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PREFACE

THE first comprehensive survey of Japanese Wood-Engraving,
Anderson’s monograph in the Portfolio, appeared in 1895. The
first attempt to write a history of this art was Strange’s
totally inadequate Japanese Illustration of 1897. Unfortunately,
Strange had published before he was able to take advantage
of the new light thrown upon his subject by Fenollosa, in his
illuminating Catalogue of 1896, The Masters of Ukiyoye. The
only remaining sources of information for the student were a
number of scattered articles, monographs, exhibition catalogues,
and sale catalogues, and it seemed to me that I might do a
useful work by gathering together all this disjointed learning
into a coherent whole. Japanese art has become an element in
our European culture ; it supplies certain needs of our age, and
makes distinctly for its progress. But in order to appreciate
Japanese Wood-Engraving to the full, we must know the inter-
relation between the various artists, and the successive stages of
development in their art ; we also require a criterion by which to
test individual essays, that we may not rest content with weak
and imitative work when the best is within reach. A survey of
Japanese Wood-Engraving which would serve these ends was
the task I accordingly set before me.

In any appreciation of Japanese art, everything depends on
the standpoint adopted by the critic. If, as the majority of
writers on this subject have been wont to do, we apply the
European standard, we shall be led to hail the impressionistic
artists of the nineteenth century, and notably Hokusai, as the
protagonists of Japanese Wood-Engraving, for we are naturally
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vi PREFACE

affected by the affinities we discern between our own ideals and
those of these artists, in whom the European leaven had begun
to work. If, however, we try, like Fenollosa, to take the
Japanese point of view, we shall recognise that Hokusai’s real
greatness lies in those very elements of his art which are most
alien to us; and we shall see, further, that among the innumer-
able masters of the eighteenth century, there were many who
were greatly superior to him. The art of the nineteenth
century, with which alone the general public is to some extent
familiar, has been given an importance far in excess of its
deserts. It was at best an aftermath, and in some respects a
decadence. I have therefore dealt with it somewhat summarily,
whereas I have traced the developments of the eighteenth
century, constituting a rich, a steady and a varied evolution,
with all possible care and elaboration. My book is a provisional
essay in the synthetic presentment of our knowledge of Japanese
Colour-Printing, and a guide for those who require some direc-
tion in this, as yet by no means familiar field. I have made
no attempt at exhaustive treatment, for any such a scheme
would be impossible of execution, in the face of the con-
tradictions which abound in the literature bearing on my
subject in different countries. The collector must not look
here for a treatise which will relieve him from the necessity of
independent research or verification. Certain inequalities of
the work may be explained by its genesis. Where the material
on which I had to work was better prepared, as, for instance,
in the case of Utamaro and Hokusai by the Goncourts, I was
of course able to offer more. I have not shrunk from repetition
on occasion, when it seemed necessary to emphasise notable facts
or to impress important views on the reader. With few ex-
ceptions, I have relied upon Fenollosa’s Catalogue in describing
the development of Japanese Colour-Printing, and the charac-
teristics of the individual artists. I trust I have in every instance




































2 JAPANESE COLOUR-PRINTS

all the colour-values in a certain direction, is out of the question,
whether in representations of interiors or the open air. More-
over, the proportions of the figures are usually quite arbitrary, °
partly because of insufficient attention to this point, partly from
deliberate purpose.

The immobility of the features is to be explained by the
peculiar Japanese notion of decorum, which insists on a
constantly equable seriousness of expression, one result being
that the women have their eyebrows shaved off, their lips
painted blue-red (with &eni), and their faces thickly covered
with powder—as is not unknown in Europe. But the bodies
also generally appear in a state of repose bordering on rigidity ;
a slight flexure —to which the loosely flowing robes yield
without effort—a scarcely noticeable inclination must suffice
to express the character and psychology of the person repre-
sented : even in daily life the exchange of emotions leads to
no bodily contact; hand-shaking is entirely unknown, kissing is
not customary, any more than walking arm-in-arm. Even the
dances of the Japanese offer few occasions for livelier move-
ment ; in general they are confined to pantomime, suggesting the
emotions to be conveyed by the posture of the body, the move-
ment of legs and hands, and especially by the expression of the
eye. Hence there are few opportunities for foreshortening
and overlapping.

To be sure, since the end of the eighteenth century some
artists had begun to break through these rules, and endeavoured
to apply the notions of perspective which they learnt from Europe,
to give greater depth and unity to the landscape and greater
expressiveness to the figures, and indeed certain masters of earlier
periods, the book-illustrators Moronobu, Sukenobu, Shigerasa,
had produced designs remarkable for movement and animation.
But all of them adhered to certain significant characteristics,
notably the absence of shadows and modelling, so that the
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GENERAL CONSIDERATIONS 3

whole of Japanese art, even down to its most recent past,
remains in its principles fundamentally opposed to modern
European art.

In order to do justice to this peculiarity of Eastern Asiatic
art, we must mentally revert to the point of view of such periods
as have pursued similar decorative aims in contrast to the
naturalistic aims predominating to-day. In the art of Egypt
and of Greece up to Alexandrine times, in the Roman and
Gothic periods up to the discovery of perspective in Italy and
the invention of oil-painting in Flanders at the beginning of
the fifteenth century, we meet with very similar endeavours.
During all these periods the art of painting was absolutely con-
ventional, and contented itself with certain more or less fixed types
that altered only very gradually ; yet by the aid of a careful and
precise contour, nicely calculated masses of light and shade, and
a“harmonious colour-scheme, it succeeded in achieving effects at
once decorative and monumental, and at the same time in im-
parting to the representation a varying content of strength,
grace, or sublimity, according to the character of the subject.
By this method no imitation of nature, no complete deception:
or illusion is either endeavoured or attained ; and yet such an
art ranks at least as high in our estimation as that of the
realistic period in which we ourselves are living ; not only so,
but we see that the greatest artists of this very period, a Raphael,
a Michaelangelo, 2 Da Vinci, when they were brought face to
face with the highest problems of decorative art, sacrificed a
great part of the literal truth which they might have attained
in order to augment the grandeur, intelligibility, and impres-
siveness of their creations, thus approaching once more the
simpler ideal of the past, though unable to achieve quite the
same effects as the ancients.

The attempt has been made to account for the idiosyncrasy
of Eastern Asiatic art on technical grounds inherent in the
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nature of the country, such as the flimsy construction of the
houses, which are small and offer no solid wall-space for truly
monumental painting to develop on, or the exclusive use of
such elementary media as water-colour and Indian ink—or the
position in which the artist works, according to the custom of
the country, squatting on the ground and having his painting
surface spread out horizontally before him; the consequence
being that he only gets, as it were, a bird’s-eye view of his
picture, and that in the case of the usual long rolls, he can
never overlook it as a whole, any more than the spectator can,
who inspects the pictures in the same attitude. Now it is
quite true that oil-painting, which might easily have brought
about a revolution, as it did in Europe, remained unknown to
the Eastern Asiatics. Again, had not the volcanic soil, which
a succession of earthquakes keeps constantly trembling, pre-
vented the erection of solid masonry, Japanese painting would
probably have witnessed a more varied development. But its
general character, tendency, and aims would have remained the
same; the similarity of earlier developments in Europe and
the adjacent countries proves it. National peculiarities of soil
and custom may give rise to local variations, but cannot deter-
mine an art in its essence ; for its roots lie in the national char-
acter, which creates its means of representation and technique
according to its innate ideals, but conversely will not allow
the main tendencies of its art to be determined by external
factors.

The imitation of Nature is for the Japanese only a means to
an end, not an end in itself. Mere virtuosity in this line does
not move them to admiration; were it otherwise, we need only

| consider their renderings of birds, fishes, insects, and flowers to

be sure that, with their splendid powers of observation, they
might have achieved far more than they actually have done in
this direction. On the contrary, Nature in their eyes merely
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furnishes forth the material from which the artist draws what-
ever he may require for the embodiment of his personal ideals
and individual tastes. On these elements he works quite
arbitrarily and with absolute freedom; for painting, after the
Chinese precedent, is not regarded as a technical accomplishment
or a craft, but ranks on precisely the same level as calligraphy,
which is a liberal art and a pastime for people of rank and
culture, far more dependent upon purity of feeling, sublimity \
of conception, exquisiteness of taste, in short, on individual
creative power, than on any mere technical dexterity or skill.
This estimate of painting as the peer of calligraphy explains
not only the decorative character of Japanese art, the strict
formalism of its style, the great importance which it attaches
to the balance of light and dark masses, the subordination
of colour to purely decorative ends, but also the wonderful
freedom which Japanese art has always managed to retain in
spite of its tendency to formalism. For the essence of callig-
raphy consists, according to Chinese ideas, by no means in mere
neatness and regularity of execution, which might easily lead to
stiffness and frigidity, but primarily in the most perfect solution
of the artistic problem consistent with the greatest economy
of means. The fundamental idea, in fact, here as in all the
rhythmic arts, poetry, music, architecture, is that of play. The
Japanese deliberately refrains from saying all that he has to say,
from giving full plasticity to his figures or depth and breadth to his
spaces, from breaking up and balancing his masses by symmetrical
division or repetition; all this would merely draw him away
from his goal and fetter the free activity of his imagination.
All his efforts are directed towards restricting himself to what
is essential to his purpose, employing natural forms in the full
freedom and variety of their organic growth, making his con-
tour lines as simple and expressive as possible (Madsen thinks
he recognises the Japanese norm of beauty in the S-line) and
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striking an individual note in his choice of colours. As the
objects to be represented are simple and the deficiency in means
of realistic representation is skilfully made good by specially
calculated effects of colour and technique, the conventionalism
of this art, which works by mere suggestion, is very much less
noticeable than in the productions of other peoples that are still
on a low level of development.

To what extent all this is the result of conscious intention
and design is well shown by the utterances of two Japanese
who express the national sentiments on this subject. The first,
Shuzan, wrote as follows in the year 1777 :' “ Among the various
kinds of painting there is one which is called the naturalistic, in
which it is thought proper to represent flowers, grasses, fishes,
insects, &c., exactly as they appear in Nature. This is a special
style and certainly not one to be despised ; but since it only aims
at showing the forms of things, without regard for the canons
of art, it is after all merely a commonplace and can lay no claim
to good taste. In the works of former ages the study of the
art of outline and of the laws of taste was held in honour,
without any exact imitation of the forms of Nature.” The
other authority, Motoori, the most eminent scholar and writer
of modern Japan, says:*> ‘Many kinds of style are now in
vogue which profess to be imitations of the Chinese, and the
representatives of which make a point of painting every object
in exact accordance with Nature. This I conceive to be the so-
called ‘realistic’ art. Now I make no question but that this
principle is in itself excellent; but at the same time there is
bound to be a certain difference between real objects and their
pictorial presentation.” He then enters more minutely into the
difference between the Chinese and the Japanese points of view,
and proceeds to set forth how the Chinese are realistic and ugly,
how their landscapes are ill designed, sketchy where minute

1 See Anderson, Pictorial Arts. 2 Transactions, xii. 226 ff.
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GENERAL CONSIDERATIONS 7

elaboration is called for, but overloaded with detail where a
broad treatment would have been better—further, how their
birds and insects do not look as though they flew or crawled,
how their leaves and trees are not outlined—at least, since
there exists no such dividing line between the object and its
background in the real world he presumes that they will
endeavour to imitate Nature by leaving out these lines. In
conclusion he declares himself a strong supporter of Japanese
conventionalism.

This is not the place to go into the exact nature of Japanese
taste, for this only shows itself in its sharpest definition during
the classic period of Japanese painting, which preceded the
eighteenth century, the era of wood-engraving. It is the art
of the nineteenth century alone which has influenced the most
recent developments of European art and modified European
taste, although for the Japanese it represents no more than a
last phase, a second and less vigorous flowering, however new
and subtle its manifestations. It will therefore be sufficient to
confine our attention to its formal qualities—the decorative
character of its design and its impressionistic point of view.

In these qualities lay predisposed the elements which
Europe, during centuries of development along realistic lines,
had almost entirely lost sight of. Only a return to the fresh
and ever vivid hues of Nature could rescue us from the drab
monotony of factitious monochrome; only a resumption of
consciously decorative aims in design could rescue us from a
method of figure-drawing whose results had as little distinction
or individuality as a photographer’s pose. Pioneers like Manet,
Degas, Bocklin, and their followers were active in both directions.
So long, however, as European art was still in the stage of
preparation and apprenticeship, the Japanese wood-engravings
could render but very limited services, nay, might even mislead
into an entirely wrong track. To-day, on the other hand, as
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the goal of artistic endeavour grows gradually clearer, the time is
at hand when they too may point the right way towards it, and
are no longer in danger of being admired solely for their strange
and exquisite subtlety—a subtlety eloquent of that wide-spreading
deep-seated canker which afflicted eighteenth-century Japan just as
it could have been observed to afflict contemporary Europe.

The differentia of Japanese art is just this, that into perfectly
conventional forms is infused a content constantly fresh-drawn
from Nature. The development of the European poster, which
would be quite unthinkable without Japanese influence, is only
the first step towards a renewal of European painting in all its
branches, and especially of monumental painting. The solu-
tion after which we are reaching has been forming there for
centuries. And, whatever the difference of circumstances,
requirements, and race, the fact remains that Japanese art is far
closer to us than the art of our own past, with which, however
much we may admire its productions, we are completely out
of touch. The transition to genuine Greek art, which after
all is bound to remain our ideal, is easier by far to accomplish
from Japanese art than from the romantic art which still
endeavours to maintain its hegemony over us to-day.

2. TecHNIQUE.—In considering the importance of the part
which wood-engraving plays in the life of Japan, we must
distinguish sharply between the productions of the decline,
which began about 1840, and those of the preceding 150
years. The later productions, like our sheets of coloured
illustrations, cater for the amusement of the masses: those of
earlier periods, on the other hand, occupy a position midway
between painted pictures and popular illustrations, much like the
woodcuts and copper-plates of the European Renaissance. Here,
as in Europe, the designs for the wood-engravings were supplied
by professional painters, who either actually continued, or at any
rate were fully competent, to follow concurrently their regular
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GENERAL CONSIDERATIONS g

avocation. But little trouble was commonly taken with the
woodcuts intended for illustrative purposes, and the work was
mostly ordinary black-and-white. But to colour-prints, whether
published in book form or as single sheets, the artists devoted
their utmost skill. Had not a considerable value attached to
these productions even at their first appearance, comparatively
large numbers of good copies would not have survived to the
present day.

These woodcuts in fact were, just as in Europe, developed
from the art of book-illustration and were not intended as
a substitute for painted pictures; and to make this quite
clear, it is necessary to indicate briefly the generically different
shape in which Japanese woodcuts and Japanese pictures appear.
Whereas the cuts of the good periods are as a rule approxi-
mately in large or small quarto, the pictures follow the Chinese
model and are designed either (2) as kakemonos, long bands
suspended vertically, or (&) as makimonos, rolls unwrapped
horizontally. In the case of the kakemono, the true picture
of the Far East, the painting itself is usually mounted on a
frame of rich brocade. One, generally, or at most three, of
these pictures are hung on the wall, invariably in the tokonoma
or recess, where the censer, the flower-vase, and the candle-
stick are also to be found as a rule. The picture is changed
from time to time, and on the occasion of a friend’s visit or
the reception of a distinguished stranger the most valuable
and venerable piece in the collection is selected for exhibition.
On the other hand, the long horizontal rolls called makimonos,
which often measure fifteen yards or more, are usually spread
out on the floor to be looked at. Originally they constituted
the manuscript books of the Japanese and Chinese; then
illustrations were added to the text, gradually encroached on
it more and more, and finally ousted the letterpress altogether.
The makimono was the favourite form of picture during the
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most brilliant period of the national art of Japan, when the
ancient chivalry shone in full radiance and the Imperial court
was at the height of its magnificence. All these paintings were
executed in water-colours and were kept rolled up in a separate
building (which was also the library), near the dwelling-house.
Painting was also employed for the decoration of screens, fans,
albums, and so forth.!

As to the Japanese book, it may be remarked that the extreme
unpretentiousness of its exterior contrasts with that of the Euro-
pean book; it generally appears in the shape of a thin tract
with a plain limp cover, either as an octavo approaching quarto
size or else as a folio of medium dimensions. The sheets, which
are ready cut to the size of the book, are folded only once,
printed only on one side, and then sewn together with the fold
outwards. The first page of the Japanese book is the last
according to our method; the writing runs down the page in
vertical lines, beginning in the right-hand top corner, and con-
tinuing towards the left margin. The pictures when in oblong
form are continued across the pages of the book as it lies open ;
and although each half is enclosed in a border line, the careful
adjustment of the sewing to the inner margin ensures continuity.
Brinckmann points out that the Japanese, unlike many modern
European printers, were never in the bad habit of inserting
oblong pictures vertically in their books.?

The methods of producing the woodcuts are very similar
to those formerly in vogue in Europe, the drawing in both cases
remaining in high relief as the remainder of the block is cut
away. Nowadays wood-engraving is usually treated like copper-
engraving, and the lines of the drawing are incised. One essen-
tial difference, however, is this, that the Japanese never draw
directly on the block itself, as was generally the case in Europe,
but always make use of a sheet of thin or transparent paper,

1 ¢f. Madsen, p. 7 ff. ? Brinckmann, i. 222-25.
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which is then pasted face downwards on the block and furnishes
the model for the wood-cutter to follow.

It has been much disputed whether the great European
masters of wood-engraving, such as Diirer, Holbein, or Cranach,
actually cut their own compositions; but there is now a general
agreement that they did not do so as a general rule. It is true
that a few later artists, e.g. Livens in the Netherlands, and
Gubitz, who revived wood-engraving in Germany, practised the
art of wood-cutting themselves—were in fact, to use the technical
term, ¢ peintres-graveurs ” ; but they were exceptions. In Japan
not a single artist is known to have done his own cutting. They
confined themselves to supervising and directing the wood-cutters,
who in their turn carried out their employers’ intentions so
skilfully, readily, and intelligently that the technical part of the
process could be entrusted to their hands with perfect security.

Something more must be said about the drawing, in view of
its importance for the quality of the finished product. The
artist conveys it to the paper, not by means of a pen or pencil
as in Europe, but by means of a brush, either in outlines of the
utmost delicacy and precision, to be filled in with colour where
needed, or else in broad masses which receive no further contour,
but on the contrary are the embodiment of the greatest imaginable
freedom of artistic touch.’ It is not necessary that the whole
picture should be executed in either style throughout ; the central
portions may be precisely outlined, while other parts are broadly
sketched in; indeed, this is more or less the general rule in the
case of foliage, landscape background, and patterns on dresses.
The style of precise contours is the traditional style, which was
in vogue from the first beginnings of Japanese painting; the
broader and sketchier manner is peculiar to the popular methods

! For drawing and writing the brush is held almost upright between the fore and
second fingers: the whole arm moves, not the wrist. Since Indian ink cannot be
erased, the artist is compelled to work with the utmost care and precision.



12 JAPANESE COLOUR-PRINTS

of representation which have developed since the sixteenth
century. Although the Chinese method of Indian ink washing
and shading has been taken up by many Japanese, even by whole
schools in former centuries, it has very naturally received no
recognition in wood-engraving, to which it is not applicable.
Since the third dimension is never represented in Japanese pictures,
no opportunity offered in xylographic drawings for rendering it
with the brush, which is peculiarly well adapted to such work.
Nor again is the Japanese artist under any temptation to represent
relief by parallel or cross hatching—a process which, as Brinck-
mann rightly points out, is no less completely conventional than
any other ; only the reason lies not, as he supposes, in the use of
the brush instead of a harder medium, for the Japanese with his
brush can produce far finer and more uniform lines than the
European draughtsman with his implements, as the absolute
purity of Japanese outline conclusively proves. Rather is it the
case that the Japanese has no occasion to employ strokes in this
way. His attention being always concentrated on the decorative
value of phis design as a whole, what he principally aims at is,
besides expressive contour, a suitable distribution and co-ordina-
tion of his colour-surfaces, more especially the proportion of
dark, often unbroken black masses to lighter masses. Hatching,
adds Brinckmann, is only found where the nature of the object
to be rendered requires it, as in the case of a horse’s mane, a
tiger’s skin, a peacock’s tail, or the bark of a tree-trunk. To
indicate modelling within the contour of an object treated as
simply black, it is usual to leave white lines within the black
mass.

When the drawing is thus completed on the paper, which
is thin and of very hard surface, and if necessary may be rendered
more transparent by a damp rub over or slight moistening with
o1l, it is pasted, as has been said, on the block.

