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DEDICATION :

To my husband, Faul, who gave me the impetus for writing #his
Senion Honons Faper. I hope our future duty in Japan will be very
enjoyable.



g e

-w—u_‘/._/-.

% ?._._ JUDAISM

L "\ y
\‘_

| /"
l ZORGASTIANISM _

ot o Pees

CHINA anD JAPAN

0 50100 200 300 400 500
o ————
SCALE OF MILES

-2,
s a s

/
.fvf~\ '\ﬁ;“ o
.

MQNchm

(SRR i b /'
. T

CHWH/

90

Nvstrom Scmes of Desx Mars

100 Longtude East 110 of Gresnwich . 120 ' 130 |
No. D 55 A. J. Nyarnom & Co., Cwicaso




SPECIAL TNFORMATION

The Denven Art Museum
Derver, (odorado

Lowry Ain Force Base Records and Library

Lowny Ain Force Lase
Denver, (odorads

The National Museun of Tokyo
Tokyo, Japan

The Wonrchester Ant Museum
55 Salisbuny Sineet
Woncheaster, Missachusedis

The fletropoditan Museun of Ant
5th Avenue
New York, N.Y,

The Davenpont Public fMuseum
1717 West (2th Sineet
Davenpordt, lowa

The Boaton Museun of Fine Arts
465479 Huntington Avenue
Loston, Mussachuseits

The Ant Inetitute of (hicago
Michigan Avenue ait Adams Sireet
(hicago, [Alinois



SRLIAL INFORIATION (continued)

9o The Oriendal Institute fuseum of the lnivensity
of (hicago
1155 East 58th Stneet
(hicago, [llinois

(0. Dre Harni Vandenstaapen
Lirecton of the Depardment of Ankt Histony
The Universiity of (hicago
(hicago, [dlinois



[

hPanesE [anTivg =

o

lhat mystenies lie hidden in the arts of Japan ? e, as
Vestenners, ane ever mone being drawn closen o he Japanese and
othen Oniental ants. I{ an object is manked, 'llade in Japan, " we
waualdy grimace , and the object is neplaced io its oniginal
position without purchase, Since lordd lar (1, #he influx of fine
and. minon ards (meaning utensils o furnitune) are entenring our
viotas, and the study of Japanese ant history is slowly reaching
our universities and our galleries.

’ Japanese painting is one of the studies in Orienial ant that
should be examined from all angles becauwse of its fascinating
histomy. Japanese painting, through the years, contains many
secnets and techniques which atiract the Western painitens and
buyens. TJapanese painting is not ondy an ardt fomm it is also an
extremely senious medium uhich ofien tends 1o become a science on
a religion (in the doosest sense.)

The Japanese painter is a mustengenius in his own night |
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From Zhe Zime thot he is 10 2o (5 yeans of age, he has speni a
continuous study and application of certain skills. He absonbs
mary principles which constifite the conpus of andt docirines uhich
also include various precepts, maxime, and methods of technique,
These docinines are fragmenis of antiquily which ane eithen
preserved in books on perpetunied in onal iradition. fe learns he
HIGL Lo on HIMITSU which are neven published, but they are orally
Lranomitied by mustens Fo thein favorite pupils,

lhe application of the shills which he has learned never comes
indo actunl being, fon ihe Japanes antisi, in the moost technical
sense, io neven Linidhed, [he paintern is {forever %mw
and. seeking new technigues. Sometimes these HITI are mone than
secrets since muyy of them are losi {nom ithe annals of Gapanese. ant
fiatory forevern; the magnificent secnets lie only in the heants of

Yapanede painting is three~quaniens inspiraidion and only one-
quarten sioht.  Anyone can paint vhat he sees—-only a taue masten
can paint that scene with emitive feeling, The arntists, "paint what
they feel nathen ithan what ihey see, but linst ihey see very

. Ze 1. s ;. .
diatinetly, " Z* [his Ls one of the principles that has been

[ Refen o the alphabetical dictionany on pases 34
7 7 fater oy
..’? 2 ) ¥ ° ™ 2 Gie N 3
Henny F. Bowie. Un the Laws of Japanese Foiniting. Jover
e bl T L

Fublications, Ilnc. U.S.A. 1912, Fage §.
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Gapanese Dictionary of [enns

An Ki~theony of a subject produced {rom memony.

Butswe Gua~religiovs subjects.

Byobu~ screen painding.

Deshira diaciple of anrt.

Do Butsu-animals.

én Kinmprineiple of pergpective,

Fu-style on mannen.

Fude No (hicara-strength and boldness of the brushoinoke.
bGassaku-an improvised, dimprompiu painting in which aeveral

- andiats pardicipate.

/e

Gt @

Qua. Ka~paintens,

ﬁgl—{é’m&;’aa}m secnelts uhich ane only passed on onally,
Tke fana~{Aowen arrangemenis.

In-aniist’s geal

Gam Buteu-figunes,

Ka (ho=flowers and birds.

Kakemono-painting on silk on paper rvoled in wooden rollens
which is a;émga sudpended,

Ken Uan. (hoku Hitsu-a Limn arm and a perpendiculan brivoh.
Kimono-woman.'s dress.

Kin Kaku-a tracing.

Kumadonri-shades of colon.

Mage~a headdress.

lakimono-a painting in scaoll fomm.

Hono- an oé;;ecéo
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Hoyo-patienns.,

o Ni Hon Fude-double buush technique,

Niohikiesimidan o brocade pictures because of ithe delicate
adile,

Reuol (ha=Fu)-a celebrated school of Japanese painting.

San Sui~dandscapes.

Sekijo~paintens who paind a canvass togethen.

Sengei~a muaten ardisi,

Sha [-antistic intenpretations.

‘_S/Laééei—dfzeeéd&bzg.

. >,.§/z,zki§w‘§a—wz;é that Lo supgesiive of leisure and repose.

Shokunin~antisana.

Sozo~imagination.

Joahi~ hinese paper ofiten wsed for a Japanese painting.
. ” 1 s
Tauya-ithe sheen of a bmuh siroke (brillioncy).

Unirte £ Yamitomthe € , 7 ooindi
Yamaito & Yamto-the Japonese pune siyle of painting.
Yin and Yang~Lemale and male characitenistics of (hinede
painting often employed in a Japanese painting.



Q@C@w sitnessed in the Amenican universities teaching ant coundes

]
o

and the ant academics. The HITI are composed of SHA I 2° uhich
are the ovals fon ihe Japanese painien, [he artists learn ihe
basic prineiples and Zhen fonget ihem with relotion o what someone
else has done and ondy rememben them with relotion to the product
they wish o execute,

Laws, as are customs, are exiremely imponiant #o ithe Japanese
painten, [he Japanese are dovers of natune in all aspects, even
40 much ad nemembenring. centain duws periaining o a centain plant
on bush, T hey obsenve and note evewy change acconding in Zhe
| practical scheme of the lmws, From the following examples (and
Lrom a. gection sinictly devoted o daws loten in this papen) i is

;oos ° ° 7 s H
obvious to see that notune is vital ‘o Gapanese ant, religion, and

!}90 e 2"3’ ?
& I3
ot :'?}" i Z?,é,

Loosed Lrom Yinter's pridon
In the momma
The uhite dew fﬁ;&«&“ 2

~* Dictionany on pages 3 Zo 4.

Ffor 1 i1 /2 ! 4T i . /oo
Jokn D, Yoharnan (editon). A Treasuwny of Asian Literature

¥ 2! 3] 37 ! o~ A 4 !

The New American. Librany. New Yorks 1956,  (Anonymows, from the
/ }

Nanyo Shu. po 4]0 )

P . e,
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Stmmen,
(ool it isy and atills

. z . 7 z
Just the Ltip of a credcent moon
oven Black-wing Hill, 20

Fall

On a withered branch
A crow has setiledmmm—m— p

auwdum nightfell, =

The plun-blossom
Which I ‘houphit I would show

7o my Lrothen
s : /7 i
foes noit seem to be one [at all/;

IZ was [ 022/1/5/ that snow had fallen. /-

s I Y 9 g . [ . -
Ihese works show the zeniih of perfection fon which each Ya e

i " e F7 a 3 2 & s e . ° °
antiot” (meaning aryone who aims for perfection in his oun particular
2, ] s e 5 . z H 2.
Lield) stnives. The pet does noit ondy mean for the neaden o {ind

s . e 7 3 z
feeling in the lines of his verses; moneover, he wants the readen o

Lind ihoughit and expression between the Lines, His poetry ia noit

15

= 3 . s e .
I [bid, Haike Foems, (Translated by Harodd G, Hendenrson,

1889 = o latouwo Basho (1644-169%).  p. 249,

O

Ve lbid, Haiku FPoems, pe 249,

s

/e Thid,  (Translated by Anthun Uadey, 1859~ ). Akahito,

7, rus o o3 cr
pe 2t/ (From Zhe flanyo Shuj.
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ondy impordant fon ithe moment of reading, but it is fon ithe purpose
of contemplation and specific impression thoughita.

Likewise, the Japanese painten dves noit execute a work only
fon the viewer s0 ihat he may have something which is tangible,

He secks a mode of expression fon himsell and an ariistic impression
fon the true lovers of ant. (fach brush atrwoke io nod Fhis on thait
type of a line, but rathern each exemplifies a single feeling on
thought,  The Frue connvivseun of Japanese painting wild know

each feeling by mule on daw, and he will ewde the particulan
thoupht righily due to each imxﬁwée%i Lomn on codon in relotion #o

the various laws.

The Japanese are artiots in ell that they do. [The education
of a Japanese child constitides, on a whole, experiences negqulated
by certain practices. [he mustening of one of these pracitices
nesulits in ant, on aather an and. ' Fon inatance, ihe Japanszse
child is Aought how Zo manipulate chop-siticks as a commn
practice g0 that he may be able to eat from the rice bowl, Laten
on, if he selects a painting careen, ihis ‘ant” will aid him in

o
e

= dechnigue wsing a different

AV TR

i/g‘e ﬁgﬂm{:ﬂjff{‘{ﬁz 0:; ;éllé s{’gj f{?; oL i

codon on each brush while painting with as many as three brushes

in one hand simulianeously.  Therefore, he is able o place

' I 3 . 3 g . )i
— QL LS ﬁmiﬁ?@ ZA’,{,LL;ZQ, VARLOUA é,’ﬂ%ﬁ, PRELAHUNZS o

et £ 5 I a ‘ s
Refen to the dictionary on paoes 3 Ao 4,

(:} T e
5’554&
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The Japanese schools of ant have varied ihroughouwt the
histony of Japan pertaining o the pariticilan period and mulen.
Nevertheleas, four counses have always been adminisiened: copuing,
ISHA; dnacing, NOSHA; reducing, SHUKUZU; and composing, SHIKU.

One of the favonred methods of the gafxmex)e masitens Lo Lo present
thein pupils with an oniginal painting and have he pupils
neproduce the painting KD 19 the following day.

Altern study in a Japanese arnt schools, the painten is now
Lied 2o Live in the houschold of a SENSEL Lo In time he
becomes a i 120 yhich is as hononed a poaiition as ihe nelation

between a youngen brothen and an elden. The RUGL (HA-FL1) 13
oniginated with ihie situation becawse the UFSHI wiohed o

presenve the sacred elforts of the SINSEL.  Oftentimes, the DF,SHI
asgumed the fomily name of the SENSEL; for that reason, it is

easy Lo undenstand why thene is such nepitition of cendain nomes. 7

[hrough. the ages, the Japanese have given many names Zo

/é}e’géi&{'
10 1bid,

12 Ibid,
5

13" Tbid,
I ’; § .

/%%egfe.fa to Section B, of the exomples—pp, %4, 5,7, ete. fon

the {family nome of ~-'lii,”
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p@&@ze/zé, [he paintens of Japan are considered as M@Qz
[ied men desenving of the highest honons of the State, I is

corwxa’exzed a lofity cliim 4o siate thal you are a Japanese
painien. 5@50/1@ ;ﬁ%e oreat NELY] Feriod, 50 the painters of
Gapan were. diatinguished as household paintens, U FSHI, on as
paintens who sodd ihein wonkas, ¢ KAKL. HNow they are numenically
refenned o as G KA 16 Engravens, sculptons, print makens,
ete, ane called SHOKNIN, 1Z°

| At times, a musten and hio pupil on pupils may work on a
single painting togethen. Un the otherhand, @ numben of masien
paintens moy work on a single effort simultaneously; thuws, in
both. cases, these paintens are clasaified as §V z;;?@. L
of the time, these painied wonks are called GASSAKI-AN 2.
since :é/zeé; are completely impromptu. An dmpromptu painting
draws ‘he feelings of. the pauwiefa onto the canvass, and what
bettern means of cmuwmwwmwm can thene be than

fwvuw, several painters participating all at once ?

/5 Refen to page 12 of this papen.

[6s g Refer to the alphabetical dictionany on pages 3 and %

7 1bid,

8. doc, cit.

‘/i?‘fi@c. cit,
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JAPA
Cultural History
I. The Ancient Age (to A, D, 1185)

1. The Archaic Period (to A. D. 646)

lst cent, B, C. Jimmu, first Japanese
emperor, mythically placed in 660 B, C.
Clan society with animistic-polytheistic
Shinto religion and prominent nature myths.

4th cent. A, D, Conquest of part of Korea
brings in Chinese influences.

538 Advent of Buddhism.

604 Prince Shotoku's constitution establishing

Buddhism, Confucian bureaucracy, Chinese
sciences.
630 Embassy to T'ang China.

2. Nara Period (A. D, 646-794)
N —— o~ - P
Name of period from capital at Nara.

-y

Foreign influences:
Chinese on politics
Buddhist on art, religion

Rorean on eaucagion.

7th cent. Golden Hall built (burned
about 1948).
752 Great bronze Buddha statue erected.

725-94 Tempyo or golden age of Buddhist
Japanese art,

3. Heian Period (A, D. 794~1185)
Name from capital .presently Kyoto. Period
of peace and prosperity, of esthetic refine-
ment and artifical manners.
805 Founding of new Buddhist sects:

Tendai (source of later sects)

Shingon (esoteric Buddhism)

838 Decline of Chinese influence begins.
942-1017 Genshin, monk who preached worship
of Amida Buddha according to Jodo (Pure

Land) sect.
1100 Dual Shinto, which regarded Shinto
gods as Boddhisatvas (Buddhas to be).

