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Explanatory Note

From the late 19th century onwards, Japanese art gained great popularity in the West on the back of Japanese taste
(Japonisme). Ukiyo-e was at the centre of this trend and was exported to Europe one after another. Ukiyo-e was not only a
valuable export resource for Japan from the Meiji era onwards, but also highly valued in Europe, especially in France, where
research into ukiyo-e began earlier than in Japan. In Japan, however, ukiyo-e was extremely undervalued and there was no
perspective to recognize ukiyo-e as a work of art.

It can be pointed out that although full-fledged research into the history of Japanese art began in Japan after the Meiji
period, only the study of ukiyo-e has developed in a peculiar way. The first full-fledged study of ukiyo-e in Japan is considered
to have been the first publication of the magazine Konohana (1910).

Since then, ukiyo-e research has continued in the style of publishing magazines (specialized journals). It is interesting to
note that only the study of ukiyo-e is still continuing, which distinguishes it from the study of other Japanese art forms. This
paper carefully traces the history of ukiyo-e research centered on this specialized journal and points out its characteristics.

The Japanese version of this paper was published in the academic journal Kobe Review of Art History, no. 18, 2018,
published by Association of Art History at Kobe University, Japan.

I. Introduction

Ukiyo-e Y712 first appeared during the early Edo period, then became obsolete, and finally disappeared with
the last publication of nishiki-e $##z prints, a type of ukiyo-e, on the Russo-Japanese War (1904-1905). This study
addresses how ukiyo-e is regarded in modern Japan, how and when its study began, the changes it underwent, and
its impact and influences.

In 1889, American art historian Ernest Fenollosa wrote an article titled “Ukiyo-e shi ko {#1H#% 5% (study on
the history of ukiyo-e),” first published in Kokka T[E|% 3, a magazine of Japanese arts'. Here, the author concluded
that “Tokugawa’s fall was the end of ukiyo-e.” While ukiyo-e artists continued to produce their works, notwithstand-
ing Fenollosa’s views, many competing forms of painting did affect the popularity of ukiyo-e. A major movement at
that time tried to share art with the masses by holding exhibitions and using art museums as venues. For example,
the first National Industrial Exhibition in 1877 was held in a fine arts building, a gallery that displayed paintings and
other artworks?. For many people, visiting a building newly christened as an “art museum” would have been a novel
experience - since the traditional way to enjoy ukiyo-e prints and such other art was to purchase them at an ezoshiya
fELHCR (a picture book shop).

1.Ernest Fenollosa, “Ukiyo-e shi ko,” Kokka, nos. 1, 2,4, 6, & 8, 1889-1890.

2. Doshin Satd stated that this meant “a form of exhibition for the general public and the establishment of a new exhibition space called an
exhibition hall.” Doshin Satd, “Tenrankai geijutsu ni tsuite B ZE{ 12D V> T (study on exhibition art)”, in Nikon bijutsu zenshu, Dai
nijuichi kan, Edo kara meiji e, Kindai no bijutsu 1 THARREM 2, F21&, 1P WG, ERDREMIy (Kodansha i,
1991).
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Meanwhile, printing had undergone major changes. The woodblock printing technique, the method ukiyo-e
printing was based on, was displaced by the dramatic development and use of copperplate printing - this was already
in use since the 18th century - and by the introduction of lithography?®. Many Meiji era ukiyo-e prints were nishiki-¢,
depicting scenes of war. Common themes included the Satsuma Rebellion of 1877, the Sino-Japanese War of 1894,
and the Russo-Japanese War of 1904. Thus, ukiyo-e prints became a means of transmitting information, a role that
was, with the passing of time, taken over by other media better equipped to convey realistic information, particularly
photography.

This study explores the twilight era of ukiyo-e prints, when and in what forms they were appreciated and stud-
ied, and their influence on art, art history, and art appreciation in Japan and beyond.

II. The beginning and background of ukiyo-e studies

(1) The beginning of ukiyo-e studies by specialty magazines

Ukiyo-e studies have always been and still remain specialized. Numerous types of art and art history genres ex-
ist, but unlike ukiyo-e, few have specialty magazines devoted to their research and are still published . An exemplar
journal in this regard is Ukiyo-e geijutsu TVF AR 0 (ukiyo-e Art), first published in 1962 by Kokusai ukiyo-e
gakkai [E[fFiF %472 (International ukiyo-e Society)*. Regarding other genres, the only other journal I know is
Bukkyé geijutsu T#E4f7 5 (Buddhist Arts), launched in 1948°.

This phenomenon has surprisingly existed for some time. We can trace the first ukiyo-e magazine — Kono-
hana TIAE s, published by Gaikotsu Miyatake (& B/H5, journalist, 1867-1955) — to 1910. However, this does
not mean that no art magazines have been published before that. Gayiisekichin TENZ)T ¥ 16, the oldest known art
magazine in Japan, was published by Yuichi Takahashi ({Eif&FH—, painter, 1828-1894) of the Tenkai gakusha X
=24 painting school. Its first issue appeared in 1880. Other magazines followed, including Dainippon bijutsu
shinpo TRHAFEMTHTH (1883-1887), Toyo Kaiga soshi THEAZIMIHE 560 (1884-1886) and its successor Kaiga
soshi THzIM #2560 (1887-1917), and various other art magazines, including the aforementioned Kokka’.

This makes the launch of the Konohana, an ukiyo-e magazine, all the more exceptional. Essentially, all the
other magazines were comprehensive art anthologies and they differed slightly in content and focus. Some other art
magazines focused on a single genre. This was before the publication of Konohana: Shokusen kenkyukai zasshi
Tk A7 2 MERE ) (edited by the Senshoku kenkyiikai B4 fafiff7E4> and first published in 1890), Nansé gaen T
K%ty (first published in 1902 by Murakami shoten 1 _E3E)E), and Tokikai TFi#s 5Ly (first published in 1910
by Toyo jitsugydsha HFEFZZERL)S. Other specialty magazines were the watercolor magazine Mizue T#D 2.1, the
woodblock print magazine Heitan T~FH. j (both of these were first published in 1904), and Hosun T75~F g (first
published in 1907); I will discuss this later. Nevertheless, these magazines mainly focused on developing the field
by focusing on the current trends of “contemporary art” and were distinct from Konohana, which featured ukiyo-e

3. Shigeru Aoki, “Kindai no hanga JTfR D i (study on modern prints)”, in Nikon no kindai bijutsu 12, Kindai no hanga T A DUTRERM]
12, EfRORKIA  (Otsuki shoten & H L, 1994).

4. Tt was first published in 1962 as the Nihon ukiyo-e kyokai’s HANF Iz 154% (Japan ukiyo-e society) journal. Initially, it was published four
times a year, but in 1999, when the Nihon ukiyo-e kyodkai changed its name to the Kokusai ukiyo-e gakkai (International ukiyo-e society), the
journal switched to a biannual publication. See No. 130, published in 1999.

5. Edited by the Bukkyd geijutsu gakkai fli#(Z54i2% 2> (Buddhist art society) and published by Mainichi shinbun 72 H3#[H (No. 1-339) and
Mainichi shinbun shuppan 73 H 1 Hifi (No. 340-350). In January 2017, the publication was suspended at Issue 350. A committee was
formed in January 2018 to restart the journal. The annual report of Chichiikai gakkai HiiH #2723 (Collegium Mediterranistarum), Chichitkai
gaku kenkyii THBHW ARS8 (Mediterraneus) (first published in 1978) covers a slightly wider range than this case. It encompasses art
history and considers multiple countries as well.

6. It was published from No.1 to No. 5 and then discontinued. It has recently been reprinted as Modern Art Magazine Series: Shigeru Aoki, ed.,
Kindai bijutsu zasshi sosho 2: Gayi sekichin TUTAEMMERE T2 © BA#SZ2 1 (Yumani shobs W  ICFHE, 1991).

7. Gaikotsu Miyatake and Taketoshi Nishida P %75, “Meiji zasshi nenpyd BHIGHERG 2 (chronology of Meiji period magazines)”, in Meiji
bunka kenkytikai BIVA SXALITZE2 (society for the study of Meiji culture), ed., Meiji bunka zenshii. Dai go kan. Zasshi hen g ree S
55T HMERERR D (Nihon hydron shinsha H ARFEGRHTHL, 1955).