The block generally consists of a species of very hard cherry-
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wood or else box, and is always cut lengthwise, in the direction
of the grain, and not across it, as in Europe. The cutting
itself is done in this manner : first of all the two edges of the
contour lines are cut along with a knife, and then the superfluous
wood is removed with gouges of various shapes—formerly a
knife was used for this too—so that nothing remains but the
outlines of the drawing in relief. Finally, the fragments of
paper still adhering to the wood are cleaned off and the plate
is ready for printing. The impression itself is always taken off
either with the hand, or else, as formerly in Europe, with a rubber.
This is the secret of its clearness and beauty, as well as of the amaz-
ing fidelity with which it follows the artist’s individual intentions.
Special care is devoted to the selection of the paper, according
to the quantity of colour which it is intended to absorb, and
it is slightly damped before printing. In the case of some
particularly fine old prints it is thick and of loose fibre, so
that the design is deeply impressed on it; it has an ivory tone
and a smooth surface. The colouring matter—always water-
colour, not oil-colour—is mixed with a little rice-paste and
carefully applied to the block with a brush; the paper is then
laid upon the block and the back of it rubbed with the hand or
the rubber. The most varied effects may be attained by varying
the intensity of the colour, the proportion of water added to it,
and the pressure applied to the print.!

In the case of colour-prints, the artist takes off as many
copies of the outline-block as he intends to use colour-blocks,
and then further outlines all the parts which are to be printed
in the same colour on one of these copies in turn ; these are
then again cut on as many blocks as there are colours, one
being generally put on each side of the same piece of wood,

* Tokuno, Japanese Wood-Cutting, 1894 ; Anderson, japanese Wood-Engrav-
ing, p. 62 ff. (both with illustrations of the implements). See also Régamey,
Le Japon pratique (1891).
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and occasionally several side by side. The extraordinary develop-
ment of this branch of the art is doubtless due to the fact that
the cost of cutting rendered it essential to get the maximum
of effect from a minimum number of blocks. This was more
especially the case immediately after Harunobu in 1765 invented
the colour-print proper with its unlimited number of blocks ;
and every artist was continually casting about for fresh expedients
to reduce the number of his blocks, either by the partial super-
position of different-coloured blocks in printing, or by special
combinations of colours designed to modify the surrounding
colours, and so forth. It is by no means always the case that
a sheet is printed from just as many blocks as it has colours; for
the printer has it in his power—indeed, this is the capital function
of his art—to weaken his colours on any part of the block by
rubbing off the pigment or to intensify them by adding more
to it, so as to graduate his tones, or else to fuse one colour
gradually into another and cover, whether simultaneously or
successively, different parts of the block with quite different
colours. The artists of the best period found five or seven
colours sufficient for their needs; but in the case of the
surimonos (see below), which were intended to be unusually
sumptuous, especially at the beginning of the nineteenth century,
the number often rises to twenty or even thirty.

Correct register of the various colour-blocks is secured by
cutting an angle in the lower right-hand corner of the outline-
block, and in the left-hand corner in the same straight line a
slot. These two marks are cut in exactly the same place on
all the other blocks, and in printing the sheets are imposed in
such a way that their lower and right-hand edges fit exactly
against these marks. By this simple device perfect adjustment
of register is almost invariably secured.

Those of us who are only acquainted with modern prints,
with their predominance of aniline red and blue, can form no
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conception of the colours of the fine old prints.! Chief among
the reds are a bluish red made from vegetable juice, called ens,
a brick-red oxide of lead, called za#, which has a slight tendency
to become black, and the Chinese cochineal red. The yellow is
generally a light ochre; red ochre was introduced later. The
blue is either carbonate of copper or indigo; the green was
originally light, dark green came in later. Intermediate colours
such as grey, cold brown, and olive green were added in the
course of time. Black has played an important part from the
earliest period down to modern times; at first somewhat
greyish, it afterwards gained full intensity and lustre, and was
much employed in broad masses. Flesh tints are indicated
almost imperceptibly, if at all; but in some prints de Juxe,
especially at the end of the eighteenth century, they are brought
out by sprinkling the white ground that relieves them with
finely powdered mother-of-pearl, called mica, which produces
a soft sheen.

There is also a special class of colour-print in which the
second block is employed merely to produce a grey intermediate
tint, a third block being often added for flesh tints. These two-
block and three-block prints, which are very delicate in effect,
are used chiefly in facsimile reproductions of drawings, e.g.
of Hokusai. Wash sketches in broad brushwork and few
colours, like those of Korin, Masayoshi, &c., are reproduced in
. the same way, sometimes with blue and red from a second and
third block.?

The effect of colour-prints may also be heightened by dry
or blind impressions, which are cut on yet another block and
render the patterns of dresses or stuffs, the details of distant
landscapes, wave lines on water, occasionally the folds of light-
coloured robes. They are seldom absent on carefully executed

1 Tokuno, p. 226 ff. ; Anderson, Jepanese Wood-Engraving, p. 67 fi.
¥ Brinckmann, p. 229.
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prints ; Shigenaga is said to have been the first to employ them,
about 1730.

Colour-prints go by the name of nishikiye, Z.e. brocade
pictures; the general name for single-sheet prints is ichimaiye,
Three further special kinds must be mentioned here. The
first is the triptychs, consisting of a single design covering
three folio leaves; pentaptychs are not unknown. The second
Is the long narrow strips which Fenollosa calls kakemonos.
The best masters have been tempted to try their hand at
this species, which at first sight would seem to give scope but
for a single figure, and even that in none but quiet poses. Yet
it has been employed with the happiest results for designs
with two, three, or even more figures, side by side or one
above the other, at rest or in active movement. Thirdly, there
are the square surimonos, which art-lovers sent to each other as
New Year’s greetings, and which also served to convey con-
gratulations or announcements on other occasions; their get-up
was most luxurious, gold, silver, and various kinds of bronze
toning, a profusion of colours and blind impression were
lavished upon them.! Harunobu is said to have been the
first to bring them into fashion, his prints dated 1765 being
doubtless referred to; Hokusai and his pupil Hokkei produced
a number of the very finest. A celebrated example of them is
the series of seven designs by Shuntei, representing the seven
Gods of Good Fortune in the shape of well-favoured and
gorgeously robed ladies ; these same seven gods entering harbour
on their ship in the night between the second and third days
of the New Year, is another favourite subject. Brinckmann
has pointed out that two years, 1804 and 1823, are conspicuous
for their large output of finely printed surimonos. The former
was the first year of a cycle of sixty years, according to a system
of computation borrowed from China, the seventy-fourth cycle, to

1 Brinckmann, p. 291 ff.
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KIYOMITSU : YOUNG GIRL CHASING FIREFLIES AFTER
A BATH. An insect-trap on the floor. In the garden a
pond with irises.  7/ree-colour print in grey, pink, and
vellow.
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KORIUSAT: A LADY CUTTING THE HAIR FROM THE NAPE OF HER
YOUNGER SISTER'S NECK. On the screen a harvest scene, which a
prince warches from his palace window. To the 1ight a mirror on a
stand ; behind, a branch of blossom. The first of a series of five plates.
In grey and brown.
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be precise, and a year of the Rat, in terms of the short notation.
The latter was the twentieth of the same cycle and a year of
the Goat. “The year 1804, a time of general festivity and
the development of Japanese social life in all its brilliance,
witnessed the production of many surimonos, among them the
most characteristic and elaborate of Hokusai. In 1823 com-
petitions took place for the finest designs in New Year cards;
art clubs and other societies, among them more especially the
‘Society of Flower Hats,” vied with one another in the inven-~
tion of original and elegant surimonos, and gave commissions
to the artists.”

3. Tue OprenIiNGg Ur or Jaran.—Since the coup d’état of
1868 Japan is open to Europeans. Indeed, so great was the
zeal of the Japanese to turn the achievements of European
civilisation to their own profit, that at first they took over in
indiscriminate haste good and bad alike, science and industries
as well as the ugly and the “cheap and nasty,” and were misled
into despising their own best possessions—their national costume
and their national art. It is true that they began remarkably
soon to realise their folly in this respect ; still, the interval was
long enough to enable European and American dealers and
collectors to get into their hands a considerable proportion of
the national art-products, and among them particularly colour-
prints. Our knowledge of this branch of art is based upon
collections so formed. Since the Museum of Japanese Art was
founded in Tokio, the ancient Yedo, in the seventies of last
century, and retrospective exhibitions held there have once more
opened the eyes of the Japanese to the merits of their indigenous
art, prices have risen so enormously that scarcely anything of
special value is likely henceforward to leave Japan.

From the time that a Portuguese mariner in 1§42 first
touched its shore, Dai Nippon, the “Empire of the Rising

Sun,” with its 3800 islands, which Columbus had set out to
B
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seek and found America in its stead, has always been the object
of European longing, cupidity, and admiration.* To this day
the traveller returning from Japan is full of enthusiasm for the
beauty of the landscape, the mildness of the climate—in the
temperate tracts round Yedo there is scarcely a month of snow
and ice—the skill and industry of the men, the charm and
modesty of the women. To be sure, the first European settlers
contrived to make themselves thoroughly detested. The Jesuits,
who landed there in the sixteenth century, formed business
connections, imported guns and tobacco, and made numerous
proselytes. When their behaviour became too imperious, the
natives rose against them; in 1638, 40,000 Christians of Japan
are said to have suffered martyrdom. 1597 was the date of the
first Dutch East India voyage, 1602 that of the foundation of
the Dutch India Company. Relations between the Europeans
and Japan were principally maintained from the island of
Deshima ; but soon after, feeling against the foreigners in the
country began to run high. From 1641 onwards Japan remained
accessible only to the Dutch and to the Chinese, and that only
through the port of Nagasaki; from this port were shipped a
special class of goods, notably porcelain, which was manufactured,
specially for export, in immense quantities according to recog-
nised patterns, particularly in the western province of Hizen,
where Nagasaki is situated. 45,0c0 pieces of such porcelain
were thus brought to Europe in 1664 on board of eleven Dutch
vessels; and a large trade was similarly done in lacquered
furniture during the seventeenth century. No European, how-
ever, was allowed to enter the country.?

The middle of the nineteenth century witnessed radical
changes in this respect. In 1853 a commercial treaty was

1 Madsen, pp. 1-6.

* O. Miinsterberg, Japans auswdrtiger Handel von 1542-1854 (Stuttgart,
1896), ch. v.
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concluded with the United States of America, and was followed
by similar treaties with England, France, and Russia. In 1860
the first Japanese embassy embarked for Europe. In 1890 a
constitution was granted to the nation.

Japanese woodcuts first attained more general recognition
at the Great Exhibition of 1862 in London; the first colour-
prints reached Paris by way of Havre in the same year. Artists
like Stevens, Whistler, Diaz, Fortuny, Legros, who were then
living in Paris, gave them their immediate attention ;' they were
followed by Manet, Tissot, Fantin Latour, Degas, Carolus Duran,
Monet, and people began collecting the prints. The etchers
Bracquemond and Jacquemart, and Solon of the Sévres porce-
lain works, became the most ardent champions of this latest
discovery in art. Travellers like Cernuschi, Duret, Guimet,
Régamey, returned from Japan and began to sing the praises
of the country and the country’s art. Writers like Goncourt,
Champfleury, Burty, Zola; publishers like Charpentier; crafts-
men like Barbedienne, Christofle, Falize, joined in the move-
ment. Villot, the former keeper of the Louvre pictures, was
one of the first to found a collection of Japanese woodcuts.
The ground having been so thoroughly prepared, the Paris
Exposition of 1867 became in due course the scene of a decisive
triumph for the art of Japan. Soon afterwards the Parisian
friends of Japan formed themselves into a Société du Jinglar,
which met once a month at a dinner in Sévres.

Since’ the revolution of 1868, by which the Mikado’s resi-
dence was transferred from the old inland capital Kioto to
Tokio, till then known as Yedo, on the south coast, formerly
the seat of the Shoguns (the ruling military commanders), and
the feudal lords were gradually abolished, Japan, and conse-
quently Japanese art, has been entirely open to Europeans.

1 E. Chesneau, “ Le Japon & Paris” (Gazette des Beaux Arts, 2 pér., tom. xviii.
(1878), pp. 385, 841 ff.).
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The recognition of Japanese art was still further advanced by
the Universal Exhibitions of 1873 at Vienna and of 1878 at
Paris, which latter had been organised by Wakal, a man with a
thorough knowledge of his country’s art.

It was not until the middle of the seventies that a museum
was founded in Japan itself, at Tokio, for collecting the pro-
ductions of the ancient art. The first director was Yamataka.
When a second museum was founded in the middle of the
eighties at Nara, Yamataka exchanged his position for the
directorship of Nara, the Tokio Museum being allotted to the
former Director-General of Art and Science, who subsequently
became Viscount Kuki. And when the year 1895 saw the
foundation of a museum in the old imperial city of Kioto, near
Nara, Yamataka took over the superintendence of both together.

The most important “collections formed in Europe are as
follows : ! Siebold brought home in 1830 his collection of some
800 paintings (kakemonos), which is now preserved at Leyden.
Sir Rutherford Alcock exhibited his collection of wood-engrav-
ings at the London Exhibition of 1862, and John Leighton
delivered an address upon it in the Royal Institution on May 1,
1863 ; it seems, however, to have consisted principally of works
of the nineteenth century. In 1882 Professor Gierke, of Breslau,
exhibited his collection of paintings, some 200 pieces, in the
Kunstgewerbemuseum at Berlin; this collection was acquired
for the Prussian State, which already possessed, in the Berlin
Print-Room, a small collection of illustrated works formed by
an earlier owner. Professor Gierke was prevented by his death,
which took place in the eighties, from taking in hand the history
of Japanese painting which he had planned. In the same year
(1882) the British Museum acquired, for £3000,% a collection

1 ¢f. Madsen, pp. 9-11. Ph. Fr. von Siebold was surgeon to the Dutch
Indian army in Japan from 1823-30.

2 Anderson had had the assistance of Satow, the Japanese secretary of the
English embassy at Yedo, in the formation of his collection.
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of about 2000 Japanese and Chinese paintings and prints from
Dr. William Anderson, who had been Professor of the Medical
Academy in Tokio. In Paris, where many private collections
of Japanese woodcuts came into being—those of Gonse, Bing,
Vever, Gillot, Manzy, Rouart, Galimart, and latterly of Koechlin
and Count Camondo, deserve special mention—a retrospective
exhibition of Japanese art was organised as early as 1883, and
was followed by a special exhibition of Japanese wood-engravings
in 1890. At the beginning of 1893 a select exhibition of
Hiroshige’s landscapes took place in Durand Ruel’s rooms.
The Oriental department of the Louvre possesses a small
collection of wood-engravings, and so do the Musée Guimet
and the Bibliothéque Nationale (the Duret Collection of illus-
trated books). A society of Japanophiles (Japonisants), con-
sisting of about fifteen members, holds monthly meetings in
Paris. In February 1909 the first exhibition of Japanese wood-
engravings in private possession was held in the Musée des Arts
Décoratifs, and was to be followed by a series of others. In
1888 the Burlington Fine Arts Club organised an exhibition
of Japanese wood-engravings; a Japan Society was founded;
among English private collections that of Edgar Wilson is
specially highly praised. The largest collection, however, is
in the possession of the Museum of Fine Arts in Boston, viz.
some 400 screens, 4000 paintings and 10,000 prints, which were
brought together by Professor Ernest Francisco Fenollosa, who
stayed twelve years in Japan as Imperial Japanese Fine Arts
Commissioner, and many years of whose life were spent in
describing and classifying these treasures. He also possessed
a noteworthy collection of his own. Among other American
collections, those of Charles J. Morse and Fred. W. Gookin
in Chicago and of George W. Vanderbilt in New York may be
mentioned. Mr. Francis Lathrop, of New York, possesses about
170 Kiyonagas. Dr. Bigelow had exhibited a rich collection
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of Hokusais in Boston. In Germany there are the collections
of Koepping and Liebermann in Berlin, Stadler in Munich,
Frau Straus-Negbaur in Frankfort-on-the-Main, Jaekel in
Greifswald, Moslé in Leipzig, Oeder in Dusseldorf, Grosse in
Freiburg (Breisgau), and others. The Berlin Print-Room has
already been mentioned ; the library of the Berlin Kunstgewerbe-
museum has since then tended more and more to become the
central repository of State collections; the Museum fiir Kunst
und Gewerbe at Hamburg possesses a number of prints, &c. ;
and in the Print-Room at Dresden the foundations of a collection
have been laid.

Hand in hand with this increased interest in and compre-
hension of Japanese wood-engraving has gone the development
of the literature on this subject (see the bibliography at the end).
The first detailed and trustworthy information about the history
of Japanese painting, as well as some notes on the history of the
wood-engraving, was supplied by Anderson in his pioneer work,
A History of Fapanese Art, published in the Transactions of
the Asiatic Society of Fapan, vol. vii. (1879); his work de Juxe,
The Pictorial Arts of Fapan, in two volumes (1886), and the
Catalogue of his Japanese and Chinese paintings acquired by
the British Museum, which appeared at the same time, further
elaborate the same material, while his Fapanese Wood-Engrav-
ing, published in the May number of the Portfolio of 1895,
condense it into a short, popular outline of the history of
Japanese wood-engraving. Professor Gierke followed Anderson
in 1882 with the Catalogue of the exhibition of his collection in
the Berlin Kunstgewerbemuseum, which contained a short but
comprehensive and exhaustive and quite independent survey of
the history of Japanese painting; and in the following year came
Gonse’s L’ Art Faponais, a monumental work in two volumes,
the first comprising painting and wood-engraving, in which a
first and not unsuccessful attempt was made to comprehend
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Japanese art from the artistic point of view. Gonse’s work was
criticised by Fenollosa in his Review of the Chapter on Paint-
ing in Gonse’s “ L' Art Japonais™ (published first at Yokohama,
then at Boston in 1885), and his energetic repudiation of
Gonse’s (the current) gross over-estimate of Hokusai’s import-
ance in Japanese art was doubtless very well justified ; at the
same time Fenollosa was bound to admit that Gonse had suc-
ceeded admirably in making clear to his readers the genius of
Korin, an artist whose qualities are by no means obvious to
Western appreciation. Incidentally Fenollosa’s far wider and
deeper knowledge of both the pictures and the authorities
enabled him to contribute a most stimulating survey of the
chief points of view from which the development of Japanese -
painting is to be judged. In 1885 appeared a little book,
entitled Fapansk Malerkunst, by the Danish artist Madsen
(pronounced Massen). The language in which it is written
has unfortunately prevented it from attaining anything approach-
ing the publicity which it deserves for its thoroughness, its espriz,
its genuinely artistic feeling, and its fascinating style. Even now
a translation of it would constitute the best possible introduction
to the genius of Japanese art.

In 1889 a new generation appeared on the scene, which began
to extend the province thus lately thrown open by painstaking
researches on single points. Brinckmann in Hamburg pub-
lished the first volume of his work on the Arts and Crafts of
Japan, in which he offered a complete survey of the history of
Japanese painting and wood-engraving, but still evinced a ten-
dency to take his stand beside Gonse rather than Fenollosa, par-
ticularly in his over-estimate of Hokusai. Bing in Paris laboured
zealously to familiarise the widest circles with Japanese art
through his Fapon Artistigue, a splendidly got-up production,
which appeared in three languages, French, German, and Eng-
lish, and by its excellent illustrations made possible a profound
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insight into the Japanese point of view. The series of repro-
ductions entitled Kokkwa, which has been publishing at Tokio
since 1890, attains a much smaller circulation, in spite of being
far more magnificent still. The catalogues of the Paris Loan-
Exhibition in the Ecole des Beaux-Arts, 1890 (with an intro-
duction by Bing), and of the Burty Collection, 1891 (with an
introduction by Leroux), competently initiated the collectors
of Paris into the province of the wood-engravings, hitherto
unknown to all but a few. In 1891 Goncourt published his
book on Utamaro, the first monograph devoted to a Japanese
artist, and followed it up in 1896 by his book on Hokusai,
which provoked a good deal of recrimination, as it was based on
materials which a Japanese had originally collected on com-
mission for Bing, but fraudulently disposed of a second time,
whereby Bing was anticipated by Goncourt and prevented from
carrying out his plan of publishing a monograph on Hokusai.
Muther’s widely read Geschichte der Malerei im XIX. Fahr-
hunder: contributed its share to popularising the Japanese
wood-engraving in Germany, but, owing to the shortness of the
chapter in question and the smallness of the reproductions, could
convey no more than a very general notion of the subject.
A better result was achieved by Anderson’s popular work on
Fapanese Wood-Engraving (Portfolio, 1895), with its very service-
able illustrations.