866-1160 Dominance of Fujiwara clan of
hereditary regents.
1160-1185 Dominance of Taira clan.

Literature

¥ RED INDICRATES ART
PECIODS _

c. A. D. 405 Chinese script brought to
Japan by Wani.

Confucianism gradually adopted but
accommodated to Shintoism,

.Probably some poetry of this period
included in chronicles and anthologies
of Nara period.

Golden age of court poetry. Lyric verse
on nature, love, death in form of tanka
(short) and naga-uta (long poem).

712 Rojiki (Records of Ancient Matters)
containing 111 poems in Chinese
characters representing Japanese words.

720 Nihongi, early history in Chinese,
containing 132 poems.

760 Manyoshu, greatest of early anthologie
containing more than 4,000 poems by Hito
Maro, Akahito and others.

9th cent. Kana or script derived from
Chinese characters for writing Japanese
phonetically.

Lady Komachi outstanding

Narihara authors

905-922 Kokin-shu, anthology of ancient
and modern poetry, edited by author of
Tosa Diary, Tsurayuki.

¢. 900 Ise Monogotari and Taketori
Monogotari, early prose fiction.

?7967-1025 Sei Shonagon, authoress of
Pillow-Book, court lady's sketches.

7978-1031 Murasaki Shikibu, authoress of
Tale of Genji, greatest work of fiction
in Japanese.
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II. The Medieval Age (1185-1603)
1. Kamakura Period (1185-1336),

Kyoto still center, but new administration
from Kamakura by shoguns (generalissimos)
who dictated to emperors. Land feudalized
and bushido (way of the horse and the bow)
adopted by samurai or warrior class and
supported by rising Zen Buddhism.

1274-1281 Mongol invasions repelled.
Growth of arts of picture scroll, ‘

ceramics, and tea~drinking; and final

flourishing of architecture.

2, Muromachi Period (1336-1603)

Name from Kyoto street where the Ashikaga
shoguns resided. Period of strife, feudal
unrest, drift of warriors to cities, and
rise of commerce backed by Buddhist
monasteries. Education (in hands of Zen
priests) and arts flourish under demand
for culture by samurail.

1329 "Literature of Five Monasteries,"
academy imitative of Chinese.

d. 1408 Yoshimitsu, shogun patron of
artee

lEZUTﬂﬁﬂ;Sesshu, famous painter.

15th cent. Golden and Silver Pavilions
built. High points of arts of tea
ceremony, screen painting, pottery.

16th cent. European re[lgious and

trade missions.

III. Modern Age (l603-present)

Capital at Edo (Tokyo). Strong feudal
rule by Tokugawas to 1868. Exclusion
policy against Europeans. Suppression of
Christianity, decline of Buddhism, rise
of 12th century Chinese Confucianism.

1688-1704 Genroku, period of chonin
(townspeople) ascendency despite
restrictive measures. High bourgeois
culture. Arts of "floating world,"
""gay quarter.

1700 Case of 47 ronin, martyred samurai,

Distinct written and spoken tongues.

Literature not abreast of other arts,

but some notable prose.

1153-1216 Kamo No Chomei, author of
Hojoki, account of hermit life.

1213-1250 Heike Monogotari, historical
war tales of Taira clanm.

1283-1350 Yoshida Kenko, author of
Grasses of Idleness, notable prose
work.

Period considered a dark age, but much
historical study promoted.

13th cent. Growth of organized poetry
contests and artificial writing of
renga (linked verse).

14th cent. Development of No drama.

1333-84 Kwanami

chief
1364-1443 Seami, creators
his son of No

16th cent. Movable type introduced.
Aesop's Fables translated.

Considerable learned writing about
Confucian classics. Growth of kabuki,
popular theater, and joruri, puppet stage.

1642-1693 Saikaku, popular novelist.

1644-1694 Basho, most famous poet of
haiku, short poems of 17 syllables.

1635-1725 Chikamatsu Monzaemon, leading
dramatist of Japan.

Growth of classical studies; commentaries
on Nara and Heian writings.



1798 Rojikiden, commentaries revived
Shinto.

1754~1806 Utamaro Jdistin~-
. guished
1760-1849 Hokusai § = " 40 o

1797~1858 Hiroshigel artists.
1867 Meiji Restoration puts end to

Shogunate.
1904-1905 Russo-Japanese War.
1945 Allied occupation of Japan

1763-1828 Issa, reviver of haiku poems.
1767~1848 Bgkin, last great novelist.

European influences in literature manifest
in translations and imitations, especially
of fiction.



[he Gapanese society Lo one which is built on lawgmmLaws
fon mostly evenyithing thait can be imogined, One who has not
situdied Japanese ant, though he muy be quite adept in the use of
the language, will be unfamilion with the teams used, The laws
not only hold the mechanics by uhich the arntist paints; moneover,
they possess a very atrict code of high Jepanese ant ethics. The
daws are few, but exacting. 0. They requine that the painter is
kil in his and, but also they insisit that he be relaxed and
/Jaziwﬁaed, at all times, with his wse of toods. [his does not
mean that he can ever be aatislied with his Linished product, for
Bowie states, "...idk Lo neven perfect and is alvays susceptible
of improvement. " </

/ fz,fw&g{w@ his schooling, ihe painten is duught ihat his
chosen careen should alvays be honored and respected by himself
and those around him.  In any undentoking, he musi neven be
careless | Yet, he must alvays prevent iotal success in the wse
of his medium, fon success wild put an end to beawty and furthen
Lnaplnation, .

favels ane not wsed by the Japanese antiot, He is achooled

. , , . P . . . . . ;
in the technique of painting, aitiing on his heels and fnees, and

e:; ey 7 7, 14 3
Refen o page (% of this papen.

b
2l . . =
‘Lowie. op. cite pe 33
[V S———



(v Bo lin~ Fendency of objects Zo point sfyard.
2. Seashoku~ laws of woter codon.

3. Yoboku~ daws of sumi

4o Yohitou- laws of the brudh.
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painting on a MOSEN ZZ° on which papen on 4idR is gpread.
& GIN 22 iy the favoned material; it ia prepaned by aittaching
Y . . e . ) 7. o X .
it with boiled rice mucilage Zo a sireiching faame and applying

DOSA 2 caneflully so that the edpes of the & GINI are not

(“m

fﬁ%

loosened, | Note—Fapen i ;:vzezje/zved more easidy through the
yeanrd; and. some schools of thought prefen Zo wse types of
TOSHI 22° over £ GINI. )

The composition is planned exactly to the mood in which the
painten is ail that particulon time. TOSHI ia spread into
ligena wicth vanious SHASSEL 2+ of YAKT Sl L Centmin KIN
Kl 2 ane selected czccwzdéng, 1o the panticudar UM 7.

Lthough Zhe Fl/ . may be altened to some extent in the final

execulion.

It is with the wtmosi care that the painiten selects the

apecific FUJE on HAKE. 2l The vehicle must be faslioned '

S

QM' b
Refen to page (6 in ihis papen,

3
‘43“;49{:. it
2 *doc, cits

‘o page & in this papen.

e O . 7.
Refen 1o page [6 in this paper.
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Doga= a 4izing g;,/.eae.

£ Ginu= Sidk fon painting.

Fude and Hake- Japanese bniwshes

ftosen~Japanese easel which is placed flat on the {oon.
Sumi~ black paint in cake fonm,

/. engu go—- ;&gcc}@ papese

loshi~ a (hinese papen,

Yaki Sumi~ siraioht willow #vigs of chorcoal,
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o recelve and tranemit the vibrations of the antist’s innen
') il Er E
aell 20 The brushes ane delicately manufactured, and the

okilled painten widl immediaiedy know which #ype (deer, badpen,

nabbii, sheep, squirnel, or wild honse), 4ize (shonrt, soft, dong,

atrong, atilf, on pliable) on shape o use.

painted will detemnine the FIIE NO (HICARA.

The subject o be

B gy e 3

L4 0;14'1; one of the many baush emwgz@ contained in the

YORITSU: 22
nirsi. 2

the main law aluays b being ithat o

£

VAN (HOK]

lhe use of Japoanese colon in painding is the positive

i . . . 7 ly)
distinpuishing featune, S

e

200 g wsed in all waten colon

works, and, in dome cases, it is the only medium wsed, If a0,

the painting is called §

’f“ which ie the higheat Zest of a

painten Ty ahill, 11 ig common «&}LG&OM that codors are often

misdeading, [

4} ‘:??,

AL

Aty 205 but the technigue of

Lo the most

Lowle. op. clts p. F.
A R A T T S i

“)3 @ ;?&-&fa

. fo AL

‘o page 3 in-dhis papen.
to page 8.

1o page (% in this papen.

4o page 3 in this papen.

{

o page 16 in #his papens

o
5 P 2 [o IS ioe
# Relen o page [0 din this papenr.
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AL fn Boku= blue sumi.

Leni~ sumi in red {onn.

Damakasu~ codons. thai cheat ihe eye.

Go Fun- oysten shell mixed with sumi,

Hake~ method of the {attened bnudh.

Jako- perfume added 1o auni,

Suzuni- the slab on which sumi ie moistened,

o . . e o ]
Tawm O Keshi~ a dead {inish on surface.

Hari Fude~ brush effects of a {altiened buuwh #o give ihe

Lmpressdions of many Lineq,

Yo elfects of male brushes Zo produce a mausculiniiy,
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perfect siatement of painting which can be made.

SINL & has no redaiion to an ink painting except that boith
are in bdack and white, The SN is a solid cake made {nom the
s00i of centain burned planits and the glue from a deer’s honn.
Oftentimes, centain materials are added fon apecific sheen
effects, TSIHA, 20 pentume, on GO FUN %L Lon contrast. S

ot aluays be ne~moistened on SUZUIRI 2 ot the cake becomes

ﬁa@feci and weak, I+ Lo aaid that one antist’s SN A

areatly {rom anothers through his own personal layening technigue,
;ven in centain states of mind, one antiat’s SUNL - will differ
with his particular moods.
Ao was otated, SN[ painting is considened farn mone difficult
,

an uﬁﬁ,’afafxz/mg, than the combined elfonts of S/

! wnten colons.

Ty

(7 'he Japancae never use the oid iecfzw,ae which has been 4o

popular in ihe lestern :%’e{z?f:z;pie/ze. J SESSHOKT Zé’*’ * demands that

St

the painten have a definite sense fon colon combinations. (ontrany,

many Japanese have poor colon sende oi a sheen dislike of codon,
and, therefone, ithey disregard the use of it.

g‘f’gme‘fz pane 4 in this paper.
eler o pag L P

ij—/t ] g 4

Refen 1o page (5 in this papen.
%2 loc. cid.

w3 Refen 4o page 1% in this papen.



There are eight methods which Bowvie enumerates as pure
Japanese painting technigues. s lhe Japanese painter follows
rides of colon *5 and HUMOORI %> which are unfamilan to us.
For instonce, primuny and aecondary colons in close p/mmg are
avoided asince there is no aatisfaction fon the Japanese paintenr in
such. contnoat, Ao is with thein religion and evewyihing hey do,
Japanede colon hammony is an inopined oift,

Keeping these daws in mind, the Japanese refer #o centnin
daws fon the rendering of subjects. Uddly enough, there lies a
ve/us atrict philosophy in Japan with redotion to subject maiten,
(entain sentiments ane besitowed {o subjects during various seasons
and montha, . and the painten is exceedingly sinict with this
philosophy.  Une painting a chrysanthemem in ffanch instead of
Septemben on the {all monihs oreatly wounds the quality of his
work, Un the othen hand, there ane centain subjects which {ind

Lfavonitiom in all of the seasons, -

The Japanese people also prefen centain subjecits oven others,

7
;’;,{&51 0 77 . s L Wil
[N E . o Qe C«ifto ;%’i} 0 é?'ﬂj?:"’%zé‘ °

Le A N I3 .
7t Refen 4o pages 21 and 22.0f ithis papen.

46, Refen Zo page 3 of this papen.

Refen 4o pages 24 o 27 in this papen.

e

Refern to page 28 in this papen.

)
*’;‘i‘;f o7

o o T
Refen Zo pages 25 and 29 in this papenr.

‘{Xi?l

s



-2 -

WESE (OLOR

S

/v Senpo Shoku~dliht reddish, brown
2o Ki Lro-yellow~gneen
3. Tal Sha-broun

el
Shutnue ned

:&m

5. Beni~crimoon

6. Sei-blue

7. Seki-notural ned

8o Avmyellow

9, Koku-black

(0. Byaku-uhite

/1, Midoni-a mixiture of blue and yellow forn green
/2, AL zuni~-mixtune of blue and black fonr dark blue
(3. Sona Ino-blue and uhite fon ofy blue

4, Murasaki-a mixture of bdue and ned for purple.
(57 Unguisu{ ha~jgedlow and black fon dank green
(6. Kaba~yellow and red fon onange

(7. Tobiiro-black and red for brouwn

/8. Nezumiiro-black and white fon grey

). Tuwomono-the minerad earnih colon

20, Konjo-Frussion blue

B e e [ i bt/ L .
“ide JUENAORO=ALONL, Dluidh~oieen
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7, /7 ;. 1
Gapanese colons —=(continued)

23, Rokusho~earih green
25. {harokusho-pea oreen

2. Sango fatsu-Liohit red,

[ Ino No Kubani~harmmony

2. Nedatsunai~colon sense of inatinct



i
by
foy

- N . Y . . .
It i muinly a case of thein panticulon relioion, govenrnment,

education, and cullune. The Japanese anise from a noture-Aoving
atmodphere, The subject Lo the most impontant elemend in a
7

painiting, [henefonre, ii is evident ihat if one wene Fo paint a

watenfall, he would not destroy the rendening with outside
aubject matiten, [he waterfall would be bodd and woually centered.

7 . C . ; , 50, .
The concepts contained in the aesthetics of GJapan 22 in no

way apply to the Yest, e assentain that a picture should relate
in all aspecits 4o the nectongle, Yel, #his theonem is one which
the Jepanese emphatically destroy,  Yourn toial ailtention should
directly move Lo the centen of interest and no {funthen.

