T s | gy
L/4§ %&%@/ %//??e é’-// zl’j'ozd;w;

"JAPANESE WOODBLOCK PRINTS OF THE 171h, 18th and 19th CENTURY
and THETR RELATION T0 and INFLUENCE ON 19th CENTURY
EUROPEAN ARTISTS“_

A THESIS SUBMITTEND T10:
FACULTY OF HISTORY OF ART and DESIGN
INCANDIDACY FOR THE DEGREE

FACULTY OF FINE ART DEPARTMENT OF PRINT

BY

SORCHA 0 FARRELL

MARCH 1982

s o

o T T .
A AR A G5y



CHAPTER ONE PAGE
INTRODUCTION to Ukiyo-E School & Japan in
17th century 1.
BUDDHIST INFLUENCE 5.
PART II: TECHNIQUES & MATERIALS 8.
PAPER 9.
INK T,
PRINTING 12,
LAWS OF COMPOSITION 13,
PART ITI: CONCLUSION TO INTRODUCTION 115
CHAPTER TWO
INDIVIDUAL PRINTERS: MORONOBU 16.
UTAMARO 19.
TOULOUSE LAUTREC 20,
SHARAKU 2.4
‘-*I = 4 GAUGUIN 27,
Bl HOKUSAT | 29
e d HIROSHIGE 34
| CEZANNE & VAN GOGH 36
| - ‘ CHAPTER THREE
L CONCLUSION 40
t—*“ 3 GLOSSARY a8
= BIBLIOGRAPHY 46
=l
i{__‘ A
1
| 4

Fwﬁ'mv__



[ aag o

1o
INTRODUCTION:
"In the painting (and prints) of the Edo period may be seen a
tolerably complete reflexion of the political and intellectual
allegiances of the day"..... "yet the rise of a wholly new devotion

to genre subjects must be attributed to the change in class
allegiance, and to the desire of a population newly conscious of
its security and economic pull to see its extravagant pastimes

and fashions blazoned forth".

This quote, from an introductory essay in the catalogue from the
English exhibition "The Great Japan', held in the Royal Academy,
exactly describes the subject matter of the woodblock colour prints,

which I am dealing with primarily in this thesis.

These prints, which in the last century became known throughout
Europe, influencing many Western artists from the printer

Henri Rivere (1864-1951) through to more household names like
Cezanne (1840-1906) and Toulouse Lautrec (1864-1907). With them
they brought an inkling of life in Japan, previously a mystery to
most Europeans. Many of the scenes depicted give a somewhat
idealistic representation of Japanese life at that time. The prints
are mainly the product of the Ukiyo-e school, an art form which
blossomed in Edo and which represented the lower classes emulating
the culture of the nobility and reflecting the taste of the

townsmen of the Edo period.

The Edo period of Japanese history is that in which the effective
government of the country was located at the centre of Kyoto, now
known as Tokyo. In 1602 Tokugawa Ieyasa was made Shogun, a military

dictactor who was only nominally subservient to the Emperor His

rule was legalized, and his laws lasted from 1603 until 1868, whep
3

the Tokugawa house restored power to the Emperor. These dates defj
lne
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a political phase of Japanese history and a period of social
organization known as "EDO". It is also sometimes called

KINSEI, or the Early Modern Age.(l)

The Ukiyo-e school represented an independent art form that
evolved, both in technique and content, from an older genre
tradition. Genre painting is called Fuzoku-Ga and.depicts manners
and customs in Japan - basic themes being landscapes of the four

seasons, famous places, various annual activities and illustrations

of incidents from Japanese literature.

However, it is not just the subject matter of these prints which

has held the interest of Western people and artists for so many
years - it is the unique style with which these scenes are executed,
the unusual view point and perspective and the genius for expressive

line, pattern and design, surrounding vivid opaque colour.