8. See Note 7.
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prints that were already out of print at the time of their publication. Incidentally, among the early miscellaneous
art magazines mentioned above, only Kokka typically addressed the so-called “old art” or “art history”; the others
centered primarily on “contemporary art” trends, meaning one could not imagine the launch of a magazine covering
the history of an art form such as ukiyo-e which was already out of style’.

(2) Early ukiyo-e research on exhibitions and editorial publications

Doshin Satd’s “Bijutsu, bijutsu shi, bijutsu shi gaku no naka no ukiyo-e FEfij - &5 « £ s A D DIFEH
#z (ukiyo-e in fine art, art history, and the discipline of art history)” (2016) provided detailed information on the start
of ukiyo-e research from the perspective of ukiyo-e themed exhibits and editorials'®. Sato credited Fenollosa with the
founding of modern studies on ukiyo-e. To begin his research, Satd noted the exhibition at the fifth regular meeting
of the Kangakai #51l|4% (study group on Japanese painting) (May 1884), the first such exhibition on ukiyo-e", and
analyzed the previously mentioned treatise “Ukiyo-e shi ko” (1889), a work of art history research. In his ukiyo-e
studies, Fenollosa sought to “clarify [its] historical development” and thereby shed light on its overall chronological
history and the “evolution” of its technique and presentation. Fenollosa can be said to have founded contemporary
ukiyo-e study, given that modern ukiyo-e study discusses its history and differences in technique and presentation
(though not necessarily its “evolution”) through comparisons.

In addition, as a comprehensive investigation of ukiyo-e, Satd cites Ukiyo-e ha gashii "V HAZIRIMIEE s (art
books of the ukiyo-e school’s works, in five volumes, published by Shinbi shoin Z¥JEE L, 1906-1908) and an
article on ukiyo-e in Japanese art history: “Ukiyo-e ydshiki ron JZHA2ERZG (study on the style of ukiyo-e)” by
Shizuya Fujikake (5% ftH, art historian, 1881-1958) (Kokka, vol. 254, 257, 259, 260, 1911-1912)'2. Many maga-
zines centering on ukiyo-e have been published amidst this rise in momentum.

(3) Publication of ukiyo-e specialty magazines

As mentioned earlier, the first ukiyo-e magazine Konohana was published in 1910. Konohana ran for a brief
period of time — from January 1, 1910 (Issue No. 1) to January 15, 1912 (Issue No. 22). However, other ukiyo-e
magazines continued to be published as described below.

If we are discussing only pre-war publications, no less than eight magazines can be considered ukiyo-e spe-
cialty magazines. Konohana was followed by three magazines during the Taisho era and four magazines during the
pre-war Showa era. The titles listed below are in the order of publication.

1) Konohana THAE], Gazoku bunko HE/S S, January 1910-July 1912.

2)  Ukiyo-e IT#HH2, Ukiyo-e sha I A2 E; Sakai kokodd 114154, June 1915-September 1920.

3) Nishiki-e [5%2 ], Sogei shoin #72<55t, May 1917-June 1920.

4y Ukiyo-e no kenkyii TTETHAE.ZIFSE], Nihon ukiyo-e kydkai HATFHAZ 23, October 1921-March
1929.

5)  Ukiyo-e {7441, Fukunaga shoten &7k &5, January-May 1928.

6) Ukiyo-e shi TFTHAZE], Unsddo =4, January 1929-September 1931.

7)  Ukiyo-e geijutsu T HIEZEIT), Ukiyo-e geijutsu sha IFHIE i #:; Daihokaku shobs K EIKIE .,
February 1932-December 1935.

8)  Ukiyo-e kai TYEHHHES), Ukiyo-e dokokai F#HFRFINFZ, March 1936-June 1941.

9. Doshin Satd pointed out that, by the time Konohana was published in 1910, ukiyo-e had already been “historicized” and become a subject of
interest for art historians. Doshin Satd, “Bijutsu, bijutsu shi, bijutsu shi gaku no naka no ukiyo-e,” Bijutsu Forum 21 TEMT7 4+ —7 4
214 , No. 34, published by Daigo shobo B, 2016.

10. Satd, supra, Note 9. As for the publication of ukiyo-e magazines discussed in this paper, magazines Konohana, Ukiyo-e, and Ukiyo-e no
kenkyii are mentioned in the section “Ukiyo-e kenkyi no honkakuka JZHAZAE D AL (study on the full-dress development of wkiyo-e
research)”.

11. Ukiyo-e exhibits, organized by Bunshichi Kobayashi /MAS{ = — an ukiyo-e and picture dealer who was friendly with Fenollosa — were
held in 1892, 1897, 1898, and 1900 (Satd, supra, Note 9).

12. Fenollosa published writings on the history of ukiyo-e in 1901 prior to this (Satd, supra, Note 9).

3
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From these publication dates, two magazines were sometimes published concurrently, suggesting the demand
for ukiyo-e magazines (or the number of associations desiring to publish one). Several magazines began studying
ukiyo-e within less than ten years after it ceased, and this trend continued unabated until the start of the Second
World War. We summarize below each of the magazines that studied ukiyo-e and its features.

(1) Konohana, published by Gazoku bunko (January 1910-July 1912; 22 volumes in total)

This magazine was launched by Gaikotsu Miyatake, a journalist, writer, scholar of life and manners, and a
multitalented artist. Gaikotsu published more than 100 magazines and books, such as Kokkei shinbun "1 F&#7[# 1
(a satirical newspaper) and Omoshiro hanbun TIHI 13571 (a collection of satirical essays). Gazoku bunko was
an independent publishing division of the Kokkei shinbun publishing company that Gaikotsu supervised; the name
Konohana was chosen to contrast with the prevalent mantra “bushido” #i-1:3& (the way of the warrior) to embody
the Japanese spirit'*.

In the first issue’s foreword titled “Konohana no sakishi riyli HAEDWEE LI (statement for launching)”, the
magazine described the steps leading to its launch. Ukiyo-e prints were very popular outside Japan, and their prices
kept soaring. Meanwhile, back in the artform’s home country of Japan, ukiyo-e was looked down upon with scorn
(or “cold eyes,” in the words of Gaikotsu). Gaikotsu described how, along with its prices, the foreigners’ purchases
of ukiyo-e also increased from “around 1887”. Ukiyo-e prints were displayed in museums worldwide (specifically
France, Germany, and England), prompting Gaikotsu to write as follows: “Japanese ukiyo-e must have real value. [
felt that this was something I had to study and see for myself.” He was surprised that while research on the ukiyo-e
master Katsushika Hokusai in Japanese consisted of “only the single volume, Katsushika Hokusai den U it
{51 (biography of Hokusai Katsushika), containing hardly any pictures, [there were] 7 or 8 original books written
in English, German, and French.” Gaikotsu concluded that “it would be a terrible thing for the Japanese to entrust
ukiyo-e scholarship entirely to foreigners, and we definitely need to do our own research.”

The headline of the “preface” to the first issue read as follows: “This magazine is published monthly to advance
interest and scholarship in Japanese ukiyo-e, which is gaining recognition, and its essential place in the canon of art
around the globe's.”

Konohana marked the beginning of ukiyo-e magazine research. Gaikotsu seemed to take great pride in this,
describing the magazine in his Gazoku bunko shuppan tosyo mokuroku THER X FEHIRIXITE HEky (catalogue of
books published by Gazoku Bunko publishing) as “the only magazine specializing in historical and contemporary
ukiyo-e works'®.” Each issue’s table of contents contained the following statement: “While this publication does
not include the results of specialized research on individual ukiyo-e artists, they will be published separately in the
near future in collections such as Ukiyo-e shi zenden TYF Azl 425 1 (biography of all ukiyo-e artists) and Ukiyo-e
kagami TiF A28 1.7 Gaikotsu was the first to publish an ukiyo-e magazine and an art book listing the masterpieces
of individual artists and the research on them'”. We do not know whether Ukiyo-e shi zen den was really published,
but we do know that some of the Ukiyo-e kagami series in 12 volumes were certainly in print. If all the 12 volumes
had been published, they would have been the earliest complete collection of ukiyo-e prints. Gaikotsu included the
following ukiyo-e artists in his series during the announcement of upcoming books in the first issue of Konohana.

