.
com/p/B9nJhLJKHCJ/, 
access: 12.08.2021.

On the other hand, the ruling pen allows for the execution of thinner 
lines with ink splashes created during the hand’s execution. It can be 
ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴ̹ǭƄňİňƀƟ̹ŦĿ̹ƀŅĴ̹ŹƀŵŦŖĴ̹ĜĪŅňĴƘĴİ̹ƙňƀŅ̹ƀŅĴ̹ĩŵƄŹŅ̹ŀňƘĴŹ̹Ĝ̹
sense of calm or smooth feeling compared to the ruling pen with fast 
execution that creates certain aggression which reminds the chaos. 
Hence, it seems that Kams tries to provide a balance between those two, 
starting with choosing the material. Moreover, with the composition, 
the same tendency of balance seems to be achieved with the transition 
of those two that are also compatible strokes with each other.

The sense of movement, as various times repeated in this research 
through the works of the contemporary calligraphers, are underlined 
mostly, as in this case with various ways. Since calligraphy is perceived 
as a living entity, that means with its nature, it is transformed as an 
accumulated practical and theoretical knowledge and depending on the 
calligrapher, it widens its frame.
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�Ź̹ŹƀĜƀĴİ̹ĴĜŵŘňĴŵ˦̹9ĜŞŹ̹ŅĜŹ̹Ĝ̹ŀŵĜǤƀň̹ĩĜĪŖŀŵŦƄşİ̹Ĝşİ˦̹ƙňƀŅ̹ĴşƀŅƄŹňĜŹŞ˦̹
ĿŦĪƄŹĴŹ̹Ŧş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹)Ĵ̹ĪŦşƀňşƄĴŹ̹ƀŦ̹ĪŵĴĜƀĴ̹ŀŵĜǤƀň̹ƙŦŵŖŹ̹Ŧş̹ƙĜŘŘŹ̹ĩƟ̹
blending them with calligraphy, as can be seen in Fig. 115. 

Fig. 115. Wall practice, 2020, 
Source: YouTube, youtube.com/
watch?v=duSiQrJQLkI, 
access: 12.06.2022.

bŅĴ̹ǬŵŹƀ̹ƙŦŵŖ̹ňŹ̹ĿŵŦŞ̹ŅňŹ̹ĴĜŵŘňĴŵ̹ŀŵĜǤƀň̹ƙŵňƀňşŀŹ̹ƙňƀŅ̹ŅňŀŅŘƟ̹ĪŦŘŦŵĿƄŘ̹
Ĝşİ̹ňşƀŵňĪĜƀĴ̹ŘĴƀƀĴŵĿŦŵŞŹ̹ƀŅĜƀ̹ŞĜŖĴ̹ňƀ̹İňǤĪƄŘƀ̹ƀŦ̹ŵĴĜİ̹̐ƙŵňƀƀĴş̹̚9ĜŞŹ˫̛ ̹
;ŦŦŖňşŀ̹ Ĝƀ̹ ƀŅĴ̹ ŦƀŅĴŵ̹ƙŦŵŖ˦̹ ňƀ̹ ĪĜş̹ĩĴ̹ ŹĴĴş̹ŅŦƙ̹ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ĜǣĴĪƀĴİ̹
ĩƟ̹9ĜŞ̝Ź̹ŀŵĜǤƀň̹ŹƀƟŘĴ˫̹bŅĴ̹ĴǣĴĪƀŹ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ŘĴƀƀĴŵĿŦŵŞŹ̹
ƀŅĜƀ̹ĜŵĴ̹Ĝ̹ŹƀƟŘňƥĴİ̹ƘĴŵŹňŦş̹ŦĿ̹ƀŅĴ̹$ŦƀŅňĪ̹ŅĜşİ˦̹ĜŹ̹ŹĴĴş̹ňş̹ƀŅĴ̹ŲŵĴƘňŦƄŹ̹
examples with an exaggerated attitude of letterforms. It is evident 
that he started to engage in calligraphy more and prefers to combine 
the styles as in the case of Meulman, who started a movement called 
��''$"-�ƈ/$ that is mentioned in part “6.5. Niels “Shoe” Meulman.”
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bŦ̹ ŹƄŞ̹ ƄŲ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ŹĜňİ̹ ƀŅĜƀ̹ 9ĜŞŹ˦̹ ƙňƀŅ̹ ƀŅĴ̹ ŀŵĜǤƀň̹ Ĝşİ̹ ŀŵĜŲŅňĪ̹
design background, located himself in the contemporary calligraphy 
ƙŦŵŘİ̹ƀŅŵŦƄŀŅ̹ŅňŹ̹$ŦƀŅňĪ̹Ĝşİ̹ňƀĜŘňĪ̹ŹƀƟŘňƥĴİ̹ƘĴŵŹňŦş˰̹ŅĴ̹ĴŞŲŘŦƟŹ̹ƘĜŵňŦƄŹ̹
materials and tools, such as parallel pen, ruling pen, cola pen, pointed 
and broad-edge brush, or marker, he seems to like to experiment 
and tries various versions for his sketches without the limitation 
one material may cause. The practice of calligraphy steps in at that 
ŞŦŞĴşƀ˦̹ƙŅĴş̹ŅĴ̹İŦĴŹ̹ǬĿƀƟ̐ŹňƞƀƟ̹ŹŖĴƀĪŅĴŹ̹ĿŦŵ̹ŅňŹ̹ŲŵŦœĴĪƀŹ˫̹

Mostly creating graphic design products, particularly logotypes and 
monograms, Kams employs calligraphy, starting with trying the 
ancient script, then tracing/drawing it repeatedly. That means he starts 
with western calligraphy, then turns it to the lettering work by treating 
it as an image, or he scans his original work in high resolution to 
digitalize it. It is obvious that all his calligraphy works have the plastic 
concern that is assessed as written/drawn/painted images as in the 
case of other examined contemporary calligraphers in this part. The 
eclectic attitude, personal interpretation of the letterforms, sometimes 
şŦƀ̹ĪŦşĪĴŵşňşŀ̹ĜĩŦƄƀ̹ƀŅĴ̹ŘĴŀňĩňŘňƀƟ̹ŦĿ̹ƀŅĴ̹ƙŦŵİ˦̹Ĝşİ̹ĴŞŲŘŦƟňşŀ̹İňǣĴŵĴşƀ̹
techniques and materials refers to the diversity that is cherished by 
Kams, who treated lettering as a signpost to go beyond the traditional 
aspect of western calligraphy as Stevens (2013) states.

6.13. Characteristics of contemporary Western 
calligraphy  

In this chapter, the main concern is to observe the works and 
approaches of today’s calligraphers, that tend to produce authentic 
ĜŲŲŵŦĜĪŅĴŹ̹ ňş̹ ƀŅĴňŵ̹ Ŧƙş̹ ƙĜƟ̹ ƀŅŵŦƄŀŅ̹ İňǣĴŵĴşƀ̹ ƀĴĪŅşňŴƄĴŹ̹ Ĝşİ̹
concepts in order to frame the current situation of western calligraphy. 

It is evident that the topic is too vast to generalize to be examined; 
however, it is particularly engaging major points that can be observed 
through the selected practices of the contemporary calligraphers, 
namely Niels “Shoe” Meulman, Pokras Lampas, Said Dokins, Denis 
Brown, Denise Lach, Loredana Zega, and Thomas Ingmire with 
ĿŦĪƄŹňşŀ̹ ƀŅĴ̹ĜƀƀĴşƀňŦş̹Ŧş̹ ƀŅĴ̹ ňşǭƄĴşĪĴŹ˦̹İƟşĜŞňĪŹ˦̹ Ĝşİ̹ ŵĴĿĴŵĴşĪĴŹ̹ŦĿ̹
their western calligraphy approach in the background, which are also 
assessed in respect of the accumulated information that is mentioned 
in previous chapters of this research. 

As mentioned earlier in this chapter, one of the main reasons for 
choosing these contemporary calligraphers is that these selected 
western contemporary calligraphers’ individual concerns and concepts 
also techniques are varied in the realm of western calligraphy. Hence, 
ĜŘŘ̹ĪĜş̹ŲŵŦƘňİĴ̹ŹƄǤĪňĴşƀ̹ňşŹňŀŅƀ̹ƀŦ̹ĿŵĜŞĴ̹ƀŅĴ̹ŀĴşĴŵĜŘ̹ĜƀƀňƀƄİĴ˦̹Ĝşİ̹ňƀ̹ňŹ̹
believed that all can enable us to conduct this chapter in a wide range of 
calligraphic attitudes and assessments that provide ample information 
to evaluate the current situation.

#Ŧŵ̹ ĴĜĪŅ̹ ŹĴŘĴĪƀĴİ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ ƀŅĴ̹ ňşǭƄĴşĪĴŹ˦̹
dynamics, and references are detailly examined in the part reserved for 
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the relevant artist earlier in this chapter. However, it can be underlined 
once again that each mentioned calligrapher develops their personal 
attitudes and techniques, supporting the conceptual idea for their 
calligraphic works, for which they are required.

�ĿƀĴŵ̹ŅĜƘňşŀ̹ĜşĜŘƟƥĴİ̹ƀŅĴ̹ĪŦşƀŵňĩƄƀňŦşŹ̹ŦĿ̹ƀŅĴ̹İňǣĴŵĴşƀ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
calligraphers in this chapter, it can be stated that contemporary 
calligraphy with a rich diversity of forms is mostly grounded on 
the concept of a word as an image. In this concept, as mentioned in 
part 6.1. “Word as an image” concept of the modern period related 
to contemporary western calligraphy is also observed through 
the selected calligraphers’ work here writing; hence calligraphy is 
appreciated and assessed through its visual aspect that can provide 
various possibilities to the contemporary calligraphers, rather than 
expressing the message by the literal meaning of the text. This concept 
ƀĜŖĴŹ̹ňƀŹ̹ŵŦŦƀŹ̹ǬŵŹƀ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹̐ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹
IV and the Middle Eastern calligraphy traditions -mentioned in Chapter 
V. It is encountered in various avant-garde movements of the modern 
period, such as Futurism, Dadaism, Lettresim or Concrete Poetry in 
which the tradition was totally abandoned. Each had its individual 
features; however, what was commonly seen there was the concept 
of the letter and typography that changed and started to be assessed 
through the plastic value with a willingness to push the boundaries of 
the art and design. 

However, here at that point, one issue must be underlined again. It is 
ƀŅĴ̹ ĩňŀŀĴŹƀ̹ İňǣĴŵĴşĪĴ̹ ƀŅĜƀ̹ İňƘňİĴŹ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĿŵŦŞ̹
these avant-garde artists is the abundance of the past and habits, 
hence tradition. It can be stated that contemporary calligraphy, as can 
be seen in the postmodern concept, takes various references from the 
past; hence the tradition is conceptually and technically fused with 
the attitude of the calligrapher. That means it has an eclectic feature 
that cherishes the ancient scripts and scribes, also the manuscript 
culture that is mentioned in Chapter III. Not just as a reference but 
also considering the nature of calligraphy, an accumulated art form 
that consists of past, present, and future, regardless of the style 
of calligraphy practices. It can be traditional, modern, expressive, 
experimental, or so-called abstract calligraphy; all consists of 
theoretical and practical knowledge of the construction of the various 
styles, knowing the tools and materials, and also the manipulation 
techniques to construct the ancient letterforms. It is fundamental 
that calligraphy requires to be practiced due to the fact that, even 
though contemporary calligraphy is an autonomous art form and it 
ŅňŀŅŘƟ̹ İňǣĴŵŹ̹ ĿŵŦŞ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş˦̹ƙŅňĪŅ̹ƙĜŹ̹ ŀŵŦƄşİĴİ̹ Ŧş̹ ĿƄşĪƀňŦşĜŘ̹
reasons and transformed depending on the needs and possibilities of 
the time. Contemporary calligraphy preserves the craft feature, which 
requires tangible information and acquiring the skill following the 
constant practice to master the hand, also achieve muscle memory, the 
coordination of the mind, the arm, and the hand. For this reason, apart 
from observing the word as an image concept and putting forward 
the visual aesthetic of the written text as an art form, it still takes its 
reference from traditional western calligraphy and also still preserves 
it as more than just a reference.
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This situation can be discussed for the mature work of calligraphy, which 
means that the calligrapher acquires the knowledge of traditional styles, 
and also demands extensive technical and experiment, not just to be 
familiar with the tradition but for the creation beyond the traditional 
concept and visual interpretation of the western calligraphy. It consists 
of the making of symbols as well as entails the making of things as in 
craft, which is not needed to be understood in its basic existence as 
physically functioning entities (Risatti, 2013). That means even the work 
of artistic invention/performances actually points to the departure from 
all routines; contemporary western calligraphy with traditional craft 
education still requires repetitious actions of the calligrapher to learn 
and internalize the calligraphy as an act to go beyond.

The root of the works of contemporary calligraphy is to be found in the 
ŹňŀşňǬĴŵ˦̹ƙŅňĪŅ̹ŲŦňşƀŹ̹ƀŦ̹ŹŦŞĴƀŅňşŀ̹ŦƀŅĴŵ̹ƀŅĜş̹ňƀŹĴŘĿ̹ĜŹ̹ňş̹ǬşĴ̹ĜŵƀŹ̹ĩƄƀ̹
also consists of making actual things that reveals the period of time that 
calligrapher practices. As an accumulated living entity, calligraphy is the 
thing itself as an idea, also as the craft object mostly stands as itself in 
itself, still with the very basic function, which is to communicate through 
visual appearance. It becomes something that is supposed to be looked at, 
sometimes with the paintings of the calligrapher as Meulman related to 
the idea as well as the physical existence as an optical appearance, or as in 
the performances of Zega, related less on physical appearance but related 
to the idea, centered on the physical experience of the calligrapher as a 
performance-enhancing both making and physical, material existence 
and absence of it. However, it is obvious that contemporary calligraphy is 
much more about the perceptions and appearance that exists within the 
realm of subjectivity.

Moreover, traces, marks, unrecognizable strokes, lines, drips, and drops, 
as in the case of the asemic writers of the West in the 1990s -which also 
takes its root from Far Eastern calligraphy, contemporary calligraphy 
works become a shadow of the writing that demands a high-pitched 
ŵĴĜİňşŀ̹İňǣĴŵĴşƀ̹ ĿŵŦŞ̹ƀŅĴ̹ ŘňƀĴŵĜŘ̹ŞĴĜşňşŀ̹ŦĿ̹ŵĴĜİňşŀ˦̹ƙŅňĪŅ̹ŵĴĿĴŵŹ̹ ƀŦ̹
beyond the text through gesture executed by an act of writing. 

Not just the western tradition but the Far Eastern and Middle 
Eastern calligraphy traditions take crucial roles as references and 
ňşǭƄĴşĪĴŹ̹ƀŅĜƀ̹ĪĜş̹ĩĴ̹ƀŵĜĪĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴŹĴ̹ŞĴşƀňŦşĴİ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ŅĴŵĴ˫̹ bŅĴ̹ ŞƄƀƄĜŘ̹ ňşƀĴŵĜĪƀňŦş̹ Ĝşİ̹ ňşǭƄĴşĪĴ̹ ĜŵĴ̹
mentioned in Chapter IV in parts “4.3. The impact of western art on 
Far Eastern Contemporary Calligraphy,” and “4.4. The impact of Far 
East art tradition on Western abstract practices,” solely focusing on the 
western abstract painting, because the statements of these mentioned 
contemporary calligraphers such as Meulman, Brown, and Lampas 
mostly point at the abstract painters of the West. However, with this 
ĴƞĜŞňşĜƀňŦş̹ŦĿ̹�ŅĜŲƀĴŵ̹,q̹ňş̹ƀĴŵŞŹ̹ŦĿ̹ŞƄƀƄĜŘ̹ ňşǭƄĴşĪĴŹ̹ĩĴƀƙĴĴş̹ƀŅĴ̹
Far Eastern culture and the western abstract painting, it is seen that 
the abstract painters, namely Tobey, Twombly, or Motherwell, took 
ƀŅĴňŵ̹ ňşŹŲňŵĜƀňŦş̹ ĿŵŦŞ̹ ƀŅňŹ̹ ĪƄŘƀƄŵĴ̹ ƙňƀŅ̹ Ĝ̹ ŹŘňŀŅƀ̹ İňǣĴŵĴşĪĴ˫̹ ,ƀ̹ ňŹ̹ ƀŅĴ̹
understanding of the term abstract. While western abstraction refers 
to eluding the references or being without reference, Far Eastern 
abstraction has its reference from being character-based language and 
its culture.
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Furthermore, the root of the gesture -which is the crucial part of the 
abstract painting as the meaning of the gesture, gesturality, or gestural 
painting with a general sense of loose brushstroke passes to that of 
brushstroke and comes from the Far Eastern calligraphy and painting 
traditions. While it lacks conscious control for the abstract painting of 
the West, there still exists control in calligraphy and painting as a result 
of mastering the technique, as in contemporary western calligraphy. 
The hand gesture, executed with the writing-like movement of the 
hand, becomes the fundamental way of expressing the innermost self of 
the contemporary calligrapher with consciousness. The contemporary 
calligrapher with highly abstract works looks randomly executed; still, 
organize, think or know where to put the next stroke or line. Accidents 
and errors are welcomed and become a complementary part of the 
composition, even sometimes a trigger to follow. 

Another feature is executing calligraphy as a performance, as an act, 
emphasizing that it includes a process by making similarities with 
ǬĴŘİŹ̹ ŹƄĪŅ̹ ĜŹ̹ ŞƄŹňĪ̹ Ĝşİ̹ İĜşĪĴ˫̹ ,ş̹ ŦƀŅĴŵ̹ ƙŦŵİŹ˦̹ ĜŹ̹ ŹĴĴş̹ ňş̹ ƀŅĴ̹ #Ĝŵ̹
Eastern calligraphy mentioned in Chapter IV, the focus is on how it is 
executed rather than what is executed. Also, it covers the well-being 
and self-improvement of the calligrapher; hence, naturally, calligraphy 
represents both the moment of the calligrapher also the period 
that manifests itself through the skill of the calligrapher. It is seen 
that contemporary calligraphers have a very similar mentality. It is 
examined particularly through the works of Meulman in part “6.5. Niels 
̚[ŅŦĴ̛̹AĴƄŘŞĜş˦̛ ̹ƙŅŦ̹ ŹƀĜŵƀŹ̹ ĜŹ̹ Ĝ̹ ŀŵĜǤƀň̹ƙŵňƀĴŵ˦̹ ƀŅĴş̹ ĪĜŘŘŹ̹ ŅňŞŹĴŘĿ̹ Ĝ̹
painter. Also, visually and conceptually, the transformation of his works 
shows that contemporary calligraphy is assessed as a living entity and 
can reveal the journey of the calligrapher themselves. 

Their calligraphy practice becomes a movement or action through 
which the artist goes and leaves their authentic thinking on the 
surface, and their tools become their extension of the hand, as in the 
case of the oriental mindset. Once one realizes this situation, it is quite 
understandable and not surprising that abstract expressionist artists 
are on the radar of contemporary Western calligraphers. As underlined, 
ňƀ̹ ňŹ̹ şŦƀ̹ ƀŅĜƀ̹ İňǤĪƄŘƀ̹ ƀŦ̹ ŵĴĜŘňƥĴ̹ ƀŅĴ̹ ŹƀƟŘňŹƀňĪ̹ ŹňŞňŘĜŵňƀňĴŹ̹ ĩĴƀƙĴĴş̹
contemporary calligraphers’ practices and abstract painters, which look 
like abstract calligraphy. In the context, both in the research for inner 
şĴĪĴŹŹňƀƟ̹ ňş̹ ĴŹŹĴşĪĴ̹ ĜŹ̹ ňş̹ bŦĩĴƟ̹ Ŧŵ̹ TŦŘŘŦĪŖ˫̹ )ŦƙĴƘĴŵ˦̹ ƀŅĴ̹ İňǣĴŵĴşĪĴ̹
lies in the abstraction concept that is carried. This issue is mentioned 
ŵĴŲĴĜƀĴİŘƟ˦̹Ĝşİ̹ŦşĪĴ̹ĜŀĜňş˦̹ƀŅĴ̹ŲňĴĪĴŹ̹ĴƞĜŞňşĴİ̹ňş̹ƀŅňŹ̹ĪŅĜŲƀĴŵ̹ŵĴǭĴĪƀ̹
this fact a lot. The gesture of calligraphy comes with the loaded 
technical and theoretical experience, the skills that the calligraphers 
acquire through repeating, practicing, observing, and mastering the 
ancient styles of writing. Hence, it can not be accepted as similar to the 
concept of abstraction in western calligraphy and western painting.

�Ź̹ WňŹĜƀƀň̹ ˾ʇʅʆʈ˿̹ ĴƞŲŘĜňşŹ˦̹ ǬşĴ̹ Ĝŵƀ̹ ňŹ̹ ̚İĴŲĴşİĴşƀ̹ Ŧş̹ Ĝ̹ ŹƟŹƀĴŞ̹ ŦĿ̹ ƘňŹƄĜŘ̹
signs that only garner meaning from the social complex in which 
they originated, it is always symbolic” (2013: 88), assessed through its 
usage of a semiotic system of visual signs and symbols. Looking at the 
contemporary examples that are examined here, it can be said that one of 

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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VI. CURRENT PRACTICES IN REALM OF WESTERN CALLIGRAPHY

the common attitudes seems to point to mark-making, interpreting the 
idea wordlessly. That means the works are composed of indexical signs, in 
which the main ingredients are marks, lines, strokes, stains, and gestures 
of the hand of the calligrapher; regardless of the type and technique, they 
can all be assessed as signs, rather than the actual letter or word that 
can be read conventionally. These marks consist of various forms, lines, 
elements of writing, or sometimes not elements of writing executed as 
a sing post of a much larger idea of conventional western mindset in the 
realm of calligraphy. The works do not have the same visual appearance 
as traditional or modern calligraphy and even seem completely abstract 
because of the elimination of the letters and words, which leads to 
primarily unrecognizable marks that are claimed in calligraphy or writing. 
These signs become iconic and created based on the appearance of the 
ŹňŀşňǬĴİ˦̹ĜŹ˦̹ ňş̹ǬşĴ̹ĜŵƀŹ˦̹ ƀŅĴƟ̹ŦŲĴŵĜƀĴ̹ĜŹ̹ŵĴŲŵĴŹĴşƀĜƀňŦşŹ̹ŦĿ̹ƙŵňƀňşŀ̹ ƀŅĜƀ̹
conceptualize the written word as the writer’s imagination. There is a web 
of information and assessments dependent upon systems of symbols that 
viewers must be able to read as calligraphy and understand if the work is 
ƀŦ̹ĪŦŞŞƄşňĪĜƀĴ̹Ĝƀ̹Ĝ̹İňǣĴŵĴşƀ̹ŘĴƘĴŘ˫̹

It cannot be claimed that all contemporary attitude takes resemblance 
to the abstract works; however, mostly subtracting the meaning of 
the text from written calligraphic work and calligraphic composition/
performance or piece stand up independently as an autonomous art 
form, as in asemic writing pieces, it is evident that contemporary 
calligraphy divides itself from the tradition or modern calligraphy with 
readable works that created with the concern to convey the message 
through the semantic meaning of the text. Hence, it is closer to the 
abstract art form performed without letters, words, texts, or any 
recognizable signs directly belonging to the language. For this reason, 
it is not easy to decipher the work and assess it as calligraphic from 
the audience’s point of view, especially without any knowledge about 
calligraphy. That means these works are about the viewer and the act 
of viewing as much as it depends on the artist’s gaze, which leads us 
to think the “openwork” phenomena of Eco (1989), understood as an 
attempt to comprehend modern artworks, which can be assumed as 
open by their author/creator and further completed by the viewer/
audience/reader also become a performer in this sense. Its emphasis on 
a multiplicity of interpretations of art objects, a text, or an experience 
ŅĜŹ̹ĩĴĪŦŞĴ̹Ĝ̹ƘĜŘƄĴ̹ŦĿ̹ĪƄŘƀƄŵĴ˦̹ĜŹ̹ƀŅĴ̹ĿŵĴĴİŦŞ̹ƀŦ̹ŵĴĜİ̹ŦǣĴŵŹ̹Ĝ̹şĴƙ̹ƙĜƟ̹
of “seeing, feeling, understanding, and accepting a universe in which 
traditional relationships have been shattered and new possibilities of 
relationship are being laboriously sketched out” (Eco, 1989: xv). 

With this openness concept, artists change the formal language; 
instead, they create works that herald various interpretations as a 
ŵĴǭĴĪƀňŦş̹ ŦĿ̹ Ĝ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙŦŵŘİƘňĴƙ̹ ƀŅĜƀ̹ ňŹ̹ ŲŘƄŵĜŘňŹƀňĪ̹ Ĝşİ̹ ŘĴŹŹ̹
hierarchal than before (On Open Work by Umberto Eco, n.d.) That means 
ŞƄŘƀňŲŘĴ̹ŞĴŹŹĜŀĴŹ̹ŵĜƀŅĴŵ̹ƀŅĜş̹Ĝ̹İĴǬşňƀĴ̹ŦşĴ̹Ĝşİ̹ŞƄŘƀňŲŘĴ̹ŲŦŹŹňĩňŘňƀňĴŹ̹
as in Jazz music, improvisation, and its composition are actually 
never completed because it is open to interpretation of the musician 
that, led the potential to attempt into various abstractions. Various 
possibilities of the personal invention are provided by work in motion 
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and movement, in which the audience also can be included themselves 
as actual performance. Eco (1989) states that the idea of openness is an 
essential feature of contemporary art. 

What seems certain is that contemporary calligrapher has not been 
that concerned directly with giving a message, rather preferring 
to focusing themselves own feelings and emotions. Hence, the 
calligrapher starts to attribute various values depending on individual 
experiences that come with the background. That means the more 
contemporary calligraphers there are, the more diversity there is; as in 
traditional western calligraphy, although the scribes tried to copy the 
ŹĜŞĴ̹ŹƀƟŘĴ˦̹ƀŅĴƟ̹ňşĴƘňƀĜĩŘƟ̹ŵĴǭĴĪƀ̹ŹŦŞĴƀŅňşŀ̹ŦĿ̹ƀŅĴňŵ̹Ŧƙş̹ŅĜşİ˫̹rňƀŅňş̹
the abstract image of calligraphy, the criteria become the skill and the 
quality of the stroke that is acquired with mastering the technique, and 
the rest may vary depending on the audience since it carries openness 
in that sense. 

In addition, various features of contemporary calligraphers, as 
examined here, can be related to postmodernism. As mentioned in 
part “6.3. The postmodern condition related to contemporary western 
ĪĜŘŘňŀŵĜŲŅƟ˦̛ ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŲŵĜĪƀňĪĴŹ̹ ŵĴǭĴĪƀŹ̹ ƀŅĴ̹ ĿĴĜƀƄŵĴ̹
of postmodernism, such as the order and chaos duality, stylistic and 
ideological pluralism, being eclectic technically and conceptually, 
referencing the past, compositing techniques, materials, or subjects 
that cannot be considered or brought together side by side. Another 
ŹňŀşňǬĪĜşƀ̹ĿĴĜƀƄŵĴ̹ňŹ̹ĴŞĩŦİƟňşŀ̹ĴŞŦƀňŦş̹ňş̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹ŲŦŹƀŞŦİĴŵş̹
designers did through their particularly typographic design. Technical 
and conceptual references support the calligrapher’s feelings or 
emotions depending on the work’s context. All contemporary 
calligraphers examined here reveal this issue through their work and 
attitude. That means, rather than being a servant of the text as in 
traditional western calligraphy, contemporary calligraphers decide to 
focus on themselves and their personal understanding of calligraphy. 
That’s why the more contemporary calligraphers there are, the wider 
varieties exist. 

#ƄŵƀŅĴŵŞŦŵĴ˦̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ňşƀĴŵĜĪƀ̹ƙňƀŅ̹ŞĜşƟ̹ǬĴŘİŹ̹Ĝşİ̹
ŵĴŲŵĴŹĴşƀ̹ĴŹŹĴşƀňĜŘ̹ŹƀĜŀĴŹ̹ňş̹Ĝ̹İňǣĴŵĴşƀ̹ƙĜƟ̹ŦĿ̹ĪŦŘŘĜĩŦŵĜƀňŦş̹ƙňƀŅ̹ŦƀŅĴŵ̹
artistic disciplines, namely poetry and music, as in the case of Ingmire.

Interdisciplinary artists’ ensemble combines two or more artistic 
disciplines, giving them a new name as a new style, or an ensemble from 
İňǣĴŵĴşƀ̹İňŹĪňŲŘňşĴŹ̹ĪŦŘŘĜĩŦŵĜƀĴ̹ƀŦ̹ŲŵŦİƄĪĴ̹Ĝ̹ŲŵŦœĴĪƀ̹ƙŅňĪŅ̹ňşƀĴŀŵĜƀĴŹ̹
ƀŅĴňŵ̹İňǣĴŵĴşƀ̹Ĝŵƀ̹ĿŦŵŞŹ̹ĪŦƘĴŵƀŘƟ̹Ŧŵ̹ŦŲĴşŘƟ˫̹bŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ŞĴƀŅŦİŹ̹
that artists employ have given a new expressive form by framing their 
own rules of the art form that let them invent their own mediums. 
Their unrestricted, free form gives them a space for movement and 
ĜĪƀňŦş˫̹[ŦŞĴ̹ŦĿ̹ƀŅĴ̹ƙŦŵŖŹ̹Ǭƀ̹ňşƀŦ̹ƀŅĴ̹ĪĜƀĴŀŦŵƟ̹ŦĿ̹ƀŵĜİňƀňŦşĜŘ̹Ŧŵ̹ŞŦİĴŵş̹
calligraphy; sometimes, the text can be provocative and with any 
concern of conveying the actual message of the text, catching the lyrical 
elements and deciphering it in layers on the medium, accentuating 
the individualism of each letter, even each stroke underlining the 
collaboration between them. 
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Hence, it will not be wrong to claim that western calligraphy of 
ƀŅĴ̹ ƀƙĴşƀƟ̐ǬŵŹƀ̹ ĪĴşƀƄŵƟ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĩĴ̹ ĜŲŲŵĴĪňĜƀĴİ̹ ĜŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹
ĜƄƀŦşŦŞŦƄŹ̹ ĜŵĴĜŹ̹ ƀŅĜƀ̹ ŅĜƘĴ̹ ĩĴĴş̹ ĴƞĴĪƄƀĴİ̹ ĜŹ̹ ǬşĴ̹ Ĝŵƀ˫̹ bŅĜƀ̹ ŞĴĜşŹ̹
contemporary practices represent a kind of transcendent experience 
ƙňƀŅ̹ ƀĴĪŅşňŴƄĴ̹ Ĝşİ̹ ĪŦşĪĴŲƀ˦̹ İňǣĴŵĴşƀňĜƀňşŀ̹ ňƀŹĴŘĿ̹ ĿŵŦŞ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş̹
of the Medieval era and the modern examples of the nineteenth and 
ƀƙĴşƀňĴƀŅ̹ ĪĴşƀƄŵƟ˫̹bŅĴŹĴ̹ ŹňƀƄĜƀňŦşŹ̹ ŅĜƘĴ̹ ĩĴĴş̹ ĴǣĴĪƀňƘĴ̹ ňş̹ ĴƞŲĜşİňşŀ̹
the literature study and the change and evaluation of my personal 
understanding of western calligraphy as well. As a graphic designer 
and artist, these dynamics and features mentioned up until now 
ĜŵĴ̹ ňşĴƘňƀĜĩŘƟ̹ ŵĴǭĴĪƀĴİ̹ ňş̹ ŞƟ̹ ŲĴŵŹŦşĜŘ̹ ŲŵĜĪƀňĪĴŹ˫̹ �Ź̹ ƀŅĴŹĴ̹ ĜŵƀňŹƀŹ̹
mentioned here, these time periods led to evolving my attitude and 
ŲŵĜĪƀňĪĴ̹ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ňş̹İňǣĴŵĴşƀ̹ŲŅĜŹĴŹ̹ĜŹ̹Ĝ̹ĪŦşĪĴŲƀƄĜŘ̹Ĝşİ̹
technical journey that can be traced through the works presented in 
the next chapter. In other words, features of contemporary western 
calligraphy that are located in this chapter through the examination 
of the contemporary calligraphers concerning the tradition of western 
ĪĜŘŘňŀŵĜŲŅƟ˦̹ĜŘŹŦ̹ŞƄƀƄĜŘ̹ňşƀĴŵĜĪƀňŦşŹ̹Ĝşİ̹ĴǣĴĪƀŹ̹ŦĿ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹Ĝşİ̹
ƀŅĴ̹AňİİŘĴ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ňşǭƄĴşĪĴŹ˦̹ƙňŘŘ̹ĩĴ̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹
VII, which is a representation of my personal comprehension and 
appreciation of western calligraphy formed during the research period. 
,ƀ̹ ƙňŘŘ̹ ŲŵŦƘňİĴ̹ ŹňŀşňǬĪĜşƀ̹ ňşĿŦŵŞĜƀňŦş̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ĪŦşƀŵňĩƄƀňŦş̹ ƀŦ̹ ƀŅĴ̹
contemporary western calligraphy theme.
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VII. PERSONAL CALLIGRAPHY PRACTICES

This chapter covers my personal western calligraphy perception and 
practices based on the periods of acquiring technical and practical 
knowledge. These accumulated knowledge and experiences have 
ŘĴİ̹ ƀŦ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ŵĴŘĜƀňŦşŹŅňŲ̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ ƀŅĴŦŵƟ˦̹ ŞƟ̹ ŲĴŵĪĴŲƀňŦş˦̹
Ĝşİ̹ ŲŵĜĪƀňĪĴ̹ ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƙŅňĪŅ̹ ŅĜŹ̹ ĩĴĴş̹ ƀŵĜşŹĿŦŵŞĴİ̹
ĩƟ̹ ĜĪŴƄňŵňşŀ̹ ƀŅĴŦŵĴƀňĪĜŘ̹ Ĝşİ̹ ŲŵĜĪƀňĪĜŘ̹ ŖşŦƙŘĴİŀĴ̹ ĜĩŦƄƀ̹ ňƀŹ̹ ŅňŹƀŦŵƟ˦̹
ƀĴĪŅşňŴƄĴŹ˦̹Ĝşİ̹ĴƘŦŘƄƀňŦş̹ƘňŹƄĜŘŘƟ̹Ĝşİ̹ĪŦşĪĴŲƀƄĜŘŘƟ˫̹

Examining the theoretical knowledge allows me to be aware of existing 
ŲĴŵŹŲĴĪƀňƘĴŹ̹ Ĝşİ̹ ĜŹŹĴŹŹŞĴşƀŹ̹ ňş̹ ƀŅĴ̹ ŵĴĜŘŞ̹ ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹
ƙŅňĪŅ̹ ňŹ̹ŞĴşƀňŦşĴİ̹ ňş̹�ŅĜŲƀĴŵ̹ ,,̹ƙŅňŘĴ̹ ĴƞĜŞňşňşŀ̹ ƀŅĴ̹İĴǬşňƀňŦş̹ Ĝşİ̹
İĴŹĪŵňŲƀňŦş̹ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹Ĝşİ̹ňş̹�ŅĜŲƀĴŵ̹,,,̹ƙŅňŘĴ̹ŞĴşƀňŦşňşŀ̹
ƀŅĴ̹ƀŵĜİňƀňŦş̹Ĝşİ̹ƀĴĪŅşňŴƄĴ˫̹�ŘŹŦ˦̹ňş̹ĪŦŞŲĜŵňŹŦş̹ƙňƀŅ̹#Ĝŵ̹�ĜŹƀĴŵş̹Ĝşİ̹
AňİİŘĴ̹�ĜŹƀĴŵş̹ĜŲŲŵĴĪňĜƀňŦş̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ŅĴŘŲŹ̹ƀŦ̹ƄşİĴŵŹƀĜşİ̹
Ĝşİ̹ ĿŵĜŞĴ̹ ƀŅĴ̹ ƙĴŹƀĴŵş̹ ŲĴŵŹŲĴĪƀňƘĴŹ˦̹ ĜŘŘ̹ ƀŅĴŦŵĴƀňĪĜŘ̹ İĜƀĜ̹ ŅĴŵĜŘİŹ̹ ƀŅĴ̹
ŀĴşĴŵĜŘ̹ ŲĴŵŹŦşĜŘ̹ ŲĴŵĪĴŲƀňŦş˦̹ ĜƀƀňƀƄİĴ˦̹ Ĝşİ̹ ŲŵĜĪƀňĪĴŹ̹ ňş̹ ƀŅĴ̹ ŵĴĜŘŞ̹ ŦĿ̹
contemporary calligraphy.

�ŲĜŵƀ̹ĿŵŦŞ̹ƀŅĴ̹ŅňŹƀŦŵňĪĜŘ̹ĜŹŲĴĪƀ̹ŦĿ̹ƀŅĴ̹ƀŵĜİňƀňŦş̹ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹
a lifelong engagement requires a high amount of time dedicated to 
ĜĪŴƄňŵňşŀ̹ƀŅĴ̹ŹŖňŘŘ˫̹,ƀ̹ŘĴĜİŹ̹ŞĴ̹ƀŦ̹ĪŦşŹňİĴŵ̹ňƀŹ̹ĪŵĜĿƀ̹şĜƀƄŵĴ˦̹ƙŅňĪŅ̹İŦĴŹ̹
şŦƀ̹œƄŹƀ̹ĩĴŘŦşŀ̹ƀŦ̹ƀŅĴ̹ƀŵĜİňƀňŦş̹ĩƄƀ̹ĜŘŹŦ̹İňŵĴĪƀŘƟ̹ĜǣĴĪƀŹ̹Ĝşİ̹ŦŵňĴşƀŹ̹ƀŅĴ̹
possible experiences in calligraphy. 

My developed calligraphic attitude and its presence consist of its 
own accumulated data as a long-term experience. It also contains 
the combination and synchronization of all data extracted with this 
ŵĴŹĴĜŵĪŅ˦̹ ĪŦŞŲŵŦŞňŹňşŀ̹ ňƀŹ̹ ĿƄƀƄŵĴ̹ ƙňƀŅ̹ ňƀŹ̹ ŦĩŹĴŵƘĴİ̹ Ĝşİ̹ ĴƞĜŞňşĴİ̹
ŵŦŦƀŹ̹ Ĝşİ̹ ƀŵĜňşĴİ̹ ŞƄŹĪŘĴ̹ ŞĴŞŦŵƟ˦̹ ƀŅĴ̹ ŲŵĜĪƀňĪňşŀ̹ ƀŅĴ̹ ĜşĪňĴşƀ̹ ŹƀƟŘĴŹ̹
Ĝşİ̹ƀĴĪŅşňŴƄĴŹ̹ĩƟ̹ĜƀƀĴşİňşŀ̹ƘĜŵňŦƄŹ̹ĪŦƄŵŹĴŹ̹Ĝşİ̹ƙŦŵŖŹŅŦŲŹ̹ňş̹[ŲĜňş˦̹
#ŵĜşĪĴ˦̹Ĝşİ̹bƄŵŖĴƟ̹ƀŅĜƀ̹ňŹ̹ŞĴşƀňŦşĴİ̹ňş̹�ŲŲĴşİňƞ̹�˫̹,ƀ̹ňŹ̹ĜŘŹŦ̹ĿŦŵŞĴİ̹
ĩƟ̹ Ĝş̹ ĜƙĜŵĴşĴŹŹ̹ ŦĿ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĴƞĜŞňşĴİ̹ ňş̹�ŅĜŲƀĴŵ̹
IV and Middle Eastern calligraphy mentioned in Chapter V and 
contemporary practices through the selected calligraphers to locate 
and frame the inspirations and features of contemporary western 
calligraphy examined in Chapter VII.

The interest in western calligraphy started with the earlier interest 
in the masters’ study in typography mentioned in part “7.1. Earlier 
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Proximity to Western Calligraphy.” As̹ ƄşİĴŵŘňşĴİ̹ ňş̹ ƀŅĴ̹ ŹĜŞĴ̹ ŲĜŵƀ˦̹
typography became more understandable with the comprehensive 
ŖşŦƙŘĴİŀĴ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ )ŦƙĴƘĴŵ˦̹ ƀŅĴ̹ ŞĜňş̹ ŹƄĩœĴĪƀ̹ ĩĴĪĜŞĴ̹
calligraphy for me rather than typography as a designer at an academic 
ŘĴƘĴŘ˦̹ ňş̹ ƙŅňĪŅ̹ ƀŅĴ̹ ĩŵŦĜİ̹ ŲĴŵŹŲĴĪƀňƘĴ̹ ŦĿ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ŞňşİŹĴƀ̹
provided me the room to discover and allow me to experiment as an 
artist/calligrapher in a more personal and autonomous way.

bŅĴ̹ ƀĴŵŞ̹ ĪĜŘŘňŀŵĜŲŅňĪ˦̹ƙŅňĪŅ̹ ,̹ŞŦŹƀŘƟ̹ ĴŞŲŘŦƟ˦̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ĜĪĪƄŞƄŘĜƀĴİ̹
theoretical and practical knowledge and experience. It is intended 
ƀŦ̹ ŵĴƘĴĜŘ̹ ĜŘŹŦ̹ ƘĜŵňŦƄŹ̹ ňşŹŲňŵĜƀňŦşŹ̹ ĿŵŦŞ̹ ŅňŹƀŦŵƟ˦̹ ĜşĪňĴşƀ̹ ŹĪŵňŲƀŹ̹ Ĝşİ̹
ŹĪŵňĩĴŹ˦̹ ƀŅĴ̹ƙĴŹƀĴŵş̹ĪŦşĪĴŲƀňŦş̹ŦĿ̹ƙŵňƀňşŀ˦̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĜŘŹŦ̹ŦƀŅĴŵ̹
ƀŵĜİňƀňŦşŹ˦̹ ŞŦŹƀŘƟ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ƄşİĴŵŹƀĜşİňşŀ̹ ŦĿ̹ ƙŵňƀňşŀ̹ Ĝşİ̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĪŦŞĩňşĴİ̹ ƙňƀŅ̹ ŞƟ̹ Ŧƙş̹ ĴƞŲĴŵňĴşĪĴŹ̹ Ĝşİ̹ ŲĴŵŹŲĴĪƀňƘĴ̹ ňş̹
terms of contemporary calligraphy. 

rŅňŘĴ̹ İňŹĪƄŹŹňşŀ̹ ƀŵĜİňƀňŦş˦̹ ƀŅĴ̹ ŲĴŵňŦİ̹ ŦĿ̹ ŞĴİňĴƘĜŘ̹ ƀňŞĴ˦̹ ĩĴĿŦŵĴ̹ ƀŅĴ̹
Ųŵňşƀňşŀ̹ ŲĴŵňŦİ˦̹ ,̹ ŲŵĴĿĴŵ̹ ƀŦ̹ ƄŹĴ̹ ƀŅĴ̹ ĜşĪňĴşƀ̹ ƙŵňƀňşŀ̹ ŹƀƟŘĴŹ̹ ƙňƀŅ̹ ƀŅĴ̹
printing period to refer to the time that ancient western writing styles 
ƙĴŵĴ̹ŵĴƘňƘĴİ̹ĩƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹şĜŞĴŘƟ̹7ŦŅşŹƀŦş̹Ŧŵ̹9ŦĪŅ˫̹,ƀ̹ĪĜş̹ĩĴ̹ĪĜŘŘĴİ̹
modern calligraphy since the intention was to reinterpret the ancient 
styles and reassess and adapt to the requirements of the time -the 
nineteenth and twentieth centuries- still carries the literal meaning 
ŦĿ̹ƀŅĴ̹ƙŦŵİ̹Ĝşİ̹ŞĴŹŹĜŀĴ̹ĪŦşƘĴƟĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ƀĴƞƀ˫̹)ĴşĪĴ˦̹ƀŅĴ̹ŘĴƀƀĴŵ̹
̚Ĝ̛̹ňŹ̹ŹƀňŘŘ̹̚Ĝ˦̛ ̹ƙŅňĪŅ̹ŞĴĜşŹ̹ƀŅĴ̹ĿŦŵŞ̹ňŹ̹ŵĴĪŦŀşňƥĜĩŘĴ̹Ĝşİ̹ŵĴĜİĜĩŘĴ̹ňş̹Ĝ̹
conventional sense.

;ŦŦŖňşŀ̹Ĝƀ̹ƀŅĴ̹ĪƄŵŵĴşƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ˦̹ňşĪŘƄİňşŀ̹ŞƟ̹ƙŦŵŖŹ˦̹ĜĿƀĴŵ̹
ĜŘŘ̹ƀŅĴ̹ňşƘĴŹƀňŀĜƀňŦş̹ĪŦşİƄĪƀĴİ̹ňş̹ƀŅňŹ̹İŦĪƀŦŵĜŘ̹ŵĴŹĴĜŵĪŅ˦̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
calligraphy with a wide range of varieties blurs the boundaries between 
ƙŵňƀňşŀ̹Ĝşİ̹ŲĜňşƀňşŀ̹ňş̹ƀŅĴ̹ŹĴşŹĴ̹ŦĿ̹ƙĴŹƀĴŵş̹ŞĴşƀĜŘňƀƟ˦̹ƙŅňĪŅ̹ŲŵňŞĜŵňŘƟ̹
ŵĴĿĴŵŹ̹ƀŦ̹ƀŅĴ̹ĴƞŲŵĴŹŹňƘĴ˱ĜĩŹƀŵĜĪƀ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ĿŦŵŞŹ̹ŦĿ̹ƀŅĴ̹ƀƙĴşƀƟ̐ǬŵŹƀ̹
century. 

[ňşĪĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ Ĝş̹ ƄŞĩŵĴŘŘĜ̹ ƀĴŵŞ˦̹ ĴƘĴş̹ ƀŅŦƄŀŅ̹ ňƀ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĩĴ̹
ƄŹĴİ̹ňş̹ƀŅĴ̹ŹňƞƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹ĜĿƀĴŵ̹ƀŅĴ̹Ųŵňşƀňşŀ̹ŲĴŵňŦİ˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹
ňş̹ �ŅĜŲƀĴŵ̹ ,,˦̹ ƀŅĴ̹ ŀĴşĴŵĜŘ̹ ŲĴŵĪĴŲƀňŦş̹ ňŹ̹ ƀŅĜƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪŦƘĴŵŹ̹ ĜŘŘ̹
periods. So it may need an adjective to refer to a period that is meant to 
ŞĴşƀňŦş˦̹ŹƄĪŅ̹ĜŹ̹ƀŵĜİňƀňŦş˦̹ŞŦİĴŵş̹Ŧŵ̹ĪŦşƀĴŞŲŦŵĜŵƟ˫

,ƀ̹ ĪĜş̹ ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ˦̹ ƙňƀŅ̹ ƀŅĴ̹ ĜŹŹƄŞŲƀňŦş̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ Ĝş̹
ƄŞĩŵĴŘŘĜ̹ ƀĴŵŞ˦̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ƀŅĴ̹ ŲŵĜĪƀňĪĴŹ̹ ŦĿ̹
ƀƙĴşƀƟ̐ǬŵŹƀ̐ĪĴşƀƄŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙŦŵŖŹ˫̹ �ŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
experiment with calligraphy in spontaneous and organized ways 
ŹňŞƄŘƀĜşĴŦƄŹŘƟ˦̹ ĪŵĴĜƀňşŀ̹ Ĝ̹ ŹŦŵƀ̹ ŦĿ̹ ĩĜŘĜşĪĴ̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ ŲĜŹƀ̹ Ĝşİ̹
ŲŵĴŹĴşƀ˦̹ ňş̹ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ĩĴƀƙĴĴş̹ƀŅĴ̹ƀŵĜİňƀňŦş̹Ĝşİ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ˫̹
)ĴŵĴ̹ ĩĜŘĜşĪĴ˦̹ ĜŹ̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿̹ ŹƀĜƀĴŹ˦̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ƀŅĴ̹ ĜĩňŘňƀƟ̹ ƀŦ̹ ĪŦşƀŵŦŘ̹
ŵĜşİŦŞ̹ĜĩŹƀŵĜĪƀ̹ŘňşĴŹ˦̹ŹƀŵŦŖĴŹ˦̹Ĝşİ̹ŞĜŵŖŹ̹ƀŅĜƀ̹ĪŦŞĴ̹ƙňƀŅ̹ƀŅĴ̹ĪƄŵŵĴşƀ̹
attitude through the acquired skill that is achieved by the repetitive 
ŲŵĜĪƀňĪĴ̹ ŦĿ̹ ĪŅĜŵĜĪƀĴŵŹ̹ ŦĿ̹ ŅňŹƀŦŵňĪĜŘ̹ ŹƀƟŘĴŹ˦̹ ƙŅňĪŅ̹ ŞĴĜşŹ̹ ŞĜŹƀĴŵňşŀ̹
Ĝ̹ ĪŵĜĿƀ˫̹bŅĴ̹ ŹŦŘňİ̹ŖşŦƙŘĴİŀĴ̹ŦĿ̹ ƀŅĴ̹ ĜşĪňĴşƀ̹ƙŵňƀňşŀ̹ ŹƀƟŘĴŹ̹ ƀĴĪŅşňĪĜŘŘƟ˦̹
ƀŅĴňŵ̹ĴƘŦŘƄƀňŦş˦̹Ĝşİ̹ƀŵĜşŹĿŦŵŞĜƀňŦş̹ĿĜĪňŘňƀĜƀĴ̹ĜƙĜŵĴşĴŹŹ̹ĜĩŦƄƀ̹ƙŵňƀňşŀ̹
Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ŅĴşĪĴ̹ ŀňƘňşŀ̹ Ĝ̹ƙňİĴ̹ Ĝşİ̹ ŹňŀşňǬĪĜşƀ̹ ŲĴŵŹŲĴĪƀňƘĴ̹ Ĝşİ̹
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ƘňŹňŦş̹ƀŦ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˫̹)ĴşĪĴ˦̹ƀŵĜİňƀňŦşĜŘ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹
part of contemporary calligraphy that is assessed as fundamental and a 
kind of stepping stone for the calligrapher to reveal his/her personal 
feelings and emotions. 

I believe the contemporary calligrapher’s main aim is to perform the 
personal interpretation and perception of calligraphy as a form of 
art without communicating directly through the meaning of the 
ƙŵňƀƀĴş̹ƙŦŵİ˫̹,Ŀ̹ƀŅĴŵĴ̹ňŹ̹Ĝ̹ƀĴƞƀ˦̹ ňƀ̹ ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ƘĴŅňĪŘĴ̹ĿŦŵ̹ŲĴŵŹŦşĜŘ̹
ĴƞŲĴŵňŞĴşƀŹ̹ ňş̹ ƀŅĴ̹ ŵĴĜŘŞ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ rňƀŅ̹ ƀŅĴŹĴ̹ ĜŹŹƄŞŲƀňŦşŹ˦̹
ĜŹ̹ AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿̹ ƄşİĴŵŘňşĴŹ˦̹ ƀŅĴ̹ ĩĜŘĜşĪĴ˦̹ ĜŹ̹ ŞĴşƀňŦşĴİ̹ ĴĜŵŘňĴŵ˦̹
occurs between tradition and experimentation as eclectic entities that 
ĪŦşƀŵňĩƄƀĴ̹ƀŦ̹ĴĜĪŅ̹ŦƀŅĴŵ˫̹)ĴşĪĴ˦̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹Ĝ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
calligraphy is an art form with accumulated theoretical and practical 
ŖşŦƙŘĴİŀĴ̹ ňş̹ ƀŅĴ̹ ŵĴĜŘŞ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ŅĴşĪĴ̹ ƙŵňƀňşŀ˦̹ ŲĴŵĿŦŵŞňşŀ̹ Ĝ̹
writing-like gesture with or without recognizable signs of the language. 
rňƀŅ̹ ƀŅňŹ̹ ĿĴĜƀƄŵĴ˦̹ ĿŵŦŞ̹ ƀŅĴ̹ ƙĴŹƀĴŵş̹ ŲĴŵŹŲĴĪƀňƘĴ˦̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ ŘňŖĴş̹ ƀŦ̹ ŲĜňşƀĴŵŘƟ̹ ƙŵňƀƀĴş̹ ƙŦŵŖ˦̹ ŞŦŹƀŘƟ̹ ĪŅĴŵňŹŅĴŹ̹ ƀŅĴ̹
ĜĩŹƀŵĜĪƀ̹ĿŦŵŞ̹ŹňşĪĴ̹ňƀ̹ňŹ̹ƄşŵĴĜİĜĩŘĴ̹ňş̹Ĝ̹ŘňƀĴŵĜŘ̹ŹĴşŹĴ˫̹)ĴŵĴ˦̹ĜĩŹƀŵĜĪƀňŦş̹
in contemporary calligraphy does not mean performing without 
ĜşƟ̹ ŹŦŵƀ̹ ŦĿ̹ ŵĴĿĴŵĴşĪĴŹ˰̹ Ŧş̹ ƀŅĴ̹ ĪŦşƀŵĜŵƟ˦̹ ĜŹ̹ ƄşİĴŵŘňşĴİ̹ ƘĜŵňŦƄŹ̹ ƀňŞĴŹ̹
ĴĜŵŘňĴŵ̹ ňş̹�ŅĜŲƀĴŵ̹ ,q˦̹Ĝş̹ĜĩŹƀŵĜĪƀ̹ ĿĴĜƀƄŵĴ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹
still takes its’ references from the calligraphy itself. With constant 
ŵĴŲĴƀňƀňŦş̹ Ĝşİ̹ ŲŵĜĪƀňĪĴ˦̹ ĜŘŹŦ̹ ƀŅĴŦŵĴƀňĪĜŘ̹ ŖşŦƙŘĴİŀĴ˦̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹
practice becomes an intrinsic knowledge that consists of craft feature 
that comes with muscle memory. That means that even highly abstract 
forms are performed in a conscious mind.

�ĜŹňĪĜŘŘƟ˦̹ ƀŅĴ̹ŞŦƘĴŹ̹ŦĿ̹ ƀŅĴ̹ŅĜşİ̹Ĝşİ̹ ƀŅĴ̹ ƀŦŦŘ˦̹ ƀŅĴ̹ŀĴŹƀƄŵĴ̹ ĪŵĴĜƀĴİ̹Ŧş̹
ƀŅĴ̹ŹƄŵĿĜĪĴŹ̹ŦĿ̹ŞƟ̹ĪƄŵŵĴşƀ̹ŲŵĜĪƀňĪĴŹ˦̹ ŹƀňŘŘ̹ ŵĴǭĴĪƀ̹ ƀŅĴ̹ĩĜŹňĪ̹ŞŦƘĴŹ̹Ĝşİ̹
ŞĜşňŲƄŘĜƀňŦş̹ƀĴĪŅşňŴƄĴŹ̹ĜĪŴƄňŵĴİ̹ĿŵŦŞ̹ƀŅĴ̹ŲŵĜĪƀňĪĴŹ̹ŦĿ̹ĜşĪňĴşƀ̹ŹƀƟŘĴŹ˦̹
fused with the technical and practical knowledge of the tools and 
materials. That is the main reason for me and for the contemporary 
calligraphy with highly abstract form in which there is no letter or 
ƀĴƞƀ˦̹ ĩƄƀ̹ ŹƀňŘŘ̹ ĪŘĜňŞňşŀ̹ ƀŅĜƀ̹ ƀŅĴŹĴ̹ ŲŵĜĪƀňĪĴŹ̹ ĜŵĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŲŵĜĪƀňĪĴŹ̹
ƀŅĜƀ̹ŞňŞňĪ̹ƀŅĴ̹ƙŵňƀňşŀ̹ŀĴŹƀƄŵĴ̹ŦĿ̹ ƀŅĴ̹ŅĜşİ˫̹ ,ş̹ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ ňƀ̹ĪĜş̹ĩĴ̹
claimed that the craft knowledge of calligraphy does not mean that it is 
necessarily absent from such work. 

�Ź̹ WňŹĜƀƀň̹ ˾ʇʅʆʈ˿̹ ĪŘĜňŞŹ˦̹ œƄŹƀ̹ ĩĴĪĜƄŹĴ̹ ƀŅĴ̹ ŦƘĴŵĜŘŘ̹ ĜŲŲĴĜŵĜşĪĴ̹ ŦĿ̹ƙŦŵŖ̹
such as abstract painting and abstract calligraphy are alike does 
şŦƀ̹ŞĴĜş̹ ƀŅĴƟ̹ ĜŵĴ̹ ĪŦŞŲĜŵĜĩŘĴ̹ ĴňƀŅĴŵ˦̹ ̚ƀŅĴƟ̹ŞĜƟ̹ ŹƀĴŞ̹ ĿŵŦŞ̹İňǣĴŵĴşƀ̹
ňşƀĴşƀňŦşŹ˦̹ ƙŅĜƀ̹ ,̹ ƙŦƄŘİ̹ ĜŘŹŦ̹ ĪĜŘŘ̹ İňǣĴŵňşŀ̹ ŀĴşĴŵĜƀňƘĴ̹ ŲŵňşĪňŲŘĴŹ̛̹
˾WňŹŹĜƀƀň˦̹ʇʅʆʈ˥̹ʆʈʅ˿˫̹

�Ź̹ƄşİĴŵŘňşĴİ̹ĴĜŵŘňĴŵ̹ňş̹�ŅĜŲƀĴŵ̹q,˦̹ňƀ̹ňŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ĪŵƄĪňĜŘ̹ŲŦňşƀŹ̹ƀŅĜƀ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ İňǣĴŵĴşƀňĜƀĴŹ̹ ňƀŹĴŘĿ̹ ĿŵŦŞ̹ ĜĩŹƀŵĜĪƀ̹ ŲĜňşƀňşŀ˫̹
rŅĴƀŅĴŵ̹ ŲŵĜĪƀňĪňşŀ̹ ĜĩŹƀŵĜĪƀ˱ĴƞŲĴŵňŞĴşƀĜŘ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƀŅĴ̹ ŲĜŹƀ̹
references in both technical and practical ways are still preserved 
ƀŅĴŞŹĴŘƘĴŹ˫̹ bĴĪŅşňĪĜŘŘƟ̹ Ŧŵ̹ ĪŦşĪĴŲƀƄĜŘŘƟ˦̹ ŹŦŞĴƀňŞĴŹ̹ ňşŹŲňŵĴİ̹ ĩƟ̹
ƀŅĴ̹ ĿŦŵŞ˦̹ĩƟ̹ ƀŅĴ̹ŲĴŵňŦİ˦̹ ĩƟ̹ ƀŅĴ̹ ŹĪŵňĩĴ˦̹ Ŧŵ̹ ƀŅĴ̹şŦƀĴŹ̹ŦĿ̹ ƀŅĴ̹ ŹĪŵňĩĴ̹ ƀŅĜƀ̹
ĜŵĴ̹ ŞĴşƀňŦşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ ,,,˦̹ Ŧŵ̹ ĜŹ̹ AĴƄŘŞĜş̹ ĪŘĜňŞŹ˦̹ ƀŅĴƟ̹ ĴƘĴş̹ Ǭşİ̹
ƘĜŵňŦƄŹ̹ĿĴĜƀƄŵĴŹ̹ňş̹ĪŦŞŞŦş̹ĜŹ̹Ĝ̹ŀŵĜǤƀň̹ƙŵňƀĴŵ̹ƙňƀŅ̹ƀŅĴ̹ŹĪŵňĩĴ˦̹ŅĴşĪĴ̹
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ƀŅĴ̹ ňşǭƄĴşĪĴŹ̹ ĿŵŦŞ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş̹ ňş̹ ŦşĴ̹ ƙĜƟ̹ Ŧŵ̹ ĜşŦƀŅĴŵ̹ ŞĜşňĿĴŹƀ̹
itself within the contemporary attitude. All these are also a source 
ŦĿ̹ ňşŹŲňŵĜƀňŦş̹ ĿŦŵ̹ ŞĴ̹ ƀŦ̹ ĜŹŹĴŹŹ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƀŦ̹ ňşƀĴŵŲŵĴƀ̹ Ĝşİ̹ ĴƞŅňĩňƀ̹
ŞƟ̹ ŲĴŵŹŦşĜŘ̹ ĿŦĪƄŹ̹ ŲŦňşƀ˦̹ ƀŅĜƀ̹ ňŹ˦̹ ƀŅĴ̹ ŹƀŵŦŖĴ˦̹ ŘňşĴŹ˦̹ ŹƀĜňşŹ˦̹ ƀŵĜĪĴŹ˦̹ Ĝşİ̹
almost all sorts of marks that the material leaves through the writingly 
attitude of the hand.

rňƀŅ̹ ƀŅĴŹĴ̹ ĴƞŲŘĜşĜƀňŦşŹ˦̹ ,̹ ŘŦĪĜƀĴ̹ ŞƟŹĴŘĿ̹ ĜŞŦşŀ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
ƙňƀŅ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĜƀƀňƀƄİĴŹ̹ ƀŅĜƀ̹ ŵĴǭĴĪƀ̹ ƀŅĴ̹ ĿƄŹňŦş̹ ŦĿ̹ ƀŅĴ̹ ĜĪŴƄňŵĴİ̹
İĜƀĜ̹ĜĪĪƄŞƄŘĜƀĴİ̹ƙňƀŅ̹ƀŅňŹ̹İŦĪƀŦŵĜŘ̹ŵĴŹĴĜŵĪŅ̹ĜĩŦƄƀ̹ƀŅĴ̹ƀŵĜİňƀňŦş˦̹#Ĝŵ̹
�ĜŹƀĴŵş̹Ĝşİ̹AňİİŘĴ̹�ĜŹƀĴŵş̹ŞĴşƀĜŘňƀƟ˦̹ĜŘŹŦ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĿĴĜƀƄŵĴŹ˫̹

,ƀ̹ ňŹ̹ ĿŦŵ̹ ŹƄŵĴ̹ ƀŅĜƀ̹ ŲŵĜĪƀňĪĴ̹ Ĝşİ̹ ŲŘĜşşňşŀ̹ ƀŅĴ̹ ŹƀŵƄĪƀƄŵĴ̹ ŦǣĴŵ̹ ĪŦşƀŵŦŘ̹
Ĝşİ̹ İŦŞňşĜƀĴ̹ ƀŅĴ̹ ŲĴŵĿŦŵŞĜşĪĴ̹ ƀŦ̹ ŞĴ˫̹ �ƀ̹ ƀŅĴ̹ ŹĜŞĴ̹ ƀňŞĴ˦̹ ,̹ ĪĜş̹ ĩĴ̹
ŲŵŦĪĴĴİĴİ̹ ƙňƀŅ̹ ƀŅňŹ̹ ĜĪƀ˦̹ ŵĴǭĴĪƀňşŀ̹ Ŧş̹ ŞƟ̹ ĿĴĴŘňşŀŹ̹ Ĝşİ̹ ĩĴĪŦŞňşŀ̹
ŞŦŵĴ̹ ŹŲŦşƀĜşĴŦƄŹ̹ ňş̹ŞƟ̹ ŲŵĜĪƀňĪĴŹ˦̹ƙŅňĪŅ̹ ňŹ̹ ĪĜŘŘĴİ̹ ̚ĪŦƄşƀĴŵňşƀƄňƀňƘĴ̛̹
˾AĴİňĜƘňŘŘĜ˦̹ ʆʎʎʋ˥̹ ʆʇʍ˿˫̹rňƀŅ̹ ŹŲŦşƀĜşĴňƀƟ˦̹ ňƀ̹ ŵĴĿĴŵŹ̹ ƀŦ̹ƙŦŵŖňşŀ̹ƙňƀŅŦƄƀ̹
ŞĴƀŅŦİŦŘŦŀƟ˫̹,ƀ̹ŞĜƟ̹ĩĴ̹Ĝş̹ĴƞŲĴŵňŞĴşƀ̹ƀŅŵŦƄŀŅ̹ŞĜŵŖ̐ŞĜŖňşŀ˰̹ŅŦƙĴƘĴŵ˦̹
planning may occur with choosing the materials as well.

I work in this way that I make plans by choosing the materials I have 
already proximity to after the period of courses and workshops that is 
mentioned in the second phase. That means I can anticipate how they 
may react to my moves. It is a kind of control that one can achieve 
ƀŅŵŦƄŀŅ̹ ŲŵĜĪƀňĪĴŹ˦̹ ĪŦƄŵŹĴŹ˦̹ ƙŦŵŖŹŅŦŲŹ˦̹ ŹŅĜŵňşŀ̹ ĴƞŲĴŵňĴşĪĴŹ̹ İňŵĴĪƀŘƟ̹
participating in the process to gain tacit knowledge1. These practices 
ŞĜƟ̹ ňşĪŘƄİĴ̹ŲŵĜĪƀňĪňşŀ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ˦̹ ĜşĪňĴşƀ̹ ŹƀƟŘĴŹ˦̹ Ŧŵ̹ œƄŹƀ̹ ĿŦĪƄŹňşŀ̹ Ŧş̹
ƀŅĴ̹ŀĴŹƀƄŵĴŹ̹Ĝşİ̹ŹƀŵŦŖĴŹ̹ĴŞŲŘŦƟĴİ̹ƀŦ̹ĪŦşŹƀŵƄĪƀ̹ƀŅĴ̹ ŘĴƀƀĴŵĿŦŵŞŹ˦̹ĜŹ̹ ňş̹
ŞƟ̹ĪĜŹĴ˫̹)ŦƙĴƘĴŵ˦̹ ňƀ̹ŅĜŹ̹ƀŦ̹ĩĴ̹ĪŦşŹƀĜşƀ̹Ĝşİ̹ŵĴŀƄŘĜŵ̹ƀŦ̹ĪŵĴĜƀĴ̹ĩĜŘĜşĪĴ̹
and control in a way.

bŅĴ̹ŦƀŅĴŵ̹ĿĴĜƀƄŵĴ̹ƀŅĜƀ̹İŦŞňşĜƀĴŹ̹ŞƟ̹ŲĴŵŹŦşĜŘ̹ĜƀƀňƀƄİĴ˦̹ĜŹ̹ŹĴĴş̹ƀŅŵŦƄŀŅ̹
the works of other selected and examined calligraphers in Chapter 
q,˦̹ ňŹ̹ ƀŦ̹ ĪŵĴĜƀĴ̹ ĪŅĜŦŹ˫̹�ŅĜŦŹ̹ ňŹ̹ ƄŹĴİ̹ ĜŹ̹ Ĝ̹ ĪŦşƀŵĜŹƀ̹ ƀĴŵŞ̹ŦĿ̹ ƀŅĴ̹ ŦŵİĴŵ˦̹
mostly referring to the reaction of the tools to the contra moves of the 
ŅĜşİ˫̹ ,ş̹ ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ ŹňşĪĴ̹ ƀŅĴƟ̹ ĜŵĴ̹ şŦƀ̹ƙĴŘĪŦŞĴİ̹ ňş̹ ƀŵĜİňƀňŦş˦̹ ƀŅĴƟ̹
probably would be assessed as errors or accidents; I assume them as 
Ĝ̹ŹňŀşňǬĪĜşƀ̹ŲĜŵƀ̹ŦĿ̹ƀŅĴ̹ŲŵŦĪĴŹŹ̹Ĝşİ̹Ĝ̹ŘĴĜŵşňşŀ̹ŦŲŲŦŵƀƄşňƀƟ˦̹ĜŹ̹AĪBňǣ̹
˾ʆʎʎʍ˿̹ ĪŘĜňŞŹ˫̹ BĴƘĴŵƀŅĴŘĴŹŹ˦̹ ƀŅĜƀ̹ İŦĴŹ̹ şŦƀ̹ şĴĪĴŹŹĜŵňŘƟ̹ ŞĴĜş̹ ƀŅĜƀ̹ ĜŘŘ̹
abstracts like marks or stains are spontaneous or accidentally created 
with the calligrapher’s unconscious act. 

Calligrapher has to be aware of the process and every step; as Stevens 
˾ʇʅʆʈ˿̹ƄşİĴŵŘňşĴŹ˦̹ŖşŦƙňşŀ̹ƙŅĴŵĴ̹ƀŦ̹ŲƄƀ̹ƀŅĴ̹şĴƞƀ̹ŹƀŵŦŖĴ̹ ňŹ̹Ĝ̹ŵĴŹƄŘƀ̹ŦĿ̹
ĪĜŘŘňŀŵĜŲŅňĪ̹ ƀŵĜňşňşŀ˦̹ ŘĴĜŵşňşŀ̹ ƀŅĴ̹ ŹŖňŘŘ̹ ƀŅŵŦƄŀŅ̹ ŲŵĜĪƀňĪĴ˦̹ ĴƞŲĴŵňŞĴşƀ˦̹
Ĝşİ̹ ĪŦşŹƀĜşƀ̹ ŵĴŲĴƀňƀňŦş˫̹ ,ƀ̹ ňŹ̹ İňǣĴŵĴşƀ̹ ĿŵŦŞ̹ ĜŵĴĜŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ ĪĜŘŘĴİ̹
automatic techniques as a result of the unconscious mind. Such as 
ƀŅĴ̹ �ŞĴŵňĪĜş̹ $ĴŹƀƄŵĴ̹ TĜňşƀĴŵŹ̹ ŦĿ̹ ƀŅĴ̹ ŘĜƀĴ̹ ʆʎʉʅŹ̹ Ĝşİ̹ ʆʎʊʅŹ˦̹ ƙŅŦŞ̹
[ƄŵŵĴĜŘňŹŞ̹ňşǭƄĴşĪĴİ˫̹bŅĴƟ̹ŲƄŵŲŦŹĴŘƟ̹ĜƘŦňİ̹ĜşƟ̹ƀƟŲĴ̹ŦĿ̹ŲŵĴ̐ĪĜŘĪƄŘĜƀĴİ̹

1 The term tacit knowledge̹˾ŖşŦƙ̐ŅŦƙ˿̹ƙĜŹ̹ĪŦňşĴİ̹ĩƟ̹AňĪŅĜĴŘ̹TŦŘĜşƟň̹˾ʆʍʎʆ̐ʆʎʌʋ˿˦̹ƙŅŦ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹
one could know more than one could tell. It requires practice and experience related to individual 
ŹŖňŘŘŹ˫̹TŵŦĪĴİƄŵĜŘ˦̹ ňŞŲŘňĪňƀ˦̹ƄşĜŵƀňĪƄŘĜƀĴİ˦̹ĴƞŲĴŵňĴşƀňĜŘ˦̹Ŧŵ̹ŲŵĜĪƀňĪĜŘ̹ŖşŦƙŘĴİŀĴ̹ĜŵĴ̹ĜŘŹŦ̹ƀŅĴ̹ƀĴŵŞŹ̹
ƀŅĜƀ̹ĜŵĴ̹ƄŹĴİ̹ƀŦ̹ŵĴĿĴŵ̹ƀŦ̹ƀĜĪňƀ̹ŖşŦƙŘĴİŀĴ̹˾9ŦƀŅĜŵň˦̹WƄİŞĜş˦̹�ŦĩĩňşŹ˦̹et al˫˦̹ʇʅʆʇ˿˫
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gesture or marks. Their action consists of less repetition and is more 
deliberate through a transcendent experience. Such as Pollock’s 
ŵňƀƄĜŘňŹƀňĪ̹ ŞŦƘĴŹ̹ ĜŵŦƄşİ̹ ƀŅĴ̹ ĪĜşƘĜŹ̹ Ŧş̹ ƀŅĴ̹ ŹƀƄİňŦ̹ ǭŦŦŵ̹ ĪĜƄŹĴŹ̹ ŅňŹ̹
ĿĜŞŦƄŹ̹İŵňŲ̹ŲňĪƀƄŵĴŹ˦̹Ĝşİ̹ĜŹ̹ŅĴ̹ĪŘĜňŞŹ˦̹̚ƙŅĴş̹,̹ĜŞ̹ňş̹ŞƟ̹ŲĜňşƀňşŀ˦̹,̝Ş̹
şŦƀ̹ ĜƙĜŵĴ̹ ŦĿ̹ƙŅĜƀ̹ ,̝Ş̹ İŦňşŀ̛̹ ˾WňŹĜƀƀň˦̹ ʇʅʆʈ˥̹ ʆʅʇ˿̹ ƀŅĜƀ̹ ňŹ̹ İňǣĴŵĴşƀ̹ ĿŦŵ̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ˫̹)ĴşĪĴ˦̹ ňƀ̹ ĪĜş̹ĩĴ̹ ŹĜňİ̹ ƀŅĜƀ˦̹ ĜŹ̹ŞĴşƀňŦşĴİ̹ ňş̹�ŅĜŲƀĴŵ̹q,˦̹
even though various contemporary calligraphers claim that they are 
ňşǭƄĴşĪĴİ̹ ĩƟ̹ ĜĩŹƀŵĜĪƀ̹ ŲĜňşƀĴŵŹ˦̹ ƀŅĴŵĴ̹ ňŹ̹ Ĝ̹ ĪŘĴĜŵ̹ İňŹƀňşĪƀňŦş̹ ĩĴƀƙĴĴş̹
abstract calligraphy and abstract painting. 

This issue is also mostly underlined by comparing the calligraphic 
experience with a live performance of the musician who is expected to 
represent all his experience and skill to the piece at that moment. It 
ŵĴŴƄňŵĴŹ̹ĪŦşǬİĴşĪĴ˦̹ŲŵĜĪƀňĪĴ˦̹ŅĴşĪĴ̹ŲĜƀňĴşĪĴ̹ĿŦŵ̹ĜĪŴƄňŵňşŀ̹ƀŅĜƀ̹ŹŖňŘŘ˫̹�Ź̹
Ĝ̹ŞƄŹňĪňĜş̹ňş̹ĿŵŦşƀ̹ŦĿ̹ƀŅĴ̹ĜƄİňĴşĪĴ̹ŅĜŹ̹ŦşĴ̹ĪŅĜşĪĴ̹ƀŦ̹ŲŘĜƟ̹ňƀ̹ŵňŀŅƀ˦̹ƀŅĴŵĴ̹
ňŹ̹şŦ̹ƀƄŵşňşŀ̹ĩĜĪŖ˫̹)ŦƙĴƘĴŵ˦̹ĜŹ̹ňş̹œĜƥƥ˦̹ƀŅĴ̹ňŞŲŵŦƘňŹĜƀňŦş̹Ĝşİ̹ŵĴĜĪƀňŦş̹
ňş̹ĜĪƀňŦş̹ŲŵŦƘňİĴ̹ƀŅĴ̹ŦŲŲŦŵƀƄşňƀƟ̹ĿŦŵ̹ƀŅĴ̹ŞƄŹňĪňĜş̹ƀŦ̹ŹŅŦƙ̹ĴƞŲŵĴŹŹňŦş˦̹
ĿĴĴŘňşŀ˦̹Ĝşİ̹ŹŖňŘŘ˫̹

�Ź̹ ňş̹ ƀŅňŹ̹ ĪĜŹĴ˦̹ ŞƟ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƄşİĴŵŹƀĜşİňşŀ̹ ŘĴƀ̹ ŞĴ̹ ňŞŲŵŦƘňŹĴ̹
İƄŵňşŀ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŲŵĜĪƀňĪĴ˦̹ ĪŅĴŵňŹŅňşŀ̹ ƀŅĴ̹ ŹŲŘňƀŹ˦̹ ŞĜŵŖŹ˦̹ Ŧŵ̹ ĜşƟ̹
kind of trace to become complementary features of the composition. 
The artistry comes with this perspective articulated to the craft 
şĜƀƄŵĴ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĴƞŅňĩňƀňşŀ̹ ƀŅĴ̹ ŲŘƄŵĜŘňƀƟ̹ Ĝşİ̹ ĴĪŘĴĪƀňĪ̹ ŹƀŵƄĪƀƄŵĴ̹
that takes references from everywhere depending on the calligrapher. 
rňƀŅ̹ ƀŅňŹ̹ ŹňƀƄĜƀňŦş˦̹ ƀŅĴ̹ ĩŦƄşİĜŵňĴŹ̹ ĩĴƀƙĴĴş̹ƙŵňƀňşŀ̹ Ĝşİ̹ ŲĜňşƀňşŀ˦̹ ĜŹ̹
ŹƀĜƀĴİ̹ĴĜŵŘňĴŵ˦̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ĩŘƄŵŵƟ˦̹ƙŅňĪŅ̹ňŹ̹ĜŘŹŦ̹ƀŅĴ̹ĪŦŵĴ̹ŲŦňşƀ̹ƀŅĜƀ̹ňŹ̹
şĴĴİĴİ̹ƀŦ̹ĩĴ̹ĜĪĪĴŲƀĴİ̹ĜŹ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ĿĴĜƀƄŵĴ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŅĜƀ̹ ŹŅŦƙŹ̹ ŲŵŦƞňŞňƀƟ̹ ƀŦ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ŞĴşƀĜŘňƀƟ˫̹ bŅňŹ̹
issue makes contemporary calligraphy universal rather than vernacular 
ƀŅĜƀ̹ ŹĴŵƘĴŹ̹Ĝ̹ ĪĴŵƀĜňş̹ ŘĜşŀƄĜŀĴ˦̹ŞĜŖňşŀ̹ ňƀ̹ Ĝ̹ŲňĴĪĴ̹ ƀŅĜƀ̹ ĴƘĴŵƟ̹ĜƄİňĴşĪĴ̹
can observe without any restriction of the language through its 
aesthetic plastic values. That refers to the open work term mentioned 
earlier. It can be claimed that contemporary calligraphy also makes the 
audience a part of it.

,ş̹ ƀŅňŹ̹ ĪŅĜŲƀĴŵ˦̹ Ĝƀ̹ ǬŵŹƀ˦̹ ňƀ̹ ƙňŘŘ̹ ĩĴ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ ŞĴşƀňŦş̹ ƀŅĴ̹ ĴĜŵŘňĴŵ̹
triggers and motivations for studying western calligraphy will be 
ŞĴşƀňŦşĴİ˦̹ ĪŦƘĴŵňşŀ̹ ƀŅĴ̹ ŲĴŵňŦİ̹ ŹŘňŀŅƀŘƟ̹ ĩĴĿŦŵĴ̹ ŹƀĜŵƀňşŀ̹ ƀŅĴ̹ İŦĪƀŦŵĜŘ̹
research. It is noteworthy to consider due to the assumption of 
a creative process that has been faced during the research as a 
researcher/designer. 

�ŲĜŵƀ̹ ĿŵŦŞ̹ƀŅĴ̹ƀŅĴŦŵĴƀňĪĜŘ̹ŖşŦƙŘĴİŀĴ̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵŹ̹,,˦̹ ,,,˦̹ ,q˦̹
Ĝşİ̹q˦̹ ňƀ̹ ňŹ̹ ĩĴŘňĴƘĴİ̹ ƀŅĜƀ̹ ŲŵĜĪƀňĪĜŘ̹ ŖşŦƙŘĴİŀĴ̹ ňşĿŦŵŞŹ̹ ƀŅĴ̹ ŲŵĜĪƀňĪĴ̹ ŦĿ̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ƀŦ̹İĴƘĴŘŦŲ̹ŦşĴ̝Ź̹ĜĴŹƀŅĴƀňĪ̹ňşƀĴŘŘňŀĴşĪĴ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ňş̹
ĜŲŲĴşİňƞ˦̹ ƀŅĴ̹ ƀŵĜňşňşŀ̹ŲĴŵňŦİ̹ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ ňş̹[ŲĜňş˦̹#ŵĜşĪĴ˦̹
and Turkey -acquiring the technical and practical knowledge through 
ƘĜŵňŦƄŹ̹ ŘŦşŀ̹ Ĝşİ̹ ŹŅŦŵƀ̐ƀĴŵŞ̹ ĪŦƄŵŹĴŹ̹ Ĝşİ̹ ƙŦŵŖŹŅŦŲŹ̹ ĩĴƀƙĴĴş̹ ʇʅʆʉ̐
ʇʅʇʅ̹ƙňŘŘ̹ĩĴ̹ĴşĪŦƄşƀĴŵĴİ˫̹bŅňŹ ň̹ŹŹƄĴ ň̹Ź̹ĪŵňƀňĪĜŘ ň̹ş̹ƀĴŵŞŹ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
western calligraphy practices with highly abstract forms in which the 
lines between calligraphy and painting became blurry from the point of 
Western perception mentioned in Chapter II. Whether it is necessary a 
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concrete distinction between painting and calligraphy is another 
issue. This last part covers my personal western calligraphy 
perception and practices covering the periods of acquiring 
ƀĴĪŅşňĪĜŘ̹Ĝşİ̹ŲŵĜĪƀňĪĜŘ̹ŖşŦƙŘĴİŀĴ̹ŹňŞƄŘƀĜşĴŦƄŹŘƟ˰̹ŅŦƙĴƘĴŵ˦̹ ňƀ̹ ňŹ̹
ŹňşĪĴŵĴŘƟ̹ĩĴŘňĴƘĴİ̹ƀŅĜƀ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅĴƀŅĴŵ̹ƀŵĜİňƀňŦşĜŘ̹Ŧŵ̹şŦƀ˦̹ŅĜŹ̹
Ĝ̹ĪŵĜĿƀ̹şĜƀƄŵĴ˦̹ƙŅňĪŅ̹ňŹ̹ƀŅĴ̹ŲŵňŞĜŵƟ̹ŲŦňşƀ̹ƀŅĜƀ̹ƙňŘŘ̹ĩĴ̹İňŹĪƄŹŹĴİ̹ňş̹
ƀŅňŹ̹ŲŅĜŹĴ˫̹rňƀŅ̹ƀŅňŹ̹ĜŹŹƄŞŲƀňŦş˦̹ĜĪŴƄňŵňşŀ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŹŖňŘŘŹ˦̹
ŲŵĜĪƀňĪňşŀ̹ĜşĪňĴşƀ̹ŹƀƟŘĴŹ˦̹Ĝşİ̹ĩĴňşŀ̹ĿĜŞňŘňĜŵ̹ƙňƀŅ̹ƀĴĪŅşňŴƄĴŹ̹Ĝşİ̹
ŞĜƀĴŵňĜŘŹ̹ĜŵĴ̹ĩĴŘňĴƘĴİ̹ƀŦ̹ĩĴ̹ŅňŀŅŘƟ̹ňŞŲŦŵƀĜşƀ̹ĿŦŵ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ŹŦ̹
it got involved as a period experienced personally in this research. 

�ƀ̹ƀŅňŹ̹ŲŦňşƀ˦̹ňƀ̹ŹŅŦƄŘİ̹ĩĴ̹ƄşİĴŵŘňşĴİ̹ƀŅĜƀ̹ƀŅĴ̹ŲĴŵňŦİ̹ŦĿ̹ŹƀƄİƟňşŀ̹
Ĝşİ̹ İňŹĪƄŹŹňşŀ̹rĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĩĴşĴǬƀĴİ̹ ĿŵŦŞ̹ŅĴŵ̹ ňşŹňŀŅƀŹ̹
Ĝşİ̹ĴƞŲĴŵňĴşĪĴŹ̹ĜŹ̹Ĝş̹ĜŵƀňŹƀ̹Ĝşİ̹ ŘĴĪƀƄŵĴŵ˦̹AĜŵňĜ̹�ƄŀĴşňĜ̹�ŀƄŹƀň̹
Cami. It coincides with the intense investigation and practicing 
of Western calligraphy in traditional and experiential ways 
ƀŅŵŦƄŀŅ̹ ĪŦƄŵŹĴŹ̹ Ĝşİ̹ ƙŦŵŖŹŅŦŲŹ̹ ňş̹ ƀŅĴ̹ ǬĴŘİ˫̹ AŦŵĴŦƘĴŵ˦̹ ĜŘŦşŀ̹
ƙňƀŅ̹ ƀŅĴ̹İĴĴŲ̐ŵŦŦƀĴİ̹ƙĴŹƀĴŵş̹ ƀŵĜİňƀňŦş˦̹ ĴƞĜŞňşňşŀ̹ ƀŅĴ̹#Ĝŵ̹�ĜŹƀ̹
Ĝşİ̹ƀŅĴ̹AňİİŘĴ̹�ĜŹƀ̹ƀŵĜİňƀňŦşŹ˦̹ŹŅĜŵŲ̹İňǣĴŵĴşĪĴŹ̹ ňş̹ƙŵňƀňşŀ̹Ĝşİ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ Ŧş̹ ƀŅĴ̹rĴŹƀ̐�ĜŹƀ̹ İƄĜŘňƀƟ̹ ĜŵĴ̹ ŵĴŞĜŵŖĜĩŘĴ˫̹ ,ƀ̹ ŵĴǭĴĪƀŹ̹
ƀŅĴ̹ĴǣŦŵƀŹ̹ƀŦ̹ĪŵĴĜƀĴ̹ŲĴŵŹŦşĜŘ̹ŦŲňşňŦş̹ĜŹ̹Ĝş̹ĜŵƀňŹƀ̹Ĝşİ̹ŵĴŹĴĜŵĪŅĴŵ˦̹
which I look at and evaluate from the outside while experiencing 
ƀŅĴŹĴ̹ƀƙŦ̹ŹŅĜŵŲ̹ĴİŀĴŹ˫̹bŅňŹ̹ŲĴŵňŦİ̹ŅĜŹ̹ĩĴĴş̹ŵĴǭĴĪƀĴİ̹ňş̹ƀŅĴ̹ŹĴşŹĴ̹
ŦĿ̹ƀŵĜşŹĿŦŵŞňşŀ̹ŞƟ̹Ŧƙş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƄşİĴŵŹƀĜşİňşŀ˦̹ŴƄĴŹƀňŦşňşŀ̹
ƀŅŵŦƄŀŅ̹ƘĜŵňŦƄŹ̹İňŘĴŞŞĜŹ̹ƀŅĜƀ̹[ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿̹ĜŘŹŦ̹ŹƀĜƀĴŹ˦̹ƙŅňĪŅ̹
ňŹ̹ ƙŅĴƀŅĴŵ̹ ƙĴŹƀĴŵş̹ ƙŵňƀňşŀ˦̹ ŅĴşĪĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ňŹ̹ ŹƄŲŲŦŹĴİ̹ ƀŦ̹
consist of letters while practitioners constantly practicing the 
ŹĜŞĴ̹ ĿŦŵŞŹ̹ ŦƘĴŵ̹ Ĝşİ̹ ŦƘĴŵ̹ ĜŀĜňş˦̹ ŹƀňŘŘ̹ƙŅĜƀ̹ ňŹ̹ ƀŅĴ̹ ŵĴĜŹŦş̹ ƀŦ̹ ŀŦ̹
beyond the limitations of the perception and form that indicates 
ĜŹ̹ŞĴşƀňŦşĴİ̹ ňş̹�ŅĜŲƀĴŵ̹ ,,̹ ĜĩŦƄƀ̹ ƀŅĴ̹İĴǬşňƀňŦş̹Ĝşİ̹ŲĴŵĪĴŲƀňŦş˦̹
and Chapter III about the Western calligraphy tradition.

#ňşĜŘŘƟ˦̹ ƀŅĴ̹ ŘĜŹƀ̹ŲĜŵƀ˦̹ ̚ʌ˫ʈ˫̹�ĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖŹ̹ĪŵĴĜƀĴİ̹ĿŦĪƄŹĴİ̹Ŧş̹
ƀŅĴ̹ ŹƀŵŦŖĴŹ̹ Ĝşİ̹ ƀĴƞƀƄŵĴ˦̛ ̹ ĪŦƘĴŵŹ̹ ƘĜŵňŦƄŹ̹ ŲĴŵŹŦşĜŘ̹ ŲŵĜĪƀňĪĴŹ̹ ŦĿ̹
western calligraphy that were vastly experienced after turning 
ƀŦ̹ bƄŵŖĴƟ̹ ňş̹�ƄŀƄŹƀ̹ ʇʅʆʌ˫̹ )ĴŵĴ˦̹ Ĝ̹ƙňİĴ̹ ŵĜşŀĴ̹ ŦĿ̹ƙŦŵŖŹ̹ƙňŘŘ̹ ĩĴ̹
ĴşĪŦƄşƀĴŵĴİ˦̹ ŞŦŹƀŘƟ̹ ĿŦĪƄŹňşŀ̹ Ŧş̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ĴŹŹĴşƀňĜŘ̹ ƄşňƀŹ̹ ŦĿ̹
calligraphy; the stroke. Even it reminds abstract marks without 
ŘĴƀƀĴŵŹ̹ ƀŅĜƀ̹ ŘĴĜİŹ̹ ƀŦ̹ Ĝ̹ İňŹĪƄŹŹňŦş̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ňŹŹƄĴ˦̹ƙŅĴƀŅĴŵ̹ ňƀ̹ ňŹ̹
ĪĜŘŘňŀŵĜŲŅƟ̹Ŧŵ̹şŦƀ˦̹,̹İĴĴŲŘƟ̹ĩĴŘňĴƘĴ̹ƀŅĜƀ̹ƀŅĴŹĴ̹ŲŵĜĪƀňĪĴŹ̹ĩĴŘŦşŀ̹ƀŦ̹
the genre of calligraphy grounded its roots in western calligraphy 
ƀŵĜİňƀňŦşŹ˦̹ ĴşŅĜşĪĴİ̹ ƙňƀŅ̹ ƀŅĴ̹ ĜƙĜŵĴşĴŹŹ̹ ŦĿ̹ ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹
ƙĴŹƀĴŵş̹ƙŵňƀňşŀ̹ƀŅĴŞĴ˦̹ĜŘŹŦ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹Ĝşİ̹AňİİŘĴ̹�ĜŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ĜŲŲŵĴĪňĜƀňŦş˫̹�Ź̹ŵĴŲĴĜƀĴİ̹ƘĜŵňŦƄŹ̹ƀňŞĴŹ˦̹ƙĴ̹ĜŵĴ̹Ĝƀ̹ƀŅĴ̹
ŘňşĴ̹ƙŅĴŵĴ̹ƀŅĴ̹ĩŦŵİĴŵŹ̹ŀŦƀ̹ĩŘƄŵŵƟ˰̹ŅŦƙĴƘĴŵ˦̹ ňƀ̹ ňŹ̹İĴĴŲŘƟ̹ĩĴŘňĴƘĴİ̹
that theoretical and practical knowledge of western calligraphy 
ƀŵĜİňƀňŦş̹ ňŹ̹ ŹƀňŘŘ̹ ĪŵƄĪňĜŘ̹ ĿŦŵ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ ƙŅĴƀŅĴŵ̹ ŲŵĜĪƀňĪňşŀ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ŧŵ̹ şŦƀ˫̹ �ĴĪĜƄŹĴ̹ ňƀ̹ ňŹ̹ ƀŅĴ̹ ŲŦňşƀ̹ƙŅĴŵĴ̹
ŦşĴ̹ĪĜş̹œƄŹƀňĿƟ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŴƄĜŘňƀƟ̹ŦĿ̹ƀŅĴ̹ŘňşĴ̹ƀŅĜƀ̹İňǣĴŵŹ̹ňƀŹĴŘĿ̹
ĿŵŦŞ̹ĜşƟ̹ŵĜşİŦŞ̹ŹƀŵŦŖĴ̹Ŧŵ̹ŘňşĴ˦̹ƀŅňŹ̹ňŹŹƄĴ̹ĜŘŹŦ̹ƙňŘŘ̹ĩĴ̹İňŹĪƄŹŹĴİ̹
in this phase. 

bŦ̹ ŹƄŞ̹ ƄŲ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ ƀŅňŹ̹ ŲŅĜŹĴ̹ ňşƘŦŘƘĴŹ̹ ŵĴĜİňşŀ˦̹
ĴƞĜŞňşňşŀ˦̹ ŴƄĴŹƀňŦşňşŀ˦̹ Ĝşİ̹ ĪŵĴĜƀňşŀ˦̹ ƙhich are all employed 
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for the research process structured around contemporary western 
calligraphy. I sincerely believe that it is a promising path to explore in 
individual ways and has to be assessed as an opportunity to discuss 
conceptual approaches in detail. 

�ĴĿŦŵĴ̹ İĴŘƘňşŀ̹ ňşƀŦ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ƙŦŵŖŹ̹ ƀŅĜƀ̹ ƙňŘŘ̹ ĩĴ̹ ĴƞĜŞňşĴİ̹ ňş̹
ƀŅňŹ̹ĪŅĜŲƀĴŵ˦̹ ňƀ̹ƙňŘŘ̹ĩĴ̹ŹňŀşňǬĪĜşƀ̹ƀŦ̹ŞĴşƀňŦş̹ŅŦƙ̹ƀŅňŹ̹ƄşİĴŵŹƀĜşİňşŀ̹
ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŹƀĜŵƀŹ˫̹bŅĴ̹ĴĜŵŘňĴŵ̹ŲŵŦƞňŞňƀƟ˦̹ŞĴşƀňŦşĴİ̹ňş̹ŲĜŵƀ̹
̚ʌ˫ʆ˫̹�ĜŵŘňĴŵ̹ŲŵŦƞňŞňƀƟ̹ƀŦ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̛ ̹ŵĴĿĴŵŹ̹ƀŦ̹ĴĜŵŘňĴŵ̹ƀŵňŀŀĴŵŹ̹
Ĝşİ̹ŞŦƀňƘĜƀňŦşŹ̹ĿŦŵ̹ŹƀƄİƟňşŀ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĪŦƘĴŵňşŀ̹ƀŅĴ̹ŲĴŵňŦİ̹
slightly before starting the doctoral research. It is noteworthy to 
consider due to the assumption of a creative process faced during the 
research as a researcher/designer.

7.1. Earlier proximity to Western calligraphy

As mentioned in̹ ƀŅĴ̹ ňşƀŵŦİƄĪƀňŦş˦̹ŞƟ̹ŞĜŹƀĴŵ̝Ź̹ ƀŅĴŹňŹ̹ İŦĴŹ̹şŦƀ̹ ĪŦƘĴŵ̹
rĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňş̹ ĜşƟ̹ ŹĴşŹĴ˫̹�Ƅŵňşŀ̹ ƀŅĜƀ̹ ŵĴŹĴĜŵĪŅ˦̹ƙňƀŅ̹ Ĝ̹ ĩňƀ̹ ŦĿ̹
ĩĜĪŖŀŵŦƄşİ˦̹ ŞƟ̹ ƘĴŵƟ̹ ǬŵŹƀ̹ ňşƀĴŵĜĪƀňŦş̹ ƙňƀŅ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ŲŵĜĪƀňĪĴŹ̹ ŹƀĜŵƀĴİ̹ ƙňƀŅ̹ ƘĜŵňŦƄŹ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ ŲŵňŞĜŵňŘƟ̹
ŀŵĜŲŅňĪ̹ İĴŹňŀşĴŵŹ̹ Ŧŵ̹ ŀŵĜǤƀň̹ ƙŵňƀĴŵŹ̹ ŹƄĪŅ̹ ĜŹ̹ BňĴŘŹ̹ ̚[ŅŦĴ̛̹ AĴƄŘŞĜş˦̹
TŦŖŵĜŹ̹;ĜŞŲĜŹ̹Ŧŵ̹[Ĝňİ̹�ŦŖňşŹ˦̹ƙŅŦ̹ĜŵĴ̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹,ƀ̹ĪĜş̹
be said that their practices spreading on social media take the attention 
ŦĿ̹şĴƙĩňĴŹ̹ƀŅŵŦƄŀŅ̹ƀŅĴňŵ̹ňşƀĴŵŲŵĴƀĜƀňŦşŹ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹mainly focusing 
on visual appearance and compositions. 

,ş̹ �ŅĜŲƀĴŵ̹ q,˦̹ ,̹ ŅĜƘĴ̹ ĪŦŞŞĴşƀĴİ̹ ƀŅĜƀ̹ ƀŅĴŵĴ̹ ňŹ̹ Ĝ̹ ŹŅĜŵĴİ̹ ňşƀĴŵĴŹƀ̹ ŦĿ̹
calligraphers in being creator-oriented actions on their calligraphy 
ĴƞŲĴŵňĴşĪĴŹ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ Ŧş̹ ƀŅĴ̹ ƙĜŘŘŹ̹ Ŧŵ̹ ƘĜŹƀ̹ ŹƄŵĿĜĪĴŹ̹ ƙňƀŅ̹ ƘĜŵňŦƄŹ̹
uncommon materials. I realize that even if I studied modern and 
ĴƞŲĴŵňŞĴşƀĜŘ̹ ƀƟŲŦŀŵĜŲŅƟ˦̹ ,̹ ŹƀňŘŘ̹ ŅĜƘĴ̹ ĿĴĴĩŘĴ̹ ŖşŦƙŘĴİŀĴ̹ ĜĩŦƄƀ̹ ƀŅĴ̹
fundamental of ancient scripts and how they evolved and transformed. 
,ş̹ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ƘĜŵňŦƄŹ̹ ƀƟŲŦŀŵĜŲŅĴŵŹ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŞĴşƀňŦşĴİ̹ ňş̹
Chapters III and VI make me realize that knowing calligraphy provides 
a better understanding of typography. 

AŦŵĴŦƘĴŵ˦̹,̹ƙĜŹ̹ĜŘŹŦ̹ƘĴŵƟ̹ňşƀĴŵĴŹƀĴİ̹ňş̹ĴƞŲŘŦŵňşŀ̹ĩĴňşŀ̹ňşƘŦŘƘĴİ̹ňş̹ƀŅĴ̹
ĪŵĴĜƀňŦş̹ ŲŵŦĪĴŹŹ˫̹ bŅĜƀ̹ ŞĴĜşŹ̹ ĿŦŵ̹ ŞĴ̹ ŘĴĜŵşňşŀ̹ ƀŅĴ̹ ĩĜŹňĪŹ̹ ŦĿ̹ ƙŵňƀňşŀ˦̹
ŅĴşĪĴ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ŞŦŹƀŘƟ̹ ĿŦĪƄŹňşŀ̹Ŧş̹ ƀŅĴ̹AĴİňĴƘĜŘ̹ŲĴŵňŦİ̹ŞĴşƀňŦşĴİ̹
ňş̹ �ŅĜŲƀĴŵ̹ ,,,˦̹ ƙŅĴş̹ ŅĜşİ̐ĪŦŲƟňşŀ̹ ňŹ̹ ƀŅĴ̹ ƄşňŴƄĴ̹ƙĜƟ̹ ƀŦ̹ƙŵňƀĴ˦̹ ĪŦŲƟ˦̹
ŲŵĴŹĴŵƘĴ̹Ŧŵ̹ƀŵĜşŹĿĴŵ̹ƀŅĴ̹ƙŵňƀƀĴş̹ƀĴƞƀ˦̹ĜŘŹŦ̹ŀŵŦƄşİĴİ̹Ŧş̹ƀŅĴ̹ŞĜşƄŹĪŵňŲƀ̹
ĪƄŘƀƄŵĴ˫̹ bŅĜƀ̹ ňŹ̹ ƙŅƟ̹ ňş̹ ƀŅĴŹĴ̹ ǬŵŹƀ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ƙŦŵŖŹ˫̹ ,̹ ŹƀĜŵƀĴİ̹ ƀŦ̹
ŦĩŹĴŵƘĴ̹ ƀŅĴŹĴ̹ ŞĴşƀňŦşĴİ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ ƀŅĴňŵ̹
ŲŵĜĪƀňĪĴŹ˦̹ Ĝşİ̹ ƀŅĴ̹ ŞĜƀĴŵňĜŘŹ̹ ňş̹ ƙŅňĪŅ̹ ƀŅĴƟ̹ ĜŵĴ̹ ňşƘŦŘƘĴİ˫̹ [ňşĪĴ̹ ƀŅĴƟ̹
ĜŵĴ̹ ŞŦŹƀŘƟ̹ ŀŵĜǤƀň̐ĩĜĪŖŀŵŦƄşİ̹ ĜŵƀňŹƀŹ̹ Ĝşİ̹ ŞŦŹƀŘƟ̹ ƀŵĜƘĴŘ̹ ĿŦŵ̹ ƀŅĴňŵ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ˦̹,̹ŵĴĜŘňƥĴİ̹ƀŅĜƀ̹ƀŅĴƟ̹ŲŵĴĿĴŵ̹ƀŅĴ̹ŞĜƀĴŵňĜŘŹ̹ƀŅĴƟ̹ĪĜş̹
always have. 

One of the calligraphers that mostly employ Pilot parallel pen is Viktor 
9ĜŞŹ˦̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˦̹ƙŅŦ̹ĜŘŹŦ̹ňşǭƄĴşĪĴİ̹ŞĴ̹ƀŦ̹ŲŵĜĪƀňĪĴ̹ƙňƀŅ̹
ƀŅňŹ̹ ŞĜƀĴŵňĜŘ̹ ǬŵŹƀ˫̹ #ƄŵƀŅĴŵŞŦŵĴ˦̹ ƀŅĴŹĴ̹ ŞĜƀĴŵňĜŘŹ̹ İŦ̹ şŦƀ̹ ŵĴŴƄňŵĴ̹ ĜşƟ̹
ŲŵĴŘňŞňşĜŵƟ̹ŲŵĴŲĜŵĜƀňŦş˰̹ŅĴşĪĴ̹ƀŅĴƟ̹ĜŵĴ̹ĴǤĪňĴşƀ̹Ĝşİ̹ĿƄşĪƀňŦşĜŘ˫̹#Ŧŵ̹ƀŅňŹ̹
ŵĴĜŹŦş˦̹ňşŹƀĴĜİ̹ŦĿ̹ƄŹňşŀ̹ƀŅĴ̹ŞĴƀĜŘ̹şňĩ̹Ŧŵ̹ĩŵƄŹŅ̹Ĝşİ̹ƀŅĴ̹œĜŵ̹ĿƄŘŘ̹ŦĿ̹ňşŖ̹Ŧŵ̹
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ĪŦŘŦŵ̹ ňş̹ƀŅĴ̹ǬŵŹƀ̹ŲŘĜĪĴ˦̹ƀŦŦŘŹ̹ŹƄĪŅ̹ĜŹ̹ƀŅĴ̹TňŘŦƀ̹ŲĜŵĜŘŘĴŘ̹ŲĴş̹ ˾#ňŀ˫̹ ʆ˿̹ƙňƀŅ̹
variable tip options and pre-made cartridges took my attention as a 
ŵĴŹƄŘƀ̹ŦĿ̹ŦĩŹĴŵƘňşŀ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̝̹ŲŵĜĪƀňĪĴŹ˦̹
who have led me to observe and practice the Pilot parallel pen. 

rňƀŅŦƄƀ̹ĿŦŵŞĜŘ̹ƀŵĜňşňşŀ̹ňş̹ƀŅĴ̹ĜşĪňĴşƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙŵňƀňşŀ̹ŹƀƟŘĴŹ˦̹ƀŅňŹ̹
ňşƀĴŵĴŹƀ̹ŅĜŹ̹ĩĴĴş̹ŵĴǭĴĪƀĴİ̹ňş̹ŞƟ̹ĴĜŵŘňĴŵ̹ŲŵĜĪƀňĪĴŹ˦̹ƙŅňĪŅ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ňş̹
#ňŀƄŵĴŹ̹ʇ̹ƀŦ̹ʍ˫

,ş̹ƀŅĴ̹ĩĴŀňşşňşŀ˦̹ĜŹ̹ŹƀĜƀĴİ̹ĴĜŵŘňĴŵ˦̹ŞƟ̹ŖşŦƙŘĴİŀĴ̹ŦĿ̹ĴŹŹĴşƀňĜŘ̹ĿĴĜƀƄŵĴŹ̹
ŦĿ̹ ĜşĪňĴşƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŹƀƟŘĴ˦̹ ƀŅĴ̹ ĩĜŹňĪ̹ ƀŦŦŘŹ̹ Ĝşİ̹ ŞĜƀĴŵňĜŘŹ̹ ĜŘŹŦ˦̹ Ĝşİ̹
the techniques that needed to be acquired to learn the construction 
of the letters depending on the styles and manipulation of the tools 
ƙĴŵĴ̹ ĿĴĴĩŘĴ˫̹rňƀŅŦƄƀ̹ ĜşƟ̹ŀƄňİĴ̹ ňş̹ ƀŅĴŹĴ̹ŲŵĜĪƀňĪĴŹ˦̹ ,̹ ƀŵňĴİ̹ ƀŦ̹ ĪŦŲƟ̹ ƀŅĴ̹
ŘĴƀƀĴŵĿŦŵŞŹ̹ŦĿ̹ ƀŅĴ̹ŀŦƀŅňĪ̹ ŅĜşİ˦̹ ƀŅĴ̹ǬŵŹƀ̹ ŅĜşİ̹ ƀŅĜƀ̹ ƀŦŦŖ̹ŞƟ̹ ĜƀƀĴşƀňŦş̹
through the works of Meulman. 

bŅĴ̹ǬŵŹƀ̹ŹƀĴŲ̹ƙĜŹ̹ƀŅĴ̹ŲŵĜĪƀňĪĴ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵĿŦŵŞ̹ĿŦŘŘŦƙňşŀ̹ƀŅŵŦƄŀŅ̹ĜŘŘ̹
ŘĴƀƀĴŵŹ̹ŦĿ̹ƀŅĴ̹ĜŘŲŅĜĩĴƀ˦̹ĜŹ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ňş̹#ňŀ˫̹ʇ˦̹ƙŅňĪŅ̹ňŹ̹ŲŵĜĪƀňĪĴİ̹ƙňƀŅ̹
a Pilot parallel pen. It is a pen mimicking the broad-edged nib with a 
ĪĜŵƀŵňİŀĴ̹ŹƟŹƀĴŞ˦̹ƙŅňĪŅ̹ňŹ̹ĴǤĪňĴşƀ̹ĿŦŵ̹ĩĴŀňşşĴŵŹ˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˫̹
Practicing each letter individually helps to observe the individual 
letters in capital and minuscule forms. 

,ş̹ #ňŀ˫Ź̹ ʇ̹ Ĝşİ̹ ʈ˦̹ ŞňşƄŹĪƄŘĴ̹ ŘĴƀƀĴŵĿŦŵŞŹ̹ ƙĴŵĴ̹ ŲŵĜĪƀňĪĴİ̹ ĜŹ̹ ĩŵŦŖĴş̹
forms with highly condensed and compact visual interpretation with 
ĴƞĜŀŀĴŵĜƀĴİ̹ƄŲ̹Ĝşİ̹İŦƙşŹƀŵŦŖĴŹ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ˦̹ĜŹ̹ŹĴĴş̹ňş̹ƀŅĴ̹ŞňşƄŹĪƄŘĴ̹
a. I had tried highly amateur trials to understand the limitation of the 
ŲĜŵĜŘŘĴŘ̹ŲĴş˫̹[ňşĪĴ̹ ňƀ̹ŅĜŹ̹Ĝ̹ŞĴƀĜŘ̹Ĝşİ̹ĩŵŦĜİ̹ĴİŀĴ̹şňĩ˦̹ ƀŅĴ̹ƀŅňş̹Ĝşİ̹ƀŅňĪŖ̹
ŹƀŵŦŖĴŹ̹ ĪĜş̹ĩĴ̹ƘĜŵňĴİ˰̹ ĜŘŹŦ˦̹ ŲňĪŖňşŀ̹ ƀŅĴ̹ ƀĴƞƀ̹ Ŧŵ̹ ŹƀĜƀĴŞĴşƀ̹ ŵĜşİŦŞŘƟ˦̹ ƀŅĴ̹
next step was practicing the text through consideration of the overall 
composition. It is more challenging due to various features that need 
ƀŦ̹ ĩĴ̹ ĪŦşŹňİĴŵĴİ˦̹ ŹƄĪŅ̹ ĜŹ̹ ŘĴƀƀĴŵŹ̹ ňşƀĴŵĜĪƀňşŀ̹ƙňƀŅ̹ ĴĜĪŅ̹ ŦƀŅĴŵ˦̹ƙŦŵİŹ˦̹
and lines. This method was used in almost all courses and workshops I 
ŲĜŵƀňĪňŲĜƀĴİ̹ňş˦̹ƙŅňĪŅ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ňş̹�ŲŲĴşİňƞ̹�˫

Fig. 1. Practicing various words 
with Gothic style, Almıla 
Yıldırım, 2012, Foto. credit: 
Almıla Yıldırım.
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Fig. 2. Practicing Gothic 
alphabeth, Almıla Yıldırım, 2012, 
Foto. credit: Almıla Yıldırım.

Fig. 3. Practicing lettering 
influenced by Gothic style, 
Almıla Yıldırım, 2012, 
Foto. credit: Almıla Yıldırım.

#ƄŵƀŅĴŵŞŦŵĴ˦̹ ,̹ ŵĴĜŘňƥĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ ŹŴƄĜŵĴİ̹ şŦƀĴĩŦŦŖ̹ ĪŦƄŘİ̹ ĩĴ̹ ĿŦŘŘŦƙĴİ̹
ĜŹ̹ Ĝ̹ ŀƄňİĴŘňşĴ̹ ƀŦ̹ ĪĜŘĪƄŘĜƀĴ̹ ƀŅĴ̹ ƙňİƀŅ̹ Ĝşİ̹ ŘĴşŀƀŅ̹ ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵĿŦŵŞŹ˦̹
for which the guidelines are used depending on the width of the nib 
and the style of the selected scripts to copy. This issue is explained in 
�ŲŲĴşİňƞ̹�˦̹ƙŅňĪŅ̹,̹ǬŵŹƀ̹ŘĴĜŵşĴİ̹İƄŵňşŀ̹ƀŅĴ̹ĪŘĜŹŹňĪ̹ƀŵĜňşňşŀ̹ňş̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ňş̹[ŲĜňş̹Ĝşİ̹#ŵĜşĪĴ˫

�ĿƀĴŵ̹ ŲŵĜĪƀňĪňşŀ̹ ƀŅĴ̹ ňşİňƘňİƄĜŘ̹ ŘĴƀƀĴŵŹ˦̹ ƀŅĴ̹ şĴƞƀ̹ ŹƀĴŲ̹ ƙĜŹ̹ ŲŵĜĪƀňĪňşŀ̹
any word to observe and understand the spacing and possible way of 
ňşƀĴŵŲŵĴƀňşŀ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ̹ İĴŲĴşİňşŀ̹ Ŧş̹ ƀŅĴ̹ƙŦŵİ̹ ˾#ňŀ˫̹ ʈ˿˦̹ ňş̹ƙŅňĪŅ̹ ƀŅĴ̹
ŘĴƀƀĴŵ̹ĿŦŘŘŦƙŹ̹ƀŅĴ̹şĴƞƀ˦̹Ĝşİ̹ƙŅĴƀŅĴŵ̹ƀŅĴƟ̹ĪĜş̹ňşƀĴŵĜĪƀ̹ƙňƀŅ̹ĴĜĪŅ̹ŦƀŅĴŵ̹
İňǣĴŵĴşƀŘƟ˫̹,ƀ̹ƙĜŹ̹ĜŀĜňş̹şŦƀ̹ƀŅĴ̹ĩĴŹƀ̹ƀňŞĴ̹ƀŦ̹ŹĴĜŵĪŅ̹ĩĴƟŦşİ̹ƀŅĴ̹ĿŦŵŞĜŘ̹
shape of the letter before internalizing it. I realized this issue during 
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Fig. 4. Practicing lettering 
influenced by Gothic style, 
Almıla Yıldırım, 2013, 
Foto. credit: Almıla Yıldırım.

ŞƟ̹ňşƘĴŹƀňŀĜƀňŦş̹ŦĿ̹ƀŅĴ̹İĴǬşňƀňŦş̹ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĴƞĜŞňşĴİ̹ ňş̹
Chapter II and the history and the evolution examined in Chapter III. 

Another material that does not require any preliminary preparation; 
ŅĴşĪĴ̹ ĴǤĪňĴşƀ̹ ňŹ̹ ƀŅĴ̹ĩŵŦĜİ̹şňĩ̹ŞĜŵŖĴŵ˦̹ƙŅňĪŅ̹ ňŹ̹ ĜŘŹŦ̹ŞŦŹƀŘƟ̹ƄŹĴİ̹ĩƟ̹
ƀŅĴŹĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹
ƙňƀŅ̹ ƀŅĴ̹ ŀŵĜǤƀň̹ ĩĜĪŖŀŵŦƄşİ˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ĜŲĜŵƀ̹ ĿŵŦŞ̹ ŲŵĜĪƀňĪňşŀ̹
ƙňƀŅ̹ ƀŅĴ̹ TňŘŦƀ̹ TĜŵĜŘŘĴŘ̹ ŲĴş˦̹ ,̹ ĪŦşƀňşƄĴİ̹ ƀŅĴ̹ ĴĜŵŘňĴŵ̹ ƀŵňĜŘŹ̹ ƙňƀŅ̹ ƀŅĴŹĴ̹
ŞĜŵŖĴŵŹ˦̹ĩƟ̹ƙŅňĪŅ̹ƀŅĴ̹ƀŅňş̹Ĝşİ̹ƀŅňĪŖ̹ŹƀŵŦŖĴŹ̹ĪĜş̹ĩĴ̹ĜĪŅňĴƘĴİ̹İĴŲĴşİňşŀ̹
on the width of the marker. 