Finally, the beginning of the year 1896 saw the knowledge
of Japanese wood-engraving enter on a fresh and presumably
final phase by the publication of Fenollosa’s exhaustive Cata-
logue of the ‘“ Masters of Ukiyoye ™ Exhibition in New York, a
work which combines full mastery of the materials with artistic
freedom, vigour of style, and the minutest penetration into
every detail. This catalogue, which expressly excludes all
historical information, comprises a description of some 400
selected wood-engravings, arranged in their presumable chrono-
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KIYONAGA : A STREET SCENE AT NIGHT. On the left a young man is conducted from the
tea-house to the oire-house. On the right a singer and an attendant carrying her shamizen.
Part of a triptych, the right side of which is missing.
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logical order, together with some fifty paintings by the same
artists, which are inserted in this scheme of development; it
determines in effect—what no one had hitherto succeeded in
doing—the time-limits within which each artist worked, the
changes which the style of each underwent, and lastly, based
on these special investigations, the main periods in the develop-
ment of Japanese wood-engraving as a whole from about 167§
to 1850. All this is set down with such convincing lucidity
that for the future nothing more than corrections of minor
detail need be looked for; the history of Japanese wood-en-
graving in all its ramifications stands so compactly built up that
we might think ourselves fortunate if we had an equally good
foundation for even a single period of European art-history—in
which connection it must be remembered that Fenollosa deals
not with a small group of artists, but with hundreds, even
ignoring as he does the multitude of quite insignificant wood-
engravers who flourished in the nineteenth century. All this
mass is here, as all competent art-history requires, already so
sifted and arranged that only the comparatively small band of
choice and leading spirits stand out above the rank and file.
The confidence with which Fenollosa dates each sheet in his
catalogue within the limits of a single year may seem surprising ;
but we must take into consideration—as he himself remarks
and is bound to remark as an experienced investigator—that
the date in each case is only approximate, since there is no such
thing as absolute certainty in things artistic, however fully a
man may be convinced that his opinion is correct. Moreover,
these exact dates have not been arrived at, as might at first
appear to be the case, simply by comparing the styles of the
various sheets; Fenollosa must surely have taken the traditional
dates of the various artists into consideration—no small assist-
ance, as it happens, since fortunately most Japanese woodcuts
are signed with the artist’s name, while the certainly dated
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sheets are too few in number—in the eighteenth century, the
best period, e.g., some of the years 1743 (Shigenaga), 1765
(Harunobu), 1783 (Kiyonaga), 1795 (Utamaro)—to give us
a precise chronology by their help alone. It is true that the
styles of coiffure, to which Fenollosa rightly attaches great
weight, constitute a very material aid to the exact dating of
individual prints; but how, we may ask, can he know what the
fashion of any particular year may have been, for purely stylistic
considerations cannot, as has been shown, have given him the
required information? We know of no such thing in Japan as
a fashion paper, no chronicle of the yearly changes of taste such
as we have in Europe. There does, however, exist one source
of information, a source from which Fenollosa, as he himself
states, has drawn lavishly, by which all mutations of dress and
especially of coiffure can be followed up as accurately as need
be. This source is the illustrated books, which are in the
majority of cases dated. They are the basis of Fenollosa’s
powers and the key to the astonishing results of his researches.
If he had included these illustrated books, as he did the paintings,
in the New York Exhibition and his catalogue, their relation
to his whole work would have immediately appeared, and his
results would have become still more instructive and con-
vincing, since they enable us to trace the changes not merely
of fashions but of style in the individual artists, who as
we know were frequently the same as those who produced the
single sheets.

Fenollosa, unhappily, succumbed to heart-disease in London
on the 21st September 1908, without having had time to write
the exhaustive history of Japanese painting and wood-engraving
which he projected. Besides the works already mentioned he
edited the small but important Catalogue of the exhibition at
Tokio (1898) and published the splendidly got-up work, The
Masters of Ukiyoye.
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In 1897 there at last appeared a compendious History of
Fapanese Wood-Engraving, by Edward F. Strange, of the staff
of the South Kensington Museum. Although not altogether
devoid of a sense of artistic values, it yet devotes far too much
time to all sorts of unessentials, such as the life-history, the
surnames and the residences of the artists, while in most cases
dismissing their artistic activity with a few general phrases. Its
greatest shortcoming, however, is that it gives a totally false
impression of the development of Japanese wood-engraving,
that it discusses the art of the nineteenth century, of which
alone the author appears to have had an adequate and first-
hand knowledge, in altogether disproportionate detail, to the
neglect of the eighteenth century, which is historically the
most important, while in the nineteenth century there are,
except Hokusai and Hiroshige, very few names that count.
The' author has herein shown that he has not approached
his task with the necessary seriousness and love of his
subject, so that there is a suggestion of commercialism about
the whole book which is likely to do the study of Japanese
art more harm than good. Strange had, however, not yet
been able to make use of Fenollosa’s fundamental catalogue
of 1896. He further published a book, Fapanese Colour-Prints,
in 1904.

In the same year (1897) the first edition of the present
work was published. In 1900 Duret published a list of
illustrated books which had been acquired for the Print-
Room of the Bibliothéque Nationale. Several sale catalogues
which have appeared since 1902 have advanced our know-
ledge of the subject. Since 1904 Perzinski has published
several short but discriminating essays on Japanese wood-
engravings. In 1907 Kurth published a comprehensive work
on Utamaro.

Japanese notices about artists of the older period are con-
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way to Korea through Central Asia and China. Gonse had
already pointed out that the earliest productions of this
Buddhistic art in Japan are surprisingly like such works as
the ruins of Borobudhur in Java, and especially those of Angkor
in Kambodia, and are accordingly much more Indian than
Chinese in character.! Friedrich Hirth has since then traced
for us the probable path which this art-tradition took. The
painter Wai-tschi I-song, whose works served the Koreans as
models for their Buddhistic paintings, came from Khoten in
Central Asia, where the princely court was noted for its love
of art. Presumably the art which had been brought thither
from India he transported to Tschang-an-fu, the capital of
the seventh century, and from there it was propagated farther
to Korea? Buddhism was introduced into Japan in §52 and
became the religion of the establishment in 624. Under the
Emperor Kotoku (645-654) Japan received a constitution after
the Chinese model.

To this Buddhistic, stiffly hieratic painting, there stood
opposed from the start the vivacious, purely secular painting
of the Chinese; but each had its own peculiar justification.
Buddhistic painting, mindful of the mysteries it represented,
always remained solemn and dignified, and occupied itself
with the minutest elaboration and the richest ornamentation,
heightened by the use of gold and brilliant colour. Chinese
painting, on the contrary, being the fashionable pastime of the
cultivated, followed the varying tendencies of the time and
adapted itself to the tastes of different countries, preserving,
however, its fundamental principle, namely, to strive for a bold,
light, sure, and as far as possible individual touch. This
affinity with calligraphy had the effect, not indeed of banishing
colour altogether, but of making its interest for the most part

! Gonse, i. 166.
2 F. Hirth, Uber fremde Einfliisse in der chinesischen Kunst, p. 46.
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subordinate, and of laying all the emphasis upon skill in giving
as perfect a picture as possible with a few bold powerful strokes,
that is to say, in getting the utmost effect out of the contrast
of black and white. This economy of means has always re-
mained the characteristic of Chinese painting.!

Although the first Japanese painter of whom we have actual
knowledge, Kanaoka, does not appear until the end of the ninth
century, everything points to the fact that he represents the
culmination of the first great epoch of Japanese art, and not, as
one might suppose, the beginning of real Japanese painting.
For the little that we know of his work and of Japanese art
of the preceding seventh and eighth centuries, especially of
sculpture, bronze and wood-carving, suggests the conclusion
that this young and vigorous nation had rapidly built up an art
of its own, full of power and expression. Although, to begin
with, the forms represented in painting remained at first foreign
—XKorean, Chinese, and Buddhistic—the contents of the repre-
sentation must have been purely Japanese, corresponding to the
hlgh standard of culture that the country had achieved. Other-
wise, Kanaoka would not have been able to preserve through
all the succeeding ages the fame of having been the greatest
Japanese painter; for it is not possible to attain to such a
height by mere imitation of a foreign art. At the beginning
of the ninth century, Buddhism had already been completely
absorbed into the national point of view, and so was reconciled
to the dominant creed of Shintoism.

To this early period, comprising the seventh and eighth cen-
turies, which is known as the Nara period (so called after Nara,
then the capital city, with its new High Street and new gates),
belong the following works among others: the well-known full-
length portrait of Prince Shotoku with two boys (Kokkwa, 78),

! Bing in the Revwe blanche (1896), p. 164. Binyon, Painting in the Far
East (1908).
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which is now, however, supposed to be appreciably later ; a fresco
of Indian character in the Horiuji Temple; six paintings on a
folding-screen, representing the “ Beauties under Trees,” which
are Chinese in style, but already Japanese in feeling. A portrait
of Kobo Daishi, a saint of the early ninth century, by the priest
Gonzo, is also mentioned.

Kose no Kanaoka, as a son of that ninth century which the
powerful China of the Tang dynasty influenced so profoundly,
worked entirely under the spell of the Chinese, and especially
of the Buddhist school. He lived from about 850-8go. His
teacher had been a Chinese emigrant named Gokioshi. As
Kanaoka’s chief work are mentioned the pictures of the
Chinese sages, which he copied in 888 from Chinese originals
in the palace of Kioto (whither the capital had been transferred
from Nara in 794). Besides pictures of deities according to
Buddhistic rules, he also painted representations from life, or
from history and tradition, as well as landscapes and animals; it
is reckoned as his principal merit that he enlarged the traditional
scope of representation by including scenes taken from Japanese
history, from heroic legend, and from the lives of celebrated
priests. Gonse had alleged that only four paintings of
Kanaoka’s could still be traced; one of these, a kakemono
belonging to the dealer Wakai of Tokio, which represents
the Buddhist saint Jizo, is reproduced in his [Adrt Faponais
(i. 169). Fenollosa, however, considered two of these pictures
to be certainly of later origin, and the remaining two doubtful ;
but he names three others in their stead, which in his view
are to be reckoned among the very grandest creations of
Japanese art, and on the basis of these he defines Kanaoka’s
position by a comparison with that of Phidias in Greek
art.! In the Boston Museum are four paintings which are

1 Anderson, 7ransact., p. 342 f.; the same, Cat., p.xv. ; Gierke, p. 12; Gonse
in Cat. of Jap. Ex. at Paris, 1883; Fenollosa, Review (1885), p. 9 ff.
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probably the work of “Shi Ten O himself, also the copy of
the portrait of a young prince by Kanaoka. The Hayashi
collection (sold by auction in Paris in 1902) contained the
seated figure of the Bodhisattva Jizo, probably that reproduced
by Gonse (v. supra). Binyon' reproduces the beautiful full-
length portrait of the minister Sugawara Michizane, which
is pronouncedly Chinese in character.

But still greater renown than his paintings ever brought him
accrued to Kanaoka as the founder of the first national school
of Japanese painting, the Kose-riu, so called from his family
name. In Japanese a sharp distinction is made between schools
(rin) and styles (ye, sometimes erroneously written ¢ or we).
Schools (7iu) arise through the propagation of definite methods of
painting within certain families, which are further strengthened
by the adoption of strangers who assume the name of the clan;
in several cases (dealt with below) they have prolonged their
activity through a series of centuries. ¥¢ (community in style)
is, on the contrary, a quite loose and external connection, corre-
sponding exactly to our idea of style. Until Kanaoka’s time

there were, as has been said, three styles of painting—the

Chinese (Kara-ye), the Korean (Korai-ye), both of which may be
grouped together, and the Buddhistic (Butsu-ye). Painting was
a refined pastime, indulged in by priestly and noble amateurs.®
Kanaoka was the first, in the year 880, to found a school of
professional painters which was at the same time a national
school of painting ; its basis was principally Buddhistic, and it
stood under the influence of the Chinese Tang school. As
he himself belonged to the highest nobility, so the aristocratic
character was always preserved in the school or clan of painters
that he founded, the Kose-riu. This holds good for all painters
and schools that arose subsequently until the sixteenth century.
It was not till then that one of the dourgeois succeeded in

v Painting in the Far East, frontispiece. % Gierke, p. 23.
C
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winning a name for himself; and it was not until the seven-
teenth century that a really popular, or, according to the
Japanese ideas, plebeian school arose, of which the maturest
fruit is that colour-printing to which we are about to give
our attention. Kanaoka’s clan was continued in his son Aimi,
whose son again was Kintada; Hirotaka, Kanaoka’s grandson,
continued the school in the tenth century. To him is ascribed
“The Death of Buddha,” in the British Museum,! which is
akin to the style of the Chinese painter Wu Tao Tze, and is
remarkable for its expressiveness.

Although Chinese influence subsequently continued even
down to our own century, at times in fact grew in strength,
still Japanese painting must have retained its independence,
as otherwise it would be inexplicable that at the end of the
tenth century Japanese paintings were presented as a gift to the
Chinese court, where the most exacting standards of taste had
always obtained.” The difference between Japanese and Chinese
art methods is brought out by the discerning Le Blanc du
Vernet, in a small work that appeared anonymously, Le Fapon
artistigue et littéraire (p. 11), where he remarks that, while the
art of the cool and sceptical Chinese was usually methodical,
exact, dainty, and ‘“precious,” that of the Japanese, corresponding
to their character, had become in all respects free, lively, cheerful,
and full of variety. We must emphasise, he says, the fact that
Japanese art did not fall into slavish imitation, but that it
took over from the art of the Celestial empire only experience,
method, and technique, and by applying these to national subjects,
developed an independent style that possessed more elegance,
creative power, mobility, and pliancy than did that of the
“Celestials.” Yeshin Sozu, who died in 1017 at the age of
seventy-six, is mentioned as one of the most remarkable
Buddhistic painters of this period.

1 Binyon, pl s. ? Hirth, Fremde Einfliisse, p. 73. |
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But it was not until the beginning of the eleventh century,
when Japan was beginning to seclude itself from the foreigner,
that the Japanese method of painting seems to have freed itself
definitely from the Chinese. For the Kasuga school, which now
succeeded the moribund Kose school, is also noticed as the
founder of the Yamato-ye, or Japanese style, which then found
its most conspicuous propagator in the great Tosa school, which
flourished in the twelfth century. This style received its name,
Yamato, from the contemporary name of Japan. In those
days, during the Haian period (794-1186), synchronising in
essentials with the Fujiwara period (870-1130), which derives
its name from the family which possessed the hereditary
monarchy since 669, the Japanese gave themselves up un-
restrainedly to the pleasures of life, and their morals suffered
grievously in consequence.

The founder of the Kasuga school at the time mentioned
was the painter Motomitsu, a pupil of Kose Kimmochi,
one of the last representatives of the Kose school. Burty
traces back the designation ‘Kasuga school” to the temple
of the same name at Nara, which temple, it is said, was
from the eleventh to the fifteenth centuries furnished with
paintings by Takachika and his successors.! Burty mentions
the Takuma school as another fairly contemporaneous school,
which flourished from the eleventh to the fourteenth century.

Not indeed a school, but a particular branch of painting,
that called Toba-ye, or the Comic, was founded in the twelfth
century by a Buddhist priest of high mark, Ko Kuyu, called
Toba Sojo, who died in 1140, and is supposed to have been
the first to draw caricatures. Bing praises their liveliness and
modern spirit. Fenollosa observes, however, that these humorous
sketches are not necessarily to be considered as his pre-eminent

1 Cat. Burty, p. xvi.; not so Gierke, p. 23; ¢f. Anderson, Zransact.,
p. 344.
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work, for he is said to have painted some very beautiful things
in the Buddhistic style.!

The fierce contests which were fought out during the twelfth
century between the noble families of Minamoto (Genji) and
Taira (Heike), and which ended in its concluding years with
the elevation of Minamoto no Yoritomo to the Shogunate
(Generalissimoship), brought about a noteworthy change in
art: the Kasuga school was succeeded, in the beginning of the
thirteenth century, by the Tosa school, which was destined to
long activity and profound influence, and whose significance, as
chief representative of the national Japanese style, the Yamato-
ye, became especially conspicuous when, in the fifteenth century,
the influence of Chinese style reasserted itself with renewed
strength, and led to the founding of the Kano school, equally
eminent, but pursuing other aims. The Tosa school represented
courtly art, which had its centre in the imperial residence at
Kioto, in the middle of Japan, whereas the Shogun, who at the
end of the civil war had achieved independence, had set up his
residence first in Kamakura in the Kuanto, then in Yedo, the
present Tokio, on the south-east coast. The period is thence
known as the Kamakura period (1181-1333). During it
feudalism developed itself, the Samurai, hitherto the warrior
caste, rising to be the caste of nobility. It was particularly
on the makimonos, long horizontal rolls with many figures,
as also on screens and in gift-books, that this school depicted,
with the delicacy and minuteness of a miniature, those historical
scenes from the battles of the Fujiwara, Minamoto, and Taira,
from court festivals and the life of chivalry, which may be
taken as the faithful expression of national Japanese feeling.
Such pictures, with their brilliant colouring of vermilion, blue,
and green, standing out from a background of gold, give an

1 Bing, in the Revwe blanche (1896), p. 166 ; Fenollosa, Review, p. 13;
Anderson, 7ransact., p. 345.
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opulent representation of the life of that time. Especial weight
was given to the true and accurate rendering of the court
ceremonial costumes; but, although the motions of the persons
portrayed, as the refined etiquette of the court required, were
represented as serious, grave, and dignified, this art never
degenerated into pettiness, but always maintained its broad
decorative character. The fact that the vertical picture, or
kakemono, which' makes a more independent appeal, was more
rarely used in this period would seem to indicate the beginning
of a decline, and accordingly Fenollosa conceives of the whole
Tosa school as a revolt from the robuster style of Kanaoka.

The founder of the school, at the beginning of the thirteenth
century, was Fujiwara no Tsunetaka, who as Director of Fine
Arts bore the title Tosagon no Kamil' Other artists of this
school are Fujiwara Mitsunaga, whose makimonos are full of
movement ; also Fujiwara Takanobu, and his son, Nobuzane
(1197-1265), who in 1221 painted the picture of the poet
Hitomaro, and one of whose pictures, a beautiful study of the
saint Kobo Daishi as a boy, is reproduced by Binyon (pl. 6).
Kecion is mentioned as the founder of a special school, the
Sumiyoshi-riu, which lasted into the eighteenth century. In
consequence of renewed civil wars, a certain decline seems to
have taken place in the second half of the thirteenth century;
this decline continued into the fifteenth century, though there
still remain for the fourteenth century a number of eminent
names, especially Tosa Yoshimitsu. In 1274 came the invasion
of the Mongols under Khubla Khan; in 1334 the Hodjo were
overthrown by the Ashikaga, and the Ashikaga Shoguns ruled
from that date until 1573.

In the beginning of the fifteenth century came the revival

3 Thence Le Blanc du Vernet (Le Japon artistique et littéraire, p. 28) deduces
the name of the school ; otherwise Gierke, p. 14 {. ; ¢/ Anderson, Transact., p. 346 ;
Fenollosa, Review, pp. 9, 13 f.; Cat. Burty, p. 3; Appert, p. 142.
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of Japanese art by the influence of China. The Buddhist
priest, Chodensu, who in 1409 painted his famous picture of the
death of Buddha, is by Anderson compared with his contem-
porary Angelico, but from Fenollosa’s description he must have
represented rather a revival of the powerful style of Kanaoka.
He died in the year 1427, at the age of seventy-six. His
masterpiece, the priest Shoichi Kokushi seated, is reproduced in
Tajima’s work, vol. vi. ; a shoki as devil-queller in Binyon (pl. 13).
His contemporary, Josetsu, according to some a Chinese priest,
according to others at any rate educated in China, developed a
still more enduring activity by establishing a school for painting
in Kioto, by which the Chinese style was again brought into
repute and from which proceeded a series of the most important
painters, such as Soga Shubun, Sesshu, and Kano Masanobu.
Josetsu himself painted principally landscapes of delicate execu-
tion, but not in accordance with the style then prevailing in
China, which flourished afresh under the Ming dynasty (1368-
1644), but in that of the remote Sung period (960-1278), the
productions of which, even in China itself, are still counted
as unsurpassable models. Nen Kawo, who worked about the
middle of the fourteenth century, is mentioned as a predecessor
of Chodensu and Josetsu.!