A,

Upon examination of a Sl

£ wonk, one ofden Linds that the
Zotal of a mountain, bush, on tree is not contrived. Landscape
painting Lo the wond Japanese itsell, In Japanese painting the
antiod seeks do give his viewen an impression on lasting emoiion
of beauty uhich he has experienced. [herefore, only cerdnin Lines
and shadings could be appropriate; others are unnecessany, and, il

weed, hey would only hinden the itoital of the composition,

e 57
Centain brush sitnokes wsing desionated HAKS 5 have been
detenmined by paintens in the pasit, The techniques, themselves,

£

Refen o page 30 in ihis papen

50 Refen 4o page (6 in this papen.



Japanese Subjecits by Season

- GA0]

lo AL AD D5 WD WAL=~ the sun rising oven the ocean
2. atonks
3. dontoises
4. Mount Horai”
5. FURLIRORUGO " = God. of. good duck.
February
[. cock
2o hen

R

plum branch budding

&

5, ‘the dasit snow

Nanch
/o peach bdossom

bo

gandens of peach irees

sake! cups

&

»

c&@v%i bAos.s0me

. 2 i .
maiden Saohime

N

A gm’l

.
®

Wistaria {lowers (FIIGI)
smadd bird - - SUDACH

AW




[
& e

A9
e
¢

A
g
S-
&
S

o
S
<
B

Vo=
S
5

;
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June

A8}

o CROUM

Ty
g )

~
@

Llowen oubjects

AN

the seven gnadses of autum

st
£ (j =
lo orain
&
2. rabbii

0N

o \:\ﬁ)

. miodty landscapes

S epi@ﬁ@z
(v (hwysarithemums

2. woter~graddsed



3. dragon-{Ly
‘é‘; mfj@

5. moonliohit scenes

Ocitoben
[+ geese
2. face of the moon
3. autwmn faids

%o evengreen pined

5. monkeys
6. mushrooms

7. oquirnels
9. pensimmons

[0, chestruts

Novembenr
/o ifvea/cé?- the jovial god
2. the laat chwysanihemens
3. mandarian ducks
4. beach binds
5. wild ducks

Jecemben

[+ cold-weathen chrdanthemens
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AORCLABILS
snow sheliens of rice stnaw

G091 B - plum drees width snow and amall binds

on its branches
snow Jcened
a single falcon on a snow-covered inee

the anouman” -~ YIKI DARYIA
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Subjects for all Times

nocks

p&ne Areed

waves

bamboo

persimmons and. persimmon inees

plum trees

Hiatorical Subjecita

Feriods of Japanese histony
shogunates
Benkel and Yashitoune at ihe GO 0 bridoe”

"Passing throwgh the Hakone barrien”

Budiihisé Subjects

cazailion

heaven

the earith

Shaka,

Fodhisativas

Nehan, (Nirvana)

Hayabunin (the mothen of Luddha)
Aotus (HASU)

the life of the Luddha

Shinto Subjects

Shinto {esitivals (latouri)
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M) dances

honrse races

shrines [Fikoshi)

Inani -~ Zhe god of agriculiune
Loxes

4

Poems and Romances

Horbu and [a  poetny
Haikbu

. . A H
Honogatant (/ Lamoud romanced)

liscelaneows Subjects

the Zea ceremony
death

Llowen sprays and arrangements

seeneny of Japan

a goditary mountain peeé {/p,fzeﬁméig [, fu@,f,f
a branch of a plum tree

a hewnit and his life on trovels
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Séonatunes and Seals

Al e f H & ° .
Nen Go- the date of ihe painting

h

Gu Kan = calendanr signs

Go = lom de Plume

A . ”gm o s 7 o
o fi - the antist's family name

Hikuw = gead paste

O stk ot *
AedNesiLs

Sei fJo - ,&’,vm;;, movement in palnting,
£ Lo o ; dor] it
(Horaguito - an invented picture

Ki in - Spinitual elevation

I L} [ L
(onception and ‘xecution

Y s e

lchi = proporition
! i .

loho ~ desinn

i 7. 2

Yo - Light

In = darbness



are not complicated, but ithey demand the wimost skill in the

Linal execwtion, 22 4 few of these laws are given as examples

on the following pages. A musiten arntist will oracefudly and

awifdy move his brush from the medium Zo the paper and leave ithe

desined mark wilthout hesitation. This is one of the 'wondens”
of Japanese painiing.

Alten the BIORI, 23* KAKEIOND, 2% on MKINOND 25* has
been finished o the satisfaciion of the antist, the work is neady
fon dhe Linal procedurcs. The arnitiod uho withes o aion his works

A - ‘
places hio I L on o 2 in its conrect posidtion according to
the siduation of the subject, [he [N or Go is scuutinized by a
true connolaseun even before the examination of ihe painting.
Lowie atates that, "I+ is a cardinal mule ih Japan that the

Lixed 40 as not to intenlene with the scheme of the

dionatune be a

. 58
pletune on atinacl the eye, ” 2o

a7 ; oz o 21 s
2 ‘Refen fo pages 32 o b7 in this PApeRs

53 Refen o page 3 in this papen.

o
22 loe, ciit,

p

. loc., cit.

57 ‘Refen 1o page 30 in this papen.

e

Ve 1 . . y
<7 Bomie, Ope cite p. 102,
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The Lollowing are examples of Japansse lows
and, Zoods and brush strokes thai are envodved
in mosit common Japanese landscape paintings.

Sumd Fxamples




C s ) /) P 0
Stonk Leg Annangement of a

& s ” ,
ane prancin

Zish Scales T

S—

]

Fish Scale Anrangemenit of Fine Leaves






[en
Q Tin
Chi
(nl

ardations of Frush Strokes that Froduce Pirds













Uum (ruypatals called HAN 70 SHIN
Loose Rice Leaves called K4I

A I
S SHUA




'/ o 7~ / 1) ?
/e WrunRles on a (ow's Neck

alled GUO 10 SHIN
& ea S (I Uy
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S

P e 7 [/ ;
The Lirat shape of a iree grouth

e ;. ] 0

The Iwzoua://( shape of. a
']

Aree onrourth
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The practical orouth of orass

\ \ y) ,
The Theoretidal and Practical

Crowth of Gnass ((ombined,
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S pring flects of the 7&00/}011

istania Dot.. S 70 7,

-y

C ] P4
Summen Foliace of the
7L ] I o P
“hrypsanithemun Doz ..
K4 TEN




= L3 . - =
[he lheel Spoke Dot
Forn Fine [nrees....

SHA RIN SHIN

[ rees and 5/uu:bée/q/.. .

Va7

e e
KAL 91 (Ch

B W e
\\ ' ‘ \ flowse Footpnints llsed fon

\ 0§ SORUL TEN
\\ \ Cryptomenia. . . SO SOKULTE)

< &
Sy Wrel 3
= e
7L @ 5 N CLY TC T AP
[he Fepper Uot...AU SHU [ PG
11 - L
vl
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3 el [he Serrated Dot forn Distant
o iy Pine Tree f{fects...KYO SHI

ClICA
D)y (@
b

llaple and (Uthen Layened

- ~m—— ()] 1)




Foliage and Grasses
SHIN 91 TEW

{ Dillow [nree in Spring

=

Rice Dot ...

\ V- 1 SEAIIT S T
Y Hako--HAKL YO TN







Oftentimes, the antiots of panticular schoods will place the
date, an explanaition of the painiting, the iitle, on a verse fnom
a nelated on inopining poem on stony ondo #he painting. 27
The frame aldo possesses a seal afiixed to its interion fon furihen

[hese, in shond, are Zhe laws, thouphis, and practices uhich
oovern Japanese painting. Nevertheless, they have not always been
followed. by the various schools of ihought in Japan, So {an, the
discuasion has been Limited Lo SN F and wotern codon. The
sehools, leadens, and ithe progressions in Japanese hisitony, nrelinion,
dociedy, and qovernmeni have grecitdy rerdered and patronized much
of the philosophy, aesihetics, and technique of Japanese painting.

Japanese painting began more that fifteen hundred yearns ago,
Aong, éég‘fo/ze the monumentous works of lichelongelo, Durenr, la Vineci,
and, Rophael, In the beginning of the (hristian fra, Kyotdo was
alneady ihe buatling center of Japanese ant. At ithat Lime, Japancse
schoods wene fully onganized, and ihe daws of painting had been
established, Creat paintens were held in the hichest esteem and
one viaiting Kyoto would naturally vieit ithe homes of ihe famous
maatens and thein pupils. (entain schools of Japanese painiting
have contributed much Zo ithe variows sityles in painting, and ihey

will be covened to gneat extent in #his nexit pontion.

£0. . . . - by ;. BALILAIAL
27 Lowie, ope Ciks po ! 00,  The Various RAKKVAN,



p
Few works have dunvived the Anchaic Feniod, 60, In the

year 552 A0, Kinnei (the empenon of Japan) received. correspond-
ences from his Buddhisit {niends in Korea, These wene composed
of idols, wnitings, and doctrinal tracts which told of the
Buddhiat religion, its theology and its succeas. By 555,

datter hall of the Gih (| entury, the oneat Buddhist achools of

I N

antiste and painters arose. [he Japanese Luddhist paintenrs

incorporated the Buddhist beliefs and doctrines into Zhein oun

paganisitic ideas, o1 The Nara Feriod 62 anvse from ihis

63

e

period and hailed the TANFY0 ant and painting, =2

g H e o . 7 . . i1 . .
From the Heian Ferivd, (this ia dhe previous nome of the cily

Gl

: i H o 7
of Kyoto) arvse ithe YA/ o atyle uwhich came {nom
/ g . o /
Cal : 1 r 7 o s
the Yamato School in the 9ih (entuny. These wene pontraii and

s
e 7 # o 2 .
dandseapes 220 done by a oneat folloming of masters and pupils.

7

The achool losted for live centuriea.

Refern o page (0 of #his papen.
<

efen 4o pages 66 and 67 of ihe following pictune section.,

Refen to page [0 of this papen.

ol Ais papens

- Y 7 . s )
fern #o pages 2 1o 6 of the following picture gection,
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Pl
The Heian Perniod é‘i has given us a n extensive colleciion

of. remankable Japancse paintings. lodt of the subjects are those
of Buddhist content and othern religious images. o 7o us, as
Westemners, the colons may seem dnap {, waually earih iones )i the
aubject matten may be disturbingly centeneds and the people bean
the same facial featune and expressions that you alvays see in a
Japanese painting. Yed, the viewen must note closely ihat a
complete stony is wounlly explained in a few simple brush sirokes.
[hese paintens wene noi painting for art's aake, but thein worfs
had he purpose of oiving the viewer an idea of the Luddhist
neligion, Fon the connoisseun of Japanese painting, one mudt
note the intenesting IN 05+ o, the wonks of this period.

The Tosa school arose from the Komakuna FPeniod 69 because
of the nise of Zen Buddhist idens of the shoouns and Bushido. 1%
[The Kamokuna Shogunate dates from eioht hundred yeans ago. [This

was one of the Lirst schools lo wse ithe tnue iheornies of Japanese

C;;{:; = Z 1 » 2 a
*Refen o ihe picture on page 5/ of Ahis papen,

Y o .1 p . . .

/ Refen 1o pages 9 1o 29 of ihe following picture section.
~
é“is‘;}

Refen 2o page 3 in Zhis papen.

6@; o p & !,
7*Refen Zo page [l of this papen.
= Refer 2o page 65 of the following picture section,
[hia subject and pictune will be neferned and explained in detail
in the lotten part of ihia popen



Kano Mlotonobu (1577-165%)
Landscape with Three Birds

S‘m—e .

51.



A ({,_.ﬁocb—m
mida Raigo
Heian Feriod
/053,



codon as mentioned earlien in #is paper. The most famous
paintens in ihis period, Nobuzane, [litsonobu, [liteunapa, and
lotomitou, chielly painted court scenes, nobles, and the variows
subjects from count Life. s This is clean since there wus o
rise in the militany class at this time.

Ve Little can be said of the art of the school of Sesshu.
Sedshu Lo considened Zo be a musien genius in Aandscape W&miﬁ
lioat of the dans of landscape painting wene establiched in the
Kamafura Feniod, and ihey are wsed in ithe landacape paintings of
the predent doy.

Karno flasanobu onganized ihe school of the Kano antiats in the
aixiteenth centuny, The Kano painters ane exceedingly famous fon
0 W0 CRICARA 7% and the shading of SUML.

In ihe beginning, these paintens mainly selected subjects of classic

thein F

(hinese sceneny, (hinede perdonrages, sages, and philosophens. 75

The Korin schools are, mone on less, offshoois of the Kano

Refen to page 3 in Ahis papen, also pictures 30 iv 40.

Lo pages 47 do 49 in the following picture section.

" 0 N § e
Lo page 3 in Ihls papenrs

:/?é:‘.sﬁ?éfl.

in the following picture section.



S
; : £
achood, [t is said that some of these painiers wse powenred oodd
it v 3
and preciows slones in thein pigments, These wonks bear a sitniking

7

R/
£ 7 7 » .
resemblonce Lo ourn concepts of expressionaliom and modenn anid, L2°

Since the (74h (entuny, Zen Buddhiam hos had o mosaive
i s I S Fon ia bead / tood b
influence on Japanese painting. Zen is besit undensitood by ihe
) / /7
following sdatement: 'one showing Lo wonth a hundred soyings. " LL
[he Zen mastens incorporaied the antistic idea of ‘arntlessness”
inio each one of thein wonks. Mo painting can ever be atated as
being representative of all Zen painiings, because the idea of
"eontrodled accident"” demands that paintinos be as natuwnal as the
gubject uhich ihey depict, Thein subjects are neferred to as
~ 1
ol (&
naitunad, concnete, and seculan ihings., (/Zi”; 77
The Zen sityle of painting is ailéaw@’!z,gc painding done with

black ink and paper on ailk. Laten Zhe SUML & atyle arose which

wes pes; Lected as @y@&f as the T lanp ang. amaz, Yl These Zen

Lmpredsaiond are compoded mua%{;f of a vinding and. @ poem in one
0 320 P e 7

7645

*Refen o panes 59 to 62 in the following pictune section.