Ukiyo-e art dominated Japanese art for almost two hundred years,
arising in the seventeenth century and lasting until the nineteenth
century. The title translates as "floating world picture school"

and déscribes human form and landscape feature as elements of a
pictorial pattern. The title came to be associated not so much with
the transience of life, but more with the pPleasures of that transient
life. It was with the depiction of these pleasures in the bustling
cities of Edo and Osako - courtesans of the Yoshiwara (Japanese
brothel) headquarters, the Kabuki theatre, boating on the rivers,
Sumo wrestling - that the "pictures of the floating world"

artists

concerned themselves. The Ukiyo-e school did not, however, emerge
o

suddenly, just as the bustling society of Edo it depicted, did not

(1) Professor Masanide Bito - Society and Economy in the Edgq Period

"The Great Japan Exhibition" catalogue Page 23 1981.



develop overnight, but was the result of a gradual evolution.

There were two principal painting schools up to the seventeenth century -

the Kano and the Tosa. Each of these schools identified with one of

the opposing political factions - the first being associated with the

acacs |
l’ahﬂ Shogun's circle, the other with the Emperor's.
£

8 The Kano school, with its roots in classical Chinese painting,

o specialized in idealized landscapés, Kacho and scenes of myth and legend,

B often with some hint, veiled or explicit, of Buddhistic teaching;
! the Tosa, on the other hand, was a more native product which repeated

time and again scenes of court splendour, of civil war or romantic

medieval adventure.

During the seventeenth century the work of both schools was in a

, ; decline, it was becoming continually repetitious of old masters and

_._i ol employing conventional devices, without the narrative power and vigour

- of the original masters. Also towards the end of the sixteenth century

"'—I - there was a decline of the old aristocracy, the rise of Samurai and
the new, large urban areas with their working population of townsmen,

all conspired to undermine traditional concepts in art. There arose a

hwi,,: desire for something fresh and original with which the newly dominant

classes of society could identify and which they could find relevant

"for the people,

by the people"

“'I _ to their lives - however Ukiyo-e art is not just art
- appreciation of it in many of its forms demanded

considerable sophistication.

Separate groups began to emerge under the inspiration of painters too

there was no one

founder of the school, though most historians attribute its start to

]
:] individualistic to submit to academic restraint -
] Hishikawa Moronobu (1618-94).

:, B nwan
. A5 L'“M_
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There are several other reasons for the start of this new Ukiyo-e
school - all stemming from a demand from the general public. In the

: : ; : T
seventeenth century education was more widely disseminated than eve

before ~ under the rule of Tokugana Shogunate — and a middle-class of
tradesmen, artisans and merchants emerged. It was for this class

that the Kabuki or popular drama - depicted so well by the artist

Sharaku - the Marionette theatre and an immensely varied amount of

Programmes and literature was required. It was to illustrate the

publications of the day that some of the first Ukiyo-e woodcuts were

made.

This new middle class also created a4 great demand for pictures that
could be displayed, the illustrated book was not enough anymore. In
every upper—class home there was the "tokonoma'", a quiet corner of a
room where a picture could be contemplated with undisturbed Serenity.
In these homes, the picture was usually a painting, but because
prints could be reproduced two hundred times, every home could now
afford one, which were at first printed on separate broadsheets,
called Ichimai-e, bigger than the normal illustrated book. At FESiE
these prints were black outline - it was not until 1740 that colour
as well as outline was printed from woodblocks, and even then, and
for the next twenty years, these colours were limited to two, usually

red and green,

) e S, T
jo 3 L AT i e
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BUDDHIST INFLUENCE ON WOODBLOCK PRINTING:

Another very important reason for the demand and popularity of the
woodblock print can definitely be attributed to Buddhist monks. Up

to the sixteenth century no printing was done outside a temple and
very few books not related to Buddhism were produced at all. The
manuscript directly preceded the printed book, and as Buddhism found
increasing favour among the Japanese aristocracy, there was a
corresponding demand for copies of Buddhist texts(?) Despite the
early invention of printing, which is usually attributed to the
Chinese, the hand-written manuscript remained the principal vehicle
for disseminating the written word in Japan until the beginning of the
seventeenth century, when the demand for Buddhist scripts became so
great that they had to be printed. Buddhist temples contained two
valuable commodities required for printing - time and labour - needed
for felling trees, carving blocks and manufacturing paper. It was
woodblock printing which became the important medium in spreading the
knowledge of Buddhism in Japan. The early woodblock prints were the
only method for providing souvenirs of objects of worship for Buddhist
pilgrims.In the fourteenth century Jodo monks were the first to
print their text in Japanese characters - before, the custom had been
to produce the text in Chinese only,

