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On the Publication of
the Artizon Museum, Ishibashi Foundation Bulletin, No. 2

Research by our curators is, needless to say, the bedrock of our
museum’s activities. Publishing a collection of their studies
and reports, the fruit of research undertaken from a variety of
approaches, is essential for introducing our collection to the
general public. This group of essays includes not only the results
of curators' research on works in the collection but also analyses
of the Artizon Museum’s programs.

We hope that our Bulletin will become a forum for lively
discussions of art and museum activities throughout the world
and will lead to further advances in the Artizon Museum'’s
programs.

December 2021

Ishibashi Hiroshi

Director
Artizon Museum, Ishibashi Foundation



14

26

34

42

54

76

81

86

91

EPN

ateMEIL o> av (CEIRTERIDUEDTE

BIREME  FEREF (FERE) (1965 4) & (1985 B) (19854)
ZSppEaRee)

F—ANZVTRERKBTRIZFIL-T—h
— XM BYETOERRFELZTDOREDRE

LHEEX

INVRRTII AT a- TR TILINDICDWVT
ERHER

I—-T2v0E (E—JILDOTZRIZT)
—HISRIMDBIZRE L TOHFEM R
BIFKT

(RON)—=)L)—o0O—R - EXDFEEE2BOER
e

BER _(RFRY)
BRORBHDFE. FBF. BERAEX
Bix 42

CEEXAARIL—NORFE IO I MNIDNT
YYNE@mkAEH+AFEF. B/IBEE

BRENT—(FBEUE ALt ONEER
FEEE

BEREN —IRAZE BRI DI RS
FPRIEET

BHEREENT
—E-UR-ANIOMIC LB IR TEEE. /€. K
RBEXT

15

CH

124

133

151

154

157

160

Contents

Re-assessing Gutai: Tanaka Atsuko and
the Ishibashi Foundation Collection

UTSUMI Junya

Australian Aboriginal Art:
Changes in Museums' Exhibition Approaches and
the Reception of its Art

UEDA Anna

Reflections on Hans Hofmann's Push and Pull Il
SHIMAMOTO Hideaki

Marie Bracquemond's On the Terrace at Sévres:
An Impressionist Painter's Point of Departure

KAGAWA Kyoko

Belle-lle, Rain Effect
—~Claude Monet’s Sublime Seascape

SHIMBATA Yasuhide

Fujishima Takeji's Orientalism:
An Elliptical View of China, the West, and the Great
Kanto Earthquake

KAIZUKA Tsuyoshi

Development of Multipurpose Crates for the
Transport of Paintings

YAMATO TRANSPORT CO., LTD. +
TADOKORO Natsuko + HARA Sayuri

Reference Materials Relating to the
Detached Segments of the Poem Anthology Iseshd,
Known as “Ishiyama-gire"

HEIMA Rika

Reference Materials: Picture Postcards from

Sakamoto Hanjiros Time in Europe
ITO Eriko

Discussion of a Rare Book—Vins, Fleurs et Flammes,
lllustrated by Maurice Utrillo and Other Painters

KUROSAWA Yoshiko



fig.1
HAPHF () 19654 GBI AILER - A> I 7R, 92.5X74.3cm. AEHET7—7 V> EME#

TANAKA Atsuko, Untitled, 1965, Artizon Museum, Ishibashi Foundation, Tokyo
© Kanayama Akira and Tanaka Atsuko Association
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Re-assessing Gutai: Tanaka Atsuko and the Ishibashi Foundation Collection
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TANAKA Atsuko, Untitled, 1965, The
back of painting

© Kanayama Akira and Tanaka
Atsuko Association

fig. 3
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TANAKA Atsuko, Untitled, 1965, Close
shot of date and artist's signature on
the back

© Kanayama Akira and Tanaka
Atsuko Association
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TANAKA Atsuko, Untitled, 1965, Close shot of the right
upper part

© Kanayama Akira and Tanaka Atsuko Association

fig. 5
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TANAKA Atsuko, Untitled, 1965, Close shot of the right part
© Kanayama Akira and Tanaka Atsuko Association
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TANAKA Atsuko, 71985 B, 1985, The back of painting
© Kanayama Akira and Tanaka Atsuko Association

fig. 8
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the left part

© Kanayama Akira and Tanaka Atsuko

Association

fig. 10

TEFHT ©30ED0EKR (B HHHEE)Ufer! Art Documentary kW
A still image from Another GUTAI : Atsuko Tanaka directed by OKABE Aomi
produced by Ufer! Art Documentary
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TANAKA Atsuko, 7985 B, 1985, Close shot of
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© Mervyn Bishop/ Department of the Prime Minister and Cabinet
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Michael JAGAMARA, Possum and Wallaby Dreaming, 1985,
Parliament House Art Collection

© the estate of the artist, licensed by Aboriginal Artists Agency
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Kumantye JAGAMARA, fabricated by William Mclntosh, Aldo Rossi and Franco Colussi,
Forecourt Mosaic Pavement, Parliament House Canberra (Possum and Wallaby Dreaming),
1986-1987

Ltd Reproduced with permission of the Artist through the Aboriginal Artists' Agency Ltd.
Photograph courtesy of the Parliament House Art Collection, Canberra ACT.
© the estate of the artist, licensed by Aboriginal Artists Agency Ltd
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Image courtesy of Miles McEnery Gallery,
New York, NY
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Image courtesy of Miles McEnery Gallery,
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Diagram after Hofmann explaining “Push and Pull"mechanism (reprinted
from "William C. Seitz, Hans Hofmann (exh.cat.), The Museum of Modern Art,
New York, 1963, p.30")
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Marie Bracquemond’s On the Terrace at Sevres: An Impressionist Painter's Point of Departure
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Berthe MORISOT, Womand and Child on the Balcony, 1872,

Artizon Museum, Ishibashi Foundation, Tokyo
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Mary CASSATT, On a Balcony, c. 1878-1879, Art Institute of Chicago,
Gift of Mrs. Albert J. Beveridge in memory of her aunt, Delia Spencer
Field
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Pierre-Auguste RENOIR, Two Sisters (On the Terrace), 1881, Art Institute
of Chicago, Mr.and Mrs. Lewis Larned Coburn Memorial Collection
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Edouard MANET, The Balcony, c. 1868-69, Musée d'Orsay, Paris

Photo © RMN-Grand Palais (musée d'Orsay) / Hervé Lewandowski /
distributed by AMF-DNPartcom
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Félix BRACQUEMOND, In the Zoological Garden, ca. 1873,

The Metropolitan Museum of Art, New York, Rogers Fund, 1922
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Claude MONET, Belle-ile, Rain Effect, 1886, Artizon Museum, Ishibashi Foundation
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Belle-lle, Rain Effect—Claude Monet's Sublime Seascape

A 25

SHIMBATA Yasuhide
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Claude MONET, The Guibel Rock, Port-Domois, Private Collection, San Francisco

fig. 5 (W1108)

J0—R-EX (R—IL=RED) 1886%F. JH% - H> T 7R, 65X81cm,

A T—ILAZE R

Claude MONET, Port-Domois, 1886, Yale University Art Gallery, New Haven
Photo credit: Yale University Art Gallery

fig. 4 (W1107)
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Claude MONET, Rocks at Belle-Ile, 1886, Musée des Beaux-Arts, Reims
Photo : © Christian Devleeschauwer
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Claude MONET, Prort-Domois at Belle-lle, 1886, Private Collection

EXMAN)—)ILHEDOVHRICR—I=RETTHRAZAE.
BRAREDT T, Z-Oyv>a- FANLZHROLICEZTHEW
DIF8R. INEDIBE5RIFR—IL=TINT7—PTRyRy Y
DEEEZERIC, AZRALFANILHENINTNSZ,

(R=IL=RETDFARILOE) (W1106). B (fig. 3)
NY—=)LDE) (W1107). > AZEAMTEE (fig. 4)
(R—=)L=RET)(W1108). 1 T—)LAZZESMEE (fig. 5)
NY=)LDAR—=)L=RET) (W1109). B A (fig. 6)
(=)L) (W1110), O% > =178 (fig. 7)

INSE5R%ZRBEFAILICEAEICKERTAEZNTNS
ZENIH B, W1106, W1107, WTT108(FEEXR TIHUWZEE
DRERA. WO BEXTKREAILDEARA. WITI03E5
CEENEFNIAALLBERTHEH . BELENRPH(CHE,
nT\a, B3, RLE2XREORDBEBRODERNDSD
TNTVS,



fig. 7 (W1110)
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Claude MONET, Belle ile, 1886, Musée Rodin, Paris

© Musée Rodin (photo Jean de Calan)
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Reference Materials: Picture Postcards from Sakamoto Hanjiro’s Time in Europe
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Album of Postcards from Europe, formery in the Collection of Sakamoto
Hanjiro, 1921-24, Artizon Museum, Ishibashi Foundation, Tokyo
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SAKAMOTO Hanjiro, The Suburbs of Vannes, 1923,
The National Museum of Modern Art, Kyoto
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SAKAMOTO Hanjiro, Quimper, Sketch in Europe, c. 1923, Private Collection
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SAKAMOTO Hanjiro, Brittany, 1923, The Museum of Art, Ehime
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MEEMNAO—R T4V IREETI YR 8.8X13.8cm.
GRMET—71V > E iR

Postcard “Cairo — Sphinx and Pyramids”,

Artizon Museum, Ishibashi Foundation, Tokyo

(fig. 7 C[FEVIT 7EMEINZBEMPEMR EF(CDHL
HEAMTATWVD, TILNLAILIROENTZT ZVRD)L-o07Dy
o, 0207 RETILI—athHDRIEE (fig. 8) [CESN
ERUH(CE. FRRICBEDH BRHNLSADNROEN., RA
MBEICLIZEBONBZEROREER/BR I ZFNNVELD,
ZDEMN RT4VIZAPEZTIVROBHZH O (fig. 9) ¥,

88 |

R—hrROER. AJZ>A0IOVRDOREDLZEREE,
RADEALDBRICEMUIZY T4 AN IRE DR (CFEMU
FERAOFEMEBONZEMOED, NUEEYEDE Y
DEHRGEENDENT NS,

ATIINLFEEINEN) TH B0, FLEREIEE
TETCVRV, FULLWRABRMBEM#MELTITOZEEL. S
BOBRBELLIZV,

2. BEXDHBIRES

TIWNLDBFEEICELAFTNTAREEZ 1068, HLFH
DIRAICETCTHA. RADNSEHESINZEDTH D, HAN
SBVWEDEHNEBAMBELDEDEHY . FHENMR
EVHBEROTMELRVRENZL, SHTWLDSeX—)L
DESBRETEEEEXVGO>TVZDREEDH IREADEFE
HEBIE, BELLINEDESBL(FRCTSCHEREER
HDLTWeZENERIZTNEA. TILNALCESINIZEDONS
ITE HBFORADRRERL. Yt TORRERIETS
BFOIODZTHEEKRN, 106 @DEHAE. —E (&) D@
DT, TILNALCISGENTWBIEICRWVWESHLTWVS, 2D
FAS4BIEFERBLTBNLIEVE RS, BEXICDVTIE.,
IRYEY (CATL. HIFAREX FEOTRUZ. &2l 1132
BEDOMEL THD, BEFITEEERETFCHRDTZ.

x BEXDOHZIEEDERA—E

EHA W EHA W
1 YE A 24 23 S 1
2 NL#= 10 24 fnpk R 1
3 BHBKAE 2 25 NEF R 1
4 ERB=8 6 26 REHEFE—H 1
5 K E 8 27 HELEBEZN 1
6 BERBH 3 28 B EA 2
VAN == N i 1 29 KTFNIESB 1
8 HIl Hi 1 30 ER 1
9 EHEEREX 1 31 #FwHE 1
10 &= 3 32 HMHEF 1
1M dEE X 2 33 =L ARR 1
12 REEZETERR 1 34 BB AS 1
13 W FZE 2 35 Z@E&EM 1
14 kS 4 36 EARET 1
15 Al &HFE 2 37 FKEE— 1
16 =ABRGR) 2 38 MR 1
17 RS &ERER 2 39 [HH 1
18 BFO FRAER 1 40 EHAFEA 1
19 thg AR 1 41 EHATEB 1
20 S.mEZ 1 42 EHARHBEC(ZIV2E) 3
21 BER 1 5t 106
5y FPEEERT 5

NES. PR EL




REZ<LEERLILIZDIE. HEBA ERETRR) THD,
HEE 1921 (KE10)F7A31H. IREANEEENST T2
ABFTTHRUEZED I 21 ZANNDOERETH D, ZDIEFH
DEFEE(C. BIROBF 2B MER. NHAEE (1887-1931),
XE=TEMR CIAXFEE D/NIRE (1900-1962) FEMU Tz, 7
JVNSAZE, B MRS DEEZEENHOONTVDS, HEG
1923 FE1ADIRABEM TIIY —Z AT EXEHTL
%, WANZDEDIBNSZUTZUT IV —Za AN
LB RICE HEDBOHA D IONELNIEL,

HERASE (ES) 1923F1/8780

FiE. IHEHADHEY

LCZE Tz, 84BN,
TILI——a~FBIETHN
B2EZH>THT B,
BEBRICOZI=AOEINDBZA
ERIZ, 277200 0E%EY
ZOO—X TRVEFAHDLHSY
513\, T7FA/ICBBRED—=
ZRTEVL, U/ -F - EIhOH
D DOFEEBDNSZREDCV
DOHED, EHFRIAT>TK
%, BIFEREYKRE

ATz, BRZUHNDREMEE%
FEWE T, ERABICELL,

U744 ANATEMUINRDED. EHA—EICELZER
B/NLUEL=(1897-1987). IESRTG=ER(1883-1962) (&, /Y14
XOJARERUT/NS—NEATWEZ, NROEE(C(E, KR
[CFEZEEERLTNTERAADILEGERADEDRENHY,

BOWCTHHE>TWEZEDIHODR D, Floo NMUDEZI(C(S.

TEEOREMBLIFICEIZRNEZHEEZEDREEDHY.
TV AEBNBREET @D STIRAICESTEZMBN S DE
EVEERBRREOVEDTH LI EL DN B,

N =F 8 (5E) 1923 FHNTEA

2(CB<->THBORYE
—FELVETY, BRI,

S HOF 1Ty MBECKRTHEIA
TNI—IASRENmmEEL
FEETHAMSELELSEEST

BEOTTH ZHETRIIOR &

kB TENSZEE—ES CHUIE
FFHELUZDT AMOAEO > TILP DT
HKEDTA > ETBEVNIAETYT, Yal)Ivk

MNEELZDEZDOH/HTY, 290ED
TARLETESH WEMLET,
DICHEVBIEEAD ., EISEHRE
ENSFIZEZ([COATEDDT

9 EOFHD)NAEHTY, RlIkE
AENFITL, EREALBLL,

B
EDBENO—rAEBEATRSIZDT
INDSRVICHEEZWVE, RICARE(C
TR TINS O MM

BADSDEZ(CIE, IRADERICEHE D> ZRR(ICET
2HCEEHD. BHEREBHSDFE(E2DdHY. ZREAM
EBERUUT. ZRE)NOEHMZRIATY. KEEDOMET
H3. LEEE. HENCEBOEHEN VD, BERMN KRS
NIZDEF1921FET1ANS1922F10BETOETH B EN DS,
ZTOEDEDEEBDLND

THEKREPEM (EESE) FAF192246,19234] 7TB1681T
(fig. 10). (B ERN FeHET=HE1673

StE. BRED#EFEESLT
WBEADEBLIEBRLTVE

¥ ZOE TRTIHh ZR=E
TEDFELU HEESTHEAN
HLUTNE AN EOHET %
ZBICHAARTT7 7 RDIBRARES
BERABIVELE AVF—ILD
Ly EILDBT TR EDEDH IR
TWELT BXRTRELVWEERT
Lz B<RBWERLE #HEFZEEL
BELTVWEY BADRT—>3>E#HL
ALRICBDFELE BHholiEHAYIIC

g o et o

é%&_? {”113’26

Pl ey > -
=%LL%29?

b, P 3, Ll AN s

‘.'9. (]'.)c.-,.':!;x’ o ;:\

L Py, T i S
gLy ?2’\ 2
uf‘sa“"’);’ L q
86 (A5 UHU
’:;'M‘{"'Stf":-p:;‘l‘z
Q‘?ff.E:LkR.G’M7ﬂo&
L B f:’_: qxl{‘%iqnn“”h
";’f;; '&"";2 g b
Y BT oy e b
E-?“ftf‘w‘!"ritg-‘-i vV
T :(.«y— 0'/ v .
SR 4 3L
fig. 10

IZHGREED (ES). FAF[1922FM19234F] 7A16BF 1
9.1Xx14.0cm., BB ET—T 1V > EFii R
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Discussion of a Rare Book—Vins, Fleurs et Flammes, Illustrated by Maurice Utrillo and Other Painters
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KUROSAWA Yoshiko

ABMEIOL 73> (TIF1952F (/NI F—)L- 2
TAVDSHITINZTEEB. 6. X (RE: Vins, fleurs et

flammes)s EWSFIEADINE SN TV D, AIBIFZDENE.

SBROFAEMAREZREDDCEEZENETEEDTH S,
FEEE. 6. RIEF20HERLT7 I VIRDERIZEHNEN
oo DAVIEEDDBTHFANCEIWERINTWS, 1EX
V)T a-TaTAI(1884-1966) DFEXICIMA. X EZ
FILR- IOV R-Ja)LT742(1903-1985) W/ NEERIL v h
(1873-1954), 55 AR—IL- T 7L 1= (1871-1945) 12 EHHE
B(CRAZERTVD, BREEHOERICISTFHATSN
THW., E=JR-28)DO(1883-1955) P EA—X - F R
(1891-1953), BEMFIA (1886-1968) &LV ofeTI—JL - KR-/S1)
OERICMA. ZT)-T271(1877-1953) PE—JRZ- K-
TN (1876-1958) 574 — T4 A LDBIRGE, 124D =AM
RHOSMLUTWS, BURBURK[CHERTL —MEASTNT
WBHHE T BRETBIRAIEIFUTD®BTH S,

EP/

(IR vy T3>
(BPRICEEEHDIE VLR ) (1)

p.9 TTFExXy¥alya-7aT7XIL

Bl OROEEM) ZUL-Ta7«

#iz2 (BEROKXKSGEE) 2V -Ta7«

p. 19 oAy -k - Iy o2 Pv37

FiR3 (RBEOBEDIAV) YyIR-TvI7
BFizd4 (FHAOREDTIN XvoR-Pvd7

p.35 [54FZaVROIA O v— -TahTvy
RS (BEREAEHNRDM) 7KL - RF>

BIR6 (TAAZ2YVROFIOM) 7> RL - RF>
p.43 T&@hs. 7421 7o) -KRooay

#ia7 (Fa2—ATcB0BEE) T—JX-28N)0O

p.49 ToAL—>ED7142) NIRG Y Ryl —LA
B8 (1L —leboA7T) BA—A-FRUT
p.55 TRIMEEECOVWT ILT-Ya—Jx

BIR9 (E23N\yAh>T) Vv> -OUK—

IR0 (L TR\ AV T) Pv> a0 M=

p.63 4> abwh

BER1 (BERHT) T2/ 74T R- 2Oy s

Bi212 (ALY hOBBE) T1/74L-R-2Od>HFvs

B3 (P NOROEEOWNE) 72/ 74T K- 20>
Hvo

p.69 TRHEDTA T -FILT>

BiR14 (FABVOHE) Y> Rl

BIR15 (EBE/NR) 1> R-)L

p.77 7= 70RDLEDTA >y )LR-TO> - KR-TJo
W72

‘iR16 (EF(CiTon/ziexB) BEREA

p.85 BBOIA> 7zILFVR-TIL—L

BIR17 (REDT1Y) BE—X-FU>Y

p.91 T&ZYOKRITA>hEEZHRADTA>FT) -
R-TFrT=)

218 (NJIO—-)LD71>) E=)XZ-2kJDO

19 (FBEDOHEM) T-IR- K- T30

p.99 [THICHZTE7A K-l 97l 1)—

BIR20 (BEOTL—X) PILTa—IL-FXT)L

(k) BIMDAZ 1953 FREFBARMBDAHY DT LY XNS, BEOD
MEVER(H—T>  IN—F1—)THBEBHONS, !

fig. 1

TIINTa- TaATRAIEHAIFIFEE. €. KIGSUVC ILx-TOY KTy
W73 2RETHSOEE MZDH<>TIDIE. 19524

GRMET—7 1V > E MR

The Case of Wines, Flowers and Flames, text by Georges Duhamel, et al. and
Across Our Vineyards, text by René Héron de Villefosse, published in 1952.
Artizon Museum, Ishibashi Foundation, Tokyo
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Illustration no. 7: Maurice UTRILLO, Cabaret of Muses, Lithograph and pochoir
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Illustration no. 17: Moise KISLING, Wine of Departure, Lithograph and pochoir

fig. 3
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Maurice UTRILLO, Cabaret of Muses (Detail)
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fig. 5
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Moise KISLING, Wine of Departure (Detail)
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lllustration no. 19: Maurice de VLAMINCK, Liter of the Worker, Lithograph
and pochoir

fig. 7
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Maurice de VLAMINCK, Liter of the Worker (Detail)
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Maurice BRIANCHON, lllustration for Wines, Flowers and Flames,
edition no. 29, Art Library, The National Museum of Modern Art, Tokyo
© ADAGP, Paris & JASPAR, Tokyo, 2021 C3639

gﬁéi%ﬁﬁﬁﬁﬁﬁﬁf%ﬁ?@ T KL ITY 3475

Wines, Flowers and Flames, edition no. 47, Tokyo Fuji Art Museum
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Re-assessing Gutai: Tanaka Atsuko and the Ishibashi Foundation Collection

UTSUMI Junya

The Ishibashi Foundation Collection and ‘Gutai’

The Gutai Art Association (Gutai) is widely regarded as a
movement whose group of young Japanese post-war avant-
garde artists based in the Hanshin region sought new visions
in the eighteen years from 1954 to 1972 under the direction of
Yoshihara Jiro (1905-1972), an avant-garde artist active from
before the war. They engaged in a range of activities including
outdoor exhibitions, stage and performance art, and kinetic
art, and interacted with French and American art world people.
They participated in the 1970 Japan World Exposition in Osaka.
Membership was fluid, with seventeen members when the
Association was formed in August 1954 and over time a total
of 59 artists active under the Gutai banner.” From early on,
their overseas activities, development of innovative physical
expression, materials and techniques outside the conventional
framework attracted attention in Japan and abroad. It is
generally accepted that any discussion of postwar Japanese art
must include the activity of these avant-garde artists.

The Ishibashi Foundation has been steadily expanding its
collection of Gutai works since the 2007 acquisition of Shiraga
Kazuo's (1924-2008) White Fan (1965) and Kannon Fudara Jodo
(1972). Including Shiraga Fujiko's (1928-2015) Untitled (ca.
1955) acquired this year, there are currently 37 Gutai works
(16 purchases and 21 donations) in the collection. The Artizon
Museum exhibited 12 of these as “Section 9: Gutai Paintings”
in the Steps Ahead: Recent Acquisitions exhibition focusing on
new acquisitions. Though this group of paintings represents
an important part of the collection’s postwar Japanese art,
the Museum has lagged behind other Japanese museums in
acquiring works by Gutai artists. By exploring the position and
potential of works by artists who participated in Gutai in the
Museum collection through recent research on the work of
Tanaka Atsuko (1932-2005) in particular, this paper responds
to the question of whether this late starting collection simply
mirrors what other museums already have or if it conveys
meaning beyond an introduction to Gutai (as historical fact). We
will observe the special features of Tanaka's Untitled (1965) and
1985 B (1985) to offer a new perspective on the image of Gutai
as a post-war avant-garde group identified by ‘materials and
action.

First, a brief look at the history of the Ishibashi Foundation
collection.? Ishibashi Shojiro (1889-1976), founder of the
Foundation, started collecting paintings around 1927. In
1930, Sakamoto Hanjiro (1882-1969), a Western style painter

from Kurume asked Ishibashi to collect works by Aoki Shigeru
(1882-1922), an artist from Kurume who died prematurely,
and to establish a museum with them. Ishibashi took that as an
opportunity to focus more broadly on collecting and on his idea
to eventually open his collection to the public. The Bridgestone
Museum of Art ("Bridgestone Gallery”in English until 1966, now
Artizon Museum) opened in Tokyo in 1952, and in 1956 the
Ishibashi Foundation was established to permanently maintain
cultural activities. Since that time, the Foundation has built on
the Shojiro's collection of Japanese-style Western paintings,
Impressionist and other French painting from the 19th and early
20th century, and added Western and Japanese Modern Works.
When Ishibashi Shojiro died in 1976, leadership passed to his
eldest son, Ishibashi Kanichiro (1920-1997) who expanded the
collection with an emphasis on modern Western and Japanese
painting. His many exchanges with contemporary artists
such as Pierre Soulages (1919-), Jean Fautrier (1898-1964),
Jean Dubuffet (1901-1985), and Zao Wou-Ki (1921-2013),
stimulated collection of works that traced the emergence and
development of abstract art. One year after he passed away in
1997, Kanichiro's family donated more than 400 works from
his personal collection to the Ishibashi Foundation, quickly
expanding the collection’s range. It gradually grew to include
Art Informel and American Abstract Expressionist works
and, in anticipation of the opening of the Artizon Museum,
works by Marcel Duchamp (1887-1968), Alexander Calder
(1898-1976), and Joseph Cornell (1903-1972) marking the
art world shift from Paris to the United States. Further, works by
female Abstract Expressionist artists also begun to be added
to the collection as feminist art historians re-evaluated them.
In addition to European and American Art, Japanese post-war
art to the 2000s has been targeted, including works by Imai
Toshimitsu (1928-2002), Domoto Hisao (1928-2013), Sugai
Kumi (1919-1996), who were based in Paris, Yamaguchi Takeo
(1902-1983), Saito Yoshishige (1904-2001), Murai Masanari
(1905-1999), and Shiraga and Tanaka. In recent years, the
Foundation added works by Kusama Yayoi (1929 - ) who had
been based in New York, and Takiguchi Shuzo (1903-1979)
who led Jikken Kobo (Experimental Workshop, 1951-57 with
young artists involved in art, music, lighting, literature and
other genres), and Jikken Kobo members Fukushima Hideko
(1927-1997), Yamaguchi Katsuhiro (1928-2018), Kitadai Shozo
(1921-2003) and others. While originally based on Ishibashi
Shojiro’s private collection, the Ishibashi Foundation collection
continues to expand its reach, adding Australian Aboriginal Art
and artist portrait photographs.
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Looking at the history of the collection, the Ishibashi
Foundation’s connection with Gutai appears to have developed
from the mid-1990s inheritance of Ishibashi Kanichiro's
personal collection of abstract painting and acquisitions starting
from the middle of the first decade of the 2000s. However, the
connection with Gutai actually goes back to an earlier time.
The October 11 — November 10, 1957 Contemporary World
ART exhibition was held at the Bridgestone Museum of Art,
and organized by the Yomiuri Newspaper and the Ishibashi
Foundation. It was arranged by French art critic and collector
Michel Tapié (1909-1987), an advocate of American and
European post-war non-figurative and Art Informel painting.
The exhibition subtitle was "An International Festival of Art
Informel Featuring Tapié, Mathieu, and Sam Francis.” Aside
from the American and European artists, the catalog lists a
special selection of exhibits by “1. Fukushima Hideko 2. Onishi

Shigeru 3. Yoshihara Jiro 4. Shiraga Kazuo 5. Shimamoto
Shozo 6. Ono Tadahiro." It is understood that Tapié met with
and reviewed works by the artists in September, prior to the
exhibition. Many Japanese artists were so excited to see real
Western artworks, artists and art critics including Tapié that
there appeared tons of Art Informel style paintings in what was
called the Japanese post-war art history ‘Art Informel whirlwind’
of 1956-57.3 Many Art Informel works had been in Ishibashi
Kanichiro's collection which, after being studied and added to
since 1998, were displayed in the 2011 Postwar Abstract Painting
in France and Art Informel exhibition at the Bridgestone Museum
of Art. In addition to Domoto Hisao who introduced Tapié to
the journal Gutai, Japanese artists such as Imai Toshimitsu, a
participant in the Art Informel movement, were mentioned
in the Postwar Abstract Painting exhibition but Gutai works
were not included there. Considering the connections with Art

Table T Works by artists who participated in Gutai held by the Ishibashi Foundation (By acquisition year)

Artist Title Date Acquisition year Materials
1 SHIRAGA Kazuo White Fan 1965 2007 Oil on canvas
2 SHIRAGA Kazuo Kannon Fudara Jodo 1972 2007 Oil on canvas
3 TANAKA Atsuko Untitled 1965 2008 Vinyl paint on canvas
4 SHIRAGA Kazuo Konto 1990 2013 Oil on canvas
5 YOSHIHARA Jiro Work 1969 2013 Acrylic on cavas
6 MURAKAMI Saburo Work 1961 2016 Synthetic-resin paint on cotton cloth
7 MURAKAMI Saburo Work €. 1962 2016 Synthetic-resin paint, plaster, adhesive on
canvas
8 UEMAE Chiyu Work 1965 2016 Oil on canvas
9 UEMAE Chiyu Work 1966 2016 Oil on canvas
10 MASANOBU Masatoshi  Work 1964 2016 Enamel on cotton cloth and panel
11 MASANOBU Masatoshi  Work 1967 2016 Enamel on cotton cloth and panel
12 MASANOBU Masatoshi  Work 1965-67 2016 Enamel on canvas
13 MASANOBU Masatoshi  Work (Stream) 1975 2016 Enamel on cotton cloth and panel
14 MASANOBU Masatoshi ~ Small Work July-Aug. 1954 1954 2016 (Donation)  Qil on canvas
15 MASANOBU Masatoshi  Small Work 1954-58 1954-58 2016 (Donation) QOil on canvas
16 MASANOBU Masatoshi  Small Work Dec. 1958 1958 2016 (Donation)  Qil on canvas
17 MASANOBU Masatoshi  Small Work jan. 4, 1959 1959 2016 (Donation)  Oil on canvas
18 MASANOBU Masatoshi  Small Work Mar. 22, 1959 1959 2016 (Donation)  Qil on canvas
19 MASANOBU Masatoshi  Small Work 1959-62 1959-62 2016 (Donation) Oil on canvas
20 MASANOBU Masatoshi  Small Work Jan. 1961 1961 2016 (Donation) Enamel on canvas
21 MASANOBU Masatoshi  Small Work Jan.—Mar. 1962 1962 2016 (Donation)  Qil on canvas
22 MASANOBU Masatoshi  Small Work Mar. 1962 1962 2016 (Donation) Oil on canvas
23 MASANOBU Masatoshi  Small Work Mar. 1964 1964 2016 (Donation) Enamel on canvas
24 MASANOBU Masatoshi ~ Small Work Nov. 1965 1965 2016 (Donation) Enamel on canvas
25 MASANOBU Masatoshi  Small Work 1966 1966 2016 (Donation) Enamel on canvas
26 MASANOBU Masatoshi  Small Work Dec. 1969 1969 2016 (Donation)  Oil on canvas
27 MASANOBU Masatoshi  Small Work Sept. 1971 1971 2016 (Donation) Enamel on canvas
28 MASANOBU Masatoshi  Small Work May 6, 1972 1972 2016 (Donation) Enamel on canvas
29 MASANOBU Masatoshi  Small Work May—June 1972 1972 2016 (Donation) Enamel on canvas
30 MASANOBU Masatoshi  Small Work May 13,1973 1973 2016 (Donation) Enamel on canvas
31 MASANOBU Masatoshi  Small Work May 1973 1973 2016 (Donation) Enamel on canvas
32 MASANOBU Masatoshi  Small Work Jan. 1977 1977 2016 (Donation)  Qil on canvas
33 MASANOBU Masatoshi  Small Work 1978-79 1978-79 2016 (Donation) Qil on canvas
34 MASANOBU Masatoshi  Small Work May 1986 1986 2016 (Donation) Enamel on canvas
35 TANAKA Atsuko 19858 1985 2017 Acrylic lacquer on canvas
36 MOTONAGA Sadamasa  Untitled 1965 2020 Oil paint and Synthetic resin paint on
canvas, mounted on board
37 SHIRAGA Fujiko Untitled c. 1955 2021 Japanese paper
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Informel, the important position of Gutai in Japanese postwar
art history, and the fact that the Bridgestone Museum held the
World Contemporary ART exhibition, it was natural that Gutai
works be added to the ever-expanding Ishibashi Foundation
collection and, moreover, that they be exhibited as Japanese
post-war non-figurative painting by Japanese artists with
international networks. Their significance is uncontested.
However, there is still the question of whether the Gutai works
in the Ishibashi Foundation collection basically duplicate other
museum collections and present merely an introduction to
Gutai as historical fact. In this paper, | will explore this queston
by delineating the distinctive characteristics of the collection’s
current Gutai art holdings.

Table 1 shows Gutai works held by the Ishibashi Foundation
(as of September 2021). By year of acquisition, 2 by Shiraga
Kazuo were acquired in 2007, 1 by Tanaka Atsuko in 2008, and
an additional Shiraga Kazuo work and a Yoshihara Jiro work in
2013. One year after the Bridgestone Museum closing in 2015,
two Uemae Chiyu (1920-2018) works were acquired, two by
Murakami Saburo (1925-1996), and twenty-five by Masanobu
Masatoshi (1911-1995). In 2017, an additional Tanaka Atsuko
work was added and in 2020, after the Artizon Museum
opened, one by Motonaga Sadamasa (1922-2011). The
addition of one work by Shiraga Fujiko in 2021 brings the total
to thirty-seven works by eight Gutai artists. It is a respectable
collection but begun later than other Museums. For example,
The Yamamura Collection (Hyogo Prefectural Museum of Art)4
is the personal collection of Yamamura Tokutaro (1926-1986)
who had direct contact with Yoshihara and Motonaga as active
Gutai artists and commissioned recreations of lost works from
the outdoor exhibitions, even after the Gutai group disbanded.
The Miyagi Museum of Art acquired a group of Gutai works in
advance of the museum opening in 1980. Ashiya City Museum
of Art and History has been expanding its Gutai collection
and archives since opening in 1991, with a special interest
because Ashiya was the birthplace of Yoshihara and had been
the Gutai base. Given that Gutai artworks and materials are
indispensable to presenting Japanese post-war avant-garde
art, they have been collected from the 1970s to the 1990’ in

museums all across Japan, most notably The National Museum
of Art, Osaka, Nakanoshima Museum of Art, Osaka, Takamatsu
Art Museum, Kitakyushu Municipal Museum of Art, Fukuoka
Art Museum, Toyama Prefectural Museum of Art and Design,
Shizuoka Prefectural Museum of Art, Museum of Contemporary
Art, Tokyo, and The National Museum of Modern Art, Tokyo.
Obviously, a collection begun in 2007 is a latecomer. Though
the disadvantages of a ‘latecomer trying to acquire recognized
art historically important works include escalated prices and
the difficulty of establishing purchase routes. There are also
advantages, as we will discuss below.

Re-evaluation of Gutai

One characteristic of the Ishibashi Foundation Gutai collection
is that all of the works are by artists who were involved in the
movement from the beginning. Uemae and Masanobu were
with Yoshihara from the time of the formation of the Gutai Art
Association in 1954. The following year, asked by Shimamoto
Shozo (1928-2013), Kanayama Akira (1924-2006) left "Zero-Kai
(a collective formed by young cutting edge artists around the
fall of 1954) to join Gutai, along with Tanaka Atsuko, Murakami,
Shiraga Kazuo. Shiraga Fujiko and Motonaga who all had
participated in the Experimental Outdoor Exhibition of Modern
Art to Challenge the Midsummer Burning Sun held in Ashiya
Park in July 1955. In other words, all the artists represented in
the Ishibashi Foundation collection became Gutai members
in 1954 or 1955. Though Shiraga Fujiko withdrew in 1961,
Tanaka in 1965 and Motonaga in 1971, one year before Gutai's
breakup in 1972, they remain Gutai's emblematic artists. Aside
from being original Gutai members, the production years of
their works in the collection is also of interest. Of the sixteen
works, one was produced in the 1950s, eleven in the 1960s,
two in the 1970s, and two after 1980. In other words, nearly
70% are from the 1960s (table 2). Generally, from December
1954, when the Gutai Art Association was founded, until the
September 1957 encounter with Michel Tapié is considered
Gutai's Early Period. The Middle Period is marked by a move
from outdoor exhibitions and stage performances to a focus,

Table 2 Works by artists who participated in Gutai held by the Ishibashi Foundation (By production year)

Artist Title Date Acquisition year  Materials
1 SHIRAGA Fujiko Untitled €. 1955 2021 Japanese paper
2 MURAKAMI Saburo Work 1961 2016 Synthetic-resin paint on cotton cloth
3 MURAKAMI Saburo Work €. 1962 2016 Synthetic-resin paint, plaster,adhesive on canvas
4 MASANOBU Masatoshi Work 1964 2016 Enamel on cotton cloth and panel
5 MASANOBU Masatoshi Work 1965-67 2016 Enamel on canvas
6 SHIRAGA Kazuo White Fan 1965 2007 Oil on canvas
7 TANAKA Atsuko Untitled 1965 2008 Vinyl paint on canvas
8 UEMAE Chiyu Work 1965 2016 Oil on canvas
9 MOTONAGA Sadamasa Untitled 1965 2020 Oil-based Synthetic-resin paint on canvas
10 UEMAE Chiyu Work 1966 2016 Oil on canvas
11 MASANOBU Masatoshi Work 1967 2016 Enamel on cotton cloth and panel
12 YOSHIHARA Jiro Work 1969 2013 Acrylic on cavas
13 SHIRAGA Kazuo Kannon Fudara jodo 1972 2007 Oil on canvas
14 MASANOBU Masatoshi Work (Stream) 1975 2016 Enamel on cotton cloth and panel
15 TANAKA Atsuko 19858 1985 2017 Acrylic lacquer on canvas
16 SHIRAGA Kazuo Konto 1990 2013 Oil on canvas
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guided by Tapié, on painting and international exhibitions
in Paris, New York, and Turin. Starting with the 75th Gutai Art
Exhibition in July 1965, new artists joined and new directions
included op-art and media art, and participation in Osaka Expo
1970, but when Yoshihara suddenly died in February 1972 and
the members on March 315t unanimously decided to disband,
marking the close of the Gutai's Late Period.® The originals of
Shiraga Kazuo's Challenging Mud (1955), Murakami Saburo’s
Passage (1956), and Tanaka Atsuko's Electric Dress (1956) from
the unconventional Early Period that abandoned the tableau,
now exist only in photographs that generated the legendary
image of Gutai as "‘material and action.” The Out of Actions:
Between Performance and the Object, 1949-1979 exhibition at
The Museum of Contemporary Art, Los Angeles in 1998-1999
positioned the action art of the Gutai artists at this time as the
starting point for action in Japanese post-war art. Chiba Shigeo
in his History of Deviation in Modern Art takes this perspective
when he describes the move to the painting format as a loss
of early period innovation 7 also in the Japon des avant-gardes,
1910-1970 exhibition at the Pompidou Center in 1986.8 This
view of degeneration in Gutai's middle period and subsequent
years has been disputed by Tatehata Akira and Osaki Shinichiro.
Tatehata, for example, argues that analysis of texts by Yoshihara,
Shimamoto, and Shiraga shows that the early Gutai artists were
without doubt a group of painters trying through ‘action’to find
a way to present materiality in their paintings,and concludes
that painting has always been at the center of the Gutai
movement.® Osaki claims, with Shiraga and Murakami as prime
examples, there was not a transition to pictorial expression
under Tapié's influence, and that rather than a ‘transition, it was
a manifestation of what previously existed. Looking again at
the works in the Ishibashi Foundation collection from the point
of view finding consistency between the early and middle
period, they can obviously be positioned with non-figurative
‘painting’ that emerged in post-war Japanese art. The fact that
its collection is mainly composed of the works in the middle
period rather than the early in which outdoor and stage works
were likeky produced shows it emphasizes ‘Gutai painting’ over
‘Gutai action art. Considering the connection with the Ishibashi
Shojiro and Ishibashi Kanichiro personal collections, it is natural
that the Ishibashi Foundation would place stress on painting.
In addition, it should be noted that more than half — 9 out of
16 — of the Gutai paintings in the collection date from the early
to mid 1960s and were done by a group of artists whose late
period Gutai art was produced after much experimentation.
The collection paintings by Masanobu, Tanaka, Shiraga Kazuo,
Uemae and Motonaga were all produced in 1965, the same
year as the 15th Gutai Art Exhibition that ushered in the Gutai
late period and stands as a turning point for Gutai with new
members rescuing it from a mannerist descent. In this sense,
the Ishibashi Foundation collection of Gutai works, rather than
focusing on Gutai’s sensational presentations and experiments
with action and various techniques, sheds light on the Gutai
paintings of this later period.

Itis important to note that discussions up until the beginning
of the 21st century were overly concerned with affirming
Gutai's evaluation and finding consistency in the early and
middle Gutai periods. The Gutai image was created based
on Yoshihara's precepts of not copying others and producing
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something that had never been done before, ™ of aiming to
merge human qualities and material properties to concretely
comprehend abstract space,'? and of having the human spirit
and matter shake hands with each other while keeping their
distance. Moreover, that image was imprinted through
photographs showing the dynamic destructive ‘material and
action’ production process. The discussion of Hirai Shoichi,
curator of the 2012 The National Art Center, Tokyo's GUTAL: The
Spirit of an Era, published in his essay for the exhibition catalog,
is thought provoking:

“Itis indisputable that extremely original and innovative
expressions emerged during the early period based on
Yoshihara's stern exhortations to avoid copying others and
create things that had never made before, but it would be
wrong to imply that there was absolutely no precedent for
contemporary expressive formats such as installations and
performance art prior to the existence of Gutai. There is also
atendency to overestimate Gutai based on the form of the
works and documentary photographs as in the case of single
images that capture a momentary action in Shiraga Kazuo's
Challenging Mud and Murakami Saburo's Entrance. This has
given rise to the misconception that the artists actions
were in themselves works and led to the group’s reputation
as pioneers in performance art without explaining that

the pictures were actually taken at displays of the artists’
production processes that were staged for the media instead
of being performed for a crowd of spectators.