Josetsu’s pupil, Soga Shubun, a Chinaman naturalised in
Japan, painted landscapes, figures, birds, and flowers in the style
of his master; as a painter he is perhaps more remarkable than
Josetsu, and more especially in landscape painting, he occupies
one of the first places in the history of Japanese art. His
works are chiefly executed in Indian ink and lightly tinted.
Anderson?® gives a reproduction of one of his landscapes. Among
his pupils we may mention Sotan. Of still greater importance

1 Anderson, Transact., p. 346 fI. ; the same, Cat., pp. 21, 263, 274 ; Fenollosa,
Review, p. 16 fi.; Gierke, p. 15 f.; Cat. Burty, p. 15.
2 Pictorial Arts, pl. 14.
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is Sesshu, very likely a pupil of Shubun. He lived from 1420
to 1507, acquired about 1460 the art of painting in China itself,
and then established himself in 1469 in the temple Unkokuji.
He is universally extolled as the greatest artist of Japanese
antiquity. He also is distinguished for his landscapes, one of
which Gonse (i. 194) has reproduced. Binyon (pl. 14) repro-
duces “ Jurojin, the Genius of Old Age,” by Sesshu, drawn in the
manner of the classic period. According to Chinese custom, he
used chiefly Indian ink which he laid on with a bold brush, and
only occasionally enlivened his work by the addition of a little
colour. However productive as a painter, he is chiefly distin-
guished for the number of pupils he trained, a number never
equalled by any artist before or since. One of his pupils was
Shugetsu, from whom Gonse (i. 194) has reproduced a crow,
which, however, is, according to Fenollosa, hardly a hundred years
old. Anderson (pl. 18) reproduces a picture of an Indian priest,
which makes a very favourable impression. The third impor-
tant painter of this Chinese school founded by Josetsu, is Kano
Masanobu (1453-1490), a scion of the Fujiwara stock ; he was
especially influenced by Sesshu, but did not equal his master in
originality ; on the other hand, he made an extensive reputation
for himself by the foundation of the Kano school, which was
destined to a long period of activity. One of his landscapes is
reproduced by Anderson.! Mention must be made of Sesson
as an admirable landscape-painter of the period, in the Chinese
impressionist style. Binyon (pl. 15) reproduces one of his
landscapes, executed in Indian ink.

The foundation of the Kano school, upholding the Chinese
style, in the second half of the fifteenth century, was an event
closely connected with the political development of the country.
Whereas the court of the Mikado in Kioto, and with it the
courtly and national Tosa school, was gradually being thrust

Y Pictorial Arts, pl. 19. See also Binyon, pl. 16.
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into the background, the reputation of the Shoguns was con-
tinually in the ascendant, they being in very close touch with
China, then flourishing anew under the Ming dynasty. It
was, therefore, quite natural that the school which was prin-
cipally influenced by the Chinese should have its stronghold
and support near the seat of the Shoguns in Yedo. This
statement holds especially for the Kano school, which, as the
acknowledged representative of the art favoured by the Shoguns,
stood in opposition to the Tosa school, which was favoured by
the imperial court, an opposition by no means hostile indeed,
but sharp enough to stir the keenest rivalry on both sides.
In contrast with the subtler method of the older school,
which laid special stress on splendour of colouring, the newly
arisen Kano school gave eloquent expression to the daring
spirit of youth that reigned in the entourage of the Shoguns
by the force and sublimity of its style, qualities to which its
calligraphic black-and-white technique after the Chinese model
naturally tended. Although there existed, as Duret well ex-
presses it, the same reverential admiration in Japan toward the
Chinese as was formerly shown by the Romans for the Greeks,
yet the Japanese painters descended to no slavish dependence
upon China, but constantly renewed, out of their lively love
of Nature, their powers of new and original creation.

It is accounted the especial merit of Kano Motonobu,
the second great master of this school, and the eldest son
of Masanobu, that he not only represented scenes of court
and heroic life, but also characters from daily life. He lived
from 1476 to 1559. Although not quite the equal of his
father, he attained lasting fame by giving to the Kano school
a coherent academic organisation. Indeed, he is recognised
as the true classic of the school, and when he received the
honourable title of Ko-Hogen in his old age, was regarded
with almost idolatrous reverence. 'The means he employed
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were extremely simple and the treatment of his subject not
very elaborate, but along with all his swift and bold sketchiness
his work remained always powerful and stimulating. It was
not so much his peculiar manner, which was no more than
the ancient Chinese manner in general, as the individuality
and distinction of his creations, that secured him his position in
the school. Although he was esteemed perfect in all branches
of pictorial representation, yet it was his landscapes that enjoyed
the highest renown. Anderson® reproduces one of his “ Eight
Immortals” as well as ““Tieh Kwai” Masanobu’s brother,
Utanosuke, was one of the greatest bird and flower painters.

Through his alliance with a daughter of Mitsushige, at that
time head of the Tosa school, Motonobu established a connec-
tion between the two rival schools, but with no new result,
Each of the two schools maintained its individual character.
This competition with the newly flourishing Chinese school had
a good effect upon the Tosa school, which had been merely
marking time. It was especially through Mitsunobu, the father
of the above-mentioned Mitsushige, that new life was given to
this school in the second half of the fifteenth century. His
delicately outlined drawings enabled him to take up the challenge
of the Kano school successfully.

From this Tosa school, towards the end of the sixteenth
century, issued the artist who was the true founder of the
popular genre-pictures which hitherto had been only occasionally
cultivated—Iwasa Matahei, who lived from 1578 to 1650. He
was the father of that national school which later found its chief
expression in wood-engraving, and brought this form of art to
full development and general diffusion. He began by being
a pupil of Tosa Mitsunori, but later went over to the Kano
school, and created for himself, about the year 1620 (according
to Fenollosa), an individual style marked by expressive design

Y Pictorial Arts, pls. 20 and 43. * Binyon, pl. 17.
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and lofty grace; finally, in 1630, he entered upon a thoroughly
realistic phase, which, by the force of its decorative effect and
the careful elaboration of details, established a model never
again attained in later years. From the popular or worldly
nature of his subjects he received the epithet, Ukiyo (painter of
the fleeting world), which was then transferred to this entire
class of work as the popular style, the Ukiyo-ye, under which
the whole school of wood-engraving is usually comprehended.
Though Matahei himself was the first Japanese painter of non-
noble descent, his creations were by no means of a common
kind; on the contrary, that which made him celebrated was
not so much the subjects that he chose, but rather, as in the
case of the other eminent artists of his time, his creative gifts,
the power, the individuality, the elevation, and the finish of his
style.r It is true that no paintings exist which can with certainty
be assigned to him: Professor Oeder possesses a very beautiful
representation of a dancing girl; Binyon (pl. 24) reproduces
another dancing girl, but this seems very doubtful. Fenollosa *
reproduces a dancing and singing old man, painted about 164050,
after Masatoshi, the son of Matahei.

Another incentive to progress was applied to the Kano
school in the second half of the sixteenth century under the
great Shogun, Hideyoshi (the Taigo), whose work was com-
pleted by his successor, Iyeyasu, the victor in the battle of
Sekigahara, in 1600, and the founder of the Tokugawa dynasty.
Nobunaga had overthrown the Ashikaga in 15§74. On his death
in 1582 he was succeeded by Hideyoshi, under whom the inva-
sion of Korea by the Japanese took place (1592—98). In 1604
Iyeyasu followed him in the shogunate. We owe it to the
influence of these two men that the ancient works of art were

t Fenollosa, Review, p. 30 ff. ; the same, Cat., No. 1; Anderson Cat., p. 328 ;
Binyon also spells his name Matabei, to distinguish him from another, lesser,
Matahei.

2 Qutline, pl. 1.
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collected, that Japanese ceramic attained its culmination, and
that the castles of the gentlefolk were ornamented with rich
mural decoration. Kano Yeitoku, the grandson of Motonobu,
who died at the age of forty-eight, towards the end of the
sixteenth century, deserves especial mention. He was the
creator of a great decorative style, and was the first to use
gold-leaf in large quantity for backgrounds, especially in his
folding screens; he ranks, according to Fenollosa, as the last
great representative of the Kano school, being hardly inferior to
Motonobu, and indeed almost the greatest of Japanese painters.
Binyon (pl. 21) reproduces a winter landscape by him. His
method was carried on by his son-in-law, Kano Senraku, as also
by his sons, Mitsunobu and Takanobu. Binyon (pl. 22) gives a
wash-landscape in the Chinese style by a pupil of Senraku, Sansetsu
(died 1652). Takanobu had three sons distinguished as painters
—Morinobu, also called Tanyu, Naonobu, and Yasunobu.!
Tanyu, who lived from 1601 to 1675, and is regarded as
the founder of a special branch of the school, tried to unify the
endeavours of the ancients and to quicken them into new life.
More notable for the originality of his creations than for careful
execution, he painted in a style which stands midway between
that of Sesshu and Motonobu, seldom using colours ; but he was
lacking in the power and originality necessary to create a new
style. His representation of Fuji, in which only small quantities of
green and blue were made use of, was particularly famous. Prints
after his drawings were published in the collection Gwako senran.
Binyon (pl. 23) reproduces one of his pictures. Gonse (i. 213)
gives a sketch by him, and Anderson? a print. From Naonobu,
the younger brother of Tanyu, Gonse reproduces a hare (i. 234).
A landscape by Yasunobu, the third of the brothers, is reproduced
by Anderson.> Tsunenobu, the son of Naonobu, Fenollosa calls

} Anderson, 7ransact.,p. 353 ff. ; Fenollosa, Review, p. 25 ff. ; Gierke, p.b17 ff.
¥ Japanese Wood-Engraving, No. 17. 3 Pictorial Arts, pl. 24.
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a tolerable imitator of Tanyu. The Tosa school, for its part,
produced in the seventeenth century, as its last representative
worth mentioning, Mitsuoki, the grandson of Mitsunobu, whom
Fenollosa considers a fair but rather feeble painter, and whose
best work is in his flower-pieces. Mitsuoki’s great-grandson,
Mitsuyoshi, continued his manner in the eighteenth century.

This entire art of the seventeenth century is characterised by
Fenollosa as the art of a period of decadence. Only four great
artists, like oases, appear conspicuous—Sansetsu, Sotatsu, Itcho,
and Korin. We will quote in his own words his description of
the spiritual conditions then obtaining :—

“On the other hand, in the seventeenth century, the Japanese
mind fell largely into indolence and triviality. There was no
healthy outlet for greatness under the crushing despotic political
system. Society was occupied with innumerable formalisms and
petty conceits. 'What had once been the living rules and ideals
of living heroes dwindled away into romantic traditions and
unreal affectations. It was then that the Japanese learned to
be dissipated and deceitful. Puppet-shows and cock-fights and
courtesans and midnight escapades now absorbed the energies
of the young bloods whose grandfathers had conquered Corea.
The art of this period reflects truly the character of the times.
The greater part of it is taken up with representations of the
famous public women of the day, of actors and jugglers and
drunken gentlemen and beastly obscenities; with irreverent
caricatures of gods, the gloss and glitter of fine garments, trivial
half-minute sketches which drove wild the shallow-pated bibbers
of tea, and old Chinese designs in their twentieth dilution to
suit the delicase taste of the age. No doubt the Yedo despots
were well pleased to see the dear people so happy and contented
with their innocent amusements. There are, of course, many
delightful and some new characteristics of the art of this epoch;
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but it has a decided childishness and insincerity about it. The
spiritual element has all fled ; and the materialistic gaiety which
remains can never be mistaken for true artistic inspiration.”

Of the four artists who constitute exceptions, Sansetsu (see
above) is the last representative of the old Kano school, ac-
cording to Fenollosa really an anachronism in the seventeenth
century, as his style belongs wholly to the sixteenth. Sotatsu,
who, after Utanosuke, is the greatest flower-painter of Japan
and one of the greatest colourists of his country, was Korin’s
teacher and even more gifted than he. He is already breaking
with the linear style, and inclines to renderings by pure brush-
work. A picture of a group of chrysanthemums may be found
in Binyon (pl. 25). Hanabusa Itcho, of Yedo (1651-1724), a
pupil of Kano Yasunobu, was also one of the greatest colourists
of this school, and distinguished himself, as Tanyu did, by his
original representations of scenes from popular life; a list of re-
productions after his drawings will be given in the next chapter.
Anderson gives a reproduction after him in his Fapanese Wood-
Engraving, No. 9. Lastly, Korin, the celebrated lacquer-painter,
who lived from 1660 to 1716, came of a middle-class family, by
name Ogata, in Kioto, spent a part of his life in Yedo, and then
returned to his native town, where he remained till his death.
He was a pupil of Sotatsu, but Tsunenobu and Yasunobu are
also mentioned as having been his teachers. Thanks to the
largeness and originality of his style, he has become the best
known among Japanese painters, and fully deserves his high
repute by virtue of the force of his creations, which stamp
themselves ineffaceably upon the memory and remind us of
the works of the remote primitives, though without ever
imitating them. The peculiar position that he occupies, as the

1 Fenollosa, Review, p. 28. For the following, see the same, pp. 29, 33 ff. ;
Anderson, Zransact., p. 355 f. ; Brinckmann, p. 192 ff.
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greatest and boldest of the Japanese impressionists, has been
excellently appreciated by Gonse in his L’'Art Faponais. He
may, indeed, not unreasonably be called the most peculiarly
Japanese of all the painters; certainly he is excelled by none in
expressiveness. A reproduction of one of his flower-pictures is
given by Anderson,' and one of his bird-pictures in Fapanese
Wood-Engraving, No. 8. The screen representing a troubled sea,
given by Binyon (pl. 26), seems too heavy and mechanically
regular to be his work. His numerous sketches of plants and
animals, treated quite broadly and for the most part relieved
with very little colour, were admirably reproduced by Hoitsu
in facsimile woodcuts at the beginning of the nineteenth century.
A list of these reproductions will be given in the next chapter.
One of his chief titles to fame is his lacquer-work inlaid with
mother-of-pearl and lead. Korin’s brother, Kenzan, made him-
self especially famous for original and highly artistic decorations
of faience. Another teacher of Korin, Koyetsu, the friend of
Sotatsu, already forms a transition to those artists who drew
directly for wood-prints; though Fenollosa appreciates his taste
highly, still he does not reckon him among the great painters of
Japan, esteeming him only a dilettante. The book, Sanju rokkasen,
the Six-and-thirty Poets (Gillot Catalogue), is by him ; his chief
activity likewise lay in lacquer-work. The other painters who
drew for wood-engraving, beginning with Hishikawa Moronobu,
will be treated in connection with this particular technique.

These decorative artists, who, however, according to Japanese
ideas, were by no means sharply distinguished from those that
represented loftier subjects, are characteristic of a period in
which luxury had attained its highest point. The women, for
instance, did not shrink from the labour of changing their
dresses several times a day. Similar conditions obtained with
regard to objects used by the male population.

Y Pictorial Arts, i, 67.
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UTAMARO : KINTOKI WITH THE MOUNTAIN-WOMAN,
YAMAUBA, WHO OFFERS HIM A BUNCH OF CHEST-
NUTs.  Yellowish background. Large.
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We must especially note, in the second half of the eighteenth
century, the founding of the naturalistic Shijo school, whose
name is derived from the fourth street of Kioto. Maruyama
Okio (1733-1795), an artist who followed first the ancient
Japanese, then the Chinese style, and who had settled at Kioto
during the height of his fame (about 1772-1789), became its
founder. He drew principally from nature. Some repro-
ductions of animal paintings after him are given by Anderson.!
He did not draw for wood-engraving, but copies of drawings
by him appeared in 1837 in the Eno (?) gwafu and in 1851
in the Okio gwafu. Another notable representative of this
tendency is Mori Sosen (1746-1821), who distinguished him-
self especially in his renderings of animals, and particularly
monkeys. Some of these are reproduced by Anderson,® by
Gonse,® and by Binyon (pl. 29). His work is already degene-
rating into excessive delicacy. A purely Chinese school was
founded by Okio’s most notable rival, Ganku (1749-1838), by
basing his style upon that of the masters of the Sung dynasty.
He was one of the best painters of modern times, and was
noted for his delineations of tigers; an admirable example of
these is to be found in Binyon (pl. 28). Lastly, Shirai Naokata
was celebrated for his depiction of mice. With the end of the
eighteenth century, however, about 1780, European influences
began to make themselves felt here and there; and in connection
with the increasing impotence of Japanese art, brought about
its gradual decline in the nineteenth century. In the same
century Yosai (1787-1878), who also worked as a wood-
engraver, deserves passing mention.

Y Pictorial Arts, pls. 29 and 30. * Ibid., pls. 31, 42, and 68.
3 L' Art Japonais, i. 234, 242.
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be considered as the outcome of that great art which had
been created in the seventeenth century by the painters of the
popular school. Therefore, we are not to regard as its highest
achievements those products of wood-engraving which most
ressmble European art, which challenge comparison with
European productions, and hence are easiest for us to
understand, but those which by virtue of their calligraphic
and decorative character approach most nearly to the Japanese
ideal of artistic greatness, dignity, and elegance, and at the
same time attest the greatest individuality and creative power.
This holds good especially of the work of two artists : Moronobu,
the founder of the genus at the end of the seventeenth century,
and Kiyonaga, the consummate master thereof, who at the
end of the eighteenth century concentrated all the aims of this
art up to that time into a carefully considered and in its kind
perfect whole, not only as regards composition and colour,
but also drawing and expression. These two will form the
cardinal points of the following history. For it is due to
their activity that this whole species of art, which, owing to
its easy production and reproduction, was especially fitted to
bring the sense for artistic enjoyment into the poorest homes,
did not, on the other hand, succumb to the obvious perils of
its familiarity with actors, courtesans, and low society, and
degenerate into the farcical and vulgar, but remained worthy
of the attention of intellectual and artistically cultivated circles.

Before outlining here the main features of the development
of the Japanese woodcut, it is necessary to glance at the develop-
ment of wood-engraving before it attained to actual indepen-
dence. Wood-blocks for printing off written characters were
used as early as the eighth century, but for pictorial representa-
tions not until the twelfth century, while no such prints earlier
than the fourteenth century are actually traceable. A series

signed with the name of the priest Riokin, for instance, bears a
D
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date of the year 1325;' a denjio daishi (figure of Buddha),
which, according to the inscription, was cut about the year
1400, reproduces a painting of the founders of the monastery
of Heiyan (about 800 a.p.)—the Buddha stands on a lotus
flower over a rock, and his outlines are well executed (Jaekel
Collection in Greifswald, black and white). Indeed many of
these monastic woodcuts are notable for their delicacy of
contour. This industry was intended for the edification of
pious pilgrims, by turning out cheap copies of famous temple
pictures.

The beginnings of wood-engraving proper, which took the
shape of book-illustrations, are connected, like the revival of
painting and the rise of the popular Ukiyoye school towards the
end of the sixteenth century, with the revolution caused by the
rise of the Shogunate at this time. The more elevated standard
of popular education, combined with the enforced leisure to
which the nobles saw themselves reduced after they had lost their
political power to the Shoguns, created a large demand for enter-
tainment by romances of chivalry and stage plays, which was
assiduously catered for by the popular authors; and the popular
draughtsmen were not slow to decorate such productions with
illustrations, which were multiplied in simple outline by means
of wood-engraving.

The earliest known illustrated book is the Butsu y wo kyo
(the book of the Buddhist Canon or the Ten Kings of Hell),
published in 1582, which is an exact reprint of a Chinese work.?
Here, therefore, as elsewhere, China supplied the model for
the new branch of art. It is embellished with rather coarse
woodcuts.® Another work which goes back to the sixteenth
century, Tengu dairi (the World of Tengus, 7.e. monsters), in three

! Reduced reproduction in Anderson, Japanese Wood-Engraving, No. 4.

* Duret Cat., No. 1 ; also in the Vever Collection, Paris.

* The assertion in the first edition that woodcut illustrations only began in the
year 1608 must therefore be corrected in accordance with these facts.
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SHARAKU : AN ACTOR IN THE COSTUME OF A NOBLE.
(Vedishi, a cap with a band across the forehead;
nagabikama, a long underdress, enveloping the feet.)
Medium size.
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volumes, contains thirteen simple outline illustrations (Gillot
Catalogue).