sometimes with reading marks

added for native use. Most monks at that time could read both Chinese

and Japanese, but now someone who read only Japanese could, for the

first time, read a Buddhist text, although this probably did not

eéxtend readership to the peasants, who were, for the most part,

1lliterate. It did mean, however, that when the text was read to an

Audience, it yas understood.

@) s
David Chibett - The History of Japanese Printing & Book Illustratiop

1980 Pages 40-45.

New York, Kokansha International Ltd.



Another unique development by the Jodo monks was a piece of work first
printed in 1315, consisting of a single sheet portrait of Honen with

a brief religious text. This was the beginning of single sheet
illustrations for worshippers, which made it possible for religion to

be preached in the home, especially for peasants who could not read.

At this early stage, however, illustrations were copied from Chinese
hand-painted and printed illustrated texts. This is because, firstly,

a great deal of time was spent on beautifying manuscripts with

calligraphy and the application of gold and silver leaf - printed texts

(.

: were more for everyday use and therefore illustrations were considered

.
T

unnecessary adornments. Secondly, illustrations were more expensive

=4

and exceptions to the rule were financed by private patromnage - for

4 example the "Diamond Sutra".

hﬂ‘*

ol Thirdly, illustrations were provided in the text for the following

reasons: functional; where they served to illustrate the text more

==

clearly: devotional; where a religious object was depicted for

—
i i

venerative purposes : and, very occasionally, purely decorative,

w__ﬂ
i

]' although this was a very minor aim of Buddhist monks.

It is unfortunate, in some ways, that Japanese Buddhist monks, with the

g ——
il e
]
[ =8

{0

Lesources at their disposal, displayed such reluctance in illustrating

: I their printed works before 1600, but, on the other hand, artists of
| .J the Edo Period, and printers, more than made up for this deficiency.
@ -J Whatever the reason for, and demand for, woodblock PLINES, a flourishine
¥ o
e Print Publishing business gradually established itself in Edo in the
Did-ej

ghteenth century, due to the organization of the Ukiyo-e schools

| [ Originally, in the seventeenth century, the world of Ukiyo-e had (unlike
- ‘!I J
= I o




the "official" a;t of traditional schools, such as Kano and Tosa)
been a loosely organized group of artists. The only exception to
this rule had been the Torii school, which had dominated the
production of theatrical posters and the like, since the end of the
seventeenth century, when it had first begun to specialize in such
work , this school had maintained a strict monopoly. Now, in the
eighteenth century, other Ukiyo-e artists also began to feel the need

for some such organization. The increasing wealth of the Edo merchant

-gave him increasingly extravagant tastes, and the polychrome print
evolved partly in response to his new requirements. There was a

large demand for big editions of the more popular types of prints,
which led artists to form schools of fellowers who would carry on

the styles which they had established and which had proved, so

lucrative. A natural result was the development of exclusive artistic

cliques aimed at Protecting the interest of the artist and his

followers in society. The Ukiyo-e painter was an artisan earning his

liviﬁg by piecework. One catered for the merchant class, the other

mostly with life in the gay quarters and the theatres. The Ukiyo—-e

was the product of an introverted, decadent society, which was
beginning for the first time to spend less time concentrating on
religion and life after death as an escape from suffering around 1Lz
and to spend more time on the joys that make life worth living. 1In
Japan this meant steeping oneself in pleasure and fantasy far removed

from true rationality and individualism, as will be seen in the

following chapters.
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PART 11

ACTUAL TECHNIQUES OF PRINTING AND MATERIALS USED:

The indirectness of making a print creates opportunities to specialize
some European and modern Japanese print artists tackle the entire
Process singlehandedly but the traditional Ukiyo—e prints, with which
I am dealing, usually involved the combined efforts of four men: the

designer (or artist), the engraver, the printer and the publisher.