#ňŀ˫̹ ʉ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ĴƞĜŞŲŘĴŹ̹ ƙŵňƀƀĴş̹ ĩƟ̹ ŞĜŵŖĴŵ˦̹ ŅňŀŅŘƟ̹
ňşǭƄĴşĪĴİ̹ĩƟ̹AĴƄŘŞĜş̝Ź̹ŘĴƀƀĴŵ̹ŹƀƟŘĴ˦̹ƀŅĜƀ̹ňŹ̹ĴƞĜŞňşĴİ̹ňş̹ŲĜŵƀ̹̚ʋ˫ʊ˫̹BňĴŘŹ̹
̚[ŅŦĴ̛̹AĴƄŘŞĜş˦̛ ̹ŹƀƟŘňƥĴİ̹ŞŦŹƀŘƟ̹#ŵĜŖƀƄŵ̹ĿŦŵŞ̹ŦĿ̹ŘĴƀƀĴŵŹ˦̹ƙňƀŅ̹ƘĜŵňŦƄŹ̹
ŘĴƀƀĴŵŹ̹ ŹƄĪŅ̹ ĜŹ̹ ŘĴƀƀĴŵ̹ Ź˦̹ Ŧŵ̹ Ĵ˫̹ ,ƀ̹ ƙĜŹ̹ ŦşĪĴ̹ ĜŀĜňş̹ ĜĩŦƄƀ̹ ĴƞŲŘŦŵňşŀ̹ ƀŅĴ̹
material and the hand moves that were needed to construct the letter 
form.

�Ź̹ ňş̹#ňŀ˫̹ ʉ˦̹#ňŀ˫̹ ʊ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ Ĝ̹ŲĜŀĴ̹ ĿŵŦŞ̹ ƀŅĴ̹ ĴĜŵŘňĴŵ̹ ŹŖĴƀĪŅĩŦŦŖ̹Ĝşİ̹
ŹŅŦƙŹ̹ŞŦŵĴ̹ĜşŀƄŘĜŵ̹ňşƀĴŵŲŵĴƀĜƀňŦşŹ̹ňşǭƄĴşĪĴİ̹ĩƟ̹ƀŅĴ̹ŵĴŲĴƀňƀňŦş̹ŦĿ̹ƀŅĴ̹
ŹƀŵŦŖĴŹ̹ŦĿ̹ƀŅĴ̹ŀŦƀŅňĪ̹ŘĴƀƀĴŵ˦̹ƙŅňĪŅ̹ňŹ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ĿĴĜƀƄŵĴ̹ŦĿ̹ƀŅĴ̹ƀĴƞƀƄŵĜ̹
ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,,,˫̹)ĴŵĴ˦̹ƀŅĴ̹ŵĴŲĴĜƀĴİ̹ŞŦşŦƀŦşŦƄŹ̹ŞŦƘĴŹ̹ƙĴŵĴ̹
once again intended to be broken with turns and thin decorations. A 
word as an image motto of the contemporary western calligraphers 
ŹƀĜŵƀĴİ̹ ƀŦ̹ĩĴ̹ŵĴǭĴĪƀĴİ̹Ŧş̹ŞƟ̹ĴĜŵŘňĴŵ̹ƙŦŵŖ̹ƙňƀŅŦƄƀ̹ĜĪĪƄŵĜƀĴ̹ ƀĴĪŅşňĪĜŘ̹
Ĝşİ̹ ƀŅĴŦŵĴƀňĪĜŘ̹ ŖşŦƙŘĴİŀĴ˦̹ œƄŹƀ̹ ƀŅŵŦƄŀŅ̹ ŦĩŹĴŵƘĜƀňŦş̹ Ĝşİ̹ ŞňŞňĪŖňşŀ̹
the visual appearance of the contemporary work. It was more like 
ŘĴƀƀĴŵňşŀ̹ ƀŅĜş̹ ŲĴŵĿŦŵŞňşŀ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĴƘĴş̹ ňĿ̹ ňƀ̹ ƙĜŹ̹ şŦƀ̹ ŘĴƀƀĴŵňşŀ̹

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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Fig. 5. Practicing lettering 
influenced by Gothic style, 
Almıla Yıldırım, 2013, 
Foto. credit: Almıla Yıldırım.

ĜŹ̹ ĴƞĜŞňşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ ,,˦̹ ňş̹ ŲĜŵƀ̹ ̚ʇ˫ʈ˫̹ ;ĴƀƀĴŵňşŀ˥̹ Ĝ̹ ĩŵňĴĿ̹ ƀŦƄŵ̹ ŦĿ̹ ňƀŹ̹
İĴǬşňƀňŦşŹ̹ĜŹ̹Ĝ̹ƀĴŵŞ˫̛ ̹�ĴĪĜƄŹĴ̹ƙňƀŅŦƄƀ̹ĿƄşİĜŞĴşƀĜŘ̹ŖşŦƙŘĴİŀĴ̹ĜĩŦƄƀ̹
ƀŅĴ̹ŘĴƀƀĴŵĿŦŵŞŹ˦̹ĴƘĴş̹ňĿ̹ŦşĴ̹ĴŞŲŘŦƟŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ĜşĪňĴşƀ̹ŹĪŵňŲƀŹ˦̹ňƀ̹ňŹ̹şŦƀ̹
more than mimicking the letter. It can be likened to trying to draw any 
ŅƄŞĜş̹ǬŀƄŵĴ˦̹ ĿŦŘŘŦƙňşŀ̹ňƀŹ̹ŦƄƀŘňşĴŹ˦̹ƙňƀŅŦƄƀ̹ƀŅňşŖňşŀ̹ĜĩŦƄƀ̹ĜşĜƀŦŞƟ˫̹
It was the same time that the interrogation about the understanding 
ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ƀŅĴ̹ŅňŀŅŘƟ̹İňǣĴŵĴşƀ̹ĿĴĜƀƄŵĴŹ̹ƀŅĜƀ̹ƀŵĜİňƀňŦşĜŘ̹
and contemporary practices cover.

VII. PERSONAL CALLIGRAPHY PRACTICES
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Fig. 6. Practicing lettering 
influenced by Gothic style, 
Almıla Yıldırım, 2013, 
Foto. credit: Almıla Yıldırım.

,ş̹#ňŀ˫̹ʋ˦̹ ƀŅĴ̹ŲňĴĪĴ̹ ňŹ̹ŅňŀŅŘƟ̹ ňşŹŲňŵĴİ̹ĩƟ̹ ƀŅĴ̹ĴĜŵŘƟ̹ƙŦŵŖŹ̹ŦĿ̹AĴƄŘŞĜş˦̹
ŞĴşƀňŦşĴİ̹ Ĝşİ̹ ŦĩŹĴŵƘĴİ̹ ňş̹ ŲĜŵƀ̹ ̚ʋ˫ʊ˫̹ BňĴŘŹ̹ ̚[ŅŦĴ̛̹ AĴƄŘŞĜş˫̛ ̹ ,̹
mimicked his repetitive strokes once again with a highly stylized 
version of fraktur˦̹ ňşĪŘƄİňşŀ̹ ƀŅĴ̹ƘĜŵňŦƄŹ̹ İĴĪŦŵĜƀňŦşŹ̹ Ĝşİ̹ ĴƞĜŀŀĴŵĜƀĴİ̹
strokes as in the letters “e” to break the monotony and regularity of 
the rigid verticality of the composition. It was solely a visual concern of 
mine to make the overall composition more eye-catching. At the same 
ƀňŞĴ˦̹,̹ƙĜŹ̹ƀĴŹƀňşŀ̹ƀŅĴ̹ŘňŞňƀŹ̹ŦĿ̹ƀŅĴ̹ŲĜŵĜŘŘĴŘ̹ŲĴş̹Ĝşİ̹ƀŵňĴİ̹ƀŦ̹ƄŹĴ̹ňƀ̹ňş̹Ĝ̹
İňǣĴŵĴşƀ̹ŲŦŹňƀňŦş˫̹bŅĴ̹ĜňŞ̹ňŹ̹ƀŦ̹ĜĪŅňĴƘĴ̹ƀŅĴ̹ƘĜŵňŦƄŹ̹ƙňİƀŅŹ̹ƙňƀŅňş̹ƀŅĴ̹
strokes to understand the ways to manipulate the material and how the 
ŞĜƀĴŵňĜŘ̹ ŵĴĜĪƀŹ̹ İĴŲĴşİňşŀ̹ Ŧş̹ ƀŅĴ̹ ŅĜşİ̝Ź̹ŞŦƘĴŹ˦̹ ƀŅĴ̹ ƀŦŦŘ̝Ź̹ ĜşŀŘĴ˦̹ Ĝşİ̹
various possible ways to create stroke varieties.
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Fig. 7. Practicing Gothic style 
with decorative forms, 
Almıla Yıldırım, 2013, 
Foto. credit: Almıla Yıldırım.

�Ź̹ ňş̹ ĴĜŵŘňĴŵ̹ ĴƞĜŞŲŘĴŹ˦̹ #ňŀ˫̹ ʌ̹ Ĝşİ̹ ʍ̹ ĜŘŹŦ̹ ňŘŘƄŹƀŵĜƀĴ̹ ƀŅĴ̹ ŹĜŞĴ̹ ĜƀƀňƀƄİĴ̹
with exaggerated forms and decorations added to the stylized Gothic 
ŅĜşİ˦̹ ňşŹŲňŵĴİ̹ ĩƟ̹ ƀŅĴ̹ ŀŦƀŅňĪ̹ ŅĜşİ̝Ź̹ ŹĴƘĴŵĴ̹ ŹƀŵŦŖĴŹ˦̹ ƙŅňĪŅ̹ ĩĴĪŦŞĴŹ̹
ĪŅĜŘŘĴşŀňşŀ̹ ƀŦ̹ ŵĴĜİ˫̹ HşĪĴ̹ ĜŀĜňş˦̹ ĴƞĜŀŀĴŵĜƀňŦş̹ ĪŦŞĴŹ̹ ƙňƀŅ̹ ƀŅĴ̹
inspiration of Meulman and also Lampas. I realized that when the word 
Ŧŵ̹ƀĴƞƀ̹ňŹ̹Ŧş̹ƀŅĴ̹ŹƀĜŀĴ˦̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ƙŦŵŘİ̹ŹĴĴŞŹ̹ƀŦ̹ĩĴ̹ŹĴĴş̹ĜŹ̹Ĝş̹ňŞĜŀĴ̹
ŵĜƀŅĴŵ̹ƀŅĜş̹Ĝ̹ƙŦŵİ̹ƙňƀŅ̹ŘňƀĴŵĜŘ̹ŞĴĜşňşŀ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ƙŦŵŖŹ̹ŦĿ̹AĴƄŘŞĜş˦̹
particularly before the detailed investigation that was held in Chapter 
q,˫̹bŅňŹ̹ňŹ̹AĴƄŘŞĜş̝Ź̹ŞŦƀƀŦ˦̹ƙŅňĪŅ̹ƀŦŦŖ̹ňƀŹ̹ŵŦŦƀ̹ĿŵŦŞ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹
calligraphy examined in Chapter IV and can also be encountered in the 
AňİİŘĴ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜİňƀňŦş˫̹#ƄŵƀŅĴŵŞŦŵĴ˦̹ŘŦŦŖňşŀ̹Ĝƀ̹ƀŅĴ̹rĴŹƀ̹
ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ƙŦŵŖŹ̹ ŦĿ̹ ĜƘĜşƀ̐ŀĜŵİĴ̹ ĜŵƀňŹƀŹ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ #ƄƀƄŵňŹƀŹ̹ Ĝşİ̹
�ĜİĜňŹƀŹ˦̹ňŹ̹ĜŘŹŦ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˰̹ŹňŞňŘĜŵ̹ĴƞŲĴŵňĴşĪĴŹ̹ƙňƀŅ̹ƀŅĴ̹
visual interpretation of typography as themes took my attention. These 
ǬŵŹƀ̹ňşǭƄĴşĪĴŹ̹Ĝşİ̹ňşƀĴŵĜĪƀňŦşŹ˦̹Ĝşİ̹ƀŅĴ̹ŵĴĜŘňƥĜƀňŦş̹ŦĿ̹ƀŅĴ̹ƀĴşİĴşĪƟ̹ŦĿ̹
ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ŹƄĪŅ̹ĜŹ̹AĴƄŘŞĜş˦̹;ĜŞŲĜŹ˦̹�ŵŦƙş˦̹Ŧŵ̹
�ŦŖňşŹ˦̹ƙŅŦ̹ ĜŵĴ̹ ňşĪŘƄİĴİ̹ ňş̹ ƀŅňŹ̹ ŵĴŹĴĜŵĪŅ˦̹ ŘĴĜİ̹ ƀŦ̹ ĪŦşĪĴŵş̹ ĜĩŦƄƀ̹ ƀŅĴ̹
tendency toward plastic possibilities of the written word.
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Fig. 8. Practicing exageratted 
forms of Gothic style, 
Almıla Yıldırım, 2013, 
Foto. credit: Almıla Yıldırım.
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Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ƀŅĴ̹ŵĴĜŹŦş̹ĿŦŵ̹ňşƀĴŵĴŹƀ̹ ňş̹ŹƀƟŘňƥňşŀ̹ƀŅĴ̹ƘĴŵŹňŦş̹ŦĿ̹ƀŅĴ̹
scripts is an urge that comes with the willingness to push the boundaries 
encountered by contemporary calligraphers. Since I studied experimental 
ƀƟŲŦŀŵĜŲŅƟ̹ňş̹ŞƟ̹ŞĜŹƀĴŵ̹ƀŅĴŹňŹ˦̹ňş̹ƙŅňĪŅ̹,̹ňşƘĴŹƀňŀĜƀĴİ̹ƀŅĴ̹ƀƟŲŦŀŵĜŲŅĴŵŹ̹
ŹƄĪŅ̹ ĜŹ̹ �ĜƘňİ̹ �ĜŵŹŦş˦̹ 7ŦşĜƀŅĜş̹ �ĜŵşĩŵŦŦŖ˦̹ [ƀĴĿĜş̹ [ĜŀŞĴňŹƀĴŵ˦̹ HİĴİ̹
�ƥĴŵ˦̹ Ĝşİ̹ TĜƄŘĜ̹ [ĪŅĴŵ˦̹ ĩŵĴĜŖňşŀ̹ ƀŅĴ̹ ŵƄŘĴŹ̹ ňş̹ ƀĴŵŞŹ̹ ŦĿ̹ ƀƟŲŦŀŵĜŲŅƟ˦̹
ĴƞŲĴŵňĴşĪňşŀ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ̹ ĜŹ̹ Ĝş̹ ňŞĜŀĴ̹ ĪŦşƀĴƞƀ̹ ĜŘŵĴĜİƟ̹ ,̹ƙĜŹ̹ ĜƙĜŵĴ̹ ŦĿ˦̹ ,̹
ŅĜƘĴ̹ŲŵĜĪƀňĪĴİ̹ƘĜŵňŦƄŹ̹ŘĴƀƀĴŵĿŦŵŞŹ̹ňş̹ƀŅĜƀ̹ŹĴşŹĴ˫̹)ĴşĪĴ˦̹ƙŅňŘĴ̹ŲŵĜĪƀňĪňşŀ̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƀŅĴ̹ ŹĜŞĴ̹ ňşƀĴŵĴŹƀ̹ ŹƀĜŵƀĴİ̹ ĿŵŦŞ̹ ƀŅĴ̹ ĩĴŀňşşňşŀ˦̹ ŹňşĪĴ̹ ƀŅĴ̹
ƘĴŵƟ̹ ǬŵŹƀ̹ ňşŹŲňŵĜƀňŦşŹ̹ ĪĜŞĴ̹ ĿŵŦŞ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ ŹƄĪŅ̹ ĜŹ̹
AĴƄŘŞĜş˦̹ƙŅŦ̹ĜŘŹŦ̹ĴƞŲĜşİĴİ̹ƀŅĴ̹ĩŦƄşİĜŵňĴŹ̹ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫

�Ź̹ ŹƀĜƀĴİ̹ ĴĜŵŘňĴŵ˦̹ ŞƟ̹ ǬŵŹƀ̹ ňŞŞĴŵŹňŦşŹ̹ ňş̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŞĜİĴ̹
my knowledge of basic features feeble. Without knowing the ductus 
Ĝşİ̹ŅŦƙ̹ ƀŦ̹ ĿŦŘŘŦƙ̹ ƀŅĴ̹ ĿŦŵŞŹ̝̹ ŹƀŵƄĪƀƄŵĴŹ˦̹ ,̹ ƀŵňĴİ̹ ƀŦ̹ ĪŦŲƟ̹ ƀŅĴ̹ ĿŦŵŞŹ̹ ŦĿ̹
ƀŅĴŹĴ̹ŞĴşƀňŦşĴİ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŲŵĜĪƀňƀňŦşĴŵŹ˫̹)ŦƙĴƘĴŵ˦̹ ňƀ̹
can be said that careful observation of the work of calligraphers such 
ĜŹ̹AĴƄŘŞĜş˦̹ �ŵŦƙş˦̹�ŦŖňşŹ̹ Ŧŵ̹ 9ĜŞŹ˦̹ƙŅŦ̹ƄŹĴİ̹ ƀŅĴ̹ ŲĜŵĜŘŘĴŘ̹ ŲĴş̹ Ĝşİ̹
explained how to write the italic hand in his online course mentioned 
ňş̹�ŲŲĴşİňƞ̹�˦̹ŅĜŹ̹ĜŘŘŦƙĴİ̹ŞĴ̹ƀŦ̹ƄşİĴŵŹƀĜşİ̹ƀŅĴ̹ductus. 

The ductus is a term that comes from the Latin word digitus˦̹ƙŅňĪŅ̹
ŞĴĜşŹ̹ǬşŀĴŵ˫̹,ƀ̹ĪĜş̹ĩĴ̹ĴƞŲŘĜňşĴİ̹ĜŹ̹̚ƀŅĴ̹şƄŞĩĴŵ˦̹ƀŅĴ̹ŦŵİĴŵ̹ŦĿ̹ĴƞĴĪƄƀňŦş̹
and the direction of the strokes required to be formed a letter” 
˾AĴİňĜƘňŘŘĜ˦̹ ʆʎʎʋ˥̹ ʇʆ˿˫̹ bŅĴ̹ ŦŵİĴŵ̹ Ĝşİ̹ ƀŅĴ̹ İňŵĴĪƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ŹƀŵŦŖĴŹ̹ ňş̹
ĪĜŘŘňŀŵĜŲŅňĪ̹ŞŦİĴŘŹ̹ĜŵĴ̹ĴƞĴĪƄƀĴİ̹ĩƟ̹Ĝ̹ŹƟŹƀĴŞ̹ŦĿ̹şƄŞĩĴŵŹ̹Ĝşİ̹ĜŵŵŦƙŹ˦̹
and in almost every source and book that consists of an instruction 
of a certain script of calligraphy. This issue is mentioned in Appendix 
�˫̹rŅĴş̹ ŦşĴ̹ ŖşŦƙŹ̹ ƀŅĴ̹ İƄĪƀƄŹ˦̹ ŦşĴ̹ ŹƀĜŵƀŹ̹ ƀŦ̹ ĪŦşŹƀŵƄĪƀ̹ ƀŅĴ̹ ĿŦŵŞ̹ ŦĿ̹
ƀŅĴ̹ ŘĴƀƀĴŵ̹ ĿŦŘŘŦƙňşŀ̹ ňƀŹ̹ İƄĪƀƄŹ˫̹ )ĴşĪĴ˦̹ ňƀ̹ ŹƀĜŵƀŹ̹ ƀŦ̹ ŘňşŀĴŵ̹ ĜŵŦƄşİ̹ ƀŅĴ̹
ƀĴŵŵňƀŦŵƟ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŵĜƀŅĴŵ̹ƀŅĜş̹İŵĜƙňşŀ˫̹)ĴşĪĴ˦̹ ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹
that the importance of the ductus comes with achieving the exact clear 
ŹŅĜŲĴ̹ ŦĿ̹ ƀŅĴ̹ ŹƀƟŘĴ̹ ƀŅĜƀ̹ ňŹ̹ ŹĴŘĴĪƀĴİ̹ ƀŦ̹ ĪŦŲƟ˫̹ ,ƀ̹ ňŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ǬŵŹƀ̹ ŹƀĴŲŹ̹
needed to be learned to understand and acquire practical knowledge 
of how to construct the exact shape of the letter. Since the basic aim 
ňŹ̹ƀŦ̹ƙŵňƀĴ̹ĜŹ̹ĪŘĴĜŵŘƟ̹ĜŹ̹ŲŦŹŹňĩŘĴ˦̹ƙŅňĪŅ̹ŵĴĿĴŵŹ̹ƀŦ̹ĿƄşĪƀňŦşĜŘ̹ĩĴĜƄƀƟ̹ƀŅĜƀ̹
ĪŦŞĴŹ̹ƙňƀŅ̹ ƀŅĴ̹ ƀĴŵŞ̹ŖĜŘŘŦŹ̹ ̐ĜŹ̹ŞĴşƀňŦşĴİ̹ ňş̹�ŅĜŲƀĴŵ̹ ,,˦̹ ŘĴĜŵşňşŀ̹ ƀŅĴ̹
İƄĪƀƄŹ̹ƀŦ̹ĜĪŅňĴƘĴ̹ƀŅĴ̹ĴƞĜĪƀ̹ŹŅĜŲĴ˦̹ňŹ̹ňşİňŹŲĴşŹĜĩŘĴ̹ĿŦŵ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ˫̹

�Ź̹WŦƙŘĴƟ̹ ˾ʆʎʎʌ˿̹ ŹƀĜƀĴŹ˦̹ ƀŅĴŵĴ̹ ĜŵĴ̹ĩĜŹňĪ̹ ĪŵĜĿƀ̐ŘĴĜŵşňşŀ̹ ĴŘĴŞĴşƀŹ̹ ƀŅŵŦƄŀŅ̹
an apprenticeship which are ranked as “accumulated knowledges of 
ŲĜŹƀ̹ ŲŵĜĪƀňĪĴ˦̹ ňşİňƘňİƄĜŘ̹ ĪŦşĪĴŲƀňŦş˦̹ ňşŀĴşňŦƄŹ̹ ĜİĜŲƀĜƀňŦş˦̹ ĜİœƄŹƀŞĴşƀŹ̹
ĩĴƀƙĴĴş̹ ƄƀňŘňƀƟ̹ Ĝşİ̹ İĴĪŦŵĜƀňŦş˦̹ ĿĜŹŅňŦşňşŀ̹ ĩƟ̹ ŅĜşİ˦̹ ƀŦŦŘňşŀ̹ ŹŖňŘŘŹ˦̹ ĪŘŦŹĴ̹
ĪŦŞŞƄşňƀňĴŹ̹ ŦĿ̹ ƀĜŹƀĴ̹̐ƙĴŵĴ̹ İňŹŲŘĜĪĴİ̹ ĿŵŦŞ̹ ƀŅĴ̹ ĪĴşƀĴŵŹ̹ ŦĿ̹ ŦƄŵ̹ƙŦŵŖňşŀ˦̹
ŲƄĩŘňĪ˦̹İŦŞĴŹƀňĪ̹Ĝşİ̹ŲŵňƘĜƀĴ̹ŘňƘĴŹ̛̹˾ʆʎʎʌ˥̹ʇʅ˿˦̹ƙŅňĪŅ̹ĜŵĴ̹ĜŘŘ̹ƘĜŘňİ̹ĿŦŵ̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜňşňşŀ̹ŅĴŵĴ˦̹ƙŅĴƀŅĴŵ̹ňƀ̹ ňŹ̹ĿŦĪƄŹĴİ̹Ŧş̹ƀŵĜİňƀňŦşĜŘ̹ĪĜŘŘňŀŵĜŲŅƟ̹
Ŧŵ̹ şŦƀ˫̹ �ŘŘ̹ ƀŅĴŹĴ̹ ŦĩŹĴŵƘĜƀňŦşŹ̹ Ĝşİ̹ ĩŘňşİ̹ ňŞňƀĜƀňŦş̹ ĴǣŦŵƀŹ̹ ŘĴĜİ̹ ŞĴ̹ ƀŦ̹
understand the necessity of following a more professional methodology to 
ŀĜňş̹ňşŹňŀŅƀ̹ňşƀŦ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹)ĴŵĴ˦̹ňƀ̹ŅĜŹ̹ƀŦ̹ĩĴ̹ƄşİĴŵŘňşĴİ̹ŦşĴ̹ňŹŹƄĴ˦̹ƙŅňĪŅ̹
WňŹĜƀƀň̹ ˾ʇʅʆʈ˿̹ ŲŦňşƀŹ̹ Ĝƀ̹ ƀŅĴ̹ ĿĴĜƀƄŵĴ̹ ŦĿ̹ ĪŵĜĿƀ̹ ŦĩœĴĪƀŹ̹ ĜŹ̹ ̚ŞŦŵŲŅŦŘŦŀňĪĜŘŘƟ˱
ĿŦŵŞĜŘŘƟ˦̹ƀĴĪŅşňĪĜŘŘƟ˦̹Ĝşİ̹ĿƄşĪƀňŦşĜŘŘƟ̹ňş̹ƙĜƟŹ̹ƀŅĜƀ̹ŀŦ̹ƙĴŘŘ̹ĩĴƟŦşİ̹ĜĪĪňİĴşƀ̹
Ŧŵ̹ĪŅĜşĪĴ̛̹˾WňŹĜƀƀň˦̹ʇʅʆʈ˥̹ʋʅ˿˫̹,ƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹ƀŅĜƀ̹ƀŅňŹ̹ňŹŹƄĴ̹ňŹ̹ƀŅĴ̹ŹĜŞĴ̹ĿŦŵ̹
the calligraphy beginners while practicing the ancient styles to understand 
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ƀŅĴ̹ĿŦŵŞ˫̹�ĴĪĜƄŹĴ̹ ňƀ̹ ňŹ̹ŅňŀŅŘƟ̹ĪŵƄĪňĜŘ̹ ƀŅĜƀ̹ŀĜňşňşŀ̹ƀĴĪŅşňĪĜŘ̹ŖşŦƙŘĴİŀĴ˦̹
which requires constant practice through knowing the material and 
ƀŅĴ̹ ĜşĪňĴşƀ̹ ĿŦŵŞŹ̹ ƀŅŵŦƄŀŅ̹ ŵĴŲĴƀňƀňŦş˦̹ ĴƘĴş̹ ŹŲŦşƀĜşĴŦƄŹ̹ ŘŦŦŖňşŀ̹
ŞĜŵŖŹ˦̹ ŘňşĴŹ̹Ŧŵ̹ŹƀŵŦŖĴŹ̹ĜŵĴ̹ŲŵŦĩĜĩŘƟ̹Ĝ̹ŵĴŹƄŘƀ̹ŦĿ̹ŀĜňşĴİ̹ŞƄŹĪŘĴ̹ŞĴŞŦŵƟ̹
through training of the eye-brain and hand in the realm of calligraphy. 
bŅĜƀ̹ĩĴŀňşŹ̹ƙňƀŅ̹ƀŅĴ̹ŲŵĜĪƀňĪňşŀ̹ŦĿ̹ĜşĪňĴşƀ̹ƙŵňƀňşŀ̹ŹƀƟŘĴŹ˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹
earlier in this chapter. That means once a technical skill is mastered in 
ĪĜŘŘňŀŵĜŲŅƟ˦̹ŘňŖĴ̹ŲŘĜƟňşŀ̹Ĝ̹ŲňĴĪĴ̹ŦĿ̹ŞƄŹňĪ˦̹ŞĜŹƀĴŵƟ̹ŦĿ̹ŞŦƀŦŵ̹ĪŦşƀŵŦŘ̹ŘĴĜİŹ̹
ƀŅĴ̹ƙŵňƀĴŵ̹ƀŦ̹ĪŵĴĜƀĴ̹ňş̹ŅĜŵŞŦşƟ̹ƙňƀŅ̹ƀŅĴ̹ŞĜƀĴŵňĜŘ˫̹�Ź̹WňŹĜƀƀň̹˾ʇʅʆʈ˿̹ŹƀĜƀĴŹ˦̹
ňƀ̹ĩĴĪŦŞĴŹ̹Ĝ̹̚~Ĵş̐ŘňŖĴ̹ĴƞŲĴŵňĴşĪĴ̛̹˾ʇʅʆʈ˥̹ʆʅʆ˿̹ƀŅĜƀ̹ňŹ̹ĴƞŲĴŵňŞĴşƀĴİ̹ƙňƀŅ̹Ĝ̹
conscious mind. That points at even the error-like features are supposed 
to be done consciously by the calligrapher as a result of acquired skill.

,ƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹ƀŅĜƀ̹ ňş̹ƀŅĴ̹ǬŵŹƀ̹ ňşƀĴŵĜĪƀňŦş̹Ĝşİ̹ĴĜŵŘňĴŵ̹ƀŵňĜŘŹ̹ŦĿ̹ŞňşĴ̹ĜĩŦƘĴ˦̹
the critical mistake was copying through the practices of the contemporary 
examples without any formal quest about the style through the ancient 
manuscript written by the Gothic hand. It has to be underlined that copying 
the stylized version of the ancient styles through any contemporary 
interpretation of the calligrapher is not the proper technique to catch the 
essence of the form of the particular style. Investigation of the history of 
western calligraphy shows me the facsimiles of the manuscripts and 
ƀŅĴ̹ ŵĴĜŘ̹ ĴƞĴĪƄƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ĜşĪňĴşƀ̹ ŹĪŵňĩĴŹ˫̹ )ĴşĪĴ˦̹ ĜĪŴƄňŵňşŀ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹
knowledge in technical and practical ways became indispensable. 

It is deeply believed that the calligraphic technical and theoretical knowledge 
ŦĿ̹ĜşĪňĴşƀ˦̹ ŞŦİĴŵş˦̹ Ĝşİ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ŲŵĜĪƀňĪĴŹ̹ŲŵŦƘňİĴŹ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ĩĜŹňŹ̹
for calligraphy practitioners to expand their research and practice. With 
ƀŅňŹ̹ ĜŹŹƄŞŲƀňŦş˦̹ ĜŹ̹ ,̹ ŅĜƘĴ̹ ĜŘŵĴĜİƟ̹ŞĴşƀňŦşĴİ̹ ňş̹ ƀŅĴ̹ ňşƀŵŦİƄĪƀňŦş̹ ƀŦ̹ ƀŅňŹ̹
ŵĴŹĴĜŵĪŅ̹ŵĴŲŦŵƀ˦̹,̹ŅĜƘĴ̹ŲĜŵƀňĪňŲĜƀĴİ̹ňş̹ƘĜŵňŦƄŹ̹ŘŦşŀ̹Ĝşİ̹ŹŅŦŵƀ̐ƀĴŵŞ̹ĪŦƄŵŹĴŹ̹
Ĝşİ̹ƙŦŵŖŹŅŦŲŹ̹ ňş̹[ŲĜňş˦̹#ŵĜşĪĴ˦̹Ĝşİ̹bƄŵŖĴƟ˦̹ ƀŅŵŦƄŀŅ̹ƙŅňĪŅ̹ĪĜŘŘňŀŵĜŲŅňĪ̹
insight has evolved and advanced. These workshops and courses will be 
ĿŵĜŞĴİ̹ ƙňƀŅ̹ ňşĿŦŵŞĜƀňŦş̹ ňŘŘƄŹƀŵĜƀĴİ̹ ƙňƀŅ̹ ŲŅŦƀŦŀŵĜŲŅŹ̹ ňş̹ �ŲŲĴşİňƞ̹ �˰̹
ŅŦƙĴƘĴŵ˦̹ ňƀ̹ƙňŘŘ̹ĩĴ̹ĜŲŲŵŦŲŵňĜƀĴ̹ƀŦ̹ĜŀĜňş̹ĴŞŲŅĜŹňƥĴ̹ƀŅĴ̹ĪŵĜĿƀ̹ŲŅĴşŦŞĴşĜ̹
in the realm of western calligraphy. It will give ample support in the name 
ŦĿ̹ŞƟ̹ŵĴŹĴĜŵĪŅ̹ŲĴŵňŦİ˦̹ƙŅňĪŅ̹ŅĜŹ̹ĩĴĴş̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ĪŦşƀňşƄƄŞ̹ŲŵŦĪĴŹŹ̹ňş̹
ƙŅňĪŅ̹ƘĜŵňŦƄŹ̹ĜşĪňĴşƀ̹ŹƀƟŘĴŹ˦̹ƀĴĪŅşňĪŹ˦̹Ĝşİ̹ŞĜƀĴŵňĜŘŹ̹ƙĴŵĴ̹ŹƀƄİňĴİ˫

,ş̹ Ĝ̹ ŲĜŵƀňĪƄŘĜŵ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ İňŹĪňŲŘňşĴ˦̹ ĜŲŲŵĴşƀňĪĴŹ̹ ŘĴĜŵş̹ ƀŅĴ̹ ŹŖňŘŘ̹ ĿŵŦŞ̹
ƀŅĴ̹ ňşŹƀŵƄĪƀŦŵ̹ Ĝşİ˦̹ Ĝƀ̹ ƀŅĴ̹ ŹĜŞĴ̹ ƀňŞĴ˦̹ ĿŵŦŞ̹ ĴĜĪŅ̹ ŦƀŅĴŵ˫̹ rňƀŅ̹ ƀŅĴŹĴ̹
ŀŵŦƄŲŹ˦̹ ŘĴĜŵşĴŵŹ̝̹ ĜĪƀňƘňƀňĴŹ̹ ĜŵĴ̹ ŹňŞňŘĜŵ̹ ĜĪƀňŦşŹ̹ ĜŹ̹ ňşƀňŞĜƀĴ̹ ĪŘĜŹŹĴŹ̹ ňş̹
ĪŵĜĿƀ̹ ĴİƄĪĜƀňŦş̹ ˾WňŹĜƀƀň˦̹ ʇʅʆʈ˿˰̹ ƀŅĴ̹ ŞĜňş̹ ĜňŞ̹ ňŹ̹ ƀŦ̹ ƀĜŖĴ̹ ŲĜŵƀňĪňŲĜşƀŹ̝̹
calligraphy skills to the next level through the ancient scripts by 
ŦĩŹĴŵƘňşŀ̹Ĝşİ̹ňŞňƀĜƀňşŀ̹ƀŅĴŞ˫̹AŦŵĴŦƘĴŵ˦̹şŦƀ̹œƄŹƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĩƄƀ̹ĜŘŹŦ̹
ŘĴƀƀĴŵňşŀ̹ŅĴŘŲŹ̹ŦĩŹĴŵƘĴ̹ƀŅĴ̹ŹňŞňŘĜŵňƀňĴŹ̹Ĝşİ̹İňǣĴŵĴşĪĴŹ̹ĜŹ̹İňŹĪňŲŘňşĴŹ˫̹

�ƀ̹ƀŅĴŹĴ̹ĪŦƄŵŹĴŹ̹Ĝşİ̹ƙŦŵŖŹŅŦŲŹ˦̹ƀŅĴ̹ĜňŞ̹ňŹ̹ƀŦ̹ŲŵŦƘňİĴ̹Ĝş̹ĴƞŲĴŵňĴşĪĴ̹ĿŦŵ̹
practitioners who can experiment with a creative process as a vehicle 
ŦĿ̹ ŹĴŘĿ̐ĜƙĜŵĴşĴŹŹ̹ Ĝşİ̹ ŹĴŘĿ̐ňŞŲŵŦƘĴŞĴşƀ̹ ňş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƀĴĪŅşňĪĜŘŘƟ̹
and theoretically. Control of the material and the recognition of the 
hand are both needed. I learned that one of the important issues is to 
practice various moves of the tools. 

Throughout the research with the subjects of courses and their 
ŵĴǭĴĪƀňŦşŹ̹Ŧş̹ŞƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲĴŵŹŲĴĪƀňƘĴ̹Ĝşİ̹ŲŵĜĪƀňĪĴŹ˦̹ƀŅĴ̹ĿŦĪƄŹ̹ƙĜŹ̹
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Ŧş̹ƙŅƟ̹ƀŵĜİňƀňŦşĜŘ̹ŖşŦƙŘĴİŀĴ̹ňŹ̹ƘňƀĜŘ̹ňş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĴƘĴş̹ňĿ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹
ŲŵĜĪƀňĪĴŹ̹ ƙňƀŅ̹ ŅňŀŅŘƟ̹ ĜĩŹƀŵĜĪƀ̹ ŘňşĴŹ˦̹ ŹƀŵŦŖĴŹ˦̹ Ŧŵ̹ ŞĜŵŖŹ˫̹ bŅňŹ̹ ĴĜŵŘňĴŵ̹
ňşƘĴŹƀňŀĜƀňŦş˦̹ƀŅĴş̹ƀŅĴ̹ŲŵĜĪƀňĪĜŘ̹ŖşŦƙŘĴİŀĴ̹ŀĜňşĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ĪŦƄŵŹĴŹ̹
Ĝşİ̹ƙŦŵŖŹŅŦŲŹ˦̹ŲŵŦƘňİĴŹ̹ƀŅĴ̹ŹňŀşňǬĪĜşƀ̹ĩĜŹňĪŹ̹ŵĴǭĴĪƀĴİ̹ňş̹ŞƟ̹ĪƄŵŵĴşƀ̹
ƙŦŵŖŹ̹ ƀŅĜƀ̹ ƙňŘŘ̹ ĩĴ̹ ŞĴşƀňŦşĴİ̹ ňş̹ ƀŅĴ̹ ĿŦŘŘŦƙňşŀ̹ ŲĜŀĴŹ˫̹ �ĜŹňĪĜŘŘƟ˦̹ ƀŅĴ̹
ŞŦƘĴŹ̹ŦĿ̹ƀŅĴ̹ŅĜşİ̹Ĝşİ̹ƀŅĴ̹ƀŦŦŘ˦̹ƀŅĴ̹ŀĴŹƀƄŵĴ̹ĪŵĴĜƀĴİ̹Ŧş̹ƀŅĴ̹ŹƄŵĿĜĪĴŹ̹ŦĿ̹
ŞƟ̹ ĪƄŵŵĴşƀ̹ ŲŵĜĪƀňĪĴŹ˦̹ ŹƀňŘŘ̹ ŵĴǭĴĪƀ̹ ƀŅĴ̹ ĩĜŹňĪ̹ ŞŦƘĴŹ̹ Ĝşİ̹ ŞĜşňŲƄŘĜƀňŦş̹
techniques acquired from these courses. 

bŅĴ̹ŞŦŹƀ̹ ŹňŀşňǬĪĜşƀ̹ ŹƀĴŲ̹ ňŹ̹ ƀŦ̹ŦĩŹĴŵƘĴ̹Ĝşİ̹ĪŦŲƟ̹ ƀŅĴ̹ ŘĴƀƀĴŵĿŦŵŞ̹ ĿŵŦŞ̹
ƀŅĴ̹ ĜşĪňĴşƀ̹ŞĜşƄŹĪŵňŲƀŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ ƀŅĴ̹ ŹňŀşňǬĪĜşƀ̹ ŹŦƄŵĪĴ̹ ǬŵŹƀ̹ ƀŦ̹ ŘĴĜŵş̹
Ĝşİ̹ ƀŅĴş̹ ƀŦ̹ ňşŹŲňŵĴ˦̹ ĜŹ̹ ŞĴşƀňŦşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,˦̹ ňş̹ ƙŅňĪŅ̹ ƘĜŵňŦƄŹ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ şĜŞĴŘƟ̹ AĴƄŘŞĜş̹ Ŧŵ̹ �ŵŦƙş˦̹ ňşŹŲňŵĴİ̹
from the ancient manuscripts and stylized the ancient form of scripts. 
HĿ̹ĪŦƄŵŹĴ˦̹ĩĴĿŦŵĴ̹ƀŅĴŹĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ňƀ̹ƙĜŹ̹ĪŵƄĪňĜŘ̹ƀŦ̹ĩĴ̹ĜƙĜŵĴ̹ŦĿ̹ƀŅĴ̹
modern calligraphers mentioned in Chapter III. 

#ňŀ˫̹ʎ̹Ĝşİ̹ʆʅ̹ŹŅŦƙ̹$ŦƀŅňĪ̹ŅĜşİ̹̐ ŲĜŵƀňĪƄŘĜŵŘƟ̹textura quadrata mentioned 
ňş̹�ŅĜŲƀĴŵ̹,,,˦̹ŲŵĜĪƀňĪĴŹ̹ĩĜŹĴİ̹Ŧş̹ƀŅĴ̹ŞŦİĴŘŹ̹ƀŅĜƀ̹ƀŅĴ̹ŞĜŹƀĴŵ̹ŲŵŦƘňİĴİ˦̹
extracted from the various manuscripts or text.

Fig. 9. Textura Quadrata 
practice, 2015, Almıla Yıldırım, 
studied in the workshop 
“Caligrafia Gotica Ornamentada 
with Keith Adams,” Visions 
Ilustración y Caligrafia, 2015, 
Foto. credit: Almıla Yıldırım.  
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)ĴŵĴ˦̹ ƀŅĴ̹ ĜƀƀňƀƄİĴ̹ ĜŹ̹ ŹƀĜƀĴİ̹ ĜĩŦƘĴ̹ ňŹ̹ ŦĩŹĴŵƘňşŀ̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹ Ĝşİ̹ ƀĴƞƀ̹
through the ancient models instead of mimicking the contemporary 
western calligraphers. This process helps to develop basic knowledge 
ĜĩŦƄƀ̹ƀŅĴ̹ŹĪŵňŲƀ˦̹ƀŅĴ̹ňşİňƘňİƄĜŘ̹ ŘĴƀƀĴŵ˦̹ƀŅĴ̹ňşƀĴŵĜĪƀňŦş̹ƙňƀŅ̹ĴĜĪŅ̹ŦƀŅĴŵ˦̹
and the overall composition by analyzing while copying. It points to 
the fundamental anatomy of the form that is needed to be learned 
before stylizing or trying to develop a personal interpretation of that 
ŹƀƟŘĴ˫̹)ĴşĪĴ˦̹ ĩĴĿŦŵĴ̹ ĿŦĪƄŹňşŀ̹ Ŧş̹ŞƟ̹ ĪƄŵŵĴşƀ̹ ŲŵĜĪƀňĪĴŹ̹ ŦĿ̹ŞňşĴ˦̹ ňƀ̹ ĪĜş̹
ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ĜŘŘ̹ ƀŅĴŹĴ̹ ŲŵĜĪƀňĪĴŹ̹ ŲŵŦƘňİĴİ̹ Ĝ̹ ŅňŀŅŘƟ̹ ŹňŀşňǬĪĜşƀ̹ ĩĜŹĴ̹
for my current works that are focused on these moves of the hand and 
the tool learned through these ancient writing styles shown in these 
ĪŦƄŵŹĴŹ̹ Ĝşİ̹ ƙŦŵŖŹŅŦŲŹ˫̹ ,ş̹ ƀŅĴŹĴ̹ ŲŵĜĪƀňĪĴŹ˦̹ ƀŅĴ̹ ŞĜƀĴŵňĜŘŹ̹ Ĝşİ̹ ƀŦŦŘŹ̹
also started to change. The metal nib with various widths and ink 
became one of the primary tools employed due to the preference of the 

Fig. 10. Textura Quadrata 
practice, Almıla Yıldırım, 
studied in the workshop 
“Caligrafia con Goticas 
Potentes with Oriol Miró 
Genovart,” Visions Ilustración 
y Caligrafia, 2015, Foto. credit: 
Almıla Yıldırım.   

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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ŘĴĪƀƄŵĴŵŹ̹ŦĿ̹ƀŅĴŹĴ̹ĪŦƄŵŹĴŹ˦̹ƙŅŦ̹ŞŦŹƀŘƟ̹ŲŵĴĿĴŵ̹ƀŦ̹ĿŦŘŘŦƙ̹ƀŅĴ̹ĪŦşƘĴşƀňŦşĜŘ̹
ňşŹƀŵƄĪƀňŦşŹ̹ Ĝşİ̹ ĜşĪňĴşƀ̹ ŹĪŵňŲƀŹ˦̹ ňşĪŘƄİňşŀ̹ ƀŅĴ̹ ƀŵĜİňƀňŦşĜŘ̹ ƀŦŦŘŹ̹ Ĝşİ̹
materials that are mentioned in Chapter III.

�ĴŲĴşİňşŀ̹Ŧş̹ƀŅĴ̹şňĩ̹ƙňİƀŅ˦̹ƀŅĴ̹ƙňİƀŅ̹Ĝşİ̹ƀŅĴ̹ŅĴňŀŅƀ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵ̹ŹƀƟŘĴ̹
ĜŵĴ̹ĪĜŘĪƄŘĜƀĴİ̹ ňş̹ŦŵİĴŵ̹ƀŦ̹ĜĪŅňĴƘĴ̹ƀŦ̹ĪŦşŹƀŵƄĪƀ̹ ƀŅĴ̹ĪŦŵŵĴĪƀ̹ ŘĴƀƀĴŵĿŦŵŞ˦̹
ƙŅňĪŅ̹ňŹ̹ŞĴşƀňŦşĴİ̹ňş̹�ŲŲĴşİňƞ̹�˫̹,ƀ̹ňŹ̹ŹňŀşňǬĪĜşƀ̹İƄĴ̹ƀŦ̹ƀŅĴ̹ĪĜƀĪŅ̹ŦĿ̹
ƀŅĴ̹ĴƞĜĪƀ̹ŹŅĜŲĴ̹ŦĿ̹ƀŅĴ̹ĪŅĜŵĜĪƀĴŵ˦̹şŦƀ̹ĪŦşİĴşŹĴİ̹Ŧŵ̹ĩŦŘİĴŵ̹ĿŦŵŞ˦̹ĩĴĪĜƄŹĴ̹
the main objective is to copy the whole page as similarly as possible. 
#ƄŵƀŅĴŵŞŦŵĴ˦̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŹňŀşňǬĪĜşƀ̹ ŞĜŹƀĴŵŹ̹ Ŧŵ̹ ŞĜşƄŹĪŵňŲƀŹ̹ ̐ŅĴŵĴ̹
as the manuscript Les Grandes Heures du Duc de Berry and one of the 
ŞĜŹƀĴŵŹ̹ ŦĿ̹ ŞŦİĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ 9ŦĪŅ̹̐ ŵĜƀŅĴŵ̹ ƀŅĜş̹ ŵĜşİŦŞ̹ ĴƞĜŞŲŘĴ̹
ŹŅĴĴƀŹ̹ƀŅĜƀ̹ĪĜş̹ĩĴ̹ĿŦƄşİ̹ƘňĜ̹ƀŅĴ̹ňşƀĴŵşĴƀ˦̹ĩĴĪŦŞĴ̹ŹňŀşňǬĪĜşƀ̹ŵĴĿĴŵĴşĪĴŹ̹
for me to observe and understand his tendency toward stylization of 
the Gothic hand. 

#ňŀ˫̹ ʆʆ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ƘĜŵňŦƄŹ̹ ŲŵĜĪƀňĪĴŹ̹ ŦĿ̹ ŞňşĴ˦̹ ĪŦŲƟňşŀ̹ Ĝ̹ $ŦƀŅňĪ̹
ňşƀĴŵŲŵĴƀĜƀňŦş̹ŦĿ̹9ŦĪŅ̹ƀŅĜƀ̹ĜŘŹŦ̹ĪĜŵĴĿƄŘŘƟ̹ĴƞĜŞňşĴŹ̹ƀŅĴ̹ŲŵŦƘňİĴİ̹ŹŅĴĴƀŹ̹
as a model; the essential practice is to copy the hand and composition 
ĜŹ̹ĪŘŦŹĴŘƟ̹ĜŹ̹ŲŦŹŹňĩŘĴ̹ĜŹ̹ňş̹ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹#ňŀ˫̹ʆʅ̹ƙňƀŅ̹ŦşĴ̹İňǣĴŵĴşĪĴ˫̹)ĴŵĴ˦̹
ĜĿƀĴŵ̹ ŘĴĜŵşňşŀ̹ƀŅĴ̹ĩĜŹňĪŹ̹ŦĿ̹ ƀŅĴ̹ĜşĪňĴşƀ̹$ŦƀŅňĪ̹ŅĜşİ˦̹ ƀŅĴ̹ŞŦİĴŘ̹ ňŹ̹ ƀŅĴ̹
ňşƀĴŵŲŵĴƀĜƀňŦş̹ ŦĿ̹ 9ŦĪŅ˫̹ ,ƀ̹ ŲŵŦƘňİĴŹ̹ ƀŦ̹ ŦĩŹĴŵƘĴ̹ ƀŅĴ̹ ŲĴŵŹŦşĜŘ̹ ĜƀƀňƀƄİĴ̹
towards the Gothic hand and acquire an insight into a modern 
calligrapher. This repetition of the forms and the imitation of the 
ŘĴƀƀĴŵŹ̹ĜŵĴ̹ŵĴǭĴĪƀĴİ̹ňş̹ŞƟ̹ŘĜƀĴŵ̹ƙŦŵŖŹ̹ĜŹ̹ŹƀňŘŘ̹ŵĴĿĴŵĴşĪĴ̹ĿŦŵŞŹ̹ƀŦ̹ňşŹŲňŵĴ̹
ĿŵŦŞ˦̹ĜİŦŲƀ˦̹Ĝşİ̹ĜİĜŲƀ̹ƀŅĴ̹ŹƀŵŦŖĴŹ̹ĜŹ̹ŀĴŹƀƄŵĴŹ̹ĜŹ̹Ĝ̹ŀƄňİĴ̹Ŧŵ̹ŹƀĴŲŲňşŀ̹
point to creating a texture-like appearance.

Fig. 11. Copying practices of 
Koch’s Gothic hand, Almıla 
Yıldırım, 2015, Foto. credit: 
Almıla Yıldırım.  

VII. PERSONAL CALLIGRAPHY PRACTICES
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,ƀ̹ ƙĜŹ̹ ƀŅĴ̹ ƀňŞĴ̹ ƀŅĜƀ̹ ,̹ ŹňŞƄŘƀĜşĴŦƄŹŘƟ̹ ŹƀƄİňĴİ̹ ŞŦİĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹
ĜŲĜŵƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ ƀŵĜİňƀňŦşĜŘ̹ ŹƀƟŘĴŹ̹ŞĴşƀňŦşĴİ̹ ňş̹�ŅĜŲƀĴŵ̹ ,,,˦̹ ƀŦ̹ ŹĴĴ̹ ƀŅĴ̹
ƀŵĜşŹňƀňŦş̹ ĿŵŦŞ̹ ƀŅĴ̹ ƀŵĜİňƀňŦşĜŘ̹ ƀŦ̹ ƀŅĴ̹ ŞŦİĴŵş˦̹ ŹŦ̐ĪĜŘŘĴİ̹ ŵĴƘňƘĜŘ̹ ŦĿ̹
ĪĜŘŘňŀŵĜŲŅƟ˫̹)ĴşĪĴ˦̹ňşƘĴŹƀňŀĜƀňşŀ̹ƀŅĴ̹ƀĴƞƀŹ̹ŦĿ̹ƀŅĴ̹ŹƀƟŘĴŹ̹Ĝşİ̹ƀŅĴ̹ĩŦŦŖŹ˦̹
9ŦĪŅ̹ ƙĜŹ̹ ŹňŀşňǬĪĜşƀ̹ ĜŹ̹ Ĝ̹ ŞŦİĴŵş̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ ƙŅŦ̹ ňşƀĴŵŲŵĴƀĴİ̹ ƀŅĴ̹
$ŦƀŅňĪ̹ ŹƀƟŘĴ˫̹ )Ĵ̹ İňǣĴŵĴşƀňĜƀĴİ̹ ŅňŞŹĴŘĿ̹ ƙňƀŅ̹ Ĝ̹ ŞŦŵĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ĜƀƀňƀƄİĴ̹ ƀŅĜş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŞŦİĴŵş̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ 7ŦŅşŹƀŦş˫̹ ,ş̹
ŦƀŅĴŵ̹ƙŦŵİŹ˦̹9ŦĪŅ̝Ź̹ŲŵĜĪƀňĪĴŹ̹ĪĜŵŵƟ̹ŞŦŵĴ̹ŲĴŵŹŦşĜŘ̹ňşƀĴŵŲŵĴƀĜƀňŦş̹ƀŅĜş̹
7ŦŅşŹƀŦş̝Ź˦̹ĜŹ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ňş̹ƀŅĴ̹ĿĜĪŹňŞňŘĴ̹ňş̹#ňŀ˫̹ʆʆ˫

�ŲĜŵƀ̹ĿŵŦŞ̹ƀŅĴ̹$ŦƀŅňĪ̹ŅĜşİ˦̹ĜşŦƀŅĴŵ̹ĴƞĜŞŲŘĴ̹ƀŅĜƀ̹ŹŅŦƙŹ̹ƀŅĴ̹ŵĴŘĜƀňŦş̹
between the acquired knowledge from the courses and how they are 
ŵĴǭĴĪƀĴİ̹ňş̹ŞƟ̹ĪƄŵŵĴşƀ̹ŲŵĜĪƀňĪĴŹ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ňş̹#ňŀ˫̹ʆʇ˫̹

Fig. 12. Examples of line 
practicing, Almıla Yıldırım, 
studied in the workshop 
“Copperplate with Amanda 
Adams,” Barcelona, 2014, 
Foto. credit: Almıla Yıldırım.  

It illustrates one of the examples that is done with the pointed nib pen. 
,ƀ̹ƙĜŹ̹ĪŵƄĪňĜŘ̹ƀŦ̹ŵĴŲĴĜƀ̹ƘĜŵňŦƄŹ̹ƀƄŵşŹ˦̹ƄŲŹ˦̹Ĝşİ̹İŦƙşŹ̹ŦĿ̹ƀŅĴ̹ŲŦňşƀĴİ̹şňĩ̹
pen to dominate the material before starting to write or perform any 
Ŗňşİ̹ŦĿ̹ŲŵĜĪƀňĪĴ̹ƙňƀŅ̹ňƀ˫̹bŅĜƀ̹ŅĴŘŲ̹ƀŦ̹ƙĜŵŞ̹ƀŅĴ̹ǬşŀĴŵ̹Ĝşİ̹ƀŅĴ̹ŅĜşİ˦̹ĜŘŹŦ̹
learning the pressure of the nib that will provide the desired thin and thick 
strokes. These various moves are mostly the moves that are employed 
to write a copperplate letter. That means the various combination of 
ƀŅĴŹĴ̹ŞŦƘĴŹ̹ŅĴŘŲŹ̹ƀŦ̹ĪŦşŹƀŵƄĪƀ̹ƀŅĴ̹ŘĴƀƀĴŵ˦̹Ĝşİ̹,̹ĜŘŹŦ̹ƀĜŖĴ̹ŵĴĿĴŵĴşĪĴŹ̹ĿŵŦŞ̹
ƀŅňŹ̹ŲĴŵŹŲĴĪƀňƘĴ̹ ƀŦ̹ ĪŵĴĜƀĴ̹ŞƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲňĴĪĴŹ˫̹)ĴşĪĴ˦̹ ňƀ̹ ĪĜş̹ĩĴ̹ ŹƀĜƀĴİ̹
that constant repetition of the material moves triggers the muscle 
memory mentioned before. These moves help control the nib to write 
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Fig. 13. Practicing Copperplate, 
Almıla Yıldırım, studied in the 
workshop “Copperplate with 
Amanda Adams,” Barcelona, 
2014, Foto. credit: Almıla 
Yıldırım.

ƀŅĴ̹ĪŦŲŲĴŵŲŘĜƀĴ̹ŹƀƟŘĴ˦̹ĜŹ̹ŹŅŦƙş̹ ňş̹#ňŀ˫̹ ʆʈ˫̹ ,ƀ̹ƙĜŹ̹ƀŅĴ̹ ƀňŞĴ̹ƀŅĜƀ̹ ,̹ ŹƀƄİňĴİ̹
ĪŦŲŲĴŵŲŘĜƀĴ̹ŹƀƟŘĴ̹ƙňƀŅ̹�ŞĜşİĜ̹�İĜŞŹ˦̹ƙŅňĪŅ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ňş̹�ŲŲĴşİňƞ̹�˫

Fig. 14. Experimenting with the 
pointed nib, Almıla Yıldırım, 
2014, Foto. credit: Almıla 
Yıldırım.  

�Ƅŵňşŀ̹ƀŅňŹ̹ŲĴŵňŦİ˦̹ĜŲĜŵƀ̹ĿŵŦŞ̹ŲŵĜĪƀňĪňşŀ̹ƀŅĴ̹ĪŘĜŹŹňĪĜŘ̹ĿŦŵŞŹ˦̹ŹĴĜŵĪŅňşŀ̹ĿŦŵ̹
the limits of the material and form through concentration on the moves 
rather than the letters started to be one of the dominant tendencies within 
ŞƟ̹ŲŵĜĪƀňĪĴŹ˫̹ ,şŹƀĴĜİ̹ŦĿ̹ĪŦŲƟňşŀ̹ĜşƟ̹ƙŵňƀƀĴş̹ƀĴƞƀ˦̹ ŹƄŲŲŦŹĴİŘƟ̹ ƀŦ̹ĪĜƀĪŅ̹Ĝ̹
ŞƄĪŅ̹ ŞŦŵĴ̹ ĜĪĪƄŵĜƀĴ̹ ŘĴƀƀĴŵĿŦŵŞ̹ ƙŅňĪŅ̹ ŹĴĴŞŹ̹ ŘňŖĴ̹ ŲŵĴŘňŞňşĜŵƟ̹ ƙŦŵŖ˦̹
I realized that the main work itself is starting to turn practicing certain 
movements over and over again become the main work itself. With this 
ƀĴşİĴşĪƟ˦̹ ĜŀĜňş˦̹ ƀŅĴ̹ ĴƞĜŀŀĴŵĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵĿŦŵŞŹ̹ ňŹ̹ ƀŵňĴİ̹ ĜĿƀĴŵ̹ ƀŅĴ̹
ŲŵĜĪƀňĪňşŀ̹ŦĿ̹ƀŅĴ̹ĜĪƀƄĜŘ̹ŹƀƟŘĴ̹İƄŵňşŀ̹ƀŅĴ̹ĪŦƄŵŹĴ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ňş̹#ňŀ˫̹ʆʉ˫

HĴŵĴ̹ ňş̹ ƀŅňŹ̹ ĴƞĜŞŲŘĴ˦̹ ƀŅĴ̹ ĪŘĜŹŹňĪ̹ ĪŦŲŲĴŵŲŘĜƀĴ̹ ŘĴƀƀĴŵŹ̹ ĜŵĴ̹ şŦƀ̹ ĿŦŘŘŦƙĴİ˰̹
ňşŹƀĴĜİ˦̹ ŞŦŵĴ̹ŹŲŦşƀĜşĴŦƄŹ̹ŞŦƘĴŹ̹ƙňƀŅ̹ ƀŅĴ̹şňĩ˦̹ ƙňƀŅŦƄƀ̹ĪŦşĪĴşƀŵĜƀňŦş̹Ŧş̹
ŦşĴ̹ ŵŅƟƀŅŞ˦̹ ŹŦŞĴ̹ƘĜŵňŦƄŹ̹ ŵŅƟƀŅŞŹ̹Ĝşİ̹ŞŦƘĴŹ̹ ĪŵĴĜƀĴ̹Ĝ̹Ŗňşİ̹ŦĿ̹İňŹŦŵİĴŵ̐
ĜŲŲĴĜŵĜşĪĴ˦̹ ŞĜŖňşŀ̹ ňƀ̹ ŅĜŵİ̹ ƀŦ̹ ŵĴĜİ̹ Ŧŵ̹ ĴƘĴş̹ ŵĴĪŦŀşňƥĴ̹ ƀŅĴ̹ ŘĴƀƀĴŵ˫̹ ,ş̹ ƀŅňŹ̹
ŲĴŵŹŲĴĪƀňƘĴ̹ňƀ̹ƀĜŖĴŹ̹Ĝ̹ŹňŞňŘĜŵ̹ĜƀƀňƀƄİĴ̹ƀŦ̹�ŵŦƙş̝Ź̹ŲŦŘƟŵŅƟƀŅŞňĪ̹ňƀĜŘňĪ̹ŅĜşİ˦̹
ŞĴşƀňŦşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,˫̹ bŅĴ̹ ŲŦŘƟŵŅƟƀŅŞ̹ ŦǣĴŵŹ̹ ŞĜşƟ̹ ŞŦŵĴ̹ ŦŲƀňŦşŹ̹
Ĝşİ̹ ŲŦŹŹňĩňŘňƀňĴŹ̹ƙňƀŅňş̹ ƀŅĴ̹ƙŦŵŖ˦̹ ĪŦşƀŵĜŵƟ̹ ƀŦ̹ ƀŅĴ̹ ĪŦşƘĴşƀňŦşĜŘ̹ ŲŵĜĪƀňĪĴŹ̹
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grounded on one rhythm provided through the parallel following lines or 
ŹƀŵŦŖĴŹ̹ƙňƀŅ̹ ƀŅĴ̹ ŹĜŞĴ̹ ĜşŀŘĴ˫̹ ̹ �ŘŹŦ˦̹ ĩŵĴĜŖňşŀ̹ ƀŅĴ̹ ŞŦşŦƀŦşŦƄŹ̹ ŵĴŀƄŘĜŵňƀƟ̹
ĪŦŞĴŹ̹ ƙňƀŅ̹ ƀŅĴ̹ ĪŘĜŹŹňĪĜŘ̹ ĜŲŲŵŦĜĪŅ̹ ŦĿ̹ ƀŅĴ̹ ŹƀƟŘĴŹ˦̹ ňş̹ ƙŅňĪŅ̹ ƀŅĴ̹ ŵĴŀƄŘĜŵňƀƟ̹
ĪĜŵŵňĴŹ̹ ŅňŀŅ̹ ňŞŲŦŵƀĜşĪĴ˦̹ ĜŹ̹ ŞĴşƀňŦşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ ,,,˫̹ )ĴŵĴ˦̹ ĴƘĴş̹ ňĿ̹ ƀŅĴ̹
ĴƞĜŀŀĴŵĜƀĴİ̹Ĝşİ̹ŲŦŘƟŵŅƟƀŅŞňĪ̹ĜŲŲŵŦĜĪŅĴŹ̹ĜŵĴ̹ƄƀňŘňƥĴİ̹ŅĴŵĴ˦̹ ňƀ ň̹Ź̹ŹƀňŘŘ̹ŲŦŹŹňĩŘĴ̹
ƀŦ̹ ŵĴĪŦŀşňƥĴ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ˦̹ ĴƘĴş̹ ƀŦ̹ ŵĴĜİ̹ ƀŅĴ̹ ŹƀĜƀĴŞĴşƀ˫̹ )ŦƙĴƘĴŵ˦̹ ƙŵňƀňşŀ̹
ŵĴĜİĜĩŘĴ̹ƀĴƞƀ̹ƀŦ̹ĪŦşƘĴƟ̹ƀŅĴ̹ŞĴŹŹĜŀĴ̹ňŹ̹şŦƀ̹ƀŅĴ̹ŲŵňŞĜŵƟ̹ĪŦşĪĴŵş̹ĜşƟŞŦŵĴ˦̹ ĜŹ̹
in the case of contemporary calligraphers observed in Chapter VI.

These exaggerated attitudes wĴŵĴ̹ ŘĜƀĴŵ̹ ŵĴǭĴĪƀĴİ̹ ňş̹ŞƟ̹ƙŦŵŖŹ̹ƙňƀŅňş̹
ƀŅĴ̹ŹƀŵŦŖĴŹ̹Ŧŵ̹ŘňşĴŹ̹ƙňƀŅŦƄƀ̹ƀŅĴ̹ŘĴƀƀĴŵŹ˫̹)ŦƙĴƘĴŵ˦̹ňƀ̹ƙňŘŘ̹ĩĴ̹ĪŦşŹĴŵƘĴİ̹ƀŦ̹
elongate the moment of the act of writing and the gesture depending 
Ŧş̹ƀŅĴ̹ŹňƥĴ̹ŦĿ̹ƀŅĴ̹ŹƄŵĿĜĪĴ˦̹ĜŹ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ňş̹#ňŀŹ˫̹ʆʊ̹Ĝşİ̹ʆʋ˫

Fig. 15. Experimenting with 
the pointed nib on rice paper, 
Almıla Yıldırım, 2016, 
Foto. credit: Almıla Yıldırım
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Fig. 16. Detail extracted from Fig. 
15, Foto. credit: Almıla Yıldırım.  

 This practice started with the idea of the text and continued without 
concentrating on any particular readable text. The main goal was once 
ĜŀĜňş̹ ƀŦ̹ŲŵĜĪƀňĪĴ̹ ƀŅĴ̹ŞŦƘĴŹ˦̹ ĪŦŲƟňşŀ̹şŦƀ̹ ƀŅĴ̹ ƀĴƞƀ̹ ĩƄƀ̹ŞňŞňĪŖňşŀ̹ ƀŅĴ̹
moves employed to construct the letterforms. 

[Ŧ˦̹ňƀ̹ƙĜŹ̹ŞĜňşŘƟ̹ŵĴŘĜƀĴİ̹ƀŦ̹ƀŅĴ̹ŲŵĜĪƀňĪĴ̹ŦĿ̹ƀŅĴ̹ŅĜşİ̹Ĝşİ̹ňƀŹ̹İƄĪƀƄŹ̹ƀŦ̹
ŀĜňş̹ƀĴĪŅşňĪĜŘ̹ŹŖňŘŘ̹Ĝşİ̹ŞƄŹĪŘĴ̹ŞĴŞŦŵƟ˦̹ƙŅňĪŅ̹ňŹ̹ƀŅĴ̹ŹƀĜŵƀňşŀ̹ŲŦňşƀ̹ŦĿ̹
studying the traditional aspect of western calligraphy. When the focus 
ŲŦňşƀ̹ ňŹ̹ ĴĜĪŅ̹ ŞŦƘĴ̹ Ĝşİ̹ ŹƀŵŦŖĴ̹ ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵĿŦŵŞŹ˦̹ ƀŅĴ̹ ƙŵňƀƀĴş̹ ƙŦŵİ̹
or a letter becomes a constructed image because the initial concern 
is to apprehend each stroke. The overall letter becomes the second 
ĪŦşĪĴŵş̹ĜŹ̹Ĝ̹ƙŅŦŘĴ̹ňŞĜŀĴ̹ƀŅĜƀ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ĴĜĪŅ̹ŹƀŵŦŖĴ˫̹,ş̹ŦƀŅĴŵ̹ƙŦŵİŹ˦̹
ĜŹ̹Ĝş̹ ňİĴĜ˦̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŲŵĜĪƀňĪĴ̹ŹƀĜŵƀŹ̹ƙňƀŅ̹ĪŦşŹňİĴŵňşŀ̹ĴĜĪŅ̹ ŘĴƀƀĴŵ̹ĜŹ̹
an image that contains various pieces to construct it. “A word as an 
image” concept here is reached through this tendency of mine while 
ƀŅĴ̹ ƀŵĜİňƀňŦşĜŘ̹ ĜŹŲĴĪƀ̹ ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙĜŹ̹ ŲŵĜĪƀňĪĴİ˫̹ )ĴşĪĴ˦̹
ŵĜƀŅĴŵ̹ƀŅĜş̹ĿŦĪƄŹňşŀ̹Ŧş̹ƙŅĜƀ̹ňŹ̹ƙŵňƀƀĴş˦̹ƀŅĴ̹ŞĜňş̹ňŹŹƄĴ̹ĩĴĪŦŞĴŹ̹ŅŦƙ̹
ňƀ̹ňŹ̹ƙŵňƀƀĴş˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ̹ňş̹�ŅĜŲƀĴŵ̹,q̹ƀŅŵŦƄŀŅ̹ĴƞĜŞňşňşŀ̹ƀŅĴ̹
#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹

�ŘňŞňşĜƀňşŀ̹ ƀŅĴ̹ ŞĴĜşňşŀ̹ ŦĿ̹ ƀŅĴ̹ ƀĴƞƀ̹ Ĝşİ̹ ĿŦĪƄŹňşŀ̹ Ŧş̹ ƀŅĴ̹ ŞŦƘĴŹ˦̹
heralding the unreadable textural appearance that encourages the eye 
to read in a literal sense.

The tool was the pointed nib; the paper was the rice paper used 
for Chinese calligraphy. It was the time that I also studied Chinese 
calligraphy to gain insight into the concept and the appreciation of 
ňƀ˦̹ ƀŦ̹ ŘŦĪĜƀĴ̹ ƀŅĴ̹ İňǣĴŵĴşĪĴ̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ƙĴŹƀĴŵş˦̹ Ĝşİ̹ ňşƀĴŵŵŦŀĜƀĴ̹ ƀŅĴ̹
ňşǭƄĴşĪĴŹ̹ ŦĿ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪƄŘƀƄŵĴ̹ Ŧş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
western calligraphy practices as stated in Chapter IV. 

�Ź̹ŹƀĜƀĴİ̹ĴĜŵŘňĴŵ˦̹ƀŅňŹ̹ĴƞĜŞŲŘĴ̹ňŹ̹Ĝş̹ĴĜŵŘƟ̹ŲŵĜĪƀňĪĴ̹ŹƀňŘŘ̹ĿŦĪƄŹňşŀ̹Ŧş̹ƀŅĴ̹
ŞŦƘĴŹ̹ƀŦ̹İŦŞňşĜƀĴ̹ƀŅĴ̹şňĩ˦̹ĩƄƀ̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ ňİĴĜ̹ŦĿ̹ĪŵĴĜƀňşŀ̹Ĝ̹ƀĴƞƀ̐ŘňŖĴ̹
appearance without actual readable text started to take my attention 
ƙňƀŅ̹ƀŅĴ̹ňİĴĜ̹ŦĿ̹ŞĜŵŖ̐ŞĜŖňşŀ̹ĪŦŞĴŹ̹ƙňƀŅ̹ƀŅĴ̹İĴǬşňƀňŦş̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹
particularly with the term -grapheia̹ŞĴĜşňşŀ̹ƀŦ̹ƙŵňƀĴ˦̹ĜŘŹŦ̹ĪĜŵƘĴ˦̹ĪŵĜĩ̹
and crawl -as mentioned in Chapter II.

The noteworthy issue is that repeating the various moves repeatedly 
creates a stroke point at the term quality that shows the mastery of 
ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,,̹ƙŅňŘĴ̹İňŹĪƄŹŹňşŀ̹ƀŅĴ̹İĴǬşňƀňŦş̹
ŦĿ̹ ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĩƄƀ̹ŲĜŵƀňĪƄŘĜŵŘƟ̹ ňş̹�ŅĜŲƀĴŵ̹ ,q̹ƙŅňŘĴ̹ĴƞĜŞňşňşŀ̹ƀŅĴ̹
Chinese calligraphy. The quality of the line or the stroke is one of the 
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ŹňŀşňǬĪĜşƀ̹ ĿĴĜƀƄŵĴŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ƀŅĴ̹ ĪŵňƀĴŵňĜ̹ ĿŦŵ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
calligraphy. The repetition and constant practice seem to be the key to 
this mastery. 

bŅĜƀ̹ňİĴĜ̹ŦĿ̹ƀŅĴ̹ŲŵĜĪƀňĪĴ˦̹ŵĴŲĴƀňƀňŦş̹ŹƀŵŦŖĴŹ˦̹ĜŹ̹ŹĴĴş̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ƙŦŵŖŹ̹
ŦĿ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ĴƞĜŞňşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,˦̹
ŹƄĪŅ̹ ĜŹ̹ AĴƄŘŞĜş˦̹ ;ĜŞŲĜŹ˦̹ Ĝşİ̹ �ŦŖňşŹ˦̹ ƙŅňĪŅ̹ ŅĜƘĴ̹ ƀĴƞƀƄŵĜŘ̹ ƘňŹƄĜŘ̹
ĜŲŲĴĜŵĜşĪĴŹ˦̹ ŵĴǭĴĪƀ̹ ƀŅňŹ̹ ĪŦŵĴ̹ ňİĴĜ˫̹�ŘŹŦ˦̹ ňƀ̹ŅĜŹ̹ ĿŦƄşİ̹ ňƀŹ̹ƙĜƟ̹ ňşƀŦ̹ŞƟ̹
current work through long sheets of paper that reveal the constant 
ŵĴŲĴƀňƀňŦş̹ŦĿ̹ƀŅĴ̹ŞŦƘĴŹ̹ƀŦ̹ĪŵĴĜƀĴ̹Ĝ̹ĪŦşĪĴşƀŵĜƀňŦş̹ŦĿ̹Ĝ̹ƀĴƞƀƄŵĴ˦̹ĩĜŹňĪĜŘŘƟ̹
taking its references from these phenomena. 

7.2. Choosing the materials for the personal practices

It should be stated that preparation for the work technically and 
choosing the suitable material are essential forms and practices in 
order to support the perspective as mentioned earlier of contemporary 
ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƙŅňĪŅ̹ ŵĴŴƄňŵĴŹ̹ ƘĜŵňŦƄŹ̹ ŲŵĜĪƀňĪĴŹ˦̹ Ĝşİ̹ ĴƞŲĴŵňĴşĪĴŹ̹ ĿŦŵ̹ Ĝ̹
ĩĴƀƀĴŵ̹ƄşİĴŵŹƀĜşİňşŀ̹ŦĿ̹ƀŅĴ̹ŞĜƀĴŵňĜŘ˦̹ ňƀŹ̝̹ŲŦƀĴşƀňĜŘ̹Ĝşİ̹ŅŦƙ̹ňƀ̹ŵĴĜĪƀŹ̹ƀŦ̹
my certain moves and hand gestures. The chosen tools and materials will 
be mentioned in detail while examining the works in the following part.

I am actually in quest of a way to transform and transfer the accumulated 
technical and practical knowledge gained during the research period as 
Ĝ̹ƘňƘňİ̹ĴƞŲĴŵňĴşĪĴ̹ŦĿ̹ ƀŅĴ̹ĜĪƀ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŹĴĴňşŀ˦̹ĴƘŦŖňşŀ̹ŅĴňŀŅƀĴşĴİ̹
awareness of this discipline with individual perception.

It is undeniable that calligraphy is required theoretical and practical 
knowledge because it has in its nature as an accumulated skill to be 
ňşƀĴŵşĜŘňƥĴİ̹ ĴƘĴş̹ ĿŦŵ̹ ĜĩŹƀŵĜĪƀ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹
said that this early period of the research provided ample support 
during my own interrogation in the realm of western calligraphy while 
ĪŦşŹňİĴŵňşŀ̹ ĜŘŘ̹ ƀŅĴ̹ ĜĪĪƄŞƄŘĜƀĴİ̹ İĜƀĜ˦̹ ŦĩŹĴŵƘĜƀňŦş˦̹ Ĝşİ̹ ĴƞĜŞňşĜƀňŦş̹
of various contemporary calligraphers through their practices and 
concept that is tried to be located through various inspirations such as 
ŲŵňŞĜŵňŘƟ̹ ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹Ĝşİ̹ ƀŅĴ̹AňİİŘĴ̹�ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪƄŘƀƄŵĴ̹
and western abstract painters.

)ĴŵĴ˦̹ ,̹ ŦĿƀĴş̹ ĴŞŲŘŦƟ̹ ƀŅŵĴĴ̹ ŞĜňş̹ ƀŦŦŘŹ˥̹ ƀŅĴ̹ ĩŵŦĜİ̐ĴİŀĴİ̹ ĩŵƄŹŅ˦̹ ƀŅĴ̹
ŵƄŘňşŀ̹ŲĴş˦̹Ĝşİ̹ƀŅĴ̹�ŅňşĴŹĴ̹ĩŵƄŹŅ̹ĿŦŵ̹ŞƟ̹ĪƄŵŵĴşƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ˦̹
which will be mentioned in the following pages. How I decided on these 
ŞĜƀĴŵňĜŘŹ̹Ĝşİ̹ŅŦƙ̹,̹ĴƞŲĴŵňĴşĪĴİ̹ƀŅĴŞ̹ǬŵŹƀ̹ƙňŘŘ̹ĩĴ̹ŞĴşƀňŦşĴİ̹ŅĴŵĴ̹ƙňƀŅ̹
ƀŅĴ̹ ǬŵŹƀ̹ ňşƀĴŵĜĪƀňŦş̹ ƀŅĜƀ̹ ŅĜŲŲĴşĴİ̹ İƄŵňşŀ̹ ƀŅĴ̹ ŲĴŵňŦİ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ĪŦƄŵŹĴŹ̹Ĝşİ̹ƙŦŵŖŹŅŦŲŹ̹ƀŅĜƀ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ňş̹�ŲŲĴşİňƞ̹�˫

WŦŞĜş̹�ĜŲňƀĜŘŹ̹ňŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ǬŵŹƀ̹ŹƀƟŘĴŹ̹ƀŅĜƀ̹,̹ŲŵĜĪƀňĪĴİ̹ňş̹ƀŅňŹ̹ĪŦƄŵŹĴ̹
period. The reason to mention it here is the material used to create the 
style and the way it is manipulated rather than the style itself. 

bŅĴ̹ĪŅŦňĪĴ̹ŦĿ̹ŞĜƀĴŵňĜŘ̹ŀĜňşŹ̹ňŞŲŦŵƀĜşĪĴ̹ƀŦ̹ĜĪŅňĴƘĴ̹ƀŅĴ̹İĴŹňŵĴİ̹ĴǣĴĪƀ̹ňş̹
ƀŅĴ̹ƀĴƞƀ̹ňŞĜŀĴ̹ŦĩƀĜňşĴİ̹ňş̹ƀŅňŹ̹ŹĴşŹĴ˫̹[ĴĜŵĪŅĴŹ̹ƙňƀŅ̹İňǣĴŵĴşƀ̹ŞĜƀĴŵňĜŘŹ̹
come because of this need. Examples are examined through the works 
of Meulman’s or Lampas’s creations as broom-like brushes that they 
ƀŅňşŖ̹ ĪŦƄŘİ̹Ǭƀ̹ ňşƀŦ̹ ƀŅĴňŵ̹ŲŵŦœĴĪƀŹ̹Ŧŵ̹ ƀŅĴ̹ŞĜƀĴŵňĜŘŹ̹ƄŹĴİ̹ĩƟ̹;ĜĪŅ˦̹ƙŅŦ̹
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ƙŦŵŖŹ̹ Ŧş̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŲĜƀƀĴŵşŹ˦̹ Ĝşİ̹ ƀŅĴ̹ şĜƀƄŵĜŘ̹ ƀĴƞƀƄŵĴŹ̹ ƀŅĜƀ̹ ŹŅĴ̹
imitates with these selected and experienced materials.

�Ź̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,,,˦̹WŦŞĜş̹�ĜŲňƀĜŘŹ̹ňŹ̹ǬŵŹƀ̹ƙŵňƀƀĴş̹ĩƟ̹ĩŵƄŹŅ˦̹
then carved on the stone by following the letters written with a brush 
Ŧş̹ ƀŅĴ̹ ŹƀŦşĴ˫̹ ,ƀ̹ ňŹ̹ ƙŦŵƀŅ̹ ŞĴşƀňŦşňşŀ̹ ĩĴĪĜƄŹĴ˦̹ ƀŦ̹ ŘĴĜŵş̹ ƀŦ̹ ĪŦŲƟ̹ ƀŅĴ̹
WŦŞĜş̹ �ĜŲňƀĜŘ̹ ŘĴƀƀĴŵŹ˦̹ ňƀ̹ ňŹ̹ şĴĪĴŹŹĜŵƟ̹ ƀŦ̹ ŲŵĜĪƀňĪĴ̹ ƀŅĴ̹ ĩŵƄŹŅ̝Ź̹ ĪĴŵƀĜňş̹
ŞŦƘĴŹ˦̹ƙŅňĪŅ̹ŅĜƘĴ̹İňǣĴŵĴşƀ̹ŞĜşňŲƄŘĜƀňŦş̹ƀĴĪŅşňŴƄĴŹ̹ĩĜŹĴİ̹Ŧş̹ƀƙňŹƀňşŀ̹
ƀŅĴ̹ĩŵƄŹŅ˫̹ ,ƀ̹ ňŹ̹ ƀŅĴ̹ ƀĴĪŅşňĪĜŘ̹ŲĜŵƀ̹ ƀŅĜƀ̹İňǣĴŵĴşƀňĜƀĴŹ̹ ňƀŹĴŘĿ̹ ĿŵŦŞ̹ƄŹňşŀ̹
the nib. Almost non of the other ancient styles have required this type 
of manipulation technique that is utilized to write the Roman Capitals. 
,ƀ̹ĜŞĜƥĴİ̹ŞĴ˰̹ŅĴşĪĴ̹,̹ĜŘŹŦ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĿŦĪƄŹ̹Ŧş̹ƀŅĴ̹ŞŦƘĴŹ̹ŦĿ̹ƀŅĴ̹ĩŵƄŹŅ˦̹
ĜŹ̹ŞĴşƀňŦşĴİ̹ƀŅŵŦƄŀŅ̹�ĜƀňĪŅ̝Ź̹ĩĜŹňĪ̹ĩŵƄŹŅ̹ŹƀŵŦŖĴŹ̹ňş̹�ŅĜŲƀĴŵ̹,,,˦̹ƙŅňĪŅ̹
later became one of the main features that I mainly employ for my 
calligraphy works that will be mentioned in the following pages.

I started to employ a broad-edge brush to practice the Roman Capitals 
ĜŹ̹ŹŅŦƙş̹ňş̹ǬŀƄŵĴŹ̹ʆʌ̹Ĝşİ̹ʆʍ˫̹#ňŀ˫̹

#ňŀ˫̹ ʆʌ̹ ƙĜŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ǬŵŹƀ̹ ŲňĴĪĴŹ̹ ŲŵĜĪƀňĪĴİ̹ ƙňƀŅ̹ œƄŹƀ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ̹ ƀŦ̹
understand the material’s manipulation and the letters’ morphology. 
�ŲĜŵƀ̹ ĿŵŦŞ̹ƀŅĴ̹İňǣĴŵĴşƀ̹ŞĜşňŲƄŘĜƀňŦş̹ ƀĴĪŅşňŴƄĴŹ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ĩŵƄŹŅ˦̹
WŦŞĜş̹�ĜŲňƀĜŘ̹ŞƄŹƀ̹ĩĴ̹ƙŵňƀƀĴş̹Ŧş̹ƀŅĴ̹ƙĜŘŘ˦̹Ŧŵ̹ňĿ̹ňƀ̹ňŹ̹Ŧş̹ƀŅĴ̹ƀĜĩŘĴ˦̹ŦşĴ̹
must stand up to provide constant distance to achieve these turns of 
the brush tip with the wrist and arm. 

Fig. 17. Practicing the Roman 
Capitals, Almıla Yıldırım, studied 
in the workshop “Maýusculas. 
Letras Capitales with Keith 
Adams,“ Visions Ilustración y 
Caligrafia, Barcelona, 2014, 
Foto. credit: Almıla Yıldırım.  
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Fig. 18. Practicing the Roman 
Capitals, Almıla Yıldırım, 2015, 
Barcelona, Foto. credit: Almıla 
Yıldırım.  

bŅĴŹĴ̹ ĿĴĜƀƄŵĴŹ̹ ĜŵĴ̹ ĜŘŹŦ̹İňǣĴŵĴşƀ̹ ĿŵŦŞ̹ŦƀŅĴŵ̹ ĜşĪňĴşƀ̹ƙŵňƀňşŀ̹ ŹƀƟŘĴŹ̹ ŦĿ̹
ƙĴŹƀĴŵş˦̹ ŹƄĪŅ̹ ĜŹ̹ ƀŅĴ̹ ĴĜŵŘňĴŵ̹ŞĴşƀňŦşĴİ̹$ŦƀŅňĪ̹ŅĜşİ̹ŲŵĜĪƀňĪĴİ̹ĩƟ̹ ƀŅĴ̹
şňĩ˫̹rŅňŘĴ̹#ňŀ˫̹ʆʌ̹ƙĜŹ̹ŲŵĜĪƀňĪĴİ̹Ŧş̹ƀŅĴ̹ƀĜĩŘĴ˦̹œƄŹƀ̹ĿŦĪƄŹňşŀ̹Ŧş̹İňǣĴŵĴşƀ̹
ŘĴƀƀĴŵŹ̹ƙňƀŅ̹ĪŦŞŲŘĴƀĴ̹ĿŦĪƄŹ̹Ŧş̹ƀŅĴ̹ĿŦŵŞŹ˦̹#ňŀ˫̹ʆʍ̹ƙĜŹ̹ŲŵĜĪƀňĪĴİ̹Ŧş̹ƀŅĴ̹
ƙĜŘŘ̹ƙňƀŅ̹İňǣĴŵĴşƀ̹ŹňƥĴŹ̹ŦĿ̹ƀŅĴ̹ĩŵŦĜİ̹ĴİŀĴ̹ĩŵƄŹŅ˫̹HşĪĴ̹ĜŀĜňş˦̹ƀŅĴ̹ŞĜňş̹
goal was to understand the moves to perform the exact stroke shape 
with the guidance of various letterforms.

,ş̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĜƀƀňƀƄİĴ˦̹ Ĝ̹ ĩŵŦĜİ̹ ĴİŀĴ̹ ĩŵƄsh is commonly 
ĴŞŲŘŦƟĴİ˦̹ ŹƄĪŅ̹ ĜŹ̹ ňş̹ ƀŅĴ̹ ĪĜŹĴ̹ ŦĿ̹ AĴƄŘŞĜş̹ Ĝşİ̹ ŅňŹ̹ ĿŵĜŖƀƄŵ̹
ňşƀĴŵŲŵĴƀĜƀňŦş˫̹�ŵŦĜİ̹ĴİŀĴ̹ĩŵƄŹŅ̹ĩĜŹňĪĜŘŘƟ̹ŞňŞňĪŹ̹ƀŅĴ̹ĩŵŦĜİ̹ĴİŀĴ̹şňĩ˫̹
,ƀ̹ŲŵŦƘňİĴŹ̹ĪŦşŹňİĴŵĜĩŘĴ̹ǭĴƞňĩňŘňƀƟ̹ ƀŦ̹ ƀŅĴ̹ŞŦƘĴŹ̹ŦĿ̹ ƀŅĴ̹ŅĜşİ˦̹ ƀŅĴ̹ĜŵŞ˦̹
Ŧŵ̹ƀŅĴ̹ĩŦİƟ˦̹ƙŅňĪŅ̹ŲŵŦƘňİĴŹ̹Ĝ̹ƙňİĴ̹ƘĜŵňĴƀƟ̹ŦĿ̹ǭƄňİňƀƟ̹ŦĿ̹ƀŅĴ̹ŹƀŵŦŖĴŹ̹ƀŅĜƀ̹
underlines the movement. 

[ƀĴƘĴşŹ̹˾ʇʅʆʈ˿̹ŹƀĜƀĴŹ˦̹ ̚˧ ĿŦŵ̹ŹƀŵƄĪƀƄŵĴ̹,̹ĪŅŦŦŹĴ̹ƀŅĴ̹ŲĴş˰̹ĿŦŵ̹ĿŵĴĴĿŦŵŞ˦̹ƀŅĴ̹
ĩŵƄŹŅ̛̹˾ʇʅʆʈ˥̹ʊʎ˿˫̹)ĴŵĴ̹ňŹ̹ƙŅĜƀ̹[ƀĴƘĴşŹ̹ŞĴĜşŹ̹ĩƟ̹ĿŵĴĴİŦŞ˦̹,̹ƄŹĴ̹ƀŅĴ̹ƀĴŵŞ̹
ŵƄşşňşŀ˦̹ǭƄňİ̹ŞŦƘĴŹ˫̹�ĴĪĜƄŹĴ̹ĩŵƄŹŅ̹ŀňƘĴŹ̹ŞŦŵĴ̹ŵŦŦŞ̹ƀŦ̹ĪŵĴĜƀĴ̹Ĝ̹ƙňİĴ̹
ŵĜşŀĴ̹ŦĿ̹ŞŦƘĴŹ̹ĿŦŵ̹ƀŅĴ̹ŅĜşİ̹Ĝşİ̹ŘňƀĴŵĜŘŘƟ̹ĿŦŘŘŦƙŹ̹ƀŅĴ̹ŞŦƘĴŹ̹ŦĿ̹ƀŅĴ̹ŅĜşİ˦̹
ƀŅĴ̹ƙŵňŹƀ˦̹ Ŧŵ̹ ĩŦİƟ˦̹ƙŅňĪŅ̹ ŹĴĴŞŹ̹ ňƀ̹ ŀňƘĴŹ̹ ĿŵĴĴİŦŞ̹ ňş̹ ƀŅĜƀ̹ ŹĴşŹĴ˫̹bŅĴŹĴ̹
features were not the concern of the convention until the rising need 
ĿŦŵ̹ƙŵňƀƀĴş̹ƀĴƞƀ˰̹ŅĴşĪĴ̹ƀŅĴ̹ŹĪŵňĩĴ̹ŅĜİ̹ƀŦ̹ǬşňŹŅ̹ĪŦŲƟňşŀ̹ňş̹Ĝ̹ŹŅŦŵƀ̹ƀňŞĴ˫̹
)ŦƙĴƘĴŵ˦̹ƙňƀŅňş̹ƀŅĴ̹ŹƀŵƄĪƀƄŵĴ̹ŦĿ̹ƀŅĴ̹ĜşĪňĴşƀ̹ŘĴƀƀĴŵĿŦŵŞ˦̹ƀŅĴ̹ǭƄňİňƀƟ̹Ĝşİ̹
ǭĴƞňĩňŘňƀƟ̹ƀŅĜƀ̹ƀŅĴ̹ĩŵƄŹŅ̹ŦǣĴŵŹ̹ƙĴŵĴ̹şŦƀ̹Ĝş̹ňŹŹƄĴ̹ƀŅĜƀ̹ƙĜŹ̹ĪŦşŹňİĴŵĴİ˫

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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bŅĜƀ̹ǭĴƞňĩŘĴ̹ĩŵƄŹŅ̹ŹƀŵƄĪƀƄŵĴ̹ĪĜƄŹĴŹ̹ ƀŅĴ̹ŀŦƀŅňĪ̹ ŹƀƟŘĴ̝Ź̹ŀĴşĴŵĜŘ̹ĩŵŦŖĴş̹
ŹƀŵƄĪƀƄŵĴ̹ ƀŦ̹ ŹŅňĿƀ̹ ƀŦ̹ Ĝ̹ ŞŦŵĴ̹ ǭĴƞňĩŘĴ̹ ĜŲŲĴĜŵĜşĪĴ˫̹ rŅĴş̹ ƀŅĴ̹ ŹƀŵŦŖĴŹ̹
ĜŵĴ̹ ĪŵĴĜƀĴİ̹ ƙňƀŅŦƄƀ̹ ŵĜňŹňşŀ̹ Ĝ̹ ŅĜşİ˦̹ ňƀ̹ ŵĴŞňşİŹ̹ Ĝş̹ ňƀĜŘňĪ̹ ŅĜşİ̹ ňş̹ Ĝ̹
vertical style. The diamond form used in the compositions becomes a 
ŵĴĿĴŵĴşĪĴ̹ƀŦ̹ƀŅĴ̹$ŦƀŅňĪ̹ŹƀƟŘĴ˫̹)ĴşĪĴ˦̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ĩŵƄŹŅ̹ĜŘŹŦ̹
ŵĴŴƄňŵĴŹ̹ŞŦŵĴ̹ĜİƘĜşĪĴİ̹ŖşŦƙŘĴİŀĴ˦̹ƙŅňĪŅ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
ĜŲŲŵĴĪňĜƀĴ̹ĜŹ̹Ĝ̹ĪŅĜŘŘĴşŀĴ˫̹bŅĴ̹ǭĴƞňĩňŘňƀƟ̹ŦĿ̹ƀŅĴ̹ŅĜňŵ̹ŦĿ̹ƀŅĴ̹ĩŵƄŹŅ˦̹ƙŅňĪŅ̹
ŀňƘĴŹ̹ŵŦŦŞ̹ĿŦŵ̹ ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ ƀŦ̹ĴƞŲĴŵňŞĴşƀ̹ƙňƀŅ̹ŀĴŹƀƄŵĴŹ̹İňǣĴŵĴşƀ̹
ĿŵŦŞ̹ ƀŅĴ̹ şňĩ˦̹ ĜŘŹŦ̹ ƀĜŖĴŹ̹ ŞƟ̹ ĜƀƀĴşƀňŦş˫̹ )ĴşĪĴ˦̹ ƀŅňŹ̹ ĜŘŘƄŵňşŀ̹ ňŹŹƄĴ̹ ňŹ̹
ŵĴǭĴĪƀĴİ̹ ňş̹ŞƟ̹ ŘĜƀĴŵ̹ƙŦŵŖ˦̹ ňş̹ƙŅňĪŅ̹ ,̹ŞŦŹƀŘƟ̹ ĴŞŲŘŦƟ̹ ƀŅĴ̹ ĩŵŦĜİ̹ ĴİŀĴ̹
brush and create concentrated gesture textures in the search for visual 
possibilities through the calligraphic moves of the hand.

�ňǣĴŵĴşƀ̹ĩŵƄŹŅ̹ƙňİƀŅŹ̹ĜŘŘŦƙ̹ƀŅĴ̹ĩŵƄŹŅ̹ƀŦ̹ĪŵĴĜƀĴ̹İňƘĴŵŹňƀƟ̹Ĝşİ̹ŅňĴŵĜŵĪŅƟ̹
ĩĴƀƙĴĴş̹ƀŅĴ̹ŹƀŵŦŖĴŹ˦̹ĜŹ̹ŹŅŦƙş̹ňş̹#ňŀ˫̹ʆʎ˫̹,ƀ̹ŅĴŘŲŹ̹ĜĪŅňĴƘĴ̹Ĝ̹ƘňŹƄĜŘŘƟ̹İňƘĴŵŹĴ̹
ĪŦŞŲŦŹňƀňŦş̹ĩƟ̹ĩŵĴĜŖňşŀ̹ƀŅĴ̹ƄşňĿŦŵŞňƀƟ̹ĪŵĴĜƀĴİ̹ƙňƀŅ̹Ĝ̹ǬƞĴİ̹ƙňİƀŅ˫̹

Fig. 19. Experiencing the 
strokes with broad edge 
brushes, Almıla Yıldırım, 2017, 
Foto. credit: Almıla Yıldırım.

VII. PERSONAL CALLIGRAPHY PRACTICES



ʊʋʍ

#ƄŵƀŅĴŵŞŦŵĴ˦̹ ƀŅĴ̹ƘĜŵňŦƄŹ̹ƙňİƀŅŹ̹ŀňƘĴ̹İňŞĴşŹňŦş̹Ĝşİ̹ŞŦƘĴŞĴşƀ̹ĜŹ̹ƀŅĴ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ ňşƘŦŘƘĴŹ̹ ƀŅĴŞŹĴŘƘĴŹ̹ ňş̹ ƀŅĴ̹ ĜĪƀ̹ ŦĿ̹ ƙŵňƀňşŀ˦̹
which started to be assessed as the performance and reveal the period 
ƀŅĴƟ̹ŲŵĜĪƀňĪĴ˫̹�ŘŹŦ˦̹ňƀ̹ƄşİĴŵŘňşĴŹ̹ƀŅĴ̹ĜŹŹƄŞŲƀňŦş̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹Ĝ̹ŘňƘňşŀ̹
ĴşƀňƀƟ˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵŹ̹,,̹Ĝşİ̹q,˫̹bŅĜƀ̹ŞĴĜşŹ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ňş̹
constant transformation within the conceptual and visual approaches 
that are blended with the interpretation of the calligrapher. 

This idea of calligraphy being alive seems to be stressed through the 
ƘňŹƄĜŘ̹İňƘĴŵŹňƀƟ̹Ĝşİ̹ŞŦƘĴŞĴşƀ̹ĴǣĴĪƀ̹ƀŅĜƀ̹ĪĜş̹ĩĴ̹ĜĪŅňĴƘĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹
diversity of the strokes and within the strokes technically in that sense. 
)ĴşĪĴ˦̹İĴĜŘňşŀ̹ƙňƀŅ̹ƀŅĴ̹ŅňĴŵĜŵĪŅƟ̹ňŹ̹ŲŵĴĿĴŵŵĴİ̹ƀŦ̹ŵĴƘĴĜŘ̹ƀŅňŹ̹ĩĜĪŖŀŵŦƄşİ̹
through the composition of the calligrapher. With the broad-edged 
ĩŵƄŹŅ˦̹ ƀŅĴ̹ ĪƄƀ̹ ŅĜňŵ̹ ŲŵŦƘňİĴŹ̹ ƀŦ̹ ĪŦşŹƀŵƄĪƀ̹ ƀŅĴ̹ ŹƀŵŦŖĴŹ̹ ĪŵĴĜƀĴİ̹ ĩƟ̹ ƀŅĴ̹
ŞĴƀĜŘ̹ şňĩ˦̹ ĩƄƀ̹ ƀŅĴ̹ ǭĴƞňĩňŘňƀƟ̹ ŦĿ̹ ƀŅĴ̹ ŅĜňŵ̹ ŀňƘĴŹ̹ Ĝ̹ ŲŘĜĪĴ̹ ƀŦ̹ ĴşŅĜşĪĴ̹ ƀŅĴ̹
ƙňİƀŅ̹Ĝşİ̹ĪŅĜşĪĴ̹ƀŦ̹ĪŵĴĜƀĴ̹Ĝ̹ĿŦŘŘŦƙ̹ƀŅĴ̹ŅĜňŵ˦̹ƙŅňĪŅ̹ĜŲŲĴĜŵŹ̹ĜŹ̹Ĝ̹ƀĴƞƀƄŵĴ̹
within the stroke. This type of practice requires the involvement of the 
ƙŅŦŘĴ̹ĩŦİƟ̹Ĝşİ̹ƀŅĴ̹ĪĜŲĜĪňƀƟ̹ƀŦ̹İŦŞňşĜƀĴ̹Ĝ̹ƙŅŦŘĴ̹ĪŦŞŲŦŹňƀňŦş˦̹ƙŅňĪŅ̹
can be acquired with practice in time.

�ŲĜŵƀ̹ĿŵŦŞ̹ƀŅĴ̹ĩŵƄŹŅ˦̹ƀŅĴ̹ŦƀŅĴŵ̹ƀŦŦŘ̹ƀŅĜƀ̹,̹ŞŦŹƀŘƟ̹ĴŞŲŘŦƟ̹ňŹ̹ƀŅĴ̹ŵƄŘňşŀ̹
ŲĴş̹ ˾#ňŀ˫̹ ʇʅ˿˦̹ƙŅňĪŅ̹ ňŹ̹ŞĴşƀňŦşĴİ̹ ňş̹�ŅĜŲƀĴŵ̹q,˰̹ƙŅňŘĴ̹ ĴƞĜŞňşňşŀ̹ ƀŅĴ̹
ƙŦŵŖŹ̹ŦĿ̹;ĜĪŅ˦̹ƙŅŦ̹ŲŵĴĿĴŵŵĴİ̹ƀŦ̹ĴƞŲĴŵňŞĴşƀ̹ƙňƀŅ̹ƄşĪŦŞŞŦş̹ŞĜƀĴŵňĜŘŹ̹
ŹƄĪŅ̹ĜŹ̹ŖşňĿĴ˦̹ĿŦŵŖ˦̹ĪŦŞĩ˦̹Ŧŵ̹ŲňŲĴƀƀĴ˦̹ĜŘŹŦ̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹

Fig. 20. Learning the basic 
strokes with ruling pen, 
Almıla Yıldırım, practiced in 
the workshop “Cal·ligrafia 
Expressiva with Rodolfo 
Fernández Álvarez,” Col·legi 
Oficial de Disseny Gràfic de 
Catalunya, Barcelona, 2016, 
Foto. credit: Almıla Yıldırım.  
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;ĜĪŅ̹˾ʇʅʆʎ˿̹ŹƀĜƀĴŹ̹ƀŅĜƀ̹ƀŅĴ̹ruling pen is a material originally designed 
ĿŦŵ̹ ƀĴĪŅşňĪĜŘ̹ İŵĜƙňşŀ˫̹ )ŦƙĴƘĴŵ˦̹ ňƀ̹ ŀňƘĴŹ̹ŞĴ̹ Ĝ̹ ĪŅĜşĪĴ̹ ƀŦ̹ ĴƞŲĴŵňŞĴşƀ̹
ƙňƀŅ̹ŞŦŵĴ̹ŀĴŹƀƄŵĜŘ̹ ĿŦŵŞŹ̹ Ĝşİ̹ ŹƀŵƄĪƀƄŵĴŹ˦̹ƙŅňĪŅ̹ ĜŵĴ̹ ƀŅĴ̹ ƀŅĴŞĴŹ̹ ƀŅĜƀ̹
I also studied in the course ��'ſ'$"-�Ɓ�� �3+- ..$1�̹ WŦİŦŘĿŦ̹ #ĴŵşĝşİĴƥ̹
�ŘƘĜŵĴƥ̹ňş̹ʇʅʆʋ˦̹ŞĴşƀňŦşĴİ̹ňş̹�ŲŲĴşİňƞ̹�˫

�Ź̹ ňŘŘƄŹƀŵĜƀĴİ̹ňş̹#ňŀ˫̹ʇʅ˦̹ŹƀĜŵƀňşŀ̹ƙňƀŅ̹ƀŅĴ̹ĩĜŹňĪ̹ŹƀŵŦŖĴŹ̹ ňŹ̹ŵĴŴƄňŵĴİ̹ƀŦ̹
apprehend the potential of the ruling pen. A wide variety of thin and 
thick strokes can be achieved depending on the material’s angle and 
ŅŦŘİňşŀ̹ŲŦŹňƀňŦş˫̹bŅĴ̹ŵƄŘňşŀ̹ŲĴş̹ŵĴĜĪƀŹ̹ƀŦ̹ƀŅĴ̹ŞŦƘĴŹ̹ŦĿ̹ƀŅĴ̹ŅĜşİ˦̹Ĝşİ̹
inclinations are features that are required constant practice. The pen 
ŀĴşĴŵĜŘŘƟ̹ŞŦƘĴŹ̹ ĿŵŦŞ̹ ƀŦŲ̹ ƀŦ̹ĩŦƀƀŦŞ˰̹ŅĴşĪĴ˦̹ ŲƄŘŘňşŀ̹ ĿŵŦŞ̹ ƀŅĴ̹ĩŦƀƀŦŞ̹
to the top creates a reverse movement. The metal nib of the ruling pen 
ŹŅŦƙŹ̹Ĝ̹İňǣĴŵĴşƀ̹ŵĴŹňŹƀĜşĪĴ̹ĿŵŦŞ̹ƀŅĴ̹ŹƄŵĿĜĪĴ̹ƙŅňŘĴ̹İŵĜƙňşŀ̹ƀŅĴ̹ŘňşĴ̹Ŧŵ̹
stroke that causes scattering of the ink in its reservoir uncontrollably. 
This material feature has caused me to use the ruling pen for my recent 
ƙŦŵŖŹ̹ŞŦŹƀŘƟ˦̹ƙŅňĪŅ̹ƙňŘŘ̹ĩĴ̹ĴşĪŦƄşƀĴŵĴİ̹ňş̹ƀŅĴ̹ĿŦŘŘŦƙňşŀ̹ŲĜŀĴŹ˫̹

�ŲĜŵƀ̹ ĿŵŦŞ̹ƀŅĴ̹ĪŦşƀŵŦŘŘňşŀ̹Ĝşİ̹İŦŞňşĜƀňşŀ̹ƀŅĴ̹ŵƄŘňşŀ̹ŲĴş˦̹Ĝşİ̹ĩĴňşŀ̹
ĜƙĜŵĴ̹ ŦĿ̹ ňƀŹ̝̹ ŲŦƀĴşƀňĜŘ̹ ƘňŹƄĜŘ̹ ĪĜŲĜĩňŘňƀňĴŹ˦̹ ƀŅĴ̹ ĪŦşƀŵĜ̹ ŞŦƘĴŹ̹ Ĝşİ̹ ƀŅĴ̹
scatters are not welcomed in the realm of traditional calligraphy since 
the aim is to copy the text as clearly as possible without making any 
Ŗňşİ̹ŦĿ̹ŞňŹƀĜŖĴŹ˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,,,˫̹

,Ŀ̹ ƀŅĴ̹ ŹĪŵňĩĴŹ̹ ŞĜİĴ̹ ŞňŹƀĜŖĴŹ˦̹ ĿŦŵ̹ ĴƞĜŞŲŘĴ˦̹ ŵĴŲĴĜƀňşŀ̹ Ŧŵ̹ ŹŖňŲŲňşŀ̹
ƀŅĴ̹ ŘĴƀƀĴŵ˦̹ƙŦŵİŹ˦̹ ŹŖňŲŲňşŀ˦̹Ŧŵ̹Ĝ̹ ŘňşĴ˦̹ ƀŅĴƟ̹ƙĴŵĴ̹ŹƄŲŲŦŹĴİ̹ ƀŦ̹ƙŵňƀĴ̹ ƀŅĴ̹
ƙŅŦŘĴ̹ŲĜŀĴ˦̹Ŧŵ̹ňĿ̹ƀŅĴ̹ƘĴŘŘƄŞ̹ƙĜŹ̹ƄŹĴİ˦̹ƀŅĴŵĴ̹ƙĜŹ̹Ĝ̹ĪŅĜşĪĴ̹ƀŦ̹ŹĪŵĜĩ̹ƀŅĴ̹
ŘĜƟĴŵ̹Ĝşİ̹ŵĴƙŵňƀĴ̹ĜŀĜňş˫̹ ,ƀ̹ƙĜŹ̹ĜŘŘ̹ĜĩŦƄƀ̹ ĿƄşĪƀňŦşĜŘ̹ ŵĴĜŹŦşŹ˫̹)ŦƙĴƘĴŵ˦̹
ĜŹ̹ ĴƞĜŞňşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,˦̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞŦŹƀ̹İĴŹňŵĜĩŘĴ̹ĿĴĜƀƄŵĴŹ̹ƙĜŹ̹ŦĩŹĴŵƘĴİ̹ĩĴƟŦşİ̹
ĪŅĴŵňŹŅňşŀ̹ ƀŅĴ̹ ŞňŹƀĜŖĴŹ˦̹ Ĝİİňşŀ̹ ƀŅĴŞ̹ ĜŹ̹ ŲĜŵƀ̹ ŦĿ̹ ƀŅĴ̹ ĪŦŞŲŦŹňƀňŦş˦̹
ňşĪŘƄİňşŀ̹ŹƀĜňşŹ˦̹ŹŲŘĜŹŅĴŹ˦̹ŹĪŵĜƀĪŅĴŹ˦̹Ŧŵ̹ƀŵĜĪĴŹ˫̹�ŘŘ̹ĩĴĪŦŞĴ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹
ŲĜŵƀ̹ŦĿ̹ ƀŅĴ̹ƙŦŵŖ˫̹ ,ş̹ĜİİňƀňŦş̹ ƀŦ̹Ĝİİňşŀ̹ĴŞŦƀňŦş̹ ƀŦ̹ƙŦŵŖ̹İŦşĴ˦̹ ňƀ̹ ĜŘŹŦ̹
ĴŞŦƀňŦşĜŘŘƟ̹ňŞŲĜĪƀŹ̹ƀŅĴ̹ĴƟĴ̹ƀŅĜƀ̹ŹĴĴŹ̹ňƀ˫̹bŅňŹ̹ĿĴĜƀƄŵĴ˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹ňş̹
�ŅĜŲƀĴŵ̹,q̹ƙŅňŘĴ̹ĴƞĜŞňşňşŀ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ňş̹�ŅĜŲƀĴŵ̹q,̹
ƀŅŵŦƄŀŅ̹ ŦĩŹĴŵƘĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ ŵĴǭĴĪƀŹ̹ ƀŅĴ̹
ŞňşİŹĴƀ̹ŦĿ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫

AŦŵĴŦƘĴŵ˦̹ ňƀ̹ŵĴŹĴŞĩŘĴŹ̹ƀŅĴ̹ƀƙĴşƀňĴƀŅ̐ĪĴşƀƄŵƟ̹ŲŦŹƀŞŦİĴŵş̹ĜƀƀňƀƄİĴ˦̹ ňş̹
which the artists emphasized the importance of embodying emotions 
ňş̹ƀŅĴňŵ̹ƙŦŵŖŹ˫̹�Ź̹ŞĴşƀňŦşĴİ̹ ňş̹ŲĜŵƀŹ̹̚ʋ˫ʈ˫̹bŅĴ̹ŲŦŹƀŞŦİĴŵş̹ĪŦşİňƀňŦş̹
ŵĴŘĜƀĴİ̹ƀŦ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̛̹Ĝşİ̹̚ʋ˫ʆʇ˫̹�ŅĜŵĜĪƀĴŵňŹƀňĪŹ̹
ŦĿ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̛ ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
emphasize the concept of chaos as in the case of Meulman. 

Considering the theme of everything technically being perfect in the 
İňŀňƀĜŘ̹ ĴŵĜ˦̹ ĜŹ̹ TĴŘƀĜ̹ ˾ʇʅʅʉ˿̹ ŞĴşƀňŦşŹ˦̹ ĜĪĪňİĴşƀŹ̹ Ĝşİ̹ ĴŵŵŦŵŹ˦̹ ňş̹ ƀŅňŹ̹
ŹĴşŹĴ˦̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ĩĴ̹ƘĜŘƄĴİ̹ ňş̹ Ĝ̹ƙĜƟ̹ƙňƀŅ̹ ƀŅĴ̹ ňİĴĜ̹ŦĿ̹ŅƄŞĜşňƥňşŀ̹ ƀŅĴ̹
work. It riches the term to the artist/calligrapher’s hand related to 
ŹĴŘĿ̐ĴƞŲŵĴŹŹňŦş̹Ĝşİ̹ ƀŅĴ̹ ňŞŲŦŵƀĜşĪĴ̹ŦĿ̹ ĴŞŦƀňŦş˦̹ƙŅňĪŅ̹ĜŵĴ̹ ƀŅĴ̹ ĪŵňƀňĪĜŘ̹
elements of the postmodern conditions.

�Ź̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿̹ ŹƀĜƀĴŹ˦̹ ĜĿƀĴŵ̹ ŲŵĜĪƀňĪňşŀ̹ ƀŵĜİňƀňŦşĜŘ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĴƘĴş̹
ŞŦİĴŵş̹ ƙňƀŅ̹ ƀŅĴ̹ ĪŦşƘĴşƀňŦşĜŘ̹ ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹ ƙŵňƀňşŀ˦̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
ŞĜƟ̹ ŹƀĜŵƀ̹ ƀŦ̹ ̚ŘŦŦŖ̹ ƀŦ̹ ĴƞŲŘŦŵĴ̹ ŹŦŞĴƀŅňşŀ̹ ŦƄƀŹňİĴ̹ ŦĿ̹ ŦƄŵ̹ şŦŵŞ˦̹ ĴƘĴş̹
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invent and think more freely about line and form and the images we’ve 
ĪŵĴĜƀĴİ̛̹˾ʇʅʆʈ˥̹ʆʇʆ˿˫̹bŅĜƀ̹ŞĴĜşŹ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ŹƀĜŵƀŹ̹ƀŦ̹ĿŦŵĪĴ̹Ĝşİ̹İňŹĪŦƘĴŵ̹
ĩƟ̹ƄŹňşŀ̹ƄşĪŦşƘĴşƀňŦşĜŘ̹ƀŦŦŘŹ˦̹ŹƄĪŅ̹ĜŹ̹Ĝ̹ŵƄŘňşŀ̹ŲĴş̹ňş̹ƄşĪŦşƘĴşƀňŦşĜŘ̹
ways to experiment. This also comes with the postmodern mindset and 
is related to being in the state of beyond.

The ruling pen allows one to create more spontaneous/less conventional 
ŘňşĴŹ̹ Ĝşİ̹ ŹƀŵŦŖĴŹ˫̹�Ź̹ ňŘŘƄŹƀŵĜƀĴİ̹ ňş̹#ňŀ˫̹ ʇʆ˦̹ƘĜŵňŦƄŹ̹ŞŦƘĴŹ̹ŲŵĜĪƀňĪĴŹ̹ ĜŵĴ̹
ĴƞŲĴŵňĴşĪĴİ̹ƙňƀŅ̹Ĝ̹ŵƄŘňşŀ̹ŲĴş˦̹ ŘŦĜİĴİ̹ƙňƀŅ̹ ňşŖ̹ƀŦ̹ĴƞŲŘŦŵĴ̹ŅŦƙ̹ƀŦ̹ŵĴĜĪƀ̹
ƀŅĴ̹ňşŖ̐ŘŦĜİĴİ̹ƀŦŦŘ̹ƀŦ̹ŹƄŵĿĜĪĴ̹ƙňƀŅ̹ĿĜŹƀ̹Ĝşİ̹ŞŦŹƀŘƟ̹ĪŦşƀŵĜ̹ŞŦƘĴŹ˦̹ƙŅňĪŅ̹
causes the ink to split around naturally. This is an experiment that the 
ruling pen allows because there is no need to retouch to have that visual 
ĴǣĴĪƀ̹ Ŧş̹ ƀŅĴ̹ ŹƄŵĿĜĪĴ˰̹ ƀŅĴŹĴ̹ ŹŲŘňƀŹ̹ ŹŦŞĴƀňŞĴŹ̹ ŹƄŲŲŦŵƀ̹ Ĝşİ̹ ŹŦŞĴƀňŞĴŹ̹
balance the heavy contrast created with both forms and colors.

