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Okakura Kakuzô, Tenshin 
岡倉覚三、天心

文久2年－大正2年 (1863-1913)

Cordier,                                                               Manet  Bracquemond    Balleroy, 
Legros  Fantin-Latour  Whistler                   Champfleury                 Baudelaire 

Henri Fantin-Latour Hommage à Delacroix 1864

Claude Monet, La Japonaise,
1875-6.
クロード・モネ
《日本娘：カミーユの肖像》

Museum of Fine Arts, Boston, Mas.

Virginia Spate，The Colour of Time Claude 
Monet, Thames and Hudson,  p.114, 
Fig.130 Lotus, Dec., 1903

Ernest F. Fenollosa, «The Place in History of Mr. Whistler’s Art »

Ernest F. Fenollosa
（1853ｰ1908）

Yakushi Triad, bronze 薬師三尊

Suryaprabha (right)
日光菩薩

Yakushi Nyorai Bhaisajya-guru (center) 
薬師如来

Candraprabha (left)
月光菩薩

ca. 644-710 

Yakushiji-temple, Nara Prefecture 薬師寺
from L’ Histoire de l’art du Japon, 1900.

Exposition universelle de Paris en 1900

Kyoto Nara 710-794

Kyoto 794-1194

First Official Edition of 
Japanese Art History published 
in French in 1900 at the 
occasion of the Exposition 
universelle à Paris

Ouvrage publié par la
Commission impériale
du Japon, 1900

【Keynote Lecture】 “Question of Oriental Aesthetics: antithesis to Design?”  
International Conference Forgotten Japonisme, TrAIN Research Centre,  
University of the Arts London, International conference at the Sackler Centre, V&A Museum, London, July 9,2010.
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Okakura Kakuzô, Tenshin 
岡倉覚三、天心
文久2年－大正2年 (1863-1913)

Comminssion impériale du Japon, Histoire
De l’art du Japon (1900)
Kakuzo Okakura, The Book of Tea (1906)

The team-room is absolutely empty, except for what may be placed there temporarily to 
satisfy some aesthetic mood. (…).

To a Japanese, accustomed to simplicity of ornamentation and frequent change of 
decorative method, a Western interior permanently filled with a vast array of 
pictures, statuary and bric-à-brac give the impression of mere vulgar display of 
riches. It calls for a mighty wealth of appreciation to enjoy the constant sight of 
even a masterpiece, and limitless indeed must be the capacity for artistic feeling in 
those who can exist day after day in the midst of such confusion of colour and form 
as is often seen in the homes of Europe and America.

In Western houses we are often confronted with what appears to us useless reiteration. 
We find it trying to talk to a man while his full-length portrait stares at us from 
behind his back. We wonder which is real, he of the picture or he who talks, and 
feel a curious conviction that one of them must be fraud. (...)

Kakuzô Okakura, The Book of Tea, 1906 デネリコレクション

Japanese Collection by Madame D’Henry1829?-1898), in Paris
currently annex to the Musée Guimet.

鈍翁 益田孝 (1848-1938) 掃雲台にて

Don’o Masuda Takashi in Tearoom of his Odawara Estate, Soundai

“vulgar display of riches” 

“it calls for a mighty wealth of appreciation to enjoy the 
constant sight of even a masterpiece, and limitless indeed must 
be the capacity for artistic feeling in those who can exist day 
after day in the midst of such confusion of colour and form” as 
in the Western museums and residences.

“The tea house  is absolutely empty”

Kakuzo Okakura, The Book of Tea, 1906; 
Dover Edition, 1964, p.39.

羅振玉(1866-1940) Luo Zhenyu

Luo 
Zhenyu Tomioka

Tessai

Wu Changshuo (1844-1927)
呉昌碩

梅澤和軒
Umezawa Waken
(1871-1931)

“the necessity of getting rid of the insularity of a parochial 
“Japanism” so as to conserve and advance Oriental Art.”
Umezawa Seiichi (Waken), Nihon Nanga-shi (History of 
Japanese Southern School Painting), Nanyô-dô, 1921, p.1011.