The process involved in producing a colour wood-block began with the
artist making his drawing on thin, transparent paper, which was
afterwvards pasted face down onto the surface of a prepared piece of
cherry wood or similar close grained wood and destroyed in the
process of cutting. The engraver - never the artist himself - cut
around the artist's brush strokes, afterwards cleaning the wood from
between the lines, thus leasing them in high relief. Then the
printer took the first impressions in black ink from the engraved
blocks, thereby securing prints that were reproductions of the
painter's original brush drawing. The artist now proceeded to
indicate on one of these proofs where colour was to be printed and
the engraver then cut additional blocks, normally one for each colour.
The master printer, using water-based colours mixed with a little

(3)

rice-paste "~‘was then able to produce the full colour-print by
imprinting each sheet successively on the six or eight or more

blocks corresponding to the number of colours. Accuracy of register,
of first importance as a print passed from one block to another to

receive its succession of colours, was secured by a guide mark for

the proofer, consisting of a right-angle cut at one corner of each

(3)
Jan Tschichold - Chinese & Japanese Woodblock Printing

Leonardo Vol. 4 pages 75 - 79, Pergamon Press 1971
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block and a straight line at an adjoining side, aligned with one

side of the right angle.

PAPER

According to David Chibett, who wrote "The history of Japanese
painting and book illustration", paper was invented in China as early
as 105 A.D. by Ts'Ai Lun. Ts'Ai Lun, according to the book, was a
eunuch who seems to have been charged by the court with the
responsibility of collecting information and reporting on various
experiments in papermaking that were taking place in China. This man
probably supervised other people's experiments, as inventing paper
must have been an evolutionary process which took years to complete

and which probably began even earlier than 105 A.D. There is

1"

evidence of "quasi-paper" made from silk fibres, but the paper

"discovered" by TsAi Lun was composed of tree bark, old rags and
fish nets. It took until 400 A.D. before paper really replaced

bamboo and silk as a principal writing surface.

According to another better known book on this subject "Block
printing and book illustration in Japan" by Brown(é), the earliest
known paper to be discovered so far was found in 1942 near Knarakhoto

in Mongolia, and was made from coarse plant fibre.

In Japan, paper was generally made from either the mulberry plant or

"tori No Ko" which included eggshells. In the case of paper used fcf

Printing woodblocks, the bark of the mulberry was most commonly used,

(4)

Louise Norton Brown Block Printing & Book Illustration inp Japan

London & New York 1924 pages 48-51.
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After removing the bark from the tree, it was chopped up and left

to soak for at least 100 days in water. The pieces were then pounded
into a mortar to separate the inner from the outer bark. The outer
bark was then removed. Lime or soda ash was mixed with the remaining
pulp, heated over a fire to boiling point for at least eighty days
and nights and then washed repeatedly until the fibres were
completely softened(sq This pulp was then strained and pounded into
a doughy substance, which was bleached with one of various agents,
depending on the region. This bleach was then removed by further
soaking and the mixture was placed in a large vat (fune in Japanese) .

Some starch was then added to prevent the finished sheets from

sticking together.

To make uniform sheets, a frame was dipped into the vat to scoop

up a quantity of the ﬁixture. This frame had a bamboo mat or screen
stretched between its upper and lower parts to reLain the fibres of

Pulp while allowing the water to drain away. The sheet obtained in

this way was pressed to get rid of any remaining water and dried on

heated wood or brick walls.