‘77— ¢ ;‘g‘/{,ﬁ,ﬁ. i

A i by
New Yonke 1957 pe 169,

The oy of Zen. The New Americon Libramwy,

”}{? e » fad 13 )
(O Matta, doc. cit. (Sabro Haseooun).

et BT

y 7 £ 5 ! 7 ; a S s
leflen £o page 65 in the following picture section.

20
Ollen 7 2 Y 2
"t Refen do page 10 of this papen.
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done with "shades of black,” The viewen is automatically struck

! « 1 z = 4 +
by the munvelous void, consiatent avoidance of negulan and geomeidric

shapes, and the absence of aymmeitrny.

These ihoughits ane all dogical to the atudent of Zen, fon his

<&,

wonks emit a spontaneoud expredsion of Fwue beauty, The Zen
painten demds that the work of art is rot the only importance in
a painting it is also The Fought expenienced vhile in the painiting
process.  The anmanpement of objects in noi by whim on accidend,
but by a culitvation of intuition. Therefore, it is the main dow

7 7 . tf Ji 7 z .
of the Zen painten that each atnroke on doit ‘tranamitied may become

2
4 ¢

Life on Lifeleas~=it Lo his concentrated ‘thouphits Zhat will breathe

7. . . ;
e into his wonz,

2
pors

=3 s r e ! g 7 . a . Toop
The moat intencsting achool of Japanese painting ie Fhat of

1174

PRITE O 2l o e 7zl 7 ¢ 7
UKIYO & on dhe paintings of Zhe "Lloating wordd.

[
{ﬁ/e I
J—

YL oz
Ll AL

2

B 7 . .. . .z . . . . .
beiiten knoun Oy Lils prinis than Lts palniings, yel eacﬁmmm L4

° » sz i Z o
a mustenpiece in its oun. [he neason fon this mauy be that, the

;
A 5

; .8 .
Hokwaat, =20 and Hinodhige, -2' were

}z

2 i
mosit famous, Udmono,

Lo rne Y Ah s S
Lo page. [ in Fhis Papese

F

i

o mre s .1 7 . . .
do pages [ Lo /2 in dhe g.,offioigu%;; ploture seclion.

to following picture section,

7y S r B S5 s} 2 } . » 7 s
Refen Ho pages 76 Zo 75 in the following picture section,
=y 2 PR, . . o
These ane only a few examples of the works of Hinoshice, most of
Fo. P ] 7 e R . - '
his fabulouws collection are on display in the Tokyo Musewn on

+h o o S - g 4 ke
the Horchesten fiusewm of Fine Ani.,



g0 skilled in ihe refined art of enpraving that thein paintings
bore a magnificent resemblance o ihe delicacy of thein chosen
work., Hokusai's wonks show the nestlessness of his mental
condidion-—everihing reaches o extremes., S5 Fon inatance,
the eranes pictuned are #oo ceniralized and #oo symmetnical

with the pine branches, and ihein beaks are Zvo i,wume&” On the
57
otherhand, [tamono s women =% ane situdies in onaceful Line

° s o 2 . 2 14
dreming, and Hiroshioe's landscapes centainly are inue of the
Ve 2 Z
Japanese senlimenit of. nailune.

i 14 / e . 7
he ard of the Meiji Restoraition Feriod (the preseni day

aponese peniod of ar anit) can be delined as “undelinable.” There

are those painders uwho retain that ihe old school concepts and

éec&n@gzzexj are the b

C:'“m.

edt, and there are those who have fonped
chead with the ideas of the 20th ((entuny art movemenis. An
example of the lutten is ihe Japanese, (hriction artist, [adao
[anaka, WZ Hia is an-ant of expressionadiom which includes the
Zen theony of {feeling what one is painiing. lany of these 'new”

; . . . . . ;.
Japanese painters have siudied extensively in thein oun couniny

S2n in the following picture section,

Zhe following picture section.

es;’e 7

Refen o pages 53a Ao E3h in the pictune secilion of this
. g 17 .
paper. Aldo note the notice on the following page.
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[he following is a List of the exhibitions at the Krannend Anit
Nuaeun of the lniveraiiy of [Llinois, [ attended ihe exhibition
é;ff the New Japanese Fainting and Sewlptune on Saturday, Garnuany
8, 1966, A whodle cxw&:;ue could not be atated in the apace
avaidable, but I will give a short nesume’,

The wonks were paintings and sculptures which had been

executed by a select mumber of Japancse arntisits in ithe
past aix yeard, [o see ihis collection is a sheen
delight aften doing Fhis papen. Mo one single effoni
refained the techniques of ancient and anchaic Japarn,
The paintings wene hupe (67 % 9] 0il wonks, The arntisis
expenimented with various effects and techniques in
producing patterns which any modenn day connoisseun
would dawd ! Any sdudent of modenn ant showld make
the trip to Kranneri Zo view this exhibition and see
what oneat: works have been tunned out in Japan in the
(9604,
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Exhibition Schedule:

Art: USA

57

e

KRANNERT ART MUSEUM

First Semester,

1965-1966

University of Illinois, Champaign

Sept. 19 - Oct. 10

The Photographer and Oct. 17 - Nov. 7
the American Landscape

Contemporary Fine

Presses in America

American Drawings

Oct. 31 - Nov. 21

Nov. 14 - Dec. 5

The New Japanese Paint- Dec. 12 - Jan. 30

ing and Sculpture

_ CenTiI QUE—

Gibson Collection

Hours:

Dec. 12 - Jan. 2

Contemporary paintings by over
one hundred American artists,
owned by S. C. Johnson & Son,
Inc. of Racine, Wisconsin. This
exhibition is being shown in
American museums after an inter-
national tour.

A selection of photographs by
nineteen photographers working
between 1860 and the present
and using as their subject the
American landscape. The exhi-
bition was organiZed by the
Museum of Modern Art, N. Y.

Graphic and typographic work
recently created by both trade
and private presses. Organized
by the Philadelphia College of
Art Typographic Workshop, the
exhibition is circulated by the
Smithsonian Institution.

One hundred thirty-three drawings
of wide stylistic range done

within the last twenty years by
thirty-six artists of the United
States. The drawings were
selected by The Solomon R.
Guggenheim Museum, N. Y.

Approximately fifty-five paintings,
forty sculptures and eight assem-
blages by leading Japanese artists
produced during the last six years.
The works were chosen by staff
members of The Museum of
Modern Art.

Japanese paintings and prints
selected from the collection of Mr.
Ronald Gibson of Chestertown,
Maryland, formerly a staff member
of the University of Illinois. The
group will be lent by Mr. Gibson.

Monday through Saturday 9:00 a. m. to 5:00 p. m.

Sunday 2:00 to 5:00 p. m.



and, #hen, inonically, have departed #o the llest to develop new
technigues in exchange fon some of their oun.

These ane the Japanese achooll of painting~-ihein ideas,
toods, and fechnigques. The painting of the past is not dead,
non has the art of the present become dominant. The Japanese
antiots do noit intend to paind gﬁwiagmp’uc representalions;

dhein wltimite oval is Fhe painting of thein impredsions of
90 o 2 Of- AP j

7 .1 1] 7 . RS 2 .

"the venene and cheenful moments of existence,” 0 fon auch is
Lo i (e I Lo 1 oo . e 'y

Life in Japan. In a few words, Japanese painting is the

TSR S S N SN
procuct of. the following.

o goften the mnnens by iraining ihe heart

gentiments, ZE°

e p .
Bowie. op. cit. p. (05,
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The following are examples with explanations
of Japanese painting acconding o period.,
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THE

FLoaTinG japanese art of three ¢
WORLD

Apropos to a special exhibition, October 31 through December 13, 1959

The art of the Ukiyo-e (“Floating World ”-painting) school was a complex product
of many social and artistic currents in Japan. It arose and grew amongst the common
people, such as merchants and artisans, in Edo (now Tékys), the governmental capital of
Japan. During the reign of the Tokugawa Shoguns or military dictators, as one might
call them (1616-1867), a wealthy and influential class of citizens emerged, and life in the
metropolis soon became the turmoil that is so well known from all other great urban civili-
zations. It is only natural that the population in the city developed a pictorial art of its
own, different from the one that suited the aristocratic circles with their completely different
cultural background. As one could expect, the many aspects of everyday life in the vast
city, the “floating world” of man, became the main themes of this new art: we meet the
people at work and at ease, walking in the streets of the city or travelling outside enjoying
the beauties of nature; we also become closely familiar with the various entertainments
offered by theatre and tea-house; in fact, hardly any detail in the life of the citizen of Edo
in those days remains unexplored.

It is of the greatest interest to note that in their occupation with the petty doings of man-
kind, the Ukiyo-e artists follow the first great national artistic tradition of Japan, the
Yamato-e school that flourished in the Fujiwara and Kamakura periods (898-1185 and
1185-1392).

The art of the Ukiyo-e school was the first branch of Japanese art to attract the interest
of the western world. Actually, it was appreciated here before Japanese students realized
its importance. A result is that Ukiyo-e art can probably be better studied in the West
than in Japan itself.

As the most important creation of the school of the floating world, we may count the wood-

C P A e G . .
“xamples of Gapanese Frints and Faindinos
From the lonchesten [lusewm of Ant (alendar
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THE

FLoaTING Japanese art of three centuries
WORLD

Apropos to a special exhibition, October 31 through December 13, 1959

The art of the Ukiyo-e (“Floating World ’-painting) school was a complex product
of many social and artistic currents in Japan. It arose and grew amongst the common
people, such as merchants and artisans, in Edo (now Tokys), the governmental capital of
Japan. During the reign of the Tokugawa Shoguns or military dictators, as one might
call them (1616-1867), a wealthy and influential class of citizens emerged, and life in the
metropolis soon became the turmoil that is so well known from all other great urban civili-
zations. It is only natural that the population in the city developed a pictorial art of its
own, different from the one that suited the aristocratic circles with their completely different
cultural background. As one could expect, the many aspects of everyday life in the vast
city, the “floating world” of man, became the main themes of this new art: we meet the
people at work and at ease, walking in the streets of the city or travelling outside enjoying
the beauties of nature; we also become closely familiar with the various entertainments
offered by theatre and tea-house; in fact, hardly any detail in the life of the citizen of Edo
in those days remains unexplored.

It is of the greatest interest to note that in their occupation with the petty doings of man-
kind, the Ukiyo-e artists follow the first great national artistic tradition of Japan, the
Yamato-e school that flourished in the Fujiwara and Kamakura periods (898-1185 and
1185-1392).

The art of the Ukiyo-e school was the first branch of Japanese art to attract the interest
of the western world. Actually, it was appreciated here before Japanese students realized
its importance. A result is that Ukiyo-e art can probably be better studied in the West
than in Japan itself.

As the most important creation of the school of the floating world, we may count the wood-
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block print. Through the printing technique,
the enormous popular demand for pictures could
readily be met. The art of printing from carved
wood-blocks is old in the Orient, and books as
well as small Buddhist votive pictures were
made in this way for centuries before the artists
in Edo took over the technique. To begin with,
during the so-called primitive period, that is
from the middle of the seventeenth century, the
pictures were printed exclusively in black ink;
if colours were desired they were applied by
hand. In 1741 or 1742 the printing of each
picture with several blocks of various colours
was invented, and the classical period began.
In the beginning of the nineteenth century the
decadence was evident, both artistically and
technically, not least because of the introduc-
tion of factory-made colours that took the place
of the soft and harmonious plant colours pre-
viously used. However, despite the undeniable
decline, some remarkably gifted artists were
active in those critical years.

The core around which the present exhibition




has been built is the wood-block print. The
largest part of the material is taken from the
splendid John Chandler Bancroft Collection,
since 1901 in the possession of the Worcester
Art Museum. This collection is remarkably
strong in works of the masters of the primitive
period. The nineteenth century is also well
represented, whereas the classical period is the
weakest in the collection. Fortunately it has
been possible to fill this gap with a series of
superb prints by Sharaku (active 1794 and 1795)
and Utamaro (1753-1806), two of the greatest
masters of the Ukiyo-e school. Thanks to this
loan, the exhibition offers a survey of Japanese
wood-block printing that is remarkable in its
scope as well as in its quality.

It is always fascinating,and sometimes rewarding,
to have a peep into the artist’s studio, to see
how things were actually made. This exhibition
contains a set of the wood-block carvers’ tools,
some original wood-blocks, and also an unpub-
lished drawing for a print by Hiroshige (1797-
1858) with the artist’s own corrections. This




ROGER KINNICUTT, President
DaNiEL W. LINCOLN, Vice-President
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ADMISSION, free at all times: daily 10 a.m. to 5 p.m. Special exhibitions open Tuesdays until
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10 a.m. to 1 p.m. and 2 to 5 p.m.; closed Saturday afternoons,

55 Salisbury Street, Worcester 8, Mass.

Telephone: PL 2-4678
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hanksgiving Day, and Christmas Day.

is enduring

is the color that flowers pure

in the human heart’

This poem by Ono no Komachi,
a court lady of the ninth century,
appears above her portrait by
Katsushika Hokusai (wood-
block print done about 1810,
15%% in. x 10} in.). The lady
was not only famous for her
beauty, frailty and pride in her
glorious youth, but also for her
downfall into misery and lone-
liness. Two garish contrasts in
the unpredictability of life—the
floating world.

SHIRLEY ERRICKSON, Membership Secretary

Members" Council:
KARL L. BRIEL, Chairman

10 p.m., October through April.
Museum Reference Library open daily
undays, and holidays; closed from June 1 through September.
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Issued monthly, October-May. Second class
postage paid at Worcester, Massachusetts

ANY INTERESTED PERSON MAY BECOME A MEMBER BY MAKING AN ANNUAL CONTRIBUTION OF FIVE
DOLLARS OR MORE. THE MEMBERSHIP SECRETARY WILL SEND FURTHER INFORMATION ON REQUEST.



