A note on Neo-Darwinism -a witty conversation with John Onians

1) According to a statistics more than 30% of the people in the U.S.A.
(monotheists) do not believe in the Darwinian theory of evolution.
Several states publicly prohibit teaching Darwinism in schools.

2) Neo-Darwinism itself is obsolete as an idea in the ficld of molecular
biology. Individual gene vs. collective genetics based on statistics.

3) The neutral theory of molecular evolutions 3 #4t &t (Motoo Kimura
AHEE 1924-1994,winner of the Darwin medal in 1992) stipulates
“the survival of the luckiest”, instead of “the survival of the fittest.”
How to find out the “luckiest gene™ A possibility of developing an
“cuphoric” hypothesis of the evolution in “collective” aesthetics?

4) Percival Lowell, famous American astronomer and diplomat (1855-
1916) proposes the idea of “the survival of the un-fittest” so as to
survive in the Japanese society as a foreigner (The Soul of the Far East,
1888). Suggestion of an “un-fittest aesthetics canon” of the Far-
Eastern art history in opposition to the Western Greco-Roman canon ?
Another i

ity of mutant i in logic deviation?
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1. Artistas historian, re-creating Art/ History by his artistic creation

How can an artist ‘negotiate’ withart history and historiography, integrating
the Past into his/her Present practice so as to create a “constellation™ for
the Future ?

2. Western Paradigm and Eastern Practice

How can the Western modern scholarly mold (art/history) & the academic
paradigm (Ecole des Bez s system
Eastern artistic practice, restructuring the Japanese /Chinese Art/ Histories

the Qi-yun Sh in the light of
How can the Western aesthetic perception contribute to a modern reevaluation
fthe Oriental Trad i S

(or even a newly
L

4. Past in the Modern
Japanese revelation to the Ming-Qing literati eccentrics and Chinese
rediscovery of the Sung-Yuen paintings of Chan/Zen Buddhist Tradition

Practice
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Expressionismus and Qiyun Shengdong,
Hashimoto Kansetsu and the Kyoto school of Sinology

Shigemi INAGA, International Research Center for Japanese Studies, Kyoto,

Post-graduate University for Advanced Studies, Hayama, Japan

Those who can believe in themselves are always solitary,
As a result, the words by an isolated at times rule over many.

Hashimoto Kansetsu '

“Questioning narratives and negotiating frameworks.” Such were precisely the tasks that
the painters in the Fra-East were confronting in the first half of the 20" Century in terms of
“transcultural dynamics””. In this paper let us take up the case of Hashimoto Kansetsu 4%k %
(1883-1945), an important Nanga Fd [ Southern School style painter in Kyoto who strived to
rehabilitate the Chinese literati tradition in modern Japan so as to enhance the importance of the
Oriental painting in the global perspectiveS.

The paper aims at studying the following four points. Firstly it analyzes the ways how the
painter “negotiates” with art history. The painting practice consists of integrating the Past into the
Present so as to create a new “constellation” for the Future!. The paper proposes to consider the
painter as historian recreating Art History as a narrative through his paintingS. Secondly, the paper
questions how the Western modern scholarly mold of “art/history” as well as the academic paradigm
(represented by the Ecole des Beaux-Arts system in decline) “affect” contemporary Eastern artistic
practices, i.e. restructuring the Japanese/Chinese Art/Histories’. Thirdly, the paper pays particular
attention to the ways how the Western aesthetic perception stimulates a modern reevaluation (or
even a new re-invention) of the Oriental Tradition. Central in this scope is the rehabilitation of the

classical notion of “giyung shengdong” ‘ZEE/E®) in the light of Western “Expressionismus.”

1 Hashimoto kansetsu & AR %5, Essays by Kansetsu [BAZEREZE] | Chio-Bijutsu-sha K7 #l, 1925, p.289

2 Questioning Narratives, Negotiating Frameworks, Art/Histories in Transcultural Dynamics, Late 19th to Early 21st
Centuries, Frei Universitdt Berlin, Kunsthistorisches Institut, Museum Dahlem, 5-7 December, 2013

3 A critical biography is Nishihara Daisuke P4 JiiK##, Hashimoto Kansetsu ~ [¥§4E8%5 ] , Minerva Shobo, 2007.
4 Cf. Gille Deleuze, Logique de la sensation, Seuil, 1982, p.87.

5 Cf. Shigemi Inaga, “Maurice Denis, ‘historiographe’ du symbolisme,” in Jean-Pierre Guillerme (éd.), Des Mots et

des coulrus I, Presses universitaire de Lille, 1986, pp.197-236.

6 Cf. Shigemi Inaga, “Is Art History Globalizable?,” in James Elkins (ed.), Is Art History Global?, Routledge, 2007,
pp-249-279.

7 Cf. Shigemi Inaga, “Between Revolutionary and Oriental Sage: Paul Cézanne in Japan,” paper read in Russia and
Global Cézanne Effect 190-1950, St. Petersburg, 2010.
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Hashimoto Kansetsu
Atthe age of 13

Shizuka, wife of the historical
Hero, Minamoto no Yoshitsune
(1159-1189), rushes to his
husband with his war armours.

Oriental historical narrative
Re-contextualized in the genre
of Western peinture d ‘histoire

BAME (HE)
18964 (BR34294F) 138
(£ 13054EX p.18)

#FM@#EH Hishida shunsou (1874-1911)
(Z4BLHR) Widow and her son

18954 (B3;828%F)
FRIHASLR left armor in reminiscence of  Kansetsu, Shizuka, 1896
[#-B14%E p.27] the Sino-Japan War  Active heroin in the battle

3

Hishida
Shunso

1874—1910

HEBRR BROETLHEh
BEFAROEEHR Widow of

Saionji Kimimune, executed in suspicion  immediately after the Sino-Japan War
of the attempted assassination of the _allusion to the historical past in the
Emperor Godaigo (1288-1339) RIEHTEEZ XM guise of poliical message

Hishida's prize winning graduating piece
at the Tokyo School of Fine Art in 1895

Hashimoto Kansetsu
18834 N4 164 A3
RLBEREE. BEEFE
1903F FMI=DIFY,
PIRER, TRRICAR
enters the atlier of Takeuchi Seih
19054 ABEPUE
military service in Russo-Japan War
19085 RRICHID
19114 $5ER 5th Official Salon
(REWOEE)ER award
19124 %6H X award both in
—#- ZHTHEEH two sections
19134 1B EIRAT Trip in China
H7EXR 7th Official Salon
GEE)=%# Second Prize *highest
19144 H8EIX/R 8th Official salon
(AE)2%H Second Prize *highest
1915%  S9REIX/R 9th Official Salon
(B)=%E Second Prize *highest
(BT 07 A)FIEE hors concours
19164 %10EIX/R 10th Official Salon

Kanestsu aged 22 (1905) ;& #5048 p.131 ﬁﬁﬁ;ﬁ;ﬁgﬁ; pecial Prize
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Finally, modern transnational and transcultural exchanges contribute to the rediscoveries
of the past. Japanese revelation to the Ming-Qing B1-i# literati eccentrics (newly brought in Japan
by the Qing Dynasty left-overs and merchants) somehow coincides with Chinese rediscovery of the
Sung-Yuan -7t old master painting of Chang/Zen #§ Buddhist tradition (well known in Japan
thanks to ancient collections, but not easily accessible in China). One vital factor to this mutual
recognition was the Republic Revolution =% % &y in 1911 which put an end to the Qing Dynasty.
How can the gap between the Chinese and Japanese perceptions of the Oriental tradition stimulate
intellectual dialogues in aesthetics terms?® In all these four questions, Hashimoto Kansetsu played a

pivotal role’.

1. Historical Painting

At the age of 13 Kansetsu executes Shizuka Gozen ##HIFii(1896), the wife of a historical

hero, Minamoto no Yoshitsune Ji7%#% (1159-1189). The young lady rushes to his husband bringing

to him war armors in need. The historical narrative is well known. Obviously the young Kansetsu

has been inspired by Hishida Shunsd #EH 45 (1874-1911), whose graduating piece of the Tokyo

School of Fine Art, Widow and her son Fli & 12 (1895) was awarded one year earlier, at the
school’s first graduating ceremony. Based on a historical narrative of Saionji Kinmune P4 [& /A%
(1310-1335), who was executed because of the suspicion of an attempted assassination of the
Emperor Godaigo 74 EzE#(1288-1339), the painting by Hishida also clearly evokes the destiny of a
wife in despair who has lost his husband in the Russo-Japan War (1904-05). Historical deed serves
as a pretext to make an allusion of the actuality. However, the wife in a passive grief in Shunsd’s
painting is replaced in Kansetsu’s piece by an active heroin (Kansetsu’s favorite theme) ready to help
his husband prepare himself for the battle. The concept of the “historical painting” as a narrative was
more or less one of the latest Western imports (the equivalent has been lacking in East-Asia, at least
in paintings), which the Japanese painters begin adopting in reference to their national or Chinese
historylo.

Kansetsu also executes at the age of 18 another historical narrative painting, Garment
offered by the Emperor B O (1901), representing Sugawara no Michizane ‘& JFiE &
(845-903), paying respect to the clothes offered by the Emperor while he was in political exile at
KEENF. Kobori Tomoto /NME#AT (1864-1931) has executed the same subject matter

several years earlier in 1897. Historical paintings with nationalistic messages stand for the worship

Dazaifu

of the emperor. Kansetsu’s reference to old masters also accounts for his devotion to their
predecessors. A huge votive painting at the Sonezaki Tenmang® Shrine B ARIF K= (1907), an
image of a Black Bull Ji’FFIX#&J% clearly pays tribute to Soga Shohaku ®I#F A (1730-1781)

whose votive depicting a Chinese hermit with a bull is also dedicated to the same shrine.

8 Cf. Joshua A. Fogel (ed.), The Role of Japan in Modern Chinese Art, University of California Press, 2012.

9 Cf. My lecture “Hashimoto Kansetsu between the East and the West,” (Sep.22, 2013) at a Retrospective exhibition,
Hashimoto Kansetsu, Hyogo Prefectural Museum, 2013. Main works discussed hereafter are exhibited at this
occasion.

10 Cf. The Image of the History in Japanese Modern Art, exhibition catalogue, Kanagawa Prefectural Museum of
Modern Art,1993.



#AME Hashimoto Kansetsu (%) Despair, 1909 (B:442) F  283%

XREIR award at the Salon Bunten, a court musician in despair after the
AL Dufu (712—770) A& LI Guinian (2385 An Lushan Z4}Urebellion
DIRICTEREITES) RBEDIRENE (EH1305FEK p.34)

AT (EET) 1910(85443) F DIC/IHRERWE) (ER1305FHEE p. 36)

Out of the Eastern Gate, TieLing, border city to Russia## HPIs  B3/438 (1905)%|
Hashimoto Kansetsu, during the Russo-Japan War 74t45751ft 1,991, p.83

B3;436(1903) 46828 MAXLTOELREE classe of drawing

In the atlier of Takeuchi Seiho FR A [HEABE] 20074, 358
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‘The newcomer, he is something!
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I helped Bakusen for the execution, and
The title itself was also what | gave him.
MERL S KABAR TIRIL

Whh, TROESHBMELICEE

#2Z TR The master Takeuchi remarked
That the painting is rather Hashimoto style;
And | was awfully ashamed. (Kansetsu)

=BT REBH]1938. 6

£ @ Tsuchida Bakusen (1887-1936)
{;%%) Chinese Women by a Fountain
1905(B;438) 4 Kansetsu then aged 18
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HEAME
1909 (B1442) % aged 22
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CEBN3044EA p.34)
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Kansetsu later recalls that another votive piece representing a Sacred Horse 5 IXA&RE is
also dedicated to the Kamo Shrine & %##:"'. As Kansetsu mentions, it is well known that in the
inscription by Shohaku on the back-side of the votive piece, the painter proudly manifested his
pseudo-genealogy as the descendent of Fujihara no Kamatari fEF8E/E(614-669), Japan’s prime
minister in an ancient age. Boasting this respectful lineage, Shohaku is known to have disdainfully
looked down upon his rival, Maruyama Okyo FJ[LI&%%(1733-1795), calling the latter “mondo” I
7K or a simple “civil servant.” Kansetsu’s reference to this famous anecdote also suggests his own
pride. No less than Shohaku, famous for his extravagance and arrogance, Kansetsu himself did not
care about the social conventions. He did not mind, even if the public was scandalized by his
scornful attitude toward his rival and previous master, Takeuchi Seihd 77T NHHJEL(1864-1942), who
had rehabilitated Okyo’s Maruyama-Shojé [ L4 school tradition in modern Kyoto. It seems as
if Kansetsu were imitating Shohaku in his hostile attitude toward the mundane authorities.

Kansetsu’s interest in historical narrative and his devotion to Soga Shéhaku account for
the choice of his subject matters based on the Chinese classics. Leaving Seih6’s studio, Chikujo-kai

Pr#t4 in Kyoto, within several years, ambitious Kansetsu goes to the capital, Tokyo in 1908 and

executes Despair JE. in 1909, at the age of 28. The scene shows a famous anecdote. Du Fu f1:#i

(712-770) famous Chinese poet of the Tang Dynasty, saw his old friend and court musician Li
Guinian Z=#4F. The old musician had retired in despair in the Province of Hunan, after the turmoil
of the An Lushan Z#%[1l Rebellion. The panel was awarded at the official Salon Bunten /&,

In the following year, 1910, Kansetsu presents another screen based on a famous poem by

Bai Juyi HJE5(772-846), Pi-pa Xing ¥EE1T (composed in 815-6) or The Song of Pipa Player. A

lady playing beautiful music by the instrument Pi-pa on a small boat turns out to be a desolate court
musician with whom the poet passes an evening listening with sympathy to her story of an
unfortunate life. Elegiac tones with some nostalgia to the lost glorious past somehow testifies to the
poet’s lamentation of the vicissitudes at the falling days of the great Tang dynasty.

Presented here in these two works is a disguised self-portrait of a talented young artist who
cannot yet enjoy due public respect (like Du Fu or Bai Juyi) which he believes he deserves. While
classical Greco-Roman literature and mythology have provided main subject matters in the Western
Fine-Art academy since the French Revolution (Jean-Louis David, for example), pictorial
interpretation of the Chinese classic literature has not yet been fully developed in mainland China in
the late Qing Dynasty period. Aida Yuen Wong relevantly points out that Fu Baoshi {##1-f
(1904-1965), one of the representative Chinese modern painters of the Republic Era, is going to be
directly inspired by Kansetsu’s work to compose his own interpretation of the Song of Pipa (1945)12.
The declining academism in the West turns out to be a newly renovating invention in the East Asia.