Ukiyo-e kagami-A collection of 12 Japanese bound books.

13. Takao Yoshino 2 ¥F£ 1, Miyatake Gaikotsu den U= RIMI 151 (biography of Gaikotsu Miyatake), Kawade shobd shinsha 1 H ¥ b7
#1: (Kawade bunko 71 S i), 2012.

14. Ttaru Kimoto RAH, Hyoden Miyatake Gaikotsu TRHARTE A 81 (critical biography of Gaikotsu Miyatake) (Shakai shisousha #1:23 &
A, 1984).

15. This “preface” continues through the final issue, but starting from the 13th issue, the journal changed to “bimonthly.”

16. Eiichi Tanizawa, “Kaidai Konohana fi#:# (¥ (bibliographical introduction of Konohana)”, in Miyatake Gaikotsu chosaku shii. Dai nana
kan, Konohana U= M8 EEES L& AL , Kawade shobd shinsha, 1990.

17. All five volumes of the Ukiyo-e ha gashii, mentioned above and published by Shinbi shoin (1905-1907), precede this. However, this does not
threaten the individual artist.
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We selected 12 masters who could be considered to represent each school of ukiyo-e and 50 outstanding works of each
master (with four colored frontispieces):

Hishikawa Moronobu gafu V2| |BlEMEE 3; Okumura Masanobu gafu TSR BUSTHEE 5

Nishikawa Sukenobu gafu TV [#{5 M3 1; Tsukioka Settei gafie I H =5 FlIHIEE 5

Suzuki Harunobu gafu "85 KRGS WS 1; Katsukawa Shunshé gafu U1 ERFEIHIEY 5

Kitao Shigemasa gafu TACFE EEIEXIMIFE 1; Torii Kivonaga gafu TR IR RIMHE

Kitagawa Utamaro gafu V&% | [RE WS 1; Utagawa Toyokuni gafie TR 115 EHIEE 5

Katsushika Hokusai gafu T i AL7E RS 1; Taiso Yoshitoshi gafu TR MRS

The volume presenting Moronobu Hishikawa was published on July 15, 1909. The second volume presenting Ma-

sanobu Okumura is nearly completed and will be published by the end of February or March 1910.

The first three volumes published were as follows: Vol. 1 presented Hishikawa Moronobu Gafu. Ukiyo-ehon no
so TZEIIFMEHEE AR AR D1 (Moronobu Hishikawa’s art collection). Vol. 2 presented Okumura Masanobu
Gafu. Yamato-e shi TENBUSHGE  KAK2ATs (Masanobu Okumura’s art collection). Finally, Vol. 3 presented
Nishikawa Sukenobu gafu TV8)1|1#i{SH#% 1 (Sukenobu Nishikawa’s art collection'®). The progress of publications
could be understood from the notices announcing the upcoming publications. The publication of the second volume
was delayed relative to its announcement in Issue No. 1 of Konohana; its publication was postponed to the “end of
March or the beginning of April”; Issue No. 3 appeared in March 1910. However, when Issue No. 5 was published
in May 1910, it gave the publication date for Vol. 2 as “April 25 of this year [1910].” Vol. 3 seems to have encoun-
tered an even more difficult situation that continued for a long time. After Issue No. 5 was published, a statement
announced that “[Nishikawa Sukenobu gafu] will be published later this year,” and this announcement was repeated
until Issue No. 13 (January 1911; it mentioned a “sculpting in progress”). However, the delay continued: it was
“scheduled to be published on June 1” (Issue No. 15, May 1911); the publication was postponed to “August 1” (Is-
sue No. 16, July 1911); Issue No. 17 (September 1911) finally announced the publication of Vol. 3 on September 1,
1911.

The juniketsu {4 (12 masters) selected here are all well-known ukiyo-e artists, but a present-day publisher
compiling a complete collection of ukiyo-e may not dedicate a single volume to Masanobu Okumura, Settei Tsukio-
ka, Nishikawa Sukenobu, Shigemasa Kitao, or Yoshitoshi Taiso". Hiroshige Utagawa’s #kJI|J/s i name was also
surprisingly not listed. The choice of the 12 masters in the earliest research on ukiyo-e made by Gaikotsu Miyatake
appears curious from the present-day perspective. This magazine also included brightly colored plates of the works.

(2) Ukiyo-e, published by Ukiyo-e sha (June 1914-September 1920; 55 volumes in total)

The next publication was Ukiyo-e, released by Sakai kokodd, an ukiyo-e dealer, collector, and appraiser. Issue
No. 1 of this publication made the following statement in its introduction “Ukiyo-e no hakkan ni tsuite T HAz 3D
FEHNTHE T (statement for launching)”:

Ukiyo-e is almost entirely a product of the Edo period, and trying to understand it only from the [perspective of the]
Meiji and Taisho eras without studying the Edo period ignores the continuity of history. While the study of ukiyo-e is
unavoidably centered on the Edo period (the birthplace of ukiyo-e, of course), it does not stop with the study of Edo
society. Looking back from the present, the great revolution of the Meiji Restoration certainly laid the foundation for
a New Japan, but it was too quick to destroy the old ways, and many felt uneasy about losing something irreplaceable.

Above all, it was sad that ukiyo-e waned along with the Haito sanpatsu rei JJJ 15245 (edict outlawing the carrying

18. Gaikotsu Miyatake, ed., Ukiyo-e kagami. Dai go kan. Hishikawa Moronobu gafu. Ukiyo ehon no so (Gazoku Bunko, July 1909); Ukiyo-e
kagami. Dai ni kan. Okumura Masanobu gafu. Yamato-e shi (Gazoku Bunko, April 1910); Ukiyo-e kagami. Dai san kan. Nishikawa Sukenobu
gafu (Gazoku Bunko, September 19, 1911).

19. For example, in Ukiyo-e taika shiisei TVFARRKEKER s (the great ukiyo-e artists’ art collection), vol. 20, plus six sequels (Daihdkaku
shobo KJEEIEEE, 1931); artists Moronobu, Masanobu, Sukenobu, Kiyonaga, and Toyokuni did not have individual volumes devoted to
their work. Yoshitoshi’s volume was the first of the supplement series. Yoshitoshi was not given a volume in Ukiyo-e taikei TiFHAzR R
(Shueisha £ 5¢¢k, 1973, 17 volumes in total). Settei’s work was not included in any of the complete works.
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of swords and role of the samurai) ... As long as our civilization belongs to us, ukiyo-e research will be among the most
brilliant aspects of our people’s political, social, scientific, artistic, literary, or craft history and the history of theater,

in a word the history of our civilization.

The fourth year of the Taisho era (1914) would have been the 48th year if it was considered part of the Meiji era.
Almost 50 years after the Meiji Restoration, we find the history of the “Edo period” settled, allowing us to consider
the period objectively. The magazine Konohana declared that it “does not include the results of specialized research
on individual wukiyo-e artists*--. In order to avoid being intimidating to the common man, high-level editorials are
avoided, and more approachable content will be prioritized®.” In contrast, Ukiyo-e tried to proudly trumpet the
“study” of its namesake. This attitude can be observed in the first issue’s Table of Contents. It begins with serial-
ized articles such as Goyd Hashiguchi & 1713: “Suzuki Harunobu no ga#i RS DIl (study of Harunobu Su-
zuki’s work)”; idem, “Nishikie to bunmei seisaku $#fiz & SCHHEE (study on the relationship between nishiki-e and
civilization policy)”; and idem, “Ukiyo-e shi souboroku 77z filiffZ£ 8% (research on the tombstones of ukiyo-e
artists?')”. Goyd'’s series was the study of an individual ukiyo-e artist, Harunobu Suzuki, while “Ukiyo-e shi sou-
boroku” was the basis for biographical research on each artist. While the articles in Konohana were mainly written
by Gaikotsu, various authors contributed to the discourse on Ukiyo-e - as is the case with present-day magazines.