Paper mulberry fibres are extraordinarily tough and absorbenﬁ, yet
does not cause the ink to run. When it arrived at the printers,
helpers had to size it with a flour paste and alum solution to prevent
Strike*through. It was then stacked in large piles, with very damp
sheets between every twenty or thirty sheets to establish a regular
dampnesg that would be kept consistent throughout the entire Printing,
A e e Up to twenty days, as was often the case. This
Controlleqg moisture kept the paper from either shrinking in dry air or
expanding when coming into contact with wet colours, and also when

PEREIE e (o colour well and renders sharp lines.
T =

R e pages 19, 20, 24
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INK

The ink used by block printers was called sumi, and was made in Japan
by one of two traditional methods, both of which involved the erection
of 'rooms' made from paper SHOJI (sliding screens) with several windows
in the four walls. In the first method, bundles of lighted pine

twigs were thrust through the openings, and as the twigs burnt, soot
was deposited on the walls and ceilings. When sufficient soot had
accumulated, the room was dismantled and the soot scraped from the

Shoji. Resin was then mixed with the soot to the required consistency

of ink.

The second method had a similar principle, but involved the burning
of wood o0il (PAULOWNIA) in bowls which were set inside the "room'.

The process then continued as the first.

The coloured inks and pigments used by the Japanese woodcut printer

consisted of mineral and vegetable materials and were either mixed

with gum water or rice paste, with occasional additions of alum. A

it i quite individual effect is achieved when a light coating of rice
. ] 3 Paste is applied to the block before the colour. Graduated colours
were achieved by dampening the surface of the paper at the appropriate
] Place. When the painter has used a running tone, which he achieves by

Ieépeated application of the same thin colour with a brush on to an
4 already inked block, wet on wet, or by brushing away the colour from

the Printing relief or by printing different quantities of colour in

g =" q
4 : i | : '
— e o e D

Succession from the same block.

Other embellishing devices used by the printer are the use of mica

dust in backgrounds. The mica, a mirror like metal dust,

was applied

‘k,.[ to the Paper while it was still wet during the process of Paper-making
1 )

‘ Or applieq by stencil or block when patterns were required. Algg mica

1 2y ),‘c"} Woeoma
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dust was used for picking out mirrors and frosty or icy surfaces;
there was also the application of metal dusts, either sprinkled
or applied by block; and "gauffrage", or blind-painting, for
indicating the patterns and folds of dresses, by lines in relief

but without colour.

PRINTING

The various types of wood used for carving were originally made from
azusa, or the catalpa tree, although sometimes the wood of the
Japanese Ninoki (Cypress) was also used. By the Edo period, however,
the Yamazakura, or wild cherry, was used. The wood was cut in

planks 17 to 19 mm. thick, and was then allowed to dry in the shade
and was prevented from warping by means of a special wooden clamp
known as a Hashibami. The hardest wood, in the centre of the trunk,
was used for outlines and the slightly softer exterior was used for
the colour blocks. This wood was soft enough to carve swiftly and
freely, hard enough to accept detail and still retain its edge and

clarity through many printings. It was porous and partly absorbent.

The design, on a thin sheet of paper, was placed face down on the
block by means of a rice-starch paste and, after drying, the upper
Surface of the paper was rubbed away and hemp seed 0il was applied

'y
to make the remainder transparent so that the engraver could see the
design clearly. Blocks were cut parallel to the grain as opposed to
diagonal in the west and it was only the wood surrounding the line or
area that was cut away, leaving the design in relief in reversed image.
The tools used were either flat or hollow chisels (nomi) and a wooden

hammer yag used with larger chisels to remove the background. Wooden

Plugs coulq be inserted into the block if the éngraver made g mistake

123
vaen Carved, the block was placed on a sloping table and ink wag applied
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with a wide bruéh, mixed with a dab of paste. The gntire surface
was covered and brushed many times before a sheet of dampened paper
was lifted, dropped firmly into the registration slots and flicked
forward and down on the block with the thumbs. A "baren" was

then used to rub the surface of the paper. Sometimes shading could

be achieved at this stage by drying the block before rubbing.

The necessary colours, one after the other, with generally the
lighter colours first, were then printed - over printing of colours
was rare. An edition of two hundred copies was standard because
after that the blocks began to swell from the water in the pigment

and registration was lost.

Before ending my introduction to the Ukiyo-e school, and its
craft, I would like to mention a little bit about the background

of the artists and craftsmen involved in producing these prints.