The composition of Kansetsu’s Song of Pipa also deserves our particular attention. The
body of the boat is deliberately cut by the framework of the screen. This clearly shows how the
Japanese painter has been familiar with the audacious framing practices proposed by some of the

Impressionist painters. Indeed, Oarsmen Rowing on the Yerres (1877) by Gustave Caillebotte

""" Hashimoto Kansetsu f A S, Essays by Kansetsu [BIFREE] , Chaobijutsu-sha 7 935474t 1925, p.282.
12" Aida Yuen Wong, Painting the Misst, Hawai’i University Press, 2006, pp.30-34
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(1848-1894), for example, echoing by itself the painter’s “Japonisme,” is helpful to understand |6

Implicit reference to
The Western avant-garde
Gustave Caillebotte
(French, 1848-1894)
Oarsmen Rowing on the
Yerres, 1877

Kansetsu’s inventive composition. In both cases, the boat in the foreground is cut in half by the
frame of the painting. Chigusa S6un T H#7=Z(1873-1944), one of Kansetsu’s intimate comrades,

was also busy composing his painting of waterfront with a similar angle and cutting effect. His Lotus

Pond FE#1(1909) represents a mother manipulating a boat while her baby sleeps on the deck. The
piece itself echoes Puvis de Chavannes (1824-1896)’s The Poor Fisherman (1881). Soun’s work

could have been a direct source of inspiration when Kansetsu executed his Song of Pipa the

following year13.

¥l§ﬁy§ Chugusa Séun (1873—1944) . . . . . . . .
&széé‘?;ﬁilnﬁfé":’{h:?{of“ It is already evident that Kansetsu’s painting of historical narrative is composed of several
T4 preparatory drawing

B3440(1907) 4 piece rejected from

Tne ot saen ounen s | TCEIStETs Of different layers. Topics from Chinese classical literature are chosen and arranged with

Western art teaching of human anatomy

inapanose s paining the help of the Western latest “japonisant” composition so as to transmit the painter’s own emotional

TS99 8

message (in his sympathy with the protagonists, one may even detect a projection of the painter’s

Near the Kataoka Yama Hille

A anocdac fom th Lo of hidden personal frustration). Scholarly erudition with the hint of reminiscences of his predecessors’

“The Saint knows the saint."

endeavor also adds to the sophistication.
Near the Kataokayama Hill J 1L 1E & ¥ (1911) evokes a mysterious or mystical
anecdote from the medieval legend of the Prince Shotoku Z2{#E K7~ (574-622), who recognized a

starving beggar as an incarnation of Bodhidarma, and gave him his own garment (the historical

anecdote is dated in the year 613). Obviously (but the fact has not been pointed out previously), the
figure of the Prince Shétoku is taken from the Portrait of the Prince Shétoku FEfEX Y14 (late
Ritarung bsgst vhor o rce . 7"-carly 8" Century. Yet the attribution of the protagonist to the historical personae is recently put

BART (FEWOELY) 1911(BE44) F HuFDUEHEE (EH13054E4p. 38)

Shotoku (574-622) gave his garment,
turned out to be a saint, a reincarnation
Of Buddha, or Bodhidarma.

into question). And the background field with trees, half disappearing in the mists, unmistakably

An episode or a . . .
wewercees | evokes the famous screen of Fallen Leaves ¥%:(1909), one of the final masterpieces of Hishida
Introduction of
S Shins6, who has passed away prematurely in the same year, 1911.
A reinterpretation
of the miracle

by Escterc Budcham The way Kansetsu represented the white horse in Near the Kataokayama Hill, was far
EEATFELS

1971858 from conventional, and one may wonder where it came from. To this question, another screen panel,

13008 &=1920%

e (rEwoEE e s Srousm o] OPFing Day IE H (1913) also depicting several horses, suggests a key. Here, Chinese court men take

care of the horses under the wisteria in full bloom. On the right screen two horses are caressing with
each other; a scene quite unfamiliar when we look back the history of Japanese painting of horses. In
my opinion, Kansetsu tacitly refers here to Giuseppe Castiglione (1688-1766). The Italian painters’s
Examining Horses in the Spring Field #Fx8%J5(1744) is known to be purchased in 1928 by Fujii
Yoshisuke f#EF-8) (1873-1943), founder of the Ydrinkan A #bfi§ Collection in Kyoto. The

EEET (SELOEL) comparison of the two pieces induces us to suppose that Kansetsu has had an occasion to make

1911 (B3444)
& BEXTF REHR

oo codin minute observation of Castiglione’s painting (prior to its entering into the Fujii Collection) .
Prince Shétoku, 1000yen bank note

Then another question comes to our mind: what motivated our Japanese painter to make
reference of the Italian Jesuit, known as Lang Shining B {:%% in China, who served as an official
painter to the Emperor Qianlong #2F(1711-1799)?

FEEH Hishida Shunso
{7%3%) Fallen Leaves
1900 (B:442) &

KB SR

[(HE BAWHE p.59]

13" As for Puvis de Chavannes’s popularity in contemporary Japan, see the exhibition catalogue, Arcadia by the
Shore, The Mystic World of Puvis de Chavannes, Shimane Prefectural Museum, 2014.
14 About the Fujii and other collections of Chinese painting and calligraphy in Kansai area in the early 201 Century,

] see a special issue of Art Form 21: “China and East Asia-Modern Collection Formation and a Context for Research,”
gﬁ__ﬁmmﬁmzw) V01.26, 2012.

k2
1911

4
KB&E ; 7

Hashimoto

Kansetsu (:8)

Spring Day
KE2(1913)%

FIEXE 2%H

Chinese Courtmen
Taking care of
Imperial horses
Under wisteria
Floweres in full
bloom

Second prize

At the 7th Official
Salon of the Ministery
of Education




HRATAUA—F
(S 1744

B HEME PTE
BFRTHDS FRHRL)

FrX4EE, Takeuchi Seoihd
1864 —1942)

&R
FEROOTOE {x=2® A) Moonlight
RSO 1994:5 In Venice

19045 BEEHHE

The Discovery of the Qing Dynasty Official
Court Painting with strong Western impact;
Guiseppe Castiglione serves as an ideal role
model for Kansetsu, o as to ‘modernize
Chinese tradition.

HRFAUF—+ Guiseppe Castglione. Lang Shining # 15t (1688-1766)
(#3BELE) Trying Horses in the Spring Field 1744

R AHME P (823 Yorinkan Collection, Kyoto. PR, Takeuchi Seihd (1864—1942) (fHZE) View of Rome

1903(BA&36) 4  influence of Tumer, Corotetc.  BDH X bt EifiAEV

NATFAUF—H
(BBEE) 1744
Emperor Qianlong
(1711-1799 )
examing the horses
In the spring field

D AR A
(#5)

WAME (BR)
KE2(1913)5F

BB (1873—1943)
#ME 1926 BRI

Bt REAE—

REIRE, ARRME.

REFWL. FIEHERD

BpHE (FXBISE)

Qianlong Emperor 217 &

Purchased in 1928

[ 74+ —F£:21]v0l.26 p.63 | Fuijii Zensuke (1873-1943) founder of the Yarinkan

Museum, in possession of the Castiglione painting

Rl

BABE (EB7)1910(335843)
F

Chinese painter inspired by the
Japanese treatment of the classical
subject matterin Chinese lterature.
Fu Baoshi (1904-1965) 127
(EET) Song of Pipa, 1945 (#853)

Aida Yuen Wong, Paiting the Mists, 2006.

BAME (EET)
1910(83:443) ¢

Practice of a new perspectival
Framework, with cutting effect

FHIBE Chigusa Soun
{3t Lotus Pond

1909(B3;442) &
[R#EFEH$ p.30]

EEFARZEAR Kanokogi Takeshird  (1874—1941) (HEDE)
Horse Race at the Festival in the Kamo Shrine, 1913(XIE2) &
Disciple of Jean-Paul Laurens & #5045 EFAHEE 1990




Jean-Léon Gérome
(1824-1904) 19005 NER

Dureing his stay in Paris at the
Exposition universelle in 1900
Senhd, then aged 36, visites
Jean-Léon Gérome’s studio,

TNAEE
Takeuchi Seihd
Ba)

Combat des cogs
KIE15(1926) 4
FIEREATER
B

First Exhibition in
commemoration of
the Prince Shotoku

RHBOBEFE 198
6:3

Oriental spirit of rivalry is
obvious in Seihd effort of
catching up with the achievement
of the Western academic painter
with an intentional use of Oriental
brush stroke .

AL Takeuchi Seihd
(#t2) Combat des cogs
KIE15(1926) £
FIREEAFERR
First Exhibition in commemoration of
the Prince Shotoku

RHBOEAE 1986:3

Sx=LAy-UzA—L Jean-Léon Gérome (RHEE)
Le Combat des cogs, 1845 H!)224 > T—)LEifith
Tableau exposé au Musée de Luxembourg

1

PR, Takeuchi Senho (HIFE) Lion FE=1E
BAA34(1901) &, =BRIRXHE
From this peice, Seih6 modifies his signature with the mark of ‘West'.

Sry=LFY-Uz0—LA Jean-Léon Géerdme (FURMEHHETHDREDHTY)
La demiére Priéres des Martyres chrétiens 18834
RUFET, DNE—R-T—h-FrF—

Seihd copies lions in the London
Z0o, while in Europe, shortly after
his visite Jean-Léon Gérome in his
studio in Paris, in 1900. The
Western master criticized

the lack of anatomical study in the
Japanese painting of animals and
human figures and showed his
copies of Lions to Seino.

PIRIEE (BFE) Biia34
(1901) %, =R LR

Sx=LFy-Ura—L
(FURNBIBED DR
DY) 188345

NYFEF7 INE—R-T—
e FrSYU—
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2. Western Academism as a reference

This question brings us back to Kansetsu’s first master, Takeuchi Seiho (1864-1942). The | 9]
most famous modern Japanese style painter based in Kyoto, Seihd visited Europe at the occasion of
the Exposition universelle in Paris in 1900. He is known to have been invited to the residence of
Jean-Léon Gérome (1824-1904), professor of Ecole des Beaux-Arts and President of the Académie
des Beaux-Arts, undoubtedly the most famous Western painter of his age. According to Seihd’s
recollection, while Gérdme highly appreciated Japanese flower and birds paintings, he sternly
pointed out that Japanese painters are lacking in anatomical analysis, and showed to the Japanese
gust his own drawing of lions as paragon to be studied B,

This anecdote has not been taken seriously into account by specialists. However it helps us
better understand Seihd’s “conversion” after his stay in Europe. Two decades after his return to
Japan, Seihé is known to have executed Fighting Cock Bit%-(1926). The exceptional subject matter
inevitably reminds us of the same subject treated by the young Gérdme, Le Combat de cogs (1845),
which contributed to the establishment of his reputation as an academic painter. Seih6 could not have
missed the piece at his visit of the Musée de Luxembourg, which served as the modern museum of
living artists. The formal similarity of the two works clearly reveals Seihd’s competitive spiritlé.

Still more obvious is Seihd’s motivation of executing lions immediately after his visit to

Gérome. Upon his return from Europe Seihd executed Lion #i+(1901). For a long time, lion motif

has enjoyed stereotypical treatment as an iconographical imaginary animal in East Asian history of
art. But Seih6 deliberately violated the conventional code so as to render his lion d’aprés-nature
which he had sketched in European zoo (Seihd mentions that of Antwerp, but judging from his
itinerary, it should have been in London Zoo that he made the drawings)”. The spontaneous brush
stroke with Chinese ink on the golden screen, realizing an unprecedented anatomical accuracy (at
least in Japan) in the rendering of the animals, made this screen a sensational masterpiece.

In the signature for this piece, Seihd replaced his previous Sei ##(meaning “inhabit” in
Chinese character) by another #ii, with the same meaning but including a part signifying “the West”
P4, testifying to his self-recognized “masterly” of the West. Seiho also made a screen of Tiger %
(1901), which also bears comparison with the same subject executed by Jean-Léon Gérome.
Hashimoto Kansetsu, a little bit later, would not conceal his rivalry with his ancient master, Seiho,
by painting a realistic tiger in Hermits Gathering BRI 42(1915-17) in a screen for sliding doors.
Both for Seihé and Kansetsu, western style anatomical accuracy was the key to renovate the

conventional subject matter of lion and tiger out of the joke of the old fashioned pictorial code.

3. Chinese Scenery and Impressionistic Color Effect

15 Hirano Shigemitsu P37 (ed.), Seihd s Talk on Art [HEJE\E %) , Kyoto Shinbunsha FUARHTR£L, 1994, p.87.
16 Shigemi Inaga, Painting on the Edge-A Historical Survey of East Asian Trans-Cultural Modernities , Nagoya
University Press, 2014, pp.122-124. The author presented this hypothesis already in 1996.

17 Hirota Takashi & H %, “Western Experience, toward a new harmony” [FaEIRERZ L CHi7= 72 o~
Takeuchi Seihé [77PNMEIEN] , Heibonsha 7 MLt ,Bessatsu Taiyo Bt AR5, No.211, 2013, p.20.
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Primitivism in the renewal of the national painting in 1910s
Japanese modern painting ‘exposed’ to Western ‘contamination’ ?
Orasign of ‘Chinese box-Matryoshka’ type duplication of the Western Imperialism?
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Hodler's nightmare
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Kanesetsu's first extensive tour in China two years after the revolution.

#AMBE Hashimoto Kanzetsu (&) In a Southern Country 1914 (XIE3)
(%) left panels #SEXE 2%H EHMIENE (£H130FHER:p. 41]
HFEOEBEONERILULIHRLRTT) [HEHMI19145108148

«This painting is sl more bizarre than the Women Divers Bakusei made last year. »

Inaga Questioning Narratives, Negotiating Frameworks, Art/Histories in Transcultural Dynamics,

The decade 1910s marks a new phase in the history of modern painting in Japanese style.