Several notable points can be made about the magazine Ukiyo-e. First, it began by presenting research on indi-
vidual artists and works. The first issue’s table of contents included the names Harunobu (from the aforementioned
“Suzuki Harunobu no ga”) and Hokusai and Hiroshige (Hama no hito J&® A “Hokusai to Hiroshige no nikuhitsu
nidaisaku 4677 & JA B DAE " KAE (study of two major paintings by Hokusai and Hiroshige)”. Subsequent issues
contained other notable names: Toyokuni IT (Utagawa) —fRE[E (#kJ1]), Shuncho (Katsukawa) 5 (B5/11), and
Moronobu Hishikawa in Issue No. 2; Kuniyoshi (Utagawa) [E 77 (#t)1]) in Issue No. 3; Kaigetsudo % H % in Issue
No. 4; Utamaro (Kitagawa), Eisen (Keisai) %&5% (3%7%7) and Toyokuni I in Issue No. 5; and Koryiisai Isoda fH]
WHEEZT in Issue No. 6. Issue No. 6 also contained research on Eitaku Kobayashi, a Meiji-era painter who still re-
ceives little attention (Mokuan Sekine BIFRERJE (theater critic, 1863-1923) “Kobayashi Eitaku no koto N7k i
D (research on Eitaku Kobayashi).” Even more interesting is the fact that Issue No. 6 also contained research on
Sharaku Toshiisai BM7T G2 (dates of birth and death unknown). The first appearance was “Sharaku no kenkyi
(1) B28DHF%E (—) (research on Sharaku, part 1)” by Bungakushi Nakai (2%, namely, art historian Sotaro
Nakai F1H:3KEE (1879-1966). The first article appeared in a five-part series that ran from Issue No. 6 (November
1915) through Issue No. 10. Sharaku has been described in various books from the Edo period such as Ukiyo-e ruiko
TYF RS 5 (ukiyo-e artists dictionary). In modern times, he has been mentioned in Ukiyo-e jinbutsu shi Ti%
Az ANYI5ED (ukiyo-e artists dictionary, edited by Enpekiken (Tomoyasu) Kurokawa 211330 (& 4% ) (banker/
researcher), Shinshindd k% %%, 1890), and Ukiyo-e biko TYEHAZIH 1 (ukiyo-e artists dictionary, edited by Jinzan
(Shotard) Umemoto MEASEL L[ (§# AR ] (historian), Toyodo Hif74, 1895). However, his descriptions and works
were minimal, suggesting that he did not rank among the top ukiyo-e artists. Sharaku (1910), a book by German
scholar Julius Kurth, drastically changed scholars’ thinking about the artist, but it was not translated into Japanese
until much later’?. The first Japanese mention of Kurth’s work was in Kafii Nagai’s ZKF:{if il (novelist/ writer,
1879-1959) article “Ukiyo-e to edo engeki {#1Hifz LTl (study on ukiyo-e and Edo theatre)” in 1914%., In

20. Gaikotsu Miyatake’s intention that “ukiyo-e will be widely accepted by the general public” was based on the fact that ukiyo-e, which was
acclaimed overseas as an art form, was not meant to be “art” in the high-brow sense, but rather a more down-to-earth form of entertainment
for ordinary people in the Edo period. Katsuhiko Takahashi stated that Gaikotsu once praised “the depth and warmth of the Japanese people
who created and nurtured this media (ukiyo-e)” and tried to convey its attraction and richness. Katsuhiko Takahashi, “Konohana no toikake [
WAty DRI (study on what the magazine Konohana ask us),” in Bessatsu Taiyo. Seitan 150 nen. Miyatake Gaikotsu TRITIARES
AFE1504 =R AMEs  (Heibonshaf- UL, 2017).

21. “Suzuki Harunobu no ga” was serialized in six parts in Issues 1-5 and 7; “Nishiki-e to bunmei seisaku” was serialized in two parts, both of
them in Issue 2; and “Ukiyo-e shi souboroku” was serialized in seven parts in Issues 1-7.

22. The complete translation was finally published in 1995, many years later: Julius Kurth, Sharaku, trans. Tadashi Sadamura, and Junjird Gamo
(Adachi hanga kenkyu sho 7 %5 Wiifififf 77T, 1995).

23. Kafii Nagai, “Ukiyo-e to edo engeki,” in idem, Edo geijutsu ron TV 25fiawa  (Shunyods FbaaiL, 1920), first appeared in the same title
published in the text of Mita bungaku = 2% in 1914.



Mayumi SUGAWARA/ UrbanScope Vol.13 (2022) 1-14

the following year, Sotard Nakai published a paper mentioning Kurth’s work, titled “Sharaku no geijutsu: Yakusha
nigao-e no tensai 58D =AM R HE BIEAFRDKF (study on Sharaku’s art)”>. The Nakai’s 1915 serialization of
this journal was based on this previous publication. But there had been a translated abstract of Kurth’s work, en-
titled “Sharaku no kira-e 35D ZEREE (study on Sharaku’s kirazuri (mica-covered) prints)” written by Shimei
Nakagawa H1/[[P4H, a poet, reporter, and editor (1850-1917), in April 1914%. In addition, Gekkd Takayasu’s 15
“ZHZE (playwright/ poet, 1869-1944) review “Kurth no Sharaku 77 /)L F D5 %8 (review of Kurth’s Sharaku)” was
published in Issue No. 19 (December 1916), making it clear that Kurth had become an important resource for re-
search on Sharaku?.

Another notable point is the magazine’s range of authors. Each issue had articles written by authors such as the
well-known ukiyo-e scholar Shizuya Fujikake, who first published in “Utamaro no Kachd ga S DFE 51 (study
on Utamaro’s kachd-ga)” (Issue No. 31, December 1917); Usui Kojima 7N 557K (writer/ collector/ researcher,
1873-1948), who first published in “Edo no nishiki-e dana YL.J7 D#fz)E (study on nishiki-e shop in the Edo pe-
riod)” (Issue No. 1, June 1915); Mitamura Engyo —HIA E £ (1870-1952), known for his study of Edo culture, and
who first published in “Kuniyoshi no dtsu-e [ 75 DKL (study on Kuniyoshi’s dtsu-e (folk art print))” (Issue No.
3, August 1915); Kuson Omagari KEHBUR] (art critic/senryu researcher, 1882-1943), who first published in “Den-
zen to Kunimasa FH3% & [E[B( (study on Denzen (A5do) and Kunimasa (Utagawa))” (Issue No. 6, November 1915);
Kendo Ishii A1 -4 (editor/ writer, 1865-1943), a founding member of the Meiji bunka kenkyi kai BH& LA
7% 4% (society for the study of culture in the Meiji period), and who first published in “Nishiki-e no bunrui an #FzD
7JHZE (research on the classification of nishiki-e)” (Issue No. 8, January 1916); and art historian Kou AimifH B.#F
WV (1874-1970), who first published in “Utagawa Toyoharu to kare ga ichidai no kessaku takiguchi gonan zu gaku
R DS — D BEVERE A #EXI%H (study on Toyoharu Utagawa and his masterpiece Takiguchi gonan zu
gaku)” (Issue No. 8). This magazine “honed” these scholars. However, Shizuya Fujikake wrote Ukiyo-e taika gashii
MY AR K KIMISE ) (the great ukiyo-e artists’ art collection)”’, which was published by the Ukiyo-e kenkyii kai
TFAEITZE 2 (study group on ukiyo-e) in March 1915, before the magazine’s first issue, and Usui Kojima wrote
Ukiyo-e to fitkei ga Vi Az & JEGR M g (study on ukiyo-e and landscape painting) in August 1914%, the year before
his first article was published in the magazine.

(3) Nishiki-e, Sogei shoin (May 1917-June 1919; 35 volumes in total)

Nishiki-e was first published in 1917, when the magazine Ukiyo-e was still in print. The defining characteristic
of this magazine was its size (format). The original images were as large as 38 cm high, approximately the same
size as a large-sized nishiki-e. Thus, Nishiki-e could produce much bigger image plates than the so-called “magazine
plate” standard size. At the beginning of the first issue, there was a full-scale reproduction of “Ogiya Takigawa ki
=311 (Takigawa, a courtesan working at Ogiya)”; this was a painting by Eishi Hosoda (Eishi Chobunsai) & 37T
2&Z. Up to Issue No. 10, the magazine pasted two such plates in each issue; however, with Issue No. 11 (February
1918), in addition to the duplicate plates, it included color plates produced using collotype printing to enhance the
visual aspect.