Itis vital that we distant ourselves from stereotypes of

this kind — particularly prevalent abroad — that place an
overwhelming emphasis on innovative expression and
attempt to put forward a revised view of Gutai that lacks a
grounding in modern Japanese art history and fact. Or to
put it another way, there is at present a need to reexamine
the true nature of Gutai based on the essential components
of the group, including the late period, and reassess the
historical significance of the group’s activities."™

In other words, Hirai clarified the need from the 2010s to review
ideas on what kind of movement Gutai was in its essential
aspects, including in the later stages, in order to reconfirm
the historical significance of its activities. The Gutai image
formed through exhibitions and writing up to the 21st century
succeeded in positioning Gutai within international art history
as uniform. This image, however, masked the complexity of
Gutai. Hirai raises the issue of reassessing the view of Gutai
as a ‘group’ or ' movement, while from 2000 the tendency has
been to focus on each artist rather than on Gutai as a group.
The fact that Yoshihara himself used the somewhat ambiguous
term ‘object’ in an attempt to find common ground with the
works of the early period shows that it is not possible to speak
of Gutai as a coherent movement even if a general direction
can be discerned in what was created and presented by more
than fifteen people at any given time and considering that
they were under the direction of a strong leader twenty years
their senior. ' Even Tatehata, who in his above mentioned
analysis of Shiraga and Shimamoto theorized that action was
an aspect of painting, concluded that Gutai as an avant-garde
movement was characterized by a somewhat incongruous



collective of artists. He immediately points to Tanaka Atsuko
as demonstrating a distinctly different direction and not fitting
in the category of ‘'material and action’: "..despite their brilliant
color, Tanaka's remote tableaux, lacking in their painterly
approach, may be considered particularly inconsistent with the
painting of Gutai which brings materiality and action to the
fore."¢ In the early 1990s, while appreciating the theories of the
1980s, the question became 'How many of the Gutai artists and
works are left out of those theories? Kuroda Raiji, curator at the
Fukuoka Art Museum at the time, also expressed the need to
shed light on the individual artists, rather than the group, and
also singled out Tanaka Atsuko: There are numerous artists
and works that cannot be explained by such an assessment.
[..] Tanaka’s existence is the most difficult to categorize in any
attempt to assume a kind of coherent identity in Gutai'” Both
Tatehata and Kuroda cite Tanaka Atsuko as breaking the allure
of Gutai consistency and study of Tanaka since the early 2000s
is allowing that monolithic image of Gutai to be reassessed.

Situating Works by Tanaka Atsuko

How has Tanaka Atsuko’s work that is inconsistent with the
group been described? Tanaka was born in 1932 in a family
that ran a match manufacturing factory. In 1950, she entered
the Departmnet of Western Painting of Kyoto Municipal College
of Art (now known as Kyoto City University of Arts). Dissatisfied
with the conservative teaching, she moved back to the Art
Institute of Osaka Municipal Museum of Art, where she had once
prepared for art school entrance exams. In 1954, on Kanayama
Akira's advice, she became a member of Zero-kai, co-founded
by Kanayama with Murakami Saburo and Shiraga Kazuo.
During a hospital stay in 1953, she began using a calendar as
a motif and layering colors at the edges of the numbers. She
said she felt as if she had ‘painted for the first time." After that,
she started making cloth collages. In 1955, she joined Gutai
with Kanayama, Murakami, and Shiraga and exhibited Work,
made of a 10m? sheet of pink factory dyed rayon bordered in
green cloth that she floated 30 cm above ground at an outdoor
exhibition. (original is no longer extant; it was reproduced in
Outdoor Exhibition Revisited in Ashiya Park, organized by Ashiya
City Museum of Art and History in 1992). Then, inspired by the
cloth swaying in the sea breeze, she decided to incorporate
‘'movement’ into her work and came up with the idea of
framing the entire exhibition space with sound. The result was
Work (Bell) (1955) (original no longer extant, 5 reproductions).
From around this time, an awareness of electricity started to
appear'®in her works and in 1956 she created Electric Dress
(1956) (original no longer extant; 2 reproductions), evidently
inspired by a neon drugstore signboard at Osaka station. The
fantastically flickering light bulbs/electricity retained a sense of
cheapness. This was later developed into stage costumes, three-
dimensional works, and drawings. Her “circle and line paintings”
% that she continued to produce until her death in 2005 are
said to have evolved from her diagrams for Electric Dress. As
a Gutai artist, Tanaka Atsuko received remarkable acclaim for
pioneering the incorporation of everyday elements such as
electricity, sound, and light in her works and in particular for her
Work (Bell) and Electric Dress that have been introduced at many
international exhibitions. Kuroda, however, notes that aside

Table 3 Selected Bibliography of Tanaka Atsuko's ‘Circle and
Line paintings’ (By publication year)

Kato Mizuho, "Searching for a Boundary,” in exh. cat., Atsuko
Tanaka: Search for an Unknown Aesthetic, 1954-2000, Ashiya
City Museum of Art and History, Shizuoka Prefectural Museum
of Art eds., 2001, pp. 6-14.

Ming Tiampo, “Electrifying Art,” Ming Tiampo and Mizuho Kato
eds., Electrifying Art: Atsuko Tanaka, 1954-1968, Vancouver, BC:
Morris and Helen Belkin Art Gallery, 2004, pp. 63-77.

Nakajima lzumi, “Tanaka Atsuko no en to sen no kaiga [Tanaka
Atsuko’s Painting of Circles and Lines],” GENSHA [Research
Bulletin of Hitotsubashi University Graduate School of
Language and Society], No. 5, 11 March 2011, pp. 285-303.

Kato Mizuho, “Tanaka Atsuko Spring 1966 — How Electric Dress
was Transformed to the Picture Plane,” Philocaria, No. 29,
Osaka University Graduate School of Letters, Department of
Arts and Art History, 2012, pp. 105-127.

Dehara Hitoshi, “A Study of Two Paintings by Tanaka Atsuko:
Work (1958, Hyogo Prefectural Museum of Art Collection) and
Work (1959, Hiroshima City Museum of Art Collection),” Bulletin
of the Hyogo Prefectural Museum of Art, No.9 (2015), pp. 4-15.

Nakajima lzumi, Anti-Action, Bricke, 2019, pp. 217-276.

from the paintings, a consistent affinity with ‘wiring, can be
read in Tanaka's bells and electric dresses and dolls over a span
of around 50 years and that an assessment of Tanaka's work
cannot be done without connecting her early works with her
‘circle and line paintings.2°

The ‘circle and line paintings, however, had hardly been
discussed until the beginning of the 21st century (table 3). Kato
Mizuho, a curator at the Ashiya City Museum of Art and History
atthe time, led the way with her exhibition catalog essay for the
Atsuko Tanaka: Search for an Unknown Aesthetic, 1954-2000 held
in 2001 at the Ashiya City Museum of Art and History and the
Shizuoka Prefectural Museum of Art. Kato set aside discussion of
Gutai in favor of considering Tanaka's position as an individual
artist.2' The catalog with Tanaka's detailed chronology and
a comprehensive list of works is a very important source of
fundamental research. Following Kato, Ming Tiampo, Professor
of Art History at Carleton University in Ottawa, Canada, sheds
light on the relationship between Tanaka's electric clothing
and subsequent paintings, focusing on interpreting the social
situation in Japan at the time, particularly the issue of ‘material’
Previously, Gutai had been about an attempt to incorporate
artificial and industrial elements in painting as new ‘substances.’
It was not about ‘traces of action = material = painting medium.’
22 Building on the research and new perspectives of Kato and
Tiampo in the first decade of the 2000s, Nakajima Izumi, who
has a feminist perspective in viewing post-war female artists,
argued in her 2011 "Tanaka Atsuko’s Painting of Circles and
Lines” that though Tanaka's works seem to be in completely
different formats, her focus on collage in the early days of
her career led to her calendar paintings, Work(Bell), Electric
Dress, and ‘circle and line paintings, all of which she regarded
as paintings.?? In 2012, Kato did a more detailed comparison
of ‘circle and line paintings, analyzing the development style
and visual effects of the vinyl paints and advocating for re-
examination of Gutai two-dimensional works. 24 Hyogo
Prefectural Museum of Art curator Dehara Hitoshi, analyzing
the works in his museum’s collection, agreed with Kato's thesis
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of Tanaka being consistent and distinct from the Gutai group.
He pointed to the importance of looking at each painting more
closely.?s In 2019, expanding on her 2011 thesis, Nakajima, with
a concept of ‘anti-action, took a hatchet to the word ‘action’ as
key to understanding post-war Japanese art, claiming that it
embodied gender bias, negating female artists whose activities
are difficult to define with the word ‘action.’?¢ She presents the
view that Tanaka's careful arrangement and composition of
colors and her flat and carefully painted planes are generally
the exact opposite of the physicality, violent gestures, and heavy
use of materials associated with Gutai paintings. The research
on circle and line paintings' to date, though presenting Tanaka
Atsuko's work as ‘Gutai painting, admits that Tanaka's painting
shows a perspective apart from ‘Gutai = action” and opens
the possibility of reinterpreting Gutai in light of re-examining
Tanaka's work. Let's take a look at each of the two Tanaka
paintings currently in the Ishibashi Foundation collection to
assess their positioning.

The Ishibashi Foundation acquired Untitled (1965, vinyl paint
on canvas, 92.5 x 74.3 cm) (fig. 1) in auction in 2008. It was not
included in "List of works" in the Atsuko Tanaka: Search for an
Unknown Aesthetic exhibition catalog edited by Kato in 2001.%7
In her 2012 "Spring 1966 — How Electric Dress was Transformed
to the Picture Plane,” Kato analyzes style changes before and
after Tanaka's withdrawal from Gutai and points out that she
produced few paintings in 1965 due to deteriorating relations
with Yoshihara. 28 Kato's analysis shows gradual tarnsitions
in the style of the ‘circle and line paintings’ from the 1957
drawings to works after 1966 in terms of circles of various
sizes, concentric circles, and the plethora of lines of different
thicknesses. Furthermore, in the later works, viewers could
even feel the energy of a motorized spinning painting. Kato
analyzes the five key paintings produced in 1965 and notes
that Blue (1965, vinyl paint on canvas, 194.8 x 129.9 cm, Shiga
Museum of Art), exhibited in the July 1 to July 20 1965 75th
Gutai Exhibition at the Gutai Pinacotheca just prior to Tanaka's
withdrawal from Gutai, hardly uses the warm colors that were
central until then. Instead, blue is the dominant color. Further,
line density is reduced, weakening the entire representation.
Kato speculates that this painting is an expression of Tanaka's
mental state at the time.?° The painting Untitled in the Artizon
Museum collection is not among the works listed by Kato,
and may have been produced before Tanaka left Gutai and
therefore apart from the subject of Kato's study. The following
information was provided on Untitled at the time of purchase:
‘Tanaka Atsuko left Gutai around 1965. After that, she seemed
to be in a mild state of neurosis...During that time a friend took
care of her. She recovered and her international recognition
grew. She later gave this painting to the friend in appreciation. It
is thought to have been produced before Tanaka Atsuko moved
Asuka, Nara prefecture where she spent her later years.3° “Jjune
1965" (and a trace erasure of ‘July’) is inscribed on the back of
the painting (figs. 2 and 3). If the inscription is correct, this work
was produced at the same time as Blue that was exhibited in
July in the 75th Gutai Exhibition. As it employs much orange,
red, yellow, and green, it raises doubt on Kato’s interpretation.
However, when she gave it to her friend years later Tanaka may
not have accurately recalled the production date. For example,
Gate of Hell (1965—-69) in the collection of the National Museum
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of Art, Osaka was presented as Work in 1965 at the 8th Japan
International Art Exhibition. It was later reworked and finalized in
its current form in the 1969 at the 9th Contemporary Japanese Art
Exhibition. As this case shows, works may have been revised in
later years. Therefore, more detailed analysis and comparison
is required to accurately identify production dates. Except for
one other work, dated on the back with ‘November 1965/
inclusion of the month in the date is rare.3' Because of that,
it is difficult to state definitively that Untitled was produced
just prior to Tanaka leaving Gutai. It was, however, clearly
produced at a crucial time and future research will re-examine
interpretations so far. For the time being, if we assume that
production of the Foundation's Untitled began in June 1965,
we can compare the size — 92.5 x 74.3cm — with three other
works, besides Blue and Gate of Hell that were produced in 1965
and in private collections: Painting 64.0 x 52.0cm, and two
‘Works' without original titles that are 53.0 x ca. 45.5cm. Close to
30F (91.0 x 72.7) format, Untitled is larger than the F15 (65.3 x
55.0cm) format Painting. The two ‘work’ paintings, Work (1961)
at 90.5x73.0cm and Work (1970) at 90.4 x 73.0cm are similar
in size but overall there are few paintings this size. In terms of
style, Kato emphasizes the composition of two 1965 paintings
titled Work, each with a large central circle in the center and
said to have been created after Tanaka left Gutai. According to
Kato, these seem to be trial steps toward Spring 1966 (1966,
Ashiya City Museum of Art and History), a circular canvas with a
motor rotation mechanism. Untitled in the Ishibashi collection
differs from what Kato posits as characteristic of 1965 works in
its numerous dense lines and surface flatness, meaning that no
repainting can be detected, and vinyl paint erases the depth.
With overlapping circles and visible lines beneath the circles, the
painting seems multi-layered. (figs. 4 and 5) Rather than dense,
most of the lines are as thick as the edges of the circle and their
overlapping is like electric wires wrapped in vinyl being buried
in the circle. Alternatively, they look like blood vessels inside
the human body. Also, unlike Blue and Gate of Hell, there is not
much space between the circles. Rather than the intricacy of the
lines, it is the denseness of the circles filling the picture plane
with overflowing energy that draws our attention. Untitled, then,
is important in that it differs from the style of works produced
in 1965 and also because it was produced at a turning point in
Tanaka’s career.

1985 B (1985, acrylic lacquer on canvas 218.0 x 333.5 cm)
(fig. 6) is one of eight works in Kato's “List of Works" measuring
more than F500 format (333.3 x 248.5 cm). The other seven
are: Work (1962, 220.0 x 350.0 cm, Takamatsu City Museum
of Art), Work (1963, 200.0 x 332.0 cm, Ashiya City Museum of
Art and History), Untitled (1964, 333.4 x 225.4 cm, Museum of
Modern Art, New York), Gate of Hell (1965-69,331.5 x 245.5 cm,
National Museum of Art, Osaka), 7T985A (1985, 218.5 x 333.0
cm, Shizuoka Prefectural Museum of Art), and '86G (1986, 218.0
x 333.0 cm,Toyota Municipal Museum of Art), and 948 (1994,
300.0 x 510.0 cm, private collection). Tanaka used the standard
500 format from 1964. Untitled and Gate of Hell are F500 (‘figure’
500) format and 7985 A, 19958, and ‘86 G are P500 (Paysage
—landscape’ 500, 333.3 x 218.2 cm). When Yamamura Tokutaro
asked Tanaka what meaning the large canvases had for her,
what urged her to make them, she answered that she feels she
is really painting something when she creates a 500 format



or 300 format painting.3? Given that, and the fact that 79858 is
among the small number of paintings of large size, it can be
considered an important work of her later period. Looking at
the provenance of the work, it is known to have been owned
until 2007 by the Stadler Gallery and exhibited in Tanaka’s solo
exhibition there in 1987 and in Toulouse in 1993.33 The work
appears in a documentary film Another GUTAI: Atsuko Tanaka
directed by Okabe Aomi, co-commissioner of the Japon des
avant-gardes, 1910-1970 exhibition at the Pompidou Center
in 1986. Okabe asked Tanaka to recreate Electric Dress for the
exhibition. 34 Sitting against the backdrop of 79858 in a still
from Okabe’s film showing the work (fig. 10), Germain Viatte,
who had been involved in the founding of the Centre National
d'Art Contemporain in 1967, served as curator from 1975-85
at the Centre National d'Art et de Culture Georges Pompidou,
and was director of the National Museum of Modern Art and
Industrial Creation from 1992-97, and became head of the
General Inspectorate of the Musees de France, Museology
Project Director of the Musee du quai Branly, talked about
seeing Tanaka's work when he visited Japan to do research for
Japon des avant-gardes.?® In the 1980s Tanaka received requests
to recreate Bell and Electric Dress for the Yamamura Collection
and the Japon des avant-gardes exhibition. Her recognition was
growing as more or her works were being exhibited in Japan
and overseas and Gutai was being re-evaluated in Japanese
contemporary art being introduced overseas. As if to meet
that demand, she produced two 500 format paintings in 1985
and one in 1986. Of only two known large works with large
circles as the core composition, one, the vertically oriented
Untitled (1964), is in the collection of the Museum of Modern
Art, New York. Kato asserts that this painting would not work
compositionally if it were positioned horizontally.3¢ The two
large solid circles of 79858 bring stability to the whole while
the smaller concentric circles create a rhythm. The lines running
outside the circles weaken the centripetal force, giving a feeling
of energy moving horizontally and vertically across the picture
plane and enveloped by the large circles. Moreover, the acrylic
lacquer paint that Tanaka started to use in the early 1970s 37
brought a more even and uniform color surface that stands out
in comparison with Untitled (1965, fig. 1).3® Kato described the
effect of the paint as physically creating the sense of an opaque
plastic sheet stretched over the canvas, blocking the viewer's
gaze toward the depth of the painting and instead pushing it
forward. For Untitled (1965), the overlap of the lines left by vinyl
paint Tanaka used at the time give a feeling of crawling opaque
vinyl wrapped cables and multi-layered circles and lines. 79858
is flatter and the feeling of blocking the line of sight toward the
back and pushing in forward'is strong. The color saturation of
1985B is more subdued than Untitled, so the eye is not drawn
to any particular part of the painting. The overall composition
is stable and the great variety of intertwining lines can be seen,
one by one, from a close distance. The acrylic lacquer paint,
when exposed to strong light, is glossy and has an energy that
seems to be flowing from electricity.(fig. 9) Comparing the
two paintings that differ in size, composition, and paint gives a
glimpse of stylistic changes in Tanaka's circle and line paintings’
and the wide range of her creative output. These two paintings,
one from just before leaving the Gutai Association and the
other a large-scale work from the mid-1980s, stand out perhaps

because of their distance from the early Gutai period.

As mentioned above, works by Gutai Art Association artists in
the Artizon Museum collection are generally from the Gutai
middle period dating from the early to mid 1960s and, in
comparison with other museums, there are few works from
the Gutai early period. At the same time, being a latecomer in
collecting Gutai art gives the Artizon Museum an advantage in
creating a Gutai collection with distinctive features. Moreover,
analysis of Artizon’'s two works, Untitled (1965) and 79858,
produced by Tanaka when she was distanced from the Gutai
Association mentally or through time, may make it possible to
illuminate the image of Tanaka as independent from the Gutai
movement after she withdrew from it. Also, for the very reason
that it is late, informed by research and analysis conducted over
time, the Artizon collection of works by artists who participated
in Gutai, can present new perspectives different from prevailing
art history views. Aside from Gutai, many movements, concepts
of art history, and works of art need to be re-examined. It is
expected that the Ishibashi Foundation Artizon Museum that
opened in 2020 has the potential to create such new art history
interpretations for a new era.

(Curator, Artizon Museum, Ishibashi Foundation)
(Translated by Cheryl Silverman)

Notes

1. Seethe Gutai member list, including enrollment and withdrawal
years in Ming Tiampo, "Appendix 2: Gutai Artists,” Gutai: Decentring
Modernism (Chicago and London: University of Chicago Press, 2011),
pp. 181-182.

2. "Thelshibashi Collection and the Artizon Museum,” Artizon Museum
200 Highlights, The Ishibashi Foundartion Collection (Tokyo: Artizon
Museum, Ishibashi Foundation, 2020), pp. 9-13. Shimbata Yasuhide,
"ARTIZON MUSEUM, STEPS AHEAD," STEPS AHEAD: Recent Acquisitions,
exh. cat. (Tokyo: Artizon Museum, Ishibashi Foundation, 2021), pp.
15-18.

3. Onthereception of Art Informel at the time, see the roundtable
discussion with Imai Toshimitsu, Hariu Ichiro, and Yamagubhi
Katsuhiro, "Regarding Art Informel: Western and Eastern Traditions
and the Present,” Bijutsu Techo, No. 131, October 1957, pp. 15-26. (in
Japanese)

4. Onthe Yamamura collection’s relation with Gutai, see Suzuki Yoshiko
“The Making of the Yamamura Collection: Focus on Gutai”in The
Yamamura Collection: Gutai and the Japanese Avant-garde 19505—1980s,
exh. cat. (Hyogo: Hyogo Prefectural Museum of Art, 2019), pp. 16-19.
(in Japanese)

5. See"Birth and Challenge: Early Period 1954-1957,""Leaping and
Development: Middle Period 1957-1965,""Maturing and the End:
Late Period 1965-1972,"Hirai Shoichi ed. and writer, What's GUTAI?,
planned by Hyogo Prefectural Museum of Art, Bijutsu Shuppan-Sha,
2004. (in Japanese)

6. Chiba Shigeo, History of Deviation in Modern Art, 1945-1985 (Tokyo:
Shobunsha, 1986), pp. 55-56. (in Japanese)

7. This was the first comprehensive exhibition in Europe to introduce
post-war Japanese art. Okabe Aomi, the co-commissioner, had Tanaka
Atsuko recreate her Electric Dress (1986), now in the Takamatsu Art
Museum collection.

8. Hikosaka Naoyoshi,“Beyond the Closed Circle: what we see in the
traces of ‘Gutai,” Bijutsu Techo, vol. 370 August (1973), pp. 72-92. (in
Japanese)

| 103



13.
14.

20.
21.

22.

23.
24.

Tatehata Akita, “Creating Tableaux: 1950's Gutai Art Association,”
Action and Emotion, Painting in the 50s, Informel, Gutai, Cobra, exh. cat.
(Osaka: National Museum of Art, 1985), p. 18. (in Japanese)

. Osaki Shinichiro, “Creation and Continuity, Restudy of the Gutai

Art Association <1>,"A&C: art & critic, vol. 1, Research Center of Art
and Culture, Kyoto Junior College of Art, July, 1987, pp. 42-48. (in
Japanese)

. Hirai Shoichi, op. cit., p. 18; Hikosaka Naoyoshi, op. cit. pp. 86-87 on

the idea originating with Yoshihara showing his work to Léonard
Foujita, back from Paris in 1929, and being told that his painting was
too much influenced by other painters.

. Yoshihara Jiro "Gutai Art Manifesto”in Geijutsu Shincho, December

1956, p. 203.

Ibid., p. 202.

Hirai Shoichi “Gutai: A Utopia of the Modern Spirit”in GUTAI: The
Spiritof an Era, exh. cat. (Tokyo: The National Art Center, 2012),
pp. 243-244,

. Hirai Shoichi “Gutai-Toward a Reconsideration”in Hirai Shoichi, ed.,

What's GUTAI?, op. cit., pp. 168-173.

. Tatehata, op. cit., p. 18.
. Kuroda Raiji,"The concept behind Gutai", Bijutsu Techo, vol. 623, May

(1990), pp. 109-122.

. "Artist Interview 1: Tanaka Atsuko: Kaiga no denki guruvu [Electric

Groove in Painting]’, Bijutsu Techo, no. 808, July 2001, pp. 109-117.

. Nakajima lzumi, “Tanaka Atsuko no en to sen no kaiga [Tanaka

Atsuko's Painting of Circles and Lines]’, GENSHA [Research Bulletin of
Hitotsubashi University Graduate School of Language and Society],
No.5,11 March 2011, pp. 285-303.

The circle and line paintings' nomenclature came about from the
interview noted above where Tanaka said, Since | started with
circles and lines, I have to make good paintings. | have always had

a sense of mission to do that. 'm going to break away from it and
start anew. (referring to the 2001 exhibition Atsuko Tanaka: Search for
an Unknown Aesthetic at the Ashiya City Museum of Art and History).
In this paper, we go along with Nakajima and use the term circle
and line paintings'to refer to the series of paintings of circles and
lines developed from the electric clothing drawings, since Tanaka
considered those paintings to be in the same series, even if there
was a change in style.

Kuroda, op. cit,, pp. 118-119.

Kato Mizuho, "Searching for a Boundary,"in exh. cat., Atsuko Tanaka:
Search for an Unknown Aesthetic, 1954-2000, Ashiya City Museum

of Art and History, Shizuoka Prefectural Museum of Art eds. (the
Executive Committee for Tanaka Atsuko exhibition, Ashiya City
Museum of Art and History, Shizuoka Prefectural Museum of Art,
2001), pp. 15-25.

Ming Tiampo, “Electrifying Art," in Ming Tiampo and Mizuho Kato eds.,
Electrifying Art: Atusko Tanaka, 1954—1968, Vancouver, BC: Morris and
Helen Belkin Art Gallery, 2004, pp. 63-77.

Nakajima, op. cit.

Kato Mizuho, “Tanaka Atsuko, Spring 1966 — How Electric Dress was
Transformed to the Picture Plane,” Philocaria, No. 29, Osaka University
Graduate School of Letters, Department of Arts and Art History, 2012,
pp. 105-127.(in Japanese)

104 |

25. Dehara Hitoshi,"A Study of Two Paintings by Tanaka Atsuko: Work
(1958, Hyogo Prefectural Museum of Art Collection) and Work (1959,
Hiroshima City Museum of Art Collection),” Bulletin of the Hyogo
Prefectural Museum of Art, No.9 (2015), pp. 4-15.

26. Nakajima lzumi, "Anti-Action," Brlicke, 2019, pp. 217-276.
Developing her theory on Tanaka's circle and line paintings, Nakajima
also takes into account works and reviews of Yayoi Kusama and
Fukushima Hideko, and sheds light throughout her essay on aspects
of the works of Japanese post-war female artists that differ from
‘action’and have been overlooked.

27. Kato Mizuho, ed., "List of Works," Atsuko Tanaka, op. cit., pp. 166—193.

28. Kato "Tanaka Atsuko Spring 1966" op. cit., pp. 112-113.

29. Ibid., pp. 112-113.

30. Artwork purchase materials, Ishibashi Foundation internal records.

31. Kato, op. cit, p. 113. (This papers author has not been able to directly
confirm the inscription.)

32. September 9, 1985 interview at Kanayama’s home in Asuka, Nara
Prefecture. See Yamamura Tokutaro and Osaki Shinichiro,” Interview.
Kanayama Akira — Tanaka Atsuko” in Document Gutai 1954-1972
(Ashiya: Ashiya City Museum of Art and History, Ashiya City Cultural
Foundation, 1993), p. 398.

33. ATSUKO TANAKA, Peintures (1987, Galerie Stadler, Paris; ‘GUTAL...suite?
After Gutai?’ 1993, Palais des Arts, Toulouse), Kato, List of Works, op.
cit, p. 182.

34. Okabe Aomi, dir., Another GUTAI: Tanaka Atsuko, produced by Ufer! Art
Documentary (1998), 45mins.

35. According to Kishimoto Yasushi of Ufer! Art Documentary who was
involved in its production, the film was shot in 1998 and Viatte took
it out of storage at the back of the gallery for the photo.

36. Kato, "Tanaka Atsuko Spring 1966, op.cit., p. 108.

37. Atthe beginning, she used the Isamn paint Company's VIBY vinyl
paint butin the early 1970s when the number of its production
decreased, she switched to Isamu’s acrylic lacquer Atron 3000. See
Ibid., note 21, p. 126 for details.

38. Ibid,, p. 119.

List of illustrations (pp. 4-13)

fig. T—TANAKA Atsuko, Untitled, 1965, Vinyl paint on canvas, 92.5 x 74.3
cm, Artizon Museum, Ishibashi Foundation, Tokyo

fig. 2—TANAKA Atsuko, Untitled, 1965, The back of painting

fig. 3——TANAKA Atsuko, Untitled, 1965, Close shot of date and artist's
signature on the back

fig. 4—TANAKA Atsuko, Untitled, 1965, Close shot of the right upper part
fig. 5——TANAKA Atsuko, Untitled, 1965, Close shot of the right part

fig. 6——TANAKA Atsuko, 7985 B, 1985, Acrylic lacquer on canvas, 218.0 x
333.5 cm, Artizon Museum, Ishibashi Foundation, Tokyo

fig. 7—TANAKA Atsuko, 7985 B, 1985, The back of painting

fig. 8——TANAKA Atsuko, 7985 B, 1985, Close shot of the left part

fig. 9——TANAKA Atsuko, 7985 B, 1985, Close shot of the left lower part
fig. 1T0——Astill image from Another GUTAI : Atsuko Tanaka directed by
OKABE Aomi produced by Ufer! Art Documentary



Australian Aboriginal Art:

Changes in Museums’ Exhibition Approaches and the Reception of its Art

UEDA Anna

Introduction

The Ishibashi Foundation has been collecting contemporary
Australian art for the past several years, including quite a few
collection of Aboriginal art by Indigenous peoples of Australia.
Looking ahead, in order to collect, preserve, research and
exhibit Aboriginal art in the future, it is vital to understand
the history of how Aboriginal art has been exhibited and
received at museums thus far. This is because the history
of Aboriginal art involves a 180-degree pivot from having
been regarded as the “art of others,” completely separated
from Western art, to recognition as one of the foremost fields
of Australian contemporary visual art, and changes in the
modes of exhibition and interpretation at museums have
been instrumental in bringing about this shift in perception.
Understanding the history of these past developments forms a
basis for application of proper criteria to collecting, researching,
preserving and exhibiting Aboriginal art.

This essay will begin with a brief overview of the nature
of Aboriginal art and its history, and will then examine the
historical background of Aboriginal art’s exhibition at museums,
specifically ethnographic museums in the late 19th century and
the ways in which it was presented. Next, the essay will look at
the transitional period for reception of Aboriginal art, from the
1950s to the 1980s, from the perspectives of society, politics,
economics and art history, and offer a multifaceted overview of
trends during this era. Then, it will consider how Aboriginal art
has been exhibited in art museums and interpreted since the
1980s, and how in the late 1980s, Aboriginal art evolved into a
fully accepted genre of contemporary art.

Also, this essay will touch on the significance and prospects
of the new museology of the twenty-first century,”" the phrase
with which Margo Neale, Head of the National Museum of
Australia’s Indigenous Knowledges Curatorial Centre,? describes
recent changes in museology surrounding Aboriginal art.
Examination of this new and still evolving museology of
Aboriginal art offers crucial insights, and it entails understanding
the latest developments in Aboriginal art and how museums
are endeavoring to interpret this art and disseminate it to
society. This essay will discuss the outlook for implementation
of a “"new museology” vis-a-vis Aboriginal art and wider
popularization of this art in Japan, which is geographically and
culturally distant from Australia and where Aboriginal art is not
yet well known.

Indigenous Peoples of Australia

Who makes up the community that produces Aboriginal art?
This community consists of Indigenous peoples of Australia,
known as Aboriginal and Torres Strait Islander peoples, who
have inhabited the Australian continent and the Torres Strait
Islands (approximately 270 islands between Australia and
Papua New Guinea) for an estimated 50,000 years or longer.?

They are believed to have reached the Australian continent
via Southeast Asia, making their way from island to island. Their
traditional lifestyle is based on a hunter-gatherer model with a
simple material culture, not settling in one place and erecting
no large structures. Prior to British colonization, more than 250
different languages (or more than 800 dialects) were spoken by
Indigenous peoples, but as of 2016 about 120 languages were
in use, and it is predicted that with new generations replacing
their forebears, in the future only about 10% of these, i.e. 12
languages, are likely to survive.®

The term “Aborigines,” referring to Indigenous peoples of
Australia, means “original inhabitants,” and is derived from
the Latin ab (from) and origine (origin, beginning).® Coined
around the 16th century, the word was first used with reference
to Indigenous peoples of Australia in 1789.7 However, the
collective noun "Aborigines” has a history of discriminatory
usage and is now rarely used in public.® The adjective form
‘Aboriginal,” which contains more diversity of meaning, is
preferred, and is in broad general use in phrases such as
‘Aboriginal people / person,”“Aboriginal community,” and
‘Aboriginal artists.” The terms Indigenous and First Nations
People are also in common use.? In this essay, Indigenous
peoples of Australia are collectively referred to as Aboriginal,
and “Indigenous peoples of Australia” and "Aboriginal” are
employed synonymously.

Aboriginal Art

Aboriginal art has one of the longest histories of any art form in
the world. The traditional culture has been maintained through
a range of artistic activities including ceremonies, dances, songs,
body painting, rock murals, and sand paintings. A cave painting
newly discovered in Western Australia in 2021, dating from
approximately 17,000 years ago, was announced as the oldest
known work of Aboriginal art.’® Even older examples of human
activity have been found, including mark-making on cliff faces
from 25,000 to 30,000 years ago, and a red ochre crayon
from 45,000 years ago discovered in Kakadu National Park."
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Designs and patterns that vary by region and community have
been applied to everything from daily items to sacred objects
used in ceremonies. Through art, Aboriginal people have built
deep relationships with their ancestors and with their land, or
Country, rooted in their community.

Aboriginal Art and Dreaming

Aboriginal art strongly reflects the people’s distinctive vision of
religion, life and death, and the world around them. The central
concept underpinning their world view is known as Dreaming,
and most prominently gives Aboriginal art its unique character.
Dreaming refers to a narrative of the time when ancestral spirits
traveled over the earth, creating it as they went. The spirits of
ancestors are represented by humans, animals, and plants, and
can also be objects or phenomena. They not only created the
earth, but also gave names to their creations. Along the way the
traveling spirits sang, danced, fought, had intercourse, helped
one another, and at the end of the journey transformed into
craggy mountains, stars, and springs of water. Such places are
still considered sacred by Aboriginal communities, but for them
Dreaming is by no means a past event but eternal and ongoing
to this day. This is because they live on and in harmony with
the land that Dreaming created, and the land is a manifestation
of Dreaming.'? Regarding the relationship between Aboriginal
art and Dreaming, the art historian Howard Morphy wrote in
Aboriginal Art (2003):

Dreaming is vital to understanding of Aboriginal art. Art is a
means of approaching Dreaming, and enables contact with
its spiritual dimension. Moreover, the art itself is a product of
Dreaming.™

Dreaming is a way of viewing the world that comprehensively
governs the Aboriginal spiritual landscape, social order, and
intimate relationships with the land, and Aboriginal art is a
rmanifestation of that worldview.

Encountering the West: British Colonization

In 1770, when the British Navy Lieutenant James Cook landed
in Botany Bay near Sydney on the east coast of Australia, the first
European to set foot on the continent, he described Australia
as Terra nullius (Latin for "nobody’s land”), i.e. a land without
owners, and declared it British territory (fig. 1). In 1788 a total
of 11 British ships, including the first boatload of convicts along
with colonial vessels, arrived in Sydney Bay, and the colonization
of Australia was underway. As it progressed there were clashes
between Indigenous Aboriginal people and colonists in various
parts of the country, and violence, massacres, and infectious
diseases brought by the colonists drastically reduced the
Aboriginal population. For example, in Tasmania the number
of Aboriginal people dropped from about 4,500 to just 18
between 1788 and 1861.'* The last of these died in 1876, and
full-blooded Aboriginal people of Tasmania vanished from the
earth.

To prevent further conflict, the colonists implemented
policies of separation, and later of assimilation, toward
Aboriginal people in each Australian state. It was thought that
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what was known at the time as the "Aboriginal problem” would
be resolved in the future by the extinction of full-blooded
Aboriginal people and the "biological absorption” of those of
mixed Aboriginal and white parentage.'® The idea was that
contact with highly civilized Western society would naturally
phase out culturally and racially inferior full-blooded Aboriginal
people, thought to be destined for eventual extinction, and
the “Aboriginal problem” would be solved by educating and
assimilating the mixed-race children already possessing partially
Western blood, so they could adapt to Western society and live
as members of it. In 1937, the Australian federal government
and the ministers of Indigenous affairs in each state formally
proposed a policy of assimilation, and in 1951, it was agreed
that the policy would promote assimilation of full-blooded
Aboriginal people as well.'¢ This assimilation policy remained
in place until the 1970s. This unilateral relationship between
British colonists and the Aboriginal colonized broadly reflected
the British colonialist social mentality of the day.

This mentality was based on the theory of social evolution,
commonly known as “social Darwinism,” which flourished in the
West. It applied Charles Darwin's theory of biological evolution
to progress in human society, and was reinforced through
contact with Aboriginal people. Social Darwinists categorized
Aboriginal society as “Stone Age,"'” the least evolved rung on
the ladder of human cultural evolution, and thought of it as
having a “primitive” structure. They asserted that Western society
was culturally and socially superior, and that “undeveloped”
Aboriginal society had to be civilized according to Western
social standards.' As Morphy notes, a critical point here is
that these theories positioned Aboriginal people as “other,”
thoroughly distinct from Western society. ' This “otherness”
has always been present as a factor that reinforces Western
principles and the colonialist mentality. The Australian colony
was no exception, and by applying the schema of “others =
outsiders” and "Westerners = insiders” to the Aboriginal and
colonial cultural groups, the colonizers of Australia were united
and were able to advance colonization without sympathy for
Aboriginal people. This internalized sense of “the other” rapidly
accelerated Australian colonial development.

Such social attitudes are deeply related to how Aboriginal art
was interpreted and exhibited in the past.

19th Century Aboriginal Art: “Primitive” Art

Social Darwinism held that inferior civilizations would be
replaced by dominant, advanced civilizations, and this meant
there needed to be places that collected, preserved, and studied
the cultural relics of disappearing societies like the Aboriginal
one before they were swallowed up by Western civilization. 2°
museums of ethnography were intended to fulfill this mission.

As described above, the culture of Indigenous people was
set apart from Western culture, and Aboriginal art was also
considered to be outside the context of Western art history. 2" As
art museums were a venue for display of Western fine art, there
was no place there for Aboriginal art, and instead collecting,
preserving, researching, and exhibiting the art of the “other”
culture was the province of ethnographic museums. Thus,
during the colonial era such museums played a crucial role as
the only facilities dealing with Aboriginal material culture.



Art by Aboriginal people was viewed as expression of
humankind in a primordial state, and came to be known as
an example of “primitive art.” This fully reflected the highly
prejudiced and yet curious gaze Western society directed
toward Aboriginal society as wholly “other” than its own.

The museum did not place importance on the identities of
the original owners, creators, or other individuals involved with
the works it acquired, but rather prioritized the authentically
Aboriginal quality of the items in its collection. The purpose of
the collection was to ensure the legitimacy and authenticity
of ethnographic history, and to prove that it ‘showed the true
essence of that culture.”?22 Museum exhibition procedures
during this period had several distinct characteristics. The first
was museums’ method of classification, which they based on
taxonomies of zoology and mineralogy established in the mid-
19th century.?* Museums of natural history adhered to these
systems of taxonomy more strictly than other museums, and
the situation was somewhat different at the ethnohistorical
museums where products of Indigenous cultures were
exhibited. While ethnohistorical museums gradually adopted
the modes of classification prevalent at that time, they
maintained the quality of the “cabinets of curiosities” that were
among museums’ predecessors. The second characteristic was
the sheer volume of material on display. The anthropologist
Leonn Satterthwait has focused on the practice of presenting
huge quantities of exhibits simultaneously, and points to
this as a specific and distinctive museum approach. Works
classified according to style, material, technique, application,
region and so forth exert a powerful presence when they
are exhibited in large amounts. 24 A third characteristic is
precise contextualization of exhibits. To present the culture
of “others” alien to the West requires reference illustrations,
commentary, maps, dioramas, and even mannequins to place
the works in context. Of course, the contextualization of these
exhibits is based on a one-sided perspective. Ethnographic
museums’ approach to exhibition at that time consisted of
contextualization that ignored the creator’s intentions, with
works assigned interpretations that backed up the theory of
social Darwinism in which Western society was invested. In
Morphy's analysis, museums needed to showcase the works in
their collection morphologically so as to show the evolution of
culture, emphasizing cultural difference and presenting objects
as ‘real-world” manifestations of information representing
historical relationships between different societal models.

He further discusses the role of these museums in terms of
the relationship to Aboriginal art, which was defined as “primitive
art”:

[..] More than a means of teaching Aboriginal aesthetics to
Western audiences and recognizing the value of Aboriginal
culture, such exhibits have become a means of denying

the works proper appreciation as “art.” The meaning of
Aboriginal art to the people who created it was the realm of
ethnography, and this way of thinking caused Aboriginal art
to end up in museums of ethnography rather than museums
of art.?6

Thus, ethnographic museums devoted their enthusiasm to
collecting the most "authentic” works that represented the

most primitive human activities, and there was a mad rush to
preserve the "backward” lifestyle of a perishing people before
Aboriginal culture was swallowed up by the West.?”
Collections of uniformly arranged items, like biological
specimens, sat in large glass cases in dimly lit rooms and
remained unchanged for more than half a century. For example,
at the South Australian Museum, which houses the nation’s
one of the largest collection of Indigenous material culture, the
permanent exhibition did not change from 1914 to 1982.%8

The Evolution of Aboriginal Art:
1950s — 1980s, a Time of Transition

Museums' exhibition approaches stayed the same for more
than half a century, but does that mean the reception and
interpretation of Aboriginal art remained unchanged during
that period? Actually, that is not the case.

At the beginning of this essay it was mentioned that
perceptions of Aboriginal art shifted in the late 1980s, from
“the art of others” to “contemporary art,” but this did not occur
overnight. A transitional period of decisive movement toward
transformation had begun around the 1950s. Over the ensuing
decades, Aboriginal art underwent changes in parallel with
progress in society, thought, politics, economy, and art history.
The following is an overview of this transitional period, from the
perspectives of society, politics and economy, and art history,
accompanied by examination of the evolution of Aboriginal art.

Society

The Australian Indigenous civil rights movement, which
was particularly active in the late 1950s and 1960s, and its
achievements played a vital role in changing perceptions of
Aboriginal art. During the colonial era, Aboriginal people were
denied all human rights, their traditional lifestyle and culture
was suppressed, and they were deprived of their land. Since
around World War II, as marginalized second-class citizens
outside the mainstream of society, they sought restoration of
their human rights, calling for citizenship, voting rights, equal
wages, social welfare, and land rights, with an initial focus on
people of mixed Aboriginal and white parentage who had been
living in urban areas.

In the 1960s, the Federal Council for the Advancement of
Aborigine and Torres Strait Islanders was highly active in calling
for change. A key characteristic of this movement was that
Aboriginal and white people worked side by side. Propelled
by social activity involving members of mainstream Australian
society, more than 90% voted Yes in a 1967 referendum on
whether to amend the Constitution of Australia and include
Aboriginal people in the national census. The primary objective
of including them in the census was to restore Aboriginal rights
in Australia, and this goal was thereby achieved.