Tsuchida Baksen 1 HZ{&(1887-1936), undoubtedly one of the best Japanese style painters of
Kyoto of the generation, was a rare boy whom Kansetsu has remarked since his first encounter in
Takeuchi Seihd’s Studio in 1904. Kansetsu himself is remembered at his first showing up to the
Seihd’s studio in 1903 to have boasted that he could make a better painting of a horse than the one
hung on the wall--to the bewilderment of the surrounding disciples, as the piece was executed by
nobody else than the master Seihd himself. Seihd is said to have welcomed this insolent remark with
laughter, and recognized in this young new comer a strong sense of self estate and dignity. In his turn,
Kansetsu is also known to have whispered to his co-disciples at his first sight of a new younger pupil,
Tsuchida Bakusen: “This young guy is something, his talent, a little bit frightening.'® Soon after
Bakusen executed Chinese Women by a Fountain 15% at the age of 18, (1905), which is said to
have been completed under Kansetsu’s guidance at his own studio. (if we can believe in Kansetsu’s
own recollection in his obituary to Bakusen at his death in 1938). At ths sight of this work, Seih6 did
not fail to notice Kansetsu’s influence on Bakusen and observed: “the piece looks rather much like
Hashimoto’s style.” To this Kansetsu later confesses that he “was awfully abashed.'*”

These anecdotes suggest their mutual emulation, which, however have not been taken
seriously by precedent studies: no close comparative examination has been proposed. Yet the mutual
influences between Kansetsu and Baksen must be scrutinized in detail, so as to better understand the
general constellation of the Kyoto school of the day (though Kansetsu was in Tokyo at this point).
For this purpose, suffice to examine the awarded works of the two young masters at the Official
Salon of the period. Bakusen was remarked by Ireland Women 50 #:(1912), awarded in the 7t
Bunten 3CJ& salon (under the auspice of the Ministry of Education), in which scholars have detected
a tendency toward Primitivism in the footsteps of Paul Gauguin in Tahiti. Yet Bakusen should have
also been conscious of Kansetsu’s preceding work.

Indeed, Kansetsu’s Cool Air in the Shadow {#F£(1910-11), depicting a Chinese hermit
sitting at the foot of banana trees, precedes Bakusen’s women figures of Island Women. Kansetsu’s
half-naked male hermit is replaced in Banksen’s screen by a half-naked lady sitting under the fig
leaves. The latter, in turn, is followed by Kansetsu’s another piece, Backyard #%(1914), a scenery
of a garden with paulownia trees turning red in autumn. Their mutual catch-ball is obvious.

Furthermore, Baksen also exhibited in the following 7™ Bunten Official Salon, an audacious pair of

screen, Women Divers #§7£(1913). A scene is composed of women divers with their catch (right

panel) and their after-work reposing (left panel). While the whole composition shows strong affinity
with Gauguin’s Tahiti seascape, a sleeping lady among the reposing women, shows the painter’s
implicit reference to Ferdinand Hodler’s La Nuit (1898-90). The black cloth covering a lying woman
in the bottom-left in Hodler’s original, suggesting personified Nightmare, is replaced in Banksen by
a cloth to warmth a woman’s body. The vivid dark indigo color of the cloth tells its hidden source.

Kansetsu was highly conscious of Bakusen’s experimental screen of Primitivism undertone,

18 Matsumura Shofia ¥AFTHY JA, Japanese Painters, new edition [HhR  AFAE A= |, 1943,Vol.5.

19 Hashimoto Kansetsu, “Two ‘Den’s, Two ‘Sen’s” [ W _f&] , Osaka Mainichi Art [ KAE#i] , June, 1938.
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when he executed in the following year, Southern Country FIE (1914). Indeed he remarks that “this
work is still more grotesque than the Women Divers by my friend Banksen of the last year.”20 The
vivid contrast between the blue of the sea and the brightly white sand shore in Banksen’s Diving
Women is now challenged by Kansetsu’s no less impressive contrast between the red boats and the
sails painted by the gold-mud 4:J& pigment. This screen allowed Kansetsu to gain the Second Prize
in the 8" Official Bunten salon in 1914 (the Second Prize being the highest honor). Their spirit of
competition leaves many parallel traces in their creation: the choice of seascape, figures of working
men and women by the sea, the experimental use of primary colors in an audacious composition
with boats depicted only in half, etc. are among the features they share.

The subject matter: Southern Country is a strong reminiscence of Kansetsu’s trip to China
during which he discovered the Yanzi River £ 7JL. The reflection of the sunlight on the water
surface of the muddy water of the Chinese gigantic river cannot be rendered in painting, Kansetsu
recalls, without making good use of the decorative effect obtained by the gold-mud pigment. The
Japanese tradition of Linpa School #kJK, famous for its abundant use of gold, therefore reveals itself
to be useful to render the vivid color effect of the nature at the water-front in Southern China under

the spring warm sunshine. The bow of the red boat also reveals Kansetsu’s indebtedness to the

| Japonisme heritage. The composition with a protruding bow also reminds us of a similar

compositional layout in the famous Joshii Ushibori M 4 in the Thirty-Six View of Mount. Fuji
& 4k =75 by Katsushika Hokusai #fifidt75(1760-1849). Parallel to Caillebotte, the same cutting
effect had been tried by Claude Monet (1840-1926) in his La Barque bleu (1886) or Canot sur I’Epta
(ca.1887), where only a part of the boat is visible, and the rest is cut off by the framework.

Curiously, Kansetsu’s former master, Takeuchi Seihd, himself has just made a preparatory
sketch for a screen with the bow of boats and sea gulls flying around, Boats and Sea Gulls fis & B
(which remained unfinished). Obviously, Kansetsu was intending to realize a better synthesis of these
precedent examples so as to demonstrate his dexterity, inventiveness, superiority as well as his
historical erudition: the impressionistic heritage of a typically Japonisant composition d’aprés
Hokusai serves as the basic layout to evoke the life of the Chinese people living on the boats.

In this eccentric composition (out of the convention) one may even detect Kansetsu’s
response to Wasily Kandinsky (1886-1944)

of a ship, typical in some Hokusai’s sceneries, as the one of Oki Island, in the 7™ Volume of his

in the context of Expressionism. An aggrandized bow

Mangwa At 712, is known to be adopted by East European graphic design. Carl Otto Czeschka’s
Die Niebelungen (1908) testifies to this calculated quote. And a similar motif as well as a
composition is also seen reinterpreted earlier by Kandinsky in his Das Volga Lied (1906). One may
wonder if Kansetsu’s Southern Country was not his response to the converging interest in a similar
compositional experiment between the East and the West. Let us add in haste that Kandinsky’s Uber
das Geistige in der Kunst (1908), was soon to be noticed by contemporary Japanese intellectuals,

including Kansetsu himself*.

2 Roj6 Journal [EWETRI] | 14 Oct. 1914,
21 Shigemi Inaga fd 2 %35, review of Nishihara Daisuke’s critical biography of Kansetsu, in Etudes de literature
compare [ FLBSCFFFE] No.93, 2007, pp.133-138.
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I know that In A Southern Country and
Alchemy have been critcized . But Crude primary colors are not vulgar (zokufé)

by themselves. Vulgar means condescend to popular taste; Familiar (hikin S3f)
should not be confused with vulgar (zoku). Elegance (johin &), in contrast, has to
include something lofty, but can be compatible with Familiar. My purpose is to achieve
the familiar image of the Chinese people with elegance. (Kansetsu, 1925)
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4. Hidden Reference to Giuseppe Castiglione

A synthesis of Eastern and Western traditions was on their agenda. Just take another huge
panel (168.4cm high two panels of 377.4 cm long each; the total is more than 7meter long) that
Kansetsu presented to the next 9" Bunten Salon in 1915, June in the Cliffs of Yanzi T H
(1915). While the people manipulating the boats in the vast torrent is reminiscent of a classical
masterpiece of scroll by Zia Gui BiF, 4 Myriad Miles of the Yanzu River FiT 5 B[X|*%(Southern
Sung FE5%), the mass of houses, with white stucco wall in contrast to the back roofing tiles on the
hill, is combined by an intentional application of the cubistic construction of geometrical shapes.

Ambitiously enough, Kansetsu presented another masterpiece in the same Salon, Hunting
H(1915), composed of two parts, each consisting of 6 panels (in total 740cm long). Hunting was
awarded the highest second prize. The lily flowers and autumn leaves on the right bottom part
unmistakably evoke Sakai Hoitsu B FHH:fd— (1761-1828)’s famous Panels of the Autumn Leaves £k
F[X 5. Kansetsu clearly demonstrates to professional connoisseurs his highly refined brush

technique which would bear comparison to that of legendary Hoitsu. At the same time, the rushing

| horses with their hunter on the back are undoubtedly Kansetsu’s respectful tribute to Giuseppe

Castiglione: Ayushi [ E8) Assailing the Rebels with a Lance (1755) or Ma Wangch’ang ¥ %
Attacking the Enemy s Camp (1759) in the former Imperial Collection of the Qianlong Emperorzz.

By this multiple references, Kansetsu strives to combine three traditions, namely, Japanese,
Chinese and Western, and this, by following the lessons of the Jesuit Court painter in China at the
glorious days of the Qing Dynasty. In this four de force on can easily detect Kansetsu’s historical
consciousness: He is trying to “incorporate,” as it were, the present state of the World art History by
his painting practice, combining the triple heritage of Japanese, Chinese and Western achievements.

In the following year, Kansetsu introduces a vivid contrast of primary colors in his
Alchemy J8J}(1916) presented in the 10™ Bunten Official Salon. He later recalls: “Not only
Southern Country but also Alchemy has been criticized. But crude primary colors are not “vulgar”{&}

(zoku) by nature. “Vulgar” means condescend to popular taste, but “familiar” or “usual taste” #.iT
(hikin) should not be confused with “vulgar. Therefore, the painter continues, I am searching for a
good taste & (johin, i.e. “well distinguished taste”). I dare to make use of crude primary colors,
through which I wish to depict truthful “Chinese-ness”.”*

Kansetsu’s audacious use of primary colors could have given positive inspirations to other
young painters in Kyoto. Two years later, Bakusen, frustrated by his continuous rejection from the
Official Salon, organizes with his close friends a famous independent group, Kokuga Sésaku Kyokai
[ i A1 /E 1% 2> (Association for the Creation of a National Painting). In their inauguration exhibition,
Bakusen himself presents a large work, Bathing Woman #%5%(1918), in which a woman dressed in

scarlet bath-gown is lying in the pin tree forest with wisteria flowers in full bloom. Alongside with

22 A similar proposition of supposing Kansetsu’s reference to Castiglione is presented by lio Yukiko /& 5 in
her explanation of the work in the above mentioned exhibition catalogue, Hashimoto Kansetsu Retrospective, 2013,
p.45.

2 Kansetsu, “Before the Work,” THI{EZRTIZ L CJ 1925, Esssays by Kansetsu [BEREE] | 1925, p.227.
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Famous Kyoto painter-artists gathering for the Imperial audience in 1916.
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Bakusen’s sensational piece was also Nonagase Banka’s % EH#flt{E(1889-1964) Running Water in

Early Summer #]E Oii(1918), with similar combination of women in red and blue, sitting or lying
on the green carpet of nature’*. Their color combination strongly reminds us that of Alchemy by
Kansetsu, who, in his Penglai Mountain in Spring Aurora %E¥FWBEX(1916), also stresses the
contrast between pavilions with red wall and surrounding water fall and mountains in deep green.
The Changri-la scene was a landscape version of his human figures in Alchemy, of the same year,
where the hermit-magician dressed in red is seated in the green hill under the Chinese peach trees.

The similarity in color expression among these three painters has not yet been observed by
precedent studies (as their works are rarely studied together, as they were not belonging to the same
genre). But it would be inconceivable that the members of the Kokuga Sésaku Kydkai overlooked the
most prominent and successful outcome of the Official Salon which has just been achieved by one of
their previous rivals whom they have frequented previously in the city of Kyoto. Under the general
spell of Post-Impressionism, the young generation of the Japanese painters, including Kansetsu,
Bakusen and Banka, introduces a new set of colorful palette, heralding the coming of a new age.

Yet Kansetsu distinguishes himself from the members of the Kokuga Sésaku Kyékai by his
preference to the Chinese literati subject matter. In the same year, Kansetsu obtains the Special Prize
by his Hanshan and Shide, F€[L#:%% (1918) Famous anecdote of a pair of Chinese hermits,
Hanshan % (Ll (Kanzan) and Side 5 % (Jittoku), are considered to be the reincarnation of
Manjushree (% and Samantabhadra 5, respectively. Yokoyama Taikan £#f[LXK#1(18680-1958),
representative of the Nippon Bijutsuin H AL, a private institute of the painters in Japanese
style, has executed the same subject matter one year earlier. The narrative was quite popular during
that era thanks to Mori Ogai’s ZrEE#1(1862-1922) retold story on the anecdote (1916). A piece of
photography is known showing Kansetsu executing a huge ink-painting of Hanshan and Shide by
balancing a gigantic brush on a large screen extended on the floor. It must be a record of a public
performance which the painter demonstrated in the assistance of his friends and supporters in 1916.

Another photo in commemoration shows representative Kyoto painters of the year. The
picture is taken when the Empress paid official visit to Kyoto in 1916. While Seihd is present among
the eight painters, including two women, Kansetsu is not there”. What does his absence mean?
Although Kansetsu has enjoyed the privilege of “hors concours” in the Salon because of his
distinctive achievements, he was not yet among the honored top ranking painters invited to the
imperial audience. A hidden frustration of the painter, who is not yet fully recognized in the society
despite his exceptional outcome, is also tacitly transmitted by the very narrative of the two Chinese

hermits, who were treated as idiots though they were in reality reincarnations of the Bodhisattva.

24 The best synthetic reconstruction of the Society’s activites in a single exhibition remains the exhibition catalogue,
Retrospective Exhibition of the Kokuga Art Association, The National Museum of Modern Art, Tokyo & Kyoto, 1993.
But no attempt is made to propose any cross-reading with the works by Hashimoto Kansetsu. As for the “Association,”
see Doris Croissant, “Gender Play in Japanese National Painting :The leading Kokuga painter, Tsuchida Bakusen
(1887-1936),” in Doris Croissant, Catherine Vance Yeh, Joshua Scott Mostow(ed.), Performing "Nation": Gender
Politics in Literature, Theater, and the Visual Art of China and Japan 1880-1940, Brill,pp.265-306.

25 Picture reproduced in Takeuchi Seihé in Bessatsu Taiyé, Heibonsha, 2013, p.145.
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5. Incorporation of the Chinese Classics in the Perspective of World Art History

Making the visual version of the literati topoi was also an important task of the painter
boasting his masterly of the Chinese classics. In 1916, Kansetsu also completes Red Cliff in Winter
Season 1% /REE[X|(1916). The poet Su Dongpo ##H#(1037-1101) visits the Red CIiff 7REE in 1082,
which was (mistakenly) identified as the historical site of the famous battle of Red Cliff in 208 in
Western calendar. The poet on board of a tiny sky-blue boat is reminiscent of the famous hanging
screen of the same subject: Scene of Red Cliff 77%£[X| by Wu Yanzhi ITiE (1317-1386).

By the way, it is only with the success of the spectacular movie, Red Cliff, by John Wo
(2008-9), that the Chinese classical poetry, based on the history, has finally come into the scope of
World Classics. Yet the so-called “Global Art History” (as a Western product) does not yet pay full
attention to the importance of the non-Western historical sites which constitutes indispensable cores
of artistic heritage in East-Asia. In other words, Kansetsu develops here a global art historical
perspective avant la letter almost one century ahead. For a painter active during the inter-war period
of the first half of the 20" Century, “negotiating narrative and questioning the framework” were
among the necessary conditions toward the establishment of the cosmopolitan “World Art History.”