Fig. 21. Various experiment with 
ruling pen, Almıla Yıldırım, 2018, 
Foto. credit: Almıla Yıldırım.  
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This issue reminds what MediaƘňŘŘĜ̹˾ʆʎʎʋ˿˦̹[ƀĴƘĴşŹ̹˾ʇʅʆʈ˿˦̹Ĝşİ̹�ŵŦƙş̹˾ʇʅʆʌ˿̹
claim about the expressive calligraphy and the quality of the strokes that 
are valued for the calligraphy works-mentioned in Chapters II and VI. 

�Ź̹ ĜŘŵĴĜİƟ̹ ŹƀĜƀĴİ̹ ĴĜŵŘňĴŵ˦̹ ŵĴŘĜƀĴİ̹ ƀŦ̹ ŞƟ̹ ŞĜŹƀĴŵ̹ ƀŅĴŹňŹ̝Ź̹ ŵĴŹĴĜŵĪŅ˦̹
experimental typography was one of the focus points related to the 
ŲŦŹƀŞŦİĴŵş̹ĴŵĜ˦̹ŘŦĪĜƀĴİ̹Ĝşİ̹ĿŵĜŞĴİ̹ĩƟ̹ƀŅĴ̹İĴŹňŀşĴŵŹ̝̹ŹƀĜƀĴŞĴşƀŹ̹Ĝşİ̹
ƙŦŵŖŹ˦̹şĜŞĴŘƟ̹�ĜŵŹŦş˦̹�ŵŦİƟ˦̹Ŧŵ̹[ĜŀŞĴňŹƀĴŵ˦̹ƙňƀŅ̹ƀŅĴ̹ĩĴŘňĴĿ̹ƀŅĜƀ̹İĴŹňŀş̹
ĪŦşƘĴƟŹ̹ƀŅĴ̹ĴŞŦƀňŦş˦̹ĩĴƟŦşİ̹ňƀŹ̹ĪŦşĪĴŵşŹ˫̹bŅňŹ̹ĿĴĜƀƄŵĴ̹ŅĜŹ̹ĩĴĴş̹ƀŵňĴİ̹
to adhere through the visual interpretation of the letter that is treated 
not just as a word but also as an image. The same attitude is valid 
ĿŦŵ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹rňƀŅ̹ ƀŅňŹ̹ ĜƀƀňƀƄİĴ˦̹ ƀŅĴ̹ ĜĪƀ̹ ňŹ̹ ŹĴĜŵĪŅňşŀ̹
for the technical and conceptual way to reveal this assessment of 
the artists. It is neither a challenge to the tradition nor rejecting it 
or assessed as a mistake; all are assessed as the plastic value that 
is contributed to the composition and underlines the act of writing 
through the hand gesture as a performance.

,ş̹ƀŅĜƀ̹ŹĴşŹĴ˦̹ƀŅĴ̹ŵƄŘňşŀ̹ŲĴş˦̹ŞĴşƀňŦşĴİ̹ŅĴŵĴ˦̹ňŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞĜƀĴŵňĜŘŹ̹ƀŅĜƀ̹
provide the possibility to stress this part of the perception of contemporary 
calligraphy through the visual contribution of the drops or the stains of 
ƀŅĴ̹ŲĴş˫̹bŅĴŹĴ̹ĴǣĴĪƀŹ̹ĪĜşşŦƀ̹ĩĴ̹ĜĪŅňĴƘĴİ̹ƙňƀŅ̹Ĝ̹ĪŦşƘĴşƀňŦşĜŘ̹ŞĴƀĜŘ̹şňĩ˫̹
)ĴşĪĴ˦̹ŅĴŵĴ˦̹şŦƀ̹ƀŅĴ̹ŞĜƀĴŵňĜŘ̹ňƀŹĴŘĿ̹ĩƄƀ̹ƀŅĴ̹ňİĴĜ̹ŦĿ̹ĿŦĪƄŹňşŀ̹Ŧş̹ƀŅĴ̹ƙŵňƀňşŀ̹
like moves and gestures has become easier with such materials. 

�Ź̹ ŞĴşƀňŦşĴİ̹ ĴĜŵŘňĴŵ˦̹ ŅĴŵĴ˦̹ ƀŅĴ̹ İŵŦŲŹ̹ ĜŵĴ̹ şŦƀ̹ ĜĪĪĴŲƀĴİ̹ ĜŹ̹ ŞňŹƀĜŖĴŹ˰̹
ňşŹƀĴĜİ˦̹ ĜŹ̹ AĪBňǣ̹ ˾ʆʎʎʍ˿̹ ŹƀĜƀĴŹ˦̹ ƀŅĴƟ̹ ƀĜŖĴ̹ ŲŘĜĪĴ̹ ňş̹ ƀŅĴ̹ ĪŵĴĜƀňƘĴ̹
ĴşƘňŵŦşŞĴşƀ̹ Ĝşİ̹ ĜĪĪĴŲƀ̹ ĜŹ̹ Ĝ̹ ŲĜŵƀ̹ ŦĿ̹ ƀŅĴ̹ ŲŵŦĪĴŹŹ˦̹ ňş̹ ƙŅňĪŅ̹ ƀŅĴƟ̹ ĜŵĴ̹
ĜŹŹĴŹŹĴİ̹ĜŹ̹̚ŦŲŲŦŵƀƄşňƀňĴŹ̹ĿŦŵ̹ŘĴĜŵşňşŀ̛̹˾ʆʎʎʍ˥̹ʆʎʌ˿˫̹�ĜŘŘňŀŵĜŲŅĴŵ̹ŵĴŲĴĜƀŹ̹
ŹƀŵŦŖĴŹ̹ Ĝşİ̹ ŞŦƘĴŹ̹ ƀŦ̹ ŘĴĜŵş˰̹ ƙŅňŘĴ̹ İŦňşŀ̹ ƀŅĜƀ˦̹ ƘĜŵňŦƄŹ̹ ŦŲŲŦŵƀƄşňƀňĴŹ̹
ĪŦŞĴ̹ƙňƀŅ̹ƀŅĴ̹ŞĜƀĴŵňĜŘ˦̹ĜŹ̹ňş̹ƀŅňŹ̹ĪĜŹĴ̹ƙňƀŅ̹ƀŅĴ̹ŵƄŘňşŀ̹ŲĴş˦̹Ĝşİ̹ŲŵĴĿĴŵŹ̹
to utilize it as a manifestation of the contemporary calligraphy mindset. 
This will be seen through my current work in the following pages as well.

�Ź̹[ƀĴƘĴşŹ̹˾ʇʅʆʈ˿̹ƄşİĴŵŘňşĴŹ˦̹Ĝ̹şĴƙ̹ƀŦŦŘ̹Ŧŵ̹ŞĴƀŅŦİ̹ŞĜƟ̹ĩĴ̹ŲĴŵĪĴňƘĴİ̹ĜŹ̹Ĝş̹
opportunity to be “confronted with new ways of making calligraphic marks 
Ĝşİ̹ňŞĜŀĴŹ̛̹˾ʇʅʆʈ˥̹ʆʈʈ˿˫̹�ĪĪŦŵİňşŀ̹ƀŦ̹ŅňŞ˦̹ňƀ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ĜŹ̹Ĝş̹ĴƞŲĴŵňŞĴşƀ˦̹
a discovery to be getting inspired that is accumulated as a piece of personal 
knowledge. This is one of the main features of the contemporary attitude 
in the realm of western calligraphy as observed and examined in Chapter 
VI through the works of calligraphers in the quest for a more genuine 
ňşƀĴŵŲŵĴƀĜƀňŦş̹Ĝşİ̹ƄşİĴŵŹƀĜşİňşŀ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ŅĴşĪĴ̹ƙŵňƀňşŀ˫

HĿ̹ ĪŦƄŵŹĴ˦̹ƄŹňşŀ̹ ƀŅĴŹĴ̹ŞĜƀĴŵňĜŘŹ̹ ĜŘŹŦ̹ ŵĴŴƄňŵĴŹ̹ ĿĜŞňŘňĜŵňƀƟ̹Ĝşİ̹ĪŦşŹƀĜşƀ̹
ŲŵĜĪƀňĪĴ˫̹�Ź̹ �ŦŵŞĴŵ̹ ˾ʆʎʎʉ˿̹ ƄşİĴŵŘňşĴŹ˦̹ ŖşŦƙňşŀ̹ ƀŅĴ̹ŞĜƀĴŵňĜŘ̹ Ĝşİ̹ ŅŦƙ̹
it will behave can be assumed to be a critical factor in achieving the 
artist’s goal. It is the part of tactile knowledge of craft education of 
ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ňŹ̹ĪŘĜňŞĴİ̹ĜŹ̹Ĝ̹ĪŵƄĪňĜŘ̹ŲĴŵňŦİ˦̹ĜŹ̹ŹƀŵĴŹŹĴİ̹ĩĴĿŦŵĴ˫̹bŅĜƀ̹
issue manifested itself through textural practices that consist of various 
moves of the material that comes from the knowledge of traditional 
construction of the letter form that varies depending on the style.

Practicing the ruling pen tool and its possibilities by creating the 
ŵŅƟƀŅŞňĪ̹ŹƀŵƄĪƀƄŵĴ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ŘňşĴ˦̹ŹƀĜňş˦̹Ĝşİ̹ƀĴƞƀƄŵĴ̹ňŹ̹ƀŅĴ̹ŞĜňş̹ĜňŞ̹
ŦĿ̹ĴĜĪŅ̹ŞŦƘĴŞĴşƀ̹Ĝşİ̹ňşİňƘňİƄĜŘ̹ŀĴŹƀƄŵĴ˫̹bŅĴ̹ŹŲĴĴİ̹ŦĿ̹ƀŅĴ̹ŲĴş˦̹ňƀŹ̹ƀňŘƀ˦̹
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Ĝşİ̹ ĴƘĴş̹ ƀŅĴ̹ ŹƀŵƄĪƀƄŵĴ̹ ŦĿ̹ ƀŅĴ̹ŲĜŲĴŵ̹ŞĜƟ̹ ĜǣĴĪƀ̹ ƀŅĴ̹ ĴƞŲŵĴŹŹňŦş̹ ŦĿ̹ ƀŅĴ̹
lines with the ruling pen. 

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ƀŦ̹ƙŵňƀĴ̹ŞŦŵĴ̹ĪŦşƀŵŦŘŘĴİ̹ŘĴƀƀĴŵŹ̹ƙňƀŅ̹ƀŅĴ̹ŵƄŘňşŀ̹ŲĴş˦̹
it is required to write slowly and be aware of these features to prevent 
ƀŅĴ̹ ŵĴŹňŹƀĜşĪĴ̹ ŦĿ̹ ƀŅĴ̹ ŵƄŘňşŀ̹ ŲĴş˫̹ #Ŧŵ̹ ĴƞĜŞŲŘĴ˦̹ ŹƄŲŲŦŹĴ̹ ƀŅĴ̹ ŲĜŲĴŵ̹ ňŹ̹
ŅĴĜƘňŘƟ̹ŀŵĜňşĴİ˫̹ ,ş̹ ƀŅĜƀ̹ ĪĜŹĴ˦̹ ƀŅĴ̹ ŵƄŘňşŀ̹ŲĴş̹ŵĴŹňŹƀŹ̹ ƀŅĴ̹ǭŦƙ˦̹Ŧŵ̹ ňĿ̹ ƀŅĴ̹
ŞŦƘĴŞĴşƀ̹ŦĿ̹ƀŅĴ̹ŲĴş̹ňş̹ƀŅĴ̹ŦŲŲŦŹňƀĴ̹İňŵĴĪƀňŦş̹ƀŦ̹ƀŅĴ̹şĜƀƄŵĜŘ̹ǭŦƙ˦̹ňƀ̹ƙňŘŘ̹
ĪĜƄŹĴ̹ŹŲŘĜƀƀĴŵŹ̹ŦĿ̹ƀŅĴ̹ňşŖ˦̹ƙŅňĪŅ̹ňşİňĪĜƀĴŹ̹ƀŅĴ̹ŞŦƘĴŞĴşƀ̹ŦĿ̹ƀŅĴ̹ŅĜşİ̹ĜŹ̹
a trace. These are the methods I later primarily practiced and utilized 
for my calligraphy work due to the visual appearance and overall visual 
ĴǣĴĪƀŹ˦̹ƙŅňĪŅ̹ ŹĴĴŞŹ̹ ƀŦ̹ ĪŦşƘĴƟ̹ Ĝ̹ŞŦŵĴ̹ ŲĴŵŹŦşĜŘ̹ Ĝşİ̹ ĴǤĪňĴşƀ̹ ňŞŲĜĪƀ̹
and feel that I am willing to convey. 

�ŲĜŵƀ̹ ĿŵŦŞ̹ƀŅĴ̹ŲŦƀĴşƀňĜŘ̹ŦĿ̹ ƀŅňŹ̹ŞĜƀĴŵňĜŘ˦̹ ƀŅĴ̹ĴŞŲŅĜŹňŹ̹Ŧş̹ƀŅĴ̹ŞŦƘĴŹ̹
of the hand through the splatters of the ink is another main reason to 
ĪŅŦŦŹĴ̹ňƀ˦̹ƙŅňĪŅ̹ŲƄƀŹ̹ŞŦŵĴ̹ĴŞŲŅĜŹňŹ̹Ŧş̹ƀŅĴ̹ŞŦƘĴŹ̹ƀŅĜƀ̹ƄşİĴŵŘňşĴ̹Ĝşİ̹
ŵĴƘĴĜŘ̹ƀŅĴ̹ŲĴŵĿŦŵŞĜşĪĴŹ̹ŦĿ̹ƀŅĴ̹ƙŵňƀĴŵ̹Ĝƀ̹ƀŅĜƀ̹ƀňŞĴ˫̹)ĴşĪĴ˦̹Ĝ̹ŵƄŘňşŀ̹ŲĴş˦̹
ƙňƀŅ̹ňƀŹ̹ŲŦƀĴşƀňĜŘ̹ƀŦ̹ĪŵĴĜƀĴ̹ŅňŀŅŘƟ̹ĴƞŲŵĴŹŹňƘĴ̹ŘňşĴŹ̹Ĝşİ̹ƙŵňƀňşŀ̹ŀĴŹƀƄŵĴŹ˦̹
ňŹ̹ŦşĴ̹ŦĿ̹ ƀŅĴ̹ŲŵňŞĜŵƟ̹ŞĜƀĴŵňĜŘŹ̹ ,̹ ĴŞŲŘŦƟ̹ ĿŦŵ̹ŞƟ̹ƙŦŵŖŹ˦̹ƙŅňĪŅ̹ƙňŘŘ̹ĩĴ̹
ĴƞĜŞňşĴİ̹ ňş̹ƀŅĴ̹ ĿŦŘŘŦƙňşŀ̹ŲĜŀĴŹ˫̹rňƀŅ̹ƀŅĴŹĴ̹ĜŹŹƄŞŲƀňŦşŹ̹Ĝşİ̹ĩĴŘňĴĿŹ˦̹
the ruling pen becomes one of the main materials that I also employ for 
various practices of calligraphy that provide an opportunity to embody 
ŞƟ̹ ƀŅŦƄŀŅƀŹ̹ Ĝşİ̹ĜŹŹĴŹŹŞĴşƀ̹ŦĿ̹ŞňşĴ˦̹ƙŅňĪŅ̹ƙňŘŘ̹ ĩĴ̹ ĴƞĜŞňşĴİ̹ ňş̹ ƀŅĴ̹
following pages.

#ňŀ˫̹ ʇʇ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ĴĜŵŘňĴŵ̹ ƀŵňĜŘŹ̹ ƙňƀŅ̹ ƀŅĴ̹ ŵƄŘňşŀ̹ ŲĴş̹ ƙňƀŅ̹ ňşŖ̹ Ĝşİ̹
handmade paper. While the heavy texture of the paper resists the 
ǭŦƙ̹ ŦĿ̹ ƀŅĴ̹ ŵƄŘňşŀ̹ ŲĴş̹ Ŧş̹ ƀŅĴ̹ ŹƄŵĿĜĪĴ˦̹ ĜŹ̹ŞĴşƀňŦşĴİ̹ ĜĩŦƘĴ˦̹ ƀŅĴ̹ ĴƞƀŵĜ̹
ŀĜňş̹ ŲŵŦƘňİĴİ̹ ĩƟ̹ ŵĴƘĴŵŹĴ̹ ŞŦƘĴŞĴşƀŹ̹ ĪĜƄŹĴŹ̹ ƀŅĴ̹ ŞĴşƀňŦşĴİ̹ ĴǣĴĪƀ̹
to increase. It is once again related to investigating the possibilities 
ƀŅĜƀ̹ ƀŅĴŹĴ̹ ŞĜƀĴŵňĜŘŹ̹ ŦǣĴŵ˫̹ bŅĴŵĴ̹ ňŹ̹ şŦ̹ ƙŵňƀƀĴş̹ ƙŦŵİ̹ Ŧŵ̹ ƀĴƞƀ̹ ŅĴŵĴ˦̹
only focused on the moves and gestures. The moves come with the 
traditional training of the various ancient scripts that are mentioned 
ĴĜŵŘňĴŵ˦̹ĜŘŹŦ̹ĴƞŲŘĜňşĴİ̹ňş̹�ŲŲĴşİňƞ̹�˫

Fig. 22. An experiment with 
ruling pen, Almıla Yıldırım, 2018, 
Foto. credit: Almıla Yıldırım.  
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The idea of mastering the script with constant repetition of the strokes 
ňŹ̹ Ĝ̹ ĪŦŵĴ̹ ŵĴŴƄňŵĴŞĴşƀ̹ ŦĿ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş˫̹ WňŹĜƀƀň̹ ˾ʇʅʆʈ˿̹ ŹƀĜƀĴŹ̹ ƀŅĴ̹ ŞĜňş̹
point is that “the traditional craft education requires only repetitious 
actions” while the work of artistic invention “depends upon departures 
ĿŵŦŞ̹ ĜŘŘ̹ ŵŦƄƀňşĴ̛̹ ˾ʇʅʆʈ˥̹ ʆʅʉ˿˫̹ �Ź̹ WňŹĜƀƀň̹ ƄşİĴŵŘňşĴŹ˦̹ ŲŵĜĪƀňĪňşŀ̹ ƙňƀŅ̹
ƄşĪŦşƘĴşƀňŦşĜŘ̹ŞĜƀĴŵňĜŘ˦̹ĴƘĴş̹ňĿ̹ňƀ̹ŹĴĴŞŹ̹İĴŲĜŵƀňşŀ̹ĿŵŦŞ̹ƀŅĴ̹ƀŵĜİňƀňŦş˦̹
is not departing but being beyond it -as can be seen in the postmodern 
ŀŵĜŲŅňĪ̹ İĴŹňŀş̹ƙŦŵŖŹ˦̹ƙŅňĪŅ̹ ĜŘŘŦƙŹ̹ ĴƞŲĜşİňşŀ̹ ƀŅĴ̹ ĩŦƄşİĜŵňĴŹ̹ ŦĿ̹ ƀŅĴ̹
tradition and gives an opportunity to assess the calligraphy from various 
ŲĴŵŹŲĴĪƀňƘĴŹ̹ ƀŅĜƀ̹ ƀŅĴ̹ŞĜƀĴŵňĜŘ̹ ŦǣĴŵŹ˫̹ )ĴşĪĴ˦̹ ƀŅĴ̹ ňİĴĜ̹ ňŹ̹ şŦƀ̹ ĿĜŵ̹ ĿŵŦŞ̹
ƀŅĴ̹ ĪŦşƘĴşƀňŦşĜŘ̹ŞĴƀŅŦİ˰̹ŞŦŵĴŦƘĴŵ˦̹ ĪŘŦŹĴŵ̹ ƀŦ̹ ƀŅĴ̹ ĜĩŹƀŵĜĪƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ŲŵĜĪƀňĪĴŹ̹ ŦĿ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŅĜƀ̹ ĪŅĴŵňŹŅĴŹ̹ ƀŅĴ̹ ŲĜŹƀ̹ Ĝşİ̹
İĴŞĜşİŹ̹Ĝ̹İňǣĴŵĴşƀ̹ŘĴƘĴŘ̹ŦĿ̹ŵĴĜİňşŀ̹ƙňƀŅ̹şŦ̹ŹĴŞĜşƀňĪ̹ŞĴĜşňşŀ˫

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ ĜŹ̹ İňŹĪƄŹŹĴİ̹ ƀŅŵŦƄŀŅ̹ ĴƞĜŞňşňşŀ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ňş̹ �ŅĜŲƀĴŵ̹ ,q˦̹ ƙŅňĪŅ̹ ŅĴŘŲŹ̹ ƀŦ̹ ŘŦĪĜƀĴ̹ Ĝşİ̹ ĿŵĜŞĴ̹rĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ĪŦŞŞŦş̹ Ĝşİ̹ İňǣĴŵĴşƀ̹ ĿĴĜƀƄŵĴŹ˦̹ ĜĪŴƄňŵňşŀ̹
the knowledge about various other writing/lettering techniques 
makes calligraphers aware of Western calligraphy better in a sense. 
AŦŵĴŦƘĴŵ˦̹ƙŦŵŖňşŀ̹ňşƀĴŵİňŹĪňŲŘňşĜŵƟ̹ƙňƀŅŦƄƀ̹İňŹĪŵňŞňşĜƀňşŀ̹ƙňƀŅňş̹ƀŅĴ̹
umbrella term writing can be accepted as one of the main features of 
ƀŦİĜƟ̝Ź̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ ĜŹ̹ ,̹ ŹňşĪĴŵĴŘƟ̹ ĩĴŘňĴƘĴ˫̹rňƀŅ̹ ƀŅňŹ̹ ĜŹŹƄŞŲƀňŦş˦̹ ŦşĴ̹
ŦĿ̹ ƀŅĴ̹ ŹňŀşňǬĪĜşƀ̹ ĪŦşƀŵňĩƄƀňŦşŹ̹ ŦĿ̹ ƀŅĴ̹ ŲĴŵňŦİ̹ ŦĿ̹ ŲŵĜĪƀňĪňşŀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ňŹ̹ƀŦ̹ĿĜĪĴ̹ƀŵĜňşňşŀ̹ƀŅĴ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝƀ̹ƀŅĴ̹ĩĴŀňşşĴŵ̹ŘĴƘĴŘ˦̹ƙŅňĪŅ̹ňŹ̹
ŅňŀŅŘƟ̹ İňǣĴŵĴşƀ̹ ĿŵŦŞ̹rĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĜŹ̹ƙĴŘŘ̹ ĜŹ̹ ňƀŹ̹ ƄşİĴŵŹƀĜşİňşŀ̹
of calligraphy as a primary component of the culture. The pointed brush 
of Chinese calligraphy becomes another material that I mostly employ to 
ŲŵĜĪƀňĪĴ̹ƀŅĴ̹ŀĴŹƀƄŵĜŘ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ĿŦŵŞŹ˫̹bŅĴ̹ǬŵŹƀ̹ƀŵňŀŀĴŵ̹ƙĜŹ̹ƀŅĴ̹ŵĴŹĴĜŵĪŅ̹
ŦĿ̹ ƀŅĴ̹ #Ĝŵ̹�ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŅĜƀ̹ ňŹ̹ŞĴşƀňŦşĴİ̹ ňş̹�ŅĜŲƀĴŵ̹ ,q˦̹ Ĝşİ̹ ƀŅĴ̹
ŦƀŅĴŵ̹ ƙĜŹ̹ ƀŅĴ̹ �ŅňşĴŹĴ̹ �ĜŘŘňŀŵĜŲŅƟ̹ ƙŦŵŖŹŅŦŲ̹ ƙňƀŅ̹ 7ĴşşƟ̹ �ŅňŅ̐�ŅňĴŅ˦̹
the founder of Mellow Sheng -a culture and gastronomy platform with 
Ĝş̹ ĴŞŲŅĜŹňŹ̹ Ŧş̹ şĜƀƄŵĜŘ̹ Ĝşİ̹�ŹňĜş̹ ĿŦŦİ̹̐ŞĜŖňşŀ̹ ŲŵŦĪĴŹŹĴŹ˦̹ ŦŵňĴşƀĜŘ̹ ƀĴĜ̹
ĪƄŘƀƄŵĴ̹Ĝşİ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŅĜƀ̹,̹ŲĜŵƀňĪňŲĜƀĴİ̹ňş̹ʇʅʆʌ˫

#ňŀ˫̹ ʇʈ̹ ŹŅŦƙŹ̹ ƀŅĴ̹ ĪŅĜŵĜĪƀĴŵ̹ ŹŲŵňşŀ̹ ĜŹ̹ Ĝş̹ ĴƞĜŞŲŘĴ̹ ƀŅĜƀ̹ ňŹ̹ ŲĴŵĿŦŵŞĴİ̹
ƙňƀŅ̹Ĝ̹�ŅňşĴŹĴ̹ĩŵƄŹŅ˦̹ňş̹ƙŅňĪŅ̹ƀŅĴ̹ǬŵŹƀ̹ŦĩœĴĪƀ̹ňŹ̹ŘĴĜŵşňşŀ̹ƀŅĴ̹ƄŹĴ̹ŦĿ̹ƀŅĴ̹
brush and executing the basic strokes by following the instructions. 

Fig. 23. Various practices of 
the Chinese character “spring,” 
Almıla Yıldırım, studied in 
workshop “Introducción de la 
Caligrafia China with Jenny 
Chih-Chieh,” Barcelona, 2017, 
Foto. credit: Almıla Yıldırım.   
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bŅĴ̹ ŞĜƀĴŵňĜŘ˦̹ Ĝ̹ �ŅňşĴŹĴ̹ ĩŵƄŹŅ˦̹ [ƄŞň̐ňşŖ˦̹ Ĝşİ̹ ŵĜĪĴ̹ ŲĜŲĴŵ˦̹ Ĝşİ̹ ƀŅĴ̹
ƀĴĪŅşňŴƄĴ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,q̹ĜŵĴ̹ŅňŀŅŘƟ̹İňǣĴŵĴşƀ̹ĿŵŦŞ̹ƀŅĴ̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅĴŵ̹ƀŵĜİňƀňŦş˫̹�ŲĜŵƀ̹ĿŵŦŞ̹ƀŅĴ̹İňǣĴŵĴşĪĴŹ˦̹ƀŅĴ̹ŞƄƀƄĜŘ̹ňşǭƄĴşĪĴŹ̹
ĜŵĴ̹ ĜŘŹŦ̹ ŞĴşƀňŦşĴİ̹ ƀŅĜƀ̹ ŦĪĪƄŵŵĴİ̹ ŞŦŹƀŘƟ̹ ňş̹ ƀŅĴ̹ şňşĴƀĴĴşƀŅ̹ ĪĴşƀƄŵƟ˦̹
ƙŅňĪŅ̹ ŵĴǭĴĪƀŹ̹ ƀŅĴ̹ ƙŦŵŖŹ̹ ŦĿ̹ ƙĴŹƀĴŵş̹ ŲĜňşƀĴŵŹ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ ĜĩŹƀŵĜĪƀ̹
ĴƞŲŵĴŹŹňŦşňŹƀŹ̹ ĿŦĪƄŹňşŀ̹ Ŧş̹ ŀĴŹƀƄŵĴŹ˫̹ )ĴşĪĴ˦̹ ƀŅĴ̹ ňşŹŲňŵĜƀňŦş̹ ĿŦŵ̹ ƀŅĴ̹
�ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪŦşĪĴŲƀƄĜŘŘƟ̹ Ĝşİ̹ ƀĴĪŅşňĪĜŘŘƟ̹ ňŹ̹ ĜŘŵĴĜİƟ̹ İňŹĪƄŹŹĴİ˦̹
ƙŅňĪŅ̹ ňŹ̹ ĜŘŹŦ̹ ŦĩŹĴŵƘĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ƙŦŵŖ̹ ŦĿ̹ �ŵŦƙş˦̹ Ĝşİ̹ ŅňŹ̹ ĜĩŹƀŵĜĪƀ̹
calligraphy performances with a brush on snow explained in Chapter 
q,˫̹ �ŵŦƙş̹ ňŹ̹ ĜŞŦşŀ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ ƀŅĜƀ̹ ĜŘŹŦ̹ ƄƀňŘňƥĴİ̹ �ŅňşĴŹĴ̹ ĩŵƄŹŅ̹
because of its potential as a material that can create a wide range of 
ŹƀŵŦŖĴŹ̹ƀŅŵŦƄŀŅ̹ňƀŹ̹ǭĴƞňĩňŘňƀƟ̹Ĝşd the reaction to the moves of the hand. 

bŦ̹ŵĴŞňşİ˦̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŹĴŵňĴŹ̹�ŵŦƙş̹ĪĜŘŘĴİ̹̚�ĩŹƀŵĜĪƀ̹ĪĜŘŘňŀŵĜŲŅƟ̛̹ƙňƀŅŦƄƀ̹
ƄŹňşŀ̹Ĝ̹ŘĴƀƀĴŵ˦̹œƄŹƀ̹ĿŦĪƄŹňşŀ̹Ŧş̹ƀŅĴ̹ŞĜŵŖŹ̹Ĝşİ̹ŹƀĜňşŹ̹ŦĿ̹ƀŅĴ̹ňşŖ˦̹ĪŵĴĜƀĴİ̹
with the Chinese brush due to its expressive potential and the possible 
ŲĴŵĪĴŲƀňŦş̹ ƀŅĜƀ̹�ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ Ĝ̹ ŲĴŵĿŦŵŞĜşĪĴ˫̹)ĴşĪĴ˦̹ƄŹňşŀ̹ Ĝ̹
pointed brush like Chinese does become appealing to experiment. All 
ŘĴİ̹ŞĴ̹ ƀŦ̹ŲŵĜĪƀňĪĴ̹Ĝşİ̹ĴƞŲĴŵňŞĴşƀ̹ƙňƀŅ̹ ƀŅĴ̹ŲŦňşƀĴİ̹ĩŵƄŹŅ˦̹[ƄŞň̹ ňşŖ˦̹
Ĝşİ̹ŵňĪĴ̹ŲĜŲĴŵ˦̹ĜŹ̹ŹĴĴş̹ňş̹#ňŀ̹ʇʉ˫

Fig. 24. Practices with Chinese 
brush and Sumi-ink, Almıla, 
Yıldırım, 2018, Foto. credit: 
Almıla Yıldırım.   

rňƀŅ̹ ƀŅňŹ̹ ňşƀĴŵĜĪƀňŦş˦̹ ƀŅĴ̹ ŞĜƀĴŵňĜŘ̹ ŦĿ̹ ƀŅĴ̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƀŅĴ̹
ŲŦňşƀĴİ̹ĩŵƄŹŅ˦̹[ƄŞň̐ňşŖ˦̹Ĝşİ̹ƀŅĴ̹ŵňĪĴ̹ŲĜŲĴŵ˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹
,q˦̹ ĩĴĪŦŞĴ̹ ŦƀŅĴŵ̹ŞĜƀĴŵňĜŘŹ̹ ƀŅĜƀ̹ ,̹ ŦĪĪĜŹňŦşĜŘŘƟ̹ ĴŞŲŘŦƟ̹ ƀŦ̹ ĴƞŲĴŵňŞĴşƀ˫̹
qĜŵňŦƄŹ̹ƙŦŵŖŹ̹ ƀŅĜƀ̹ƙňŘŘ̹ĩĴ̹ĴşĪŦƄşƀĴŵĴİ̹ ňş̹ ƀŅĴ̹ ĿŦŘŘŦƙňşŀ̹ŲĜŀĴŹ̹ŵĴǭĴĪƀ̹
the gestures of the hand through these materials to experiment with 
the unconventional tools and materials in the Western calligraphy 
tradition.

#ňŀ˫̹ ʇʉ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ŞƟ̹ƘĜŵňŦƄŹ̹ĴƞŲĴŵňŞĴşƀŹ̹ƙňƀŅ̹Ĝ̹�ŅňşĴŹĴ̹ĩŵƄŹŅ˦̹ Ĝşİ̹
Sumi-ink consists of various touches of the hand on the paper by 
allowing the ink’s dropping. It is a kind of mark-making practice to 
ƄşİĴŵŹƀĜşİ̹ŅŦƙ̹ƀŅĴ̹ŞĜƀĴŵňĜŘŹ̹ŵĴĜĪƀ̹Ĝşİ̹ŵĴǭĴĪƀ̹ƀŅĴ̹ĴƞĜĪƀ̹ŞŦƘĴŹ˫̹bŅňŹ̹
practice aims to experiment with the material to discover the potential 
that can be adopted for later experiences. 

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE



575

bŅĜƀ̹ŞĴĜşŹ˦̹ňƀ̹ňŹ̹Ĝ̹Ŗňşİ̹ŦĿ̹ŲŵĜĪƀňĪĴ̹ƀŅĜƀ̹ňŹ̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ̹ŵĴŘĜƀĴİ̹ƀŦ̹
repeating the strokes of letterforms to gain muscle memory with one 
İňǣĴŵĴşĪĴ˦̹ƀŅĜƀ̹ňŹ̹ƀŅĴ̹ŹŲŦşƀĜşĴňƀƟ̹Ĝşİ̹ĜŹŹĴŹŹňşŀ̹ƀŅĴ̹ƙŵňƀňşŀ̹ĩĴƟŦşİ̹ƀŅĴ̹
ŘňƀĴŵĜŘ̹ŹĴşŹĴ̹ƀŅĜƀ̹ňŹ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,,˦̹şŦƀ̹ŹĴƀƀňşŀ̹ƀŅĴ̹ĩŦƄşİĜŵňĴŹ̹
within the speaking language. It lacks a predetermined composition or 
ŞŦƘĴŞĴşƀ˫̹,şŹƀĴĜİ˦̹ňƀ̹ňşƘŦŘƘĴŹ̹ĪŦşŹƀĜşƀŘƟ̹ŵĴŲĴƀňƀňƘĴ̹ƙŦŵŖ̹ƀŦ̹ĿŦŘŘŦƙ̹ƙňƀŅ̹
ŹŞĜŘŘ̹ĩƄƀ̹ĿĜŹƀ̹Ĝşİ̹ĴǣĴĪƀňƘĴ̹ƀŦƄĪŅĴŹ̹ƀŦ̹ƀŅĴ̹ŲĜŲĴŵ˫

bŅĴ̹ ǬŵŹƀ̹ ĴƞĜŞŲŘĴ̹ ŦĿ̹ #ňŀ˫̹ ʇʉ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ ƀƙŦ̹ ƀŦƄĪŅĴŹ˥̹ ƀŅĴ̹ ƀŦŲ̹ŞŦƘĴŹ̹
ŞňŞňĪŖňşŀ̹ƀŅĴ̹ĪňŵĪŘĴ˦̹Ĝşİ̹ƀŅĴ̹ŹĴĪŦşİ̹ňŹ̹ƀŅĴ̹ĩŵƄƀĜŘ̹ƀŦƄĪŅ̹ŦĿ̹Ĝ̹İŦƙşƙĜŵİ̹
stroke. The second example is a small slight touch move to the 
İŦƙşƙĜŵİ˦̹ƙŅňŘĴ̹ ƀŅĴ̹ƀŅňŵİ̹ĴƞĜŞŲŘĴ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ĩĜŹňĪĜŘŘƟ̹ ƀŅŵĴĴ̹ŞŦƘĴŹ˰̹
ƀŅĴ̹ĪŦşƀŵĜ̹ĪňŵĪŘĴ̹ŞŦƘĴŹ̹Ŧş̹ƀŅĴ̹ƀňŲ̹ŦĿ̹ƀŅĴ̹ĩŵƄŹŅ˦̹ƄŲƙĜŵİ̹ŹƀŵŦŖĴ̹ƀŦƄĪŅ˦̹
Ĝşİ̹ƀŅĴ̹ŘĜŹƀ̹ŞŦƘĴŹ̹ƙňƀŅŦƄƀ̹ƀŦƄĪŅňşŀ̹ƀŅĴ̹ŲĜŲĴŵ˦̹ŘĴƀƀňşŀ̹ƀŅĴ̹ŦƘĴŵŘŦĜİĴİ̹
ink poured on the page. All are spontaneously written to apprehend 
and appreciate the simple gesture of the hand with the Chinese brush 
and Sumi-ink. 

�ƘĴş̹ ƀŅŦƄŀŅ̹ ƀŅĴƟ̹ İŦ̹ şŦƀ̹ ŵĴǭĴĪƀ̹ ĜşƟ̹ ŵĴĪŦŀşňƥĜĩŘĴ̹ ŘĴƀƀĴŵ̹ Ŧŵ̹ ŹňŀşŹ˦̹
the focus point is the simple gesture and moves of the brush as an 
ňşŹƀŵƄŞĴşƀ̹ şĴĴİĴİ̹ ƀŦ̹ ĩĴ̹ ĪŦŞŞƄşňĪĜƀĴİ̹ ŅĴŵĴ̹ ĩĴĪĜƄŹĴ̹ ňƀ̹ ňŹ̹ ƀŅĴ̹ ǬŵŹƀ̹
ŹƀĴŲ˦̹ ƀŦ̹ ĩĴŀňş̹ƙňƀŅ˦̹ŞĜƀĴŵňĜŘ̹ ƀŦ̹ ŀĜňş̹ ƀŅĴ̹ ƀĜĪƀňŘĴ̹ ŖşŦƙŘĴİŀĴ̹ ĜĩŦƄƀ̹ ƀŅĴ̹
discipline such as calligraphy which has a craft nature. 

#ƄŵƀŅĴŵŞŦŵĴ˦̹ ƙňƀŅ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĜƀƀňƀƄİĴ˦̹ ƀŅňŹ̹ ĪŵĜĿƀ̹ ŀĜňşŹ̹ Ĝ̹
şĴƙ̹ ŘĴƘĴŘ̹ ƀŅĜƀ̹ ŵĴǭĴĪƀŹ̹ ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̝Ź̹ ĿĴĴŘňşŀŹ̹Ĝşİ̹ĴŞŦƀňŦşŹ̹ŦĿ̹ ƀŅĴ̹
calligrapher in the eye of the viewer. This can be possible with that 
gesture underlined repeatedly coming with the artist’s touch. That 
means the scribe becomes an artist who employs gestures mentioned 
ĴĜŵŘňĴŵ˦̹ ƀĜŖĴŹ̹ ƀŅĴňŵ̝̹ ŵŦŦƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪƄŘƀƄŵĴ˦̹ Ĝşİ̹ ňŹ̹ ŹĴĴş̹
ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ƙŦŵŖŹ̹ ŦĿ̹ ŞŦİĴŵş̹ƙĴŹƀĴŵş̹ ĜŵƀňŹƀŹ̹ ŹƀĜƀĴİ̹ ĴĜŵŘňĴŵ˦̹ şĜŞĴŘƟ̹
bŦĩĴƟ˦̹AŦƀŅĴŵƙĴŘŘ˦̹Ĝşİ̹bƙŦŞĩŘƟ˫̹bŅĴňŵ̹ŀĴŹƀƄŵĴ̹ƙňƀŅŦƄƀ̹ĜşƟ̹ŲĜŵƀňĪƄŘĜŵ̹
references mostly points to the abstract concept of the western 
ŲĜňşƀňşŀ˰̹ŅŦƙĴƘĴŵ˦̹ƀŅĴ̹ŀĴŹƀƄŵĴ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŅĴŵĴ˦̹ĴƘĴş̹ňĿ̹ňƀ̹ĪŦşŹňŹƀŹ̹
ŦĿ̹ĜĩŹƀŵĜĪƀ̐ŘňŖĴ̹ŹƀŵŦŖĴŹ̹Ŧŵ̹ŘňşĴŹ˦̹ŵĴĿĴŵĴşĪĴŹ̹ĪŦŞĴ̹ƙňƀŅ̹ƀŅĴ̹ĪŦşƘĴşƀňŦş̹ŦĿ̹
western calligraphy. 

�ŘŹŦ˦̹ ŦƀŅĴŵ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪƄŘƀƄŵĴŹ̹ ĩŘĴşİĴİ̹ ƙňƀŅ̹ ƀŅĴ̹ ĩĜĪŖŀŵŦƄşİ̹ ŦĿ̹
the calligrapher manifested themselves through the gesture of the 
ĪĜŘŘňŀŵĜŲŅĴŵ˫̹)ĴşĪĴ˦̹ ňƀ̹ ĪĜş̹ĩĴ̹ ŹĜňİ̹ ƀŅĜƀ̹ŅĴŵĴ˦̹ ƀŅĴ̹ŀĴŹƀƄŵĴ̹ ňŹ̹ ŵĴŘĜƀĴİ̹ ƀŦ̹
ƀŅĴ̹ ňİĴĜ̹ ŦĿ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŅĜƀ̹ ŹƟŞĩŦŘňƥĴŹ̹ ƀŅĴ̹ ŲĴŵŹŦşĜŘ̹
interpretation of the artists that makes the calligraphy piece 
autonomous and unique rather than a copy.

�Ź̹ ŹƀĜƀĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ ,,,˦̹ ƙĴŹƀĴŵş̹ ƙŵňƀňşŀ̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĴƘŦŘƘĴİ̹
around broad-edged tools to achieve an even rhythm and weight within 
ƀŅĴ̹ŹƀƟŘĴŹ˫̹)ŦƙĴƘĴŵ˦̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ĴƘŦŘƘĴİ̹ƙňƀŅ̹Ĝ̹ŲŦňşƀĴİ̹
ĩŵƄŹŅ̹ĪŵĴĜƀĴİ̹Ŧş̹Ĝ̹İňǣĴŵĴşƀ̹ƙĴňŀŅƀňşŀ̹ŹƟŹƀĴŞ̹Ĝşİ̹ŵŅƟƀŅŞ̹ƀŅĜƀ̹ĜŘŘŦƙŹ̹
ƘĜŵňĜƀňŦşŹ̹ ƀŅŵŦƄŀŅ̹ƀŅĴ̹ ŘĴƘĴŘ̹ŦĿ̹ŲŵĴŹŹƄŵĴ̹ŦĿ̹ ƀŅĴ̹ŅĜşİ˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹ ňş̹
Chapter IV. 

bŅƄŹ˦̹ ňƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹ ƀŅĜƀ̹ ƀŅĴŹĴ̹ ƀƙŦ̹ŞĜƀĴŵňĜŘŹ̹ĜŵĴ̹ŴƄňƀĴ̹İňǣĴŵĴşƀ̹ ĿŵŦŞ̹
ĴĜĪŅ̹ ŦƀŅĴŵ˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ Ĝ̹ ŲŦňşƀĴİ̹ ĩŵƄŹŅ̹ ĩĴĪŦŞĴŹ̹ ĜŘŘƄŵňşŀ̹ ĿŦŵ̹ Ĝ̹
ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ƀŦ̹ĴƞŲĴŵňŞĴşƀ̹ƙňƀŅ˦̹ŲĜŵƀňĪƄlarly when the quality 
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or the character of the strokes and the marks becomes critical to the 
ĪĜŘŘňŀŵĜŲŅĴŵ̝Ź̹ƙŦŵŖŹ˦̹ĜŹ̹ňş̹ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹ŞƟ̹ŲŵĜĪƀňĪĴŹ̹ƀŅĜƀ̹,̹ŲŵĴŹĴşƀ̹ňş̹ƀŅňŹ̹
chapter.

bŦ̹ ŵĴŞňşİ˦̹ ƀŅĴ̹ ŴƄĜŘňƀƟ̹ ŦĿ̹ ƀŅĴ̹ ŘňşĴ̹ ĩĴĪŦŞĴŹ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ĿĴĜƀƄŵĴ̹ ĿŦŵ̹
ĜĩŹƀŵĜĪƀ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƙŅňĪŅ̹ İĴŲĴşİŹ̹ Ŧş̹ ŅŦƙ̹ƙĴŘŘ̹ ƀŅĴ̹ İĴŘňƘĴŵƟ̹ ŦĿ̹ ňşŖ̹
İĴŲĴşİŹ̹Ŧş̹ŅŦƙ̹ŦşĴ̹ƙŵňƀĴŹ˦̹ŅŦƙ̹ňƀ̹ňşǭƄĴşĪĴŹ̹ƀŅĴ̹ĿŦŵŞ̹Ŧŵ̹ĪŦŞŲŦŹňƀňŦş˦̹
and hence how it feels on the surface. All require a certain amount 
ŦĿ̹ ŞĜŹƀĴŵƟ˦̹ ŖşŦƙňşŀ̹ ƀŅĴ̹ ŞĜƀĴŵňĜŘŹ̹ Ĝşİ̹ ŞĜşňŲƄŘĜƀňşŀ̹ ƀŅĴŞ̹ ƀŅĜƀ̹ ƙňŘŘ̹
reveal through the stroke or the line of the calligrapher. This feature 
is mentioned in Chapter IV in part “4.1.4. Aesthetic Considerations and 
ƀŅĴ̹bĴŵŞ̹�ĴĜƄƀƟ̹ŦĿ̹�ŅňşĴŹĴ̹�ĜŘŘňŀŵĜŲŅƟ˫̛ ̹#Ŧŵ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƀŅĴ̹
ŴƄĜŘňƀƟ̹ ŦĿ̹ ƀŅĴ̹ ŹƀŵŦŖĴ̹ ĪĜŵŵňĴŹ̹ ƘĜŵňŦƄŹ̹ ĜƀƀŵňĩƄƀňŦşŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ ŲŵŦƘňİňşŀ̹
knowledge about the calligrapher’s personality. 

#ƄŵƀŅĴŵŞŦŵĴ˦̹ ƀŅĴ̹ ŘňƘĴŘňşĴŹŹ̹ ŦĿ̹ ƀŅĴ̹ƙŦŵŖ̹ ĪŦŞĴŹ̹ƙňƀŅ̹ ƀŅĴ̹ ƘňƀĜŘ̹ ĴşĴŵŀƟ̹
performed in a one-shot without retouching. The transformation 
ŦĿ̹ Ĝ̹ ŹƟŞĩŦŘňĪ̹ ƀŦ̹şŦş̐ŹƟŞĩŦŘňĪ̹ ĿŦŵŞ˦̹ ĜŹ̹ ňş̹ ĜĩŹƀŵĜĪƀ̹ ŹƀŵŦŖĴ˦̹ ĴŘňŞňşĜƀĴŹ̹
the calligraphic text’s literal functionality. It becomes a medium of 
ŹĴŘĿ̐ĴƞŲŵĴŹŹňŦş̹ ňş̹ ĩŦƀŅ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̝̹ Ĝşİ̹ ŹŲĴĪƀĜƀŦŵŹ̝̹ ĴƟĴŹ˦̹ ĜŹ̹ ŹĴĴş̹ ňş̹
modern art in the West. 

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ ŘŦŦŖňşŀ̹ Ĝƀ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹
parallel concepts through eliminating the words and the letters also 
ŲŵŦƘňİĴ̹Ĝ̹ŲŘĜƀĿŦŵŞ̹ĿŦŵ̹ŹĴŘĿ̐ĴƞŲŵĴŹŹňŦş̹ƀŅŵŦƄŀŅ̹Ĝ̹ŀĴŹƀƄŵĴ̹ŦĿ̹ƀŅĴ̹ŅĜşİ˦̹ĜŹ̹
can be seen in the works of Meulman or Lampas with the ink splashes 
ƀŅĜƀ̹ ŅĴ̹ ŲĴŵĿŦŵŞŹ̹ ĜŹ̹ Ĝ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ĜĪƀ˫̹rňƀŅ̹ ƀŅňŹ̹ ĪŦşĪĴŲƀ˦̹ ƀŅĴ̹ ŴƄĜŘňƀƟ̹
ŦĿ̹ƀŅĴ̹ ŘňşĴ̹Ŧŵ̹Ĝ̹ŹƀŵŦŖĴ̹ĪŦŞĴŹ̹ƀŦ̹ƀŅĴ̹ ĿŦŵĴ˦̹Ĝ̹İĴƀĴŵŞňşĜşƀ̹Ŧŵ̹Ĝ̹ĪŵňƀĴŵňŦş̹
for evaluating the calligraphic quality of the work in contemporary 
calligraphy. 

;ŦŦŖňşŀ̹Ĝƀ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş̹ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƀŅĴ̹ŴƄĜŘňƀƟ̹ƙĜŹ̹şŦƀ̹Ĝ̹
ĪŦşĪĴŵş̹ňş̹ƀŅĴ̹ŹĜŞĴ̹ŹĴşŹĴ˫̹WĜƀŅĴŵ̹ƀŅĜş̹ƀŅĴ̹ŘňşĴ̹Ŧŵ̹Ĝ̹ŹňşŀŘĴ̹ŹƀŵŦŖĴ˦̹ƀŅĴ̹
well-constructed letterforms were the goal achieved to convey the text’s 
message. The mastery of the scribes would be criticized through how 
ŞĜşƟ̹ŹĪŵňŲƀŹ̹ƀŅĴƟ̹ƙŵŦƀĴ̹Ĝşİ̹ŅŦƙ̹ƙĴŘŘ̹ƀŅĴƟ̹ĪŦŲňĴİ˫̹)ĴşĪĴ˦̹ƀŅĴ̹ŞĜŹƀĴŵ̹ŦĿ̹
ƀŅĴ̹ĜşĪňĴşƀ̹rĴŹƀ̹ĪŦƄŘİ̹ĩĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ŴƄĜŘňǬĴİ̹ƙŵňƀĴŵ̹ƀŦ̹ĩĴ̹ĴŞŲŘŦƟĴİ˦̹
and the criteria were objective and related to more tangible profs and 
ƀŅĴ̹ŴƄĜşƀňƀĜƀňƘĴ̹ ŹňİĴ˦̹ ĪŦşƀŵĜŵƟ̹ ƀŦ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ ĿŦŵ̹
ƙŅŦŞ̹ƀŅĴ̹ŴƄĜŘňƀƟ̹ ĪŦŞĴŹ̹ƙňƀŅ̹ ƀŅĴ̹ŞĜŹƀĴŵƟ̹ĜŹ̹ƙĴŘŘ˦̹ ŅŦƙĴƘĴŵ˦̹ ĪŦşƀĜňşŹ̹
more objective and subjective values to be observed. Objectivity 
ĪŦŞĴŹ̹ƙňƀŅ̹ƀŅĴ̹ĪŵĜĿƀ̹şĜƀƄŵĴ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹Ĝşİ̹ŹƄĩœĴĪƀňƘňƀƟ̹ĪŦŞĴŹ̹
ƙňƀŅ̹ƀŅĴ̹ĴƞŲĜşİĴİ̹ĩŦŵİĴŵ˦̹ƀŵĜşŹĿŦŵŞĴİ̹ŞĴşƀĜŘňƀƟ̹ƙňƀŅňş̹ƀŅĴ̹ŵĴĜŘŞ̹ŦĿ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ƀŅĜƀ̹ŅĴŵĜŘİŹ̹ƀŅĴ̹ĴƞŲŵĴŹŹňƘĴşĴŹŹ˦̹ĿĴĴŘňşŀŹ˦̹Ĝşİ̹ĴŞŦƀňŦşŹ̹ƀŅĜƀ̹
address artistry.

bŅŵŦƄŀŅ̹ ƀŅĴŹĴ̹ ĿĴĜƀƄŵĴŹ˦̹ ňƀ̹ ŹĴĴŞŹ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĴşŅĜşĪĴŹ̹
its limits and forces us to think or reevaluate our perceptions and 
ƄşİĴŵŹƀĜşİňşŀ̹ ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ ,ƀ̹ ĜŘŹŦ̹ ŲƄƀŹ̹ ňƀ̹ Ĝƀ̹ Ĝ̹ İňǣĴŵĴşƀ̹
ŘĴƘĴŘ̹ĿŦŵ̹ƀŅĴ̹ŲĜƀŅ̹ŦĿ̹ĜĪŅňĴƘňşŀ̹ƀŅĴ̹ƄşňƘĴŵŹĜŘ̹ŘňşĴ̹Ĝşİ̹ŹƀŵŦŖĴŹ˦̹ ňş̹ƙŅňĪŅ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ĩĴĪŦŞĴŹ̹Ĝ̹ƀňŞĴŘĴŹŹ̹ŘňƘňşŀ̹ĴşƀňƀƟ˫̹bŅĜƀ̹ŞĴĜşŹ˦̹ĜŹ̹İĴŹĪŵňĩĴİ̹
ĜĩŦƘĴ˦̹ƙňƀŅŦƄƀ̹ ĜşƟ̹ ŵĴĜİĜĩŘĴ̹ ƀĴƞƀŹ˦̹ƙŦŵİŹ˦̹ Ŧŵ̹ ŵĴĪŦŀşňƥĜĩŘĴ̹ ŘĴƀƀĴŵŹ˦̹ ƀŅĴ̹
line or a stroke becomes the entity that addresses wider audiences who 
ĪĜş̹ŦĩŹĴŵƘĴ˦̹ňşƀĴŵŲŵĴƀ̹Ŧŵ̹ĜŹŹĴŹŹ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖ̹ƀŅŵŦugh them and 
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can appeal to certain senses. It refers to the open border than vernacular 
values means consisting of the past and presents rather than pointing at 
ĜşƟ̹ŹŲĴĪňǬĪ̹ƀňŞĴ˫̹bŅňŹ̹ĿĴĜƀƄŵĴ̹ŞĜŖĴŹ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀňŞĴŘĴŹŹ˫̹
�Ź̹ ŦşĴ̹ ĪĜş̹ ĴşœŦƟ̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ƙňƀŅŦƄƀ̹ ŵĴĜİňşŀ̹ ňƀ˦̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹
ŴƄĜŘňƀƟ̹ŦĿ̹ƀŅĴ̹ŹƀŵŦŖĴ̹Ĝşİ̹ĜŹŹĴŹŹňşŀ̹ƀŅĴŞ̹ĜŹ̹Ĝş̹ňŞĜŀĴ˦̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹
with only one stroke can be appreciated in the same sense that calling on 
the audiences to play an active role as well.

�Ź̹ĪĜş̹ĩĴ̹ŹĴĴş̹ňş̹#ňŀ˫̹ʇʊ˦̹ƀŅĴŹĴ̹ŞĴşƀňŦşĴİ̹ňŹŹƄĴŹ̹ĴŞĩŦİňĴİ̹ƀŅĴŞŹĴŘƘĴŹ̹
ƀŅŵŦƄŀŅ̹ƘĜŵňŦƄŹ̹ŲŵĜĪƀňĪĴŹ˦̹œƄŹƀ̹ŵĴƘĴĜŘňşŀ̹ƀŅĴ̹ŹƀĜňşŹ̹ŦĿ̹ƀŅĴ̹[ƄŞň̐ňşŖ̹Ŧş̹
ƀŅĴ̹ŵňĪĴ̹ŲĜŲĴŵŹ˫̹�ĴĿŦŵĴ̹ŲĴŵĿŦŵŞňşŀ̹ ƀŅĴ̹ ƀŦƄĪŅĴŹ˦̹ĜŘŘ̹ ƀŅŵĴĴ̹ŲĜŲĴŵŹ̹ƙĴŵĴ̹
ĿŵĜŞĴİ̹ Ĝşİ̹ ĪŦŞŲŦŹĴİ̹ ĜŹ̹ Ĝ̹ ƀŵňŘŦŀƟ˦̹ ƙŅňĪŅ̹ ňŹ̹ ŲŘĜşşĴİ̹ ĜŹ̹ ĪŦŞŲĜƀňĩŘĴ̹
ňŞĜŀĴŹ̹ƙňƀŅ̹ĴĜĪŅ̹ŦƀŅĴŵ˫̹�ŘŘ̹ŵĴǭĴĪƀ̹ƀŅĴ̹ŅĴĜƘňŘƟ̹ŹƀĜňş̹ĿŦŵŞĴİ̹İňǣĴŵĴşƀŘƟ̹
İĴŲĴşİňşŀ̹Ŧş̹ƀŅĴ̹ƀŦƄĪŅ̹ŦĿ̹ ƀŅĴ̹�ŅňşĴŹĴ̹ĩŵƄŹŅ̹Ŧş̹ƀŅĴ̹ŵňĪĴ̹ŲĜŲĴŵŹ˦̹ĜŘŹŦ̹
depending on the pressure and the intensity of meeting with the 
surface. 

Fig. 25. Practices with Chinese 
brush and Sumi-ink, Almıla 
Yıldırım, 2020, Foto. credit: 
Almıla Yıldırım.  

�ƘĴş̹ ƙňƀŅŦƄƀ̹ ĪŵĴĜƀňşŀ̹ Ĝ̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙŦŵŖ˦̹ ĴŞŲŘŦƟňşŀ̹ ƀŅĴ̹
ŲŦňşƀĴİ̹şňĩ̹ĩŵƄŹŅ̹ŀňƘĴŹ̹ ƀŅĴ̹ ĿĴĴŘňşŀ̹ŦĿ̹ ĪŦşƘĴŵŀĴşĪĴ̹ Ĝşİ̹ ƀŵĜşŹňƀňŦş˦̹ ĜŹ̹
[ƀĴƘĴşŹ̹˾ʇʅʆʈ˿̹ĪŘĜňŞŹ˦̹ŅĴŘŲŹ̹ƀŦ̹̚ĴƞŲĜşİňşŀ̹ŦƄŵ̹ŞŦƘĴŹ̛̹˾ʇʅʆʈ˥̹ʌʆ˿˫̹
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�Ź̹ŹŅŦƙş̹ňş̹#ňŀ˫̹ʇʋ̹ƙňƀŅ̹Ĝ̹ĪŘŦŹĴŵ̹ŘŦŦŖ̹Ĝƀ̹ƀŅĴ̹ƙŦŵŖŹ˦̹ƀŅĴ̹ĿŵĜŞĴ̹ŘňŞňƀŹ̹ƀŅĴ̹
ŀĴŹƀƄŵĴ˦̹ƀŵƟňşŀ̹ƀŦ̹ƀĜŞĴ̹ƀŅĴ̹ňşŖ̹ƀŅĜƀ̹ŹŲŵĴĜİŹ̹ĜŵŦƄşİ̹ĜŹ̹ňĿ̹İŦŞĴŹƀňĪĜƀňşŀ̹
ňƀ˫̹ bŅňŹ̹ ĪŦşĪĴŲƀ˦̹ ƙŅňŘĴ̹ ŵĴŲŵĴŹĴşƀňşŀ̹ ƀŅĴ̹ ŀĴŹƀƄŵĜŘ̹ ňşƀĴŵŲŵĴƀĜƀňŦş̹ ŦĿ̹
the calligraphic attitude that comes with all theoretical and practical 
ƀŵĜňşňşŀ˦̹ĜŘŹŦ̹ŹƟŞĩŦŘňƥĴŹ̹ƀŅĴ̹ŲĴŵňŦİ̹ŦĿ̹ĩĴňşŀ̹Ĝ̹ŞĴŵĴ̹ĪŦŲƟňŹƀ̹Ĝşİ̹ŀĜňşňşŀ̹
ŹŲĜĪĴ̹ ĿŦŵ̹ ňşİňƘňİƄĜŘ̹ ňşƀĴŵŲŵĴƀĜƀňŦşŹ˫̹ �ŦŞĴŹƀňĪĜƀňŦş̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ƀŵĜňşňşŀ̹
the hand and gaining muscle memory points at the traditional aspect 
ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŹƀňŘŘ̹ŵĴŘĴƘĜşƀ̹ƀŦİĜƟ˫̹bŅŵŦƄŀŅ̹ŲŵĜĪƀňĪĴ˦̹ňƀ̹ĜŵŵňƘĴŹ̹
Ĝƀ̹ƀŅĴ̹şĴƞƀ̹ŹƀĴŲ˦̹ŞŦŹƀŘƟ̹ĜŘŘŦƙňşŀ̹ŦşĴŹĴŘĿ̹ƀŦ̹ĩĴ̹ŹŲŦşƀĜşĴŦƄŹ̹ĜŹ̹ňĿ̹ŅĴ̹ňŹ̹
ŦƄƀ̹ŦĿ̹ĪŦşƀŵŦŘ˫̹)ŦƙĴƘĴŵ˦̹ƀŅňŹ̹ŹŲŦşƀĜşĴňƀƟ̹ňŹ̹ĜĪƀƄĜŘŘƟ̹ƀĜŞĴİ̹ĜŹ̹ĴƞŲŘĜňşĴİ̹
ƀŅŵŦƄŀŅ̹ ĪŦşŹƀĜşƀ̹ ŲŵĜĪƀňĪĴŹ̹ ŦĿ̹ ƀŅĴ̹ ŞŦƘĴŹ˦̹ Ĝşİ̹ ŘĴƀƀĴŵĿŦŵŞŹ˦̹ ƀŵƟňşŀ̹ ƀŦ̹
understand the relationship between the space and forms’ interactivity.

Fig. 26. Closer look to the Fig. 
25, Almıla Yıldırım, 2020, Foto. 
credit: Almıla Yıldırım. 

�Ź̹ ŘŦşŀ̹ ĜŹ̹ ňƀ̹ ňŹ̹ ŘĜĩĴŘĴİ̹ ĜŹ̹ Ĝ̹ ǬŵŹƀ̹ ŹƀĴŲ̹ ňş̹ ƀŅĴ̹ ŵĴĜŘŞ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĜŹ̹
observed in Chapter VI through the works of western contemporary 
ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ ƀŅĴ̹ şĴƞƀ̹ ŹƀĴŲ̹ ŹĴĴŞŹ̹ ƀŦ̹ ŲƄŹŅ̹ ƀŅĴ̹ ĩŦƄşİĜŵňĴŹ̹ Ĝşİ̹
şŦƀňŦşŹ̹ ƀŅĜƀ̹ ƙĴŵĴ̹ ĜƀƀŵňĩƄƀĴİ̹ ƀŦ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ĴƞŲĜşİ̹ ňƀ˦̹
ĴƘĴş̹ ƀŵĜşŹĿŦŵŞ̹ ƀŅĴ̹ ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀĴĪŅşňĪĜŘŘƟ˦̹
and conceptually. It can be claimed that this issue is manifested itself 
through the splashes of the gesture of the hand that can be observed 
on the sides of the white frame. Overall assessment here shows 
that calligraphy has become an autonomous discipline that can be 
considered and expanded both technically and conceptually from the 
ŲŦňşƀ̹ ŦĿ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ˫̹ ,ƀ̹ ĪĜş̹ ŵĴǭĴĪƀ̹ ƘĜŵňŦƄŹ̹ ŵĴĿĴŵĴşĪĴŹ̹ ĿŵŦŞ̹ ƀŅĴ̹
ŲĜŹƀ˦̹Ĝşİ̹ƀŅĴ̹ŲŵĴŹĴşƀ̹ĜŘŹŦ̹ŅĴŵĜŘİŹ̹ƀŅĴ̹ŲĴŵŹŦşĜŘ̹ƄşİĴŵŹƀĜşİňşŀ̹ƀŅĜƀ̹ĪĜş̹
reach larger audiences who are not supposed to decipher the exact 
ŘĜşŀƄĜŀĴ˦̹ĩƄƀ̹ƀŦ̹ŘŦŦŖ̹Ĝşİ̹ŦĩŹĴŵƘĴ˦̹ƙŅňĪŅ̹ŲŦňşƀŹ̹ƀŦ̹ƀŅĴ̹ƄşňƘĴŵŹĜŘ̹ŘĴƘĴŘ̹ŦĿ̹
ĜŹŹĴŹŹŞĴşƀ̹ƙňƀŅňş̹ƀŅĴ̹ŵĴĜŘŞ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹)ĴşĪĴ˦̹ƙŅňŘĴ̹ĪŅĴŵňŹŅňşŀ̹ƀŅĴ̹
ƘĴŵşĜĪƄŘĜŵ̹ĿĴĜƀƄŵĴŹ̹ƀŅĜƀ̹ĪŦŞĴŹ̹ƙňƀŅ̹ƀŅĴ̹ŲĜŹƀ˦̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ƙĜşƀŹ̹ƀŦ̹ŀŦ̹
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beyond the calligraphic interpretation that will rich broad audiences. 
These features describe the contemporary tendency that covers the 
expended gesture of the hand of the calligrapher.

�ŘŘ̹ ƀŅĴŹĴ̹ ŲŵĴƘňŦƄŹ̹ ňşƀĴŵĜĪƀňŦşŹ̹ Ĝşİ̹ ĴƞŲĴŵňĴşĪĴŹ̹ ĜŵĴ̹ ŵĴǭĴĪƀĴİ̹ ňş̹ ŞƟ̹
ĪƄŵŵĴşƀ̹ ƙŦŵŖŹ̹ ĜŹ̹ Ĝ̹ ŹƀĴŲŲňşŀ̹ ŲŦňşƀ̹ ƀĴĪŅşňĪĜŘŘƟ̹ Ĝşİ̹ ŲŵĜĪƀňĪĜŘŘƟ˦̹ ĩƟ̹
ƙŅňĪŅ̹ ,̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ŲŵĜĪƀňĪĴ̹ ŹƀŵŦŖĴŹ̹ ŹŦŘĴŘƟ˦̹ ƀŅĴ̹ŞŦƘĴŹ̹ŦĿ̹ ƀŅĴ̹ŅĜşİ̹Ĝşİ̹
ƀŅĴ̹ŞĜƀĴŵňĜŘŹ˦̹ ĜŘŹŦ̹ ƀŅĴ̹ ĪŦŞĩňşĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ŹƀŵŦŖĴŹ̹ Ĝşİ̹ ŘňşĴŹ˫̹ ,̹ ŵĴĜŘňƥĴ̹
that practicing traditional calligraphy means practicing all the moves 
needed to be employed to construct the exact letter style to acquire 
them as a muscle memory mentioned in Chapter III. 

bŦ̹ ŹƄŞ̹ƄŲ˦̹ ƀŅňŹ̹ ŲĴŵňŦİ̹ ĪĜŵŵňĴŹ̹ŞĴ̹ ƀŦ̹ ĿĜĪĴ̹ ƀŅĴ̹ ŹŅňĿƀňşŀ̹ ŲĴŵŹŲĴĪƀňƘĴ˦̹ Ĝ̹
ŅňŀŅŘƟ̹ĪŵƄĪňĜŘ̹Ĝşİ̹şŦƀĴƙŦŵƀŅƟ̹ŲĴŵňŦİ̹ĿŵŦŞ̹İňǣĴŵĴşƀ̹ŘĴƘĴŘŹ̹ƀŅĜƀ̹ƙňŘŘ̹ĩĴ̹
examined through my personal works. 

7.3. Calligraphic works created focused on the strokes 
and texture

The works discussed in this section are produced with approaches 
ƀŅĜƀ̹ĴŘňŞňşĜƀĴ̹ ƀŅĴ̹ƙŦŵİŹ̹Ĝşİ̹ ŘĴƀƀĴŵŹ˦̹ ĿŦĪƄŹňşŀ̹Ŧş̹ ƀŅĴ̹ŹƀŵŦŖĴŹ̹Ĝşİ̹ ƀŅĴ̹
texture with the proximity to the abstract concept of calligraphy after a 
considerable amount of practice and exploration.

The works will be handled chronologically by considering the creation 
İĜƀĴ˦̹ƙŅňĪŅ̹ƙňŘŘ̹ĜŘŹŦ̹ŵĴƘĴĜŘ̹ƀŅĴ̹ƀŵĜşŹĿŦŵŞĜƀňŦş̹İƄŵňşŀ̹ƀŅĴ̹ŘĜŹƀ̹ƀƙŦ̹ƟĴĜŵŹ̹
ŲĴŵňŦİ̹ŦĿ̹ŵĴŹĴĜŵĪŅ˫̹bĴĪŅşňĪĜŘ˦̹ƘňŹƄĜŘ˦̹Ĝşİ̹ĪŦşĪĴŲƀƄĜŘ̹ĪŦşŹňİĴŵĜƀňŦşŹ̹ƙňŘŘ̹
be examined with various images. 

)ĴŵĴ˦̹ ňƀ̹ ŹŅŦƄŘİ̹ ĩĴ̹ ĪŦşŹňİĴŵĴİ̹ Ĝ̹ ŲĜŵƀ̹ ŦĿ̹ Ĝş̹ ŦşŀŦňşŀ̹ Ĝşİ̹ ĜŘŵĴĜİƟ̹
ĜĪĪƄŞƄŘĜƀňşŀ˦̹ ƀŵĜşŹĿŦŵŞňşŀ̹ ŲŵŦĪĴŹŹ̹ ƀŦ̹ ĴƘĜŘƄĜƀĴ̹ ƀŅĴ̹ ƀŅĴŦŵĴƀňĪĜŘ̹ Ĝşİ̹
practical knowledge obtained during the doctoral study. It can be 
considered a beginning to progress as part of the ongoing evaluation 
ŵĜƀŅĴŵ̹ƀŅĜş̹Ĝ̹ŵĴŹƄŘƀ˦̹ƙŅňĪŅ̹ŅĜŹ̹ŲŵŦƞňŞňƀƟ̹ƙňƀŅ̹ƀŅĴ̹ŞňşİŹĴƀ̹ŦĿ̹ƀŅĴ̹#Ĝŵ̹
Eastern calligraphy that is focused on interested in how it is done 
ŵĜƀŅĴŵ̹ƀŅĜş̹ƙŅĜƀ̹ňŹ̹İŦşĴ˦̹ĿŦĪƄŹĴİ̹Ŧş̹ƀŅĴ̹ŲĴŵŹŦşĜŘ̹İĴƘĴŘŦŲŞĴşƀ̹ŦĿ̹ƀŅĴ̹
ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ňşƀĴŵĴŹƀĴİ̹ňş̹ŅňŹ̹ĿĴĴŘňşŀŹ̹Ĝşİ̹ĴŞŦƀňŦşŹ˫̹

�ŦşŹňİĴŵňşŀ̹ƀŅňŹ̹İŦĪƀŦŵĜŘ̹ŵĴŹĴĜŵĪŅ̹ŲĴŵňŦİ˦̹ƀŅĴŹĴ̹ƙŦŵŖŹ̹ĪĜş̹ĩĴ̹ĜŹŹĴŹŹĴİ̹
ĜŹ̹ ŵĴǭĴĪƀňŦşŹ̹ şŦƀ̹ œƄŹƀ̹ ƀŅĴ̹ ŞŦŞĴşƀ̹ ĩƄƀ̹ ƀŅĴ̹ ŲĜŹŹĜŀĴ̹ ŦĿ̹ ƀňŞĴ̹ ĜŹ̹ Ĝ̹
ĪŦşƀňşƄƄŞ̹ŞĜşňĿĴŹƀĴİ̹ňƀŹĴŘĿ̹ƀŅŵŦƄŀŅ̹ŞƟ̹ƙŦŵŖ˦̹Ĝşİ̹ňƀ̹ĿŦŵŞŹ̹ƀŅĴ̹ĪŦŵĴ̹ŦĿ̹
ŞƟ̹ĜŲŲŵŦĜĪŅ˫̹�ƘĴş̹ƀŅĴ̹ƘňĴƙĴŵ̹ŹĴĴŹ̹Ĝ̹ŲňĴĪĴ˦̹ƀŅĴ̹ĴǣĴĪƀ̹ƀŅĜƀ̹ňŹ̹ƀŵňĴİ̹ƀŦ̹ĩĴ̹
evoked is a cumulative process of calligraphy. This refers to performing 
calligraphy emphasizing the process rather than the result. At the 
ŹĜŞĴ̹ƀňŞĴ˦̹ƀŅĴ̹ƙŦŵŖŹ̹,̹ŲŵŦİƄĪĴ̹ƙňƀŅ̹ƀŅĴ̹ĩĴŘňĴĿ̹ƀŅĜƀ̹ƀŅňŹ̹ĜŲŲŵŦĜĪŅ̹ĩĴŹƀ̹
ŵĴŲŵĴŹĴşƀŹ̹ ƀŅĴ̹ şĜƀƄŵĴ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƙŅňĪŅ̹ ĩĜŹňĪĜŘŘƟ̹ ŹƀĜŵƀŹ̹ ƙňƀŅ̹ Ĝ̹
single unit stroke and with the contemporary mindset that is examined 
ňş̹�ŅĜŲƀĴŵ̹q,˦̹ ƀŅňŹ̹Ƅşňƀ˦̹ ĜŹ̹ ňş̹ ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹ ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹
reveal multiple-meaning through its eclectic structure similar to the 
postmodern period.

These practices that will be the observed focus on one of the essential 
ƄşňƀŹ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƀŅĴ̹ŹƀŵŦŖĴ̹ŞŦŹƀŘƟ˦̹ƀŅĴ̹ƀĜĪƀňŘĴ̹ĴƞŲĴŵňĴşĪĴ̹ƙňƀŅ̹ĜĪƀƄĜŘ̹
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tools and materials. The letter or any recognizable signs are eliminated 
to avoid orienting the audience to traditionally read the sign or letter/
ƙŦŵİŹ˫̹)ĴşĪĴ˦̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴŹĴ̹ƙŦŵŖŹ̹ĪĜş̹ĩĴ̹ňşĪŘƄİĴİ̹ňş̹ƀŅĴ̹
asemic writing/calligraphy or abstract calligraphy genre. 

�Ź̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˦̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜňşňşŀ̹ňşƘŦŘƘĴŹ̹ŞĜŹƀĴŵňşŀ̹ƀŅĴ̹ƘĜŵňŦƄŹ̹
scripts through copying the models taken from ancient manuscripts 
to observe and understand the formal construction of the exact script 
ŹƀƟŘĴ˫̹ �ŦŲƟňşŀ̹ şĴĴİŹ̹ ŀŦŦİ̹ ŦĩŹĴŵƘĜƀňŦş̹ Ĝşİ̹ ŘĴĜŵşňşŀ̹ ŦĿ̹ ƀŅĴ̹ İƄĪƀƄŹ˦̹ ĜŹ̹
İĴǬşĴİ̹ ĩĴĿŦŵĴ˦̹ ĜŹ̹ƙĴŘŘ̹ ĜŹ̹ ƀŅĴ̹ŞĜƀĴŵňĜŘŹ̹ Ĝşİ̹ ƀŦŦŘŹ̹ ƀŦ̹ŞĜşňŲƄŘĜƀĴ̹ ƀŅĴŞ̹
appropriately. This mastery process requires constant practice and 
ŵĴŲĴƀňƀňŦşŹ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ˦̹ŹƀĜŵƀňşŀ̹ƙňƀŅ̹ŘĴĜŵşňşŀ̹ƀŅĴ̹ĩĜŹňĪ̹ƄşňƀŹ̹̐ŹƀŵŦŖĴŹ̹̐
ƀŅĜƀ̹ĪŦşŹƀŵƄĪƀ̹ƀŅĴ̹ŘĴƀƀĴŵĿŦŵŞ˫̹)ĴşĪĴ˦̹ĩĜŹňĪĜŘŘƟ˦̹ŲŵĜĪƀňĪĴ̹ŞĴĜşŹ̹ŵĴŲĴĜƀňşŀ̹
these strokes over and over again. When calligraphers achieve the skill 
ƀŦ̹ ŲĴŵĿŦŵŞ̹ ƀŅĴ̹ ŵňŀŅƀ̹ ĿŦŵŞ̹ ŦĿ̹ Ĝ̹ ŘĴƀƀĴŵ˦̹ ƀŅĴňŵ̹ ƙŵňƀňşŀŹ̹ ĜŵĴ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹
ĩĴĜƄƀňĿƄŘ̹ ňş̹ Ĝ̹ ĪŦşƘĴşƀňŦşĜŘ̹ ŹĴşŹĴ˦̹ ňş̹ƙŅňĪŅ̹ ƀŅĴ̹ ĩĴĜƄƀƟ̹ ňŹ̹ ĩĜŹĴİ̹ Ŧş̹ ƀŅĴ̹
well-constructed letterforms that will convey the text’s message. 

HşĪĴ̹ĜŀĜňş˦̹ ,̹ŵĴĜĪŅĴİ̹ƀŅĴ̹ŲŦňşƀ̹ƀŅĜƀ̹ ,̹ ŘňƀĴŵĜŘŘƟ̹ ŘĴĿƀ̹ĩĴŅňşİ̹ƀŅĴ̹ŞĴĜşňşŀ̹
of the text by creating unreadable text-like mark-making with the 
ĪĜŘŘňŀŵĜŲŅňĪ̹ ĩĜĪŖŀŵŦƄşİ˫̹ �ĴĪĜƄŹĴ˦̹ ĿŵŦŞ̹ ƀŅĴ̹ ĩĴŀňşşňşŀ˦̹ ĴƘĴş̹ ƀŅŦƄŀŅ̹ ,̹
ƘĴŵƟ̹ǬŵŹƀ̹ŹƀĜŵƀĴİ̹ƀŦ̹ŲŵĜĪƀňĪĴ̹ƀŅĴ̹ĜşĪňĴşƀ̹ƙŵňƀňşŀ̹ŹĪŵňŲƀŹ̹Ĝşİ̹ƀŵĜİňƀňŦşĜŘ̹
ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŞňşİŹĴƀ˦̹ ,̹ ŵĴĜŘňƥĴİ̹ ƀŅĜƀ̹ ,̹ ĿŦĪƄŹĴİ̹ Ŧş̹ ƀŅĴ̹ ŘňşĴ̹ Ŧŵ̹
ŹƀŵŦŖĴ̹ ŹŦŘĴŘƟ˦̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ ƀŅĴ̹ŦƘĴŵĜŘŘ̹ ĜŲŲĴĜŵĜşĪĴ̹ŦĿ̹ ƀŅĴ̹ƙŦŵİ̹Ŧŵ̹Ĝ̹ ƀĴƞƀ˫̹
�Ź̹ŹƀĜƀĴİ̹ĴĜŵŘňĴŵ˦̹ňƀ̹ĜŘŹŦ̹ƙňŘŘ̹ĩĴ̹ŹĴĴş̹ňş̹�ŲŲĴşİňƞ̹�˦̹ňş̹ƙŅňĪŅ̹ƀŅĴ̹ĪŦƄŵŹĴŹ̹
Ĝşİ̹ƙŦŵŖŹŅŦŲŹ̹ ƀŅĜƀ̹ ,̹ŲĜŵƀňĪňŲĜƀĴİ̹ ňş̹[ŲĜňş˦̹#ŵĜşĪĴ˦̹Ĝşİ̹bƄŵŖĴƟ̹ƙňŘŘ̹ĩĴ̹
ŅĴŘİ˰̹ƀŅĴ̹ǬŵŹƀ̹ŹƀĴŲ̹ňŹ̹ƀŦ̹ŘĴĜŵş̹ƀŅĴ̹ductus˦̹ƀŅĴ̹ĿŦŵŞƄŘĜƀňŦş̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵĿŦŵŞ̹
ŦĿ̹ƀŅĜƀ̹ĜşĪňĴşƀ̹ŹƀƟŘĴ˫̹bŅĜƀ̹ŹƀĜŵƀŹ̹ƙňƀŅ̹ƀŅĴ̹ĩĜŹňĪ̹ŹƀŵŦŖĴ˦̹ŞŦŹƀŘƟ̹ƀŅĴ̹ŘĴƀƀĴŵ̹
̚ň˦̛ ̹ĪŦşƀňşƄĴŹ̹ƙňƀŅ̹ƀŅĴ̹ŦƀŅĴŵ̹ŘĴƀƀĴŵŹ̹ƙňƀŅ̹ŘĴĜŵşňşŀ̹ƀŅĴ̹ƘĴŵƀňĪĜŘ˦̹ŅŦŵňƥŦşƀĜŘ˦̹
Ĝşİ̹ İňĜŀŦşĜŘ̹ŞŦƘĴŹ̹ Ŧŵ̹ ĪƄŵƘĴŹ˦̹ ňĿ̹ ƀŅĴƟ̹ ĴƞňŹƀ˰̹ ĩƄƀ̹ ƀŅĴ̹ŞĜňş̹ ĿŦĪƄŹ̹ ňŹ̹ ƀŅĴ̹
ŘĴƀƀĴŵ̹ňƀŹĴŘĿ˦̹ƀŅĴş̹ňƀ̹ĩĴĪŦŞĴŹ̹ƀŅĴ̹ƙŦŵİ̹Ĝşİ̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ƀĴƞƀ̹ƀŅĜƀ̹ňŹ̹şĴĴİĴİ̹
ƀŦ̹ĩĴ̹ƙŵňƀƀĴş̹şĴĜƀŘƟ̹ƀŦ̹ĩĴ̹ŵĴĜİ̹ňş̹ƀŅĜƀ̹ĜşĪňĴşƀ̹ŹƀƟŘĴ˫̹)ŦƙĴƘĴŵ˦̹ňş̹ŞƟ̹ĪĜŹĴ˦̹
ĿŦĪƄŹňşŀ̹Ŧş̹ƀŅĴ̹ǬŵŹƀ̹ŹƀŵŦŖĴ˦̹ ̚ň̛̹ŹĴĴŞŹ̹ƀŦ̹ĩĴ̹ƘĜŘňİ̹ ĿŦŵ̹ĴƘĴŵƟ̹ŞŦƘĴ̹ŦĿ̹ŞƟ̹
hand and reached until today and result to create writing-like gestures 
Ŧŵ̹ƀĴƞƀƄŵĴ˦̹ƙŅňĪŅ̹ŞĜŖĴŹ̹ŞĴ̹ňşƀĴŵĴŹƀĴİ̹ňş̹ĜŹĴŞňĪ̹ƙŵňƀňşŀ˫̹

)ŦƙĴƘĴŵ˦̹ ĜŹ̹ŞĴşƀňŦşĴİ̹ ĴĜŵŘňĴŵ̹ Ĝşİ̹ ŦĩŹĴŵƘĴİ̹ ňş̹�ŅĜŲƀĴŵ̹q,̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹
ĴƞĜŞňşĜƀňŦş̹ŦĿ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̝̹ƙŦŵŖŹ˦̹ĪĜŘŘňŀŵĜŲŅƟ̹
has evolved into an autonomous art form that cherishes the personal 
interpretation of the calligrapher and involves feelings and emotions 
ĩĴƟŦşİ̹ƀŅĴ̹ƀŵĜİňƀňŦşĜŘ̹İĴǬşňƀňŦş̹Ĝşİ̹İĴŹĪŵňŲƀňŦş̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ƀŅĜƀ̹ňŹ̹
ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,,˫̹bŅĜƀ̹ŞĴĜşŹ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ŹƀĜŵƀĴİ̹
with the modern approaches of the nineteenth century mentioned in 
�ŅĜŲƀĴŵ̹,,,˦̹ŅĜƘĴ̹ĩĴŀƄş̹ƀŦ̹ŹĴĜŵĪŅ̹ƀŦ̹ŵĴƘĴĜŘ̹ƀŅĴŹĴ̹ŲĴŵŹŦşĜŘ̹ňşƀĴŵŲŵĴƀĜƀňŦşŹ̹
ƀŅŵŦƄŀŅ̹ ƀŅĴňŵ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ĴƞŲĴŵňŞĴşƀŹ˦̹ ňş̹ ƙŅňĪŅ̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹ Ĝşİ̹ ƀŅĴ̹
ƙŦŵİ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ĴŘňŞňşĜƀĴİ˫̹bŅĴ̹ĩĜŹňĪ̹ŵĴĜŹŦş̹ŹĴĴŞŹ̹ƀŦ̹İňŞňşňŹŅ˦̹ĴƘĴş̹
transform the idea of a text that is supposed to be read with the desire to 
be perceived as something to be looked at as an open work. 

�ŘŘ̹ƀŅĴŹĴ̹ňŹŹƄĴŹ̹ŅĜƘĴ̹ĜŘŵĴĜİƟ̹ĩĴĴş̹ŞĴşƀňŦşĴİ˰̹ŅŦƙĴƘĴŵ˦̹ňƀ̹ňŹ̹ĪŵƄĪňĜŘ̹ƀŦ̹
remind here that my personal works have a share of these features 
and are shaped through these considerations provided with the earlier 
ňşƘĴŹƀňŀĜƀňŦşŹ̹ ŦĿ̹ ƀŅĴ̹ ƀŵĜİňƀňŦşĜŘ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ Ĝşİ̹ ƀŅĴ̹
AňİİŘĴ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ĪƄŘƀƄŵĴŹ˦̹ĜŘŹŦ̹ŦĩŹĴŵƘňşŀ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
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ĜƀƀňƀƄİĴŹ̹ƀŦ̹ ĿŵĜŞĴ̹ƀŅĴ̹İƟşĜŞňĪŹ̹Ĝşİ̹ ňşǭƄĴşĪĴŹ̹ĩĴŅňşİ̹ ňƀ˦̹ƙŅňĪŅ̹ŅĜƘĴ̹
proximity with the various modern movements that treated to the 
ƙŵňƀƀĴş̹ƙŦŵİ̹ĜŹ̹Ĝş̹ňŞĜŀĴ˫̹)ĴşĪĴ˦̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴ̹ĴŘňŞňşĜƀňŦş̹
of the word or a letter is a situation that takes place in the natural 
ǭŦƙ̹ŦĿ̹ŵĴŹĴĜŵĪŅ̹Ĝşİ̹ŹƀĜşİŹ̹ŦƄƀ̹ƙňƀŅ̹ƀŅĴ̹İĴŹňŵĴ̹ƀŦ̹ŵĴǭĴĪƀ̹ƀŅĴ̹ŲĴŵŹŦşĜŘ̹
ĜƀƀňƀƄİĴ˦̹ ƙŅňĪŅ̹ƙĜŹ̹ ŹƀŵňĪƀŘƟ̹ ĿŦŵĩňİİĴş̹ ňş̹ ƀŅĴ̹ ƀŵĜİňƀňŦş̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
mentioned in Chapter III.

�Ź̹,̹ŹňşĪĴŵĴŘƟ̹ĩĴŘňĴƘĴ˦̹ňƀ̹ňŹ̹Ĝş̹ĜŵƀňŹƀňĪ̹ŲŵŦĪĴŹŹ̹ƀŅĜƀ̹ĪŦƘĴŵŹ̹ŵĴǭĴĪƀňŦş̹ĜŹ̹ňƀ̹
ňŹ̹ĴƞŲŘĜňşĴİ˦̹̚rňƀŅŦƄƀ̹ŵĴǭĴĪƀňŦş̹Ĝŵƀ̹ňŹ̹œƄŹƀ̹ŞĜŖňşŀ̹Ĝşİ̹şŦƀ̹ŵĴŹŲŦşİňşŀ˫̹
Things that are done artfully are not done automatically. This is why 
ĜŵƀňŹƀŹ̹ŞƄŹƀ̹ŵĴǭĴĪƀ˫̹�ŵƀ̹ƙňƀŅŦƄƀ̹ŵĴǭĴĪƀňŦş̹ňŹ̹şŦƀ̹ŴƄĜŘňƀƟ˫̹�ŵƀ̹ ňŹ̹şŦƀ̹ŹŦ̹
ŞƄĪŅ̹ĜĩŦƄƀ̹ŞĜŖňşŀ̹ĩƄƀ̹ŞŦŵĴ̹ĜĩŦƄƀ̹ŵĴŹŲŦşİňşŀ̛̹˾AŦşňŖŦ˦̹şİ˫˥̹ʈʉ˿˫̹bŅňŹ̹
ňŹŹƄĴ̹ ŘĴİ̹ ŞĴ̹ ƀŦ̹ ƀŅňşŖ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ƀňŞĴ̹ ƀŅĜƀ̹ ,̹ ŲŵĜĪƀňĪĴİ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹
ƙŅňĪŅ̹ǬşİŹ̹ ňƀŹ̹İĴŹĪŵňŲƀňŦş̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ŞŦŞĴşƀ̹ ƀŅĜƀ̹ ňƀ̹ ňŹ̹ŲĴŵĿŦŵŞĴİ˫̹
[ňşĪĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ŲŵĜĪƀňĪĴİ̹ ĜŹ̹ Ĝş̹ Ĝŵƀ̹ ĿŦŵŞ˦̹ƙňƀŅ̹ ƀŅĴ̹
accumulated theoretical and practical knowledge of calligraphy with 
ƀŅňŹ̹İŦĪƀŦŵĜŘ̹ŵĴŹĴĜŵĪŅ˦̹ƀŅĴ̹ŞĜŖňşŀ̹ŲŵŦĪĴŹŹ˦̹ĜŹ̹AŦşňŖŦ̹˾ş˫İ˫˿̹ŞĴşƀňŦşŹ˦̹
ŅĜŹ̹ĜŘŵĴĜİƟ̹ĩĴŀƄş̹ƀŦ̹ ĿŦŵŞ˦̹ĜŹ̹ƙĴŘŘ̹ĜŹ̹ ƀŅĴ̹ŵĴŹŲŦşŹĴ̹ĜŹ̹ŹĴĴş̹ĜŘŞŦŹƀ̹ĜŘŘ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ĴƞĜŞňşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,˦̹ ĪŦŞĴŹ̹ ĜĿƀĴŵ̹
ňŞĜŀĴ˦̹ĜŹŹĴŹŹĴİ̹ƀŅŵŦƄŀŅ̹ƀĴƞƀƄŵĜŘ̹ĴƞŲĴŵňĴşĪĴŹ˫

,ƀ̹ ňŹ̹ Ĝ̹ ŲŵŦĪĴŹŹ̹ ̚ŞŦŵĴ̹ ƄşŲŵĴİňĪƀĜĩŘĴ˦̹ ĪŦŞŲŘĴƞ˦̹ ŲĴŵƘĴŵŹĴ˦̹ ŹƄĩƀŘĴ˦̹ Ĝşİ̹
intimately associated with the idiosyncratic landscapes of the personal 
ňŞĜŀňşĜƀňŦş̛̹ ˾AĪBňǣ˦̹ ʆʎʎʍ˥̹ ʇ˿˫̹�Ź̹AĪBňǣ̹ ˾ʆʎʎʍ˿̹ ŹƀĜƀĴŹ˦̹ ňşŹŲňŵĜƀňŦş̹ Ĝşİ̹
ĜǤŵŞĜƀňŦş̹ ĿĴĴİ̹ ĪŵĴĜƀňŦş̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ İňŵĴĪƀňŦş˦̹ ƙŅňĪŅ̹ ŲŦňşƀŹ̹ ƀŦ̹ ŅňŹ̹
ŹƀĜƀĴŞĴşƀ˦̹ ̚bŵĜƘĴŘĴŵŹ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ŲŵŦĪĴŹŹ̹ ŦĿ̹ ĪŵĴĜƀňŦş̹ ĜŘŹŦ̹ ŵĴĜŘňƥĴ̹ ƀŅĜƀ̹
ƀŅĴ̹ƀŵƄŘƟ̹ĴŹŹĴşƀňĜŘ̹ŹŲňŵňƀŹ̹ĜŵĴ̹ĴƞŲĴŵňĴşĪĴİ̹̚Ŧş̹ƀŅĴ̹ƙĜƟ̛̛̹˾,ĩňİ˫˿˫̹�ĪĪŦŵİňşŀ̹
ƀŦ̹ŅňŞ˦̹ ƀŅĴ̹ ĪŵĴĜƀňŦş̹ŲŵŦĪĴŹŹ̹ ĿŦŵŞŹ̹ƙňƀŅ̹ ƀňŞĴ˫̹ ,ƀ̹ ŦǣĴŵŹ̹ ƀŵĜşŹĿŦŵŞĜƀňŦş˦̹
ĪŅĜşŀĴŹ̹ƀŅŵŦƄŀŅ̹Ĝ̹ŹĴŵňĴŹ̹ŦĿ̹ĜĪƀňŦşŹ˦̹Ĝşİ̹ĴƘĴş̹ǭƄĪƀƄĜƀňŦşŹ̹̐ĜŹ̹ŦĩŹĴŵƘĴİ̹
ƀŅŵŦƄŀŅ̹ƀŅňŹ̹ŵĴŹĴĜŵĪŅ˦̹ňƀ̹ňŹ̹İňƘňİĴİ̹ňşƀŦ̹ĿŦƄŵ̹ŲŅĜŹĴŹ˫̹bŅňŹ̹ŲĴŵňŦİ̹ŞĜƟ̹ŦǣĴŵ̹
ƀŅĴ̹ŴƄĜŘňƀƟ̹ ŦĿ̹ Ĝ̹ŲŵŦĪĴŹŹ˦̹ Ĝşİ̹ ƀŅĴ̹şŦƀňŦş̹ŦĿ̹ ƀŅňŹ̹ŲŵŦĪĴŹŹ̹ ňŹ̹ŞĴĜşƀ̹ ƀŦ̹ĩĴ̹
ŲĴŵĪĴňƘĴİ̹ĜŹ̹Ĝş̹ŦŲŲŦŵƀƄşňƀƟ˦̹ĪŦşŹňŹƀňşŀ̹ŦĿ̹Ĝ̹ŞƄŘƀňŲŘňĪňƀƟ̹ŦĿ̹ĪŦŞŲŦşĴşƀŹ̹
that also carries a unity within itself that all experiences come together 
in this creative process which actually knows where to go. 

rŅňŘĴ˦̹ ĜŹ̹ ŞĴşƀňŦşĴİ̹ ĴĜŵŘňĴŵ˦̹ ŲŘĜşşňşŀ̹ Ĝşİ̹ ŞĴƀŅŦİŦŘŦŀƟ̹ ŞĜƟ̹ ŅĜƘĴ̹ Ĝ̹
ŹňŀşňǬĪĜşƀ̹ ŵŦŘĴ̹ ňş̹ ƀŅĴ̹ ĪŵĴĜƀňŦş̹ ŲŵŦĪĴŹŹ˦̹ ĜŹ̹ AĪBňǣ̹ ŹƀĜƀĴŹ˦̹ ̚˧ ƀŅĴ̹ ƀŦƀĜŘ̹
ŲŵŦĪĴŹŹ̹ŦĿ̹ĪŵĴĜƀňŦş̹ňŹ̹ŲĴŵŞĴĜƀĴİ̹ĩƟ̹ŅňİİĴş̹ƀƄŵşŹ˦̹ĴŘƄŹňƘĴ̹ŹĴĜŵĪŅĴŹ˦̹Ĝşİ̹
ŹƄĩƀŘĴ̹ĜŲŲĴĜŵĜşĪĴŹ̛̹˾ʆʎʎʍ˥̹ʈ˿˫̹

,ş̹ ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ ňş̹ ƀŅĴ̹ ƀňŞĴ̹ ƀŅĜƀ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŲĴŵĿŦŵŞ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹
ƀŅĴ̹ ŲňĴĪĴ̹ ŹŦŞĴƀňŞĴŹ̹ǬşİŹ̹ ňƀŹĴŘĿ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ƙĜƟ̹ ĜŹ̹ Ĝ̹ ŵĴŹŲŦşŹĴ̹ ŦĿ̹ ƀŅĴ̹
calligrapher. Response to the stroke that has been done or any other 
compositional elements may lead the calligrapher to decide how to react 
Ŧŵ̹ŅŦƙ̹Ĝşİ̹ƙŅĴŵĴ̹ƀŦ̹ŲƄƀ̹ƀŅĴ̹şĴƞƀ̹ŹƀŵŦŖĴ˫̹)ĴşĪĴ˦̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹
it is cherished both the spontaneity and the mastery that comes with 
practice and repetition. All is manifested through my personal attitude 
through the repeated strokes that are followed by the form learned 
ƀŅŵŦƄŀŅ̹ƀŅĴ̹ƀŵĜňşňşŀ̹ŲŵŦĪĴŹŹ˦̹ĜŘŹŦ̹ĪŦşƀňşƄĴİ̹as a reaction to the work.

bŅĴ̹ŲŵŦĪĴŹŹ̐ŦŵňĴşƀĴİ̹ĜŲŲŵŦĜĪŅ̹ŅĴŵĴ̹ŲƄƀŹ̹ƀŅĴ̹ǬşĜŘ̹Ųŵoducts less critical; 
ňşŹƀĴĜİ˦̹ňƀ̹ŲƄƀŹ̹ƘĜŘƄĴ̹Ŧş̹ƀŅĴ̹ŲŵŦĪĴŹŹ̹ƙňƀŅŦƄƀ̹ĩĴňşŀ̹ĜƀƀĜĪŅĴİ̹ƀŦ̹ƙŅĜƀ̹ƀŅĴ̹
ŦşĴ̹İŦĴŹ˫̹�ƘĴş̹ĩŘĴşİŹ̹ƙňƀŅ̹ĪŅĜşĪĴ˦̹ƀŅňŹ̹ŲŵŦĪĴŹŹ̹ŹƀňŘŘ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ŲŘĜşşňşŀ̹
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the materials and knowing how they react; hence anticipating provides 
a calligrapher to establish a quality of planned/unplanned gestures 
and combinations that emerged through the process of creating the 
ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖ˫̹bŅĴŵĴ̹ ňŹ̹şŦ̹ ŹƄŵŲŵňŹĴ̹ ƀŦ̹ ĿŦŘŘŦƙňşŀ̹ ƀŅĴ̹ ŹĪŵňŲƀ˰̹ ňşŹƀĴĜİ˦̹
delivering the performance through unplanned expressions with 
spontaneous gestures elevates vitality that is hard to preconceive. 
bŅĴŵĴĿŦŵĴ˦̹ƀŅĴŵĴ̹ňŹ̹ĜŘƙĜƟŹ̹ƀŅĴ̹ĩĴƟŦşİ̹ƙňƀŅ̹ƀŅĴ̹ĜĪĪƄŞƄŘĜƀňŦş̹ŦƘĴŵ̹ƀňŞĴ˦̹
Ĝşİ̹ĿŦŵ̹ŞĴ˦̹ňƀ̹ĴŘňŞňşĜƀĴŹ̹ƀŅĴ̹ƙŦŵİŹ̹Ĝşİ̹ŘĴƀƀĴŵŹ̹Ĝşİ̹ĿŦĪƄŹĴŹ̹Ŧş̹ƀŅĴ̹ƙŵňƀňşŀ̹
ŘňŖĴ̹ ŀĴŹƀƄŵĴŹ˦̹ ŘňşĴŹ˦̹ Ĝşİ̹ ŹƀŵŦŖĴŹ̹ ĜĪŴƄňŵĴİ̹ƙňƀŅ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜňşňşŀ˫̹BŦ̹
ŞĜƀƀĴŵ̹ŅŦƙ̹İňǣĴŵĴşƀ̹Ĝşİ̹ŵĜİňĪĜŘ̹ňş̹Ĝ̹ŹĴşŹĴ̹ňƀ̹ŘŦŦŖŹ˦̹ĪĜŘŘňŀŵĜŲŅƟ̹ŵĴŞĜňşŹ̹
in new-looking images and actions accompanied by old.

rŅĜƀ̹,̹ŦǣĴŵ̹ƀŦ̹ƀŅĴ̹ŹŲĴĪƀĜƀŦŵ̹ƙŅŦ̹ňŹ̹ŘŦŦŖňşŀ̹Ĝƀ̹ŞƟ̹ƙŦŵŖ̹ňŹ̹şŦƀ̹œƄŹƀ̹Ĝş̹
image but also an interpretation of the calligraphic-based creation 
process with the determined dynamics of features of inspirations that 
may be considered some kind of invention of illusion created through 
ƀŅĴ̹ŲŦƀĴşƀňĜŘ̹ŦĿ̹ŞĜŵŖ̐ŞĜŖňşŀ̹ƀŅĜƀ̹ŵĴǭĴĪƀ̹ƀŅĴ̹ƙŅŦŘĴ̹ŲĴŵňŦİ˫̹bŅňŹ̹ŲĴŵňŦİ̹
is already mentioned in the earlier phases of this chapter.

7.3.1. The series of Pen Testing

�Ź̹ ŹƀŵĴŹŹĴİ̹ ƘĜŵňŦƄŹ̹ ƀňŞĴŹ˦̹ ŲŵĜĪƀňĪĴ̹ and repetition become a kind of 
ritual of the calligrapher that occurs every day to master the hand and 
ŞĜƟ̹ĪŵĴĜƀĴ̹Ĝ̹ƄşňŴƄĴ̹ŹƀƟŘĴ˫̹�ĴĿŦŵĴ̹ŲŵĜĪƀňĪňşŀ̹ƀŅĴ̹ŲňĴĪĴ̹ƀŅĜƀ̹ ňŹ̹ĪŵĴĜƀĴİ˦̹
the calligrapher starts preparing the materials and tools and also warm 
ƀŅĴ̹ŅĜşİ˦̹ƀŅĴ̹ƙŵňŹƀ˦̹Ŧŵ̹ňş̹ŹŦŞĴ̹ĪĜŹĴŹ˦̹ƀŅĴ̹ƙŅŦŘĴ̹ĩŦİƟ̹İĴŲĴşİňşŀ̹Ŧş̹ƀŅĴ̹
size of the pieces. It is called probatio pennae of the medieval scribe. 

According to the ��/$1 ��)"'$.#�� ���$�/$*)�-4̹ ˾ş˫İ˫˿˦̹probatio pennae˦̹
ňş̹AĴİňĴƘĜŘ̹;Ĝƀňş˦̹ĜŘŹŦ̹ƙŵňƀƀĴş̹̚ŲŵŦĩĜƀňŦ̹ŲĴşş̛̹ŘňƀĴŵĜŘŘƟ̹ŞĴĜşŹ̹pen test. 
bŅĴ̹ƀĴŵŞ̹ňŹ̹ƄŹĴİ̹ƀŦ̹ňşİňĪĜƀĴ̹̚ĩŵĴĜŖňşŀ̹ňş̹Ĝ̹şĴƙ̹ŲĴş˦̛ ̹Ĝşİ̹ĜŘŹŦ̹ŵĴĿĴŵŹ̹ƀŦ̹
“text written to test a newly cut pen.” A scribe used to test a newly cut 
pen to control whether it wrote well by drawing a few lines on the piece 
of paper. This issue provided to chance to dominate the tool as well 
ĜŹ̹ ŀĜňş̹ ĪŦşǬİĴşĪĴ̹ Ĝşİ̹ ĪŦŞŲĴƀĴşĪĴ̹ ŦƘĴŵ̹ ƀňŞĴ̹ ĿŦŵ̹ ƀŅĴ̹ ĜşĪňĴşƀ̹ ŹĪŵňĩĴ˦̹
Ĝşİ̹ ĿŦŵ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ ňƀ̹ ňşĪŵĴĜŹĴŹ̹ ƀŅĴ̹ ĜƙĜŵĴşĴŹŹ̹ ŦĿ̹
the richness of variations that can be produced with the knowledge 
ŦĿ̹ƀŅĴ̹ƀŦŦŘ̹ ňş̹ŞĜşƟ̹ƙĜƟŹ˦̹ƙŅňĪŅ̹ ŘĴĜİŹ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ƀŦ̹ĪŵĴĜƀĴ̹ŞŦŵĴ̹
spontaneous but at the same time controlled strokes with quality and 
calligraphic sensibility within the strokes. 

It reminds the siyah mashq̹ ˾ĩŘĜĪŖ̹ ƙŵňƀňşŀ˿̹ ŦĿ̹ ,ŵĜş˦̹ ƙŅňĪŅ̹ ŵĴĿĴŵŹ̹ ƀŦ̹
the calligraphic exercise pages written by traditional calligraphers 
in Iran. It also started to practice as an artistic experience by various 
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ŹƄĪŅ̹ ĜŹ̹ �ŅĜŵŘĴŹ̹ )ŦŹŹĴňş̹ ~ĴşİĴŵŦƄİň˦̹
is mentioned in Chapter V. It is also mentioned that the various 
contemporary western calligraphers’ repetition of the strokes on 
the surface of their calligraphic works takes resemblance with this 
ŲŵĜĪƀňĪĴŹ˦̹ şĜŞĴŘƟ̹ AĴƄŘŞĜş̹ Ĝşİ̹ ŅňŹ̹ ĪŦşŹƀĜşƀ̹ ŵĴŲĴƀňƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ĩĜŹňĪ̹
stroke that is employed for the letter “i.”

bŅňŹ̹ ĪŦşĪĴŲƀ̹ ňŹ̹ ŵĴǭĴĪƀĴİ̹ ňş̹ŞƟ̹ ĴĜŵŘňĴŵ̹ ŹĴŵňĴŹ̹ ƀŅĜƀ̹ ,̹ ŲŵĜĪƀňĪĴİ̹ ňş̹ ʇʅʆʎ̹
ĪĜŘŘĴİ̹ ̚TĴş̹ bĴŹƀňşŀ˫̛ ̹ AĜňşŘƟ̹ ĿŦĪƄŹňşŀ̹ Ŧş̹ ƀŅĴ̹ ŞŦƘĴŹ̹ ŦĿ̹ ƀŅĴ̹ ŅĜşİ˦̹
mimicking the strokes engaged through constructing a letter that 
mainly resembles this warming hand concept that I aim to advance. 

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE



ʊʍʈ

bŅĴ̹ŦƘĴŵĜŘŘ̹ ĪŦŞŲŦŹňƀňŦş̹ ĪŵĴĜƀĴŹ̹ Ĝ̹ŲĜƀƀĴŵş̹Ŧŵ̹ ƀĴƞƀƄŵĴ̐ŘňŖĴ̹ ĜŲŲĴĜŵĜşĪĴ˦̹
ƙňƀŅ̹ Ĝ̹ ĪŘŦŹĴŵ̹ ŘŦŦŖ̹ Ĝƀ̹ ƀŅĴ̹ İĴƀĜňŘ˦̹ ĜŹ̹ ňş̹ ƀŅĴ̹ ĪĜŹĴ̹ ŦĿ̹ siyah mashq “black 
ƙŵňƀňşŀ̛̹ ˾ňş̹ �ŵĜĩňĪ˦̹ ̹ musawwada̹ ˾ĩŘĜĪŖĴşĴİ˿˦̹ ňş̹ bƄŵŖňŹŅ̹ ŖĜŵĜŘĜŞĜ̹
derived from a verbal noun kara̹˾ĩŘĜĪŖ˿˿̹Ĝ̹ŹŲĴĪňǬĪ̹ŲŵĜĪƀňĪĴ̹Ĝşİ̹ĴƞĴŵĪňŹĴ̹
ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ňş̹ƙŅňĪŅ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ƄŹĴ̹ ĜŘŘ̹ ĜƘĜňŘĜĩŘĴ̹ ŹŲĜĪĴ̹ Ŧş̹ŲĜŲĴŵ̹
ƀŅĜƀ̹ŞĜŖĴŹ̹ ŲĜŲĴŵ̹ ĜŘŘ̹ ĩŘĜĪŖ̹ ˾kara˿̹ Ĝşİ̹ ƀŅĴ̹ ŦƘĴŵĜŘŘ̹ ŦƄƀĪŦŞĴ̹ ĩĴĪŦŞĴŹ̹ Ĝ̹
visually comparable to abstract art. 

In my Pen Testing̹ŹĴŵňĴŹ˦̹ĴƘĴş̹ňĿ̹ƀŅĴ̹ĜňŞ̹ňŹ̹şŦƀ̹ƀŦ̹ƄŹĴ̹ĜŘŘ̹ƀŅĴ̹ŹƄŵĿĜĪĴŹ̹ĜŹ̹
in siyah mashq˦̹ƀŅĴŹĴ̹ŲŵĜĪƀňĪĴŹ̹ĪĜş̹ĩĴ̹ĪŦşŹňİĴŵĴİ̹ĪŘŦŹĴŵ̹ƀŦ̹ƀŅĴ̹ĪŦşĪĴŲƀ̹
of probatio pennae.

Every stroke piece is thought of individually without planning to write 
Ĝ̹ŞĴĜşňşŀĿƄŘ̹ ƀĴƞƀ˫̹ ,ƀ̹ ĪĜş̹ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ˦̹ ĜŹ̹ ĴƞŲŘĜňşĴİ̹ĴĜŵŘňĴŵ˦̹ ňƀ̹ŞĜƟ̹
be ranked as an abstract calligraphic work that has proximity with 
the examples of Lach and her textural calligraphy that is examined in 
�ŅĜŲƀĴŵ̹q,˫̹)ŦƙĴƘĴŵ˦̹ ŅĴŵĴ˦̹ ƀŅĴ̹ İĴƀĴŵŞňşňşŀ̹ ĿĴĜƀƄŵĴ̹ ňŹ̹ şŦƀ̹ ĪŵĴĜƀňşŀ̹ Ĝ̹
ŲŵňŞĜŵƟ̹ƀĴƞƀƄŵĜŘ̹ĜŲŲĴĜŵĜşĪĴ̹ŞňŞňĪŖňşŀ̹şĜƀƄŵĴ̹ĜŹ̹;ĜĪŅ̹İŦĴŹ˰̹ ňşŹƀĴĜİ˦̹
ƀŅĴ̹ ĴŞŲŅĜŹňŹ̹ Ŧş̹ ƀŅĴ̹ ŲŵňŞĜŵƟ̹ ĴşƀňƀƟ˰̹ ŹƀŵŦŖĴ˦̹ Ĝşİ̹ ƀŅĴ̹ ŵĴŲĴƀňƀňŦş̹ ŦĿ̹
strokes within the limitation of the ruling pen allowed depending on 
ňƀŹ̝̹şňĩ˦̹ĜŘŹŦ̹ŅŦƙ̹ňƀ̹ŵĴĜĪƀŹ̹ƀŦ̹ƀŅĴ̹ŞŦƘĴŹ˱ĪŦşƀŵĜ̹ŞŦƘĴŹ̹Ŧş̹ƀŅĴ̹ŹƄŵĿĜĪĴ˫̹

Apart from the exaggerated touches of the ascender and descender 
ĿŦŵŞŹ˦̹ ƀŅĴ̹ ŦƘĴŵĜŘŘ̹ ĪŦŞŲŦŹňƀňŦş̹ ňŹ̹ ŞĴĜşƀ̹ ƀŦ̹ ĩĴ̹ Ĝş̹ ĴƘĴŵƟİĜƟ̹ ŲŵĜĪƀňĪĴ̹
ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ŹňŞŲŘňĪňƀƟ̹ ŦĿ̹ ƀŅĴ̹ ŦƘĴŵĜŘŘ̹ ŘŦŦŖ˦̹ ƙŅňĪŅ̹ ĜŘŹŦ̹ ĪŵĴĜƀĴŹ̹
contrasting feelings such as elegance with the delicate rice paper and 
the various gold touches as in the case of illuminated manuscripts. 
)ĴşĪĴ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ŹĜňİ̹ ƀŅĜƀ̹ ňƀ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ ĪŦşƀŵĜ̹ ŵŅƟƀŅŞŹ̹ ĴŞŲŘŦƟĴİ̹
here because the main concern is actually the practice and constant 
repetition of the forms employing the long sheets of the paper. With 
ŲŵĜĪƀňĪňşŀ˦̹ĜŹ̹ƄşİĴŵŘňşĴİ˦̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ŀĜňşŹ̹ĪŦşǬİĴşĪĴ̹ňş̹ƀŅĴ̹ĿŦŵŞ̹
to act more spontaneously. It provides more freedom and space without 
focusing on the word’s meaning instead of considering the concept 
ƘňŹƄĜŘŘƟ̹Ĝşİ̹ĪŦşĪĴŲƀƄĜŘŘƟ˫̹rňƀŅ̹ƀŅĴŹĴ̹ĜŹŹĴŹŹŞĴşƀŹ˦̹ƙňƀŅŦƄƀ̹ŵĴĿĴŵŵňşŀ̹ƀŦ̹
ĜşƟ̹ƀƟŲĴ̹ŦĿ̹ƀĴƞƀ˦̹ƙŵňƀňşŀ̹ƀŅĴ̹ŘĴƀƀĴŵ̐ŘňŖĴ̹ĿŦŵŞŹ̹ŹƀĜŵƀŹ̹ŹŲŦşƀĜşĴŦƄŹŘƟ̹Ĝşİ̹
continues depending on the overall consideration of the composition 
Ĝşİ̹ ƀŅĴ̹ ĿĴĴŘňşŀ̹ ŦĿ̹ ƀŅĴ̹ŞŦƘĴŹ˫̹ ,ƀ̹ ňŹ˦̹ ĜŹ̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿̹ ĪŘĜňŞŹ˦̹ Ĝ̹ ŹŦŵƀ̹ ŦĿ̹
̚ƙŦŵŖňşŀ̹ĜŘŦşŀ̹ƀŅĴ̹ĪŦşƀňşƄƄŞ̛̹˾ʇʅʆʈ˥̹ʆʇʆ˿˫

rŅňŘĴ̹ƀĴƞƀƄŵĜŘ̹ĜŲŲĴĜŵĜşĪĴ̹ĩĴĪŦŞĴŹ̹İŦŞňşĜşƀ˦̹ňƀ̹ňŹ̹ĜŘŹŦ̹ĜŹŹƄŞĴİ̹ƀŦ̹ŦŲĴş̹
ƀŦ̹İňǣĴŵĴşƀ̹ŵĴĜİňşŀŹ̹İƄĴ̹ƀŦ̹ňƀŹ̹ŘĜĪŖ̹ŦĿ̹ƀĴƞƀ̹Ŧŵ̹Ĝ̹ƙŦŵİ˫̹bŅňŹ̹ŲĜŵƀ̹ĜŘŘŦƙŹ̹ƀŅĴ̹
viewer to interpret. It states between looking-decoding text constructed 
to encourage the viewer to consider the new combinations of the strokes 
ƙňƀŅ̹ĪŦşƀŵĜ̹ŞŦƘĴŹ˫̹,ƀ̹ĪŅĴŵňŹŅĴŹ̹ƀŅĴ̹ƘňĴƙĴŵ˦̹şŦƀ̹œƄŹƀ̹ĜŹ̹Ĝ̹ŲĜŹŹňƘĴ̹ŲĜŵƀňĪňŲĜşƀ̹
ĩƄƀ̹ĜŘŹŦ̹ňş̹ƀŅĴ̹ŹĴşŹĴ̹ŦĿ̹ƀŅĴ̹ŲŵŦİƄĪĴŵ̹ŦĿ̹Ĝ̹ƀĴƞƀ̹ƙňƀŅ̹Ĝş̹ŦŲĴş̐ĴşİĴİ̹ǭŦƙ˫

,ƀ̹ŵĴŞňşİŹ̹�ĪŦ̹˾ʆʎʍʎ˿̝Ź̹şŦƀňŦş̹ŦĿ̹̚ŦŲĴş̹ƙŦŵŖ˦̛ ̹ƄşİĴŵŹƀŦŦİ̹ĜŹ̹Ĝş̹ĜƀƀĴŞŲƀ̹
ƀŦ̹ ĪŦŞŲŵĴŅĴşİ̹ŞŦİĴŵş̹ ĜŵƀƙŦŵŖŹ˦̹ƙŅňĪŅ̹ ĪĜş̹ ĩĴ̹ ĜŹŹƄŞĴİ̹ ĜŹ̹ ŦŲĴş̹ ĩƟ̹
their author/creator and further completed by the viewer/audience/
ŵĴĜİĴŵ̹ ĜŘŹŦ̹ ĩĴĪŦŞĴ̹ Ĝ̹ ŲĴŵĿŦŵŞĴŵ̹ ňş̹ ƀŅňŹ̹ ŹĴşŹĴ˦̹ ƙŅňĪŅ̹ ĜŹ̹ ŞĴşƀňŦşĴİ̹
ĴĜŵŘňĴŵ˦̹ĜŹ̹ŵĴŘĜƀĴİ̹ƀŦ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŞňşİŹĴƀ˦̹ňş̹
ƙŅňĪŅ̹ƀŅĴŵĴ̹ňŹ̹şŦ̹İĴǬşňƀĴ̹ŞĴŹŹĜŀĴ˦̹ňşŹƀĴĜİ̹ŞƄŘƀňŲŘĴ̹ŲŦŹŹňĩňŘňƀňĴŹ̹ĪĜş̹ĩĴ̹
ĴşĪŦƄşƀĴŵĴİ˫̹)ĴşĪĴ˦̹ƀŅňŹ̹ĿĴĜƀƄŵĴ̹ŞĜƟ̹ŘĴĜİ̹ƀŦ̹ĪŵĴĜƀňşŀ̹Ĝ̹ƙŦŵŖ̹ƀŅĜƀ̹ƀĜŖĴŹ̹
ňƀŹ̹ŞŦƀňƘĜƀňŦş̹ĿŵŦŞ̹ŲŘƄŵĜŘňŹŞ˦̹ƙŅňĪŅ̹ŞĜƟ̹ŘĴĜİ̹ƀŦ̹Ĝ̹Ŗňşİ̹ŦĿ̹ĪŅĜŦŹ˦̹ƙŅňĪŅ̹

VII. PERSONAL CALLIGRAPHY PRACTICES



ʊʍʉ

ĪĜş̹ĩĴ̹ ŹĴĴş̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ĪŦŞŲŦŹňƀňŦşŹ˰̹ ňŵŵĴŀƄŘĜŵ̐ŘŦŦŖňşŀ̹ ŹƀŵŦŖĴ̹ŲňŘĴŹ˦̹
ňşŖ̹ŹŲĜƀƀĴŵŹ˦̹Ĝşİ̹ŲňŘĴŹ̹ƙňƀŅ̹ƀŅĴ̹ƀŅňĪŖşĴŹŹ̹Ĝşİ̹ƀŅňşşĴŹŹ̹ƘĜŵňĴƀƟ̹ƙňƀŅňş̹
ƀŅĴŞŹĴŘƘĴŹ˦̹ ĜŲĜŵƀ̹ ĿŵŦŞ̹ ŹƀŵŦŖĴ̹ ŞŦƘĴŞĴşƀŹ˫̹ �ŘŘ̹ ĜŘŹŦ̹ ƀĜŖĴ̹ ƀŅĴňŵ̹ ŲŘĜĪĴ̹
through the series of works that will be seen in the following pages.