Among the most important aspects of the restoration of
Aboriginal human rights was the restoration of land rights. As
described above, their worldview is inextricably tied to their
Country, through which they connect with their ancestors, as
the land is a manifestation of Dreaming. The land seizures and
abuses of the colonial era propelled the Aboriginal land rights
restoration movement from the 1960s onward. Of particular
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note are the 1963 the Yirrkala bark petitions (fig. 2). Yirrkala is
a town in Yolngu, the hometown of Nonggirrnga Marawili, an
artist whose work is in the Ishibashi Foundation collection. At
the time, the federal government had granted bauxite (raw
aluminum ore) mining rights to private companies without
the permission of the community. To protest this, the local
Aboriginal community claimed that Yirrkala belonged to them
as land passed down from their ancestors for thousands of
years, and submitted a petition claiming land ownership to the
Australian Parliament in Yolngu and English. The petition was
a rare example of a formal document submitted to Parliament
by Indigenous people, and its format was derived from the
traditional Yirrkala art of bark painting. The claim was dismissed,
but it was a seminal event in that it was the first example of
an Aboriginal claim of independence, self-determination, and
land rights, and that a traditional art form was used to make the
claim. The land rights movement subsequently made further
progress, and in 1972, then-Prime Minister Gough Whitlam
personally went to pour soil into the palm of Vincent Lingiari
(the activist who had led the Wave Hill land rights movement
since 1966) in a symbolic moment acknowledging the return of
the land (fig. 3). The so-called Wave Hill Walk-Off case led to the
later enactment of the Aboriginal Land Rights (Northern Territory)
Actof 1976.30

These achievements in improving Aboriginal social status
and restoring rights had a major impact on the future of
Aboriginal art. Building on the right of self-determination,
which is the foundation of all human rights, Aboriginal people
themselves branded and promoted their art, kicking off a
movement to release them from the externally applied stigma
of ‘primitive art."

Politics and Economy

It should be emphasized that Aboriginal art’'s path to
recognition as contemporary art was closely linked to Australian
political and economic trends. And the Aboriginal right of
self-determination, mentioned in the previous section, had a
significant influence on these political and economic aspects.
Starting in the 1970s there was an Aboriginal-led movement to
promote Aboriginal art, and with political and economic factors
intertwining, this fed into the acceptance of Aboriginal art as
contemporary art in the 1980s. The following is a brief overview
of the turning points for Aboriginal art from a political and
economic perspective, primarily through case examples of the
establishment of several groups that became key players, and
of the political situation in Australia in the 1970s and 1980s.

The first of these key players was Aboriginal Arts and Crafts
Pty Ltd., founded in 1971. The restoration of Aboriginal rights
achieved through the 1967 referendum led to the decision to
create a Department of Aboriginal Affairs within the federal
government. Recognizing Aboriginal economic independence
as one of its key issues, the federal government then established
an Aboriginal arts and crafts company as part of the Department
of Aboriginal Affairs in 1971. The company promoted crafts,
which were previously sold cheaply at souvenir shops, as a full-
fledged art industry with especial importance for the economic
independence of local communities. It boosted the value of
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arts and crafts produced in Aboriginal communities while
controlling market supply, and clearly stated that the products
were intended to “encourage high standards of artistry and
craftsmanship with a view to creating a greater appreciation
of and respect for traditional skills and the preservation of the
culture.”3" The company regulated the supply chain of works by
purchasing them from the communities and reselling them to
specialized distributors in major cities.

The second key player was the Aboriginal Arts Board,
established in 1973 within the Australia Council for the Arts.
The members of the board were all Aboriginal, and worked
closely with the already established Aboriginal Arts and Crafts
Pty Ltd. to pave the way for the international recognition of
Aboriginal art. Particularly important roles of the board were
the enforcement of policies and regulations on Aboriginal art,
the subsidization of various Aboriginal artistic activities such
as visual arts, literature, drama, dance, music, and film, and the
hiring of professional Aboriginal art advisors so as to enhance
the value of Aboriginal art and pursue marketing activities. 32
Between 1974 and the early 1980s, the board organized 19
exhibitions in more than 40 countries. 33

The third key player was the Aboriginal Artists Agency,
established in 1976 as part of the Aboriginal Arts Board. The
agency dealt with copyright-related issues and promoted
Aboriginal art in a manner that actively brought it to the
forefront of the art scene. This led to the first Aboriginal artist's
participation in the Sydney Biennale, in its third edition in 1979.34

It is clear that while these organizations went by different
names, they all shared common purposes. These were to
market Aboriginal art as contemporary art, to encourage artists
to produce high-quality and highly priced art and crafts (which
in turn led to financial independence for the artists), and to raise
the market value of Aboriginal art by controlling the market to
some extent. It must be clearly stated that these organizations,
established in quick succession in the 1970s, were driving
forces behind the "big bang” of Aboriginal art's recognition as
contemporary art, which was to come in the late 1980s. And,
crucially, it was Aboriginal people who took the lead.

Of the organizations established in the 1970s, the most historic
and subsequently consequential for the fate of Aboriginal
art is the Papunya Tula Artists Cooperative, the first for-profit
Aboriginal community-based organization in Australia, founded
in1972.

Papunya is an Aboriginal settlement created by the federal
government in 1959 and located 240 kilometers west of the
Central Desert city of Alice Springs. Government-established
settlements had the objective of providing vocational training
and education to Aboriginal people and assimilating them into
mainstream society, in line with the official assimilation policy of
the day.?*> Under this governmental policy, Papunya, which was
created to counterbalance population growth in neighboring
settlements, was flooded with people of various languages,
cultures and backgrounds. However, Papunya's environment
at that time was quite harsh due to conflicts among different
communities and infectious disease epidemics. Under these
circumstances Geoffrey Bardon, a white teacher who taught art
at an elementary school in Papunya in 1971, came up with the
idea of painting traditional designs on the walls of the school.



Bardon approached the village elders with the idea, and the
first mural was completed. Its design depicts the Honey Ant
Dreaming, a scene with connections to the Papunya Country.
The mural project was a huge success, the elders expressed
their wish to have further works produced, and Bardon
suggested that people paint on canvases or wooden panels
with acrylic. These acrylic paintings were sold in Alice Springs,
bringing in revenue of 1,300 AUD (Australian dollars).3¢ This was
a significant sum, especially in 1971 dollars, and had a major
impact in that traditional designs originally in the form of sand
paintings or body paintings for ceremonies were now taking
a saleable form. Approximately 600 works were sold over the
ensuing six months.3” Then, in 1972, the Papunya Tula Artists
Cooperative was founded as the first Aboriginal cooperative for
commercial purposes.

Morphy points out two important aspects of Bardon's
contribution. The first is that it made Aboriginal Desert art
available to the outside world, in a form that helped to develop
the market.?® This was important in that Aboriginal art of the
Desert region was originally in impermanent forms such as
sand and body painting. The second aspect was timing.3° The
1970s were a time when Aboriginal official groups were formed
one after another with government backing, and a policy of
promoting economic independence was announced. Papunya’s
acrylic paintings, emerging during this era, were purchased by
the Aboriginal Arts Board and gained opportunities for exposure
at international exhibitions that the board organized.4°

Taking a step back to get a long view of Australian national
history, the period from the late 1970s to the late 1980s was
also one in which the official policy changed from the so-called
White Australia policy to that of Multiculturalism. The White
Australia policy restricted immigration from other countries,
with the aim of creating a society with British Anglo-Saxon
ethnic makeup, but during this period the White Australia
policy was at an impasse and it became necessary to review
immigration policies. According to Kamada Mayumi, an expert
on Australia and international affairs, underlying this policy
shift was a political compromise to address a range of conflicts
between non-British immigrants and the dominant culture,
especially from the 1980s onward, and in her analysis it was the
result of “making Asian policy a matter of domestic politics”#!
to address the "Asianization” of Australian society. Recognizing
that Australia is part of the Oceania region, and more broadly
part of the Pacific Rim, the nation sought to address growing
social issues surrounding non-British Australians by advocating
a multiethnic and multicultural nation.

In promoting the formation of a new nation freer from the
influence of the UK, Aboriginal art was incorporated as part of
a new national identity. The most prominent example was the
adoption of the Papunya Tula artist Michael Nelson Tjakamarra’s
Possum and Wallaby Dreaming (1985) as a mosaic in the front
garden of the Parliament House, which was newly built in the
capital Canberrain 1988 (figs. 4, 5).

As described above, Aboriginal art underwent a
transformation that was deeply intertwined with Australia’s
politics and economy. The next section will discuss the way
in which Aboriginal art moved from “outside” to “inside” the
narrative of Western art history, going back to the 1950s and

examining the transition chronologically.

Art History

The process by which Abariginal art’s place in the history of art
transitioned from “primitive art” to “‘contemporary art” began in
the 1950s. Interestingly, the change was facilitated by a paradox
arising from anthropologists’ and Western modernist artists’
definition of Aboriginal art as primitive.

The art historian lan McLean points to exhibitions focusing
on the artistic value of Aboriginal art, which received
widespread public attention especially during the decade from
1950 to 1960, as the first step toward changing perceptions.
The anthropologist Philip Jones, a senior curator at the South
Australian Museum, discusses this early transitional period in
greater depth. Jones first saw an exhibition organized by the
anthropologist Ronald Berndt at David Jones' Art Gallery in
1949. Jones describes this as “a turning point in the Australian
public’s attitudes toward Aboriginal art.”43 Then, in 1957, the
exhibition The Art of Arnhem Land presented Aboriginal art not
as anonymously produced ethnographic materials, but with the
artists’ names and descriptions of the traditions in which their
art was rooted, and Jones emphasizes that this was a milestone
in terms of approaches to exhibiting Aboriginal art.** In Jones's
analysis, this was a crucial era in that society began to grasp
Aboriginal art as creative expression.

Margaret Preston, one of the best-known Australian
modernist artists of the 20th century, was among the first
to focus on the aesthetic value of Aboriginal art and assert
its importance to society.#> The Abstract Expressionist Tony
Tuckson, Deputy Director of the Art Gallery of New South Wales,
also drew attention to the artistic qualities of Aboriginal art
in the 1950s and 1960s.4 However, despite this change of
mentality towards Aboriginal art within the art world, as MclLean
underscores, Aboriginal art was still described as “primitive art” at
the time and was excluded from Australian art history. Until the
mid-1980s, Aboriginal art was at best viewed by mainstream
society as “primitive fine art,"4” a designation with implications
for its perceived artistic value.

As described earlier, the 1970s was a period of significant
change in the social circumstances of Aboriginal people. While
the status of Aboriginal art appeared to begin evolving with
the establishment of Papunya Tula Artists Cooperative in 1972,
within the broader scope of art history, views of Aboriginal art
remained virtually unchanged. The art historian Vivien Johnson
describes the status of Papunya Tula works during this period as
follows:

Throughout the 1970s, Papunya paintings languished in
obscurity, rejected by art galleries as too ethnographic

and by museums as not ethnographic enough. No public
collecting institution in Australia was buying Papunya
paintings in the 1970s. [...] Throughout 1970s Papunya Tula
Artists was dependent for its survival on the support of the
AAB, primarily through its commissions for canvases — really
big canvases — for its exhibitions program. 48

The persistent stereotyping of Aboriginal art left Papunya
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art with no place to go. In other words, Aboriginal cultural
expression in the Western medium of acrylic painting on
canvas did not meet standards of “legitimacy” as defined by
ethnographic museums that pursued “authenticity,” while for
art museums adhering to progressive modernist theory, while
the art materials may have been of Western origin, the work too
strongly reflected its makers' culture, and as "too ethnographic,
was incompatible with a future-oriented vision of art. However,
works produced in Papunya gradually began to carve out a
niche collector's market through an international exhibition
program, organized by the Aboriginal Arts Board and focused
on the artistic and contemporary nature of the work, and
through strategic marketing.#® The board's efforts began to bear
fruit, and in the early 1980s, perceptions of Aboriginal art within
the art scene gradually progressed. In the anthropologist Fred R.
Myers's analysis, the 1980s were an era in which the process of
legitimizing Aboriginal art as contemporary art unfolded.°

A significant turning point came with the purchase of
Papunya Tula works by Australia’s major art museums. In 1980
the National Gallery of Australia made its first Papunya Tula
purchase, of the artist Mick Wallankari Tjakamarra's Honey Ant
Dreaming (1973) (fig. 6), and the same year the Art Gallery of
South Australia also purchased its first Papunya Tula work.>' In
1981, Papunya Tula acrylic paintings were exhibited alongside
other Australian contemporary art in Australian Perspecta 1981: A
Biennial Survey of Contemporary Australian Art at the Art Gallery of
New South Wales.>?

In the mid-1980s, Aboriginal art gained wider exposure in
many fields. Growing enthusiasm for Aboriginal art could be
seen in the number of works acquired by major art museumes,
the increase in individual collectors, the outflow to the broader
art market, and the large number of texts published in major
Australian journals. The same period saw an explosion in the
popularity of pointillist acrylic paintings on canvas produced
in the Western Desert region, a trend sparked by Papunya Tula,
and the market heated up with one sale after another not only
in Australia but also overseas. This marked the emergence of
acrylic dot paintings as an iconic archetype of Aboriginal art.

There are several reasons for acrylic paintings from the
Western Desert region gaining an audience more rapidly than
Aboriginal art produced elsewhere. First, Aboriginal art of the
Desert is characterized by abstract designs that make it easier for
outsiders to access and engage with works depicting Dreaming.
Second, acrylic produces vivid colors that cannot be derived
from traditional natural ochre pigment, conveying the artist’s
unique sense of color and giving the work an individualized
character, while the medium of paint on canvas made works
portable and easy to display and store in art museums.

The decisive year when Aboriginal art finally arrived as a form
of contemporary art came in 1988-89. 1988 marked the
bicentenary of the arrival of the first European vessel on the
Australian continent, and McLean notes that Aboriginal art
was first presented as a genre of Australian art in the Creating
Australia: 200 Years of Art, 1788-1988 exhibition at the Art
Gallery of South Australia that year.®3 According to MclLean, “a
fundamental paradigm shift in the national consciousness”>*
occurred around this time. Another important exhibition was
Dreamings: The Art of Aboriginal Australia, held in 1988-89. This
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was a joint project of the Asia Society in New York and the South
Australian Museum, and drew attention both at home and
abroad as the first international exhibition to place Aboriginal
art within the framework of contemporary art. As a result, works
were purchased by the Brooklyn Museum in 1988 and by other
museums in the US such as the Art Institute of Chicago and the
Metropolitan Museum of Art, New York in 1989.%5 The fact that
this exhibition was not organized by art gallery curators or art
historians, but by a curatorial team led by the anthropologist
Peter Sutton at the South Australian Museum, was important in
that it positioned the work at the intersection of anthropology,
i.e.its cultural context, and art, i.e. its aesthetic value.>¢ Sutton
and the team showed that Aboriginal art is an artistic activity
embracing both tradition and the contemporary, including their
relationships with land, worldview, ancestors, and colonial and
post-colonial contexts.

Regarding the success of these Aboriginal art exhibitions in
the late 1980s, Morphy describes an evolution of the definition
of "art” in Western art history that took place in the 1970s and
1980s, and analyzes this phenomenon as strongly linked to
challenges to Eurocentricity by various art forms flourishing in
non-Western regions.>” The rise of global art began around the
end of the Cold War in the late 1980s, and biennials and other
international art festivals gained increasing prominence around
the world. When non-Western art with local characteristics was
interpreted in a global context on these platforms, Aboriginal art
was accepted as an art form that quite perfectly encapsulated
the character of global art.

In this way, Aboriginal art as contemporary art made rapid
inroads around the world, driven by the synergistic effects of
the Western Desert art movement's momentum in Australia and
changes unfolding in the international art scene.

Toward Contemporary Aboriginal Art:
Exhibition at Art Museums

Ultimately, to fully transition from primitive art to contemporary
art Aboriginal art needed approval from art museums rather
than ethnographic museums. That gave rise to a need for
recognition and assignation of meaning in art-historical terms,
as Myers discussed.®® Below, we will examine how art museums
exhibited and interpreted Aboriginal art as contemporary art.

In the 1980s, art museums began to break away from
sole focus on Western art, acknowledging multiple art forms
practiced in non-Western regions and reflecting this recognition
in the contents of exhibitions. Changes in exhibition approaches
were also seen. For example, as in exhibitions like Magicians
of the Earth®° at the Centre Pompidou, Paris in 1989, there was
frequent use of juxtaposition, in which works in different media,
styles, from various regions and eras, and by diverse artists
were shown side by side and tied together thematically. ¢°
Such exhibition approaches were highly effective in presenting
complex and multifaceted art in a relativized manner, making
the academic, unilaterally delivered museum experience more
interactive, and attracting more viewers. Changes in exhibition
approaches corresponded to changes in society, and art
museums incorporated into their curatorial strategies various
means of building relationships with diverse communities



and making their voices heard in exhibition spaces. Aboriginal
art came to be shown at art museums amid this global move
toward pluralism and relativism in art. Also, museums and
art galleries partnered with Aboriginal communities to plan
exhibitions, purchase works, and conduct surveys so as to
put Multiculturalism, adopted as Australia’s national policy in
1989, into practice.® In this context, art museums developed
conscious and systematic strategies for presentation of
Aboriginal art as contemporary art.

The first of these was categorization of Aboriginal art
as a specialized field. An early example was the National
Gallery of Australia, which in 1981 renamed its Primitive Art
collection as the Australian Aboriginal, African, Oceanic, and
Pre-Columbian North American Indian Art collection. In 1984,
this long collection name was changed to "Aboriginal Art,” and
today it is known as the Aboriginal and Torres Strait Islander
Art collection. 62 Today, it is the norm for major Australian art
museums to establish departments specializing in Aboriginal
art, distinct from their departments of Australian art. The
second strategy was appointment of curators with Indigenous
backgrounds, which was given impetus by the Australian policy
of Multiculturalism, the re-examination of colonial history from
a post-colonial context, the need for close partnership with
Aboriginal communities, and recognition of the Aboriginal
right to self-determination. And the third strategy was the
establishment of galleries dedicated to Aboriginal art, for
example the Yiribana Gallery, established at the Art Gallery of
New South Wales in 1994 (fig. 7). In the words of Hetti Perkins,
who is of Indigenous descent and served as the gallery’s Senior
Curator of Aboriginal Art from 1989 until 2011, “The Yiribana
Gallery celebrates Indigenous Australia’s age-old, yet enduring,
cultural heritage and its myriad contemporary expressions.¢?

In 2010, galleries dedicated to Aboriginal art opened at the
National Gallery of Australia. There are 11 rooms in total, and the
director at the time, Ron Radford, declared it to be the world’s
largest exhibition space dedicated to Aboriginal art.®* These
gallery spaces dedicated to Aboriginal art paved the way for
widespread recognition of Aboriginal art as contemporary art. In
this way, Aboriginal art has gained a solid place in art museums
as a leading Australian contemporary art form through art
museums' strategic organization of infrastructure.

In terms of exhibition approaches as well, decontextualization
was actively carried out in order to free Aboriginal art from
past stigmatization. Application of the white-cube exhibition
method to these works was intended to eliminate as much the
cultural context that foregrounded the "ethnicity” of the work
as possible, and focus instead on its aesthetics. This endeavor
can be seen in the words of Radford, who as director when
the dedicated Aboriginal art galleries were established at the
National Gallery of Australia in 2010, declared that "the galleries
are rooms consciously and unapologetically designed for
permanent collection of art, not anthropology.”®®

However, rapid incorporation of Aboriginal art into the art
museum framework has on the other hand brought persistent
challenges. For example, the Yiribana Gallery of Aboriginal art at
the Art Gallery of New South Wales is located on the lowest floor
of the gallery, and while the gallery boasts a vast exhibition
space, it is not clear what percentage of visitors make it to this
floor.¢® The Art Gallery of South Australia in Adelaide, which is

smaller than the Art Gallery of New South Wales in Sydney, has
one of the country’s largest collections of Aboriginal art, but still
lacks a dedicated gallery for this collection. In art museums that
do not have galleries dedicated to Aboriginal art, displaying the
works in limited spaces presents a significant challenge.

Also, exhibition approaches remain a thorny issue. It is
difficult to attain understanding of the essence of Aboriginal
art when it is exhibited so as to be completely divorced from
its cultural context. John Carty, professor at the University of
Adelaide and head of anthropology at the South Australian
Museum, has criticized the widespread approach of exhibiting
works in a way that maximizes their aesthetic value while
making every effort to exclude what are viewed as obstacles
(i.e. anthropological aspects).®” Morphy has also broadened the
scope of his discussion to include decontextualization of works
through art museum exhibitions. Morphy argues that in order to
appreciate Aboriginal art and Western art equally, it is necessary
to devise means of gaining proper access to the cultural and
historical background of Aboriginal art, rather than simply
hanging it on an unadorned white wall.®

Of course, it is a fact that Aboriginal art gained acceptance
as contemporary visual expression through its recognition
as part of the discourse of art history, which involved
decontextualization and exhibition approaches emphasizing
aesthetic value. However, what Carty and Morphy criticize are
the specific means by which cultural aspects of Aboriginal art
are explored in art museum spaces.

Margo Neale, Head of the National Museum of Australia’s
Indigenous Knowledges Curatorial Center, ¢ who has an
Aboriginal background and experience as a curator at museums
of both art and ethnography, acknowledges these criticisms,
and has spoken about the development and significance of a
new museology that is currently evolving, and that intertwines
the exhibition approaches at which each type of museum
excels.

Museology of the Twenty-First Century

The movement toward transformation of values relating
to Aboriginal art, carried forward over many years by
anthropologists, art historians, museum curators, and Aboriginal
people themselves, has created a value system shared by
art museums and ethnographic museums. This consists of
a common understanding of the cultural and artistic values
of Aboriginal art, and since the advent of this understanding,
Aboriginal art has found a place in both types of museums,
with their respective exhibition approaches, and has been
interpreted as both a cultural product and an art form.

However, Carty and Morphy point out that the unadulterated
application of Western-style exhibition methods prevalent at
art museums to Aboriginal art can lead to inaccessibility of
cultural understanding. Recognizing this risk, Neale advocates
the potential and prospects of new museology that is currently
being actively developed at art museums and at ethnographic
museums. According to Neale, the dilemma of how to present
Aboriginal art as Indigenous culture and also as contemporary
art, as well as the sharing of values relating to art and culture
that innately coexist in Aboriginal art, has given rise to new



dialogue between the two types of institutions (museums of art
and of ethnography) that formerly operated with completely
different frameworks, and this creative dialogue is giving
impetus to the new museology of the twenty-first century.”®

This is to say that when Aboriginal art, which has an “ethnic”
aspect, is shown and interpreted at ethnographic museums, it
is a departure from one-size-fits-all art museology, which calls
for art to be suitable for exhibition at art museums even when
cultural context is stripped away and only the aesthetic value of
the work is presented. The twenty-first century museology that
Neale discusses promotes the intrinsic value of Aboriginal art,
and our understanding of it, by fusing the values of Aboriginal
art as perceived by art museums and ethnographic museums
and combining the respective exhibition approaches in
which they specialize. Neale's analysis has common ground
with Myers's discussion,” among others. And in recent years,
exhibitions practicing this new museology have gained success.

Neale cites The Painters of the Wagilag Sisters Story 1937-1997,
an exhibition held at the National Gallery of Australia in 1997,
as an early example, and considers this exhibition’s implications
for the new museology of the twenty-first century.”? And since
the new century began, the number of exhibitions of Aboriginal
art jointly planned by museums of art and ethnography has
grown. For example, the 2009 exhibition Ancestral Power
and the Aesthetic: Arnhem Land Paintings and Objects from the
Donald Thomson Collection was co-organized by the Melbourne
Museum and The lan Potter Museum of Art at the University
of Melbourne. It made extensive use of objects, materials, and
stories that introduce cultural context, focusing on both the
historical/cultural and artistic value of Aboriginal art of the
Arnhem Land region. Aboriginal communities was also strongly
involved with this exhibition.”® Also, Color Power: Aboriginal
Art Post 1984, an exhibition held in 2004-05, opened at the
National Gallery of Victoria and then traveled to the National
Museum of Australia, and this active collaboration between
museums of two different types complemented the two
inherent aspects of Aboriginal art. Neale describes the prospects
for a new museology as follows:

Itis similarly misguided to consider an emphasis on

the aesthetic form of Indigenous objects as somehow
diminishing of their cultural or historical value. Rather, it is
when art gallery exhibitions and museum exhibitions both
acknowledge the place of cultural context and find different
ways of transmitting story that the boundaries between art
and ethnography blur, and as such are not confined to any
particular site.”

The active involvement of Aboriginal communities is also
important in implementing the new museology. Recent
successes include the Tarnanthi Festival of Contemporary
Aboriginal and Torres Strait Islander Art, held for the first time in
2015 at the Art Gallery of South Australia. With Nici Cumpston,
the gallery’'s Aboriginal Art curator and also an acclaimed
Aboriginal artist, as artistic director, the gallery served as a
platform for expression of culture and art, centered on the
voices of Aboriginal communities.”

While, as we have seen, a new museology related to Aboriginal
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art is being actively practiced in Australia, it would be difficult
to import this into Japan as is. In Japan, where recognition of
Aboriginal art is still only partial, it is necessary first of all to
understand the nature and the aesthetics of Aboriginal art. It
is possible that the luminosity of these works will be dimmed
if they are over-explained. There are significant challenges
in terms of how to convey the voices of artists, the context
of the works, and their intrinsic value at exhibition venues. In
light of the geographical and cultural distance between Japan
and Australia, another question is how Japanese viewers can
experience a close connection to the voices of these artists and
communities. Also, in Australia dialogue and development of
vocabulary for discussion of post-colonialism are deepening,
the history of the colonial and imperial era is being reviewed,
and forums for constructive dialogue with Indigenous peoples
are being secured. In Japan, progress in popularizing such
discourse and dialogue remains limited.

However, the story is not only one of obstacles. Australian
studies are advancing in Japan, and there are many specialists
in the field of anthropology. Collaboration with these experts
will be vital for introducing Aboriginal art in Japan. In addition,
as a museum of art that continuously collects, preserves,
researches and exhibits Australian contemporary art including
Aboriginal art, the Ishibashi Foundation aims to further expand
its Aboriginal collection. Taking a long-term perspective, it
is a great advantage to be able to convey Aboriginal art to
Japanese society in a deeper context, that is, it is possible to
aim for enduring and not merely transient social recognition of
Aboriginal art. In the process, it will be necessary to incorporate
the new museology of the twenty-first century as pertains to
Aboriginal art, which is being actively pursued in Australia, in a
form that is compatible with Japanese society.

In Closing

There were a great many steps along the path of Aboriginal
art’s transition from “primitive art” to contemporary art. These
included departure from unilaterally defined viewpoints based
on the social concepts of the colonial era, and change and
active support not only in the field of art history but also in
those of society and political economy. The cultural heritage
and artistic value inherent in Aboriginal art and handed down
over countless generations, transcending the boundaries of art
museums and ethnographic museums as defined by Western
society, has been discussed from diverse standpoints and
perspectives, including those of anthropologists, art historians,
museum curators, and Aboriginal people themselves, at each
turning point along the way. The result has been a 180-degree
shift from the “art of others” to contemporary art that is at the
forefront of Australian visual art today.

Aboriginal art, now fully recognized as contemporary art,
continues to be incorporated into the development of a new
museology. Museology in the twenty-first century, as regards
Aboriginal art, is concerned not with the issues of the past such
as where to exhibit the works, but rather with how to exhibit
the works while bringing together the visions of different
types of museum institutions. The trajectory of Aboriginal
art's development, with its complex history, continues to
move forward while addressing a range of challenges. As an



art museum that collects, preserves, researches and exhibits
Australian contemporary art including Aboriginal art, it is vital
that the Artizon Museum be actively involved in this dialogue,
and take further steps in the future so as to practice twenty-
first century museology in @ manner compatible with Japanese
society.

(Curator, Artizon Museum, Ishibashi Foundation)
(Translated by Christopher Stephens)
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Reflections on Hans Hofmann's Push and Pull 1l

SHIMAMOTO Hideaki

Introduction

The Ishibashi Foundation acquired the 1950 painting Push
and Pull Il (fig. 1) by German-born artist Hans Hofmann (1880—
1966) in 2010. Hofmann studied painting in Germany and
France from the end of the 19th century until World War |, and
began his career as a painter under the influence especially
of Cézanne, Fauvism, and Cubism. In the interwar years, he
established himself also as an esteemed art teacher in Germany.
Invited by one of his students, Hoffmann moved to the United
States in 1932 and taught painting classes at art schools in
New York City and Provincetown, Massachusetts until 1957.
Among his students were painters and critics who would later
be influential in the development of Abstract Expressionism.’
From the 1940s, Hofmann was considered the inheritor of early
20th century European Modernism. Featured in solo shows at
galleries such as Peggy Guggenheim’s The Art of This Century,
he inspired contemporary American painting.

Hofmann's ‘push and pull’ concept has generally been
regarded as the core of his painting theory. The Ishibashi
Foundation's Push and Pull Il is a rare example of a painting of
his having the concept as its title. It is curious that Hofmann, a
prolific painter, gave this work in particular a title synonymous
with his painting theory. An investigation of the reason is
integral to accurately understanding the work.

A thorough review of Hofmann's conceptual painting theory
and its development is beyond the scope of this paper. Instead,
we focus on Hofmann's ‘push and pull’ concept as first published
in his essay "The Search for the Real in the Visual Arts" in the
1948 Search for the Reals and Other Essays exhibition catalog.
Our aim is to examine and reveal how Hofmann's Push and Pull
I, created two years after that essay, realized his ‘push and pull’
concept.

1.The “Push and Pull” Series

According to the Catalogue Raisonné list of Hofmann's works,
there are a total of three paintings with Hofmann's ‘push and
pull’abstract painting concept in their title. All were produced in
1950 and presumably Push and Pull Il, as the title suggests, may
be regarded as the second in the series. However, the recorded
order in the Raisonné does not reflect the consecutive order
of the title numbers. Number 791 is Push and Pull Il; number
792 is Push and Pull Il (fig. 2) (private collection); and number
793 is Push and Pull (fig. 3) (Renate, Hans and Maria Hofmann
Trust Collection). Push and Pull, normally to be assumed the

first in the series, has the subtitle “Study for Chimbote Mural.”
The Chimbote Mural, a project intended for the civic center of
the Peruvian city of Chimbot, was conceived by Samuel Kootz,
owner of the Kootz Gallery.

The Kootz Gallery represented Hofmann in New York from
1947 and, except for 1948 and 1956, held Hofmann's solo
exhibitions annually until the artist's death in 1966. Push and
Pull Il was first shown in 1950 as a new work in Hofmann's
third solo exhibition at the Kootz Gallery. Works related to the
Chimbote Murals had been exhibited at the gallery just prior
to that in the exhibition The Muralist and the Modern Architect
that paired five painters and five architects, including William
Baziotes paired with Philip Johnson and Adolph Gottlieb with
Marcel Breuer. Hans Hofmann was paired with two architects —
José Luis Sert and Paul Lester Wiener.2 Push and Pull was shown
in this exhibition along with two partial sketches for the mural
paintings.

Although the exact chronology of the three painting Push
and Pull series cannot be substantiated here, it is certain that
Push and Pull was the first to be exhibited and it is reasonable
to assume, for the time being, that it was intended as the first in
a series. Being listed last of the three in the Catalogue Raisonné
may reflect the editor's decision to post it in connection with the
Chimbote Mural project related works produced toward the end
of 1950. Although the Chimbote Mural project was ultimately
unrealized, Hofmann's studies for it continued after 1950 and
Push and Pull was positioned in the Catalogue Raisonné as the
project’s beginning work.

The fact that the first painting of the Push and Pull series was
done in the context of Hofmann's mural project needs to be
considered in assessing what he may have had in mind for the
potential development of his concept.

2.Hofmann's Push and Pull Concept

Hofmann's ‘push and pull’ concept is thought to have been
presented for the first time in a series of lectures in Greenwich
Village in the winter of 1938-39.3 His idea appeared in print,
however, only in 1948 in his essay “The Search for the Real in the
Visual Arts”included in the exhibition catalog Search for the Real,
and Other Essays for Hofmann's retrospective exhibition held in
January and February 1948 at the Addison Gallery of American
Art in Andover Massachusetts. The following appeared in that
essay seemingly for the first time:

Depth, in a pictorial, plastic sense, is not created by the



arrangement of objects one after another toward a vanishing
point, in the sense of the Renaissance perspective, but on
the contrary (and in absolute denial of this doctrine) by the
creation of forces in the sense of push and pull. Nor is depth
created by tonal gradation — (another doctrine of the
academician which, as its culmination, degraded the use of
color to a mere function of expressing dark and light).*

For Hofmann, 'depth’ is rooted in the depth of a three
dimensionally perceived world and cannot be expressed as a
visual illusion in two dimensions. It must be realized “as a plastic
reality” "without destroying the two dimensional essence of the
picture plane.” In other words, the problem of expressing the
experience of three dimensional perception two dimensionally
on the flat surface of the picture plane is a major motif. How
‘depth’is established in a two dimensional plane that by
definition seems to contradict it is what Hofmann terms a
“plastic” dimension and what makes that dimension possible is
the nature of the ‘picture plane.’*

Hofmann considers the ‘plane’ as a “fragment in the
architecture of space” with the property that “‘when a number
of planes are opposed one to another, a spatial effect results.”
The ‘plane” and its function is defined therefore in analogy to
architecture: "A plane functions in the same manner as the
walls of a building.” In other words, for an architect creating a
space, walls are placed in response to certain conditions in the
architectural space; for the painter “planes organized within a
picture create the pictorial space of its composition.” Thus, the
‘plane’is the basic and essential element of the painter.¢

In summary, Hofmann's theory is that the multiple planes
act as forces operating ‘push and pull’ mechanics and, in the
“plastic” sense, creating ‘depth." According to Hofmann, ‘push’
and ‘pull" are expanding and contracting forces activated by
various carriers of visual motion. Planes as carriers are more
important than other elements such as lines and points.” On
the mechanism of ‘push and pull’ forces acting on the ‘plane;
Hofmann states:

The forces of push and pull function three dimensionally
without destroying other forces functioning two
dimensionally. The movement of a carrier on a flat surface is
possible only through an act of shifting left and right or up
and down. To create the phenomenon of push and pull on a
flat surface, one has to understand that by nature the picture
plane reacts automatically in the opposite direction to the
stimulus received; thus action continues as long as it receives
stimulus in the creative process. Push answers with pull and
pull with push.8

Hofmann likens the ‘push and pull’ response to the
phenomenon of a balloon maintaining its equilibrium in all
directions when inside pressure balance is disturbed by force
applied on one side of the balloon.® Reconsidering this image
in terms of a painting, we can see push and pull’as a dynamicin
constant tension between forces oriented three-dimensionality
and forces converging toward a two-dimensional plane.

Having reviewed the relationship between the forces of ‘push
and pull"and the requirements for their activation as proposed
by Hofmann in his 1948 description in “The Search for the Real
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in the Visual Arts,” Hoffman's own illustration (fig. 4) is most
instructive in understanding the ‘push and pull’ concept in his
actual painting. The image was published in the catalog for
Hofmann's international touring exhibition that began at the
Museum of Modern Art in 1963. William Seitz, the exhibition
curator and organizer, introduced Hofmann's philosophy
of painting through an analysis of Hofmann's key creative
concepts. From the acknowledgements it seems that Hofmann
cooperated for the writing.

The illustration shows the spatial tension that exists in nature
and its transfer to the picture plane. The objects that exist in
space are represented by rectangular planes. In the three-
dimensional natural world, the ‘push’ force operates in the
space where things exist and the ‘pull’ force in the surrounding
area. The dotted line shows the variable position of things
in three dimensions and the corresponding position on the
picture plane, or what Hofmann describes as left, right, up and
down ‘shifting movement’ on the picture plane. As the figure
commentary caption states, A shift on the canvas of a fragment
of a millimeter' can be the equivalent of a great distance
forward or backward in nature.”'® The expression on a picture
surface of a three-dimensional perception rooted in nature
depends on the exact positional relationship of planes. While
each plane acts as a ‘push’ force, misalignment works as a ‘pull’
force.

While Hofmann has, as an educator and an artist, written
extensively and logically about his basic concept of painting,
specific reference to his own work in explaining his theory is
absent, at least in the published texts. It is as if he were avoiding
a conceptual understanding of his creative work, and it is
clear that he changes his style in short periods of time or even
simultaneously juxtaposes multiple styles. It is therefore no easy
task to grasp Hofmann the educator, theorist, and dedicated
artist. In view of that, it is worthwhile considering Hofmann's
creation of three consecutive works with ‘push and pull’in their
titles three years after he published this concept. Following
is analysis and discussion of the significance of the titles of
the three works in the series, including Push and Pull Il, that
reference Hofmann's concept.

3.The"Push and Pull” Series Paintings

Marcelle Polednik’s “In Search of Equipoise: Hans Hofmann's
Artistic Negotiations, 1940-1958" included in the Catalogue
Raisonné is the only instance this author can confirm of concrete
mention of three ‘push and pull’ series paintings. Polednik notes
that it is difficult to identify Hofmann's painting development
and points out that the clear emergence of the “push and pull”
concept in 1948 roughly coincided with subtle transitions
in Hofmann's painting from that time. She then mentions
"a sequence of three compositions that explicitly tackle the
concept of ‘push and pull”" This clearly indicates the 1950
series of three paintings.

Polednik describes Push and Pull, the first of the series, as
a work that focuses the viewer's attention on the key ‘push
and pull elements of a red triangle, yellow square, and green
trapezoid that create a sense of depth in an unusually truncated
composition mediated by intervals. Specifically, the contrast
between these three elements — the smooth, sharp contours



of the triangle, the frontal axis of the yellow rectangle, and the
volumetric form of the green trapezoid — evokes a dialogue
between flatness and depth, as well as dimensionality.?

Based on this compositional feature, Polednik points out
that Push and Pull Il and Push and Pull IIl are layered with a
high density of competing forms and colors,'® in a completely
different configuration and direction from Push and Pull.

Moreover, for Push and Pull Il she states that the dynamic
role of the picture plane in the ‘push and pull  technique is
emphasized more than in Push and Pull. Specifically she writes, ‘At
times the white background retreats, isolating the contours of
certain forms; in other passages, it rises to the foreground taking
the shape of a fully formed color plane that forces previously
dominant forms to retreat.

Push and Pull Ill as the last work in the series combines
elements of each of its precursors. The use of a white
background as both neutral field and active participant further
amplifies the competing forces that animate and stabilize the
composition.™

While Polednik's comparison and positioning of the three
works is acceptable, Push and Pull, the first work, presents
the essence of ‘push and pull’in minimal elements but what
specifically is being attempted in the second work, Push and Pull
n?

The dynamic composition of the picture plane Polednik
points out can be recognized in the arrangement of the planes
of the various colored surfaces, such as the trapezoidal square
and the pentagon crowded together and the predominantly
white tones of the surrounding areas giving the impression of
rich nuances of matiere throughout. It is also pointed out that
the boundary between the color surfaces and the surrounding
areas can be made obvious or be obscured, allowing us to
sense that the background is receding or moving forward.

However, it is difficult to recognize that the background
projects to the foreground in this work to the degree Polednik
posits in what she refers to as rejection of the predominant
form.”

If we categorize elements according to color surfaces on
the picture plane, the breakdown is 4 or 5 red, 2 magenta,
2 brown, and 1 green, but even within the same color there
are differences in tone saturation. Among the different color
planes, it is the bright red of the pentagon at the lower center
that attracts the eye, but the swelling of the paint, or an impasto
effect, is noticeable in this area when viewing the painting. If
the color saturation and impasto combine to create an effect
that pushes this part of the painting to the foreground in
comparison to other areas of the painting, then we have a more
complex picture plane dynamic that does not converge to the
binary scheme of background and color plane that Polednik
briefly points out.

The effect of differences in saturation is found not only for
the same color but also in the relationship between the red,
magenta, green, and brown colors. In other words, the ‘push and
pull'mechanism is in large part related to the function of color
saturation where bright and vivid colors seem to expand and
advance while dark an dull colors seem to contract and retreat.
In this regard, William Seitz, organizer of the 1963 Hofmann
retrospective exhibition at the Museum of Modern Art, New
York noted, “The contradictory pull can be achieved by the use

of a powerfully advancing red or yellow and by paint impasto
which in its relief demonstrates the actuality of the painting’s
skin."16

There is no doubt that Hofmann's use of color derives from
Cézanne. After explaining the basic mechanism of ‘push and
pull'in “The Search for the Real in the Visual Arts,” his first text on
the concept, Hofmann brings up the name of Cézanne, arguing
that Cézanne "created a great sense of volume, pause, pulsation,
expansion and contraction through color.” He goes on to say
that Cézanne understood color as a‘push and pull' force.’”

As Polednik pointed out, Push and Pull Il is not composed
solely of colored surfaces. The lower right corner of the red
triangle in the bottom center section is cut off and the center of
the red trapezoid just above it is largely penetrated. The mainly
white vacant spaces are intended for balance rather than as
margins around the color planes and are not monotone, unlike
the white spaces in the other two works of the series. Other
colors are mixed in and scratches are applied here and there
to add nuance. The rich nuance, including in the brown plane,
where the force of ‘pull’ acts can be viewed as an attempt to
delve deeperinto the dynamics of ‘push and pull’

The third painting of the series uses the same size canvas
but is characterized by a structure of overlap, with a large plane
arranged diagonally at the center and a number of other forms
in overlap. The white area, occupying a larger proportion than
in the second painting, is neatly defined and uniform, and
clearly delineated. At the same time, the magenta, blue, and
yellow color planes retain a sense of painting and, through
conscious positioning, the relationship of contrast between
white and other colors is clear. Many remaining lines and an
arrow possibly suggesting shift movement of planes convey the
impression of experimentation for a particular purpose.

Based on the above identified characteristics of the three
paintings and the tightly knit balance of various power relations,
Push and Pull Il can be considered to realize the ‘push and pull’
concept with a more complex structure and with the highest
degree of pictorial completion.

A high degree of abstraction is pursued in all three "Push and
Pull” series paintings, with no apparent attempt to represent
reality. It is notable that from around 1949 Hofmann was giving
his paintings conspicuously abstract titles reflecting notions of
specific colors, space, or rhythm involved in their composition.
Examples are White Space (1950, St. Louis, Washington
University Mildred Lane Kemper Art Museum) and Blue Rhythm
(1950, Chicago, Art Institute of Chicago), both produced in
the same year as the "Push and Pull” series and exhibited at
Hofmann's annual solo exhibition of that year at the Kootz
Gallery. Undoubtedly, the titles of the “Push and Pull” paintings
fit Hofmann's tendency to champion abstraction. Notably, even
works that retained shapes of an interior space, a still life, or
an outdoor landscape have abstract titles, a prime example
being Magenta and Blue (1950, New York, Whitney Museum of
American Art). (fig. 5)

In other words, the 1950 “Push and Pull” series can be
regarded as Hofmann's attempt to revisit and more purely
explore his core concept of abstract painting published two
years earlier but crystallized over many years. At the same time,
the series paintings may be seen as the beginning of a new
phase of strengthened abstraction for Hofmann who adapted a



variety of styles over the next fifteen years until his death.