Indeed the task of integrating the Eastern (i.e. Chinese) and Western traditions in the same

main-stream narrative was one of the urgent pending issues for a Hashimoto Kansetsu. Probably the

most typical illustration of this motivation resides in his executing the portrait of a Chinese painter,

Ni Yunlin fiiZ24K (or Ni Zan fii ¥, 1301-1374), one of the Four Great Painters form the Late Yuan
Dymasty JLA VU KZ. The Ni Yunlin was awarded, again, Special Prize at the 11" Salon Bunten in
1917. But the question we should ask is why Kansetsu specifically chose that painter.

Ni Yunlin was famous for his restoration of one of the four famous gardens in Sushu ##&JN,
namely Shizulin Yuan Jii-7#K[ or Lion Grove Garden (founded in 1342). Ni Yunlin left a Picture
Scroll of Lion Grove Garden in 1373. It was in 1916 that Kanstsu followed the lesson of Ni Yunlin
and begins constructing his own house —studio, Hakusa Sonsé H >t or White Village Residence,
near the Silver Pavilion $RM<F in Kyoto. The construction of a huge garden as well as a gorgeous
residence surprised citizens. The project demonstrates the painter’s pride as the authentic successor
of the Chinese glorious Art History in the midst of the modernizing and modernist city of Kyoto.

Also conspicuous is Kansetsu’s marked and tenacious hostility to his former master,

Takeuchi Seiho. In an essay on “house” (1924), written shortly after the Great Kanto Earthquake, in

1923, Kansetsu does not hesitate to scornfully look down upon Seih6’s taste, epitomized by his

“second house” named Kachii-an &, or “A Hazy farm.” Without explicitly naming Seihd,
Kanestu alludes to the rival painter in a sarcastic fashion: “a Kyoto painter replaces an old country
house and is proud of the thatched roof. Yet thatched roof is a farmer’s house and not for the
gentlemen 1= A. (...) | am against such a pseud-elegance. A false elegance {LLFEJE is inferior to
the straightforwardness of the barracks (set up in haste after the earthquake in downtown Tokyo).
People with shallow understandings follow suite to such fake-elegance &% A . Hence the

world is infested by imposters. ..>*”

% “House’ (%) (july, 1924); in Essays by Kansetsu ~ TSR] | p.197.
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Kansetsu’s outspoken hostility toward the most influential painter and his authoritative
school in Kyoto looks almost disproportionate. Yet one should understand that Kansetsu’s contempt
for a rustic taste and “fake-elegance” of a “farmer” in Japan seems to be the reverse side of his own

predilection to things Chinese, of which Kansetsu boasts to be the best representative in Japan.

6. Inventiveness and Inheritance

Kansetsu’s indebtedness to the past is also the source of his own insatiable inventiveness.
Let us just examine three examples so as to illustrate his “negotiation with narratives” and his
“questioning of frameworks.” In his Zhunge Kongming # % fL¥1(1916), famous anecdote of Liu
Bei ZIfi(161-223)s visit to Kongming fLB] (181-234), accompanied by Guan Yu B33P (?-219)
and Zhang Fei {7 (?-221), reveals a secret of visualizing the historical narrative. In the
monochrome scenery covered by snow, the painter adds tiny human figures on horseback in black
(Zhang Fei) and primary colors of green (Guan Yu) and red (Liu Bei) on their way in the left screen.
Kongming, staying in a hut on the right screen, is dressed in yellow. How can we account for the
choice of such partial color dripping? It is said that a disciple of Kang Youwei FE7H %(1858-1927),
named Han Tan Shou ¥ &, once visited Kansetsu’s farther, famous Confucian scholar, Kaikan ¥
BE(1852-1935). The guest remarked the child and asked him how he would interpret a famous verse
by Wang Anshi %241 (1021-1086): “In the bush in full green stands one red figure” @ k# 1 — 5l
L. To this question the young Kansetsu made a painting of a persimmon fruit covered in the bamboo
bush, with which the Chinese guest was quite surprised and cheerfully admired the talented youth®’.
This memory of the childhood certainly echoes in Kansetsu’s interpretation of colorful pin points of
historical figures which make vivid contrast with the chilling snow landscape all covered in white.

Secondly, another snow scape, Frozen Clouds and a Perilous Bridge RZEfEEIX(1916),
alludes to a historical masterpiece by Urakami Gyokudé jif = E % (1745-1820), Frozen Clouds and

Sieved out Show WZEHFZX. The similarity in the titles already suggests Kansetsu’s explicit

reference to his great predecessorzs. A close observation reveals that Gyokudo scattered in his snow
scenery red pigment in splash. Though usually unnoticed, these small red particles adds to the
mysterious atmosphere of the landscape; a hidden effect which Kansetsu should have appreciated in
comparison with his own application of pin-pointed color spots in the landscape covered with snow.
By the way, Kansetsu suspected the short-sightedness of his ancestor for three reasons: in
Gyokudd’s painting, the background is often unclear, the seal is apposed at the bottom of the work,
and the painter rather excels in small size pieces. Though lacking in verification, this observation
reveals how minutely Kansetsue has observed Gyokudd’s work. Kansetsu’s meticulous construction
of the high mountains vividly appeals his stylistic difference from Gyokudd’s vague rendition of the

nature in the back. Yet, The phallic form of the green rock, contrasting to the vagina-like source of

the water fall, in Kansetsu’s High Mountain with Small Moon |75 A /INX (1916) is strikingly

27 Hashimoto Kansetsu &A%, “ My Childhood and its milieu,” [FAD/VEERFR & Z D30 | A Passage to the
Southern Painting [FEI~DEFRE] , 1924, p.144.

28 Kansetsu publishes a biography of the painter. Cf. Hashimoto Kansetsu & AR, Urakami Gyokudo [ L%
i, Ars, 1926.
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similar to Gyokud6’s composition of the Elements. Kansetsu’s indebtedness to Gyokudd’s eccentric
search for Yin-Yang principle is discernable in their explicit rendering of the course of the vital
energy. Kansetsu thus demonstrates his inheritance of the Southern school literati tradition in Japan.

In the third place, Kansetsu does not hide his erudition in iconography. In his 4 Fisherman
in Conversation with a Woodcutter Ifaf1Z X (ca.1916), the Japanese painter faithfully relies upon
the Chinese authoritative compendium of visual iconography M%< &5 (1743). The fisherman is
modeled after Yan Ziling % 7-}%, famous hermit, who did not follow the Guangwo Emperor i
(BC5-57)’s request of assisting him in the politics, but preferred spending his time in fishing and
cattle raising. So as to obtain universal recognition, Kansetsu not only had to satisfy Japanese
amateurs, but also convince Chinese literati connoisseurs. Kanashima Keika 4 /5i#£%%(1892-1974)
who accompanied Kansetsu in his travel through Yanzi River in 1917, recalls an incident which
testifies to Kansetsu’s fearless dignity which impressed even Chinese sailors and rowdy fellows.

“On the board of our ship on Yanzi River, there was a hooligan who threatened the
travelers. Kansetsu was not horrified by him but addressed to him by saying sharply: “You should
not be indulged in such absurdities but should mend your way; then I would gladly introduce you to

Feng Yuxiang #5 E££(1882-1948, then Supreme General of the Republican Army) ; by so saying

Kansetsu instantly painted a baba-bird PA\W\ & with a poem of Filial Piety, and gave it to the man. At

this, the hooligan immediately took off his hut and made a sincere apology. In the following days, he
obediently served Kansetsu as if he were our devoted guide.29”

Kansetsu’s ambition of making a synthesis of Chinese and Japanese traditions also reveals
itself in the choice of his subject-matter. In 1918, he executes Jyakkd (> (Shanti in Sanskrit or
the “Pure Land of serenity,” in Buddhist term, a land “filled with the light of truth”), a pair of screen
representing the monk Kikai ZZ¥f#(774-835) in the posture of meditation on the folk of a tree in the
Koyasan Mountain 5 %7 [Li. Kikai is one of the most famous Buddhist monks as he introduced the
Shingon Sect of Esoteric Buddhism .5 % #{ in Japan. As the sect is doomed to extinguish in the
mainland China, Kikan represents the unique authentic successor of the doctrine on earth, and the
sect is prospering to this day.

By the choice of this historical figure, Kansetsu is therefore implicitly evoking his own
authenticity in inheriting the Chinese artistic tradition in modern Japan. It should be also mentioned
that in his Ideals of the East (1903), Kakuzé Okakura [l 44 = (1862-1913) referred to the very
monk Kikai so as to explain the “Ideals of the East” as an autonomous development of the Spirit (in
Hegel’s sense of “Die Entwicklung des Geistes”) in the entire history of Oriental Art, including India
and China. In this portrait, Kiikai takes the same posture of meditation as is seen in the Portrait of
the Monk Myée Eﬁﬁﬁ(l?ath Century). Myo6e (1173-1232) was a highly venerated Buddhist monk, who
restored the Shingon Esoteric Buddhism in the Koézanji Temple 1= IL=F. Myde’s posture of
meditation on the fork of a tree shows, according to It6 Daisuke, the utmost secret of the Mandara,

transmitted by Kukai, which preaches the fusion and interpenetration of every deeds, the

29 Kanashima Keika 4:BfE#, «My souvenir of the Master Kansetsu » [BE A0 W) | Kyoto
Journal [H&H ] , 28 Feb. 1945.
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interrelatedness of the whole world and the non-obtrusive interconnection of the Divine network™’.
As we shall see in the following, it seems as if Kansetsu were following this ideal
preached in the Kegon-Huayan Sutra HE[gi#%, so as to put forward his personal questioning of

narratives and negotiating frameworks of the world art history“. This questioning and reframing is

attempted through his own painting practice. Also worth mentioning is his father, Kaikan #FE5. The

Confucian tradition and the literati Chinese culture were transmitted from the farther to the son.
Moreover, Kankai’s residence was frequented by many Chinese Qin Dynasty left-overs and V.I.P.
(including a future Prime Minister of the Manchuguo”), after the Revolution in 1911. Kansetsu was
thus in a privileged position of being able to absorb the latest information and knowledge coming
from China. Chinese businessmen and literati frequently paid visit to his farther, Kankai. Or they
searched for a refuge in, or were invited to Kansetsu’s residence. His friendship with them was
another important factor to understand the socio-historical position Kansetsu was to occupy in the

Tais6 era (1911-1925), as a core of the nexus of “interrelatedness” in international contexts>.

7. Persian Miniature and Altamira Cave Paintings

In 1917, Kansetsu passes the age of 35, when his Portrait of Ni Yulin is awarded Special

Prize in the Official Salon, Bunten. The following year, 1918, taking advantage of his position of
“hors concours,” he displays an ambitious screen of Mulan, /KB representing a famous woman
worrier, highly celebrated by an ancient Chinese long poem (composed of two folding screens, 190
cm high x 376cm long, each: Kansetsu’s “regular size” for the sending to the Official Salon). Mulan
disguised herself by wearing armor, so as to fulfill military service in her father’s place as he was
already too old. Bringing many important victories to her country, she was distinguished by the
emperor. Declining an honorable promotion, however, she begged the emperor a favor of letting her
return home after having spent twelve years on the battle field. At her home coming, following
soldiers were surprised to find out that she was a woman... Later Kansetsu is to make the donation
of another scroll version of the same subject matter (1920) to the Boston Museum in 1931(36.7 x
408.5cm). The piece has made its travel to Toledo in Spain and New York as a piece chosen for an

oversea exhibition of Japanese paintings in 1930-3 1

30 1t6 Daisuke i K, Epoch of Portraiture-Deep Structure of Pictorial Thought in the Painting at the Formative
Period of Medieval Age in Japan [ MBI O : AN DB O BARA%ERE]. University of
Nagoya Press, % i B K% k4, 2011. His interpretation is partly based on my paper indicated below.

31 Cf. As for the dispute of the relevance of the Huayan paradigm, see Shigemi Inaga, “Kegon/Huayan View and
Contemporary East Asian Art-A Methdological Proposal,”Cross Sections, Vol.5, The National Museum of Modern
Art, Kyoto, 2013, pp.2-25.

32 Kansetsu relates in 1934 an anecdote that his residence was included among potential candidates of Puyi  J#f#’s
possible residence in Japan, when the Last Emperor of the Qing Dynasty was in custody in Tienjin K after the
Beijing Coup-d’Etat by Feng Yuxiang #% 4% in 1924. See, Téei [H5%.] , April 1934, pp.2.3; Nishihara Daisuke,
Hashimoto Kansetsu, p.136.

33 For his relationship with contemporary Chinese artists, see, among others, “A chat in front of the lamp,” Essays
by Kansetsu, pp.246-248.

34 The narrative poem composed around 4-6th Century, lately came into Western focus through an American
animated musical action-comedy-drama film in 1998, Mulan. The movie is directed by Tony Bancroft a Barry Cook,
and produced by Walt Disney Feature Animation. See lio Yukiko, “On Mulan by Hashimoto Kansetsu,” Exhibition
catalogue, Hashimoto Kansetsu Retrspective, Hyogo Prefectural Museum, 213, pp.137-147.
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first travel to Europe in 1921, together with his wife. The maritime line to Europe has been restored

FIEHEAAEFEER Kanestsu named jury member of the First Imperial
Salon in 1919 KIE8(1919) £ BHSOFMA p.133

after the War. This experience adds yet another dimension to his career. And his exposure to the West

chinese Filal Piety | iS5 balanced by his frequent trip to China. As a natural outcome, a synthesis of Chinese and Western

Represented in a
cristen TRte | artistic heritage is to be attempted by our painter in Japan’s ancient capital of Kyoto (if he had been

#EE G0t
Seoaman in Tokyo, he could not have escaped he devastating damage of the Great Earthquake in 1923, as was
;h;a;::ﬁ . experienced by many artistes residing in Kant6 area). This also explains why the city of Kyoto of the
i'é'gm%gw g inter-War period, was a milieu filled with exceptionally cosmopolitan atmosphere.