Japanese Folk Ant

Okinawan Vassal statue

8 tall Hero
"Benkel "

The above statue shows some influence
of Western art, though veny litile.
The painting at ithe night shows

no influence by any othen culture
othen than the fastern one from uhich
it was denived., The details depicting
ity culture are the thick lines
showing the gesture movement, the
globs of {lat codor, and the
expredsion on the Heno's face, which is
deflinitely Oniental.
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Fujiwara Nobuzane

Murasali Shikibu no NiRki
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Nobuzane
Detail of the same.
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Nobuzane
Akahito, Une of the 3 Immortal Foets of Japan
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Haboku Landscape by Sesshu
(1420 - 1507)

[oRyo [useum
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Seashu (1420~1507)

The Golden Peasant
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Ugata Konin
The Foet Lady Komachi
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Rodhidharma by Haluwin
(1633 - 1768)
Yamamozo (ollection
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Suzguki. Harunobu

1in by a Haterfall.



Katsukawa Sunsho
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Kitagawa. /tamaro
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Figure Compositions of China and Japan / Museum of Fine Arts, Boston




Kibi Daijin's detail of Adventures in (hina

Japanese, Kamakura Feniod
Boston fluseum of Fine Anis

fo.



A Two-Fart Scacen by Sakai Hoits

Wonchesten Ant lusewn

A



WORCESTER ART MUSEUM ANNUAL REPORT 1964

o
-~

)

e

&




7 Gy e & e .
;;a;mme Prinds and Faintings

oL,



g2.pv.

Fig. 1 Masanobu
Woman Reading a Letter
Worcester Art Museum

John Chandler Bancroft Collection




JAPANESE PRINTS FROM THE JOHN CHANDLER BANCROFT
COLLECTION

NOTES ON SELECTED ITEMS'

By Kristian Jakobsen

An exhibition entitled “The Floating World, Japanese
Art of Three Centuries” was held at the Worcester Art
Museum from October to December, 1959." It consisted
of about one hundred and twenty-five works of the
ukiyo-e school of Japanese art which were for the most
part taken from the holdings of the museum itself. In
order to add some sparkling highlights, a limited number
of works of major importance were borrowed from
museums and private collectors. The aim was to present
to the public a selection as rich and varied as possible
within the strict limitations of the space available. The
guiding point of view in organizing the exhibition was
the hardly disputable one that the teeming life, not least
the artistic life, in the heyday of Edo (now Tokyd),
the political capital of Japan under the Tokugawa regime
(1615-1868), can only be meaningfully illustrated by a
selection of works of the greatest variety as well as of the
highest artistic quality.’

Thanks to the fact that the Worcester Art Museum
in 1901 was fortunate enough to receive as a gift from
John Chandler Bancroft his superb collection of Japanese
prints, covering the entire development of this branch of
ukiyo-e, and a few paintings of distinction, it was able to
contribute in a remarkable way to the high average
quality of the exhibition. As a matter of fact, in some
respects the John Chandler Bancrofc Collection is of rare
importance and may be considered one of the fine
accomplishments of early American collecting of Orien-
talia. Tt contains, for example, a very fine group of the
early hand-colored prints, zan-e and wrushi-e, and a num-
ber of superb sheets from the early days of color-printing
in Japan (benizuri-e). From the “classical” period of the
last third of the eighteenth century, there are fine and
rare prints of certain artists such as Harunobu, Kiyonaga
and Utamaro, but the epoch in general is not so strongly
represented as the earlier periods. It is less remarkable,
of course, that a splendid selection of works of the lead-
ing artists of the early nineteenth century, Hokusai,
Hiroshige and Kuniyoshi, is included in the collection.
Unfortunately, a number of sheets are somewhat faded,
trimmed, or in other ways maltreated and further, the
entire collection was pasted on heavy board when mount-

ed, a destiny it shared with other valuable collections in
the early days of museum technique. On the other hand,
the large number of rare and even apparently unique
sheets makes up for the lack of a more superficial glam-
our, and turns the collection into an extremely appealing
and most stimulating one, not only for the professional
student, always hunting for unknown sheets, but for any
spectator with a sensitive eye.

In this article six outstanding prints, representing a
cross section of the John Chandler Bancroft Collection,
will be illustrated and discussed.

The composition of the apparently unique print in
fig. 1 by Okumura Masanobu (ca. 1686-1764) is of re-
markable beauty.” The solid wooden bench breaks the sur-
face of the print in two parts, one above the other, but

it is gracefully and softly reunited by the rhythmic curves

13

of the seated figure. This very simple basic design is
given life by many exquisite details, such as the trans-
parency of the fabrics of the girl’s robe, especially around
her elbow and feet, and by the simple but vivid pattern
of her sash (0b7) that adds a playful note to the otherwise
prevailing monumentality of the design. The S-curve of
the composition is stressed to the upper left by the poem
and the signature that, besides the literary and informa-
tive function, almost seem to continue the girl’s conven-
tional hairdo and elaborate on the theme suggested by it.
The gourd-shaped seal becomes a drooping giant pearl in
a piece of unbelievable jewelery. Just as accomplished as
the rhythmic composition is the great variety and
subtlety of the lines employed in this print: the calli-
graphic force and virtuosity of the principal lines delineat-
ing the contours and the larger features of the dress; the
quiet, plain and repetitive ones describing the patterns of
the textiles, limited by their purpose and in perfect har-
mony with their humble function; and finally the spirit-
ual, almost breathing lines of the face, and those of the
arms and foot, sensitively descriptive. This complex sys-
tem is superbly mastered, and everything has melted into
an enchanting entity of a faintly seductive mood. For
the sake of justice it has to be said that Masanobu’s
original drawing must have been given to a congenial
engraver who made a wood block that was in itself a

L.
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Fig. 2 Toshinobu
An Unidentified Actor as a Wakashu

Worcester Art Museum, John Chandler Bancroft Collection



marvel of artistry, and the block to a most accomplished
printer. ‘'The black impression was finally heightened
by a sensitive handcoloring in yellow and two shades of
brown. All the colors have mellowed with the years, and
now blend with the slightly greyish brown paper into a
subdued dull shade of great beauty.

The anonymous poem (haiku) gently underlines the
enchanting erotic overtones of the composition:

In the evening cool
She puts her thoughts to a letter
Enticing a man.’

Yu-suzumi
kuzetsu no fumi no
omoi kana

In the signatures of several hashira-e Masanobu labels
himself as the inventor of this odd format.” A compre-
hensive group of superb designs show that Masanobu
perfectly mastered the challenges; it even seems as if
hitherto unknown depths of his amazing talent were
realized when confronted with the tall, narrow sheets of
paper.” Even if the question of the invention of the
hashira-e is probably more complicated than that, it does
by no means detract from Masanobu’s evident mastery.
Masanobu’s Aashira-e form a closely related group, usual-
ly, and convincingly, dated on stylistic grounds in the
first half of the 1740’." Thus they may be seen as the
last magnificent fruit of the tradition of handcolored
prints soon to be abandoned because of the rapidly in-
creasing popularity of the first color-printed sheets which
made their appearance about the same time.

The print by Okumura Toshinobu (worked ca. 1717
to 1740’s) in fig. 2" represents an unidentified actor in the
role of a wakashu, that is, a dandified young man of
comely appearance.” He stands on his high wooden
clogs (geta), head and shoulders turned to his right, and
holding in his hands an object wrapped in a cloth. The
full face, delicately drawn, appears under the purple scarf
covering his forehead in a fashion that was frequently
used. The two huge swords almost seem to pierce the
youthful figure in the boldly patterned dress. The tied
cords on the youth’s wrists have in this case only a dec-
orative function, but they were taken over from the type
of dress called yoroihitatare, and originally served to pull
up the sleeves under the arm pieces when the dress was
worn under a suit of armor. The print is colored by
hand in rose (beni), yellow and lilac. Apart from a
slight darkening of the paper and an insignificant fading
of the colors, the sheet is in superb condition, and the
marvelous sharpness of the impression stands out with
sparkling clarity.

Only one more impression of this design is known to
the writer. It is preserved in the National Museum in
Tokyo.” A print by the contemporary artist Nishimura
Shigenaga (ca. 1697-17756) in the Buckingham Collection
of The Art Institute of Chicago (fig. 3) is datable to the
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eleventh moon of 1719” and gives a key to the date of
the design in Worcester and Tokyo. The sheet by

Shigenaga has a rather crowded composition of little dis-
tinction, and shows two figures of which the one to the
right is very close indeed to the single figure by Toshi-
nobu.

It does not seem reasonable to assume that one of

Con 4

Fig. 3 Shigenaga
Scene from a Drama
The Art Institute of Chicago

Clarence Buckingham Collection

the figures in the print by Shigenaga was taken out of its
context and developed into the elegant and well-balanced
single figure; whereas it would be likely that a success-
ful figure by Toshinobu might have been borrowed by
the other artist and used in a somewhat simplified form
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Three Actors: Onoe Kikugoro 1, Segawa Kikunojo I and Bando Hikosaburo Il
Worcester Art Museum, John Chandler Bancroft Collection

&
Kiyohiro



for another print which was, moreover, issued by the
same publisher’s firm. If this thought is correct, the date
of the Toshinobu design would be somewhere towards
the end of the 1710’

In 1742 or 1743 the technique of printing the colors as
well as the black outlines of a design was developed and
used for the first time, apart from a single very interest-
ing example of the year Kyoho 15, ie. 1730. This was a
book in two volumes entided Chichi no On, “To my
Father,” commemorating the famous actor Ishikawa
Danjur6é I, in which style and technique of Chinese
color prints were frankly imitated with Japanese
subject matter.” In the earliest ordinary Japanese color
prints only two colors were used, rose (beni) and green,
the results being called benizuri-e, “beni-printed pictures.”
This term is also commonly used to classify prints done
in other colors than beni and green, as well as those ex-
ecuted in a more advanced technique employing three
and four blocks, and sometimes using superposition of
the blocks to produce still more color shades by mixture.
The print by Torii Kiyohiro (worked 1750’ to 1760’s)
in fig. 4 is a remarkable example of a pure bemizuri-¢
in rose and green.” It represents the full realization of
the benizuri-e style and technique. The strictly limited
but superbly balanced and refined color scheme creates a
design which is essentially two-dimensional, being an
interplay between lines and flat colored areas. The
angle of the decorated screen and the ingenious placing
of the two kneeling figures create a suggestion of space
which the colors safely bring back into the surface plane.
The figures are all actors who can be identified through
the crests (mon) on their robes. One of them, Onoe
Kikugord 1, is seen painting a portrait of Segawa Kiku-
n0j6 I in a woman’s dress, while a third actor, the young
Bands Hikosaburd 11, is grinding pigments for use in the
process of painting.” The anonymous poem (haiku) on
the print is a play-on-words on the crests of the actors,
the oak leaves on the double fan of Kikugoro and the
crane of Hikosabur6:

Ah the oak-tree!
The first painting of the New Year:
A crane in the morning sun.”

Kashiwagi-ya
asahi no tsuro no
fude hajime

It was suggested by the German scholar Julius Kurth
in 1925 that the print was issued as a commemorative
shortly after the death of the great onnagata (actor of
female roles) Kikunojo I in 1749.° A stylistic analysis
and comparison with other prints by Torii artists from
about 1750 will strongly confirm Kurth’s hypothesis.

"Two more impressions of this design are known to the
writer. One, badly damaged, was before 1925 in the
Jackel Collection in Greifswald, Germany,” and another
is preserved in the Tokys National Museum.”

7

Mume' sakura

A more developed type of benizuri-e by Ishikawa
Toyonobu (1711-1785) is shown in fig. 5." It repre-
sents the actor Nakamura Tomijurd™ in the role of a
wakashu in a so far unidentified play, standing, his head
turned over his left shoulder. He carries a large sword,
and wears a long gown made of a fabric with a cheq-
vered pattern, known as the Ichimatsu-pattern after the
famous actor Sanogawa Ichimatsu T who is said to have
introduced the pattern after his arrival in Tokyd in 1741.”
The print is done in two shades of soft brown and a
light blue.

The anonymous poem (haiku) reads:

Plum—cherry—wisteria:
Those three
Stylish young men!™

fuji wa sanpan
wakashu date

A closely similar design by the same artist exists in a
very beautiful impression in the Spaulding Collection of
the Museum of Fine Arts in Boston (fig. 6).” It repre-
sents the actor Nakamura Kiyosaburé in the role of the
lover Hisamatsu which he played in 1758, according to
Kojiro Tomita. The present sheet, therefore, should be
dated in the late 1750’s.

The last two prints to be published in this article are
examples of the fully developed polychrome print, known
as nishiki-e, “brocade picture.” The technique of print-
ing with an unlimited number of blocks was the final
stage in the technical development of Japanese printing.
The decisive step was taken in late 1764 or early 1765 in
a number of calendar prints for the year Meiwa 2, iec.
1765, most of which were designed by the great Suzuki
Harunobu (ca. 1725-1770)." It may be said with very
good reason that under Harunobu’s own hands the tech-
nique reached its first and fullest artistic range, even if
later artists contributed works of eminent distinction
which exhausted the possibilities of the technique.

The sheet of Eishosai Choki (worked 1760s to early
1800’s) in fig. 7 has in fact a most interesting relationship
with Harunobu.” On a plain yellow background a youth
and a girl are shown masquerading as komuso, wander-
ing penitent monks of the Buddhist faith who were seen
everywhere in eighteenth century Japan® The couple
undoubtedly is to be identified as Komurasaki and
Gompachi, a pair of unhappy lovers who tried to escape
their unfriendly surroundings so disguised.” Originally
the komusé order was extremely strict, and was respected
by the population. But with the years it became fashion-
able among the young people of the “floating world” to
masquerade as komusa, either to escape from the world
of reality and its hardship, or to gain advantages that
were otherwise out of reach in the erotic game which
was so delightfully played in this age. The most remark-
able single feature of a komusd’s costume is the vast
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Fig. 5 Toyonobu

The Actor, Nakamura Tomijuro, as a Wakashu
Worcester Art Museum, John Chandler Bancroft Collection



basket hat covering both head and neck but with two
small eye-holes. The function of this hat reminds one of
the Venetian mask: it prevents the wearer from being
seen, but not from observing. In the present case the
tall and very slender figures carry their hats and bamboo
flutes (shakuhachi) in their hands. The costumes are of
a quite profane cut, being designated as religious attire
only by the special kind of scarf (kesa) worn over the
shoulders. The fabrics have a rich ornamentation, that
of the girl’s robe an intricate, chequered pattern printed
in embossing or gaufrage (karazuri) which is hardly
visible in the reproduction.