Push and Pull Il and Push and Pull Il exhibited in Hofmann's
Kootz Gallery 1950 solo exhibition clearly attest to his trend
to increased abstraction, both in the titles and content, in this
period. As the exhibition was of paintings newly produced in
1950, works of previous years were not present for comparison.
Critics, however, noticed the emerging direction in Hofmann's
paintings. Only five reviews appeared,'® but Howard Devree
in the October 26, 1950 New York Times wrote, "Here are some
surprises, in that the color-forms like explosive calla lilies, so
prominent in his work a few years ago, have given place to
highly organized spatial arrangements.” He described Push and
Pull as exemplary of Hofmann's current direction where “stress
is primarily on tensions.”'® James Fitzsimmons, in his Art Digest
article titled "Hofmann's Nature” wrote, “With the exception
of a few works, the progressing abstraction is somewhat
bewildering. Such paintings as Push and Pull Il or Magenta, Yellow
and Black ... seem altogether non-objective.... concerned only
with the exploration of tensions."2°

The two articles, being written in 1950 when Push and Pull
I was first shown, are rare and highly significant as testimonies
confirming Hofmann's creative direction and the place this
painting occupies in this period.

Conclusion

This paper examined the mechanism of Hans Hofmann's ‘push
and pull’ concept through its realization in the three works of
the "Push and Pull” series and the use of ‘push and pullin their
titles in the context of tendencies in Hofmann's production
between 1948, when the concept was first published, and 1950
when the three paintings were produced. It was found that
Push and Pull ll, the focus of this paper, realized the ‘push and
pull’ concept in a more complex and dynamic form than the
other two works in the series and that it reached a high level of
abstraction that elevated Hofmann's evaluation at this time in
his career.

It was necessary first to grasp the original stage verbalization
of the concept in the form presented in 1948 as a base, but
that was just the proverbial tip of the iceberg, with much of
the accumulated thoughts and practices of ‘push and pull’
formative elements beneath the surface. Next, it was obviously
essential to separately investigate Hofmann's ideas about
the major elements of picture plane, surface, and color in
order to understand how ‘push and pull’ could be established.
That is exactly the approach William Seitz took for the 1963
retrospective exhibition at the Museum of Modern Art in New
York. Although the exhibition was presented as a retrospective
exhibition, most of the exhibited works were recent, dating
from 1956 and later. Seitz aimed his analysis at, as the exhibition
title suggests, Hofmann's philosophy of painting in his later
years. If there were a further point of view to introduce, it would
have been how the push and pull’ concept was formed. As
stated above, Hofmann was influenced by Cézanne in reference
to color in ‘push and pull. Similarly, his thoughts on form must
also have been fleshed out through constant debate with
others, particularly in the midst of 20th century modernism’s
development.

The conceptualization of ‘push and pull’ occupies a
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privileged position in the consideration of Hofmann's art, but an
understanding of the process of its formation in relation with
other shaping elements is needed for a more accurate stance.
In that case, the "Push and Pull” series and Push and Pull Il could
take a new position with new meaning.

(Curator, Artizon Museum, Ishibashi Foundation)
(Translated by Cheryl Silverman)
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Marie Bracquemond’s On the Terrace at Sévres:
An Impressionist Painter’s Point of Departure

KAGAWA Kyoko

In 2019, the Ishibashi Foundation acquired On the Terrace at
Sevres (fig. 1), an oil painting by Marie Bracquemond (1840-
1916). This work has been in several private collections, and is
known to have been in a particular private collection in the US
since it was featured in a 2008 exhibition."

There are not many of Bracquemond’s oil paintings in the
collections of public institutions. In her home country of France,
arare example is Tea Time (fig. 5), acquired by the Musée du Petit
Palais, Paris in 1919. Currently, there are two of her works in the
collection of the Musée d'Orsay, both of which have interesting
provenances. The Lady in White (1880) was purchased on behalf
of the Musée du Luxembourg in 1919. After being entrusted
to the Musée des Beaux-arts de Cambrai from 1929 to 2019,
it was acquired by the Musée d'Orsay (currently the home of
many works formerly in the Musée du Luxembourg) in 2019.
Three Ladies with Parasol (aka Three Graces) (1880), once owned
by the art critic Gustave Geffroy, was gifted to the Musée du
Luxembourg in 1926, entrusted to Chemillé City Hall from 1936
to 2013, and then returned to the Musée d'Orsay in 2013.2 In
2009, the Musée des Beaux-Arts de Rouen newly acquired three
items: Self-Portrait (1870), Pierre Bracquemond as a Child (1878),
and Small Landscape with House (1880).2 The Musée Fabre in
Montpellier acquired Pierre Bracquemond Painting a Bouguet of
Flowers (1887)in 2011.

In light of the situation in France, it can be said that the Swiss
businessman Oscar Ghez's purchase of On the Terrace at Sevres
(fig. 2) in 1970, after which the painting was exhibited at the
Musée du Petit Palais in Geneva (opened 1968, closed 1998),
played an important role in introducing Bracquemond's work
to the public. The painting On the Terrace at Sevres in the Artizon
Museum collection has the same title and subject as the work
atthe Musée du Petit Palais.

This essay is intended to contribute to the study of Marie
Bracquemond by contextualizing the work in the Artizon
Museum collection through comparisons with works related
to On the Terrace at Sévres, as well as works by other painters
featured in the Impressionists group exhibitions.

1. Marie Bracquemond and the Impressionist Group
Exhibitions

Several female painters participated in what are commonly
known as the Impressionist Exhibitions, group shows held
eight times between 1874 and 1886. As shown in Table 1
below, Marie Bracquemond, Berthe Morisot (1841-1895), and
Mary Cassatt (1844-1926) each participated in the exhibitions

multiple times. It should be noted that while Eva Gonzalés
(1849-1883) is often described as a female Impressionist
painter, she never participated in any of these group exhibitions.

Table 1: Participation in Impressionist Group Exhibitions

Ist  2nd 3rd 4th  5th  6th  7th  8th

Partidpant g74) (1876) (1877) (1879) (1880) (1881) (1882) (1886)
Bracquemond (] () ®
Morisot [ o [ ) [ (] [ [
Cassatt [ ] [ ] o [

In Histoire de I'lmpressionisme (1894), Gustave Geffroy
devoted several pages to Morisot, Bracquemond, and Cassatt,
as he did to Claude Monet and Pierre-Auguste Renoir.* After
Bracquemond’s death on January 17,1916, an article by the art
critic Arsene Alexandre was published in remembrance in the
newspaper Le Figaro the following week (January 23).°> Geffroy
also contributed a text for the catalogue of Bracquemond's 1919
solo exhibition, declaring Morisot, Cassatt and Bracquemond
to be the great female Impressionists.® However, alone among
these three, Bracquemond can today be regarded as a painter
lost to history.

In La peinture au XIX¢ et XX¢ siecles ("Painting in the 19th and
20th Centuries,” 1928), the art historian Henri Focillon included
a section on “Les Dames de I'lmpressionisme” (Women of
Impressionism), discussing Morisot, Cassatt, and Bracquemond.”
However, while the discussion of Morisot and Cassatt includes
descriptions of their works, there is only a single line on
Bracquemond.

A collection of archival materials relating to female
Impressionist painters published in 2000 covers four
individuals, the above-mentioned three and Gonzales. From
this collection it is clear that while there is a substantial amount
of material on Morisot and Cassatt, research on Bracquemond
and Gonzalés remains sparse.® In fact, a catalogue raisonné of
Marie Bracquemond'’s oil paintings has yet to be published, and
as of today the most detailed study is a 1984 paper by Jean-
Paul Bouillon and Elizabeth Cain.® One reason is that Marie
Bracquemond was not from a wealthy background and did
not undergo formal education as a painter. It has also been
noted that she was, in effect, forced to stop working due to the
disapproval of her husband Félix Bracquemond (1833-1914).
She hardly produced anything after 1890, and the brevity of her
active period and limited number of her works, few of which
are in public collections, can also be cited as probable factors
detracting from her perceived status as a painter.
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Marie Quivoron met her future husband, Félix Bracquemond,
while making a copy after a painting at the Musée du Louvre.
Marie was born in Brittany, and after her father's death when
she was a young child, she accompanied her mother on various
travels before moving to the town of Etampes near Paris. As a
teenager, after studying painting in a class for young women
taught by an elderly local painter, her work was selected for
the first time for the Salon of 1857, and she moved to Paris to
study in the studio of Dominique Ingres. At the Louvre, she was
making a copy not for her studies, but to fulfill a commission
she had received.'® Records show that Félix registered at the
museum on October 8, 1861 and January 14, 1862 and made
copies after Holbein and Rubens.™ During their two-year
engagement, the two copied works together at the Louvre.
They married in 1869, their only son Pierre was born in 1870,
and the family moved to the Sevres section of Paris in the wake
of the Franco-Prussian War and the insurrection of the Paris
Commune. Marie's husband Félix became artistic director of the
ceramics studio. Atelier dAuteuil in the western suburbs of Paris
in 1872. Using lithographic technology for decorative printing
of porcelain, he succeeded in reducing costs and developing
innovative designs by simultaneously transferring contour lines
and applying colors. In 1874, Félix exhibited his prints at the first
Impressionist Exhibition. Invited to participate by Edgar Degas,
Bracquemond submitted 31 prints in five large frames, many of
which were published in LArtiste magazine and exhibited at the
Salon. The Bracquemonds then participated as a couple in the
fourth exhibition of 1879 and the fifth exhibition of 1880. Both
listed their addresses as 13 Rue Brancas, Sevres. Table 2 shows
the status of their participation.

Table 2: Participation in Impressionist Group Exhibitions
(Félix and Marie Bracquemond)

Ist  2nd 3rd 4th  5th  6th  7th  8th

Participant 4g74) (1876) (1877) (1879) (1880) (1881) (1882) (1886)
Felix () [ ()
Marie [ [ ) [

At the fourth exhibition of 1879, Félix exhibited the print On
the Terrace at Sevres (fig. 3), which is known today as The Terrace
of the Villa Brancas. The face appearing in profile on the right
side of the print is that of Marie. As befits an Impressionist, she is
painting outdoors, while her sister Louise Quivoron poses with
a parasol. At the time, Louise was living with the Bracquemonds
and modeling for her sisters work. The print depicts the sisters
as contrasting figures. Marie participated in her first group
exhibition that year, so whether intentionally or otherwise,
Félix's work was in effect an introduction of his wife as an artist.
While Degas portrayed the Cassatt sisters as museum visitors
in Mary Cassatt at the Louvre: The Etruscan Gallery (fig. 4), Félix
represented Marie as a painter.

Félix appears to have presented his wife as a painter in
a positive light. According to their son Pierre, visitors to the
Bracquemond residence at Villa Brancas in Sévres during
this period included Paul Gauguin, Henri Fantin-Latour and
Alfred Sisley. However, he related that Félix subsequently took
objection to Marie’s painting in the Impressionist style, envied
her talent, and did not show her works when friends visited
their house.?
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2. Onthe Terrace at Sévres

Marie Bracquemond's On the Terrace at Sévres at Artizon Museum
was produced around the same time as the work of the same
title in the collection of the Musée du Petit Palais in Geneva,
and neither are signed.’ The work at the Musée du Petit Palais
measures 88 x 115 ¢cm, while the work at Artizon Museum is
somewhat smaller at 56.8 x 64.5 cm. In both cases the subjects
are three people seated on a terrace with the scenery of Sevres
in the background. The woman on the left wears gloves, her
hands resting on a parasol, and faces straight out at the viewer.
The man in the middle looks upward, extending his right arm
along the back of a bench. The other woman, rendered in
profile on the right, crooks her elbow and rests her face on her
hand, with downcast eyes, appearing to be lost in thought.
However, there are some stylistic differences between these
two paintings. In the work in the Artizon Museum collection,
colors are boldly layered, and the white contours of the backlit
forms are striking. While houses in the background are painted
neatly enough to be recognizable as such, the green of foliage
is applied with lively abandon. In the work in the Musée du
Petit Palais collection, the figures are rendered with smoother
brushwork overall, and the greenery in the background is also
finely applied with brushstrokes in a uniform direction, resulting
in @ more polished work. Unfortunately, however, there is no
decisive factor enabling us to determining whether the Artizon
Museum work is a study for the Musée du Petit Palais work, or a
smaller version.

At a recent auction, a small oil painting measuring 25 x 28
cm was offered as that of Marie Bracquemond. '* While the
poses of figures in this small piece differ somewhat, the subject
matter is the same as the above. Drawings containing only
the figures are also known to exist, and Bracquemond’s son
Pierre mentions her production of preparatory drawings and
preparatory studies for On the Terrace at Sevres.'®

The work in the Musée du Petit Palais collection was shown
in a solo exhibition at the Bernheim-Jeune gallery in 1919, with
the title On the Terrace at Sévres (cat. no. 2).'® Meanwhile, in the
preface to the catalogue, Gustave Geffroy refers to the work as
On the Terrace at Villa Brancas. Oil sketches for this work were
also included in the 1919 solo exhibition, with the catalogue
numbers 18 and 78. Unfortunately, only the titles are listed
and there are no images, but the existence of related works
has been confirmed. The 1934 exhibition Contemporary Female
Artists also lists a work with the title On the Terrace at Sévres (cat.
no.29)."7

When the work was shown in a solo exhibition at the
Bernheim-Jeune gallery in 1962, its title was listed as On the
Terrace at Sevres with Fantin-Latour, and the male model was
deemed to be Henri Fantin-Latour.'® In light of this, the work
came to be seen as portraying Fantin-Latour and wife Victoria
Dubourg, with the figure on the left facing forward being
Marie Bracquemond herself. However, Jean-Paul Bouillon
challenged this view in the catalogue for the exhibition The
Crisis of Impressionism held in 1979-80. Fantin-Latour was 44 at
the time, and Bouillon argued that the man rendered here was
too young. Recollections of the artist’s son Pierre Bracquemond
were cited as further evidence that Marie’s sister Louise was
the model for the two women depicted here.' The right-



hand woman is rendered in profile, but her identity as Louise
is backed up by her white lace hat with a pink ribbon, similar
to that worn by Louise in Tea Time (fig. 5), where she is shown
holding a novel. Clearly, the identity of this work's model has
been the subject of debate, but that being said, On the Terrace
at Sévres should surely be thought of not as a group portrait of
specific persons but as an outdoor scene containing male and
female figures.

Elsewhere in The Crisis of Impressionism, Bouillon asserted
that the "nature study” listed as work no. 3 in the sixth
Impressionist Exhibition may refer to this work, citing Geffroy's
1919 description as evidence. Probably on the basis of
Bouillon's view, in the catalogue for the 1986 exhibition The
New Painting: Impressionism 1874-1886, the version of On the
Terrace at Sévres in the Musée du Petit Palais collection is cited
as a work shown in the sixth Impressionist Exhibition but not
listed in the catalogue.?® Indeed, Geffroy did suggest in 1919
that On the Terrace at Sévres was shown at the sixth exhibition.?’
However, this was a recollection from about 40 years before,
and unfortunately it must be acknowledged that its credibility is
guestionable.?? It was probably for this reason that Ruth Berson,
writing in 1996, did not include On the Terrace at Sevres when
identifying works shown in the Impressionist Exhibitions.?* And
ina 2010 text, Bouillon himself judges the work unlikely to have
been shown at the sixth exhibition.?*

3. Indoors and Outdoors

Terraces and balconies are spaces extending from the exteriors
of houses. Griselda Pollock enumerates “dining-rooms, drawing-
rooms, bedrooms, balconies/verandas, private gardens” as the
spaces depicted in the works of Morisot and Cassatt, and notes
that "the majority of these have to be recognized as examples of
private areas or domestic space.”?

For example, in Morisot's 1872 painting Woman and Child
on a Balcony (fig. 6), a woman in a black dress and a child look
out over Paris from a balcony. The Trocadéro Gardens, the Seine
and Champ de Mars Park are depicted, and the golden dome of
'hotel des Invalides is visible on the horizon to the right. What
lies before the two figures is a vista of the new, modern Paris.
In Cassatt's On a Balcony (fig. 7), shown in the fifth Impressionist
Exhibition of 1880, a woman sits in a chair holding a newspaper.
Her gaze is fixed on the page, and it is clear that she is reading
intently. Newspapers represent a connection to society, and
while they occupy private spaces, it is implied that the women
rendered by Morisot and Cassatt are a part of wider society.

Turning to examples of works by male painters, terraces are
rendered by Pierre-Auguste Renair as ‘open spaces.” The setting
of Two Sisters (On the Terrace) (fig. 8), shown at the seventh
Impressionist Exhibition in 1882, is the village of Chatou near
Paris. The older girl is in a blue flannel outfit worn by women
on rowboat excursions. A basket with sewing utensils is placed
in the foreground, and the girls appear to be posed for a
portrait. The Seine and a boat on its surface are visible in the
background.

Compared to these works by other painters, Bracquemond's
On the Terrace at Sévres seems to emphasize the private nature
of the space. A man and two women sit on a terrace without
doing anything in particular, with the abundant natural scenery

of Sevres as a backdrop. We are not sure whether their gazes
are turned toward a house, the interior of a room, or their own
psyches, and the relationship among the three is ambiguous.
One is reminded of the non-interacting figures in Edouard
Manet's The Balcony (fig. 9). Perhaps it is only natural that
even when showing private spaces, these works convey the
sensibilities of city dwellers of the day.

The balcony is a place where one can soak up the sunlight.
In the 1870s, Renoir earned the displeasure of contemporary
critics by rendering spots of light in @ multitude of colors on the
flesh of female nudes, but in the 1880s he employed devices
that cast softer light on the subjects, such as having them seated
on terraces. Bracquemond's On the Terrace at Sévres shows a
similar concern with the effects of light.

4. Impressionism in the 1880s

As the title of the 1980 exhibition The Crisis of Impressionism,
1878-1882 rightly indicates, with the 1880s came a time of
crisis for the Impressionists. Of the key participants in the
first exhibition of 1874, Cézanne, Renoir, and Sisley ceased
participating in 1879, and Monet also withdrew in 1880. Works
by major Impressionist painters reappeared in the seventh
exhibition of 1882, but that was because the art dealer Paul
Durand-Ruel displayed works from his own collection.

Early on, Marie Bracquemond studied under the neoclassicist
painter Dominique Ingres, and received advice from his pupils
Hippolyte Flandrin and Emile Signol. When Félix Bracquemond
became the artistic director of Haviland and Co.'s Atelier
dAuteuil in 1872, Marie began designing porcelain pieces and
tiles for the company as well. Her large tile work The Muses
was exhibited at the Paris World's Fair in 1878, and the original
painting for this work was shown at the Impressionist Exhibition
of 1879. It can be said that Marie's achievements were amply
evident at the first group exhibition in which she participated,
and thereafter her orientation as an Impressionist painter
rapidly became clear.

The catalogues for the Impressionist Exhibitions list Marie’s
exhibited works: two in 1879, Study for The Muses and Painting
on Porcelain Plate; three in 1880, Self-Portrait, The Swallows, and
Nature Study; and six in 1886, Young Woman, Portrait of a Young
Woman, The Backgammon Players, Portrait of Felix Bracquemond,
and Apple Picking (a watercolor). Her featured works changed
direction drastically between 1879 and 1880, i.e. during the
intervening year she made a major shift from paintings for
ceramic and tile designs to paintings in the Impressionist style.
Her 1880 On the Terrace at Sévres is fully in the Impressionist vein
in terms of both subject matter and painting style, and the work
clearly shows her orientation as an Impressionist painter.

The Impressionist endeavor had a by no means negligible
influence on Félix as well. His In the Zoological Garden (fig. 10),
produced around 1873, shares common concerns with the
Impressionists. This ambitious print was produced using four
printing plates, with vibrantly colorful results, and was shown at
the fourth Impressionist Exhibition in 1879. It depicts women in
fashionable dresses enjoying outdoor leisure pursuits.

Their only son Pierre Bracquemond was also a painter, and
he played a role in preserving his parents' work and legacy for
posterity. It was also Pierre who organized the posthumous solo



exhibition of Marie Bracquemond's work in 1919. On the backs
of 16 of Marie's 20 watercolors and sketches currently in the
Louvre's Department of Prints and Drawings are inscriptions by
Pierre reading "By my mother, Marie Bracquemond.” Pierre also
bought and sold his father’s work: for example, the art historian
and British Museum curator Campbell Dodgson purchased
multiple prints by Félix from Pierre.?6 In 1925, the year before his
death, Pierre published a biography of his parents, the currently
unavailable manuscript Vie de Félix et Marie Bracquemond.?” As
mentioned earlier, Pierre stated that Félix was envious of Marie's
success as an Impressionist painter.

At the same time, it cannot be denied that Félix played an
important role in the development of Marie's artistic activities in
the Impressionist circle.

Of the two, only Marie participated in the eighth exhibition
of 1886, and one of her featured works was a portrait of Félix. It
shows him standing by a printing press and checking the state
of a copper plate. It was through Félix’s introduction that Marie
first participated in the Impressionist Exhibition in 1879, while
in the 1886 exhibition Marie invoked the presence of Félix,
whose work was absent. It can be said that acknowledgement
and recognition of one another pervaded the Bracquemonds'
participation in the Impressionist Exhibitions.

(Curator, Artizon Museum, Ishibashi Foundation)
(Translated by Christopher Stephens)
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The painting’s provenance is as follows: Probably Galerie Bernheim-
Jeune, Paris, by 1919; Collection of H. Robert (Tailleur); Schweizer
Gallery, New York, acquired from the above, 1973; Gallery Ivo
Bouwman, The Hague, acquired from the above, 1977; Gérard
Valkier, Belgium, acquired from the above; Galerie Waring Hopkins,
Paris, acquired from the above; Collection of Diane B. Wilsey, acquired
from the above, circa 2008; Ishibashi Foundation, Tokyo, 2019. In
Mujeres Impresionistas: La otra mirada, exh. cat., Museo de Bellas Artes
de Bilbao, 12 November, 2001—3 February 2002, p. 61, cat. no. 61, its
attribution reads only “private collection.”

In a recently published book, a study in oils (private collection)

for this work is reproduced, although the caption refers to it as
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Belle-ile, Rain Effect—Claude Monet's Sublime Seascape

SHIMBATA Yasuhide

A month has passed since | arrived here. | am working away
on painting. This is a quite primitive place. The rocks are
uncanny, the colors of the sea almost unbelievable. But I am
utterly thrilled.l am having some trouble with my work. That
is, | am used to painting the Channel. I'm trying to paint with
my usual technigues, but I'm not used to this ocean. (WL709)

—Letter from Claude Monet to Gustave Caillebotte,
October 11, 1886; Kervilahouen

The sea is unbelievably beautiful, and the rocks are fantastic.
This seashore is called La cote sauvage (“the savage coast”).

| am totally absorbed in this space, with its disquieting
ambience. That is, here | am pushing, like it or not, to
transcend what | have achieved thus far. To be frank, painting
this dark, frightening setting requires bracing myself;
painting here is extremely difficult. As you have said, | may
be I'homme du soleil, the man of the sun. But | should not
content myself with just that evaluation. (WL727)

—Letter from Claude Monet to Paul Durand-Ruen,
October 28, 1886; Kervilahouen'

Claude Monet (1840-1926) created Belle-ile, Rain Effect (W1112)
(fig. 1) 2 while on Belle-lle-en-Mer, an island about fourteen
kilometers offshore from the Quiberon Peninsula, on the
southern shore of Brittany, in western France. Ugly, dark reefs
dot the surface the of the sea, and in torrential rains they are
clouded with white; strong winds on the sea produce white-
capped waves and heavy storms. While Monet created this
painting in relatively bright colors, the effect is far different
from our image of that artist as painting light-filled natural
landscapes. It is a dismal scene in bad weather.

Belle-lle-en-Mer is an island in the department of Morbihan,
in the administrative region of Brittany. Its area is 84 square
kilometers, and it has a population of 5,200. The island is
twenty kilometers long, northwest to southeast, and about nine
kilometers wide. This tableland-type island has a maximum
elevation of 71 meters and an average elevation of 40 meters
above sea level (according to its official website).? Its size is
close to that of Izu Oshima in Japan. The main community on
the island is Le Palais, on its northeast coast. A ferry connects
it to Quiberon on the mainland. The island is known for a fort
built in the seventeenth century and for the wondrous caves in
which Alexander Dumas has Porthos, one of the heroes in his
The dArtagnan Romances, The Vicomte of Bragelonne: Ten Years
Later (1851), hide. As a painting subject, it had been known only
for Storm along the Belle-ile Coastline (1851; Musée des Beaux-
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Arts de Quimper by Théodore Gudin (an official Painter of the
Fleet) and similar works. Prior to Monet, there had been few
opportunities for landscape painters to take note of it.*

From his Impressionist period on, Monet constantly
depicted scenes with sunlight on water, but the seascapes he
had been particularly fond of were on the gentle, scenic coast
of Normandy. After being discovered by artists in the 1830s,
Normandy attracted many painters with its beautiful scenes
overflowing with light. In 1847, when the Paris-Le Havre railway
line opened, the Normandy coast’s accessibility aroused the
interest of the general publicin the sea, and the seaside became
thronged with people. As a result, from the 1860s on, hotels,
casinos, and villas were built there. The coast swiftly developed
into a tourist destination. Monet, increasingly depressed by
observing those changes, began searching in the 1880s for a
new location where he could confront nature, unspoiled and
fresh. After traveling here and there, he was able to discover the
landscape that was his heart's desire in the island Belle-lle-en-
Mer, Brittany.® (It was at that time that Cézanne left Paris and
made Aix-en-Provence, his home town, his base and continued
to make that area’s unspoiled landscapes his subject.) What
most interested Monet about the island was not Le Palais, the
entrance point to the island, or the beaches, Les Grands Sables,
on the its east side, but the reefs that floated beneath the sharp
cliffs on its northwest side, the untouched Cote Sauvage (“wild
coast”).

When Monet painted Belle-lle, Rain Effect, the island was
suffering a long period of wild weather. The torrential rain,
pouring down so strongly that it obscured the sky and the
rocks in the background, the huge, white rocky reefs revealing
themselves, and the whitecaps slamming against them and
scattering communicate directly what it was like on the coast
in stormy weather. In this painting, he places what is known as
la Roche Guibel or Guibel Rock, the distinguishing feature of
the inlet Port-Domois, in the center of the composition. Other
rocks are placed in front and in back, as though almost on top of
each other, to create a sense of perspective as, in his rough but
precisely calculated brushwork, he creates a sense of dynamism
in the painting. With this work, Monet clearly distinguishes
himself from the Monet whose forte was sun-drenched
natural landscapes. During his ten-week stay in Belle-lle,
Monet, working with great concentration, produced thirty-nine
paintings, including this one. This essay considers the meaning
of Monet's time on Belle-lle and of the works—especially Belle-
lle, Rain Effect—that he created there.



2. Prior Research on Monet's Time on Belle-ile and the
Artist’s Letters

Monet's 1886 stay on Belle-lle and his work from there are
well known from the writing of French journalist and art critic
Gustave Geffroy (1855-1926). Geffroy was the first to discuss the
Impressionists as a whole historically and is also known as the
author of the earliest biography of Claude Monet, Claude Monet,
sa vie, son ceuvre (1922). In the opening of that book, Geffroy
describes in detail his chance encounter with the artist on Belle-
Tle. In the fourth chapter, he presents his careful study of Monet's
work on Belle-lle. That is exceptionally important for discussing
Monet and cannot be overlooked. Geffroy, during two weeks on
the island, walked with Monet between the rocks, observed the
artist painting, and wrote down the day's details every evening.
His descriptions in that chapter overflow with immediacy.

Claude Monet, like the men who live by the port, wore work
boots, sweaters, and a cire or hooded waxed windbreaker.
Sometimes a gust of wind would take his palette and brush
out of his hands. He tied his easel to a rock to stabilize it. The
artist addressed his work with resolution, as though he were
painting on a battlefield [...]. Monet developed his ability

to depict every shape of the land, every state of the air, the
water's peacefulness and violence flower due to Belle-lle.
Until then, in his work in western France, he had exclusively
painted the plains of Vetheuil and the cliffs of Normandy.
Here he presented himself battling with a natural world
unknown to him [...]. Monet, painter of the sea, was also

the painter of the air and the sky. It could not be otherwise.
These paintings are viewed as a whole. All the forms and all
the light stimulate, encounter, mutually influence each other,
their colors and reflections penetrating each other.®

Geffroy reported on the Belle-lle paintings that Monet showed
at the sixth Expositions internationales de Peinture, Salon de
1887 in the newspaper La Justice (June 2, 1887).7 His 1922
monograph the presented more fully developed thinking
about Monet. It is known that his writing elevated the public
evaluation of Monet's Belle-lle series. These writings by Geffroy
were the starting point for research, including academic
research, on Monets Belle-lle paintings, with art historians who
studied Monet's oeuvre comprehensively addressing it in many
ways.8

As prior research for this essay, research that focused
specifically on Monet's stay in Belle-lle and raised it to a higher
level, | would mention the series of essays and monographs by
Denise Delouche. Delouche first contributed her essay entitled
"Monet et Belle-lle en 1886" to the Bulletin des amis du musée de
Rennes in 1980. She then published her research in more fully
developed form as Monet & Belle-lle in 1992 and published a
revised edition under the same title in 2010. Delouche, who
specializes in the history of modern art in Brittany, carefully
followed Monet's footsteps on Belle-lle, beginning by gathering
thorough information on the places where he painted on Belle-
Tle and his motifs and compared his activities and results before
and after that stay. She comparatively examined his activities on
Belle-lle and the thirty-nine works he produced there, making
their significance clear.?

Micheéle Bardoux, Lucette Leroy, and Carlette Portier had their
A Belle-lle avec Claude Moneten 1886, 12 septembre — 25 novembre
published by the Société historique de Belle-lle-en-Mer in 2007.
In it, they give a detailed description of Monet’s time on the
island, referring to publications by Geffroy and Delouche. But
it is the inclusion of many rare contemporary photographs as
historical documents concerning Belle-lle that makes their book
extraordinarily important.’®

The most recent research on this topic is Nina Athanassoglou-
Kallmyer's “Le Grand Tout: Monet on Belle-lle and Impulse
toward Unity,” which was published in the September, 2015,
issue of The Art Bulletin. The author points out, concerning
Monet's choice of Belle-lle as his working site in 1886, that, as in
his moving to Vétheuil and spending five years working there,
Monet was gradually growing to dislike the modernization of
the city and was seeking unsullied landscapes far from it as his
subject. The choice of Belle-lle was the climax of those actions.
Rather than the city expressed in Monet's Impressionist period
works, his strong interest in the countryside was connected
to painters' yearnings for primitive subjects in the 1870s and
1880s. She argues that Monet sought to depict the timeless in
these paintings.™

There have been many essays about the Ishibashi Foundation’s
Belle-ile, Rain Effect written between 1953, when the painting
was placed on deposit with the Bridgestone Museum of Art and
1984, when it was donated to the foundation, including the
commentary by Omori Tatsuji in 1985 in Bridgestone Museum of
Art, Ishibashi Foundation: Masterpieces from the collection: Modern
European painting and sculpture. In recent writings, Kagawa
Kyoko contributed “Claude Monet's 1886 Stay in Belle-ile," on the
relationship between Monet and Geffroy and on the history of
the painting, to Museum Report of Bridgestone Museum of Art
forfiscal 2015.12

Delouche, Athanassoglou-Kallmyer, and other researchers
on Monet in Belle-lle have all relied extensively on the large
volume of letters that Monet wrote while in Belle-lle. Of them,
Daniel Wildenstein included seventy-five at the end of the 1979
edition of his catalogue raisonné (WL684-758). These are letters
that Monet sent to Alice Raingo Hoschedé, his friends Renoir,
Caillebotte, and Morisot, the art dealers Paul Durand-Ruel and
Georges Petit, and the art critics Geffroy and Octave Mirbeau. '3

A notably large number of those letters are to Alice
Hoschedé, who was looking after of Monet's home in Giverny
while he was away. After Monet's wife Camille died in 1879,
Alice Hoschedé cared for his children and gradually came to
play a vital role in his life. Monet made it a habit to write her
almost every day, late in the evening, despite being exhausted
after having worked all day. He wrote about the changing
weather, the arrival of storms or clear skies, and whether his
work was going well. He asked for additional canvases, sent
her his love, and tried to sooth her jealously and her worries
about money. To us, what is especially important in those
letters is what he says in detail about his frame of mind and
his feelings about his work, his efforts and their results. Monet
had long continued to engage in en plein air painting directly
from nature. Here, however, he was having his pigments and
canvas, and he himself, almost blown away by violent winds,
continuing to work as his hands grew numb and his face froze
in the cold, facing harsh weather day after day, as these letters



describe in detail.

2. The End of Impressionism and a Turning Point for
Monet

Paris in the latter half of the nineteenth century. After the
Franco-Prussian War came the Paris Commune (1870-71),
bringing chaos and ruin to Paris. Then a republican government
took shape with the establishment of the Constitutional Laws
in 1875, which defined the form that government would take.
The resulting Third Republic led to victory for the concept of
a parliamentary democracy, and Paris welcomed its maturity
as a civil society. Effort was also put into recovering from the
damage the city had suffered. But the authoritarian, anti-
democratic movement led in 1886 by General Georges
Boulanger and other disturbances broke out, causing serious
political crises. With society unsettled, the lives of artists were
also far from stable.™

During this turbulent period, the Impressionists continued
to hold the independent exhibitions they had begun in 1874.
In 1883, Paul Durand-Ruel held solo exhibitons of the work of
Monet, Renoir, Pissarro, Sisley, and other Impressionists. The
individual artists were gradually becoming famous, but the
group was falling apart. The eighth Impressionist exhibition,
held in 1886, brought together young artists, with a focus on
seven Neo-Impressionists, with Degas, who had not taken part
in the seventh exhibition, in 1882, the central figure. It was held
from May 15 to June 15 in an apartment on the Rue Laffitte. Of
the initial members of the Impressionists, only three, Degas,
Pissarro, and Morisot, took part. That was de facto the final
Impressionist exhibition.

Monet himself gradually became renowned as the leading
Impressionist and continued to forge ahead with his own work.
He had not taken part in the fifth Impressionist exhibition, in
1880, and even experimented with returning to exhibit in
the Salon that year. He also skipped the sixth Impressionist
exhibition, in 1881, but joined the seventh exhibition, in 1882,
at which he showed thirty-five works. In 1883, Paul Durand-Ruel
held a large solo exhibition of Monet's work at a new building
on the Boulevard de la Madeleine, displaying fifty-six works.
After the success of that exhibition, he had in mind putting
Monet's work on the American market and exhibited more than
40 works by Monet at the American Art Association gallery on
Madison Square in New York City."®

Monet left Paris to live in Vétheuil, in the lower reaches
of the Seine, in 1878. His wife, who was seriously ill, their
children, and Alice Hoschedé (the wife of Ernest Hoschedé,
who had been Monet's patron before going bankrupt), and
her children accompanied him. Monet had long led the
Impressionist group, but from that period on was putting
some distance between himself and the activities of the group
members. He was thinking about how to develop his own
work and traveling in search of new themes. While affirming
and reinforcing the Impressionist style, he experimented with
diversifying his subject matter. In December of 1883, he visited
the Mediterranean coast for the first time, with Renoir. After
visiting Cézanne, in Aix-en-Provence, Monet and Renoir went
to the northern ltalian Mediterranean coast, the area known
as the Italian Riviera. In January, Monet returned there by
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himself and spend three months in Bordighera, on the Riviera.
There he depicted that region’s distinctive sparkling light and
atmosphere. In 1883 to 1886, he made regular trips to Etretat
on the northern coast of France to paint. In 1886, he also visited
the Netherlands, to paint the tulip fields in full bloom.®

Until Monet found his way to Belle-lle, he had, while seeking
new subjects, mainly depicted peaceful, bright scenes. Light
flooding a setting was consistent with the scenes of modern
life that he sought to depict. Monet, painting light-filled scenes
in bright colors, was was recognized as 'homme du soleil, "the
man of the sun”and that that image of him was becoming,
unintentionally, fixed. As the quotation at the beginning of
this essay indicates, the artist himself seems to have felt at
least somewhat uncomfortable with that state. That may
have been why he began his travels in search of a new style.
Athanassoglou-Kallmyer has pointed out, however, from
analyzing the content of Monet’s letters to Alice Hoschedé, that
he had long yearned for utter solitude. Placing himself in an
untouched natural environment, he hoped, while being true
to nature, to achieve scenes that were his alone, not similar to
anyone else’s work. The artist's journey to Belle-lle fulfilled that
wish.17

3. Monet on Belle-ille-en-Mer

In a letter Monet wrote to Berthe Morisot in the summer of
1886 (in late July or early August), he stated, "l have been very
eager to go Brittany” (WL676). In a letter to Théodore Duret
from about the same time, he wrote, ‘l may now make a major
journey to Brittany, but a simple trip with cane in hand!" (WL677).
He may have been interested in Brittany because his mentor,
Eugene Louis Boudin, often visited there.'® Renoir's stay there
in the 1880s may also have aroused Monet's interest. Voyage
en Bretagne: Par les champs et par les greves (Over Strand and
Field: A Record of Travel Through Brittany), the novelist Gustave
Flaubert's record of his travels in Brittany, which had just been
published the previous year, of which Monet had a copy in his
study, may also have influenced him. Monet’s initial plan was
to spend the first ten days on Belle-lle and then visit the writer
Octave Mirbeau on the island of Noirmoutier before continuing
down Brittany’'s seacoast to Saint-Malo.'®

Monet arrived on Belle-lle on September 12, 1886 and
initially stayed at the Hotel de France in Le Palais, a port. First,
he explored the island for two days. He was not attracted to
the scenes of the port community around Le Palais. On the
fifteenth, he found a place to stay in Kervilahouen, a small
village on the opposite side of the island. During his brief search
of the island, he had discovered the shore known as the La
cOte sauvage (“the savage coast”) and decided to base himself
as close to it as possible. Monet rented a rather spacious room
from a fisherman named Marec who also managed a bistro and
prepared food. In his letter to Alice Hoschedé dated September
14, he wrote

As for myself, I'm happier than I was, I've seen some
wonderful sights and I'm going to stay on the island; | leave
town tomorrow morning and will be moving into a little
hamlet of eight or ten houses, near the area known as la Mer
Terrible, which is aptly named: there isn't a tree within miles,



and the rocks and caves are fantastic; it's as sinister as hell,
but quite superb and since | don't believe | could ever find
anything like this anywhere else, | want to try and do a few
paintings here; so tomorrow | set to work. (WL686)

In his next letter, dated September 16, he wrote, “l plan to
finish two or three works in two or three weeks” (WL687). His
September 24 letter says, “If the weather does not change, |
think | will be able to leave the island a week from now” (WL692).
At that time, Monet seems to have assumed that he would
simply be able to paint scenes in fair weather, as usual. But the
weather on Belle-lle took a turn for the worse right after that.
The violent changes of the weather characteristic of islands in
the Atlantic Ocean, with hail and wild storms, disappointed him
and showed him the menace of the natural world. He wrote
about the water frequently in his letters. Even on the occasional
sunny day, the winds on the tableland-type island were always
strong. In his September 27 letter to Alice, he said, “The weather
is still fine, but there's a devil of a wind which is hampering me
in my task; I'm having to tie everything, canvases and parasol,
down" (WL697).

In October, the weather was even rougher. The storm
season had arrived. He saw scenes of the waves wildly striking
the rocks, smashing and collapsing. Monet began to realize
the setting presented striking difficulties for his work. At the
same time, shaken by scenes that made him sense a threat,
he gradually became fascinated. He began painting utterly
different scenes depending on the time of day and the weather.
The result was that Monet extended his stay six more times and,
in the end, spent ten weeks there. In his October 30 letter to
Alice, he wrote,

But you know my passion for the sea, and here it's
particularly beautiful. With my experience and my unceasing
observation | have no doubt that if | carried on for another
few months | could do some excellent work here [...]. Just
one look at those blue-green depths and its terrifying ways
(I'm repeating myself) and I'm hooked. I'm absolutely mad
about it, in other words [...]. (WL730)

Monet himself seems to have thought that, even so, he could
complete his work on the island without delay, but with
everything battered by the unsettled weather, things did not
go as hed hoped. On November 8, he wrote Alice, "Here a good
day of work, superb weather, but inevitably | approach the end
[..]. Ultimately, I will have to complete these in my atelier, with
you nearby” (WL739). On the following day, the ninth, he wrote
Durand-Ruel, who was urging him to send his works quickly, as
follows:

You ask me to send you what | have finished; nothing is
finished and you know very well that | can't really judge
what I've done until | look over it again at home and | always
need a short break before | can put in the final touches to
my paintings. I'm still working a lot. Unfortunately with the
constant bad weather, I'm having some difficulty in finding
the effects again in many of my motifs, so I'll have a lot to do
once | get back to Giverny. (WL741)

4. Encounters on Belle-ile: Russell, Geffroy, and
Mirbeau

Monet was basically on his own during his time on Belle-lle,
but he had opportunities to meet several people. The first
encounter was with the Australian painter John Peter Russell
(1858-1930). They spent September 7 to 28 together. After
studying in London, Russell attended Fernand Cormon'’s private
painting school, starting in 1885. In 1886, he met and became
friends with Louis Anquetin, Emile Bernard, and Vincent van
Gogh. That year, Russell visited Belle-lle in search of his own
painting subjects. He was staying near La cOte sauvage with
Marianna Antoinetta Mattiocco, whom he would later marry,
having arrived before Monet, as we know from Monet's
September 18 letter to Alice (WL688). During Monet's early
search for subjects to paint on Belle-ile, Russell's presence
seems to have been particularly significant. Monet's discovery
of the caves on La cote sauvage, an important motif, was
apparently guided by Russell. Russell, having seen Monet at
work, told his friend Vincent van Gogh about it and also later
described it in detail to Henri Matisse. After spending two weeks
with the younger painter, Monet swiftly accelerated the speed
at which he painted.?°

What is seen as an even more important chance meeting
there was with Gustave Geffroy. They spent the second to the
eleventh of October together. Geffroy was active as a journalist
from 1880 on and was writing regular articles for La Justice, a
daily newspaper published by Georges Clemenceau. Geffroy
described that encounter quite dramatically, writing about
it in eight articles published in La Justice from October 17 to
November 3.2" It is said that his meeting Monet in Marec's
hostel on October 2 was completely accidental.

The third person Monet encountered there was the
journalist and playwright Octave Mirbeau (1848-1917).
That was not accidental: Mirbeau had a clear objective of
interviewing the painter. Monet had apparently come to know
Mirbeau in November, 1884, at the home of Paul Durand-Ruel.
Mirbeau, who covered the arts for the newspaper La France,
was preparing a series on contemporary artists, interviewing
Pierre Puvis de Chavannes, Degas, Renoir, and Monet, and
came to meet Monet for that purpose. Monet was pleased
that Mirbeau had come to see him and that they could meet
again on Belle-lle, but he also immediately began to regret
losing the time he needed during the busy latter half of his stay,
as we can see from his letters. His letters communicating his
enjoyment of Mirbeau's bringing his wife to call also frequently
upset Alice and was a source of discord between them. Monet,
immediately after completing his work on Belle-ile, called
on Mirbeau, who was staying on the island of Noirmoutier,
relatively nearby, before returning to Giverny. Mirbeau is known
has having boosted Monet's reputation thereafter. For example,
in the opening to the catalogue for the 1889 Claude Monet —
Auguste Rodin exhibition, Mirbeau, in several pages introducing
Monet, touched on Monet's Belle-ile paintings.