:;?Z{%ﬁ;m Among many relevant tracks illustrating Kansetsu’s “cosmopolitan” achievements, just

[£5130%2014:18]

mention three cases which have been usually overlooked so far: First, the use of triptych. Though not
entirely missing, triptych was a rare formula for presentation in East Asia. Kansetsu dared to
represent the Story of Guo Ju FFE. (1919), one of the famous scenes of Confucian Filial Piety in
triptych, composing of three separate holding screens. While his wife on the left is hugging the
baby in her chest, Guo Ju on the right is holding a shovel. So as to save the life of his mother in
starvation, the new born baby was to be immolated as an inevitable sacrifice. Guo Ju, in despair, was
digging a hole at a foot of a tree, to find out, in surprise, a golden jar, a gift from the heaven to save

the whole family. The unexpected discovery occupies the central screen. Obviously the sacrifice of
EAENR Domoto Insh6(1891—1975)  FAFHEH(RF ) Hariti,
Kariteimo, Kishibojin - XIE11(1922) % HAETHRE FEELLNRXIE

the son evokes that of Isaac in the Old Testament, and the mother holding a baby together with her
husband recalls the scene of the Holy Family, during the flight to Egypt, with Mary on the left and
Josef on the right of the three hanging scrolls. The Central tree is unmistakably the Tree of Life.
Chinese Confucian ethics is reinterpreted in a manner compatible with the Christian iconography.
Kansetsu may be inspired by Yokoyama Taikan, who has represented four years earlier the

pair of hermits, Hanshan and Shide %% :X(3€[L1#545)surrounding a fire in a triptych (1915). Taikan’s

red bonfire is replaced by a green tree in Kansetsu’s composition. Ddmoto Insho (1891-1975),

H#ILK# Yokoyama Taikan, 28k (FIL#81§) Fire, or Hanshan et Shide

R4, 19158 FARSE M another Kyoto painter, is also known to have executed in 1922 a triptych of Kishibojin, or Hariti in
; sanscrit s ALFH R 7 REf). While the pair of man and woman on both sides is reminiscent of

Multiple Reference

mdcurra yoridty | Adam and Eve, the central screen is dominated by the Indian mother goddess, extremely similar to
In the period between
the two World Wars

the Virgin Mary and the Child (or children, including Baptist John). Such an unprecedented but
prevailing syncretism of the Christian, Buddhist and Confucian iconographies is typical of the

Taisho era, somehow echoing the contemporary cosmopolitan atmosphere.
?gg!%g%k) A Fairy

1926 (KET9) % More astonishing is the second case, which has never been pointed out by precedent 31|
BEEHILRS R ENE

[4£H13054EA p.55]

studies: the hidden use of Persian miniatures. Fairly Lady {&72(1926) is a large scale individual
screen, representing a Chinese lady dressed in red under wisteria flowers with Tang Dynasty
hair-style. The sitting woman is meditating pony flowers, while white deer are accompanying her.
The expression of the lady’s face as well as her posture certainly pays respectful tribute to the
famous relic of the Ladies under the tree with whether decoration 57 7.7 5# il at the Shoso-in 1E

B P Treasure House (executed before 756). Still, the general impression and the solid rectangular

ERRR. REIXFE Ladies under
The tree with wheather docoration

| Before 756 (7th Century) 35 The work is studied in terms of Western impact, but from a different angle, by Nishihara, op.cit., pp.86-87.

| RREHt Shoso-in treasure House
RABMT(ER) 1926(KE15)4E
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Mulan is a 1998 American animated musical
action-comedy-drama film directed by Tony
Bancroft and Barry Cook, with story by Robert .
San Sousi and screenplay by Rita Hsiao, Philip
Lazabnik, Chris Sanders, Eugenia Bostwick-
Singer, and Raymond Singer. It was produced by
Wall Disney Fealure Animation and released by
Walt Disney Pictures on June 19, 1998. Ming-Na,
Eddie Murphy, Miguel Ferrer and BD Wong star in
the English version, while Jackie Chan provided his
voic for the Chinese dubs of the fim. The 36th
animated feature in the Walt Disney Animaled
Classics,and a part of the Disney Renaissance,
the fim is based on the Chinese legend of Hua
Mulan 3]

Mulan is setin China during the Han Dynasty. The
films tile characer, Fa Mulan, is the only daughter
of aged wartor Fa Zhou. She impersonales a man
andtakes her father’s place during a general
conscription fo counter a ficttious Hun invasion led
by Shan Yu. Along with her guardian dragon
MulaN Mushu, her captain, Li Shang, a lucky cricket, "Cri-
2o kee." and her companions, Yo, Ling, and Chien-
Po, she battles the invading Hun army.
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Behzad's Advice of the Ascetic
(c. 1500-1550). As in Western
illuminated manuscripts,
exquisitely decorated borders
were an integral part of the
work of art.
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Great hall of policromes of Altamira,
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In seach of a global art history in 1920s.
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composition can hardly be explained solely by the reference to this national treasure.

It is known that during and after his stay in Europe in 1922, Kansetsu has made a
collection of no less than 65 Persian and Indian miniatures. They are recorded to be exhibited at the
private Kofi-kai Y&/flZ> Salon in 1927, shortly before his second trip to Europe36. The collection
was unfortunately dispersed after the painter’s death. And yet it would be suffice to make a
comparison with any typical Persian miniature with a woman figure so as to be convinced of
Kansetsu’s unexpected borrowing. Kansetsu’s piece was simply out of proportion (280x171cm),
compared with the original miniature. The oversizing enlargement would be partly responsible of the
failing recognition of this hidden source (Kansetsu remained silent on it)37. Yet, once the secret key
is rediscovered, it is surprisingly easy to apply it on some other works, so as to find out similarly

colorful compositions which are undoubtedly based on the same Middle Eastern sources. Just

mention Visiting the Hermit #il2(1930). The motif of the famous Behzads Advice of the Ascetic

(c.1500-1550), or other conventional subject matters of paying the visit to the hermit by way of

horse ride trip in the mountains, can easily pointed out as Kansetsu’s source of inspiration.

To this ‘globalizing’ interest in the pictorial heritage of the entire world, may be added the

third factor, which still remains a tentative hypothesis. Examining the Bull #14>(1925) is also a pair
of huge screens composed of 4 panels (168x 270cm each). For two previous years, Kansetsu could
not exhibit works to the Imperial Salon as an aftermath of the Great Kanté Earthquake in 1923. In an
interview related to the execution of this screen, Kansetsu tells his impression in Europe. He
expresses his amazement at the view of Western masters tirelessly working on so many huge scale
works in their whole career’”. Kansetsu also scornfully criticizes Japanese painters and amateurs
who are too lazy to make minute observation. They simply don’t know how to make distinctions
among several species of the bulls and cows. Kansetsu was boasting of his anatomical accuracy.

The problem is that we cannot identify the race of this huge black bull in Kansetsu’s screen.
A tiny baba-bird at the foot of the bull must be Kansetsu’s respectful reference to Bada Shanren /\
KA (1626?-1705?)’s famous piece of the Baba Bird (1694) in an album Anbanché ZZWEM in
the Sumitomo Collection in Kyot039. But any similar representation of the enormous bull is hardly
known in the history of Japanese painting. Nor is it any easier to recall, in the whole archives of the
Western Art History, a similar bull gently looking back a tiny bird on the field. The old Chinese
diction tells that ‘good horses always exist but a good connoisseur is not always there to find them
out.*” Obviously, Kansetsu is challenging the viewers to name the animal with accuracy, by
replacing the horse with this unrecognizable bull equipped with a conspicuous lump on the shoulder.

This enigmatic animal cannot be an ordinary bull or any known cattle, but it may be
necessary to extend our scope of investigation to the European bison of the prehistoric era. The cave

paintings of Altamira have been already discovered. The copy of the interior of the ‘great hall of

36 See the Chronological table for the Hashimoto Kansetsu retrospective, 2013, p.151.
37 Kansetsu, in his interview “Before the execution” does not hint at any Persian source although he is talking of the
work in question. See Essays by Kansetsu, pp.244-245.

38 Hashimoto Kansetsu, « Before the excution », in Essays by Kansetsu, 1925, p.227.
3% Kansetsu mention the piece. See The Passage to the Southern School of Painting, p.17.
40 Kansetsu implicitely refers to this in Essays by Kansetsu, pp.224-5.
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8 BHE(Z Le58%)1844—1927 . .
rumum iosr &m @ik | polychrome’ was published by M. Sanz de Sautuola as early as 1880. And further excavation by
Rwﬁﬁ-fiﬂlﬁﬂﬁ“&ﬂsﬁf $E)

German team under the direction of Hugo Obermaier was under way around 1924-25.

"ED X 5 o . . . . . .
ﬁ%ﬁ%ﬁ%ﬁﬁf’f It may be possible that Kansetsu took interest in these prehistoric images. In the
J p.

illustrations of the Altamira cave painting, already available in 1920s, one remarks one huge bison

£ with an eminent crump on its shoulder and another head, just opposed to the former, with prominent
(TL&ESEE)

horns. The combination of the two allows us to reconstruct a strikingly similar black massive body

== awe | which Kansetsu proposes in his own screen. Though we are still lacking in decisive proof of

s ainingechriau camot e Kansetsu’s accessibility to the Altamira cave illustration, it would be more than tempting to suppose
Compreawin e i s o
Venerable Tessai. But Wo was good at

pocty Needess tosay sealgaingiotis | that his insatiable curiosity led him to the dawn of the human history so as to make the latest

best, seconded by his peotry, then comes
painting in the third place. Wo's poem
contains an elasticity which is rare among

10 conemporaryChiese. Tosa invention in his own painting practice. The rediscovery of the oldest images made by human species

make poems but they were simply childish
and cannot be taken seriously.
TR EE BT M%Elp.245

can contribute to the Ilatest innovation. The pictorial narrative can thus experience a

methodologically “anachronistic” dynamism beyond the framework of the East and the West"!

8. The Rehabilitation of the late-Ming early Qing Painting in Japan
Among the Chinese Qing dynasty left-overs or republican literati who visited Japan, let us

examine main key-players who contacted Kansetsu. His first encounter with Qian Shoutie’s #%J8 &

REFWL AfAXE BRE BESKKE  wEaE

Ragao Uzan InukaiBokuds Ra Tomieka Tessa Narokonan | (1897-1967) may be dated in 1922, when Kansetsu stayed in Shanghai. The following year, he also
n e met Wo Chenshi ‘2 B fH(1844-1927), great literati artist, who wished to come to Japan but his habit

MIRE  Luo Zhenyu (1866 - 1940)
Ra Shingyoku

of taking opium prevented him from realizing his project*”. Instead, Qiant was invited to Kansetsu’s

%%ggé%% i—l residence (1923-24), and staying there, he made many stone seals engraving 2%/ coveted by
i%g%%g% 38 Japanese amateurs, including painters, writers and businessmen®. Kansetsu is also befriended with
géﬁ%%é%% E: Wan Yiting £ —5(1867-1938), literati and a main figure in the Shanghai business world, who also
%g;f@_;% %? partly served as art market dealer and business representative of Wo Chenshi*. In 1911, Luo Zenyu
%E%%%% %2 FEYR £ (1866-1940) is known to have stayed in Japan as an exile from 1911, together with Wang
%g%iégﬁ : Guowei F[E#E(1877-1922). While Wang left Japan in 1916, Luo stayed in Kyoto up until 1919.
e e e e omeee "> | Both of them frequented the Kyoto sinologist circle, including, among others, Nagao Uzan & & [F 1L

(1868-1942), businessman with long experience in Shanghai and master of Chinese poetry, Inukai
Tsuyoshi KF&%:(1855-1932), renowned statesman to be named Prime Minister in 1932, or Naito
Konan PNEEIMIEE (1866-1934), leading journalist, heading the Kyoto school of Sinology, and the
Shint6 priest and distinguished Southern School painter, Tomioka Tessai & [M#k% (1 837-1924)".

41 Cf. Georges Didi-Huberman, L’Empreinte, Centre Georges Pompidou, 1997; the main body of the text is
republished as La Ressemblance par contact, archéologie, anachronisme et modernité de I’empreinte, Les Editions de

WARMSHEALNE (APHE BAMSREME) (18X2009 p.117] . . . . . , " PR
Sl 10204 EBWEHEL R Minuit, 2008; Images survivantes, Histoire de I’art et temps des fantomes selon Aby Warburg, Les Editions de

Some of the seals used by Kansetsu. Engraved by Qian Shoud Tie3

Minuit, 2002.

42 Kansetsu, “Chats in front of a lamp ” (written in 1924), Essays by Kansetsu, p.248. See also Muramatsu Shigeki
K ks, Studies on Wu Chenshu [ BEHFZE] , Kenbun Shuppan AfF SCHIAR ,2006.

WA < F, “Kakinokihara Kumi, Contacts between Qian Shoutie and Tanizaki Jun'ichiro,” $%J8 &% & 254 —
B8 JEL,  Calligraphic Studies, vol.19, 2009, pp. 9-22; ‘Sen Sotetsu, Arishima Ikuma and their surroundings
(supplement),” $&EEk & A BAEROED - #H7T « A — L HHWE L, Sagami Kokubun [H8#:[E 3C ) Sagami
Women’s University, Vol.39, 2012, pp.42-55.

44 Shana B. Davis, “Welcoming the Japanese Art World: Wang Yiting’s Social and Artistic Exchange with Japanese
Sinophiles and Artists,”, in J. Fogel, op.cit., pp.69-83.

45 For a highly informative general outline, see Maeda Tamaki #if H E%, “Fu Baoshi and Japan” [ & H A in
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Kansetsu is outspoken in commenting the merit and the limit of his contemporaries. On
Wo Chenshi, he did not hesitate to state that “Wo’s talent as a painter can hardly compared with that
of old venerable Tessai. Yet Wo excels in composing poetry. Of course his seal engraving marks his
best, seconded by his poetry, then comes his painting in the third place. His poetry is full of
suppleness which is rare among the contemporary Chinese. It is true the reverent old Tessai did some
poetry, but the quality of his poetry was so childish that it does not deserve any serious attention. **

Since the Republican Revolution, Chinese left-overs were busy making business with the
Japanese collectors. Wo Chenshi not only sold his own collections in Japan to earn money for the
survival of his own family, but also famously served thereby as expert and connoisseur (even selling
works which are later revealed to be fakes). With the end of the First World War, the transactions
between Japan and China were still intensified. Main modern collections of Chinese art were
established in the Kansai region. The Great Kanto Earthquake in 1923 devastated the Tokyo and
Yokohama area. Several leading heads of huge trusts and financial combines #[# moved to the
Kansai area, temporarily at least, and promoted the so-called “Sino-philia” 3R #RE:Y". The
rehabilitation of the literati culture was on the agenda. As an artist of high reputation, with a solid
cultural background and an exceptional erudition, Kansetsu appeared as one of the main players.