“With the end of the
First World War
The German Expressionism
Came to Japan almost
simultaneously with the 
Rehabilitation of the Chinese 
Southern School of Painting.”
Waseda Bungaku, No.186, 
May, 1921, p.233

Kandinsky CJP 1984
Kandinsky, 東京国立近代美術館 2002

Kandinsky (1886-1944)

【Keynote Lecture】 “Question of Oriental Aesthetics: antithesis to Design?”  
International Conference Forgotten Japonisme, TrAIN Research Centre,  
University of the Arts London, International conference at the Sackler Centre, V&A Museum, London, July 9,2010.
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伊勢専一郎 Ise Sen’ichiro
（1891-1948）
Painting in China (1922)
Einfühlungstheorie has been 
surpassed 1400 years earlier by
The doctricne of Qi-yun Sheng-
dong proposed by XI He (479?-
502?) in the Six-Dynasties China.

園頼三 Sono Raizo
(1891-1973) translator of 
W. Kandinsky’s Das 
Geistige in the Kunst,

Psychology of Artistic 
Creation (1922)
Innere Klang (Kandinsky)
= Qi-yun Sheng-dong

Feng Zikai, “The Triumph of 
The Chinese Fine Art in the 
Contemporary World of Art ” 
Oriental Review, Jan. 1930

Feng Zekai
豊子愷(1898-1975)

Wasily Kandinsky, Über Das Geistige in der Kunst, (München, 1911).

(s)｢深進一歩､更可拿西洋現代的美学説與俄羅斯康定斯奇的新晝論来同中國上代
的晝論相溝通､而証明中國美術思想的先進｣(p.8).

Empathy theory「感情移入」之説 (Einfühlungstheorie)
Theodor Lipps(黎普思 1851-1914);
Johannes Volkert (服爾開弌1848-1930).
Qi-yun-shend-dong (氣韻生動 rhythmical vibration of vital movement) . 

(t) 近世西洋美学者黎普思(Theodor Lipps) 有「感情移入」(Einfühlungstheorie)之
説｡所謂｢感情移入｣(Einfühlung)､又称｢移感｣､就是投入自己的感情於対象中､
與対象融合､與対象共喜共悲而暫入｢無我｣､或｢物我一體」的境地｡這與康徳
[Kant]所謂｢無関心｣(disinterestedness)意思大致相同｡(p.9)

The “fusion with the object of contemplation” (與対象融合) 
“annihilation of the self” (｢無我｣) 
“state of mind where the distinction between the self and the object disappears” (｢物我

一體｣)
Xie He謝赫of the Southern Qí 齊Dynasty (479-502) 

Japanese authorities of the Ancient Chinese painting 
｢中國上代晝論研究者｣

Ise Sen’ichirô 伊勢専一郎 Chinese Painting 『支那の絵晝』(1922)

(u)｢氣韻生動は千四百年前に､感情移入説(Einfühlungstheorie)の心髄を最
も端的に説破した言葉である｣(p.10)

(v)「不堤防在一千四百年前、中國早有南齊的畫家謝赫唱「氣韻生動」
説、根本地把黎普思的「感情移入」説的心髄説破着。」(p.9) 

Sono Raizô 園頼三(1891-1973)
Psychology of Artistic Creation 『藝術創造の心理』(1922). 

(w) 園頼三以氣韻生動爲主眼而論藝術創作的心理。他説「氣韻生動」
是藝術的心境的最高點；須由「感情移入」更展進一歩、始達「氣韻
生動」；他讃美惲南田的畫論、謂黎普思的見解、是中國清初的惲南
田所早已説破的。今介紹其大意於下。(p.10)

Kinbara Shôgo金原省吾(1888-1958) 
Studies in Ancient Chinese Treaties on Painting
『支那上代晝論研究』(1924).