His depictions of the wild seas at Belle-lle and the gentle
seas at Bordighera make me forget, again and again, that
they are paintings on canvas. | felt that | was lying on the
shore.??



5. Belle-ile, Rain Effect and the Belle-lle Group of
Paintings

Port-Goulphar was a location at which Monet painted during his
stay at Kervilahouen. It was a few hundred meters away from
the village. In Brittany, the word port does not simply indicate
a port or harbor; it means, rather, an inlet. Port-Goulphar, with
its rocky reefs and precipitous cliffs, and Port-Coton, with its
soaring, pointy, rocks and other features, provided motifs
for Monet. At about the same distance from his hostel in
Kervilahouen, but to the left, Monet found another motif, Port-
Domois. In the center of that inlet is the rock mentioned earlier,
the Guibel Rock. Monet secured five important sites, include
those three (fig. 2). On Belle-lle, Monet painted not a single ship,
human being, or even the birds he mentioned in his letters. He
painted only the rocks and the sea. There is no human presence.
Except for Portrait of Poly (W1122), only of three of the scenes in
the thirty-eight paintings show traces of human habitation. One
is the village of Domois, with houses on upland in the distance.
The other two are scenes he painted from his room.

What captured Monet's heart about the Belle-lle coast was,
it would seem, the shape of the rocky reefs raising their heads,
almost menacingly, from the surface of the sea. The rocks
intersect, emphasizing their rough verticality in contrast to the
horizon. He depicted, with rough brushwork and nearly primary
colors, their irregular surfaces alternating with the billowing
waves. The fundamental power of nature is indicated, as though
nature had feelings, through his coarse, abstract, touch. As will
be described in detail later, these were are pointed out as the
forerunners of Fauvism, which would emerge twenty years
later. Monet, who himself was conscious of a major distancing
from his previous work, wrote to Durand-Ruel that "l do not
know if what | bright home from here will to to everyone's
taste, but this coast is my passion” (WL7115). Monet, with the
cliffs at Dieppe, the huge massifs at Etretat, or the thaw of the
ice at Vétheuil, had long presented images that communicate
his awe of nature. But the expression of the scenes in the Belle-
lle paintings make us feel that those emotions have burst out.
Through these experiments, Monet attempted to transcend the
Impressionist paintings that he had been producing for some
time.

In the center of the Artizon Museum'’s Belle-lle, Rain Effect
(W1112) is depicted the Guibel Rock, which rises in the middle
of the Port-Domois inlet. In his October 9 letter to Alice, Monet
wrote that while being distressed by the rough weather, “To
relax, | produced a pochade of the effect of the rain” (WL707).
The term pochade means a study for a painting. The effect of
the rain, “rain effect,” is consistent with the title recorded in
Wildenstein's catalogue raisonné: Belle-lle, effet de pluie, but that
is not evidence that they were the same work. But that letter
overlaps with the work that Geffroy described being done
in bad weather and the date of the letter corresponds to the
period when Geffroy was there.

In the early part of his stay on Belle-lle, Monet painted Port-
Domois from various angles and in all sorts of weather. Of those
works, eight depict the Guibel Rock in the center. Of them, five
have Port-Goulphar and the cliffs of Radenec in the distance
and the Guibel Rock from an angle facing north.23
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The Guibel Rock, Port-Domois (W1106), private collection (fig. 3)
Rocks at Bell-lle (W1107), Musée des Beaux-Arts, Reims,
France (fig. 4)

Port-Domois (W1108), Yale University Art Gallery, New Haven,
Connecticut (fig. 5)

Port-Domois at Belle-lle (W1109), private collection (fig. 6)
Bell-lle (W1110), Musée Rodin, Paris (fig. 7)

Looking at the three works, we can see the large opening in the
Guibel Rock. InW1106, W1107, and W1108, the sky is clear and
the surface of the sea is calm. In W1109, it is cloudy and waves
are cresting. Dark clouds brood over the scene in W1110, but
the sea is relatively calm. Monet has presented variations at
different times of day and under different weather conditions.

In the next two works, the opening in the Guibel Rock is not
visible. The scene has been depicted facing to the west.

The Rocks at Belle-lle (W1111), whereabouts unknown (fig. 8)
Belle-ile, Rain Effect (W1112), Artizon Museum, Ishibashi
Foundation, Tokyo (fig. 1)

The next work was painted from the opposite side, with the
opening in the Guibel Rock.

Belle-ile (W1113), whereabouts unknown (fig. 9)

W1113 is painting with rough brushwork, but depicts a sunny
scene. Compared with other works by Monet, the touch is
coarse; compared with the other seven paintings of the Guibel
Rock, it seems to have the roughness of an oil sketch. W1111
and W1112 show the surface of the sea in a storm. The grim
impression of the sea in the rain and the uncanny rocks are
features they share with W1110 in the Musée Rodin. Among
them, Belle-ile, Rain Effect is depicted in extreme weather, with
pouring rain and strong winds. In it, bright colors are still used
for the rough sea in strong winds, but our eyes are drawn to the
intensity of the artist’s touch and the colors, and we sense the
tension in the composition. Yet comparing it with the actual
scene from Port-Domois facing the Guibel, we realize that the
artist reproduced the actual scene nearly accurately (fig. 10).

As in his series of paintings of Port-Domois, Monet often
depicted the same scene from different angles or at different
times of day while on Belle-lle. Multiple works with the same
motifs are seen from different angles and capture changes in
effect depending on the time of day or the weather. Paul Tucker
observed, on that point,

His campaign in Brittany [...] marked a subtle change

in Monet's orientation [...]. The paintings also explore a
relatively limited number of motifs and do so with an
equally restricted number of compositional options [...].
These limitations [...] also appear to have forced him to be
even more exacting in his description of natural phenomena
—the action of the sea, the way the light danced upon the
water, or the interplay of shadows and reflections cast by the
craggy black rocks [...].2

To express the effects of atmosphere and sea multiple times
from the same spot meant that he had to limit his number of



viewpoints and choices of location. The changeable weather
characteristic of Belle-ile at that season and, above all, the wild
changes in the state of the sea gave new developments to
Monet's paintings. It is still too soon to use the word “series” of
his various works on Belle-lle. But it may be that the idea of a
series had begun, unconsciously, to develop in his heart. In his
October 30 letter to Alice, he wrote,

But I do know that to paint the sea really well, you need to
look at it every hour of every day in the same place so that
you can understand its ways in that particular spot; and this
is why I am working on the same motifs over and over again,
four or six times even [...]. (WL730).

Thus, in his works painted at the same spot on Belle-ile are
works that present the relationships between light and shadow,
some scenes filled with sunlight, others, contrasting, under dark,
stormy skies. This technique, which Monet discovered while on
Belle-ile, he subsequently made into a systematic style.

Later, when Monet was working on his Haystacks series, he
wrote in an October 7, 1890, letter to Geffroy,

I am absorbed in creating a series with various effects of
light. But recently the sun sets early, so | cannot keep up. But
as | proceed with these paintings, | realize that “linstantanéité”
that | seek—to express the light glowing everywhere, and
“lenveloppe’—will require much greater effort (WL1076).

In this letter, Monet uses the term “l'instantanéité”
(instantaneousness, immediacy) for what he was seeking.
That is recognized as a key word in his series. He also wrote
“l'enveloppe” (that which envelopes the surroundings). That
is what Monet called what envelopes the ambience, the
surroundings. To put it another way, it means the effect of light
on the atmosphere enveloping his motif. In his works on Belle-
Tle, he, one might say, was already incorporating that effect in
his paintings.®

6. Sublime Seascapes

Monet’s interest grew through his day-by-day observations of
the sea at Belle-lle. The times when rough weather and high
winds struck inspired to exaltation, almost giddiness. In his
October 23 letter to Alice, he wrote as follows:

I tend to like soft, gentle colors, but | have to work hard to
paint darkly, to depict this sinister, tragic scene. | think you've
seen dark paintings of Britany, but this is the reverse: with
the most beautiful tints in the world, this sea today under a
leaden sky,and | used green to the extent that | could not
capture that strength. (WL721)

The artist's decision that he had to paint that effect that is
indicated in his October 26 letter to Alice:

Itis absolutely necessary that | complete these paintings. | am
actually satisfied with them and do not believe | am mistaken.
That is why | should not despair. | have to battle on, even at
the risk of suffering some sudden downpours. (WL723)

Seascapes in stormy weather call to mind Claude-Joseph Vernet
(1714-1789). As an artist who created paintings expressing
his reverence for nature, which goes beyond the boundaries
of human knowledge, and his experience of the sublime, he
suggests connections with Monet and with the early Romantic
painters. In particular, ). M. W. Turner (1775-1851) produced
a series of stormy seascapes that Monet must have known
about.?¢ Looking back at the history of landscape painting in
early modern and modern France, one must not forget the
work of the Nicolas Poussin (1594-1665), the great maestro of
seventeenth-century Classicism. Poussin's Winter or the Flood
(1660-64) (fig. 11) was the last of his Four Seasons series (1594-
1665) . This work, the subject of which is taken from the Flood
narrative in the Old Testament, contrasts with Poussin’s bright,
serene, and rather rigorous works depicting his characteristic
ideal landscapes. In Winter or the Flood, however, he shifts his
gaze to vast, coarse, dangerous, and mysterious images or
darkness, the abyss, and isolation. That, as a “sublime scene/’
had a huge influence on Neo-Classicism, from his day on to
the early nineteenth century and then to Romanticism. The
comparison between the spring, summer, and fall paintings
in his Four Seasons series of scenes under clear skies and the
dismal winter painting established a striking contrast. We
can find the same effect in Monet's paintings of Port-Domois.
That an Impressionist genius would paint, at the end of the
nineteenth century, a painting that embodies the concept of the
sublime, contrasting with his works arousing sense of delightful
sensations, gentle pleasures, and joy, and that a Classist master
pictorialized the Romanticist concept of the sublime make us
consider the possibility that those events were not unrelated in
the history of French landscape painting. Monet's discovery of
the Belle-lle scenes may have been random, but these works
by the “classic” maestro of the Impressionists have in common
the representation of the “sublime” in landscape paintings,
in a contrasting style, with that of the seventeenth-century
landscape painting maestro, Poussin.?”

7. Exhibition and Sale of the Belle-ile Paintings

After returning home from Belle-ile in late November, 1885,
Monet spent the winter completing his Belle-lle landscapes in
his atelier, as he had told Durand-Ruel he would. The finished
paintings were later shown in several exhibitions. Among them,
the most important were the 6th International Exhibition, held in
May and June, 1887, and the Claude Monet — Auguste Rodin joint
exhibition with Rodin in 1889. Both were held at Georges Petit's
gallery, not Durand-Ruel’s.2¢ Monet had been dubious for some
time about Durand-Ruel’s plan to show his work in the United
States. In a letter dated January 22, 1886, he wrote, ‘I want to
believe that your hopes for America would be successful, but |
would rather have my paintings known, and sold, here” (WL651).
On his part, Durand-Ruel may have thought that the Belle-lle
paintngs were not characteristic of Monet and may not have
been interested in them.

In the catalogue for the 6th International Exhibition, in 1887,
ten of the fifteen works by Monet on display were from Belle-
lle. This exhibition was a rare group exhibition bringing the
Impressionists’ work together. Monet also showed his 1877
La Gare Saint-Lazare landscape painting, thus indicating the



connections between past and present and the development
of his style.?® Looking at Gustave Geffroy's and Octave Mirbeau's
responses, it seems that he was sure of some success, but he
was concerned about the reactions of his fellow painters and of
other critics.

In fact, evaluations of the Belle-lle paintings were divided.
The artist Camille Pissarro rated them harshly as “dark Monet,’
criticizing their rough style, their savageness, and their lack of
painterly polish.3° The critic and novelist Charles-Marie-Georges
Huysmans wrote as follows in the June, 1887, issue of Revue
Independente:

Claude Monet showed a series of tumultuous landscapes,
steep, violent seas, with fierce tones under raging skies.
They are far from the superb seascapes that M. Durand-Ruel
owns and that make Claude Monet the greatest painter

in the world [...]. The savagery of this painting, seen from

a cannibal’s eye, baffles at first, but, before the power it it
presents, before the faith that animates this painting, before
the powerful breath of that man who painted it, one can but
submit to the sinister seduction of this rough art.

Huysmans' friend Alfred de Lostalot wrote, in the June, 1887,
issue of the art journal Gazette des Beaux-Arts,

Claude Monet, more violent, more excessive than everin
his touch and color, has achieved the power to reduce the
viewer to silence. The colors are wild, the brushwork brutal,
but his discipline is perfect and thus the feeling of nature
emerges freely amidst an impression of grandeur.3

Next, a group of Belle-lle paintings was included in the 1889
Claude Monet — Auguste Rodin exhibition. In this joint exhibition,
Monet exhibited 145 works. In between landscapes of Etretat
and Antibes were thirteen of his Belle-lle works (RM74-76,
79-80, 83, 86, 89-90, 91/16, 93, 95, 96). Compared with his
Vétheuil-period works, of which he showed fourteen, almost as
many, the artist, we can infer, placed emphasis on his Belle-lle
results. The Belle-lle paintings included were three of Port-Coton
(RM91/16, 95, 96), one of Port-Goulphar (RM79), two of Port-
Domois (RM80, 89, 90), and two of the five he painted during
wild storms in October (RM74, 75). The works thus covered all
the locations at which he painted on Belle-lle. Geffroy wrote
the catalogue text about Rodin, while Mirbeau wrote about
Monet, as quoted above. That essay was a revision of a critique
of Monet published in Figaro on March 10, 1889, and attempted
a positioning of Monet’s paintings.3?

Paul Durand-Ruel eventually purchased only four of the
Belle-lle works in 1887. Monet was thus able to have other art
dealers handle the sale of the other Belle-lle paintings. Georges
Petit had held the earliest exhibition of Belle-lle paintings, but
did not help much in selling them. Theo van Gogh's Boussod,
Valadon & Cie art dealership, however, contributed greatly to
their sales. At the time, due in part to the urging of Theo's older
brother Vincent, who was then living in Paris, Theo purchased
and sold large numbers of Impressionist paintings. In particular,
in the brief period between 1886 and 1888 he handled nine of
Monet's works, including some of the Belle-lle paintings. He also
added, quite early, Belle-lle paintings to his personal collection.
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Later, Paul Durand-Ruel’s gallery bought in some Belle-lle works
over the course of several years and Boussod, Valadon & Cie
purchased several more of them. Individuals who bought them
include the Russian collector Sergei Shchukin and the Japanese
collector and art dealer Hayashi Tadamasa. Among Monet's
fellow artists, the collection Gustave Caillebotte bequeathed
to the state at his death included La cote sauvage, which, after
being in the collection of the Louvre, is now in the Musée
d'Orsay.

What of the Ishibashi Foundation's Belle-ile, Rain Effect? It
was not shown in the series of exhibitions described above.
According to Wildenstein's catalogue raisonné, this painting was
first exhibited at an art exhibition held in Saint-Brieuc in 1891.
It waited to be exhibited again until 1917, in the 79th Century
French Paintings exhibition at the Galerie Paul Rosenberg, and
1924, in the Monet exhibition at the Galerie Georges Petit.33 In
terms of the painting’s provenance, after it was sold to Boussod,
Valadon & Cie in 1887, it was acquired by Wilhelm Hansen in
about 1918 and then Matsukata Kojird in 1922. Subsequently,
it was placed on deposit with the Ishibashi Foundation in 1954
and donated to the foundation in 1984.34 The Rocks at Belle-
fle (W1111), which has almost the same composition, was
purchased by Durand-Ruel in March, 1887, and sold at auction
in New York in 1948. Belle-lle (W1110) was given by Monet to
Rodin at the time of their joint exhibition. It was donated to the
French state in 1916 and is now in the custody of the Musée
Rodin.?®

8. After Monet's Visit to Belle-ile

How should we position the thirty-nine paintings, including
Belle-lle, Rain Effect, that Monet created during his ten-week
stay on Belle-lle within his oeuvre of some two thousand
paintings? In terms of his career, these works, like the paintings
he produced in Bordighera, while produced over a short period
of time, are from a time when Monet had decided to refashion
his paintings and carried out that intention. The magnificent, yet
harsh scenes at Belle-lle’s Cote Sauvage, the dizzying changes in
the atmosphere: Monet responded to them sensitively and was
stirred to create paintings in a new style. Monet did not discard
the basics of Impressionism: using different types of brushwork,
clear, simple, tones, clear compositions. But his subject was
not limited to peaceful spaces filled with light. At times, he
addressed scenes that, with dark clouds hanging low and
violent rain attacking, are quite intimidating. While not losing
sight of the structure of a scene that should be expressed in
his richly vital touch and other fundamental characteristics, he
was seeking a new audacity in his compositions. The landscape
paintings from Belle-lle both anticipate his later Haystacks and
cathedral series and also, stylistically, foreshadow the free touch
and dark palette of his abstract style in depicting the waterlilies.

A decade after Monet left Belle-ile, in 1896, Henri Matisse
(1869-1954) visited John Russell at Belle-lle-en-Mer. Russell,
after encountering Monet, had made his home on the island
from 1888 until the death of his wife, Marianna, in 1908. He
hoped that other artists would work on the island and received
the young artists who visited there kindly. Matisse had received
his education in the traditional manner, having studied at the
Ecole nationale des beaux-arts under Gustave Moreau, but



visiting Belle-lle brought about a major change in his style.
Initially he, like Monet, was perplexed by the wild scenes there,
but from his second visit the following year, he seems gradually
to have begun to respond to the scenes of life enfolded within
the storms. In that development, Monet's teachings may have
contributed, via Russell. The paintings that Matisse produced
during his 1896 visit and his repeat visit a year later are clearly
different. His 1896 depictions of the coast are painted using an
academic style with a relatively dark palette. His 1897 works
have bold compositions in lively brushwork and sophisticated,
bright colors, in contrast to the heavy colors he had used until
then. Ann Galbally wrote, in the catalogue for the Belle-lle:
Monet, Russell, Matisse in Brittany exhibition at the Art Gallery of
New South Wales,

Matisse is angry because he is placed implacably against
the sterile, suffocating Beaux-Arts system in which he had
been trained. It is a necessary anger which drives him to
break with the old to create a new art of personal expression
through the use of colour and simplified, decorative form.3¢

Matisse and his colleagues showed paintings at the Salon
dAutomne with forceful colors, using primary colors extensively,
and a forceful touch. The critic Louis Vauxcelles called them the
“fauves,” wild beasts. As mentioned earlier, the style of Monet’s
Belle-lle-period style had, it must be pointed out, qualities that
foresaw Fauvism. Here we can discover the point of contact
between Monet and the establishment of new styles of painting
at the beginning of the twentieth century.

(Chief Curator, Artizon Museum, Ishibashi Foundation)
(Translated by Ruth S. McCreery, The Word Works)
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Fujishima Takeji's Orientalism:

An Elliptical View of China, the West, and the Great Kanto Earthquake

KAIZUKA Tsuyoshi

1. Focus on Orientalism

Orientalism (Artizon Museum, Ishibashi Foundation, fig. 1) by
Fujishima Takeji (1867-1943), first shown in the 5th Imperial
Arts Academy Exhibition (Teiten) of October 1924, has in
previous research and criticism been positioned as one of the
artist's most significant oil paintings of the 1920s, or of the
Taisho Era (1912-1926). It is always featured in retrospectives
and reproduced in nearly every book of Fujishima’s work. Much
has been written on it already, and it might seem there is little
more about it to discuss. However, in this paper | would like
to re-examine the significance of this work on the occasion
of its being acquired by the Ishibashi Foundation in 2019 and
displayed in a gallery of the Artizon Museum.

First, as to the picture itself: it is a half-length portrait in
profile of a woman in Chinese costume. It is firmly grounded
by the strong image of the woman'’s face seen from the side,
her hair tied back behind her head. The woman'’s intelligent
gaze is directed far outside the picture, and there is no gloom
her expression, rather she seems to cheerfully celebrate
health of the mind and body. She holds a fan in her hands.
In the background on the left, four characters of a Chinese
duilian couplet are fully or partially visible. Besides the poem'’s
characters, the background is smoothly filled in with a deep
maroon, and no other subjects are depicted.

The woman'’s clothing is clearly Chinese, but unlike what
is known as a “China dress” in present-day Japan, the collar is
centered and not standing. It has been pointed out that this
is in line with the Han Chinese style, rather than that derived
from the gipao of the Manchu people. While the lower half
of her body is not visible, it is evident that she wears a loose
one-piece garment that does not fit snugly around the
waist. The garment’s base color is dark blue, with a brilliantly
colored pattern of large petals thought to be peony. Vermilion
and white are applied to the petals effectively but without
overstatement, and large, bold brushstrokes give the picture as
awhole arich, lively quality.

The fan in her hands is decorated with a painting of lotus
and other summer flowers, which Itakura Masaaki has described
as “a flower-and-vegetation painting of the Shanghai School (a
literati group active in Shanghai at the end of the Qing dynasty
[1636-1912]),"" carefully executed with thin brushstrokes. This
delicate brushwork contrasts with the energetic and unhesitant
rendering of the clothing pattern, reminiscent of the Nihonga
(modern Japanese-style painting) Fujishima was producing
around this time. The model holds the dark brown handle of

the fan in both hands, but the right wrist is placed lower than
the left, a position that would not be possible in reality. It seems
the artist was determined to depict the back of her right hand:
Fujishima’s enthusiasm for painting the hands of female figures
is consistent from his early work onward. The ring on the pinky
of her right hand appears to have been carved from seashell,
with a pearly luster softly reflecting her skin tone. Her fingers
and palms are painted with a high degree of finish and no
visible marks of the brush.

Let us examine the entire outline of the woman's figure,
starting at the bottom. The clothed abdomen and chest
are boldly rendered, with traces of contour positioning left
visible. This can be said to correspond to the brushwork of the
clothing’s pattern. By contrast, the lines of the exposed body
starting at the nape of the neck are extremely delicate. From
the throat to the chin, nostrils, bridge of the nose, eyelids, and
forehead, the most complex shapes in this painting are depicted
with confident and definite linear strokes that do not show the
remnants of painterly struggle. The head, with the skull's form
clearly visible due to the hair being tied neatly back, is modeled
with moderate grayish highlights on the hair and is designed to
blend in with the picture as a whole. The hair is not pitch black,
as can be seen by comparison with the black that borders the
poem in the background. Examination of the collar reveals that
despite the sumptuous pattern, the Chinese garment is thin
and almost insubstantial. This means that the contours of the
clothed body blend smoothly, and almost without interruption
or curves, into the contours of the flesh from the nape of the
neck upward.

The neck and face are finished with the utmost care. Light
from the right, outside the picture, causes the model’s facial
expression to glow, while there are faint shadows under the
chin and around the ears. However, the approach Fujishima
used to render these shadows is almost imperceptible to the
naked eye: the difficulty he must have incurred in applying the
final polish is completely concealed. Nonetheless, the flesh is
not flattened but has a sufficient sense of volume and presence,
and the figure gives the impression of actual physical presence.

The deep maroon background is applied with careful
smoothness, but | can see irregular undulations around the top
of the forehead, roughly the same size as the brushstrokes in
the clothing’s pattern of petals. Here | will just note that future
optical research may bring new discoveries. Gold paint is used
only for the signature on the upper right and the characters of
the poem, creating a Chinese or Oriental feel. The black border
of the poem runs along the left edge of the picture, and this

| 133



black has the effect of dramatically tightening the picture as a
whole.

In an interview in an art magazine six years later, in 1930,
Fujishima made the following statement about this painting. It
is well known and invariably quoted in discussions of the work.

| showed Orientalism and Amazon in the 5th [Teiten]
Exhibition. Orientalism shows a woman in profile

wearing Chinese costume, and for me this was a bit of a
breakthrough. In the Italian Renaissance era there were
many portrayals of women in profile. When | saw the
paintings of Piero della Francesca, Leonardo da Vinci and
others at the museum in Milan, they seemed imbued with
a tranquil Oriental spirit, and | never tired of gazing at them.
| took particular interest in Francesca’s profiles with their
simplified brushwork. Chinese costume is well suited to such
depictions, and around that time | was actively collecting
Chinese women'’s clothing, accumulating up to fifty or sixty
garments. However, even if these ingredients are prepared,
the trickiest thing is finding a Japanese woman with a
beautiful profile. They may look just fine from the front, but
when turned to the side, their beauty is diminished by half.
So,when | did find a suitable model, | was brimming with
enthusiasm to paint.

I was not necessarily motivated by a desire to paint a
Chinese model, rather, | wanted to produce an image of
classical Oriental beauty with a Japanese woman as a model.
The desire to create an Oriental version of those Renaissance
profiles — this is enough to explain my motivation. |
sought to make full use of Western painting materials to
create something with an entirely non-Western flavor. |
am thoroughly indifferent to customs and furnishings of
historical periods: modern painting does not require such
validation. At the same time, it has been my long-standing
assertion that concepts such as Oriental or Occidental can be
dispensed with. My goal was to work with a readily available
Japanese model and simplify the picture to the greatest
possible extent, with the most economical use of line and
color. Inconsistent attempts to give paintings historical or
regional authenticity are just a mark of poor workmanship. |
always strive to devote myself purely to pictorial effects that
transcend time and place.?

This is an exceptionally thorough explanation from Fujishima,
who rarely spoke in depth about his own work. It also contains
information that only the artist could have provided, such as
the fact that he collected 50 to 60 articles of Chinese clothing
for a model to wear. While modest, the phrase “a bit of a
breakthrough”evinces firm and determined confidence.
Viewers at the time of the work’s first exhibition noted
its fusion of Italian Renaissance style and Chinese flavor.
For example, Osumi Tamezo (1881-1961), who studied at
the Sorbonne University Department of Archeology, wrote
that “Fujishima’s Orientalism can be seen as a Renaissance
woman dressed in Chinese costume. Herein, perhaps, lies the
significance of the artist, who is from the Orient himself, giving
it the title Orientalism.”? In the same exhibition Fujishima also
showed Amazon (lwasaki Museum of Art), a female figure in
a swimsuit on horseback on a beach, and the thematic and
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stylistic disparities between these two works are striking. All of
the critiques at the time focused primarily on one of the two
works, hinting at critics' befuddlement at the artist's versatility.

A year and a half later, in May 1926, Fujishima exhibited
The Orchid (fig. 2), portraying a woman in profile in Chinese
costume, at the 1st Prince Shotoku Memorial Art Exhibition. In
October of the following year, he showed his third variation
on the same theme, Profile of a Girl, at the 8th Teiten. The three
half-length portraits in profile of women in Chinese costume,
which he unveiled one after the other between 1924 and 1927,
represented the culmination of his work of the 1920s, and have
been regarded as a milestone he reached before taking his next
step as a landscape painter in the 1930s.

Based on the artist's recollections quoted above of the
first of these works, Orientalism, and the results of studies
of Orientalism and postcolonialism since the 1980s, this
group of portrayals of women has been loosely critiqued as
follows: they clearly represent a form of Japanese Orientalism
expressed by Fujishima, who returned to Japan after spending
the second half of the 20th century’s first decade in Europe
and then traveled to the Korean Peninsula and deepened his
interest in East Asia, in which an exoticized Western vision of the
Orient intersects with Chinese cultural traditions that strongly
permeated Japan since pre-modern times, and the political and
cultural relations between lItaly and France, whose status had
been reversed since modern times, are superimposed on those
of China and Japan. | have almost no objection to this easily
understandable schema built on the discussions accrued thus
far. However, | suspect that to cleave too closely to the meaning
of what the artist himself described as “a bit of a breakthrough”
is to lose sight of certain things that do not fit into the simplified
interpretation above.

From here on, this paper will take a deliberately aggressive
approach to expanding interpretation with multiple
perspectives, and endeavor to provide glimpses into the mental
and spiritual landscape of Japanese creative figures in the
1910s and 1920s. The writer Tanizaki Junichiro (1886—-1965)
will be a central element of this discussion. I will briefly outline
how the two creators, while they were 19 years apart in age
and developed their styles at different times, both consistently
embraced aesthetic refinement, and while actively incorporating
Western influences, at times showed a pronounced taste
for things Chinese. Furthermore, when they developed and
indulged in this chinoiserie, they were actually living in close
proximity. Tanizaki moved many times throughout his life, but
from March to December 1918 he lived in 10 Komagome-
Akebocho-cho, Hongo-ku, Tokyo, which is today in 2-chome,
Hon-Komagome, Bunkyo-ku. Fujishima moved in 1904 from
Nishikata-machi, Hongo-ku to 12 Akebono-cho, Komagome,
and in September 1910 after coming back from Europe,
built a studio near this residence in 15 Akebono-cho. Kobori
Shiro (1902-1998) wrote that it was “60 or 70 meters away."*
Fujishima spent his time back and forth between 12 and 15
Akebono-cho every day, except the once or twice a week he
taught at the Tokyo School of Fine Arts, and when teaching at
Kawabata Painting Academy in Kasuga-cho or engaged with
other public affairs, business trips and personal travel. There is
no way these two men, such prominent figures on the artistic
and literary scenes, could have not known each others names



and styles. At this time Tanizaki, Sato Haruo (1892-1964) who
lived in Komagome-Shinmei-cho (present-day Honkomagome
4-chome), and Akutagawa Ryunosuke (1892-1927), residing
at 435 Tabata, Takinogawa-machi (present-day 1-20 Tabata,
Bunkyo-ku), frequented one another’s houses on foot. Hereafter
| will refer to this time as Tanizaki's “Akebono-cho period.”

Although it was only nine months, could Fujishima and
Tanizaki have failed to cross paths? Empirically speaking, no
evidence of contact between Fujishima and Tanizaki can be
found. However, there were people in the vicinity who seem
to have been connected to both, and indeed they had many
mutual acquaintances in the art and literature worlds. While
ascertaining these connections one by one, | will attempt to
explore the mentality of Japanese artists from 1900 through
the 1920s, with Orientalism representing just the tip of a greater
iceberg. A planar curve surrounding two focal points (that never
intersect on this plane), such that for all points on the curve
the sum of the two distances to the focal points is a constant,
is known as an ellipse. The elliptical curve with the two focal
points of Fujishima and Tanizaki was complex and multi-
layered, and from here on we will take a plunge into this world
of many strata.

2. Fujishima Takeji and Kinoshita Mokutaro

Fujishima recalled that he “collect[ed] Chinese women'’s
clothing, accumulating up to fifty or sixty garments.” As far as is
known from his exhibited works, his first portrayal of a woman
in Chinese costume produced in the studio was Perfume (The
National Museum of Modern Art, Tokyo), shown at the 9th
Ministry of Education Art Exhibition (Bunten) in October 1915.
The last was the 1928 Profile of a Girl mentioned above. The
results of his Chinese clothing collecting were certainly put to
effective use over 14 years of oil painting. It is thought that most
of the purchases were made by Fujishima himselfin Japan, such
as in Yokohama Chinatown, but the facts are not clear. However,
valuable information does exist. There are three letters from
Fujishima requesting the purchase of Chinese women’s clothing
which were sent to Kinoshita Mokutaro (real name: Ota Masao,
1885-1945), a doctor and writer who lived in Mukden (present-
day Shenyang) at the time. One of them is dated May 20,1917.5
Near the top it reads “We have not met since then, and a long
time has gone by,” and one wonders what "since then" refers
to, but it is clear that the two had not seen each other for a
long time. After graduating from the Medical School of Tokyo
Imperial University, Mokutaro was on the faculty of that school's
Department of Dermatology, but in September 1916 he was
dispatched to Mukden at the age of 31 to serve as Professor
of Dermatology at the Medical College of South Manchuria
and concurrently as head of the Dermatology Department
at Mukden Hospital. To prevent Mokutaro from feeling
overwhelmed by the sudden request in his letter, Fujishima,
18 years his senior, was very careful to list four specific things
he was looking for. Interestingly, he also notes "l too am deeply
interested in things Chinese and have wanted to visit China for
many years.”

1. Not very expensive
2. Clothing for younger women

3. Unlined overgarments (I have the feeling Manchurian
garments tend to be long. | would be grateful if there was
a shorter overgarment)

4. Not only old-fashioned clothes, but also modern clothes
are acceptable. The pointis for it to look good in a
painting, to be neat and trim but also have an Oriental
flavor

Mokutaro kept a diary for more than 40 years, but much of it has
been lost or burned in earthquakes and wars. It is unfortunate
that nothing remains from the time when he was interacting
with Fujishima. However, it seems that after receiving the letter
Mokutaro went out to second-hand clothing stores and so
forth right away, and sent a reply to explain what he had found,
illustrated with sketches, and confirm whether what he saw
was to Fujishima's taste. Fujishima'’s second letter to Mokutaro is
dated July 3, 1917.¢ Fujishima detailed what he is seeking even
more specifically here.

O The shape should be fairly simple and clear, the sleeves
narrow so the skin tends to be exposed when the body
moves

O Pattern should consist of embroiderey on the collar, cuffs,
etc., but not be too opulent all over

O I'would like to have two colors, dark and light. The dark
one should be deep violet or deep green, the light one
something like celadon or pale red

The two letters above were published in 1984, but Kojima Kaoru
later found and published a third letter from Fujishima, dated
November 3, 1917, among the Mokutaro-related materials in
the collection of the Kanagawa Museum of Modern Literature.”
Itis a letter thanking Mokutaro for arranging to mail the Chinese
clothing purchased in Mukden to an acquaintance in Tokyo
who was to hand them over to Fujishima, who contacted him
after hearing this from said acquaintance. Fujishima also wrote
that he wanted to pay for the clothing purchase, and asked to
be informed of the cost. He went on to write that if Mokutaro
found more contemporary women'’s clothing, “the color like
that of celadon or a bit lighter, and for summer,” he hoped to
purchase more.

A painting by Fujishima titled Profile of a Girl was reproduced
as a color plate in the magazine Chuo Bijutsu vol. 4, no. 2
(February 1918) (fig. 3). The model wears a deep violet Chinese
garment, which Kato Yosuke notes may be among the Chinese
clothing Mokutaro was involved in purchasing.® If Fujishima
received the shipment in November and worked on the
painting through December, it would have been finished in
time for the February issue of the magazine. Profile of a Girl was
his first half-length portrait in profile of a woman in Chinese
clothing, at least among those surviving in image form, and this
was six years before Orientalism. Unfortunately, the painting’s
whereabouts after its publication in the magazine are unknown,
and it is not known whether it survives today. The outfit is
sparsely decorated, showing a difference from the artist’s taste
in the mid-1920s.

Why was Fujishima able to make such an abrupt request,
which might be troublesome for Mokutaro? And why did
Mokutaro respond immediately and fulfill this request? In fact,



Fujishima appears several times in Mokutaro's diaries. These
diaries are far from easy to read, being written in a mixture of
German, French, Japanese, English, Japanese romanized with
the Hepburn system and Japanese romanized with French
pronunciation rules, and containing many memoranda listing
people’s names and vocabulary words. Fujishima first appears
on February 7, 1910.° On this day, an event called Pan no Kai
(the Pan Society) was held at Sanshu-ya in Hyotan-jinmichi,
Nihonbashi-odenma-cho.

Pan no Kai was a loosely organized roundtable of like-
minded young creators — poets affiliated with the literary
magazine Subaru such as Kitahara Hakushu (1885-1942),
Kinoshita Mokutaro, Nagata Hideo (1885-1949), Yoshii Isamu
(1886-1960), and artists running the art magazine Hosun such
as Ishii Hakutei (1882-1958), Yamamoto Kanae (1882-1946),
Morita Tsunetomo (1881-1933), and Kurata Hakuyo (1881—
1933) — who gathered nearly every month. In addition to
these two magazines, participants often included theatrical
figures and literati associated with Shirakaba, Mita Bungaku,
Waseda Bungaku, and Shin-shicho, and rather than espousing
any particular movement or ideology, it was a place where
young people in their twenties and thirties reveled over drinks.
Personal connections made at these events proved useful
in various situations thereafter. The first Pan no Kai was held
on December 15, 1908 at the restaurant Daiichi Yamato at
Yanokura-gashi on the right bank of the Sumida River. Mokutaro
was in charge of securing this venue. He and his comrades were
particular about places where they could satisfy their yearning
for European culture to some extent and at the same time
enjoy the local Edo atmosphere. Gatherings were subsequently
held at Eitai-tei, Sanshu-ya, Matsumoto-ro in Hibiya Park and
elsewhere, but the group eventually lost momentum, and
its last gathering was evidently on February 10 at Sanshu-ya.
The “great gathering” on November 20, 1910 at Sanshu-ya is
remembered for the “black border incident” (in which a member
drew a black border, symbolizing mourning, around a placard
on the wall congratulating two members on enlistment in the
army, thus drawing criticism as “un-Japanese’), but it was also
where Tanizaki Junichiro first met one of his great heroes, Nagai
Kafu (1879-1959), an event so thrilling and unforgettable that
he repeatedly wrote of it in later years.

Fujishima attended one of these Pan no Kai events on
the night of February 7, 1910. It is not clear why Fujishima,
noticeably older than the rest at age 42, participated on this
occasion. He had come back from Europe to Tokyo for the first
time in four years on January 22, only 16 days before. The group
Hakuba-kai also organized a homecoming party for Fujishima
and Yuasa Ichiro at Miyagawa in Tsukiji, but it was one and a
half months later on March 17. As far as | can ascertain, this was
the only time that Fujishima took part in Pan no Kai, and on
Fujishima’s side, there is no surviving record of the context for
this event. Meanwhile, Mokutaro's diary entry for that day relates
that "Mr. Fujishima Takeji came to the gathering. L'Expression
des yeux is etwas Europaeisch.” As he always wrote only people’s
family names in his diary, without honorifics, the styling of “Mr.
Fujishima Takeji" conveys the respect Mokutaro, who was then
becoming active as an art critic, must have had for Fujishima.
The use of French and German, as well as the phrases’ contents,
indicate how the look in Fujishima's eyes immediately after
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his return to Japan conveyed a European impression. Many
people wrote of Fujishima'’s striking good looks, and they clearly
made a strong impact on Mokutaro. His diary entry for February
8, looking back on the previous night, says, “This morning |
anschauen the Pan Kwai last night. | spoke at great length with
Fujishima, whom | met for the first time.” Apparently they hit
it off right away. Mokutaro called Mori Ogai (1862-1922) the
"maitre of Sendagi” and Kuroda Seiki (1866—1924) the "maitre
of Hirakawa-cho,” and frequented their homes, indicating that
he had no qualms about associating with respected elders. This
is in contrast to Tanizaki's strong tendency to avoid associating
with older people, with whom he would have to watch his
words and behavior. Tanizaki deeply revered Nagai Kafu, but
aside from their heartwarming interactions near the end of
World War I, when they had both evacuated to Okayama
Prefecture, they did not have a close personal relationship.

Fujishima appears again in Mokutaro's diary on April 2,
1911.7° On this day there was a dinner with Dr. Ueda Bin
as the guest of honor at Ueno Seiyoken. Kitahara Hakushu,
Yoshii Isamu, Morita Sohei (1881-1949), Takamura Kotaro
(1883-1956) and others were present, and Mokutaro wrote
that after the party ended at 9:30 PM, he “drank café at Aokido
with Fujishima, Yosano, Hiraide, and Gure.” "Yosano” evidently
refers to Yosano Hiroshi. Aokido is a café in Hongo that appears
in the writings of many literary figures. There are hints of the
psychological closeness of Fujishima and Mokutaro.

Subsequent diaries are missing from July 1911 to December
1915, and from September 1916 to January 1918. The third
time Fujishima's name appears is on April 8, 1920, when
Mokutaro was in Mukden. It is just a brief mention of a “Letter
from Mr. Fujishima.”"" This was quite probably a letter from
Fujishima Takeji, who was not likely to send a mere seasonal
greeting, and most likely there was some information he
wanted to convey or obtain. One can imagine that after the
three letters of 1917 mentioned above, an exchange of letters
with substantial contents continued. Alternatively, it may have
been a subsequent communication regarding the purchase of
Chinese clothing.

In July 1920, Mokutaro resigned from the Medical College
of South Manchuria and returned to Japan. Five months later,
the Fujishima name appears for a fourth time in the entry
for December 31. There is an abrupt note to the effect of
“Meeting with Mr. Fujishima: evening.” However, below that it
says "Ate dinner again at the Station Hotel and came home at
eight oclock,” so they do not appear to have met that evening.
It is unclear whether it means he dropped in on Fujishima
unannounced in the daytime but was unable to see him, or
whether he planned to visit after the New Year and wrote
this note so he would not forget to choose a night. However,
Fujishima's name does not appear in surviving, published
diaries thereafter. Here, let us note once again that Mokutaro
and Fujishima did attempt to make contact while in Tokyo. The
following year, in June 1921, Mokutaro departed from Tokyo to
study abroad in Europe for three years. This meant he was in
Paris at the time of the Great Kanto Earthquake of 1923, which
will be discussed later.



3. Tanizaki Junichiro’s Experiences of China

While they worked in different genres, Kinoshita Mokutaro
and Tanizaki Junichiro were contemporaries who enrolled
at the First Higher School and at Tokyo Imperial University at
almost the same time. It is not clear when and how they got
to know each other, but they certainly must have been well
enough acquainted during the Pan no Kai era (December
1908-February 1912). Subaru, with which Mokutaro was
affiliated, launched in January 1909, and Shin-shicho (second
series), in which Tanizaki made his literary debut, was
launched in September 1910. There would have been plenty
of opportunities for these two literary advocates of anti-
naturalism to interact. When Mokutaro was living in Mukden,
Tanizaki stayed at his home. Mokutaro died in 1945, and the
remembrance Tanizaki wrote the following year was called
“Mokutaro in the Mukden Years."'? Tanizaki wrote as follows:

In writing my memories of Kinoshita Mokutaro, what stands
out most vividly in my mind are the ten days | spent at his
home in Mukden in mid-November 1918... Of course, |

was pretty familiar with Mokutaro's scholarship, character
and conduct, but it was the first time | had been with him
continually for ten days, and | discovered two or three new
things about him during my stay. One of them was his gift
for languages. | knew that he had studied German and
French early on and could read their literature in the original,
and | had heard that after arriving in Mukden he had begun
studying classical Chinese literature with a Chinese teacher,
and at the time was studying the writings of the Taoist
master Zhuangzi. However, | had not imagined he would
be so proficient in acquiring spoken language that he could
converse with Chinese people as fluently as he did.