The Chinese contemporary literati taste was mainly based on its high appreciation of the
works of the Ming and Qing Dynasty. Previously Japan has been poor in the collection of this period.
The Japanese amateurs preferred old imported works of Sung and Yuan Dynasties paintings by the
Zen Buddhist masters, which have been treasured as a cultural heritage since the medieval age, and
transmitted from one generation to another to this day. Thus most of the Japanese collectors and
amateurs were not yet ready to appreciate and judge the newly imported Ming and Qing masters ™,
This shift in appreciation, in favor of a new set of Chinese literati art, coincided in Japan with the
vogue of the Post-impressionism (in thel910s thanks to the literary monthly, Shirakaba) and that of
Expressionism (already known around 1910, but it was not until the end of the First World War that

intellectuals in Japan began to directly connect it with the Ming-Qing Chinese literati taste)*’.

Takimoto Hiroyuki Y4542, Sen Xiaomei #kWEME (eds.), The Coming of New Age in Modern Chines Art [ ¥T1X
ESEMTONEE] |, Bensei Shuppan kAR, 211, pp.219-236.

46 Hashimoto Kansetsu, ‘Chats in front of a lamp,’ in Essays by Kansetsu, p.245.

47 Nishihara Daisuke V550K, Tanaziki Jun’ichiré and the Orientalism [ H—E L AV =2 U X A]
Chii6-kéron Shinsha HH-/AFRHTL, 2002.

48 A series of meticulous documentary survey of the availability of Chinese artworks in Japan, as is documented in
the modern periodical, Kokka, see Kuze Nanako /A5 %%, “Newly Imported Chinese Painting through the
expertise of the journal Kokka-A Case Study of the Modern Japanese View of the Chinese Art”  [TEZE] (24 5 Hr
He o FIEFRSE—IT R B AIC IS T 2 P EEMBLO—FH] & L) Kokka [E#E] , Vol.1395, 20102, pp.5-17; “Old
Chinese Painting listed in the journal, Kokka, The Sun-Yuan Painting in Modern Japan and The Establishment of the
appreciation of Literati Painting” [[H#] (242 HEO P ERE—IR AARICEIT S THRITHE ]| & SCANEGE
fliDR%SL ), Nihon Kenkyt [HAHFZE] | Vol.47, 2014, pp.53-108.

49 As a contemporary eyewitness, Umezawa Waken declares: “In the West we saw the irruption of the Expressionism,
in the East rehabilitation of the literati painting. Both are typical artistic movement after the (First) World War. (...)
And yet I stress that the painters in Japan should incorporate the spirit of Oriental literati painting rather than the
German Expressionism, which, by the way, is nothing but the follower of what we used to call Post-Impressionism in
France, the German School being the syncretism of the Post-Impressionism, the Futurism, and the Cubism.”
Umezawa Waken #EIR F1#F, “The Vogue of the Expressionism and the Rehabilitation of the Literati
Painting”(Hy6genshugi no Rytkou to Bunjinga no Fukkd) [ZHLITFHDOWIT & X ANMOIEEL) ” Waseda Bungaku
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JAXILA Bata Shanren
(1626—1706)
WoKE [RBEMI&Y
16944 R, BAR

From the end of Ming to the
early Qin period, a similar

| tendency to that of a van Gogh,
a Gauguin or a Matisse today

% has become prominent in China;
- the Flux of Life including even
the ugly and the evil expresses
the human nature faithfully to the
inner desire, which replaces the
classical gi-yun shengdong. Itis
evident that the same is true of
Europe upto the present day.

1 beg to those who worship
Western Art to understand that
the same movement has been
observed already two hundred
years eariier in the Orient

‘Qi-yun and Life,’ 1924

+ 1915 ABEHE HMRER HeMM i

Naitd Konan, public lecture on Qing Painting with an exhibition

+ 1918 BREME TENOBEREHRT IZMHESS

Tomioka Kenzo public lecture on Qing Dynasty Painters

© 1919 ERBE [WELE) 4w

9;

Tomioka publishes Four Wang, Wo and Yun.
1921 ERERIBFOELBE#HE] [XHF)

Aoki Masaru, “Painting and Treaties by Shi Dao,” Sinology
22 FHE—L [XPOKEITT > PEICLREURE
Ise Sen'ichird, publsihing, Chinense Painting

- 1925—-KHEEH - FAER XBLERER)

Honda Inken, Aoki Masaru, organize three exhibitions of
Masterpieces of Chinese Painting in the Kéhan-kai gathering

- [EREZPRER] 3% catalogue in 3 vols
« BHNELERISHTIEEPEBEIL I a>OWMI 20114
+ Tamaki Maeda, “(Re-)Canonizing Literati painting in the Early Twentieth

century: The Kyoto Circle,” Joshua A. Fogel (ed.) The Role of Japan in
Modern Chinese Art, U.C.P., 2012

. A M EAZIPEE - 286k ch AT PRI 11202 An124F
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Kansetsu himself interprets the overlapping of the two vogues in the following fashion.
“From the end of Ming to the early Qing period, one can remark the emergence of a similar tendency
to that which has recently happened in Europe with a van Gogh, a Gauguin, or such Fauves as a
Matisse, a Derain or a Vlaminck today. That is, the “Flux of Life,” including even the ugly and the
evil, expresses the crude and proper human nature so faithfully to the inner desire, that it replaces the
classical Qiyun Shengdong EREE) (vital rhythm and life movement). It is quite evident that the
same path is also followed in Europe up to the present day. (...) [ beg those who worship the Western
Art to understand that the same movement has been observed already two hundred years earlier in
the Orient.””

Kansetsu’s argument is intentionally preposterous: it was the Western avant-garde such as
Post-impressionism or Expressionism that retrospectively made justice to the Ming-Qing masters
and eccentrics in a newly established European modernist framework. But Kansetsu reversed the
entire perspective: if one respects the chronology, it must be recognized, according to him, that the
Min-Qing avant-garde was the predecessor of the Western latest tendencies, and not vice versa...
And in the Taisho revival of the Southern literati School, Kansetsu was among the first modern
artists in Japan who recognized the value of the late Ming-early Qing painters. Though their names
and woodcut copies were known in Japan already by the Edo Period, their authentic masterpieces
were not easily accessible in the archipelago up until the Republic Revolution in China in 1911.

In addition to this highly ideological statement of Sino-centrism, Kansetsu also
disdainfully mocks at the scholars of the Kyoto school of Sinology. “Recently I heard that a certain
EFE#%. Not only

lecturing it in a public space (as a lecturer) but also listening to it (as an audience) would be a pitiful

sinologist began to lecture the record of Shi Tao’s oral remarks on Painting

pain, for his writing is like a Zen Masters’ utterances #7% which you cannot grasp unless you share
the same mind-set as the one in the artist’s mind and heart.” (text written in 1924)°'

Who was the target of Kansetsu’s diatribe? Naitd Konan had given a public lecture on the
Quing painting in 1915. Tomioka Kenzo & [ 3}/ (1873-1918), son of the painter, Tessai, gave a
lecture on the early Qing painter in a summer school in 1918, followed by his publication of Four
Wangs, Wo and Yun [V EE2ME] in 1919, summarizing the greatest painters of the period. In 1921,
Aoki Masaru 7 A IE i (1887-1964) published “The Painting and Painting Treaties of Shi Tao.*>”
Ise Sen’ichird [F+EAEE—HR(1887-1948), in his turn, published his Chinese Painting in 19227

[RAEE ] |, No.186, May 1921, p.233
A comprehensive overview of the collection making is given in Sofukawa Hiroshi 247 )l %, “The formation of
Chinese Painting Collection in Modern Kansai” [JT/% | (235 1F B B R EFEE 2 L2 > 9 » DIEAL] Proceedings
of an international symposium, Past and Future of the Chinese Painting and Calligraphy Collection in the Kansai
Area TRV EER 2 L2 >3 v Oidd & A3k |, (unpublished), 2011, pp.7-18.
50 Kansetsu, “Qiyun and Life” [5#8 & 44| |, in The Way to the Southern School Painting, 1924, pp.42-43.
51 Kansetsu, “Chat in front of a lamp,” ibid. p.217.
52 Aoki Masaru # A IEJ, “Painting and Treaties by Shi Tao,” [ i# DM & i3
Nr.8, 1921.pp.575-592.
53 For the development of the contemporary scholarship, see, Tamaki Maeda, “ (Re-)Canonizing Literati Painting in
the Early Twentieth Century: The Kyoto Circle,” in Joshua . Fogel (ed.), The Role of Japan in Modern Chinese Art,
University of California Press, 2012, pp.215-227.

&1 Sinology, [XH] Vol
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HBABIE Hashimoto Kansetsu (1883-1945

37

Hashimoto Kansetsu, HAME [EEI~DIERE] KIE13F hREM
The Passage to the Southern School Painting, 1924 Chuo-bijutsusha

Hi& SiDao #ILEE Scroll of the Yellow Mountain, 1699% . FEE3
8%, REIEA 2003:69 Senoku-Hakkokan, Kyoto.

& ShiTao EWWELRE Viewing Waterfall
In Lushan Bt 297x67cm
SREMWEE  Sen'oku hakko Kan 2002:70

BAME (%] Shutao 1925%F

AiE (1641—17107)

# L3 E Murakami Kagaku (1888—1939) H:UZEME Pine Tiree Mountains
And Smoking Cloud 19254  [#2A/#%? 2008:146]

Previously the Japanese painting consisted in drawing, while the Wester painting

in covering the surface by color pigments. In recent years, however, the Western
painting shows exciting touch while the younger artsts in Japanese style make a
good use of shade as if treating a frosted glass. (...) It seems as if the principles were
totally reveresed. Given the superficial search after the latest mode and the scarcity
of people with solid subjective consciousness, the ultimate solution would be that
one day in the future, the Westerners take interest in the linges of Oriental painting
and that thanks to that attraction the Oriental lines will return again to the Orient..

“Just as drawings (Zeichnung) by Manet are no longer
simple preparatory studies (Studie), so are the modern
oil paintings (Gemdlde) no longer what the tableau
(Malerei) used to represent.”

Nicht die Linie an sich, sondern in Kurzschrift einer
Malerei ohne Farbe, die so wenig mehr Zeichnung im
alten Sinne ist, wie ein Gstliches Tuschbild. Aber was
im Osten letztes Erzeugnis jahrhundertalter Tradition
war, entstand hier auf den ersten Implus einer freien
Eingebung, der Keine nihere Uberlieferung diente.

Curt Glaser (1879-1946), Edouard Manet, Faksimile nach
ich und A llen, Miinchen, Piper, 1922, n.p.).

q 3
First Western visitor to Tomioka Tessai in Japan in 1912,

SARTaHE BIw

“the necessity of getting rid of the insularity of a parochial
“Japanism” so as to conserve and advance Oriental Art.”
Umezawa Seiichi (Waken), Nikon Nanga-shi (History of
Japanese Southern School Painting), Nanyd-dd, 1919, p.1011.

Umezawa
Waken
(1871-1931)
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Although it is not easy to pinpoint the target of Kansetsu’s banter, the circumstances allow us to
grasp the high interest that the Japanese contemporary scholars in Kyoto have shown to the
late-Ming-early Qing paintings, as well as the complicated polemical stance, with implicit priority
dispute, that Kansetsu was publicly manifesting toward the core of the Kyoto academic world. The
Kyoto Imperial University was located, in fact, within a walking distance from his own residence.

As a painter, Kansetsu seems to have had much to say so as to correct the conventional
scholarly understanding of the Chinese painting in Japan as well as to make diagnosis of the current
tendencies. In terms of a technical practice, Kansetsu gives many useful advices in the second part of
his The Passage to the Southern School Painting F§ B~ 1AL (1924). In this book, he points out,
among many other aspects, the confusion which has taken place in Japan as of the distinction
between “hatsuboku”{Jt £&(“pomu” in Chinese) and “haboku”#% & (“pomu” in Chinese).

“The Japanese understanding of the difference between “hatsuboku” and “haboku” is just
the opposite of the Chinese understanding. (...), (In China) “haboku” consists of establishing at first
the contour by thin ink 7% 5%, and when the contour is fixed, one has to break it by ‘burnt ink’ & 5&.
In contrast, “hatsuboku” consists in determining at first the ‘limit of a zone’#IED & by the
application of the ‘burnt carbon wooden pencil’ -4, and the determined zone is filled by an
expressive stroke with diluted ink ¥Z.5%. When the ink is dried up, the painter adds the nuance of
‘thin and thick’J&%5. (Therefore) the so-called “haboku” landscape by Sesshii ZE i or Sesson F#/
in Japan is named rather “hatsuboku” in China. The Southern School makes frequent use of “haboku”

while the Northern School often relies upon “hatuboku” )

Kansetsu’s claim of authenticity in
things Chinese is inseparable from his anti-authoritarian and his stubborn spirit of independence.

In the modern rehabilitation and revival of the Southern Shool of Painting, Shi Tao
occupies one of the main positions™. Some of the representative masterpieces by Shi Tao, such as
the Scroll of the Yellow Mountain 35 11I[X#5(1699) and Viewing Waterfall in Lushan i [LIBLIR&IX,
were available in the Sumitomo Sen-oku Hakkokan {4 iR /Z1# 7 #f Collection in Kyoto. In his
book on Shi Tao, F1#(1926), Kansetsu himself proudly publishes reproductions of some of the Shi
Tao works of his own possession. While Kansetsu personally had some reserve to Shi Tao (to whom
he could not help feeling some “repulsion”) and preferred to him rather Jin Dongxin alias Jin Nong
440 - 4 /2(1687-1763) (Kansetsu even imitated Jin Nong’s keepings of Western Dogs)56,
Murakami Kagaku #f % [T;(1888-1939), seems to be deeply impressed by Shi Tado’s landscape.

One of the representative Japanese style painters in Kyoto belonging to the Association for
the Creation of Japanese Painting [E £l {E %3, Murakami Kagaku executes Pine Tree Mountains
and Smoking Cloud #21L1Z£J% in 1925. Though it has never been remarked by any previous studies,
Kagaku, in my opinion, owes much to Shi Tao’s brush technique in the Scroll of Yellow Mountains

and made creative use of Shi Tao’s rendering in the minute execution of innumerable pine trees of

54 Hashimoto Kansetsu, « Brush, Ink and other utencils, » in The Passage to the Southern School of Painting,
pp-97-98.

55 Aida Yuen Wong, “A New Life for Literati Painting in the Early Twentieth Century: Eastern Art and Modernity, a
Transcultural Narratives?” Aritibus Asiae, Vol.60, 2000, pp.297-326.

56 Kansetsu, The Way to southern School, p.57; Essays by Kansetsu, p.271.
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“In the West we saw the irruption of the Expressionism, in the
East rehabilitation of the literati painting. Both are typical artistic
movement after the (First) World War. (...) And yet I stress that
the painters in Japan should incorporate the spirit of Oriental
literati painting rather than the German Expressionism, which, by
the way, is nothing but the follower of what we used to called
Post-Impressionism in France, the German School being the

ism of the Post: ioni the Futurism, and the

Cubism.”