Next, in 1608, appeared a collection of romances of love and
chivalry, composed in the tenth century, known by the title of Ise
Monogatari, and now first embellished with woodcut illustrations,
forty-eight in number.) So early as 1610 a second edition of
this work appeared. The pictures, in the style of the Tosa
school, are still quite conventional, and display but slight
effort at individualisation; the cutting imitates the Chinese
method and is handled with but moderate care.® In 1626
appeared the Hogen Monogatari, with still cruder woodcuts.
Neither is the jokio Hiden of 1629, a school book for girls,
any better. Another book to appear in 1626 was the Maiji
Monogatari, two volumes, in the manner of the Tosa school,
coloured (Duret Catalogue, as also ‘the following). Takatachi
appeared about 1630, and Nichiren shonin chugwasan, stories from
the life of the priest Nichiren, with eighty-nine pictures, in 1632
(Gillot Catalogue).

The following may be mentioned as belonging to the end of
the seventeenth century: the illustrations by Hasegawa Toun
in the Yehon Hokan, a collection of legends of the year 1688 ;
those by Ishikawa Riusen in the 2Yamato Kosaku gwasho, an
annual of Japanese customs, about the same time ; collections of
views, as for example of Itsukushima and environs, in 1689 ;
Tokiwagi, a collection of cloth patterns, in 1700; also works on
the arrangement of flowers, on uniforms, on sword-blades, all
illustrated. Inall these books the text, as well as the illustrations,
is cut on the block. In fact, printing with movable characters
can be shown to have existed in Japan only for a short time, from
the end of the sixteenth century to about 1629, and even then
only as an exception, probably to be traced to the immediate

! Duret, p. 33; Douglas, /apanese Illustrated Books, No. 2.
* Anderson, Japanese Wood-Engraving, No. 5.
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initiative of the contemporary Shoguns, who were interested in
all artistic progress. It was not until the nineteenth century
that the custom of printing books with movable characters
was revived.!

Side by side with these we find, at an early date, the
illustrated sheets (broadsides), which merely catered for a
popular demand, and must not be brought into immediate
connection with the later artistic wood-engravings. The Jacekel
Collection in Greifswald contains a single-sheet print in large
folio of the year 1615, in black and white, representing the
overthrow of Hideyori and the burning of his castle in Osaka,
with small but well-drawn and spirited figures. In the same
collection is a battle-picture with the names of the commanders,
&ec., intended for a fan. Somewhat later court scenes were
represented in a style which already marks the transition to
that of Moronobu and which are coloured, especially the faces,
with body-colour, quite after the manner of the contemporary
miniatures, being thus meant as substitutes for these miniatures,
as they were easier, and therefore cheaper, to produce. Speci-
mens are to be found in the Jaekel Collection. To this style
also belongs a large broadside folio sheet by Baisetsudo (Jaekel
Collection), done soon after 1700, a very spirited rendering of
the eight views of Nara.

The illustrated books, whose first appearance dates from the
sixties of the seventeenth century, already show greater powers
of representation, and prepare us for the development which
was brought about by the activity of Moronobu and which
elevated the Japanese woodcut to the level of a true work of
art. As specimens of this transition period we may, following
Duret, instance : Soga monogatari, 1663, twelve volumes with
102 pictures (a new edition in 1704); Eiri valkakusa mono-
gatari (Yedo, 1667), three volumes. With the creation at

1 Brinckmann, p. 217 ff.
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TOYOKUNI : A YOUNG LADY WITH HER LITTLE
SISTER AND A FRIEND WALKING ON A BRIDGE
LATE ON A SUMMER EVENING. Wild geese on
the wing.
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this time of a true theatre, which had developed from the
old puppet-shows, is connected the fact that since 1677 little
plays were being printed, which in turn soon attracted illus-
trators. Fenollosa® draws attention to the otsuy¢, slight
sketches produced in great quantities for popular consump-
tion, as being precursors of the artistic single-sheet print which
began to be developed in the last decades of the seventeenth
century. The otsuyé came into special vogue about the years
1630—40 and continued to be popular until about 1730. This
popular art of Ukiyoye had first developed on Matahet’s
initiative in the Shijo school of Kioto, where it continued to
be a living art far into the nineteenth century; but it had been
transferred to the new capital city of Yedo as well, since the
last decades of the seventeenth century, and it was there that it
actually attained its greatest perfection.

Japanese wood-engraving owes its rise to truly artistic
heights to the influence of Moronobu, whose most important
work was done between 1675 and 1695, and whose numerous
illustrations, composed after the style of the Tosa school, but
freshly and vividly conceived, set an example which exerted
an influence as late as the middle of the eighteenth century.
Among his numerous followers, who cultivated more and more
the artistic single-sheet print, was Masanobu, who lived until
the middle of the eighteenth century, and distinguished himself
as the first to imbue his designs with a gentle and delicate
charm which may be best compared with the spirit of the
rococo style then prevailing in Europe, and which continued
to be a characteristic feature of Japanese style. Torii Kiyonobu,
however, is noted for his foundation of the Torii school, which
lasted through the eighteenth century, and the achievements
of which in effective drawing and decorative balancing of black
and white masses remained unequalled. Occasional sheets by

! Tokio Cat., p. 1L
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Moronobu show an as yet monotonous and heavy hand-colour-
ing, which became the rule for single-sheet prints from about
the year 171§ onwards, increasing in variety until about 1743,
when Shigenaga and Masanobu, and then gradually all other
artists, began to apply themselves to the production of colour-
prints, which consisted at first of only two blocks, usually of
green and red. At length, towards the end of the fifties,
this same Shigenaga, and along with him especially Torii
Kiyomitsu, added a third block for blue or grey. Shigenaga’s
pupil, however, the inventive and graceful Harunobu, introduced,
about 1765, the principle of printing colour-blocks over each
other ; henceforward colour-printing was freed from all restric-
tions whether as to the number of the blocks or possible colour
effects, and the road that was destined to lead to the highest
triumphs of the colour-printing art was clear of every obstacle.
The right moment had now come for Shunsho with his
numerous school, for Kiyonaga and for Utamaro, who in the
closing third of the eighteenth century brought Japanese wood-
engraving to its full development. Hokusai, at the beginning
of the nineteenth century, was the last of the great artists of
this line. Out of the multitude of the artists who follow, still
for the most part admirably trained but lacking in dignity
and precision, Hiroshige, with his subtly subjective landscapes,
alone stands out conspicuously.

A comparison of the development of wood-engraving in
Europe will show that events took a very similar course in the
East and the West. In Europe wood-engraving was invented
towards the end of the fourteenth century. For more than
fifty years its use remained confined to single sheets, principally
pictures, with the occasional addition of a name or a few lines of
text engraved on the same block. Soon after the invention of
printing with type, about the middle of the fifteenth century,

! Fenollosa Cat., p. 114.
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the first wood-block prints (block-books) appeared, which united
both text and pictures, in imitation of the popular illustrated
manuscripts. In the beginning of the seventh decade of the
same century, separate woodcuts were inserted as illustrations in
books printed with movable types. From these unpretentious
outline-drawings, serving chiefly as a basis for colouring, there
were gradually evolved by the efforts of independent artists,
especially Diirer, compositions completely elaborated in light
and shade, and therefore able to dispense with colour. Wood-
engraving was now ready to take the field, like copper-engraving,
in the shape of single-sheet prints, and to make its way into the
ranks of the people ; nevertheless, some time elapsed before any
one ventured on the production of coloured plates. It was not
until 1506 that Cranach’s ¢“Venus” appeared ; in 1508 Burgk-
mair produced his equestrian figures of St. George and the
Emperor Maximilian; Ugo da Carpi soon followed in Venice
with his chiaroscuro prints.  But this method did not go beyond
tinted sheets, and it was only occasionally employed. True
polychrome woodcuts were first produced as late as the end
of the eighteenth century by Gubitz, but found no wide or
permanent circulation.

In both cases, therefore, the technique of wood-engraving
grew out of the necessity of producing, in large quantity and
with little effort, devotional pictures for the pious pilgrims to
holy shrines; was then applied to the illustration of books ;
gradually won for itself an independent position by the side of
the productions of the painting art; and finally, since the in-
vention of colour-printing, even entered into a kind of com-
petition with painting. While, then, in both countries, about
the same space of time (somewhat more than a century) was
required for wood-engraving to pass through the various stages
of evolution during which it served mainly as a basis for sub-
sequent colouring by hand, the polychrome print, in its final
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HOKUSAT: CRANES IN THE SNOW ON A PINE-TREE.
Large. Signed : Saki no Hdkusai Iitsu.
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After copies of Kano Tanyu, who died in 1674, the fol-
lowing very beautiful work was produced by his friends :—

Shinchin gwacho, 3 vols., small quarto. Yedo, 1803. Pictures
partly in black and white, partly delicately tinted.

Reproductions after drawings by Hanabusa Itcho (1651-
1724) are to be found in the following works : '—

Hanabusa uji gwahon, 3 vols. Osaka, 1751. X2 Hana-
Hanabusa Itcho hiakugwa, 5 vols. Circa 1760. %

Itcho gwafu, 3 vols. 1770. Another series of the same work in one

vol. 1773. \o—a Itsu
Guncho gwayei, 3 vols. 1772.

Gwato setsumiyo, 3 vols. 1774. Newed., 1821.
Gunto setsumiyo, 3 vols. 1779. ﬁ cho
Hanabusa Itcho kiogwa. In colours, 1 vol. Nineteenth century. 4

In the Burty Collection?® there existed an album in square
quarto with twenty coloured double sheets of beautiful design
and peculiar colour, representing bath-house scenes, theatre,
dance, and street scenes, tea-drinkers, and celebrated poets,
along with the picture of a ford in three sections.
The artist is said to have been banished to the island Hachijo
owing to the boldness of his caricatures.
Although he had been trained in the Kano school he put
himself under the influence of Moronobu. Only the works of
his later style, done in the first decades of the eighteenth century,
after his return to Yedo, are met with as a rule.®
Of the drawings of the celebrated lacquer-painter Korin \% o
(1660-1716), mostly representations of plants and animals,
sketched with a few strokes and broad washes of colour, only a
few were reproduced during his lifetime. His works are noted jﬁ‘\ n
for extraordinary keenness of observation, sureness and delicacy
of touch, and refinement of taste. In the collection Gwashi

i Anderson Cat., p. 337. 2 Cat,, No. 175. * Cat. Tokio, p. 15.
P
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kwaiyo, of 1707, we find a picture in black and white, represent-
ing four birds asleep on a branch of a tree with the moon in
the background, which Anderson reproduces in Fapanese #ood-
Engraving, No. 8.

In 1735 Nonomura Chubei published three volumes of
reproductions after Korin with the title Michi shirube (sixty-
five leaves). The pictures in the Korin mangwa (see below) are
taken from this work. There appeared besides, in the eighteenth
century, his designs for dress materials:'—

Hinagata someiro no yama, several vols., 8vo. 1732.
Hinagata mamiga no yama, 3 vols., 8vo. Osaka, 1754.

The majority of reproductions of his drawings, however, did
not appear until the nineteenth century : —

Korin gwafu, 25 sheets, 2 vols., small folio. Kioto, 1802. Sketches
of flowers in rapid brushwork ; in light tones of blue, green, and
red. Reproductions by Yoshinaka.

The same, 50 coloured sheets, 8vo. Containing plants, animals,
landscapes, and figures.

Korin gwashiki, 56 sheets. Kioto, 1818. Large double sheets of

* very delicately coloured reproductions. These slight and rapid
animal sketches, which contain the three puppies reproduced by
Bing in his Japon Artistique, count among the most original,
lively, and delicate work of this master.

Korin hiakuzu, 2 vols., 8vo. Yedo, 1815. Reproductions in black
and white, by Hoitsu (born 1763, son of a daimio, became high
priest in a temple at Kioto, died 1828); the first pulls bear his
stamp. 100 drawings of miscellaneous content, kakemonos, fans,
screens, landscapes, birds, and flowers. They were collected
by a group of his admirers on the occasion of the centenary
celebration of Korin’s death, each member contributing one or
more drawings. A second series, in two volumes, appeared in
1826. Finally, in 1864, a third, also in two volumes, was issued.

1 Anderson Cat., p. 405; Cat. Burty, No. 87 f.
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The two first series were edited by Hoitsu, the third by Keda
Koson, Hoitsu’s pupil.

Oson gwafu, 8vo. 1817. Coloured reproductions by Hoitsu. Exe-
cuted with great care.

Original work by Hoitsu is to be found in the Osn Gwafu of
1817 (Hamburg). He also published reproductions after Kenzan,
the brother of Korin, with the title, Kenzan iboku, Yedo, 1823,
23 sheets.

Korin mangwa, 60 sheets, 8vo. Yedo, 1819. Plants and flowers.

Here we must mention Tachibana Morikuni (1670-1784),
a fertile illustrator during the first half of the eighteenth
century, not on account of his own illustrations, of which we

Tachi-
bana

shall speak later, but on account of the excellent facsimiles of 'ﬂ" g

the sketches he dashed off in bold liquid colours, which appeared
directly after his death :—

Umpitsu sogwa, ¢ Brush-strokes,” 3 vols,, fol. 1749. In black
and white. Especially animals. Reproduction in Bing, Japon
Artistique, No. X., pl. ABG.

Riakugwa, 3 vols. 1750.

We have further the following reproductions from drawings
by Maruyama Okio (1733-1795), the founder of the Shijo

school : 1—

Yenno gwafu, 2 vols,, 8vo. Kioto, 1837. Coloured. Historical
scenes, deities, flowers, and landscapes.

Okio gwafu, small folio. Kioto, 1850. Tinted. Illustrated books
after Soken, one of the ten great pupils of Okio, appeared in
Kioto in 1802 and 1806. Nishimura Nantei, another pupil of
Okio, is the artist of the Nansei gwafu, humorous pictures, two
vols., 1812, a continuation of which appeared in Kioto in 1821.

Lastly, Kitao Masayoshi, also called Kitao Keisai (died
1824), a pupil of Shigemasa, deserves mention here. He him-
self, it is true, had his drawings reproduced in wood-engraving,

! Cat. Burty, No. 131 f.
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Mitsunobu ! and many others. Illustrated books by Mitsunobu
appeared in Osaka, 1724, in Kioto, 1750, and a book with
scenes of war in 1756.

2. MoronNoBU AND HIs CoNTEMPORARIES.—T he real history
of Japanese wood-engraving does not begin until the seventies
of the seventeenth century. As so often happens in the history
of art, a single richly gifted man, appearing at the right time,
suddenly elevated the art to its fullest height. In this case
Moronobu was the elect of Providence. At the beginning of
his activity there was no such thing as colour-printing. His
own sheets are still without exception done in black and white,
and only occasionally relieved with a little colour applied by
hand ; and another fifty years were destined to pass after his
death before a series of the most various experiments, at first
in hand-colouring, then in two-block, and lastly in three-block
printing, culminated in the perfect polychrome print, un-
trammelled in its choice of means. But with this last,
world-famous phase of Japanese wood-engraving the work of
Moronobu had no immediate connection. Even if the subse-
quent development had not reached this point, he would still
have maintained the place he holds in the history of Japanese
wood-engraving, for his significance lies not only in the fact
that he was a forerunner and a pioneer, but in the eminence
to which he advanced in his own individual achievement.

It was, to be sure, a great step forward when the ordinary
illustrations, intended only to entertain the general public and
turned out ever since the beginning of the seventeenth century
in the traditional style and with no special care, were sud-
denly replaced by pictures that were, alike in conception and
execution, works of art. We must also count it an especial
merit of Moronobu that he took up and awakened to new life
the popular art created by Matahei in the first half of the

! Cat. Burty, No. 539.
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seventeenth century, which in the subsequent era of universal
stagnation had fallen into oblivion. His peculiar glory, how-
ever, consists in this, that he brought wood-engraving to such
instant perfection that his influence remained predominant
throughout the entire period that elapsed until the invention of
tone polychrome-printing, the period, that is, of the “ primi-
tives,” which lasted for two whole generations.

Such ¢ primitives” are now held in far higher estimation
than formerly. We recognise in them not only forerunners,
but men of heroic race, who, without being able to claim the
highest honours paid to the gods, still exhibit a power, a fresh-
ness, and a grace that are hardly met with in the same degree in
later times. Despite the imperfections that necessarily attach
to their works, despite their lack of external correctness, their
limitation to few and generally crude materials, and their con-
ventionalism, there clings to their works a charm such as belongs
to the works neither of the most brilliant nor of the pronouncedly
naturalistic periods. For, in the singleness of their effort to
make their drawing as expressive as possible, without regard to
any special kind of beauty or truth, these ¢ primitives” discover
a power of idealisation and a stylistic skill which, ata later period
and with increased knowledge, are quite unthinkable. The con-
scious striving after beauty and symmetry detracts somewhat
from the freshness of immediate observation, and deprives it of
some part of its force ; while, on the other hand, the attempt to
imitate nature exactly draws the artist away from the true goal
of art, for it leads him only too easily to forget that he is the
creator, and not the copyist of nature. While, therefore, all
subsequent endeavours lead only to this result, that after many
and various attempts to bring beauty into harmony with truth,
the flower of art blossoms for a brief season, to be followed
immediately by decay, the * primitives,” on the other hand,
keep on their way unconcerned about the solution of such
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difficult problems, and unfold the powers that are in them in
all their freshness, taking care only to infuse as much life as
possible into their creations and to give them as much finish
as is necessary to produce a harmonious artistic impression.
Thus the representations of Moronobu and his school
combine a pronouncedly decorative effect, achieved by a
symmetrical filling up of the surface and the strong contrast of
black and white masses, with extreme animation of motion and
expression. All the persons—and there is nearly always plenty
of movement in these compositions—stand in relation to one
another, react on one another, and thus produce an impression
dramatic in the highest degree. Though essentially schematic in
their construction, they are nevertheless full of a2 warm life not
unfelt by the artist himself. Although the faces, especially the
rounded faces of the women, with their diminutive features, are
monotonous enough, and although the courtly etiquette which
prevails in these representations demands all possible immobility
and impassiveness, nevertheless the play of eyes and eyebrows
betrays enough of the emotion that lies beneath. The figures,
bounded by a firm, rounded, and in places slightly thickened
contour, move in graceful attitudes and beautifully flowing lines.
Scenes from history and legend, and also numerous representa-
tions from contemporary life, alternate with one another—a
faithful mirror of the occupations of high society, its combats
and love adventures, its games, pastimes, and pleasures, even its
fashions in dress and coiffure. For a reduced specimen, see
Anderson, Fapanese Wood-Engraving, No. 6. Although the spirit
of 2 new era of lax morality now first intrudes on these pictures,
in the shape of easy beauties and celebrities of the stage, yet the
artists never drop into vulgarity, but always preserve the forms
of the highest propriety and good breeding. It is only in the
crowded and lively street scenes, which Moronobu loved to draw
on large oblong sheets, that he yields, always within the bounds
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of art, to a spirit of frolic which is absolutely enchanting. He
never poses, but always remains simple and natural.

Hishikawa Moronobu, known also by the name of Kichibei,
was born about 1646-47! as the son of a celebrated em-
broiderer named Michishige, at Hoda, in the province of Awa.
After he had learned his father’s craft and had made a name for
himself as a designer of patterned robes and embroideries, he
left Yasuda, where he had lived until then, and went to Yedo,
where he mastered painting, and then devoted himself chiefly
to book-illustration. According to Fenollosa (Outline) he

studied painting in the new Kano school of Tanyu, so that he -

was able to enter the field in competition with Tsunenobu,
the Shogun’s protégé. Although he distinguished himself as
a painter by taking up again the popular style introduced by
Matahei, with special attention to delicacy of detail and tasteful
choice of colours, yet he achieved far greater influence through
the new life which he imparted to wood-engraving by the
untiring zeal with which he turned out series after series of
illustrations, which he caused to be cut under his own super-
vision with more care than had hitherto been customary. This
activity lasted from 1669 to 1695. Moronobu contented him-
self with ordinary types, but contrived to invest his figures with
so much life that they appear to be all but actually speaking to
the beholder. Further, he never neglected the decorative effect
of his compositions, but made most felicitous use of the contrast
between white and black spaces. Thus he became the real creator
of the popular illustrative style. His most powerful work dates
from the beginning of the eighties. Fenollosa says® that the
contours became softer and more feminine in his later works.
Soon a great number of pupils and fellow-workers of similar
aims gathered around him, so that, toward the end of the

* Anderson Cat., p. 332 ; Fenollosa Cat., Nos. 3-6 ; Strange, p. 6.
* Tokio Cat., p. 13.
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century, he stood as the absolute monarch in this domain. His
sheets, which were always printed in bold and simple black and
white, are seldom found coloured, and then only with a few
broad effective blots of orange, brown-red, and green. One of
his earliest productions is the Ukiyo Aiakunin joya, or hundred
female figures, thirty-one representations of women in their
daily occupations, Yedo; further, the [waki yezukushi, scenes
from aristocratic life, 1682; the 2amato no oyosei, 1682; in 1683
he published the pictures of fair women, Bijin yezukushi ; in the
Hiakunun ishu sugata (1685) he represents the hundred poets
sitting facing each other in pairs, all different, full of movement
and expression and individuality. Besides these, he illustrated
the novel Ise monogatari (new edition, 1774, in two volumes),
Genji monogatari (25 sheets), and edited a guide to the Yoshi-
wara in 1678, a topographical work (meisho) in 1687, a series
of landscape gardens in 1691 ; and his life-work further includes
an album of studies of animals, plants, and flowers, a set of
designs for fans, 1682, flowers and birds, 1683, and Yegara sennin
yukushi (ghost stories in the Chinese style), 1689. A very
full list of his works may be found in Anderson’s Catalogue,
P- 334; and reproductions in the Hayashi Catalogue, No. 174 ;
Duret, p. 533 Fenollosa, Outline, pl. ii. Single-sheet prints by
him are very scarce. He is said in his old age to have re-
nounced the world and shaved his head, and, taking the name of
Yuchiku, to have spent the rest of his days as a monk, dying
circa 1714~15 in the period of Shotoku (1711-16) at the age
of sixty-seven. But a more credible version has lately been
found on the first page of a book by his son Morofusa,
according to which he died in 1695 ; and in fact no work by
him later than that date can be proved to exist.