Nishiki-e covered some of the same authors as the earlier ukiyo-e magazine. However, almost every issue

24. Satard Nakai, “Sharaku no geijutsu: Yakusha nigao-e no tensai,” in idem, Nikon kaiga ron U HAfZiHiG1  (Bunsaisha SCE4L, 1976) first
appeared under the same title published in Osaka Asahi Shinbun KRB H#lH.

25. Shimei Nakagawa, “Sharaku no kira-e,” Kyoto bijutsu T5UHIFEMT1 |, No. 27-29, ed. Kyoto bijutsu kyokai 5L # i1 2> (Unsods, 1914).

26. “Kurth praised Sharaku as one of the three major portrait artists along with Velazquez and Rembrandt.” Although this thought is often
mentioned when talking about Sharaku, it was not actually mentioned in Kurth’s Sharaku. There is an interesting discussion by Fumikazu
Kishi concerning the “misalignment” between Kurth’s theory on Sharaku and Sharaku’s research conducted in Japan. Fumikazu Kishi, “Seiyo
kindai ga mita nihon kinsei. Kurth no Sharaku ni hisomu boryoku ni tsuite VEFEITfRAS R 7 HASEIE @ 7L @ TSHARAKUy 12

(F77) 122> T (study on western modernity’s view of early modern Japan: the violence in Kurt’s Sharaku),” Shakai kagaku T#L&8}
23, No. 68, Doshisha University, 2002.

27. Ukiyo-e taika gashii, edited by Shizuya Fujikake and Shozaburd Watanabe, Ukiyo-e kenkyi kai, 1914. This is not just an art book, but a
detailed history text by Fujikake, entitled “Ukiyo-e hanga shiF b5,

28. Usui Kojima, Ukiyo-e to fitkei ga (Maekawa bun’eikaku HifJI[ ST, 1913).
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featured articles by Yonejird Noguchi/Yone Noguchi ¥ IR ER (poet/writer/critic, 1875-1947), who had written
only a few pieces for Ukiyo-e. It also frequently contained articles written by the illustrator Kiyokata Kaburaki #
ARG (painter, 1878-1972), who had studied under ukiyo-e artists. Kendd Ishii’s Nishiki-e no aratame in no kosho
Mz D EIDETE S (study of censorship stamps on nishiki-e) (1932) — which is still used today to identify the
age of an ukiyo-e work — was based on the serialized article “Nishiki-e no ‘aratame in’ kosho to hakkd nendai no
suitei hd (1)-(5) HFzD DT FHHE L FEATHEARDHEE 15 (—) ~ (F1) (study of censorship stamps on nishiki-e
and methods for estimating the date of publication of nishiki-e)” published in this magazine®.

(4) Ukiyo-e no kenkyii, Nihon ukiyo-e kyokai (Japan ukiyo-e society) (October 1921-March 1929)

Launched in 1921, this was the official journal of Nihon ukiyo-e kyokai*. To my knowledge, this journal pub-
lished 23 volumes in total.

Compared to the other three publications, this magazine’s perspective shifted to artistic “study,” as its title sug-
gests. The first issue included “Ukiyo-e towa nanzoya: Teigi to setsumei /7 fHifiz & 130250 g 28 £ B (study on
what ukiyo-e is: its definition and explanation)” written by Kendd Ishii, Saburd Kuki LY = B[ (collector/ukiyo-e
scholar), and Kazuo Inoue Ff:_ERTEfE (ukiyo-e scholar, 1889-1946), executives of the publishing association. It cov-
ered 13 pages of the 24-page journal. It gives the sense that the authors were trying to enlighten readers about their
research topics. While many previous magazine articles were about two pages long, most articles in this magazine
were longer, and published as “research papers.” For example, Shizuya Fujikake’s “Furuyama Moroshige ni tsuite
HILATE 22T (study on Furuyama Moroshige)” published in Issue No. 4 (September 1922) was four pages
long; and Issue No. 5 (November 1922) included Ichird Ichihara’s i Jii—E[S “Tenmei kansei ki no nishiki-e gaikan
KHTEBIH D AW EL (study on nishiki-e works published between the Tenmei and Kansei periods)” in 15 pages
and Kazuo Inoue’s “Toyokuni no ‘Yakusha butai no sugata-¢’ 2t[E D BHHEH 2 4% (study on Toyokuni’s
print work “Yakusha butai no sugata-e’)” in 6 pages.

The magazine’s authors were members of the Nihon ukiyo-e kyokai, and the contributors to the past magazines
were not found in these pages. The most notable feature of this magazine was that even though the Edo period otsu-e
KL (folk art) occasionally appeared as a research theme (Issue No. 11, October 1924) and Kiyochika Kobayashi
/INPRTE B was selected for a special feature to commemorate the tenth anniversary of his passing (No. 12, December
1924), no mention was made on the ukiyo-e of the late Edo or Meiji eras - suggesting that a hierarchy had already
been established in its evaluation.

(5) Ukiyo-e, edited by Ukiyo-e doko kai 7 {H#z4F2Y (Ukiyo-e club), published by Fukunaga shoten (Janu-
ary 1928-May 1928)

This magazine was discontinued after five issues. Some authors appeared in both magazines Ukiyo-e and Uki-
yo-e no kenkyii; for example, Kazuo Inoue contributed to both. Thus, it is unlikely that any serious conflict existed
between the two associations or magazines.

A fascinating aspect of this is that the cover art of this magazine’s first issue was a work by shin hanga FThi ]|
artist Koka Yamamura [ #{E. Furthermore, the first issue’s “publication remarks” were extremely interesting:

We publish this magazine, Ukiyo-e, not to recognize ukiyo-e as a mere art form but as a topic that should occupy an

important position in the history of Japanese culture. It is inevitable that we observe and study this from various angles

29. Kendd Ishii, Nishiki-e no aratame in no kosho. Ichimei nishiki-e no hakko nendai suitei ho TSI DSHAIDERF © — A4 DFATHEHE
TE¥E1  (Isetatsu shotenfHEAIR RGN, 1932); Nishiki-e no aratame in no koshé (Unsods, 1995 [reprint edition]). The basic serialization was
published in six parts in Nishiki-e, no. 15 (June 1918) to no. 20 (November 1918). However, “(5)” is written in the title of both the 19th and
20th issues.

30. There were three groups known as “Nihon ukiyo-e kyokai,” including one established in 1921 (tentatively the first). The second was
an organization founded in 1946 by its president Shizuya Fujikake and executive director Muneshige Narasaki. The third, and current,
organization was created in 1962 by directors Seiichird Takahashi and Muneshige Narasaki. It published Ukiyo-e geijutsu T¥FHAnZ=MMa
This organization was subsequently reorganized into Kokusai ukiyo-e gakkai [EIFFHAZ 2 in 1998. The magazine Ukiyo-e geijutsu is
still ongoing. Kazuhiro Kubota/A £ H—7£, “Nihon ukiyo-e kydkai no hensen HAE A% 17722 DZ53# (study on the transition of the Nihon
ukiyo-e kyokai)”, Ukiyo-e geijutsu, No. 146, Kokusai ukiyo-e gakkai, 2003.
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and introduce it as simply and universally as possible. Therefore, at times, we might discuss topics other than ukiyo-e
itself to help us understand the background of ukiyo-e, and sometimes it might be necessary to approach the topic of
ukiyo-e through an apparently irrelevant subject.... We strive to expand the scope of our research and pursue an “open-

door policy” so that we can easily approach the subject of ukiyo-e from any perspective.

This statement demonstrates a deep awareness of the competing magazine Ukiyo-e no kenkyii. In contrast to the
rival magazine’s focus on research by ukiyo-e scholars, this new magazine chose “observation and research from
multiple perspectives.” It sought to avoid the esoteric nature of scholarly papers and introduce the works “as simply
and universally as possible.” Additionally, the stated desire for an “open-door policy” suggests an awareness of the
earlier magazine’s academic character.

(6) Ukiyo-e shi, Unsodo (January 1929-September 1931)
This magazine, launched by Kuson Omagari, editor and publisher, lasted 32 issues. “Ukiyo-e tayori {#1Hfz%
B the editorial postscript at the end of the first issue, is shown below:

The magazine Ukiyo-e, edited by the Ukiyo-e doko kai, was unfortunately discontinued after its fourth issue due to
various circumstances. Thus, we have formed the new society, Ukiyo-e shi kai {7 [H #2323, and launched the monthly

magazine Ukiyo-e shi. We look forward to your support.