Tanizaki's stay in Mukden was part of his two-month first trip
to China, for which he departed Tokyo on October 9, 1918
and returned on December 11. Tanizaki followed a typical
route for a continental tour of the day. From Shimonoseki he
took the Kan-Pu Ferryboat to the Korean Peninsula, visited
Gyeongseong (present-day Seoul) and Pyongyang, and then
arrived in Mukden. After staying at Mokutaros home, he took
the Beijing-Harbin Railway to Tianjin and then to Beijing.
From Beijing, he took the Beijing-Hankou Railway to Hankou
(present-day Wuhan) in the middle reaches of the Yangtze
River, then stopped at Mount Lu on the way down the Yangtze
River to Nanjing. After visiting Suzhou and Hangzhou, he sailed
from Shanghai across the East China Sea and disembarked in
Kobe. This route, describing a great triangle, was a standard
one developed and established by the tourist industry of the
day. Thanks to trusted friends and supporters, Tanizaki enjoyed
a series of experiences in various cities that could not be had
traveling alone. There are criticisms to the effect that Tanizaki's
experience in China only reaffirmed the illusionary image of
the country as he wanted it to be, and one might say it satisfied
Tanizaki's specific brand of Orientalism. However, even so, it
seems there is much that cannot easily be dismissed if we look
at the entirety of his work thereafter, including subsequent
works that overflow with the taste for things Chinese, and
elements that connect to the writing he later produced after

moving to the Kansai region.

Before he left for Mukden, Mokutaro kept up with the latest
on Western literature and art, but had a powerful attachment
to Edo atmosphere and a keen interest in pre-Edo Japanese
culture. After arrival in Mukden, a new vector was added with
his sudden immersion in Chinese culture. In particular, he
developed a remarkable devotion to the Buddhist art of Datong
and Longmen. As Tanizaki related, Mokutaro's proficiency with
languages played a role in enabling such interests. Taken along
with the fact that Mokutaro did not hesitate to interact with
older people he was meeting for the first time, his language
proficiency was evidently not simply a skill but also a reflection
of his enjoyment and acceptance of new knowledge and
insights.

Tanizaki published some fragmentary travelogues after
returning to Japan, but they lack precise dates. The passage
guoted above about “the ten days | spent at Mokutaros home
in Mukden in mid—-November 1918" is obviously erroneous,
although 28 years later this is surely unavoidable. Nishihara
Daisuke has summarized Tanizaki's approximate itinerary by
cross-referencing previous studies.’ On October 7, 1918,
Tanizaki's farewell party organized by Sato Haruo and Kamiyama
Sojin (1884-1954) was held at Maison Konosu, a Western-style
restaurant that opened next to Yoroi-bashi Bridge in Koami-
cho 2-chome in 1910. In October 1916 it moved to 12 Minami-
Demma-cho 2-chome (present-day 2-8, Kyobashi 2-chome,
Chuo-ku, and now the site of the Meidi-ya Kyobashi Store).
Tanizaki had frequented the restaurant since it was located in
Koami-cho near his family home. He left on an express train
from Tokyo's Central Station to Shimonoseki on the October 9,
arrived at Mukden around October 17, and stayed at Mokutaro's
residence. Mokutaro's diary entry on the 18th says “Went to
[Mukden] Castle with Tanizaki,” and on the 19th it reads "Went
to North Tomb with Tanizaki and Yamashita."'* It is estimated
that Tanizaki left Mukden on or around the 21st. A stay of only
four nights or so must have expanded in memory to “about ten
days” because it was so exciting for Tanizaki. They went to the
theater in Mukden and Tanizaki was evidently disappointed as it
did not live up to his expectations, but Mokutaro recommended
that he watch authentic Peking opera in Beijing, and when he
went there later, he watched the Peking operas The Monument
of Li Ling and The Imperial Pavilion starring Mei Lan-fang, Yu
Feng-xiang, Shang Xiao-yun and others, and was powerfully
affected. During their five days or so days together in Mukden,
did Mokutaro speak to Tanizaki about Fujishima, for whom he
had been procuring Chinese clothing from May to November of
the previous year? Of course neither of them wrote of it and it
cannot be confirmed either way.

Tanizaki traveled to Mukden in the north, Hankou in the
west, and Hangzhou in the south, but he was most profoundly
impressed by the scenery and cultural products of Jiangnan. It is
no wonder that Tanizaki, who was born and raised on the banks
of the river in the Nihonbashi district of Tokyo, was drawn to this
waterside scenery. He saw and heard much in China, and after
returning to Japan, he turned this material into short stories,
novels, and plays about the country. Tanizaki felt mentally and
physically liberated in China, but hectic times awaited him
back in Japan. His wife and children had been staying at his
parents house in Kakigara-cho since June of the previous year,



but after his arrival back in Japan he was constantly in motion
once more. Tanizaki attended a “Shin-shicho Tate no Kai [Home
coming Party of Shin-shicho]” at Maison Konosu on January 11,
1919. The next day there was a farewell party for Kamiyama
Sojin, an actor departing for the United States, also at Maison
Konosu, of which Tanizaki and Sato Haruo were the organizers.
Immediately afterward Tanizaki's father Kuragoro collapsed with
a cerebral hemorrhage. It appears that in the days that followed
Tanizaki, who had covered his travel expenses with an advance
on writing to be published, stayed busy writing in a room in his
parents’home next to the one where his father was laid up. The
highly acclaimed short story “A Night in Qinhuai” was written
around this time. Tanizaki also assisted Kamiyama Sojin and his
wife, who were struggling to put together the funds to travel to
the United States. Kuragoro died on February 24. As the eldest
son, Tanizaki sold off his parents house, and in mid-March he
finally settled in at a new house in 10 Komagome-Akebono-cho
with his wife Chiyo, eldest daughter Ayuko, younger sister Ise,
youngest brother Shuhei, and sister-in-law Seiko. This was the
beginning of the nine-month Akebono-cho period.

Naturally, his writing from the Akebono-cho period is notable
for frequent Chinese themes. And of course Tanizaki had
published China-themed works before his trip. The following is
a list of China-related writings, in chronological order:

“Kirin,” Shin-shicho (second series), December 1910
“Mermaid's Grief,” Chuo-koron, January 1917
"Xuanzang,” Chuo-koron, April 1917
“The Gourmet Club,” Osaka Asahi Shimbun, January 5 —
February 3,1919
“Gabo-ki” (Pleasure Boat, later retitled “Record of Travels in
Suzhou,” Chuo-koron, February 1919
"ANightin Qinhuai,” Chugai, February 1919
“Nanjing Kibogai“(sequel to "A Night in Qinhuai”), Shin-
shosetsu, March 1919

O "Seiji-iro no onna” (later retitled "Seiko no tsuki [Moon on
West Lake]," Kaizo, June 1919

O "Dreams of Velvet,” Osaka Asahi Shimbun, November 26 —
December 19,1919

O "Kojin,"[Mermaid], Chuo-koron, January — October 1920

“SuDongpo, or The Poet on the Lake (A Play in Three Acts),”

Kaizo, August 1920
“Kakurei [Cry of the Crane],” Chuo-koron, July 1921

Of the above, the works from “The Gourmet Club” onward were
written after he traveled to China, and those marked with a
circle were completed, or started, in Akebono-cho.

Tanizaki's first encounter with China was in childhood.
Sasanuma Gen'nosuke was among his classmates when
he entered Sakamoto Jinjo Elementary School (present-day
Chuo-ku Sakamoto Elementary School). Sasanuma'’s family
ran Kairaku-en, an upscale Chinese restaurant located at 29
Kamejima-cho 1-chome (present-day Nihonbashi-Kayaba-cho
2-chome), and Gennosuke became a patron who supported
Tanizaki both materially and psychologically throughout his
life. Kairaku-en was the original source of the Chinese cuisine
that frequently appears in Tanizaki's work. Also, Inaba Seikichi
was among his teachers for four years in higher primary school
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(roughly equivalent to present-day late elementary and early
junior high school). Inaba had ideas about ‘combining Wang
Yangming School Confucianism and Zen Buddhism with the
spiritual philosophy of Plato and Schopenhauer,” and evidently
had no qualms about teaching things that “must have been over
most of the students’ heads.” According to Tanizaki, he would
sometimes write Wang Yangming's poems on the classroom
blackboard and explain them, and carried the Zen text Shoho
Genzo (lit. "Treasury of the True Dharma Eye”) on his person. The
precocious Tanizaki was already writing Chinese-style poetry
in higher primary school. Although Tanizaki attended a series
of prestigious schools — Tokyo First Junior High School, First
Higher School, Tokyo Imperial University — he later praised
Inaba, saying “In all my life, I have never had a greater teacher
than him, nor one who influenced me so strongly.”'> Tanizaki
had a relationship with China even as a child.

Common to all of the China-themed fiction of the Akebono-
cho period are first of all the thick, almost crushing atmosphere;
second, the wild carnival of vivid colors; and third, the writer's
endlessly deviant imagination taking flight. In this paper on
visual art, let us focus on the colors. In “Seiji-iro no onna” ("A
Woman the Color of Celadon”), which was later renamed "Seiko
no tsuki” (Moon on West Lake), this celadon color could be
called the hidden protagonist. The first-person narrator, who
has been dispatched to Beijing as a correspondent for a Tokyo
newspaper, finds time during a one-month business trip to
Shanghai to visit Hangzhou for the first time for leisure. The first
time he sees "the woman the color of celadon”is on a train.

The profile of the ladylike young woman, sitting with her back
to me in backward-facing chair about three meters in front
of me, was beautiful and seized my attention right away...
Her taste in clothing was also delightful. Amid all the garish,
poisonously colored garments, only this woman wore a trim
and stylish light overgarment of the color of celadon and white
satin shoes, making her stand out like a single scarlet carp of
rare hue in a pond full of goldfish. [Italics mine]'¢

Note the mention of the profile of the young woman in a
celadon-colored garment. When the narrator arrives at a hotel
on the shores of West Lake in Hangzhou, it just so happens
that this same young woman is staying in the room next to his,
with her brother and brother's wife. The description of the next
morning is as follows.

The young lady's face looked even more beautiful than when
I had seen it on the train the day before. This was no doubt
partly because of the effect on her looks of the pale golden water
of West Lake beyond the railing, rippling with soft waves like
glossed silk, and the crisp air of the autumn morning outside.
The celadon-colored overgarment and trousers she wore were
just perfectly suited to the scene, and | almost suspected that
she had chosen this outfit from among many and put it on
to make herself blend in with the scene of the lake. [Italics
mine]'”

The young lady, who is eighteen years of age, suffers from
tuberculosis and has come to Hangzhou to enter a sanatorium,
but she despairs of her future, and that night she swallows a



large quantity of opium and throws herself into West Lake while
her brother and sister-in-law are not looking. The narrator, who
by chance is alone on a pleasure boat enjoying the rippling
waters of the lake, finds her floating on her back peacefully with
her hands clasped under the full moon.

The contours of her body were too stiff, like a statue, but it
had a human softness because it was soaking wet, and even
her bluish, almost black-tinted blood had turned white and
clear as if all impurities had been washed away. Now the
celadon color of her satin garment was robbed of its blueness by
the bright moonlight, and it was shining silver like the scales of
sea bass. [Italics mine] '8

In all the world's rainbow of colors, Tanizaki fixated in particular
on the pale blue celadon of Chinese ceramics, which the
Japanese have prized since the Muromachi Period (1336-1573).
It may be a coincidence that Fujishima repeatedly wrote of "a
color like that of celadon” in a letter to Mokutaro in 1917, but it
also points to a sensibility that modern Japanese artists shared
in common. Surveying Fujishima’s works and visual materials,
at least those that survive, we do not find any depictions of
celadon-colored clothing, either in Perfume (1915) or in his
portrayals of women from the 1920s. However, it may have
been a color that symbolized a vision of China belonging to a
certain era.

Tanizaki wrote from his vivid imagination, but in some
cases flights of fancy seem to have roots in fact. "Dreams of
Velvet" is a story he abandoned partway through, describing a
series of episodes in a splendid mansion on the shores of West
Lake, where a foreign couple brings boys and girls of various
ethnicities, and keeps them captive as slaves and objects for
their sadistic pleasure. When | read it for the first time, my
impression was that while it was not uninteresting, it was
remarkable that Tanizaki could come up with such absurd tales
one after another,and | thought it was just his giving free rein to
his imagination. However, Lin Qian-gian wrote that the source
of inspiration was a real man named Silas Aaron Hardoon,
a British Jew who married a woman of Chinese and French
ancestry and had a magnificent villa on the shores of West Lake.
9 This was quite a surprise to me, but Tanizaki has taught me
that it is quite natural to turn a specific key from real life and
open the doors of the imagination. While a significant number
of his works are recognized as failures or substandard, the rich
variety of keys that unlocked Tanizaki’s imagination is nothing
short of astounding.

4. Tanizaki Junichiro and Kon Toko

A discussion of Tanizaki's time in Akebono-cho cannot omit Kon
Toko (1898-1977). Tanizaki disliked moving in literary circles
and had no interest in being a mentor to younger writers. There
is no one who could be called his protégé, but Toko alone can
perhaps be called a writer who studied under Tanizaki. Toko
was expelled first from Kwansei Gakuin Junior High School and
then from Toyooka Junior High School, and arrived in Tokyo in
1915 still undecided as to whether he wanted to be a writer or
an artist. He was able to meet Ishii Hakutei with the help of his
father Buhei, the captain of a Nippon Yusen ship, and began

taking classes at the Taiheiyogakai Academy in Yanaka-Majima-
cho. Toko's memoir Hanayaka na ragyo (The Glamorous Nude),
serialized in the Yomiuri Shimbun newspaper in 1976, relates
memories of those days. He was evidently dissatisfied from the
start with the "academic style,” and after attending for a time,
during which various troubles occurred, he abruptly quit after
his teacher Nakamura Fusetsu (1866-1943) told him "The legs
[on the women you paint] look like Nerima daikon radishes.” A
surprised friend chased after him and later recalled that he said,
“Yeah, Il have a look at Okada Saburosuke’s studio in Hongo
and Fujishima Takeji's class [at Kawabata Painting School] in
Kasuga-cho. Il be like a river sprite and inhabit the place where
the water suits me best."2° Toko did not write of this later, but
Egawa Yoshihide found a roster for Kawabata Painting School
and noted that he had been admitted on March 4, 1918.2!
Kawabata Painting School was opened in September 1909 by
the Nihonga painter Kawabata Gyokusho (1842-1913), under
whom Fujishima had also studied. After Gyokusho's death on
February 14,1913, the name was changed to Kawabata Painting
Academy, and a new Western-style painting department was
established with Fujishima as instructor. Until then, Fujishima
had taught in the Department of Western Painting at Tokyo
School of Fine Arts, and also at the Hongo Yoga Academy with
Okada Saburosuke (1869-1939). After Fujishima’s move to
Kawabata Painting Academy, the Hongo Yoga Academy was left
in the charge of Okada. This was the context for Toko's parting
remark: as preparatory schools for Tokyo School of Fine Arts,
these two schools rivaled each other in popularity among
painting students at the time. Fujishima is said to have appeared
only occasionally, but Toko must have met him several times.
From the 1900s through the 1920s, many tried their hands at
both art and literature while struggling to decide between the
two. Kinoshita Mokutaro, Sato Haruo, and Kon Toko are prime
examples of those who eventually chose literature, although
Sato had work selected for the Nika Exhibition multiple times.

Sato recalled that he first met Tanizaki in May or June of
1917 when he visited his home in Koishikawa-Hara-machi with
Eguchi Kan (1887-1975) and others, requesting that he be one
of the organizers of Rashomon no Kai, an event celebrating the
publication of Akutagawa Ryunosuke’s Rashomon.?? The event,
known as Japan’s first-ever book launch, was held on June 27
at Maison Konosu. On the day, Sato delivered a greeting on
behalf of the organizers, as Komiya Toyotaka (1884-1966) and
others refused to do so. It is known from a photograph taken at
the venue that Akutagawa and Tanizaki sat facing each other in
front of a long, narrow dining table, with all the attendees lined
up behind them. As they had quietly been appreciating one
another's work for some time already, Tanizaki and Sato rapidly
grew close. Sato recalled:

| had recently parted ways with the first woman I lived with,
and begun living with the second. At first we lived in Dozaka
and then in Komagome-Shimmei-cho. Tanizaki moved to
Akebono-cho. My place was just about halfway between
Akutagawa’s residence in Tabata and the temporary quarters
Tanizaki had moved into. | think if you looked at a map,

we would all have been right on the same latitude line. If
anything, Tanizaki was closer by. Tanizaki and | got along
surprisingly well, thanks in part to this proximity, and in less
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than six months we were visiting one another at all hours.
Sometimes the two of us visited Akutagawa together.

Various incidents later occurred and Tanizaki and Sato's
relationship became complicated, but this Akebono-cho period
was the time of their most carefree and enjoyable interaction.
Toko first met Sato, and in the fall of 1918 he met Tanizaki for
the first time at Sato’'s house in Komagome-Shinmei-cho. It
seems that this was just before Tanizaki's aforementioned trip
to China. Toko wrote of it as follows:

That day, on the second floor overlooking the cemetery, | did
an impression of Mei Lan-fang that impressed Sato Haruo (or
rather made him clutch his belly with laughter). Suddenly a
short, stocky man wearing a black soft felt hat and a brown
striped Yuki pongee kimono burst into the room. Right on
his heels, a girl bounded in like a hind leg of an ewe, pulling
up her hair,and sat next to Sato Haruo.| felt a bit ashamed
and clammed up. | was introduced and learned that the man
was Tanizaki Junichiro and the young woman was named
Miss Seiko. Afterward, | learned that they were calling me “the
Japanese Mei Lan-fang”around the Tanizaki house. While
looking at the face of this famous Satanic master from the
side, I felt | could paint any number of paintings based on
the contours concealed inside his face...?

Mei Lan-fang (1894-1961) was one of the most famous
Peking opera performers of the 20th century, specializing in
womens roles, and was devoted to modernizing the genre. As
mentioned earlier, Tanizaki had seen Mei perform in Beijing
in November, and enjoyed his performance at the Imperial
Theater when Mei came to Japan in early May 1919. Seiko was
the younger sister of Tanizaki's wife Chiyo, and later became the
model for the titular character in Naomi.

Toko subsequently became a frequent visitor to the Tanizaki
household, with the title of "part-time private secretary.” He
seems to have been responsible for fending off aspiring writers
who came to meet Tanizaki with their own manuscripts in
hand, and accepted these manuscripts in place of Tanizaki who
would not have given them the time of day. During this period
Toko was engaged in a remarkable range of activities, while also
focusing deeply on certain things. He became acquainted with
Kawabata Yasunari (1899-1972), who was a student at the First
Higher School, and when Kawabata went on to university, Toko
snuck into his classes at Tokyo Imperial University, punning
on his own adopted name (applying the kanji characters for
‘stealer of lectures” rather than the usual “eastern light”). When
the sixth series of Shin-shicho was launched in February 1921,
he was added to the roster of members at Kawabata’s strong
recommendation. On the visual art side, he interacted with
Uenoyama Kiyotsugu (1889-1960), Togo Seiji (1897-1978),
Sekine Shoji (1899-1919) and others. He had not given up
completely on becoming a Western-style painter, and it is
said that he finally tossed aside his paintbrushes after failing
to be accepted in the 6th Nika Exhibition in autumn 1919. He
made a successful debut as a writer, but after arguing with
Kikuchi Kan (1888-1948) of Bungei-shunju, he gradually moved
away from the literary world and in 1930 became a monk
of the Tendai sect at Kinryu-zan Senso-ji Temple Denbo-in.
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He returned to writing after World War Il. While continuing to
engage in religious activities such as propagating Buddhism
and serving as head priest of a temple, he vigorously pursued
creative activities. Here, we should be particularly thankful for
his vivid documentation of memories of the 1910s and 1920s
in multiple autobiographical novels. The last of these was
Junikai hokai (Collapse of the Twelve-storied Tower), which was
serialized in 22 parts from the January 1975 to the July 1977
issue of the magazine Umi. The title implies that it was intended
to continue up to September 1923 and the collapse of Ryoun-
kaku in Asakusa due to the Great Kanto Earthquake, but due
to his death (he was hospitalized in June 1977 and died on
September 19), the story ends around 1922. After his death,
only the already serialized parts were published in book form.

The introductory section of Junikai hokai describes Tanizaki at
the beginning of the Akebono-cho period, relating that "When |
went to assist Tanizaki Junichiro with his move from Koishikawa-
Hara-machi to Akebono-cho, | was truly taken aback at how
few belongings he had."?* It is said that Tanizaki unhesitatingly
sold off all his furniture each time he moved, bought brand-
new furniture for his new house, and moved with little more
than the clothes on his back. What surprised Toko, and surprises
me as well, is that Tanizaki had no library whatsoever. Evidently
there was not even a bookshelf or a dictionary in his home.
The profound and extensive knowledge of things Eastern and
Western, ancient and modern was all held in his mind. Toko also
points out that with the possible exception of Sato Haruo, he
had no one who could be called a close friend in literary circles.

Unfortunately Fujishima, whom Toko is likely to have come
into direct contact with, is not mentioned in this memoir. But it
may be quite possible that Toko spoke of Fujishima to Tanizaki.
Interestingly from a visual art perspective, it is noted that
Tanizaki showed a keen interest in Asakura Fumio (1883-1964)
and Hada Teruo (1887-1945), and even possessed a bronze
sculpture by Asakura. The following recollection is of the time
after Tanizaki moved from Akebono-cho to Odawara.

Odawara was just starting to heat up, in terms of artistic
atmosphere. Always ambitious, Tanizaki had Asakura Fumio
teach him sculpting, and showed the eager curiosity of a
boy about everything. A bronze female torso by Asakura sat
on Tanizaki's desk, and as if competing with my own artistic
spirit, he told me "When we have a little free time, let's get
together and do life drawing from a model.” | thought to
myself, Tanizaki is the kind of genius who may or may not
come along once in a hundred years.?

Toko also happened to get to know Hada Teruo at a friend's
solo exhibition when he was in Kobe, and after they had both
moved to Tokyo, Toko visited Hada's apartment in Sugamo and
they went together to the area around the Junikai building
where he was gathering material for his work. Hada's depictions
of women evidently had a strong impact on Toko, which he
described to Tanizaki:

When | spoke to Tanizaki Junichiro about the painter Hada
Teruo, he took a keen interest, and said,

“That's a man Id like to meet. Introduce me sometime.”
“Please have a look at his works, too.”



"Of course | want to see them.”

He was writing Kojin [Mermaid], a novel set in Asakusa, so
when | told him what | knew about Hada Teruo, he took

an even greater interest and said, “Id like to see those lewd
drawings of his. If I like them, | might buy some."| then
searched for Hada Teruo's whereabouts for a while. First |
went to his temporary lodgings near Sugamo Prison, but he
had moved quite some time before, and even when | asked
around the neighborhood, no one knew where he had gone.
Then I met up with some painters, but while | managed to
getin some questions about Hada, | could find neither hide
nor hair of him.26

No other artists appear in Junikai hokai, but the tales Toko told
of art seem to indicate that his knowledge of it was quite
extensive. Tanizaki welcomed these stories and apparently
incorporating them into his work. For example, Kojin, which
he started writing in Akebono-cho and began to be serialized
in the January 1920 issue of Chuo-koron, is evidently a work
that was interrupted at a turning point of its original narrative
concept and set aside for some time, but near the end it
suddenly mentions the birthplace of the heroine, the stage
actress Hayashi Shinju, saying "Her childhood home was in
Sarue in Fukagawa, or somewhere like that."?” This seems to
be a bit of foreshadowing by Tanizaki. The place name is likely
related to an anecdote he heard about Sekine Shoji, who died at
the age of 20 years and two months at his home in Fukagawa-
higashi-machi on June 16, 1919, six months earlier. Toko, Kume
Masao (1891-1952), and Arishima lkuma (1882-1974) were
present at a farewell ceremony held at the Jugan-ji Temple in
Fukagawa-Sarue-cho on June 17.Tanizaki no doubt used similar
bits of Toko's chat and small talk in his work. Naturally, Tanizaki
was more knowledgeable about the literary world, and what he
ambitiously sought out was fresh news and information about
the world of visual art. This is most of all implied by the fact that
Tanizaki had begun writing works with Western-style painters as
main characters, narrators, or key characters right before he got
to know Toko.

5. Western-Style Painters in Tanizaki Junichiro’s Fiction

Tanizaki also associated with Nihonga painters such as Kaburaki
Kiyotaka (1878-1972) and Yamamura Koka (1885-1942), but
all the artists featured in his fiction are Western-style painters. In
addition, many are graduates or current students of the Tokyo
School of Fine Arts Department of Western Painting. He has
these characters discuss and debate art theory at length, as
they were spokespeople for his own ideas. Fiction by Tanizaki
featuring Western-style painters were published in rapid
succession starting the year before his time in Akebono-cho.
These are listed below, with those marked with a circle being
written or started during the Akebono-cho period.

“Ranru no hikari (The Light of Rags),” Shu, January 5, 9, and
12,1918

“Zenkamono,” Yomiuri Shimbun, February 21 —March 19,
1918

“Gold and Silver,” Kuroshio, May 1918, Chuo-koron Periodic

Supplement: “Secrets and Liberation”Issue (Original title
“Futari no geijutsuka no hanashi’ [A Tale of Two Artists]),
July 1918
“The Incident at the Yanagi Bathhouse,” Chugai, October
1918

O "Fumiko’s Feet,” Yuben, June — July 1919

O “Kojin,” Chuo-koron, January, March-May, August — October
1920

As mentioned earlier, no matter how unfettered Tanizaki's
imagination may have been, there was always an initial trigger
for each flight of fancy he spun on the page. Toko was among
the key providers of such raw material for fiction, but let us turn
now to another such individual.

In 1917, the year before he began writing fiction featuring
Western-style painters, Tanizaki published “Banshun nikki” (Late
Spring Diary) in the July issue of Kuroshio. As usual, the dates are
suspect, but it is believed to be a barely fictionalized account of
events in late April and early May of that year. Of course, despite
its being written in a literary style for the reader’s benefit, it
consists of a series of such episodes of idleness and frivolity
it is hard to believe he published them. As his mother suffers
from erysipelas (a bacterial skin rash) and his eldest daughter
develops a swelling on her neck, Tanizaki goes back and forth
between his parents’ home and his own home in Koishikawa-
Hara-machi, but in between finds plenty of time to play around
just as if he were a single man. This is related in what is clearly
an exaggeratedly confessional manner. Tanizaki gets up
around noon on April 30, and a messenger from the Western-
style painter "Mr. K of Shitaya” invites him to play cards. After he
finishes eating and hurries over, he finds the regular participants
already present and the game in progress. That evening he has
a plan to watch Maurice E. Bandmann's musical comedy at the
Imperial Theater, so Tanizaki bows out of the card game partway
through and goes home, then heads back out to the theater
where by chance he meets a group including Yamamura Koka,
Takamura Kotaro (1883-1956), and Kinugawa Kujaku (1896—
1982), an actress who had been Kamiyama Sojin's mistress.
Mr. K, who is moved by the stories Tanizaki tells, gets out a
sketchbook. During the intermission Tanizaki and Mr. K discuss
summoning one of the chorus girls to a hotel, but Osanai Kaoru
(1881-1928) and others put a stop to it. After the play ends, Mr.
K wanders off, and Tanizaki dines alone in Ginza before heading
home. In a card-playing scene on another day, Iwano Homei
(1873-1920) and Takebayashi Musoan (1880-1962) appear
and are called by their real names, and it is not clear why only
Mr. K is anonymized with an initial. Tanizaki may have refrained
from naming him because he was not part of literary circles.

“The Incident at the Yanagi Bathhouse,” published a year
and three months later, is a short story about Western-style
painter Mr. K, who graduated from Tokyo School of Fine Arts
and lives in Kurumazaka-cho, Shitaya-ku (present-day Higashi-
Ueno 1-chome / 2-chome, Taito-ku), and commits a murder
in a public bath while in an abnormal psychological state. Mr.
K, who is also the narrator, interestingly describes the steamy
room with its naked male bodies: “It was just like a painting
by Carriere, and made me feel there were countless illusions
floating before me."?¢ Mr. K had always liked wet and slippery
things, and was nicknamed an adherent of the "Slippery School”
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in his school days. He seems to be a character crafted by
Tanizaki out of the Mr. K'in “Banshun nikki."

This Mr. K of "“Banshun nikki” is undoubtably Koito Gentaro
(1887-1978). Tanizaki wrote in later years, “[Kamiyama] Sojin
often went with me to play cards at Kairaku-en in Kamejima-
cho, at Koito Gentaro’s place Agedashi and so forth."?° Koito's
family ran Agedashi, a restaurant at 20 Ueno Moto-Kuromon-
cho, Shitaya-ku (present-day 2-13 Ueno, Taito-ku). Facing onto
Shinobazu Pond, also known as “Little West Lake” in reference
to West Lake in Hangzhou, China, the restaurant opened in
Koito's great-grandfather’s day, and was popular with male
customers on their way back from the Yoshiwara red-light
district as it opened early in the morning and also offered
bathing. Its famous tofu dishes were well loved by such figures
as Mori Ogai and Nagai Kafu. After graduating from Tokyo
Junior High School, Koito aspired to become a Western-style
painter after seeing Fujishima's Butterflies at the 9th Hakuba-
kai Exhibition in autumn 1904.3° The following spring he
enrolled at the Hakuba-kai Institute in Komagome-Akebono-
cho, where Fujishima taught, to study drawing and prepare for
entrance exams. This was half a year before Fujishima departed
for Europe. The following year, 1906, Kaito enrolled in the
Tokyo School of Fine Arts Department of Metalworking. After
graduating from this department in 1911, he re-enrolled in the
Department of Western Painting. Three years later he took a
leave of absence due to diabetes, and never returned to school.
However, his oil painting was selected for the Bunten while
he was still in the Department of Metalworking, and thereafter
he steadily pursued a painting career, primarily showing in the
Bunten and Kofukai Art Association exhibitions.

It seems to have been difficult for Koito to leave his parents’
house, with its excellent location and free atmosphere in which
all sorts of people came and went. Koito continued to spend
a lot of time at Agedashi even after becoming economically
independent. Mokutaro states in his diary that on September 4,
1918, having come back from Mukden temporarily, he dined at
Agedashi with Tanizaki, Nagata Hideo (1885-1949), Kaburaki
Kiyokata, and Koito.3' Nagata had been active alongside
Mokutaro in the literary magazines Myojo and Subaru and in Pan
no Kai. After this meal, Mokutaro stopped by Kiyokata's house,
and one wonders what his interaction with the Nihonga painter
were like. The meal must have been a meaningful occasion for
Mokutaro, who was staying in Tokyo for only four days.

The following October (1919), Koito caused a disturbance.
His painting Mimeguri was accepted for the 12th Bunten, and
this was the seventh time Koito had work in the exhibition.
However, at the October 14 invitation-only viewing of the
exhibition, he for some reason told Wada Eisaku (1874-1959),
one of the judges and his former teachers, that he would like
to withdraw the work. Wada did not accept this. At 8:30 AM the
following day, October 15, just 30 minutes before the exhibition
opened to the public for its first day, Koito went to the venue
with a knife and cut up his own work, which was hanging
in Room 16. The head of the exhibition, Masaki Naohiko
(1862-1940, then president of the Tokyo School of Fine Arts)
and Fujishima, also one of the judges, were telephoned
immediately. The work is withdrawn and Koito was ordered
to repent his behavior until a disciplinary ruling was handed
down. The next day's newspapers widely reported the “bizarre
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occurrence on opening day.” Such exhibition scandals were
rare, with the exception of complaints about judgments and
obscenity issues. Various newspapers quoted Koito, Masaki, and
Fujishima. For example, Koito told Yorozu Choho:

Mimeguri, the work | submitted, was actually painted last
year. | thought it was good until | submitted it, but on the
invitation-only viewing day on the 14th | felt very negative
about it. | felt like I had been thrown out onto a battlefield
unarmored. | applied for to withdraw it, but because | was
not allowed to, | destroyed it. | have no complaint about the
review of works. | feel it is difficult for me to make a living
as an artist in the future, so | decided to escape from the
artist's life on October 15. If this had happened right after
the review, people might have misunderstood that | was
dissatisfied with the review and that was why | wanted

to withdraw the work. That is why | gave up painting and
ended up in this position.3?

Fujishima said the following:

I know of Mr. Koito's nature. He is a little emotional and tends
to get obsessive about certain things. As is often the case
with artists, when he thought he was doing a great job and
producing his finest work, but then even minor shortcomings
become apparent, he became obsessive, as | mentioned
before, and lost his judgment, with these results. Mr. Koito
made an irreparable mistake, but I have to sympathize with
him on a personal level.33

Various shades of meaning are evident here: the difficult of
saying certain things as someone with responsibility for a public
project, his feelings as a teacher who had known the younger
artist for 14 years, things he did not want to say because he was
an artist himself.

Many of the newspapers took a sympathetic tone toward
Koito's “act of artistic conscience,” but some criticized it as a
publicity stunt. In the end, Koito's actions were deemed an
objection to the final selection decision based on the judges’
consensus. This incident seems to have been big news at the
time. Koito subsequently continued producing work, but did
not exhibit for some years. He reappeared on the art scene in
May 1926 in the Prince Shotoku Memorial Art Exhibition. Koito
never did speak clearly of the incident's context, at least did not
make any attempt to set the record straight publicly.

Sixty years after the incident, shortly after Koito's death,
Imaizumi Atsuo (1902-1984) told a story he had heard directly
from Koito himself. “Koito Gentaro was told by his teacher,
Fujishima Takeji, to refrain from showing for a while at the
Bunten, which later became the Teiten, and he did not submit
work for several years. | had a relatively close relationship with
Koito, and decades after the incident, in a public dialogue at the
Bridgestone Museum of Art, | frankly if somewhat insolently
asked him what had really happened in that case.”** This “public
dialogue at the Bridgestone Museum of Art"is unmistakably the
417th Saturday lecture of April 28, 1962, "My Art (Dialogue) 6,
Saturday Lecture (Lecturers: Koito Gentaro and Imaizumi Atsuo).
Unfortunately, the museum has no record of its contents.
Fortunately, Imaizumi wrote about it as follows:



Mr. Koito scrunched up his face and smiled bitterly, as he
often did, but replied as follows, noting that until now he
had always avoided giving any justifications for the incident:
“That was the result of my stupid misunderstanding. On the
first day of the exhibition, | was drinking tea at the museum
cafeteria with Mr. Fujishima and a young painter, who had
just returned from Europe and was also exhibiting at Bunten.
Mr. Fujishima, looking in my direction, said there was no
excuse for painting such a picture and submitting it to the
exhibition.When | asked about it later, he told me he had
been talking about the work of the other painter who had
just come back from Europe, but at the time | took it as Mr.
Fujishima criticizing my painting. That's why | did what I did
toit,and | could not justify it even to myself, so since then I've
refrained from saying anything that sounds like an excuse.
But since you asked about it, | had to tell the truth.”

Mr. Koito never revealed the identity of the other painter
who had just come back from Europe. | did not want to ask,
either.?s

It was Fujishima who caused Koito this distress, and it was
Fujishima who directed him to “repent,” which he did for eight
years, and who lifted this directive. This speaks to how important
Fujishima, who had originally pointed the way to Western-style
painting, was to Koito. After he returned to the painting scene
in the late 1920s, Koito exhibited a series of still lifes evoking
Chinese Song and Yuan dynasty paintings, and subsequently
produced vibrant landscape paintings characterized by bold
brushwork, all of which seem to reflect the influence of his
former teacher.

When the Bunten incident occurred, Tanizaki was on his way
to China and just about to arrive in Mukden, where he would
reunite with Kinoshita Mokutaro after they met at Agedashi on
the 4th of the previous month. After returning to Japan, Tanizaki
must have heard about this incident. An artist’s bizarre act of
cutting up the work that is in a way his own alter ego sounds
like a classic Tanizaki plot, but he did not respond creatively
to this. “The Incident at the Yanagi Bathhouse,” published in
October, the same month as the above-described incident,
describes the Western-style painter "Mr. K" stabbing someone at
a public bath, and was probably written in August or September.
However, “Gold and Silver,” a story featuring Western-style
painters written shortly before that and published in sections in
May and July, was actually a story in which an artist cuts through
a painting. The Western-style painter Okawa, who graduated
from the Tokyo School of Fine Arts and has come back from
studying in Europe, attempts to murder another Western-style
painter and classmate Aono in the latter's studio out of jealousy
toward the acclaim for his talent, and cuts up his Aono’s work
scheduled for exhibition, Bedchamber of Matangi, which depicts
the same subject and employs the same female model as
Okawa’s own work. Aono becomes something like the alter
ego of Okawa. Tanizaki may have felt that his story had become
a reality, albeit with the details slightly changed, in particular
because Mr. K = Koito was involved. Incidentally, the story places
Aono’s studio west of Mejiro Station, which recalls Nakamura
Tsune (1887-1924) and Yasui Sotaro (1888-1955). Tanizaki was
certainly aware that the area around Shimo-ochiai was a locus
of activity for many Western-style painters in the 1910s.

Eight years later, in 1926, Fujishima allowed Koito to return
to the officially sanctioned world of painting. It is significant
that the exhibition in question featured Fujishima's The Orchid
(1926), as Koito received a study for Profile of a Girl (1927) (fig.
4), also a Chinese-style female figure in profile, directly from
Fujishima in the last years of the latter's life. Now that the oil
painting shown in the Teiten exhibiton is missing, the pastel and
pencil drawings formerly belonging to Koito have often been
presented at exhibitions as valuable examples of Fujishima'’s
work. Later, Koito described the drawing as follows:

Profile of a Girl was from 1927, when he would have been
around 60 years old. The same year he produced another oil
painting of a woman in Chinese costume seen in profile, and
even before that, his well-known The Orchid was exhibited in
1926. It seems that at the time he was deeply interested in
Italian Renaissance painting, and it seems that he collected
beautiful Chinese clothing and hair ornaments to create

a series of similar works because East Asia and China in
particular was especially suited to the theme.

He worked on Profile of a Girl as he wished using all sorts
of materials — pencil, charcoal, watercolor, pastel —and we,
his fellow artists, particularly value this work. The beauty
of the pencil lines on the face is particularly wonderful. Mr.
Fujishima also seemed very fond of it, and it was always
hanging in his room.When | received this work, I was so
happy that for a time | placed it next to my pillow when |
slept. It was like when | was a child and could not let go of
my favorite toys and picture books until | slept.3¢

For the purposes of this paper, Tanizaki's most important work
featuring a Western-style painter is “Kojin,” as he started writing
it during the Akebono-cho period and it features Chinese
themes. As mentioned earlier, he abandoned it along the
way, but results aside, it was an ambitious work that sought to
incorporate everything Tanizaki had in mind at that time. It is
said to be his work that most remarkably shows the influence
of Honoré de Balzac (1799-1850). Set in Asakusa, it features
a series of episodes related to the actresses, actors, and other
parties surrounding Goto Kanji and Fusako, as well as a theater
company director and his wife modeled after Kamiyama Sojin
and Yamakawa Uraji (1885-1947), who were in the United
States at the time. The part that was serialized and published is
of considerable volume, but it only describes what happened
in the hours from early evening until around 2:00 AM on a
Saturday at the end of April 1918. It is a novel that seems to
have been abandoned after the groundwork was laid for the
story about to unfold. The epigraph is a wulu lushi (poem with
eight lines of five characters each) containing a reference to
jiaoren (the Chinese word rendered in Japanese as kojin) by
Cén Shén (715-770), a poet of the golden age of the Tang
dynasty. Jiaoren are merfolk of Chinese legend that weave on
an underwater loom and shed pearls as tears. The text refers to
‘mermaid of this beloved opera, a product of modern Japan,”
which refers to actresses of the Asakusa opera and also more
specifically to Hayashi Shinju (shinju means pearl), the stage
name of a lead actress in the story who lives with a couple, Mr.
and Ms. Goto. A bizarre anecdote is related, in which the Goto
troupe was performing in Shanghai in May of the previous
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year when an old Chinese man burst in and shouted that
Shinju, then costumed as a beautiful young boy, was in fact his
estranged son Lin Zhen-zhu, whose name was written with the
same characters, and Shinju fainted, resulting in the cancellation
of the play.

However, a more important episode for the purposes of this
paper is the lengthy one near the beginning of the story, telling
of the Western-style painter Hattori, who lives in Matsuba-cho
(present-day Matsugaya 1-chome to 4-chome, Taito-ku) and
assists with the creation of the Goto troupe’s stage sets, and
his friend Minami, another Western-style painter, who has just
returned from a one-year stay in China with his father. The
two Western-style painters have different ways of thinking,
but their interactions are full of intimacy. This is an expression
of Tanizaki's own contradictory tastes, transferred onto the
characters' personae. In particular, the words of Minami, recently
returned from China, strongly reflect the author’s experiences
in China a year earlier. Elements appearing in other works are
scattered throughout, such as the feeling of wide open spaces
in the Jiangnan region as seen from the train, and the way
Minami recalled Hattori's home and life while walking in the
Qinhuai section of Nanjing. Minami recalls his experience in
China fondly and looks back on it as follows:

IfI had been born in a place like that, how happy | would
have been. How quickly my eyes would have opened to
the natural world if | had been raised amid this majestic
landscape. How deeply my art could have drawn from

the well of nature... Minami could not help thinking such
thoughts. He felt it was irreversible ill fortune that a person
like himself, so devoted to Chinese thought, had not been
born in China. And now, smelling the stink of cigar smoke
emerging from Hattori's mouth, he felt compelled to wallow
in this misfortune all over again. He had already come
back from China. Parting from the beloved continent, the
progenitor and source of Japan’s past civilizations, he was
stuck forever as a Japanese in Japan. In front of him was
shallow, ugly Tokyo, and not peaceful, meditative Beijing.
The difference between these two cities was as jarring

as opening a book of dull Kodan, Japanese anecdotes
after reading Arabian Nights. He did not want to abandon
Orientalism in his art, as he was after all Oriental himself.
Westernization — half-baked Westernization, at that — had
descended like a curse on Japan, the land of his birth, and
in modern-day Japan, pure natural was being so destroyed
that he did not even know where to look for it anymore. In
the scenery of this country, which was innately small and
pitiful compared to China, where should he seek for the
landscapes painted by Ni Zan and described in the poems of
Wang Mojie?3”

Minami subsequently tells Hattori that he wants to give up
Western-style painting and take up nanga (China-inspired
Southern School or literati painting):

Hattori said, "You may think you've got to be in China, but I'm
plenty happy here in Asakusa.”

“It's China for me, it's got to be China. I'm thinking of asking
my father to go to China again next year. But it kind of
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bothers me that you even mention Asakusa in the same
sentence.”

“Ha ha ha!"Hattori laughed heartily, the way people do to
conceal their embarrassment.