The signature to the lower left of the sheet means
“copied by Eishosai Choki,” but the sheet appears in
every way to be a typical one in the very scarce oeuvre
of the distinguished artist. The slender, elongated fig-
ures, the crisp, angular lines of the scarves and the vague
suggestion of a purely lyric relationship between the
young people are all characteristic features of his work.
Nonetheless, an inscription in the upper right corner of
the sheet reads in translation: “designed by the venerable
Suzuki Harunobu.” At this point another print with
the same inscription, and the same censor’s and publish-
er’s marks, but signed Kitagawa Utamaro utsusu should
be introduced (fig. 8).” Its subject matter is exactly the
same as that of the Choki sheet, a boy and a girl in the
attire of komuso, but the style of the design by Utamaro
(1753-1806) is smoother, more continuous and not so
pointedly dramatic. There is no doubt, however, that
the two designs are contemporary, and the differences
represent individual variations of a period style that dates
both of the prints in the 1790’s. During these years
Choki and Utamaro stood as two of the foremost artists
of the ukiyo-e school, with only Torii Kiyonaga (1752-
1815) and Chobunsai Eishi (1756-1829) as equals. It
seems evident that the two sheets were issued in a series
of which they are the only survivors, or at least on one
and the same, so far unknown, occasion. One would like
to imagine that Kiyonaga and Eishi, if not other artists
as well, participated in this possible series, but no evi-
dence for this has so far appeared.

It immediately strikes one as peculiar that the two vari-
ations on the Komurasaki and Gompachi theme should
be based on a design by Harunobu, for both appear
indeed to be vastly different from the work of the earlier
master. But it is not so strange as it might seem at first
sight. There is a print by Harunobu, most likely a very
late one, in the 6ban format, rarely used by him, which
must be the one on which Chéki and Utamaro based
their designs (fig. 9)." The pair of komuso is by no
means a typical Harunobu. The figures are large and
full and, compared to his usual ones, they are peculiarly
dominating; indeed, they almost seem to anticipate the

9

later works of Harunobu’s follower, Isoda Koryisai
(worked mid-1760’s to 1780’s). But at the same time the
figures are by no means inconceivable in Harunobu’s
oeuvre.

Fig. 6
The Actor, Nakamura Kiyosaburo, as Hisamatsu
Museum of Fine Arts, Boston, Spaulding Collection

Toyonobu

lightness and grace, and they are related to each other
in the gentle, playful way which is typical of Harunobu.
They, further, have the softness of line and contour and
the freshness yet subtlety in color which characterize the
prints in Harunobu’s enormous oeuvre. The two de-

Taken individually they have some of the
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Komurasaki and Gompachi
Worcester Art Museum, John Chandler Bancroft Collection
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Fig. 8 Utamaro
Komurasaki and Gompachi
The Art Institute of Chicago

Clarence Buckingham Collection

signs of Choki and Utamaro, so typical of their time,
are interesting testimonies of the indebtedness of the
artists in following generations to the great innovator
Harunobu.

The last print, fig. 10, is a hitherto unpublished early
work of the marvelous artist, immensely popular in the
West, Katsushika Hokusai (1760-1849)." During his
long life Hokusai used a great many names, as Japanese
and Chinese artists and writers usually did. . Kako,
the signature of the present print, was used by Hokusai
in the years from 1794 to 1804 as proven by dated
illustrated books carrying this particular signature.”
Apart from the books, there are a number of single
sheets belonging to three notable series. The best known
is a set of illustrations with a strong Western air of the
kabuki play Chishingura, “The Loyal Forty-seven
Ronin™  Second there is a set of seven large heads on
mica ground labelled Furydi nakute nana kuse, “Fanciful

Representations of Seven Useless Habits.” From this
very remarkable and beautiful set only two are known
to the writer.” Finally there is a series of famous loving
couples—to which the present sheet belongs.”

A youth and a gir]l are seen walking in a landscape
below cherry trees in full bloom. The colors of their
costumes are dominated by a dry apple green and violet,
set against the dark green, pale yellow and rose of the
background landscape. The style is quite close to the
general style of the late 1790’s, known from such artists
as Kiyonaga, Eishi, Choki and Utamaro (figs. 7, 8), and
the sheet should be dated accordingly. But it is interest-
ing to note that the design contains numerous reminis-
cences of the styles of Harunobu and his followers, not
least evident in the genrelike actions of the figures.
However, the faces, most of all, have an entirely personal
touch. Although they by no means violate the conven-
tions of late ukiyo-e, a nervous life is present, particu-

larly in the lovely face of the youth, which is beyond

Harunobu

Fig. ¢
Komurasaki and Gompachi

Museum of Fine Arts, Boston, Spaulding Collection
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Fig. 10 Hokusai
Osome and Hisamatsu

Worcester Art Museum, John Chandler Bancroft Collection
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to bind her obi (fig. 14)." In all of the five known
designs from this series the composition is based on a
diagonal. In four designs, figs. 11-14, perfect balance is
secured by means of an interesting view of distant ele-
ments of the background landscape. The diagonal in the
design of fig. 10 is indicated through the movement of
the girl’s right hand with the fan in the upper part of
the sheet, and the steps of both figures toward the left
in the lower part. These directions are repeated in the
course of the brook behind the figures. Counterbalance
is secured by the branches of the cherry tree and the
cloud filling the space to the upper left. The relationship
between figure and landscape is quite particularly suc-
cessful in this sheet (fig. 10), and in the one reproduced
in fig. 14, where the subtle interplay between the master-
ly distribution of the elements of the design on the sur-
face and the suggestion of space is of absorbing refine-
ment. Already, at this early stage of his career, Hokusai
reveals himself as one of the greatest pictorial composers
of all times. :

The similarities of the five compositions here pointed
out should by no means detract from admiration of the

Fig. 11 Hokusai
Ohatsu and Tokuber
Formerly (1913) H. Vever Collection, Paris

any convention and creates a feeling of extreme sensitivity
and acute intensity. This very individual approach can
also clearly be seen in the other sheets in the series (figs.
11-14) and seems to anticipate the profound and very
personal interest in the human being that dominates the
later work of Hokusai, most clearly visible, perhaps, in
the fourteen volumes of Hokusai Manga, “Sketches of
Hokusai,” published from 1812 to 1849."

The names of the lovers are given in the upper right
corner: Osome and Hisamatsu,” together with the title
of the print, Haru no hana, “Spring Flowers.” Although
the sheet does not have any series title, the uniform way
of writing the lovers’ names as well as all stylistic features
links this sheet with others, all with representations of
famous lovers and with the same signature. In addition
to the print in fig. 10, four are known to the writer:
Ohatsu and Tokubei standing with a lantern on the
bank of a river (fig. 11);" Date no Yosaku and Seki no

Koman smoking tobacco near Mount Fuji (fig. 12);" Fig. 12 Eokusi
Azuma and Yogoro seated in front of a wooden fence Date no Yosaku and Seki no Koman

(fig. 13),” and finally Oume in the vicinity of a temple The Art Institute of Chicago

on Mount Koya being helped by her lover Kumenosuke Clarence Buckingham Collection
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ingenuity displayed in the details of the various composi-
tional devices by means of which Hokusai has reached
his superb solutions of different problems. On the con-
trary, the qualities are only fully revealed when the sheets
of the series are seen together and one adds to the under-
standing of the other.

These diagonal compositions are ultimately related to
the “one corner” compositions developed to perfection by
the landscape painters of the Southern Sung Academy in
China, and later spread also to Japan. For an artist as
versatile as Hokusai, this type of arrangement no doubt

‘was part of his general artistic heritage, and therefore

something he could not help taking up in his own art
without being aware of it. Here is nothing of the “evoca-
tive allusion™ otherwise so important in Far Eastern
painting and graphic art.

From an historical point of view the present series de-
serves attention because it, so to speak, sums up and
clearly demonstrates Hokusai’s indebtedness to the tradi-
tions of ukiyo-e as the foundation from which he, in the
following years, would venture to depart with incredible
and inexhaustible power and imagination, and because
it already contains so much of the excitement which con-
tributed to making the last phase of the development of
ukiyo-e one of the truly great in its entire history.

NOTES AND REFERENCES

! The material presented here is a result of intensive work with
the John Chandler Bancroft Collection in preparation for the exhibi-
tion mentioned in the beginning of the article. The notes on other
impressions and “states” of the prints discussed here are based pri-
marily on raterial in public and private collections in the United
States, and on the pertinent literature, not least in the form of auc-
tion catalogues, and thus they cannot pretend to be exhaustive. For
an opportunity to continue his studies in aspects of ukiyo-e on a re-
scarch fellowship, the writer is deeply indebted to The Metropolitan
Museum of Art, New York. For help and advice cordial thanks are
extended to Margaret Gentles, Chicago, Robert Treat Paine, Jr., Bos-
ton, Jack Hillier, London, Jan Bull, Copenhagen, Dr. Harold Philip
Stern, Washington, D.C., and, last but not least, Dr. Richard Lane,
Honolulu Academy of Arts, who most kindly supplied translations
of, the poems appearing on the prints. The artist’s dates found in
this paper are those given by Dr. Lane on pp. 251—282 of: James
A. Michener, Japanese Prints from the Early Masters to the Modern.
With Notes on the Prints by Richard Lane, Rutland and Tokys,
1959 (hereafter: Michener, Prints). The most recent research on
the chronology of the artists of wkiyo-¢ is found in this excellent
work. On the Japanese gloss #&zyo and its numerous connotations,
sce: Richard Lane, “Review of James A. Michener, The Floating
World . . .7, in: Harvard Journal of Asiatic Studies, vol. XX, 1957,
pp- 330-346, esp. pp. 335

*Only a brief introduction containing a list of the lenders was
published: Kristian Jakobsen, “The Floating World, Japanese Art
of Three Centuries, Apropos to a special exhibition, October 31
through December 13, 1959,” in: Worcester Art Museum, News
Bulletin and Calendar, vol. XXV, no. 2, November, 1959. A com-
plete manuscript catalogue of the exhibition containing all the infor-
mation given on the explanatory labels is kept in the muscum
library. Figs. 1, 2, 4, 5, and 10 of the present article are nos. 86,
98, 48, 105, and 46 respectively of this catalogue; fig. 7 was not
included in the exhibition.
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* The principal part of the exhibition, in the main gallery, was
arranged according to genres, for example the theatre, city life, in-
cluding figure prints of the beautics of the Yoshiwara quarter, and
landscape, though this arrangement was not dogmatically maintained.
Everywhere care was taken to bring about a pleasantly suggestive
and aesthetically satisfactory entity. In addition a selection of in-
terpretations of scenes from the kabuki drama Chishingura, “The
Loyal Forty-seven Ronin,” by various nineteenth century artists, and
a group of highly important prints which could not for lack of
space be accommodated in the main gallery were shown in the near-
by print room. In the corridor between the two parts of the show
was a section illustrating the making of a Japanese color print by
means of some superb blocks and preparatory drawings for prints
that were never finished (lent by the Museum of Fine Arts, Boston).

Further the connections between #Riyo-¢ on one side, and both
another popular art, the Otsu-e, and the surviving aristocratic art
of the Tosa school on the other side were demonstrated in the
exhibition, the latter first of all through one of a pair of superb
and interesting scrolls of battlescenes by Chébunsai Eishi (1756~
1829), entitled Sekigahara Gojin no Emaki (lent by Dr. Harold
Philip Stern), and providing a most revealing comparison with the
famous battle scroll of the thirteenth century, The Burning of the
Sanjo Palace in the Museum of Fine Arts, Boston, and the two
further scrolls of the original set still preserved in Japan. See:
Kojiro Tomita, “The Burning of the Sanjé Palace,” in: Museum of
Fine Arts Bulletin, vol. XXIII, no. 139, October 1925, pp. 49-55,
one ill. and one folding plate. The other scrolls are in the Tékyd
National Museum, ex. Matsudaira Collection, and in the Iwasaki
Collection, Tdkys.

*The number of works by each artist represented in the collection
as it was before a large number of sheets were deaccessioned in
1952 were listed in: Elizabeth B. Dewey, Catalogue of an Exhibition
of Selected Prints from the Permanent Collections of the Worcester
Art Museum, October 1940, pp. 6off.

It was at the end of December 19oo that Stephen Salisbury, III,
benefactor and trustee of the Worcester Art Museum, called on
John Chandler Bancroft at his house, 61 Mt. Vernon Street, Boston,
to discuss Mr. Bancroft’s offer to give his collection of Japanese
prints to the musecum. On February 3, 1901 Mr. Bancroft died and
the prints were sent to Worcester the following May. Over the
years a certain number of prints have been purchased to add to the
collection but the six prints discussed here were all included in the
original gift. Mr. Bancroft’s early interest in Japanese prints is de-
scribed as follows by his friend, the painter, John La Farge (1835—
1910), in what is apparently a letter to the author quoted in: Royal
Cortissoz, John La Farge, a Memoir and a Study, Boston and New
York, 1911, pp. 122-123:

“Bancroft and myself were very much interested in Japanese color
prints and I imported a great many in the early sixties for us both,
through A. A. Low. I think it was 1863. We had to risk our
purchases entirely and got few things as we should have chosen
them, as we had at that time no persons interested in such things.
We had nobody over there in Japan to buy for us with any discre-
tion. The point that interested us both has not yet, I think, been
studied out. I may be wrong, but I have never heard it discussed
among the people who have been influenced by Japanese printing or
by the amateurs of those things. The very serious point to me was
the display in certain of these color prints of landscape relations in
color. This is done so simply as to give a continuous explanation
of how the painter built his scheme, and for Bancroft and myself,
interested in constructing similar schemes, according to modern
scientific analyses, this Japanese confirmation and occasional teaching
was full of most serious interest.”

See also: Worcester Art Museum News Bulletin and Calendar,
vol. XVI, no. 1, October, 1950, pp. 1-2 (where the drawing repro-
duced here as fig. 15 was first published on p. 1), and the memorial
by La Farge reprinted on pp. 26—27 of this Annual.