This postscript created the impression of a close relationship with the earlier magazine Ukiyo-e. Although this
journal had no “publication remarks,” its table of contents showed that the journal presented a lineup of the same
authors who wrote for Ukiyo-e.

This magazine followed the trends set by the preceding journals Ukiyo-e no kenkyii and Ukiyo-e (edited by
Ukiyo-e doko kai), but it slightly differed from both. Although Ukiyo-e no kenkyii had initially focused on ukiyo-e
research, it changed its research focus after the end of the Edo period. Since its first issues, the magazine Ukiyo-e
shi featured Meiji era ukiyo-e artist Kunichika Toyohara ¥ 5{[EJ#] as “the top ukiyo-e artist after Sharaku” (Usui
Kojima)?®'. Overseas research was introduced in the form of “X’s Theory” (Issue No. Y) to showcase the internation-
alization of ukiyo-e scholarship. The “Yoroku #3#% (miscellany)” section contained basic research articles such as
“Ukiyo-e shi sakuga nenpy®d 17 AR {E 52 (chronology of ukiyo-e artists’ work)” and “Torii ke sandai nenpyd
RRR =ARFEZ (chronology of painting career in three generations of the Torii family)” (Issue No. 10), serialized
from Issue No. 4 onward, and “Makura o yonda kouta # %27k A 72/NH (study of kouta [Japanese ballad-type song]
on the theme of pillow)” (Issue No. 10) and “Ukie o yonda senryu Tz % kA 72/ [ (study of senryli poems on
the theme of uki-¢)” (Issue No. 12). This recalls the magazine’s initial description of its editorial premise: “There-
fore, at times, we might discuss topics other than ukiyo-e itself to help us understand the background of ukiyo-e.”
The magazine also discussed works other than ukiyo-e prints, which were occasionally found in past magazines; for
example, Usui Kojima’s “Meiji no sekiban BHJG D41 /il (study on lithographic prints produced in the Meiji period)”
(Issue No. 29).

It is no coincidence that studies of artists from this era — such as scholarly articles about Kunichika or Yo-
shitoshi Tsukioka H [if] 75 4F32, which were also published in this magazine — were recognized, although they were
outside the ukiyo-e hierarchy that formed around this time. This is because Usui Kojima explained the importance
of the “expanding research on ukiyo-e artists” to those other than the “masters,” in Issue No. 6 of the magazine.
This seems to have been this magazine’s mission, as Usui Kojima noted: “Not only the history of ukiyo-e, but the
history of painting (or all national history) tends to represent each discrete era with one or a few big names.” After
acknowledging that recent ukiyo-e research was advancing, he declared as follows:

31. Usui Kojima’s study of Kunichika was later summarized as “Toyohara Kunichika hydden. Sharaku irai no daiichinin eV EC NIRERS
DIRDEF—N,” in idem, Edo makki no ukivo-e TILTARIHDFMAEs  (Azusa shobo FEE A, 1931).

32. Kodd Yamanaka I1[H1#5], “Yoshitoshi den bikd 75 #{xfifi# (biography of Yoshitoshi Tsukioka)” serves as the basic material for the
biography of Yoshitoshi Tsukioka and was serialized in this magazine.
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As for the history of ukiyo-e, there is a tendency to emphasize the Torii-ke, Shunshd, Sharaku, and Toyokuni, for bijin-
e 2 \#&, Kiyonaga and Utamaro, and for landscapes, Hokusai, Hiroshige, Kuniyoshi, or Hokuju Jt#%, disregarding
the others en bloc. This is to simply offer a nutshell outline of the history of ukiyo-e.

He sharply pointed out the harmful effects of the ukiyo-e research being formed then.

(7) Ukiyo-e geijutsu, Ukiyo-e geijutsu sha (published by Daihokaku shobo) (February 1932-December 1935)

Ukiyo-e geijutsu (launched four months after Ukiyo-e shi was discontinued) was released by the publisher
Daihokaku shobd. The most noticeable difference between this magazine and the earlier publications specializing in
ukiyo-e was its purpose, as stated in its preface: “Advance the development of ukiyo-e art and the emergence of the
contemporary ukiyo-e genre.” Up to this point, magazines were interested only in the “history” of ukiyo-e, although
Ukiyo-e geijutsu claimed interest in contemporary prints. The “contemporary prints” referred to here are primarily
called shin hanga ¥THRIMI, which is different from sosaku hanga BIVERRIH (creative prints), with which they were
often compared in controversies between the two genres. For more detailed information on the Ukiyo-e geijutsu
magazine and the controversy between shin hanga and sosaku hanga prints, we refer to a paper by Shiiko Koyama*.

Koyama described the situation at the time this magazine was first issued. According to her commentary,
Daihokaku shobd was publishing a complete master collection of ukiyo-e, Ukiyo-e taika shiisei (the great ukiyo-e
artists’ art collection)*. The magazine was scheduled to be published, while the collection was being edited and
prepared for release. After “polishing the work for about 3 months®,” the first issue was printed in February 1932.
The preface of “Ukiyo-e 9 X 2.” was written by Rinpli Sasakawa 1) I[[if J& (1870-1949), an authority on art his-
tory research, and it included the editorial “Seiyd ni okeru ukiyo-e PHVFEIZHRT 217 AR (study of Ukiyo-e in the
West)” written by Yonejird Noguchi.

This magazine was intended for modern prints, as stated in its opening remarks. However, from its first issue
to the end of its second year of publication, all the prints published were ukiyo-e. However, this completely changed
with Vol. 2, Issue No. 8 (August 1933), where the work of sasaku hanga printmaker Koshird Onchi & H1=#PYER,
“Shunkan W[t (Moment)” was published instead of the ukiyo-e works that were always featured in the issue. The
number of modern prints and paintings increased gradually, prompting Koyama to attribute this to the appointment
of ukiyo-e scholar Muneshige Narasaki 7% B (1904-2001) as the executive editor (August 1933)%.

No other work in modern print (whether a sosaku hanga or shin hanga) has been published in a magazine spe-
cializing in ukiyo-e, thus associating this magazine with the print controversy that happened in its pages.

(8) Ukiyo-e kai, Ukiyo-e doko kai 7% HHEERF2S (Ukiyo-e club) (March 1936-June 1941)

The last pre-war ukiyo-e magazine was Ukiyo-e kai. Positioned as the successor to Ukiyo-e geijutsu, the maga-
zine named Muneshige Narasaki, who had been with the previous magazine, as its executive editor. This magazine
also dealt with modern prints, and starting with its first issue itself, made Narasaki’s sentiment for the print world
broadly clear. For example, Kiyokata Kaburaki illustrated the first issue’s cover (Vol. 1 Issue No. 1). Furthermore,
Vol. 1 Issue No. 3 (May 1936) included a woodblock print of “Satsuki bare F.HIE (Early May sunshine)” con-
ceived by contemporary printmaker Kotondo Torii /&% 5 A. However, according to Koyama, this magazine was
the official publication of Ukiyo-e doko kai, which was formed in 1934, and hence had to specialize in ukiyo-e

33. Shiiko Koyama, “Senzen no mokuhanga seisaku to ukiyo-e. Ukiyo-e kenkyii zasshi ni okeru hanga ronsd yori i O ARl {F & 1%
s PRI MERE IC B U 2 RIS & D (study on the work of modern woodblock prints in prewar and wkiyo-e: The dispute of
modern woodblock prints in ukiyo-e studies magazine)”, Sokendai bunka kagaku kenkyi TREWFRSALEIAIIIE) (SOKENDAI Review of
Cultural and Social Studies, The Graduate University for Advanced Studies), No. 4, S50 kenkyii daigakuin daigaku #& WL R A BER
(Sokendai, The Graduate University for Advanced Studies), 2008.

34. Ukiyo-e taika shiisei is a complete collection of ukiyo-e (art books) consisting of 20 volumes. Subsequently, all six volumes of Zoku ukiyo-e
taika shiisei THEIFIHARARGER L were published from 1931 to 1934.