Moronobu left two sons, one of whom, Moronaga, is said
to have distinguished himself as a colourist of wood-engravings.

The other, Hishikawa Morofusa, followed absolutely the manner
E
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of his father, manipulating it in flowing contours and with con-
siderable spirit. As to his biography, see Fenollosa’s Outline ;
he is mentioned as an artist as early as 1683, and was called
Kichiza-yemon in ordinary life.! A book of dress patterns,
with eighty-four plates, dated 1700, is his work. Reproduction
in Hayashi Cat., No. 185.

Fenollosa (Outline) mentions Furuyama Moroshige as one of
the best of Moronobu’s pupils (like him he was also a painter),
and suggests that he may have been the master of Kiyonaga.?
Books illustrated by him date from the years 1692 and 1698.
Frau Straus-Negbaur, in Frankfort-on-the-Main, possesses one
of his prints.® A further pupil of Moronobu was Sugimura
Masataka, who painted about 1700.* A book of 1684 contains
magnificent illustrations by him, which are in no way inferior
to the best work of the master himself. Another book of his
was published at Kioto in 1716.

Two contemporaries of Moronobu were Hasegawa Toun,
who edited the collection of legends called Yekon hokan in 1688,
and Ishikawa Riusen, who illustrated country life in 2amaro
kosaku gwasko. Riusen is already found mentioned side by
side with Moronobu as a celebrated artist. An illustrated book
by him appeared in Yedo between 1692-96. A sheet dated
1714 is in the Hayashi Catalogue (No. 187). A sheet done by
Ishikawa Riushu, a pupil of Riusen, is illustrated in the same
catalogue (No. 188). Mention is further made about 1700
of the painter Wowo® who worked for wood-engravings as
late as the period of Kioho (1716-35). Other illustrators
are: Kawashima Shigenobu (1683), Kichi (1700), Yoshimura

1 Tokio Cat., p. 14. 2 Jbid., p. 13.

3 A follower of Moroshige was Furuyama Moromasa, who lived in the period
of Horeki (1751-63)—at a very much later date, that is to say (Tokio Cat., p. 13).
An illustration in the Hayashi Cat. (No. 186) represents a scene in a tea-house,
in large broadside folio.

¢ Tokio Cat., p. 15. b Jbid., p. 14.
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Katsumasa (1718); the last mentioned is the author of Taisei
Shucho, representations of animals and plants, 112 sheets, 3
volumes (Gillot Catalogue).

The greatest of his fellow-workers, however, was Kwaiget-
sudo, whose chief activity synchronises with the first decade of
the eighteenth century.! Although he does not equal Moro-
nobu in creative power and fertility, and although, in contrast
with the somewhat squat but well-proportioned figures of
Moronobu, he yielded to a certain mannerism in drawing his
heads, hands, and feet habitually too small, yet he understood
how to impart to the female types that figure on his large,
tall prints, clad in full, richly-patterned garments, a dignity
of carriage, a flow of contour and of undulating drapery, which
set them among the finest and most forceful specimens of their
kind, while from the large black and white patterns of the
dresses these pictures derive an incomparable decorative effect.
Like Moronobu, Kwaigetsudo was also a painter. The Hayashi
Catalogue gives Kwaigetsudo the cognomen Yasutomo, and
adds that he was trained in the Tosa school and was the first
Kwaigetsudo who produced wood-engravings (see illustration
ibid.). In the Tokio Catalogue (p. 18 segg.) the artist receives
a detailed and judicious appreciation. He is brought into
connection with Choshun (see infra) as the most brilliant
member of his circle and the only one who worked at wood-
engraving. He was principally active about 1707-14, and
already shows the influence of Masanobu (see infra) and the
first Torii. Although, says the Catalogue, his compositions
were somewhat monotonous, he occupies an unapproached
position among all these popular artists because of his excellent
distribution of black patterns. Norishige, whose name accom-
panies that of Kwaigetsudo in the illustration here reproduced,
seems to have been a pupil of his. About 1700 there worked also

! Fenollosa Cat., No. 15 ff,
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Hanegawa Chincho, of whom we have a few large pictures of
women, coloured by hand, and in whose work brick-red strongly
predominates. His designs are broad and distinguished® in
style. A book illustrated by him and published at Yedo
dates from about 17002 This youthful period, however,
which connects itself with Moronobu’s activity, was followed
in the subsequent decades by the artist’s most important period,
which marks him as a pupil of Kiyonobu. He lived from
16791754 and signed Hanegawa Okinobu.® An important
sheet by him is in the possession of Frau Straus-Negbaur
in Frankfort-on-the-Main.

As a painter of the popular school, Moronobu’s pupil
Choshun, called in Japanese Miyagawa Nagaharu, attained
wide-reaching influence. A better colourist than his master,
he favoured a similar range of subjects, but did not work for
wood-engraving. He was chiefly active during the second
decade of the eighteenth century. He kept more closely to
the style of Tsunenobu than Moronobu to that of Tanyu.
To the colours of the Kano school, red, yellow, blue, and green,
he added the subdued shades, brown, olive-green, purple, and
grey. He principally represented Yedo street scenes, and his
activity and that of his school extended to about 1725.* One
of his pictures is reproduced in Fenellosa’s Outline, pl. iii.
According to the same authority the school of Moronobu, which
after 1710 fell more and more into decay, was followed, on the
one hand, by Kiyonobu’s freer school of wood-engraving, on the
other, by the more conservative school of painting inaugurated
by Choshun, to which the nobles, then beginning to separate
more sharply from the people, were attached. His son,
Miyagawa Choki, worked in the twenties. Another follower
of Choshun, Tsuneyuki, who was perhaps trained in the Kano

1 Epistolary communication from S. Bing. * Hayashi Cat., No. 1450.
8 Ibid., No. 235 segq., with illustrations. . ¢ Tokio Cat., p. 16.
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school, belongs to the best painters of the popular style. He
was probably a pupil of Tsunenobu, and painted about 1720.!
But Choshun’s pupil, Miyagawa Shunsui (Shinsui?) was a
painter of especial importance, as influencing the further de-
velopment of this style in the representation of graceful female
figures, which reached its highest perfection in the second half
of the century. Fenollosa, at least, thinks it very probable that
he is one and the same with the Katsukawa Shunsui who was
still at work in the second half of the century producing some
not very important prints, and who made a name for himself
chiefly as the teacher of the great Shunsho. In that case he
must have changed his family name about the year 1750, and
continued working until the year 1770, under Masanobu’s
influence. However this may be, he at any rate influenced
Tsunemasa, who probably was originally the pupil of the above-
mentioned Tsuneyuki, and whose significance lies in the fact that,
as a painter, he prepared the way for the style of Harunobu
and the others who depicted women during the second half of
the century. Tsunemasa worked between 1730 and 1780 he
seems to have perfected his peculiar style about 1750.> All the
artists here named are remarkable only as painters.?

3. THE FirsT Torir: MasanoBu.—The art of the first half
of the eighteenth century is mainly dominated by the influence
of the Torii school, founded by Kiyonobu I., which devoted
itself especially to representations of actors (the theatre having
at that time reached its most brilliant development), and which
continued to exercise its influence beyond the conclusion of the

! Tokio Cat., p. 21. % 1bid., p. 22.

3 Fenollosa Cat., No. 7-13. Fenollosa also discusses Shunsui in further detail
in his Outline (p. 31)and in the Tokio Cat. (p. 24 segg.), and suggests that he may
have been a son of Choshun. He founded a large school of painting side by side
with the Torii, which was distinguished for its realism, its intensity of colouring,
and its delicacy of conception; the landscape background also began to develop
in course of time. One of his paintings is reproduced in the Ou#line, pl. vii.
It was only after 1765 that he worked for the wood-engravers once or twice.
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eighteenth century. Formerly the opinion was that this time
could be identified with that of the first appearance of the
two-colour print, which had been fixed at about the year 1710;
but since Fenollosa has established the fact that the production
of these earliest coloured prints cannot well be assumed as prior
to 1743, in which year the first dated and presumably the
earliest print of this kind was published, we must take it that
the whole previous period was entirely devoted to black and
white. On the other hand, the painting of these sheets, which
began to be ‘done with artistic care quite early, at all events
about the year 1710, deserves especial mention, as it developed
the peculiar colour-scheme on which the true polychrome prints
were afterwards modelled.!

Torii Kiyonobu I., according to his real name Shobei, was
born in 1664 and lived ‘until 1729.% From Kioto where he
lived at first, he proceeded to Yedo where a more stimulating
atmosphere was to be found, and gave himself up chiefly to the
depicting of actors, and also to the preparation of theatrical
programmes and posters. Whereas hitherto these subjects had
only been occasionally treated, he elevated them to the rank of a

2~ permanent department of wood-engraving, which continued to be

cultivated almost as a matter of privilege by the Torii school
that he founded. His drawing was broad, bold, and decided,
and calculated to produce its effect from a distance, as in broad-

1 In my first edition I had assumed a parallel activity of, and a continuous rivalry
hetween, Kiyonobu and Masanobu. Since then, however, it has been shown that
we must assume the existence of two artists named Kiyonobu, the second appre-
ciably younger than the first ; and my former description has had accordingly
to be completely recast, for although Masanobu began work at more or less the
same period as Kiyonobu I., yet it was not until the latter half of his life that
he became a determining influence in his art and entered into the competition
as described with the second Kiyonobu.

3 In the first edition his dates had been given as 1688-about 1756, on the
authority of Anderson, Jaganese Wood-Engraving, p. 23; Fenollosa Cat., Nos.
20-23, 29, 35, 61, 87 ; Strange, p.21. The new dates are founded on the Hayashi
Cat., No. 190 segg.
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brush painting. Simple rounded outlines sufficed him to
express force. His faces are long and oval in shape. His
large sheets! are remarkable for their admirable distribution of
the black spaces, whose effect is made still more striking by being
picked out with lustrous vermilion. A subdued yellow and a
green approaching to olive are also used. About 1715 the large
pictures of actors were at the height of their popularity, and
through them, as the Hayashi Catalogue (Introduction, p. iii)
rightly remarks, Kiyonobu became the true founder of the
popular style, the courtly style of Moronobu having hitherto
reigned supreme. Subsequently, however, and up to the in-
vention of two-colour printing, these large sheets were more
and more replaced by the smaller narrow prints called hoso-ye,
which were employed for choice by Shunsho as late as the
second half of the eighteenth century. In his first period
Kiyonobu had also done book-illustrations — the Hayashi
‘Catalogue (No. 1426 segg.) instances several which appeared at
Yedo about 1690, and again from 1700 to 1705.

In the beginning Kiyonobu coloured with the orange-red
(¢an, a_lead pigment) then universally used for the purpose,
his sheets coming thence to be commonly designated as tan-ye,
orange paintings. From about the year 1715, however, he used
instead of this a carmine-red (beni, a vegétable juice), with
which he combined violet, blue, and a brilliant yellow.? In
the second decade Indian ink was added, which was covered
with a lacquer varnish, and this for two decades remained the
characteristic of the colouring of that period. Gold dust and,
for white surfaces, powdered mother of pearl (mica), were
also used. These hand-coloured prints were called urushi-ye,
lacquer pictures. It was just at this time, when the hand-

1 [llustration in Hayashi Cat., No. 197.

% According to a statement in the Kokka Magazine, tan was displaced at
the beginning of the period of Kioho (1716-35) by éen: (Deshayes in L'A47¢,
1893, ii. 10).
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coloured wood-engravings were at their highest perfection and
circulated everywhere, that Masanobu, who had begun to work
for wood-engraving about the same time as Kiyonobu, broke
off this activity and devoted himself almost wholly to painting.
At this time, too, the hair coiffure, after abandoning its elabo-
rate style of the seventeenth century, and gradually becoming
flatter and flatter, had changed yet again to contmually squarer
shapes distinguished only by a long flat queue.

According to Japanese custom, Kiyonobu’s pupils adopted a
part of his surname, which they completed by an additional
syllable. Among these, Kiyotada was the most conspicuous.
He began to work as early as 1720, but his activity ceased long
before that of his master; for this reason his works are particu-
larly rare.! An illustration in the Hayashi Catalogue (No. 219)
rather reminds one of Masanobu. In the Tokio Catalogue (p. 33)
thirty-three of his pictures are enumerated, varying in date from
about 1714 to 1736. Perhaps he was a son of Kiyonobu.

Together with Kiyonobu I., Kiyomasu is generally spoken
of as the second great master of this school.? As he was
born about 1679,® he cannot have been a son of Kiyonobu, as
was formerly supposed ; rather he may have been his brother,
as Fenollosa assumes. He is said to have died as late as
1763, and according to this account must have witnessed
the activity of Kiyonobu II. (see below). A play-bill by him
bears the early date 1693. Illustrated books by him appeared

T in 1703 (Kioto), and again in 1712 (Yedo), 1729, and 1747.

The Tokio Catalogue (No. 37 segg.) mentions sheets by him which
are assigned to about 1711 and 1713; and one of these, in the
judgment of Fenollosa, shows a-distinction of draughtsmanship
which may be sought for in vain among the works of Moronobu,
and a sense of life which surpasses Kwaigetsudo.

! Fenollosa Cat., No. 31.  Jbid., No. 24.
3 Hayashi Cat., No. 203 segg-.
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As a draughtsman Kiyomasu seems to have excelled Kiyonobu,
and to have been altogether more productive than he. His com-
positions, consisting both of black and white and of two-colour
prints, are replete with life and vigour. Bing (Catalogue, p. 2)
gives a list of some of them. The Tokio Catalogue (No.
40) mentions an urushiya by him of about 1728, and two-
colour prints of about 1744 and 1747 (Nos. 69, 70). A
chess-board pattern first occurs in one of his prints towards
1748. The Gillot Catalogue even makes mention of a three-
colour print, a falcon on its perch. Kiyoshige, also, of whom
Bing cites an actor (Catalogue, p. 3), belongs to this period.
He executed, as appears from a kind communication from S.
Bing, almost exclusively actor prints, of larger or smaller size,
together with some kakemonos. His period of activity extends
from 1725 to about 1759. The Tokio Catalogue (No. 51)
mentions 2 hand-coloured kakemono by him, dated about
1745, and also a two-colour print of about 1759 (No. 83).
An 1illustrated book appeared at Yedo in 1754. There are
two illustrations in the Hayashi Catalogue (Nos. 224 and 226),
the first of which already reminds us very much of Harunobu.

Finally, we must name Kondo Sukegoro (also Hishikawa)
Kiyoharu, who, during the first part of the eighteenth century,
was specially active as an illustrator of books, particularly
children’s books. One of his picture-books appeared in Yedo
in 1720. We have by him Ginka-Zoshi, poems on the girls’
festival, Tanabata, of July 7th, according to the old calendar;
a new edition, in colours, is supposed to have been produced
in 1835, at Osaka, in 3 vols. 8vo. He also represented
theatrical scenes.! The Hayashi Catalogue (No. 232) mentions
a certain Kondo Katsunobu as his son or pupil, and illustrates
a very graceful drawing by him, done in a broad style.

Further artists of this group are as follows: Torii Kiyosomo,

1 Anderson Cat., p. 338 ; Cat. Burty, No. 152.
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who was perhaps already influenced by Masanobu; his works
are rare and distinguished. In the Hayashi Catalogue (No. 221),
which also gives a reproduction, he is called a pupil of Kiyonobu
I. Inthe Tokio Catalogue (No. §2) there is an urushi-ye by him
of about 1739. Katsukawa Terushige, a pupil of Kiyonobu
(illustration in Hayashi Catalogue,No. §31). Tamura Yoshinobu
(illustration, ibid., No. 233). Fujikawa Yoshinobu, middle of
eighteenth century (illustration, #6id., No. 294). Tamura Sada-
nobu (illustration, iid., No. 234). Shimizu Mitsunobu (illus-
tration, #bid., No. 292).

The second generation of the Torii is represented by Kiyo-
nobu II., who worked from the thirties to the middle of the
fifties, and so stood in the midst of the two-colour print period,
which began in 1743. He is stated in the Gillot Catalogue to
have been the third son of Kiyonobu I.! Bing (Catalogue, p. 1)
mentions several of his sheets, but the question whether they
belong to him or to Kiyonobu I. has still to be examined ; the
“same applies to the lovers reproduced by Strange (p. 22). In the
Jaekel Collection at Greifswald, there is an urushi-ye by him
dating from the early thirties. On a colour-print of about
1752 there is already the suggestion of a landscape.® On the
picture of an actor as Soga no Goro of about 1753 (illustrated
in Fenollosa’s Outline, pl. v.) the spots of red and green are
as subtly distributed in their relations to the black and the
white as the pattern on the shell of a tortoise; on a two-colour
print of about 1754 (#bid., p. 47) the black is already more pro-
minent. Fenollosa (Catalogue, No. 61) singles out for special
praise a triptych with figures under sunshades, printed in colours.
He is perhaps identical with the Torii Shiro, one of whose
sheets is illustrated in the Hayashi Catalogue, No. 227. Two

! In the first edition he had not yet been distinguished from Kiyonobu I., who
was assumed to have lived to beyond the middle of the century.
* Tokio Cat., No. 46 ; #bid., p. 27.
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celebrated artists, whose names were similarly formed, do not
appear until long after—Kiyomitsu, about the middle of the
century; and Kiyonaga, the most perfect representative of
Japanese wood-engraving, towards the end of the century.

Beside this Torii school of the first period, and especially 4
beside Kiyonobu II., stands Okumura Masanobu, whose life N
extended from 1685 to 1764, and who claims a special place I
by himself. He was also a publisher, and signed with the names N
Bunkaku, Kwammio, Tanchosai, also Genzoku, as well as with
his real name.! He differs from the Torii in so far that, as a ka-
direct pupil of Moronobu and following his style more closely,
he seldom produced actor prints, but devoted himself instead 4‘):" bW
to the glorification of feminine charm and beauty; and in the ~* &
end, his innate sense of grace and pleasing composition enabled
him to bring the style of this early period to a perfection and
finish not again equalled until the easier mastery of Kiyonaga.

Masanobu’s life falls into two clearly separated divisions, the
boundary between them being formed by the second half of the
thirties. At first he seems, as did his teacher, Moronobu, to
have produced in the main book-illustrations (yehons), in black
and white. Anderson (Catalogue, p. 338) cites several of them,
among them a work which treats of beautiful women (bijin).

The dates which he gives extend from 1690 to 1720, but the first
of these (1690) is obviously much too early. In the Hayashi
Catalogue (No. 1457 segg.) Masanobu’s illustrated books do not
begin until 1703, and then follow some of 1706 and 1707.
Single sheets coloured with ez are assigned by the Tokio
Catalogue (No. 54 segq.) to about 1710 and 1712. Fenollosa
(Outline, pl. iv.) reproduces a hand-coloured actor of about

Oku-

! In the first edition, 1751-52 had been given as the date of his death, on the
authority of Fenollosa (Cat., Nos. 18-20, 36, 41, 48, 53-55, 66, 77). The biography
of Masanobu has now assumed a very different aspect in the light of the above
dates, which are taken from the Hayashi Cat., and in consequence of the sepa-
ration of the two Kiyonobus from each other.