Art in Japan began more than 15 hundred years ago - there were
artists in Japan one thousand years before America was discovered
and five hundred years before England had a name! Therefore, there
are many ancient laws a young Japanese artist must learn before he

=t

can begin to acquire a style of his own.

At the age of six a Japanese child is sent to school and taught

Lo write the phonetic signs (forty-seven in all) which constitute
the Japanese syllabary. They must learn to write these with a
brush, These figures are called Katakana and are a simplified
Version of the real Japanese script which can consist of more than
a8 thousang characters, all more complicated than any in the

Ritalianal The morelad anced script is called Hiragana,
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So before the age of twelve all children are well used to the art
of calligraphy and are well able to use a brush, along with learning
the rudiments of art. They were also required to have a free and
skilful handling of the brush, always with strict attention to the
stroke, the brush must not touch the silk or paper before reflection

has determined what the stroke or dot is to express.

There was also an established order for drawing the human face and
figure: nose and eye-brows first, then eyes, mouth, ears, sides of
the face, chin, forehead, head, neck, hands, feet and finally the

(6)

clothed figure (in Japanese art the entire nude is seldom painted
and never before the seventeenth century).

In landscape, the general rule was to paint what was nearest first

and farthest last - as quickly as possible. There was also a fairly
standard rule of proporfion which applied to most landscape painting -
that was, if a mountain was to be painted, for example, ten feet high,
the trees should then be one foot, a horse one inch and a man ''the

n(6 also)

size of a bean This is evident in many of the landscape

Prints of both Hokusai and Hiroshige.

Photographic accuracy is never aimed at - whatever a Japanese painting
or print fails to contain is purpdsely omitted, and when sketching,
what first attracts the eye is to be painted - everything else is

secondary.

Continuity of style within the Ukiyo-e school, and indeed in any other
Painting school, was the result of the strict method of training. Each
BIeat artist began as an imitator of his master. This continuity of

Style went back through generations of artists. These artists then

(6)

Henry P. Bowie On the Laws of Japanese Painting

Dover 1911 Peter Smith Pages 23-24 and 56.
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developed an individuality in drawing and treatment of. subject that
stamped his prints as plainly as the signature or seal on them; and
he, in turn, was successfully imitated by his successors, which

emphasise his distinctive achievement as an innovator.

]

iL‘J

One thing all Ukiyo-e artists had in common, however, was their genius

for expressive line, pattern and design, and the vivid opaque colour

i

o m m

/

m——

they all used. They had a manner of employing human form and landscape

feature as elements of a pictorial pattern that was unique only to

i

themselves. Many attempts have been made to imitate these features by

| /

European artists ever since the Japanese prints were first discovered.

—

(Japanese ports were opened on the 31st March 1852 by Commodore Perry,

but it was not until 1862 that the first international Japanese

exhibition was held in London and the first in Paris in 1876(?) Once

=
S N .

seen though, many European artists shared the same Japanese patterns.
Certain subjects and techniques suited the age so exactly that they can

be said to have led to common decisions. Thus groups of European

oosd ',’-1.‘!-9!?1»;‘-;5?1;-‘,- T

—

artists shared a common interest in, for instance, patterned backgrounds,

tall narrow formats or cut off foreground objects.

g
|

GRS e

The Japanese woodcut changed many established rules and traditions of

[ e

composition. This system of cutting¥ort along with the Japanese

> characteristic "birds' eye view" are only two of many devices, many of

N O

=]

which wi]] be discussed in further chapters, all of which created new

—— .

= et

]

Rethods of depicting distance, new sight-lines and a new portrayal of

J

startlingly realistic imagery.