35. Excerpted from the aforementioned paper by Koyama (See Note 33).

36. The editorial postscript of Vol. 3, Issue No. 5 (May 1934) of this magazine, clearly asserted that Narasaki intended to publish modern prints;
Koyama quoted this statement (paper published by Koyama; see Note 33).
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research®’. In Vol. 2 Issue No. 2 (February 1937), published one year after the first issue, Senpan Maekawa’s HijJl|
Tl “Bairin no zu MFFRDIX] (Plum trees)” was posted as frontispiece; however, after this, the frontispieces were
limited to ukiyo-e.

This magazine had to be discontinued - probably owing to management issues caused by the war.

(4) Publication of research on ukiyo-e

Ukiyo-e scholar Teruji Yoshida i FHIE . (1901-1972) wrote a valuable article on ukiyo-e studies, “Meiji ikd
ukiyo-e kai nenpu ko HHIA DA AR FAERE RS (chronology of ukiyo-e studies since the Meiji Era)”, in six parts.
In this section, we list the studies of ukiyo-e research based on the work of Teruji Yoshida.

The earliest work could be the five volumes of Ukiyo-e ha gashii (1906-1907) compiled by Seigai Omura X
FPEEE (art historian, 1868-1927)%. Yoshida praised this work as “a book that systematically describes ukiyo-e
in terms of cultural history, although it essentially was still an art book. It was the first such book in Japan.” The
following year (1907), the 40th year of the Meiji era, witnessed the publication of Julius Kurth’s Utamaro, and in
1909, Gaikotsu Miyatake released the aforementioned Ukiyo-e kagami. As noted in the previous section, this plan
was stalled and stopped following the publication of Hishikawa Moronobu gafu in 1909, Okumura Masanobu gafu
in 1910, and Nishikawa Sukenobu gafu in 1911. Meanwhile, Kurth’s Sharaku was published in 1910 in Germany.

The publication of the magazines referred to above occurred during the Taisho era, when wukiyo-e books, ar-
ticles, and exhibits were very common. Usui Kojima’s Ukiyo-e to fitkei ga was published in 1914, and the next
year saw the publication of Ukiyo-e taika gashii (edited by Shizuya Fujikake). A Buddhist memorial service and
an exhibition were held in 1917 to commemorate the 60th anniversary of the death of Hiroshige Utagawa. The
publication of such books thus became more popular. Ukiyo-e artists were ranked for the first time in successively
published works such as Yonejird Noguchi’s Rokudai ukiyo-e shi T75 KiFHizfilis (study of six great ukiyo-e art-
ists) (1919); Tendd Urushiyama’s %:111°K 2 (bibliographer, 1873-1948) Ukiyo-e nenpyé i#H#z44:2¢ 1 (chronology
of ukiyo-e), which served as a basic reference for ukiyo-e scholarship; and Kendo Ishii’s Nishikie no aratame in no
kosho and Jihon nishiki-e toiya fu THIASRFZEES 1 (books relating to publishers of ukiyo-e prints) (1920). Then,
Shizuya Fujikake’s Ukiyo-e Ti7{H#% 1 was released in 1924, and Sharaku T'5:%¢ 5 (Katsunosuke Nakada {HHHE
ZBlI, ukiyo-e scholar, 1886-1945), the first personal research of authors by a Japanese scholar since Gaikotsu Mi-
yatake, was published in 1925. Following this, several works arose from authors’ private research, such as Minoru
Uchida’s WHE (ukiyo-e scholar, 1927-?) and Hiroshige TJE&E 5 (1925), which is still known as the basic reference
for Hiroshige'’s research.

The publication of ukiyo-e research is found to have maintained its momentum even during the pre-war period
of the Showa era. The ukiyo-e series published by Toyd bijutsu bunko M3 S, which is supposed to have
been established in 1938, included Muneshige Narasaki’s Kiyonaga Ti# % 1, Shizuya Fujikake’s Harunobu "3 1
(1939), Kazuo Inoue’s Sharaku 5383, Ichitaro Kondd’s JTHETT KRR (ukiyo-e scholar, 1910-1961) Utamaro THK
J& 1, and Minoru Uchida’s Hiroshige (1940). Other studies have also been published. Interestingly, Chieko Hirano’s
SEHF TR (art historian, 1878-1939) Torii Kiyonaga no shogai to geijutsu U5 JETE R DA JEE s (study on
the life and works of Torii Kiyonaga) (1944), published just before the war ended, is still used as a basic reference
for research on Kiyonaga Torii.

III. Background of ukiyo-e studies

Ukiyo-e prints almost disappeared with the end of the Russo-Japanese War in 1905. However, just as ukiyo-

37. Paper by Koyama; see Note 33. Koyama also pointed out that this made it no longer possible to publish articles such as those detailing large-
scale exhibits that presented both sosaku hanga and shin hanga.

38. Teruji Yoshida, “Meiji ikd ukiyo-e kai nenpu kd,” Ukivo-e soshi TIFHHAZEH) |, No. 1-8 (Takamizawa mokuhan sharsi fLIR AL, 1946).

39. Prior to this, ukiyo-e was mentioned in Sakutard Fujioka BERH{FARER, Kinsei kaiga shi THTHHFRHISE S  (study on the history of early
modern Japanese painting), 1903.
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e was about to completely disappear, the monumental sosaku hanga (creative prints) “Gyofu ik (Fisherman)”
(1904, by Kanae Yamamoto [[IA%, printmaker/painter, 1882-1946) was published. Shdzaburd Watanabe 3324
—HF (1885-1962), the publisher, began producing woodblock prints for export around 1907. In 1914, he started to
generate shin hanga using the art works of Austrian artist Friedrich (Fritz) Capelari 7Y >/« 71-X7 Y (printmaker,
1884-1950)*. In retrospect, the “era of printmaking” lasted roughly from the late 1890s to just before the First
World War. The major events considered include the rise of the so-called sosaku hanga and shin hanga and the ac-
tive ukiyo-e scholarship discussed throughout this paper.

The artists who launched sdsaku hanga as a new artform worked with great enthusiasm to popularize its style
and used magazines to do so. Kanae Yamamoto’s “Gyofu,” a monumental work of sasaku hanga prints, was pub-
lished in the magazine Myojo THHE 3 (Tatsutoshi, Issue No. 7) in July 1904. Yamamoto’s friend, Hakutei Ishii £17
F5* (printmaker/ painter, 1882-1958) described this work as a “toga /]I (carving knife painting)” in the follow-
ing words: “My friend Kanae Yamamoto makes painting-like woodblock prints with the knowledge of wood carving
and painting. His carving knife is his brush*.” Unlike ukiyo-e prints, he advocated hanga as an artistic activity. To
popularize this artform, the magazine Heitan (Heitan sha *}- Hfl:), which was first published in 1905* and contained
novels, haikus, critiques, and event reviews, focused primarily on prints®. Art magazines such as Mizue and LS were
also launched in 1905. Hosun (first released in 1907) was a subsequent publication specializing in prints; its first
contributors were Kanae Yamamoto, Hakutei Ishii, and Tsunetomo Morita £RFHTE X (printmaker/painter, 1881-
1933). The “Hosungen /7 ~)'5 (statement of purpose)” of the second issue (July 1907) read as follows:

We leave the study of antiques to Kokka. For newspaper clippings, ask Bijutsu shinpo [T and Nihon bijutsu
THZ3E907]. The training of amateur artists is the mission of Mizue. Our sentiments etch copper plates by immersion
in acid. Our sentiments carve woodblocks through a carving knife. We are not speaking in hyperbole. The only place

you can now see sosaku hanga prints in Japan is our magazine.

This statement strongly expressed their mission to popularize “creative prints.”

Subsequently, a series of hanga magazines were published; these included professional publications and self-
published personal-interest magazines. As Shigeru Aoki T /)% (art historian, 1932-?) observes, this was given
impetus by Western European printmakers, works introduced in the magazine Shirakaba Ty (first published in
1910), and by the Far West print exhibition that this magazine sponsored*.

Ukiyo-e prints were commissioned, but the artists who created them had little autonomy over their creations.
These works were far from sosaku hanga - these were made by artists with a sense of individual creativity, wielding
their carving knives instead of brushes. This could be considered a criticism. However, through some quirk of fate,
both ukiyo-e and sosaku hanga were popularized among the masses, thanks to the medium of magazines. Thus, it
is possible that the use of magazines to popularize sosaku hanga prompted the launch of ukiyo-e print magazines.