76 JAPANESE COLOUR-PRINTS

1725. But from 1715 to 1735 Masanobu devoted himself
principally to painting, under the influence of Shoshun and
then especially of Kwaigetsudo.

It is not until the second half of the thirties, in the period
of Gembun (1736-40), that he again turns his attention to
wood-engraving, in which branch of art he is influenced, like
Shigenaga and Toyonobu (see infra), by the fertile and graceful
book-illustrator Sukenobu. Illustrated books by him occur again
from about 1740 to 1750, and in 1752 (Hayashi Catalogue), all
published at Yedo. It was a new trend of national culture
which led him to resume this kind of work, an outward sign of
it being the gradual increase in the height of the central top-
knot. He adapted himself even more closely than the Torii to
the various changes of fashion.! After the invention of the two-
colour print in the early forties he devoted himself to this work
also with great assiduity. From this period began his rivalry
with Kiyonobu II., each artist following the lead of his genius
and training in a direction of his own. Masanobu princi-
pally represented graceful female figures and bright scenes of
social intercourse, while Kiyonobu, for the most part, remained
faithful to his representations of actors. A reproduction given
by Anderson?® shows his remarkable finish of composition and
the grace of his figures. 'We miss the flashes of robust sensuous-
ness that distinguish Moronobu, a more feminine and more
elegiac temper discloses itself ; but it 1s just this inclination
toward delicacy that prepares the way for the subsequent de-
velopment of Japanese wood-engraving. In a series of fifteen
double sheets of mythological scenes, a varied picture of the
life of the times is unfolded before us—boating parties, mando-
line concerts, love scenes, the landscape scarcely indicated yet
admirably suggestive. Single-sheet prints (ichimai-ye) are not
wanting either ; as, for example, a series of half-length female

! Tokio Cat., p. 38. 2 Japanese Wood-Engraving, No. 7,
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figures on fans. Musachi no tsuki (the moon in the province
of Musachi) shows us a series of female figures, in black
and white (Berlin, Kunstgewerbemuseum). Bing (Catalogue,
No. 76) mentions some further sheets.

With Masanobu, too, begins naturalistic landscape, which
attained its full development during the second half of the cen-
tury. Besides small sheets, he now also produced large ones with
single figures, or with populous interiors, such as had quite gone
out of use since Moronobu’s time. He reached his highest
pinnacle, however, in the two-colour sheets, which he produced
(partly with blind printing) between 1743-50; they are mostly
compositions in three parts, with single figures or groups, and
sometimes have an architecturally disposed background, in which
the beauty of his grouping and the precision of his draughtsman-
ship are peculiarly evident. These two-colour prints were, like
the hand-coloured black and white work, known as beni-ye, be-
cause the same red was used in both. But hand-coloured work
continued to be produced along with them for some time longer,
and even attained to its peculiar development about 1750, as is
proved by several sheets of Masanobu which Fenollosa (Outline)
assigns to this very period. In these his best days, when his
figures were becoming rather longer and more elegant, he also
produced his finest kakemonos. According to Bing he also
turned out three-colour prints and might therefore be numbered
among the inventors of that species.

The following is a list of other works by him, all hand-
coloured black and white prints, unless otherwise stated :—

Long female figures, on large sheets, suggesting the work of
Kwaigetsudo ; young woman standing, playing with a cat; the
three chief towns (Yedo, Kioto, Osaka) symbolised by three
women, a large sheet; tiger crouching at the foot of a bamboo
tree, worked out of a black ground; pheasant on branch of
plum-tree; a book with double-page pictures of medium size,









Nishi- E)
kawa )'}
Suke.* %
nobu /i%.

8o JAPANESE COLOUR-PRINTS

the ancestor of the artist family of Nishimura.! At first he
produced actor prints in the Torii style, then pictures of women
after the manner of Kwaigetsudo, and thus gradually broke
away from the Torii to found a school of his own. He pos-
sessed greater merit as a wood-engraver than as a painter, but
his chief title to fame is the artistic training which he gave to
his son, Shigenaga, the probable inventor of two-colour printing.
A still greater artist was Nishimura Magosaburo. An uncertainty
exists as to whether he was a brother of Shigenobu, or perhaps
his son; in that case he would be identical with Shigenaga
who is said to have styled himself thus, though only in cursive
(Gillot Catalogue). ’

4. Book-ILLusTrRaTIiON IN THE FIrst HALF oF THE
EicuTeeNnTH CENTURY.—Besides the above-named masters, a
number of competent but less original artists were active as
book-illustrators. After Moronobu had, in the second half of
the seventeenth century, brought book-illustration to a height
not hitherto attained, and numerous pupils had followed him
along this path, the demand for illustrated books (yehons)
seems to have relaxed during the period from 171§ to 17353,
when the interest of the people was more and more strongly
diverted to the theatre, and representations of actors on single-
sheet prints were eagerly sought after. But from about the
year 1735 onwards, such books once more appear in increasing
numbers, in manifest response to an enhanced desire for repre-
sentations from life, as well as a heightened delight in romantic
descriptions. The illustrations were almost uniformly printed
in black and white, and very seldom coloured. We must here
mention first Nishikawa Sukenobu, a pupil of Yeino Kano -
Sukenori. He lived from 1674 to 1754, and produced a mul-
titude of illustrated books in the style created by Moronobu.
He aimed at giving his readers continuous entertainment in

! Fenollosa Cat., No. 38 ; Tokio Cat., p. 32; Hayashi Cat., No. 318 segg.
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TOSHINOBU : AN ACTOR, IN A FEMALE PART, IN A SHIGENOBU : HORSES DRINKING UNDER A CHERRY-
SHOWER OF GOLD (Kobans, little gold coins). Hand- TREE. Hand-tinted with black, grey, and yellow.
tinted with black, red, and yellow, and gold-dust. Medium size.

Medium size,
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designs of facile invention, great vivacity, and excellent composi-
tion, lacking only in high seriousness and delicacy of detail. He
was born in Kioto, and was known in private life as Nishikawa
Ukio; his first work was done in the manner of the Kano school,
from which he went over to the Tosa school. His importance for
Kioto is the same as that of Masanobu for Yedo.! From about
1730 he seems to have settled in Osaka. The Hamburg Museum
possesses a book by him called Skowku Hinagasa, dated as early
as 1713.> He was especially noted for his scenes from the life
and occupations of women, of which a series appeared, as early
as 1723, under the title Hiakunin Foro shinasadame :— :
Yehon Hanamomiji. Undated.

Genji no yesho. 1730.
Wakoku hiakujo, hundred Japanese women, on 27 pictures.

In 1736 followed the widely known—
Yehon tamakadzura (Pl no. 11 in Anderson’s Japanese Wood-
Engraving).
Yehon Asakayama. 1739.
1740, 1741, Yehon chiyomigusa, scenes from the life of women,
3 vols.

These books are followed by the scenes from social life, the
Yehon ike no kawazu, an edition of which in 1768 is cited by
Anderson. Illustrations of poems :—

1730, Yehon Tsukubayama ; 1755, Yehon himekagami; and illus-
trations of the book of moral precepts :

Yehon chitoseyama. 1740.

He illustrated legends in his Yekon Yamato-hiji of 1742, and
Japanese stories in his 2ekon Kame no Oyama of 1747.

Besides these, the following books by him are mentioned :—

Yehon tokiwagusa, the life of court ladies, middle-class women, and
courtesans, 3 vols. 173I.

! Tokio Cat., p. 41.
2 Anderson Cat., p. 339. See Tasset. The new biographical dates (in licu of
“ 1671 to about 1760”) are taken from the Hayashi Cat.
F
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Yehon Fudetsubana. 1747.

Goriu yehonzoroye (various sketches). 1748.

Yehon Yoshinogusa, 3 vols. 1759.

An erotic work in 3 vols.

. Reprints of his books continued to be published as late as
the eighties of the eighteenth century.

Reproductions of his work may be found in Gonse! (weaving
women) and Anderson? (genre-picture).

Tachibana Morikuni, Sukenobu’s contemporary, was still
more fertile, varied, and important; he gave his figures more
life and expression, and paid more attention to the artistic
execution of his wood prints.® He lived from 1670 to 1748.
His numerous model sketches, as well as reproductions of his
work, have already been detailed on p. 59. In his illustra-
tions he follows the style of the Kano school; Tsuruzawa
Tanzan is mentioned as his teacher.

He illustrated legends as follows : —

Yehon kojidan (ancient myths), 8 vols. Osaka, 1714. (Reproduction

in Strange, p. 10.)

Yehon shahobukuro (legends, &c.), g vols. 1720. (A good specimen

in Anderson, Japanese W ood-Engraving, No. 10, a dance of children).

Yehon Tsuhoshi, g vols. 1725. He here signs himself T. Yuzei.

The first volume treats of agriculture, the chase, fishing; the
second, of dancing and riding ; the third, celebrated localities ; the
fourth, portraits ; the fifth, tales and legends; the sixth, fantastic
representations ; the rest, landscapes. A later edition in 1772.
Gwaten tsuko (legends), 10 vols. Osaka, 1727.
Yehon Oshikubai, 7 vols. Osaka, 1740. (Rep. Strange, p. 11.)

Illustrations of poems are to be found in the following
works :—

Wacho meisho gwazu, 4 vols. 1732

Fuso gwafu, 5 vols. 1735. Treats of the celebrated localities of
Japan. A later edition, Kioto, 1784.

! Vol. i. p. 123 2 Pictorial Art.s;. p- I71.
3 Anderson Cat., p. 339 ; Hayashi Cat., No. 1599 segg. ; Duret:
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Yehon hime bunko 1760, ladies’ book.
Togoku meishoshi 1762, landscapes of Eastern Japan.

In the Tokio Catalogue (p. 41 segq.) the two following
pupils of Sukenobu are mentioned: Nishikawa Suketada,
probably a son of Sukenobu, more original and imaginative
in his colouring than the latter ; illustrated books by him occur
from 1748 onwards (Hayashi Catalogue No. 1477 segq.) ; and
Tsukioke Settei, who represents the transition to the following
generation which is already influenced by Yedo.

Further names to be mentioned are: Nakaji Sadatoshi, of
the Kano school ; he published drawing exercises in Kioto about
1730 (Hayashi Catalogue, No. 355).—Kitao Sekkosai, from
Osaka, a pupil of Buncho? Illustrated books by him are dated
1754 and 1767 ; in the latter of these a separate plate for the
general tint is first employed. A large broadside folio sheet of
1764 represents, in forty-eight divisions, women of various
classes and professions (illustrated in Hayashi Catalogue, No.
479).—Kanyosai in Kioto, called also Tatobe Riosai and Mokio
(1712—74), one of the best draughtsmen of the period. One
of his works is Kanyosai gwafu, Yedo 1762, 5 vols. of plants,
birds, and landscapes, in the style of the old Chinese masters
(Hayashi Catalogue, No. 1612); Mokio wakan zatsuga, after
old pictures (1772), § vols.,, new edition 1802; drawings of
fishes, 1775 (Duret, No. 462 segq.).—Ippo, collections of draw-
ings, Osaka 1752 and Yedo 1758—Rinsho, drawings, Yedo 1770.
—By Ito Jakunobu are: Gempo Yokua, plants and animals,
black and white (1768), 55 sheets, a work of unusual power
and largeness (Hamburg Museum). The artist lived from
1716 to 1800. He studied the Kano school to begin with,
and then the Chinese school and Korin.
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until, about the year 1765, the number of blocks was increased,
and thereby the foundation laid for wood-engravings unrestricted
as to colour effect. The period of transition from the primitive
two-colour to the completely developed polychrome prints,
which for us represent Japanese wood-engraving par excellence,
was very short. It embraced not much more than the first
half of the sixties.

The colour print, like Japandse art in general, was probably
brought over originally from China.* True, a statement is re-
ported by Satow, in the Transactions of 1881, on the authority of
an author named Sakakibara, that coloured prints of a likeness
of the celebrated actor Ichikawa Danjuro, the founder of an
actor-clan that still flourishes, were sold in the streets of Yedo
in the year 1695. But this should doubtless be interpreted as
referring to woodcuts coloured by hand.> Prints in another
colour than black seem to have been produced very early,
although only quite exceptionally; at least, Strange cites
(page 3) a book that appeared in the year 1667, containing
patterns for kimonos (outer robes) which are engraved in pairs
on one block, and printed alternately in black, olive-green, red,
and a fourth colour (reprod. i4id.). Even granting, however,
that we are not here dealing with a new edition of a much later
date, there would still be no connection with the printing ‘from
several blocks successively adjusted, in which process lies the
essence of the colour-print. It may be considered, indeed, that
the deepening and softening of the tint on different parts of the

! Binyon (Painting, p. 232) mentions that there are Chinese colour-prints in the
British Museum, representing bouquets, flowers, birds, &c., which were brought
home from Japan by Kaempfer as early as 1692. They are printed from several
blocks and their technique is already fully developed.

* In the Kokka Magasine we are informed that, according to the statement
of the celebrated romance writer Kioku Ichio, a wood-carver, Kinroku, invented
the colour print, but employed it only in the production of calendars (Deshayes

in 2’47, 1893, ii. 10).—Compare Anderson, Japanese Wood-Engraving, pp. 22,
64 ; Strange, pp. 3, 4.
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MASANOBU : Kamuro (SERVANT) WRITING A LOVE-LETTER,
HER MISTRESS WATCHING HER. Behind, in the fokonoma,
a picture of the god Hotei.  Two-colour print in red and
green,  Part of a triptych representing ** The Audacities
of Kamuros.”
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same block (as was done, for example, in landscapes in Gwako
senran (1740), where the distance is lighter and the foreground
darker in tone'), was a first step toward colour-printing. But
it does not seem to be proved that the application of different
colours to the same block, which was often done in the
nineteenth century, was known in the early period. As we
have not been able to prove the existence of an earlier colour-
print than that dated 1743, of which we shall speak imme-
diately, and as the internal evidence of other two-colour prints
does not point to an appreciably earlier origin, it follows that
Anderson’s statements,” according to which a certain Izumiya
Gonshiro, towards the end of the seventeenth century, was
the first to use a coloured block, besides the black, in-order
to colour certain parts of his drawing with carmine red (Zeni),
must be referred to hand colour; at any rate, prints of this
kind have not come to light. The first book illustrated with
coloured wood prints is said to have appeared as late as 1748.
The sheet dated 1743, representing a young man in the
rain, is by Shigenaga. Whether it is the first colour-print ever
produced in Japan, we do not know ; nor has the name of the
inventor of this new process been handed down to us. But
from the circumstance that it is dated at all, forming thus one
of the few exceptions among Japanese single-sheet prints, we
may doubtless conclude that it was the first sheet produced in
this technique, and that the youthful artist gave expression by
this signature to his pride in his new invention, precisely as did
his pupil Harunobu twenty-two years later, when he succeeded
in inventing the full polychrome print. At all events, prints
in two colours are not hitherto known to have been produced
appreciably earlier. Why the artist chose precisely these two
tints, rose and green, for his colour blocks (to be sure a very
happy choice), has not yet appeared. The colours which were
1 Japanese Wood-Engraving, p. 64. t Jbid., p. 22.
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employed up to that time for hand colouring afford us no ex-
planation, as they were quite different in kind and far more
various. It is also a surprising circumstance that through nearly
two subsequent decades these two colours were employed vir-
tually unchanged, even in tone and strength, by all the other
artists of the period, and that it was not until a third colour-
block was introduced (about 1760) that these sheets presented
a greater variety of aspect.

Fenollosa (Tokio Catalogue, 1898, p. 43) says that two-colour
printing was, up to the beginning of the fifties, only employed
for small prints. He estimates the total number of two-colour
prints at about 10,000. On page § of the same work he gives
an admirable characterisation of the two-colour print. Professor
Jaekel in Greifswald writes to me: “ The first red and green
prints seem to me to be those in which these two colours are
only printed in the form of delicate patterns on the spaces of
the dresses and the salient parts of the background. These
pattern-blocks were probably technically most nearly akin to
the stencil plates which had been in use from ancient times
for pattern printing on cloth and continued to be used long
after. 'The tinting of the dresses to their whole extent only
came in later.”

ST E Nishimura Shigenaga, the son of Shigenobu, lived from 1697
to

mnra

Shige-

naga

A

.
§
~— follower, and from the fifties as his legitimate heir and successor,

s
—-

1756, and distinguished himself especially in the middle of

the thirties.! The rudiments of his art he learned from his

- father, and then assimilated himself very closely to the style
of Masanobu. Although the affinity of mind and temper that
attracted him to this artist entitles him to be regarded as his

he yet deserves quite as much, at a certain period of his life,
probably in his youth, to be called a disciple of that excellent

1 Anderson Cat., p. 388; Fenollosa Cat., Nos, 40, 57, 80, 92. The dates are
taken from the Hayashi Cat.
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SHIGENAGA : SHOKI, THE DEVIL-QUELLER.
Hand-coloured black and grey, the flesh
dark red. Large.
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actor-painter, Kiyonobu. For there exist prints by Shigenaga
with representations of wild deities which belong entirely to the
forceful style of the Torii school. Although, like Masanobu,
he took especial delight in the delineation of graceful women,
nevertheless he did not disdain to try his hand on actor-pictures
aswell. The versatility of his talent is further shown by a hand-
coloured sheet representing a mandarin duck among iris, on the
water’s edge (Bing Catalogue, No. 89). It is incorrect to attri-
bute to him, as Anderson does, colour-prints produced with four
blocks, and to date this activity as far back as 1716. He began,
as all artists hitherto mentioned, with black and white prints.
As early as the middle of the fourth decade his style showed a
great affinity with that of Masanobu, approaching, however, more
closely to the personal peculiarities of the latter than to the
broad style handed down from the school of Moronobu. What
distinguished him was the striving for individuality, and that
in a new, fresh, youthfully sensitive spirit, which he passed on
to his pupils also and which gave its stamp to the woodcuts
of the great flowering which now began. In this rdle of
mediator between the old and the new art, as well as in his
more personal qualities, lies Shigenaga’s essential significance.
It 1s sufficient to mention here that Harunobu was his pupil.
The year 1743, as we have seen, forms the one decisive turn-
ing-point in his life, as it brought with it the invention of the
two-colour print. The beautiful specimen of this process which
Anderson gives at the beginning of his Fapanese Wood-Engraving,
a young girl walking under a sunshade on the bank of a river
(signed Senkwado Nish. Shig.), is therefore dated by him much
too early (1725). But it proves clearly enough to us how
Shigenaga’s strength lies in the artistic rendering of a general
impression, though Masanobu excels him in precision, beauty,
and individuality of drawing. In any case, the invention of the
two-colour print was of such revolutionising importance that
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all, even the older generation of masters still alive, immediately
took up the production of such prints. Shigenaga himself
never tired of developing this technique further, endeavouring
after ever new effects by varying the grading or contrasts of the
colours, by change in the patterning, by blind printing. In the
beginning of the fifties his art reached its high-water mark,
while Kiyomitsu at the saie time continued the style of
Kiyonobu. The subjects that he treated were similar to those
of Masanobu, single figures of women and scenes of social life,
mostly in triptych form, which, however, were no longer rigidly
divided into three separate parts, but represent a continuous
composition. As he also produced three-colour prints and died
as early as 1756, it is clear that they must have been invented
before this time and not towards the end of the fifties, as was
assumed in the first edition. Fenollosa mentions one of his
large sheets printed in this style, representing the interior of a
hall, in which, besides the two colours, rose and green, yellow
is employed by way of transition to white, in addition to the
black contour-block. He thinks it very probable that Shigenaga,
having invented the two-colour print, may have discovered the '
three-colour print as well. It is true that a print of this kind
cannot be assigned to about 1759, as Fenollosa assumed, but
must have been produced several years earlier. Illustrations of
his works in the Hayashi Catalogue (Nos. 304, 305, 313), which
also mentions books illustrated by him (Nos. 1464 segg.), be-
ginning with about 1735. As to his possible identity with
Mangosaburo, see the end of Chapter IIL, § 3.