�Ź̹ŹƀĜƀĴİ˦̹ňş̹ƀŅĴ̹ĜŵƀŹ˦̹̚ŞƄŘƀňŲŘĴ̹ŞĴĜşňşŀŹ̹ĜŵĴ̹ŹĴĴş̹ĜŹ̹Ĝş̹ĜŹŹĴƀ̹ŵĜƀŅĴŵ̹ƀŅĜş̹
Ĝ̹ƙĴĜŖşĴŹŹ̛̹˾WƄŹƀ˦̹ʇʅʅʌ˥̹ʌʆ˿˦̹ƙŅňĪŅ̹ŵĴĿĴŵŹ̹ƀŦ̹ƀŅĴ̹ŞƄŘƀňŲŘĴ̹ňşƀĴŵŲŵĴƀĜƀňŦşŹ̹
ŦĿ̹Ĝ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖ̹ŅĴŵĴ˦̹ƙŅňĪŅ̹ƀŅĴ̹ƘňĴƙĴŵ̹ŞĜƟ̹ĪŦŞŲŘĴƀĴ̹ ňş̹Ĝ̹ŹĴşŹĴ˫̹
These multiple meanings come with an eclectic feature that can 
ĩĴ̹ ƀŵĜĪĴİ̹ ƀŅŵŦƄŀŅ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƙŅňĪŅ̹ ƀĜŖĴŹ̹ ƘĜŵňŦƄŹ̹
ŵĴĿĴŵĴşĪĴŹ̹ Ĝşİ̹ ňşŹŲňŵĜƀňŦşŹ˦̹ ĜŹ̹ ĴƞĜŞňşĴİ̹ Ĝşİ̹ ŹƀĜƀĴİ̹ ňş̹ ƀŅňŹ̹ İŦĪƀŦŵĜŘ̹
ŵĴŹĴĜŵĪŅ˫̹)ĴşĪĴ˦̹ ŦşĪĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹İĴŲĜŵƀĴİ̹ ĿŵŦŞ̹ ƀŅĴ̹şŦƀňŦş̹ ŦĿ̹ ĩĴňşŀ̹ Ĝ̹
servant of the text2˦̹ňƀ̹ŹƀĜŵƀĴİ̹ƀŦ̹ŹŅňĿƀ̹ƀŅĴ̹ŲĴŵĪĴŲƀňŦş̹İĴŲĴşİňşŀ̹Ŧş̹ĴƘĴŵƟ̹
ĪĜŘŘňŀŵĜŲŅĴŵ̹ƀŅĴŞŹĴŘƘĴŹ˦̹Ĝşİ̹ƀŅĴ̹ŞŦŵĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ƀŅĴŵĴ̹
ĜŵĴ˦̹ƀŅĴ̹ŞŦŵĴ̹İňǣĴŵĴşƀ̹ĜŲŲŵŦĜĪŅĴŹ˦̹ƀĴĪŅşňĪĜŘ̹Ĝşİ̹ĪŦşĪĴŲƀƄĜŘ̹ĴƘĜŘƄĜƀňŦşŹ̹
ŅĜƘĴ̹ĴŞĴŵŀĴİ˦̹ƙŅňĪŅ̹ŅĜŹ̹ŘĴİ̹ƀŦ̹Ĝ̹ŞƄŘƀňƀƄİĴ̹ŦĿ̹ŞĴĜşňşŀŹ˫

HşĴ̹ŦĿ̹ƀŅĴ̹ƘĴŵƟ̹ǬŵŹƀ̹ŲŵĜĪƀňĪĴŹ̹ŦĿ̹ŞňşĴ̹ƙňƀŅ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĩĜĪŖŀŵŦƄşİ̹
ňŹ̹ňŘŘƄŹƀŵĜƀĴİ̹ňş̹#ňŀ˫̹ʇʌ˦̹ƀŦ̹ĴƞŲŘŦŵĴ̹ƀŅĴ̹ŲŦƀĴşƀňĜŘ̹ŦĿ̹ƀŅĴ̹ŞĜƀĴŵňĜŘ̹̐ŵƄŘňşŀ̹
ŲĴş˦̹ŅŦƙ̹ňƀ̹ŵĴĜĪƀŹ̹ƀŦ̹ƀŅĴ̹ŞŦƘĴŹ̹ŦĿ̹ƀŅĴ̹ŅĜşİ˫̹

2 The phrase “servant of the text” has been utilized by scribes because they had an obligation to 
ĴŞŲŅĜŹňƥĴ̹ĪŘĴĜŵ̹ĪŦŞŞƄşňĪĜƀňŦş̹ŦƘĴŵ̹ĜŵƀňŹƀňĪ̹ĜŹŲňŵĜƀňŦş˫̹,ƀ̹ŅĜİ̹ĩĴĴş̹ŲĴŵĪĴňƘĴİ̹ĜŹ̹Ĝ̹ŞĴŵĴ̹İƄƀƟ˦̹şŦƀ̹
œƄŹƀ̹ĿŦŵ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ĩƄƀ̹ĜŘŹŦ̹ƀƟŲŦŀŵĜŲŅĴŵ̹ƀŅĜƀ̹7ŦŅşŹƀŦş̹ŹƀĜƀĴİ̹ĜŹ̹Ĝ̹ƀŵĜİňƀňŦşĜŘ̹ƘňĴƙ̹ƀŅĜƀ̹ĜŹŹĴŹŹĴİ̹
ƀŅĴ̹ ƀĴƞƀ̹ƙňƀŅ̹ ňƀŹ̹ ŘĴĜİňşŀ̹ ŵŦŘĴ̹ Ĝşİ̹ ŀƄňİĴİ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ˫̹AŦŵĴŦƘĴŵ˦̹ ƀŅňŹ̹ ňŹŹƄĴ̹ƙĜŹ̹ İňŹĪƄŹŹĴİ̹ ňş̹
Ĝ̹ĩŦŦŖ̹ĜŵƀŹ̹ ŹƟŞŲŦŹňƄŞ̹ƀňƀŘĴİ̹ ̚[ĴŵƘň̹bĴƞƀƄŹ˥̹[ĴŵƘĜşƀŹ̹ŦĿ̹ ƀŅĴ̹bĴƞƀ˦̛ ̹ŅĴŘİ̹Ĝƀ̹[Ĝňşƀ̹7ŦŅş̝Ź̹�ĩĩĴƟ̹Ĝşİ̹
fşňƘĴŵŹňƀƟ̹ňş̹�ŦŘŘĴŀĴƘňŘŘĴ˦̹AňşşĴŹŦƀĜ˦̹ňş̹ʆʎʎʋ˫̹�ĪĪŦŵİňşŀ̹ƀŦ̹�ŵŦƙş̹˾ʇʅʆʌ˿˦̹ƀŅňŹ̹ĪŦŞŞňŹŹňŦş̹ňşƀĴşİŹ̹
ƀŦ̹ŲŵĴŹĴŵƘĴ̹ŹĪŵňŲƀƄŵĜŘ̹ƘĜŘƄĴŹ̹ĜĩŦƘĴ̹ĜŵƀňŹƀňĪ̹ĪŦşĪĴŵşŹ˰̹ŅŦƙĴƘĴŵ˦̹ ňƀ̹ĜŘŹŦ̹İňŹĪƄŹŹĴİ̹Ĝƀ̹ ƀŅĴ̹ŹĜŞĴ̹ƀňŞĴ̹
ƙŅĴƀŅĴŵ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŹŅŦƄŘİ̹ĜŘƙĜƟŹ̹ĩĴ̹Ĝ̹ŹĴŵƘĜşƀ̹ŦĿ̹ƀŅĴ̹ƀĴƞƀ̹˾�ŵŦƙş˦̹ʇʅʆʌ˿˫

Fig. 27. Pen Testing Initial, 
Almıla Yıldırım, 2019, Foto. 
credit: Almıla Yıldırım.



ʊʍʊ

These three practices consist of various strokes made by the ruling pen 
Ŧş̹ŲĜŲĴŵ̹ƙňƀŅ̹Ĝ̹ƙňİĴ̹ŵĜşŀĴ̹ŦĿ̹ ƀŅĴ̹ƙňİƀŅ̹ŦĿ̹ ƀŅĴ̹ŹƀŵŦŖĴŹ˦̹ ňŘŘƄŹƀŵĜƀňşŀ̹Ĝ̹
ƘňŹƄĜŘ̹ƘĜŵňĜƀňŦş̹ŦĿ̹ ƀŅĴ̹ŹĜŞĴ̹ĜƀƀňƀƄİĴ˫̹�Ź̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˦̹ ƀŅĴ̹ŵƄŘňşŀ̹
ŲĴş̹ ŦǣĴŵŹ̹ ƀŅĴ̹ ƀŅňşşĴŹƀ̹ Ĝşİ̹ ƀŅňĪŖĴŹƀ̹ ŘňşĴŹ̹ İĴŲĴşİňşŀ̹ Ŧş̹ ƀŅĴ̹ƙňİƀŅ̹ ŦĿ̹
ƀŅĴ̹şňĩ˦̹ƙŅňĪŅ̹ĪŵĴĜƀĴŹ̹Ĝ̹ĪŦşŹňİĴŵĜĩŘĴ̹ĪŦşƀŵĜŹƀ̹ƙňƀŅňş̹ƀŅĴ̹ŹƀŵŦŖĴ̹Ĝşİ̹ƀŅĴ̹
composition.

bŅĴ̹ŲŵĜĪƀňĪĴ̹ŹƀĜŵƀŹ̹ƙňƀŅ̹ƀŅĴ̹ǬŵŹƀ̹ŹƀŵŦŖĴ˦̹ŹŅŦƙş̹ňş̹#ňŀ˫̹ʇʍ˦̹Ĝşİ̹ĜİƘĜşĪĴŹ̹
with an accumulation of the various strokes following one another.

Fig. 28. Starting the first stroke 
with the ruling pen, Almıla 
Yıldırım, 2019, Foto. credit: 
Almıla Yıldırım.

rŅňŘĴ̹ ƀŅĴ̹ ŲňŘĴŹ˦̹ƙŅňĪŅ̹ ŲŵŦŀŵĴŹŹ̹ ĩƟ̹ ŲňŘňşŀ̹ƄŲ̹ Ĝşİ̹ ĜŵĴ̹ ŦŵňĴşƀĴİ̹ ĩƟ̹ ƀŅĴ̹
ŵĴŘĜƀňŦşŹŅňŲ̹ ŦĿ̹ ƀŅĴ̹ŞĜƀĴŵňĜŘ̹ƙňƀŅ̹ ƀŅĴ̹ ŹƄŵĿĜĪĴ˦̹ ĪŦşƀňşƄĴ̹ƙňƀŅ̹ İňǣĴŵĴşƀ̹
ŅĜşİ̹ ŞŦƘĴŞĴşƀŹ˦̹ ƘňŹƄĜŘ̹ ňşƀĴŀŵňƀƟ̹ Ĝşİ̹ ĪŦŞŲŘĴŞĴşƀĜŵňƀƟ̹ ĜŵĴ̹ ĿŦŵŞĴİ̹
among themselves by deciding according to the current situation. 

,ş̹ ŦƀŅĴŵ̹ ƙŦŵİŹ˦̹ ƙŅňŘĴ̹ ƀŅĴŵĴ̹ ňŹ̹ Ĝ̹ ŹŦŞĴƙŅĜƀ̹ ňŵŵĴŀƄŘĜŵ̹ Ĝşİ̹ ĪŅĜŦƀňĪ̹
ŹƀŵƄĪƀƄŵĴ̹ ňş̹ ƀŅĴňŵ̹ƙŦŵŖ˦̹ ƀŅĴ̹ĪŵĜĿƀ̹ŲĜŵƀ̹Ĝşİ̹ŵĴĿĴŵĴşĪĴŹ̹ ƀŅĜƀ̹ĪŦŞĴ̹ƙňƀŅ̹
traditional education   seem to trigger a particular order in themselves. 
This points to the basic feature of the contemporary calligraphy 
ĜƀƀňƀƄİĴ˦̹ĜŹ̹Ĝş̹ŦŲĴş̹ƀŦ̹ƀŅĴ̹ŵĴŹŲŦşŹĴ̹ŦĿ̹ĩŦƀŅ̹Ĝş̹ĜŵƀňŹƀ̹Ĝşİ̹Ĝş̹ĜƄİňĴşĪĴ˫



ʊʍʋ

Pen Testing 1-2-3 is a triple work that consists of various strokes that 
are typically employed to construct the letterforms; changes depending 
Ŧş̹ƀŅĴ̹ŹƀƟŘĴŹ̹ŲŵĜĪƀňĪĴİ̹ĩƟ̹ƀŅĴ̹ŵƄŘňşŀ̹ŲĴş̹ĪĜş̹ĩĴ̹ŹĴĴş̹ňş̹#ňŀ˫̹ʇʎ˫

Fig. 29. Pen Testing 1-2-3, 
Almıla Yıldırım, 2019, ink and 
acrylic with ruling pen on 
paper, Foto. credit: 
Almıla Yıldırım.

Each long unit is created with ĪĴŵƀĜňş̹ŅŦŘİňşŀ̹ĜşŀŘĴŹ̹ŦĿ̹ƀŅĴ̹ŵƄŘňşŀ̹ŲĴş˦̹
ƙŅňĪŅ̹ňŹ̹ĜŘŞŦŹƀ̹ʎʅ̹İĴŀŵĴĴŹ̹ƀŦ̹ƀŅĴ̹ŹƄŵĿĜĪĴ̹ƀŅĜƀ̹ĜŘŘŦƙŹ̹ƀŅĴ̹ƘĜŵňŦƄŹ̹ŹƀĜňşŹ̹
around the fast-written strokes due to the fast-meeting of the ink with 
paper. A heavily loaded tip of the ruling pen allows the ink to spread 
around the stroke after the rapid movement.

bŅĴ̹ ƀĴƞƀƄŵĴ̐ŘňŖĴ̹ ƙŵňƀňşŀ̹ ŀĴŹƀƄŵĴ˦̹ ƙŵňƀƀĴş̹ ĜŹ̹ Ĝ̹ ŹĴŵňĴŹ˦̹ ĪŵĴĜƀĴŹ̹ Ĝş̹
ňŞŲŵĴŹŹňŦş̹ ĜŹ̹ ňĿ̹ ňƀ̹ ňŹ̹ Ĝş̹ ŦşŀŦňşŀ̹ ƀĴƞƀ˦̹ Ĝşİ̹ ƀŅĴ̹ ŦƘĴŵĜŘŘ̹ ĜŲŲĴĜŵĜşĪĴ̹ ňŹ̹
ŹƄǤĪňĴşƀ̹ƀŦ̹ŞĜŖĴ̹ƀŅĜƀ̹ňŞŲĜĪƀ˫̹,ƀ̹ŹƀĜŵƀŹ̹ƙňƀŅ̹ƀŅĴ̹ŵĴŲĴƀňƀňŦş̹ŦĿ̹ĿĜŞňŘňĜŵ˦̹
ŹňŞŲŘĴ̹ŵĴŲĴƀňƀňŦş̹ŦĿ̹ƀŅĴ̹ƀŅĴŞĴ˰̹ŹƀŵŦŖĴŹ˦̹Ĝşİ̹ƀŦŀĴƀŅĴŵ̹ƙňƀŅ̹ŀĴŹƀƄŵĴŹ̹Ĝşİ̹
ƀŅĴ̹ŅĴŘŲ̹ŦĿ̹ƀŅĴ̹ŵƄŘňşŀ̹ŲĴş˦̹ ňƀ̹ĩĴĪŦŞĴŹ̹Ĝş̹ŦƘĴŵĜŘŘ̹ ƀĴƞƀƄŵĴ˫̹�ŦşŹƀŵƄĪƀĴİ̹
ĪŦŞŲŦŹňƀňŦş˦̹ƙňƀŅŦƄƀ̹Ĝ̹ŘĴƀƀĴŵ̹Ŧŵ̹Ĝ̹ƙŦŵİ˦̹ŦşŘƟ̹ŹƀŵŦŖĴŹ˦̹ĪĜş̹ĩĴ̹ĪŦşŹňİĴŵĴİ̹
as treating the calligraphic writing as an image and the pattern created 
ƙňƀŅ̹ŹƀŵŦŖĴ˦̹ƀŅĴ̹ŞŦŹƀ̹ĩĜŹňĪ̹Ƅşňƀ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˫

#ňŀ˫̹ ʈʅ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ŅŦƙ̹ƀŅĴ̹ŲŵĜĪƀňĪĴ̹ĩĴŀňşŹ˫̹ ,ƀ̹ ňŹ̹Ĝ̹ŅňŀŅŘƟ̹ŹŲŦşƀĜşĴŦƄŹ̹
process that is decided at the moment as a performance. Mainly 
ĿŦĪƄŹňşŀ̹Ŧş̹ĴĜĪŅ̹ŹƀŵŦŖĴ̹ǬŵŹƀ˦̹ƀŅĴş̹ĪŦşŹňİĴŵňşŀ̹ƀŅĴ̹ŵĴŘĜƀňŦşŹ̹ƙňƀŅ̹ĴĜĪŅ̹
ŦƀŅĴŵ̹ Ĝşİ̹ ƀŅĴ̹ ŦƘĴŵĜŘŘ̹ ĜŲŲĴĜŵĜşĪĴ˦̹ ĜŹŹĴŹŹňşŀ̹ ŅŦƙ̹ ƀŅĴƟ̹ ňşƀĴŵĜĪƀ̹ ƙňƀŅ̹



ʊʍʌ

Fig. 30. Beginnig the practice 
with ruling pen, Almıla Yıldırım, 
2019, Foto. credit: Almıla 
Yıldırım.

each other and how they locate in the space are features that lead to 
deciding where and how to put the next stroke. With each stroke and 
ŞŦƘĴ˦̹ƀŅĴňŵ̹ŹƀĜňşŹ̹ĪĜş̹ĩĴ̹ŘŦĪĜƀĴİ̹ňş̹ƀŅĴ̹ĩĴŀňşşňşŀ˫̹)ŦƙĴƘĴŵ˦̹ŹŦŦş̹ĜĿƀĴŵ˦̹
ĜŹ̹ ƀŅĴ̹ ŹƀŵŦŖĴŹ̹ ĪŦşƀňşƄĴ̹ ƀŦ̹ŲňŘĴ̹ƄŲ˦̹ ňƀ̹ ĩĴĪŦŞĴŹ̹ ňŞŲŦŹŹňĩŘĴ̹ ƀŦ̹İĴĪňŲŅĴŵ̹
which stains belong to which stroke or moves. Touches of the ruling pen 
create a texture-like appearance. 

Fig. 31. Details from Pen 
Testing 1-2-3, Almıla Yıldırım, 
2019, Foto. credit: Almıla 
Yıldırım.

bŅŵŦƄŀŅ̹#ňŀ˫̹ʈʆ˦̹ ƀŅĴ̹ŹƀŵŦŖĴŹ̹Ĝşİ̹ŹƀĜňşŹ̹ƀŅĜƀ̹ŦĪĪƄŵŵĴİ̹Ĝşİ̹ĜĪĪƄŞƄŘĜƀĴİ̹
on the paper closely can be observed. 



ʊʍʍ

Every stain of ink creates a dust cloud around these stacks of strokes. As 
;ĜĪŅ̹ ˾ʇʅʆʉ˿̹ŹƀĜƀĴŹ˦̹ ƀŅĴ̹ĪŵĴĜƀňƘĴ potential of calligraphy even manifests 
ňƀŹĴŘĿ̹ƀŅŵŦƄŀŅ̹ƀŅĴŹĴ̹ĩŘŦƀŹ̹Ŧŵ̹ŹƀĜňşŹ˦̹ƙŅňĪŅ̹̚ĩĴĪŦŞĴ̹Ĝ̹İĴŹňŀş̹ĴŘĴŞĴşƀ˦̹ĜŹ̹
ŘŦşŀ̹ĜŹ̹ƟŦƄ̹ŘĴƀ̹ňƀ̹ĩĴ̛̹˾ʇʅʆʉ˥̹ʆʍʋ˿˫̹

,ş̹ ŹŦŞĴ̹ ŲŵĜĪƀňĪĴŹ˦̹ ĜŹ̹ ňş̹ ŞňşĴ̹ ŅĴŵĴ˦̹ ƀŅĴƟ̹ ĴƘĴş̹ ĩĴĪŦŞĴ̹ Ĝş̹ ĴŹŹĴşƀňĜŘ̹
ŲĜŵƀ̹ ŦĿ̹ ƀŅĴ̹ ƙŅŦŘĴ̹ İƄĴ̹ ƀŦ̹ ƀŅĴ̹ ŵĴĜŹŦş̹ ƀŦ̹ ŵĴǭĴĪƀ̹ ƀŅĴ̹ ŲĴŵŹŦşĜŘ̹ ƀŦƄĪŅĴŹ̹
ŦĿ̹ ƀŅĴ̹ĜŵƀňŹƀŹ̹ ƀŅĜƀ̹ĜŵĴ̹ ňşİňƘňİƄĜŘ̹Ĝşİ̹ƄşňŴƄĴ˦̹ĜŹ̹ ňş̹ ƀŅĴ̹ĜƀƀňƀƄİĴ̹ŦĿ̹ ƀŅĴ̹
postmodern graphic designers who cherishes conveying the feelings 
and emotions through their design that is mentioned earlier. Rather 
ƀŅĜş̹ĩĴňşŀ̹ĪŦşŹňİĴŵĴİ̹ĜŹ̹Ĝ̹İĴĪŦŵĜƀňƘĴ̹ĴŘĴŞĴşƀ˦̹ƀŅĴŹĴ̹ŹƀĜňşŹ̹ĜƀƀĴŞŲƀ̹ƀŦ̹
ĩĴ̹ƄşİĴŵŹƀŦŦİ̹ĜŹ̹Ĝ̹şĜƀƄŵĜŘ̹ŵĴǭĴĪƀňŦş̹ŦĿ̹ƀŅĴ̹ŵƄŘňşŀ̹ŲĴş̹ŅĴŵĴ̹ƀŅĜƀ̹ŵĴĜĪƀŹ̹
ƀŦ̹ŞƟ̹ŞŦƘĴŹ̹ Ĝşİ̹ ĩĴĪŦŞĴŹ̹ Ĝ̹ ŲĜŵƀ̹ ŦĿ̹ ƀŅĴ̹ ĪŦŞŲŦŹňƀňŦş˫̹bŅĴƟ̹ ĜŘŹŦ˦̹ ňş̹ Ĝ̹
ƙĜƟ˦̹ ŲŵŦƘňİĴ̹ ƀŅĴ̹ ŦŲŲŦŹňƀĴ̹ ŹƄŲŲŦŵƀ̹ ňş̹ ŦĩƀĜňşňşŀ̹ Ĝ̹ ĪŘĴĜş̹ ŹƀŵŦŖĴ˦̹ƙŅňĪŅ̹
symbolizes for me that western calligraphy has already transformed 
ňşƀŦ̹Ĝ̹ĪŦşŹƀĜşƀŘƟ̹ŦşŀŦňşŀ̹ŲŵŦĪĴŹŹ˦̹ƙŅňĪŅ̹ŞĴĜşŹ̹ňƀ̹ňŹ̹ĿĜŵ̹ĿŵŦŞ̹ŅĜƘňşŀ̹Ĝ̹
constant rigid perception that the tradition had. 

�Ź̹ƄşİĴŵŘňşĴİ̹ĩĴĿŦŵĴ˦̹ƀŅĴƟ̹ĜŵĴ̹ĩŦŵş̹ƙňƀŅ̹ƀŅĴ̹ŅĜşİ̹ŞňşĴ˦̹ƙŅĴŵĴ̹ĴŵŵŦŵŹ̹
Ĝşİ̹ ĜĪĪňİĴşƀŹ̹ ĜŵĴ̹ ƙĴŘĪŦŞĴ̹ Ĝşİ̹ ĩĴĪŦŞĴ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ĿĴĜƀƄŵĴ̹ ŅĴŵĴ˫̹
WĜƀŅĴŵ̹ ƀŅĜş̹ ĪŦŲƟňşŀ̹ƙŅĜƀ̹ ňŹ̹ƙŵňƀƀĴş˦̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŵňƀňşŀ̹ ĩĴĪĜŞĴ̹ Ĝş̹
ĴƞŲĴŵňĴşĪĴ˦̹şŦƀ̹Ĝş̹ĜƄƀŦŞĜƀňĪ̹ĴƞĴĪƄƀňŦş̹ňş̹Ĝ̹ŹĴşŹĴ˦̹ĜŹ̹ňş̹ƀŅĴ̹ƀŵĜİňƀňŦşĜŘ̹
mindset. It cherishes depending on the attitude of the calligrapher 
ƀĴĪŅşňĪĜŘŘƟ̹ Ĝşİ̹ ĪŦşĪĴŲƀƄĜŘŘƟ˦̹ ŵĴǭĴĪƀňşŀ̹ ƀŅĴ̹ ĜĪĪƄŞƄŘĜƀĴİ̹ ŖşŦƙŘĴİŀĴ̹
and experience in the realm of calligraphy. as well as the moment of the 
execution leads us to attribute various aesthetic values on the stroke 
that indispensable create a sort of feeling in the mind of the viewer.

AŦŵĴŦƘĴŵ˦̹ ňƀ̹ĪĜş̹ĩĴ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ ƀŅĴ̹ŵƄŘňşŀ̹ŲĴş̹ŅĴŵĴ̹ ŘĴĜİŹ̹ ƀŅĴ̹ĪŵĴĜƀňƘĴ̹
process in various possible directions within the limitations of its 
ŲŅƟŹňĪĜŘ̹ ƀĴĪŅşňĪĜŘňƀňĴŹ˦̹ ĜŹ̹ BňŞŖƄŘŵĜƀ̹ ˾ʇʅʆʅ˿̹ ŹƀĜƀĴŹ˫̹ )ŦƙĴƘĴŵ˦̹ ƀŅĴ̹
ŞĜƀĴŵňĜŘ̹̐ƀŅĴ̹ŵƄŘňşŀ̹ŲĴş̹̐ŅĜŹ̹şŦƀ̹ŅĜİ̹ƀŅĴ̹ŞĜňş̹ĴŞŲŅĜŹňŹ̹ŅĴŵĴ˦̹ĴƘĴş̹ňĿ̹
ňƀ̹ĩĴĪŦŞĴŹ̹Ĝ̹ ŹňŀşňǬĪĜşƀ̹ŲĜŵƀ̹ŦĿ̹ ƀŅĴ̹ĪŵĴĜƀňŦş̹Ĝşİ̹ŹĴŵƘĴŹ̹ĜŹ̹Ĝ̹ŞĜƀĴŵňĜŘ̹
ňşŹŲňŵĜƀňŦş˫̹ )ĴşĪĴ˦̹ ňƀ̹ ŀĴşĴŵĜƀĴŹ̹ Ĝ̹ şĴƙ̹ Ŗňşİ̹ ŦĿ̹ ŖşŦƙŘĴİŀĴ̹ ̐ŅŦƙ̹ ƀŅĴ̹
ŵƄŘňşŀ̹ŲĴş̹ŵĴĜĪƀŹ̹ƀŦ̹ĪĴŵƀĜňş̹ŅĜşİ̹ŞŦƘĴŹ˦̹ĴŞĩĴİİĴİ̹ňş̹ƀŅĴ̹ŲŵĜĪƀňĪĴ̹ŅĴŵĴ̹
and embodied in these three long sheets of paper. 

#Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ĜŹ̹BňŞŖƄŘŵĜƀ̹ ˾ʇʅʆʅ˿̹ ŹƀĜƀĴŹ˦̹ ƄşİĴŵŹƀĜşİňşŀ̹ ƀŅĴ̹ ŵƄŘňşŀ̹
ŲĴş̹ Ĝşİ̹ ňƀŹ̹ ŲŦŹŹňĩŘĴ̹ ŦǣĴŵŹ̹ŞĴĜşŹ̹ ƄşİĴŵŹƀĜşİňşŀ̹ ňƀŹ̹ ĴŘĴŞĴşƀŹ˦̹ƙŅňĪŅ̹
comes with this experience that becomes a part of the personal 
awareness as a calligrapher.

)ĴŵĴ˦̹ĜşŦƀŅĴŵ̹ ňŹŹƄĴ̹ ƀŅĜƀ̹ ňŹ̹şĴĴİĴİ̹ƀŦ̹ĩĴ̹ƄşİĴŵŘňşĴİ̹ ňŹ̹ ƀŅĜƀ̹ƙŅĴş̹ƀŅňŹ̹
ĜƙĜŵĴşĴŹŹ̹ ňŹ̹ ĜĪŅňĴƘĴİ˦̹ ƀŅĴ̹ŞĜƀĴŵňĜŘ̹ ĩĴĪŦŞĴŹ̹ ŹŦŞĴƀŅňşŀ̹ ƀŅĜƀ̹ ĜĪƀŹ̹ ĜŹ̹
Ĝş̹ ĴƞƀĴşŹňŦş̹ ŦĿ̹ ƀŅĴ̹ ŅĜşİŹ̹ Ĝşİ̹ ĜŵŞŹ̹ ƀŅĜƀ̹ ŵĴǭĴĪƀŹ̹ ƀŅĴňŵ̹ ŞŦƀňŦşŹ̹ Ĝşİ̹
ĴŞŦƀňŦşŹ˦̹ĜŹ̹ňş̹ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŞňşİŹĴƀ̹ƀŅĜƀ̹ňŹ̹
mentioned in Chapter IV.

WňŹĜƀƀň̹ ˾ʇʅʆʈ˿̹ ƄşİĴŵŘňşĴŹ̹ ƀŅĜƀ̹ ňƀ̹ ŵĴŘĜƀĴŹ̹ ĪŘŦŹĴŘƟ̹ ƀŦ̹ ĪŵĜĿƀ̹ ŦĩœĴĪƀŹ̹ Ĝşİ̹
ƀŅĴ̹ ĪŦşĪĴŲƀ̹ ŦĿ̹ ƀŅĴ̹ ŅĜşİ˦̹ ŅĜşİƙŦŵŖ˦̹ ĜŘŹŦ̹ ĪŵĜĿƀ˦̹ ŞĴşƀňŦşĴİ̹ ĴĜŵŘňĴŵ˦̹ ̚Ĝ̹
ŹŖňŘŘ̹ŅĜŹ̹ ƀŵĜİňƀňŦşĜŘŘƟ̹ ňŞŲŘňĴİ̛̹ ˾ʇʅʆʈ˥̹ʊʆ˿˫̹bŅĴ̹ ŵƄŘňşŀ̹ŲĴş̹İĴŞĜşİŹ̹ ƀŅĴ̹
manipulative skill of the calligrapher to perform and direct by the 
ability of the hands and arms that control the tool. Here it involves 
ŞŦƀňŦşŹ̹ Ĝşİ̹ ŞŦƘĴŞĴşƀŹ˦̹ Ĝşİ̹ ƀŅĴ̹ ƙŦŵŖ̹ ňŹ̹ İĴŹňŀşĴİ̹ ĜŵŦƄşİ̹ ƀŅĴ̹
sensitivity of the hand that understands how the ruling pen reacts. 



ʊʍʎ

�Ź̹ƄşİĴŵŘňşĴİ̹ĴĜŵŘňĴŵ˦̹ŞŦƘĴŞĴşƀ˦̹ĜŹ̹Ĝ̹ĪŦşĪĴŲƀ˦̹ŵĴĿĴŵŹ̹ƀŦ̹ƀŅĴ̹ŘňƘĴŘňşĴŹŹ̹ŦĿ̹
ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖ̹ĿŦŵ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹�̹ŹňŞňŘĜŵ̹ĜƀƀňƀƄİĴ̹ĪĜş̹
be observed through the contemporary mindset of western calligraphy 
ňşŹŲňŵĴİ̹ ĩƟ̹ ƀŅňŹ̹ ƀŵĜİňƀňŦş˦̹ ƙŅňĪŅ̹ƙĜŹ̹ şŦƀ̹ Ĝ̹ ĪŦşĪĴŵş̹ ŦĿ̹ ƀŅĴ̹ ŹĪŵňĩĴ̹ ŦĿ̹
medieval times. 

)ŦƙĴƘĴŵ˦̹ĜŹ̹ŹĴĴş̹ňş̹�ŅĜŲƀĴŵ̹q,˦̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĜƀƀňƀƄİĴ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩƄňŘİ̹
ĜŵŦƄşİ̹ ƀŅňŹ̹ ĪŦşĪĴŲƀ˰̹ŞŦƘĴŞĴşƀ̹ Ĝşİ̹ŞŦƀňŦş̹ŦĿ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖ˦̹
şŦƀ̹œƄŹƀ̹ƀŅĴ̹ƙŦŵŖ̹ňƀŹĴŘĿ˦̹ĩƄƀ̹ňƀ̹ňşĪŘƄİĴŹ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ĜŹ̹ƙĴŘŘ̹ĜŹ̹Ĝş̹ĜĪƀŦŵ̹
in the process of creation. It comes with the assessment of calligraphy 
ĜŹ̹Ĝş̹ĜƄƀŦşŦŞŦƄŹ̹Ĝŵƀ̹ĿŦŵŞ˦̹Ĝşİ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ĜŹ̹Ĝş̹ĜŵƀňŹƀ̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹
personal attitude and understanding of western calligraphy through 
ƄşňŴƄĴ̹ ƀŦƄĪŅĴŹ̹ ŦĿ̹ ƀŅĴ̹ ŅĜşİ˦̹ ƀŅĴ̹ ŘňşĴ˦̹ Ŧŵ̹ Ĝ̹ ŹƀŵŦŖĴ̹ ƀŅĜƀ̹ ŞĜşňĿĴŹƀĴİ̹
through the quality within. 

[ňşĪĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ŞŦŹƀŘƟ̹ŲŵĜĪƀňĪĴİ̹ĜŹ̹Ĝ̹ŲĴŵĿŦŵŞĜşĪĴ˦̹
ĜŹ̹ŹĴĴş̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ƙŦŵŖŹ̹ŦĿ̹AĴƄŘŞĜş˦̹;ĜŞŲĜŹ˦̹~ĴŀĜ˦̹�ŦŖňşŹ˦̹,şŀŞňŵĴ˦̹
Ŧŵ̹ �ŵŦƙş̹ ĴƞĜŞňşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹q,˰̹ ĜŘŹŦ˦̹ ƘĜŵňŦƄŹ̹ ĜşĜŘŦŀňĴŹ̹ ŅĜƘĴ̹ ĩĴĴş̹
ŞĜİĴ̹ƙňƀŅ̹ƀŅĴ̹ĪŦŞŲĜŵňŹŦş̹ƙňƀŅ̹ƀŅĴ̹ŞƄŹňĪ̹Ŧŵ̹İĜşĪĴ˦̹ĜŹ̹ŹĴĴş̹ňş̹�ŅňşĴŹĴ̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ĜŘŹŦ̹ĜŹ̹ňş̹ƀŅĴ̹ĴƞĜŞŲŘĴŹ̹ŦĿ̹~ĴŀĜ˦̹ňƀ̹ňŹ̹ňşĴƘňƀĜĩŘĴ̹ƀŦ̹ĪŦşŹňİĴŵ̹
ƀŅĴ̹ŞŦƘĴŞĴşƀ̹Ŧŵ̹ŞŦƀňŦş̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹)ĴşĪĴ˦̹ ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹
the motion and movement/liveliness of calligraphy comes from both a 
physical sense and a conceptual sense that can be sensed and observed 
through the visual interpretation of the work and also through the 
attitude of the calligrapher. 

#Ŧŵ̹ŞĴ˦̹ĜŹ̹ƙĴŘŘ˦̹ĜŹ̹ƄşİĴŵŘňşĴİ̹ĴĜŵŘňĴŵ˦̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ƘĴŵƟ̹ǬŵŹƀ̹ƀŵňŀŀĴŵ̹ŲŦňşƀŹ̹
ƙĴŵĴ̹ ƀŦ̹ ĩĴ̹ ňşƘŦŘƘĴİ̹ ňş̹ ƀŅĴ̹ ŲŵŦĪĴŹŹ˦̹ƙŅňĪŅ̹ŞĴĜşŹ̹ ƄşİĴŵŹƀĜşİňşŀ̹ ƀŅĴ̹
ŵŦŦƀŹ̹Ĝşİ̹ ĿƄşİĜŞĴşƀĜŘŹ˦̹ ĜŘŹŦ̹ ƀŅĴ̹ĴƘŦŘƄƀňŦş̹Ĝşİ̹ ƀŵĜşŹĿŦŵŞĜƀňŦş̹ŦĿ̹ ƀŅĴ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ƘňŹƄĜŘŘƟ̹ Ĝşİ̹ ĪŦşĪĴŲƀƄĜŘŘƟ˦̹ ĿƄŵƀŅĴŵŞŦŵĴ̹ ŵĴǭĴĪƀňşŀ̹ ƀŅĴŹĴ̹
transformations by practicing with the materials -such as ruling pen as 
in these practices- which provide to experiment all this concept.

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ƀŅĴ̹ĪŦŘŦŵ̹ŹĴŘĴĪƀňŦş̹̐ŀŦŘİ̹ňşŖ̹Ŧş̹ĩŘĜĪŖ̹ŲĜŲĴŵ˦̹ƙŅňƀĴ̹
ĜĪŵƟŘňĪ̹ŲĜňşƀ̹Ŧş̹ĩŘĜĪŖ̹ŲĜŲĴŵ˦̹Ĝşİ̹ĩŘĜĪŖ̹ňşŖ̹Ŧş̹ƙŅňƀĴ̹ŲĜŲĴŵ̹ňŹ̹ŞĜİĴ̹Ŧş̹
purpose considering the visual contrast to provide these stains more 
visible within and out of the texture appearance. As mentioned earlier 
ňş̹ �ŅĜŲƀĴŵŹ̹ ,,,˦̹ ,q˦̹ Ĝşİ̹ q˦̹ ƀŅĴ̹ ĪŦŘŦŵ̹ ̐ŲĜŵƀňĪƄŘĜŵŘƟ̹ ŀŦŘİ̹ ŅĜŹ̹ ŹƟŞĩŦŘňĪ̹
meanings that are related to various values depending on the belief 
ŹƟŹƀĴŞŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ ŵňĪŅşĴŹŹ˦̹ ƙňŹİŦŞ˦̹ ŘňŀŅƀ˦̹ Ŧŵ̹ $Ŧİ˦̹ ŅĴşĪĴ̹ ŞŦŹƀŘƟ̹
employed while writing a manuscript to emphasize or underline these 
values. 

)ŦƙĴƘĴŵ˦̹ŅĴŵĴ˦̹ŞƟ̹ĪŅŦňĪĴ̹ŦĿ̹ĪŦŘŦŵŹ̹ŦşŘƟ̹ŵĴŘĜƀĴİ̹ƀŦ̹ƀŅĴ̹ƘňŹƄĜŘ̹ĴƞŲĴŵňŞĴşƀ̹
ƀŦ̹ŹĴĴ̹ƀŅĴ̹ĴǣĴĪƀ̹ƀŅĜƀ̹ĜŲŲĴĜŵŹ̹Ŧş̹ƀŅĴ̹ŹƄŵĿĜĪĴ˫̹�ŘŹŦ˦̹ĴƘĴş̹ňĿ̹ƀŅĴ̹ĜƀƀňƀƄİĴŹ̹
ĜŵĴ̹ ƀŅĴ̹ ŹĜŞĴ˦̹ ƀŅĴ̹ ĪŦŘŦŵ̹ ĪŅĜşŀĴŹ̹ ĪŵĴĜƀĴ̹ Ĝ̹ İňǣĴŵĴşƀ̹ ƘňŹƄĜŘ̹ ňşƀĴŵĜĪƀňŦş̹
ƙňƀŅ̹ƀŅĴ̹ŞĜƀĴŵňĜŘ̹Ĝşİ̹ŹƄŵĿĜĪĴ̹ƙňƀŅ̹ƀŅĴ̹ĜňŞ̹ŦĿ̹ƀŅĴ̹ĴƞŲĴŵňŞĴşƀ˫̹)ŦƙĴƘĴŵ˦̹
it does not hurt to think that it is a reference to the use of the color gold 
ňş̹ƀŅĴ̹ŲĜŹƀ˦̹ĿŦŵ̹ňƀ̹ňŹ̹ňşĴƘňƀĜĩŘĴ̹ƀŅĜƀ̹ňƀ̹ňŹ̹ŴƄňƀĴ̹ňşƀĴŵĴŹƀňşŀ̹ĜŹ̹Ĝ̹ŹƄĩœĴĪƀ̹Ĝşİ̹
that I acquired it as knowledge and used the color gold while working 
ňş̹ƀŵĜİňƀňŦşĜŘ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƀŵňŀŀĴŵňşŀ̹ŞƟ̹İĴŹňŵĴ̹ƀŦ̹ƄŹĴ̹ŀŦŘİ̹ňş̹ŞƟ̹ƙŦŵŖŹ̹
in these current practices of mine.

�Ź̹ŹƀĜƀĴİ̹ĴĜŵŘňĴŵ˦̹ĴƘĴş̹ňƀ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ƀŅĴ̹ŵĴŲĴƀňƀňŦş̹ŦĿ̹ƀŅĴ̹ŹĜŞĴ̹ŹƀŵŦŖĴŹ˦̹
and repeated gestures emanate various qualities every time written. 



ʊʎʅ

,ƀ̹ ňŹ̹ ŘňŖĴ̹ ňƀ̹ ŵĴŀĴşĴŵĜƀĴŹ̹ ĴƘĴŵƟ̹ ƀňŞĴ˦̹ Ŧş̹ ĴƘĴŵƟ̹ İňǣĴŵĴşƀ̹ ŹƄŵĿĜĪĴ̹ ƙňƀŅ̹
İňǣĴŵĴşƀ̹ĪŦŘŦŵŹ̹ĜŹ̹ňş̹ƀŅĴŹĴ̹ƀŅŵĴĴ̹ŲňĴĪĴŹ˦̹Ĝ̹şĴƙ̹ĪŵĴĜƀňŦş˫

;Ŧşŀ̹ ŅĜşŀňşŀ̹ ŹƀŵŦŘŘ̐ŘňŖĴ̹ ŲĜŲĴŵ̹ŞĜşňĿĴŹƀŹ̹ ƀŅĴ̹ ŘŦşŀ˦̹ ĜŵİƄŦƄŹ̹ ŲŵĜĪƀňĪĴŹ̹
ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ƀŅĴ̹ŵĴŲĴƀňƀňŦşŹ̹ŦĿ̹ƀŅĴ̹ĿŦŵŞŹ˦̹ĿŦŘŘŦƙňşŀ̹ƀŅĴ̹İƄĪƀƄŹ̹ŦĿ̹
ƀŅĴ̹ŘĴƀƀĴŵ̹ŵĴŲĴĜƀĴİŘƟ̹ƄşƀňŘ̹ĪĜƀĪŅňşŀ̹ƀŅĴ̹İĴŹňŵĴİ̹ĿŦŵŞ˫̹�Ź̹AĪBňǣ̹˾ʆʎʎʍ˿̹
ŹƀĜƀĴŹ˦̹ ƀŅĴ̹ ŦşĴ̹ ƀŅĜƀ̹ ŦŲĴşŹ̹ ŦşĴŹĴŘĿ̹ ƀŦ̹ ƀŅĴ̹ ŲŵŦĪĴŹŹ̹ ĜŹ̹ Ĝ̹ ĿŵĴĴ̹ ŲŘĜƟňşŀ̹ ňş̹
ŲĴŵŹŦşĜŘ̹ĜŵƀňŹƀňĪ̹ĴƞŲŵĴŹŹňŦş˦̹ĴƘĴş̹ƙňƀŅ̹ƀŅĴ̹ŹĜŞĴ̹ĩĴŀňşşňşŀ˦̹ƀŅĴ̹ŲŵŦĪĴŹŹ̹
will help the artist to generate endless varieties in compositions. The 
artistic expression covers here both the craft/tactile knowledge and 
theoretical knowledge about the western tradition of calligraphy; 
ĜŘŹŦ̹ƀŦ̹ŘŦĪĜƀĴ̹ňƀ̹ĩĴƀƀĴŵ˦̹ĩĴňşŀ̹ĜƙĜŵĴ̹ŦĿ̹ƀŅĴ̹ŦƀŅĴŵ̹İŦŞňşĜşƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹
ĪƄŘƀƄŵĴŹ˦̹ ŹƄĪŅ̹ĜŹ̹ ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹Ĝşİ̹AňİİŘĴ̹�ĜŹƀ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĜŹ̹ ƀŅňŹ̹
doctoral research covers all these parts. 

�ŲĜŵƀ̹ ĿŵŦŞ̹ ƀŅĜƀ˦̹ ĜŵƀňŹƀŵƟ̹ ňş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŵĴŴƄňŵĴŹ̹ ŹŲŦşƀĜşĴňƀƟ̹ ƙŅňŘĴ̹
practicing calligraphy to welcome the various possible opportunities of 
ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŲĴŵĿŦŵŞĜşĪĴ˦̹ƙŅňĪŅ̹ňŹ̹ŦĩŹĴŵƘĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ŹƀĜƀĴŞĴşƀ̹
ŦĿ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ ƙŅŦ̹ İĴǬşĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĩƟ̹ İĴŹĪŵňĩňşŀ̹
these features.

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ �ŹĪĜşİĴ̹ ˾ʇʅʆʎ˿̹ ĴƞŲŘĜňşŹ˦̹ ̚,ş̹ ƀŅĴ̹ ŹƀŵƄĪƀƄŵĴ̹ ŦĿ̹ ƀŅňŹ̹
ŘŦşŀ̹ŅŦŵňƥŦşƀĜŘ̹ŹĪŵŦŘŘ˦̹ƀŅĴ̹ƘňĴƙĴŵ̹ĿĴĴŘŹ̹Ĝ̹ĪňŵĪƄŘĜŵ̹ĪŦşƀňşƄňƀƟ̹ĿŵŦŞ̹ŵňŀŅƀ̹
ƀŦ̹ ŘĴĿƀ˦̹ƙŅňĪŅ̹ŀňƘĴŹ̹ĩŵĴĜƀŅ̹ ƀŦ̹ ƀŅĴ̹ŲĜňşƀňşŀ˰̹ ňƀ̹ ňŹ̹ ƀŅĴ̹ĴǣĴĪƀ̹ŦĿ̹ ƀŅĴ̹ ŘňşĴŹ̹
ŦĿ̹ĿŦŵĪĴ̹ƀŅĜƀ̹ŞĜŵŖ̹ƀŅĴ̹ŵŅƟƀŅŞ̹ŦĿ̹ƀŅĴ̹ĪŦŞŲŦŹňƀňŦş˫̹#ŵŦŞ̹ƀŅĜƀ̹ŲŦňşƀ̹ŦĿ̹
ƘňĴƙ˦̹ňş̹ƙŦŵŖŹ̹ĩƄňŘƀ̹ňş̹ƙňİƀŅ˦̹ŘňŖĴ̹ƀŅňŹ̹ŦşĴ˦̹ƀŅĴ̹ĿŦŵŞĜŘ̹ĴŘĴŞĴşƀŹ̹ƀĴşİ̹ƀŦ̹
İĴƘĴŘŦŲ̹ŅŦŵňƥŦşƀĜŘŘƟ˦̹ŀňƘňşŀ̹Ĝ̹ŹĴşŹĴ̹ŦĿ̹ŹƀĜĩňŘňƀƟ̹˧̛̹˾ʇʅʆʎ˥̹ŲĜŵĜ˫̹ʋ˿˫̹

)ĴŵĴ˦̹ƀŅĴ̹ĪŦşƀŵĜ̹ŞŦƘĴŹ̹ƀĴşƀ̹ƀŦ̹ĩŵĴĜŖ̹ƀŅňŹ̹ŹƀĜĩňŘňƀƟ̹ŦĿ̹ƀŅĴ̹ƀĴƞƀƄŵĴ˦̹ƙŅňĪŅ̹
is observed particularly in textura quadrata -one of the gothic hands. 
The text written by it has a compact woven-like textural appearance. 
�ƘĴş̹ňĿ̹ƀŅĴ̹ƀĴƞƀ̹ƀƄŵşŹ̹ƄŲŹňİĴ̹İŦƙş˦̹ƀŅĴ̹ĜŲŲĴĜŵĜşĪĴ̹ŦĿ̹ƀŅĴ̹ƀĴƞƀ̹ĪŅĜşŀĴŹ̹
little. That means its textural appearance creates an intricate image 
ƀŅĜƀ̹ŞĜŖĴŹ̹ňƀ̹İňǤĪƄŘƀ̹ƀŦ̹İĴĪňŲŅĴŵ˫̹bŅňŹ̹ŞĜƟ̹ĩĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹
ŞŦŹƀ̹ ĪŦŞŲĜĪƀ̹ Ĝşİ˦̹ ňş̹ ƀŅňŹ̹ ŹĴşŹĴ˦̹ ŹƀĜĩňŘĴ̹ ĜşĪňĴşƀ̹ ŅĜşİ̹ ŘĜĪŖ̹ ĪƄŵƘĴŹ˫̹
bŅňŹ̹ĿĴĜƀƄŵĴ̹ŞĜƟ̹ŞĜŖĴ̹ňƀ̹ĪŦşŹňİĴŵĴİ̹ŞŦşŦƀŦşŦƄŹ˦̹ƙŅňĪŅ̹ňŹ̹İĴŹňŵĴİ̹ƀŦ̹
ĪŅĜşŀĴ̹ƙňƀŅ̹ ŹŲŦşƀĜşĴňƀƟ̹ƙňƀŅňş̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹
ŲŵŦƘňİĴŹ̹ ƀŅĴ̹ ĩŵĴĜƀŅ̹ ĜŹ̹ ňş̹ ƀŅĴ̹ ŲĜňşƀňşŀ̹ ƀŅĜƀ̹ �ŹĪĜşİĴ̹ ˾ʇʅʆʎ˿̹ŞĴşƀňŦşŹ˫̹
,ş̹ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ƀŅĴ̹ŵŅƟƀŅŞ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĩŦƀŅ̹ƙňƀŅňş̹ƀŅĴ̹ŹƀŵŦŖĴ̹Ŧŵ̹ƀŅĴ̹
ŦƘĴŵĜŘŘ̹ĪŦŞŲŦŹňƀňŦş˦̹ňŹ̹ĪŘŦŹĴŘƟ̹ŵĴŘĜƀĴİ̹ƀŦ̹ƀŅňŹ̹ŹƀĜĩňŘňƀƟ˫

The calligraphy here in this ongoing hanging rolls turns into an action 
that consists of a captured privileged moment which makes it captured 
as a whole event through this strategy. Repetition of movements as if 
repetition of that privileged moment emancipates that repeated images 
Ĝşİ̹ ĿŦŵŞŹ˦̹ ĩƄƀ̹ ŹƀňŘŘ˦̹ ĴƘĴŵƟ̹ŞŦƘĴŞĴşƀ̹ ĪŦƄşƀŹ̹ Ĝşİ̹ ĪĜŵŵňĴŹ̹ ƀŅĴ̹ ƀŵĜĪĴ̹ ŦĿ̹
calligrapher’s hand. It also lets us transcend the anonymity rather than 
ƙňƀşĴŹŹ̹ ĪŦŘŘĴĪƀňƘĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŵňƀƄĜŘŹ̹ Ĝşİ̹ ĪŦŘŘĴĪƀňƘĴ̹ ŞĴŞŦŵňĴŹ˦̹ ƀŅƄŹ̹
ĴƘŦŖĴŹ̹ƀŅĴ̹ŲĴŵŹŦşĜŘ̹ŞĴŞŦŵƟ̹̐ňş̹ƀŅňŹ̹ĪĜŹĴ˦̹ŞƟ̹ŲĴŵŹŦşĜŘ̹ŞĴŞŦŵƟ̹ƀŅĜƀ̹ňŹ̹
explained in part “7.1. Earlier Proximity to Western Calligraphy.”

rňƀŅ̹ ƀŅňŹ̹ ĜŹŹƄŞŲƀňŦş˦̹ ƀŅĴŹĴ̹ ƀŅŵĴĴ̹ ŅĜşŀňşŀ̹ ŵŦŘŘŹ̹ ŦĿ̹ ŲĜŲĴŵ˦̹ ƙňƀŅ̹ ƀŅĴ̹
ŵĴŲĴƀňƀňŦş̹ŦĿ̹ĿĜŞňŘňĜŵ̹ŵŅƟƀŅŞŹ˦̹İňǣĴŵĴşƀ̹ƘĜŵňĜƀňŦşŹ̹ƀŅŵŦƄŀŅ̹ŵĴŲĴƀňƀňŦşŹ̹
are generated. This notion of repetition also comes from the nature of 

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE



ʊʎʆ

ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹̐ĜŘŹŦ̹ƀŵĜİňƀňŦş˦̹ƙŅňĪŅ̹ŵĴŴƄňŵĴŹ̹ŲŵĜĪƀňĪĴ˦̹ŵĴŲĴƀňƀňŦş̹ŦĿ̹ƀŅĴ̹
ŹƀŵŦŖĴŹ˦̹ƀŅĴ̹İƄĪƀƄŹ˦̹ƀŅĴ̹ĪŦşŹƀŵƄĪƀňŦş̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵĿŦŵŞŹ˦̹Ĝşİ̹ƀŅĴ̹ƀĴƞƀ̹ƀŦ̹
acquire the skill. 

)ĴŵĴ˦̹ ĜĪĪƄŞƄŘĜƀĴİ̹ ŲŵĜĪƀňĪĜŘ̹ Ĝşİ̹ ƀĴĪŅşňĪĜŘ̹ ŖşŦƙŘĴİŀĴ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
ĩĴĪŦŞĴŹ̹ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ̹ĿŦŵ̹ƀŅňŹ̹ŲŵŦĪĴŹŹ̹ƀŦ̹ĜĪƀ̹ŵĴŹŲŦşŹňƘĴŘƟ̹İƄŵňşŀ̹
ƀŅĴ̹ ĪŵĴĜƀňŦş˫̹rňƀŅ̹ ƀŅĴ̹ ňşƀĴŵşĜŘňƥĜƀňŦş̹ ŦĿ̹ ƀŅňŹ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŖşŦƙŘĴİŀĴ˦̹
my works presented in this phase represent these unplanned gestures 
ňş̹ƀŅĴ̹ŹĴĜŵĪŅ̹ĿŦŵ̹ĴƞŲŵĴŹŹňŦş˫̹�ĪƀƄĜŘŘƟ˦̹ňƀ̹ňŹ̹şŦƀ̹Ĝş̹ňşƘĴşƀňŦş˰̹ňşŹƀĴĜİ˦̹ňƀ̹
can be said that it is searching for the authentic and sincere expression 
that one can liberate personal perception of calligraphy.

,ş̹ ƀŅňŹ̹ ƀŵňŲŘĴ̹ƙŦŵŖ˦̹ ƀŅĴ̹ ĿĜŞňŘňĜŵ̹ Ƅşňƀ˦̹ ƀŅĴ̹ ŹƀŵŦŖĴ̹ ĩĴĪŦŞĴŹ̹ ƄşĿĜŞňŘňĜŵ˦̹
detached from the letter or any kind of text that conveys the literal 
meaning of the word in order to see western calligraphy and writing 
with as minor pre-perception -western bias- as possible. 

�Ź̹�ŵŦƙş̹˾ʇʅʆʌ˿̹ĜŹŖŹ˦̹̚rŅĴŵĴ̹ňŹ̹ŞƟ̹ĪŦŞĿŦŵƀ̹ƥŦşĴ̹ĩĴƀƙĴĴş̹ĪŦşƀŵŦŘ̹Ĝşİ̹
ǭƄĴşĪƟˬ̛̹˾ʇʅʆʌ˥̹ʆʅʌ˿˦̹Ŧŵ̹̚)Ŧƙ̹ĿĜŵ̹ĜŞ̹,̹ŲŵĴŲĜŵĴİ̹ƀŦ̹ŀŦ̹ĩĴƟŦşİ̹ƀŅĜƀ̹ƥŦşĴ̹
Ĝşİ̹ƀŵƟ̹Ĝ̹ŘĴŹŹ̹ĪŦŞĿŦŵƀĜĩŘĴ̹ŞĴƀŅŦİˬ̛̹˾,ĩňİ˫˿˫̹bŅňŹ̹ŹƀĜƀĴŞĴşƀ̹ŵĴŞĜňşŹ̹ƀŅĴ̹
chaos and order theme mentioned as the feature of the postmodern 
ƙŦŵŖŹ˦̹ĜŘŹŦ̹ƄşİĴŵŘňşĴİ̹ĩƟ̹ƘĜŵňŦƄŹ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŹƄĪŅ̹ĜŹ̹
Meulman. The comfort zone comes with the domination of the material 
and hands -which means tactile knowledge- and the chaos comes when 
the calligrapher starts to think about going beyond this comfort zone. 

This triple experience can be assessed as stepping outside of the 
ĪŦŞĿŦŵƀ̹ ƥŦşĴ˦̹ Ĝşİ̹ ňş̹ ŞƟ̹ ĪĜŹĴ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ ,̹ şĴƘĴŵ̹ ĩĴĪĜŞĴ̹
entirely comfortable copying the master’s hand that is mentioned in the 
ŹĴĪŦşİ̹ ŲŅĜŹĴ̹ƙŅňŘĴ̹ ŲŵĜĪƀňĪňşŀ̹ ƀŅĴŞ̹ ňş̹ ƀŅĴ̹ ĪŦƄŵŹĴŹ̹ Ŧŵ̹ ƙŦŵŖŹŅŦŲŹ˦̹ ĜŘŹŦ̹
ŞĜşňŲƄŘĜƀňşŀ̹ ƀŅĴ̹ŞĜƀĴŵňĜŘ̹ ĜŹ̹ ,̹ ĴŞƄŘĜƀĴ̹ ƀŅĴňŵ̹ ĜŲŲŵŦĜĪŅĴŹ˫̹ �ĴĪĜƄŹĴ̹ ĿŵŦŞ̹
ƀŅĴ̹ĩĴŀňşşňşŀ˦̹ŞƟ̹ŲĴŵŹŦşĜŘ̹ĜňŞ̹ňŹ̹ƀŦ̹ňşƀĴŵŵŦŀĜƀĴ̹ƀŅĴ̹ƙĴŹƀĴŵş̹ŲĴŵĪĴŲƀňŦş̹
ŦĿ̹ ƙŵňƀňşŀ̹ Ĝşİ̹ ŘĴƀƀĴŵŹ̹ ̐ŹĴŵƘňşŀ̹ ĜŹ̹ Ĝ̹ ĿƄşĪƀňŦşĜŘ˦̹ şĴƄƀŵĜŘ̹ ĴşƀňƀƟ˰̹ ĿŦŵ̹ ƀŅňŹ̹
ŵĴĜŹŦş˦̹,̹ĜŘƙĜƟŹ̹ƀŵƟ̹ƀŦ̹ĿŦĪƄŹ̹Ŧş̹ƀŅĴ̹ĿƄşİĜŞĴşƀĜŘ̹ĿĴĜƀƄŵĴŹ̹̐ŘňşĴŹ̹Ŧŵ̹ŹƀŵŦŖĴŹ̹̐
ƀŦ̹ĜŲŲŵĴĪňĜƀĴ̹ƀŅĴňŵ̹ŲŦƀĴşƀňĜŘ̹ƀŅŵŦƄŀŅ̹İňǣĴŵĴşƀ̹ŘĴƘĴŘŹ̹ŦĿ̹ĪŦŞŞƄşňĪĜƀňŦş˫̹,ƀ̹
ŵĴĜĪŅĴŹ̹ƀŅĴ̹ňŹŹƄĴ̹ƀŅĜƀ̹[ƀĴƘĴşŹ̹˾ʇʅʆʈ˿̹ƄşİĴŵŘňşĴŹ̹ĩƟ̹ƄŹňşŀ̹ƀŅĴ̹ŘĴƀƀĴŵ̹Ŧŵ̹Ĝ̹ƀĴƞƀ̹
as a springboard to experiment and see the beyond.

,ş̹ŞƟ̹Ŧƙş̹ƙŦŵŖ̹ƀŅĜƀ̹ňŹ̹ŲŵĴŹĴşƀĴİ̹ŅĴŵĴ˦̹ĜŘŹŦ̹ňƀ̹ňŹ̹ĴƘňİĴşƀ̹ƀŦ̹ĩĴ̹İĴƀĴĪƀĴİ̹
ƀŅĴ̹ ňşǭƄĴşĪĴŹ̹ ŦĿ̹ ƀŅňŹ̹ ŞňşİŹĴƀ˦̹ ŹƄĪŅ̹ ĜŹ̹ ĿŦĪƄŹňşŀ̹ Ŧş̹ ƀŅĴ̹ ŲŵŦĪĴŹŹ˱ƀŅĴ̹
ĪŦşƀňşƄƄŞ˱ƀŅĴ̹ŲĴŵňŦİ̹ĜŹ̹Ĝ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ŵĜƀŅĴŵ̹ƀŅĜş̹ƀŅĴ̹ŵĴŹƄŘƀ˦̹ĜŹŹĴŹŹňşŀ̹
calligraphy as a form of a living entity that is manifested itself through 
ƀŅňŹ̹ ŲĴŵňŦİ̹ ŅĴŘŲ̹ ƀŦ̹ŞĜƀƄŵĴ̹ ĜŹ̹ Ĝş̹ ĜŵƀňŹƀ˦̹ŞŦŵĴŦƘĴŵ˦̹ ĜƀƀŵňĩƄƀĴİ̹ ƘĜŵňŦƄŹ̹
ƘĜŘƄĴŹ˦̹ĴŞŦƀňŦşŹ̹ĴƘĴş̹ĪĜƀĴŀŦŵňƥňşŀ̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ƙŦŵŖ̹Ŧŵ̹Ĝ̹ŲňĴĪĴ̹ŦĿ̹ŹƀŵŦŖĴ̹
through the sensation that evokes. 

)ĴşĪĴ˦̹ ňƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹ƀŅĜƀ̹ƀŅĴ̹ŞňşİŹĴƀ̹Ĝşİ̹ŅŦƙ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ŲŵňŞĜŵňŘƟ̹
ƙŵňƀňşŀ˦̹ ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝş̹Ĝŵƀ̹ ĿŦŵŞ̹ňş̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪƄŘƀƄŵĴ̹ĩĴĪŦŞĴ̹
values that are adapted for my own personal attitude toward 
ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ Ĝşİ̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ŹĜňİ̹ ƀŅĜƀ̹ ƀŅĴ̹ŞĜœŦŵ̹
ŵĴĜŹŦş̹ĿŦŵ̹ňƀ˰̹ƀŅĴ̹ňşŴƄňŵĴŹ̹ĜĩŦƄƀ̹ƙŵňƀňşŀ˦̹ĜŹ̹ŹĴĴş̹ňş̹ƀŅĴ̹ŀŵĜŲŅňĪ̹İĴŹňŀş̹
Ĝşİ̹ ƀƟŲŦŀŵĜŲŅƟ˦̹ƙŅňŘĴ̹ İĴŹňŀşĴŵŹ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĪŵĴĜƀĴ̹ ŹŦŞĴƀŅňşŀ̹ ĩĴƟŦşİ̹
ƀŅĴ̹ŘňƀĴŵĜŘ̹ŞĴĜşňşŀ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ˦̹ĪĜŘŘňŀŵĜŲŅƟ̹ŹƀňŘŘ̹ŞŦŹƀŘƟ̹ƄşİĴŵŹƀŦŦİ̹ĜŹ̹
Ĝ̹ĿƄşĪƀňŦşĜŘ˦̹ĩĴĜƄƀňĿƄŘ̹ĴşƀňƀƟ̹ŦĿ̹ƀŅĴ̹ŲĜŹƀ˫̹

VII. PERSONAL CALLIGRAPHY PRACTICES



ʊʎʇ

Pen Testing 4-5 are practiced with a similar attitude to the earlier 
triple work -repetition of the strokes as practicing the basic unit 
ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˰̹ ŹƀŵŦŖĴ̹ ˾#ňŀ˫̹ ʈʇ˿˦̹ ƀŅŦƄŀŅƀ̹ ĜŹ̹ ƘňŹƄĜŘŘƟ̹ ĪŦŞŲŘĴŞĴşƀĜŵƟ̹
works that are hung together because the attitude is similar and 
it is thought that the colors were chosen as white and black and the 
reverse application complement each other. Even if they have a similar 
ĜŲŲŵŦĜĪŅ̹ Ŧŵ̹ ĴƘĴş̹ ƀŅĴ̹ ŹĜŞĴ̹ ŞŦƘĴŞĴşƀŹ˦̹ ĴĜĪŅ̹ ƄşňŴƄĴşĴŹŹ̹ Ĝşİ̹ ňƀŹ̹
richness as line and stroke has been tried to be revealed.

Fig. 32. Pen Testing 4-5, acrylic 
wih brush, Almıla Yıldırım, 
2019, Foto. credit: Almıla 
Yıldırım.



ʊʎʈ



ʊʎʉ

While one is practiced by the broad-edged brush with black and gold 
ĜĪŵƟŘňĪ̹ŲĜňşƀ̹Ŧş̹ƀŅĴ̹ƙŅňƀĴ̹ŹĪŵŦŘŘ̹ŲĜŲĴŵ˦̹ƀŅĴ̹ŦƀŅĴŵ̹ňŹ̹ŲŵĜĪƀňĪĴİ̹ĩƟ̹ĜŀĜňş̹
the broad-edged brush with white and gold acrylic paint on black scroll 
ŲĜŲĴŵ˫̹bŅĴ̹ŵĴĜŹŦş̹ƀŦ̹ĴƞŲĴŵňĴşĪĴ̹Ĝ̹ĩŵƄŹŅ̹ňŹ̹ƀŦ̹ƄƀňŘňƥĴ̹ňƀŹ̹ǭĴƞňĩňŘňƀƟ̹ĜŹ̹Ĝ̹
material through various smooth turns on the contrast of the ruling 
ŲĴş˦̹ ĜŹ̹ ĴƞŲŘĜňşĴİ̹ ňş̹ŲĜŵƀ̹ ĴşƀňƀŘĴİ̹ ̚ʌ˫ʇ˫̹�ŅŦŦŹňşŀ̹ ƀŅĴ̹ŞĜƀĴŵňĜŘŹ̹ ĿŦŵ̹ ƀŅĴ̹
personal practices.”

AŦŵĴŦƘĴ˦̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿̹ ĴƞŲŘĜňşŹ̹ ĩŵƄŹŅĴİ̹ ŞĜŵŖŹ̹ ĜŹ̹ ̚ƀŅĜƀ̹ ŹŲĴĜŖŹ̹ ŦĿ̹
ŹŲĴĴİ˦̹ ƄŵŀĴşĪƟ˦̹ ĴƞĪňƀĴŞĴşƀ̹ Ĝşİ̹ ŅƄŞĜşňƀƟ˦̛ ̹ Ĝşİ̹ ŅĴ̹ ĜİİŹ˦̹ ̚�ŵƄŹŅĴİ̹
ŹƀŵŦŖĴŹ̹ĜŘŹŦ̹ŹƄŀŀĴŹƀ̹ňşİňƘňİƄĜŘňƀƟ˦̹şŦşĪŦşĿŦŵŞňƀƟ˦̹Ĝşİ̹ĿŵĴĴİŦŞ̛̹˾ʇʅʆʈ˥̹
ʇʈʆ˿˫̹ )Ĵ̹ ĪŘĜňŞŹ̹ ĩŵƄŹŅ̹ ŹƀŵŦŖĴŹ̹ ĪĜş̹ ŲŦƀĴşƀňĜŘŘƟ̹ ĪŦŞŞƄşňĪĜƀĴ̹ Ĝ̹ ŘĴƘĴŘ̹ ŦĿ̹
ňşĿŦŵŞĜƀňŦş˱ĴŞŦƀňŦş˫̹ rňƀŅ̹ ƀŅĴ̹ ŹĜŞĴ̹ ĩĴŘňĴĿ˦̹ ĜĿƀĴŵ̹ ĴƞŲĴŵňĴşĪňşŀ̹ ƀŅĴ̹
ŵƄŘňşŀ̹ŲĴş̹ Ĝşİ̹ ňƀŹ̹ Źƀňǣ˦̹ŞĴƀĜŘ̹ şňĩ˦̹ ĴƞŲĴŵňŞĴşƀňşŀ̹ƙňƀŅ̹ Ĝ̹ ĩŵƄŹŅ̹ ňŹ̹ ƀŅĴ̹
şĴƞƀ̹ŹƀĴŲ̹ƀŦ̹ŵĴǭĴĪƀ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ƙŦŵŖ̹ŅĴŵĴ˫

#ňŀ˫̹ʈʈ̹ňŘŘƄŹƀŵĜƀĴŹ̹ŅŦƙ̹ňƀ̹ĩĴŀňşŹ̹ƀŦ̹ŲŵĜĪƀňĪĴ̹ƙňƀŅ̹ƀŅĴ̹ĩŵŦĜİ̐ĴİŀĴ̹ĩŵƄŹŅ˫̹
)ĴŵĴ˦̹ŲŵňŞĜŵňŘƟ̹ƀŅĴ̹ŞŦƘĴŹ̹ŦĿ̹ƀŅĴ̹ĩŵƄŹŅĴŹ̹ĜŵĴ̹ĩĜŹĴİ̹Ŧş̹ƀŅĴ̹ŞŦƘĴŹ̹ŞĜİĴ̹
ƙŅňŘĴ̹ ŲŵĜĪƀňĪňşŀ̹ ƀŅĴ̹ WŦŞĜş̹ �ĜŲňƀĜŘ̹ ŘĴƀƀĴŵŹ̹ƙňƀŅ̹ ĴƞĜŀŀĴŵĜƀĴİ̹ ŞŦƘĴŹ˦̹
such as elongated tails. I learned these moves and manipulations 
İƄŵňşŀ̹ ƀŅĴ̹ĪŦƄŵŹĴŹ̹ŞĴşƀňŦşĴİ̹ ňş̹�ŲŲĴşİňƞ̹�˦̹ ĜŘŹŦ̹ ŹƀĜƀĴİ̹ ňş̹ŲĜŵƀ̹ ̚ʌ˫ʇ˫̹
Choosing the materials for the personal practices.”

Fig. 33. Beginnig the practice 
with broad-edge brush with 
acrylic, Almıla Yıldırım, 2019, 
Foto. credit: Almıla Yıldırım.

bŅĴ̹ĜĪŵƟŘňĪ̹ŲĜňşƀ̹ƙňƀŅ̹Ĝ̹ŹŲĴĪňǬĪ̹İĴşŹňƀƟ̹ŲŵŦƘňİĴŹ̹Ĝ̹ĪŅĜşĪĴ̹ƀŦ̹ĪŵĴĜƀĴ̹Ĝ̹
ŀŵĜİňĴşƀ̹ƙňƀŅňş̹ƀŅĴ̹ŹƀŵŦŖĴ˦̹ƙŅňĪŅ̹ĜŘŹŦ̹ŀňƘĴŹ̹Ĝ̹ĪŅĜşĪĴ̹ƀŦ̹ŦĩŹĴŵƘĴ̹ĴĜĪŅ̹
ŅĜňŵ˫̹�ƘĴş̹ƙňƀŅňş̹ŦşĴ̹ŹƀŵŦŖĴ˦̹ƀŅĴŹĴ̹ƀŦşĜŘňƀňĴŹ̹ĪĜş̹ƘĜŵƟ̹İĴŲĴşİňşŀ̹Ŧş̹ƀŅĴ̹
quantity of paint on the brush and the hand’s pressure. This attitude 
also has similarities with the traditional Chinese calligraphy or ink-
ƙĜŹŅ̹ĩŵƄŹŅ˦̹ƙŅňĪŅ̹ĪĜş̹ŲŵŦİƄĪĴ̹Ĝ̹ŵĜşŀĴ̹ŦĿ̹ĴƞŲŵĴŹŹňƘĴ̹ŴƄĜŘňƀňĴŹ̹ƀŅŵŦƄŀŅ̹
a single brushstroke of black ink that can reveal a wide variety of shades 
Ĝşİ̹ ƀŦşĜŘňƀňĴŹ̹ ŦĿ̹ ĪŦŘŦŵ̹ ĴƞŲŵĴŹŹňŦş̹ ˾[ŅƄŹƀĴŵŞĜş˦̹ ʇʅʆʌ˿˫̹ ,ƀ̹ ĜŘŹŦ̹ ŵĴŞňşİŹ̹
various practices of Meulman that emphasize the brush stroke literally.

#ňŀ˫̹ ʈʉ̹ ŹŅŦƙŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ İĴƀĜňŘĴİ̹ ŲĜŵƀŹ̹ ŦĿ̹ ƀŅĴ̹ ŲňĴĪĴ˫̹ �ŲĜŵƀ̹ ĿŵŦŞ̹ ƀŅĴ̹
ĩŵŦĜİ̐ĴİŀĴ̹ĩŵƄŹŅ˦̹ƀŅĴ̹ŲŦňşƀĴİ̹ĩŵƄŹŅ̹ňŹ̹ĴŞŲŘŦƟĴİ̹ŅĴŵĴ˫̹[Ŧ˦̹ŅĴŵĴ̹ĩĜŹňĪĜŘŘƟ̹
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combining the tools and letting them reveal their own physical properties; 
ĜŹ̹;ĜĪŅ̹˾ʇʅʆʉ˿̹ŹƀĜƀĴŹ˦̹ňƀ̹ňŹ̹ĩĴŘňĴƘĴİ̹ƀŅĜƀ̹ňƀ̹ňŹ̹Ĝş̹ŦŲŲŦŵƀƄşňƀƟ̹ƀŦ̹ĪŵĴĜƀĴ̹Ĝ̹ŲňĴĪĴ̹
ƙňƀŅ̹ƀŅĴ̹ŲŦƀĴşƀňĜŘ̹ĿŦŵ̹ňşƀĴŵĴŹƀňşŀ̹ƘĜŵňĜƀňŦşŹ˦̹ĜŹ̹ŦĩŹĴŵƘĴİ˫̹bŅĴŹĴ̹ƘĜŵňĜƀňŦşŹ̹
are also strengthened with the gold color on the black surface and white 
ĩŵƄŹŅ̹ ƀŵĜĪĴŹ˫̹ )ĴşĪĴ˦̹ ƀŅĴŹĴ̹ ŞƄŘƀňŲŘĴ̹ ƄŹĜŀĴŹ̹ ŦĿ̹ ƀŅĴ̹ ĩŵƄŹŅ̹ ĜŵĴ̹ ĪŅŦŹĴş̹ ƀŦ̹
ĪŵĴĜƀĴ̹Ĝ̹ĪŦşƀŵĜŹƀ̹ĩĴƀƙĴĴş̹ŦŲŲŦŹňƀĴŹ̹ŦĿ̹ƀŅĴ̹ĿŦŵŞŹ˦̹ŹƄĪŅ̹ĜŹ̹ŘĜŵŀĴ̐ŹŞĜŘŘ˦̹ƀŅňş̐
ƀŅňĪŖ˦̹şĜŵŵŦƙ̐ĩŵŦĜİ˦̹Ĝşİ̹ƙĴĜŖ̐ŹƀŵŦşŀ˫̹,ƀ̹ňŹ˦̹ĜŹ̹ŹƀŵĴŹŹĴİ˦̹Ĝ̹ƙĜƟ̹ŦĿ̹ĪŵĴĜƀňşŀ̹
strong accents that can be added with a comprehensive tool and for a 
ŞŦŵĴ̹İĴŘňĪĜƀĴ̹ĿĴĴŘ̹ƙňƀŅ̹Ĝ̹ŲŦňşƀĴİ̹şňĩ̹Ŧŵ̹ǬşĴ̹ŘňşĴ̹ĿĴŘƀ̹ƀňŲ̹˾;ĜĪŅ˦̹ʇʅʆʉ˿˫

Fig. 34. The detail from Pen 
Testing 5, Almıla Yıldırım, 2019, 
Foto. credit: Almıla Yıldırım.

This textural appearance and disappearance here break the strong 
ĪŦşƀŵĜŹƀ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ĩŘĜĪŖ̹Ĝşİ̹ƙŅňƀĴ̹ĪŦşƀŵĜŹƀ˦̹Ĝşİ̹ƀŅĴ̹ŀŦŘİ̹ŲĜňşƀ̹ŲŵŦƘňİĴŹ̹
a kind of balance located at the heart of the textural woven composition. 
HşĪĴ̹ĜŀĜňş˦̹ ƀŅĴ̹ŀŦŘİ̹ ňŹ̹şŦƀ̹ƄŹĴİ̹ ĿŦŵ̹ ƀŅĴ̹İňŵĴĪƀ̹ ŵĴĿĴŵĴşĪĴ̹ ƀŦ̹ ƀŅĴ̹ĪŦşĪĴŲƀ̹
ŦĿ̹ƀŅĴ̹ŀŦŘİ̹ƀŅĜƀ̹ňŹ̹ƄŹĴİ̹ňş̹Ĝş̹ĜşĪňĴşƀ̹ŞĜşƄŹĪŵňŲƀ˫̹,şŹƀĴĜİ˦̹ĜŘŘ̹ŹĴŵƘňĪĴŹ̹ĿŦŵ̹
the compositional compatibility as plastic units. As the triple practices 
ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˦̹ƀŅĴŹĴ̹ƀƙŦ̹ƙŦŵŖŹ˦̹ƀŅŵŦƄŀŅ̹ĿŦĪƄŹňşŀ̹Ŧş̹ƀŅĴ̹ŹƀŵŦŖĴŹ̹Ĝşİ̹
ƀŅĴňŵ̹ĜĪĪƄŞƄŘĜƀňŦş˦̹ĿŦŵŞ̹ƀŅĴ̹ŞĜňş̹ŲŦňşƀ̹ŦĿ̹ƀŅĴŹĴ̹ŲňĴĪĴŹ˫̹bŅĴ̹ňŹŹƄĴ̹ĩĴĪŦŞĴŹ̹
ƙŅĴş̹ƀŦ̹ǬşňŹŅ̹ƀŅĴ̹ŲňĴĪĴ̹ƙŅňŘĴ̹ŀňƘňşŀ̹ŹňŀşňǬĪĜşĪĴ̹ƀŦ̹ƀŅĴ̹ŲŵŦĪĴŹŹ˫̹

�Ź̹ ŞĴşƀňŦşĴİ̹ ĴĜŵŘňĴŵ̹ ňş̹ ƀŅňŹ̹ ĪŅĜŲƀĴŵ̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ŹŖňŘŘ˦̹ ĜĪĪƄŞƄŘĜƀĴİ̹
ƀŅĴŦŵĴƀňĪĜŘ̹ Ĝşİ̹ ŲŵĜĪƀňĪĜŘ̹ ŖşŦƙŘĴİŀĴ̹ ƀŅŵŦƄŀŅ̹ ĪŵĜĿƀ̹ ĴİƄĪĜƀňŦş˦̹ ƀŅĴ̹
process becomes noteworthy. It transforms something that needs to 
be trusted through accumulated technical and practical knowledge and 
ŹŖňŘŘ˦̹ƙŅňĪŅ̹ňŹ̹ĜĩŦƄƀ̹ňşňƀňĜƀňŦş˦̹ĜŹ̹ƙĴŘŘ̹ĜŹ̹ŵĴŹŲŦşŹňƘĴşĴŹŹ̹ňş̹ĪŵĴĜƀňŦş˫̹
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AĪBňǣ̹ŹƀĜƀĴŹ˦̹̚bŵƄŹƀňşŀ̹ƀŅĴ̹ŲŵŦĪĴŹŹ̹ňŹ̹ĩĜŹĴİ̹Ŧş̹Ĝ̹ĩĴŘňĴĿ̹ƀŅĜƀ̹ŹŦŞĴƀŅňşŀ̹
ƘĜŘƄĜĩŘĴ̹ƙňŘŘ̹ ĴŞĴŵŀĴ̹ƙŅĴş̹ƙĴ̹ ŹƀĴŲ̹ ňşƀŦ̹ ƀŅĴ̹ƄşŖşŦƙş̛̹ ˾AĪBňǣ˦̹ ʆʎʎʍ˥̹
ʇʌ˿˦̹ƄşİĴŵŘňşĴŹ̹̚ǭĴƞňĩňŘňƀƟ̛̹Ĝşİ̹̚ƀŅĴ̹ĜĩňŘňƀƟ̹ƀŦ̹ĪŅĜşŀĴ̹İňŵĴĪƀňŦş̛̹ ˾,ĩňİ˫˿˫̹
rňƀŅ̹ ƀŅňŹ̹ ĪŦşŹňİĴŵĜƀňŦş˦̹ ĜŘŘ̹ ƀŅĴ̹ ŞŦƘĴŹ̹ Ĝşİ̹ ŹƀŵŦŖĴŹ̹ ĜŵĴ̹ İĴĪňŹňŦşŹ̹
ƀĜŖĴş̹ ĜŹ̹ Ĝ̹ ŲĜŵƀ̹ ŦĿ̹ ƀŅĴ̹ ŲŵŦĪĴŹŹ˫̹rňƀŅ̹ ƀŅĴ̹ ĜƙĜŵĴşĴŹŹ̹ ŦĿ̹ ƀŅňŹ̹ ŲŵŦĪĴŹŹ˦̹
ŞňŹƀĜŖĴŹ˦̹ ĜĪĪňİĴşƀŹ˦̹ Ĝşİ̹ ĴƘĴş̹ ĿĜňŘƄŵĴŹ̹ŞĜƟ̹ ĩĴ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ŹňŀşňǬĪĜşƀ̹
ĪŦşƀŵňĩƄƀňŦşŹ̹ƀŦ̹ƀŅňŹ̹ĪŵĴĜƀňƘĴ̹ŲŵŦĪĴŹŹ˫̹�ĪĪŦŵİňşŀ̹ƀŦ̹AĪBňǣ̹˾ʆʎʎʍ˿˦̹ŦşĴ̹
can only learn how to cooperate with this process with practice.

)ĴşĪĴ˦̹ ĜŘŘŦƙňşŀ̹ ƀŅĴ̹ŞĜƀĴŵňĜŘŹ̹ Ĝşİ̹ ƄşŲŘĜşşĴİ̹ ŀĴŹƀƄŵĴŹ̹ŞĜƟ̹ ŘĴĜİ̹ ƀŅĴ̹
artists and herald successful expressions. That means artists do not 
ŅĜƘĴ̹ƀŦ̹ŖşŦƙ̹ŅŦƙ̹ŅĴ̹ŀŦĴŹ̹Ĝƀ̹ƀŅĴ̹ĩĴŀňşşňşŀ̹ŦĿ̹ƀŅĴ̹ĪŵĴĜƀňƘĴ̹ĜĪƀ̹˾AĪBňǣ˦̹
ʆʎʎʍ˿˫̹�ĪƀƄĜŘŘƟ˦̹ƀŅňŹ̹ĜŹŹƄŞŲƀňŦş̹ňŹ̹şŦƀ̹ŹňŀşňǬĪĜşƀ̹ƀŦ̹ƄŹĴ̹ƀŅĴ̹ƀĴŵŞ̹ĴŵŵŦŵŹ̹
since there are no errors; only unpleasant strokes or accidents may 
ŦĪĪƄŵ˫̹�Ź̹ŹƀĜƀĴİ̹ĴĜŵŘňĴŵ˦̹ƀŅĴŵĴ̹ňŹ̹şŦ̹ŵĴƀŦƄĪŅ̹ňş̹ĪĜŘŘňŀŵĜŲŅƟ˰̹ŅĴşĪĴ˦̹ƙňƀŅ̹
ĴĜĪŅ̹ ŹƀŵŦŖĴ˦̹ ƀŅĴ̹ şĴƞƀ̹ ŞŦƘĴŹ̹ ŞĜƟ̹ ƘĜŵƟ̹ Ŧŵ̹ ĩĴĪŦŞĴ̹ ŹŦŞĴƀŅňşŀ̹ ƀŅĜƀ̹ ňŹ̹
needed to be reconsidered by calligraphy before putting the hand on 
the surface. 

AĪBňǣ̹˾ʆʎʎʍ˿̹ŹƄŞŞĜŵňƥĴŹ̹ƀŅňŹ̹ňŹŹƄĴ̹ƙňƀŅ̹ƀŅňŹ̹ŹƀĜƀĴŞĴşƀ˥̹̚,̹ƀŵƟ̹ƀŦ̹ŘĴĜƘĴ̹
ƀŅňşŀŹ̹ǭƄňİ˦̹Ĝşİ̹ ,̹ŅĜƘĴ̹ ŘĴĜŵşĴİ̹ŅŦƙ̹ĴĜŹƟ̹ ňƀ̹ ňŹ̹ ƀŦ̹ŦƘĴŵƙŦŵŖ̹Ĝ̹ŲĜňşƀňşŀ̹
Ĝşİ̹ ĜŵŵĴŹƀ̹ ňƀŹ̹ ĿŵĴĴ̹ ŞŦƘĴŞĴşƀ̹ Ĝşİ̹ ̚ŹƀŵňŖňşŀ̹ ŲŦƙĴŵ̛̹ ƙňƀŅ̹ ŹƀňǣşĴŹŹ̹
Ŧŵ̹ĴƞĪĴŹŹňƘĴ̹ĴǣŦŵƀ˫̹bŅĴŵĴĿŦŵĴ˦̹ ,̹ ƀĴşİ̹ ƀŦ̹ ŹƀŦŲ̹ĜŹ̹ ŹŦŦş̹ĜŹ̹ ƀŅĴ̹ŲňĪƀƄŵĴ̹ ňŹ̹
ĜĩŘĴ̹ ƀŦ̹ŹƀĜşİ̹Ŧş̹ ňƀŹ̹Ŧƙş̹Ĝşİ̹ĜŹ̹ŹŦŦş̹ĜŹ̹ ňƀ̹ ŹƄŀŀĴŹƀŹ̹ ƀŅĴ̹ǬŵŹƀ̹ ŹĴşŹĴ̹ŦĿ̹
ĪŦŞŲŘĴƀĴşĴŹŹ̛̹˾ʆʎʎʍ˥̹ʇʅʇ˿˫̹)Ĵ̹ŹƀŵĴŹŹĴŹ̹ƀŅĜƀ̹Ĝ̹İĴĪňŹňŦş̹ƀŦ̹ŹƀŦŲ̹ĩĴĪŦŞĴŹ̹
ŹŦŞĴƀŅňşŀ̹ ŘňŖĴ̹ Ĝ̹ ĩňŦŘŦŀňĪĜŘ̹ ĜĪƀňƘňƀƟ˦̹ ŹƄĪŅ̹ ĜŹ̹ ĴĜƀňşŀ̹ Ŧŵ̹ İŵňşŖňşŀ˫̹ )Ĵ̹
ĪŘĜňŞŹ̹ŦşĴ̹ĪĜş̹ŹĴşŹĴ̹ƙŅĴş̹ ƀŦ̹ ŹƀŦŲ̹ ƀŅŵŦƄŀŅ̹ŲŵĜĪƀňĪĴ˦̹ƙŅňĪŅ̹ ŘĴĜİŹ̹ ƀŅĴ̹
artist’s judgment to advance instinctively. A similar point is mentioned 
ĴĜŵŘňĴŵ̹ĜĩŦƄƀ̹ŀĜňşňşŀ̹ŞƄŹĪŘĴ̹ŞĴŞŦŵƟ˦̹ƙŅňĪŅ̹ĪŦŞĴŹ̹ƙňƀŅ̹ŵĴŲĴƀňƀňŦş̹Ĝşİ̹
ŲŵĜĪƀňĪĴ̹ŦĿ̹ƀŅĴ̹ŹƀŵŦŖĴŹ˦̹ƀŅĴ̹ŘĴƀƀĴŵ̹ĪŦşŹƀŵƄĪƀňŦş˦̹Ĝşİ̹ƀŅĴ̹ƀĴƞƀ̹ƀŦ̹ŘĴĜŵş̹ƀŅĴ̹
ŹƀƟŘĴ˦̹ƙŅňĪŅ̹ňŹ̹ĜŘŹŦ̹ŀĜňşĴİ̹ĜŹ̹ŞƄŹĪŘĴ̹ŞĴŞŦŵƟ̹Ĝşİ̹ĩĴĪŦŞĴŹ̹ŹŦŞĴƀŅňşŀ̹
ƀŅĜƀ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ĪĜş̹ŲĴŵĿŦŵŞ̹ƙňƀŅŦƄƀ̹ƀŅňşŖňşŀ˫̹,ş̹ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ƙŅĴŵĴ̹
to put the next stroke and when to stop are two crucial points learned/
sensed through time.

)ĴşĪĴ˦̹ ŅĴŵĴ̹ ňş̹ ƀŅĴŹĴ̹ ƙŦŵŖŹ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ŹĜňİ̹ ƀŅĜƀ̹ ŦşĴ̹ ŞŦƘĴ̹ ŘĴĜİŹ̹ ƀŦ̹
ĜşŦƀŅĴŵ˦̹ Ĝşİ̹ ƀŅĴ̹ ŦƄƀĪŦŞĴ̹ ňŹ̹ ĿŦŵŞĴİ̹ ĜŹ̹ Ĝ̹ ĪŅĜňş̹ ŦĿ̹ ĴƞŲŵĴŹŹňŦş̹ ƀŅĜƀ̹ ňŹ̹
ŅĜŵİŘƟ̹İňǤĪƄŘƀ̹ƀŦ̹ŲŘĜş̹ňş̹ĜİƘĜşĪĴ̹ĜŹ̹Ĝ̹ĪŵĴĜƀňƘĴ̹ŲŵŦĪĴŹŹ˫̹�Ĵňşŀ̹ŲŵĴŹĴşƀ̹
during this creation process is one of the crucial and essential points 
of these practices. It starts with small openings and turns into the 
ĪĜŘŘňŀŵĜŲŅňĪ̹ ĴƘĴşƀ̹ ƀŅĜƀ̹ŞĜşňĿĴŹƀŹ̹ ƀŅĴ̹şĜƀƄŵĴ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ Ĝ̹ ĪŵĜĿƀ˦̹
cherishing the tradition. It is also an open-ended work that leads to 
various interpretations from the viewer’s perspective by detaching 
itself from the western perception of calligraphy and writing.

#ňŀ˫̹ ʈʊ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ƀƙŦ̹ ƙŦŵŖŹ̹ ĪŵĴĜƀĴİ̹ ƙňƀŅ̹ Ĝ̹ ĪŦşĪĴŲƀ̹ Ĝşİ̹ ĜƀƀňƀƄİĴ̹
parallel to the previous examples. A broad-edged brush with a wider 
tip is preferred for both of these works to further increase the contrast 
ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ƙňİƀŅ̹ ŦĿ̹ ƀŅĴ̹ ĩŵƄŹŅĴŹ˫̹ bŅĴş˦̹ ƀŅĴ̹ ŵƄŘňşŀ̹ ŲĴş̹ Ĝşİ̹ ŲŦňşƀĴİ̹
brush are employed to leave textual marks for small details. 



ʊʎʌ

Fig. 35. Pen Testing 6-7, acrylic 
and brush, Almıla Yıldırım, 2019, 
Foto. credit: Almıla Yıldırım.



ʊʎʍ

)ĴŵĴ˦̹ňƀ̹ŹŅŦƄŘİ̹ĩĴ̹şŦƀĴİ̹ƀŅĜƀ˦̹ĜŹ̹ňş̹ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹ĴĜŵŘňĴŵ̹ƙŦŵŖŹ˦̹ƀŅĴ̹ƀĴƞƀƄŵĜŘ̹
appearance takes higher importance since the contrast is extended. 
bŅĴƟ̹ŞŦƘĴ̹ĜƙĜƟ̹ĿŵŦŞ̹ƀŅĴ̹ ňŞĜŀĴ̹ŦĿ̹Ĝ̹ŹňşŀŘĴ̹ǭŦƙňşŀ̹ƀĴƞƀ˦̹ĜŹ̹ŦĩŹĴŵƘĴİ̹
ňş̹ŲŵĴƘňŦƄŹ̹ĴƞĜŞŲŘĴŹ˦̹Ĝşİ̹ĩĴŀňş̹ ƀŦ̹ ƀĜŖĴ̹Ŧş̹ƀŅĴ̹ĜŲŲĴĜŵĜşĪĴ̹ŦĿ̹Ĝ̹ŞŦŵĴ̹
dominant stain on their own rather than parts of a whole formed with a 
similar rhythm. 

bŅĴ̹ǬŵŹƀ̹İŵĜƙĩĜĪŖ̹ƀŅĜƀ̹ĪŦŞĴŹ̹ƀŦ̹Şňşİ̹ŞĜƟ̹ĩĴ̹ƀŅĜƀ̹ňƀ̹ŞŦƘĴŹ̹ĜƙĜƟ̹ĿŵŦŞ̹
ƀŅĴ̹ ƀĴƞƀ̹ ňŞĜŀĴ˦̹ ƀŅĜƀ̹ Ĝş̹ ĜŘŵĴĜİƟ̹ ĜĩŹƀŵĜĪƀ̹ ĜŲŲŵŦĜĪŅ̹ŀŦĴŹ̹ ƀŦ̹ ĴƘĴş̹ŞŦŵĴ̹
ĴƞƀŵĴŞĴ̹ŲŦňşƀŹ̹Ĝşİ̹ƀƄŵşŹ̹ňşƀŦ̹Ĝ̹ĩŘŦƀĪŅƟ̹ňŞĜŀĴ˦̹Ĝşİ̹ňƀŹ̹ĪŦşşĴĪƀňŦş̹ƙňƀŅ̹
ƀŅĴ̹ƀĴƞƀ̹ ňŹ̹ ĿƄŵƀŅĴŵ̹ĩŵŦŖĴş˫̹)ŦƙĴƘĴŵ˦̹ƙňƀŅ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ĩĜĪŖŀŵŦƄşİ̹
Ĝşİ̹ƙŵňƀňşŀ̐ŘňŖĴ̹ŀĴŹƀƄŵĴŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ ĴŞŲŘŦƟĴİ̹ŅĴŵĴ˦̹ ŘňŖĴ̹ ƀŅĴ̹ ŵĴŹƀ̹ ŦĿ̹ ƀŅĴ̹
ƙŦŵŖŹ̹ ŲŵĴŹĴşƀĴİ̹ ňş̹ ƀŅňŹ̹ ĪŅĜŲƀĴŵ˦̹ ĜŹ̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿̹ Ĝşİ̹ �ŵŦƙş̹ ˾ʇʅʆʌ˿̹
ƀŅŵŦƄŀŅ̹ƀŅĴňŵ̹ŲŵĜĪƀňĪĴŹ̹Ĝşİ̹ŹƀĜƀĴŞĴşƀŹ˦̹ĜŘŹŦ̹AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿̹Ĝşİ̹ŅňŹ̹
İĴƀĴĪƀňŦşŹ̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ĜĩŹƀŵĜĪƀ̹ ŲĜňşƀňşŀ˦̹ ňƀ̹ ňŹ̹ ĩĴŘňĴƘĴİ̹
that this drawback becomes something positive to discuss and 
interrogate here.

#ňŀ˫̹ʈʋ̹ňŘŘƄŹƀŵĜƀĴŹ̹ƀŅĴ̹ŹƀĴŲŹ̹ŦĿ̹ƀŅĴ̹ƙŦŵŖ̹ŦĿ̹Pen Testing 6. 

Fig. 36. The process of writing 
Pen Testing 6, Almıla Yıldırım, 
2019, Foto. credit: Almıla 
Yıldırım.

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE



ʊʎʎ

The process proceedŹ̹ƀŅĴ̹ŹĜŞĴ̹ĿŦŵ̹ƀŅĴ̹ŦƀŅĴŵ̹ƙŦŵŖ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ňƀ̹ňŹ̹
deemed appropriate to detail only one study. It starts with practicing 
the moves of the brush loaded with thick black acrylic; after the overall 
ŲňĴĪĴ̹ ňŹ̹ĪŦŞŲŘĴƀĴİ̹ƙňƀŅ̹ ňƀ˦̹ ƀŅĴ̹İĴƀĜňŘŹ̹ĜŵĴ̹ĪŵĴĜƀĴİ̹ƙňƀŅ̹ƀŅĴ̹ŵƄŘňşŀ̹ŲĴş̹
loaded with gold paint. 

rŅňŘĴ̹ƀŅĴ̹ŵƄŘňşŀ̹ŲĴş̹ĜŘŘŦƙŹ̹ƄŹ̹ƀŦ̹ŦĩƀĜňş̹ŹƀŵŦŖĴ̹ƙňƀŅ̹Ĝ̹İňǣĴŵĴşƀ̹ĿĴĜƀƄŵĴ˦̹
besides the limited but delicate details that the thick brush allows 
ňş̹ ňƀŹĴŘĿ˦̹ ƀŅĴ̹ ňşƀĴŀŵĜƀňŦş̹ƙňƀŅ̹ İňǣĴŵĴşƀ̹ŞĜƀĴŵňĜŘŹ̹ ̐Ĝ̹ Ŗňşİ̹ ŦĿ̹ ĴĜŹƀ̹ Ĝşİ̹
ƙĴŹƀ̹ ŹƟşƀŅĴŹňŹ˦̹ƙŅňĪŅ̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿̹ ĪĜŘŘĴİ̹ ŅƟĩŵňİ˦̹ ŅĜŹ̹ ĩĴĴş̹ ƀŵňĴİ̹ ƀŦ̹
be given in the studies here. It is also underlined the eclectic nature 
of contemporary calligraphy of the desire to experiment with various 
ŞĜƀĴŵňĜŘŹ̹ŹĴŲĜŵĜƀĴŘƟ˦̹Ŧŵ̹ĜŹ̹ňş̹ƀŅňŹ̹ĪĜŹĴ˦̹Ŧş̹ƀŅĴ̹ŹĜŞĴ̹ƙŦŵŖ˦̹ƙŅňĪŅ̹ŅĴŵĜŘİŹ̹
ƘĜŵňŦƄŹ̹ İňǣĴŵĴşƀ̹ ŲŦŹŹňĩňŘňƀňĴŹ̹ ƀŦ̹ İňŹĪŦƘĴŵ̹ ĿŦŵ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ ĪŦŞĴŹ̹ƙňƀŅ̹
the postmodern mindset.

�Ź̹ Ĝ̹ ŵĴŞňşİĴŵ˦̹ ƙŅňŘĴ̹ ĴĜĪŅ̹ ŹƀŵŦŖĴ̹ ĩƄňŘİňşŀ̹ Ŧş̹ ŦşĴ̹ ĜşŦƀŅĴŵ̹ ĿŦŵŞŹ̹
ƀŅĴ̹ ĪŦŞŲŦŹňƀňŦş˦̹ ĜŹ̹ AĪBňǣ̹ ˾ʆʎʎʍ˿̹ ŹƀĜƀĴŹ˦̹ ̚ƀŅĴ̹ ĴŞŲƀƟ̹ ŹŲĜĪĴ̹ ĪĜŘŘŹ̹ ĿŦŵ̹
ĜƀƀĴşƀňŦş̛̹˾ʆʎʎʍ˥̹ʇʅʅ˿˫̹

I start with the top of the paper as if writing a page and build open 
forms with strokes that progressively cover the entire paper. As the 
ŹƀŵŦŖĴŹ̹ĜŲŲĴĜŵ̹Ŧş̹ƀŅĴ̹ŹƄŵĿĜĪĴ˦̹ĪĜŘŘňŀŵĜŲŅňĪ̹ĜĪĪƄŞƄŘĜƀĴİ̹ƀĴĪŅşňĪĜŘ̹Ĝşİ̹
ŲŵĜĪƀňĪĜŘ̹ŖşŦƙŘĴİŀĴ̹ŦǣĴŵŹ̹ƀŅĴ̹ňşƀƄňƀňƘĴ̹ĪŵňƀňŴƄĴ̹ƀŅĜƀ̹ňşĿŦŵŞŹ̹ŞĴ̹ƙŅĴŵĴ̹
to stop and when to move on to another or which line/stroke is left 
ĜŘŦşĴ˫̹bŅňŹ̹ňŹŹƄĴ̹ňŹ̹İĴŹĪŵňĩĴİ̹ĩƟ̹AĪBňǣ̹˾ʆʎʎʍ˿̹ĜŹ̹ĿŦŘŘŦƙŹ˥

bŅĴ̹ŲŵŦĪĴŹŹ̹ŦĿ̹ŞĜŖňşŀ̹Ĝŵƀ̹ ňŹ̹Ĝ̹ŞŦİĴ̹ŦĿ̹ĪŵňƀňĪĜŘ̹ ƀŅňşŖňşŀ̹ƀŅĜƀ̹ ňŹ̹ŖňşĴŹƀŅĴƀňĪ˦̹ ƀĜĪƀňŘĴ˦̹Ĝşİ̹
ƘňŹƄĜŘ˫̹�ĴĪňŹňŦşŹ̹ĜŵĴ̹̚ŲĜŵƀ̹ŦĿ̹ƀŅĴ̹ŲŵŦĪĴŹŹ̛̹Ĝşİ̹ňŞĩƄĴİ̹ňş̹ĴƘĴŵƟ̹ŀĴŹƀƄŵĴ̹Ĝşİ̹ňƀŹ̹ŵĴŘĜƀňŦşŹŅňŲ̹
to what went before it and what will ensue. The critical judgments of the creator tend to 
more improvisational than strategic. The process is an impromptu performance in which 
the creator receives direction from the material. Critical thinking in the arts is always a 
ŲŵŦĪĴŹŹ̹ŦĿ̹̚ŹĴşŹňşŀ̛̹ƙŅĜƀ̹şĴĴİŹ̹ƀŦ̹ĩĴ̹İŦşĴ˫̹˾AĪBňǣ˦̹ʆʎʎʍ˥̹ʇʅʅ˿

�Ź̹ ŹƀĜƀĴİ̹ ŅĴŵĴ˦̹ ƀŅĴ̹ ŲŵŦĪĴŹŹ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ ŖňşĴŹƀŅĴƀňĪ˦̹ ƙŅňĪŅ̹ ŵĴĿĴŵŹ̹ ƀŦ̹
the awareness of the artist about the position and movement of the 
ĩŦİƟ̹ŲĜŵƀŹ̹ĩƟ̹ŞĴĜşŹ̹ŦĿ̹ŹĴşŹŦŵƟ̹ŦŵŀĜşŹ̹ňş̹ƀŅĴ̹ŞƄŹĪŘĴŹ̹Ĝşİ̹œŦňşƀŹ˦̹ĜŘŹŦ̹
tactile that is mentioned earlier for calligraphy that carries it in its 
şĜƀƄŵĴ˰̹ĜŘŹŦ˦̹Ĝ̹ƘňŹƄĜŘ̹ĿĴĜƀƄŵĴ̹ƀŅĜƀ̹ňŹ̹ňşĪŘƄİĴİ̹ƀŦ̹ĪŵňƀňĪĜŘ̹ƀŅňşŖňşŀ̹ŦĿ̹ƀŅĴ̹
calligrapher. 

All decisions made during the process are assessed as a part of the 
ŲŵŦĪĴŹŹ̹Ĝşİ̹ĪĜş̹ĩĴ̹ƀŅŦƄŀŅƀ̹ŦĿ̹ĜŹ̹Ĝ̹œƄİŀŞĴşƀ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ƙŅŦŹĴ̹
intention is to create more spontaneously. 

�Ƅŵňşŀ̹ ƀŅňŹ̹ ŲŵŦĪĴŹŹ˦̹ ƀŅĴ̹ ŞĜƀĴŵňĜŘ˦̹ ĜŹ̹ ŞĴşƀňŦşĴİ˦̹ ňşĿŦŵŞŹ̹ ƀŅĴ̹
ĪĜŘŘňŀŵĜŲŅĴŵ̹ Ĝşİ̹ ňŹ̹ ĜĪƀňƘĴŘƟ̹ ňşƘŦŘƘĴİ̹ ňş̹ ƀŅĴ̹ İĴĪňŹňŦş̐ŞĜŖňşŀ̹ ŲŵŦĪĴŹŹ˦̹
ƙŅňĪŅ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĩƟ̹AĪBňǣ̹˾ʆʎʎʍ˿̹ĜŹ̹Ĝş̹ĴƞŲĴŵňĴşĪĴ˦̹̚ŵĴŹŲŦşİňşŀ˦̛ ̹Ĝşİ̹
̚ňşňƀňĜƀňşŀ̹ ňşƀĴŘŘňŀĴşĪĴ̛̹ ˾ʆʎʎʍ˥̹ ʇʅʆ˿̹ ƀŅĜƀ̹ ŞĴĜşŹ̹ƙŅňŘĴ̹ ƀŅĴŹĴ̹ ŞĜƀĴŵňĜŘŹ̹
ŞĜňşƀĜňş̹ ƀŅĴňŵ̹ ĴƞňŹƀňşŀ̹ ŴƄĜŘňƀňĴŹ˦̹ ƀŅĴ̹ ĜŵƀňŹƀ̹ ǬşİŹ̹ Ĝ̹ ƙĜƟ̹ ƀŦ̹ ĪŵĴĜƀňşŀ̹
something new through them.

VII. PERSONAL CALLIGRAPHY PRACTICES



ʋʅʅ

#ňŀ˫̹ʈʌ̹ŹŅŦƙŹ̹ĿŵĜŀŞĴşƀŹ̹ĿŵŦŞ̹ƀŅĴ̹ƀƙŦ̹ƙŦŵŖŹ̹ŞĴşƀňŦşĴİ̹ĜĩŦƘĴ˫̹rŅňŘĴ̹
Ŧş̹ ƀŅĴ̹ ŘĴĿƀ˦̹ ĿŦŵ̹Pen Testing 6˦̹ ƀŅĴ̹ƙŅňƀĴ̹ ŲĜŲĴŵ˦̹ ĩŘĜĪŖ˦̹ Ĝşİ̹ŀŦŘİ̹ ĜĪŵƟŘňĪ̹
ŲĜňşƀ̹ĜŵĴ̹ŹĴŘĴĪƀĴİ˰̹#ňŀ˫̹ʈʍ̹ĿŦŵ̹Pen Testing 7˦̹ƙŅňƀĴ̹ĜĪŵƟŘňĪ̹Ŧş̹ĩŘĜĪŖ̹ŲĜŲĴŵ̹
ňŹ̹ĴŞŲŘŦƟĴİ˫̹HşĪĴ̹ĜŀĜňş˦̹ƀŅĴ̹ĪŦşƀŵĜŹƀ̹ňŹ̹ňşƀĴşİĴİ̹ƀŦ̹ĩĴ̹ĪŵĴĜƀĴİ̹ƀŅŵŦƄŀŅ̹
the colors and the width of the materials˦̹ĜŹ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ŅĴŵĴ˫̹

Fig. 37. Details of Pen Testing 
6, Almıla Yıldırım, 2019, Foto. 
credit: Almıla Yıldırım.



ʋʅʆ

Fig. 38. Details of Pen Testing 
7, Almıla Yıldırım, 2019, Foto. 
credit: Almıla Yıldırım.



ʋʅʇ

,ş̹ŦŵİĴŵ̹ƀŦ̹ĪĜŲƀƄŵĴ̹ƀŅĴ̹İĴƀĜňŘ̹ƙňƀŅňş̹ƀŅĴ̹ŹƀŵŦŖĴŹ˦̹ ňƀ̹ ňŹ̹ ňşƀĴşİĴİ̹ƀŦ̹ƄŹĴ̹
highly thick paint so that the details that will emerge with each stroke 
can be observed created by the brush’s hair. This appearance also 
ŹƄŲŲŦŵƀŹ̹ƀŅĴ̹ŞŦƘĴŞĴşƀ̹ŦĿ̹ƀŅĴ̹ŅĜşİ̹Ĝşİ̹ƀŅĴ̹ĩŵƄŹŅ˦̹ŅĴşĪĴ̹ŅňŀŅŘňŀŅƀňşŀ̹
the calligraphy as an act. The calligraphic work preserves all the action 
of the calligrapher as explained through the continuum and the period 
ƀŅĜƀ̹ňŹ̹ňşŹŲňŵĴİ̹ĪŅňĴǭƟ̹ĩƟ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ƄşİĴŵŹƀĜşİňşŀ˫

#ňŀ˫Ź̹ʈʎ̹Ĝşİ̹ʉʅ̹ ňŘŘƄŹƀŵĜƀĴ̹ŹňŞňŘĜŵ̹ŲŵĜĪƀňĪĴŹ̹ƙňƀŅ̹ŲĜŵĜŘŘĴŘ̹ĪŦşĪĴŲƀŹ̹Ĝşİ̹
understanding of western contemporary calligraphy with previous 
ŦşĴŹ˫̹ )ĴşĪĴ˦̹ ňƀ̹ ƙňŘŘ̹ ĩĴ̹ ĴşĪŦƄşƀĴŵĴİ̹ ŅĴŵĴ̹ ƙňƀŅ̹ ƀŅĴ̹ ĿŦĪƄŹĴİ̹ ƙŦŵŖ̹ Ŧş̹
stroke and the overall composition of the strokes considering the 
tactile and theoretical knowledge blended with accumulated acquired 
ĪĜŘŘňŀŵĜŲŅňĪ̹ŹĴşŹňĩňŘňƀƟ̹ŵĴǭĴĪƀĴİ̹Ŧş̹ƀŅĴ̹ŘŦşŀ̹ŹŅĴĴƀŹ̹ŦĿ̹ŲĜŲĴŵ˫̹

Fig. 39. Pen Testing 8, Almıla 
Yıldırım, walnut ink, acrylic, 
coffee, colorante and gold leaf, 
2019, Foto. Credit: Almıla Yıldırım.