橋本関雪 Hashimoto Kansetsu (1883-1945)

Hashimoto Kansetsu, 橋本関雪 『南画への道程』 大正13年 中央美術社

The Way to the Southern School Painting, 1924 Chuo-bijutsu sha 

Hashimoto Kansetsu 橋本関雪 (1883-1945)

(y) 山水晝與花鳥晝是東洋人的創見､在千餘年前早已發達｡由此可知我們的祖先
懐着何等清醇淡雅的思想! 這対於肉感的泰西人的藝術実在是足矜的!対於一
株樹､一朶花､都能用豊富的同情来表現其所有的世界､花鳥晝所表現的是花鳥
的國土､山水晝所表現的是山水的國土｡西洋人的思想､囚於唯物的観念､與理
知的科学的範囲､不能脱出一歩;反之,東洋晝的精神不関科学的実體的精微､不
求形似逼真､但因有氣韻的表出､而其逼真反爲深刻｡因此東洋晝在藝術上佔有
特殊的地位(pp.16-17)｡

Hashimoto Kansetsu, 『南晝への道程』(1925, pp.2-3).  
The Way to the Literati Painting of the Southern Sung Dynasty Style

(z) 「西洋人の思想が唯物的観念と理智の範囲を如何にもがいても一歩も出る
ことの出来ぬのは、根強い伝統の力に把握されて居る余儀なき結果である
に反して、東洋畫の精神は科学的実体の精緻によらず、形似に迫真を求め
ずして却って迫真の感を深くすることに因て特異の地位を占めるものであ
る」(Hashimoto 1925:pp.2-3)

the most revealing and clear-cut articulation of the idea that Feng Zikai could present 
throughout the essay on the “Triumph of Chinese Fine Arts in modern World Art.” 

Nakamura Fusetsu
and Oga Seiun
History of Chinese
Painting
Tokyo:Gen’o sha
1913

Ise Senichiro
Chinese Painting
Kyoto:Naigai
Shuppan, 1922

Kinbara Seigo
Studies in Oriental
Arts,
Tokyo:Kokin Shoin
1934 

Sono Raizo
Psychology of 
Artistic Creation
Tokyo: Keiseisha 
Shoten, 1922

気韻生動

Qi-yun Shendg-Dong
（謝赫 Xie Hè, 479-502)
Comapred with
‘Einfühlung’
(Theodor. Lipps)

‘yûgen’
‘Ûgen’ is designated as “meaning that which lies 

under the surface,  vague and opposite of the obvious, 
suggestion rather than a manifestation.” 
Arthur Waley, The Nô Plays of Japan, 1922;
New York : Globe Press, Inc, s.d., pp.21, 23.

‘wabi’
“Eternal loneliness is something
known pre-eminently in Japan.” 

Daisetzu Suzuki (1870-1966) 
Essays in Zen (1932)

‘sabi’ 
“Sabi consists in rustic unpretentiousness 

or archaic imperfection,                                                  Arthur Waley (1889-1966)
apparent simplicity or effortlessness in execution, 
and richness in historical association.” 
Suzuki Daisetzu,  Zen Buddhism (1938)

‘aware’ ‘okashi’  no entry in the Oxford English Dictionary

【Keynote Lecture】 “Question of Oriental Aesthetics: antithesis to Design?”  
International Conference Forgotten Japonisme, TrAIN Research Centre,  
University of the Arts London, International conference at the Sackler Centre, V&A Museum, London, July 9,2010.
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Arthur Waley, The Tale of Genji (1925-31);  The Pillow-Book (1928)

Ezra Pound (1885-1972), 
Noh or Accomplishment (1917)

Ernest F. Fenollosa （1853ｰ1908）

“Gesammtkunstwerk” 
Yonejirô Noguchi (1875-1947) 
Nôgaku no Kanshô (How to Appreciate Nô) (1925)

William Butler Yeats (1865-1932)
Certain Noble Plays of Japan (1916)