As his pupils, Toyonobu and, later on especially, Harunobu
and Shigemasa are to be mentioned. It is not certain that
Akiyama Sadaharu was a pupil of Shigenaga, but Fenollosa
thinks it possible; he cites a black and white print by him
dating from the middle of the fifth decade, and gives him
the testimonial that, had he worked longer, he would very



ROYAL PRINT ROOM, DRESDEN

KUJOMITSU : NEW YEAR's DANCE, EXECUTED BY TWO Shkiradioshis
(SINGERS). The standing figure, whose robeis figured with pine, bamboo,
and almond-blossom (happiness), cranes and tortoises (long life), wears
the saméaso on her head and holds a rattle in her hand. The other,
whose gown is figured with paulownias, wears the md»zzai on her head,
and holds up the membako (mask-coffer). Zhree-colour print in green,
red, and grey.
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likely have become a dangerous rival of Harunobu’s.! Ishikawa
Toyonobu was born in 1711 and was therefore only about ten
years younger than his teacher Shigenaga; he lived, however,
much longer than the latter, namely, until 1785, and remained
vigorously active even in old age®* He also called himself
Ishikawa Shuha. He began his career with black and white
work, and then, like Shigenaga, continued Masanobu’s manner
in two-colour prints, producing numerous continuous trip-
tychs, which are noted for the grace of their female figures.
The earliest attempt to produce new tones by printing red
over green originated with him. He was also one of the
first to practise full polychrome printing; thus, for example,
his large horizontal sheet in four colours, the parody on the
seven sages in the bamboo grove, who are here represented
by singing-women, is dated 1765. He also produced book-
illustrations ; the Hayashi Catalogue (No. 1488 segg) mentions
some published at Yedoin 1763 and 1779. Contemporaneously
with Kiyomitsu and Shigenaga he practised three-colour printing
by using first yellow, then blue, as a third colour. The Tokio
Catalogue (p. 40) calls him the chief rival of Kiyomitsu (see
below), but seems wrong in assigning him to Sukenobu’s group.
His pupils are mentioned below in connection with Shunsho.
Harunobu and Shigemasa also, who already belong to a
younger generation, and Yoshinobu and Toyoharu, the pupils
of Shigenaga, will be dealt with later.

The Hayashi Catalogue further mentions, as pupils of
Shigenaga, Hirose Shigenobu (No. 324); Yamamoto Shigeharu
(No. 348); Yamamoto Fujinobu (No. 349), whom Fenollosa
calls a pupil of Harunobu ; Tomikawa Fusanobu, who worked
from 1741 to 1763 and then called himself Ginsetsu (No. 353).

! Fenollosa Cat., No. 62.
2 Fenollosa Cat., Nos. 64, 75, 8891, 101, 169 ; Anderson Cat., p. 342; Bing
Cat., No. 92 ff. The dates are taken from the Hayashi Cat.
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We have already seen, in the preceding chapter, how
Masanobu, Kiyonobu II., and Kiyomasu, immediately after the
invention of the two-colour print, devoted all their powers to its
development.
- ,% 2. THE THREE-coLoUR PrINT.—While the method of Masa-
«wy) nobu found a propagator in Shigenaga, a follower of the Kiyonobus
and Kiyomasu arose in Torii Kiyomitsu, who generally passes
d as a son of Kiyomasu, but owing to his later appearance in the
« history of art, is looked upon by Fenollosa rather as the
Kiyo- > 8) successor, adopted late in life, either of Kiyonobu or Kiyomasu.!
He lived from 1735 to 1785, and began to work in the early
witken - X2 fifties. There are no known hand-coloured sheets by him.
As Shigenaga and Toyonobu entered upon the inheritance of
Masanobu, so did Kiyomitsu carry on the traditions of the
Torii, followed meantime, from 1750 to 1765, like a shadow
by Kiyohiro. Kiyomitsu’s draughtsmanship is broad, but not
always as delicately worked out as that of the ancients. He
is noted for the exceptional grace, fulness, and finish of his
compositions ; his figures are generally long, with small heads
and small features; the ample draperies cling close to the bodies.
Like Shigenaga, he cultivated the three-colour print as early
as the fifties ; in fact, this technique is especially indebted to
him for its further development and completion, since the first
half of the sixties, at which time he took the lead of all other
artists, was his most fertile period. He was the first to give
blue a permanent place in the synthesis of colours, so that the
treatment of this colour formed a distinctive characteristic of his
work. He did not, however, use it pure in the beginning, but
shading strongly into grey, and thereby achieved a beautiful
gradation of tone, as is shown in an early kakemono-ye ? repre-

! Anderson Cat., p. 341 ; Fenollosa Cat., Nos. 83, 92, 99, 100, 102, 104-107, 110~
112. The dates are taken from the Hayashi Cat.

? In Japanese these narrow sheets, which are fastened on the door-posts, are
called hashira-kakushi.
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KIYOMITSU : A BATHING SCENE IN A HOUSE, KIYOMITSU : WOMAN IN A DRESSING-GOWN WITH A
The bath in the background. The child holds CAT. She hoids a paper in her hand. On the floor
a pail and ladle. 7 Aree-colour print in pink, a paper lantern with an oil-can. On the screen a sash

vellow, and grev-brown. Two-colour print in red and green.
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senting a mother and child. By the addition of brown he even
occasionally changed his blue into an olive green, as in the large
and beautifully composed sheet of the two dancing girls, in which
the green and red is also modified. In part he achieved the
mild and subdued, yet powerful elegance of his tones by special
mixtures of colour, partly also by printing them one over the
other, whereby he enriched his scale of tints. It is remarkable
that in his rather heavy treatment of colour, neither black nor
white plays a considerable part. He too was active in book-
illustration ; illustrated works by him appeared at Yedo in 1760
and 1776. In his productions actors predominate; see the sheet
of about 1760 illustrated in Fenollosa (Outline, pl. vi.). In
addition, however, he drew scenes of daily life, bath scenes, and
in Bing’s Catalogue (No. 19) there is also mentioned a print
with birds.  Strange reproduces, on page 24, 2 woman preparing
tea. In the Jaekel Collection at Greifswald there is a large
oblong three-colour print by him, which is composed as a
triptych, but printed undivided from a single block ; it repre-
sents a gentleman promenading with two ladies, with Fuji in the
background. The same collection possesses a four-colour print,
large oblong, in which red and green predominate; it was
probably done about 1760, and represents three geishas sitting
in a room and playing with cushions. About the year 1763,
following the example of Harunobu, who in the meantime had
been making his experiments, his blue appears perfectly pure;
but the cheerfulness of this young pioneer’s colour-scheme was
never quite attained by the older artist. He remains the chief
master of the short ascendancy of the three-colour print, the
general effect of which was apt to be somewhat sombre. As no
black and white prints, so also no genuine polychrome prints
by him seem to be known.

According to Fenollosa (Outline), the fundamental colours
of the three-colour print, which seems to have developed in the
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middle of the fifties, were red (ben:), blue, and the newly added
yellow, that is, colours resulting from the decomposition of the
green hitherto used. Professor' Jackel, on the other hand, in
a personal communication, is of opinion that the third colour
was the result of blue being printed over red in the case of the
caps of the actors, which appear to have been of a vivid violet;
he is acquainted with such prints by Kiyonobu II., Kiyomitsu,
and Kiyohiro. This third colour, a late introduction, was then,
he thinks, at once generally made use of to enrich the colour-
scheme in every direction.

The introduction of three-colour printing also brought the
kakemono-ye to full perfection. The number of figures repre-
sented on them rose occasionally to eight or ten. The fact that
one colour could now be printed over another made it possible
to vary the colour-scheme almost infinitely.

. Torii Kiyohiro, who, like Kiyomitsu, was active from about

Tori-f% 1750 to 1765, was perhaps more gifted than the latter, but

_> his achievement was less.! The Hayashi Catalogue calls him

i E’ a pupil of Shiro Kiyonobu (see under Kiyonobu IL.). Fenollosa

suspects that he was a younger brother of Kiyomitsu, but the

Kiyo- s; 3 fact that he published an illustrated book, Serifu, with five

black and white prints, in Yedo, as early as 1738, is against this

. % assumption. Another book, called Tomimoto, appeared in 1754,
hiro 3 S . .

3 with eleven illustrations (Gillot Catalogue). For the rest, only
two- and three-colour prints are known by him also, partly in
the form of triptychs, with beautiful drawing of the patterns on
the robes and tasteful application of a delicate olive-grey. Like
Kiyomitsu, he affected especially the delineation of actors (illus-
trations in Hayashi Catalogue, Nos. 259, 263, 254). Tanaka
Masunobu is mentioned by Fenollosa (Catalogue, No. 94) as a
late pupil of Kiyonobu I in his old age, who produced about the
middle of the fifties actor prints in two colours. But there exists

1 Fenollosa Cat., Nos. 85, 93, 103 ; Tokio Cat., p. 50.
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HARUNOBU : A DANCER WITH A KERCHIEF ROUND HER HEAD,
HOLDING A LARGE FIsH oN WHEELS. Yellow robz, figured with
ships; a fan in the grey sash. Grey dackground.
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a two-colour print by him dated as early as 1746 : two children in
a saké-bowl with a sail (Hayashi Catalogue, No. 290). According
to the Hayashi Catalogue, on the other hand, he is said to have
probably been a pupil of Shigenobu, and later to have followed
Shigenaga and Harunobu. He also called himself Sanseido.
The Hayashi Catalogue gives specimens of his work (Nos. 291,
289). In Bing’s Catalogue (No. 33), under the date 1760, is
mentioned a theatre scene by Torii Kiyotsume. According to
the Hayashi Catalogue he was a pupil of Kiyonobu II.; for
reproductions see the Catalogue (Nos. 249, 252). He reminds
one of Harunobu. Works illustrated by him appeared in Yedo
in 1777.

Other artists of the period are : Torii Kiyoharu (illustration
in the Hayashi Catalogue, No. 223); Torii Kiyosato, probably
a pupil of Kiyomitsu (Tokio Catalogue, No. 86 ; illustration in
Hayashi Catalogue, No. 263 4is). The Hayashi Catalogue
further ‘mentions: illustrated books by Torii Kiyohide, 1772
and 1775, and by Torii Kiyomoto, about 1786-94.

3. THE PoLvcHroME PrintT.—Without doubt, we owe to
the amiable and cheerful genius of Harunobu the invention of
prints entirely unlimited in the number of blocks and choice
of colours. As, twenty-two years earlier, Shigenaga had dated
the first two-colour print, so also Harunobu placed the date
1765 on several of his delicate and richly coloured prints, square
and of medium size approximating to that of the later suri-
monos, evidently intending thereby, in just exultation over the
final success of his invention, to fix its date for all succeeding
ages. Before, however, he succeeded in this great step, he had
spent half a decade endeavouring to produce new effects by
means of the three-colour blocks then in use, which gradually
led up to his invention. Indeed, his activity extends back into
the time of the two-colour print, although only into its closing
years.
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Suzuki Harunobu, the founder of the Japanese wood print
in the style familiar to us, and thus the first of the moderns,
was a pupil of that Shigenaga who invented the two-colour
print and probably also the three-colour print, and who, after
Masanobu’s death, upheld his heritage through a decade. In
this case, the inheritance of the artistic tradition, and its gradual
transformation in the direction of an entirely new ideal, is clearly
in evidence. For as the grace and peculiar charm of Masanobu
here continue to live on in their specifically Japanese fashion, to
be transmitted as an inalienable heritage from the time of the
“ primitives ” to the whole following half-century of the great
moderns, so, on the other hand, the special peculiarities of
drawing and colour which constitute the characteristic style of
the ¢ primitives ” come to an end with Harunobu, and give place
to an entirely different conception of the outer world, which,
in contrast with the decorative method hitherto current, must
be described as essentially naturalistic; although the faithful
reproduction of the real world is by no means the positive goal
of this art movement. The causes of this new phenomenon are
not to be sought for in any particular progress made by art, for
the older art was able, as Moronobu’s creations prove, to reach
with its simple means a degree of expressiveness and vivacity
which later times in some ways never recovered ; nor could the
invention of the perfect polychrome print have influenced it
decisively, for this was not immediately followed by an increase
in power of artistic representation. Rather must it have been
due to the spirit of the age, to the changed direction of the
outer as well as the inner life of Japan, that minuter detail and
greater variety of representation was now required of her art.
This, indeed, and this alone, can account for the falling off
in strength, fulness, and robustness, which is noticeable hence-
forward.

But Harunobu forms not only the beginning of a new, but
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HARUNOBU : A YoUNG GIRL WITH Bow AND ARROWS (Yokio) Date, 1765.
Yellowish-grey dress with greyish-green sash; vellow floor.

KorcuriN COLLLECTION, PARis

HARUNOBU : LADY ON A BRIDGE IN THE SNOw,
WRAPPING HERSELF WITH HER SLEEVES.
Reminiscent of the tale of the Sano Ferry. Date,
1765. Water light yellowish tone, sky and bridge
blue, the piles of the bridge brown; dress yellow.
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also the close of an old period in this respect as well, that he
himself, in the first years of his activity (towards the end of the
fifties) produced a few things still entirely in the style of the
old school. Those worth mention are principally two-colour
prints (only a few of these exist), for example, a picture of
wrestling actors of such power and fierceness that we can hardly
recognise in it the refined and delicate master of later years;
further, a triptych with single figures. In the employment of
broad black masses he shows a sense of grandeur in style which
goes beyond his teacher and points directly back to Masanobu
himself.

His three-colour prints also are few in number, but of especial
importance as a preparatory step toward the complete poly-
chrome print. He produced in this style chiefly kakemono-ye,
long, very narrow sheets, which, like the paintings, could be
fastened on the pillars of the houses. Masanobu had already at-
tempted this species, and with success, but it was left for Harunobu
to establish finally this form, which remained a special favourite
until the end of the century. Peculiar skill was demanded in
order to dispose a single figure on an extremely limited space
so as to keep it both life-like and natural, while yet at the
same time producing a decorative effect. Gradually two,
three, and at length even more figures were introduced. It
was especially the most celebrated artists, Kiyonaga, Utamaro,
&c., who cultivated this style by preference. Now Harunobu
attempted even in these cases to attain new colour-combinations.
On one sheet, representing the delivery of a letter, he employed
as his third colour (besides red and blue) not green but yellow,
in small spots to heighten the effect of the red ; but along with
this he obtained a green and a violet by over-printing. In this
way he had already five colours at his disposal. But on another
sheet, which Fenollosa dates about 1763, a young girl with a

monkey, the same three colours are used, the red very deep and
G
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the yellow very soft, to achieve a still richer effect. If we
include both black and white, which he could dispose in small
scattered parts very effectively, to accentuate the effect of the
main colours, it is already possible to distinguish nine clearly
separate tones, and—this is characteristic of Harunobu—
every colour already appears in perfect purity, as do also the
tones produced by over-printing. Moreover, they all stand in
perfect balance with one another. From this it was only a short
step and a mere question of technique to arrive at a colour-print
with any desired number of blocks and colours.

This end Harunobu achieved in a series of particularly
beautiful compositions, rich in colour and finely cut, of square
surimono size, some of which, as, for example, the woman on
a white elephant, and another walking over a snow-covered
bridge, he dates 1765, to show, by stating the year in which
they were made, his justifiable pride in the final success of
his invention. He here used five or six wood blocks, and
by employing principally light but vivid colours in combination
with very delicately blended grey and brown tones, as well as
by excellent blind impression, e.g. for snow, he produced a
chromatic effect the purity and delicacy of which has hardly
been excelled by any subsequent work. Thus we have here one
more instance of what has so often been observed, as, for
example, at the invention of printing, of the European chiaro-
scuro-print, and of oil-painting (Van Eyck), that the first
products of the new art were also the most perfect, and that
subsequent generations have seldom been able to follow them
up with adequate success. The further development of colour-
prints now no longer depended upon technique, but must be
sought exclusively in the idiosyncrasy of each artist, in the way
in which he was able to give expression to his peculiar point of
view and to his peculiar sense of colour. Here also the chief
aim was to secure the distinctest possible effect with the simplest
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HARUNOBU : .4ma (FISHER-
WOMAN)WITH 7ago{PoLY-
rus) Water and drapery
grey brown, the drapery
darkerintone Kakemono.

OEDER COLLECTION,

DUSSELDORF

HARUNOBU : GIRL COMING

DOWN STEPS.

Kakemono.
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THE POLYCHROME PRINT 101

year 1765 on, he put forth his full powers and created in the
following lustrum an almost countless number of the richest, the
most graceful, and the most varied polychrome prints. In the
last years of his life he took up painting in addition to his wood-
cut work. A youthful, amiable disposition distinguishes this
renewer of Japanese wood-engraving, and leads him to choose the
life of youth, fair women, and lovers as his favourite subjects;
actor-prints he produced but seldom, and, as it would seem,
only in his earliest years.

If the works of the primitives, with whom background,
as such, had no existence, can justly be compared with mosaic
(Fenollosa), Harunobu may be said to have created space for
his compositions by imparting depth to them through the
addition of a background. Instead of leaving the background
blank as heretofore he gave it a delicate grey or soft green tint.
After he had succeeded in bringing his colours to perfect purity,
notably a brilliant blue and a red of oxide of lead which did
not turn black as readily as that of his successor Koriusai,
he developed, partly by over-printing, partly by the employ-
ment of additional blocks, the rest of the tone-series in equal
purity, to the number of some fifteen. As the colours which
he employed were generally opaque, he endeavoured to obtain
his effects less by the manner of their application than by the
harmonising of shades and the use of neutral mediating tones.
His works of the period round 1767 may be recognised by the
fact that the side-wings of the hair are again beginning to
project and to form an almost horizontal line below, just
over the ear. The year 1768 forms the high-water mark
of his activity; thenceforward he signs his prints regularly.
Towards 1769 his figures, which until then had been very
symmetrical, became longer, the faces, too, changed from a
round to an oval shape, and the nose increased in length.
Herein he follows a fashion that had become pretty well
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universal at that time. At the same time he began to use white
as the basis of his draperies. Finally, he elaborated his land-
scapes with loving care, further emphasising details, such as
water and snow, by blind printing.

Besides the single sheets, which we shall presently refer to,
he illustrated in his early days some books in black and white,
such as :—

The occupations of women, 16 sheets.
The seven gods of fortune, 8 double sheets.
An anthology of Chinese poetry, 2 or 3 vols. 1763.

A book of 1762 is mentioned by the Hayashi Catalogue
(No. 1491).

Of his colour books, the following are especially worth
mention :—

Pretty women of the Yoshiwara. Yedo, 1770. (Illustrated in

Duret, p. 92.)
v/ Yehon_haru no nishiki, spring scenes, 2 vols. (Yedo, 1771), 17 double
eets, light in tone, principally in grey and brown, the landscapes
carefully elaborated, but the faces expressionless; probably his
last work,

Wedding scenes, 7 oblong sheets, very delicate in colour and contour.

Various series of fanciful designs, of oblong shape.

Occupations of women, 30 sheets.

Of his single sheets, those in the style of the primitives are
fi/ery scarce, as also the medium-sized colour-print. Of especial
beauty are his kakemono-ye, mostly representing a single figure,
but not, as Fenollosa states, without background, as the con-
trary i1s proved by the very charming work here reproduced,
which shows a young girl descending a staircase. Of unusual
shape and monumental beauty is a bridal procession, on a black
background, in ten broadside folio sheets. Most of his sheets
are of a medium quarto form which he was the first to intro-
duce, and usually represent two figures. A representation of
cranes in the reeds is exceptional. His prints of the year 1765
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YOSHINOBU : Two WOMEN IN A ROOM.
Pink and yellow predominate.
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especially the sooty black. Blind printing is also employed
with particular frequency.

Harunobu is said to have left a son or pupil, Harunobu IL,
who learned to draw in the Dutch (European) style (Ander-
son Catalogue, p. 342). Fenollosa names another pupil of
Harunobu, Fujinobu (Catalogue, No. 163 ; see under Shigenaga),
also Kuninobu (No. 164). Suzuki Haruji, of whom we have
kakemono-ye, was very similar to the master, and therefore pro-
bably his pupil. The following are further mentioned as his
pupils: Harushige, his son, who worked principally in the
seventies (Hayashi Catalogue, No. 415); Harutsugu (#4id., No.
419 segq.); Haruhiro, ie. Koriusai (see below); Muranobu
(ibid., No. 422); Uchimasa (ibid., No. 423).

Among contemporaries of Harunobu may be mentioned :
Miyagawa Tominobu (Hayashi Catalogue, No. 354); Minko, of
Osaka, who came to Yedo in 1760 (ibid., Nos. 406, 407) and
illustrated books about 1765 and 1770; Uyeno Shoha (ibid., No.
408); Soan (ibid., No. 409); Morino Sogiku (i4id., No. 410);
Kogan (i4id., No. 411); Shoshoken (ibid., No. 412); Soshosai
Seiko (#bid., No. 413).

Yamato Yoshinobu, often confused with Harunobu, was very
likely also a pupil of Shigenaga (Hayashi Catalogue, No. 350), and
worked at two-colour prints of very delicate and naive character
towards the end of the fifties (Fen<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>