The other phenomenon that can be cited as being a part of the background for ukiyo-e research is the interna-
tional response. By the end of the 19th century, when the “Japonisme” phenomenon was at its peak, Goncourt’s
Utamaro (1891) and Hokusai (1896) had already been published, as had Julius Kurth’s Utamaro (1907) and Sharaku

40. For further details on the timeline from the end of the ukiyo-e to the production of woodblock prints for export and the appearance of
shin hanga, refer to Shiikko Koyama, Taisho shin hanga no kenkyu. Hanmoto o chiishin to shita bijutsu no seiritsu, koz6 to tenkai TK
IEFTHIB O ML @ otz Fuls & U722 EMTOBGL, H53E & By (study of shin hanga in the Taisho era: the establishment, structure
and development of art with a focus on the publisher), Doctoral Dissertation, S6go kenkyt daigakuin daigaku, Bunka kagaku kenkyt ka,
Kokusai nihon bunka kenkyi senkd #& & iF7E REEBER AUV BHEWFZERHEIBSR H A LIFFEHEL (Sokendai, The Graduate University
for Advanced Studies), 2013.

41. Mygjo, Tatsutoshi, Issue 7 (Tokyo shinshi sha B LUBTRFAL, 1904).
42. Issue No. 1-5 (September 1905-April 1906).

43. Shigeru Aoki stated that the illustrations published in Heitan were larger than those published in a typical magazine layout (30.5 x 22.2
cm), and were posted with one illustration per page. Aoki wrote that “many young painters are motivated not to end the plate paintings with
‘illustration inserts.” Aoki, supra, Note 3.

44. Aoki, supra, Note 3.
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(1910) - although it would take more time for these works to gain recognition in Japan and to advance Japanese
ukiyo-e research. Teruji Yoshida, referred to earlier, wrote about the perception of ukiyo-e prints in Japan during the
first year of the Taisho era (1912)* as follows:

In the magazine Nikon oyobi nihon jin THZA K HAX A J, Roan Uchida WHHEHFE (novelist/critic, 1868-1929) said,
“Nishiki-e worth only ten or fifteen sen in our eyes cost tens or hundreds of yen in Europe. The Japanese praised by Eu-
ropeans are neither Hirobumi Itd nor Admiral Togo. Utamaro is more praised, Harunobu is more admired, and Sharaku
is more upheld. Even though Japan is a naval nation with several dreadnought-class battleships, Japan is more widely
known as the originator of ukiyo-e. I am not aware of why such nishiki-e are praised because I am neither a profes-
sional aesthetician nor a connoisseur. However, the Japanese people — who are ecstatic to believe that such a secular
and vulgar Edo hobby as nishiki-e represents Japanese civilization — are not worthy.” With this, you can understand

the perception of ukiyo-e by cultured people in Japan at the time.

Meanwhile, all five volumes (published in 1906-1907) of ukiyo-¢’s first art book Ukiyo-e ha gashii had been
published. A beautiful but limited edition, this was a high-priced collection released by Shinbi shoin. In view of the
status of publications by Shinbi shoin at the time, neither Nihon meiga hyaku sen "HARZ M1 (collection of
the 100 most famous paintings in Japan) (1906) nor T6y6 bijutsu taikan THFEIEMT K #La (collection of oriental art
works) (completed in 1918) were intended to be popular*®. The epoch of ukiyo-e scholarship came about in 1914, the
year before the magazine Ukiyo-e was first released (1915). This is because Usui Kojima’s Ukiyo-e to fitkei ga was
published. Kafu Nagai’s “Ukiyo-¢ to edo engeki”#’, which introduced Kurth’s Sharaku to Japan, was also printed.
The publication of ukiyo-e research books other than art books that were written by Japanese scholars and aware-
ness of the international reputation of ukiyo-e led to the launch of ukiyo-e magazines and drove ukiyo-e research. In
the sixth year (1917) of the Taisho era (which would have been the 50th year of the Meiji era), the abovementioned
Yoshida paper stated the following:

Ukiyo-e became popular, and there was no choice but to offer nishikie prints at bookstores and antique shops in cit-
ies. I once saw an advertisement for a purchase, put by the Yoshizawa shokai &IN5 %S, in the nishiki-e magazine.
Also, due to the rising prices of ukiyo-e prints, researchers seeking accurate replicas became more common. [The next
year (1918) was] still in the ukiyo-e boom. It was widely used for an advertisement or a package of match. And many
landscape paintings by artists such as Hiroshige and Kunisada (Utagawa) #)I|[E 5 were inserted in a travel guide
compiled by Tetsuddin #kiE[% (Ministry of Railways).

This popularity shows that it must have taken 50 years after the end of the Meiji era to give the Edo period
enough time to be recognized as being a part of history and become “historicized” for the first time.

IV. Merits and demerits in the study of ukiyo-e: Conclusion

The “study” of ukiyo-e began a short time after the art form had faded. This study examined this phenomenon
in terms of the respective details and circumstances of the first stage, where there were numerous exhibits and edito-
rial publications, and subsequent stages, where ukiyo-e specialty magazines were launched; studies were published
in parallel. Of particular interest are the questions as to when and why this “study” of ukiyo-e began and what were
the circumstances it followed. My first interests were why ukiyo-e had so many dedicated specialty magazines early

45. Yoshida, supra, Note 38.

46. The purpose during the early stages of the publication of Shinbi taikan TEIZKMBL1 (1899-1908) was “to inspire Buddhist thought” by the
Buddhist community at the time. Noriko Murasumi £ f4#c -, “Shinbi shoin no bijutsu zenshii ni miru ‘nihon bijutsu shi’ no keisei 2§52
BtDEfieEIc A b THARZEM L) DI (study on the formation of the ‘Japanese art history” in the complete works of art published
by Shinbi shoin)”, Kindai gasetsu TYTRIHEIFs , No. 8, 1999.

47. Kafu Nagai, “Ukiyo-e to edo engeki,” Note 23.
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on and what were the implications of such publications when they were launched. While I have not yet fully an-
swered my own questions, I can say that woodblock prints, which were originally paintings “printed” on paper, were
essentially compatible with paper magazines. ukiyo-e prints, originally sold in ordinary marketplaces, were the most
well-known artworks in the first year of the Taisho era (1912), when many people born during the Edo period were
still living. ukiyo-e prints were also highly valued internationally. Thus, we can consider these prints as products that
created new value rather than relics of the old Edo period.

There are many merits and demerits in the study of ukiyo-e. The advantages include the flourishing of shin
hanga, sparked in part by the production of prints for export by the publisher Shozaburo Watanabe. This led to stud-
ies on ukiyo-e and its reproduction. Further, the plates published in Ukiyo-e taika gashii (1915) were the outcome of
Watanabe’s studies of ukiyo-e, which gave rise to shin hanga*.

Another advantage of ukiyo-e studies is its influence on Japanese-style paintings. For example, although Tsune-
tomi Kitano JL¥F{EE (painter/printmaker, 1880-1947) was a successor to ukiyo-e artists*, he created several shin
hanga’s in the Taisho era whose subjects were often common manners and customs. This trend was also seen in the
works of female artists under Tsunetomi’s tutelage, which carry an aura that can be described as Taisho era ukiyo-e.

Regarding the shortcomings of ukiyo-e study, the value of ukiyo-e established — that is, the rating of ukiyo-e
artworks and the hierarchizing of ukiyo-e artists mentioned above — has continued to bind the study of ukiyo-e
after the Second World War. In the ukiyo-e world, which was first legitimized by overseas patrons, artists with high
international acclaim were considered the authorities, and this is how Utamaro, Hokusai, and Sharaku gained rec-
ognition. The phrase “Rokudai ukiyo-e shi”, the title of Yonejird Noguchi’s work, has had a long-term influence on
subsequent ukiyo-e studies.

48. Koyama, supra, Doctoral Dissertation, Note 40.

49. Tsunetomi was a student of Toshitsune Inano Fi¥F4-{H, who worked under Yoshitoshi Tsukioka. A large-scale retrospective exhibit was
held on Tsunetomi, called the “Kitano Tsunetomi exhibit AL¥F{HE > (Abeno harukas art museum & XD )L A A FEFTHE, ete.) in 2017.
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