Minami said,“I'll tell you, 'm going to stop oil painting and
take up nanga from now on. | made up my mind on my trip
to China..."?®

The essence of the contrast between oil painting and nanga,
and its metaphorical significance, is revealed as follows. This is a
crucial point that reveals the depths of Tanizaki's psyche:

The novel was after all a new art form imported from the
West, which did not exist in Japan before the Meiji era
[1868-1912],and there were no Japanese novels worthy of
the name. Of course there were plenty of second- and third-
rate novels, but no true novels, no great novels that stand
alongside Hugo, Balzac, Tolstoy and the like could grow
except in Western soil. The reason (in his father's opinion)
was that Oriental art differed from Western art not only in
form, but also in its fundamental spirit.3°

For Tanizaki the form of the novel, the underlying framework
itself, was an art imported from the West. Tanizaki, who
absorbed Western literature and particularly 19th-century
French novels, saw a similarity between his own work and
that of Japanese painters from the Meiji era onward learning
Western-style painting, i.e. oil painting. He unveils an analogy
between Western painting, which modern Japanese learned
from Europe, and the novel. This is why Tanizaki made Western-
style painters rather than Nihonga painters into characters in
his novels. Writing about China in the form of a novel meant
intermingling East and West. Nanga painting is probably a
metaphor for East Asian poetic forms such as Chinese poetry,
tanka, and haiku. However, Tanizaki did not immerse himself
in the world of verse, but stayed in the world of the novel. He
never departed from the Western framework. His complex and
unstable equilibrium of devotion and dread toward Chinese
culture is revealed in his final China-themed story “Kakurei (Cry
of the Crane)” (July 1921). His career is similar to the painting
career of Fujishima, who occasionally painted and exhibited
Nihonga, but remained focused on oil painting.

6. Fujishima Takeji in the late 1910s

The 5th Bunten of 1915 was an important opportunity for
Fujishima to resuscitate his career. Fujishima had been drawn
into the Bunten versus Nika Association split ongoing since the
fall of 1913, and eventually chose to remain affiliated with the
Bunten and not join the Nika Association, but refrained from
exhibiting in the October 1914 Bunten. The works he presented
to the world at the Bunten for the first time in two years were
Sky (Iwasaki Museum of Art), which depicts clouds rolling up
the slopes above Lake Yamanaka where his friend Akaboshi
Tetsuma (1882-1951) had a vacation home, and Perfume (The
National Museum of Modern Art, Tokyo), portraying a female
figure in Chinese clothes sitting quietly with a snuff bottle on
the table in front of her. These two subjects aptly embody his
future path forward. Five years after returning from Europe,



Fujishima, a 48-year-old professor at Tokyo School of Fine
Arts, was in a position both to draw attention and to fulfill his
responsibilities as a central figure in the art world. The following
is a list of his works shown in the Bunten and Teiten exhibitions
from 1915 through 1924, when he presented Orientalism:

October 1915 9th Bunten
Perfume (The National Museum of Modern Art, Tokyo) =
half-length portrait of a woman in Chinese costume
Sky (lwasaki Museum of Art) = landscape beside Lake
Yamanaka
October 1916 10th Bunten
Tranquility (Tokyo National Museum) = landscape of Lake
Hamana
October 1917 11th Bunten
(Did not submit work)
October 1918 12th Bunten
Smell of the Grass (private collection) = Italian landscape
October 1919 1st Teiten
Around Campidoglio (Nakanoshima Museum of Art, Osaka)
= |talian landscape
October 1920 2nd Teiten
Morning (whereabouts unknown)
October 1921 3rd Teiten
Portrait of a Woman (Woodone Museum of Art) = half-
length portrait of a woman in Western clothing
October 1922 4th Teiten
(Did not submit work)
October 1923
(canceled due to the Great Kanto Earthquake)
October 1924 5th Teiten
Orientalism (Artizon Museum) = half-length portrait of a
woman in Chinese costume
Amazon (Iwasaki Museum of Art) = full-length portrait of a
woman on horseback on a beach

What Morning (1920) looked like is unknown, but reading
newspaper reviews of the time, it seems it was a landscape
with the morning sun shining through clouds. All the others
are imposing, substantial works typical of Fujishima during this
period. If we survey this body of work alone, it seems he was
steadily following a confident and dignified trajectory, but if we
take a more expansive view in line with the gist of this paper, a
few things need to be pointed out.

First, he did not exhibit in the Bunten of 1917, the time when
he was requesting that Kinoshita Mokutaro purchase Chinese
apparel. He must have had some work he was ready to exhibit,
of course, but we do not know what it was or why he decided
to withhold it. That year he exhibited the landscape /nland
Sea at the 5th Kofukai Art Association Exhibition in February,
which was highly acclaimed in newspaper reviews, many of
which note a connection with Tranquility, his work featured in
the previous year's Bunten exhibition work. His work for that
autumn’s Bunten was probably going to be another Japanese
landscape.

We should note that the paintings exhibited in 1918 and
1919, a time when Tanizaki was focusing on both Western-
style painters and Chinese themes in his fiction, were both
Italian landscapes, Smell of the Grass (private collection) and

Around Campidoglio (Nakanoshima Museum of Art, Osaka).
Both are based on sketches made during his stay in ltaly
(December 1907 — November 1909) ten years earlier. While
based on actual scenery, it can be said that both were intended
as decorative paintings. While the oil version of Smell of the
Grass is never exhibited, the watercolor study on which it was
based is known. A grassy slope occupies three-quarters of
the picture, and in the distance beyond this hill stands a two-
story building with white walls and a red roof. Partway up the
slope on the left is a tree with its trunk truncated by the edge of
the paper, exerting a presence as if glaring at the entire work.
What is most memorable here is the fullness of the slope that
gradually curves upward from the foreground. Those familiar
with Land Tilled to the Mountaintops (1938, Ohara Museum of
Art), a work of his later years, will see the artist's innate qualities
expressed in the volume of the ascending slope. There are no
obviously Italian elements, but the scenery differs from that of
Japan. Meanwhile, Around Campidoglio is a diptych of vertically
elongated oil paintings. It is not clear how Fujishima intended
them to be viewed, but the scene depicted is not continuous,
and it seems to me that he envisioned them exhibited slightly
apart. The scene of buildings in a historic quarter of Rome is
appealing due to the robust vitality of its atmosphere. There is
also a delightfully subtle balance between the sober colors of
the stone architecture and the brilliant azure sky. A mother and
child act as figures that anchor the scene while also asserting
that the work does not merely depict the culture of the past,
but the living landscape of today. The significance of Fujishima's
ruminations on his Italian experience during this period cannot
be overemphasized.

Meanwhile, with regard to his acquisition of Chinese
women's clothing, Fujishima may have continued
communicating with Kinoshita Mokutaro in Mukden from 1918
onward. If he was continuing to collect Chinese garments,
it stands to reason that he would have been continuously
producing related works. One known example, although he
did not exhibit it, is Girl in Chinese Dress (Himeji City Museum of
Art, fig. 5), painted in 1920. The female figure is not in profile,
but facing forward with a somewhat relaxed posture. She
wears a crimson garment with a centered collar, and with the
exception of the pattern on the edges, its design and vividness
of color can be seen to connect to the series of portrayals in
profile that began with Orientalism in the mid-1920s. Its lineage
obviously differs from that of Profile of a Girl (fig. 3) reproduced
in a magazine in February 1918. We can see signs of Fujishima
taking new steps forward in his depictions of women in Chinese
costume.

From the mid-1910s through the early 1920s, it can be
said that Fujishima addressed a very wide variety of subjects
and showed a great deal of range in terms of color and
brushstrokes. This relates to his preparations for the half-length
portrayals of women in Chinese costume, which are the focus
of this paper, in the mid-1920s. However, no matter how freely
our imagination and creativity take flight, there are times when
one must bow down before overwhelming force. The Great
Kanto Earthquake of 1923 instantly swept up artists and writers
alike in sudden and devastating destruction. In the next section,
we will explore the ways in which this natural disaster became
a turning point for Fujishima.
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7. The Great Kanto Earthquake

The vibrations of the Taisho Kanto Earthquake began just before
noon at 11:58 on Saturday, September 1, 1923, and it has been
determined through 21st-century research that it had a total of
five magnitude-7 (M7) class aftershocks over the course of two
days. The main (first) earthquake struck at 11:58 on the first day,
with a magnitude of 7.9 at the epicenter in northern Sagami
Bay. The second quake hitat 12:01, at M7.2 in the northern part
of Tokyo Bay, and the third at 12:03, measuring M7.3 at the
epicenter in eastern Yamanashi Prefecture. The fourth: 12:48,
epicenter in Tokyo Bay, M7.1. The fifth: 11:46 on Day 2, epicenter
offshore from Futtsu in Chiba Prefecture, M7.6. And the sixth:
18:27 on Day 2, epicenter offshore from Kujukuri-hama, M7.1.
The first quake caused fires to break out in many parts of Tokyo
and Yokohama, and 90% of the estimated 105,000 victims died
in the fires. In Tokyo two areas, around Senso-ji Temple and
Kanda-izumi-cho and Sakuma-cho, survived like miraculous
floating islands, while the fire swept all the way from Honjo-
ku (present-day Sumida-ku) through Kyobashi-ku (present-day
Chuo-ku). The disaster as a whole, including the devastation
caused by fire, is known as the Great Kanto Earthquake.

Things occurred in many places that were so horrific
the word “tragedy” seems to trivialize them: the corpses of
thousands who perished at the Army Clothing Depot and
Shin-Yoshiwara, widespread massacres of Korean residents of
Japan, the extrajudicial killings known as the Amakasu Incident.
Each individual experienced their own personal disaster. | lack
the descriptive ability to do justice to the whole disaster, and
there is insufficient space to do so here. In accordance with
this paper’s objectives, | would like to make the following four
points regarding art. First, an enormous number of artworks
in private collections were lost in the burned-out areas. At the
same time, we cannot forget that there were some precious
works were miraculously salvaged through people's devoted,
self-sacrificing efforts. Second, the damage to the Imperial
Household Museum and Takenodai Exhibition Hall was actually
quite negligible, as the fire that swept across eastern Tokyo just
barely stopped below the higher ground of Ueno. Agedashi
at the foot of Ueno was burned. Third, because September
1 was the invitation-only viewing day of both the 10th Nika
Exhibition and the 10th Inten (Institution Exhibition), there
were many Japanese artists gathered in Ueno at the time of the
initial quake. Some of them spent the night in the Exhibition
Hall to escape the fire and chaos that lay between them and
their homes. Meanwhile, the area around Ueno Park became
an evacuation site for many survivors, and the artists must have
seen the countless temporary relief facilities built, the low-
lying, working-class area of Tokyo burned to the ground, and
the collapsed and burnt remains of Ryoun-kaku (also known as
Junikai, mentioned earlier), Japan’s first Western-style high-rise
building. Fourth, the artists were at risk of losing their identity
after witnessing the world collapse around it in a single day
and night. Subsequently, various kinds of efforts were made to
preserve their identity.

When the first earthquake struck, Yokoyama Taikan
(1868-1958), Kimura Buzan (1876-1942), Kondo Koichiro
(1884-1962), Kawabata Ryushi (1885-1966), Maeda Seison
(1885-1977) and others were at the Inten venue, where

146 |

Taikan's Metempsychosis (The National Museum of Modern
Art, Tokyo) was being installed. Those at the Nika Exhibition
venue included Tsuda Seifu (1880-1978), Yamashita Shintaro
(1881-1966), Arishima Ikuma (1882-1974), Fujikawa Yuzo
(1883-1935), Tanaka Kisaku (1885-1945), Kunieda Kinzo
(1886-1943), Yokoi Reiichi (1886-1980), Koide Narashige
(1887-1931), Kuroda Jutaro (1887-1970), Yasui Sotaro (1888-
1955), Umehara Ryuzaburo (1888-1986), Nakagawa Kigen
(1892-1972), and Koga Harue (1895-1933). Both exhibitions
were immediately closed down, and the 5th Teiten scheduled
for the following month was called off. All of these painters
experienced the disaster in their own way. | have written in the
past about Koide's experience.*® Koide spent the night at the
Takenodai Exhibition Hall and then went to Yamashita Shintaro’s
home in Shirokane-Sanko-cho on September 2. He was finally
able to return to his own home in Osaka two weeks later. Koide
subsequently made efforts to organize the Nika Exhibition,
which had been canceled in Tokyo, in Kyoto and Osaka. The
major change his work underwent can be grasped by viewing
two portrayals of his first son Yasuhiro side by side. Boy Standing
(Yamatane Museum of Art) was painted in February 1923, seven
months before the earthquake, and Boy with a Toy Trumpet (The
National Museum of Modern Art, Tokyo) in December and
January, three to four months after the quake. While they depict
the same model, dressed the same and in the same posture, the
two works are incredibly different considering they were made
only 10 months apart. To put it briefly, we can see extraordinary
progress in terms of selection and arrangement of subject
matter. Perhaps no other example so easily understandable.
The main focus of this section is exploration of the impact of
Fujishima's earthquake experience on his work, but before that,
for purposes of comparison, let us look at how Tanizaki reacted
to the event. Sometimes branded a Satanist, often speaking
and acting in a manner that showed little concern for his family,
Tanizaki stepped into the role of bold and resolute patriarch
after the earthquake, taking effective action in a manner that
cannot help but surprise us. It seems to me that he never lacked
practical skills for daily life, otherwise he would probably not
have been able to maintain homes in both Kyoto and Atami
after World War I, both staffed with servants, and spend a
million yen per month to support his large extended family.
Tanizaki, who had been staying at Kowakudani Hotel in Hakone
with his family since August 2 to escape the summer heat,
returned home to Yamate, Yokohama on August 27 in time for
his daughter Ayuko's second semester of school to begin. Two
days later he headed back to Kowakudani on his own, bringing
a manuscript in progress. On August 31 he went to the Hakone
Hotel on the shores of Lake Ashinoko for a change of pace, but
they did not have the kind of Western lodgings he was looking
for, so at 11:30 on Septemer 1 he got on a bus to return to
Kowakudani Hotel. He was on the bus when the first earthquake
struck. Tanizaki escaped harm thanks to the quick-witted
bus driver's actions, went the rest of the way to Kowakudani
Hotel on foot. That night he slept outdoors with other guests.
Interestingly, while Tanizaki believed that night that Tokyo and
Yokohama had also been destroyed by the earthquake and
fire, everyone else there thought the quake had only affected
a limited area in Hakone. When people were stunned to see
the red sky above Odawara, Tanizaki advised them that if they



climbed to the top of the mountain they would be able to
Tokyo and Yokohama burning farther off, but no one made
any move to do so. After confirming that transit to the east was
blocked, Tanizaki headed west on the 4th. He took a train from
Numazu and arrived in Osaka on the morning of the 5th. To
obtain some funds immediately, he wrote some “Notes” for the
Osaka Asahi Shimbun. Tanizaki searched for a ship from Kobe to
Tokyo, and on the 9th he boarded the Shanghai-maru, of which
Kon Toko's father Buhei was captain. He landed in Yokohama on
the 10th and was reunited with his family who had evacuated
from Yokohama to Toko's house in Hongo-nishikata-machi. After
staying at acquaintances’ homes in Ogikubo and Omori, on the
20th he and his family sailed from Shinagawa to Kobe on the
Shanghai-maru, accompanied by Osanai Kaoru and family. They
moved into a rented house in Kyoto on the 27th.

Many artists temporarily evacuated to the Kansai region
due to the earthquake, but as the situation in Tokyo and
Yokohama returned to normal, they returned one by one.
However, Tanizaki never went back. The earthquake, which he
experienced at the age of 37, was a turning point in Tanizaki's
life that acted as impetus for relocation to Kansai. Studies of
Tanizaki conventionally divide his life into two phases, before
and after the 1923 move to Kansai, and this certainly does seem
to make sense. Compared to his writing with Chinese themes
and featuring Western-style painters before the earthquake,
such post-1924 works as Naomi (written from March 1924 to
July 1925), Manji (March 1928 to April 1930), Some Prefer Nettles
(December 1928 — June 1929), and A Portrait of Shunkin (June
1933) look to later readers like Tanizaki finding his true voice. It
is often said that the encounter with the cultural depth of Kansai
created a new Tanizaki, but this paper adopts the position that
the change was brought about by the Great Kanto Earthquake
S0 as to segue into a discussion of Tanizaki's relationship with
Fujishima Takeji. Of course, this idea is not unique to me.

While post-World War | Europe saw the emergence of Dada
and Surrealism, there was also a marked return to tradition and
classicism. Faced with the reality of unprecedented carnage
unlike humanity had ever experienced, European artists were
in a position of peril and anxiety toward the threat of self-
destruction. Vectors of acceptance of anxiety as an aspect of
the human condition that generated new ideas gave rise to
Dadaism and Surrealism. The latter took the path of preventing
self-destruction by upholding fragile consciousness with solid,
unwavering tradition. These two vectors were able to coexist
within a single individual's character. In Japan, where no combat
took place during World War |, it was the Great Kanto Earthquake
that plunged everyone into a state of psychological crisis. In
terms of merciless and instantaneous destructive power, the
earthquake could be called even more devastating than war.

Naomi was the first thing Tanizaki wrote after relocating
to Kansai. The story of Naomi, a girl who gradually comes to
gain control over the main character, Joji, can be called the
culmination of his early career, in which he refined the themes
presented in his debut work Tattoo. Five years later, in Some
Prefer Nettles, the protagonist Shiba Kaname finds in ningyo-
joruri puppet theater and his father-in-law's concubine Ohisa a
common image of the eternal feminine. Chiba Shunji believes
that Tanizaki's “discovery of archetypes” during this period
led to the interpretation of Platonism that Tanizaki had been

working on since the 1910s. Chiba focuses on Aozuka-shi no
hanashi (A Tale of Mr. Aozuka), which was written between
these two works and has not received much attention in the
past, and emphasizes its importance in terms of formation of
the “unending obsession with ‘one woman.”4' Drawing on his
filmmaking experience as an advisor to the Taisho Katsuei film
studio during his time in Yokohama, this short story takes the
form of a suicide note from film director Nakata to his wife
Yurako, an actress. The Aozuka of the title is a man who has
never met Yurako but collects every image of her from film stills
and studies her features in the most precise and subtle detail,
then creates love dolls of her in various poses and indulges his
lust for her at home. After he witnesses this, Nakata begins to
deteriorate mentally and physically, and eventually takes his
own life. Below are the words Aozuka speaks to Nakata at his
home.

So, when it comes down to it, can't we say that Miss Yurako
in the films is the real person, and your wife the shadow

of it? What does your philosophy say about this? Your wife
is getting older, but Miss Yurako on film is always young,
beautiful, vivacious, glamorous, leaping and jumping for
joy... You must realize that your beautiful young wife has
fled into the films, and it is only her shell that is now by your
side... And in the end, these films are not the creations of
you the director and your wife the actress, but the dancing
girls and charming tomboys inhabited the film from the
beginning. Unlike your wife, she is the eternal woman. Your
wife was only possessed by this eternal woman at one time
and served as a vessel for her spirit.*2

Eventually, Nakata comes to see not only Yurako but also
himself as only a “shadow.”

Thatis as it may be, but | believed there was only one of

my darling, adorable Yurako in the world, completely my
own, and since that night, that belief has completely faded.
Her body is scattered all over Japan, hoarded on the closet
shelves in that old man's bedroom, you are only one of many
Yurakos, or you are just a shadow... When that feeling arises,
it seems that no matter how close | hold you to me, you will
never be the one and only “you." And in the end, just as you
are a shadow, | feel myself become a shadow as well.43

After the Great Kanto Earthquake, many people must have
experienced an existential crisis in which they could not see
themselves as truly alive. As mentioned above, some took
various new approaches to accept this crisis as it was and affirm
it, while some bound themselves to comfortably solid tradition
for support and shelter from uncertainty. It can be said that
Fujishima chose the latter, and that was why the influence of
the Italian Renaissance and Chinese culture appears in his work
around this time.

It is unclear what Fujishima did immediately after the
earthquake. As a researcher of art, | cannot help but envy the
close documentation of Tanizaki's actions, which can be traced
in detail day by day. It is not even known where Fujishima
was on September 1. From the memoirs of Terada Torahiko
(1878-1935), who lived nearby, that there was not much
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damage to Akebono-cho. As with any artist, he must have gone
around and surveyed the devastation. In place of the canceled
5th Teiten, the Japan Art Exhibition was held at the Second
Industrial Pavilion in Okazaki Park, Kyoto starting on November
20. Fujishima exhibited Part of Tokyo after the Great Earthquake
(Woodone Museum of Art, fig. 6). In my opinion this is an
excellent work that depicts the scene honestly while showing
emotional restraint, but it is also a somewhat odd painting.
Although the title refers to "part of Tokyo,” there are no large
buildings atop the undulating hills, and it does not look like the
scenery of Tokyo. There is a building in the center that seems
to have collapsed in the quake, but rather than having just
fallen down a few days or weeks ago, it looks more like a ruin
that had already collapsed centuries ago, like the Roman ruins
in Italy. This impression is accentuated by the woman in the
foreground, who seems to be engaged in rescue operations,
but is not an ordinary nurse but appears to be involved with
the Christian church. With its quelling of strong emotion,
this painting stands out from other artists’ depictions of the
earthquake. For example, September 1, 1923 (The Museum of
Contemporary Art, Tokyo) by Kanokogi Takeshiro (1874-1941)
was completed one year later, but it shows a contrasting desire
to superimpose a certain sense of the sublime, as if to convey
the heat and smell of the raw reality immediately after the
earthquake. This may be not because Fujishima had lost the
youthful ability to respond vividly to the disaster, but because
he was trying to store something up inside himself.

Fujishima wrote nothing about his experience of the
earthquake. The first writing he published after the earthquake
was "‘My Pseudonyms,”in April 192444

Recently, when | paint Nihonga | go by the pseudonym “Ganto
(Containing the Moon)." This is taken from togan meigetsu or
togan gento (“‘cockscomb pearl mussel contains the bright
moon’), in the chapter 90, Zhimen's dialogue on the essence
of Prajna, the Buddhist wisdom in Hekiganroku (Blue Cliff
Record).  am quite taken with this beautiful notion that

the light of the bright moon is reflected in a shell and has
become a pearl.

He seems to intentionally avoid mentioning the disaster seven
months earlier, even if this was in response to his editor’s
wishes. | have written before about the significance of pearls
and Buddhism to Fujishima before.45 Here | would like to note
that it was just months after the Great Kanto Earthquake that he
changed his pseudonym from “Kocho" to “Ganto.”

Amid the crisis of impending self-destruction after the
earthquake, Fujishima sought to seize on solid, established
traditions. It is not necessary to repeat that the painting on
which this paper focuses features a profile inspired by the
Italian Renaissance, Chinese costume, and a fan reminiscent of
the Qing dynasty paintings of flowers and vegetation. To this
we can add the duilian couplet in the background. The three
characters at the top are legible, and Miyazaki Noriko pointed
out that it is from the second verse of Nan tang wu shou [Five
Verses on the South Hall] by Su Shi (1037-1101), as Kojima
Kaoru reported.#¢ One can only be amazed at the erudition
of Miyazaki, the scholar of Chinese art who identified this
source with just three characters. Su Shi was revered as an ideal
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personification of the literati, not only in China but also in Japan
from the Muromachi Period (1336-1572) onward. Despite
twice experiencing political defeat and disgrace, he accepted
his destiny as motivation, strengthened himself with cheerful
thought in the midst of adversity, and expressed it in poetry,
calligraphy, and painting. His first exile was in 1080, at the age
of 43,and he spent five years in Huangzhou due to controversy
over something he had written. During this time, Su Shi studied
Zen, took the layman's name of Dongpo, and wrote The Red
Cliffs and Latter Odes on the Red Cliffs. Five Verses on the South
Hall'is a work that shows fresh ambition to be active as a literati,
thanks to the South Hall his supporters built to give him respite
from the heat during this time in Huangzhou. The second verse
reads:

I'am old, but still have my eyesight

Suffered many illnesses, but my hair is not white yet

That is why I make a window for the light and write trivial
characters

I open the windows wider and prepare the scarlet

(Italics mine, indicating the characters in Fujishima’s painting)

A duilian is a couplet, i.e. a set of two phrases. The line accom-
panying “That is why | make a window for the light, and write
trivial characters”that Fujishima drew in the picture is“l open the
windows wider and prepare the scarlet.” It refers to the actions
of an artist opening the windows of a dark room and preparing
red paint. Of the two lines he had in the studio, the second
phrase was probably too obvious and Fujishima embarrassed
to use it. However, we should consider the part of the duilian
in the picture to also imply this phrase that does not appear.
This couplet was just right to express Fujishima's frame of mind
as he sought to enter a new phase of development. Here,
however, | would like to introduce another anecdote about Su
Shiin Huangzhou.

Poem on the Cold Food Observance in Huangzhou in running
script (National Palace Museum, Taipei) is one of the greatest
works of calligraphy by Su Shi, also from his time in Huangzhou.
He composed the poem himself, and it is has a postscript by
Huang Ting-jian (1045-1105). Ishikawa Kyuyo (b. 1945) gave
it the highest praise: “If you are asked what calligraphy is, you
can say nothing, and simply show this work. It is calligraphy
that embodies calligraphy, ‘calligraphy among calligraphy.” 4
During the reign of the Qianlong Emperor (1711-1799) it
was in the collection of the Qing dynasty court, and entered
the private market in 1860 when the British-French Allied
Forces set fire to Yuanmingyuan Park. The burn marks at the
bottom are said to be from this time. It was shipped to Japan
in 1922 and purchased by Kikuchi Seido (1867-1935). Seido
was a businessman who succeeded the kimono shop Sano-
ya in Motohama-cho, Nihonbashi-ku (present-day Nihonbashi-
Oodemma-cho, Chuo-ku) and also served as an executive of
Tokai Bank Ltd. and Toppan Inc. He was also the grandson of
Ohashi Totsuan (1816-1862), who excelled at composing
Chinese-style poetry. His massive art collection was lost in the
Great Kanto Earthquake, and only five pieces were salvaged.
Risai-bijtsuhin-mokuroku (Catalogue of Artworks Lost by the
Earthquake), which lists works of art in Tokyo that were lost in
the quake, states:



Mr. Kikuchi was known far and wide as a great collector,

but only five works could be salvaged: Imaginary Tour
through Xiao-xiang by Li, Poem on the Cold Food Observance

in Huangzhou in running script by Su Shi, Yu Constructing A
Gate by Watanabe Kazan, Stones and a White Cat by Watanabe
Kazan, and Portrait of Huineng by Takahashi Sohei. We can
only sigh and mourn the loss of the many priceless treasures
that were all burned to ash in storage in Motohama-cho and
at his Shitaya-Take-cho villa. It is difficult to list the items in
detail, so only an overview is given here. 8

Imaginary Tour through Xiao-xiang by Li is currently in the
collection of the Tokyo National Museum. Poem on the Cold
Food Observance in Huangzhou in running script was taken
abroad after World War Il and restored to the collection of the
National Palace Museum, Taipei in 1987. Incidentally, | believe
it possible that Fujishima was aware of the miraculous survival
of Su Shi's calligraphy. No point of contact between this work
and Fujishima has been found thus far, nor even any point
of contact with Kikuchi Seido. However, the fact that Su Shi's
poem from around the same time appears prominently in the
background of Orientalism may have signified a tribute to the
fact that Su Shi's masterpiece remained in the world and could
be passed on to posterity. This seems to connect exactly to the
true spirit of an artist who turned to the traditions of Chinese
culture unwavering bedrock amid a crisis of self-destruction.

Incidentally, during the period when Tanizaki was writing a
lot of China-themed fiction he published the three-act drama
“Su Shi, or the Poet on the Lake" (Kaizo, August 1920) with Su Shi
during the Hangzhou years as the protagonist.

8. Orientalism Thereafter

Unlike Tanizaki, Fujishima taught numerous pupils, at Tokyo
School of Fine Arts, Hongo Yoga Academy, and Kawabata
Painting Academy. Among them was Uchida Iwao (1900-1953).
Uchida graduated from Fujishima’s class in Tokyo School of
Fine Arts Western Painting Department, then studied abroad
in France. He returned to Japan in 1932, and after Teiten
controversies such as the “Matsuda reorganization,” in 1936 he
joined eight comrades including Inokuma Gen'ichiro (1902-
1993) and Koiso Ryohei (1903-1988) in forming Shinseisaku-
ha Kyokai (New Creation Association). As a result of getting to
know Maeta Kanji (1896-1930) while in art school and idolizing
Jean-Baptiste Camille Corot (1796-1875) in France, he decided
to pursue realism and produced a body of imposing portraits.
Perhaps he took after his father Roan (1868-1929), a writer, in
that he often produced social statements, and he also wrote
a considerable amount as well as actively participating in
social movements. In September 1944, late in World War I, he
evacuated to Osakabe Town, Okayama Prefecture (present-day
Osa, Niimi City), and in July 1945, Tanizaki moved from Tsuyama
to the nearby Katsuyama Town (present-day Katsuyama,
Maniwa City, Okayama Prefecture). In February 1946, Uchida
learned that Tanizaki had continued to working on The Makioka
Sisters even when its writing and sale were banned by the
military authorities, and he offered to paint the portrait. Uchida’s
name appears in Tanizaki's “Winter Diary” entry for February 6,
which was published later.“In the evening, Mr. Kiyotomo asked

me to look at dozens of sketches by Uchida Iwao. They were
all of women in profile, but every one was interesting.”#® This
indidates that Uchida intended from the beginning to portray
Tanizaki in profile. Uchida visited Tanizaki for the first time on
March 4, and work began on the 6th at Tanizaki's temporary
abode. It seems that Uchida, a drinker, became intoxicated
and stayed at an inn in Katsuyama on the day. The portrait was
completed with Tanizaki modeling for just four days, after three
more sessions on March 11, 12,and 13 (fig. 7).

Itis a half-length portrait in profile of the 62-year-old Tanizaki
in a kimono, against the backdrop of the snow-covered
mountains of Katsuyama and a clear sky. It is recognized as
“the pinnacle of Uchida’s realism,”*® but rather than depicting
a literary figure in his everyday surroundings, it strikes one as
a mysterious image of something out of a fairy tale despite
being a portrayal of an aging man. The depiction of Tanizaki is
obviously an adaptation of Piero della Francesca’s The Duke and
Duchess of Urbino (1472-74, Uffizi Gallery) and Fujishima's The
Orchid (fig. 2). In this work Uchida recollects his former teacher,
who had died three years earlier. Or perhaps it can be said
that with this work, Uchida inherited the profile of a woman in
Chinese dress that began with Orientalism. It is unclear whether
Tanizaki remembered Fujishima when he saw the finished
portrait.

I have written about Orientalism in a roundabout way,
which | describe in the title as “elliptical,” but my hope is that
future studies of this work will go beyond the usual critique
of Orientalism and it will once again be the subject of rich
interpretations. In Tanizaki Junichiro studies, a reappraisal of the
criticism of his Taisho Era Orientalism is already underway.>' |
will be delighted if this paper contributes in some small way to
such reappraisals.

Finally, | would like to cite an anecdote from 15 years before
the production of Orientalism. After living in Italy for two years,
Fujishima stopped back in Paris on his way back to Japan. His
pupil Arishima Ikuma was waiting there. The following was
written on a postcard dated November 19, 1909, from Arishima
to Shiga Naoya (1883-1971) in Tokyo. It was about three weeks
before Fujishima left Paris.

Mr. Fujishima arrived from Rome on the 14th, and I've been
seeing him every day. We are having a marvelous time. When
critiquing a painting, he often uses the phrase “it gives me a
dreamlike feeling,” but this is also the feeling | get when | see
him and experience his inimitable personality.>?

Fujishima and Arishima viewed paintings at the Louvre and
the Luxembourg Museum, and no doubt spoke of “a dreamlike
feeling.” There is no doubt that this kind of feeling is exactly
what Fujishima Takeji sought to achieve in his work.

(Educator, Artizon Museum, Ishibashi Foundation)
(Translated by Christopher Stephens)
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Development of Multipurpose Crates for the Transport of Paintings

YAMATO TRANSPORT CO., LTD. + TADOKORO Natsuko + HARA Sayuri

Introduction

From the point of view of environmental conservation, the
Ishibashi Foundation has taken a long-standing interest in
multipurpose, reusable crates for transport (referred to hereafter
as multipurpose crates). When Bridgestone Museum of Art
(the present Artizon Museum) went into long-term closure
following reconstruction of the building in Kyobashi, Tokyo, as
one of the new projects to be undertaken while the museum
was closed, we decided to work on developing multipurpose
crates. In order to do so, in addition to the curatorial section of
our museum, we sought the cooperation of YAMATO GLOBAL
LOGISTICS JAPAN CO., LTD. and YAMATO PACKING TECHNOLOGY
INSTITUTE CO., LTD. (both of which merged into YAMATO
TRANSPORT CO., LTD in April 2021). This paper outlines the
circumstances of how we came to develop multipurpose crates,
a summary of the development, and a survey of the actual use
of these crates.

The Ishibashi Foundation inaugurated the Ishibashi
Foundation Art Research Center (referred to hereafter as ARC) in
Machida, Tokyo in 2015. Consequently, the museum’s functions
of exhibition and storage were divided. Before the temporary
closure of the museum, our collection and reference materials
were stored dispersedly in several locations such as the
museum in Kyobashi, the museum annex in Azabu-Nagasaka-
cho (closed in 2019), Ishibashi Museum of Art (the present
Kurume City Art Museum) in Kurume, Fukuoka, and several
warehouses we had contracted with in Tokyo. The ARC was
established as a new facility where these could be administered
in one place. The reason we separated the exhibition and
storage functions was a measure to disperse the risks of natural
disasters such as the Great Hanshin-Awaji Earthquake of 1995
and the Great East Japan Earthquake of 2011. However, as
holding exhibitions of the works in our collection is the linchpin
of our activities as a museum, development of multipurpose
crates to transfer the works for each occasion was a key issue
in order to realize due consideration of the environment and
convenience.

The prerequisite for developing multipurpose crates was
that they could be utilized for transporting framed paintings
from the Ishibashi Foundation collection. Prints and drawings
on paper and three-dimensional works such as sculptures and
craftworks were excluded from this project as the specifications
for such works differ from paintings. In principle, we looked
into the specifications for framed paintings transferred by
truck between our museum in Kyobashi and the warehouse

in Machida. Environmental conditions for transport by airplane
and ship differ and require different specifications. Furthermore,
cases in which we lend a work from our collection or borrow
from another museum were also excluded as they involve
coordination with the other party.

Together with YAMATO TRANSPORT CO., LTD., we selected
the materials for the inside and outside of the crates and
considered the specifications over and over again. Experiments
to compare changes in strength, temperature, and humidity
with conventional materials were undertaken. We classified
the framed paintings to be transported according to the shape
and size of their frames and chose works which were not too
decorative on the perimeter and those which were glazed. Two
types of trial crates were made, one to fit size 6 to 20 canvases,
which formed the majority among the works selected, and
another to fit larger canvases up to size 40. These crates were
tested for transport of paintings within Tokyo, and we reviewed
the changes in temperature, humidity, etc. (see p. 76, figs. 1-5)

The project began in 2016, and having exchanged
opinions, carried out tests, and put trial crates to actual use,
the crates were completed and delivered in October 2019.
It was in preparation for Emerging Landscape: The State of
Our Collection, the inaugural exhibition commemorating the
opening of Artizon Museum in 2020, that we actually began
utilizing the new crates. Thereafter, we have been reviewing
the specifications once a year, and so far, minor adjustments
and improvements have been made three times. In this paper,
together with "A Summary of the Development” including test
data and analysis, reports on how the crates have been utilized
since the opening of the museum and how they have been
improved are provided. "A Summary of the Development” was
written by YAMATO TRANSPORT CO,, LTD. and the “Introduction,”
“Operational Status (FY2020)," “Issues Requiring Further
Consideration and Improvement,”and “Conclusion” were written
by Artizon Museum.

A Summary of the Development

In anticipation of continual transport of paintings between
Artizon Museum and ARC, we decided to develop multipurpose
crates which could be used over and over again instead of
the plywood crates we had been preparing and discarding
each time a painting was transported. YAMATO GLOBAL
LOGISTICS JAPAN CO., LTD., which has produced numerous
boxes for the transport of fine art, and YAMATO PACKING
TECHNOLOGY INSTITUTE CO., LTD., an institute within the



YAMATO group undertaking the development and research
of packaging materials, (both of which are now YAMATO
TRANSPORT CO., LTD. and referred to as YAMATO TRANSPORT
CO., LTD. hereafter) cooperated with the development. The
crates were manufactured by FUJIKOWA INDUSTRY Co., Ltd.,
which specializes in the manufacture and sales of aluminum
containers and cases. From YAMATO TRANSPORT CO., LTD,,
Shimamura Junichi, Moriuchi Kasumi, Matoi Michihiro, and
Isobe Shigeki, and from FUJIKOWA INDUSTRY Co., Ltd., Nakamura
Tetsuya worked on this project. Following are the particulars
of the development of multipurpose crates and an overall
summary accompanied by data obtained through various tests
and photographs of the actual products.

The development began in 2016. Thorough consideration
was given to the materials to be newly adopted, and we finally
decided upon two kinds. One was aluminum, and the other
was a compound of alumite board and corrugated plastic.
Safety during transport was surveyed, including comparison
with conventional plywood crates.

Being a metal, aluminum does not deteriorate so quickly and
can be used for a long time. An aluminum crate is structured
with no joints other than the opening, so that infiltration
of outside air could be kept to the minimum. Meanwhile,
regarding the compound version, corrugated plastic was
covered with an alumite board on the top layer. While providing
a smart look, the dual structure made it stronger.

As regards how to attach the cushioning material, the
conventional method was to absorb any shock with a “plane”
fixed around the long side of the rectangle. This was redesigned
so that any shock would be absorbed by “points”instead of with
a‘plane”in the four corners, which would make the crate more
shock-resistant.

The aluminum prototype was completed in November 2016,
and the prototype made of a compound of alumite board and
corrugated plastic was finished the following year in 2017. Tests
on whether they were easy to handle, the shock when dropped,
and changes in temperature and humidity followed.

As a result, we found out that while the crate made of
compound materials was heavier than the aluminum crate,
when dropped from a height of 60 cm, the shock to the short
side was bigger than the plywood crate and the aluminum
crate. (see p. 78, Graph 1)

Drop Test

[Specifications]

Maker: Lansmont Corporation
Type: PDT-56E

Maximum loading weight:
56 kg (with standard drop leaf)
45 kg (with extended drop leaf)
Maximum size of sample:
depth 610 mm
depth 910 mm
280-1830 mm
400-1830 mm
[Acceleration (Shock) logger]
Maker: Lansmont Corporation
Type: TP3-USB
Time measured: 1 msec—1000 msec

with standard drop leaf)
with extended drop leaf)
with standard drop leaf)
with extended drop leaf)

Dropped from:

—~ e~ —~ —
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Trigger level: £1-100%
Current crate (plywood)

« No changes to the outside and content (frame) were
identified.

« Regarding the shock absorption, the higher it was dropped
from, the bigger the shock (acceleration), which varied
among the different sides.

Aluminum crate

» The shock absorption was much higher compared to the
current crate. Data was consistent with little variation.

« Regarding the outside, the spherical metal fixtures on
the corners got dented where they touch the ground.
However, the amount of deformation was not large
enough to be considered a problem.

- No other abnormalities were identified in particular.

Compound-material crate

- Like the aluminum crate, the shock absorption was higher
than the current crate. However, side 2 requires further
consideration about whether the shock absorption can be
raised,

» Regarding the outside, like the aluminum crate, the
spherical metal fixtures on the corners got dented where
they touch the ground, but this should not be a problem.

» No other abnormalities were identified in particular.

Regarding changes in temperature and humidity, there were no
changes worthy of special mention in all three cases including
the conventional plywood crate. (see p. 79, Graphs 2-3, b)

Temperature and Humidity Tests
[Specifications]

Maker: Espec Corp.

Product: Built-in chamber (thermo-
hygrostat chamber)

Type: TBL-2E20A6PK

Temperature control range: -30-80 °C
Humidity control range: 10-90% (within + 10~80 °C)
Dimensions of the inside:  w.1970xd.1970 x h.2100 mm

Opening: w. 1400 x h.1800 mm
Canvas size: F6
Weight: 2.9 kg (total of frame and canvas)

2.9 kg when packed in
polyethylene sheet (representative
value)

[Format of the inside of the crate]

From the layer closest to the painting outwards

@LD polyethylene sheet: 100 um thick

@Urethane foam board: 50 mm thick

®WF carboard: 8 mm thick

@Expanded polystyrene: 50 mm thick

Judging from the results indicated in Graphs 1 and 2 (see pp.
78, 79), we decided to adopt the aluminum version for the
multipurpose crates.

Regarding the cushioning material inside the crate, by
employing the supercritical nitrogen gas foaming method, we
newly adopted a material which not only outgases very little
formaldehyde, sulfur, and siloxane ammonia but discards little



powder, and is suitable for long-term use. The adhesive used
to install the cushioning material is also a non-formaldehyde
product very suitable as an adhesive for polyethylene foam and
polyurethane foam.

The biggest problem about the conventional crates was that
as the plywood was processed according to the size of each
painting, the same box could not be used for other works. This
was one of the causes for them to end up being disposed of
after having been used one time only. Consequently, vertical
and horizontal rails were installed in the multipurpose crate,
along which fixtures to hold the painting in place were attached.
By fastening the fixture in the required position with a bolt, a
two-dimensional work within a certain size range could be fit
into the multipurpose crate. Moreover, by making it possible
to move the fixtures not only backwards and forwards but also
up and down, we were to accommodate the thickness of each
work and fix it in the best position.

Regarding the size of the multipurpose crates, we made crates
capable of storing size 5 to 40 canvases weighing up to 20
kg. Bearing in mind the sizes of the works in the museum
collection, this was the standard which we assumed would be
used most frequently within the technically feasible range. As
handles are attached to the top, bottom, left, and right of the
crates, they can be rotated 90 degrees and used for both vertical
and horizontal paintings. The finished products were delivered
in October 2019 and were put to use officially from the
transport of works for the inaugural exhibition which began in
January 20212020. Thereafter, taking the results of actual use of
these new crates into account, we produced improved versions,
which are being used to this day.

Operational Status (FY2020)

1. Removal of the inaugural exhibition Emerging Landscape: The
State of Our Collection: 27 out of 206 works were transported
in multipurpose crates. Approx. 13%

2. Transport of Selections from the Ishibashi Foundation Collection
(Part 2,2020): 9 out of 54 works. Approx. 16%

3. Transport of Rimpa and Impressionism (2020): 7 works out of
86 works. Approx. 8%

Regarding FY2021, we used multipurpose crates in the same
manner for the removal of STEPS AHEAD and the transport of
Selections from the Ishibashi Foundation Collection.

Issues Requiring Further Consideration and
Improvement

As the cost is lower compared to producing individual wooden
boxes to pack the works for each occasion, on the one hand, in
the long run, ecological transport can be realized. On the other
hand, as there is not enough space to store the crates at the
museum and as the packing requires a certain amount of time,
there is room for the handling to be improved in the future.

Conclusion

While it goes without saying that the development of

multipurpose crates for transport was inevitable from the point
of view of environmental conservation, we need to investigate
how we can further reduce their weight and improve the
handling. Furthermore, in order to examine whether the crates
currently in our possession are being used effectively and how
much maintenance is required for each crate, we have assigned
identification numbers etc. to the individual crates. We shall
continue checking that the frequency of the use of the crates
is well-balanced and how often repairs and improvements are
required. Regarding these issues, we shall assess further details
with due consideration of the exhibition schedule for 2022
onwards and the work efficiency of the shippers who handle
the transport and hanging of the exhibition and the curators.