1\

\
(7)
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*egfried Wichmann Japonisme London Hudson 1980
Page g
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of introduction.
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JAPANESE PRINT

A servant holding his masior’s armour. By Kunisada 1786-1864

Japanese Coll. A¢.2302

‘ . i lso tr
As I discuss individual Japanese printer/artists, I will als y

; terparts.
and compare and parallel them with some of their European coun p

2
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CHAPTER TWO

ANDIVIDUAL PRINIERS, THEIR LIVES AND WORKS, AND THEIR INFLUENCE

T S s e ot e s e e i e s e e S e e L

I have chosen to discuss the work of Hishikawa Moronobu (1625-1694)

/

not so much for the specific individuality of his work, or even any

direct personal influence he had over any European artist, but

B

Y - R, . : :
— - I - i ';;;"'

more because he is traditionally considered the founder of the full

o)

polychrome print, or Nishiki-e, as it was called. He was

responsible, more than any other artist for giving shape to a

rather shadowy concept. It is for this reason - the fact that he

.

influenced the more prolific artists’ whose work appeared during

BUELE this period, who, in turn, influenced the work of many of their

M e e S SR

L

European counterparts, that I consider his work important.

Moronobu was born the son of an embroiderer at Hoda in the Awa

\

)
'Eﬁ“&?.&%éﬁ =
i

L
1

province. Here he learned something of his father's work, but

finding the employment distasteful, he left Hoda and went to Yedo

| &

to study painting. From here he moved to Kyoto and took up his

studies under a master of the Tosa school. Around 1660 he began

" |

e

to study under the master Kano Tan'Yu (1602-74) in Edo(8). He is

§
4

normally regarded as an Edo artist, although many of his books,

=
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particularly in the early period, were, in fact, published in Kyoto.
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He was responsible, between 1658 and 1694 for illustrating

approximately 150 books of varying size and subject matter,

It is clear that he received a thorough training in both the Tosa

TR e O N

P

and Kano, styles of painting. As prolific in Print-making as ip
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Louise Norton Brown Block Printing & Book Illustration
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¥ in Japan, London & New York 1924 Pages 129, 130, 132-4.




book illustration, Moronobu was responsible for the development

of the Ukiyo-e school.

His work can be viewed under three phases: he admired three artists

whose work influenced his at different stages of his career: the
earliest was Kano-Tanyo, then Hanabuse and finally Iwasa Matebei.
While under the influence of Kano Tanyo, Moronobu made his higgest
contribution to the history of book illustration - his development of
These existed before his

the native Japanese "Ehon'" or picture books.

time only in works copied from Chinese books or adapted from them.

'Probably the reason for the initial popularity of "Ehon' was the growth

of a semi-literate audience in the cities who vreferred books with
pictures to solid text. An obvious subject matter for books of this
type was everyday life in the cities and, in particular, the Yoshiwara

(brothel) pleasure quarters.

Moronobu's first step in this direction was the celebrated and erotic
Yoshiwara Makura, or pillow, of 1660, which contained illustrations

of forth-eight traditional lovemaking positions. This type of
eroticism was an important feature of Ukiyo-e art, and can be seen in
more detail in the work of Utamo, who I will disc;ss next, and whose
influence can easily be seen in the work of Degas and Toulouse Lautrec,
whose preoccupation with the brothels of Paris in the eighteenth
Ceéntury is very similar. Many other artists of the Ukiyo-e school
besides Utamara, all of the highest reputation - Harunobu, Hokusai

and Hiroshige - took pride in this kind of work, although it was always
frowned on by the authorities. These books, usually in the forp of
HYOban—Ki, or critiques of courtesans, were designed for the use of
Patrons of the pleasure quarters. It is interesting to note that the
illustrations of Yoshiwara Makura are not thought suitable for

reprlnting even in today's permissive age. However, We.can stji]] see
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trees and waves, drawings of women, books of designs for screens

ete.
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There is a generally accepted idea that a change came over Moronobu's
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H;] ;. style after he left Kyoto, to be attributed to his admiration for

Ivasa Matabei's pictures. Whatever change took place, however, was
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Probably mainly due to the greater freedom of thought and life in

d

Edo and in reality the difference was rather in scale and subject

"E:l ; : matter, his style remaining about what he had settled on in the
1 ‘i] é? .; ‘ early Kwanbun period. It is not certain that even this