ʋʅʈ

Fig. 40. Pen Testing 9, Almıla 
Yıldırım, walnut ink, acrylic, 
coffee, colorante and gold leaf, 
2019, Foto. Credit: Almıla Yıldırım.



ʋʅʉ

,ƀ̹ňŹ̹ƀŅĴ̹ĜĪƀ̹ŦĿ̹̚ŦŵŀĜşňƥňşŀ̹ƀŅĴ̹ŞĜŵŖŹ˦̛ ̹ĜŹ̹[ƀĴƘĴşŹ̹˾ʇʅʆʈ˿̹ƄŹĴŹ̹ƀŅĴ̹ƀĴŵŞ̹
for describinŀ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹şĴĴİĴİ̹ƀŦ̹ĩĴ̹̚ƙĴŘŘ̹ŞĜİĴ˦̹Ĝşİ̹ŦŵŀĜşňƥĴİ˦̹ƀŅĴ̹
şĜƀƄŵĜŘ̹ŅĜŵŞŦşƟ̹ƘňĩŵĜƀĴ̛̹˾ʇʅʆʈ˥̹ʆʅʅ˿˫̹bŅňŹ̹ŹƀĜƀĴŞĴşƀ̹ŅĜŹ̹ňƀŹ̹ŲŵŦƞňŞňƀƟ̹
to my understanding of calligraphy and also frames well my works that 
ĜŵĴ̹ŲŵĴŹĴşƀĴİ̹ňş̹ƀŅňŹ̹ĪŅĜŲƀĴŵ˦̹ĜŹ̹ňş̹Pen Testing 8-9.

�Ź̹ [ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿̹ İĴŹĪŵňĩĴŹ˦̹ ƀŅňŹ̹ ŲŵŦĪĴŹŹ̹ ĩĴĪŦŞĴŹ̹ ŘňŖĴ̹ ŲŘĜƟňşŀ̹ Ĝşİ̹
ĴƞŲĴŵňŞĴşƀňşŀ̹ ƙňƀŅŦƄƀ̹ ĴƞŲĴĪƀĜƀňŦşŹ˦̹ Ĝşİ̹ ŲŵĴİĴƀĴŵŞňşĴİ̹ ŦƄƀĪŦŞĴŹ˦̹
ƙŅňĪŅ̹ŘĴĜİ̹ƀŦ̹şĴƙ̹ƀŅňşŀŹ˦̹Ĝşİ̹ŹŦŞĴ̹ĪĜş̹ĩĴ̹ƘĜŘƄĴİ̹ƙňƀŅňş̹ƀŅĴŞŹĴŘƘĴŹ˫̹
̚xŦƄ̹ İŦş̝ƀ̹ ŞĜŖĴ̹ ňƀ̹ ŅĜŲŲĴş˦̹ ƟŦƄ̹ ŘĴƀ̹ ňƀ̹ ŅĜŲŲĴş̛̹ ˾ʇʅʆʈ˥̹ ʉʋ˿˰̹ œƄŹƀ̹ ƙŅňŘĴ̹
ƙŦŵŖňşŀ˦̹ƀŵƟňşŀ̹ƀŦ̹Ǭşİ̹Ĝşİ̹ŞĜňşƀĜňş̹ƀŅĴ̹ĩĜŘĜşĪĴ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ĴƞŲĴĪƀĴİ̹
with unexpected outcomes becomes crucial here. 

)ĴşĪĴ˦̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹̚ĩĴĜƄƀƟ̛̹Ŧŵ̹ŴƄĜŘňƀƟ̹ňş̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖ̹ĜŹ̹
Ĝ̹ƀĴŵŞ̹ĴƘŦŘƘĴŹ̹ĜŹ̹Ĝ̹ĩĜŘĜşĪĴ̹ňş̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ĜĪƀňŦş̹ŦĿ̹Ĝ̹ĪĜŘŘňŀŵĜŲŅĴŵ˦̹
as a goal that can be acquired with time and practice.

)ĴŵĴ˦̹ĩĜŹňĪĜŘŘƟ̹ĴŞŲŘŦƟňşŀ̹ƀŅĴ̹ŹĜŞĴ̹ŞĜƀĴŵňĜŘ˦̹ƀŅĴŹĴ̹ƀƙŦ̹ƙŦŵŖŹ̹ĪŅĜşŀĴŹ̹
in size for no particular reason. These are assessed as experiences and 
ĴƞŲĴŵňŞĴşƀŹ̹ƙňƀŅ̹ŞĜƀĴŵňĜŘ˦̹ŲĴŵĿŦŵŞňşŀ̹Ŧş̹ƀŅĴ̹ŹƄŵĿĜĪĴ̹ƙňƀŅ̹Ĝ̹İňǣĴŵĴşƀ̹
ŞĜƀĴŵňĜŘ̹ ƀŅĜş̹ĩĴĿŦŵĴ˦̹ƙŅňĪŅ̹ĜŵĴ̹ƙĜŘşƄƀ̹ ňşŖ˦̹ ĪŦǣĴĴ˦̹colorante and gold 
leaves.

Walnut is a tree food that has been recognized as one of the oldest tree 
ĿŦŦİ˦̹İĜƀňşŀ̹ĩĜĪŖ̹ƀŦ̹ĜĩŦƄƀ̹ʌʅʅʅ̹��˦̹Ĝşİ̹ƀŅĴ̹œƄňĪĴ̹ŦĿ̹ƙĜŘşƄƀ̹ŅƄŹŖ̹ŅĜŹ̹
ĩĴĴş̹ƄŹĴİ̹ĴƞƀĴşŹňƘĴŘƟ̹ ĜŹ̹ Ĝ̹İƟĴ˫̹ ,ş̹ ƀŅĴ̹AňİİŘĴ̹�ŀĴŹ˦̹ ňƀ̹ƙĜŹ̹ŦşĴ̹ŦĿ̹ ƀŅĴ̹
ǬŵŹƀ̹ŹŖňŘŘŹ̹ƀŅĜƀ̹ŞĴİňĴƘĜŘ̹ŹĪŵňĩĴŹ̹ŘĴĜŵşĴİ̹ƀŦ̹ŲŵĴŲĜŵĴ̹ƀŅĴňŵ̹ňşŖ̹Ĝşİ̹ŲĜňşƀ˦̹
and it is claimed that walnut was used by scribes in the Middle Ages for 
Ĝ̹ŞƄŘƀňƀƄİĴ̹ŦĿ̹ŲƄŵŲŦŹĴŹ̹˾BĴƘĴŘŘ˦̹ʇʅʆʇ˿˫̹

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ƙĜŘşƄƀ̹ňŹ̹ƀŅĴ̹ňşŖ̹ƀŅĜƀ̹ƙĴ̹ŞŦŹƀŘƟ̹ŲŵĴĿĴŵŵĴİ̹İƄŵňşŀ̹
ƀŅĴ̹ĪŦƄŵŹĴŹ̹Ĝşİ̹ƙŦŵŖŹŅŦŲŹ̹ ňş̹[ŲĜňş̹Ĝşİ̹#ŵĜşĪĴ˦̹ĩƄƀ̹şŦƀ̹ ňş̹bƄŵŖĴƟ˰̹ ňƀ̹
is not easy to obtain as a pigment since it is not very common to use 
for practicing. Their pigments are relatively cheap than manufactured 
ŦşĴŹ˦̹ƙŅňĪŅ̹̐,̹ŹŅŦƄŘİ̹ŹƀĜƀĴ̹ŅĴŵĴ̹ĜŹ̹Ĝ̹ŲĴŵŹŦşĜŘ̹ŦĩŹĴŵƘĜƀňŦş̹̐ĜŵĴ̹ŞŦŹƀŘƟ̹
preferred in Turkey. 

AŦŵĴŦƘĴŵ˦̹ ƙňƀŅ̹ ƀŅĴ̹ ŹƄŀŀĴŹƀňŦş̹ ŦĿ̹ HŵňŦŘ̹ Aňŵŧ̹ Ĝşİ̹ 9ĴňƀŅ̹ �İĜŞŹ̹
̐ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ƀŅĜƀ̹ĜŵĴ̹ŞĴşƀňŦşĴİ̹ ňş̹�ŲŲĴşİňƞ̹�̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ĪŦƄŵŹĴŹ̹
Ĝşİ̹ƙŦŵŖŹŅŦŲŹ̹ ƀŅĜƀ̹ ,̹ ŲĜŵƀňĪňŲĜƀĴİ̹ ňş˦̹ƙĴ̹ ĜŘŹŦ̹ ĪŦŞŞŦşŘƟ̹ ĜŲŲŘƟ̹ ĪŦǣĴĴ̹
ĜŹ̹Ĝ̹ŵĴƀŦƄĪŅ̹Ŧş̹ƀŅĴ̹ƙĴƀ̹ŹƀŵŦŖĴ̹ƙŵňƀƀĴş̹ĩƟ̹ƙĜŘşƄƀ̹ňşŖ˦̹œƄŹƀ̹ĿŦŵ̹ƀŅĴ̹ĪŵĴĜƀĴ̹
the transition through the color of sepia walnut tones as decoration 
purposes.

#ňŀ˫̹ʉʆ̹ŹŅŦƙŹ̹ƀŅĴ̹ƀĴĪŅşňĪĜŘ̹ŹƀĴŲŹ̹ŦĿ̹ƀŅĴ̹ŲŵŦĪĴŹŹ̹ƀŦ̹ĪŵĴĜƀĴ̹Pen Testing 8 
and Pen Testing 9˫̹,ƀ̹ŹƀĜŵƀŹ̹ƙňƀŅ̹ƀŅĴ̹ĩƄňŘİňşŀ̹ŦĿ̹ƀŅĴ̹ŹƀŵŦŖĴŹ˦̹ĩĴŀňşşňşŀ̹
with the top of the paper by loaded brush with walnut ink. While 
ƀŅĴ̹ŲĜňşƀ̹ ňŹ̹ ŹƀňŘŘ̹ƙĴƀ˦̹ ƀŅĴ̹şĴƞƀ̹ ŹƀĴŲ̹ ňŹ̹ ƀŦƄĪŅňşŀ̹ ƀŅĴ̹ ĪŦǣĴĴ̹ Ŧş̹ ƀŅĴ̹ƙĴƀ̹
part of the walnut to create a striking blend through the sepia tones. 
�ĿƀĴŵ̹ĪŦǣĴĴ˦̹ ƀŅĴ̹ƘňƘňİ̹ĪŦŘŦŵ̹ŦĿ̹colorante˦̹ƙŅňĪŅ̹ ňŹ̹ƟĴŘŘŦƙ˦̹ ƀŅĴ̹ŹƀŵŦŖĴ̹ ňŹ̹
completed.



ʋʅʊ

Fig. 41. The process of writing 
Pen Testing 8-9, Almıla 
Yıldırım, 2019, Foto. Credit: 
Almıla Yıldırım.
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#ňŀ˫̹ ʉʇ̹ ŹŅŦƙŹ̹ ƀŅĴ̹ ĪŘŦŹĴ̐ƄŲ̹ ňŞĜŀĴ̹ ƀĜŖĴş̹ ĿŵŦŞ̹Pen Testing 8. It can be 
observed the energetic moves within the strokes created with the 
ĪŦǣĴĴ̹Ĝşİ̹ĪŦŘŦŵĜşƀĴ̹ĜŹ̹Ĝ̹ǬĴŘİ̹ŦĿ̹ĜĪƀňƘňƀƟ˦̹Ĝƀ̹ƀŅĴ̹ŹĜŞĴ̹ƀňŞĴ̹Ĝ̹ŵĴŲŦŹňƀŦŵƟ̹
that is heightened the sense of expression in a way.

Fig. 42. Details from Pen 
Testing 8, Almıla Yıldırım, 2019, 
Foto. credit: Almıla Yıldırım.

rŅĴş̹ ĴƘĜŘƄĜƀĴİ̹ ňş̹ ƀĴŵŞŹ̹ ŦĿ̹ ƀŅĴ̹ƙŦŵŖŹ̹ ŅĴŵĴ˦̹ ƀŅĴ̹ ĪŅŦňĪĴ̹ ŦĿ̹ ĪŦŘŦŵ̹ ĜŘŹŦ̹
means allowing a transformation that completely complements each 
other in a way and allows a transitional stage within the stroke itself. 
The walnut ink -even its translucid nature- does not allow stroke 
ŘĜƟĴŵŹ̹ ŅĴŵĴ˦̹ ĜŹ̹ ňş̹ ƀŅĴ̹ ŲŵĴƘňŦƄŹ̹ ĜĪŵƟŘňĪ̹ ŲĜňşƀ˦̹ ĩĴĪĜƄŹĴ̹ ƀŅĴ̹ ĩŵƄŹŅĴŹ̹ ĜŵĴ̹
ŦƘĴŵŘŦĜİĴİ̹ƙňƀŅ̹ňşŖ˦̹Ĝşİ̹ĴƘĴş̹ŹŞĜŘŘ̹ƀŦƄĪŅĴŹ̹ŦĿ̹ƀŅĴ̹ĩŵƄŹŅ̹ĪŵĴĜƀĴ̹Ĝ̹ƙĴƀ̹
bulk on the paper. While a detailed hairy image can be observed in 
previous practices created with acrylic paint in which even the bristles 
ŦĿ̹ƀŅĴ̹ĩŵƄŹŅ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ˦̹ƀŅňŹ̹İĴƀĜňŘ̹Ĝşİ̹ĿŦŵŞĜƀňŦş̹ŅĜƘĴ̹ĩĴĴş̹ƀŵňĴİ̹
to be achieved by the interaction of colors for the works in a sense. 
These sepia tones that are created remind the old manuscript pages 
and give a sense of old nostalgia with this reference.

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ƀŅĴ̹ǬşĜŘ̹ƀŦƄĪŅ̹ňŹ̹ŞĜİĴ̹ƙňƀŅ̹ŀŦŘİ̹ŘĴĜƘĴŹ˦̹ĴƞĪĴŲƀ̹ĿŦŵ̹
ƀŅĴ̹ŹƀŵŦŖĴ̹ƙŦŵŖ̹ĪŵĴĜƀĴİ̹ƙňƀŅ̹ĪŦŘŦŵ̹ƀŵĜşŹňƀňŦşŹ˫̹$ŦŘİ̹ĜŹ̹Ĝ̹ĪŦŘŦŵ˦̹ŲňŀŞĴşƀ˦̹
Ŧŵ̹ ŘĴĜƘĴŹ˦̹ ĜŹ̹ ŞĴşƀňŦşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ ,,,˦̹ ňŹ̹ ĴŞŲŘŦƟĴİ̹ ĿŦŵ̹ ňŘŘƄŞňşĜƀĴİ̹
ŞĜşƄŹĪŵňŲƀŹ˦̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ƀŅĴ̹ ŲĜŀĴ̝Ź̹ ŘňŀŅƀşňşŀ˫̹bŅĴ̹ ŦƀŅĴŵ̹ ŵĴĜŹŦşŹ̹ ĜŵĴ̹
ĴƞŲŘĜňşĴİ̹ňş̹ŵĴŘĜƀňŦş̹ƀŦ̹ƀŅĴ̹ŘňŀŅƀ̹ňş̹�ŅĜŲƀĴŵ̹,,,̹ĜŀĜňş˫̹)ĴŵĴ˦̹ňş̹ŞƟ̹ƙŦŵŖ˦̹

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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ĜŹ̹ǬşĜŘ̹ƀŦƄĪŅĴŹ˦̹ŀŦŘİ̹ŘĴĜƘĴŹ̹ĜŵĴ̹ĜŲŲŘňĴİ̹ŅňŀŅŘƟ̹ŹŲŦşƀĜşĴŦƄŹŘƟ̹ƙňƀŅ̹ƀŅĴ̹
ňşƀƄňƀňƘĴ̹ İĴĪňŹňŦşŹ̹ ĴƞŲŵĴŹŹĴİ̹ ĜĩŦƘĴ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ŹƀĜƀĴŞĴşƀ̹ ŦĿ̹AĪBňǣ̹
˾ʆʎʎʍ˿̹ĜŹ̹Ĝ̹ĪŦŞŲĴşŹĜƀŦŵƟ̹ĴŘĴŞĴşƀ˫̹)ŦƙĴƘĴŵ˦̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴ̹
ĜŲŲĴĜŵĜşĪĴ̹ŦĿ̹ ƀŅĴ̹ŀŦŘİ̹ ŘĴĜƘĴŹ̹Ŧş̹ ƀŅĴ̹ŲĜŲĴŵ˦̹ ĪŵĴĜƀĴİ̹ƙňƀŅ̹ ƀŅĴ̹ƙĜŘşƄƀ̐
ĪŦǣĴĴ̐colorante̹ƀŵňŦ̹ňş̹ŲĴŵĿŦŵŞĜşĪĴ˦̹ŹĴĴŞŹ̹ƀŦ̹ĴƘŦŖĴ̹Ĝ̹ŹĴşŹĴ̹ŦĿ̹ĪŦşƀŵĜŹƀ̹
ƙňƀŅ̹ƀŅĴ̹ŹĴŲňĜ̹ƀŦşĴŹ˦̹ƙŅňĪŅ̹ĴƘŦŖĴ̹ƀŅĴ̹ŦŘİ˫̹

#ňŀ˫̹ʉʈ̹ňŹ̹Ĝ̹ƙŦŵŖ̹ĴşƀňƀŘĴİ̹Pen Testing 10˦̹ŲŵĜĪƀňĪĴİ̹ƙňƀŅ̹Ĝ̹ŹňŞňŘĜŵ̹ĜƀƀňƀƄİĴ̹
to the works observed in Pen Testing 4-5˦̹ ňş̹ƙŅňĪŅ̹ƀŅĴ̹ĩĜŹňĪ̹ƄşňƀŹ̹ĜŵĴ̹
strokes created by the broad edge brush employed for the Roman 
Capitals. The basic moves that are followed here also come with the 
inspiration of the manipulation technique of the brush while writing 
ƀŅĴ̹WŦŞĜş̹�ĜŲňƀĜŘŹ˦̹ĜŹ̹ŹƀĜƀĴİ̹ĴĜŵŘňĴŵ˫

Fig. 43. Pen Testing 10, Almıla 
Yıldırım, acrylic and brush on 
handmade paper, 2019, Foto. 
credit: Almıla Yıldırım.

�ŲĜŵƀ̹ĿŵŦŞ̹ƀŅĴ̹ĩŵŦĜİ̹ĴİŀĴ̹ĩŵƄŹŅ˦̹ĜşŦƀŅĴŵ̹şŦƀĴƙŦŵƀŅƟ̹ŞĜƀĴŵňĜŘ̹ŅĴŵĴ̹ňŹ̹
ƀŅĴ̹ŅĜşİŞĜİĴ̹ŲĜŲĴŵ˦̹ƙŅňĪŅ̹ŅĜŹ̹Ĝ̹ŅňŀŅŘƟ̹ ƀŅňĪŖ̹ ƀĴƞƀƄŵĴ̹Ŧş̹ ƀŅĴ̹ŹƄŵĿĜĪĴ̹
that can be assessed as challenging due to the possibility of breaking 
ƀŅĴ̹ ǭƄňİňƀƟ̹ ŦĿ̹ ƀŅĴ̹ ĩŵƄŹŅ˫̹ bŅĴ̹ ŵĴĜŹŦş̹ ƀŦ̹ ĴŞŲŘŦƟ̹ ŅĜşİŞĜİĴ̹ ŲĜŲĴŵ̹ ňŹ̹
to emphasize the tactile nature of the calligraphy and also make it 
enriches the textual appearance of the intricate moves of the brush 
ƙňƀŅňş̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ŲŦŹŹňĩŘĴ̹ ĪŵĴĜƀĴİ̹ ƀĴƞƀƄŵĴ̹ ĩƟ̹ ƀŅĴ̹ ŅĜňŵ˫̹ �ƄĴ̹ ƀŦ̹ ƀŅĴ̹
ŅĴĜƘƟ̹ƀĴƞƀƄŵĴ̹ŦĿ̹ƀŅĴ̹ŲĜŲĴŵ˦̹ƀŅĴ̹ŲĜňşƀ̹ňŹ̹şĴĴİĴİ̹ƀŦ̹ĩĴ̹ƀŅňĪŖ̹ĜĪŵƟŘňĪ̹ŲĜňşƀ̹
ƀŦ̹ĜƘŦňİ̹ĪĜƄŹňşŀ̹ƄşĪŦşƀŵŦŘŘĴİ̹ĜĩŹŦŵŲƀňŦş̹ŦĿ̹Ĝ̹ŅňŀŅŘƟ̹ǭƄňİ̹İƟĴ̹ŹƄĪŅ̹ĜŹ̹
ňşŖ˫̹rŅĴş̹ƀŅĴ̹ŲĜňşƀ̹ňŹ̹ǬşňŹŅĴİ̹Ŧş̹ƀŅĴ̹ŅĜňŵ̹ŦĿ̹ƀŅĴ̹ĩŵƄŹŅ˦̹ňƀ̹ĪŵĴĜƀĴŹ̹Ĝ̹İŵƟ̹
ĩŵƄŹŅ̹ĴǣĴĪƀ̹ƀŅĜƀ̹ŞĜŖĴŹ̹ƀŅĴ̹ŹƀŵŦŖĴ̹İňŹĜŲŲĴĜŵ˫̹

�şŦƀŅĴŵ̹ İňǣĴŵĴşƀ̹ ĜƀƀňƀƄİĴ̹ ŅĴŵĴ̹ ňŹ̹ ƄŹňşŀ̹ ƀŅĴ̹ ŅŦŵňƥŦşƀĜŘ̹ ĪŦŞŲŦŹňƀňŦş̹
instead of the vertical. The main reason is to consider the composition 
horizontally this time through observing the moves and overall 
compositions created as a reaction of each unit of the strokes.

The gold is once again employed for visually appealing and also creates 
a kind of contrast on the surface of the primitivity of the handmade 
ŲĜŲĴŵ˫̹ #ƄŵƀŅĴŵŞŦŵĴ˦̹ ňƀ̹ŞňŞňĪŹ̹ ƀŅĴ̹ŞŦƘĴŹ̹ İŦşĴ̹ ĩƟ̹ ƀŅĴ̹ ĩŘĜĪŖ̹ ŲĜňşƀ̹ ƀŦ̹
create a dimension and emphasis in which the part stars to diminish 
itself from the lower part of the composition. 

VII. PERSONAL CALLIGRAPHY PRACTICES



ʋʅʍ

�Ɵ̹ŲŵňŞňƀňƘňƀƟ˦̹,̹ŵĴĿĴŵ̹ƀo the paper’s highly rough surface that creates a 
ĪŅĜŘŘĴşŀĴ̹ĿŦŵ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ˫̹�ĴĪĜƄŹĴ˦̹ƀŅĴ̹ŵŦƄŀŅ̹ŹƄŵĿĜĪĴ̹ŦĿ̹ƀŅĴ̹ŲĜŲĴŵ̹
ŵĴŹňŹƀŹ̹ƀŅĴ̹ŞĜƀĴŵňĜŘ˫̹rňƀŅ̹ƀŅĴ̹ŞŦƘĴ̹ŦĿ̹ƀŅĴ̹ŅĜşİ˦̹ƙŅĴƀŅĴŵ̹ňƀ̹ňŹ̹Ĝ̹ĪŦşƀŵĜ̹
ŞŦƘĴ̹Ŧŵ̹şŦƀ˦̹Ĝ̹ŹŦŵƀ̹ŦĿ̹ĪŅĜŦŹ̹ňŹ̹ĪŵĴĜƀĴİ̹Ŧş̹ƀŅĴ̹ŹƄŵĿĜĪĴ̹İĴŲĴşİňşŀ̹Ŧş̹ƀŅĴ̹
ƀƟŲĴ̹ŦĿ̹ƀŦŦŘŹ̹Ĝşİ̹ŞĜƀĴŵňĜŘŹ˫̹�Ź̹ŹĴĴş̹ňş̹ƀŅĴ̹ĴĜŵŘňĴŵ̹ĴƞĜŞŲŘĴ̹˾#ňŀ˫Ź̹ʇʌ̹Ĝşİ̹
ʇʍ˿˦̹ňĿ̹ňƀ̹ňŹ̹ƀŅĴ̹ŵƄŘňşŀ̹ŲĴş̹ƙňƀŅ̹ňşŖ̹Ŧş̹ƀŅĴ̹ŅĜşİ̐ŞĜİĴ̹ŲĜŲĴŵ˦̹ƀŅĴ̹ŞŦƘĴŹ̹
will create ink splashes which become a part of the overall composition. 
Hŵ˦̹ĜŹ̹ňş̹ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹#ňŀ˫̹ʉʆ˦̹ƙŅĴş̹ƀŅĴ̹ŞĜƀĴŵňĜŘ̹ňŹ̹ƀŅĴ̹ĩŵƄŹŅ˦̹ƀŅĴ̹ƀĴƞƀƄŵĴ̹
will appear within the stroke. It is even possible to see the trace of 
the hair of the brush depending on the thickness of the paint. These 
ĿĴĜƀƄŵĴŹ̹ ĴƘĴş̹ ŹĴĴŞ̹İĴƀĜňŘŹ̹ ĩĴĪŦŞĴ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ŲĜŵƀ̹ ŦĿ̹ ƀŅĴ̹ ŲŵĜĪƀňĪĴŹ̹
that give the viewer a more tangible experience through the visual 
appearance. It is important feeling for me to convey the viewer in 
ŦŵİĴŵ̹ƀŦ̹ƄşİĴŵŘňşĴ̹ƀŅĴ̹ĜĪƀňŦş̹ĜŹŲĴĪƀ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ˦̹ňş̹ƙŅňĪŅ̹,̹
personally involved and focus on how rather than what. 

Presenting the work without a frame also emphasizes primitivity; on 
ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ ňƀ̹ ňŹ̹ ĩĴŘňĴƘĴİ̹ ƀŅĜƀ̹ ňƀ̹ ňşĪŵĴĜŹĴŹ̹ ƀŅĴ̹ ƀĜĪƀňŘĴ̹ ĴƞŲĴŵňĴşĪĴ̹
of the audience who observe the work with the sense of a kind of 
ĜĪĪĴŹŹňĩňŘňƀƟ˫̹ bŅňŹ̹ ňŹ̹ ĜşŦƀŅĴŵ̹ ŹňŀşňǬĪĜşƀ̹ ĿĴĴŘňşŀ̹ ,̹ ƙĜşƀ̹ ƀŦ̹ ĪŵĴĜƀĴ̹ ĜŹ̹
a contemporary western calligrapher intended to transfer to the 
ĜƄİňĴşĪĴ˫̹HşŘƟ̹ ŦşĴ̹ ŹňƥĴ̹ ŦĿ̹ ĩŵŦĜİ̹ ĴİŀĴ̹ ĩŵƄŹŅ̹ ňŹ̹ ƄŹĴİ˦̹ ĪŦşƀŵĜŵƟ̹ ƀŦ̹ ƀŅĴ̹
earlier example above. That means the hierarchy between the thick 
Ĝşİ̹ ƀŅňş̹ ŹƀŵŦŖĴŹ̹ ňŹ̹ şŦƀ̹ ƀŅĜƀ̹ İŵĜŞĜƀňĪ˰̹ ŅŦƙĴƘĴŵ˦̹ ƀŅĴ̹ ňşƀĴşŹňƀƟ̹ ŦĿ̹ ƀŅĴ̹
integrated strokes with highly exaggerated up and down strokes with 
curves create a considerable rhythm within the composition that is 
believed as appropriate for this surface.

�şŦƀŅĴŵ̹ƘĴŵƀňĪĜŘ̹İĴŹňŀş˦̹#ňŀ˫̹ʉʉ˦̹ňŹ̹ƙŵňƀƀĴş̹ƙňƀŅ̹Ĝ̹ĩŵŦĜİ̹ĴİŀĴ̹ĩŵƄŹŅ̹Ŧş̹
rice paper with the same attitude as earlier works. It is used the same 
ŹňƥĴ̹ĜŹ̹ƀŅĴ̹ĩŵƄŹŅ̹ƀňŲ˦̹ƀŅňşşĴŵ̹ƀŅĜş̹ƀŅĴ̹ĴĜŵŘňĴŵ̹ĴƞĜŞŲŘĴ̹ŞĴşƀňŦşĴİ̹ĜĩŦƘĴ˫̹
The thickness of the brush once again gives a chance to observe the hair 
ƀĴƞƀƄŵĴ̹ŦĿ̹ƀŅĴ̹ĩŵƄŹŅ̹Ĝşİ̹ĜŘŹŦ̹ĪŵĴĜƀĴŹ̹Ĝ̹ĿĜİňşŀ̹ĴǣĴĪƀ̹ƙňƀŅňş̹ƀŅĴ̹ŹƀŵŦŖĴŹ̹
that provide a visual dimension to work. This feature can be likened 
ƀŦ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŞňşİŹĴƀ̹ ňş̹ ƙŅňĪŅ̹ ƀŅĴ̹ ňşŖ̹ ňŹ̹ İňŘƄƀĴİ˫̹
�ĴŲĴşİňşŀ̹Ŧş̹ƀŅĴ̹ŲŵĴŹŹƄŵĴ̹Ĝşİ̹ƀŅĴ̹ŞŦƘĴŞĴşƀ˦̹ňƀ̹ĪŵĴĜƀĴŹ̹Ĝ̹ƙňİĴ̹ŵĜşŀĴ̹
of black colors. It is believed to reveal the richness of the strokes and 
ƀŅĴ̹ŅĜşİ̹ŦĿ̹ ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ƙŅňĪŅ̹ ňŹ̹ ŵĴŘĜƀĴİ̹ ƀŦ̹ ƀŅĴ̹ŲŦŹƀŞŦİĴŵş̹ ňİĴĜ̹
of diversity and pluralism that refer to each practice’s uniqueness and 
ĜƄƀŅĴşƀňĪ̹ĿĴĜƀƄŵĴ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ƀŅĴ̹ŅĜşİ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ĩĴĪŦŞĴŹ̹
Ĝ̹ ƘĴŅňĪŘĴ̹ ƀŦ̹ ĪŦşƘĴƟ̹ ƀŅĴ̹ ŞŦŞĴşƀ˰̹ ĜŘŹŦ˦̹ ƀŅĴ̹ ĜĪĪƄŞƄŘĜƀĴİ̹ ƀňŞĴ̹ ŲĴŵňŦİ̹
ĪŦşŹňŹƀŹ̹ŦĿ̹ĜŘŘ̹ŲŵĜĪƀňĪĜŘ˦̹ ƀĴĪŅşňĪĜŘ̹Ĝşİ̹ƀŅĴŦŵĴƀňĪĜŘ̹ŖşŦƙŘĴİŀĴ̹ĜĪŴƄňŵĴİ̹
during the calligraphic training.



ʋʅʎ

Fig. 44. Pen Testing 11, Almıla 
Yıldırım, acrylic by brush, gold 
leaf on indian paper, 2019, Foto. 
credit: Almıla Yıldırım.



ʋʆʅ

�Ź̹ ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ˦̹ ƀŅĴ̹İĴŀŵĜİĜƀňŦş̹ĜŘŹŦ̹ ĪŵĴates a kind of motion in 
Ĝ̹ŹĴşŹĴ̹ ƀŅĜƀ̹ŲŦňşƀŹ̹ ƀŦ̹ ƀŅĴ̹ŵŅƟƀŅŞ̹ĿĴĜƀƄŵĴ̹ŦĿ̹ ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ ňŹ̹
basically tried to achieve through the variations of the strokes and 
moves of the hand. The motion points to the idea of the calligraphic 
experience that consists of a time period as a continuum that is 
ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ̹ňş̹�ŅĜŲƀĴŵ̹q,̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ƙŦŵŖŹ̹ŦĿ̹~ĴŀĜ˦̹ƙŅŦ̹ĿƄŹĴŹ̹
ŅĴŵ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙňƀŅ̹ İĜşĪĴ˦̹ ĩĜŹňĪĜŘŘƟ̹ ĴŞŲŅĜŹňƥňşŀ̹ ƀŅĴ̹ ŵŅƟƀŅŞ̹ Ĝşİ̹
ŞŦƀňŦş̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŲŵĜĪƀňĪĴŹ˰̹ƀŅĴ̹ŞŦƘňşŀ̹ŅĜşİ˦̹ĜŵŞ˦̹ĩŦİƟ˦̹ĴƘĴş̹
Şňşİ̹ĜŘŘƄİĴİ̹ƀŦ̹ŞƄŹňĪ̹Ĝşİ̹İĜşĪĴ̹ĜŹ̹ňş̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ŞĴşƀĜŘňƀƟ˫

�şŦƀŅĴŵ̹ ŹňŀşňǬĪĜşƀ̹ ňŹŹƄĴ̹ ĪŦŞĴŹ̹ ƙňƀŅ̹ ƀŅĴ̹ ŦƘĴŵĜŘŘ̹ ŦĩŹĴŵƘĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹
ĪŦŞŲŦŹňƀňŦş˦̹ ƙŅňĪŅ̹ ňŹ̹ ŅňŀŅŘƟ̹ ňşƀŵňĪĜƀĴ̹ ƙňƀŅ̹ ĴƞĜŀŀĴŵĜƀĴİ̹ ŞŦƘĴŹ˦̹
creating a compact image that seems to be executed as if it is organized 
Ŧŵ̹ŲŵĴŲĴşŹĴ̹İƄĴ̹ƀŦ̹ƀŅĴ̹ŵĴĜŹŦş̹ƀŅĜƀ̹ƀŅĴŵĴ̹ĜŵĴ̹ĿĴƙĴŵ̹ŦƘĴŵŘĜŲŲňşŀ̹ŹƀŵŦŖĴŹ˦̹
ĜŘŞŦŹƀ̹ĜŘŘ̹ŹĴĴŞ̹ƀŦ̹ǬşİŹ̹ƀŅĴňŵ̹Ŧƙş̹ŲŘĜĪĴ̹Ŧş̹ƀŅĴ̹ŹƄŵĿĜĪĴ̹ ŘňŖĴ̹ǬŘŘňşŀ̹ƀŅĴ̹
ĩŘĜşŖŹ˫̹rňƀŅ̹ƀŅňŹ̹ĜƀƀňƀƄİĴ˦̹ƀŅĴ̹ŦƘĴŵĜŘŘ̹ĪŦŞŲŦŹňƀňŦş̹ŘňŖĴşŹ̹ƀŦ̹İĴĪŦŵĜƀňƘĴ̹
ŲŵĜĪƀňĪĴŹ̹ŦĿ̹ƀŅĴ̹AňİİŘĴ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹ƀŅĴ̹9ƄǬĪ̹ŹĪŵňŲƀ̹
ƀŅĜƀ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ĴĜŵŘňĴŵ̹ŹĪŵňŲƀŹ̹ƄŹĴİ̹ňş̹ĜŵĪŅňƀĴĪƀƄŵĴ˦̹ĪĜŵƘĴİ̹Ŧş̹ŹƀŦşĴ̹Ŧŵ̹
ƙŵŦƄŀŅƀ̹ňşƀŦ̹ƀňŘĴ̹ŞŦŹĜňĪŹ˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q˫

)ĴŵĴ˦̹ŦşĪĴ̹ĜŀĜňş˦̹ƀŅĴ̹ŀŦŘİ̹ŘĴĜƘĴŹ̹ĜŵĴ̹ĴŞŲŘŦƟĴİ̹ĜŹ̹ƀŅĴ̹ŘĜŹƀ̹ƀŦƄĪŅĴŹ̹ƀŅĜƀ̹
are seemingly carelessly left. I realized that no matter how sloppy or 
ŲŵňŞňƀňƘĴ̹ŦĿ̹ƀŅĴ̹ƙŦŵŖ̹ňŹ˦̹ƀŅĴ̹ĴǣĴĪƀ̹ŦĿ̹ŀŦŘİ̹ňŹ̹Ŧş̹ƀŅĴ̹ŲĜŀĴ˰̹ƙŅĴş̹ĜŲŲŘňĴİ̹
ĩƟ̹ŲĜňşƀňşŀ̹Ŧŵ̹ƙňƀŅ̹ŀŦŘİ̹ ŘĴĜƘĴŹ˦̹ ňƀ̹ĪŵĴĜƀĴŹ̹Ĝ̹ĪŦşƀŵĜŹƀňşŀ̹ŹňƀƄĜƀňŦş̹Ĝşİ̹
ŞĜşĜŀĴŹ̹ƀŦ̹ĴƘŦŖĴ̹ ĿĴĴŘňşŀŹ̹ŦĿ̹ ŘƄŹƀĴŵ˦̹ĜƀƀĴşƀňŦş˦̹ŵňĪŅşĴŹŹ˦̹Ĝşİ̹ ŘňŀŅƀşĴŹŹ̹
that come with gold in the eye of the beholder.

�̹ŹňŞňŘĜŵ̹ŀŦŘİ̹ŘĴĜƘĴŹ̹ĜŲŲŘňĪĜƀňŦş̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ňş̹#ňŀ˫̹ʉʊ˦̹Pen Testing 
12˦̹ ƙŵňƀƀĴş̹ ĩƟ̹ ĩŵŦĜİ̹ ĴİŀĴ̹ ĩŵƄŹŅ̹ ĜŹ̹ Ĝş̹ ĴƞĜŞŲŘĴ̹ ĜĩŦƘĴ˫̹ bŅňŹ̹ ƀňŞĴ˦̹
İňǣĴŵĴşƀ̹ŹňƥĴŹ̹ŦĿ̹ĩŵƄŹŅĴŹ̹ĜŵĴ̹ĴŞŲŘŦƟĴİ˦̹ĜŹ̹ŹĴĴş̹ňş̹ƀŅĴ̹ƙŦŵŖ˫̹bŅĴ̹ŲĜŲĴŵ̹
ňŹ̹ŅĜşİŞĜİĴ̹ƙňƀŅ̹Ĝ̹ŅĴĜƘƟ̹ƀĴƞƀƄŵĴ̹ƀŅĜƀ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ňş̹#ňŀ˫̹ʉʋ˫̹#Ŧŵ̹ƀŅňŹ̹
ŵĴĜŹŦş˦̹ ƀŅĴ̹ŲĜňşƀ̹ƄŹĴİ̹ŅĴŵĴ̹ ňŹ̹ ƀŅňĪŖ̹ƀŦ̹ŲŵĴƘĴşƀ̹ƀŅĴ̹ŅňŀŅ̹ĜĩŹŦŵŲƀňŦş̹ŦĿ̹
ƀŅĴ̹ ŲĜŲĴŵ˦̹ ĜŹ̹ ĴƞŲŘĜňşĴİ̹ ĩĴĿŦŵĴ˫̹bŅňŹ̹ ŅĴĜƘƟ̹ ƀĴƞƀƄŵĴ̹ ŦşĪĴ̹ ĜŀĜňş̹ ĪĜƄŹĴŹ̹
the visibility of the hair of the brush also the degradation of the color 
ƀŅĜƀ̹ŀňƘĴŹ̹İňŞĴşŹňŦş̹ƀŦ̹ƙŦŵŖ˫̹)ĴŵĴ˦̹ƀŅĴ̹ĪŦŞŲŦŹňƀňŦş̹ňŹ̹ƙŵňƀƀĴş̹Ŧş̹ŦşĴ̹
ŲňĴĪĴ̹ŦĿ̹ŲĜŲĴŵ̹ƙňƀŅ̹ĜĪƀƄĜŘ̹ŘĴƀƀĴŵŹ˦̹ŹƄĪŅ̹ĜŹ̹ƀŅĴ̹ŘĴƀƀĴŵ̹Ŧ̹Ĝşİ̹ƀŅĴ̹ŘĴƀƀĴŵ̹̚ň˦̛ ̹
ƀŅĴ̹ƘĜŵňŦƄŹ̹ŞŦƘĴŹ̹ĜŵĴ̹ŞŦŵĴ̹ŵĴĪŦŀşňƥĜĩŘĴ˦̹ĜİİĴİ̹ƙňƀŅ̹Ĝ̹İňĜŞŦşİ̹ŹŅĜŲĴ̹
that is belonged to the Gothic hand mentioned in Chapter III. After 
ŲĴŵĿŦŵŞňşŀ̹ƀŅĴ̹ŲňĴĪĴ˦̹ ,̹İĴĪňİĴİ̹ƀŦ̹ĪƄƀ̹ ňƀ̹ ňşƀŦ̹ ƀŅŵĴĴ̹ŲňĴĪĴŹ̹Ĝşİ̹ŞŦƄşƀ̹
it as separate three pieces at a considerable distance. The separation 
ŞĜŖĴŹ̹ ňƀ̹ ĪŅĜŘŘĴşŀňşŀ̹ ƀŦ̹ ŵĴĪŦŀşňƥĴ̹ ƀŅĴ̹ŞŦƘĴŹ̹ Ŧŵ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ˰̹ ŅŦƙĴƘĴŵ˦̹
the trained eye can easily recognize them. The reason to act like this 
is solely to experiment and to see the result’s visual appearance. The 
İňƘňŹňŦş̹ŹĴĴŞŹ̹ƀŦ̹ĩĴ̹ŵĴŘĜƀĴİ̹ƀŦ̹ĜŹŹĴŹŹňşŀ̹ĴĜĪŅ̹ŹƀŵŦŖĴ̹ňşİňƘňİƄĜŘŘƟ˦̹ƙŅňĪŅ̹
may be understood as the destruction of the letter. 



ʋʆʆ

)ŦƙĴƘĴŵ˦̹ ĜŹ̹ ŹƀĜƀĴİ̹ ĴĜŵŘňĴŵ˦̹ ƀŅĴ̹ ŹƀŵŦŖĴ˦̹ ĜŹ̹ Ĝ̹ ĩĜŹňĪ̹ Ƅşňƀ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹
ĪĜŘŘňŀŵĜŲŅƟ̹ƀŵĜňşňşŀ˦̹Ĝşİ̹ŲŵĜĪƀňĪĴ˦̹ňŹ̹ĜŘŹŦ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ĪŦŵĴ̹ŲňĴĪĴ̹ŦĿ̹ƀŅĴ̹
ŘĴƀƀĴŵĿŦŵŞŹ˦̹ŅĴŵĴ˦̹ĜŲŲŵĴĪňĜƀĴİ̹ĜŹ̹ ĿƄşİĜŞĴşƀĜŘ̹ŦĿ̹ ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĴƘĴş̹
ňş̹ƀŅňŹ̹ŲňĴĪĴ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňƀŹĴŘĿ˦̹ŵĜƀŅĴŵ̹ƀŅĜş̹İňŹĜŹŹĴŞĩŘňşŀ˦̹ŹŞĜŹŅňşŀ̹
Ŧŵ̹ İĴĪŦşŹƀŵƄĪƀňşŀ̹ ƀŅĴ̹ ŘĴƀƀĴŵ˫̹ �ĴĪĜƄŹĴ̹ ňş̹ ƀŅĴ̹ ǬŵŹƀ̹ ŲŘĜĪĴ˦̹ ,̹ ĜŲŲŵĴĪňĜƀĴİ̹
western calligraphy with its potential that is not dependent on the 
boundaries of the language or any kind of semantic text written by 
ƀŅĴ̹ ŲŅŦşĴƀňĪ̹ ĜŘŲŅĜĩĴƀ˦̹ ĜŹ̹ ŞĴşƀňŦşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ ,,˫̹ )ĴşĪĴ˦̹ ĜŘŘ̹ ƀŅĴŹĴ̹
ĴƞŲĴŵňĴşĪĴŹ̹ ĜňŞ̹ ƀŦ̹ ŵĴǭĴĪƀ̹ ƀŅňŹ̹ ŲĴŵĪĴŲƀňŦş̹ Ĝşİ̹ ňşƀĴŵŲŵĴƀĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ĪĜş̹ĩĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ŦşĴ̹ŦĿ̹ ƀŅĴ̹ŞĜňş̹ ĿĴĜƀƄŵĴŹ̹ŦĿ̹ ƀŅĴ̹
contemporary concept in western calligraphy.

Fig. 45. Pen Testing 12, Almıla 
Yıldırım, acyrilic with brush, 
gold leaf on handmade paper, 
2019, Foto. credit: Almıla 
Yıldırım.



ʋʆʇ

#ňŀ˫̹ ʉʋ̹ ňŹ̹ ĜşŦƀŅĴŵ̹ ĴƞĜŞŲŘĴ̹ ĪŵĴĜƀĴİ̹ ĜŹ̹ Ĝ̹ ŦşĴ̐ŲňĴĪĴ̹ ĩƟ̹ ƄŹňşŀ̹ ƀŅĴ̹ ĩŵŦĜİ̹
ĴİŀĴ̹ĩŵƄŹŅ̹ƙňƀŅ̹ƀŅňĪŖ̹ŲĜňşƀ̹Ŧş̹ƀŅĴ̹ŅĜşİŞĜİĴ̹ŲĜŲĴŵ˫̹bŅĴ̹ƘňŹƄĜŘ̹ĴǣĴĪƀ̹
is highly similar to the earlier examples mentioned above due to the 
ŹĜŞĴ̹ŞĜƀĴŵňĜŘŹ̹ Ĝşİ̹ ƀĴĪŅşňŴƄĴŹ̹ ĴŞŲŘŦƟĴİ˫̹bŅĴ̹ŞĜňş̹ İňǣĴŵĴşĪĴ̹ ňŹ̹ ƀŅĴ̹
ƀŦƀĜŘ̹ ĪŦŞŲŦŹňƀňŦş˦̹ ƙŅňĪŅ̹ ňŹ̹ ĜŘŹŦ̹ ĪŵĴĜƀĴİ̹ ĜŹ̹ Ĝ̹ ŵĴǭĴĪƀňŦş̐ňş̐ĜĪƀňŦş˰̹ ĜŹ̹
ŞĴşƀňŦşĴİ̹ ĴĜŵŘňĴŵ˦̹ ƀŅĴ̹ ƙŦŵŖ̹ ĜĪƀƄĜŘŘƟ̹ ŅĜŲŲĴşĴİ̹ ƙŅĴş̹ ,̹ ŲŵĜĪƀňĪĴİ˫̹ ,ş̹
ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ ,̹ İĴĪňİĴİ̹ Ŧş̹ ƀŅĴ̹şĴƞƀ̹ŞŦƘĴŹ̹ ĜĿƀĴŵ̹ ǬşňŹŅňşŀ̹ ĴĜŵŘňĴŵ˫̹ ,ƀ̹ ňŹ̹
Ĝ̹ŲŵŦĪĴŹŹ̹ŅňŀŅŘƟ̹İĴŲĴşİĴşƀ̹Ŧş̹ĴƟĴ̹Ĝşİ̹ŅĜşİ̹ƀŵĜňşňşŀ˦̹ƙŅňĪŅ̹,̹ŹƀĜŵƀĴİ̹
ƀŦ̹ŀĜňş̹ ňş̹ŞƟ̹ĩĜĪŅĴŘŦŵ̹ƟĴĜŵŹ̹ ňş̹ ƀŅĴ̹#ĜĪƄŘƀƟ̹ŦĿ̹#ňşĴ̹�ŵƀŹ̹Ĝƀ̹)ĜĪĴƀƀĴŲĴ̹
fşňƘĴŵŹňƀƟ˦̹ �şŖĜŵĜ˦̹ bƄŵŖĴƟ˰̹ ŅŦƙĴƘĴŵ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ İƄŵňşŀ̹ ƀŅĴ̹ ŲĴŵňŦİ̹
ŦĿ̹ ŞƟ̹ İŦĪƀŦŵĜŘ̹ ŵĴŹĴĜŵĪŅ̹ ƙňƀŅ̹ ƀĴĪŅşňĪĜŘ̹ Ĝşİ̹ ŲŵĜĪƀňĪĜŘ̹ ŲŵĜĪƀňĪĴŹ˦̹ ĜŘŹŦ̹
the tactile knowledge helped to decide how to react while I am on the 
surface.

Fig. 46. Pen Testing 13, Almıla 
Yıldırım, acyrilic by brush on 
handmade paper, 2019, Foto. 
Credit: Almıla Yıldırım.



ʋʆʈ

)ĴŵĴ˦̹ ňş̹Pen Testing 13˦̹ ƀŅĴ̹ ĩĜĪŖŀŵŦƄşİ̹ ňŹ̹ƙŵňƀƀĴş̹ ĩƟ̹ ƀŅĴ̹ ƘĜŹƀ̹ ĩŵŦĜİ̹
ĴİŀĴ̹ ĩŵƄŹŅ̹ƙňƀŅ̹ Ĝ̹ ŹŞĜŘŘ̹ ĜŞŦƄşƀ̹ ŦĿ̹ ŘŦĜİĴİ̹ ƀŅňĪŖ̹ ĜĪŵƟŘňĪ̹ ŲĜňşƀ˦̹ƙŅňĪŅ̹
leads to an enormous texture of the hair of the brush. The detailed look 
ĪĜş̹ĩĴ̹ŹĴĴş̹ňş̹#ňŀ˫̹ʉʌ˫̹

Fig. 47. Details from Pen 
Testing 13, Almıla Yıldırım, 
2019, Foto. credit: Almıla 
Yıldırım.

Other black moves of the smaller broad edge brush follow the same 
ŲĜƀŅ̹ňş̹Ĝ̹ƘĴŵƀňĪĜŘ̹ŲŦŹňƀňŦş˦̹Ĝşİ̹ƀŅĴ̹ŘĜŹƀ̹ƀŦƄĪŅ̹ňŹ̹ŞĜİĴ̹ĩƟ̹ƀŅĴ̹ŀŦŘİ̹ĜĪŵƟŘňĪ˦̹
which can be said to stand out and make the work visually brighter in a 
ƙĜƟ˫̹�ƘĴş̹ƀŅŦƄŀŅ̹ĜŘŘ̹ŹƀŵŦŖĴŹ̹ƀĴĪŅşňĪĜŘŘƟ̹ŦƘĴŵŘĜŲ̹ĴĜĪŅ̹ŦƀŅĴŵ˦̹ƀŅĴ̹ƀĴƞƀƄŵĴ̹
Ĝşİ̹ƀŅĴ̹İŵƟ̹ƀĴĪŅşňŴƄĴ̹ŲŵŦƘňİĴ̹ƀŦ̹ĪĜŲƀƄŵĴ̹ĜŘŘ̹ŹƀŵŦŖĴŹ˦̹ƙŅňĪŅ̹ĜƘŦňİŹ̹ƀŅĴ̹
chaos while actually creating chaos with its accumulated and eclectic 
features.

As a last piece of the Pen Testing̹ [ĴŵňĴŹ˦̹ #ňŀ˫̹ ʉʍ̹ ŹŅŦƙŹ̹ ƀƙňş̹ ĪŦƄŲŘĴ̹
of exercises written with the same attitude -one size broad edge 
brush with heavy acrylic black and gold paint on the heavily textured 
handmade paper. 

Fig. 48. Pen Testing 14-15, 
Almıla Yıldırım, acrylic with 
brush on handmade paper, 
2019, Foto. credit: Almıla 
Yıldırım.



ʋʆʉ

bŅĴŹĴ̹ƀƙŦ̹ŲňĴĪĴŹ̹ĜŵĴ̹şŦƀ̹ňİĴşƀňĪĜŘ̹ňş̹ƀŅĴ̹ŹĴşŹĴ̹ŦĿ̹ŞŦƘĴŹ˰̹ŅŦƙĴƘĴŵ˦̹ƀŅĴ̹
concept and the techniques are the same; hence they are like twins in a 
ŹĴşŹĴ˫̹,ş̹ĩŦƀŅ̹ŲňĴĪĴŹ˦̹ŹƀŵŦŖĴŹ̹ĜŵĴ̹İĴƀĴŵŞňşĴİ̹ƙŅňŘĴ̹ŲŵĜĪƀňĪňşŀ˦̹ŹƀĜŵƀňşŀ̹
ƙňƀŅ̹ ƀŅĴ̹ ĩŘĜĪŖ̹ ĜŹ̹ Ĝ̹ ĩĜĪŖŀŵŦƄşİ˰̹ ƀŅĴş˦̹ ƀŅĴ̹ ŀŦŘİ̹ ŘĜƟĴŵ̹ ňŹ̹ ĜİİĴİ˦̹ ŀňƘňşŀ̹
movement and dimension with the same attitude.

bŦ̹ŹƄŞ̹ƄŲ˦̹ ňş̹ ƀŅňŹ̹ ŹĴŵňĴŹ˦̹ ƀŅĴ̹ƘĜŵňŦƄŹ̹ĪŦŞŲŦŹňƀňŦşŹ̹ĜŵĴ̹ĴƞŲĴŵňŞĴşƀĴİ̹
ƙňƀŅ̹Ĝ̹ĩŵŦĜİ̹ĴİŀĴ̹ĩŵƄŹŅ̹Ĝşİ̹ƀŅĴ̹ŵƄŘňşŀ̹ŲĴş˦̹ĿŦĪƄŹňşŀ̹Ŧş̹ƀŅĴ̹ŹƀŵŦŖĴŹ̹Ĝşİ̹
ƀŅĴňŵ̹ ĪŦŞŲŦŹňƀňŦşŹ˫̹bŅĴ̹ ĜŲŲŵŦĜĪŅ̹ ňŹ̹ ĩĜŹňĪĜŘŘƟ̹ ƀŅĴ̹ ŹĜŞĴ˦̹ ĜŘƀŅŦƄŀŅ̹ ƀŅĴ̹
İňǣĴŵĴşƀ̹ŞĜƀĴŵňĜŘŹ̹Ĝşİ̹ĪŦŞĩňşĜƀňŦşŹ̹ƘĜŵƟ̹ĿŵŦŞ̹ŹňƀƄĜƀňŦş̹ƀŦ̹ŹňƀƄĜƀňŦş˫̹
#Ŧŵ̹ ĴƞĜŞŲŘĴ˦̹ ƙŅňŘĴ̹ ƀŅĴ̹ İŵƟ̹ ƀĴĪŅşňŴƄĴ̹ ňŹ̹ ƄŹĴİ̹ ňş̹ ŅĜşİ̐ŞĜİĴ̹ ŲĜŲĴŵŹ˦̹
fabricated ones allow the use of dyes with a more liquid concentration 
ŹňşĪĴ̹ƀŅĴ̹ŵĴŹňŹƀĜşĪĴ̹ŦĿ̹ƀŅĴ̹ŹƄŵĿĜĪĴ̹ňŹ̹ŞŦŵĴ̹ŵŦĩƄŹƀ˫̹)ŦƙĴƘĴŵ˦̹ƀŅĴ̹İňŘƄƀĴİ̹
ŲňŀŞĴşƀ̹ ňşŖ̹ ňŹ̹ İňǤĪƄŘƀ̹ ƀŦ̹ ŘŦĜİ̹ ƀŦ̹ ƀŅĴ̹ ĩŵƄŹŅ˦̹ Ĝşİ̹ ňƀ̹ ŵĴŴƄňŵĴŹ̹ ŴƄňĪŖ̹
ŞŦƘĴŹ˰̹ ŦƀŅĴŵƙňŹĴ˦̹ ňƀ̹ ĪĜş̹ ĪŵĴĜƀĴ̹ Ĝ̹ ŞĜŹŹ̹ Ĝşİ̹ ĪĜƄŹĴ̹ ƘĜŵňŦƄŹ̹ ĜĪĪňİĴşƀŹ̹
batch that appears unintentionally. Sometimes these kinds of accidents 
ŞĜƟ̹ĪŵĴĜƀĴ̹Ĝ̹İĴŹňŵĴİ̹ƘňŹƄĜŘ̹ĜŲŲĴĜŘ˦̹ŹŦŞĴƀňŞĴŹ̹şŦƀ˫

�)'$) �� --$�(ĺ� �./ -��$�/$*)�-4̹ İĴǬşĴŹ̹ ƀŅĴ̹ ƀĴŵŞ̹accident̹ ĜŹ̹ ̚˾ʆ˿̹ Ĝş̹
ƄşĿŦŵĴŹĴĴş̹ Ĝşİ̹ ƄşŲŘĜşşĴİ̹ ĴƘĴşƀ̹ Ŧŵ̹ ĪňŵĪƄŞŹƀĜşĪĴ˦̹ ŘĜĪŖ̹ ŦĿ̹ ňşƀĴşƀňŦş̹
Ŧŵ̹ şĴĪĴŹŹňƀƟ˦̛ ̹ ̚˾ʇ˿̹ Ĝş̹ ƄşĿŦŵƀƄşĜƀĴ̹ ĴƘĴşƀ̹ ŵĴŹƄŘƀňşŀ̹ ĴŹŲĴĪňĜŘŘƟ̹ ĿŵŦŞ̹
ĪĜŵĴŘĴŹŹşĴŹŹ̹Ŧŵ̹ňŀşŦŵĜşĪĴ˦̛ ̹̚˾ʈ˿̹Ĝ̹şŦşĴŹŹĴşƀňĜŘ̹ŲŵŦŲĴŵƀƟ̹Ŧŵ̹ŴƄĜŘňƀƟ̹ŦĿ̹Ĝş̹
ĴşƀňƀƟ̹Ŧŵ̹ĪňŵĪƄŞŹƀĜşĪĴ̛̹˾,ĩňİ˫˿˫̹AŦŵĴŦƘĴŵ˦̹ňƀ̹İĴǬşĴŹ̹ĴŵŵŦŵ̹ĜŹ̹̚˾ʆ˿̹Ĝş̹ĜĪƀ̹Ŧŵ̹
ĪŦşİňƀňŦş̹ŦĿ̹ňŀşŦŵĜşƀ̹Ŧŵ̹ňŞŲŵƄİĴşƀ̹İĴƘňĜƀňŦş̹ĿŵŦŞ̹Ĝ̹ĪŦİĴ̹ŦĿ̹ĩĴŅĜƘňŦŵ˦̹
Ĝş̹ĜĪƀ̹ňşƘŦŘƘňşŀ̹Ĝş̹ƄşňşƀĴşƀňŦşĜŘ̹İĴƘňĜƀňŦş̹ĿŵŦŞ̹ƀŵƄƀŅ̹Ŧŵ̹ĜĪĪƄŵĜĪƟ˦̹Ĝş̹
ĜĪƀ̹ ƀŅĜƀ̹ ƀŅŵŦƄŀŅ̹ ňŀşŦŵĜşĪĴ˦̹ İĴǬĪňĴşĪƟ˦̹ Ŧŵ̹ ĜĪĪňİĴşƀ̹ İĴŲĜŵƀŹ̹ ĿŵŦŞ̹ Ŧŵ̹
ĿĜňŘŹ̹ ƀŦ̹ĜĪŅňĴƘĴ̹ƙŅĜƀ̹ŹŅŦƄŘİ̹ĩĴ̹İŦşĴ˦̹Ĝ̹ŞňŹƀĜŖĴ̹ ňş̹ ƀŅĴ̹ŲŵŦĪĴĴİňşŀŹ̹ŦĿ̹
Ĝ̹ĪŦƄŵƀ̹ŦĿ̹ŵĴĪŦŵİ̹ňş̹ŞĜƀƀĴŵŹ̹ŦĿ̹ ŘĜƙ̹Ŧŵ̹ŦĿ̹ ĿĜĪƀ˦̛ ̹ ̚˾ʇ˿̹ƀŅĴ̹ŴƄĜŘňƀƟ̹Ŧŵ̹ŹƀĜƀĴ̹
ŦĿ̹ Ĵŵŵňşŀ˦̹Christian Science˥̹ ňŘŘƄŹňŦş̹ĜĩŦƄƀ̹ ƀŅĴ̹şĜƀƄŵĴ̹ŦĿ̹ ŵĴĜŘňƀƟ̹ ƀŅĜƀ̹ ňŹ̹
ƀŅĴ̹ ĪĜƄŹĴ̹ŦĿ̹ŅƄŞĜş̹ ŹƄǣĴŵňşŀ˥̹ ƀŅĴ̹ ĪŦşƀŵĜİňĪƀňŦş̹ŦĿ̹ ƀŵƄƀŅ˦̹ Ĝş̹ ňşŹƀĜşĪĴ̹
ŦĿ̹ĿĜŘŹĴ̹ĩĴŘňĴĿ˦̛ ̹̚˾ʈ˿̹ŹŦŞĴƀŅňşŀ̹ŲŵŦİƄĪĴİ̹ĩƟ̹ŞňŹƀĜŖĴ˦̛ ̹̚˾ʉ˿̹ƀŅĴ̹İňǣĴŵĴşĪĴ̹
ĩĴƀƙĴĴş̹Ĝş̹ŦĩŹĴŵƘĴİ̹Ŧŵ̹ĪĜŘĪƄŘĜƀĴİ̹ƘĜŘƄĴ̹Ĝşİ̹Ĝ̹ ƀŵƄĴ̹ƘĜŘƄĴ˦̹.+ �$Ɓ��''4˥̹
ƘĜŵňĜƀňŦş̹ňş̹ŞĴĜŹƄŵĴŞĴşƀŹ˦̹ĪĜŘĪƄŘĜƀňŦşŹ˦̹Ŧŵ̹ŦĩŹĴŵƘĜƀňŦşŹ̹ŦĿ̹Ĝ̹ŴƄĜşƀňƀƟ̹
İƄĴ̹ ƀŦ̹ŞňŹƀĜŖĴŹ̹Ŧŵ̹ ƀŦ̹ƄşĪŦşƀŵŦŘŘĜĩŘĴ̹ ĿĜĪƀŦŵŹ˦̹ ƀŅĴ̹ĜŞŦƄşƀ̹ŦĿ̹İĴƘňĜƀňŦş̹
ĿŵŦŞ̹ Ĝ̹ ŹƀĜşİĜŵİ̹ Ŧŵ̹ ŹŲĴĪňǬĪĜƀňŦş˦̛ ̹ ̚˾ʊ˿̹ Ĝ̹ İĴǬĪňĴşĪƟ̹ Ŧŵ̹ ňŞŲĴŵĿĴĪƀňŦş̹
ňş̹ŹƀŵƄĪƀƄŵĴ̹Ŧŵ̹ ĿƄşĪƀňŦş̛̹ ˾,ĩňİ˫˿˫̹[Ŧ˦̹ĜŹ̹ŹƀĜƀĴİ̹ĴĜŵŘňĴŵ̹ ňş̹ŲĜŵƀ̹ ̚ʌ˫ʈ˫ʆ˫̹bŅĴ̹
Series of Pen Testing” the main issue here is being aware of the process 
and the deliberate ink blow; even if seen as an error from a conventional 
ŲĴŵŹŲĴĪƀňƘĴ˦̹ňƀ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ŲĜŵƀ̹ŦĿ̹ƀŅĴ̹ŲŵŦĪĴŹŹ˦̹şŦƀ̹ƀŦ̹ĩĴ̹ĜŹŹƄŞĴİ̹ĜŹ̹
ĴŵŵŦŵŹ̹Ŧŵ̹ŞňŹƀĜŖĴŹ˦̹Ŧş̹ƀŅĴ̹ĪŦşƀŵĜŵƟ˦̹ƀŅĴƟ̹ĜŵĴ̹ĜŲŲŵĴĪňĜƀĴİ̹ňş̹Ĝ̹ŹĴşŹĴ̹ĜŹ̹
a part of the process and considered their possible contribution to the 
ƙŦŵŖ̹ĜŹ̹AĪBňǣ̹˾ʆʎʎʍ˿̹ŹƀĜƀĴŹ˫̹�ŘŹŦ˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˦̹ƀŦ̹ŵĴŞňşİ̹ƀŅĴ̹
ŹƀĜƀĴŞĴşƀŹ̹ŦĿ̹bƄŵşĴŵ˥̹

Throughout history the blot has been the rawest and most blatant expression of artistic 
İĴĩĜƀĴŹ̹ ĜĩŦƄƀ̹ ňşƀĴŵŲŵĴƀĜƀňŦş˫̹ ,Ŀ̹ ĜŘŘ̹ Ĝŵƀ̹ ňŹ˦̹ ňş̹ ŦşĴ̹ƙĜƟ̹Ŧŵ̹ ĜşŦƀŅĴŵ˦̹ ̚ŹĴĴňşŀ̹ ƀŅňşŀŹ̛˦ ̹ Ĝşİ̹ ňĿ̹
ĜŘŘ̹ Ĝŵƀ̹ ĪŵňƀňĪňŹŞ̹ ňŹ̹ ňşƀĴŵŲŵĴƀĜƀňŦş̹̏Ŧŵ˦̹ ĜŹ̹ [ƄŹĜş̹ [ŦşƀĜŀ̹ ŹĜƟŹ˦̹ ĜŀĜňşŹƀ̹ ňƀ̹̏ ƀŅĴş̹ĩŘŦƀŹ̹ Ĝşİ̹
ŹƀĜňşŹ̹Ĝşİ̹ŀŵĜŲŅňĪ̹ĜĪĪňİĴşƀŹ̹ĜŵĴ˦̹ĜŹ̹�ŘĩĴŵƀň̹ŹƄŀŀĴŹƀĴİ˦̹ƀŅĴ̹ĩĜŹňŹ̹ŦĿ̹ĜŘŘ̹Ĝŵƀ˫̹bŅĴ̹ŞĴĜşňşŀŘĴŹŹ̹
ŹƀĜňş˦̹ƙŅňĪŅ̹ňşƘňƀĴŹ̹ƀŅĴ̹ƄşňƘĴŵŹĜŘ̹ƄŵŀĴ̹ƀŦ̹ŲŵŦœĴĪƀ̹ŞĴĜşňşŀ˦̹ňŹ̹ƀŅĴ̹ŅƄŞĩŘĴ̹ŹƀĜŀĴ̹Ŧş̹ƙŅňĪŅ̹
ĜŘŘ̹ĜŵŀƄŞĴşƀŹ̹ĜĩŦƄƀ̹Ĝŵƀ̹ĜŵĴ̹ŵĴŅĴĜŵŹĴİ˫̹˾bƄŵşĴŵ˦̹ʇʅʆʆ˥̹ŲĜŵĜ˫̹ʇʆ˿

)ĴşĪĴ˦̹ ƙňƀŅ̹ ƀŅĴŹĴ̹ ŲŵĜĪƀňĪĴŹ̹ ŦĿ̹ ƀŅĴ̹ Pen Testing̹ ŹĴŵňĴŹ˦̹ ňƀ̹ ňŹ̹ ĜňŞĴİ̹ ƀŦ̹
ŵĴǭĴĪƀ̹ ƀŅĴ̹ ƄşİĴŵŹƀĜşİňşŀ̹ Ĝşİ̹ ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹ŞƟ̹ ŲĴŵŹŦşĜŘ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹
ƙŅňĪŅ̹ ňŹ̹ Ĝş̹ Ĝŵƀ̹ ĿŦŵŞ̹ ĩĜŹĴİ̹ Ŧş̹ ŘňşĴŹ˦̹ ŹƀŵŦŖĴŹ˦̹ Ĝşİ̹ ƀŅĴňŵ̹ ŦŵŀĜşňƥĜƀňŦş˦̹
then blots and stains or any kind of so-called accidents are part of 
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ƀŅňŹ̹ Ĝŵƀ̹ ĿŦŵŞ˫̹ �Ɵ̹ ĴŘňŞňşĜƀňşŀ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ˦̹ ƙŦŵİŹ˦̹ Ŧŵ̹ ŵĴĜİĜĩŘĴ̹ ƀĴƞƀ˦̹
ňşŹƀĴĜİ̹ŦĿ̹ĿŦĪƄŹňşŀ̹Ŧş̹ƀŅĴŹĴ̹ĩĜŹĴŹ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƀŅĴ̹ŹƀĜňş̹ĪĴĜŹĴŹ̹ƀŦ̹ĩĴ̹
ŞĴĜşňşŀŘĴŹŹ̹Ŧŵ̹ ĪŦŞŲŘĴƀĴŘƟ̹ĜĩŹƀŵĜĪƀ˫̹ ,şŹƀĴĜİ˦̹ ƀŅňŹ̹ŞňşİŹĴƀ̹ ƀŵĜşŹĿŦŵŞŹ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ňşƀŦ̹Ĝ̹ƄşňƘĴŵŹĜŘ̹ ŹƀĜŀĴ˦̹ Ĝşİ˦̹ ňş̹ Ĝ̹ƙĜƟ˦̹ ňƀ̹ ĪĜş̹ĜŘŹŦ̹ ĴŘňŞňşĜƀĴ̹
ƀŅĴ̹ĴĜŹƀ̐ƙĴŹƀ̹İňĪŅŦƀŦŞƟ˫̹�Ź̹ŲŵĴŹĴşƀĴİ̹ňş̹ƀŅňŹ̹ĪŅĜŲƀĴŵ˦̹ƀŅĴ̹ƄşňŴƄĴ̹ƀŅňşŀ̹
that exists becomes calligraphic quality and sensibility gained through 
the long and arduous period.

�ĿƀĴŵ̹ĪŵĴĜƀňşŀ̹ƀŅňŹ̹ŹĴŵňĴŹ˦̹ňş̹ʇʅʇʅ̹Ĝşİ̹ʇʅʇʆ˦̹,̹ŲŵĜĪƀňĪĴİ̹ňşƀĴşŹĴŘƟ̹ƙňƀŅ̹
ƀŅĴ̹ŲŦňşƀĴİ̹ĩŵƄŹŅ̹ŦĿ̹ƀŅĴ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ƀŅĴ̹[ƄŞň̐ňşŖ˦̹ŞŦŹƀŘƟ̹
for the sake of discovery and the visual and conceptual possibilities 
ƙňƀŅ̹ƀŅĴ̹ĩĜĪŖŀŵŦƄşİ̹,̹ŅĜƘĴ̹ŀĜňşĴİ˦̹ƀĴĪŅşňĪĜŘŘƟ̹Ĝşİ̹ƀŅĴŦŵĴƀňĪĜŘŘƟ˦̹ŹŦ̹ĿĜŵ˫̹
#Ŧŵ̹ ƀŅňŹ̹ŵĴĜŹŦş˦̹ ňƀ̹ƙŦƄŘİ̹ĩĴ̹ĜŲŲŵŦŲŵňĜƀĴ̹ ƀŅĴ̹ŞĴşƀňŦş̹ ňş̹ ƀŅĴ̹ ĿŦŘŘŦƙňşŀ̹
pages another series that I studied and called “Moments and Periods.”

7.3.2. The series of Moments and Periods

,ş̹ ƀŅňŹ̹ ŲĜŵƀ˦̹ ƀŅĴ̹ ƙŦŵŖŹ̹ ŲŵĴŹĴşƀĴİ̹ ŅĴŵĴ̹ ĜŵĴ̹ ĪĜŘŘĴİ̹ ̚AŦŞĴşƀŹ̹ Ĝşİ̹
TĴŵňŦİŹ˦̛ ̹ ƀŅĴ̹ ŹĴĪŦşİ̹ ŹĴŵňĴŹ̹ ŦĿ̹ƙŦŵŖŹ̹ ĪŵĴĜƀĴİ̹ ňş̹ ʇʅʇʆ˫̹bŅĴ̹ ƀňƀŘĴ̹ ŦĿ̹ ƀŅňŹ̹
ŹĴŵňĴŹ̹ ĪŦŞĴŹ̹ƙňƀŅ̹ ƀŅĴ̹şĜƀƄŵĴ̹ ŦĿ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹
ĜĪĪƄŞƄŘĜƀĴİ̹ƀĴĪŅşňĪĜŘ˦̹ƀŅĴŦŵĴƀňĪĜŘ˦̹Ĝşİ̹ŲŵĜĪƀňĪĜŘ̹ŖşŦƙŘĴİŀĴ̹ƀŅĜƀ̹ŲŦňşƀŹ̹
to the period that needs to be utilized to mastery. 

bŅňŹ̹ŲĴŵňŦİ̹ ĿŦŵ̹ŞĴ̹ŹƀĜŵƀĴİ̹ƙňƀŅ̹ ƀŅĴ̹ǬŵŹƀ̹ĴĜŵŘňĴŵ̹ŲŵŦƞňŞňƀƟ̹ŞĴşƀňŦşĴİ̹
in part “7.1. Earlier Proximity to Western Calligraphy” continues up 
ƄşƀňŘ̹şŦƙ̹ĜŹ̹Ĝş̹ŦşŀŦňşŀ̹œŦƄŵşĴƟ̹ ňş̹ƀŅĴ̹ŵĴĜŘŞ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĿŵŦŞ̹ƀŅĴ̹
traditional to the contemporary. 

#ƄŵƀŅĴŵŞŦŵĴ˦̹ ňƀ̹ ŅĜŹ̹ ƀŦ̹ ĩĴ̹ ŹƀĜƀĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ ĪŦşĪĴŲƀ̹ ňŹ̹ ƀŦ̹ ĪĜŲƀƄŵĴ̹ ƀŅĴ̹
ŞŦŞĴşƀ˦̹ ƙŅňĪŅ̹ ĜŘŹŦ̹ ŵĴǭĴĪƀŹ̹ ƀŅĴ̹ ŲĴŵňŦİ˫̹ ,ƀ̹ ĩĜŹňĪĜŘŘƟ̹ İĴǬşĴŹ̹ ƙŅĜƀ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ĿŵŦŞ̹ ŞƟ̹ ŲŦňşƀ̹ ŦĿ̹ ƘňĴƙ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ ƙŅĴŵĴ̹ ňƀ̹ ĜŵŵňƘĴŹ̹
ƀŅŵŦƄŀŅ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ňşƀĴŵŲŵĴƀĜƀňŦşŹ˦̹ ŵĴĜŹŹĴŹŹňşŀ̹ Ĝşİ̹ ňşƀĴŵŵŦŀĜƀňşŀ̹
ƘĜŵňŦƄŹ̹ŲĴŵĪĴŲƀňŦşŹ˦̹İĴǬşňƀňŦşŹ˦̹Ŧŵ̹İĴŹĪŵňŲƀňŦşŹ̹ŦĿ̹ƙĴŹƀĴŵş̹ƙŵňƀňşŀ̹Ĝşİ̹
calligraphy examined in Chapter II and Chapter III. 

bŅĴ̹ ŲĴŵňŦİ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ ŞŦŞĴşƀŹ̹ ŦĿ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ ƙŅŦ̹ ĜĪŴƄňŵĴŹ̹
the calligraphic skill over a considerable amount of time. As repeated 
ĴĜŵŘňĴŵ˦̹ňƀ̹ŹňŀşňǬĴŹ̹ƀŅĴ̹ĜĪĪƄŞƄŘĜƀĴİ̹şĜƀƄŵĴ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅĴƀŅĴŵ̹ňƀ̹
is conventional or contemporary. 

It is a moment that seems to have proximity to the term called “decisive 
ŞŦŞĴşƀ̛̹ĩƟ̹ƀŅĴ̹ŲŅŦƀŦŀŵĜŲŅĴŵ̹)Ĵşŵň̹�ĜŵƀňĴŵ̐�ŵĴŹŹŦşʈ̹˾ʆʎʅʍ̐ʇʅʅʉ˿˫̹,ƀ̹ňŹ̹
ƀŅĴ̹ŞŦŞĴşƀ̹ƀŅĜƀ̹ŦĪĪƄŵŹ˦̹ňş̹Ĝ̹ŵĴĜŘ̐ŘňĿĴ̹ŹĪĴşĴ˦̹ŹŲŦşƀĜşĴŦƄŹŘƟ̹Ĝşİ̹ĩŵňĴǭƟ˦̹
when people’s visual and psychological elements get together in a way 
ƀŅĜƀ̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹ĴŹŹĴşĪĴ̹ŦĿ̹ƀŅĜƀ̹ŹňƀƄĜƀňŦş˫̹

[ƄŘĴŵ̹˾ş˫İ˫˿̹ŹƀĜƀĴŹ̹ƀŅĜƀ̹ňƀ̹ňŹ̹ƀŅĴ̹ƄşňŴƄĴ̹ŲƄŵŲŦŹĴ̹ŦĿ̹ŹŦŞĴ̹ŲŅŦƀŦŀŵĜŲŅĴŵŹ̹
who mention decisive moments with similar ideas about capturing the 
essence of this moment to describe their work. Although it is claimed 

ʈ̹�ĜŵƀňĴŵ̐�ŵĴŹŹŦş˦̹Ĝ̹ĿŦƄşİĴŵ̹ŦĿ̹ŞŦİĴŵş̹ŲŅŦƀŦœŦƄŵşĜŘňŹŞ˦̹ŲƄĩŘňŹŅĴİ̹ŅňŹ̹ǬŵŹƀ̹ŲŅŦƀŦĩŦŦŖ̹ƄşİĴŵ̹ƀŅĴ̹
name �# �� �$.$1 ��*( )/̹ňş̹ʆʎʊʇ˦̹ƙŅňĪŅ̹ĪŦşŹňŹƀŹ̹ŦĿ̹Ĝ̹ĪŦŘŘĴĪƀňŦş̹ŦĿ̹ŅňŹ̹ňŞĜŀĴŹ˦̹ŲŵŦŲŦŹĴİ̹̚İĴĪňŹňƘĴ̹
ŞŦŞĴşƀ̛̹ ĜŹ̹ Ĝ̹ ĪŦşĪĴŲƀ˫̹ ,ş̹ ʆʎʊʇ̹ �ĜŵƀňĴŵ̐�ŵĴŹŹŦş̹ ŲƄĩŘňŹŅĴİ̹ 
(�" .� ¶� '�� ��01 // ˦̹ ƙŅňĪŅ̹ ŵŦƄŀŅŘƟ̹
ƀŵĜşŹŘĜƀĴŹ̹ĜŹ̹̚ňŞĜŀĴŹ̹Ŧş̹ƀŅĴ̹ŵƄş̛̹Ŧŵ̹̚ŹƀŦŘĴş̹ňŞĜŀĴŹ˦̛ ̹Ĝşİ̹�ĜŵƀňĴŵ̐�ŵĴŹŹŦş̹ŹƀĜƀĴŹ˦̹̚bŅĴŵĴ̹ňŹ̹şŦƀŅňşŀ̹
ňş̹ƀŅňŹ̹ƙŦŵŘİ̹ƀŅĜƀ̹İŦĴŹ̹şŦƀ̹ŅĜƘĴ̹Ĝ̹İĴĪňŹňƘĴ̹ŞŦŞĴşƀ̛̹˾[ƄŘĴŵ˦̹ş˫İ˫˥̹ŲĜŵĜ˫̹ʋ˿˫
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to be a controversial4̹ĪŦşĪĴŲƀ̹ĩƟ̹[ƄŘĴŵ̹ ˾ş˫İ˫˿˦̹ŅĴ̹ŹƀĜƀĴŹ̹ƀŅĜƀ̹ŅĴ̹ ňŹ̹ƘĴŵƟ̹
ňŞŲŵĴŹŹĴİ̹ ƙňƀŅ̹ �ĜŵƀňĴŵ̐�ŵĴŹŹŦş̝Ź̹ ňİĴĜŹ̹ Ĝşİ̹ ŹƄŞŞĜŵňƥĴŹ̹ ƘĜŵňŦƄŹ̹ ŖĴƟ̹
features of the perfect decisive moment for photos. Some of these 
features also touch on many common issues that I have framed about 
ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ˰̹ŅĴşĪĴ˦̹ňƀ̹ĪĜş be claimed that it is inevitable 
to establish a close relationship between the calligraphy works 
presented here. 

)ĴşĪĴ˦̹ ,̹Ǭşİ̹ ňƀ̹ĜŲŲŵŦŲŵňĜƀĴ̹ ƀŦ̹ĴƞŲĴşİŹ̹Ŧş̹ƀŅňŹ̹ ňİĴĜ̹ ňş̹ŞƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹
works in these underlined quoted statements. 

*A sophisticated composition in which the visual coalescence of the photographed scene 
capitalizes on the principles of Gestalt psychology to create a “prägnanz5” atmosphere of 
ĩĜŘĜşĪĴ˦̹ŅĜŵŞŦşƟ˦̹ŹňŞŲŘňĪňƀƟ˦̹Ĝşİ̹ƄşňƀƟ˫̹

*A sophisticated background to the subject that interacts both visually and psychologically 
ƙňƀŅ̹ƀŅĴ̹ŹƄĩœĴĪƀ̹ňş̹Ĝ̹ŹƟşĴŵŀňŹƀňĪĜŘŘƟ̹ŞĴĜşňşŀĿƄŘ̹ǬŀƄŵĴ˱ŀŵŦƄşİ̹ŵĴŘĜƀňŦşŹŅňŲ˫̹

ˡ�ş̹ĴŘĴŞĴşƀ̹ŦĿ̹ ĜŞĩňŀƄňƀƟ˦̹ƄşĪĴŵƀĜňşƀƟ˦̹ Ĝşİ̹ ĴƘĴş̹ ĪŦşƀŵĜİňĪƀňŦş̹ ƀŅĜƀ̹ ŵŦƄŹĴŹ̹ ƀŅĴ̹ƘňĴƙĴŵ̝Ź̹
curiosity about the meaning or outcome of the scene depicted.

ˡ̹ bŅĴ̹ ĪĜŲƀƄŵĴ̹ ŦĿ̹ Ĝ̹ ƄşňŴƄĴ˦̹ ǭĴĴƀňşŀ˦̹ Ĝşİ̹ ŞĴĜşňşŀĿƄŘ̹ ŞŦŞĴşƀ˦̹ ňİĴĜŘŘƟ̹ ŦşĴ̹ ňşƘŦŘƘňşŀ̹
movement and action.

ˡ̹�̹ŲŵĴĪňŹĴŘƟ̹ƀňŞĴİ˦̹ƄşŵĴŲĴĜƀĜĩŘĴ˦̹ŦşĴ̐ĪŅĜşĪĴ̹ŹŅŦƀ˫

ˡ̹bŅĴ̹�A̹ŲŅŦƀŦ̹ĜŹ̹Ĝ̹ŲŵŦİƄĪƀ̹ŦĿ̹Ĝ̹ƄşňŴƄĴ̹ŹĴƀ̹ŦĿ̹ƀĴĪŅşňĪĜŘ˦̹ĪŦŀşňƀňƘĴ˦̹Ĝşİ̹ĴŞŦƀňŦşĜŘ̹ŹŖňŘŘŹ̹
İĴƘĴŘŦŲĴİ̹ ĿŵŦŞ̹ ĴƞƀĴşŹňƘĴ̹ ƀŵĜňşňşŀ̹ Ĝşİ̹ ĴƞŲĴŵňĴşĪĴ̹ ňş̹ ŲŅŦƀŦŀŵĜŲŅƟ˦̹ ĜŹ̹ ƙĴŘŘ̹ ĜŹ̹ ĿŵŦŞ̹ Ĝ̹

ŲŹƟĪŅŦŘŦŀňĪĜŘ̹ŖşŦƙŘĴİŀĴ̹ŦĿ̹ŲĴŦŲŘĴ˫̹˾[ƄŘĴŵ˦̹ş˫İ˫˥̹ŲĜŵĜ˫̹ʊ˿

�ŦşŹňİĴŵňşŀ̹ ƀŅĴŹĴ̹ ŹƀĜƀĴŞĴşƀŹ˦̹ ƙŅňŘĴ̹ ĴƞĜŞňşňşŀ̹ ĴĜĪŅ̹ ŲŦňşƀ̹ ňş̹ İĴƀĜňŘ˦̹
it is not wrong to say that all fall within what most the contemporary 
calligrapher may say. 

�ĜŵƀňĴŵ̐�ŵĴŹŹŦş̹ İĴŹĪŵňĩĴŹ̹ ŅňŹ̹ ĜƀƀňƀƄİĴ̹ ĜŹ̹ ̚,̹ ŖĴŲƀ̹ƙĜŘŖňşŀ̹ ƀŅĴ̹ ŹƀŵĴĴƀŹ˦̹
ŅňŀŅ̐ŹƀŵƄşŀ˦̹ Ĝşİ̹ ĴĜŀĴŵ̹ ƀŦ̹ ŹşĜŲ̹ ŹĪĴşĴŹ̹ ŦĿ̹ ĪŦşƘňşĪňşŀ̹ ŵĴĜŘňƀƟ˦̹ ĩƄƀ̹
mainly I wanted to capture the quintessence of the phenomenon in 
Ĝ̹ ŹňşŀŘĴ̹ ňŞĜŀĴ̛̹ ˾[ƄŘĴŵ˦̹ ş˫İ˫˥̹ ŲĜŵĜ˫̹ ʌ˿˫̹ 7ƄŹƀ̹ ĜŹ̹ �ĜŵƀňĴŵ̐�ŵĴŹŹŦş̹ ĿŦŵŀĴƀŹ̹
ƀŅĜƀ̹ ŅĴ̹ ĪĜŵŵňĴŹ̹ Ĝ̹ ĪĜŞĴŵĜ̹ ƙŅňŘĴ̹ ĪĜŲƀƄŵňşŀ̹ ƀŅĴ̹ İĴĪňŹňƘĴ̹ ŞŦŞĴşƀ˦̹ ĿŦŵ̹
ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ ŅňŹ̹ ŞĜƀĴŵňĜŘ̹ ĩĴĪŦŞĴŹ̹ Ĝş̹ ĴƞƀĴşŹňŦş̹ ŦĿ̹ ŅňŞŹĴŘĿ˫̹ ,ƀ̹ ňŹ̹
ŘňŖĴ̹ ňşŹƀĜşƀ̹İŵĜƙňşŀ˦̹ ňşŹƀĜşƀ̹ƙŵňƀňşŀ̹ ňş̹Ĝ̹ŹĴşŹĴ˰̹ŅŦƙĴƘĴŵ˦̹ ňş̹ŵĴĜŘňƀƟ˦̹ ňƀ̹
ĪĜŵŵňĴŹ̹Ĝşİ̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹ŲĴŵňŦİ̹ƀŅĜƀ̹ƀŅĴ̹ŦşĴ̹İĴĜŘŹ̹ƙňƀŅ̹Ĝşİ̹ňşƀĴŵşĜŘňƥĴŹ̹
calligraphy. 

#Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ĩĴňşŀ̹ Ĝ̹ ŲŅŦƀŦœŦƄŵşĜŘňŹƀ̹ ňŹ̹ ŲŵĴĿĴŵŵĴİ̹ ĩƟ̹ �ĜŵƀňĴŵ̐
�ŵĴŹŹŦş̹İƄĴ̹ƀŦ̹ƀŅĴ̹ƄşƙňŘŘňşŀşĴŹŹ̹ƀŦ̹İĴĜŘ̹ƙňƀŅ̹ŞĜşƄĿĜĪƀƄŵĴİ̹Ŧŵ̹ŹƀĜŀĴİ̹

ʉ̹bŅĴ̹ŞňŹƄşİĴŵŹƀĜşİňşŀ̹ŦĿ̹ƀŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹̚İĴĪňŹňƘĴ̹ŞŦŞĴşƀ̛̹ĜƀƀĜĪŅĴİ̹ƀŦ̹)Ĵşŵň̹�ĜŵƀňĴŵ̐�ŵĴŹŹŦş̹ňŹ̹
ŘňşŖĴİ̹ƀŦ̹ƀŅĴ̹ňŹŹƄĴ̹ƀŅĜƀ̹ňƀ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹Ŗňşİ̹ŦĿ̹ŹƀĜşİĜŵİ˦̹ƙŅňĪŅ̹ňŹ̹ƀŅŦƄŀŅƀ̹ĜŹ̹ňĿ̹ƀŅĴŵĴ̹
is only one right moment and only geometrically falls into place. It is stated that this issue leads 
ŞĜşƟ̹ŲŅŦƀŦŀŵĜŲŅĴŵŹ̹ƀŦ̹ĜƀƀĴŞŲƀ̹ƀŦ̹ňŞňƀĜƀĴ̹ƀŅĜƀ̹ĩĜŘĜşĪĴ˰̹ŅŦƙĴƘĴŵ˦̹ƀŅĴƟ̹ŘŦŹĴ̹ƀŅĴ̹ňŞŲƄŘŹňƘĴşĴŹŹ̹ŦĿ̹
Ĝ̹İĴŹňŵĴ̹ƀŅĜƀ̹ĪŵĴĜƀĴŹ̹ŲĴŵŹŦşĜŘ̹ĜşƞňĴƀƟ˫̹)ĴşĪĴ˦̹ƀŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹ƀŅĴ̹̚İĴĪňŹňƘĴ̹ŞŦŞĴşƀ̛̹ňŹ̹ŹŦŞĴŅŦƙ̹
İňŹƀŦŵƀĴİ̹˾	 )-$���-/$ -ĺ�- ..*)�
(�" .�E�����01 // ˦̹ʇʅʆʌ˿˫

5 According to the concept of prägnanz˦̹ĴƞŲĴŵňĴşĪĴ̹ňŹ̹ŦŵŀĜşňƥĴİ̹ŵĴŘĜƀĴİ̹ƀŦ̹ŹĴƘĴŵĜŘ̹ĩĜŹňĪ̹ŲĴŵĪĴŲƀƄĜŘ̹
ŘĜƙŹ̹ĿŦŵ̹ƀŅĴ̹ŹĜŖĴ̹ŦĿ̹ĪŵĴĜƀňşŀ̹ĩĜŘĜşĪĴ˦̹ŹňŞŲŘňĪňƀƟ˦̹ƄşňƀƟ˫̹,ƀ̹ňŹ̹ƙŅĜƀ̹�ĜŵƀňĴŵ̐�ŵĴŹŹŦş̹ĪĜŘŘĴİ̹ŀĴŦŞĴƀŵƟ˫̹
#Ŧŵ̹ŲŅŦƀŦŀŵĜŲŅƟ˦̹ƙŅĴş̹ƀŅĴ̹ŲŅŦƀŦŀŵĜŲŅĴŵ̹ƀĜŘŖŹ̹ĜĩŦƄƀ̹ĪŦŞŲŦŹňƀňŦş˦̹ ňƀ̹ ňŹ̹ŞŦŹƀŘƟ̹ŵĴĿĴŵŵĴİ̹ƀŦ̹ƀŅĴŹĴ̹
ƘňŹƄĜŘ̹ ĪŦĜŘĴŹĪĴşĪĴ̹ ŘĜƙŹ̹ ˾[ƄŘĴŵ˦̹ ş˫İ˫˥̹ ŲĜŵĜ˫̹ ʆʌ˿˫̹ �ĜŘĜşĪĴ˦̹ ŹňŞŲŘňĪňƀƟ˦̹ ŅĜŵŞŦşƟ̹ Ĝşİ̹ ƄşňƀƟ̹ ĜŵĴ̹ ĜŘŹŦ̹
repeatedly mentioned in calligraphy that were crucial for traditional calligraphy to increase 
ŘĴŀňĩňŘňƀƟ˫̹�Ź̹ ŘŦşŀ̹ ĜŹ̹ ŵĴĜİĜĩŘĴ̹ ƀĴƞƀ̹ ňŹ̹ şŦ̹ ŘŦşŀĴŵ̹ Ĝ̹ ŀŦĜŘ˦̹ ƀŅĴŹĴ̹ şŦƀňŦşŹ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĩĴ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹
critical for visual coalescence as well.



ʋʆʌ

ŲŅŦƀŦŀŵĜŲŅƟ˰̹ĿŦŵ̹ŞĴ̹ĜŹ̹ƙĴŘŘ˦̹ňş̹ƀŅňŹ̹ŹĴŵňĴŹ˦̹ĩĴňşŀ̹ňşŹƀĜşƀ˦̹ŹŲŦşƀĜşĴŦƄŹ˦̹
but conscious about the process is like the one that prefers to 
organize the whole composition the other is preferring the discover 
Ĝşİ̹ ĴƞŲĴŵňĴşĪĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ Ĝ̹ ŹŖĴƀĪŅĩŦŦŖ̹ ŹĴşŹĴ˦̹ Ĝş̹ ňşŹƀŵƄŞĴşƀ̹ ŦĿ̹
intuition and spontaneity. 

[ĴĜŵĪŅňşŀ˦̹ ŴƄĴŹƀňŦşňşŀ˦̹ Ĝşİ̹ İĴĪňŹňŦşŹ̹ ĜŘŘ̹ ŅĜŲŲĴş̹ ŹňŞƄŘƀĜşĴŦƄŹŘƟ̹ ĜŹ̹ Ĝ̹
reaction to the action that is mentioned earlier. This issue still requires 
ĪŦşĪĴşƀŵĜƀňŦş˦̹ Ĝ̹ İňŹĪňŲŘňşĴ̹ ŦĿ̹ Şňşİ˦̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŹĴşŹňĩňŘňƀƟ̹ ĜŹ̹ Ĝ̹
great economy of means that can be achieved through simplicity of 
ĴƞŲŵĴŹŹňŦş˦̹ĜŹ̹�ĜŵƀňĴŵ̐�ŵĴŹŹŦş̹ŹƀĜƀĴŹ̹˾[ƄŘĴŵ˦̹ş˫İ˫˿˫

#ŵŦŞ̹ŞƟ̹ŲĴŵŹŦşĜŘ̹ŲŦňşƀ̹ŦĿ̹ƘňĴƙ˦̹ƀŅĴ̹ƀŵƄŘƟ̹İĴĪňŹňƘĴ̹ĿĜĪƀŦŵ̹ĿŦŵ̹ĪĜŘŘňŀŵĜŲŅƟ̹
ĪĜş̹ ĩĴ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ĪĜŲƀƄŵňşŀ̹ ƀŅĴ̹ ŴƄĜŘňƀƟ̹ ŦĿ̹ ŘňşĴ̹ Ŧŵ̹ ŹƀŵŦŖĴ˦̹ ƙŅňĪŅ̹ ňŹ̹
created with a conscious mind in terms of calligraphy embodied 
on the surface and occupying space. The interaction depends upon 
the calligrapher’s ability to achieve it whenever he concerns with his 
ĪŵĴĜƀňƘĴ̹ŲŵŦĪĴŹŹ˦̹ƙŅňĪŅ̹İĴŲĴşİŹ̹Ŧş̹ƀŅĴ̹ĜƙĜŵĴşĴŹŹ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ˦̹
and the practice helps the calligrapher to capture the essence of the 
ĪĜŘŘňŀŵĜŲŅňĪ̹ĜĪƀňŦş̹Ĝşİ̹ŵĴǭĴĪƀŹ̹ƀŅŵŦƄŀŅ̹Ĝ̹ŹňşŀŘĴ̹ĜĪƀ˦̹Ŧŵ̹ňŞĜŀĴ˦̹ĜŹ̹ĪĜş̹ĩĴ̹
observed in my series of Moments and Periods represented here. 

�ĜŹňĪĜŘŘƟ˦̹ƀŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹ƀŅňŹ̹ŹĴŵňĴŹ̹ňŹ̹ŹňŞňŘĜŵ̹ƀŦ̹ƀŅĴ̹TĴş̹bĴŹƀňşŀ̹ŹĴŵňĴŹ˦̹
ĩƄƀ̹ ƀŅĴ̹ ƀŦŦŘŹ̹Ĝşİ̹ŞĜƀĴŵňĜŘŹ̹ĜŵĴ̹İňǣĴŵĴşƀ˫̹bŅĴƟ̹ĜŵĴ̹ŲŵĜĪƀňĪĴİ̹ƙňƀŅ̹ ƀŅĴ̹
ŲŦňşƀĴİ̹ĩŵƄŹŅ̹̐ƀŅĴ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĩŵƄŹŅ˦̹Ĝşİ̹ŞŦŹƀŘƟ̹[ƄŞň̐ňşŖ̹ĜŹ̹
İŦŞňşĜşƀ̹ƀŦŦŘŹ̹Ĝşİ̹ŞĜƀĴŵňĜŘŹ̹ƀŅĜƀ̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ňş̹#ňŀ˫̹ʉʎ˫

Fig. 49. Practicing with
pointed brush pen with Sumi-
ink on the rice paper, Almıla 
Yıldırım, 2020, Foto. credit: 
Almıla Yıldırım.



ʋʆʍ

�Ź̹Ĝ̹ŵĴŞňşİĴŵ˦̹�ŅňşĴŹĴ̹ŘňƀĴŵĜŵƟ̹ĪƄŘƀƄŵĴ̹ňŹ̹İĴŹĪŵňĩĴİ̹ĜŹ̹Ĝ̹ĩŵƄŹŅ̹ĪƄŘƀƄŵĴ̹
ňş̹ĪŦşƀŵĜŹƀ̹ƀŦ̹ƀŅĴ̹rĴŹƀ˦̹ƙŅĴŵĴ̹ƙŵňƀňşŀ̹ňŹ̹ŲŵĜĪƀňĪĴİ̹ĩƟ̹ƀŅĴ̹ŹƀƟŘƄŹ̹Ŧŵ̹ŲĴş˫̹
)ĴŵĴ̹ ňƀ̹ŹŅŦƄŘİ̹ĩĴ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ĜŹ̹Ĝ̹ƀĴŵŞ˦̹Ĝ̹stylus is based on the Latin 
word stilus˦̹ƙŅňĪŅ̹ŵĴĿĴŵŹ̹ƀŦ̹Ĝ̹ŲŦňşƀĴİ̹ŹƀĜŖĴ̹Ŧŵ̹ŅĜŵİ̐ŲŦňşƀĴİ̹ňşŹƀŵƄŞĴşƀ̹
̐ŦĿƀĴş̹ŞĴƀĜŘ̹̐ƀŅĜƀ̹ňŹ̹ĴŞŲŘŦƟĴİ̹ƀŦ̹ƙŵňƀĴ̹Ŧş̹Ĝ̹ƙĜƞ̹ƀĜĩŘĴƀ˫̹AŦŵĴŦƘĴŵ˦̹ƀŅĴ̹
#ŵĴşĪŅ̹ƙŦŵİ̹ stylo̹ ňŹ̹ ƄŹĴİ̹ ĿŦŵ̹ ňƀ̹ Ĝşİ̹ İĴŵňƘĴŹ̹ ĿŵŦŞ̹ ƀŅňŹ̹ ƀĴŵŞ˦̹ Ĝşİ̹ ƀŅĴ̹
English word pen derived from the Latin penna or pinna for a feather. 
,ş̹ ĪŦşƀŵĜŹƀ̹ ƀŦ̹ ƀŅĴ̹ ŅĜŵİ̹ ňşŹƀŵƄŞĴşƀ˦̹ ƀŅĴ̹ �ŅňşĴŹĴ̹ƙŦŵİ̹ fengge˦̹ ŵĴĿĴŵŹ̹
to various types or styles of ancient Chinese odes and has its base on 
the word feng˦̹ ƙŅňĪŅ̹ ŞĴĜşŹ̹ ƙňşİ˫̹ bŅĜƀ̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ŘňĿĴ̹ Ĝşİ̹ Ĝ̹ ŞŦƘňşŀ̹
ŹŲňŵňƀ˫̹�Ź̹ƙňşİ˦̹ feng can be assessed as the external expression of the 
qi̹ƙňƀŅňş̹Ĝ̹ŲĴŵŹŦş˫̹)ĴşĪĴ˦̹ ňƀ̹ ňŹ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ ňĿ̹ ƀŅĴ̹ ňşşĴŵ̹qi of the artist 
ĪŵĴĜƀĴŹ̹ƀŅĴ̹ƙŦŵŖ̹ƀŅĜƀ̹ŵĴŲŵĴŹĴşƀŹ̹ňƀŹ̹ĴƞƀĴŵşĜŘ̹ĴƞŲŵĴŹŹňŦş˦̹ƀŅĴş˦̹ňş̹ƀƄŵş˦̹
this expression shows dynamic energy in terms of the feng of the 
ƙŦŵŖ˦̹ ňƀŹ̹ ŹƀƟŘĴ˦̹ Ŧŵ̹ ĜƀŞŦŹŲŅĴŵĴ˫̹bŅĜƀ̹ ĜŘŹŦ̹ ĪŦşƘĴƟŹ̹ ƀŅĴ̹ŞŦƘňşŀ̹ ĴşĴŵŀƟ̹
ŘňŖĴ̹ƙňşİ˫̹�ŦşŹňİĴŵňşŀ̹�ŅňşĴŹĴ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ŲĴŵŹŦşĜŘ̹ƙŵňƀňşŀ̹ŹƀƟŘĴŹ̹ĜŵĴ̹
ĜŹŹĴŹŹĴİ̹ĜŹ̹ŹŦ̹ňşǭƄĴşƀňĜŘ̹ƀŅĜƀ̹ňƀ̹İĴǬşĴŹ̹ŞŦŵĴ̹ŀĴşĴŵňĪ̹ŹƀƟŘĴŹ˫̹)ĴŵĴ˦̹ňƀ̹ňŹ̹
designated by the term ti˦̹ƙŅňĪŅ̹ŹňŀşňǬĴŹ̹ĩŦİƟ̹Ĝşİ̹ňŹ̹ƄŹĴİ̹ĿŦŵ̹ŲŦňşƀňşŀ̹
at the limbs of the body. That is assumed as further evidence of the link 
ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƀŦ̹ƀŅĴ̹ĩŦİƟ˦̹ĜŹ̹ňĿ̹ƀŅĴ̹ŹƀƟŘĴ̹ŦĿ̹ƀŅĴ̹ŅĜşİ̹ňŹ̹ňİĴşƀňǬĴİ̹ƙňƀŅ̹
ƀŅĴ̹ĪŵĴĜƀňŦş̹ŦĿ̹ƀŅĴ̹ĜŵƀňŹƀ̝Ź̹ĩŦİňŘƟ̹ŘňŞĩŹ̹˾[ŅƄŹƀĴŵŞĜş˦̹ʇʅʆʌ˿˫

fşİĴŵ̹ƀŅĴŹĴ̹ĴƞŲŘĜşĜƀňŦşŹ˦̹ňƀ̹ĪĜş̹ĩĴ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ƀŅĴ̹ŵĴĜŹŦş̹ĿŦŵ̹ĪŅŦŦŹňşŀ̹ƀŅĴ̹
Chinese brush is basically to experience a material that is not conventional 
ňş̹ƀŅĴ̹rĴŹƀ˦̹ĜŘŹŦ̹ĴŞŲŘŦƟňşŀ̹ňƀŹ̹ŦǣĴŵĴİ̹ŀĴŹƀƄŵĴŹ̹ƀŅĜƀ̹ĜŵĴ̹ƀŦƀĜŘŘƟ̹İňǣĴŵĴşƀ̹
from the materials that are employed works as mentioned earlier in part 
“7.2. Choosing the materials for the personal practices.”

�ŲĜŵƀ̹ĿŵŦŞ̹ƀŅĴ̹�ŅňşĴŹĴ̹ĩŵƄŹŅ˦̹ ƀŅĴ̹Sumi ink and rice paper were also included 
ňş̹ƀŅňŹ̹ĴƞŲĴŵňŞĴşƀ̹ƀŦ̹ŞĜşĜŀĴ̹ƀŅĴ̹ĪŘŦŹĴ̹ňşƀĴŵĜĪƀňŦş̹ƙňƀŅ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹
calligraphy materials in a contemporary western manner of my own.

#ňŀ˫̹ʊʅ̹ĴƞŅňĩňƀŹ̹ƘĜŵňŦƄŹ̹ƀŵňĜŘŹ̹ŦĿ̹ƀŅĴ̹ŹƀŵŦŖĴŹ˦̹ƙŅňĪŅ̹ĩĜŹňĪĜŘŘƟ̹ĪŦşŹňŹƀ̹ŦĿ̹
one touch of the brush. 

Fig. 50. Various stroke 
practices with Sumi ink on rice 
paper, Almıla Yıldırım, 2020, 
Foto. credit: Almıla Yıldırım.



ʋʆʎ

It starts with the loaded brush with a hard touch on the paper to obtain 
ƀŅĴ̹ ŹŲŘĜŹŅĴŹ̹ ƀŅĜƀ̹ ŀňƘĴ̹ ƘňŹƄĜŘ̹ ŹƄŲŲŦŵƀ̹ ƀŦ̹ ƀŅňŹ̹ ĜƀƀňƀƄİĴ˦̹ ƙŅňĪŅ̹ ŵĴǭĴĪƀŹ̹
the energy within the brush that is transmitted through the hand of a 
ŹŖňŘŘĴİ̹ĪĜŘŘňŀŵĜŲŅĴŵ˫̹bŅňŹ̹ĪŦşĪĴŲƀ̹ňŹ̹ŅňŀŅŘƟ̹ňşǭƄĴşĪĴİ̹ĩƟ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ŞňşİŹĴƀ˦̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,q˫̹

AŦŵĴŦƘĴŵ˦̹ŹňŞňŘĜŵ̹ƀŦ̹ƀŅĴ̹ĴĜŵŘňĴŵ̹ƙŦŵŖŹ˦̹ŹƀĜňşŹ̹Ŧŵ̹ŹŲŘĜŹŅĴŹ̹ĜŵĴ̹ĜŹŹĴŹŹĴİ̹
ĜŹ̹ Ĝ̹ ŲĜŵƀ̹ ŦĿ̹ ƀŅĴ̹ ŲŵŦĪĴŹŹ˦̹ ĜŘŹŦ̹ ƀŅĴ̹ ĪŦŞŲŦŹňƀňŦş̹ İƄĴ̹ ƀŦ̹ ƀŅĴ̹ ŹƄŲŲŦŵƀňƘĴ̹
mission of the movement of a calligraphic act. They are a part of 
ƀŅĴ̹ ĜĪƀ̹ ŦĿ̹ ƀŅĴ̹ŞĜƀĴŵňĜŘ˦̹ ŅĴşĪĴ̹ ƀŅĴ̹ ŅĜşİ˦̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ ƀŅĴ̹ ĜĪĪňİĴşƀ˫̹ ,ş̹
ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ ƀŅĴ̹ ŵĴĜĪƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ňşŖ̹ Ŧş̹ ƀŅĴ̹ ŹƄŵĿĜĪĴ̹ ƀŦ̹ ƀŅĴ̹ ĜĪƀ̹ ŦĿ̹ ƀŅĴ̹
ĪĜŘŘňŀŵĜŲŅĴŵ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ƀŅĴƟ̹ĜŵĴ̹ĪŦŞŲŘĴŞĴşƀĜŵƟ̹Ĝşİ̹ŹŅŦƙ˦̹ŵĴƘĴĜŘ˦̹
ŹŦŞĴƀňŞĴŹ̹ŹƀŵĴŹŹ˦̹Ŧŵ̹ƄşİĴŵŘňşĴ̹ƀŅĴ̹ŀĴŹƀƄŵĴ̹ŦĿ̹ƀŅĴ̹ŅĜşİ˫

bŅĴ̹ǬŵŹƀ̹ƀŵňĜŘŹ˦̹ĜŹ̹ŹŅŦƙş̹ňş̹#ňŀ˫̹ʉʎ˦̹ŹƀĜŵƀ̹ƙňƀŅ̹ƀŅĴ̹ŅĜşİ̹ŀĴŹƀƄŵĴ̹Ŧş̹ƀŅĴ̹
ŵňĪĴ̹ ŲĜŲĴŵ˫̹qĜŵňŦƄŹ̹ŞŦƘĴŹ̹ ŦĿ̹ ƀŅĴ̹ŅĜşİ̹ ĜŵĴ̹ ĴƞŲĴŵňĴşĪĴİ̹ Ĝşİ̹ŦĩŹĴŵƘĴİ˦̹
ĜŘŹŦ̹ ŲŵĴŲĜŵĴİ̹ ĿŦŵ̹ ƀŅĴ̹ şĴƞƀ̹ ŹƀĴŲ̹ ŦĿ̹ ƀŅĴ̹ ĪŦŞŲŦŹňƀňŦş˦̹ƙŅňĪŅ̹ ňŹ̹ İĴĪňİĴİ̹
at that moment depending on my decision formed by accumulated 
ƀĴĪŅşňĪĜŘ̹Ĝşİ̹ŲŵĜĪƀňĪĜŘ̹ŖşŦƙŘĴİŀĴ˫̹�Ź̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˦̹ňƀ̹ňŹ̹Ĝ̹ŲŵŦĪĴŹŹ̹
ňş̹ĜĪƀňŦş˦̹ĜŹ̹ňş̹ƀŅĴ̹ĴĜŵŘňĴŵ̹ĴƞĜŞŲŘĴŹ˫

#ňŀ˫̹ʊʆ̹ňŘŘƄŹƀŵĜƀĴŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ǬŵŹƀ̹ŲĜňŵŹ̹ĪŵĴĜƀĴİ̹ƙňƀŅňş̹ƀŅňŹ̹ĪŦşĪĴŲƀ˫̹

Fig. 51. Moments and Periods 
vol. 1, Sumi ink and colorante on 
rice paper and handmade paper, 
Almıla Yıldırım, 2020, Foto. 
credit: Almıla Yıldırım.



ʋʇʅ

Since they are thought to be complementary to each other both 
ĪŦşĪĴŲƀƄĜŘŘƟ̹Ĝşİ̹ƘňŹƄĜŘŘƟ˦̹ňƀ̹ƙĜŹ̹İĴĴŞĴİ̹ĜŲŲŵŦŲŵňĜƀĴ̹ƀŦ̹İňŹŲŘĜƟ̹ƀŅĴŞ̹ňş̹
ƀŅňŹ̹ƙĜƟ̹ĜŹ̹Ĝş̹ĴƞŅňĩňƀĴİ̹ŲĜňŵ˫̹�ĜŹňĪĜŘŘƟ˦̹ňƀ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ŹňŞŲŘĴ̹ĜĪƀŹ̹ŦĿ̹ƀŅĴ̹
ŅĜşİ˦̹Ĝ̹ŹƀŵŦŖĴ˦̹Ĝşİ̹ŹŲŘĜŹŅĴŹ˰̹ňƀ̹ƀĴşİŹ̹ƀŦ̹ĪŵĴĜƀĴ̹ƀĴşŹňŦş̹ŅĴŵĴ̹ƀŦ̹ŵĴŲŵĴŹĴşƀ̹
the energy of the loaded brush and the moment. This type of tension 
ƀŅĜƀ̹ňŹ̹ƀŵňĴİ̹ƀŦ̹ĩĴ̹ŵĴǭĴĪƀĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ƘňŹƄĜŘ̹ĜŲŲĴĜŵĜşĪĴ̹ĜŘŹŦ̹ŹĴĴŞŹ̹ƀŦ̹
underline the instant but carries the period within itself.

,ş̹ Ĝ̹ ŹĴşŹĴ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ĪŦŞŲĜŵĴİ̹ ƙňƀŅ̹ AĴƄŘŞĜş̹ Ĝşİ̹ ŅňŹ̹ ƀŅŵŦƙ̐ƄŲ̹ ňşŖ̹
practices on the wall or the canvas mentioned in Chapter VI. In his 
ŲŵĜĪƀňĪĴŹ˦̹ ƀŅĴŵĴ̹ ĴƞňŹƀŹ̹ ƀŅĴ̹ ƀĴşŹňŦş̹ŦĿ̹ ƀŅĴ̹ ňşŖ̹ ƀŅŵŦƙŹ˰̹ŅŦƙĴƘĴŵ˦̹ ƀŅŵŦƙňşŀ̹
an ink bomb can be assumed literally as an attack that concerns former 
ŀŵĜǤƀň̹ĜŵƀňŹƀŹ̹ ňş̹ŅňŹ̹ŲŵŦƘŦĪĜƀňƘĴ̹ŲŵĜĪƀňĪĴŹ˫̹rŅĴŵĴĜŹ˦̹ ňş̹ŞƟ̹ƙŦŵŖ˦̹ƀŅĴ̹ ňşŖ̹
ŹŲŘĜŹŅĴŹ̹ĜŵĴ̹şŦƀ̹ŵĴŲŵĴŹĴşƀĴİ̹ĜŹ̹ĜƀƀĜĪŖŹ˰̹ňşŹƀĴĜİ˦̹ƀŅĴƟ̹ĜŵĴ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ĩĴ̹
assessed as settlements with the material and their nature between the 
ĪĜŘŘňŀŵĜŲŅĴŵ̹ ƀŦ̹ ŹĴĜŵĪŅ̹ ĿŦŵ̹ Ĝ̹ Ŗňşİ̹ ŦĿ̹ ƘňŹƄĜŘ̹ ĩĜŘĜşĪĴ̹ Ĝşİ̹ ĪŦşƀŵňĩƄƀňŦş˦̹ ĜŹ̹
ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˫̹)ĴŵĴ˦̹ƀŅĴ̹ŦƀŅĴŵ̹İňǣĴŵĴşĪĴ̹ňŹ̹ŅŦƙ̹ƀŅĴŹĴ̹ƀƙŦ̹ƙŦŵŖŹ̹ĜŵĴ̹
preferred to exhibit. The aim is to be attentive to the background and how 
to locate the frames in the space to contribute to the overall composition. 
)ĴşĪĴ˦̹ĜşŦƀŅĴŵ̹ňŹŹƄĴ̹ňŹ̹ƀŦ̹ĩĴ̹ňş̹ĿŦĪƄŹ̹Ŧŵ˦̹ňĿ̹şŦƀ˦̹Ĝƀ̹ŘĴĜŹƀ̹ĪŘĴĜŵ̹ĴşŦƄŀŅ̹ƀŦ̹ŦǣĴŵ̹
a simple visual location that contributes to the composition of the frames. 