Establishment of Nô Plays aethetics
As « Yûgen » in Japan (1912-1925)
And its Irish-American connections

Yoshinori Ônishi, Yûgen and Aware (1939) ; On Fûga; A Study of Sabi (1940) 

aware yûgen sabi

beauty

“Naturästhetische
Moment” 

the graceful
優婉（婉美）

the tragic
悲壮（悲劇美）

the comic
滑稽

“Denkelheit”  “Tiefe” 

sublime humor

“Kunstästhetische 
Moment”

Sentimental
Nature-feeling
(感傷的自然感情）

Romantic
Nature-feeling
(浪漫的自然感情）

Haikai
Nature-feeling
(俳諧的自然感情）

大西克禮 (1888-954) 『幽玄とあはれ』 (1939 )『風雅論 「さび」の研究』 (1940 )

The West

The East
(Japan)

“Oriental Aesthetics” in 1930s inevitably had to find 
out a narrow margin between compatibility with
Western terminology and, at the same time,  
irreducibility to it. 

“In Praise of Shadows” (1933)
『陰翳禮讚』

Jun’ichirô Tanizaki (1886-1965)
谷崎潤一郎

Three Phases of Japonisme (Western Reception of Things Japanese and Japanese Reactions)

First phase: 1862-1905
Awakening of Western interest toward the Far East 

Kakuzo Okakura, The Ideals of the East (1904)

Second phase: 1905-1919-29 
The Empire fights back: Out of the yoke  the unequal treaties

Kakuzo Okakra, The Awakening of Japan (1905)
published during the Russo-Japanese War  v.s.  ‘Yellow Peril” 

Feng Zikai, “The Triumph of Chinese Fine Arts in Modern Art” (1930)

The Empire of Japan wished to be legitimized as an independent Asian state
in the midst of the Western nation-states. 

Third phase  1930-1955…
In search of Oriental alternative aesthetics 

Against the hegemony of the Western idea of Fine-Arts and Design
Kakuzo Okakura, The Book of Tea, 1906, translated into Japanese in 1929

岡倉覚三 (1863-1913)
Kukuzo Okakura,
The Book of Tea, 1906
Dover Ed. 1964

Henri Focillon (1881-1943)

« L’Estampe japonaise et la peinture  
occidentale» 

Actes du Congrès international
d’histoire de l’art À Paris, 1921 

(1923).
Hokusaï (1919)

second version  (1925)

exhibition catalogue, 
Musée des Beaux-Arts de Lyon, 
2004

Elles (Les mains) sont presque des êtres animés. Des servantes ? Peut-être. 
Mais douées d’un génie énergique et libre, d’une physionomie—visages sans yeux et 
sans voix, mais qui voient et qui parlent. (...) 
La face humaine est surtout un composé d’organes récepteurs. 
La main est action : elle crée, et parfois on dirait qu’elle pense. (...) 
Pourquoi l’organe muet et aveugle nous parle-t-il avec tant de force persuasive ? (...)
Je ne sépare pas la main ni du corps ni de l’esprit. Mais entre esprit et main les relations 
ne sont pas aussi simples que celles d’un chef obéi et d’un docile serviteur.
L’esprit fait la main, la main fait l’esprit. Le geste qui ne crée pas, le geste sans 
lendemain provoque et définit l’état de conscience. 
Le geste qui crée exerce une action continue sur la vie intérieure. 
La main arrache le toucher à sa passivité réceptive, elle l’organise pour l’expérience et 
pour l’action. 
Elle apprend à l’homme à posséder l’étendue, le poids, la densité, le nombre. 
Créant un univers inédit, elle y laisse partout son empreinte. 
Elle se mesure avec la matière qu’elle métamorphose, avec la forme qu’elle transfigure. 
Éducatrice de l’homme, elle le multiplie dans l’espace et dans le temps.

Henri Focillon, « Éloge de la main » La Vie de forme,
P.U.F., 1943; 1970, pp.103-104 ; 128.