®No. G 14. Height 25% in. (0.650 m.), width 6 3/16 in.
(o.157 m.). Hashira-e, wrushi-e. Signature: Hégetsudo shé-mei

Okumura  Bunkaku Masanobu  shé-hitsu;  gourd-shaped  seal:
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Fig. 13
Azuma and Yogoro
Ralph Harari, Esq., London

Tanchosai. Condition: somewhat abraded, darkened and stained;
small holes repaired.

° Romanized and translated by Richard Lane in a letter to the
writer of September 20, 1961.

" Several examples in: Helen C. Gunsaulus, The Clarence Buck-
ingham Collection of Japanese Prints, The Primitives, The Art Insti-
tute of Chicago, 1955 (hereafter: AIC), Masanobu, nos. 89 and 9o,
p- 158; no. 92, p. 161; and no. 113, p. 171.

81n addition to those mentioned in n. 7, AIC contains the follow-
ing sheets: Masanobu, nos. 93 and 94, p. 162; nos. 95 and 96, p.
1605 no. 97A, p. 1625 no. 98, p. 1615 nos. 99 and 101, pp. 163f,
and no. 102, p. 165. See also: Robert Treat Paine, Jr., “Some Pillar
Prints by Masanobu,” in: Bulletin, Museum of Fine Arts, Boston,
vol. LVII, 1959, pp. 40—47, 9 figs.

*Ibid., and Laurence Binyon and J. J. O'Brien Sexton, Japanese
Colour Prints, London, 1923 (hereafter: Binyon and Sexton; re-
printed in small format by Frederick Publications, 1954; the revised
edition of 1960, edited by Basil Gray, has not been available to the
writer), pp. 35f.

No. G 268. Height 12 11/16 in. (0.322 m.), width 6 1/16
in. (0.154 m.). Hoso-e, urushi-e. Signature: Okumura Toshinobu
hitsu. Publisher’s mark: Hammoto. Motohama-cho. Iga-ya. Con-
dition: slightly darkened, a few minor holes repaired.

“This definition by Frederick W. Gookin is found on the card
for Harunobu, no. G 233, in the files of the Worcester Art Museum.

* Ukiyo-e Zenshu, compiled by the Tokyo National Museum, I-VI,
Tokyo, 1956—58 (hereafter: UZ), vol. 1, fig. 59.

¥ AIC, Shigenaga, no. 1, p. 188.

' The illustrations in question are the last four (unnumbered) of
A copy of this very rare and important work is in the
See: Robert

volume IIL.
Spencer Collection in the New York Public Library.
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Treat Paine and Alexander Soper, The Art and Architecture of
Japan, The Pelican History of Art, vol. VIII, Harmondsworth, 1955,
p- 143, and further: Julius Kurth, “Studien zur Geschichte und
Kunst des japanischen Farbenholzschnitts III, Harunobu-Studien I,
Harunobu und der Buntdruck,” in: Ostasiatische Zeitschrift, vol. 1X,
1920—22, pp. 48-80, 12 figs. (hereafter: Kurth, Studien), esp. pp.
sof, and: Binyon and Sexton, pp. 28f.

®No. G 19. Height 16 15/16 in. (0.430 m.), width 12 3/16
in. (0.310 m.). Oban, benizuri-e. Signature: Torii Kiyohiro hitsu;
seal: Kiyohiro. Publisher’s mark: Yamamoto han. Condition:
superb except for insignificant spotting.

“The dates of these three actors are, respectively: 1717-1782,
1691-1749, and 1741-1768, see: Fritz Rumpf, Meister des japan-
ischen Farbenholzschnitts, neues iiber ihre Leben und ihre Werke,
Berlin and Leipzig, 1924 (hereafter: Rumpf, Meister), pp. 136, 138,
and 125. The Segawa Kikunojo actors are also discussed in the
following little known paper: H. de Winiwarter, Kiyonaga et Choki,
tllustrateurs de livres, Société Belge d’Etudes Orientales, Litge and
Paris, 1924, p. 9o and appendix I, pp. 130-134.

" Romanized and translated by Richard Lane in a letter to the
writer of September 20, 1961.

* Julius Kurth, Die Geschichte des japanischen Holzschnitts, 1-111,
Leipzig, 1925, 1928 and 1929 (hereafter: Kurth, Geschichte), vol.
II, p. 338, entry 5. Here the poem is also romanized and translated.

*Julius Kurth, Der japanische Holzschnitt, ein Abriss seiner
Geschichte, Miinchen, 1911, fig. 20, p. 41; see also n. 18.

®UZ, vol. 1, fig. 169.

“No. G Height 15% in. (0.388 m.), width 6% in.
(0.168 m.). Hoso-¢, benizuri-e. Signature: Ishikawa Toyonobu
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Hokusa‘i

Fig. 14
Oume and Kumenosuke

Museum of Fine Arts, Boston, Spaulding Collection
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hitsu; seals: Publisher’s mark:

Nishimura.

Ishikawa wuchi and Toyonobu.
Condition: excellent.

*The actor’s dates are: 1719-1786, see: Rumpf, Meister, p. 135.

* His dates are: 1722-1762, see: ibid., p. 137. For the date of
the arrival, see: Binyon and Sexton, p. xli.

* Romanized and translated by Richard Lane in a letter to the
writer of September 20, 1961.

* Musum of Fine Arts, Boston, Spaulding Collection, no. 21.6259.
On Hisamatsu and his story, see n. 38.

*On this problem, see: Kurth, Studien, pp. 48-61; Binyon and
Sexton, pp. 43fl. and 46; Rumpf, Meister, pp. 29ff,, and Lane in:
Michener, Prints; p. 264.

¥ No. G 2178. Height 12% in. (0.321 m.), width 8% in.
(0.222 m.). Oban, nishiki-c. Signature: Eishosai Chéki utsusu.
Censor’s seal: kiwame in use only after 1790, see: Binyon and Sex-
ton, pp. xxviiiff). Publisher’s mark: Eijudé. In the upper right
corner an inscription reading: Kojin Suzuki Harunobu zu. Condi-
tion: folded along the middle, a little trimmed, slightly abraded.

®V.-F. Weber, “Ko-ji Ho-ten,” Dictionnaire & l'usage des
amateurs et collectionneurs d’objets d'art japonais et chinois, I,
Paris, 1923 (hereafter: Ko-ji Hé-ten), vol. 1, p. 449, and: Chie
Hirano, Kiyonaga, A Study of His Life and Works with a Portfolio
of Plates . . . , Museum of Fine Arts, Boston, 1939 (hereafter:
Hirano, Kiyonaga), p. 329.

*® Ko-ji Hé-ten, vol. 1, p. 223, and also: P. B. Mitford, Tales of
Old Japan, 1-11, London, 1871, vol. I, pp. 35-69.

¥ Utamaro, Estampes japonaises, . . . exposées au Musée des Arts
Décoratifs en Janvier 1912, Catalogue dressé par M. Vignier avec la
collaboration de M. Inada, Paris n.d., no. 31, pl. XII (Collection
Vignier); 400 Japanese Color Prints, Collected by Arnold Genthe,
Anderson Galleries, New York, January 22—23, 1917, no. 344, pl
XXI; Ukiyo-e Taisei, 1-XII, Tokyo, 1930-31 (hereafter: UT), vol.
VIL, fig. 395. The impression illustrated in fig. 8 is in the Buck-
ingham Collection of The Art Institute of Chicago, no. 25.3013.

“ Signature: Suzuki Harunobu ga, see: Yoshida Teruji, Harunobu
Zenshu, Tokyd, 1942, pl. 149, fig. 564. Two impressions are in the
Museum of Fine Arts, Boston, Bigelow Collection, no. 11.19712,
and Spaulding Collection, no. 21.4658 (reproduced in fig. g). One
more impression was sold in 1945: Japanese Prints . . . Collected by
the Late Myr. and Mrs. H. P. Garland, Parke-Bernet Galleries, New
York, April 12, 1945, no. 20, ill. p. 8 (ex Eddy Collection).

¥ No. G 815, Height 9% in. (0.235 m.), width 6% in. (0.175
m.). Chiban, nishiki-e. Signature: Kaké ga. Condition excellent
but a little trimmed.

® 7. Hillier, Hokusai, Paintings, Drawings and Woodcuts, London
and New York, 1955 (hereafter: Hillier, Hokusai), “chronological
lists . . . ,” pp. 126ff., nos. 39, 49-50, 61—62, 73~76, 81, and 83.

# See comments in: Binyon and Sexton, pp. 131 (set dated
“about 1798"), and 149; and also: Laurence Binyon, 4 Catalogue
of Japanese and Chinese Woodcuts, Preserved in the Sub-Department
of Oriental Prints and Drawings in the British Museum, London,

‘1916, Hokusai, nos. 27-37, pp. 307—310. Examples of a later series

of the same play with the date 1806 are: ibid., nos. 5565, pp. 314—
316. For a comparison, see: Hillier, Hokusai, pp. 22ff. Examples
of both sets are found in the John Chandler Bancroft Collection of
the Worcester Art Museum.

% One design, girls eating cherries, is illustrated in: Frederick W.
Gookin, Hllustrated Catalogue of Japanese Color Prints, The Famous
Collection of the Late Alexis Rouart of Paris, The American Art
Association, New York, February 6-7, 1922, no. 8s1, ill. p. 242.
Impressions are in The Metropolitan Museum of Art, Japanese print
no. 1290, and in the Museum of Fine Arts, Boston, Spaulding
Collection, no. 6038. The other design, girls peeping through a
telescope, is seen in: Japanska trisnitt ur Martin Ménssons samling,
Nationalmusei utstillningskatalog nr. 143, Stockholm, 1948, no.
158, ill. pl. 29.

% Possibly the following sheet should be considered here. A
“Water Color by Kako,” showing a “Single camellia flower. From
the late Prof. Fenollosa’s Study” was listed in the sales catalogue:
Japanese Color Prints, Including Primitives and Drawings from the
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Study of the Late Professor Ernest Fenollosa, The Walpole Galleries,
New York, April 17-18, 1922, no. 249, not illustrated.

" Described in: Kenji Toda, Descriptive Catalogue of Japanese and
Chinese Hlustrated Books in the Ryerson Library of The Art Institure
of Chicago, Chicago, 1931, pp. 254f, and 264. Sce also: James A.
Michener, The Hokusai Sketchbooks, Selections from the Manga,
Rutland and Tokyo, 1958. .

* The sad love story of these two young people was treated in a
puppet play (joruri) by Chikamatsu Hanji (1725-1783) and also
became subject for kabuki plays such as Shimban Utazaemon. See:
Aubrey S. and Giovanna M. Halford, The Kabuki Handbook, Rut-
land and Tokys, 1956, pp. 262-268, and: Asataro Miyamori, revised
by Stanley Huges, Tales from Old Japanese Dramas, London, 1915,
pp- 119-151, based on the same play as the account in the Halfords’
book. Also: Hirano, Kiyonaga, pp. 533f.

¥ Yeishi—Choki—Hokusai, Estampes japonaises . . . , exposées au

Musée des Arts Décoratifs en Janvier 1913, Catalogue dressé par
MM. Vignier et Jean Lebel, avec la collaboration de M. Inada, Paris,
n.d. (hereafter: V and 1, Hokusai), no. 143, pl. XLVI, also: UT,
vol. IX, fig. 64. The present location of this sheet is unknown to
the writer; it does not belong to the Tékyd National Museum
(letter from Richard Lane to the writer February 8, 1962).
.V and 1, Hokusai, no. 144, pl. XLVI, also: UT, vol. IX, fig.
63. An impression of this design, signed Kaké but without the
title of the print and in rather garish colors is in the Buckingham
Collection of The Art Institute of Chicago, no. 25.3201 (ex Fenol-
losa Collection). This sheet has been chosen for illustration here
(fig. 12) as an example of the late edition of the set. The key-
block remains the same as in the original edition, but the color
blocks are partly substituted by new ones or recut. Of the design
in fig. 13 the late edition is also known; see n. 41.

* Hillier, Hokusai, color plate II; this very sheet is illustrated in
fig. 13. See also: Catalogue of Japanese Colour Prints . . . the
Properties of Sir Daniel Hall . . . , E. Reuben. . . . , F. H. Evans

. , @.0., Sotheby, Wilkinson & Hodge, London, July 22-24, 1918,
no. 129, ill. pl. VII. A very faded impression is in the Museum
of Fine Arts, Boston, Bigelow Collection, no. 11.20160. Like the
previous design, this one is also known in an edition without title,
see: UT, vol. IX, fig. 61; a garish impression is in the Museum of
Fine Arts, Boston, Spaulding Collection, no. 4490, ex Gookin Collec-
tion. Besides the lack of title, an additional block has been used
for printing of the running glaze on the bowl on the floor.

“The only impression known to the writer of this hitherto un-
published design is in the Museum of Fine Arts, Boston, Spaulding
Collection, no. 21.10194. On the story of this unhappy couple, see:
Hirano, Kiyonaga, p. 534.

*This excellent term is used in: James Cahill, Chinese Painting,
Skira Edition, 1960, p. 101.

JOHN CHANDLER BANCROFT

The following paragraphs on John Chandler Bancroft, written by
John La Farge, appeared October 11, 1901, in the Boston Evening
Transcript, apparently reprinted from The New York Times. It
seems appropriate to print them again here in conjunction with Mr.
Jakobsen’s article. L.D.

On one of the pages of “The Martian™ the hero escapes from his
love, “for his day could be so thoroughly filled up by Henley and
Bancroft and Armstrong and Du Maurier and the rest that there
was no room for any other and warmer passion.”

We all know a great deal about the little group of artists and
literary men to whom this passage refers. There were others than
those mentioned here, or in the story of “Trilby,” who studied art
together at the turn of the fifties into the sixties, and in Paris. Of
that number, Du Maurier is dead, and so, also, is John Bancroft.
Of him T have seen no sufficient notice taken, and it is for this
purpose that I write you a few lines of reminiscence. John C. Ban-
croft bore, however, a well-known name; he was a son of George



Bancroft, the historian, who is known more or less to all English-
speaking people and to a great many in many countries.