�ĜĪŅ̹ ŲŅŦƀŦ̹ ŦĿ̹ ƀŅĴ̹ ŲĜňŵĴİ̐ƄŲ̹ ĿŵĜŞĴŹ̹ ƀĜŖĴş̹ ƀŦ̹ ŵĴǭĴĪƀ̹ ƀŅĴ̹ İĴŲƀŅ̹ ŦĿ̹ ǬĴŘİ̹
to emphasize a central subject; they are not decisive moment shots; 
ŅŦƙĴƘĴŵ˦̹ňƀ̹ňŹ̹ĩĴŘňĴƘĴİ̹ƀŅĜƀ̹ňşİĴĴİ̹ƀŅĴ̹ŹŲĜĪĴ̹ĪĜş̹ĜĪƀňƘĜƀĴ̹ƙŦŵŖ˱ĩĜĪŖŀŵŦƄşİ̹
interactions in a sense and captures the moment of completion that is 
perceptually satisfying as if it completes a visual scene or the moment with 
the impression of balance and simplicity. The calligraphic action seems to 
ĩĴ̹ĴƞŲŘŦŵĴİ̹Ĝşİ̹ŹƄŹŲĴşİĴİ̹ňş̹ŹŲĜĪĴ̹ƙňƀŅňş̹Ĝ̹ŞŦŞĴşƀ̹Ĝşİ̹ŲĴŵňŦİ̹ĜŹ̹ƙĴŘŘ˦̹
œƄŹƀ̹ŘňŖĴ̹ƀƟŲŦŀŵĜŲŅƟ˦̹ĿŦŵ̹ƙŅňĪŅ̹ƀŅĴ̹ĜŹŹĴŹŹŞĴşƀ̹ŦĿ̹ƀŅĴ̹ŹŲĜĪĴ̹ňŹ̹ŅňŀŅŘƟ̹ĪŵƄĪňĜŘ̹
to understanding the form and how to composite.

,ş̹#ňŀ˫̹ ʊʇ˦̹ ňƀ̹ ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ ƀŅĜƀ̹ƘĜŵňŦƄŹ̹ ĪŦŞŲŦŹňƀňŦşŹ̹ ĪŦşŹňŹƀ̹ ŦĿ̹ Ĝ̹ ŹňşŀŘĴ̹
ƀŦƄĪŅ̹̐Ĝ̹ŹŲŘĜŹŅ̹Ŧŵ̹Ĝ̹ŹňşŀŘĴ̹ŹƀŵŦŖĴ˦̹ Ĝşİ̹ƘĜŵňŦƄŹ̹ĪŦŞŲŦŹňƀňŦşŹ̹ĪŦşŹňŹƀ̹ŦĿ̹ĴƞƀŵĜ̹
ƀŦƄĪŅ̹ƙňƀŅ̹ĪŦŘŦŵĜşƀĴ˦̹ ĜŹ̹Ĝ̹ĪŦŞŲŘĴŞĴşƀĜŵƟ̹ĴŘĴŞĴşƀ̹ňş̹ŹĴĜŵĪŅ̹ŦĿ̹ƘňŹƄĜŘ̹ ĩĜŘĜşĪĴ˫

Fig. 52. Preparing the frames 
for fragments, Almıla Yıldırım, 
2020, Foto. credit: Almıla 
Yıldırım.



ʋʇʆ

�Ź̹ ƀŅĴ̹ şŦƀňŦş̹ ŦĿ̹ �ĜŵƀňĴŵ̐�ŵĴŹŹŦş˦̹ ƀŅĴŹĴ̹ ĪŦŞŲŦŹňƀňŦşŹ̹ ĜŵĴ̹ ĪĜŲƀƄŵĴİ̹
ŴƄňĪŖŘƟ˦̹ňş̹Ĝ̹ŞŦŞĴşƀ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ĜĪƀňŦş˦̹ĜŹ̹ŹƄŀŀĴŹƀĴİ̹ĩƟ̹ŅňŞ̹ĪĜŲƀƄŵĴİ̹
on the run literally. Spontaneously executed works are organized 
ĪŦşŹňİĴŵňşŀ̹ ƀŅĴ̹ŞŦŞĴşƀŹ̹Ĝşİ̹ŲĴŵňŦİŹ̹ĪŦşĪĴŲƀŹ˦̹ƙŅňĪŅ̹ ňŹ̹ĩĴŘňĴƘĴİ̹ŦşŘƟ̹
ĪŦŞĴ̹ƙňƀŅ̹ŀŦŦİ̹ƀŵĜňşňşŀ˦̹ŘŦƀŹ̹ŦĿ̹ĴƞŲĴŵňĴşĪĴ˦̹Ĝşİ̹ňşƀƄňƀňŦş˫̹,ƀ̹ňŹ̹Ĝ̹Ŗňşİ̹ŦĿ̹
developed instinct that represents the research period of this paper.

�ĜŘĜşĪĴ̹Ĝşİ̹ŅĜŵŞŦşƟ̹ĜŵĴ̹ŹňŀşňǬĪĜşƀ̹ ĿĜĪƀŦŵŹ̹ ƀŅĜƀ̹ŦŵňĴşƀ̹ŞƟ̹İĴĪňŹňŦşŹ̹
ƙŅňŘĴ̹ ŦŵŀĜşňƥňşŀ̹ ƀŅĴ̹ ŴƄĜİŵĜŀĴ̹ ŦĿ̹ ƀŅĴŹĴ̹ ƙŦŵŖŹ˫̹ �ĜŘĜşĪĴ̹ ĩĴĪŦŞĴŹ̹ Ĝ̹
ŲĴŵĪĴňƘĴİ̹ ĿŦŵŞ̹ ŅĴŵĴ̹ ƀŅĜƀ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ ƘĜŵňŦƄŹ̹ ĿĜĪƀŦŵŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ ƘňŹƄĜŘ̹
ĿŦŵŞŹ˦̹ ŹŅĜŲĴŹ˦̹ ŹŲĜĪĴ˦̹ Ĝşİ̹ ƀŅĴ̹ ŹĴşŹĴŹ̹ ŵĴǭĴĪƀĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ŞĜƀĴŵňĜŘŹ̹
Ĝşİ̹ƀŅĴ̹ŅĜşİ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ˫̹AŦŵĴŦƘĴŵ˦̹ŹňŞŲŘňĪňƀƟ̹ĪŦŞĴŹ̹ƙňƀŅ̹ƀŅĴ̹
ŘňŞňƀĴİ̹ƄşňƀŹ̹ĴŞŲŘŦƟĴİ̹ŅĴŵĴ˦̹ŹƄĪŅ̹ĜŹ̹Ĝ̹ŹňşŀŘĴ̹ŹƀŵŦŖĴ̹Ĝşİ̹Ĝ̹ŹŲŘĜŹŅ̹ƙňƀŅ̹
ŘňŞňƀĴİ̹ĪŦŘŦŵ̹̐ĩŘĜĪŖ̹Ĝşİ̹ƟĴŘŘŦƙ˫̹rŅňŘĴ̹ƀŅĴŹĴ̹ĿĴĜƀƄŵĴŹ̹ĜŵĴ̹ƙĴŘŘ̐ŦŵŀĜşňƥĴİ˦̹
it can be said that the overall composition has its unique harmony and 
ĜŘŹŦ̹ňŞŲŘňĴŹ̹ĜĪƀňŦş̹Ĝşİ̹ŲŵŦĪĴŹŹ̹ŵĜƀŅĴŵ̹ƀŅĜş̹ƀŅĴ̹ŵĴŹƄŘƀ˫̹)ĴşĪĴ˦̹ƀŅĴ̹ĜňŞ̹
ŅĴŵĴ˦̹ƙŅĴş̹ƀŅňŹ̹ŞŦŞĴşƀ̹ŦĪĪƄŵŹ˦̹ƀŅĴ̹ƙŦŵŖ̹ňŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ŵĴŲŵĴŹĴşƀ̹ƀŅĴ̹
essence of this concept in perfect resonance. It is a part of a life of a 
ĪĜŘŘňŀŵĜŲŅĴŵ̹ ƀŅĜƀ̹ ňŹ̹ŦĪĪƄŵŵĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ǭŦƙ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ĜĪƀ̹ĜŹ̹Ĝ̹
ƀŵĜşŹňƀŦŵƟ̹ŞŦŞĴşƀ˦̹ƙŅňĪŅ̹ĪĜş̹ĩĴ̹ƄƀňŘňƥĴİ̹ƀŦ̹İĴŹĪŵňĩĴ̹ƀŅĴŹĴ̹ƙŦŵŖŹ˫̹

�şŦƀŅĴŵ̹ ŹĪĴşĴ̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ ǬƘĴ̹ƙŦŵŖŹ˦̹ ŦŵŀĜşňƥĴİ̹ ĜŹ̹ ŹŅŦƙş̹ ňş̹ #ňŀ˫̹ ʊʈ˦̹
ƄşİĴŵ̹ƀŅĴ̹ŹĜŞĴ̹ŹƀŵĜƀĴŀƟ̹Ĝşİ̹ĪŦşĪĴŲƀ˫̹)ĴŵĴ˦̹ ,̹ŲŵŦŲŦŹĴİ̹ƀŅĴŹĴ̹İĴĪňŹňƘĴ̹
ŹƀŵŦŖĴŹ̹ňş̹ƀŅĴ̹ŹĜŞĴ̹ĪŦşĪĴŲƀ˦̹ĴƞŲĜşİĴİ̹Ĝşİ̹ŵĴƘňŹĴİ̹ƀŅĜş̹Moments and 
� -$*�.�1*'Ī� 8� ˾#ňŀ˫̹ʊʆ˿˦̹ĩĴĪĜƄŹĴ̹ƙŅňŘĴ̹ ňƀ̹ƙĜŹ̹ŲŘĜşşĴİ̹ĜŹ̹ŦşŘƟ̹ƀƙŦ̹ƀŵňĜŘŹ˰̹
the desire for more review and experimentation gives the courage to 
continue and that results with the rest of the works presented here.

�*( )/.��)��� -$*�.�1*'Ī�9�˾#ňŀ˫̹ʊʈ˿̹ĪŦşŹňŹƀŹ̹ŦĿ̹ǬƘĴ̹ĿŵĜŞĴŹ̹ŦĿ̹ƙŦŵŖŹ̹ƀŅĜƀ̹
basically consist of one touch of the Chinese brush. While only one pair 
ŦĿ̹ƙŦŵŖ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ŹƀŵŦŖĴŹ˦̹ƀŅĴ̹ŦƀŅĴŵŹ̹ŹŅŦƙ̹ŹŞĜŘŘ̹ĩƄƀ̹ĴǣĴĪƀňƘĴ̹ƀŦƄĪŅĴŹ̹
of the loaded brush.

Fig. 53. Moments and Periods 
vol. 2, Almıla Yıldırım, Sumi ink 
on rice paper and handmade 
paper 2021, Foto. credit: Almıla 
Yıldırım.



ʋʇʇ

HşĪĴ̹ ĜŀĜňş˦̹ ƀŅĴŹĴ̹ ǬƘĴ̹ ĿŵĜŞĴŹ̹ ŦĿ̹ƙŦŵŖ̹ ĜŵĴ̹ ŘŦĪĜƀĴİ̹ ĜŹ̹ ƀŅĴ̹ Ǭŵst pair of 
ƙŦŵŖŹ˦̹ ŹňşŀŘĴ̹ƙŦŵŖŹ˦̹ Ĝşİ̹ ŘĜŹƀ̹ ŲĜňŵ̹ ŦĿ̹ƙŦŵŖŹ˫̹ bŅĴ̹ ŲĜňŵŹ̹ ŦĿ̹ ĿŵĜŞĴŹ̹ ĜŵĴ̹
visually complemented each other as a kind of contra-symmetrical 
unit to give the sense of action complementing each other as if the 
action is continuing in these pairs of frames. Intervals between the 
works have underlined this categorization as a visual gap as well and 
ĪĜş̹ ĩĴ̹ ĜŹŹƄŞĴİ̹ ĜŹ̹ Ĝ̹ ƀƟŲĴ̹ ŦĿ̹ şĴŀĜƀňƘĴ̹ ŹŲĜĪĴ̹ ƀŅĜƀ̹ ƀĜŖĴŹ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹
ŵŦŘĴ̹ ňş̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ĜĪƀňŦşŹ˦̹ ĜŹ̹ ňş̹ Ĝ̹ ŞƄŹňĪĜŘ̹ ĪŦŞŲŦŹňƀňŦş̹ Ŧŵ̹ İĜşĪĴ̹
choreography; even it may remind space between the words as if it 
helps to increase the readability of the works.

,ş̹ŦŵİĴŵ̹ƀŦ̹ ŘŦŦŖ̹ĪŘŦŹĴŵ˦̹#ňŀ˫̹ʊʉ̹ŹŅŦƙŹ̹ĴĜĪŅ̹ŦĿ̹ ƀŅĴ̹ƙŦŵŖŹ̹ ňş̹İĴƀĜňŘ˦̹Ĝşİ̹
the contra-moves as complementary gestures here can be observed 
ĴĜŹňŘƟ˫̹�Ź̹Ĝ̹ŵĴŞňşİĴŵ˦̹ĴĜĪŅ̹ŲĜňŵ̹ĜŵĴ̹şŦƀ̹ŲŘĜşşĴİ̹ĿŵŦŞ̹ƀŅĴ̹ĩĴŀňşşňşŀ̹ĜŹ̹
ĪŦŞŲŘĴŞĴşƀĜŵƟ̹ĿŵĜŞĴŹ˫̹,şŹƀĴĜİ˦̹ĜĿƀĴŵ̹Ĝ̹ĪĴŵƀĜňş̹ĜŞŦƄşƀ̹ŦĿ̹ŵĴŲĴƀňƀňŦş̹ŦĿ̹
ƘĜŵňŦƄŹ̹ŞŦƘĴŹ˦̹ƀŅĴ̹ĪŦŞŲŦŹňƀňŦşŹ̹ĜŵĴ̹İĴƀĴŵŞňşĴİ̹ĜŹ̹Ĝ̹ƄşňŴƄĴ̹ŴƄĜİŵĜŀĴ˦̹
ĜŹ̹ŹŅŦƙş̹ĜĩŦƘĴ̹ňş̹#ňŀ˫̹ʊʇ˦̹ƀŅĴş̹İĴĪňİĴİ̹ƀŦ̹ŀĴƀ̹ƘĜŵňŦƄŹ̹ŦĿ̹ƀŅĴŞ̹ĜŹ̹ŲĜňŵŹ̹
to support the calligraphic act visually stronger than a single frame. 

Fig. 54. Details from Moments 
and Periods vol.2, Almıla 
Yıldırım, 2021, Foto. credit: 
Almıla Yıldırım.

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE



ʋʇʈ

It has to be stated that deciding the quadrage is not just done by framing 
the overall composition but also by framing the work with the paper 
itself. It gives an extra dimension to the visual appearance and attaches 
Ĝş̹ ĴƞƀŵĜ̹ ƀĴƞƀƄŵĴ̹ ƀŦ̹ ƀŅĴ̹ ŦƘĴŵĜŘŘ̹ ŘŦŦŖ˫̹ �ƀ̹ ƀŅĴ̹ ŹĜŞĴ̹ ƀňŞĴ˦̹ İĴŲĴşİňşŀ̹ Ŧş̹
ƀŅĴ̹İĴĪňİĴİ̹ŴƄĜİŵĜŀĴ˦̹ƀŅňŹ̹ĴƞƀŵĜ̹ŘĴƘĴŘ̹ňŹ̹ŘňŞňƀĴİ̹ĜŹ̹ňĿ̹Ĝ̹ĪŦşƀŵŦŘŘĴİ̹ƘňŹƄĜŘ̹
ĴǣĴĪƀ̹ ňŹ̹ ĪŵĴĜƀĴİ̹ ƀŅŵŦƄŀŅ̹ ŹŲŦşƀĜşĴŦƄŹ̹ ĩŵƄŹŅ̹ ŹŲŘĜŹŅĴŹ˫̹)ĴŵĴ˦̹ ňƀ̹ ŵĴĜĪŅĴŹ̹
ƀŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹ĪŦşƀŵŦŘ̐ŦƄƀ̐ŦĿ̐ĪŦşƀŵŦŘ̹ĿĴĜƀƄŵĴŹ̹ŦĿ̹[ƀĴƘĴşŹ̹˾ʇʅʆʈ˿̹ĜĩŦƄƀ̹ŅňŹ̹
ŹĴşŹĴ̹ŦĿ̹ĪŦşƀŵŦŘ̹ŦƘĴŵ̹ƙŅĜƀ̹ŅĴ̹ňŹ̹İŦňşŀ˦̹ĩƄƀ̹ŹňŞƄŘƀĜşĴŦƄŹŘƟ̹ŅĴ̹ŅĜŹ̹Ĝ̹İĴŹňŵĴ̹
to be a bit surprised and out of control. It can be assumed as a paradox 
that contemporary calligrapher over and over faces. That means the one 
ŲŵĜĪƀňĪĴ̹ĪŦşŹƀĜşƀŘƟ̹ƀŦ̹ĪŦŞŞĜşİ˦̹ƟĴƀ˦̹ ƀŅĴ̹ŦşĴ̹ŅĜŹ̹Ĝ̹İĴŹňŵĴ̹ƀŦ̹ĩĴ̹ĿŵĴĴ̹ƀŦ̹
ĴƞŲĴŵňŞĴşƀ̹ Ĝşİ̹ ĴƞŲŵĴŹŹ˦̹ƙŅňĪŅ̹ ňŹ̹ Ĝ̹ ĪŦşĪĴŲƀ̹ ƀŅĜƀ̹ ňŹ̹ ŞĴşƀňŦşĴİ̹ ňş̹ ƀŅĴ̹
works of the postmodern designers in Chapter VI.

�ŦşŹňİĴŵňşŀ̹ ƀŅĴŹĴ̹ ŹƀĜƀĴŞĴşƀŹ̹ŦĿ̹[ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿˦̹ ƀŅŵŦƄŀŅ̹ŞƟ̹ŲĴŵŹŦşĜŘ̹
ĴƞŲĴŵňĴşĪĴŹ̹ Ĝşİ̹ ŲŵĜĪƀňĪĴŹ˦̹ ,̹ ĪĜş̹ ĪŘĜňŞ̹ ƀŅĜƀ̹ ,˦̹ ŞƟŹĴŘĿ˦̹ ĜŘŹŦ̹ ŅĜƘĴ̹ Ĝş̹
attitude to dominate the material and control the hand after the long 
calligraphy training mentioned in the second phase of this chapter. It 
is the core feature of calligraphy that needs training and practice to 
ŀĜňş̹ĜƙĜŵĴşĴŹŹ̹ŦĿ̹ ƀŅĴ̹ ĿŦŵŞ̹Ĝşİ̹ ƀŅĴ̹ĪŦşŹƀŵƄĪƀňŦş̹ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵ˦̹Ĝşİ̹Ĝƀ̹
ĴĜĪŅ̹ŹƀĴŲ˦̹,̹ŲŵĴĿĴŵ̹ƀŦ̹ĩĴ̹ĪŦşŹĪňŦƄŹ̹ŦĿ̹ƀŅĴ̹ŲŵŦĪĴŹŹ˦̹ňşĪŘƄİňşŀ̹ĴĜĪŅ̹ŞŦƘĴ̹
with the anticipation of the reaction of the material depending on the 
ĜƀƀňƀƄİĴ̹ŦĿ̹ŞňşĴ˦̹ƙŅňĪŅ̹ŵĴĿĴŵŹ̹ƀŦ̹ĪŦşƀŵŦŘ̹ŅĴŵĴ˫̹�ŲĜŵƀ̹ ĿŵŦŞ̹ƀŅĜƀ˦̹ ňş̹ŞƟ̹
ĪĜŹĴ˦̹ŦƄƀ̐ŦĿ̐ĪŦşƀŵŦŘ̹ŹƀĜŵƀĴİ̹İƄŵňşŀ̹Ĝşİ̹ĜĿƀĴŵ̹ ƀŅĴ̹ŲĴŵňŦİ̹ŦĿ̹ ƀŅĴ̹ŹĴĪŦşİ̹
phase with the calligraphic training and the time of interrogations 
ƀŅĜƀ̹ƙĴŵĴ̹ŅĴŘİ̹İƄŵňşŀ̹ƀŅĴ̹ŵĴŹĴĜŵĪŅ̹ŲĴŵňŦİ˫̹bŅƄŹ˦̹ ňƀ̹ŅĜŹ̹ĩĴĴş̹ŵĴǭĴĪƀĴİ̹
through searching for a way to develop a new perspective in terms of 
ĪĜŘŘňŀŵĜŲŅƟ̹ƙňƀŅ̹ ŵĴŹŲĴĪƀ̹ ƀŦ̹ƘĜŵňŦƄŹ̹ ƀŅĴŞĴŹ̹ŅĴŘİ̹ ňş̹ŲŵĴƘňŦƄŹ̹ĪŅĜŲƀĴŵŹ˦̹
ƀŅĴş̹ĴŘňŞňşĜƀňşŀ̹ ƀŅĴ̹ ƀĴƞƀ˦̹ ƀŅĴ̹ƙŦŵİ˦̹ Ĝşİ̹ ƀŅĴ̹ ŘĴƀƀĴŵŹ˫̹�ƀ̹ ŘĜŹƀ˦̹ ĜŹ̹ ŹƀĜƀĴİ̹
ĴĜŵŘňĴŵ˦̹ĴƘĴş̹ƀŅĴ̹İƄĪƀƄŹ̹ ňŹ̹ĪŦşŹňİĴŵĴİ̹ŦƄƀ̹ŦĿ̹ ĿŦĪƄŹ̹ ĿŦŵ̹ŞƟ̹ĪĜŘŘňŀŵĜŲŅňĪ̹
ƙŦŵŖŹ˫̹ )ŦƙĴƘĴŵ˦̹ ŹƀňŘŘ˦̹ ňƀ̹ ŅĜŹ̹ ƀŦ̹ ĩĴ̹ ƄşİĴŵŘňşĴİ̹ ƀŅĜƀ̹ ƀŅňŹ̹ ňŹŹƄĴ̹ ňŹ̹ şŦƀ̹
ŵĴœĴĪƀňşŀ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş̹ şŦŵ̹ ƀŅĴ̹ ŹƀƟŘĴŹ̹ Ŧŵ̹ ƀŵĜİňƀňŦşĜŘ̹ ƀŵĜňşňşŀ˦̹ ňşŹƀĴĜİ̹
of cherishing them and utilizing them as a reference and function as 
a stepping point that heralds establishing a personal understanding 
ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƙŅňĪŅ̹ ňŹ̹ ŹƄŞŞĜŵňƥĴİ̹ ĜŹ̹ ŦŵŀĜşňƥňşŀ̹ ŞĜŵŖŹ̹ ƀŅŵŦƄŀŅ̹
calligraphic awareness and conscious.

#ňŀ˫̹ʊʊ̹ ňŘŘƄŹƀŵĜƀĴŹ̹�*( )/.��)��� -$*�.�1*'Ī�:˦̹ĪŵĴĜƀĴİ̹ƙňƀŅňş̹ƀŅĴ̹ŹĜŞĴ̹
ĪŦşĪĴŲƀ˦̹ĴƞŅňĩňƀĴİ̹ĜŹ̹ŹňşŀŘĴ̹Ĝşİ̹ŲĜňŵ̹ĿŵĜŞĴŹ̹ŦĿ̹ƙŦŵŖŹ˫̹

Fig. 55. Moments and Periods 
vol. 3, Almıla Yıldırım, Sumi ink 
and colorante on rice paper and 
handmade paper 2021, Foto. 
credit: Almıla Yıldırım.

VII. PERSONAL CALLIGRAPHY PRACTICES



ʋʇʉ

#ŦŘŘŦƙňşŀ̹ ƀŅĴ̹ ĿĴĜƀƄŵĴŹ̹ ŦĿ̹ ƀŅĴ̹ İĴĪňŹňƘĴ̹ ŞŦŞĴşƀ̹ şŦƀňŦş˦̹ ĪŅĴŵňŹŅĴİ̹
contra-moves are believed to qualify in the sense of whether there is 
the completion to occur. These features also exist within the nature of 
ĪĜŘŘňŀŵĜŲŅƟ˦̹ĜŹ̹ĴƞŲŘĜňşĴİ̹ĴĜŵŘňĴŵ˫̹)ĴŵĴ˦̹ƀŅĴ̹ǭĴĴƀňşŀ̹ŞŦŞĴşƀ̹ňŹ̹ĪĜŲƀƄŵĴİ̹
with the quadrage of the paper and the frame of the works. They are 
ŘňŖĴ̹ Ĝ̹Ŗňşİ̹ŦĿ̹ ĴƘĴşƀ˦̹ ňş̹ĩŵňĴĿ˦̹ƄşŵĴŲĴĜƀĜĩŘĴ̹ŞŦŞĴşƀŹ̹ ŵĴŲŵĴŹĴşƀňşŀ̹ ƀŅĴ̹
essence of that particular time. It is in proximity with the theme of 
“hunting the words” mentioned in Chapter VI while examining the 
ƙŦŵŖŹ̹ŦĿ̹AĴƄŘŞĜş̹Ĝşİ̹�ŵŦƙş˦̹ƙŅŦŹĴ̹ƀŅĴŞĴ̹ňŹ̹ŘŦĪĜƀĴİ̹ĜŵŦƄşİ̹ƀŅĴ̹ƀňƀŘĴ̹
̚bƄŵşňşŀ̹İĜŵŖşĴŹŹ̹ňşƀŦ̹ŘňŀŅƀ˦̛ ̹ƀŅĴ̹,ŵňŹŅ̹$ĜĴŘňĪ̹ŲŦĴŞ̹ĪĜŘŘĴİ̹Pangur Bán 
of the sixth century. The poem consists of a metaphor between a cat 
hunting the mice and a monk hunting the words all night long because 
ŅĴ̹ƙŵňƀĴŹ̹ƀŅĴ̹ŞĜşƄŹĪŵňŲƀ˫̹�Ź̹ŹĴĴş̹ĩƟ̹[ŦşƀĜŀ̹ňş̹ŲŅŦƀŦŀŵĜŲŅƟ̹ƀŅĜƀ̹ŅƄşƀ˦̹
ŅĴŵĴ̹ǬŵŹƀ̹ƙňƀŅ̹ ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ĜĪƀ˦̹ ƀŅĴş̹ ƀŅĴ̹İĴĪňŹňŦş̹ŦĿ̹ ƀŅĴ̹ŴƄĜİŵĜŀĴ̹
Ĝşİ̹ƀŅĴ̹ĿŵĜŞĴ˦̹,̹ĿĴĴŘ̹ŲŵŦƞňŞňƀƟ̹ƙňƀŅ̹ƀŅňŹ̹ĪŦşĪĴŲƀ̹ĜŹ̹ňĿ̹,̹ĜŞ̹ŅƄşƀňşŀ̹ƀŅĴ̹
decisive moment of my calligraphic practices.

#ňŀ˫Ź̹ʊʋ̹Ĝşİ̹ʊʌ̹ŹŅŦƙ̹ĴĜĪŅ̹ŦĿ̹ƀŅĴ̹ƙŦŵŖŹ̹ňş̹İĴƀĜňŘ̹ĿŦŵ̹Ĝ̹ĪŘŦŹĴŵ̹ŘŦŦŖ˫̹

Fig. 56. Details from Moments 
and Periods vol. 3, Almıla 
Yıldırım, Sumi ink and colorante 
on rice paper and handmade 
paper 2021, Foto. Credit: Almıla 
Yıldırım.

Fig. 57. Details from Moments 
and Periods vol. 3, Almıla 
Yıldırım, Sumi ink and colorante 
on rice paper and handmade 
paper 2021, Foto. Credit: Almıla 
Yıldırım.



ʋʇʊ

Fig. 58. Moments and Periods 
vol. 4, Almıla Yıldırım, Sumi ink 
on rice paper and handmade 
paper 2021, Foto. credit: Almıla 
Yıldırım.

�Ź̹İňŹĪƄŹŹĴİ̹ĴĜŵŘňĴŵ˦̹ňş̹ŲŅŦƀŦŀŵĜŲŅƟ˦̹ƀŅĴŵĴ̹ĜŵĴ̹ŞĜşƟ̹İĴĪňŹňƘĴ̹ŞŦŞĴşƀŹ̹
ƀŅĜƀ̹ ŦşĴ̹ ĪĜş̹ ĪĜŲƀƄŵĴ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ ňş̹ ŹƀŵĴĴƀ̹ ŲŅŦƀŦŀŵĜŲŅƟ˰̹ ĜŹ̹ ňş̹ ƀŅĴŹĴ̹
ƙŦŵŖŹ̹ŦĿ̹ŞňşĴ˦̹ƀŅĴŵĴ̹ĜŵĴ̹ƘĜŵňŦƄŹ̹ŲŦŹŹňĩňŘňƀňĴŹ̹ňş̹ƀĴŵŞŹ̹ŦĿ̹ňşƀĴŵŲŵĴƀĜƀňŦş̹
conceptually and visually. It is like choosing a scene that also strikes 
ĴŞŦƀňŦşĜŘŘƟ˦̹ĜŹ̹ňş̹ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ˦̹ňş̹ƙŅňĪŅ̹
the calligrapher assesses his practices as a sign of mentally maturing 
ĜŹ̹ƙĴŘŘ˫̹�Ź̹ňş̹ƀŅňŹ̹ŵĴŹĴĜŵĪŅ˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹ƙňƀŅ̹ƀŅňŹ̹ĪŅĜŲƀĴŵ˦̹ňƀ̹ňŹ̹ĩĴŘňĴƘĴİ̹
that this transformation period well presents this issue.

#ňŀ˫̹ʊʍ̹ňŘŘƄŹƀŵĜƀĴŹ̹�*( )/.��)��� -$*�.�1*'Ī�;˦̹ĪŵĴĜƀĴİ̹ƙňƀŅňş̹ƀŅĴ̹ŹĜŞĴ̹
ĪŦşĪĴŲƀ̹ĜŹ̹Ĝ̹ŲĜňŵ̹ƀŅĜƀ̹ĪŦŞŲŘĴŞĴşƀĴİ̹ĴĜĪŅ̹ŦƀŅĴŵ˦̹ƀŅĴ̹ŘĜŹƀ̹ŲňĴĪĴŹ̹ŦĿ̹ƀŅňŹ̹
ŹĴŵňĴŹ˫̹�ŦƀŅ̹ƙŦŵŖŹ̹ĪŦşŹňŹƀ̹ŦĿ̹Ĝ̹ƀŦƄĪŅ̹ŦĿ̹ƀŅĴ̹ĩŵƄŹŅ̹ĜŹ̹Ĝ̹ŹňŞƄŘĜƀňŦş̹ŦĿ̹Ĝ̹
stroke written spontaneously. 

rňƀŅ̹Ĝ̹ĪŘŦŹĴŵ̹ŘŦŦŖ˦̹#ňŀ˫̹ʊʎ̹ŹŅŦƙŹ̹ĴĜĪŅ̹ŦĿ̹ƀŅĴ̹ƙŦŵŖŹ̹ňş̹İĴƀĜňŘ˫̹

Fig. 59. Details from Moments 
and Periods vol. 4, Almıla 
Yıldırım, 2021, Foto. credit: 
Almıla Yıldırım.



ʋʇʋ

It can be observed there are layers of paper that are a part of the 
ĪŦŞŲŦŹňƀňŦş˦̹ĜƀƀŵňĩƄƀĴİ̹ĜŹ̹Ĝ̹ƘňŹƄĜŘ̹İňŞĴşŹňŦş˦̹ƙŅňĪŅ̹ĜŘŹŦ̹ŵĴĿĴŵŹ̹ƀŦ̹ƀŅĴ̹
layers of the mind of the calligrapher that the knowledge of calligraphy 
is accumulated with time. All create a unique level that may lead to 
transforming the calligraphic understanding of the artists that will 
manifest itself through the works. These imaginary layers are seen 
through the works of Meulman and witnessed how his calligraphy 
ŲĴŵĪĴŲƀňŦş̹ ƀŵĜşŹĿŦŵŞĴİ̹ ĿŵŦŞ̹ ƀŅĴ̹ ƀňŞĴ̹ ŅĴ̹ ŹƀĜŵƀĴİ̹ ƙňƀŅ̹ ƀŅĴ̹ ŀŵĜǤƀň̹
writers’ calligraphic works till the painter’s calligraphic attitude in 
Chapter VI. His transformation was one of the more visible ones 
ĴƞĜŞňşĴİ̹ ňş̹ ĪŅŵŦşŦŘŦŀňĪĜŘ̹ ŦŵİĴŵ˫̹ )ŦƙĴƘĴŵ˦̹ ƀŅňŹ̹ ƀŵĜşŹĿŦŵŞĜƀňŦş̹ İŦĴŹ̹
not literally mean shifting the perspective but accumulating with the 
time and all cherished and existing within the work at the imagery level 
)ĴşĪĴ˦̹ ŅĴŵĴ̹ƙňƀŅ̹ ƀŅĴ̹ İňǣĴŵĴşƀ̹ ŘĴƘĴŘ̹ ŦĿ̹ ƀŅĴ̹ ŲĜŲĴŵ˦̹ ƀŅĴ̹ ƀŵĜşŹĿŦŵŞĜƀňŦş̹
and the accumulated calligraphic understanding is tried through the 
ŲŅƟŹňĪĜŘ̹ĜŲŲŘňĪĜƀňŦş̹ŦĿ̹ƀŅĴ̹ŹƄŵĿĜĪĴŹ˦̹ĜŹ̹ŹĴĴş̹ňş̹#ňŀ˫̹ʊʎ˫

#Ŧŵ̹ƀŅĴ̹ŘĜŹƀ̹ĴƞĜŞŲŘĴŹ̹ŦĿ̹ƀŅĴ̹ŹĴŵňĴŹ̹ŦĿ̹Moments and Periods˦̹#ňŀ˫Ź̹ʋʅ̐ʋʇ̹
ĪĜş̹ ĩĴ̹ ŦĩŹĴŵƘĴİ˦̹ ĪŵĴĜƀĴİ̹ƙňƀŅ̹ ƀŅĴ̹ ƘĴŵƟ̹ ŹĜŞĴ̹ŞĜƀĴŵňĜŘŹ̹ Ĝşİ̹ƙňƀŅ̹ ƀŅĴ̹
very same attitude and concept. 

Fig. 60. Moments and Periods 
vol. 5, Almıla Yıldırım, Sumi ink 
on rice and handmade paper, 
2021, Foto. credit: Almıla Yıldırım.

Fig. 61. Moments and Periods 
vol. 6, Almıla Yıldırım, Sumi 
ink on rice and handmade 
paper 2021, Foto. credit: Almıla 
Yıldırım.



ʋʇʌ

rŅňŘĴ̹ #ňŀ˫Ź̹ ʋʅ̹ Ĝşİ̹ ʋʆ̹ ňŘŘƄŹƀŵĜƀĴ̹ ƀŅĴ̹ ŅĜŵİ̹ ŦşĴ̐ƀŦƄĪŅ̹ ŦĿ̹ ƀŅĴ̹ �ŅňşĴŹĴ̹
ĩŵƄŹŅ˦̹ #ňŀ˫̹ ʋʇ̹ ŹŅŦƙŹ̹ ŦşĴ̐ŹƀŵŦŖĴ̹ŞŦƘĴŹ̹ ŦĿ̹ ƀŅĴ̹ ĩŵƄŹŅ̹ƙňƀŅ̹ ƀŅĴ̹ ŅňŀŅŘƟ̹
İĜŵŖ̹ ĩŘĜĪŖ̹ ĪŦŘŦŵ̹ ŦĿ̹ ƀŅĴ̹ [ƄŞň̐ňşŖ˫̹ ,ƀ̹ ŹŅŦƄŘİ̹ ĩĴ̹ ƄşİĴŵŘňşĴİ̹ ƀŅĜƀ˦̹ ňş̹
ƀŅňŹ̹ ŹĴŵňĴŹ˦̹ ƀŅĴ̹ [ƄŞň̐ňşŖ̹ ňŹ̹şŦƀ̹İňŘƄƀĴİ̹ƙňƀŅ̹ƙĜƀĴŵ˦̹ ŹŦ̹ ƀŅĴ̹ ĪŦŘŦŵ̹ ĩŘĜĪŖ̹
ňŹ̹ ĪŦşŹĴŵƘĴİ˫̹ )ŦƙĴƘĴŵ˦̹ ňş̹ �ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ İňŘƄƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ňşŖ̹ ňŹ̹
ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ ĜƀƀŵňĩƄƀĴ̹ Ĝ̹ İňŞĴşŹňŦş̹ ƀŦ̹ ƀŅĴ̹ ĩŘĜĪŖ̹ ĪŦŘŦŵ̹ ƙňƀŅňş̹ ŦşĴ̹
ŀĴŹƀƄŵĴ̹ŦĿ̹ƀŅĴ̹ŅĜşİ˫̹,ş̹ŞƟ̹ƙŦŵŖŹ˦̹,̹ĿŦĪƄŹ̹Ŧş̹ƀŅĴ̹ĩŦŘİ̹ŞŦƘĴŹ̹Ĝşİ̹ĜƘŦňİ̹
interrupting this boldness of the touch with any kind of degradation 
to capture the intense image of the brush that is the main emphasis 
here. These moves are created by a kind of harsh gesture of the hand to 
ĜĪŅňĴƘĴ̹ ƀŅĴ̹ŞĜƀĴŵňĜŘ̝Ź̹ ŹŅĜŵŲ̹ ňşƀĴŵĜĪƀňŦş̹Ĝşİ̹ ƀŅĴ̹ ňşŖ̝Ź̹ ŵĴǭĴĪƀňŦş̹ƙŅňŘĴ̹
meeting with the surface. 

)ĴŵĴ˦̹ňƀ̹ŞĜƟ̹ĩĴ̹ĜŲŲŵŦŲŵňĜƀĴ̹ƀŦ̹ŞĴşƀňŦş̹ƀŅĴ̹ĜĪĪňİĴşƀ̹Ŧŵ̹ĪŅĜşĪĴ˦̹ƙŅňĪŅ̹
ĩĴŘŦşŀŹ̹ƀŦ̹ŞŦİĴŵşňƀƟ˫̹�ĴĪĜƄŹĴ̹ŦşĪĴ̹ĜŀĜňş˦̹ƀŅňŹ̹ŞĴşƀňŦşĴİ̹ňşƀĴŵĜĪƀňŦş̹
may be considered an accident because of the splashes or stains. 

TĜŵƀňĪƄŘĜŵŘƟ̹ƀŅĴ̹ĿĜĩŵňĪĜƀňŦş̹ŦĿ̹ĜĪĪňİĴşƀŹ̹̐ĜŹ̹ňş̹ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹#ŵĜşĪňŹ̹�ĜĪŦş̹
˾ʆʊʋʆ̐ʆʋʇʋ˿̹Ĝşİ̹ŅňŹ̹ƀŅŵŦƙňşŀ̹ŦĿ̹ŲĜňşƀ̹Ĝƀ̹ƀŅĴ̹ĪĜşƘĜŹ˦̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ŖĴƟ̹
ĿĴĜƀƄŵĴ̹ Ĝşİ̹ ĪŦŞŲŦşĴşƀ̹ ŦĿ̹ ŞŦİĴŵş̹ Ĝŵƀ˰̹ ŅŦƙĴƘĴŵ˦̹ ňƀ̹ ŅĜŹ̹ ĩĴĴş̹ ĪĜŵŵňĴİ̹
ƀŦ̹ ƀŅĴ̹ŲŵĴŹĴşƀ̹İĜƟ̹Ĝşİ̹ŅĜŹ̹ĩĴĴş̹ƄŹĴİ̹ĩƟ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹
şĜŞĴŘƟ̹ AĴƄŘŞĜş˦̹ ;ĜŞŲĜŹ̹ Ŧŵ̹ �ŦŖňşŹ˦̹ Ĝşİ̹ ƀŅĴňŵ̹ ŹŲŘĜŹŅĴŹ˦̹ ňşŖ̹ İŵŦŲŹ̹
ĪŵĴĜƀĴİ̹ ĜŹ̹ Ĝ̹ ŘĜŹƀ̹ ƀŦƄĪŅ̹ ŦĿ̹ ƀŅĴ̹ ĪŦŞŲŦŹňƀňŦş˦̹ ĜŹ̹ ƙĴŘŘ˫̹ )ĴşĪĴ˦̹ ňş̹ ƀŅĴŹĴ̹
ƙŦŵŖŹ˦̹ ĜĪĪňİĴşƀŹ̹İŦ̹şŦƀ̹ ŘňƀĴŵĜŘŘƟ̹ ĪŦƘĴŵ̹ ƀŅĴ̹ ƀĴŵŞ̹ ňş̹ ƀŅĴ̹ ŹĜŞĴ̹ŹĴşŹĴ̹ĜŹ̹
the work of the contemporary calligrapher since the calligrapher is 
fully aware of the process even if he experiments.

�ĪĪŦŵİňşŀ̹ ƀŦ̹ bƄŵşĴŵ̹ ˾ʇʅʆʆ˿˦̹ ĜŘŘ̹ ŦĿ̹ ƀŅĴŹĴ̹ ĪĜş̹ ĩĴ̹ ĜŹŹƄŞĴİ̹ ĜŹ̹ ƀŅĴ̹ ŹƀĜƀĴ̹
ĩĴƀƙĴĴş̹̚ĜĪĪňİĴşƀ̹Ĝşİ̹ňşƀĴşƀňŦş˦̹ŅŦƙ̹ƀŅĴ̹ĴƟĴ̹Ĝşİ̹ĩŵĜňş̹ƙŦŵŖ̹ƀŦŀĴƀŅĴŵ˦̹
˧˦̹ĪŵĴĜƀĴ̹̚ĜĪĪňİĴşƀĜŘ̛̹Ŧŵ̹̚ŞƄŘƀň̐ŹƀĜĩŘĴ̹ňŞĜŀĴŹ̛̛̹˾ʇʅʆʆ˥̹ŲĜŵĜ˫̹ʇʆ˿˫̹

Fig. 62. Moments and Periods 
vol. 7, Almıla Yıldırım, Sumi 
ink on rice and handmade 
paper 2021, Foto. credit: Almıla 
Yıldırım.
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,ş̹ ƀŅňŹ̹ ŹĴŵňĴŹ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ƀŅĴŵĴ̹ ĜŵĴ̹ ƘĜŵňŦƄŹ̹ ĿĜĩŵňĪĜƀĴİ̹
accidents through anticipating the reaction of the material with respect 
to the moves of the hand. Even the exact reaction cannot be organized; 
ŹƀňŘŘ˦̹ ƀŅĴ̹ ĴƞŲĴŵňĴşĪĴ̹ Ĝşİ̹ ŵĴŲĴƀňƀňŦş̹ ŀňƘĴ̹ Ĝ̹ ĪŅĜşĪĴ̹ ƀŦ̹ İŦŞňşĜƀĴ̹ ƀŅĴ̹
material for the sake of fabrication in this sense.

�Ź̹AĪBňǣ̹ ˾ʆʎʎʍ˿̹ ĪŘĜňŞŹ˦̹ ̚�̹ĪŦŞŲŘňĪĜƀĴİ̹ĴƞŲŵĴŹŹňƘĴ̹ŀĴŹƀƄŵĴ̹ ĪĜşşŦƀ̹ĩĴ̹
broken down into a lesson plan. It can only be learned through practice 
Ĝşİ̹ ŵĴŲĴƀňƀňŦş˦̹ ƙňƀŅ̹ ƀŅĴ̹ ŀŦĜŘ̹ ŦĿ̹ ŵĴĜĪŅňşŀ̹ Ĝ̹ ŲŦňşƀ̹ ƙŅĴş̹ ňƀ̹ ŅĜŲŲĴşŹ̹
ňşŹƀňşĪƀňƘĴŘƟ̛̹˾ʆʎʎʍ˥̹ʆʌʈ˿˫̹�şİ̹ƀŅĴ̹ŹŖňŘŘĴİ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ŅĴŵĴ̹ĩĴĪŦŞĴŹ̹ƀŅĴ̹
one that is responding and balancing the winds of the creative process. 
#Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ňƀ̹ ňŹ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ ƀŵƟ̹ ƘĜŵňŦƄŹ̹ ŞŦƘĴŹ̹ ƀŦ̹ ŞĜňşƀĜňş̹
ĪŦşǬİĴşĪĴ̹ƙňƀŅ̹ƀŅĴ̹ŞĜƀĴŵňĜŘ˦̹ĜŹ̹ƙĴŘŘ̹ĜŹ̹ƙňƀŅ̹ƀŅĴ̹ŞŦƘĴŹ˦̹Ĝşİ̹ĜŘŹŦ̹ŘĴĜŵş̹
to act out of control consciously.

�ŲĜŵƀ̹ĿŵŦŞ̹ƀŅĴ̹ĴŞŲŘŦƟĴİ̹ŞĜƀĴŵňĜŘŹ˦̹ƀŅĴ̹ŲŵňŞĜŵƟ̹İňǣĴŵĴşĪĴ̹ƙňƀŅ̹ĴĜŵŘňĴŵ̹
works of this series is that any of the moves here do not refer to the 
basic strokes to construct any script. That means there is no ductus as 
Ĝ̹ŵĴĿĴŵĴşĪĴ̹ƀŅĜƀ̹ňŹ̹ĿŦŘŘŦƙĴİ˫̹)ĴşĪĴ˦̹ĜĿƀĴŵ̹ĴŘňŞňşĜƀňşŀ̹ƀŅĴ̹ƀĴƞƀ˦̹ƀŅĴ̹ƙŦŵİ˦̹
Ĝşİ̹ ƀŅĴ̹ ŘĴƀƀĴŵ̹ ňş̹ ƀŅĴ̹ĴĜŵŘňĴŵ̹ŲŵĜĪƀňĪĴŹ˦̹ ňƀ̹ ĪĜş̹ĩĴ̹ŹĜňİ̹ ƀŅĜƀ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹
ŲŵĜĪƀňĪĴŹ̹ŲŵĴŹĴşƀĴİ̹ňş̹ƀŅňŹ̹ŲĜŵƀ˦̹ƀŅĴ̹şĴƞƀ̹ŹƀĴŲ̹ňŹ̹İĴƀĴŵŞňşĴİ̹ĜŹ̹ŹƀŵňŲŲĴİ̹
of any representative strokes of known script styles followed by any 
ƀƟŲĴ̹ ŦĿ̹ ŘĴƀƀĴŵĿŦŵŞŹ˫̹ ,ƀ̹ ĪĜş̹ ĩĴ̹ ŹĴĴş̹ ĜŹ̹ Ĝş̹ ĴǣŦŵƀ̹ ƀŦ̹ ŵĴǭĴĪƀ̹ ƀŅĴ̹ ŲĜŵƀŹ̹ ŦĿ̹
a whole spontaneously with a calligraphy background that has unique 
ƀŦƄĪŅĴŹ˫̹,ƀ̹ ňŹ̹ŲŵĴĿĴŵŵĴİ̹ƀŦ̹ŵĴŲĴĜƀ̹ƀŅĴ̹ǬŵŹƀ̹ŹƀŵŦŖĴ̹ƀŦƄĪŅĴŹ̹ƙňƀŅ̹ŹŘňŀŅƀŘƟ̹
İňǣĴŵĴşƀ̹ŞŦƘĴŹ˦̹ĪŵĴĜƀňşŀ̹ƘňŹƄĜŘ̹ƘĜŵňĴƀňĴŹ̹ƙňƀŅňş̹ƀŅĴ̹ŹƀŵŦŖĴŹ˫

AŦŵĴŦƘĴŵ˦̹ĜŹ̹�ŵŦƙş̝Ź̹ĜĩŹƀŵĜĪƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙŦŵŖŹ̹̐şŦƀ̹ňşƘŦŘƘňşŀ̹ŘĴƀƀĴŵŹ˦̹
instead consisting of ink moves and photo shots of these moves -that is 
ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˦̹ƀŅĴŹĴ̹ŹĴŵňĴŹ̹ŦĿ̹ƙŦŵŖ̹ĜŘŹŦ̹ŞĜƟ̹şŦƀ̹ĩĴ̹ĜĪĪĴŲƀĴİ̹
ĩƟ̹ŹŦŞĴ̹ĜŹ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĴŹŲĴĪňĜŘŘƟ̹ĪŦşŹňİĴŵňşŀ̹ƀŅĴ̹ƙŦŵİ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƀŅĜƀ̹
derives from Greek kallos and graphos˦̹ƙŅňĪŅ̹ňŹ̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,,˫̹

�ŲĜŵƀ̹ ĿŵŦŞ̹ ƀŅĴ̹ ňşƀĴŵŲŵĴƀĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ƙŦŵİ̹ ŘňƀĴŵĜŘŘƟ˦̹ ƀŅĴ̹ ĪŦŞŞŦş̹
ĴƞŲĴĪƀĜƀňŦş̹ ĜĩŦƄƀ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ŅĴşĪĴ̹ ƙŵňƀňşŀ̹ ƀŅĜƀ̹ ňşƘŦŘƘĴŹ̹ ŘĴƀƀĴŵňşŀ˦̹
ĜŹ̹ �ŵŦƙş̹ ˾ʇʅʆʌ˿̹ ŹƀĜƀĴŹ˦̹ ňŹ̹ ̚ƀŦ̹ ĴƞŲĴĪƀĜƀňŦşŹ̹ ƀŅĜƀ̹ ĜŘŘ̹ ŲĜňşƀňşŀ̹ŞƄŹƀ̹ ĩĴ̹
ǬŀƄŵĜƀňƘĴ̛̹ ˾ʇʅʆʌ˥̹ ʇʈʌ˿˫̹AŦŵĴŦƘĴŵ˦̹ ĜŹ̹ ŹŅŦƙş̹ƙňƀŅ̹ ƀŅĴ̹İňŹĪƄŹŹňŦş̹ŦĿ̹#Ĝŵ̹
Eastern calligraphy in Chapter IV and the Middle Eastern calligraphy in 
�ŅĜŲƀĴŵ̹q˦̹ƀŅňŹ̹ŲŵĴŞňŹĴ̹ňŹ̹İĴşňĴİ˫̹,ƀ̹ňŹ̹ňŞŲŦŵƀĜşƀ̹ƀŦ̹ŵĴŞĴŞĩĴŵ̹ƀŅĜƀ̹ƀŅĴ̹
latter general notion of writing and calligraphy was widespread before 
abstraction started to be embraced in these genres. 

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ ĜŹ̹ AĴİňĜƘňŘŘĜ̹ ˾ʆʎʎʋ˿̹ şŦƀĴŹ˦̹ ňĿ̹ ŦşĴ̹ ƙĜşƀŹ̹ ƀŦ̹
establish a hierarchy of styles of calligraphy and divides them into 
ĪĜƀĴŀŦŵňĴŹ̹ ŹƄĪŅ̹ ĜŹ̹ ƀŅĴ̹ ĪŘĜŹŹňĪ̹ ŹƀƟŘĴŹ̹ ƀŅĜƀ̹ ĿŦŘŘŦƙ̹ ƀŅĴ̹ ŘňşĴ̹ ŦĿ̹ ƀŵĜİňƀňŦş˦̹
modern styles based on cursive letterforms also may contain gestural 
ŹƀŵŦŖĴŹ̹ĜŹ̹ ňş̹ƀŅĴ̹şňşĴƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˫̹bŅĴ̹ŲƄŵĴŘƟ̹ĜĩŹƀŵĜĪƀ̹ŹƀƟŘĴ˦̹ƙŅňĪŅ̹
ĪŅĴŵňŹŅĴŹ̹ şƄŞĴŵŦƄŹ̹ şĴƙ̹ ŲŘĜŹƀňĪ̹ ŲŦŹŹňĩňŘňƀňĴŹ˦̹ ĜŘŹŦ̹ ƙĴŘĪŦŞĴŹ̹ ƀŅĴ̹
ĜŹŲĴĪƀ̹ŦĿ̹ ňşƘĴşƀňƘĴşĴŹŹ̹ƀŅĜƀ̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹ŹŖňŘŘ˦̹ ƀŅĴ̹ĴƞŲĴŵňŞĴşƀ˦̹Ĝşİ̹ƀŅĴ̹
competence of the calligrapher with the tools and materials. In this 
ŀĴşŵĴ˦̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖŹ̹ĜŵĴ̹ŅňŀŅŘƟ̹ŲĴŵŹŦşĜŘ̹
in which each feature may contribute its originality without losing 
ĜƀƀĴşƀňŦş̹ƀŦ̹ŹŅĜŲĴŹ˦̹ŘňşĴŹ˦̹Ŧŵ̹ĜşƟ̹ƘňŹƄĜŘ̹ĴŘĴŞĴşƀŹ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹)ĴşĪĴ˦̹ňƀ̹
is not wrong to claim that these strokes or images are also written with 
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Ĝ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ĩĜĪŖŀŵŦƄşİ˫̹�ƘĴş̹ňƀ̹ŹĴĴŞŹ̹ƀŅĜƀ̹ňƀ̹ĪŵĴĜƀĴŹ̹ĪŦşƀŵĜİňĪƀňŦşŹ˦̹
ĜŹ̹ ŹƀĜƀĴİ̹ ĴĜŵŘňĴŵ˦̹ ĜŹ̹ ňş̹ ƀŅĴ̹ ĪĜŹĴ̹ŦĿ̹ŞƟ̹ƙŦŵŖŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ŲŵĴŹĴşƀĴİ̹ŅĴŵĴ˦̹
western contemporary calligraphy practices have become open works 
ĜŹ̹ ňş̹ƀŅĴ̹şŦƀňŦş̹ŦĿ̹�ĪŦ̹ ˾ʆʎʍʎ˿˦̹ ƀŅĜƀ̹ĪŦşŹňŹƀŹ̹Ĝşİ̹ĪŅĴŵňŹŅ̹ĜŞĩňŀƄňƀƟ˦̹ĜŹ̹
well as personal interpretations that are open to discuss.

rňƀŅ̹ƀŅĴ̹ƘĴŵƟ̹ŹĜŞĴ̹ĜƀƀňƀƄİĴ˦̹ ,̹ŲŵĜĪƀňĪĴİ̹ĜşŦƀŅĴŵ̹ŹĴŵňĴŹ̹ĪĜŘŘĴİ̹̚[ƀŵňŖĴŹ̹
ƘŹ˫̹[ƀŵŦŖĴŹ̛̹ňş̹ʇʅʇʇ̹Ĝşİ̹ƄŹĴİ̹ĜŘŘ̹ƀŅĴ̹ŞĜƀĴŵňĜŘŹ̹ƀŅĜƀ̹,̹ŞĴşƀňŦşĴİ̹ňş̹ŲĜŵƀ̹
̚ʌ˫ʇ˫̹ �ŅŦŦŹňşŀ̹ ƀŅĴ̹ ŞĜƀĴŵňĜŘŹ̹ ĿŦŵ̹ ƀŅĴ̹ ŲĴŵŹŦşĜŘ̹ ŲŵĜĪƀňĪĴŹ˦̛ ̹ şĜŞĴŘƟ̹ ƀŅĴ̹
ŵƄŘňşŀ̹ŲĴş˦̹ ƀŅĴ̹ĩŵŦĜİ̹ĴİŀĴ̹ĩŵƄŹŅ˦̹Ĝşİ̹ ƀŅĴ̹�ŅňşĴŹĴ̹ĩŵƄŹŅ˫̹ ,ş̹ ƀŅĴ̹şĴƞƀ̹
ŲĜŵƀ˦̹ňƀ̹ƙňŘŘ̹ĩĴ̹ŹňŀşňǬĪĜşƀ̹ƀŦ̹ŦĩŹĴŵƘĴ̹Ĝşİ̹ĴƞĜŞňşĴ̹ƀŅňŹ̹ŹĴŵňĴŹ̹ƀŦ̹ĿŵĜŞĴ̹
where I arrive at contemporary calligraphy conceptually and practically. 

7.3.3. The series of Strikes vs. Strokes

bŅňŹ̹ ňŹ̹ ƀŅĴ̹ ŲĜŵƀ̹ƙŅĴŵĴ̹ ƀŅĴ̹ ̚[ƀŵňŖĴŹ̹ƘŹ˫̹ [ƀŵŦŖĴŹ̛̹ ŹĴŵňĴŹ̹ƙňŘŘ̹ ĩĴ̹ ĴƞĜŞňşĴİ˦̹
ƙŅňĪŅ̹ƙĜŹ̹ĪŵĴĜƀĴİ̹ ňş̹ʇʅʇʇ˦̹ĜŹ̹Ĝ̹Ŗňşİ̹ŦĿ̹ĴƞŲĜşŹňŦş̹ŦĿ̹ ƀŅĴ̹ĜƀƀňƀƄİĴ̹ŦĿ̹ŞƟ̹
earlier series that are mentioned before. It is the expansion because of a 
similar perception of western calligraphy that can be observed through 
the works I presented in this part. Some works present various texture 
ŲŵĜĪƀňĪĴŹ̹ĜŹ̹,̹ĪŵĴĜƀĴİ̹ ňş̹ƀŅĴ̹ǬŵŹƀ̹ŹĴŵňĴŹ˦̹ ̚TĴş̹bĴŹƀňşŀ˦̛ ̹Ĝşİ̹ŹŦŞĴ̹ŲŵĴŹĴşƀ̹
ŹňŞňŘĜŵ̹ŲŵĜĪƀňĪĴŹ̹ƙňƀŅ̹ƀŅĴ̹ŹĴŵňĴŹ̹ŦĿ̹̚AŦŞĴşƀŹ̹Ĝşİ̹TĴŵňŦİŹ̛̹ƙňƀŅ̹ƀŅĴ̹Źƀňǣ̹
touch of the Chinese brush on the surface of the rice paper with condensed 
[ƄŞň̐ňşŖ˦̹ƙŅňŘĴ̹ŦƀŅĴŵŹ̹ĿŦĪƄŹ̹Ŧş̹ƀŅĴ̹ĩŵŦĜİ̹ĴİŀĴ̹ĩŵƄŹŅ̹ŹƀŵŦŖĴ̹ƀŅĜƀ̹ĪŵĴĜƀĴİ̹
ƙňƀŅ̹ƀŅĴ̹[ƄŞň̐ňşŖ̹ňş̹ŦŵİĴŵ̹ƀŦ̹ŵĴǭĴĪƀ̹ƀŅĴ̹ĴşĴŵŀƟ̹ŦĿ̹ƀŅĴ̹ŞŦŞĴşƀ˫̹

bŅĴ̹ ƀňƀŘĴ̹ ŦĿ̹ ƀŅňŹ̹ ŹĴŵňĴŹ˦̹ ̚[ƀŵňŖĴŹ̹ ƘŹ˫̹ [ƀŵŦŖĴŹ˦̛ ̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ƙŅĜƀ̹ ĩĜŹňĪĜŘŘƟ̹
these exhibited works cover in this series. While strike represents a 
ŞŦŵĴ̹ ĜŀŀŵĴŹŹňƘĴ̹ ĜƀƀňƀƄİĴ̹ ƀŦƙĜŵİ̹ ƀŅĴ̹ ŹƄŵĿĜĪĴ˦̹ ňƀ̹ ŅĴŘŲŹ̹ ƀŦ̹ ƀŵňŀŀĴŵ̹ ƀŅĴ̹
chaos mentioned earlier as a feature that exists in the postmodern 
mindset and the practices of contemporary western calligraphers. 
�ŅĜŦŹ˦̹ ĿŦŵ̹ŞĴ˦̹ŵĴĿĴŵŹ̹ƀŦ̹Ĝ̹Ŗňşİ̹ŦĿ̹ƙňŘİ̹ŹŲŦşƀĜşĴňƀƟ̹ŦĿ̹ƀŅĴ̹ŅĜşİ̹ƀŅĜƀ̹ňŹ̹
created through the performance of calligraphic works. When there is 
şŦ̹ĪŦşƀŵŦŘ̹Ŧŵ̹ŦŵİĴŵ˱ĜşƀňĪňŲĜƀňŦş̹ňş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ňƀ̹ŞĜƟ̹ŹĴşİ̹Ĝş̹ňşƘňƀĜƀňŦş̹
ƀŦ̹ƀŅĴ̹ĴƞŲĴŵňŞĴşƀĜƀňŦş̹Ĝşİ̹ƄşňŴƄĴ˦̹ƄşŵĴŲĴĜƀĜĩŘĴ˦̹Ŧŵ̹şŦş̐ŵĴŲŵŦİƄĪňĩŘĴ̹
˾ĪĜşşŦƀ̹ĩĴ̹ĪŦŲňĴİ˿̹ĴǣĴĪƀ̹ƀŅĜƀ̹ŞĜƟ̹ĴƘŦŖĴ̹Ĝ̹Ŗňşİ̹ŦĿ̹ƀĴşŹňŦş̹Ŧŵ̹ƀŵĜşŹŞňƀ̹
ƀŅĜƀ̹ ƀĴşŹňŦş̹ ƀŦ̹ ƀŅĴ̹ ĜƄİňĴşĪĴ˫̹ )ŦƙĴƘĴŵ˦̹ ňƀ̹ ŹŅŦƄŘİ̹ ĩĴ̹ ƄşİĴŵŘňşĴİ̹ ƀŅĜƀ̹
there may still exist a kind of control within this unrepeatable act 
due to the calligraphic training and trained muscles that become an 
intrinsic knowledge of the mind and the muscle. It is the feature that 
excited me as I observed that other contemporary calligraphers such as 
AĴƄŘŞĜş˦̹�ŦŖňşŹ˦̹Ŧŵ̹;ĜŞŲĜŹ̹ĜŘŹŦ̹ŹŅĜŵĴ˫

#ƄŵƀŅĴŵŞŦŵĴ˦̹ ƀŅĴ̹ ŹƀŵŦŖĴ̹ ŅĴŵĴ̹ ňŹ̹ Ĝş̹ ňşİňŹŲĴşŹĜĩŘĴ˦̹ ĩĜŹňĪ˦̹ Ĝşİ̹
fundamental unit of calligraphy for me that carries the essence and the 
ĪŦŵĴ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹ƙŅĴş̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ŲĴŵĪĴňƘĴİ̹ĜŹ̹
ƀŅĴ̹ĴƞƀĴşİĴİ̹ŞĴĜşňşŀ̹ŦĿ̹ ƀŅĴ̹ƙŵňƀňşŀ˦̹ ňşĪŘƄİňşŀ̹ŞĜŵŖ̐ŞĜŖňşŀ˫̹[ƀŵňŖĴŹ̹
Ĝşİ̹ ŹƀŵŦŖĴŹ̹ ŹĴĴŞ̹ƘĴŵŹƄŹ̹ ĴĜĪŅ̹ ŦƀŅĴŵ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ƀňƀŘĴ̹ ŅĴŵĴ˫̹)ŦƙĴƘĴŵ˦̹
ĩŦƀŅ̹ĜŵĴ̹ĪŦŞŲŘĴŞĴşƀĜŵƟ̹ňş̹ƀŅĴŹĴ̹ĪŦŞŲŦŹňƀňŦşŹ˦̹ĴƘĴş̹ňĿ̹ŦşĴ̹ŞĜƟ̹ňşƘňƀĴ̹
ĪŅĜŦŹ˦̹Ĝşİ̹ƀŅĴ̹ŦƀŅĴŵ˦̹ƙŅĴş̹ĪŦşƀŵŦŘŘĴİ˦̹ĴŹƀĜĩŘňŹŅĴŹ̹ŦŵİĴŵ̹Ŧş̹ƀŅĴ̹ŹƄŵĿĜĪĴ˫

�ŘŘ̹ĜŵĴ̹ŖňşİŹ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŞĜŵŖŹ̹̐ƙňƀŅŦƄƀ̹ĜşƟ̹ŹŲĴĪňǬĪ̹ŘĴƀƀĴŵ̹Ŧŵ̹ƀĴƞƀ̹̐
that are left on the surface with the knowledge that is accumulated 
during the doctoral research. 



ʋʈʅ

7ĜĪŖŹŦş̹˾ʆʎʍʆ˿̹ŹƀĜƀĴŹ˥̹

When we make things with our hands we put into them energy which comes from our 
innermost self. When we see and feel objects which were made by craftsmen long dead 
I believe we can still sense their energy lying beneath each brush-stroke or sweep of the 
ŲĴş˦̹Ĝşİ̹ƙĴ̹ĪĜş̹ŵĴŹŲŦşİ̹ƀŅňŹ̹ĴşĴŵŀƟ̹ĜŹ̹ŞƄĪŅ̹ĜŹ̹ƀŦ̹ƀŅĴ̹ŦĩœĴĪƀ̝Ź̹ŹƄŵĿĜĪĴ̹ĩĴĜƄƀƟ̹Ŧŵ̹ňşŀĴşƄňƀƟ̹
of design. When we ourselves write we not only communicate information by the choice 
and sequence of the words; we also reveal something of our inner spirit with every tremor 
ŦĿ̹ƀŅĴ̹ŅĜşİ˫̹˾7ĜĪŖŹŦş˦̹ʆʎʍʆ˥̹ʆʈ˿

rŅĜƀ̹7ĜĪŖŹŦş̹ƄşİĴŵŘňşĴŹ̹ŅĴŵĴ̹ ňŹ̹ that the marks that remain from the 
ĩĴŀňşşňşŀ̹ŦĿ̹ƀŅĴ̹ŅƄŞĜş̝Ź̹ĴƞŲĴŵňŞĴşƀ˦̹ĴƘĴş̹ĩĴĿŦŵĴ̹ƀŅĴ̹ĜŘŲŅĜĩĴƀ˦̹ĜŲĜŵƀ̹
ĿŵŦŞ̹ ĩĴňşŀ̹ ŲŅƟŹňĪĜŘ̹ ĴƘňİĴşĪĴ̹ ŦĿ̹ ňşŀĴşƄňƀƟ̹ Ĝşİ̹ ŹŖňŘŘ˦̹ ĜŘŹŦ̹ ŲŵŦƘňİĴ̹ Ĝ̹
ŹňŀşňǬĪĜşƀ̹ŘňşŖ̹ĩĴƀƙĴĴş̹̚ŅĴĜŵƀ̹Ĝşİ̹Şňşİ̛̹˾7ĜĪŖŹŦş˦̹ʆʎʍʆ˥̹ʆʈ˿˦̹ƀŅĜƀ̹ŲŦňşƀŹ̹
at the feelings and emotions that are mentioned above. 

�ƘĴşƀƄĜŘŘƟ˦̹ŅĴŵĴ̹ňş̹ŞƟ̹ƙŦŵŖŹ˦̹ĴŘňŞňşĜƀňşŀ̹ƀŅĴ̹ŘĴƀƀĴŵ̹Ĝşİ̹ƀĴƞƀ˦̹ĪŵĴĜƀňşŀ̹Ĝ̹
ƙŦŵŖ̹ƙňƀŅ̹œƄŹƀ̹ŦşĴ̹ƀŦƄĪŅ̹ŦĿ̹ƀŅĴ̹ĩŵƄŹŅ̹Ŧŵ̹ŦşĴ̹ŹƀŵŦŖĴ˦̹ĴƘĴş̹ňĿ̹ƀŅĴƟ̹ĪĜŵŵƟ̹
ƘĜŵňŦƄŹ̹ ŵĴĿĴŵĴşĪĴŹ˦̹ ĪŦŞĴŹ̹ ƙňƀŅ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş˦̹ ƀĴĪŅşňĪĜŘ̹ ŖşŦƙŘĴİŀĴ˦̹
ƀĜĪňƀ̹ŖşŦƙŘĴİŀĴ˦̹ĜŘŹŦ̹ŞňşİŹĴƀ̹ŦĿ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹Ŧŵ̹ƀŅĴ̹AňİİŘĴ̹�ĜŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ƀŅĴ̹ĜĪƀ̹ňŹ̹ĩĜŹňĪĜŘŘƟ̹ƀŦ̹ŘĴĜƘĴ̹Ĝ̹ŞĜŵŖ̹ĩƟ̹Ĝ̹ƙŵňƀňşŀ̐ŘňŖĴ̹ŀĴŹƀƄŵĴ̹ŦĿ̹
ƀŅĴ̹ŅĜşİ˫̹,ƀ̹ĪŦŞĴŹ̹ĿŵŦŞ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ĩĜĪŖŀŵŦƄşİ˰̹ŅĴşĪĴ˦̹ňƀ̹ňŹ̹ĪŘĜňŞĴİ̹
here that there is no bias about calling them calligraphic marks.

�şŦƀŅĴŵ̹ ŹňŀşňǬĪĜşƀ̹ ňŹŹƄĴ̹ ƀŅĜƀ̹ ňŹ̹ şĴĴİĴİ̹ ƀŦ̹ ĩĴ̹ ƄşİĴŵŘňşĴİ̹ ŅĴŵĴ̹ ňŹ̹
ƀŅĴ̹ ŲŵŦƞňŞňƀƟ̹ ŦĿ̹ 7ĜĪŖŹŦş̝Ź̹ ŹƀĜƀĴŞĴşƀŹ̹ ƙňƀŅ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ Ĝŵƀ̹ Ĝşİ̹
ĪĜŘŘňŀŵĜŲŅƟ̹ŞňşİŹĴƀ˦̹ƙŅňĪŅ̹ĪĜş̹ĩĴ̹ŹĴĴş̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ƘĜŵňŦƄŹ̹ƙŦŵŖŹ̹ŦĿ̹ƀŅĴ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ƀŅĜƀ̹ĜŵĴ̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˦̹ĜŘŹŦ̹ƀŅŵŦƄŀŅ̹
ŞƟ̹ŲŵĜĪƀňĪĴŹ̹ƀŅĜƀ̹ĜŵĴ̹ŦĩŹĴŵƘĴİ̹ňş̹ƀŅňŹ̹ĪŅĜŲƀĴŵ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ ňƀ̹ƙňŘŘ̹ĩĴ̹
ƄŹĴĿƄŘ̹ƀŦ̹ƄşİĴŵŘňşĴ̹ŦşĪĴ̹ĜŀĜňş̹ƀŅĴ̹ŹňŀşňǬĪĜşƀ̹ĿĴĜƀƄŵĴŹ̹ŦĿ̹ƀŅĴ̹ŞňşİŹĴƀ̹ƀŅĜƀ̹
can be traced to the marks through the works presented here.

�Ź̹ŹƀĜƀĴİ̹ĴĜŵŘňĴŵ̹ňş̹�ŅĜŲƀĴŵŹ̹,,,˦̹ ,q˦̹Ĝşİ̹q,˦̹ƀŅĴ̹ŘňşĴ̹ĩĴƀƙĴĴş̹ƀŅĴ̹rĴŹƀ̹
and East in terms of calligraphy has already started to be blurry. That 
ŞĴĜşŹ̹ şƄŞĴŵŦƄŹ̹ ƙĴŹƀĴŵş̹ ĜŵƀňŹƀŹ̹ ŅĜƘĴ̹ ĩĴĴş̹ ňşǭƄĴşĪĴİ̹ ĩƟ̹ 7ĜŲĜşĴŹĴ̹
Ĝşİ̹ �ŅňşĴŹĴ̹ ŘĜşİŹĪĜŲĴŹ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ ƀŅĴ̹ ĜŲŲŘňĪĜƀňŦş̹ ŦĿ̹ ňşŖ̹ ŲĜňşƀňşŀ˫̹
rŅňŘĴ̹�ŅňşĴŹĴ̹ňşŖ̹ŲĜňşƀňşŀ̹ĿŦĪƄŹĴŹ̹Ŧş̹ƀŅĴ̹ňŞĜŀĴ̹Ŧş̹ƀŅĴ̹ŹƄŵĿĜĪĴ˦̹ŵĜƀŅĴŵ̹
ƀŅĜş̹ ŵĴŲŵŦİƄĪňşŀ̹ ƀŅĴ̹ ĜŲŲĴĜŵĜşĪĴ̹ ŦĿ̹ƙŅĜƀ̹ ňŹ̹ ŵĴŲŵĴŹĴşƀĴİ˦̹ ƀŅĴƟ̹ ŲŵĴĿĴŵ̹
ƀŦ̹ĿŦŘŘŦƙ̹ƀŅĴňŵ̹Ŧƙş̹ƄşİĴŵŹƀĜşİňşŀ˰̹ňş̹ĪŦşƀŵĜŹƀ˦̹ƀŅĴ̹ƙĴŹƀĴŵş̹ĜŵƀňŹƀ̹ƙŅŦ̹
ŅĜİ̹ĩĴĴş̹ŵĴŲŵŦİƄĪĴİ̹ŦĩœĴĪƀŹ̹ŦĩœĴĪƀňƘĴŘƟ̹ĩƟ̹ƄƀňŘňƥňşŀ̹ŹĪňĴşƀňǬĪ̹ŞĴƀŅŦİŹ̹
ŹƄĪŅ̹ĜŹ̹ŲĴŵŹŲĴĪƀňƘĴ˦̹ĜşĜƀŦŞƟ˦̹ŘňŀŅƀ˦̹Ĝşİ̹ĪŦŘŦŵ˫̹AŦŵĴŦƘĴŵ˦̹ŦŵňĴşƀĜŘ̹ĜŵƀňŹƀŹ̹
İŦ̹şŦƀ̹ ŹĴŲĜŵĜƀĴ̹ŲĜňşƀňşŀ̹ ĿŵŦŞ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ ňŹ̹ŅňŀŅŘƟ̹İňǤĪƄŘƀ̹ ƀŦ̹
ƄşİĴŵŹƀĜşİ̹ Ĝşİ̹ ĪŦşĪĴňƘĴ̹ ĿŵŦŞ̹ ƀŅĴ̹ ŲŦňşƀ̹ ŦĿ̹ ƀŅĴ̹rĴŹƀ˫̹ )ŦƙĴƘĴŵ˦̹ ƀŅĴ̹
ňşǭƄĴşĪĴ̹ŦĿ̹ŦŵňĴşƀĜŘ̹ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ŲĜňşƀňşŀ̹ňş̹ƀŅĴ̹rĴŹƀ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹
ĿĴŘƀ̹ňş̹ƀŅĴ̹ƀƙĴşƀňĴƀŅ̹ĪĴşƀƄŵƟ̹˾$ŦşƥĝŘĴƥ˦̹ʇʅʇʅ˿˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹
,q˫̹�ƘĴş̹ƀŅŦƄŀŅ̹ŹŦŞĴ̹Ǭşİ̹ƀŅĴŹĴ̹ňşǭƄĴşĪĴŹ̹ĪĜŘŘňŀŵĜŲŅňĪ˦̹ňƀ̹ňŹ̹İĴĩĜƀĜĩŘĴ˦̹
ĜŹ̹ ŞĴşƀňŦşĴİ̹ ĴĜŵŘňĴŵ˦̹ ƙňƀŅŦƄƀ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ňşŹňŀŅƀ˦̹ ƙŅĴƀŅĴŵ̹ ƀŅĴŹĴ̹
artists manage to relate to their brush and ink movement to express 
ƀŅĴ̹ŵĴŘĜƀňŦşŹŅňŲ̹ƀŦ̹ƙŵňƀňşŀ˫̹bŅĜƀ̹ ňŹ̹ƙŅƟ̹,̹ŹƀŵĴŹŹ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ƀĴŵŞ˦̹
which refers to the artist’s background gained through practical and 
theoretical knowledge. 

;ŦŦŖňşŀ̹ Ĝƀ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ ƘĜŵňŦƄŹ̹ ĪŦŞŞŦş̹
ĿĴĜƀƄŵĴŹ̹İĴƀĜĪŅĴİ̹ŅĴŵĴ̹ĜŹ̹ňşǭƄĴşĪĴİ̹ĩƟ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ŞňşİŹĴƀ˦̹ƙŅňĪŅ̹
ŹĴĴŞŹ̹ƀŦ̹ĩĴ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ĿĴĜƀƄŵĴ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹
in the search for more expressive marks and images that already exist 
ňş̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ňş̹�ŅĜŲƀĴŵ̹q,˫

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE



ʋʈʆ

[ƀĴƘĴşŹ̹ ˾ʇʅʆʈ˿̹ ŀŵĴĴƀŹ̹ ƀŅĴ̹ ňşƀĴŵĴŹƀ̹ ňş̹ şŦş-western attitudes toward 
calligraphy as an impetus to free creativity. That reveals how the 
western tradition lacked the freedom to interpret and create a unique 
attitude mentioned in Chapter III.

#ŵŦŞ̹ ƀŅĴ̹ ĩĴŀňşşňşŀ˦̹ ƙňƀŅ̹ ŞƟ̹ ĴĜŵŘƟ̹ ňşƀĴŵĜĪƀňŦş̹ ƙňƀŅ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹
ƙňƀŅŦƄƀ̹ŹƄǤĪňĴşƀ̹ŖşŦƙŘĴİŀĴ̹ŦĿ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹,̹ŵĴĜŘňƥĴİ̹ƀŅĜƀ̹
ŞƟ̹ňşƀĴşƀňŦş̹ƙĜŹ̹ƀŦ̹ĿŦĪƄŹ̹Ŧş̹ƀŅĴ̹ŹƀŵŦŖĴŹ˦̹Ĝşİ̹ĜŹŹĴŹŹňşŀ̹ňƀ̹ĜŹ̹Ĝş̹ňŞĜŀĴ˦̹
ĜŹ̹ŞĴşƀňŦşĴİ̹ĩĴĿŦŵĴ˦̹ĪŦŞĴŹ̹ƙňƀŅ̹ƀŅĴ̹ĴƞŲĴŵňŞĴşƀĜŘ̹ƀƟŲŦŀŵĜŲŅƟ̹ňşƀĴŵĴŹƀ̹
and research during my master thesis research. With the knowledge 
ŀĜňşĴİ̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ŞňşİŹĴƀ̹ ĩĴŅňşİ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ Ĝŵƀ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ ,̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĪŦşşĴĪƀ̹ ƀŅĴ̹ ŵĴŘĜƀňŦş̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ ƙĴŹƀĴŵş̹
ĜĩŹƀŵĜĪƀ̹ ĜŵƀňŹƀŹ˰̹ ĜŘŹŦ˦̹ ,̹ŞĜşĜŀĴİ̹ ƀŦ̹ ŘŦĪĜƀĴ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ĜƀƀňƀƄİĴŹ̹ ňş̹ ƀŅĴ̹ ŹĴşŹĴ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹rňƀŅ̹ ƀŅňŹ̹ ƀĴĪŅşňĪĜŘ˦̹
ŲŵĜĪƀňĪĜŘ˦̹ Ĝşİ̹ ƀŅĴŦŵĴƀňĪĜŘ̹ ňşĿŦŵŞĜƀňŦş˦̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ ƙňŘŘňşŀ̹ ƀŦ̹
ĜƀƀŵňĩƄƀĴ̹ ĜİŅĴŹňƘĴ̹ ƘĜŘƄĴ̹ ƀŦ̹ ƀŅĴňŵ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŲĴŵĪĴŲƀňŦş˦̹ ƙňŘŘ̹ ŅĜƘĴ̹
an extended vision and awareness of that issue. The interest in non-
ƙĴŹƀĴŵş̹ĜƀƀňƀƄİĴŹ̹ƀŦƙĜŵİ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĜŹ̹[ƀĴƘĴş̹ŞĴşƀňŦşŹ˦̹ ňŹ̹ĜŹŹĴŹŹĴİ̹
ĜŹ̹ĴŹŹĴşƀňĜŘ̹ƀŦ̹ŀĜňşňşŀ̹ňşŹňŀŅƀ̹ĿŦŵ̹ĜŵƀňŹƀňĪ̹ĴƞŲĴŵňŞĴşƀŹ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹
#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ŲĜŵƀ̹ŦĿ̹ƀŅňŹ̹İŦĪƀŦŵĜŘ̹ŵĴŹĴĜŵĪŅ˫

rŅĜƀ̹ ňŹ̹ ŦĩŹĴŵƘĴİ˦̹ ĜŹ̹ ĴƞĜŞňşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ q,˦̹ ƀŅŵŦƄŀŅ̹ ƘĜŵňŦƄŹ̹
ƙŦŵŖŹ̹ ŦĿ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŹƀĜŵƀĴİ̹
to be considered as something in which the tools and materials are 
used as channels to transmit the current energy and emotion of 
ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ˫̹ bŅĴ̹ ŀĴŹƀƄŵĴ̹ ŦĿ̹ ƀŅĴ̹ ŅĜşİ˦̹ ĜŵŞ˦̹ ƙŵňŹƀ˦̹ Ĝşİ̹ ĴƘĴş̹ ƀŅĴ̹
ǬşŀĴŵ̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĩĴ̹ ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ ĪŦşŹňİĴŵ˦̹ ƙŅňĪŅ̹ ĜŵĴ̹ ĩĜŹňĪĜŘŘƟ̹ ƀŅĴ̹
ĿƄşİĜŞĴşƀĜŘ̹ ĿĴĜƀƄŵĴŹ̹ ŦĿ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ĝşİ̹ ŹŲĴĜŖňşŀ̹ ŦĿ̹
ŀĴŹƀƄŵĜŘ̹ŲĜňşƀňşŀ˦̹ĜŹ̹˾$ŦşƥĝŘĴƥ˦̹ʇʅʆʌ˿̹ƄşİĴŵŘňşĴŹ˦̹ĩĴňşŀ̹ňş̹ƀŅĴ̹�ĜŹƀ̹ŹňşĪĴ̹
ƀŅĴ̹ƀŅňŵƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹ƙňƀŅŦƄƀ̹ĩĴňşŀ̹ĴşƀňŵĴŘƟ̹ĜĩŹƀŵĜĪƀ˦̹ŹƄĪŅ̹ĜŹ̹ƀŅĴ̹ ).÷ 
of Zen art that is mentioned in Chapter IV. It is not an ideogram and 
ŅĜŹ̹şŦ̹ ŹŲĴĪňǬĪ̹ŞĴĜşňşŀ˰̹ ŅŦƙĴƘĴŵ˦̹ ňƀ̹ ňŹ̹ Ĝ̹ ŹňŀşňǬĪĜşƀ̹ ŲĜŵƀ̹ ŦĿ̹7ĜŲĜşĴŹĴ̹
ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ňŹ̹ĜŲŲŵĴĪňĜƀĴİ̹ĿŦŵ̹ňƀŹ̹ŹƟŞĩŦŘňĪ̹ŞĴĜşňşŀ̹ĜŹ̹ƀŅĴ̹ŀĴŹƀƄŵĴ˦̹
ŹŅĜŲĴ˦̹ Ĝşİ̹ŞŦƘĴŞĴşƀ̹ ŦĿ̹ ƀŅĴ̹ ňşŖ̹ ƀŅŵŦƄŀŅ̹ ňƀŹ̹ ŹňŞŲŘĴ̹ ĜŲŲĴĜŵĜşĪĴ˫̹bŅňŹ̹
ňŹŹƄĴ̹ ňŹ̹ ĜŘŹŦ̹ ĪŅĴŵňŹŅĴİ̹ ňş̹ ŞƟ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ƄşİĴŵŹƀĜşİňşŀ˦̹ ňş̹ ƙŅňĪŅ̹
the focus point is not the work itself initially but the energy and the 
emotion that are revealed. That means the calligrapher starts to be the 
İĴƀĴŵŞňşňşŀ̹ĿĴĜƀƄŵĴ˦̹ĪŦşƀŵĜŵƟ̹ƀŦ̹ƀŅĴ̹ƀŵĜİňƀňŦşĜŘ̹ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ ňş̹ƙŅňĪŅ̹
ƀŅĴ̹ ŹĪŵňĩĴŹ̹ƙĴŵĴ̹ ĜşŦşƟŞŦƄŹ̹ ŲŵňŞĜŵňŘƟ˦̹ Ŧŵ̹ ĴƘĴş̹ ŖşŦƙş̹ ĩƟ̹ şĜŞĴ˦̹ ŹƀňŘŘ̹
didn’t exist as an artist but rather a copyist.  

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ŘŦŦŖňşŀ̹Ĝƀ̹ƀŅĴ̹İňǣĴŵĴşĪĴŹ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹Ĝ̹
ƙŦŵİ̹Ĝşİ̹Ĝş̹ňŞĜŀĴ̹ĜŘŹŦ̹ŵĴŘĜƀĴŹ̹ƀŦ̹Ĝ̹ĩĜŹňĪ̹İňǣĴŵĴşĪĴ̹ĩĴƀƙĴĴş̹�ĜŹƀ̹Ĝşİ̹
West. While the word can conceptualize the image as a poem in the 
rĴŹƀ˦̹ƀŅĴ̹ƙŦŵİ̹Ŧŵ̹ŘĴƀƀĴŵ̹ňŹ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹şĴƄƀŵĜŘ̹ŲŅƟŹňĪĜŘŘƟ̹ĜŹ̹ňş̹$ŦşƥĝŘĴƥ̹
˾ʇʅʇʅ˿̝Ź̹ƙŦŵİŹ˰̹ƀŅĴŵĴ̹ĴƞňŹƀŹ̹̚ŞŦŵƀĜŘňİĜİ̹ƘňŹƄĜŘ̛̹˾1$.0�'�(*-/�'$/4˿̹˾ʇʅʇʅ˥̹
ŲĜŵĜ˫̹ʇʈ˿̹ ňş̹ ƀĴƞƀ˦̹ƙŦŵİŹ˦̹Ŧŵ̹ ŘĴƀƀĴŵŹ˫̹ ,ş̹ ƀŅňŹ̹ŹĴşŹĴ˦̹ƙŅĴş̹ ,̹ƙŵňƀĴ̹Ĝ̹rŦŵİ̹
ƀŅĜƀ̹ĪĜş̹ĩĴ̹ŵĴĜİ˦̹ƀŅĴ̹ǬŵŹƀ̹ňŞŲƄŘŹňƘĴ̹ĜĪƀ̹ňŹ̹ƀŦ̹ŵĴĜİ˫̹rŅĴşĴƘĴŵ̹,̹ŹƀĜŵƀĴİ̹ƀŦ̹
ĿŦĪƄŹ̹Ŧş̹ƀŅĴ̹ŹƀŵŦŖĴ˦̹ƀŅĴ̹ƘňĴƙĴŵ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĜŹŹĴŹŹ̹ƀŅĴ̹ƙŦŵŖ̹ňş̹Ĝ̹İňǣĴŵĴşƀ̹
way because there were no recognizable signs or a pre-assigned 
meaning on it. It leads to observing my work as open-ended that the 
viewer may catch various features depending on their background. This 
is the highly trigger point of the contemporary concept of calligraphy 
that leaves space for calligraphers to move.

VII. PERSONAL CALLIGRAPHY PRACTICES



ʋʈʇ

The literal content of the written character is not the only meaningful 
ƀŅňşŀ̹ňş̹Ĝ̹ƙŵňƀƀĴş̹ƙŦŵİ̹ĿŦŵ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹bŅĴ̹ƙĜƟ̹Ĝ̹ƙŦŵİ̹ňŹ̹
written is as important as what the word itself is meant to convey as a 
ĪŦşĪĴŲƀ˦̹ƙŅňĪŅ̹ŘĴĜİŹ̹ƄŹ̹ƀŦ̹ƀŅĴ̹ŲňĪƀŦŵňĜŘ̹ĜŹŲĴĪƀ̹ƀŅĜƀ̹ňŹ̹şĜŵŵĜƀĴİ̹ƙňƀŅ̹ƀŅĴ̹
ƙŵňƀƀĴş̹ƙŦŵİ˦̹ĜŹ̹ŹňŀşňǬĪĜşƀ̹ĜŹ̹ƙŅĜƀ̹ňŹ̹ƙŵňƀƀĴş˫̹)ŦƙĴƘĴŵ˦̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ĜŹ̹ ňş̹ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹ĜŹĴŞňĪ̹ƙŵňƀĴŵŹ̹ŞĴşƀňŦşĴİ̹ ňş̹ŲĜŵƀ̹̚ʋ˫ʉ˫̹
�ŹĴŞňĪ̹ƙŵňƀňşŀ̹ŵĴŘĜƀĴİ̹ƀŦ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̛ ̹ƀŅŵŦƄŀŅ̹
ƀŅĴňŵ̹ŲŵĜĪƀňĪĴŹ̹ƀŅĜƀ̹ĜŵĴ̹ĴŘňŞňşĜƀĴİ̹ƀŅĴ̹ŘĴƀƀĴŵ˦̹ƙŦŵİ˦̹Ŧŵ̹ƀĴƞƀ˦̹şŦƀ̹ĩĴňşŀ̹Ĝ̹
ŹĴŵƘĜşƀ̹ ŦĿ̹ ƀŅĴ̹ ƀĴƞƀ˦̹ ĴƘňİĴşƀŘƟ̹ƙĜşƀ̹ ƀŦ̹ŅňŀŅŘňŀŅƀ̹ ƀŅĴ̹ ĿĴĜƀƄŵĴŹ̹ ňşŅĴŵĴşƀ̹
ňş̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ňş̹ƀŅĴňŵ̹Ŧƙş̹ƙŦŵŖŹ̹Ĝşİ̹ĴƘĴş̹ŞĜŖĴ̹ňƀ̹Ĝ̹ĿŦĪĜŘ̹
point as in the case of my own works that are presented here. 

#ƄŵƀŅĴŵŞŦŵĴ˦̹ $ŦşƥĝŘĴƥ̹ ˾ʇʅʇʅ˿̹ ŹƄŞŞĜŵňƥĴŹ̹ ŦŵňĴşƀĜŘ̹ Ĝŵƀ̹ ĜŹ̹ ŹŘŦƙ˦̹ şŦş̐
ŘňşĴĜŵ˦̹ ĿŦĪƄŹĴİ̹Ŧş̹ĪŦŞŲŦŹňƀňŦş̹Ĝşİ̹ ƀŅŦƄŀŅƀ˦̹ Ĝşİ̹ ňşŹŲňŵĴİ̹ĜŵƀňŹƀŹ̹ƙŅŦ̹
ŞŦƘĴİ̹ ňş̹ İňǣĴŵĴşƀ̹ ŲŦŘňƀňĪĜŘ˦̹ ĿŦŵŞĜŘ˦̹ Ĝşİ̹ ĴƞŲŵĴŹŹňƘĴ̹ İňŵĴĪƀňŦşŹ˫̹ )Ĵ̹
ĪŦşƀňşƄĴŹ̹ ƀŦ̹ ĜŹŹĴŹŹ̹ ňƀ̹ ĜŹ̹ Ĝ̹ ŹŦƄŵĪĴ̹ ŦĿ̹ ňŞĜŀĴŹ˦̹ ŹŅĜŲĴŹ˦̹ Ĝşİ̹ ŲĜƀƀĴŵşŹ˦̹
which also become inspiration points for contemporary western 
ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ƀŦ̹ŵĴǭĴĪƀ̹Ŧş̹ƀŅĴ̹İĴŲƀŅ̹ŦĿ̹ƀŅĴňŵ̹ƙŦŵŖ˫̹)ĴŵĴ˦̹[ƀĴƘĴşŹ̹˾ʇʅʆʈ˿̹
İĴǬşĴŹ̹İĴŲƀŅ̹ ĜŹ̹ŅňŹ̹ ŹƀĜƀĴŞĴşƀŹ̹ ĜĩŦƄƀ̹ ƀŅĴ̹ŴƄĜŘňƀƟ̹ ŦĿ̹ ƀŅĴ̹ ŘňşĴ̹ Ĝşİ̹ ƀŅĴ̹
ĪĜŘŘňŀŵĜŲŅňĪ̹ ŹĴşŹňĩňŘňƀƟ̹ ŦĿ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ ĜŵĴ̹ ĴƞŲŘĜňşĴİ̹ ňş̹
�ŅĜŲƀĴŵ̹q,˫̹ #Ŧŵ̹ ŹƄŵĴ˦̹ ŅĴ̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹
)ĴşĪĴ˦̹ ŦşĪĴ̹ ĜŀĜňş˦̹ ňƀ̹ ňŹ̹ ŦĩŹĴŵƘĴİ̹ ƀŅĜƀ̹#Ĝŵ̹�ĜŹƀĴŵş̹ Ĝşİ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
western calligraphy mindsets started to be likened to each other with 
ƀŅĴ̹ňşƀĴşƀňŦş̹ŦĿ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ŞĴ̹ňşĪŘƄİĴİ˫̹
)ŦƙĴƘĴŵ˦̹ňƀ̹ňŹ̹ŞŦŵĴ̹ĜŲŲŵŦŲŵňĜƀĴ̹ƀŦ̹İĴƀĴĪƀ̹ƀŅňŹ̹ŹňŞňŘĜŵňƀƟ̹ĜŹ̹ĪĜŘŘňŀŵĜŲŅƟ̹
that started to reach a universal language rather than vernacular 
ĜŹ̹ ňş̹ ƀŅĴ̹ ƀŵĜİňƀňŦşĜŘ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ Ŧŵ̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ ĪŦŲƟňşŀ̹ Ŧŵ̹
ŞňŞňĪŖňşŀ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫

AĴĜşƙŅňŘĴ˦̹ ƀŅĴ̹ ŲňĪƀŦŵňĜŘ̹ ĿĴĜƀƄŵĴ̹ ňş̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ňŹ̹ ŲŵňƘňŘĴŀĴİ̹ ŦƘĴŵ̹ ƀŅĴ̹
şĜŵŵĜƀňƘĴ˦̹ ĪŦşƀŵĜŵƟ̹ ƀŦ̹ ƀŅĴ̹rĴŹƀ˦̹ Ĝşİ̹ ňƀ̹ ĪĜş̹ĩĴ̹ ŹĴĴş̹ ňş̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
and ideograms that exist many variants that the same ideogram can 
ŅĜƘĴ̹ƀŦ̹ŵĴŘĜƀĴ̹ƀŦ̹ƀŅĴ̹ƙĜƟ̹ňƀ̹ňŹ̹ƙŵňƀƀĴş˦̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹Ĝ̹ƘňƀĜŘ̹ŲŵĜĪƀňĪĴ̹
ŦĿ̹�ŅňşĴŹĴ̹ĪƄŘƀƄŵĴ˦̹ƙŅňĪŅ̹ňŹ̹ĜŘŹŦ̹Ĝ̹ŲĜŵƀ̹ŦĿ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹Ĝŵƀ˦̹ŅĜŹ̹Ĝş̹
ĜĴŹƀŅĴƀňĪ̹ĜŲŲĴĜŘ̹ƀŅŵŦƄŀŅ̹ňƀŹ̹ŹƀŵŦŖĴŹ̹˾xĴŀŦŵŦƘĜ˦̹ʇʅʇʅ˿˫̹rňƀŅ̹ňƀŹ̹ŲňĪƀŦŵňĜŘ̹
ĿĴĜƀƄŵĴ˦̹ňƀ̹ňŹ̹ĿŦĪƄŹĴİ̹Ŧş̹ƀŅĴ̹ƘňƀĜŘ̹ĴşĴŵŀƟ̹ƀŅĜƀ̹ĪňŵĪƄŘĜƀĴŹ̹ĩŦƀŅ̹ňş̹ŲĜňşƀňşŀ̹
Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ŹƀŵŦŖĴŹ˦̹ ƙŅňĪŅ̹ ňŹ̹ Ĝ̹ ƀƙŦ̐İňŞĴşŹňŦşĜŘ̹
space depending on the writing of the character. It is assessed as the 
ňşƀĴŵĜĪƀňŦş̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̝Ź̹ ĜĪƀňƘňƀƟ̹ Ĝşİ̹ ƀŅĴ̹ŞĜƀĴŵňĜŘ˦̹ ĜŘŹŦ̹
“the comings and goings between the support and the body of the 
ĪĜŘŘňŀŵĜŲŅĴŵ̛̹˾�ŹĪĜşİĴ˦̹ʇʅʆʎ˥̹ŲĜŵĜ˫̹ʊ˿˫̹

These are basically pointing at the understanding of the contemporary 
ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ ƙŅŦ̹ ŲŵĜĪƀňĪĴŹ̹ ŅňŹ̹ ƙŦŵŖŹ̹ ĜŹ̹ Ĝ̹ ŲĴŵĿŦŵŞĜşĪĴ˦̹
ŞŦƘĴŹ̹ƙňƀŅ̹ňƀŹ̹ŞĜƀĴŵňĜŘ̹ĜŹ̹Ĝş̹ňşŹƀŵƄŞĴşƀ˦̹Ĝşİ̹ŵĴĜĪƀŹ̹ĜĪĪŦŵİňşŀ̹ƀŦ̹ƀŅĴ̹
moment. 

�ŹĪĜşİĴ̹ ˾ʇʅʆʎ˿̹ ƄşİĴŵŘňşĴŹ˦̹ ̚bŅĴ̹ ĩŵƄŹŅ̹ ŹƀŵŦŖĴŹ̹ ĜŵĴ̹ şŦƀ̹ ŲĴŵĪĴňƘĴİ̹ ĜŹ̹
separations or borders between themselves or between the lines and 
ƀŅĴ̹ ŹƄŵĿĜĪĴ˦̹ ĩƄƀ̹ ĜŹ̹ ŵŅƟƀŅŞňĪ̹ ̚ŞŦƘňşŀ̹ ŹƀŵŦŖĴŹ˦̛ ̹ ŘňşŖĴİ̹ ƀŦŀĴƀŅĴŵ̹ ňş̹ Ĝş̹
ŦŵŀĜşňĪ̹ŵĴŘĜƀňŦşŹŅňŲ˫̹bŅĜƀ̹ňŹ̹ƙŅƟ˦̹ĜŘƀŅŦƄŀŅ̹ƀŅĴ̹ĜŲŲŵĴĪňĜƀňŦş̹ŞĜƟ̹ŹĴĴŞ̹
ĪĴşƀĴŵĴİ̹Ŧş̹ƀŅĴ̹ŹƀŵŦŖĴ̹ŦĿ̹ƀŅĴ̹ĩŵƄŹŅ˦̹ŵĜƀŅĴŵ̹ňƀ̹ŵĴŹƀŹ̹Ŧş̹ƀŅĴ̹ŵĴŘĜƀňŦşŹŅňŲ̹
ĩĴƀƙĴĴş̹ƀŅĴ̹ŦĩŹĴŵƘĴŵ̹Ĝşİ̹ƀŅĴ̹ĜŵƀňŹƀ̛̹˾�ŹĪĜşİĴ˦̹ʇʅʆʎ˥̹ŲĜŵĜ˫̹ʊ˿˫̹



ʋʈʈ

All these explanations reveal my insistence on experiencing calligraphy 
ĜŹ̹Ĝş̹ňŞĜŀĴ̹ĿŦĪƄŹĴİ̹Ŧş̹ŲŘĜŹƀňĪ̹ƘĜŘƄĴŹ˦̹ňşİĴŲĴşİĴşƀ̹ŦĿ̹ŘĴƀƀĴŵŹ̹Ĝşİ̹ƙŦŵİŹ˫̹
Strokes are the fundamental unit of calligraphy that interact with the 
ŹƄŵĿĜĪĴ̹ĜŘŹŦ̹ŦƀŅĴŵ̹ĴşƀňƀňĴŹ̹Ŧş̹ ƀŅĴ̹ŹƄŵĿĜĪĴŹ˦̹ ŹƄĪŅ̹ĜŹ̹ŹƀĜňşŹ̹Ŧŵ̹ ŘňşĴŹ˫̹�ŘŘ̹
create moving energy that is intended to convey to the observer. Hence 
the relation or interaction between the observer and the artist may 
ĩĴ̹ĴŹƀĜĩŘňŹŅĴİ˫̹,ƀ̹ŲŦňşƀŹ̹ƀŦ̹�ĪŦ̝Ź̹ŦŲĴş̹ƙŦŵŖ˦̹ŦşĪĴ̹ĜŀĜňş˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹
ĴĜŵŘňĴŵ˦̹ňş̹ƙŅňĪŅ̹ƀŅĴ̹ĜƄİňĴşĪĴ̹ĜŘŹŦ̹ŅĜŹ̹Ĝş̹ĜĪƀňƘĴ̹ŵŦŘĴ̹ŅĴŵĴ˫̹

#ňŀ˫̹ʋʈ̹ňŹ̹Ĝ̹ŹĴŵňĴŹ̹ƀŅĜƀ̹ňŹ̹ĪŵĴĜƀĴİ̹ƙňƀŅ̹ƀŅĴŹĴ̹ĜĩŦƘĴ̐ŞĴşƀňŦşĴİ̹ĜƀƀňƀƄİĴŹ̹
-to trigger various plastic values or emotions in the name of the 
ĜƄİňĴşĪĴŹ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŲŘĜŹƀňĪ̹ ƄşňƀŹ˦̹ şĜŞĴŘƟ̹ ĩŦŘİ̹ŞĜŵŖŹ˦̹
ŹƀĜňşŹ˦̹Ĝşİ̹ƙŵňƀňşŀ̐ŘňŖĴ̹ŹĪŵňĩĩŘňşŀŹ˫̹

Fig. 63. Strikes vs. Strokes vol. 1, 
Almıla Yıldırım, Sumi ink, marker 
ink, gold leaf on rice paper, 2022, 
Foto. credit: Almıla Yıldırım.



ʋʈʉ

This trilogy started with just bold marks Ĝşİ̹ŹƀĜňşŹ˦̹ĜŹ̹ŹĴĴş̹ňş̹#ňŀ˫̹ʋʉ˦̹
Ĝşİ̹ ňŹ̹ ĴƞŅňĩňƀĴİ̹ ňş̹ Ĝ̹ ŅŦŵňƥŦşƀĜŘ̹ ŵĴŲŵĴŹĴşƀĜƀňŦş̹ ňş̹ ʇʅʇʆ˫̹�ƀ̹ ƀŅňŹ̹ ƀňŞĴ˦̹
the main point that I wanted to achieve was the bold representations 
of calligraphic marks and how to organize the composition limited 
by the white frames to decrease the feeling of being constrained. As 
ŞĴşƀňŦşĴİ̹ ňş̹ ŲĜŵƀ̹ ̚ʌ˫ʈ˫ʇ˫̹bŅĴ̹ [ĴŵňĴŹ̹ ŦĿ̹Moments and Periods” was the 
time that was captured and exhibited as a moment of the hand of 
ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ ŵĴŲŵĴŹĴşƀňşŀ̹ ƀŅĴ̹ ƀňŞĴ̹ ƀŅĜƀ̹ŅĴŵĜŘİŹ̹ ƀŅĴ̹ ŘŦşŀ˦̹ĜŵİƄŦƄŹ̹
period of acquiring calligraphic knowledge.

Fig. 64. Starting Strikes vs. 
Strokes vol. 1, Almıla Yıldırım, 
2022, Foto. Credit: Almıla 
Yıldırım.

Sumi-ink and red marker ink were employed on the rice paper. With two 
ĩŦŘİ̹ĪŦŘŦŵŹ˦̹ňƀ̹ňŹ̹ĜňŞĴİ̹ƀŦ̹ĪŵĴĜƀĴ̹Ĝ̹ƘňŹƄĜŘŘƟ̹ŹƀŵŦşŀ̹ňŞŲĜĪƀ̹ƙňƀŅ̹ƀŅĴ̹ĴşĴŵŀƟ̹
of these two colors and also the depth and dimension to the simple 
surface of the work. Only a tiny touch of the Chinese brush creates an 
ĴşŦŵŞŦƄŹ̹ ŹƀĜňş̹ ƀŅĜş̹ ƀŅĴ̹ ǬŵŹƀ̹ ƀŦƄĪŅ̹ İƄĴ̹ ƀŦ̹ ƀŅĴ̹ ĜĩŹŦŵŲƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ŵňĪĴ̹
ŲĜŲĴŵ˫̹ )ĴşĪĴ˦̹ ňƀ̹ ƙĜŹ̹ İňǤĪƄŘƀ̹ ƀŦ̹ ĜşƀňĪňŲĜƀĴ̹ ƙŅĴŵĴ̹ ƀŅĴ̹ ŹƀĜňş̹ Ŧŵ̹ ŞĜŵŖŹ̹
stopped. That represents the spontaneity and the accidental expectation. 
�ĿƀĴŵ̹Ĝ̹ƟĴĜŵ˦̹,̹ŵĴĴƘĜŘƄĜƀĴİ̹ƀŅňŹ̹ƀŵňŦ̹Ĝşİ̹İĴĪňİĴİ̹ƀŦ̹ĜİŅĴŵĴ̹ƀŦ̹ŞŦŵĴ̹ƄşňƀŹ˦̹
ŹƄĪŅ̹ĜŹ̹ƙŵňƀňşŀ̐ŘňŖĴ̹ŹĪŵňĩĩŘňşŀŹ˦̹ĩĴĪĜƄŹĴ̹ňƀ̹ƙĜŹ̹ƀŅĴ̹ƀňŞĴ̹ƀŅĜƀ̹,̹İĴŘƘĴİ̹ňşƀŦ̹
ƀŅĴ̹ ĜŹĴŞňĪ̹ƙŵňƀĴŵŹ̝̹ŞňşİŹĴƀ˦̹ƙŅňĪŅ̹ ňŹ̹ ŦĩƘňŦƄŹŘƟ̹ ŵĴǭĴĪƀĴİ̹ ňş̹ŞƟ̹ƙŦŵŖŹ̹
ŅĴŵĴ˦̹ĜŘŹŦ̹ƙňƀŅ̹ƀŅĴ̹ŀŦŘİ̹ŘĴĜƘĴŹ˦̹ŵĜşİŦŞŘƟ̹ŵĴŲŘĜĪĴİ˦̹ƀŅĴ̹ĿŵĜŀňŘňƀƟ̹ŹĴĴŞŹ̹ƀŦ̹
ĪŵĴĜƀĴ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ĪŦşƀŵĜŹƀ̹ƙňƀŅ̹ƀŅĴ̹ĩŦŘİ̹ŀĴŹƀƄŵĴ̹ŦĿ̹ƀŅĴ̹�ŅňşĴŹĴ̹ĩŵƄŹŅ˫̹

#ňŀ˫̹ʋʊ̹ ňŘŘƄŹƀŵĜƀĴŹ̹�/-$& .�1.Ī��/-*& .�1*'Ī�9˦̹ƙŅňĪŅ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ ƀƙŦ̹ŞĜňş̹
ŀĴŹƀƄŵĴŹ˥̹ƀŅĴ̹ĪƄŵƘĴ̹Ĝşİ̹ƀŅĴ̹ƘĴŵƀňĪĜŘ˫̹

Fig. 65. Strikes vs. Strokes vol. 
2, Almıla Yıldırım, Sumi ink on 
coated paper, 2022, Foto. 
credit: Almıla Yıldırım.



ʋʈʊ

The stains support the vertical movement that reveals a certain energy 
ŘĴƘĴŘ̹ ŦĿ̹ ƀŅĴ̹ [ƄŞň̐ňşŖ˫̹ �ĿƀĴŵ̹ ĪŵĴĜƀňşŀ̹ Ĝ̹ ŀĴŹƀƄŵĴ˦̹ ŅĴŵĴ˦̹ ŦşĪĴ̹ ĜŀĜňş˦̹ ƀŅĴ̹
second issue is to decide the composition and how to locate the frame. 

bŅĴ̹ŞŦƘĴŞĴşƀ̹ŦĿ̹ƀŅĴ̹ŹƀĜňş̹Ĝşİ̹ƀŅĴ̹ŀĴŹƀƄŵĴ̹ĜŵĴ̹ƘĴŵƀňĪĜŘ˫̹)ĴşĪĴ˦̹ƀŅĴ̹ŞŦŹƀ̹
appropriate angle is to give a breath at the bottom of the composition 
to stress this movement and rhythm. The tension can be sensed 
through the splashes around̹ƀŅĴ̹ŞĜŵŖ˦̹ƙŅňĪŅ̹ŅĜŹ̹Ĝ̹ŹňŞňŘĜŵ̹ŞňşİŹĴƀ̹ƀŦ̹
ĪŵĴĜƀňşŀ̹Ĝş̹ĜŘňƘĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹ŀĴŹƀƄŵĴ̹ƀŅĜƀ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹
ĜŘŹŦ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŞĜŹƀĴŵŹ˦̹ ŹĴĴŖ̹ ĿŦŵ˫̹ ,ƀ̹ ŹƟŞĩŦŘňƥĴŹ̹ ƀŅĜƀ̹
calligraphy can manifest itself through this kind of writing-like gesture 
with the calligraphic background of the calligrapher through just two 
ŹňŞŲŘĴ̹ƀŦŦŘŹ˰̹ĩŵƄŹŅ̹Ĝşİ̹ňşŖ˫̹,ƀ̹ňŹ̹ŲĜŵƀ̹ŦĿ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ŞĴşƀĜŘňƀƟ˫

Hş̹ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ĜŹ̹ŹĴĴş̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ŲŵĜĪƀňĪĴŹ̹ŦĿ̹;ĜĪŅ̹ĴƞĜŞňşĴİ̹ňş̹
�ŅĜŲƀĴŵ̹q,̹ňş̹ŲĜŵƀ̹̚ʋ˫ʎ˫̹�ĴşňŹĴ̹;ĜĪŅ˦̛ ̹ĜşƟ̹Ŗňşİ̹ŦĿ̹ƀŦŦŘ̹ƀŅĜƀ̹ĪĜş̹ŘĴĜƘĴ̹Ĝ̹
mark on the surface can be utilized for calligraphic work. That means 
ĴƘĴş̹ ƀŅĴ̹ ƀŦŦŘŹ̹ Ĝşİ̹ŞĜƀĴŵňĜŘŹ̹ ĜǣĴĪƀ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ƙŦŵŖ̹ƘňŹƄĜŘŘƟ̹ Ĝşİ̹
technically; the main issue is the calligraphic perception and action of 
ƀŅĴ̹ŅĜşİ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ŅĴŵĴ̹ňş̹ŞƟ̹ƙŦŵŖŹ̹ĜŹ̹ƙĴŘŘ˦̹
calligraphic gestures can be appreciated as an abstract entity and even 
ĪĜş̹ĩĴ̹ŲĴŵĪĴňƘĴİ̹ĜŹ̹ŲĜňşƀňşŀ˦̹ƙŅňĪŅ̹ňŹ̹şŦƀ̹Ĝ̹ŹňŀşňǬĪĜşƀ̹ĪŦşĪĴŵş̹ŦĿ̹ŞĴ˦̹
ŹňşĪĴ̹ƙŵňƀňşŀ˦̹ ĜŹ̹ Ĝş̹ ĜĪƀ˦̹ ĪĜş̹ ĪŦƘĴŵ̹ ŲĜňşƀĴŵŘƟ̹ ĜƀƀňƀƄİĴ̹ ĜŹ̹ ĴƞĜŞňşĴİ̹ ňş̹
Chapter VI through the work of Meulman. 

#ňŀ˫̹ʋʋ̹ ňŘŘƄŹƀŵĜƀĴŹ̹Ĝ̹ŀŵŦƄŲ̹ŦĿ̹ƙŦŵŖŹ̹ƀŅĜƀ̹ĪĜŵŵƟ̹Ĝ̹ŹňŞňŘĜŵ̹ĜňŞ˦̹ĪŦşĪĴŵş˦̹
Ĝşİ̹ĜƀƀňƀƄİĴ̹ƀŦ̹ƀŅĴ̹ƙŦŵŖ̹ŞĴşƀňŦşĴİ̹ňş̹#ňŀ˫̹ʋʊ˫̹

Fig. 66. Strikes vs. Strokes vol. 
3, Almıla Yıldırım, Sumi ink on 
coated and handmade paper, 
2022, Foto. credit: Almıla 
Yıldırım.



ʋʈʋ

bŅĴŵĴ̹ ĜŵĴ̹ ǬƘĴ̹ İňǣĴŵĴşƀ̹ ŲňĴĪĴŹ̹ ŦĿ̹ ŀĴŹƀƄŵĴŹ̹ ĪŦşŹňŹƀňşŀ̹ ŦĿ̹ ŹƀŵňŖĴŹ̹ Ĝşİ̹
strokes of the Chinese calligraphy brush with Sumi ink.̹bŅĴ̹ňşŖ˦̹ŦşĪĴ̹
ĜŀĜňş˦̹ ňŹ̹ şŦƀ̹ İňŘƄƀĴİ˰̹ ŅĴşĪĴ̹ ƀŅĴ̹ ŀĴŹƀƄŵĴ̹ ĪĜş̹ ŵĴƘĴĜŘ̹ Ĝ̹ ĩŦŘİ̹ ŹƀŵŦŖĴ̹ Ĝşİ̹
stains that are heavy but at the same time in motion that compliment 
each other.

rňƀŅ̹Ĝ̹ĪŘŦŹĴŵ̹ ŘŦŦŖ̹ ňş̹#ňŀ˫̹ʋʌ˦̹ĜŘŘ̹ ŹƄŵĿĜĪĴŹ̹ŅĜƘĴ̹Ĝ̹ŹĴĪŦşİ̹ ŘĴƘĴŘ̹ŦĿ̹ŲĜŲĴŵ̹
that is handmade with a heavy texture with the aim of articulate an 
ĴƞƀŵĜ̹ ŘĴƘĴŘ̹Ĝşİ̹İňŞĴşŹňŦş̹ƀŦ̹ƀŅĴ̹ƙŦŵŖŹ˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹ ňş̹ƀŅĴ̹ŹĴŵňĴŹ̹ŦĿ̹
Moments and Periods. 

Fig. 67. Closer look to Strikes 
vs. Strokes vol. 3, Almıla 
Yıldırım, 2022, Foto. credit: 
Almıla Yıldırım.