手はほとんど生きた存在だ。召使だろうか。おそらくは。

だがそれは、迸るような自由な才覚をもち、表情を宿している。

眼もなければ声も持たないが、手は物を見て、語りかける。（…）

人間の顔は、とりわけ幾つもの受容器官が組み合わさって出来ているが、手は活動だ。

それは掴み、作り出し、しばしばものすら考えているようだ。（…）

口も利けず、目も見えない器官が、どうしてあれほどの説得力をもって語りかけるのだろう

か？（…）

私は手を体とも、精神とも切り離しはしない。だが手と精神との関係は、聞き分けの良い

召使と、彼に傅(かしず)かれた主人との関係などよりも、はるかに複雑だ。

精神が手をつくり、手が精神を作る。創造しない仕草、その場限りの手振りは、

意識の状態を挑発し、それに輪郭を与える。創造する動作、ものつくりの手わざは、

内面の生命のうえに、引き続く作用を及ぼす。

手は触覚から、その受身の受容性を奪い去る。手は触覚を、経験と行動へと組織する。

ヒトは手から、延長(ひろがり)、重さ、密度、数を我がものとする術を学ぶ。

前人未到の宇宙を創造しながら、手はそのいたるところに、己の刻印を残してゆく。

手は素材を変身させ、形を変容させながら、その素材や形と自分を照らし合わせて、

腕比べする。

人間を訓育してくれる存在である手は、人間を時空のうちに増殖させてゆく。
アンリ・フォシオン「手を讃えて」 （訳 稲賀繁美）HenriFocillon, «Élogedelamain», La Vie de Formes,

Presses universitaires de France,1943; 1970, pp.103-104;128.

【Keynote Lecture】 “Question of Oriental Aesthetics: antithesis to Design?”  
International Conference Forgotten Japonisme, TrAIN Research Centre,  
University of the Arts London, International conference at the Sackler Centre, V&A Museum, London, July 9,2010.
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1st Japanese Translation
by Sô Sakon, Tokyo: 
Shinchosha, 1974; Chikuma
Gakugei Bunko Edition 1996.

André Leroi-Gourhan, Le Geste et la Parole, Paris, Albain-Michel, 1964-65

1970

Letter to Doki Hôryû, (Priest of the 
Shingon Esoteric Buddhism),  
London, 21-24 Dec. 1893

南方熊楠
｢ロンドン抜書｣より拇印の図

1999（明治32）年

mind
matterdeed

Minakata Kumagusu (1867-1941)

南方熊楠は、身体
の問題として、

物・事・心の相関関
係を図に表した。

士宜法龍宛書簡よ
り
18983（明治26）年
12月21日-12月24
日

南方熊楠（1967-1941）の林中裸像
1910（明治43年）

Minakata Kumagusu in the
Forest of Kumano, Ki-i Peninsula

Mind is nourished and cultivated 
by the forms which the hand 
manufactures; and mind in turn 
fosters and elaborates forms
through the hand which works
on the material. 

KAWAI Hayao  (1928-2007)

Soul is the name of something which is lost when we 
try to separate the mind from the body. 

Hayao Kawai, Nihonjin no Kokoro no
yukue 
(Where is the Japanese Mind going?),
Iwanami Shoten, 1998. Hayao Kawai  河合隼雄

（ 1928-2007 ）

NAKAI Hisao (1934-) 
Another distinguished psychiatrist, observes that in the case 
of acute mental crisis (persecution delusion for example) it 
is a wise treatment just to give the patient a portion of clay. 
Nakai Hisao, Sign, Memory and Trauma, 2004, pp.215-6

Tomimoto Kenkichi
(1886-1963) 富本憲吉

Vilem Flusser 
Vom Stand der Dinge, Eine
Kleine Philosophie des Design,
1993,
Dinge und Undinge: 
Phänomenologische 
Skitzen, 1993

2007

Donald Eubank, 
‘Hands on 
Contemporary Clay,’
The Japan Times,
Oct. 25, 2005

Stagma attached to
Clay in the West;
In Japan clay is 
Limited bu its history.