‘Umezawa Waken, “Hyogenshugi no Ryikou to Bunjinga no
Fukké (The Vogue of the Expressionism and the Rehabilitation
of the Literati Painting),” Waseda Bungaku, No.186, May 1921,
p.233.

REH—EB Ise Sen’ichiro
(1891-1948)

Painting in China (1922)
Einfihlungstheoric has been
surpassed 1400 years carlicr by
‘The doctorine of Qi-yun Sheng-
dong proposed by Xi He (4797
502?) in the Six-Dynasties China.

= Sono Raizo
(1891-1973) translator of
W. Kandinsky’s Uber Das
Geistige in the Kunst,

Psychology of Artistic
Creation (1922)
Innere Klang
(Kandinsky)

= Qi~yun Sheng-dong




# L3S Murakami Kagaku (1888—1939) HNUZEHE Pine Tiree Mountains
‘And Smoking Cloud 19254  [#2A/#%? 2008:146]

Previously the Japanese painting consisted in drawing, while the Wester painting

in covering the surface by color pigments. In recent years, however, the Western
painting shows exciting touch while the younger artsts in Japanese style make a
good use of shade as if treating a frosted glass. (... It seems as if the principles were
totally reveresed. Given the superficial search after the latest mode and the scarcity
of people with solid subjective consciousness, the ultimate solution would be that
one day in the future, the Westerners take interest in the linges of Oriental painting
and that thanks to that attraction the Oriental lines will return again to the Orient..

BABE [5F] 19254
FAREIRR  BIERTE R kY

Shi Tao, in Kansetsu's collection
HAIER Aoki Masaru
[EEOBELEREIZBE]
H1%8H8B 19214 575-592H

Recently | heard that a certain
sinologist began to lecture Shi
Tao's treaties on Painting. Not only
lecturing but also hearing it would
be a pity, for his writing is like a Zen
Scriptures which you cannot grasp
unless you share the same mind-
setas the one in the artists heart.
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A% SiDao FIWEE Scroll of the Yellow Mountain, 16994 . FREE3
8%, SMREMMEME 2003:69 Senoku-Hakkokan, Kyoto.
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his own mountain landscape. Kansetsu’s remark, although not directly addressed to Kagaku’s piece,
seems to be relevant to understand Kagaku’s inventive brush stroke. By the masse of meticulous
lines he creates an expressive movement, through which the undulating form of the mountains is
composed.

“Previously it has been said that the Japanese painting consisted in drawing, whereas the
Western painting is made of color pigment covering the surface. In recent years, however, the
Western painting shows excitingly vivid brush strokes while younger artists in Japanese style show
dexterity in vague shading and gradation, as if confecting a frosted glass. (...) It seems as if the
principles were totally reversed (between Japan and the West). Given the superficial search after the
latest Western mode (in Japan), and given the scarcity of people equipped with solid subjective
consciousness (among the Japanese), the ultimate solution would be that, one day in the future, the
Westerners take new interest in the lines of Oriental painting and that the Japanese painters in the
future would again follow them to return to the Oriental line, as they are always driven by the

Western taste”’.”

In his Pine Tree Mountains and Smoking Cloud, Kagaku seems to be highly consciously

calculating the East-West balance that Kansetsu is describing: The general impression of the painting
may be qualified as misty as the “frost glass,” due to the surrounding vaporous atmosphere. The
painter nonetheless gives life to each of the “excitingly vivid brush stroke.” Thus the outcome is
successfully realizing a synthesis of what Kansetsu is dreaming of in the future. Is it a mere
coincidence if Kagaku’s painting is executed just one year before Kansetsu’s book on Shi Tao
appears, in 1926

In this book Kansetsu also makes the following remark as for the basic difference between
the East and the West: “I strongly felt that in the Western landscapes the color of the sky is the most
important; without which the painting cannot stand. Whereas in China, the color of the sky is not
that important, except in such singular cases where the wind and the rain are to be expressedsg.” The
cover illustrations of his book on Ski Tao include scenes from an Album of the Mountains and Water

(L 7K Wi fff. For the frontispiece, Kansetsu specifically chooses a rare rainy scene: the Chinese painter

renders the effect of the driving rain covering the entire scene. The streaks of pouring rain are given

by diagonal misty brush strokes. The sky exceptionally plays a decisive role here, so that “the wind
and the rain are to be expressed.” Once again, Kansetsu makes a tactful selection. Shi Tao’s piece of
his possession at once justifies his dichotomist view of the East and the West and also accounts for
the reason why he puts importance on Shi Tao: The very Shi Tao piece which he cherishes can be

competitive with Western master paintings, because of its exceptional emphasis of the sky effect.

57 Hashimoto Kansetsu, ibid. p.83, p.87.

58 As for a highly inventive reading of kagaku’s work in question in the global modern art history, ungloving the
East and the West, see Michida Kimiko £fHZA4 1., Pictorial Thinking or Paintings that think [#&H D B35 ],
Iwanami Shoten &% E/5,1992.

59 Hashimoto Kansetsu, ¢ Chats in front of a lamp,’ Ibid., 1925, p.271
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9. Eastern Ming-Qing Masters confronted with The Western Modern Masters
Indeed the confrontation of the Chinese Min-Qing masters and the Western modern

Mo HE (1022 painters was a necessary operation for the mapping of the cartography of the World History of
Fleurs de pécher et canots

e Mingson Lapeiture s passages el Chine anienne 2000, pA1T. Painting. “Questioning narratives” meant for Kansetsu associating the narrative of the Western Art
History to that of the Chinese register. “Negotiating frameworks” meant for him classifying the
Western masters in reference to the Chinese masters on an equal footing. Or more precisely, it was

not the Western standard but the Chinese criteria that had to be predominant. The West had to occupy

waee o | @ SUbordinate position, for the obvious reason that, according to his (ideological and nationalistic)

[EofEi) A
1960 p.93

II(1633-1690)
BT SA

Qine Dynasty. Ky
[EREEERI17, SEORE
FRALL 1960,p.93, pl79

conviction, at least, Ming-Qing China precedes the Western Impressionism and Postimpressionism
0
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1880, The National

wamavsen | by two centuries, and not vice versa’
Following this guideline, Kansetsu compares Cézanne to Wang Shigu F A &
(1632-1717): “Cézanne should be likened to Wang Shigu. Some people hate Wang as they prefer old

archaic expressions. Yet his scale and the complexity cannot be fully appreciated through a mere

superficial observation of a limited number of his pieces. His multi-layered life, full of ups and

downs, gave many suggestions as well as influences to his posterity. Nobody can deny it. For this

Vincent Van Gogh

- Van Goghiis to be compared
To Chen Hongshou.

. . . , . 61 . . .
| rusecmceng | FeAs0N, one cannot help comparing him with Cézanne in the West.”” Renoir may be put side by side
| Teisic mpacpton Gre's

wraismunal s oo with Yun Nantian #E§ FH(1633-1690). “The flowers and birds by Nantian are rendered with such

looks as if mentaly ill...

graceful lines which are full of subtle elegance. One may presume that these lines have something in
common with the color rhythms of Renoir®.”

As for Vincent van Gogh, Kansetsu does not hesitate to link him to Chen Laolian B # 3
alias Hongshou 7:#% (1598-1652). “Van Gogh is to be compared to Chen Hongshou [ #t#%. He
looks pure and vulgar, eccentric but just. His picture is tinted with lofty archaic tones and yet
realistic in its perception. Chen’s world is a sort of abnormal. His individuality is at times so violent
that his works look almost pathological. This is why one is lead to put him in proximity of Van
b ING Gogh. ®”  Further Kansetsu links Gauguin to Bada Shanren /\ X [LI A(1625?-1705?) “because of
A Hostinolo Kanselsy (RS sorng Degen awenngom. | s singular sentiment and primitive expression” and the Douanier Rosseau to Jin Dongxin 4 4& /0>

(1687-1762) “ for both of them share a naiveté and pick up human affairs of their surrounding
neighborhood to make their favorite subject matter™,” etc. In conclusion, Kansetsu declares that
“when I look at the painting by the Postimpressionists, I recognize there the taste of the Southern
School which is tinted with (Western) vivid colors. People with clear insight should certainly see,

beneath the surface, a potential of ‘Life’ “E# which both of them secretly share in common.®® ”

60 Cf. ‘A Reflection on the Southern School’ [FFH~D—35 %% | (1924) in Essays by Kansetsu, p.127. Elsewhere in
the same book (pp.236-237) Kansetsu insists upon Wang’s modesty and respectfulness of the Nature and the Art.

61 Ibid. pp.125-126. In another chapter of the same book (p.265), Kansetsu even pretends that Cézanne is inferior to
Yosa Buson 5-#{# 4] (1716-1784, though # 4/ is printed as &I because of the error in typography).

62 Ibid., p.126.

63 Jbid. On Chen Laolian, Kansetsu once made the following remark to a Chinese friend in a writing conversation
that “Jin is at the same time pure and monstrous, his painting is eccentric and ugly, but not vulgar despite its vulgar
outlook. While lofty and old it is also full of new inventiveness, his talent is almost impossible to grasp.” To which
“the interlocutor agreed with amazement” (“Chats in front of a lamp,” part I, written on Nov.24, 1924, Ibid. p.239).

64 Ibid. p.126
65 [bid. p.127. On the importance of the notion of “Life” in the Taishé Era, see, Suzuki Sadami #5AK 1 3E, In

LFE (1899—1975)[AF4E] (1920)
Théodore Duret: i i isante de

Kuroda Jataro: théoricien de 'Ecole de Kyoto
Feng Zikai: interprétation ‘orientalisante’ de Van Gogh et de Cézanne
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Ni Yan-Linff 5 bR(1301-1374)  Camille Corot (1796-1875)

Wang Shi Gi EA4

(or Wang Hui, 1632-1717) Paul Cézanne (1839-1906)

Yin NanTidn 7 F(1633-1690) August Renoir (1841-1919)

Chén Lao Lian Bfi#3ifi(1598-1652) Vincent Van Gogh (

53-1890)
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Shortly before, Kansetsu has published The Passage to The Southern School of Painting
A B~ DIEFE(1924).
the belatedness of the Western Art History in comparison with the East Asian counterpart. The
“If a

Douanier Rousseau or a Van Gogh were born in the East, their true artistic value should have been

From the outset of this illustrated book, Kansetsu dogmatically points out
delayed recognition of a Douanier Rousseau or a Van Gogh in the West serves as a proof:

recognized earlier, even during their life time.®®” This self-assertive conviction of Kansetsu was
based on the stereotypical contrast he believes to be relevant in making the distinction between the
East and the West: The author insists upon the superiority of the Oriental lofty spirituality vis-a-vis
the Western crude materiality67. Though his cultural determinism looks extremely schematic, it turns
out to be relevant in the East-Asian international milieu in 1920s:

“It is inevitable that the Westerners cannot get rid of their materialist ideas and are
confined in the limit of reasons and sciences as they are caught in their strong tradition. Whereas the
spirit of the Oriental painting takes a particular position in that it can reach the truth without
searching for the formal resemblance, without any refinement of scientific substances.™”

Yet he cannot help mystifying the Oriental spirituality for lack of easy and methodical
access to its ideal. “The oriental Art is the field (CKHfi: “heaven and earth) accessible only to those
who are talented to grasp freely the symbols reflected by the wisdom of imagination; it is the logic of
the world of dreams contained in the suggestive resonances.*” Again, this idealization of the
Oriental spiritualty goes side by side with the chronological priority of the Oriental aesthetics: “The
idealistic movement, which has become recently prominent in Europe, is nothing new in the East as
a vision. Expressionists claim that it is only after its birth that Art could discover a new method for
its manifestation, but this statement reveals their lack in serious search of the Oriental tradition; as I
have already stated elsewhere, Expressionism stems from the subjective depiction of the Orientals
and has been practiced much earlier in the East’.”

Obviously Kansetsu’s almost obstinate insistence on the Oriental spiritual superiority is
nothing else than the reverse side of his hidden inferiority complex toward the West, which he denies.
Both in the West and in Japan, the painter could not help feeling a strong resentment in front of the
general lack of understanding of the literati painting tradition in East-Asia. Yet his self-righteous
indignation about this lack of comprehension turns out to be in good tune with the frustration that the
contemporary Chinese intellectuals in the Republican Era are strongly feeling toward the

overwhelming impacts of the Western civilization. Among the Chinese positive reaction to

Search of the Views on Life, in the overlapping crisis [ "EBlOYESE-EIE T 2 fafk o 725>l {ES 4L Sakuhinsha,
2007. See also exhibition catalogue, Expressionist Movements in Japan[ JREIT 2800 & 5 & HAORBERE],
supervised by Mori Hotoshi #x{~ 5, 2009.

66 Hashimoto Kansetsu {&ABISE, Passage to the Southern School of Painting [FIE~DEFR] |, 1924, p.4

67 For the general overview of the formation of the Japanese and Oriental Aesthetics as an ideology in Modern Era,
see Shigemi Inaga, “Images changeantes de I’art japonais: depuis la vue impressioniiste du Japon a la redécouverte de
I’esthétique orientale (1860-1940), JTLA, Journal of the Faculty of Lettres, Aesthetics, The University of Tokyo,
Vol.29-30, 2004-5, pp.73-93.

68 Kansetsu, Passage to the Southern School,
69 Ibid., pp.2.3.

70 Thid. p.12.

p 14.
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Effect spreading onto China
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Kansetsu’s discourse, let us single out the case of Féng Zikii 815 (1898- 1975)".

10. From Kansetsu to Fen Zikai: Migrating Narrative of Qiyun Sehndong

One of the representative figures in Shanghai modernism, Feng Zikai stayed several
months in Japan in 1921, as a youngster. As he later recalls, Japan was not the destination per se but
was recognized as the show-window through which to observe the whole world (meaning in reality
the West, after the end of the World War I). Upon his return to Shanghai, Feng, as a school master,
was preoccupied with the introduction of Western art and music in modernizing China. In the
meanwhile Feng became famous cartoonist and was distinguished as one of the leading essayists.
Among his fertile publications, just mention here an influential article, “The Triumph of The Chinese
Fine Art in the Contemporary World of Art” [H[EEM{EB(EET EAUMSF] ] which Feng
published at the opening of the January special issue of the Oriental Review [ HJ7MEEE] (1930)".