ʋʈʌ

The extra level or dimension here is not utilized as necessary units; 
ŅŦƙĴƘĴŵ˦̹ ňƀ̹ ňŹ̹ ĜňŞĴİ̹ ƀŦ̹ ĩĴşĴǬƀ̹ ĿŵŦŞ̹ ňƀŹ̝̹ ĪŦşƀŵňĩƄƀňŦş̹ ĜŹ̹ ňƀ̹ ŵĴĿĴŵŹ̹ ƀŦ̹
ňƀŹ̹ ĴĪŘĴĪƀňĪ̹ ĪŦşĪĴŲƀ˦̹ƘĴŵŹĜƀňŘňƀƟ˦̹ ŲŘƄŵĜŘňƀƟ˦̹ ŲĜŹƀ̹ Ĝşİ̹ŲŵĴŹĴşƀ̹ ŵĴĿĴŵĴşĪĴŹ˦̹
ƙŅňĪŅ̹ŞĜşňĿĴŹƀ̹ ƀŅĴŞŹĴŘƘĴŹ̹ ƀŅŵŦƄŀŅ̹ĴĜĪŅ̹ƙŦŵŖ̹ŲŵĴŹĴşƀĴİ̹ŅĴŵĴ˦̹ƙŅňĪŅ̹
ňŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŹňŀşňǬĪĜşƀ̹ĿĴĜƀƄŵĴŹ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫

#ňŀ˫̹ʋʍ̹ŹŅŦƙŹ̹ƀŅĴ̹ƀŅňŵİ̹ŲŵĜĪƀňĪĴ̹ŦĿ̹ƀŅňŹ̹ŹĴŵňĴŹ˦̹ĪŦşŹňŹƀňşŀ̹ŦĿ̹ƀƙŦ̹ŲňĴĪĴŹ̹
representing a moment of the one-stroke written by a broad edge brush.

Fig. 68. Strikes vs. Strokes vol. 
4, Almıla Yıldırım, Sumi ink 
on coated paper, 2022, Foto. 
credit: Almıla Yıldırım.



ʋʈʍ

The preparation for this gesture can be seen in various hand moves 
ƀŅĜƀ̹ĜŵĴ̹ ňŘŘƄŹƀŵĜƀĴİ̹ ňş̹#ňŀ˫̹ʋʎ˫̹ ,ƀ̹ ňŹ̹şŦƀ̹ ƀŅĴ̹ŹĜŞĴ̹ŀĴŹƀƄŵĴ̹ŦĿ̹ ƀŅĴ̹ŅĜşİ˰̹
ŅŦƙĴƘĴŵ˦̹ ňƀ̹ƙňŘŘ̹ŀňƘĴ̹ ňşŹňŀŅƀ̹ ňşƀŦ̹ ƀŅĴ̹ ƀĴĪŅşňŴƄĴ̹Ĝşİ̹ŞĜƀĴŵňĜŘ˦̹ ĜŘŹŦ̹ ƀŅĴ̹
process of creating and later deciding how to represent the stroke and 
how to exhibit.

Fig. 69. Practice for creating 
Strikes vs. Strokes vol. 4, Almıla 
Yıldırım, 2022, Foto. credit: 
Almıla Yıldırım.

bŅĴ̹ĩŵƄŹŅ̹ňŹ̹ĩŵŦĜİ̐ĴİŀĴ̹ƙňƀŅ̹Ĝ̹ŅňŀŅŘƟ̹ŘĜŵŀĴ̹ƀňŲ˦̹ŘŦĜİĴİ̹ƙňƀŅ̹ƄşİňŘƄƀĴİ̹
Sumi ink, hence the bold black color can be seen through the stroke. 
BĴƘĴŵƀŅĴŘĴŹŹ˦̹ŹƀňŘŘ˦̹Ĝƀ̹ƀŅĴ̹Ĵşİ̹ŦĿ̹ƀŅĴ̹ŞŦƘĴŞĴşƀ˦̹ƀŅĴ̹ŅĜňŵ̹ŹƀĜŵƀŹ̹ƀŦ̹ĜŲŲĴĜŵ̹
Ĝşİ̹ĪŵĴĜƀĴ̹Ĝ̹ƀĴƞƀƄŵĴ˦̹ĜŘŹŦ̹ŀňƘňşŀ̹Ĝ̹Ņňşƀ̹ĜĩŦƄƀ̹ƀŅĴ̹ƀŦŦŘ̹ĴŞŲŘŦƟĴİ̹ŅĴŵĴ˫̹

bŅĴ̹ĜŲŲĴĜŵĜşĪĴ̹ŦĿ̹ƀŅĴ̹ŅĜňŵ̹ŦĿ̹ƀŅĴ̹ĩŵƄŹŅ̹ŅĜŲŲĴşŹ̹ƄşĪŦşƀŵŦŘŘĜĩŘƟ˰̹ŅĴşĪĴ˦̹
ƙňƀŅ̹ ĴƘĴŵƟ̹ ƀŵƟ˦̹ ƀŅĴ̹ ƘňŹňŦş̹ ƘĜŵňĴŹ˦̹ ŞĜŖňşŀ̹ ňƀ̹ ƄşňŴƄĴ̹ Ĝşİ̹ ƄşĜĩŘĴ̹ ƀŦ̹ ĩĴ̹

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE



ʋʈʎ

ŵĴŲŵŦİƄĪĴİ̹ ŦşĪĴ̹ ĜŀĜňş˦̹ƙŅňĪŅ̹ ňŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŹňŀşňǬĪĜşƀ̹ ĪŘĜňŞŹ̹ ŦĿ̹ ƀŅĴ̹
contemporary calligraphy mindset with its artistic practices. It can also 
ŵĴŘĜƀĴ̹ ƀŦ̹ ƀŵĜİňƀňŦşĜŘ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĜŹ̹ ĴƞŲŘĜňşĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ ,,,˫̹
�ƘĴş̹ňĿ̹ƀŅĴ̹ŹĪŵňĩĴŹ̹ĪŦŲňĴİ̹ƀŅĴ̹ŹĜŞĴ̹ŹƀƟŘĴ˦̹ƀŅĴƟ̹ŅĜİ̹ŅĜşİŹ̹ƀŅĜƀ̹ĪŦƄŘİ̹ĩĴ̹
realized while comparing the various hands of the scribes or observing 
the manuscripts written by more than one scribe. 

bŅĴ̹ ŅĜşİ̹ Ĝşİ̹ ŹĪŵňŲƀ̹ İňǣĴŵ̹ ĿŵŦŞ̹ ĴĜĪŅ̹ ŦƀŅĴŵ̹ Ĝşİ̹ ĜŵĴ̹ ĴƞŲŘĜňşĴİ̹ ĜŹ̹ ƀŅĴ̹
script copied and the hand something varies depending on the scribe. 
)ĴşĪĴ˦̹ĴƘĴş̹ƀŅŦƄŀŅ̹ňƀ̹ňŹ̹şŦƀ̹ĴĜŹƟ̹ƀŦ̹İĴƀĜĪŅ˦̹ĴƘĴŵƟ̹ĪŦŲňĴİ̹ŘĴƀƀĴŵ̹̚Ĝ̛̹ŅĜİ̹
ňƀŹ̹ƄşňŴƄĴ̹ƀŵĜĪĴ̹ŵĴǭĴĪƀĴİ̹ĩƟ̹ƀŅĴ̹ŹĪŵňĩĴ˫̹[ƀňŘŘ˦̹ňƀ̹ňŹ̹şŦƀ̹ŵňŀŅƀ̹ƀŦ̹ĜŹŹĴŹŹ̹ňƀ̹ĜŹ̹
Ĝş̹ĜŵƀňŹƀňĪ̹ƀŵĜĪĴ̹ŹňşĪĴ̹ƀŅĴ̹ŹĪŵňĩĴ̹ƙĜŹ̹ƄşĜƙĜŵĴ̹ŦĿ̹ňƀ˦̹Ŧŵ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅňĪ̹
practice was not assessed as it is today.

#ňŀ˫̹ ʌʅ̹ ŵĴƘĴĜŘŹ̹ ƀŅĴ̹ ƙŅŦŘĴ̹ ŹƀŵŦŖĴ̹ œƄŹƀ̹ ĩĴĿŦŵĴ̹ İĴĪňİňşŀ̹ ƀŅĴ̹ ŴƄĜİŵĜŀĴ˦̹
which is totally determined by the trained eye of a designer and a 
ĪĜŘŘňŀŵĜŲŅĴŵ˫̹ ;ŦĪĜƀňşŀ̹ ƀŅĴ̹ ĿŵĜŞĴŹ̹ ňŹ̹ ĜŹ̹ ŹňŀşňǬĪĜşƀ̹ ĜŹ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹
performance because it may decrease or increase the energy or feeling 
of the brush gesture that is transferred to the audience. 

Fig. 70. Creating process of 
Strikes vs. Strokes vol. 4, 
Almıla Yıldırım, 2022, 
Foto. credit: Almıla Yıldırım.

VII. PERSONAL CALLIGRAPHY PRACTICES



ʋʉʅ

bŅŵŦƄŀŅ̹ ƀŅĴ̹ ĪŦşĪĴŲƀ̹ ŦĿ̹ ĪĜŲƀƄŵňşŀ̹ ƀŅĴ̹ŞŦŞĴşƀ˦̹ ĜŹ̹ ƄşİĴŵŘňşĴİ̹ ňş̹ ƀŅĴ̹
ŹĴĪŦşİ̹ŹĴŵňĴŹ˦̹̚AŦŞĴşƀŹ̹Ĝşİ̹TĴŵňŦİŹ˦̛ ̹�/-$& .�1.Ī��/-*& .�1*'Ī�; is decided 
ƀŦ̹ĿŵĜŞĴ̹ĜŹ̹ŹĴĴş̹ňş̹#ňŀ˫̹ʋʍ˫̹

,ş̹ ƀŅňŹ̹ Ŗňşİ̹ ŦĿ̹ ŲŵĜĪƀňĪĴ˦̹ ƀŅĴŵĴ̹ ňŹ̹ ŦşŘƟ̹ ŦşĴ̹ ŹŅŦƀ˦̹ ĴƘĴş̹ ňĿ̹ ,̹ ŲŵĜĪƀňĪĴ̹ ƀŅĴ̹
stroke over and over again. That means there are no retouches or the 
ŹĴĪŦşİ̹ƀŦƄĪŅ̹ƀŅĜƀ̹ŦƘĴŵŘĜŲ̹Ŧŵ̹ŅĜƘĴ̹Ĝ̹ŵŦŘĴ̹ĜŹ̹Ĝ̹ĪŦŞŲŘĴŞĴşƀĜŵƟ̹Ƅşňƀ˦̹ĜŹ̹
ňş̹ƀŅĴ̹ĴĜŵŘňĴŵ̹ĴƞĜŞŲŘĴŹ̹ƀŅĜƀ̹,̹ŲŵĴŹĴşƀĴİ̹ňş̹ƀŅňŹ̹ĪŅĜŲƀĴŵ˫̹)ĴşĪĴ˦̹ĜĿƀĴŵ̹Ĝ̹
ĪŦƄŲŘĴ̹ŦĿ̹ĜŵŞ̹Ĝşİ̹ŞƄŹĪŘĴ̹ƙĜŵŞňşŀ˦̹ƀŅĴ̹ŹƀĜŵƀ̹Ĝşİ̹ƀŅĴ̹Ĵşİ̹ŲŦňşƀ̹ŹĴĴŞ̹ƀŦ̹
ĪŦşƘĴƟ̹ƀŅĴ̹ĪŅĜŵĜĪƀĴŵ̹ŦĿ̹ƀŅĴ̹ŹƀŵŦŖĴ̹ňş̹Ĝ̹ŹĴşŹĴ˫̹,ƀ̹ňŹ̹şŦƀ̹ŹŘŦƙŘƟ̹ƙŵňƀƀĴş˦̹ŹŦ̹
this tension is required to be delivered through the splashes of the ink 
and the movement of the stroke. 

)ĴŵĴ˦̹ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŞĜşňĿĴŹƀĴİ̹ňƀŹĴŘĿ̹ňş̹Ĝş̹ĴƞŲĜşİĴİ̹
ĪŦşĪĴŲƀ̹ŦĿ̹ƙĴŹƀĴŵş̹ƙŵňƀňşŀ˦̹ĪŅĴŵňŹŅňşŀ̹ƀŅĴ̹ƀŵĜĪĴ̹ŦĿ̹ƀŅĴ̹ƀŦŦŘ˫̹)ĴşĪĴ˦̹ƀŅĴ̹
hand with a writing-like gesture that attributes aesthetic value to the 
ŲĴŵŹŦşĜŘ̹ ňşƀĴŵŲŵĴƀĜƀňŦş̹ ŀĜňşĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ƀĴĪŅşňĪĜŘ˦̹ ŲŵĜĪƀňĪĜŘ˦̹ Ĝşİ̹
ĪŦşĪĴŲƀƄĜŘ̹ŵĴŹĴĜŵĪŅ̹Ĝşİ̹ƀŵĜňşňşŀ̹ƀŅĜƀ̹ ňŹ̹ĴƘňİĴşƀŘƟ̹ ňşŹŲňŵĴİ̹ĩƟ̹ƀŅĴ̹#Ĝŵ̹
Eastern mindset of calligraphy with an eclectic sense that can be traced 
ĴƘĴş̹ňş̹ƀŅĴ̹ŲŦŹƀŞŦİĴŵş̹ƀƟŲŦŀŵĜŲŅĴŵŹ˦̹ƙňƀŅ̹ƀŅĴ̹ĪŦşĪĴŲƀ̹ŦĿ̹ƀŅĴ̹ƙŦŵİ̹ĜŹ̹
Ĝş̹ ňŞĜŀĴ˫̹ bŅĜƀ̹ŞĴĜşŹ̹ƙňƀŅŦƄƀ̹ ŵĴœĴĪƀňşŀ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş˦̹ İĴŲĴşİňşŀ̹ Ŧş̹
ƀŅĴ̹ĜŵƀňŹƀŹ̝̹ŲŦňşƀ̹ŦĿ̹ƘňĴƙ˦̹ĜŘŘ̹ĪĜş̹ĩĴ̹ƄƀňŘňƥĴİ̹ĜŹ̹ŵĴĿĴŵĴşĪĴŹ̹ƀŦ̹ĴƞŲĴŵňŞĴşƀ̹
in the realm of calligraphy.

#ňŀ˫̹ ʌʆ̹ ŹŅŦƙŹ̹ŹňŞňŘĜŵ̹ŲŵĜĪƀňĪĴ̹ ƀŦ̹#ňŀ˫̹ʋʍ˦̹ŲĴŵĿŦŵŞĴİ̹ƙňƀŅ̹ ƀŅĴ̹�ŅňşĴŹĴ̹
ĩŵƄŹŅ˦̹ƀŅňŹ̹ƀňŞĴ̹ƙňƀŅ̹ƀŅĴ̹ŹĜŞĴ̹ĪŦşĪĴŲƀ˫̹�Ź̹ĪĜş̹ĩĴ̹ŦĩŹĴŵƘĴİ̹ŅĴŵĴ˦̹Strikes 
1.Ī� �/-*& .� 1*'Ī� <̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹ ƀƙŦ̐ŲňĴĪĴ̹ ŦĿ̹ ƀŅĴ̹ ŦşĴ̹ ŹƀŵŦŖĴ˦̹ ĴƞŅňĩňƀĴİ̹
ŅŦŵňƥŦşƀĜŘŘƟ˫̹HşĪĴ̹ĜŀĜňş˦̹[ƄŞň̐ňşŖ̹ňŹ̹ƄŹĴİ̹ƙňƀŅŦƄƀ̹İňŘƄƀňşŀ˦̹ŹŦ̹ƀŅĴ̹ĩŦŘİ̹
black color is achieved as a heavy block on the white surface. It is a kind 
ŦĿ̹ĴŘňŞňşĜƀňşŀ̹ƀŅĴ̹ňşƀĴŵŞĴİňĜƀĴ̹ĪŦŘŦŵ̹ƘĜŘƄĴŹ˦̹ƙŅňĪŅ̹ŹƀŵĴŹŹ̹ƀŅĴ̹ĪŦşƀŵĜŹƀ̹
ĩĴƀƙĴĴş̹ƀŅĴ̹ŹƀŵŦŖĴ̹Ĝşİ̹ƀŅĴ̹ŹƄŵĿĜĪĴ˰̹ŅĴşĪĴ˦̹ňƀ̹ŹĴĴŞŹ̹ƀŦ̹ĜƀƀĜĪŅ̹Ĝ̹ĪĴŵƀĜňş̹
level of tension to the harsh gesture of the hand.

Fig. 71. Strikes vs. Strokes vol. 
5, Almıla Yıldırım, Sumi ink 
on coated paper, 2022, Foto. 
credit: Almıla Yıldırım.



ʋʉʆ

#ňŀ˫̹ ʌʇ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ ŅŦƙ̹ ,̹ ŲĴŵĿŦŵŞĴİ̹ ƀŅňŹ̹ ŲňĴĪĴ˦̹ ŹƀĜŵƀňşŀ̹ƙňƀŅ̹ ƀŅĴ̹ ŅĴĜƘňŘƟ̹
loaded Chinese brush meeting the surface and leaving the overloaded 
Sumi-ink on the paper by promoting the movement. It seems similar to 
ƀŅĴ̹ŲĜňşƀ̹ĩŦŞĩ̹ŦĿ̹AĴƄŘŞĜş̹ĴƞĜŞňşĴİ̹ňş̹ŲĜŵƀ̹̚ʋ˫ʊ˫̹BňĴŘŹ̹̚[ŅŦĴ̛̹AĴƄŘŞĜş̛̹
ňş̹�ŅĜŲƀĴŵ̹q,˫̹AĴƄŘŞĜş̹İňŵĴĪƀŘƟ̹ŵĴĿĴŵĴşĪĴŹ̹ŅňŹ̹ŀŵĜǤƀň̹ĩĜĪŖŀŵŦƄşİ̹ƙŅĴş̹
ŅĴ̹ĩŦŞĩĴİ̹ƀŅĴ̹ŹƀŵĴĴƀ̹ƙňƀŅ̹ŅňŹ̹ŀŵĜǤƀň̹ŲňĴĪĴ˫̹)Ĵ̹ňŹ̹ŘňŖĴ̹ĜƀƀĜĪŖňşŀ̹ƀŅĴ̹ƙĜŘŘ˦̹
whereas I try to pursue to capture the harsh energy of the ink when it 
ŞĴĴƀŹ̹ƀŅĴ̹ŹƄŵĿĜĪĴ̹ƙňƀŅ̹ŞƟ̹ŅĜşİ˫̹,ş̹ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ňƀ̹ňŹ̹ŞŦŵĴ̹ŘňŖĴ̹ňşƀĴŵĜĪƀňşŀ̹
rather than attacking. The second step is to move as if marking to see the 
movement that will appear with the hand gesture here.

Fig. 72. Practice for creating 
Strikes vs. Strokes vol. 5, 
Almıla Yıldırım, 2022, 
Foto. credit: Almıla Yıldırım.



ʋʉʇ

#ňŀ˫̹ʌʈ̹ŹŅŦƙŹ̹ŦşĴ̹ŦĿ̹ƀŅĴ̹ŹňŀşňǬĪĜşƀ̹ŲĜŵƀŹ̹ŦĿ̹ŘŦĪĜƀňşŀ̹ƀŅĴ̹ĿŵĜŀŞĴşƀŹ̹ŦĿ̹ƀŅĴ̹
ŹƀŵŦŖĴ˫̹HşĪĴ̹ĜŀĜňş˦̹ƀŅĴ̹ĩĴŀňşşňşŀ̹Ĝşİ̹ƀŅĴ̹Ĵşİňşŀ̹ŲŦňşƀ̹ŦĿ̹ƀŅĴ̹ŞŦƘĴŞĴşƀ̹
ĜŵĴ̹İĴĪňİĴİ̹ƀŦ̹ĩĴ̹ĪĜŲƀƄŵĴİ̹Ĝşİ̹ĴƞŅňĩňƀĴİ̹ĩƟ̹ĿŵĜŞĴŹ˫̹rŅňŘĴ̹ƀŅĴ̹ǬŵŹƀ̹ĿŵĜŞĴ̹
ŲƄƀŹ̹ ĿŦŵƙĜŵİ̹ ƀŅĴ̹ ŹƀŵňŖĴ̹ ŦĿ̹ ƀŅĴ̹ ĩŵƄŹŅ˦̹ ƀŅĴ̹ ŹĴĪŦşİ̹ ĿŵĜŞĴ̹ ĴŞŲŅĜŹňƥĴŹ̹
ƀŅĴ̹ ŦşŀŦňşŀ̹ ŹƀŵŦŖĴ˦̹ Ĝşİ̹ ĩŦƀŅ̹ ĩĜŹňĪĜŘŘƟ̹ ŞĜŵŖŹ̹ ŵĴƘĴĜŘ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹
interpretation of my perception of western writing and hence calligraphy.

#ňŀ˫̹ ʌʉ̹ ňŘŘƄŹƀŵĜƀĴŹ̹ƙŦŵŖ̹ ĴşƀňƀŘĴİ̹�/-$& .�1.Ī� �/-*& .�1*'Ī� =˦̹ Ĝ̹ ƀƙŦ̐ŲňĴĪĴ̹ ŦĿ̹
ƙŦŵŖ̹ŲŘĜşşĴİ̹Ĝşİ̹ĴƞŅňĩňƀĴİ̹ĜŹ̹ŹĴĴş̹ňş̹ƀŅĴ̹ǬŀƄŵĴ˫̹bŅĴ̹�ŅňşĴŹĴ̹ĩŵƄŹŅ̹ƙňƀŅ̹
Sumi-ink is employed with a very similar attitude to the earlier example 
ĜĩŦƘĴ˫̹)ĴŵĴ˦̹ĩŦƀŅ̹ĪŦŞŲŦŹňƀňŦşŹ̹ĜŘŹŦ̹ŅĜƘĴ̹ƀŅĴ̹ŹĴĪŦşİ̹ŘĜƟĴŵ̹ŦĿ̹ƀŅĴ̹ŲĜŲĴŵ˦̹
which is a handmade paper used as a complementary element once 
ĜŀĜňş̹ƀŦ̹ŹƀŵĴŹŹ̹ƀŅĴ̹ƙŦŵŖ̝Ź̹ƀĜĪƀňŘĴ̹ŹĴşŹĴ˦̹ĜŘŹŦ̹ƄşİĴŵŘňşňşŀ̹ƀŅĴ̹ŲŘƄŵĜŘňƀƟ̹ŦĿ̹
ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ŞňşİŹĴƀ̹ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˫

Fig. 73. Creating process of 
Strikes vs. Strokes vol. 5, Almıla 
Yıldırım, 2022, Foto. credit: 
Almıla Yıldırım.

Fig. 74. Strikes vs. Strokes vol. 
6, Almıla Yıldırım, Sumi ink on 
coated and handmade paper, 
2022, Foto. credit: Almıla 
Yıldırım.



ʋʉʈ

bƙŦ̹İňǣĴŵĴşƀ̹ŞŦƘĴŞĴşƀŹ̹ĜŵĴ̹ŲŘĜĪĴİ̹ƀŦ̹ĪŦŞŲŘĴŞĴşƀ̹ĴĜĪŅ̹ŦƀŅĴŵ˦̹Ĝşİ̹ƀŅňŹ̹
ňŹ̹Ĝ̹ŲŘĜĪĴŞĴşƀ̹ňşƀĴşİĴİ̹ƀŦ̹ĩĴ̹ŲĴŵĪĴňƘĴİ̹ĜŹ̹Ĝ̹ŹňşŀŘĴ̹ƙŅŦŘĴ˫̹bŅĴ̹ŲňĴĪĴ̹ƙŦŵŖŹ˦̹
ƙŅňĪŅ̹ĜŵĴ̹ŲŘĜĪĴİ̹ƀŦ̹ŲŵŦƘňİĴ̹ƄşňƀƟ̹ňş̹ĴĜĪŅ̹ŹĴŵňĴŹ̹ňşİňƘňİƄĜŘŘƟ̹Ŧŵ̹ƀŦŀĴƀŅĴŵ˦̹
are the continuing parts of practice in themselves. As for contemporary 
ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˦̹ĴƘĴş̹ƙŅĴş̹ĜŘŘ̹ ƀŅĴňŵ̹ƙŦŵŖŹ̹ĪŦşƀĜňş̹
İňǣĴŵĴşƀ̹ ĪŦşĪĴŲƀŹ̹ Ĝşİ̹ ƀĴĪŅşňŴƄĴŹ˦̹ ňƀ̹ ƙňŘŘ̹ şŦƀ̹ ĩĴ̹ ƙŵŦşŀ̹ ƀŦ̹ ĪŘĜňŞ̹ ƀŅĜƀ̹
they are the continuation of the accumulated technical and theoretical 
knowledge and that each piece of work is a fragment of a whole.

�̹ ĪŘŦŹĴŵ̹ ŘŦŦŖ̹ Ĝƀ̹ Ĝ̹ İňǣĴŵĴşƀ̹ ĜşŀŘĴ̹ ĪĜş̹ ĩĴ̹ ŹĴĴş̹ ňş̹ #ňŀ˫̹ ʌʊ̹ ŦĿ̹ ƀŅĴ̹ƙŦŵŖ̹
�/-$& .�1.Ī� �/-*& .�1*'Ī� =˦̹ƙŅňĪŅ̹ ŵĴƘĴĜŘŹ̹ ƀŅĴ̹ ƀĴşŹňŦş̹ ŦĿ̹ ƀŅĴ̹ ŀĴŹƀƄŵĴ˦̹ ƀŅĴ̹
ŞŦƘĴŞĴşƀ˦̹Ĝşİ̹ŞƟ̹ĿĴĴŘňşŀ̹ƙŅňŘĴ̹ŲŵĜĪƀňĪňşŀ̹ƀŅĴŹĴ̹ŀĴŹƀƄŵĴŹ˫̹�Ĵňşŀ̹ĜĩŘĴ̹
to exist individually is at the core of calligraphic performances as an 
Ĝŵƀ̹ĿŦŵŞ˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ƀŅĴ̹ŲĴŵŹŦşĜŘ̹ƀŦƄĪŅ̹ĩĴĪŦŞĴŹ̹Ĝ̹İňǣĴŵĴşƀňĜƀňŦş̹
contemporary from the tradition of western calligraphy. Even if 
,̹ ŲŵĜĪƀňĪĴ̹ ƀŅĴ̹ ŹƀŵŦŖĴŹ̹ ŦƘĴŵ̹ Ĝşİ̹ ŦƘĴŵ̹ ĜŀĜňş˦̹ ňƀ̹ ňŹ̹ ĴƘňİĴşƀ̹ ƀŅĜƀ̹ ƀŅĴ̹
performance consists of spontaneous and unpredictable parts. It is a 
ŹňŀşňǬĪĜşƀ̹ ĿĴĜƀƄŵĴ̹ ŦĿ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŞňşİŹĴƀ˦̹ ƙŅňĪŅ̹
refers to the artistic feature of western calligraphy that the calligrapher 
interacts with the work and the material without focusing on the result.

Fig. 75. Closer look to Strikes 
vs. Strokes vol. 6, Almıla 
Yıldırım, 2022, Foto. credit: 
Almıla Yıldırım.



ʋʉʉ

)ŦƙĴƘĴŵ˦̹ ƀŅĴ̹ ŵĴŹƄŘƀ̹ ňŹ̹ ƀŅĴ̹ ŲĜŵƀ̹ ƀŅĜƀ̹ ŞĜƟ̹ ňşƀĴŵĜĪƀ̹ƙňƀŅ̹ ƀŅĴ̹ ĜƄİňĴşĪĴ̹
since it is a kind of open work that the audience participates in through 
observing and interpreting or assessing the work depending on his 
ĩĜĪŖŀŵŦƄşİ̹ ŦĿ̹ ŅňŞ˫̹ ,ƀ̹ ĩĴĪŦŞĴŹ̹ ĪŵƄĪňĜŘ̹ ƀŦ̹ ŵĴǭĴĪƀ̹ Ŧş̹ ŞƟ̹ ŲŵĴŹĴşĪĴ̹ ňş̹
the event and the way I am involved and a part of it to the audience. 
�ĴĪĜƄŹĴ̹ňş̹ƀŅĴŹĴ̹ƙŦŵŖŹ˦̹ƙŅĴŵĴ̹,̹ŹĴĜŵĪŅ̹ĿŦŵ̹ĜŵƀňŹƀňĪ̹ĴƞŲŵĴŹŹňŦş˦̹ĩĴňşŀ̹Ĝş̹
individual with my own existence and calligraphy understanding and 
ĴƞŲĴŵňĴşĪĴ̹ĪŦŞĴŹ̹ǬŵŹƀ̹ňş̹ƀŅĴŹĴ̹ƙŦŵŖŹ˦̹ĪŦşƀŵĜŵƟ̹ƀŦ̹ĩĴňşŀ̹Ĝş̹ĜşŦşƟŞŦƄŹ̹
ŹĪŵňĩĴ̹ ŦĿ̹ ƀŅĴ̹ ŲĜŹƀ˫̹ bŅňŹ̹ ŵĴǭĴĪƀŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŞĜňş̹ ĿĴĜƀƄŵĴŹ̹ ŦĿ̹ ƀŅĴ̹
contemporary calligraphy mindset that varies with the calligrapher’s 
perception. All these issues seem to convey through the tension and 
ƀŅĴ̹ŹƀŵĴŹŹ̹ŦĿ̹ ƀŅĴ̹ŞŦƘĴŞĴşƀ̹Ĝşİ̹ĴşĴŵŀƟ̹ ƀŅĜƀ̹ ƀŅĴ̹ŹƀŵŦŖĴ˦̹ ŘňşĴ˦̹Ŧŵ̹ŞĜŵŖ̹
ƀŵĜşŹŞňƀ˦̹ ňş̹ƙŅňĪŅ̹ƙŵňƀňşŀ˦̹ ŅĴşĪĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ňŹ̹ ĩĴƟŦşİ̹ ĩĴňşŀ̹ Ĝ̹ ƀŦŦŘ̹
ƀŅĜƀ̹ ŹĴŵƘĴŹ˦̹ ňşŹƀĴĜİ̹ Ĝş̹ ĜƄƀŦşŦŞŦƄŹ̹ Ĝŵƀ̹ ĿŦŵŞ̹ Ĝşİ̹ ŲŘĜƀĿŦŵŞ̹ ƀŦ̹ ĪŦşƘĴƟ̹
personal interpretations that are formed during this doctoral research.

#ňŀ˫̹ʌʋ̹ŲŵĴŹĴşƀŹ̹ƀŅĴ̹ƀŵňŘŦŀƟ̹ŦĿ̹ƙŦŵŖŹ̹ĴşƀňƀŘĴİ̹�/-$& .�1.Ī��/-*& .�1*'Ī�>˦̹ƙŅňĪŅ̹
consists of three pieces planned as complementary with each other through 
ƀŅĴ̹ŞŦƘĴŞĴşƀ̹ŦĿ̹ ƀŅĴ̹�ŅňşĴŹĴ̹ĩŵƄŹŅ̹ ƀŅĜƀ̹ ĪŵĴĜƀĴŹ̹Ĝ̹ ŹƀĜňş̹Ŧş̹ ƀŅĴ̹ ŹƄŵĿĜĪĴ˦̹
also through the exhibiting way that makes it perceived as fragments of 
ƀŅĴ̹ŦşĴ̹Ƅşňƀ˦̹ŦşĪĴ̹ĜŀĜňş˫̹)ŦƙĴƘĴŵ˦̹ĴĜĪŅ̹Ƅşňƀ̹ňŹ̹ĪŵĴĜƀĴİ̹ƙňƀŅ̹ŦşĴ̹ƀŦƄĪŅ̹ŦĿ̹
the brush on the surface. The fragments are decided by focusing on the 
ŞĜŵŖŹ̹ ŦĿ̹ ƀŅĴ̹ ĩŵƄŹŅ̹ ƀŅĜƀ̹ ŵĴǭĴĪƀ̹ ƀŅĴ̹ ƀĴşŹňŦş̹ ŦĿ̹ ƀŅĴ̹ ňşƀĴŵĜĪƀňŦş̹ŅĴŵĴ˫̹bŅĴ̹
ŅĜşİ̝Ź̹ĜĪƀňŦş̹Ĝşİ̹ƀŅĴ̹ƀŦŦŘ̝Ź̹ŵĴĜĪƀňŦş̹ĜŵĴ̹ŵŦƄŀŅ˰̹ƙĴ̹ĪĜş̹ŹĜƟ̹ƀŅĜƀ̹ƀŅňŹ̹ŹĴŵňĴŹ˦̹
Ĝşİ̹ ňşİĴĴİ̹ ŞĜşƟ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ ŵĴǭĴĪƀ̹ ƀŅĴňŵ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹
experiences and practices within these interactions.

Fig. 76. Strikes vs. Strokes vol. 
7, Almıla Yıldırım, Sumi ink on 
rice paper, 2022, Foto. credit: 
Almıla Yıldırım.



ʋʉʊ

;ĜŹƀŘƟ˦̹#ňŀ˫̹ʌʌ̹Ĝşİ̹ʌʍ̹ŹŅŦƙ̹ƀŅĴ̹ŘĜŹƀ̹Ĝşİ̹ŦşŘƟ̹ŲňĴĪĴŹ̹ŦĿ̹ƀŅňŹ̹ŹĴŵňĴŹ̹ƙŵňƀƀĴş̹
by ruling pen with the same concept as the earlier examples observed in 
ŲĜŵƀ̹̚ʌ˫ʈ˫ʆ˫̹bŅĴ̹[ĴŵňĴŹ̹ŦĿ̹Pen Testing.” The idea of experiencing the ruling 
ŲĴş̹ƙňƀŅ̹ƀŅĴ̹ŹĜŞĴ̹ĪŦşĪĴŲƀ̹ĩƄƀ̹ƙňƀŅ̹Ĝ̹İňǣĴŵĴşƀ̹ĜƀƀňƀƄİĴ̹ňş̹ƀŅĴ̹ŹĴşŹĴ̹ŦĿ̹
ŲŵĴŹĴşƀňşŀ˦̹ ĴƞŅňĩňƀňşŀ˦̹Ŧŵ̹ ĿŵĜŞňşŀ̹ ƀŅĴŞ˦̹ ňş̹ƙŅňĪŅ̹ ƀŅĴ̹ƘňŹƄĜŘ̹ ňŞĜŀĴ̹ŦĿ̹
ƀŅĴŞ̹ƙňŘŘ̹İňǣĴŵ̹ ĿŵŦŞ̹ƀŅĴ̹ĴĜŵŘňĴŵ˦̹ ňŹ̹Ĝ̹ ƀŵňŀŀĴŵ̹ŲŦňşƀ̹ ƀŦ̹ŲĴŵĿŦŵŞ̹ňƀ̹ŦşĪĴ̹
ĜŀĜňş˫̹rŅňŘĴ̹ ňş̹ ƀŅĴ̹ǬŵŹƀ̹ ŹĴŵňĴŹ˦̹ ̚TĴş̹bĴŹƀňşŀ˦̛ ̹ ňƀ̹ ňŹ̹ŲŵĴĿĴŵŵĴİ̹ ƀŦ̹ ĪŵĴĜƀĴ̹
it as an ongoing activity on long paper sheets to take attention to how 
a calligraphy is an arduous form of art that is needed to do constant 
ŲŵĜĪƀňĪĴ̹ŦƘĴŵ̹Ĝşİ̹ŦƘĴŵ̹ĜŀĜňş˦̹ĿŦŵ̹ŘŦşŀ̹ŅŦƄŵŹ˰̹ŅŦƙĴƘĴŵ˦̹ŅĴŵĴ˦̹ňƀ̹ňŹ̹İĴĪňİĴİ̹
ƀŦ̹ĪĜŲƀƄŵĴ̹Ĝ̹ ĿŵĜŀŞĴşƀ̹ ĿŵŦŞ̹ ňƀ˦̹ ňş̹ƙŅňĪŅ̹ ƀŅĴ̹ŹƀŵŦŖĴŹ̹ƙňƀŅ̹ŹƀĜňşŹ̹ ŹĴĴŞ̹
ƀŦ̹ĩĴ̹ ňş̹ŞŦƀňŦş˦̹ Ĝşİ̹ ƀŅĴ̹ ĴşĴŵŀƟ̹ ňŹ̹ ňşƀĴşİĴİ̹ ƀŦ̹ĩĴ̹ ƀŵĜşŹŞňƀƀĴİ̹ ƀŦ̹ ƀŅĴ̹
ĜƄİňĴşĪĴŹ̹ƀŅŵŦƄŀŅ̹ƀŅňŹ̹ƘňŹƄĜŘňƀƟ˫̹�ĴĪĜƄŹĴ̹ĜŲĜŵƀ̹ĿŵŦŞ̹ĪŦşŹƀĜşƀ̹ŲŵĜĪƀňĪĴŹ̹
ƀŦ̹ĜĪŴƄňŵĴ̹ƀŅĴ̹ŹŖňŘŘ˦̹ƀŅĴ̹İŦŞňşĜşĪĴ̹ŦĿ̹ƀŅĴ̹ŞĜƀĴŵňĜŘ˦̹Ĝşİ̹ŀĜňşňşŀ̹ŞƄŹĪŘĴ̹
ŞĴŞŦŵƟ˦̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪŅĴŵňŹŅĴŹ̹ ƀŅĴ̹ ŹŲŦşƀĜşĴňƀƟ̹ ƀŅĜƀ̹
calligraphers can experience and focus on the exact moment.

Fig. 77. Strikes vs. Strokes vol. 
8, acyrilic on coated paper 
with ruling pen, Almıla Yıldırım, 
2022,Foto. credit: Almıla 
Yıldırım.



ʋʉʋ

rŅňŘĴ̹#ňŀ˫̹ʌʌ̹ňŹ̹ĜŲŲŵĴĪňĜƀĴİ̹ĜŹ̹Ĝ̹ƙŅŦŘĴ̹ŲňĴĪĴ˦̹#ňŀ˫̹ʌʍ̹ŲŵĴŹĴşƀŹ̹ƀŅĴ̹ƀŅŵĴĴ̹
separate fragments of the works that are written by the ruling pen. 
)ŦƙĴƘĴŵ˦̹ƙňƀŅ̹ƀŅĴ̹ŵĴŲŘĜĪĴŞĴşƀ̹ŦĿ̹ƀŅĴŹĴ̹ƀŅŵĴĴ̹ŲňĴĪĴŹ˦̹ ňƀ̹ ňŹ̹ňşƀĴşİĴİ̹ƀŦ̹
ĩĴ̹ŲĴŵĪĴňƘĴİ̹ĜŹ̹ŦşĴ̹ŲňĴĪĴ˫̹,ş̹ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ƀŅĴ̹İňǣĴŵĴşƀ̹ŲňĴĪĴŹ̹ŦĿ̹ƀŅŵĴĴ̹
İňǣĴŵĴşƀ̹ŲĴŵĿŦŵŞĜşĪĴŹ̹ƙĴŵĴ̹ƀŵňĴİ̹ƀŦ̹ĩĴ̹ĴƞŅňĩňƀĴİ̹ƙňƀŅ̹ƀŅĴ̹ŲĴŵĪĴŲƀňŦş̹
that they complement each other and aimed to convey the results of 
the whole research as a conceptual and visual experience to make a 
reference from the piece to the whole.

Fig. 78. Strikes vs. Strokes vol. 
9, Almıla Yıldırım, Sumi ink 
on coated paper with ruling 
pen, 2022, Foto. credit: Almıla 
Yıldırım.

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE



ʋʉʌ

rňƀŅ̹ ŞƟ̹ ŲĴŵŹŦşĜŘ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŲŵĜĪƀňĪĴŹ˦̹ ƙĴ̹ ŅĜƘĴ̹ ŹĴĴş̹ ŅŦƙ̹
contemporary calligraphy can provide an artistic platform that relates 
to the background and understanding of the calligraphers as artists 
themselves.

�Ź̹ ŲŵĴŹĴşƀĴİ̹ Ĝşİ̹ ĴƞĜŞňşĴİ̹ ŅĴŵĴ˦̹ ŞƟ̹ ƀĴşİĴşĪƟ̹ ňş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
calligraphy is to focus on gestures that can be assessed as extended 
calligraphic understanding in the realm of the western mindset that 
covers past and present as references. Various features and dynamics 
ĪĜŵŵƟ̹ Ĝ̹ ŹňŞňŘĜŵ̹ ĜƀƀňƀƄİĴ̹ ƀŦ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦş̹
conceptually and practically but take their roots from the traditional 
aspect of calligraphy. That means my own personal attitude is also 
ňşŹŲňŵĴİ̹ ĩƟ̹ ƀŅĴ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦş˦̹ ĜŹ̹ƙĴŘŘ̹ ĜŹ̹ ĪĜŵŵƟňşŀ̹ ƀŅĴ̹
ĿĴĜƀƄŵĴŹ̹ŦĿ̹#Ĝŵ̹�ĜŹƀĴŵş̹Ĝşİ̹AňİİŘĴ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹

While I practice writing with calligraphic background and mostly 
ĪĜŘŘňŀŵĜŲŅňĪ̹ ƀŦŦŘŹ˦̹ƙŅĴş̹ ƀŅĴ̹ ňŞĜŀĴ̹ Ŧŵ̹ Ĝ̹ŞĜŵŖ̹ ĜŲŲĴĜŵŹ˦̹ ƀŅĜƀ̹ ňŞĜŀĴ̹ Ŧŵ̹
mark lets me decide how to put the next move or gesture of the hand 
as a process-oriented work. There is spontaneity as well as foresight 
that comes with constant practice and tactile knowledge about western 
ĪĜŘŘňŀŵĜŲŅƟ˫̹,̹ŲŵĴĿĴŵ̹ƀŦ̹ĩĴ̹ĿĜŞňŘňĜŵ̹ƙňƀŅ̹ƀŅĴ̹ŞĜƀĴŵňĜŘŹ˰̹ŅĴşĪĴ˦̹,̹ĴşƘňŹňŦş̹
how it reacts on the surface. The word is not a springboard for me; 
ňşŹƀĴĜİ˦̹,̹ŲŵĴĿĴŵ̹ƀŦ̹ĿŦĪƄŹ̹Ŧş̹ƀŅĴ̹ŹƀŵŦŖĴ̹ňƀŹĴŘĿ˦̹ƙŅňĪŅ̹ňŹ̹ƀŅĴ̹ĿƄşİĜŞĴşƀĜŘ̹
ŲĜŵƀ̹ŦĿ̹ƀŅĴ̹ƙŵňƀňşŀ˦̹ŅĴşĪĴ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹�ĴĪĜƄŹĴ̹,̹ŲŵĴĿĴŵ̹ƀŦ̹ĿŦĪƄŹ̹Ŧş̹ƀŅĴ̹
ŲŵŦĪĴŹŹ̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ ƀŅĴ̹ ŵĴŹƄŘƀ˦̹ ƀŅĜƀ̹ ŞĴĜşŹ˦̹ ƙňƀŅŦƄƀ̹ ĪŦşŹňİĴŵňşŀ̹ ƀŅĴ̹
ĪŦŞŲŦŹňƀňŦş̹ĜŹ̹Ĝ̹ǬşĜŘ̹ŵĴŹƄŘƀ˦̹,̹ňşƀĴşİ̹ƀŦ̹ŲĴŵĿŦŵŞ̹ƙŵňƀňşŀ̐ŘňŖĴ̹ŀĴŹƀƄŵĴŹ̹
ĜŹ̹Ĝş̹ĜĪƀ̹ƀŅĜƀ̹ŵĴƘĴĜŘŹ̹ƀŅĴ̹ŞŦŞĴşƀ˦̹ĜŹ̹ƙĴŘŘ̹ĜŹ̹ƀŅĴ̹ĜĪĪƄŞƄŘĜƀĴİ̹ŹŖňŘŘ̹Ĝşİ̹
competence as an artist. 

,ƀ̹ ňŹ̹şŦƀ̹Ĝ̹ŵĴİƄĪƀňŦşňŹƀ̹ĜŲŲŵŦĜĪŅ˰̹Ŧş̹ƀŅĴ̹ĪŦşƀŵĜŵƟ˦̹ ňƀ̹ ňŹ̹ƀŅĴ̹ĩĜŹĴ̹ŦĿ̹ƀŅĴ̹
ƙŵňƀňşŀ˦̹ŅĴşĪĴ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ňŹ̹ĪŘĜŹŹňǬĴİ̹ƄşİĴŵ̹ƀŅĴ̹ĜĪƀ̹ŦĿ̹ƙŵňƀňşŀ˫̹

After presenting an in-depth technical and conceptual explanation of 
ŞƟ̹Ŧƙş̹ƙŦŵŖ˦̹ ,˦̹ ĜŹ̹ Ĝ̹İĴŹňŀşĴŵ˦̹ ŲŵĴĿĴŵ̹ ƀŦ̹ ĪĜŘŘ̹ŞƟŹĴŘĿ̹ Ĝ̹ƙŵňƀĴŵ̹ ŹňşĪĴ̹ĜŘŘ̹
my gestures are a part of the writing process. That means the broad 
ŵĜşŀĴ̹ŦĿ̹ŞƟ̹ƙŦŵŖ̹ĪŦşĪĴŲƀƄĜŘŘƟ̹Ĝşİ̹ƀĴĪŅşňĪĜŘŘƟ̹ŅĜŹ̹ŦşĴ̹ĪŦŞŞŦş̹ŲŦňşƀ˥̹
ƀŅĴ̹ ňİĴĜ̹ŦĿ̹ƙŵňƀňşŀ̹ƙňƀŅ̹Ĝ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĩĜĪŖŀŵŦƄşİ˫̹)ĴşĪĴ˦̹ŵĜƀŅĴŵ̹ƀŅĜş̹
ĪŘĜŹŹňĿƟ̹ ŞƟ̹ ƙŦŵŖ̹ İĴŲĴşİňşŀ̹ Ŧş̹ ƀŅĴ̹ ƀĴĪŅşňŴƄĴ̹ Ŧŵ̹ ŞĜƀĴŵňĜŘŹ˦̹ ,̹ ĪŅŦŹĴ̹
ƀŅĴ̹ŞĜňş̹ ĪŦşĪĴŲƀ̹ ŦĿ̹ƙŵňƀňşŀ˦̹ƙŅňĪŅ̹ŞĴĜşŹ̹ ƀŅĴ̹ ĜĪƀ̹ Ĝşİ̹ ĜĪƀňŦş̹ ňŹ̹ ƀŅĴ̹
İĴƀĴŵŞňşĜşƀ̹ ƀŦ̹ İĴǬşĴ˫̹ �Ź̹ ŞĴşƀňŦşĴİ̹ ĴĜŵŘňĴŵ˦̹ ŞƟ̹ ƀŅĴŦŵĴƀňĪĜŘ̹ Ĝşİ̹
practical knowledge provides a vision to combine the past and present 
ƙňƀŅ̹ŞƟ̹ ŲĴŵŹŦşĜŘ̹ ňşƀĴŵŲŵĴƀĜƀňŦş̹ ŦĿ̹ƙŵňƀňşŀ˦̹ƙŅňĪŅ̹ ňŹ̹ Ĝ̹ Ŗňşİ̹ ŦĿ̹ŞĜŵŖ̐
making. The core point is the intention to write of the hand. 

�Ź̹Ĝ̹ǬşĜŘ̹ĪŦşĪŘƄŹňŦş̹ŦĿ̹ŞƟ̹ŲĴŵŹŦşĜŘ̹ŲŵĜĪƀňĪĴŹ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƀŅĴ̹ŀŦĜŘ̹ŦĿ̹
proposing authentic approaches to the question about contemporary 
ĪĜŘŘňŀŵĜŲŅƟ̹ ƙĜŹ̹ ĜĪŅňĴƘĴİ˦̹ Ĝşİ̹ ŞƟ̹ Ŧƙş̹ ŹƀŵĜƀĴŀƟ̹ Ĝşİ̹ ŘĜşŀƄĜŀĴ̹ ƙĜŹ̹
İĴƘĴŘŦŲĴİ̹ ňş̹ ŵĴŘĜƀňŦş̹ ƀŦ̹ĜşĜŘƟƥĴİ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ˦̹
ĜŹ̹ ƙĴŘŘ̹ ĜŹ̹ ƀŵĜİňƀňŦşĜŘ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ Ĝşİ̹ AňİİŘĴ̹
Eastern calligraphy cultures.  

VII. PERSONAL CALLIGRAPHY PRACTICES
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CONCLUSION

bŅňŹ̹ ŵĴŹĴĜŵĪŅ̹ ŦǣĴŵŹ̹ Ĝ̹ ĪŦŞŲŵĴŅĴşŹňƘĴ̹ ĴƞĜŞňşĜƀňŦş̹ Ĝşİ̹ ĩŵŦĜİ̹
perspectives of contemporary western calligraphy. The conclusions 
that emerge after the investigation presented in this part show that 
all hypotheses pointed at in the Introduction are supported due to the 
accumulated theoretical and practical study conducted through this 
ŵĴŹĴĜŵĪŅ˫̹ bŅňŹ̹ ňŹŹƄĴ̹ ƙňŘŘ̹ ĩĴ̹ İňŹĪƄŹŹĴİ̹ ňş̹ İĴƀĜňŘ̹ ňş̹ ƀŅňŹ̹ ŲĜŵƀ˦̹ Ĝşİ̹ ƀŅĴ̹
conclusions reached on the hypotheses will be presented.

�Ź̹ ŹƀĜƀĴİ̹ ňş̹ ƀŅĴ̹ ňşƀŵŦİƄĪƀňŦş˦̹ ŦşĴ̹ ŦĿ̹ ŞƟ̹ ŵĴŹĴĜŵĪŅ̹ ŅƟŲŦƀŅĴŹĴŹ̹ ƙĜŹ̹
that “The boundaries between calligraphy and artistic practices 
ŅĜƘĴ̹ İňŹŹŦŘƘĴİ̹ ĩƟ̹ ƀŅĴ̹ ŲŵĜĪƀňĪĴŹ̹ ŦĿ̹ ƀŅĴ̹ ĪƄŵŵĴşƀ̹ ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ ƙŅŦ̹
ŵĴǭĴĪƀ̹ ƀŅĴ̹ ĴƞŲŵĴŹŹňŦş̹ ƀŅŵŦƄŀŅ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŲŵĜĪƀňĪĴŹ˫̹ bŅĜƀ̹ ŞĴĜşŹ̹
the contemporary calligraphy mindset represents freedom from 
its traditional limitations of technical and conceptual burdens.” 
�ŦşĪĴŲƀƄĜŘ̹ Ĝşİ̹ ƀĴĪŅşňĪĜŘ̹ İňǣĴŵĴşĪĴŹ̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ ƀŵĜİňƀňŦş̹ Ĝşİ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŅĜƀ̹ ňŹ̹ İňŹĪƄŹŹĴİ̹ ňş̹ �ŅĜŲƀĴŵŹ̹ ,,˦̹ ,,,̹ Ĝşİ̹q,̹
point at this hypothesis. 

,ƀ̹ĪĜş̹ĩĴ̹ŹƀĜƀĴİ̹ƀŅĜƀ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹Ĝşİ̹ƀŵĜİňƀňŦşĜŘ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹
ƘňŹƄĜŘŘƟ̹ Ĝşİ̹ ĪŦşĪĴŲƀƄĜŘŘƟ˦̹ ŵĴŲŵĴŹĴşƀ̹ İňǣĴŵĴşƀ̹ ĿĴĜƀƄŵĴŹ˫̹ bŅĴŹĴ̹
İňǣĴŵĴşĪĴŹ̹ƙĴŵĴ̹İĴƀĴŵŞňşĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ĪƄŵŵĴşƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹
observed from various perspectives that were examined in Chapter VI 
through the studying of calligraphic works of selected calligraphers 
and their statements with cross references with the accumulated 
ŖşŦƙŘĴİŀĴ̹ ŀĜňşĴİ̹ ĿŵŦŞ̹ �ŅĜŲƀĴŵŹ̹ ,,̹ Ĝşİ̹ ,,,̹ ĜĩŦƄƀ̹ ƀŅĴ̹ İĴǬşňƀňŦş˦̹
İĴŹĪŵňŲƀňŦş̹ŦĿ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹Ĝşİ̹ĜŘŹŦ̹ƀŅĴ̹İƟşĜŞňĪŹ̹Ĝşİ̹ĿĴĜƀƄŵĴŹ̹
of the traditional western calligraphy.

What was encountered through the current calligraphy practices is 
that there is no single meaning or mission as in the traditional western 
ĪĜŘŘňŀŵĜŲŅƟ˦̹ ňş̹ ƙŅňĪŅ̹ ĜşĪňĴşƀ̹ ŹĪŵňŲƀŹ̹ ƙĴŵĴ̹ ƄƀňŘňƥĴİ̹ ƀŦ̹ ƙŵňƀĴ˱ĪŦŲƟ˦̹
preserve and convey the written text mostly in the form of manuscripts 
-particularly in the Medieval periods when ancient writing tradition was 
in its heyday. This issue was discussed in Chapter II and Chapter III. 

,ş̹ ƀŅĴ̹ŞĴĜşƀňŞĴ˦̹ ƀŅňŹ̹ ňŹŹƄĴ̹ ŵĴĿĴŵŹ̹ ƀŦ̹ ƀŅĴ̹ ŹŅňĿƀňşŀ̹ ĜƀƀŵňĩƄƀĴİ̹ ŲŦŹňƀňŦş̹
ŦĿ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ˱ŹĪŵňĩĴ˱ƙŵňƀĴŵ˫̹�Ź̹ŞĴşƀňŦşĴİ̹ ňş̹�ŅĜŲƀĴŵŹ̹ ,,̹ Ĝşİ̹ ,,,˦̹
ĜşĪňĴşƀ̹ŹĪŵňĩĴŹ̹ƙĴŵĴ̹ĪŵĜĿƀŹŞĴş̹ĜŹŹňŀşĴİ̹ƙňƀŅ̹ƙŵňƀňşŀ˱ĪŦŲƟňşŀ̹ƀŅĴ̹ƀĴƞƀ˦̹
ƙŅĴƀŅĴŵ̹ ƀŅĴƟ̹ ƙĴŵĴ̹ ĴşŹŘĜƘĴİ̹ ŲĴŦŲŘĴ˦̹ ŞŦşŖŹ˱şƄşŹ˦̹ Ŧŵ̹ ŘĜƟŲĴŦŲŘĴ˫̹ bŅĴƟ̹
were supposed to execute their mission by following the rules related 
ƀŦ̹ƀŅĴ̹ƀĜŹŖ̹ŦĿ̹ƙŵňƀňşŀ˫̹bŅĴ̹ƀĴƞƀ̹ƙĜŹ̹ŞĴĜşƀ̹ƀŦ̹ĩĴ̹ŵĴĜİ˫̹bŅƄŹ˦̹ƀŅĴ̹ĴƞĜĪƀ̹
ŹĪŵňŲƀ̹ ĿŦŵŞ̹ƙĜŹ̹ ŵĴŴƄňŵĴİ̹ ƀŦ̹ĩĴ̹ƙŵňƀƀĴş̹ƙĴŘŘ˦̹ ĜĪĪŦŵİňşŀ̹ ƀŦ̹ ƀŅĴ̹ ŹĪŵňŲƀ̝Ź̹
Ĝşİ̹ ƀŅĴ̹ ĿŦŵŞ̝Ź̹ İƄĪƀƄŹ˫̹ �̹ ŹŲĴĪňǬĪ̹ ƀĴĪŅşňŴƄĴ̹ Ĝşİ̹ ŹŖňŘŘ̹ şĴĴİĴİ̹ ƀŦ̹ ĩĴ̹
practiced and acquired by ancient scribes to become skilled ones. It 
ƙĜŹ̹Ĝ̹İƄƀƟ̹ňş̹ƙŅňĪŅ̹ƀŅĴ̹ŹĪŵňĩĴ̹ƙĜŹ̹şŦƀ̹ĜŘŘŦƙĴİ̹ƀŦ̹ňşƀĴŵŲŵĴƀ̹Ŧŵ̹ŵĴǭĴĪƀ̹
personal attitudes. 

Hş̹ ƀŅĴ̹ŦƀŅĴŵ̹ŅĜşİ˦̹ ĜŹ̹�ŅĜŲƀĴŵ̹q,̹ ŹŅŦƙŹ˦̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
ŞŦŹƀŘƟ̹ŹƄĩƀŵĜĪƀ̹ƀŅĴ̹ƀĴƞƀ̝Ź̹ŘňƀĴŵĜŘ̹ŞĴĜşňşŀ˫̹HşĴ̹ŦĿ̹ƀŅĴ̹ŞŦŹƀ̹ŹňŀşňǬĪĜşƀ̹
common features of contemporary calligraphy are employing 
ŀĴŹƀƄŵĴŹ̹ ̐ƀŅĴ̹ĪŦŵĴ̹ƄşňƀŹ̹ĜŵĴ̹ŞŦŹƀŘƟ̹ ŹĴĴş̹ĜŹ̹ ŘňşĴŹ˦̹ ŹƀŵŦŖĴŹ˦̹ŞĜŵŖŹ˦̹ Ĝşİ̹
traces contributes as complementary elements of the calligraphic 
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ĪŦŞŲŦŹňƀňŦş˫̹ ,ş̹ ŦƀŅĴŵ̹ ƙŦŵİŹ˦̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ ƙŵňƀňşŀ̹ Ĝ̹ ŵĴĜİĜĩŘĴ̹ ƀĴƞƀ˦̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŲŵĜĪƀňĪĴ̹ƀŅĴ̹ŀĴŹƀƄŵĴ̹ŦĿ̹ƀŅĴ̹ŅĜşİ˱ƀŦŦŘ˦̹ƙŅňĪŅ̹ĩĴĪĜŞĴ̹ŦşĴ̹
of the main features of contemporary calligraphy. 

Even if various contemporary western calligraphy works consist 
ŦĿ̹ ŵĴĪŦŀşňƥĜĩŘĴ̹ ŘĴƀƀĴŵŹ˦̹ ƙŦŵİŹ˦̹ Ŧŵ̹ ƀĴƞƀ˦̹ ňƀ̹ ňŹ̹ ŦĩŹĴŵƘĴİ̹ ƀŅĜƀ̹ ƀŅĴŹĴ̹
recognizable written signs are used as springboards or channels to 
express and convey the individual perception of writing/calligraphy. 
Some may not employ any readable/semantically understandable 
text that does not refer to any kind of language or a writing system 
but is still assumed to be related to calligraphy through the idea of 
writing that communicates and interacts with the viewer/audience 
unconventionally -without demanding an act of literal reading.

Eliminating the text or any other readable or recognizable signs points 
ƀŦ̹ ƀŅĴ̹ ŹŅňĿƀňşŀ̹ŞňŹŹňŦş̹ ĜƀƀŵňĩƄƀĴİ̹ ƀŦ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ şŦƀ̹ œƄŹƀ̹ƘňŹƄĜŘŘƟ̹
but conceptually. It seems calligraphy being more related to the 
individual who becomes a performer of writing/calligraphy in their 
ƄşňŴƄĴ̹ƙĜƟ̹ĩƟ̹ŦǣĴŵňşŀ̹ĪŦŞŲŘĴƞ̹ĪŦşĪĴŲƀƄĜŘ̹Ĝşİ̹ƀĴĪŅşňĪĜŘ̹ňİĴĜŹ˦̹ĜŹ̹ƙĴŘŘ̹
ĜŹ̹ĿĴĴŘňşŀŹ̹Ĝşİ̹ĴŞŦƀňŦşŹ̹ƀŅŵŦƄŀŅ̹ƀŅĴŹĴ̹ŀĴŹƀƄŵĴŹ˦̹ŵĜƀŅĴŵ̹ƀŅĜş̹ƀŅĴ̹ƘĴŵĩĜŘ̹
meaning of the writing does. 

AŦŵĴŦƘĴŵ˦̹ƀŅĴ̹İňǣĴŵĴşĪĴŹ̹ĩĴƀƙĴĴş̹ƀŵĜİňƀňŦş̹Ĝşİ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĜŵĴ̹ŹĴĴş̹
ƀŅŵŦƄŀŅ̹ ƀĴĪŅşňĪĜŘ̹ ĴƞĴĪƄƀňŦş˦̹ ĜŹ̹ ƙĴŘŘ˫̹ �ŅĜŲƀĴŵ̹ ,,,̹ ŹŅŦƙŹ̹ ƀŅĜƀ̹rĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ĴƘŦŘƘĴİ̹ ĜŵŦƄşİ̹ ƀŦŦŘŹ̹ Ĝşİ̹ ŞĜƀĴŵňĜŘŹ˦̹ ŞŦŹƀŘƟ̹ ŵĴŘĜƀĴİ̹ ƀŦ̹ ƀŅĴ̹
ĩŵĜŦİ̹ ĴİŀĴ̹ŞĜƀĴŵňĜŘ̹ ̐ĿĴĜƀŅĴŵ˦̹ ĩĜŞĩŦŦ̹ Ŧŵ̹ŞĴƀĜŘ̹ şňĩ̹̐ ĪĜŘŘĴİ̹ŞĜşƄŹĪŵňŲƀ̹
culture. The scripts were also transformed based on the necessities 
Ĝşİ̹ƀŅĴ̹ĜƘĜňŘĜĩŘĴ̹ŞĜƀĴŵňĜŘŹ̝̹ŲŅƟŹňĪĜŘ̹ĿĴĜƀƄŵĴŹ˫̹)ĴşĪĴ˦̹ňƀ̹ĪĜş̹ĩĴ̹ŹĜňİ̹ƀŅĜƀ̹
the techniques and possibilities were limited and strictly related to the 
ŞĜƀĴŵňĜŘŹ̹Ĝşİ̹ƀŦŦŘŹ˫̹)ŦƙĴƘĴŵ˦̹ĜŹ̹�ŅĜŲƀĴŵ̹q,̹ŹŅŦƙŹ˦̹ĪƄŵŵĴşƀ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
have various opportunities to employ a broad range of tools and 
materials that can leave a mark since they mainly focus on the gesture 
ŦĿ̹ƀŅĴ̹ŅĜşİ˱ƀŦŦŘ˫̹fŹňşŀ̹İňǣĴŵĴşƀ̹ŞĜƀĴŵňĜŘŹ̹ƀŅĜƀ̹ŹĜƀňŹĿƟ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
depending on their calligraphy works allows us to witness quite a variety 
ŦĿ̹ĜŲŲŘňĪĜƀňŦşŹ̹ƀĴĪŅşňĪĜŘŘƟ˫̹,ş̹ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ƀŅĴ̹ŞŦŵĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ƀŅĴŵĴ̹
ĜŵĴ˦̹ƀŅĴ̹ŞŦŵĴ̹İňǣĴŵĴşƀ̹ĪŦşĪĴŲƀŹ̹Ĝşİ̹ƀĴĪŅşňŴƄĴŹ̹ĜŵĴ̹ĴşĪŦƄşƀĴŵĴİ˫

#Ŧŵ̹ ƀŅĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ ƀŅĴ̹ ĪŦşƘĴşƀňŦşĜŘ̹ ƙĜƟ̹ ŦĿ̹ ƄŹňşŀ̹ ƀŅĴ̹ ƙŦŵİ̹
ĩĴĪŦŞĴŹ̹ ŹŦŞĴƀŅňşŀ̹ ňşŹƄǤĪňĴşƀ̹ ƀŦ̹ ĴƞŲŵĴŹŹ̹ ŲĴŵŹŦşĜŘ̹ ĜƀƀňƀƄİĴ˦̹ ƙŅňĪŅ̹
seems to start to illustrate the calligraphy through the visual factors of 
ƀŅĴ̹ƙŵňƀňşŀ̹ŀĴŹƀƄŵĴŹ˦̹ŹƀŵŦŖĴŹ˦̹ŘňşĴŹ̹ĴƘĴş̹ŹƀĜňşŹ˫̹rŅĴş̹ƀŅĴ̹ŵĴĜİĜĩŘĴ̹ƀĴƞƀ̹
may provide or at least intend to convey the thought or the message of 
ƀŅĴ̹ƙŵňƀƀĴş̹ƀĴƞƀ˦̹ňƀ̹ŹĴĴŞŹ̹ňƀ̹ňŹ̹şŦƀ̹ĴşŦƄŀŅ̹ƀŦ̹ŵĴƘĴĜŘ̹ƀŅĴ̹ĴŞŦƀňŦş̹ŦĿ̹ƀŅĴ̹
ĪĜŘŘňŀŵĜŲŅĴŵ˰̹ ŅŦƙĴƘĴŵ˦̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ƘňŹƄĜŘ̹ ŲŦƙĴŵ̹ ŦĿ̹ ƀŅĴ̹ ŀĴŹƀƄŵĴŹ̹ ƀŅĜƀ̹
are loaded with the tendency is preferred to convey beyond the literal 
meaning of the text.

#Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
mindset represents freedom from its traditional limitations of technical 
and conceptual burdens of ancient writing perception that mentioned 
above. That means the boundaries between calligraphy and artistic 
ŲŵĜĪƀňĪĴŹ̹ ŅĜƘĴ̹ İňŹŹŦŘƘĴİ̹ ĩƟ̹ ƀŅĴ̹ ŲŵĜĪƀňĪĴŹ̹ ŦĿ̹ ƀŅĴ̹ ĪƄŵŵĴşƀ̹ ĪĜŘŘňŀŵĜŲŅĴŵ˦̹
ƙŅŦ̹ ŵĴǭĴĪƀ̹ ƀŅĴ̹ ĴƞŲŵĴŹŹňŦş̹ ƀŅŵŦƄŀŅ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŲŵĜĪƀňĪĴŹ̹ ƀŅĜƀ̹ ŅĜƘĴ̹
been discussed in Chapter VI.
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#ƄŵƀŅĴŵŞŦŵĴ˦̹ ĜŹ̹ ŹƀĜƀĴİ̹ ňş̹ ƀŅĴ̹ ňşƀŵŦİƄĪƀňŦş˦̹ ŦşĴ̹ ŦĿ̹ ŞƟ̹ ŵĴŹĴĜŵĪŅ̹
ŅƟŲŦƀŅĴŹĴŹ̹ƙĜŹ̹ ƀŅĜƀ̹ ̚�ŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĴƘĴş̹ƙňƀŅ̹ ňƀŹ̹ ŅňŀŅŘƟ̹
ĜĩŹƀŵĜĪƀ̹ĿŦŵŞŹ̹ƀŅĜƀ̹ĜŵĴ̹ĪŘŦŹĴ̹ƀŦ̹ƀŅĴ̹ĜĩŹƀŵĜĪƀ̹ŲĜňşƀňşŀ̹ƘňŹƄĜŘŘƟ˦̹ŹƀňŘŘ̹ƀĜŖĴŹ̹
ňƀŹ̹ŵĴĿĴŵĴşĪĴŹ̹Ĝşİ̹ňşŹŲňŵĜƀňŦşŹ̹ĿŵŦŞ̹ňƀŹ̹ƀŵĜİňƀňŦşŹ˦̹ĜŘŹŦ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹
and Middle Eastern calligraphy traditions and interactions with the 
other art discipline.”

As the examined calligraphy works of the contemporary calligraphers 
in Chapter VI show that personal interpretations and gestures of the 
ĪŦşĪĴŲƀ̹ŦĿ̹Ĝ̹ƙŦŵİ̹ĜŹ̹Ĝş̹ňŞĜŀĴ̹ƙŅĴŵĴ̹ŀŵĜŞŞĜŵ˦̹ŹƟşƀĜƞ˦̹Ĝşİ̹ŘŦŀňĪ̹ƙĴŵĴ̹
ŦĿƀĴş̹ ĴŘňŞňşĜƀĴİ˦̹ ŞĜŖĴŹ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŦ̹ ĩĴ̹ ĪŦşŹňİĴŵĴİ̹
ĪŘŦŹĴ̹ƘňŹƄĜŘ̹ŵĴŹĴŞĩŘĜşĪĴ̹ƙňƀŅ̹ƀŅĴ̹ĜĩŹƀŵĜĪƀ̹ŲĜňşƀňşŀ˦̹ĜŘŹŦ̹ƀŅĴ̹ŲŵĜĪƀňĪĴŹ̹
ŦĿ̹ ƘĜŵňŦƄŹ̹ ŞŦİĴŵş̹ ĜƘĜşƀ̐ŀĜŵİĴ̹ ŞŦƘĴŞĴşƀŹ˦̹ ŹƄĪŅ̹ ĜŹ̹ �ĜİĜ˦̹ #ƄƀƄŵňŹŞ̹
Ŧŵ̹ ;ĴƀƀŵňŹŞ˫̹rŅĴş̹ ƀĜŘŖňşŀ̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ŲŵŦĪĴŹŹ̹ Ĝşİ̹ ĜĪƀňƘĴŘƟ̹ ĩĴňşŀ̹ ňş̹ ňƀ˦̹
as well as the claims of the calligrapher about their abstract painters’ 
ňşǭƄĴşĪĴŹ̹ Ŧş̹ ƀŅĴňŵ̹ ƙŦŵŖ˦̹ ƀŅĴ̹ ĜƀƀĴşƀňŦş̹ ƀƄŵşŹ̹ ƀŦ̹ ƀŅĴ̹ ŵĴŘĜƀňŦş̹ ŦĿ̹
contemporary calligraphy with abstract painting of the West. 

bŅňŹ̹ ŵĴŹĴĜŵĪŅ̹ ŹŅŦƙŹ̹ ƀŅĜƀ̹ ˾ĜŹ̹ ĴƞĜŞňşĴİ̹ ňş̹ ƀŅĴ̹ ňşƀĴŵĜĪƀňŦş̹ ĩĴƀƙĴĴş̹
ƀŅĴ̹rĴŹƀ̐�ĜŹƀ̹ ňş̹�ŅĜŲƀĴŵŹ̹ ,q˦̹q˦̹Ĝşİ̹q,˿˦̹ ƀŅĴ̹ŵĴŹĴŞĩŘĜşĪĴ̹ĪĜş̹ŦşŘƟ̹ĩĴ̹
discussed in the visual rather than the conceptual. The visual similarity 
is not determined enough to put contemporary calligraphy and western 
ĜĩŹƀŵĜĪƀ̹ ŲĜňşƀňşŀ̹ ňş̹ ƀŅĴ̹ ŹĜŞĴ̹ŲŦŹňƀňŦş˦̹ ĴƘĴş̹ ňĿ̹ƘĜŵňŦƄŹ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ŲŵĴĿĴŵ̹ƀŦ̹ĪĜŘŘ̹ƀŅĴŞŹĴŘƘĴŹ̹ŲĜňşƀĴŵŹ˦̹ŹƄĪŅ̹ĜŹ̹BňĴŘŹ̹
“Shoe” Meulman.

As shown and discussed through my personal calligraphy works in 
�ŅĜŲƀĴŵ̹q,,̹ ĜŹ̹ƙĴŘŘ˦̹ ĴƘĴş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĴŞŲŘŦƟŹ̹ŀĴŹƀƄŵĴŹ̹
also accepts drips and drops -accidents or errors- as an opportunity 
ĿŦŵ̹ ĴƞŲŵĴŹŹňƘĴşĴŹŹ˰̹ ňƀ̹ İňǣĴŵŹ̹ ĿŵŦŞ̹ ĜƄƀŦŞĜƀňƥĜƀňŦş̹ Ŧŵ̹ ƄşĪŦşŹĪňŦƄŹ̹
spontaneity of the western abstraction concept as mentioned in 
Chapter IV. 

Chapters VI and VII show that contemporary calligraphy study is a long 
ŲŵŦĪĴŹŹ̹ƀŅĜƀ̹ŹƀĜŵƀŹ̹ƙňƀŅ̹ŹƀƄİƟňşŀ̹ĜşĪňĴşƀ̹ŹĪŵňŲƀŹ˦̹ƀŦŦŘŹ˦̹Ĝşİ̹ƀĴĪŅşňŴƄĴŹ̹
ƀŦ̹ ŀĜňş̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ ŹŖňŘŘŹ˫̹ �ĴĪĜƄŹĴ̹ ĴƘĴş̹ ƀĜŘŖňşŀ̹ ĜĩŦƄƀ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ƀŅĴ̹ǬŵŹƀ̹ŹƀĴŲ̹ĩĴŀňşŹ̹ƙňƀŅ̹ĜĪŴƄňŵňşŀ̹ňşŹňŀŅƀ̹ňşƀŦ̹ƀŅĴŦŵĴƀňĪĜŘ̹
Ĝşİ̹ ŲŵĜĪƀňĪĜŘ̹ ŖşŦƙŘĴİŀĴ̹ ĜĩŦƄƀ̹ ƀŵĜİňƀňŦşĜŘ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĜŹ̹ ŹĴĴş̹ ňş̹
�ŅĜŲƀĴŵŹ̹,,,̹Ĝşİ̹q,˦̹ĜŘŹŦ̹ŞĴşƀňŦşĴİ̹ňş̹�ŲŲĴşİňƞ̹�˫̹

�Ź̹ ŹƀĜƀĴİ̹ ňş̹ ƀŅňŹ̹ ŵĴŹĴĜŵĪŅ˦̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ňş̹ ňƀŹ̹ şĜƀƄŵĴ˦̹ ĪŦşŹňŹƀŹ̹ ŦĿ̹
ĜĪĪƄŞƄŘĜƀĴİ̹ ŖşŦƙŘĴİŀĴ˦̹ ĜŘŹŦ̹ ĪŵĜĿƀ˦̹ Ĝşİ̹ ƀĜĪňƀ̹ ŖşŦƙŘĴİŀĴ̹ ĪŦşĪĴŲƀ̹ ĜŹ̹
well as artistic expressions. That means whether a calligrapher creates 
ŅňŀŅŘƟ̹ĜĩŹƀŵĜĪƀ̹ĿŦŵŞŹ̹ƀŅĜƀ̹ĪŘŦŹĴŘƟ̹ŵĴŹĴŞĩŘĴ̹ƙĴŹƀĴŵş̹ĜĩŹƀŵĜĪƀ̹ŲĜňşƀňşŀŹ˦̹
due to the strong relationship with its tradition and references from 
ƘĜŵňŦƄŹ̹ĪƄŘƀƄŵĴŹ̹Ĝşİ̹İňŹĪňŲŘňşĴŹ˦̹ňƀ̹ĪĜşşŦƀ̹ĩĴ̹ŹĜňİ̹ƀŅĜƀ̹ƀŅĴ̹ĜĩŹƀŵĜĪƀňŦş̹ŦĿ̹
calligraphy is the same as a western abstraction. Through the concept of 
ŲŵŦĪĴŹŹ̐ŦŵňĴşƀĴİ̹ŲŵĜĪƀňĪĴŹ˦̹ƀŅĴ̹ŲŅĴşŦŞĴşŦş̹ŦĿ̹ŞňŹƀĜŖĴŹ̹ŦĿ̹İňŹƀŦŵƀňŦş˦̹
ňş̹ƙŅňĪŅ̹ƀŅĴ̹ĜĪĪňİĴşƀĜŘ̹ĩŘŦƀ˦̹ŞĜŵŖ˦̹Ŧŵ̹şĜƀƄŵĜŘŘƟ̹ŦĪĪƄŵŵňşŀ̹ŹƀĜňş̹ĪĜş̹ĩĴ̹
assessed as a starting point for some extraordinary interpretation. This 
ňŹ̹ ƀŅĴ̹ ňŹŹƄĴ̹ ĿŦƄşİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ƘĜŵňŦƄŹ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹
ĜŹ̹ ƙĴŘŘ̹ ĜŹ̹ ŞňşĴ˦̹ ƀŅĜƀ̹ ĜŲŲŵĴĪňĜƀňŦş̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŹƀĜŵƀĴİ̹ ĴƘŦŘƘňşŀ̹
around. Calligraphers start with the tradition of going beyond. That 
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İŦĴŹ̹şŦƀ̹ŞĴĜş̹ŵĴœĴĪƀňşŀ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş˰̹ ňşŹƀĴĜİ˦̹ ňƀ̹ ĪŦƘĴŵŹ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş̹
and advances in an accumulation manner. That comes with constant 
ŲŵĜĪƀňĪĴ̹ƀŦ̹ŀĜňş̹ĪŦşĪĴŲƀƄĜŘ̹Ĝşİ̹ƀĴĪŅşňĪĜŘ̹ĪŦŞŲĴƀĴşĪĴ˫̹BŦ̹ŞĜƀƀĴŵ̹ŅŦƙ̹
ŹŲŦşƀĜşĴŦƄŹ̹ ƀŅĴňŵ̹ ƙŦŵŖŹ̹ ŘŦŦŖ˦̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
still know or envisage where to put the next stroke with the writing 
ĜƀƀňƀƄİĴ˫̹,ş̹ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ƙŅĴƀŅĴŵ̹ƀŅĴ̹ŲňĴĪĴ̹ŘŦŦŖŹ̹ŘňŖĴ̹Ĝ̹ŲĜňşƀňşŀ̹Ŧŵ̹şŦƀ˦̹
it contains the act of writing at its core.

#ƄŵƀŅĴŵŞŦŵĴ˦̹ ŘŦŦŖňşŀ̹Ĝƀ̹ƀŅĴ̹ĜĩŹƀŵĜĪƀ̹ŲĜňşƀĴŵŹ̹ŦĿ̹ƀŅĴ̹rĴŹƀ˦̹�ŅĜŲƀĴŵ̹,q̹
shows that various western abstract painters of the nineteenth and 
ƀƙĴşƀňĴƀŅ̹ĪĴşƀƄŵňĴŹ̹ƙĴŵĴ̹ňşŹŲňŵĴİ̹ĩƟ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪƄŘƀƄŵĴ˦̹ŲĜňşƀňşŀ˦̹Ĝşİ̹
calligraphy. The gesture started to be employed consciously by these 
ŲĜňşƀĴŵŹ̹ ƀŅŵŦƄŀŅ̹ƀŅĴ̹ ŘŦŦŹĴ̹ĩŵƄŹŅŹƀŵŦŖĴŹ˦̹ƙŅňĪŅ̹ŵĴƘĴĜŘŹ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ƙŅŦ̹ ŲŦňşƀ̹ Ĝƀ̹ ƀŅĴŹĴ̹ ŲĜňşƀĴŵŹ̹ ĜŹ̹ ňşŹŲňŵĜƀňŦşŹ˦̹
ŹƄĩƀŘƟ̹İňŹĪƄŹŹňşŀ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ňşǭƄĴşĪĴ̹ňşİĴĴİ˫̹

#Ŧŵ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĜĩŹƀŵĜĪƀňŦş˦̹ňş̹Ĝ̹ŹĴşŹĴ˦̹ĩĴĪĜŞĴ̹Ĝ̹ƘĴŅňĪŘĴ̹ƀŦ̹
ĪŦşƘĴƟ̹ƀŅĴ̹ĴƞŲŵĴŹŹňŦş˫̹)ŦƙĴƘĴŵ˦̹ňƀ̹ňŹ̹ĪŵƄĪňĜŘ̹ƀŦ̹ĩĴ̹ĪĜŵĴĿƄŘ̹ƙŅĴƀŅĴŵ̹ĿŦĪƄŹňşŀ̹
Ŧş̹ƀŅĴ̹ŹƀŵŦŖĴ̹Ŧŵ̹Ĝ̹ŘňşĴ̹ňŹ̹şĴĪĴŹŹĜŵňŘƟ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹Ĝ̹ŵĴǭĴĪƀňŦş̹ŦĿ̹ƀŅĴ̹ƀĴşİĴşĪƟ̹
to create an abstract form as in Western abstract art’s context.

�Ź̹ ŲŵĴŹĴşƀĴİ̹ ňş̹ �ŅĜŲƀĴŵ̹ ,q˦̹ ƀŅĴ̹ ĜĩŹƀŵĜĪƀňŦş̹ ĪŦşĪĴŲƀŹ̹ ĜŵĴ̹ ƀŦƀĜŘŘƟ̹
İňǣĴŵĴşƀ̹ ĩĴƀƙĴĴş̹ ƀŅĴ̹ �ĜŹƀ̹ Ĝşİ̹ ƀŅĴ̹ rĴŹƀ˫̹ rĴŹƀĴŵş̹ ŲĜňşƀĴŵŹ̹ ĴŞŲŘŦƟ̹
gestures in the program of abstract expressionism with a lack of 
conscious control that became a fundamental way of expressing the 
ƄşĪŦşŹĪňŦƄŹ˦̹ ƀŅĴ̹ ňşşĴŵŞŦŹƀ̹ ŦĿ̹ ƀŅĴ̹ ĜŵƀňŹƀŹ˫̹ ,ş̹ ĜİİňƀňŦş̹ ƀŦ̹ ƀŅĴ̹ ŘĜĪŖ̹ ŦĿ̹
ŵĴĿĴŵĴşĪĴ̹ ƀŦ̹ ƀŅĴ̹ƙĴŹƀĴŵş̹ĜĩŹƀŵĜĪƀ̹ƄşİĴŵŹƀĜşİňşŀ˦̹ ƀŅĴ̹ ŹŦŘňİ̹ Ĝşİ̹ ŹŅĜŵŲ̹
ŵĴĿĴŵĴşĪĴ̹ŦĿ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĜĩŹƀŵĜĪƀ̹ĪŦşĪĴŲƀ̹ĿŵŦŞ̹ƀŅĴ̹ŲĜŹƀ̹Ĝşİ̹ĪƄŘƀƄŵĴ̹
showed the diametrically opposite of both abstract themes directly 
ŵĴŘĜƀĴİ̹ ƀŦ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹)ĴşĪĴ˦̹ ňƀ̹ ĪĜş̹ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹ ƀŅĴŹĴ̹ŞĴşƀňŦşĴİ̹
abstract feature of contemporary calligraphy concept closely resembles 
#Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ ĜĩŹƀŵĜĪƀ̹ ĴƞŲŵĴŹŹňŦşňŹŞ˫̹ bŅĜƀ̹
ŞĴĜşŹ̹ ĴƘĴş̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĩƟ̹ ƘĜŵňŦƄŹ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹
ĪĜŘŘĴİ̹ĜĩŹƀŵĜĪƀ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ňƀ̹ŹŅŦƄŘİ̹ĩĴ̹ƄşİĴŵŹƀŦŦİ̹ĿŵŦŞ̹ƀŅĴ̹ĿŵĜŞĴƙŦŵŖ̹
ŦĿ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅĴŵĴ̹ƀŅĴŵĴ̹ňŹ̹şŦ̹ŵňŀňİ̹İňŹƀňşĪƀňŦş̹ĩĴƀƙĴĴş̹
writing and painting as discussed in Chapter IV. 

,ş̹ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ ňƀ̹ĪĜş̹ĩĴ̹ĪŘĜňŞĴİ̹ƀŅĜƀ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĴƘĴş̹
with its highly abstract forms that are close to the abstract painting 
ƘňŹƄĜŘŘƟ˦̹ ŹƀňŘŘ̹ ƀĜŖĴŹ̹ ňƀŹ̹ ŵĴĿĴŵĴşĪĴŹ̹ Ĝşİ̹ ňşŹŲňŵĜƀňŦşŹ̹ ĿŵŦŞ̹ ňƀŹ̹ ƀŵĜİňƀňŦşŹ˦̹
ĜŘŹŦ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ Ĝşİ̹ AňİİŘĴ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŵĜİňƀňŦşŹ̹ Ĝşİ̹
interactions with the other art discipline.

#ňŵŹƀ˦̹ňƀ̹ƙňŘŘ̹ĩĴ̹ĜŲŲŵŦŲŵňĜƀĴ̹ƀŦ̹ŹŅŦƙ̹ƀŅĴ̹ŵĴĿĴŵĴşĪĴŹ̹Ĝşİ̹ňşŹŲňŵĜƀňŦşŹ̹ĿŵŦŞ̹
the past -the tradition of western calligraphy that is demonstrated in 
Chapter III and VI with the accumulated knowledge to discuss the part 
ŦĿ̹ƀŅĴ̹ŅƟŲŦƀŅĴŹĴŹ̹ƀŅĜƀ̹ňŹ̹ƄşİĴŵŘňşĴİ̹ĜŹ̹̚�ŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĴƘĴş̹
with its highly abstract forms that are close to the abstract painting 
ƘňŹƄĜŘŘƟ˦̹ŹƀňŘŘ̹ƀĜŖĴŹ̹ňƀŹ̹ŵĴĿĴŵĴşĪĴŹ̹Ĝşİ̹ňşŹŲňŵĜƀňŦşŹ̹ĿŵŦŞ̹ňƀŹ̹ƀŵĜİňƀňŦşŹ˫̛

rňƀŅ̹ ňƀŹ̹ ŅňŀŅŘƟ̹ ĜĩŹƀŵĜĪƀ̹ ĿŦŵŞŹ˦̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪĜşşŦƀ̹ ĩĴ̹
assessed as a departure or rejection of the tradition. Even if it seems 
the rigid boundaries are disappeared between calligraphy and western 



ʋʊʇ

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE

ĜĩŹƀŵĜĪƀ̹ ŲĜňşƀňşŀ˦̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ŲŵĜĪƀňĪĴŹ̹ ŹƀňŘŘ̹ ƀĜŖĴ̹ ƀŅĴňŵ̹ ŵĴĿĴŵĴşĪĴŹ̹
from the past both in a practical and technical sense also still treat 
ƀŅĴŞ̹ ĜŹ̹ Ĝ̹ ĪŵĜĿƀ˦̹ ƙŅňĪŅ̹ ňŹ̹ ƀŅĴ̹ ĪŦŵĴ̹ ŦĿ̹ ƀŅĴ̹ şĜƀƄŵĴ̹ ŦĿ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹
ƙŅĴƀŅĴŵ̹ ňƀ̹ ňŹ̹ ƀŵĜİňƀňŦşĜŘ˦̹ ŞŦİĴŵş̹ Ŧŵ̹ ĪŦşƀĴŞŲŦŵĜŵƟ˫̹ [Ŧ˦̹ ňƀ̹ ňŹ̹ ŅňŀŅŘƟ̹
ŹňŀşňǬĪĜşƀ̹ ƀŦ̹ ƄşİĴŵŘňşĴ̹ ƀŅňŹ̹ ĩĴĪĜƄŹĴ̹ ƀŅňŹ̹ ňŹŹƄĴ̹ İňŵĴĪƀŘƟ̹ ŲŦňşƀŹ̹ ƀŦ̹ ƀŅĴ̹
İňǣĴŵĴşĪĴ̹ĩĴƀƙĴĴş̹ĜĩŹƀŵĜĪƀ̹ŲĜňşƀňşŀ̹Ĝşİ̹ĜĩŹƀŵĜĪƀ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĜŹ̹ƙĴŘŘ˫

bĴĪŅşňĪĜŘŘƟ˦̹ Ĝ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ ňŹ̹ ŹƄŲŲŦŹĴİ̹ ƀŦ̹ ĜŲŲŵĴŅĴşİ̹ Ĝşİ̹ ƄşİĴŵŹƀĜşİ̹
ƀŅĴ̹ ĜşĪňĴşƀ̹ ŹĪŵňŲƀŹ˦̹ ƀŅĴ̹ ĿŦŵŞŹ̹ ŅŦƙ̹ ƀŅĴƟ̹ ĴƘŦŘƘĴİ̹ Ĝşİ̹ ƀŵĜşŹĿŦŵŞĴİ̹
to understand the mindset of the West in the sense of writing and 
ĪĜŘŘňŀŵĜŲŅƟ˫̹,ƀ̹ňŹ̹ňşİňŹŲĴşŹĜĩŘĴ̹ƀŦ̹ĜĪŴƄňŵĴ̹ƀŅĴ̹ŹŖňŘŘ̹ĩĴĪĜƄŹĴ˦̹ňş̹ňƀŹ̹şĜƀƄŵĴ˦̹
ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ Ĝş̹ ĜĪĪƄŞƄŘĜƀĴİ̹ ƀŅĴŦŵĴƀňĪĜŘ̹ Ĝşİ̹ ŲŵĜĪƀňĪĜŘ̹ ŖşŦƙŘĴİŀĴ˦̹
an alive entity that continues and evolves its transformation with 
time depending on the perception of the calligrapher. That means 
ĪĜŘŘňŀŵĜŲŅƟ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ƀŅĴ̹ŲĜŹƀ˦̹ƀŅĴ̹ŲŵĴŹĴşƀ˦̹Ĝşİ̹ƀŅĴ̹ĿƄƀƄŵĴ̹ƀŅĴŦŵĴƀňĪĜŘ̹
Ĝşİ̹ŲŵĜĪƀňĪĜŘ̹ŖşŦƙŘĴİŀĴ˦̹ŦŲĴş̹ƀŦ̹ĴƞŲĴŵňŞĴşƀ̹Ĝşİ̹ňşƀĴŵŲŵĴƀĜƀňŦş̹ŦĿ̹ƀŅĴ̹
calligrapher. It is mentioned that acquired skills and knowledge start 
with tradition. 

TŵĜĪƀňĪĜŘ̹ ŖşŦƙŘĴİŀĴ̹ ĪĜş̹ ĩĴ̹ ĴƞĴŞŲŘňǬĴİ̹ ĜŹ̹ ĪŵĜĿƀ̹ ŖşŦƙŘĴİŀĴ˦̹ ňş̹ƙŅňĪŅ̹
making or doing is assumed as the main activity. The work is related to 
tacit knowledge and connoisseurship. It can be claimed that experiential 
ŖşŦƙŘĴİŀĴ̹ ňŹ̹ŅňŀŅŘƟ̹ ŹňŀşňǬĪĜşƀ̹ ĿŦŵ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĩĴĪĜƄŹĴ̹
it consists of observation and provides data that can lead generate 
ŲŵĜĪƀňĪĜŘ̹ Ĝşİ̹ ƀŅĴŦŵĴƀňĪĜŘ̹ ĪŦşœĴĪƀƄŵĴŹ˦̹ ňİĴĜŹ˦̹ Ŧŵ̹ ŹƄŲŲŦŹňƀňŦşŹ˫̹ ,ş̹ ƀŅĴ̹
ĪŦşƀĴƞƀ̹ŦĿ̹ŵĴŹĴĜŵĪŅ˦̹ƀŅĴ̹ĴƞŲĴŵňĴşĪĴ̹ĪĜş̹ĩĴ̹ĴŞŲŘŦƟĴİ̹ĜŹ̹Ĝ̹ŲŵŦĪĴŹŹ̹Ĝşİ̹
ĪŦşĪĴŲƀ˫̹ #Ŧŵ̹ ĴƞĜŞŲŘĴ˦̹ ňş̹ ƀŅĴ̹ ŲŵŦĪĴŹŹ̹ ŦĿ̹ ĩŵƄŹŅ̹ƙŵňƀňşŀ˦̹ ŦşĴ̹ şĴĴİŹ̹ ƀŦ̹
know how it reacts according to the calligraphy’s way of manipulation 
Ĝşİ̹ ŹŦ̹ ĿŦŵƀŅ˫̹ bŅĴŹĴ̹ ƘĜŘƄĴŹ̹ ĜŵĴ̹ şŦƀ̹ŞĴĜŹƄŵĴİ̹ ŹĪňĴşƀňǬĪĜŘŘƟ˦̹ ĩƄƀ̹ ŹŦŞĴ̹
ĪĜŹĴŹ̹ĜŵĴ̹ƘĴŵĩĜŘŘƟ̹İĴŹĪŵňĩĴİ̹Ŧŵ̹İĴǬşĴİ˫̹rŅňŘĴ̹ƀŅĴŹĴ̹İĴǬşňƀňŦşŹ̹ŲŵŦƘňİĴ̹
Ĝ̹ŀĴşĴŵĜŘ̹ňİĴĜ̹Ĝşİ̹ƄşİĴŵŹƀĜşİňşŀ̹ŦĿ̹Ĝ̹ŹŲĴĪňǬĪ̹ŞĜƀĴŵňĜŘ˦̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹
needs another set of information acquired experientially. Even if one 
ňŹ̹ ňşĿŦŵŞĴİ˦̹ ŅĴ˱ŹŅĴ̹ ĪĜş̹ ŦşŘƟ̹ ƄşİĴŵŹƀĜşİ̹ ĿƄŘŘƟ̹ ƀŅŵŦƄŀŅ̹ ĴƞŲĴŵňĴşĪĴ˫̹
�ĜŘŘňŀŵĜŲŅƟ̹ŲŵĜĪƀňĪĴŹ̹ĪĜş̹ĩĴ̹ňşĪŘƄİĴİ̹ňş̹ƀŅňŹ˫̹�ŦƀŅ̹ƀƟŲĴŹ̹ŦĿ̹ŖşŦƙŘĴİŀĴ̹
ĜŵĴ̹ ĴŹŹĴşƀňĜŘ̹ Ĝşİ̹ŞƄŹƀ̹ ĩĴ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ĪŦŞŲŘĴŞĴşƀĜŵƟ̹ ƀŦ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹
ƙŅňĪŅ̹ňŹ̹ŀĜňşĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴŹĴ̹ŵĴŹĴĜŵĪŅ̹ŲŵŦĪĴŹŹĴŹ̹Ĝşİ̹ŵĴǭĴĪƀĴİ˦̹ĜŹ̹ƙĴŘŘ̹
ĜŹ̹ĴƞĜŞňşĴİ˦̹ƀŅŵŦƄŀŅ̹ŞƟ̹ŲĴŵŹŦşĜŘ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙŦŵŖŹ̹ňş̹�ŅĜŲƀĴŵ̹q,,˫

�Ź̹ ŹŅŦƙş̹ ňş̹ �ŅĜŲƀĴŵ̹ ,,,˦̹ ĜşĪňĴşƀ̹ ƙŵňƀňşŀ̹ ŲŵĜĪƀňĪĴŹ̹ ƙĴŵĴ̹ Ĝ̹ ŲĜŵƀ̹ ŦĿ̹ ƀŅĴ̹
ĜŲŲŵĴşƀňĪĴ̹ŹƟŹƀĴŞ˦̹ ňş̹ƙŅňĪŅ̹Ĝ̹ŞĜŹƀĴŵ̹ƙĜŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ƀŵĜňş̹ŅňŹ̹ĜŲŲŵĴşƀňĪĴŹ̹
in a particular craft discipline generally for seven years until his apprentice 
ƙĜŹ̹ŴƄĜŘňǬĴİ̹ĴşŦƄŀŅ̹ƀŦ̹ŲŵŦĪĴĴİ̹ƙňƀŅ̹ŅňŹ̹ƙŵňƀňşŀ̹İƄƀƟ̹ĜŹ̹Ĝ̹ŹĪŵňĩĴ˫̹

�şİ̹ŘŦŦŖňşŀ̹Ĝƀ̹ƀŅĴ̹ŲŵĴŹĴşƀ̹ŹňƀƄĜƀňŦş˦̹ƙĴ̹ĜŘŘ̹ĴŞĩŵĜĪĴ̹ƀŅĴ̹ŹĜŞĴ̹ŹƟŹƀĴŞ̹
ƀŦ̹ƀŵĜňş̹ŲĜŵƀňĪňŲĜşƀŹ˦̹ĜŹ̹ŹŅŦƙş̹ňş̹�ŲŲĴşİňƞ̹�˦̹ňş̹ƙŅňĪŅ̹ƘĜŵňŦƄŹ̹ĪŦƄŵŹĴŹ̹
and workshops participated by me to gain this tacit knowledge within 
ƀŅĴ̹ ŲŵŦĪĴŹŹ˫̹ )ĴşĪĴ˦̹ ňƀ̹ ƙňŘŘ̹ şŦƀ̹ ĩĴ̹ ƙŵŦşŀ̹ ƀŦ̹ ĪŘĜňŞ̹ ƀŅĜƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹
training is a long process that requires demonstrating face-to-face 
by a master or skilled practitioner and can be improved through 
constant repetition and practice. All point to the issue that western 
ĪĜŘŘňŀŵĜŲŅƟ̹ĪĜşşŦƀ̹ĩĴ̹Ĝ̹ŲĜŵƀ̹ŦĿ̹ňƀŹ̹ŅňŹƀŦŵƟ̹Ĝşİ̹ƀĴĪŅşňŴƄĴ˦̹ƙŅĴƀŅĴŵ̹ŦşĴ̹
practices traditional or contemporary calligraphy that supports the 
abovementioned hypothesis.



ʋʊʈ

CONCLUSION

Contemporary calligrapher knows where to put the next stroke 
or marks as muscle memory. Since the constant practice provides 
ŞĜŹƀĴŵňşŀ̹ ƀŅĴ̹ ƀĴĪŅşňŴƄĴ˦̹ ŖşŦƙňşŀ̹ Ĝşİ̹ İŦŞňşĜƀňşŀ̹ ƀŅĴ̹ ŞĜƀĴŵňĜŘ˦̹
the knowledge of the tradition always exists as an intrinsic tactile 
knowledge which can refer to the craft nature of western calligraphy. 
That means there is a kind of preparation in advance and a kind 
ŦĿ̹ ĿŦŵĴŹĴĴňşŀ˦̹ ĜŹ̹ ƙĴŘŘ̹ ĜŹ̹ ĜĪƀňşŀ̹ ŹŲŦşƀĜşĴŦƄŹŘƟ̹ ƀŅĜƀ̹ ĪŦŞĴŹ̹ ƙňƀŅ̹ ƀŅĴ̹
muscle memory that started with the practices of ancient styles and 
ĪŦşƀňşƄĴŹ̹ƙňƀŅ̹ ĪŦşŹƀĜşƀ̹ ŲŵĜĪƀňĪĴŹ˫̹ #Ŧŵ̹ ƀŅňŹ̹ ŵĴĜŹŦş˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ĪŘĜňŞĴİ̹
that calligraphy preserves the craft feature that requires tangible 
information and acquiring the skill following the constant practice to 
ŞĜŹƀĴŵ̹ ƀŅĴ̹ ŅĜşİ̹ ƀŦ̹ ĜĪŅňĴƘĴ̹ŞƄŹĪŘĴ̹ŞĴŞŦŵƟ˦̹ ƀŅĴ̹ ĪŦŦŵİňşĜƀňŦş̹ ŦĿ̹ ƀŅĴ̹
Şňşİ˦̹ƀŅĴ̹ĜŵŞ˦̹Ĝşİ̹ƀŅĴ̹ŅĜşİ˫̹,ƀ̹ĩŵňşŀŹ̹ƀŅĴ̹ĪŦşŹĪňŦƄŹşĴŹŹ̹ŦĿ̹ŹŲŦşƀĜşĴňƀƟ̹
that comes with this knowledge. That proves that contemporary 
ĪĜŘŘňŀŵĜŲŅƟ̹İŦĴŹ̹şŦƀ̹ŵĴœĴĪƀ̹ƀŅĴ̹ƀŵĜİňƀňŦş̹Ŧŵ̹ƀŅĴ̹ŲĜŹƀ˰̹Ŧş̹ƀŅĴ̹ĪŦşƀŵĜŵƟ˦̹ňƀ̹
ŲƄƀŹ̹ňƀ̹Ŧş̹Ĝşİ̹ĜİƘĜşĪĴŹ˫̹bŅňŹ˦̹ŦşĪĴ̹ĜŀĜňş˦̹ŲŦňşƀŹ̹ƀŦ̹ƀŅĴ̹ĪŦŵĴ̹İňǣĴŵĴşĪĴ̹
between abstract painting and abstract calligraphy as a concept. 

�ŲĜŵƀ̹ ĿŵŦŞ̹ ŞĜŹƀĴŵňşŀ̹ ƀŅĴ̹ ŹŖňŘŘŹ̹ Ĝşİ̹ ƀĴĪŅşňŴƄĴŹ˦̹ ƀŅĴ̹ ĪŵĴĜƀňƘĴ̹
interpretations and practices are dominated the contemporary Western 
ĪĜŘŘňŀŵĜŲŅƟ̹ ŀĴşŵĴ˦̹ Ĝşİ̹ ƀŵĜİňƀňŦş̹ ňŹ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ ŹĴĴňşŀ̹ ĪŦşƘĴşƀňŦş̹ ĜŹ̹ Ĝ̹
way of enhancing the perspective of the calligraphic mind. This issue is 
presented and discussed through the works of contemporary calligraphers 
in Chapter VI and my personal works presented in Chapter VII.

bŅĴ̹ŹƀŵĜƀĴŀňĴŹ̹ŦĿ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ƙŅňĪŅ̹ŹĴĴŞ̹ƀŦ̹ĿŦĪƄŹ̹
Ŧş̹ Ĝş̹ ƄşƀŵĜŞŞĴŘĴİ˦̹ ňŞŲƄŘŹňƘĴ˦̹ ĜŵƀňŹƀňĪ̹ ĴƞŲŵĴŹŹňŦş̹ ƀŅĜƀ̹ ŅĜŹ̹ ĩĴĴş̹ ŲƄƀ̹
into –consist of using the writing instruments and using techniques- 
fundamentally derived from the individual interpretation of a long-
ƀňŞĴ̹ŲŅƟŹňĪĜŘ̹ƀŵĜňşňşŀ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƀŅĴ̹ŵĴŹƄŘƀ̹ŦĿ̹ƙŅňĪŅ̹ňŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹
ĪŦŞĴ̹ĜĪŵŦŹŹ̹ƙňƀŅ̹şĜƀƄŵĜŘ̹ĴĜŹĴ˦̹ŹƀňŘŘ̹ŘŦŦŖňşŀ̹Ĝƀ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŅĴŵňƀĜŀĴ̹
̐ƀŅĴ̹ƀĴĪŅşňĪĜŘ˦̹ƀŅĴŦŵĴƀňĪĜŘ̹Ĝşİ̹ŲŵĜĪƀňĪĜŘ̹ŖşŦƙŘĴİŀĴ̹ƀŦ̹ŞĜŖĴ̹ňƀ̹ ňŹ̹ŞŦŵĴ̹
personal and authentic. 

bŅĴ̹ĪŵĴĜƀňƘĴ̹ŲŵŦĪĴŹŹ̹ŦşĪĴ̹ĩĴĪĜŞĴ̹ĪŦşŹƀĜşƀ˦̹ĪŦşĪĴşƀŵĜƀňŦş̹ňŹ̹ŹƄŲŲŦŹĴİ̹
ƀŦ̹ ŅĜƘĴ̹ ŵĴŞĜňşĴİ˦̹ Ĝşİ̹ ƀŅĴ̹ ŵŅƟƀŅŞ˦̹ ŅĴşĪĴ̹ ĪŦşĪĴşƀŵĜƀňŦş˦̹ ŘĴĜİŹ̹ ƀŅĴ̹
motion of the hand to provide establish in the mind of a craft artist. 
�ňŵĴĪƀ̹ĴƞŲĴŵňĴşĪĴ˦̹ŲĴŵŹŦşĜŘ̹ĴşƘňŹňŦşňşŀ˦̹Ĝşİ̹ĜŘŹŦ̹İŦŞňşĜƀňşŀ̹Ĝ̹ŞĴİňƄŞ̹
ŞĴĜşŹ̹ŞĜŹƀĴŵƟ̹ŦĿ̹ňƀ˰̹ŅĴşĪĴ˦̹ƀŅĴ̹şĜƀƄŵĴ̹ŦĿ̹ƀŅĴ̹ĪŵĜĿƀ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĪĜş̹
be included in this category for which practitioners tend to create both 
ĿƄşĪƀňŦşĜŘ̹Ĝşİ̹ĜĴŹƀŅĴƀňĪ̹ĜŵƀňĿĜĪƀŹ̹ŦĿ̹ƀŅĴňŵ̹Ŧƙş̹ƀňŞĴ˦̹ĜŹ̹ŲŵĴŹĴşƀĴİ̹ňş̹ŞƟ̹
personal understanding of calligraphy examined in Chapter VII.

A hand of a contemporary calligrapher presents the gesture as a 
ŵĴǭĴĪƀňŦş̹ ŦĿ̹ ĜĪĪƄŞƄŘĜƀĴİ̹ ƀĴĪŅşňĪĜŘ̹ Ĝşİ̹ ƀŅĴŦŵĴƀňĪĜŘ̹ ŖşŦƙŘĴİŀĴ̹ ŦĿ̹ ƀŅĴ̹
ƀŵĜİňƀňŦş˫̹,ƀ̹ŞĴĜşŹ̹ƀŅĜƀ̹ƙŅĴş̹ƀŅĴ̹ŅĜşİ̹ňŹ̹ŹŖňŘŘĴİ̹Ĝşİ̹ĴƞĴĪƄƀĴŹ̹ƀĴĪŅşňŴƄĴ˦̹
the mind itself investigates and experiments with the material to create 
ƘňĜĩŘĴ̹ Ŧŵ˱Ĝşİ̹ ĿƄşĪƀňŦşĜŘ̹ ĿŦŵŞ̹ ňş˱ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ŅĜşİ˫̹ )ĴŵĴ˦̹ ƀŅĴ̹ ŹŖňŘŘĴİ̹
hand not only makes but also measures and introduces the scale and 
ŲŵŦŲŦŵƀňŦş̹ƀŦ̹ĿŦŵŞ˫̹bŅƄŹ˦̹ŲŵŦŲĴŵ̹ƀĴĪŅşňŴƄĴ̹ňŹ̹ŹƄŲŲŦŹĴİ̹ƀŦ̹ĩĴ̹ĜĪŴƄňŵĴİ˦̹
ĴŞŲŘŦƟĴİ˦̹ Ĝşİ̹ ĪŦŞĩňşĴİ̹ ƙňƀŅ̹ ĜŲŲŵŦŲŵňĜƀĴ̹ ŞĜƀĴŵňĜŘ̹ ƀŅŵŦƄŀŅ̹ ŹŖňŘŘŹ̹
ƀŅĜƀ̹ ĴŹƀĜĩŘňŹŅ̹ Ĝş̹ ĴĪŅŦ̹ ĜŹ̹ Ĝş̹ ĴƞƀĴşŹňŦş̹ ŦĿ̹ Şňşİ̹ Ĝşİ̹ ĩŦİƟ˦̹ ƙŅĴƀŅĴŵ̹ Ĝ̹
calligrapher practices traditional or contemporary calligraphy.



ʋʊʉ

ApĜŵƀ̹ ĿŵŦŞ̹ĩĴňşŀ̹ Ĝ̹ ŲĜŵƀ̹ ŦĿ̹ ƀŅĴ̹ ƀŵĜİňƀňŦş˦̹ ƀŅĴ̹ ĜşĪňĴşƀ̹ ŹĪŵňŲƀŹ̹ ĜŵĴ̹ ĜŘŹŦ̹
assessed as inspirations to experiment with new versions that show 
the established link between the tradition and current practices. These 
ancient styles are a stepping point to reveal the context of calligraphers’ 
ƄşİĴŵŹƀĜşİňşŀ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ bŅĴ̹ ĜşĪňĴşƀ̹ ŹĪŵňŲƀŹ̹ Ĝşİ̹ ƙŵňƀňşŀ̹ ƀŦŦŘŹ˦̹
Ĝşİ̹ŞĜƀĴŵňĜŘŹ̹ ŲŵŦƘňİĴ̹ Ĝş̹ ŦŲŲŦŵƀƄşňƀƟ̹ ƀŦ̹ ĴƞŲĴŵňŞĴşƀ˫̹)ŦƙĴƘĴŵ˦̹ ƄŹňşŀ̹
Ĝ̹ ĪĜşĴ̹ Ŧŵ̹ ŴƄňŘŘ̹ ŲĴş̹ ňŹ̹ Ĝ̹ şĴƙ̹ ĪŦşĪĴŲƀ˦̹ ňşĪŘƄİňşŀ̹ ƀŅĴ̹ ĪňŵĪƄŞŹƀĜşĪĴŹ̹ ŦĿ̹
ƀŅĴ̹ ŹĪŵňĩĴŹ̹ Ĝşİ̹ ňş̹ ƙŅĜƀ̹ ĪŦşİňƀňŦş̹ ƀŅĴƟ̹ ƙĴŵĴ̹ ŹƄŲŲŦŹĴİ̹ ƀŦ̹ ƙŦŵŖ˦̹ şŦƀ̹
coinciding with the time that the contemporary calligrapher was born. 
That means experimenting with calligraphy in a way that the ancient 
ŹĪŵňĩĴ̹İňİ̹ƀŦ̹ĴƞŲĴŵňŞĴşƀ̹ƙňƀŅ̹Ĝ̹şĴƙ̹ŅŦŵňƥŦş˰̹ĜŹ̹[ƀĴƘĴşŹ̹ĪŘĜňŞŹ̹˾ʇʅʆʈ˿˦̹
even the ancient writing or manuscript can be expressive from the 
ŲŦňşƀ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ˦̹ƙŅňĪŅ̹ŹĴĴŞŹ̹ƀŦ̹İĴŲĴşİ̹Ŧş̹ƀŅĴ̹ŲĴŵĪĴŲƀňŦş̹Ĝşİ̹
appreciation of it. 

,ş̹ ƀŅĴ̹ ŞĴĜşƀňŞĴ˦̹ ĜŹ̹ ŹŅŦƙş̹ ňş̹ �ŅĜŲƀĴŵ̹ q,˦̹ AĴƄŘŞĜş̹ ŞŦŹƀŘƟ̹ ĴŞŲŘŦƟŹ̹
ĿŵĜŖƀƄŵ̹ ŹƀƟŘĴ˦̹ ŹƀƟŘňƥňşŀ̹ ňƀ̹ Ĝşİ̹ŞŦŹƀŘƟ̹ ŵĴŲĴĜƀňşŀ̹ ƀŅĴ̹ ŹƀŵŦŖĴŹ̹ ňş̹ ŅňŹ̹ Ŧƙş̹
ŅĜşİ˦̹ŹŦŞĴƀňŞĴŹ̹ŲňĪŖŹ̹ƘĜŵňŦƄŹ̹ŖşŦƙş̹ŹĪŵňĩĴŹ̹Ĝşİ̹ŅňŹ̹ŹƀŦŵƟ˦̹Ŧŵ̹Ĝ̹ŲŦĴŞ˦̹
Ĝ̹ ŹĴşƀĴşĪĴ̹ İňŵĴĪƀŘƟ̹ Ŧŵ̹ ŹƄĩƀŘƟ˦̹ ƙŦŵŖŹ̹ ĜŹ̹ Ĝ̹ ŹƄĩœĴĪƀ̹ ňş̹ ŅňŹ̹ ƙŦŵŖŹ˫̹ �Ź̹ Ĝ̹
ŀŵĜǤƀň̐ĩĜŹĴİ̹ĜŵƀňŹƀ˦̹ŅĴ̹ĴŹƀĜĩŘňŹŅĴŹ̹Ĝ̹ĪŘŦŹĴ̹ŵĴŘĜƀňŦşŹŅňŲ̹ƙňƀŅ̹ƀŅĴ̹ĜşĪňĴşƀ̹
ŹĪŵňĩĴŹ̹Ĝşİ̹ĴƞŲŵĴŹŹĴŹ̹ƀŅňŹ̹ĜŹ̹Ĝ̹ŘňĿĴŹƀƟŘĴ˦̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹ŹƄĩœĴĪƀŹ̹ƀŅĜƀ̹ƀĴŘŘ̹Ŧŵ̹
ĴŞŲŅĜŹňƥĴ̹ƀŅňŹ˦̹Ĝşİ̹ĩĴĜŵŹ̹ƀŵĜĪĴŹ̹ŦĿ̹ƀŅĴ̹ŲĜŹƀ̹ ňş̹ƀŅĴňŵ̹ƙŦŵŖŹ˫̹ ,ƀ̹ ňŹ̹ŲŵĴƀƀƟ̹
ŞƄĪŅ̹ ƀŅĴ̹ ŹĜŞĴ̹ ĿŦŵ̹ �ŵŦƙş˦̹ ƙŅŦ̹ ňşŹŲňŵĴİ̹ ƀŅĴ̹ ňƀĜŘňĪ̹ ŅĜşİ˦̹ ŹƀƟŘňƥĴİ̹ ňƀ˦̹
ĪŵĴĜƀĴİ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƘĴŵŹňŦşŹ˦̹ĜŘŹŦ̹ŞŦŹƀŘƟ̹ĴŞŲŘŦƟĴİ̹ƀŅĴ̹ňşŹƄŘĜŵ̹ŹĪŵňŲƀ˦̹
Ĝşİ̹ ƀĜŖĴ̹ ĜİƘĜşƀĜŀĴ̹ ŦĿ̹ ƀŅĴ̹ �ŦŦŖ̹ ŦĿ̹ 9ĴŘŘŹ̹ ̐Ĝ̹ şňşƀŅ̐ĪĴşƀƄŵƟ̹ŞĜşƄŹĪŵňŲƀ̹̐
as an inspiration. All shows that the tradition is not just a part of 
contemporary calligraphy with its theoretical and practical parts but is 
also assessed as a source of inspiration for contemporary calligraphers. 