John Bancroft was born in April, 1835, and, as a boy, through
schooling in Europe, became acquainted with French and German
so well that he might be said to possess them as well as his own
language, in which he expressed himself when writing with great
clearness and simplicity. In German, he corresponded with Clara
Schumann, and he was fond of using French in writing to me upon
artistic matters, because of its greater precision and absence from

Fig. 15 La Farge

John Chandler Bancroft
Worcester Art Museum (1950.276)

loose and sentimental connections of thought. Later, in 1850, Ban-
croft returned to America and passed through Harvard, being
graduated in 1854. Already, at this time, to judge by the drawings
which hang on the walls of the Hasty Pudding Club, Bancroft had
a talent for expression in drawing as natural as his capacity for
languages. Like many of us, he tried law for a year, then he went
to Surinam with Dr. Morrill Wyman as a draughtsman. He brought
back an external mark of sunburn which he kept through life, be-
sides a fever which for a time broke his health and perhaps influ-
enced the direction of his occupations.

On going to Europe soon after, he studied painting, working first,
I think, at Dusseldorf, which was one of the natural mistakes that
we make, and later in Paris. He also knew Dresden and Madrid.
But there in Paris he knew the men whom Du Maurier mentioned,
English-speaking and many others, among them Mr. Poynter and
Mr. Whistler, now the most illustrious, and whose promise Ban-
croft long ago, in the early ’60s, understood and explained to me.
He worked also under the influence of the great Millet, and saw
something of Dupré, to whose work he often referred. 1 cannot
remember whether he knew Rousseau and Corot, but he thoroughly
understood their works, and lived under the influence of all the
artists of whom these names stand as symbols, and whom we,
rather commercially, group together as a school. Of Delacroix he
rarely spoke, and, indeed, the turn of his studies and bent of his
mind made him avoid the touch of idealism to rather a singular
extent. I have known him avoid looking at photographs of some
of the great Italians because the subjects of their paintings were so
important in the appeal to the imagination that they prevented his
critical judgment of them as representations of nature. This was a
side of his intellect which was clearly marked in all his studies and
criticisms.

I did not know Bancroft until the war, which brought him back
and kept both him and myself away from Europe. Circumstances
brought us very much together, and for several years we were in

constant relation in our studies. We happened to be very much
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together in Newport, which being a place quite separate and re-
moved from all artistic influences, good or bad, made an ideal re-
treat for individual study. Both of us had become deeply interested
in the possibility of obtaining help from scientific bases for the
representation of light and color.  We had not only tried to absorb
all that had been studied out to that date, but followed with anxiety
the later developments upon which we hoped to place a steady
foundation for the art of painting.

At that time, before the birth of the so-called impressionist school,
we had to remain singular and alone, for we met no sympathy in
the world of artists and critics, nor even among scientific men.
But whether we were supported, or, indeed, whether we were cven
right in our inquiries and deductions, our views served to hold to-
gether whatever we did as painters and to give to our studies some-
thing more than the mere accidental rendering of things seen or the
blind practice of the studio habit. Our dreams went further than
what has yet been accomplished and beyond what we ourselves
were able to carry out.

Bancroft was interrupted by the necessity of making a sufficient
income, and he abandoned painting and entered for a time upon a
business life, which turned out to be in a short time very successful.
He had been in no hurry to place his work before the public or to
obtain a standing in the world of art, looking forward, with myself,
to a long struggle of continuous work for obtaining a definite and
fixed position. I remember an evening on the Newport rocks, when,
discussing these questions of patience in carrying out one’s methods,
he objected to my shorter limit for attainment. I had placed the
term of a quarter of a century as sufficient; he said that that was
too short, and that forty years might be necessary to place one’s
self adequately before the world of art.

When, later, Bancroft’s means allowed him to turn to art again,
he told me that he had lost the habit and practice of the painter,
which he found too heavy to take up again. He turned then to the
carrying out of certain ideas of decoration, which, conformably to
the habit of his mind, were to be strictly logical and measurable.
In this way he did certain things in the way of geometric design,
mostly of the kind that we call Moorish, and carried out the work
personally, giving great attention to the actual mechanical finish and
fitting. It is to be highly regretted that even if he confined him-
self to these narrow limits he did not deal more distinctly with the
problems of color which might be involved. For even there his
continuous studies might have found expression in some newer ways.
He has done little for the public in this decorative way; the exam-
ples being usually hidden in a few private houses or his own.

He had been, very far back, with myself, an admirer of Japanese
art, and used occasionally the examples of the landscape art of the
prints as proofs of some of his general theories in the representation
of colored light. On this ground we talked much, and I retain to
this day the same appreciation of the simple lessons to be derived
from the study of those particular examples of Eastern art.

During the last few years Mr. Bancroft had made a collection of
Japanese prints and drawings which he was gathering, together with
a view of covering the entire field of the Japanese engraved work.
He was in constant relation with Japan, and had gone over there in
1896. His collection, which had become very large and compre-
hensive, was bequeathed, I believe, to the museum at Worcester.

Mr. Bancroft’s career, therefore, is a type of the many intellectual
efforts which influence and help and determine the general move-
ment, while the individuals whose minds have acted in this way
are litdle known by name to the general public which still feels
their intentions and their studies.

It is to be regretted that Mr. Bancroft has not left connected
statements of his observations and theories with regard to color and
light as representable. He had so intended, and had it upon his
mind only a few years before his death.

Such a work or set of notes might have been of great value to
the younger painters, who would be encouraged in the studies which
have been going on, and would perhaps see new openings in our
art. As for myself, I am glad to have made these few notes of a
life which to me, as an artist, has been of great value and influence.
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A PAINTING BY THE JAPANESE PRINT ARTIST SHUNSHO

By John B. Kirby, Jr.

Although the Ukiyo-¢ artists are remembered princi-
pally for woodblock prints, their creative style first
emerged in the form of painting. The demand for
quantity among the common people for the popular art
of the day persuaded the profit-secking artists of the
Tokugawa Period (1615-1868) to divert their mode of
expression from painting to the mass-produced prints
which are so well known today.

Katsukawa Shunsho (r726-1793) is noted for his strik-
ing portraits of actors. He turned out a great number of
prints on this subject which reveal his remarkable ability
in placement, color harmony, and dramatic effect. To-
wards the end of his life he was in a position to retire
from print designing and turn to painting. The prod-
ucts of his brush equal (if not surpass) the prints from
which he gained his fame.

As paintings by Shunsho are rare, it is significant that
a painting by this artist has been acquired for the John
Chandler Bancroft Collection (fig. 1). Young Women
Watching the Cherry Blossom Festival measures 33 15/16
inches in height by 11 1/16 inches in width and bears
the signature and seal of the artist. The painting con-
sists of soft color washes on light brown paper mounted
as a kakemono (hanging scroll). The composition shows
a cluster of women under a tree peering from behind a
curtain (maku) of the type used to partition outdoor
areas for festive events. The condition of the painting is
good except for slight pigment losses in the vicinity of the
collars of the women’s robes and the presence of horizon-
tal creases in the paper.

The high quality of the composition cannot be fully
appreciated from the accompanying illustrations because
much of its charm and appeal is accomplished by the use
of opaque washes resulting in soft and vibrant tints.
White washes are delicately used on the cherry blossoms,
the women’s faces, the rope, and curtain. A light biue
wash creates the wave design at the bottom of the cur-
tain; this is echoed in the supporting rope. Bright red

Fig. 1 Shunsho
Young Women Watching the Cherry Blossom Festival
Worcester Art Museum
John Chandler Bancroft Collection (1960.33)
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adds a striking vitality and freshness to the composition
occurring on the robe collars and again in the material
which extends from beneath the curtain. Shades of brown
on the tree and ground complete the delicate color
harmony.

From their clothes it has been possible to distinguish
the group of women as being from the Yoshiwara district
in Edo (present day Tokyo)." This area devoted to
sensual pleasures dates back to 1617 and has occupied its
present location since 1657. Courtesans from this district
were among the most popular subjects for the woodblock
print artists. Shunsho was among those who used the
Yoshiwara “beauties” for the subject matter of his prints.
In 1776 he designed in collaboration with Kitao Shige-
masa’ Seiré Bijin Awase Sugata Kagame (Mirror of
Beautiful Women of the Green Houses). This three
volume collection of woodblock prints has been consid-
ered by many Japanese to be among the most beautiful
books ever published.’

During Shunshd’s time, the Yoshiwara was a large en-
closure surrounded by fences and canals. A central street
was lined with houses and tea rooms. A large gate pro-
vided the only means of entry; this was constantly guard-
ed to prevent courtesans from escaping. Cherry trees
lined the perimeter fences and were also set in tubs along
the streets. Cherry blossoms were, therefore, characteristic
of the Yoshiwara, and it is extremely probable that the
scene of the Shunshé painting shows courtesans witness-
ing festivities within this district.

A detail of the group of women in the Shunshé paint-
ing (fig. 2) shows the group’s proprietress and her maid
among several young courtesans. The proprietress
(yarize) is the elderly woman wearing a cloth headpiece.
To her right (our left) is the assisting attendant. Notice
that neither of these women have eyebrows. During this
period women shaved their eyebrows to distinguish
themselves from courtesans. The proprietress and the
attendant wear less elaborate robes than their compan-
jons. A humorous note is injected by Shunshé when he
depicts one of the courtesans peeking through a slit in
the curtain (see figures 1 and 4).

A custom of this period which might seem unusual to
us was the blackening of teeth. This was practiced
at varlous periods in Japanese history. Upon close exam-
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ination of figure 2, it is realized that darkness between
the lips of these women is not painterly technique but
an accurate portrayal of blackened teeth—a custom that
prevailed during this era.

From the style of this painting we may date the com-
position as being close to 1780. This date can be substanti-
ated by the women’s coiffure. The hair style in this
painting is known as zorobin. This can be loosely trans-
lated as “lantern sidelocks” due to a resemblance to a type
of lantern constructed by placing paper upon a bamboo
frame. This coiffure employed a binsashi, a flexible
metal, shell, or bamboo device upon which the hair was
fashioned causing it to flair out at the sides. This par-
ticular style was introduced in 1775 and went out of style
with the end of the Anyei Period (1772-1781)." This
dating concurs also with the period in which Shunsho
retired from print making and turned to painting.

Among the interesting aspects of this painting is the
artist’s use of both simplicity and detail. This is extreme-
ly noticeable in the depiction of the women’s heads. The
facial features are executed with lines of extreme brevity
which remind us of the Aikime-kagihana (a line for the

eye and a hook for the nose) tradition of the Yamato-e
school. In sharp contrast to this are the details of the
coiffures which are (pardon the choice of words) of hair-
splitting exactness. The same contradiction of terms
occurs in the design or lack of it on different areas of the
curtain. In the composition as a whole, the tree reaching
up into space displays marked economy of expression
compared with the complicated placement and variations
in pose which occur within the group of women.

In typically Oriental fashion, Shunsho leaves a segment
of his total composition up to the discretion of those who

-will view his painting. At what are the group of women

looking? All indications from the painting plus the title
handed down to us establish that they are watching
cherry blossom festivities; the exact nature of the celebra-
tion is left to the imagination. To aid the imagination
of Westerners unaccustomed to cherry blossom viewing
procedures, figure 3, The Harugoma Dance; a wood-
block print by Torii Kiyomitsu of about 1764, depicts the
type of scene which the group of women might be wit-
nessing. The blossoming cherry tree and the curtain
(maku ) are common to both the print and the Shunsho

Shunsho

Detail of figure 1
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Kiyomitsu

The Harugoma Dance
The Art Institute of Chicago, Clarence Buckingham Collection (25.1998)

Fig. 3
painting, but the former shows a view of the festive

activities rather than spectators peeking in from outside
the curtain. The print depicts elaborate swirling cos-
tumes, dancing, music, special food and sake—all repre-
sentative of the gaiety which accompanies the season of
cherry trees in flower.

The Worcester Art Museum is fortunate in obtaining
this valuable addition to the John Chandler Bancroft
Collection as this painting enables us—like a woman
peeking through a slit in a curtain—to have a glimpse of
Shunsho’s mastery of painting and a glance at one of his
compositions of a gay and festive nature.

NOTES AND REFERENCES

! For information on cighteenth century costumes and customs I
am deeply indebted to Gen Itasaka of Tokyo University. Mr. Itasaka
is currently Visiting Lecturer on Japanese Language and Literature
at Harvard University.

*Kitao Shigemasa,

*The entire series of forty-eight prints from these volumes are in
the John Chandler Bancroft Collection of the Worcester Art Museum.
The three volumes were published on February 19, 1776, by Tsuta-
ya Juzaburé and Yamazaki Kinbei, both of Edo. Prints 1-11 and

1739-1820.
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21-33 are by Shunshé and 12—20 and 34—48 are by Shigemasa. The
hair styles in this series are similar to those in Yotmg Women
Watching the Cherry Blossom Festival.

'See Laurence Binyon and J. J. O'Brien Sexton, Japanese Colour
Prints, London, 1923, p. 69.

*Owned by The Art Institute of Chicago, Clarence Buckingham
Collection, and reproduced with their permission.  Torii Kiyomitsu:
1735-178s.

Shunsho

Fig. 4
Detail of figure 1
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ladao Tanalka. . ..., Japanese (haiotion artist,

These worke of the 20 (entuny (1960"s) show that the
antiot has hod an influence of Rouawlit of the early
20 (entuny.  His codon has been handled much mone
rawly, but the dark outline is of Rouault. The
religious subjecits exude his need Zo express dove
and. kindneass, which you can see with close obsenvation
of the expressions on the people.  Though the people
have no definite faces, if you squinit and sitane, you
will goon see expressions that the antist has not
expressed. Un page 39 of these pictures his style
deems Lo change, and we {ind Tanaka now inteneadted in
planes and expressions created by the modéling of the
cased. You can now see the expressions of love and
concenn more. cleardy on the {faces.  flis is a nathen
unigue atyle, and [ hope you enjoy his paintings as
much as [ do with relation to the human face.



mong ]apaﬁ%s;zs,om professional artisis,‘/ hé is best known
“the man who prefers to paintCﬁﬁsL” Tadao Tanaka,

son of a Japanese Protestant clergyman, explains: “1 have always
lived in a Christian home. Even today I can recall the Bible

stories my father told‘me. These are the storie I/' aim now plac-
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and _}'ohn' recorded the Gospel story. '
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took lesus, and he went out, bearing hxs own Cross,

to the place caﬂed the place of a skull.. .There they
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