At the beginning of this paper, Feng confirms, on the one hand, that the modern Western
art has been strongly influenced by the Orient and that Chinese art is now occupying a leading
position in the world art. As a proof, Feng points out the similarity between Wassily Kandinsky’s art
theory developed in his Concerning the Spiritual in Art (1912) and that of Qi-yun Shendong-Dong
XHR ZE#) pronounced by Xie He #{/#(479-502) of the Six Dynasty period. For the argument, Feng
relies upon Sono Raizd’s FE#H —.(1891-1973) Psychology of Artistic Creation [ZEHFAIED LER]
(1922). Feng also states that the modern Western aesthetic idea of ‘Einfiihlung,” advanced and
elaborated by Theodor Lipps (1851-1914) and Johannes Volkert (1848-1930), has already been
surpassed by the Chinese idea of “Vital rhythm and life movement” 1400 years earlier. On this
demonstration, Feng referrers to a study by Ise Senichird’s {Z4Hi—E[(1891-1948) Chinese
Painting[ Z B8 O A28 ]( 1922). On the other hand, Feng also emphasizes that Chinese painting is the
parents of Japanese painting, and that the Japanese painting is an adjunct current deriving from the
Chinese main current. So as to justify such statements, Feng relies upon not only Ise Senichird’s
books but also quotes from the History of Chinese Painting [ii&Eis] (1913) written by
Nakamura Fusetsu F14F AR 37(1886-1943) and Oga Seiun /NEEHZE (1876-2).

These demonstrations allow Feng Zikai to sustain the idea of Oriental superiority over
Occident in terms of fine arts and aesthetics theory. For the confirmation of this logical conclusion,
Feng also mentions Kinbara Seigo’s 4744 (1888-1958) writings, later to be integrated in Kinbara’s
Studies in Oriental Arts [HIEFEMTFH#E] (1934). Among these numerous references to Japanese
contemporary literature, the most decisive phrase in Feng’s entire text, however, is picked up from
Hashimoto Kansetsu. In the concluding part of the paper, Feng triumphantly declares as follows:

“The Westerners’ thought is prisoner of their materialist ideas and they cannot go
beyond the limit of reasons and sciences. In contrast, the spirit of the Oriental painting does not care

about the refinement of scientific substances, and does not search for the truth in the formal

71 Geremie R. Barmé, An Artistic Exile, A Life of Feng Zikai (1898-1975), University of California Press, 2002.

72 Shigemi Inaga, “Feng Zikai’s Treaties on “The Triumph of Chinese Fine Arts in the World Art” (1930) and the
Reception of Western Ideas through Japanese Translation,” in Modernism and Translation, Institute of Chinese
Literature and Philosophy, Academia Sinica, 2006, pp.12-35. The paper also provides with detailed bibliographical
reference of the sources materials Feng made use of for the compilation of his paper.
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resemblance. But because of the gi-yung expression, it can instead reach the deeper truth. For this
reason, the Oriental painting takes a particular position in the (World) art.”” ”

As Nishimaki Isamu has already demonstrated in his pioneering study, this concluding part
of Feng’s famous paper is a literal but free translation of the passage by Hashimoto Kansetsu, which
we have cited above (note 68)"*. The fact philologically shows how Kansetsu’s “nationalistic” idea
of the spiritual superiority of the Oriental Art was an appropriate formula for a Feng Zikai to develop
his own dogmatic treaties. Here is a concrete example of “questioning narratives and negotiating
frameworks” as it was practiced by East-Asian artists in the first half of the 20" Century in their
confrontation with the Western modernity. The fact also eloquently demonstrates that the Western
Post-impressionism and Expressionism were interpreted in East-Asia, in the course of the 1920s, in
conjunction with the revival of the late-Ming-early Qing literati painting tradition.

The “transcultural dynamics” must be understood in this cross-cultural exchange. It may
be easy to celebrate the East-West dialogue in art; but the historical reality reveals that the dialogue
in question was in fact a kind of uroboros composed of two serpents, each head of which is ready to
devour the tail of the other in a mutual consumption. The so-called “global art history” should be
conceived as the outcome of this mutual transactions, in which Hashimoto Kansetsu served as a
mediator. In conclusion, we may rehabilitate this painter as a key person in the transcultural
dynamics of modernity that the world art history had to experience in the first half of the 20"
Century in the conflicting process of mutual recognitions between the East and the West. However a
question remains. Can a transnational post-colonial perspective afford a new vista beyond this
East-West dichotomy?

First draft, as of 30 April, 2014

73 Feng Zikai, “The Triumph of The Chinese Fine Art in the Contemporary World [ [l SEHiT/E B EEIR _EHIBEFI )
of Art,” Oriental Review [ 7Rkl |, Jan. 1930, pp.16-17.

74 Nishimaki Isamu P& (&, The modernity of Chinese Literati Painters [ " [ESC NEZF Dr{t] , Kyoto,
Shibunkaku Publshing, 2005, pp.259-260.

24



» End of the story for lack of time

+ Cezanne /M5O EHITE

75 Huanquing chi
il
BEHELYRIR

AR Scroll The Song
of

Everlasting Regret

I Tomioka Tessai FHR HAF04 (1929) F

Cherry Blossom Spring 19235&
[BAT?

S %%+ Yosa Buson
1716-1783

BRI 401%
Cherry-Blossom Spring
FHORIZONBHTHD
B RE FADRE
RLTETHINT, BIEL

H B E# Mount Fuji in the summer Day KiE14(1925)%  ILFESHHE

HBAME (FE7%E) Xian Fei in Military Attire (El;'Fxﬁnsmsamgug
EAMSENME(TR) TAMFE, R (EH130FHEKp.134-5]

concine of |
e o Coigis
oo

EB#E G. Castiglione Fi2f@ XianFei
BLMEWME Taivei National Palace Museum

[EREH B8 LEROR
A E2H VL Ia—FDER-
&zl
R ENBANE  ENRNBZE
4N E . 38 : The Romance of Book
and Sword,Princess Fragrance) &
L1987 O FE - ESFRE, BE
([FEFHRE (P 1), ETA BRI
[RALRT B8 AERDOREH2
# L0 —FOER-FiR). DVDH
Eltfgi‘lﬁﬂlﬁ EE MR TE
&F Y RE].

ﬁﬂiﬂié’éﬁ&lt S
DET

ﬁmm ) (12450
taES. BT (VD )A‘i‘
OREANDOIHS.
FOLFA, YL
b, BOESIZBRIZHYTL
B3 (A%E)

A@ﬁﬁ@%lﬂbéAd)bi}\l !t‘

Eklﬁifﬁ]f;:jf o 1%
WEDEITHYFVERS. (K
E14498) [BASMM%EI228H

BAME (REHER) Cherry Blossom Spring F£H-FE  [£H130F1#8% p.94]

BAME (RBEHRE) FRTEH  [LH130FMEFR p.od]

TW5. [H%] 266

oA A1 2000881

B F# Return Sail under the Moon  #R%113, 19384

AT
Retumn Sail under the Moon
B3F013, 19385

LA Yokoyama Taikan
9 Retrun Sail B3:438(1905) %

[EBFH 2009:8]

ATRKE Retuming catle under the Moon 3R] 13, 19384F 4T

#TPIHER, Takeuchi Seihd #EM O Rain in Suzhou

P48, Takeuchi senhd
A EE Wind smelling out of

The City
BRHI5(1930) &
[T 50

EAME (F
1928 (BRH13)

1ERME(HHEER) Red Plum and White Duck
1926411 1994—30 (Z#S0FHEA p.71]

% L)) Uncotrolable Will of the Horse; Uncalcurable Mind of the Monkey,
E AR [(£H1305HE% p.107]

(BRLIR) 1928 (BRF13) &
HBEI A AT
S0LHER p.107]

EYEDHHRER)
vsRTFAHTIR(BIS)
BEELLTOHYNE
H(ERIROETE)
R (AEO#A)

EREF
F(BOER) #HLLLVD

Fakeuchi Senho (ﬂfnhf DWER) (EE)
1908 (BEB41) & W3 88 [AIBERE. p.63]

BAME (REMRER) 1937 B2 F RIEXMME CRESOFER pa7]

MR Takeuchi seihd  (#7h1-53EE R ) Monkeis and Rabbits (%)
1908 (B3i841) & RREIAMRATAE (KIBER, p.62]

By observing the Futurist painting
the famous critic, Uchida Roan
States that the objects in motion

Is beyond the Japanese imagination.
How regrettable that such a pioneer
Is still caught by such a prejudice.
Five or six hundred years ago, did
The Japanese already try the same.
Just have a look at the Scroll of

The Heiji Turmoil. The shadow of the
Wheels of the court carriage,
Balancing the torches in motion, and.
‘AReport from Paris, 1925

HKIRF Scroll, The Song of the Everlasting Regret, 19294

Kansetsu and family members in front of his wife's tomb, ca. 1933

1EABIT (%I5) Black Monkies 1933(B3F08) 4 HIREM ALY
[£B130448% p.110]

Kansetsu executing the Monkey in the Frost at his studio in Hakusha Sonss, 1939




#AME Hashimoto Kanestsu (7%} Monkey in the Frost, 1939 (FRFI14)
[#£BI130548A p.118)

BEARTE (ARE) 193_?‘5(5510115)Xﬁﬁﬁﬁ$ﬁﬁ (£R130FEE p.112])
RV A

19364 (RFN1145) KR EHTEE (ER130FMK p.113)
FLANHUE

RE2LOMEMEERFBOILEEHCEEA, Eliiwﬂiﬁl c= Nk
b‘bﬁ#ﬁ”ﬁtﬁf‘)n‘( ERLIRATELLLBEADNTRES. BhlEhEhE
S DBIZHETHEDITHD
‘E@lftﬁ%f.é&lt‘ TRO=BHFETHY. Rﬁﬁll—ht’?lﬂ)lﬁiﬁ‘tbor_a
rﬁi«mﬁﬁasoﬁ ®£ Jin Nong (1687-1763)
REVSDBHFICARS:, Zib (B8 (EFhA 1687 - 1763)
”)ﬁ*ﬂ)#{s!t_w*’cb’)?—,%tult%ﬂ)ﬂt Hﬁ(ﬂ‘éé?)tt‘j%&?lftﬂi
Ltze  ((B#&] 48 S7TH) MEREOHISEFOKOBRE?

/MR Kobayashi Kokei  (REEHE) 19345 (MM p73] ILF—X7?

IKER Kobayashi Kokei (B &) 19334 [R# p.70] REwY?

FL—hFoTDl o e BAME [RHS0FEF O

Giuseppe Castiglione
(1688—1766)

TEEMR
EEN- =37

HWAME GAR) 1941(BF16)F [RHSOFHEA p.95]

BAME (WE) Marten 1939 (B4 F [RHS0FIRA p.92]

HBAME (B5) Early Momlng Dew 1938 (B3%113)
U [£B130FER p. 116]

BAME (BR) Monkeymme Frost 1939 (BA#114) £
[&£F10EFEX po 1

H#EAME (HIEA) Owl on a Branch in the Evening Moon, 1939 (Ba7014) 1
BB T I R TR (£ 1308 K. 119 ]

B4 LB War and the Last Years

BEAME Graceful Sun from the East 611 £ £211x4560m
BM14(1939)F ERF  [BIM7YESS7%ME BAKE66:1991-51]

\EEHE  Yamaga Seika
(1885-1981)

| wERE mirgm 19974
| R 015199 220)

View of Réhé, 1937,

& RIE Hashimoto Kasetsu (i) Devine Hawk 1942 (BAF117) & ity of the Arts
1

[R#50F8% p.98:

Giuseppe Castiglione
EBHHE (1688—1766)

B Whilte Hawk

BLAR R BE—% Numata Ichiga (WO ) BA12% RSB AR

Numata Ichiga, Traveling over the Desert, 1937, The National Museum of Modem Art, Kyoto

JIlEEFKawabata Ryoshi (1885-1966) (i§##Z) Minamoto no Yoshitsune
(ch#h53detail ) 1938

Hashimoto Kansetsu Z£#2 &1 Whilte Hauk on an Old Pine
Tree BAFI15(1940)% ME 2 64]

JI35EF Kawabata Rydshi ()
Winamoto 00 Yoshitsune or Ginggis Gan
PR RS
GH 243x7235m
1938

WEER 610 £%HS
§2|1x45ecm BBH114(1939) &

%E Delight in the Morning BAF119(1943) &t

B8 Suda Kunitaré (£ t) Eagle in March 19404
i?lﬁ)&ﬂ%ﬁﬂ (@A p.89)

W Uchida Iwao (1900-1953)
(son of Uchira Roan WEfRED BF)

( Eagle (SEEILHHIREUE))
19414

BRI LHTE

[#14 £%4#72,007:p.118] [48i130#§2014:57]

Giuseppe Castiglione
B (1688—1766)

Magpies and Peach
Blossmos HiEE28
4%

HIAHERL Takeuchi Seihd (ttm vrue Wind (£%) 1940(RBF15) &
FARH AR [RIBHERp.




[iﬂﬂﬂiﬂx;’ 69]

BEAME (hEE)
Air-raid Shelter
(BT
1942<mm1nz
HRE R KL

#E Refugees wandering (F#2) esquisse BF114(1939) . 140c181em.
TR BERETUT -4 A—22009: 6-40]

kg2 Sty Tosh

a9 L (1887—1045)
EE# Refugees 19414
162X130cm LA e 5
AR R oo (R e
ERETIT A A—2000: [E#iL8%2007::106]
719 AEERNE (FH)5 (Raga raja

19414 KR L H AT

kA0 (1904-1986)
Jiang3 Zhao4 he2

[5%RE] Homeless People
Wandering under the War, 19434 2 Nanadalal Bose
(7/77»1-) Annapurna: 3=gvf 19434
WANE (MERRHE) Tk 19415

EE-ME
War Horses 19394

66t 13
BR4E HEEEHE

[l
EEMAOHA

BETHE  2R2%E
MEXMELRY)

RLEBORERZ LS
; ELTH. TALERIE
Hashimoto Kansetsu g
In the airplane bound for

%
The Southemn occupied ;‘; % Hgg??gf :J
Teritories, 1942 s d

Center: novelist Yoshikawa
Eij

£
Py
BERKE 2007:p,.204
BLBRR  ELARB AFRE/—HUMELDOHIE

Hashimoto Kansetsu, Flying over the South, 1942

EABE (FEAE) Xian Feiin Military Atti Elx‘F!ﬁns«tmmw)i
AT EME(TA) STARIFIE, RFAR (EH1305484p.134-5)

“Enemy Countries Surrender”

Portait posibly of Princess Haisog k.h. concabine of ¢
e Ch O i auebated to_ Gl
Enpec m...h.fn O paming




ERHE G. Castiglione Fi2f® XianFei
#3L#EEMEE Taivei National Palace Museum

Air-rail continues how may days, the Mountain sleeping

BERAWE [SHFA—EA YIS 2L
REBAOREON] PRAWHE  2003F p.145

I NEHYERMDEAUSEHE

NN

B
O S MMOT R | 1¢+7 |

E
=
8
~
L3
T

LEERE ]

2
£