It may raise the question of whether technological developments can 
ĩĴ̹ ĪŦşŹňİĴŵĴİ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ŹňŀşňǬĪĜşƀ̹ ňşǭƄĴşĪĴŹ̹ ƀŅĜƀ̹ ŵĴǭĴĪƀ̹ Ĝşİ̹ ĴƘĴş̹
cause the shape of the contemporary interpretation of the Western 
ĪĜŘŘňŀŵĜŲŅĴŵŹ˫̹)ŦƙĴƘĴŵ˦̹ňƀ̹ňŹ̹Ĝ̹ŞĜƀƀĴŵ̹ŦĿ̹ŴƄĴŹƀňŦşňşŀ̹ƀŅĴ̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹
western thinking in terms of calligraphy. It is evident that technological 
ĜİƘĜşĪĴŹ̹ ŦǣĴŵ̹ ƘĜŵňŦƄŹ̹ ŲŦŹŹňĩňŘňƀňĴŹ̹ ƀŦ̹ ĪŦŞŲŵĴŅĴşŹňƘĴŘƟ̹ ŵĴĜĪŅ̹ ƀŅĴ̹
ŖşŦƙŘĴİŀĴ̹ ĜĩŦƄƀ̹ ƀŅĴ̹ ŵŦŦƀŹ˦̹ ƙŅňĪŅ̹ ňŹ̹ ŞĴşƀňŦşĴİ̹ ŅĴŵĴ̹ ĜŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹
ŹňŀşňǬĪĜşƀ̹ĴǣĴĪƀŹ̹Ŧş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹�ƞĜŞňşňşŀ̹ƀŅĴ̹ĜşĪňĴşƀ̹
ŹĪŵňŲƀŹ˦̹ ŹƀŵƄĪƀƄŵĴ˦̹ ĿŦŵŞ˦̹ Ĝşİ̹ ŅňŹƀŦŵňĪĜŘ̹ ŵĴĿĴŵĴşĪĴŹ̹ ƀŅĜƀ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
calligraphers encounter during their practices and research is 
ŲŵŦƘňİĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ĿĜĪňŘňƀňĴŹ̹ ŦĿ̹ ƀŦİĜƟ˫̹ �ĴŹňİĴŹ̹ ƀŅĜƀ˦̹ ƀĴĪŅşŦŘŦŀňĪĜŘ̹
ĜİƘĜşĪĴŹ̹ ĪĜşşŦƀ̹ ĩĴ̹ ŲĴŵĪĴňƘĴİ̹ ĜŹ̹ Ĝ̹ ŞĜœŦŵ̹ ĴǣĴĪƀ̹ ŦĿ̹ ƀĴĪŅşŦŘŦŀƟ̹ Ŧş̹
ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ŞňşİŹĴƀ˫̹ bŅĴ̹ ƀĜĪňƀ̹ Ŧŵ̹ ĩŦİňŘƟ̹ ĴƞŲĴŵňĴşĪĴŹ˦̹ ŹƄĪŅ̹ ĜŹ̹
ĪĜŘŘňŀŵĜŲŅĴŵŹ̹AĴƄŘŞĜş˦̹;ĜŞŲĜŹ˦̹Ŧŵ̹~ĴŀĜ˦̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹q,˦̹ŹĴĴŞ̹
ƀŦ̹ İĴŹĪŵňĩĴ̹ ƀŅĴňŵ̹ ĴŞĩŦİňĴİ̹ ĴƞŲĴŵňĴşĪĴŹ̹ ŦĿ̹ ŲĴŵĿŦŵŞňşŀ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹
ňş̹ ƙŅňĪŅ̹ ƀŅĴƟ̹ ŅĜƘĴ̹ ĜĪƀňƘĴŘƟ̹ ňşƘŦŘƘĴİ̹ ƀŅĴ̹ ŲŵŦĪĴŹŹ˦̹ ĜŘŹŦ̹ ŲŵĴŹĴşƀ̹ ƀŅĴŹĴ̹
processes as an act of calligraphy that reminds the action painting of 
Pollock. It is one of the reasons that these calligraphers feel close to 
these abstract expressionist painters.

�şŦƀŅĴŵ̹ ŲĜŵƀ̹ ŦĿ̹ ƀŅĴ̹ ŅƟŲŦƀŅĴŹňŹ̹ƙĜŹ̹ ̚�ŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĴƘĴş̹
with its highly abstract forms that are close to the abstract painting 
ƘňŹƄĜŘŘƟ˦̹ ŹƀňŘŘ̹ ƀĜŖĴŹ̹ ňƀŹ̹ ŵĴĿĴŵĴşĪĴŹ̹ Ĝşİ̹ ňşŹŲňŵĜƀňŦşŹ̹ ĿŵŦŞ̹ ˧̹ ƀŅĴ̹ #Ĝŵ̹
Eastern and Middle Eastern calligraphy traditions and interactions 
with the other art discipline.”
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As discussed in Chapters IV and V about the mutual interaction 
ĩĴƀƙĴĴş̹ ƀŅĴ̹�ĜŹƀ̹ Ĝşİ̹rĴŹƀ˦̹ Ĝşİ̹ ŹŅŦƙş̹ ňş̹�ŅĜŲƀĴŵ̹q,̹ ĜŹ̹ƙĴŘŘ˦̹ œƄŹƀ̹ ĜŹ̹
ƙĴŹƀĴŵş̹ ĜŵƀňŹƀŹ̹ ĴŞƄŘĜƀĴİ̹ Ĝşİ̹ ĜŲŲŘňĴİ̹ ŀĴŹƀƄŵĴŹ̹ ĿŵŦŞ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀ˦̹
ƀŅĴ̹ ŹŦƄŵĪĴ̹ ŦĿ̹ ŲĴŵĿŦŵŞňşŀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪŦŞĴŹ̹ ĿŵŦŞ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀ̹
ƄşİĴŵŹƀĜşİňşŀ˦̹ƀŦŦ˫̹

Shufa̹ ˾�ŅňşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˿̹ Ĝşİ̹ shodo̹ ˾7ĜŲĜşĴŹĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˿̹ ĜŵĴ̹
ĴƞĜŞňşĴİ̹Ĝşİ̹ĴƞŲŘĜňşĴİ˦̹ ŹŅŦƙňşŀ̹ŅŦƙ̹ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ ĜŲŲŵĴĪňĜƀĴİ̹Ĝşİ̹
ĴƞĜŞňşĴİ̹ ĜŹ̹ Ĝ̹ ƙĜƟ̹ ŦĿ̹ ĴƞŲŵĴŹŹňşŀ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ Ĝşİ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̝̹
ƙĴŘŘ̐ĩĴňşŀ˦̹ ĿŦĪƄŹňşŀ̹ Ŧş̹ Ĝ̹ ŲŵŦĪĴŹŹ̹ ƀŅĜş̹ ƀŅĴ̹ ŵĴŹƄŘƀ˫̹ ,ƀ̹ ňŹ̹ ĜŘŹŦ̹ ŹĴĴş̹ ƀŅĜƀ̹
calligraphy is described with the analogy of music or dance emphasizing 
Ĝ̹ŲĴŵňŦİ̹ŦĿ̹ŲĴŵĿŦŵŞňşŀ˫̹)ĴşĪĴ˦̹ƄşİĴŵŹƀĜşİňşŀ̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹
a performance and being actively involved in work as an artist has its 
ŵŦŦƀŹ̹ ňş̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ŞĴşƀĜŘňƀƟ˫̹[ňşĪĴ̹ŲĜňşƀňşŀ̹Ĝşİ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĜŵĴ̹
şŦƀ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ƀƙŦ̹İňǣĴŵĴşƀ̹İňŹĪňŲŘňşĴŹ̹ňş̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀ˦̹ĜŘŹŦ̹ƀŅĴ̹ŹĜŞĴ̹
tools -brush and ink- are utilized to perform. The image-based writing 
or painting is assessed through the quality of line/stroke and the skill of 
ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ƀŅĴ̹İňƘňŹňŦş̹ĩĴƀƙĴĴş̹ƙŵňƀňşŀ˱ĪĜŘŘňŀŵĜŲŅƟ̹Ĝşİ̹ŲĜňşƀňşŀ̹
ňş̹ ƀŅĴ̹ rĴŹƀ˦̹ ŲĜŵƀňĪƄŘĜŵŘƟ̹ ŵĴŘĜƀĴİ̹ ƀŦ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙňƀŅ̹
ƙŦŵİŘƟ̹ ňŞĜŀĴŹ˦̹ ŘŦŹĴŹ̹ ňƀŹ̹ƘĴŵİňĪƀ˦̹Ĝşİ̹ĩŦŵİĴŵŹ̹İňŹŹŦŘƘĴ˫̹ ,ş̹ŦƀŅĴŵ̹ƙŦŵİŹ˦̹
calligraphy can be written or painted. The main issue is the writing-like 
gesture that is executed by skilled artists with calligraphy backgrounds.

�Ź̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ˦̹ƀŅĴ̹ĴƞĴĪƄƀňŦş̹ŦĿ̹ƀŅĴ̹ƙŦŵİ̹ĜŹ̹Ĝş̹ňŞĜŀĴ̹ŅĜŹ̹ĩĴĪŦŞĴ̹
a common feature of the contemporary mindset. Spontaneous drips 
Ĝşİ̹İŵŦŲŹ̹ŦĿ̹ňşŖ˦̹Ĝ̹ŹŲŘĜƀƀĴŵ̹ŦĿ̹ƀŅĴ̹ŲĜňşƀ̹ĪŵĴĜƀĴ̹ŘĜƟĴŵĴİ̹ŞĜŵŖŹ˦̹Ĝ̹ŹŦŵƀ̹ŦĿ̹
ƀĴƞƀƄŵĴ̹ƀŅĜƀ̹ĪĜş̹ĩĴ̹ĪŦŞŲĜŵĴİ̹ƙňƀŅ̹ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ĜŘŹŦ̹
the gestures of the abstract expressionist with the loose brushstroke 
that bodily experience with the full participation of the calligrapher. 
,ƀ̹ňŹ̹ĴƘňİĴşƀ̹ƀŅĜƀ̹ňşǭƄĴşĪĴİ̹ĩƟ̹ƀŅĴ̹ŞňşİŹĴƀ̹ŦĿ̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹
in which there is no distinction between painting and calligraphy. 
)ĴşĪĴ˦̹ƀŅĴ̹ŲĜňşƀĴŵ̹Ĝşİ̹ƀŅĴ̹ƙŵňƀĴŵ̹ĪĜş̹ĩĴ̹ƄŹĴİ̹ňşƀĴŵĪŅĜşŀĴĜĩŘƟ̹ƙňƀŅŦƄƀ̹
rigid distinction or contradiction and dispute in the sense of western 
contemporary calligraphy.

#ƄŵƀŅĴŵŞŦŵĴ˦̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ňşƀĴŵĜĪƀ̹ ƙňƀŅ̹ ŞĜşƟ̹ ǬĴŘİŹ̹
and represent essential stages in collaboration with other artistic 
İňŹĪňŲŘňşĴŹ˦̹ şĜŞĴŘƟ̹ ŀŵĜǤƀň˦̹ ŀŵĜŲŅňĪ̹ İĴŹňŀş˦̹ ŲŦĴƀŵƟ˦̹ ŞƄŹňĪ˦̹ Ĝşİ̹ İĜşĪĴ˫̹
Interdisciplinary artists’ ensemble combines various artistic discipline 
ƄşİĴŵ̹ Ĝ̹ şĴƙ̹ şĜŞĴ̹ Ŧŵ̹ ŹƀƟŘĴ˦̹ Ŧŵ̹ ĴşŹĴŞĩŘĴ̹ ĿŵŦŞ̹ İňǣĴŵĴşƀ̹ İňŹĪňŲŘňşĴŹ̹
ĪŦŘŘĜĩŦŵĜƀĴ̹ƀŦ̹ŲŵŦİƄĪĴ̹Ĝ̹ŲŵŦœĴĪƀ̹ƙŅňĪŅ̹ňşƀĴŀŵĜƀĴŹ̹ƀŅĴňŵ̹İňǣĴŵĴşƀ̹Ĝŵƀ̹ĿŦŵŞŹ̹
ĪŦƘĴŵƀŘƟ̹Ŧŵ̹ŦŲĴşŘƟ˦̹ĜŹ̹ŹŅŦƙş̹ňş̹�ŅĜŲƀĴŵ̹q,˫̹bŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ŞĴƀŅŦİŹ̹
that artists employ have given a new expressive form by framing their 
own rules of art that let them invent their mediums. Their free form 
ŀňƘĴŹ̹ ŹŲĜĪĴ̹ ĿŦŵ̹ŞŦƘĴŞĴşƀ̹ Ĝşİ̹ ĜĪƀňŦş˫̹ [ŦŞĴ̹ ŦĿ̹ ƀŅĴ̹ƙŦŵŖŹ̹ Ǭƀ̹ ňşƀŦ̹ ƀŅĴ̹
ĪĜƀĴŀŦŵƟ̹ŦĿ̹ ƀŵĜİňƀňŦşĜŘ̹ Ŧŵ̹ŞŦİĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˰̹ ŹŦŞĴƀňŞĴŹ˦̹ ƀŅĴ̹ ƀĴƞƀ̹ ĪĜş̹
be provocative and with any concern of conveying the actual message of 
ƀŅĴ̹ƀĴƞƀ˦̹ĪĜƀĪŅňşŀ̹ƀŅĴ̹ŘƟŵňĪĜŘ̹ĴŘĴŞĴşƀŹ̹Ĝşİ̹İĴĪňŲŅĴŵňşŀ̹ňƀ̹ňş̹ŘĜƟĴŵŹ̹Ŧş̹ƀŅĴ̹
ŞĴİňƄŞ˦̹ĜĪĪĴşƀƄĜƀňşŀ̹ƀŅĴ̹ňşİňƘňİƄĜŘňŹŞ̹ŦĿ̹ĴĜĪŅ̹ŘĴƀƀĴŵ˦̹ĴƘĴş̹ĴĜĪŅ̹ŹƀŵŦŖĴ̹
underlining the collaboration between them. Considering the mentioned 
ĿĴĜƀƄŵĴŹ̹ŦĿ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ňƀŹ̹ĴĪŘĴĪƀňĪ̹ĿĴĜƀƄŵĴ˦̹Ĝşİ̹ŞƄŘƀň̐ŘĜƟĴŵ̹
meanings that present open work concept refers to another hypothesis 
that is presented in the Introduction. 



ʋʊʋ

As mentioned iş̹ ƀŅĴ̹ ,şƀŵŦİƄĪƀňŦş˦̹ ĜşŦƀŅĴŵ̹ ŅƟŲŦƀŅĴŹĴŹ̹ ƙĜŹ̹ ƀŅĜƀ̹
“Contemporary calligraphy is accepted as an autonomous discipline 
that can be assessed as an open area to interpret depending on the 
ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ ňşĪŘƄİňşŀ̹ ƀŅĴ̹ ŵĴĜİĴŵ˱ƘňĴƙĴŵ˦̹ İĴŞĜşİ̹ ĿŵŦŞ̹ ƀŅĴŞ̹ Ĝ̹
İňǣĴŵĴşƀ̹ŘĴƘĴŘ̹ŦĿ̹ŵĴĜİňşŀ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ňŞĜŀĴ̹ŦĿ̹ƀŅĴ̹ƙŦŵİ˫̹,ƀ̹ŵĴŲŵĴŹĴşƀŹ̹
an eclectic fusion of multi-layer meanings through the open work 
concept.”

,ş̹ �ŅĜŲƀĴŵ̹ q,˦̹ ƀŅĴ̹ ŲŵĜĪƀňĪĴŹ̹ ŦĿ̹ ƘĜŵňŦƄŹ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ İňŹĪƄŹŹĴİ̹ Ĝşİ̹
their visually abstract arrangement and plastic expression of writing/
ƀŅĴ̹ňİĴĜ̹ŦĿ̹ƙŵňƀňşŀ̹ĪŦşǬŵŞŹ̹ƀŅĜƀ̹ƀŅĴƟ̹ĪĜŵŵƟ̹ƀŅĴ̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹Ĝ̹ƙĴŹƀĴŵş̹
calligrapher to open the interpretations of the reader/viewer that will 
reach the broad and beyond meaning from the visual appearance of 
the idea of contemporary western calligraphy. It is highly dynamic 
ƀŅĜƀ̹ ĪĜş̹ĩĴ̹ƘĜŵňĴİ̹ Ĝşİ̹ ŵĴŘĜƀĴİ̹ ƀŦ̹ ƀŅĴ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ ŅňŹ˱
her understanding of writing/calligraphy fused with the background 
ĜŹ̹ƙĴŘŘ˦̹ ĜŹ̹ ŲŵĜĪƀňĪĴİ̹ Ĝşİ̹ ŲĴŵĿŦŵŞĴİ̹ ĜŹ̹ Ĝş̹ ĜŵƀňŹƀňĪ̹ ǬĴŘİ̹ ƀŅĜƀ̹ ŦŲĴş̹ ƀŦ̹
interpretation of both the artists and the viewer/reader/audiences. 

A multi-layered meaning with its eclectic features causes another issue 
ĿŵŦŞ̹ ƀŅĴ̹ ĜƄİňĴşĪĴ̝Ź̹ ŲŦňşƀ̹ ŦĿ̹ ƘňĴƙ˥̹ ňƀ̹ ĩĴĪŦŞĴŹ̹ ŅňŀŅŘƟ̹ ĪŅĜŘŘĴşŀňşŀ̹ ƀŦ̹
İĴĪňŲŅĴŵ̹ƀŅĴ̹ƙŦŵŖ̹Ĝşİ̹ĜŹŹĴŹŹ̹ňƀ̹ĜŹ̹ĪĜŘŘňŀŵĜŲŅňĪ˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹ƙňƀŅŦƄƀ̹ĜşƟ̹
background or knowledge about calligraphy. That means contemporary 
practices are also related to the viewer/audience/reader and the act of 
ŹĴĴňşŀ˰̹ƀŅĴ̹ňşƀĴŵŲŵĴƀĜƀňŦş̹İĴŲĴşİŹ̹Ŧş̹ƀŅĴ̹ĜŵƀňŹƀŹ̝̹ŀĜƥĴ˦̹ŘĴİ̹ƀŦ̹ĪŦşŹňİĴŵ̹
Ĝş̹ ŦŲĴşƙŦŵŖ̹ ŦĿ̹ �ĪŦ̹ ˾ʆʎʍʎ˿˦̹ ƙŅňĪŅ̹ ĪĜş̹ ĩĴ̹ ĜŹŹĴŹŹĴİ̹ ĜŹ̹ Ĝş̹ ĜƀƀĴŞŲƀ̹ ƀŦ̹
comprehend artwork that is considered as open by their author/creator. 

#ƄŵƀŅĴŵ˦̹ ňƀ̹ ňŹ̹ ĪŦŞŲŘĴƀĴİ̹ ĩƟ̹ ƀŅĴ̹ ƘňĴƙĴŵ˱ĜƄİňĴşĪĴ˱ŵĴĜİĴŵ˦̹ ƙŅŦ̹ ĜŘŹŦ̹
becomes a performer in this sense. The works invite the reader/
ĜƄİňĴşĪĴ̹ƀŦ̹ŵĴĜİ̹ƀŅĴ̹ƄşŵĴĜİĜĩŘĴ̹ƙŵňƀƀĴş̹ŹňŀşŹ˱ŀĴŹƀƄŵĴŹ̹Ŧş̹Ĝ̹İňǣĴŵĴşƀ̹
ŘĴƘĴŘ̹ ĜŹ̹ ňş̹ ƀŅĴ̹ ĪŦşĪĴŲƀ̹ ŦŲĴş̹ƙŦŵŖ̹ ŦĿ̹ �ĪŦ̹ ˾ʆʎʍʎ˿˦̹ ňş̹ƙŅňĪŅ̹ ƀŅĴŵĴ̹ ňŹ̹ şŦ̹
İĴǬşňƀĴ̹ŞĴŹŹĜŀĴ̹ ĩƄƀ̹ŞƄŘƀňŲŘĴ̹ ŲŦŹŹňĩňŘňƀňĴŹ˫̹ ,ƀ̹ ŹĴĴŞŹ̹ ƀŦ̹ İĴŞĜşİ̹ ĿŵŦŞ̹
ƀŅĴňŵ̹ ĜƄİňĴşĪĴŹ̹ ŘŦŦŖ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ƙŵňƀƀĴş̹ƙŦŵŖ̹ Ĝşİ̹ ňşƀĴŵŲŵĴƀ̹ ĜŹ̹ƙĴŘŘ˦̹
Ĝ̹ İňǣĴŵĴşƀ̹ Ŗňşİ̹ ŦĿ̹ ŞĴĜşňşŀ̹ Ĝşİ̹ ƘňŹƄĜŘ̹ ŲŘĴĜŹƄŵĴ̹ İĴŲĴşİňşŀ̹ Ŧş̹ ƀŅĴňŵ̹
background that compels the audience to look at the visual composition 
rather than try to read.

�ŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŦǣĴŵŹ̹Ĝ̹şĴƙ̹ƙĜƟ̹ŦĿ̹ŹĴĴňşŀ˱ŵĴĜİňşŀ̹ƀŅĴ̹ƙŦŵŖ̹
ŲŘƄŵĜŘňŹƀňĪ̹ ƙňƀŅ̹ ŞƄŘƀňŲŘĴ̹ ŞĴŹŹĜŀĴŹ̹ ŵĜƀŅĴŵ̹ ƀŅĜş̹ Ĝ̹ İĴǬşňƀĴ̹ ŦşĴ˫̹ bŅňŹ̹
multiplicity provided by the personal interpretations makes the work 
perceived as in motion and movement that the audience/viewer can 
participate in as an actual actor. It refers to calligraphy as being a living 
ĴşƀňƀƟ˦̹ ĜŹ̹ ňş̹ ƀŅĴ̹ ĪĜŹĴ̹ ŦĿ̹ ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹)ĴşĪĴ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹
ĪŘĜňŞĴİ̹ƀŅĜƀ̹ƀŅĴ̹ŞŦŵĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ƀŅĴŵĴ̹ĜŵĴ˦̹ƀŅĴ̹ŞŦŵĴ̹
diversity and interpretations will be. It has become an indispensable 
feature of contemporary western calligraphy.

This open-work concept of contemporary calligraphy causes 
ƀĴŵŞňşŦŘŦŀƟ̹ ĪŦşĿƄŹňŦş˦̹ƙŅňĪŅ̹ ĜŘŹŦ̹ ŲŵŦĩĜĩŘƟ̹ ŦĪĪƄŵŹ̹ İƄĴ̹ ƀŦ̹ ƀŅĴ̹ ŹŅĜŵŲ̹
ŹĴŲĜŵĜƀňŦş̹ĩĴƀƙĴĴş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŵňƀňşŀ˦̹Ĝşİ̹ŲĜňşƀňşŀ̹ƀŅĜƀ̹ňŹ̹İňŹĪƄŹŹĴİ̹
ňş̹�ŅĜŲƀĴŵ̹ ,,˫̹rŅňŘĴ̹ ĜşĪňĴşƀ̹ƙŵňƀňşŀ˱ĪĜŘŘňŀŵĜŲŅƟ̹ ĪĜş̹ĩĴ̹İĴǬşĴİ̹ĴĜŹňŘƟ˦̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ĴƘĴş̹ŞŦŵĴ̹İňǤcult to describe or classify. 



ʋʊʌ

rŵňƀňşŀ˦̹ ŅĴşĪĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ şŦ̹ ŘŦşŀĴŵ̹ İĴŲĴşİĴşƀ̹ Ŧş̹ ŵĴĪŦŀşňƥĜĩŘĴ̹
ƙŵňƀƀĴş̹ŹňŀşŹ˦̹ŘĴƀƀĴŵŹ˦̹ƙŦŵİŹ˦̹Ŧŵ̹ƀĴƞƀ˫̹

�Ź̹ ŹƀĜƀĴİ̹ ňş̹ ƀŅĴ̹ ňşƀŵŦİƄĪƀňŦş˦̹ ĜşŦƀŅĴŵ̹ ŅƟŲŦƀŅĴŹňŹ̹ ƙĜŹ̹ ƀŅĜƀ̹
“Contemporary calligraphy has become an art form that stands out 
ƙňƀŅ̹ňƀŹ̹ŲĴŵĿŦŵŞĜşĪĴ̹ĜŹŲĴĪƀ˦̹ňş̹ƙŅňĪŅ̹ƀŅĴ̹ŲŵŦĪĴŹŹ̹Ĝşİ̹ňƀŹ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹
ĜŵĴ̹ŲĴŵŹŦşĜŘŘƟ̹ňşƘŦŘƘĴİ̹ňş̹ƀŅňŹ̹ŲŵŦĪĴŹŹ̹ĜŹ̹ĜĪƀňƘĴ̹ǬŀƄŵĴŹ̹ƙŅŦ̹ŵĴǭĴĪƀ̹ƀŅĴ̹
feeling and emotion through the gesture of the hand.”

�Ź̹�ŅĜŲƀĴŵ̹q,̹ŹŅŦƙŹ˦̹ƀŅĴ̹ŲŵĜĪƀňĪĴŹ̹ŦĿ̹ƀŅĴ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹
also their attitudes present that calligraphy started to be performed as 
Ĝş̹Ĝŵƀ̹ĿŦŵŞ̹ƀŅĜƀ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ňŹ̹ĿŵĴĴ̹ƀŦ̹ŵĴǭĴĪƀ̹ŲĴŵŹŦşĜŘ̹ňşƀĴŵŲŵĴƀĜƀňŦş˫̹
It becomes a platform to express the feelings and emotions of the 
ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ƙŅňĪŅ̹ ĜŵĴ̹ ŅňŀŅŘƟ̹ ŲĴŵŹŦşĜŘŘƟ̹ ŵĴŘĜƀĴİ̹ ƀŦ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹
ƀŅĴňŵ̹ƄşİĴŵŹƀĜşİňşŀ˦̹Ĝşİ̹ƀŅĴňŵ̹ ňşƀĴŵŲŵĴƀĜƀňŦşŹ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹bŅĜƀ̹
ŅĴŵĜŘİŹ̹ ƀŅĴ̹ŞƄŘƀň̐ŘĜƟĴŵĴİ̹ ŲŵĜĪƀňĪĴŹ˦̹ƙŅňĪŅ̹ İŦ̹şŦƀ̹ ĪŦşŹňŹƀ̹ ŦĿ̹ ŦşŘƟ̹ ŦşĴ̹
ŞňŹŹňŦş̹Ŧŵ̹ŞĴĜşňşŀ̹ĜŹ̹ňş̹ƀŵĜİňƀňŦşĜŘ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹,ş̹ŦƀŅĴŵ̹ƙŦŵİŹ˦̹ƙŅňŘĴ̹
ƀŵĜİňƀňŦşĜŘ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙĜŹ̹ ŹŦŘĴŘƟ̹ ĴƞĴĪƄƀĴİ̹ ĜŹ̹ Ĝ̹ ĪŵĜĿƀ˦̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
calligraphy is performed with a multi-layered approach of calligraphers 
that heralds multi-meaning in an eclectic way. That means there is no 
concrete functional aim as in the case of traditional western calligraphy. 

Employing the gesture as a representation of the feelings and emotions 
ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ňŹ̹ĜŘŵĴĜİƟ̹ŞĴşƀňŦşĴİ˰̹ŅŦƙĴƘĴŵ˦̹ĜŹ̹ŹĴĴş̹ňş̹�ŅĜŲƀĴŵŹ̹
q,̹Ĝşİ̹q,,˦̹ňş̹ƙŅňĪŅ̹ƘĜŵňŦƄŹ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹Ĝşİ̹ŞƟ̹ŲĴŵŹŦşĜŘ̹ĪĜŘŘňŀŵĜŲŅňĪ̹
ƙŦŵŖŹ̹ƙĴŵĴ̹İňŹĪƄŹŹĴİ˦̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹şŦ̹ ŘŦşŀĴŵ̹ĜŹŹĴŹŹĴİ̹ĜŹ̹ Ĝ̹
ŹĴŵƘĜşƀ̹ŦĿ̹ƀŅĴ̹ƀĴƞƀ˰̹ňşŹƀĴĜİ˦̹ŀĴƀƀňşŀ̹ĪŘŦŹĴ̹ƀŦ̹ƀŅĴ̹ňİĴĜ̹ŦĿ̹Ĝş̹ňşŹƀŵƄŞĴşƀ̹
of the calligraphic composition -a visual structure that is encountered 
as an emotional reaction of the calligrapher. It points to calligraphy 
performing as an autonomous art form in which the process and its 
ĪĜŘŘňŀŵĜŲŅĴŵ̹ ĜŵĴ̹ ŲĴŵŹŦşĜŘŘƟ̹ ňşƘŦŘƘĴİ̹ ňş̹ ƀŅňŹ̹ ŲŵŦĪĴŹŹ̹ ĜŹ̹ ĜĪƀňƘĴ̹ ǬŀƄŵĴŹ̹
ƙŅŦ̹ŵĴǭĴĪƀ̹ƀŅĴ̹ĿĴĴŘňşŀ̹Ĝşİ̹ĴŞŦƀňŦş̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ŀĴŹƀƄŵĴ̹ŦĿ̹ƀŅĴ̹ŅĜşİ˫̹

�Ź̹ ŹĴĴş̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ƙŦŵŖŹ̹ ŦĿ̹ ,şŀŞňŵĴ˦̹ ~ĴŀĜ˦̹AĴƄŘŞĜş˦̹ ;ĜŞŲĜŹ˦̹ Ĝşİ̹
�ŦŖňşŹ˦̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ĪŵĴĜƀňşŀ̹ƀŅĴňŵ̹Ŧƙş̹ŞĜƀĴŵňĜŘŹ̹Ĝşİ̹
ƀĴĪŅşňŴƄĴŹ˦̹ ŹƀĜŵƀĴİ̹ ƀŦ̹ ĩĴ̹ ňşƘŦŘƘĴİ̹ ĿŵŦŞ̹ ƀŅĴ̹ ĩĴŀňşşňşŀ˫̹ �Ź̹ ~ĴŀĜ̹ Ĝşİ̹
,şŀŞňŵĴ˦̹ŹŦŞĴ̹ŲŵĴĿĴŵ̹ƀŦ̹ĪŵĴĜƀĴ̹Ĝş̹ĜşĜŘŦŀƟ̹ƙňƀŅ̹İĜşĪĴ˦̹ŞƄŹňĪ˦̹Ŧŵ̹ŲŦĴƀŵƟ˦̹
transform the calligraphic experiences as a continuum and show this 
calligraphic experience as an act. That makes us consider calligraphy as 
Ĝ̹ŲĴŵĿŦŵŞĜşĪĴ˦̹ĜŹ̹ňş̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˫̹bŅňŹ̹ŲŵŦĪĴŹŹ̹İĴŲĴşİŹ̹Ŧş̹
ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ƀŅĴ̹ŞŦŞĴşƀ˦̹ƀŅĴ̹ĜĪƀ˦̹ƀŅĴ̹ŞĜƀĴŵňĜŘ˦̹Ĝşİ̹ƀŅĴ̹ƀĴĪŅşňŴƄĴŹ˦̹
which becomes an activity that the calligrapher tries to control and act 
spontaneously as an actor simultaneously.

Another research hypothesis as stated in the introduction was that 
“Since there are no concrete criteria as in the case of traditional 
ĪĜŘŘňŀŵĜŲŅƟ˦̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ŅĜŹ̹ňƀŹ̹Ŧƙş̹ŀĴşƄňşĴ̹ĪŵňƀĴŵňĜ̹ƀŅĜƀ̹
ĪĜş̹ĩĴ̹ŵĜşŖĴİ̹ĜŹ̹ƀŅĴ̹ŹŖňŘŘ̹ŦĿ̹ƀŅĴ̹ŅĜşİ˦̹ƙŅňĪŅ̹ĪĜş̹ĩĴ̹ĜĩŘĴ̹ƀŦ̹ŲĴŵĿŦŵŞ̹ƀŅĴ̹
quality of the gesture.” 

,ş̹ ĪŅĜŲƀĴŵ̹ ,,˦̹ ƀŅĴ̹ İĴǬşňƀňŦş̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƙĜŹ̹ İňŹĪƄŹŹĴİ̹ ňş̹ ŵĴŹŲĴĪƀ̹ ŦĿ̹
ĴƀƟŞŦŘŦŀňĪĜŘ̹ŞĴĜşňşŀ̹ŦĿ ƀ̹ŅĴ̹ƙŦŵİ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĜŘŹŦ̹ĴƞĜŞňşĴİ Ƙ̹ĜŵňŦƄŹ̹ĩŦŦŖŹ̹
ĿŵŦŞ̹ƀƙĴşƀňĴƀŅ̹Ĝşİ̹ƀƙĴşƀƟ̐ǬŵŹƀ̹ĪĴşƀƄŵƟ˫̹�ŞŦşŀ̹ĜŘŘ˦̹ƙŅĜƀ̹ƙĜŹ̹ŹňŀşňǬĪĜşƀ̹
ƀŅĴ̹ ĴǣŦŵƀ̹ ŦĿ̹ ƀŅĴ̹ ƙŵňƀĴŵ˱ĪĜŘŘňŀŵĜŲŅĴŵ̹ ƀŦ̹ İĴǬşĴ˦̹ ŞŦŵĴ̹ ĜŲŲŵŦŲŵňĜƀĴŘƟ˦̹ ƀŦ̹



ʋʊʍ

describe what calligraphy is. That refers how these writers/calligraphers 
ŲĴŵĪĴňƘĴ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ŞŦŹƀŘƟ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹

�Ź̹İňŹĪƄŹŹĴİ̹ňş̹�ŅĜŲƀĴŵ̹,,˦̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĜŹ̹Ĝ̹ƙŦŵİ̹ƙŅňŘĴ̹ŞŦŹƀŘƟ̹İĴǬşĴİ̹
as beautiful hanİƙŵňƀňşŀ̹Ŧŵ̹ƀŅĴ̹Ĝŵƀ̹ŦĿ̹ƙŵňƀňşŀ̹ĩĴĜƄƀňĿƄŘŘƟ˦̹ňƀ̹ŵĴĿĴŵŹ̹ƀŦ̹ƀŅĴ̹
ƀŵĜİňƀňŦşĜŘ̹ĜŹŲĴĪƀ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ˫̹)ŦƙĴƘĴŵ˦̹ňƀ̹ŹŅŦƄŘİ̹ĩĴ̹ƄşİĴŵŘňşĴİ̹ƀŅĜƀ̹
ƀŅĴ̹ƙŦŵİ̹ĪĜŘŘňŀŵĜŲŅƟ̹ƙĜŹ̹ŹƀĜŵƀĴİ̹ƀŦ̹ĩĴ̹ƄƀňŘňƥĴİ̹ňş̹ƀŅĴ̹ŹňƞƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˦̹
ĜĿƀĴŵ̹ ƀŅĴ̹ ƀňŞĴ̹ ŦĿ̹ ƀŅĴ̹ Ųŵňşƀňşŀ̹ ŲĴŵňŦİ˦̹ İňŵĴĪƀŘƟ̹ ĜǣĴĪƀĴİ̹ ƀŅĴ̹ ŹĪŵňĩĴ̹ Ĝşİ̹
the tradition. That means calligraphy was not used to refer to ancient 
ƙŵňƀňşŀ̹ŹĪŵňŲƀŹ̹ĩĴĿŦŵĴ̹ƀŅĴ̹ŹňƞƀĴĴşƀŅ̹ĪĴşƀƄŵƟ˫̹bŅĜƀ̹ŞĴĜşŹ̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĜŹ̹
Ĝ̹ƙŦŵİ˦̹şŦƀ̹ŹŦŘĴŘƟ̹ŵĴĿĴŵ̹ƀŦ̹ƀŅĴ̹ƀŵĜİňƀňŦş˫

̹,ş̹ƀŅĴ̹ŞĴĜşƀňŞĴ˦̹ŹňşĪĴ̹ƀŅĴ̹ŲĴŵĪĴŲƀňŦş̹ŦĿ̹ƙŵňƀňşŀ̹˾graphos˿̹Ĝşİ̹ĩĴĜƄƀƟ̹
˾kallos˿̹ĪĜş̹ĩĴ̹ňşƀĴŵŲŵĴƀĴİ̹İĴŲĴşİňşŀ̹Ŧş̹ƀŅĴ̹ƀňŞĴ˦̹ŞĴĜşŹ̹ƙŅňŘĴ̹ƀĜŘŖňşŀ̹
ĜĩŦƄƀ̹ŞĴİňĴƘĜŘ̹ƀňŞĴ˦̹ĩĴĜƄƀƟ̹ňŹ̹ŵĴŘĜƀĴİ̹ƀŦ̹ĿƄşĪƀňŦş˦̹Ĝşİ̹ƙŵňƀňşŀ̹ňŹ̹ŵĴŘĜƀĴİ̹
ƀŦ̹ƀŅĴ̹ŹŲŦŖĴş̹ƙŦŵİ˫̹#Ŧŵ̹ƀŦİĜƟ˦̹ƙŵňƀňşŀ̹Ĝşİ̹ĩĴĜƄƀƟ̹ĜŵĴ̹İƟşĜŞňĪ̹Ĝşİ̹ĪĜş̹
represent various perceptions and executions of the calligrapher. That 
ŞĴĜşŹ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ĜŹ̹ Ĝ̹ ƀĴŵŞ˦̹ ĪĜş̹ ĩĴ̹ ŹƄǤĪňĴşƀ̹ ĴşŦƄŀŅ̹ ƀŦ̹ ƄŹĴ̹ ƀŦİĜƟ˫̹
bŅĴ̹ ŦşŘƟ̹ ŹňŀşňǬĪĜşƀ̹ ĜİœĴĪƀňƘĴ̹ ĪĜş̹ĩĴ̹ ƀŅĴ̹ ƀĴŵŞ̹ ƀŵĜİňƀňŦşĜŘ˦̹ŞŦİĴŵş̹ Ŧŵ̹
contemporary to make the division between the aim and execution of 
the calligraphy due to the reason that calligraphy can be used as an 
umbrella term as the term writing. 

There are various common points found among the discussion of 
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ şĜŞĴŘƟ̹ ĜŹŹĴŹŹňşŀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŹ̹ Ĝş̹ Ĝŵƀ̹
ĿŦŵŞ˦̹ Ĝ̹ƙĜƟ̹ ƀŦ̹ ĴƞŲŵĴŹŹ̹ ƀŅĴ̹ ĿĴĴŘňşŀ̹ Ĝşİ̹ ĴŞŦƀňŦşŹ̹ ŦĿ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ˦̹
and calligraphy being beyond representing the literal meaning of the 
ƙŵňƀƀĴş̹ ƀĴƞƀ˫̹ #ƄŵƀŅĴŵŞŦŵĴ˦̹ ĜŹ̹ İňŹĪƄŹŹĴİ̹ ňş̹�ŅĜŲƀĴŵ̹q,˦̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
calligraphers present their individual understanding of western 
ĪĜŘŘňŀŵĜŲŅƟ̹ňş̹Ĝ̹ƙňİĴ̹ŵĜşŀĴ̹ŦĿ̹ĪŦşĪĴŲƀŹ˦̹ĩŦƀŅ̹ƀĴĪŅşňĪĜŘ̹Ĝşİ̹ĪŦşĪĴŲƀƄĜŘ̹
ŹĴşŹĴ˦̹ƙŅňĪŅ̹ŘĴĜİ̹ƀŦ̹Ĝ̹ŞƄŘƀň̐ŘĜƟĴŵĴİ̹ŞĴĜşňşŀ̹ƀŅĜƀ̹ŵĴŲŵĴŹĴşƀ̹ĩƟ̹ĴĪŘĴĪƀňĪ̹
forms. This situation led the calligrapher to focus on individual 
concerns and criteria in the realm of contemporary calligraphy. 

That means there are no concrete criteria as in the case of traditional 
ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƙŅňĪŅ̹ ĪĜş̹ ĩĴ̹ İĴƀĴŵŞňşĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ƙĴŘŘ̐ĪŦşŹƀŵƄĪƀĴİ̹
ŘĴƀƀĴŵĿŦŵŞŹ̹ŦĿ̹ƀŅĴ̹ƄƀňŘňƥĴİ̹ŹĪŵňŲƀ˦̹ƀŅĴ̹ŹĜŞĴ̹ŵŅƟƀŅŞ̹ƙňƀŅňş̹ƀŅĴ̹ƀĴƞƀ˦̹ƀŅĜƀ̹
ĜǣĴĪƀ̹ƀŅĴ̹ŵĴĪŦŀşňƀňŦş̹Ĝşİ̹ŵĴĜİĜĩňŘňƀƟ̹ŦĿ̹ ƀŅĴ̹ŹĪŵňŲƀ̹Ĝşİ̹ƀĴƞƀ˫̹)ŦƙĴƘĴŵ˦̹
the multiplicity cannot provide this one-sided criterion to determine 
ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ˦̹ƙŅĴƀŅĴŵ̹ňƀ̹ňŹ̹ĪĜŘŘňŀŵĜŲŅňĪ̹Ŧŵ̹şŦƀ˦̹ĜŹ̹ƙĴŘŘ̹ĜŹ̹ƙŅĴƀŅĴŵ̹ňƀ̹
is a good/true/appropriate calligraphic work or not. It can be claimed 
that contemporary calligraphy has its own genuine criteria that can 
ĩĴ̹ ŵĜşŖĴİ̹ ĜŹ̹ ƀŅĴ̹ ŹŖňŘŘ̹ ŦĿ̹ ƀŅĴ̹ ŅĜşİ˦̹ƙŅňĪŅ̹ ĪĜş̹ ĩĴ̹ ĜĩŘĴ̹ ƀŦ̹ ŲĴŵĿŦŵŞ̹ ƀŅĴ̹
ŴƄĜŘňƀƟ̹ŦĿ̹ƀŅĴ̹ŀĴŹƀƄŵĴ˫̹)ĴşĪĴ˦̹ƀŅĴ̹ĜİœĴĪƀňƘĴŹ̹ŀŦŦİ˱ƀŵƄĴ˱ĜŲŲŵŦŲŵňĜƀĴ̹ŘŦŹƀ̹
their validations. The quality here kind of refers to the good work that 
ŵĴŲŵĴŹĴşƀŹ̹ƀŅĴ̹ŹƄǤĪňĴşĪƟ̹ŦĿ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵ̹ƀŅĜƀ̹ŵĴŲŵĴŹĴşƀŹ̹ƀŅĴ̹ĪŵĜĿƀƟ̹
nature of contemporary calligraphy. 

Hş̹ ƀŅĴ̹ ŦƀŅĴŵ̹ ŅĜşİ˦̹ ƀŅĴ̹ ĴƞŲŵĴŹŹňƘĴşĴŹŹ̹ Ĝşİ̹ ĜŵƀňŹƀŵƟ̹ ĜŹ̹ Ĝş̹ Ĝŵƀ̹ ĿŦŵŞ̹
İňŵĴĪƀŘƟ̹İĴŲĴşİ̹ŅŦƙ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ƄşİĴŵŹƀĜşİ˦̹ĜŲŲŵĴĪňĜƀĴ̹Ĝşİ̹ŲŵĜĪƀňĪĴ̹
ĪĜŘŘňŀŵĜŲŅƟ˫̹�ƄƀŅĴşƀňĪňƀƟ˦̹ĪŵĴĜƀňƘňƀƟ˦̹Ĝşİ̹ƄşňŴƄĴşĴŹŹ˦̹ĩŦƀŅ̹ňş̹Ĝ̹ƀĴĪŅşňĪĜŘ̹
Ĝşİ̹ ĪŦşĪĴŲƀƄĜŘ̹ƙĜƟ˦̹ ĩĴĪŦŞĴ̹ ƀŅĴ̹ ŹňŀşňǬĪĜşƀ̹ ĪŵňƀĴŵňĜ˫̹ ,ş̹ ŦƀŅĴŵ̹ƙŦŵİŹ˦̹
the calligraphers themselves become the̹İĴĪňŹňƘĴ̹ŲŦňşƀ˦̹ĜŹ̹ƙĴŘŘ̹ĜŹ̹ƀŅĴ̹
viewers/readers/audiences. 

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE



ʋʊʎ

Calligraphers create their own criteria based on the work and concept. 
Viewers determine it based on their backgrounds and perspectives 
ƀŅĜƀ̹ŞĜƟ̹ ĩĴ̹ ƀŵĜşŹŞňƀƀĴİ̹ ƀŅŵŦƄŀŅ̹ ƀŅĴ̹ ŘňşĴŹ˦̹ ŹƀŵŦŖĴŹ˦̹ Ŧŵ̹ŞĜŵŖŹ˦̹ƙŅňĪŅ̹
ŲŦňşƀŹ̹ ƀŦ̹ ƀŅĴ̹ ŦŲĴşşĴŹŹ̹ ŦĿ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹ŞňşİŹĴƀ̹ ŦĿ̹ ƀŦİĜƟ˦̹ƙŅňĪŅ̹ ňŹ̹
based on searching for ways to attach a deeper meaning to practices 
ŵĜƀŅĴŵ̹ ƀŅĜş̹ ĿƄşĪƀňŦşĜŘ̹ ŵĴĜŹŦşŹ˦̹ ƀŵňĴİ̹ ƀŦ̹ İĴŹĪŵňĩĴ̹ ƀŅĴňŵ̹ ĪĜŘŘňŀŵĜŲŅňĪ̹
ŲŵĜĪƀňĪĴŹ̹ ĩĴƟŦşİ̹ ƀŅĴ̹ ƀŵĜİňƀňŦşĜŘ̹ ĪŦşĪĴŲƀ˦̹ ƙŅňĪŅ̹ ňŹ̹ ŞŦƀňƘĜƀĴİ̹ ĩƟ̹ ƀŅĴ̹
ŲĴŵŹŦşĜŘ̹ ŲĴŵĪĴŲƀňŦş̹ ňş̹ ƀŅĴ̹ ǬĴŘİ̹ ƀŅĜƀ̹ ŵĴŴƄňŵĴŹ̹ ĜŵƀňŹƀŵƟ˦̹ ƘňŹňŦş˦̹ Ĝşİ̹ Ĝ̹
sense of design. The visual forms and the aesthetic criteria of practices 
ĜŵĴ̹ ŵĴİĴǬşĴİ̹ ĩĴĪĜƄŹĴ̹ ŦĿ̹ ƀŅĴ̹ ƀĴşİĴşĪƟ̹ ƀŦ̹ ĜĩŹƀŵĜĪƀňŦş̹ ƀŅĜƀ̹ ňŹ̹ ŹĴĴş˦̹
which is challenging to call calligraphy in the sense of the traditional 
ĜŹŲĴĪƀ˫̹)ĴşĪĴ˦̹İĴǬşňşŀ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ĪĜŘŘňŀŵĜŲŅƟ̹ĩĴĪĜŞĴ̹ĪŅĜŘŘĴşŀňşŀ˰̹
ŅŦƙĴƘĴŵ˦̹ňƀ̹ĪĜş̹ĩĴ̹İĴŹĪŵňĩĴİ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ĪĜŘŘňŀŵĜŲŅĴŵŹ̝̹ŲŵĜĪƀňĪĴŹ̹ŵĜƀŅĴŵ̹
ƀŅĜş̹İĴǬşňşŀ̹ƙŅĜƀ̹ňƀ̹ňŹ˫

bŦ̹ŹƄŞ̹ƄŲ˦̹ƀŅĴ̹ŹƀƄİƟ̹ŦĿ̹ƀŅňŹ̹ŵĴŹĴĜŵĪŅ̹ĿŦĪƄŹĴŹ̹Ŧş̹ĪŦşƀĴŞŲŦŵĜŵƟ̹ƙĴŹƀĴŵş̹
ĪĜŘŘňŀŵĜŲŅƟ˦̹ƙŅňĪŅ̹ŹŅŦƙŹ̹ƀŅĜƀ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹Ĝş̹ĜŵĴĜ̹Ĝşİ̹Ĝ̹ƘĜŹƀ̹ŵĴŹĴĜŵĪŅ̹
ƀŦŲňĪ˰̹ ŅŦƙĴƘĴŵ˦̹ ƀŅĴŵĴ̹ ňŹ̹ Ĝ̹ ŘĜĪŖ̹ ŦĿ̹ ĪŦŞŲŵĴŅĴşŹňƘĴ̹ ŹƀƄİňĴŹ˦̹ ƙŅňĪŅ̹ ƀŅĴ̹
literature review of this research provides a good collection of western 
ĪĜŘŘňŀŵĜŲŅƟ̹ĜŹ̹Ĝ̹ŹƄĩœĴĪƀ˫̹bŅňŹ̹ ŘňƀĴŵĜƀƄŵĴ̹ŵĴƘňĴƙ˦̹ĩĴƟŦşİ̹ƄşİĴŵŹƀĜşİňşŀ̹
ƀŅĴ̹ ĩĜŹňĪŹ̹ ŦĿ̹ ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ŹŅŦƙŹ̹ ňşĜİĴŴƄĜƀĴ̹ ĴƘĜŘƄĜƀňŦşŹ̹ ňş̹
ƀĴŵŞŹ̹ŦĿ̹ƀĴŵŞňşŦŘŦŀƟ˦̹Ĝşİ̹ĪŦşĿƄŹňŦş̹ŲŵĴƘĜňŘŹ̹ňş̹ƀŅĴ̹ŵĴĜŘŞ̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹
starting in the past. This research provides an adequate discussion of 
this confusion and contributes to better framing the terminology in 
terms of calligraphy under the umbrella term of writing. 

#ƄŵƀŅĴŵŞŦŵĴ˦̹ ƀŅňŹ̹ ŵĴŹĴĜŵĪŅ̹ ŹŅŦƙŹ̹ ƀŅĜƀ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŅĜŹ̹ şŦƀ̹ ĪŅĜşŀĴİ˰̹
ňşŹƀĴĜİ˦̹ ƀŅĴ̹ ŲĴŵĪĴŲƀňŦş̹ ŦĿ̹ ƙŵňƀňşŀ˦̹ ŅĴşĪĴ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ŅĜŹ̹ ĪŅĜşŀĴİ˦̹
ĜǣĴĪƀňşŀ̹ ƀŅĴ̹ ĴƞĴĪƄƀňŦş̹ ŦĿ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ̹ ƙŅŦ̹ ĜŵĴ̹ ĪŦşŹƀĜşƀŘƟ̹
ňşƀĴŵĜĪƀňşŀ̹ ƙňƀŅ̹ ƀŅĴ̹ ƙŦŵŘİ̹ ňƀŹĴŘĿ˦̹ ŲĜŹƀ˦̹ ŲŵĴŹĴşƀ˦̹ Ĝşİ̹ ĿƄƀƄŵĴ˫̹ )ĴşĪĴ˦̹
discussing the changing face of calligraphy is a wrong assessment 
because what has changed is not that calligraphy or writing as a 
ŲŦƀĴşƀňĜŘ̹Ĝŵƀ̹ŲŘĜƀĿŦŵŞ˦̹ĩƄƀ̹ƀŅĴ̹ŞĴşƀĜŘňƀƟ̹ƙňƀŅ̹ƀŅĴ̹ƙĜƟ̹ňƀ̹ŲĴŵĪĴňƘĴŹ̹Ĝşİ̹
performs calligraphy is the determining feature of the transformation 
of the calligraphic works today.

AŦŵĴŦƘĴŵ˦̹ƀŅňŹ̹ňŹ̹ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ̹ŵĴŹĴĜŵĪŅ̹ƀŦ̹ĪŦşŹňİĴŵ̹ĪŦşƀĴŞŲŦŵĜŵƟ̹
ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ƀĴĪŅşňĪĜŘŘƟ̹ Ĝşİ̹ ĪŦşĪĴŲƀƄĜŘŘƟ˦̹ ƙňƀŅ̹ ƘĜŵňŦƄŹ̹
perspectives that are presented and underlined to be discussed and 
considered to understand fundamental features and dynamics behind 
contemporary western calligraphy. 

�Ź̹ İĴŞŦşŹƀŵĜƀĴİ̹ ňş̹ ƀŅĴ̹ ŲŵĴŹĴşƀ̹ ŹƀƄİƟ˦̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ŅĜŹ̹
been strongly linked to the complex historical and cultural background 
ňƀŹĴŘĿ˦̹ ĜŹ̹ƙĴŘŘ̹ ĜŹ̹ŦƀŅĴŵŹ˦̹ƙŅňĪŅ̹ƙĴŵĴ̹İňǣĴŵĴşƀ̹ ĿŵŦŞ̹ƀŅĴ̹ĩĜĪŖŀŵŦƄşİ̹ ňş̹
ŦƀŅĴŵ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪƄŘƀƄŵĴŹ̹ ĴƞĜŞňşĴİ̹ ňş̹ ƀŅňŹ̹ ŵĴŹĴĜŵĪŅ˫̹ ,ş̹ ŦƀŅĴŵ̹ƙŦŵİŹ˦̹
contemporary calligraphy is already addressed in other calligraphy 
ĪƄŘƀƄŵĴŹ˦̹ŲŵňşĪňŲĜŘŘƟ̹ ƀŅĴ̹#Ĝŵ̹�ĜŹƀĴŵş̹Ĝşİ̹AňİİŘĴ̹�ĜŹƀĴŵş˫̹bŅĜƀ̹ŞĴĜşŹ̹
ƀŅĴ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ Ĝşİ̹ AňİİŘĴ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĪƄŘƀƄŵĴŹ˦̹ ŞňşİŹĴƀ̹
Ĝşİ̹ŲŵĜĪƀňĪĴŹ˦̹ Ĝşİ̹ ƀŅĴ̹ ƀŵĜİňƀňŦşĜŘ̹ŞňşİŹĴƀ̹ ŦĿ̹ƙĴŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ĜŵĴ̹
ŹňŀşňǬĪĜşƀ̹ŵĴĿĴŵĴşĪĴ̹ŲŦňşƀŹ̹ƀŦ̹ŀĴşĴŵĜƀĴ̹ƀŅĴ̹ĪŵňƀňĪĜŘ̹ĜŲŲŵŦĜĪŅĴŹ̹ƀŦ̹ƀŅĴ̹
features and dynamics of contemporary western calligraphy. It will 
provide a better understanding and comprehend the western mentality 

CONCLUSION



ʋʋʅ

that starts with the concept of writing and reaches today with highly 
ĜĩŹƀŵĜĪƀ̹ ĿŦŵŞŹ̹ ƀŅĜƀ̹ ĜŵĴ̹ ĪŅĜŘŘĴşŀňşŀ̹ ƀŦ̹ ĪĜŘŘ̹ ĪĜŘŘňŀŵĜŲŅƟ˫̹ )ĴşĪĴ˦̹ ĿŦŵ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ ŘĴĜŵşňşŀ̹ ƀŅĴ̹ ŞňşİŹĴƀ̹ ĩĴŅňşİ̹ ƀŅĴŹĴ̹
cultures is essential.

rňƀŅ̹ƀŅňŹ̹ŲĴŵŹŲĴĪƀňƘĴ˦̹ňƀ̹ňŹ̹ĩĴŘňĴƘĴİ̹ƀŅĜƀ̹ƙĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ĜŹŹĴŹŹĴİ̹
ĿŵŦŞ̹ ĩŵŦĜİĴŵ̹ ŲĴŵŹŲĴĪƀňƘĴŹ˦̹ ǬŵŹƀ̹ ƄşİĴŵŹƀĜşİňşŀ̹ ƀŅĴ̹ ƙŵňƀňşŀ̹ ĜŹ̹ Ĝ̹
ĪŦşĪĴŲƀ̹Ĝşİ̹ňİĴĜ̹ňş̹ƀŅĴ̹rĴŹƀ˫̹#ƄŵƀŅĴŵŞŦŵĴ˦̹Ĝ̹ĩĴƀƀĴŵ̹ƄşİĴŵŹƀĜşİňşŀ̹ŦĿ̹
contemporary western calligraphy depends on a better understanding 
ŦĿ̹ #Ĝŵ̹ �ĜŹƀĴŵş̹ Ĝşİ̹AňİİŘĴ̹ �ĜŹƀĴŵş̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ňƀŹ̹ ŅňŹƀŦŵƟ˦̹ ĴƘŦŘƄƀňŦş˦̹
Ĝşİ̹ĪŦşĪĴŲƀ˦̹ŲĜŵƀňĪƄŘĜŵŘƟ̹ŅŦƙ̹ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ŲĴŵĪĴňƘĴİ̹Ĝşİ̹ĜŲŲŵĴĪňĜƀĴİ˫̹
WĜƀŅĴŵ̹ ƀŅĜş̹ ĿŦĪƄŹňşŀ̹ Ŧş̹ Ǭşİňşŀ̹ ƘĜŵňŦƄŹ̹ şĜŞĴŹ̹ ƀŦ̹ İĴŹĪŵňĩĴ̹ ƀŅĴ̹
ĪŦşƀĴŞŲŦŵĜŵƟ̹ŲŵĜĪƀňĪĴŹ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ˦̹ ňƀ̹ ňŹ̹ ĪŵƄĪňĜŘ̹ ƀŦ̹ƄşİĴŵŹƀĜşİ̹ ƀŅĴ̹
ňşƀĴŵĜĪƀňŦşŹ˦̹ ŘňşŖŹ˦̹Ĝşİ̹ŵĴŘĜƀňŦşŹ̹ĿŵŦŞ̹Ĝ̹ĪŦŞŲŵĴŅĴşŹňƘĴ̹ŲĴŵŹŲĴĪƀňƘĴ̹ĜŹ̹
presented in this research. It is highly believed that this comprehensive 
ŹƀƄİƟ̹ ƙňŘŘ̹ ŀƄňİĴ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵŹ˦̹ şĴƙĩňĴŹ˦̹ Ĝşİ̹ ŵĴŹĴĜŵĪŅĴŵŹ̹ ňş̹ ƀŅĴ̹
ŵĴĜŘŞ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ƀŦ̹ ŘŦŦŖ̹ Ĝƀ̹ Ĝşİ̹ ĜŹŹĴŹŹ̹ ĿŵŦŞ̹ƘĜŵňŦƄŹ̹ ŲĴŵŹŲĴĪƀňƘĴŹ˦̹
which is seen as a gap in existing calligraphy literature.

[ňşĪĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ ňŹ̹ Ĝ̹ ŘňƘňşŀ̹ ĴşƀňƀƟ˦̹ Ĝ̹ ŞƄŘƀň̐ŘĜƟĴŵĴİ̹ İňŹĪňŲŘňşĴ̹ ƀŅĜƀ̹
ƀĜŖĴŹ̹ ňƀŹ̹ ŵĴĿĴŵĴşĪĴŹ̹ ĿŵŦŞ̹ ƘĜŵňŦƄŹ̹ İňŹĪňŲŘňşĴŹ˦̹ ňƀ̹ ĪĜş̹ ĩĴ̹ ĪŘĜňŞĴİ̹ ƀŅĜƀ̹
the research about contemporary western calligraphy is a promising 
area that can be transformed related to the features of the era and the 
mindset of the calligrapher/artists/writers.
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APPENDIXS

APPENDIX A

The vocabulary of pen

It is essential to become familiar with the vocabulary of calligraphy, 
which will provide information to construct scripts, acquire the skill 
Ĝşİ̹ŲŵĜĪƀňĪĴ̹ŵĴŀƄŘĜŵŘƟ˦̹ŞŦŵĴŦƘĴŵ̹ňİĴşƀňĿƟ̹Ĝşİ̹İĴƀĴŵŞňşĴ̹ƀŅĴ̹ňşǭƄĴşĪĴ̹
of western calligraphy tradition on contemporary calligraphy practices. 

Fig. 1 shows parts of the calligraphic letterforms.

Fig. 1. Vocabulary of the pen, 
Source: Harris, (1995: 6).
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Building calligraphic stroke

Each letter in any letterform is created by a series of strokes drawn in 
a particular order. They may be straight or curved. Considering the 
letterform of the Latin alphabet, many basic strokes that construct the 
form of a letter are similar. Practicing these basic strokes will facilitate 
ƀŅĴ̹ĪŦşŹƀŵƄĪƀňŦş̹ŦĿ̹ ƀŅĴ̹ ŘĴƀƀĴŵĿŦŵŞ̹ƙňƀŅ̹ ƀŅĴ̹ĩĜŹňĪ̹ŞŦƘĴŞĴşƀŹ̹ŦĿ̹ŦşĴ̝Ź̹
hand.

The examples of the strokes illustrated in Fig. 2 can be tried out with 
broad-edge writing material. The basic strokes that shown below are 
the essential components of all calligraphic letterforms. The shapes 
and angles vary depending on some features such as the types of the 
alphabet.

Fig. 2. Basic pen strokes and 
the direction of pen movement, 
Fig. credit: Almıla Yıldırım.

Fig. 3. Writing the thin and 
thick strokes, Fig. credit: Almıla 
Yıldırım.

Pen angle

Every western ancient script is performed with the writing material 
ŅĴŘİ̹ Ĝƀ̹ Ĝ̹ ŹŲĴĪňǬĪ̹ ĜşŀŘĴ˫̹ rŅňŘĴ̹ ƙŵňƀňşŀ̹ ƀŅĴ̹ ŘĴƀƀĴŵĿŦŵŞ˦̹ ŅŦŘİňşŀ̹ ƀŅĴ̹
ƙŵňƀňşŀ̹ŞĜƀĴŵňĜŘ̹Ĝƀ̹Ĝ̹ ŹŲĴĪňǬĪ̹ĜşŀŘĴ̹ĪŦşŹňŹƀĴşƀŘƟ̹ĪŵĴĜƀĴ̹ ƀŅňĪŖ̹Ĝşİ̹ ƀŅňş̹
ŹƀŵŦŖĴŹ̹Ŧş̹ĴĜĪŅ̹ŘĴƀƀĴŵ̹ĜƄƀŦŞĜƀňĪĜŘŘƟ˦̹ƙŅňĪŅ̹ŀňƘĴŹ̹ƀŅĴ̹ŘĴƀƀĴŵ̹ ňƀŹ̹ŹŲĴĪňǬĪ̹
distinctive and characteristic feature.  

Thick and thin strokes of calligraphic letters are produced with the 
movement of the pen. When the pen is moved parallel to the edge of 
the nib, it produces the thinnest possible stroke. Whereas moving the 
nib at 90° with respect to the thin stroke, it produces the widest thick 
stroke as shown in Fig. 3.
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Thick lines are drawn by using the entire width of the nib by keeping 
ƀŅĴ̹şňĩ̹ĴİŀĴ̹ǭĜƀ̹Ŧş̹ƀŅĴ̹ŹƄŵĿĜĪĴ˫̹bŅĴ̹ĜňŞ̹ňŹ̹ƀŦ̹ŞĜŖĴ̹Ĝ̹ŹŞŦŦƀŅ̹Ĝşİ̹ĴƘĴş̹
line. Thin lines are drawn by holding the nib at a certain angle and 
sliding it sideways along the thin nib edge.

Fig. 4 illustrates the letter “e” in three angles: 10°, 45°, and 80°. It can 
ĩĴ̹ŦĩŹĴŵƘĴİ̹ƀŅĜƀ̹ƀŅĴŹĴ̹ŹŲĴĪňǬĪ̹ĜşŀŘĴŹ̹ŀňƘĴ̹İňǣĴŵĴşƀ̹ĿŦŵŞŹ̹ƀŦ̹ƀŅĴ̹ŘĴƀƀĴŵ̹
“e.” While writing with a 10° angle, the form of the letter “e” is much 
broader and round than the letter “e” written with an 80° angle. For 
this reason, when writing a text, a change in the writing angle will 
entirely cause a change in the appearance of the written text.

Making a ladder and drawing the guide-line

Every alphabet has its unique standard height that is usually written 
based on the width of the nib chosen. While learning and practicing 
a new letterform, the nib width and pen angle are given as a guide to 
ĪŦşŹƀŵƄĪƀňşŀ̹ƀŅĜƀ̹ŹŲĴĪňǬĪ̹ŘĴƀƀĴŵ˫̹

AĜŖňşŀ̹ Ĝ̹ ̚ŘĜİİĴŵ̛̹ ňŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ǬŵŹƀ̹ ŹƀĴŲŹ̹ ĩĴĿŦŵĴ̹ ŹƀĜŵƀňşŀ̹ ƀŦ̹ ƙŵňƀĴ̹ Ĝ̹
calligraphic letter. Holding the pen nib horizontally, making a series of 
modules (squares) that each set next to the other, as shown in Fig. 5, 
creates the ladder that can be performed in both ways shown. Each 
square here is precisely equal to the width of the nib used; thus, each 
module is called “nib width.” 

Fig. 4. A letter “e” is 
constructed by different pen 
angles, Fig. credit: Almıla Yıldırım.

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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As can be observed, establishing the nib width by using the ladder 
helps to determine the height of the writing lines on the page. It will 
be guaranteed to draw the correct proportion of the letter forms in 
respect of the style and the nib width is chosen, namely 2 mm, 3 mm, or 
4 mm, etc.

Furthermore, as seen in Fig. 5, the number of the module used directly 
ĜǣĴĪƀ̹ƀŅĴ̹ƙňİƀŅ̹Ĝşİ̹ŘĴşŀŅƀ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵĿŦŵŞŹ˫

Ductus

The order and the direction of the strokes in calligraphic models are 
executed by a system of numbers and arrows as can be observed in 
Fig. 6 in almost every source and books that consist an instruction of 
the certain script of calligraphy and called ductus.

Fig. 6 illustrates the ductus of the letters “a” and “e” as examples, and it 
shows the ductus of the letter “g” in an alternative way. The numbers 
indicate the total strokes required to form the letter, and the arrows 
with direction show which way the pen is supposed to move. The 
letters “a” and “e” both is required three strokes and can be constructed 
by following the number in a given order. 

Fig. 5. The letter “r,” and “a” 
written 3, 4, and 5 nib module, 
Fig. credit: Almıla Yıldırım.

Fig. 6. The ductus of letter “a,” 
“e,” and “g,” Fig. credit: Almıla 
Yıldırım.
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On the other hand, the letter “g” is expressed with colors. The rank of 
the strokes is not presented; however, it is possible to see the strokes 
and how many moves are needed to construct the letter “g.” 

The choice of the model alphabets in an attempt to illustrate the 
ňşǭƄĴşĪĴŹ̹ ŦĿ̹ ƀŅĴ̹ ŅňŹƀŦŵňĪĜŘ̹ ŹĪŵňŲƀŹ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ Ŧş̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹
practices takes particular attention in this part. 

As mentioned before, the study of an accurate historical script as a 
model has high importance in the education of practitioners, not just at 
the beginning of their training. However, even professionals regularly 
consult the historical script for various reasons that is mentioned in 
Chapter III and VI.
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�Ƅŵňşŀ̹ ƀŅĴ̹ ŵĴŹĴĜŵĪŅ̹ ŲĴŵňŦİ˦̹ ĜĿƀĴŵ̹ ƀŅĴ̹ ǬŵŹƀ̹ ňşƀĴŵĜĪƀňŦş̹ ĜŹ̹ Ĝ̹ İĴŹňŀşĴŵ̹
ƙňƀŅ̹ ĪŦşƀĴŞŲŦŵĜŵƟ̹ŲŵĜĪƀňĪĴŹ̹ ňş̹ ƀŅĴ̹ǬĴŘİ̹ ŦĿ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ƙňƀŅ̹ ŀŵŦƙňşŀ̹
interest, observing the current courses, workshops, and online 
ƀŵĜňşňşŀ̹ ŲŵŦŀŵĜŞŹ̹ ŲŵĴŲĜŵĴİ̹ ĩƟ̹ ŲŵŦĿĴŹŹňŦşĜŘŹ̹ ƙŦŵŖňşŀ̹ ňş̹ ƀŅĴ̹ ǬĴŘİ˦̹
became crucial to examine and gain practical knowledge of Western 
calligraphy. For this reason, the following pages of this part consist of 
workshops, courses, and various online courses I participated in as an 
apprentice that are mentioned in Introduction and Chapter VII. There 
will be a piece of brief information on their context as references for 
future investigators.

Courses here can be grouped under two headings. One focuses on 
the practices of ancient writing styles, and the other focuses on 
modern and contemporary practices of writing styles. However, it can 
be claimed that even for experimental practices, learning the basic 
ŲŵňşĪňŲŘĴ̹ŦĿ̹ƀŅĴ̹ŵĴŘĜƀĴİ̹ŹĪŵňŲƀ̝Ź̹ŅňŹƀŦŵƟ̹Ĝşİ̹ĿŦŵŞ̹ňŹ̹ŀňƘĴş̹Ĝ̹ŹňŀşňǬĪĜşƀ̹
ĴŞŲŅĜŹňŹ̹ňş̹ĪŘĜŹŹĴŹ̹Ĝşİ̹ĜŹŹƄŞĴİ̹ĜŹ̹ƀŅĴ̹ǬŵŹƀ̹ŲŦňşƀ̹ƀŅĜƀ̹ňŹ̹şĴĴİĴİ̹ƀŦ̹ĩĴ̹
considered. 

Courses conducted in the workshops based on apprentice-master 
relations and traditional experiences in the medieval time, mentioned 
ňş̹ �ŅĜŲƀĴŵ̹ ,,,˦̹ ĜŲĜŵƀ̹ ĿŵŦŞ̹ ƀŦİĜƟ̝Ź̹ ƀĴĪŅşňĪĜŘ̹ ĜİƘĜşĪĴŹ˦̹ƙňŘŘ̹ ĩĴ̹ ŵĜşŖĴİ̹
here in chronological order on the following pages. 

In these courses, after a slightly theoretical background about the 
history of the letterform, the next step is knowing the tools and 
ŞĜƀĴŵňĜŘŹ̹ƀŅĜƀ̹ŅĜƘĴ̹ŹňŀşňǬĪĜşƀ̹ŵŦŘĴŹ̹ƀŅĜƀ̹ĜǣĴĪƀ̹ƀŅĴ̹ĿŦŵŞ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵŹ˦̹
and they can be assumed as extensions of the practitioners, who are 
supposed to learn to manipulate them.

The fundamental focus is on understanding and executing the ductus 
and form of the letterform of the script. 

Practices start with learning the form of all letters, then practicing the 
alphabet, following the details, and constantly writing the words or 
texts. 

Copperplate with Amanda Adams 

7;Ī7@Ī978;ĩ���-� '*)�ĩ�#//+.ĬŃŃ.$/ .Ī"**"' Ī�*(Ń.$/ Ń& $/#>�(�)��9Ń

Class Description

bŅňŹ̹ ňŹ̹ ƀŅĴ̹ ǬŵŹƀ̹ƙŦŵŖŹŅŦŲ̹ ƀŅĜƀ̹ ,̹ ŅĜİ̹ ŲĜŵƀňĪňŲĜƀĴİ̹ ňş̹ �ĜŵĪĴŘŦşĜ̹ƙňƀŅ̹
Amanda Adams1. The style that is practiced Copperplate scripts, a 
calligraphic writing of the seventeenth and the eighteenth century, 
particularly known through the writing master and engraver George 
Bickham (1684-1758). 

1 Amanda Adams, an American based calligrapher, studied with Fellows of the Society of Scribes 
and Illuminators (SSI), handling many calligraphy courses and workshops in France and Spain with 
his working partner and husband Keith Adams. For more information: https://sites.google.com/
site/keith7amanda2/.
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With brief historical information about the script and the alternative 
ŹƀƟŘĴŹ̹ ƙňƀŅ̹ ňƀŹ̝̹ ǭŦƄŵňŹŅňşŀ˦̹ ƀŅĴ̹ ĪŘĜŹŹ̹ ŹƀĜŵƀŹ̹ ƙňƀŅ̹ ƀŅĴ̹ İƄĪƀƄŹ̹ ŦĿ̹ ƀŅĴ̹
hand, and practices each individual letter form, as shown in Fig. 7, 
both minuscules and majuscules following with the alternative forms 
ŦĿ̹ĪĜŲňƀĜŘŹ̹ƙňƀŅ̹ƘĜŵňŦƄŹ̹ǭŦƄŵňŹŅĴŹ˫̹)ĴŵĴ˦̹ňƀ̹ňŹ̹ĴŹŹĴşƀňĜŘ̹ƀŦ̹ŘĴĜŵş̹ŅŦƙ̹ƀŦ̹
hold a pen, with what angle and what amount of pressure to perform 
ƀŅĴ̹ƀŅňĪŖ̐ƀŅňş̹ŹƀŵŦŖĴŹ̹ŦĿ̹ƀŅĴ̹ŘĴƀƀĴŵĿŦŵŞŹ˦̹ƙŅňĪŅ̹ňŹ̹ŞĜňşŘƟ̹ĜǣĴĪƀĴİ̹ĩƟ̹ƀŅĴ̹
construction of the letterform.

It can be claimed that Copperplate is not suggested to practice as the 
ǬŵŹƀ̹ŅĜşİ̹ƀŦ̹ĩĴ̹ŘĴĜŵşĴİ̹İƄĴ̹ƀŦ̹ňƀŹ̹ƀĴĪŅşňŴƄĴŹ̹ƀŅĜƀ̹ňŹ̹ŵĴŴƄňŵĴİ̹ĜİƘĜşĪĴİ̹
knowledge about the manipulation of the material, which is not easy to 
begin with, especially with the pointed nib. 

It is believed that it is better to start with the broad edge nib rather 
than the pointed brush, which needs to be selected appropriately 
İĴŲĴşİňşŀ̹ Ŧş̹ ƀŅĴ̹ şňĩ̝Ź̹ ǭĴƞňĩňŘňƀƟ̹ ̐ŅĜŵİ˦̹ ŞĴİňƄŞ˦̹ ŹŦĿƀ̹̐ Ĝşİ̹ ƀŅĴ̹ ŅĜşİ̹
pressure, which may vary for each writer.

Fig. 7. Showing the copperplate 
alphabeth, Amanda Adams, 
Barcelona, 2014, Foto. credit: 
Almıla Yıldırım. 

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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Art Nouveau Capitals with Keith Adams

7<Ī7@Ī978;ĩ���-� '*)�ĩ�#//+.ĬŃŃ.$/ .Ī"**"' Ī�*(Ń.$/ Ń& $/#>�(�)��9Ń

Class Description

The second workshop I participated in was practicing the capital letters 
of decorative Art Nouveau with Keith Adams.2 

Here, once again, as seen in Fig. 8, it started with the individual 
letterforms of the alphabet, and their distinct structure as an 
international style, especially with its decorative features, also known 
as the Modern Style, which belongs to the nineteenth century. 

2 Keith Adams, England based calligrapher, studied with Fellows of the Society of Scribes and 
Illuminators (SSI), handling many calligraphy courses and workshops in England, Belgium, France 
and Spain. For more information https://sites.google.com/site/keith7amanda2/

Fig. 8. Showing the Art 
Nouveau Capitals, Keith 
Adams, Barcelona, 2014, 
Foto. credit: Almıla Yıldırım. 

APPENDIX B
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Maýusculas. Letras Capitales with Keith Adams

7=Ī7@ĺ7?Ī89Ī978;ĩ���-� '*)�ĩ�#//+ĬŃŃ222Ī��)ĺ1$.$*).Ī�*(Ń .Ń��/ "*-4Ń
cursos-professionals/

Class Description

The subject of this course was traditionally practicing the majuscules 
(upper-case) letters to learn the form, structure, and ductus of the 
scripts. Also, brief information about the history of scripts and the tools 
and techniques are presented with some detailed tips. 

As shown in Fig. 9, majuscule forms cover various hands, including 
modern letterforms written by pointed nib in a monoline manner and 
uncial form written with Bamboo, prepared by the teacher during 
the course.Roman Capitals are another capital style practiced in this 
course, written with a brush. As mentioned earlier, the technique is 
ŅňŀŅŘƟ̹ İňǣĴŵĴşƀ̹ ĿŵŦŞ̹ ĩŵŦĜİ̐ĴİŀĴ˦̹ƙŅňĪŅ̹ şĴĴİŹ̹ ĪŦşŹƀĜşƀ̹ ŵĴŲĴƀňƀňŦş̹ ŦĿ̹
ŹŲĴĪňǬĪ̹ŞŦƘĴŹ˦̹ĜŹ̹ĴƞĜŞňşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,,,˫̹

This course also includes various traditional preparation techniques of 
the pen and the ink, a remarkable experience that opens the door to 
experimenting. 

Fig. 9. Showing the ductus of 
various capital letters of the 
ancient scripts, Keith Adams, 
Barcelona, 2014, Foto. credit: 
Almıla Yıldırım. 
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Class Description

In this course, practicing Gothic writing systems, both formal and 
informal types, with a selection of decorations, applying with broad 
edge nib on paper is the subject. Participants, once again, are supposed 
to explore the ductus of the styles.

The learning process started with the basic strokes (Fig. 10) and practiced 
the individual letters, then words. The teacher provides the example 
sheets. However, it should be kept in mind that these sheets are generally 
extracted from ancient manuscripts. For this reason, it should be 
understood that copying the letterforms of these manuscripts is highly 
important to understand the exact form of the hand.

Once again, the bamboo is prepared to be used to write Gothic hands 
due to the appropriates of the material as a broad edge.

Fig. 10. Showing the ductus of 
various capital letters of the 
ancient scripts, Keith Adams, 
Barcelona, 2015, Foto. credit: 
Almıla Yıldırım. 
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18.03-20.05.2015, Barcelona, http://www.bcn-visions.com/es/category/
cursos-professionals

Class Description

bŅĴ̹ĜňŞ̹ƙĜŹ̹ ŘĴĜŵşňşŀ̹İňǣĴŵĴşƀ̹ formal structures, various techniques, 
and writing materials with Oriol Miró Genovart.3

First, it started with the basic structure and formulation of Carolingian 
minuscule to consolidate the technical bases and knowledge that was 
applied in preparing expressive calligraphy. After studying the formal 
interpretation of texts, composition, and color, the second step is 
experimentation with alternative materials such as feathers, drawing 
pen, cane, brush, or hand made “cola pen,” which gives a chance to 
experiment with more gestural forms and structures. Recognizing 
these alternative materials and the possible manipulation techniques 
were essential. 

After practicing the ancient style selected by the teacher with its 
traditional rules and practices, the next step was to discover the 
various forms inspired by the ancient styles and interpretation of the 
calligrapher considering the essential compositional elements, such as 
space between the letters and words, the color of the page, the overall 
rhythm, and harmony of the forms of letters. Here, the term expressive 
ĪŦƘĴŵŹ̹ƀŅĴŹĴ̹ĿĴĜƀƄŵĴŹ̹ĩƄƀ̹ňŹ̹ŹƀňŘŘ̹ŘŦƟĜŘ̹ƀŦ̹ƀŅĴ̹ĿŦŵŞ̹ŦĿ̹Ĝ̹ŘĴƀƀĴŵ˦̹ŵĴǭĴĪƀňşŀ̹
its function as a semantic entity (Fig. 11).

3 Oriol Miró Genovart is a professional calligrapher since 1994 with a graphic design background. 
During his bachelor, one of the main subjects was Calligraphy that has passionate enough 
to dedicate his life looking for the perfect opposite forms and immaculate spaces. For more 
information: http://www.urimiro.com/

Fig. 11. Showing the ductus 
and materials, Oriol Miró, 
Barcelona, 2015, Foto. credit: 
Almıla Yıldırım. 
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Online Class Description

This is the online course4 of Oriol Miró Genovart, experiencing the 
Gothic writing system. With the admiration of Les Grandes Heures du 
Duc de Berry -manuscript belongs to the year 1409- and the letters 
of the great models of German calligrapher Rudolf Koch (1876-1934) 
-mentioned in Chapter III, exploring all possibilities of the Gothic script 
(expression, gesture, delicacy, strength, power) are the theme.

The basic structure of the course is the same as the face-to-face 
courses: recognizing the material depending on the style and the aim 
of the course, moreover, exploring the alternative hand-made materials 
-here mimicking the broad edge pen with parallel cut, which is utilized 
for a Gothic system of writings- are described as in Fig. 12. 

ʉ̹ HşŘňşĴ̹ ƙŦŵŖŹŅŦŲŹ̹ ĜŵĴ̹ ĜƘĜňŘĜĩŘĴ̹ ĿŦŵ̹ ĴƘĴŵƟŦşĴ̹ Ĝşİ̹ ĜǣŦŵİĜĩŘĴ̹ ƙňƀŅ̹ ŵĴĜŹŦşĜĩŘĴ̹ ĴƞŲĴşŹĴŹ˫̹ bŅĴ̹
professional instructors are mostly graphic designers specializing in calligraphy, lettering, and 
ƀƟŲŦŀŵĜŲŅƟ˦̹ƙŅŦ̹ĜŘŹŦ̹ĜĪƀňƘĴŘƟ̹ƙŦŵŖ̹ňş̹ƀŅĴ̹ǬĴŘİ˫̹bŅĴ̹şƄŞĩĴŵ̹ŦĿ̹ŲĜŵƀňĪňŲĜşƀŹ̹ňş̹ƀŅĴŹĴ̹ĪŦƄŵŹĴŹ̹ĪĜş̹ĩĴ̹
observed on the website, and these statistics demonstrate the popularity of these options. These 
ĪŦƄŵŹĴŹ̹ĜňŞ̹ƀŦ̹ŲŵŦƘňİĴ̹ŹƄǤĪňĴşƀ̹ŖşŦƙŘĴİŀĴ̹Ĝşİ̹ŹƄŲŲŦŵƀ̹ƀŅĴ̹ƙňŘŘňşŀşĴŹŹ̹ŦĿ̹ŲĜŵƀňĪňŲĜşƀŹ̹ƙŅŦ̹ƙňŹŅ̹
to trace the roots from the world of antiquity through the period that we live in.

Fig. 12. Gothic hand practice, 
Oriol Miró, Domestika, Foto. 
credit: Almıla Yıldırım. 
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Italic Calligraphy, Historical & Modern with Keith Adams 

03-10.08.2015, Saint-Antoine L’Abbaye, Isere, France, https://antebathnotes.
wordpress.com/2015/08/31/summer-at-saint-antoine-2015-part-i-italique/

Class Description

The theme of the course was italic hand with Keith Adams in the 
monastery of Saint-Antoine in France. 

�Ź̹ŞĴşƀňŦşĴİ̹ ňş̹ĴĜŵŘňĴŵ̹ ĪŦƄŵŹĴŹ˦̹ ƀŅĴ̹ǬŵŹƀ̹ ŹƀĴŲ̹ƙĜŹ̹ ŘĴĜŵşňşŀ̹ ƀŅĴ̹ĩĜŹňĪ̹
strokes, the manipulation of the material, the ductus of the hand, and 
the construction of each letter. The second step is to understand the 
concept of the space within and between each letter. It is one of the 
general concepts that are valid and essential for all the scripts planned 
to practice by participants (Fig. 13). 

The practice sheets of the alphabet and the examples of the master of 
the italic hand, such as Arrighi (1475-1527),  -mentioned in Chapter III or 
Giovanni Antonio Tagliente (c. 1450-c.1528), also published his manual 
two years after Arrighi were the main sources to follow.

Fig. 13. Italic hand practices, 
Isere, 2015, Foto. credit: 
Almıla Yıldırım. 
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libris

Online Class Description

This is an online course about the italic hand that Ricardo Rousselot 
Schmidt5̹ ŲŵĴŲĜŵĴŹ˫̹ �ĿƀĴŵ̹ şƄŞĴŵŦƄŹ̹ ĴƞĴŵĪňŹĴŹ˦̹ ƀŅĴ̹ ǬşĜŘ̹ ŲŵŦœĴĪƀ̹ ňŹ̹
designing an exlibris written by italic hand.

Discovering the history of script and the necessary tools for writing: 
ŲĴşŹ˦̹ ňşŖ˦̹ Ĝşİ̹ ŲĜŲĴŵ̹ ňŹ̹ ƀŅĴ̹ ǬŵŹƀ̹ ŹƀĴŲ̹ ŦĿ̹ ƀŅňŹ̹ ĪŦƄŵŹĴ˦̹ ĜŹ̹ ƀŅĴ̹ ŦƀŅĴŵŹ̹
mentioned before. Thoroughly example sheets provided by the teacher, 
the participant is expected to follow the instruction to learn the ductus 
of the script –mode, direction, sequence, and speed at which the 
strokes or traits that make up the letters are drawn. 

As shown in Fig. 14, starting with the individual minuscule letters, then 
continuing with the random word, including majuscules; the course 
aims to teach the basic features of the italic hand.

5 Ricardo Rousselot Schmidt is an Argentinean calligrapher, specialized in writing, creating and 
İĴŹňŀşňşŀ̹ĿŦşƀŹ˦̹ƙŦŵŖňşŀ̹ĴŹŲĴĪňĜŘŘƟ̹ňş̹ƀŅĴ̹ǬĴŘİ̹ŦĿ̹ŲĜĪŖĜŀňşŀ̹ƙňƀŅ̹ŅňŹ̹İňŹƀňşŀƄňŹŅĴİ̹ƄŹĴ̹ŦĿ̹ŘĴƀƀĴŵŹ˫

Fig. 14. Italic hand practices, 
Rousselot, Domestika, Foto. 
credit: Almıla Yıldırım. 
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Online Class Description

Another online course about an italic hand I participated in was the 
course of Victor Kams (Mister Kams).6  

The aim was to perform lettering for a printing project. First, it was 
started with the basics of italics hand. Introduction to the process of 
drawing and vectorization of lettering from a calligraphic sketch was 
the second step with learning to use the tool with some basic exercises 
to write clean shape to be traced. Final step was the digital level where 
the draft was vectorized and exported. Here, Kams employs the parallel 
pen that is more compact and practical than the traditional metal 
nib, as mentioned in Chapter VI. Moreover, rather than using the pre-
arranged practice sheets calculated depending on the width of the nib 
and the style of the writing mentioned in Appendix A, Kams prefers to 
use a regular notebook with lines without giving so much importance 
to the exact size and dimension of letterforms as the earlier courses did 
about the italic hand. Instead, Kams tries to teach the general features 
such as the inclination of the hand, moves, and movements of the pen, 
and simple decorative touches inspired by the italic hand. (Fig. 15)

9ĜŞŹ̹ ňŹ̹ ŦşĴ̹ ŦĿ̹ ƀŅĴ̹ ǬŵŹƀ̹ İĴŹňŀşĴŵŹ˦̹ Ĝşİ̹ ƀŅĴ̹ ĪĜŘŘňŀŵĜŲŅĴŵ̹ ŘĴĜİŹ̹ ŞĴ̹
to practice parallel pilot pen at the earlier stage of my calligraphy 
proximity. 

ʋ̹AĜİŵňİ̹ĩĜŹĴİ̹ŀŵĜŲŅňĪ̹İĴŹňŀşĴŵ˦̹ĿŦĪƄŹĴŹ̹Ŧş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ŘĴƀƀĴŵňşŀ˦̹ƀƟŲŦŀŵĜŲŅƟ̹Ĝşİ̹ŀŵĜǤƀň˦̹ĜŘŹŦ̹ŦşĴ̹ŦĿ̹
the members of ��''$"-�ƈ/$. For more information: http://misterkams.com/

Fig. 15. Italic hand practices, 
Mr. Kams, Domestika, Foto. 
credit: Almıla Yıldırım. 

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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Insular Script & Celtic Decoration with Amanda Adams 

10-17.08.2015, Saint-Antoine L’Abbaye, Isere, France, https://antebathnotes.
wordpress.com/tag/saint-antoine-labbaye/

Class Description

The theme of this course is experiencing practicing “Insular Script & 
Celtic Decoration” in the monastery of Saint Antoine in France. 

In the workshop (Fig. 16), much time is expected to be devoted to 
ƙŦŵŖňşŀ̹ Ŧş̹ ƀŅĴ̹ ĩĴŹƀ̹ ŲňĴĪĴ̹ ƀŦ̹ ŲŵĴŹĴşƀ̹ ĜŹ̹ Ĝ̹ ĪŦƄŵŹĴ̝Ź̹ ǬşĜŘ̹ ŲŵŦœĴĪƀ˫̹ bŅĴ̹
complementary methods, likewise the range of materials, provide a 
solid and informative study that will be valuable in general and furnish 
ŹŦŞĴ̹ ƄşňŴƄĴ̹ ňşŹňŀŅƀŹ̹ ŦĿ̹ ŦƄŵ̹ Ŧƙş˫̹bŅĴ̹ ǬŵŹƀ̹ ĜňŞ̹ ňŹ̹ ƀŦ̹ ŘĴĜŵş̹ ƀŅĴ̹ ĩĜŹňĪ̹
strokes to structure the insular letterforms, then the ductus of each 
letter of the alphabet. Here are the basic model and practice sheets, 
once again provided by the teacher, which are prepared by consulting 
the various ancient manuscripts. Great importance is given the 
historical formation and evolution as well.

The personal practices during the courses consist of both the hand 
and the decoration -the page decoration and the letter decoration. 
Apart from apprehending the structure of the hand, the paramount 
importance is learning how to formulate these intricate decorations 
and understanding their preparation as a composition, which also 
requires patience and attention.

Fig. 16. Insular Script & Celtic 
Decoration, Isere, 2015, Foto. 
credit: Almıla Yıldırım. 

APPENDIX B
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Class Description

The theme of this workshop is expressive calligraphy with Rodolfo 
#ĴŵşĝşİĴƥ̹�ŘƘĜŵĴƥ7. As mentioned in Chapter VI, it is an umbrella term 
comprising a wide range of practices of contemporary calligraphers. 

In this workshop, pupils explore the processes, evolution, and execution 
ĩĴƀƙĴĴş̹ ƀŅĴ̹ Źňŀş̹ Ĝşİ̹ ƀŅĴ̹ ĴƞŲŵĴŹŹňƘĴ̹ ŘĴƀƀĴŵŹ̹ ƀŦ̹ ŵĴǭĴĪƀ̹ ƀŅĴ̹ ŞĴŹŹĜŀĴ˫
It is focused on writing with a ruling pen. As Lach (2013) states, it is 
a material originally designed for technical drawing, but now, various 
types are available to employ for calligraphers. Practicing the ruling 
pen tool and its possibilities by creating the rhythmic structure 
between the line, the stain, and the texture is the main aim of each 
ŲĜŵƀňĪňŲĜşƀ̝Ź̹ŞŦƘĴŞĴşƀ̹Ĝşİ̹ňşİňƘňİƄĜŘ̹ŀĴŹƀƄŵĴ˫̹

As in the earlier workshops and courses, the starting point here is to 
learn the tool, and the manipulation techniques, mainly focusing on 
how it reacts depending on the various holdings and movements. The 
şĜƀƄŵĴ̹ŦĿ̹ƀŅňŹ̹ŞĜƀĴŵňĜŘ̹ ňŹ̹ƀŦƀĜŘŘƟ̹İňǣĴŵĴşƀ̹ĪŦŞŲĜŵĴİ̹ƀŦ̹ƀŅĴ̹ƀŵĜİňƀňŦşĜŘ̹
nib, which is supposed to hold on a constant angle that is not meant 
to change during the writing process of the ancient styles. However, 
ƙňƀŅ̹ƀŅĴ̹ŵƄŘňşŀ̹ŲĴş˦̹İňǣĴŵĴşƀ̹ŅŦŘİňşŀŹ̹Ĝşİ̹ŞŦƘĴŹ̹ĪĜş̹ŵĴĜĪƀ̹İňǣĴŵĴşƀŘƟ̹
through the channel of the nib of the ruling pen that allows the regulate 
ƀŅĴ̹ňşŖ̹ǭŦƙ̹Ĝşİ̹İĴƀĴŵŞňşĴ̹ƀŅĴ̹ŘňşĴ̹ŦĿ̹ƀŅĴ̹ƙĴňŀŅƀ˫̹)ĴşĪĴ˦̹ƀŅĴ̹ŞĜƀĴŵňĜŘ˦̹
its technique and the possibilities of its potential promises are highly 
İňǣĴŵĴşƀ̹ĿŵŦŞ̹ƀŵĜİňƀňŦş˫̹#Ŧŵ̹ƀŅňŹ̹ŵĴĜŹŦş˦̹ňƀ̹ňŹ̹ĪĜŘŘĴİ̹ĴƞŲŵĴŹŹňƘĴ̹ŅĴŵĴ˫

The speed of the pen, its tilt, and even the structure of the paper may 
ĜǣĴĪƀ̹ ƀŅĴ̹ ĴƞŲŵĴŹŹňŦş̹ŦĿ̹ ƀŅĴ̹ ŘňşĴŹ̹ƙňƀŅ̹ ƀŅĴ̹ ŵƄŘňşŀ̹ŲĴş˫̹#Ŧŵ̹ ĴƞĜŞŲŘĴ˦̹ ňĿ̹
ƀŅĴ̹ŲĜŲĴŵ̹ ňŹ̹ ŅĴĜƘňŘƟ̹ŀŵĜňşĴİ˦̹ ƀŅĴ̹ ŵƄŘňşŀ̹ŲĴş̹ ŵĴŹňŹƀŹ̹ ƀŅĴ̹ǭŦƙ˦̹ Ŧŵ̹ ňĿ̹ ƀŅĴ̹
ŞŦƘĴŞĴşƀ̹ŦĿ̹ ƀŅĴ̹ŲĴş̹ ňŹ̹ ňş̹ ƀŅĴ̹ŦŲŲŦŹňƀĴ̹İňŵĴĪƀňŦş̹ ƀŦ̹ ƀŅĴ̹şĜƀƄŵĜŘ̹ǭŦƙ˦̹
it will cause splatters of the ink, which indicates the movement of the 
hand as a trace. 

On the other hand, to write more controlled letters with the ruling 
pen, one is required to write slowly and be aware of these features to 
prevent the resistance of the ruling pen. Apart from the potential of this 
material, the emphasis on the moves of the hand through the splatters 
of the ink is another main reason to choose it, which puts more 
emphasis on the moves that underline and reveal the performances of 
the writer at that time. 

Starting with the basic strokes is required to apprehend the potential of 
the ruling pen. The wide variety of the thin and thick strokes, and how 
it reacts to the moves and inclinations are features that are required 
constant practice (Fig. 17).

7 The professional experiences of Álvarez focuses mainly on visual communication that the 
ĴƞŲĴŵňŞĴşƀĜŘ̹Ĝşİ̹ĪŵĴĜƀňƘĴ̹ĿĴĜƀƄŵĴ̹ŦĿ̹ŅňŹ̹İĴŹňŀş̹ĴƞŲŵĴŹŹĴİ̹ňş̹ƀŅĴ̹İňƘĴŵŹĴ̹ŀŵĜŲŅňĪ̹ǬĴŘİŹ̹ŅĴ̹ƙŦŵŖŹ̹ňş˫̹
For more information: http://www.xignica.com/index.php?/about-this-site/#.WQs60CN97-k
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Fig. 17. Expressive calligraphy 
practices with ruling pen, Isere, 
2016, Foto. credit: 
Almıla Yıldırım. 
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Class Description

The theme of this workshop is to learn the technique of sign painting 
ƙňƀŅ̹�İŵňĝş̹TĵŵĴƥ̹˾ĜŖĜ̹̚�Ř̹�ĴŘĴƀŵňŹƀĜ̛˿8.

The practice begins with learning the basic movements employed 
to construct the letterforms, then practicing the whole letters of the 
ĜŘŲŅĜĩĴƀ̹ ĩƟ̹ ĿŦŘŘŦƙňşŀ̹ ƀŅĴ̹ ƀĴĜĪŅĴŵ̝Ź̹ ňşŹƀŵƄĪƀňŦş̹ Ĝşİ̹ ŦĩŹĴŵƘňşŀ̹ ƀŅĴ̹
model provided by the teacher (Fig. 18).

[ňŀş̹ TĜňşƀňşŀ̹ ŅĜŹ̹ ŅňŀŅŘƟ̹ İňǣĴŵĴşƀ̹ ŞĜƀĴŵňĜŘŹ̹ Ĝşİ̹ ŞĜşňŲƄŘĜƀňŦş̹
techniques than western calligraphy. The primary material is the brush 
with long hair pointed or broad edge tip. The critical point is to learn 
ƀŅĴ̹ŞŦƘĴŞĴşƀ̹ŦĿ̹ƀŅĴ̹ĩŵƄŹŅ̹ƀŅŵŦƄŀŅ̹ƀŅĴ̹ǬşŀĴŵŹ˦̹ƙŅňĪŅ̹ňŹ̹şŦƀ̹ƀŅĴ̹ĪĜŹĴ̹
for Western calligraphy. For this reason, constant repetition is highly 
needed to get accustomed to this technique. Hence, it can be stated 
that recognizing the basic rules about the materials and the writing 
techniques are highly crucial for sign painting.

It should be noted that this process provides a valuable contribution 
to understanding the evident distinction between calligraphy and sign 
painting -basically a form of lettering that is discussed and examines 
ƀŅĴ̹ İňǣĴŵĴşĪĴŹ̹ ňş̹ �ŅĜŲƀĴŵ̹ ,,˫̹ )ĴşĪĴ˦̹ ňƀ̹ ňŹ̹ ŹňşĪĴŵĴŘƟ̹ ĩĴŘňĴƘĴİ̹ ƀŅĜƀ̹
contemporary calligrapher, to gain the skill and vision, is recommended 
to feed through various disciplines apart from calligraphy in theoretical 
and technical ways. Moreover, considering the current situation of 
the contemporary calligraphy practices examined in Chapter VI, 
the theoretical and technical knowledge about lettering can provide 
valuable inside, which makes it possible to adapt or adopt a technique or 
concept for the future project, since working interdisciplinary without 
discriminating within the umbrella term writing can be accepted as 
ŦşĴ̹ŦĿ̹ƀŅĴ̹ŞĜňş̹ĿĴĜƀƄŵĴŹ̹ŦĿ̹ƀŦİĜƟ̝Ź̹ĪĜŘŘňŀŵĜŲŅĴŵŹ˫̹rňƀŅ̹ƀŅňŹ̹ĜŹŹƄŞŲƀňŦş˦̹ňƀ̹
is appropriate to include the workshops I participated in in this part. 

Fig. 18. Sign painting practice, 
Adrián Pérez, Barcelona, 2017, 
Foto. credit: Almıla Yıldırım. 

8 Graphic designer dedicated himself to lettering fulltime, also regularly teaches intensive courses 
about sign making' and gold leaf application in sign making. He has taught courses at 'Tokyo 
Letterheads' (2019) and Singapore Signs (2020) as well. 
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Lettering Sobre Piedra with Stephen Watts
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Class Description

The theme of this workshop is letter carving on stone with Stephen Watts.9 
First, the participant decides what to write as a word and which style 
to study. It is required to understand the process, being aware of the 
material, such as the structure of the stone, the manual labor that is also 
needed the crucial holding of the chisel, the pressure of the hammer, 
which angle that is needed to be held, also how deep the one needs to go 
to achieve the inner shape, the exact dimension that is needed, etc. This is 
ƀŅĴ̹ƀĴĪŅşňŴƄĴ̹ƀŅĜƀ̹ĪŦşŹňŹƀŹ̹ŦĿ̹ƘĜŵňŦƄŹ̹İňǣĴŵĴşĪĴŹ̹Ĝşİ̹İĴƀĜňŘŹ̹İĴŲĴşİňşŀ̹
on the styles of the letterforms as well. 

To study for this workshop, I chose the Roman Capitals, which is 
ƀŅĴ̹ĪĜŲňƀĜŘ̹ ŹƀƟŘĴ̹ ƀŅĜƀ̹ ňŹ̹ǬŵŹƀ̹ŲĜňşƀĴİ̹Ŧş̹ ƀŅĴ̹ƙĜŘŘŹ̹Ĝşİ̹ ƀŅĴş̹ĪĜŵƘĴİ˦̹ĜŹ̹
mentioned in Chapter III. I already had participated in the course to 
learn how to write Roman Capitals with brush (Fig. 19).  

HşĪĴ̹ ĜŀĜňş̹ ƙňƀŅ̹ ƀŅĴ̹ ĜŹŹƄŞŲƀňŦş̹ ŦĿ̹ ŀĜňşňşŀ̹ Ĝ̹ İňǣĴŵĴşƀ̹ ŲĴŵŹŲĴĪƀňƘĴ̹
ƀŅŵŦƄŀŅ̹ ŘĴĜŵşňşŀ̹İňǣĴŵĴşƀ̹ ƀĴĪŅşňŴƄĴŹ̹Ĝşİ̹İňŹĪňŲŘňşĴŹ̹ĜĩŦƄƀ̹ ŘĴƀƀĴŵňşŀ˦̹
calligrapher can be utilized the process and technique of stone carving, 
ƙŅňĪŅ̹ĪĜş̹ŘĴĜİ̹ƀŦ̹Ĝ̹ŵňĪŅ̹ňşƀĴŵŲŵĴƀĜƀňŦş̹ƀŅĜƀ̹ŵĴǭĴĪƀŹ̹ƀŅĴ̹ĿƄƀƄŵĴ̹ŲŵŦœĴĪƀŹ̹
in the realm of contemporary calligraphy.

9 Stephen Watts is a United Kingdom-based sculptor who studies hand carving. For more 
information http://stephenwattssculpture.co.uk/about-4/

Fig. 19. Lettering carving 
practice, Stephen Watts, 
Barcelona, 2017, Foto. credit: 
Almıla Yıldırım. 
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02.03.2017, Espai Egg, Barcelona.

Class Description

The theme of the course is to learn the fundamentals of Chinese 
Calligraphy with Jenny Chih-Chieh.10 After the brief introduction about 
Chinese calligraphy and its evolution, it is crucial to recognize the 
material for practicing. 

�Ź̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,q˦̹#Ĝŵ̹�ĜŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ̝Ź̹ƀŦŦŘŹ˦̹ŞĜƀĴŵňĜŘŹ˦̹
Ĝşİ̹ƀĴĪŅşňŴƄĴŹ̹ĜŵĴ̹ŅňŀŅŘƟ̹İňǣĴŵĴşƀ̹ĿŵŦŞ̹rĴŹƀĴŵş̹ĪĜŘŘňŀŵĜŲŅƟ˦̹ĜŹ̹ƙĴŘŘ̹ĜŹ̹
its understanding of calligraphy as a primary component of the culture. 

The class was focused on just recognizing the materials, learning to 
use the brush and the basic strokes by following the instructions by 
performing with Chinese brush, Sumi-ink on race paper as illustrated 
in Fig. 20.

10 The founder of Mellow Sheng -a culture and gastronomy platform with emphasis on natural and 
Asian food-making processes, oriental tea culture and Chinese calligraphy. For more information 
http://www.foodandfun.is/jenny-chihchieh-teng

Fig. 20. Practicing the Chinese 
character, Barcelona, 2017, 
Foto. credit: Almıla Yıldırım. 
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Taller de Rotulacion with Jakob Engberg
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Class Description

This is another sign painting workshop that I participated in Barcelona 
in 2017 with Jakob Engberg.11 It started with the basic information 
about the material and the technique, following with practicing the 
letters and the words (Fig. 21).

The focus was on learning the technique, and through various 
ŵĴŲĴƀňƀňŦşŹ˦̹ƀŅĴ̹ĜňŞ̹ƙĜŹ̹ƀŦ̹ŀĜňş̹ĪŦŞŲĴƀĴşĪĴ̹Ĝşİ̹ĪŦşǬİĴşĪĴ̹ĜĩŦƄƀ̹ƀŅĴ̹
material. For this reason, the words are picked randomly here. 

Once again, utilizing the valuable experience and theoretical and 
ƀĴĪŅşňĪĜŘ̹ŖşŦƙŘĴİŀĴ̹ŲŵŦƘňİĴŹ̹ŹňŀşňǬĪĜşƀ̹ŞŦƀňƘĜƀňŦşŹ̹Ĝşİ̹ŲĴŵŹŲĴĪƀňƘĴŹ̹
for the participant regarding lettering. It has to be seen as a possible 
opportunity for a calligrapher to adapt and adopt various features here 
to practices in contemporary calligraphy.

11 A Denmark-based desginer, founder of Copenhagen Signs, with the graphic design background, 
ƙŦŵŖňşŀ̹ ƙňƀŅ̹ Ųŵňşƀňşŀ˦̹ ŲŅŦƀŦŀŵĜŲŅƟ˦̹ ŹƀŵĴĴƀ̹ Ĝŵƀ̹ Ĝşİ̹ ŲĜňşƀňşŀ˦̹ ĜŞŦşŀ̹ ŦƀŅĴŵ̹ ǬĴŘİŹ˫̹ #Ŧŵ̹ ŞŦŵĴ̹
information: https://www.copenhagensigns.dk/

Fig. 21. Practicing letterforms, 
Jakob Engberg Barcelona, 
2017, Foto. credit: Almıla 
Yıldırım. 
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Brushwriting workshop with Luca Barcellona
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Class Description:

The theme of the class was to learn the basics of brush writing/brush 
lettering with Luca Barcellona.12 

It starts with the presentation of the material. Even though it is called 
brush writing, the material is not a brush; instead, it is used pen called 
̚�ŴƄĜ̹ŲĴş̹ŀŵĜŲŅňƞ̛̹̐İƄĜŘ̹ĿĴŘƀ̐ƀňŲŹ˦̹ĪŦşƀŦƄŵ̹ŲŦňşƀ̹Ĝşİ̹ǭĴƞňĩŘĴ̹ĩŵƄŹŅ˦̹İƟĴ̐
ĩĜŹĴİ̹Ĝşİ̹ƙĜƀĴŵ̐ŹŦŘƄĩŘĴ̹ŲĴş˦̹ŞňŞňĪŖňşŀ̹ƀŅĴ̹ǭĴƞňĩňŘňƀƟ̹ŦĿ̹ƀŅĴ̹ĩŵƄŹŅ̹ňş̹
ŹŦŞĴ̹ŘĴƘĴŘ˫̹�Ź̹ňş̹ƀŅĴ̹ĪĜŹĴ̹ŦĿ̹ƀŅĴ̹ŲĜŵĜŘŘĴŘ̹ŲĴş˦̹ƀŅňŹ̹ĩŵƄŹŅ̹ŲĴş̹ňŹ̹ĴǤĪňĴşƀ̹
and easy to carry to use without requiring any type of preparation. 

After the brief presentation of the materials, the workshop starts with 
practicing the basic strokes and then continues with the construction 
of each letter of the alphabet, with subtle details and alternative forms 
(Fig. 22).

12 Italian-based freelance designer and calligrapher, also teaches calligraphy with the Italian 
Calligraphic Association and holds workshops in various European cities. For more information 
https://www.lucabarcellona.com

Fig. 22. Practicing letterforms 
with Luca Barcellona, Istanbul, 
2020, Foto. credit: Almıla 
Yıldırım. 
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Caligrafía y Rock’n’Roll with Ivan Castro
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Online Class Description

Exploring the possibilities and the expressiveness of the brush through 
the individual project -making the logo for one of the music bands- and 
adapting the design to the aesthetic language of the musicians, fusing 
them with the acquired skills, is a central point of this online course of 
Ivan Castro.13̹�ƘĴş̹ƀŅŦƄŀŅ̹ƀŅĴ̹ƀňƀŘĴ̹ňŹ̹̚�ĜŘňŀŵĜĿŊĜ̹Ɵ̹WŦĪŖ̝ş̝WŦŘŘ˦̛ ̹ƀŅĴ̹ƀŅĴŞĴ̹
is lettering with a water brush pen. This is another common type used for 
ŘĴƀƀĴŵňşŀ˦̹ƙňƀŅ̹ƀŅĴ̹ĪĜŵƀŵňİŀĴ̹ŹƟŹƀĴŞ̹ŵĴŴƄňŵĴİ̹ƀŦ̹ĩĴ̹ǬŘŘĴİ̹ƙňƀŅ̹ƙĜƀĴŵ̐ĩĜŹĴİ̹
ink (Fig. 23).

�Ź̹ŞĴşƀňŦşĴİ̹ňş̹�ŅĜŲƀĴŵ̹,,˦̹ƙŅňŘĴ̹ĴƞĜŞňşňşŀ̹ƀŅĴ̹İĴǬşňƀňŦş̹ŦĿ̹ĪĜŘŘňŀŵĜŲŅƟ̹
and lettering, it is explained that even though these two forms of writing 
can be ranked under the same umbrella; writing, there are fundamental 
İňǣĴŵĴşĪĴŹ̹ĩĴƀƙĴĴş̹ƀŅĴ̹ƀƙŦ˦̹ŹƄĪŅ̹ĜŹ̹şŦ̹ŵĴƀŦƄĪŅ̹ƀŅĴ̹ŘĴƀƀĴŵ̹ƀŅĜƀ̹ňŹ̹ƙŵňƀƀĴş̹
in calligraphy. For this reason, it can be said that the title as calligraphy 
ŞĜƟ̹ĪĜƄŹĴ̹ĪŦşĿƄŹňŦş̹ňş̹ƀŅĴ̹ǬŵŹƀ̹ŲŘĜĪĴ˫

In this online course, participants learn techniques of writing with a 
brush from the hand of Castro, starting with the basic stokes and 
the possible potential of the brush that led the writer to explore 
Ĝ̹ƙňİĴ̹ ŵĜşŀĴ̹ ŦĿ̹ İňǣĴŵĴşƀ̹ ŹňƥĴŹ̹ Ĝşİ̹ƙĴňŀŅƀ̹ ŦĿ̹ ƀŅĴ̹ ŘňşĴŹ̹ İĴŲĴşİňşŀ̹ Ŧş̹
the pressure of the hand. Hence, it can be said that, as I valued here, 
İňǣĴŵĴşƀ̹ ňşŹƀŵƄĪƀŦŵŹ˦̹ ƙňƀŅ̹ ƀŅĴňŵ̹ ĜĪĪƄŞƄŘĜƀĴİ̹ ƀĴĪŅşňĪĜŘ̹ Ĝşİ̹ ŲŵĜĪƀňĪĜŘ̹
knowledge, can promise a wide range of perspectives to be utilized by 
participants, even if the theme is the same as it is here. 

Fig. 23. Practicing letterforms, 
Ivan Castro, Domestika, Foto. 
credit: Almıla Yıldırım. 

13 Ivan Castro is a graphic designer based in Barcelona, who specializes in calligraphy, lettering, 
and typography. For more information http://www.ivancastro.es/
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Blackletter, calligraphy workshop with Luca Barcellona
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Class Description 

The last workshop included in this part is the Blackletter workshop 
with Luca Barcellona. As underlined above, utilizing the experiences of 
these masters are supposed to be assumed as a valuable opportunity. 
Hence, with this assumption, the Blackletter workshop provided a time 
ƀŦ̹İňŹĪƄŹŹ̹Ĝşİ̹ŲŵĜĪƀňĪĴ̹ƀŅĴ̹$ŦƀŅňĪ̹ƙŵňƀňşŀ̹ŹƟŹƀĴŞ̹ĜŀĜňş̹ƙňƀŅ̹Ĝ̹İňǣĴŵĴşƀ̹
professional calligrapher (Fig. 24). 

First of all, it has to be noted that “Blackletter,” as a theme, is a vast 
title for a short workshop that takes just two days. As examined in 
Chapter III, numerous Gothic hands were practiced in Europe between 
the twelfth and nineteenth centuries, evolving and transforming 
depending on various features of cultural and social issues. Hence, to 
ĩĴ̹ŞŦŵĴ̹ŹŲĴĪňǬĪ̹Ĝşİ̹ĪŦşĪŵĴƀĴ˦̹ ňƀ̹ŞňŀŅƀ̹ĩĴ̹ĩĴƀƀĴŵ̹ƀŦ̹İĴĪňİĴ̹Ŧş̹Ĝ̹ŞŦŵĴ̹
appropriate title. 

The instructor provided the practiced forms of Gothic hand here, 
created with his interpretation inspired by basically Gothic textura 
and Fraktur styles. The steps are the same as the rest of the courses 
and workshops mentioned above, starting with the basic strokes, 
ductus of the hand, and learning the structure of all individual letters 
of the alphabet, then practicing with letters to apprehend the spacing 
between the letters and words. 

#ƄŵƀŅĴŵŞŦŵĴ˦̹ ;ƄĪĜ̹ ŦǣĴŵŹ̹ ƘĜŵňŦƄŹ̹ ƀŦŦŘŹ̹ ƀŦ̹ ŲŵĜĪƀňĪĴ˦̹ ŹƄĪŅ̹ ĜŹ̹ Ĝ̹ ĩŵƄŹŅ̹
with broad-cut hair and a metal nib. This style is his interpretation 
inspired by the ancient Gothic writing styles, fused with his hand, 
which requires constant repetition and practice to acquire the skill, 
ňşƀĴŵşĜŘňƥĴ̹Ĝşİ̹ňşƀĴŵŲŵĴƀ̹ƀŦ̹ĩĴĪŦŞĴ̹ŦşĴ̝Ź̹ŅĜşİ˫

Fig. 24. Practicing Gothic hand, Luca 
Barcellona, İstanbul, 2020, Foto. 
credit: Almıla Yıldırım. 

FROM WESTERN CALLIGRAPHY TRADITION TO EXTENDED GESTURE
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Hence, it can be stated that this type of face-to-face training in 
ĪĜŘŘňŀŵĜŲŅƟ̹ňŹ̹ŅňŀŅŘƟ̹ŹňŀşňǬĪĜşƀ˦̹ĜŹ̹ŞĴşƀňŦşĴİ̹ĴĜŵŘňĴŵ̹Ĝƀ̹ƀŅĴ̹ĩĴŀňşşňşŀ̹
of this phase, for the calligraphy practitioners as a starting point to 
advance. 

They provide a chance to observe and interact with both the master and 
another participant to utilize the experiences and also an opportunity 
ƀŦ̹ ŘĴĜŵş̹ŅŦƙ̹ŦşĴ̹ ŹŅŦƄŘİ̹ ŹƀĜŵƀ̹ ƀŦ̹ŲŵĜĪƀňĪĴ̹ ĪĜŘŘňŀŵĜŲŅƟ̹ŞŦŵĴ̹ĴǤĪňĴşƀŘƟ̹
and appropriately today.

It is undeniable that calligraphy is required theoretical and practical 
knowledge because it has it in its nature as an accumulated skill to be 
internalized even for abstract calligraphy. 

For this reason, it can be said that these studies provides ample 
support and vast perspective during my own interrogation in the realm 
of western calligraphy while considering all the accumulated data, 
observation, and examination of various contemporary calligraphers 
through their practices and concept that is tried to be located through 
various inspirations such as primarily Far Eastern and Middle Eastern 
calligraphy culture and western abstract painters.

APPENDIX B
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