How many crates each can be kept and utilized at the Art
Research Center in Machida, where the Ishibashi Foundation
Collection is kept, and the Artizon Museum in Kyobashi, to which
the paintings are transported, also needs to be considered
together with the exhibition schedule.

(Translated by Ogawa Kikuko)



Reference Materials Relating to the Detached Segments
of the Poem Anthology Iseshd, Known as “Ishiyama-gire”

HEIMA Rika

The collection of the Ishibashi Foundation contains three
hanging scrolls bearing works belonging to the Detached
Segments of the Poem Anthology /seshd, known as “Ishiyama-
gire." As the term “detached segments” in the title suggests,
these were originally all part of a book of waka poems by the
great Heian period poet, Lady Ise (c. 872-938). To be more
precise, the Iseshd [Anthology of Poems by Ise] was part of the
Nishi Honganji-bon sanjarokunin kasha [The Nishi Honganji
Anthology of the Works of Thirty-six Master Poets] (collection
of Honganji temple), and it took its present form on July 27,
1929, when the Iseshi and the Tsurayukishd no ge (Anthology of
Poems by “Ki no Tsurayuki” volume 2) were split up into separate
sheets in order to raise money to establish a girl's school.’

The Iseshi consisted of 95 leaves (190 pages) and
Tsurayukisha of 86 leaves (172 pages) in traditional Japanese-
style binding, these being cut up to produce 320 individual
pages that were then divided up into sets of ten pages each that
were presented as an expression of gratitude to people who
had donated the sum of ¥20,000 towards the establishment of
the school. Of the thirty-eight books that comprised the Nishi
Honganji-bon sanjarokunin kasha, it is said that the /seshd and
the Tsurayukisha were selected because of the outstanding
beauty of the decorated paper upon which they were written.
However, there was a large disparity in both the contents of the
poetry and the beautiful decoration applied to the papers upon
which they we written, so when dividing them into sets of ten
pages, care was taken to ensure they all of equal quality and
furthermore, in order to be fair, they were allocated by drawing
lots. The lottery was held at the residence of Masuda Takashi, 2
one of the leaders of this project, at Hekiundai, Gotenyama in
the Shinagawa district of Tokyo and according to Takahashi
Yoshio's Showa Sadoki [Record of the Tea Ceremony During
the Showa Period],? nineteen sets of pagers were allocated
in Tokyo, the winners including: Mitsui,* Masuda Takashi,
Dan Takuma, s Okura Kishichiro,¢ Kondd Shodanke,” Magoshi
Kyohei,® Nezu Kaichird,® Makita Tamaki, '° Katd Masaharu,
Yasuda Zenjird,'? Fukui Kikusaburo,® Tanaka Heihachi, ' and
Takahashi Yoshio. Eight sets were allocated in Nagoya, the
winners including: Morikawa Kanichiro, '* Tomita Shigesuke, ¢
Sekido Morihiko,'” Takamatsu Teiichi, '® Okaya Seijird ' and
Moroto Seiroku.?° Five sets were allocated in the Kyoto/Osaka
area, the winners including: Isono Ryokichi,?' Kodama Ichizd, %
and Tsuchihashi Kahe-e, 23 all of these participants being
renowned as being people of refined tastes.?* The Showa Sadoki
also describes a tea ceremony 2* at which Masuda Takashi
presented one of the poems he had had immediately mounted
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as a hanging scroll. These detached segments of the poem
anthology came to be known as the “Ishiyama-gire,"?¢ and were
later mounted as hanging scrolls or made into poetry books by
their various owners as they were passed down through the
years.

We know from accompanying documents that the three
Ishiyama-gire scrolls belonging to this foundation originally
all belonged to different people and this research paper will
explore their provenance subsequent to July 27, 1929.

1. Nisaeya

This work starts with second-half of the waka poem: Hitorinomi
nurutokonatsuno tsuyukekiwa namidanisaeya irowasomuran. It
came with a copy of a document (ref. ni-1), issued on February
16, 1937, certifying it to be an Important Art Object?” and
allowing us to know that it was then in the possession of an It6
Kihee, who was the owner of the Manki Shoten antique shop
in Nagoya City and a member of the Nagoya Art Club. He is
also known to have attended tea ceremonies held by Tomita
Shigesuke, who had been one of the winners in the lottery
mentioned above.

In addition, we know from a receipt (ref. ni-6) that this work
passed to Ishibashi Tokujird (1886-1958) from Setsu Inosuke
(1896-1969), proprietor of the Setsu Gatdédo antique shop in the
Nihonbashi district of Tokyo on March 9, 1940. There is a three-
year interval between these two documents but it is unknown
if it passed through other hands between 1t6 Kihee and Setsu
Inosuke. The receipt shows that it was sold for the sum of
¥33,000. When the pages were first cut eleven years earlier, ten
pages had been awarded to people who made donations of
¥20,000 and even taking into consideration that the country
was in a state of war at this time, it demonstrates a substantial
increase in price. Ishibashi Tokujird was the elder brother of
Ishibashi Shojird (1889-1976) who established the Ishibashi
Foundation, he was a businessman with enterprises throughout
the country and also served as the mayor of Kurume City. It is
a well-known fact that the tea ceremony served an important
role during the Meiji, Taish6 and early Showa periods, (mid-19t"
century to mid-20™ century), allowing industrialists to network
and Tokujird was no exception, being accomplished in the tea
ceremony and a collector of art and antiques. In the “Inventory
of Important Fine Art Objects,” published by the Ministry of
Education’s Cultural Agency, this work is listed as belonging to
[t6 Kihee22at the end of March 1942, but this is probably due to
a delay in registering the change of ownership.



Due to the condition of this work it underwent an eighteen
month restoration from November 2010, in which it was
completely dismantled and repaired.. During this process,
the lower rod (ref. ni-3) and the upper rod (ref. ni-4) of the
scroll mounts were found to bear inscriptions, allowing us
to ascertain that the work was mounted by the Okabokkddo
company of Kyoto. The “Inventory of Important Fine Art Objects”
lists the work as being “one sheet’, meaning that it had yet to be
mounted at that time and that it was subsequent to this that it
became a hanging scroll. We are currently making inquiries with
the Okab6kkddd company regarding any records from this time
concerning the mounting.

2. Momoshikino

This work starts with the waka poem: Momoshikino
hananonioiwa kuretakeno yoyonimonizuto kikuwamakotoka, and
the inner box (ref. mo-3 ) in which it is stored is inscribed: “Showa
go nen kanoeuma, Kanté Don-6 shi" [Written by Kanté Don-6, year
of the horse, 1930]. Kanté Don-6 was the tea name used by
Masuda Takashi, and from the date, we can tell that this work
was mounted as a hanging scroll the year after the /seshd was
cut into individual pages so it may be one of the ten pages that
Masuda received.

This work has a tag (ref. mo-4), thought to be a storage
tag from another collection in the past, but there is nothing
to suggest who else may have owned it. However, the work
appears in the 1937 “Inventory of Important Fine Art Objects
Recognized by the Ministry of Education” and the 1943
“Inventory of Items Recognized as Important Fine Art Objects,"?®
from which we can ascertain that this work was first registered
as an Important Art Object on July 31, 1934 when it was in the
possession of Dan Ind (1892-1973). Dan In6 was an assistant
professor in the Department of Art History of the Faculty of
Letters, Tokyo Imperial University, as well as being active as
a politician and businessman. Ind's father, Takuma, had been
recognized by Masuda Takashi for his business ability, the two
of them working together managing the business of the Mitsui
Zaibatsu conglomerate and sharing a love for the tea ceremony.
It is not difficult to imagine that Takuma'’s son, In6, may have
received one of the hanging scrolls belonging to Masuda.
However, Takuma was also one of the winners in the original
lottery so it is possible that Masuda was involved in mounting
one of Takuma'’s pages as a hanging scroll, thereby writing the
inscription on the box.

The mounts are ornate, employing a pale brown fabric with
a cut-branch and flower motif and the roller ends carved in a
spiral. The elegant box in which it is stored is finished in black
lacquer with vermilion decoration, all this demonstrating the
love and care with which the work was held by the owner.

3. Misomesumo

This work, which starts with the waka poem: Misomesumo
aramashimono-o karakoromo tatsunanomishite kiruyonakikana,
is accompanied by a document dated September 27, 1940,
certifying it to be an Important Art Object (ref. mi-3). At that
time it was registered to Maeyama Kohei, the son of president
of Hamamatsu Bank and well-known art collector, Maeyama

Hisakichi (1872-1937). In addition, there is an envelope (ref.
mi-4) containing a deed of transfer with a sample "notification
of change of ownership form” dated June 1, 1942, attached
and from this we learn that the work passed from Nagao
Tetsuya (1892-19817?) to the Nanjo Shihédo shop and then to
Ishibashi. Nagao Tetsuya was the president of the Wakamoto
Pharmaceutical Company and also a tea master, with the tea
name, Giuso. The envelope had not been sent through the
postal service and it is likely to have been handed over with the
documents inside together with the work.

In addition we know from a letter written by Akiyama Teruo
to Ishibashi Tokujir6 (ref. mi-5) that the “Ishibashi” mentioned
above, was in fact Ishibashi Tokujird. Akiyama Teruo (1888-1977)
was a curator at the Tokyo Imperial Household Museum (now
known as Tokyo National Museum) and an art historian. From
the contents of this letter we learn that Ishibashi had informed
Akiyama that he had obtained this hanging scroll, and upon
learning this, Akiyama commented that it was a wonderful
work and would be suitable for Ishibashi's newly-built tea room.
The letter opens with the salutation “Saitei” from which we can
tell that they have corresponded regarding this work several
times in the past. The documents for the change of ownership
were completed on June 1, while this letter was dated June 3,
meaning only two days had passed. From this we can catch a
glimpse of the joy Ishibashi experienced in obtaining this work.

*

In this way, the accompanying documents, etc., have allowed us
to trace the ownership of the three hanging scrolls subsequent
to July 27, 1929. The Nisaeya and Misomesumo came into the
possession of Ishibashi Tokujirdé then were passed down to
Ishibashi Shojirdé or Shéjird's son, Kanichird (1920-1997) on
May 4, 1956. Although no materials remain to indicate that
Momoshikino also belonged to Ishibashi Tokujiro, there is a
record of it having been bequeathed to Ishibashi Shojird or
Kanichird by Ishibashi Tokujird on December 20, 1959.

As we have seen, these works, known collectively as the
Ishiyama-gire, were beloved by Tokujird and other tea masters
who displayed them in the special alcove in their tea rooms
during tea ceremonies. Today, they have been entrusted or
gifted to the Ishibashi Foundation and are displayed in the
museum where they can be appreciated by a large number
of people. If we trace them back to their origin, the Nishi
Honganji-bon sanjarokunin kashd, of which they are a part, is
believed to have been created to celebrate sixtieth birthday
of the cloistered Emperor Shirakawa in 1112, so nine hundred
years ago this beautiful collection of poems, on which no
expense was spared, could only have been appreciated by
a small number of nobles, and then only when held in their
hands. In this way, we intend to continue our research into the
accompanying materials, despite their fragmentary nature,
in order to ascertain where and how these works have been
appreciated and the way they have been passed down to us
today.

(Curator, Artizon Museum, Ishibashi Foundation)
(Translated by Gavin Frew)



Notes

1.

In accordance with Buddhist doctrine regarding the education of
women, the Nishi Honganji temple established the Musashino
Women's University (now known as Musashino University). It is said
that the Otani family discussed how to raise the necessary funds with
Masuda Takashi. In the Showa Sadoki [Record of the Tea Ceremony
During the Shéwa Period], Takahashi Yoshio, who is mentioned later,
wrote that he was also consulted, and considering the size of the
project, it seems certain that many other people, apart from Masuda,
must have been involved.

Masuda Takashi (1848-1938). Businessman (Mitsui Zaibatsu). Used
numerous tea names, including: Kanto, Don-0, etc.

Takahashi Yoshio (1861-1937). Businessman (Mitsui Gofukuten Co.,
Ltd., Oji Paper Company, etc.). Tea name: Séan. He also worked as a
reporter on the Jijishimpd newspaper, run by Fukuzawa Yakichi, and
after retirement, wrote numerous books.

Mitsui. Numerous members of the Mitsui family were people of
refined tastes and it is impossible to determine to whom this refers.
Dan Takuma (1858-1932). Businessman (Mitsui Zaibatsu). Tea name:
Rizan.

Okura Kishichiro (1882-1963). Businessman (Okura Zaibatsu).
Singing name: Chosho.

Kondo Shodanke. This may refer to Kondo Shigeya (1882-1953),
Businessman (Director, Yokohama Senkyo Shipyard, etc.), politician.
Tea name: Sonohian.

Magoshi Kyohei (1844-1933). Businessman (President, Nippon
Breweries Limited), politician. Tea name: Kasei.

Nezu Kaichird (1860-1940). Businessman (Tobu Railway, etc.),
politician. Tea name: Seizan.

. (Probably) Makita Tamaki (1871-1943). Businessman (Mitsui

Zaibatsu).

. Katé Masaharu (1871-1952). Jurist. Tea name: Saisui.
. Yasuda Zenjird (1879-1936). Businessman (Yasuda Zaibatsu). Tea

name: Matsunoya.

. Fukui Kikusaburd (1866—1946). Businessman (Mitsui Zaibatsu). Tea

name: Kenan.

. Tanaka Heihachi (1866-?) Businessman (President of Tanaka Bank,

etc.). Tea name: Shiroyama.

. Morikawa Kanichir6 (1887-1980). Wealthy farmer. Tea name:

Nyoshun.

..Tomita Shigesuke (1872-1933). Businessman (Managing Director,

Nagoya Railroad Co. Ltd., etc.). Tea name: Sokei.

. Sekido Morihiko (year of birth and death unknown). Businessman

(President, Aichi Bank). Tea name: Shokaken.

. Takamatsu Teiichi (1889-7?). Aichi Prefecture businessman (President,

Horikawa Savings Bank, etc.). Tea name: Morosada.

. (Probably) Okaya Seijird (1887-). Businessman (President, Aichi

Bank, etc.) Tea name: Shinai.

. Moroto Seiroku (1888-1969). Businessman (Chairman, Mie Farm,

etc.).
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21. Isono Ryokichi (1869-?). Businessman (President, Osaka Yogyo
Cement, etc.). Tea name: Tan-an.

22. Kodama Ichizé (1881-1930). Businessman (Director, Toyota Boshoku
Corporation, etc.).

23. Tsuchihashi Kahe-e (1868-1947). Kyoto Antiques Dealer (Eish6do,
Kyoto Art Club).Tea name: Musei.

24. Takahashi Séan (Yoshio), Shéwa Sadoki 1 [Record of the Tea
Ceremony During the Shéwa Period 1] (Edited by Kumakura Isao,
Tankosha Publishing Co. 2002) pp. 466-467.

25. Ibid. pp. 420-424, pp. 462-466.

26. Itis common for ancient writings to adopt the name of the place in
which they have been handed down. The Nishi Honganji Anthology
of the Works of Thirty-six Master Poets was bestowed on the holy
priest, Shényo, of Nishi Honganji temple by Emperor Go-Nara in 1549
and as the site of the temple at that time was Ishiyama in Osaka,
Masuda Takashi referred to this provenance when naming them.

27. Before the passing of the “Cultural Properties Protection Law"in 1950,
the system of certifying Important Fine Art Objects was established
under the “Law Relating to the Preservation of Important Fine Arts”
on April 1, 1933, certification being carried out until 1949.

28. Ministry of Education’s Bureau of Religion’s Preservation Department’s
“Inventory of Objects Registered as Important Fine Art” (Ministry of
Education’s Bureau of Religion, Preservation Department, 1938) p. 42.

29. "Inventory of Important Fine Art Objects Recognized by the Ministry
of Education” compiled by the editorial department of Shokasha
(Shokasha, 1937) p. 169. A record of all the works listed as Important
Fine Art Objects between July 25,1933 and July 13, 1936.

“Inventory of Items Recognized as Important Fine Art Objects”
compiled by the Ministry of Education (Cabinet Printing Bureau,
1945) p. 104.

List of illustrations (pp. 81-85)
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Reference Materials:

Picture Postcards from Sakamoto Hanjiro’s Time in Europe

ITO Eriko

The family of Sakamoto Hanjiro (1882-1969) donated an album
from his estate to the Ishibashi Foundation in July 2021. The
album relates to Sakamoto’s stay in Europe (fig. 1). One hundred
years ago, on July 31,1921, when Sakamoto was thirty-nine, he
traveled to Europe, where he spent three years in France. The
album, which contains 430 postcards, was probably purchased
in France. A keen correspondent, Sakamoto left a large number
of letters, but this album also contains 106 postcards sent
by friends and acquaintances to Sakamoto during his stay
in Europe, allowing us a glimpse of the circle of friends with
whom he kept in touch. It is also worth noting that other than
the postcards delivered by post, the album also contains 324
unused picture postcards without messages.

The unused postcards show landscapes, churches, bridges
and other buildings, as well as manners and customs in France.
There are postcards of towns in Brittany, a region where
Sakamoto was a frequent visitor, as well as portrait photos of
women dressed in traditional Breton costume. The postcards
are probably keepsakes that Sakamoto bought on his visits or
souvenirs received from other people. In any case, by looking
at these postcards, we can confirm the landscapes and objects
seen by Sakamoto, either with his own eyes or through
photographs. It is likely that the postcards he stored so carefully
in this album were treasured memories of the time he spent
studying overseas, as well as a source of creative ideas during
his stay in Europe.

Sakamoto's movements during his time in Europe have been
reported in "Sakamoto Hanjiro taioki ryotei ichiran” (Sakamoto
Hanjiro’s travels during his stay in Europe), an essay discussing
a part of his diaries included in the exhibition catalog for
Sakamoto Hanjiro: Ishibashi Museum of Art Fiftieth Anniversary
Celebration published in 2006." Subsequently, when Woman
with a Hat, Sakamoto’s masterpiece from his time in Europe,
was mentioned in the special feature “Ishibashi Collection:
Nihon kindai yoga hen” (Ishibashi Collection: Modern Western
painting) published in an issue of Kokka, the Sakamoto family
donated six photographs, including a photograph of the model,
and a part of his diaries. The content of the diaries was discussed
in Issue 63 of Kanpo.? The present donation is an extension
of this series of events. Today, the museum is indebted to the
Sakamoto family, who felt it would be appropriate to have
the postcards from Sakamoto's time in Europe side by side
with the works he painted at the time. Since it is important
for the museum to continue to introduce contemporaneous
references, | would like to take this opportunity to provide an
overview of those postcards.

1. The Unused Picture Postcards

The first 324 of the 430 picture postcards in the album are
unused. As well as picture postcards of Paris, they include
churches and castles, bridges and other structures, landscapes,
and seascapes in other regions. The place names written on the
picture postcards include Guérande, Le Croisic, Bretagne, Belle-
Tle-en-Mer, Besancon, Barbizon, Pont-Aven, and Avignon.

There are postcards from Belle-lle-en-Mer, Avignon, as well
as Ornans and other places associated with Monet (1840-
1926), Picasso (1881-1973) and other painters of the period.
There are also postcards from places related to the work of
the nineteenth-century realist painter Courbet (1819-1877),
and pictures of the home and studio of Millet (1814-1875), a
member of the Barbizon School. This suggests that Japanese
painters at the time visited the studios and places associated
with the work of famous artists as if they were on a pilgrimage.
The album contains multiple picture postcards of Belle-lle-en-
Mer, but whether Sakamoto himself visited or not is unclear. We
know that Sakamoto visited Barbizon, the village adjacent to
the Forest of Fontainebleau where the landscape painters Corot
(1796-1895), who made a deep impression on Sakamoto,
and Millet gathered in the nineteenth century. According to
“Sakamoto Hanjiro's travels during his stay in Europe,” Sakamoto
visited the home of Millet in the village of Barbizon on July 21,
1922.3 There are two picture postcards from Barbizon. One of
them shows a row of houses with a description that says “605.
Barbizon-Street with J.-F. Millet's house at the time of his death.”
The other postcard, which shows a woman drawing water from
a well beneath a tree and a large house in the background
(fig. 2), says “302. Barbizon — Weil and Wacking [Well and
Workshop] of the painter J.-F. Millet.

The studio of Courbet is another place we know Sakamoto
visited when he stopped at the town of Ornans in the east of
France near the border with Switzerland on his way back to
Japan. On July 2, 1924, after a send-off by his friends, Sakamoto
boarded the night train departing Gare de Lyon in Paris at 21:55
in the company of the painters Hayashi Shizue (1895-1945)
and Kito Kamejiro (1897-1952). At four the following morning,
the travelers arrived in Besancon, where they stopped at the
boarding house of Hazama Inosuke (1895-1977) before going
to their hotel. After a stay of about ten days, Hayashi returned
to Paris, but Sakamoto and Kiro continued to Ornans on July
13. Three days later, Sakamoto visited Ornans a second time
on his own to see the home of Courbet. His sketchbook from
the time contains a sketch of a house built on the waterfront



(fig. 3) with “Courbet’s house” written on it. In terms of capturing
the real aspects of nature, Sakamoto must have felt a great deal
of affinity with Courbet, because he stayed in Ornans for five
days. Then he said goodbye to Kito and Hazama and traveled to
Marseille via Besancon and Avignon to board the Katori Maru
for the return trip to Japan.

In addition to the picture postcards Sakamoto probably
bought on these pilgrimages to the artists’ studios, the album
also contains several picture postcards of towns and ports in
Brittany as well as people dressed in traditional costume (fig. 4).
Since Sakamoto visited Brittany five times between March and
June 1923, | would assume that he bought the postcards on
these visits. Around this time, he sketched rows of houses with
chimneys in Vannes (fig. 5) and Quimperlé (fig. 6), and Breton
landscapes featuring women wearing the traditional white
coif and hair ornaments (fig. 7). The album contains picture
postcards from Guérande, Le Croisic, Locronan and other areas
in Brittany showing similar rows of houses with chimneys (fig. 8).
These postcards provide us with clues that allow us to imagine
the scenery as it was when Sakamoto saw it.

The album also contains postcards of Cairo with sphinxes
and pyramids (fig. 9), the scenery at Port Said, the landscape at
Colombo in Sri Lanka, and images of women, which Sakamoto
probably bought on his way to France on the Kleist Maru. There
are also postcards from the Katori Maru ports of call on the way
back to Japan, as well as photographs of the animals at the
zoological garden in Paris.

Since we have only just recieved his album, we have not yet
been able to understand all the particulars. The album merits
further detailed study.

2. Picture Postcards with Messages

The second half of the album consists of 106 picture postcards
sent to Sakamoto by friends and acquaintances during his stay
in France. Some postcards were sent from Japan, while others
came from his circle of friends in France. Many of them are
businesslike messages or trifling exchanges of news. Perhaps
they sent postcards in the same way that we use email these
days. Seeing that Sakamoto was a good correspondent, |
assume that he also exchanged sealed letters separately from
these postcards. Yet, the postcards that still remain in this
album are very interesting because they afford us a glimpse
of Sakamoto’s circle of friends and how they exchanged local
information. | have made a list of the senders of the 106
messages (reference). | have also selected four messages from
the list to introduce here.

Tosha Katsuji (dates unknown) sent the most postcards.
Tosha was a fellow passenger on the Kleist Maru when
Sakamoto left the port of Yokohama for France on July 31,
1921. Other fellow passengers included the painters Hazama
Inosuke, Hayashi Shizue, Koide Narashige (1887-1931), and the
literary critic and scholar of French literature Komatsu Kiyoshi
(1900-1962). The album also contains postcards from Hazama
and Komatsu. In @ message sent to Sakamoto in January 1923,
Tosha advises him to go to Brittany. It is possible that Tosha's
recommendation was the reason for Sakamotos frequent visits
to Brittany as of March that year.
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Reference: List of the Senders of Postcards with Messages

Sender Count of postcards Sender Count of postcards
1 TOSHA Katsuji 24 23 IDEI 1
2 KOYAMA Keizo 10 24 KATO Seiji 1
3 YASUI Sotaro 2 25 ONO Misao? 1
4 MASAMUNE Tokusaburo 6 26 ANDO Toichiro 1
5 KOMATSU Kiyoshi 8 27 SASSA Shinnosuke 1
6 SATOMI Katsuzo 3 28 TAKAMURA Michitoshi 2
7 KOJIMA Zentaro 1 29 OSHITA Masao 1
8 AOYAMA Yoshio 1 30 NAGAO 1
9 HAMADA Hoko 1 31 ARAIKan 1
10 YOSHIMURA 3 32 OKADATsuyoshi 1
11 KITAZAWA Rakuten 2 33 TOYAMA Goro 1
12 KITO Kamejiro 1 34 TANAKA Mankichi 1
13 HAZAMA Inosuke 2 35 TSUDA Seifu 1
14 SAITO Toyosaku 4 36 SUGIMOTO Masako 1
15 NAKAYAMA Morihiko 2 37 AKASHI Kan-ichi 1
16 MIKI Rofu (Misao) 2 38 MATSUMOTO 1
17 NAGASHIMA Shigejiro 2 39 OKADA 1
18 NOGUCHI Yataro 1 40 Unknown sender A 1
19 NAKAJIMA Jutaro 1 41 Unknown senderB 1
20 S.EBITSU 1 42 Unknown sender C 3
21 EBINA Fumio 1 (French)
55 ITO Kinko 5 Total 106

KOKITA, ITO (Joint name)

Tosha Katsuji correspondence (postcard) dated January 7,
1923

| received your letter and enclosed postcard with your news.
Thank you for everything. I would definitely recommend a
visit to Brittany.

Rome has not been so cold these past two or three days. As
| suspected, you will not know the real Raphael unless you
go to Rome. | was astonished when | saw Raphael's Rooms
atthe Vatican. There is also a wonderful small altarpiece by
Sano di Pietro.

I' will visit Naples soon. Please send letters c/o the embassy.
Take care and don't catch cold. Give my best to Masamune.

In addition to Komatsu, a fellow passenger on the Kleist Maru,
other names on the list of senders are Koyama Keizo (1897-
1987) and Masamune Tokusaburo (1883-1962), who shared
an apartment with Sakamoto in the 14th arrondissement in
Paris. The postcards from Komatsu include messages thanking
Sakamoto for forwarding his letters to his travel destinations,
which suggests that they were helping each other out. One of
Koyama's postcards also informs Sakamoto about an increase
in the rent for lodgings. This suggests that messages from his
fellow students were an important source of information for
Sakamoto, who was not proficient in French.

Koyama Keizo correspondence (postcard), no month or day,
1923

The weather suddenly turned hot and fishing in the daytime
is a chore. How is Paris?
I heard from the sister-in-law Juliette, who has come to stay



for the summer, that you've returned from Brittany.

meant to tell you some time ago, but when the manservant

for the studio comes in October the rent will increase by

300 francs a year. If you accept this, you need to sign the

agreement at the concierge. That's what Juliette was telling

you. Perhaps you have already settled the matter, but |
thought I'd inform you anyway.

How have you been? | watch my fishing float from around
five oclock every morning. The river is very quiet on a
summers morning. You can catch a lot of fish. Give my best
to Masamune.

(Front)

I've enjoyed myself in the month since | got here, but now |
want to start drawing a lot more. Anyway, | am suntanned
and well, so please don't worry about me.

The postcards from Japan include news about the Nika
Association, an art association Sakamoto had helped found.
There are two messages from Yasui Sotaro. One message
urges him to submit work to the Nika Exhibition and the other
informs him of the touring exhibition. The first message lacks
a postmark, but since Mejiro station was rebuilt from January
1921 to October 1922, it was probably sentin those times.4

Yasui Sotaro correspondence (postcard) dated July 16, year
unknown (1922 or 1923) (fig. 10)
Sent from: Takada 1673, Shimotakada-machi, Tokyo-fu

Recently I've been wondering how my friends in Paris are
doing. Have you been well?

The Nika Association Exhibition is getting closer. Do you have
anything to submit to the exhibition?

There was an exhibition of French modern art in Japan
the month before last. There were quite a few works by
Bonnard, Roussel, and Guérin. It was a rare exhibition for
Japan.

The weather has turned hot. My life hasn't changed. The new
Mejiro station looks splendid.

Please take care of yourself.

Yasui Sotaro correspondence (postcard) dated January 18,
1924
Sent from: Takada 1673, Shimotakada-machi, Tokyo-fu

Happy New Year!

It has been a long time.

The Nika was held in Kyoto, Osaka, and Fukuoka. It was very
successful.

How have you been?

I'would like to take this opportunity to express my deepest gratitude to
the bereaved family of the Sakamoto for donating the materials and to
Ms. Keiko Ogomori for great help in deciphering the correspondence on
the postcards.

(Curator, Artizon Museum, Ishibashi Foundation)
(Translated by Ruth S. McCreery, The Word Works, Ltd.)

Notes

1. Sakamoto kept seven volumes of diaries during his stay in France.
They have not been published in their entirety, but some passages
were itemized by Ogomori Keiko in "Sakamoto Hanjiro taioki ryotei
ichiran [Sakamoto Hanjiro's travels during his stay in Europe].” Sakamoto
Hanjiro: Ishibashi Museum of Art Fiftieth Anniversary Celebration. Ishibashi
Museum of Art, Ishibashi Foundation, Bridgestone Museum of Art,
Ishibashi Foundation, 2006, pp. 214-223.

2. The model for Sakamoto's Woman with a Hat is introduced in "Kaisetsu:
Sakamoto Hanjiro Boshi wo moteru onna,” Kokka, Issue 1425, Kokkasha,
Asahi Shimbun Publications Inc., July 2014, pp. 56-59 and "Sakamoto
Hanjiro taioki no shiryoshokai,” Kanpo, Issue 63, Ishibashi Museum
of Art, Ishibashi Foundation, Bridgestone Museum of Art, Ishibashi
Foundation, 2014, pp. 89-96.

3. Ogomori Keiko, “Sakamoto Hanjiro taioki ryotei ichiran [Sakamoto
Hanjiro’s travels during his stay in Europe].” op. cit., p. 217.

4. Hiraoka Atsuko, "A Study on the Changes of Mejiro Station Building:
Focusing on the Problem of the Bridge Station in the 1920s", Life and
Culture (Bulletin of the Toshima City Museum of History), Issue 24,
Toshima-ku, Tokyo, 2015, p. 43.

List of illustrations (pp. 86-90)

fig. 1—Album of Postcards from Europe, formery in the Collection of
Sakamoto Hanjiro, 1921-24,38.5 x 30.0 cm, Artizon Museum, Ishibashi
Foundation, Tokyo.

fig. 2—Postcard "Barbizon — Well and Workshop of the painter J.-F. Millet",
8.8 x 13.8 cm, Artizon Museum, Ishibashi Foundation, Tokyo.

fig. 3—SAKAMOTO Hanijiro, Sketchbook in Europe 4,1924,23.6 x 15.5 cm,
Private Collection.

fig. 4—From the album of Postcards from Europe, formery in the Collection
of Sakamoto Hanjiro, 1921-24, Artizon Museum, Ishibashi Foundation,
Tokyo.

fig. 5—SAKAMOTO Hanjiro, The Suburbs of Vannes, 1923, Oil on canvas,
33.0x40.8 cm, The National Museum of Modern Art, Kyoto.

fig. 6—SAKAMOTO Hanjiro, Quimper, Sketch in Europe, c. 1923, pencil and
watercolor on paper, 14.2 x 23.6 cm, Private Collection.

fig. 7—SAKAMOTO Hanjiro, Brittany, 1923, Oil on canvas, 45.9 x 54.8 cm,
The Museum of Art, Ehime.

fig. 8—Postcard “Locronana, — A Street —", 8.8x13.8cm, Artizon Museum,
Ishibashi Foundation, Tokyo.

fig. 9— Postcard "Cairo - Sphinx and Pyramids”, 8.8 x 13.9 cm, Artizon
Museum, Ishibashi Foundation, Tokyo.

fig. 10— Postcard from YASUI Sotaro, Dated July 16th, Year unknown [1922
or 1923],9.1 x 14.0cm, Artizon Museum, Ishibashi Foundation, Tokyo.

| 159



Discussion of a Rare Book—Vins, Fleurs et Flammes,
lllustrated by Maurice Utrillo and Other Painters

KUROSAWA Yoshiko

The Ishibashi Foundation collection possesses Vins, fleurs
et flammes, an illustrated book published in 1952 by Paris
publisher, Bernard Klein. This essay aims to introduce the book
and to point out the issues it raises to be researched.

Vins, fleurs et flammes consists of texts about wine written by
twelve French writers in the 20th century. Prefaced by writer-
poet Georges Duhamel (1884-1966), the book is co-authored
by paleographer René Héron de Villefosse (1903-1985),
novelist Colette (1873-1954), and poet Paul Valéry (1871-
1945) among others and illustrated by twelve artists including
Ecole de Paris painters such as Maurice Utrillo (1883-1955),
Moise Kisling (1891-1953), and Tsuguharu Fujita (1886-1968),
and Fauvists such as Raoul Duffy (1877-1953) and Maurice
de Vlaminck (1876-1958). The book is unbound; and each
illustration plate is inserted in its suitable chapter. The following
is the index and the positions of each illustration.

Index and lllustrations
«Cover illustration» Jacques Villon
«lllustration unlisted in index» (%)

p.9 "Préface” [Preface] Georges Duhamel

Plate 1. Coteaux en septembre [Hill in September]
Raoul Duffy

Plate 2. Grand char de raisins [Big Cart for Grapes]
Raoul Duffy

p.19 “Vin-Esprit-Sang” [Wine-Spirit-Blood] Max Jacob

Plate 3. Levindela Cene [Wine of the Last Supper]
Max Jacob
Plate 4. Procession de la Reine des vignes [Procession of the

Queen of Grapes] Max Jacob
p.35 “Le vin dionysiaque” [Dionysiac Wine] Roger Vitrac

Plate 5. AgedoretTerre promise [Golden Age and Promised
Land] André Derain
Plate 6. Navire écarlate de Dionysos [Scarlet Ship of

Dionysus] André Derain
p.43 ‘O vin..."[Oh,Wine...] Raoul Ponchon

Plate 7. Cabaret des Muses [Cabaret of Muses]
Maurice Utrillo
p.49 “Le vin des Sirénes” [Wine of Sirens] Tristan Dereme
Plate 8.  Café des Sirenes [Cafe of Sirens] Moise Kisling
p.55 “De l'ivresse dramatique” [Of Dramatic Intoxication]
Louis Jouvet
Plate 9.  Bacchante assise [Sitting Bacchante] Jean Cocteau

Plate 10. Bacchante debout [Standing Bacchante]
Jean Cocteau
p.63 “Vins" [Wines] Colette
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Plate 11. Tonneaux et cornues [Barrels and Buckets]
Dunoyer de Segonzac

Plate 12. Lasieste de Colette [Siesta of Colette]
Dunoyer de Segonzac

Plate 13. Vendanges a Saint-Tropez [Grape Harvest in Saint-
Tropez] Dunoyer de Segonzac

p.69 “Vin du Gloire” [Wine of Glory] Mac Orlan

Plate 14. Conscrits en pointe de vin [Tipsy Conscripts]

Gen Paul

Plate 15. Tourlourou et son quart [Infantry and His Carafe]
Gen Paul

p.77 “Les vins sur la nappe” [Wines on the Tablecloth]

Héron de Villefosse
Plate 16. Anniversaire bien orchestré [Anniversary Well-
orchestrated] Tsuguharu Fujita

p.85 “Le Vin du marin” [Wine of the Sea] Fernand
Fleuret

Plate 17. Vin du depart [Wine of Departure] Moise Kisling

p.91 “Du gros rouge au vin d'honneur..." [From Cheap

Red Wine to Wine for Toast] Maurice Fombeure
Plate 18. Vin tricolore [Tricolor Wine] Maurice Utrillo
Plate 19. Litre du travailleur [Liter of the Worker]
Maurice de Vlaminck
p.99 “Le vin perdu en mer”[The Wine Lost in the Sea]
Paul Valéry
Plate 20. Phrase musicale [Musical Phrase] Arthur Honegger

(") Judging from the 1953 edition of this book mentioned later,and
Tsuguharu Fujita’s catalogue raisonné, it is speculated to be Garden

Party, a print by Fujita.’

The book in our collection is numbered 13 of an edition of 305
and accompanied by the original copper etching plate of Age dor
et Terre promise by André Derain (1880-1954), which is unique
to this particular copy. Every copy of the book was paired with
another volume, A Travers nos vignes [Across Our Vineyards],?
and accompanied by a slipcase with an inscription of “VINS”
on the spine in which the two volumes can be put together
(fig.1). Both volumes end with the same set of illustration
plates as the ones inserted in the chapters, as well as black and
white reproductions of them. It suggests that the owner of the
book can frame and exhibit each piece separately. Thus these
books were probably intended not only for reading but also
for exhibiting and appreciating at home. Since the book was
revised and reprinted a year after the initial printing in 1953,
and then in 1956, with some of the illustrations changed, the
publication seems to have been commercially successful.?



The contents of the twelve essays are greatly diverse. While
insisting, “Wine is not an egoistic pleasure. It is a social pleasure.
It is really one of the elements of the communion between
spirits,” and discussing how French bourgeoisie has been
involved with wine in the preface, Georges Duhamel explains
neither the aim of the book nor how it was developed. These
twelve essays have almost nothing in common but being about
subjects related to wine. For example, “Le vin des Sirenes” by
Tristan Dereme (1889-1941) is a short story about a group
of people drinking wine and chatting about their encounter
with a mysterious girl who may have been a mermaid, while
“Les vins sur la nappe” by Héron de Villefosse reads like a guide
that shows off whatever he knows about wine and its brand
names to hospitalize guests, mentioning the writings of French
gourmet, Grimod de La Reyniere (1758-1837).4 "Le vin perdu
en mer," the closing chapter written by Paul Valéry, is a poem
that delicately portrays how the color of red wine poured into
the sea like an offering instantly disappears in the waves.

While the illustrations do not directly explain or supplement
these essays, their images are certainly related to the contents
of the texts. For instance, “O vin...,” @ poem by Raoul Ponchon
(1848-1937) about a poet who writes drawing inspiration from
wine, is illustrated by Utrillo's print, Cabaret des Muses (fig.2).
Utrillo, who is well-known for his paintings of Paris streets such
as that of Montmartre, depicted here a daily-life scene of the
people and the street with bars and cabarets. Since additional
colors are applied upon color lithographs using pochoir (a
technique like stencil) with brushes, each print has a slightly
different look from any other, maintaining a little originality
(fig.3). The rendering of thick clouds (fig. 5) inVin du départ
(fig.4) by Kisling and the subtly different tones in black (fig. 7)
of Litre du travailleur (fig.6) by Vlaminck also resulted from the
combination of lithography and pochoir. Such technical aspects
enhance the artistic value of the book.

There are some black and white etchings among the
illustrations as well. André Derain's Age d'or et Terre promise
depicts a large bunch of grapes hanging in the center of the
image and a wine cup beneath it surrounded by a man, a
woman and a child (fig.8). The sun on the upper left and the
moon on the upper right cast light on the grape against the
rolling hills in the background. There is no indication about what
“age dor [golden age]”in the title means, but the phrase recalls
the harmonious, heavenly times after Genesis as described in
Metamorphoses by Ovid, the ancient Roman poet. The scenes
of the age of paradise in the book have often been illustrated
as people picking fruits or drinking wine peacefully together
in natural settings.® Derain explored this theme in other works
as well.¢ “Terre promise [promised land]” is considered as
Canaan mentioned in the Old Testament, the land that God
allegedly promised to give Abraham’s descendants. As the Old
Testament has an episode that a bunch of grapes too large for
one person to carry was harvested in Canaan due to the land's
fertility, grapes bigger than human beings called “Grapes of
Canaan” have often been depicted in Western art.” At the same
time, the large bunch of grapes inevitably reminds us of the
‘mystic winepress” in the context of Christian paintings. “Mystic
winepress” is an iconography that compares Jesus bleeding
from persecution to the bunch of grapes transported from the
promised land of Canaan and set in the winepress. The image

of a suspended bunch of grapes has often been depicted to
signal the destiny of Jesus who was soon to be crucified.® Given
that the sun and moon were often depicted on both sides of
the Cross in the paintings of the Crucifixion during the Medieval
age and early Renaissance period,? it is possible that the
grapes in the illustration by Derain metaphorically refer to the
Crucifixion. Further iconographical analyzation, and research of
the work’s connections with other works by Derain, are needed.
At this point, this essay is intended to point out that these
illustrations enhance the depth of the book by evoking various
significations of wine as not merely a kind of beverage but also
an important cultural matter that has shaped the spiritual world
of the West.

It is known that there are two copies of the same book in
the collections of other museums as well. One of them was
previously owned by Tsuguharu Fujita and now belongs to the
collection of the National Museum of Modern Art, Tokyo. This
copy, numbered 292, was a special proof for Fujita and his wife,
Kimiyo. It should also be noted that an additional illustration
with an autographed message from Maurice Brianchon is
attached to this particular copy (fig.9). The other copy is in the
collection of the Tokyo Fuji Art Museum. This copy, numbered
47, appears in the form of a leather-covered book because
its previous owner bound it (fig.10). It is not accompanied
by A Travers nos vignes, the other volume of the pair, probably
because they were separately bound and handled as individual
books at some point. The Tokyo Fuji Art Musuem has the 1953
reissue of Vins, fleurs et flammes as well. Unbound, it is complete
with the slipcase and the other volume, A Travers nos vignes.
While its text remains the same as the original printing’s, this
version is smaller in size with some illustrations replaced or
eliminated, and also has different page designs.

While the copies of Vins, fleurs et flammes owned by the
aforementioned museums have been exhibited before in
Japan as a book illustrated by Fujita, the book has not been
thoroughly discussed or explained in detail.'® Furthermore,
major research books about French illustrated books have
not made direct mention of it." It is not mentioned in the
literature on the cultural history of wine, either.’? Because it
was a multi-authored volume, it may have been out of touch
to the researchers of specific writers and artists. However, there
is no doubt that the book, created by such prominent writers
and painters of the 20th century, is an important material that
conveys the interaction of these contemporary artists and
is worthy of study and discussion. First of all, comparisons
between different editions, as well as between different copies
of the same edition, is required to have a general view of the
series. lconographical examination and evaluation of each work
in the context of each artist's career is necessary as well. Since
there are some illustrations whose original compositions are
identified, investigation of whether each item was created for
this publication or already existing is also possible.’? Finally, the
significance and influence of the volume can be analyzed when
materials that shed light on the purpose and the background
circumstances of the publication are discovered through
thorough search.
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(Librarian, Artizon Museum, Ishibashi Foundation)
(Translated by Yamakawa Sumiko / Suga Azusa)
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