Why Clay and 
Not Styrofoam ?

Forgotten Japonisme 

Japonisme
Not an unconscious and un-reflexive submission 
to the yoke of Japanese craft making

Not an uncritical acceptatnce of the Western 
axiology of Fine arys and Design

Interaction between plastic thinking and 
plasticity in thinking

Ars cum natura ad salutem conspirat

Motto at the Entraqnce of the Setagaya 
Museum Seiji Ôshima (1924-2007)

Lotus, Dec., 1903
Ernest F. Fenollosa, «The Place in History of Mr. Whistler’s Art »

Ernest F. Fenollosa
（1853ｰ1908）

岡倉覚三 (1863-1913)
Kukuzo Okakura,
The Book of Tea, 1906
Dover Ed. 1964

【Keynote Lecture】 “Question of Oriental Aesthetics: antithesis to Design?”  
International Conference Forgotten Japonisme, TrAIN Research Centre,  
University of the Arts London, International conference at the Sackler Centre, V&A Museum, London, July 9,2010.
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梅澤和軒
Umezawa 
Waken
(1871-1931)

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

The Rehabilitation of the Southern Literaty Painting and Chinese Modernity
南畫復権と近代中國

(x) ｢我們把氣韻生動解釈到了這地歩､自然要想起了現代俄羅斯的康定斯奇(Kandinsky)的
新晝論｣(p.15). ｢藝術上的精神的方面｣正是康定斯奇的主眼｡他以爲這是形成作品的精
髄的､這是創作活動的指導者｡這因了内的必然的道程而作成内的｢純粋絵晝的構図｣(Die 
Reinmalerische Komposition)｡康定斯奇対於｢内的必然｣(Innere Notwendiykeit 
[sic.:"Notwendigkeit"])尤爲強調｡他的晝中,有｢形的言語(Formen-sprache)與｢色的言語｣
(Farben-sprache)向我們示告一種神的精神｡他所見的､藝術的世界是隔着廓然的城壁而與
自然対抗着的王國､有精神的｢内面的響｣(Innere Klang)在演奏微妙的音楽｡僅就這點看
来､已可驚訝康定斯奇的晝論與中國上代的氣韻生動説非常近似(p.16)｡

“expressionism” ｢表現主義｣. “pure painting” ｢純粋絵晝｣
“Innere Klang” ｢内面的響｣
“formal language”「形的言語」and “color language”「色的言語」
“spiritual side” ｢精神的方面｣.
internal necessity｢内的必然｣, On the formal level, Kandinsky aspires ｢企求｣
an extreme revolution ｢極端的革命｣
｢構図(Komposition)､or imprivisation ｢即興(Improrisation)[sic]｣. 
“suggestive entity” ｢暗示的実在｣ ｢近代音楽｣
Kandinsky as a brave athlete of Modern Spirit ｢近代的精神的勇敢選手｣

Kandinsky’s Über das Geistige in der Kunst (1911) 
｢藝術中の精神的要素｣

Kinoshita Mokutarô 木下杢太郎
「洋画における反自然主義的傾向」
“Anti-naturalistic Tendencies in Western Painting in Japan,” 

in  Bijutsu Shinpô 『美術新報』 1913. 

Sono Raizô 園頼三
professor at Dôshisha University 同志社大学

translation in 1915.

The Psychology of Artistic Creation 『藝術創造の心理』1922

Kandinsky’s “innere Klung”「内面的響」
｢密切的関係｣ with Qi-yun-sheng-dong 氣韻生動.

【Keynote Lecture】 “Question of Oriental Aesthetics: antithesis to Design?”  
International Conference Forgotten Japonisme, TrAIN Research Centre,  
University of the Arts London, International conference at the Sackler Centre, V&A Museum, London, July 9,2010.




